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K MPOBJTEME KNTACCUPUKALINNA
GENERATIVE ART:
PASPAEOTKA MOHATUMHOIO AMMNAPATA

AHHoTaumA. CTaTba OTCbINIAeT K Npobneme TaKCOHOMUK FeHepPaTUBHOIO UC-
KYCCTBA KaK CAOXHOMo MeXAMCUMNAMHApHOro ¢deHoMeHa M aHanu3a ero
KNtoueBblx 0cobeHHocTelN. [eHepaTUBHOE UCKYCCTBO — aKTyaslbHOe XyAorKe-
CTBEHHOE ABNIEHUE B UCKYCCTBE POCCUMU M 3apybEXKHbIX CTPaH, NOABUBLUEECA
8 1910-e rogbl B pyc/ie 0TeYECTBEHHOIO W 3anaAHOEBPONENCKOro aBaHrapaa
W NOAyYMBLIEE HOBbIM UMNYALC K Pa3BUTUIO Brarofapsa COBPeMEHHbIM KOM-
NbIOTEPHbIM TEXHONOTUAM.

Mcxoaa w3 npepsioeHHoM 3apybexHbiMu uccnegosatensmm M. boaeH v
3. 34MOHACOM KnaccMdUKALMOHHON Mofenu, aBTop BblaenaeT Takue no-
HATWUA, KaK reHepaTMBHOE MCKYcCTBO (G-art), KOMMbHOTEPHOE WCKYCCTBO
(C-art), uHTEpaKTMBHOE WUCKYCCTBO (l-art), MHTEPAKTUBHOE KOMMbIOTEPHOE
nckycctso (Cl-art), KomnbtoTepHbli reH-apT (CG-art), a Tak:Ke Bnepsble ¢pop-
MY/ZIMPYET U BBOAMT B Hay4Hbl1 06OPOT HOBble TEPMMUHbI: UHTEPAKTUBHbDIN
reH-apr (Interactive Generative art) ¥ MHTEPAKTUBHbI KOMNbIOTEPHbIN FeH-
aprt (Interactive Computer-Generated art). Nepsoe npeacrasnseT coboit co-
BOKYMHOCTb NPOU3BEAEHWNI, CO3AaHHbIX NPU aKTUBHOM Y4acTUM 3pUTENA U
334€eMCTBOBAHUMN «TPAAULMOHHBIX» (BHEKOMMNbIOTEPHbIX) aBTOHOMHbIX CU-
ctem, obecneymBaloWmX Ty UAM UHYKO CTENEHb Cy4aliHOCTH, 6e3 ncnonb-
30BaHUA MyNbTUMEANMHBIX TEXHONOIUIN; BTOPOE — COBOKYMHOCTb MPOW3-
BeAEHWI, CO34aHHbIX NMOCPEeACTBOM aBTOHOMHbIX KOMMBIOTEPHbIX CUCTEM
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W npeanonarallMX aKTUBHOE B3aMMOZENCTBME cO 3puTenem. [aHHble
ABNEHNA PACCMATPUBAIOTCA, UCXOAA U3 HAMUUA ¥ apT-06beKTa NPU3HAKOB
reHepaTuBHoro (G), uHTepakTueHoro (l) uam komnbioTepHoro (C) BEKTOPOB,
MO/IO¥EHHbIX B OCHOBY pa3paboTaHHOM aBTOPOM METOAMKM Kaaccuburkaumm
reH-apTa ¥ CMEXHbIX KOHTEKCTYaIbHbIX ABNEHUI, KOTOPaA HarNALHO CMoae-
IMpOBaHa UM B eKapTOBOW CUCTEME KOOPAMHaAT.

MHTEPaKTMBHOMY KOMMNbIOTEPHOMY FeH-apTy yAeneHo ocoboe BHUMaHueE: B
KayecTBe Npumepa NpuBeAeHa MeauanHCTanNALmMa apT-rpynnbl “Stain” nog,
Ha3BaHuem “MIMPI” (Mobile Interactive Multi-Parametric Image) — wurpo-
BaA ayAMOBM3yasbHaA cpefa, Brepsble NpeacTaBNeHHan B CTeHax ranepeu
“MEL Space” (r. Mocksa) B mae 2012 roga. Mo uToram cTaTby aBTOpP NPUXO-
VT K BbIBOAY O NPAaBOMOYHOCTY NPELIOKEHHOMO MM CTaTyca reH-apTa Kak
3aKOHOMEPHOro NepexoAHOro aTana B UCTOPUKM UCKyccTBa XX — Hadvana XXI
BB., 0ObEAVHAIOLLENO KCYXMEN U «BIAXKHbIE» TEXHONOTUU U UM COOTBETCTBY-
foLLMe TUMbI KYNbTYP.

KnioueBble cnoBa: reHepaTMBHOE MWCKYCCTBO, KOMMbIOTEPHOE WCKYCCTBO,
WHTEPaKTUBHOE NCKYCCTBO, UCKYCCTBO HOBbIX MeAna, aBTOHOMHbIE CUCTEMDI

RUSLAN V. LUKICHEV

First Festival Company

Saint Petersburg, Russia
ORCID: 0000-0002-2293-2410
e-mail: ruslan0003@yandex.ru

SCONCERNING THE ISSUE OF GENERATIVE
ART CLASSIFICATION:
DEFINITION OF CONCEPTS

Abstract. TThe article refers to the problem of generative art taxonomy as a
complex interdisciplinary phenomenon and analysis of its key features. The
generative art is a relevant cultural and artistic phenomenon in Russian and
foreign art that emerged in the 1910s within Russian and West European
avant-garde painters and received a new boost for development thanks to
contemporary computer technologies.
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Based on the classification model proposed by foreign researchers, M. Boden
and E. Edmonds, the author of this article identifies concepts like Generative
Art (G-art), Computer Art (C-art), Interactive Art (I-art), Interactive Computer
Art (Cl-art), and Computer Generative Art (CG-art) and introduces new
scientific terms: Interactive Generative Art and Interactive Computer-
Generated Art. The first one refers to a series of works of art created with
the active participation of the audience and the use of traditional (non-
computer) autonomous systems that provide a certain degree of randomness
without the implementation of multimedia technologies. The second one
refers to a series of artworks created by autonomous computer systems
and involving active interaction with the audience. These phenomena are
considered based on the art object’s possessing the features of generative
(G), interactive (1) or computer (C) vectors that underlie the classification
method of Gen Art and adjacent contextual phenomena developed by the
author and visually modeled by him in the Cartesian coordinate system.
Emphasis was made on Interactive Computer-Generated Art. A media
installation by Stain art group called Mobile Interactive Multi-Parametric
Image (MIMPI) is provided as an example; it is an interactive audio-visual
environment first introduced in MEL Space gallery (Moscow) in May 2012.
Finally, the author comes to the conclusion that granting the generative art
the status of a natural transitional phase in the art history of the 20th —
early 21st centuries, as proposed by him, is justified, since this art combines
“dry” and “wet” technologies and the corresponding types of cultures.
Keywords: generative art, computer art, interactive art, new media art,
autonomous systems

[eHepaTUBHOE MCKYCCTBO (generative art) — yHWKanbHbIM XyOo-
KECTBEHHbIN ¢deHOMeH — npeanonaraeT co3gaHue MnpousBeneHUi
nocpeacTBOM aBTOHOMHbIX CUCTEM, KOTOpble AMB0 BbIXOAAT 33 PaMKu
KOHTPO/IA CO CTOPOHbI XYA0KHMKA INLLb YaCTUUYHO, NMBO NONHOCTbIO He-
NnoABAACTHbI emy. K aBTOHOMHbIM CUCTeMaM, CMOCOBHbBIM K TaKOMY «CO-
TBOPYECTBY», OTHOCATCA CaMble pa3Hble SB/IEHNA: MPUHMMATb y4acTue B
reHepauumn apT-06beKTa MOXKET, K MpUMepy, NPUPOAHAn CTUxuaA (nona-
[atoLLMe HA XONCT Kaniu fOXKAA CO34at0T HEMOBTOPUMbIE Y30pPbl), HACTY-
naeHne cymepek (Koraa Xy4osKHUK NpoaoaKaeT nMcaTb KapTUHY «BC/e-
nyto», He npuberas K UCKYCCTBEHHOMY OCBELLEHWNIO), UrPasibHble KOCTU
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(BbINagarowWwme Ha UX rPaHAX YMcia KOMMOHYOT My3blKaJibHble UK CTU-
XOTBOpPHble PpparmeHTbl B TPON3BOJIbHOM NOPALKE) NN KOMNbIOTEPHbIE
nporpammsl, aAropMTM KOTOPbIX NpeaycMaTpUBaeT reHepaLmio caydai-
HbIX YMCeN, YTO NPUBOAUT K CO3AaHMI0 HEMNPeACKa3syemoro TBOPUYECKoro
MmaTepuana, KoTopblil NO3ULMOHUPYETCA XYA0KHUKOM KaK 3aKOHYEHHOoEe
npovsseaeHune, MMb60o MCNOJIb3YETCA B KAUECTBE 3arOTOBKM A5 MOCeay-
oLLEN A0PabOoTKN BPYUHYIO.

[na Hanbonee NOMHOrO OCO3HAHMA MPUPOAbI FEHEPATUBHOIO WUC-
KyccTBa HeobxoaMmo YeTKo 0603HauUTb ero rpaHuLbl U BbiBUTb BO3-
MOMHble noasnapbl. Pasymeetcs, nogobHble NOMNbITKK yKe 6blan 1, no-
anyn, Hambonee cepbesHan M3 HUX NPUHAANEKUT ABYM 3apybeXHbIM
nccnegosaTenam: NPodpeccopy KOrHUTUBHBIX HayK B YHMBepcuteTe Cac-
ceKca, naypeaty npemuun AnneHa Hotoanna ACM-AAAI 3a Bknag, B duno-
copuio KOrHMTMBHOM Hayku (2018) Maprapet A. BogeH U ogHOMY U3
nepsonpoxoales B 06/1aCTU KOMMbIOTEPHOTO UCKYCCTBA, YA0CTOEHHOMY
Harpaabl ACM SIGGRAPH 2017 roaa 3a Bblgatowwmecs 4OCTUKEeHUA B 06-
NacTv uMbpPoBOro UCKyccTBa IpHecTy IgmoHacy. Oba aBTopa HanMcanu
OECATKM Hay4HbIX paboT 06 aKTyanbHbIX apT-NPaKTUKaX, CyLLEeCTBYHOLLMX
Ha CTblKe TPAANLMOHHbBIX U NOCTUHPOPMALMOHHbBIX TEXHWUK, METOA0B U
CPeACTB BbIPAa3MTENbHOCTU U TEM CaMblM BHEC/IM BONbLLON BKNAL, B OC-
MbIC/IEHME BOMPOCOB LMPPOBU3ALNN XYA0KECTBEHHOTO TBOPYECTBa.

B cBOEM COBMECTHOM TpyZe noj, HasBaHMeM «YTo Takoe reHepaTuB-
Hoe nckyccTBo?» (“What is generative art?”) boaeH 1 9a4MoHAC BblaeNU-
nn 11 B3anmo3aBucHMMbIX BUAOB MUckyccTBa (1): Ele-art (anekTpoHHoe),
C-art (komnblotepHoe), CA-art (KomnbloTepHo-onocpeaosaHHoe), D-art
(undposoe), G-art (cobcTBeHHO reHepaTnBHoe), CG-art (KomnblOTEPHO-
reHepatusHoe), Evo-art (aBostoumoHHoe), R-art (poboToTexHuyeckoe),
[-art (MHTepaKkTuBHOE), Cl-art (KomnbloTepHO-MHTepaKTUBHOE) n VR-art
(McKyccTBO BMPTYanbHOWM peanbHOCTH). MogpobHOE paccMOTPEHME KarK-
[0r0 NMOHATUA He ABNSAETCA 3a4a4ei HAaCToALWEN CTaTbU 1, MO MHEHUIO ee
aBTOPa, CMELLEHME CTO/Ib PA3HOMIAHOBbIX KPUTEPMEB, UCMOb30BAHHbIX
nccnegoBaTensiMmm ana KnaccuduKaumm reH-apTa CyLeCcTBEHHO YCOMXK-
HAET AaHHbIN NPoLEecc 1 NPeACTaBAAETCA He BMNo/HE LeaecoobpasHbim.
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Tak, pasgeneHve BUAOB reHepaTUBHOTO MCKYCCTBA B, 3aBUCMMOCTM OT
KOHKPETHbIX TeXHOﬂOFVIi/‘I, MCNONb30BaAHHbLIX MPU ero co3aaHunn (Hanpw—
Mep, BUPTya/ibHasA peanbHOCTb AU PoBOTOTEXHMKA), efBa N Cnocob-
CTBYET yrny6/eHHOMY MOHMMAaHUIO NPUPOAbl AaHHOTO GpeHOMeHa Kak
B OOLLEKY/ILTYPHOM, TaK U B MCKYCCTBOBEAYECKOM KOHTEKCTax: Haume-
HOBAHME U NPUHLMMbI PaboTbl TOFO AW MHOTO 3/IEKTPOHHOTO YCTPOM-
CTBa HUKOMM 0BPa3oM He B/IMAIOT Ha KOHEYHbIV Pes3y/bTaT U camy CyTb
TBOpYecKoro npouecca. Kyaa BaxHee BbISBUTb U 0600WUTL UCTOYHUKM
CNly4aliHOro, KOTopble, MO 3aAyMKE XYAOXHWKOB-reHepaTUBMCTOB, Bbl-
CTYNaloT B PO/IM aBTOHOMHbIX CUCTEM, YacTO NOPOXKAAIOWMNX HE TONbKO
dopManbHy0, HO U 06Pa3HO-CMbIC/IOBYIO COCTaB/AIOLLYIO Npou3Bese-
HUA: PU3MKOXUMMYECKME peaKkLuMM U NPUPOAHbIE SBIEHUA, peaKuums
3pUTENEN UK NOBEAEHYECKME MEXAHM3MbI TEX WU UHBIX XKMBbIX Opra-
HWU3MOB, 3 TaKXXe BCEBO3MOXKHble MaTeEMATUYECKME aNrOPUTMbI, MPUBO-
ANMbIE B UCNOJIHEHUE LWIMPOKUM CNEKTPOM AeBaliCcoB OT NepBbiX aHa-
noroebix 9BM g0 cambix COBpeMeHHbIX HelpouHTepdencos, Waemos
BMPTYa/IbHOW peasibHOCTU U POBOTOTEXHUKM.

Takum obpasom, OTTaNIKMBaAACb OT TakcoHoMMM M. BogeH u 3. Ia-
MOH/Ca, NEPEOCMbIC/INBAA U AOMOJHAA €e, Mbl NPEANPUMEM MOMbITKY
BbICTPOUTbL COHBCTBEHHYIO KNAacCUDUKALMOHHYIO MOAENb FeHEPATUBHOTO
WCKYCCTBA N CMEXKHbIX KOHTEKCTYa bHbIX ABAEHMI (puc. 1).

Ock G (TeHEPATUBHOE UCKYCCTRO)

CG

/
s

/ /
/ 1CG

Ock C (KOMNKITEpHOR
MCKYCCTRO)

F

/
| Cl

Ock | (MHIEPaKIMBHOE HGKYGETRO)

PucyHok 1. ABTOpcKasn KnaccuduKaLma reHepaTUBHOIO UCKYCCTBA U CMENHDBIX KOHTEKCTYaNbHbIX
ABNEHWUI, NPeACTaBNEHHAN B EKAPTOBOM CUCTEME KOOPAMHAT
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KnaccuduKaumio reH-apTa M ero KOHTeKCTa MOXKHO NpeacTaBuTb B
BU/E TPEX K/OUYEBbIX BEKTOPOB:

1. Ocb G (“generative”) — «reHepaTmMBHaa» — OMNUCbIBaeT NPoOMUC-
XOMaeHWe coaepyKatenbHol u/man bopmanbHO-CTUAUCTUYECKOW CTO-
POH CreHepMpPOBAHHOIO NPOU3BEeAEHNA, OCHOBAHHbIX Ha NPUHLMMNE paH-
OOMU3aLMK;

2. Ocb C (“computer”) — «KoMnblOTEPHAA» — OMUCbIBAET COBOKYM-
HOCTb annapaTHbIX M COPTBEPHbIX CPEACTB, UCMO/Ib30BAHHbIX NPU CO34a-
HUM NPOU3BEAEHMSA;

3. Ocb | (“interactive”) — «MHTEpaKTMBHaA» — ONWUCbIBAET NOPAAOK
B3aMMOZAENCTBMA 3pUTENA C NPOU3BEAEHNEM, BO3MOXKHOCTb y4acTumaA ny-
6/1MKM B €ro co3gaHnmn, pasBuUTUK, TpaHCHOPMALUN U T. 4.

Kaxpaa M3 BbllienepeyncsieHHbIX NO3UUmMii nogpasymeBaeT Mog
coboil OAHOMMEHHOE XYAOXKECTBEHHOE fB/IEHWE — TeHepPaTUBHOE,
KOMMbIOTEPHOE U UHTEPAKTUBHOE UCKYCCTBO; B LENAX HAarNaaHOCTU OHU
npeacTaBieHbl aBTOPOM Ha MAA. 1 B AEKapTOBOM CMCTEeMe KOOpAWMHAT
(kaK ocb annaMKaT, ocb OpAMHAT M OoCb abcuMcC COOTBETCTBEHHO), Ha
CTbIKE KOTOPbIX, B 3aBUCMMOCTM OT Ha/IMuMA y apT-06beKTa NPU3HAKOB
reHepaTMBHOIO, MHTEPAKTMBHOIO WM KOMMbIOTEPHOIO BEKTOPOB, 06pa-
3YHOTCA Pa3/IMYHble BapuaLuu:

¢ G-art (Generative art) — reHepaTMBHOE UCKYCCTBO;

e C-art (Computer art) — KOMNbIOTEPHOE UCKYCCTBO;

e |-art (Interactive art) — MHTepaKTUBHOE UCKYCCTBO;

e Cl-art (Computer Interactive art) — UHTepaKTMBHOE KOMMblOTEP-
HOE MCKYCCTBO;

¢ CG-art (Computer-Generated art) — KOMNbIOTEPHbIN reH-apT;

e |G-art (Interactive Generative art) — MHTEPAKTUBHbIN reH-apT;

¢ |CG-art (Interactive Computer-Generated art) — MHTEPaKTUBHbI
KOMMbIOTEPHbI reH-apT.

MNocnepHwe aBa nNoaguAaa He NpPeacTaBaeHbl B TaKCOHOMMK boaeH
M 3AMOHACA M ABNAIOTCA CaMOCTOATENIbHOW pa3paboTkol aBTopa. Mbl
OCTaHOBMMCA bonee NoapPoOHO Ha KarKAOM M3 CEMW Ha3BaHHbIX NOHSA-
TUN.
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1) G-art (Generative art) — reHepaTMBHOe uckyccteo (G=1, C=0, I=0)
— COBOKYMHOCTb apT-00bEKTOB, CO3AaHHbIX, MO KpaliHel Mepe, YacTuy-
HO, HEKMMM aBTOHOMHbIMW NpoL,eccamm GpU3NYECKOro, HEBUPTYaNbHOTO
CBOICTBa, 6€3 HeNOCPeACTBEHHOIO KOHTPOIA CO CTOPOHbI aBTopa.

boAeH U DAMOHAC BblAENAOT HECKO/IbKO TUNOB OOBEKTUBHbIX aB-
TOHOMHbIX MPOLLECCOB, HE 3aBMCALLMX OT BOJIN YeN0BEKa, B TOM yucae
du3Myeckune, ncuxonormyeckmne, buonorndeckune (1).

dusnyeckne NpPoLecchl NeXanm B OCHOBE MHOIMX TEXHWK W Mpu-
eMOB NpeacTaBuTeNIei PYyCCKOro M 3anagHOoeBpPOnencKoro aBaHrapaa,
TBOPYECKME MOMCKM KOTOPbIX MOCAYKMUAN UCTOKAMWN reHepaTUBHOIO MC-
KYCCTBA KaK TaKoBOro. Peyb MAeT npexae Bcero o prsnyeckmx 1 xsummye-
CKMX peaKumsax, CBA3aHHbIX, K MPUMEPY, C «paHAO0MHON» NynbBepu3aLm-
el KpacALLero BeLLecTBa 3a CHET Pas/IMYHbIX MEXaHMYECKMX NPOLLECCOB
(bynetnsm, gekanbkomaHus, GpoTaxK) AU C BO3AENCTBUEM TENN0BOM
3HeprMmM — Harpesom Anbo oxnaxaeHuem (promak, Kynsax). Takxke B
pamKax GpU3NYECKUX MPOLLECCOB reHepaTUBHOIO MCKYCCTBa, XOTA U bonee
NPUMMUTUBHOIO CBOMCTBA, 0YEBUAHO, YMECTHO YNOMAHYTb K METOA, Hape-
30K», NpumMeHsBswuica T. Tuapa 1 APYrMMKU No3TaMu, KOTOPbIE UCMO/b-
30Ba/IM OTPbIBKM TEKCTa COOCTBEHHONO COYMHEHMA M KOMMOHOBAAN UX
CNy4YaiHbIM 06pa3om — B TOM NOPSAAKE, B KAKOM AOCTaBa/IN U3 WAAMbI.

boAeH M DAMOHAC AOMNYCKAOT BO3MOMKHOCTb OTHECTU K AaHHOW
KaTeropuu 1 paboTbl amepUKaHCKOro XyAoXHUKa [KekcoHa MonnokKa,
MOCKO/IbKY OH, XOTA M CO3HaTe/NbHO Pa3bpbI3rMBan KpPacKy, He MOr Ha-
NPAMYIO KOHTPOIMPOBATL BCE ee HPbI3TM, YTO MPUBHOCK/IO B TBOPUECKUIA
NPOoLECC 3/IEMEHT C/IY4aliHOCTU, XaoTuyHocTH (1).

Y710 Kacaetca NCUXONOTMYECKMX MPOLLECCOB, TO OHW Bblan 3aaeit-
CTBOBaHbl B MeTOAEe aBTOMaTM3Ma, UM aBTOMaTUMYeCKOro Nnucbma, Ko-
TOPbI NO3BONAN XYAOXKHUKAM-HOBATOPaM, BbIXOALAM U3 06beANHEH U
A3a[anNCTOB M CIOPPeanncToB, reHepmnpoBaTb TEKCTbI M M306paXkeHUs, Ha-
XOA4SCb B U3MEHEHHOM COCTOSIHMM CO3HAHWS, XOTS U C O4YE€BMAHO MEHb-
Wweh 06bEKTUBHOCTbLIO, YEM NMPU UCMONB30BAHUN aBTOHOMHbIX PpU3MKO-
XMMUWYECKUX PeaKLUi.
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Buonormyeckne aBTOHOMHbIE MPOLLECChI, OY4EBUAHO, XapaKTepHbI
AN1A TaK Ha3blBaemoro buo-apTa v NpeanosiaratoT UCMO/b30BAHUE B XY-
[OXEeCTBEHHOM MNPOLLECCe XMUBbIX SKOCUCTEM, KaK, Hanpumep, B caydae
¢ paboToi bpuTaHCKOM XyaoxHULbl K. PpumeH «O3epo». B 2005 rogy
OHa NpeacTaBuaa Ha cyd Nyb6AMKKM CBOW HOBbIM HEOBObIYHbIM MPOEKT, K
KOTOPOMY TFOTOBW/IAaCb OKOJI0 8 NEeT, — KOHTEKCTYa/ibHYl0 MHCTaANs-
unto «03epo». Ee 6a3nMcom nNOCAyKMNO peasibHO CyLLecTBytowee O3e-
po naowaabio 4000 M2, pacnofioXKeHHoe B pPbIBOBOAYECKOM X03ANCTBE
“Tinigrit”, a anemeHTamu reHepaTUBHOM BMONOTUYECKOM cuCTeMbl — 16
pa3HoOMNOAbIX Pbl6 HECKO/NbKMX BMAOB (30/10TOM Kapach, cCa3aH, JnHb,
3epKasibHblit Kapn, 30n10Tas pbibKa). Teno Kaxgon pbibbl cogeprkano
UMMNAHTAaT — OMOAKYCTUYECKMI MepeaaTymK, KOTOPbIA Kaxable age
CEKYHAbl M3/1y4an BbICOKOYACTOTHbIA CUFHA/M O TEKYLLEM MECTOHAXOM-
AeHuKn pblbbl B 03epe. B TeyeHMe nosnytopa mecaues cnelmanbHas cu-
cTema 13 Wwectn rmapodoHOB, YCTaHOBAEHHbIX NOA, BOAOW, CYMTbIBaNA
3TV CUrHabl U NepeaaBana Ux Ha cepsep, PUKCUPOBABLLMIA NOJIOXKEHME
pbib B Tpex usmepeHusx. NMonyyaemble B pekMmMe peasbHOro BpemeHu
[AaHHble COCTaBM/IN OCHOBY ayAMOBM3YaJIbHbIX AaCMEKTOB MHCTANNALMM.
Tak, NOCETUB IKCMO3MLMOHHYIO KOHCTPYKLMIO HA Bepery, 3puTenb numen
BO3MOXHOCTb Hab10AaTb AHUMUPOBAHHbIE TPAEKTOPUMN ABUNKEHUA PbIO
Ha KpYrnom MoOHMTOpe — CBOEro poga BMpTyanbHOm o3epe. Kaxaas
pbiba oTobparkanacb B BUAE MHOrOYrosbHWKa onpeaeneHHoro uBeTa.
Y AOMUHUPYIOWMX 0COBEN BHELWHMIA KOHTYP MHOTOYrO/IbHUKA HauyMHan
YBENNYMBATLCA, @ Y HAMMEHEE «NOMNYAAPHbIX» — HAa0bopPOT, NCTOHYA-
cs. BusyanbHas npoekuus conpoBoX4anacb ocobbim 3ByKOPALOM, MO-
CKOJIbKY ABUXKEHMAM pblb KaXKa0oro B1Aa COOTBETCTBOBAN «Habop oumd-
POBaHHbIX 3BYKOBbIX 06Pa3LI0B: HU3KMUIA XPYCTALLMIA 3BYK — AR AUHA,
KOPOTKMIN BbICOKMI TOH — AN KpacHOMepKW, NoCTykKuBaHue — And
Kapacs, pe3koe MeTannmyeckoe bpsuaHne — A1 3epKasbHOIo Kapna»
(11, c. 90). Takum obpasom, menoama U reomeTpuyeckne aberTpakumm
Ha MOHUTOPE FreHepPMpPOBAIMCH 33 CYET COBEPLIAEMbIX PblbamK aBuKe-
HWM, C Y4ETOM CKOPOCTM U BEKTOPA UX NEPEMELLEHNA, USMEHEHUA PAHIa
B Mepapxuun u T. 4. Kak otmeTtnna k. PprmeH, «menogmsa u putm — 3to

HAYKA TENIEBUAEHUA Ne 15.3, 2019 18 THE ART AND SCIENCE OF TELEVISION



Npou3BOAHblE HeMnpeacKasyemoro U CTUXMMHOIO noBedeHusA pblb», a
camo «03epo» KMHTEPNPEeTUPYET NPEKPACHbIN TaHeL, pblb 1 MX B3anUMoO-
OTHOLLIEHWNA KaK MHOTOYPOBHEBYO CEHCOPHYIo cpeay» (11, c. 90). «Mony-
yMBLIAACA B pe3ynbTaTe paboTa CTUpPaET rpaHuLbl MeXAy WUCKYCCTBOM,
NnpuUpPoAoI 1 TexHoNornemn, Npeobpasys C/0XKHbIE HAay4YHble NPOLECCHI B
ayanosu3yasbHble BreyataeHus» (10).

2) C-art (Computer art) — KomnbioTepHoe uckycctBo (G=0, C=1,
[=0) — cOBOKYNHOCTb AapT-0OBbEKTOB, CO3AaHHbIX C MPUMEHEHUEM KOM-
NbOTEPHbIX TEXHO/IOTUA.

[aHHaa KaTeropus oxBaTbiBaeT BCce MHOroobpasue TBOPYECKOro
maTepuana, HapaboTaHHOrO MPW UCNONL30BAHUWU B XYAOMKECTBEHHOM
NpaKTUKe KOMMbIOTEPHOTO 060PYAOBaHUA KaK aHaNoroBoro, Tak U Lmo-
POBOTO, @ TaK}Ke COOTBETCTBYIOLLErO NpOorpammHoro obecnevyeHus. bo-
AeH 1 DAMOHAC CNpaBeA/IMBO BbIAENAIOT KaK OTAE/NbHYIO NOAKATEFOPUIO
TaK HasbiBaemblii D-art (cokp. ¢ aHrn. Digital art — umndpoBoe mcKyc-
CTBO), B KOTOPOM UCMOb3YHOTCA COBPEMEHHbIE LMPPOBbIE TEXHO/IOTUM,
W BK/IIOYAIOT B HEE HE TONIbKO NPOU3BEeAEHNA, CO34aHHble NOCPEeACTBOM
KOMMbIOTEPOB, HO W M3HAYa/IbHO CO3AaHHble Ye/0BEKOM, a BMOC/IeA-
CTBUM oumndpoBaHHbIE M 06paboTaHHbIE HAa KOMMbIOTEPE N30b6paKeHus,
My3bIKy 1 BUAeo (1).

OTMETUM, YTO TEPMUHBI K KOMMbIOTEPHOE UCKYCCTBO» U «LMbpoBOoe
MCKYCCTBO» YacTO BbICTYMalOT CUHOHMMaMM, XOTA 3TO NpeAacTaBaseTca
HEBEPHbIM: MOHATUE KKOMMNbIOTEPHOE UCKYCCTBO» IBHO WUMPE U Noapas-
YMeBaeT UCM0/Ib30BaHME B TOM YMC/IE U aHA/IOTOBbIX YCTPOMCTB, K KOTO-
PbIM [0 CUX NOP NPUOErAOT XYAO0KHUKUN U, B OCOBEHHOCTU, MYy3bIKaHTbI,
CTPEMSACH K Nnepegaye BM3yasibHOM AW ayauanbHON MHbopmaumm bes
YXYyALLIEeHUA ee N3HaYaNbHOro KayecTBa, Hen3beXKHO BO3HMKAIOLWLEro Npu
npeobpa3oBaHUM aHAIOrOBOrO CUrHaNa B AUCKPETHbIN 1 HaobopoT.

boaeH 1 3a4MOHAC B CBOEM MCC/IeA0BAHUN NMPUMEHSAIOT eLLe OAUNH
cneunduryecknt TepmuH — CA-art (c aHrn. Computer-Assisted art nam
Computer-Aided art — uncKyccTBO, co3A4aHHOE MOCPEACTBOM KOMIMbLO-
Tepa), 0603HaYaA AaHHbIM HAMMEHOBAHMEM NHOOYIO XYAOXKECTBEHHYIO
NPaKTUKY, B pamKax KOTOPO KOMMbIOTEP MCMONAb3yeTCcA Kak BCNOMOra-
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Te/IbHOe CPeACTBO (B NPUHLMIE, He ABNAOLLEECA CTPOro 0653aTe/ibHbIM)
(1). B kKoHTekcTe CA-art aBTOpbI paccmMaTpUBatOT KOMMbIOTEP Kak bonee
COBEPLUEHHYIO Pa3sHOBMAHOCTb KMCTU MaM Bonee ocTpblii pesel,. WHbI-
MW C/IOBaMWU — KaK MHCTPYMEHT ANA BbINONAHEHUA TOW MU MHOW TBOP-
YecKoW 3a4aun, HaxXo4AWMMCA NOZ MPAMbIM KOHTPOJIEM CO CTOPOHbI
Xy4oXKHUKa. Mopgkateropus CA-art npeacTaBiaeHa, IaBHbIM 06pasom,
CO3JaHHbIMWN BPYYHYIO M306paXKEHUAMM UAN MY3bIKOW, BNOCAEACTBUN
oumnbpoBaHHBIMK U NOABEPTHYTLIMU KOMMbIOTEPHOM 06paboTke. boaeH
M 3AMOHAC NPU3HAIOT, YTO HeKoTopble 3ddeKTbl AOCTUTAOTCA UCKAIO-
YUTENbHO MPU MOMOLLM CMeunanbHOro KOMMboTEPHOro obecneyeHuns
(npuBoasA B Npumep 3HaMeHUTbIN rpaduyeckmii naket “Photoshop”) u
He MOryT 6bITb CO34aHbl MOCPEACTBOM MAC/SHbIX KPACOK, ryalluy uam aK-
BapE/IN; B CUHTE3NPOBAHHOM 3/1IEKTPOMY3bIKE TAKMKe MCNOJb3YHOTCA 3BY-
KU1, KOTOpble 0 N306peTeHNA CUHTE3aTOPOB BbIIM NONPOCTY HEBO3MOXK-
Hbl. M Tem He MeHee y4acTMe KOMNbloTepa He ABAAETCA 0653aTe/IbHbIM:
WUCKOMbIE XY[O0XHUKOM BU3yasibHble UAU ayamnanbHble 3GPeKTbl MOrn
6bl 6bITb AOCTUFHYTbI HEKUM APYrUM, KBHEKOMMbIOTEPHBIM» CNOCO60M.
ABTOpPbI XOTAT NoAYepPKHYTb, 4To B CA-art KOMMbIOTEP KaK TaKOBOW He
UTPaeT K/OYEBOM POJIM U BbICTYNAET /IUWb O4HUM M3 UHCTPYMEHTOB B
apceHane xyaoxkHuka. TepmuH CA-art, oyeBUAHO, NPU3BAH OTAENUTb
paboTbl, CO3A4aHHble Ye/I0BEKOM MpPM NMOMOLLM KOMMblOTepa KaKk nac-
CUBHOIO MHCTPYMEHTA, OT paboT, CreHepUpPOBaHHbIX KOMMbIOTEPOM KakK
aKTUMBHOTIO Y4acTHMKa TBOPYECKOTro NpoLecca, CoaBTopa M NapTHepa Xy-
OOXKHUKA.

3) l-art (Interactive art) — uHTepakTMBHOe MckyccTBo (G=0, C=0,
I=1) — cOBOKYNHOCTb NpoM3BEeAEHMI, POpPMa U/IU COAEpPKAHMUE KOTOPbIX
B TOM UAN MHOW Mepe 3aBUCUT OT NpeanpuUHUMaeEMbIX 3pUTenem Aei-
CTBUIA.

CTporo rosops, nt060i BUA UCKYCCTBA, MO CYTU CBOEWN, MHTEPAKTH-
BEH, MOCKO/IbKY OCHOBAaH Ha B3aMMOAENCTBUMN MEKIY 3pUTEIEM U Npo-
nssegeHmem. C ogHOM CTOPOHbI, 0OBEKT BAUSET HA peuunueHTa, anes-
MpyA Yyepes BCEBO3MOMKHbIE KaHasbl BOCMPUATMA MHPOPMALUKN K ero
YU3HEHHOMY OMbITy, aCCOLMATUBHbIM CBA3AM, SMOLIMOHAIbHOMY GOHY U
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T. 4. O6 3TOM, BYACTHOCTM, MNCANT HEMELLKUI Ncuxoor, punocod, scTeTuk
T. vunnc (1851-1914): cornacHoO BbIABMHYTON UM TEOPWUWN BYYBCTBOBA-
HUA, KBOCMPUHUMAA KaKoM-NMbo 06beKT, cybbeKT coBepluaeT ocobbli
NCUXMYECKMI aKT, Npoeumpya Ha 3TOT NpeameT CBOe 3MOLMOHaNbHOe
COCTOAIHME, HAa OCHOBE KOTOPOTrO W BO3HMKAEeT 3CTeTMYecKoe Bnevatse-
Hue» (6, c. 207). Ha Ba*KHOCTb MPOLLJIOrO OMbITa YKa3biBan, K NpUmepy,
aMepPUKaHCKMI 3CTETUK U NCUXOIOT UCKyccTBa P. ApHxelrim (1904—2007):
«OnbIT HACTOALLErO MOMEHTA HUKOrAa He OblBaeT M30/MPOBAHHLIM...
HOBbI 06pa3 BCTynaeT B KOHTAKT CO cAefamu, OCTaBLUMMUCA B NAMATU
yesioBEKa OT Tex 06pa3oB, KOTOPble BOCMPUHUMANNCh UM B MPOLLIOM»
(3, c. 60).

C Opyrov CTOpPOHbI, MPOX0AA Yepes BCe CTaANN BOCMPUATUA NPOU3-
BeAEHUA — OT YMCTO GU3NOSIOTMYECKUX 40 IMOLLMOHAIbHO-TNICUXOOTU-
YECKUX U lyXOBHO-3CTETUYECKUX, — 3PUTE/b TaK *Ke OKa3blBaET B/IMAHME
Ha BOCNPUHMMAEMbIt OBBEKT: HU OZIHO NPOMU3BEeAEHNE, NO CYTH, HE MO-
XeT CyLLecTBOBaTb BHE OLEHOYHO-UHTEPMNPETALMOHHOIO KOHTEKCTa, KO-
TOpbI, GOPMUPYACL B XOA4€e NepUEenTMBHOrO NPoLEecca, CTaHOBUTCA €ro
WHTErpasbHOM 4acTbto. MIMEeHHO Ha 3Ty ocobeHHOCTb yKasbiBan M. bax-
TUH, TOBOPA O «BHETEKCTOBOM KOHTeKCTe» npoussegeHus. Mo cnosam
K.-M. CapTpa, «TBOPYECKNIN aKT — 3TO /INLLb HEMOJHbIV U abCTPaKTHbIN
MOMEHT B X0A4e Co3AaHuna npousseaeHus... [pouecc nucaHus BKAYaeT
M NPOLLECC YTEHUA, KaK AMANEKTUYECKOe eANHCTBO, U 3TU ABa B3aMMOC-
BA3AHHbIX aKTa TPeOYIOT ABYX pa3aenbHbiXx GakTopoB. TONbKO COBMECT-
HOe ycuave aBTopa M YnuTaTesA 3aCTaBUT BO3HUKHYTb TOT KOHKPETHbIN U
BOODOparkaeMblii 0OBEKT, KaKUM ABNSETCA NPOU3BEAEHME YE/I0BEYECKO-
ro ayxa. ICKyccTBoO cyLlecTByeT AnLb ANA APYTUX 1 yepes apyrux» (8, c.
44-45).

MHbIMK CNOBaMM, MHTEPAKUMA W3HaA4Ya/ibHO CBOWCTBEHHA /obol
XYL,0MKEeCTBEHHOWM MPaKTUKe U ABNSAETCA ee OCHOBOMONAralowWwumM mexa-
HU3MmoM. O HAKO B KaTeropuo MHTEPAKTMBHOIO MCKYCCTBA Kak TaKOBOTO
BKJIOYAIOTCA TO/IbKO TE MPOMU3BEAEHMA, B KOHTEKCTE KOTOPbIX Mepuen-
TUBHbIN NpoLecc npeobpasyeTca B NPOLLECC MHBObBALUK. 3pUTeNb No-
rPY’KaeTcs B MOAENUPYEMYIO XYAOXHUKOM Cpefly M OKa3blBaeT Ha Hee
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npamoe BO34ENCTBUE, CTAHOBUTCA aKTUBHbIM YYaCTHMKOM, COaBTOPOM
WK OarKe YacTbio apT-06beKTa. B I-art, B 3aBUCMMOCTHM OT AENCTBUIN MK
6e3nencTema NybANKKU, MOXKET MEHATbCA Cama TKaHb Mpou3BeaeHus,
ero CTpyKTypa, obpa3Ho-cemaHTU4Yeckoe nose, GpopmanbHO-CTUINUCTH-
yeckue NpusHaku v T.4. UHTepakuma 34ech CyLLecTBYeT He TO/bKO Ha
WHTENINEKTYa/IbHOM M 3MOLMOHA/IbHO-MCUX0/IOTMYECKOM YPOBHSX, KaK B
TPAaAULMOHHOM MCKYCCTBE, HO U Ha GpU3MYECKOM YyPOBHE — BMJIOTb A0
NOSIHOM T€/IECHOM MMMEPCUU 3PUTENSA B XYL0KECTBEHHOM NPOCTPAHCTBE
WHTEPaKTUBHOrO NpoussBeaeHma. Bnpouem, |-art B cBoem «4nCTOM» Npo-
AB/IEHMM MOXKET BbITb NPeACTaBNeH pa3Be YTo B popmaTe XaMnneHUHIoB.

4) Cl (Computer Interactive art) — MHTEPAKTUBHOE KOMMbIOTEPHOE
uckyccteo (G=0, C=1, I=1) — cOBOKYNHOCTb NPOM3BEAEHUI, CO3AaHHbIX
Ha KOMMbIOTEPE WAN MHOM MYyIbTUMELMIMHOM YCTPOWCTBE M Npeayc-
MaTPMBAKOLLMX MOHYIO IGO0 YAaCTUYHYIO MHBO/IbBALLMIO 3pUTENA B apT-
npouecc 6e3 ncnonb3oBaHMA aBTOHOMHbIX cucTem. Mpuyem nHTepakLmsa
MOMET OCYLLECTBAATLCA B CaMbIX Pa3/IMYHbIX BUAAX: ayAUTOPUA MOXKET,
K npumepy, cnocobcTtBoBaTb GOPMMPOBAHMNIO KOHCTPYKTUBHOM, 0bpas-
HO-CMbIC/IOBOW W/IN CIOXKETHOM OCHOBbI MPOU3BEAEHMSA, BO3AENCTBOBATb
Ha €ero ayAMOBW3YasibHblE XaPaKTEPUCTUKKU, U3MEHATb GOopMy, LBET,
KOMMO3ULMOHHYIO CTPYKTYPY, BHOCA KOPPEKTMBLI B Y¥Ke rOTOBble Bapu-
aHTbl 160 co3aaBan UX MPAKTUYECKMN KC HYNAY,

3aecb HeobxoAMMO caenaTb OroBOPKY: MHTEPAKLMA Kak TakoBan
B NIl06OM C/lydae OCHOBAHa Ha CYOBbEKTUBHOM peakunun UAn AencTBuaAx
3puTeNs, KoTopble ABAAIOTCA HenpeacKasyeMbiMU U NOTOMY MPUBHOCAT
B apT-npouecc GpakTop C/AY4alHOCTU, @ 3HAUYUT U FreHepaTUBHbLIN ase-
MeHT. M Bce ke peyb He naet 06 cnonb30BaHUM AaBTOHOMHOM CUCTEMBI
KaK TaKOBOI: B paMKax MHTEPAKTUBHOIO Mena-apTa He 3aJeicTBytoTcA
HW aITOPUTMUYECKME KOHCTPYKLMM C reHepaTopamMm YUCEN, HU UHbIE CU-
CTEMbI KaK UCTOYHUKMN «UTPbl Caydasa». B 3TOm M 3aKnovaeTca pasHuua
MeXAyY KMHTEPAKTMBOM», OCHOBAaHHOM Ha MOBEAEHUN 3pUTENSA, N «TeHe-
paTMBOM», NPEANOoaraloLmnm BO34eNCTBUE aBTOHOMHbIX CUCTEM.

MpumepoB MHTEPAKTUBHOIO MeaMaapTa MOXKHO MPUBECTU MHOXKe-
CTBO, NOCKO/IbKY [laHHasA KaTeropus siBideTcs BecbMa BOCTpeboBaHHOIA:
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KOMMbIOTEPAM M3HAYa/IbHO CBOWCTBEHHA MHTEPAKLMA C NO/Ib30BaTeNEM
Ha OCHOBe MHTepdelicoB, B 3TON CBA3M MHBO/IbBALMA 3pUTENA B UTPOBOW
apT-npoLecc NocpeAcTBOM MybTUMEAMA NMPOUCXOANUT ECTECTBEHHO, KaK
6bl cama coboi. ITo 0CO6EHHO CnpaBea/IMBO C NO3ULUN CErOAHALLIHEro
[HA, Korga Ham cTanm ob6blAeHHbI U NPUBbIYHBI U CEHCOPHbIE 3KPaHbI,
KOTOPbIMW OCHALLEH KaXKabl COBPeMEHHbIN TenedoH UAN NaaTeXHbIN
TEPMUHAN, U Pa3nMYHOro poaa MHTepHeT-cepBMCHI, BKAKOYAA coumanb-
Hble CEeTU U BUAEOUATbI, U MOBUbHbBIE MPUNONKEHUA, U MHOFOE-MHOFo€e
apyroe. Mpuxoas Ha BbICTaBKY MHTEPAKTUBHOINO MeAMancKyccTsea, 3pu-
Te/lb OKa3bIBAETCA NOATOTOBNEHHBIM U MHTYUTUBHO NOHWMAET, HA KaKyto
KHOMKY caefyeT HaxKaTb, KAKOM YacTu 3KpaHa AOTPOHYTLCA, rae npose-
CTW pyKoi u T. A. O4eBUAHO, C MPOHUKHOBEHMEM TEXHOJIOFMIA B Hally
NMOBCEAHEBHYIO KW3Hb MeAMaxyLoXKHUKAM CTaHOBUTCA BCE CHOXKHee
YAMBAATb UCKYLLEHHbIX 3pUTENEN.

B KauecTBe npumepoB npusesem paboTbl, NpeacTaBNeHHble eLle
Ha 5-m MexayHapogHom dectuBane KMbepHeTUYEeCKoro WCKyccTBa
“Cyberfest-2011” B CaHKT-NeTepbypre: «PUTMUYECKME 3BYKU» — My-
3blKa/ibHas CKy/NbNTypa NPU3HAaHHOTO K/JiacCuKa eBPONenNCcKoro meanan-
ckycctsa M. dorens (Ppaibypr, 2011); «MepcoHanbHbIA TpaHCHOKATOP»
— npoekT mactepos 3-D nckyccrsa /1. Butkosckoit n 1. Muxannosa (Hoto-
Mopk — MockBsa, 2010); «OAHUM AbIXaHMEM» — UHTepPaKTUBHAA Meau-
anHcTannauma XK. Aiobya u X. Nlepebp (MoHpeans, 2008), «dunbrpauma
6enoro wyma» — MHTEpaKTUBHAA MeguauHcTannauma E. fybaHosol u
N. lfoBopkoBa (CaHKT-MeTepbypr, 2011).

B J,@aHHOM KOHTEKCTe MOHATUE KMHTEPAKTUBHOE KOMMbIOTEPHOE UC-
KYCCTBO» CHAMMKAETCA C TEPMUHOM «HblO-meaua-apT» (new media art),
WUAN «UCKYCCTBO HOBbIX meaua». Kak otmeuaet W. lOraid, 3TOT TepMuH
ABnseTcA Hanbonee No3gHMM no BpemeHu. B 1994 roay ero BBen B Ha-
YYHbIV 060POT MeAMaxyA0KHUK M TEOPETUK COBPEMEHHOTO UCKyccTBa M.
Tpaitb6 ana 0603Ha4YeHUA HOBOFO MeAUMHOIO UCKYCCTBA, B KOTOPOM rU-
H6puaHbIe XaHpbl CO34aBasUCb NPEUMYLLECTBEHHO HA OCHOBE LMPPOBbIX
TexHonornn. «Ecam AnA 3KPaHHOTO UCKYCCTBA (KMHOWMCKYCCTBA, TeNleBu-
3MOHHOIO UCKYCCTBA) He BblN0 XapaKTEPHO NPUMEHEHNE UHTEPAKTUBHO-
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CTH (B3aMMOAENCTBUSA 3pUTENA C NPOU3BEAEHNEM), TO N30bpasnTensHoe
MCKYCCTBO XX B. aKTMBHO PA3BMBAJ/IO TaKMe acMNeKTbl, CBA3AHHbIE C UHTe-
PaKTUBHOCTbLIO, KaK OTKPbITOCTb NPOMN3BEAEHMSA, CETeBAA KOMMYHMKaLMA,
yyacTue 3putens. O4eBngHo, 4To Ha popmmMpoBaHME HOBOTO MeAUNHOTO
MCKYCCTBA OKa3blBAET BAUAHME KaK OMbIT MeguaapTa, cpopmmpoBasLle-
rocsa B pyc/ie aBaHrapaa, Tak M akpaHHoe ucKyccTso» (12, c. 95).

5) CG-art (Computer-Generated art) — KomnbloTepHbIN reH-apT
(G=1, C=1, I=0). KomnbtoTEPHbIN FreH-apT — COBOKYMHOCTb Npou3Bese-
HUWI, CO34aHHbIX Ha KOMMbIOTEPE NN UHOM MYNbTUMEAUAHOM YCTPOM-
CTBE NOCPEACTBOM aBTOHOMHOMO BbIMNOAHEHUA NOC/AeA0BATENbHOCTU
KOMaHZ, KOTOpble HamnucaHbl XyA0XKHUKOM-NPOrpamMmmmncTom n npeayc-
MaTPUBAIOT UCNO/b30BaAHUE FreHepaTopa C/IlyYalHbIX YUCEeN ¢ nocieayto-
Len BM3yanmsaLmen nosydyeHHbIX pesy/ibTaToB. I1eMEHTbI MHTEPAKTUBA
B Al@HHOM KaTeropmm He 3a4e1CTBYIOTCS, YTO M OTPArKEHO Ha Hallel cxe-
Me: 3Ha4YeHue No ocu | paBHO HyAtO.

Kak oTmeuatoT boaeH 1 34MOHAC, XYAOXKHMK, 3aMyCTUB NPOrpaMmmy,
MOXET MOMTM Ha NaHY: KOMNbIOTEP, PYKOBOACTBYACb 3a[aHHbIM anro-
PUTMOM, CaMOCTOATENIbHO GOpPMUpPYET apT-0ObEKT, NPUHMMAA «aBToO-
HOMHbIE peLleHuA» TaM, rae aBTop KoAa NpeaocTaBu TaKyl BO3MOXK-
HOCTb (1). PelueHna malnHbl OCHOBbLIBAKOTCA Ha C/IyYalHbIX YMCaaX, YTO
M CcO34aeT OrPOMHOE MHOMKECTBO BapuaUM — XYAO0MKHWUKY OCTaetcs
TONbKO OTOOpaTh Hanbonee noaxoadliee peweHwe uU3 BCero npepso-
YKEHHOro MHoroobpasus.

K KomnbloTepHOMY reH-apTy Mbl OTHeceM paboTbi A. Jlbicosa («Ling-
poBoe wuccnegoBaHue [»KekcoHa lNonnoka», «berywmini no nessuio»,
«MopTpet Knunta Ucteyna», «MoptpeT Bopxeca», “N” n ap.) n «anHa-
MUYECKYIO KMBOMUCb» KaHAZACKOro XyAOXKHMKA POCCMIACKOro npouc-
xoxaeHua CaHa (AnekcaHgpa) bace («BupTyanbHbii neiisax. CeBepHas
KaHaga», «MyTewecTtsne no ¢ppaktasbHoMy necy», «Conapuc», «fopoa»
W Ap.): OHUM, XOTS M CO34aHbl NOCPEACTBOM KOMMbIOTEPA, HE Npeanona-
raloT MHBO/IbBALMK U y4acTus 3puTens B popmoobpasytoem npouecce
— peyb UAeT N1Lb O CO3epLLAaHUMN FOTOBOrO NPOM3BEAEHMA, KaK B Cyvae
C «KNACCUYECKMM» UCKYCCTBOM.
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6) IG-art (Interactive Generative art) — WHTepaKTUBHbIN reH-apT
(G=1, C=0, I=1) — coBOKYNHOCTb NPOU3BEAEHWNN, CO3LaHHbIX NP aKTUB-
HOM y4yacCTUM 3puUTeNa M 3a4eiCTBOBaAHUU «TPAAULMOHHLIX» (BHEKOM-
MNbOTEPHbIX) aBTOHOMHbBIX CUCTEM, 0BEecneunBaloWmnX Ty UK UHYIO CTe-
NneHb Cy4aliHOCTK, 6€3 MCNOIb30BaHNA MYNBTUMEANNHbBIX TEXHONOTUA.

[aHHOe noHATME He npeacTaB/leHO B TakKCOHomMuW boaeH wn Ia-
MOH/ACA, XOTA, B CYLLHOCTM, UMEHHO B TaKOM dopmaTe reH-apT 3apoXK-
panca ewe B XVII B.: «Musikalisches Wiirfelspiel» (My3blkanbHasa urpa
B KOCTW) Bbl/la KaK pa3 paccyuTaHa Ha Co3faHMe y4aCcTHUKOM MeHy3Ta,
Ba/sibCa AW Maplua NOCpPeacTBOM aBTOHOMHOM cucTembl — BpocaHus
LWECTUrPaHHOTo KybuKa, «BbICTpaMBaBLWEro» GpparmeHTbl HOTHOMO TeK-
CTa B NPOW3BO/IbHOM MOPAAKE U TaKMM 06pa3omM «KOMMOHOBABLUEFO»
HOBOE NpounsseaeHue.

OpyrMuM npumepom MHTEPAKTUBHOIO reH-apTa MOXKET NOCAYKUTb
Haxoaka b.C. xkoHcoHa (1933-1973) — aHMMIMCKOro aKcnepMmeHTab-
HOro nNucaTens, NoaTa, npogtocepa Tenenepesad. B 1969 rogy oH usgan
TaK Ha3blBaeMYyl0 «KHWUTY B KOPObBKe» — pomaH «HeyaauyHUKM», cocTo-
ABLMI M3 27 pa3po3HEeHHbIX rnaB 6e3 nepenneta. MNepBas 1 nocnesHas
rnasbl 661U 0pOPMAEHBbI Hag exallmMm obpa3om, a ocTanbHble ABaj-
LaTb NATb YNTATENIO NPESNarasioCb CKOMMNOHOBAaTb CAMOCTOATENIbHO — B
ntobom ygobHom nopsagKe. POMaH NOCTPOEH Ha PEMUHUCLLEHLMAX FNaB-
HOro repos, cnopTMBHOro 06o3peBaTena, KOTOPbIM N0 3a4aHUI0 pPeaak-
UMM OKa3blBAaeTCA B MaJieHbKOM ropogke (npeanonoxuTtenbHo HoTTuH-
reme), roe Ha Hero obpyLWIMBAETCsA WKBA/1 BOCMOMMWHAHWUI O ero CTapom
apyre, ymeplem OT paka. Kak oTMeyaeT HblOapKCKUIM KOpPecrnoHAeHT
Y. Telinop, umMtaTenb, Kaxkabl NO-CBOEMY CBA3bIBAA BOEANHO CTPAHMLbI
«HeynauyHMKOB», NEpeXKMBAET OLyLLEHME XPYMNKOCTM, MUMONETHOCTU
TAKUX }KU3HEHHbIX ABAEHUN, KaK Apyba, 6pak, poantTenbCckue YyBCTBa.
Cny4yaliHblit NOPAAOK NPOYTEHUSA I1aB NPEKPACHO OTPAXKAET TO, KaK BOC-
NOMWMHAHMA HAKATbIBAOT HA HAC HEOXWUAAHHO — He KaK B MOBECTBOBa-
Te/IbHOM npueme «0bpaTHOro Kagpa», CNOKOMHO AEMOHCTPUPYIOLLEM
KOPOTKME PETPOCMNEKTUBHbIE 3NMM304bl, 3 OCKOJIKAMU, NPOTUB MYUUTENb-
HOM 6011 KOTOPbIX Mbl TOTHYAC e CTaHOBUMCA BeccunbHbl (2).
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7) 1CG-art (Interactive Computer-Generated art) — nHTepakTuB-
HbIi KOMMbIOTEPHbIW reH-apT (G=1, C=1, I=1) — cOBOKYNHOCTb Npou3Be-
AEeHWUI, Co34aHHbIX NOCPEACTBOM aBTOHOMHbIX KOMMbIOTEPHbIX CUCTEM
W NpeanonaratoLLmMx akTMBHOE B3aMMOLENCTBUE CO 3pUTE/IEM.

34ecb, Kak Mbl BUAMM, UMEET MECTO «CAy4aMHOCTb B KBagpaTe»:
C OOHOW CTOPOHbI, ee obecneynmBaeT MalIMHA C FrEHEPATOPOM YMCeN,
BblAAlOWAA MPOU3BO/bHBIA ayAMOBMU3YyaNbHbIA MaTepuan Ha OCHOBe
33/1aHHbIX XYOOHMKOM NEPBOHAYasIbHbIX MapameTpoB (Kak B KOM-
NbIOTEPHOM FeH-apTe), a C APYroi CTOPOHbI, «Urpa Cay4asn» co3gaercs
noBeAeHMEM NOb30BaTENEN, KaXKAbIM U3 KOTOPbIX HE XYyXKe reHepaTopa
ymcen NPUBHOCUT XaoC U HenpeacKasyeMoCTb CBOMMMU TENOABUNKEHUA-
Mu, TeMbpom ronoca, Aencteuamu nunm besgenctenem — B 3aBUCUMO-
CTV OT PYHKLMOHANA TOM NN UHOW UHTEPAKTUBHO-TeHepaTUBHOW Meau-
amogenn. NIHTepaKTUBHbIE MHCTannAauMK ctyamm “Stain” — “MIMPI” n
“One Story” — Kak Henb3s ay4ule UANCTPUPYIOT AaHHYIO KaTeroputo.

Ctyams “Stain” npepcrtaBneHa ABYMA MOSOAbIMW POCCUNCKUMM
XyAoxKHUKamu — Cepreem TutoBbIM UM AneKkcaHpol laBpuioBOMN, Bbl-
nyckHMKamu CTPOraHOBCKOrO yumauvuia. B ux TaHaeme ponu pacnpe-
AensaTca cnegyowmm obpasom: AneKkcaHApa BbICTynaeT B KavecTse
nporpammMmncTa U meamaxyaorKHUKa (no ee cnoBam, CKasanca «CTpaH-
Hbl MMKC MaTeMaTUYeCcKoro 63KrpaHyaa B AeTCTBE U XYL0XKECTBEHHOIO
obpasoBaHMA»: XOTeN0Cb, YTOObI «maTeMaTMKa pucosana»), a Cepreit
— Kak apT-aupekTtop (5). CBoto 3aaauy ctyama “Stain” onpeaenset Kak
COBUT B BOCMPUATUM 3pUTeNA, HO 6e3 arpeccnBHOrO LIOKOBOIO BO3Aen-
CTBMA WAM HaBA34MBOro noaxoda. Nybnuke nvwb npeanaraerca Hekas
abCcTpaKkTHaA Moaenb UK cpeaa, oTKpbITaa u ceoboaHan Ansa nocieayto-
e MeHTanbHOM 06paboTKM M BCEBO3MOXKHbIX MHTEpPNpPEeTaLnii.

APKNUM NPUMEPOM CAYKUT MHCTaNNAUMA cTyamm “Stain” noa HasBa-
Huem “MIMPI” (Mobile Interactive Multi-Parametric Image), KoTopas
npeacTaBnseT cobol MHTEPAKTUBHYIO ayaMoBuM3yasnbHylo cpedy. OHa
BrepBble IeMOHCTPUPOBaiach B cTeHax ranepeun “MEL Space” (Mocksa)
B Mae 2012 roga. MaTtepuanbHan CTOPOHa AaHHON MHCTaNNALMM CBOAUT-
CA K HAIMYMIO BbITAHYTOIO NPAMOYFO/IbHOTO 3KPaHa C ayAUOKONOHKaMM
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no 6oKam, Ha KOTOpPbIN NpoeumnpyroTcsa abcTpakTHble U306parkeHus, re-
Hepupyemble B PeKUMe PeanbHOro BpemeHU B CONPOBOXKAEHUN Mefo-
AVMYHOro 3ByKopsaaa. MNpoueccom reHepaunm ynpasaseT HUKTO MHOM, Kak
3puUTENb: MOAKNOYAACH K JIOKA/IbHOM CETU ranepen NocpeacTBOM CBOEro
CMapTdOHA M HAKNOHAS ero Kopnyc NpousBo/bHbIM 06pasom, 3puTenb
MeHseT n30bpaykeHne Ha 3KpaHe, co34aBas HecYMCIeHHOEe MHOMKECTBO
He TO/IbKO BM3YasibHbIX, HO M My3blKa/ibHbIX BapUaLLMiA, MOCKOJIbKY 3BY-
Yallaa M3 KOMIOHOK MeNoAma LLeIMKOM U MOSIHOCTbIO 3aBMCUT OT Nnapame-
TPOB MOAEANPYeMOro M3obparkeHua. KctaTu, aBTop 3BYKOBOro opopm-
NleHVA NpoeKTa, My3blKaHT Lazyfish (MOCKOBCKMIA My3blKaHT AneKkcaHap
MoTexuH), oXapaKTepM30Ban CBOO YacTb PaboTbl TaK: «3BYK B3aMMOCBSA-
3aH C rpaduKoi Kak eguHoe uenoe. MeHseTcs pasmep 3ByKOBOTO Mpo-
CTPAHCTBA, HACbIWEHHOCTb, APKOCTb. ITO MOJIHOCTBIO PUATANM-CUHTES
B cpese “Native Instruments Reaktor”. feHepupyeTca B peasbHOM Bpe-
MeHM 6e3 MCNoNb30BaHMA CIMMNIMPOBAHHbIX 3BYKOB. YNOPAAOUYEHHbIN,
NpUrNaskeHHbIM xaoc. MenoanyHble KpucTannbl» (4). MeTadopa, KoTo-
pyto Nofobpan MysblKaHT, — «MeNoAUYHbIE KPUCTAN/bI» — KaK Henb3n
Jlyylie oTpakaeT CaMyto CyTb NMPOEKTa, B KOTOPOM KpPacoTa 3BYKa U Marus
TpaHcHOPMMPYIOLLMXCA abCTPAKLMIA CIMBAIOTCA B HEPA3AE/IMMOE Liesoe.

WHcTannauma “MIMPI” apnseTca MHOronos1b30BaTeIbCKOM U gony-
CKaeT eAHOBPEMEHHOE y4acTMe Cpa3y HECKONbKUX 3pUTeNnein — KaK-
[0€e VX ABUXKEHMe, Bbi3blBatoLlee KosebaHMe cmapTdoHa, CUMTbIBAETCA
rnocpeacTBOM CMeuuanbHOro CKpUNTa M nepesaeTca Ha cepsep 4epes
ceTb, He3amMegUTe/IbHO OTOOpaXKasCb B XaOTUYECKMX MepeneTeHu-
AX abCcTpakTHOM rpaduKku. Tak 3puTeNnb HEOXKMAAHHO ANa ceba camoro
nonagaeTt B UrPOBYIO CPeay M 3aHMMAET MECTO XYAOXHUKa, pucys npu
nomoly TenedpoHa 3amblCNOBaTble «3ByYallpe» BUPTyasibHble Y30pbl.
«B3anmopeicTeMe 3puUTENElt U NPOEKLMM — CBOETO POAa KONEKTUBHASA
Urpa Uan Jaske COBMeCTHas MeauTaumsa, — YTBEpPXKAaT aBTopbl Npo-
ekTa. — lorpyKeHne B TaKyto rM0banbHyo cpeay — 3KCNEPUMEHT Aaa
Karkporo» (5). Mo cnosam C. TuToBa, rMaBHasA MAeA CBOAUNACL K TOMY,
YyTObbI €«0CBOOOANTL CO3HAHUE U AATb eMy NPOCTPaHCcTBO» (5). OueBuna-
HO, OCBamBan 3TO HOBOe Ans ceba NpocTpaHCcTBO U MHOoroobpasue npe-
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[OCTaBNSEMbIX UM BO3MOMKHOCTEM, 3pUTENb NPOXOAMUT HECKO/IbKO CTa-
ANI: OT NepBOHAYaNbHOIO YANBAEHUA, PALOCTM OTKPbITUSA, OLLYLLEHUS
cB060Abl M NETKOCTU B BUPTYa/IbHbIX NEpemMelLeHUAX, 0CO3HaHMUA CBOEN
BO3MOKHOCTU peanbHO M3MEHATb NpoeLunpyemoe nsobpaskeHue Ao oc-
BOEHMs 0cobeHHOCTel reHepaTUBHOIO NpoLecca M B3aMMOAENCTBUSA C
APYTMMU NONb30BaTENAMM, U3YyYEeHNA 3aBUCMMOCTM NPOEKUMU OT yrna
HaK/I0Ha, TPAaEeKTOPMU 1 CKOPOCTMU ABUMKEHUI U T. 4. ITO, NOXKANYN, CPOA-
HW TOMY, KaK YesI0BEK OCBaMBaET /itoboe HoBOe A cebs NPOCTPaHCTBO,
Hanpumep, Aenas nepsbie B CBOEM KM3HU LLArK UAKN BNepBble NorpysKa-
ACb C aKBa/laHrOM.

3a cyeT HenocpeacTBEHHOro y4acTus 3puTeNna U pa3BopavuBalo-
Leroca «34echb M ceivyac» reHepaTUBHOIO npouecca UHcTanaaumua obo-
raw,aerca 4eTBEPTbIM U3MEPEHNEeM — KaTeropuen BpeMeHu, Xod, KoTo-
poro onpegenseTcs CKOPOCTbIO MepemeLleHus cCMapTPOHOB, a TaKKe
TEM, HAaCKO/IbKO M/IaBHbl MW OTPbLIBUCTbI ABMMeHUA ux obnagatenei.
3TO AOMNOMHUTENLHO CO3AaeT UANO3UI0 KOHTPOAA Had, HEeY0BUMbIM U
HENOCTUXUMbIM XPOHOCOM, Kak 6bl yaosnetsopasa cobnasH 3putens
npoasnUTb UAKN, HA06OPOT, YCKOPUTL TEKYLLMIN MOMEHT. U 3TOT MOMEHT
B 1060M Clyyae ByaeT AMTbCA CTONBbKO, CKOTbKO HY}KHO, — MOKa NoJib-
30BaTe/lb Y4YaCTBYET B PAa3BOPAYMBAIOLLEMCA HA €ro Masax MeguTaTuB-
HO-TBOPYECKOM aKTe. B KOHTeKcTe AaHHON WHCTannauumu Haubonee
cnpaseanvBa ofiHa U3 onucaHHbIX T. LLiexTep TPaKTOBOK BPEMEHM B UC-
KyccTBe XX CTONeTUA: BpEMA «KaK BEYHOCTb, B KOTOPOM He npebbiBator,
HO KOTOpas OTKPbIBaeTCA U KOTOPas NPOTUBOCTOUT HaNPAXKEHHOMY “3ur-
3aroobpasHomy” BpeMeHU YeNnoBeYeCKoM KusHu» (9, c. 212).

TakMm 06pa3om, reH-apT, Haxo4ACb B TECHOM B3aMMOLENCTBUM
C WUHTEPAKTUBHbLIM U KOMMbIOTEPHBIM MCKYCCTBOM, MOXET MPOABAATb
CBOWCTBA OAHOr0 U3 HUX B AOMOJHEHUE K COBCTBEHHbIM, NMMBO CamMbim
npuuyannebiMm obpasom obbeauHATb B cebe cpasy TPU Ha3BaHHbIX
BEKTOpPa, NoAy4Yas B KOHEYHOM MTOre CNOMKHYH aBTOHOMHYHO CUCTEMY,
OCHOBAHHYIO Ha MYyAbTUMEAMIHbIX TEXHOMOTUAX U NpPeAnonaratoLLyto
aKTUBHOE B3aMMOAENCTBME CO 3puTenem. BbiweckasaHHOe no3BosifeT
MO3ULMOHMPOBATb 3TOT C/OMHbIN MEXAUCLUUNANHAPHBIN peHOMEH Kak
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JIOTUYHBIA U 3aKOHOMEPHbIM NepexoaHbIi 3Tan B UCTOPUU KYIbTYpPbl U
UCKyccTBa XX— Hauyana XX| BB., KOTOpbI 6epeT cBoe Hayano B Moaep-
HUCTCKOM MUPONOHMMAHUM N aBaHFApPAHbIX apT-npakTnkax 1910-1920-
X IT., NPENOM/IAETCA CKBO3b MPM3MY MOCTMOAEPHN3MA U LUPPOBON UH-
$bOpPMaUMOHHOW cpeabl BTOPOM MOJI0BUHbLI NMPOLWJIOro CTONETUA, YTobbI
B KOHEYHOM UTOre Ha pybeyke BEKOB HaZEeNUTb XYAO0XKHMUKA POJ/blo Ae-
MWYpra M CTaTb CBA3YIOWMM 3BEHOM MEXKAY KCYXMMMU» U «BIAXKHBIMUY»
TEXHOMIOTUAMM U COOTBETCTBYHOLLMMM UM TUNAMM KYNbTYP.
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KOHCTPYKT COEPUYECKOM
BU3YATU3ALUNUN NPOCTPAHCTBA COBbITUA.
PA3BUTWUE TEXHO/IOTUIN CO3AAHUA
COBPEMEHHOTIO

TENEBU3NOHHOIO MATEPUANA

AHHOTauusA. B cTaTbe uccneayetca Npouecc BU3yannsaLum NpoCcTPaHCTBa
peanbHbIX 06BEKTOB € NOCAeAytoLei ieMOoHCTpaumeit ux 06pasos Ha Tene-
3KpaHe. PaccmaTtpuBaeTca chepuyeckmnii KOHCTPYKT Kak MMU3aHCLLEHbI, TaK 1
€€ 3KPaHHOro 3KBMBA/IEHTA B MPUMEHEHNM K TEXHONIOTUAM CO34aHWA Tene-
BM3MOHHOIO KOHTEHTA. BbIABNAIOTCA MPU3HAKM YCNOBHOM cdhepbl cobbITUA
B COBPEMEHHO BM3yasIbHOW Ky/bType. AHaIM3UPYIOTCA TBOPYECKME NpUe-
Mbl, 0becneymBatoLme NOrpyKeHne Tenekamepbl BHYTPb MPOUCXOAALLETO
ABNEHWA C TOYKM 3PEHMUA BaXKHOCTU IMOLIMOHANbHOTO COy4acTMA 3puTens,
€ro »KefaHua owwyTuTb ceba HeNOCPeaCTBEHHO B LieHTpe oTobpaxkaemoro
Ha aKpaHe cobbiTvA. Mpumepbl SMNMPUYECKOrO PAAA, NPeaCTaBaAoWmMe
cnocobbl GUKCcaLMM OKpYsKatoLLEen peLMnueHTa AeNCcTBUTENIbHOCTH, U3yYa-
OTCA C NO3MUMIA COBPEMEHHOW CTUAUCTUKM NOCTPOEHUA SKPAHHOTO Npo-
CTPAHCTBA TENEBU3MOHHOIO HOBOCTHOTO MaTepuana Kak HenocpeACcTBEHHO
BO BpeMA BUAEOCLEMKM, TaK M HA CTaAMM MOHTa)Ka. Yaensercs BHUMa-
HMe XYOO0XKeCTBEHHOM CoCTaBAAowWEelN B GyHKUMOHaNe BUAeONNaThopmbl
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«RT 360» 1 TeNeBM3MOHHOW «Kamepbl-NayKa», a TaKKe TBOPYECKMM Noa-
X0AaM 3anncu Ha KaMKopZep B ABUXKEHUU MO OKPYXKHOCTU. B 3akntoueHmm
DUKCUPYIOTCA MPOMENKYTOUHbIE UTOMM UCCNEAOBAHUA KOHCTPYKTa cdhepu-
YeCcKoW BM3yanusaummn NpocTpaHcTea cobbiTus.

KnioueBble cnoBa: BM3yasbHaa Ky/ibTypa, MPOCTPaHCTBO cobbiTnaA, cde-
PUYECKUIA KOHCTPYKT, TBOPYECKUE MPUEMDBI, TENEBU3MOHHBIV MaTepuan,
3KpaHHOE NPOCTPAHCTBO
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Moscow, Russia
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e-mail: v-shabalin@mail.ru

CONSTRUCT OF SPHERICAL VISUALIZATION
OF AN EVENT SPACE.

DEVELOPMENT OF TECHNOLOGIES

OF CREATING CONTEMPORARY
TELEVISION MATERIAL

Abstract. This publication addresses the process of visualizing the space
of real objects with subsequent demonstration of their images on the
television screen. The spherical construct of both a stage setting and its
screen counterpart is considered, as applied to technologies of creating
television content. Signs of a conditional sphere of an event in the
contemporary visual culture are identified. Creative techniques providing
the TV camera immersion in the center of an occurring event are analyzed
from the perspective of the viewer’s important emotional involvement,
their desire to feel positioned directly in the center of the event shown on
the screen. Empirical-series examples representing the ways of registering
the reality that surrounds the recipient are studied from the perspective
of contemporary stylistics of building the screen space of television news
footage both directly during the video shooting and at the editing stage.
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The paper focuses on the artistic component in RT 360 video platform and
TV Spidercam functionality, as well as creative approaches to camcorder
recording as it moves in a circle. In conclusion, interim results of researching
the construct of spherical event space visualization are recorded.
Keywords: visual culture, event space, spherical construct, creative
techniques, television footage, screen space

BarkHeMLwen cocTaBnAoLLEeN NpoLecca BU3yannsaumnm oKpyKatoLuen
Hac AeWACTBUTENbHOCTM NPU CO34aHUM HOBOCTHOTO KOHTEHTa ANA CoBpe-
MEHHOT0 TeNeBUAEHUA ABAAETCA NMPUMEHEHWE TBOPYECKMX MPUEMOB,
B/AUAIOWMX HA SMOLMOHaAbHOe coy4yacTue 3putens. ObecneveHne 3d-
deKTa NpUcyTCcTBUA B LIEHTPE 0TOBpParkaemMoro Ha 3KpaHe cobbITuA ocTa-
€TCcA BECbMA aKTyaNbHOM 3aga4eit. OCHOBbLIBAACH HA OMbITe NOCTPOEHMA
MOHTa¥HOM ¢pasbl B AOKYMEHTANIbHOM KMHemaTorpade, TenesuaeHue
3aKpenuao cobcTBeHHble cnocobbl ¢uKcaumm cobbiTma. CeroaHs, Kak
oTmeyaeT f.B. y6YeHKO, «3KCNepTbl UWYT AajbHellmMe NyTu pas3Bu-
TUS TEXHOJIOTUI, N OYEBMAHO, YTO AabHENLLIEE MOrpyKeHue 3puTens B
OENCTBUE MYTEM OKPYMKEHUA ero u3obpaxkeHnem — HeusberkHo» (1, c.
274-275). B 3TOM KOHTeKcTe B.B. J/IeTKOB YKa3bIBaEeT, YTO «MNoKa3s cdhepu-
YeCKUX cTepeon3obparkeHuit CTan KayeCTBEHHO HOBbIM LLIArOM B Pa3BU-
TUW CPeACTB BM3yanmusaumm» (2, c. 64).

TeopeTuyeckme U3biCKaHWA, CBA3aHHbIe C NPobiemMaTUKON AaHHOMo
nccnefoBaHWsA, NPOBOAATCA KaK OTEYECTBEHHbIMM, TaK M 3apybeXkHbIMM
y4YeHbIMWU. PaccmoTpeHMe HOBbIX TUMOB MeAMa HOCUT MHOTOACNEeKTHbIN
xapaktep. HekoTopble MHTEPHET-PeCYPCbl 3HAKOMAT C TEXHUYECKUMMU Xa-
paKTepUCTMKaMn 060pyaO0BaHUA ANA BbINOJAHEHUA TEX UM UHBIX TBOP-
Yyeckux 3agady. Mbl e B pamMKax AaHHOW paboTbl COCPeaoTOMMMCH Ha
TBOPYECKOM MOTEHUMaNe NPUEMOB BU3yanu3aLMM PeanbHON AencTBu-
Te/bHOCTH.

«B nocnegHne HECKOIbKO NIET NMOABWUJICA HOBbIV TPEHA, — CO34aHue
WM CbeMKa BUAeon30bparkeHMI, oxBaTbiBalolWmx 360°», — oTMeyaeT
Oner Paes (3, c. 110). AsTopbl aoknaga «Towards subjective quality of
experience assessment for omnidirectional video streaming», npo3sy4as-
wero B Mae 2017 r. Ha MexayHapoaHoM KoHdepeHummn B fepmaHnm (the
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9th International Conference on Quality of Multimedia Experience), co-
06LmMAN 0 NOTOKOBOM Nepegaye Bnaeo «360°» (4). U aeictBmTeNbHO, ce-
rO4HA ABUMKEHME TesleKaMepbl MPOUCXOANUT NPAKTUYecKM 6e3 orpaHuye-
HWA ee MNOoJIoXKeHWA B NPOCTPAHCTBE, KOTOPOE MOMKHO OXapaKTePM30BaThb
KaK YCNOBHbIW chepuyecknii KOHCTPYKT BM3yanmnsaumm cobbitmsa. OcHoB-
Hble NaTTepHbl Mogennpyemol cdepbl TakoBbl: 1) MeToA paccTaHOBKY Ka-
Mep MO OKPYKHOCTU C HanpaB/eHNEM CbEMKM U3 ee LeHTPa; 2) NpUHUMA
pa3smeLleHMA 3KPAHOB — Kpyropama; 3) NpoCTPaHCTBEHHasA cxema, no
KOTOPOM NPOUCXOANT CbEMOYUHBIN Npouecc; 4) chpepuldeckmii yCNoBHbIN U
peanibHbI 3KpaHbl — niatdopma «Buaeo 360», aKpaH-Kynoa v ap.

B nybaukaumm «3noxa gmaroHanei. POMaHTMYECKME BbICOTbI aH-
rMncKoro Teatpa» EkatepuHa Ca/fibHMKOBA CpaBes/IMBO OTMEYAET, YTo
«B NpoLecce pa3BUTUA PEHECCAHCHOM HayKM KapTMHa Mupa npeTepnena
CYLLLeCTBEHHbIE nepemeHbl» (5, ¢. 41). [1eMCTBUTENbHO, OTKPLITUA U TEO-
PUN N3BECTHbIX YYEHbIX KOTMEHW/IN aKTyaNbHOCTb apXanieckoi moaenmu
BceneHHo ¢ 3emnei, NOKoALLEeNCA B LLEHTPE MUPO34aHUA MO TBEPAbIM
W HageXHbIM Kyrnosiom Hebec» (5, . 41), 4To NPUBENO K POXKAEHWUIO HOBbIX
NPOCTPAHCTBEHHbIX MOAENEN B BU3Ya/ibHbIX MCKYCCTBaxX. BmecTe ¢ Tem no-
TpebHOCTb B «Kynone Hebec» He OTMEHWNach HaBCerga, OHa BO3POXKaa-
€TCA, B TOM YMC/ie B 3CTETUKE TeIEBU3MOHHOMO MaTepuana. Heobxoammo
OTMETUTb, YTO Pa3BUTUE AAHHOIO HaNPABAEHWA UCXOANIO U OT NepBoi B
Mupe geicreytowiein CHeopambl, cosgaHHoM ewe B 1900 1. dpaHLy3CKMm
nsobpetatenem Paynem [pumysH-CaHcoHom (Raoul Grimoin-Sanson).
B cnoBape TepMuMHOB M NOHATUIA Uropb POMaHOBCKWIA XapaKTepusyeT
KPYroBYyO0 MaHOpPamy Kak «BWZ KMHO3PENMLLA, MPU KOTOPOM M306paxke-
HUEe MPOoeuMpyeTca Ha KPYroBol 3KpaH c yrnom obo3peHusa 360 rpagy-
cos» (6, c. 184).

OTKpbITUE OTEYeCTBEHHOM Kpyrosoi KuMHonaHopamsl B 1959 roay
03HAMEHOBaA/I0 CO3aHWe CUCTEMbI, BKAIOYAOLWEN CHAa4Yana 22 KMHOCH-
eMOYHbIX annapata «KoHBac-aBTomaT» Ha obwei nnatdopme B ABa
pAga, a 3atem mn B 1965 rogy ¢ ogMHHAALATLIO KAMEpamm C BEPTUKANBHO
OPUEHTMPOBAHHOM KOMMNOHOBKOM Kagpa Ana ¢uKcaumMm KMHomaTepua-
na (puc. 1) c nocneayouleit gemoHcTpaumeit Ha npoektopax «MKM-5».
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AHanor ana kmHoteatpa Circlorama B J/lIoHAOHE cOBMNaAan no KoAn4ecTsy
KMHoannapatos ¢pupmbl APPU (puc. 1).

PucyHOK 1. KOHCTPYKLMA C OAMHHAALATLIO KUHOKamepamu APPU!

B HawwW AHW KpyroBas KMHOMaHOpama ABAAETCA 3HAYMMbIM 06b-
€KTOM Ky/IbTYPHOrO Hacneaus COBETCKOro BPemMeHM, HaxoAAach B TpeHae
aKTyaNlbHbIX TEXHOIOMMI1 4EMOHCTPALLMM KOHTEHTA Ha 3aKPYIEeHHOW no-
BEPXHOCTU TENEBM30PA UM KyNoa NAAHETAPUA, BKIOYAA CTEHbI 34aHMWI
B CTPUT-MPOEKLMN, TaKKe He OTIMYAOLLMECA UAeaIbHO NJI0CKOM NoBepX-
HOCTbt0. B 3TOM KOHTEKCTe 3HauMMbl c10Ba Dasapaa TadTu:

«bercTeo oT NAOCKOCTM — BaHeMwWan 3ajaya NPeacTaBNEHUA UH-
dopmaumm, NOTOMY KaK BCe MHTEPECHble Ham peanbHble 1 Boobpaskae-
Mble chepbl ¥KMU3HWM, KOTOPLIX Mbl TaK MM MHAYe Kacaemcs, K CYacTblo,

! UcTouHUK n3obpaxeHusa cm.: The true history of Circlorama 1962-65 (dnek-
TPOHHbIM pecypc) URL: https://www.in70mm.com/news/2007/circlorama/
index.htm (aata obpaleHus: 23.06.2019). dotorpadua B UCTOUYHMKe Npeso-
ctaBneHa CtaHan JTOHrom.
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no npupoae ceoeli pasHoobpasHbl U HKU pasy He nnockue» (7). Oen-
CTBUTE/NIbHO, KaK NpeameT UCCNeAoBaHUA YCIOBHbIA CHEepPUYECKUN KOH-
CTPYKT BU3yann3aLmm cobbiTUA MMEET OFPOMHOE 3HayeHue U Npu npea-
CTaB/IEHUM Ha dKpaHe 06pa3oB 0H6BHEKTOB peanbHOro Mupa, U B Nepuos,
CbeMOYHOro npouecca. PaccmoTpum ero cBoiictBa ana GopmMyanpoBKM
onpegeneHvs B paMKkax gaHHoWn nybaukauuu. Hayatb aHanu3 Heobxo-
AVIMO C TOTO, YTO A/1A KPYroBbIX KWUHOMAHOPam NpoBeAeHME CbEMOYHOMO
NpOoLEecca 0praHM30BbIBAIOCh U3 LIEHTPA YCI0BHOM cdepbl cobbITUA, no-
HOCTbIO MPOCTPAHCTBEHHbIN KOHCTPYKT KOTOPOI 33ZeiCTBYETCA B C/lyYae
nepexoia ocuM 06bEKTMBA Ha MUHYCOBYIO OTMETKY CUCTEMbI KOOpAMHAT
MW3AHCLEHbI, TO €CTb NMPOBEAEHUSA CbEMKM C TOYKM, HAXOAALLENCA HUXKE
MJIOCKOCTU PACMO/IOKEHUS OOBEKTOB COObITMIMHOrO nons. MoaobHbIN
TBOPYECKMI Xop, (puc. 2, cnpaBa) NPpUMEHAN B KapTuHe «MBaHOBO AeT-
ctBO» (1962) KMHOOMepaTop Baanm tOcos.

Ha Cheuax Gitiaua sEam080 JeTCTE0

PucyHok 2. Unntoctpaums us ctatbu M. Opnosa «Kak 310 cHATO: “UBaHOBO AeTCTBO” »?

2 UcTouHMK un3obpaxeHua cm.: Tvkinoradio. MHboOpMauUMOHHO-TEXHUYECKMIA
nopTan 4N paboTHUKOB chepbl KUHO, PaSMo v TeneBuaeH A (INeKTPOHHBLIN pe-
cypc) URL: https://tvkinoradio.ru/article/article10751-kak-eto-snyato-ivanovo-
detstvo (aata obpauweHma: 31.03.2018).
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OCHOBbIBaACb Ha BbILLEU3NOKEHHOM PACMONOMKEHUWU KUHOAMMNa-
paTa, a CerogHsa v TeNeBU3MOHHON Kamepbl, B OCHOBY (pOPMMUPOBAHMS
3KPaAHHOro MPOCTPAHCTBA 3aK1aAblBAOTCA METOAbl, B TOM YMUC/IE, YYu-
TbIBAOLWME KeNaHMe TeneayauTopun oLyTUTb ceba HenocpeacTBEHHO
B LLeHTpe 0Tobparkaemoro Ha aKkpaHe ABNeHUA. TaK, OpraHn3aLmsa TpaHc-
naumm GytboNbHOrO MaTya BKIKOYMAET BM3ya/M3aLMIO MOCPeACcTBOM
«Kamepbl-nayka» (puc. 3). Spidercam (ot aHrn.: Spider — nayk, Camera
— Kamepa) Npu ABMXKEHWUMU B PA3HbIX HAMPABAEHUAX U, HAXOAACb Hag,
nosiem Ha pa3HoW BbicOTe, 0becneymBaeT Te/IeBU3MOHHYH CbeMKY Crop-
TUBHOW UrPbl U3HYTPU YCAOBHOMN ChepuyecKkon CTpyKTypbl (puc. 4). He-
TPYAHO paccMoTpeTb NpPoobpas TaKoro TEXHUMYECKOro YCTPOMCTBa Ha
Tpocax B ¢pOTOKagpe CO CbeMOYHOM NIOLWAAKM KUHOOUAbMa AHgpen
TapKoBcKoro (puc. 2, ciesa).

PucyHok 3. Spidercam Bo Bpems cbeMo4Horo npouecca. CKpUHLIOT TENEBU3UOHHOTO Kaapa 13
penopTaxa M. KpacHosa, nporpamma «Bpemsa», Mepsblit KaHan (8)

MpeacTasieHHbIA TEXHUYECKUIA MOAXO0M, K 3aMedaT/eHMI0 Meponpu-
ATUA NO3BONAET 3PUTENI0 OKYHYTLCA B HeApa OCBELLaeMOoro Ha Tene-
3KpaHe CMOPTUBHOrO maTtya. MpU 3TOM He TONbKO YCU/IMBAETCA Ollly-
WeHWe NMPMUCYTCTBMA, HO M CO34aeTcA NPOCTPaHCTBEHHasA npedepeHLms
TeNe3pMTeNsA No OTHOWEHMIO K 6O/IeNbLIMKAM Ha CTaAMOHE.
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PucyHOK 4. CKpUHLIOT TeNeBU3MOHHOTO Kaapa u3 penopTaa M. KpacHosa,
nporpamma «Bpems», Mepsbii KaHan (8)

Tenespwtenb, B OTIMYME OT NPUCYTCTBYHOLMX HA TPMBYHaXx, Habnto-
0A€eT 33 Urpoit U3 TouekK, BAN3KUX K IOKaLMM UrpoKoB Ha GyTboabHOM
none. CoBpemMeHHble TBOPYECKME PELLIEHUA BKAOYAIOT U MHble CNOCcobbl
$GOpPMMpPOBaAHUA IKPAHHOIO NPOCTPAHCTBA, HaNpPUMep, Yepe3 NocTpoe-
HWe Kagpa Npv NepMaHeHTHOM ABUMKEHUUN TefleKaMepbl B TOPU30HTa N b-
HOW NJIOCKOCTW, OMUCHIBAA TPAEKTOPUIO BOKPYr MM3aHCLEHbI C Koppe-
CMOHAEHTOM 1 ero cobecegHuKom (puc. 5).
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PycyHOK 5. CKpUHLLOTbI TeNI€BU3MOHHBIX KaZpOB 13 penopTaxa A. Monosoi
(teneonepatop W. bepHaukuit), nporpamma «Bectu 8 20:00», Poccua 1 HD (9)

B cnepgyowem npumepe Buaeosanucb cteHaana Acn EmenbaHo-
BOM MPOBOAMTCA TaK¥Ke B LLeHTpe YC/I0BHOW cdepbl NPOCTPAHCTBEHHOM
NioKaumm cobbitna. Ho, B oTiMume oT maTepuana AHactacum MonoBoM,
e y4aCTHMKM CTaTUYHbI B Kaape npeacTaBiaeHHoro ¢pparmeHTa, 34ech
(puc. 6) KOppPecnoHAEHT y¥Ke cTaTMYeH NO CBOEMY PaCMO/IOKEHUIO K
06BEKTUBY ABMXKYLLENCA BUAEOKamepbl. B 06oux npumepax nsobpaxe-
HWe Co343eTcsA NPM BbINOJHEHUW BU3Ya/IbHOMO 06/1eTa NPOCTPAHCTBA COo-
6bITUA MO OKPYKHOCTM C 0BpaLleHNEM «B3rNAaa» 06beKTUBA TeNleKame-
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pbl B LEHTP MMU3aHCLEHbI, MpU 3TOM GOHOBbLIM PUCYHOK pacnosaraerca
Ha BOObOparKaeMol BHYTPeHHel 060/104Ke BEPTUKAZIbHO OPUEHTUPYEMOIA
CTPYKTYPbI LUANHAPUYECKOM GOPMbI, YTO CNOCOBCTBYET, TOMMMO NOSyYe-
HUA 3puTenem sepbanbHoi MHGOPMaLMKM, NPELOCTaBAEHUIO OBLMPHOTO
N306pa3nTENIbHOTO NIACTA OKPYHKAIOLLEro Nen3aska.

Aca EMenbsiHOBa
EEETV B -
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PUcyHOK 6. CKPUHLLOTbI TENIEBU3MOHHbIX KaAPOB U3 penopTtaxa A. EmenbaHoBoM,
nporpamma «Bect Hegenu», Poccua 1 HD (10)

Mpu OBUNKEHUW Tenekamepbl 3puUTeNb BU3yanbHO caedyeT 3a B3rna-
[oM TeneonepaTtopa. [aHHbIN afroput™M CYUTHIBAHUA BU3YasbHOM WH-
dopmaumm moxeT ObiTb NEepCcoOHaNU3MPOBAHHBLIM W AeNerMpoBaThCs
peuunuenTty. B asTom nnaHe Opuit MapTbiHeHKO 3amedaeT: «Lupokoe
pacnpocTpaHeHne, 0cO6eHHO Ha TeNeBUAEHUW, NONYYUAN METOAbI CO3-
[aHWA NpousBefeHui, ncnosb3ytolme cnocobHOCTb 3pUTENs K COTPYA-
HuyecTBy. be3 BocnpuATHA, KOTOpOoe Bcerga ABAAETCA He MACCUBHbLIM YC-
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BOEHMEM, A Pa3/IMYHOM CTEMEHM AaKTUBHOCTU COTBOPYECTBOM, HE MOXKET
COCTOATLCA HM OZHO XYAOXKECTBEHHOE npousseaeHue. U Bocnpuatne He-
peaKo — pesy/bTaT NPOLUIOro OfblTa 3pUTENs, 3anaca ero XU3HEeHHbIX
HabnoAeHUI U NepexnBaHniny (11, c. 22).

Takum 06pasom, yKe He TesleKamepa YKasblBaeT BEKTOP MPOCMO-
Tpa, a 3puTenb bnarogaps HOBbIM MEAMATEXHOIOTUSAM MOMKET CaMOCTO-
ATE/IbHO NepemelL,aTh pamny KaZpoBOro OKHa Npu NOMOLLM MOBUIbHOTO
YCTPOMCTBA (MM Ha MOHMTOpPE KOoMMbloTepa) ANA OTOOpPaXKeHMA YacTu
peanbHoW gencTeuTenbHOCTU. Cownemcs Ha NPoeKkT «RT 360», KOTOpPbIN
npeanaraet Nnonb30BaTeNt0 B NPOU3BO/AbLHOM HaMnpas/ieHUU HanpaBAATb
CBOM «B3rNAg» B NIOOYIO TOUKY, HO YKe U3 LEeHTpa YCI0BHOM cdhepbl, co-
TKaHHOW KOMMbIOTEPHBIM Cocobom. HeBUAUMbIN «chepruyecknii sKpaH»
00B0/1IAKMBAET 3pUTENA, CO34aBas eMy HabAOAATENbHbIV NYHKT 44 ca-
MOCTOATENIbHOTO NCC/Ie0BaHNA 0OCTaHOBKU. Mcxoan M3 3TOro, YC/I0BHbIN
chepuyecknin KOHCTPYKT BM3yaam3aL M 06beKTOB peasibHOro NPOCTPaH-
CTBa UrpaeT BeCbMa BaXXHYIO PO/b B CO34aHMM M penpeseHTaumumn ux ob-
pa30B Ha 3KpaHe.

PaccmatpuBaemblit chepuyeckmii abpuc He UCKAKOYAET NPUMEHEHMUS
3/1IeMEHTOB A0MNO/IHUTENBHON BM3YaIM3MPOBAHHOM MHPOPMaLUK, aKTUB-
HO BKJ/IOYAEMbIX B 3KPAHHYI KOMMO3ULMIO TENEBU3MOHHOTO MY/IbTUKA-
apa. Npusegem dparmeHT NaHOPAMHOM 3KCKypcum no bonbliomy Teatpy,
BbINOJHEHHOWN B ¢popmaTe «Buaeo 360» (RT), Korga Ha aKpaHe 3puTenb
BMAMT OKpYy)KalolWme 34aHne B AMHAMUKeE LBETHble 06pasbl-TMHUK (puc.
7). Npu nccnegoBaHUM IMHUM KaK BU3YasibHOW COCTABAAIOLLEN CTPYKTYpPbI
TesieKaZpa BO3HMKAET BOMPOC: KakoW GpaKTop Npu NOCTPOEHMUM S3KPAHHOTO
NPOCTPaHCTBa BAMAET Ha Aob6aBAeHME U3O0THYTbIX JTMHNEOBpPA3HbIX 06b-
eKToB? [JMHamuyecKan rpaduka, rapmMoHUYHO HAMNOJHAOLWAA 3KPaAHHOE
NPOCTPAHCTBO Kafpa, He AaeT yXKe UMEILLIMMCA B HEM 06bekTam KoMMo-
3MUMM «paclaTaTbCA», YNNOTHAN 3KPaHHY Komno3numio. 06bpas AMHUK
B COMPSAKEHUU C OCHOBHbIM ayAMOBM3Yya/ibHbIM MOTOKOM pacnonaraer K
KayeCTBEHHO MHOMY 3PUTE/IBCKOMY BOCMPUATUIO BUAEOKOHTEHTA (12).
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PucyHoK 7. CKpUHLWOTbI Kagpos u3 Buaeo 360:
naHopamHas nporyska no bonbwomy Teatpy, RT (13)

Mpy U3MEHEHMM PaKypca BUAEOCHEMKM OOBbEKTBI AONOSHUTENBHOW
BMU3Ya/IM3MPOBAHHOM MHPOPMaLMK, COMMACHO MPaBUAY AUHEUHON nep-
CNEeKTUBbI, N3AMEHAIDTCA reoMeTpu4eCKkmn BMmecTte C OKPYXakWNMMN UX Ha
3KpaHe obpasamu peasnbHbIX 0ObEKTOB. B CBA3K C YEM INMHMA BKItOYAETCA
B KOMMO3ULIMOHHYIO OCHOBY Kaapa, Nepexoasn B pa3psAa 06bekToB A0No0-
HEHHOW peanbHOCTU. Bonee TOro, B HEKOTOPbLIX C/yYanX AMHUA BoobLLe
ABNIAETCA KOMMO3ULIMOHHOW AOMMUHaHTON (puc. 8).

POLOHS BacTe B cytler T 17023018 / —
1 gz [Focems 4 |

PUCYHOK 8. CKPMHLLOTbI KaZpoB 13 Nporpammbl «Bectn B cy660Ty»,
Poccus 1 HD (15)

[eicTBUTENbHO, 06BEKTbI AOMOMHEHHOW PeanbHOCTU, UHTEerpupy-
ACb B CTPYKTYpY TeNekagpa, Co34al0T eAMHCTBO BM3Yya/ibHbIX 3/1EMEHTOB
Ha 3KpaHe, LeNIOCTHOCTb M306parkeHNsa Npu ero MHGOPMALMOHHOW Hacbl-
LLEHHOCTK, BU3Yya/IbHOM NAACTUYHOCTU M BbIPa3UTENbHOCTM. BaxHO oTme-
TUTb, YTO UCC/IeAyeMble FOPU30HTbI GEHOMEHA AOMOHEHHOW PpeanbHOCTU
OTKPbIBAKOT NYTb K UCCAEA0BaHUIO AMEreTUYHOCTU OOBEKTOB 3KPaHHOMO
npocTpaHcTea. M0O3TOMY CErogHa akTyanbHO McCiedoBaHME NPOCTPaH-
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CTBEHHOM cdepbl BM3yanM3aLMM OOBEKTOB Yepes CbeMKY KaK «Crnocob
BOCCTaHOBNEHMA peanbHocTu» (14, c. 140) c nocneaytouleit KayecTBeHHO
WHOW NO CTUIIO NoAayei TeNeBN3MOHHOro MaTepuana.

Mpu noasefeHNN NPOMEKYTOYHbIX UTOTOB UCCAeA0BaHUA B PpaMKax
[AaHHOV paboTbl BbIBNEHO, YTO TEXHWUYECKOE HOBLLECTBO B NMPUMEHEHMUM
cnanaepkama, nnatpopmbl «suaeo 360», a TaKKe BUAEOCHEMKM B A BUNKE-
HUW MO OKPYKHOCTU C PACTONOKEHMEM TEPOEB PEMOPTAXKA B €€ LEHTpE,
obecneynmBaeT 3IMOLMOHA/IbHOE MOrpYyXeHWe 3pUTens B MPOCTPAHCTBO
CobbITUA, NoAYEPKMBAA XapaKTEPHbIM NPU3HaK pernopTaxa — 3pdeKT
npucytcteua. O6begmMHeHMe TEXHONOMMIA NPON3BOACTBEHHOIO npolecca
duKcaumm cobbITMA 1 ero AeMOHCTPaLMN MPUBENO K KaYecTBEHHO WMHO-
MY CTW/IIO NOAAYM MaTepuasa Ha 3KpaH. Mpu 3Tom 4eMOHCTpaLMaA Kagpos
M306pasnTeNbHOTO PAAa Mo TEXHOOMMK «Buaeo 360°» U Knaccuyeckomn
Kpyropambl OT/IM4AETCA TEM, YTO B MEPBOM BapUaHTe 3KPaH He HaxoanTcA
duM3nYeckn Hag Bcelt oTobparkaemol KapTUHOM 3adUKCUMPOBAHHOIO CO-
6bITUA. MHbIMK CiOBamK, pamna 3KpaHa BbIXBaTblBaeT TONbKO Ty 4YacTb
0b6pasa peasibHOro NPOCTPAHCTBA, B CTOPOHY KOTOPOW 3puTe/b ee Hanpas-
nset. B Kpyropame $pr3nyecKM NoKasbIBaeTCA BCA «MI0WAAb» OTCHATOrO
NoO/0THAa O4HOMOMEHTHO.

Mcxoaa U3 CKasaHHOro, B OCHOBY NpuHUMNA GOpMMpPOBaAHUA ayam-
0BM3Yya/IbHOTO MOTOKA M AEMOHCTPaLMU B HeM 06bEKTOB peanbHoN Ael-
CTBMTENIbHOCTU 3aKNafblBAaeTCA KOHCTPYKT chepuyeckoin Bu3yanmsaumn
NPOCTPaHCTBa CObbITUA KaK NOHATUE, NpeaaraeMoe K BBeAEHUIO B Hayy-
HbIi 060pOT U BBUMpatowee B ceba npouecc 3anucu n3obpakeHus ¢ Asu-
YKEHUA MO OKPYKHOCTM, a TaKKe M3 ee LEHTPa HeCKObKMMM annapara-
MW 1 BOCNPOU3BEAEHMA BU3Ya/IbHOMO PAAa Ha PeasibHOW U BUPTYaIbHOM
NoBEepPXHOCTU-3KpPaHe (3aKpyrNeHHOM, a Nopoi NPOCTO UCKPWUB/EHHOM)
KaK M3HYTPU, TaK M CHapyXWU. PaccMOTpeHHble acneKkTbl BU3yanusaumu
NPOCTPaHCTBa CObbITUA U NOCNeAyloLLEero Nokasa ero obpasa Ha aKpaHe
NMOATBEPKAAIOT aKTYya/IbHOCTb CHEPMYECKOTO KOHCTPYKTa B OCHOBE MMU-
3aHCLEH W MX 3KPaHHbIX 3KBMBANEHTOB. TakMm 06pa3om, coBpemeHHas
BM3Yya/ibHaA Ky/lbTypa BO3BPALLAET YTPAUYeHHy cHepuyecKyto mMoaesb
B ee [lecakpa/iM30BaHHOW, TEXHUYECKMN BoMaolaemon popme, KoTopas
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CNYKUT OTOBPAXKEHUIO OKPYKAKOLWEro HAaC MUPa B YMO3PUTENbHOM, yC-
NNOBHO MOAENVNPYEMO PELMMMEHTOM Ero CepALEBUHE.
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OF EXPRESSION

Abstract. The purpose of this article is to recall the significance of the
Olsztyn Deaf Pantomime in Polish theatre culture, and a special role in its
creation of professor Bohdan Gtuszczak, who was an actor, theatre director,
and artistic visionary. Professor Gtuszczak, despite many adversities,
created a pantomime theatre, with deaf actors. In the following article, the
historical aspect of Pantomime is briefly recalled in the first two parts of
the article, followed by a short bio of its creator Bohdan Gtuszczak and
his vision of work with deaf artists. His work was based on the concept of
art-therapy treatment, and education (including aesthetic) participation in
theatre classes (1).

Next, Pantomime’s artistic heritage (from twenty-two performances by
Gtuszczak) is presented, with emphasis on the most popular performances
that were ultimately exhibited in many countries around the world. The
issue of the how the stage visions was reflected in eight films, created both
on the basis of ready pantomimic performances, as well as inspired by the
mimes from Olsztyn remains an important cognitive issue for the author
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of this article. The hypothesis of the author is that a film is so distinct
from the pantomime theatre, that the audience who had not previously
experienced the performances of the Olsztyn Deaf Pantomime could not
fully feel the artistic power directly emanating from the performances. The
power of performances was especially captivating for live audience, both
in the aesthetic of the performances, their choreography, music, costumes,
stage design, as well as the artistic skill and excellence of the actors. It is
also noteworthy, that actors were amateurs, lacking a professional training.
The study ends with an attempt to summarize this special and unique
artistic phenomenon, which was certainly the Olsztyn Deaf Pantomime.
Keywords: Polish theatre culture, Olsztyn Deaf Pantomime, Bohdan
Gtuszczak, Art-therapy treatment, Olsztyn Mime Ensemble, International
Stage and Film Festivals

1. PROLOGUE. THE AMATEUR THEATRE OF THE DEAF-MUTE

In the 1950s, at the Provincial House of Culture (Wojewddzki Dom
Kultury) in Olsztyn, an amateur theatre functioned; one of its members
was Mirostaw Ostaszkiewicz (2, p. 7). At the end of 1956 his deaf brother
Tadeusz, who had been fascinated by theatre for a long time, began
to accompany him to rehearsals. Later, he would bring along his deaf
friends from the disabled people’s cooperative.

After a few months they showed three mime humoresques in
sign language in the sitting room of the Olsztyn branch of the Polish
Association of the Deaf (2, p. 7). Another couple of months passed before
they ventured to perform at the Provincial House of Culture. After the
presentation, director Wtadystaw Jarczewski offered them mentoring
and space for rehearsals. In this way the deaf people’s amateur theatre
company became an ensemble of the Provincial House of Culture. They
called themselves the Amateur Theatre of the Deaf-Mute at the WDK in
Olsztyn.

The first production by the Amateur Theatre of the Deaf-Mute was
opened in January 1958. A one-act comedy by Aleksander Fredro, “I Am a
Killer”, was directed by Witold Dowgird, artistic director of the Provincial
House of Culture. The audience was composed of the deaf, their families,
and members of other amateur ensembles at the WDK.
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In mid-November 1958 the deaf actors put their skills in competition
with those of similar companies during the fourth National Presentation
of Artistic Ensembles of the Deaf, held in Olsztyn. The contest was
organised by the Olsztyn branch of the Polish Association of the Deaf,
and the Provincial House of Culture. Two companies applied: one from
Wroctaw and one from Warsaw; the hosts, with “I Am a Killer”, was
the third one. The Olsztyn ensemble took last place, and the jury and
the press noted that they had acted very well, yet the sign language
had made it difficult to understand their play. The verdict of the jury
underlined the social and educational value of the project. Not a single
word was dedicated to the artistic quality of the performance.

In August 1959 Bohdan Gtuszczak, then a fourth-year student of the
£6dz State Higher School of Film and Theatre (shortly before his studies,
he had become a theatre instructor at the WDK), began working with
deaf actors. When taking over the artistic direction of the company he
assumed that its productions could not be staged in sign language, but
in a universal one, understandable to everybody, as was pantomime, the
stage art discipline closest to the deaf actors’ natural way of being (3).

As pantomime, we define a silent stage performance in which the
content is communicated through gestures, movements, and sometimes
also facial expression. It was not born as an independent art; its
elements were contained in dance and dramatic theatre. The beginnings
of mime date back to Etruscan dances and fescennine verses, i.e. Italic
poems or folk songs in the form of a satirical dialogue of young people,
performed during weddings and harvest festivals (6th—4th century BC),
Greek dance theatre, and Greek and Roman mime. In ancient Greece,
it was a plebeian, “careless and flippant” spectacle (4, p. XI), composed
of acrobatic shows, demonstrations of agility, singing and dancing. The
main source of modern mime is the commedia dell’arte, where gesture
and facial expressions prevailed over words, thanks to which it was
toured internationally, and was understandable to foreign audiences
who did not know the language of the dialogues (5).

Two types are distinguished in modern mime. The first one is a solo
performance by a mime artist who, when expressing thoughts, ideas and
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phenomena, acts only through body movement and facial expression,
identifying themselves not only with the character portrayed, but also
with the elements of the world surrounding it. The other type is a
dramaturgically developed staging in which a mime company performs
accompanied by music, set, props, and very often costumes.

2. FROM THERAPEUTIC EXPERIMENT

TO INTERNATIONAL STAGE SUCCESS

When beginning his work with deaf amateur actors, the only thing
Bohdan Gtuszczak knew was that they could not hear. He agreed with
the theory that theatrical work with them was supposed to be a form of
therapy. But his intention was to go for more. He thought art should, first
of all, dignify deaf people through the public creation of a work of stage
art. It was also a chance to show deaf people as a community capable of
creating and co-existing in the hearing people’s world (3).

The company, under the supervision of visual artist Zbigniew
Borejsza, was then finishing preparations for the production “Sketches in
Colour”, a half-mime play composed of seven short stories: “The Park”,
“Abstract”, “The Defeat of Pierrot”, “Corrida”, “The Tale of the Zodiacs”
“Circus” and “The Ending in the Windows”. The opening of the “Sketches”
was held on the stage of WDK in Olsztyn on 19 September 1959.
According to Bohdan Gtuszczak, it was a spectacle created “in a painterly
manner and with painterly imagination. That was already theatre of pure
movement, in which the word proved unnecessary” (6, p. 18). It was also
when the Amateur Theatre of the Deaf-Mute was renamed to become
the Workers’ Theatre “Olsztyn Mime Ensemble of the Deaf.”

The first production by the Olsztyn Mime Ensemble of the Deaf,
directed by Bohdan Gtuszczak, was “The Umbrellas” (1960), inspired
by Marcel Carné’s famous film “Children of Paradise”. It was followed
by the mime play “The Carnival”, prepared by the same director and
artists. In 1962, both works were united into a larger whole—“The Silent
Comedians”, which the Ensemble began to perform on a regular basis,
although not very often, on the stage of the Provincial House of Culture. It
was also shown in Poznan and Bydgoszcz, where it met with great interest.
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At the beginning, the deaf mime artists’ stage activity was treated
as an interesting therapeutic experiment. However, from 1971 onwards,
as the company began to win awards at international theatre festivals
and competitions, they were no longer considered as a disabled people’s
company: after twelve years of hard work success finally came. The first
show, after the premiere of which in 1971 the Olsztyn Mime Ensemble
of the Deaf became famous in Poland and Europe, was “The Caprices”,
after drawings by Francisco Goya (7). The vision of the world as seen
by a deaf painter, in which the Inquisition destroyed or distorted all
ideational values, was extremely realistic and shocking. Deaf actor
Tadeusz Ostaszkiewicz, just like Goya, was questioned by the Inquisition,
experienced a lot of evil, including imprisonment and interrogation.
He saw the horrors of war, hanged people, executions, war and he
experienced contemporary disasters. For Ostaszkiewicz, Goya’s drawings
were not historical. Why not show then, on stage, the world observed by
a deaf artist-actor who sees it in similarly horrific images? (3)

Such a message provided a foundation for “The Caprices” by the
Olsztyn Mime Ensemble of the Deaf. The play was written, choreographed
and directed by Bohdan Gtuszczak, with music by Krzysztof Penderecki,
on a set designed by Barbara and Eugeniusz Jankowski. The opening took
place on 29 March 1971 at the Stefan Jaracz Theatre in Olsztyn.

“The Caprices” remained on stage for more than twenty years, to
be performed for the last time in 1993. The play strengthened Bohdan
Gtuszczak’s belief that further work should be supported, most of all, by
painting. In the subsequent production, “Apocalypse”, premiered on 26
May 1973 at the Jaracz Theatre in Olsztyn, inspired by the prophecy of
St. John, Gtuszczak created the script and choreography using Albrecht
Direr’s engravings (8). He directed the play together with Jerzy Obtamski,
using music by Krzysztof Penderecki and Henryk Mikotaj Gorecki. The set
was designed by Jézef Zboromirski.

The two productions opened the door into Poland and the world for
the Mime Ensemble. During numerous appearances in Europe they were
often shown in combination, with “The Caprices” as the first part. Both
also became a turning point in the history of the Olsztyn Mime Ensemble
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of the Deaf. That was when, after many years of following the model of
the great mime artists: Marcel Marceau and Henryk Tomaszewski, the
director and the company found their own means of expression. Gtuszczak
made his actors realize how to show and communicate emotions through
rhythm. They no longer imitated anybody, and stopped using so-called
pre-composed, sophisticated (“wheat meal”) gestures. The form and
“whole-grain taste” presented by the deaf mime artists from Olsztyn,
i.e. certain severity, roughness, edginess of the stage movement, so
different from the pre-composed gesture of Henryk Tomaszewski’s
Wroctaw Mime Theatre—in which, moreover, Bohdan Gtuszczak took
part in several artistic internships—or from Marcel Marceau’s mime art,
became henceforth the hallmark of the Olsztyn Mime Ensemble (3).

The following production, “The Polish Nativity Play”, was prepared
specially for the Polish community in the United States. The libretto
was created and directed by Bohdan Gtuszczak, using music by
Ludomir Rézycki and Karol Szymanowski; the set was designed by Jézef
Zboromirski. The premiéere took place in New York on 12 August 1975,
during the company’s two-month US tour (9, p. 21).

The production following it—“Galatea”—opened on 4 March
1978, written and directed by Bohdan Gtuszczak, with music by Czestaw
Niemen and set by Jozef Zboromirski). It was a story about how the ideal
loses its living form to become an object (10, p. 23). The content of the
play, composed of nine mime images, was an allegory going beyond
the mythological anecdote. The company was significantly rejuvenated,
which resulted in the critics’ flattering opinions of the stage movement.
One of them noted that the collective movement “symbolises instead
of imitating, works through allusiveness, poetic metaphor, and beautiful
visual composition” (11, p. 62). In Bohdan Gtuszczak’s opinion, the work
did not attain, however, the degree of universalism of the “Caprices”
and, especially, of “Apocalypse”, their clarity, message, or dramaturgy. It
never gained such popularity, either (3).

Four years later the mime theatre from Olsztyn prepared “The
Banquet”, after Gombrowicz’s works (with the script written by Bohdan
Gtuszczak, assisted in directing by Jacek Wierzbicki, music by Czestaw
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Niemen and set design by Andrzej Markowicz), a play about power and
its temptations. “The Banquet” was received with more aloofness than
Bohdan Gtuszczak’s previous works. Yet the director thought that it was
a very good play after all (3).

In 1988 the Olsztyn Mime Ensemble showed the last production by
this author: “The Polish Requiem”, using music by Krzysztof Penderecki,
set design by Andrzej Markowicz and masks by Sylwin Mydlak. Its
world premiere took place in West Berlin at the end of August 1988,
during the European Culture Days, to be opened two weeks later, on 10
September, on the stage of the Jaracz Theatre in Olsztyn. According to
Bohdan Gtuszczak, the production was a historical and poetic reflection
on our thinking about history, about Polish martyrdom, its causes and
consequences, a polemic with a certain variant of Christianity, the
national messianism, the nineteenth-century thinking about Poland (12).

A year later, Bohdan Gtuszczak gave up the direction of the Mime
Ensemble. Professor Bohdan Gtuszczak died on 3 February 2016 at the
age of 80, after a long illness.

During the thirty years of his leadership, the Olsztyn mime company
gained recognition and fame at home and abroad, winning numerous
awards. Their most important achievements included first prizes at
international deaf people’s festivals in Warsaw and Brno, a prize at
the International Biennial of Visual Theatres in Santa Cruz de Tenerife,
the prestigious Deburau award for the whole artistic work (awarded in
honour of the nineteenth-century mime master Jean-Gaspard Deburau),
the Officer’s Cross of the Order of Polonia Restituta, and an Award from
the Minister of Foreign Affairs.

3. TOWARDS INTEGRATION

After Bohdan Gtuszczak’s resignation the management and artistic
direction were taken over by his former assistant Krzysztof Gedroy¢.
Two years later the company became independent in organisational
and financial terms, passing from the structures of the Regional Cultural
Centre (into which the Provincial House of Culture had been transformed)
under the patronage of the “Olsztyn Mime Ensemble” Art Foundation.
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The foundation was established by a group of admirers of this kind of
theatre.

The Olsztyn Workers’ Mime Ensemble also changed its name to the
New Olsztyn Mime Ensemble and adopted the formula of an integrated
company, as the deaf actors’ troupe was joined by hearing members.
Director Eugeniusz Ozga staged here visual productions: “The Labyrinth”
(1990) and “Babel” (1992). Successfully touring around Poland and
Europe, they initiated the company’s new style (13).

By expanding its formula the Olsztyn Mime Ensemble also carried
out stage work among disabled children and young people, becoming
a theatrical integration centre which brought together several artistic
groups. The so-called big Mime Theatre (a company of adult actors,
directors Bohdan Gtuszczak and Pawet Aigner) continued the tradition
of classical mime art and its contemporary current, presenting, in 1997,
“Mosquito Scream”, directed by Pawet Aigner and, in 1998, “The Fool
and the Actor”, directed by Bohdan Gtuszczak, with music by Czestaw
Niemen and set by Ryszard Kuzyszyn.

One of the groups of the so-called small Mime Theatre (children’s
groups) used the original authorial method created by director Maria
Burniewicz, which combined the art of dance with live music on the
foundation of eurhythmics. Until 2005, the children’s theatre “Eurytmia”
prepared six premieres: “The Rainbow Bridge”, “The Three Gifts”,
“Festive Days...”, “Eurhythmic Dances”, “Lead Me Little Path” and “The
Enchanted Box”.

Another group of youngsters developed the performances of
the Little Shadow Theatre, led by Matgorzata Sienkiewicz and Ryszard
Choinski. The group was composed mainly of children from Gypsy
families and educationally disadvantaged ones, often with different
dysfunctions.

The so-called small Mime Theatre also included a visual arts group,
led by Julia Tarnowska and Ryszard Choinski. It was composed of children
from dysfunctional families, poor Gypsy children and disabled ones.
The activities involving them were meant as initial work, preparing for
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performances in the theatre group. They ended in June 1998 with an
exhibition of the achievements of the arts group members (accompanied
by a mini-catalogue).

In this way, under the auspices of the “Olsztyn Mime Ensemble”
Art Foundation, a long-term comprehensive integration programme “To
Be Together” was carried out until 2002. It was intended to help the
disabled from the Olsztyn Mime Ensemble—and children’s ensembles
operating under the aegis of the foundation—adapt to the world of
healthy people. The classes were led by a group of experienced theatre
creators, directors and teachers. Using the expression of the disabled,
triggered by theatre, dance and visual arts, they strived to integrate
them with healthy people.

The headquarters of the Mime Ensemble at 15 Okopowa Street
also hosted regular events called “Theatre Night”, created by Krystyna
Spikert. They allowed the debuting and presentation of young authors,
gathering a large number of young artists and volunteers around the
theatre. Many of them later graduated from art colleges.

Shown for the first time in 1997, “Mosquito Scream” was the last
premiere under the direction of Krzysztof Gedroy¢, as he resigned from
all functions and moved out of Olsztyn shortly afterwards. With “The
Fool and the Actor”, created a year later, the Mime Ensemble celebrated
its fortieth anniversary. The play was also a benefit production in honour
of Romuald Orzet, a deaf actor, who had been associated with the
company for 35 years. The production included self-quotations from
former plays. It spoke of the clash of “high” and “popular” art, but it was
also an honest statement about art, buffoonery, authenticity in life and
on stage, humility and pathos.

Inthe first half of 2002 the “Olsztyn Mime Ensemble” Art Foundation
was dissolved. The only companies remaining out of those which had
operated under its patronage were the gradually shrinking Olsztyn Mime
Ensemble, and the “Eurytmia” theatre, gathering twenty children. In
mid-2002 both were taken over by the Socio-Cultural Association “Gest”,
under the aegis of which they started to work in the space of the Centre
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for Education and Cultural Initiatives in Olsztyn (formerly the Regional
Centre of Culture, ex-Provincial House of Culture). Wiestaw Piesak,
director, composer and graduate of a Swiss visual arts college, took
care of the Olsztyn Mime Ensemble. In April 2005 he and the Olsztyn
mime artists presented their second show (the first one being “Reading
Beckett” in January 2003).

In its heyday the company had about 120 rehearsals per year, in
addition to workshop camps, and touring productions in Poland and
abroad. Altogether, the deaf mime artists often spent more time on
stage and in the theatre than professional actors. They also frequently
assisted the troupe of the Stefan Jaracz Theatre in Olsztyn—performing
in “Hamlet” by W. Shakespeare (1968, 1983), “Medea” by Lucius Annaeus
Seneca the Younger (1975), “One Flew Over the Cuckoo’s Nest” by Dale
Wasserman after Ken Kesey’s novel (1979), “Equus” by Peter Schaeffer
(1981), “Father Marek” by Juliusz Stowacki (1982), and “Kordian” by the
same author (1984), “The Old Woman Broods” by Tadeusz Rézewicz
(1985) and “The Great Fryderyk” by Adolf Nowaczynski (1986).

The worldwide phenomenon of the Olsztyn Mime Ensemble also
resulted from its pioneering therapeutic approach, which was Bohdan
Gtuszczak’s undoubted merit. He was the first to begin rehabilitating the
disabled through art, thus helping them find the meaning of life. He later
travelled around the world, sharing his experiences at many universities.

The Americans began dealing with this problem fifteen years after
Gtuszczak. In 1974, in the US, Jean Kennedy Smith (sister of the tragically
deceased US president) founded the Very Special Arts organisation,
helping the disabled cultivate art and educating teachers-artists to work
with the disabled.!

1 Very Special Arts Foundation — organisation with a global reach, part of The John F. Kennedy
Center for the Performing Arts Education Office (J. F. Kennedy Institute for Artistic and Educational
Achievements) in Washington.
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4. EPILOGUE. FILMS AND BOOK “THE SILENT COMEDIANS”

Until mid-2005 the Olsztyn Mime prepared 20 premiéres (some of
them being great theatre productions), and it became the subject of
eight ballet films and documentaries.

An interesting artistic project, however not having any kind
of spectacles, were film made with both pantomime and with the
participation of its actors. At the beginning it is worth noting, that the
choreography for all film was developed by Bohdan Gtuszczak.

The first of the film, which he undertook to face with the difficult
task of filming the pantomime, is “In the Circle of Silence” (W kregu ciszy)
directed by Jerzy Ziarnik. As a curiosity it is worth noting the fact, that
Jerzy Ziarnik (1931-1991), is a graduate of VGIK in Moscow (1956). In
1960, the film was produced by the Warsaw Documentary Film Studio
(Wytwdrnia Filméw Dokumentalnych w Warszawie), which achieved
significant artistic success: unmonirsed “Bronze Dragon” (Brgzowy
Smok, third prize) in the category of documentary films at the Short Film
Festival in Krakow. Another award received by the film was the “Goden
Cup” (Ztoty Puchar), won at the Film Festival in Florence, Italy, in the
category of “film about art”.

The television show is “Faust—Walpurgis Night” (Faust—Noc
Walpurgii), made in 1978 by Grzegorz Krélikiewicz. The combination of
three independent pantomime performances: “Caprichos”, “Apocalypse”
and “Galatea”, is the film “Sculptors of air” (Rzezbiarze powietrza), which
he made for the label “Poltel” in 1980 Mieczystaw Poptawski. In a slightly
different artistic convention, a ballet film for the music of Krzysztof
Penderecki “Psalmus”, made in 1981, which received the second prize at
the International Film Festival in Monte Carlo (1985). Director Mieczystaw
Poptawski against tries to face the difficult matter of the pantomime
spectacle and in 1983, based on the performance of “Bankiet”, he makes
a film of the same title.

The next ballet film, with the participation of artists from Olsztyn,
is “The Odyssey of the Artist” (Odysea artysty), a work created for the
music od Augustyn Bloch, realized by Bogdan Moscicki for Educational

HAYKA TENIEBUAEHUA Ne 15.3, 2019 67 THE ART AND SCIENCE OF TELEVISION



Films Studio in £8dz (Wytwdrnia Filmow Oswiatowych w todzi). The third
attempt to address the original work of the silent actors by Mieczystaw
Poptawski was his “artistic reportage”, titled “Theater in Silent” (Teatr
w ciszy), created for Poltel label in 1994. The only so far, and probably
the last foreign performance, due to the closed chapter, which is the
activity of the Olsztyn pantomime of the Deaf, is the “Apocalypse”
(Apokalipsa), based on a performance of the same title in the Horst
Kaminski, directional set up in Germany (1997), for the Circe Film Studio.
After the activity of the Pantomime, only the memories of her unusually
original, tastefully art performances remained, breaking many artistic
and aesthetic schemats. The remaining films, howewer, belong to the
world of different medium, completely different from the one which is
theater and pantomime.

Pantomime activity involved nearly 250 deaf people. In its 15 tours
it performed in 21 countries (several times in some of them) in Europe,
North America, Africa and Japan.

At the end of 2015 the book “The Silent Comedians. A Study on
Bohdan Gtuszczak and the Olsztyn Mime Ensemble” was published. This
book relates the story of the unique theatre and, at the same time, that
of its creator, and the more than thirty creative years spent together
by the director and actors. It is the story of the genesis of some great
stagings which the company toured around the world, winning awards
at festivals (14, p. 5).

The Olsztyn Mime Ensemble—the first theatre of the deaf— despite
the fact of having been founded by Tadeusz Ostaszkiewicz, was the
“child” of Bohdan Gtuszczak, his authorial work. He wrote scripts for
its productions, and choreographed and directed them. For hearing-
impaired artists he was the spiritual and intellectual guide and, often, a
father and a mother in their everyday life.

For alongtime the activities of the deaf mime amateurs from Olsztyn
were regarded as a therapeutic experiment. Success came after twelve
years of hard work for Bohdan Gtuszczak and his deaf actors, in 1971. It
took the form of “The Caprices”, basoed on the paintings and drawings

HAYKA TENIEBUAEHUA Ne 15.3, 2019 68 THE ART AND SCIENCE OF TELEVISION



by the Spanish artist Francisco Goya; the production was presented on
stage for more than twenty years. After that, the Olsztyn mime theatre
was no longer regarded as a disabled people’s company. They were
recognised as artists denoted with a capitalised name (14, p. 5).

Also, their following mime productions: “Apocalypse” based on
the revelations of St. John the Evangelist and engravings by Albrecht
Diirer, “The Polish Nativity Play”, based on old Polish ceremonial plays,
“Galatea” —the story of Pygmalion and his oeuvre, and the not less
theatrical and expressive “Banquet” and “Polish Requiem” also went
down in the history of theatre—and not only Polish theatre.

The productions of the Olsztyn Mime Ensemble were inspired by
mythology and the Bible, as well as by music, painting and sculpture.
They used compositions by Krzysztof Penderecki, Henryk Mikotaj Gérecki,
Ludomir Rézycki, Karol Szymanowski, and Czestaw Niemen (15, p. 16).

Deaf mime amateurs also performed in professional theatre
productions, most frequently at the Olsztyn Stefan Jaracz Theatre. The
first play involving a deaf actor was opened on a professional stage on
3 February 1968, in Olsztyn (“Hamlet” by Shakespeare). They also played
in Goethe’s “Faust” directed by Grzegorz Krélikiewicz for the Television
Theatre, where they appeared in the famous sequence of “Walpurgis
Night”. At the Television Theatre Festival in Varna, Bulgaria, the prize was
not awarded to “Faust” but only to its fragment, “Walpurgis Night”.

Besides the Olsztyn Mime Ensemble, director Bohdan Gtuszczak
co-authored nearly a hundred plays for twenty-two other stages. In
many of them he made use of the experience taken from the company
he led, as well as from mask theatre. On the other hand, he enriched
the Mime Ensemble with means of expression observed on other
stages, in the work of outstanding directors and professional actors
(including Jerzy Grzegorzewski, Jerzy Jarocki, Stanistaw Hebanowski,
Adam Hanuszkiewicz, Gustaw Holoubek, Piotr Fronczewski, and Marek
Walczewski).

In the 90s, the company of deaf mime artists changed. Many of
them left, to be substituted with hearing people, in connection with the
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broadening of the company’s formula. The managers and stage directors
changed, while Bohdan Gtuszczak devoted himself to teaching. In addition
to many years of teaching mask theatre and stage movement at the
Department of Puppetry in Biatystok (belonging to the Theatre Academy
in Warsaw), he gave classes, from 1992 onwards, to students of the Higher
School of Pedagogy and, after the founding of the University of Warmia
and Mazury in Olsztyn, he continued in that institution until 2008.

For its last few years, the Olsztyn Mime Ensemble existed as an
amateur theatre group under the patronage of the Centre for Education
and Cultural Initiatives in Olsztyn (formerly the Provincial House of
Culture). It left the stage on 30 November 2009 with the performance
“To Name the Momentary Forever”, thus closing its 52-year activity.

“The Silent Comedians” is the first book on its history and—as time
has shown—a kind of epitaph. The artistic message brought by Olsztyn
Deaf Pantomime cannot be assessed in purely aesthetic terms, although
it was previously highly evaluated even without acknowledging the
challenge that it was for the disabled actors. Performances were both
therapeutic in terms of communicating through art, working together
in a team, as well as exploring the world of art, including drama, stage
design, film and television. It gave the actors a great sense of agency,
proved that their limitations, or disability are not an obstacle to in terms
of applying the artistic vision of their mentor—Professor Gtuszczak. The
artistic power of performances, after years that have passed since the
dissolution of the theatre, can be appreciated, admired and contemplated
in films and TV shows.
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KAK LUTUPOBATb CHbI?

NN NPAKTUKA LUTUPOBAHUA
N ABTOUUTUPOBAHNA B KNHO
HATIPUMEPE KAPTUHDI
AHOPEA TAPKOBCKOIO
«EPTBOMNPUHOLWIEHWNE»

AHHOTaumA. B HacToAllel cTaTbe NpeanpuHATa NOMbITKa AOMNOAHUTbL Nepe-
YeHb MPOPbIBHbIX XYA0XKECTBEHHbIX AOCTUMKeHMIN AHapes TapKOBCKOro elle
O4HWM, a3 UMEHHO co3gaHMeM U pa3paboTKol cOBCTBEHHOrO annaparta um-
TMPOBaHMA GUAbMOB. B c1ay NpMpoabl ¥ TEXHONOTMM Y3HaBaHWE PEMUHUC-
LEeHUMI B KMHONEHTaX — AeNo CyLIeCTBEHHO MeHee OfHO3HauYyHoe u bec-
CMOPHOE, YeM, HaNpPUMEp, B 3KMBOMUCK, My3biKe U 0COBEHHO B UTepaType.
Mpu 3TOM 0AHY U3 CBOMX TBOPYECKMX 3a4a4 TapKOBCKUIA BUAEN B TOM, YTO-
6bl «NOCTaBUTb» KUHO — OTHOCWUTE/IbHO MOJI0A0E MUCKYCCTBO — «Ha OAMH
ypoBeHb» ¢ 60/1ee TPAANLMOHHBIMM U apXanuUiHbIMM BUAAMU. 3aMETUM, YTO
MMEHHO BO3HMKHOBEHME W aKTUBHOE UCMO/Ib30BaHME LMTaT ABNAETCA CBOE-
ro poAa NPU3HaKOM «3PesiocTM» UCKYCCTBA, MOCKONbKY CBUAETENbCTBYET O
BO3HWKHOBEHWUM KaHOHA M Mepapxum aBTopuTeToB. Y camoro TapKOBCKOro
6b110 CNIOXKHOE OTHOLLEHME K aBTOpUTETaM, MOTOMY B CBOEM TBOPYECTBE OH
HepeaKo UMTUPYET camoro cebs. Anorea sTa TeHAeHUMA AOCTUraeT B ero no-
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cnegHen n B onpeaenieHHOM CMbIC/1e UTOroBoW pabote — punbme «epTt-
BOMpWHoOLWeEHMe». B HacToAweNn cTaTbe NPOaHanM3MpPOBaHbl aBTOLMTATbI
Camoro pasHOro poaa, OT TEKCTOBbLIX A0 06pasHbIX, OT KOMMO3ULMOHHbIX
[0 pyuTMUYeckux. CTaTbd CONPOBOMAAETCA LECATbIO W/THOCTPUPYIOLLMMU
BuaeodparmeHTamm, AOCTYNHbIMU B CETU MHTEPHET (CCbIIKM NPUBOAATCA B
TeKcTe).

Kntouesble cnoBa: KMHoBeAeHUE, UCTOPUA KUHO, AHApel TapKoBCKuM, UHT-
Map beprmaH, peMUHUCLIEHLMM, LTaTbl, aBTOLUTATbI

LEV A. NAUMOV

St. Petersburg Writers Union
Saint Petersburg, Russia
ORCID: 0000-0001-8084-7356
e-mail: levhaumov@mail.ru

HOW TO QUOTE DREAMS?

OR PRACTICE OF QUOTING

AND SELF-QUOTING IN CINEMA

AS EXEMPLIFIED IN ANDREI TARKOVSKY’S
THE SACRIFICE

Abstract. This article represents an attempt to expand the list of Andrei
Tarkovsky’s breakthrough artistic achievements with one more, namely the
creation and development of his own apparatus for film quoting. Due to the
nature and technology of cinema, recognition of reminiscences in films is
much more complex and less indisputable than, for example, in painting,
in music and, especially, in literature. And yet Tarkovsky believed one of his
tasks to be “placing” cinema as a relatively young art “at the same level” with
more traditional and archaic ones. It should be noted that the emergence
and active use of quotations is an important sign of the art’s “maturity”,
because it indicates the emergence of a canon and hierarchy of authorities.
Tarkovsky himself had a complicated attitude to any kind of authorities, so
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he often quotes himself in his creative work. This tendency reaches its peak
in the director’s final and, in a way, summary masterpiece, The Sacrifice. This
article presents and analyzes self-quotes of different kinds, from textual to
figurative, from compositional to rhythmical. The article is accompanied with
ten illustrative video clips available on the Internet (the links are provided in
the text).

Keywords: film studies, history of cinema, Andrei Tarkovsky, Ingmar Bergman,
reminiscences, quotes, self-quotes

HecmoTpsa Ha OTHOCMTENbHO HEeAOATYI0, MO CPpaBHEHMO ¢ Bonee ap-
XaW4YHbIMW BUAAMMU UCKYCCTBA IETONUCH, UCTOPUA KUHO CTPEMUTENBHO
cTana foctaToyHo 6oraToit M pa3Hoo0bPa3HOM 1A TOro, YTODObI BbIAENATD
B HEM WKOAbI U TEHAEHLMU, TOBOPUTb O NPOAOIKAIOLWMUXCA U NpepBas-
LWIMXCA TpaauuMaX, pasnnyaTtb Auanektbl obpasHoro Asbika (1, c. 17).
B uncne KOCBEHHbIX, HO BCE YK€ MOKa3aTe/IbHbIX MPU3HAKOB «3PesoCcTU»
TOrO WAW UHOTO BUAA UCKYCCTBA MOXHO Ha3BaTb pa3BUTUE B HEM COO-
CTBEHHOrO BHYTPEHHEro apceHana UMTUpoBaHuA. MogyepkHem, 4YTo B
3TOM OTHOLLEHWW UMEIOT 3HAYEHME He NPOU3BO/IbHbIE XYA,0KECTBEHHbIE
PEMUHUCLLEHLNN, HO UMEHHO OTCbINKKM M3 Bosee No3aHMX NpousBese-
HUI K Bonee paHHMM BHYTPU OAHOIO BMAA MCKYCCTBA, MNOCKO/IbKY OHU
CBUAETENbCTBYET O BOSHUKHOBEHMM KAHOHA U MepPapXmMmn aBTOPUTETOB.

AgTOpuTETbI... He BbI3blBaeT COMHEHMUIM, YTo AHApel TapKOBCKUI
BOLLE/ B YNCNO HeENpepeKaemblx, CTaB O4HUM U3 Hanbonee yBarkaemblix
W BAVATENbHBIX PEXUCCEPOB B UCTOPUM KMHO. [pKn 3STOM ANA HEro camo-
ro aBTOPMTETOB MOYTU HE CYLLECTBOBA/O, B YEM HETPYAHO ybeauTbes,
OTKPbIB HaMO/IHEHHbIE APOCTHON KPUTUKOW M Pa3ovapoBaHUAMM AHEB-
HUKKM (2). MHOrOKpaTHO OTBEYas Ha OAHOTUMHbLIE BOMPOCHI KYPHAIU-
CTOB Y KMHOBEOB O TOM, KOFO M3 KOMJIer OH CYMTAET aBTOPUTETOM ANA
ceba, TapKOBCKM NPpUBOAMA pa3HALLMECA NepeyHn. Tem He meHee, eaBa
/1 He BCAKMUI pa3 B HUX NOABAANUCL TaKne aBTopbl, Kak Pobep bpeccoH,
[OCTUTWWIA, NO cnoBam AHZpes YAUBUTEIbHOTO COYEeTaHUA NPOCTOTbI 1
rnybuHbl, nofobHo Tomy, Kak bax caenan 1o B My3bike, J/leoHapao — B
Xusonucu, a Toncton — B anTepatype. Yawe apyrnx TapKOBCKUIN Ha-
3bIBan U AnekcaHapa [JoBXKeHKO, KOTOPbIN, BONPEKU NOSUTUYECKUM pe-
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aNMAM, BBEJ1 B COBETCKOE KMHO NMO3TUYECKOE U3MEPEHUNE. AHAPEN TaKKe
perynapHo scnomuHan Kanasm Muasorytn u Slynca byHtoana. YyTb pexe
— WaHa Buro, Akupy Kypocasy 1 MIHrmapa beprmaHa.

OTHoweHMA TapKoBCKOro ¢ beprmaHom — Tema Aas OTAENbHOro
pa3roBopa. Pexuccepbl BUAENUCL ABaxAbl, Bnepsble — 15 ceHTAGpPA
1984 roga, a 3aTeM B KOHLIE OKTABpA nam Hayane Hoabps 1985-ro. Yau-
BUTE/IbHO, HO B X0Ze 06enxX BCTPEY OHM He CKa3aiv ApYr APYry HU CioBa.
Mo cnyxam 1 BOCMOMUHAHMAM OYEBUALLEB, MMEHHO LUBEACKUIN Ma3CTPO
YKNOHANCA OT 06weHna. Bnocneactsnmn TapKOBCKUIA MOT CKONbKO Yrog-
HO MOBTOPATb, OYATO ANA HEro cayymBlUeeca HeJI0BKUE UHLMAEHTbI He
MMeloT 60/1bLIOro 3HAYEHMUsA, HO COBEPLUEHHO O4YEeBMAHO, YTO OH Obin
rnyboko obukeH. Mpu 3TOM [OCTAaTOYHO CPaBHUTb GUHANbI GUIBMOB
«XepTtBOnpuHoweHne» u «lMepcoHa» Ana Toro, Ytobbl ybeamuTbea, Ka-
Koe 3HauyeHne KnHematorpad beprmaHa umen gas AHgpes.

Peub naet o Toli cueHe, rae no bepery ABMXKYTCA aBTOMO6MAK (Kape-
Ta cKopoi nomoum y TapKoBCKOro n aBtobyc y beprmana). 3ameTum, uyto
UMEHHO neHTy «MepcoHa» aBTop «KepTBONPUHOLIEHUA» LEeHUI 0c060
M BCMOMMHAA Yawe apyrux. OgHaKo, gake He 3Has 06 3Tom, TPYAHO He
3aMeTUTb: B 4aHHOM C/ly4ae pedb UAET O NPAMON LuTaTe.

LMTnupoBaHue KNHOMaTepuaia npeacraBaseT coboi, MoMMMO Npo-
yero, eLle 1 TeEXHUYECKyto npobnemy. ABHaA «MapPKUPOBKa» U ByKBasb-
HOe BOCNPOU3BeAeHMNE, KaK 3TO Ae/1aeTCA B IMTEPATypPe MeXK Ay KaBblyKa-
MW, NPENMYLLECTBEHHO HEBO3MOHO, PEAKO YMECTHO MW, NO KpanHewn
Mepe, B CYUTAHHbIX Cy4asnx 06/1a4aeT Xy40KeCTBEHHbIM NOTEHLMAIOM.
CraTnyeckoe B3aMMOPACMNONOKEHNE U NOBTOPEHNE KOMMO3ULMOHHbIX
0ocobeHHOoCTel, CBOMCTBEHHOE LMTaTaM B }KUBOMWUCKU, HArNAAHO TONIbKO
npu ycnoBuMWM COBNAAEHWUA UM COOTBETCTBMA TEMMNOPUTMMUYECKUX Xa-
PAKTEPUCTUK LUTUPYEMON U LUTUPYIOLLEN KapTUHbI. Tak UK UHAYe, HO
0bHapyXeHMe PEMUHUCLIEHUMI B KUHO — 3aZa4a, Kak npasuno, bonee
3aTPyAHUTENIbHAA, YEM ONA aPXAaNYHbIX MCKYCCTB.

[encTBUTENBHO, B KAaKOM-TO MOMEHT KOMMO3MLMKN Kaapos «KepT-
BOMpPUHOLWEHMA» N «lepCcoHbl» coBnagatoT. Tem He MeHee 3TO AULb
MIHOBEHME, MOCKOJIbKY B OCTa/IbHOM TEMMOPUTMMUYECKUE XapaKTepu-
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CTUKM CLEH OT/IMYAIOTCA C/IMWIKOM Pa3uTeNbHO: Y TapKOBCKOTO — He-
npepbIBHOE W MJIAaBHOE ABWUXKEHWe, Toraa Kak y beprmaHa — partaiim,
BK/IIOYAIOLLLMI NOJIHYIO OCTAaHOBKY aBTObYcCa. B TO e Bpems CKOpocCTb aB-
TOMO6MANA B «}KePTBONPUHOLLEHUM» 3aMETHO Bblllie, YeM B «lepcoHe».
Ho CTOUT TONbKO «MPUCOBOKYNUTLY K ABUKEHWIO KAaPETbl CKOPOI MOMO-
WM, TO, KaK ee cHayasa 6erom, a MOTOM — Ha Benocunege npeciaeayer
repouHA No umeHn Mapus, n TeMnbl CLEH ABYX KapTUH BbIPaBHUBAOTCA,
a COOTBETCTBME CTAHOBUTCA HarmAAHbIM (cM. BuaeodparmeHT Ne 1 —
https://youtu.be/dYYDHtTSLEA).

3ameTuMm, 4To cam TapKOBCKMIA HUKOrAa He ynoMmnHan ob aToii pe-
MWHUCLLEHUMK. Ero xapakTep He N03B0O/IAN 03BYYMBaATb NOA06HbIE BELM,
NPUHMMAA BO BHUMAHME C/IOXKHbIE JIMYHblE OTHOLIEHMA K beprmaHy.
Bnpouem, ckopee, ana pexnccepa, Tak 4acTo UCMONb30BaBLUErO N OMNU-
paBLUeroca B CBOEM TBOPYECTBE HA NPOU3BEAEHUA MY3bIKM U KUBOMU-
cu, Boobuwe 6blN10 HeAONYCTUMbIM NPU3HABaTb BHYTPMBUAOBbIE LUTATbI
(3, c. 25). AHaNOrMYHO OH HMKOIAA HEe FoOBOPUA O MHOFOYUCNEHHbIX,
B TOM YMCNE M NPUHLMMIMANBLHBIX 3aMMCTBOBAHMAX Y MUKenaHAXKeno
AHTOHWOHM (4, c. 195). LUnuTaTtbl e 13 Pobepa bpeccoHa NPOHUKAN He
TONBbKO B GPUAbMbI, HO [aXKe B UHTEPBbIO U, €C/IU YFOAHO, B MUPOBO3-
3peHue TapKOBCKOro. 3TO HETPYAHO OOHAPYKUTb, HO CaM PEeXMCcCcep He
3anBnAn 06 3TOM NPAMO, BKAtOYaAn, ogHaKo, ¢parmeHTbl U3 GUAbMOB
KOMNEer B CBOM Ny6NYHbIE NEKLMM NO NPAKTUKE KMHO.

B T0 »Ke Bpemsa AHApPEN, Yel BKag, B UCTOPUIO MCKYCCTBA TPYAHO ne-
peoueHUTb, pa3paboTan, TOMMMO NPOYEro, M COBCTBEHHDbIM annapar Ly-
TMpoBaHua ¢uabmoB. OH, BUAEBLUMIA O4HY U3 CBOMX TBOPYECKMX 3aJay
B TOM, YTOObI NOCTaBUTb KMHO «HA OAMH YpOBEHb» ¢ bosiee TPaaAnLMOH-
HbIMM UCKYCCTBaMM, CAENaN BHYTPUBUAOBLIE PEMUHUCLIEHLMM CTONb e
06blAeHHbIMM U Y3HAaBaeMbIMU, KaK, Hanpumep, B CIOBECHOCTU. bonee
TOro, NPeANOKEHHbIN UM UHCTPYMEHTApPUIA CMOT BbIBECTU UCMNO/b30Ba-
HMe uuTaT B GUAbMaAxX Ha HOBbIM XYAO0XECTBEHHbIN, @ TaKXKe 3TUYECKUM
ypoBeHb. OfHAKO 346eCb BOSHUKAET APYrOM BOMPOC: KOrO MOXKeT 06u/ib-
HO LUMTMPOBATb aBTOP, UMEILLMUIA CTO/Ib C/IOKHOE OTHOLLEHME K aBTO-
putetam? lMNocneaHunin, Hanbonee CHOBUMAYECKUN GMAbM TapKOBCKOro
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«XepTBONpPUHOWEHNE» OYKBANbHO WCMEWPEH PEMUHUCLLEHUNSMM.
M 6onbluasn Ux 4acTb OTCbINAET K CO6CTBEHHBIM paboTam pexuccepa.

be3ycnoBHO, B KuHemaTtorpade AHApes HeTpyaHO OBHapyXuTb
CKBO3Hble 0b6pasHble pelleHusn, KoTopble obpaliann Ha cebs BHUMa-
HWe 1 B Npeaplaywunx ero pabortax. Tak, y HEro NOCTOSHHO BO3HWMKAlOT
OroHb, BoAa — OCODEHHO KonoAubl U PEKM — 3epKasa, *KUBOTHble —
Yale Bcero cobaku (5, c. 22). Ho Bce 310 AnLWb TUNOJIOTMYECKUE AeTann
TBOPYECKOrO NoYyepKa, MOMHOMEHHbIE Ha JIMYHbIE NPUCTPACTMA. B pam-
Kax e HacTosllel paboTbl HAC MHTEPECYHOT KOHKPETHbIE KOMMJIEKCHbIe
peMUHUCLEHLMMU. He «0cOBEHHOCTU HayepTaHUA», HO NoBTopAoWMecs
«cnosa» u «bpasbi».

Kazanocb 6bl, TO 06CTOATENBCTBO, YTO pexRnccep 0bUAbHO LUTUPYET
camoro cebs, Boneli-HeBonen NpuaaeT «KepTBONPUHOLLIEHUIO» CTaTyC
uToroson pabotbl. Pasymeetcs, B 1984 roay TapKOBCKUI He npegnona-
raj, 4To OHa CTaHeT nocneaHei. HanpoTue, Ha 3Tane 3ambiCaa U CbeMOK
OH BblHaWMBaA 06WMPHbIE TBOPYECKME NAaHbl Ha byayuwiee. Bnpoyem,
NpOBUAYECKNI NOTEHLMAN €r0 KapTUH TaKKe NpeacTaBaseT cobon Temy
AN1A oTaenbHoro obcToATeNnbHOro pasrosopa. Hegapom, Korga «Hoctanb-
TMA» Bbll/la HA 3KPaHbl, aBTOP MHOIOKPATHO C YAUBAEHWEM MOBTOPAI,
yTo nocsne Gpuabma 0 CBOEM MPOLLIOM («3epKaso») OH CHAN KapTUHY O
cBoem byayuiem.

3aBepluan pasrosop o «[MepcoHe» BeprmaHa, cneayet oTMeTUTb
ewe oagHo 06CToATENbCTBO: B PMHANE 3TOM KapTMHbI, PAaBHO Kak M
B CAydae «KepTBONPUHOLLIEHUA», MOABAAETCA PeBGEHOK, ManbyuK.
OZHaKO 3TO He CTO/IbKO LMTaTa, CKOJIbKO OBLLHOCTb MMPOBO33PEHYECKMX
npeacTaBNeHNU ABYX peXMCccepoB. ECu ke McKaTb Napannenn MMeHHo
C YNOMSAHYTBIM 3MM3040M nocneaHero ¢puibma TapKOBCKOTO, TO CKopee
cnefyeT BCNOMHUTb CaMyto «NepByto» ero paboTy — KapTUHY «MBaHOBO
AeTcTBo». CnoBo «nepBas» NpULIOCh B3ATb B KaBbIYKK, MOCKOJIbKY Gop-
MaJIbHO 3TO COBCEM He TaK, HO Cam peXkunccep HacTamean, yTo Tpu bonee
pPaHHMX pMNbMa, OTHOCALLMXCA K nepuoay yyeHudectsa Bo BIMKe, pac-
CMaTpPMBaTb B paMKax ero Hacnegus He HyXKHo.
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B camom Hayane «MBaHOBA AETCTBa» MOMKHO YBUAETb FOHOIO repos
BO3/e AiepeBa Ha bepery, paBHO Kak 1 B puHane «epTBONpUHOLLEHUAY
(cm. Buaeodparment Ne 2 — https://youtu.be/ 4SA3Dw3Nh4). Yamsu-
TeNbHO, HO MeXKAy TaKUMWU SKBUBANEHTHbIMN CEMAHTUYECKUMM «CKOO-
KamMun» NoMeLLaeTcs BECb KOPNyC OCHOBHbIX paboT TapKoBCKoro.

Ecnn ke BCAywaTtbCsa B Te CNOBA, KOTOPbIE MPOU3HOCUT JIEHKALLUIA
Ha bepery 6e3bIMAHHbIN MaNbuYUK M3 nocniegHero ¢puabma pexkuccepa
(«B Hayane 6b110 Cnoso... Moyemy, Nana?»), TO OHM HAMOMMHAIOT O TOM,
YTO roBOPUT B «HOCTaNbrMm» Apyroi pebeHoK, MMA KOTOPOTO TaKXe ocTa-
€TCA HEM3BECTHbIM 3PUTE/I0 — 3TO CbiHULWWKA [lomeHMKo («Mana, 370 1 ecTb
KoHeL, cBeTa?») (cm. BuaeodparmeHT Ne 3 — https://youtu.be/ZQ1GAyGfpEKk).
O6a BbiCKa3biBaHMA NpeacTaBaAlT coboi PpyHAameHTasnbHble BONPO-
Cbl BbITMA, KOTOpble AeTh 0bpalatoT K cobcTBeHHbIM oTUaM. MocneaHue
OCTalOTCA AR HWUX NPOBOAHMKAMM UCTUHbBI, CKOAb Bbl CMOPHbI, TPYAHbI
UK Aaxe yuepbHbl He 6biAn NpeacTaBneHna AnekcaHapa U JomeHUKo
0 mMupe.

MpumedaTeNbHO, YTO C/IOXKHbIE OTHOLIEHMA pexnccepa c OTLOM Bbl-
JMance B NogobHble 06pa3bl MMEHHO B TeX ABYX GUAbMaX, KOTOpble OH
CHMMa/ B aMUrpaLmn. B TeueHue e COBETCKOrO nNepuoga ATV B ero
KapTMHax valle obpallanmcb K matepam. ITy nepemeHy MOXKHO CBA3bI-
BaTb KaK CO CMepTbio MaTepy TapKOBCKOro, Tak M C MyTauuel oTHolle-
HUI K OTUY, BbI3BAHHOW Tem, YTO ApceHunit AnekcaHApOBWY, Hanucas
NMUCbMO CbIHY, BO/IbHO UM HEBOJIbHO MPUCOEAMHWACA K MOMNbITKAM 3a-
CTaBUTb pexxuccepa BepHyTbcsa B CCCP.

Poguteneit oboux ManbuyMkoB — U AneKkcaHapa, U [OMeHUKo
— WrpaeT oAMH U TOT Ke apTUcT — 3pnaHg KO3edcoH, n 310 He npo-
cToe coBnageHune. TapKOBCKUI OTMeuvas, uTo «XepTBOMPUHOLIEHMEN
BO MHOIMOM «BbITEKNO forMyeckum obpasom» u3 «Hoctanbrum» (6),
M3 JINYHOCTU MUTaNbAHCKOro 6esymua JomeHuKo. MofgobHyto reHeTu-
YeCKylo CBfi3b OCODEHHO NOAYEPKMBAET CLeHa, B KOTOpPOM AneKcaHap
edeT Ha Benocunege K seabme Mapun (cm. BuaeopparmeHT Ne 4 —
https://youtu.be/3mNy3rBaMBM).
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Benocuneg, B «HepteonpuHoWweHUN» — meTapuU3MYeCKMin TpaHC-
nopT, BpoAe caHAannin lepmeca, NO3BOMAIOLWMIA repoAM NepemeLLaTb-
CA K HegoCTUXKMMOMY. Ha onpeaeneHHbIX 3Tanax pa3BuUTUA CIOXKeTa UM
nonb3ytoTca noytanboH OTTO, Mapua n AnekcaHgp. B 1o Xe Bpema B
«HocTtanbrun», roe Benocuneq, Bosce He HeceT NogobHyo meTadpusmye-
CKYI0 QYHKUMIO, HA Hem «e3amn» [lomeHuKo. Mpasaa, ero senocunes,
npv 3Tom 6bla NLLEH BOSMOXHOCTU NepemMeLlaTbCs, a CTOAN Ha MecTe.
3TO HeTPygHO NPOUHTEPNPETUPOBATb: OAHO W3 KJ/KOYEBLIX OTANYMIA
CHOXKETHbIX nyTelt AnekcaHgpa v JlOMEHUKO COCTOWUT B TOM, YTO repoit
«*KepTBONpUHOLWEHNA» eaeT B roCTu, rae COBepLUNTCA TAUHCTBO KOHTAK-
Ta C POACTBEHHOM AyLIOW, TOTAa KaK NepcoHaK «Hoctanbrum» nepexu-
BaeT 3T0 y cebs goma.

YAMBUTENbHO U TO, YTO BHELLHEe NYHKT Ha3HayeHnAa AnekcaHapa, a
UMeHHO aom Mapwuun, YpesBblYalHO HAaNOMUHAET Kuaulie JomMeHUKo.
M nycTb Kagpbl, 3aneyaTneBlne nocneaHuin obwmm nnaHom, 6b1am Bbl-
pe3aHbl U3 KAaPTUHbI B XOe MOHTaa, TEM HEe MeHee, B CXOACTBE 34aHuI
MOXHO ybeguTbcsa ¢ nomoubto potorpadmin 1oKaLMM CbeMKU. YTo-TO
NPUBNEKANO pexunccepa B NOA0OHbIX CTPaHHbIX BpoLIeHHbIX danrensx.
OpgHako, nomumo Buga pacaga, goma Mapum n loMeHUKO POSHUT eLLe
OAHO KAQyecTBO — WMX UCMONMHCKME pa3mMmepbl, KOTOpble COBEPLUEHHO He
NoAXO4AT HU MapruHanbHOM BeflbMe, HU TOPOACKOMY CymacLueaemy,
HelaBHO BbINYLWEHHOMY U3 KNMHUKK ANA AyweBHO 60/bHbIX. B TO ke
BPEMSA, TAKMM HEXUTPbIM CNocobom Nerko noavyepKkHyTb HEOOBATHbIE
NPOCTPAHCTBA BHYTPEHHNX MUPOB He3aypALHbIX repoes.

Ecnn npoponkaTb NOUCKM Napanienen mexay ABYMA «3apybex-
HbIMU» KapTUHamMM TapKOBCKOro, TO HeNb3A He OTMETUTb CLEHbI, B KO-
Topbix AnekcaHap 1 fopyakoB 3acbinakoT (cM. BuaeodpparmeHT No 5 —
https://youtu.be/-s_xNUkj9_o). 3aecb KonopucTuyeckne peleHms sTmx
[ABYX [LOCTaTOYHO HEenoXoXux ¢GuabmoB npeaenbHo cbaukatotes, no-
CKOJIbKY CHbl B «HocTanbrum» gecatypupoBatsbl (7, c. 4). MoxeT garke
€O34aTbCA MANO30PHOE BReyaTieHue, byato oba anu3ona CHUMANUCh
B OAHOM U TOM e mecTe. CoBMaaatoT TeKCTypbl cTeH. CnpaBa — OKHO,
nepneHAMKYNApHOE MNJIOCKOCTU 3KpaHa, cneBa — 3epKano, B LeHTpe
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— KpOBaTb... B KaKOM-TO cMbicne, AeNCTBUTENbHO, 0b€e CLEeHbl COOTBET-
CTBYIOT OA4HOI TOUKE XYA0XeCTBEHHOro NPOCTPaHCTBA pexnccepa — 310
BXOZ, B CHOBUAYECKMNIA MUP repoeB TapKOBCKOrO. M He TaK y¥K BasKHO, UTO
oAHa cHMmanacb B Pume, a gpyras — B CTOKrosibme.

YAMBUTENIbHO CXOAHbI M CMOCO6bI 3KCMO3MLMKN KPACOTbl }KEHCKOro
L@ — CTOMUT /IMWb CPABHUTL TO, Kak Puannna us «XKepTBonpuHoLle-
HUA» U EBreHma us «Hoctanbrum» noBopayMBatoTca nepes Kamepon
(cm. BugeodpparmeHT Ne 6 — https://youtu.be/VmIMvWUNOcc). A ecau
YacTUYHO pa3BepHYTb GparmMeHT M3 UTaNIbAHCKOro ¢uabmMa TaK, 4Tobbl
COBManu HanpaeieHUS OBUXEHMWA, TO CTaHeT BMAHA 6aM30CTb Temno-
pUTMa, a TaK»Ke OAMHAKOBOCTb A/MTeNbHOCTU. CpaBHeHMe e dunun-
nbl ¢ Mapwvelt — He BeAbMOM, a eHol [opyakoBa — NoAYEPKMBAET UX
cxoacTea. MIMeHHO TaKolM TMMaXK MCMoNb30Basa paavKasbHO maTpuap-
Xa/IbHO HACTPOEHHbIN TapPKOBCKUIN AN HEXHbBIX, MAHALLMX U cyrybo no-
NOXKUTENbHbIX TEPOUHb CBOUX KapTUH.

Kyoa 6onee cnoxHas napannenb, Npoxodawlas 4yepes MHorue
dUNbMbI pexxnccepa — cueHbl neButaumm (cm. BuaeodparmeHT Ne 7 —
https://youtu.be/XFEPHx--KEI). Cam aBTOp MOACHAN MX 3HaYeHMe TakK:
«MoTeHuManbHO 3TO OYEHb CU/IbHbIE CUeHbI... Koraa A npeacTtasasto cebe
yeNoBeEKa, NApALLEro B BO34yXe, 3TO A0CTaB/ASET MHEe YAO0BO/bCTBUE...
Al BUXKY B 3TOM onpeaesieHHoe 3HadeHue. Ecnm 6bl Kakol-Hnbyab aypak
CNPOCUN MEH#A, MoYemy B MOEM nociegHem Gpuibme repom — AnekcaHap
1 Mapua — nogHumaloTcs B Bo3ayX, A 6bl OTBETUI: NOoToOMy YTo Mapus
— Beabma! Ecniv 6bl 6oiee YyTKMIA YenoBek, CNOCOBHbIM BOCNPUHUMATb
Mo33MI0 BELLEN, 33431 MHE 3TOT BOMNPOC, A Bbl OTBETWJI, YTO AN ITUX ABYX
repoes Nt060Bb HE €CTb TO Ke Camoe, YTO A/1A CLieHapuCcTa, Npocbinato-
LLLeroca yTPoMm € TeMnepaTypon TpuaLaTth cemb 1 ABa. na meHsa N060Bb
€CTb BbiCLUEee NPOSABAEHMUE B3aMMOMOHMMAHMA, ero He MOXKEeT nepeaaTb
npocToe BOCNPOM3BEAEHNE CEKCYaIbHOTO aKTa Ha 3KpaHe... B Hawe Bpe-
M#A, Korga B puibme HEeT OTKPOBEHHbIX ,/1F0O0BHbIX” CLLEH, BCE CYMTAIOT,
YTO 3TO Pe3ynbTaT LeH3ypbl. O4HAKO TaKOTO PoAa CLEHbI HE UMEIOT HUKa-
KOro OTHOLUEHMA K Nt06BM, 3TO nLWb GOpMa CeKca. B aencTentenbHoOCTH
MOBOBHbIN aKT ANA KaXKAoW napbl — HENOBTOPUM W YHUKaNeH... EanH-
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CTBEHHbIM cNocob noKasaTb UCKPEHHOCTb 3TUX ABYX repoesB — 3TO npe-
04,0N€Tb UCXOAHYH HEBO3MOMXKHOCTb MX OTHOLLEHWI. Paau 3TOro Kaxabin
M3 HUX JOMKEH Oblal BO3BbICUTLCA HAZ BCEMM pasnnumamm» (8, c. 146).
37O pefKui cnyyald, Korga B onucaHum ob6pasa TapKOBCKMM CNOBa CTOUT
NMOHMMATb ByKBaNbHO: NOTPEOHOCTb UK AarKe HEOHXOAMMOCTb «BO3BbI-
CUTbCA» BU3Ya/IM3NPYETCA B BUAE MOJETA.

BonpeKku yTBep:KAEHUIO pexnccepa 06 YHUKANbHOCTU, JeBUTALUA
BCAKUI pa3 B ero dpuabMax CTaHOBWUIACb BOMNJIOWEHMEM Nt06BU. B TO ke
Bpems, BNAOTb A0 CBOEN nocsiesHel paboTbl OH HMKOr4A He AaBan noa-
PO6HbIX KOMMEHTApPUEB NO NOBOAY ee 3HayeHua. B «epTBonpuHoLwe-
HUM» 1 «Conapurce» CLEeHbI, B KOTOPbIX Mapbl BUTAIOT B BO34YXE, OT/IMYAIOT-
€A 4OCTaTOYHO, YTO6bI NOATBEPANUTL CI0BA 06 YHUKANbHOCTH YyBCTB. A BOT
napeHue B «3epKane» o4YeHb NOXOXKe Ha BapuaHT U3 nocnesHero uabma
C OLHUM OT/IMUYMEM: NEBUTUPYET TOJIbKO OAHA XKEHLLMHA, TOTAA KaK MYX-
YyMHa CTOUT Ha nony. Tak, B Hanbonee aBTobMoOrpadPuyeckon KapTuHe Ha-
LU0 OTpayKkeHMe TO 0b6CToATENbCTBO, KOTOPOE YrHeTano TapKOBCKOro BCHO
¥KM3Hb: MaTb itobuna oTua 6onblUe, YEM OH €€, 1 3TO YyBCTBO He MOoracsio
[aXe nocsie Toro, Kak ApceHuit ANeKCaHAPOBMUY OCTABU/ UX CEMBIO.

B «HocTtanbrum», Kasanocb 6bl, NoseTa HET BOBCE, HO MMeeTCA cLie-
Ha, HANOMMHAOLLAA IEBUTALMIO KOMMNO3ULMOHHO. [0pYaKkos, KOToporo,
KaK M 0TUa B «3epKane», urpaet Oner AHKOBCKUIA, BHOBb CTOUT Ha NoAy,
TOrAa Kak ero »keHa Mapus NexuT Ha KpoBaTH, byayum Ha cHocsax. Mex-
Ay HAMM B 3TOM MeTadhopnYECcKOM U CHOBMAYECKOM 3MM304€e BOBCE He
noboBb, a, CKOpee, HOCTaNbIMA. BHelwHe noxoxKe, Aa He TOo Xe.

N3 Punoma B puabm TapKOBCKOrO KOUYHOT CLEHbI «NOMETOBY» Haj,
CBOEOOpPA3HbIMU «HATIOPMOPTAMM», MNPEACTaBAAIWMMN COBOM, Kak
npaswuio, NpeaenbHoe BONIOWeEHME MaTepUanbHOro, B NPOTUBOBEC Ay-
xoBHOMY (cm. BuaeodparmeHT Ne 8 — https://youtu.be/rOlIPVprFak).
B «XepTBONpUHOLWEHNNY NOA0OHbIX 3NM30408B A4Ba. O4UH U3 HUX — TOT,
roe Kamepa He neprneHAMKyNspHa NOBEPXHOCTM, a 3aneyaT/ieBaeT Kap-
TWUHY B NEepCreKTUBe, HaNOMWHAET aHaNOrMYHbIA nonet u3 «Hoctanb-
TMU» Haj, UCKYCCTBEHHbIM NaHAawadTom. [pyroi e Noxox Ha cTaBLunii
XpectoMmaTuiiHbiM HaTiopMopT n3 «Crankepa». bonee Toro, ecnn pas-
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BEPHYTb HanpaBieHWe ABUKEHMSA, TO CTAHET 3aMETHOM eLle M 6A130CTb,
a TaKKe HenocTOSHCTBO CKOPOCTEN.

Mpexae mMmbl OTMEYann, raBHbiM 06pa3om, BU3yasibHble PpEMUHMC-
LEeHLMM, HO eCTb U Te, YTO MMELOT Bonee TPaANUMOHHYIO, TUTEPATYPHY!O,
TEKCTOBYl0 Npupoay. BcnomHum, Hanpumep, ApocTHbI cnop Kpuca u
CapTopuyca B «Consipuce», NPOUCXOAAWMI B AEHb poXKaeHMsA CHayTa.
AHaNOIMYHO TPAANUMOHHASA, Ka3anoch Obl, exkefHeBHan ccopa AneKcaH-
Apa v Agenangpl B « KepTBONPUHOLLIEHUM» TAKKe 3aneyatieHa B AeHb
PO AEeHUA raBbl cemMeicTBa. B 060Mx cnydanx UMeHHo $aKT npa3gHuKa
ncnonb3yeTcsa AN Toro, YTobbl YrOoMOHMTb CNOPLLMKOB (CMm. Buageodpar-
meHT Ne 9 — https://youtu.be/BX5w3mngwR8).

Opyroit npumep, poaHawmin «Conapuc» ¢ nocneaHum uab-
MOM pexuccepa — MbITbe pyk (cm. BugeodparmeHt Ne 10 —
https://youtu.be/HOgsaxnLkFo). Kpucy ux moeTt monogas matb, noce-
TUBLWIAA ero B YepHo-6enom ¢aHtazme. CornacHo MHTepnpeTaumm ca-
MOTO pexuccepa, B 4aHHOM C/lyyae OHa Bonaowaer obpa3 poAuHbl U
noTomy Bonpoc: «lae Tbl TaK U3rBa3fanca?» — MMeeT BaXKHOe MMPOBO3-
3peHYecKoe 3HaYeHue. KpynHblii NaaH 3anadkaHHOM pyku Kpuca yeTko
pudmyeTca C rpA3HON KUCTbo NepeBogumLbl EBreHnn ns «Hoctanbrmm»
BO cHe lopyakoBa. OgHaKo 6onee ¢yHAAMEHTA/IbHbBIA XapaKTep HOCUT
napannenb YyNnoMaAHYTON CLEHbI C Tem, Kak Mapusa moeT ynasuwero no
Jopore K HeW ¢ Benocunega AnekcaHapa: «Henb3s ke XxoguTb C Taku-
MW IPA3HBIMM PyKamMmn», — 3TO He BOMPOC, HO YOMOPHasA KOHCTaTaums B
pamMKax npeaesibHO BeX/MBOro obpalyeHus ¢ roctemM. OHa UCXOAMUT He
OoT MeTadopMNYECKOM POAUHBI, HO OT BCe Bosiee peasnbHOro 3amnagHoro
MMPa, B KOTOPOM peXKUCCEP HALLEN CBOE NPUCTaHULLE.

MepeyeHb NoAobHbIX Napannenein MoHo 6blno O6bl NpoAocaKaTb.
OTMeTMM U MNoABJEHUE APKUX, LUBETHbIX PenpoayKuumii MKoH AHapen
Py6bnesa B gecaTypMpoBaHHOM «KepTBOMPUHOLIEHUM» — 3TO NpAMas
OTCbIJIKA K KapTUHe 06 MKOHOMWCLIE, BHOBb 3aMblKaloWwan Kpyr pabot
TapKoBcKkoro. Ho 3agaya HacToAwen cTaTbW HE COCTOUT B TOM, YTODbI
€034aTb MNOJIHbIA CMMUCOK aBTOPEMUHUCLEHUMNA. KaK 3TO HepeaKo Obl-
BaeT B AMCKypce TBOpYecTBa 06CYXKAaeMoro pexuccepa, BarKHee He
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0aTb OTBET, HO NOCTaBUTb BOMPOC. MTaK, HAaCKO/MIbKO e OCO3HaHHbI 1
3annaHMpoBaHbl 6blM 414 aBTOpa 3TU UMTaTbl? Mcxoaa us cueHapues,
60/IbLUIMHCTBO YNOMAHYTbIX 3NU3040B U AeTanell poaunocb TONbKO Ha
naouwaake — 3To 06blYHasA NPaKTMKA TapKOBCKOro. A NOCKO/bKY OH He
obcy»Kaan ux BNOCAeACTBUN HU B MHTEPBbLIO, HU B KHUrE «3anevyaTieH-
HOe Bpems», KOTOpaa PacKpbIiBaeT reHe3nc MHorMx ob6pasos, BO3bMeM
Ha ceba cmMenocTb YTBEepPXKAaTb, YTO, NO KpalHen mepe, Aa/leKo He Bce
M3 HUX BO3HUKAWN yMbILWIeHHO. Bonee Toro, BepoATHO, He Kaxaasa bbina
Aaxe oTpednekcuposaHa. CnenoBaTesibHO, MOMMMO MPOYEro, aBTOLM-
TaTbl B «*KepTBONPMHOLWEHUNY» NO3BOAIOT FOBOPUTb O HEOTTOPNKUMbIX
KauyecTBEHHbIX 0CcobeHHOCTAX 0bpasHOro noyepka pexuccepa, Mme-
IOWNUX MEeCcTo Hapsaay C YNOMWHaBLUMMUCA paHee TUMOJIOTMYECKUMU.
A MMEHHO: 0 «COBCTBEHHOM CKOPOCTM» ABMMEHMA NaaHa, NpeanoyTu-
TeNbHbIX IeNKax 1L, ecTeCTBEHHON MebIMPOBKE MHTEPLEPOB M NMPOYUX
KOMMO3ULUMOHHbIX CBOMCTBAaX NPOCTPaAHCTBA, 06 MHBAPMAHTHbIX CIOXKET-
HbIX AeTaNAX, Pa3BUTUN ANANIOTOB U MHOTOM APYrOM.

B cmbicne uMTUpPOBaHUA «HepTBOMpPUHOLLIEHNE» cO3gaeT uepap-
XUIO HE TO/IbKO U He CTO/IbKO XY40KeCTBEHHbIX MPUCTPACTUI pesknccepa,
HO ynops04YMBaeT ero cobcTBeHHOe TBOpYEecTBO. ITO, B CBOKO oYepeab,
CTaHOBUTCA elle OAHWUM NOBOAOM AAs TOro, YTobbl CUMTATb AAHHbIN
dunnbm becnpeueaeHTHbIM B UICTOPUM KMHO.
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B MOMCKAX HOBOTO B3IMAAA.
OBPA3 POCCHUUN B NOJIbCKOM
COBPEMEHHOM
AOKYMEHTA/ZIBHOM KVUHO

AHHOTauua. B ctaTbe aHanusuMpyeTca obpa3 Poccum B MOAbCKOM coBpe-
MEHHOM O0KYMEHTaZIbHOM KMHO. PyccKue MpuHag/iexaT K YMCy Hauui, K
KOTOpbIM nogasnstouiee 60NbWUHCTBO XuTeneit Monblwm OTHOCATCA Henpu-
A3HeHHo. CylecTByeT npeHebpexuntenbHoe onpeaeneHne «pPycak», OTHO-
caweecs K xutenam scero 6biBwero CCCP, HE3aBUCUMMO OT UX HbIHELLHEN
rocyfapcTBEHHON NpuHaanexHoctn. Ana 65% nonskos Poccua asnsetca
Yyrpo3oi HauuoHanbHoW 6e3onacHOCTM cTpaHbl. C 04HOM CTOPOHbI, 0bpas
Poccum 1 pycckux B cpeacTBax MaccoBOM MHPOPMALMM U KMHO BAWAET Ha
$dopMMpOBaHNE CTEPEOTUMOB, HO C APYIOM — HA NPEeACTaBAEHUA peXxXucce-
POB BAMAOT YCTOABLUMECA B NO/IbCKOM CO3HAHMM CTEPEOTUNbI. bonbLoi pe-
30HaHC BbI3Ban NPOEKT «Monbla-Poccma. HoBbil B3rag» — LMK NONAbCKUX
N POCCUMCKUX AOKYMEHTa/bHbIX GUAbMOB, CHATbIX CTyAEHTaMMU BeayLux
MOMbCKUX U POCCUMCKUX KMHOLIKO/. ITOT NPOEKT a1 BO3SMOXKHOCTb NOHATH,
KaK 4,Ba COCeAHMX rocyAapcTBa CMOTPAT ApYr Ha gpyra. Co3gatenv ¢puibmos
nNpUHaanexaT K nokoneHuto, poguewemyca B 1980-e, TeopeTUyecKkn CBO-
60 HOMY OT NpeApaccyaKoB No OTHOLEHUIO K Poccun, Beab OHM POCAK yiKe
B AeMOKpaTuyeckoi Monble. MpMHMMas BO BHUMaHUE XYLOXECTBEHHblEe
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CPeAcTBa M UAEO0NOrMYECKUiA Nocbin GUAbMOB, BONBLLUMHCTBO M3 HUX NOA-
TBEPXAAET cTepeoTunbl 0 Poccmn. YacTb pexxunccepos nccnegyet ropoackoe
NPOCTPAHCTBO M HAXOAWUT CBOWX FrepoOeB Cpefyr HOBbIX PYCCKMX, MacCaKu-
POB 3NEKTPUYKM UK 0bUTaTeNell KOMMYHaNbHON KBAapPTUPbI, HO CTUAUCTU-
Ka 3TUX NeHT 6nkKe K TeeBU3MOHHOMY pernopTaxKy, Yem K NOAHOLEHHbIM
aBTOPCKMM BbICKa3blBaHMAM. VCKNOYEHUAMM ABAAKOTCA KapTUHbI, CHATble
B. Kacnepckum, P. Ckanbcknum 1 M. CayTepom, KOTopble OTIMYAET aBTOPCKUM
CTWNb U MHTEPECHbIE XYA0KECTBEHHbIE peweHus. MM uHTepecHee nepuode-
pusa: Kacnepckuit u Caytep CHUManu BAanu ot 60/IbLINX FOPOA0B — B lOME
Ha oTwube Ha AnTae («CemeHa») 1 B TaexKHOM nocenke («Mepsblit AeHbY).
Mo 3aBepweHumn npoekta «lonbwa — Poccua. HoBbIN B3raA» HEKOTOPbIE
pexuccepbl CHOBA npuexanu B Poccutio, 4tobbl cHUMaTh: Kacnepckuii B ncu-
XmaTtpuyeckon 6onbHULe B Cnbupu, CTacuk B KageTCKOM yuuauue B MeHse.
OTAeNbHO CTOUT YNOMAHYTb OAUH M3 CaMbIX YCMELHbIX NMOAbCKUX AOKYMEH-
TasbHbIX PUAbMOB NnocneaHux net — «Over the Limit» MapTbl Mpyc, nocss-
LEHHbIA UCKOHHO pyccKOMy GeHOMEeHy — XYAO0MKEeCTBEHHOM MMMHacTUKe.
KnioueBble cnoBa: ctepeoTun, AOKYMEHTa/lbHOE KMHO, MONAbCKO-POCCUI-
CKMe OTHOLUeHUA, HOBbIN B3rnag, Poccua

ANNA SAJEWICZ

Jagiellonian University

Krakow, Poland
ORCID:0000-0002-8041-0047
e-mail: anna.sajewicz@gmail.com

IN SEARCH OF A NEW GAZE.
IMAGE OF RUSSIA IN CONTEMPORARY
POLISH DOCUMENTARY CINEMA

Abstract. The article analyses the image of Russia in contemporary Polish
documentary cinema. Russians are a nation disliked by the overwhelming
majority of Poles. There is a derogatory Polish word, rusek, which refers to all
inhabitants of the former Soviet Union regardless of their current citizenship.
For 65% of Poles, Russia is a threat to their national security. On the one
hand, the image of Russia and Russians in mass media and cinema influences
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generation of stereotypes but on the other hand, the filmmakers’ notions are
impacted by stereotypes well-established in Polish minds. Russia—Poland.
A New Gaze project—a series of Polish and Russian documentary films shot by
students of leading Polish and Russian film schools—sparked a massive public
outcry. This project made it possible to understand how the two neighboring
countries view each other. Film directors belong to the generation born in
the 1980’s that is supposedly free of prejudice against Russia, since it grew
up in the already democratic Poland. Taking into consideration the films’
artistic means and the ideological message, the majority of them confirms
the stereotypes about Russia. Some of the directors explore urban spaces
and find their characters among New Russians, passengers of elektrichka
suburban train or inhabitants of a communal flat, but stylistically these films
are closer to television broadcasts than to a full-fledged auteur statement.
Films by W. Kasperski, R. Skalski and M. Sauter are the exceptions, with their
original style and interesting visual language. They are more interested in
the periphery: Kasperski and Sauter shot their films far from big cities—in
a remote house in the Altai Mountains (The Seeds) or in a taiga village (The
First Day). Upon completion of Russia—Poland. A New Gaze project, some
of the directors went back to Russia to shoot their next films: Kasperski, in
a mental health institution in Siberia; Stasik, in Cadet School in Penza. It is
worth mentioning one of the most successful Polish documentary films in
recent years—Over the Limit by Marta Prus, devoted to a time-honored
Russian phenomenon of rhythmic gymnastics.

Keywords: stereotype, documentary cinema, Polish-Russian relations, new
gaze, Russia

CTepeoTunsl 1 Npeapaccyaky ABNAIOTCA OAHMM M3 BayKHEMNLNX npe-
NATCTBUIA B MEKKY/bTYPHOM KOMMYHUKaUUWN. ITHUYECKUE CTEPEeoTUbl
— 3T0 3adUKCMPOBAHHbIE, YNPOLLEHHblIE U 0606LEHHbIE NpeacTaBae-
HUSA O TUMNYHbIX YepTax AaHHOM 3THUYecKou rpynnbl (1, c. 80). YuuTbiBas
B3aMMOOTHOLLEHWA MNOMAKOB U APYrMX HAPOL0B, OTHOLIEHWUA C PYCCKUMU
bonblue, yem apyrue, oTarolleHbl ctepeotnnamu (2, c. 49). Cpegi MHo-
ecTBa (aKToOpOB, BAMAIOWMX Ha MOSbCKO-POCCUMCKME OTHOLUEHMA U
dbopmmMpoBaHMe CTEPEOTUNOB M NPeapPacCy4KoB, CTOMT Ha3BaTb UCTOPUIO
NMONbCKO-POCCUMCKUX OTHOLIEHMUI, 06pa3 Poccum u pycckmMx B MOAbCKUX
CMMU, Tekywme cobbiTMa noamTudeckom xunsHu (3, c. 49). Ha nonbcko-
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POCCUIACKME OTHOLIEHMWA CUAbHO NOBAMAIA UCTOPUA U HEMANOE KoNuYe-
CTBO BOOPYXKEHHbIX KOHOIMKTOB MEX Y 3TUMM CTpaHamM (Tam ke, c. 50).
CrepeoTunbl 0 Poccun n pycckMx o4eHb YacTo CTaHOBATCA npeame-
TOM MHTepeca MoMbCKMUX COLMONOroB. PesaynbTatbl UX uccnenoBaHuin co-
BCEM HE ONTUMMUCTUYHBI: MONAKN HA3bIBAIOT TaKMe 0COBEHHOCTU PYCCKUX,
Kak 3n1oynotpebneHne ankoronem, HULLETY, OTCYTCTBME AUCUMNAUHLI (4,
. 99). CTOUT OTMETUTb, YTO CTEPEOTUIN POCCUAHMHA B CO3HAHMM NONMAKOB
TECHO CBA3aH C 0O6Pa3oM «pPYCCKOrO»: PYCCKUW, UAN «PYCIK» — 3TO He
TO/IbKO POCCUAHMH, HO TaKKe apyrue xutenm obiswero CCCP, ocobeHHO
cnaeaHe — 6enopychbl, yKpauHLbl U B MEHbLLEN CTeneHn npeacTaBuTeny
APYruxX Hauuiy, KoTopble B MO/SIbCKOM CO3HAHWM CAUBAOTCA B €AWHYIO
«PYCCKYHO» MacCCy, XapaKTepu3yroLLyoCa TaKUMKU OTPULATE/IbHbIMU Yep-
Tamu, Kak OTCTa/I0CTb, a/Ikoronnsm, nexb (4, c. 99). B 2018 roay B pamKax
BbIACHEHMA 06LLLECTBEHHOTO MHEHUS aMepUKaHCKan KomnaHusa PEW npo-
Bena onpoc B 38 cTpaHax, B Tom yncae B 10 ctpaHax EBpocotosa, oTHoCK-
TeNbHO TOrO0, KaK ¥MUTeNU 3TUX CTPaH OLEeHMBALOT Yrpo3y co cTopoHbl CLLA,
Poccuun, Kutas n Ucnamckoro rocygapctea. 65% onpoLlieHHbIX NONAKOB
OTBETW/IO, YTO Caman 6O/blIAA Yrpo3a OXKMAAETCA CO CTOPOHbI Poccum.
Pycckue HeEM3MEHHO OTHOCATCA K YMCAY HaLMIA, K KOTOPbIM NogdasastoLuee
60/1bLIMHCTBO KuTenen NonbliM OTHOCUMTCA HENPUASHEHHO, U TO/IbKO He-
60/1bLION NPOLEHT OMNPOLIEHHbIX UCMbITbIBAaET cumnaTuio. B 2015 roay,
cornacHo uccnegosaHuam LLMOM (OBOP), 22% nonakoB AeKnapupoBanu
cumnatuio, 23% — 6e3pasnnune, 50% — HenpuaAsHeb (5, c. 2). Bonee nono-
BUHbI }KuTenew Monblum BCce-Takm Cymenu Ha3BaTb NOJIOXKMUTENbHbIE Kaye-
CTBa PYCCKMX, KOTOPbIE NonAKkam HpasaTcA. Cpegmn HUX — rocTenpumMmMmcTBO
n cepaeUHocTb (57%), CMNbHBIN XapaKTep U BbIHOCAUBOCTDL (24%), Ntob0Bb
K My3blKe, TaHLLaM, MEeHUIO U pasHbiM pa3siedeHnam (20%), MCKPEHHOCTb
(10%). B pagy HeraTMBHbIX KayecTB MONAKM Ha3BaAM HEBPEXKHOCTb U
BpaxaebHocTb (31%), 3noynotpebneHune ankoronem (30%), npecTynHocTb
(19%), 6eckynbrypbe (12%), skcnaHcuBHoCTb (10%) (6, c. 114-115).
YunTbiBaA 06Uy UCTOPUIO, MHOFOBEKOBbIE KOHTaKTbl, 61130CTb
A3BIKOB W KY/NbTYP, @ TaKXKe poJib, KOTOPYIO UrpaeT Poccma B MUPOBOLA
NONIUTMKE U IKOHOMMKE, HEYAMBUTE/bHO, YTO Poccma 1 pycckme 3aHUma-
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0T 3HaYMMOE MECTO B MOJIbCKOM CO3HaHuu (7, c. 2). 3HaHuA o Poccum B
Monbwe GopmUpPyeT HE HEMNOCPEACTBEHHbI OMbIT, 3 BTOPUYHbIE UCTOY-
HUKN — KYPHaNUCTUKA, nTepaTypa, TeNeBuaeHNe U KUHO.

KWMHO — rnaBHbIiA NOTPebUTeb U pacnpoCTPaHUTE b CTEPEOTUNOB,
HO AOKYMEHTa/bHOEe KMHO MMEET OrpOMHbIN MOTEHLUMAN MEXKKYAbTYpP-
Horo agmanora — cornacHo Kwunwrtody KecbneBckomy, LOKYMEHTabHbIN
dUAbM MMeeT AMCKYPCUBHYIO KOMMO3WLMIO, KOTOpaA 3aKatouyaerca B
Pas3BUTUN MbICAN, UAEWN, aBTOPCKOTO MOC/AaHMA, 3TO BbICKa3blBaHWe, ro-
noc B anckyccum (8, c. 8).

NOJIbLWA — POCCUA. HOBbIW B3rNAL,

MpoeKToM, KOTOpPbI/ Bbi3Bas HO/bLION PE30HAHC, ABASETCA LMK
MOJIbCKMX U POCCUMCKUX LOKYMEHTasbHbIX duabmos «losblwa-Poccus.
HoBblii B3rnag», opraHn3oBaHHbIA UHCTUTYTOM Asama MuLKeBuya npu
noaAepKKe NoAbCKUX U POCCUMNCKUX KMHOLWKOA. [Monblly npeacTaBnsam
CTyAeHTbl focyaapCcTBEHHOM BbICLLENM WKObI KUHeMaTorpada, Tenesnge-
HUWA 1 TeaTpa um. JleoHa LLnnnepa B Sloasn, KnHowkonbl AHAKeA Banapl
B Bapwase, Pakynbteta pagno n tenesmaeHma CMaesckoro yHMBepCu-
TeTa B KaTtoBuuax. C pOCCUIACKOM CTOPOHbI y4acTue NMPUHAAN CTYLEHTDI
Bcepoccuiickoro rocyaapCTBEHHOIO MHCTUTYTA KUHEMATOrpadum MMeHu
C.A. TepacnmoBa B MockBe, CaHKT-lNeTepbyprckoro rocynapcTBeHHoro
MHCTUTYTA KMHO M TenesmnaeHma 1 BbiCLuMX KypcoB CLLEHAPUCTOB U pe-
Xuccepos B Mockse.

B pamkax AByx 3Tanos MpoeKkTa — MacTep-KaaccoB ANnA AOKY-
MeHTanuctos mn3 Monbwn u Poccuun, B 2006 n 2007 rogax 6bl10 CHATO
12 ¢unbmos o Poccum v Mosblue. Pexkunccepbl OTHOCUMAUCH K MOKONEHUIO
poausmnxca 8 1980-e rogbl, U, Ka3zanocb 6bl, He MMERLLUX Npeapaccys-
KOB MO OTHOLWEHMIO K Poccuun, B 0TMUMe OT cBOMX poguTenen. Bocemb
OOKYMEHTANbHbIX GUIbMOB, CHATbIX B Poccum monoabimum nonsakamu,
[OKasann, Kak TPyAHO M30aBUTbCS OT YCTOABLUMXCA CTEPEOTMNOB, —
B BO/bLUMHCTBE C/lyYaeB 06elaHHbIN «HOBbI B3rA4» OKa3asca B3rs-
O0M, XOpowo 3HaKoMbIM. O4HAKO CTOUT OLUEHUTb YCUAUA PEXUCCEPOB,
KOTOpble NbITa/IMCb NPUAATb CBOEMY «B3rNsSAY» YepTbl UHAMBUAYANbHO-
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ro Ka4yeCTBEHHOrO Xy[AOXKECTBEHHOrO BbICKA3blBAHUA, MUMEIOLLErO YHU-
BepcasibHOe 3HayeHue.

LJOKYMEHTaNNCT YacTo HayMHaeT cBoto paboTy ¢ MOUCKOB MecTa.
fopoackoe NPOCTPAaHCTBO BAOXHOBMAO ABYX PEXMUCCEPOB Ha CO3daHue
«BM3yanbHbIX N0am» — lMeTpa Cracuka, aBTopa «7 x MockBa», n Maues
LlycK3, CHABLLUEro «D/IEKTPUYKYY.

®unbm CTacMka — 3TO KOMNAXK 3BYKOB M 06pa3oB, ceMb JOATUX Ka-
OPOB, NPeACTaBAAOWMX CEMb Pa3HbIX 061MKoB ropoaa (9, c. 19). Tem He
MeHee, CKnagblBaeTca BneyatieHune, 4To B3rnag CtacMka — 370 B3rAg,
TYpUCTa: NOKasblBaa ropos, 3acTPABLUMA MeXKAY KOMMYHUCTUYECKUM
NMPOLW/IbIM M MEYTamMM O CBET/IOM ByayLiem, OH OKa3blBaeTca NpuLlenb-
LeM M3 «3arpaHuLbl», KOTOPbIN CTaZIKUBAETCA C HEMHOMXKO CMELLIHOW,
HEMHOXKO CTPALUHOW U He [0 KOHLLA MOHATHOMN «BOCTOYHOM» 3K30TUKOM.

Yke B 3TOM Puibme 3aMeTHbI XapaKTepHble 4epTbl cTuaA CTacuka
— OH CHMMaAET BM3YyasibHble NO3Mbl — OTCYTCTBME 3aKaZpOBOro aBTop-
CKOro KOMMEHTApPMA NO3BOAAET COCPEAOTOUMUTCA HA COAEPIKAHMM Kaapa,
KOTOPbIN 3aBOPAXKMBAET, TMNHOTU3NPYET. TOT Ke NoAX04, pexunccep no-
sTopun cnycta 10 net 8 punbme «21 x Hoto-Mopk».

MoXoXKuit Npuem NpUMeHsieT B «IneKkTpunuke» n Mauel Llycks, Ha-
6110430 32 NaccaxkMpamm NPUropoaHOro Noesaa U Hamekasa Ha Kaaccu-
Ka «nyTeBoM» nuTepatypbl BeHeguKta Epodeesa. Kak u Cracuk, Llycks
OTKa3blBaeTCA OT aBTOPCKOr0 KOMMEHTapusA, NO3BOAA rOBOPUTL 06pa-
3aM — MopTpeTam npeactaBuUTeNei poccuiickoro obuiectsa. OH Haxo-
OMT KOJIOPUTHbBIX MEPCOHAXKEN U KypbesHble CUTyauun, HO AenaeT 370
C UPOHMEN N YyBCTBOM tOMOpPA. MUKPOMMUP 3EKTPUYKM C Bpoaaummm
My3blKaHTaMK, NPOAABLAMM, TPOMKO PEKNAMUPYIOLLMMM CBOU TOBapbI,
— MmeTadopa Bcero poccuickoro obuiectsa Hayana XXI Beka, metadopa
He o4YeHb rnyboKasn, Ho bnrarogaps NUTEPATYPHOMY KOHTEKCTY U loMOpy
Llycka nsberaet HaMBHOCTU U YN/IOLLEHHOCTY.

TaK»Ke B rOPOACKOM MPOCTPAHCTBE CBOMX repoeB Hawan bapbapa
BsanoBoHC B « MOCKOBCKOM KeHe» 1M KaponuHa Bensascka B «bennHCKo-
ro, 6». Xyao*KecTBeHHble pelweHns B 3TUX Guabmax oyeHb 6N3KKM Te-
NIEBU3NOHHOMN CTUINCTUKE, OHU Gosiee MOXOXW Ha penopTaxK, MHOraa
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HaNnoOMWHaLWMI NtobuTeNbCKNEe CbeMKU. OAHAKO CTOUT MOMHUTb, YTO
GUAbMbI CHUMANUCh B KMOJIEBbIX YC/IOBUAXY 32 OYEHb KOPOTKOE BPEMS.

®dunnbm bANOBOHC 43T UMEHHO TO, YETO OXKMUAAET NONbCKUIA 3PUTEND,
— HabnoaeHWe 3a KU3HbIO KHOBbIX PYCCKUX»: BpUaiMaHTaMu, Mmpamo-
POM WM POCKOWHbIMM MallMHaMK Ha GOHe TPYCTHOM AeNCTBUTENBHOCTU
ropoga-moHcTpa — MOCKBbI. 3Ta NOKa3Has POCKOLb AO/TKHA MPUKPbLITH
MyCTOTY, KOTOPYIO OLLYLLAET FePOUHA, MLLYLLAA CMbIC/T CBOETO CYyL,eCTBO-
BaHWA: OHa MbITAeTCA BbIPa3nUTb CEOA C NOMOLLbIO XYLOKECTBEHHOM Ae-
ATENbHOCTU — KYPCOB KMHOpPEXKMCCypbl. Ho ee BHYTpeHHWe Tep3aHus B
dunbme BANOBOHC NONYYAKOTCA NIOCKUMM, MPETEHLMO3HBIMM U BbI3blBa-
0T YCMELLKY. Y perkuccepa He NoJsilyynioch YCTaHOBUTL IybOKylo CBA3b
C repoviHein, KoTopas B NPUCYTCTBUU Kamepbl MOCTOSIHHO CO34aeT HOBbIN
0bpas cebs, 4To AnwaeT GUAbM ayTEHTUYHOCTU. He coBcem MOHATHO,
ABNAETCA I OH UPOHUYECKMM KOMMEHTAPMEM UAW MNPOBAJIbHOMN MOMbIT-
KO M306parKeHUs 30/10TON KNETKM, Nober N3 KOTOPOK NbITaeTca coBep-
LUMTb MOCKOBCKas KeHa. B uesnom sToT ¢puabm — NpoayKT CTePeoTUNHOTO
MbILLJIEHUSA KaK FrepoMHM 0 camoit cebe, Tak U perkuccepa o0 CBOEM repoe.

Ha pgpyrom nontoce Haxoautca KaponuHa bensiBecka n ee ¢uibm
«BenuMHcKkoro, 6» — KOMIIEKTUBHbIN NMOPTPET KUTENEN NMUTEPCKON KOM-
MYHasiKku, rae B HeboNbLIOM NPOCTPAHCTBE BCTPEYAOTCA pasHble Yeno-
BeYECKMe TUMbl — Napa MONOAbIX XYA0KHMUKOB, YKe HEMO/1040/1 KOMMo-
3UTOP, HauMHaWUe NpeanpuHUMaTENN C KPUMUHANABbHBIM MPOLUAbIM.
Bce oHU XMUBYT BHEe Mupa 60oratbix U ycnewHblX — B TECHOM, 3arPOMOX-
AEHHOM MPOCTPAHCTBE, BOPHOTCS C HEMPOCTOM SKOHOMUYECKOM CUTYALMU-
el U, KaKk rOBOPUT OAMH M3 repoeBs, HaYMHAKOT BEPUTb, YTO MEYTaTb Bpea-
Ho. MNeTepbypr benasckor — ropog Ny3epoB M 6e306MAHbIX YyAaAKOB,
XUBYLIMX B YC0BUAX, O KOTOPbIX Monblua NpeanoymntaeT He BCMNOMM-
HaTb. OaHaKo bensBcKa BbIXOAWUT 3a Npedenbl 06bl4HOro HabnwaeHusA
W cTapaeTcs nepeaaTb obLieyeoBeYecKuii onbIT. Y Hee 3To noJsyyaeTca
HaMHOro yaayHee, Yem y banoBoHc B « MOCKOBCKOM XKeHe».

CBoe BMAEHME YeI0BeYECKOro onbiTa packpbisaeT Padan CranbcKu
B dunbme «52 npoueHTa». 52% — mnaeanbHOE COOTHOLLIEHUE AJIUHbI HOT
n pocTta 6anepuHsbl. feponHsa dunbma — 11-netHsaa Anna, KotTopas nNbiTa-
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€TCA MNOCTYNUTb B NPECTUKHYIO AKagemuio pycckoro baneta umenu A. Ba-
raHoBol B CaHKT-MeTepbypre. Horn Annbl CIMWKOM KOPOTKUE, U AEBOYKE
NpUAeTCcA TPEHNPOBATLCA 2 MecaLa, YTobbl UX «YAAUHUTbY. baner — Tu-
NMUYHO pyccKaa Tema, Ho CKa/libCKOMY MHTepecHee MoKas3aTb OrPOMHYHO
PEeLNTENbHOCTb U CTapaTenbHoCcTb Anbl, ee 6opbby C orpaHUYEHUAMM
cobcTBeHHOro Tena. HabnoaeHue 3a 4eBOYKOM C 6/IM3KOro paccTosHMS, 3a
€e YTOMUTENbHbIMW TPEHUPOBKAMM A0OMa U Nnepes, KOMUCCUEN 0CBODOM-
AaeT GUIbM OT HaBA3YMBOMN KPYCCKOCTM» U AAET UMNYAbC K pedaekcum
Ha Temy Boau K Bopbbe, cTpeMneHus K Tomy, 4Tobbl BCe MeUTbl CObIIUCH.
Akagemua 6aneta NokasaHa Kak MHCTUTYUMOHAbHAA MalMHa — cUCTe-
Ma B/1aCTH, KOTOPan OTHOCUTCA K YesIoBeKy Kak K npeameTy. KpoxoTHbie
tOHble BanepuHbl KaxKyTcA COBEPLUEHHO 6e33alMTHLIMKU B CTO/IKHOBEHWUM
¢ 6ecyenoBeyYHOCTbIO NPUEMHOM KoMUCCUU. CbeEMKA B aCKETUYHOM CTUE,
MHOXeCTBO KPYMHbIX N1aHOB U NpPpoAyMaHHaA APamaTyprnyecKkaa cxema
CBMAETENbCTBYIOT 0 TOM, UTO CKa/NIbCKM Y3Ke B Hayasle CBOEro TBOPYECKOro
NyTW NO/1b30BAJICA BbIPA3UTENbHbIMW XYA0KECTBEHHbIMW CPeACTBaMMU.

NEPUDEPUA

Boann ot 6onbluMX ropogos NPOUCXOAUT AeUCTBUE ABYX Cleadyto-
wmx punbmoB LuMkna — «CemeHa» Bonuexa Kacnepckoro un «lMepBbii
AeHb» MapuuHa CayTepa. «f He 3Han Huyero npo Poccuto, Kpome Nu-
TepaTypbl, — /106110 PYCCKYIO KNaccuKky n ComKeHuLbIHA», — NPU3Ha-
Banca Kacnepcku. M3HavyanbHO OH XoTen cHATb Guabm o cobupaTtensx
atOMUMHWEBOrO METa/110/1I0Ma — OCKOJ/IKOB KOCMMUYECKUX PAKeT, O4HAKO
CBOMX repoes BCTPETWU B Apyrom mecrte: «CemeHa» Obln CHATbI Ha Anl-
Tae, B JOoMe Ha OTwube, rae *KMBET CEMbA, OTMEYEHHAA NeYyaTbio rpe-
Xa — caMoybuiicTBOM pebeHKa, KOTOpbI He BblAepKaa aNKkoroamsma u
NMCUXMYECKOTO PACCTPOCTBA MaTepu. [epoun XKMUBYT B KpalHeln HueTe:
3a OCTa/IbHbIMU AETbMW, AOMOM U BO/MBbHOMN KEHOWN yXaXKMBaeT oTel,
KOTOpPbIV CTapaeTcs He cAaBaTbCA YrHeTaloLlen aencTteuTenbHoCTM bes
npobnecka Hagexabl. Kacnepcku HabtogaeT 3a 3STUM MUPOM C HEODbIK-
HOBEHHOW YYTKOCTbIO U MPOHULATE/IbHOCTBIO, XOTA HA TOT MOMEHT OH
6bl1 BCEro /IMLLIb Ha TPETLEM KypCe PeXMCcCcepcKoro dpakynbreta. ATmoc-
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¢depa TaliHbl LapuT BO BceM ¢uabme 61aroaapa odeHb caepKaHHOMY
cTunto — Kacnepcku He roBOpUT HanpAMYHO, HO O4eHb OCTOPOXKHO MpU-
61MXKaeTCA K reposim, CK1aablBaeTcA BreyaT/eHne, YTo CeKpeT PacKpbIT
noyTH cay4yamHo. Mysbika dunmna Macca U Bblaep*kaHHaA B TEMHOW
TOHa/IbHOCTU CbeMKa HeobbIKHOBEHHO TaflaHT/IMBOro onepaTopa LUu-
MOHa JIEHKOBCKOTO — 3TO O4YepeaHoe [0Ka3aTesbcTBO, YTO «CemeHa»
— 3TO AyyWKnit Guabm Bcero npoekTa. OrPOMHYIO POJib TaKKe Urpaet
n3bpaHHOe aBTOPOM MecTo — HeBOObpasumoe OAMHOYECTBO noayep-
KMBaeT TauHCTBEHHan U HegocTynHasa CMbuMpb, YTO YaCTUUYHO BNKUCbIBAET-
CA B CTEPEOTMN «AMKOro BocToKka». M Bce-Taku ciedyeT «NpoCTUTbY 3TO
Kacnepckomy, NOoToMy YTO OH OYEHb YME/IO AEeNaeT 3puUTeneil coyyact-
HUKAaMW PACKPbITUS TaliHbl, KaKoBOM ABAseTcA Poccus. foBOps 0 cBOEM
dunbme, pexkmccep NoAYEPKHYA, YTO AN HEr0 CaMOe BaKHOe — UCTO-
pusa OTAENbHOM NIMYHOCTU, KOTOpaAn CTaHOBMUTCA MeTadopoit U B CBOEN
YHUBEPCANbHOCTM KacaeTca Bcex. Kacnepcku B cBoem neccummnsme 6am-
30K K Cepreto J1o3Huue un ero «®abpuke» naum «MopTpety» (10, c. 136).
Oanekyto Cnbupb Ha beperax O6u nokasan MapuuH CayTep (onepa-
TOop dMAbMa «INEKTPUYKA») B duabme «MepBblil AeHb» — MPEKPACHOW,
TporatenbHOW UCTOPUU ABYX NMEPBOKNACCHMKOB U3 Hebonblon aepes-
HW, KOTOpble OTMPABAAIOTCA B MyTellecTBME B LUKONY-UHTepHaT. Kasa-
NoCb Obl, HUYEro 0CobeHHOro, HO B TYHAPE OHO NpeBpaLLaeTcs B 60pbby
C MaTepueit, NPUPoAON 1 Yenoseyeckon cnabocTblo... KnsHb Tam — 3TO
cepbesHoe ucnbiTaHue. ManbYymKu BEPHYTCA OMOM NULWb IETOM, KOoraa
pacTtaet Ha peke neg. Puabm Caytepa, KOTOPbIN, NpexKae Yem paboTtaTb
B KMHO, bbl1 poTorpadom, AeCTBUTENIBHO MOIOH NMPEKPACHbIX, MOYTK 3T-
HorpaduyecKmx KagpoB — 3aneyaT/ieHHbI AaNeKUi, HEU3BECTHbIN MUP.
Maom cTan Manbumk Anella, K KOTOPOMY Kamepa HeHaBA3YMBO NpUCMa-
TpuBaeTca Becb puibm. «ITa CTpaHa Bcerga MeHs npuenekana. fl Bcerga
CTapalocb OTAENATb PYCCKUX NOAEN, KOTOpPble MHE OYeHb HPaBATCH, OT
NOAUTMKU. MeHs 3aBOPaKMBAIOT pa3mepbl 3TOW CTPaHbl — COBCEM ApY-
ro macwTab, ocTpoTa CoLManbHO Ba*KHbIX TEM Ha Aa/ibHUX pyberkax —
BCE 3TO O4YeHb KnuHemaTorpaduuHo. TpyaHble YCI0BMA KU3HKN, bopbba
npupoaon NpobyKaatoT B l0AAX CepAeYHOCTb M 3a60Ty 0 Apyrom yeso-
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BeKke», — rosoput CayTtep. OH NOAYEPKMBAET, YTO CTAPAETCA MOKA3bIBaTb
PYCCKUX TaK, KaK UX BUAMT, — DOPIOLLUXCA C TAMKENBIMU YCIIOBUAMM KN3-
HU, MYXECTBEHHbIX, C YCTOMYMBON CUCTEMOWN LLEHHOCTEN, He UCMOpPYEH-
HbIX KOHCIOMEPM3MOM, 3aZLlyMUYMBbIX, HO OTKPbITbIX.

®unbmbl npoekta «lonblwa-Poccusa. HoBbIM B3rA4» NoOAyYu-
nm 6onee 60 npu3os Ha decTnBanAx LOKYMEHTa/bHOFO KMHO BO BCEM
Mupe, B Tom ymcne 6onee 20 Harpag nonyumam «CemeHa», noytn 20 —
«52 npougeHTta», 7 — «lepBblt AeHb», 5 — «InekTpuuka». Cpeam HUX
poccuitckana npemma «J1laBp» 3a Ny4Lnii aBTOPCKUIN KOPOTKOMETPAXKHbIM
dunbm ansa KapTuHbl «CemeHa», NPU3 3a IYYWNI KOPOTKOMETPAMKHbIN
OOKYMeHTaNbHbIM ¢unbm Ha dectmsane DOCLISBOA agna «[llepsoro
aHA», npemua JoH KnxoT Ha KpakoBCKOM KMHOdecTMBane «3a YyTKoe U
TOHKOE npeacTaBAeHne HeObbIYHbIX CUTYaL M B MOBCEAHEBHOM }KU3HNY
ana dunbma «INeKTpudKar».

HeKoTopble pexuccepbl CNyCcTA HECKO/IbKO NeT BHOBb Npuexanu B
Poccuto. MNetp Cracuk, asTop «7 x MockBa», noexan B [leH3y, rae B Ka-
AeTcKol wKone cHan «KoHew, neta» (2010). Kak n CKanbckuii B «52 npo-
LEeHTax», OH HabnoAaeT 33 CUCTEMOW, KaKoM ABISAETCA POCCUICKAnA LIKO-
N3, B @aHHOM C/Nly4yae COBEPLUEHHO YHUKANbHOE ABNEHWe — KaJeTCKas
LWKoNa, obyyaroLasn byayLwmx pocCMMUCKUX NaTPUOTOB.

Mogenb o6pa3oBaHuA, KOTOpyk Noka3sbiBaeT CTAacMK, OCHOBaHa
Ha NPUHUMNAX NOAYMHEHUA, Uepapxmum U 6e3ycNnoBHOM AUCUUNAUHDI.
Peakne mOMeHTbI OTAbIXa — 3TO Bpemsa A1 Pa3MbILWIEHN, KOTOPbIMM
HECKONbKO pebAT AeNATCA CO 3pUTENAMU COBCEM «MO-B3pocaomy». s
3TUX «MaNIEHbKUX B3POC/IbIX» KOHEL, IeTa — 3TO KoHel, 6e33ab0THOCTH,
[eTCTBa, BO3MOXKHO, Aaxe KoHel, cBoboabl. [leTy cnopAT o npevmyLle-
ctBe Poccum Hag CLUA, ¢ yBarkeHMeM 1 MHTepecom beceaytoT ¢ reHepa-
JIOM B OTCTaBKe, NpULLIEALIMM Ha YPOK B OpAeHax.

37a NtoboBb K apmun, atmocdhepa, HECKOIbKO HaNoOMUHaoLWas Bpe-
MEHA «XON0AHOW BOWMHbI», AenatT M3 Poccuu cTpaHy, 3acTpsBLUYHO B
MPOLW/IOM, MUIUTAapPU30BaHHYIO, HegpyKeatoOHyto.

B Poccuio TaHyno u Boliuexa Kacnepckoro, pexuccepa xuta «Ce-
MeHa», KOTOpbI CHAN TaM ABa CAeAyrLWmnX AOKYMEHTaNnbHbIX duibma:
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«be3aHy» o cnMbupcKux 3os0ToncKaTensx u «MkoHy» (2016) Bmecte
¢ onepaTtopom Jlykawem Hanem, HOMMUHUPOBAHHbIM Ha «OcCKap» 3a
dunbmbl MNasna MaBAUMKOBCKOro. «MKOHa» — 3TO UCTOPUA NCUXMATPU-
yeckolh 60nbHULbI B AepeBHe AneKcaHapoBckoe MpKyTckoi obnacty,
bbIBLIEN A0PEBOMOLMOHHONM TIOPbMbI, rae rasspad KOpuin Macnos pa-
6oTaet yxke uenbix 50 net. MN10xme ycnoBus B OTAENEHUAX, AEHEXKHbIE
npobaembl, HEXBATKa NEPCOHA/NA U YCTapeBLUME METOAbI JIeYeHUA — BCe
3TO COCTABAAET MPAYHYIO KapTUHY 3abbITOM Borom npoBUHLMK. ITO KO-
NeKTUBHbII NOPTPET NtoAaeln-MapruHanos, KOTopble, HECMOTPA Ha 6es-
BbIXOAHYIO CUTYauUMio U 60/1e3Hb, COXPaHAIOT ONTUMMU3M U CEPAEYHOCTb
— NauMeHTbl MOMOJI0XKE NMOMOTatoT CTapLWMM, NOAAEPKUBAIOT MEPCOHaN
W [ayKe OpraHM3yoT gucKoTekn. MHoraa 3abbiBaellb, YTO NogaBastoLLee
60/1bLUIMHCTBO repoeB GUIbMa HUKOFLAA HE MOKMHYT 3TO MeCTO, NOTOMY
YTO OHW HUKOMY He HYKHbl. Kacnepckunii — monyanmeblil HabaoaaTens,
KOTOPbI B 3TOM CTPALLHOM MUPE NCUXMYECKUX 3a60/1eBaHN ULLLET HOP-
ManbHOCTU. Kamepa 40/ro npucmaTpmBaeTcs K nauueHTKe, Aenatolulen
cebe KyKy 13 TPAMOK, UK K AeBYLUKAM, KOTOPbIe KpacaTcs, YTobbl Now-
TU Ha BONIBHUYHYIO AWUCKOTEKY. [IMCKOTEKA — 3TO O4HA M3 NYYLUMX CUEH
8 dunbme. [JMHAMMYHAA CbEMKA M MOHTAXK B PUTME LWIATEPOB POCCUIA-
CKOM MOM-My3blKM CO3aET OLLyLLeHNe NOIHOIO OTPbIBA OT PeasibHOCTH.
3To noTpAacalowmii ¢Gunbm, KOTOPbIN Yepe3 6e3bICXOA4HYI CUTyauuio
CBOMX repoeB NOJHOCTbIO NepeaeT CUTYaUMio CTPaHbl, NeperKMBatoLLei
OrPOMHbIE COLMasbHbIE NPOBAEMbI: NIOXYI0 MEOULMHCKYIO MOMOLb U
yKacalolee COCTOAHNE OTAANEHHbIX Ha TbICAYM KUTOMETPOB OT MOCKBb!
NMPOBUHUMM, r4e HULLLETA, a/IKOTO/IU3M U NMCUXMYECKUE 3aboneBaHUA Cu-
BAlOTCA B OAMH KOLUMAPHbIN COH.

CoBcem Apyryto peasnbHOCTb MOKasbiBaeT MapTta lpyc B o4eHb
ycnewHom gokymeHTasbHom ¢puabme «Over the Limit», nokopaAowem
cepAua 3puTeneit BoO BCeM mupe. ITo KapTUHa O cnopTe, O4HOM U3 ca-
MbIX «PYCCKMX» €ro BMZOB, B KOTOPOW MpeacTaBAeH MyTb POCCUIACKON
TMMHACTKM PuUTbl MamyH K onMmnuinckomy 3o10Ty. Monogoit pexkuccep
HECKOJIbKO JIET C KAMEPOI CONPOBOXKAANA [MaBHYHO repouHIo, Habaoaasn,
KaK B Hell co3peBaeT CNopTCMEHKa, BeNuKuit bopel. Bropas, He meHee

HAYKA TENIEBUAEHUA Ne 15.3, 2019 99 THE ART AND SCIENCE OF TELEVISION



BaXKHas repounHsA IeHTbl, — bonee yem TpeboBaTeNbHbIN TPEHEP, CTPOoras
n cyposasa NpuHa BuHep, KOTOPYKO HEKOTOPbIE KPUTUKU CPaBHMBANM C
[EeMOHUYECKMM My3blKaibHbIM Neaarorom us dpunbma «OaepHRUMOCTbY»
JambeHa Wasenna. dkcueHTpmyHaa BuHep npeacraBnaer crapyto Tpe-
HEPCKYH0 LKoY, MHOTME ee BOCMUTaHHWULbI — 30/10Tble MeAaIUCTKM,
HO ee becnouwagHble MeToabl MOMYT Bbi3BaTb COMHEHMA. M3maTbiBato-
e TPEHUPOBKM, 3aHMKEHHAA CAMOOLIEHKa, OCKOpbeHNA, HaHOCUMble
TpeHepamu, — 0OblYHbIE 3/1eMEHTbl CMOPTUBHOM KU3HW Putbl. Ee no-
NbITKM NpeoaoneTb camy ceba, cnpaBuTbCA € TPYAHOCTAMU U B CnopTe,
1 B }M3HU lpyc NoKasbiBaeT ybeanTesbHO 1 TporaTesibHO, HECMOTPA Ha
SMOLMOHANbHYIO CAEP*KaHHOCTb MaBHOM repouHu. Ictetnka «Over the
Limit» nHorga HanoMunHaeT My3blKanbHOE BUAEO — 3amMeaJ/IeHHasA CbeMm-
Ka, BUPTyO3Has onepaTopckasa paboTta, AMHAMMUYHBI MOHTaX. Ho Beap B
KOHLLE KOHLIOB OTKa3 OT «FOBOPALLMX FOSIOB» U KMBOK, BHYTPEHHUIN PUTM
KapTUHbI O4EHb NOAXOAAT LOKYMEHTalbHOMY KMHO O CropTe.

Ecnm 0606WmTL TeMbl, KOTOpble 3aTParMBatoT NONAbCKME AOKYMEH-
TaNnCTbl: HepobpoKenaTenbHan, BPaXKAeOHO HACTPOEHHas K Yy¥KaKam
MockBa, 6e3BKyCHble HOBblE PYCCKUE, HEMPUCNOCODNEHHDBIE K KU3HW NK-
TEPCKMe XYAO0KHUKM, BaneTHana WKONA, XYA0KECTBEHHAA TMMHACTUKA, HU-
LLEeTa M 3K30TUKA AANEKOM NPOBUHLMM, €CAN NPUCMOTPETLCA K MeCTam,
KOTOpble OHW BbIOMPAIOT, K TOMY, KaK CMOTPAT Ha AENCTBUTENbHOCTD,
MOXHO 3aMeTUTb, YTO BbIATM 3@ PaMKMK CTepeoTMna O BOCTOYHOM coce-
e oyeHb TpyaHOo. CaMbiMU NyYLWIMMK OKa3anucb GUAbMbI, r4e aBTopbI
npoboBann oMaTb CTEPEOTUN C NOMOLLbIO toMOpa ANBO ANTepaTypPHbIX
KOHTEKCTOB, M1 MeTapopmn3nMpoBaTh NepernBaHNA repoes Ao TaKol cTe-
MeHW, YTO OHM NPUOBPeNU YyHMUBEPCaNbHbIM XapaKkTep. MonfKM nbiTatoTcA
«ocBamBaTb» Poccuio, HO noTpebyeTcs HeMano BpemeHu, Ytobbl 3To Uc-
KpeHHee BOCXWULLEHWE CTPAHOMW MOMN0 NOPOAUTb AEUCTBUTENbHO HOBbIV
B3rnaa. Moxet 6biTb, Npas 6b11 npodeccop AHgKel ae Jlasapu, rosops,
4TO «ecau bbl y PyCcCKMX He BblN0 rocysapcTsa, HO Bblna Kb KyNbTYpPa,
OHMU cTann bbl camoit ntobumont Haumel nonskos» (11, c. 6).
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TEPPUTOPUA UCKYCCTBA,
TEPPUTOPUA CKA3KU

AHHOTauma. Ctatba obpaluaerca K obpasy EBponbl M 3anaga B LEOM, KOH-
CTpyvpyemoro B Tenecepuanax Pecny6nmku Kopes. Heocnabesatowmii UH-
Tepec rMobanbHON ayaUTOPUM K tOXKHOKOPEMCKOM cepuasbHO NPoayKLUn
COYETAEeTCA C OLLYTMMbIM MPUCYTCTBUEM B 3TOM MPOAYKLMMU NPULIEALLNX C
3anaja aHpOBbIX 0COOEHHOCTEW U CHOKETHbIX MOTUBOB, @ TaKXKe LMTaT U
anMo3nii Ha 3anagHble GUNbMbI U cepuanbl. ITO AenaeT 0CO6EHHO HacTo-
ATENbHbIMW BOMPOCHI O TOM, KaK BblAe/UTb «eBPOMNENCKOe» B UMeoLeM
rMbpuaHbIN XapaKTep cepuvanbHOM NOBECTBOBAHMM, KAaKMUE XapaKTEPUCTUKN
€My NPUCBAMBAIOTCA, C MOMOLLBID KaKMX NPUEMOB OHO OMNUCbIBAeTCA. ITOT
Kpyr npobsem HepaspbiBHO CBA3aH € Npobaemoit HauMOHANbHOW camo-
NAeHTUOMKALMK, TaK KaK, BbIABAAA MPU3HAKM MHAKOBOCTM M aHANN3MPYA Xa-
paKTep B3aMMOZEWCTBUA C «3amaHbIM», Mbl NPUBANKAEMCA K TON cucTeme
NpesCcTaBNeHUN O «KOPEMNCKOMY», KOTOPYIO TPaHCAMPYHOT co3paTenu tene-
cepuanos. Cnegyowmm warom morno 6bl 6biTb onpeseneHne cTeneHu, B
KOTOPOW Tenecepman OTpakaeT BO33pEHUS, YiKe CYLLEeCTByIoLMe Y Lienesomn
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ayAMTOPUK, HO U3ydeHUe MOCNeAHeN yiKe BbIXOAMUT 3a PaMKM HACTOALLErO
nccnegosaHus. B KauecTBe 0OCHOBHOIO MCTOYHMKA B CTaTbe UCMOJb3yeTcs ce-
pvan «TyprnakeT», OCHOBHOE AeNCTBME KOTOPOTO NpomncxoauT Bo PpaHuuu.
AHanu3 oTaeNbHbIX cocTaBasoWwmx obpasa PpaHuMM NO3BONAET BbIAENUTD
OCHOBHbIE MYHKTbl, B KOTOPbIX MEMX/y «EBPOMNENCKUM» U KKOPENCKUMY» ecTb
CYLLECTBEHHbIE PACXOXAEHMWA, U YCTaHOBWUTb OCHOBHOE COAEp’KaHue Hap-
paTMBa O «eBpPONenNcKom». Pe3ynbTaThl aHaiM3a NO3BOAAIT rOBOPUTL 06
ocobom mecTe, KOTOpPOe B cepuanbHOM obpase EBponbl 3aHMMAOT AMCKYpPC
3aMafiHOro UCKYCCTBA M AMCKYPC «CKA304HOro». Mpumepsl U3 paga apyrux
Cepuanos, BblilUeALNX NPUMEPHO B TO e Bpemsa, 4To M «TypnakeT», noa-
TBEPXKAAIOT 3TO Hab/oaeHMe.

Kniouesble cnoea: «Kopeiickas BOAHa», Tenecepuasn, gopama, nyrelle-
cteue, o6pas EBponbl, camonaeHTUdUKaLMA, UMBUAN3ALMOHHOE pasfindne,
MCKYCCTBO, CKa3Ka, A0CTOBEPHOCTb
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IMAGE OF EUROPE IN CONTEMPORARY
SOUTH KOREAN TV SERIES:
ART TERRITORY, FAIRY-TALE TERRITORY

Abstract. his article explores how the image of Europe and the West in
general is constructed in South Korean TV series. The undiminished interest
of the global audience to series produced in the Republic of South Korea is
combined with clearly discernible genre features and plot motifs imported
from the West in these products, as well as quotes from and allusions to
Western films and TV shows. This makes it particularly relevant to ask how
the “European” can be distinguished in such a hybrid series narrative, what
characteristics are assigned to it, and what techniques are used to describe
it. This series of issues is inextricably linked to the problem of national
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identity, since, in identifying markers of otherness and analyzing the nature
of interactions with the “Western”, we necessarily touch upon the system
of ideas about the “Korean” transmitted by the creators of television series.
The next step could be defining to what extent a television series reflects the
views that already exist in the target audience, but that is beyond the scope
of this research. This article focuses on The Package TV series which is mostly
set in France. Analyzing individual parts that make up the image of France
enables us to see where the significant differences between the “European”
and the “Korean” lie and to establish the content of the narrative about the
“European”. The results of this analysis support the discussion of the special
place occupied by the discourse of the Western art and the discourse of the
“fairy tale” in this Korean TV image of Europe. Examples from a number of
other TV series that were broadcast around the same time as The Package
confirm this observation.

Keywords: Korean Wave, TV series, dorama, travel, image of Europe, self-
identification, civilizational difference, art, fairy tale, authenticity

Tenecepuanbl UAK «gopambly», NpousBeaeHHble B Pecnybnmke Ko-
pesl, BOT y:Ke MoYTU ABaA AECATUIETUA NOb3YIOTCA NOMNYAAPHOCTLIO Y
rnobanbHON ayauTopum, byayum OfHOM U3 COCTaBAAKOWMX TaK Ha3blBa-
emoi «KopelcKoii BoNHbI» — Bonee WNPOKOro ABNEHUA, BKIOYAIOLWETO
B ceba M KopercKylo Non-my3biKy, U NOAHOMETPaXKHble GUNbMbI, U rpa-
dUyeckmne pomaHbl, U farKe KOCMETURY. Ycrexy TesiecepnanoB 0CoOB6eHHO
CNocobcTBOBA/ NMPOLECC NMePEMELLEHNA TEIEBU3MOHHOW NPOAYKLUMU KaK
TaKkoBOM B MIHTEpHET, rae 3puTenn pasHbiX CTPaH, He CBA3aHHble bonee
NpOrpaMmmHON ceTkon adUPHOro TeNeBUAEHNA, MOMIN BbIGUPaTb cepu-
aNbl N0 CBOEMY BKYCY, 3HaKOMUTLCA C YEM-TO HOBbIM M 0BMeEHMBATHLCA
MHeHuaMmn. OgHO U3 NocAegHUX UCCNeA0BaHUA aMePUKAHCKOW Moso-
OEXKHOM ayaAnTOPUM HOXKHOKOPEMCKON TelenpoayKLMmM No3BOINUIO YCTa-
HOBUTb, YTO y}Ke B 2016 I. HUKTO U3 Y4aCTHUKOB onpoca He obpallanca K
«TPagMLMOHHOMY» TENEBUAEHMIO B MOUCKaxX Ntobumbix woy (2, c. 410).
MpuMBbIYKA K CTONb Aa/IE€KOMY OT aMepPUKaHCKOro UM eBPOMNENCKOro 3pu-

1 O coBpemeHHOI cucTeme NPOU3BOACTBA TENECEPUAIOB M CTPYKTYpe TefeKaHanos B Pecnybanke
Kopes cm.: (1).
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TenA KyNbTypHOMY NPOAYKTY copmMmMpoBanach AOCTaTOUHO JIETKO B CUTY
CaMoro xapaKTepa HXKHOKOPEMCKOro Tefnecepuana, 3acTaBsAoWwero ro-
BOPWUTb O ero «rmbpugHoctn» (3, c. 201), TO eCcTb O C/I0XKHOM COYETaHUM
3/1eMEHTOB «BOCTOYHOIO» U «3anaZlHOro», HaLMOHANbHOIO U KOCMOMO-
nutnyeckoro. OcsefloMneHHble 06 ycrnexe cBoei NpoayKuuu Ha 3anaae,
Npov3BOAUTENN [OPAM CO BPEMEHEM CTa/IM B KAKOM-TO Mepe OPUEHTU-
pOBaTbCA M Ha 3anafHblX 3puTesiei, Tak YTO HEKOTOpble U3 NOCNELHUX
OLLYTWUNN AaXKe He0BOMbCTBO TEM, YTO B HOBEMLLIMX AOPAMAX YMEHbLLa-
eTcA A0N1A TOr0, YTO BOCMPUHUMANOCh 3pUTENEM KaK NPOSABNEHME HALLMO-
HanbHOM cneunoukm (2, c. 414).

Ho Bce e OCHOBHbIM apecaToM HKHOKOPENCKUX Aopam bblna u
OCTaeTCcA ayAUTOPUA HOXKHOKOPEMCKaA. A MOCKO/bKY Mpouecc KynbTyp-
HOFO B3aMMOAENCTBMA MEXAY KOPENCKUM TeNeBUAEHUEM U 3pUTENIEM,
C OOHOW CTOPOHbI, U YCIOBHO «3anafHbiM» TeNIeBUAEHNEM U 3pUTENEM
— C Apyroi, noapasymeBaeT B3aMMHble MHTEpeC U B3aUMHOEe BAUAHME,
aKTyaNbHbIM CTAaHOBWUTCA BOMPOC BOCMNPUATMA 3anafa KOPEeNCKown ayau-
Topuei. MpeactaBneHve 3anagHoi EBponbl o camoit cebe chopmmpo-
Ba/IOCb AABHO, B YaCTHOCTM, BECbMA PAaCcNpOCTPaHEHHbIM ABAAETCA MHe-
Hue, cornacHo Kotopomy eue B XVIII Beke mbicantenm MNpoceeleHunsa so
rnase c Bonbtepom «...CKOHCTPYMpPOBanuM HOBbIM 06pa3 EBponbl, 3aBeLLaB
€ro Ham, BUAALWMM KOHTUHEHT UX r1a3aMu, — a BEpHee, 3TO Mbl Camu
NOC/NYLIHO NepeHAIMN 3aHOBO U306peTEHHYI0O UMK KapTUHY EBponbi» (4,
c. 37). A B xo4e elle O4HOr0 MCCAeA0BaHWA 3anafHOW ayauMTOpUMK KO-
peincKkux cepunanos Hb110 BbIABIEHO, YTO MOTPyKeHUe B KynbTypy Kopeu
noby»aaetT MHOrMX K 6onee BHUMATEIbBHOMY M OCO3HAaHHOMY OTHOLLe-
HUWIO U K KyNbType cobcTBeHHOM cTpaHbl (5). OAHaKo Kakum 3anag, Bu-
antes ¢ JanbHero BocToka, Kakon obpas EBponbl nan obpas 3anaga B
uenom Gopmupyetca B nonynsapHon Kynetype Kopeu, B 4acTHOCTM — B
Tenecepuanax, 4acTb OeMACTBUA KOTOPbIX pPa3BOpayYnBaeTca B O4HON U3
3anagHbIx cTpaH? Kakol npeacrtaeTt EBpona B BU3ya/sibHOM OTHOLUEHWMU,
4TO MMEHHO oTBMpaeTca ANA AEMOHCTPALMM, KaKMe CBEAEHUA O CTPaHe
COOOLLAITCA M KaKMM 06pa3om 0603HavyaeTcs AUCTaHUMA Mexay nep-
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COHaKamu-Kopelnuamu (M ayguTopuren, KoTopyo OHW NPeacTaBastoT) u
06LecTBOM, € 0BbI4asAMU KOTOPOrO OHM 3HAKOMATCA?

Cepuan «TypnakeT» (pexxuccepbl HoH YaH-rbiH, Knm Y»KUH-BOH, cue-
HapucTt Ya CoH-unb) TpaHcanpoBancsa KabenbHbiM TesiekaHanom JTBS c
13 okTA6ps no 18 Hosbpsa 2017 r. ITo 12-cepuitHan UCTOPUA O NPUKIO-
yeHuax Bo PpaHumm HebonblOKW rpynnbl Typuctos u3 KOxHOM Kopew,
Bo3rasasembix rugom FOH Co-co. B rpynny BXoaAaT CBap/vBbIA NOXKUIOW
BNnagenew HeboNbLIOro pecTopaHa M ero Taxeno 6osbHasa cynpyra, oT-
HOCUTE/NIbHO MOJ10[1an HeXXeHaTan napa, NepeXknBatoLLan KpUsmc B OTHO-
LEHUAX, N MY}KUMHA CPEdHUX IET, KOTOPbIM NpMUexan B KOMMNaHUU OYEHb
IOHOW AEBYLIKW, HO MOCTOSAHHO BEAET C KEeM-TO HEXKHble Pa3roBOpbl NO
TenedoHy (B HUX LOCTAaTOYHO /IETKO YraZblBAlOTCA OTEL, M 40Yb, HO Npes-
ronaraeTca, YTo AN 3pUTeNsA 3TO AO0J/IKHO OCTaBaTbCA TaWHOM MOYTU [0
camoro KoHua). Cegbmoli Typuct, CaH Ma-py — oAuMHOYKa, MOCTOAHHO MNo-
nagaloLnii BO BCEBO3MOXKHbIe Henenble nepeaesnku. B aeliicTeue Takke
BOB/IEYEHbI HaYaNbHUK, ceMbA M Apy3bs FOH-Co-co, a TaKXkKe poaCcTBEHHU-
KU1, KONNETU U Apyrue Nioan U3 OKPYKEHUA TYPUCTOB, TaK KaK Y KaxKaoro
N3 HUX eCTb CBOSA NpeabICTOpMSA. B }KaHPOBOM OTHOLLEHWUM CepUan MOXKeT
ObITb OTHECEH K YNC/TY U KOMeAMI MONONKEHUM, U KOMeaui poMaHTUYe-
CKMX, U Mefiogpam, HO B J@HHOM C/ly4ae NpesMeTOM HaLIero UsyvyeHus
CTaHeT Bce, YTO cBA3aHO c obpasom EBponbl, KOTOPbIN popmupyeTca no
Mepe pa3BepTbiBaHWA NOBECTBOBAHMUS.

MepBan cepus OTKpPbIBAETCA CBOEro poAa NPO/OromM, B KOTOPOM ay-
OVUTOPUIO 3HAKOMAT C FABHOW repoOUHEN: NO KUBOMUCHON CTapPUHHOM
Y/I04KE MAET AEBYLWKa, No-QpaHLy3CKM MPUBETCTBYHOLWAA BCTPEYHbIX.
lepouHA cepuana HaxoauTtca He y ceba Ha poauHe, HO 3TO CTaHOBMTCH
AICHO TO/IbKO M3 ee 3aKaJpOoBbIX Pa3MbILLIEHUA O TOM, KaK el HpaBMUTCA
HOBOE AN1sl Hee cnoBo «Bonjour». M3 nog4epKHYTO MOKa3aHHbIX Npea-
MeToB (BYKeT B pyKax AeBYLUKM, ByMarKHbI NaKeT ¢ 6aretamu, KOTOpbIi
OHa NMPWHOCKT B CBOIO KBApPTUPY, CBasZebHas doTorpadua B pamke) u us
BMAEOPAAA B Lesiom (aobpoxkenatenbHan cTapyLlKa-cocefika, C KOTOpoW
reponHa obMeHMBAETCA He TO/IbKO NPUBETCTBMEM, HO M noLenyem B obe
LLEKN, BOCMOMUHAHUA reponHn o ceagbbe B MoH-CeH-Muwens) ckna-
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[ObIBAETCA XOPOLUO y3HaBaeMblt «dpaHLy3CcKuin» Habop. Habop, BKAto-
yatowmin B cebs Kak onpeneseHHble MAapPKepbl YyKA0CTU BCEro npowc-
XOAALLETrO A/1A KOPENCKOM ayANTOPUM — 3TO UHbIE COLMA/IbHbIE PUTYabl
Ha poHe MHOWM apXMTEKTYpPbI, TaK 1 06s3aTeNbHOE YKa3aHMe Ha POMaHTH-
yeckune obCTOATENbCTBA, NPU KOTOPbIX reponHa Bo OpaHumm obocHoBa-
nacb. C NOMOLLBIO TaKMX XKe JIETKO CYUTbIBaEMbIX 06pa3oB NpeacTaB/ieHa
W pa3BA3Ka Nt0OOBHOW UCTOPUN — pamKa ¢ doTorpadueit N1eTuT Ha non,
CTEK/I0 Pa3bMBAETCS, repOMHSA PBET CHUMOK B K/10YbS, BbIXOAUT Ha yauLLY,
BOJI0YA 3a coboli YemodaH, MoJslYa NPOXOAUT MUMO COCEAKM, a 3aTeMm,
yKe B CyMepKax naayeT Ha ¢oHe ApKo ocBeLLeHHON dindenesoit 6alHu.

OaHaKo OCHOBHOE AElNCTBME cepuana HauMHaeTcA Yepes HeCcKosb-
KO NIeT noc/e 3Toro, Korga paboTatolwas B TypareHTCTBE ANS KOPenues
FOH Co-co BcTpeyaeT B asponopTy LWapab-ge-fonnb odepeaHyto rpynny, 1
HAYMHAETCA UX COBMECTHOe nyTtewecTtsue: Mapuxk, Osep-cop-Ya3s, MoH-
CeH-Muwenb, OHdnep, JoBunb 1 cHoBa lMapuK. A NOCKOJ/IbKY CHATbIE
TaMm CLEHbl PerynsipHo nepemexatorca anmsogamm u3 Ceyna, pacckasbl-
BaOLWMMM O NPUYMHAX, NOATONKHYBLUMX KaXKA0ro U3 NEPCOHAMKEN K 3ToW
rnoesake, NOBECTBOBaHME AAET BOSMOYKHOCTb COMOCTaBMTb 3KPaHHbIe 06-
pa3sbl Kopen 1 dpaHumm.

Ceyn B 3TOM cepuane — ropog o4eHb COBPEMEHHbIM, B Kaap nona-
0al0T TO opUCHbIE 34aHMA U3 CTEK/IA U Ceporo beToHa, To 0g4HO0bpasHble
Xunble KBapTanbl. Bce ouyeHb GYHKUMOHANLHO M BbICOKOTEXHOIOMMYHO,
BCIOAY — W B apXMTEKType, N B 0pOPMIEHUN UHTEPLEPOB — nNpeobna-
AAl0T NPAMbIE NIMHUKN U YeTKMe reomeTpuyeckne dopmbl. N gaxe Kor-
Aa CaH Ma-py et B Kopee yronku, Bbi3blBatoLLMe Y HEr0 accoumaLmm
C APYrMM CTpaHamM (B KOTOPbIX OH HUKOrAA He Bbln), — C NapUMKCKUM
MoHmapTpom, ¢c Heanonem, c CAaHTOPUHK, rOPOACKOMN Neinsax Bce paBHO
npeacTaeT A0CTaTOMHO COBPEMEHHbIM M C TEM Xe cambim nNpeobnagaHu-
em npAmbIXx AnMHWIA%, B Ceyne, Kak 1 B Kopee B Lenom, ectb, pasymeercs,
APEeBHUE U CpedHEBEKOBble MOCTPOWKM, BKNKOYAA 3HAMEHUTLIN Cey/b-

2 B aTOT Buaeopan, snpoyem, BKIMHUBaAETCA OQUH CenbCKkui ﬂaH,CI,UJad)T — Nyr C oBe4KamMu Ha
d)OHe rop; OH ANA repon ABNAETCA aHanorom Anbn.
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CKMI ABOPLOBbLIN KoMNNeKC KeHBOKKYH, eCTb }KUBOMMUCHbIE CTapble y3Kue
Y04KM (BECbMA IIOOMMbIE CO34aTENSAMU HOXKHOKOPEWUCKON CepuasibHOM
NpPoAyKLMK), HO B «TyprnaKeTe» BCE 3TO UTHOPUPYETCA; HEKOTOPOE PasHo-
ob6pasue B cyrybo coBpemeHHbI 06/1MK Kopen BHOCAT TO/IbKO NOCTPOEH-
Hblli B TPaAMULMOHHOM CTUNE PEecTopaH, KOTOPbIM BAaAEeeT YeTa NOXUAbIX
TYPWUCTOB, Aa Me/IbKOM NMoKa3aHHoe byaaninckoe cBATUMLLE.

Bo ®paHumm e, HaNPOTUB, COBPEMEHHAA apPXMTEKTypa MNpakTuye-
CKM OTCYTCTBYET, UCKJ/IIOYEHNE COCTABAAIOT JIMLLb a3PONOPT U CTEKAAHHAA
nupamuza nepeg JlyBpom, Aa Aanekme Hebockpebbl, KOTOpble NonagatoT
B KaZp, KOrga Kamepa noKasbliBaeT MapuiK € BbICOTbl. B ocTasibHOM e
BCE, YTO NONAAAET B Kafp, — OYEHb KUBOMUCHOE, OYEHD APKOE, KaXKablil
[OM — HenoBTOPUM, W BCE OHU — NNBO CTapUHHbIe, IMHO NOCTPOEHDI
NnoZ CTapuHy (Kak pocKoLWHbI oTenb B [loBune). OcobeHHOo nputarmsatoT
Kamepy CTpoeHus cpefHeBekoBble — Cobop MapuKckoi Boromatepy,
Luepkosb B OBep-ctop-Yas, abb6atctBo MoH-CeH-Muluenb (B KOTOpoOm Ty-
puUcTamM K TOMY YKe XO4YeTCsA BUAETb 3aMOK, @ HE MOHACTbIPb), AepeBAHHanA
LepKoBb cB. EkaTepuHbl B OHbnepe, HO 1 yamuam XIX 1 Havyana XX Bekos
BO34aeTcA A0/IXKHOE, a BOT NpupoaHble naHAawadThl No 6osblel Yactu
06x04ATCA BHUMAHUEM.

FOH Co-Co, KaK M NONOMKEHO Ay, 3HAKOMUT CBOMX MOAOMNEYHbIX C
NCTOPUEN U KyNbTypoi PpaHumMm, 1 XOTa ee paccKasbl A4OCTAaTOYHO KPaTKM
,— CTPOro roBOPA, PACCKa3blBAaET OHA MPUMEPHO TO XKE, YTO MOMKHO NPOUK-
TaTb B NYTEBOAMTENAX, — CPEAM 3aTPOHYTbIX €0 CloXKeToB 0coboe mecTo
3aHMMaeT TeMa UcKyccTea. B OBep-clop-Yas repov noceLiatoT He TONbKO
LEPKOBb, HO M KNaabwuiue, rae NpeaatoTca pasmblWIeHUAM Y MOrvUAbl BaH
lora; ynomMnHarTCA U UMMNPECCUOHUCTbI, U GOBUCTDI, 04U C STIOAHUKAMU
PUCYIOT NEN3akKN Tam e, Fae KOraa-To TBOPUAM NMPU3HAHHbIE KNACCUKK, a
B J/lyBpe BbicTaBaeHa «[1)KOKOHAa», HO MeyTbl caenaTb cendu Ha ee poHe
OCTalOTCA MEYTAMM: K KapTUHE HEBO3MOXKHO MPOTOKHYTbCA. MepeknmnKa-
OTCA C TEMOM XMBOMUCK U Kak ByaTo cyyaiiHble cueHKK: Hanpumep, CaH
Ma-py, nonaswuii B 0YEPEeAHYH HEMNPUATHYIO CUTYyauMio B HEGO/bLIOM
My3€e, Cam TOro He 3amMeyas], CK/IaAbIBAeT PYKM B TOM KE MOJIMTBEHHOM
YKecTe, YTO M NEePCOHAXKM KapTUHbI HA CTeHe COOKY OT Hero.
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HO TO/IbKO apXUTEKTYPOIN U KMBOMUCHIO AeMOHCTpauusa ¢paHLys-
CKOM Ky/IbTypbl He orpaHn4YmBaeTcs. B 6onee CKpOMHbIX MacwTabax, Ho
YNOMMUHAOTCA U ANTepaTopbl, B YaCTHOCTU, BukTop Moro u ero pomax
«Cobop Mapurkckoit boromaTtepu», a TaKkKe Ta posib, KOTOPY POMaH U
€ro aBTOp CbIrpanu B CNAaceHMM NAMATHWUKA. 3By4aT Ha3BaHWA U3BECT-
HbIX dUIbMOB — OKa3aBLMUCb Ha lMoH-Hed, CaH Ma-py ono3HaeT ero no
dunbmy «J/11060BHMKKM ¢ HOBOro MoCTa», pacckas o cbemMKax « MyKuyuHbI
W XKEHLLMHbI» Ha nasxe [JoBMAA CONPOBOXAAETCA HAPE3KOM Kaapos 13
¢dunbma Knoga Jlenywa v MysbiKanbHOM TEMOM 13 HEro *e. B ayanopaae
«TypnakeTa» 3a4eNCcTBOBaHbl U ApyrMe U3BeCTHble KOMNO3ULUMK, B TOM
yncne necHu damt Muad 1 ko OdacceHa. Takum 06pa3om, MOKHO CKa-
3aTb, YTO NMPW KOHCTPYMPOBaHUN 0bpasa PpaHumm (v EBponbl) ppaHLys-
CKoe (1 eBpoOnencKoe) NCKYCCTBO Cbirpasio eaBa /i He ONpeaensolyo
ponb. Mpuyem peyb UAET B Nepsyto o4epesb 06 UCKYCCTBE AOCTAaTOYHO
OTAA/IEHHbIX BPEMEH: CamMoe HefaBHee U3 U3BECTHbIX MPOU3BEAEHUN,
ynomsaHyTbIx B «TypnakeTe», — 370 «JIto6oBHMKM ¢ HoBOro mocrta»
(1991r.).

OcTanbHble aCNeKTbI }KMU3HM MHOCTPAHLA BO PpaHLMM NpeacTaBeHbl
[0CTAaTOYHO CKPOMHO WM He NpeACTaB/eHbl HUKAK. MepcoHaXKkam He npu-
XOAUTCA UMETb AeNo ¢ GpaHLy3CKMM TPAHCMOPTOM MU CAMOCTOATE/IbHO
UCKaTb cebe Xunbe — 06 3TomM N03aboTMNOCH TYPareHTCTBO. MOKYNKM Kak
O4HO M3 CTAaHAAPTHbIX 3aHATUIA TypUCTa B cepuane pUrypmpytot, Ho npe-
[aeTcs eMy B OCHOBHOM OJHa U3 TYpPWUCTOK, Beb-au3aliHep XaH Co-paH:
OHa MOKYMaeT CYBEHMPbI, LWAANY, OAEXKAY, CYMKY, a TaKKe NPOoCTo paccma-
TPUBAET BUTPUHDLI. A nepes OKoH4YaHmem Typa HOH Co-co npuBOAMT BCHO
rpynny B KOCMETUYECKUIA MarasuH, 4To NO3BOJIAET NPOAEMOHCTPUPOBATb
CoAepKUMOeE CTeNNAXKeN C Pa3HOro poda NpoayKuMen U HanomMHUTb ay-
AUTOpUK O npeumyllecTBax $paHLy3CKO KocMmeTuKku®. HekoTopble K3
TYPUCTOB NOCELLAIOT Ka3nMHO B [loBUAe — 3TO OAHA M3 MECTHbIX AOCTO-

3 Ucnonb3osaHune Product Placement’a obecneuvBaeT CyLECTBEHHYIO YacTb BIOAMKETA HOXKHO-
KOPEWCKMX Tenecepmanos, NO3TOMy TOBabl U YCIyrW, NpeAnaraemble CNOHCOPamM, NOABAAIOTCA
NpaKTUYecku B Nt06OM Tenecepmrane, 3a UCKNOUYEHUEM UCTOPUYECKUX.
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NpUMeYaTesIbHOCTEN, U K TOMY e B camoi Kopee a3apTHble Urpbl ropas-
[0 CTPOXKE pernaMeHTUPYoTCA 3aKoHOM. MOXHO Bbln10 Bbl 0XKMAATb, YTO
NepCoHaXM BbIKaXKyT UHTepec K GppaHLy3CKOI KyxHe, ogHaKo 1 6atoaa, n
HaMWUTKK, KOTopble NyTewecTBEHHMKaM NoJaloT B pecTopaHax, He Bbi3bl-
BAlOT Yy HUX 0COBEHHOro 3HTy3Ma3ma. OHM 0xoTHO poTorpadupytoTca ¢ Ho-
BOWM 4719 HUX €40, B TOM YMC/IE CO 3HAMEHUTbLIM OMIETOM M3 3aBeAeHMUsA
maTywku Mynap 8 MoH-CeH-Muwens, HO ¢ ropasao 601bWNM ya0BOSIb-
CTBMEM e4AT B CNELMANU3UPYIOLLEMCA Ha KOPEWCKOWN KyXHe 3aBeAeHuMU.
OcobeHHo cTpagaeTt oT 6e3BKYCHOM, MO UX MHEHWIO, efbl MOXKMAaA napa,
KoTopas, BNpoyem, npmBesna c coboi 3anac NpmMBbIYHbIX 611104 1 TalKom
Yrow,aetca MMy B TOCTUHUYHbIX HOMeEpPax. A MOCKO/IbKY HeKoTopblie M3
61104, 061a4at0T BECbMA KPEMKMM 3aMaxom, CYMpyru ogHaXKabl CTa/IKu-
BAOTCSA C YrpO30M BbiCeIEHUA U3 OTE/IAA, OT KOTOPOTO MX M36aBAAET TONbKO
yAa4yHOe BMeLlaTeIbcTBO UX cnyTHMKa CaH Ma-py. Takum obpasom, mbl U
340eCb UMeemM AeNo C AOCTaTOYHO CTEPEOTUMNHbIMU NPeaCcTaBAeHUAMM O
NpUBAEKaTe/IbHbIX CTOPOHAX nyTewecTsna no ®paHuUMM; HECKONIbKO Bbl-
nagaeT M3 3TOro psAfa TOMbKO KY/MHAPHbIA acneKkT — pasHuLa Mexay
bpaHLYy3CKON 1 KOPenCcKoM KyXHAMM CAULIKOM BeNnKa, YTobbl BrnepBsble
npuexaswue B EBpONy nepcoHaxku MOI/IN NIETKO ee NPeoaoeTb.

Ho pacckas o nytewecTtsuun no ®paHummn Bpag M mor 66l 060MUTUCH
6e3 Tex, KTO B 3TOW CTpaHe XMBeT. U cTaBlIMe YacTbio NOBECTBOBAHUA
anu3oamMyeckne nepcoHaxun-dpaHuysbl NpeactaBnaoT cobon ocobbii
npegMeT MHTepeca ANs HacToslero Hebonblioro uccnegoBaHus. MNpe-
KOE BCEro, KOHTaKTbl CEMEPBIX TYPUCTOB C MECTHBIMM XKUTENSMU OrPaHU-
YeHbl YXKe TeM, YTO HUKTO U3 OCHOBHbIX NepcoHaxel, kpome HOH Co-co,
dpaHLy3CKOro A3blKa He 3HaeT, Aa W NO-aHIIMINCKU NPOU3HECTU CBA3HOE
npeanoxeHue cnocobeH Tonbko CaH Ma-py. MoaTomy B3anmoaencTeytoT
C HAMW B OCHOBHOM YMHOBHUKKN-6IOPOKPaThl, 0PpULLMAHTbI 1 NPOAABLbI,
a pof, 3aHATMI OCTasIbHbIX NOABAAIOWMXCA B Kagpe ¢paHLy30B no 60/b-
el YacTu cBsizaH co chepoi MCKYCCTBA. ITO YINYHbIE XYA0KHUKHN, BKJIIO-
Yyas noptpeTucta Ha MoHMapTpe (A8 NOXKUIOW TYPUCTKU BaXKHO, YTOObI
ee HapucoBas XYAOXKHUK UMEHHO paHLy3CKUi) n npeacTaBUTebHULA
WCKYCCTBa COBPEMEHHOTO, MYyBOKO 0CKopbaeHHas Tem, YTO ee KOMMNOo3K-
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LMIO M3 NYCTbIX NMUBHbIX BAHOK NMPUHAAM 33 MyCOp. ITO 3NEraHTHble CTa-
PYLUKM-NEBULbI, UCMONHAOLLME LWAHCOH B aTMOChEPHbIX NOABaNbYMKaxX
Noj, aKKOMNAHEMEHT CTO/Ib K& HEMOJIOAbIX W 3/1eraHTHbIX MY3bIKaHTOB,
cpeam KoTopbix 06s3aTeNnbHO eCTb aKKOPAEOHWUCT. ITO Mapa MOoAbIX
apysei FOH Co-co, oguH U3 KOTOpbIX BRageeT dpoToranepeen, a BTopon,
cyaA no Bcemy, paboTtaeT B TOW e 06sacTu. M cama repounHs B cBobog-
HOE OT COMPOBOXAEHNA TYPUCTOB BPEMA M3Y4AET UCTOPUIO UCKYCCTB.
MOKHO OTMETUTb Y NepcoHaxKen-PppaHLy30B eLle HECKObKO YepT,
POAHALLUX UX APYF C APYTOM M OTIMYAKOLWMX OT Kopeliues. Kopes npea-
CTaeT CTPaHON MOHO3THMYECKON, B TO Bpems KaK ¢paHLy3cKoe obuie-
CTBO MHOTrOHaLMOHaNbHO. PpaHUy3bl 06LWatoTca mexKay coboi ropasao
6onee HENPUHYKAEHHO, B MPOTUBONONOMKHOCTb NPMBBIKLWINM K CTPOTUM
npasuiam obLeHUsa KopelLam®, u 3To co3faeT NoYBy A/19 AOMNOJHUTENb-
HbIX HesopasyMmeHui. PpaHUy3bl O4eHb TPENeTHO OTHOCATCA K CBOEeM
KyxHe — v CaH Ma-py yaaetca CMArYuTb PasrHeBaHHOTO 3aMaxomM KUMYn®
FOCTUHWYHOIO MeHeaKepa, NPeLNOXKUB emMy NPeacTaBUTb cebe, KaKoBo
ero 60/1bHOM KeHe 6bl10 Obl NUTATLCA TONbKO aHIMUNCKUMK BatogamMu, a
bpaHLUy3cKkuii BapmeH cneumnanbHO NOA3bIBAET KOMNEry NOCMOTPETb HA
9KCMEPUMEHTbI KOPEMLLEB MO CMELIMBaHMIO KpacHoro 1 6enoro BuHa.
[anee — u B cepmane 310 noagyepkusaeTca — dpaHLy3bl pacnonara-
OT OYEHb BbICOKOW CTEMEHbIO CeKCyaslbHOM CBO6OAbI, YTO A5 KOopenues
TOXe HenpuBeblyHO. KOHasA TypucTKa Ha-xeH HelaBHO CHANA BUAEOPOSMK,
NPU3bIBAOLLMIA OTKPbITH CTAapLUEKNacCHMKam cBo6OAHbIM AOCTYN K npe-
3epBaTMBaM, 1 Hbl1a 33 3TO UCKKOYEHa U3 WKoAbI. KBy e Bo PpaH-
umm FOH Co-CO He TONbKO HOCUT B CYMKe Npe3epBaTMB «HA BCAKMUI CNyyany,
HO U 0OBACHAET, YTO 34eCb STOMY NPABUAY CEAYIOT, HAYMHAA CO LWKOAbI.

4 My3KCKasn 4acTb KOMMNaHUM, B 4aCTHOCTK, CeumanbHo 06CysKAaeT BONPOC O TOM, CeAyeT v BOC-
Npov3BOAMTL NOPAAOK Pa3NUBAHMA aNKOrONA W COMYTCTBYIOLME STOMY NPOLLECCY YKECTbl, ecau
peyb naet o bokanax, GpaHLy3ckom BUHe 1 GppaHLy3cKom Bape, a He O TPAAMLMOHHbIX KOPENCKUX
HanuTKax 1 nocyae. CoBMeCTHOe 3acToNbe ABAAETCA CBOEro pofa PUTyanom, B KOTOPOM coaep-
KMMOE NoCyAbl «...CNOBHO MOCPEAHUK MEXAY N0AbMU, MeXKOY YeN0BEKOM U 0OLLECTBOM, MEXKAY
4enoBeKOM U Mupom» (6, c. 194).

5 KUMUm (KUMUXM) — OZHO M3 OCHOBHbIX 61104 KOPECKOW KyXHM, OBOLLM, 3aKBaLIEHHbIE C 6ONb-
UMM KOIMYECTBOM NepLia, YeCHOKa, lyKa, UMBUPSA 1 ApYruX UHTPUANEHTOB.
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CaH Ma-py ero nogpyra 6pocuna nepes camblM OTNIETOM, MO3TOMY B €ro
yemogfaHe OCTaslocb 3abbITOe KEHCKOe HUKHee benbe, U GpaHLy3CKuit
TaMOMEHHUK 6e3 BblipaKeHHbIX IMOLMIA NPeanonaraeT, YTo Bnagenel, ye-
MOZaHa HOCUT ero cam (4em TypuUCT CUIbHO LWOKMpPOBaH). Henoganeky ot
POCKOLLHOIO MAPUMKCKOro OTeNs HAXOAMUTCA Lenas yauLa «MarasmHoB ans
B3pocAabix», U nogpyra tOH Co-co, Kpacusas adpodpaHLyKeHKa, NPoCUT
repPOMHIO KYNWUTb 418 Hee KOPCET U XAIbICT, MOTOMY YTO el TpebyeTca pas-
Hoobpasune B OTHOLEHUAX ¢ bondpeHaom, KpacusbiM adppodpaHLy3om.
A ynomsHyTble YyTb Bbllle CBA3aHHbIE C MCKYCCTBOM Apy3bs KOH Co-co —
370 BNtOBGAEHHAA ogHONoMan Napa, TEMNEePaMeHTHO CCOPALLAACA U MU-
pAwanca gpyr ¢ agpyrom. HM B Koem ciyyae Henb3sA CKasaTb, YTOObl Ans
COBepLIEHHONETHUX repoeB «TyprakeTa» 3Ta CTOPOHa XW3HW Bblna 3a-
NPETHOM — B KOHLE KOHLLOB, Cpeam TYPUCTUYECKOM FpYnbl eCTb MO0AAA
napa, AaBHO KMBYLLAA B rpaXkaaHCKOM BpaKe, HO OTKPOBEHHbIE PA3roBo-
pbl O CEKCe W CBA3aHHAA C HUM aTpMBYTUKa L0 U3BECTHOW CTENeHW Taby-
MPOBaHbI; OTHOLIEHWE K O4HOMOJION NI06BM B KOPEWCKOM CepUane Takke
OCTaeTCA HanpsXKeHHbIM®. 117 GpaHLYy30B e HUKaKUX Taby He cylecTsy-
€T — Mo KpaWiHel mepe, B 3TOM cepuasibHOM NOBECTBOBAHMM.
«TypnakeT» gaxe cnerka MPOHU3MPYeT Hag, NpeacTaBIeHUAMU CBO-
en ayguTopum o dpaHLy3ax: Korga MAaawnin 6paT rnaBHOW repouHM co-
obLLaeT cBoel HEBECTE, YTO ero CecTpa CTasa HacTosAwen ppaHLyKEHKOM,
a Ta, NepecKasblBan C/I0BA KEHMXA €ro e poauTensam, cpaBHuBaeT HOH
Co-co ¢ aHHol A’ApK, OoTel, repovHMU YOUBAEHHO NepecnpaLlvBaeT, He
XOAMT /I OHa C MeYoM U1 B focnexax? Ho Kakumu npuuyanmsbimu GpaH-
Ly3bl HM Ka3anucb Bbl NepcoHaxkam-Kopenuam, o4HOMY Y HKX, N0 MHe-
HUIO TMAA, NOYYMTLCA CTOMT — YMEHUIO OTABIXaTb U PAL0BATLCA KU3HM.
3TO M NPENOAHOCUTCA KaK OCHOBHOE LIMBUIM3ALMOHHOE pasnnyme: Typu-
CTbl YAMB/IEHDbI, Yy3HAaB O MECAYHOM OTNyCKe BO PpaHLMK, OHU HE moryT
npeacTasuTb cebe, YTO MOXKHO AENaTh CTO/IbKO BPEMEHM, OHU NPUBBIKAN
ycepaHo TpyauTbes, 3abbiBan o cebe, M 3TO ANLIAET UX CAaMOW CNOCOBHO-
CTW YyBCTBOBATb CeHA CHACTANBLIMM U AeNaTb cHacTIMBee BAN3KUX NoaEN.

¢ O penpeseHTaLWm1 FOMOCEKCYabHbIX OTHOLIEHWI B Jopamax CM., B YacTHoCTH (7).
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OpHako EBpona — 3TO He TO/IbKO MEeCTO, rae MOXKHO 0bpecTu 3ToT
NnonesHbI HaBblK, HegoCTatoWwMin *KuTento Kopeun. B croxkete cepuana
[0BO/IbHO BbICTPO 0603HaYaeTcs ele oAHa NMHUA — JIUHUA YYLECHOTO.
CpepHeBeKkoBble COOOpPbLI M KPENOCTM HE MPOCTO BbI3bIBAIOT accoumaLmm
C YEeM-TO CKa304YHbIM, HO COAEpPXKAT B cebe CKa3oYHbIN 31eMeHT. B Hapu-
coBaHHOW BaH lorom Lepkeu OBep-ctop-Ya3a HYXKHO 3anucaTb B KHUTY
3aBeTHOe XefaHue, U OHO 06a3aTenbHO cbyaeTca. B MoH-ceH-Muwenb
TYPUCTbI, OCMATPUBAA OOM, IKOObl NpUHaANeXaslwmii TudeH PakHenb,
XeHe nonkosoaua XIV Beka bepTtpaHa [orekneHa, y3HatoT, YTO OHa CYU-
Tanacb npopounuen. B bonee ssHom 1 6osee BOBEYEHHOM B Pa3BUTHE
ClO’KETa BMAE TEMA YYAECHOTO NpPeacKasaHuA NPoABAAETCS B OCHOBHOM
POMaHTUYECKON nHUM — mexay HOH Co-Co U TYpPUCTOM-HeyAAYHUKOM
CaH Ma-py. Monogas XeHLwmMHa B NPOLIOM He pa3 nocellana raganok
W NpejcKasaTtesnield, KOTOpble HA pasHble faabl TBEPAWUIM €/, YTO OHa no-
BCTPEYAET CBOIO /I0OOBb Y HOT @aHrena, YTo ee CYXKEeHbI OTKPOET el MyTb
K HOram aHrena (Mpuyem BCe KaK OAMH OTKAa3bIBa/MUCb NOACHATb, YTO 3TO
3a aHres v rae oH Haxoawmtcs). M BOT BO Bpems pasroBopa B MoOH-ceH-
Muwenb CaH Ma-py Bapyr 3amevaeT, 4to Hag HUmM ¢ KOH Co-co BO3BbI-
LIaeTcA CTaTyA apxaHrena Muxanna v yKkasblBaeT Ha 3TO repouHe. Bckope
nocne 3Toro repoi nonagaeT B o4YepeaHyo NepeaesnKy, B pesynbraTte Ko-
TOpO BCeW rpynne no3BoAsAOT NOAHATLCA Ha Kpbily cobopa, MoYTH YTO K
HOram apxaHresa, v NpeackasaHus, TakMm 06pa3om, Kak ByaTo HauMHaloT
cbbIBaTbCA. [EPOUHSA, BMPOYEM, PELLIAET HE NONAraTbCA Ha HECKOJIbKO AHEN
3HAaKOMCTBA U elLle pa3 UCNbITaTb CyAbbYy — Ha nNpoLuaHue oHa npocut CaH
Ma-py He 3BOHUTb M He NMCaTb €M, MOCKO/IbKY €CAN OHW NpeaHa3HaYeHbl
ApYr Apyry, To 06s3aTe/IbHO BCTPETATCA CHOBA. M cnycTa KOpOTKoe Bpems
HOH Co-co 1 CaH Ma-py AeNCTBUTENBHO CTa/IKMBAIOTCA BHOBb — Ha 3TOT
pa3 B a3ponopTy, y NiakaTta c M30bpaxkeHnem ToM CaMol CTaTyu apxaHre-
na Mwuxauna. Mpuyem reponHa netut B Kopeto Ha cBaabby bpaTa, HO yiKe
NOAYMbIBAET O TOM, YTOObI BEPHYTLCA HA POAMHY HaBCEeraa.

TakoW B3rnag, Ha EBpony KaKk Ha TEPPUTOPUIO CKA3KMU, Iae BCE BO3MOMK-
HO, Mbl BCTPEYaEM M B APYIrMX IOXKHOKOPENCKMX cepuanax. Hanpumep, B
«YepHOM pbiLape», KOTOPbIA TPAHCAMPOBAACA NMOYTU OLHOBPEMEHHO C
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«TypnakeTom», rnaBHas repouHA ToxKe paboTaeT B TypareHTCTBE, TONbKO
y»ke B Kopee. Ho 1 elt npuxoauTca conpoBOMXKAaTb TYPMCTOB 40 a3pOonopTa
W MHOTAA npecekaTb UX MOMbITKM NMPOHECTM B CAa/IOH CaMOJIeTa MaKeTbl C
KMMuun. U Korga ee camy BHe3anHo KomaHaupytoT B EBpony — B YepHoro-
pUIo B @HHOM C/ly4ae, — TaM TOXKEe BCE OKa3bIBAETCA HEBEPOSATHO KMUBO-
MUCHbIM, MPUYYAMBbLIM U CTaPUHHBIM. B YepHOropum Toxe ecTb LLepKoBb,
B KOTOPOW MCMOJHAIOTCA 3aBETHbIE XKelaHWA, U eCTb HACTOALLME 3aMKM,
OAMH U3 KOTOPbIX KAXKETCA repoMHe 3HaKOMbIM, MOTOMY YTO AOMA Y Hee
XPaHUTCA CTapas OTKPbITKAa C ero n3obparkeHnem. PasymeeTca, repovHio
npusena Tyaa cyabba — AN BCTPeYM C repoem, KOTOpbl BAageeT Tem
CaMbIM 3aMKOM. fepou 6binn 3HaKOMbI B AETCTBE (0 Yem repouHsa 3abbina)
W [axKe MeyTan BMecTe NoexaTb B 3aMOK C OTKPbITKM Ha PoXKAecTBO, HO
60/1ee TOro — B CBOEM NPOLLIOW }KU3HW FrepOoUHSA NtobKNa 3TOTO YeI0BEKa,
M 3aKOHYMIACh Ta UCTOPUA AOBOJIBHO APAMATUYHO. «HepHbIN pbiLapb»,
COBCTBEHHO, OTHOCUTCA K YMC/Yy CEPUANIOB MUCTUKO-AHTACTUUECKUX, HO
CTOUT OTMETUTb, YTO, NTOMMMO eBponeinckoro poHa, Ha KOTOPOM pa3Bopa-
YMBaeTCA 3aBA3Ka NOBECTBOBaHWA, A/1A paccka3a 06 OTHOLEHMAX [aBHbIX
repoes 3a4eMncTBytoTca 06pasbl M3 eBPOMENCKOro CpeaHEBEKOBbA UM,
CKOpee, 13 eBPONENCKON BOILLEOHON CKa3KK, BKOYAA KyK/bl A4/ TeaTpa
TEHeW B BUAE PbILapa U NPUHLECCHI. U 3TO NMPY TOM, YTO CLLEHbI U3 KU3HM
npeaplayLle MHKapHALMM repOMHU PasbIrPbiBAIMCb B KOPEMUCKOM aHTY-
pake, 1 ofieTbl 06a LLeHTPa/IbHbIX NEePCOHaXKa b6biNN B CTapUHHbIE KOpei-
CKME KOCTIOMbI.

YyTb bonee paHHUI cepuan «JlereHga cuHero mopsa» (2016-2017)
— 3TO NOYTM aHAEPCEHOBCKasn (a TouyHee, AMUCHEEBCKas) UCTOpUA pyca-
JIOYKM, K KOTOpOM AobaBneHa BCe Ta e TemMa penHKapHauuu. B npownioi
¥KU3HU N10B0Bb PYCaNKM U YCNOBHOTO «MNpuUHLUa» bblna obpeyeHa, Ho oba
BHOBb POAMNUCH, BCTPETUAUCH B XXI BeKe, M 3TO 4a/10 UM WaHC Ha bonee
CYACTAMBBIN UCXO4 UX UCTOpMU. M nepBas BCTpeya BO3POAMBLUMXCA repo-
eB npoucxoauT B MicnaHmn’, Ha GoHe NpeKpacHbIX FOPOACKMX Nel3axei

7 MicnaHuua B nocneaHee AECATUNIETME — OYEHb NOMNYyAAPHOE TYPUCTUYECKOE HamnpaB/ieHue B pe-
cnybauke Kopes: ¢ 2010 no 2017 r. KOAUYECTBO MOCETUBLUMX 3Ty CTPAHY TYPUCTOB YBEIMUNAOCH
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W NPUPOAHbLIX AHAWADTOB — MeCTaMy CbeMOK MOCAYKUAN B TOM Yncne
BapcenoHa, *upoHa u Nla-KopyHbs. TonbKo 3aTem gencTeme nepemella-
etca B Kopeto, Kyzia repoit NpuaeTuT Ha camoneTe, a pycaske npuaerca
[obupaTbca BNAaBb.

YpesBbluyaliHO ycnelwH bl «Tokkabu» (2016—-2017) Toxke npeacTas-
nset coboit GpaHTE3N B UUCTOM BUAE, paccKasbiBatollee Npo beccmepT-
HOe HeyesloBeYeCKOoe CYyLeCTBO M ero CMEepPTHYHO CyKeHyto. Esponbl
34,eCb, CTPOrO roBOP#, HET, XOTA B MPOLL/IOM repoo C/ly4asnoch 6biBaThb B
AHIIMK 1 garke obwaTbes ¢ LLekcnnpom, a B HACTOALWEM OH U3bIMAET U3
my3sesa «HouyHoi po3op» PembpaHAaTa, 4TobObl NOXBAcTaTbCA Nepes, repo-
WHel CBOMMM NO3HaHMAMM B 061acTh nckycctea. Ho HekoTopble BaXHble
CLLeHbl 3TOr0 cepuana CHATbI B KaHaAckom Keebeke, Tak 4TO roBopuTb
06 06pase 3anasa Bce e BO3MOXKHO. M BU3yasibHO NpeacTaBNeHHas Ha
aKpaHe KaHaga BecbMa HanoMuHaeT TOT 0bpa3 EBponbl, KOTopbIv npea-
naraet Ham «TypnakeT». Tam eCTb U }KMBOMUCHOIO BMAA Y3KaA CTApMHHAA
YAML@®, 1 TOPTyIOWNIA POXKAECTBEHCKMMU YKPALIEHUAMMU MarasuH, npu-
BOAALLMIA FepPOUHIO B BOCTOPT, U YAUBUTENbHbIV AOPOXKHBIN 3HAK C ABYMA
rTHOMMWKaMM, U OFPOMHbIA 3aMKOOBPa3HbI OTenb®, BAafenbLem KoTo-
pOro OKasbIBaeTCA raBHbll repoii. U umeHHo Tam, B KBebeke, Ha doHe
oTensA-3amKa, NponcxoguT puHanbHOE BOCCOEAMHEHWE [1aBHbIX repoes.

Cepuan «BocnomuHaHusa o6 Anbrambpe» 3aBeplnicsa yxe s 2019
rofly, W CyLecTBEHHAA YacTb AEUCTBUA B HEM pa3Bopaymnsaetca B Mcna-
HWK, B OCHOBHOM — B [paHage. TyT Toxe GUrypupytoT, C O4HOMN CTOPOHDI,
npvBbIYHAA eda, KOTOPyo npeasiaraeT CBOMM NOCTOANbLAM 3axyAablii

6onee yem B gecaTb pas (8, c. 70). Mo3TOMy He NPUXOAUTCA YAMUBAATLCA UHTEPECY CbEMOYHbIX
rpynn K 3TOi cTpaHe (Kpome ynoMaHYTbIX HUXe «BocnomuHaHmit 06 Anbrambpe» M3 cepuanos
NOCNEAHUX NEeT MOXHO Ha3BaTb TaKXKe MenoapamaTuyeckuii 60esuk «K2 — TenoxpaHutenob»
(2016)).

& Mpwu 3TOM NPOTMBONOCTaBAEHUA «COBPEeMEHHOro» Ceyna U «CTapuHHOrO» 3anafHoro ropoaa B
3TOM Cepuane OTCYTCTBYET: BO3BPALLAACH MOC/E CBOEro NepBOro COBMECTHOro BM3uTa B KBebek,
repou NepeHoCATCA K BOPOTaM YNOMAHYTOrO Bbille ABOPLOBOro KoMnaekca KeHBOKKYH, KOTopbIi
Hayan CTPoMTbCA 3aBelOMO paHblue KBebeka-ropoaa. Tak 4To 06bIrpbIBaOTCA B NEPBYIO OvEPesb
04YeBUAHbIE OTIMUYUA B aPXUTEKTYPHbIX CTUNAX.

°B ponu KoToporo BbiCcTynaer otesib Fairmont Le Chateau Frontenac — ogHa M3 MeCTHbIX 40-
cTonpumeyaTenbHoCTeN.
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XOCTeN1 ANA NPUE3KMX KOpenLes, a C APYron — B NEPBON Ke Cepun no-
ABNAETCSA CPeAHEBEKOBbIM PbiLapb Ha KOHE, NadatoLmin U YyMUPAOLWMUIA
nepes rnaBHbIM repoem, KOTOpbIi Bcaiea 3a Tem ByAeT aTakoBaH HEKMM
CKa304HOro BMAa BOMHOM C OFPOMHbIM Meyom. Ho B gaHHOM ciyyae,
XOTSl repOW, ONUCbIBAs CBOWM BMeYaT/IeHUs, U ynotTpebaseT cNoBO «Ma-
TMa», peyb UAeT 06 UCMbITaHUAX HOBOW BUPTYA/IbHOM UTPbl, AeNCTBUE KO-
TopoW oTHocKTCA K 1492 roay 1 NoKannsoBaHo B Anbrambpe u ee oKpecT-
HOCTAX. HO NpOCTPaHCTBO CKa3KM 34eCb NOAMEHAETCA GpaHTacCTUUYECKUM
NPOCTPaHCTBOM APYroro TMMa, U OHO B KOHLLE KOHLOB, MO-BMAMMOMY,
3aTArMBaeT repos MNOSHOCTbIO, INLWAA BO3MOMHOCTM BEPHYTHCA B peasb-
HoCTb (PpMHaN y cepmana HapoUUTO HeonpeaeeHHbIN).

Ho 1 3a npegenamu ¢aHTE3N 1 GAaHTACTUKM CHATbIE B EBpOMe cLeHbl
COXPAHAIOT Ty Ke crneundurKy: TaK, B KOMESUMHOM LUINMMOHCKOM boeBuMKe
«Jlnuom K nmuy» (2017) byganewT — 3TO o4epeaHOM CTapUHHBIN ropos,
C KPacMBOI apXUTEKTYPOMN N POXKAECTBEHCKMM Baszapom. M Ha aTom dpoHe
CTPEMUTENbHO pPa3BOpayYMBaeTCA oyepenHas Nob60OBHaA UCTOPUA, HO Ha
celi pa3 3To CBOEro poAa NOCTaHOBKA, MMUTALMA, IAE KOPENCKuMii cynepa-
reHT pacyeTInBo 060/bLLaeT Ao4b Madro3Horo bocca. A B Apyrom cepu-
ajie MPMMEPHO TOTO e XaHpa, «Tepuyc nosagn meHs» (2018), bbicTpo
CMEHSIOLME APYT ApYra 3NMU304bl M3 BapluaBbl MANOCTPUPYIOT NPELbICTO-
pWIO TNaBHOTO repos, oyepeaHoro cynepareHTa: GopTennaHHblit KOHLEPT
B Jla3eHKOBCKOM [BOpLE, ropoAcKkne HabepexkHas M yauupbl, CNOMKHaA
cucTemMa CooBLLAOWMXCA APYT C APYrOM A,BOPOB-KOMOALEB U TPArM4ecku
060pBaBLUANACA CEKPETHas onepauus, B X04e KOTOpoW normbna Bosto-
6neHHan repos. J/IloboBaHUA KPacoTamM NOJIbCKOM CTONNLbI 34€Cb MOYTU
HET, HO lEMOHCTPALLMA UTHO30PHOCTU U 0BMAHUYMBOCTH NMPOUCXOAALLETO,
a TaKXe BM3ya/ibHOM MHAKOBOCTU MeCTa AeWCTBMA HaAuLO.

B uenom o6pas EBponbl uau, wupe, obpas 3anaga B HOKHOKOPENH-
CKOM Tesiecepuane A0CTaTOMHO CTEPEOTUMNEH: NPEXAe Bcero, 3To obpas
N3 TypUCTUYECKOro ByKneTa, HO OH NPOU3BOAMWT BreYaT/IeHNe 4oCTaTou-
HO LLe/IbHOTO M BOCMPOM3BOAALLEIOCA M3 cepuana B cepuan. lMNpuyem B
KauecTBe NPMBEKATE/IbHbIX YEPT 3TOrO0 CKOHCTPYMPOBAHHOIO 3anagHo-
ro Mupa BblAeNATCA ero cBoeobpasHan CTapuHHAA apXUTEKTYpa, Xpa-
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HALLMECA TaM NPOU3BEAEHUA UCKYCCTBA, BCEBO3MOXKHbIE KpacuBble fe-
reHapl U NpeaaHnsa, HeKoTopasa NPUYYANMBOCTb €ro KUTENEN, Y KOTOpPbIX,
TEM He MeHee, ecTb YeMy noy4umTbcA. Ho TaKKe 3To U mecTo, rae, C 0AHOoM
CTOPOHbI, NN0X0 pPaboTaloT paumMoHaNM3M U NIMHEHAA NIOTUKa, U Tae C
NPUE3KMM MOXKET NPOM30NTU BCE, YTO YIrOAHO, U CTPAHHOE, U CTPaLLHOE,
W YygecHoe, a ¢ APYro CTOPOHbI — F4e MOXKHO NPMOBPECTV HOBBbIM OMbIT,
NepeoCcMbIC/IUTb CBOIO KU3Hb U 0BpecTn cBoe NoasnHHoe «f». A 3aTem
— BEpPHYTbCA Ha3ag, K cebe gomoi, B Kopeto. M B Takom Buge aToT obpas
YOVBUTEIbHO CXOMK C KOHLIEMLUMEeN KOpUeHTann3Ma», B KOTOPOM Cy6beKT
N 06bEKT NOMEHANNCb MecTaMu, 1 NPeACcTaBUTeENN BOCTOKa BbICTynatoT B
KayecTBe OLLeHMBAlOLLEN CTOPOHbI. B cBoe Bpems daBapa Cang npoBos-
rNacun, Yto «BOCTOK — 3TO MOYTU BCeLEesIo eBponeickoe nsobpeTeHue,
CO BPEMEH aHTUYHOCTM OH Obl/1 BMECTUIULLEM POMAHTUKM, IK30TUYECKUX
CYLLLECTB, My4YUTENbHbIX U YapYHOLLMX BOCMOMUHAHWUIA U NaHAWwadToB, Nno-
pasuTenbHbIX NepexxunsaHuiny (9, c.7). Tenepb e nonynspHasa KynbTypa
BOCTOYHOA3MaTCKOro rocyaapcTsBa npegsaraeT CBOemy noTpebutento
MOYTU aHANIOTMYHBIN KOHLENT. B 3TOM KOHCTPYKL MM OTCYTCTBYET, NPaBaa,
KOMMOHEHT, CBA3aHHbIM C NOJIMTUYECKOW BAACTbIO, C BAACTbIO CU/IBHOTO,
3aTO NMPWCYTCTBYET BNACTb APYroro poaa, BaacTb AeHer. MNpeacrasnsas
CTPaHy C 04eHb Pa3BMTON SKOHOMMKOM, KYCOYEK 3TOrO NMPEKPacHOro cKa-
304HOro 3anaja BO3MOMHO MPOCTO KyMWTb, MOMHO, B 3aBUCMMOCTU OT
CBOEI nnaTtexecnocobHoCcTH, NpUobpecTn 1 cpeaHEeBEKOBbLIA 3aMOK, U
npaBa Ha BUPTYabHYIO UFPY, AW XOTA Bbl TypnakKerT.

C Apyroit cTopoHbl, cneumMdurKa TeNeBUAEHNUA Kak Meama B coye-
TaHWUK CO cnoxuelielcs B Pecnybivke Kopesa maHepon BbiCTpauBaHUsA
Te/NenoBecTBOBaHMA NO3BOASET MPUAaTb M TeMe MCKYCCTBa, M UYMUCTO
CKa304HOMY NPOCTPAHCTBY AOMNONAHWUTENbHYIO OMNPeaeneHHOCTb U CBO-
€ro poaa 0cA3aeMOoCTb C MOMOLLbIO CbeMOYHbIX /IOKaUMiA B 3anaaHblix
CTpaHax. [JyKoH XapTiu nucan, Yto TeneBUAeHWe C CaMoro Ha4ano Bbl-
AeNAnochb cpeam Apyrmx meama 6bICTPOTON, C KOTOPOW Ha SKPaHE MOT/IN
NnoABAATLCA 3pUTE/IbHbIE 06Pa3bl, BOCMPUHMMAEMbIE KaK «HACTOALLMEN.
M 370 «...c006,an0 MM CBOMCTBO “NINLLEHHbIX aBTOPa” — eC/IM HeYTo fAB-
NAeTcA peasibHbIM, OHO HE MOXET NPOCTO OTPaXkaTb MHTEHLMM BellaTe-
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NI, He BaXKHO, KOMMEPYECKME /i, MONTUYECKME UNN NAEO/OTUYECKUE
(He roBopsA y:Ke O Xy4OXecTBeHHbIX). 3puUTenn Mmornn BoobpasuTb, YTo
«TenesnageHune» He 6bIJ'IO nopoxXgeHnem MHCTUTYTa TesieBellaHUA Kak
TakoBoro. KnMHo u TenesmaeHre obpalannch K ux “ymtatenam” B pas-
HOM FPamMMaTUYECKOM BPpeMEHU — KMHemaTorpadmyeckunii AMckypc 6bin
cocTaBneH B npowegwem; TB pacckasbiBasio B HACTOAWEM BPEMEHMU.
®dunbm 6bIn ByKkBaNbHO “cBeplumBwIMMCA dakToM”; TB MMeNno BO3MOMK-
HOCTb MOAXNECTHYTb OXMAaHMe Toro, “yto byaeT ganbwe”» (10, c. 165).
FOXKHOKOpeNncKoe cepuasbHOe NOBECTBOBAHME LEMOHCTPUPYET Obbek-
Tbl, yAa/IeHHble OT CBOEro 3puTesiA, HO BMeCTe C TEM U peasibHble, 3Ha-
Komble: MoH-CeH-Muwenb u Anbrambpa AeiCcTBUTENIbHO CYLLECTBYIOT, U
COMHEBATbCA B 3TOM He NMPUXOAMUTCA, @ B KAHAACKOM OTE/Ie MOXKHO JAae
3abpoHMpoBaTb Homep Ha booking.com. Y Tem cambiM B KAKOM-TO CMbIC-
Ne 6onee A0OCTOBEPHLIMU CTAHOBATCA 06pPa3bl BO/ILLEOHOrO OCTPOBA, rae
cbbIBatOTCA NpeaCcKasaHna, U CpesHEBEKOBOIO ropoAa, Ha yiuLe KOTopo-
ro COBPEMEHHbIN BU3HECMEH MOKET BbIMTM C MEYOM B PYKe NPOTUB BUP-
TyaNbHOIO NPOTUBHMKA, MHOTO Pa3 NOAPAA NACTb OT €70 PYKM, HO B KOHLE
KOHL,0B BCE-TaKM NobeaunTb M NeperTh Ha HOBbIN YPOBEHb ONACHOM UrpbI.
B cepmane ke «CaumpaaH, gHeBHUK ceeTa» (2017), npeacTaBastoLLem co-
6011 paHTa3unio Ha ocHoBe KapTuH CuH CaumaaH, KOPENCKOM XYA0KHMLbI
XVI BeKa, UCNONb3YIOTCA U NeN3arKM UTanbAHCKOM TOCKaHbl, Y OTCbIKM
K €BPOMENCKOMY MCKYCCTBY TOrO BpeMeHW. M 3a cyeT 3Toro cepuan He
TO/IbKO CO343ET KAXKYLMUCA NOoYTU PaHTACTUYECKMM KOHTPACT MeXay
3anagom 1 BoCTOKOM — B €ro nposiore rocTeM Ha TOCKaHCKOM BUAIE U
COCeA0M TaHLYHOLWMX Ha NEPBOM 3TaXKe CEHbOP U CEHbOPOB B HapAAax
nosaHero Bo3poaeHUs OKa3blBaeTCs «rocnoauH /iy, Kopeew, Anxopa-
AOYHO PUCYIOWMIN MO NaMATU MOPTPET KOPEAHKN B HALMOHA/IbHOM KO-
CTIOME. 32 CYET 3TOr0 AyAUTOPUM TaKKe HanoMHUAK, YTo CnH CanmpaaH v
ee cobpatbA No pemecsny bblan coBpeMeHHUKaMM NMPU3HAHHbIX eBponei-
CKMX MACTEpPOB U, CKOPEE BCErO, 3aC/Y)KMBAIOT HE MEHbLUETO BHUMaHMs,
a pasgensawowee Kopeto n EBpony pacctosaHWe BCe-TakU NPEOS0IMMO.
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UBOMWUCHOE NPOWU3BEAEHME
KAK YHUBEPCANbHbIN
MYTbTUMEANNHBIN CNOW

AHHOTaumA. Pa3Butie LMPPOBLIX TEXHONOMMIN MOPOAMAO COBEPLIEHHO HO-
BOE BOCMPUATME NOBEPXHOCTEM, KaAan U3 KOTOPbIX MpeaCTaBAseTca no-
TeHUMaNbHbIM 3KPaHOM. MMEHHO 3KPaHOM, NOCKONbKY Ha Hee MOMKeT 6biTb
TPaHC/IMPOBaHO Ato6oe M306paXkeHue, COXPaHEHHOE Ha 3/1EeKTPOHHOM
HocuTene (B namaTtu TenedoHa, KOMNbIOTEPA MM Ha KapTe Namatn ¢oTo-
annapara). OundposKa M306parkeHM B BbICOKOM pa3pelleHun caenana
BO3MOMHbIM He TO/IbKO M06anbHOe PacnpoCTPaHEHWUE XYAOMKECTBEHHOM
MHGOPMALMK, HO U MOTPYIKEHWE LIEAEBPOB KMBONWUCH B NOBCEAHEBHOE bbl-
TOBOE MPOCTPAHCTBO. PaboTbl M3BECTHLIX XYAOMKHUKOB aKTUBHO Yy4acTBYIOT
B8 $OPMMPOBAHMM NPMBATHOTO NPOCTPAHCTBA. OHM CTAHOBATCA aKLEHTaMM,
KOTOpPble XapaKTepPU3YIOT YeNOBEKA, COODLLAIOT OKPYKAOLLMM O ero BKycax
N MHTepecax. TOYHO TaKKe OHW QYHKLMOHUPYIOT B BUPTYasibHOW cpeae: Ha
NePCOHANbHbIX CTPAHWULAX U B TOM KOHTEHTE, KOTOPbIV NyBAUKYET NoNb3o-
BaTe/lb, OHU COCEACTBYIOT C POTOCHUMKAMM W3 NOBCEAHEBHOW KU3HM, Hop-
MUpPYA NOPTPET ero AMYHOCTU. Mo cyTH, 0bpas yenoseKa B COLMANbHOMN CeTH
BO MHOTOM COCTOWT M3 BM3yaNbHbIX KOMUWiA. HoBas NpaKkTMKa penpeseHTaumm
Npov3BeaeHN 3HaMEHUTbIX XYLOKHUKOB B GOPME MMMEPCUBHBIX BbICTABOK
TaKXXe yKa3bliBaeT Ha U3MeHeHne OTHOLWEHNA K MOHATUIO KONUK B COBpeMeH-
HOW KynbType. MpeBpalleHHoe B LMPPOBYIO KOMUIO }KMBOMUCHOE NPOW3Be-
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[eHVe MeHAET CBOM OHTO/IOMMYECKME XapaKTEPUCTUKMN 1 CTAHOBMUTCA JOCTYN-
HO ANA CaMbIX PA3NnYHbIX TpaHchopmaumii. OTKPbIBAETCA BO3MOMHOCTb
ero 6esrpaHWYHOro TUPaKMPOBaHWUA, dparMeHTauMnm WM aHMMUPOBAHUA.
B noumndposoii nepuos nogobHble MaHUNYAALMK BbiIM BO3MOMKHbI TONbKO
C TeKCTOM. lMpuyem 1cnonb3oBaHUe TaKMX MPUEMOB aBTOPbI MYALTUMEAMNIA-
HbIX 3KCMO3ULMIA NPENOAHOCAT B KaYecTBe He0BX04MMbIX Mep, MPU3BAHHbIX
061erynTb ANA COBPEMEHHbIX NOCETUTENEN NPOLLECC BOCNPUATUA CTAaTUUHBIX
n306parkeHnn. MpesnocbiIKU U OT3BYKM 3TUX NPOLLECCOB MOXHO HAWTH B ca-
MOpenpe3eHTaLMu NoNb3oBaTeNel COLUMANbHbLIX CETEN U TEXHONOTUM TPEX-
MEPHOro BMAEOMIMNMNMHra. BMAEOMINNUHI Npeanonaraet npoeupoBaHue
Ha NOBEPXHOCTU CTPOEHMIA (YaLLe Bcero 061a4atoLmx CTOPUYECKOM 3HAUM-
MOCTbIO) M306PaNKEHMIM, KOTOPbIE MOTYT MNO-HOBOMY MHTEPNPETUPOBATbL UX
MECTO B MUPOBOW KyNbTYpe U B KyNbType CTpaHbl. [py 3TOM BU3yasibHble
3bdeKTbl NpU HEOBXOAMMOCTU CO34AI0T WAIO3UI0 Pa3pyLeHns 06bEKTOB
WK NOSHOTO M3MEHEHUA MX 0BAKKA. ITa TEXHONOMMA HANPAMYIO YKa3blBa-
€T Ha HecTabunbHOCTL Nt060I NOBEPXHOCTU B LMdpoByto anoxy. CoBOKyn-
HOCTb 3TUX ABNEHWI NO3BOAET FOBOPUTL O GOPMMPOBAHUM NPELCTABAEHMA
0 NPOV3BEAEHNN WUCKYCCTBA KaK MyNbTUMEAMNHOM C/I0€, IMLWEHHOM Mpu-
BA3KW K OQHON €4MHCTBEHHOW NOBEPXHOCTU U AOCTYMHOM A8 Pa3NNYHbIX
MmogmnduUKaLmii.

KnioueBble cnoBa: MMMepCUBHbIE BbICTaBKM, ouMbpPOBKa M306paskeHuit,
M3MMKHT, camopenpeseHTaumsa, dotorpadus, Konma, NOBEPXHOCTb, MYNbTH-
MeAMIiHbIE TeXHOI0TMM
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A PAINTING AS A UNIVERSAL
MULTIMEDIA LAYER

Abstract. The development of digital technologies has generated a completely
new perception of surfaces, each of which is seen as a potential screen.
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A screen indeed, because any image stored on electronic media (in phone
memory, computer or camera memory card) can be broadcast on it. High-
resolution digitization of images has enabled not only global distribution
of artistic information, but also immersion of masterpiece paintings in
everyday living space. Works by famous artists are actively involved in
shaping the private space. They become an emphasis that characterizes
a person, informs others of their tastes and interests. They function in
a virtual environment in exactly the same way: on personal webpages
and within the content published by the user, they exist side by side with
photographs from everyday life, shaping a portrait of one’s personality. In
fact, the image of a person on social media consists, to a large extent, of
visual copies. The new practice of representing famous artists’ works in the
form of immersive exhibitions also indicates a change in the attitude to the
concept of copies in modern culture. Turned into a digital copy, an artistic
painting changes its ontological characteristics and becomes available for a
variety of transformations. It becomes possible to replicate, fragment and
animate it infinitely. In the pre-digital era, such manipulations were only
possible with text. Moreover, authors of multimedia expositions present the
use of such techniques as a necessary measure designed to facilitate the
process of static images perception by contemporary visitors. Prerequisites
and echoes of these processes can be found in self-representation of social
media users and 3D video mapping technology. Video mapping involves
using the surface of buildings (often historically significant ones) to project
images that can interpret their place in the global and domestic culture. At
the same time, visual effects, if necessary, create the illusion of destroying
objects or changing their appearance completely. This technology is a direct
indication of instability of any surface in the digital era. The combination of
these phenomena makes it possible to consider the emergence of the idea
of an art work as a multimedia layer devoid of links to a single surface and
available for various modifications.

Keywords: immersive exhibitions, digitization of images, mapping, self-

representation, photography, copy, surface, multimedia technologies
CeroaHs ogHMM M3 CaMblX COBPEMEHHbIX CNOCOH0B 3HAKOMCTBA C

WCKYCCTBOM ABAAIOTCA MY/NbTUMEAUMHbIE 3KCNO3MUmMK. Peub nonaert He
06 06pasuax LMbPOBOro UCKYCCTBA, @ O KMBOMMUCHbIX NPOU3BEAEHUSAX,
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KoTopble obpeTatoT umMdposyto Gopmy. BbiCTaBKM TaKMX CYLLHOCTHO 06-
HOBJ/IEHHbIX KapTUH NpoxoaAT B Mapuske, B UnMPpoBom mysee U3ALLHBIX
uckyccte LAtelier des Lumiéres («MacTepckaa cseTa»), B Pume, B Am-
ctepaame (Myseit BaH lora), B MockBe (UeHTp umndppoBOro McKyccTea
Artplay Media). BaykHO OTMETUTb, YTO A/ IKCMO3ULMUM BbIOMpPALOT TEX
YKMBOMMUCLLEB, KOTOPbIE B MACCOBOM Ky/IbTYpe HEMTAcHO HajeneHbl abco-
JIOTHBIM aBTOPUTETOM B KauecTse geATesie UCKyccTBa. 3TO MOXKeT bbITb
BaH lor, bocx, Knumt, Knog MoHe, Nutep Bpeirenb unun cpasy wenas ra-
Nlepes aBTOPOB, NPEACTABNALLMX OLHO U3 HANPABAEHWU, KaK 3TO HbINO
Ha BbiCTaBKe «Benunkune moaepHucTbl. OT MoHe fo Manesuua» (3aech
6binn dgrap Oera, Tynys Slotpek, AHpu Pycco u apyrme) nnm «dpaHuys-
CKME MMMPECCUMOHUCTBI» MOYTU C TEM ¥Ke CaMblM COCTaBOM aBTOPOB.

ApXMTEKTYpa TaKoM 3KCNO3MUMKU NpearonaraeT, YTo n3obparkeHus
pa3MeLLAtoTCA He TO/IbKO Ha CTEHAX W MeperopoKax, Ho 1 Ha nony. OHu
He CTAaTU4Hbl, @ CMeHAIT Apyr apyra. OHW MHOTOKPaTHO yBE/NUYEHbI B
pasmepax, dparmeHTUpPOBaHbl, Npeobpa3oBaHbl B aHUMaUuio. Purypbl
Ha KapTWHax ABUraloTCcA B TaHUeE, PacTBOPAOTCA, NPEBPALLAOTCA OA4HA B
APYryto, Ha nonem B3/71eTaeT CTasA YepPHbIX NTUL, KOTOPas B KAKON-TO MO-
MEHT CNMBAETCA B eAMHOEe YepHOe MATHO M BbINOMHAET QYHKLMIO KMHe-
maTorpadumyeckoro 3aTeMHeHus. B cayyae c Nyctasom Knnmtom Bokpyr
3puTENs B peasibHOM BPeMeHM U3 TEMHOTbl pa3BOpa4MBalOTCA OpHa-
MeHTbI. BbiCcTaBkM conpoBoxaaeT noaobpaHHbIA opraHM3aTopamn my-
3blKa/ibHbI GOH MM «3aKagPOBbINY FO/10C, 3a4YNTbIBAOLNIN GpParMeHTbI
NMUCbMEHHbIX AOKYMEHTOB, CBA3AHHbIX C KMU3HbIO XYAOMHMKA (MMcbMa
unu asTobuorpaduyeckne 3anucku). Cam BbICTaBOYHbIN 3a/1 MOXKET
npeacTaBnaTb coboi NPOCTON YETbIPEXYTONbHUK UK ObiTb BbINOJIHEH-
HbIM B BUAE LLUMPOKOro Kopuaopa. [1na ycnexa NnpoeKkTa HeobXxoaMmo Ha-
Nnure 60nblINX CBOBOAHbBIX MOBEPXHOCTEN, KOTOPbIE HE NEPEKPbIBAIOT
APYr Apyra Uav AenatoT 3TO YaCTUYHO, TaK, YTOBbI MPU HANOXKEHUM NPO-
€KUM monyumnaca 3apaHee NPOAYyMaHHbIN KOaMX.

B TeKcTax, aHOHCMPYIOLLMX OTKPbITUE BbICTaBOK, B KauecTse GaKTOB
ANA npuBnedveHna nybankm, GUrypupyroT Takme BbIPaXKeHUs, Kak «bo-
Jlee TbICAYM NONOTEH U3 ABAALATU My3€eeB MUPa», KTbICAYN KBAZPATHbIX
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METPOBY, «MJ10W3aAb IKPAHOB TbICAYM KBAZPATHbIX METPOBY». Takol npu-
MUTUBHbIN NPWEM, B OCHOBE KOTOPOrO NEXWUT NpeacTaB/ieHue O pas-
Mepe, OO0MKEH CPa3y e BHYLWWTb OllylleHWe 3HAYMMOCTU MNPOEKTa.
lPOMKME UMEHA XYAO0HWMKOB, C OAHO CTOPOHbI, MPU3BaHbI ONpaBaaTh
TaKoW maclTab 3Kcnosnuuu, a ¢ A4pyron — BesMYMHA OXBaTa MnJioLLaam
NMOBEPXHOCTU MOKET BHYLIUTb UHTEPEC K BbIOPaHHbIM aBTOpam, eciu
rnoceTuTe/ b BNepBble CTaJIKUBAETCA C MX TBOPYECTBOM.

Cepreit JecAToB, OpraHM3aTop BbICTaBKM «BesIMKMe MoaepHUCTLIY,
NpPAMO roBOPUT 06 OpUEHTALMU TaKMX BbICTABOK Ha MO/I0AENb, KOTOPOW
TPYAHO «CMOTPETb Ha HENOABUXKHbIE NOMOTHA», MOCKO/IbKY 3Ta paboTa
CO3HaHWUA AN HOBOrO MOKOMEHUA CAULWIKOM Tsxena (1). CBoi npoeKkT
OH MnpeanaraeT BOCNPUHUMATD B KaYecTBe NepBOM CTyNeHU B 0byYeHUn
npaBMIbHOMY BOCNPUATUIO MCKYCCTBA KMBONMCcK. Taknm obpasom opra-
HM3aTOPbI NPeA/siaraloT PaccMaTpPUBaTb 3T BbICTaBKM B acreKkTe obpaso-
BaHMA U NeAarormkn, a He aCTETUKMN.

MpuHa 3axapyeHKo OTMeYaeT, YTo Mpu MepeBOAe KMBOMUCHOTO
npousseaeHnn B UMppoBoi GopmaT NPOUCXOAUT NpeBpaLLeHne coaep-
alwenca B HEM YHUKA/IbHOM Xy[4OXeCTBEeHHOW MHbopmaunmn (Tekcty-
pbl, dopmaTa, Urpbl LBETa, NPOUCXOAALLEN B MOAYNPO3PAYHOCTU CIO-
€B KPacKu U flaKa Npu CMEHE OCBELLEHMA U paKypca), B YCPeAHEHHYO
unoposyto. «K aTomy cneayet 406aBuTb, YT LMbpOBan KoNuUA, B Yuncne
npoYero, MeHAET CaM XapaKTep OPUIMHaANA: «rNas» Kamepbl PUKCUpY-
€T Mpou3BeAeHMEe B YC/IOBUAX OMNpPeAe/IeHHOro OCBELLEeHUs, KoTopoe
B/INSIET HA CBETO-TEHEBbIE, LIBETOBbLIE U APYr1e XapaKTepUCTUKKN Npouns-
BegeHusa» (2, c. 109). To ecTb Npouecc MHAMBUAYAIbHOTO BOCNPUATUSA
NosIOTHA 3pUTENEM, eCTECTBEHHAA KOMMYHUKAUMA MeXAy HUM U npo-
M3BEAEHMEM UCKYCCTBA OKa3blBatOTCA HapylueHbl. MoceTuTeNnb MynbTyU-
MeAUAHOW BbICTaBKM 3HAKOMUTCA C TEMW NPU3HAKaMKN NPOU3BEAEHUN,
KOTOpble OpPraHM3yloT TBOPYECTBO XYAOXKHMKA B KayecTBe CBOEro poaa
YCNOKHEHHOW MUKTOrPaMmbl. 34ecb OyayT TO/IbKO KpyMHble, MeCcTamm
HeYeTKMe MATHA U ynpoweHHble Gopmbl, popmupyoLMe B CO3HAHUU
CMOTPSALLETO HEKYID MOAE/Nb, NO KOTOPOM OH CMOXKET B AasibHelem
ONo3HaTb TBOPYECTBO XY/A0XHMWKA B NPOCTPAHCTBE MACCOBOM KyabTypbl.
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Mapa B rOpU30HTa/IbHOM MOJIOXKEHWUW B BEPXHEN YacTu nensaxka, — 3710
Mapk LLaran; nopTpeT, rae ob6pamneHHOe TEMHbIMM BOJIOCAMMU KEH-
CKOE ML «BeHYaeT» GUrypy, CNaoLLb COCTOALLYHO M3 OPHaMEHTa IbHbIX
anemeHTOB, — 370 ycTaB Kaumt, n T.4. W. 3axapyeHKo, paccmatpusasn
3TOT PEHOMEH C TOYKU 3peHUsA MHPOPMALMOHHOTO NOAX0Aa, NPUXOAUT
K cnegytowemy Bbioay: «Mpeacrasasemas undppoBbIMU KONMUAMM XyL0-
ecTBeHHan MHpopMaLMa OKasbiBaeTcsa “rnamypHon” — b6onee ApKoi n
WHTEHCUBHOW. Xy0XeCTBEHHOE NPOU3BELEHNE YNPOLLAETCA A0 BHELU-
Hel npeseHTauuu, NPeBpaLLaeTcs B 04HY W3 COCTaBAAIOLWMX MNNOTHOIO
meauiiHoro notoka» (2, c. 109).

ABTOpPbI 3KCMO3MLMIA aKTUBHO MOJb3YIOTCA MPUEMOM YKPYMHEHUA
OTAENbHbIX $ParMeHTOB KapTWMH, OHM MOTYT ObiTb BbIHECEHbI Ha OT-
[Ae/lbHble 3KpaHbl UK ObITb BblAENEHbI U3 MPOU3BEAEHMSA, NPeBpaLLa-
touterocs B ¢oH. Becb ceaHc BbicTaBkM «MukenaHaKeno. CUKCTUHCKas
Kanenna» 6bla BbICTPOEH Ha NOC/eA0BaTE/IbHOM PACKPbITUM ApamaTyp-
rMn GpecoK, caenaHHbIX XyAoXKHMKOM. CueHbl u3 KHUru bbiTna aAemMmoH-
CTPMPOBANIUCH MO NOPAAKY U NepebuBanncb BCTaBKaMM KOMMbIOTEPHOM
rpaduKm, a otaesibHble GUrypbl 6bln «Bbipe3aHbl» U NPOELMPOBAINCD
Ha YyepHOM GOHEe Ha 3KpPaHbl U NOJ BbICTABOYHOIO MPOCTPAHCTBA. TaKas
YyNopAA0OYEeHHAA penpeseHTaumna nuwaeT nocetutena csoboapl Habto-
AEHUA U BCMATPMBaHMA B NPOM3BeAeHNE UCKYCCTBA, NPU KOTOPOW Kax-
Abll Bblaenser ana cebs Te MAM MHble geTanu, GopmupyeT B3NAA0M
CBOIO CTPYKTYPY KapTWHbI, INLIb OTYACTM OMNPEaeIEHHYIO XYA0XKHUKOM.
B gaHHOM cnyyae cnoBo «ceaHe» H6osiee YeM YMECTHO, MOCKO/bKY dpe-
CKM OKa3blBalOTCA CMOHTMPOBAHbI, KaK CLeHbl GuabMa, U 3aKpeneHbl
Ha CBOMX MEeCTax B eANHOM My/IbTUMeAUMHOM NoToKe. bonee Toro, uno-
poBoe Tabsno ¢ berylielt CTPOKOM CONPOBOXKAANO0 UMTaToM U3 brubnun,
CNOBHO CYyOTUTPAMM, KaxKablih pparmeHT.

OfHaKo Nno 3ambicny co3garteneit Bce 310 genaeTcsa ana 6onee ry-
HOOKOro MOrpy)KeHus B TBOPYECTBO XYLOXHWKA, HEC/YYaMHO BbICTAaBKU
TaK M Ha3bIBAlOTCA UMMEpPCUBHbIE (OT aHII. immersive — norpyxeHue).
Ho norpy»keHne nponcxogut ckopee Ha dpusmyeckom yposHe. Camu no-
CceTUTenu, NoBEePXHOCTb UX TeN CTAHOBATCA YaCTbHO SKCMO3ULMU, OAHUM
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M3 3KPaHOB: Ha HWUX NOMNAaAaloT NPOEKUUN U306parkeHuin u 6ankn. Mpu
3TOM NoceTUTEe I MOryT cBOOOAHO NepeaBuraTbca No 3any u aenatb ¢o-
TOCHUMKM. AKT co3aaHua ¢poTtorpaduii 3aBegomo npeanonaraetca aBTo-
paMu KaK HeOTbEM/IEMas YacTb 3TOrO aTTpaKuUMoHa. MA0CKOCTb CHUMKA
0b6beanHAET KapTUHbI U NOCETUTEsIEN, KOTOpble CrnewaT 3anevyatneTb
MoJIHOE NMOTPYKEHNE B UCKYCCTBO CBOE UM CBOUX DAN3KUX.

KapTuHbl nocpeactsom dpoTorpadpmuecknx M poacTBEHHbIX UM Tex-
HOMIOTUI NPEBPALLATCA B MY/IbTUMeAUHbIE 0ObEKTbI, B 3aCTbiBLINE
MaCKM, KoTopble BMOCAeACTBUN UCKYCCTBEHHO OXKMBAAIOTCA Npu 0bpa-
60TKe B KOMMbIOTEPHbIX rpadryecknx nporpammax. EkatepmHa CanbHu-
KOBa OTMeuYaeT, 4To «MaTepus *KMBOMUCHOTO Npon3BeaeHns obnagaer
KOHEYHbIM MPUCYTCTBMEM HE MPOCTO «3[eCb M Ceiyacy», HO «TO/bKO
3[€eCb» U «TONbKO cenyac» (M B aTom TpaanUMOHHOE n3obpasunTenbHoe
WCKYCCTBO CPOAHU TeaTpy, 3penmuy)» (3, c. 43). Ho ¢ aToro momeHTa
MBOMNUCHbIE NPOU3BEAEHNA MepecTaloT CyLLeCcTBOBaTb NO ecTecTBeH-
HbIM O HUX 3aKOHaM M NPUHUMAIOT NPaBUAa XU3HU, BAN3KMNE K KU-
HemaTorpaduyeckmum. OHM TPaAHCAMPYIOTCA B OMpefesieHHble Yachl B
KauyecTBe OrpaHMYEHHOM BO BPEMEHM MOCAEA0BATE/IbHOCTU, MMEIOLLEN
Hayano 1 KoHeL,. U npu He0HX04MMOCTU OHM OAHOBPEMEHHO MOTYT Ae-
MOHCTPMPOBATLCA B PasHbIX Yroskax mupa. KaKk pesynbTtaT, UCXOAHble
npou3BeAeHNn yTpauMBaloT Ty aypy, KOTopas, N0 MHEHWUIO beHbaAMMHa,
CBOMCTBEHHA NPOU3BEAEHUAM, CO34aHHbIM BHE CUCTEMbI TEXHUYECKOM
BOCMPOU3BOAMMOCTUN: «TUPAXKMPYs PEnpoayKLMIO, OHA 3aMeHsAeT ero
YHUKa/IbHOe NposiBAeHne maccoBbim» (4, c. 195).

Ho B 4em ke Torga NpuYMHa ycnexa TakuxX BbICTAaBOK, MW MY/IbTU-
MeaniHbIX Wwoy? Ha moli B3rnsa, Ans 3TOro B COBPEMEHHOM Ky/bType
CYLLEeCTBYIOT [iBE NPUYMHbI UAKM ABe NPobaemMbl: 3TO OTCYTCTBME B Halle
Bpems eguHOro CTUAA 3NOXMU U GeHOMEH CyLLEeCTBOBaHWA KOMWI B CO-
BPEMEHHOM Mupe.

EAMHBIN CTUb NOAHMMAET BOMNPOC noBepxHocTel. Mpwu cywectso-
BaHWW eAMHCTBA 3CTETUYECKUX YCTAHOBOK MOBEPXHOCTM t0ObIX Npeagme-
TOB, MPUCYTCTBYIOLLMX B NOBCEAHEBHOW }KU3HW (OT AeTanein nnaTbsa Uan
TabaKepKu A0 apXUTEKTYPbl 34aHUA UK LENoro ropoaa), MOriv B TOM
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WN MHOM Mepe BbITb OTMEYEHbI XapaKTePHbIMW 31eMEHTaMMK U peLle-
HUAMU. U 3TN anemeHTbl popmupoBanm obpas Kak nybaMUYHOro, Tak u
NpuWBaTHOro NPOCTPaHCTBa. BOKpYr YeNoBeKa BO3HNKaNA HEKan cucTema
KOOPAMHAT, Bedb CTU/Ib OTpPaXka/l COLUMOKYbTYpPHbIE YCTAaHOBKMU COBpe-
MEHHMKOB U Bbl1 COOTHOCUMM C onpeaeneHHbIMU BPpeMeHHbIMW pamKa-
MW, MOXHO 6blJI0 OTC/IeAUTb BPEMA A0 €ro Cyw,ecTBOBaHWA M MocC/e.
Celtyac BbI6OP CTUIMCTMYECKOTO pPeLlleHns NpeacTaBaseT coboi Bonpoc
M3 061acTM MHAOMBUAYANbHbIX MPEANOYTEHWUIN, KOTOPble BbIXOAAT Ha
nepsbiit naaH. CTuab 6onbliel YacTblo HaNPAMY COOTHOCUTCA C /IMYHO-
CTblO, @ HE CO BpeMeHeM, KOTOPOE CTaso Ierye OTC/eXNBaThb MO NPUCYT-
CTBMIO B ObITY M MPOMBILLNEHHOCTU TEX MU UHBIX TEXHUYECKNX OO BEKTOB
N CMeHe uUx mogenei. AcnekT mogbl, 6e3yciioBHO, UFPAET CBOIO POJib, HO
He AB/AETCA PEeLLAoWMM, MOCKOIbKY MOAA C/IMLIKOM BbICTPO MeHsAeTcA
(Aa n camn anoxm cTann 3HAYUTENILHO KOPOUE), M YHKe Ha HalMX rnasax
MOMHO 3aMeTUTb 3G HEKT MOBTOPAEMOCTU U BO3BPALLEHMA.

[oBOpPA 0 NOBEPXHOCTU B CBA3U C UMMEPCUBHbIMW BbICTaBKaMMU, He-
06X04MMO YNOMSAHYTb M ApYyroe Hanpas/JeHMe B3aMMOAENCTBUA COBpe-
MEHHbIX MY/IbTUMEAMUIHbIX TEXHOIOTUIA U UCKYCCTBA — TPEXMEPHbIV BU-
AeomannuHr. OH npeacTasaseT coboit «ANaNor Mexay UCTOPUYECKUM
NPOLUNbIM, CBA3AaHHbIM C XapaKTEPUCTUKAMMU UCTOPUYECKUX 34aHUN, U
TEXHONOMMYECKMM HACTOALLMM, B KOTOPOM MCMOAb3YHOTCA cneu3ddeKTbl
C BbICOKMM KO3PPUUMEHTOM CUMYAALMM, NO3BONAIOLLME PE3KO MaHUMY-
JIMpOBaTb M306paXkeHnem, nepenncbiBaTb U NepPenpoeKkTMPoBaTh ero»
(5, c. 168). Kak u myseliHble WOy BbIOBUPAIOT ANA 3KCNO3UUUK dUTrypy
MMEHUTOTO XYAOXKHMKA, aBTOPbl MPOEKTOB BMAEOM3MNMNUHIa obpaliatoT-
CA K KPYMHbIM NOCTPOMKaM, 4To obycsioBneHO NoTpebHoCTbio B 60/1b-
LIOM NNOCKOCTU. TN CTPOEHUA KaK NpPaBU/IO TakKe obnagatoT ocobo
KYNIbTYPHOW 3HAaYMMOCTbIO, U NPOEKLMA AOMNONHAETCA TEMWU CMbICNaMM,
KOTOpPOE HeceT B cebe apXMUTEKTYPHbIN 06bEKT B MacluTabe ropoga uam
cTpaHbl. Ciol umMdpPoOBOro HEOCA3aEMOro M306paKeHUs BO3HMKAET Ha
0b6beKTe MIHOBEHHO M criocobeH K bbicTpol TpaHchopmauumn B HEYTO
MHOE, OHO MeHSeT 06/IK 34aHUA U MOXKET CO34aTb UO3MIO ero nos-
HOro paspylieHns. MannuHr 6yKBasbHO yKa3biBaeT Ha HEBO3MOMXHOCTb
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COXpaHeHMWA MOCTOAHCTBA NOBEPXHOCTU, CTUAA, KYNBTYPHOIO €N0A B Lnb-
poBoM Mupe. HecayyaliHO ApamaTyprysa WOy M3MMAMHIA YacTo CTPOUT-
CA Ha AEMOHCTPALUKN CMEHbl 3NOX: Hanpumep, 3puUTenam npeanaratot
npocnefnTb UCTOPUIO YesI0BEYECTBA OT aHUMUPOBAHHbIX N306paxkeHui
CO CTEH rpOBHULL erMneTcknx papaoHoB A0 KpyKawmxca banepuH bonb-
Lworo TeaTpa.

B Lenom sToT e MOTUB Mbl OOHapPYKMBAEM B UHCTANNALUAX XY-
[OXHUKOB, roe 06beKTbl COBpaHbl M3 NPEAMETOB C PA3HbIMU «FOBOPSA-
WMMU» MNOBEPXHOCTAMMW, COOTBETCTBYIOLMMWU ONpeaeNeHHbIM acco-
LUMaTUBHBbIM pAZam. ABTOPbl MaKCMMa/IbHO MCNO/b3YHOT MPOCTPAHCTBO
BbICTAaBOYHOrO NOMELLLEHUA HE TONIbKO CTEHbI, HO NOJ U NOTONOK TaKUM
06pa3om, YTO NJIOCKOCTM NOMELLEHUA COBMAAAIOT C CAMUM Npounsseae-
HueMm. K npumepy, MpuHa KoprHa B cBOMX paboTax UCMOJIb3yeT pacTsax-
KM C U306pakeHnemM KUPNUYHOM KNaZKu, KOBPbI, bapxaTHble 3aHaBeCHI,
KOTOpbIMW ApanupyeT cTeHbl. MpoekT OAmutpua lytosa «Hap uyepHoi
rpsa3blo», CAeNaHHbI B COaBTOPCTBE C TaTbAHOM ®Puaunnosoi, 6bin
BnepBble npeacTasneH B 1994 roay, ogHako, B 2013 rogy oH 6bin BoC-
CO34aH B pamKax BbICTaBKM «PeKOHCTpyKUuA» 1 06pen no npowecTsmm
ABajLaTV NeT HoBble CMbIC/bl. Becb non BbicTaBoyHoro 3ana 6bin 3a-
BaJIeH rpA3bio, Ha KOTOPYHO CBEPXY OblaIN NOMOMKEHbI HECTPOraHHbIE A0-
CKM, Ha CTeHax cpa3y HaZ, ypoBHEM MJIMHTYca nomMelLanucb dotorpadum
MOCKOBCKMX KMOCKOB. [1nAa 3HAaKOMCTBa C MHCTannAuMein nocetutensim
npeanaranocb NPOWTUCH NO AOCKaM: TaKoe B3aMMOAENCTBME C XyL0XKe-
CTBEHHbIM 06BEKTOM NEPEHOCKSIO X U3 NPOCTPAHCTBA POHAA KYAbTYpbI
«EkatepuHa» 2010-x B Apyryto NCTOPUYECKYIO peasibHOCTb, BOCKpeLlan
nosceAHeBHbIN onbIT 1990-x roaos..

MosasneHne doTorpadmm 1 panbHelllee pa3suTUe ee NPUHLUMOB,
B pe3y/ibTaTe KOTOPOro BO3HWKANA Lubposaa otorpaduma u TexHonorum
CKaHUPOBaHWA U306PaXKEHUS B BbICOKOM PaspeLleHnn, U3MEHUAN NPU-
poay M3obpaxeHna u mexaHu3Mbl ero BocnpuAatua. B ceasmn c peHome-
HOM AWFMTaNU3aLUMKN My3eWHbIX NMPAKTUK 3axapyeHKo roBopuT O Heob-
XOAMMOCTM NOCTAaHOBKM BOMNPOCA O KBAUAHUM GOPMUPYHOLLUXCA HA ITOM
OCHOBE PeLEenTOpPHbIX MEXaHW3MOB Ha WUAEHTUYHOCTb COBPEMEHHOIO
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yenoseka» (2, c. 107). N mbl aelcTBUTENBHO OBHAPYKMBAEM 3Ty CBA3b
ouMbpPOBAHHOIO MCKYCCTBA M CamMoOpenpe3eHTaLnn YesioBeKa B COLM-
aNbHbIX ceTax. MoabopKn NPonsBeseHUIN XYLOKHUKOB PasHbIX Hanpas-
NEHUI M 3NOX CTa/IM YacTbio KOMMYHUKaLMKN B cOUManbHbIX ceTax. OgHa-
Ko bonee BEpOATHOM NPeACTaBAAETCA CXeEMa BO3AENCTBUA NPUBLIYKM K
BMPTyaNbHOMY OBLLEHWIO HA cnocobbl penpeseHTauun NpounsBeaeHUN
uckyccta. lMonb3oBates NOCTOAHHO AenATcA M obmeHMBalTCA U30-
HpaxeHMaAMM, BbIOOP KOTOPbIX AOMOAHAET UX BUPTYAJ/IbHbIN MOPTPET,
LEe/IMKOM COCTaBNEHHbIN M3 Konuint. OH, KaK Mo3aunKa, GopmupyeTtca 13
BM3Yyas/ibHbIX GParMeHTOB NOBCEAHEBHOW }KU3HW Ntoael U LudpoBbIX KO-
nuii 06bEKTOB, He CBA3AHHbIX HENOCPEACTBEHHO C PU3MYECKON peanb-
HOCTbIO Ye/IoBeKa, KOTOPbIE OH, OAHAKO, MOMaraeT BKAOYEHHbBIMWU B €ro
KM3HEHHOE NPOCTPAHCTBO Ha OCHOBAHUW CBOWX MHTEPECOB Y CUMMATU.
Ciopa oTHoCATCA UMdpPOBbIE PENPOAYKLMU KAPTUH, CHUMKKN TypUCTUYe-
CKMX MECT U NPUPOAHbIX NaHALWadTOB, }KMBOTHbIX, poTorpadum megmii-
HbIX NEPCOH, YyXKNX AaeTeir n npod. «06MK» YenoBeKka B BUPTYyasibHOM
CEeTeBOM MPOCTPAHCTBE NoA0beH MaHeKeHy, obaenseHHOMy 3epKana-
MM, B FPAHAX KOTOPbIX OTPAXKaoTCA NNLLb N36paHHbIE UM 31EMEHTbI pe-
aNnbHOCTW.

OLHOBPEMEHHO 3HAaMeHUTble MPOU3BEAEHUA MCKYCCTBA MPUCYT-
CTBYIOT B dopme penpoayKumnin u B pUanyeckom mmpe: oHM MoryT BbiTb
nomelLeHbl Ha 0610KKY NacnopTa, Yexsna TenedoHa, CYMKy, Ha oaexay
(dyT60nKM, NNaTba 1 Nanbto C «Mouenyem» Knumra) u 1.4. CerogHs yT-
BEPAMBLLIENCA NPAKTUKOWN CTana Npogaxka CyBEHUPOB € U3obparkeHus-
MW, NPeACcTaBAEHHbIMW Ha BPEMEHHOW UM NOCTOAHHOM BbiCcTaBke. MNpu-
MeyaTeNbHO, YTO BbICTaBOYHOE NMPOCTPaHCTBO Artplay Media ycTpoeHo
TakMm 06pas3om, YTO Ha BbIXOAe MOCEeTUTENb NonaaaeT NPSMUKOM B Cy-
BEHWUPHYIO /1aBKY, HAaNO/NHEHHYIO BCEMMU 3TUMM TOBAapamu. To BOJIbHOE
nepemelleHve n gedopmauma KapTWH, C KOTOPbIMU OH CTO/IKHY/CS B
3a/1e, NOMYYaAOT 34eCb CBOE /IOTMYECKOe MPOAO/IKEHME: N306paXKeHUs
C IEerKOCTbIO CO/IHEYHOTO 3ai4MKa NepeckakMBatoT C NpeamMeTa Ha npesa-
MET, OCTaB/IAA Ha KaXKA0M CBOW oTnevaToK. M uenoBek, KOTopbIi Tenepb
CaMOCTOATENbHO, NPaKTUYECKK 6e3 BCAKUX OrpaHUYEHU, BbICTPaUBaET
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CBOIO BM3YyaslbHYIO «cpeay OOUTaHUA», OKpY*KaeT ceba Temun Belamu,
KOTOpble OTpaXKatoT ero npegnoyteHus. MpegmeTbl, KOTOpble caeayoT
3a CBOMM BnagesibLem B NybavMyHOe MPOCTPAHCTBO, Kak U Nnybankye-
Mbl€ MM B COLMANbHbIX CETAX M306parkeHNs, OKa3blBalOTCA YacTbio €ro
camopenpeseHTaumMu. B npuBaTHOM NPOCTPAHCTBE OHM CO34at0T SIMOLM-
OHa/IbHO KOMOPTHYIO A/1A YesioBeKa aTmocdepy. Ecam BuaeomMannuHr
HeceT B cebe cooblieHMe 06 M3MEHYMBOCTM OKPYKAOWUX NOBEPXHO-
cTel, TO 6eCKOHeYHas BO3MOXHOCTb PenpoayLuMpoBaHMA U MeTamMop-
$03bl, NponcxoanALMe C XUBONMUCHBIMW MNONOTHAMWU B PaMKax My/NbTy-
MeAUMHbIX BbICTaBOK, YTBEPXAAOT UX MOBMALHOCTL B COBPEMEHHOM
Mupe. Ty YepTy MNJIOCKOCTHOE NPOU3BELEHME UCKYCCTBA NpuobpeTaeT
npv nepexoge B u1Moposoi popmat. MHrpug Xenbl/ib roBOPUT O TOM,
YTO OHO CTAHOBUTCA KMY/JILTUNAATPOPMEHHBIM U ONpeaenseTca Yepes
3Ty nnathopmy Uaun Aucnien, a He Yepes U3HaAYaIbHO NPUCYLLYIO XapaK-
TEPUCTUKY UAM OHTONOrMIO» (6, C. 474—475). MpaKkTuueckn besrpaHuny-
HafA WMpOoTa BO3MOXKHOCTEN NevaTu, nepegayv 1 NpoeumnpoBaHus umo-
POBOro N306parkeHnn Ha NOBEPXHOCTb NpeBpalLLaeT NobyIo NJI0CKOCTb B
NMoTeHLMANbHbIM 3KpaH. [ pyrol rpaHbio 3Toro peHoMeHa ABASETCA KMO-
H6UbHOE MCKYCCTBO», KOTOPOE 33aBEAOMO CO343eTca AJ1a cpeabl nop-
TATUBHbIX MYNbTUMEAUMHBIX YCTPOWCTB, MOBCIOAY COMPOBOMAAMOLLUX
cBoux Bnagennles. Mo mHeHUto Jlapuccbl Xbed, «MOOUNbHOE UCKYCCTBO
HaxXoAMTCA B LEHTPe NepeKpecTka XyAoXKeCTBeHHOe —— NoBceaHeBHOe
— coumanbHoe» (7, c. 174). Ho ceiyac B 3Ty e 06/1acTb HAMEPEHHO
NMOMELLAIOT Te 3HaMeHUTble 06pa3sLbl TPAZMLMOHHOTO UCKYCCTBA, KOTO-
pble 06bIYHO COOTHOCATCA C COBEPLUEHHO KOHKPETHOW (My3eliHoW nau
YyacTHoW) TeppuTopuen. He cnyyaiHo Npu onpeaeneHMn NoAJANHHOCTU
Nnpou3BeAeHNA MCKYCCTBa TaKylo PoJib UrpaeT NpoBeHaHC, No3BOAsAO-
WM NpocneanTb BCE €ro NepemMelLeHns U oT4acTu NOATBEPIKAAOLLNIA
€ro NoA/IMHHOCTb.

My3eMHbIA MUP aKTMBHO Y4acTBYET B CO34aHWM 3TOTO «C/I0A» Xy-
[OXECTBEHHbIX KOMWA B MOBCEAHEBHOM MPOCTPAHCTBE M Jieraaunsyet
CaM MPUHLMM KONUPOBAHMUA. Y COBPEMEHHOIO Ye/10BeKa BbipaboTanach
NPMBbIYKA 3HAKOMCTBA C NPOU3BEAEHUAMWN TPAAULMOHHbIX BUAOB UC-
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KyCCTBa NMocpeacTBOM 3KpaHa. Myseun oumdpoBbIBAtOT CBOM KOINEKLUN,
3anyweH macwTabHbii npoekT Google art project no cosgaHuio BUpP-
TyaNbHbIX KOMNUIA BeAyLMX XyAOXKECTBEHHbIX My3eeB mupa (cpeaun HuX
fanepen Yoouum, fanepes TelT, focyaapCTBEHHbIN DpmUTaK), rae pa-
60Tbl M3BECTHbIX XYA0KHUKOB NPeAcTaBAeHbl B TAaKOM pPa3peLleHnn, YTo
BuaHa pakTypa KpacoyHoro cnod. OumdppoBKa My3enHbIX KOANEKUUIA U
apXMBOB, KOHEYHO, 3HAYMTE/NIbHO YMpoLLaeT paboTy ucciesosaTenei.
N, 6e3ycnoBHO, 34ech B 60/blUel CTeNEHN, YEM HA MY/ILTUMEANNHOM Bbl-
CTaBKe, MOXHO MO3HAKOMUTbLCA CO cneundUKon TBOPYECTBa XYA0XKHMKA,
HO 3TO MPOMUCXOAMUT TONLKO NPU NPUBANNKEHUN PparmeHTa M3obpake-
HUSA. B 3TOT MOMEHT OHO TepsaeT CBO LeIOCTHOCTb, U NPOM3BeAeHME Kak
TAKOBOE C 3KpaHa ucyesaeT. MogobHbIM UMPPOBOM apxme BU3yasibHOTO
WCKYCCTBA MO3BO/IAET HAZLEATbCA HA COXPaHEHWe MPOou3BEedeHUN ANA
nocneayoLwmx NOKONAEHUN, AaXKe eCAN OPUTMHAJbI NO KaKOM-TO Tparu-
YyecKkoW cnyyaHocTn ByayT yTpadeHbl. Bo3HuKaeT naea rnobanbHocTH
WwenaeBpa, ero CywecTBoBaHWUA BHe reorpaduyecknux KoopamuHart, rae-Tto
HaZ GU3NYECKMM MUPOM, @ TaKXKe ero NPMHaANEKHOCTU U AOCTYNHOCTU
KaXKaoMy M3 KMBYLIMX. M300parkeHne KapTUHbI MOXKET ObITb OTKPbITO Ha
3KpaHe N1b0oro KomnbloTepa, TesfiepoHa U Apyroro CPeacTsa CBA3U, NOA-
KNIIOYEHHOTO K NIHTepHeTy.

Yike B XIX BeKe camu XygoXHUKM ucnonbsosanun potorpadum ana
TOro, 4Tobbl NOKasaTb CBOK PaboTy APY3bAM MAU POACTBEHHMKAM, C
KOTOpPbIMK UX pasaenano bonblwoe pacctosHue. K npumepy, B NMCbMax
MoctaBa Kypbe mbl HaxogMm yNOMMHaHWE O TOM, Kak npoucxoanna ¢o-
TOCbeMKa ero KaptuH «Kynanblwmupl» u «Mpagunbwmubl» (1851 rog).
M3 nucbma poantenam: «Mbl o4eHb 3aHATbI B 3TO Bpema ¢oTorpadm-
poBaHuem «Mpagunblumuy, «Kynanblimuy» n moero noprperta. HeT Hu-
yero TpyaHee 3TMUX onepaunit. NMpobosanu Tpn uan Yyetbipe potorpada,
KOTOpble HUYEro He MO/ caenatb. MoW NopTpeT BeNnKoNeneH, Koraa
y MeHsa ByayT OTNeyaTku, A Bam BbILJIIO, TaK XKe KaK U OTMeYaTKU C Kap-
THH» (8, c. 80).

Mpu aTtom ¢doTorpadbl-NMKTOPUANNCTLI, PaboTas ¢ TeXHONOTUEN
doTorpadmm, HaNpPOTMB, N30 BCEX CU MPOTUBUIUCH BO3SMOMKHOCTU TUPa-
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XUpoBaHMA cBOUX GOTOKAPTUH. OHM HACTONIbKO YCAOKHAIN TEXHONOTUIO
CO3/1aHNA CBOWX NPOM3BEAEHWI, YTO OHU CTAHOBUUCH AEeNCTBUTE/IbHO
HEMOBTOPUMbIMU. XyA0XKECTBEHHbIN CHUMOK HENPEMEHHO A0/KeH bbin
cofepKaTb HenocpeacTBEHHO PYKOTBOPHbIN cnea, byab To npocTtas ob-
pes3Ka Kagpa, TPYA0EMKOe HaHeceHMe KpacKu BPY4YHYIO MM npouapa-
MbiBaHWE CBETOYYBCTBMTE/NIbHOIO C/10. ITO ObIAN NEPBbIE XYAO0KHWKM,
KOTOPbI€ CTOJIKHY/INCb C GEHOMEHOM CO3L4aHWUS MPOU3BEAEHMSA WUCKYC-
CTBa NPW NOMOLIN «aBTOMaTa», YTO 3aCTaBAANO UX BOPOTbHCA 3a Mpu-
3HaHMe cBoero aBTopcTea. NogobHOro ABEeHNA B CBA3U C rPaBlOpPoOM He
NPoOUCXoANI0, NOCKOAbKY BblI0 NOHATHO, YTO KaXKaas IMHUA Bbipe3aHa
MacTepom, B TO BPEMA KaK MOMEHT ynpasieHus ¢oTtorpadpom nsobpa-
3UTE/IbHbIM C/I0EM OCTaBasICA HeABHbIM. ITO Dbl NepBbIl OMbIT, KOraa
NMPUHLMNbI B3aMMOLENCTBUA YeNoBeKa U TEXHUKWN OKa3blBaIUCb BN3KK
CO34aHUI0 MYNbTUMEOMAHOTO NPOU3BeAeHUA UCKyccTBa. dnoxa ¢oTo-
rpadumn OTKpPbIAa BO3MOMKHOCTb TUPAMKUPOBAHUA KUBOMUCHBIX NPOU3-
BeAeHUI 1 TPAHCMOPTUPOBKM UX KONWUI cnepBa B NPOCTPAHCTBO pa3nuny-
HbIX MOMELLEHMWI, @ 3aTEM M UX TPAHCAALMM Ha Nt06bIX MOBEPXHOCTAX.
Ho cerogHsa 4yenoBeK BeAeT XPOHUKY CBOEM KM3HM B COLMAbHbIX
CeTAX, TAe ero cCamopenpeseHTaumna pPacTaAHyTa Ha rofapl M NOCTOAHHO
OOMNOJIHAETCA HOBbIMM AAHHbIMM, NPeacTaBAfoWMMM cobon He B Mno-
cnegHioo odepeap poTtorpadmyeckme oTnevaTkm ero KunsHu. B namatu
Noboro JomallHero KomnbtoTepa, TenedoHa AN Ha yaaeHHOM cepBe-
pe ceroaHs cobupaercs umdppoBas KONUA YeNoBeKa. JTa MAes, MeXay
npo4Ynm, 6bi1a 0bbIrpaHa B 04HOM U3 CHOXKETOB NONYASPHOTO GaHTaCTyU-
yeckoro cepuana «YepHoe 3epkano»: 8 6yayuiem nobyo TUYHOCTb CO
BCEMMW €€ XKUBbIMW PEeaKUUAMM, IEKCUKOM U BOCMOMUHAHUAMMU MOMKHO
OyaeT OXKMBUTb, BOCCO34aB €€ TOYHbIM NCUXONOTMYECKUin 06ANK U3 co-
XpaHMBLUMXCA B LMGIPOBOM BUAE AaHHbIX. [puyem mMccnegoBaHma Mno-
Ka3blBalOT, YTO HECMOTPA Ha CTPEMJIEHUE MO/Ib30BaTeNlel K CO34aHMIo
B COLMA/IbHbIX CETAX CBOEro BbIBEPEHHOro 06pasa, AaHHble npodaina,
Hanpumep, B Facebook (Kyaa BxoasT pasHble napameTpbl aKTUBHOCTU
Mo/b30BaTeNA, — YNUC/O «APY3ei», «KNalKoB», NyBAMKALMK «CTaTyCOB»
n dotorpaduii 1 T.4.) «OTPaXKaloT peanbHyIo JIMYHOCTb UX BAaAe/bLEB,
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a He NAeann3npoBaHHYIO MPOEKUMNIO XKeNaemblX YepT,» U CTEeNeHb UC-
KaeHWA oKasblBaeTcA He 6osbLle, Yem B NCUXOMETPUYECKUX TecTax (9,
c. 369). bonee Toro, ectb paboTbl, MOCBALWEHHbIE U3YYEHUIO UCKNHOYM-
TeNbHO BU3Yya/ibHbIX MapKepoB INYHOCTU B ceTu Facebook. B uenom oHu
MOKasanu, YTo aHa/IM3 OAHOrO 3TOro acnekTa cnocobeH AaTb AOBONLHO
TOYHbIE NMCUXONOTUYECKME XapaKTEPUCTUKM MONb30BaTesNel: «...NPOCTO
N3MepAA YPOBHM BU3yasibHOO BK/ada No/b30BaTes1ei, MOXKHO OTHOCH-
Te/IbHO TOYHO NpPeACcKa3aTb NATb JIMYHOCTHbIX YepT BAagenbLes npodu-
na» (10, ¢.169). Tak BOT ANA TaKOro YyesnoBeKa oblieHMe NocpeacTBom
Konuin B MIHTEPHET-NPOCTPaHCTBE ABNAETCA MOBCEAHEBHOW MpPaKTUKON,
OH MPWUBbIK K NOCTOAHHOMY CTOJIKHOBEHMUIO C KONMUAMM N TePAET YyBCTBU-
TENbHOCTb K YHUKaNbHOCTU NpounsBefeHna. Bo3MoXKHO, urpaet ponb u
06bem BM3yanbHOM MHbOPMALMKM, B KOTOPOM Mbl JONIXKHbI YCNeBaTb CO-
PUEHTUPOBATLCA: MHOFMM OKa3blBAaeTCA AOCTAaTOMHO TOM YNpOLLEeHHOW
y3HaBaeMoCTH, O KOTOPOI Wwa peyb Bblwe.! AnekcaHap JpuKkep roso-
pUT O TOM, YTO COBPEMEHHble NpodeccMoHaNbHble TEXHOIOMMU KOMu-
POBaAHUA «CHUMKAIOT MHPOPMALMOHHBIN AePUUMNT SNEKTPOHHON Konum
B CPaBHEHWWN C OPUTMHANOM. YUYUTbIBAA TEMMbI TEXHOJIOMMYECKOro Npo-
rpecca, TOXAeCTBEHHOCTb KOMWUM M OpUTMHana, — «“anekTpoHHaa” [xo-
KOHAA, KOTOPYIO HM OAMH 3KCNEPT He CMOXKET OT/INYUTb OT OpPUrMHana
3a nyneHenpobnBaemblM CTEKNIOM, — 3TO PeasibHOCTb, ECAN He Ceroa-
HALWHEro, To, HaBepHsAKa, 3aBTpaLUHero AHA. B TakoW cuTyauuu, Koraa
HabntogaTenb He crnocobeH OTbICKATb PasNMUMsA, CaMo MOHATUE OPUTKU-
Hana ytpaumsaetca» (11). B 3TUX yc10BUAX OH OTBOAUT NEPBOCTENEHHYIO
posib B GOPMMPOBAHUN YYBCTBEHHOTO BOCMPUATMA UCKYCCTBA Yy NMOCETU-
Tesiell NPOCTPAHCTBY BUMPTYasibHOFO UAKN peanbHOro myses. HekoTopble
uccnepgosaTenu, Hanpumep, baxap JMHKaKmaH, npuaepKmMBatoTca MHe-

! NapapoKcanbHbiM 06pa3oMm, AN TAKOTO 3pPUTENA COXPAHAETCA LLEHHOCTb OpPUTMHaNa 6peHaoBbIX
Belleil, KoTopble NOAYEPKMBALOT €10 — AEWCTBUTENbHbIE U KelaeMble — CTaTyC M MaTepuanb-
HbIl LOCTATOK. HO M ee MOKET Co BpemMeHeM NOTECHWUTb TEXHONOTUA TPEXMEPHOM NeyaTtu, KoTopas
no3BONAET «HaneyaTaTb» /060N HeObXoAUMbINA NPeaMEeT MO MHAMBUAYANbHLIM MapaMeTpam.
BoneeT TOro, y)Ke AaloT XOPOLLME Pe3ybTaThl IKCNEPUMEHTbI B 061aCTV BUoNeYaTi YeNoBeYECKUX
OpraHos.
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HUSA, YTO AUrMTaNN3aLMA UCKYCCTBA, HECOMHEHHO, MMEET CBOM MJIOChI,
NMOCKO/IbKY OHa pacliMpsAeT MHANBUAYaA/IbHbIE UCCNeA0BaTe/IbCKUE BO3-
MOHOCTM B 3TOM 06/1aCTU U CNOCOBCTBYET Pa3BUTUIO MEKAYHAPOAHbIX
OTHOLIEHUIN MEXAY CaMUMMK XYAOXKHMKAMM, KypaTopamn U Mysesmu.
OfHaKko «AMcKyccus Ha Temy “atmocdepbl, CBOMCTBEHHOW OPUTMHA/b-
HOMY Npou3BeaeHuto”, byaeT NPOAOKATLCA BMECTE C POCTOM TEXHO-
norudeckoro nporpecca» (12, c. 69). A NoKa AnA MHOMMUX XMBOMUCHOE
npousBeAeHNe NCKYCCTBA NPEBPALLAETCA B YHUBEPCAbHbINA MyNbTUME-
OVIHBIN CNOM, KOTOPbIM OTKPBIT ANA PA3/IMYHbIX MAaHUNYNAUMIA C ero dpu-
3MYECKMMM XapPaKTEPUCTUKAMM U1 MO BOJIE YEIOBEKA MOXKET aKTyan3u-
poBaTbcA Ha /Ilo60M NOBEPXHOCTY.

JIUTEPATYPA

1. HoBocCTu KynbTypbl. BoicTaBKa «Bennkne mogepHUCTbI. PeBontouma B Uc-
KyccTBe» B MynbTUMeana-bopmarte (dneKTpoHHbIN pecypc) // KynbTypa: Teneka-
Han. 3¢up ot 12.02.2015.

URL: https://tvkultura.ru/article/show/article_id/128289/ (pata o6pauieHus:
05.03.2019).

2. 3axapyeHko U.H. Lndposble npeseHTaLMn UCKYCCTBA B KOHTEKCTE My/lb-
TUMeAMIAHBIX 3KCNOo3MuuMii: npobaemsl BocnpuaTus // BecTHuk PITY. Cepua: UcTo-
pua. dunonorua. Kynbtyponorua. BoctokosegeHue. 2017. Ne 6. C. 107-113.

3. CanbHuKoBa E.B. ®eHomeH BU3yanbHOro. OT ApPeBHUX UCTOKOB K Hayany
XXI Beka. M.: Mporpecc-Tpagnumsa, 2012. 575 c.

4. BeHbAMMH B. YuyeHue o nopobuu: megmascteTMyeckme NpousBeseHus.
M.: PITY, 2012. 287 c.

5. Catanese R. 3D architectural videomapping // International Archives of
the Photogrammetry, Remote Sensing and Spatial Information Sciences. 2013.
Vol. XL-5/W2, pp.165-169.

6. Hoelzl I. Screens—the place of the image in digital culture // Leonardo.
2012. Vol. 45, Ne 5, pp. 474-475.

7. Hjorth L. Mobile art: Rethinking intersections between art, user created
content (UCC), and the quotidian // Mobile Media & Communication. 2015. Vol. 4
(2), pp. 169-185.

8. Kypbe TI. Mucbma, LOKYMEHTbI, BOCMOMWHAHWUA COBpeMeHHMUKoB. M.: Uc-
KyccTBo, 1970. 271 c.

HAYKA TENIEBUAEHUA Ne 15.3, 2019 141 THE ART AND SCIENCE OF TELEVISION



9. Manifestations of user personality in website choice and behaviour on
online social networks / Kosinski M., Bachrach Y., Kohli P., Stillwell D., Graepel T. //
Machine Learning. 2014. Vol. 95. Is. 3, pp. 357—-380.

10. Eftekhar A. Capturing Personality from Facebook Photos and Photo-
related Activities: How Much Exposure Do You Need? / Eftekhar A., Fullwood C.,
Morris N. // Computers in Human Behavior. 2014. Vol. 37, pp. 162-170.

11. Apwukkep A.C. BUpTyanbHbIl My3eit: 0T MHGOPMALLMOHHBIX TEXHONOTU K
HOBOMY Ka4yeCTBY XYAO0MECTBEHHbIX peLleHniA (INeKTPOoHHbIN pecypc) // KynbTypa
ApxaHresibcKoi 0bnactu: cairT. URL: https://www.culture29.ru/
upload/medialibrary/1b7/1b728e7ad7bfabcb0deObe88d7963497.pdf. (aata obpa-
weHua: 10.03.2019).

12. Dincakman B. The relation between the virtual sphere and the virtual
sphere of arts in the digital communicaton era // Journal of media critiques. 2014.
Vol. 1, pp 55-70.

REFERENCES

1. Novosti kul'tury. Vystavka «Velikie modernisty. Revoljuciya v iskusstve»
v mul’timedia-formate (Culture News. Great Modernists. Revolution in Art
multimedia exhibition). Kul'tura: telekanal (Culture TV channel). Aired on
12.02.2015. URL: https://tvkultura.ru/article/show/article_id/128289/ (accessed:
05.03.2019).

2. Zaharchenko I.N. Cifrovye prezentacii iskusstva v kontekste mul’timedijnyh
jekspozicij: problemy vosprijatija (Digital Art Presentations in the Context of
Multimedia Expositions: Problems of Perception). Vestnik RGGU. Seriya: Istoriya.
Filologiya. Kul'turologiya. Vostokovedenie (RSUH Bulletin. Series: History.
Philology. Cultural Studies. Oriental Studies). 2017. No. 6, pp. 107-113.

3. Sal'nikova E.V. Fenomen vizual’'nogo. Ot drevnih istokov k nachalu XXI veka
(Phenomenon of the Visual. From Ancient Origins to Early 21st Century). Moscow:
Progress-Traditsiya, 2012. 575 p.

4. Ben’yamin V. Uchenie o podobii. Mediaesteticheskie proizvedeniya.
Sbornik statej (The Teaching of Similarity. Media Esthetic Works. Collection of
articles). Moscow: RGGU, 2012. 287 p.

5. Catanese R. 3D Architectural Videomapping. International Archives of the
Photogrammetry, Remote Sensing and Spatial Information Sciences. 2013. Vol.
XL-5/W2, pp 165-169.

6. Hoelzl I. Screens—the Place of the Image in Digital Culture. Leonardo.
2012. Vol. 45, Ne 5, pp. 474-475.

HAYKA TENIEBUAEHUA Ne 15.3, 2019 142 THE ART AND SCIENCE OF TELEVISION



7. Hjorth L. Mobile Art: Rethinking Intersections Between Art, User Created
Content (UCC), and the Quotidian. Mobile Media & Communication. 2015. Vol. 4
(2), pp. 169-185.

8. Kurbe G. Pis’'ma, dokumenty, vospominaniya sovremennikov (Letters,
Documents, Memoirs of Contemporaries). Moscow: Iskusstvo, 1970. 271 p.

9. Manifestations of User Personality in Website Choice and Behavior on
Online Social Networks. Kosinski M., Bachrach Y., Kohli P., Stillwell D., Graepel T.
Machine Learning. 2014. Vol. 95. Is. 3, pp. 357-380.

10. Eftekhar A. Capturing Personality from Facebook Photos and Photo-
Related Activities: How Much Exposure Do You Need? Eftekhar A., Fullwood C.,
Morris N. Computers in Human Behavior. 2014. Vol. 37, pp. 162-170.

11. Drikker A.S. Virtual'nyj muzej: ot informacionnyh tehnologij k novomu
kachestvu hudozhestvennyh reshenij (Virtual Museum: From Information
Technology to a New Quality of Artistic Solutions). // Kul’tura Arhangel’skoj oblasti
(Culture of the Arkhangelsk Oblast): website. URL: https://www.culture29.ru/
upload/medialibrary/1b7/1b728e7ad7bfabcb0de0be88d7963497.pdf. (accessed:
10.03.2019).

12. Dincakman B. The Relation Between the Virtual Sphere and the Virtual
Sphere of Arts in the Digital Communication Era. Journal of Media Critiques. 2014.
Vol. 1, pp. 55-70.

HAYKA TENIEBUAEHUA Ne 15.3, 2019 143 THE ART AND SCIENCE OF TELEVISION



CBEAEHWA OB ABTOPE:

ANEKCAHAPA IbBOBHA HOPTEHEBA

KaHAWMAAT KyNbTypOoaornm,

CTapLUMA HAay4YHbIN COTPYAHUK

CEKTOPA XYL0¥KeCTBEHHbIX Npobaem maccmenmna,
focynapCTBEHHbIN MHCTUTYT UCKYCCTBO3HAHMA,
125009, r. MocKBa, Ko3nuKnin nepeynok, a. 5
ORCID: 0000-0002-0465-4728

e-mail: Ivovushka@yandex.ru

ABOUT THE AUTHOR:

ALEXANDRA L. YURGENEVA

PhD in Cultural Studies,

Senior Researcher, Department of Mass Media Artistic Problems,
State Institute for Art Studies,

125009, Moscow, Kozitsky pereulok, 5

ORCID: 0000-0002-0465-4728

e-mail: lvovushka@yandex.ru

HAYKA TENIEBUAEHUA Ne 15.3, 2019 144 THE ART AND SCIENCE OF TELEVISION



MEAWAOBPA3OBAHUE

THE MEDIA EDUCATION






YK 008 + 070
BBK 71.05 + 76.0
DOI: 10.30628/1994-9529-2019-15.3-147-168
recieved 18.06.2019, accepted 27.09.2019

CTAHUCNAB BAYEC/IABOBUY MUNTOBUAOB
HaunoHanbHbI nccienoBaTelbCKMIA YHUBEPCUTET
«BbIcwWwan WKoa 3KOHOMUKU»

MockBa, Poccua

ORCID:0000-0003-1406-5406

e-mail: staine@mail.ru

METO/A NPOLEEAYPHOW PUTOPUKMU
ANnAa AHANU3A
TPAHCMEAWNHbBIX MPOU3BEAEHUI

AHHOTauMA. B cTaTbe aHanM3MpyeTca MeToA010rUA NPOLEeAYPHON PUTOPUKN
(M. BorocT) NpMMEHUTENbHO K TPaHCMeAUHbIM NPOU3BEeAEHUAM, KOTopan
No3BONAET BbIABUTL MX creunduyeckne ceTesble XapaKkTepucTuku. C pas-
BUTMEM UMPPOBbLIX TEXHONOMMIA MPOUCXOAUT U3MEHEHME BOCMPUATUA TPAHC-
MeAMMHOro NPOMU3BEeAEHNA OT peLenumnmn HappaT1Ba K B3aMMOAENCTBUIO C
NPOCTPAHCTBOM. B CBA3M € 3TMM BO3HMKAeT Npobaema, cBsaHHas ¢ BOCMPU-
ATUEM W aHANN30M NOA06HbIX MPAKTUK, 061a4at0WMX NPOCTPAHCTBEHHBIMM
XapaKTepUCTMKaMM, TaK KaK TPAAULMOHHbIN TMHIBUCTUYECKMI NOAXOA, OKa-
3bIBaeTCA OrpaHNYeHO NMPUMEHMMbIM U He NO3BOAAET UCCNea0BaTb NoA06-
Hble 06bEKTbI BO BCEM MX NOAHOTE. 1A U3ydyeHMsa NPOCTPaHCTBa, KOHCTPY-
MPYEMOro B MPaKTMKax Mosib3oBaTeNei, B pamKax NpoueaypHOn pUTOPUKK
npepnaraeTca nccnegoBaHue eaMHUYHbIX onepauuii (AeNCcTBUIA yYacTHUKA
TPaHCMeAMMHOTO NMPOEKTa) U KapTorpadrpoBaHmMe NONYUUBLLMXCA B PE3Y/ib-
TaTe OMepauMOHHbIX Lenoyek. Takmm obpasom, dopmupyeTcs 60/bLLOM
MaCcCUB OaHHbIX, 06beANHAIOWMX BCE NEMEHTbI TPaHCMEAMMHOro NpPous-
BefeHWA B eAMHOE NPOCTPAHCTBO, HE3aBUCUMMO OT Meana popmata M meama
naatPopmbl, Ha KOTOPbIX OHU NpeacTaBaeHbl. B pe3ynbrate o6HapyKMBaeT-
€A, YTO B TaKOro PoAa MpPaKTUKaX PoJib HEYENOBEYECKMX aKTOPOB (BbIMbILL-
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NIEHHbIX NepPCOHaXKeW, NHTePaKTUBHbIX apTedaKToB AW CreHepUPOBaHHbIX
KOMMbIOTEPOM 0OBEKTOB) OKA3bIBAETCA TaKKe BaXKHA, KaK U Nosib3oBaTesen,
KOTOpPble NONYYaloT HOBYIO MHGOPMALLMIO O BbIMbILINEHHOM MUPE, YaCTUYHO
cosaasas ee. MpPoOCTPaHCTBO TPAHCMEANMHOIO NPOM3BEAEeHNA MOXKHO Npea-
CTaBUTb, C OAHOI CTOPOHbI, KaK MHTepdENC B3aNMOAENCTBUA MEX Ay pa3/iny-
HbIMM €r0 YaCTAMM, a C APYroi — Kak «akTop-ceTb» (b. J1aTyp), B KOTOPOW akK-
Tyann3npyeTca KOMMYHUKaLMA NOb30BaTeNeN, a ANXOTOMMA BCTPaUBaHUA
BbIMbILL/IEHHOrO MMPA B pPeasibHbIi U HA06OPOT NOCTeNeHHO CTMpaeTcs. Bbi-
MbILLUIEHHbIE MUPbI TaK}Ke 06HAPYKMBAIOT GppaKTaibHble CBOWCTBA, YTO AaeT
OCHOBaHMA NpeanoaaraTb UX NPUHLMNMAbHYIO He3aBepLLEHHOCTb, a chepa
M0/1b30BaTeNbCKOr0 Y4acTUA CTaHOBUTCA ropas/o LWMpe aBTOPCKOro 3ambic-
na (KaHoHa). Ocobblit MHTEpeC NpeacTaBnfeT peuenuus 1 B3aMmoaencTene
nosib30BaTeNei ¢ NPOCTPAHCTBOM NPOM3BEAEHMA, TaK KaK MyTb KaXAoro
No/ib30BaTeNA YHWKaAeH U GeHOMEHON0rMA NO3BOAET NPOaHaIM3NPOBaTh,
Kakum 06pa3om CTPYKTYpHble COCTaBAAOLWME BbIMbILWAEHHOTO MUpa (no-
PALOK UX UCCNeA0BaHUA UAN UCKIIOUEHME KaKMX-TMBOo YacTei) BANAIOT Ha
BOCMPUATUE TPAHCMEAMINHOIO NPON3BEAEHMA U TPAEKTOPUIO €ro U3yHeHus.
Kniouesble cnoBa: maccoBan KynbTypa, npoleaypHas puUTopuKa, borocr,
TpaHCMeaMa, BUAEOUTPbI, EANHUYHBIE OMNepaLMK, akTop-ceTb, JlaTyp

STANISLAV V. MILOVIDOV
National Research University
“Higher School of Economics”
Moscow, Russia
ORCID:0000-0003-1406-5406
e-mail: staine@mail.ru

PROCEDURAL RHETORIC METHOD
FOR TRANSMEDIA STORYTELLING ANALYSIS

Abstract. The article analyzes the methodology of procedural rhetoric
(I. Bogost) as applied to transmedia storytelling, making it possible to
detect its specific network characteristics. With the development of digital
technologies, the perception of transmedia works changes from narrative
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reception to interaction with the space. In this regard, a problem emerges
associated with perception and analysis of such practices possessing spatial
characteristics, since the traditional (i.e. linguistic) approach appears to
have limited applicability and does not allow to research these objects in
their entirety. To research this space constructed in users’ practices within
the framework of procedural rhetoric, it is proposed to analyze individual
operations (actions of a transmedia project participant) and map the
resulting operational chains. Therefore, a vast array of data is created,
combining all elements of a transmedia work into a single space, regardless
of media format or media platform they are presented in. As a result, the role
of non-human actors (fictional characters, interactive artifacts or computer-
generated objects) turns out to be just as crucial as the role of users who get
new information about the fictional world by partially creating it themselves.
The space of a transmedia project may be presented, on the one hand, as an
interface of interaction between its various parts and on the other hand, as an
«actor-network» (B. Latour), where users’ communication is actualized as the
dichotomy of embedding the fictional world into the real one and vice versa
is gradually erased. Fictional worlds also reveal fractal properties, which gives
reason to assume their fundamental incompleteness, and the scope of user’s
participation becomes much broader than the author’s concept (canon). The
reception and interaction of users with the project’s universe is of particular
interest, since the path of each user is unique and the phenomenology
makes it possible to analyze how the structural components of the fictional
world (the sequence of exploring them or excluding some parts) affect the
perception of transmedia storytelling and the trajectory of studying it.

Keywords: popular culture, procedural rhetoric, simulation rhetoric, Bogost,
transmedia storytelling, videogames, unit operations, actor-network, Latour

YenoBeKy NpucyLiM cnocoBHOCTb U KenaHue ybexaaTb Apyrux, u
C APeBHUX BPpeMeH Ntoan BbipabaTbiBann Bce HOBble cnocobbl ybexae-
HUA: OT 3HAaKOBOM U TEJIECHON PUTOPUKMU K MUCbMEHHOCTU U MeYaTHbIM,
TEKCTOBbIM CNOCOHaM KOMMYHMKaLMK, a B Halle Bpemsa K npoueaypHoi
puTopMKe UMdPOBBLIX MyNbTUMEAMA U TPAHCMEANMHBIX MPOEKTOB. B cBoto
ovepeab NPaKTUKM NoTpebaeHns BbIMbILAEHHbIX (KOHCTPYMPYEMbIX) BCe-
NEHHbIX OTINYAKOTCA OT TPAAULMOHHBIX NPaKTUK NOTPebeHNa nepapxm-
YeCKMUX HappaTMBOB, B OCHOBE KOTOPbIX CUCTEMA JIMHIBO-CEMUOTUYECKMUX
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KofoB. TeHAEHUNN MeauManoTpebeHns TpaHCMeauHbIX Npon3BeaeHui
OMUPAIOTCA Ha C/IOXMUBLUMECA B PaMKax WMHPOPMaUMOHHOro obluectsa
NPaKTUKK, CBA3AHHbIE C BUAEOUIPAMM, MYbTUMEANNHBIMUK NaaTdopmMa-
MU 1 NPaKTUKaMM AONOJAHEHHOW W BUPTYaNbHOM peasibHOCTM.

TexHMYecKkuit nporpecc Hayana XX BeKa cae/ial MaccoBO AOCTYMHbI-
MW pas/inyHble HOCUTENN MHPOPMALLMK, KOTOpble Baarogapsa UX TeXHU-
yecKol BocnpoumssoanumMmocTtu [B. beHnamuH (1)] npusenu K ysenmyeHuno
Ko/iyecTBa meana GopmaToB U pasHOOBPasnio MCTOUHWMKOB pacnpo-
CTpaHeHus U nonydyeHunsa nHoopmauuun. ObbegnuHeHne PaspPO3HEHHbIX
MeaMyMOB (My3blKM, TEKCTa, ABWUKEHUA, CBETa U Np.) B «eauMHoe Nnpo-
nsBeaeHue nckyccrea» (“gesamtkunstwerk”) npegckasan ee Komnosu-
Top P. BarHep.

B pasHoe Bpems nofobHble Maen BO3HWKAIN Y MHOTUX AesATenel
nckycctea. K npumepy, XyaorKHUK B. KaHAMHCKUIA pasmbIWAsaa O «ray-
H60OKOM CpoACTBE BCEX BUAOB UCKYCCTBa» B cBoel paboTe «O AyXOBHOM B
MCKyccTBe», a Komnosutop A. CKpsABMH NbITancsa BONIOTUTbL UX B «CBETO-
BOM» cumooHum «MpomeTtei». OgHaKo Tonbko nocne 1930-x rogos no-
ABNAIOTCA NepBble MPMMeEpPbI TMOpPUAHbBIX Meana GopPMaToB, NOAYYMBLUNX
Ha3BaHWe «TpaHcMmeaua». Tak, MO MHEHUIO aMEePUKAHCKOTo meamnaunc-
cneposatens K. JIOHra, HblHELWHWE TPAHCMEANMHbIE NPAKTUKN OT/IU-
YaloTCA OT CNoco60B KOMMYHUKALIMK, CYLLECTBOBABLLMX paHee B UCTO-
pun yenosevyecTsa. CoBpemeHHble TpaHCMeAWNHble MOBECTBOBAHWSA
ABNAIOTCA HAc/egHNKAaMMN MaCCOBOM KyNbTypbl U CYLLLECTBYIOT HEOTAE/U-
MO OT CpeACTB MAacCcoBOM MHPOPMALMU, NUCTOPUA KOTOPbIX HAYMHAETCS C
nsobpeTteHuns nedyatu (2). Moatomy BonnouweHne BMbNENCKNX CIOXKETOB,
nereHg o Kopone Aptype n PobuHe lyae oTHOCUTb K MacCMeAnMHbIM
npousBegeHNAM NpPobiemMaTMyHO, TaK Kak OHW (pOPMMPOBAIUCL BHE
KOHTEKCTa MacCOBOM Ky/lbTypbl U CPeACTB MacCOBOM KOMMYHMKaLMK.
M ToNbKO BNOCNEACTBUN COBPEMEHHbIE MeaMiHbIe NMPaKTUKK Caenanm
nx 0b6beKTaMM Macc-megma 1 TpaHcmeama. [lpyroit amepuKaHCKuiA Teo-
petnk — T. lorepTM COOTHOCUT BO3HMKHOBEHWE TPAaCMeMa C NOSAB/IEHU-
€M HOBbIX MAapPKETUHIOBbIX CTpaTerMi B meguanHayctpmm 20—-30-x rogos
XX BeKa, a UMeHHO «TpaHcMeaua sKcnayaTaummny (3).
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Ha scem npotaxkeHun XX cronetma 8 CLLUA n EBpone ctpemutens-
HbIM TEXHUYECKUI NPOrpecc ConpoBoXaanca WMPOKMM pacnpocTpaHe-
HMEM MacCOBOM Ky/NbTypbl U CPeACTB MaccoBOM UHPopmaLumn. MosTomy
BO3HMKHOBEHWE MHTEPECa MAacCOBOM NYBANKU K TpaHCMEeANNHbIM NpaK-
TUKaMm B onpeaesieHHOW cTeneHn bb11o 06yCcNoBAEHO TOTUKOMN Pa3BUTUSA
CHayasa MHAYCTPMAZIbHOTO, a 3aTeM MOCTUHAYCTPUAZIbHOIO 06LWEeCTB U
pacnpocTpaHeHMemM HOBbIX MHPOPMALMOHHO-KOMMYHUKATUBHbIX TEX-
HO/IOTUI. B CBA3M C 3TUM UCTOPUYECKME NPELNOCHINIKM BO3HUKHOBEHMUSA
TpaHCMeAMIHbIX NPaKTUK CneflyeT UCKaTb B UCTOPUM MACCOBOM KybTy-
pbl U Macc-meama, HauymMHaa nNpubnamnsntenbHo ¢ KoHua XIX Beka, a no-
fIBNIeHNE MepBbIX TPAHCMEANNHbIX NPOU3BEAEHUA MPOUCXOAUT OAHO-
BPEMEHHO C PacnpocTpaHeHWeM Takux ¢GeHOMEHOB, KaK obuwecTBo
notpebaeHnsA 1 KyIbTYpHblEe UHAYCTPUK B NEPBOM NosoBUHe XX BeKa.

CneunduKol TpaHCMEANNHBIX NPOU3BEAEHUN ABAAETCA BO3MOMK-
HOCTb BK/IIOYEHUA B €AMHOE XY[AOXeCTBEHHOEe MNPOCTPaAHCTBO Bblpasu-
TeNbHbIX CPeACTB ANTEpaTypbl, TeaTpa, My3blkM1, KUHeMaTorpada, raser,
YKYPHANO0B, a TaKKe COBPEMEHHbIX UMPPOBbLIX TEXHONOTMNIA (BUAEOUTPSI,
coumanbHble CETU, AOMNONHEHHAA U BUPTYa/ibHasA peasibHOCTU U T.4.). Bce
3TM Meama opmaTbl MOTYT CTAHOBUTLCA YaCTblO TPAHCMEAUHOTO Npo-
n3BeAeHUs, N UX OCOBEHHOCTM OKa3sbIBalOT B/IMAHME HA cnocobbl pac-
CKa3blBaHMWA UCTOPUIA, B3aMMOAENCTBUE COCTABAAIOLLMX UX /IEMEHTOB U
CTPYKTYpY Npou3BeaeHuns.

Ocobbili uHMepec npedcmasasaom Uugpossie UHMePaKmMuUHble
hopmamel, 8KAOYAEeMble 8 MPAHCMeOUliHble NMPoeKmMeol, MAaK KaK OHU
MpuUBHOCAM Hoeble, crieyuguyeckue crnocobsl ybexcdeHus u soszdeli-
cmeus Ha noss3zosamesneli. Hanpumep, BUAEOUIPbl, CTAHOBACb YaCTbtO
TPaHCMeaMMHOro NPOEKTa, A00aBAAOT U COBCTBEHHYO NpobieMaThky,
CBAA3aHHYIO C 0COBEHHOCTbIO MO0/1b30BaTE/IbCKUX B3anmMoaencTemii. Ha-
ymHan ¢ 90-x rogos XX BeKa, NOMbITKM OCMbIC/IEHUA BUAEOUTP KaK Ky/b-
TYPHOro peHOMEHA NMPOUCXOANIM C MOMOLLbIO TPAAULMOHHBIX JIMHIBU-
CTUYECKUX METOA0B, @ BUAEOMUTPbl PACCMATPMBANINCL Kak CBOEOOPa3HbIN
TekcT (M. /1. Paiian, . Mioppei, U. HOrain, H. Mowkos). Tak amepu-
KaHCKaA uccneposatenbHuua, M.-/1. PaitaH paccmaTpuBaeT BUAEOUTPbI C
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no3nuUun HappaToaorMmn, obHapyKMBan B X CTPYKTYPE Kak npesonpese-
JIeHHble relMM-am3aliHepaMm CIOXKETHbIE 3/IEMEHTbI, TaK U K MUKPOWUCTO-
pun», BO3HUKalOLWMeE B pesyabTaTe AeNCTBUI urpoka (4, c. 201). B ceoto
ouyepesb, poccuinickme uccnegosatenu M. tOrain n H. MoLwKoB yKa3sbiBatoT
Ha MbIC/IEHHOE ObLLLeHWe NO/b30BaTENs C XYA0KECTBEHHbIMU 06pasamu
npu MHTepnpeTauun NpousBeaeHUA, KOTOPbIMWU ABAAIOTCA MEPCOHAXKMU
u npegMmeTbl Urposoro mmpa (5, c. 23-24), a XyA0KeCTBEHHON eANHU-
uei B BUAEOUTPe CTAHOBUTCA MU3AHCLEHA, UCMO/Ib3yeMas AN OpraHu-
3auMM NpeaMeTHOro npoctpaHcTea (6, c. 17). Knoyesasa posib B UX UC-
cnefoBaHUAX NPU 3TOM OTBOAWMIACh aHANN3Y CIOXKEeTa U BblpasuUTeNbHbIX
cpeacts. OgHako B nepsoe gecatunetre XXl Beka nossunnock 6onbLioe
KONMYEeCTBO paboT 3apybexHbIX ncciegoBaTeneli, KOTopble NoKasany,
4TO HappPaATUBHbIN NOAXOL He AaeT NONHON KapTUHbI NPOLECCOB, ONUCHI-
BalOLLMX BOCNpUATUE NONb30BaTeNem urpbl. Tak, Hanpumep, . Aapcet
OTMeuYan, YTo «KOraa Mbl YATaeM POMAH, Mbl OCO3HaeM HOBble CMbIC-
Nbl, UHTEPNPETMPYA TEKCT. Ho B npouecce Urpbl reimep Co3AaeT HOBbIe
“TeKkcTbl”, TpaHchopMUpPYA BUPTYaNbHbIA MUP U OBBEKTbI Ha 3KpPaHE»,
No3TOMY «YyA0BONLCTBME OT reMmnaen <...> He B BU3ya/ibHOW COCTaBAA-
IOLLEN UIPbl, @ B KUHECTETUKE, GYHKLMOHANBbHOCTU U NMO3HaBaTe/IbHOCTH.
Balum HaBblkM ByayT BO3HArpaKAeHbl, BaM OWMOKU HaKa3blBalOTCA B
6yKBasibHOM cmbicne» (7).

[Opyroii uccneposatens suaeourp — . ®packa nogvepkusan, 4To
«rem-gusaliHep — 3TO He pacCKa34yuK, a, CKopee, BeAyWwUin B urpe,
TOT, KTO KOHTPO/IMPYET BbINOSIHEHME UIPOBbLIX NPaBWA, a He coobuiaeT
KaKMe-TO COYMHEHHble 3apaHee cmbicabl» (8, c. 232). Uccneposatenu
n. Oosu un X. KeHHean ns CLUA passuam 31 noaxoabl, 06HapyKus, 4to
«TEKCTYa IbHblI/ aHa/In3, OCHOBAHHbIN Ha UCCIef0BAHUM O3HAYAOLLLETO U
03Ha4aemoro, 6bln1 NPU3HAH HEaAEKBATHLIM A1A NMOHUMAHUA Pa3inymAa
MexXay y4yacTvem rerimepa B BUAEOUTPOBOM NPOCTPAHCTBE B KayecTse
nepcoHarka/aBaTapa v NpeaAcTaBNeHUEM NEPCOHaXKel Ha 0BbIMHOM Ku-
HO3KpaHe» (9, c. 6).

B pamkax uccnegoBaHuA BuAaeourp 3a nocnegHue AecATUNeTUA
chopmMMpPOBaNUCL NOAXOAbI K U3YYEHUIO cneunduKkmM onocpesoBaHHOrO
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B3aMMOZENCTBMA MO/Ib30BATENS C BUPTYasIbHbIM MPOCTPAHCTBOM UIpbl
(M. 10, A. Tannoysii, 3. Aapcer, W. Boroct, A. Canun). Uccnegosatenu
COCpPeaoToOMMANCE Ha M3YYEHUM BAUAHUA BUOEOUMPOBbLIX MEXaHWK Ha
nosb3oBarteneit U TpaHcopmauMm UMM BUPTYaNbHOTO NMPOCTPAHCTBA.
3Tu NnoaxoAbl TaKKe MOryT BbITb NPUMEHUMbI U K TPAHCMEAUAHbIM NPo-
N3BEAEHMAM. B oTanume ot MTepaTypbl MAN KuHemaTtorpada, BUaeou-
rpbl, Ka3anocb Obl, B MeHbLUEN CTENEHWN NepeaatoT PUTOPUKY UX aBTo-
poB-pa3paboTumkoB. [eMM-an3aitHep HaMepPEHHO He NposBaseT cebn B
NPOCTPaHCTBE CBOEro TBOPEHUSA, KOTXOAUT B CTOPOHY», OTaasas cBobo-
Ay OencTBua urpoky. MNosib3oBaTesb A0/KEH NO3HaTb MUP Yepes cob-
CTBEHHDbI OMbIT, BHE BCAKOTO ABHOMO BbIPa*KeHNs aBTOPCKOMN MO3NLUMN.

OfHaKo Takas nonb3oBaTesibckasa «cBoboaa» ycnosHa. Kak yTeepsK-
faet [ dpacka, UFPOKM MOTPy»KatoTCA B BUAEOUTPOBYIO UCTOPUIO, MPU-
HUMasA BCe MPOMCXOAALLEE HEKPUTMUECKM, B TO BPEMS KaK co3gaTenu
BMAEOUTPbl MMEIT MAaHbl, MOMMMO pa3BnedyeHusa, chopmmupoBaTb Y
ayauTopuK onpeaeneHHbIn B3rag, 0b6ycn0B/eHHbIA Pa3IMYHbIMK CO-
LUMaNbHbIMM U NOAUTUYECKMMM NpudnHamm (10, c. 87).

CornacHo uccnegosaHusam A. [lamacvo, «MO3r 3anomuHaeT (map-
KMPYET) COCTOAHWE Tena (3IMOUMI0) B MOMEHT ero peakuuu Ha onpege-
JIEHHbIN CTUMYA, TO ecTb B onpegeneHHon cutyaumm» (11, c. 351-352).
Bnocneactesumn B npougecce NPUHATUA TOMO AW MHOTFO pelleHuA Yeno-
BEK PYKOBOACTBYETCA AaHHbIM OMbITOM, KOTOPbI MOXET NOB/AUATL Ha
BblbOp AelcTBuA. YacTo pelueHWe MPUHMMAETCA ele A0 OCO3HaHMSA
unn Boobuie 6e3 0co3HaHMA amoumn. Takum 0b6pa3om, BUAEOUTPOBOW
«OMbIT» KaK CPeacTBO KOMMYHMKaUMKU C Mosib30BaTenem 3a4encTByeTr
MeXaHW3Mbl 6ecco3HaTeNIbHOro, CeA0BaTe/IbHO, BOCNPUATAE NOCNAHUSA
TaKoro poga NpoucxoauT Ha A0CEMMOTMYECKOM YPOBHE, TO eCTb B Tex
CTPYKTYpPax MbILIJEHMSA, KOTOPbIE OTIMYHbI MO CBOEN NPUPOAE OT JINHI-
BMUCTMYECKON. N nwb 3aTem MHPOPMALMOHHDIN NMOTOK NPOXOANUT OMNo3-
HaHWe CMMBOJ10B (04HOKOPEHHbIe C/10Ba) M 06pa3oB, TpaHcHOPMUPYACH
KaK fA3blK.

MonNbITKM OCMBICIEHWNA MOJIb30BATENLCKOW BUAEOUTPOBON peuen-
UMU NPUBEAN K NOABNEHNIO HOBbIX MOAXOA0B B MCCAeA0BaHUN BUAEO-
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Urp, B YaCTHOCTW, METOAO0B NpoueaypHoi putopuku (M. boroct) n npo-
uenypHol repmeHeBTukM (U. BorocT, A. CanuvH). Mo mHeHuto W. borocTa,
«npoueaypHas pUTOPUKA — 3TO NPAKTUKA MCMNO/b30BaHUA aNropuTMOB
1 onepauuii TaK ke, Kak BepbanbHaa pUTOPUKA ABNAETCA NPAKTUKOM UC-
NMo/Ib30BaHMUA CPEACTB A3bIKa A1A YOeXKAEHUA AN USMEHEHNE MHEHUAY
(12, c. 28). ABTOp NMonaraet, YTO PUTOPUKA B BUAEOUTPAX 3aK/IOYaeTcs
B MCNO/b30BaHUUN rem-aAn3anHepamm «eAnHUYHbLIX onepauunin», yepes
KOTOPbI€ MO/1b30BATE/Ib MOMKET KCUMTbIBATL» COODOLLEHWSA, 3a/10MKEHHbIE
AN3aliHePOM UTPbl, He BCeraa 0Co3HaBaA NpKW 3TOM MX TallHoe NpUCyT-
cTBue. EaMHMUBI NpeacTaBaaT coboil 06beKTbl, 06beaANHEHHbIE B CU-
CTeMbl CO CBOEW /IOFMKOWM B3aMmogencTenin. Hanpumep, asponopTt mo-
XeT ObITb eANHULEN B CUCTEME MMPOBOIO BO3AYLWHOrO COOOLEHMSA 1,
B CBOIO o4yepenb, COCTOATb U3 elle bosiee MeKUX eaAnHNL,: CaMOIETOB,
aBToMobunen, afMUHUCTPATUBHDLIX 34aHWUIN, B3/1€THO-NOCAA04HbIX MO-
N0C, pagaposB U T. 4. A camoneT ABAAETCA eAMHULEN, cocToALLe U3 ABU-
ratenei, pynein, aBUOHUKKN, padapa, sKMNaxa, naccakmpos u 1.4. Mpu
3TOM nog onepaumelnt NOHMMAEeTCA BbINOSIHEHNE eAWHULEN KaKoro-To
AencTBua (HaWTb CTakaH BOAbl, YNPaBAATb aBTOMObOWUIEeM WAU UCMbI-
TaTb onpegesieHHble amouun). Urpbl, B CBOIO ovepeab, «obLwatoTca» ¢
no/sib30BaTeNemM Ha fA3blKe Npoueayp, KOTopble OCHOBAHbI Ha NpaBuiax
N MexaHUWKax, onpeaensowmnx UrpoBoi npouecc. 3T NpaBuaa, 3aKOHbI
N MexXaHWKN HaxodAaT OTpaXKeHMe, B YaCTHOCTM, B TOM, YTO TPaAULIMOH-
HO Ha3blBaeTCA KAHOHOM Mpou3BeaeHMA. KaHOHUYECKMMM CUMTAIOT Te
3/1IeMeHTbl NPOU3BELEHWNS, aBTOPCTBO M aBTOPCKME NMpaBa, KOTopble 3a-
LWMLLEHbI 3aKOHOM U NpU3HaHbl Bcemu (13, ¢. 51— 52).

MpouesypHas PUTOPUKA MOMKET OblTb MPOUANOCTPUPOBAHA HA NpPU-
mepe urpbl «Kabul Kaboom!». 310 nepepaboTaHHas Bepcus M3BECTHOM
urpbl «Kaboom!», sbiweawer B 1981 rogy ans nnatpopmbl Atari 2600.
MexaHMKa A0CTaTOYHO NPOCTas. B HUMKHEN YacTM 3KpaHa B rOPM30HTaIb-
HOW MPOEKUMW MEePEMELLAETCA KEHLMHA B TPAAULMOHHOMN UCIaMCKOW
ogexae c pebeHkom. ®oH nos3aaM Hee npeacTaBnseT coboi ctuamsa-
LMIO NOA ropofCcKMe nocTpolikm CpeaHeit Asum unun bankHero Boctoka.
CBepxy Ha XeHLMHY NagalT amepuKaHCKMe 6ombbl M rymaHuWTapHas
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NMOMOLLb, NPeacTaBieHHan MKOHKOM rambyprepa. Llenb urpoka — nosa
rYMaHWUTapHYO NOMOLLb, M3beratb nonagaHua 6omb. Mo mepe NPoOxoK-
[EeHNA CKOPOCTb UTPbl U KOIMYECTBO NadatoLimx 6omb n «rambyprepos»
yBennumnBaeTcs. B KOHeYHOM UTOre UrpoK OAHOBPEMEHHO C F'yMaHWUTap-
HOW MOMOLLbIO NoJsTy4YaeT 6omby 1 NpourpbiBaeT. Mpu 3TOM HocUTeNem co-
06LEHMA 0 Bpeae aMepUKaHCKOM 3KCMAaHCUKN B ApYrue CTpaHbl ABAAETCA
y3HaBaeMbIl aHTYpaXK, HO eC/IM Mbl PACCMOTPUM UIPY KaK Habop eauHMNY-
HbIX ONepauuini, TO CMbICA NMOMEHAETCA U CTaHeT bonee dyHAAMEHTaANb-
HbIM: B MMPE CYLLLECTBYIOT KaK Noae3Hble, Tak U BpefHble 06beKThl.

Opyroii npumep — Buaeourpa «3T0 moa BoWHa» («This war of
mine», 11 bit studios), Bbiwepwan 8 2014 rogy. Nrpok ynpasnseT rpyn-
MOW rPaykAaHCKUX /UL, KOTOPbIE CTAPaloTCA BbIXKUTb B rOpOAe, Haxoas-
emca B 30He 6oeBbix AelicTBMiA. UrpoBoii npouecc cocTouT U3 AByx
¢das: gHeBHOW, Korga UrpoK NpadYeTcsa B cBoem ybexulue, obyctpansaer
W YKPenseT ero, B3anmoaencTeyeT C APYrMmmM NepcoHaxkamm, KoTopble
06palLatoTCa K HeMy 3a NOMOLLbIO, M HOYHOM, KOraa UrpoK 3aHMMaeTcA
NMOMCKOM MaTepuabHbIX PECYPCOB 418 BbIXKMBAHWUSA B H/1MKaMLLMX NOKa-
umsax. Mpobaembl, KOTOPbIe CTOAT Nepes, UTPOKOM: HEXBATKA NMPOBU3UU
N MeAVKAaMEHTOB, X004 U BOOPYKEHHble BAaHAMUTbI, @ TaKXKe C/IOXKHbIe
MOpa/ibHble peleHns (YKpacTb YTo-IM60 Man youTb MUPHOTO KUTena
[ON1A CNaceHus CBOen rpynnbl). 3TN pellueHns OKasblBaloT BAUAHUE Ha MO-
panbHOE COCTOSIHME APYrnX NepPCoHaXKel 1 ux cyabby. Mpu atom, ecan,
aHaNN3MpPysa eguMHUYHbIE onepauun, Mbl CHoBa byaem abcTparMpoBath-
csi oT 06pa3oB Ha 3KpaHe U penpeseHTaumMm CobbITUIA, TO CMbICA UIPbI
MOXHO CHOPMYNMPOBATL C/IOBaMM «BbIXXMBaHME Ha BOMHE 3aK/t04aeTcs
B NPaBUIbHOM MEHEAXKMEHTE PECYPCOBY.

CornacHo yTBepsaeHuUo borocTta, npoueaypHas pPUTOPUKA MOMKET
6bITb MCNONb30BaHa A/ UCCAEA0BaHUA HE TOJIbKO BUAEOUTP, HO U, K
npUMepy, KNHOOUIbMOB. B KauyecTBe MANOCTPALMM OH paccMaTpuBaeT
dunbm «TepmuHan» (2004, C. Cnunbepr), rae raBHbIA repoi, KOTOporo
cbirpan Tom XaHKc, — BMKTOp HaBOpPCKUiIM 0XXnaaeT paspelleHns Ha Bbess,
B CoegmHeHHble LLTatbl. OH CTAHOBUTCA 3a/I0HUKOM MeANNTE/IbHOCTH
M HEMOBOPOTANBOCTM KPYMHbIX BIOPOKPATUUECKUX MHCTUTYTOB B HETPUBU-
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aNbHbIX cUTyaumax. Takum obpasom, B NepBOM NPUBANNKEHWUM STOT GUIbM
0 YEN0BEKE, HEBOJIbHO NOMABLUEM B }KEPHOBA rOCYaPCTBEHHOM MaLLUHBI.

Ecnun ke paccmaTpuBaTb 3TOT GUAbM C MO3ULUK NPOLLEAYPHON pK-
TOPUKN U eAWHWUYHbIX oMnepauuii, HeCMOTpsA Ha abcypaHble yCcnoBus,
BUKTOP TepnennBo OXWAaeT paspeweHmns cUTyaumm, NnpuHumMas Ty 6io-
POKPaATUYECKYHO BOJIOKUTY, KOTOPYIO My HaBA3bIBatoT. OCHOBHOM TEMOW
KMHOKAPTUHbI CTAHOBUTCA OXMAAHMeE KaK TakoBoe 6e3 rapaHTMPOBAHHO-
ro BbIXOAa U3 C0XKMBLUENCA cuTyaumu. OxnaaHme o6HapyKUBAETCA U B
peanusaumu uenum smsuTa masHoro repos B CLLUA — nonyuntb aBtorpad
3HAMEHMTOro [)Ka30BOro My3blkaHTa ApTa KaliHa, KOTOPOTO Aan u He
OOXAaNCA B TeYEHWE CBOEM XU3HWM oTel, BukTopa. dunbm nostopser
€ANHUYHYIO OMepaumio OXUAAHMA B KaXKA0M M3 BTOPOCTENEHHbIX Nep-
COHarkel. [1Boe 13 HUX XKAyT B3aMMHOM Nt06BU. A TpeTunin 6exkan ns ceo-
el CTpaHbl, TaK KaK Pa3blCKMBAETCA TaM 33 COBEPLLUEHHOE NPecTynieHune
1 Tenepb TaKXKe HaxoAMTCA B MOCTOSAHHOM OXWAAHWUMU, YTO ero JIMYHOCTb
pacKpoeTcs, U OH ByaeT A4enopPTMPOBAH HA POAUHY.

Takum o0bpasom, ecsiv He paccmMaTpmMBaTb UCTOPUIO O JIMYHOM NPO-
TMBOCTOSIHMM BuKTOpa HaBoOpcKoro c GOPOKpaTUYECKoW CUCTEMOM, a
NCCNefoBaTb €e C TOYKM 3PEHUA egUHUYHBIX omnepauui, «TepmuHan»
CTaHOBUTCA GUABMOM O PAasNUYHbIX BUAAX oxupgaHuus (14, c. 15-17).
CnepoBatenbHO, mpaHcmeOuliHble npou3eedeHUss MOMCHO npedcma-
8UMb KOK 02POMHbIl Maccue 83aUMOCBA3aHHbIX eOUHUYHbIX onepayull.
Onepayuu camu no cebe ompaxcarom npasusaad U 3adKOHb! 8bIMbIUEH-
HO20 MUpa npou3sedeHUs, KOmopble, 8 C80I0 o4epedsb, CO2dCHO Mode-
au P. fambapamo, aensromcsa 00HOU U3 xapakmepucmuxk mpaHcmeouli-
Ho2o npoussedeHus (15). Bo MHoxcecmee 8cex eOUHUYHbIX onepayull u
ux esaumocssseli 8 MpaHcMeOouliHoM npoekme Mo2ym Cyujecmeosame
makxce hpazmeHmel, npomusopeyawue opy2 opyay u npedcmasnsto-
wue anbmepHamueHbie sepcuu cobbimuli. HoBble eanHUYHbIE onepa-
UMM obecneynBaloT BO3IMONKHOCTb ayaUTOPUM Pa3HOCTOPOHHE wucce-
[0BaTb MPOCTPAHCTBO BbIMbILLIEHHOTO MMPA NMPOU3BEAEHUS, TAaK Kak
OHM ABAAIOTCA «0BO3HAYEHMEM /1A JIOTUKW, Yepes KOTOpYH OObeKTbl
BOCMPUHUMAIOT CBOM MMUPbI M B3aMMOAENCTBYIOT C HUMKU» (16, c. 42).
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TakoW cnocob 13N0XKeHUsA MaTepmana NO3BOJIAET NO/b30BATENIO NPOBe-
CTU Napannenn mexagy cobbiTuamM, B3MAHYTb Ha BHYTPEHHUE U3MeEHe-
HUWA NepcoHaka. Mpu 3Tom aBTOp M36aBASET MaTepuan OT COBCTBEHHbIX
OLLeHOK W MHTepnpeTaLmii, NpeaocTaBnas reimepam csoboay Bbibopa,
a y Nonb3oBaTesiell BO3HMKAET KeaHWe NepenrpbiBaTb UM NPOXOAUTb
MyTb OAHWUX U TEX }KEe NEePCOHAXKeW 3aHOBO.

B KOHEYHOM CYETE PACCMOTPEHME TPAHCMELNIMHBIX TPOEKTOB C MOMO-
LWbl0 METoAa UCCNEef0BaHUA eAMHUNYHBIX ONepaL it N0O3BOASAET NO-UHOMY
TpaKToBaTb Nepeaasaemblie coobuieHns. TpaguuMoHHbIe aeun o aobpe u
3/1€, XKM3HU U CMEPTU, CKUTAHMAX U CNAaCeHUU AyLWW AOMNOAHAKTCA HOBbIMU
cmbicnamu. K npumepy, Tenepb BOCNPUATUE TaKMX KaTeropui, Kak 4o6po
W 3710, BO MHOTOM 3aBUCUT OT TOYKM 3peHus nosib3oBaTtens. MocTynku u
MOTMBbI MEPCOHANKEW BOCMPUHUMAIOTCSA C PALLMOHANbHOM, TAaK KaK Npous-
BeAeHWe npeacTaBnseT coboi yxKe He npesonpeaeneHHbI CBOen 3aBep-
LLIEHHOCTbIO HapPaTMB, a NPOCTPAHCTBO NPaBW/ U 3aKOHOB. Moab30BaTeNb,
TakMm 06pa3om, He NPOCTO PELUNUEHT, CeAyHoLW M MO TPAEKTOPUMU, Bbl-
H6paHHOI aBTOPOM, a Y4aCTHUK, OT KOTOpOro TpebyeTcsa coBeplleHmne aen-
CTBMS, XapaKTep KOTOPOro OnpesensieTcs OnbiTOM U COLUMOKY/bTYPHbIMM
YCTAHOBKaMM YEJIOBEKA, @ TAKKE €ro 3HaHUAMM O BbIMbILLJIEHHOM MUpeE.
Moatomy, Hanpumep, B GAaHTACTUYECKUX MUPAX, Fae COCYLecTByOT pas-
Hble pacbl, UTPOKY TpebyeTca TuiaTeNbHanA NpopaboTKa UX KyAbTypbl, Tpa-
AVNUMIA, MOTUBOB BPaXAbl M CNOCOHOB B3aMMOAENCTBUA C OKPYKaIOLWMM
BMPTYyanbHbIM MUMpom. OTCloa BO3HUKAIOT 08a acriekma, onpeoensiowjux
onbim 83aumodelicmeus U ryme U2poKa: mexHoao2u4yeckull, Ko2oa uzpox
cosepuieHcmayem cobcmeeHHylo MexaHUuKy ezaumodelicmeus C 8bi-
MblWAeHHbIM MUPOM, U COUUanbHbIl, onpedensrouull nozHagamesnbHblie
U KOMMYHUKAQUUOHHbIE 803MOXCHOCMU C Opyaumu uepokamu uau NPC,
B nepBom c/iyyae 3To NPMBOAMT K TOMY, YTO CO34aTENAM UTPbI MPUXOAUT-
€A MOAEPHM3NPOBATb UTPOBbIE MEXaHMKM (BbIMyCKaTb NaTym), YTobbl Co-

! Non-Player Character (NPC) OT aHm. — «NepCoHa, yNpaBAsemblii He UTPOKOM» — TEPMUH U3
obnacTn Buaeonrp o603HayaloLWMIN NePCOHaxa, KOTOPbIN He HaXOAUTCA NOA KOHTPONEM UIPOKa.
B Buaeounrpax noseaeHne TakMx NepcoHaxkel onpeaenaeTca KOMNbIOTEPHOW NPOrPaMMON.
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XPaHWUTb reliMmnien, a Bo BTOPOM — 4acTo B Iy60OKo NpopaboTaHHbIX Bbl-
MbILWNEHHbIX MUPaX UFPOKU OTKa3bIBAOTCA OT NPOXOXXAEeHUA C}O)-KeTHOl)‘I
NMHUK B NoNb3y cBoboaHoro nyTewectsmsa. Hanpumep, B suaeounrpe The
Elder Scrolls V: Skyrim (2010, Bethesda Game Studios), cornacHo cTaTu-
CTMKE, OCHOBHYIO KOMNAaHUIO NpoLuan Bcero 27,2% ot obLiero yncna urpo-
KOB, TOrAa KaK AOCTUXKeHWe 3a ucciegosaHue 100 pasnunyHbIX JoKaumei
nonyunnm 37,2% urpokos (17).

AmepukaHckme nccnegosatenu I JkeHKUHC 1 K. JIOHT oTmevaltor,
YTO TPaHCMeAUHbIe NPON3BEAEHMNA XapPaKTEPM3YET Ha/IMUME CIOXKETHOM
He3aBepLIeHHOCTH, KOTopas Bbi3blBAET }Ke/aHWe ayauTopuU MNOAYYUTb
OTBETbl Ha NOCTaB/IEHHbIE BONPOCLI. baarogapsa Takomy nogxo4y pas3su-
BAOTCA Napasl/ie/ibHble CIOXKETHbIE IMHUU UM UCTOPUMN BTOPOCTEMEHHDbIX
NnepcoHarken, KoTopble OTKPbLIBAOT HOBble BO3MOXHOCTU (TOUYKM BX0Aa)
AN paclMpPeHnsa BbIMbIWAEHHOTO mupa (2, 18). CloxeTHan He3aBepLUEeH-
HOCTb 0bpallaeTca K No3HaBaTe/IbHbIM 0COHEHHOCTAM Nosib3oBaTens, 0b-
YCNOB/IEHHbIM, C OAHOM CTOPOHbI, IMYHOM 3HAYMMOCTbIO NpeameTa Ann
YesioBeKa, a C gpyroi — choOpPMMPOBAHHBIM PaHee OMbITOM U Habopom
CUEHapuWeB B3aMMOZeNncTBUA ¢ Megmnanaatopmamm, KOTopble NpeacTas-
NAT coboli npegonpeneneHHble LLenoYkn B3anMoCcBaA3en U onepaumi.

TpaHcMmeauiiHble NPOU3BEAEHNA HaC/eaytoT TaKkKe cneumduyeckme
XapaKTepPUCTUKM U aTpUBbYTbI, MPUCYLLME UrPe, TaKUEe KaK NpaBmaa 1 npo-
CTPaHCTBO (MrpoBoe nose, NAoWaaKka, KapTa U Tak ganee). Uccneposa-
Tenun sugeounrp M. BykaHeH-Onusep n N. Ceo Take nogvepKMBaloT 3T
OT/IMYMTE/IbHbIE XaPAKTEPUCTUKMU UIPOBbIX HAPPATMBOB M Ha3biBAKOT MX
npocTpaHcTBeHHbIMK (19, c. 423—431). Tak, B NpoLecce U3y4yeHUs pasauny-
HbIX $eHOMEHOB, CBA3AHHbIX C COBPEMEHHbIMM MeAMa, BCe Yalle 3aX0auT
peyb 06 MX NPOCTPAHCTBEHHOM MOHWMaHUKW K onpeaeneHun. Auckypc
BOKPYr MeZuMa CKNaAblBaeTca Takum 0bpa3om, YTO ero XxapaKTepucTUKon
CTaHOBMUTCA popmMMpoBaHME 0COBbIX NPOCTpaHCcTB, obnagatowmx onpe-
[Ae/leHHbIM HabopOM XapaKTEPUCTUK M COCTaBHbIX YacTelt. OHKU nosyya-
10T Ha3BaHWA MyNbTUMEAUNHOE, TPAaHCMEAUWHOE, MPOCTPAHCTBO CETU
MHTepHeT 1 BOBNEKAOT Ye/l0BEKA (N0N1b30BATENA) B CBOKO CTPYKTYpY. A B
paMKax NpaKkTuUK notpebaeHns noaobHOro KOHTeHTa ayauTopusa nepexo-
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OWT OT BOCMPUATMA HappaTMBa K PeLenuumn NpoCcTpaHCTBa: B TpaHcMeann-
HbIX NPOEKTaxX MM CTAHOBUTCA BbIMbILLIEHHbIN MUP NPOU3BEAEHMA.

BHYTPU NPOCTPAHCTBEHHOW CTPYKTYpPbl TPaHCMEAWMHOro Mnpoek-
Ta CYLWECTBYET MHOMECTBO OObEKTOB, KOHLENTYa/IM3MPOBaHHbIX B Bbl-
MbILIJIEHHOM MMUpPEe NPOW3BEAEHMUA, KOTOpblE MOABUAUCL B pe3ynbTaTe
TBOPYECTBa CO34aTesiei MpoeKTa, NAapTULMNALMM €ro Y4aCTHUKOB WM
OYHKLMOHNPOBAHUA KOMMbIOTEPHBIX Nporpamm. BoKpyr aTux o6beKToB
bOopMUPYIOTCA Pa3/INYHbIE COLLMANBHBIE U KYIbTYPHbIE MPAKTUKM, LIUPKY-
MpyloLLMe U BOCNPOM3BOAMMbIE 3aTEM YYaCTHMKAaMU TpaHCMeaNMHOro
npovsseneHus. Ho Ha CTaHOBNEHME 3TUX NPAKTUK BIMSAET HE TO/IbKO KOM-
MYHUKaLMA MeXAy N0AbMU, HO TaKXKe U KOMMYHMKALMA C BbIMbILAEH-
HbIMM (MCKYCCTBEHHO CreHepPMPOBaAHHbIMU, MOBEAEHMEM KOTOPbIX yNpaBs-
NIAET KOMMbIOTEP) NEPCOHANXKAMM, HAMPUMED, BULEOUTP.

[na vccnenoBaHUA NPOCTPAHCTBEHHbLIX XapaKTEPUCTUK TPaHCMme-
ANAHOrO MpousBedeHNa npeasiaraeTca UCMNo/ib30BaTb «aKTOPHO-ceTe-
Byto Teoputo» (b. /latyp, . J/1o), KOTOpOI1 Kacasicsa B CBOMX paboTax u
OCHOBOMO/IOXKHUK NpouenypHoi putopukn M. boroct. OH, paccmaTpuBas
OHTOJ/IOTMYECKUIA CTATYC €AMHWUYHBIX onepaumi, npu obwen 6amM3ocTu
cBoel nosuymum ¢ Teopetukamum ACT B. JSlatypom u . XapmaHom, cumTan
WX NOAXOA, VU3/ULIHE aHTPOMOLUEHPUYHBIM, COCPEAOTOUMBAACL HA MPO-
6/1eMaTuKe YyBCTBEHHOCTU M BOCNPUATUM HeYeioBeYecKMx akTopos. Oa-
HaKo O/1A AaHHOTro UccneaoBaHNUA aHTPOMOLEHTPMU3M BMOJIHE AONYCTUM,
TaK KaK LLe/Iblo ero fBASeTCA UcciaefoBaHMe Mo/b30BaTebCKON peuen-
UMK 1 B3aMMOAENCTBUI C TPAHCMeAUHbIM Npoun3BeaeHnem. TakKe me-
Toabl ACT paccmaTpuBanmCb NPUMEHUTE/NILHO K BUAeourpam B paborax
KaK OTeYyecTBEHHbIX, TaK M 3apybexHbIx uccnegosateneit. K npumepy,
l. Banbapux BK/AKOYAN B aKTOP-CETM BMAEOUrP 31eMeHTbl MHTepdelica
(m*KOMCTUK MU MHble NnepedepuitHble YCTpoCcTBa BBOAA, SKpaH uau VR-
O4YKM) Kak «Heuyenoseyeckmx aktopos» (20), a C. UnbuH aHann3MpoBan
OYHKLMIO COXPAaHEHMA UTPbl, HALENASA ee CTaTyCOM OLHOrO U3 y3/10B aK-
TOP-CETU UTPbI U UFPOKa (21).

UeHTpanbHaa metadopa ACT, B yacTHocTu y b. latypa, — obpas ny-
TelecTBUA U NyTellecTBEHHMKA, KOTOPbIN UccaeayeT MPOCTPaHCTBO C pas-
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BETB/IEHHOW CTPYKTYPOM, npeacTaBastollee coboit «akTop-ceTb». MoxK-
HO /I NPeACTaBUTb TPAaHCMeAMMHOE NPOU3BEAEHUE KAaK «aKTOP-CEeTb»?
b. Nlatyp npeanaraeT cneunduUUecKyo TPAaKTOBKY AAaHHOMO TEPMUHa, KO-
TOpbIV 630K OAHOMY M3 K/OUYEBbIX MOHATUI MOCTMOAEPHU3MA — «PU-
3oma» (XK. [enes). 310 cBOEro posa nayTuHa, COCTOALLAA U3 Y3E/IKOB U OT-
XOOALMX OT HUX TOHKUX KaHaNbLLEB, NO KOTOPbIM LUPKYAUPYET «KUAKOe
coumanbHoe». BaxHbIM acnekTom ABNAETCA TO, YTO B aKTOP-CeTb BXOAAT
Kak Nlogu, Tak M MaTepuanbHble 06beKTbl («He-4enoBeKkn»), Ha Kakoe-
TO BPems CBA3aHHble KaHanamu, obecneyuBalowMmmn feicteue (22,
. 73-74). Takum 06pa3om, BCe, YTO TaK UM MHAYE CyLLecTByeT B MMpe, NO
b. NlaTypy, ABNAETCA aKTOPOM.

MopobHyto ceTb XapaKTepusyeT, BO-NepBbIX, Hasin4Me B3aMMOCBA3eN
MeXay ee y3/1aMu, KOTOPYI MOXHO $U3MYeCcKn npocneguTb, TakoBas
NPUCYTCTBYET U B TPAHCMEAMMHbIX NPOeKTax. Bo-BTOpbIX, «Takaa cBA3b
OCTaB/IAET NYyCTbIM MOYTK BCe, YTO He cBfA3aHo» (23, c. 185-186). 3pecb
B. laTyp obpalaetca K KOHUENUMU «NAa3mbl» KaK pOHa, KOTOPbIM Ha-
XOANTCA 3a NpesesaMu B3aUMOCBA3EN MEXIY Y3N1aMU U KOHCTPyMpyeTca
Yy4YaCTHMKaMM 3a CHeT paclmpeHns camom cetu. lNnasma — «3T0 UMEHHO
TO, 4TO ewe He OTGOPMATUPOBAHO, eLle He U3MEpPEeHO, elle He couna-
NIM3MPOBAHO, €ellle He BK/IYEHO B METPO/IOrMYeCcKme Lenu, elle He no-
KpbITO, He 06cnefoBaHO, He MOBMAN30BAHO UK He CYObEKTUBMPOBAHO»
(23, c. 336).

Cmpykmypa mpaHcmeduliHozo npou3gedeHus, coenacHo U. bozo-
cmy, moxem 6bimb NPeocmMasneHa KaKk Maccus 83aUmMoC8A3aHHbIX edu-
HUYHbIX onepayuli, obHapyxcusarowux cebs Kak «akmop-cemo» (15,
€. 31-32), B KOTOPYIO BK/IIOYEHBbI KaK NO/Ib30BaTeNM (3pUTeNu, YuTaTte-
NN, UTPOKMK), TaK U MaTepuanbHble 06BEKTbI (MEPCOHAXKM NPON3BeAEHWI
unu non-player characters, BbIMbILL/IEHHbIE OPraHM3aLMUM U TEXHONOTUK).
B gaHHOM cnyyae MOXHO paccmoTpeTb 3TOT GeHOMEH MpUMEHUTENb-
HO, HanpMmep, K KMHO, rae BCe MepCoHaXn byayT «HeUrpoBbIMM» («He-
YyenoBeKamMmn»), Tak KaK AeNCTBYIOT, COT/IaCHO aBTOPCKOMY 3aMbIC/ly, BHe
BO/IM 3puTena. [pyroil npumep: No/ib30BaTe/lb, NEPEMELLAACL MEXAY
afNemeHTaMu TPaHCMeAUNHOro NPOU3BeAEeHUsA, CYLLECTBYIOWLMMY B pas-
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NNYHBIX MeanadopmaTax, CoBepLIaeT, cornacHo Teopum A. annoyas, He-
aneretTnyeckoe geuncrteune (24, c. 12, 15), Toraa Kak meamadpopmart cTaHo-
BUTCA B 3TOM C/y4Yae y3/10M aKTOP-CETU KaK 3/1eMeHT «KMHTepdelicar.

Takum 06pa3om, BarKHeNLEN LieNblo TPaHCMeaMIMHOTO nNpounsseae-
HUA ABNAETCA B3aMMOAENCTBME NONb30BaTeNEN KaK C APYTMMU YYacTHU-
KamK, TaK U maTepuanbHbiMU Meana obbekTamu. Cam boroct nposoaut
napannenun mexay noHaTvem aktopa y b. JlaTypa u co6CcTBEHHbIM NOHW-
MaHMeM «eUHULLbI», KOTOPOE NOPOXKAAET CBA3AHHbIE C HUM TEPMUHBI, B
YaCTHOCTK, «eAnHMYHbIE onepauumny. Mo ero MHeHWo, Ntobas eanHMLA
— 3TO W YacTb APYroi eAnHWULbI, U B TO e BPEMA CaMOCTOATE/IbHaA Le-
NNOCTHOCTb, 06HapyKMBatoLLas ¢paKTaibHble CBOMCTBA (BECKOHEYHOCTb U
nosTopeHue) (16, c. 34-35). B cBolo o4epesb, oTeyecTBeHHasa UccnenoBa-
TenbHUUA megma E. TnaskoBa HaxoauT dpaKTasbHble CBOWCTBA U B TPaHC-
MeaUNHbBIX MPOU3BEAEHUAX, KOTOPbIE BO3HUKAIOT «B MepBYto ovepespb 3a
CYeT NOSIM3KPAHHOCTU U NPEACTaBAAOT COOOW CNOMKHbIM CaMoynopaA0YM-
BaloLWMICA MHOOPMALMOHHBIM Xaoc, mogenunpyowmii ceba no npuHUmMNy
H6ecKoHe4YHOro NOBTOPEHUA, BNOXKEHUA, Pa3BETB/EHUA U NOCAeA0BaTeNb-
Horo macwTtabupoBaHua camMonogobHbIX CTPYKTYP, B3aMMOCBA3N MeXKAY
KOTOPbIMU BbICTPOEHbI Ha OCHOBE MNOBTOPAMOLIMXCA anropuTmoB» (25,
c. 151-152). UccnegoBatenu B 4aHHOM C/ly4ae onupatoTcs Ha naeu A. ba-
[bt0 0 TOM, YTO KCYLLLECTBOBAaTb — 3HAYMUT ObITb 31EMEHTOM» U KKOMYe-
CTBO MNOAMHOKECTB 6o/blLe caMoro MHoXecTea» (26, c. 92-94; 10, c. 39).
Takum 06pa3om, 8bIMbIWAEHHbIU MUP MPAHCMeOuliHo20 npoussedeHus
He mosbKo 06s1a0aem MOYKAMU He3asepweHHOCMU, Kyda Hanpasns-
oMCcA Meop4ecKue Cusbl MOKAOHHUKOS, HO U MPUHYUMUAAbHO HE MOX(EeM
66imb 308€pWEHHbIM.

Ho C TOYKM 3peHMs YyYaCTHUKOB TPaHCMEAWMHOTO MNpPOU3BeAEeHUA
yepes MapTULMNATOPHbIE MPAKTUKU peanbHbli MUP CTAaHOBUTCA YacTbio
BbIMbILUJIEHHOTO MUpa Npoun3BeaeHna. OnbIT peLenuumn BbIMbIWAEHHOTO
MMpa TPaHCMEeUIAHOTO NPOU3BEAEHMA KaXAbIM NOb30BaTE/IEM 3aBUCUT
OT ero YHUKaNbHOrO MyTH, COCTOALLEro U3 Habopa eANHUYHBIX onepauui
W B3aMMOZLENCTBUI C APYrMMU NONb30BATENAMM U MaTepUuasibHbIMU 06b-
€KTaMM, a TaK¥Ke COOTHECEHUA MX C COBCTBEHHbLIM Ky/bTYPHbIM 6a3ncom.
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B pamkax TaKoW MHTepnpeTaLMu CTaHOBWUTCA BO3MOMKHbBIM MOCMO-
TPeTb «HeyenoBeYecKMMM rmasamm» man, no XK. [enesy, ncnonb3osatb
«“yncTyro” nepuenuuio, KaKoBa OHa ecTb B NpeameTax U mMaTepuu... 4o
BO3HUKHOBEHWA Yenoseka» (27, c. 140). BoimblwneHHbIl mup npouseede-
HUSA O0Ka3bisaemcs onpeoensrouuUmM No OMHOWEHUIO K M0/16308aMESAM,
KaK peasnbHbili MUp Mo OMHOWEHUIO K Yes108€eKy, MOCKOAbKY U mom, u
Opyeoli 06ycnosneHbl cObCMBEHHbIMU NMPAsUAaMU U 30KOHAMU. WX Ha-
pylweHWe BeAeT K OTUYXKAEHUIO UHAMBUAA U €T0 UCKIOYEHUIO U3 KOH-
TeKcTa 6bITMA. Hanpumep, cymacliecTBMe KaK paAmKanbHOe HapylleHue
COUMaNbHbIX 3aKOHOB U rnMbenb — GU3NYECcKUX. B pamKax BbIMbILLIEHHO-
ro MmMpa nogobHble HapyweHUs NpuBeayT K HEBO3MOMKHOCTU KOMMYHU-
KaLuu C APpYrMMK y4acTHUKamK (OTCyTCTBUE MHTEpeca, baH, yaaneHue us
ApYy3ein) 1 BoCnpuaTUA ero matepmasbHbiX 06bEKTOB (aencTBMIA NepcoHa-
YKel, NOTVKK cobbITni).

Ho TaK KaK BCe B3aMMOAEeNCTBMUA BHYTPW BbIMbILLIEHHOTO MUPa, ero
npaBuia M 3aKoHbl (KaHOH) NpPoAyMaHbl aBTOpamMu, TO Y 10/16308aMeEsA
11068749emcs 803MOXCHOCMb MPUKOCHYMbCA K Memaghope Yy#o0o2o emy
mupa, Opyaoli cybbekmusHoCcmu U pacliupumes cobcmeeHHOe #U3HEHHoe
npocmpaHcmea 3a npeodesnsl HAAUYHO20 bbimus. A. [JeHUKUH B pamKax
Te/IeCHO-OPMEHTUPOBAHHOIO MOAXOAA K aHa/M3y COBPEMEHHbIX ayamo-
BM3Ya/IbHbIX NPOU3BEAEHNA ONUCbIBAET NOA0OHbLIN PEHOMEH KaK «B3au-
MOAEWNCTBUE TPEX KTENECHOCTENY: TeNa 3puUTeNs, «Tena» npousBeaeHns u
Tena aBTopa» (28, c. 126), a U. boroct guckytnpyeTt 06 06beKTHO-0PUEH-
TUPOBAHHOM OHTOIOMMM KaK 3HAUNTE/IbHOM 061aCTU HEMO3HAHHOIO U Up-
PaUMOHANIbHOTO, KOTOPAs BbI3bIBAET MHTEPEC Y COBPEMEHHOTO Ye/I0BEKa.
PassuBasa naen b. JlaTypa, OH npeanonaraet, YTO HE MeHee 3HAYMMbIM B
nccnenoBaHUKM NoAoHBHbIX MPAKTUK ABNAETCA M3ydeHUe B3auMOAenCTBUiA
MEXIY «He4yes0BeyecKMMM akTopamu». MpoCcTpaHCTBO TpaHCMeaUHO-
ro NPoM3BeAEeHUA He MPOCTO XaoTUYHO M becnopsagoyHo, a popmupyert
«aKTOP-CeTb», KOTopas 06/1aaeT BHYTPEHHMMM 3aKOHaMM, 3aCTaBAO-
MMM NONb30BaTeNel AeiCTBOBaTb COMTAaCHO UM.

Takum 06pasom, co3gaHme TPAHCMEAUMHOTO NPOEKTa NPeacTaBAfeT
coboi cosmaHue cBOero poaa MHTepdelica, CBA3bIBAIOLWErO MEXAY CO-
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60V anemMeHTbl UCTOPUM HA Pa3/IUYHbIX Megua naatdopmax M nos3sons-
IOLLErO ayAUTOPMM ONEPUPOBATL MMU. YHAaCTHUKKN TPAHCMeAMIMHOTO Npo-
€KTa MCMoMb3ytoT LWabNoHbl B3aMMOLEWCTBMSA, KOTOPble ONpeaensioTcs
dopmaTtom (KMHO, MTEpPaTYpPHOE NPOU3BEAEHUNE, BUOEOUTPA) M KaHPOM
Meana KOHTeHTa (Komeaua uau apama, WyTep UaW cTpaTerus B peasb-
HOM BpemeHw). 3TN WaboHbl NO3BOAAIOT AYAUTOPUN COPUEHTUPOBATL-
cA B BbIbOpe TPAeKTOpUM UCCNEeA0BaHMA BbIMbIWIEHHOTO Mupa. Jliobas
aKTUBHOCTb Y€/I0BEKa B pamKax TPAaHCMeAUMHOro MpoeKTa COCTOUT U3
[eViCTBMI, a AeWCTBMA OCYLLECTBAAIOTCA NMPU MOMOLIM eANHUYHBIX one-
paumii. B cBoto oyepeab, TPaHCMeAMMHbIA NPOEKT npeacTaBnaeT cobow
MPOCTPAHCTBO BbIMBIWAEHHOIO MWpa MNPOU3BELEHMSs, onpeaensemoe
npaBMIamu U 3aKOHaMM, KOTOpble 3a4aeT KaHOH npoussedeHusa. Jaxe
B C/ly4ae CO34aHUA afbTEPHATUBHBIX BEPCUI Pa3BUTUA CIOXKETa MO OTHO-
LUEHMUIO K KAHOHUYECKOMY MX MPUHAANEKHOCTb K BbIMbILLIEHHOMY MUPY
NPOu3BeLEeHUs ONPeaenaTcs CTeNeHblo OTCTYN/IEHUS OT KaHOHA. Taknm
o0bpasom, B ocHoBe meama noTpebneHns NPOCTPAHCTBA BbIMbILLIEHHOTO
MMpa NPOU3BEAEHUA NIEKUT BO3MOXKHOCTb AEMCTBOBAHMA NONb30BaTENS
B PaMKax onpeseneHHbIX NPOEKTOM 3aKOHOB W Npasu. 3To He cneuudu-
yeckue ANA TPAHCMEeAMMHOTO NPOU3BEAEHNA NPAKTUKY, @ NPUHaAiexa-
Wwue bonee LWMPOKOMY KIAcCy NPAKTUKM B3aMMOLENCTBUA, XapaKTepHble
TaKKe 417 BULEOUTD, BUPTYasIbHOW M LONONIHEHHOW peasibHOCTeN, Yem U
obycnosneH BbIGOP COOTBETCTBYIOLLEN MEeToL0M0rMU. ONUPasch Ha MeTo-
Zonorvio npoueaypHon putopukm W. Borocta, CTaHOBUTCA O4EBUAHO, YTO
LeHTPanbHOWM 3aa4ei Npu aHanu3e TpaHCMeaUMHbIX MPOEKTOB ABNAETCA
pa3paboTKa Ux MPOCTPAHCTBEHHOM KapTorpadum.

Takum obpasom, NpU CMeLLeHMM BOCNPUATUA OT HappaTuBa K Npo-
CTPaHCTBY NPOM3BEAEHNA NPOUCXOAAT USMEHEHMA €r0 BOCNPUATUA OT pe-
npe3seHTaLuu K onbITy. MosTomMy A4/19 UCCeA0BaHMA TPAaHCMeAUMHbIX NPO-
€KTOB B pamKax AaHHON MeTogon0rMmn ocoboe 3HauyeHMe NpUaaeTca Posm
y4aCTHUKa npousBeseHus. Nonb3oBaTenb NoNyYaeT HOBYHO MHPOPMaLUtO
0 BbIMbILIEHHOM MUpPE NPOU3BEAEHUA, KOTOPAA YaCTUYHO CO34aeTcA UM
camum. TaKKe BKNIOYEHNE HeoAyLIEBNEHHbIX aKTOPOB «HEYe0BEYECKO-
ro» NPOUCXOXKAEHNA B CUCTEMY UCCNEL0BAHNA CTUPAET rPaHMLbl AUXOTO-
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MUU UHAMBUAA W OKPYKAtOLLEN Cpefbl, BHELIHEro U BHYTPEHHEro, peab-
HOro M BUpTyanbHoro. Monb3oBaTeNnb TPAaHCMEAUMHOMO MPoM3BeAeHUA
KaK MO3HatoWmi CybbeKT B NpoLecce U3y4yeHUs BbIMbILWIEHHOrO MUpa
HaxoAWTCA B NPUAYMaHHbIX MM 06pasax, a bnarogapa MynbTMKaHaNbHO-
CTW 3TN 06Pa3bl MPOHMKAIOT B NMOBCEAHEBHbIN XKU3HEHHBIN MUP YenoBeka
M OKa3blBalOTCA HE B MEHbLUEN CTENEHU BUPTYaNbHbIMU, YeM Apyrue, C
TeM /IMLLb OTIMYMEM YTO, K MPUMEPY, HOBOCTHBIM COOBLLEHNAM UHANBUL,
NpUCBamMBaeT CTaTyC peasibHblX Ha OCHOBE OBOLLECTBEHHOrO KOHCEHCYCa.
B pamkax BOCnpuUATMA TPaHCMEAWMHbIX NPOU3BEAEHWIN TaKon oblLue-
CTBEHHBbIN [0rOBOP OTCYTCTBYET, BCNEACTBUE YEro CTaHOBWUTCA BO3MOXK-
HbIM OBHAPYKUTb 06LLME XapPaKTEPUCTUKMN KYNbTYPHOrO GYHKLMOHMPOBA-
HWA BbIMbILLJIEHHOTO MMpPa NPOU3BEAEHUA, HE PacCMaTPUBAA AMXOTOMMIO
BCTPaVBaHMWA BbIMbILLJIEHHOTO MUPA B PeaNbHbIN MM HA060POT.
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