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MEXAYHAPOAHbI ®OPYM
«CTAPBIE M HOBbIE MEAMA:
NYTW K HOBOW 3CTETUKE»

AHHOTaumA. B ctatbe aHanu3upytoTca utorn MexayHapogHoro dopyma
«CTapble ¥ HOBble MefMa: NyTU K HOBOW 3CTETUKE», KOTOPbIA COCTOANCA
B8 MockBe ¢ 26 no 29 mapta 2019 r. OpraH13aTopbl HAY4YHOrO Meponpua-
™A — ®depaepanbHoe rocyaapcTBEHHOE OIOAKETHOE HayyHO-WUcCnenoBa-
TeNbCKoe yupexaeHne «focyaapCTBEHHbIA MHCTUTYT UCKYCCTBO3HAHMAY U
ABTOHOMHas HeKOMMepYecKan opraHusaums sbicero obpasoBaHusa «UH-
CTUTYT KMHO v TenesugeHus (TUTP)». KoHdepeHuma obbeguHuna uccnepo-
BaTe/Nei 3KpPaHHbIX UCKYCCTB BCEX BUAOB M aHPOB — OT KMHemaTtorpada
NlombepoB A0 NHTepHET-cepManoB 1 CETEBOro UCKyccTBa. B dopyme npu-
HMManun ydactve 6onee 80 yyeHbIX U3 POCCUICKUX U 3apyBEXRHbIX HAYYHO-
nccnenoBaTeNbCKUX U yYebHbIX MHCTUTYTOB. Kak nokasana KoHdepeHuus,
COBPEMEHHbIN 3Tan UccnefoBaHMUA Meamna OT/IMYAeTCA OT MeaManccnenoBa-
HWIA BTOPOM NoM0OBUHbI XX B., @ TaKXKe UccnenoBaHui pybexa 1990-2000 rr.
Bo-nepBbix, HOBblE MEAMA Y¥Ke He PaCCMATPUBAOTCA TONbKO KaK «BHELUHWE
pacwmnpeHna yenoBeKay. Bo-BTOPbIX, KOHCTATaLMM U oNaceHMA No nosoay
Hen3BeCTHbIX MOKa NOCNEACTBUI B3aMMOLENCTBUA YeloBEKa C KOMMNbloTep-
HbIMM TEXHONIOTUAMMU CMEHUNCL NOAPOOHBIMM ONUCAHUAMM 3TUX NOCNea-
cTeuii. MoaBuaacb BO3IMOXKHOCTb 0606WMTL ONbIT UCCeA0BaHN Meana B
1990-e rr.  caenaTb BbIBOAbI OTHOCUTE/IbHO HEKOTOPBIX BbICKa3aHHbIX B TO
BpemA NpPOrHo3oB..
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B pamKax KoHbepeHUun bbian paccMmoTpeHbl GUNocodcKme U MeToaoN0rm-
YyecKkune BOMNPOCHI MeananccaenoBaHunii, BOMPOCh! 3CTETUYECKON 3HAYMMOCTH
uMbpPOBOro UCKYCCTBa, BAUAHUA HOBbIX Meana Ha 1306pa3uTesibHoe UCKYC-
cTB0, Npobiembl TpaHCPOPMaALIMM SCTETUYECKOTO BOCMPUATUSA, aKTyasibHble
BOMPOCbI COBPEMEHHbIX Macc-meama, BOMNPOCbl 3TUKMU HayuHbIX ny6/uKa-
UM 1 ap. KoHdpepeHUMa NPoAEeMOHCTPMpPOBaNa NoTPebHOCTb B HOBbLIX Me-
TO4ax UCCnefoBaHusA, KoTopble 6blin Bbl peneBaHTHbI HOBbIM Meaua, He-
06X04MMOCTb Pa3paboTKM HOBbLIX 3CTETUYECKUX MOAXOA0B, paclMpeHus
KaTeropuanbHOro annapaTta 3CTETUKM, CNOCOBHOrO OXBaTUTb HOBYIO Meau-
apeasibHOCTb M ABeHWs LMdPOBOro UCKyccTea. Hapaay ¢ popmyanpoBKoit
MepeyncneHHbIX BOMNPOCOB, B AOK/AaAaX y4aCTHUKOB KOoHbepeHuumn 6bian
KOHKPETU3NPOBaHbI BbIBOAbI O BAUAHUM HOBbIX MefMa Ha No3HaBaTe/IbHble
CNOCOBHOCTU YenoBeKa, ero cnocob AencTBMA, KHOBYH MAACTUKY», 0bpa3
XM3HWU. OTMEYaNNCb HACTOPAXKMBAIOWME TEHAEHLMN K NPEBPALLEHMIO CO-
3HaHMA B «TeiMMepCKoe», pearnpytoliee B COOTBETCTBMU C ONpeaeneHHbIM
aZrOPMTMOM, Mepexos, OT PacCyKAEHWA M 0BOCHOBAHWUIA K peakumam u
oueHKam. lMoHATME «uMdpPOBOE WMCKYCCTBO» OKa3anoCb HEO4HOPOAHbIM,
BK/IIOHAIOLLMM B CeHA pas3/iMuHble BUAbI XaHpbl.

KnioueBble cnoBa: HoBble MeaWa, MeANanCcCef0BaHNsA, 3CTETUKA, 3CTETH-
yeckoe BocnpuaTue, LMGPOBOE UCKYCCTBO, MHTEPHET, TeneBnaeHue
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INTERNATIONAL FORUM
“OLD AND NEW MEDIA: ALONG THE PATH
TOWARDS A NEW AESTHETICS”

Abstract. The article analyzes the results of the International Forum “Starye
i novye media: put k novoy estetike:” [“Old and New Forms of Media: Paths
Towards New Aesthetics”], which took place in Moscow on March 26-29,
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2019. The organizers of this scholarly event were: the Federal State Budget
Scholarly-Research Institution “the State Institute for Art Studies” and the
Autonomous Non-Commercial Organization for Higher Education “Institute
for Cinema and Television (GITR).” The conference brought together
researches of the arts of the screen of all types and genres — from the
cinematograph of the Lumieres to internet-serial movies and internet art.
Over 80 scholars from scholarly research and educational institutions of
Russia and other countries took part in the forum. As the conference has
shown, the contemporary stage of research of media differs from the media
research of the second half of the 20th century, as well as the research of the
turn of the 1990s and the 200s. first of all, new forms of media are already not
regarded as “outward expansions of the human being.” Second, assertions
and apprehensions regarding the hitherto unknown consequences of the
interactions of people with computer technologies have been replaced by
detailed descriptions of such consequences. The opportunity has appeared to
generalize the experience of the research of media in the 1990s and to come
up with conclusions regarding certain calculations uttered during that time.
The issues examined within the framework of the conference included
philosophical and methodological questions regarding research of media,
questions of the aesthetical significance of digital art, influences of new
media on the visual arts, issues of transformations of aesthetical perception,
relevant questions of contemporary mass media, questions of the ethics
of scholarly publications, etc. The conference demonstrated the need
for new methods of research which would be relevant for new media,
the need for development of new aesthetic approaches, the expansion
of the categorical apparatus of aesthetics capable of spanning the new
media reality and phenomena of digital art. Along with the formulation
of the enumerated questions, the presentations of the participants of the
conference concretized the conclusions about the influence of new media on
the cognitive capabilities of man, his means of action, “new plasticity” and a
new way of living. Notice was made of alarming tendencies of transforming
consciousness into that of “gamers,” reacting in correlations with certain
algorithms, and a transference from discourse and substantiations towards
reactions and evaluations. The conception of “digital art” turned out to be
heterogeneous and included in itself of diverse types and genres.
Keywords: new types of media, media research, aesthetics, aesthetical
perception, digital art, Internet, television
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MosABieHNe N YyTBEPKAEHNE HOBbLIX TEXHO/OTUIA KOMMYHUKaLUK B
MCTOPUUN KYNbTYpbl YAMBUTEbHBIM 0OPAa30M COBMAAAeT ¢ 3nNoxamu nepe-
XOA4HbIMKU. KHWronevaTaHue pacnpocTpaHAaeTca B npeasnsepum Hosoro
BPEMEHMU, TEXHUYECKME CPeaCcTBa PenpoayLnpoBaHna (0 KOTOpbIX nucan
Banbtep BeHbamuH [1, c. 19]) conpoBOXKAAOT MHAYCTPUANBHBIA BEK —
anoxy mogepHa. PacnpocTpaHeHMe 371eKTPOHHbIX CPeacTB TPaHCAALUM
C/TYXKUT OCHOBaHWEM A/11 BbIBOLOB O HAaCTyM/E€HWUM HOBOM, MO CPAaBHEHMIO
C MOAEPHOM, 3MOXM — 3MOXU C NPUCTABKOW «MNOCT-». BnucbiBaeTca nn B
3TY JIOTUKY UCKYCCTBO? KaK BAMAET Ha HEero aBoatoLmMsa megma?

JMHaMMKa 3KpaHHbIX UCKYCCTB B MCTOPUKO-KYIbTYPHOM KOHTEKCTE M
ncTopmA mMmeama oT APEBHENLWNX HOCUTENEH MHPOPMALIMM A0 CaMbIX CO-
BPEMEHHbIX LUMPPOBbLIX CPeacTB KOMMYHUKALMKU HAXOOUANUCH B LIEHTpe
obcyxaeHma MexayHapoaHoro ¢opyma «Ctapble M HOBble Meaua: MyTU K
HOBOW 3CTETUKEN», KOTOPbIV cocToANCA € 26 no 29 mapTa 2019 r. 8 MockBe,
B [oCcyAapCTBEHHOM MHCTUTYTE UCKYCCTBO3HaHMA. OpraHn3aTopbl HAay4YHO-
ro meponpuatua — focyaapCcTBEHHbIA MHCTUTYT UCKYCCTBO3HaHUA (ganee
— TMA) n AHO BO «UHCTUTYT KnHO U TenesuaeHus (TUTP)» (panee —
T'MTP). KoHdepeHuma obbegmHUAa UccaeoBaTenien SKPaHHbIX UCKYCCTB
BCEX BUAOB M KaHPOB — OT KMHemaTorpada J/llombepos Ao UHTepHeT-ce-
pWanoB 1 CETEBOIO UCKYcCTBa. B popyme npuHanm yyactne 6onee 80 yye-
HbIX, MPEeACTaBAAOLWMX BEAYLLNE HAYYHO-UCCNEAO0BATENBCKME NHCTUTYTDI
U BbiCLLMeE y4ebHble 3aBeaeHma Poccun, fepmanmm, Monbwim u ap.

YT106bI OLEHUTb MEPCNEKTUBbI Pa3BUTUA IKPAHHbBIX WUCKYCCTB, CBS-
3aHHbIX C HOBbIMU MHPOPMALMOHHBIMM TEXHONOTUAMM, HYXKHO OTBETUTL
Ha BOMPOCHI, ABAAKTCA /I OMbITbl UMPPOBOrO UCKYCCTBA 3CTETUHECKUM
ABNIEHNEM, BAUAIOT N (M €Cin BAUAIOT, TO KaK) LMdpoBble TEXHOAOMMM
Ha BOCMpPUATME Ye/NOBEKAa, ero MHAMBUAYA/IbHblIE CMOCOOHOCTH, ero co-
3HaHWE U npoueccbl KOMMyHMKaumu. NccnegoBaHma meana He nepeoe
AecAaTuneTme ABAAIOTCA NONYyAAPHOM Temow acTeTukn [2, c. 105; 3, c. 50—
51, c. 54-55]. CoBpeMeHHbI 3Tan uccnegoBaHUii Mmeana, Kak nokasana
KOHdEepeHUMs, CYLLLeCTBEHHO OT/IMYAETCA OT MeAnancce0BaHNM BTOPOWA
nonosuHbl XX B., a Takxe pybexka 1990-2000 rr. Bo-nepsbiX, HOBble me-
[AMa y¥Ke He PacCMaTPUBAKOTCA TONIbKO KaK «BHELLHWE pacLUMpeHnn Yeno-
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BeKka» (TepmuH M. MakntosHa) [cm.: 4, c. 5-9]. Bo-BTOpbIX, MHEHMUA U
oMnaceHna No NOBOAY HEM3BECTHbIX MOKA NOCAeACTBMI B3aumoLencTeus
yenoBeKa C UMPPOBLIMKU TEXHONOIMAMM KOMMYHMKaumn [cm.: 5, c. 135,
c. 137-138; 6, s. 119] cmeHUAMUCb AO0BOALHO NOAPOOHBLIMM KOHKpPETU3a-
LMAMM 3TUX NOCNeACTBUI. [0 NpoLlecTBUN BPEMEHM NOABUAACH BO3MOMXK-
HOCTb 0606 MTb ONbIT UcCNeaoBaHNn meguna B 1990-e rr. [Hanp.: 7,s. 567;
8, s. 25-26] n caenatb BbIBOAbI OTHOCUMTE/IbHO HEKOTOPbBIX BbICKa3aHHbIX B
TO Bpems NporHo3os.. MNpwu atom pag paboT, onybaAnMKoBaHHbIX 4B8a AECATU-
NeTus Hasag, 1 No cei AeHb CYMTalTCA Hanbonee aBTOPUTETHbIMM TPyAa-
MM B 061aCTUN U3yYeHUA HOBbIX Meama (Hanpumep, paboTbl H. SlymaHa [9,
s. 35; 5, c. 135-146]). Tema UTOroB HameTU acb B psALe AOKNALOB, HO He
CTONbKO B KQYecTBe CaMOCTOATE/IbHOM, CKOMIbKO B KayecTBe GpoHa M Tou-
KM OTCYeTa 4/1A NPeabABAEHNN Pe3y/bTaToB COOCTBEHHbIX UCCeA0BaHWI
OOKNaA4YMKOB.

OTKpbIN KOHOEpeHUMIO A0KNah «IKpaHHOe TBOPYECTBO M rymMaHu-
TapHOe 3HaHWe» U3BECTHOro KMHOBeZa WM KynbTyposora, MHOro/ieTHero
Avpektopa Poccuitickoro MHctuTyTa KynbTyposornn (PUK)! K. Pasnorosa
(BIMK, npodeccop, pykoBoauTenb otaena). JoKknagumk — oauH U3 aBTo-
POB MOHATUA «3KPAHHAA KyibTypa», cGOPMYIMPOBAHHOIO M 0OOCHOBAH-
HOro B COaBTOPCTBE C Kosineramu no MHctuTyTy [10, c. 17, 19, 23]. Uk-
CTUTYLUMANN3ALMA KYNbTYPOIOrMU KaK HAyYHON AMCUMNAMHBI B Hayane
1990-x rr. TakxKe cBsizaHa ¢ uctopuent PUKa. B cBoem BbiCcTynneHnn Pas-
NIOroB rOBOPW/I O METOAONOTMU FYMAHUTAPHOrO 3HaHMA M Popmax ero
npeabAB/ieHUA, O COOTHOLWEHMW MaTepmana 3HaHWUA, NpoLuecca NO3HaHUA
W ero pesynbTaTa, O B3aMMOOTHOLLIEHUAX T'YMAaHUTAapHOIO 3HaHMA U 3KPaH-
HOW Ky/IbTYpbl M O TOM, HAaCKO/IbKO 3KPaH CTAHOBUTCA OLHOBPEMEHHO WH-
CTPYMEHTOM WUCCNef0BaHMA M NpeacTaBieHMeM ero pesynbratos. CBou
naen no sToMy NOBOAY YYEHbIN PAaCCMATPMBAN Ha MaTepuane akTyasbHbIX
COBbITUI KyNbTYPHO-XYA0KECTBEHHOW KU3HM, NOAYEPKMNBASA Creundpury
NMO3HaHWA B 'yMaHUTapHoW coepe, «KoTopas 3HaUnTeIbHO BanKe No npo-

1 IHCTUTYT Nog, pasHbiMM Ha3BaHuamK (¢ 1969 r. — HUWM kynbTypbl, ¢ 1992 r. — Poccuitckuin
MHCTUTYT KyAbTypoaoruun) npocyuiectsosan ¢ 1932 no 2014 rr.
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61eMaTUYHOCTM KMBOW F'YMaHUTapPHOW PeanbHOCTMY», YeM AarKe npouecc
NO3HAHMA B COLMANBHBIX HAayKaXx.

®dunocodckne n meToaoN0rMUECKMe BONPOChl MeananccaesoBaHui,
npobnembl A3blKa ONMCAHUA HOBbIX MeAMa, UX BAWAHWUA Ha YeNoBeKa,
NOAXOAbl K UCCNEN0BAHUIO CBA3AHHBIX C HUMU XYA,0XKECTBEHHbIX MPAKTUK
obcyxxaanucb B BbicTynneHuax . TynbumHckoro (HWUY «Bbicwas wKona
3KoHOMMKW» B CaHKT-TeTepbypre, npodeccop), A. FankuHa (Tomckuit rocy-
[APCTBEHHbIN yHMBepcUuTeT, npodeccop), E. Aykosa (TUW, rnasHbIN Hayu-
Hbli1 COTPYAHUK), A. OpuKkkepa (CaHKT-MNeTepbyprckmii rocyaapCcTBeHHbIN
yHuBepcuTeT, npodeccop), A. AeHunkuHa (TUTP, npodeccop), H. XpeHosa
(MW, rnaBHbIM Hay4yHbIM coTpyaHMK), W. tOrai (CaHkT-MeTepbyprckuin My-
MaHUTapHbIN yHUBepcuTeT npodcoto3os, npodeccop).

K npobneme oHTONOrMMN Meaua 0b6paTUNICA B CBOEM MOJNEMUYECKU
3a0CTpeHHom BbicTynieHun C. WTenH (PITY, aoueHT; TMTP, 3aBeayowmit
Kadeapoi). Mo cnoBam AOKNaA4YMKa, «OHTONOTMYECKas cxema meama
B HACTOALLMMA MOMEHT OTCYTCTBYET», HECMOTPA Ha BCHO MONYAAPHOCTb
npobaemMaTVKU megma, COCTaBAAOLWEN NpeaMeT U3yYeHUs MHOMUX AuC-
umnavH. CBol nogxop K paspaboTke OHTONOIMM MeAua aBTop paccma-
TPWBAET KaK NPOAO/IKEHNE U Pa3BUTUE KOHCTPYKTUBHO-TEHETUYECKOTO U
[eATeNbHOCTHOrO NOAX0408.

B aoknage H. XpeHoBa «OT MapvOHETKU K pobOTY UM B KaKKX OT-
HOLLUEHWAX CerofiHA HaXoAATCA KyNbTypa U LUUBUAM3ALMA» NPUKIIOYEHUA
W NpeBpaLLeHNA MAaPUOHETKM B UCTOPUMN KY/bTYpbl, @ TaKXKe poab 3TOro
nepcoHaxka B TeNIeBM3NOHHbIX Wwoy 1990-x rr. paccmaTpuBaeTca ¢ onopoi
Ha DaXTUHCKME NMOHATUA «KapHABa/IbHOCTb» U «KapHAaBaU3aLma».

MonynapHaa B 1990-e rr. TeMa KKOMMYHUKALMMU C KOMMbIOTEPOM»
(ccbinka Ha oagHy M3 NybAMKauuMiA Ha 3Ty Temy NpuseaeHa Bbilue [8, s. 1])
B Havyane XXI| B. nonyyaer nobonbiTHoe passuTme. E. CemeHoBa (PrBHY
«UHCTUTYT Xyp0XKecTBEHHOrO 06pa3oBaHmA 1 KynbTyponormm PAO», ctap-
LN HayYHbIN COTPYAHMK) B AoKNaae «KapHaBas UCKYCCTBEHHOO UHTE-
NekTa» obpauwaercs K noHATMam M. BaxTMHa. B goknage vccnepnyrorcs
CTpaTerMm noseAeHWsA B BUPTYaibHOM cpese, NO3BOAAIOLLME C MOMOLLBIO
WCKYCCTBEHHOIO MHTE/IEKTa «3aMnyCcTUTb» MPOLEcC KapHaBa/au3auuu.
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MCKYCCTBEHHbIM WHTENNEKT NoASaeTcA oby4YeHUto nMpuemam Co3aaHus
cmexoBoro 3ddekTa nytem «Ayb/MPOBaHUA, KONNAKMPOBAHUA» U T.4,.
B pe3ynbTaTe OTKPLIBAETCA BO3MOMKHOCTb CO34aHUA KOMMYHMUKATUBHbBIX
NPOCTPAHCTB, NPMBAEKAIOWMX NYBAMKY Be3 «XKMBOro NPUCYTCTBUA pede-
peHTa».

I. TYNbYMHCKUIA B CBOEM BbICTYMN/IEHUN «DKpPaH M GaKTOp CKOPOCTH:
OT HappaTMBOB K NepdopmaTMBamM» aHaIM3NPYeT NOCNEACTBUA B3aMMO-
AeNCTBMA Ye0BeKa C LMPPOBbIMM TEXHONOTUAMM KOMMYHUKALMKN, BAK-
AHWE «TOTa/NbHOW UMPPOBON Meamnanmsaumm», NPoHMU3bIBaOWEN 0bpas3
W3HU COBPEMEHHOrO YefioBeKa, Ha GopMUpPOBaHNE UHANBUAYANBHOIO
M 06LLEeCTBEHHOrO co3HaHuA. O MmeaMann3aunmM CoBPeMeHHOM AelCTBU-
TeNIbHOCTM, KOTOpas NpeBpallaeTca B «nepeKMBaemoe MpPoCTPaHCTBOY,
M O TOM, YTO 3KpaHHble N30OparKeHUA BO3LENCTBYIOT HA 3pUTeNa C fo-
CTOBEPHOCTbIO «HEMOCPeACTBEHHOW» PeasibHOCTH, B CBOE BPemMs Mn1casm
npeacTaBUTENIM COBPEMEHHOM 3CTETUKU, HaNnpUMep, U3BECTHbIN dunocod
B. Benbw [11, s. 10; 12, s. 63]. TybYMUHCKUI Ke aHaANU3MpPYyeT U3MeHe-
HUA, NPOUCXOAALLME C YENOBEKOM «3KpPaHHOW UMbPOBOI KyNbTypbl» B
nocnegHue rogbl. OTMeYaeT NpeBpaLleHMe KANMNOBOro, MO3auyYyHOro Co-
3HaHWA B «reiMepPCKoe», pearnpytoLLee B COOTBETCTBMM C HEKOTOPbLIM as-
roputMmom. MI3meHseTca CKOpoCTb, XapaKTep Y SMOLMOHA/IbHAA COCTABASA-
toL,an Takow peakuuun. CKOpoCTb peaKkLMmn yBeIMYMBAETCA, HO CO3HAHMe,
Mo C/I0BaM A0KNAA4YMKA, OKa3bIBAETCA KKOPOTKUMY U «HErNYBOKNMY, «He
CNoCOBHbIM Ha “ANMHHbIE MbICIM”», MECTO PacCy)KAeHWa U 0b6ocHoBa-
HWUA 3aHMMAET peakuma 1 oueHKa. Yenosek (3puTenn/umtaTens) mMbicaUT
«TBUTTEPHbIMU POpPMaTaMm», KUBET CUIOMUHYTHLIM HACTOALWMM U Npe-
BPALLAETCA B YACTb OLMPOBAHHOMN PEANIbHOCTM.

HoBeble meama B Aoknage A. [leHUKUHaA «PensiuMOoHHbIN CyObeKT U
nocTyenoBeyeckas 3CTEeTMKA HOBbIX MeAma» PacCMaTPMBalOTCA He Kak
«BHELHMWE paclUMPeHns YeNloBeKa», a Kak NocTaBLWuK HOBOro onbiTa. OT-
JNIMYNTENBHBIMW YePTaMM HOBbIX Mena ABNAIOTCA «PeNALMOHHOCTb, ANHA-
MWUYHOCTb, IMEPAKEHTHOCTb». COracHO aBTOPCKOM rMnoTese, peyb MaeT
He MPOCTO O BAUAHWUM HOBbIX TEXHO/IOTUI Ha YesI0BEKA, HO O BO3HUKHOBE-
HUW B pe3ynbTaTe UX B3aMMOAENCTBMA «PENsLMOHHOM popmbl YenoBeye-
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CKOro CO3HaHMAY», ANA KOTOPOro XapaKTepHa YacTMYHaA aKCTepnopu3auma
NCUXMYECKMX NPOLLECCOB — nepuenuun, NamaTi, MblleHUA, «pacnpe-
[eNeHHbIX» NocpeacTBOM LMOPOBbLIX TEXHONOMMI «B NPOCTpaHcTBax 3D
BMPTYaNbHbIX MUPOB, COLMabHbIX CETEN, TEXHONOTMMI AOMNONHEHHON pe-
anbHocTM». CaMo B3aMMOZENCTBME aBTOP Npesg/araeT paccmaTpmeaTh B
KayecTBe TOYKM OTCYeTa Mpu UccaefoBaHUM HOBbIX meama. Ux scTeTuye-
CKasA 3HaYMMOCTb, N0 BbIBOAY [leHUKWHA, 3aKNt04YEHa He B NepesaBaemoi
MHPopMaLmM, a B BO3MOXKHOCTM YNPABAEHUA €0 (KOMMEHTUPOBAHUMN U
T.4.). 3T0 cBOEOHPA3HOE COTBOPYECTBO BbI3bIBAET IMOLMOHA/BbHYIO PeaK-
LM1I0, PaCCMaTPUBAEMYIO B AOKNAZE KaK «BO3POXKAEHME YYBCTBEHHOMO»,
KOTOPOE TOXE KPEeNSALMOHHO» U ABNAETCA PE3YNbTaTOM B3aMMOLENCTBUA.

MocTaHOBKa Npobiembl XyAoKECTBEHHO-3CTETUHECKOW 3HAYMMOCTM
LMdpPOBOro UCKYCCTBA coaepKuTca B Aoknaae M. lanknHa «CospemeHHoe
WCKYCCTBO M TEXHONOIMU: K reHeanoruu digital art». B goknage obcyxaa-
HOTCA BOMPOCHI TEPMUHONOTUMN ONUCAHWA LMbPOBOro UCKYCCTBA, B3aMMO-
aevicteua digital art ¢ ICTOPUKO-KYNbTYPHBIM KOHTEKCTOM, €ro GyHKLMI B
COLIMOKY/NIbTYPHOM KOHTEKCTe, NPUMEHMMOCTU NO OTHOLLEHUIO K LUdpo-
BOMY MCKYCCTBY aHas0rMin U3 obnactv nckyccTsa TpaguuUmoHHoro. Mos-
HO /I FOBOPUTb, Hanpumep, o LMdPOBOI CKYNBNTYPE, «aNTOPUTMUYECKON
KMBOMUCU», UK LMDPOBOE UCKYCCTBO NpeanosiaraeT cobCcTBeHHbIE BUAbI
W ¥aHpbI? Takum obpasom, ecm B 3CTETUKE BTOPOM NoNoBUHbI XX B. peyb
Waa 0 NPUMEHUMOCTU WU HENPUMEHUMOCTU MOHATUIA KIacCUYeCKoWm
3CTETMKU K UCKYCCTBY HeoaBaHrapaa, To B KoHue XX — Havane XXI B. Bbl-
30BOM A1 3CTETUKM CTAaHOBMUTCA Npobiiema KnaccudumKaumm n atpubyumm
undposoro nckycctea. OHa OTMeYaeTca Kak HaspesLwasa npobaema v B oo-
Knagax Apyrux uccneposateneid. Tak, BONPOCbl TEPMUHOMAOMMM, onpeae-
NEHVA cneuuduKn BUAOB MHTEPAKTUBHOIO MCKYCCTBA PacCMaTpPUBaAUCh
B Aoknage P. Jlykuuesa (MepBan ®ectnsanbHan KomnaHua, AMpeKTop no
pa3BuTHI0) «KnaccuduKkauma generative art U CMeKHbIX KOHTEKCTYabHbIX
ABNEHWIN: pa3paboTKa NOHATUIMHOrO annapaTay.

M. tOraii BMAWUT NpPU3HAKM HOBOM 3CTETUKM B HOBON 0BpPasHOCTU
n306pasnTenbHOro McKycctea. B goknage «MeamapeanbHOCTb B M30-
6pasnTeNlbHOM WUCKYCCTBE» MCCNefoBaTeNbHULA BblAeNAeT YyepTbl, Npo-
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ABMBLUMECA B XXMBOMUCK Nog, BanaHnem ¢otorpadum, KuHematorpada u
HOBbIX Meana. «HoBaA MnacTMKa YenoBeKa 3MNOXM HOBbIX Meaua», npu-
BblYKA B3aMMOLENCTBOBATb C MHTEPAKTMBHbLIM 3KPAHOM CKa3blBaKOTCA Ha
paboTe XyAoXKHUKA. B pesynbTaTe }UBOMUCHDBIN A3bIK NpUobpeTaeT YepThbl
aNropuTMM3aLnK, NOBTOPAEMOCTHM, CNEA0BAHUA NOTUKE KOMMNbIOTEPHOM
nporpammsl. Ha maTepuane paboT COBpeMEHHbIX XyA0KHUKOB aBTOP A0-
KNnaza LeMOHCTPMPYET, KaK }KMBOMMUCHOE NONOTHO NePEHMMAET KOMMNO3MK-
LMIO 3KPAHHOTO Kagpa, Kak U3MEHAIOTCA NepPCrneKkTUBHbIE PeLlleHus, Kak
durypatnBHoe cmelnBaeTcs ¢ HepurypaTMBHbIM, a UFPOBOE C AOKYMEH-
TaNbHbIM, KaK KapTUHA HaYMHaeT Bce 60/blle HAaNOMMHATL 3KpaH. Hosas
06pPa3HOCTb }KMBOMNUCK BO3HMKAET KaK CNeACTBME HOBOTMO OMbITa B3aMMO-
OeNCTBUA XyA0XKHUKa (KaK U 3puTens) c MeamapeasbHOCTbHO.

B noknape «Bu3ayanbHble MCKYCCTBA U HOBbIE SKPAHHbIE TEXHO/IOTUK
(VR, ronorpagus)» O. Ctpoesa (TUTP, npodeccop) oTMeYaeT HoBblE TEH-
AEHLMM B 3BONIOLMM BU3YaASIbHBIX MCKYCCTB, HAMETUBLUMECA NO4, BAUAHK-
€M HOBbIX Meana, 0COBEHHOCTU MUX BOCMPUATUA CBA3bIBAET C apdeKTom
«MNOrpyXeHMA» B CO34aHHYIO0 NPOU3BEAEHNEM Cpeay.

BanaHne mynsTMMeaMAHOCTM Ha BOCNPUATUE 3pUTENEM TPAANLMOH-
HOro MCKYCCTBa aHa/M3upyeT B AoKnage «[pounssedeHMe UCKYCCTBA Kak
YHUBEPCANbHbIN MynbTUMeguUIiHbIN cnoit» A. KOpreHesa (TN, ctaplumnii
Hay4Hbl COTPYAHMK).

B noknage «HoBble megmna n acTeTMKa moaepHuama» E. boraTbipe-
Ba (TUTP, npopeKTop) paccMaTpUBAET 3apOXKAEHME MOAEPHU3MA B U30-
6pa3snTeNbHOM MCKYCCTBE KaK O4HO M3 C/IeACTBUIN MOSABAEHUA TEXHUYe-
CKMX HOCUTEsNIe KOMMYHUKALMK («TEXHUYECKON BOCMPOMU3BOAUMOCTUY
[1, c. 19]), nocnyKmBWKUX cTaHOB/EHUIO doTorpadmm U KMHemaTorpa-
¢da. N geno He TONbKO B TOM, YTO TEXHMYECKME UCKYCCTBaA obecneyunnu
BO3MOHOCTb H60/iee TOYHOro BOCNPOU3BEAEHNA BUAMMOIO MUPaA, YEM
peanucTuyeckoe n3obpasntenbHoOe UCKYCCTBO. [eno elle u B popmunpo-
BAaHWUW XapaKTEPHOM AN1A MOAEPHM3MA CUTYaALMM 3CTETUYECKOTO BOCMPU-
ATUA. XyLOXKeCTBEHHaA MPaKTMKa MOAEPHM3MA 3afana HOBYHO MOAENb
3CTETUYECKON KOMMYHMKALMKU, B KOTOPOW MOSBWIACb OHTO/IOrMYEcKasn
BO3MOMHOCTb MOcCpegHUKa. B KMHO co3gaHHOe npou3BegeHne — 3TO
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BO3MOYHOCTb, KOTOPAsA CTAHET AeNCTBUTE/IbHOCTbIO TO/IbKO B pe3y/ibTaTe
npoekuun. «1encTBUTENbHOCTE» B AAaHHOM C/ly4ae — 3TO KOMMYHMUKa-
TMBHasA CUTyaUMA B LEAOM, MPOCTPAHCTBO NPOCMOTPA, B KOTOPOM nepe-
X04, U3 BO3MOMHOCTM ocyLiecTsaseTca 6aarogaps nocpesHnKky — npo-
eKLMOHHOM annapaTtype. MoaepHUCTCKoe M306pa3nTesibHOE MCKYCCTBO
TaK)Ke 3aZaeT NPOCTPAHCTBEHHYIO MOAENb BOCMPUATUA, B KOTOPOM Cam
apTedaKT — 3TO TO/IbKO BO3MOMKHOCTb. [1eCTBUTEIbHOCTbIO Npon3Bese-
HWe CTaHOBMTCA B MEPCNEKTUBE Y4acTUA NOCPEeSHUKA, B PO/IM KOTOPOTO
B PaHHEM MOAEpPHW3Me BbICTYNaOT TEKCTbl XYAOXKHUKA — MaHUECTbI,
TPaKTaTbl, CONPOBOXKAAOWMNE NPeabsBeHNe BU3yanbHbIX Npou3Bese-
HUI nybnmKe. TeKcTbl XyA0XKHUKA-MOAepHUCTa (BK/KOYas ero BbiCTyne-
HWA) CAYXKAT He JONOJIHEHWEM K NMPOU3BEAEHWNIO M306Pa3UTENBHOTO MC-
KYCCTBQ, A YC/IOBMEM €ro BOCNPUATHA.

Mpobsembl HOBbIX MeAMa C TOYKM 3PEHMUA COLMONOTUU aHANN3NPO-
Banucb B goknagax E. [lykosa un A. LLlapuKkosa. B foknage mHoroneTHero
opraHusaTopa KoHpepeHummn npodeccopa E. [lykoBa «Kak nybnauka cra-
HOBMTCA TBOPLLOM» PacCMaTPMBAIOTCA NPOLLECCHI, BAUAIOLLME Ha U3MEHe-
HWe nosefeHuns NybanKU B 3MNOXYy MyNbTUMEAUAHON BOCMPOU3BOAMMO-
CTU. BcTynas B anoxy, KOrga YHUKaAbHOE CTaHOBMTCA MACcCOBbIM, @ poboTbl
NpeBpaLLaloTCA B KOMMNAHbOHOB, HE OCTAB/IAEM /I Mbl Pa3yM MaLUMHaM?
HoBbIli M1p aaeT 6onblue NOBOAOB A/1A NOCTaHOBKM HOBbIX BOMPOCOB. Cu-
Tyaumto ¢ Nyb6/MKOM, a TaKKe ¢ No3unumen Habatogatens HOBbIX COOLITUN,
aBTOP WANIOCTPUPYET, CCbIIAACH HAa OCTPOYMHOE BbICKa3blBaHWE YYEHOTO-
dum3mkKa: «Mbl ABNAemcA CBUAETENAMM NPOLECCOB ONpPeaeIeHHOro TUNa,
MOCKOJIbKY Apyrve npoueccbl MpoTeKatoT 6e3 ceuaeTtesnein». OXBaTUTb
NPOUCXoAALLME U3MEHEHMSA MO CUTY KBAHTOBOW MEXaHMKe, KOTOpas Cro-
CObOHa yNOBMUTb TO, YTO CEroAHA NULLb HaMeYaeTcs.

B sbicTynneHun A. Wapukosa «KMHONPOCMOTPLI Ha Te/leKaHanax:
TeHAeHUMn nocnegHero Bpemenu (HUY «Bbiclias WKona 3KOHOMUKNY,
npodeccop) Npo3sy4an BbIBOA O TOM, YTO COBPEMEHHbLIV 3pUTE/b CTasl
b6o/ible CMOTPeTb COBpPeMeHHOoe oTeyecTBeHHOe KuHo. Coumonorou-
YECKUI U KYNbTYPONOrMYECKUIA aHAIMU3 TAaKOTO ABEHUA, Kak UHTepHeT-
cauTbl dpaHKNYbOB, NpeacTaB/ieH B AoKNade « “PaHAoOMHOe TBOpYecTBO”:
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KpeaTuB 1 NOUCK MAEHTUYHOCTU» U. BbixoBCcKOM (MOCKOBCKUIA ropoacKoi
nefarormyecknin yHusepcutet, npodeccop) u U. lronesny (MoOCKOBCKUIA
ropoAcKoi Negarormyeckuii yHUBEPCUTET, AOLEHT).

Hapagy c obcyxaeHMem 3CcTeTUYeckoro noTeHumana HoBbIX Meaua
M LMPPOBBIX UCKYCCTB, OTAE/NbHOIO YNIOMUHAHWA 3aC/yXKUBAIOT AOKAAAbI,
npocnexuBaowme TpaHchopmaumm paga metadpop M CMbICIOB Ha MyTH
OT CTapbIX Meaua K HoBbiM. Hanpumep, B goknage E. CanbHukosoit (TN,
3aB. oTaenom) «OT CLEHMYECKOTro JIlOKa K 3KPaHHbIM 0bpasam MoTycTo-
POHHEro Mmupa» uccneayerca GpyHKLMA CLEHUYECKOrOo NloKa U USMeHeHMe
CEMaHTUKK 3Toro obpasa B cpegHEBEKOBOM, PEHECCAHCHOM M HOBOBpE-
MeHHoM TeaTpe. HaunHasa ¢ ¢punbmos K. Menbeca, meTadopa NtoKa no-
nagaeT B KMHO. Mo c/l0Bam aBTOpa AOKNA4a, «CTapble Meava nepexogaT
CO CBOMM A3bIKOM B HOBble Meaua». B KuHemaTtorpade obpas stoka cTaHo-
BUTCA «3CTETUHECKUM NEeATMOTUBOMY. [pocnexmnsas UCTOPUIO 3TON MeTa-
¢dopbl B KMHemaTorpade, CaslbHMKOBA OTMEYAET, UTO 06pa3 NloKa MOMKET
6bITb YaCTbIO KaK peasuCTMYecKoM, Tak U daHTacTUYECKOl KMHopeasb-
HOCTM, HO ero ¢pyHKLUMeN BCeraa ocTaeTca «Co3gaHue NPOCTPaHCTBEHHbIX
06pa30B MppaLMOHaAbHOro», «Marndyeckoro». B coobuieHmmn O. Casenbe-
Bol (HNY «Bbiclwas WKoMa 3KOHOMUKKN Y, Npodeccop) «Paek KaKk nepsblit
PYCCKMIA 3KpaH: CMHTE3 HapOAHbIX UCKYCCTB» pacCMaTpUBaeTcA OAWH M3
«NpeALecTBEHHUKOBY» 3KPaHHbIX UCKYCCTB. UccneaoBaHuUIo BbipasuTeb-
HbIX CPeACTB NaHTOMMMbI MOCBALLEH A0KNa4 AoKTopa dunocodun M. Co-
KONIOBCKM (BapmuHcKo-Masypckuii yHuBepcuTeT B OnblwiTbiHe (Mosblwia),
npogeccop) «B NoMcKax HOBOWM 3CTETUKM BblpaxKkeHWs: 6e3Mo/BHbIE KO-
MUKU (ONbLUTBIHCKAA NaHTOMUMA ryxmx 1957—2009)».

TpaANUMOHHO aKTyaIbHOM TEMOW OCTAaeTCA CPaBHEHME KMHEMATOrpa-
¢da v TenesngeHms. B. Mo3HUH (POCCUIACKMIA MHCTUTYT UCTOPMU UCKYCCTB,
3aB. CEKTOpOM) B AoKnage «06 scTeTMKe M306paKkeHUn B COBPEMEHHOM
Tenef0KYMEHTANIUCTMKE» ONPOBEPraeT BEPCUIO O MPEUMYLLECTBEHHO TeEX-
HUYECKOW NpuUpoae UX pasivuvii. JoKnaguymMk oTMedaert, 4yto bnarogaps
UMPPOBBIM TEXHOOTUAM TEIEBU3MOHHOE M306paxKeHne npubaukaeTcs
K KUHOM3006paKeHUo, HO cneunuduuHbIM s NepBOro ocTaeTcs «3pPeKT
CepUanbHOCTU» U «3PPEKT CUMYNbTAHHOCTU». DCTeTU3auma, No BbiBOAY
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aBToOpa AOKNafa, NPOHUKAET U B TENEBU3NOHHYIO JOKYMEHTA/INCTUKY.
MpumeHUTENbHO K Helt Mo3HMH npeanaraeT UCNoab30BaTh TEPMUH KCU-
TyaUMOHHAA 3CTETUKA», NOAPA3yMeBAOWMIA 1306pa3nTeNbHbIN, 3BYKO-
BOWM M HappaTMBHbIWA acneKTbl. B foKNage KaHAMAATA UCKYCCTBOBEAEHMUA
C. duamnnosa (MIY umeHu M.B. JIOMOHOCOBA, HAy4HblA COTPYAHMK)
«Mpobnema anoddepeHLMaLUN KUHO U TENEBUAEHNA B HALLIW OHUY TaKKe
noAYepKmnBanacb HEAKTYaNbHOCTb CYKAEHUN O TEXHONOTMYECKUX Pasau-
YMAX KMHO U TeneBuaeHuA. EAUHCTBEHHBIM aKTyaslbHbIM PasanymMem, no
CNI0BaM AOKNaAUMKa, OCTAaeTCA MecTo Nokasa. Ho B Luesom Bonpoc o pas-
JIMYNAX OCTAETCA OTKPbITbIM.

OAHUM U3 CneacTBUl B3aMMOAENCTBUA TeNeBUAEHUA U HOBbIX Tex-
HOMIOTUIA KOMMYHMKaLWUKU ABNAETCA M3MEHEHWe CnocoboB MpocMoTpa
Tenenepenay, B YaCTHOCTH, TENEBU3NOHHbBIX CEPManoB. AHaAN3MPyA 3pu-
TeNbCKME OTK/MKM Ha Bbliweawmnii B 2018 r. Hemeuguii cepman «BaBuaoH
— BepanH» pexkuccepa T. ToikBepa, E. YepHoKoxeBa (EBponeickuii nH-
CTUTYT KOMMNaPaTUBHbIX UCCNefoBaHWUIA KynbTyp, fepmaHuna) B AoKnage
«“BaBuioH — bepnnH”: cepuanbl — NPOCMoTp GUABMOB — CBOSA KU3HbY»
CTaBMT Npobnemy BAUAHMA HOBOW SKPAHHOM MPOAYKUMM Ha YacTHYHO
¥KM3Hb YeNOBeKa, 333eTCA BOMPOCOM O GYHKLMAX STUX NPOU3BEAEHUN B
NnoBCceAHEBHOM COLMAIbHOM KOHTEKCTE.

HoByto aKTyanbHOCTb NpuobpeTaeT CONOCTaBUTENbHbINA aHanW3 Te-
NeBNAEHUA Kak GopMbl TPAHCAALUM NPOU3BEAEHWNIA UCKYCCTBA U HOBbIX
CNocoboB TPAHCAALMM, HOBbLIX NNATHOPM, MOABUBLLMXCA B CETU UHTep-
HeT. B 3Tom KOHTeKcTe cnegyeT oTmMeTuTb Aoknaabl A. Cmonesa (TN,
CTapWMA HayYHbIN COTPYAHMK) «Cepuanbl B MOUCKAX UHTEPAKTUBHOCTUY,
A. EKumoBo# (HaLMOHanbHbIN MHCTUTYT AU3aiHa, A0oueHT) «MHTepaKTuB-
Has OOKYMEHTANIUCTUKA: peasbHOCTb U BUPTYasibHOCTb». EKMMOBA CTaBuUT
npobnemy Xyf0XecTBEHHO-3CTETUUYECKOr0 OCMbIC/IEHWA TAKOTO ABNEHUS,
KaK MHTEPAKTUBHbINA AOKYMEHTaNbHbIN GUAbM («JIOHTPUAY») U OTMeYaeT
OTCYTCTBUE pesieBaHTHbIX METOAOB ero uccnefosaHua. Mo mbicin aBTo-
pa [OKNafda, K UHTEPAKTMBHOM AOKYMEHTA/SIMCTUKE HEenpUMEHUMbI Ta-
KMe 3CTeTMYECKME KaTeropum, Kak «XyA40MKeCTBeHHbI 0bpasy, «Bpems»,
«MPOCTPAHCTBO», KMOHTAX» U «CHOKeT». M B 3TOM CMbIC/1e aKTya/lbHbIM
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ABNAETCA MOMCK HOBbIX MOAXOAOB K UCCNEL0BAHUIO UHTEPAKTUBHBIX 40-
KYMeHTasIbHbIX GpUIbMOB. TemM CambiM AOKAAAUMK CTaBUT BONPOC 06 aKTy-
a/IbHOCTU PacLUIMPEHUA KaTeropnanbHOro anmnapaTa acTeTUKKU. 34echb cne-
AyeT OTMETUTb, YTO NOHATMEM «LMdpPoBan scTeTuKa» («Digitale Asthetik»)
npeacTaBuUTENN 3TON AMCUMNANHBI ONEPUMPOBanKU yxKe Ha pybexke 1980—
1990-x rr. [cMm.: 6, €. 7], o4HAKO ee NO3HaBaTe/IbHble BO3MOMXHOCTU OCTa-
JINCb He BNOJIHE MPOACHEHHBIMU.

Papg, 3ameTHbIX OOKNa40B KOHpepeHUMM obbeamHsaeT oblan Tema
BAUAHNA HOBbIX MHGOPMALMOHHBIX TEXHONOIMI HA BUAbI W ¥KaHPbl CO-
BPEMEHHbIX 3KPaHHbIX MCKYCCTB. B 3TOT pAa BNMUCbIBAlOTCA AOKAagbl
H. Kpmsyau (BLUT MTY nmeHn M.B. JlTomoHOCOBa, pyKOBOAUTE/b HAay4YHO-
ro otgena) «3epKasbHble Kogbl B aHMMaLMOHHOM aBTobMonuke», . Bu-
peHa (TN, cTaplumii HayYHbI COTPYAHMK) « JOKYMEHTaNbHanA aHUMaLmMA
WIW aHMMALMOHHAA [AOKYMEHTA/NIUCTUKA?». B Apyrom KOHTeKcTe Tema
TeneBMAeHUA 3aTpoHyTa B Aoknage W. Mebosoit (TUTP, aekaH npoato-
cepckoro dakynbreTa) « MHAMKATOPbI METAMOAEPHU3MA Ha POCCUIACKOM
TENeBUAEHUNY.

AKTYaNbHbIM BOMPOCAM COBPEMEHHbIX MacC-Meana NOCBALLEHbI Bbl-
crynneHusa C. EpodeeBa (TUTP, gekaH dakynbreTa KypHanuctnku) «Ha
nyTW OT TPASUUNOHHOIO TeneBmaeHua K tenesmgenmto 2.0» n A. Pacca-
anHoit (TUTP, 3aB. Kadeapoit) «CoBpemeHHble MHCTPYMEHTbI 3cTeTuue-
CKOM peanbHOCTU: pelikoBble HOBOCTU U MHOOPMALMOHHbIE GUALTPLI.
B noknage «MoAroToBKa akageMMUYECKNX TEKCTOB B 06/1aCTN 3KPaHHbIX UC-
KYCCTB K Ny6AnKaumum B 3gaHusax, nHaekcvpyemolix 8 b, Web of Science n
Scopus» I. KOHCOH (PoccuIACKMIA rocyiapCTBEHHbI COLManbHbIN YHUBEP-
cuTeT, npodeccop) NogpobHO PaccCMOTPEN STUYECKMUE acNEeKTbI MOArOTOB-
KM Hay4HbIX Ny6AMKaLMIA B T'yMaHUTAPHbIX HayKax. K aTMyeckol cTopoHe
Hay4yHOM paboTbl OTHOCATCA OOPOCOBECTHOE U TPAMOTHOE LIUTUPOBaHME,
BbIOOP HaZEeXHbIX U COBPEMEHHbIX MCTOYHUKOB, BCIeACTBME Yero obecne-
YMBAETCA HE TO/IbKO BBEAEHME CTAaTbU B COBPEMEHHbI Hay4HbIN KOHTEKCT,
HO M AoCTUraeTca Heobxoanmas cTeneHb NpobiemaT3aLmmn uccaesosa-
HWA, HaKOHEeL,, KOPPEeKTHas penpeseHTauma MeTafaHHbIX. B npouecce
NOArOTOBKM HayyHOW MybAMKaLMK 3TW 3Tanbl, KaK cneayeT U3 AoKnana
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I. KoHcoHa, ABAsOTCA He POpMasbHOCTbIO, @ CBMAETE/NIbCTBOM BHUMa-
TE/IbHOFO OTHOLIEHUSA K YMUTaTeNO.

OTpenbHoe BHUMaHMe . KoHcoHOM yaeneHo KpuTepuam oTbopa uc-
NoNb3yeMbIX B Hay4HOM TEKCTe MCTOYHMKOB. BaskHbiMKM MoKasaTensmwu
cTaTyca u3gaHua ABNAOTCA Takne GaKTopbl, KaK penyTaums peaakumoH-
HOW KOMINErMM N KOHTPUOLIOTOPOB, BK/KOYAsA OTCYTCTBME HEraTUBHOTO Ha-
YYHOro 63KrpayHAa, akaAeMUYecKUin PenTUHT n3gaTens U NHAeKcaums B
M3BECTHbIX B HAy4YHOM mMupe 6azax AaHHbIX, AeATeIbHOCTb KOTOPbIX B KO-
HEeYHOM cYeTe CAYXUT haee npeemcTtBeHHOCTU Hay4YHOro 3HaHuA.

KoHbepeHuMa NpoaeMOoHCTPMPOBaNa akTyaabHOCTb U AUCKYCCUOH-
HOCTb 06CY»KAaBLIMNXCA BONPOCOB. HOBbIMMK, NO CPAaBHEHUIO C UCCNEA0Ba-
HUAMM Megma B 1990-e IT., NpeacTaBAAOTCA BbiBOAbl 06 0COBEHHOCTAX
BANAHWA UMPPOBBIX TEXHONOTMI Ha BOCMPUATME YE0BEKA, €70 CO3HAHWE,
nosHaBaTebHble cnocobHocTH. C NnosiBIeHMEM COLMaNbHbIX ceTel bbina
nepeocmbicsieHa nNpobsema «KOMMYHUKaLMM C KomnbioTepom». B ao-
KNagax y4aCTHMKOB KOHbepeHLMM Npo3ByYaau BbiBOAbl O BAUAHUMN HO-
BbIX MeAmna Ha cnocob 1 xapaKTep AeNCTBUI YeN0BEKA, Ha ero NAacTuKy,
06pa3s un3HU. OTMEYaNnCb HeogHO3HaYHbIe U Tpebylowue AasbHeNLWero
M3yYeHUn TEeHAEHUMM K NPEBPALLEHUIO MHAMBWMAYA/NbHOTO CO3HAHMA B
«reimepcKoe», pearnpyroLee B COOTBETCTBUM C ONPeAeIeHHbIM a/IropuUT-
MOM, Nepexoa, OT pPacCyXAeHNn 1 060CHOBAHWUIM K NPOCTbIM PEAKLMSAM U
OLEHKaM.

MepcneKkTUBbl 3KPaHHbIX UCKYCCTB, CBA3AHHbIX C HOBbIMM MHpOPMa-
UMOHHbIMW TEXHO/IOTUAMM, COCTOAT B TpaHCHOPMaLMM TPALULMOHHBIX
’KaHPOB B HAaNpPaBJAEHUN UHTEPAKTUBHOCTU, B ONPeAENEHHOW KOHBEPreH-
UMW 3/1IEMEHTOB JOKYMEHTANIbHOTO U UFPOBOTO KMHO, B KOHBEPreHUuUu
TENEBU3NOHHbBIX, KUHO- U ceTeBbiX popmaToB. TpaanLMOHHOE M306pasu-
Te/lbHOE MCKYCCTBO, KaK OKa3anocCb, YXe AaBHO NepeHumaeT U agantu-
pyeT npoueccyanbHOCTb M 06pa3HOCTb HOBbIX Meaua. Bonpoc 06 acteTu-
YyecKkom noTeHumMane «uMppoBOro NCKYCCTBa» OCTAETCH AMCKYCCMOHHBIM.
B nogxoaax K ero pelweHunto B pamkax KoHGepeHUnM HameTnnacb TeHOEH-
UMA K YTOYHEHNIO COBPEMEHHOTO NMOHMMAHWUA 3CTETUKW. ITO CBUAETE/b-
CTBYET 0 NOTPEBHOCTU B HOBbIX METOAAX UCCNELOBAHMA, KOTOpble b6blnn
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6bl peneBaHTHbl HOBbIM MeAMa, B PaCLUMPEHMM KaTeropnanbHoro anna-
paTa 3CTeTUKM, CNOCOBHOrO OXBAaTWUTb HOBYIO MeaMapeasbHOCTb U ABne-
HMA UMPPOBOro MckyccTBa. MoHATME «LUMdPOBOE UCKYCCTBO» OKa3asoch
HEeOHOPOAHbIM, BKAOYAIOWMM B Ceba passinyHble BUAbI U KaHPbl. Ux
pa3paboTKa 1 Bepcun KnaccupmKaLmm TakKe OTHOCATCA K HOBbIM TeHAEeH-
UMAM MeamanccnesoBaHuii, KOTopble B LE/IOM HYXHO MOAAEPMKMBATD,
NPOLONKaTb M Pa3BUBaATH.
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3KPAH N ®AKTOP CKOPOCTMU:
OT HAPPATVUBOB K MEP®OPMATUBAM®

AHHoTauumA. CoBpeMeHHas 3KpaHHas KynbTypa CrocobCTBYET YCKOPEHUIO
OVHaMUKM Mepexofa OT OCMbICAAIOWMX HAapPaTUBOB HEMOCPELACTBEHHO K
nepdopmatneam. Kniouesyro posnb B 3TOM urpaet undposoi popmat. O6-
pas ¥KM3HW CerogHa NPOHU3aH ToTasibHOM LMbPOBOI Megnanusaumeit. IToT
npoLecc BefeT K YNPOLWEHUIO U YCKOPEHWUIO NPeabABNEHUA OCMbICNAIO-
wek Happaumm. CKOpoCTb CMbIC/I006PA30BaHUA AOCTUINIA TAaKOM CTEMeHw,
YTO NPEe3EHTAUUA CMbIC/IOB HE HYKAAETCA B CNefax TaKoW NpeseHTauuu
(snapchat). CoBpemeHHOe MCKyccTBO runeppeanuctuyHo. OHO He OTo-
bpakaeT, He 0603HaYaeT peasbHOCTb, HE OTCbINAET K Hel, OHO Henocpesa-
CTBEHHO NpeabABAAET HOBYIO peasnibHOCTb. Ero o3Havalowwme He HyxaatoTca
B O3HAYaeMblX, OHW He HappaTWBHbI, a nepdopmaTnsHbl. IT0 TpebyeT oT
3puTens, CAyLIaTeNns, YnTaTensa He « 4JIMHHbIE MbICANY (paccyKaeHuna n 0b6o-
CHOBAHWA NOHUMaHWA), @ PeakLMK, TO eCTb OLEHKU 1 AeiCTBUA («naiiKaTb,
6aHUTb M NOKyNaTb»).

Knunosoe (Mo3anyHoe) CO3HaHME Ha rnasax npespaLlaeTcs B reMmepckoe,
B PeaKUMI0 Ha CMTyauuio, 3a4aBaeMylo 3apaHee C MOMOLLbIO HEeKoero an-

* laHHan paboTa BbINOMHEHA B pamMKax UcciefoBaHusA «MexaHW3mMbl CMbIC1I006pa30oBaHNs
M TEKCTyaNn3aLmm B COLMANbHBIX HAPPATUBHBIX M NepGOPMATUBHBIX JUCKYPCaX U NPaKTU-
Kax» npu nogaepxke rpaHta PH® Ne 18-18-00442.
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roputma. Mpu 3TOM 3MOLMOHANIbHOE NEpPeKMBaHMe CBA3AHO He CTO/bKO C
3aHMMaeMoi No3nLMeN, CKONbKO ABAAETCA HENOCPEACTBEHHOW, KenaTeslb-
HO BbICTPOI (aBTOMATUYECKOW) peaKkumei Ha CUTyaLmio, YTO MOXKHO KBasu-
dUUMPOBATL KaK OAMH M3 ACNeKTOB «HOBOM KMBOTHOCTU». OundpoBaHHas
peanbHOCTb He HYKAAeTcA B My3esx, TeaTpax, KMHoTeaTpax, bubamorekax,
MOCKO/IbKY OHa cama 3aMeHSAET UX BCex. bonee Toro, 3putens, yutatens, Cy-
WwaTeNb ABAAIOTCA YaCTbi0 3TOM aNTOPUTMU3MPOBAHHOW PeanbHOCTH, a He
TO/IbKO MO/Ib30BATENIAMM COOTBETCTBYHOLLMX OMLLMIA.

KnioueBble cnoBa: reimepckoe CO3HaHNE, UCTOPUYECKAn NamATb, KNHOHAP-
pauus, mudonorusa, HappaTuBbl, NepPopPMaTHBbI, CUMBOIMYECKAA NONUTHKA

GRIGORY L. TULCHINSKY
National Research University
“Higher School of Economics,”
St. Petersburg, Russia

ORCID: 0000-0002-5820-7333
e-mail: gtul@mail.ru

SCREEN AND FACTOR OF SPEED:
FROM NARRATIVES TO PERFORMATIVES®

Abstract. The modern way of living is permeated with total digital
medialization. This process leads to the simplification and acceleration of
presentation of meaningful narrative. The speed of generation of meaning
has reached such an extent that the presentation of meanings has no need
of any traces of such presentation (snapchat). Modern art is hyperrealistic.
It does not reflect or denote reality and does not provide reference to it—it
directly presents a new reality. its signifiers have no need for the signified,
as they are not narrative, but performative. This requires not “lengthy
thoughts” (reasoning and justification of understanding) from the viewer,
listener or reader but reaction, i.e., assessments and actions (“like, ban

* The research was supported by the grant of the Russian Science Foundation (N2 18-18-00442)
“Mechanisms of Meaning Formation and Production of Texts in Social Narrative and Performative
Discourses and Practices.”
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and buy”). The clip (mosaic) consciousness turns into the gaming variety in
response to a situation set in advance by a certain algorithm. At the same
time, emotional experience is associated not so much with the position, as
directly with a quick (automatic) response to the situation, which can be
qualified as one of the aspects of the “new animality”. Digitized reality has
no need of museums, theaters, cinemas or libraries, because it replaces
them all. Moreover, the viewer, the reader and the listener are part of this
algorithmic reality, and not just the users of the corresponding options.
Keywords: gaming consciousness, historical memory, cinema narration,
mythology, narratives, performatives, symbolic politics

Uenbto gaHHOM paboTbl ABAAETCA YTOUHUTb COAEPKAHUE O4HON U3
rNaBHbIX Npobsiem coBpemMeHHOro 06pasa *KM3HM, CBA3aHHOM C nocnes-
CTBUAMM TOTaNbHOM LMIPOBOIM MeaManm3aumm BCeX COLMANbHO-KY/b-
TYPHbIX NPaKTUK: 6usHeca, paboTbl, OTAbIXa, KYAbTYPHbIX MHAYCTPUMNA,
06pa3oBaHMA, HAYKW, NOJIUTUKKN, TNYHOM }KU3HU. Peub naet o cneumou-
Ke $OpMMPOBAHNA OOLLECTBEHHOTO M MHAMBUAYA/IbHOIO CO3HAHWA, B
KOTOPOM aKTMBHO Y4acTBYET COBPEMEHHas 3KpaHHas KynbTypa. « Co3Ha-
HMe» — 3BGEemMn3M, ec/iM He CUHOHMM «NamaTn». Hegapom Bce nNpaso-
Bble M NCUXON0TMYECKME NPAKTUKKN ONpeaeseHna BMEHAEMOCTM IMYHO-
CTM OCHOBAHbI Ha CNOCOBHOCTM YeI0BEKA BCMOMHUTbL pakTbl buorpadpum,
OTHOLLEHWA C POAHbIMU U BAN3KMMM, AMHAMUKY PA3BUTUS STUX OTHO-
WweHuin. A 6ecnamaATCcTBO CyTb COCTOAHME, XapaKTePU3YLOLLEE HEBMEHS-
€MOCTb, YTpaTy CaMOCO3HaHUA — BpemMeHHoe (Bcneactesme 6onesHy,
coctosiHua addeKTa) unm HeobpaTumoe. MamaTb — CyTb U KPUTEPUIA Ca-
MOCO3HaHMA, «ONOMHUTBCA» — O3HAYaeT «BCMOMHUTb ceba», «npua-
™M B ceba», «BepHyTbCA K cebey, «NoBTOpUTb cebay, Toraa Kak 3KCTas,
HeBMeHsemasa adpPpeKTUBHOCTb — CyTb «Camo3abBeHMne», pacTBopeHue
cBOEro f B MOTOKE NepeXKnBaHUM.

CKa3aHHOE 0 PO IMYHOCTHOM NamMATN B GOPMMPOBAHUMN CO3HAHUA
M CaMOCO3HaHMA BNOZIHE MPUMEHUMO U K VICTOpVI‘-IeCKOVI namaTtn. Echm

! Tak, B HEMELKOM f3blKe raronbl AymMaTb (MbICAUTb) M MOMHWUTb OAHOKOPEHHble: denken u
andenken.
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JINYHOCTHAA MAaMATb eCTb KPUTEPUI NPOABIEHUSA BMEHAEMOCTU YeoBe-
Ka, TO UCTOpPUYECKAsA NaMATb, a, TOYHee, ee 06LHOCTb — OAMH U3 Kto-
yeBbIX GAKTOPOB KYAbTYPHON MAEHTUYHOCTM U KOHCOIMAALMU coLMyMa.
TaK e, Kak IMYHOCTHAA NaMATb ABNAETCA Pe3y/IbTaTOM OCMbIC/IEHNA U
NepPeoCMbIC/IEHUA NEPEKUTLIX BMNEYaTNEHUN, CUTyauUid, KOHPMKTOB,
MOCTYNKOB, HEOAHOKPATHbIX YCTHbIX M MUCbMEHHbIX PACCKAa30B O HUX
6/IM3KMM U B MeAna, CUTYaL M XKU3HWN, AHEBHUKOB U GOTOAPXMBOB U T.1.,
TaK M UCTOPUYECKAn NamMATb — Pe3y/IbTaT KOHCTPYMPOBAHUA NpeacTaB-
JIEHNI O NPOLINOM MPU Y4acTUM NPaAKTUYECKM BCEX MHCTUTYTOB U Gpopm
COLUMANbHO-KYNbTYPHON AeATENbHOCTU: BAacTh, 0bpa3oBaHuUs, rymaHu-
TapHbIX HAaYK, Meana 1, KOHEYHO e, — UCKYcCTBa. U B 3To NoMdOHMM
NCTOPUYECKOM HappaLmMmM poib KWHO HETPUBMAJIbHA U CYLLLECTBEHHA.

YCTHble «paccKasbl y KOcTpa», B Ayxe onncaHHoro X.-J1. HaHcu [1,
c. 85—-86], cnywaHMa y KOCTpa pacckasoB 06 obLiem npoucxoxaeHuu,
06 nctopuun, obbeamHaLLeN paHee Pa3obLLEHHbIX Ntoael, AaBann UM
npeAacTaB/ieHne O CNaBHbIX CBEPLUEHMSAX B UX 06LWEM NpoLwiom, obpasys
Mx 06LLY0 NamATb, BbIXOAALLYHO 3@ PAMKM JIMYHOTO KU3HEHHOTO ropu-
30HTA. Ho u yCTHbIE, M AOMONHMBLUME UX MUCbMEHHbIE PACCKasbl UMENN
AedeKT JOCTOBEPHOCTM — OMWUCbIBAEMbIE CUTYaUUKM, NEPCOHAXKM AAs
HenocpeaCTBEHHOIo BOCNPUATUA BblnM HeAOoCTYNHbI. [T03TOMY paccKasbl
AOMONHANNCH N306PAKEHUAMM KaK YacTbio 0POPMAEHNA NOMELLEHWNI 1
apTedaKkToB KynbTypbl. B HoBoe Bpems ¢ pa3BUTUEM HayKu HeaoBepue
K YMO3PUTENIbHOW Happauun CyLLECTBEHHO BO3POC/IO — He TOJIbKO MO
OTHOLLEHMIO K PE/ITMO3HbIM CHOXKEeTaM, CoLMaNbHOW MUGOSOrUK, HO U
K UCTOpMYECKMM cBuaeTenbcTeam. Potorpadus, KMHO, a 3aTeM M coBpe-
MEHHbIEe TEXHOMOMMU GUKCcaUMM U TPAHCAALUUM BU3YasbHON UHDOPMa-
UMM CO34aMN KaYeCTBEHHO UHYH0 CUTYaLMIO: 3aneYaTieHHan peasibHOCTb
MHOMMTCS, BbITECHAN BMeYaT/IeHNA OT HenocpeaCcTBEHHOW PeanbHOCTH,
BbITECHAIOT Camy 3Ty pPeasibHOCTb, CO34aBas BO3MOXHOCTU A/1A «4OKY-
MeHTa/IbHoro mudoTesopyecTsa» [2, c. 86-93].

CyTb ApeBHEN KaK YenoBeYECKUA MUP MPAKTUKU HE U3MEHWUIAch,
KaK HE U3MEHU/ICA U TPAHC/IMPYEMBbI KOHTEHT MCTOPUYECKOMN HappaLmK:
MU} O NPOMCXOXKAEHUN, 06 OTLLAX-OCHOBATENAX COLMYMA, O CNaBHbIX
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NCTOPUYECKUX AEATENAX, BEIMKUX FTEPOAX U KepTBaX, O BeNMKoW nobeae
HafZ, CMepTeNbHbIM BParom, 3amevaTesibHbIX CBEPLUEHUAX U Tpareauax.
Ho ecnv He nameHunacb cyTb, TO U3SMEHWIUCL U pPa3HOoOBpasnanch ee
dopmbl 1 TexHonoruu [3, c. 217-227]. KpaHHaA BU3yanmM3auma NOHU-
MaeTcs Kak COBCTBEHHO MpaBAa KU3HM U PEasnbHOCTM, KaK rapaHT go-
CTOBEPHOCTU OTODOparKeHUA AeWCTBUTENbBHOCTU U ucTopuu. Mpu aTom
NMPOMW3BO/IbHbIA MOHTAX 3TUX OCKONKOB PeaNbHOCTU MpeacTaeT Kak
norpyeHue B UCTOPUYECKYHD AOCTOBEPHOCTb U YriybneHWe ee NoOHU-
MaHUA: «...pOXKOAETCA HEKM MUPONOTMYECKUI MAacT CMbICIOB — O
POXAEHUN Marnyeckon loctoBepHOCTH, 0cOb0I SKCKNO3MBHOM O6BEK-
TUBHOCTW, O YyAECHOM 3KPaHHOMN... PeanbHoCTW, Bonee peanbHon, Yem
NPOCTOE HEKYNLTUBUPYEMOE U HECKaHAAIM3MPOBAHHHOE AOKYMEHTa b-
HOE KMHO 1 YeM caMa XM13Hb» [4, c. 63]. Hegapom HblHEWHWeE AUCKYCCUmr
0 ¢enKax u nocT-npasge (post-true) ywam B Necox.

B pesynbrate cambiM MUPONOTM3MPOBAHHLIM SBNEHUEM OKa3blBa-
€TCA cama CMbIC/I0Bas KapTUHa AeWCTBUTENIbHOCTU — He TOJIbKO Mpo-
Wwaoe, HO W HacToswee. Bce akTUBHee B 3TOT MpPOLLECC BOBNEKAETCA
UrpoBoe KNHo. dparmeHTbl cHATOro C. d3eHLWTEeMHOM Ha gecaTuneTme
OkTabpbekoit pesonouun dunbma «OKTABPL» (0COBEHHO — WTYypMa
3umHero ABopLa) TPAHCAMPYHOTCA U BOCMPUHUMAIOTCA KaK [AOKYMEH-
Ta/NibHasA CbeMKa. I3eHLTEeNH bbl macTepom ApKMx obpasos. Hegapom
He TONIbKO «MCbl-PbILapu» B poraTtbix Wwaemax, Ho ¢pasbl U3 ero puibma
«AnekcaHap HeBCKMA» NPOYHO BOLUAWN B UCTOPUYECKYIO NaMATb POCCUIA-
CKOro (a elye paHee — COBETCKOro couuMyma). B HacTosLee Bpema 3Ty
PONb HAYMHAOT UTPaTb TENEBU3UOHHbIE cepuanbl, ycuamsatowme obb-
€M UCTOPUYECKON KMHOHappauun n obpasHoro matepuana.

PaHee npoBeseHHble UccenoBaHuA [5] NOKa3bIBalOT HaiMume Tpex
OCHOBHbIX PEXMMOB TPAHCAALUW U OUHAMUKM HappaTUBOB WUCTOPU-
4YecKoi NamATu. Bo-nepBbix, peXxum, peanmsyembli MeaunHbIMU Tex-
HONOTUAMM, UHAYCTPUAMM KYAbTYPbl U UCKYCCTBA. B 3TOM pexnme co-
OeprKaHne UCTOPMYECKOW Happaumm Hanbosee NOABUNKHO (C narom Ao
3 neT) — B 3aBUCMMOCTU OT TEKYLLEWN BHELLHEN U BHYTPEHHEN CUTyaL MMy,
NOANTUYECKOTO Kypca. U 3TO He TONbKO HeU3bexXHO, HO U HeEObXo4MMO,
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OnpaBAaHO: MEHAETCH UMBUIN3AUMOHHBIMA POH, paccTaHOBKA MOAUTU-
YECKUX CUA U T.4,., YTO BbI3bIBAET HEOOXOANMOCTb UX NEPEOCMbIC/IEHUS.
Bo-BTOpbIX, 3TO 06pa3oBaHME U F'YMaHUTAPHbIE HayKM — pexkum bonee
WMHEepLUMOHHbIN (nar 15-20 neT) — y4eHbIM, BbIABMBLUMM HOBble $aKTbl
HYYKHO U UX O0NIOXWTb Ha KOoHdepeHLMaAX, 0bCcyanTb C Koaseramm, ony-
6/1MKOBaTb, Aa M NepenuncbiBaTb y4eOHMKM Hago, HO He Kaxable 3 roga
— 5 net. U, B-TpeTbUX, 3TO COBCTBEHHO KY/IbTYPHAA NAMATb, PEXUM Hau-
6onee ycTonmumBbIN, NOCKONBKY 334aeT KY/NLTYPHYIO MAEHTUYHOCTb (Nar
30-50 net, He MmeHee 2—3 NOKONEHUN).

Mpw 3TOM, KaK NoKasasn onpoc npeacraButeneit 3 NoKoeHNn (OKoH-
YMBLUMX LUKOJIY 10 NEepecTponku, B cepeanHe 1990-x u B 2010-x rogax),
NpoBeLEeHHbI aBTOPOM AaHHOM cTaTbm M M. JleByeHKo [6], nctopumye-
CKME HappaTuBbl, TPAHC/IMPYEMbIE KMHO M SKPAHHOW Ky/ibTypol B Le-
JIOM, UFPatoT ZOMUHUPYIOLLYIO POJib B CMbIC/IOBOW KapTUHE PasivyHbIX
NOKONEHUN, NEPEKPbIBasA AENCTBUE ABYX APYIUX PEKMUMOB. ITO NULLHUA
pa3 Nog4YepKMBAET PO/b M 3HAYEHNE ANHAMMUYHDBIX COLLMANbHO-KYbTYp-
HbIX MPAKTUK, K KOTOPbIM NPUHAZNEXKUT KMHO. HappaTuebl CMMBOAK-
YeCKOM MOAUTWMKU, NPU SOMKHON HACTOMYMBOCTM M NOCAEA0BATENbHO-
CTM B/IAaCTU U 3/IUTbl, PAHO WM MO34HO CTAHOBATCA YaCTblO aKTyasibHOM
KapTWHbl mMmUpa. MycTb He HbIHELWHEro MOKO/JEHMA, HO CleayloLlero.
N npyv HanaMuum NoNMTUYECKOM BOAM M coumanbHoi 6asbl, NpU Hbl-
HEWHMX CPeacTBaX KOMMYHWMKALMKM 3TO NPOUCXOAUT CTPEMUTENbHO,
OyKBa/sbHO Ha rMasax. Ho TakMe OUEHKW, KaK NpeacTaBaseTtca, HOCAT
BPEMEHHbIN XapaKkTep. CUTyauma umeeT TEHOAEHUMIO K paguKanibHOMY
n3MmeHeHuto. Pelwatowmm GakTOPOM CTAHOBUTCA CKOPOCTb U3MEHEHWUI
— Y)Ke He CTOJ/IbKO MOINTUYECKON KOHBIOHKTYPbI, CKOJIbKO KOMMYHWKa-
TMBHbIX TEXHONOTMIN B 3KPAHHOW KyNbType.

34ecb CHOBa YMECTHA aHanorna ¢ YenoBeyeckon namartbro. Uccne-
[0BaHUA HelpodM3MOoorMM Mo3ra MOKasbiBaloT ABa 06CTOATENbCTBA,
Ba)KHble B KOHTEKCTE AAaHHOMO PAacCMOTpPeHUA. Bo-nepsblix, 3TO poab no-
BTOPOB, CMOCOOCTBYIOWMX 3aKPENIEHUIO HEMPOHHbIX CETEN, a 3HAUYUT
— YCTOMUMBBIX CTPYKTYP NamATU. MOBTOPbI aKLLEHTUPOBAHHO UCNO/b3Y-
HOTCA He TO/NIbKO B 06yYeHUM, HO 1 B NponaraHAe, NomnbITKax BHYLIEHWA,
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ABNAOTCA OAHUM U3 3O DEKTUBHBIX MPUEMOB MAHMUMYAALMN B MACCOBOM
KOMMYHUKaLMU. OHU LIMPOKO MPAKTUKYIOTCA B XYLOKECTBEHHOWN Ky/b-
Type MaccoBOro obLLecTsa, KNOBTOPHOMY, AaXKe CepUanbHOM No camol
cBoei npupoge. NoMMMO HaLENEHHOCTM Ha KOMMePYECKMe pe3ybTaThbl
(MapKeTUHTr apTedaKTOB HEBO3MOXKeH 6e3 NpPocToro yaHaBaHUA CloXe-
TOB 1 06Pa30B), 3TO CBA3AHO C anennsaumnen K ryboKo apxanyHbIM CIOAM
CMbIC/I006Pa30BaHMA U CO3HAHMA.

He meHee Ba)KHO, BO-BTOPbIX, U TO, YTO B Yepene BOCMOMMUHAHUI
HEeWpPOHHbIE CETU U3MEHAIOTCS, B pe3y/ibTaTe Yero Mo3r BCMOMMWHAET He
nepBoe BnevaT/eHue, a nocneaHee. HeoAHOKpaTHble Nepeckasbl Ha-
KNaAblBaloTCA APYr Ha Apyra, NepeceKkaloTcsa, MOPOXKAA0T accoumaumnm,
N — WHOTAA CYLLECTBEHHO — BUAOU3MEHSAIOT NaMATb, B KOTOPOI YTO-TO
BbITECHAIETCSA, a YTO-TO AobaBnAeTcAa. PaKT XOPOLIO M3BECTHbIN — oye-
BMALLbI OAHOIO U TOTO e MPOUCLIECTBUA BCTIOMMHAIOT €ro no-pasHomy,
Mo NPOoLLECTBMM BpemeHn A06aBNsAsA HOBbIE M HOBbIE AeTanu («BPYT Kak
o4YyeBMALbI» — NPOdECCUOHANbHbIN MEM Y OPUCTOB).

M BOT 3TW NOBTOPbI CTAHOBATCA B COBPEMEHHbIX KOMMYHUKATUBHbIX
TEXHOMOMMAX AU MPOCTO HEBO3MOXHbI, UK, ECAN Peann3yroTCs, TO Cno-
COBCTBYIOT HE CTO/IbKO KOHCONNAALUMN, CKONIbKO ANBEPTEHLMMU COLMYMa.
YnpouieHre U yCKopeHWe NpeabsaBAeHUAa OCMbICAIOWEN Happauuu B
COBPEMEHHOM KMHOMCKYCCTBE MHOTAA TPAKTYeTCA KaK Aerpagaums ctu-
JINCTMKU, BO3BPALLEHMNE K UCTOKAM KMHO KaK pa3ssnedyeHus. C TeyeHnem
BPEMEHW CTaHOBUTCA AAICHO, YTO 3TO, CKOpee, OTBET Ha U3MeHeHUe obuie-
ro UMBUAN3ALMOHHOTO KOHTEKCTa, 06YCN0BAEHHOIO Pa3BUTUEM KOMMY-
HUKATMBHbIX TEXHONOTUIN U LMdpOoBM3aLUNEN.

CKOpOCTb CMbIC/I006pa30BaHMA AOCTUIIA TaKOrO YPOBHSA, Korga npe-
3EHTaLUMM CMbICNIOB He TpebyeTca OCTaBNATb CneAbl TaKoW Npe3eHTauun
(snapchat). CoBpemeHHOE MCKYCCTBO He NMpeameTHO M He becnpeamert-
HO, OHO rMneppeanucTuyHo. OHO He oTobparkaeT, He 0603HaYaeT peasb-
HOCTb, He OTCbINIAeT K HEW, a HEMNOCPEACTBEHHO NPeabABAAET HOBYIO. Ero
O3Hayvatowme (3HaKK, TEKCTbI) He HYXKAAIOTCA B 03HAYaEMbIX, OHM He Hap-
paTuBHbI, @ nepdopmaTmeHbl. OT 3puUTeNsa, cayluaTens, Yntatens Tpebyer-
CA He «A/MHHbIE MbICINY, PACCYKAEHWUA U 06OCHOBAHUA MOHUMAHMS, a
peakuun — OUEHKWN U AeUCTBUA («NalikaTb, bBaHUTb M NOKyNaTb»).

HAYKA TENIEBUAEHUA Ne 15.2, 2019 35 THE ART AND SCIENCE OF TELEVISION



Knunosoe (Mo3anyHOE) CO3HaHME Ha rnasax npespalwiaeTca B rei-
MEPCKOE, B PEAKLMIO Ha CUTyaLMIO, 3a4aBAaeMy0 HEKMM a/irOPUTMOM.
Mpy 3TOM 3MOULMOHANbHOE NEPEXKMBAHME CBA3AHO HEe CTONbKO C 3a-
HMMaemMoMn Mo3nLMen, CKOMbKO ABAAETCA HEeNocpeacTBEHHOW, Xena-
TeNbHO B6bICTPON (aBTOMATUYECKOM) peaKkLmen Ha CUTyaumio, YTO MOXK-
HO KBanMOUUMPOBATb KaK OAMH M3 acMeKTOB «HOBOW MKMBOTHOCTUY
(k. ArambeH). OundpoBaHHan pPeasbHOCTb He HyXaaeTca B Mysesx,
TeaTpax, KMHoTeaTpax, 6MbAMoTEKaX, MOCKO/IbKY Cama ecTb U TO, U 3TO.
W 3puTenb, yMTtaTenb, caywaTesb — YacTb 3TOM PeanbHOCTU, HE TOJIbKO
no/ib30BaTe/lb COOTBETCTBYIOLLMX ONUMIA. Takoe Co3HaHWE OKa3blBaeTcs
HEernyboKnMm 1 «KOPOTKMUM», He CNOCOBHbIM Ha «AJIMHHbIE MbICAU». Ye-
pefia 0bpa3os 6e3 HappaTUBA He YAEPKNBAETCA B NamMATU. Takoe CO3Ha-
HWe OKa3blBAeTCs 6ecnamsaTHbIM, 3HAYUT — He CMOCOOHbIM He TO/IbKO
Ha BblIB/IEHNE NMPUYMHHO-CNEACTBEHHbBIX CBA3EM, HO M Ha NPOCToe Npo-
CNeXnBaHMe XPOHWUKaNbHOM NocnenoBaTesIbHOCTU cobbITuiA. Mpolwnoe,
€C/IM BO3HWMKAET, TO KakAblli pa3 nepeBocco3gaeTca Kak HoBoe — noj
CUIOMMHYTHOE HacTosLlee.

Mpn atom oHo B cBoelt ad hoc-mnboNOrMYHOCTM OKasblBaeTcA
YAMBUTENBHO LENOCTHbIM. 0 CBOEN LESOCTHOCTU 3TO He JIMHEWNHOE,
[ONOTMYECKOe MblLUEHWE, BEPOSTHO, AaXKe MPeBOCXOAUT MblLUEHME
NvHenHoe [7, c. 221]. Npownoe u byayuiee B HEM KaK bbl CX/10MbIBAOT-
€A B HacTosillee, MeHALWeecs, NogobHO UBeTy xameseoHa. JIMYHOCTb
e npespallaeTca B 6ecnamaTHOro CTpaHHUKa Mo 3TUM Pa3HOLLBETHbLIM
Mupam. Hu o KaKkolt Touke cbopku cBobOAbl U OTBETCTBEHHOCTM TAaKOrO
CTPaHHMKA rOBOPUTL HE MPMXoamuTca. A He cnocobHoe K pedriekcunm co-
3HaHMe OKa3bIBAETCA UAEea/IbHbIM 0O bEKTOM MAHWUMYINPOBAHMA.

Ecnn yenoBek, cPOpMMPOBABLUMICA B Ky/lbType BbICTPaMBaHMUA
HappaTUBOB, NPOC/EKMBAHUA CIOXKETHbIX JIMHWUIN, cnocobeH MoHMMaTb
[OCTaTOYHO CJ/IOXKHbIE CMbIC/I0BbIE NMOCTPOEHUSA, TO Ye/NOBEK SKPAHHOM
UMbPOBOI KyNbTYPbl ONEPUPYET TONIbKO CMbICIAMU «TBUTTEPHOTO» dop-
MaTa M He MoKeT paboTaTb CO 3HAKOBbIMM M CMbIC/IOBbIMM CTPYKTYpPamu
NPOW3BONbHOW CNOXKHOCTK [8, c. 1355—1358]. A UCTOYHUKN NUHPOpPMa-
UMN BOCMPUMHMMALIOTCA UMM Kak b61104a Ha «LWBEACKOM CTOJ/Ie», C KOTO-
poro oH HabupaeT NpPou3BO/bHble HABOPbI NO CBOEMY YCMOTPEHMIO.
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XOpownm NPUMEPOM, ELLE KAYLWMM CBOEro ryboKoro ocmbiCieHUs,
ABMAETCA ONbIT NPOeKTa «[lay», AaNeKo BbIXOAALWMI 33 PAMKM KMHEMA-
TorpaduUUYEcKon MHCTANNALUMN.

B oTAnume oT NiMHelHoro pedeKCUBHOro Co3HaHuA, CNocobHOro K
conepexnBaHuio, GparMeHTUPOBaHHOE Ma0CBA3HbIMK 06pa3amm «Kau-
noBoe» CO3HaHWE, UMeloLLEee AE/0 C KaNelaoCKONNYECKOM PeasibHOCTbIO
B AlyXe TENEBU3MOHHOIO zapping’a, eciv 1 cnocobHO K aMnaTum, TO HeNpo-
OONKUTENBHOM, HEYCTOMYMBOM, BCMbILLIKAMU NPUXOAALLEN U BbICTPO yXO-
aawen, 3abbiBaemoli [9, c. 726—727]. CoumanbHbIi OMNbIT He NepeXnBaeT-
cA, U coumanmsaLma 3aBeJOMO OKa3biBAETCA HEMOJHOM. B 3NEKTPOHHbIX
couManbHbIX ceTax 06pasyroTca coobLLecTBa, YeHbl KOTOPbIX «1aliKaloT»
ApYr Apyra, NpoABAAIOT HEraTUBHbLIE, @ TO U arPecCMBHbIE OTHOLIEHMUSA K
ApyrMm coobuiecteam. CMbIC/1I0Basi KapTMHA MUPA U €e HOCUTeNn ume-
10T TEHAEHUMIO BCe bosblUei ANBEPTEHLMN, HEQ0BEPUS U arpeccum, Bce
yaule BbixogsALLen u3 ¢opmata on line B pexkum off line.

Moxoxe, caMo KMHO, KaK BWA, UCKYCCTBa, NMOMano B /IOBYLUKY 3TOr0O
npouecca. M3meHsAeTca He TONbKO CTU/IMCTUKA, CONMMKALIOLLAA KMHO U KOM-
NbOTEPHBIE UTPbI, HO 3CTETUKA CMOTPEHUSA, B KOTOPOM NPOC/IEKMBAETCA Ta
e TeHAeHumA. TpaguumoHHaa Mndoors fasana yCTonMunBbIe CTPYKTY-
Pbl UICTOPUYECKON MAMATU U MUPOMNOHMMAHWA B LesIoM. B coBpemMeHHOM
KMMOBOM reiMmepCcKoM, MO3au4HOM, a TO U snapchat’oBCKOM CO3HaHWUM
MCTOpUYECKaa NaMATb MeHee YCTOWYMBa, a TO U yTPauMBaeTca 3a HeHa-
[06HOCTbO. «HOBBIM YenoBeK okasbiBaeTca Bce bonee “Tekydy” ..» [10,
c. 23]. OTomy B HEMa/IOM CTEMEHU CNOCODBCTBYET COBPEMEHHAn 3KPaHHan
Ky/ibTypa B umpposom dopmaTe, NEPeBOAA OCMbIC/IEHWNE B YCKOPEHHbI
PEXMM OTXOAA OT HAPPATUBOB HENOCPEACTBEHHO K NepdopmaTBam.
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AHHOTauMA. B cTaTbe paccMaTpuMBaKOTCA HOBble MHTEPHET-CTpaTeruu 3a-
BOEBAHWUA ayAMTOPUM 33 CYET KOMMUYECKOTO KOHTeHTa. YTobbl MMeTb no-
JIOXKUTENbHBIV NYBMYHBIN pe30HaHC, YeI0BEKY AOCTAaTOYHO CO34aTb CBO-
€ro KOMMYeCcKoro UnppoBoro ABOMHUKA M BbICTYMNATb OT /IMLL@ CMEXOBOW
Konuu. Bo3HMKaeT npobnema, cBA3aHHaAA He CTO/IbKO C BOCTpeboBaHHO-
CTb0 KOMMYHMKaLUKN, OCHOBAaHHOM Ha KapHaBa/bHO-UrPOBOM, TENECHOM
OMbITe, CKO/IbKO C OLUMOOYHBIM OTOXAECTBIEHNEM KapHaBa/IbHO-UIPOBOM
TeNeCHON aKTUBHOCTU C KOMMbIOTEPHbIMU MHTEPHET-TEXHONOTUAMMW KOH-
CTPyMpoBaHua LMdpoBOro cmexa. ABTop obpallaeT BHUMaHWE Ha TO, YTO
He TONbKO monogple ntogu, poxkaeHHble B 2000-x n B 90-x rogax XX BekKa,
HO 1 bonee cTapLLee NMOKOoJIEHME B3POCAbIX, POXKAEHHbIX B 60-T. XX BeKa,
He BCeraa OT/IMYaeT MHTEPHET-IOMOP OT KMBOTO CMexXa M KapHaBa/ibHOro
obueHuA. B cTaTbe npeacTaBneHbl pe3ynbTaTbl CPABHUTENBHOTO aHaAu3a
OBYX mogeneit KommyHuKaumn. OgHa moZenib OCHOBaHa Ha KapHaBasv3a-

* Pe3ynbTaThl NONYYeHbl B PAMKax BbIMOHEHWSA roCY4apCTBEHHOrO 3agaHua MuHobpHayku
Poccumn (Homep ansa nybamkaumin: 27.8719.2017/8.9).

HAYKA TENIEBUAEHUA Ne 15.2, 2019 43 THE ART AND SCIENCE OF TELEVISION



MM B KMBOW cpesie C MUHMMANbHbIM NPOLLEHTOM UCMNONb30BaHMA LUPPO-
BbIX TEXHOMOMMIA. BTOpas mofenb NOCTPOEHa Ha UCNO/b30BaHUM B XKUBOM
06LWeHNN M B MHTEPHET-KOMMYHUKALMMN MPEUMYLLECTBEHHO LUdPOBbIX
aNroOpUTMOB TEHEPUPOBAHMA KOMMUYECKMX TEKCTOB, KOTOpble, C OAHOW
CTOPOHbI, 061er4atoT NPOLEcc Co3A4aHNA U PACNo3HaBaHUA KOMUYECKUX
TEKCTOB, C APYroi CTOPOHbI, POPManbHO BblpabaTbiBAlOT U 3aKPENAAIOT y
MHTEPHeT-No/b30BaTeNei WabaoHHbIe CTUMYA-PeaKLMM Ha KoMUYecKue
coobueHun. Y aBTopa CTaTbM BbI3blBAaET ONaceHNe BO3MOMKHAA NepCrneKkTy-
Ba MOABNEHWNA HOBbIX KPUTEPUEB HE CTOIbKO KCMELIHOMO» U KKOMMUYECKO-
ro», CKO/IbKO «KapHaBa/ia», BbIHOCALLAA 338 CKOBKM HemocpeacTBEeHHbIN,
KMBOWN BepbanbHO-HeBepbaibHbIA CMEXOBOM Ananor. ABTOp AOMYyCKaerT,
YTO pacTywas «KapHasanbHaA 6e3rpaMoTHOCTb» CBA3aHa C BocTpeboBaH-
HOCTbIO B MHTEPHET-NPOCTPAHCTBE NPEUMYLLECTBEHHO ONEepaLMOHaNbHbIX
YMEHUWIA U aNropuTtMoB NOCTPOEHWUA UPOHUYECKMX MU IOMOPUCTUYECKMX
TEeKCToB, popmMMpya OrpaHUYEHHOe, yceyeHHoe NpeacTaBNeHne O KapHa-
BaJIbHOM SIBJIEHUW W NPOLLECCe, CYLLLECTBEHHO AedopmMumpyn ero.
KnioueBble cnoBa: meama, MHTEPHET, KOMMYHUKaLMA, KOMUYECKOE, Kap-
HaBanusauua
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public resonance, it suffices for a person to create his comical digital double
and act on behalf of a laughing copy. The problem arises connected not
so much with the demand for communication based on carnival-game,
bodily experience, as with the erroneous identification of carnival-play
bodily activity with Internet computer technologies for constructing digital
laughter. The author draws attention to the fact that not only young people
born in the 1990s and the 2000s, but also the older generation of adults
born in the 1960s, do not always distinguish Internet humor from live
laughter and carnival communication. The article presents the results of
a comparative analysis of two models of communication. The first model
is based on the carnivalization in a live environment with a minimal
percentage of usage of digital technologies. The second model is based on
the use in both live and Internet communication of mostly digital algorithms
for generating comical texts, which, on the one hand, facilitate the process
of creating and discerning comical texts and, on the other hand, formally
develop and consolidate the Internet users’ stereotypical stimulus-reaction
to comical messages. In this regard, the author is concerned about the
possible prospect of the emergence of new criteria, which is not as much
«funny» or “comic,” as it is “carnival-like,” which leaves aside the direct,
live verbal-nonverbal laughing dialogue. The author concedes that the
expanding “carnival illiteracy” is connected with the demand for mostly
operational skills and algorithms of constructing ironic or humorous texts
in the Internet space, forming a limited or truncated perception of the
carnival phenomenon and process, hence, significantly deforming it.
Keywords: media, Internet, communication, comic, carnivalization

CeroaHa MHGOPMALNOHHO-KOMMYHUKATUBHbIE TEXHOOMMM MO3BO-
NAKOT C03aBaTh TAaKOE MHTEPAKTUBHOE B3aMMOAENCTBUE B UHTEPHET-Cpe-
[le, B MpoLecce KOTOPOro co3aeTca NoHAA UAI03UA 0BLLLEHWA C KUBbIM
cobecesHMKOM. [laHHas cuTyauma nogobHa ofHOMY M3 U3BECTHbIX MO-
meHToB KHUrm J1. Kaponna «Annca B 3a3epKanbe», B KOTOPOM KOPOb 3a-
faeT Annce Bonpoc: «Koro Tbl yBugena?». Ha uto Annca oTtBevaet: «Hu-
Koro». Koponb B BocTopre oTBeyaeT: «Kakoe npeKkpacHoe 3peHue! Het
HuKoro, a Tbl ero Bce-Taku yeuaenal!» [1, c. 113]. 31y dpasy /1. Tpaybepr
NPUBOAUT B CBOEW KHUre AN TOro, 4Tobbl NogvepKHyTb, 4To J1. Kaponn
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npeacKasan 3akoHbl Npupoabl byayuwen kmbepHetnkn [1, c. 113]. B cBoe
Bpemsa P. bapT cpaBHMA TeaTp C KNBEpPHETUYECKON MALIMHON, noaatoLwei
CUrHabl C TOFO MOMEHTA, KaK OTKpbIBaeTcs 3aHasec. P. bapT nucan: «4to
TaKoe TeaTp? Poa KMbepHeTnYeckon mawmHbl. Haxoasack B COCTOAHUM No-
KOA, MallMHa 3aKpbiTa 3aHaBecom. Korga ero oTKpbIBakoT, OHa HaYMHaeT
BbICbINAaTb B Halll agpec ceputo coobuieHnin (curHanos)» [2, c. 28]. Arpec-
CUBHbI CMEX0BOWM MHTEPHET-NOTOK MOXHO CPaBHUTb € Mrom, KOTOpPbIN
nepBoOHayYasbHO 0603Hayan PE3VHOBYIO TPYLLY, «KOTOPYI BCTaBAAAN
3y6Hble Bpauu B POT NaumeHTa, YTobbl OH He 3aKpbia pTa. [rom nmeHo-
Ba/1CA M NPOCTO KAAM, KOTOPbIM 3aTbIKaAWu poT kepTtee» [1, c. 72—73]. 310
OTYET/IMBO BUAHO B COBPEMEHHOW MHTEpPHET-KOMMYHUKALMU, B KOTOPOI
Ba*KHbIM CTAHOBUTCS Ha YyKYLO OCTPOTY MTHOBEHHO OTBETUTH eLle bonee
CMELLHOWM PENJIMKOM, KaK bbl 3aTKHYB €10 POT APYromy OCTPOC/IOBY.
Takas arpeccMBHan CMexoBas aTaKa CTAHOBUTCA BCE XKecTye 3a cyeT
TOro, YTO Ye/IOBEK B3aumoaencTeyeT B MHTepHeT-cpeae yKe He TO/IbKO
C Ye/I0BEKOM NOCPeACTBOM MallMHbl, HO MU C CAMOW MallMHOM nocpea-
CTBOM YesloBeKa. B KauecTBe npumepa obLWweHMA Ye/I0BEKA C YE/IOBEKOM
nocpeAcTBOM MaLUMHbI MOYKHO MPMBECTM COBPEMEHHOTO TeaTPasibHOIo
6norepa Buktopa Bununcosa, KOTOpbIN 0bLLaeTcs co 3putenem B popme
BMAEO0-NeKUNN-NepdOPMaHCOB, OCHOBHbIM MHCTPYMEHTOM BO34eMNCTBUA
Ha 3puUTeNn B KOTOPbIX ABAAETCA UHTENIEKTYa IbHbI, OCTPOYMHbIN, aK-
TyaNbHbIN MPOHMYECKUI TEKCT. JIeKTop BO Bpems AeMOHCTpaumMmn Buaeo
MOMKET Aa¥Ke NPUCYTCTBOBATb B TOM NMOMELLEHMWM, IAe NOKa3bIBAETCA ero
nekums-neppopmaHc, CUaA 33 KOMMNbIOTEPOM, Ha [1a3ax y Nyb/MKn mon-
Ya/MBO CO34aBaTb MMMPOBU3ALMOHHDIM TEKCT U TPAHC/IMPOBATL €ro Ha
3KpaH. OAHMM U3 NPUMEPOB YAbTPACOBPEMEHHOW KOMMYHUKaLUN Ye-
NI0BEKa M MallMHbI ABNAETCA NPOEKT CTyAeHTa ¢paKynbTeTa Am3aiiHa Ko-
poneBcKoro Konneaa uckyccts 1. Xepbepra «Smile TV», — Tenesusop,
paboTatowmii ToNbKO Toraa, Koraa 3putenb yabibaetca [3, p. 97]. daH-
Hbll TenieBM30p Obia co3aaH Ha ocHoBe Open Frame 3/IT-moHMTOpa U
CUCTEMbI PAaCcno3HaBaHMA ANL, KOTOPas NO3BOAET UCKYCCTBEHHOMY MH-
Tennekty 6onee «4yTKO pearnpoBaTb» Ha 4yesoBeKa. CerogHA aKTUBHO
CO3/[al0TCA HOBblE, YCOBEPLUEHCTBOBAHHbIE TEXHOOMMWU NPOMU3BOACTBA
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UMPPOBbIX KOMMKCOB, OCHOBAHHbIE Ha KOMMbIOTEPHbIX MPOrpammax
pacno3HaBaHMA YenoBEeYEeCKUX UL, NO3BOMAA AeNnaTb KOMUKC bonee
«KMUBbIM», MOCTPOEHHbIM Ha HeBepbasibHbIX KOMMYECKMX HI0aHCax.
BbifiBNIEHO, YTO NPV BBEAEHMM B MPOLECC 0OYYEHMA LWKONbHUKOB U CTY-
[AEHTOB rO/0COBOr0 MHCTPYKTOPa (KOMNbIOTEPU3NPOBAHHOIO ronoca),
KOTOPbI/ HANOMMWHAET 3HAKOMOTO W/IM CBEPCTHMKA, Y HUX 3HAYUTE/IbHO
NoBbILLAETCA MOTUBALMA K 0b6yyeHuto [4]. MOXKHO 3aMeTUTb, YTO UCKYC-
CTBEHHbI UHTENNEKT BCe 60/blle BXOAUT B I0BEPME K YENOBEKY 3a cHeT
BbICTPAMUBAHUA KMONUTUKNY» OAMAN0ra Ha OCHOBE MHTEPAKTUBHbIX KOM-
NbHOTEPHbIX TEXHO/IOTUIA-NOCPEAHUKOB.

XapaKTepHOo, YTO B HAlUW AHWU Y UcCCedoBaTeniell HeT 04HO3HAYHO
HeraTMBHOM oueHKM undpoBoro cmexa. HecnyyaliHo HefaBHO Npowea-
WK NATbIM MeXKayHapOAHbIM refIoNIorMYeCcKmUin KOHrpecc bbia NocBALEeH
Teme cmexa M KOMMyHUKaumum [5]. HecmoTpsa Ha To, 4To 60/bLLOE BHU-
MaHM1e Ha KoHrpecce 6bl/10 yaeneHo HeraTUBHbIM acneKkTam COBpPeEMEH-
HbIX OMOPUCTUYECKUX MHTEPHET-TEXHONOIMIA (NOAHNUMANNUCL TaK1e Npo-
61eMbl, KaK cmex Kak opyue [5, c. 55]; B3aMmonepeceyeHne omopa u
yrposbi [5, c. 39]; NOHMMXEHME «OLEHOYHbIX CMbICI0B» UTPbl B COLMab-
HbIX ceTax [5, c. 40], OCHOBaHHOM Ha UPOHWUWN U HaCMeLLKe; BUPTYa IbHbI
cMex Kak xaun [5, c. 38], B uenom pasgenanocb MHeHue Tex aBToOpoOB,
KOTOPbI€ CYMNTAIOT, YTO MHTEPHET-CMEX ABMAETCA He TO/IbKO beckpaliHeit
CLEHOM gns NapoAnHbIX BbICKa3blBaHUI [6, p. 5], tomopa [7, p. 19-21],
WHTEPHET-upoHuu [8, p. 76—82], pacnpocTpaHeHusa ¢eikos [9, p. 452],
nopoxKaeHns KoHKypeHuuu [10] n coumanbHoro HepaBeHcTBa [11], HO
npv onpeseneHHbIX 06CTOATENBCTBAX MOMKET BbICTYNaTb CPEAOM 3apOXK-
OEHWA NO3UTUBHBIX KapHaBasibHbIX Npoueccos [12, p. 345].

HecmoTpsa Ha To, YTO TaKMe KpynHble cneunannucTbl B 061actm umc-
KYCCTBEHHOIO MHTENNEKTa, KaK LLloH KaHak, oduuep amepuKaHCKON Ha-
unoHanbHow passeaku (NIO) no kmbep-Bonpocam, BO3raBAAOWMI pas-
BegbiBaTenbHoe coobuiectso CLUA (IC) no kmbep-aHanmay, cYUTaeT, uyTo
«anropUTMbl MaLIMHHOTO 0bYyYeHMA He CMOCODOHbI MOHATb KOHTEKCT AN
HtoaHcbl tomopa» [13, p. 3], a HeBepbHaNbHbIN OMOP NPUHUUNNANBHO He-
[AOCTYNEeH UCKYCCTBEHHOMY MHTENINEKTY, HEeNb3sl HE 3aMEeTUTb, YTO UCKYC-
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CTBEHHbIN UHTENNEKT CNOCOBEH C OTPOMHON, ONeperKaloLen yenoseye-
CKME BO3MOMKHOCTM CKOPOCTbIO, reHepmnpoBaTb BepbasibHble TEKCTbI.

BO3HMKaeT TpeBoXKHan NepcrnekTBa NosABAeHUs HOBbIX KpUTepues
«KapHaBasa», BbIHOCAWAA 338 CKOBKM HeMnocpeaCcTBEHHbIN, XNBOW Bep-
6anbHO-HeBepbHasibHbI CMEXOBOM AManor. B Tako HOBOM KOMMYHMKa-
TUBHOM UTPOBOM CTPATErMM KOMUYECKUI KOHTEHT MO/y4aeT COMUAHbIE
WHBECTUUMWN, TNPeACTaBaAn BblCOKOAOXOAHbIN TMPOEKT, OCHOBaHHbIV
Ha 6bicTpoi NpubbinKM, To ecTb «xalhne». MPUTOM, YTO B TaKON moaenu
KOMMYHUKaLMW OTAENbHbIE 3TaMbl CO34aHMA KOMUYECKOTro MOryT Hame-
PEHHO OTCYTCTBOBATb, 3TO HE CHUMKAET ee BOCTPeboBaHHOCTbL Yy NoTpe-
butena «Homo Pseudo-Carnivalus». MoKkasatenem 3Toro ABaseTcA BO3-
pacTaloWwmnii MHTEPEC HayKM K HEMPOHHBIM Y CUMBOJIMYECKUM MOAENSIM
pan-6attnos [14, p. 212], a Tak}Ke K nNporpammam, KOTopble yCrneLwHo
CO3Jat0T P3N M XMMN-XOMN TEKCTbl C MOMOLLBIO BYA3bIYHbBIX PEKYPCUBHbBIX
HEeNPOHHbIX ceTen [15, p. 2524].

[elcTBUTEeNbHO, A3bIK MCKYCCTBEHHOTO MHTENNIeKTa NO pAdy Xa-
PaKTEPUCTUK YCTyNnaeT YesoBe4YEeCKOMY A3bIKy. «TBepAble A3bIKKU, XapaK-
TepHble TEM, YTO CTPOATCA HA CTPOTOM a/ITOPUTME, HEYYBCTBUTENbHbBI K
KOHTEKCTY, meTadopuyHocTu» [16, c. 237]. OgHaKo 3TO He mellaeT uc-
KYCCTBEHHOMY UHTENNEKTY B ByAyLiem co34aTb YCOBEPLUEHCTBOBAHHbIN
TN 061er4yeHHON MHTEPHET-KOMMYHMKaLMK, KOTopas, He umes Tese-
CHOM MamATK, onbiTa GaMUNbAPHOrO, KapHaBa/bHOrO KOHTaKTa, byaeT
BMPTYO3HO CO34aBaTb M/I/IIO3MI0 KapHaBaibHOro 06LLeHus. B Takoi Kom-
MYHMKaLMM Nto6ble NOATEKCTbI (KOMOPUCTUYECKME, MPOHUYECKME U Np.)
6yayT pacno3HaBaTbCA AMCTAHUMOHHO, GOPMUPYS HOBLIM KapHaBasb-
HbIX KoA.

[aHHaa nepcnekTMBa He CTO/Ib AaneKa. YXe cerogHsa npumeHs-
IOTCA HOBble TEXHOIOTMM aBTOMAaTMYECKOW KNacCUPUKaLUMMU UHTEpHeT-
NPOHUKN. OQHOMN U3 HUX ABAAETCA METoA NPUMEHEHMUSA K UPOHUYECKOMY
BbICKa3bIBaHMIO KJaccMUMKATOPOB Mogenel A3blka CUMBO/OB (Mpume-
HeHue anroputmoB U3 APl LingPipe n Habopa aaHHbix SemEval-2018
Task 3), 06HapyKNBAIOLLErO UPOHUIO B aHINTMACKUX TBUTAX [17, p. 162—
163]. AMepuKaHCKMMUK UccenoBaTeNaMM, COTPYAHMKaMKU PaTtrepckoro

HAYKA TENIEBUAEHUA Ne 15.2, 2019 48 THE ART AND SCIENCE OF TELEVISION



1 Konymbuiickoro yHnBepcuteToB 66110 anpobupoBaHo pacno3HaBaHue
MapKepoB UPOHMM B UIHTEpPHETE, NpeacTaBAsoWmxX cobo MeTakoMMy-
HUKATUBHbIE KOUYN, MHPOPMUpYIOLLME YnTaTens (MHTePHET-No/b30Ba-
Tens) o TOM, YTO BbICKa3blBaHME UPOHUYHO B NepBYylO oYepeab NoToMy,
KaK roBopALWMiA 4aeT NOHATb, YTO FOBOPUT He To, YTo gymaeT [18, p. 589].
MpepnoyTeHne MPOHUM HOMOPY B COBPEMEHHOM WMHTEPHET-NPOCTPaH-
CTBE MOXKHO OOBACHWUTL TEM, YTO YE/IOBEK B YC/IOBUAX KOHKYPEHTHOWM
cpeabl 0bUTaHUA CTPEMUTCA, COXPaHAA A0 aHOHMMHOCTM U AUCTaH-
LUMPOBaHHOCTM, AOCTUraTb CBOMX Lienel, Yacto npuberas K obmaHy, K
KOTOPOMY MOYHO OTHECTU MUPOHMUIO.

Bo3HuMKaeT npobsiema, CBA3aHHAA C TEM, YTO He TO/IbKO CTYAEHTbI,
poxaeHHble B 2000-x 1 B 90-x rogax XX BeKa, HepeaKo ABAAOLWMECA pas-
paboTuMKaMM KOMUYECKUX KOMMbIOTEPHbIX aArOPUTMOB, HO M UX MNpe-
nofasaTeIM He BCeraa OT/IMYalOT MHTEPHET-IOMOP OT XMBOTO cMexa U
KapHaBanbHOro obueHua. Anodpeos Takon «KapHaBanbHOW» 6e3rpamorT-
HOCTW MOKHO YBUAETb B TOM, YTO NoHaTMe «Carnival» — 3To yKe gaBHO
He TO/IbKO MHCTPYMEHT M dopma obbeanHeHMA Ntogeit Ha Bceobuiem
npasgHuKe, HO U UHCTPYMEHT M3MEPEHUS M aHa/IM3a NPOU3BOAUTENb-
HOCTM KOMMbIOTEPHbIX MPUIOKEHNI 1 NpoTokosios DSM [19, p. 7].

®uHckne nccnegosatenu T. Dufva n M. Dufva cnpaseanmso otme-
yaloT, YTo NogobHan KogoBana 6e3rpaMoOTHOCTb BO3HMKAET He TO/bKO B
pesynbTaTe Hay4YeHMs, HO M B npouecce GpoOpPMUPOBAHNA HEKAapHaBaib-
HOro onbiTa NepexunBaHusa. ABTOPbl 06palLaloT BHUMaHWE Ha TO, YTO
«KOZ, Ucrosibayemblit ans GOpMMPOBaHUSA CYLLECTBYIOLWErO LMbPOBOro
Mupa, byab TO onepauMOHHasA cucTema, nporpammHoe obecneyeHue
WAN anropuTm BMpPIKeBOI TOProBAM, OTYETIUBO OT/IMYAETCA OT UX Bbl-
TOBbIX @aHa/IOrOB, TaKMX KaK MOJIOTOK, pydKa UM KMCTb, MCNOJIb3yeMbIX
ana GopmmnpoBaHMA matepuanbHoro mmpa. OgHMM U3 NPUMEPOB 3TOro
ABNAETCA OBOMYHAA CMCTEMA ABYX a/bTEPHATUBHbLIX COCTOSIHMM, Y4acTo
npeacrasaseTcsa Kak 1 n 0. Kog, aBnseTca gBOMYHBIM U, C/1e0BaTE/bHO,
MOMKET BbITb CBeAeH K pelleHmam “ga unm Het”» [3, p. 97].

OpaHaKo, obpaliaeT Ha ceba BHMMaHMe HEKOTOpPbIM NapadoKc: Mo-
Noaoe NoKoseHue, BOCMUTaHHOE NPEeNMYLLLECTBEHHO HA KOMMbIOTEPHOM
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TBOPYECTBE, OCTAETCA, TEM HE MeHee, BCe elle CroCOBHbIM CYUTLIBATD
KapHaBa/ibHbI KO 1 BOCMPUHUMATb KapHaBaibHYO meTadopy B UHTEp-
HeT-cpese U B peasibHOM }U3HU, YTO MOXKET YKa3blBaTb Ha FTEHETUYECKYHO
npeapacnosioXeHHOCTb IMYHOCTU K KapHABabHON aKTUBHOCTY.

B cBA3M C 3TMM rNaBHaA 3afaya HacToALLero uccnefoBaHUA CoCTo-
ANa B TOM, YTODObl U3Yy4YUTb KOPPENALMIO TEJIECHOTO UIPOBOrO NCEBAO-
arpeccMBHOro B3aMMOAEWCTBMA, OCHOBAHHOIO Ha LWYTAMBbLIX Nobosx,
OCKOpPbNEHMAX, Me3asaNbAHCAX, TPABECTUN C YCTOMYMBON NPUBA3AHHO-
CTbl0 U ApyxboW; npocneauTb, HACKONbKO TesnecHble, HesepbanbHble
COCTaBAAOLWME NPUBATHOIO KapHaBaAbHOToO 0bLeHna MoryT HbITb afeK-
BaTHO nepefaHbl NOCPeACTBOM MEPEKOAMPOBAHNA UX C MOMOLLLbIO KOM-
NbIOTEPHBIX WUHTEPHET-TEXHONOTUI KOHCTPYMPOBAHUA KOMWYECKOTO W
CMELLHOrO.

Bbln ocylecTBNEH CPAaBHUTENbHbIN aHaIN3 ABYX MOLENEN KOMMY-
HWKaLMK, O4HA U3 KOTOPbIX OCHOBaHA Ha KapHaBaAu3aLMu B }X1BOW cpe-
e C MMHMMaNbHbIM MCMNOb30BaHMEM LMPPOBbLIX TEXHONOIUI, @ BTOpan
— Ha BbICOKOW A0/€e BKAOYEHUSA B 06LLeHMe LmMdpOoBbIX aNTOPUTMOB re-
HEPUPOBAHMA CNYYaMHbIX KOMUYECKMX TEKCTOB U LMbPOBbIX 0603HaYe-
HUI (CMaNINKOB, KAPTUHOK U Np.).

MepBas (KOHTPO/IbHAA) MOAENb KOMMYHUKALMM PacCMaTpmMBanachb
Ha NpuMepe WHTEPHET-B3aMMOAENCTBMA aKTepOB Y/MYHOrO TeaTpa B
OTKPbITON rpynne yJAnyHbIX TeaTPOB U aKTepos, B KOTOpyto Bowso 122
yenoseKa. BTopas (aKcnepvmeHTanbHaA) MOAEb KOMMYHUKaLMK pac-
CMaTpuBasacb Ha nNpumepe rpPynrnoBOro B3aMMOLENCTBMA aKTEPOB
Y/IMYHOTO TeaTpa B 3aKPbITOM rpynne, B KOTOpPyl BoOWNO 14 yenosek.
C 2009 no 2015 roa 4 y4acTHUKa AaHHOM Fpynnbl NPUHUMANKN ydacTue
B 0bpasoBaTeNlbHOM MpoekKTe «[lepeBeHCKUI TeaTp», Leablo KOTOPOro
ABMNACb MOTMBALMA TBOPYECKON KapHaBaslbHO-UIPOBOM AEeATENbHOCTH
B YCNOBUAX PYCCKOW AepeBHU. Pe3ynbTaTbl anpobaLumm AaHHOTO NpoeKTa
NMoKasanu, 4to okono 70% ero y4aCTHMKOB «WCMbITbIBAOT NOTPEBHOCTD
B MCMO/Ib30BAHMMN KapHaBa/ibHbIX METOA0B B CAMOCTOATE/IbHOM TBOpYe-
CKoM npodeccroHanbHou geatenbHoctu» [20, c. 115]. 3akpbiTana rpynna
Oblla OCHOBaHa O4HMM U3 YYaCTHUKOB rpynnbl B AHBape 2019 roaa, cny-
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cTA 6 AHEeNn nocie ycnewHoro 3aBepLlleHns COBMECTHOrO ABYXHeaeNb-
HOMO Y/IMYHOIO TeaTPasibHOrO MPOEKTA, B KOTOPOM MPUHAAM yyacTue
aKTepbl ABYX YNIMYHbIX TeaTpoB. [o 3Toro, 3a mecAl, A0 NPOEKTa, AaH-
HbIMW YY4aCTHUKaMM rpynnbl 6blia co3aaH MHTEpHET-4aT, NPU3BaHHbIN
MobWIbHO pelaTb Npobaembl, BO3HUKAOWME BO BPEMS NOATOTOBKM
Y/IMYHbIX, TeaTPasibHbIX CMEKTAK/IeN, CO34aHNEM PEKBU3UTA, CLEHapus;
obcyaeHvem rpaduka penetnumii. JaHHaa 3akpbiTaa rpynna 6bina
co3gaHa gns pasBUTMA AanbHelWen NepcnekTUBbl NPOAOKEHUA CO-
BMECTHOI TBOPYECKOMN KapHaBa/ibHO-UTPOBON AeATenbHOCTU. OTKpbITas
rpynna yan4Horo TeaTtpa 6bina co3faHa B KOHUe HoAbpa 2018 KakK 3a-
KpbITas rpynna, Ho BCKOPE CTasia OTKPbITON, NpeacTaBnns coboi Kommy-
HUKALMOHHYIO MHTEPHET-NAATPopMy A5 0bMeHa OMnbITOM, 3HAKOMCTBA
ApYr € gpyrom geatenent B chepe yANYHOro TeaTpa, bbICTPO AennTbes
MHTepecHon nHpopmMaLmel o cobbiTuax B chepe yIMYHOro TeaTpa.
TeopeTuyeckoit 6a3oit uccneaoBaHUA ABAAETCA aHTUCEMAHTMYECKan
Teopus tomopa A. KosnHUEBa 0 pasIMuMm MPOHUM U CaMOUPOHUMU, KO-
Topas, B OT/IMYME OT MPOHMM, HaMNpPaBJIEHHON Ha BHEWHU OBBEKT, OT-
HOCUTCA K FOMOPY, BblpaskalolleMy pafocTb OT U3bbiTKa 6biTus [21, c. 10];
0 6/1M30CTM NPUPOALI UPOHUM K CEPLE3HOCTU U JiXKM [22, c. 239], KoTo-
pas, B OT/IM4ME OT UrPOBOM, XaOTUYECKOW NPUPOAbI FOMOPA, OTHOCUTCA K
NpoAyKTy A3blKa [22, c. 250], K nepBoit mogenupytowen cucteme. TakKe
npumeHanacb Teopus Kommyeckoro C. dii3eHLWTelHa, COMNacHO KoTo-
POV B KOMUYECKOM SIBIEHWUM NPU BHEWHEM POpManbHOM cobiogeHnn
NPUHUMNOB AMANeKTUKN HabnogaeTtca a-guManekTudHocTb [23, c. 516].
Mpwn aHanuse UMHTEPHET-COODLLEHNI YYACTHUKOB 3KCMEPUMEHTAIbHOMN
W KOHTPOJIbHOM FpynMnbl YYUTbIBAIOCb MHEHUE TEX UCCNeA0BaTENEN, KO-
Topble HabNAaoT NPoABAEHME KapHaBaAn3aLUN B BUPTyasibHOM Mpo-
cTpaHcTee [24; 25]. NMpumeHanace mogenb C. TpaycaHa-MaTy, KOTopbIi
Ha 6a3e nonndoHMyeckolh KoHuenumn M. BaxTuHa cosgan v anpobu-
poBan B 0O6y4EHMM CTYAEHTOB KOMMbIOTEPHbIE METOAMKU, OCHOBaHHbIE
Ha TEXHO/IOTMN UCKYCCTBEHHOTO MHTE//IEKTA, CMOCODCTBYOWME 3amyCKy
npouecca KapHasaausaumm B Yyatax. C. TpaycaH-MaTy cunTaerT, YTto B UH-
TepHeT-cpeAe KapHaBa/M3aLMA MOMKET COCTOATbCA B C/lyyae, ecan ocy-
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LLECTB/IAETCA COBMECTHas rpynnoBas AeAaTeNbHOCTb, obweHre oT auua
dM3MYECKON N CUMBOJIMYECKOM KapHaBasbHOW Macku [12, p. 347] u np.
Mo ero mHeHWt, Hanbosee TOYHO 3aKOHbI BUPTYANIbHOIO MUPA MOMKHO
06BACHWUTL C MOMOLLbIO ABYX GyHAAMEHTaNbHbIX KaTeropuin M. baxTu-
Ha — nonAndoHun 1 KapHasanusaumn. C. TpaycaH-Maty npeacrasnset
KapHaBa/iM3aLUMIO KaK MoANGOHMYECKYID UTpy LEHTPOLEXHO-LEHTPO-
CTpeMuTeNnbHoro / AMCCOHaHCA-KOHCOHAHCA, KOTopas MoXo)Ka Ha am-
BEPreHTHO-KOHBEPIreHTHbIE 3Tanbl TBOPYECKOro AeWCTBUA, Habatopae-
Mble B UHTepHeT-06LwWeHnm [12, p. 349]. Mo ero MHeHUIO, LeHTPobeKHan
cuna npeacrasaseT coboi MHepLManbHYO CUAY, BO3SHUKAIOLLYHO OTBET-
HYI0 peaKuuio Ha BO34EeNCTBUE LIEHTPOCTPEMMUTENLHOM CUAbl. [laHHaA
MOAeNb, Kak NpeacTaBAAeTcA, UMeeT pAg, YHMBEPCANbHbIX MOMEHTOB,
CBA3aHHbIX C TEM, YTO KapHaBa/M3aLMA BbICTyNaeT Kak CMOHTaHHO, TaK
W OCO3HaHHO, BMJIETAACb B CePbe3Hbll AMANOor, 3anycKas TBOPYECKWUN
npouecc [12, p. 348]. B nccnepoBaHMm 6blaM UCNONb30BaAHbI BbIBOAbI
T. Dufva 1 M.Dufva Ha npeameT Toro, YTo KapHaBa/bHbIN KOg, B MONHOM
obbveme [OCTYyNeH gns NOHUMAHMA TOIbKO TEM, KTO paHee MMeN OnbIT
NMorpy»XeHus B KApHaBaIbHO-UTPOBYIO cpeay. MccnenosaHue 6asnpyetca
Ha ApamaTyprMyeckom, TeatpasbHom noaxoae WM. fodmaHa [26, c. 29],
COr/IaCHO KOTOPOMY YeN0BEK, HAX0AACH B ODLLECTBE APYrMX, NCNOb3YyeT
[B€ OCHOBHble CTpaTernu: LeseHanpaBaeHHOe CaMOBbIPaXKeHMe U CNOH-
TaHHOE, KOTOPOE BblAAET B HEM TO, YTO OH YTaMBaeT. ITU ABe CTpaTernu,
Nno ero MHeHW, aCCUMETPUYHbI MO OTHOLLEHWUIO APYF K APYry U MOryT
C OOMHAKOBbIM YCNEXOM CMMYAMPOBATLCA B NPOLECcCE KOMMYHMKALUU,
[aHHbIV noaxos NO3BOIMA HaM MPeANoNOKUTb, YTO CMOHTAaHHOE U OC-
MbIC/IEHHOE NoBEeAEHUE MOTYT B OAMHAKOBOM CTENEHU CUMYIMPOBATLCA
B NEPBOW M BTOPOI MoAeNn 0OLLEeHUSA 33 CYET UCMO/Ib30BaHMA MHbOpMa-
LLMOHHO KOMMYHMKATUBHbIX TEXHONOMUI. PN aHaIn3e MHTEPHET-TEKCTOB
YYaCTHMKOB rpynmnbl Ha NPeAMET COAEP!KAHUA B HUX FOMOPUCTUYECKOTO
aNropuTMa NPUMeEHANACb OMKTaNbHAA M MOAYCHAA MOAENb IOMOPUCTU-
yeckux TekctoB B. Kapacuka, kKnaccupukaLums cTuaei oMopUCTMYECKOro
obuieHuna B. PackuHa. UccnepoBaHme 6a3vpyeTcs Ha KOHUENUMU Tene-
CHo npupoabl 6anaraHa W. Yeaposoi.
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Pesynbratbl UcCneaoBaHMA NOKasanm, YTo «banaran» asnseTca 4ns
YYaCTHMKOB 3KCMEPMMEHTaIbHOM 3aKPbITOM rPYNMbl KapHaBasibHbIM KO-
[OM, KOTOPbIA nogpasymeBaeT CBepPHYTY0 40 meTadopbl popmy B3a-
MMOAEeNCTBMA B NOrpaHUYHOM MPOCTPAHCTBE «MEXAY CTPaxoM U cme-
XOMY», B CUTyaL MM meTamopdo3bl, B KOTOPOW IMYHOCTb B /10601 MOMEHT
MOMKET MPEeBPaATUTLCS, NePepAaNTbCA AYXOBHO U GU3NYECKU B APYroro
rnepcoHaa, Macky. 3Ta metadopa odpopmuaace B HasBaHME rpymnmbl
«BbanaraH» Kak pe3ynbTaT COBMECTHOIo HaXxoXAeHMA B 06LLel rpumep-
HOM Ha NpoTAMeHUn 14 aHel, B Te4eHMEe KOTOPbIX OCYLLECTBAAACA Tea-
TpanbHbIA NPoeKT. MPrMepHas BbICTyNasna aHanorom 6anaraHHoro npo-
CTPaHCTBaA, KOTOPbIM MOKET bbITb ambap, capait, HaBec, u3ba, 4om U 1.4,
OcobeHHocTb 6anaraHHOro obuweHns B AaHHOM coobllecTBe cocToANa B
TOM, 4TO BaslaraHHOE NPOCTPAHCTBO BbIXOAWJIO AA/IEKO 3a Npesebl pe-
aNbHOM rPUMEPHOIM KOMHATbI, C/1abo OTpaKaAacb B UHTEPHET-0OLEHNN.
B pe3ynbTaTte cpaBHUTENbHOIO aHaAM3a MHTEPHET-CO0bLLEHUIA B rpynne
«BbanaraH» 6bI10 BbIABAEHO, YTO Yalle BCEro y4aCTHMKU Fpynnbl B OH-
NaviH-nepenncke MCMNosb3yloT ¢pasbl-po3bIrpbiln, BUAEO, CMAWIMKK,
HapyLLUeHWe CUHTAKCUCa U NyHKTyauuu.

BosblWwylo posb B 3anycKe KapHaBanAusauuu B AaHHOM rpynne
UrpaeT OKCHOMOPOH, YacTo yrnoTpebasembii B anroputme nocTpoeHus
aHekgoToB [27, c. 914] Kak pensvKa-peakuua Ha He O4YeHb yaayHoe
WAWN CTPaHHOE BbiCKa3blBaHMeE, a TaKKe ynotpebneHne KoAoBbIX C/0B,
POKAEHHbIX B Mpouecce obuweHns B rpumepHoid. Kogosble cioBa no-
cTeneHHo GopMUPYIOT cneuMdUYecKUin CNeHr AaHHOro coobuwiecTsa,
noayYyepKMBaa onpeaeneHHbl NPUBaTHbIM TOH 0bWeHus. B nHTepHeT-
0BLWEHNN YYACTHMKOB TPyNMbl KOAOBbIE CNOBa TAHYT 3a coboi wnend
IOMOPUCTUYECKOrO 0bLeHnsA, chopMMPOBaBLLIErocA paHee B YC/I0BUAX
TeaTpasbHbIX MOAMOCTKOB W FPMMEPHOM KOMHaTbl. MapoguiiHble, ca-
MOYHUUYMKUTENbHbIE BbICKa3biBaHUA YYaCTHMKOB B OHNAMH-NEPeEnucKe
MCMONb3YIOTCA C LE/blo MOKasaTb TO, YTO CaM BbICKa3blBaloOLWMIACA Npe-
KPacHO 3HaeT 0 CBOMX OLLIMBKax, ono3aaHuax u np. Kak npasuno, Habato-
[AaeTcA napHoe NoAlly4yMBaHUe, B KOTOPOM ECTb YKeHa U My, BO3pacT
KOTOPbIX MPUMEPHO OAMHAKOBbIA. Hepeaku cnaydyan BO3HUKHOBEHMUA
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MOJIHbIX, NOALYYMBAIOLMX CEMEN, COCTOALLMX U3 MaTePH, OTLA U Aove-
pU, a TaKXKe HEMOJIHbIX CEMeM, B KOTOPbIX €CTb, HAaNPUMEP, TONIbKO MaTb
W CbiH 1 T.N. MOKasaTeNbHO TO, YTO 3aKyNUCHOE 0bLeHMe NpeacTaBnseT
o601 cMMBMO3 FOMOPUCTUYECKOM U MPOHUYECKOM UrPbl, BbiPaXKeHHOM
B MCEBAOArPECCUBHBIX, KapHaBa/ibHbIX NPUEMax KOMMYHUKaLUK (Tak-
TUAbHOE KacaHue, MoUenyu, WunaHua, o6bATUA, APYKECKUe, UrpoBble
nobowu, KapHaBanbHasA xBana-b6paHb). MeHblle BCEro y4acTHUKM rpynnbl
«BbanaraH» BblKNaabIBaloT B rpynny ¢oTo 1 BMAeOMaTepuanbl, caenaH-
Hble paHee B rPUMEPHON KOMHATE, YTO MOMKHO OBBACHUTL TeM, YTO B
KapHaBa/ibHOM OOLLEHNN BeIMKa 40N NPUBATHOCTMY.

Ecnn B camom Havane obueHus B 4aHHOW rpynne, B KOTOPON MHO-
rme He BblNM 3HAKOMbI APYT C APYrom, B nepenncke npeobnaganm 3Hau-
KW, CMal/IMKK, TO K cepeguHe NPoekKTa, Koraa oblueHue CTaHOBWMIOCH
Bce H6onee HedopManbHbIM, CTAaNO NOABNATLCA BO/blIE Pa3BEPHYTLIX
npeanorKeHun.

B KOHTPO/MIbHOW rpynne, B KOTOPOW YYACTHUKU, MPEUMYLLECTBEHHO
He 3HaKOMbl APYr C APYroM IMYHO, HE MMEIOT ONbiTa COBMECTHOM ae-
ATE/IbHOCTM B chepe KapHaBa/NbHOW, TeaTpasibHOM AEATeNbHOCTU, Ha-
NPOTMB, NPAKTUYECKM OTCYTCTBYIOT LUYT/IMBbIE U3AEBATENbCTBA, YNOTpe-
6neHve OBLEHHOW NIEKCUKU, MPOHUYECKME BbICKa3blBaHMA. BbiaBaeHo
NoJIHOe OTCYTCTBME B 3TOW rPynmne KoAoBbIX C/10B, CAMOMAPOANNHBIX Bbl-
CKa3blBaHUM, X3LWTIrOB, KOTOPble Bbl HAMEKAIM HA UTPOBOMN TOH KOMMY-
HUKaumu. B mogenu «banaraH», HanpoTMB, C/IOBECHAA UPOHMSA, B rOpas-
[0 MEHbLLUEN CTENEHU CTPOUTCA Ha OCHOBE BUAEO, POTO-Npe3eHTaLuu,
4em Npy MNOMOLLM CUHTAKCUYECKOTO U MOPPONOrMYECKOrO UCKAXKEHUS
KOZLOBbIX CNOB UK dpas.

MpumeHeHMe KnaccuduKaLmm toMopUCTUYECKUX TekcToB B. Kapa-
CWKa, OCHOBAaHHOM Ha CEMWOTMYECKOM MOoAenu, NOo3BOAWIO npoauar-
HOCTUPOBATb WMHTEPHET-TEKCTbl YYAaCTHWMKOB KOHTPONBHOW W 3Kcnepw-
MEHTa/IbHOW Tpynnbl Ha NPeAMET COAEPKaHUA B HUX YHUBEPCA/SbHOIO
IOMOPMUCTUYECKOTO aNropuTma. bblio BbIABAEHO, YTO B OTKPbITONM rpynne
B rOpa3go MeHbLUEN CTENEHU, YEM B 3aKPbITOM rpynne, peaamnsytoTcs Tpu,
BblaeneHHble B. Kapacukom, ycnosus BO3HMKHOBEHMS IOMOPUCTUYECKOM
KOMMYHUKaumu [27, c. 898] (HamepeHMe B OBLLEHUN «KYUTU OT CEPbE3HO-
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O PasroBopa»; KMOPUCTUYECKAA TOHA/IbHOCTb, NMO3BO/IAIOLLANA COKPATUTD
AVCTaHLMIO 418 TOTO, YTobbI eLe 6osiee NPOAYKTUBHO, HO B «MATKOM $op-
Mme» NpUbAN3UTLCA K 06CYKAEHUIO CePbe3HbIX MPobiem; UCNosb30BaHMeE
TUNWUYHBIX ONA TPYNNbl MOAeNel CMeXoBoro noseaeHus). TakKe yaanocb
NpocNeanTb, YTO OCHOBHbIMU «K/AOYaMM OBLLEHUA» MUAN KOMMYHMKa-
TMBHOW MaHepol [27, c. 901] B 3KcnepMMeHTaNbHOM rpynne ABaseTcA
APY¥KecKoe noglyymBaHne, KOTOPOE YacTO OKAHYMBAETCS MPOHUYECKUM
KpelLLeHA0, COBEPLUEHHO OTCYTCTBYIOLLEE B OTKPLITOM rpynne. B 3akpbiToit
rpynne A03BOAAIOTCA CaMble «BOJIbHbIEY, NOTPAaHNYHbIE MPOHWUYHO-IOMO-
PUCTUYECKME LLYTKM, AaBan BO3MOMKHOCTb B MPOHWMYHOM, XBanebHo-pyra-
TeNbHOM, ApasHALWEeNn MaHepe Hambosee APKO BblipasuTb B HEOBMAHOWM
¢dopme cBoe HegoBONLCTBO, 06MAY M Np. OYeHb YacToO B AaHHOW rpynne
HabnogaeTcs Takoe ABeHMe KaKk «cmexosol aebtot» [27, c. 901], KoTo-
pbii B. Kapacuk xapakTepmusyeT Kak Nepexos oT Cepbe3HOro ToHa 0bLweHus
K HecepbesHO-CMeX0BOMY. B AaHHOM rpynne akTepoB y/JMYHOIO TeaTtpa
3TO AIBNEHMeE BbICTyNaeT NPU3HAKOM paclmpeHusa banaraHHoro coobuye-
CTBa 3a CYET NPUHATUA B rpynny ele ogHoro cobpaTa, poACTBEHHOrO NO
ayxy. MpumeHeHne Knaccndumkauum B. PacknHa, KOTopblii paccmaTpuBaeT
CTUIN FOMOPUCTUYECKOTO OOLEHMA B PaMKaX CKPUMT-OPUEHTUPOBAHHOM
cemaHTUYecKol Teopum [28, p. 228-229], NO3BONIO BbIABUTbL YCTONYN-
BOCTb B OBOLEHMM YYACTHUKOB IKCMEPUMEHTA/IbHOM, 3aKPbITOM rpynmnbl
«BanaraH» cneaylowmx TPeX TUMNOB HOMOPUCTUYECKUX BbICKa3blBaHWNA:
MATKOro, NtobALero BbiIcMenBaHMaA; cmexa Hag cobold; cmexa Kak cybnm-
Mmaumm npotecTa [27, c. 897]. B pe3synbTaTe nccnefoBaHus noaTsepanniach
paboyas runoTesa o0 TOM, YTO MOZE/Ib KOMMYHMKALLMM, aKTUBHO UCMO/b3Y-
OLW,AA KOMMbIOTEPHbIE A/ITOPUTMbI, CXEMbI U KANWWPOBAHHbIE LWAB/I0HbI
«KOMMYeCKoro», 0bn1aaaeT 3HaYnTeIbHO BbICOKMM MOTEHLMANOM 3aNycKa
B BUPTYa/SibHOM MPOCTPAHCTBE LIEHTPOBEKHOW CUAbl, HO 3HAYUTENbHO
MEHbLLUWM, MO CPAaBHEHWNIO C KOMMYHWKaLMEN B 3aKpbITON rpynne, NoTeH-
LMaNOM B3aMMOAEMNCTBUA C LEHTPOCTPEMUTENBHOM CU/ION, NO3BOASAIO-
LEeW NepexoamTb K CTaANN X KUBOTFO KAPHABA/IbHOIO AManora.

ECAM y4aCTHUKM 3aKpbITOW Tpynnbl «banaraH» no ceroaHsLWHUMN
AEeHb MPUMEHSIOT NPUHLMMbI KapHaBaM3aLUM B CBOMX AaJIbHENLLMX
COBMECTHbIX MPOEKTaX U CNEKTaKNsAX U CO3HATENbHO, U UHTYUTUBHO, TO
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YYaCTHMKM OTKPbLITOM FPynbl, 3HAYUTENBHO Yalle MOAEMPYIOLLNE CUTY-
auMKU «KapHaBa/IM30BAHHOIO TUMNa» B UHTEPHET-0OLWEHNN CO3HATE/bHO,
Nno-npeXXHemy He cTpemATcs cpopPMMPOBATL CBOM JIMYHbLIN, KapHaBab-
HbI OMbIT NepPeXMBaHMUA.

HecmoTpa Ha TO, YTO B 3aKPbITOM M OTKPLITOM rpynmne 0OCHOBHaA Leb
WMHTEPHET-00LWEHMA COCTOMT B HAaNIaXKMBAHUMN TBOPYECKOTO, A PYKECTBEH-
HOro Ob6LWeHNA 3a NpeaenaMm MHTEPHET-CETU, JOCTUTHYTbIE Pe3y/bTaTbl
B rpynnax CyWeCTBEHHO OT/IMYAOTCA B MO/Ib3Y 3aKPbITOM rpynnbl, rae
OeucTBYOT npasuaa banaraHHoro obweHns, B KOTOPOM NepBOCTENEH-
HYIO PONb MrpaeT apxXxeTUnuyeckoe, NOYTU NPUMWUTUBHOE CO3HAHWUE U
6anaraHHbIN CTUb, OTNYatOWMNCA GaMUNbAPHBIM, TEIECHO-UTPOBbLIM
KOHTAKTOM, Mpec/ieayowmm Lenb co3aatb Gpusmyeckuii obpas «narteH-
ToBaHHOro ypoga» [29, ¢. 173] — TMnn4yHoro 6anaraHHOro NepPcoHaa,
KOTOPOMY, COrMacHo MHeHuo . YBapoBoIi!, CBOMCTBEHHA CNOHTaHHasA
HeBepbabHaA, MUMMUKO-AEKaMaLMOHHaA MaHepa BeCTH AMasor.

MpeacTaBnaAeTcs, YTO AUCKYCCUA OTHOCUTENbHO TOTO, BO3SMOMKHO /N
BOOOLLE FOBOPUTbL O €4MHOM KapHaBa/ibHOM BUPTYya/lbHOM PUTME, YHU-
BEepCasibHOM KOHTMHYYMe, Bce ewle ceba He ncuepnana. CTout NPUHATb
BO BHMMaHMe MHeHue T. YepHUroBCKOM, KOTopas NogHMMaeT napanok-
CafibHyt0 Npobsiemy 0 TOM, YTO «MO3F HaXOAUTCA B MUPE, @ MUP HaXo-
OMTCA B MO3Ty», @ MOTOMY «MOMCK CYyOBEKTUBHOIO ONbITa B GU3NYECKOM
Mmupe (T. e. B Ka4ecTBe U MHTEHCUMBHOCTU CEHCOPHbIX CTUMYI0oB) abeyp-
[leH: ero Tam HeT, TaK Kak OH cTpouTca B mo3ry» [30, c. 118], a notomy
onpaBAaHo 3a4aTb BONPOC 0 TOM: «KTO CMOTPUT Ha MeHTaNbHble penpe-
3eHTauumn? K1o nx uHtepnpetmpyet?» [30, c. 119] n npeanonoxutb, 4to
«TEKCTbl HEMPOHHOM CETU YNTAET CaMa HEMPOHHAA CETb, B KOTOPYHO Mbl
Nonanancb UAKU KOTOPOM, BO3MOXKHO, ABASIEMCA...YTellaeT /InLWb To, YTO B
Hee nonancsa u mmp. Mam oHa cama u ectb mmp» [30, c. 119].

! ABTop rny6oKo npusHaTeneH W. YBapoBoi 3a NPOACHEHWE MHOTMX MOMEHTOB, CBA3AHHBIX HE
TONBKO C 3eMHOW, TeNeCHO, BpeMeHHO NPUPOAOit BanaraHHOro MMPOYCTPOICTBA, HO U C ero He
MeHee 3araflodHOW, BUPTyasibHOM, 6ectenecHoi CTopoHol, obpalleHHOW K MHbepHanbHOM cyLy-
HOCTU CMepTH, Nepes IMLLOM KOTOPOIi «BCe 3eMHOE CTaHOBWUOCH 6ecnpesenbHO OTKPOBEHHbIMY
[29, c. 173].
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PWCKHY BbiCKa3aTb KaTeropuyHoe yTBEPXKAEHWE O TOM, YTO BUPTY-
a/lbHaA KOMMYHWKaUMUA HUKAK HE MOXXeT 6bITb CMHOHMMOM KapHaBa/a
B CMAY TOro, YTO OHa He npeacTaBaseT cobolt pasHOBUAHOCTbL coobule-
HUSA, NPOTAXKEHHOIO BO BPEMEHM M NPOCTPAHCTBE, C 3BYYalleil peybto u
naactTuyeckon ¢opmoli nosecteoBaHua. OHa He TeaTp M He KapHaBan,
KOTOPbIE MOXHO OTHECTM K CEMMOTUYECKMM CUCTEMAM, 3aMeEHAIOLMM
BepbasibHbIMU U HEBEPOAIbHbIMM 3HAKAMM NMPEAMETHYHO PeasibHOCTb,
obnagatoulyto «0cobbiM BHENMHIBUCTUYECKUM “A3bikom”» [2, c. 29]. Ku-
HecTeTMyecKasa (HeBepbanbHan), a TakXe ronocosBan (MHTOHALMOHHARA)
KOMMYHUKaUMA, NpeacTaBasiowme aeduumnt B MHTEpPHeT-06WeHnn, He
npocTo bonee MHGOPMaTUBHbI M KPaCHOPEUMBDI, YeM BepbanbHble cpea-
CTBa, HE TO/IbKO BbICTYNAOT OT/INYUTENBbHOM OCODEHHOCTLIO Bblpa3uTe/b-
HOCTW Ye/IoBEKA, OHM CNOCOOHbI CO34aBaTb Ty HEMEPEKOAMPYEMYIO Be-
cenyto, AobpoxkenatenbHyto aTmochepy, B KOTOPOM TONBKO M BO3SMOXKHO
POXKAEeHNE MMNPOBU3NPOBAHHbIX 6€33106HbIX, 6e3anabepHbix LWYTOK U
muctudumraumin [29, c. 141], oTamMyatoWwmMX KapHaBaibHbIA, 6anaraHHbIN
TOH 0BOLLEHUA OT BCEX APYIUX TEM, YTO MO3BOASAET AenaTb obpaTMMbim
repexoa MaTeprasbHOro MMpPa B UAEa/IbHbIN. MMEHHO LWyTKa — TOT OT-
FO/IOCOK YKMBOW MHTOHALMW, POMKAEHHON B Tene, CYKUT NPOMYCKOM B
6ecTenecHbl, UHTEPHET-MUP, B KOTOPbLIN HEBO3MOXKHO BONTK be3 elle
04HOro aTpnbyTa XMBOrO — MAaCKW, KOTOpasa yTpayMBaeT CUY TO/bKO
C McyesHoBeHNeM, GU3NYECKUM pacrnagoM ee XKUBOro HocuTens. Bup-
Tya/ibHbIM AMANOr o4eHb HaMOMMHAET ANANOT AYXOB, B KOTOPOM ro/10Ca
C/MBAOTCA B BeYHOE Hepasbopumsoe 6opmoTaHue.

OcTaetca nNpegnosioXKuTb, YTO €CAN UFHOPMPOBATL 3aKOHbI bana-
raHHOro MMpPOYCTPOMCTBA, CBA3AHHbIE C UTPOM OpUrMHana u konuu/noa-
[eNKK, Urpbl U cepbe3HOCTU, Mnda U MUCTUPMKALIMU, Ha CMEHY CPasy e
NPUAET 3aCU/ibe BUPTYasbHbIX KMHECTETUYECKNX 06pa30oB U BUAOB UHTeE-
PaKTMBHOM KOMMYHMKaLMKU, CMECTMB TEM CaMbIM, KaK nuweTt MpuHa Yea-
pOBa, BCEMUPHYIO OCb, KOTOPAA OTBEYAET 32 FAPMOHMIO, OOHAXKMB ABHbIE
OT/INYUSA 311070, XalNoBOro obmaHa oT }KMBOro banaraHHOro repos, KoTo-
PbI XapaKTepeH TeM, YTO pagyeT Hac pasobaaveHrem camoro cebs.
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KAOPUPOBAHHbIN TEATP:
THEATRE HD KAK TMBEPUAHAA ®OPMA
MEONA

AHHoTauma. CoBpemMeHHOe WUCKYCCTBO Bce 6oJblue ONMpaeTca Ha 3amucbl-
BalOLLME TEXHOIOTUM M HAXOAMUTCA B MPAMOW 3aBUCUMOCTM OT HUX: CHavana
KnHematorpad, 3atem TeneBuaeHne, BUAEO U, HaKoHel, LdpoBsas 3anmch.
MHOro BHMUMaHUA GbIIO YAENEHO BAMAHWUIO STUX TEXHONOMMIN Ha Co3AaHue
YMBOrO TeaTpa/bHOro NPeAcTaBJAeHUA U ero BOCNpUATUE, HO HEeAOCTaTOou-
HO MCCNeaoBaHMit A0 HACTOALLETO BpeMeHM 6bl0 MOCBALLEHO aHaAn3y Uc-
NOMb30BAHUA 3aMUCbIBAOLLMX TEXHONOTUI ANA 06beaMHEHNA TeaTpaibHON
N KMHO3CTETUKM.

MesKay Tem ABMNKYLLMECA M30DPaXKeHMA Ha SKpaHe CTann AOMUHUPYIOLLMM
mogycom notpebneHna MHGOPMaLIMM B COBPEMEHHON Meanann3npoBaH-
HOW KynbType. OT CTauMOHapHbIX BUAeOoNpoeKkTopos Ao iPad n cmaptdo-
HOB COBPEMEHHAsA KyNbTypa B3aMMOAEWCTBYET C YEJIOBEKOM Yepes 3KPaH.
B AaHHOI cTaTbe NpeAnpuHATa NOMbITKA PAaCCMOTPETb BAUSHUE TEXHONAOTUN
3anMcy Ha co3faHune HoBbIX Gopm BbITOBaHMA TeaTpa v NPEeasIoKUTb Kpu-
TUYECKMe CpeacTBa ANA aHaiM3a M OLUEHKM GpeHOMEeHa 3anucaHHOro, uam
MeamannM3nposaHHoro Teatpa. llog Meamanm3npoBaHHbIM TEaTPOM B LLIMPO-
KOM CMbIC/ie MOHMMAEeTCA TeaTPaibHbli CNEeKTaK/b, M3HAa4YaIbHO CO34aHHbIN
[ANA KMBOTO NPeacTaBAeHNA (aKTepbl HAXOAATCA B HENOCPEACTBEHHOM B3au-
MOZENCTBUN C ayAUTOPUE) M BMOCNEACTBMM 3aNMCaHHbIM Ha tobol ayamo-
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BU3yasIbHO BOCNPOU3BOAMMbINA HOCUTE/b U NPEACTaBAEHHbIN B BYyMEPHOM
NPOCTPAHCTBE HAa 3KpaHe.

Ha npumepe npoekra Theatre HD, a UMEHHO: OHNANH-TPAHCAALMM TeaTpab-
HbIX CMEKTAK/IEN Ha 3KpaHax KMHOTEATPOB MOXKHO NPOCIeANTb ONpeaeNeH-
Hble XapaKTEPUCTUKM NOCTPOEHMUA n306pakeHns u cneumdunry dopmupo-
BaHWA BPEMEHM M NPOCTPAHCTBA OMOCPEAOBAHHOIO, «KaapPUPOBAHHOMO»
TeaTpa.

TeaTp Ha 6ONbLIOM 3KpPaHe MOXKET, MO XKeNaHWo pexkuccepa 3amnucK, Kak
YCTPaHUTb BCe Haubonee CLEHWYHble, TeaTpasibHble acneKkTbl npeacTas-
neHunsa (Kak B 3anucax Royal Shakespeare Company) B Lensx OOCTUMKeHUA
NOA/MHHOIO KMHemaTtorpaduueckoro adpdekTa, Tak U HaMEPEHHO noayep-
KHYTb TeaTpanbHyto ycnoBHocTb (The Globe Theatre). Yem 6onee cnosHo
YCTPOEHa 3anucb CNEeKTaK/A, TeM NPo3payHeln CTAHOBUTCA MPAHMLA MeXay
npeacTaBNEHNEM U MeAMa, 3aHUMAA NOOXKEHNE MEXAY NPUCYTCTBUEM U
OTCYTCTBUEM.

3anucb CNEKTaKNA BCerga NpeacTaBAseT UCKaXKeHWe peanbHoro cobbitus,
paZiMKasbHO peopraHu3ys MPOCTPaHCTBO, KOMMO3MLMIO U Bpems. [pak-
TUYECKM 3TO Peanusyetcs yepes YCTAaHOBKM OMTUKM U MOHTaXK. Haubonee
YOAYHbIMM 3aNUCAMM ABNAIOTCA Te BEPCUM, KOTOPbIE YUUTLIBAOT U CTPYKTYPY
NPOCTPAHCTBA CLLEHbI, U HaNpaB/eHWe B3raaa 3puTens, oceansas obpasHoe
nocTpoeHue cnekTaknsA. IPOHNKHOBEHWE Kamepbl B TeaTpasibHOE NpesCcTas-
NEHUE NPUBOAMT HAC K OCMbIC/IEHWIO €€ MOIOKEHWSA, B YaCTHOCTU, KaZpUPO-
BaHWA AEMCTBMA U aKLEHTA, KOTOPbIV OH CO3/3ET B CNEKTAK/IE.

KntoueBble cnoBa: TeaTp Ha 3KpaHe, IKPaHMU3aLMA, KaapUPOBaHHbIN TeaTp,
undposusauma, Theatre HD, HoBble Mmeauna, rMbpuaHoe meana, agantaums,
[OKYMEHTUPOBaHWE, MeAWann3MPOBaHHbIN TeaTp, MOHTaX, 3pUTENbCKOe
npucyTcTeme

HAYKA TENIEBUAEHUA Ne 15.2, 2019 66 THE ART AND SCIENCE OF TELEVISION



NELLI A. KOGUT

Russian Institute of Theatre Arts—GITIS
Moscow, Russia

ORCID: 0000-0002-6065-3674

e-mail: nelli.kogut@gmail.com

FRAMED THEATRE:
THEATRE HD AS A HYBRID FORM OF MEDIA

Abstract. Modern art relies increasingly on recording technologies and
is directly dependent on them: first cinema, then television, video, and
finally digital recording. Much attention has been paid to the impact of
these technologies on the creation of a live theatre performance and its
perception, but not enough research has been devoted so far to analyzing
the use of recording technologies for unifying the aesthetics of theatre and
cinema.

Meanwhile, moving images on the screen have become the dominant
mode of information consumption in contemporary medialized culture.
From stationary video projectors to iPads and smartphones, modern culture
interacts with people by means of the screen. In this report the author
attempts to consider the impact of recording technology on the creation of
new forms of the existence of theater and offer critical tools for analyzing and
evaluating the phenomenon of filmed, i.e. medialized, theatre. Medialized
theatre is broadly understood as a theatrical performance originally created
for a live performance (the actors are in direct interaction with the audience)
and subsequently recorded on any type of audio-visual-reproducible medium
and presented in two-dimensional space on the screen.

By the example of the “Theatre HD” project, namely, online broadcasts of
theatrical performances on cinema screens, it is possible to trace certain
characteristics of the construction of the image and the specifics of the
formation of time and space of the mediated, “framed” theatre.

Theatre presented on a large screen can, in accordance with the intentions
of the director of the filmed version, eliminate all the most scenic theatrical
aspects of the performance (as in the records of the Royal Shakespeare
Company) in order to achieve a true cinematic effect, as well as intentionally
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emphasize theatrical conventionality (The Globe Theater). The more complex
the recording of the performance, the more transparent the boundary
between performance and media becomes, taking up a position between
presence and absence.

Recording a performance always represents a distortion of the live event,
radically reorganizing space, composition and time. Practically this is realized
through the setting up optical equipment and editing. The most successful
recordings are those versions which take into account both the structure
of the stage space and the direction of the audience’s eye, developing
the imagery of the performance. The intervention of the camera into the
theatrical performance leads us to an understanding of its position, in
particular, framing the action and the accent that it creates in the play.
Keywords: theatre on screen, filming, digitalization, Theatre HD, new media,
adaptation, documentation, editing, audience presence

foBopA 0 UMPPOBM3ALMU, UAN AUTUTANN3ALUN COBPEMEHHOIO MUC-
KYCCTBa, HEe/Mb3A He OTMETUTb TOT (aKT, YTO OHa cerogHsA 3aTparusaet
yKe Takune chepbl XyA0KeCTBEHHOro TBOPYECTBA, KOTOPbIe TPAANLMOH-
HO CYMTAIOTCH COCPELOTOUYEHHBIMU UCK/TIOYUTEIBHO HA MaTepuaibHOM,
dur3MYecKom cocTasnatoWen 06bEKTa, a TaKKe HeNnocpeacTBEHHOM Mpu-
CYTCTBMM B O4HOM MO/e NPOM3BEAEHMUA U 3puTens. Peub MAET O BCEX BU-
[AaX UCNOJTHUTEIbCKOrO UCKYCCTBA, B YaCTHOCTM TeaTpa, KOTopbli, 6aaro-
Aapsa npoekTty Theatre HD, npuBen Ha 60/1blIME 3KPaHbI MYIbTUMNIEKCOB
no BCeEMy MUPY CMeKTakAn U3 HaumMoHanbHoro TeaTpa BeniMkobputaHum,
KoponeBcKoro LWEKCMMPOBCKOrO TeaTpa, Teatpa «[nobyc», «Komegm
dpaHces» N MHOTUX APYrUX.

TexHonorMn 3anucu, KuHematorpaduyeckas W TeNneBU3NOHHASA
3CTETUKA OKa3blBalOT CBOE B/IMAHME Ha HOBYIO $opmy BbITOBaHMSA Tea-
Tpa Ha 3KpaHe. Ha AaHHOM 3Tane CTaHOBUTCA aKTya/lbHbIM Bblae/ieHne
XapaKTepHbIX YepT HOBOro Meama, Bbupatowero B cebs CBONMCTBA U Tea-
Tpa, U KMHemaTorpada. MegmanmsnpoBaHHbIN TeaTp, NPeaCcTaBNeHHbIN
Ha ABYMEPHOWM NJIOCKOCTM 3KPaHa, 3aCTaBAsET NO-HOBOMY B3M/IAHYTb Ha
TeaTpasibHOe Hac/neane, a TakKe BblpaboTaTb HOBbIN KPUTUYECKUI WUH-
CTPYMEHTapuit AN OCMbICAEHUA AaHHOrO peHOMeHa.

HAYKA TENIEBUAEHUA Ne 15.2, 2019 68 THE ART AND SCIENCE OF TELEVISION



MoHATUE MeAMaNn3NPOBaHHOTO TeaTpa HenocpeaCcTBEHHO CBA3AHO
C NOHATMEM Ka4pWPOBAHHOro TeaTpa, KOTOpbI npeaycmaTpusaeT gia
MoSyYEHMA UTOrOBOro M306paXkeHMs BbIGOP paKypca, TOYKM M Hanpas-
NeHnsA CbeMKM Tuna o6bekTnea. CBoICTBA KMHeMaTorpada Kak meava B
obLem 1 npu otobpaxKeHnn TeaTpa B YaCTHOCTM Npeanonaraet Bbibop
rpaHuL v popmarta UsobparkeHus, BblaeAeHUn orpaHnYeHHon obnactu
peanbHOro NPOCTPaHCTBa, MCMOAb3yeMON AN OTOBpaKeHUa 3Toro nNpo-
CTPaHCTBA Ha N/IOCKOCTU 3KpaHa. To ecTb MeAMannM3npoBaHHbIi Teatp,
pacnonaraloumii cpeactsamm KuHematorpada v B LLEJIOM 3KpaHHbIX UC-
KYCCTB, peLIaeT Xy[40MKeCTBEHHble 3a4a4n nyTem paboTbl C XapaKTepu-
CTMKaMU M306parkeHns, a He 06BEKTOM, KaK TaKoBbIM HaxogAalMMCA B
Kagpe. B cBA3M C 3TUM NOHATUA KaApPMPOBAHHOMO M MeAMaNU3NpPoBaH-
HOro TeaTpa B AaHHOW CTaTbe UCMOb3YHOTCA KaK CUHOHUMUYHbIE.

OPAMATYPIUA NUCKAXKEHUA

B cBoem acce «CBMAETENLCTBA M AOKYMEHTALMA» BPUTAHCKUIA UC-
cneposatens [dxosed [JoHoxbio, 0bpalLasch K UCTOPMKam TeaTpa, no-
MWMO APYIUX PasiNYHbIX Bellel, FOBOPUT O BAXKHOCTU XpaHEHUA Bep-
HOCTW UCTOYHUKAM [1, c. 194]. C 37O TOYKM 3peHuUa Aydinm cnocobom
WHTEpNpeTaLmn MmeamMannm3npoBaHHOIO TeaTpa Kak UCTOPUYECKOM AOKY-
MEHTALMM, BOSMOXKHO, CTAHOBUTCA CAENaTb BUAUMBIMU — OMNpeaeseHbl
OHW YETKO B CAMOW 3aMUCKU NN HET — NPOBESIbl U UCKAXKEHUSA, HAKNAabl-
Baemble ABMKYLIMMUCA M306paXKeHUAMM 3KpaHa Ha KMBOE UCNOHe-
Hue. Janee npuseseHbl KAOYEBbIE 3NEMEHTbI KPUTUYECKOM MEeToA0/10-
MU MeAMannM3MpPoBaHHOIO TeaTpa KaKk «ApamaTyprum UCKaskeHusa». IToT
TEPMUH Npuwen otyactu ot Cepres dii3eHLITeNHa, KOTOPbIA onpeaennn

[V )

Kaap Kak « MMHUMANbHbIN “UCKaXKeHHbIN” dparmeHT npupogpl» [2, c. 5],
a TaKXe OT TeaTpaNbHOro perkmccepa, ocHoBaTenbHUupbl The Wooster
Group Inusabet JleKomnT, KoTopan B acce 1981 roga «Komy npuHagne-
UT UCTOPUA?» Ha3blBaeT BCE OMUCAHUSA KUBbIX GUINYECKUX AENCTBUN
— TEKCTOBble U MeAManuM3MpoBaHHble — «UCKaxkeHuem» [3, c. 51].

(Dopmaano 3anncb nNpeacrtaBneHnAa — 3TO BCeraa UCKa*XeHue XnBoro
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cobbITVA, paauKaibHaA PeopraHn3aums NPOCTPAHCTBA, KOMMIO3ULMMN U
BpemeHu. B To Bpems, KaK Apyrve onpeaensanv 3anucb Teatpa Ha KUHO U
TenesnaeHnn AMbo C NOMOLLbIO TEPMUHA aganTauun (Hanpumep, basen
[4, c. 125] v CTaHnm KaydmaHH [5, c. 154]), nnbo aoKkymeHTaumm (Hanpu-
mep, Natpwuc Masu [6, c. 31]), MegnanM3nMpPoBaHHbIN TeaTp, BO3MOKHO,
Jlyylie BCEero MoHMMaTb KaK UCKarKeHWe NpeacTaBaeHus (McKaxeHus b6e3
OTPMLATENbHON KOHHOTALMK, UMes B BMAY YXO4, OT NMepBOHA4YabHOIO
COCTOAHMSA).

3To He 0O3HayaeT, YTo Teopuu adanTaluuu M AOKYMEHTUPOBAHMA
6ecnonesHbl npu GopmynnpoBaHum 3pPeKkToB mMeaMann3npoBaHHOIO
TeaTpa. OfHaKO CyWEeCTBYIOT onpeae/ieHHble orpaHnyeHusa. Hanpumep,
TEOPMM MeamaaganTaumm 4acTo CMELUMBAIOTCA C TEOPUAMU MepeBo-
03, KoTopble, Kak yTBepxaaeT Oxemc Hapemop, MMelT TeHAEHUUIo
«MOBbILLIATbL LLEHHOCTb IMTEPATYPHOrO KaHOHA M ONpesensaTh CYLHOCTb
npupoabl KMHemaTorpada» [7, c. 8]. TOUHO TaK e A3bIK AOKYMEHTaLuUn
npeanonaraeT, YTo 3anuUCbiBaloLlee YCTPOMCTBO paboTaeT BO MHOrom
nofobHO He3aBMCMMOMY 3pUTENtO, Hablo4aTeNto MO OTHOLIEHWMI0 K
CMEeKTaK/10, 3anu1CcbIBas NpeacTaBieHune, No HabawgeHuto Matpuc Maswy,
TaK, KaK OHO MPOMCXOAMUT: B MOJIHbIX U AOCTOBEPHbIX AeTansax [6]. B me-
ANann3NPOBaHHOM TeaTpe, OAHAKO, BUAHbLI KaK XWMBOE WUCMOAHEHWEe
(ecnn oHO NeXuUT B OCHOBE), TaK U 3anucaHHble BEPCUMM, HO annapat
pafuKanbHO NepecmaTpuBaeT NpeacTaBAeHMe O crekTakne. Takum ob-
pa3om, Mbl CTa/fIKMBaeMcsl C NPO6EeMOl OHTONIOMMMU: YTO TaKoe 3anuchb
ABUXKYLLErocs M306paKeHMss OTHOCUTE/IbHO KMBOFO UCMONAHEHUA? ITO
MPOCTO NEepPeHOC 3HAKOB M3 OAHOW CUCTEMbI B APYryl0 UAN PeopraHu-
3aLMA 3TMX 3HAKOB? XOTA acneKTbl afanTauun U AOKYMEHTUPOBAHMS,
HECOMHEHHO, NPUCYTCTBYIOT B 3aNUCAX, aHa/IM3 Pa3/INYHbIX acCMeKToB MC-
KasKeHUA MOXET JaTb HaM ACHOe MOHUMaHWe PeopraHM13aLmMn BUAEHUA
3pUTENEM KMBOTO NPEACTAB/IEHUS NO CPAaBHEHUIO C ero MmeanaBepcuen,
YTO AaeT BO3MOXKHOCTb MCMO/Ib30BaHUA MegManM3MpoBaHHOIO TeaTpa B
KauyecTBe NCTOPMYECKOTO CBUAETE/IbCTBA.

Mpu 3TOM HYXHO MMETb B BUAY, YTO Ntoboe M306parkeHne — 3To
cybbekTuBHoe aBneHne. OHO BAMAET Ha BHYTPEHHEe COCTOAHWE 4yeso-
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BEKa, a TaKXKe cnocobCTByeT aHa/M3y Kak BHELHero, Tak U BHYTPeH-
Hero mupa. /lloboe M306parkeHne BKIOYAET MUHUMYM ABa BMAA OMNbl-
Ta — 0b6beKTa, KOTOPbIA HaxoamuTca Moa NpUcTasbHbIM BHUMAHUEM, U
HabntopaTens. MpMMeHUTENbHO K TeaTpy co3faBaemas obpasHas cpe-
[a BKAtoyaeT B cebs TpeTbe usmepeHue. TeaTp Ha 3KpaHe 3a CYET Npo-
CTpaHCTBa 3KpaHa JobaBnseT u yeTBepToe M3mepeHue. MosTomy He-
06X04AMMO OTIMYATL OCMbIC/IEHHOE BKJ/IHOYEHWE HOBbIX BbIPa3uTeNbHbIX
CPeACTB B TeaTPasibHYH NOCTAaHOBKY M NMPOCTOE NPOAB/IEHNE COBPEMEH-
HbIX TEHAEHUMI, TaK KaK YyacTo «aybnumposaHue 1 gonosHeHue nHdop-
MaLmMn NpMBOAMT K N3BbIToYHOCTU» [8, €. 83]. OnuMcbiBan XxapaKTepHble
WCKaXKEHUS, Bbl3BaHHbIE 3aMMCbIBAOLWMM YCTPOMNCTBOM, Mbl MOMKEM B
BOOOpaXKEHMN 3aHOBO BOCCTAHOBWUTL KMBOE MPeacTaB/eHne, 3anncaH-
HOe BO Bpems TOro, KOrga OHO MPOUCXOAMT, U Pa3ndnUTb U3MEHEHMUS,
cAenaHHble cneumasnbHO A/1a TeaTpasibHbIX NOCTAaHOBOK, KOTOPbIe Hblan
nepesonJioLLeHbl B meguadopmy (Hanpumep, cepun cnektaknei BBC no
noecam LUekcnupa).

Y710 3TO 33 UCKaxKeHMA? YTobObl caenaTb TeaTpasibHbIN CNeKTaKIb
BOCMPUHUMAEMbIM B MeaMa3anuncy, BaxXHoO NoHMmMmaTb 6asoBoe cTpoe-
HWe N306paKeHNA, NOCKObKY OHO OrPAaHNYNBAET U, BOSMOXKHO, 0CO6bIM
06pa3oM KOHCTPYMpPYET KMBOE NpeacTasieHme. Pusnyeckas CTPyKTypa
9KpaHa — TeNeBU3MOHHOIO, KNHEMATOrpaduYecKoro, KOMNbIOTEPHOTO,
iPad nnn mobunbHoro TenedpoHa — OYKBaANbHO 3aKNOYaeT B KBagpaT
TeaTpasbHOE CObbITUE U TEM CaMbIM CYLLLECTBEHHO MEHSAET NpeacTaBne-
HWe KaK O ero UCMNOJIHEHUU, TaK U O BOCNPUATUK. MonbiTaemcs onucaTb
Tp¥ Hanbonee cyllecTBeHHbIX GOPMasbHbIX U3MEHEHUWSA, KOTOPbIE NPO-
NCXOAAT, KOTAA »KMBble NPeACTaB/eHUA NOABAIOTCA B MeANaBepCUaAX C
uesnbto Pa3paboTKM KPUTUYECKOrO NOAX0AA K 3aMMCAM CMeKTaknel Kak
AB/IeHWA B UCTOPUM TeaTpa. [lanee npmBeaeH npeasBapuTesibHblin 063op
W3MEHEHWI, BbI3BaHHbIX CMEHOW MaTepuasbHOM NpMpoabl TeaTpa Ha
9KPaHHYO, UCKaXKEHUI, KOTOPble BO3HMKAIOT B 06/1aCTV NPOCTPAHCTBA,
KOMMO3MUMKN U BpemeHu (0BycnoBaeHHbIE pasMelLeHMemM Kamepbl U
MOHTAXKOM).
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NCKAXKEHME 1: MPOCTPAHCTBO

Ha npumepe npoekta Theatre HD, a UMeHHO: OHNANH-TPaHCAALNNI
TeaTpasbHbIX CNEKTaKNeN Ha SKPaHaX KMHOTEATPOB MOXHO NPOCNeANnTb
onpefenieHHble XapaKTepPUCTUKM MOCTPOeHUA M30bpaxkeHusa U cneu-
nouky GopmmnpoBaHMA BPEMEHW U NPOCTPAHCTBA OMNOCPeAOBaHHOrO,
«KagpupoBaHHOro» TeaTpa.

Bce 3anucaHHble BEPCUM KMBOFO MPEACTaBNEHUA UCKAXKaloT Npo-
CTPAHCTBO npepacTaBnaeHuA. Ho ncKaxkeHWe sKkpaHa ropasno 6onee Bbl-
paXeHo, YeM KaKeTcA Ha NepBbIi B3rA4,. [1pecTaBUM rMNOTETUYECKYHO
cuTyaumio. BKaoumMm Kamepy, NOAKNKOYEHHYIO K MOHUTOPY, U MOCMO-
TPUM Ha MOHUTOP B HanpaBAEHUM MeCTa, KOTOPOeE 3anucbiBaeT Kamepa.
Habntogas 3a MOHUTOPOM, O4EPTUM PaMKY Kagpa Ha nony. Cneaysa, Ka-
3an0cb bbl, KBagpPaTHbIM MHUAM Kaapa, GakTuueckas opma Ha nony
O4YeHb AaneKa OT apKu NPOCLEHNYMA, C KOTOPOWM KPUTUKU CpaBHUBANU
paHHUI Kagp KUHO. PaKTMYecKM pe3ynbTaTomM ABAAETCA 3epKasibHas
NPOTUBOMNOIOKHOCTb TUMMYHOMY MJIaHy TeaTpa. TUNUYHbBIA NAaH pacno-
NNOXKEeHUA TeaTpasibHOro MPOCUEHUYMa HacTo BbIMAAUT NPUMEPHO Tak,
KaK MOKa3aHO Ha pucyHKe 1 cBepxy. HapucoBaHHbIN B COOTBETCTBUM C
BM3Ya/IbHbIMM NPeAeaMM apKM aBaHCLEHbI (XOTA MOYET UCNO/Ib30BaTb-
€A ANA PasHbIX KOHOUIypaLMi cLueHbl), 3Ta 06LLan MANCTPALLMSA CLEHDI
o0b603HavaeT Kpas ANHUIM 0630pa OT LWMPOKOrO NPOCTPAHCTBA BAUKHEN
CUeHbl 40 bonee y3KOro BUAMMOrO NPOCTPAHCTBA Aa/ibHEN CLEHbI. B Ka-
[Ape 3KpaHa, XOTA OHO TaK¥e BbINAAUT B dopme Tpaneuuu, KUHemaTo-
rpaduyeckoe NPoCcTpaHCTBO CO34aeT NJaH, 0bpaTHbIV ero TeaTpasibHO-
MY aHasIory, Kak BUAHO Ha pucyHke 1 (cm. cTp. 72).

Xbtoro MioHcTepbepr B OTHOWEHUN 3TOro GeHOMEeHa YyKasan Ha
ero BAMAHWE Ha BOCMpuUATUE 3puTena B cBoem 3cce «The Photoplay»
(1916): «TeaTpanbHas CLeHa LWMPE Y PaMIbl U CYXKAETCA K 3a4HUKY; Ku-
HemaTorpaduyeckan cueHa camas y3Kaa crnepeaum U CTaHOBUTCA LUMpe
K POHY. 3TO HeobX0AMMO, MOTOMY YTO LUMPUHA KOHTPOAUPYETCA YINOM,
noa, KOTopbIM Kamepa AenaeT 3anuce. [...] MoaTomy Bce, 4TO BbIXOAUT Ha
nepBblil NAaH, NpUobpeTaeT 3HAUUTENIbHYIO OTHOCUTE/IbHYH BaXXHOCTb
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MO CPaBHEHMIO C OKpY»KatoLel cpeaon. OTOABUHYTLCA OT KAMepbl 03Ha-
YaeT YMeHbLUeHME HAaMHOro 6o/blue, YeM NPOCTO War Ha 3aaHui naaH
TeaTpanbHOM cueHbI» [9, c. 80—81].

3purens

Spurens

PucyHok 1. TUNUYHbIN NAaH TeaTpanbHOM cLeHbl (CBepXY) U NaaH KuHemaTorpaduyeckoro
NPOCTPaAHCTBA B KaApe 3KpaHa, 06paTHbIi ero TeaTpasbHOMY aHaNory.

M3meHeHMe MpoCTpaHCTBa, KOTOpoe onucbiBaeT MioHcTepbepr,
06bACHAET, NOYEMY TENIEBU3NOHHbIE CTYAMMU BbIFAAAT CTPAHHO NHOAHO,
XOTAl MX MPOMNOPLIMM KaXKyTCA COBEPLIEHHO HOPMasibHbIMM Ha 3KpaHe.
3710 PyHAaMeHTaNbHOE NPOCTPAHCTBEHHOE Pas/iMyMe AeMOHCTPUpPYeT
CYLLECTBEHHOE PasnuMe Mexay TeaTpoM M 3KpaHHbIMKU Meaua. Ecaum
Mbl yMaem O CamMoW LUMPOKOMN 4acTM N1060ro NpoCcTPaHCTBa Kak 0 «MNpo-
CTpaHCTBE NPOEKUMNY (TEPMUH, KOTOPbI NOBTOPAETCA B ONMUCAHUMN KaK
TeaTpa, Tak U Megma), TO TeaTp NPOCTPAHCTBEHHO 3KCTPaBEepPTUPOBaH
(npubnuKaeTca K Ham), a 3KpaH NPOCTPAHCTBEHHO MHTPOBEPTUPOBAH
(oTTankuBaetca ot Hac). PaccmoTpum Tak:Ke obLine onucaHusa npea-
CTaBNEHMI B TeaTpe, TaKMe KaK «NPOeKUMa Ha 3aAHWiA naaH Aoma» u
«obmaH». BocnpuaTtune B Teatpe MCXOAMT U3 0BLLEMO CLEEHWUYECKOTO YyB-
CTBa UCMOAHUTENA, KOTOPbIN A0/KEH NPOABUraTb XapaKTep U AencTene
yepes KpaW CLUEHbI B ayAUTOPUIO; APYrMMM CI0BaMK, TeaTp NPUXOAUT K
HaMm.
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Jsuxkylwmeca n3obpaxkeHus, O4HAKO, BCErAa 3aK/IH4YeHbl B pam-
Ky Kagpa. Henb3A ckasaTb, YTO KMHO HE MOXKET npoeuunpoBaTtb ceba Ha
3puTenen. fopaspo 6onblwe, yem TenesngeHune, d¢unomol IMAX 1 3D
MOTYT NOAaBMTb YyBCTBA 3pUTENSN; O4HAKO 3TU KpaiiHMe npumepbl Bce
elle 3aBUCAT OT Kaapa, XoTa B ciydae IMAX Kagp pacTaHyT Ao npeae-
NnoB nepndepumnHoOro 3peHna Yyenoseka. ITOT MMNYAbC BOCXOAMUT K UC-
TOKaM Camoro KMHOo. Kak oTmMeyaeT JiM3eHLUTelH, «Kaap ropasao meHee
He3aBUCMMO PaboTaeT, Yem CNOBO UAM 3BYK» [2, . 5]. MOCKONbKY Kaap
He MOMET BbITb HU pPa3pyLIEH, HU U3MEHEH PEXUCCEPOM, ABUNKYLLMECA
M306parkeHUA JOMKHbI BTATMBATL 3pUTENA Yepes Kaap B NPOCTPAHCTBO
dunbma, 4TobbI CO34aTb UANKO3UIO MPUCYTCTBUA. Hanpumep, HEMeUKNit
TEOPETUK KMHO 3urdpuna Kpakaysp paccmatpusan ¢puabm B OCHOBHOM
KaK pacwupeHune ¢otorpaduyeckoit pamkm, Kotopas obo3HayaeT npo-
CTPAHCTBEHHbIN Npefen; ee CoAep)KaHWe OTCbIAET K COAepPXKUMOMY
BHE 3TOro Kaapa; «pamKa ¢OoToKaZpa — /LWL YC/IOBHbIE €ro rpaHuLbl;
ero cogeprkaHue CBA3aHO C coAepKaHMeM OCTalOLLErocs 3a PaMKOM; ero
KOMMO3UUMS FOBOPUT O YEM-TO HEBMECTUMOM — O GU3NYECKOM BbITUNY
[10, c. 45].

Habntopas 3a puabMom, 3puTENIM OCO3HAIOT, YTO Kaap — 3TO BCEro
Mwb GparmeHT, dparmeHT 60bLION PeasibHOCTM, HECKOHEUYHO NPOCTU-
patoLlenca 3a npeaenbl Halero nons 3peHus. B KMHoteaTpe HeT mecTa
33 CUEHON, HeT Kyauc. B aTom cmbicne baseH yTBep:Kaan, YTo pamKa
3KpaHa 6blna «He pamKoi, NoaobHONM KapTUHE, @ MacKoi, KoTopas no-
3BO/IAET BUAETb TOJIbKO YacTb Aeicteua» [4, c. 105]. MpogonkaeT MbiC/ib
BaseHa Jitan MepeTl, KOTOPbI TOBOPUT O NPEEMCTBEHHOCTU MEXKAY 3a-
KY/IMCbeM B TeaTpe, NPOCTPAHCTBOM 3@ PAMOi B KMBOMUCK U 3aKaZpo-
BbIM MPOCTPAHCTBOM B KWHO: «COBPEMEHHOE WCKYCCTBO onpeaenset
cebs B COOTBETCTBMM C 3TOM Ke NOrMKon Yepes megma» [11, c. 23]. Tem
HEe MeHee OH TaK¥Ke YyTBEPKAAET, YTO C MOABNEHNEM KMHO NMPOUCXOLUT
YTO-TO HOBOE: MOCKOJIbKY TO, YTO BUAHO HA 3KpaHe, ABNAETCA OgHOBpe-
MEHHO NMPOAO/IKAIOWMM U NMPEPLIBAIOLMM CBA3b «C AeNCTBUTENbHbBIM
MMUPOM», KUHO CO3AaeT «bosiee TAaMHCTBEHHYIO CBA3b» MEXAY Kagpom U
3aKaZpoBbIm npocTpaHcTeom» [11, c. 37].
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MoHMmaHne ba3eHa umeeT pelsatoliee 3HavyeHue Ana pPasnmyma
MEXKAY CLLeHUYECKMM NPOCTPaHCTBOM M MPOCTPAHCTBOM 3KpaHa. Hecny-
YaiHO, YTO NPOEKLMA B TeaTPe 03HaYaeT apTUKYAALMIO B CTOPOHY 3puUTe-
e, a KuHematorpapuyeckas NpoeKLMs — MUMO 3pUTeNa B Hanpasne-
HUW 3KpaHa. XOTA O TeaTpe NPUHATO rOBOPUTb Kak 06 aKTMBHOMN popme
CMOTPEHUS (T. €. 3puUTe/Ib MOXKET B peasibHOM BPEMEHWU pearnpoBaTb
Ha UCMONIHUTENEN, KOTOPbIE MOTYT OLYTUTb PeaKkuuto), a 0 puibme —
KaK 0 dopme NaccMBHOM (T. e. UCNONHUTENM BeayT ceba He3aBUCMMO OT
TOro, HabNAAIOT 338 HUMK UK HET), pUsndecKasa CTPYKTypa ABYX dopm
npeanonaraeT NPOTMBOMONOXKHOCTb. B TO Bpems Kak TeaTp A0/IXKeH
NpoeLMpoBaTbCA Ha 3pUTENEN, IKPaHbI NPUTATUBAIOT 3pUTENA K Kagpy.
BO3MOKHO, CaMbiM M3BECTHbIM M306paXKeHNEM 3TOTO OLLYLWEHMA IKpa-
Ha sBnaetca «OKHO BO ABop» Anbdpena XuukoKa (1954), B KoTopom
OKOHHas pamMa MCnosb3yeTca B KayecTse meTadopbl ByaliepuCcTUYECKOn
nosnumn HabnogeHus 3a skpaHom. [eNCTBUTENbHO, FNaBHbIA repon
N.B. Oxeddpuc (Oxerimc CTioapT) Kak M 3puTenb puabma nonan B no-
BYLUKY MO O4HY CTOPOHY Kagpa. OH cMAuUT, NOCTOAHHO 06e34BUKEHHbIV
CO C/IOMAHHOM HOroM, U cnocobeH TONbKO CMOTPETL B CBOE OKHO, XOTA
W HEYCTAaHHO MbITAeTCA NPOTONKHYTb CBOW B3M/1A4, Yepe3 paMKy v B Npo-
CTPaHCTBO AENCTBUA 33 HEW.

Mpun NnpocMmoTpe Meanann3MpoBaHHOro TeaTpa ciedyeT NMOMHUTb,
YTO B3MNAA4 NepeBepHyT. To, YTO paHblue HbIN0 HAaNPaB/AEHO K 3pUTeNto,
Tenepb oTcTpaHsAeTcA. O61acTu cueHbl, KoTopble bblin paHee ob6LWMp-
HbIMMW, CTA/IM Y3KO CKaTbiMU. Bce npeactaBneHune Obio OTOPOLIEHO Ha
cebA. BO3MOXKHO, MO3TOMY MHOTME 3aMMCaHHble BEPCMM TeaTpa KaxyTca
TaKMMM aHEMUYHbBIMW MO CPABHEHUIO C UX KMBbIMU NPeacTaBAEHUAMM.
be3 fonoNHeHUA K MU3aHCLLeHe Kaapa U NoOHMMaHua GusmyecKkoro ne-
peHanpaBieHMsA BHUMaHWA B3MNA4 3pUTeNs 3aTArnMBaeTca B NycToe npo-
CTPAHCTBO. MPUTOM, YTO HAC HMYTO He MPUTATMBAET, a NpeacTaBieHue
OTOANAETCA OT Hac, 3KPaHHAA BEPCUA MOMKET NMOKa3aTbCA Oe3)KM3HEH-
HOM U ycTapesLeit. Takum o0bpasom, nyyline 3anmcu NpeacTaBaAloT Te
BEPCUK, KOTOPbIE YUMTbIBAIOT U CTPYKTYPY NPOCTPAHCTBA, W Hanpasne-
HUWe B3rNAAa 3pMTens, NPOHMKasA B MPOCTPAHCTBO CLUEHbI, YTobbl co3aaTb
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OANHAMUYHYIO cpeay, Nepemellas Kamepy BHYTPWU CLEHUYECKOro npo-
CTPaHCTBa TaKMM 0OpPa3oM, KakKMM Kamepa OBUMKETCA B KMHemaTtorpa-
¢duryeckom npocTpaHcTee. Co3aaBan 3anmncaHHyo BepCuto, HeobxoamMmo
cneguTb 3a KOMMEHCAUMAMW 3KPaHW3MPOBAHHOMO NpeacTaB/eHns, B
YaCTHOCTU, UCNOJIb30BaHUA KaMepPbl KaK aKTUBHOIO CMOTPSALLETO CybbekK-
Ta, NPOHMKAOLWEro B MPOCTPAHCTBO NpeacTaBeHus, YTobbl HANPaBAATb
B3R 3pUTENS BHYTPM 3KPAHHOMO NpoCTpaHcTBa. Kamepa Yacto Hapy-
LLIAeT YETBEPTYHO CTEHY U3BHE, TAaK YTO 3PUTE/Ib MOXKET NEPEMECTUTLCA B
npeAacTaBieHne, TEM CamMbiM BOCMO/IHASA KeaHWe Norpysntbes B obpas-
HOe MPOCTPAHCTBO CMeKTakna. BHegpeHMe Kamepbl B NpeacTaB/ieHue
NPUBOAMUT HAC K aHa/M3y ee MOJIOXKEHUS, B YaCTHOCTU, KaapupoBaHuUs
OEVCTBMA U aKLLEHTa, KOTOPbIM OH CO3A4aeT B NPeACTaB/IEHMUMN.

B uesiom megmanmsnpoBaHHbIN TeaTp BNWUCLIBAETCA B KOHUEMLMIO
NMOCTAPAMATUYECKOrO TeaTpasibHOrO MPOCTPAHCTBA. 3pUTeNb LO/IKEH
CYMTbIBATb TO, KAKMM 06pa3om TeaTp CO34aeT CMbIC/bl BHYTPU CLEHUYe-
CKOro NPOCTPAHCTBA, a TaKXKe 3HaYeHUs, BbIXOAALLME 33 PaMKU TeaTpaib-
HOWM KOpPOOKM, NpeoaoneBan rpaHnLbl reorpaduyeckoro NPOCTPaHCTBa.
Mbl MOXEM pPaccMaTpmMBaTb 3an AN TPAHCAAUMM KaK Pa3sHOBUAHOCTb
nocTapamaTUYeckol reorpadumm, Kak MpOCTPAHCTBO, KOTOpPOe 3a cyeT
MOHTaXKa «MNpeBpaLLaeT NOMELLEHME B MECTO A 3CTETUKM, KoTopas
paspyluaeT ApamaTUyecKyto napagurmy, pparmeHTMpyeT BocnpuaTue u
nosbllaeT 0bWwuii ypoBeHb CEHCUTUBHOCTMY [12, ¢. 51].

NCKAXKEHMWE 2:
KOMNo3numna / PASMELLEHUE KAMEPbBI M ABUKEHWUE

MocKoNbKY Kamepa Bceraa UHBEPTMPYET NMPOCTPAHCTBO CLEHbI, HU
OfiHa NO3MLMA Kamepbl HE MOXKET aleKBaTHO YAEPKUBATb €ro Lie/IMKOM.
CueHa NpoCTO CAMLLKOM BenuKa, 4Tobbl Kamepa MoOria NOJHOCTbIO ee
3aXBaTWUTb, TaK KaK camas LUMPOKanA YacTb CLEHbI (32 Kyancamu) Takxke
ABNSAETCA CaMOW Y3KOM A/1Aa Kamepbl. PelleHune 3Tol GyHOAAMEHTaNbHOM
nNpo6embl C MOMOLLbIO OAHOM Kamepbl — 3TO IMB0 HeNpepbIBHOE NaHo-
paMMpoBaHME N3 CTOPOHbI B CTOPOHY U YBEANYEHME UM YMEHbLLEHME
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macwTtaba — meToabl, CBOMCTBEHHbIE AOMAWHUM GUAbMam, — Anbo
CMepTeNbHaA cTaTUYeckas Kamepa obLLero naaHa, B KOTOPOM UCNOJHU-
TeNu NpeacTaBAAoT cobOoM KpolleyHble, HeYeTKME BEPCUM CaMmx cebs,
NPOTUBOMNOCTaB/IEHHbIE OFPOMHOMY MPOCTPAHCTBY TeaTpasibHON apXxu-
TeKTypbl. 0be TEXHO/IOTMM Kamepbl MPOMYCKaloT O4eHb BaXKHble AeTanu,
KaK 1 obuwee npeacTaB/ieHne O TeaTpasibHOM onbiTe HabstogaTens-ye-
JIOBEKa, AaXKe HaXxo4ALErocs B TOM e MeCTe, YTO U Kamepa.

Y106bl KOMMNEHCUPOBATb 3TO UCKAXKEHHOE BUAEHWE, PACNOIOKEHME
Kamepbl, BOCMPMHMMaEMOe Yepes KaJpupoBaHue, A0MKHO NMPOHMKaTb B
NPOCTPaHCTBO CLEHbI U Ae/UTb NPOCTPAHCTBO UCMONHEHUS Ha MEHbLUKE
obnactn. PacnonoxeHue, ABUXKEHME U PAKYPCbl KaMepbl AOMONHUTENb-
HO Pa3bMBAIOT 3/IEMEHTbI CLieHbl — TeJla, *KeCTbl, 0ObEKTbI U MPOCTPAH-
CTBO — Ha COBMECTMMbIE C IKPAHOM 4acTu. Takum obpa3om, Kagp cos-
[AeT CMbIC/ Ha 3KpaHe, GOKyCUpys B3rAL 3puTens (Yepes ero cypporar,
Kamepy) Ha y3Ko onpeaenieHHon o6iacTn 6onblielt peanbHOCTH, BbIXO-
Aawen 3a npegensl Kagpa. KoHeyHo, Kak oTmetun CTaHam KaydmaHH,
pexuccepbl Teatpa GpOKyCUpPOBaN BHUMAHME U KOHTPOIMPOBAIN BHU-
MaHue 3puTenen 3a40/ro 4o M30b6peTeHnss KNHOKamepbl. Tem He meHee
OH TaKe BblPa3uTe/IbHO HA3blBAeT KOHTPOAb Hag, M30bpaxkeHMem Ha
3KpaHe «CYacTNIMBbIM pabCcTBOM», KOTOPOE KOMAaHAYET «Hallelk CMeHoM
BHMMaHMA 6e3 KakMx-1nMbo LWaHCoB Ha Halle 6e3paccyacTBO», YTO Mbl
mornu bl HanTh B TeaTpe [5, c. 153]. PasmelleHne Kamepbl M nocne-
Aytolee KaaprMpoBaHWe CNeKTakAA AeANT NPOCTPAHCTBO U AeCTBME Ha
oTAeNbHble KaZpbl, KOTOPbIe KaMepa CO34aeT, BTOPrasch B TeaTpasibHoe
NMPOCTPAHCTBO.

TeXHUKM, C NOMOLLLbIO KOTOPbIX KAMepa BXOAUT B CLEEHUYECKOE NPO-
CTPaHCTBO, pa3HOO0bpa3sHbl, BKAKOYAIOT 3yMbl (ONTUYECKOE M3MEHeHMue
(hOKYCHOro pacctosHusA), Hae3gbl M OTbe3abl (PU3NYecKoe ABUXKEHME
Kamepbl Bnepes MAW Hasag), nepemeHy MecT TOYeK CbeMKM (peskue
repexoabl U3 O4HOM No3nuumn B gpyryio) u ap. Kak B cpasHeHun Kayo-
MaHHOM PEXUCCYPbl B KUHO U TeaTpe, PaHHUE TeIEBU3MOHHbIE KPUTUKM
paccmaTpmBanM ABUMKEHME Kamepbl NO aHanornm ¢ paboTol TeaTpanb-
HOrO pexunccepa, OTIMYAIOLLYIOCA TONbKO MHCTPYMEHTAMM N TEXHUKOW.
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Mspu XaHTep, HanpMmep, 3aL/ia HACTO/IbKO Aa/IEKO, YTO NMPUPaBHMBa-
na paboTy pexuccepa K pacnonoXKeHuo Kamepbl. Mo cnoBam XaHTep,
TeaTpanbHbIN pexuccep «A40MXKeH HanpaBaaTb BHUMaAHME 3puTenen Ha
CUEHY TaK e TOYHO, KaK Kamepa nepemeLlaeTca U3 ogHOM TOYKU UHTe-
peca B apyryto» [13, c. 47]. Ho Kamepa — 3To He NPOCTO BONpocC Bbibopa
MEeCTa, Ha KOTOPOe Bbl CMOTPUTE; OHa onpeaessaeT cam cnocob BUAeHus,
YaCTUYHO AMKTYS TOYHO, KyAa Mbl CMOTPUM U YTO Mbl BUAUM. Kamepa He
TOJ/IbKO BUAUT BELLM, KOTOPbIE Mbl HE BUANM U HE MOXKEM BUAETb CaMK,
HO OHa TaK¥Ke onpeaenseT To, YTO, KaK Mbl AyMaem, Mbl BUAUM Yepes
N3MeHeHMe NPOCTPaHCTBEHHOIO BOCNPUATHUA.

Mo3Tomy owWMBOYHO NPMPaABHMBATL KaMepy K BUAEHUIO 3puUTeNs.
BonpeKkn MHEHUIO MHOTUX KPUTUKOB, CXOACTBO MEXKAY ABUKEHUEM Na-
33 3pUTENA U ABUXKEHMEM Kamepsbl JI0XKHO. B cBoem acce «CobpaHue,
KOHCTpyMpoBaHue U BuaeHue» [asung bopaysnn ocnapusaer naewo o
TOM, YTO KMHeMmaTorpadmyeckme ycnoBHble 0603HaUYeHNA OCHOBAHbI Ha
onbITe BOCMPUATUA, OTMEeYas, Hanpumep, YTo Kaap M KOHTPKaAp «He
MMeeT TOYHOMN Koppenauun B ob6blYHOM onbiTe BocnpuaTua» [14, c. 89].
MOCKOMbKY Kamepa MOXKEeT BOCNPUHUMATb AETaM U U3MEHATb GOKYCU-
POBKY MO *KeNaHWI0, OHA OAHOBPEMEHHO LOMNOJHAET M 3aMEHSAET YesioBe-
yeckui rnas. Lenb 60/1bLIMHCTBA 3aNnCcel TeaTpa Ha 3KpaHe — caenaTb
TaK, YTobbl Kamepa BbirNAAeNa TaK, Kak ecaun bbl oHa Hblna rasom Tea-
TPanbHOro 3puTeNs, HO, B OTIMYME OT Ye/I0BEYECKOro 111a3a, Kamepa Ha
camom Zienie pasgenset bonbluee NPOCTPaHCTBO, YEM BUANMMOE 3PUTENIO
B TeaTpe, Ha TWATe/IbHO CKOHCTPYMPOBaHHbIe, 3apaHee onpeaefieHHble
(kem-To apyrum) dparmeHTbl, KOTOPbIE CO34AIOT KOMAXK U3 AEUCTBUA.
Kamepa cnocobHa 3axBaTbiBaTb MeNbYaNLLNE AETANN U Ny4LLE OLLYLLATb
BHYTPEHH00 06CTaHOBKY C MOMOLLbIO KPYMHbIX NAaHOB, NIOTHO Kaapu-
POBAHHbIX MNNAHOB M CTUAA MOHTa)Ka. Kamepa BbICTynaeT B PO/IN CBOETO
poda HabnwaaTena-ucnonHutena. OH NPOHMKaeT B NpeacTaB/eHMe, HO
OCTaeTcs ABHO HEBUAMMbBIM AJ151 MEPCOHANXKEN ApaMbl.

Ona ueneit aHanusa meamMann3MpoOBaHHOIO TeaTpa Kamepa He
ABNAETCA CBOOOAHbBIM, BCE3HAKLMUM U BCEMOTYLLUM 3pUTESIEM KUHO
(B KOTOpOM MWpP NpaKTUYecku besrpaHuuyeH, BbipaxkeH B 360-rpaayc-
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HOM NepcneKkTUBe); U NPuU 3TOM HEMPUBA3AHHbIM K €IMHCTBEHHOM TOUKe
NpPoCcMoTPa, Kak 3puTesb B TeaTpe. Mpu 3anucu XK1BOro BbICTYNAEHMUSA,
6yab TO B TeaTpe MK Ha CTyAMM, Kamepa BKIYaeTCs B onpeaeneHHoe
¢dM3nYecKkoe NPOCTPaAHCTBO, HO OHA MOXKET NPOHMKaTb B 3TO MPOCTPaH-
CTBO B6EeCKOHEYHbIM YNCNOM CNOCcObO0B, M OHA MOXKET 3aHMMaTb NPaKTHU-
YeCcKM HeorpaHMYeHHble MNO3NLUKN B HEM, B TOM YMC/IE U KaK UCMONHUTE-
nA. Hanpumep, Kagpbl, Bbiparkatowme TOUKY 3PEHUSA, U KPYMHbIE MJ1aHbl
NMO3BO/IAKOT UCNONb30BATb KAMEPY B KayecTBe BPEMEHHOMW 3amMeHbl AA
nepcoHaxKen. ITM Kagpbl NPUOANNKAIOT 3pUTena 6aunxe, 4em 3To 0b6bIY-
HO 6bIBaeT B }XMBOM TeaTpe, M YacTo NpeasiaratoT OTOXKAECTBUTL cebn C
NepcoHaXem, rnasamm KOToporo Mbl BUAUM MUp. B To Bpems Kak cue-
Ha yaeprKuBaeT Bce GUrypbl MPMMEPHO HA OAMHAKOBOM PACCTOSIHUM OT
3puTens, MobMIbHOCTb Kamepbl MO3BONSET MEeHATb B6M30CTb 3puTeNs K
OEVCTBUIO Ha NPOTAXKEHUWN BCErO CMeKTaKa, NpubanKanch 414 SMOLUn-
OHaNbHOro BO3AENCTBUA N OTCTPAHAACH, YTOBbI CO34aTb AMBO 3MOLMO-
HaNbHYIO AUCTaHUMIO, NTMB0 U30NALMUIO.

Takum o6pa3om, BOCMPUATME MeAMaNN3NPOBAHHOIO TeaTpa Tpe-
6yeT BHUMAHMA K KagpuMpPoBaHMIO KaXKAOro MnaHa M aHa/IorTMYHOro BHU-
MaHUA K KOMNO3WLMKU, CO34aHHOM B CTPYKTYpe Kagpa. [ae HaxoauTca
Kamepa OTHOCUTENIbHO AEeNCTBMA, KOTOpOoe OHa 3anucbiBaeT? OHa 3a-
HMMaeT MecTO APYroro NepcoHa)ka, Kak B CyObeKTUBHbIX Kagpax, uau
3To npocto 6aM3KMin HabaoaaTenb? Kak KagpupoBaHMe noayepKuBaeT
6/1M30CTb MeXK Ay nepcoHaxkamm? OHM 06beaNHEHBI B O4HOM NaHe Uau
pasgeneHbl CKNeMKaMm MOHTaxKa?

«BaHsa ¢ 42-i yanubl» Jlyn Mana (1994) gaet HarnagHbli npumep
KaZlpMpOBaHUA B mMeAnannsmpoBaHHom Teatpe. KagpuposaHue Mans
AEMOHCTPUPYET TECHYIO CBA3b CO CMeKTak/aem B TeaTpe. Kaap AuMHammu-
HbliA, HEMPEPbIBHO NepemeLlaloWninca 1 NaaBaowWmii B TeaTpaibHOM
NPOCTPaHCTBE, AaXKe BTOPrascb B IMYHbIE, 3aKy/IUCHbIE PA3roBOpbI, KO-
TOpble NEPENIETAOTCA CO CLLEHNYECKMMM NpeacTaBneHnamn. Ha npota-
eHuu Bcero puabma Manb AepXuT Kamepy 611M3K0, Aarke NOAYMHAACH
aKTEPAM U peXuccepy, CHUMAA CEPUIO KaAPOB Mo HEOOMbLLINM YoM,
Kamepa 4acTto cmamT UyTb HUXKE IMHMIA BUAMMOCTM aKTepoB, 3amnuchbl-
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Bas MX AMaNor Kak byarto ciyyaliHo M ByKBasIbHO MOJ3ET N0 CbeMOYHOM
naowagKke. HecmoTps Ha To, 4to dUAbM «BaHs ¢ 42-I yanubl» co3naH
KaK KOMMEpPYECKMUI NMPOEKT (B OT/INYME OT 3aMMCU }KMBOFO TeaTPaabHOro
CMEKTaKANSA), OH UCMONb3YeT MHOIME U3 CTaHAAPTHbIX YC/IOBHbIX 0603Ha-
YeHUIn mMeamann3nMpoBaHHOIO TeaTpa: OH OrpaHMYMBaET Kamepy npo-
CTPAHCTBOM TeaTpa, YCTaHaB/MBAA TeaTPaA/IbHbIM KOHTEKCT Ha PaHHeM
3Tane ¢ Ha4Ya/ibHbIMM Kagpamu, N300parkatoWwmnmMm BXOL aKTEPOB B CamM
TeaTp. BHegpeHWe Kamepbl B MHTUMHbIE, C/1ab0 OCBELLEHHbIE CLLEHbI
AaeT ropas3go 60/blUy0 MUHTUMHOCTb, YeM NPaKTUYECKM Ntoban cueHn-
yeckas NocTaHOBKa «[laan BaHM», N03BONAA aKTepam LWenTaTb, bopmo-
TaTb M B34bIXaTb C 6O/bLIEN TOHKOCTbIO, YeM MOT/IO 6bl BbITb BO3MOX-
HbIM B *KMBOM UCMNONHEHWW. Habntogan 3a 3anmncaHHbIM CNEKTaKAEM, Mbl
AO/IKHbBI MOMHUTB O PACMO/IOKEHUN KaMepbl B AEUCTBUMN U O KOHCTPYK-
LUMKN KaXKA0ro Kagpa. Yepes Kamepy KTO-TO MOMELLLAeT HAac B NpeacTas-
JIeHNe CO BCEM SMOLIMOHA/bHLIM U MHTENIeKTYa /IbHbIM BO34eiCTBMEM
3TOro NO/IOXKEHMUA.

NCKAXKEHME 3: MOHTAMX

TpeTbaA 1 nocneaHAs 061acTb UCKAXKEHMI — 3TO MaHUNYAMPOBaHNE
BPEMEHEM U PUTMOM NOCPEACTBOM MOHTaXa. 34eCb TaKKe MOXKeT 6bITb
yAO6HO AymaTb, UTO NMPOLLECC MOHTa)a B Meanann3MpoBaHHOM TeaTpe
nepeknKaeTca ¢ BUAeHWeM TeaTpasibHOro 3puTens. MCTopuk KuHo bap-
pu ConT cpaBHMBAET KMHemMaTorpaduYecknii MOHTaX C «Tem, YTO 3pU-
TeNb Mor 6bl BUAETb Nnepes CLLeHOM, cToa TaM U bpocasa CBOM B3rnsAg, OT
O4HOW TOYKM K ApYyroi TouKe BHYTpu Hee» [15, c. 164]. Ho Kamepa Bceraa
npeBblllaeT BU3yasibHble BO3MOMHOCTM 3pUTeNs B TeaTpe; M3-3a orpa-
HWUYEHHOCTN NPOCTPAHCTBA OHA HE MOMKET MPOCTO PacMo/IOXKUTb CBOHO
ayAMTOPUIO B HEMOCPeACTBEHHOW 6/1M30CTM OT AEWCTBUSA, OHA AO/KHA
3aHMMaTb MPOCTPAHCTBO CLUEHbI. TOYHO TaK e BPeMeHHOW XapakTep
MOHTaXKa — CMoCcOBHOCTb CXKMMaATb U pacTArMBaTb BpeMs — pafuKalib-
HO OT/IMYaeTCA OT CLieHMYecKoro. XoTa Bpems Ha cueHe, 6e3ycnoBHo, Mo-
XeT 6bITb 3aMeA1eHO UM AaXKe YCKOPUTHLCA, BPEMSA CNEKTaK/A B TeaTpe
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BCErAa OrPaHUYEHO PUSUYECKMMM OTPAHUYEHUAMU TE/T aKTEPOB. Tem He
meHee My}'IbTVIMe,EI,VIl‘/JIHaﬂ 3aMNCb CNEKTakKAA MOXeT MaHUNyanpoBaTb
BpemeHeM AeincTBma becuncneHHbiMmM cnocobamm, B TOM YMCae NyTem
yBEeNNYEHUNA NPOAOIKUTENbHOCTN Kagpa U YCKOPEHUs NyTemM yMeHblue-
HWA NPOAOMKUTENbHOCTU KaApOB, CTa/IKUBAEMbIX APYT C APYTOM.

MOKHO YTBEPXKAATb, YTO HEMPEPbLIBHbIN KaZp C OAHOM Kamepbl B
GUKCMPOBAHHOM TMOJIOKEHUM YCTPAHAET HeobxoAMMOCTb 0b6CYKAaTb
MOHTa) B HEKOTOPbIX 3aNMNCAX CNeKTaknel. XoTa Mbl MPUBLIKAMN CCblNaTb-
CA Ha MOHTaXX NPEMMYLLLECTBEHHO C TOYKM 3PEHUA HAaPEe3KN AN CKEeK,
0cobeHHO B CBA3N C UAbMaMKN U TENEBUAEHNEM, I'YCTO HACbILLEHHbIMM
CKNeiKkamu Ntoboro BMAa, MOHTaXK B OCHOBHOM AIBNAETCA BPEMEHHOMW U
NMPOCTPAHCTBEHHOM OpraHM3aumelt M3obpaxkeHui, B TOM Yncie a4uTeNb-
HbIX KagpoB, YTO B KpalHEM C/yvyae MO3BOJIAET MOJIHOCTbIO M36eXaTb
CKNeeK. TeOPeTUKN N pexkuccepbl paHHUX GUAbMOB ABHO CTPEMUAUCH
NPOTMBOPEYUTL LUIMPOKO PACNPOCTPaHEHHOMY YBEXAEHMIO, YTO paHHMe
dunbmbl 6bIM NOAOOHBLI TeaTpasbHOW CLEHE, NbiTasaCb ONpPeaenuTb To,
YTO OHM Ha3blBa/IN YHUKANbHBIM «A3bIKOM KMHO», OTYaCTU NOHUMaEMbIM
KaK «MOHTaX npupogbl». CoBcemM HeaBHO UCTOPUKU KMHO YTBEPXKAANMN,
YTO paHHEEe KMHO Pa3BMBaA/IOCh HE TOJIbKO MO Cefam TeaTpa, HO YTO Mc-
Nno/ib30BaHWE KUHemaTorpadom MOHTaXKa, Aaxe A0 NepBON CKNEWKw,
chopMynnpoBano NoAxo K NPpOCTPaHCTBY U BpEMEHU, He3aBUCUMO OT Te-
aTtpa. Hanpumep, Bo BBeAeHWM K CBOel paboTe «PaHHUIA KuHemaTorpad»
Tomac dnb3eccep OTMEYAET, YTO «OAHOBPEMEHHbIE CUMYNbTaHHbIE UFPO-
Bbl€ 30Hbl U MOHTaX B Kagpe — 3TO0 0COHBEHHOCTU PAHHEro KMHO», KOTO-
pble OTINYAIOTCA OT TeaTpasibHbIX NpeAwecTBeHHMKOB [16, c. 13].

B caMOM LLUMPOKOM CMbIC/IE MOHTa)X — 3TO OpraHM3auma ABUXKY-
LMXCA N306parKEHNA C NMOMOLLIO MAHUNYAALMIA C NPOCTPAHCTBOM U
BpemeHeM, KOMBUHaLMI BU3yaNnbHbIX (M 3BYKOBbIX) 3/1IEMEHTOB U PUT-
MOB, B pe3y/bTaTe KOTOPbIX BO3HWMKAlOT CMbIC/I0BAA HaNO/JIHEHHOCTb.
MpwvcyLas TeaTpy HENPEPbIBHOCTb MOXKET ObITb M/IH030PHO BOCCO34aHa
Ha 3KpaHe To/IbKo bnarogaps TuwiaTesibHOM cbopKe ero pparmeHTOB.

B meananu3npoBaHHOM TeaTpe eCTb ABa OCHOBHbIX MEeTo4a MOH-
TaXka: 0AMH NPOUCXOANT U3 KMHO, APYroi u3 TenesmaeHus. KnHemaro-
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rpaduyeckunii Noaxoa, 3anuncbiBaeT CLEHY CHayana Ha obuem nnaHe, 3a
KOTOPbIM C/NIe4YEeT Ta Ke CLEHa, CHATaA C PasHbiX YI/I0B U PacCTOAHMUIA.
B npoliecce MoHTa)a 4acTu pas3NnUHbIX PakypCcoB U NAaHOB pacnonara-
0TCA B MOC/MeA0BaTeNbHOCTU, NpeAHasHaYeHHOW AN HenpepbIBHON U
nnaBHOM Nepeaayn NOBECTBOBaHWMA. DTOT NOAXOA TaKXe CO34aeT BO3-
MOXHOCTb A1a 6o/1ee IKCNepUMeHTaIbHOrO MOHTaxa, UCMOo/b3ys Cono-
CTaB/eHME OTAE/IbHbIX 3/1IEMEHTOB AN15 3CTETUYECKOrO, a He NOBECTBOBa-
TenbHOro Bo3zencTeua. Mpu Takom NOAXOA4E KaXKaan cLueHa pasbusaetca
Ha 4yacTu, KoTopble MOryT 6biTb cOBpaHbl M MOBTOPHO cobpaHbl, YTObbI
0T06pPa3mnTb NpescTaBieHNe TaK, Kak OHO MPOU3OLLIO.

Ho pacnonoxeHue oTaebHbIX KaApoB — 3TO TO/IbKO OAMH BUA MOH-
Ta)ka, AOCTYMNHbIW ANA MeAUaNn3MpPOBaHHOrO TeaTpa. [Jpyroi, co3gaHHbI
no o6pasuy TeNeBU3MOHHON CTYANN, Pa3MELLLaeT HECKO/IbKO Kamep B pas-
HbIX MeCTax, Ka)k[aa M3 KOTOPbIX yNpaBaAeTca OTAe/bHbIM OnepaTopom
N KOOPAMHMPYETCA PEMMCCEPOM, MPU 3TOM BCE MEePCreKTUBbI Kamepbl
BMAHbI OAHOBPEMEHHO. B 3TOM cnyyae AeicTBME MOMKET MPOMCXOAUTb
HenpepbiBHO, NMMB0 Ha cueHe cTyauu, 1Mbo B caMmom TeaTpe, B TO Bpems
KaK pexuccep YepeayeT OCHOBHOW BMA, Yepes BUAbl Pa3/MUHbIX Kamep.
ITOT CTU/Ib MOHTa}a NPUBOAMT K aHANOMMYHOM KOMMNO3MLMUK NNAHOB, pa-
KYPCOB M ABUMKEHMWIA, HO OH fenaeT 310, He NPepbiBas UKW He NoBTOPAA
npeacrasseHue B TOM BUE, B KOTOPOM OHO NPoucxoauT. UMeHHO 3Ty no-
CNEeMIHION TEXHMKY Hallle BCEro CPaBHMBAIOT C TEaTPOM B KauecTBe BOCMPo-
n3BedeHus BUAeHMA 3puTens B Teatpe. OAHaKO Kamepa He Bcerda ocTa-
€TCA Ha OAHOW CTOPOHe OT pamnbl. [lepekaoueHne Mmexay Kamepamu u
NPOHWKHOBEHWE B MPOCTPAHCTBO CLEHbI CAYKUT ANA CO34aHUA B3rnaga
3puUTeNna Kak Haxodalleroca B npegenax cnektakaa. OH CMOTPUT He TONbKO
C TPaAWULIMOHHOW TOUKM 3PEHMA 3pUTE/EN, HO U KaK Kosera no Cbemou-
HOW nowaaxe. Kpome Toro, MOHTaX CTaHAapTU3MPYET MHOMOYUCIEHHbIE
B3MNA4bl, TUMbI BOCNPUATUA U PeakuLuM pa3HOOoBpa3HoW KMBOK ayamuTo-
puUM B eAMHbIA HanpaBAEHHbIN BbIGOP — CyllecTBYeT egvHas no3uuma
NPOCMOTpPa, HE3aBUCMMO OT TOTO, FAe HAaXOAUTCA 3pPUTE/Ib MyNbTUMEZMA.

Cyw,ecTBeHHbIM 1a 060MX METOAOB ABAAETCA dparmeHTaums aen-
CTBMA M aKTepa. lMocne Toro, Kak Kamepa pasbusaeT npeacTasieHNe Ha
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YacTu, MOHTaxep (a 3aTem W 3puTeNb) HECET OTBETCTBEHHOCTb 33 COOPKY
dparmeHTOB B eAnHOE Lenoe. TaK e U TeNo akTepa, pa3pesaHHoe Ka-
APOM Ha 4YacTu, cCobMpaeTcsa Kak MOHTaXKOM KagpoB, Tak M COBCTBEHHOM
NamaTbio 3puTeNsa o naaHax scero Tena. CobupaHue aTUX pparmeHTOB
npeacraBaseT obnacTb KPUTUKKM, paHee HEW3BECTHYIO B TeaTpe: B TO
BPEMSA KaK TeaTpasibHbl/i aHa/M3 BK/tOYaeT B cebs BHUMaHWE K Mnpo-
CTPaHCTBY M BU3Yya/ibHOW KOMMO3ULMM U3 COObparkeHuin obopmaeHuns,
MW3AHCLEH, OCBELLEHWNA N TeaTPaNbHOW apXUTEKTYPbI, MOHTaXK HE MMe-
eT peanbHOl BM3yanbHOM Napanienu B TeaTpe. B meamanmsmpoBaHHoOM
TeaTpe MOHTaX UMeeT GYHKLMIO, BbIXOAALLYHO 38 PaMK1 OPUTMHANIbHOTO
MBOTO NpeacTaBiaeHusA. B cBoem aHanuse 3putenb Bcerga nogbupaer
dparmeHTbl UCNONHEHWA U COeaMHAET UX BMecTe. YTobbl OLEHNTL BAIU-
AHWE MOHTaXa HAa MeAMa/IM3MPOBAHHbIN TeaTp, Mbl AO/IKHbI 06PaTUTL
NPUCTasibHOE BHUMaAHNE Ha TPU KPUTUYECKUX aCMeKTa MOHTaXa: Temn
WA NPOAOMKUTENbHOCTb KaXA0ro Kaapa; pUTM, 3aKOHOMEPHOCTb, YCTa-
HaB/MBaemas MPOoAO/IXKUTENbHOCTbIO 3MM3040B U NEePexoaammn mexKay
HUMU; M COMOCTaB/IEHNE, KOTOPOE 3NMN304bl ABAAIOT B NOC/Ae40BaTE Nb-
HOCTW ApYr 32 APYrom.

MoHTax, 6iarogapa COracoBaHHOMY MCMO/b30BAHUIO C OCTaslb-
HbIMWU KMHemMaTorpaduyeckumm cpescTBammn (pacnonoxkeHvem Kame-
pbl, MacwTabupoBaHnem M T.4.), MOMOraeT B AOCTMXeHUU 3ddeKTa
Npo3payHoCcTU. ITOT 3PPEKT onpaBablBaeT aKTMBHOE WMCMO/b30BaHMWeE
pa3HOO0bpasHbIX CPEACTB, CTPEMACH K TOMY, YTODbl NPUMEHEHUE 3TUX
CPeACTB ObINO KAaK MOXKHO MeHbLLEe 3amedeHo 3puTesiem. CKpbliBas cpea-
CTBa MAHUMYNALUMMN B XYA,0KECTBEHHOMN TKAHM NPOM3BEAEHUA, IKPAHHOE
WCKYCCTBO M CO34a€eT YyBCTBO 6/1M30CTU K Nnpoucxoasuemy [17, c. 19].

«The Globe On Screen» n «RSC Live», «NT Live» n gpyrne npoek-
Tbl HD TeaTpa UCNOANb3YIOT yBAEKaTe/bHbIM Habop nNpuemoB paboTbl C
Kamepol OT U30/IMPYIOLLLErO KagpupoBaHMA 40 NOJSIHOM AeMACKUPOBKY,
pa3obsiayeHmA TeaTpasibHOrO NPOCTPAHCTBA, HO, TEM HE MEHEE, BCE OHU
NpeacTaBAAoT onpeaeneHHbI CTUIMCTUYECKUI BbIbop. Kak npocTpaH-
CTBO, B KOTOPOM CaMo 34aHMWe TeaTpa ABNAETCA TAaKOM e YacTbio ONbITa,
KaK M NoCTaHOBKa Ha ero cueHe, «[nobyc» Ha sKkpaHe» 6onblie OpUeHTU-
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pOBaH Ha Kaapbl, CHATbIE OBLLMMW NNaHAMM, KOTOPbIE BKAKOYAKOT CamMo
3[aHuUe U 3puTenielt B TeaTpe. ITOT BbIOOP TaKKe YacTUYHO 0bycnoBeH
HEeobX0AMMOCTbIO, BbI3BaHHOW MNPAKTMYECKOM MNAaHMPOBKOMN 34aHMA.
B pe3synbTaTe 3anMcu cnekTakaen coXpaHaAoT AUCTAHLMIO MO OTHOLWEHWIO
K NpeacTaBAeHUIO, BCErAa HaNOMMUHas 3pUTE/I0 O CKOHCTPYMPOBAHHOM
npupogae cnekTakaa. 3To OTHIOAb HE OTpaXKaeT HECNOCOOHOCTb aKTepoB
BOB/IEYb 3pUTENA B CBOIM MUP. 3puUTeIM B NapTepe TeaTpa «[Nnobyc» yacto
KOHTAKTUPYIOT C akTepamu. Ho, yunTbIBan ONbIT 3puTENen B KUHOTEATpe,
«lnobyc» Ha aKpaHe» f06aBAAET CNOIM MHOW PeanbHOCTU MEXAY CLLEHOM
W BOB/IEYEHMEM 3pUTENEN B KMHO. BmecTo Toro, 4tobbl cMOTpeTh cam
cnekTaknb, 3putenn Globe On Screen cmoTpAT, Kak B The Globe urpaet-
€A cnekTakab. TpaHcnaumA cnekTakna «[obyc» Ha aKkpaHe» no3soaser
3puTenam HabaoaaTb 33 3pUTENAMMU, KOTOPbIE CMOTPAT CNEKTaK/b.

RSC u NT Live obbluHO Mcnonb3yeT 6onee KMHemaTorpadpuyeckuii
noaxoZn B CBOWX 3anucsax. bnarogaps 601blOMYy KONMYECTBY OCBETU-
Te/IbHbIX TEXHOIOTUI U TLWATENbHO NPOAYMAHHbIX AeKopaunuii, B Kopo-
JIEBCKOM LLEKCMMPOBCKOM TeaTpe NosaBuiIoCb 60/blie MHCTPYMEHTOB, C
MOMOLLbIO KOTOPbIX MOXHO UCCNeA0BaTb CTU/Ib MU3aHCLLEHUPOBAHMUA B
npouecce cbeMoK. Mx 3anncn nokasbiBalOT OnepaTopckyto paboTy, 4To
CNocobCTBYET TOMY, UTOObI UCKAHOUUTD ayAUTOPUIO U3 KaZpa, TaKMM 06-
pa3oM COXpaHAA B3aMMOLENCTBUE MeXKay NpeacTaBieHNneM U 3puTens-
MW B 3a/ie KMHOoTeaTpa. CbeMKM C PasHbiX PaKypcoB, BblpasuTeNbHble
KPYMHble NAaHbl YCUAMBAIOT BO3AENCTBUE IMOLMOHAIbHBIX MOMEHTOB.
HecmoTpa Ha To, 4TO Kamepa No-NpeXKHeMy YCTaHaBMBAET onpeaeneH-
Hbli1 aBTOPUTET B OTHOLLUEHWUM TOYKM 3peHuA HabntogaTens B 3ane, no-
[06Hble MOMEHTbI UANKOCTPUPYIOT CNOCOObLI, C MOMOLLbIO KOTOPbIX Ka-
mepa obecrneynBaeT NepcneKkTUBy, MHauYe HEBO3MOKHYIO A1 3putenei
B TeaTpe.
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3AK/TIOMEHUE

B uTore Hawmnx HabntoaeHM cknaablBaeTcs yoexaeHue, 4to cneay-
eT pacwmputb 061actM GopManbHOro aHanM3a C TOYKU 3PEHUA KOMMO-
3MLMK Kagpa, onepaToOpPCKUX NPUEMOB U MOHTaXa, BKIKOYMB MaHUMYNA-
UMK C UBETOM, ONTUKOWN, OCBELLEHMEM U BONEE CNONKHBIMU PA3TUINAMU
MeXay NpoeKuMen TeHeln uennynonaa, TeNeBU3NOHHBIMU MUKCENAMMU,
BM/E0 BbICOKOWN YETKOCTM, KOMMbIOTEPHOM rPadnKon U MHOTMMU ApYTU-
MW NOABNAIOLLMMUCA TEXHONOTUAMM.

KoHeuHo, cyLiecTByeT onacHOCTb 06beANHEHNA PA3IUYHbBIX TEXHO-
norui 3anucn. Pasanuma B npouecce 3anncu, annapaTHOM YCTPOMNCTBe
(aHanorosas unu umMdpoBas 3anmcb), pasanyHbie cnocobbl BOCNPUATUSA
(MHOMBUAYANbHBIN U KONNEKTUBHbIN) MMEIOT CBOO OTAE/bHYIO UCTOPUIO,
MeToAbl U pe3y/bTaTbl. HECMOTPA Ha 3TO, BO BCEX C/y4asX IKPaHHble
BEpCUM TeaTpa 061a4al0T onpeaeneHHbIMU XapaKTepUCTUKaMM NoCTpo-
€HUA U30b6paXKeHns, YCNOBHOCTAMM MPOCTPAHCTBA M BPEMEHWU, 3aBU-
CMMOCTM OT 3KpaHa, YTO NO3BO/IAET COMOCTAaBUTb U NPOTMBOMOCTABUTL
MeANANN3NPOBAHHDBIN TeaTp ero OBeLLECTBIEHHOMY, CLLEHUYECKOMY CY-
wecrsoBaHuto. TheatreHD npeacTaBastoT APKUI NpUMep onocpeaoBaH-
HOro KaMepow TeaTpa, NPUMEHUMbIV 18 NOHUMAHWUA NpoLecca 3axXBaTa
Ha BUAEO *KMBOTO NPeACTaBleHMA U MEeTOA0B, C MOMOLLbIO KOTOPbIX NO-
Nly4eHHble N306paXKeHUs Ha 3KpPaHe — KagpuMpPOBaHHbIM TeaTp — MOryT
MCNONb30BaTbCA A/1A aHaNM3a TeaTpa.

3TO, HECOMHEHHO, MOB/MAET HA TO, KaK 3anMMCaHHbIA TeaTp co3aa-
eTcs, NPMHUMAETCA, apXMBUpyeTca U nepecmaTtpusaetca. Theatre HD
npeanoiaraeT Haanyme BblPa3UTENbHOIO MOTEHLMANA, KOTOPbIA 3aBu-
CUT OT TOrO, KTO HaxoAmMTCA NO APYryto CTOPOHY OT Kamepsl. [4e, Koraa
M KakKMM 06pasom CHMMAETCA CMeKTaK/Ab, Kak CoBMeLLaeTca ogHOBpe-
MEHHO NpAMasa TPAHCAALMA M NOCTNPOAAKLLH, KaK OH OKpYy»KaeTca Ao-
NONHUTENIbHBLIM MapPATEKCTOM. ITW 3N1EeMEHTbl BMecTe npeBpaLliatoT
TeaTpasibHYyl TPAHCAALMIO B HeyTo bosibliee, YeM TPaACNOHMPOBaHWE
npeacTaBieHUs M3 O4HOro Meaua B Apyroe, «4em Hosblue TeaTpaib-
Hble TPAHCNALUN COBMELLLAIOT NPE3eHTaLMIO C BbIPa3UTEIbHOCTbIO, TEM
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60/blle OHM OCNAPMBAOT MPUBbIYHbIE NPEACTABJAEHUA O TOM, YTO AB-
NAETCA XUBbIM NPeACTABNEHMEM, U O TOM, YTO ABAAETCA OPUIMHANIOM
npousseneHnsa Uckycctea» [18, c. 5]. Ho ogHo ocTaeTca rnaBHbIM: OTCTa-
MBaTb BaXKHYIO PO/b aHA/IM3a ABMKYLLErOCsA N306paXKeHUsA gNa UCTOpUK
TeaTpa M npepgnaratb npeaBapuTenbHble TOYKM GOPManbHOrO cpasHe-
HWS KMBOTO M MeAManM3npoBaHHOIO (KaZpMpoOBaHHOrO) TeaTpa, KOTo-
pble ABAAIOTCA LEHTpasbHbIMMU ONA 3TOro aHaaumsa. Henb3a UrHopupo-
BaTb HACbILLEHHOCTb COBPEMEHHOI0 NpeACcTaBAeHUA cpeacTBamm meama
W Henb3A OTPULATb, YTO apXMB 3anucein pagMKanibHO YCAOXKHAET npea-
CTaB/IeHWE O JABHO XPaHALLMXCA TeaTpasibHbIX CBUAETENIbCTBAX: TEKCTAX,
KapTuHax, otorpadmax u T.4. 3HAKOMCTBO C MeAMANN3UPOBAHHbBIM Te-
aTPOM AONKHO CTaTb YaCTbIO Hallel TeaTpanbHOM NeKkcukK. MpeanaraTb
9TO He 3HAYUT OTPULATb HU CUAY, HU YO0BOBbCTBME OT MBOTO CMEKTa-
KNSi; CKopee, — 3TO e4MHCTBEHHbIN CNocob coxpaHuUTb UX gas byayuiero,
KOTOpOe A0MKHO ByaeT oTKpbITb cBoero Lekcnupa, Ho ByaeT 3HaTb ero
9KpaHHble BEPCUM.
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MHTEPAKTUBHbIN
NOKYMEHTANbHbLIN ®UNbM:
AORYMEHTAIBHOCTb U BUPTYA/IBHOCTb

AHHOTaumA. CTaTba NOCBALLEHA MCCNEL0BAHMIO CPABHUTEIbHO HOBOMO ANA
[OKYMEHTA/IbHOW NPAKTUKMU ABJIEHWUA — UHTEPAKTUBHOIO AOKYMEHTA/IbHOTO
dunnbma. PeHOMEH ero 3cTeTUYECKOro CBOeobpasuns 3aK/Io4aeTca B COBMe-
LLLeHMM CTONb ONMO3ULMOHHbIX ABNEHUI KaK LOKYMEHTaNbHOCTb M BUPTYab-
HOCTb, CBA3b KOTOPbIX B 4MHOM NAACTUYECKOM NPOCTPAHCTBE B OTEYECTBEH-
HbIX TPYAAX paHee He uccaefoBanack. B gaHHow pabote nogHMMmatoTca Aga
NPOrpaMMHbIX 419 faNbHEALEro u3ydeHms rmbpuaHoi LOKYMEHTANAUCTUKM
Bonpoca: 1) Kak U ¢ MOMOLLbIO KaKUX BbIPasuUTeNbHbIX MHCTPYMEHTOB Mo-
CPeaCTBOM MHTEPAKTUBHOTO AOKYMEHTasIbHOro duabma B CO3HaHUU NOJb-
30BaTens GoOpMMpPYeTCA KapTMHaA MMPa; 2) NCUXO0rMYeckme 0CobeHHOCTH,
BO3HMKalOLLME B CO3HAHUM YeNoBeKa NPy B3aMMOAENCTBUM C LOKYMEHTaNb-
HOW BMpTyanbHOCTbI0. O6pa3 peanbHOro MUPa, AONOAHEHHbIM 6aaroaaps
TEXHO/IOTMAM «PACLUMPEHHON PeasibHOCTM» 06A3aTeNbHbIMKU 3/1EMEHTAMM
KOMMNbIOTEPHOM UrPbl — MEHIO, KapTaMM MECTHOCTM, KHOMKaMU-MOACKa3Ka-
MU, CNOCODEH 3a0XNUTb B NMCUXMKE YENOBEKA CBA3M, CKPENAtoWME OKpy-
KAIOLLYI0 AeiCTBUTENbHOCTD C MUPOM BMPTYasbHbIM. MHTEPaKTUBHbLIN Ao-
KYMEHTa/IbHbIV GUAbM eLLe He TOXKAECTBEHEH BUPTYaIbHOM peanbHOCTU, HO
MCMNO/b3YeT HeKoTopble ee GYHKLUMOHAIbHbIE NPUHLMMbI, YTO NPU HEKOTO-
pbix $aKTopax (4MTENbHOCTb BO3AENCTBMA U MHAMBUAYAIbHbIE 0COBEHHO-
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CTV NCUXMKM) MOXKET CHOPMMUPOBATD Y NONb30BATENA UANKO3MIO NOXKHOW CBA-
31 — «yNpPaB/JIeHNE }KU3HbIO HA IKPaHe PaBHOLLEHHO YNPaBAEeHUIO peasibHoM
KU3HU», — OaeT YesoBeKy No Ty CTOPOHY 3KPaHa «IOXKHY0 yBEPEeHHOCTb
B NOJIHOM KOHTpOAE Hag, n3obpaskeHnem». OCHOBHOM Npobaemoit, cBA3aH-
HOW C BUPTYasIbHOM [OKYMEHTANIMCTUKOW HamM NPEACTaBAAETCA NOrpyxeHue
XPOHMKaNbHOMO AOKYMEHTa B CpeAy, BecbMa 6AM3KYI0 K cpefe KomnbloTep-
HOM UrPbl, U3yYEHWE AOKYMEHTA Yepes NpMemMbl KOMMbIOTEPHOMN UMPbI, YTO
NOTEHLMANbHO MOXKET chHOpPMMPOBaTL MPUBLIUKY OTHOLWIEHWUA K OKpYXKato-
e AeCTBUTENbHOCTM KaK K Urpe, C ee YyNpaBasemocCTbio napameTpamu u
BO3MOMHOCTbIO BbIX04a. Mbl Ha30BEM NPOCTPAHCTBO MHTEPAKTUBHOIO A0-
KYMEHTa/IbHOrO puibMa «yCA0BHOW, UAW UFPOBOW AOKYMEHTA/IbHOCTHIOY.
OHo npea/araet nosib3oBaTeNto «CBEPXCNOCOBHOCTM» NPU BOCMPUATUM HA
3KpaHe MMpa GU3MYECKOro, TEM CambliM MPUPABHUBAA NpPaBWUa HaxoXae-
HUA B MUpe GU3NYECKON pPeanbHOCTM K NPaBuIaMm MMpa KOMMbIOTEPHOW
urpbl. Co3gaHne MHOFOYUCAEHHbIX BUPTYabHbIX MUPOB KaK WUANIO30PHBIX,
TaK U LOKYMEHTaNbHbIX, 0BpeTatoLmx Bce 60blunii macluTab u rybuHy, Bce
NyyLle UMUTUPYIOLWMX PEeaNbHOCTb, PAHO MM NO34HO NPUBEAET K CUTYyaLLMK
PaBHOLEHHOCTY ANA YeN0BEKa MMPa PeanbHOro U M1pa BUPTYanbHOTO.
Kniouesble C10Ba: MHTEPAKTUBHAA AOKYMEHTAIMCTUKA, MHTEPAKTUBHDIN A0-
KYMEHTa/bHbIi GUAbM, BUPTYasbHOCTb, MMMEPCMBHOCTb, KOMMbIOTEPHAA
Urpa, BUpTyasbHaA peanbHOCTb
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INTERACTIVE DOCUMENTARY:
DOCUMENTARY AND VIRTUALITY

Abstract. The article is devoted to research of a new phenomenon for
documentary practice—the interactive documentary film. The phenomenon
of its aesthetic originality consists in the combination of such oppositions as
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documentary and virtuality. In this work two key issues for further study for
hybrid documentaries are raised: 1) how and by means of what technologies
in an interactive documentary a picture of the world is formed in the
consciousness of the user; 2) the psychological characteristics arising in a
person’s consciousness out of the interaction with documentary virtuality.
The image of the real world, supplemented with the aid of the technologies
of “augmented reality,” with the essential elements of computer games—
menus, maps of the area, and clue buttons, is able to build connections in
the human psyche which link the surrounding reality with the virtual world.
An interactive documentary is not yet identical to virtual reality, but makes
use of some of its functional principles, which for some factors (duration of
exposure and individual psyche) can form the illusion of a false connection
for the user—“control of life on the screen is equivalent to control of real life”
gives a person situated on the other side of the screen «a false confidence
in the full control over the image.” The main problem associated with
virtual documentaries is perceived by us as the immersion of a chronicling
document into an environment very close to the environment of a computer
game, the study of the document by means of computer game techniques,
which could potentially form a habit of treating reality as a game, with its
controllability of parameters and its possibility of exit. We will call the IDF
space “conditional, or game documentary.” It offers the user “super-abilities”
wherein he perceives the physical world on the screen, thereby equating
the rules for finding physical reality in the world with the rules of the world
of computer games. Creation of numerous virtual worlds, both illusory and
documentary, gaining ever greater scale and depth, imitating reality better
and better, sooner or later will lead to a situation of equivalence for the
person of the real world and the virtual world.

Keywords: interactive documentary, interactive documentary, virtuality,
immersiveness, computer game, virtual reality

KOHKypeHLMs B Meamacpese BbiHYKAAeT COBPEMEHHbIX perKucce-
POB-A0KYMEHTA/NIUCTOB MUCKaTb HOBbIE 3pesiviLHble GOPMbl OTPaXKEHUA
peanbHOCTU, KoTopble Bbl YAMBASAN U 3aB/ieKav UHTEPHET-MO/b30BA-
Tena. Takumu popmamm aBAAIOTCA NOMYAAPHbIE Ceyac MHTEPaKTUBHbIE
[OKYMeHTabHble GUabMbl, NpeacTasasiollme obpaseL, KOMMYHUKaLLMM
HOBbIX Meana. ITOT 06pallLeHHbIN K peasibHOCTM NPOAYKT COBPEMEHHOro
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MHPOPMALMOHHOIO 06LLEeCTBa A0 CUX MOP HE UMEET YETKOTO OCMbIC/Ie-
HUA B KayecTBe rmbpuaHoro ¢eHoMeHa, KOTOPbIN A1A OTPArKEHUA MUpPa
BMAMMOrO, NpeaMeTHOro, GU3MYEeCcKoro MCNo/b3yeT UHCTPYMEHTapuii
MUpa BUPTyasbHOro, becnpeamMeTHOro, KoMm sBAseTca MHTepHeT u
cucTeMa KOMMbIOTEPHOW BMPTYasbHOW peanbHOCTW. [Ba gecATuneTus
N3y4eHUA UHTEPAKTMBHOW AOKYMEHTA/IMCTUKM 060raTu/iv TEOPUIO KOM-
MYHMKaLMM NOAPOOHBIMU MHCTPYKUMAMM MO IKCMAyaTaLuMu MyNbTU-
MeauniHbIX Bewen [1] U ux TMNONOrMYECKUMM KnacCudUKaUuUaMU, HO
OCTaBUAMN Ha nepudepun BHUMaHUA cneunuduKky NPUHLMMNOB cocylle-
CTBOBaHMSA CTO/Ib OMMNO3ULMOHHBIX ABAEHWUI, KaK JIOKYMEHT U BUPTyaib-
HOCTb, a TaKXe NCcUXosiorMyeckne ocobeHHOCTU, BO3HMKaloLWMe Y Yeso-
BEKa B npoLiecce B3aMMOAENCTBUA C LOKYMEHTA/IbHOW BUPTYa/IbHOCTbIO.
MpeacTasaaeTcs BNOJHE 3aKOHOMEPHbLIM MOCBATUTL AAaHHOMY BOMPOCY
Halle nccaefoBaHue.

B npeaaBepum OCHOBHOM TEOPETUYECKOM YaCcTN YTOYHUM [Ba KO-
YeBbIX MOHATUA, HEOBXOoAMMbBIX ONA Pa3BUTUA TeMbl WUCCAeA0BaHMA.
B MOHVMMAHWM 3NEKTPOHHOW «BUPTYyaNbHOM peasbHOCTU» (B Aaib-
Heliwem — BP) mbl onvpaemca Ha Hambosnee afeKBaTHOe AAs Halwewn
TeMbl onpegeneHue, CBA3AHHOE C NMPUMEHEHWEM MYIbTUMEAMUMHbIX
TexXHo/I0rMin, chopMyIMpoBaHHOE uUccnegosaTensmu B. Amutpresoi u
0. CeaTew, Moz BP oHM noapasymeBatoT «KKOMMNbIOTEPHOE NO3HaBaTe b-
HOe MPOCTPAHCTBO C OLYLEHNEM W BOCNPUATMEM €ro PeasibHOCTU 3a
CYeT y4yacTua nosb3oBaTens B “cobbiTnax”, npeanaraembix MHGopmaLm-
OHHOW cucTemol [2]», co3gaHHOe NocpeacTBOM crelmanbHbiX rpadpuye-
CKMX NPOrpamm, 06beANHUBLLMX BCEBO3MOXKHbIE POPMbI KOAMPOBAHMA
uHbopmaunn (BepbanbHOM, MKOHOrpaduyeckon, poHorpadpuyeckomn u
T.A4.) B €4uHbIIi MHPOPMALMOHHDBIN HocuTenb [2]. YTo KacaeTca «uMHTe-
PaKTUBHOIO AOKYMEHTaNbHOro ¢puabma» (B AanbHelwem — UAD), To
B Pa3/IMYHbIX MCTOYHMKAX, 3apyDOeEKHbIX M OTEYECTBEHHbIX, HabogaeT-
€S PasMbITOCTb FPAHUL, TEPMUHOIOTMYECKOTO MOHUMAHWUA 3TOTO KOH-
KPETHOTO BMZA NPOEKTHOM AeATeslbHOCTU. Hanpumep, meanaTeopeTmk
M. Tannoysnt TpaktyeT UAD Kak «0ObIYHbIN AOKYMEHTA/bHbIN GUIbM,
KOTOPbIM MUCNONb3yeT NHTEPAKTMBHOCTb B KayecTBe OCHOBHOMO KOMMO-
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HEHTa mexaHuM3Ma cobcTBeHHoro BocnpoussegeHua» [3]. Y C. faygeHumn
Haxoamm: « AP — 370 LMdpPOBOE HENMHENHOE NOBECTBOBAHME, KOTOPOE
MCNO/b3yeT BO3MOXKHOCTM HOBbIX MeZiMa OnocpesoBaTb M ONUCbIBaTL pe-
anbHocTb» [4]. Poccuincknin uccneposatens H. [lBopko npeanaraet 6o-
Nee rPOMO3AKYI0 GOPMYNIMPOBKY: «[JOKYMEHTMPYIOLLIME pPeanbHOCTbY
ayaunoBu3yasibHble NMPOU3BEAEeHMA, CO34aTENN KOTOPbIX, CTaBA BO rnaBy
YIrNa 3HAaYUMBbI NONb30BATENLCKUIA ONbIT, CTPEMATCA UCNONb30BaTh YHU-
KaJibHble CBOMCTBA LNPPOBbIX Meauna A/1A BOMIOLLEHUA AOKYMEHTA/IbHO-
ro cogepraHua B xyaoxkectseHHon ¢opme» [5]. Mbl npegnaraem cBow
BapWaHT TPakToBKM NOD, ncxopalmit n3 NoHATUI «BUPTyasbHOMN peasnb-
HOCTU» U UMMEPCUBHOCTU: « MIHTepaKTUBHAA AOKYMEHTA/IMCTUKA — MNpo-
rPaMMHbIN MPOAYKT MMMEPCUBHbIX MeAMa, PENPe3eHTYIOWMNIN JOKYMEH-
Tbl GM3MYECKON PeanbHOCTM NOCPEeACTBOM BUPTYasbHbIX TEXHOMOUM,
LEHHOCTb KOTOPbIX ONpeaenseTca He C NO3WUMIA peasnbHOM OpraHu3a-
UMK, 3 C TOYKM 3peHUA BO3MOXKHbIX onepauuit». [JaHHoe onpeaeneHue
Mbl cuMTaem bonee yHUBEPCANbHbIM, YEM NpeaLLecTBytoLmMe (CM. Bbille),
MOCKOJ/IbKY BMEPBbIE OHO KOHLLEHTPUPYETCA BOKPYT TAaKOro pogoBoro Ans
MOP KOMNOHEHTa, KaKk BMPTYasIbHOCTb, @ TaKKe 3aTparMBaeT K/o4eBow
ONA 3cTeTMYecKoro noHMmaHua AP npusHak — akueHTyauuto aBTop-
CKOTO WM 3pPUTENbCKOrO BHUMAHMA HE HAa OOBEKTUBHOCTM MOAQUYMN SKPaH-
HOro $aKTa UAN XyA0XKeCcTBEHHO-00Pa3HON cuie sKPaHHOM AOKYMEHTa-
JMCTUKK, a AnWb Ha KomdopTabenbHOCTM BOCMPOU3BEAEHUA NPOEKTa
Ha 9KpaHe KOMNbloTepa. ITa TEHAEHUMA K YNPOLLEHWUIO COAEPKAHMA U
YCNOXHEHUIO TEXHOMIOMMYECKOro B3aUMOZENCTBUA MeXAy Nonb3oBaTe-
Nem 1 [OKYMEHTA/NIbHbIM TEKCTOM MOAHWMAET HOBble MOPaNbHO-3TUYe-
CKue npobnembl B NPOCTPaHCTBE TEOPUM UUDPOBOM AOKYMEHTAIUCTUKM,
KoTopble BCes 3a uccnegosatenem . PaBepo mbl oxapakTepusyem Kak
«BbI30B IMHAMMKE NOBCEAHEBHOM XMU3HUY [6].

OpHUM 13 npapoauTeneit BP aHanUTUKKM CUMTAOT KMHemaTorpad,
naelriHas Lenb KOTOPOro 3aK/4vanach B BO3AENCTBUM HA CO3HAHMe Ye-
NOBEKA NOCPeaCcTBOM MCKYCCTBEHHO CMOAENMPOBaHHbIX cUTyauuin. 06-
Len3BecTHa peaKkLma 3puTenen NepBoro KMHOCeAHca, B y¥Kace Hexas-
LUKMX OT, KaK MM Ka3a/i0Cb, MYaBLLEroca Ha HMX noe3ga. Heyto nogobHoe
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BMOC/IEACTBMM UCMbITLIBAIM U 3pUTENM NepBbIX ceaHcoB 3D KnHo. «Bup-
Tya/ibHas peasibHOCTb — 3TO eCTeCTBEHHOE NPOAO/IKEHUE TENEONOTUN
KWMHO, YCUNEHME €r0 UJ/IIIO3MOHUCTCTKOW MOLLMY», — PacCyKhan aBTop
KHurn «New Media: A Critical Introduction» M. Jluctep [7]. BepoATHo,
roBOPA O MOLLM UATH03UK, aBTOP Nogpa3ymeBarn, yto BP npogonkut pas-
BMTWE UIPOBOrO, HO HE AOKYMEHTA/NbHOIO KMHO. OAHAKO NMpaKTUKa no-
Ka3asia, YTo BUPTYyasibHble TEXHOMOIMM OKA3a/auCb MPUBEKaTe/IbHbIMU
ANA npeacTaButeneit 06onx BUA0B KuHemaTorpada. B aTom KOHTEKCTE
YMECTHO BCMNOMHUTb HaKa/l CTpacTei, CONPOBOXKAaBLLMI B XX BeKe Auc-
KycCUM B NPOpecCUOoHaNbHbIX Kpyrax 0 MopaibHOM MpaBe AOKYMEH-
Ta/IMCTOB MCNOJIb30BaTb MHCLEHUPOBKY AN PEKOHCTPYKUMU COBbITUIA,
AKOObI HapyLIAOLLYO NPaBAY XU3HWM HA 3KpaHe.

HdokymeHTannctbl XXI BeKa cpasy ke, 6e3 obcyXaeHUM, NpuHAN
HoBbI dopmaT. MHOIMX BAEKNA KaXAa 3KCNEepUMMEHTOB B BOMPOCAXx
“BO3MOKHO NN COXPaHWUTb MPEEMCTBEHHOCTb aKaJeMUYECKOro KMHOS-
3blKa B BUPTyanbHOM mMupe?”, «KaK pa3BMBaAETCA CHOMKET B YC/A0BUAX NO-
TEpW KOHTPONA HAZ 3PUTENIbCKUM BHUMaHUEM?», “BUpTyanbHas peanb-
HOCTb M UMMEPCMBHOE BUAEO — 3TO OAHO W TO Ke?». 3aberas Brnepea,
CKa¥XeMm, YTO, HECMOTPA Ha ApasHsAllee CNoBo «PUAbM» B Ha3BaHWUM,
WMHTEPAKTUBHAA AOKYMEHTA/NIUCTUKA HE ABMAETCA 3aKOHOMEPHbIM Npo-
[AO/KEeHMEM KMHOMCKYCCTBA B UndpoBoi cpeae. OHa 3aMMCTBYET HEKO-
TOpble Bblpa3uTeNbHble CPeACcTBa HEUIPOBOIO KMHO (KPYMHOCTb, pakypc,
TEKCT, My3blKy), HO NOJIHOCTbIO NOPbLIBAET C IPAMMATUKOMN KMHO Ha YpOB-
He TaKMX CYLLLHOCTHbIX KaTEropmi Kak MOHTAK U CHOXKET, 3aMeHAA UX MO-
OY/IbHOM CTPYKTYPOW, MHTEPAKTUBHOCTbIO Y KOMMbIOTEPHOW CUMYNALMN-
el. Konnyectso 1 BapnaTMBHOCTb GOPM, TaK UKW MHAYe CBA3bIBAOLMUX
[OKYMEHT peasbHOCTU N KOMMNbIOTEPHYHO BUPTYalbHOCTb, PacTeT B reo-
MeTpuyecKkoi nporpeccuun. [JemoKpaTUYHOCTb, LapAwas B Npou3BoA-
CTBE KOHTEHTa A1 UHTEPHETA, NO3BOIAET HAAENATb YacTO UAEHTUYHbIE
$OpPMbI Pa3HbIMU HAa3BaHUAMM, YTO BEAET K TEPMUHOIOTMYECKOW MyTa-
HUUE, 3aTPyaHAA GOPMMPOBAHNE KOHKPETHOIO 3HAHWA O NpegMeTe.

Y WO® — coBepLlUeHHO MHOM, HeXenu y KuHoduabma, cnocob no-
TpebneHua, paccyuTaHHbI Ha MHAMBUAYaNbHOE BAYyXKAaHWUE NO MYNbTU-
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MeAUMHbIM TabUpUHTaM. B ero CTpyKType MHOrAa BCTPEYatoTCs uesble
BCTPOEHHbIE 3NN304bl, CHATbIE, CMOHTUPOBAHHbIE U MPOCMATPUBaEMble
Mo NPUBbIYHbIM 3aKOHaM KMHOMCKYCCTBA. byay4umn 4acTbio BUPTYanbHOIO
NPOCTPaHCTBA, OHM BCE }KE COXPaHAIT CTUANCTUYECKYIO aBTOHOMHOCTb,
XPOHUKANbHYIO aeKBAaTHOCTb M BOCMPUHMMAIOTCA COBEPLLUEHHO MHaYe,
Yyem OCTa/ibHOE, B HO/IbLUMHCTBE CBOEM TOTa/IbHO aHMMMPOBAHHOE MPO-
CTPaHCTBO TaKoro npoussedeHus. Takos, Hanpumep, «Hollow» (pex.
3. MakmunnunaH, 2013), nocBALLEHHbIN cyabbe ManeHbKOro ropogKka B
3anagHoit BupasKuMHUKM, onuueTBopsatowero coboit cyapby Bcelt cenb-
cKoit AmepuKun. MpoeKT BKAtoYaeT B ceba rpaduyeckyto BU3yanmnsaumio
[AaHHbIX, aHUMUPOBAHHbIE KOMNAXKM, PpoTorpadun 1 Kaaccuyeckne Bu-
AeonopTPETbl OTAE/IbHbIX MEPCOHAMKEN.

B UAD foKYMEHT norpyrKaeTca B BUPTYasbHYO peasibHOCTb, C/IOBHO
B CBOEOOpa3HOEe 3/NEKTPOHHOE NAcMapTy: OH COXPaHAET A0CTOBEPHOCTb
CBOEro 3MMNMUPUYECKOrO NPOUCXOXKAEHUA, HO TepAeT YHUKANbHOCTb XPOHU-
Ka/sIbHOro Kagpa 1 BpeMeHHyto agekaTHocTb. CTpyKkTypa UAP — 3To BCer-
Aa cnang woy. BuaeodparmeHt, pasmeLleHHbIM Ha CTPaHULE, 3aUMKIMBa-
eTcA Ha cebe v byaeT NpourpbIBaTbCA 40 TEX MOP, MOKA NO/Ib30BATE/b HE
LENKHET MbIWbio, YTOObI NepPesncTHyTb cTpaHuuy. UAP He ToxaecTBeH
BMPTYya/IbHOW PeasibHOCTU B MOJIHOM Mepe, HO MCMO/Ib3yeT HeKoTopble
aN1eMeHTbl ee GYHKLMOHUPOBAHMSA, TaKMe Kak BO3MOXHOCTb NepeasuKe-
HWA BHYTPU cpeapl 1 ynpasneHue eto. Monb3osaTesb He ABNAETCA NOJHO-
NpPaBHbIM YYaCTHMKOM Pa3BOPAYMBAIOLLMXCA HA IKpaHe CobbITMI, OH MO-
YKeT 3anycKaTb MW OCTaHAaBAMBATb AEeMCTBUE, HO He M3MEHATb ero. bes
Mo/1b30BaTE/IbCKOTO BMELLATE/IbCTBA AEMCTBME IKPAHHOTO NOBECTBOBAHMUSA
MOJIHOCTbIO OCTAHOBMTCSA, YTO AACT YENOBEKY MO Ty CTOPOHY SKPaHa «J10MK-
HY0 YBEPEHHOCTb B MNO/IHOM KOHTPOJIe Haa n3obparkeHnem» [8].

M311WHMe aHMMALMOHHbIE MaHUNYAALMW, KOTOPbIM YacTo NoABep-
raeTca AOKYMEHT, NPUAatoT Kagpam YpesmepHyo 3a0praHM30BaHHOCTb,
B pesy/ibTaTe KOTOPOM TEPAETCA UX MCXOLHAA CMbIC/IOBas COAepKaTeb-
HOCTb. TaKOM AOKYMEHT nepectaeT 6biTb JOKYMeHTOM ¢dakTa ¢pusmye-
CKOM AeNCTBUTENIbHOCTU U CTAaHOBUTCA M306paXKeHUem, COXPaHUBLLIMM
YyepTbl NOTEHLMANbHOW (BO3MOXHOM) AOKYMEHTaNbHOCTU. Moyemy-To
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cYyMTaeTcA, YTo HeobpaboTaHHbIN Kaap TepseT CaMOLEHHOCTb, M be3
WCKYCCTBEHHbIX «YNYYLEHUA» €ro SUHAMMUYECKUX WU 3PEeNULLHbIX na-
paMeTpoB 3puTeNnto byLeT CKy4HO Ha Hero cMoTpeTb. BmelwartenbcTso
KOMMbIOTEPHOM FPadUKM U TEXHONOTUIN BUPTYANbHOM U AOMNOAHEHHOM
peanbHocT B UOD yKe HaAcToNbKO MaclwTabHo, YTO Mbl Brpase roBo-
pUTb O AeAOKYMeEHTU3aUuMK sKkpaHHoro dakTa B AP, O6bpas peasibHOro
MWpa, SOMNONHEHHbIN 61arogapa TEXHONOTMAM «PACLLUMPEHHOW peanb-
HOCTU» 06A3aTe/IbHbIMU 3/IEMEHTAaMM KOMMbIOTEPHOW UIPbl — MEHI0,
KapTamMy MECTHOCTM, KHOMKaMM-NOACKa3KamMm, MOXKET HayaTb B CO3Ha-
HUW YenoBeKa BCe Ho/blle acCoLMMPOBATLCA C MUPOM BUPTYasbHbIM.
BAM30CTb XyA0MKECTBEHHOTO KOHTMHYyMa MO® u urposoro npocTpaH-
CTBA KOMMNbIOTEPHOW UrPbl OTYETIMBO MPOCNEKUBAETCA U B APEBOBUA-
HOCTU MOAY/IbHOWM CTPYKTYpPbI, U B YCIOBHOCTU BPEMEHHOM KaTeropuu.
B MAD, Kak 1 B uUrpe, OTCYTCTBYET CIOXKETHAA NPOAO/KUTENbHOCTb, Bpe-
M#, 3aTPaYeHHOe Ha NPOCMOTP NPOU3BEeAEHWMA, 3aBUCUT UCKIOYUTENIbHO
OT CTeneHn BOBJAEYEeHHOCTU No/ib30BaTenNs.

MpY NPoCcMOTpE 3pUTeNb HE aKLEHTUPYET BHUMAHUA Ha UCKYCCTBEH-
HOCTb TaKoW rMbpuaHON cpeapl, OHa YpaBHOBELLIMBAETCA afanTMPOBaH-
HOCTbIO YenoBeKa K paboTe ¢ BUPTyanbHbIMKM cucTemMamu. BHeapeHue
coepmyecknx VR-naHopam, NOMMMO YCOBEPLUEHCTBOBAHWUS CEHCOPHO-
nepLenTUBHbIX N HAMALHbIX NapameTpoB MaTepuana, BbIBENO MHTEPAK-
TUBHYIO [OKYMEHTA/IMCTUKY Ha HOBbI YPOBEHb UMMEPCUBHOCTA — U3
apdekTa NpucyTcTBUA B 3PPEKT NOrPY>KEHHOCTH, OLLYLLEHNA OT KOTOPO-
ro MakcMManbHO MPUBAMIKEHDBI K OLWyLWEHMAM OT npebbiBaHUA B ecTe-
CTBEHHOM 06bEMHOM MMpe. BaKHO NOHMMaTb, YTO MOrPyKEHHOCTb B
aBTOPCKYIO UCTOpUIO AaeT ntoboe nponsseseHne — Byab TO HacKaibHan
¥KMBOMUCH, KHWUIA UAN GUAbM, PasHMLA NNLWb B MEXaHWU3MaX KaTaiu3a-
UMM NoAobHbIX cocToAHMI. OQHO Aeno, ecnn NPou3BeseHNE HACTONbKO
YBNEKATENbHO, YTO YNTATE/IbCKO-3PUTENBCKAA NMOrPYKEHHOCTb BO3HUKAET
€CTECTBEHHbIM MyTEM — MOCPELACTBOM YMTATENbCKO-3PUTENBCKOrO BOOD-
paxeHus. [lpyroe feno, eciv oHa AOCTUFAETCA UCKYCCTBEHHO — Yepes
BMPTYa/ibHble KKPIOUKU» — BCTPOEHHbIE CCbIJIKM, TMNEPCCbIIKK, BCMIbI-
BalOLLME OKHA U T.4,.
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Pe3tomunpyn BbILLEN3IOKEHHOE, MOXHO CAE/MaTb BbIBOA O TOM, YTO
B cnyyae ¢ UADP mbl umeem geno ¢ ocobbim, NPUHLMMUANABHO HOBbLIM
CNocobom KOHCTPYMPOBAHMA 3KPaAHHOrO MMpa, O KOoTopom, nepedpa-
3npya usBectHoe mapedeHue C. DiA3eHLWTElNHA, MOXHO CKas3aTb: «Bbl-
FAAAUT KaK XPOHUKA, AeNCTBYET KaK urpa». Mbl Ha30BeM MPOCTPaHCTBO
NOD «ycnoBHOM, UM UTPOBON, LOKYMEHTANbHOCTbIO». OHO Npea/siaraeT
Mo/Ib30BaTEN0 «CBEPXCNOCOBHOCTU» MPU BOCMPUATUM Ha IKpaHe Mupa
dM3nYecKoro, Tem cambim NPUPaBHMUBAA NPaBUAa HaXOXKAEHMA B MUpe
dU3nYecKon peanbHOCTM K NpPaBMAaM MUPa KOMMNbIOTEPHOW Urpbl. Bos-
MOYHOCTU MFHOBEHHOTO NepemMeLl,eHNs U 0CTaHOBKM/3anycKa AenCTBMA
MOHO MPUYUC/IUTD K OHTONOTMYECKMM BbIPa3UTE/IbHBIM CPEeACcTBAM
3/IEKTPOHHOWN BMPTYA/IbHOCTUN, 3aMEHAIOLMM MOHTAXK B OObIMHOM KMHO.
MpuBbIYKA K ynpaB/ieHUIO 0b6pa3amu OKpYKalollen AenCcTBUTEbHOCTU
npu peryaapHom 1 ANTeNbHOM B3aMMoAencTeumn cnocobHa chopmmpo-
BaTb B BOCNPUHMMAIOLLEM CO3HAHUK CBA3b, KOTOPYHO OTEYECTBEHHbIN UC-
cnepoBaTeNib BUPTYanuCTUMKM 1. MBaHOB 0xapaKTepM3oBan cieaytoLmm
obpasom: «YenoBek HayMHAET BOCMPUHUMATL MUP KaK UIPOBYLO cpeay,
CO3HaBas €e YC/IOBHOCTb, YNPaB/AAEMOCTb €e MapaMeTpoB U BO3MOMK-
HOCTb BbIXoAa 13 Hee» [9, c. 76]. Bo3HMKaeT 3aKOHOMEpPHbI BONpOC: ANs
Yyero AOKYMEHTa/IMCTUKE SKCMEePUMEHTbI C BUPTYaibHOW peasibHOCTbo?
LleHHOCTb 3KpaHHOro ¢akTa — B Camoil ero 3anevat/ieHHOCTU, COXPaH-
HOCTW N8 UCTOPUU, ANA BYAYLIMX MOKONEHWUI, BHE 3aBUCMMOCTU OT TOrO,
KakMum obpa3om OH BMOCNeACTBUMM ByaeT npeactaBNeH — aHa/oroBbIM
AN UMPPOBBLIM. B MaHUNYNALMAX C XPOHUKA/IbHBIM KaZpOM B CUCTEME
BMPTYa/IbHOM PeasibHOCTU He MPOC/IEXUBALOTCA HamepeHusa bonee ry-
6OKOro aHaIMTUYECKOro NPOHUKHOBEHUA B AeNCTBMTENbHOCTb C MO3Ha-
BaTe/NbHbIMU LIEIAIMM PaAy COXPaHEHUA «MPaB/bl 3KU3HU Ha SKPaAHE» UK
YCUNEHUA XYAOXECTBEHHON 06pasHOCTU B OpraHM3auny AOKYMeEHTalb-
Horo matepuana. Mol cornacHbl ¢ [. MIBaHOBbIM, YTBEPKAAOLLMM, YTO
«B rnobanbHOM ceT MIHTepHET He CO34aeTCs HUKAKOro 3HaHWUsA, HO 3aTo
MHOFOKPaTHO YBE/IMYMBAETCA...MEPCMNEKTUBA TOFO, YTO OTHOLLEHUA MEXK-
A4y NOAbMU U PasHbIMU TUNAMM COLMANbHON OpraHu3auumn byayT Tpak-
TOBATbCA C NOMOLLBIO ANXOTOMMU «peanbHoe/BupTyanbHoe» [9, c. 78].
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JlornyHol uenblo, onpasAabiBalollelt Hemanble GUHaAHCOBbIE 3a-
TpaTbl HAa MPOU3BOACTBO KOMMEPYECKU HeIPPEeKTUBHON MHTEpaKTUB-
HOW AOKYMEHTA/IMCTUKKN, HAaM NpeacTaBAseTca CTUMYINpoBaHue bonee
NPOYHOro NPUOBLLEHUA UHTENNEKTYANbHOW YacTU UHTEPHET-ayAUTOPUN
K TOTanbHOW BUPTyanusauuun. MPakTUYECKUM MOATBEPKAEHUEM 3TOM
MbIC/IN CNYXKUT AMHAMWYHOE pPa3BUTME TAKOM NEepPCneKTUBHOM WHAY-
CTPUM KaK KOMMbIOTEPHbIE JOKYMEHTasIbHbIE UFPbl, TEMATUKa KOTOPbIX
06bIYHO CBA3aHa B FPOMKUMMU UCTOPUYECKMMMU CODObITUAMKM — Tpare-
aMamu unmn yéuincrsamu. Tak, Hanpumep, «9—11 Survivor» npeanaraet
UTPOKY BbIBpaTbCA UAK NOTMBHYTL BHYTPM OAHOM U3 baleH-61mn3HeL 0B
BO BpemA TeppopucTuyeckor aTtaku, «JFK Reloaded» ctaBuT nonbso-
BaTeNA HAa MecTo ybuiubl amepuKaHckoro npesmaeHta KeHHegu. CyTb
Urpbl B Bbibope — ybuBatb ManM He ybusaTtb npesngeHTa. PopmasbHO
pa3paboTumMKu AEeKNapUPYIOT CBOEN LEenblo Nobyantb nonb3oBaTenen
pa3obpaTbCs B UCTOPUYECKOM KOHTEKCTE, HO, KaK U3BeCcTHO, bnarne Ha-
MEepPEeHUN He BCerga COOTBETCTBYIOT UCTUHHLIM 3a4a4aM UIPOBbIX KOp-
nopaumit. YTo e KacaeTcs OKYMEHTA/NbHOM UrPbl KaK NO3HABaTe/IbHO-
ro cpeacTsa, To, N0 MHeHWI0 uccneaosatena W. PacceHca, BBuay ceoeit
NpeApacnoioKEeHHOCTU K AeJOKYMEHTU3ALMM Yepes No1b30BaTe/IbCKUE
MaHUNyAALMN n306pakeHnem, oHa elle Bonblie «ANCKPeaUTUPOBana
[OKYMeHTanbHoe M3obpaxkeHne, Kak 06pasLia Hay4yHoro (McTopuyecko-
ro) gokasatenbcrea» [10].

dopmMnpoBaHME MPUBBIYKM K NO3HAHUIO SMMUPUYECKOW AENCTBU-
Te/IbHOCTM MOCPeACTBOM KOMMbIOTEPHO-BUPTYasIbHbIX TEXHONOMMI 6a-
3UPYETCA Ha TEX XKe NCUXONOTMYECKNX COCTOAHMAX, KOTOPbIE B NPUHLMUMNE
XapaKTepHbl AnA NpebblBaHUA B UTPOBOW BUPTYabHOCTU, NpeXKae Bce-
ro, CKOPOCTM U CBEPXCNOCOBHOCTU. UX OTCyTCTBME B NOBCEAHEBHOCTU
MOXKET HayaTb BOCMPUHMMATLCA KaK yLLepOHOCTb. ITMM 0BBACHATCA U
NMOCTOSAHHbIE MOUCKU B NMPEOAONEHMUM MIOCKOCTHOM 3CTETUKM MOKa eLle
[OKyMeHTanbHoro 2D 3KpaHa M B CO34aHWM MOMHOCTbIO BMPTyasibHOM
[OKYMeHTanUcTnkm: «Mbl 6onblie He NbiTaemcA paboTaTb B pamkax, —
roBOPUT HOMMHAHT Ha Ockap doTorpad u pexuccep A. AaHdyHr. — Ku-
HemaTtorpadus, MOHTa), paccKasblBaHNE UCTOPUI — 3TO BCe ANA NJOo-
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CKOM paMKK. TakoW TUM KaZpa yKe yuwen. M xoTa sTM4eckne npuHumMnb
M KacCMYeCcKne MeTogbl LOKYMEHTANbHOIO KMHO €eLLe aKTyasibHbl, Mbl
bonblue Aymaem O BOB/eYeHUU 3putena B geictene» [11]. Uccnepo-
BaTenb K. Haw yTBepXKAaeT, YTo MHTepec K AOKYMEHTaAbHOMY Mpous-
BOACTBY B 06/1aCTV BMPTYasibHOM peasibHOCTU 06YyC/NI0B/IEH COLMAbHO-
NONNTUYECKMMU MOTUBAMM «rOPasfo CU/ibHee, YemM 06 3TOM MPUHATO
roBoputb» [12]. OCHOBHbIM JI03YHIOM, NOA, KOTOPbIM MPOXOAMUT PeKaam-
HaA KamMmnaHMA No BUPTYaINU3aUunUnN OOKYMEHTAZIMCTUKU, ABNAETCA Te3UC
0 «BO3POXKAEHUM IMMNATUNY, O CTUMYIMPOBAHUN BHUMAHUA, UHTEpeca
W TPa*KAaHCKOM OTBETCTBEHHOCTM 3pPUTENA NO OTHOLWEHUIO K OCTPbIM
npobnemam cCOBpPeEMEHHOCTU. [laHHble NobyauTenbHble MOTUBbI Npea-
CTaBNIAKOTCA BECbMa CMOPHbIMM, MOCKONbKY 1) He OroBapuBaeTca Kosu-
YecTBO BpeMeHM, NpPoBeAeHHOEe B TaKoW cpeae, besonacHoe As1a NCUxu-
KM NoNb30BaTeNs, 2) He yuTeHbl NCUXOJIOrMYECKUE PUCKU MOJIb30BaTENS
NpU CTUPAHUKN OUCTAHLMU MEXAY HUM U AOKYMEHTaNbHbIMWU CLEHaMMU
MMWPOBbIX KaTaKNM3MOB, BOMH M NPOCTO YE/1I0BEYECKOrO rops, KOTOPbIM
nocesweHo bonbwnHcteo NAOD.

Co3gaHne MHOFOYMCNEHHbIX BMPTYalbHbIX MUPOB KaK WANO30p-
HbIX, TaK WU JOKYMEHTa/bHbIX, 0bpeTatowmx, Bce bonbwnin macTtab u
rnybuHy, Bce nydlle MMUTUPYIOWMX PeanbHOCTb, PaHO WM MO34HO
npUBeAET K CUTYyaLMM PaBHOLLEHHOCTM A4 YeNOBEKA MUpPA PeasibHOro
M Mupa BUpTyanbHoro. NP Ha 3TOM NyTU 3aHMMAET NPOMEKYTOUYHOE
nofoXKeHue. BoBneyeHme OOKYMeHTa B CO34aHME TAaKUX BUPTYasbHbIX
MUWPOB CNOCOBCTBYET MNOBbLIWEHMIO UX CAMOLLEHHOCTH B [1a3ax Ye/l0BeKa.
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TRANSFORMATION OF CLASSIC DRAMA
MOTIFS IN GAME OF THRONES SERIES’

Abstract. Game of Thrones series that has become one of the most widely
discussed TV shows of our time, is analyzed from the perspective of art
history and cultural studies. Its popularity is connected with the fact that
it represents not just fantasy, but an archetypal situation, “deciding the
fates”—in the style of a “baroque”, picturesque, dynamic screen show. This
is an artistic statement on a number of highly relevant topics. The series is
devoted to problems of management strategies, interstate policy, updated
gender relations. The last season shows the emergence of an era of quick
intelligence and unemotional, non-repressive governance. The image of
Bran Stark—the new king, unable to walk but able to move in the space of
the past and the future—embodies the features of an out-of-body, supra-
personal mind, super-intelligence akin to an electronic one.

Game of Thrones is analyzed as a phenomenon of synthetic art in which
cinematic, theatrical and dramatic aesthetic elements coexist. In different
episodes of the eighth, final season these aesthetic elements are combined
in various proportions. The third episode is the most cinematic one—the

" Translated by Maria Samsonova— Turianski & Wolfsson. Tanslation experts.
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culmination of the battle between humans and White Walkers. The last
episode, on the contrary, contains almost “on-stage” scenes and dialogues.
Until the last season, the adventurous cinematic narration dominated,
continuing the tradition of the adventure novel. And the last season
includes more vivid features of a dramatic plot internally correlated with
Shakespeare’s chronicles and tragedies and Penthesilea, a romantic tragedy
by Kleist. However, in spite of the similarities with Shakespeare’s “state-of-
the-world tragedies”, there are no characters in Game of Thrones who are
completely similar to Renaissance playwright’s personae in their structure.
One of the reasons is the rejection of a multi-faceted, “synthetic” characterin
the popular visual art of the Modern era, when the personality’s complexity
and unique originality are replaced with the system of distinct “stage types”
with a simpler inner world. The series contains a veiled appeal to adapt to
the imperfection of the world, but also expresses serious concern about the
continuously high value of brute force and power in the human society.
Keywords: screen media, series, George Martin, Game of Thrones, adventure
novel, drama, Shakespeare, Kleist, theme of power, tragedy, chronicle,
character, female warrior

TPAHC®OPMALUNA MOTUBOB
K/TACCUYECKOW APAMATYPTUN
B CEPUANE «ATPATTPECTOJ/10B»

AHHOTaumA. B cTaTbe € NO3ULMIA UCKYCCTBOBEAEHMA M KYAbTYPOSIOTMM pac-
cmatpuBaeTca cepuan «Mrpa npectonos», CTaBLLIMA OAHUM U3 CambIX 0BCY3K-
[aeMblX 9KPAHHbIX MPOM3BEAEHMI HALUMX AHeN. Ero nonynsapHOCTb cBA3aHa
C TEM, YTO OH MPeACTaBAAET He NPOCTO GIHTE3M, 3 APXETUNUYECKYIO CUTYa-
LMo «peLleHns cyfeb» — B CTUAKUCTUKE No-6apoYHOMY KUBOMMUCHOTO, NOA-
HOro AMHAMMKM 3penunwa. [laHHbIN cepuan ABASET XyL0XKECTBEHHOE BbICKa-
3blBaHME Ha PAZ BbICOKO aKTyasbHbIx Tem. Cepuan noceaweH npobiemam
ynpaBAeHYecKMUX CTpaTeruit, MeKrocy4apCTBEHHOM NOANTUKE, 0BHOBAEHMIO
MEXreHAEPHbIX OTHOLWEHWUIA. B nocnefHeM ce3oHe MOKa3aHo HacTyne-
HUe 3NoXM BbICTPOro MHTENNEKTA, HEIMOLMOHABHOTO U HEPENPECCUBHOTO
ynpasneHus. B o6pase bpaHa Ctapka — HOBOTo KOpoAs, He CNOco6HOro Xo-
AUTb, HO YMEIOLEero nepeAsmraTbca B NPOCTPaHCTBE NpoLLioro 1 byayuie-
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ro, — MNPOCMAaTPMBAIOTCA YepTbl BHETENIECHOro, HaA/JIMYHOCTHOIO pasyma,
CBEPXMHTENIEKTA, POACTBEHHOIO 31IEKTPOHHOMY.

«Wrpa npectonos» aHann3MpyeTca Kak ABNEHUE CUHTETUUYECKOrO UCKYCCTBA,
B KOTOPOM KMHemaTtorpadpuyeckoe M TeaTpasbHO-ApamaTUYecKoe Hayana
COCYLLECTBYIOT. B pa3sHbIX cepuax BOCbMOrO, 3aK/O4YUTENbHOMO Ce30HA 3TU
Hayana Haxo4ATCA B pas/IMyHbIX Npornopumsx. Hanbonee KuHematorpadumuy-
Ha TpeTbA cepua — KyJAbMUHauUuA 6UTBbI Ntogei ¢ bensimu xogokamu. Mo-
cnefHAA Cepua, HaNpOTUB, COAEPKUT MOYUTU CLLEHUYECKME MU3AHCLEHbI U1
Avanorun. [lo nocnefHero cesoHa B cepuane AOMUHUPOBANO aBaHTIOPHOE
KWHOMOBECTBOBaHWE, NpPOAO/IKalowee TpaauuMM aBaHTIOPHOrO pPomaHa.
B nocnepgHem ce3oHe Apye NPOABAAIOTCA YePTbl APamMaTypPrnyeckoro croxe-
Ta, BHYTPEHHE COOTHOCMMOTO C XPOHWKamM 1 Tpareamamu LLekcnupa, ¢ Tpa-
reguen «MNeHtecunes» Kneicta. OaHaKo, Npu BCEM CXOACTBE C LLIEKCMMPOB-
CKMMM TpareauMAaMMU «COCTOAHWUA MUpa», B «Mrpe npectonoB» OTCYTCTBYIOT
repou, NONHOCTbIO aHaNOrMYHbIe B CBOEW CTPYKTYpe reposiM peHeccaHCHoro
ApamaTtypra. 3To CBA33AHO C OTKA30M OT MHOFOIPaHHOIO, KCUHTETUYECKOTO»
repos B UTPOBOM UCKyccTBe HOBOro BpemMeHMU, KOraa Ha CMeHY C/IOXKHOCTU U
HenoBTOPUMOMY CBOEO6Pa3nio TMYHOCTU NPUXOAUT AeNeHUE NepCoHaKemn
Ha amnnya. Cepuan coaepKUT 3aByasIMpOBaHHbIN NPU3bIB afanTMPOBATHCA
K HEecoBEpLUEHCTBY MMpa, HO TaKXkKe BblpaxkaeT cepbe3Hoe 6ecroKoicTBo
No NOBOAY COXPaHEHWA BbICOKOW LLEHHOCTU CUJIbl U BNACTU B YeI0BEYECKOM
obuecTse.

KnioueBble cnoBa: skpaHHble meaua, cepuan, xopax MapTtun, Urpa npe-
CTONOB, aBaHTIOPHbIV pOMaH, gpamaTyprus, Lekcnup, Kneiict, Tema Bnactuy,
Tpareaus, XPOHWKA, repoi, repouHA-BOUTENbHULA

HBO'’s Game of Thrones TV show after A Song of Ice and Fire, a series
of novels by George Martin, became one of the most famous and widely
discussed screen productions of the past decade. The last season of Game
of Thrones, specifically, caused a huge negative response from a broad
audience. It is gaining traction as criticizing the series is becoming good
manners. People notice plastic bottles at characters’ feet that were not
removed from the shot on time. Similar “goofs” from earlier seasons.
Petitions are filed to reshoot the whole final.

Meanwhile, contemporary Western science is actively and profoundly
studying Game of Thrones. Some academics are interested in the special
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features of developing the medieval theme [1], [2]. Others, in artistic
messages on gender issues [3] and societal development [4]. The plot
of the book and the TV series is also used as a collection of examples of
behavioral models and business strategies [5]. The book and the TV series
are therefore considered from a broad range of perspectives, from cultural
and social studies to management theory.

A great step forward in Russian-language studies was a collection
of papers, Game of Thrones: Interpretation of Meanings. Historians and
Psychologists Studying George Martin’s World, [6] that shifts the study
of the book and the TV series towards not only psychology and history
but also cultural studies and media theory. Texts from this work will be
frequently referenced here as necessary.

In this paper, we shall consider exclusively the TV series by
D. Benioff and D. Weiss, employing the methods of art history, or rather
film and theatre studies to view Game of Thrones as a work of visual
art. Cultural studies helped us focus on the content of the work of art.
Our approaches are based on the fact that screen arts are synthetic arts.
As Viktor Demin articulated so well, “let us remember that a television
screen, a cinema screen and a theatrical stage alike offer us not a single
art, even if it is dominating and the most important one in somebody’s
eye, but a large family bound with an ontological heritage but with an
unexpected, unplanned genetic variance, with unpredictable mutations.”
[7, p. 4] The researcher meant the presence of expressive means along
with images, motifs, plots, and archetypes in screen arts that were related
to performing arts and literature, music and visual arts. In the early 21t
century, however, it is even more obvious that synthetic arts themselves—
theatre, cinema, television, etc.—are also “communicating vessels”. And
as contemporary theatre is sometimes striving to use cinema’s screens
and expressive means, so can screen arts frequently employ elements of
scenic aesthetics (remember, for instance, Lars von Trier’s Dogville or Louis
Malle’s Vanya on 42nd Street).

In synthetic-type works, be it a theatrical performance or a film, the
ratio of various arts is different: it emerges differently each time. As Yury
Barboy, a contemporary theorist of scenic forms aptly noted, “types of
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theatre are defined in their specific features not only based on belonging
of their contents, forms and languages but also by which parts of the
performance’s system make a decisive impact on this belonging in each
case.” [8, p. 229] The same feature shows in screen productions. In a
series, different complexes of expressiveness may activate during different
episodes, sometimes more fundamentally cinematographic (editing, play
of shots, camera motion, etc.), sometimes literary (narration, voiceover,
descriptive and informational demonstration of locations, etc.) or leaning
towards theatrical (like ascene in the shot, a dialogue, a dramatic situation).
The ratio between “cinematographic” and “dramatic” may be skewed in a
series. Missing this paradox leaves many layers of series’ meaning out of
the research scope, or makes one interpret certain elements of its form as
an omission, a weakness, a failure.

Sothe subject of this paper is the layers of meaning in Game of Thrones
series that can be adequately read rather through comparison with some
motifs of the classical West European drama. There are themes, after all,
that did not lose their relevance throughout centuries. Contemporary
popular culture is frequently engaged in an internal polemic with the
classics or continues developing the form-containing layers built into it.

Our research twist does not contradict the perception that a
successful series is a commercial product; in this case, a part of a trans-
media commercial project. Anything someone decides to sell can become
a product, though. And, vice versa, if a certain work is not functioning or
was not, in its time, functioning as commercial, this does not mean that
it lacks the “product” potential. However, these are issues of a work of
art’s destiny in the outside world as an object of manipulations. “Product”
elements can be found in works by many great classics. The existence of
such elements does not, however, preclude the presence of a full-blown
artistic form with its internal laws of organization. Without reading this
form, it is often impossible to say for certain what part of it could provide
high social and cultural relevance that is usually the reason for commercial
success. Our goal, consequently, is seeing the central semantic node that
made Game of Thrones an undoubted leader among 2010s series.
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FROM BAROQUE ADVENTURE TO POLITICAL DRAMA

With almost no changes in the external style, the last season of Game
of Thrones shifted drastically towards art house, meaning that creators
of the screen production stop spending every second of screen time on
viewer’s entertainment. They no longer care for his/her psychological or
physical comfort, for informational transparency or understandability of
screen action, for possibility to extract enhanced doses of enjoyment from
watching. It is this fact that, in our opinion, causes the protest of the broad
audience used to illusory visuality on screen.

Throughout the seven seasons, the audience was watching an
adventure fantasy cinematic narrative. One with multiple characters,
intense events, brutally picturesque, “baroque” in its feast-like contrasts
of beauty, luxury, magic—and genuineness of earth, sand, blood, dirty
physiological content. Cinematography of the whole could, however,
include materials from the theatrical culture now and again. For instance,
Joffrey’s wedding scene (Season 4) featured a performance in the early
17%-century anti-masks style of the Tudor court. Costumed dwarves were
a clear reference to sketches by Inigo Jones who staged British court
performances [9]. In Season 5, the theme of street theater in a city square
became an important element, reflecting recent dramatic events of the
Westeros court life. But the language of screen art visibly dominated the
series.

In Season 8, the visual “baroqueness” manifests but rarely. The screen
illusionary showmanship recedes into the background time and again.
And we are facing rather a “political theatre” on screen — agonizing, hard,
not witty or picturesque. If we take into account the advantages of “two-
step definitions” of the synthetic work’s nature that Yury Barboy wrote
about, considering them to be more scientifically correct [8, p. 227], the
series’ seven seasons were more of a fantasy adventure cinematic novel.
The eighth season, though, gravitates towards fantasy drama whose
cinematography is sometimes completely dimmed and sometimes erupts
convulsively.
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Elements of the adventure genre naturally stayed. But the main
property of adventure aesthetics disappeared—according to it, even the
most dreadful events, the most heart-wrenching emotions must serve the
recipient’s aesthetic pleasure. In this case, though, the aesthetic pleasure
could no longer be extracted continuously or easily. Instead, the series
showed what became its real concerns and interests by the time of the
necessary endgame. That is, the series created a conceptual publicist
statement under a fantasy guise of a screen show. The eighth season
confirms, with a vengeance even, that the things happening on the screen
relate not so much to the Middle Ages or the Baroque era but rather to
our times.

DECIDING WORLD’S FATE IS ENTRUSTED TO SUPER-INTELLIGENCE

Let us start with the gloomiest part—the end that we, however,
have been warned about in the very beginning—in the opening. We have
already mentioned that in previous seasons, the image of a Mechanism
dominates it, which in its turn is a kind of a multi-system of individual
elements, functions, actors, and circumstances [10, p. 250-251]. Living
beings also featured in the opening. The dynamics of the opening was to
a large degree organized by the wish of the series’ authors to give an idea
of the map of the Seven Kingdoms [11, p. 15]. By the final season, no living
figures were left the continuously changing opening. The flyover became
too confident and rapid—no dragons or ravens, two- or three-eyed, fly at
such speed; only thoughts in the pure speculative space.

The mechanism reigns with a sovereign power, while we are allowed
into its entrails—a complicated, continuously changing viscera that look
like an endless testing ground for several-lives-long initiation. In these
viscera, the Iron Throne emerges and bristles again, forged from the
swords of fallen armies’ warriors. Nothing except this mechanism, throne
and the winding path with sigils of the most significant houses exists any
longer. The spiritual, individual, personal and even chthonic is no more
included in the model of the universe.
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The last large-scale scene of the last episode obviously leans toward
theatricality, moreover, slipshod theatricality—so even if plastic bottles
get into the line of sight, they shouldn’t interfere with the perception. The
scene looks like a pre-premier run or a “closed-doors” dress rehearsal. And
this was by no means a rehearsal of an adventure story — rather a dispute
drama, as Bernard Shaw would have named it. A conversational dispute
play is always devoted to today’s concerns of the people. The final of
Game of Thrones is a dispute on today’s world, power, and management
strategies.

The set-up is frontal, symmetrical and therefore boring but its
sense is very symbolic. The best people of the Seven Kingdoms, the
most respected, ambitious, intelligent and tenacious lords and ladies
are sitting in a semi-circle under a narrow tent on primitive scaffolding
rigged up in the midst of a ravaged city. This is a political scene on the
ruins of the civilization. And in front of everyone, in the center, stands
Lord Tyrion (Peter Dinklage), almost in chains, just brought under guard
from confinement whence he had been sent by Queen Daenerys, who
was murdered by the time. And this short person with a shaggy head of
hair, unshaven and unwashed for a long time, exhausted with the recent
events, continues, in essence, to run the Westeros political life. While
Grey Worm heading Daenerys’ troops is trying to procure some decisions
concerning Tyrion’s punishment (for his refusal to serve the Queen),
Tyrion himself persuades everyone assembled of the need to elect a new
king who will give orders and order destinies.

The outside action is minimal, the emotional dynamics is slowed
down, no high-pitched dialogues were written. And this can be considered
a disadvantage of the episode. But this tiresome talkfest has important
content.

Consciously or not, writers are showing a world rebuilding itself as
it goes. Here, the one who has some ideas and the ability to articulate
them persuasively begins to call the shots. Physical force and power, even
physical and social freedom has nothing to do with it. Everyone listens to
Tyrion because they have no ideas of their own; they are not even used to
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move through life by “ideas”. But the era of ideas is suddenly beginning.
And the viewers immediately get into the thick of it.

Lord Tyrion’s suggestion of appointing Bran Stark (Isaac Hempstead
Wright) as King causes first bewilderment and then approval for two
reasons. They cannot propose another adequate candidate because,
among other reasons, one simply does not exist. Besides, no one but
Tyrion is capable of overcoming personal ambitions and proposing another
person, not themselves as a king. Most are secretly thinking of themselves
but stay silent. One of the lords—Sansa’s and Bran’s uncle—stands up
and starts recommending himself in earnest but he is immediately taken
down a peg. He is not a villain but a simple-minded person who decided
to articulate a position similar to those of others. Each one is capable of
wishing to see only themselves on the throne—or not ready to deal with
politics at all, like Gendry Barratheon, a bastard of one of the previous
kings.

Itis very indicative that the right of blood is no longer even considered
as a reason for obtaining the crown. We seem to be shown the history of a
societal shift from monarchies with elements of tyranny to elected power
in the abstract.

But this is not a step from bad to better—that is the point of the
whole story. Game of Thrones is always a cruel game and one evil is
replaced by another and the third one here. So changes should not be
interpreted as a positive step towards “democracy”. The emphasis is on
the fact that the coming period is transitory in all senses: from known
to the unknown and hardly foreseeable. In this respect, it is similar to
modernity that Zygmunt Bauman described as follows: “today it is as hard
as ever to say that ongoing changes have any pre-defined direction; they
catch us off guard, we do not expect or foresee them. <...> We are in the
time of interregnum, a condition of uncertainty... we do not even know
how to foresee the course of events...” [12].

Series’ dramatic writing appropriately makes Tyrion a facilitator of
the “transition period”: an outcast has the right to “get even” in a way.
For it is the category of getting even that both the final season and
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our today’s reality think in. A happy end is not possible in this reality.
Happiness is out of fashion. But several chosen ones may get even, or
the world as a whole may get another chance. Art striving to harmonize
the ultimate picture of the world frequently strives to give everyone their
due, to punish or console characters according to their behavior and inner
essence. And when the authors act as just gods, it does not necessarily
point at exclusively entertaining works. Shakespeare’s The Tempest and
The Winter’s Tale have this message, too.

Game of Thrones also doles outa portion of final gifts and punishments.
Many of those who committed unseemly or horrible deeds in their past
die in the battle with White Walkers or during the destruction of the
King’s Landing. But after that the series focuses on changing “trends”, on
identifying new favorites of the new era.

Bran crippled by Jaime Lannister, representative of a previously
dominant aristocratic House, has a “return match” in store for him. Sansa,
Bran’s elder sister, will also get her due. But neither of these eminencies
occurs because a reward should be granted to children of the murdered
Warden of the North, unjustly oppressed and prosecuted; it occurs
because they are suitable for the new era of management.

In her behavior, Sansa (Sophie Turner) adopts Tyrion’s style who
continued to control events instead of vindicating himself. Instead of
recognizing Bran as the King, like the others do, Sansa makes a condition
of her loyalty to her brother—independence of the North. She speaks
of freedom from an oath as of an indisputable and the only just thing.
The feeling of the right moment, the speed of thinking, the pragmatic
response and the unflinching assurance of her personal position as an
objective truth—this is a recipe for success. It is almost a manual for the
tactics of managing things efficiently. The scene ignores all opportunities
for ramping up the conflict. All the pressure is created not inside the scene
but in the space between viewers (who expect the arguments to escalate)
and the characters (who begin to be dominated by those capable of
avoiding disputes and keeping open conflict at bay).
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Bran who was appointed King is not a warrior or a lover, so far he has
not been doing politics with wars and murders as all the others have. An
illusion exists that things will be more peaceful with Bran. He is beyond
love or pleasure, beyond money-grubbing or sanctimonious “blessed
foolishness”. He will not sire heirs inherently aimed at the power struggle—
and that is why he does not generate a pre-existing fear. So everything
begins from the lower layers of the proverbial Maslow’s Pyramid, from the
sense of safety inspired by Bran who moves around in a wheelchair yet is
capable of travelling in time and seeing everything.

None of the characters is bothered by the fact that the new king is
therefore removed from many human notions. He is human by origin
but currently a free super-personal intelligence, a function of memory,
super-vision and super-knowledge. An autonomous information system,
almost free of feelings. As Maria Shteynman writes, in the seventh season,
“weirwood trees from northern godswoods form a single information
system, not only in space but also in time. <..> Connecting to this
system, Bran gets an opportunity not only to see pictures from the past
in trees’” memory but also to interact with them” [13, p. 156]. Shteiman
also remembers Cameron’s Avatar that showed a single network of
informational and spiritual being on the planet of Pandora and this network
was also shaped as a forest [13, p. 157]. Incorporeal super-personal
conscience acquires shapes of a sacred natural principle but demonstrates
the capabilities that belong to the latest technology in today’s reality.

Of course Bran does not look like a computer but they do have
something in common. As the character himself says, he does not want or
feel anything. How disappointed in human feelings and urges you have to
get to consider it a positive thing in the early 21 century...

Today, the world rather needs super-capabilities of a virtual
intellectual, as the series believes, or at least these super-capabilities
have the most chances of managing the humanity efficiently. These new
priorities are what the eighth season is commenting upon. On the fact
that intelligence, calculation, emotional neutrality and the ability to look
into the future are going to rule instead of brute force, physical action
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or feelings. Only people with brains and without bad habits, or tired of
bad habits can be successful in politics. They need the rescued humanity
to have someone to manipulate. On the other hand, great hero saviors
in comparison to whom everyone else would look like egoistic or feeble
shadows are no longer needed. That is why the series’ central character,
Jon Snow, previously seen as a king by many, is completely removed from
the circle of persons governing the state.

WESTEROS IS ELSINORE WITHOUT A HAMLET

The composition of Game of Thrones appropriately traces its origin to
Shakespeare. The series borrowed multi-character political peripeteia and
the very subject of a frantic struggle for power from his chronicles. (It is no
coincidence that Shakespeare’s chronicles themselves were successfully
adapted in Hollow Crown miniseries.) For a contemporary viewer, this is
one of the most coveted subjects, a kind of a “phantom interest” of the
majority that is completely out of touch with power, especially political
power. The art gives an opportunity of partaking of the problems of power
in a virtual world, making up for the deficiency of this inclusion in real life.
Or seeing series’ conflicts as more vivid and spectacular shadows of the
same horrors everyone can face in a local community, be it a professional
corporation or an informal “coterie”. The same things are encountered
there, after all, that overcrowd the world of the Seven Kingdoms—foul
play, backstabbing, treachery, cunning, corruption, desire to rule, humiliate
and inflict punishment with the means available.

L.E. Pinsky mentioned the connection of the chronicles with relevant
problems of the English nation state of Shakespeare’s times as their
peculiar feature [14, p. 126-127], while we can acknowledge that super-
national problems, problems of the whole world, peripeteia of inter-
state relations turn out to be the most relevant in the globalization era.
So Game of Thrones is, in a way, our disguised chronicles. On the other
hand, it has fantastical, fairy-tale elements and exotic locations that were
characteristic of Shakespeare’s tragedies—for the reason that this genre
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aspired to discuss eternal humanity’s conflicts, merely updated to a certain
era. Any location for such conflicts is an abstraction.

If we consider Game of Thrones from Shakespeare’s perspective, it
is obvious that the “major plot” leans towards the “state of the world”
drama, as Pinsky would have named it [14, p. 270]. However, this is a
social drama with an open final, not a tragedy. And despite the existence
of a whole series of Shakespeare’s themes that we will emphasize from
time to time, this is definitely no Shakespeare. As we discuss the series’
links to Shakespearean drama we are not inclined to exaggerate their
intrinsic alignment (that actually occurs in the Western cinematic art
quite frequently, since its writers were learning the fundamentals of
their craft by studying, among other authors, Shakespeare and Moliére).
Let us overlook the scale of the talent and especially the difference of
formats. If Shakespeare had been forced to pad a plot for many seasons
his inimitable dramatist’s gift would have failed him too.

The main questionis different—why doesn’t even the most successful
screen production leaning towards Shakespearean vision of “time out of
joint” ascend to Shakespearean heights, which would involve creating a
grandiose hero? Why, with such a multitude of outstanding characters,
is there no large-scale hero like Hamlet, Othello or King Lear in Game of
Thrones?

Shakespearean influences are actually felt more strongly in women.
Cersei (Lena Headey) even continues the theme of Lady Macbeth’s
image in a way — figuratively speaking, this is Lady Macbeth in different
circumstances when she has to keep the power, not win it. Arya (Maisie
Williams) conceals Cordelia — always the unconquered and not submitting
to the etiquette. And her final decision to leave Westeros is reminiscent
of Lear’s position.

But today, people do not believe that love is a kind of cosmos and
therefore, if someone stops loving someone else, there will be chaos,
as Othello said. Chaos will not come, because love turned into a part of
“personal life” and lost the status of the most important, the most elevated
human feeling structuring the existence. That is why Othello is impossible.
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The heroic has been pragmatized and no one believes in a person
who can long live in an agony because of the lowly essence of the human
society in general, live by challenging this society and demonstrating their
own opposition — for no particular reason, not out of a desire to head
this vile society. That is why King Lear is impossible. All, even the most
argumentative characters of Game of Thrones, strive to something specific
and practical, not to identifying the society’s spiritual and ethical essence.

Besides, the art no longer believes in a synthetic character who can
simultaneously be a philosopher, a warrior, an artistic person and at the
same time a young man, like Prince Hamlet was. Jon Snow is obviously
similar to Hamlet in his drive for justice. He also has a penchant to saving
the world and lives by a certain mission. Neither of them is avaricious.
Neither is interested in the throne, the power. He cannot place the feeling
of love in the center and live by it when all around him comes crashing
down. When he comes back from the dead, he says what Hamlet who
doubted the arrangement of “the other world” would most probably
have said in his place: “There was nothing at all”. (Our idea of Snow’s lack
of religious feeling despite the parallels with Christ’s destiny is confirmed
in Yanina Soldatkina’s paper [15, p. 195]).

This ends the list of similarities between Hamlet and Snow.

Hamlet sees and knows the whole black essence of Elsinore, existing
in a permanent reflection of that, while his tragic consciousness “seems
to be autonomous from action”, as Pinsky aptly noted [14, p. 130]; Jon
Show, on the other hand, has no penchant for thinking or knowing. What
humanity is like is somehow not his business. Such a character cannot
have a “tragedy of knowing life” [14, p.127], he does not allow himself to
engage in evaluating and even less in blaming the society or humanity. It
is even less his task to express the known and the understood in lengthy
speeches. He would immediately have been branded as an old-fashioned
arguer. It turned out to be unaccepted and almost indecent to argue
in earnest and criticize the world in earnest with a hero warrior’s lips.
Besides, contemporary series assume that the broad audience is skeptical
about long clever soliloquies.
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Thinking and contemplating on screen is only allowed if you do it
with flair and in a remote manner, that is, with catchy cynical aphorisms.
This is a function of intellectual characters. And they, according to
contemporary art, cannot simultaneously be intimidating warriors and
particularly not self-sacrificing zealots of all humanity’s welfare. Their
purview is pragmatism, ethic degeneracy and lost youth.

So it turns out that Westeros is a very large Elsinore, only without
a Hamlet. And in this respect the image of this world is rather post-
Shakespearean, similar to the gloomy world of playwrights like John
Webster, Francis Beaumont and John Fletcher who are traditionally
recognized as Shakespeare’s younger contemporaries.

The present lack of faith in a complex, even universal hero reflects
the pragmatization and narrowing view of a personality in the post-
Renaissance era. It was embodied in the system of stage types, which, in a
sense, did not grow outdated in the popular culture even by the beginning
of the 21% century. Jon Snow is a warrior without fear and beyond
reproach, a disinterested and honest person. So he cannot speak like an
intelligent, educated subject thinking in complex and sophisticated ways.
He has to be a man of few words; it is better for him to live by unarticulated
impulses but not play a madman. He is anti-Hamletian and even boring
in his behavior. That is why the “entertaining” decorative feature of Jon
Snow’s (Kit Harington) appearance is so important: “nice-looking, victim-
like, elegant young man of the type adolescent girls like...”, as Maria
Grafova has put it [16, p. 58]. If Jon wasn’t so curly-haired and handsome,
he probably wouldn’t have won the love of the multi-million audience.

He is established as a deeply moral and self-sacrificing character, a
doer rather than a thinker, but Jon Snow nevertheless represents a unique
position in the Seven Kingdomes. Inside, he serves no one; personal loyalty
is not his religion. And that is why in case of a really great need he is
capable of killing a loved one despite everything. He will be motivated
by a high-spun idea, general salvation, the greater good or just revenge.
For that, pragmatic and ethically ambivalent Tyrion takes Jon Snow out
of the political game. As historian Lev Gumilev would have said, such a
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knight simply needs to be sent off somewhere far from the civilization.
Not because he is too passionarian but because he is too radical and
suprapersonal in his humanism. For the sake of humanity’s future, he is
ready to give up the life of a specific and individual person if this person
poses a threat to everyone. The series does not seem to know how to treat
this position, which makes this character somewhat “underwritten”,

Snow was capable of letting a horde of wildlings inside the Wall
against the disagreement of many of the best and most respected
warriors. He was ready to stop classifying people into the civilized and the
uncivilized; he saw that the main and inviolable division was into the living
and the undead. He was collectively murdered for this humanism and far-
sightedness. And after being resurrected he proved to be capable of killing
the woman he loved — again, out of love for humanity. But Jon Snow is the
only one like that — looking as a man of the sword but in his heart, a post-
individualistic radical who thinks in a too abstract manner. No one but him
is burdened with the love for humanity in general.

From the look of it, the series, when it establishes Jon Snow as a
perfectly positive, not an ambivalent character, gives the viewer a certain
angle of looking at the world, too. Some of its bad laws are considered by
the series to have no alternatives, so viewers are not invited to pull their
hair out because of that.

WHAT DO WE SAY TO THE GOD OF MERCY? “NOT TODAY!”

The proposal by the intellectual and fat Sam (John Bradley West) to
hold the general election fails miserably. Game of Thrones does not believe
in democracy as a phenomenon of collective management in which large
human masses are involved. The real institution, as the series says, is
oligarchy of people with sophisticated thinking, capable of controlling
themselves, compromising and finding ways to reach an agreement with
each other. Assumedly, the real power is therefore incapable of relying
on big capital [4], and that is why everyone who possesses it does not
participate in the discussion of governance at all. The minority can be
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financially well-off and “advanced” enough to really push the world
forward. The majority cannot. It should not be allowed anywhere near the
politics, the series says.

The crowd can be either a victim, as in the penultimate episode, or a
collective torturer and murderer with impunity, like the Dothraki army or
the capital’s inhabitants jeering at naked Cersei walking to the Red Keep
in the end of the fifth season. In this regard, Richard Tempvist articulated
the idea of Game of Thrones’ lacking an image of the people very
accurately: “A ‘people’ was invented by Herder, i.e. in the 18th century.
The starting point from which the plot is developing references us to a
completely different, pre-historic, or in any case pre-Modern period. That
is why there is really no people there.” [17, p. 250] Formally, there is no
people or nations “yet” in the Seven Kingdoms’ chronology; but this is
the case because there is “already” no people or nations for many of our
contemporaries, for George Martin and the series’ authors; these are no
longer relevant categories, the faith in them is rapidly eroding nowadays.

It is very indicative that the best of the best did not assume the
responsibility for Daenerys’ unrealized “ethical education”. Tyrion
mumbled a couple of phrases to the effect that their approving executions
in various areas created a feeling of her own infallibility in the Queen of
Dragons. But Jon Snow did not even try to support this conversation and
repent in his turn.

In a word, this elite has never truly realized its horrible attitude to
other people’s lives, never criticized its loyalty to the right to take away
lives. On the contrary, the last murder committed by Snow confirmed the
relevance of the whole system of violence as the most effective measure
of changing the global landscape.

So the world has learnt almost nothing, again. And this is the
spontaneous theme line of the whole story. It all in fact started not only
with the cruelty of obviously evil Lannisters but also with the cruelty of the
“good” Ned Stark who executed a person daring to desert from the Night
Watch for an extraordinary reason, the essence of which the Warden of the
North never got to, dismissing the news of the White Walkers (that almost
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exterminated the whole humanity in the last season). In other words, the
noble Ned Stark took a life because that was the custom, without showing
mercy or political far-sightedness. Soon afterwards, he agreed with the
need to kill one of his beloved direwolves—by an unjust demand of Queen
Cersei. He dealt with that almost like Gerasim from Turgenev’s story but
the latter was a serf, while Ned Stark was the Warden of the North. As
soon as his friend, King of the Seven Kingdoms, passed away, bequeathing
that Ned protect his children, Ned Stark broke that oath. He did that out of
good intentions but that was also an oath, and he had recently executed a
person for breaking an oath.

In other words, the events of the first season sprung out of incorrect
actions and multiple “missteps” of a noble character who was soon
mercilessly executed by his foes. In the middle of the multi-season
narrative, cruel executions are committed by Snow in Castle Black when
he dealt with conspirators, a child among them. And in the eighth season,
Lord Varys (Conleth Hill) discussing that it would be preferable to put the
more humane Snow on the Iron Throne instead of Daenerys, shows with
his eyes that Daenerys would have to be eliminated if this plot succeeded.
Varys himself will soon be incinerated by Daenerys’ dragon but before
that the advisor is planning to poison his Queen. Any willingness to make
sacrifices here is relative and situational. In his time, Tyrion committed
patricide—but before that his father had given an order to execute Tyrion
for a crime he never committed. And so on.

Everyone in this world is potentially not only a victim but also an
executioner. Not only an executioner but also a victim. Almost all of the
story’s key figures are therefore linked with a shared system of values
and morals, whether they accept it or are trying to think of themselves
as oppositionists. (Here, again, we can feel the traditions of Shakespeare’s
view of Elsinore as a world where it is impossible to stay uncorrupted by
the horrible morals, lack of respect to the death, a cruel game element
used not only by Hamlet himself. The play’s main character was going to
cure the “time out of joint” but he himself proved to be a part of that
“broken joint”, too, turning into a direct and immediate murderer.)
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One of the “positive” slogans in the world of the Seven Kingdoms was
driven home to young Arya by her valiant fencing teacher: “What do we

17

say to the god of death? —Not today!” This inspirational expression lends
the heroine strength at extraordinary times. But Westeros daily lives by
another, non-articulated truth: “What do we say to the god of mercy?—
Not today!”

Daenerys (Emilia Clarke) talked about her wish of “breaking the
wheel”, meaning the wheel of power. The traditional theme of the Wheel
of Fortune is therefore applied mainly to the political elite. No one was able

|H

to break the “wheel”. They were only able to hand it over for “steering” to

someone who has never yet used this wheel in a bloody way.

A BATTLE FOR SURVIVAL—A HEROIC INTERMISSION

But before the world makes a step forward, towards the ‘politics of
ideas’ era, without praying for forgiveness or even taking the time to realize
its global sins, a perfectly harmonious third episode will take place where
the decisive battle between humans and the Night King’s army occurs.
No beautiful battle scenes or monumental battle dynamics in general.
Ragged frames. Slipshod editing with sagging plot parts and confusion.
Intermittent pulse rhythm. Dark misty emptiness, breathless expectation
and horror of disoriented mortals, be they on the wall or in the crypt.
A feeling of their own uselessness in Sansa and a number of other key
figures of the whole story. Magic of the sorceress Melisandre (Carice van
Houten) that only works after countless spells turning into a desperate
plea but only delaying White Walkers’ new offensive by a few minutes.

No unconvincing beautiful heroism from those who are not capable
of it by their very nature. Hound, flattening himself against the wall, forced
into stupor by realizing the impossibility of a proper fight with the undead
horde. Sam, literally scuttling from White Walkers on the battle field.
Convincing heroism of those who cannot comprehend themselves without
it. Little Lady Mormont, piercing the undead giant with a dagger with her
last bit of strength, while her bones are crunching in his huge hand.
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Music (by composer Ramin Djawadi), falling silent and recurring like
the last drops of human energy and blood, collected with difficulty, like
agonizing impulses of humanity’s wasting powers. Music, communicating
a physical experience not of a remote prospect of perishing but of
irrevocable, immediate, already happening complete extermination.
Music expressing Night King’s placid confidence in his almost achieved
victory. Sounds of battle—subdued, as if eclipsing, as if heard by a dying
human consciousness.

Wordlessness, contactlessness, powerlessness... No heroic deeds by
Jon Snow. Uselessness of dragons. Daenerys and Jon mounted them and
surged up but could hardly do anything from there, fighting the snow storm
away from the battle. And here are both dragons, helplessly swinging in
the snowy night sky like the harmless avian...

Darkness, stillness and silence define this culminating battle shot as
unlike Hollywood blockbusters’ artifice as possible. This episode with its
high cinematographic quality leans towards a style that could be dubbed
“night impressionism”.

Arya’s emergence from the darkness and murder of the Night King
look like a desperate, almost unnoticeable, convulsive motion, not a
legitimate victory. This was a fluke—in the sense that its fact is not capable
of cancelling out the high chance of complete extermination of all human.

Today, survival actually concerns cinema more than a triumph. And
here, in the third episode, there is also a victory that came by a miracle
and is no triumph. All triumphant intonations, so traditional and expected
in such mega-plots, are weeded out of the screen matter. No euphoria, no
joy, no relief or tranquility—not for a second of screen time.

The episode ends not with experiencing the fact of salvation but
with realizing the irreplaceable losses. In this grief, everyone is lonely and
small. And only the gesture of a giant dragon covering Daenerys who is
crying over Ser Jorah’s (lain Glen) body with his wing and kind of creating
a “living grotto of suffering” is capable of conveying the sense of union
of all living things—human, animal and magical. This union does not
cancel out the need for voluntary reckoning for past crimes. The cruel
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but sometimes useful servant of the Lord of Light will take her own life—
without pathetic showiness, or repenting goodbyes, or remorse. She will
simply walk into the snowy field, take off the magic necklace keeping the
energy of her prolonged existence and let it fall. Stumbling a few steps
farther, Melisandre falls and stays lying in the middle of the waste as a
piteous hump. There is no joy of vengeance in it, or melodramatic regret,
only the bewilderment from how easily those who possess super-human
abilities passed away. And from the sight of how little is left after a person
and their magic.

The series shows that people are not masters of the situation and
does not enjoy the great dramatic scene with intelligible spiritual impulses
and spectacularly shot duels. Humanity represented by key characters
cannot and should not enjoy itself forever and involve the audience in
this attitude. The episode is structured around the sense that the threat
of humanity’s death is not a genre invention but an actual danger and
it can come into the spotlight again at any time. Only its appearance
and the subjects attacking the human world are fantastical here. And,
paradoxically, this is still the happiest danger, struggling with which is a
short breathing space in the series of humans’ violence against humans.
In the context of the main political plot of the eighth season, the third
episode is a “heroic intermission” and a false happy ending preceding the
new stage of complication in the society’s life.

CATASTROPHE OF THE WORLD OF POWER. KLEIST-STYLE

As Jaime (Nikolaj Coster-Waldau) confessed, he never cared for
Westeros inhabitants, he only cares about Cersei’s fate. He is not the
only one who thinks that way. As it turns out, Daenerys cares little for
absolutely everyone if they are not Missandei—a world without her
does not deserve mercy. The series shows almost complete loss of value
of unknown masses’ lives—lives of the crowd—against the acutely felt
value of life of a loved one. People are governed by passions bordering
on manias. Personal couplings of fates are elevated as the ultimate value
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even against the drive for survival. This can be read as a certain resistance
against the little significance of an individual, their feelings and their life
for the big politics. This is the selective disastrous humanism in the world
of power and hatred.

If it was not for Hound’s (Rory McCann) desire to get even with his
brother, he would have found a way to kill him without killing himself,
not rushed into a blazing abyss together with Gregor. But that was the
only way Hound could express and exhaust his hatred. If it was not for the
desire to be with Cersei in a moment of mortal danger, Jaime could have
lived. But only his coming into the city and their death together under
the ruins of the palace could express his attachment to his sister. If it was
not for the public execution of Missandei, Daenerys could have probably
stopped in time, the city would not be destroyed, its inhabitants would
not be burned and the Queen of Dragons herself would not have been
killed by Jon Snow who loved her.

Queen Cersei signed her own death warrant and that of all capital’s
inhabitants by executing Missandei (Nathalie Emmanuel)—Daenerys’
only true friend. From the political point of view, Missandei was only an
interpreter, a function of mediation and co-presence with the high and
mighty. In the general context of this power struggle, Missandei is the only
saint: she has not committed a single crime, she has no brute force, no
power, nor does she need them. Even the capability of influencing the
high and mighty she only plays with, unlike Tyrion and Varys. The death
of selfless Missandei, however, is a watershed, a culminating link in the
“wheel of power’s” life.

After all, Daenerys sees herself in Missandei—a lonely girl deprived
of her home and motherland, only without dragons, an army or super-
human abilities. Arya, Jon and Ser Davos contemplate in horror what is left
from King’s Landing—something like Pompeii that was also exploded after
the volcano eruption. And the snow of a long winter as a danger turns
into a whitish flying ash of burned bodies and a burned civilization. All this
to avenge a certain interpreter from Naath Island, i.e. retaliation for the
power’s habit of mocking women’s weakness, femininity, vulnerability and
loneliness.
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Behavior of the Queen of Dragons who turns into a flying volcano
rhymes with behavior of Amazon Penthesilea in the eponymous romantic
tragedy by Heinrich von Kleist (1808). Infuriated by Achilles’ flippant
attitude to her love and the expectation of respect on his side, Penthesilea
“approaches him with hordes of elephants and sets her mad hunting
dogs on him. He is torn into pieces, and Penthesilea herself, who does
not remember who she is, tears Achilles’ body apart together with the
dogs”—the one she was in love with [18, p. 427].

Enraged Daenerys cannot stop her attack on King’s Landing even
when the city is ready to yield. She rushes above the conquered city time
and again, leveling with the ground the place where they did not want
to allow for the possibility of her victory, where she was not considered
to be a worthy opponent, a significant political figure. Not in a love
struggle but in a clash with another queen, Daenerys cannot bear that
herself and her friend were not taken seriously, that Missandei’s life was
just collateral damage and a symbol of her own, Daenerys’ vulnerability.
Queen Cersei, to quote Berkovsky’s words on Kleist’s characters again
“considered belligerence to be a whim... looking lightly at the weak one’s
drive to equality, did not wish to understand that she was dealing with
actual things possessing formidable power.” [18, p. 427]

The view of the world in Game of Thrones rhymes with the view of the
world painted by the German romanticist: “it was in this tragedy by Kleist
that the world is presented as a giant empire of power, as an arena of forces
pitiless to each other. The equality is the fact that every man and every
woman is allowed to practice their own power <...> animal competition
of inherited and acquired advantages is in motion, society’s aggressive
instincts are legalized, all human traits inherent to them are hidden in
people and no longer emerge to the surface of life.” [18, p. 422-423]
“Kleist’s tragedy is a romantic presentiment of the fact that differences in
the world as it is given to them today are fading and everything is moving
towards death-like uniformity.” [18, p. 425]. A horrible “smoothing out
of gender and gender differences” was going on [18, p. 425]. Essentially,
these words by Berkovsky are applicable to the world of Westeros as if they
were written about it. Male values are dominant here; the female principle
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is forced to adapt to them, which most female characters do with varying
degrees of success. Many contemporary researchers see a positive sign in
the treatment of the female theme by Game of Thrones — a demonstration
of the fact that women are beginning to assume the right for their own
choice of destiny [3, p. 169]. But female characters’ enhanced activity
and belligerence does not stimulate the society presented in the series
to respect someone’s femininity and weakness. So female characters’
conquests should rather be considered as continuing unsolved problems
relevant both for the Seven Kingdoms and the contemporary reality.

METAPHYSICAL FETTERS

As early as in the second mega-plot of our time, authors’ obvious
concern with the fact that the world, however civilized, complex and
diverse it is, continues to be structured by brute force, can be felt. The
measure of power is force; the measure of the right to rule is also force.
This frustration could be read even in Harry Potter’s story where the
Wizarding World was rather a metaphor for a community of thinking
people to whom it makes sense to make great demands and high claims.
This world, including Hogwarts and Ministry of Magic with all their
extraordinary properties, still has not developed any principles capable
of stopping the most cruel and power-hungry being from getting all the
power—for the second time, after once already surviving the experience
of his accession [19, p. 8-18].

On the path to the final of Game of Thrones, the lack of close-ups
and extreme close-ups of dying and dead characters is essential. We can
only see from a distance how the Mountain beheads Missandei standing
on the edge of the wall, how her body and head fall down separately.
In the long shot, Mountain and Hound fly down from the crumbling wall
in a deadly struggle, towards the raging flames. After the battle, Tyrion
finds Jaime and Cersei among the ruins of the palace—only their heads
and shoulders are visible, both corpses are lying next to each other
under a pile of stones, covered with grey dust and seemingly turned into
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anthropomorphic “wreckage”. No details of unburied bodies’ being. No
blood. And no funeral.

A person in death loses its material structure more and more, is
dematerialized and less and less entitled to a ritual burial and “paying last
respects”. The less ritual action is on the screen, the smaller the illusion of
arranging the world like Shakespeare does. No Fortinbras will come here
to take up the bodies. The world will stay as completely disarranged as it
is now.

It would have probably taken Shakespeare, Kleist or Pushkin to
write good dialogues and soliloquies for Jon Snow before and after
killing Daenerys. The problem of ridding the world of a new tyrant is
actually hard to package into light dialogues. It would rather take writing
a philosophical essay or making long author’s digressions. This does
not correspond well with the fantasy series format. But the problem is
not verbally justifying or mourning the need to eliminate the Queen of
Dragons who was recently a sufferer sold out to savages. The problem
is, the series does not think it necessary to invent anything else except
the personally committed killing. Daenerys could have gone mad and/
or died by the force of destiny, could have realized what she had done
and commited suicide, could have been publicly condemned by the most
respected lords and subjected to a physical execution or ostracized. It is
not about lack of fantasy; it is probably about lack of faith in the efficiency
of all alternative ways of taking a human beyond global impact on the
fate of the world. Nothing better than murder has been invented yet, the
series seems to be saying, so stop pretending the law, order or any kind of
collective will matters.

As people fail to show any attempts at demonstrating their critical
attitude to the whole institute of power, the dragon—the child of the
stabbed Daenerys—proves to be the only intelligent person in the last
episode. Poking her body a few times with its huge snout and making
sure she is not breathing, the dragon utters a suffering roar and aims his
flame not at the direct murderer—Jon, but at the Iron Throne, the symbol
of great power. And the dragon does this until the throne begins to melt
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and turns into streams of lava-like matter. But even its motion seems
dangerous, aggressive and treacherous.

Until the concept of total power exists, there will always be blood, fire
and insanity around it. Judging by what is happening in the 21 century
on our side of the screen, the concept of power cannot be cancelled by
anyone.

The dragon picks dead Daenerys in its huge clawed paw—there
is something very sensible in this motion—and carries her away across
the endless vastness of the sky. A gesture of mistrust to all humanity,
unwillingness to leave the murdered queen for burial by human customs
looks like a conscious and justified action expanding the borders of
humanism. The dragon is no worse than people here, and in some respects,
more intellectual and emotionally sophisticated.

Arya’s decision not to return to the North, not to stay in the capital
but set forth “where all the maps stop” rhymes with the dragon’s behavior.
In this action and the intonations the character used to communicate her
plans, one can feel not so much wanderlust but rather a judgment to the
known world. It does not work for the young heroine, she cannot stay
in there. Let there be something else, not here. If traditional characters
of adventure novels turned out to be just as beautiful, pure and full
of cheerfulness in the final as they were in the beginning, as Bakhtin
noted [20, p. 127], the exact opposite is obvious in Game of Thrones.
The experience and new horrible knowledge are the “fetters” that now
accompany characters wherever they go. But these metaphysical fetters
are easier to wear in the land of the new and the unknown. In here, the
potential for possible shreds of harmony has already been exhausted.

The complete lack of sweet loving couples in the final of the whole
story is indicative. Couples are dead or broken. And even Sam and Gilly’s
marital happiness is not captured on camera. Those for whom no passion
ever comes first gained relative social success. Only warrior female
characters survived—Lady Brienne and Arya, i.e. carriers of the series’
key female archetype [21, p. 43—47], along with Sansa who is prone to
patience, craftiness and calculation. Bran was the only surviving child. The
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other descendants of royal families along with commoners’ children, not
only did not make it to the final but actually died a violent martyrs’ death.
Y. A. Bogomolov recently wrote about the role of the child’s image and
“technique” in contemporary media culture [22, p. 47-49]. It is perfectly
obvious that depreciation of children’s lives is actually a recurring theme
in contemporary screen plots and it can be traced quite clearly in Game
of Thrones, too.

In conclusion let us repeat that despite numerous resonances with
Shakespeare’s and Kleist’s tragedies, Game of Thrones is not a romantic
tragedy, nor a Renaissance one. Great predecessors have already spoken
about the horror of human society. In that playwriting, despair at the
sight of its insolvable conflicts reached an extraordinary level. The vision
of the world was laced with authors’ uncompromising critical energy.
A significant portion of this energy was embodied in central characters’
attitude. But today, the situation is twofold: the view of the world in a
contemporary series includes many of the same horrors that were outlined
by Renaissance and Romantic art. The goals of depicting them, however,
transformed along with the attitude to them. It hasn’t turned positive, of
course. But the critical attitude faded significantly.

The large screen format intended primarily for lengthy entertainment
and secondly, for reflection, aims to keep the audience on its toes and sort
of attune it to the demonstrated and very recognizable picture of the world.
Intonations of uncompromising rejection of human society’s disharmony
are receding. They are replaced with intonations of forced recognition,
since this disharmony seems to be inevitable and insurmountable. Which
is why it is better to adapt to it mentally—the humanity has no other
world and no other soul and it does not expect to get any. Costumes,
climate, external threats may change; the principle of establishing power
may change—but not the general system of values and public morals.
This is the non-tragic attitude of Game of Thrones, as if telling its viewer:
Shakespeare and Kleist still hoped for something in the future but they
lived a long time ago and we have nothing to hope for in the early 21
century.
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Cepuan HBO «Wrpa npectonoB» Mo pomaHam UMKna [Kopnaka
MapTuHa «lecHn nbAa u NaameHu» cTaa OAHUM U3 CaMbIX 3aMETHbIX
N 0bCyKAaeMbIX 3KpaHHbIX NPOU3BEAEHUI NocnegHero AecATUNETUA.
Mpuyem nocnegHuit ceaoH «Mrpbl NPECTONOB» Bbi3Ba/ MHOMECTBO He-
raTUBHbIX PEaKUMI y LWMPOKOW ayauTopun. VX Bo/IHA pacTeT, KpUTUKA
cepuvasna CTaHOBUTCA XOPOLIMM TOHOM. 3ameydatoT NAacTUKOBble BYTblI-
KM Y HOT NepcoHa)kel, BoBpemsa He ybpaHHble U3 Kagpa. MpunommnHatoT
aHa/IorMYHblEe «IAMNbI» B PaHHUX ce30Hax. Paspatotca TpeboBaHUA nepe-
CHATb BeCb puHan.

Mesay Tem B COBPEMEHHOM 3anaaHol Hayke «Mrpa npectosoB»
aKTUBHO M cepbe3Ho uccneayetcs. OAHMX yYeHbIX MHTepecyeT cneumodu-
Ka pa3suTus Tembl CpegHeBeKkoBbs [1], [2]. Apyrnx — XyA0XKeCTBEHHble
BbICKa3bIBaHWUSA O reHAepHbIX Npobnemax [3] n 0bwecTBeHHOM Pa3BUTUN
[4]. Tak:Ke CIOXKET UMKNa POMAHOB W Cepuana UCMNONb3yeTcs Kak cobpa-
HMe NPUMepPOB NoBeAeHYECKMX Mmogenen n busHec-ctpaTeruii [5]. Takum
06pa3om, pacCMOTPEHUE LUUKAa POMAHOB 1 Cepuana NponcxoanT B Ana-
nasoHe OT KyAbTYypPOoJIOrMM U COLUMOJIOTUM A0 TEOPUN MEHELKMEHTA.

BosbWwMM Warom Bnepes B PyCCKOA3bIYHOM HayKe CTasa COOpPHMK
cTatei «Mrpa npecrosioB: NPoYTEHME CMbICIOB. VICTOPUKM U NCUXoso-
" uccnegytoT mup [xopaxka MapTuHa» [6], pa3sBopayMBalowWwero ms-
y4YeHuMe cepuana v UMKAa POMaHOB B CTOPOHY HE TOJIbKO MCUXON0TUN U
WCTOPUMN, HO TaK3Ke KyJbTYPOIOrUKN U TeEOpUM meana. K TeKcTam AaHHOoro
TpyAa mMbl byaem Heo4HOKpPaTHO 0bpallaTbesa No mepe HeobxoAMMOCTMH.

B flaHHOWM CTaTbe Mbl OCTAHOBMMCS UCKTIOYUTE/IBHO Ha cepuane [a-
Bnaa beHnodda n [sHunena bpetra Yalicca, npumeHas MeToabl UCKYC-
CTBOBEAEHMUS, a, TOYHEE, KNHOBEAEHMA U TeaTPpOBEeAEHMUA, ANA PAaCCMO-
TpeHua «Mrpbl NPecToNoB» Kak NPou3BeAeHUs BU3yaibHOrO UCKYCCTBa.
OT KynbTypoJIOTUM e 34eCb — BHUMaHWE K CoAepXKaHuio npoussese-
HWSA MCKycCTBa. B cBOMX NoAaxogax Mbl OCHOBbIBaeMCsi Ha Tom ¢dakre,
YTO 3KPaHHbIE UCKYCCTBA — 3TO CMHTETMYECKME MCKYCCTBa. Kak TOYHO
dopmynnposan Buktop OemuH, «byaem NOMHWUTb, YTO U TENEBU3UOH-
HbI 3KpaH, KaK M 3KpaH KMHOTeaTpa, Kak U TeaTpasibHble MOAMOCTKH,
npeanaraet He 04HO KaKoe-TO MCKYCCTBO, MYCTb Aae B YbWUX-TO rMnasax
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npoounvpyowee N BarKHelLIee, 3 MHOFOYUC/IEHHYIO CEMbIO, CBA3AH-
HYHO OHTONIOTMYECKOM HAC/NeACTBEHHOCTBIO, HO C HEOXUAAHHbBIM, He3a-
NAaHUPOBAHHbIM FEHETUYECKUM Pa3bpocom, C HenpeaCcKaszyeMbIMU My-
Tauuammy» [7, c. 4]. UccneposaTenb Men B BUAY HaNYME B SKPAHHBIX
WCKYCCTBAX Bblpa3uTe/IbHbIX CPEACTB, @ BMecTe C HUMKM — obpasos, Mo-
TUBOB, CIOXKETOB, aPXETUMOB, CBA3AHHbIE CO 3PE/IULLHBIMU UCKYCCTBAMM
W IUTepaTypoin, My3blKO M M3006pasnTesibHbiIMM UCKyccTBamKn. OaHaKo
B Hayane XX| BeKa elle 60nee o4eBUAHO TO, YTO CaMMU CUHTETMYECKUE
WCKyCCTBa — TeaTp, KMHO, TeneBuAeHE 1 Np. — TOXe «coobLiatowmecs
cocyabi». M nogobHO ToMy, Kak COBpeMEeHHbIl TeaTp CTPEMUTCA MHOraa
MCMO/Ib30BaTb 3KPaHbl M CPEACTBA BbIPA3UTENbHOCTU KMHO, TaK U 3KpaH-
Hbleé UCKYCCTBA HEPEeAKO aKTUBHO UCMO/b3YHOT 3/1IEMEHTbI CLEEHUYECKOM
3CTETUKM (BCMOMHUM, K npumepy, «Joreunnb» flapca ¢poH Tprepa nam
«BaHs Ha 42 yauue» Jlyn Mans).

B npousBeAeHMAX CUHTETUYECKOro TWMa, byab TO CNeKTaknb uau
dUNbM, COOTHOLIEHME PA3HbIX UCKYCCTB HE OAMHAKOBO, OHO KaKAbll
pas BbICTpanBaeTcsa no-ceoemy. Mo MeTKOMY 3aMeY4aHMI0 COBPEMEHHOTO
TEopeTUKa cueHndYecknx popm tOpusa bapbos, «Bnapl TeaTpa onpesens-
0TCA B cBOeW cneumduKke He TONbKO Ha OCHOBAHWUWU MPUHAL/IENKHOCTU
WX COAEPIKAHUIN, GOPM U A3bIKOB, HO U MO TOMY, KaKMe 4acTu CUCTEMDbI
CMEeKTaKNA OKa3blBAlOT B KAaXKAOM C/lydae pellalollee BAUAHUE Ha 3Ty
nNpUHagnexxHocTb» [8, c. 229]. 3To e CBOWCTBO NPOABAAETCA B 3KpaH-
HbIX Npou3BeAeHUAX. B cepnane Ha NPOTAXKEHUM PA3HbIX CEPU MOTyT
aKTUBU3MPOBATLCA PA3/INYHbIE KOMIMJ/IEKChI BbIPA3nUTENbHOCTH, TO bonee
cyrybo KuHemaTtorpaduyeckune (MoHTax, Urpa NJaHoB, ABUKEHME Kame-
pbl W Np.), TO IMTepaTypHble (HApPaTMB, 3aKaAPOBbI r010C, oNucaTeb-
HO-MHGOPMALMOHHBI MOKa3 MeCT AeNCTBUA U Np.), UK Ke — TAroTeto-
wme bonble K TeaTpasbHbIM, (HaNpUmep, MM3aHCLLeHa B Kagape, AManor,
ApamaTmyeckas cuTyaums). COOTHOWEHUE KKUHEMATOrPadUUHOCTUY U
«ApamMaTypruyHoCcTM» B cepuane bbiBaeT HEPOBHbIM. be3 yyeTa Takoro
napagoKca, OCTaloTCA BHE MOAA U3YYEHUA MHOTME CMbICNOBbIE NAACTbI
cepuana Uan HeKOTOpble 31eMeHTbl ero GopmMbl UCTOSIKOBbLIBAOTCA KaK
ee oTcyTCcTBME, HeaoPaboTKa, MOrpeLlHOCTb.
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WUTaK, npeameT faHHOW CTaTbM — Te CMbIC/IOBbIE NACTbl CEPMANA
«Wrpa npectonos», KOTopble MOTYT BbITb aAEKBATHO NPOYTEHbI, CKOpee,
yepes CONOCTaB/IeHNE C HEKOTOPbIMM MOTMBAMW KlaccuM4YecKol 3anaa-
HoeBpoMneKncKou ApamaTtypriun. Beab CyLLEeCTBYIOT TEMbI, HeyTpaTUBLLME
CBOEW aKTya/NIbHOCTV Ha NPOTAKEHUN CTONETUN. HepeaKo coBpemeHHasn
nonyaspHana Ky/JbTypa Haxo4uTcsA B NMPOLEcce BHYTPEHHEN NOJIEMUKN C
KNaCCUKOW WM e NPOAO/IKAET Pa3BUBATL 3a/10XKEHHbIE B Hell opmo-
cofepKatenbHble nNaacTbl.

Halw uccnenoBaTeNbCkMii NOBOPOT HE NPOTUBOPEUYUT NpeacTaB/ie-
HUAM O TOM, YTO YCMELIHbIA cepuan — 3TO KOMMEPYECKUI MPOAYKT, B
AAHHOM C/lyyae, 4acTb TPAHCMEeAMMHOro KOMMepYecKoro npoekrta. Ho
NPOAYKTOM MOXET CTaTb BCE, YTO peLuaT npogasaTsb. U, HaobopoT, ecin
KaKoe-To npouvssegeHne He GYHKUMOHUPYET UK He GYyHKLMOHUPOBaAIO
B CBOE BpPems Kak KOMMEPYEeCKoe, 3TO He 03HAYaeT, YTO OHO IMLLIEHO
noTeHumana «npoaykra». OQHaKo 3TO BOMpPOCkl cyabbbl Npou3BeaeHUn
BO BHELWIHEM MMpe, B PON NpeameTa MaHUNYAAUNA. DNEeMEHTbI «Npo-
OYKTa» MOMHO HAaWTU Y MHOTUX BE/IMKMUX KNAacCUKoB. Ho Hannumne Takmx
3/1IEMEHTOB HE OTMEHAET HaIMYMSA NMOJTHOLEHHOM XyA0XKeCTBEHHOM dop-
Mbl CO CBOMMM BHYTPEHHMMW 3aKOHaMW OpraHusaumn. He npounTas
3ToM pOopPMbI, HacTO HEBO3MOXKHO CKa3aTb HAaBEPHAKA, @ UTO e B HeW
MOMeT obecneunBaTb BbICOKYIO COLMOKY/bTYPHYIO BOCTPEebOBaHHOCTD,
KaK MpaBwuio, 1 ABAAIOLLYIOCA NPUYMHON KOMMepYecKoro ycnexa. Coot-
BETCTBEHHO, HalWa uenb — YBUAETb TOT LeHTPaIbHbI CMbIC/IOBOW y3€en,
6narogapa KotTopomy cepuan «Mrpa npecrtonoB» cTtan HECOMHEHHbIM
nngepom cpeam cepmanos 2010-x rogos.

OT BAPOYHOM ABAHTIOPHOCTW K NONUTUYECKOWN AIPAME

MoYTM He MeHAA BHELLUHEeN CTUANCTUKM, B NocneaHeM ce3oHe «Urpa
NPecTo/IoB» Pe3Ko NoABWHYNACh B CTOPOHY apTXayCHOCTU, Noapasyme-
BaloOLLEN, YTO CO34aTENU SKPAHHOIO NPOM3BEAEHUA NepecTatoT BCAKYIO
CEKYHAYy 3KpPaHHOro BpPeMeHU TPaTUTb Ha paseaedyeHue 3putensd. OHu
bonee He 3ab0OTATCA O €ro NCUXONOTMYECKOM U dU3MYecKkom Kombop-
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Te, 06 MHOOPMAUMOHHOM MPO3PAYHOCTU U AOCTYNMHOCTM 3KPAHHOrO
[eliCTBUA, O BO3SMOMXKHOCTU U3B/IEKATb U3 NMPOCMOTPA YCUNEHHbIE A03bl
YAOBONbCTBUA. ITO-TO, Ha Hall B3rA4, U Bbi3biBaeT NPOTECT LWNPOKOro
3pUTENs, NPUBbLIKLIETO K UTO30PHOMN 3KPaHHOW BU3Yya/IbHOCTMU.

Bce ceMb CE30HOB ayANTOPMA CMOTPE/A aBaHTIOPHOE paHTasuiiHoe
KMHOMOBeCTBOBaHWe. MHoropurypHoe, cobbITUMHO HacbiweHHOE, Bpy-
Ta/IbHO XMBOMWUCHOE, «DaPOYHOE» B MMPLLECTBEHHbIX KOHTPACTax KPaco-
Tbl, POCKOLUW, MAarMm — 1 HaTypPasibHOCTU 3eMU, NECKA, KPOBU, FPA3HON0
dusnonornsma. KuHematorpadusm Lenoro, BpoyYem, Mor Bpems oT Bpe-
MEHM BK/OYaTb MaTepuasnbl M3 0bnacTu TeaTpanbHOW KyabTypbl. Tak, B
cueHe cBagbbbl Axodpdpw (4-i ce3oH) pa3BopaunBanoch NpeacTaBaeHme
B Ayxe aHTMMacKu Ha4vana XVII Beka npwu gsope Tiogopos. B kocTrommpo-
BaHHbIX Kap/IMKax ABCTBEHHO YMTA/IMCb OTCbINIKM K 3CKM3am UHUTo [KOH-
ca, ycTpoutena 6puUTaHCKMX NPUABOPHbIX 3pennly [9]. B 5-m cesoHe BaK-
HOW COCTaBAAIOLLEN CTana AMHUA NAOLLAAHOMO TeaTpa, 0TOBParKaloLero
HeJaBHUWE ApamaTUyeckue cobbiTUA NPUABOPHOI KM3HKU BecTtepoca. Ho
A3bIK 9KPAHHOIO UCKYCCTBA 3pUMO AOMUHNPOBA B cepuane.

B BOCbMOM ce30He BU3yasibHaA «6apoUYHOCTb» NPOABAAETCA NULLb
n3peaKa. IKpaHHAA UANO3UNHAA 3PE/IULWHOCTL TO U AeN10 OTCTYMNaeT B
TeHb. M nepes HaMu OKa3blBaEeTCA, CKOPee, «MONTUYECKUI TeaTp» B Ka-
OPpe — MYUYUTE/bHbIN, TAXKENbI, HEOCTPOYMHbIN, HEXUBOMUCHBIN. Ecan
YUYMTbIBATb NPENMYLLLECTBA «ABYXCTYNEHYaTbIX onpeaeneHuin» npupoapl
CUHTETUYECKoro npousBegeHns, o yem nucan KOpuii Bapboi, cumntan nx
60/1ee Hay4yHO KOPPEKTHbIMM [8, €. 227], TO ceMb CE30HOB CEpMaa ABNSA-
1 coboli, ckopee, GaHTa3UMHbIN aBaHTIOPHbIN KUHOPOMaH. A BOCbMOA
CE30H TAroTeeT K GaHTasnnHOM gpame, KNHEMATOrPadUYHOCTb KOTOPOW
TO COBCEM MPUIYLIEHA, TO KOHBY/IbCMBHO MPOPbIBAETCA HAPYHKY.

dnemeHTbl aBaHTIOPHOCTU, €CTeCTBEHHO, OCTanucb. Ho ucyesno
OCHOBHOE KayecTBO aBaHTIOPHOW 3CTETUKM — BeAb B HEM BCe Camble
CTpalwHble cobbITUS, camble Ayliepasanpalowme nepexKMBaHna LOK-
Hbl C/YYKWUTb 3CTETUYECKOMY YA0BOIbCTBUIO PELMMMEHTA. A TyT acTeTUYe-
CKOE y10BO/IbCTBUE NEPECTAsIO U3B/IEKATLCA HENPEPBIBHO U fIerko. Bme-
CTO 3TOrO cepunan Nnokasan To, YTO ero No-HacToALLeMY CTao 6ecnoKouTb
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M 3aHUMATb K Nepuoay HeobxoAnmbix Pa3Ba3oK. To ecTb, cepuan co3gan
KOHLeNTyanbHOoe My6/AMLMCTUYECKOE BbICKA3biBaHWe B (GaHTasMIHbIX
OfeAHMAX SKPAHHOTO LIOY. BOCbMOW ce30H NOATBEPKAAET, U Aaxe C Ha-
XUMOM, UTO Npoucxodsllee B Kagpe COOTHOCUTCA He CTo/bKo co Cpea-
HEBEKOBbEM M/IN 3MOXOW BapOKKO, CKO/IbKO C HaLLMM BPeMEHEM.

PELUEHWE CYOEB MWUPA NEPEJOBEPEHO CBEPXPASYMY

HauHem c camoro mpayHoro — ¢ KOHLa, O KOTOpOM, Npasaa, Hac
npeaynpeaniv B cCamMOM Hadase, B 3acTaBKke. Mbl yXe nuMcanm o Tom,
YTO B NpeablayLLMX Ce30Hax B Hel rnaBeHcTByeT obpas MexaHM3Ma, B
CBOIO oyepenb, NPeACTaBAAOWEro HEKYD MYyIbTUCUCTEMY OTAE/bHbIX
anemeHTOB, PYHKUMN, aKTopoB, obctosaTenbcTs [10, c. 250-251]. Mo-
ABMAZNCL B 3aCTaBKE U XMBble cylecTsa. [JMHamMuKa 3acTaBku bblia BO
MHOrOM OpraHW30BaHa KefaHWem aBTOPOB cepuana AaTb npeacTrasie-
Hue o KapTte Cemn Koponescts [11, c. 15]. K puHanbHOMy ce30Hy B 3a-
CTaBKe, NOCTOSHHO BMAOU3MEHAIOWENCA, HE OCTANIOCh HUKAKUX PKUBbIX
¢duryp. Monet cTan CANWKOM YBEPEHHBIM U CTPEMUTE/IbHBIM — TaK JieTa-
0T HE APAKOHbl M He BOPOHbI, ABYI/N1a3ble MW TPEXI/Ia3ble, HO MbIC/IM B
NPOCTPAHCTBE YNCTOrO YMO3PEHMUA.

MexaHW3M LapuT NOJAHOBAACTHO, 3aTO Mbl MYLLEHbI B €70 BHYTPEH-
HOCTW, C/IOXKHOE, NOCTOAHHO BMAOU3MEHAIOLWEECA HYTPO, NOXOXee Ha
6ECKOHEeYHbIN NOAUTOH ANA UCMNbITAaHWWA, AN MHUUMALMU OJMHHOIO B
HECKOJIbKO XMU3Hel. B aTom HyTpe BHOBb BbIPacTaeT U OLWETUHWUBAETCA
KenesHbli TPOH, BbIKOBAHHbIN U3 Me4Yeil BOMHOB MOBEPHKEHHbIX apMUIA.
Huyero, Kpome 3TOro MexaHM3Ma, TPOHa M IEHTbI-MYTU C repbamm camblix
3HauyMMbIx pogos, 6onee HeT. [lyxoBHOE, MHANBUAYANbHOE, TNYHOCTHOE
N flaxke XTOHUYeckoe — 6osiee He NPUCYTCTBYIOT B MOAE/IM MUPO34aHuMA.

MocneaHAs 6onblian CLEHA NOCNeHEN CepUn OTKPOBEHHO TAroTeeT
K TeaTpasibHOCTM, NPUTOM TEATPaSIbHOCTU «HA CKOPYHO PYKY» — TaK YTo
NJaCTUKOBbIE BYTBIIOYKK, ECIN U MAsAYaT, HE LO/IKHbI MELIATb BOCMPUS-
Thi0. CLLeHa CMOTPUTCA KaK NpeanpeMbepHbIii NPOrOH UK reHepasibHas
penetTnuma «aaa CBOMX». M NPoOroH OoTHIOAb He aBaHTIOPHOW UCTOPUM,
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HO, CKOpee, ApaMbl-AMCNyTa, Kak ckasan bbl bepHapa LWoy. PasrosopHas
nbeca-ancnyT BCeraa NocBALLeHa TOMY, YTO BOJIHYeT ftofen cerogHaA. du-
Han «Mrpbl NpecTonos» — 3TO AUCNYT O CEroAHALIHEM MUpPE, BNaCTU U
CTpaTernax ynpasaeHus.

Mwu3aHcueHa OGpoHTaNbHA, CMMMETPMYHA, 3TMM CKy4yHa, HO ee
CMbIC/1 BECbMA CMMBOJIMYeEH. Jlydwune ntogn Cemn KoponescTs, camblie
aBTOPUTETHbIE, AMOULMO3HbIE, YMHbIE W/ KUBYYME JIOPAbI U Neaun Cu-
OAT MONYKPYromM nog, y3eHbKMM TEHTOM Ha MPUMMUTUBHbBIX MOAMOCTKAX,
CKOJIOYEHHbIX NOCPeAn pa3pyLIEHHOro ropoaa. 3To NoAMTUYECKas CLeHa
Ha pyMHax uMBMAM3auMK. A nepes BCemu, No LEHTPY, CTOUT nopg Tnpu-
oH (Mutep AMHKNENAK), YyTb N HE B LLENsX, TO/IbKO YTO LOCTaB/IEHHbIN
noZ KOHBOEM M3 3aTOYEHMA, Kyaa ero oTnpaBuia Koponesa [elieHepuc,
K AAaHHOMY MOMeEHTY ybuTas. M 3TOT MasieHbKOro pocTa YesioBeK C Koc-
MaToW ronoBoM, AaBHO HEOPUTbIN M HEMBITbIM, U3MYYEHHbI NOCAEAHU-
MW COBbLITUAMMK, NPOAO/IKAET, MO CYTWU, YNPaBAATb BCEWA MOAUTUYECKOMN
U3HblO BecTepoca. MoKa Bo3rnaBasatowmii Boicko elieHepuc Cepbiit
YepBb nbiTaeTca AoOUTLCA KaKMX-TO PeLUEeHUIA O HaKa3aHMM TpMoHa (3a
€ro 0TKa3 C/IYXKUTb KoposieBe), cam TMPMOH ybexxaaeT Bcex cobpaBLIMXCA
B HEOOXO0AMMOCTU BbIBpPaTb HOBOTO KOPO/A, KOTOPbIN M ByaeT oTaaBaTb
MPWKasbl M PacnopaKaTbCa cyabbamu.

BHelwHee AeicTBME MMHUMA/bHO, SMOLIMOHANbHAA AMHAMMKA 3a-
TOPMOMKEHA, HUKAKMX HaMpPAXKEHHbIX AMaN0roB He NPUAYMaHo. M MOXHO
CYecTb 3TO MUHYCOM cepuun. Ho ecTb B 3aHYACTBE FOBOPU/IbHU BaXKHOE
cofeprKaHue.

BO/IbHO MM HEBOJILHO, CLLEHAPUCTLI MOKAa3bIBaOT MUP, Ha Xoay cebs
nepefenbigaloWmii. B Hem HaumHaeT npaBuTb 6asIOM TOT, ¥ KOro ecTb B
ronose Maen u ymeHue ux ybeamtenbHo msanaratb. dusmndyeckan cuna m
BNaCTb, Aaxke ¢uM3nyeckan u coumanbHasa ceoboga TyT HU Npu yem. Bee
cnywatoT TUpMOHa NOTOMY, YTO Y HUX CaMUX HET HUKAKUX UAEeN, OHU BO-
o6Llie He NPUBBIKAU ABUTATbCA MO KU3HU «Maesmu». A TyT BAPYT HauuHa-
eTcA 3noxa uaen. M 3putenm cpasy nonagatoT Ha ee KyxHIo.

MpeanoxeHne nopga TMpMOHA Ha3HAuYUMTL Koponem bpaHa Crapka
(A3ek XemncTtea-PailT) Bbi3biBaeT CHayana oTOpOnb, a NOTomM ogobpe-
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HWe No ABYM MpWYMHaM. [Jpyroro afeKkBaTHOro NpeTeHAeHTa He MoryT
NPeAsoXuTb, B TOM YMCAE NOTOMY, YTO €ro NPOcTo HeTy. Kpome Toro, Hu-
KTO, Kpome TUPUOHa, He B CMAax NePecTynnuTb Yepes IMYHble ambuummn
NpPeaoXuTb B KOPOAU He ceba. BoNbLUMHCTBO MbIC/IEHHO AymaeT o cebe,
HO monuuT. OguH 13 nopaos, aaaa CaHcbl M bpaHa, BCTaeT 1 BNosHe ce-
pPbe3HO HAYMHAET PEKOMEHA0BATb cebs, HO ero TyT e ocaxusatoT. OH
He 3/7104el, a 6eCXMTPOCTHBIN YenoBeK, PELUMBLUNI 03BYYUTb MO3ULUIO,
aHANOMMYHYO NO3ULMAM OCTaNbHbIX. KarKabli cnocobeH Xenatb BUAETb
Ha TPOHe To/bKO cebs — uan BooblLe He roTOB 3aHMMAaTbCA NOJAUTUKON,
nogo6bHo AxeHapu bapateoHy, bacTapay 04HOro M3 NPEXHUX KOPONen.

BecbMa nokasaTenbHo, YTO NpPaBo KPOBM BOOOLLE HE paccmaTpuBa-
eTca 6osiee Kak MOTMBaLMsA 418 0bpeTeHMsa KOpoHbl. Ham Kak bbl noka-
3bIBAlOT B CXKAaTOM BUAE UCTOPUIO ABUMKEHMA 0OLWECTBA OT MOHAPXUI C
3/1eMeHTaMM TUPAHUK K BbIBOPHOW BNaCTK.

Ho 3TO He wwar oT AypHOro K Aydllemy, BOT B YeM BCA CONb AaHHOM
ncTopuu. «Mrpa NpectonosB» — BCErAA KECTOKas Urpa, U B Hel 04HO 3/10
CMeHseTcA ApYyrMm U TpeTbMM. M He CTOMT TpaKToBaTb NepemeHbl Kak
MO3MTMBHbIN LAl B CTOPOHY «AEMOKPATUMN». AKLLEHT cAeslaH Ha TOM, YTO
HaCTYNUBLLMI NepuoL BO BCEX CMbIC/IAaX MEPEXOAHbIN — OT U3BECTHOTO
K HEM3BECTHOMY U C TPYAOM MPOrHo3npyemomy. M B 3STOM OH MOXOX Ha
Hallly COBPEMEHHOCTb, O KOTOPOI 3UrMYHT BaymMaH roBopwmJi, YTo «ceroa-
HA, KaK HMKOTAa, C/I0XKHO CKa3aTb O TOM, YTO MPoMUCXoAALLME NEPEMEHDI
MMEIOT KaKoe-To 3apaHee onpeaesieHHOe HanpaBieHWe, OHM 3aCTatoT Hac
BPACM/IOX, Mbl UX HE OXMAAEM U HE NPeaBUANM. <...> Mbl HaxoguMcs B
nepuoge interregnum, COCTOSHUM HEYBEPEHHOCTM... Mbl Jla’Ke HE 3Haem,
KaK npeasuaeTb passutme cobbituii...» [12].

[dpamatyprua cepuana 3akoHOMepHO genaeT TMpMOHa Moaepa-
TOPOM «MNEepPexogHoro nepuoaa» — M3rol UMeeT NPaBo Ha HEKOTOPbIN
peBaHW. A MMEHHO KaTeropmei peBaHLLa MbICAAT U GUHANbHBIN CE30H,
W HbIHELLHAA AEeNCTBUTENbHOCTb. XENMW 3HA, HE BO3MOXKEH B 3TOW peaib-
HocTW. CyacTbe — HemogHas KaTeropusa. Ho MOXeT CyunTbeca peBaHL
ONA HECKOJIbKMX M3OpPaHHbIX, U HOBbIM WAHC — A8 Mupa B uenom. Uc-
KYCCTBO, CTPEMSALLLEECA K rapMOHM3aL MM GUHANBbHOW KapTUHbI MMPa, Ya-
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CTO CTPEMMUTCA Pa3faThb MO 3aC/yram, HakasaTb UK YTELUTb NEPCOHAXKeEN
CO00b6pPa3HO NX NOBEAEHMIO U BHYTPEHHEN CyLWHOCTU. U Toraa aBTopbI Bbi-
CTYNaloT Kak cnpaseaimBble 60rM — Tak Npoucxoaut He 06s3aTeNlbHO B
cyrybo pasBieKaTe/bHbIX Npon3BeaeHuaAX. B «bype» n «3nmHel ckaske»
LLlekcnupa ectb 3TOT Nadoc.

«Wrpa npectonos» ToxKe pasgaeT nopumio GUHaNbHLIX 4APOB U Ha-
KasaHui. MHorme u3 Tex, KTo B CBOEM MPOLULIOM coBepLuan Hebnarosug-
Hble U CTPaLLIHble MNOCTYMKKU, NOrMbatoT B 6UTBE € Henbimm XoaoKammn nam
BO Bpemsa pa3spyllieHna KoponescKkol raBaHu. Ho nocne atoro cepuan 3a-
OCTpAET BHMMaHMe Ha NepemeHax «TPeHA0B», Ha 0603HaYeHUN HOBbIX
¢$aBOPUTOB HOBOW 3MOXM.

PeBaHwW yrotoBaH bpaHy, nckanedyeHHomy [xenme JSlaHHUCTEPOM,
npeacTaBuUTesIeM paHee rocnoacTBOBABLUErO apUCTOKPATUYECKOTO PoAa.
PeBaHwW 6yaeT 1 y CaHcsbl, cTapwel cectpbl bpaHa. Ho oba BO3BbIWEHUS
NPOUCXOAAT Y3Ke He NMOTOMY, YTo caeayeT AapoBaTb Harpady AeTAm you-
Toro XpaHutens CeBepa, HECNPABEA/IMBO YLLEMIAEMbIM U FTOHUMbIM, a
NMOTOMY, YTO OHM NOAXOAAT A/1A HOBOM 3pbl YPaBAEHUS.

B cBoem nosegeHun CaHca (Codu TepHep) noaxsaTbiBaeT CTWJ/b
TUpUOHa, NPOAOIKMBLLEFO YNPABAATb COOLITUAMMU BMECTO TOFO, YTOObI
onpasablBaTbCA. BmecTto npusHaHMA bpaHa Koposem, Kak TO AenaroT
ocTanbHble, CaHca CTaBUT YC/0BME CBOEM NI0ANbHOCTM BpaTy — Hesa-
BMcMMOCTb CeBepa. OHa roBopuT 0 cBOHOAE OT NPUCATM KaKk O Yem-To
HEeNnpenoXKHOM U eguHCTBEHHO crpaseganBom. OllylleHWe noaxoas-
LLEro MOMeHTa, CKOPOCTb MbIC/IM, MPArMmaTMKa peaKkumii U Hekonebmmas
ybexaeHHOCTb B IMYHOM NO3MLMU KaK 06 bEKTUBHOW UCTUHE — BOT 3a/10T
ycnexa. 3T0 NOYTU MHCTPYKLMA MO TaKTUKe 3dPEKTUBHOrO yrnpasieHus
yem-n160. CueHa UrHOPUPYET BCE BO3SMOMKHOCTM A5 B3BUHUMBAHMA KOH-
dAnKTOB. Bce HanpsXeHue co3daeTcs He BHYTPU Kadpa, a B NPOCTpaH-
CTBE MEXAY 3PUTENAMM, OXUAAIOLMMMN aKTUBM3AL MU CNIOPOB, U Nepco-
HaKaMu, Cpeam KOTOPbIX Ha NepPBbI NJ1aH BblABUMAOTCA TE, KTO YMEET He
[A0MycKaTb CMOPOB U He NMO3BOJ/IAET PAa3ropaTbCa OTKPbITbIM KOHGIMKTaM.

HasHayeHHbI1 Koponem BpaH He BOMH U He I0OOBHUK, OH MOKa He
Aenan NoANTUKY C MOMOLLBHO BOWH M YBUICTB, KaK TO [ief1afiv BCe OCTalb-
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Hble. EcTb unno3usa, uto ¢ bpaHom byaet cnokoiHee. OH BHe N1106BU U Ha-
CNAXKAEHWUN, BHE CTAMXKATENbCTBA M XaHXKecKoro opoactea. OH He cTaHeT
OTLLOM HaCNeAHWKOB, 3aBelOMO Hale/ieHHbIX Ha 6opbby 3a BNacTb, — U
NO3TOMY OH He Bbl3blBaeT 3aBEAOMOr0 CTpaxa. TaK YTO BCe HauyMHaeTcA
C HUXKHUMX CTyNeHel npecaoByToin nupamugbl A. Macnoy, c yyBcTBa bes-
0NAacHOCTK, KOTOpOe BcenseT bpaH, nepeaBuraloLLMncA B Kpecae Ha Ko-
Jlecax, HO 3aTo CNOCOOHbIM NyTelecTBOBaTb BO BPEMEHM 1 BUAETb BCE.

HuWKoro us nepcoHaxen He CMyLLAET TO, YTO TEM CaMbIM HOBbIW KO-
po/ib Aanek OT MHOroro Yyesnoseyeckoro. Mo NPoOUCXOXKAEHUIO OH Yeno-
BEK, N0 HACTOALWEMY COCTOSIHUIO — CBODOAHbLIN HAZANYHOCTHbIN pasym,
bYHKUMA NaMATH, CBEPXBUAEHMA U CBEPX3HAHMA. HeKas aBTOHOMHAA UH-
bopmaLMoHHanA cucTema, noytn 6e3 yyscTs. Kak nuwet Mapwua LUTteliH-
MaH, B Ce4bMOM CE30He «YapapeBa ceBepHbIx boropoly 0bpasytoT eau-
HYI0 UHPOPMALMOHHYIO CUCTEMY, MTPUYEM HE TONIbKO NPOCTPAHCTBEHHYHO,
HO M BPEMEHHY!0. <....> MOAKNOUYMBLUKC K 3TON cucTeme, bpaH nonyyaet
BO3MOHOCTb He MPOCTO BUAETb KAPTUHKM M3 NMPOLUIOro B NaMATH gepe-
BbEB, HO W B3aMmoaeincTsoBaTb ¢ HUMKU» [13, c. 156]. Takxe LUTeiHmaH
BCMOMUHaeT «ABaTap» KamepoHa, rae 6bi1a nokasaHa egyHas ceTb UH-
$GOPMALLMOHHO-AYX0BHOTO BbITUA Ha NiaHeTe MaHAOpPa, M 3Ta CETb TOXKE
umena dopmy neca [13, c. 157]. bectenecHoe MeXANYHOCTHOE CO3HaHMUE
obpeTaeT B COBPEMEHHbIX ¢duabMmax GOpPMbl CaKpasbHOrO NPUPOAHOro
Hayana, HO AEMOHCTPUPYET Te BO3SMOXHOCTU, KOTOPbIE B HbIHELLHEeN pe-
aNIbHOCTU NPUHAZNEKAT MMEHHO HOBEMLLMM TEXHONOTUAM.

bpaH, KOHEYHO, NO BUAY HE MOXOX Ha KOMMbIOTEP, HO YTO-TO POA-
CTBEHHOE Yy HUX ecTb. KaK roBOpUT cam repoi, OH HUYEro He XOYET U
HUYero He 4yBCTBYeT. [JJO KAKOM e CTEMeHW pa3oyvyapoBaHUA B YesoBe-
YeCKMX YyBCTBaX M NOBYKAEHUAX HAAO0 AOWUTHU, YTODbI 3TO CYMTANOCh MO-
NOXUTeNbHbIM GaKTOpOM B Hayane XXI Beka...

CBEPXBO3MOXKHOCTU BUPTYyaNa-MHTENNEKTYaNa CErogHA HyXHee
MUPY, KaK CYUTAET CepMan, Uan, BO BCAKOM C/1yHae, Y 3TUX CBEPXBO3MOMK-
HocTeli 6bosblie Bcero WaHcoB 3G dEKTUBHO YNPaBAATb Ye/I0BEYECTBOM.
BoT 06 3TMX HOBbIX NPUOPUTETAX BbICKA3bIBAETCA BOCbMOM ce30H. O ToM,
YTO BMECTO CUAbl, PU3NYECKOro AeNCTBUS U YyBCTB DyayT NpaBuTb pas-
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YM, PacyeT, IMOLMOHANbHAA HEWTPaANbHOCTb U YMEHWe 3arnsablBaTbh
B byaywee. B nonntuke moryT ObiTb yCNeLWHbl 0AM C MO3ramu u bes
BpeAHbIX MPUBbIYEK MAW yCTaBLUIME OT BPeAHbIX npusblyeK. CnaceHHoe
YyenoBeyecTBo HeOHX0AMMO MM ANA Toro, YTobbl Bbl10, KEM MAHUMNYAU-
poBaTb. 3aT0 H60/1ee He HyXKHbl BE/IMKUE FepOUn-CNacuTenm, B CpaBHEHUN
C KOTOPbIMM BCE OCTAJIbHbIE MOKAXKYTCA 3TOMCTUYHBIMU MU HEMOLLHbI-
MU TeHAMMK. NO3TOMY LEeHTpPasbHbIN repoit cepuana, xxoH CHoy, B KOTO-
pPOM MpeXae MHOrMe BUAEAN KOPO/A, BOODLLE BbIBEAEH M3 Kpyra /iuL,
YyNPaBAAOLLMX FOCYyAaPCTBOM.

BECTEPOC — 3/1bCMHOP BE3 TAMJIETA

CTpoeHue «Urpbl NpecTosioB» BMOJAHE 3aKOHOMEPHO BOCXOAMUT K
LWekcnupy. OT XpOHUK 34eCb — MHOTOPUrypHOCTb NOIUTUYECKUX Me-
puneTuii U cama Tema HeucToBol 6opbbbl 3a BnacTb. (HecnyyaliHo us
CaMUX LUEKCTIMPOBCKMX XPOHWMK MOMYYUNCA YCNELWHbIA MWHU-cepuan
«MycTas KopoHay.) A COBPEMEHHOrO 3pUTENS 3TO Of4HA U3 CaMbIX BO-
¥OENEeHHbIX Tem, CBoero poaa «$haHTOMHbIA MHTepec» GONbLUIMHCTEA,
NOMIHOCTbIO OTOPBAHHOIO OT B/IAcTU, Tem bosee nosuTuYeckon. Uckyc-
CTBO Aa€eT BO3MOXHOCTb NPUOBLWMTBCA K npobnemam BNacTM BUPTY-
aNbHO, KOMMNeHcnpya AedUUnNT 3TON NPUOBLLEHHOCTU B peanbHOM aei-
CTBUTENbHOCTU. UK e yBuAeTb B KOHPAUKTAX cepuana bonee sapkue
N 3pdeKTHbIe TEHN BCE TEX YKE YXKACOB, C KOTOPbIMU KaXKAblA MOMKET
CTO/IKHYTbCA B KaKOM-NMbB0 nokanbHOM cooblectse, Byab To npodec-
CMOHaNbHAA Kopropauusa uan HeobuuManbHas «TycoBKa». Begb Tam
BCTPEYAETCA BCe TO Ke, Yem nepenonHeH mup Cemu KoponescTs: Ko-
BAPCTBO, NOANOCTb, MPeAaTeNbCTBO, XUTPOCTb, NPOAAKHOCTb, KeaHue
NoAaBAATb, YHUKATb U YMHUTb PacnpaBy AOCTYMHbIMU CPeaCTBaAMMU.

Ecnn J1. TUHCKMI B KayecTBe CBOEOOpPasuA XPOHWUK OTMEYan Ux
CBA3b C aKTyasibHbIMM NPO6EeMammn aHIIMMCKOTO HALMOHAIbHOIO rocy-
OAPCTBA LUEKCNUPOBCKUX BpemMeH [14, c. 126—127], TO Mbl MOXEM KOH-
CTaTUPOBATb, YTO B IMOXY IN10O6ANN3ALMM aKTyalbHEE BCETO OKA3blBatOT-
€A npobnembl HagHauMoHaNbHble, NPobaeMbl BCEro mupa, nepuneTmm
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MEXKIOCYAaPCTBEHHbIX OTHOLWEHWUIN. Tak YTO B KaKOM-TO cmbicie «Mrpa
NPecTon0B» — 3TO HalUW 3aBya/IMPOBAHHbIE XPOHUKK. C Apyroi cTopo-
Hbl, B HUX €CTb paHTAaCTMYECKOE, CKa30YHOE, eCTb 3K30TUYECKME aHTYpa-
XK, 4To BbINO XapaKTepHo ans Tpareamii LLlekcnMpa, — UMeHHO NoTomy,
YTO 3TOT }KaHpP NPeTeHA0BaN Ha 06CYKAEeHNE BEYHbIX KOHPIMKTOB Yeso-
BEYECTBA, /INWb aKTYa/IM3MPOBAHHbIX B OMNpeAesieHHyo anoxy. Jltoboi
aHTYpaX 4N18 TaKMX KOHOAMKTOB — abCcTpakums.

Ecnm cmoTtpeTb Ha «Urpy NpecTtosioB» CKBO3b LUEKCMMPOBCKOE, TO
COBEPLIEHHO OYEBUAHO TArOTEHWE «MarmMcTPanbHOro CloMKeTa» K apa-
Me «COCTOAHMA MMpa», Kak cKasan oObl MuHckmi [14, c. 270]. OgHako
3TO MMEHHO COLManbHasA Apama C OTKPbITbIM GpUHANOM, a He Tpareams.
M npu BcEM HaMuMK pAAA LWEKCMMPOBCKMX MOTMBOB, KOTOPbIE Mbl Bpe-
MS OT BPEMeHM byaem oTmevaTb, — 3TO OTHIOAb He LLlekcnup. lfoBops o
CBA3AX CEpUAa C LEKCMMPOBCKOM ApamaTyprueis, Mbl He CKOHHbI npe-
YyBEANYMBATb UX BHYTPEHHIO COOTHECEHHOCTb (KoTopaa BoobLe YacTo
BCTPEYaeTca B 3anagHOM KMHOMCKYCCTBE, CLLeHapUCTbl KOTOPOTro MOCTU-
rasau asbl pemecna, B TOM YMc/e C MoMoLbio U3ydeHusa Lekcnupa n Mo-
nbepa). Onyckato npobaemy macliTabHOCTU TaNaHTOB U Tem Hosiee pas-
HUUy popmatos. Ecnm 6bl LLlekcnvpa 3acTaBuAN BaATb CHOXKET HA MHOTO
CE30HO0B, ero HeMnpeB3oMAEHHbIN gap ApamaTypra Toxe gan bbl cobon.

[NaBHbIA BONPOC B APYroM — novyemy BoobLie H1 0HO camoe yaau-
HOe 3KpaHHOe Npou3BeaeHune, TAroTelolee K WEKCNMPOBCKOMY BUae-
HUIO «BbIBUXHYTOTO BPEMEHW», He MOAHWMAETCS A0 LWEKCNUPOBCKUX
BbICOT, YTO NOAPa3yMeBasio bbl co3aaHMe rpaHAMO3HOro repos. MNoyemy,
npu Bcem 0bWUIMM APKMX NEepCoHaXKen, HeTy B «Urpe npectonoB» mac-
wrabHoro repos Tmna famneta, Otenno nam Kopons finpa?

[axe B KeHLMHaX WeKCNMPOBCKNE TEHU OLLYTUMbI cunbHee. Cep-
cea (/luHa Xmuan) B 4eM-TO NPOAO/IKAET NMHMIO 0bpasa nean Makbet
— YC/IOBHO roBops, 310 negn MakbeT B Apyrmx npeasioxKeHHbIX 0bcTos-
TeNbCTBaAX, KOrAa Hafo He 3aBOEBbLIBATb B/1ACTb, a YAEPKMBATb ee. Apbs
(Me#cu Yunbamc) Taut B cebe Be4YHO HEMOKOPHYIO U HEMOAYMHAIOLLYHO-
cs aTnkety Kopaenuio. A B ee prHanbHOM peLleHnn yexaTb U3 Bectepo-
ca 6pe3KnT 3x0 No3nLUUKn Kopona Jlnpa
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Ho HeT cerogHs Bepbl B TO, 4TO /06OBb — 3TO CBOErO POAa KOC-
MOC, U MOTOMY, €C/I1 KTO-TO KOFO-TO Pas/itobuT, TO HACTYMUT Xaoc, Kak
Bblpaxkasnca OTenno. Xaoc He HacTynuT, Tak Kak 1t06oBb NpeBpaTuaach B
3/1IEMEHT «IMYHOM XKU3HWU» U YyTpaTMUAA CTaTyC CaMOro Ba*KHOro, Camoro
BO3BbILIEHHOIO Y€/I0BEYECKOro YyBCTBa, OpraHusytowero bbitne. MoaTo-
My HeBO3MOXKeH OTenno.

Mpour3oLwia nparmaTm3aums reponyeckoro, U HeT Bepbl B YE/IOBEKA,
KOTOPbIN MOXKET AO0ATO ¥UTb CTPAZAaHMEM MO NOBOAY HU3KOWM CYLLHOCTH
YeIoBEeYECKOro 06LLECTBa B LE/IOM, XKUTb NpeabaBieHMemM 3TOMy obLe-
CTBY MPETEeH3N U AeMOHCTpaumein cobcTBeHHON ONMO3ULMOHHOCTN —
MPOCTO TaK, a He U3 }KeNaHUs BO3rNaBUTb 3TO THycHoe obuiectso. Moatomy
HeBo3MmoxeH Koposb /lnp. Bece, gaxe camble CKaHAA/IbHbIE MEPCOHAXKM
«Mrpbl NPecTonoB» CTPEMATCA K YEMY-TO KOHKPETHOMY, MPAKTUYECKOMY,
a He K BblIIBIEHUIO lyXOBHO-3TUYECKOro HYTpa COLMYMa.

A eule — HeT 6bosiee B UCKYCCTBE Bepbl B CUHTETUUYECKOTO reposi, Ko-
TOPbIN OAHOBPEMEHHO MOXKET ObiTb PUNOCOPOM, BOUHOM, apTUCTUYE-
CKOM JINYHOCTBIO M MPY 3TOM MONOABIM Y€/I0BEKOM, KaKUM Bbln NPUHL,
Famner. A>koHa CHOy 04eBMAHO POAHMUT C FaMNeToM CTpeM/IEHME K CTpa-
Bea/MBOCTU. OH TOXKe TArOTEeET K CMACeHMIO MMUPA U XKUBET HEKOEN MUC-
cuent. OH ToXKe He anyeH. Ero Toxe He MHTepecyeT BNacTb-TPOH. OH He
MOMET MNOCTaBUTb YyBCTBO /ItOBBU B LLEHTP U KMTb MM, KOTa Kpyrom Bce
pywmnTCca. A BEpHYBLINCH M3 MEPTBbIX, OH TOBOPUT TO, YTO, CKOPEe BCEro,
cKasan bbl Ha ero mecte famieT, COMHeBaBLUMIACA BOOOLLE B YCTPOMCTBE
«TOro cBeTa»: «Tam Hu4ero HeT». (KoCBEHHO Haly MbIC/1b O HEPEIUTUO3-
HocTM CHOy, HECMOTPS Ha Hanuuue napannenei c cygbbon Xpucra, noa-
TBEPXKAAET B cBoen cTaTbe AHMHA ConpgaTkuHa [15, c. 195].)

Ho Ha aTom yepTbl cxoacTBa FlamneTta n CHOy 3aKaHYMBaOTCA.

Ecnn FamneTt BMAMT M 3HAET BCHO YEPHYI CYWHOCTb INbCUHOPA,
npebbiBad B nepMaHeHTHOM pedaekcnn 06 3Tom, a ero Tparmyeckoe co-
3HaHMe «KaK O6bl aBTOHOMHO OT AeNCTBMA», KaK TOYHO nogmetun MuH-
ckui [14, c. 130], AkoH CHoy BOObLLE He CK/IOHEH AymaTb U 3HaTb. Ka-
KOe OHO, Ye/I0BeYEeCTBO, — 3TO KaK Dbl He ero Aeno. Y Takoro repos He
MOMET BbITb «Tpareamn 3HaHUA KU3HU» [14, c. 127], oH He no3BonseT
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cebe 3aHMMaTbCA OLLEHKOM U TEM Nayve OCYKAEHUEM COLMYyMa U Yeno-
BeyecTBa. Tem 6osiee He ero 3afaya BblpaxKaTb 3HAEMOE W NMOHMMaemoe
B MPOCTPaHHbIX peyax. Toraa ero TyT e 3anucanu bbl B CTapOMOAHbIe
pe3oHepbl. Paccy:aaTb Bcepbes U KPUTMKOBATb BCEPbE3 MUP YCTamMu
repos-BOMHa OKas3aNoCb He MPUHATO U NOYTU HenpuandHo. K Tomy ke
COBPEMEHHbIE CEPUAJIbI UCXOAAT U3 TOTO, YTO LUMPOKAA ayAUTOPUA CKen-
TUYECKM OTHOCUTCA K AIMHHBIM YMHbIM MOHO/IOTaM.

[ymaTb, paccyKAaTb B Kagpe MOXKHO, NUllb ecu AenaTb 3710 3¢-
bEKTHO M OTCTPAHEHHO, TO ecTb C BPOCKUMU, UMHUYHBIMU adopu3ma-
MU. ITO QYHKLUMA MHTENNEKTYaNIbHbIX NEPCOHAXKeW. A OHM, KaK cuuTa-
€T COBPeMEeHHOe UCKYCCTBO, HE MOTYT BbITb MO COBMECTUTE/IbCTBY eLle
W FPO3HbIMKW BOAKAMM, [a ellle U CaMOOTBEPKEHHbIMU paZieTensimm 3a
6narononyyue Bcero yenosedectsa. VIx yaen — nparmatusm, sTu4eckas
WCMOPYEHHOCTb M YTPAYeHHasA MOOAOCTb.

BoT 1 nonyyaetca, 4To Bectepoc — 310 o4eHb 60/1bLION IbCUMHOP,
HO To/MbKO 6e3 MamneTta. U B 3ToM 06pa3 mupa CKopee MOCTLEKCNU-
POBCKUIN, MOXOXWI Ha MpayHbIt MuUp y apamaTtypros [»KoHa YabcTe-
pa, ®peHcuca bomoHTa, OkoHa Pnetyepa, TPAANLMOHHO MMEHYEMbIX
MAagWmmMmn cospemeHHKkamu LLekcnupa.

HblHelWwHee OTCYTCTBME BEPbl B C/IOXKHOTO, AaXKe YHUBEPCANbHOrO
repoa — oTobparKeHWe NparmaTM3aLMu U CyXKeHWa B3rAga Ha /vd-
HOCTb B MOCTPEHEecCaHCHble BpemeHa. OHO 3aneyaT/nienocb U B cucTeme
amnya, He ycTapeBLUen 40 U3BECTHOW CTeMNeHW B MONYASPHON KynbType
BN0Tb A0 Havana XXI sBeka. [xoH CHoy — BouH 6e3 cTpaxa U ynpeka,
6€eCKOPbICTHbIN YeCTHbIN YenoBeK. CTano 6biTb, OH HE MOXET FOBOPUTb
KaK YMHbI, 06pa3oBaHHbIi, CI0KHO U TOHKO MbICAALWMI cybbeKT. OH
[0/1KeH BbITb HEMHOFOC/IOBEH, EMY JIyULLE KUTb HEY/IeHOPa3aebHbIMU
AyWeBHbIMWU ABUKEHUAMMW, HO He urpaTb B 6esymua. Mo ctuato nose-
LEHUA OH aHTUramaeTUYeH M faxe CKydeH. [o3aTomy TaK BarKHa «pas-
BNIEKAIOLAA» [EeKOPaTUBHOCTb BHeWHOCTU [JxoHa CHoy (Kut XapwuHr-
TOH), KMWNOBUAHOFO BUKTUMHO-U3ALHOFO IOHOLWW TOFO TMUNa, KOTOPbIW
HPaBUTCA AEBOYKAM-TIOAPOCTKAM...», NO BbiparkeHnio Mapuu Mpadosoii
[16, c. 58]. He 6yab CHOy CTO/Ib KyAPSAB U KPAacuB, OH, BbITb MOXKET, U He
CHWCKan bbl TaKyto N1tl060Bb MHOTOMWIZIMOHHOM ayaUTOPUN.
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PelleHHbIM KaK BbICOKO HPABCTBEHHbIA M CaMOOTBEPXKEHHbIN Tre-
poii, 6onblue AeNCTBYIOWMN, YeM AyMaloWmin, Tem He meHee, [>KOH
CHoy npeacTaBaseT yHWKanbHyto nosuumio B Cemun KoponeBcteax. BHy-
TPEHHE OH He C/IYXKUT HUKOMY, IMYHan NPeaaHHOCTb — HEe ero pesmrus.
M nostomy npu 60nbLIOKA HEOBXOAMMOCTM OH MOMKET, BOMPEKN BCEMY,
ybutb noboro. I motmBaumelt byaeT BbicOKas uges, obuiee cnaceHue,
61aro v cnpaseganBoe Bo3mesame. 3a 3To NParmaTUYHbIA U STUMECKU
ambunBaNeHTHbIN TMPUOH BbiBOAUT ykoHa CHOY M3 NOUTUYECKOWM UTPbI.
Kak ckaszan 6bl ucTopuk JleB fymunes, TaKoro pbibaps NpocTo Heobxoam-
MO CMNaBUTb Kyaa-HMbyab noganblie oT umBMAM3auuMu. Ho He notomy,
YTO OH C/IMLIKOM MacCMOHAPEH, a MOTOMY, YTO CAULIKOM pafuKaneH u
Hag/IMYHOCTEH B CBOEM rymaHusme. Pagu Byaywiero 4enoBeyecTsa OH
rOTOB MOCTYMNUTLCA KMU3HbIO 1IO6Or0 KOHKPETHOTO U eAUHUYHOTO Yeso-
BEKa, eC/1M 3TOT Ye/I0BEK NPeACTaBAAET yrpo3y s Bcex. Kak oTHOCUTbCA
K 3TOM NO3MLMK, CEPUA, NOXOXKE, HE NPEeACTaBAAET, YTo AeflaeT nepco-
Haa He BNOoAHe «J0COYUHEHHbIM.

CHoy 6bin cnocobeH BNYCTUTbL opaBy oauyanbix 3a CTeHy, BONPeKn
HECOrNacuo MHOTUX JIYYLLMX U @aBTOPUTETHbIX BOMHOB. OH Bbl/1 roToB ne-
pecTaTb AeNUTb N0AEN Ha UMBUAN30BAHHbIX U HELMBWUIU30BAHHDBIX, OH
BU/EN, U4TO IaBHOE U HEMPE/IOXKHOE JeNeHNe — Ha KUBbIX U HEXUTb. 3a
3TOT NYMaHW3M U 4a/IbHOBUAHOCTb OH 6bl1 KONIEKTUBHO yOUT. A Byayun
BOCKpeLlEeH, 0Ka3asca cnocobeH ybuTb NobMMyto KeHLMHY — CHOBa U3
no6BuM K Yyenoseyvectsy. Ho [xkoH CHOy — 0AMH TaKoi, No BUAy — 4eno-
BEK Meua, B Aiylle — C/IMLIKOM OTBJAEYEHHO MbICAALWMI NOCTUHANBUAY-
anucT-pagukan. HMKTo, Kpome Hero, 1t060BbIO K YeI0BEYECTBY B LIE/IOM
He OTATOLLEH.

Cyas no Bcemy, nonaras [skoHa CHoy abCo/IIOTHO MONOMKUTENbHbBIM,
a He ambuBaIEHTHbIM repoem, CepMan 3a4aeT U 3puTeto onpeaeneH-
HbIl paKypc BMAEHUA MUpa. HekoTopble AypHble ero 3aKoHbl pacLEeHu-
BAOTCA CEPMANIOM KaK 6e3anbTepHaTMBHbIE, M PBaTb Ha cebe BOOChI 13-
3a 3TOrO 3puUTesiel He NPM3bIBALOT.
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4YTO Mbl TOBOPUM BOI'Y MUTOCEPANA? — «HE CEFTOAOHA!»

MpeanoskeHne UHTeANEKTyabHOro Tonctaka Cama (dxoH bpagnu-
YacT) 0 Bceobuwmx Bblbopax ¢ Tpeckom nposanusaeTcs. HeTy B «Urpe
NPecTosoB» HWKAKOM Bepbl B AEMOKPATUIO KaK GEHOMEH KOM/IEKTUB-
HOrO ynpaBAeHus, C y4acTmem 6o/bKX YesnoBeYECKUX Mmacc. PeanbHbIn
WHCTUTYT, TOBOPUT CEPUAN, — 3TO OJIMTAPXU3M CTI0XKHO AYMALOLLUX JTtO-
Aell, CnoCOoBHbIX KOHTPOIMPOBaTb cebsa, NATU HA KOMMPOMMCCbI U A0-
roBapuBaTbCa Apyr ¢ apyrom. MoapasymeBaeTca, YTO HACTOALLAA BNACTb
HE MOMKET TeM CaMbiM He OnMpaTbca Ha 6onblon KanuTtan [4], n noto-
My BCe Te, KTO UM He 0bnagaeT, BoobLLe He y4acTBYIOT B AUCKYCCUU 06
ynpaBaeHMn. MeHbLINHCTBO MOXKET BbITb GUHAHCOBO COCTOATENbHBIM U
«MPOABUHYTBIM» HACTONbKO, YTOObI AENCTBUTENLHO NOATANKMBATL MUP
Bnepea. bonbwWMHCTBO — HeT. He Hago ero NnognycKatb K NOAUTUKE, ro-
BOPUT cepuan.

Tonna cnoco6Ha 6bITb MO0 KEPTBOI, KaK B NpeanociegHen cepum,
NMBO — KONNEKTUBHbIM Be3HaKa3aHHbIM UCTA3aTeNem M ybuiuen, Kak
apMuA AOTPAKMIALIEB MM KaK FOpPOXKaHe CTOAULbI, IYMUBLUMECA Hag, ro-
noi Cepceeit, nayuen Kk KpacHomy 3aMKy B KOHLLE NATOrO ce3oHa. B cea-
31 C YeM OYeHb TOYHO CHOPMYIMPOBAN MbiC/b 06 OTCyTCTBMU B «Urpe
npectonos» obpasa Hapoaa Puuapg TemnsucT: «“Hapoa” 6bin npugy-
MmaH lepaepom, To ecTb 310 XVIII Bek. Touyka oTcyeTa, OT KOTOPOI pas-
BMBAETCA CIOXKET, OTCbINAET HAaC B COBEPLUEHHO MHOW, JOUCTOPUYECKUN,
BO BCAKOM C/lyyae, fOCOBPEMEHHbIN nepuog,. NoaTtomy Hapoaa Tam ael-
CTBUTENbHO HeT» [17, c. 250]. dopmanbHO BO BpemeHH'blx KoopauHaTax
Cemun KoponeBcTB Hapoaa U Hauui «elle HeT» — HO TaKoBa CUTyauumn
NoTOMY, YTO A1 MHOTUX HALIWX COBPEMEHHMKOB, ans [xopaxa Map-
TUHA U co3aaTenelt cepuana, Hapoaa M HaLMi Ky»Ke HeT» — 3TO HEeaKTy-
aNbHble KaTeropuu, Bepa B HUX CErofHA CTPEMUTENBHO ciabeer.

OuyeHb NOKa3aTENbHO, YTO JIyYLLME U3 JYHLIUX He B3AU Ha ceba oT-
BETCTBEHHOCTb 32 HECOCTOABLIEECA «3TMYecKoe BocnutaHue» [elieHe-
puc. TMpuMoH npomamana napy epas o Tom, 4To Ux ofobpeHne KasHen,
TBOPMMbIX B Pa3HbIx 061acTAX, CO34a0 Y KOPOEBbI APAKOHOB OLLylLe-
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Hue cobcTBeHHOM Henorpewnmoctu. Ho xkoH CHoy Aarke He nonbITan-
€A NOAAEpPXKaTb 3TOT PAa3rOBOP U MOKAATLCA C/IEA0M.

OAHMM CNOBOM, 31UTa TaK U He 0CO3Hasa BCepPbe3 CBOE YyA0BMLL-
HOE OTHOLLEHME K YYXKOWN XU3HWU, HEe MOABEPrNA KPUTUKE CBO /10A/b-
HOCTb K NpaBy OTHMMAaTb KM3Hb. HanpoTus, ¢ MOMOLLbIO NOCNeAHEro
ybwuiicTBa, coBepweHHoro CHOy, noATBepAW/Iacb aKTyalbHOCTb BCEro
KOMMAEKCA HAaCUIMA Kak Hanbosiee feNCTBEHHON Mepbl MO U3MEHEHWIO
KapTUHbI mupa.

TaK 4TO MMUP CHOBA MOYTU HUYEMY He Hay4duacA. U 3TO CTUXMINHBIN
NenTMOTUB BCel uctopmn. Beagb BCce HaUMHANOCh HE TONIbLKO C YKECTOKO-
CTV 3aBeg0MbIX 37104e€eB JTAaHHUCTEPOB, HO M C KECTOKOCTM «XOPOLLEro»
Hepa CrapKa, KOTOpbIM Ka3HMA YesioBeKa, MOCMEBLUEro 4e3epTMPOoBaTh
13 Ho4yHOro go30pa Mo 3KCTPAOPAUHAPHON NPUYMHE, B CYyTb KOTOPOW
XpaHutenb CeBepa He BHUKHY/, OTMAxHYBLUUCb OT U3BECTUSA O Besbix Xo-
[OKax (KoTopble B NocneAHeM Ce30He YyTb He UCTpebuamn Bce Yenosede-
cTB0). MHbIMK cnoBamu, 6naropogHeiwnini Hag CTapK OTHAN XKU3Hb Mo-
TOMY, YTO TaK MPUHATO, HE NPOABUB HU MUIOCEPAMUA, HU NOIUTUYECKOM
Aa/IbHO30PKOCTU. BCcKope OH cornacuica ¢ HeobXoAMMOCTbIO YOUTb oa-
HOro M3 CBOMX NHOBMMbIX NHOTOBOJIKOB — MO HecnpaBeaiMBomMy Tpebo-
BaHWto KoposieBbl Cepcen. MNosen oH ceba NpUMeEPHO KaK TypreHeBCKuiA
lepacum, HO TOT Bbin KpenocTHbIM, @ Hag Ctapk — XpaHutenem Cesepa.
He ycnen ero apyr, koponb Cemu KoponescTs, UCNYCTUTb AyX, 3aBELLAB
Haay 3awmwatb cBomx getei, Hag Ctapk Hapywwn 3Ty knatey. OH cae-
Nan 370 M3 bnarMx HamepeHuin, Ho TO OblNa TOXKe KAATBA, 3a HapylweHne
KaKOBOW OH Cam HeZaBHO OCYLLECTB/IA/ Ka3Hb.

MHbIMM cnoBamu, B Hauasie COObITUIM NEPBOro CE30HA NIEXKA/IM HEBEP-
Hble NOCTYNKM, HEOAHOKPATHOE «OCTyNnaHne» 61aropoAHOro repos, BCKO-
pe 6e3)KanoCcTHO Ka3HeHHOro Heapyramu. B cepeanHe MHOrOCE30HHOTO
NMOBECTBOBAHUA NPOUCXOAAT KECTOKME Ka3HU, TBopuMble CHoy B YepHom
3amKe Npwv pacnpaBe C 3aroBOPLUMKAMMU, CPeaM KOTOPbIX Obl pebeHoK.
A B BOCbMOM ce30He nopa Bapuc (KoHnet Xunn), obeykpatowmin ¢ Tu-
PUOHOM NPeanoYTUTENBHOCTL BO3BeAEHUA Ha HKenesHblil TpOoH He [el-
eHepuc, Ho bosnee Yenosekontobusoro CHoy, aeT NOHATbL B3MAA0M, YTO

HAYKA TENIEBUAEHUA Ne 15.2, 2019 151 THE ART AND SCIENCE OF TELEVISION



npwu ycnexe AaHHOro 3ambicnia [elieHepuc npuaeTtca ycTpaHuTb. Bekope
cam Bapuc npeBpatunTca B nenen oT nnameHun ApakoHa [lefeHepuc, HO o
3TOr0 COBETHWK MIaHWpyeT OTpaBJeHUe CBOei Koponesbl. Beakas xepT-
BEHHOCTb 3€Cb OTHOCUTE/IbHA U CUTyaTUBHa. B cBoe Bpems TMPUOH cTan
ybuiuen oTua — HO NpeaBapUTENbHO TOT OTAAN NPMKA3 O KasHU TUPMOHa
3a NpecTynaeHne, KOTOPOro TOT He cosepluan. U Tak ganee.

Kaxkgbli B 3TOM MUpPE NOTEHUMANbHO He TONIbKO XKepTBa, HO U Na-
Nnady. He TonbKO Nanay, HO M »KepTBa. Tem cambiM MOYTU BCE K/HOYEBDIE
duUrypbl UCTOPUK NOBA3aHbI 06LLEN CUCTEMOW LEHHOCTEN U HPABOB, NPU-
HUMAIOT OHM 3TO MW NbITAIOTCA MbICNIUTL ceba onnosuumoHepamm. (Tyt
CHOBa OLLYLLAIOTCA TPAAULMM LLIEKCMMPOBCKOTO BUAEHWUA IbCMHOPA KaK
MWpPa, B KOTOPOM HEBO3MOXKHO OCTaTbCA HE 3aMOPYEHHbIM CTPALIHBIMM
HpaBamM, HEYBaXKEHNEM K CMEPTHU, KECTOKOWN UIPOBOMN CTUXMUEN, NPpUME-
HAEMOW Oaneko He TonbKo Mamnetom. fepoit nbecbl cobupanca spaye-
BaTb «BbIBUXHYTbIW CyCTaB BPeMeHU», O4HAKO CaM OH TOXe OKa3blBaca
4aCcTbtO 3TOrO BbIBMXA, NPEBPALLAACH B MPSAMOrO U KOCBEHHOTO youiuy.)

OAMH U3 KM3HeyTBepKAaloLWmX «cnoraHos» B mupe Cemu Kopo-
NIEBCTB XOPOLIO ycBOMAA tOHAA Apbs OT cBoero AobaecTHoro yuutens
dexToBaHuMA: «4YTO Mbl roBopum 6ory cmeptn? — He cerogHsa!». ITa
BAOXHOBAAKOWAA doOpMyna NPUAAET CUNbl TEPOUHE B IKCTPAOPAUHAp-
Hble MOMeHTbl. Ho no 6yaHam BecTepoc KMBET Apyroi HemspeyeHHOoM
UCTUHOM: «4TO Mbl roBOpUM b6ory mmnnocepgma? — He cerogHal!»

[Oenenepuc (3munnua Knapk) rosopmaa o CBOEM KeNaHUU KCNOMATb
KONEeco» — UmenA B BUAY Koaeco Bnactu. TpagMUMOHHbI MOTUB Kosleca
$OPTYHbI TEM CaMbIM NMPUMEHAETCA B OCHOBHOM K MNONIUTUYECKOM 3/1nTe.
Cnomatb «KONeco» HUKOMY He yaanoco. Moayumnocb Anllb BPYYUTb €r0
AN KPYNEHUA» TOMY, KTO MOKA HY pasy He KpYyMmaHys1 3TO KONeco Kaknm-
HMBYAb KpoBaBbIM 0H6pasom.

BUTBA 3A BbI*KUBAHWE — TEPOMNYECKAA MHTEPMEONA

Ho npexage Yyem mMup LWarHeT Brnepes, B 3NoXy NONAUTUKU UAEN, He
3aMO/IMB M AaXKe He ycneB 0CO3HaTb CBOMX r1ob6asbHbIX rpexos, byaeT
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HOECKOHEYHO TAaPMOHMYHAA TPETbA CEepwus, KOrga NPOUCXOLUT peluato-
was butsa nogen ¢ apmuelt Kopons Houn. HuKakux 6atanbHbIX KpacoT
M BoobLEe MOHYMEeHTanbHOM 6aTanbHOCTM. KnoykoBaTble Kagpbl. Cym-
OYpPHbIA MOHTaX C NPOBUCAHUAMM N CYMATULEN. PUTM NpepbIBUCTOrO
nynbca. TeMHaa TyMaHHaA MycTOTa, HaMNpPsXeHHOoe OXUAaHMEe WU yXKac
0Ee30PMEHTUPOBAHHbBIX CMEPTHbIX, HA CTEHE /1N, B KpunTte Aun. OwylieHne
cobctBeHHOW B6ecnonesHocTM y CaHCbl U paga APYrUX KaoyYeBbix opuryp
Bcel uctopuun. Marus sonwebHuubl MenncaHgpbl (Kapuc BaH XayTeH) —
cpabaTbiBatoLLaa TONbKO Noc/e 6eccYeTHbIX 3aKANHAHMI, NepexoaaLmx
B OTYaAHHYO MONbOY, HO OTTArMBAOLLLAA HOBOE HACTYMN/eHMe Benbix Xo-
[OKOB BCEro-TO Ha HECKOJ/IbKO MUHYT. HMKaKoro HeybeguTeibHOro Kpa-
CMBOTO reporsma TeX, KTO Ha Hero He CnocobeH Mo CKaagy xapakrepa.
B:kaBwuniica B cTeHy lNec, BNaBWuit B NPOCTPALMIO OT CO3HAHUA HEBO3-
MOKHOCTM MOJIHOLLEEHHOIO CPAXKEHWUA C OpAOoIN HeXUTU. Cam, ByKBasIbHO
ApanatoLwmin ot 6enbix Xo4oKoB no nonto 6oa. YoeanutTenbHbln reponsm
Tex, KTo 6e3 Hero cebs He mbicanT. ManeHbKaa nean MOPMOHT, U3 no-
CNefHUX CUA BOH3AK0LLAA KMHXKaN B BE/IMKAHA-HeNtoAs, NoKa XpycTaT ee
KOCTU, CXMMAEMbIE €ro PyYULLEN.

My3biKa (komnosuTop PamuH [xkaBagm), 3amosikatoLaa U Bo3spa-
LAoLWAACA KaK NnocneaHune, ¢ TPYLOM cObpaHHbIe Kanau YenoBeveckom
SHEPrMM U KPOBMU, My4YUTENIbHbIE AyLWEeBHble ABUMEHWUA WMCCAKAOWMX
cun YyenoseyecTBa. MysblKa, nNepegatollas pusnyeckoe nepexmBaHme
He OTAA/IeHHOW MepcrneKkTUBbI TMbenun, Ho HEeMPeNoXHOCTU CUIOMUHYT-
HOTO, Yy¥Ke TBOPALLEroCs NMOJIHOTO UCTpebieHns. My3biKa, Bbiparkatowas
b6e3mATeKHY0 yBepeHHocTb Koponsa Houn B cBOel NoYTU HacTynusLen
nobepe. MpurnyleHHble, Kak bbl ynabiBatoLLMe BAAb 3BYKU CPAXKEHWUSA,
CNOBHO C/bIWMMbIE YMUPAIOLLMM Ye/10BEYECKMM CO3HAHUEM.

beccnoBecHOCTb, 6eCKOHTAKTHOCTb, beccunme... OTCyTCTBME NOABU-
ros y [xoHa CHoy. becnone3HocTb ApakoHOB. [eieHepuc n KoH cenun
HA HUX M B3MbI/IM BBbICb, HO CAENATb TOJIKOM HUYEro oTTyaa He MOru,
Cparkanncb CO CHEXHOW bypei, oTopBaHHble OT 6UTBbLI. M BOT 06a gpa-
KOHa 6eCnoMOLLHO TPEMbIXAtOTCA B CHEXKHOM HOYHOM noaHebecbe, Kak
6e306ugHble nepHaTble...
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MpaK, TULIMHA U MONYaHWE OMNPeaensAlT 3Ty KyJAbMUHALUOHHYIO
OUTBY, CHATYIO C MAKCMMasIbHO BO3MOXHbIM YXOLOM OT NOCTaHOBOYHO-
CTVN ronnmnsyackmux bnokbactepos. B cBoei BbICOKON KMHemaTorpadpuu-
HOCTU cepusa TArOTEET K CTUANCTUKE, KOTOPYIO MOXHO 0603HAUYUTL Kak
HOYHOM MMMNPECCUOHM3M.

MosasneHune Apbu 13 ToMbl U youincteo Koponsa Houum BbIrnaguT He
3aKOHOMepHOl nobeaoi, HO OTYAsHHbIM, MOYTU HEe3aMEeTHbIM, Cyao-
POXKHbIM }ECTOM. ITO BE3eHMe C/lyYallHoe — B TOM CMbIC/Ie, YTO €ro
baKT He B cM1axX OTMEHWUTb BbICOKO BEPOATHOCTU MOJIHOMO YHUUTOMKeE-
HWA BCEro Ye/I0BEYECKOTO.

BbIXKMBaHWe cerogHa BoobLLe BO/HYET KMHO BOAbliue, HEXENN Ka-
KoW-nnbo Tpuymao. U 3aech, B TpeTben cepum, cnydaetca nobesna, KoTo-
pas ganacb YyAoOM W He anAeTca Tpuymobom. Bce MHTOHALMM TpUym-
¢daTopcTBa, CTO/Ib TPAAULMOHHBIE U OXMAaemble B NofobHoro poga
Meraclo¥eTax, BblUMLLEHbl U3 3KPaHHOM maTepun. HuKakon anidopun,
HWKaKOW PafoCTH, HUKAKOro obneryeHna u yMMpoTBOPEHUA — HU Ha ce-
KYHAOY 9KPaHHOro BpeMEHMU.

Cepuio BeHYaeT He nepexunsaHue $akTa cnaceHus, HO 0CO3HaHWe
HEBOCMOJIHUMOCTH yTpaT. B 3TOM rope Kaxabl oAnHOK 1 Man. U Tonbko
YKEeCT OrPOMHOTO PaKoHa, HaKPbIBaKOLLEro CBOMM Kpbliom [lelieHepuc,
pblAatoLLyto Hag Tenom cupa [opaxa (MeH Mew), n kak 6bl cosaatolue-
ro «KMBOW rPOT COCTPaAaHuA», cnocobeH nepeaaTb YyBCTBO eAUHEHUA
BCErO }KMBOrO — Ye/I0BEYECKOro, 3BEPMHONO WU MarMyeckoro. 31o eau-
HeHMe He OTMeHAET HeobxoaMMOoCTb L06POBOABHONM pacnaaThl 3a Npo-
Wwble NpecTynieHua. Kectokan, HO MHOMAA NOME3HAA CAYKUTENbHULA
Bnagbikn CBeTa cama NPeKpaTUT COBCTBEHHYIO U3Hb — 6e3 adpPeKTHO-
ro nagoca, 6e3 nokasHHbIX NPOLLANbHbIX peyeir, 6e3 coxkaneHua. Naa
Mo CHEXHOMY MOJIt0, OHA NPOCTO CHUMAET C LWeun U AaeT ynacTb mMaru-
YECKOMY OXKEPENbIO, XPaHUMULLY SHEPrUM ee 3aTAHYBLUEroCcs CyLLLecTBO-
BaHMA. [POKOBLINAB elwe HemHoro, MenucaHapa nagaeT M ocTaeTca
NexaTtb Kankum Byropkom nocpenm nycrowu. HeT B 3TOM HM pagocTy
BO3ME34MA, HU MEe/IofPaMaTUYECKOrO COXasleHUs, TO/IbKO OTOPOMb OT
NPOCTOTbI YXOA4,a U3 }KMU3HWU 0bnagaTenieit CBepxyeoBe4eCKMMU BOSMOMK-
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HoCTAMMW. U OT BUAA TOTO, KaK Masio OCTAeTCA OT Ye/IOBEKA M ero Marumu.

Cepvan NOKasblBAaeT OTCYTCTBME Yy /IO4eN MO3WLMKM XO3MHA Mo-
JNIOXKEHUS N HACNAXKAOEHWUA TPaHAMO3HOM ApamMaTMYecKoW cuTyaumen ¢
BHATHbIMW AyLWEBHbIMU UMNYNAbCaMU N 3IPPEKTHO CHATbIMM MOoeanHKa-
MW. He MOXKET 1 He 40/IXKHO YenoBeYecTBO B INLLE KNKOUYEBLIX NEPCOHa-
el BeYHO HacnaxgaTtbca cobol M NoakaoYaTb K 3TOMY HACTPOEHMIO
ayauTopuio. Cepusi OpraHW30oBaHa OLYLWEHWEM TOro, YTO OMaCHOCTb
rmbenn yenoseyecTBa — He XKaHPOBAA MPUAYMKA, HO peasbHas onac-
HOCTb, U OHa B /II060N MOMEHT MOKEeT CHOBa 3asBUTb 0 cebe. Jlnwb ee
BMA M cyBbeKTbl HaTUCKa Ha MUp fogen 3aecb ¢paHTacTMuHbI. M napa-
[AOKca/ibHbIM 06pa3om BCe-TaKu 3TO camas CYacTIMBas OnacHocTb, 60-
peHMe C KOTOPOW ecTb KPaTKOBPEMEHHAA NepeaplliKa B Yepeae pacnpas
Jo4ewn c NtoAbMU. B KOHTEKCTE MarmcTpaabHOro NMOIMTUYECKOTO CIOXKETA
BOCbMOFO CE€30Ha TPETbA CEPUA — «TrepomnYecKkan MHTepMeauna» U 0XK-
HbI Xennu-aHg, NpeaBapaoWmniA HOBYIO CTaAMIO YCNOKHEHUA KU3HU
obuecTsa.

KATACTPO®A MUPA CU/Tbl. B AYXE K/TEMCTA

Kak npusHaBancs Oxeime (Hukonat Koctep-Bangay), ero mano
BOJIHYIOT KMTenn Bectepoca, ero 6ecnokount Tonbko cyabba Cepcen. Tak
MbIC/IUT HEe TONbKO OH. KaK BblAcHAeTcA, [leieHepuc mano BOJHYIOT BO-
oblue Bce, ecnu cpeam HUx HeT MuccaHgen, — mup 6e3 Hee He LOCTOMH
munocepama. Cepran NoKasbiBaeT NPaKTMYECKU NosiHoe obecueHuBa-
HWE KM3HW HEe3HAKOMOWM MACCbl, TO/IMbI, MHOYECTBA Ha ¢pOHe OCTPOro
nepexmnBaHnA LLeHHOCTU KU3HM A0POroro cywectsa. J/llogbMn pyKoBoO-
AT AyLeBHbIe CTPACTU Ha rPaHU MaHuK. JInyHble cuenneHus cyneb sos-
BOAATCA B BbICLUYHO LLEHHOCTb AaXe BOMNPEKM XKaXKae BbIXKMBaHWUA. B aTom
yuTaeTca cBoeobpasHoOe CONPOTUB/IEHME MANON 3HAYMMOCTU OTAENbHO-
ro MHAMBWUAA, €r0 YYBCTB U €ro KU3HWU A8 60/1bWOoN NOAUTUKKU. TaKoB
n3bupaTenbHbii, TMB6eNbHbIM 'YMaHU3M B MUPE CU/bl U HEHABUCTM.

Ecnu 6bl He Kaxaa Mca (Popyn MaKKkaHH) NOKBUTATbLCA C 6paToM, OH
6bl Halwen cnocob ybuTb ero, He ybuean cebs, a He puHyca bbl BMmecTe
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¢ Mperopom B nosbixatowyto 6e3aHy. Ho TosibKo TaK lNec mor BbipasuTb
M McyepnaTb CBOK HeHaBMUCTb. Ecnn 6bl He cTpemneHune 6biTb ¢ Cepce-
el B MOMEHT CMepTe/iIbHOW 0NacHOCTH, [)KeliMe MOT OCTaTbCA B KUBbIX.
Ho TonbKo ero npmxof B ropoA 1 ux rubenb Basoem nog, passaiMHamm
ABOPLA MOINN BbIPa3uTb ero NPUBA3aHHOCTb K cecTpe. Ecaun 6bl He ny-
6/1M4Has pacnpasa Hag MuccaHgeel, [leleHepuc, CKopee BCEro, CMOT/a
6bl BOBPEMS OCTAaHOBUTbLCA, FOPOA He Obia Bbl Pa3pyLLEH, a ero Kuteau
He 6b1n Bbl COXIKEHDbI, Cama e KOPOoaeBa APaKOHOB He bblsia 6bl youTa
nobawmm ee xkoHom CHoy.

Koponesa Cepcesn noanucana cMepTHbIN Npurosop cebe 1 Bcem Xu-
TENAM CTONMUbI KasHbto MuccaHzeun (Hatanm dMmaHyanb), egUHCTBEH-
Horo Hactoswero apyra [AerieHepuc. C TOYKM 3peHUSA NOJUTUYECKOTO
packnaga, MuccaHgea — BCero-Hascero nepesogunua, ¢yHKUMA no-
CPeLHNYECTBa M CONPUCYTCTBUA CUIbHBIM MUPa cero. B 0buiem KoHTek-
cTe 60pbbbl 3a BAacTb MuccaHaes — eANHCTBEHHAA CBATAA: OHA He co-
BepLUnaa HX OQHOMO NPECTYNAEHUA, Y HEE HET HU CWUJIbl, HU BNACTU, OHU
el He HyXHbl. [Ja)ke BO3MOMKHOCTbIO BAUAHUA HA CU/IbHbIX MUPaA CEro
OHa He TewwT cebs B oTInMumMe oT TupuoHa M Bapuca. OgHako cmepTb
H6eckopbICTHOM MuccaHLen — NOBOPOTHOE, KY/IbMUHALMOHHOE 3BEHO B
HKU3HU «KO/1eCa BNaCTu».

Beab AeieHepuc Buant 8 MuccaHaee cebs, oANHOKYHO, MNLIEHHYIO
POAHOro loMa U POAMHbI, — TONbKO 6e3 ApPaKoOHOB, apMUKN U CBepXYe-
NIOBeYecKunx cBomncTts. Apba, [KoH 1 cup [aBoc B yXKace co3epLaloT To,
YTO OCTasnocb OT KoponeBcKoW raBaHM — HeyTo Bpoae MNomnewn, KoTo-
pYyto Nnoc/ie U3BepPKeHWA By/IKaHa eLLe M B3opBaan. M cHer foaroi 3umbl-
OMacHOCTU NepexoauT B /IeTalOWMN Benecbl nenen Cropeswnx Ten u
cropesLieit uMBMAN3aUmMKn. Bce 3To — MecCTb 3a HEKYIo nepeBoaumLy C
ocTpoBa Haata, To ecTb BO3me3ane 3a MPUBbIYKY CUIbl IYMUTbCA Hag,
CNaboCTblo, YKEHCTBEHHOCTbIO, 6€33aLUTHOCTBIO U OANHOYECTBOM XKEH-
LWMHbI.

MoBeaeHMe KoponeBbl APAKOHOB, CTAHOBALLENCA NETAIOWNM BYA-
KaHOM, BO MHOrom pudmyeTca ¢ noBegeHMem aMa3oHKK MeHTecunen B
O0QHOMMEHHOK pomaHTUYecKol Tpareann feHpmxa poH Kneicta (1808).
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B3belueHHas Hecepbe3HbIM OTHOWEHMEM AXMa K ee lobBU U OXKMaa-
HUIO YBAXKEHUA C €ro CTOPOHbI, MNeHTecnnena « ABUKETCA Ha HEero ¢ NoNYK-
LLLAaMW CNIOHOB, CNYCKAeT Ha Hero cBopy beleHbix cobak. OH pacTep3aH
B KN04Ybsl, @ cama [eHTecunes, KoTopasa He NOMHUT cebs, BMecTe ¢ co-
H6akamu Tep3aeT Tesio Axmana», B KoToporo 6bina BobeHa [18, c. 427].

Ob6e3ymesluan [leiieHepuc He MOXET OCTaHOBWUTb CBOM aTaKy Ha
Koponesckyto [aBaHb, gaxe rotosyto caatbca. OHa CHOBA M CHOBA Mpo-
HOCUTCA HaA NobexAeHHbIM FOPOAOM, POBHAA C 3eMJ/IE TO MeCTO, rae
He 3axoTeNn JoNyCTUTb BEPOATHOCTU ee nobeabl, rae He BUAENN B Hel
OO0CTOMHOIo NPOTUBHUKA, 3HAYUTENbHYIO NOAUTUYECKYIO dUrypy. XoTa U
He B /Nl060OBHOM HOpPEHMM, a B MPOTUBOCTOAHUN C APYTroi KOPONeBow,
[eneHepnc He MOXKET BbIHECTU TOTO, YTO ee camy M ee Noapyry Morim
He NPUHUMATb BCEPbE3, YTO XKU3Hb MuccaHaemn Hbina Wb Pa3smeHHOM
MOHETOM 1 cumBosiom ee, [leiteHepuc, yassnumocTn. Koponesa Cepces,
OnNATb e roBops cioBamun bepKoBcKoro o reposix Knelicta, < BOUHCTBEH-
HOCTb MocymTana B1aXkbio... NIEFTKOMbIC/IEHHO B3I/IAHYNA Ha nadoc cna-
60ro K paBeHCTBY, He MOMXKenana NoHATb, YTO Nepes Hel Cylime BeLm,
uMetoLLme rpo3Hbii Bec» [18, c. 427].

KapTuHa mupa B «Mrpe npectosioB» pudmMyeTcs ¢ KapTMHOW MUpa,
HaYepTaHHOM HEMELIKUM POMaHTUKOM: K MMEHHO B 3TOM Tpareguun Kneii-
CTa MMpP NPeACTaB/IeH KaK F’MraHTCKaa MMNepus CUbl, Kak apeHa cun, bec-
noLagHbIX ApYr K Apyry. PaBeHCTBO 3aK/104aeTca B TOM, YTO BCAKOMY U
BCSAAKOM 4,03BO/IEHO NPAKTUKOBaTb COBCTBEHHYIO CUAY <...> UAET 3BepMHas
KOHKYPEHUMS yHac/eA0BaHHbIX U 61aronprobpeTeHHbIX NPenMYLLECTB,
arpeccuBHbIe MHCTUHKTbI 0OLWEeCTBa Y3aKOHEHbI, B JIIOAAX CKPbIIOCH BCe
JIOACKOE, UM NPUCYLLEE, U Ha NOBEPXHOCTb KM3HW 6O/bLIE HE BbIXOAUTY»
[18, c. 422-423]. «Tpareans Knelicta — npeayvyyBCTBME POMAHTUKaMMU
TOro, 4To BOOOLLE B MMUPE, KaK OH AaH MM CEerofHs, racHyT pasanyus,
BCE MAET K CMepTu nogobHomy eguHoobpasmio» [18, c. 425]. Mpoucxo-
OWT CTPALWHOE «CIIaXKMBaHWE Moaa W NMoAoBbIX pasnnumnii» [18, c. 425].
B cywHocTK, BCe 3TM cnoBa bepKoBCKOro npumeHMmbl K mupy Bectepoca,
KaK byAaTo O HEM M HanucaHbl. My»KCKMe LEHHOCTU 34eCb LOMUHUPYIOT,
YKEHCKOe Hayano BbIHYKAEHO K HUM NpMcnocabamnsaTtbes, YTo 60NbLINH-
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CTBO FepOUHb U AeNaloT C PasHOW Josen ycnexa. MHOrne coBpeMeHHble
uccnefoBaTeNv BUAAT B PA3BUTUM KEHCKOM Tembl «Mrpbl npectonos» no-
3UTUBHBIN GaKT, NOKa3 TOro, YTO MKEHLLMHbI HAYMHAKOT UCXOAUTb U3 NPaBa
cobcTBeHHOro BbIbOpa, Kak UM CTPOUTL CBOHO cyabby [3, c. 169]. OgHako
yCuieHne aKTUBHOCTU U BOMHCTBEHHOCTU FepPOMHb He NobyxaaeT obLe-
CTBO, NOKa3aHHOe B Cepuaie, yBaxaTb YbW-TO XKEHCTBEHHOCTb WU C/a-
60CTb. Tak 4TO 3aBOEBAHMA KEHLIMH-TePOUHb TOYHee ByAeT pacLeHnBaTb
KaK NpoAos/IKeHMe Hepa3peLleHHbIX Npobaem, akTyanbHbIx Kak gna Cemu
KoponescTs, Tak M A1 COBPEMEHHOM AeNCTBUTENBHOCTMU.

META®U3SNYECKME KAHOAbI

Y)Ke BO BTOPOM MeEracloXeTe Hallero BpeMeHM YyBCTBYETCA ABHaA
06€eCnoKoOeHHOCTb aBTOPOB TEM, YTO MUP, KAKUM Obl OH HU Bbln LUUBU-
NIM30BaHHbIM, C/IOXKHBIM U MHOTO06pPa3HbIM, NPOAO/IKAET HbITb OpraHu-
30BaH rpyboit cunoii. U mepoii BhacTn ABASETCA CUNA, U Mepoi npaBsa
Ha ynpas/iieHne — TOXe cuaa. ITa e yAPYYEHHOCTb NPOYUTLIBANACH U
8 uctopum o fappu MNoTrepe, rae mnp BonlwebHMKOB BbICTYNan, cCKopee
BCero, metapopoit coobLiecTsa AyMaloLWmX OAEN, K KOTOPbIM MMeeT
CMbICN NPEeAbABNATL BbICOKME TpeboBaHUA M 6o/blUME NPETEH3UN. ITOT
MUp, BKtOYas XOrsapTc U MUHUCTEPCTBO Maruu, Npu BCEX CBOWMX IKC-
TPaopAMHApPHbIX CBOMCTBAX, TaK U He BbIpaboTan HUKAKMX NPUHLMNOB,
CNocobHbIX MOMeLlaTb CAMOMY KEeCTOKOMY W BacTontobusomy cylue-
CTBY NOJIY4MTb BCIO BIACTb — BO BTOPOW pas, NOC/E yKe OAHaxabl nepe-
YKUTOrO OnbITa ero BouapeHus [19, c. 8-18].

Ha nytu K dmHany «Urpbl Npectonos» NpUHLMUMAMANBHO OTCYTCTBUE
KPYMHbIX U CBEPXKPYMHbIX NJIAHOB TMOHYLUX U MOTMBLINX NEPCOHAXKEN.
Mbl BUAMM NWLWb U3LaNK, Kak Topa oTcekaeT ronosy MuccaHgee, cTos-
LEeW Ha Kpato CTeHbI, U KaK ee TeNo M ro/ioBa No OTAENbHOCTU BANATCA
BHM3. Ha ganbHem nnaHe lopa u Mec B cMepTe/ibHOM CXBaTKe NIETAT C py-
Wwalenca CcTeHbl B nosbixatowee naama. Mocne 6uTebl TUPMOH HaxoanUT
cpeam pyvH agopua Mxkeime n Cepceto — BUAHbI TONIbKO UX FON0BbI U
naeyn, oba Tpyna nNexaT pagom, Nod rpyaon KaMHen, NOKpbITbie cepom
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MbiJIbl0 U C/IOBHO NPEBPATMBLUMECA B aHTPOMOMOPPHbIE KOOJOMKMNY.
HuKkakux noapobHocTel 6bITMA HenorpebeHHbIX Ten. HUKakol KpoBu.
M HUKaKMX NOXOPOH.

YenoBeK B cMepTu Bce Honee pa3BellecTBAseTCA, AeMaTepuanmsy-
eTca 1 Bce cnabee NognexuT putyanbHOMY NnorpebeHuto ¢ «oTaaBaHu-
em AaHu». Yem MeHblle PUTYaIMCTUKM B Kaape, TEM MEHbLLE UAN03UN
YyNopsaAoYMBaHMA MUPa Ha MaHep LeKCnupoBcKkoi. ®opTnHbpac croaa
He npuaeT, 4tobbl y6paTb TPynbl. MuUp Kak ecTb B NOSIHOM pa3apae, Tak
N OCTaHeTcA.

[na Toro, YyTob6bl XOPOLWIO HaNMcaTb AMANOrM U MOHOMOTM [XKOHa
CHoy o v nocne ybuiictea [leieHepuc, HaBepHoO, Hago 6biTb Lekcnu-
pom, Knerictom nam MNywKnHbiMm. Npobnemy msbaBneHna mmpa oT Ho-
BOrO TMpaHa BoOOLE TPYAHO YAOXUTb B JIerkMe auanoru. Bnopy nu-
catb dunocodcKoe acce nan genatb 60/blLME aBTOPCKMUE OTCTYMNAEHMUA.
C popmaTtom ¢paHTasuiMHOro cepnana 3To He C/IMLIKOM KOppPecnoHAnpy-
eT. Ho npo6nema He B ToM, 4TO6bl BepbanbHO onpaBaaTth WaM oniakaTb
HeobXoAMMOCTb YCTPaHEeHUs KOPOaeBbl APAKOHOB, HEeAABHO ObiBLIYIO
CTpafanunuen, 3anpoaaHHoN AMKapAM. A B TOM, YTO HUYETO MHOTO, KPo-
Me JIMYHO NPeanpUHATOro youcTBa, cepuan He CYUTAET HYKHbIM U30-
bpectu. leiieHepunc Morna CoMTh ¢ yma u/mam normbHyTb NO BOJIE POKa,
MOT/1a 0OCO3HaTb COAEAHHOE M MOKOHYUTL C coboi, morna HbITb Nybany-
HO ocy)AeHa Hanbonee aBTOPUTETHbIMM IOPAAMM U NoABEPTHYTa Gu-
3MYECKOW KasHU WM OCTPaKmM3my. [lefio U He B OTCyTCTBUM aHTa3muu,
HO, BUAMMO, B OTCYTCTBMM BepPbl B 3IPPEKTUBHOCTb BCEX a/IbTEPHATUB-
HbIX GOPM BbIBOAA YeN0BEKA 3a Npeae/bl MobanbHOro BO34encTBMA Ha
cyabbbl Mupa. Jlyywero, 4yem yOUICTBO, elle He NpMaymanu, Kak bbl ro-
BOPUT cepua, N Heyero urpaTb B 3HAYMMOCTb 3aKOHa, NOPAAKA N KaKoW-
INB0O KONNEKTUBHOM BOIN.

Ha ¢oHe oTcyTcTBylOWMX MOMbITOK t0AEN NOKa3aTb KpUTUYECKoe
OTHOLLIEHNE KO BCEMY MHCTUTYTY BNACTM eANHCTBEHHOM NO-HACTOAWEMY
YMHOW NepCcoHOM B NOCAeAHEN CepumM OKa3biBaeTCcA APAKOH, AUTS NPOH-
3eHHol [elieHepuc. MNoTOpMOLLMB ee TeNO CBOEN OFPOMHOM MOPAOM M
ybeamswmch B ero 6e3abIXxaHHOCTU, APAaKOH UCMYCKAeT CTPaAa/ibyeckuii
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PbIK M HANpPaB/IAET CBOE NAaMsA He Ha NpAMOro youiuy, JKoHa, a Ha He-
JIe3HbIN TPOH, CUMBO FPAHAMO3HON BAacTU. M HanpasaseT Ao Tex nop,
MoKa TPOH He HaYyMHaeT NAaBUTbCA M He NPeBpaLLaeTca B NOTOKMU 1aBo-
06pa3Hoi maccbl. Ho aaxe ee ABUMKEHME KaXKeTca onacHbIM, arpeccus-
HbIM, KOBAPHbIM.

MoKa ecTb KOHLLENT TOTa/IbHOW B/IAaCTW, BOKPYr Hero Bceraa byaer
KPOBb, OroHb 1 6esymue. Cyaa no Tomy, 4To npoucxoaut B XXI Beke no
3Ty CTOPOHY 3KPaHOB, KOHLENT BAACTU HUKTO He CNOCOBEeH OTMEHUTD.

[pakoH b6epeT mepTByto [lelieHepuc B CBOKO OrPOMHYIO KOFTUCTYHO
Nany — ecTb B 3TOM KeCTe YTO-TO O4YeHb Pa3yMHOE — U YHOCUT ee NpPoYb,
no 6eckoHeYHOMy NpocTopy Hebec. HKecT HegoBepUs BCemMy YesoBeye-
CTBY, HEXXe/NlaHWe OCTaBAATb YOUTYI0 KoposieBy Ana norpebeHus no ye-
JIOBEYECKMM 00blYasaM, BbIMAAUT KaK OCMbICIEHHOE W MPaBOMEpHoe
AelCTBMe, pa3gBuratoLee rpaHuLbl r'yMaHn3ma. [1pakoH TyT HUYYTb He
XYyXe Ntofel, a B YeM-TO MHTE/N/IeKTya/lbHee U AyLIEeBHO TOHbLLUE.

C noBeaeHMem ApakoHa pudmyeTtca pelieHue ApbM He BO3Bpa-
waTtbcs Ha CeBep, He OCTaBaTbCA B CTO/IMLE, @ OTNPABMTLCA Tyaa, «rae
3aKaHUYMBAIOTCA KapThi». B 3TOM MOCTyMNKe 1 B TOM, C KAKUMWU MHTOHaLM-
AMM repPOMHA COODLLAET O CBOMX MNJ1aHaX, OLLYLLAETCA HE CTOJ/IbKO YKaXKaa
CTPAHCTBUI, CKOMIbKO NMPUroBOP M3BECTHOMY MUpy. OH He ycTpauBaet
IOHYIO TEPOMHIO, OCTaBaTbCA B HEM OHa He MoKeT. [ycTb byaeT YTo-To
Apyroe, He 3gecb. Ecnu TpaguuUMOHHbIE Tepou aBaHTIOPHbIX POMaHOB B
dMHane oKa3bIiBa/IMCb TAKUMM e NPEKPACHbIMU, YUCTbIMU U MOJAHBIMU
XU3HeNbus, KakMmm bbian B Havane, Kak otmedan baxtuH [20, c. 127],
B «Mrpe nNpecTosoB» COBEPLUEHHO O4EBUAHO 0bpaTHOE. osy4YeHHbIN
OnNbIT U HOBblE CTPaALLIHbIe 3HAaHUA — Te «KaHAaNbl», KOTOPble Tenepb Ha-
BCEraa c repoAmM, Kyaa bbl OHM HKU Hanpaeaaaucb. Ho aTn metadpusnye-
CKMe KaHAasbl fler4ye HocATCA Ha TepPPUTOPUN HOBOTO, HEU3BEAAHHOrO.
34ecb-To NOTEHLMAN BO3MOMKHbIX KPYNUL, FAPMOHUU Y3Ke BECb MCYEpNaH.

MoKa3aTe/IbHO MOJ/IHOE OTCYTCTBME CNAZKUX NHOOOBHbLIX Map B ¢u-
Hane Bcel uctopmun. Mapbl MepTBbl UK pa3pyLleHbl. M aaxe cemeliHoe
6narononyyne Cama 1 JIunnu B Kagp He nonagaet. OTHOCUTENbHbIN CO-
LUManbHbIN ycnex obpenu Te, ana Koro ntobas cTpacTb He Ha NepBOM Me-
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cTe. VI3 reponHb BbIXKMAN BOUTENbHULUbI iean bprneHHa n Apbs, TO ecTb
HOCUTE/IN K/IOYEBOTO }KEHCKOro apxeTunna cepuana [21, c. 43-47], a Tak-
e CK/IOHHasA K JONroTeprneHunto, KoBapcTBy M pacyeTtnmeocty CaHca. M3
OeTel BbIKWUA TONbKO BpaH. OcTanbHble OTNPLICKN KOPONEBCKUX CEMEMN,
PaBHO KaK WU AeTW NPOCTONOANHOB, HE NPOCTO HE A0XWUAWN A0 PUHaNa,
HO YMEP/SIN MYyYEHUYECKOM HaCUNbCTBEHHON cmepTbio. 0. boromonos
HeJaBHO Mucan o poaun obpasa u «npvema» pebeHKa B COBpemMeHHOM
meamnakynstype [22, c. 47-49]. CoBepLlUeHHO 04YEBUAHO, YTO 0DECLLEHM-
BaHMWe AETCKOM }KU3HU — 3TO BOOOLLE NENTMOTMB COBPEMEHHbIX SKPaH-
HbIX CHOMKETOB, 1 B «Mrpe NpecTosoB» OH TOMe NPOC/IeXKMBaeTCa BnosHe
OTYET/IMBO.

B 3aBepLlieHMM NOBTOPMM, HECMOTPA HA MHOMKECTBO NepeKanyek
¢ Tpareamnamu LLekcnupa un Kneicra, «Mrpa npectonos» — 3T0 He po-
MaHTUYecKan Tpareaus, Kak M He peHeccaHcHas Tpareaus. Benukue
npeaLwecTBEHHUKN roBopuAKM 06 yrKace yenoseyeckoro obuiecTsa.
B TOM gpamaTtyprum otyasHue Npu Buae HepaspewwmnmMblX ero KOHPANK-
TOB A0CTUraN0 HesaypAaHON cTeneHun. BuaeHme mupa 6b110 NpoHMU3aHO
HEMPUMMPUMON KPUTUYECKOM SHEPTUeEN aBTOPOB. 3HaUMTEIbHAA YacTb
3TOM 3HEpPrMM BOMJIOLLANACh B MUPOOLLYLLEHUN LEHTPAbHbBIX repoes.
Ha cerogHAWHWN AeHb Mbl UMeeM ABOMCTBEHHYIO CUTYaLMIO: KapTu-
Ha MMpa B COBPEMEHHOM Cepuasie BKAKYAET MHOMECTBO TEX CaMbIX
Y»KacoB, KOTopble Bbln HayepTaHbl ele PeHeCCaHCHbIM U pOMaHTUYe-
CKMM UCKyccTBOM. OAHAKO LleNIn 3TOr0 HauepTaHUA U OTHOLIEHME K HUM
TpaHcpopmmpoBanmcb. OHO, KOHEYHO, HE CTano NO3MTUBHbIM. HO Kpu-
TMYEeCKMin nadoc 3ameTHO yrac.

Bonbluas akpaHHan popma, NpeAHa3HaYeHHanA A8 AONroro passie-
YyeHuMA B NePBYIO o4epesb, a 411 PasmbllWIeHNa — BO BTOPYIO, MpMU3BaHa
TOHM3MPOBaTb ayAUTOPUIO M KaK Bbl NPpMpPYYaTb K NOKAa3aHHOM M BeCbMa
y3HaBaemoM KapTuHe mupa. VNHTOHAUMM HENPUMUPUMOrO HENPUATUA
ANCrapMOHUKN YeIoBEeYeCKoro obuiectsa yxoasaT. Mx 3amMeHsoT UHTO-
HaLUWUK BbIHYXXAEHHOIO NPU3HAHWUA, YTO AAHHAA AUCTAPMOHMA, Cyaa no
BCEMY, HEM3DEXKHA U HENPEeoao/IMMa. A MOTOMY K HEWN iyylle MbICIEHHO
a[anTMpPoBaTbCcAa — APYroro M1pa u ApYron Aywun y YenoBeyecTBa HeT U
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He npeasuanTcs. MoryT MEHATBCS KOCTIOMbI, KTIMMAT, BHELLHWE Yrpo3bl,
MOXKET MeHATLCA NPUHLMN GYHKLLMOHNPOBAHMA BNAaCTU — HO He o0bLias
CUCTEMA LLeHHOCTE! M 06LecTBeHHbIX HPaBoB. TaKoB HETParMyeckunii Ha-
CTpoit «Mrpbl NPecTonoB», CNOBHO roBopsLLei ceoemy 3putento: LLek-
cnup ¢ KnelicTom elwe Ha 4YTO-To B ByayLiem Hafeanncb, HO OHU KUK
[laBHO, a Bam B Hayane XX| cToneTvs HafeaTbCsa He Ha 4To.
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MHCTANNAUNA B 3MNOXY MOCTUHTEPHETA

AHHOTaumA. B coBpeMeHHOM KyNbType UHCTaNNALMA CTaNa BEAYLUMM KaH-
POM XYyAOXeCTBEHHOro TBOpYecTBa. B cBA3M C 3TUM NPUHLMNMANBHBIM
CTAHOBUTCA BOMPOC O KpuTepuanbHoh 6ase Ana ee oueHKW. B cTaTbe OH
paccmMaTpMBaEeTCA Ha OCHOBE METOAO0N0TUW, MPEAJ/IONKEHHOMN KYNbTYPHbIM
TeopeTukom bopucom poiicom, KOTOpbIA KPUTUKYET «peanmsm» MHCTan-
NALMOHHOIO TBOPYECTBA, XapaKTepU3yloLWMil NpeacTaBieHne pe3y/bTaToB
CBOMX TEMATUYECKUX UCCNef0BaHUN XYAOXKHWUKOB, UCNOMb3YHOLWMX OTKPbI-
Tble UCTOYHUKM MHPOPMALMK, B TOM Yucie MHTepHET, ¢ NO3MLMIA CMMBO-
JINYECKOTO KOHTEKCTa My3elHOW penpeseHTaumu. «Mysei», B LIMPOKOM
CMbIC/Ie 3TOTO C/10Ba, UIPAET POJib CUMBO/IMYECKOM 3aMeHbl YHUBEPCANbHO-
ro rocyfapcrea, MCTOPUYECKN NMPUAABLLEFO CYBEPEHHbIN CTaTyC UCKYCCTBY B
COBpPEMEHHOM KynbType. MHCcTannauma, Takum ob6pasom, JoNKHa HE MPOCTO
penpe3eHTUpOBaTb Hanbonee AOCTYyNHbIM 06pa3om Heky UHbOpMaLmio
B MPOCTPAHCTBEHHO pa3BepHyTon ¢dopme, a nNpobaemaTvsmpoBaTb camy
CTPYKTYPY penpeseHTaLmm Kak Npon3BogHoe oT rMobanbHbIX MCTOPUYECKUX
TpaHchopmaLmMin. MicKyccTBO, XapaKTepusytolleecs NOHATUEM KMOCTUHTEP-
HeT», KaK pa3 U AaeT npumepbl NOAOOHbIX MHCTANIALMOHHBIX PELUEHWUN.
B cTaTbe NogpobHO paccMaTpUBAETCA MHCTANNALUA HEMELKOMN XYAOXHM-
ubl Xuto LWTteepnb B pamkax MIOHCTEPCKOrO CKyNbNTYpHOro npoekTta 2016
roga. OHa BNWUCbIBAET UHCTUTYLMIO, ee NPeACTaBAAIOLWY0, B 106abHbIN
KOHTEKCT COBPEMEHHOCTM, 0603HaYas CEMAHTUYECKMI PACKON ee KynbTyp-
HbIX M 9KOHOMMYECKMX cBA3el. Mo3ToMmy, XOTA UHCTannaums Wrteepnb n He
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XapaKTepM3yeTCA BbICOKOTEXHO/NIOMMYECKUMMN PELUEHUAMM, MNAACTUHECKUM
€[IMHCTBOM WM/IN CBA3HbIM HAapPaTUBOM MpeACTaB/IeHHOro matepuana, oHa
MOKET CYMTATbCA 06Pa3LOM YAAYHOTO XYLOMKECTBEHHOTO BOMJ/IOLLEHUA
3TOro *KaHpa. PaboTa B KaHpe MHCTaNNALMKU XYyLOKHWKOB MOCTUHTEPHETA
NPOTUBOMOCTAB/AETCA B CTaTbe TOMY, UTO AEeNal0T XYAOKHUKU U MeanaTe-
OPETUKU, UCMONb3YIOLLME HOBbIE TEXHONOMUU ANA CO34AHWUA 3PEULLHOMO
W MHTEPAKTUBHOIO MegUMHOrO NPOAYKTa, HanpaBJAeHHOro Ha BOBJEYEHME
3pUTENA B Urpy C BbICOKOTEXHONIOTMYECKOM COBPEMEHHOCTbIO. B YacTHOCTH,
paccmaTpuBaeTca nNpoekT JlbBa MaHosuya «On Broadway» 2014-2016 ro-
poB. OTmeyaeTcs, YTO NpU BCEM TEXHOIOTMYECKOM COBEPLUEHCTBE 3TOrO
WHCTAaNNALMOHHOIO NPOAYKTA M ero NpoCTPaHCTBEHHO-MAACTUYECKOM Bbl-
PasnUTEeNbHOCTM OH YNPOLLAET NpeAcTaBAeHMe O NPOCTPAHCTBE, B KOTOpOe
BMNMCAHA YHUBEPCANUCTCKAA XYLOMKECTBEHHAA MHCTUTYUMA, U Takum obpa-
30M NOAPbLIBAET K HEI foBepue B peasnbHOCTU. MeTogonorua e lpoiica no-
3BO/IAET OMNWCLIBATb U KPUTUYECKM OLEHMBATb Pa3/IMuHble TUMbl MHCTANNA-
LW, NpeTeHAyLWMX Ha CTaTyC UCKYCCTBa B COBPEMEHHOM XyA,0XKeCTBEHHOWM
KynbType.

Kniouesble cnosa: bopuc poiic, BUPTyanbHasa peasbHOCTb, MHCTANAALMS,
JleB MaHoBWY, My3eit, MIOHCTEPCKMIA CKYNbNTYPHbIA MPOEKT, MOCTUHTEPHET,
peannsm, coumanbHaa ckynbnTypa, Xuto LUTeliepnb, XyA0KECTBEHHAA WH-
cTUTYUMA
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INSTALLATION IN THE POST-INTERNET ERA

Abstract. In contemporary culture installation has become the leading genre
of artistic creativity. In connection with this the question of criterial base
for its evaluation becomes an essential one. In this article it is examined on
the basis of a methodology suggested by cultural theoretician Boris Groys,
who criticizes the “realism” of installation-based art which characterizes
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the presentation of results of its thematic research by artists who use open
sources of information, including the internet, from the positions of the
symbolic context of museum representation. The “museum” in the broad
sense of the word plays the role of the symbolic replacement of the universal
government which endowed a sovereign status to art in contemporary
culture. Thereby, installation must not simply represent in a most accessible
manner certain information in a spatially unfolded form, but to problematize
the very structure of representation as a derivative of global historical
transformation. The art characterized by the conception of “post-internet,” is
particularly the type of such installation-based solution. The article examines
in detail the installations of German artist Hito Steyerl within the framework of
the Muenster Sculptural Project of 2016. It fits in the institution representing
it into the global context of modernity, indicating the semantic split of its
cultural and economic connections. For this reason, although Steyerl’s
installation is not characterized highly technological solutions, plastic unity,
or a connected narrative of the presented material, it may be considered a
specimen of a successful artistic manifestation of this genre. The work of
the artists of the post-internet is juxtaposed in the article to what is done by
artists and media-theoreticians who make use of new technologies for the
creation of spectacular media products directed at engaging the viewer into
play with highly technological contemporaneity. In particular, Lev Manovich’s
project “On Broadway” from the years 2014-2016 is examined. Attention is
drawn to the fact that notwithstanding all the technological perfection of
this installation-based product and its spatial-plastic expressivity, it simplifies
the perception of the space into which the universal artistic institution is fit
in, and thereby brings discredit to it in reality. Thereby, the methodology of
Groys makes it possible to describe and critically evaluate various types of
installations laying claim to the status of art in contemporary artistic culture.
Keywords: Boris Groys, virtual reality, installation, Lev Manovich, museum,
the Muenster Sculptural Project, post-internet, realism, social sculpture, Hito
Steyerl, artistic institution

CerofiHA B My3eiHOM NpaKTUKe MHCTaNNAUMA npuobpena sHayeHne
BeYLLEro XaHpa COBPEMEHHOT0 UCKYCCTBA. B TO Bpems KaK Apyrue aH-
pbl BCce 6onee n 6onee UHCTPYMEHTANMUIUPYIOTCA B KyAbType, 06CNyKu-
BaA Te WM UHble NPOEKTHbIe 3a4a4K, MHCTANNALMA CTana TeppuTopmen
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KPUTUYECKON Xy[orKecTBEHHOW pednekcuu, roe peannsytoTca camble
COBpEeMeHHble NPeaCcTaBNEHMA UCKYCCTBA O peanbHOCTU. Mbl, KOHEYHO,
CTaIKNBAEMCA U C MHOTFOYUCNEHHbBIMM NPUMEPAMUN YNCTO UHCTPYMEH-
TaNbHOM, XYOOMEeCTBEHHO HeKayecTBeHHOM WHcTannaumun. OcobeHHo
370 BpocaeTcs B [1as3a, Koraa peyb naeT 06 Ncnosib3oBaHUKU B MHCTANNSA-
LMAX Pa3/INYHbIX TEXHONOTMYECKMX AEBACOB, MO3BOMAIOLLNX 3PUTENIO
33 CYET MHTEPAKTUBHOCTM MAHWUMYANPOBATb LMPPOBOM peasibHOCTbLIO.
OueBMAHO, YTO B 3TOM CUTYaL, MM HACYLLHBIM CTAHOBUTCA Pa3roBOp O Kpu-
TEPMAX MHCTANNALNOHHOCTM B COBPEMEHHbIX XYAOKECTBEHHbIX MPaKTH-
KaX, O TOM, KaK OT/IMYNTb XyA0XKECTBEHHYIO MHCTANANALMIO OT PA3/INYHbIX
3MaHauMii «0bLLLEeCTBA CNEKTAKAAY.

TeopeTnyeckn MHCTannaLuMs bblia obycTpoeHa B UCKYCCTBE aMepu-
KaHCKMM apT-KPUTMKOM MNOCTCTPYKTYPANIMCTCKOro HanpasneHua Posa-
NvHAon Kpaycc, npeanoXKuBlueid NOHUMATb ee KaK CKyNbnTypy B pac-
wupeHHom none. o Kpaycc, MHCTaANAUMA — 3TO «aKCMoMaTU4YecKan
CTPYKTYpa» — CKy/lbNTypa, KOTOpaA ABNAETCA O4HOBPEMEHHO apXUTeK-
TYpOW M He-apxuTekTypoit [1]. Kak Knaccuyeckuit npumep 3TOro »KaHpa
MOKHO npusectn «Kopuaop c 3eneHbim ceetom» 1970 roga bptoca Ha-
YMaHa, Co34aBaBLIEro Kak bl 3sOLWLMIA NPOBan B TPAANLMOHHOM BbICTa-
BOYHOM MnpocTpaHcTee. CKyAbNTYpHOCTb «Kopuaopa» npobiemaTmusmpo-
Ba/sla My3eW KaK apXUTEKTYPHYIO pamy, NermTMMMPOBABLLYIO OTCYTCTBUE
MCKYCCTBA 3a CYeT CBOEro HanmuunA. Kpaycc, rosopa o CKynbnType B pac-
WMPEHHOM MO/ie, TaKXXe BBOAWUT MOHATME MOCTMOLEPHM3MA, OMUCHI-
BaloLLLee HOBYHO KOHOUIYPaUMIO NPOCTPAHCTBA PeaibHOCTU, B KOTOPOM
Tenepb OCYLLECTBAAIOTCA XyAOMeCTBEHHble NpPaKTUKW. Teopua Kpaycc
OTHOCUTCA K KOoHLY 1970-x roaoBs. 3a COpPOK neT npeacraBaeHne o CKy/b-
NTYPHOCTU U KOHPUIypaLMM peanbHOCTU 3HAUYUTENIbHO 3BOOLMOHMPO-
Ba/10 33 CYET BO3pACTaHMA Meananunsaumm u reTepoHOMHOCTH, YTO b0
CBA3aHO, B TOM YMC/Ie U C NOBCEMECTHbIM BHegpeHnem NHTepHeTa.

ABCTPUINCKUIA Megma-TeopeTuK 1 KypaTop Metep Balibenb B gyxe
Tpaanuum, Bocxoasalen ewe K Teopun JloypeHca Annoyassa 1958 roga [2],
YTBEPKAAN, YTO «BCE COBPEMEHHbIE XYA0XKECTBEHHbIE NPAKTUKM CNeayoT
CLUEHapUAM M 3aKOHaM Meaua... B UCKYCCTBe 6onblle HET HUYEro, NoMu-
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MO Meaua... 3a Npeaenamm 1 BHe onbiTa meana» [3]. A nockonbky UHTep-
HeT CTasl LOMUHUPYIOWMM MEeAMA CEroAHA, TO KaK BaXKHENLLYH0 NPaKTu-
Ky NPOM3BOACTBA XYAOKECTBEHHOrO Tenepb PacCMaTPUBAOT CBA3AHHOE
C HUM UcKyccTBO. Mpn 3TOM MapafoKcanbHbiM obpasom Bopuc Mpoiic,
OAVH V3 aBTOPUTETHbIX TEOPETUKOB COBPEMEHHOW KYNbTYpPbl, OTMEYaET,
4TO BMECTE C MHTEPHETM3aLLMEN UCKYCCTBA B KY/IbTYPY BO3BpaLLaeTcs pe-
anusm. B ctatbe «OT co3patens Gopmbl K KOHTEHT-NpoBangepy» [4] oH
MULLET, YTO KKAXKAbI MOXET MCNO0/Ib30BaTb GOTO- UM BUAEOKAMeEpPY ANA
co3gaHua usobpaxkeHunin, nporpammy Word — gns Toro, Ytobbl UX KOM-
MEHTUPOBATb, U UHTEPHET — AA TOro, YTobbl PACNPOCTPAHATL Pe3y/b-
TaTbl cBOeM paboTbl Mo Bcemy mupy, n3beras Kakol 6bl TO HU BbINO LEH-
3ypbl UM npouecca otbopa» [4]. Mo mHeHuto Mpoiica, nosyyaercs, YTo B
3TOM U 3aK/I0YAETCA XYA0XKECTBEHHOE TBOPYECTBO, MOCKONBKY MHTEpHET
MeAMannM3npyeT 3TOT NPOLLECC, SMAHCUNUPYET U AeNaeT ero Ny6/MYHbIM.

MopobHbIN Noaxos MOMKHO, KOHEYHO, OCNapuBaTh C MO3ULMIA Tpa-
AVLUMOHHOW 3CTETUKM, HO €C/IU YYECTb, YTO CamblM PacnpOCTPaHEHHbIM
TUMOM XYL,0XKECTBEHHbIX NPOU3BEAEHNI CETOAHA ABNAIOTCA NPOEKTbI-UC-
CNlef0BaHMA, HaKanaMBaloWMe, CONOCTaBAAOLWME, UHTEPNPeTUPYOLWMe
nobble maTepuanbl, ANA BbICKA3blBAHMA NO TEM UK UHbIM Npobiemam
COBPEMEHHOCTH, TO 0606LLeHNe [polica He MOKaXKeTcs TakKUM YK napa-
[LOKCaNbHbIM. B ycnoBusAx ToTasbHON UndpoBM3aLMM BCce NpeBpaLLaeTcs
B8 MHbOpMaumio, BCce nonagaet B MHTepHET 1M Bce B TAaKOM BUAE MOXKET
CTaTb NPEAMETOM UCKYCCTBa. MPOWC rOBOPUT: «3TO O3HAYAET, YTO (XYL0XK-
HWKM) 3aMMCTBYIOT CpeACcTBa NPOU3BOACTBA M PACNPOCTPaHEHUA, NPUHSA-
Tble B MHTEPHETE M COBMECTUMbIE C ero NPOTOKoAaMMU... B aTom cmbicne
XYAOXKHUKN NepecTatoT co3sasaTb popmy. BMecTo 3TOro oHM CcTaHOBATCA
NoCTaBLMKAMUK CofepKaHua». M 3aKNI0YaEeT, YTO KCOBOKYMHbINA 3hPeKT
3TUX CTpATeruMit He CToNb Aanek oT peanuama XIX BeKa, Tak KaK Xy4oxk-
HWKM 06beguHAOT TPAAULMOHHbIE CPEeACTBA Penpe3eHTaLMmn € NYHbIM
BbIGOPOM cofeprKaHuA U ero cybbekTUBHOW MHTepnpeTaumein» [4]. MNo-
sTomy POMC M Ha3biBaeT COBPEMEHHbIX XYAOXHUKOB KOHTEHT-NpoBaii-
Aepamu, CpaBHUBAA UX C XKypHaAUcTamu. Ho y npolecca Nnpon3BoACTBa
TaKOro «PeasncTUYecKoro» UCKycCTBa ecTb U onpeaesieHHble Npobiembl.
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Co3paHHoe B napaaurme MHTepHeTa «OHO» W PacnpoCTpPaHAETCs B Npo-
CTPaHCTBE CETU, KOTOPOE, Kas3asocCb Obl, NONHOCTbIO 3MAHCUMMPOBAHO
W OTKPBITO, YTO BO MHOTOM M 06YC/I0BM/I0 BO3HUKHOBEHME 3TOTO peHo-
meHa. OfHako MHTepHeT He cBObOAEH OT MHAMBUAYANbHBIX NpeanoyTe-
HWI 1 BbIbOpa No/b30BaTeNei, U, Kak oTMeyaeT MPoiic, cTaB KOHTEHTOM,
«OHO» NOMAJAEeT B TE€ WAW MHble 30HbI MPELNOYTEHNA, KKOHTpONMpye-
Mble 6ONbLIMMKM KOPNOPALMAMM, @ HE OTAENbHbIMM MO/b30BATENAMMUN»
[4]. B nocnegHune rogbl HeCBOOOAHbIM XapakTep MHTepHeTa CTaHOBMUTCA
0COBEHHO 3aMeTeH, Ha pOHE YCUMIMBAIOLLErOCA BAUAHUA KOMMEPUYECKUX
W NOAUTUYECKUX UHTEPECOB Ha ero KoHdurypauuio. Cnegya yxe ycro-
ABLIENCA TPaAMLMM B COBPEMEHHOMN XyAOXECTBEHHOM Teopwuwu, polic
npotusonocTasnseT MHTepHETY Kak Hoselwemy daKTopy NPoM3BOACTBa
XyZ0XeCcTBeHHOro 6onee TpaanLMOHHbIE GOPMBbI, @ UMEHHO: My3el, Nos,
KOTOPbIM OH MOHUMAET BCHO CUCTEMY Penpe3eHTaLmn UCKYCCTBA B MHOOP-
MaLMOHHOM obLuecTse.

Npeonormyeckn mysein, cornacHo KoHuenumm Mpolica, — 3T1o obLue-
CTBEHHAA WMHCTAHLMSA, NPOTUBOCTOALLANA PbIHKY YXe Mo TON MpUYMHE,
4YTO UCTOPUYECKN OHa ABAAETCA MPEEMHULIEN PEeNIUIMO3HbIX yyperae-
HWI, NOTEePABLUNX CBOE 3NUCTEMO/IOFMYECKOE 3HaYeHWe B 3noxy ¢paH-
Ly3cKoi pesontoumm. Mysein 6bin co3gaH OyprKyasHbiM O6LLECTBOM
KaK ybexuwe ana nponsseseHuit UCKYCCTBa, YTO Ha CMMBOJIMYECKOM
YPOBHE CYMTbIBAZIOCh KaK rapaHTus obecneyeHus npas yenoseka. Mo-
fBNeHMe my3esn 6bls10 Tem COBbITUEM, KOTOPOE NPOU3BENIO PEBOIOLMUIO
B KynbType. Ho, B oTiMume ot UHTepHeTa ¢ ero csoboaoi, BO3BeAEHHOM
B abCONIOT Xy 0KECTBEHHOTO TBOPYECTBA, My3eM — 3TO XPaHUTENM YHU-
BEPCaNUCTCKOM maeonormu. Mporic NULET, YTO «EBPOMENCKUe my3seun
Y)Ke Y CBOWX UCTOKOB BblIM YHNBEPCANIUCTCKUMU UHCTUTYLMAMU — OHMU
CTaBWUAU Nepeg, coboit 3aaauy NpeacTaBUTb UCTOPUIO BCEMUPHOrO, a He
TONbKO HALMOHaIbHOrO MUCKyccTBa» [4].

OpHaKo cerogHs KapTMHa ycnoxHunacb. Mo mHeHuto [poiica,
«Halle Bpems xapaKTepusyeTca HegoCTaTKoM banaHca mexay nonvTu-
YeCcKOW M IKOHOMMYECKOW BNACTbIO, MeXAay ObLeCcTBEHHbIMU UHCTUTY-
UMAMM U KOMMEPYECKMMWN MPAKTUKAMMU. .... 34eCb My3ei Urpaet Kito-
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YeBYH NMOJIMTUYECKYIO POJIb, MO KPaliHen mepe, YaCTUYHO KOMMEHCUpYA
oTcyTCcTBUE M06aNbHOro 06LECTBEHHOIO NPOCTPAHCTBA U MUPOBOWM MO-
NUTUKK» [4]. Ho ecam paHblie my3ei «MMeNn UHCTUTYLIMOHANbHYIO NoA-
[epKKY B HaLMOHaIbHOM roCyiapcTBe», TO CErofHA «NULLEH NOAUTUYE-
CKOM U MHCTUTYLMOHANbHOM NOALEPKKM, NMOCKONbKY YHUBEPCAbHOIO,
rnobanbHOro rocygapcrea He cyuiectsyet» [4]. MoaTomy Mponc yTBepK-
[AET, YTO KCOBPEMEHHAA XYA0KECTBEHHAN CUCTEMA UTPAET POJib CUMBO-
JINYECKOM 3aMeHbl TaKoro yHMBepCcanbHOro rocygapctsa» [4]. Myseli B
cobupaTteNibHOM CMbIC/IE, TO eCTb «pPas/inyHble bueHHane, JoKyMeHTbI
W Apyrue BbICTaBKM CTaBAT CBOEM Le/blo NpeacTaBUTb YHUBEPCa/bHbIe,
rnobanbHble UCKYCCTBO M KYNbTYpy, YTO O3Ha4YaeT — MCKYCCTBO U Ky/b-
TYPY HECYLL,eCTBYIOLLEero, yTonuueckoro rnobasnbHoro rocyaapcraa» [4].

Haxofasacb Ha nepefoBOW COBPEMEHHOIO XyAOMKECTBEHHOMO Mpo-
uecca, My3eiHble 3KCNO3MLMM BbIPaXKaloT BCHO NPOTUBOPEYMBOCTb UC-
KyccTBa B 3NOXy [06asnbHOro passutMA MHOOPMALMOHHbLIX ceTer u
«OTCyTCTBME M0HanbHOro o6WecTBEHHOro NPOCTPaHCTBA U MUPOBOW
nonuTnKkn» [4]. MoaTomy Takoi My3ei, B COOTBETCTBUM C uaeel Mpoiica,
OO/IKEH ObITb «M3bMpaTenieH», a «My3elHbIi 0TOOp ... UMEET 3HaUYeHWe,
KOrZa OH NPeoAo/ieBaeT rpaHuLLbl FPYMN U YaTOB B MHTEPHETE, KOTAa OH
nepecekaeT pasgensatowme AMHUKU, CErMEHTUPYIOLLME UHTEPHET», KOr-
[a OH «BOCCO343aeT YHMBEPCA/MCTCKUIA MPOEKT MOAEPHUCTCKOro U Co-
BPEMEHHOro Myses», Koraa «Bblbop He ¢pparmeHTUpYyeT, a, HanpoTuB,
CO3JaeT eaMHOoe NPOCTPAHCTBO penpes3eHTalmMm, B KOTOPOM Pas/InyHbIe
CEermeHTbl MHTEPHETA MOAY4YaloT PaBHO3HA4YHoe npeacTasieHue» [4].
A NOCKO/NIbKY OCHOBHOM $OPMOI CyLLeCTBOBAaHMA My3€es ABNAETCA IKC-
nosnumMa UAN MHCTANNALMSA, TO My3el OCYLLEeCTBAAET CBOM OTOOP MMEH-
HO B 3TOM dopMme, KoTopaa CTaHOBUTCA GOPMOI KOHGIMKTA MHTEpPecoB
YHUBEPCA/IMCTCKOrO U pPeasibHOro MCKYcCTBa — my3es U MHTepHeTa. 3Tu
NpoTUBOPEUUA U onpeaenseT cneuuduKy, KpuTepun, Noaxonbl 1 nNpakx-
TUKM COBPEMEHHOW XyAOXKECTBEHHOW MHCTannsumMm. OHM OCHOBbIBa-
IOTCS HE Ha 3aKOHaX YKaHpa B ero CTPeMJIEHUWU [OCTUYb 3CTETUYECKOW
BbIPAa3UTENbHOCTU WU PELUUTb MHTEPaKTUBHble, NepdOpPMaTUBHbIE,
reHepaTuBHble M T.M. 3aZa4M, a Ha npobaemaTusaumm oTHoweHusa UH-
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TepHeTa 1 My3es C ero YyHUBEPCA/IMCTCKOM, T'YyMaHUCTUYECKOWN GYHKUMNEN,
KOrZa OTCYTCTBYET olyylleHne rnobaibHOro obLwecTBEHHOro NPOCTPaH-
CTBa U MUPOBOI NOIUTUKW.

B aTom HanpaBneHMW Pa3BMBAETCA OCMbICNIEHME «HE-aPXUTEKTYpP-
HOro», TO eCTb PeasibHOro MPOCTPAHCTBA COBPEMEHHOrO KanuTanms-
Ma, NErMTUMMUPYIOLLETO U NPOM3BOAALLENO XYA0MKECTBEHHbIA MPOAYKT.
3TO nyTb, HAaNPUMepP, TaKMX XYAOKHUKOB Kak Xuto LUTeliepnsb, Mbepa
KOwura, OxoHa Padmana, CaiimoHa [eHHu. Ona 3TUX XYAOXKHWUKOB Xa-
PaKTepPHO, YTO BCE OHM MbICAAT M PaboTaloT B paMKax TaK Ha3blBaeMOro
NOCT-UHTEPHETa, rae MHTepHET — He rosas TeXHONormna cama-gas-cebs,
a cnoco6 NOMbICAUTb NPUPOAHOE, MOAUTUYECKOE, IKOHOMUYECKOE U
JINHIBUCTUYECKOE B HOBOM 3MUCTEMOIOTMYECKOM U3MEPEHUN.

Bo3sbmem, Hanpumep, MHcTannauuio Xuto LUtenepnb «Hell Yeah
We F* Die», 2016 roga B MioHcTepe. Ee TeMa — UCKYCCTBEHHbIN UHTEN-
JIEKT, BOM/IOWEHHbIN B Pa3BUTUN POBOTOTEXHUKU. TemM He meHee B Npo-
CTPAHCTBE 3TOM MHCTANNAUMKM He BblI0 HU KOMMbIOTEPOB, HU POBOTOB.
B n066u 6aHKa, no cytM, — ranepee, rae npeacrasjeHa KOpPNopaTMBHas
KONNIeKLMA OMN-apTUCTCKOMN XmBonucu 1960-x rogos, 3puTeNb npexae
BCEro BUAEN CMHUE aHTponomopdHble Gurypbl 6oblue Ye0BEYECKOTO
pocTa: ogHa, Kak bbl B3pOC/bIN, ynana, a Apyras, Kak bbl pebeHok, cToan
HaZ HUM B HegoymeHuu. Cneayowmnin sNeMeHT UHCTanNaLMmM — 610KM
pybneHbix 6ykB B ayxe PobepTta MHAMaHO, BOCNpou3BogaLLMe HaANUCH
HELL YEAH WE F" DIE, To eCTb COCTaB/IeHHble M3 CaMbIX ynoTpebasembix
B MOM-Ky/IbTYpe C/I0B aHIIMMCKOro f3blKa. [lpyroi afnemeHT — MHOroKa-
Ha/NbHaA BUAEOUHCTANNAUMA HA MOHUTOPAX, CMOHTUPOBAHHbIX Ha KOH-
CTPYKLMAX U3 OLMHKOBAHHOIO MPodHACTUAA U XPOMMUPOBAHHbLIX TPYO,
BOCNPOU3BOAMBLIAA GPArmMeHTbl BUAEOLOKYMEHTALUN ANHAMMUYECKOTO
3D MOAENUPOBAHUA CUHWUX AHTPOMOMOPOHbBIX, HU3KOMOMUIOHAbHbIX
ouryp. MPOeKTUPOBLLMKM eLLE HE PACcCYMUTANN OKOHYATE/IbHO UX AMHAMU-
YecKMe XapaKTepUCTUKK, MOSTOMY HA aHMMALMAX OHU ABUTAIUCb OYEHb
CXeMATUYHO W, KOTAa CTAaNIKMBAUCD C NMPENATCTBUAMM, TEPAIM BanaHc u
BaJIMZINCb C HOT. Ha A pyrmx MOHMTOpPaxX, 06paLLeHHbIX B 3a/1, TOKa3blBasacb
AOKYMEHTaUMA UCMbITaHUI yXKe peanbHbIX, YeJI0BEKOODPa3HbIX PObOTOB,
OEeNCTBUA KOTOPbIX OblM elle AafeKn OT coBepLleHCTBa. My3blKaibHbIM
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CayHATPEK B CTWUJIE TEXHO, COMPOBONXKAABLUMI UHCTANNALMIO, OTAANEHHO
HaNOMMHAN PUTMUYECKYIO PabOoTy CTAaHKOB B MeXaHOCOOPOYHOM LiEXe.
BO3HMKaNo cnnaHMpoOBaHHOE XYAOMKHUKOM OLLYLIEHWE MIadeHYEcKoMn
6€CcnoMOLLLHOCTM NPOEKTUPYEMbIX aHAPOWUAOB, Bbi3bIBABLLEE COMNEPENKU-
BaHWe, KaK B puIbMax-TEXHOYTONUAX TUNA «[BYXCOT/NIETHErO YenoBeka»
unn «BAN-N». 3Ton bonee-meHee CIOXKETHO CBA3AHHOM YacCTU UHCTa-
NAUMKN NPOTUBOCTOAN eLle OAWH OTAEN, TOXKE BbIFOPOXKEHHbIN CTOMKOM
13 npodHacTuIa, rae Ha MOHUTOPE LWesl AOKYMEHTabHbIN Gpuibm O no-
CNeacTBMAX BOEHHOro BMeLaTenbCeTea B Anapbakbipe, B Xo4e KOTOporo
aKTUBHO NpuMeHsanach 6oeBan pobOTOTEXHUKA, MEHAOLWAA B Halle Bpe-
MA NLO BOMHbI. M3 3TOro duabmMa TakKe BbIACHANOCH, YTO BblAatoLmiica
apabCcKuit mexaHUK 1 n3obpeTaTesib, OCTAaBMBLININ OAHO U3 YHUKAJIbHbIX
onucaHuin poboToB B cpeaHue BeKa, Anb-[Kasupu, Kua u pabotan B
Xll BEKE B 3TOM TypPELLKOM Fropoze, cenyac SBAAIOLMMCA HErTAaCHOM CTo-
mmuei KypamcrtaHa u MecTom NOCTOAHHO T/IeIOLENO MeXHaUMOHabHOMo
KOHPAUKTA. B Hem e LUTteliepnb, 06palancb K MHTEPHET-MOMOLLHUKY
Cupwn, cnpawmsana ee, byayt M poboTbl, HakoHeL, NPUHOCUTL NOAb3Y
yenoseyecTBy. Beeasa 3ty uctopumio, LUteltepnb gobaBuna eLle o4HO U3-
MepeHue B 06 bEMHYIO KapTUHY 0BCYKAEeHUI NoCcNeacTBUIA BO3HUKHOBE-
HWSA UCKYCCTBEHHOTO MHTE/INEKTA.

ABTOPUTETHbIN aMepPUKAHCKMI KPUTUK COBPEMEHHOIO WMCKYCCTBa
BeHxXaMuH byxnio, roBops 06 MHCTaNNALMOHHOM KayecTBe MIOHCTEPCKO-
ro NPOEeKTa, MOKa3blBaeT, Kak ero MeauiHOCTb U KOMMYHUKaTUBHOCTb
nepexoaaT B CKY/NIbNTYPHOCTb: «Ocobble KOMMYHMKaTUBHbIE (YHKLMK
npoekTa LLTeepnb BO3HUKAN M3 CNOCOBHOCTM 06paLLATLCA HANPAMYIO
K KNyOKY PacUCTCKUX, UOEONOTMYECKMX M NOJUTUYECKUX Npeaybexae-
HWI1, YCUNEHHbIX Pa304apOBaHUEM NPABALMM TEXHOKPATUYECKUM TPU-
ymdbannsmom. /110601 3puTesb — MeCTHbIA MAN MHTEPHALMOHANbHbIN
— MOXET YBMAETb KOHKPETHbIe NPOABNEHNA COBPEMEHHOM ncnamodo-
6un (cobCTBEHHbIE MM APYIUX), TaK XKe KaK KpUTUYECKn oTpednekcmpo-
BaTb CODCTBEHHbIE PAa304aPOBAHMA KaXKyLMMCA Nporpeccom undposoi
anoxu. MposABAEHHOCTb 3STUX KOMMYHMKATUBHbIX CBA3EM, BKYME CO BCEMM
rPaHAMM JIMYHOTO NAEO0OTMYECKOTO PAa304YaPOBaAHNA 3PUTENS, U KOHCTU-
TYUPYET aKTya/lbHYIO CKYNIbNTYPHOCTb “ny6anuHoi cdepobl”» [5].
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JOKYMEHTaIbHbIN KOHTEHT, KOTOPbI MOT Bbl IeXKaTb B CETU U BbITb
daKTOM couManbHOro peanunsma, no moicam lpoica, B MHCTaNNALUK
LLiteliepnb NnpeBpatuaCA B 06beMHYI KapTUHY, UAK, no byxno, — B «co-
UManbHY0 CKYNbNTYpY» B XY/[OMECTBEHHOM MpocTpaHcTee. lpuuem,
€C/IM elle Jasiblle pa3BMBaTb KOHHOTALMK, 0B03HAYEHHbIE XYA0KHULEN,
TO OKa3blBAETCs, YTO Npobaema UCKYCCTBEHHOrO MHTE/IJIEKTA 3aMblKaeT-
€Sl Ha coBpeMeHHOM BaHKOBCKOM BU3Hece, OTBeYaloLLeM 33 ABUKEHME
KanuTana no KaHajam KOMMbIOTEPHbIX ceTell n GUHAHCMPOBAHWE BOM-
Hbl, ABNAIOLLMMCA B TO Ke BPeMA TUXOM raBaHbio ANA UCKYCCTBA, NoyYa-
IOLLLErO CBO COBPEMEHHYI0 dopMy nog 3Toi arnaoin. CKynbnTypa npo-
CTPAHCTBEHHO-BPEMEHHbIX OTHOLWEHWI, abCoNOTHO He peannsyemas,
[Aa¥Ke NPW yCTI0BUM Ero MHTEPAKTUBHOCTYU, B BUPTYaIbHOM NPOCTPAHCTBE
BbICTPANBAETCA XYA0KHULEN B PUINYECKOM Y CUMBOJIMYECKOM MNJ1aHE B
YCNOBUAX My3es, MPUUYEM TaK, YTO NPOUCXOAMT NepeoCMbICeHUE POu
nocneaHero B COBpeMeHHOM mupe.

Mbl He yTBepKAaem Mpu 3TOM, YTO OTMEeUYEHHAA MHCTaNAAUNA X1UTo
LTeliepnb gaeT ucyepnbiBalollee npeactaBieHne O C/I0KHOM YCTPOM-
CTBE COBPEMEHHOM PeasibHOCTU B 3Moxy MHTepHeTa, a /IMLb TO, YTO OHa
NPOAB/AET €€ CYLLECTBEHHbIE aCreKTbl, NEPEBOAA UX B PEXUM YyBCTBEH-
HOro BOCMPUATUSA, CKYAbNTYPHOCTU, MaTepuannsys, onpocTpaHCTBINBas
N Tepputopuanusmnpya. NoavyepkHem, YTO MMEHHO MHCTaNNAUMA Kak
YKaHp 3a0CTpAET NPOTUBOPEYMA CYLLECTBYIOLMNX PEaNbHO XY/A0XKECTBEH-
HbIX MHCTUTYLMI U Megumacpeabl, Koraa K UcKyccTay Bce 6onblue U 60/b-
LIE OTHOCATCA KaK K MHGOPMALLMM MW KaK K TOBAPY, MECTOM 0bpaLleHums
KoToporo Bce 6osblie U bonbue ctaHoBUTCA MHTepHeT. Hacko/ibKo UH-
CTaNNALMA MOXKET MPOTUBOCTOATb TAKOMY OTHOLLIEHWIO, BbIBOAA B IK3M-
CTEHUMANbHbIW NAaH BOCNPUATUA 3pUTENA COLMAbHYIO CKY/IbMTYPHOCTb
NPOUCXOAALLETO C HUM B peasibHOCTU, HACTO/IbKO MOXKHO FOBOPUTL O ee
XYO,0MKEeCTBEHHOM KayecTBe U KpUTepusx.

B TOl e cTaTbe [poic NUWEeT 0 TOM, YTO My3el B anoxy MHTepHe-
Ta MMeeT TEHAEHUMIO K yXxoay B ceTb. HO 3TO NposBASAETCA He TO/IbKO
B MHOOPMALIMOHHbIX BEO-CalTax U MHTEPAKTUBHbIX BbICTABOYHbIX NaaT-
dbopmax, co3maBaembix My3esamM B CETU, HO 1 B MOKa3ax B NOMELLEHNAX
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XYAOXKECTBEHHbIX UHCTUTYLUUIA MHTEPaKTUBHbIX paboT, NpoekToB ¢ fo-
NMOJIHEHHOW PEeaNbHOCTbIO M TOMY NOAOOHbIX TEXHONOIMYECKUX U306pe-
TeHMI. MOXKHO CPaBHUTb NOLOOHbIE NPOEKTbI C BUPTYabHbIMM NOpTana-
MW UK MHTEpdERcaMm, TEM MU UHBIM CNIOCOBOM KaTanyNbTUPYOLWMMM
3puTeNns B MUP BUPTYasbHOM peanbHocTU. OHKM co34atoTca 0bbl4HO Ans
TOro, YToObl 3pUTENL MOT MEPEKUTL MUP KaK XOPOLLIO OPraHM30BaHHYIO
cuctemy 60bLINX JAHHbIX, ONWUCbIBAKOWMX, Hanpumep, GYHKLUOHMPO-
BaHWe Meranosimca Uan Heko 6MoN0rMYeckomn cucTembl.

KaKk OTHOCUTBLCA K TakKMM MHCcTanaaumam? OnucbiBas npoekT Jlbea
MaHoBumya «On Broadway» 2014—2016 rofnoB, OTe4ecTBEHHbIA Uccne-
[0BaTeslb HOBbIX Meana AHTOH [leHWKWH FOBOPUT O HEM KaK O «Xapak-
TEPHOM MpuMepe MocTUMPPOBOI HOBOM ICTETUKM, MOCKOJIbKY Camu
[aHHbIE ¥ BO3MOMKHOCTU UX PaHKMPOBAHMWA NONb30BaTENAMMN 06pasyoT
30HY 3CTETUYECKOTO OMbiTa. [N0/1b30BaTENbCKAA MHTEPAKTUBHOCTD TPAHC-
dopmmpyeT NtoboMn aBTOPCKMIA 3aMblices, a CaMo NPon3BeaeHNe OCHOBA-
HO Ha uMdpoBbIX MmeTogax paboTbl ¢ MHOOPMAUMEN: paHLOMM3ALMNEN,
6a3ol gaHHbIX, BU3yanusaumen u np. Npoucxogut oTxoq oT 3cTeTn3a-
LMW UCKNIOYNTENBHOTO (4TO XapaKTEPHO AJ/1A UCKYCCTBA MPEXKHUX 3MOX)
K 3CTeTU3auMn Ob6bIAEHHbIX, KaXKAOAHEBHbIX MNO/b30BaTeNbCKUX AeW-
CTBWUIA, aNpONPUUPOBAHHbIX OOBEKTOB M aBTOHOMHbIX MPOLLECCOB: pac-
Nno3HaHWe NaTTepHOB, KaTas0rM3auma 1 apXMBMPOBaHME AaHHbIX, Nepe-
MHTepnpeTaums u paclwmdpoBKa pasnmMyHon nHpopmaumm» [6].

Ho «On Broadway» — 370, Mo CyTW, UHTEPAKTUBHAA KapTa, yCTaHOB-
NEHHaA B BbICTaBOYHOM 3aje, CMOTPS B KOTOPYIO 3pUTEIM MOTYT NOJY-
YMTb PasHy MHPOPMALMIO TYPUCTUHECKOTO CoAepKaHuA. Bo3moxHO,
WHcTannAauma MaHoBuYa 1 «obpasyeT 30Hy 3CTETUYECKOrO OMbITa», «AaeT
BO3MOHOCTb MHTEPAKTUBHOW TPAaHCHOPMALIMM aBTOPCKOTO 3aMbIiCay,
OTXOAA «OT 3CTETU3ALMMN UCKIIOUUTENIBHOTO K 3CTETU3ALMN OObIAEHHDIX,
KaXKAOAHEBHbIX AEUCTBUI» U T.4. OHA HYU KOMM 06pa3om He JaeT BO3-
MOXHOCTb MepeXuUTb NPOCTON IK3UCTEHLMANbHBIA OMbIT NPOTY/AKK MO
peanbHOMy Bpoaselo, MecTy Cu/bl KMMPOBOM MMMEPUNY», UCNO/b3YA
meTadopy AHTOHMO Herpu, aaxke ecan ¢ ee NOMOLLBI U MOXKHO 3aKa-
3aTb 6poABENCKYIO NULILY MW CYBEHUPHYIO NpoayKumio. Mocpeactsom
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3CTeTM3aL MM ONbITa U UHTEPAKTMBHOIO BMELLATENbCTB B aBTOPCKUIA 3a-
MbICE/1 OHa OTB/IEKAET NO/b30BaTENS OT BOMNpPOca 06 UCTUHHOW Npupoae
Bpoagena B MHbpacCTpyKType nepepacnpeneneHns Mnposbix 60ratcTs u
NPOM3BO/ACTBA UCKYCCTBA, MPM 3TOM B Ayxe XIX BeKa Bblaasas peaanctu-
YecKuii maTepuan 3a peasibHyto KapTUHY MMpa.

Mcnonb3oBaHHbIA NpUMep He ABAAETCA CTaTyCHbIM AAA KPUTU-
YEeCKOM XyOOXEeCTBEHHOM MpPaKTUKU, HO OH XOPOLWO XapaKTepusyer
«NoCTUMOPOBYIO HOBYIO 3CTETUKY», MPAKTUKYEMYIO KPYMHBIMU XyO0MKe-
CTBEHHbIMU MHCTUTYLIMAMM, U €ro co3aaTens, oAHoro M3 Hambonee as-
TOPUTETHbIX Meana-TeOPEeTUKOB COBPEMEHHOro aHMOoA3bIYHOMO MUpa.
Mpu BCEN «3CTETUYECKOW HOBM3HE», 3PENNLIHOCTU, MHTEPAKTUBHOCTM
N APYrUX CNEeKTaKyAAPHbIX AOCTOMHCTBAX MOCTUUMPPOBbIX UHCTANNALMNM
OHM YNpPOLLAIOT NpeacTaBNeHMe O MPOCTPAHCTBE, B KOTOPOEe BMMCaHa
YHUBEPCANIUCTCKAA XYAOMECTBEHHAA WHCTUTYUMA, M Takum obpasom
NnoApbIBaloT K Hell JoBepue B peasibHOCTU. B HMX npoucxoauT Bo3spat
K MOAEPHMUCTCKUM TEXHOYTOMMUAM, KOTOPbIE, KaK YYUT OMbIT UTaNIbAHCKO-
ro ¢pyTypm3ama, MoryT cTaTb NponaraHAMCTCKUM XKynenom nponaraHapl B
dawmsonaHbIx obuiectsax.

MoCT-MHTEPHET MHCTaNNALMA, HaobopOT, HaBA3bIBAET APYrylo no-
MTUKY 06pasa. OHa feTeppuUTOPUANU3UPYET XYLOKECTBEHHYIO UHCTU-
TYLMIO, OKKYNMpPYya ee, He CTO/NbKO obycTpamBaeT Bbixod, Mysea B WH-
TEPHET, CKO/IbKO AaeT HaM MepesKMTb BCIO APamMaTUUYHOCTb 3TOMO YKe U
TaK C/IMILKOM ABHOMO BbIXOAA, 3TON MHTEPHETM3aLuKn mysesn, Beayluewn
K TOMY, UTO My3ei U CaM MOXKEeT NPeBPaTUTbCA B KOHTEHT-NpoBaiaepa
WM PAOOBOro areHTa ob6LLecTBa CNeKTakAs.
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MEOVUAPEANTbHOCTb
B N3OBPA3SUTE/IbHOM UCKYCCTBE

AHHOTaumA. B cTaTbe uccneayetca BAUAHME MeAMa HA COBPEMEHHOe U30-
6pa3nTenbHoe UCKYCCTBO B 3CTETUHECKOM, TEXHOMOMMYECKOM, COLMOKY/b-
TYPHOM acneKkTax. ABTOp UCXOAMT U3 TOro, YTo B paboTax COBPeMeHHbIX
XYZLO’KHWKOB BCE 3HaUWUTENbHEE MPOCMATPUBAETCA BAUAHUE MeaMapeasbHo-
CTW Ha YpOBHE TeMbl, cnocoba NpeseHTauum, NPUMEHEHUSA BbIPa3UTENbHbIX
CpeAacTB. B cTaTbe aHAaNM3MPYHOTCA KapTUHbI COBPEMEHHbIX KMBOMUCLEB,
NpUHaA/IeXKalLMX PasHbIM CTPaHaM U NOKONEHUAM.

B cepuyn nopTpetoB GPUHCKOrO XyaoXKHUKa Camu JlyKKapnHeHa ocMbicaseT-
CA NPOAB/JEHME YeNOBeKa B COLMANbHBIX CeTAX, a LndpoBoe n3obpaxeHue
NO3VLMOHUPYETCA KaK CUMBOJT NMOUCKA MAEHTUYHOCTM U CAaMOBbIPaXKeHWs B
mezmacpese.

B paboTax amepuKaHO-6pPUTAHCKON XyAoxHMLUbI K3TK BaKKeT, amepuKaH-
cKol xypoxHuupl JxkeHndep Kpayse LLano, duHCKoN xyaoxHUUbI Maynbl
ONvKaliHeH aHaNM3NpyeTCs MPUMEHEHME TEXHUKO-TEXHOIOTMYECKUX U 3CTe-
TUYECKUX PEeLleHUi, XapaKTepHbix aaa meaua: ¢otorpadun, KMHO, Tenesu-
AeHus, undpoBoro U3obparkeHus.

B KauecTBe npumepa oTobpaxkeHMs B M306pa3UTENbHOM UCKYCCTBE HOBOW
NpOLLEeCccyasbHOCTM, XapaKTepHOW AnA Meana, PacCMOTPeHbl paboTbl He-
MeLKoro XyA0KHUKa Ypca duiuepa. YepTamu HOBOM NpoLeccyanbHOCTH, NO
MHEHUWIO aBTOpa, ABAAIOTCA NOBTOPAEMOCTb, a/ITOPUTMU3ALMA, NMOAYMHEH-
HOCTb LUdPOBOMY NPOrPaMMHOMY U annapaTHOMY MHCTPYMEHTAPUIO.
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B TBopuecTBe Puilepa HOBAA MPOLLECCYaNbHOCTb NPOABAAETCA B CEPUINHO-
CTW, NOCTPOEHHOM MO NPUHUMNY PUKCALMKU 3TaNoB NPeobparkeHns KapTu-
Hbl, B XapaKTEPHbIX 41A aHUMaLMM MOPOMHra NoAX0LaX K Gopme U LBeTy.
OTaenbHOe BHMMaHWE yaenserca TBOPUYECTBY XYAOKHMKa 13 Hosoit 3enaH-
avv [xxepemu lepfeca, BONIOWAOLWEMY B CBOMX MPOM3BEAEHUAX ONbIT HO-
BbIX GOPM MACCOBOW Ky/NbTYpbl: KOMMbIOTEPHbIX U BUAEO UTp. ABnssack op-
MOV BUPTYaNbHOW PEanbHOCTU, KOMMbIOTEPHAA Mrpa Mo3BOAAET OTPUHYTbL
dU3nYecKme 3aKOHbI, BOMIOTUTL /I0BYIO0 NOMMKY M NpaBuia B CO34aBaeMbli
MMp.

M3n0xeHHble aBTOPOM MAEW MO3BOAAIOT MHTEPNPETUPOBATL COBPEMEHHbIE
npousBeaeHna n306pasnUTeNbHOrO MCKYCCTBa C y4eTomM TpaHcopmaumi,
NpoOM30oLWeAWmMX B pe3yabTate NepeHoca AeATeNbHOCTU YeNOBeKa B Meau-
apeanbHOCTb.

KnioueBble cnoBa: mesma, HOBble MefiMa, MeToZ, XyAOXKeCTBEHHble 06pasbl,
YKMBOMNWCb, BU3YyasbHAA Ky/bTypa, COBPEMEHHOE UCKYCCTBO, LMdpoBoe uc-
KYCCTBO, BUPTYya/ibHaA peasibHOCTb, 3CTETMKA
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MEDIA-REALITY
IN THE VISUAL ARTS

Abstract. The article researches the influence of the media on contemporary
visual arts in its aesthetic, technological and sociocultural aspects. The
author stems from the fact that in the works of contemporary artists the
influence of media reality becomes more and more discernible on the level
of theme, means of presentation and application of expressive means. The
article analyzes paintings by contemporary painters pertaining to different
countries and generations.

In the series of portraits by Finnish painter Sami Lukkarinen interpretation is
given to the manifestation of the human being in social media, while digital
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depiction is posed as a symbol of the search for identity and self-expression
in the media environment.

In the works of American-British artist Cathy Backett, American artist Jennifer
Krauze Chappeau and Finnish artist Paula Olikainen analysis is made of the
application of technical-technological and aesthetic solutions characteristic
for media: photography, cinema, television and digital depiction.

As an example of reflection in the visual arts of the new procedurality
characteristic for media, examination is made of German artist Urs
Fischer. In the author’s opinion, the features of the new procedurality are
repeat accuracy, algorithm development and subservience to the digital,
programming and hardware-based range of tools. In Fischer’s works the new
procedurality is manifested in the sequence built according to the principle
of the fixation of the stages of transformation of the picture, as well as the
approaches towards form and color characteristic to animation of morphing.
Special attention is paid to the works of artist from New Zealand Jeremy
Geddes, who demonstrates in his works the attempts of new forms of mass
culture: computer and video games. Being a form of virtual reality, computer
games makes it possible to repudiate physical laws and embody any type of
logic and rules into the created world.

The ideas expounded by the author make it possible to interpret
contemporary works of art, taking into account the transformations which
took place as the result of the transferal of the reality of human activities
into meta-reality.

Keywords: media, new types of media, method, artistic images, painting,
visual culture, contemporary art, digital art, virtual reality, aesthetics

B amnoxy HoBbIX Meauna U306pasmTeNbHOE UCKYCCTBO 3aHOBO U30-
6peTaet cebs nepea anuom dotorpaduu, TeneBUAEHUA, KUHO, BUPTY-
aNbHOW peanbHOCTM W MpPUKAAgHbIX Nporpamm. Hueonuck, rpaduka,
neppopmaHc, Apyrme Kaaccuyeckume Gpopmbl MCKYCCTBA HaNpAMYylo He
3aBMCAT OT MeAM1a, OAHAKO M B HUX HALLAW OTParKeHWe HOBLUECTBA, Bbl-
3BaHHble TeXHOMOorMyeckon pesontounein. CerogHa ABAAIOTCA HOPMOM
ceTeBble BETBALIMECA CTPYKTYPbl, UHPOPMAaLIMOHHAA HaCbILLEHHOCTb
notpeboBana HOBbIX MPUHLMMOB PabOTbl C XYAOMKECTBEHHbIM TEKCTOM,
COBPEMEHHUKM YCBOWIM fA3blKM NOAb30BaTeNbCKOro nHTepdeitca (Ul)?,
NMOEOrPaMM U CMANNKOB, NPUMEHAEMbIX B 3/1EKTPOHHbIX COOBLLEHU-
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AX. BXOAAT B NPMBbLIYKY HOBbIE KECTbl, N1ACTUKA YEI0BEKA 3MOXM HOBbIX
meama: Habop cmc, ABUXKEHUA PYK NO MHTEPAKTUBHbIM 3KpaHam. ITu
W gpyrve acnekTbl Ha rMyb6oOKOM, BO3MOXHO, HEOCO3HAHHOM YPOBHeE,
MEHSAIOT XYAOXEeCTBEHHble CTpaTernu, obycnoBANBAIOT peLleHuns, KoTo-
pble U camM XYAOXHUK He Bcerga cBsA3biBAaeT ¢ megma. MNoatomy cerog-
HS Meama BO MHOMMX 06/1acTaAX Hawel KusHm — 6asoBoe, MybuHHOe,
dopmupyloLLee ycioBUE, onpeaensaioLee cogepaHme, popmy paboTbl,
npoeaypsl, NPoLLecchbl, anroputmbl. COBpeMeHHasa CUTyaums Bbi3blBaeT
aHanornun ¢ 1960-mn rogamm NpoOLLIOro BeKa, Koraa nosasiaeHue Tene-
BUAEHMA NOBAEKNO 33 COHOIN OCMbIC/IeHMe ero poau B obLuecTse co CTo-
POHbI dMNocodoB, COLMONOroB, Neaaroros. BO3HUKLLMI 0BLLECTBEHHbIV
pPe30HaHC BAOXHOBM/T MHOTMX XYA0XHMKOB BbICKa3aTbCA NO NOBOAY Mac-
COBOW Ky/IbTypbl, 06LLEeCTBa NOTPEbAEHNA U PONU TeNeBUAEHUA B 3TUX
npoLeccax — C/AOXKMUBLLAACA CUTyaLMA Aala UMMYIbC CTAHOBAEHUIO Me-
Ava nckyccrea B 1960-1970-e roapl.

B coBpemeHHOM 1306pa3nTesIbHOM UCKYCCTBE MOXHO OOHapyXUTb
pA4 3cTETUYECKMX GEHOMEHOB, BO3HMKLINX Nog, BAMAHWMEM Meana. Pac-
CMOTPMM HEKOTOPbIE MPUMEPDI UX NPOABIEHUA.

OUNDPOBKA YE/NTOBEKA

MepByl0 TEHAEHUMIO, HalleAWYo OTpaKeHue B M306pa3nTe/ibHOM
MCKYCCTBE, MOXHO YC/IOBHO Ha3BaTb «ouudpPOBKa YenoBeKa», T.e. nepe-
HOC AeATe/IbHOCTU YE/I0BEKA M B KAKOM-TO CMbIC/IE €r0 CYLLEeCTBOBaHMUA
B BUPTYa/IbHYIO peanbHOCTb. CeroaHAa AOMUHUPYIOWMM NOAEM COUMANb-
HOW pesTenbHocTU aBnseTca MHTepHeT. CyLlecTBYeT MHOIO MccnenoBa-
HWI, NOCBALWEHHbIX COLUMANbHBIM CETAM B KOHTEKCTE GOPMUPOBAHUA Me-
Ana fa3blka, popm obweHna u T.4. Mpumepbl, K KOTOPbIM Mbl 0bpaTUMcs,
oTobparkaloT «npoTo GopmMbl» BUPTYaNbHOIO 06LEHMS, OTHOCALLMECA K
KoHuUy 1990-x rogos. MMeHHO 3TOMy nepuoay noceslueHbl paboTbl Npea-

! Nonb3osatenbckuit uHTepdeic (Ul — aHrn. user interface) — uHTepdeiic, obecneunsarowmii
nepeaavy MHPOPMaLMM MeEXAY NONb30BaTENIEM-4e/I0BEKOM U NMPOrPaMMHO-annapaTHbIMKU KOM-
MOHEHTaMM KOMMNbIOTEPHOM CUCTEMBI.
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CTaBUTE/A COBPEMEHHOIO GMHCKOFO MCKYCCTBA, BbIMYCKHWKA XeNbCUHCKOM
aKagemum m3AlHbIX UckycctB Camu JlykkapuHeHa (Sami Lukkarinen),
CO34aHHbIE B XXaHpPe, KOTOPbI OH ONpeaenseT Kak «nuKcenb-apT». CTporo
roBOpPA, TEPMUH MNUKCENb-apT»% OTHOCUTCA K LMPOBOMY U306paXKeHuIo,
OZHAKO OH TOYHO OTPAXKAET 0OLLYIO KOHLLEMLMIO XYA0KHMKA.

Ctunb n ¢unocodua JlykkapuHeHa dopmmpoBanacb B KOHUE
1990-x — Hayane 2000-x. BoamorKHOCTM NHTepHeTa pna pAdoBOro
nosb30BaTeNA TOro BpeMeHM, Mo CPAaBHEHMIO C COBPEMEHHbIMU, UMENN
3HauUTeNbHble OrpaHUYEHNA, B YaCTHOCTH, CyLLecTBOBaAN npobaemsl
C BocrnpousBegeHnem n3obparkeHnin. OAHaKO y»Ke B TO Bpems CTano
pacnpocTpaHeHHbIM NOHATME «aBaTap» — M300parkeHwe, NpeacTas-
NfABLlee No/sb30BaTeNA B OHNANH-cpee.

PucyHok 1. Camu JlykkapuHeH. Cynepkat. Macnio, akpun, 170 x 93 cm., 2004.2
Sami Lukkarinen. Supercat. Oil on acrylic, 2004.

2MuKcenb-apT» (OT aHm. pixel) — HanpaBaeHWe KOMMNbIOTEPHOM rPaduKM, B KOTOPOM U306parxe-
HWe CTPOUTCA MO MPUHLMMY MUKCE/b 3a MUKCENEM C MOMOLLBIO PYYHOTO peaakTuposaHus (6es
MOMOLLM NPOrPaMMHbIX CPEACTB).

3 UcTouHMK nsobpaskeHums cm.: URL: https://www.samilukkarinen.com/works/2004.
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Mo MHeHuIo JlyKKapuHeHa, meana (B AaHHOM cnydae WHTepHeT)
3aMeHAT OfHY PeasbHOCTb APYroi. BO3MOXKHOCTb NPoaBuTL cebs Kak
BMPTYa/lbHYIO IMYHOCTb MOPOAMIA pPasHble Mosb30BaTeNbCKMe CTpaTe-
TMKU: OT CTPEMNEHMUS KaK MOMHO TOYHEE BbIPasuTb cebs MMeroLmmmncs
CpeAacTBamm [0 CO34aHMA afnbTepHaTMBHOTO «A» [1, c. 2]. AencTButens-
HO, aBaTapbl MOTYT KaK CKPbIBaTb OT/INYUTE/IbHbIE YepPTbl NO/Ib30BATENS,
TaK 1 NOAYEPKMBATL ONpeaeneHHbIe acneKTbl ero MAeHTUYHOCTH [2, c. 5].

ABaTap cTas, MO CyTM, HOBbIM BUAOM WM306paKeHWs, MOCKONbKY
HOCWN OAHOBPEMEHHO WM YaCTHbIM, N OBOLLECTBEHHbIN XapaKTep, U 3TUM
OT/INYANCA OT NPUBbLIYHBIX Meana M306parkeHU (MPUBBIYHLIX NO Kyp-
Hanam, anbbomam, adpumiam, TeNeBU3NOHHbIM 3KpaHam U T.4.). C oaHow
CTOPOHBI, 3TO Obl/I0 U306paXKeHMe He MyBANYHOM NIMYHOCTM, @ OObIYHOTO
YeNloBEKa, C APYroi CTopoHbl — OHO bbino onybamMkosaHo B CMMU (cpea-
CTBE MaccoBoi MHbopmaummn/KommyHuKaumm). T.e. ero MoxHO 6bia10
paccMaTpmBaTb Kak COBPEMEHHbIV MeaniHbIN 0bpas.

PucyHok 2. Camu JlykkapuHeH. Manbuuk B neHe. Macno, akpun, 54 x 45 cm., 2006%.
Sami Lukkarinen. Vaahtopoika. Oil on acrylic, 2006.

4 MIcTOYHMK n306paskeHmns cm.: URL: https://www.samilukkarinen.com/images/vaahtopoika.jpg
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OTnnyuTenbHou YepTtoit aBataposB 1990-x Bbin UX KPOLLEYHbIW pas-
mep. OHM BblIM OrpaHUYeHbl MO BbICOTE, WMPUHE, Pa3peLleHnto, a Ha
NpaKTUKe — MO KO/IMYECTBY 3/IEMEHTOB, M3 KOTOPbIX CTPOWUIOCH M30-
bpakeHune. N B 3TOM 3aK/04aETCA aHaNorus ¢ NMKcenb-apTom. Kak ms-
BECTHO, B MUKCENb-apTe MACTepPCTBO XYAOXKHMKA 3aK/1H04AETCS B TOYHOM
noabope ToHa 1 nosoxeHusa nukcens. Camu JlykkapuHeH obpaTu BHU-
MaHMe Ha TO, YTO B CUJTy CBOErO pa3mepa aBaTapbl He NepesatoT AeTanu.
B 3TOM OH yBMAEN aHANOMMIO CO cneundmrKon obLEeHNs B CETU: C O4HOM
CTOPOHbI, NH0AN OTKPOBEHHbI, C APYro — OHW CKPbIBAKOTCA 33 BUPTYalb-
HbIMW IMYHOCTAMM. PEeXKMM OBLLEHUA B CETU POXKAAET ABONCTBEHHOCTH:
6/1130CTb cObecegHMKOB M HEMPEOAOIMMOE PACCTOSTHUE MEXAY HUMM,
obLLeHNe INYHOEe U OAHOBPEMEHHO NybanyHoe, cB0boAa U KOHTPO/b,
TeNecHOCTb U becTenecHoCTb U T.A4.

TexHWKa co34aHuA NOPTPETOB 3aK/IOYAETCA B COYETAHUM KUBOMU-
CM MAC/IAHbIMM KPacKaMM U KOMMbIOTEPHOM 06paboTKkn n3obpakeHus.
BaykHbIM 3Tanom ABAsAeTCA BbI6Op N306paXKeHuUs.

Co3gaBaemble JTyKKapuHEHOM NMOPTPETbl — 3TO HAWAEHHbIE B CETU
aBaTapbl NoAb30BaTeNEN, @ UX HAa3BaHUA — KHUKHEMMbI»® 3TUX NO/b30-
BaTenieli. OTobpaHHOE aBTOPOM M30bparkeHue yBennymsaeTcs, gopaba-
TbIBAeTCA Ha KomnbtoTepe (AopaboTKa BKAOYaET BblIOOp LBETA, Kaapu-
poBaHuMe, yTOYHEeHWE PacnonoKeHna nukcenei). Ha cneayowem stane
n3obparkeHne BOCNPOM3BOAMTCA MaCNsHbIMM Kpackamu. Ha akpaHe mo-
HUTOPA MUKCEeNb B CUY CBOETO KPOLLIEYHOTO pa3mepa Hepas/ivumm, Ha
KapTuHax JIyKKapMHeHa Mbl BUGMM OFPOMHbIe NuKcenu. MNepBoHavanb-
HO YCNOBHbIE «MUKCENM» BbIIMN MOHOXPOMHBIMW, T.€. KaKAblN «MWK-
cenb» UMen oauH oTTeHoK. Co BpemeHem JTyKKapuHeH cTan Aob6aBnaTb
60/bllie OTTEHKOB LiBETA B KaXAblii KBAAPaT, YTO MPMBHEC/IO B KapTUHbI
OBUXKeHne, Bubpaumio [3].

B Hawel 06bIYHOW KU3HEHHOM NPAKTUKE, YTOBbl NPUMNALETLCS K
AeTanAM, Mbl NOAXOAMM B/MKe K n306paxkeHuto. 34ecb CUTyaums npo-
TUBOMOJ/IOXKHAA — Pa3MALETb M MOHATb, YTO M30OpaKeHO Ha XoAcTe,

°> Nickname — ceTeBoe nms, NceBgOHMM Nosib3oBaTens B MHTepHeTe.
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MOYHO TO/IbKO OTOMAA OT Hero. B cBA3M € 3TUM HEKOTOPbIE apT-KPUTUKM
33/1a10TCA BOMPOCOM: K KAKOMY BUAY KMBOMUCKU OTHECTU paboTbl JlykKa-
pUHEeHa — GUrypaTMBHOMN MAN aBCTPAKTHOM?

MpuBepPKEHHOCTb BbIGPAHHOW CTUANCTMKE caenana paboTbl Camu
JlyKKapuHeHa y3HaBaembiMu. CerofHA OH NPOAO/XKAEeT UCCNenoBaTb
cneunduKy MHTepHeT 06pa3oB M camonpeseHTauMio Nosb3oBaTenew,
MHTEpNpeTMpPoBaTh BUPTYabHOE 0bLLEeHMEe cpeacTBamm Kusonucu [4].

BM3YA/IbHbIA OMbIT
®OTOIPA®NN N KNHEMATOTI PADA

OrpomHas [ona BW3yasibHOM MAMATU COBPEMEHHONO Ye/I0BEKA
CBf3aHa C KMHemaTorpadom, BbipasnTe/IbHbIMU CPEACTBAMM KOTOPOTO
ABMAOTCA MOHTaX, PaKypc, CBeT, AeTanb U T.4. PaccmoTpum npumepsi
npUMeHeHnA B M306pa3snTeIbHOM WUCKYCCTBE pelleHU, XapaKTepHbIX
ANA KnHematorpada.

B cepuu NopTpeToB amepuKaHO-6pUTaHCKOM XyaoKHMLbl KaTn Bak-
Ket (Katie Buckett), KoTopble OHa OTHOCUT K rMMeppeanm3mMy, akTUBHO
MCNONb3YeTCA TO, YTO B KMHemMaTorpade HasBanum 6bl «pakypc». Ha mHo-
rmx pabotax BaKKeT nopTpeTUpyemblit 3aCTUTHYT B MMMOJIETHOM COCTO-
AHUK: B pase, BbIXBAaYEHHOW M3 ABUXKEHMSA, B NpoLiecce npeobpaskeHus,
BbI3BaHHOM SIPKOM MbIC/1bIO UIN SMOLNEN.

OnTUYeckre UCKaXKeHUA, HeobbIYHbIE A8 KUBOMUCU KOMMNO3ULLUK
KapTWH, NOJIOXKEHUA MOLENWN YKA3blBAalOT Ha MCMO/Ib30BaHME KamMepbl
unu potoannapara (BNpoYem, CerofiHs 3To eaMHOe YCTPOMCTBO) B Kaue-
CTBE UHCTPYMEHTA.

XyAOXHMLA OCTaBAAET ONTUYECKOE MCKaXKeHMe YepT Anua CBOUX
MoJeNel B Tex Cay4asx, Korga 3To No3BOAAET el PacKpbiTb JIMYHOCTb
MOZEeNn, Hanpumep, Nog4YepKHYTb pacnaxHyTble 11asa, TporaTesbHble
BECHYLUKM 334yMaBLUENCA AEBYLUKMN.

B psafe KapTMH MPUMMEHAETCA TaK HA3blBaeMbI «BUZ CBEPXY» —
KNaCCUYECKMIA NPUEM 3KPAHHOIO MCKYCCTBA, NOAYEPKUBAIOWMNI Xpyn-
KOCTb, OAMHOYECTBO, He3alLMLWEHHOCTb MOAE/N.
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PucyHok 3. Katu BakkeT. Hea, Xonct, macno, 39,4 x 39,4 cm. 2016°.
Katie Buckett. Ned. Qil on canvas, 2016.

PucyHok 4. Katu BakkeT. PyTuHa. XoncT, macno, 69,2 x 48 cm. 2007°.
Katie Buckett. Routine. Qil on canvas, 2007.

MNonoxeHne Kamepbl NOYTU aHANOTMYHO BO3MOXKHOCTHU I'IO,EI,OI‘/'ITVI K
4e/10BEKY O4YEeHb 6au3Ko. Mpu aTOM MoZenb He 3amevaeT HanpasBAeHHO-

© McTouHuK nsobpaxkeruns cm.: URL: http://contemporary-artists.ru/Katie_Buckett/3.jpg
7 MIcTOYHMK n3obpakeHusa cm.: URL: http://contemporary-artists.ru/Katie_Buckett/15.jpg

HAYKA TENEBUAEHUA Ne 15.2, 2019 191 THE ART AND SCIENCE OF TELEVISION



ro Ha Hee B3MNA4A, YTO CO34AET CUTYaUMIO «MOAMNAAbIBAHUAY», HAbtO-
AeHuA 3a 06bekToM (GOKYCMPOBKA BHUMAHUA 3pUTeNs Ha OnpeaeneH-
HbIX CBOMCTBax 0bbeKTa HabnogeHUs). ITa CUTyauma XapaKTepHa ans
BM/AE0-apTa, 0 YeM MHOTO NUcann ero TeopeTuku [5, c. 15].

PucyHok 5. Katu bakkert. Hatawa. Xonct, macno, 29,9 x 29,9 cm., 20148,
Katie Buckett. Natasha. Oil on canvas, 2014.

AMepuKaHcKaa xygoxHuua OkeHudep Kpayse LWano (Jennifer
Krause Chapeau), BbINycKHMLLA LKONbI UCKYCCTB MUYMTaHCKOro yHUBEp-
cuTeTa, UMeeT 601bLIOK onbIT PaboTbl B KNHEMaTorpade B KayecTse Xy-
[OXHUKa-cueHorpada, a TakKe B TeIeBU3NOHHbIX Nporpammax. PaboTbl
Kpayse LLlano skcnoHuposanuck B Hbto-Mopkckom mysee n Bantmop-
CKOM my3ee uckycctB. CerofHa oHa paboTaeT B Hblo-[kepcu, nuwer
nensaxu, npenmyLLecTtBeHHo macnom. Kpayse Llano socnpoussoaut
CBOM MeM3aXM Ha OCHOBE CHUMKOB, CAE/NaHHbIX BO BpemMsA ABUMNKEHUA
B aBTOMObOUe. XapaKTep HaNOXeHUA Ma3KoB NOAYEPKMBAET «CMa3aH-
HOCTbY», XapaKTepHyto o3 GOTOCHEMKM Ha CKopocTy [6].

HaligeHHas Kpayse LLlano ctuancTvka nogyepKMBaeT OBUMKEHME,
[enaet akUEeHT Ha ero CKOpoCTU, pUTMe W, ofHOBpPEMeEHHO, o6obLaeT
nsobparkaemoe.

8 UcTouHmK nsobpaskeHms cm.: URL: http://contemporary-artists.ru/Katie_Buckett/16.jpg.

HAYKA TENEBUOEHMA Ne 15.2, 2019 192 THE ART AND SCIENCE OF TELEVISION



dnemeHTbl Nei3axka CI0BHO C/IMBAIOTCA B MOTOKE ABUMKEHUA, 3pU-
Te/lb HE BOCNPUMHUMAET KaXKAblii OBBLEKT B OTAE/bHOCTU, OHM CTAHOBAT-
€A HEOTASNMMbIMW APYr OT Apyra. 3puTens «3aTarmBaeT» cam npoLiecc
OBUMKEHUA, 3a4aBas MesnaHxonmnuecku-punocodckoe HactpoeHue. 06-
pe3aHHble (He monaswue B Kagp, ecin roBoputb A3bikom doTtorpada)
burypbl ntogeit TakxKe ABAAIOTCA 3N1eMEHTaMK, NPUHAANEKHOCTBIO Nen-
3a)Ka. [oxoXKMe KOMMNO3UUMOHHbIE pelleHuns, eanHCTBO NPMEMOB Npu-
BOAAT K TOMY, 4TO paboTbl Kpayse LLlano BOCMPUHMMALOTCA KaK cepwus
nepeTeKanoLmMx Apyr B Apyra Kaapos. Mpu MUHUMAAUCTUYHOCTA KOMMO-
3ULMOHHOrO, LBETOBOrO PeLleHMs XyA0XHNLA AeNaeT akLEeHT Ha pUTM,
reomeTpuio, OCBELLEHNE, MOUCK CPeACTB ANA Nepeaayn ABUNKEHUSA.

PucyHok 6. [skeHndep Kpayse Lano. MnataHbl (gunTux). Xoact, macno, 66 x 177,8 cm., 2011°,
Jennifer Krause Chapeau. Platanes (diptych). Oil on canvas, 2011.

Tema 6eCKOHEYHOM AOPOrM XapaKTepHa A5 U316AEHHOTO XKaHpa
amepuKaHCcKoro KuHematorpada Poya-mysn.'° dcteTmka pabot Kpayse
LWano, HECOMHEHHO, HaxoaMTCcA NoA, BANAHUEM 3TOrO *KaHpa, B KOTOPOM
BEYHOE NyTeLecTBME CBA3AHO C MOMCKOM CBOEFO «A», a 04M, npeame-
Tbl, MECTa UMEIOT /INLLb BpeMeHHoe 3HayeHue [7, c. 12-15].

° ACTOUHMK M306pasKeHna cm.:

URL:  https://www.manacontemporary.com/wp-content/uploads/2018/06/mana-contemporary-
jersey-city-jennifer-krause-chapeau-4-1024x382.jpeg

0Ot aHm. road movie — BYKB. «4OPONKHOE KUHOY
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PucyHok 7. OxkeHndep Kpayse Wano. Cymepku B CaH-PpaHumcKo.
Xonct, macno, 55.88 x 76.2 cm., 2012 r.!
Jennifer Krause Chapeau. San Francisco Dusk. Oil on canvas, 2012.

Komnosnuumn paboT ¢MHCKOM XyaoKHUUbl TMaynbl OnuKaHeH
(Paula Ollikainen) BbiABNAKOT UX MeaMa ocHoBy — ¢doTorpaduio.

O6paluatoT Ha ceba BHUMaHME Heobbl4Hble GOpPMaTbl XOCTa — Y3-
KWe, BbITAHYTble. B KOMMNOHOBKE 31€MEHTOB NOAYEPKMBAETCA CAyvai-
HbI/ XapaKTep. [epon KapTUH NepeKpbIBAOT APYr APYra, OHU «BXOAAT»
N «BbIXOAAT» M3 Kazpa, ux Gurypbl 4acTMYHO cpe3aHbl. OpraHM3oBaH-
HbIN XYAOXKHULEN Xaoc poXaaeT accoumaummn ¢ HenpopeccmoHanbHoM
BHe3anHoM ¢oTorpaduen, caenaHHoOM ApPYrom Uamn YineHom cembh. MNo-
[06HbIMK peleHnAmMmM ONMKaliHeH 40O6UBaETCA OLWYLLEHWUA COHTAHHO-
CTW, ecTecTBEHHOCTU npoucxoasawero. O6beKkTamm n3obpakeHuUa ans
Hee ABATCA MOMEHTbI 06bIYHOM KU3HW. PN 3TOM 3MOLMOHAIbHOCTb

™ CTOYHUK M306paskeHUs CMm.:
URL:  https://www.manacontemporary.com/wp-content/uploads/2018/06/mana-contemporary-
jersey-city-jennifer-krause-chapeau-3-1024x604.jpeg

HAYKA TENEBUAEHUA Ne 15.2, 2019 194 THE ART AND SCIENCE OF TELEVISION



YECTOB, HaNPAMKEHHOCTb N03, OTYYXAEHHOCTb FePOEB KapTUH AatoT 3pU-
Teno cBo6OAY MHTEpNpeTaLmMm CoaepXaHUA KapTUHbI, MOHMMaHMA B3a-
MMOOTHOLLEHWI MeXay M306paxKeHHbIMU N0AbMU, UX POAN U OTHOLLE-
HUA K Npoucxoantlemy.

PucyHok 8. Mayna OnukaiHeH. Myctbipb. XocT, macio, 90 x 280 cm., 2004 r.12
Paula Ollikainen. Wasteland. Oil on board, 2004.

"

5

i

Wy

PucyHok 9. NMayna OnukaiiHeH. 3aBucawme. XoncT, macno, 144 x 251 cm., 2007 r.3
Paula Ollikainen. Reliant’s. Oil on board, 2007.

2 AcTouHUK n306paxkeHns cm.: URL: http://www.paulaollikainen.net/images/joutomaa.jpg
3 YUcTouHnK n3obpaxenns cm.: URL: http://www.paulaollikainen.net/images/toisenvaraiset.jpg
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HaligeHHas OnMKalHeH CTUAIUCTUMKA, OTcbinatowan K dotorpaduye-
CKOMY M306parKeHUNIO, YCUAMBAET B BOCMIPUATUM 3pUTENS SOCTOBEPHOCTb
n306paxkeHus, NOCKO/IbKY Takue Mmeaua, Kak Buaeo, potorpadusa, ABa0T-
€A ANA HAaC UHCTPYMeHTaMM GUKCaLMK, JOKYMEHTUPOBaHWUA peasibHOCTU.

HOBAA MPOLIECCYA/IbHOCTb

MpoueccyanbHOCTb Kak Lenb TBOpYECTBa MNOAyyYMna MpuU3HaHUe
B 60-e roabl NPOLWNOro BeKa. Maea o TOM, YTO MaTepuanbHbli 06BEKT
KaK 3CTETMYECKan KaTeropua ycrtapen u AoaxeH OblTb 3aMeHeH Ha Xy-
[OXeCTBEHHO OpraHM30BaHHbIE MPOLECChl, B KOTOPbIX 3puTento byaet
npeanorKeHa Hoeasa Gopma KpeaTMBHOIO y4acTUA, BAOXHOBMAQ MHOTUX
nocnegosaTenen noctmogepHusma [8]. B npounsseneHusx meama uc-
KYCCTBa MMEHHO BbIAAB/IEHME NPOLLeAYyPHbIX, HACTO TEXHONOTMYECKUX MO-
MEHTOB M COCTaB/ANa CyTb PaboTbl.

MpoueccyanbHOCTb MMeeT 0coboe 3HaUYeHne B MeamapeanbHocTu. Pa-
60Ta B NpMKAagHbIX NPOrpammax NoAYMHEHA NPoLEeAYPaM M aNTOPUTMAM,
BCE OMepaLMOHHbIe CUCTEMbI Pa3pabaTbiBaiCb HAa OCHOBE TOW UM UHOW
JOTVKM B3aMMOZEWCTBUA C Nosib3osaTenem. [103Tomy, B3aMMOZENCTBYS C
KOMMbIOTEPOM, NOJIb30BaTE/Ib YUUTCA STON NOTMKE, BNIUTbIBAET ee. Kpome
TOro, MOAy4Yaemblit CEerogHs BU3yanbHbl ONbIT (MyN1bTOUAbMBI, CO34aH-
Hble B NPOrpaMmmax AByx- U TPEXMepPHOM aHUMALNN, aHUMaUUA SNeMeH-
TOB rpaduyeckmx MHTEPGHENCOB MOBUIIbHBIX M CTALMOHAPHBIX YCTPOMCTB,
cneudddeKTbl B peKName, XyL0oKeCTBEHHbIX GUIbMax U T.4.) HeceT B cebe
aNropuUTMbl U MPUHLUMMBI MOCTPOEHUA LUMPOBbLIX N306paXkeHui. aa ui-
JIIOCTPALLMM 3TON NAEN PACCMOTPUM PaboTy «Sotatsu» HEMELKOro XyAoXK-
HWKa Ypca ®uwepa (Urs Fischer). Ero HasblBatoT npogosikatenem maen
Aaga, non-apTa, Cloppeann3mMa, OH paboTaeT BO MHOIMX *KaHPaXx: XKUBO-
NUCb, NHCTANNALMA, CKYNIbNTypa. B ero TBopyecTse oTmeyvatoT MHTEpeC K
TpaHchopmaLMmn matepuana — MHOTME ero apT-o6bekTbl cCamopaspyLua-
tOTCA BO BPEMSA 3KCMOHMPOBaHMAM,

 Hanpumep, CKyNbATYpbl M3 BOCKA, NPeACTaBNeHHble Ha BeHeunaHckom 6ueHHane 2011 roga.
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PucyHok 10. Ypc ®uwep. Cotauy (getans 1). Xonct, macno, 240 x 180.3 cm., 2018 r.*®
Urs Fischer. Sotatsu (detail 1). Oil on canvas, 2018.

CKasaHHOe NoABOAUT K TOMy, 4To dulepa MHTEpPECYEeT He TONbKO
NNIOCKOCTb, HO M NPOCTPAHCTBO, M OH MAaHUPYET Pa3BUTUE CBOMX PaboT
BO BPEMEHMW.

Cepus pabot duinepa «Sotatsu» (0T UMEHM AMOHCKOrO XYAOMKHMU-
Ka Hayana cemHaguaTtoro Beka TaBapas CoTaly) OTCbINaeT K NPUHLM-
nam AMOHCKOM *XMBOMUCK, B KOTOPOW PacnMCHbIe 3KPaHbl, PYKOMMUCHbIe
CBUTKM COCTaBAANN €4UHYI0O CEPUIO U BbIBELUMBANNCD O4HOBPEMEHHO.
B paboty ®uuiepa BxoguT 8 xoncToB. DaKTMYECKU cepua npeacTasafer
coboli rpaduueckyto HoBenny — GunocodCcKo-no3ITUYECKUI pacckas, B
KOTOPOM KaK/bli1 XONCT AONXEH NPOUNTLIBATLCA B COBOKYMHOCTM C ApY-
TMMU 1 B CTPOro onpeaeneHHon nocneaoBaTeibHOCTU. HeKkoTopble Lge-
Ta, «MyTewwecTByA» NO XOACTam 3TON Cepun, yxoaaT, TepawTca, HeKoTo-
pble MPOAO/IKAOT MPUCYTCTBOBATb K MHKOFHWUTO», HE ABHO, CMELLaBLLMUCh
C APYrMM LIBETOM, YTO MOXKHO PacCMaTPMBaTb KaK HEKYIO CUMBOJIUKY.

5 ACTOYHMK M306paXKeHns CM.:
URL: http://www.ursfischer.com/system/ri/483364.preview.jpeg
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PucyHok 11. Ypc ®uwep. Cotauy (getans 2, 3). dotorpadums, 2018 r. 1©
Urs Fischer. Sotatsu (detail 2, 3). Exhibition photo, 2018.

MeTamopdo3sbl, nponcxogalme ¢ Gurypamm, no3BoaAOT KaXKaomy
3pUTEN0 MHTEPNPETUPOBATL 3TY UCTOPUIO MNO-CBOEMY. TONbKO KpaiHue
NOJIOTHA COAEPIKAT M306paKeHNA, KOTOPbIE 3PUTENb MOXKET BOCTIPUHATD
04HO3Ha4YHO (KOMHaTa M nensax). [oToMy MOXHO roBOpPUTb O COYeTa-
HUK B paboTe abCTpaKTHOro M GUrypaTMBHOro noaxoaa. A NpoUnTbIBaIO
3Ty Cepuio KaK MyTb 0CBOBOMAEHMA OT NPUBA3AHHOCTEN, CBA3AHHbIN C
KOMMPOMMCCaMM, KepTBaMM, YCTanocTbio. M duHan atoro nytelwecteuns
TaK¥Ke ABOAKUI: U 3aBOPAXKUBAIOLLMIA, 1 ONyCTOLAWMK. HecmoTpa Ha
OTCbINIKM DurLepa K AMNOHCKOM XMBOMUCK, B NPUHLMNE GopmMUpPOBAHUA
cepum NpoCcMaTpuUBaeTCcs BANAHNE BU3yalbHOIO meama onbiTa. Tak, npu-
MeHseMblil cnocob NoBecTBOBaHMA aHaNOMMUYeH packagpoBKe — cepum
OCHOBHbIX KafpOB, HaMeyaloLlMX pa3BuTME MOBECTBOBAHUA. YXKe yno-
MWHaBLUMICA KOHTPACT MeXKay KpalHUmMK (NepBbiM M NocnegHMm) no-

6 cTouHUK n3obpaxenus cm.: URL: http://www.ursfischer.com/system/ri/467990.preview.jpeg
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NIOTHAMM M NONOTHAMM, PACMONOKEHHBIMW NOcepeamHe, CIOBHO UAtO-
CTPUPYET NPUHLUM KKAOYEBBIX KagpoB», NPUMEHAEMbIN B NPOrpammax
AN1A CO34aHUA aHMMaUUK (ABYX U TPEXMEPHON).

MpUHLMA 3aKAOYaeTCcA B TOM, YTO NO/Ib30BaTENIEM 334at0TCA Nep-
BbIM M NOCNEeAHUI Kagpbl, @ NPOMEKYTOUHbIE PACCUNTBLIBAKOTCA KOMMNbLO-
TEPOM B COOTBETCTBUU C BblOpaHHbIM anroputmom [9, c. 405]. Mpumep
TaKUX NepexonoBs, NOAYYMBLLUMA HA3BaHME «NpPUemM MOPOUHra», MOXKHO
BCTPETUTb BO MHOIMX BMAEO, MOKA3bIBAMOLWLMX MPOLLECC NpesBpaLLeHus
04HUX OOBEKTOB B Apyrve. ITa TEXHONOMUA NONy/AsapPHa He TONbKO Y Jito-
buTenen, HO WNPOKO NPUMEHAETCA B NPOPECCUOHANbHbIX aHUMALMOH-
HbIX CTYAMAX. YeTKMI, HENPEPbIBHbIN KOHTYP, OTCYTCTBUE LITPUXA, LLBETO-
Bble NATHA, ONMUCbIBAEMbIE C/I0XKHbIMU KPUBLIMW, AOMOAHAIOT CXOACTBO
cepun nonoteH duwepa ¢ aHMMaumen mopdpuHra, cosgasaemon B no-
NynspHOM NporpaMmme A1 CO34aHNA BEKTOPHbIX U306paxkeHuii dnew?.

PucyHok 12. Ypc ®@uwep. Cotauy (getans 4). Xonct, macno, 240 x 180.3 cm., 2018 .8
Urs Fischer Sotatsu (detail 4). Oil on canvas, 2018.

7 Adobe Flash — mynstumeguiiHas nnatdopma KomnaHumn Adobe Systems.
8 UcTouHUK n3obpaxeHms cm.: URL: http://www.ursfischer.com/images/483373
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BMPTYAJ/IbHAA PEA/IbHOCTb

KapTuHbl XxyZoxHuKa u3 Hosoli 3enaHauun Oxepemu leppeca
(Jeremy Geddes) cBoelt peannCTUYHOCTbIO, TOYHOCTbIO U ybeauTenb-
HOCTbIO HanoMuHalT doTorpadun. Ha ero TBOPYECTBO CU/IbHOE BAUS-
HWE OKa3a/iM KOMMbIOTEPHbIE UFPbl U KOMUKCbI, YTO MOATBEPNKAAIOT €ro
Harpagpbl 33 PUCYHKM K KOMMKCAM, UAMIOCTPAUMAM AETCKUX KHUI®, Xy-
OOMHUK N caM OTHOCUT ceba K cybrynbType Buaeonrpokos?’. Komnbio-
TepHble U BUAeoUrpbl B XX BEKE POC/M 3KCMOHEHLMaAbHO WU OKasanu
3HaUYUTENbHOE BAUSAHME Ha NONYAAPHYIO KYAbTYpY TUParKMpyembimmu 06-
pasamu (lapa KpodT, XuTmaH, Cynep Mapuo u T1.4,), ctoxkeTamu («O6u-
Tenb 3na», «Mortal Kombat», «CaitneHT Xunn», «MocnegHas paHTasma»
W T.4.), BUPTYanbHOM cueHorpadpuen (3HameHUTble NOEAUHKM C 3ames-
NeHnem BpemeHu B urpe «Makc MelH», npbiKkK B «MpuHUe Mepcuny,
NabupuHToObpasHble Noa3emenba B PONEBbIX UFPax U MHOroe Apyroe).
MOXHO C YBEPEHHOCTbIO YTBEPXKAATb, YTO KOMMbIOTEPHbIE UTPbI ABASA-
tOTCA BaXKHbIM KOMMNOHEHTOM COBPEMEHHOW BM3Ya/ibHOM Ky/bTYpbl.

XapakTtepusys pabotbl eageca, apT-KPUTUKM Yalle BCero OTHOCAT
nx K ctoppeannsmy. OgHako B ero paboTax HeT XapaKTepHbIX s Clop-
peannsma anno3nin (cTuanctuyeckan durypa, cogeprkallas aBHoe yKa-
3aHME UM OTYETNIMBbIN HaMEK Ha HEKUI INTepPaTyPHbIN, NCTOPUYECKUIA,
MNDONOTNYECKUI UNU NOAUTUYECKUI PAKT, 3aKPENIEHHbIX B TEKCTOBOW
Ky/NIbTYpe WUAW PasroBOPHOM peyn) u napadoKcos. MNpu 3Tom TemaTuka
N CTUANCTUKA paboT legaeca, ero NepcoHaXkyM XapaKTepHbl 418 TaKuUx
YaHPOB KOMMbIOTEPHbIX UrP Kak PN, JKkwH?. Hanpumep, sneraHTHan
ybuiiLa B YepHOM, MAyLLAA MO TPyNam Ha KapTuHe «Lady Sham», noxoxka
Ha »KeHcKoe BonsolleHne AreHta 47 (Hitman)?.

¥ Hanbonee nssectHan paborta . legaeca — komukce “The Mystery of Eilean Mor”.

20 Cy6KynbTypa, CGOPMMPOBAHHAA BOKPYT BUAEOUTP.

1 Role Playing Games — »aHp KOMMbIOTEPHbIX P, B KOTOPbIX YHaCTHWK AEMCTBYET COOTBETCTBEH-
HO NPEeANoKEeHHON emy PoNu.

22 JKIWHC — Wrpbl AeicTBumA (OT aHrMitcKoro «Actiony).

2 Hitman (pyccK. HaemMHbI yBuiiLa) — cepus KOMMbIOTEPHBIX U B KaHPE CTeNC-3KLWEHA, CO3AaH-
Has KomnaHuel «10 Interactive».

HAYKA TENIEBUAEHUA Ne 15.2, 2019 200 THE ART AND SCIENCE OF TELEVISION



B cBoux pabotax legnaec M306paxkaeT BUMPTYyasbHYIO peanbHOCTb
KOMMbIOTEPHOW WFPbl — WMHOM, NPUAYMAHHbIA U BU3YaM3NPOBAHHbIN
Mup. B BUPTyasbHOM peanbHOCTU HET GU3NYECKUX 3aKOHOB, B HEW NPUCYT-
CTBYIOT TO/IbKO NPaBua, BHECEHHbIE ee co3gaTenamu. U no bonbluelt Ya-
CTW OHW He CTaBAT 3a4a4y KOMMPOBATb HAlW MuUp. HeobbluHOE coyeTaHue
dopm, n3meHeHMEe CBOWCTB MATEPUUN, NPEOAONEHNE YEI0BEYECKUX BO3-
MOXHOCTEW — TO, YTO NPUB/EKAET 3pUTENEN B MUP KOMTbBIOTEPHbIX UTP.

PucyHok 13. Mxkepemu leapec. /1agn Lam nsyyaet notepu.
KapTtoH, macno, 11.811 X 11.811 cm., 2006 r.?*
Jeremy Geddes. Lady Sham inspects the damage. Oil on Board, 2006.

2 YcTouHuK nzobpamenns cm.: URL: http://vivalaresolucion.com/2011/art/2521
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PucyHok 14. Ixepemu legaec. CoeplueHHbI Bakyym. KapToH, macno, 60 x 97 cm., 2011.5
Jeremy Geddes. A perfect vacuum. Oil on Board, 2011.

BbIBObI

PaccmoTpeHHble NMpUMepbl MO3BOAAIOT CAENaTh BbIBOAG, O TOM, YTO
ONbIT B3aMMOAENCTBUSA C MEAMAPEasbHOCTbIO AAET BO3MOXKHOCTb Xy-
[AOXHUKAM paclMpuTb NaanTPy BbipasuTeNbHbIX cCpeacTs, onpobosaTth
HOBble cnocobbl U NpUHUMMBLI GOPMOOBpPa3OBaHUA, NOCTaBUTb HOBbIE
TBOpPYECKME 3a4a4n. Bbigennm TMnosble NPOABAEHUA BO3AENCTBMA Me-
AVa B NpMBeAeHHbIX Npumepax:

* TpaHchopmMauma cnocobos 1 Gopm AeATeNbHOCTU, B YaCTHOCTY,
aKTyanM3auma XapaKTepHbIX A1A Meaua CTPYKTYPHbIX, KOMMNO3ULMOH-
HbIX PeLIeHWNI, NPUINHHO-CNeACTBEHHbIX CBA3EN;

® aKTyann3aumsa MOHATUIA, HeXapaKTepHbIX A1A M306pa3nTesIbHOro
WCKYyCCTBa, NPUBHECEHHbIX M3 061acT meama (pakypc, onTuyeckoe uc-
KaKeHune, MOpOUHT, KNtoUueBble Kagpbl U T.4.);

® yBe/INYEeHMeEe N U3BbITOK BU3yanbHOW MHPOpMaLUK;

5 YCTOYHUK M306paXKeHUs CM.:
URL: https://www.jeremygeddesart.com/painting_group/immaterial/
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® cMeLleHne GUrypaTMBHOroO M HedpUrypaTMBHONO NOAXOA0B;

® HOBaf MPOLLECCYaIbHOCTb, OCHOBAHHAA HA NPUHLMNAX paboTbl ¢
No/ab30BaTeNbCKUM UHTepdelicom;

¢ 06pa3HOCTb, 3aMMCTBOBAHHAA M3 HOBbIX MeAMA KaHPOB (KOM-
NbIOTEPHBIX U BUAEO-UIP);

® COYETAHWE XYL0KECTBEHHOIO U AOKYMEHTA/IbHOTO.
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