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

AHHOTaumA. B ctatbe aHanu3upytoTca utorn MexayHapogHoro dopyma
«CTapble ¥ HOBble MefMa: NMyTU K HOBOW 3CTETUKE», KOTOPbIA COCTOANCA
B8 Mockse ¢ 26 no 29 mapta 2019 r. OpraHm3aTopbl HAYYHOrO Meponpusa-
™A — ®deaepanbHoe rocysapcTBEHHOE OIOAKETHOE HayyHO-WUCCnenoBa-
TeNbCKoe yupexaeHne «focyaapCTBEHHbIA MHCTUTYT UCKYCCTBO3HAHMAY U
ABTOHOMHas HeKOMMepYecKan opraHusaLums sbiclero obpasosaHusa «UH-
CTUTYT KMHO v TenesugeHns (TMTP)». KoHdepeHuua obbegmHuna uccnepo-
BaTeNei 3KpPaHHbIX UCKYCCTB BCEX BUAOB M KaHPOB — OT KMHemaTtorpada
NlombepoB A0 NHTepHET-cepManoB 1 CETEBOrO UCKyccTBa. B dopyme npu-
HMManun ydactve 6onee 80 yyeHbIX U3 POCCUICKUX U 3apyBEXRHbIX HAYYHO-
nccnenoBaTeNbCKUX U y4ebHbIX MHCTUTYTOB. Kak nokasana KoHdepeHuus,
COBPEMEHHbIN 3Tan UCCNefoBaHMA Meamna OT/IMYAETCA OT MeaManccnenoBa-
HWIA BTOPOM NoMoBUHbI XX B., @ TaKXKe UccnenoBaHuii pybexka 1990-2000 rr.
Bo-nepBbix, HOBblE MEAMa Y¥Ke He PacCMATPUBAOTCA TONbKO KaK «BHELUHME
pacwmnpeHna yenoBeKay. Bo-BTOpbIX, KOHCTATaLMW U onaceHuA No nosoay
Hen3BEeCTHbIX NMOKa NOC/AeACTBUI B3aMMOLENCTBUA Ye0BEKA C KOMMbOTEP-
HbIMM TEXHONIOTUAMMU CMEHUNCH NOAPOOHBIMM OMUCAHUAMM 3TUX NOCNes-
cTBuii. MoaBuaacb BO3IMOXKHOCTb 0606WMTL ONbIT UCCIeA0BaHN Meana B
1990-e rr. 1 caenaTb BbIBOAbI OTHOCUTE/IbHO HEKOTOPBIX BbICKa3aHHbIX B TO
BpemA NpPOrHo3oB..
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B pamKax KoHbepeHUun bbian paccMmoTpeHbl GUnocodckme u MeToao0rm-
YyecKkune BOMNpPOChI MeananccaenoBaHunii, BONPOCh! 3CTETUYECKON 3HAUMMOCTH
uMbpPOBOro NCKYCCTBa, BAUAHUA HOBbIX Meana Ha 1306pasuTesibHoe UCKYC-
cTBO, Npobiembl TpaHCPOPMALIMM SCTETUYECKOTO BOCMPUATUSA, aKTyaslbHble
BOMPOCbI COBPEMEHHbIX Macc-meama, BOMNPOCbl 3TUKMU HaydHbIX ny6auKa-
umii n ap. KoHdepeHUMa NPoaeMOHCTPMpPOBaNa NoTPebHOCTb B HOBbLIX Me-
TOAax UCCNefoBaHWA, KoTopble Bblin Bbl peneBaHTHbI HOBbIM Meaua, He-
06X0AMMOCTb Pa3paboTKM HOBbLIX 3CTETUYECKUX MOAXOA0B, pacliMpeHus
KaTeropuanbHOro anmnaparta 3CTETUKM, CNOCOBHOrO OXBaTUTb HOBYHO Meau-
apeasibHOCTb M ABNeHUs LMPPOBOro UCKyccTa. Hapaay ¢ popmyanposKoit
nepeyncneHHbIX BONPOCOB, B AOKAaAaX y4aCTHUKOB KOoHbepeHuun 6bian
KOHKPETU3NPOBaHbI BbIBOAbI O BAMAHUM HOBbIX Mefua Ha No3HaBaTe/IbHble
CNocobHOCTM YenoBeKa, ero cnocob AeicTBMA, KHOBYIO NAACTUKY», obpa3s
XM3HWU. OTMEYaNUCb HACTOPAXKMBAIOLWME TEHAEHLMMN K NPEBPALLEHMIO CO-
3HaHMA B «TeMMEpPCKoe», pearnpytoliee B COOTBETCTBMU C ONpeaeneHHbIM
aZrOPMTMOM, Mepexos, OT PacCyKAEHUA M 0BOCHOBAHWUIA K peakumam u
oueHKam. MoHATME «uUMdPOBOE MCKYCCTBO» OKas3anoCb HEOAHOPOAHbIM,
BK/IIOHAIOLLMM B CeHA pas3/iMuHble BUAb! XaHpbl.

KnioueBble cnoBa: HoBble MeaWa, MeaNanCcCe0BaHNsA, 3CTETUKA, 3CTETH-
yeckoe BocnpuaTue, UMGPOBOE UCKYCCTBO, MHTEpHET, TeneBnaeHue

ELENA A. BOGATYRYOVA,

Institute for Cinema and Television (GITR),
Moscow, Russia

ORCID: 0000-0002-6420-0920

e-mail: elenabogat10@gmail.com

INTERNATIONAL FORUM
“OLD AND NEW MEDIA: ALONG THE PATH
TOWARDS A NEW AESTHETICS”

Abstract. The article analyzes the results of the International Forum “Starye
i novye media: put k novoy estetike:” [“Old and New Forms of Media: Paths
Towards New Aesthetics”], which took place in Moscow on March 26-29,
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2019. The organizers of this scholarly event were: the Federal State Budget
Scholarly-Research Institution “the State Institute for Art Studies” and the
Autonomous Non-Commercial Organization for Higher Education “Institute
for Cinema and Television (GITR).” The conference brought together
researches of the arts of the screen of all types and genres — from the
cinematograph of the Lumieres to internet-serial movies and internet art.
Over 80 scholars from scholarly research and educational institutions of
Russia and other countries took part in the forum. As the conference has
shown, the contemporary stage of research of media differs from the media
research of the second half of the 20th century, as well as the research of the
turn of the 1990s and the 200s. first of all, new forms of media are already not
regarded as “outward expansions of the human being.” Second, assertions
and apprehensions regarding the hitherto unknown consequences of the
interactions of people with computer technologies have been replaced by
detailed descriptions of such consequences. The opportunity has appeared to
generalize the experience of the research of media in the 1990s and to come
up with conclusions regarding certain calculations uttered during that time.
The issues examined within the framework of the conference included
philosophical and methodological questions regarding research of media,
questions of the aesthetical significance of digital art, influences of new
media on the visual arts, issues of transformations of aesthetical perception,
relevant questions of contemporary mass media, questions of the ethics
of scholarly publications, etc. The conference demonstrated the need
for new methods of research which would be relevant for new media,
the need for development of new aesthetic approaches, the expansion
of the categorical apparatus of aesthetics capable of spanning the new
media reality and phenomena of digital art. Along with the formulation
of the enumerated questions, the presentations of the participants of the
conference concretized the conclusions about the influence of new media on
the cognitive capabilities of man, his means of action, “new plasticity” and a
new way of living. Notice was made of alarming tendencies of transforming
consciousness into that of “gamers,” reacting in correlations with certain
algorithms, and a transference from discourse and substantiations towards
reactions and evaluations. The conception of “digital art” turned out to be
heterogeneous and included in itself of diverse types and genres.
Keywords: new types of media, media research, aesthetics, aesthetical
perception, digital art, Internet, television
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MosABieHNe U YyTBEPKAEHNE HOBbLIX TEXHO/MOTUIA KOMMYHWUKaUWUK B
WCTOPUMN KYNbTYpPbl YAMBUTENBbHBIM 0O6PAa30M COBMAAAET € 3noxamMu nepe-
XOA4HbIMKU. KHUroneyaTaHMe pacnpocTpaHaeTca B npeasnsepum HoBoro
BPEMEHMU, TEXHUYECKME CPeACcTBa PENpPOAYyLMPOBaHMA (O KOTOPbIX NMcan
Banbtep BeHbamuH [1, c. 19]) conpoBOXKAAOT UHAYCTPUANBHBIA BEK —
anoxy mogepHa. PacnpocTpaHeHue 31eKTPOHHbIX CPeacTB TPaHCAALMMK
C/YXKUT OCHOBaHWEM /11 BbIBOLOB O HAaCTYNNEHMM HOBOM, NO CPAaBHEHWIO
C MOAEPHOM, 3MOXM — 3MOXU C NPUCTABKOW «MOCT-». BnucbiBaeTca nu B
3TY JIOTUKY UCKYCCTBO? KaK BAMAET Ha Hero sBontoumsa megma?

JMHaMMKa 3KpaHHbIX NCKYCCTB B MCTOPUKO-KYNbTYPHOM KOHTEKCTE U
UCTopMUA Meana OT APEBHENLNX HOCUTENEH MHPOPMALMM A0 CaMbIX CO-
BPEMEHHbIX LUUPPOBbLIX CPeACcTB KOMMYHUKALMM HAXOOUNCh B LIEHTpE
obcyxaeHna MexayHapogHoro ¢opyma «CTapble M HOBble Meana: NyTu K
HOBOW 3CTETUKEN, KOTOPbIV cocToANCA € 26 no 29 mapTa 2019 r. 8 Mockse,
B [oCcyAapCTBEHHOM MHCTUTYTE UCKYCCTBO3HaHMA. OpraHn3aTopbl Hay4YHO-
ro meponpuatusa — focyaapcTBEHHbIA MHCTUTYT UCKYCCTBO3HaHUA (ganee
— TMA) n AHO BO «UHCTUTYT KnHO U TenesuaeHus (TUTP)» (panee —
T'MTP). KoHdepeHuma obbegmHUAa UccaeoBaTesie SKPaHHbIX UCKYCCTB
BCEX BUAOB M }KaHPOB — OT KMHemaTorpada Jllombepos o NHTepHeT-ce-
pWanoB 1 CETEBOIO UCKYcCTBa. B popyme npmHanm yyactue 6onee 80 yye-
HbIX, MPEeACTaBAAOLWMX BeAYLLNE HAYYHO-UCCNEAOBATENNbCKME NHCTUTYTDI
U BbiCLLMe y4ebHble 3aBeaeHmMA Poccuu, fepmanum, Monbwn u gp.

YT106bI OLEHUTb MEPCNEKTUBbI Pa3BUTUA 3KPAHHBIX WMCKYCCTB, CBS-
3aHHbIX C HOBbIMU MHPOPMALMOHHBIMU TEXHONOTUAMM, HYXKHO OTBETUTL
Ha BOMPOCHI, ABAAKTCA X OMbITbl UMPPOBOrO UCKYCCTBA 3CTETUYECKUM
ABNIEHNEM, BAUAIOT N (M €CNn BAUAIOT, TO KaK) LMdpoBble TEXHONOMUM
Ha BOCMPUATME YeNIOBEKA, ero MHAMBUAYA/IbHbIE CNOCOOHOCTU, ero co-
3HaHWE U npoueccbl KOMMyHUKaumn. NccnegosaHma meana He nepsoe
AecATuneTne ABAAIOTCA NONyAAPHOM Temown 3cTeTukn [2, c. 105; 3, c. 50—
51, c. 54-55]. CoBpeMeHHbIi 3Tan UccnegoBaHNn meana, Kak nokasana
KOHdEepeHUMs, CYLLLeCTBEHHO OT/IMYAETCA OT Meauanccie0BaHMi BTOpoi
nonosuHbl XX B., a Takxe pybexka 1990-2000 rr. Bo-nepsbiX, HOBble Me-
OMA YXKe He PacCMaTPMBAIOTCA TONbKO KaK «BHELUHWE PacLUMpPeHMUA Yeno-
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BeKka» (TepmuH M. MaknosHa) [cm.: 4, c. 5-9]. Bo-BTOpbIX, MHEHMA ©
OMaceHna No NOBOAY HEMU3BECTHbIX MOKa NOCAeACTBMI B3anMOoencTeus
yenoBeKa C UMPPOBLIMKU TEXHONOIMAMM KOMMYHUKauum [cm.: 5, c. 135,
c. 137-138; 6, s. 119] cmeHUAUCb A0BOALHO NOAPOOHBIMM KOHKpPETU3a-
LMAMM 3TUX NOCNeACTBUI. [0 npoLecTBUM BPEMEHM NOABUAACH BO3MOMK-
HOCTb 0606LWMTb ONbIT UcCNeaoBaHNn meguna B 1990-e rr. [Hanp.: 7,s. 567;
8, s. 25-26] n caenatb BbIBOAbI OTHOCUMTE/NIbHO HEKOTOPbLIX BbICKa3aHHbIX B
TO Bpems NporHo3os.. MNpwu atom pag paboT, onybaAnMKoBaHHbIX 483 AECATU-
NeTus Hasag, W No ce AeHb CYMTaKTCA Hanbonee aBTOPUTETHbIMM TPYAA-
MW B 061aCTU U3yYeHUA HOBbIX Meama (Hanpumep, paboTsl H. SlymaHa [9,
s. 35; 5, c. 135-146]). Tema UTOroB HameTWAacb B PAAE AOKNAA0B, HO He
CTONbKO B KQYecTBe CaMOCTOATE/IbHOM, CKOMbKO B KayecTBe ¢poHa M Tou-
KM OTCYeTa A4/1A NPeabABIEHNS Pe3y/IbTaToB COOCTBEHHbIX UCCeA0BaHUI
OOKNaA4YMKOB.

OTKpbI KOHOEpeHUMIO A0KNah «IKpaHHOe TBOPYECTBO M ryMaHu-
TapHOe 3HaHWe» U3BECTHOr0 KMHOBeAa WM KynbTypoJsiora, MHOro/IeTHEro
avnpektopa Poccuitickoro MHctuTyTa KynbTyposnorun (PUK)! K. Pasnorosa
(BI'MK, npodeccop, pykoBoauTenb otaena). Joknagaumk — oguvH U3 aBTo-
POB MOHATUA «3KPAHHAA Ky/nbTypa», cGOPMYIMPOBAHHOIO M 06OCHOBAH-
HOro B COaBTOPCTBE C Kosneramu no MHctuTyty [10, c. 17, 19, 23]. Uk-
CTUTYUMANN3ALMA KYNbTYPOIOTMM KaK HayYHON AMCUMMNAMHBI B Hayane
1990-x rr. Tak}Ke cBsizaHa ¢ uctopuenn PUKa. B cBoem BbicTynneHnn Pas-
JIOroB rOBOPWSI O METOAONOTMU FYMAHUTAaPHOTO 3HaHMA U opmax ero
npeabABAEHUA, O COOTHOLIEHMW MaTepuana 3HaHWA, Npouecca No3HaHmA
W ero pesynibTaTa, 0 B3aMMOOTHOLLIEHUAX T'YMaHUTAaPHOIO 3HAaHMA U 3KPaH-
HOW Ky/NIbTYpbl M O TOM, HAaCKO/IbKO 3KPaH CTAHOBUTCA OAHOBPEMEHHO WH-
CTPYMEHTOM WUCCNefoBaHMA M NpeacTaBieHMem ero pesynbtatos. CeBoum
nAen no sToMy NOBOAY YYEHbIN PAaCCMATPUBA Ha MaTepUane akTyabHbIX
COObITUI KyNbTYPHO-XYA0KECTBEHHOW KU3HW, NOAYEPKUBAsA cneuupuky
NMO3HaHWA B 'yMaHUTapHoW chepe, «KKoTopas 3HaUUTeIbHO BaKKe Mo Npo-

1 MIHCTUTYT Nog, pasHbiMMU HasBaHuamm (¢ 1969 r. — HUWM kynbTypbl, ¢ 1992 r. — Poccuitckuin
MHCTUTYT KyAbTypoaoruun) npocyuwectsosan ¢ 1932 no 2014 rr.
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61eMaTUYHOCTM KMBOW F'YMaHUTapPHOW PeaibHOCTM», YeM AarKe npouecc
NMO3HaHWA B COLMANbHbIX HayKax.

®dunocodckne n MeToaoN0rMYECKME BONPOChl MeayanccaesoBaHuin,
npobnembl A3blka ONUCAHUA HOBbIX MeAMa, UX BAWAHWUA Ha YeNoBeKa,
NoAXoAbl K UCCNENOBAHUIO CBA3AHHbBIX C HUMM XYA0KECTBEHHbIX MPAKTUK
obcyxxaanuce B BbicTynneHuax . TynbumHckoro (HUY «Bbicwas WwKona
3KoHoMWMKW» B CaHKT-TeTepbypre, npodeccop), A. FankuHa (Tomckui rocy-
[APCTBEHHbIN yHMBEpCUTeT, npodeccop), E. Aykosa (TMW, rnaBHbIN Hayu-
Hbli1 COTPYAHUK), A. OpuKkkepa (CaHKT-MNeTepbyprckuii rocyaapCcTBeHHbIN
yHuBepcuTeT, npodeccop), A. AeHukuHa (TUTP, npodeccop), H. XpeHosa
(MW, rnaBHbIM Hay4HbIM coTpygHMK), W. tOrai (CaHkT-MeTepbyprckuin My-
MaHUTapHbIN yHUBepcuTeT npodcoto3os, npodeccop).

K npobneme oHTONOrMM Meama ob6paTUICA B CBOEM MOJIEMUYECKU
3a0CcTpeHHom BbicTynieHun C. WTenH (PITY, aoueHT; TMTP, 3aBeaytowmit
Kadeapoi). Mo cnoBam AOKNaA4YMKa, «OHTONOIMYECKas cxema meaua
B HaCTOALLMIA MOMEHT OTCYTCTBYET», HECMOTPA Ha BCKO MONYAAPHOCTb
npobaemMaTVKnM megma, COCTaB/AOLWEN NpeaMeT U3yYeHUs MHOMUX AuC-
umnavH. CBol nogxop K paspaboTke OHTO/MOIMM MeAna aBTop paccma-
TPUBAET KaK NPOAOJ/IKEHNE U Pa3BUTUE KOHCTPYKTUBHO-TEHETUYECKOTO U
[eaTeNbHOCTHOrO NOAXOA0B.

B aoknage H. XpeHoBa «OT MapMOHETKM K pobOTYy UM B KaKKX OT-
HOLLUEHWUAX CerofHA HaxoAATCA KyAbTypa U UMBUAMU3ALMA» NPUKIOYEHMA
W NpeBpaLLeHNA MAaPUOHETKM B UCTOPUM KY/bTYpbl, @ TaKKe pPoab 3TOro
nepcoHaxka B TeNIeBM3NOHHbIX Wwoy 1990-x rr. paccmaTpuBaeTca ¢ onopo
Ha DaxTUHCKME NOHATUA KKapHABa/IbHOCTb» U «KapHaBaM3aLMa».

MonynapHaa B 1990-e Ir. TeMa KKOMMYHMUKALMMU C KOMMbIOTEPOM»
(ccbinka Ha ogHy M3 NybaMKaumiA Ha 3Ty TeMy NpuseaeHa Bbiwwe [8, s. 1])
B Havyane XXI| B. nonyyaet nobonbiTHoe passuTue. E. CemeHosa (PrEHY
«UHCTUTYT XypoXKecTBEHHOrO 06pasoBaHmA 1 KynbTyponormm PAO», cTap-
LW Hay4YHbIN COTPYAHMK) B AoKNaae «KapHaBas UCKYCCTBEHHOIO UHTE-
NekTa» obpauwaercs K noHatuam M. baxTuHa. B goknage vccneayrorcs
CTpaTerMm noBeAeHWsA B BUPTYaNbHOMN cpesie, MO3BONAIOLLME C MOMOLLBIO
WCKYCCTBEHHOIO WHTE/NIEKTa «3anyCTUTb» MNPOLLEeCcC KapHaBa/u3auuwu.
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MCKYCCTBEHHbIV WHTENNEKT NoAfaeTcA obydYeHUio nNpvemam Co3gaHus
cmexoBoro 3ddekTa nytem «ayb6/MpPOBaHUA, KONNAXKMUPOBAHUA» U T.4,.
B pe3ynbTaTe OTKPLIBAETCA BO3MOMKHOCTb CO34aHUA KOMMYHUKATUBHBIX
NPOCTPAHCTB, NPMBAEKAOWMX Ny6AMKY 6e3 «KMBOro NpUcyTCTBUA pede-
peHTa».

I. TYNbYMHCKUIA B CBOEM BbICTYM/IEHUN «DKPaH U GaKTOp CKOPOCTH:
OT HappaTMBOB K NepdopmaTBam» aHaIU3NPYeT NOCNEACTBUA B3aMMO-
AeNCTBMA Ye0BeKa C LMOPOBbIMM TEXHONOTUAMM KOMMYHUKALMKN, BIN-
AHWE «TOTa/NbHOW UMPPOBON Meamanmsaumm», NPoHM3bIBaoWeN obpas
W3HM COBPEMEHHOrO YesnoBeka, Ha GOpPMUPOBaHNE UHAMBUAYANbHOMO
N 06LEeCTBEHHOrO Co3HaHuA. O MmeaMannsaunmu CoBpeMeHHOoN AelCTBU-
TeNIbHOCTM, KOTOpas NpeBpallaeTca B «nepeKMBaemoe NPoCTPaHCTBOY,
M O TOM, YTO 3KpaHHble M30OpaXKeHWUA BO3LEWCTBYIOT HA 3puTens C Ao-
CTOBEPHOCTbIO «HEMNOCPeACTBEHHOW» PeasibHOCTH, B CBOE BPeMs nucasm
npeacTaBUTENM COBPEMEHHOW 3CTETUKM, HaNnpUMep, U3BECTHbIN dunocod
B. Benbw [11, s. 10; 12, s. 63]. TyNIb4UHCKUI Ke aHaNU3MpyeT U3MeHe-
HUA, MPOUCXOAALLME C YENOBEKOM «3KpPaHHOW UMbPOBOI KyNbTypbl» B
nocnegHue rogbl. OTMeYaeT NpeBpaLLeHME KANMNOBOro, MO3aUYyHOro Co-
3HaHWA B «reiMePCKOoe», pearnpytoLLee B COOTBETCTBMM C HEKOTOPbLIM asl-
roputMom. MI3meHseTca CKOpoCTb, XapaKTep Y SMOLMOHA/IbHAA COCTABASA-
toLw,an Takow peakuuun. CKOpoCTb PeaKkLmmn yBeIMYMBAETCA, HO CO3HAHMe,
Mo C/I0BaM A0KNAA4MKA, OKa3bIBAETCA KKOPOTKUMY U KHErYBOKNMY, «He
CNoCOBHbIM Ha “ANMHHbIE MbICIM”», MECTO PacCy)KAeHUsa U 0b6ocHOoBa-
HUA 3aHMMAET peakuma 1 oueHKa. Yenosek (3puTenn/untaTens) MbicaAUT
«TBUTTEPHbIMM POpPMaTaMm», KMBET CUIOMUHYTHLIM HACTOALWMM U Npe-
BPALLAETCA B YaCTb OUMPPOBAHHOM PEANIbHOCTM.

HoBeble meama B Aoknage A. [leHUKUHaA «PensiuMOoHHbIN CyObeKT U
nocTyenoBeyeckas 3CTETMKA HOBbIX MeAma» PacCMaTPMBalOTCA He Kak
«BHELHMWE paclUMPEeHns YeloBeKa», a KaK NocTaBLUK HOBOro onbiTa. OT-
JIMYNTENbHBIMW YePTaMM HOBbIX MeAna ABNAIOTCA «PeNALMOHHOCTb, ANHA-
MWUYHOCTb, IMEPAKEHTHOCTb». COracHO aBTOPCKOM rMnoTese, peyb MaeT
He MPOCTO O BAUAHWUM HOBbIX TEXHO/IOTUI Ha YesI0BEKA, HO O BO3HMKHOBE-
HUW B pe3ynbTaTe UX B3aMMOLENCTBUA «PeNnsLMOHHOM GopMbl YenoBeye-
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CKOro CO3HaHMAY», ANA KOTOPOro XapaKTepHa YacTMYHasA aKCTepruopm3aumna
NCUXMYECKMX NPOLLECCOB — Mnepuenuun, Namati, MbllIeHUa, «pacnpe-
AENEeHHbIX» NOCPeaCcTBOM LMPPOBbIX TEXHONOMMIA «B NpocTpaHcTBax 3D
BMPTYasIbHbIX MUPOB, COLMANbHbIX CETEN, TEXHONOTNI AONONHEHHON pe-
anbHocTM». CaMo B3aMMOZENCTBME aBTOP NpegnaraeT paccmMaTpmeaTh B
KayecTse TOYKM OTcyeTa Npu UccnegoBaHUmM HOBbIX meana. Mx actetmnye-
CKas 3HAYMMOCTb, MO BbIBOAY [LleHWMKMHA, 3aK/I0YeHa He B MepeaaBaemMoi
UHPopMaLMK, a B BO3MOXKHOCTM YNpaBAeHUA et (KOMMEHTUPOBAHUMU U
T.4.). 9To cBOE06pa3HOe COTBOPUECTBO Bbi3bIBAET IMOLIMOHA/NbHYIO peak-
LM1I0, PaCCMaTPUBAEMYIO B AOKNAAE KaK «BO3POXKAEHME YYBCTBEHHOMO»,
KOTOPOE TOXE KPENALMOHHO» U ABNAETCA PE3yNbTaTOM B3aMMOAENCTBUA.

MocTaHOBKA NPob/embl XyA0KECTBEHHO-3CTETUYECKOW 3HAYMMOCTHU
UMPPOBOro UCKYCCTBA COAEPHKMTCA B fokAaae [. NdankuHa «CoBpemeHHoe
WCKYCCTBO M TEXHOMOIMK: K reHeanoruu digital art». B noknane obcyxaa-
HOTCS BOMPOCHI TEPMUHONOMMK ONMUCaHMA UMPPOBOro UCKYCCTBA, B3aUMO-
aevictena digital art ¢ ICTOPUKO-KYNbTYPHBIM KOHTEKCTOM, €ro GyHKLMI B
COUMOKYNBTYPHOM KOHTEKCTE, NPUMEHMMOCTM MO OTHOLWEHUIO K Undpo-
BOMY MCKYCCTBY aHa0rMi U3 06/1aCTu UCKYCCTBA TPAAULMOHHOr0. MOoX-
HO /1Y TOBOPWTb, HAaNpMMep, O LMPOBON CKYIbNTYPE, «ANTOPUTMUYECKOW
KUBOMUCUY, UK LMDPOBOE UCKYCCTBO NPeAnonaraet CObCTBEHHbIE BUADI
W XaHpbl? Takum 06pa3om, eciv B 3CTETUKE BTOPOM NOMOBUHBI XX B. peyb
WNa O NPUMEHUMOCTM WUAM HEMPUMEHUMOCTM MOHATUI KAaccMyecKkowm
3CTETMKU K UCKYCCTBY HeoaBaHrapaa, To B KoHue XX — Havane XXI B. Bbl-
30BOM A/151 3CTETUKM CTAaHOBUTCA Npobiema KnaccuduKaumm u atpnbyLmm
undposoro nckycctea. OHa OTMeYaeTca Kak HaspeBLwas Nnpobsiema 1 B Ao-
Knagax Apyrux uccnegosateneid. Tak, BONPOCbl TEPMUHONOMMM, onpese-
NeHunn cneumduKn BUAOB MHTEPAKTUBHOIO MCKYCCTBA PacCMaTpMBaANIUCh
B Aoknage P. Nlykuuesa (MepBan ®ectnBanbHas KomnaHua, AMpeKkTop no
pa3sutunio) «Knaccuduraumsa generative art u CMeXXHbIX KOHTEKCTYasIbHbIX
ABJIEHWIA: pa3paboTKa NOHATMIAHOIO annapartay.

M. Orait BMAWUT NpPU3HAKM HOBOWM 3CTETUKM B HOBON 0BpasHOCTU
n306pasnTenbHOro McKycctea. B goknage «MeanapeanbHOCTb B M30-
6pasnTeNbHOM UCKYCCTBE» MCCNeLoBaTeNbHULA BblAenseT YyepTbl, Npo-

HAYKA TENIEBUAEHUA Ne 15.2, 2019 16 THE ART AND SCIENCE OF TELEVISION



ABMBLUMECA B XXMBOMUCK Nog, BanaHnem potorpadum, KnuHematorpada n
HOBbIX Meana. «HoBaA MnacTMKa YenoBeKa 3MOXU HOBbIX Meaua», npu-
BblYKA B3aMMOLENCTBOBATb C MHTEPAKTMBHbLIM 3KPAHOM CKa3blBaKOTCA Ha
paboTe XyAoXKHMKA. B pesynbTaTe }UBONUCHBIN A3bIK MPUOOPETAET YEPTbI
aNropuTMM3aLmnK, NOBTOPAEMOCTM, CeL0BaAHUA NOTUKE KOMMbIOTEPHOM
nporpammsl. Ha maTepuane paboT COBpEMEHHbIX XyA0KHMKOB aBTOP A0-
KNnaza LeMOHCTPUPYET, KaK }KMBOMMCHOE NONOTHO NePEHMMAET KOMMNO3MU-
LMIO 9KPAHHOTO Kagpa, Kak M3MEHAITCA NepCneKkTUBHbIE pelleHus, Kak
durypatnBHoe cmeLlnBaeTcs ¢ HepurypaTMBHbIM, a UFPOBOE C AOKYMEH-
TaNbHbIM, KaK KapTUHA HaYMHaeT Bce 60/blle HAaNOMMHATb 3KpaH. Hosas
006pPa3HOCTb *KMBONUCK BO3HMKAET KaK CNeACTBME HOBOIO OMbITa B3aMMO-
OeNCTBUA XyA0XKHUKa (KaK M 3puTens) c MeamnapeanbHoCTbio.

B noknane «Bu3ayanbHble MCKYCCTBA U HOBbIE SKPAHHbIE TEXHOOMUK
(VR, ronorpadusa)» O. Ctpoesa (TMTP, npodeccop) oTMmeUaeT HOBble TEH-
AEHLMM B 3BONIOLMM BU3YaAIbHBIX MCKYCCTB, HAMETMBLUMECA NOZ, BAUAHK-
€M HOBbIX Meana, 0COBEHHOCTU MUX BOCTIPUATUA CBA3bIBAET C apdeKTom
«MOrpyXXeHMA» B CO34aHHYI0 NPOU3BEAEHUEM Cpeay.

BanaHne mynsTMMeAMAHOCTM HA BOCNPUATME 3pUTENIEM TPAANLMOH-
HOTO MCKYCCTBa aHANM3UPYET B AoKAage «lpon3BeseHNe NCKYCCTBa Kak
YHUBEPCANbHbIA MynbTUMeAMUIHbIN cnoi» A. HOpreHesa (TN, ctaplumit
Hay4Hbl COTPYAHMK).

B noknage «HoBble megma n acTeTMKa moaepHuama» E. boraTbipe-
Ba (TUTP, npopeKTop) paccMaTpUBAET 3apOXKAEHME MOAEPHU3MA B U30-
6pa3snTENbHOM UCKYCCTBE KaK O4HO M3 C/IeACTBUIN MOSABAEHUA TEXHUYe-
CKMX HOCUTEsNIe KOMMYHUKALMK («TEXHWUYECKOM BOCNPOU3BOAMMOCTUY
[1, c. 19]), nocnyKmBLWKMX cTaHOB/EHUIO doTorpadmum U KMHemaTorpa-
¢da. N geno He TONbKO B TOM, YTO TEXHUYECKME MCKYCCTBA obecneumnn
BO3MOHOCTb H60/iee TOYHOro BOCNPOU3BEAEHNA BUAMMOIO MUPaA, YEM
peanucTuyeckoe n3obpasntenbHoe UCKyccTBO. [eno elle u B popmunpo-
BAaHWUW XapaKTEPHOW 414 MOAEPHMU3MA CUTYaLMM SCTETUYECKOTO BOCMPU-
ATMA. XyLOXKeCTBEHHaA MpaKTMKa MOAEPHU3MA 3afana HOBYHO MOAENb
3CTETUYECKON KOMMYHMKALMK, B KOTOPOWN MOABWUAACH OHTO/MOrMYecKan
BO3MOMHOCTb MOcpefHUKa. B KMHO co3gaHHOe npou3BegeHue — 3TO
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BO3MOYHOCTb, KOTOPAsA CTAHET AeNCTBUTE/IbHOCTbIO TO/IbKO B pe3ys/ibTaTe
npoekunn. «1encTBUTEeNIbHOCTb» B AaHHOM Cay4yae — 3TO KOMMYHMKa-
TMBHaA CUTyaUMA B LEAOM, MPOCTPAHCTBO MPOCMOTPA, B KOTOPOM nepe-
X04, U3 BO3MOMKHOCTW OcyLlecTBaseTca 6aarogaps NocpesHnky — npo-
eKLMOHHOM annapaTtype. MoaepHUCTCKoe M306pa3nTesibHOE MCKYCCTBO
TaK)Xe 3aZaeT NPOCTPAHCTBEHHYO MOAENb BOCMPUATUA, B KOTOPOMN Cam
apTedaKT — 3TO TO/IbKO BO3MOXKHOCTb. [leCTBUTEIbHOCTbIO Npon3Bese-
HWe CTaHOBMTCA B MEPCNEKTMBE Yy4acTUA NOCPEeSHUKA, B PO/IM KOTOPOTO
B PaHHEM MOAEpPHW3Me BbICTYNaOT TEKCTbl XYAOXKHUKA — MaHUPECTbI,
TPaKTaTbl, CONPOBOXKAAOLWMNE NPeabsBeHNEe BU3yanbHbIX Npou3Bese-
HUI nybnmKe. TeKCTbl XyA0XKHUKA-MOoAEePHUCTA (BKKOYasA ero BbiCTynne-
HWA) CAYXKAT HE O0MNOJIHEHWEM K NMPOM3BEAEHWNIO M300Pa3UTENbHOIO MUC-
KYCCTBQ, a YC/IOBMEM €ro BOCNPUATHA.

Mpobsembl HOBbIX MeAMa C TOYKM 3pEHUA COLMOMOTUU aHAU3NPO-
Banucb B goknagax E. [lykosa un A. LLlapuKkosa. B foknage mHoroneTHero
opraHusaTopa KoHpepeHumm npodeccopa E. [lykoBa «Kak nybnuka cra-
HOBMTCA TBOPLLOM» PacCMaTPMBAtOTCA NPOLLECCHI, BAUAIOLWLME Ha U3MEHe-
HWe nosefeHus NybanKU B 3MOXYy MyNbTUMEAUAHON BOCMPOU3BOAMMO-
CTU. BcTynas B anoxy, KOrga YHUKaNbHOE CTAHOBMTCA MAacCOBbIM, @ pOOOTbI
npesBpaLLatoTcA B KOMNAHbOHOB, HE OCTAB/AAEM IV Mbl Pa3yM MaLUMHAM?
HoBbIli MMp gaeT 6onblue NOBOAOB A1 NOCTaHOBKM HOBbIX BOMPOCOB. Cu-
Tyaumto ¢ Ny6/IMKOM, a TaKKe ¢ No3unumen Habaogatens HoBbIX COObITUN,
aBTOP WANIOCTPUPYET, CCbIIAACH HAa OCTPOYMHOE BbICKa3blBaHWE Y4EHOTO-
¢dun3uKa: «Mbl ABAAEMCA CBUAETENAMM NPOLECCOB ONPeLENIeHHOro TUNa,
MOCKO/IbKY Apyrve npoueccbl NpoTeKatoT 6e3 cBuaetenei». OxBaTUTb
NpoUCXoaALLME USMEHEHMA NOA CUY KBAHTOBOW MEXaHUKE, KOTOpas Cro-
CObOHa yNOBMUTb TO, YUTO CEroAHA NULLb HaMeYaeTca.

B BbicTynneHun A. Wapukosa «KMHONPOCMOTpPbI Ha TefeKaHanax:
TeHAeHUMn nocnegHero BpemeHu (HUY «Bbiclias WKona 3KOHOMUKNY,
npodeccop) Npo3sy4an BbIBOA O TOM, YTO COBPEMEHHbLIV 3pUTE/b CTasl
6osble CMOTPeTb COBPeMEHHOe oTeyecTBeHHOe KuHo. Coumonorou-
YECKUW U KYNbTYPONOrMYECKUA aHaIM3 TAaKOTo ABMEHUA, Kak UHTepHeT-
cauTbl ¢paHKNYbOB, NpeacTaB/ieH B AoKNaae «“PaHAoOMHOe TBOpYECTBO”:
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KpeaTuB 1 NOUCK MAEHTUYHOCTU» U. BbixoBcKoM (MOCKOBCKUIA ropoackom
nefarormyecknin yHusepcutet, npodeccop) u U. ltonesny (MocKoBCKuit
ropoAcKoi Negarormyeckmii yHUBEPCUTET, AOLEHT).

Hapagy c obcyaeHMem 3CcTeTUYeckoro noTeHumana HoBbIX mMeauna
1 LMPPOBbIX UCKYCCTB, OTAE/IbHOTO YNIOMUHAHMA 3aC/yXKUBALOT AOKA3Abl,
npocnexuBaowme TpaHchopmaumm paga metadop M CMbICIOB Ha MyTH
OT CTapbIX Meaua K HoBbiM. Hanpumep, B goknage E. CanbHukosoit (TN,
3aB. o1Aenom) «OT CLEHMYECKOro /IloKa K 3KpaHHbIM 0bpasam noTycTo-
POHHEro Mmupa» uccnegyerca GpyHKLUMA CLEHUYECKOro NIloKa U U3MEHEHMe
CEMaHTUKK 3Toro obpasa B CpegHEBEKOBOM, PEHECCAHCHOM M HOBOBpE-
MeHHoMm TeaTpe. HaunHasn ¢ ounbmos K. Menbeca, meTadopa NtoKa no-
nagaeT B KMHO. Mo c/10Bam aBTOpa AOKNA4a, «CTapble Meava nepexogaT
CO CBOMM A3bIKOM B HOBblE Meaua». B kKuHemaTorpade obpas stoKa cTaHo-
BUTCA «3CTETUHECKUM NENTMOTUBOMY. [poCnexXnBas UCTOPUIO 3TOM MeTa-
dopbl B KuHemaTorpade, CasbHUKOBa OTMEYAET, YTO 06pa3 JtoKa MOXKET
6bITb YaCTbIO KaK peannCTMYecKoM, Tak U daHTacTUYEeCKol KMHopeasb-
HOCTM, HO ero ¢pyHKUMEeN BCeraa ocTaeTca «Co3gaHMe NPOCTPAHCTBEHHbIX
06pa30B MppPaLMOHabHOrO», «Marndyeckoro». B coobuweHmm O. Caenbe-
Bol (HNY «Bbiclwas WKoMa 3KOHOMUKIU», npodeccop) «Paek Kak nepsbi
PYCCKMIA 3KpaH: CMHTE3 HapOAHbIX UCKYCCTB» paccCMaTpuBaeTcA OAMH U3
«MNpeALecTBEHHUKOBY 3KPaHHbIX UCKYCCTB. MccnenoBaHuUIO BbipasuTeib-
HbIX CPeACTB NaHTOMMMbI MOCBALLEH A0KNa4 AoKTopa dunocodun M. Co-
KONOBCKM (BapmuHcKo-Masypckuid yHuBepcuTeT B OnbliTbiHe (Mosblia),
npogeccop) «B MoMckax HOBOWM 3CTETUKM BbipaxKeHUn: 6e3Mo/BHbIE KO-
MMKU (ONbLUTBIHCKAA NaHTOMUMA ryxmx 1957—2009)».

TpaAMLMOHHO aKTyaIbHOM TEMOM OCTAaeTCA CPAaBHEHME KUHEMATOTPa-
¢da v TenesngeHms. B. Mo3HUH (POCCUIACKMIA MHCTUTYT UCTOPUM UCKYCCTB,
3aB. CEKTOpOM) B Aoknage «06 scTeTuKe M306paxkeHUs B COBPEMEHHOM
Tenef0KYMEHTANIUCTMKE» ONPOBEPraeT BEPCUIO O MPEUMYLLECTBEHHO TeX-
HUYECKOW NpUpoae MX pasnnuvii. JOKNaguvk oTMedaet, yTo bnarogaps
UMPPOBBIM TEXHOOTUAM TE/IEBU3UOHHOE M306paxkeHue npubaunkaerca
K KMHOM306parkeHuto, HO cneunduyHbIM 1A NepBoro octaetca «3dpeKkT
CepUanbHOCTU» U «3PPEKT CUMYNbTaHHOCTU». DCTeTU3auma, No BbiBOAY
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aBToOpa AOK/Nafa, NPOHUKAET U B TENIEBU3NOHHYIO JOKYMEHTA/IUCTUKY.
MpumeHUTeNbHO K Hel Mo3HWH NpeanaraeT UCNob30BaTb TEPMUH «CH-
TyalLMOHHAA 3CTeTUKa», NoApasymeBaloWmMin M306pasnTesibHbIi, 3BYKO-
BOWM M HappaTUBHbIWA acneKkTbl. B AOKNaae KaHAMAATa UCKYCCTBOBEAEHMA
C. dunmnnosa (MIY umeHn M.B. JIOMOHOCOBA, Hay4HbIA COTPYAHMK)
«Mpobnema anoddepeHUMaLUN KUHO U TENEBUAEHNA B HALLIW AHUY» TaKXKe
noAyYepKmnBanacb HEAKTYaNbHOCTb CYXKAEHUI O TEXHONOTUYECKUX pPasau-
YMAX KMHO U TeneBuaeHuA. EAMHCTBEHHBIM aKTyaslbHbIM pasnymMem, no
CNI0BaM AOKNaAUMKa, OCTAaeTCA MecTo Nokasa. Ho B Luesom Bonpoc o pas-
JIMYNAX OCTAETCA OTKPbITbIM.

OAHUM U3 CNeacTBUil B3aMMOAENCTBUA TeNeBUAEHUA U HOBbIX Tex-
HOMOTUIA KOMMYHUKaLMWU ABNSETCA U3MEHEHWe cnocoboB MpocmoTpa
Tenenepenay, B YaCTHOCTH, TENEBU3NOHHbIX CEpManoB. AHaAN3MPyA 3pu-
Te/IbCKME OTK/IMKM Ha Bbiweawmnin 8 2018 r. Hemeukuin cepman «BasuaoH
— BepanH» pexkuccepa T. ToikBepa, E. YepHoKoxeBa (EBponeickuii nH-
CTUTYT KOMMNaPaTUBHbIX UCCNEf0BaHUIA KynbTyp, fepmaHua) B AoKnage
«“BaBuioH — bepanH”: cepuanbl — NPOCMoTp GUIBMOB — CBOA KMU3HbY»
CTaBMT Npobnemy BAUAHMA HOBOW SKPAHHOM MPOAYKUWMM Ha YacTHYHO
¥M3Hb YeNOoBeKa, 333eTCA BOMPOCOM O GYHKLMAX STUX NPOU3BEAEHUI B
NoBCeAHEBHOM COLMAIbHOM KOHTEKCTE.

HoByto aKTyanbHOCTb NpuobpeTaeT CONOCTaBUTENbHbIA aHanu3 Te-
NneBnAeHUA Kak Gopmbl TPAHCAALUN NPOU3BEAEHUIN UCKYCCTBA U HOBbIX
CNocoboB TPAHCAALMM, HOBbLIX NNAaTHOPM, MOABUBLLMXCA B CETU UHTEp-
HeT. B 3Tom KOHTeKcTe cnepyeT oTmMeTUTb Aoknaabl . Cmonesa (TN,
CTapLWmit Hay4HbIV cOTPyAHMUK) «Cepuranbl B MOMCKAX MHTEPAKTUBHOCTMY,
A. EKumoBo# (HaLMOHaNbHbIN MHCTUTYT AM3aiiHa, A0oLeHT) «MHTepaKTue-
Has OOKYMEHTANIUCTUKA: PeanbHOCTb U BUPTYyasbHOCTb». EKUMOBA CTaBUT
npobnemy Xyf0XecTBEHHO-3CTETUUYECKOr0 OCMbIC/IEHWA TAKOTO ABNEHUS,
KaK MHTEPAKTUBHbIN AOKYMEHTaNbHbIN GUAbM («OHTPUAY») U OTMeYaeT
OTCYTCTBUE pesieBaHTHbIX METOAOB ero uccnefosaHua. Mo mbicam aBTo-
pa AOKNafa, K MHTEPAKTUMBHOM AOKYMEHTA/IMCTUKE HEeNnpUMEHUMbI Ta-
KMe 3CTeTMYECKME KaTeropum, Kak «Xy[40MKeCTBEHHbIN 0bpas», «Bpems»,
«MPOCTPAHCTBO», KMOHTAX» U «CHOXKeT». M B 3TOM CMbIC/1e aKTya/lbHbIM
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ABNAETCA MOMCK HOBbIX MOAXOAOB K UCCNEL0BAHUIO UHTEPAKTUBHBIX 40-
KYMeHTa/IbHbIX GpUIbMOB. TeM CamblM AOKAAAUMK CTaBUT BONPOC 06 aKTy-
a/IbHOCTU PacLIMPEHUA KaTeropuanbHOro anmnapaTa aCTeTUKKU. 34echb cne-
AyeT OTMETUTb, YTO NOHATMEM «LMdpoBan 3cTeTnKa» («Digitale Asthetik»)
npeAcTaBuUTENM 3TON AUCUMMNMHBI ONEPUPOBANK yxKe Ha pybexe 1980—
1990-x rr. [cMm.: 6, €. 7], o4HAKO ee No3HaBaTe/ibHble BO3MOMXHOCTU OCTa-
JINCb He BNOJIHE MPOACHEHHBIMU.

Papg, 3ameTHbIX AOKNa40B KOHpepeHUMM obbeamHsaeT oblan Tema
BAUAHNA HOBbIX MHGOPMALMOHHbBIX TEXHONOTMI HA BUAbI U ¥KaHpPbl CO-
BPEMEHHbIX 3KPaHHbIX MCKYCCTB. B 3TOT pAa BNMUCbIBAlOTCA AOKAagbl
H. Kpmsynu (BLUT MTY nmeHn M.B. JlTomoHOCOBa, pyKOBOAUTENb HAay4YHO-
ro otgena) «3epKasbHble Kogbl B aHMMaLMOHHOM aBTobMonuke», . Bu-
peHa (TN, cTaplumii HayYHbI COTPYAHMK) « JOKYMEHTaNbHanA aHMMaLUmA
WU aHMMALMOHHAA [OKYMEHTANIUCTMKA?». B opyrom KOHTeKCcTe Tema
TeneBMAeHUA 3aTpoHyTa B Aoknage W. Mebosoit (TUTP, aekaH npogto-
cepckoro ¢akynbTeTa) «MHAMKATOPbl METAMOAEPHN3MA Ha POCCUIMCKOM
TENeBUAEHUNY.

AKTYaNbHbIM BOMPOCAM COBPEMEHHbIX MacC-Meana NOCBALLEHbI Bbl-
crynnenua C. EpodeeBa (TUTP, gekaH dakynbreTa XKypHaanctuku) «Ha
nyTW OT TPAAUUMNOHHOIO TenesmaeHua K tenesngenmto 2.0» n A. Pacca-
anHoit (TUTP, 3aB. Kadeapoit) «CoBpemeHHble MHCTPYMEHTbI 3cTeTuye-
CKOM peanbHOCTU: pelikoBble HOBOCTU U MHPOPMALMOHHbIE GUNLTPDLI.
B noknage «MoAroToBKa akageMmUYECKUX TEKCTOB B 061aCTN 3KPaHHbIX UC-
KyCCTB K Ny6anKaumm B usgaHusax, nHaekcmpyemsix 8 6, Web of Science n
Scopus» I. KOHCOH (PoccuIACKMIA rocyAapCTBEHHbIM COUMANbHbIN YHUBEP-
cuTeT, npodeccop) NoapobHO PaccMOTPEN ITUYECKUE acMNeKTbl NOArOTOB-
KM Hay4HbIX Ny6AMKaALMIA B 'yMaHUTAPHbIX HayKax. K aTMyecKol cTopoHe
Hay4HOM paboTbl OTHOCATCA OOPOCOBECTHOE U TPAMOTHOE LIUTUPOBAHME,
BbIOOP HaZEeXHbIX U COBPEMEHHbIX UCTOYHUKOB, BCAeACTBME Yero obecne-
YMBAETCA HE TO/IbKO BBEAEHME CTAaTbM B COBPEMEHHbIN HaYYHbIN KOHTEKCT,
HO ¥ AocTUraeTca Heobxoanmas cTeneHb NpobsemaTUsaLmm MccnesoBa-
HWA, HaKOHEeL, KOPPEeKTHas penpeseHTaumsa MeTafaHHbIX. B nmpouecce
NOArOTOBKM HayyHOW MybAMKauMW 3TK 3Tanbl, KaK ciedyeT U3 goKnada
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I. KoHcoHa, ABAsoTCA He POopMasbHOCTbIO, @ CBMAETE/NIbCTBOM BHUMa-
TE/IbHOrO OTHOLIEHUSA K YnUTaTeNo.

OTpenbHoe BHUMaHMe . KoHCOHOM yaeneHo KpuTepuam oTbopa uc-
NoNb3yeMbIX B HayYHOM TeKCTe MCTOYHMKOB. BakHbIMM MoOKasaTensmu
cTaTyca u3gaHusa ABNAIOTCA Takne GaKTopbl, KaK penyTaums peaakumoH-
HOW KOMINErMM N KOHTPUOLIOTOPOB, BK/KOYAsA OTCYTCTBUE HEraTUBHOTO Ha-
YYHOTo 63KrpayHAa, akaAeMUYecKUin PenTUHT n3gaTens U MHAeKcaums B
M3BECTHbIX B HAay4YHOM mMupe 6asax AaHHbIX, AeATeIbHOCTb KOTOPbIX B KO-
HEeYHOM cyeTe CAYXUT haee npeemcTtBeHHOCTU Hay4YHOro 3HaHUA.

KoHdbepeHuMa NpoaeMOoHCTPUPOBaNa akTyaabHOCTb U AUCKYCCUOH-
HOCTb 06CYKAaBLIMXCA BONPOCOB. HOBbIMMK, NO CPaBHEHUIO C UCCNEA0Ba-
HUAMKM Mmegma B 1990-e IT., NpeacTaBAAOTCA BbiBOAbl 06 0COBEHHOCTAX
BANAHWA UMPPOBbIX TEXHONOTMIA Ha BOCMPUATME YENOBEKA, IO CO3HAHWE,
nosHaBaTe/ibHble cnocobHocTH. C NosiBeHMEM COLMaNbHbIX ceTei bbina
nepeocmbicaieHa nNpobsema «KOMMYHUKaLMM C KomnbioTepom». B ao-
KNagax y4aCTHMKOB KOHbepeHLMM Npo3ByYann BbiBOAbl O BAUAHUMN HO-
BbIX MeAuna Ha cnocob 1 xapaKTep AeNCTBUI YeN0BEKA, Ha ero NAacTuKy,
06pa3s Kn3HU. OTMEYaNnCb HeOQHO3HAYHbIE U Tpebylowue AanbHENLWero
M3yYeHUA TEeHAEHUMW K MPEBPALLEHUIO WHAMBWMAYANbHOIO CO3HaHWA B
«reimepcKoe», pearnpytoLee B COOTBETCTBUM C ONPeAeIeHHbIM aiIropuT-
MOM, Nepexos, OT PaccyXAeHNn 1 060CHOBAHUIM K NPOCTbIM PeakUUamM U
OLEHKaM.

MepcneKkTUBbl 3KPaHHbIX MCKYCCTB, CBA3AHHbIX C HOBbIMU MHbOPMa-
UMOHHbIMW TEXHONMIOTUAMM, COCTOAT B TPaHCchHOPMaLUN TPAAULMOHHBIX
’KaHPOB B HANpPaBAEHUN UHTEPAKTMBHOCTU, B ONPeAENeHHON KOHBEpreH-
UMW 3/1IEMEHTOB [JOKYMEHTA/IbHOTO W UFPOBOTO KMHO, B KOHBEPreHuun
TENEBU3NOHHBIX, KUHO- U ceTeBbiX popmaTos. TpaanuUMoHHOE M306pasu-
Te/lbHOE MCKYCCTBO, KaK OKa3a/ocCb, YXe AaBHO NepeHumaeT U agantu-
pYyeT npoueccyanbHOCTb M 06pa3HOCTb HOBbIX Meaua. Bonpoc 06 acteTu-
Yyeckom noTeHumMane «uMppoBOro UCKYCCTBa» OCTAETCA AUCKYCCUOHHBIM.
B nogxoaax K ero pewweHunto B pamkax KoHGepeHUnn HaMeTUIacb TeHOEH-
UMA K YTOYHEHUIO COBPEMEHHOIO NMOHWMAHWUA 3CTETUKN. ITO CBULETE/b-
CTBYET O NOTPEBHOCTU B HOBbLIX METOAAX UCCNELOBAHMA, KOTOPbIe Bblan
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6bl peneBaHTHbl HOBbIM MeAMa, B PaCLUMPEHMM KaTeropnanbHoro anna-
paTa 3CTeTUKM, CNOCOBHOrO OXBAaTUTb HOBYIO MeaMapeasbHOCTb U ABne-
HUA UMPPOBOro NcKkyccTBa. MoHATME «LUMdPOBOE UCKYCCTBO» OKa3anoch
HeoAHOPOAHbIM, BKAOUYAIOWMM B Ceba passinyHble BUAbI U KaHPbl. Ux
pa3paboTKa 1 Bepcum KnaccudmKaLmMm TakKe OTHOCATCA K HOBbIM TeHAEH-
UMAM MeamanccnesoBaHuii, KOTopble B LE/IOM HYXHO MOAAEPMKMBATD,
NpPOLONKaThb M Pa3BUBaATH.
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3KPAH N ®AKTOP CKOPOCTMU:
OT HAPPATVUBOB K MEP®OPMATUBAM®

AHHoTauumA. CoBpeMeHHas 3KpaHHas KynbTypa CrocobCTBYET YCKOPEHUIO
OVHaMUKM Mepexoga OT OCMbIC/IAIOWMUX HAapPaTUBOB HEMOCPEACTBEHHO K
nepdopmatneam. Knrouesyto posnb B 3ToM urpaet undposoi popmat. O6-
pas }KM3HW CerogHa NPOHU3aH ToTasibHOM LMbPOBOI Mmegnanusaumei. 3ToT
npoLecc BefeT K YNPOLWEHUIO U YCKOPEHWUIO NPEeabABNEHUA OCMbICNAK-
wen Happaumn. CKOpoCTb CMbIC/I006PA30BAHMA AOCTUINIA TaKOM CTEMNeHw,
YTO NPEe3EeHTAUUA CMbIC/IOB HE HYKOAETCA B CNefax TaKoW npeseHTauuu
(snapchat). CoBpemeHHOe MCKyccTBO runeppeanuctuyHo. OHO He oOTo-
HparkaeT, He 0603HaYaeT peasbHOCTb, HE OTCbINAET K Hel, OHO Henocpea-
CTBEHHO NpeabABAAET HOBYIO peasnbHOCTb. Ero o3Havatowwme He HyxaatoTca
B O3HA4YaeMblX, OHW He HappaTuBHbI, a nepdopmaTneHbl. IT0 TpebyeT oT
3puTens, CAyLIaTeNns, YuTaTensa He « AJIMHHbIE MbICNY (paccyKaeHua n 06o-
CHOBAHWA NOHUMaHWA), @ PeaKLMK, TO eCTb OLEHKM W AeNCTBUA («naiKaTb,
6aHUTb M NOKyNaTb»).

Knunosoe (Mo3anyHOE) CO3HaHME Ha rn1asax npespaLlaeTcs B reMmepckoe,
B PeaKUMI0 Ha CMTyauuio, 3aaBaeMylo 3apaHee C MOMOLLbIO HEeKoero an-

* laHHan paboTa BbINOMHEHA B pamMKax UccieA0BaHUA «MexaHW3Mbl CMbICI006pa3oBaHNs
M TEKCTYaN3aLnm B COLMANbHBIX HAPPATUBHBIX M NepGOPMATUBHBIX AUCKYPCaX U NPaKTU-
Kax» npu nogaepke rpaHta PH® Ne 18-18-00442.
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roputma. lMpu 3TOM 3MOLMOHANbHOE NepeKMBaHMe CBA3AHO He CTO/IbKO C
3aHMMaeMoi No3ULMEN, CKONbKO ABAAETCA HENOCPEACTBEHHON, KenaTeNb-
HO BbICTPOI (aBTOMATUYECKOW) peaKkLmei Ha CUTYaLmio, YTO MOXKHO KBas/u-
dMUMPOBATL KaK OAMH M3 aCMeKTOB «HOBOM XMBOTHOCTU». OundpoBaHHas
peanbHOCTb He HYKAAeTcA B My3esx, TeaTpax, KMHoTeaTpax, bubamorekax,
MOCKO/IbKY OHa cama 3aMeHSAET UX BCeX. bonee Toro, 3putens, Yutatens, Cay-
WwaTeNb ABAAIOTCA YaCTbio 3TOM aNTOPUTMU3UPOBAHHOW PeanbHOCTH, a He
TO/IbKO MO/Ib30BATENIAMM COOTBETCTBYHOLLMX OMLMIA.

KnioueBble cnoBa: reimepckoe CO3HaHME, UCTOPUYECKan NamaATb, KNHOHAp-
pauus, mudonorus, HappaT1Bbl, NepPopPMaTUBbI, CUMBOINYECKAA NOUTHKA
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SCREEN AND FACTOR OF SPEED:
FROM NARRATIVES TO PERFORMATIVES®

Abstract. The modern way of living is permeated with total digital
medialization. This process leads to the simplification and acceleration of
presentation of meaningful narrative. The speed of generation of meaning
has reached such an extent that the presentation of meanings has no need
of any traces of such presentation (snapchat). Modern art is hyperrealistic.
It does not reflect or denote reality and does not provide reference to it—it
directly presents a new reality. its signifiers have no need for the signified,
as they are not narrative, but performative. This requires not “lengthy
thoughts” (reasoning and justification of understanding) from the viewer,
listener or reader but reaction, i.e., assessments and actions (“like, ban
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“Mechanisms of Meaning Formation and Production of Texts in Social Narrative and Performative
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and buy”). The clip (mosaic) consciousness turns into the gaming variety in
response to a situation set in advance by a certain algorithm. At the same
time, emotional experience is associated not so much with the position, as
directly with a quick (automatic) response to the situation, which can be
qualified as one of the aspects of the “new animality”. Digitized reality has
no need of museums, theaters, cinemas or libraries, because it replaces
them all. Moreover, the viewer, the reader and the listener are part of this
algorithmic reality, and not just the users of the corresponding options.
Keywords: gaming consciousness, historical memory, cinema narration,
mythology, narratives, performatives, symbolic politics

LUenbto gaHHOM paboTbl ABAAETCA YTOUHUTD COAEPKaHNE OAHON U3
rNaBHbIX Npobsiem coBpemMeHHOro 06pasa *KM3HK, CBA3aHHOM C nocnes-
CTBUAMM TOTaNbHOM LMIPOBOIM MeaManm3aumm BCEX COLMNANbHO-KY/b-
TYPHbIX NPaKTUK: 6usHeca, paboTbl, OTAbIXa, KYNbTYPHbIX MHAYCTPUMN,
06pa3oBaHUA, HAYKN, NOJUTUKKN, NTUYHOM KMU3HU. Peub naet o cneumou-
Ke $OpMMPOBAHUA OOLLECTBEHHOTO M MHAMBUAYA/IbHOIO CO3HAHWA, B
KOTOPOM aKTMBHO Y4acTBYET COBPEMEHHas 3KpaHHas KynbTypa. « Co3Ha-
HMe» — 3BGEeMn3M, ec/in He CUHOHMM «MamAaTU». Hegapom Bce npaso-
Bble M NCUXOJ0TMYECKME NPAKTUKKN onpeaeneHmna BMEHAEMOCTU IMYHO-
CTM OCHOBaHbI Ha CNOCOBHOCTM YeNIoBEKA BCMOMHUTb GpaKTbl buorpadpum,
OTHOLLEHUA C POAHbIMU U BAN3KMMM, AMHAMUKY PA3BUTUSA ITUX OTHO-
WweHWn. A 6ecnamaATCTBO CyTb COCTOAHME, XapaKTePU3YLOLLEE HEBMEHS-
€MOCTb, YTpaTy CaMOCO3HaHUA — BpemMeHHoe (Bcneacteve 60/1e3Hy,
coctosiHua adpdeKTa) unm HeobpaTumoe. MamaTb — CyTb U KPUTEPUIA Ca-
MOCO3HaHMA, «ONOMHUTBCA» — O3HAYaeT «BCMOMHUTb ceba», «npua-
™M B ceba», «BepHyTbCA K cebey, «NoBTOPUTb cebay, TOraa Kak 3KCTas,
HeBMeHsiemasa adpPpeKTUBHOCTb — CyTb «Camo3abBeHMe», pacTBopeHue
cBOEro f B MOTOKE NEpPEeXKMBAHUMN.

CKazaHHOE 0 POAN IMYHOCTHOM NamMATU B GOPMMPOBAHUMN CO3HAHWUA
M CaMOCO3HaHMA BMNOJHE MPUMEHMMO U K UCTOPUYECKON namaTtu. Ecan

! Tak, B HEMELKOM f3blKe MaroNbl AyMaTb (MbICAUTL) M MOMHWUTb OA4HOKOpeHHble: denken u
andenken.
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JINYHOCTHAA MAaMATb eCTb KPUTEPUI NPOABIEHMA BMEHAEMOCTU YenoBe-
Ka, TO UCTOPMYECKAsA MaMATb, a, TO4Hee, ee 0BLWHOCTb — OAMH U3 KAto-
yeBbIX GAKTOPOB KYAbTYPHOMN MAEHTUYHOCTU U KOHCOMAALMMU COLMYMa.
TaK e, KaK IMYHOCTHAA NaMATb ABNSAETCA Pe3y/IbTaTOM OCMbIC/IEHNA U
NMepPeocMbIC/IEHUA NEPEKUTLIX BMNEYaTIEHUN, CUTyaLUi, KOHQIMKTOB,
MOCTYNKOB, HEOAHOKPATHbIX YCTHbIX M MUCbMEHHbIX PACCKa3oB O HUX
6/M3KUM U B Meauma, CUTYaLUUI }KU3HWU, AHEBHMKOB U GOTOAPXMBOB U T.1.,
TaK M UCTOPUYECKAn MaMATb — Pe3y/bTaT KOHCTPYMPOBaHMA NpeacTaB-
JIEHNI O NPOLINIOM MPM YYaCTUM NPAKTUYECKM BCEX MHCTUTYTOB U popm
COLUMANbHO-KYNbTYPHON AEATENbHOCTU: BAAcTU, 06pasoBaHus, rymaHu-
TapHbIX HAaYK, Meana 1, KOHEYHO e, — UCKyccTBa. M B aToi nonndoHum
WCTOPUYECKOM HappaLmm poab KUHO HETPUBMAIbHA U CyLLLECTBEHHA.

YCTHble «paccKasbl y KocTpa», B gyxe onncaHHoro X.-/1. HaHeu [1,
c. 85—86], caywaHma y KOCTpa pacckasoB 06 obLiem npoucxoXaeHuu,
06 nctopuun, obbeamHaloLLel paHee pa3obLLEHHbIX NtoAel, AaBaan UM
npeAcTaB/ieHne O CNaBHbIX CBEPLUEHMSAX B UX 06LWEM NpoLwiom, obpasys
MX 06LLYI0 NamsATb, BbIXOAALLYHO 3@ PAMKM IMYHOTO }KU3HEHHOTO ropu-
30HTA. HO M yCTHbIE, M AOMOMHMBLUME UX MMCbMEHHbIE PACCKa3bl UMENU
AedeKT JOCTOBEPHOCTM — OMWCbIBAEMbIE CUTYALMUKU, NEPCOHAXMU AR
HenocpeaCcTBEHHOIo BOCNPUATUA OblNM HeAOCTYNHbI. [T03TOMY paccKasbl
[OMNONHANNCH N306PaXKEHNAMM KaK YacTbio 0POPMAEHMA NOMELLEHWNA U
apTedaKkToB KynbTypbl. B HoBOE Bpems ¢ pasBUTUEM HayKU HedoBepue
K YMO3PUTE/IbHOW Happauun CyLLECTBEHHO BO3POC/I0 — He TOJIbKO MO
OTHOLLEHWIO K PE/IMTMO3HbIM CHOXKEeTaM, CoLManbHOW MUGOOTUN, HO U
K UCTOPMYECKUM cBMAETeNbCTBaM. PoTorpadmsa, KMHO, a 3aTeM U CoBpe-
MEHHbIe TEXHOMOMMK GUKCALMU U TPAHCAALMM BU3YasibHON MHOPMa-
UMM CO34aM KaYeCTBEHHO MHYIO CUTYaLMIO: 3amneyaT/ieHHasn peanbHOCTb
MHOMMTCS, BbITECHAS BMEYaT/IeHNA OT HenocpeacTBEHHOW PeanbHOCTH,
BbITECHAIOT CamMy 3Ty peasibHOCTb, CO34aBas BO3MOXHOCTU A/1A «AOKY-
MeHTa/IbHoro mudoTesopyecTsa» [2, c. 86—93].

CyTb ApeBHEN KaK YenoBEYECKU MUP MPAKTUKU HE U3MEHWUACh,
KaK He U3MEHMU/ICA N TPAHC/IMPYEMbIA KOHTEHT UCTOPUYECKOMN HappaLmu:
MU} O MPOMCXOXKAEHUN, 06 OTLAX-OCHOBATENAX COLMYMa, O CNaBHbIX
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UCTOPUYECKUX AEATENAX, BEJIMKUX FePORAX U KepTBax, O BeNUKoW nobese
HafZ, CMepTeNnbHbIM BParom, 3ameyaTesibHbIX CBEPLUEHUAX U Tpareauax.
Ho ecnv He nameHunacb cyTb, TO U3SMEHWIUCHL U pPa3HOObBpasmanchL ee
dopmbl 1 TexHonorum [3, c. 217-227]. IKpaHHaA BM3yann3auma NOHU-
MaeTcs Kak cOBCTBEHHO MpaBAa KU3HM U PeasbHOCTM, KaK rapaHT go-
CTOBEPHOCTU OTODOparKeHUA AeWCTBUTENbBHOCTU U UcTopuun. Mpu aTom
NPOMW3BO/IbHLIA MOHTAX 3TUX OCKONKOB PeaNbHOCTU MpeacTaeT Kak
Nnorpy»eHue B UCTOPUYECKYHD AOCTOBEPHOCTb U YrybneHne ee NoHU-
MaHUA: «...pOXKOAETCA HEeKMn MUPONOTMYECKUI MAacT CMbICIOB — O
POXAEHUN Mmarnyeckon loctoBepHOCTH, 0cO0b0M SKCKNO3MBHOM O6BEK-
TUBHOCTW, O YyAECHOM 3KPaHHOMN... PeanbHocTW, Bonee peanbHoOn, Yem
NPOCTOE HEKYNLTUBUPYEMOE U HECKaHAAIM3MPOBaHHHOE JOKYMEHTa b-
HOE KMHO 1 YeM camMa »KM13Hb» [4, c. 63]. Heaapom HblHEeLWHMe ANCKYyCcCUmn
0 ¢enKax u nocT-npasge (post-true) ywam B Necok.

B pesynbrate cambiM MUPONOTM3MPOBAHHLIM SBNEHUEM OKa3blBa-
€TCA cama CMbIC/I0Bas KapTUHa AeNCTBUTENIbHOCTU — He TOJIbKO Mpo-
Wwaoe, HO W HacToswee. Bce akTMBHee B 3TOT MPOLECC BOBNEKAETCA
UrpoBoe KNHO. dparmeHTbl cHATOro C. d3eHLWTEeMHOM Ha gecaTuneTme
OKTABpbCKOM peBonoumn duibma «OKTABPb» (0cobeHHO — wWTypma
3MMHero ABopua) TPaHCAUPYIOTCA U BOCMPUHUMAIOTCA KaK LOKYMEH-
Ta/ibHaA CbeMKa. I3eHLWTelH 6bln macTepom ApKux obpasos. Hegapom
He TONIbKO «MCbl-PbILapu» B poraTbix Wwaemax, Ho ¢pasbl U3 ero puabma
«AnekcaHap HeBCKMA» NPOYHO BOLUAM B UCTOPUYECKYIO MAaMATb POCCUIA-
CKoro (a elle paHee — COBETCKOro couuMyma). B HacToslee Bpema 3Ty
POAb HAYMHAOT UIPaTb TeEBU3UOHHbIE cepuanbl, ycuamsatowme obb-
€M UCTOPUYECKON KMHOHappauun n obpasHoro matepuana.

PaHee npoBeseHHble UccnenoBaHMA [5] NOKa3bIBaOT HaMuMe Tpex
OCHOBHbIX PEXMMOB TPAHCAALUW U OUHAMUKM HappaTUBOB WUCTOPU-
YecKoi NamaATu. Bo-nepBbix, peXum, peanusyembll MeaunHbIMU Tex-
HONOTUAMM, UHAYCTPUAMM KYAbTYPbl U UCKYCCTBA. B 3TOM pexume co-
OeprKaHne UCTOPMYECKOW Happalumm Hanbosiee NOABUNKHO (C narom Ao
3 neT) — B 3aBUCMMOCTU OT TEKYLLEWN BHELLHEN U BHYTPEHHEN CUTYaL MMy,
NOANTUYECKOTO Kypca. U 3To He ToNbKO Hen3bexHo, HO 1 Heobxoaumo,
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OnpaBAaHO: MEHAETCH UMBUIN3AUMOHHBIMA POH, pacCTaHOBKA MOAUTU-
YECKUX CUA U T.4,., YTO BbI3bIBAET HEOHXOAUMOCTb UX NEPEOCMbIC/IEHUS.
Bo-BTOpbIX, 3TO 06pa3oBaHME U F'YMaHUTapPHbIE HayKU — pexum bonee
WMHEepUMOHHbIN (nar 15-20 neT) — y4eHbIM, BbIABMBLUMM HOBble (aKTbl
HYXKHO U UX OONOXWUTb Ha KOHdepeHUMaAX, obcyanTb C Koieramu, ony-
6/1MKoBaTb, Aa M NepenucbiBaTb y4eOHMKM Hago, HO He Kaxapble 3 roga
— 5 net. U, B-TpeTbUX, 3TO COBCTBEHHO KY/IbTYPHAA NAMATb, PEXUM Hau-
6onee ycTonMumBbIN, NOCKONBKY 334aEeT KY/NbTYPHYIO MAEHTUYHOCTb (Nar
30-50 net, He MmeHee 2—3 NOKONEHUN).

Mpw 3TOM, KaK NoKasasn onpoc npeacraButeneit 3 NoKoeHNn (OKoH-
YMBLUMX LUKOJIY 10 NEPecTpPoikK, B cepeanHe 1990-x n B 2010-x roaax),
npoBeLEeHHbI aBTOPOM AaHHOM cTaTbu U M. JleByeHKo [6], uctopmye-
CKMEe HappaTuBbl, TPAHC/IMPYyEMbIE KMHO M SKPAHHOW Ky/ibTypol B Le-
JIOM, UFPatoT LOMUHUPYIOLLYIO POJiIb B CMbIC/IOBOWN KapTUHE Pa3/INYHbIX
NOKONEHWN, NEePEKPbIBAA AeNCTBUE ABYX APYTUX PEKUMOB. ITO JINWHUIA
pa3 Nog4YepPKMBAET PO/b U 3HAYEHNE AUHAMMUYHDBIX COLLMANbHO-KYbTYp-
HbIX MPAKTUK, K KOTOPbIM NPUHAZNEXKUT KMHO. HappaTuebl CMMBOAK-
YeCKOM MOAUTWMKU, NPU SOMKHON HACTOMYMBOCTM M NOCNAEAO0BATENbHO-
CTM BIACTU W 3/IUTbl, PAHO WM MO34HO CTAHOBATCA YACTbiO aKTya/lbHOM
KapTWHbl mMUpa. MycTb He HbIHELWHEro MOKO/JEHMUA, HO CAeayloLlero.
N npyv HanAMuum NONUTUYECKOM BOAM M couManbHOM 6asbl, NPWU Hbl-
HEWHMX CPeaAcTBaX KOMMYHWMKALUMKM 3TO MNPOMCXOAUT CTPEMUTENbHO,
6yKBa/sIbHO Ha rMasax. Ho TakMe OUEHKW, KaK NpeacTaBAseTca, HOCAT
BPEMEHHbIM XapaKkTep. CUTyauma umeeT TEHAEHUMIO K paguKanbHOMY
M3MeHeHuo. Pewwarowmm GakTOpoOM CTAHOBUTCA CKOPOCTb U3MEHEHUM
— Y)Ke He CTO/IbKO MOANTUYECKON KOHBIOHKTYPbI, CKOJIbKO KOMMYHUKa-
TMBHbIX TEXHONOTMIN B 3KPAHHOW KyNbType.

346ecb CHOBa YMECTHa aHanorna ¢ YenoBeyeckon namatbro. Uccne-
[0BaHUA HelpodM3MOoNorMM Mo3ra MOKasbiBaloT ABa 06CTOATE/NbCTBA,
Ba)KHble B KOHTEKCTE AAaHHOMO PAacCMOTpeHUA. Bo-nepsbix, 3TO poab no-
BTOPOB, CMOCOOCTBYIOWMX 3aKPENNEHNIO HENMPOHHbIX CETEN, a 3HAYUT
— YCTOMYUBBIX CTPYKTYP NamATU. MOBTOPbI aKLLEHTUPOBAHHO UCNO/b3Y-
H0TCA He TO/IbKO B 06yYeHUM, HO 1 B NponaraHAe, NomnbITKax BHYLIEHWA,
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ABNAOTCA OAHUM U3 3O DEKTUBHbBIX MPUEMOB MAHUMYAALMN B MAcCOBOM
KOMMYHMKaLMKU. OHU LIMPOKO MPAKTUKYIOTCA B XYA0XKECTBEHHOWN Ky/b-
Type MaccoBOro obLLecTBa, KNOBTOPHOMY, AaXKe CEpUaNbHOM NO Camol
cBoei npupoge. NoMMMO HaLEeNEHHOCTM Ha KOMMepPYECKMe pesybTaTbl
(MapKeTUHT apTedaKTOB HEBO3MOXEH 6e3 NPoCToro y3HaBaHUA CloXe-
TOB 1 06Pa30B), 3TO CBA3AHO C anennsAumnen K rmyboKo apxanyHbIM CIOAM
CMbIC/I006Pa30BaHMA U CO3HAHMUA.

He meHee Ba)KHO, BO-BTOPbIX, W TO, YTO B Yepene BOCMOMUHAHUM
HEWpPOHHbIE CETU U3MEHAIOTCS, B pe3y/ibTaTe Yero Mo3r BCMOMUHAET He
nepsoe BnevaT/eHue, a nocneaHee. HeoAHOKpaTHble Nepeckasbl Ha-
KNaablBaloTCA APYr Ha Apyra, NepeceKaloTcsa, MOPOoXKAatoT accoumauum,
N — WHOTAA CYLLECTBEHHO — BUAOU3MEHSAIOT NamMATb, B KOTOPOI YTO-TO
BbITECHAETCS, @ YTO-TO fobaBnAeTcs. OaKT XOpOLWO M3BECTHbIA — OYe-
BMALLbI OAHOTO U TOTO »Ke MPOUCLIECTBUA BCTIOMMHAIOT €ro No-pasHoMY,
Mo NPoLLEeCcTBMM BpemeHn A06aBNsAsA HOBblE M HOBbIE AeTanu («BPYT Kak
o4YyeBMALbI» — NPOdECCUOHANbHbIN MEM Y HOPUCTOB).

M BOT 3TW NOBTOPbI CTAHOBATCA B COBPEMEHHbIX KOMMYHUKATUBHbIX
TEXHOMOMMAX AU MPOCTO HEBO3MOXHbI, UK, ECAN PeannsyoTcs, To Cno-
COBCTBYIOT HE CTOJIbKO KOHCONNAALUMMN, CKONIbKO ANBEPTEHLMMU COLMYMa.
YnpouieHre 1 yCKOpeHWe NpeabsaBAeHUA OCMbIC/AIOWEN Happauuu B
COBPEMEHHOM KMHOMCKYCCTBE MHOTAA TPAKTyeTCcA KaK Aerpajgaums ctu-
JINCTVKUK, BO3BPALLEHMNE K UCTOKAM KMHO KaK pa3snedyeHus. C TeyueHnem
BPEMEHW CTaHOBUTCA AACHO, YTO 3TO, CKOpee, OTBET Ha U3MeHeHue obuie-
ro UMBUAN3ALMOHHOIO KOHTEKCTa, 06YCNOBAEHHOIO Pa3BUTUEM KOMMY-
HUKATMBHbIX TEXHONOTUIN U LUMdpOoBM3aLMNEN.

CKOpOCTb CMbIC/I006pa30BaHMA AOCTUI/IA TaKOFO YPOBHSA, Korga npe-
3EHTaLUMM CMbICNIOB He TpebyeTca OCTaBAATb CNedbl TaKoW NpeseHTauuu
(snapchat). CoBpemeHHOE MCKYCCTBO He NMpeAMEeTHO U He Becnpeamert-
HO, OHO rMneppeanucTuyHo. OHO He oTobparkaeT, He 0603HaYaeT peasb-
HOCTb, HE OTCbINIAeT K HEW, a HENOCPeACTBEHHO NPeabABAAET HOBYIO. Ero
O3Hayvatowme (3HaKK, TEKCTbI) He HY»KAAKOTCA B 03HAYaEMbIX, OHM He Hap-
paTuBHbI, @ nepdopmaTmeHbl. OT 3puUTeNs, cayluaTens, YntaTens Tpebyet-
CA He «ANMHHbIE MbICINY, PACCYKAEHWUA U 06OCHOBAHUA MOHUMAHMSA, a
peakuun — OUEHKWN U AeNcTBUA («nalikaTb, 6BaHUTb M MOKyNaTb»).
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Knunosoe (Mo3anyHOE) CO3HaHME Ha rnasax npespalwiaeTca B ren-
MEPCKOe, B PEaKLMI0 Ha CUTYaLMIo, 3aaBaEMY0 HEKMM a/IrOPUTMOM.
Mpy 3TOM 3MOUMOHANbHOE NEPEXKMBAHME CBA3AHO HE CTONbKO C 3a-
HMMaemMoMn Mo3nuMen, CKONbKO ABNAETCA HEeNnocpeacTBEHHOW, ena-
TeNbHO 6bICTPON (aBTOMATUYECKOM) peaKkumen Ha CUTYaUmio, YTO MOXK-
HO KBanMOMUMPOBATb KaK OAMH M3 aCMeKTOB «HOBOMN KUBOTHOCTUY
(k. ArambeH). OundpoBaHHan peasibHOCTb He HyXAaeTca B Mysenx,
TeaTpax, KuHoTeaTpax, 6ubamoTeKax, NOCKO/IbKY cama ecTb U TO, U 3TO.
W 3puTennb, ymtaTenb, caywaTteslb — YacTb 3TOW PeanbHOCTU, HE TOJIbKO
Nno/ib30BaTe/lb COOTBETCTBYIOLMX ONUMiA. Takoe Co3HaHWE OKa3blBaeTcA
HernyboKnMm 1 KKOPOTKUMY», He CMOCOBHbIM Ha «AJIMHHbIE MbICAU». Ye-
pena obpas3os 6e3 HappaTMBa He yaepKUBAETCA B NamMATK. Takoe Co3Ha-
HWEe OKa3blBAeTCs 6ecnamsATHbIM, 3HAYUT — He CMOCOOHbIM He TOJIbKO
Ha BbliB/IEHNE NMPUYMHHO-CNEACTBEHHbIX CBA3EM, HO M Ha NpPOCToe Npo-
CNeXnBaHME XPOHUKANbHOM NocnenoBaTeslbHOCTU cobbITMIA. MpoLwunoe,
€C/IM BO3HWMKAET, TO KakAblli pa3 nepeBocco3aeTcA Kak HoBoe — nog
CUIOMUHYTHOE HacTosLlee.

Mpn atom oHo B cBoel ad hoc-mndonorMyHoCTM OKasbiBaeTcA
YAMBUTENBHO LENOCTHbIM. MO0 CBOEN LeNOCTHOCTU 3TO He JIMHEMHOE,
AON0rMYecKkoe MbllNeHWe, BEPOSTHO, AaXKe NPeBOCXOAUT MblluneHue
NnHelHoe [7, c. 221]. Mpownoe n byayuiee B HEM Kak Obl CX10MNbIBAOT-
CA B HacTosillee, MeHALWeecs, NogobHO UBeTy xamesieoHa. JIMYHOCTb
e npespallaeTca B 6ecnamaTHOro CTpaHHUKa Mo 3TUM Pa3HOLLBETHbLIM
Mmupam. Hu o Kakol Touke cbopKku cBoboAbl M OTBETCTBEHHOCTM TAaKOIO
CTPaHHMKA rOBOPUTL HE MPMXoaMUTCA. A He CNoCcobHOe K pediekcnn co-
3HaHMe OKa3bIBAETCA UAea/IbHbIM 0O bEKTOM MAaHUMYANPOBAHMA.

Ecnn yenoBeKk, cHOpMMPOBABLIMICA B KynbType BbICTPaMBaHUA
HappaTUBOB, NPOC/IEKMBAHUA CIOXKETHbIX JNMHWUI, cnocobeH MoHMMaTb
[OCTAaTOYHO C/IOXHbIE CMbIC/I0BbIE NMOCTPOEHUSA, TO YEN0BEK SKPAHHOM
UMbPOBOI KyNbTYPbl ONEPUPYET TONIbKO CMbIC/IAMU «TBUTTEPHOTO» dop-
MaTa M He MoKeT paboTaTb CO 3HAKOBbIMM M CMbIC/IOBbIMM CTPYKTYpPamMu
NPOW3BONLHOW CNOXHOCTU [8, c. 1355—-1358]. A UCTOYHMKN UHPOpPMa-
UMM BOCMPUMHMMALIOTCA UMM Kak Bai04a Ha «LWBEACKOM CTO/IE», C KOTO-
poro oH HabupaeT NpPou3BO/ibHble HAabopbl NO CBOEMY YCMOTPEHMUIO.
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XOpownm NPUMEpPOM, eLLE KAYLWMM CBOEro rMyboKoro ocMbIC/ieHus,
ABMAETCA OMbIT NPOEKTa «[lay», AaNeKo BbIXOAALMI 33 PAMKM KMHEMA-
TorpadmUyYecKon MHCTANNALUN.

B oTanume oT NiMHelHoro pedeKCMBHOro Co3HaHusA, CnocobHOro K
conepexnBaHuio, pparmMeHTMPOBaHHOE Ma0CBA3HbIMK 0Bpa3amm «Kau-
noBoe» CO3HaHWE, UMeIoLLEee AE/0 C KaNelLoCKONMYECKOM PeasibHOCTbIO
B lyXe TENEBU3MOHHOIO zapping’a, ec/in 1 COCOBHO K SMNaTUM, TO HENPO-
OONKUTENBHOM, HEYCTOMYMBOM, BCMbILLKAaMU NPUXOAALLEN U BbICTPO YXO-
aawen, 3abbiBaemoli [9, c. 726—727]. CoumanbHbIi OMNbIT He NepPeXnBaeT-
€A, U coumanmsaumsa 3aBeJOMO OKa3biBAETCA HEMOJHOM. B 3N1EKTPOHHbIX
coumManbHbIX ceTax 06pasyroTca coobLecTBa, YaeHbl KOTOPbIX «1aliKaloT»
APYr Apyra, NpoABAAIOT HEraTUBHbIE, @ TO U arPeccMBHble OTHOLIEHMA K
ApyrMm coobuiecteam. CMbIC/I0Basi KapTMHA MUPA U €e HOCUTEN UMme-
10T TEHAEHUMIO BCe bosbLLei AnBEPreHL N, HegoBEPUS U arpeccumn, Bce
yaule BbixogsuLen n3 ¢opmata on line B pexkum off line.

Moxoxe, caMo KMHO, KaK BWA, UCKYCCTBa, NMOMano B JIOBYLIKY 3TOTO
npouecca. MameHAeTcA He TONbKO CTUIUCTUKA, CONUNKAIOLLLAA KMHO U KOM-
NbOTEPHbIE UPbI, HO 3CTETUKA CMOTPEHWSA, B KOTOPOUM NPOC/EKMBAETCA Ta
e TeHZAeHumA. TpaguumoHHaa Mndoorus gasana ycTonunsble CTPYKTY-
Pbl UICTOPMYECKON MAaMATU U MUPOMNOHMMAHNA B LesIoM. B coBpemeHHOM
KMMOBOM reiMmepCcKoMm, MO3audYHOM, a TO U snapchat’oBCKOM CO3HaHWUM
MCTOpUYECKaa NaMATb MeHee YCTOMUMBA, a TO M yTpauMBaeTca 3a HeHa-
[06HOCTbO. «HOBbIM YenoBeK okasbiBaeTca Bce bonee “Tekydy” ..» [10,
c. 23]. OTomy B HEMA/IOM CTEMNEHM CNOCOBCTBYET COBPEMEHHAA 3KPaHHanA
Ky/ibTypa B LmdpoBom GopmaTe, NepeBosA OCMbICIEHNE B YCKOPEHHbI
PEXMM OTX0Aa OT HAPPATUBOB HEMOCPEACTBEHHO K NepdopmaTBam.
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OT BANATAHA 00O XAMNA
(MPOBNIEMbl COBPEMEHHO
WHTEPHET-KOMMYHUKALNN)®

AHHOTauMA. B cTaTbe paccMaTpuMBaAKOTCA HOBblE MHTEPHET-CTpaTeruu 3a-
BOEBAHWUA ayAMTOPUM 3@ CYET KOMMYECKOTO KOHTeHTa. YTobbl MMeTb no-
JIOXKUTENbHBIV NYBANYHBIN pe30HaHC, YeI0BEKY AOCTAaTOMHO CO34aTb CBO-
€ro KOMMYecKoro UnppoBoro ABOMHUKA M BbICTYMNATb OT /iMLL@ CMEXOBOW
Konuu. Bo3HMKaeT npobnema, cBA3aHHAA He CTO/IbKO C BocTpeboBaHHO-
CTb0 KOMMYHMKaLUK, OCHOBAHHOM Ha KapHaBa/bHO-UrPOBOM, TENECHOM
OMbITe, CKOIbKO C OLUMBOYHBIM OTOXAECTBIEHNEM KapHaBa/IbHO-UIPOBOM
TeNeCHON aKTUBHOCTU C KOMMbIOTEPHbIMU MHTEPHET-TEXHOOTUAMM KOH-
CTPyMpoBaHua LMdpPoBOro cmexa. ABTop obpallaeT BHUMaHWE Ha TO, YTO
He TONbKO monoapble ntogu, poxkaeHHble B 2000-x n B 90-x rogax XX BekKa,
HO 1 bonee cTapLLee NOKOoJIeHME B3POCAbIX, POXKAEHHbIX B 60-T. XX BeKa,
He BCeraa OTIMYaeT MHTEPHET-IOMOP OT XKMBOIO CMexa M KapHaBa/ibHOro
obueHuA. B cTaTbe nNpeacTaBneHbl pe3ynbTaTbl CPABHUTENBHOTO aHaAM3a
OBYX mogeneit KommyHuKaumn. OgHa MmoZesib OCHOBaHa Ha KapHaBasM3a-

* Pe3ynbTaThl NONYYeHbl B PaMKax BbIMONHEHWA roCY4apCTBEHHOrO 3agaHua MuHobpHaykm
Poccumn (Homep ans nybamkaumin: 27.8719.2017/8.9).
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LMK B KMBOW cpese C MUHMMaNbHbIM NPOLLEHTOM UCMNONb30BaHUA LUPPO-
BbIX TEXHOMOTMIA. BTOpas mofenb NOCTPOEHa Ha UCNOb30BaHWMN B KUBOM
06LWeHNN M B MHTEPHET-KOMMYHUKALMN MPEUMYLLECTBEHHO LUPPOBbIX
a/rOPUTMOB FEHEePUPOBAHMA KOMMUYECKMX TEKCTOB, KOTOpble, C OAHOWM
CTOPOHbI, 061er4atoT NPoLEecc Co3AaHNA U PACNo3HABAHUA KOMUYECKUX
TEKCTOB, C APYroi CTOPOHbI, POPManbHO BblPabaTbiBAOT U 3aKPENAAIOT Y
WHTEPHEeT-No/b30BaTeNei WabNoHHbIe CTUMYN-PeakLMM Ha KOMUYecKue
coobuieHun. Y aBTopa CTaTbM BbI3blBAaET ONaceHNe BO3MOXKHAA NepCcrnekTy-
Ba MOABNEHMNA HOBbIX KPUTEPUEB HE CTO/IbKO KCMELIHOMO» U KKOMMUYECKO-
ro», CKO/IbKO «KapHaBa/a», BbIHOCALLAA 338 CKOBKM HemocpeacTBeHHbIN,
KMBOWN BepbanbHO-HeBepbabHbIA CMEXOBOM Ananor. ABTOp AOMNYyCKaerT,
YTO pacTywas «KapHasanbHaA 6e3rpaMoTHOCTb» CBA3aHa ¢ BocTpeboBaH-
HOCTbIO B MHTEPHET-NPOCTPAHCTBE NPEUMYLLECTBEHHO ONEepaLMOHaNbHbIX
YMEHUI U aNropuTMOB NOCTPOEHUA UPOHUYECKMX WU IOMOPUCTUYECKMUX
TeKCToB, GopmMMpya OrpaHMYeHHOe, yceuyeHHoe NpeacTaBneHne o KapHa-
Ba/IbHOM SIBJIEHUW W NPOLLECCe, CYLLLECTBEHHO AedopmMmumpys ero.
KnioueBble cnoBa: meama, MHTEPHET, KOMMYHUKaLMA, KOMUYECKOE, Kap-
HaBanusauua
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FROM FARCE TO HYPE
(ISSUES OF MODERN INTERNET
COMMUNICATION)"

Abstract. The article examines new Internet strategies of acquiring an
audience with the help of comical content. In order to achieve a positive
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public resonance, it suffices for a person to create his comical digital double
and act on behalf of a laughing copy. The problem arises connected not
so much with the demand for communication based on carnival-game,
bodily experience, as with the erroneous identification of carnival-play
bodily activity with Internet computer technologies for constructing digital
laughter. The author draws attention to the fact that not only young people
born in the 1990s and the 2000s, but also the older generation of adults
born in the 1960s, do not always distinguish Internet humor from live
laughter and carnival communication. The article presents the results of
a comparative analysis of two models of communication. The first model
is based on the carnivalization in a live environment with a minimal
percentage of usage of digital technologies. The second model is based on
the use in both live and Internet communication of mostly digital algorithms
for generating comical texts, which, on the one hand, facilitate the process
of creating and discerning comical texts and, on the other hand, formally
develop and consolidate the Internet users’ stereotypical stimulus-reaction
to comical messages. In this regard, the author is concerned about the
possible prospect of the emergence of new criteria, which is not as much
«funny» or “comic,” as it is “carnival-like,” which leaves aside the direct,
live verbal-nonverbal laughing dialogue. The author concedes that the
expanding “carnival illiteracy” is connected with the demand for mostly
operational skills and algorithms of constructing ironic or humorous texts
in the Internet space, forming a limited or truncated perception of the
carnival phenomenon and process, hence, significantly deforming it.
Keywords: media, Internet, communication, comic, carnivalization

CeroaHa MHGOPMALNOHHO-KOMMYHUKATUBHbIE TEXHONOMMU MO3BO-
NAKOT C034aBaTh TAKOE NHTEPAKTUBHOE B3aMMOLENCTBUE B UHTEPHET-Cpe-
[le, B MpoLecce KOTOPOro co3aeTca NoHAsA UA03UA 0BLLEHNA C KUBLIM
cobecesHMKOM. [laHHas cuTyauma nogobHa ofHOMY M3 U3BECTHbIX MO-
meHToB KHUrm J1. Kaponna «Annca B 3a3epkanbe», B KOTOPOM KOPOb 3a-
faeT Annce Bonpoc: «Koro Tbl yBugena?». Ha uto Annca oteeyaet: «Hu-
Koro». Koponb B Boctopre otBeyaeT: «Kakoe npekpacHoe 3peHue! Het
HuKoro, a Tbl ero Bce-Taku yeuaenal!» [1, c. 113]. 31y dpasy /1. Tpaybepr
NPUBOAUT B CBOEW KHUre A/ Toro, 4Tobbl NogvyepKHyTb, 4To J1. Kaponn
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npeAcKasan 3akoHbl Npupoabl byayuwen kmbepHetukn [1, c. 113]. B cBoe
Bpems P. bapT cpaBHMA TeaTp c KMbepHEeTUYECKOM MaLlMHOM, NoaatoLLeit
CUrHabl C TOFO MOMEHTA, KaK OTKpbIBaeTcs 3aHaBec. P. bapT nucan: «4to
TaKoe TeaTp? Pog KMbepHeTnYecKon mawmHbl. Haxoasack B COCTOAHUM MO-
KOA, MallMHa 3aKpbiTa 3aHaBecom. Korga ero oTKpbIBaloT, OHA HaYMHaeT
BbICbINATb B Hall agpec ceputo coobuieHnin (curHanos)» [2, c. 28]. Arpec-
CUBHbII CMEX0BOWM MHTEPHET-MOTOK MOXKHO CPaBHMUTb € Mrom, KOTopblit
nepBoOHayYyaNbHO 0603HayYan PE3NHOBYIO TPYLLY, «KOTOPYH BCTaBAAAM
3y6Hble Bpayn B POT NaumeHTa, YTobbl OH He 3aKpbia pTa. [rom nmeHo-
Ba/1CA M NPOCTO KAAM, KOTOPbIM 3aTbIKaAWu poT KepTee» [1, c. 72—73]. 310
OTYET/IMBO BUAHO B COBPEMEHHOW MHTEPHET-KOMMYHUKALMM, B KOTOPOIA
Ba)KHbIM CTAHOBUTCA Ha YyKYO OCTPOTY MIHOBEHHO OTBETUTH eLle bonee
CMELLHOW PENJIMKOM, KaK bbl 3aTKHYB €10 POT APYromMy OCTPOC/IOBY.
TaKan arpeccrBHas CMeX0Bas aTaka CTaHOBMUTCA BCe XKecTye 3a cyeT
TOro, YTO Ye/IOBEK B3aumoaencTeyeT B MHTepHeT-cpeae yKe He TOJIbKO
C Ye/I0BEKOM NOCPeACTBOM MallMHbl, HO M C CAMOI MalLMHOM nocpea-
CTBOM YesioBeKa. B KauecTBe npumepa o6LWweHMA YeI0BEKA C YE/IOBEKOM
nocpeAcTBOM MaLUWHbI MOYKHO MPUBECTM COBPEMEHHOTO TEaTPaNbHOIO
6norepa Buktopa Bununcosa, KOTOpbIi 06WaeTcs co 3putenem B popme
BMAEO0-NeKUNN-NnepdopMaHCOB, OCHOBHbIM MHCTPYMEHTOM BO34eMNCTBUA
Ha 3pUTeNA B KOTOPbIX ABAAETCA UHTENIEKTYa IbHbIA, OCTPOYMHbIN, aK-
TyaNbHbIN MPOHMYECKUI TEKCT. JIeKTOp BO Bpemsa AeMOHCTPaunmn Buaeo
MOMKET AaKe NPUCYTCTBOBATb B TOM NMOMELLEHWM, IAe NOKa3blBaeTCA ero
nekums-nepdopmaHc, CUaA 33 KOMNbIOTEPOM, Ha F1a3ax y NyoMKn mos-
Ya/IMBO CO34aBaTb MMMPOBU3ALMOHHDIN TEKCT U TPAHCIMPOBATL €ro Ha
3KpaH. OAHMM U3 NPUMEPOB YAbTPACOBPEMEHHOW KOMMYHMKaLUN Ye-
/I0BEKa M MallMHbI ABNAETCA NPOEKT CTyAeHTa daKynbTeTa Am3aiiHa Ko-
ponieBCKoro Konneaa uckyccrs . Xegbepra «Smile TV», — Tenesusop,
paboTatowuii ToIbKO Toraa, Korga 3putenb yabibaetca [3, p. 97]. OaH-
Hbll TesieBM30p Obia co3aaH Ha ocHoBe Open Frame 3/1T-moHWTOpa U
CUCTEMbI PACNo3HaBaHMA UL, KOTOPas NMO3BOJAET UCKYCCTBEHHOMY MH-
Tennekty 6onee «4yTKO pearMpoBaTb» Ha yenoseka. CeroaHa akTUBHO
CO3/[al0TCA HOBblE, YCOBEPLLUEHCTBOBAHHbIE TEXHONOMMN NPOU3BOACTBA
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UMPPOBbIX KOMMKCOB, OCHOBAaHHbIE HAa KOMMbIOTEPHbIX MPOrpammax
pacno3HaBaHMA YeNoBEYECKUX UL, NO3BOAAA AeNnaTb KOMUKC bonee
«KMBbIM», MOCTPOEHHbIM Ha HeBepbasbHbIX KOMUYECKMX HIOaHCax.
BbifiBNIEHO, YTO NPU BBEAEHMM B NPOLLECC 0OYYEHMA WKONbHUKOB U CTY-
[AEHTOB rO/N0COBOr0 MHCTPYKTOpPa (KOMNbIOTEPU3NPOBAHHOIO ronoca),
KOTOPbI/ HAMOMMWHAET 3HAKOMOTO W/IM CBEPCTHMKA, Y HUX 3HAYUTEIbHO
NoBbILAETCA MOTUBALMA K 006yyeHuto [4]. MOXKHO 3aMEeTUTb, YTO UCKYC-
CTBEHHbI MHTENNIEKT BCE BO/blUE BXOAUT B LOBEPUE K YE/IOBEKY 3a CYET
BbICTPANUBAHUA KMONUTUKNY» AMANora Ha OCHOBE MHTEPAKTUBHbIX KOM-
NbOTEPHbIX TEXHO/IOTUI-NOCPEAHUKOB.

XapaKTepHOo, YTO B HalUW AHW Y UcCC/edoBaTesielt HeT 04HO3HAYHO
HeraTMBHOM oueHKM undpoBoro cmexa. HecnyyaliHo HefaBHO Npowea-
WK NATbIM MeKayHapOoAHbIM reNI0I0rMYeCcKnin KOHrpecc bbin NocesLWweH
Teme cmexa M KOMMyHUKauuu [5]. HecmoTpsa Ha To, 4To 60/blLOE BHU-
MaHMe Ha KoHrpecce bbl/10 yaeneHo HeraTMBHbIM acneKkTam CoBpeMeH-
HbIX OMOPUCTUYECKNX MHTEPHET-TEXHONOIMIA (NOAHNUMANUCL TaKne Npo-
61eMbl, KaK cmex Kak opysue [5, c. 55]; B3aMmonepece4yeHne omopa u
yrposbi [5, c. 39]; NOHMMXEHME «OLEHOYHbIX CMbIC/I0OB» UTPbl B COLMab-
HbIX ceTax [5, c. 40], OCHOBaHHOM Ha UPOHUKN U HaCMELLKe; BUPTYa ibHbIN
cMex Kak xain [5, c. 38], B uenom pasgenanocb MHeHMe Tex aBTOpOB,
KOTOPbl€ CYMNTAIOT, UTO MHTEPHET-CMEX ABNAETCA He TO/bKO beckpaliHei
CLEHOM ons NapoAMMHbIX BbICKa3biBaHMI [6, p. 5], tomopa [7, p. 19-21],
WHTEPHET-UpoHuu [8, p. 76—82], pacnpocTpaHeHua ¢eiikos [9, p. 452],
nopoXKaeHns KoHKypeHuuu [10] n coumanbHoro HepaseHcTBa [11], HO
npv onpeaeneHHbIX 06CTOATENLCTBAX MOMKET BbICTYNaTb CPEAO0N 3apPOXK-
OEHWA NO3UTUBHbIX KapHaBasibHbIX Npoueccos [12, p. 345].

HecmoTpsa Ha To, YTO TaKMe KpynHble crneunannctbl B 061actu mc-
KYCCTBEHHOIO MHTENNEKTa, KaK LLloH KaHak, opuuep ameprKaHCKON Ha-
unoHanbHow passeaku (NIO) no kmbep-Bonpocam, BO3raBAAOLWMI pas-
BegbiBaTenbHoe coobulectso CLUA (IC) no Kmbep-aHannsy, cYUTaET, uyTo
«anropUTMbl MALIMHHOTO 0bYyYeHMA He CMOCODHbI MOHATb KOHTEKCT MAn
HtoaHcbl tomopa» [13, p. 3], a HeBepbanbHbIN OMOP NPUHLUNNANBHO He-
[OCTYNEeH UCKYCCTBEHHOMY MHTENINEKTY, HEeNb3A HE 3aMeTUTb, YTO UCKYC-
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CTBEHHbI UHTENNEKT CNOCOBEH C OTPOMHON, OneperkatoLen yenoseye-
CKME BO3MOMKHOCTU CKOPOCTbIO, reHepMpPoBaTh BEPOAbHbIE TEKCTDI.

BO3HMKaEeT TPEeBOXKHAA NepcnekT1Ba NnossieHNa HOBbIX KpuTepues
«KapHaBasia», BbIHOCALLAA 33 CKOOKM HEMOCPeACTBEHHDIM, XNBOW Bep-
6anbHo-HeBepbHasibHbI CMEXOBOM Ananor. B Takoi HOBOM KOMMYHMKa-
TUBHOW MUIrPOBOW CTPATErMM KOMMUYECKUIA KOHTEHT MOJyYaeT CONUAHbIe
WHBECTULMWN, NpPEeACTaBNAA BblCOKOAOXOAHbIA MPOEKT, OCHOBAaHHbIN
Ha BbICTpON NPUBLINK, TO eCTb «xanne». NPUTOM, YTO B TaKON Moaenu
KOMMYHUKaLMWN OTAENbHbIE 3TaMbl CO34aHUSA KOMUYECKOTO MOTYT Hame-
PEHHO OTCYTCTBOBATb, 3TO HE CHUMKAET ee BOCTPebOBaHHOCTbL y noTpe-
b6utena «Homo Pseudo-Carnivalus». MoKka3atenem 3Toro ABAseTca BO3-
pacTatoLwmnin MHTEPEC HAaYKM K HEMPOHHBIM U CUMBOJIMYECKUM MOLENAM
pan-6attnos [14, p. 212], a Tak}Ke K nNporpammam, KOTopble yCrneLwHo
CO3Jat0T P3N M XMM-XON TEKCTbl C MOMOLLbIO ABYA3bIYHbBIX PEKYPCUBHbIX
HeNPOHHbIX ceTen [15, p. 2524].

[eNncTBUTENBHO, A3bIK MCKYCCTBEHHOrO MHTEN/IEKTa NO pAdy Xa-
PaKTEPUCTUK YCTynaeT YesoBeYeCKoMy A3bIKy. «TBepable A3bIKKU, XapakK-
TEpHble TEM, YTO CTPOATCA Ha CTPOFOM a/NrOPUTME, HEYYBCTBUTENbHbI K
KOHTEKCTY, MeTadopmyHocTm» [16, c. 237]. OgHaKo 3TO He MellaeT uc-
KYCCTBEHHOMY MHTENNEKTY B ByAyLiem co34aTb YCOBEPLUEHCTBOBAHHbIN
™MN obneryeHHOM MHTEPHET-KOMMYHMKALLMK, KOTOpPasn, He numes Tene-
CHOM NamATH, onbiTa GamMUAbAPHOrO, KapHaBa/IbHOTO KOHTaKTa, byaert
BMPTYO3HO CO34aBaTb UO3UIO KAPHABabHOTO 06LLeHMA. B Takol Kom-
MYHMKaLMK Ntobble NoATEKCTbI (OMOPUCTUYECKME, MPOHUYECKME U Mp.)
6yayT pacnosHaBaTbCA AUCTAHUMOHHO, GOPMMPYA HOBbIN KapHaBasb-
HbI KoA.

[aHHan nepcnekTMBa He CTO/b AafieKka. YKe CerogHs npumeHs-
OTCA HOBbIE TEXHO/IOTMM aBTOMATUYECKOW KNacCMPUKaLUWM UHTEPHET-
NPOHUKN. OAHOWM U3 HUX ABAAETCA METOA, NPUMEHEHUSA K UPOHUYECKOMY
BbICKa3blBaHUIO KAacCMPUKATOPOB Mogenel A3blka CUMBOIOB (Npume-
HeHue anroputmoB U3 APl LingPipe n Habopa aaHHbix SemEval-2018
Task 3), 06HapyXMBaOLLErO MPOHUIO B AHINNCKUX TBUTaxX [17, p. 162—
163]. AMepuKaHCKMMK UccnegoBaTeN MK, COTPYAHMKaMKU PaTtrepckoro
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n Konymbuiickoro yHnBepcuteToBs 66110 anpobupoBaHo pacrno3HaBaHue
MapKepoB UPOHMM B UIHTEpPHETE, NpeacTaBAsfoWmMX cObo MeTakoMMy-
HUKATUBHbIE KOYN, MHPOPMUpYIOLLME YnTaTens (MHTePHET-Nob30Ba-
Tens) o TOM, YTO BbICKa3biBaHWE MPOHUYHO B NEpBYyHO oYyepeab NMoToMY,
KaK roBopALWMiA 4aeT NOHATb, YTO FOBOPUT He To, YTo AymaeT [18, p. 589].
MpegnoyTeHne MPOHUM IOMOPY B COBPEMEHHOM WMHTEPHET-NPOCTPaH-
CTBE MOXKHO OOBACHWUTL TEM, YTO YE/OBEK B YC/IOBUAX KOHKYPEHTHOM
cpeabl 0bUTaHUA CTPEMUTCSA, COXPaHAA O0/1H0 aHOHUMHOCTM U AUCTaH-
LUMPOBaHHOCTM, AOCTUraTb CBOMX Lienel, yacto npuberas K obmaHy, K
KOTOPOMY MOYHO OTHECTU UPOHMUIO.

Bo3HuMKaeT npobsiema, CBA3aHHAA C TEM, YTO He TO/IbKO CTYAEHTbI,
poxaeHHble B 2000-x 1 B 90-x rogax XX BeKa, HepeaKo ABNAOLWMECA pas-
paboTuMKaMM KOMUYECKNX KOMMbIOTEPHbIX aArOPUTMOB, HO M UX Npe-
nogaBaTeNn He BCeraa OTIMYAKT UHTEPHET-IOMOP OT KMBOIO CMeXa U
KapHaBanbHOro obuweHua. Anodpeos Takon «KapHaBanbHOW» 6e3rpamoT-
HOCTW MOKHO YBUAETb B TOM, 4TO NoHATMe «Carnival» — 3To yXe AaBHO
He TO/IbKO MHCTPYMEHT 1M dopma obbeanHeHua Ntogdelt Ha Bceobuem
npasgHuKe, HO U UHCTPYMEHT U3MEPEHUS M aHa/IM3a NPOU3BOAUTENb-
HOCTM KOMMbIOTEPHbIX MPUIOXKEHUI 1 NpoTokosios DSM [19, p. 7].

®uHckne nccnegosatenu T. Dufva u M. Dufva cnpaBeanvso oTme-
yaloT, YTo nNogobHan KogoBasa 6e3rpaMOTHOCTb BO3HMKAET He TO/bKO B
pesynbTaTe Hay4YeHuMs, HO M B npouecce GOPMMUPOBAHNA HEKapHaBa/lb-
HOro onbiTa NepexmnBaHusa. ABTOpbl 06palLaloT BHUMaHWE Ha TO, YTO
«KOZ, Ucrnosb3yemblit ans GOpMMPOBaAHMUA CYLLECTBYIOLWErO LMbPOBOro
Mupa, byab TO onepauMOHHaA cucTema, NporpammHoe obecrneyeHue
WU anropuTM BUPKEBOIN TOProB/aN, OTYETIMBO OT/IMYAETCA OT UX Obl-
TOBbIX @aHa/IOrOB, TaKMX KaK MOJIOTOK, pydKa UM KMCTb, UCNOJb3yeMbIX
ana GopmmnpoBaHMA maTepuanbHoro mmpa. OgHMM U3 NPUMEPOB 3TOro
ABNAETCA OBOMYHAA CMCTEMA ABYX a/lbTEPHATUBHbLIX COCTOSIHWM, YacTo
npeacrasasetca Kak 1 n 0. Kog, aBnseTca gBOMYHbBIM U, C/1Ie40BATE/BHO,
MOMET BbITb CBEAEH K pelleHmam “aga unm Het”» [3, p. 97].

OpaHaKo, obpaliaeT Ha ceba BHMMaHMe HEKOTOPbI NapagoKc: Mo-
Nogoe NoKoseHMe, BOCMUTaHHOE NPEeNMYLLLECTBEHHO Ha KOMMbIOTEPHOM
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TBOPYECTBE, OCTAETCA, TEM HE MeHee, BCe elle CNOoCOOHbIM CUMTbIBATb
KapHaBaNbHbI KO 1 BOCMPUHUMATL KapHaBaibHYO meTadopy B UHTEp-
HeT-cpefe U B peasibHOM }U3HU, YTO MOXKET YKa3blBaTb Ha FEHETUYECKYHO
npeapacnosoXeHHOCTb IMYHOCTU K KapHaBaNbHOM aKTUBHOCTH.

B cBA3M Cc 3TMM rNaBHaA 3afaya HacToALLEero uccnefoBaHUA COCTo-
ANa B TOM, YTODObl U3Yy4YUTb KOPPENALMIO TESIECHOTO UFPOBOrO NCEBAO-
arpeccvBHOro B3aMMOAEWCTBUA, OCHOBAHHOMO Ha WyTAMBbIX Nobosx,
OCKOpPBNEHMAX, Me3asaNbAHCAX, TPABECTUN C YCTOMYMBOMN NPUBA3AHHO-
CTbl0 U ApyxboW; npocneauTb, HACKONbKO TesnecHble, HeBepbasbHble
COCTaBAAOLWME NPUBATHOIO KapHaBaAbHOTO 0bLeHNA MOryT BbITb aekK-
BaTHO nepefaHbl NOCPeACTBOM MEPEKOAMPOBAHNA UX C MOMOLLBbIO KOM-
NbIOTEPHBIX WUHTEPHET-TEXHONOTUI KOHCTPYMPOBAHUA KOMWYECKOTOo W
CMEeLLUHOTO.

Bbln ocywecTBneH CPaBHUTENbHBIN aHANN3 ABYX MOAeNel KOMMY-
HWKaLMK, OA4HA U3 KOTOPbIX OCHOBaHA Ha KapHaBa/M3aLMu B }XUBOM cpe-
e C MMHMMaNbHbIM MCMNONb30BaHMEM LMPPOBbLIX TEXHONOTUI, @ BTOpan
— Ha BbICOKOW A0/e BKAOYEHUSA B 0bLLeHMe LMdpOoBbIX aNITOPUTMOB re-
HEPUPOBAHMA CNYHaMHbIX KOMUYECKMX TEKCTOB U LMbPOBbIX 0603HaYe-
HUI (CMaNNKOB, KAPTUHOK U Np.).

MepBas (KOHTPO/SbHAA) MOAENb KOMMYHUKALMM PacCMaTPMUBANach
Ha NpuUMepe WHTEPHET-B3aMMOAENCTBUA aKTepOB Y/MYHOrO TeaTpa B
OTKPbITON rpynne yAnyHbIX TeaTpoOB M aKTepoBs, B KOTOpy Bowsio 122
yenoseKa. BTopas (aKcnepvmeHTanbHaA) MOAEb KOMMYHUKaLMK pac-
CMaTpuBasacb Ha npumepe rpPynrnoBOro B3aMMOLENCTBUA aKTEpPOB
Y/IMYHOTO TeaTpa B 3aKPbITOM rpynne, B KOTOPYH BOWNO 14 yenoBek.
C 2009 no 2015 roa 4 y4acTHUKa AaHHOM rpynnbl NPUHUMANKN yyHacTue
B 0bpasoBaTe/ibHOM MpoekTe «[lepeBeHCKUI TeaTp», Leablo KOTOporo
ABMNACb MOTMBALMA TBOPYECKOM KapHaBa/lbHO-UrPOBOM AEeATENbHOCTH
B YC/IOBUAX PYCCKOWN AepeBHU. Pe3ynbTaTbl anpobaLmm AaHHOTO NpoeKTa
NoKasanu, 4to okoso 70% ero y4yaCTHMKOB «UCMbITbIBAOT NOTPEBHOCTb
B MUCMO/Ib30BAHUN KapHaBa/ibHbIX METOA0B B CAMOCTOATE/IbHOM TBOpYe-
CKoM npodeccroHanbHou aeatenbHoctu» [20, c. 115]. 3akpbiTaa rpynna
6blla OCHOBaHa O4HMM U3 YYaCTHUKOB rpynnbl B AHBape 2019 roaa, cny-
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cTA 6 AHeNn mocie ycnewHoro 3aBeplleHns COBMECTHOrO ABYXHeae b-
HOMO Y/IMYHOrO TeaTPasibHOrO MPOEKTA, B KOTOPOM MPUHAAM ydacTue
aKTepbl ABYX YAMYHbIX TeaTpoBs. [Jo 3TOro, 3a MecAl, 40 NPOEeKTa, AaH-
HbIMM YY4aCTHMKaMM rpynnbl 6bina co3aaH MHTEPHET-4aT, NPU3BaHHbLIN
MObWIbHO pellaTb Npobaembl, BO3HUKAOWME BO BPEMS NOATOTOBKM
Y/IMYHBIX, TeATPANbHbIX CNEKTAKAEN, CO34aHMEM PEKBM3UTA, CLLEHAPUS;
obcyaeHvem rpaduka penetnumii. JaHHaa 3akpbiTad rpynna 6bina
CO3/aHa ANa PasBUTMA AaNbHeNLeNn NepcrneKkTUBbl NPOLOINKEHUA CO-
BMECTHOM TBOPYECKOM KapHaBaibHO-UIPOBOM AeATenbHOCTU. OTKpbITas
rpynna yanyHoro Teatpa bblna co3gaHa B KoHue HoAbps 2018 Kak 3a-
KpbITas rpynna, Ho BCKOPE CTasia OTKPbITON, NpeacTaBans coboit Kommy-
HUKALMOHHYIO MHTEPHET-NAaTopmy A5 0OMeHa OMnbITOM, 3HAKOMCTBA
APYr C opyrom geatenen B chepe yANYHOro TeaTpa, ObICTPO AennTbCs
MHTepecHon nHpopmMaLmelt o cobbiTnax B chepe yNMUYHOro Teatpa.
TeopeTnyeckoi 6a3ol nccnegoBaHNA ABNAETCS aHTUCEMAHTMYEeCKan
Teopua tomopa A. KO3nHUEBA O Pa3IiMM UPOHUU U CAMOUPOHUM, KO-
TOpas, B OT/IMYME OT UPOHMM, HANpPaBJAEHHON Ha BHEWHWA 0BBEKT, OT-
HOCUTCA K IOMOPY, BblpakalolleMy pafocTb OT n3bbiTKa 6biTus [21, c. 10];
0 6/1M30CTM NPUPOAbI UPOHUM K CEPLE3HOCTU U JiXKM [22, c. 239], KoTo-
pas, B OT/IM4ME OT UrPOBOWM, XaOTUYECKOW NPUPOAbI FOMOPA, OTHOCUTCA K
NPoAyKTy A3blKa [22, c. 250], K nepBoit Mogenupytowen cucteme. TakKe
npuMeHsanacb Teopus Kommyeckoro C. Jii3eHLUTelHa, COMMacHO KOTo-
POV B KOMUYECKOM SIBIEHUW NPU BHEWHEM POpManbHOM cobaogeHnn
NPUHUMNOB AMaNeKTUKU HabnogaeTtca a-auanektuyHocTb [23, c. 516].
Mpwn aHanuse UHTEPHET-COOOLLEHNI YYACTHUKOB 3KCMEPUMEHTANIbHOMN
W KOHTPOJIbHOM FpynMnbl YYUTbIBANIOCb MHEHUE TEX UCCNefoBaTeNEN, KO-
Topble HabAAAOT NPOABAEHME KapHAaBanM3aLMM B BUPTYasbHOM Npo-
cTpaHcTee [24; 25]. MpumeHanacb mogenb C. TpaycaHa-MaTty, KOTopbIit
Ha 6ase nonndoHMyeckolh KoHuenumn M. BaxTuHa co3gan v anpobu-
poBan B 0O6y4EHMM CTYAEHTOB KOMMbIOTEPHbIE METOAMKWU, OCHOBaHHbIE
Ha TEXHO/IOTMN UCKYCCTBEHHOIO MHTE//IEKTA, CMOCODCTBYOWME 3amyCKy
npouecca KapHasaausaumm B Yyatax. C. TpaycaH-MaTy cunTaerT, YTto B UH-
TEPHET-cpeae KapHaBa/M3aLUMA MOXKET COCTOATbLCA B C/ly4ae, ecnu ocy-
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LLEeCTBAAETCA COBMECTHAA rpynnoBas AeATeNbHOCTb, obLLeHWe OT nnua
dU3NYECKON M CMMBOIMYECKOM KapHaBaNbHOM macku [12, p. 347] v np.
Mo ero MHeHWto, Hanbosnee TOYHO 3aKOHbI BUPTYASIbHOFO MMUPA MOXHO
06BACHWUTL C NOMOLLbIO ABYX PyHAAMEHTaNbHbIX KaTteropuin M. baxTu-
Ha — nonndoHuKn 1 KapHasanusauuu. C. TpaycaH-MaTy npeacrasnaet
KapHaBa/sM3aumio Kak NoAndOHUYECKy0 WUrpy LEeHTPObBeHO-LEeHTPO-
CTPEMWUTENbHOTO / AMCCOHAHCA-KOHCOHAHCA, KOTOpas MOXOMXa Ha Au-
BEPreHTHO-KOHBEPreHTHbIE 3Tanbl TBOPYECKOro AeWCTBUA, Habatopae-
Mble B UHTepHeT-06LeHum [12, p. 349]. Mo ero MHeHUIO, LLeHTpobeKHan
cuna npeacTasnfseT coboi UHepUManbHY CUY, BO3HUKAIOLLYIO OTBET-
HYI0O peaKUMi0 Ha BO34EeWCTBME LEHTPOCTPEMUTENbHONM cunbl. JaHHaA
MoZeNlb, KaK NpeacTaBAfeTca, UMeeT pafd, YHUBEPCabHbIX MOMEHTOB,
CBA3AHHbIX C TEM, YTO KapHaBa/M3auMA BbICTYNAET KaK CMOHTAHHO, TaK
M OCO3HaHHO, BM/IETAACb B Cepbe3Hbll AMANor, 3anycKkas TBOPYECKUN
npouecc [12, p. 348)]. B nccnepoBaHun b6bln MCNOMAb30BaHbI BbIBOAbI
T. Dufva n M.Dufva Ha npeameT TOro, YTo KapHaBa/bHbIN KOA, B MOJIHOM
obbeme JOCTyNEH A/ NOHUMaHWUA TOMIbKO TEM, KTO paHee Umen onbIT
Morpy*KeHuna B KapHaBasibHO-UrpoByto cpeay. iccnegosaHue 6asnpyeTtca
Ha ApamaTyprMyeckom, TeaTpasbHom nogxoae WM. fodmaHa [26, c. 29],
COr/IaCHO KOTOPOMY YENOBEK, HAX0AACH B ODLLECTBE APYrMX, UCMONb3YeT
[1Be OCHOBHbIE CTPaTErMu: LiesieHanpaBAeHHOEe CaMOBbIPaXKeHWe U CNoH-
TaHHOE, KOTOpPOEe BblAeT B HEM TO, YTO OH yTauBaeT. ITu ABe cTpaTeruu,
Mo ero MHeHUI0, acCCUMETPUYHbI MO OTHOLIEHUIO APYr K APYry U MOryT
C OAMHAKOBbIM YCMEXOM CMMYIMPOBATLCA B MPOLEcce KOMMYHUKALMK.
[aHHbIV noaxoa NO3BOMA HaM NPeANONOXKUTb, YTO CMOHTAaHHOE U OC-
MbIC/IEHHOE NoBEeAEHUE MOTYT B OAMHAKOBOM CTENEHN CUMYIMPOBATLCA
B NepPBOM M BTOPOM MoAeNn 06LLEeHUA 33 CYET UCMO/Ib30BaHMA MHOPMa-
LMOHHO KOMMYHUKATUBHbIX TEXHONOTMIA. [Ipn aHanu3e MHTepPHEeT-TEKCTOB
YYaCTHUKOB Fpynnbl Ha NpeAMeT COoAepPKaHMUA B HUX IOMOPUCTUYECKOTO
aNropuTMa NPMMEHANACch AMKTaZIbHAA U MOAYCHAA MOAesb IOMOPUCTU-
yeckux TekctoB B. Kapacuka, knaccudukauma ctunein oMopmucTMYeCKoro
obuieHma B. PackuHa. UccnepoBaHme 6asmpyeTcs Ha KOHUENUMK Tene-
CHo npupoabl 6anaraHa W. Yeaposoi.
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PesynbraTtbl UCCneaoBaHMA NOKasanm, 4To «banaran» asnsetca ans
YYaCTHMKOB 3KCMEePMMEHTaIbHOM 3aKPbITOM rPynnbl KapHaBabHbIM KO-
[OM, KOTOPbI/A noapasymeBaeT CBepPHYTY0 A0 meTadopbl popmy B3a-
MMOAEeNCTBMA B NOrPaHMYHOM NPOCTPAHCTBE «MEXKAY CTPaxoM U cme-
XOMY», B CUTyaL MM meTamopdo3bl, B KOTOPOW IMYHOCTb B /10601 MOMEHT
MOMKET MPEeBPaATUTLCS, NEPepPAaANTbCA AYXOBHO U GU3MYECKU B APYroro
nepcoHaxa, Macky. 3Ta meTtadopa odpopmuaace B HasBaHMe rpynnbl
«BbanaraH» Kak pe3synbTaT COBMECTHOrO HaxoxaeHua B obuiel rpumep-
HOM Ha NpoTAMeHUn 14 aHel, B Te4eHMe KOTOPbIX OCYLLECTBAANCA Tea-
TpanbHbIA NPoeKT. MPruMepHas BbICTynasna aHanorom 6anaraHHoro npo-
CTPaHCTBaA, KOTOPbIM MOKET bbITb ambap, capait, HaBec, U3ba, 4oM U T.4,.
OcobeHHocTb 6anaraHHOro obuweHns B AaHHOM coobLlecTBe cocToaNa B
TOM, 4TO BaslaraHHOE NPOCTPAHCTBO BbIXOAWJIO AA/IEKO 3a NPeaenbl pe-
aNlbHOM rPUMEPHOM KOMHaTbI, C1abo OTpaXKaAachb B UHTEPHET-0OLEHNMN.
B pe3ynbTaTte cpaBHUTENbHOIO aHaAN3a MHTEPHET-Co0bLEHUIA B rpynne
«BbanaraH» 6bI10 BbIABAEHO, YTO Yalle BCEro y4aCTHUKW FPynnbl B OH-
NaviH-Nepenncke MCNob3yoT $pasbl-po3bIrpbin, BUAEO, CMANIUKMY,
HapyLUeHWe CUHTAKCUCa U NYHKTyauuu.

Bonblwylo posib B 3anycke KapHaBa/u3auuW B AaHHOW rpynne
UrpaeT OKCIOMOPOH, YacTo ynoTpebasaembilii B anroputme NOCTPOEHMSA
aHekgoToB [27, c. 914] Kak pensiMKa-peakuMa Ha He O4YeHb yaavyHoe
WAWN CTPaHHOE BbiCKa3blBaHMe, a TaK:Ke ynotpebiaeHne KoAoBbIX C/OB,
POKAEHHbIX B Mpouecce obuweHns B rpumepHoit. Kogosble cnosa no-
cTeneHHo GopmMUPYIOT cneumMdUYeckuin CNeHr AaHHOro coobuiecTBa,
noayepKMBaa onpemeneHHbli NPUBaTHbIMA TOH 0bWeHns. B nHTepHeT-
06LWEHNN YYACTHMKOB TPyNMbl KOAOBbIE CNOBa TAHYT 3a coboi wnend
FOMOPUCTMYECKOTO 06LleHMsA, chopPMUPOBaABLLIEroCA paHee B YC/N0BUAX
TeaTpasbHbIX MOAMOCTKOB M FPMMEPHOM KOMHaTbl. MapoguiiHble, ca-
MOYHUUYMMKUTENbHbIE BbICKA3biBaHUA YYaCTHMKOB B OHNAMH-NEPEnUCcKe
MCMONb3YHOTCA C LE/blo NMOKasaTb TO, YTO CaM BbICKa3blBaloOLWMiACA npe-
KPacHO 3HaeT 0 CBOMX OLLIMBOKax, ono3aaHuax u np. Kak npasuno, Habnto-
[AaeTcA napHoe NoAlly4yMBaHUe, B KOTOPOM €CTb YKeHa U My, BO3pacT
KOTOPbIX MPUMEPHO OAMHAKOBbIA. Hepeaku cnaydan BO3HUKHOBEHMA
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MOJIHbIX, NOALYYMBAIOLLMX CEMEN, COCTOALLMX M3 MATEPU, OTLA U AoYe-
pW, a TaKXKe HeMoJIHbIX CEMEN, B KOTOPbIX €CTb, HAaNPUMEP, TONIbKO MaTb
M CbiH U T.N. MNoKa3aTeNbHO TO, YTO 3aKy/UCHOe oblieHMe nNpeacTasaseT
o060l cMMBUNO3 FOMOPUCTUHECKON U MPOHUYECKOM UrPbl, BblPaXKEHHOMN
B MCEBA0ArpeccMBHbIX, KapHaBa/ibHbIX MPUEMAX KOMMYHUKAUMK (TaK-
TU/IbHOE KacaHue, Mouenyu, WMnaHmsa, oobaTusA, ApPYKECKUEe, UTpoBble
nobow, KapHaBanbHasa xBana-bpaHb). MeHblUe BCEro y4acTHUKM rpynmbl
«BbanaraH» BblknaabiBaloT B rpynny ¢oTo 1 BMAeOMaTepuanbl, caenaH-
Hble paHee B FPMMEPHON KOMHATE, YTO MOXHO O6BbACHUTL TEM, YTO B
KapHaBa/ibHOM ObLLEeHUM BENNKA A0NS NPUBATHOCTM.

Ecnn B camom Havane obueHus B 4aHHOW rpynne, B KOTOPON MHO-
rme He 6blIM 3HAKOMbI APYT C APYrom, B Nepenmcke npeobnagany sHau-
KM, CMaW/IMKK, TO K CepeauHe MpoeKTa, Koraa oblieHne CTaHOBMIOCH
Bce bonee HedopmasibHbIM, CTAaNO MNOABAATLCA H6O/blle pPa3BEPHYTbIX
NpeanoXKeHU.

B KOHTPO/IbHOW rpynne, B KOTOPOM Y4aCTHUKK, NPENMYLLECTBEHHO
He 3HAaKOMb! ApYr C APYroM JIMYHO, HE MMELOT OMbiTa COBMECTHOMN Ae-
ATENbHOCTM B cdepe KapHaBaNbHOM, TeaTpasibHON AeATe/bHOCTU, Ha-
NpoTUB, NPAKTUYECKM OTCYTCTBYIOT LWIYT/IMBbIE U3AEBATENbCTBA, YNOTpe-
611eHne 0bUEHHOW NIEKCUKM, MPOHMYECKME BbiCKa3biBaHWUA. BbisiBieHO
Nno/IHOe OTCYTCTBME B 3TOM rpynne KoAoBbIX C10B, CAMOMNapoANMHbIX Bbl-
CKa3sblBaHMM, X3LITIroB, KOTOpble 6bl HAMEKAIN HA UFPOBOI TOH KOMMY-
HUKauuun. B mogenn «banaraH», HaNnpoTUB, CIOBECHAs MPOHUA, B ropas-
[0 MEeHblUEel CTeneHu CTPOUTCA Ha OCHOBE BUAEO, GpOTO-Npe3eHTaLmy,
YyemM MpM MNOMOLLN CUHTAKCUYECKOTO M MOPGOIOrMYECKOrO UCKaXKEHMA
KOZOBbIX C/10B UAn ¢pas.

MpUMeHeHMe KnaccudUKaLMmM HOMOPUCTUYECKMX TeKcToB B. Kapa-
CWKa, OCHOBAHHOM Ha CEMMOTMYECKOM MOZenu, No3BONWIO npoauar-
HOCTMPOBATb MHTEPHET-TEKCTbl YYAaCTHUKOB KOHTPOJIbHOM W 3KChepu-
MEHTANbHOW TPYNnbl Ha NPeaMET COAEPMKAHWUA B HUX YHMBEPCASIbHOIO
FOMOPUCTUYECKOTO aNropuTMa. bbiso BbIABAEHO, YTO B OTKPLITOM rpynmne
B ropa3fio MeHbLUE CTeNneHn, YeM B 3aKPbITOW rpynne, peanusyrTca Tpu,
BblgeneHHble B. KapacMkom, ycnoBmua BO3HUKHOBEHUS IOMOPUCTUYECKOMN
KOMMYHUKaummn [27, c. 898] (HamepeHue B OBLLEHUUN KYNTU OT CEPbE3HO-
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o pa3roBopa»; KMOPUCTUYECKAN TOHA/IbHOCTb, MO3BO/IAIOLLANA COKPATUTD
AVCTaHLMIO 418 TOTO, YTobbI ewe bosiee NPOAYKTUBHO, HO B «MATKOM $op-
Me» NpUbAN3UTLCA K 06CYKOEHUIO Cepbe3HbIX Mpobem; UCnosb3oBaHMe
TUNWUYHBIX ANS TPYNNbl MOAeNel CMeXoBoro nosefeHus). TakKe yaanocb
NnpocneanTb, YTO OCHOBHbLIMM «KAHOYAMM OOLLEHMA» MAU KOMMYHMKa-
TMBHOW MaHepol [27, c. 901] B 3KcnepuMMeEHTaNbHOM rpynne ABaseTca
APY)KecKkoe noglyymBaHne, KOTOPOe YacTO OKAHYMBAETCSH MPOHUYECKUM
KpelLLeHA0, COBEPLLUEHHO OTCYTCTBYIOLLEE B OTKPLITOM rpynne. B 3akpbiToit
rpynne 403BOAAIOTCA CaMble «BOJIbHbIEY, NOTPAHNUYHbIE MPOHWUYHO-IOMO-
PUCTUYECKME LIYTKM, AaBas BO3MOMKHOCTb B MPOHWYHOM, XBanebHo-pyra-
TeNbHOM, ApasHALEeN MaHepe Hanbosee APKO BbipasuTb B HeobuaHOM
¢dopme cBoe HegoBONLCTBO, 06MAY M Np. OYeHb YacToO B AaHHOW rpynne
HabnlojaeTcs Takoe ABMeHMe KaKk «cmexosol aebiot» [27, c. 901], KoTo-
pbii B. Kapacuk xapakTepusyeT Kak Nepexos OT CEpbe3HOro TOHa 0bLLeHus
K HecepbesHOo-CMeXoBOMY. B AaHHOM rpynne akTepoB y/AMYHOrO TeaTpa
3TO AIBNEHME BbICTYNaeT NPU3HAKOM paclimpeHusa banaraHHoro coobuye-
CTBa 3a CYET NPUHATUA B rpynny ele ogHoro cobpaTa, poACTBEHHOMO NO
ayxy. MpumeHeHue Knaccndmrkaymm B. PacknHa, KOTopblii paccmaTpuBaeT
CTUIN FOMOPUCTUYECKOTO OOLEHMS B PaMKaX CKPUMT-OPUEHTUPOBAHHOM
cemaHTUYecKol Teopum [28, p. 228-229], N03BOANAO BbIABUTbL YCTONUN-
BOCTb B OBOLEHMM YHACTHUKOB IKCMEPUMEHTA/IbHOM, 3aKPbITOM rpynmnbl
«BbanaraH» cneaylowmx TPeX TUMNOB HOMOPUCTUYECKUX BbICKa3blBaHWA:
MATKOro, NtobALero BbIcMenBaHMA; cmexa Hag coboll; cmexa Kak cybnu-
Mmaumm npotecTa [27, c. 897]. B pe3synbTaTe nccnenoBaHusa noaTsepaunach
paboyas rmnoTesa o0 TOM, YTO MOZE/Ib KOMMYHUKALLMM, aKTUBHO UCMO/b3Y-
OW,As KOMMbIOTEPHbIE aNITOPUTMbI, CXEMbl U KAMLWMPOBAHHbIE WABA0HbI
«KOMMYECKoro», 061aaaeT 3Ha4UnTEIbHO BbICOKMM MOTEHLMANOM 3aMnycKa
B BUPTYa/ibHOM MPOCTPAHCTBE LIEHTPOBEKHON CUAbl, HO 3HAYUTENbHO
MEHbLINM, N0 CPAaBHEHMIO C KOMMYHMKaUMeN B 3aKpbITOM rpynne, NOTeH-
LMaNOM B3aMMOAENCTBMA C LEHTPOCTPEMUTENBHOM CUION, NO3BOASAIO-
LEen NepexoamTb K CTaANN XKMBOFO KAPHABA/IbHOTO AManora.

ECAn y4acTHUKM 3aKpbITOW rpynnbl «BbanaraH» no cerogHsAWHUM
AEeHb MPUMEHSAIOT NPUHLMMbI KapHaBa/M3auun B CBOMX AasibHEMLMX
COBMECTHbIX MPOEKTaX U CNEKTaKAAX U CO3HATENbHO, U UHTYUTUBHO, TO
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YYaCTHMKM OTKPbLITOM FPyMMbl, 3HAYUTENBHO Yallle MOAEUPYIOLLNE CUTY-
auuKM «KapHaBa/IM30BAHHOIO TUMa» B UHTEPHET-0OLWEHNM CO3HATE/NbHO,
no-npeXxHemy He cTpemATcs cpopMMPOBATL CBOM /IMYHbLIN, KapHaBaib-
HbIX OMbIT NepPeXMBaHMUA.

HecmoTpA Ha TO, YTO B 3aKPbITOM M OTKPbITOM rpynne OCHOBHAA Leb
WNHTEPHET-00LWEHMA COCTOMT B HANAXKMBAHUMN TBOPYECKOTO, A PYKECTBEH-
HOro ob6LWeHNA 3a NpeaesaMn MHTEPHET-CETU, LOCTUTHYTbIE Pe3y/ibTaTbl
B rpynnax CyWeCcTBEHHO OT/IMYAOTCA B MO/b3Y 3aKPbITOM rpynnbl, rae
OeucTBYIOT npasuaa banaraHHoro obweHns, B KOTOPOM NepBOCTENEeH-
HYI0 PO/ib UrpaeT apXxeTUnUYeckoe, NOYTU MPUMUTUBHOE CO3HAHWE U
H6anaraHHbIN CTUb, OTNYatOWMNCA GaMUNbAPHBIM, TEIECHO-UTPOBbLIM
KOHTAKTOM, Mpec/ieayowmm Lenb co3aatb Gusmyeckuii obpas «nateH-
ToBaHHOro ypoga» [29, ¢. 173] — TMnnyHoro 6anaraHHOro NepPcoHaa,
KOTOPOMY, COMMacHoO MHeHuo WM. YBapoBoIi!, CBOMCTBEHHA CMOHTaHHasA
HeBepbabHaA, MUMUKO-AEKNaMaLMOHHaA MaHepa BeCTU AManor.

MpeacTaBnsaeTca, YTO ANCKYCCUA OTHOCUTENBHO TOrO, BOSMOMXHO N
BOOOLLLE rOBOPUTbL O €4MHOM KapHaBa/ibHOM BUPTYya/lbHOM PUTME, YHU-
BEpCasibHOM KOHTMHYYMe, Bce elle cebsa He ncuepnana. CTout NnpuHATL
BO BHMMaHMe MHeHue T. YepHUroBCKOM, KOTopas NogHUMAET Nnapanok-
Ca/ibHyt0 NpobsieMmy O TOM, YTO «MO3I HaXOAUTCA B MUPE, @ MUP HaXo-
ONTCA B MO3Ty», @ MOTOMY «MOMUCK CYObEKTUBHOIO ONbITa B GU3NYECKOM
Mmupe (T. e. B Ka4ecTBe U MHTEHCMBHOCTU CEHCOPHbIX CTUMYNoB) abcyp-
[leH: ero Tam HeT, TaK Kak OH cTpouTca B mo3ry» [30, c. 118], a notomy
onpaBAaHO 334aTb BONPOC 0 TOM: «KTO CMOTPUT Ha MeHTaNbHbIe penpe-
3eHTauumn? K1o ux nHtepnpetmpyet?» [30, c. 119] u npeAnonoxuTb, 4Yto
«TEKCTbl HEMPOHHOM CETU YNTAET CaMa HEMPOHHAA CETb, B KOTOPYIO Mbl
Nnonanancb UAMU KOTOPOI, BO3MOXKHO, ABASIEMCA...YTellaeT InLWb TO, YTO B
Hee nonancsa u mmp. am oHa cama u ectb mmp» [30, c. 119].

! ABTop rny6oKo npusHaTeneH W. YBapoBOi 3a NPOACHEHWE MHOTUX MOMEHTOB, CBA3AHHBIX HE
TONBKO C 3eMHOW, TeNeCHO, BpeMeHHO NPUPoAoit BanaraHHOro MMPOYCTPOICTBA, HO U1 C ero He
MeHee 3araflodHOW, BUPTyasbHOM, 6ectenecHoi CTopoHol, obpalleHHOW K MHbepHanbHOM cyLy-
HOCTU CMepTH, Nepes INLOM KOTOPOIi «BCe 3eMHOE CTaHOBMUIOCH 6ecnpesenbHO OTKPOBEHHbIMY
[29, c. 173].
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PUCKHY BbiCKa3aTb KaTeropuyHoe yTBEPXKAEHWE O TOM, YTO BUPTY-
aNbHasA KOMMYHMKaLMA HUKAK He MOXKET BbiTb CMHOHMMOM KapHaBana
B CMAy TOrO, YTO OHa He npeacTaBaseT coboit pasHOBUAHOCTbL coobuie-
HUSA, NPOTAXKEHHOTO BO BPEMEHW M NPOCTPAHCTBE, C 3ByYalllei peybto u
naactuyeckon ¢opmoli nosectesoBaHma. OHa He TeaTp M He KapHaBsan,
KOTOPbIE MOXHO OTHECTM K CEMMOTUYECKMM CUCTEMAM, 3aMEHAIOLMM
BepbasbHbIMU U HeBEPOA/IbHbIMM 3HAKAMM NMPEAMETHYHO PeasibHOCTb,
obnagatouyto «0cobbiM BHENMHIBUCTUYECKUM “A3bikom”» [2, c. 29]. Ku-
HecTeTMyeckasa (HeBepbanbHan), a TakXe ronocosan (MHTOHALMOHHaA)
KOMMYHUKaUMA, NpeacTaBasiowme aepuumnt B MHTEpPHET-06WeHnn, He
npocTo bonee MHGOPMaTUBHbI M KpaCHOPEUMBbI, YeM BepbanbHble cpea-
CTBa, HE TO/IbKO BbICTYNAOT OT/INYUTENBbHOM OCODEHHOCTbLIO BblpPa3uTe/b-
HOCTW Ye/ioBEKa, OHM CNOCOBOHbI CO34aBaTb Ty HEMEPEKOAMPYEMYIO Be-
cenyto, AobpoxkenatenbHyto aTmochepy, B KOTOPOM TONBKO M BO3SMOXKHO
POXKAEeHNE MMNPOBU3NPOBAHHbIX 6€33106HbIX, 6e3an1abepHbIX LWYTOK U
muctudmraumin [29, c. 141], oTamMyaoWmMxX KapHaBaibHbIA, HanaraHHbIN
TOH OBOLLEHUA OT BCEX APYIUX TEM, YTO MO3BOASAET AenaTb 0bpaTUMbIM
repexog MaTeprasbHOr0O MMpPa B UAEA/IbHbIN. MMEHHO LWyTKa — TOT OT-
FOJIOCOK YKMBOW MHTOHAUMW, POXKAEHHON B Tene, CYKMT NPOMYCKOM B
b6ecTenecHbl, UHTEPHET-MUP, B KOTOPbLIN HEBO3MOXKHO BONTK be3 elle
04HOro aTpnbyTa MBOrO — MaCKW, KOTOpasa yTpayMBaeT CUY TONbKO
C McyesHoBeHNeM, GU3NYECKMM pacrnagomM ee XKUBOro HocuTens. Bup-
Tya/bHbIM ANANoOr o4eHb HAMOMMHAET ANANOT AYX0B, B KOTOPOM rosioca
C/MBAlOTCA B BeYHOE Hepasbopumsoe 6opmoTaHue.

OcTaetca npegnosioKuTb, YTO €CNN UFHOPMPOBATL 3aKOHbI bana-
raHHOro MMpPOYCTPOMCTBA, CBA3aHHbIE C UTPOM OpUrMHana u konuu/noa-
[OeNKK, Urpbl U cepbe3HOCTU, Mnda U MUCTUPUKALMK, HA CMEHY CPa3y XKe
NPUAET 3acCUibe BUPTYasbHbIX KMHECTETUYECKNX 06pa30B U BUAOB UHTe-
PaKTMBHOM KOMMYHMKaLMKN, CMECTMB TEM CamMbIM, KaK nuweT UpuHa Yea-
pOBa, BCEMUPHYIO OCb, KOTOPAA OTBEYAET 32 FAPMOHMIO, OOHAXKMB ABHbIE
OT/INYUA 311070, XalnoBoro obmaHa oT }KXMBOro b6anaraHHOro repos, KoTo-
PbI XapaKTepeH TeM, UTO pagyeT Hac pasobaaveHrem camoro cebs.
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KAOPUPOBAHHbIN TEATP:
THEATRE HD KAK TMBEPUAHAA ®OPMA
MEONA

AHHoTauma. CoBpeMeHHOe WUCKYCCTBO Bce 6o/blue ONMpaeTca Ha 3amucbl-
BalOLLME TEXHOOTUM M HAXOAMUTCA B MPAMOW 3aBUCMMOCTM OT HUX: CHavana
KnHematorpad, 3atem TeneBUAEHNE, BUAEO U, HaKOHeL, LMdpoBasn 3anmch.
MHOro BHMMaHUA GbIIO YAEGNEHO BAMAHWUIO STUX TEXHONOMMIN Ha Co3AaHue
YMBOrO TeaTpa/bHOro NpPeAcTaB/AeHNA U ero BOCNpUATUE, HO HeAOCTaTou-
HO MCCNeaoBaHMit A0 HACTOALLETO BpeMeHM 6bl10 MOCBALLEHO aHaAN3y UC-
NOMb30BAHUA 3aMUCbIBAOLLMX TEXHONOTUI ANA 06beaMHEHNA TeaTpaibHOM
N KMHO3CTETUKM.

MesKay Tem ABMNKYLLMECA M30DPaXKeHMA Ha SKpaHe CTann AOMUHUPYIOLWMM
mogycom notpebieHna MHPOPMaLIMM B COBPEMEHHON Meanann3npoBaH-
HOW KynbType. OT CTauMOHapHbIX BUAEONpPoeKTopoB Ao iPad n cmapTtdo-
HOB COBPEMEHHAsA KyNbTypa B3aMMOAEWCTBYET C YE/IOBEKOM Yepes 3KPaH.
B AaHHOI cTaTbe NpeAnpUHATA NOMbITKA PAaCCMOTPETL BAUSHWE TEXHONOTUN
3anMcK Ha co3faHune HoBbIX Gpopm BbITOBaHMA TeaTpa U NPEeAJsIoKUTL Kpu-
TUYeCKMe CpeacTBa ANA aHanM3a M OLEHKM GpeHOMEeHa 3anucaHHoro, Uam
MefmannM3nposaHHoro Teatpa. llog MeamanmanpoBaHHbIM TEATPOM B LLIMPO-
KOM CMbIC/ie MOHMMAEeTCA TeaTPabHbll CNEeKTaK/b, M3HA4Ya/IbHO CO34aHHbIN
[ANA }KMBOTO NPeaCcTaBAeHNA (aKTepbl HAXOAATCA B HENOCPEACTBEHHOM B3au-
MOZENCTBUN C ayaAUTOPUE) M BNOCIEACTBMM 3aNNCaHHbIM Ha Ntobol ayamo-
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BM3Yya/IbHO BOCMPOU3BOAUMbIN HOCUTENb U NPELACTABAEHHbIN B ABYMEPHOM
NPOCTPAHCTBE Ha 3KpaHe.

Ha npumepe npoekra Theatre HD, a UMEHHO: OHNANH-TPAHCAALMY TeaTpab-
HbIX CMEKTAK/eN Ha 3KpaHax KMHOTEATPOB MOXKHO NPOCIeANUTb ONpeaeNeH-
Hble XapaKTEPUCTUKM NOCTPOEHUN M306pakeHna u cneundury dopmupo-
BaHWA BPEMEHM M NPOCTPAHCTBA OMNOCPEAO0BAHHOIO, «KaApPUPOBAHHOTO»
TeaTpa.

TeaTp Ha 60/bLIOM 3KpaHe MOXKET, MO XKeNaHW pexuccepa 3anucK, Kak
YCTPaHUTb BCe Haubonee CLEHWYHble, TeaTpasibHble acneKkTbl MpeacTas-
nenuna (Kak B 3anucax Royal Shakespeare Company) B uensix gOCTUMKeHuA
NOA/NMHHOMO KMHemaTtorpaduueckoro apoekTa, Tak U HaMepeHHO noa4ep-
KHYTb TeaTpanbHyto ycnoBHocTb (The Globe Theatre). Yem 6onee cnosHo
YCTPOEHa 3anucb CNeKTaK/A, TeM NPo3payHen CTAHOBUTCA MPAHULA MeXay
npeacTaBNeEHNEM M MefMa, 3aHUMAA NOOKEHNE MEXAY NPUCYTCTBUEM U
OTCYTCTBUEM.

3anucb CNEKTaKNA BCerga NpPeacTaBnseT UCKaXKeHWe peanbHoro cobbiTus,
paZMKasbHO peopraHu3ys MPOCTPAHCTBO, KOMMO3ULMIO U Bpems. [pak-
TUYECKM 3TO PeanunsyeTcs Yepes YCTAaHOBKM OMTUKM U MOHTaxK. Hambonee
YOAYHbIMM 3aNUCAMM ABNAIOTCA Te BEPCUM, KOTOPbIE YUUTLIBAIOT U CTPYKTYPY
NPOCTPAHCTBA CLEHbI, U HaNpaB/eHWe B3rnaaa 3puTens, oceanean obpasHoe
nocTpoeHue cnekTakasA. IPOHNKHOBEHWE Kamepbl B TeaTpasibHOE NpeacTas-
NEHUE NPUBOAMT HAC K OCMbIC/IEHWIO €€ MOJIOKEHUSA, B YAaCTHOCTU, KaLpUpo-
BaHWA AEMCTBMA U aKLEHTA, KOTOPbIV OH CO3/3EeT B CNEKTAK/IE.

KntoueBble cnoBa: TeaTp Ha 3KpaHe, IKPaHMU3aLMA, KaapPUPOBaHHBIN TeaTp,
undposusauma, Theatre HD, HoBble Meauna, rMbpuaHoe meana, agantaums,
[OKYMEHTUPOBaHWE, MeAManN3MPOBaHHbINA TeaTp, MOHTaX, 3pUTEeNbCKOe
npucytcTene
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FRAMED THEATRE:
THEATRE HD AS A HYBRID FORM OF MEDIA

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

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

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

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

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

foBopA 0 UMbpPOBM3aALMU, UAN AUTUTAAN3ALUN COBPEMEHHOMO MC-
KYCCTBa, HEe/Mb3A He OTMETUTb TOT (aKT, YTO OHa CerogHs 3aTparusaeT
yKe Takune chepbl XyA0KeCTBEHHOro TBOPYECTBa, KOTOPbIe TPAANLMNOH-
HO CYMTAIOTCS COCPELOTOUYEHHBIMMU UCKIOYUTE/IBHO Ha MaTepuasibHOM,
dur3MYecKom cocTaBnatoWen 06BbEKTE, a TaKKe HeNnocpeacTBEHHOM Mpu-
CYTCTBMM B O4HOM MOJIe NPOM3BEAEHMUA U 3puTens. Peub MAET O BCEX BU-
[AaX UCNOJTHUTENIbCKOrO MCKYCCTBA, B YaCTHOCTM TeaTpa, KoTopbli, 6aaro-
Aapsa npoekTty Theatre HD, npuBen Ha 60/1blIME 3KPaHbI MYbTUMNIEKCOB
no BCEMY MMPY CNEeKTaKAn U3 HaumMoHanbHOro Teatpa BesiMkobpuTaHum,
KoponeBcKoro LWeKCNMPOBCKOro TeaTpa, Teatpa «[obyc», «Komegm
dpaHces» N MHOTUX APYTUX.

TexHONOrMM 3anucu, KuMHemaTorpaduyeckas W TeNeBU3NOHHaA
3CTETUKA OKa3blBalOT CBOE B/IMAHME HA HOBYIO Gopmy BbITOBaHMA Tea-
Tpa Ha 3KpaHe. Ha AaHHOM 3Tane CTaHOBUTCA aKTya/lbHbIM Bblae/ieHne
XapaKTepHbIX YepT HOBOro Meama, Bbupatowero B cebs CBOIMCTBA U Tea-
Tpa, U KMHematorpada. MegmanmsnMpoBaHHbIN TeaTp, NPeaCcTaBeHHbIN
Ha ABYMEPHOWM NIOCKOCTM 3KPaHa, 3aCTaBAsET No-HOBOMY B3M/IAHYTb Ha
TeaTpasibHOE Hac/neane, a TakKe BblpaboTaTb HOBbIN KPUTUYECKUI UH-
CTPYMEHTapWit AN OCMbICAEHUA AaHHOTO peHOMEeHa.
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MoHATUE MeAMaNn3NPOBaHHOIO TeaTpa HenocpeaCcTBEHHO CBA3AHO
C NOHATMEM Ka4pWPOBAHHOro TeaTpa, KOTOPbI nNpeaycmaTpusaeT Aa
MosIy4EHMA UTOrOBOrO M306paXKeHMs BbIBOP paKypca, TOYKM M Hanpas-
NeHnsA CbeMKM Tuna o6bekTnea. CBoIMCTBA KMHeMaTorpada Kak meava B
obLem 1 npu otobpaxkeHUn TeaTpa B YaCTHOCTM Npeanonaraet Bbibop
rpaHuL 1 popmarta nsobparkeHus, BblgeneHUs orpaHnMYeHHon o6nacTu
peanbHOro NPOCTPaHCTBA, MCNOb3YeMON AN 0TObpaKeHUa 3Toro npo-
CTPaHCTBa Ha MJIOCKOCTM 3KpaHa. To ecTb Meanann3MpoBaHHbIi TeaTp,
pacnonaratoumii cpeacteamm KuHematorpada v B LLEJIOM 3KpaHHbIX UC-
KYCCTB, peLlaeT Xy[A0MeCTBEHHble 3a4a4n nyTem paboTbl C XapakTepu-
CTMKaMU M306paskeHns, a He 06BEKTOM, KaK TaKoBbIM Haxo4AaLLMMCA B
Kagpe. B cBA3M C 3TMM NOHATUA KaApPMPOBAHHOMO U MeAManU3NpPoBaH-
HOro TeaTpa B AaHHOW CTaTbe UCMONb3YIOTCA KaK CUHOHUMUYHbIE.

OPAMATYPIUA NUCKAKEHUA

B cBoem acce «CBMAETENLCTBA M AOKYMEHTALMA» BPUTAHCKUIA UC-
cneposatens [dxosed [JoHoxbio, obpallasch K UCTOPMKam TeaTpa, no-
MWMO APYIUX PasiNYHbIX Bellel, FOBOPUT O BAXKHOCTU XpaHEHWA Bep-
HOCTU UCTOYHUMKAM [1, c. 194]. C 3TOM TOYKM 3peHna Aydinm cnocobom
WHTEpMpeTaLmn MmeamMannm3npoBaHHOIO TeaTpa Kak MCTOPUYECKOM AOKY-
MEHTALMM, BO3MOXKHO, CTAHOBUTCA CAENaTb BUAUMBIMU — ONpeseseHbl
OHW YETKO B CAMOW 3aMUCKU UM HET — NPOBEbl U UCKAXKEHWA, HAKNAbl-
Baemble ABMKYLIMMUCA U306paXKeHUAMM SKpaHa Ha KMBOE UCNOJHe-
Hue. Janee npuseseHbl KOYEBbIE 3N1EMEHTbI KPUTUYECKOM MEeToA0/10-
N MeAManmM3MpoBaHHOIO TeaTpa KaKk «APamaTyprm UCKaxKeHua». IToT
TEPMUH Npuwen otyactu oT Cepres dii3eHLWTeNHa, KOTOPbIV onpesenmn
Kaap Kak « MMHUMANbHbIN “UCKAXKEHHbIN” dparmeHT npupogpl» [2, c. 5],
a TaKXe OT TeaTpasibHOro pexuccepa, ocHosaTenbHMLbl The Wooster
Group Inusabet JleKomnT, KoTopan B acce 1981 roga «Komy npuHagne-
KUT UCTOPUA?» HA3bIBAET BCE OMUCAHUA HKUBbIX GU3NYECKUX AEUCTBUI
— TEKCTOBble U MeAManuM3MpoBaHHble — «UCKarkeHuem» [3, c. 51].
dopmanbHO 3anucb NPeaCcTaBNeHUAs — 3TO BCErga UCKaXKeHue XUBOro
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cobbITUA, pafMKanbHaA peopraHn3auma NPOCTPAHCTBA, KOMMO3ULUN U
BpemeHu. B To Bpems, KaK Apyrve onpeaensanu 3anucb Teatpa Ha KUHO U
TenesuaeHUM 60 C MOMOLLLbIO TEPMUHA aganTaumm (Hanpumep, baseH
[4, c. 125] v CTaHnum KaydmaHH [5, c. 154]), nMbo AoKymeHTaumu (Hanpu-
mep, Matpwuc Nasw [6, c. 31]), Meananm3npPoOBaHHbIN TeaTp, BO3MOXKHO,
NyyLLEe BCEro NOHMMAaTb Kak UCKaXKeHMe NpeacTaBieHna (McKaxkeHms bes
OTPMLATENBHON KOHHOTALMK, UMes B BUAY YXO4, OT NMepBOHAYa/IbHOro
COCTOSIHUA).

3TO He O3HayaeT, YTo TEOPUW aZanTauMuM U LOKYMEHTUPOBAHMUSA
6ecnonesHbl npu GopmynnpoBaHmMm 3pPeKkToB mMeamann3npoBaHHOMO
TeaTtpa. OfHAKO CYLWECTBYIOT onpeaesieHHble orpaHuyeHuns. Hanpumep,
TEOpUN MeamaaganTauMM 4acTo CMELLMBAOTCA C TeopUAMM MNepeBo-
03, KoTopble, Kak yTBepxaaeT Oxemc Hapemop, MmelT TeHAeHUMIo
«MOBbILLATL LLEHHOCTb IMTEPATYPHOrO KaHOHa M oNpeaensaTb CYLLHOCTb
npupoabl KMHemaTorpada» [7, c. 8]. TOUHO TaK e A3bIK AOKYMEeHTaunm
npeanosaaraeT, YTo 3anucbiBalolee YCTPOWCTBO paboTaeT BO MHOIOM
nogobHo HesaBUCMMOMY 3puTeNto, HabAlaaTeNto Mo OTHOLWEHMUIO K
CMeKTaK/1o, 3anncbiBas NpeacTaBneHue, no HabntogeHuo Matpuc MNaswy,
TaK, KaK OHO MPOMCXOAMUT: B NOJIHbIX U AOCTOBEPHbIX AeTansAx [6]. B me-
ANann3NPOBaHHOM TeaTpe, OAHAKO, BUAHbLI KaK XMBOE MUCMONHEHWE
(ecnn oHoO NeXWT B OCHOBE), TaK M 3anMuCaHHble BEPCUM, HO annapar
paguKanbHO nepecmaTpuBaeT NpeacTaBNeHMe O crnekTakne. Takum ob-
pa3om, Mbl CTAIKMBAEMCA C NMPODBNEMOW OHTONOMMM: YTO TaKOe 3anuchb
ABUKYLLLErOCA N306pakeHUA OTHOCUTE/IbHO KMBOFO UCMONHEHUA? ITO
MPOCTO NEePeHOC 3HAKOB M3 OAHOW CUCTEMbI B APYTyl0 UAW PeopraHu-
3aLMA 3TMX 3HAKOB? XOTA acneKTbl afanTauun U AOKYMEHTUPOBAHMS,
HECOMHEHHO, MPUCYTCTBYIOT B 3aNM1CAX, aHAN3 Pa3/INYHbIX aCNEKTOB UC-
KaXKeHMA MOXKET aTb HaM ACHOE MOHUMaHUe peopraH13aLumn BUAEHNA
3puTeNIeM KUBOTO NpeacTaB/eHNA NO CPABHEHMIO C ero MeauaBepcuen,
4TO AAeT BO3MOMXHOCTb MUCMO/Ib30BaHWUA Meanaan3mpoBaHHOro TeaTpa B
KauyecTBe NCTOPMYECKOrO CBUAETENBCTBA.

Mpu 3TOM HY»XHO MMETb B BUAY, YTO Ntoboe n3obpaxeHne — 3To
cybbekTMBHOE fiBneHne. OHO B/MAET Ha BHYTPEHHee COCTOSIHWE Yeno-
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BEKa, a TaKXe CnocobCTBYET aHa/IM3y KaK BHELWHero, Tak M BHYTPEH-
Hero mupa. /lloboe M306parkeHMe BKIOYaET MUHUMYM ABa BMAA OMbl-
Ta — 0ObEeKTa, KOTOPbIN HAaxo4MTCA Nog NPUCTaibHbIM BHUMaHUEM, U
Habntogatena. MNpUMeHUTENBHO K TeaTpy co3gaBaemas obpasHasa cpe-
03 BKNOYaEeT B cebs TpeTbe namepeHune. TeaTp Ha 3KpaHe 3a cYeT Npo-
CTPAHCTBa 3KpaHa A0baBAseT MU yeTBepToe M3mepeHue. MoaTomy He-
06X04MMO OT/IMYaTb OCMbIC/IEHHOE BK/IOYEHWE HOBbIX BbIPa3nTe/IbHbIX
CPeACTB B TeaTPasibHYH NOCTAaHOBKY M NPOCTOE NPOSBNEHNE COBPEMEH-
HbIX TEHAEHLUMI, TaK KaK YyacTo «aybnmposaHue 1 gonosHeHue nHdop-
MaunMKn NpMBOAUT K U3bbITOYHOCTMY [8, ¢. 83]. OnucbiBas XxapaKTepHble
WUCKA*KEHUA, BbI3BAaHHbIE 3aMMCbIBAOLLMM YCTPOMCTBOM, Mbl MOMKEM B
BOObOpaXKeHMM 3aHOBO BOCCTAaHOBMUTb KWBOE NpeacTaBiaeHue, 3anmcaH-
HOEe BO BpPeMA TOro, Koraa OHO MPOMUCXOAMT, U Pa3NNYUTb U3MEHEHMUA,
cAenaHHble cneumanbHO /1A TeaTpasibHbIX MOCTaHOBOK, KOTOPbIe Hblan
nepeBomn/ioLeHbl B Meanadpopmy (Hanpumep, cepus cnektaknen BBC no
nbecam LWekcnupa).

YTo 3TO 33 MCKaxkeHMA? YTobbl caenatb TeaTpasibHbIMA CMEKTaK/b
BOCMPMHMMAEMbIM B MeAMa3anucK, BaxxHO NoOHMMaTb 6a3oBoe cTpoe-
HWe M306paKeHMs, NOCKOIbKY OHO OFPAHNYMBAET U, BOSMOXKHO, 0COObIM
06pa3oM KOHCTPYMPYET KMBOE NpeacTasieHme. Dusmyeckas CTPyKTypa
3KpaHa — Te/IeBU3NOHHOIO, KMHEMATOrpadmnYecKoro, KOMMNbIOTEPHOTO,
iPad nnn mobunbHoro TenedpoHa — OyKBaNbHO 3aKNOYaeT B KBagpaT
TeaTpasibHOe CobbITUE M TEM CaMbIM CYLLECTBEHHO MEHSAET NpeacTaB/e-
HMe KaK O ero MCMOJIHEHMU, TaK M 0 BOCNPUATMU. [onbiTaemca onncaTtb
TpW Hambonee cywecTBeHHbIX GOPMAJIbHBIX U3MEHEHMA, KOTOpble MpPo-
NCXOAAT, KOTAA »KMBble NPeACTaBAeHUA NOABAAIOTCA B MeANaBepcuax C
Lenbio pa3paboTKU KPUTUYECKOTO NoaxoAa K 3anucAM CMeKTaKel Kak
ABNEHUA B UCTOPUM TeaTpa. [anee npuseaeH npeasaputeNbHblii 0630p
M3MEHEHUI, BbI3BaHHbIX CMEHON MaTepuaNbHON NpUpPOAbl TeaTpa Ha
3KPaAHHYO, UCKAXKEHUM, KOTOPble BO3HMKAOT B 06/1aCTU NMPOCTPAHCTBA,
KOMMO3UUMKN U BpemeHU (0byC/NoB/EeHHble pasmelleHneM Kamepbl U
MOHTaXKoM).
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NCKAXKEHME 1: MPOCTPAHCTBO

Ha npumepe npoekta Theatre HD, a UMeHHO: OHNAMH-TPAHCAALNI
TeaTpasbHbIX CNEeKTaKNeh Ha 3KPaHaX KMHOTeATPOB MOXHO NpPoCcneanTb
onpesesieHHble XapaKTePUCTUKU MOCTPOEHUA WU300pakeHuUa U cheu-
nouky GopmmnpoBaHMA BPEMEHW U MPOCTPAHCTBA OMNOCPeAO0BaHHOrO,
«KagpupoBaHHOro» TeaTpa.

Bce 3anucaHHble BEpPCUMU KMBOTO NPEeACTaBAEHUA UCKAMXKAKOT Npo-
CTPAHCTBO NpepacTaBneHuA. Ho UcKaxkeHUe sKpaHa ropasno 6onee Bbl-
paXeHo, YeM KaKeTcA Ha NepBbIit B3rNA4,. [pecTaBUM rMNOTETUYECKYHO
cuTyaumio. BKaouMm Kamepy, NOAKAKOYEHHYIO K MOHUTOPY, U MOCMO-
TPUM Ha MOHUTOP B HanpaBAEHUM MeCTa, KOTOPOe 3anncbiBaeT Kamepa.
Habntogas 3a MOHUTOPOM, O4EPTMM PaMKy Kagpa Ha nony. Cneaysa, Ka-
3an0cb bbl, KBaAPATHbIM IMHUAM Kagpa, dakTuyeckaa dopma Ha nony
O4YeHb AaneKka OT apKu NPOCLEHNYMA, C KOTOPOWK KPUTUKKU CpaBHUBaANU
paHHUI Kagp KUHO. PaKTMYecKM pe3ynbTaToM ABAAETCA 3epKasibHas
NPOTUBOMNOJIOKHOCTb TUMMYHOMY MJIaHy TeaTpa. TUNUYHBIA NAaH pacno-
JIOXKEeHUA TeaTpasibHOro MPOCUEHUYMa HacTo BbIMAAUT NPUMEPHO Tak,
KaK MOKa3aHO Ha pucyHKe 1 cBepxy. HapucoBaHHbIN B COOTBETCTBUM C
BW3Ya/IbHbIMW NPeAeamMm apKM aBaHCLLEHbI (XOTA MOMET UCMO/b30BaTb-
€A ANA PasHbIX KOHGUIYpPaLMI CLEeHbI), 3Ta 06Lan UANCTPALMA CLEHbI
ob603HavaeT Kpas AMHUIN 0630pa OT LWMPOKOrO NPOCTPAHCTBA BAUKHEN
CueHbl 40 bonee y3KOro BUAMMOro NPOCTPAHCTBA Aa/ibHEW CLEHbI. B Ka-
[pe 3KpaHa, XOTA OHO TaK¥Xe BbINAAUT B dopme Tpaneuuun, KMHemaTo-
rpaduyeckoe NPoOCTPaHCTBO CO34aET NJaH, 0bpaTHbIV ero TeaTpasibHO-
MY aHasIory, Kak BUAHO Ha pucyHke 1 (cm. cTp. 72).

Xbtoro MioHcTepbepr B OTHOLWEHUN 3TOro GpeHOMeHa YyKasasn Ha
ero BAMAHWE Ha BoCMpuATUE 3puTena B ceoem 3cce «The Photoplay»
(1916): «TeaTpanbHas cueHa WKXPE Y PaMIbl U Cy¥KaeTca K 3aQHUKY; K-
HemaTorpaduyeckan cueHa camas y3Kaa crnepeaum U CTaHOBUTCA LUMpe
K GOHY. 3TO HeobX0AMMO, MOTOMY YTO LUMPUHA KOHTPOAUPYETCA YI/IOM,
nof, KOTOPbIM Kamepa AenaeT 3anucb. [...] MoaTomy Bce, YTO BbIXOAUT Ha
nepBblit NAaH, NPUObpeTaeT 3HAUUTENbHYIO OTHOCUTE/IbHYHO BaXKHOCTb
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MO CPaBHEHMIO C OKpYy»KatoLel cpeaon. OTOABUHYTLCA OT KamMepbl 03Ha-
YaeT YMeHbLUeHME HAaMHOro 60/blle, YeM NPOCTO War Ha 3a4HMI NiaH
TeaTpanbHOM cueHbl» [9, c. 80—81].

Spirrarn

Spurans

PucyHok 1. TUNUYHbIN NAaH TeaTpanbHOM cLeHbl (CBEpXY) M NaaH KuHemaTorpaduyeckoro
NPOCTPaAHCTBA B KaApe IKpaHa, 06paTHbIi ero TeaTpasbHOMY aHaNory.

M3meHeHMe MpoOCTpaHCTBa, KOTOpoe onucbiBaeT MioHcTepbepr,
06bACHAET, NOYEMY TENIEBU3NOHHbIE CTYAMMU BbIFAAAT CTPAHHO NHOAHO,
XOTAl MX MPONOPLIMM KaXKyTCA COBEPLIEHHO HOPMa/IbHbIMU Ha 3KpaHe.
3710 PyHAamMeHTaNbHOE NPOCTPAHCTBEHHOE Pas/iMyMe AeMOHCTPUpYyeT
CYLLECTBEHHOE pas/numMe Mexay TeaTpom M 3KpaHHbIMM meama. Ecnu
Mbl lyMaem O CamMoW LUMPOKOMN 4acTh N106Oro NPoCTPaHCTBa Kak 0 «Mpo-
CTpaHCTBE NPOEKUUNY (TEPMMH, KOTOPbI NOBTOPAETCA B ONUCAHMM KaK
TeaTpa, Tak U Megma), TO TeaTp NPOCTPAHCTBEHHO 3KCTPaBepPTUPOBaH
(npubnurKkaeTca K Ham), a 3KpaH MPOCTPAHCTBEHHO MHTPOBEPTUPOBAH
(oTTankuBaeTca oT Hac). PaccmoTpum TaKkxKe oblime onucaHusa npea-
CTaBNEHMI B TeaTpe, TaKMe Kak «NpoeKkuma Ha 3aAHuiA naaH Aoma» u
«obmaH». BocnpuaTtune B Teatpe MCXOAMT M3 06LLEMO CLEEHWUYECKOTO YyB-
CTBa UCMONHWUTENA, KOTOPbIN A0/KEH NPOABUraTb XapaKTep v AencTene
yepes Kpail cLueHbl B ayAUTOPUIO; APYTMMWU CI0BaMU, TeaTp NPUXOAMUT K
Ham.
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Jsuxkylwmeca n3obpaxkeHus, O4HAKO, BCErAa 3aKatouYeHbl B pam-
Ky Kagpa. Henb3a ckasaTb, YTO KMHO HE MOXKET npoeLmpoBaTtb ceba Ha
3puTenen. fopaspo 6onbwe, yem TenesngeHune, unomol IMAX 1 3D
MOTYT NOAaBMTb YyBCTBA 3pUTENS; O4HAKO 3TU KpaliHMe Npumepsbl BCe
elle 3aBUCAT OT Kagpa, XoTa B ciydae IMAX Kagp pacTaHyT Ao npeje-
NnoB nepndepumnHoOro 3peHma Yenoseka. ITOT UMNYAbC BOCXOAUT K UC-
TOKaM Camoro KMHO. Kak oTmeyaeT JiM3eHLUTelH, «Kaap ropasao meHee
He3aBUCUMO paboTaeT, yem cNoBO MAK 3BYK» [2, . 5]. MOCKONbKY Kaap
He MOMET 6bITb HU pa3pyLUEH, HU U3MEHEH PEXUCCEPOM, ABUNKYLLMECA
M306parkeHUA JOMKHbI BTATMBATL 3pUTENA Yepes Kaap B NPOCTPAHCTBO
dunnbma, 4TobbI CO34aTb UAIO3UIO MPUCYTCTBUA. Hanpumep, HemeLKuit
TEOPETUK KMHO 3urdpus Kpakaysp paccmatpusan ¢puabm B OCHOBHOM
Kak pacwumpeHue ¢otorpadpuyeckoin pamku, Kotopas obo3HavaeT npo-
CTPAHCTBEHHbIN Npefen; ee COAep)KaHWe OTCbIIAET K COoAepPXKUMOMY
BHE 3TOro KaApa; «pamKa ¢OoToKaZpa — /nLb YC/IOBHbIE €ro rpaHuLbl;
ero cogeprkaHune CBA3aHO C coaepKaHMeM OCTalOLLErocs 3a PaMKOM; ero
KOMMO3UUMS FOBOPUT O YEM-TO HEBMECTUMOM — O GM3NYECKOM BbITUN Y
[10, c. 45].

Habntogas 3a dnIbMOM, 3pUTENN OCO3HAIOT, YTO Kagp — 3TO BCEro
NMwb ¢parmeHT, dparmeHT 60bLION peasibHOCTU, HECKOHEUYHO NPOCTU-
patoLencs 3a npeaensbl Halero nons 3peHus. B KMHoteaTpe HeT mecTa
33 CUEHON, HeT Kyauc. B atom cmbicne baseH yTBep:aan, u4to pamka
3KpaHa 6bla «He pamKoK, NoaobHONM KapTMHE, @ MacKoi, KoTopas no-
3BO/IAET BUAETb TOJ/IbKO YacTb Aeicteua» [4, c. 105]. MpogonKaeT MbiC/b
BaseHa Jitan MepeTul, KOTOPbI TOBOPUT O NPEEMCTBEHHOCTU MEXKAY 3a-
KY/IMCbeM B TeaTpe, NPOCTPAHCTBOM 3@ PAMOM B KMBOMWUCK W 3aKaZpo-
BbIM MPOCTPAHCTBOM B KMHO: «COBPEMEHHOE MCKYCCTBO onpegenset
cebs B COOTBETCTBMM C 3TOM Ke NOrMKon Yyepes megma» [11, c. 23]. Tem
HEe MeHee OH TaK¥Ke YyTBEPKAAET, YTO C MOABAEHNEM KMHO NPOUCXOAUT
YTO-TO HOBOE: MOCKOJIbKY TO, YTO BUAHO HA 3KpaHe, ABNAETCA OgHOBpe-
MEHHO NMPOAO/IKAIOWMM W NPEPLIBAIOLNM CBA3b «C AeNCTBUTEbHBIM
MUPOM», KUHO cO3aeT «bosiee TAaMHCTBEHHYHO CBA3b» MEXAY KaZpoM U
3aKaZpoBbIM npocTpaHcTeom» [11, c. 37].
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MoHMmaHne baseHa umeeT pellatolee 3Ha4YeHue Ana pPasnmymsa
MEXAY CLLeHUYECKMM MPOCTPaHCTBOM M MPOCTPAHCTBOM 3KpaHa. Hecny-
YaiHO, YTO NPOEKLMA B TeaTPe 03HaYaeT apTUKYAALUIO B CTOPOHY 3pUTe-
Nen, a KUHemaTtorpagpuyeckas nNpoeKLma — MUMO 3pUTeNN B Hanpase-
HUW 3KpaHa. XOTA O TeaTpe NPUHATO rOBOPUTb Kak 06 aKTMBHOMN dpopme
CMOTPEHUs (T. €. 3puUTe/ib MOXKET B peasibHOM BPEMEHWU pearnpoBaTb
Ha MCNONIHUTENEN, KOTOPblE MOTYT OLLYTUTL PeaKkuuio), a o punbme —
KaK 0 ¢opme NaccuMBHO (T. e. UCNONHUTENM BeayT ceba HeE3aBUCMMO OT
TOro, HabnAAIOT 338 HUMK UK HET), PU3nYecKan CTPYKTypa ABYX Gopm
npeanonaraeT NPOTMBOMO/IOKHOCTb. B TOo Bpems Kak TeaTp A0/KeEH
NpoeLMpoBaTbCA Ha 3pUTENEN, IKPAHbI NPUTATMBAIOT 3pUTENA K Kaapy.
BO3MOKHO, CaMbiM M3BECTHbIM M306paKEHMEM 3TOTO OLLYLLEHUA IKpa-
Ha sBnaetca «OKHO BO ABop» Anbdpena XuukoKka (1954), B KoTopom
OKOHHAfA pama UCNoNb3yeTcs B KavecTse meTadopbl ByalepucTnieckom
nosnumn HabnogeHus 3a skpaHom. [eNcTBUTENbHO, FNaBHbIA repomn
N.B. Oxeddpuc (Oxelrimc CTioapT) Kak 1 3puTenb puabma nonan B /o-
BYLUKY MO O4HY CTOPOHY Kagpa. OH cMAuUT, NOCTOAHHO 06e34BUMKEHHbIN
CO C/IOMAHHOM HOIoM, U cnocobeH TONbKO CMOTPETL B CBOE OKHO, XOTA
W HEYCTAaHHO MbITAeTCA NPOTONKHYTb CBOW B3M/1A4, Yepe3 paMKy U B Npo-
CTPaHCTBO AENCTBUA 33 HEW.

Mpn NnpocMmoTpe Meananu3MpoBaHHOrO TeaTpa c/iedyeT MOMHUTD,
YTO B3MNAA4 NepeBepHyT. To, YTO paHblue HbIN0 HAaMPaB/IEHO K 3pUTENIO,
Tenepb oTcTpaHsAeTcA. O61acTu cueHbl, KoTopble bblin paHee ob6LWMp-
HbIMMW, CTA/IM Y3KO CKaTbiMU. Bce npeactaBieHne Obi1o OTOPOLIEHO Ha
cebA. BO3MOXKHO, MO3TOMY MHOTME 3aMMCaHHble BEPCMM TeaTpa KaxyTca
TaKMMM aHEMUYHbBIMW MO CPABHEHUIO C UX KMBbIMWU NPEACTaBAEHUAMW.
be3 f0nNoNHEeHUA K MU3aHCLLeHe KaZpa U NoOHUMaHuA GusmMyecKoro ne-
peHanpaBieHMA BHUMaHWA B3MNA4 3pUTeNs 3aTArMBaeTca B NycToe npo-
CTPaHCTBO. MMPUTOM, YTO HAC HUYTO He NMPUTATMBAET, a NPeACTaBleHME
OTOANAETCA OT Hac, 3KPaHHAA BEPCUMA MOMKET MOKa3aTbCA Oe3)KM3HEH-
HOM U ycTapesleit. Takum 0bpasom, nyyline 3anmcu NpeacTaBaaloT Te
BEPCUK, KOTOPbIE YUMTBLIBAIOT U CTPYKTYPY NPOCTPAHCTBA, W Hanpasne-
HUWe B3rNAAa 3pMTens, NPOHMKasA B MPOCTPAHCTBO CLEHbI, YTobbl co34aTb
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OANHAMUYHYIO cpeay, nepemellas Kamepy BHYTPW CLEHUYECKOro npo-
CTPaHCTBa TaKMM 0Opa3oM, KaKMM Kamepa OBUMKETCA B KMHemaTtorpa-
duryeckom npocTpaHcTee. Co3aaBasn 3anmncaHHyo Bepcuto, HeobxoamMmo
cneguTb 3a KOMMEHCAUMAMW 3KPaHW3MPOBAHHOMO NpeacTaB/ieHus, B
YaCTHOCTU, UCNOJ/Ib30BaHUA KAMepPbI KaK aKTUBHOIO CMOTPSALLErO CybbekK-
Ta, NPOHMKAOLWEro B MPOCTPAHCTBO NpeacTaBaeHuUA, YTobObl HAaNPaBaATb
B3I/1A4 3pUTENS BHYTPU 3KPAHHOTO NMPOCTpaHcTBa. Kamepa Yacto Hapy-
LLIAeT YETBEPTYHO CTEHY U3BHE, TAaK YTO 3PUTE/Ib MOXKET NEPEMECTUTLCA B
npeAacTaBieHne, TeM CamMbiM BOCMOJ/IHASA KeflaHWe Norpysuntbes B obpas-
HOe MPOCTPaAHCTBO CMeKTaknAa. BHegpeHue Kamepbl B NpeacTaBneHue
NPUBOAMUT HAC K aHa/M3y ee MOJIOXKEHUSA, B YAaCTHOCTU, KagpupoBaHus
OEVCTBUA U aKLLEHTA, KOTOPbIV OH CO3A4aeT B NPeACTaB/IeHUMN.

B uesnom menmanmsnpoBaHHbIN TeaTp BNMUCLIBAETCA B KOHLUEMLMIO
NMOCTAPAMATUYECKOro TeaTpasibHOrO MPOCTPAHCTBA. 3pUTeNb AO/KEH
CYMTbIBATb TO, KAKMM 06pa3om TeaTp CO34aeT CMbIC/Ibl BHYTPU CLEHUYe-
CKOro NPOCTPAHCTBA, a TaKXKe 3HaYeHUs, BbIXOAALME 33 PaMKU TeaTpalb-
HOM KOpPOOKM, NpeoaoseBas rpaHnLbl reorpaduYeckoro NPoCTpPaHCTBa.
Mbl MOXEM PaccMaTpmMBaTb 3an ANSA TPAHCAAUMM KaK Pa3sHOBUAHOCTb
nocTApamaTUYeckol reorpadum, Kak NpOCTPAHCTBO, KOTOpoe 3a cyeT
MOHTa)Ka «MNpeBpaLLaeT NoMeLeHne B MecTo AN 3CTETUKMU, KoTopasn
paspyluaeT ApamaTUUecKyto napagurmy, GpparmeHTMpyeT BOCNpUATUE U
nosblWaeT 06LWwmii ypoBeHb CEHCUTUBHOCTMY [12, ¢. 51].

NCKAXKEHME 2:
KOMno3numa / PASMELLEHWE KAMEPBI U ABUXKEHUE

MocKonbKy Kamepa Bceraa MHBEPTUPYET MPOCTPAHCTBO CLUEHbI, HU
04Ha NOo3MLMA KaMepbl He MOXeT aleKBaTHO YAEPKUBATb €ro LLE/IMKOM.
CueHa NpocTo C/MLWIKOM Be/IMKa, YTobbl Kamepa Morna NoJsIHOCTbIO ee
3aXBaTUTb, TaK KaK Camasn LIMPOKAs 4acTb CUEHbI (32 KyIMCamMm) TaKKe
ABNSAETCA CaMOW Y3KOM A/1a Kamepsbl. PelleHune aTol dyHOaMEHTaNbHOM
npobaembl C NOMOLLbIO 0AHON Kamepbl — 3TO 60 HenpepbIBHOE NaHo-
paMmnpoBaHMeE M3 CTOPOHbI B CTOPOHY M YBE/IMYEHUE UAN YMEHbLUEHME
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macwTtaba — meToabl, CBOMCTBEHHbIE AOMAWHUM dUabMam, — Anbo
CMepTeNbHan cTaTUYeckan Kamepa obLuero naaHa, B KOTOPOW UCNOHU-
TeNu NpeacTaBAnAoT coboi KpolueyHble, HeYeTKMe BepCcUMM camux cebs,
NPOTUBOMNOCTaB/IEHHbIE OFPOMHOMY MPOCTPAHCTBY TeaTpasibHON apxu-
TeKTypbl. 0be TEXHO/IOTMM Kamepbl MPOMYCKaloT O4eHb BaXKHble AeTanu,
KaK 1 obuwee npeacTaB/ieHne O TeaTpasibHOM onbiTe HabntogaTens-ye-
JIOBEKa, AaXKe HaXxo4ALErocs B TOM e MeCTe, YTO U KaMepa.

Y106bl KOMMNEHCUPOBATb 3TO UCKAXKEHHOE BUAEHME, PACNOIOKEHME
Kamepbl, BOCMPMHMMAEMOe Yepes KaJpupoBaHUe, A0NKHO NPOHMKaTb B
NPOCTPAHCTBO CLEHbI U Ae/UTb NPOCTPAHCTBO UCMOJHEHMSA HA MEHbLLMe
obnactu. PacnonoxeHue, ABUXKEHWUE N PAKYPCbl KAMepbl AOMOAHUTENb-
HO Pa3bMBAIOT 3/IEMEHTbI CLeHbl — TeJla, *KeCTbl, 0ObEKTbI U MPOCTPAH-
CTBO — Ha COBMECTMMbIE C 3KPAHOM 4acTu. Takum obpasom, Kagp cos-
[aeT CMbIC/ Ha 3KpaHe, GOKycupya B3rAg, 3puTens (Yepes ero cypporar,
Kamepy) Ha y3Ko onpeaenieHHon obiacTn 6osbliel peanbHOCTU, BbIXO-
Aauwen 3a npegens! Kagpa. KoHeuyHo, Kak otmetun CTaHam KaydmaHH,
pexuccepbl TeaTpa GpOKYCUpPOBaN BHUMAHME U KOHTPOIMPOBAAN BHU-
MaHue 3puTenei 3a40/ro 4o M30b6peTeHns KMHoKamepbl. Tem He meHee
OH TaKe BbIPa3nUTe/IbHO HA3blBAE€T KOHTPOAb Hag, M306paxkeHMem Ha
3KpaHe «CcYacTNIMBbIM pPabCcTBOM», KOTOPOE KOMaHAYeT «Halleh CMeHOM
BHMMaHMA 6e3 KakMx-1nMbo LWaHCOB Ha Halle 6e3paccyacTBO», YTO Mbl
mornm 6bl HanTh B TeaTpe [5, c. 153]. PasmelyeHne Kamepbl U nocne-
Aytolee KaapMpoBaHWe CNEeKTaKAA AeAUT NPOCTPAHCTBO U AeCTBME Ha
oTAeNbHble KaZpbl, KOTOPbIe KaMepa CO34aeT, BTOPrasch B TeaTpasibHOe
NPOCTPAHCTBO.

TeXHUKM, C NOMOLLbIO KOTOPbIX KAMepa BXOAUT B CLLEHUYECKOE NPOo-
CTPaHCTBO, pa3HO0bpa3sHbl, BKAKOYAOT 3yMbl (ONTUYECKOE M3MEHeHMe
($OKYCHOro paccTosHusA), Haesgbl M OoTbe3dbl (PU3nYecKkoe ABUKEHME
Kamepbl Bnepes MAW Hasag), nepemeHy MecT TOYeK CbeMKM (peskue
repexoabl U3 OAHOM No3numMmK B gpyryio) n ap. Kak B cpaBHeHun Kayo-
MaHHOM PEXUCCYPbl B KUHO U TeaTpe, PaHHUE TeIEBU3MOHHbIE KPUTUKM
paccMmaTpuBaan ABUXKEHWE Kamepbl NO aHaiorMm ¢ paboTtol TeaTpanb-
HOro pexunccepa, OTINYAIOLLYIOCA TONbKO MHCTPYMEHTAaMU U TEXHUKOWA.
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Mapu XaHTep, HanpMmep, 3aL/ia HAaCTONbKO Aa/NIeKO, YTO NPUPaBHMBa-
na paboTy pexuccepa K pacnonoXKeHuo Kamepbl. Mo cnoBam XaHTep,
TeaTpanbHbIN pexuccep «A0MXKeH HanpaBAATb BHUMAHME 3pUTeNen Ha
CLEHY TaK e TOYHO, KaK Kamepa nepemeLLaeTca U3 O4HOM TOUKU UHTe-
peca B apyryto» [13, c. 47]. Ho Kamepa — 3To He NPOCTO BONpoc Bbibopa
MecTa, Ha KOTOpOoe Bbl CMOTPUTE; OHAa ONpeaenseT cam cnocob BuaeHus,
YaCTMYHO AMKTYA TOYHO, KyAa Mbl CMOTPUM M 4TO Mbl BUAMM. Kamepa He
TONbKO BUAMT BeLM, KOTOPble Mbl HE BUOUM N HE MOXKEM BUAETb CaMy,
HO OHa TaK¥Ke onpeaenseT To, YTO, KaK Mbl lyMmaem, Mbl BUAUM Yepes
WU3MeHeHMe NPOCTPaHCTBEHHOMO BOCNPUATUA.

MosToMy OWMBOYHO MPUPaBHMBATL KaMepy K BUAEHWUIO 3puTens.
BonpeKkn MHEHUI0O MHOTUX KPUTUKOB, CXOACTBO MEXKAY ABUXKEHUEM [Na-
3a 3puTensa M ABUKEHMEM Kamepbl N0XHO. B cBoem acce «CobpaHue,
KOHCTpyMpoBaHue U BuaeHue» [asua bopayann ocnapusaeT uaeo o
TOM, YTO KMHemaTorpaduyeckme ycnosHble 0603Ha4YeHUA OCHOBAHbI Ha
onbiTe BOCMPUATUA, OTMEeYasA, Hanpumep, YTO KaZp U KOHTPKagp «He
MMEEeT TOYHOW Koppensaumm B 06bIMHOM onbiTe BocnpuaTua» [14, c. 89].
MocKoNbKY Kamepa MOXKeT BOCNPUHUMATb AeTann U U3MeHATb GOKyCK-
POBKY NO *KeNaHWo, OHa OAHOBPEMEHHO AOMNOHAET M 3aMeHAET Yesose-
yeckui rnas. Llenb 60/1bLIMHCTBA 3aNMnCel TeaTpa Ha 3KpaHe — caenatb
TaK, YTobbl Kamepa BbIrAAENA TaK, Kak ecaun 6ol oHa Bblna rasom Tea-
TPanbHOro 3puUTens, HO, B OTIMYME OT Ye/I0BEYECKOro 1M1a3a, Kamepa Ha
caMoMm Jene paszenset 6onbluee NPOCTPAHCTBO, YeM BUAMMOE 3pUTENIO
B TeaTpe, Ha TWATEe/IbHO CKOHCTPYMPOBAHHbIe, 3apaHee onpeaenieHHble
(kem-To Apyrum) dparmeHTbl, KOTOPbIE CO34AI0T KOMNAXK U3 AENCTBUA.
Kamepa cnocobHa 3axBaTbiBaTb MeNbYalLLME AETANMN U y4LLe OLLYLIaTb
BHYTPEHHIOI0 0O6CTAaHOBKY C MOMOLLBIO KPYMHbIX N1aHOB, NJIOTHO Kajpu-
POBAHHbIX NNAaHOB M CTUAA MOHTaXa. Kamepa BbICTynaeT B po/in CBOErO
poaa HabnwoaaTena-ucnonHutena. OH NPOHWKaeT B NpeaAcTaBAeHUE, HO
0CTaeTcA ABHO HEBUAUMBIM ANA NMEPCOHAXKEN Apambl.

[na ueneit aHanusa meaMann3NpPOBAHHOIO TeaTpa Kamepa He
ABNAETCA CBOOOAHbBIM, BCE3HAKLMUM U BCEMOTYLLUM 3pUTESIEM KUHO
(8 KOTOpOM MUMpP NpaKkTUYecku BesrpaHuueH, BbipaxkeH B 360-rpagyc-
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HOM NepcneKkTUBe); U NP STOM HEMNPUBA3AHHbIM K eIMHCTBEHHOM TOUKe
NpPoCcMoTPa, Kak 3puTenb B TeaTpe. Mpu 3anucu KUBOro BbICTYNAEHMUSA,
6yab TO B TeaTpe UK Ha CTyAMM, KaMepa BKIOYAETCA B onpesesieHHoe
dun3myeckoe NPOCTPAHCTBO, HO OHA MOMKET NMPOHUKATb B 3TO NPOCTPaH-
CTBO HECKOHEUYHbIM YMCIOM CNOCO6OB, N OHA MOXKET 3aHMMATb NPAKTU-
YECKU HeorpaHUYEHHbIE MO3MLMKN B HEM, B TOM YMCIE U KAK UCMONHUTE-
na. Hanpumep, KaZpbl, BblparKatoLLMe TOUYKY 3pEHMUA, U KPYMHbIe NAaHbl
NMO3BOAIAOT UCNONb30BATb KAMEPY B KayecTBe BPEMEHHOMW 3aMeHbl ANA
nepcoHaxKen. ITn Kaapbl NPUOAMNKAIOT 3puTena banxe, 4em 3To 06bIY-
HO OblBaeT B }KMBOM TeaTpe, M YaCcTo NPeasiaraloT OTOXKAECTBUTbL Cebs C
nepcoHaxkem, r1asamm KOToporo mbl BUAUM MUpP. B To Bpema Kak cue-
Ha yaeprkuBaet Bce GUrypbl NPUMEPHO Ha OAMHAKOBOM PacCcTOAHMMU OT
3puTensa, MobubHOCTb KaMepbl MO3BOAAET MeHATb BAN30CTb 3puTens K
[eNCTBUIO Ha NPOTAXKEHUMN BCEFO CNEKTaKAA, NPUBAUNKAACL ANA SMOLU-
OHa/IbHOrO BO3AENCTBUA U OTCTPAHANACH, YTObbI co34aTh IMBO amoLMo-
Ha/IbHYIO AMCTaHuUMio, 16O U3oNALMIO.

Takum obpasom, BOCMpUATME MEeAMANU3NPOBAHHOIO TeaTpa Tpe-
byeT BHUMAHMA K KagpUPOBAHUIO KaXA0ro njaaHa v aHaforMyHoro BHU-
MaHMA K KOMMO3ULUWUK, CO34aHHON B CTPYKType Kaapa. [ae Haxoputca
Kamepa OTHOCUTENbHO AENCTBMA, KOTOPOe OHa 3anucbiBaeT? OHa 3a-
HMMAEeT MecTO APYroro NepCcoHa)ka, Kak B CYObEeKTUBHbIX Kaapax, Waun
3To npocto 6an3KMin HabnoaaTens? Kak KagpupoBaHMe nogyepKkusaeT
61130CTb Mexay nepcoHaxkamm? OHU 06 beANHEHDbI B OAHOM MAaHe UK
pasgeneHbl CKNEeMKaMM MOHTaXKa?

«BaHsa ¢ 42-11 yamubl» Jlyn Mans (1994) paet HarnagHbI npumep
KaZlpMpOBaHUA B mMeAMannsmpoBaHHom Teatpe. KagpuposaHue Mans
[EeMOHCTPUPYET TECHYHO CBA3b CO CNEKTaKkneM B TeaTpe. Kagp aAnHamuy-
Hblii, HEMPEPbLIBHO NepeMeLLatoLLmMica U NAaBaloWMin B TeaTpasibHOM
NPOCTPaHCTBE, AaKe BTOPrasfchb B IMYHbIE, 3aKY/INCHbIE Pa3roBOpPbI, KO-
TOpble NepenieTatoTcA Co CLLEHNYECKMMM NpeacTasaeHnammn. Ha npotsa-
}eHun scero dunbma Manb gepKuT Kamepy 6an3Ko, aarke NOAYMHAACL
aKTEPAM U pEeXuccepy, CHUMAA CEPUIO KaAPOB Mo HEOONbLIUM YIIOM.
Kamepa 4acto cMAMT YyTb HUMKE NNHWUIA BUAMMOCTU aKTEpPOB, 3anwuCbl-
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Bas MX AMANor Kak byarto cnyyaliHo M ByKBasIbHO MOJ3ET N0 CbeMOYHOM
naowagKke. HecmoTps Ha To, 4to dUAbM «BaHs ¢ 42-I yanubl» co3naH
KaK KOMMEpPYECKMI NMPOEKT (B OT/INYME OT 3aMMUCU }KMBOTO TeaTPaNbHOIo
CMEKTaKANSA), OH UCNOAb3YEeT MHOTME U3 CTaHAAPTHbIX YC/IOBHbIX 0603Ha-
YeHUIn MeamannM3nMpoBaHHOIO TeaTpa: OH OrpaHMYMBaEeT Kamepy npo-
CTPAHCTBOM TeaTpa, YCTaHaB/MBAA Te€aTPa/IbHbIN KOHTEKCT Ha pPaHHeM
3Tane ¢ Ha4YaNbHbIMM Kagpamu, N300parkatoWwmmMm BXOL aKTEPOB B Cam
TeaTp. BHeapeHne Kamepbl B UHTUMHbIE, C1abo OCBelleHHbIe CLeHbl
AaeT ropas3go 60NblUy0 MUHTUMHOCTb, YeM NPaKTUYECKM toban cueHn-
yeckas NocTaHOBKa «[laan BaHM», N03BONAA aKTepam LWenTaTb, bopmo-
TaTb M B34bIXaTb C 6O/bLIEN TOHKOCTbIO, YeM MOT/IO 6bl BbITb BO3MOXK-
HbIM B *XMBOM UCMNOAHeHWW. Habtogas 3a 3anncaHHbIM CNeKTaKIeM, Mbl
AO/IKHbI MOMHUTB O PACMO/IOKEHUN KaMepbl B AEUCTBUN U O KOHCTPYK-
LMK Kaxkgoro Kagpa. Yepes Kamepy KTO-TO NOMeELLAeT Hac B NpeacTas-
JIeHNe CO BCEM SMOLIMOHA/bHBIM U MHTENIEKTYaIbHbIM BO34eNCTBUEM
3TOro NOMOXKEHMUA.

NCKAXKEHME 3: MOHTAMX

TpeTba 1 nocneaHAA 061aCTb UCKAXKEHUI — 3TO MAaHUMNYIMPOBAHKE
BPEMEHEM N PUTMOM NOCPEACTBOM MOHTAXKA. 34ECh TaKKe MOXKET bbITb
yBo6HO AymaTb, YTO NPOLECC MOHTAXKa B MeAMain3MpoBaHHOM TeaTpe
nepeKkAnKaeTcs ¢ BUAEHMEM TeaTpasbHOro 3putens. Mctopuk kKnHo bap-
pu ConT cpaBHMBaET KMHEMATOrPAadUUECKUIA MOHTAX C «TeM, YTO 3pu-
TeNb Mor 6bl BUAETb Nepes CLEHOM, CToA TaM U bpocan cBoW B3rniAg OT
O4HOW TOYKM K ApYyroi TouKe BHYTpuM Heex [15, c. 164]. Ho Kamepa Bceraa
NpeBbILAeT BM3ya/bHble BO3MOMKHOCTU 3puUTeNa B TeaTpe; M3-3a orpa-
HUYEHHOCTM MPOCTPAHCTBA OHA HE MOMKET MPOCTO PACMONOKUTL CBOIO
ayouTopuio B HEMocpeacTBeHHOM B6AM30CTU OT AEWCTBUA, OHA LO/KHA
3aHMMATb MPOCTPAHCTBO CLEHbl. TOYHO TaK Ke BPeMEHHOM Xapaktep
MOHTaXa — CMoCOBHOCTb CXKMMATb M PACTATMBATL BPEMSA — PagUKaib-
HO OT/IMYAETCA OT CLLeHMYecKoro. XoTa Bpems Ha cueHe, 6e3ycnosHoO, Mo-
KeT BbITb 3aMeNEHO UK faXKe YCKOPUTLCA, BPEMSA CNEKTAK/A B TeaTpe
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BCErAAa OrPaHUYEHO PUNYECKMMM OTPAHUYEHUAMM Te aKTepoB. Tem He
MeHee MyNbTUMEANMHAA 3anuCb CNEKTakAA MOXeT MaHWUMyAnpoBaTb
BpemeHeMm AeincTBma becuncneHHbiMmM cnocobamm, B TOM YMCaE MyTEM
yBENNYEHUNA NPOAOIKMTENBHOCTU Kagpa U YCKOPEeHUs NyTeM YMeHblue-
HWA NPOAOMKUTENBHOCTU KaApOB, CTa/IKUBAaEMbIX APYT C APYTOM.

MOXKHO YTBEPXKAATb, YTO HEMPEPbLIBHbIN Kaap C OAHOM Kamepbl B
OUKCMPOBAHHOM TMOJIOKEHUM YCTPAHAET HeobxoAMMOCTb 06CYKAaATb
MOHTa) B HEKOTOPbIX 3aNMNCAX CeKTakNel. XoTa Mbl MPUBbIKAM CCbINaTb-
CA Ha MOHTaXX NPEMMYLLECTBEHHO C TOYKU 3PEHUA HAPE3KU UMW CKIEEK,
0cobeHHO B CBA3N C UAbMaMKN U TENEBUAEHNEM, I'YCTO HACbILLEHHbIMM
CKNeikamu Ntoboro BMAa, MOHTaXK B OCHOBHOM AB/IAETCA BPEMEHHOW U
NMPOCTPAHCTBEHHOM OpraHM3aumel M3obpaxkeHuin, B TOM Yncie a4JuTesNb-
HbIX KagpoB, YTO B KpalHEeM C/yvyae MO3BOJIAET MOJIHOCTbIO M36eXaTb
CKNeeK. TeOpeTUKN N pexkuccepbl paHHUX GUNbMOB ABHO CTPEMUIUCH
NPOTMBOPEYUTH LUIMPOKO PacnpocTpaHeHHOMY ybexaeHuto, YTo paHHue
dunbmbl 6bIM NOAOOHBLI TeaTpasbHOW CUEHE, NbITaaCb ONPeaenuTb To,
YTO OHM Ha3blBaNN YHUKANbHbIM «A3bIKOM KMHO», OTYaCTU MOHUMaEMbIM
KaK «MOHTa npupoabl». CoBcem HeaaBHO UCTOPUKU KUHO YTBEPXKAaNM,
YTO paHHEee KMHO Pa3BMBaA/IOCh HE TONLKO MO CAedam TeaTpa, HO YTO MC-
Nno/ib30BaHWE KUHemaTorpadom MOHTaXKa, Aaxke A0 NepBON CKNEWKM,
chopMynnpoBano Noaxod K NpOCTPaHCTBY U BPpEMEHU, HE3aBUCUMO OT Te-
aTtpa. Hanpumep, Bo BBeAeHWM K cBoei paboTe «PaHHWUIA KuHemaTorpad»
Tomac dnb3eccep OTMEYAET, YTO «OAHOBPEMEHHbIE CUMYNbTaHHbIE UFPO-
Bbl€ 30Hbl U MOHTaX B Kagpe — 3TO 0COHBEHHOCTM PAHHEro KMHOY», KOTO-
pble OTINYAIOTCA OT TeaTpasibHbIX NpeaWwecTBeHHMKOB [16, c. 13].

B caMOM LUMPOKOM CMbIC/IE MOHTa)X — 3TO OpraHM3auua OBUXKY-
LLMXCA N306parKeHWn C NMOMOLLbIO MAHUMYAALUMIK C NPOCTPAHCTBOM W
BpemeHeM, KOMBUHaLMI BU3yaNbHbIX (M 3BYKOBbIX) 3/1IEMEHTOB U PUT-
MOB, B pe3y/ibTaTeé KOTOPbIX BO3HWMKAOT CMbICN0OBAs HaAMOJHEHHOCTb.
MpucyLas TeaTpy HEMPEPbIBHOCTb MOXKET ObITb M/IH030PHO BOCCO34aHa
Ha 3KpaHe To/IbKo bnarogaps TwaTesibHOM cbopKe ero pparmeHToB.

B meamnannsnpoBaHHOM TeaTpe eCcTb ABa OCHOBHbIX MEeTo4a MOH-
TaXka: 0AMH NPOUCXOAUT U3 KMHO, APYroi u3 TenesmaeHus. KnHemaro-
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rpaduyeckunii Noaxoa, 3anuncbiBaeT CLEHY CHayana Ha obuem nnaHe, 3a
KOTOPbIM CNeAyeT Ta e CLeHa, CHATaA C PasHbIX YI0B M PacCTOAHWUM.
B npoliecce MoHTa)a 4acTu pas3NnUHbIX PaKkypCcoB U NAaHOB pacnonara-
10TCA B MOC/AeA0BaTeNbHOCTU, NpeAHa3HauYeHHOW AN HenpepbIBHOW U
nnaBHOM Nepeaayn NOBECTBOBaHWMA. DTOT NOAXOA, TaKXe CO34aeT BO3-
MOXHOCTb 41a 6o/1ee IKCNepUMeHTaIbHOrO MOHTaa, UCMOo/b3ysA Cono-
CTaB/eHMe OTAE/IbHbIX 3/1EMEHTOB AN 3CTETUYECKOrO, a He NOBECTBOBa-
TenbHOro BoszencTaua. Mpu Takom NoaxoA4e Kaxkaan cLueHa pasbusaetca
Ha 4YacTu, KOTopble MOryT 6bITb COBpaHbl U MOBTOPHO cobpaHbl, 4TObbI
0T06pPa3nTb NpeacTaB/leHNe TaK, Kak OHO MPOU3OLLAO.

Ho pacnonoxeHue oTae/bHbIX KaApoB — 3TO TO/IbKO OAMH BUA MOH-
Ta)ka, A4OCTYMNHbIV ANA MeAnann3MpoBaHHOro Teatpa. [lpyroi, co3gaHHbIN
no o6pasuy TeNeBU3MOHHON CTYAMN, Pa3MELLLAET HECKO/IbKO Kamep B pas-
HbIX MECTax, Ka)K[aa M3 KOTOPbIX yNpaBaAeTca OTAe/IbHbIM OnepaTopom
N KOOPAMHMPYETCA PEXMUCCEPOM, MPU 3TOM BCE MEpPCreKTUBbI Kamepsbl
BMAHbI OAHOBPEMEHHO. B 3TOM cnyyae AeicTBME MOMKET MPOMCXOAMTb
HenpepbiBHO, MMB0 Ha cueHe cTyauu, AMbo B camom TeaTpe, B TO Bpems
KaK pexuccep Yepeayer OCHOBHOW BMA Yepes BMAb! Pas3/iMUHbIX Kamep.
ITOT CTU/Ib MOHTaa NPMBOAMT K aHaNOTMUYHOM KOMNO3MLMK NNAHOB, pa-
KYPCOB M ABUMKEHMWI, HO OH fenaeT 3To, He NpepbiBas UKW He NOBTOPAA
npeacrassieHue B TOM BUAE, B KOTOPOM OHO NPOUCXoauT. MMeHHO 3Ty no-
CNEeAIHIOK TEXHMKY Hallle BCEro CPaBHMBAIOT C TEaTPOM B KauecTBe BOCMpo-
n3BefeHus BuAeHMA 3puTens B Teatpe. OAHaKO Kamepa He Bcerda ocTa-
€TCA Ha OAHOW CTOPOHe OT pamnbl. [epekaoueHne mexay Kamepamu u
NPOHWKHOBEHWE B MPOCTPAHCTBO CLEHbI CAYKUT ANA CO34aHUA B3rNaaa
3puUTeNna Kak Haxodsalleroca B npegenax cnektakna. OH CMOTPUT He TONbKO
C TPaAWULIMOHHOW TOUKM 3PEHMA 3pUTEEN, HO U KaK Kosera no Cbemou-
HOW nnowaaxe. Kpome Toro, MOHTa CTaHA4apTU3MPYET MHOMOUYMUC/IEHHbIE
B3MNA4bl, TUNbI BOCMPUATUA U PeakLun pa3HOOBpasHOW KMUBOK ayauTo-
puUM B eAMHbIA HanpaBAEHHbIN BbIGOP — CyLLeCcTBYeT eguHas no3uuma
NPOCMOTPa, HE3aBMCMMO OT TOTO, FAE HAXOAUTCA 3pUTENb MYyNbTUMEAMA.

Cyw,ecTBeHHbIM g1 060MX METOAOB ABAAETCA dparmeHTaums aen-
CTBMA M aKTepa. lMocne Toro, Kak Kamepa pasbusaeT npeacTas/ieHne Ha
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YacTu, MOHTaxep (a 3aTem M 3puUTe/Ib) HECET OTBETCTBEHHOCTb 33 COOPKY
dparmeHTOB B eanHOE Lenoe. TaK e U TeNo akTepa, paspesaHHoe Ka-
APOM Ha 4YacTu, cobMpaeTcsa Kak MOHTAXXOM KaJpoB, Tak U cCOBCTBEHHOM
NnamaTbio 3puTeNsa o NiaHax Bcero Tena. CobupaHue aTnx pparmeHToOB
npeacraBaseT obnacTb KPUTUKKM, paHee HEeW3BECTHYIO B TeaTpe: B TO
BPEMSA KaK TeaTpasibHbl/i aHA/M3 BK/tOYaeT B cebsi BHUMaHWE K Mmpo-
CTPaHCTBY M BU3Yya/ibHOW KOMMO3ULMM U3 cOObparkeHUin odbopmaeHus,
MW3aHCLIEH, OCBELLLEHNA U TeaTPaibHOW apXMTEKTYPbl, MOHTaX He ume-
€T peanbHOl BM3yanbHOM Napannenu B TeaTpe. B megmanmsmposaHHOM
TeaTpe MOHTaX MMeeT QYHKLMIO, BbIXOAALLYIO 3@ PaMKN OPUTMHANbHOTO
MBOTO npeacTaBiaeHusa. B cBoem aHanuse 3puTenb Bcerga nogbdbupaet
dparmeHTbl UCMONHEHWA U COeAMHAET UX BMecTe. YTobbl OLEHNUTD BAIKU-
AHWE MOHTaXKa HAa MeAMa/IM3MPOBAHHbIN TeaTp, Mbl AO/IKHbI 06PaTUTL
npucTasbHOE BHUMaHWE Ha TPU KPUTUYECKMX acnekTa MOHTaXKa: Temn
WA NPOAOKMUTENbHOCTb KaXA0ro Kaapa; pUTM, 3aKOHOMEPHOCTb, yCTa-
HaB/MBaemas MPOoAO/IXKUTENbHOCTbIO 3MM3040B U NEepexoaammn mexKay
HUMU; U COMOCTaB/IEHUE, KOTOPOE 3NMN304bl ABAAIOT B NOC/Ae40BaTE Nb-
HOCTW ApYr 32 APYroM.

MoHTax, 6a1arogapa COracoBaHHOMY MCMO/b30BAHWUIO C OCTaslb-
HbIMU KMHemaTorpadmyeckumm cpeactBamu (pacnofiokeHuem Kame-
pbl, MacwTtabupoBaHnem M T.4.), MOMOraeT B AOCTUXeHUU 3ddeKTa
Npo3payHoCcTU. ITOT 3PPEKT onpasablBaeT aKTMBHOE WMCMNO/b30BaHMeE
pa3HOObpa3sHbIX CPEeACTB, CTPEMACH K TOMY, YTODObl NPUMEHEHUE 3TUX
CPeACTB ObIN0 KAaK MOXKHO MeHbLUEe 3amedeHo 3puTesiem. CKpbiBas cpea-
CTBa MAHUMYNAUMMN B XYA0KECTBEHHOMN TKAaHU NPOM3BEAEHMSA, SKPAHHOE
WCKYCCTBO M CO343a€ET YyBCTBO 6/1M30CTU K Nnpoucxoaswemy [17, c. 19].

«The Globe On Screen» n «RSC Live», «NT Live» n apyrne npoek-
Tbl HD TeaTpa UCNOANb3YIOT yBAEKaTe/bHbIM Habop NpuemoB paboTbl C
Kamepol OT U30/IMPYIOLLLErO KagapupoBaHMA A0 NOJSIHOW AeMaCKUPOBKY,
pa3obsiayeHnA TeaTpasibHOrO NPOCTPAHCTBA, HO, TEM HE MEHEE, BCE OHMU
NpeAcTaBAAIOT OnNpeaeseHHbIN CTUANCTUYECKUIA Bbibop. Kak npocTpaH-
CTBO, B KOTOPOM CaMo 34aHMWe TeaTpa ABNAETCA TAaKOM e YacTbio ONbITa,
KaK 1 NOCTaHOBKa Ha ero cueHe, «[1obyc» Ha 3KpaHe» 6o/blue OPUEHTU-
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POBAH Ha KaZpbl, CHATblE O6LLMMM NIaHAMM, KOTOPbIE BK/HOYAIOT CaMO
34aHWe U 3puTenielt B TeaTpe. ITOT BbIGOP TaK»Ke YacTUYHO obycnoBneH
HeobXo0AMMOCTbIO, BbI3BaHHOWM MNPAKTUYECKOW MAaHMPOBKOM 34aHuA.
B pe3ynbTaTte 3aNUCK CNeKTaK/Ien CoXxpaHAT ANCTaHLMIO N0 OTHOLWEHUIO
K NpeacTaBNeHUIO, BCEr4a HanomMmHan 3pUTEN0 O CKOHCTPYMPOBaHHOWM
npupoae CnekTakasA. 3To OTHIOAb He OTPaKaeT HeCNOCOOHOCTb aKTEPOB
BOB/IEYb 3pUTENA B CBOM MUP. 3pnUTeNM B NnapTepe Teatpa «nobyc» 4acto
KOHTAKTUPYHOT C akTepamm. Ho, yuntbiBas onbIT 3puTenei B KUHOTeaTpe,
«lnobyc» Ha aKpaHe» f06aBAAET CNOM MHOWN peanbHOCTU MEXKAY CLEHOM
N BOBNEYEHUEM 3pUTeNieit B KMHO. BMecTo Toro, 4tobbl CMOTPETb Cam
cnekTaknb, 3putenn Globe On Screen cmoTpaAT, Kak B The Globe urpaet-
cA cnekTakab. TpaHcnauma cnektakna «[1obyc» Ha aKkpaHe» no3sonseT
3puTENAM HabtoaaTb 33 3PUTENAMM, KOTOPbIE CMOTPAT CNEKTaK/b.

RSC n NT Live 0bbluHO Mcnonb3yeT 6onee KMHemaTorpadpuyeckui
noaxoad B CBOMX 3anucaAx. bnarogaps 60/blIOMY KOMMYECTBY OCBETU-
TeNbHbIX TEXHOOMMIA U TLWATeNbHO NPOoAYMaHHbIX AeKopauuii, B Kopo-
NIEBCKOM LLUEKCTMMPOBCKOM TeaTpe NosBUIOCL B0/blLe MHCTPYMEHTOB, C
NMOMOLLbIO KOTOPbIX MOYKHO MCCef0BaTb CTU/Ib MU3aHCLEHUPOBAHUS B
npouecce CbeMoK. VX 3anncn noKasbiBaloT ONepPaTopcKyto paboTy, YTo
CNocobCTBYET TOMY, YTOObI MCKOUYNTL ayaUTOPUIO U3 Kagpa, Takum 06-
pa3oM COXpaHAsA B3aMMOAENCTBUE MeXAY NpeacTaBAeHMeM U 3puTens-
MW B 3asie KMHoTeaTpa. CbeMKM C pasHbIX PaKypcoB, BbipasuTesbHble
KPYMHbIe NaaHbl YCUIMBAIOT BO3AENCTBUE IMOLMOHANbHBIX MOMEHTOB.
HecmoTps Ha To, YTO Kamepa No-NpexXHeMy yCTaHaB/IMBaET OnpesesieH-
Hbl/A aBTOPUTET B OTHOLUEHMM TOYKM 3peHusa Habntogatens B 3ase, no-
[06OHbleE MOMEHTbI UINHOCTPUPYIOT CNOCOObLI, C MOMOLLbIO KOTOPbIX Ka-
mepa obecneumBaeT NepcnekTUBy, MHaye HEBO3MOKHYIO AN 3puTeneit
B TeaTpe.
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3AK/TIOYEHUE

B nTore Hawmnx HabntoaeHM cknaabiBaeTcs yoexaeHme, 4to cneay-
eT pacwmpuTb 061actM GopManbHOro aHanNM3a C TOYKU 3PEHUA KOMMO-
3MLMN Kagpa, onepaToOpCKMX NPUEMOB U MOHTaXKa, BKIOYMB MaHUNYNA-
LMK C UBETOM, ONTUKOM, OCBELLEHUEM U BOoNEE CNOXKHBIMU PA3TNYUAMM
MeXay NpoeKuMen TeHel uennynonpa, TeNeBU3NOHHbIMU MUKCENAMM,
BM/LE0 BbICOKOWN YETKOCTM, KOMMbIOTEPHOW rPadUKON 1 MHOFMMU ApYTU-
MW NOABNAIOLLMMUCA TEXHONOTUAMM.

KoHeuHo, cyuiecTByeT onacHoCTb 06 beANHEHNA PA3/IUYHDBIX TEXHO-
norui 3anucn. Pasnnuma B npouecce 3anmncK, annapaTHOM yCTpPoncTee
(aHanorosas unu umMdpoBas 3anmcb), pasanyHble cnocobbl BOCNPUATUA
(MHOMBUAYANbHBIN U KONNEKTUBHbIN) MUMEIOT CBOO OTAE/bHYIO UCTOPUIO,
MeToApbl U pesynbTaTbl. HecmoTpA Ha 3TO, BO BCEX CAY4asAX dKPaAHHbIe
BEpPCUM TeaTpa 061a4atoT onpeaeneHHbIMU XapaKTepPMUCTUKAMM NOCTPO-
€HUA n3006paXKeHns, YCNOBHOCTAMM MPOCTPAHCTBA M BPEMEHWU, 3aBU-
CMMOCTM OT 3KpaHa, YTO NO3BO/IAET COMOCTAaBUTb U NPOTMBOMNOCTABUTL
MeANANN3NPOBAHHDBIN TeaTp ero OBeLLECTBEHHOMY, CLLEHUYECKOMY CY-
wecrsoBaHuto. TheatreHD npeacTaBAsAtoT APKUI NpUMep onocpeaoBaH-
HOro KaMepoW TeaTpa, NPUMEHUMbIA A1 NOHUMAHWUA NpoLEecca 3axBaTa
Ha BWAEO *KMBOTO NPeACTaBleHMA U METOA0B, C MOMOLLbIO KOTOPbIX NO-
Nly4eHHble N306paXKeHUA Ha 3KPaHe — KagpupPOoBaHHbIM TeaTp — MOryT
MCNONb30BaTbCA A/1A aHaNM3a TeaTpa.

3T0, HECOMHEHHO, MOB/AMAET Ha TO, KaK 3anuCaHHbIWA TeaTp co34a-
eTcs, NPMHUMAETCA, apXMBUpPyeTca M nepecmaTtpusaetcs. Theatre HD
npeanonaraeT Haanyme BblPa3UTENbHOrO MOTEHLMANA, KOTOPbIN 3aBu-
CUT OT TOrO, KTO HaxoAmMTCcA NO APYryto CTOPOHY OT Kamepsbl. [4e, Koraga
M KakMM 06pasom CHMMAETCA CMeKTaK/b, Kak COBMeLLaeTca ogHOBpe-
MEHHO NpAMasA TPAHCAALMA M NOCTNPOAAKLLH, KaK OH OKpYyXKaeTca Ao-
NONHUTENbHBIM MapPaTEKCTOM. ITW 31EeMEeHTbl BMecCTe npeBpaLlatoT
TeaTpasibHYl TPAHCAALMIO B HeyTo bosibliee, YeM TPaACNOHMPOBaHUE
npeacTaBieHUsa M3 OAHOro Meaua B Apyroe, «yem H6osblue TeaTpaib-
Hble TPAHCNALUN COBMELLLAIOT NPEe3eHTaLMIO C BbIPa3UTEIbHOCTbIO, TEM
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60o/blle OHM OCMApPMBAOT MPUBbIYHbIE NPEACTAB/EHUA O TOM, YTO AB-
NAETCA XUBbIM NPeACTaBNEHMEM, U O TOM, YTO ABAAETCA OPUIMHANOM
npousseneHusa uckycctea» [18, c. 5]. Ho ogHo octaeTca rnaBHbIM: OTCTa-
MBaTb BaXKHYIO PO/b aHA/IM3a ABMKYLLErOCA 306parKeHUsa ANa UcTopmm
TeaTpa M npepgnaratb npeaBapuTenbHble TOYKM GOPManbHOro cpaBHe-
HWS KMBOTO M MegMaNM3NpPoBaHHOIO (KaZpMpPOBaHHOrO) TeaTpa, KoTo-
pble ABAAIOTCA LEHTpasbHbIMKU ONA 3TOro aHaaumsa. Henb3a UrHopupo-
BaTb HACbILLEHHOCTb COBPEMEHHOIO NpeaCcTaBAeHUA cpeacTBamm meama
W Henb3A OTPULATb, YTO apXMB 3anucein paguKaabHO YCAOXKHAET npes-
CTaB/IeHWE O JaBHO XPaHALLMXCA TeaTpasibHbIX CBUAETENIbCTBAX: TEKCTAX,
KapTuHax, otorpadmax u T.4. 3HAKOMCTBO C MeAMANN3NPOBAHHbBIM Te-
aTPOM AO/IXKHO CTaTb YaCTblO Hallel TeaTpanbHOM NeKcuku. MNpeanaratb
9TO He 3HAYUT OTPULATb HU CUAY, HU YAOBObCTBME OT XMBOIO CMeKTa-
KNSi; CKopee, — 3TO e4MHCTBEHHbIN CNocob CoXpaHUTb UX ans byayuiero,
KOTOpOe A0MKHO ByaeT oTKpbITb cBoero LeKkcnupa, Ho ByaeT 3HaTb ero
9KpaHHble BEPCUM.
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AHHOTaumA. CTaTbA NOCBALLEHA MCCNEL0BAHMIO CPABHUTENbHO HOBOMO ANA
[OKYMEHTA/IbHOW NPAKTUKU ABJEHWUA — UHTEPAKTUBHOTO AOKYMEHTAIbHOTO
dunnbma. PeHOMEH ero 3cTeTUUYECKOro cBOeobpasuns 3aK/to4aeTca B COBMe-
LLLeHWM CTONb ONMO3ULMOHHbIX ABNEHUI KaK LOKYMEHTaIbHOCTb M BUPTYab-
HOCTb, CBA3b KOTOPbIX B €4MHOM NAACTUYECKOM NPOCTPAHCTBE B OTEYECTBEH-
HbIX TPYAAX paHee He uccaefoBanach. B gaHHo paboTe nogHMMaloTCA 4Ba
NPOrpaMMHbIX 419 faSbHEALWEro u3ydeHns rmbpuaHoi LOKYMEHTANANCTUKM
BOMpoca: 1) Kak U ¢ MOMOLLbBIO KaKUX BbIPasuUTeNbHbIX MHCTPYMEHTOB Mo-
CPeaCTBOM MHTEPAKTUBHOTO AOKYMEHTasbHOro duabma B CO3HaHUM NONb-
30BaTens GopMMpPyeTCa KapTMHa MMPa; 2) NCUXON0rMyeckme ocobeHHOCTH,
BO3HMKalOLLME B CO3HAHUM YeNoBeKa NPU B3aUMOAENCTBUM C LOKYMEHTaNb-
HOW BMpTyanbHOCTbI0. OBpa3 peanbHOro MUPa, AOMNOAHEHHbIN 6aaroaaps
TEXHO/IOTMAM «PACLUMPEHHON PeasibHOCTM» 06A3aTeNbHbIMKU 3/1EMEHTAMM
KOMMNbIOTEPHOW Urpbl — MEHIO, KAPTaMM MECTHOCTM, KHOMKaMU-NOACKa3Ka-
MU, CNOCODEH 3a0XNUTb B NMCUXMKE YENOBEKA CBA3M, CKPEN/AoLWMeE OKpy-
KAIOLLYI0 AeiCTBUTENbHOCTD C MUPOM BMPTYasIbHbIM. MHTEpPaKTUBHbIN A0-
KYMEHTa/IbHbIV GUAbM eLLe He TOXKAECTBEHEH BUPTYasIbHOM peanbHOCTU, HO
MCMO/b3YeT HeKoTopble ee GYHKLMOHAbHbIE NPUHLMNbI, YTO NPU HEKOTO-
pbix $aKTopax (4 MTENbHOCTb BO3AENCTBMA U MHAWMBUAYAbHbIE 0COBEHHO-
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CTV NCUXMKM) MOXKET CPOPMMUPOBATDL Y NONb30BATENSA UANHO3MIO OXKHOM CBSA-
31 — «yNpPaB/JIeHME }KN3HbIO HA IKPaHe PaBHOLLEHHO YNPaBAEHUIO peasibHoM
KU3HU», — OaeT YesoBeKy No Ty CTOPOHY 3KPaHa «IOXKHY0 yBEPEHHOCTb
B NOJIHOM KOHTpOAE Hag, u3obpaskeHnem». OCHOBHOM Npobaemoit, cBA3aH-
HOW C BUPTYaNIbHOM [OKYMEHTANIMCTUKOW HamM NPEACTaBAAETCA NOrpyxeHue
XPOHMKaNbHOMO AOKYMEHTa B CpeAy, BecbMa 6AM3KYIO K cpede KommbloTep-
HOM UrPbl, U3yYEHNE JOKYMEHTA Yepes NpUemMbl KOMMNbIOTEPHOM UMPbl, YTO
NOTEHLMANbHO MOXKET chHOpPMMPOBaTL MPUBbIUKY OTHOLIEHWUSA K OKpYMKato-
e AeCTBUTENbHOCTM KaK K Urpe, C ee yNpaBasaemocCTblo napameTpamm 1
BO3MOMHOCTbIO BbIX04a. Mbl Ha30BEM NPOCTPAHCTBO MHTEPAKTUBHOIO A0-
KYMEHTaNbHOro duabMa «yC/0BHOW, AW UFPOBOW AOKYMEHTA/IbHOCTHIOY.
OHo npeaiaraet nosib3oBaTeNto «CBEPXCNOCOBHOCTM» NPU BOCMPUATUM HA
3KpaHe MMpa GU3MYECKOro, TEM CamMbliM MPUPABHUBAA NpPaBuaa HaxoXKae-
HUA B MUpe GU3NYECKOM peanbHOCTM K NpPaBuIam MMPA KOMMbIOTEPHOWM
urpbl. Co3gaHWe MHOFOUYMCAEHHbIX BUPTYaIbHbIX MUPOB KaK WANIO30PHbIX,
TaK U OKYMEeHTaNbHbIX, obpeTatoLmx Bce 60ablunii maclutab u rybuHy, Bce
NyyLle UMUTUPYIOLWMX PEeaNbHOCTb, PAHO UM NO34HO NPUBEAET K CUTYaLLMK
PaBHOLLEHHOCTU ANA YeN0BEKa MMUPa PeanbHOro U M1pa BUPTYanbHOrO.
KnioueBble C10Ba: MHTEPAKTUBHAA AOKYMEHTAIUCTUKA, MHTEPAKTUBHBIN A0-
KYMEHTa/bHbIi GUAbM, BUPTYaNbHOCTb, MMMEPCUMBHOCTb, KOMMbIOTEPHAA
Urpa, BUpTyasbHasA peanbHOCTb
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INTERACTIVE DOCUMENTARY:
DOCUMENTARY AND VIRTUALITY

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

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

KOHKypeHLMs B Meamacpese BbiHYXKAAeT COBPEMEHHbIX perucce-
POB-A0KYMEHTA/IUCTOB MCKaTb HOBblE 3pesiviLHble GOPMbl OTPaXKEHUA
peanbHoOCTU, KoTopble 6bl YAMBASAN U 3aB/IeKa M UHTEPHET-MO/Ib30Ba-
Tena. Takumu popmamm ABAAKOTCA NONYAAPHbIE Cenyac MHTePaKTUBHbIE
[OKYMeHTabHble GDUbMbl, MpeacTaBastollmMe obpasel, KOMMYHUKaLUK
HOBbIX MeAna. ITOT 06pallLeHHbIN K peasbHOCTM NPOAYKT COBPEMEHHOro
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MHPOPMALMOHHOIO 06LLecTBa A0 CUX MOP HE UMEET YETKOTO OCMbIC/e-
HUA B KayecTBe rmbpuaHoro GeHomeHa, KOTOPbIN A5 OTParKeHMA Mmupa
BMAMMOrO, NpeaMeTHOro, GU3MYEeCcKoro MUCNosb3yeT UHCTPYMEHTapuit
MUpa BUPTyasbHOro, becnpeamMeTHOro, Koum sBAsetcs MHTepHeT u
cuCTEMa KOMMbIOTEPHOW BMPTYasibHOW peanbHOCTU. [Ba gecATuaeTvn
N3y4eHUA UHTEPAKTMBHOW AOKYMEHTA/IMCTMKM 060raTnivM TEOPUIO KOM-
MYHMKaLMM NOAPOOHBIMU MHCTPYKUMAMM MO IKCMyaTaluMu MySbTU-
MeauniHbIX Bewen [1] U ux TMNONOrMYEeCKUMM KnaccudurKaumamm, HO
0oCTaBUAM Ha nepudepun BHUMaHUA crneunuduKky NpUHLUMNOB cocylle-
CTBOBaHMSA CTO/Ib OMMNO3ULMOHHBIX ABAEHWUI, KaK JOKYMEHT U BUPTyalb-
HOCTb, @ TaKe NCUXosiorMyeckne ocobeHHOCTU, BO3HMKaoLWMeE Y Yeno-
BEKa B NpoLecce B3aMMOZAENCTBUA C OKYMEHTAIbHOW BUPTYa/IbHOCTbIO.
MpeacTasaneTca BNOJHE 3aKOHOMEPHbBIM MOCBATUTL AAaHHOMY BONPOCY
Halle nccnefoBaHue.

B npeasBepum OCHOBHOM TEOPETUYECKOM YacTh YTOUHUM [Ba KO-
YeBbIX MOHATUA, HEOBXOAMMbBIX ONA Pa3BUTUA TeMbl WUCCAELOBaHUA.
B MOHVMMAHWWM 3NEKTPOHHOW «BUPTYaNbHOM peanbHOCTUY» (B Aajb-
Heliwem — BP) mbl onMpaemca Ha Haubosee afeKBaTHOEe ANs Hallewn
TEMbl onpegeneHue, CBA3AHHOE C NMPUMEHEHWEM MYIbTUMELMMHbIX
TexHonorun, copmynmposaHHoe nccnegosatensmu B. Jmutpuesoit u
0. CeaTeu, Moz BP oHM noapasymeBatloT «KKOMMNbIOTEPHOE NO3HaBaTe b-
HOe MPOCTPAHCTBO C OLYLLEHNEM W BOCMPUATMEM €ro PeasibHOCTU 3a
CYET y4yacTua nosb3oBaTens B “cobbiTnax”, npeanaraembix MHGpopmaLm-
OHHOW cucTemol [2]», co3gaHHOe nocpeacTBoOM crnelmanbHbix rpadpuye-
CKMX NPOrpamm, 06beANHUBLLMX BCEBO3MOXKHbIE GpOpPMbI KOgMPOBAHMA
nHbopmaumnn (BepbanbHOM, MKOHOrpaduyeckon, doHorpadpuyeckon n
T.A.) B e4uHbIIN MHOPMALMOHHDBIN HocuTenb [2]. YTo KacaeTca «MHTe-
PaKTUBHOIO AOKYMeHTa/lbHOro ¢puabma» (B AanbHeliwem — UAD), To
B Pa3/IMYHbIX MCTOYHMKAX, 3apyDOeKHbIX M OTEYECTBEHHbIX, HabloaaeT-
€S Pa3MbITOCTb FPAHUL, TEPMUHOIOTMYECKOTO MOHUMAHWUA 3TOTO KOH-
KPETHOTO BMZA NPOEKTHON AeATesibHOCTU. Hanpumep, meanaTeopeTmk
M. Tannoyst TpaktyeT UAD Kak «0ObIYHbIN AOKYMEHTA/bHbIN GUIbM,
KOTOPbI MUCNONb3yeT NHTEPAKTMBHOCTb B KayecTBe OCHOBHOMO KOMMO-
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HEHTa mexaHu3Ma cobcTBeHHOro socnpoussegeHua» [3]. Y C. laygeHum
Haxoaum: « AP — 370 LMbpPOBOE HENUHENHOE NOBECTBOBAHME, KOTOPOE
MCNO/Nb3yeT BO3MOXKHOCTM HOBbIX MefiMa OnocpesoBaTb M ONUCbIBaTb pe-
anbHocTb» [4]. Poccuinckmnin uccneposatens H. [lBopko npeanaraet 6o-
Nee rPOMO3AKYI0 GOPMYIMPOBKY: «[JOKYMEHTMPYIOLLIME pPeasbHOCTbY
ayanoBu3yasibHble NMPOU3BEAEHNA, CO34aTENN KOTOPbIX, CTaBA BO rNaBy
Y12 3HAYMMbIV NOJ/Ib30BATE/ILCKUIA OMbIT, CTPEMATCA UCMNO/Ib30BATb YHU-
KaJlbHble CBOMCTBA LNPPOBbIX Meauna A/1A BOM/IOLLLEHUA AOKYMEHTA/IbHO-
ro cogepraHua B XyaorkectBeHHon ¢opme» [5]. Mbl npegnaraem cBom
BapWaHT TPakToBKM UOD, ncxopaLmii N3 NOHATUIN «BUPTyasibHOM peasb-
HOCTU» U UMMEPCUBHOCTU: « MMHTepaKTUBHAs AOKYMEHTA/IMCTUKA — MNpo-
rPaMMHbIN MPOAYKT MMMEPCUBHbIX MeAMa, Penpe3eHTYIoWMN JOKYMEH-
Tbl GM3MYECKON PeanbHOCTU NOCPEeACTBOM BUPTYasbHbIX TEXHOMOMUM,
LEHHOCTb KOTOPbIX ONpeAenseTca He C NO3WLUMKA peanbHOM OpraHu3a-
LMK, 3 C TOUYKM 3pEeHUA BO3MOXKHbIX onepauunit». [lJaHHoe onpeneneHue
Mbl cuMTaem bonee yHUBEPCANbHbIM, YEM NPeLLECTBYIOLME (CM. BbILE),
MOCKO/IbKY BMEPBbIE OHO KOHLLEHTPUPYETCA BOKPYT TAaKOro poAoBoro Ans
MOP KOMNOHEHTa, Kak BUPTYasibHOCTb, @ TaK:Ke 3aTparMBaeT K/o4YeBon
ON1A 3CTETUYECKOro NMOHMMaHua NA® npusHak — aKUEHTyaLulo aBTop-
CKOTO W 3pUTENbCKOrO BHUMAHMA He HA OOBEKTUBHOCTM MOAAYM SKPaH-
HOro ¢aKTa UAN XyA0XKeCcTBEHHO-00Pa3HOMN cuie sKPaHHOW LOKYMEHTa-
JMCTUKK, a AnWb Ha KomdopTabenbHOCTM BOCMPOU3BEAEHUA MPOEKTa
Ha 3KpaHe KOMNbloTepa. ITa TEHAEHUMA K YNPOLLEHNIO COAEPKAHMA U
YCNOXHEHUIO TEXHOMIOTMYECKOrO B3aUMOAENCTBUA MeXKAy Nonb3oBaTe-
NeM 1 JOKYMEHTA/NIbHbIM TEKCTOM MOAHWMAET HOBble MOPaNbHO-3TUYe-
CKue npobnembl B NPOCTPAHCTBE TEOPUM LMDPOBOM AOKYMEHTANUCTUKM,
KoTopble BCied 3a uccnegosatenem . PaBepo mbl oxapakTepusyem Kak
«BbI30B IMHAMMKE NOBCEAHEBHOM XU3HNY [6].

OpHUM 13 npapoauTeneit BP aHanUTUKKM cYMTaOT KMHemaTorpad,
naelriHas Lenb KOTOPOro 3aK/4vanach B BO3AENCTBUM HA CO3HaHMe Ye-
NOBEKA NMOCPeACTBOM MCKYCCTBEHHO CMOAENMPOBaHHbIX cUTyaLumnin. 06-
Len3BecTHa peaKkLma 3puTenen NepBoro KMHOCeaHca, B yKace Hexas-
LUKMX OT, KaK MM Ka3a/i0Cb, MYaBLLEroca Ha HMX noe3ga. Heyto nogobHoe
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BMNOC/IEACTBMM UCMbITLIBAIM U 3pUTENIM NepBbIX ceaHcoB 3D KnHo. «Bup-
Tya/bHaA PeanbHOCTb — 3TO €CTEeCTBEHHOE MPOAO/IKEHME TENe0N0rMmn
KWMHO, YyCUNIEHME €r0 UJ/ITIO3MOHMUCTCTKOM MOLLMY», — PacCyKAan aBTop
kKHurn «New Media: A Critical Introduction» M. Jluctep [7]. BeposATHo,
roBOpPA O MOLLM WAJH03UK, aBTOP NogpasymeBan, uto BP npogonxkut pas-
BMTWE UIPOBOrO, HO HE AOKYMEHTA/IbHOTO KMHO. OAHAKO MpaKTuKa no-
Ka3asa, YTo BMPTYyasibHblE TEXHO/IOTMM OKA3a/anUCb MpUB/EeKaTeIbHbIMM
ONA npeacTaBuTenelt ob6oux BMAOB KMHemMaTorpada. B aTom KoHTeKcTe
YMECTHO BCMOMHUTb HaKa/ CTPacTei, CONPOBOXKAaBLLMIA B XX BEKe AuUC-
KycCUM B NPOdEeCcCUOoHaNbHbIX Kpyrax 0 MOpaibHOM MpaBe AOKYMEH-
Ta/IMCTOB MCNOJIb30BaTb MHCLEHUPOBKY AN PEKOHCTPYKUUU COBbITUIA,
AKOObI HapyLIatOLLYO NPaBAY XU3HW HA 3KpaHe.

JokymeHTannctbl XXI BeKa cpasy ke, 6e3 obCcyKaeHUN, NPUHAK
HOBbI popmaT. MHOTUX BNEKNA KaXKAa IKCMEePUMEHTOB B BOMPOCAX
“BO3MOKHO NN COXPaHWUTb MPEEMCTBEHHOCTb aKaJeMUYECKOro KMHOS-
3blKa B BUPTyasibHOM Mupe?”, «Kak pa3BMBAETCA CIOMKET B YC/IOBUAX MO-
TEPU KOHTPONA HAZ 3PUTENIbCKUM BHUMaHUEM?», “BupTyanbHasa peanb-
HOCTb M UMMEPCMBHOE BUAEO — 3TO OAHO W TO }Ke?». 3aberas Brnepea,
CKa¥XeMm, YTO, HECMOTPA Ha ApasHsAllee CNoBo «PUAbM» B Ha3BaHWUM,
WMHTEPAKTUBHAA AOKYMEHTA/NIUCTUKA HE ABMAETCA 3aKOHOMEPHbIM Npo-
[O/KEeHMEeM KMHOMUCKYCCTBA B UndpoBoi cpeae. OHa 3aMMCTBYET HEKO-
TOpble Bblpa3uTeNbHble CPeacTBa HEUIPOBOIO KMHO (KPYMHOCTb, pakypc,
TEKCT, My3blKY), HO NO/IHOCTbIO NOPbLIBAET C IPAMMATUKOMN KMHO Ha YpOB-
He TaKMX CYLLLHOCTHbIX KaTEeropmin Kak MOHTAK W CHOXKET, 3aMeHAA X MO-
OY/IbHOM CTPYKTYPOW, MHTEPAKTUBHOCTLIO Y KOMMbIOTEPHOW CUMYNALN-
el. Konnyectso 1 BapmnaTMBHOCTb GOPM, TaK UKW MHAYe CBA3bIBAOLWLMX
[OKYMEHT peasibHOCTU N KOMMbIOTEPHYHO BUPTYabHOCTb, PAcTeT B reo-
MeTpuyecKoi nporpeccun. JemoKpaTUYHOCTb, LapAwas B Npou3Boa-
CTBE KOHTEHTa A1 UHTEPHETa, NO3BO/IAET HAAENATb YacTO UAEHTUYHbIE
$OpPMbI pasHbIMU HAa3BaHUAMM, YTO BEAET K TEPMUHOIOTMYECKOW NyTa-
HUUE, 3aTpyaHAA GOPMMPOBAHNE KOHKPETHOIO 3HAHWA O NpegMeTe.

Y WO® — coBepLlUeHHO MHOM, HEeXeNu y KUHoduabMa, cnocob no-
TpebneHua, paccynTaHHbIN Ha MHAMBUAYaNbHOE BAYXKAaHWE NO MYNbTU-
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MeAUMHbIM NabUpUHTaM. B ero CTpyKType MHOr4a BCTPEeYatoTCa uesble
BCTPOEHHbIE 3M130bl, CHATbIE, CMOHTUPOBAHHbIE U MPOCMaTPUBAEMbIE
Mo NPUBbIYHbIM 3aKOHaM KMHOMCKYCCTBA. byay4uu 4acTbio BUPTYyaNbHOIO
NPOCTPaHCTBA, OHM BCE KE COXPAHAIT CTUAMCTUYECKYIO aBTOHOMHOCTb,
XPOHUKANbHYIO aeKBAaTHOCTb M BOCMPUHMMAIOTCA COBEPLUEHHO MHAYe,
Yyem OCTa/ibHOE, B HO/IbLUMHCTBE CBOEM TOTa/IbHO aHUMMPOBAHHOE NPO-
CTPaHCTBO TaKoro npoussedeHus. Takos, Hanpumep, «Hollow» (pex.
3. MakmunnunaH, 2013), nocBALLEHHbIN cyabbe ManeHbKOro ropoaKka B
3anagHoit BupasKuMHUK, onuueTBopstowero cobolt cyapby Bcelt cenb-
cKoit AmepuKkun. MpoeKT BKAtoYaeT B ceba rpaduryeckyto BU3yanmnsaumio
[AaHHbIX, aHUMUPOBAHHbIE KOMNAXKM, PpoTorpadumn n Kaaccmuyeckne Bu-
AEeonopTPETbl OTAE/IbHbIX MEPCOHAMKEN.

B UAD foKyMeHT norpyKaeTca B BUPTYabHYO peasibHOCTb, C/IOBHO
B CBOEODOpPa3HOE 3N1EKTPOHHOE MacnapTy: OH COXPaHAEeT AOCTOBEPHOCTb
CBOEro 3MMNMUPUYECKOro NPOUCXOXKAEHUA, HO TepAET YHUKANbHOCTb XPOHU-
Ka/sIbHOro Kagpa 1 BpeMeHHyo ageksaTHocTb. CTpykTypa UAP — 3T0 BCer-
Aa cnang woy. BuaeodparmeHt, pasmeLleHHbIM Ha CTPaHULE, 3aUMKINBa-
eTcA Ha cebe v byaeT NpourpbIBaTbCA 40 TEX MOP, MOKA NO/b30BaTE/b HE
LENKHET MbIWbio, YTOObI NepPesncTHyTb cTpaHuuy. UAP He ToxaecTBeH
BMPTYa/IbHON PeanbHOCTM B MOMIHOM Mepe, HO UCMOAb3yeT HEKoTopble
a/1eMeHTbl ee GYHKLMOHUPOBAHMSA, TaKMe Kak BO3MOXKHOCTb Nnepeasuike-
HWA BHYTPU cpeapl 1 ynpasaeHue eto. Monb3osaTesb He ABAAETCA NOJHO-
NPaBHbIM YYaCTHMKOM Pa3BOPAYMBAIOLLMXCA HA IKpaHe CObbITMI, OH MO-
KET 3anycKaTb MW OCTaHAaBAMBATb AEMCTBUE, HO He M3MeHATb ero. bes
MoJ/1b30BaTE/IbCKOTO BMELLATE/IbCTBA AENCTBME 3KPAHHOTO NOBECTBOBAHWA
NOJIHOCTbIO OCTaHOBMTCA, YTO AACT YE/IOBEKY MO Ty CTOPOHY 3KPaHa «/10MK-
HYI0 YBEPEHHOCTb B MNO/IHOM KOHTPOJIe Haj n3obparkeHnem» [8].

M31MWHMe aHMMALMOHHbIE MaHUNYAALMK, KOTOPbIM YacTo NoaBep-
raeTca AOKYMEHT, NPUAaloT Kagpam YpesmepHyo 3a0praHM30BaHHOCTb,
B pesy/ibTaTe KOTOPOM TePAETCA MX MCXOL4HAA CMbIC/IOBas COAepyKaTe N b-
HOCTb. TaKOM AOKYMEHT nepectaeT 6biTb AOKyMeHTOM dakTa pusmye-
CKON AeNCTBUTENIbHOCTU U CTaHOBMTCA U306paXKeHMem, COXPaHMBLLMM
YyepTbl NOTEHLUMANbHOW (BO3MOXHOM) AOKYMeHTanbHOCTU. MMoyemy-To
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cynTaeTca, YTo HeobpaboTaHHbIN Kaap TepseT CaMOLEHHOCTb, M be3
WCKYCCTBEHHbIX «YNYYLEHUA» €ro AUHAMMYECKUX W 3PEeNULLHbIX na-
paMeTpoB 3puTeNnto byAeT CKy4HO Ha Hero cMoTpeTb. BmelwaTtenbcTso
KOMMbIOTEPHOM FPadMKM U TEXHONOTUI BUPTYaANbHOM U AONOAHEHHOWM
peanbHocT B UOD yKe HaAcToNbKO MacwTabHo, YTO Mbl Brpase roso-
pWTb O AeAOKYMeEHTM3aLuMK sKkpaHHoro dakTta B UOD. O6pas peasibHOro
MWpa, SOMONHEHHbIN 61arogapa TEXHONOTMAM «PACLUMPEHHOW peanb-
HOCTU» 06A3aTe/IbHbIMU 3/IEMEHTAMM KOMMbIOTEPHOW UIPbl — MEHI0,
KapTamMy MECTHOCTM, KHOMKaMM-NOACKa3KamMm, MOXKET HayaTb B CO3Ha-
HUW YenoBeKa BCe HoAblle acCcoLMMPOBATLCA C MUPOM BUPTYasbHbIM.
BAM30CTb Xy40MKEeCTBEHHOrO KOHTMHYyMa MO u urposoro npocTtpaH-
CTBA KOMMNbIOTEPHOW UIPbl OTYETIMBO MPOCNEKMBAETCA U B APEBOBUA-
HOCTU MOAY/IbHOWM CTPYKTYPbIl, U B YCIOBHOCTU BPEMEHHOM KaTeropumu.
B MAD, Kak 1 B uUrpe, OTCYTCTBYET CIOXKETHaA NPOAO/IKMTENbHOCTb, Bpe-
M#, 3aTPaYeHHOe Ha NPOCMOTP NPOU3BELEHMA, 3aBUCUT UCKIOYUTENBHO
OT CTeneHn BOBAEYEHHOCTHU NO/Ib30BaTeNs.

MpY NPOCMOTPE 3pUTENb HE aKLEHTUPYET BHUMAHUA Ha UCKYCCTBEH-
HOCTb TaKoW rMbpuaHoN cpeapl, OHa YpaBHOBELLIMBAETCA afanTMPOBaH-
HOCTbIO YenoBeKa K paboTe ¢ BUPTyanbHbIMKM cucTeMamn. BHeapeHue
chepuueckmnx VR-naHopam, NOMMMO YCOBEPLUEHCTBOBAHWUA CEHCOPHO-
nepLenTUBHbIX N HArALHbIX NapameTpoB MaTepuana, BbIBENO MHTEPAK-
TUBHYIO [OKYMEHTA/NIMCTUKY Ha HOBbIW YPOBEHb MMMEPCUBHOCTU — U3
adpdekTa NpUcyTCTBUA B 9PPEKT NOTPYKEHHOCTH, OLLYLLEHUA OT KOTOPO-
ro MakcMManbHO MPUBAMNKEHDBI K OLLyLEHMAM OT npebbiBaHUA B ecTe-
CTBEHHOM 06BbEMHOM MMpe. BaKHO NOHMMaTb, YTO MOrPyKEHHOCTb B
aBTOPCKYIO UCTOpUIO AaeT ntoboe npousseseHne — Byab TO HacKaibHan
KMBOMUCb, KHWUA UAN GUAbM, Pa3HMLA NULWb B MEXaHWU3MaX KaTa/iusa-
UMM NofobHbIX cocToAaHMi. OgHO Aeno, ecnm NPousBeseHMe HACTONbKO
YBNEKATENbHO, YTO YNTATE/IbCKO-3PUTENBCKAA NMOrPYKEHHOCTb BO3HUKAET
€CTECTBEHHbIM MyTEM — MOCPELACTBOM YMTATENbCKO-3PUTEBCKOTO BOOO-
paxeHus. [lpyroe feno, eciv oHa AOCTUFAETCA UCKYCCTBEHHO — Yepes
BMPTYa/ibHble KKPIOYKU» — BCTPOEHHbIE CCbIIKM, TMMNEPCCbIIKU, BCMbI-
BalOLLME OKHA U T.4,.
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Pestomumpya BbIWEN3NOKEHHOE, MOXKHO CAENATb BbIBOA O TOM, 4TO
B cnyyae ¢ MADP mbl umeem geno ¢ 0cobbim, NPUHLMMMANABHO HOBbLIM
Cnocobom KOHCTPYMPOBAHMA 3KPAHHOTO MUpPa, O KOTOpoMm, nepedpa-
3Upys u3BectHoe m3peuveHue C. IM3eHWTENHA, MOMKHO CKa3aTb: «Bbl-
FNAAMT KaK XPOHUKa, AeNCTBYET KaK urpa». Mbl Ha3oBemM NPOCTPaHCTBO
NOP «ycnoBHOW, UM UTPOBON, OKYMEHTaNbHOCTbIO». OHO NpeanaraeT
Mo/Ib30BaTeN0 «CBEPXCMOCOBHOCTU» MPU BOCMPUATUM Ha IKpaHe MMpa
dUn3MUEecKoro, Tem cambiM NPUPaABHUBAA NPaBUIA HAXOXKAEHUA B MUPE
dUn3MYecKoin peanbHOCTM K MpaBMIaM MUPA KOMMbIOTEPHOMN Urpbl. Bos-
MOHOCTM MFHOBEHHOTO NepemMeLLeHMs U OCTaHOBKM/3anycKa aencTeus
MOXHO NPUYUCAUTD K OHTONOTMYECKMM BbIPa3UTENbHbIM CPeACcTBam
3N1EKTPOHHOW BUPTYaNbHOCTH, 3aMEHAIOLLUM MOHTaX B 06bIYHOM KMHO.
MpuYBbIYKA K YyNpaB/ieHU0 0bpasaMu OKPYKatoLe AeUCTBUTENbHOCTU
npu perynapHom v AAnTeNbHOM B3aMMoaencTsumn cnocobHa chopmupo-
BaTb B BOCNPUHUMALOLLEM CO3HAHWM CBA3b, KOTOPYH OTEYECTBEHHbIN UC-
cnepfoBatenb BUPTYanucTukm . ViBaHOB oxapaKTepu3oBas cneayrowmm
obpasom: «YesioBeK HaUYMHAET BOCMPMHMMATL MUP KaK UTPOBYLO cpeay,
CO3HaBasA ee YC/I0BHOCTb, YNPaBAfAemMOCTb €e MapaMeTpoB U BO3MOXK-
HOCTb BbIXxoZa 13 Hee» [9, c. 76]. Bo3HMKaeT 3aKOHOMEPHbI BONpPOC: ANA
Yero AOKYMEHTANIUCTUKE 3KCNEPUMEHTbI C BUPTYaNbHOW PeanbHOCTbIO?
LleHHOCTb 3KpaHHOro ¢GakTa — B CaMOl ero 3anevyaT/ieHHOCTH, COXpaH-
HOCTM ANA UCTOPUK, AN ByAyLWNUX NOKONEHWUI, BHE 3aBUCMMOCTM OT TOTO,
Kakum obpasom OH BnocneacTsuMmn OyaeT npeacTaBNeH — aHaNOroBbIM
UM UMOPOBbLIM. B MaHMNYNALMAX C XPOHUKANbHBIM Kagpom B cucTeMe
BMPTYa/IbHO PeasibHOCTU He NPOCNEXMBAIOTCA HamepeHua bonee ry-
H60KOro aHaIMTUYECKOTO NPOHWKHOBEHMS B AEWCTBUTENbHOCTb C MO3Ha-
BaTe/bHbIMU LIENAAMM PaAy COXPaHEHUA «NPaBAbl 3 KU3HWU Ha SIKPaHE» UK
YCUNEHUA XyLOKeCTBEHHOM 06pasHOCTM B OpraHM3auuM AOKYMEHTa/b-
Horo matepuana. Mol cornacHbl ¢ [l. MBaHOBbIM, YTBEPHKAAIOWMM, YTO
«B rnobanbHOM ceTM UHTEPHET He CO3AaEeTCA HMKAKOro 3HaHWUA, HO 3aTO
MHOTOKPaTHO YBEINYMBAETCA...NEPCNEKTMBA TOTO, YTO OTHOLIEHUA MEXK-
4y NoabMU U PasHbIMU TUMAMK COLMANbHOM OpraHM3aumnmn byayT Tpak-
TOBATLCA C NOMOLLBIO AUXOTOMMU «peanbHoe/BupTyanbHoe» [9, c. 78].
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JlornyHol uenblo, onpasAabiBalollelt Hemanble GUHaAHCOBbIE 3a-
TpaTbl HAa MPOM3BOACTBO KOMMEPYECKM HeIPPEeKTUBHON MHTEpaKTUB-
HOW AOKYMEHTANIMCTUKKN, HAaM NpeacTaBaseTcs CTUMYANpoBaHMe bonee
NPOYHOro NPUOBLLEHUA UHTENNEKTYANbHOW YacTU MHTEPHET-ayAUTOPUM
K TOTanbHOW BUPTyanusauuu. MPakTUYECKUM NOATBEPNKAEHMEM 3STOM
MbIC/IN CNYXKUT OAMHAMWYHOE pPa3BMTUE TAKON NEPCneKTUBHOM WHAY-
CTPUM KaK KOMMbIOTEPHbIE JOKYMEHTasIbHbIE UIPbl, TEMATUKA KOTOPbIX
00bIYHO CBA3aHa B FPOMKUMMU UCTOPUYECKMMU CODObITUAMKM — Tpare-
aMamu unmn yéuicrsamu. Tak, Hanpumep, «9—11 Survivor» npeanaraet
UTPOKY BbIBpPaTbCA MAK NOTMBHYTL BHYTPM O4HOM U3 HaleH-61n3HeL 0B
BO BpemA TeppopucTuyeckoi aTtaku, «JFK Reloaded» ctaBuT nonbso-
BaTeNA HAa MecTo ybuiubl amepuKaHckoro npesuaeHta KeHHegu. CyTb
Urpbl B Bbibope — ybuBaTb Man He ybueaTtb npesngeHTa. PopmasibHO
pa3paboTuymMKkK AEeKNapupyrT CBOEN Lenblo nobyauTb nonb3oBaTenem
pa3obpaTbCs B UCTOPUYECKOM KOHTEKCTE, HO, KaKk M3BECTHO, baarue Ha-
MEpPEeHUs He BCEerga COOTBETCTBYIOT MCTUHHbLIM 3a4adYaM UIPOBbIX KOP-
nopaumit. YTo e KacaeTcs JOKYMEHTA/NIbHOM UrPbl KaK NO3HABaTe/IbHO-
ro cpeacTsa, To, N0 MHeHMI0 uccnegosatena W. PacceHca, BBuay csoeit
NpeApacnoNoKeHHOCTU K AelOKYMEHTU3ALLMM Yepes N0/1b30BaTe/IbCKMe
MaHUNyAALMN n306paxkeHnem, oHa elle bonblie «ANCKpeaUMTUpOBana
[OKYMeHTanbHoe M3obpaxkeHue, Kak 0b6pasLa Hay4yHoro (McTopuyecko-
ro) gokasatenbcrea» [10].

dopmMnpoBaHME MPUBBIYKM K NO3HAHUIO SMMUPUYECKOW AENCTBU-
TE/IbHOCTM MOCPEeACTBOM KOMMbIOTEPHO-BUPTYasIbHbIX TeXHONOorMin 6a-
3UPYETCA Ha TEX XKe NCUXONOTMYECKNX COCTOAHUAX, KOTOPbIE B NPUHLMUMNE
XapaKTepHbl ANnA NpebblBaHUA B UTPOBOW BUMPTYaNbHOCTU, NpexKae Bce-
ro, CKOPOCTM U CBEPXCNOCOBHOCTU. UX OTCyTCTBME B NOBCEAHEBHOCTM
MOXKET HayaTb BOCMPMHUMATLCA KaK yLLepObHOCTb. ITUM 06BACHAIOTCA U
NMOCTOAAHHbIE MOUCKWU B MPEOAONEHMM MIOCKOCTHOM 3CTETUKM MOKA elle
[OKyMeHTanbHoro 2D 3KpaHa M B CO34aHWM MOMHOCTBbIO BMPTyasibHOM
AOKYMEHTANUCTMKKU: «Mbl 6o/blie He NbiTaemcs paboTaTb B pamKax, —
roBOpuUT HOMUHAHT Ha Ockap doTorpad u pexuccep A. AaHdyHr. — Ku-
HemaTtorpadus, MOHTa), paccKasblBaHWE UCTOPUIA — 3TO BCe ANA NJo-
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CKOM pamku. TakoM TN Kagpa yxe ywen. N xoTs sTudeckme npuHUmUnbI
M KlaCcCMYeCKMe MeToAbl SOKYMEHTANIbHOIO KMHO eLle aKTyasbHbl, Mbl
bonblue Aymaem O BOB/eYeHUU 3putena B gericteue» [11]. Uccnepo-
BaTenb K. Haw yTBepKAaeT, YTO MHTEpPEC K SOKYMEHTA/IbHOMY NMPOMU3-
BOACTBY B 06/1aCTV BUPTYasibHOM peasibHOCTU 06YyC/NI0B/IEH COLMAbHO-
NONNTUYECKMMU MOTUBAMM «rOpPasfo CU/ibHee, Yem 06 3TOM MPUHATO
rosoputb» [12]. OCHOBHbIM JI03YHIOM, NOA, KOTOPbIM NMPOXOAMUT PeKaam-
HasA KaMnaHWA No BUPTYanM3aLMN SOKYMEHTANNCTUKM, ABNAETCA TE3UC
0 «BO3POXAEHMN IMNATUMY, O CTUMYIMPOBAHUN BHUMAHUA, MHTEpeca
W TPa*KAaHCKOM OTBETCTBEHHOCTM 3PUTENA NO OTHOWEHUIO K OCTPbIM
npobnemam coBpeMeHHOCTU. [laHHble NobyauTesnbHble MOTMBbI Npea-
CTaB/AKOTCA BECbMa CMOPHbIMM, MOCKO/IbKY 1) HE OroBapuBaeTCA KO-
4ecTBO BPEMEHW, NPOBEAEHHOE B TaKoW cpeae, be3onacHoe Ans Ncuxu-
KM NoNb30BaTeNs, 2) He yuTeHbl NCUXOIOrMYECKME PUCKU NONb30BaATENA
Npu CTUPAHUU AUCTAHUUM MEXAY HUM U OOKYMEHTANbHbIMM CLLEHAMMU
MWPOBbIX KaTaKNM3MOB, BOMH M NPOCTO YE/I0BEYECKOTO ropsa, KOTOPbIM
nocesweHo bonbwnHcteo NAOD.

Co3gaHne MHOrOYMCNEHHbIX BUPTYasbHbIX MUPOB KaK MANO30p-
HbIX, TaK U JOKYMEHTaNbHbIX, 0bpeTatowmx, Bce bonbwnini macwTtab m
rnybuHy, Bce Nydlle MMUTUMPYIOWMX PeanbHOCTb, PaHO WAWU MO3A4HO
npMBeAET K CUTYaLMMN PAaBHOLLEHHOCTM A8 YenoBeKa MUpa peanbHOro
M Mupa BupTyanbHoro. MOP Ha 3TOM NyTU 3aHUMAET NPOMENKYTOYHOE
nonoxeHuwe. BosnevyeHne AOKyMeHTa B CO34aHWE TaKMX BUPTyanbHbIX
MMPOB CNOCOBCTBYET NOBbILWEHMIO MX CAMOLEHHOCTY B [/1a3axX Ye/l0BeKa.
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TRANSFORMATION OF CLASSIC DRAMA
MOTIFS IN GAME OF THRONES SERIES’

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

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

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

TPAHC®OPMALUNA MOTUBOB
K/TACCUYECKOW APAMATYPT UM
B CEPUANE «UTPATTPECTOJ/10B»

AHHOTaumA. B cTaTbe C MO3ULMIA UCKYCCTBOBEAEHWA M KY/bTYPOIOrMM pac-
cmatpuBaeTca cepuan «Mrpa npectonos», CTaBLIMi OAHUM U3 CamblX 0BCY3K-
[aeMblX 9KPAHHbIX MPOM3BEAEHMI HaLLKUX AHEN. Ero nonynsapHOCTb CBA3aHa
C TEM, YTO OH MPeACTaBAAET He NPOCTO GIHTE3M, @ APXETUNUYECKYIO CUTYa-
LMI0 «peLueHus cyfeb» — B CTUAKUCTMKE No-6apoYHOMY KUBOMUCHOTO, NOA-
HOro AMHAMMKM 3penunwa. [laHHbIN cepuan ABASET XyL0XKeCTBEHHOE BbiCKa-
3blBaHME Ha PAZ BbICOKO aKTyasibHbIx TemM. Cepuan noceaweH npobiemam
ynpaBAeHYeCcKMUX CTpaTeruii, MeKrocyLapCcTBeHHOW NOAUTMKe, 0BHOBAEHMIO
MEKTeHIEPHbIX OTHOLEHWI. B nocnegHem ce3oHe MOKasaHO HacTynne-
HWe 3NoXM BbICTPOro MHTENEKTA, HEIMOLMOHANBHOMO U HEPEMNPECCUBHOTO
ynpasneHus. B o6pase bpaHa CTapka — HOBOro KOpoAs, He CNOCco6HOro Xo-
AUTb, HO YMEIOLWero nepeAsnraTbCa B NPOCTPAHCTBE NPoLLIoro U byayLue-
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ro, — MPOCMaTPMBAIOTCA YepTbl BHETENECHOrO, HaA/MYHOCTHOrO pasyma,
CBEPXMHTENIEKTA, POACTBEHHOIO 3/IEKTPOHHOMY.

«Wrpa NnpecTonoB» aHaM3MPYeTCs KaK ABEHNE CUHTETUYECKOTO UCKYCCTBA,
B KOTOPOM KMHemaTtorpapuyeckoe M TeaTpasbHO-ApamaTUYECKOe Hayana
COCYLLECTBYIOT. B pasHbIX cepuax BOCbMOrO, 3aK/OUYUTENbHOMO Ce30HA 3TU
Hayana HaxoAATCA B pas/IMyHbIX Nporopumsax. Hanbonee kKuHematorpadmu-
Ha TpeTbA cepua — KyJAbMUHauua 6uUTebl Ntogei ¢ bensimm xogokamu. Mo-
cnefiHAA CepuA, HaMpPOTUB, COAEPXKUT MOYTU CLLEHUYECKME MU3AHCLEHbI U1
Avanorun. [lo nocnefHero cesoHa B cepuane AOMUHUPOBANO aBaHTIOPHOeE
KMHONOBECTBOBAHWE, MPOAO/IKAIOWEe TPAAULMM ABAHTIOPHOrO POMaHa.
B nocnepgHem ce3oHe Apye NPOABAAITCA YePTbl A4PAaMaTYPruyecKoro croxe-
Ta, BHYTPEHHE COOTHOCMMOTO C XPOHWKamK U Tpareamamu LLlekcnupa, ¢ Tpa-
reguen «MNeHtecunes» Kneicra. OgHaKo, Npu BCEM CXOACTBE C LLIEKCMMPOB-
CKMMM TpareauAaMMU «COCTOAHWUA MUpa», B «Mrpe npectonoB» OTCYTCTBYIOT
repou, NONHOCTbIO aHaNOrMYHbIe B CBOEW CTPYKTYpe reposiM peHeccaHCHoro
ApamaTtypra. 3To CBA33aHO C OTKA30M OT MHOFOIPaHHOTO, KCUHTETUYECKOTO»
repos B UTPOBOM UCKyccTBe HOBOro BpemeHMU, KOraa Ha CMeHY C/IOKHOCTU U
HenoBTOPUMOMY CBOEO6Pa3nio TMYHOCTU NPUXOAUT AeNEeHUE NepPCOHaXKeN
Ha amnnya. Cepuan coaepKUT 3aByasIMPOBaHHbIN NPU3bIB a4anTMPOBATLCA
K HEecoBEepLUEHCTBY MMpa, HO TaKXke BblpakaeT cepbe3Hoe 6ecroKoncTBo
No NOBOAY COXPaHEHWA BbICOKOW LlEHHOCTM CUJIbl U BNACTU B YENI0BEYECKOM
obuecTse.

KnioueBble cnosa: akpaHHble meaua, cepuan, Ixopa MapTtun, Urpa npe-
CTONOB, aBaHTIOPHbIV pOMaH, gpamaTyprua, Lekcnup, Kneiict, Tema Bnacty,
Tpareaus, XPOHWUKA, repoi, reponHA-BOUTEIbHULA

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

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

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

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

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

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

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

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

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

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

DECIDING WORLD’S FATE IS ENTRUSTED TO SUPER-INTELLIGENCE

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

WESTEROS IS ELSINORE WITHOUT A HAMLET

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

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

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

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

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

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

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

This ends the list of similarities between Hamlet and Snow.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

HAYKA TENIEBUAEHUA Ne 15.2, 2019 126 THE ART AND SCIENCE OF TELEVISION



One of the “positive” slogans in the world of the Seven Kingdoms was
driven home to young Arya by her valiant fencing teacher: “What do we
say to the god of death? —Not today!” This inspirational expression lends
the heroine strength at extraordinary times. But Westeros daily lives by
another, non-articulated truth: “What do we say to the god of mercy?—
Not today!”

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

|’I

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

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

A BATTLE FOR SURVIVAL—A HEROIC INTERMISSION

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

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

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

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

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

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

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

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

CATASTROPHE OF THE WORLD OF POWER. KLEIST-STYLE

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

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

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

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

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

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

METAPHYSICAL FETTERS

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

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

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

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

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

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

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

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

The complete lack of sweet loving couples in the final of the whole
story is indicative. Couples are dead or broken. And even Sam and Gilly’s
marital happiness is not captured on camera. Those for whom no passion
ever comes first gained relative social success. Only warrior female
characters survived—Lady Brienne and Arya, i.e. carriers of the series’
key female archetype [21, p. 43—47], along with Sansa who is prone to
patience, craftiness and calculation. Bran was the only surviving child. The

HAYKA TENIEBUAEHUA Ne 15.2, 2019 134 THE ART AND SCIENCE OF TELEVISION



other descendants of royal families along with commoners’ children, not
only did not make it to the final but actually died a violent martyrs’ death.
Y. A. Bogomolov recently wrote about the role of the child’s image and
“technique” in contemporary media culture [22, p. 47-49]. It is perfectly
obvious that depreciation of children’s lives is actually a recurring theme
in contemporary screen plots and it can be traced quite clearly in Game
of Thrones, too.

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

The large screen format intended primarily for lengthy entertainment
and secondly, for reflection, aims to keep the audience on its toes and sort
of attune it to the demonstrated and very recognizable picture of the world.
Intonations of uncompromising rejection of human society’s disharmony
are receding. They are replaced with intonations of forced recognition,
since this disharmony seems to be inevitable and insurmountable. Which
is why it is better to adapt to it mentally—the humanity has no other
world and no other soul and it does not expect to get any. Costumes,
climate, external threats may change; the principle of establishing power
may change—but not the general system of values and public morals.
This is the non-tragic attitude of Game of Thrones, as if telling its viewer:
Shakespeare and Kleist still hoped for something in the future but they
lived a long time ago and we have nothing to hope for in the early 21
century.
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Cepuan HBO «Wrpa npectonoB» Mo pomaHam UuMKna [Kopnaka
MapTuHa «lecHu bAa v NaameHu» CTaa OAHUM U3 CamMbIX 3aMeTHbIX
N 0bCyXKAaeMbIX 3KpaHHbIX NPOU3BEAEHUI nocaeaHero AecATUNETUA.
Mpuyem nocnegHuit ce3oH «Mrpbl NPECTONOB» Bbi3BaN MHOMECTBO He-
raTUBHbIX PeaKkuMii y WMpPOKoN ayautopun. Nx BosHa pacTeT, KPUTKKA
cepuvasna CTaHOBUTCA XOPOLIMM TOHOM. 3ameydatoT NAacTUKOBbIe BYTbl-
KM Y HOT NepcoHaXKel, BoBpemsa He ybpaHHble U3 Kaapa. MpunommnHatot
aHaNIorMYHbIE «AMNbI» B PaHHUX ce30Hax. Paspatotca TpeboBaHUA nepe-
CHATb BeCb PpUHanN.

Mesay Tem B COBPEMEHHOM 3anaAHoW HayKke «Mrpa npecrtosnoB»
aKTUBHO M cepbe3Ho uccneayetcs. OAHMX yYeHbIX MHTepecyeT cneumodu-
Ka pa3suTus Tembl CpegHeBeKkosbs [1], [2]. Apyrnx — XyAo*KecTBeHHble
BbICKa3bIBaHWUSA O reHAepHbIX Npobnemax [3] u obwecTBeHHOM Pa3BUTUM
[4]. Tak:Ke ClOXKET UMKNA POMAHOB M CepMana UCMONb3yeTCs Kak cobpa-
HMe NPUMepPOB NoBeAeHYECKMX Mmogenei u busHec-ctpaTteruii [5]. Takum
06pa3om, pacCMOTPEHUE LUUKAa POMAHOB 1 CEpUAna NPOUCXOANT B Ana-
NMasoHe OT Ky/bTYypPOosIorMM U COLUMOIOTUM A0 TEOPUN MEHEOKMEHTA.

Bonblwumm warom Bnepes B PyCCKOA3bIMHOM HayKe CTan COOPHUMK
cTaTtei «Mrpa nNpecTosioB: NpPoYTeHUE CMbICIOB. NICTOPMKM U ncuxono-
" uccnegyoT mup [xopaxka MapTuHa» [6], pasBopaymBatowWwero ms-
yyeHue cepuana v LUMKAa POMaHOB B CTOPOHY HE TOJ/IbKO MCUXON0TUN U
WUCTOPUMN, HO TaK3Ke KyNbTypPOJIOrMMK U TEOpMM Mmeama. K TeKcTam AaHHOoro
TpyAa mMbl byaem Heo4HOKpPaTHO 0bpalaTbesa No mepe HeobxoaMMOCTH.

B flaHHOWM CTaTbe Mbl OCTAHOBMMCS UCK/TIOYUTE/IBHO Ha cepuane [a-
Bnaa beHnodda n [sHuena bpetra Yalicca, npumeHas MeToabl UCKYC-
CTBOBEAEHMUS, a, TOYHEE, KNHOBEAEHMA U TeaTPpOBEAEHMUA, ANA PAaCCMO-
TpeHua «Urpbl NPecToNoB» Kak Npou3BeAeHM A BU3yabHOrO MCKYCCTBa.
OT KynbTypoJIOTMM e 34eCb — BHUMaHWE K codeprKaHuio npousseqe-
HUWSA UCKycCTBa. B cBOMX noaxogax Mbl OCHOBbIBaemMcsi Ha Tom dakTe,
YTO 3KPaHHbIE UCKYCCTBA — 3TO CMHTETMYECKME MCKYcCTBa. Kak TOYHO
dbopmynnposan Buktop JemuH, «byaem NOMHWUTb, YTO U TENEBU3UOH-
HbI 3KpaH, Kak M 3KpaH KMHOTeaTpa, Kak M TeaTpa/ibHble MOAMOCTKM,
npeanaraet He 04HO KaKoe-TO MCKYCCTBO, MYyCTb Aae B YbWX-TO [Masax
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npodunmpyowee M BarKHelLIee, 3 MHOFOYUC/EHHYIO CEMbIO, CBA3AH-
HYHO OHTONOTMYECKOM HACNeACTBEHHOCTBIO, HO C HEOXUAAHHbBIM, He3a-
NAaHUPOBAHHbIM FEHETUYECKUM Pa3bpocom, C HenpeaCcKazyemMbIMU My-
Tauuammy» [7, c. 4]. UccneposaTenb Mmen B BUAY HaMyYMe B 3KPAHHbIX
WCKYCCTBAX BbIpa3uTe/IbHbIX CPEACTB, @ BMecTe C HUMKM — obpasos, Mo-
TUBOB, CIOXETOB, aPXETUMOB, CBA3AHHbIE CO 3PE/IULLHBIMU UCKYCCTBAMM
W IUTEpPaTypon, My3bliKO U N306pasnTeNbHbIMKU UCKycCcTBamMKU. OgHaAKo
B Hauyane XX| BeKa elle 60onee o4eBUAHO TO, YTO CaMMU CUHTETMYECKME
WCKyCCTBA — TeaTp, KMHO, TeIeBUAEHME U NP. — TOXKe «coobLuatowmecs
cocyabi». M nogobHo ToMy, Kak COBpeMeHHbIli TeaTp CTPEMMUTCA MHOraa
MCNO/Ib30BaTb 3KPaHbI M CPEACTBA BbIPAa3UTENBHOCTU KMHO, TaK U 3KpaH-
Hbleé UCKYCCTBA HEPeAKO aKTUBHO UCMO/b3YHOT 3/1IEMEHTbI CLEEHUYECKOM
3CTETUKM (BCMOMHMM, K npumepy, «Jorsunnb» Nlapca ¢oH Tpuepa nam
«BaHs Ha 42 yauue» Jlyn Mans).

B npousBefeHnaX CUHTETMYECKOro TUMa, byab TO CNEKTaKNb WK
dUNbM, COOTHOLWEHME Pa3HbIX UCKYCCTB HE OAMHAKOBO, OHO KaxAbli
pas BbICTpanBaeTca no-ceoemy. Mo MeTKOMY 3aMe4aHMI0 COBPEMEHHOIO
TeopeTHKa cueHndYeckux popm tOpua bapbosn, «Bnapl TeaTpa onpenens-
t0TCA B cBOeN cneunduKe He TONbKO Ha OCHOBAHUWM MPUHAANENKHOCTH
NX COAEPNKaHUMN, GOPM U A3bIKOB, HO U MO TOMY, KaKMe YacTu CUCTEMbI
CMEKTaKNA OKas3blBalOT B KaXKAOM C/lyyae pellatoliee BAMSHME Ha 3Ty
nNpUHagnexxHocTb» [8, c. 229]. ITo e CBOWCTBO NPOABAAETCA B 3KpaH-
HbIX Npou3BeaeHUAX. B ceprane Ha NPOTANKEHUU Pa3HbIX CEPUA MOTYT
aKTUBU3MPOBATLCA PA3/INYHbIE KOMIMJ/IEKChI BbIPA3nUTENbHOCTH, TO bonee
cyrybo KuHemaTtorpaduyeckme (MoHTax, Urpa NJ1aHoB, ABUKEHME Kame-
pbl U Mp.), TO IMTepaTypHble (HApPaTMB, 3aKaAPOBLIM r0N0C, ONUCaTENb-
HO-MHGOPMALMOHHBIM MOKa3 MeCT AeNCTBUA U NP.), UK Ke — TAroTeto-
Wwme bonbLe K TeaTpasbHbIM, (HaNpUMep, MM3aHCLLEHa B Kagpe, AWanor,
ApamaTmyeckas cuTyaums). COoTHOWEHME «KUHEMaTorpaduyHOCTU» U
«ApamMaTypruyHoCcTM» B cepuane bbiBaeT HEPOBHbIM. bes yyeTa Takoro
napagoKca, OCTaloTCA BHE MOAA U3yYEeHUA MHOTME CMbICIOBbIE NAACTbI
cepuana Uan HeKOTOPble 31eMEHTbI ero GOpPMbl UCTOSIKOBbLIBAOTCA KaK
ee oTcyTCTBME, HeJopPaboTKa, MOrPeLIHOCTb.
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WTaK, npeameT AaHHOW CTaTbM — Te CMbIC/IOBbIE NACTbl cepuana
«Mrpa npectonoB», KOTOpble MOTYT BbITb 3AEKBATHO NPOYTEHDI, CKOPEE,
yepes CONoCTaB/IEHNE C HEKOTOPbIMW MOTMBAMM K/IACCUMYECKOW 3anaa-
HOEeBPOMEenCKo apamaTyprumn. Begpb cyllecTsyroT Tembl, HeyTpaTMBLLUME
CBOEl aKTya/IbHOCTWN HA NPOTAXKEHMMU CTONETUI. HepeaKo coBpeMeHHasn
NONyAApHasA KyNbTypa HAaXoAMTCA B NPOLECCe BHYTPEHHEN NONEMUKM C
KNaCCUKOW UM XKe NPOAO/KAET Pa3BUBATL 3a/10XKEHHbIE B Hell GopMo-
cofeprKaTenbHble NAacTbl.

Haw vccnenoBatenbCcKkuii MOBOPOT He NMPOTUBOPEUMUT NpeacTase-
HUAM O TOM, YTO YCMELIHbI cepuan — 3TO KOMMEPYECKUIA MPOAYKT, B
[AHHOM C/lyyae, 4acTb TPAHCMEAUWHOTO KOMMEpPYECKOro npoekta. Ho
NPOAYKTOM MOXET CTaTb BCe, YTO peluaT npogasate. M, HaobopoT, ecau
KaKoe-To npounsseaeHne He pYHKLMOHUPYET NN He PYHKLMOHUPOBAO
B CBOE BPEMSA KaK KOMMEPYECKOE, 3TO He 03HAYaeT, YTO OHO JINLIEHO
noTeHumana «npoaykra». OgHaKo 3TO BOMpPOChl cyabbbl Npou3BeaeHNA
BO BHELWHEM MUpPe, B PO/ NpegMeTa MaHUNyAAUUA. DNeMEHTbI «nNpo-
[AYKTa» MOMHO HaWTU Y MHOTMX BEJIMKUX KNACCUKOB. HO Hannume Takux
3/1eMEHTOB He OTMEHAET Ha/IMYMA NOSHOLEHHON XyAoXKecTBEHHON dop-
Mbl CO CBOMMW BHYTPEHHMMM 3aKOHaMW opraHusaumu. He npouutas
3ToM POPMbI, HacTO HEBO3MOXKHO CKa3aTb HaBEPHAKA, @ UTO e B HeW
MOXKeT 06ecneynmBaTh BbICOKYIO COLMOKY/ILTYPHYH BOCTPeBOBaHHOCTD,
KaK NpaBwu/io, U ABAAIOLLYIOCA NPUYNHON KOMMepYecKoro ycnexa. CooT-
BETCTBEHHO, Hallla Lefb — YBUAETb TOT LLEeHTPa/IbHbIN CMbIC/IOBOM y3e,
6narogapa Kotopomy cepuman «Mrpa npectonos» cran HECOMHEHHbIM
nnpepom cpeam cepuanos 2010-x rogos.

OT BAPOYHOM ABAHTIOPHOCTW K NONUTUYECKOW IPAME

MoYTM He MeHAA BHELLHEN CTUIMCTUKM, B NocaeAHeM ce3oHe «Mrpa
NPecTo/IoB» Pe3Ko NoABWHYNACb B CTOPOHY apTXayCHOCTU, Nogpasyme-
BaloOLLEN, YTO CO34aTENU IKPAHHOIO NPOM3BEAEHMA NepPecTatoT BCAKYIO
CEeKYHAY 3KpPaHHOro BPEeMEeHMU TPaTUTb Ha passiedyeHune 3putens. OHU
b6onee He 3ab0OTATCA O €ro NCUXONOTUYECKOM U dU3MYecKom Kombop-
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Te, 06 MHOOPMALMOHHOM MNPO3PAYHOCTU U AOCTYNMHOCTU 3SKPAHHOrO
[elCTBUA, O BO3SMOXKHOCTU M3B/IEKATb U3 NMPOCMOTPA YCUNEHHbIE A03bl
YAOBONBCTBUA. ITO-TO, HA HaLl B3rNA4, U Bbi3blBAaeT NPOTECT LWMPOKOro
3puTens, NPMBbIKLLIETO K UANO30PHOM 3KPAHHOM BU3YaNbHOCTU.

Bce cemb C€30HOB ayaAUTOPUA CMOTPENA aBaHTIOPHOe $aHTasuniiHoe
KMHOMoOBeCTBOBaHWe. MHoropurypHoe, cobbITMMHO HacbiweHHOe, Bpy-
Ta/IbHO XMBOMWUCHOE, «DaPOYHOE» B MMPLUECTBEHHbIX KOHTPACTaX Kpaco-
Tbl, POCKOLUW, MAarMmM — 1 HaTypPasibHOCTU 3eM/IU, NECKA, KPOBU, FPA3HOTO
¢usmonornsma. KuHematorpadpusm LLesoro, BNpoyYem, Mor Bpems oT Bpe-
MEHW BK/OYaTb MaTepuanbl U3 06/1acTU TeaTpanbHOM KyabTypbl. Tak, B
cueHe cBagbbbl Axodpdpw (4-i ce3oH) pa3BopaunBanoch NpeacraBaeHme
B Ayxe aHTMMacKu Ha4vana XVII Beka npwu geope Tiogopos. B kocTrommpo-
BaHHbIX Kap/aMKax ABCTBEHHO YMTAZIMCb OTCbIIKM K 3CKM3am MHUro [»KoH-
ca, ycTpoutena 6puUTaHCKMX NPUABOPHbIX 3pennl [9]. B 5-m ce3oHe Bax-
HOM COCTaBAAOLWEN CTafa AMHUA NIOWAAHOMO TeaTpa, oTobparKaroLLero
HeAaBHWE ApamMaTnyeckne cobbiTUA NPUABOPHON KM3HM BecTtepoca. Ho
A3bIK 9KPAaHHOIO MCKYCCTBA 3pUMO OMUHUPOBA B CEpUane.

B BOCbMOM ce30He BU3yasibHaA «6apoYHOCTb» NPOABAAETCA NULLb
n3pegKa. IKpaHHAA UANO3UNHAA 3PE/IULHOCTL TO U Ae/I0 OTCTYMNaeT B
TeHb. M nepes HaMu OKa3blBaeTCA, CKOPee, «NOANTUYECKUI TeaTp» B Ka-
Ope — MYUYUTENbHbIN, TAXKENbIA, HEOCTPOYMHbIN, HEXUBOMUCHLIN. Ecnmn
YUYMTbIBATb NPENMYLLECTBA «ABYXCTYNEHYaTbIX ONpeaesieHni» npupoasbl
CUHTETMYECKoro npousseaeHns, o yem nucan KOpwuin bapboi, cumTas ux
6onee Hay4yHO KOPPEKTHbIMY [8, €. 227], TO cemMb CE30HOB cepurana ABNSA-
1 cobolt, ckopee, GaHTa3UMHbIN aBaHTIOPHbLIN KWUHOPOMaH. A BOCbMOM
CE30H TAroTeeT K GaHTasnMHOM gpame, KWNHeMATOrpadpuUUHOCTb KOTOPOW
TO COBCEM MPUINYLLIEHA, TO KOHBY/IbCUBHO MNPOPbLIBAETCA HAPYHKY.

dnemeHTbl aBaHTIOPHOCTU, €CTEeCTBEHHO, OCTanucb. Ho wucuyesno
OCHOBHOE KayeCTBO aBaHTIOPHOM 3CTETMKM — Befb B Hell Bce camble
CTpaWwHble cObbITUSA, cCaMble AyLEepasanpalowWwme NepexKMBaHna LOK-
Hbl C/TY>KUTb 3CTETUYECKOMY YA0BO/ILCTBUIO PeLMnMeHTa. A TyT acTeTmye-
CKOE Yy10BO/IbCTBUE NEPECTAsIO U3B/IEKATLCSA HENPEPBIBHO U SIerko. Bme-
CTO 3TOro cepurasn Nnokasas To, YTo ero No-HacTosALLeMy cTaio 6ecnokouTb
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M 3aHUMATb K Nepuoay Heobxoanmbix pa3Ba3oK. To ecTb, cepuan co3gan
KOHUENTyanbHOe Ny6ANLMCTUYECKOE BbICKasbiBaHWe B (aHTasMAHbIX
OfeAHMAX 3KPAHHOTO LWOY. BOCbMOW ce30H NOATBEPKAAET, U AaXKe C Ha-
XUMOM, YTO Npoucxoasallee B Kajpe COOTHOCUTCA He CTo/bKO co Cpea-
HEBEKOBbEM M/IN 3MOXOW BapOKKO, CKO/IbKO C HaLLMM BPeMEHEM.

PELUEHWE CYOEB MUPA NEPEJOBEPEHO CBEPXPA3YMY

HayHem € camoro mpayHoro — C KOHL, O KOTOPOM, Npasaa, Hac
npeaynpeanan B CaMOM Hayane, B 3acTaBke. Mbl yXKe nucanu o Tom,
4To B MpeablAyLWwnx ce3oHax B Hel rnaseHcTeyeT 0b6pa3 MexaHusma, B
CBOIO oYepeb, NPeACTaBAAIOWErO HEKYIO MYNbTUCUCTEMY OTAENbHbIX
anemeHTOB, PYHKLMN, aKTopoB, obctosaTenbcts [10, c. 250-251]. Mo-
ABMAZINCL B 3aCTaBKE U XMBble CylecTBa. [JMHamMmuKa 3acTaBku bblia BO
MHOrOmM OpraHM3OBaHa XenaHuem aBTOPOB cepuana AaTb NpeacTasie-
Hue o KapTe Cemn Koponescts [11, c. 15]. K puHanbHOMYy ce3oHy B 3a-
CTaBKe, NOCTOAHHO BUAOU3MEHAIOLWENCA, HE OCTAIOCh HUKAKUX KUBbIX
oburyp. MNonet cTan CANWKOM YBEPEHHBIM U CTPEMUTE/IbHBIM — TaK JieTa-
0T He ApPaKOHbl U He BOPOHbI, ABYr1a3ble AN TPexriasble, HO MbICAU B
NPOCTPAHCTBE YMNCTOro YMO3pPEHUA.

MexaHn3m LapuT NOAHOBAACTHO, 3aTO Mbl MYyLLEHbl B €r0 BHYTPEH-
HOCTM, C/IOXHOE, NOCTOAHHO BUAOM3MEHAOLLEecA HYTPO, MOXOXee Ha
H6ECKOHEYHbIN NOAUIOH A/A WUCMbITAaHUIW, ANA UHULMALUKW OJMHHOK B
HECKOJIbKO XU3Hel. B 3Tom HyTpe BHOBb BblpacTaeT M OWETUHMBAETCA
KenesHblli TPOH, BbIKOBAHHbIN U3 MeYelt BOUHOB NMOBEPYKEHHbIX apMUIA.
Huyero, Kpome 3TOro MexaHM3Ma, TPOHa U IEHTbLI-MYTU € repbamm camblix
3HauMMmbIx pogos, bonee HeT. [lyxoBHOE, UHANBUAYANBHOE, IMYHOCTHOE
W faxe XToHU4Yeckoe — Bonee He NPUCYTCTBYIOT B MOAENN MUPO34aHMA.

MocneaHAs 6oblIan cLeHa NocneaHen cepum OTKPOBEHHO TATOTEET
K TeaTpasibHOCTM, NPUTOM TEaTPasIbHOCTU «HA CKOPYIO PYKY» — TaK 4To
NAACTUKOBbIE BYTBIIOYKK, ECIN U MAAYaT, HE LO/IKHbI MeLIATb BOCIPUSA-
Thio. CLLeHa CMOTPUTCA KaK NpeanpeMbepHbI NPOFOH AW reHepasibHas
penetMuma «ana ceBomx». M NporoH oTHIOAb He aBaHTIOPHOM UCTOPUN,
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HO, CKOpee, ApaMbl-AMCNyTa, Kak cKasan bbl bepHapa LWoy. PasrosopHas
nbeca-aucnyT BCeraa NocBaLLeHa TOMY, YTO BONIHYeT tofen cerogHaA. Ou-
Han «Mrpbl NpecTonoB» — 370 AUCMYT O CEroAHALIHEM MUPE, BNaCTU U
cTpaTernax ynpasaeHus.

Mwu3aHcueHa pOHTaNbHA, CMMMETPMYHA, 3TUM CKy4YHa, HO ee
CMbIC/1 BECbMA CMMBOJIMYEH. Jlydwue ntogn Cemn KoponescTs, cambie
aBTOPUTETHbIE, AMOULMO3HbIE, YMHbIE WM KUBYYME NOPAbl U Nefu cu-
OAT NONYKPYIrOM MOA, Y3eHbKUM TEHTOM HA NPUMMUTUBHBIX MOAMOCTKAX,
CKOJIOYEHHbIX NOCPean pa3pyLIEHHOro ropoaa. 3To NoAMTUYECKas CLeHa
Ha pyMHax uMBMAM3auMn. A nepes BCemM, No LEHTPY, CTOUT nopg Tupu-
oH (Mutep AMHKNENAK), YyTb N HE B LEnsAX, TONbKO YTO AOCTaB/IEHHbIN
noZ KOHBOEM M3 3aTOYEHMA, KyZa ero oTnpaBuaa Koposesa [erieHepuc,
K AaHHOMY MOMeHTY ybuTas. M 3TOT MasieHbKOro pocTa YesioBeK C KOc-
MaToW ronoBoi, AaBHO HEOPUTbIN U HEMBITbIM, U3MYYEHHbI NOCNEAHU-
MW COBbITUAMMK, NPOAO/INKAET, NO CYTWU, YNPaBAATb BCEW MOAUTUYECKOM
¥U3HblO BecTepoca. Moka Bo3srnasnsAtowmii Bolicko OderieHepuc Cepbliit
YepBb NbiTaeTca fo6UTbCA KaKMX-TO pPeLLUeHMiA 0 HakasaHuM TupuoHa (3a
€ro 0TKa3 C/IYXKUTb KoposieBe), cam TMPUOH ybexxaaeT Bcex cobpaBLIMXCA
B HEOOXOAMMOCTU BbIBpPaTb HOBOTO KOPO/A, KOTOPbIN M ByaeT oTaaBaTb
MPWKasbl M PacnopaKaTbCa cyabbamu.

BHewHee AeicTBME MMHUMMANbHO, SMOLMOHANbHAA AMHAMMKA 3a-
TOPMOMKEHA, HUKAKMX HaMNpPAXKEHHbIX AMaN0roB He NpuAayMaHo. M MOXHO
CYecTb 3TO MUHYCOM cepun. Ho ecTb B 3aHyACTBE FOBOPWU/IbHU BayKHOE
cofeprKaHue.

Bo/IbHO MKW HEBONILHO, CLIEHAPWUCTbI MOKa3bIBAOT MUP, HA Xoay cebs
nepefenbiBalowmii. B Hem HauMHaeT npaBuTb 6aNOM TOT, ¥ KOro ecTb B
ronoBe Maen u ymeHue ux ybeamtenbHo mManaratb. dusnuyeckan cuna u
BNaCTb, Aaxke ¢uM3nyeckan U coumanbHasa ceoboga TyT HM Npu yem. Bee
cnywatoT TUpMOHa NOTOMY, YTO Y HUX CaMUX HET HUKAKUX UAEN, OHU BO-
06LLe He NPUBLIK/IM ABUFATLCA MO KU3HU «ngeamm». A TyT BAPYr HaUYMHa-
€TCA 3noxa naen. M 3putenm cpasy nonagatoTt Ha ee KyxHIHo.

MpepnoxeHne nopaa TMpMOHa Ha3HauMTb Koponem bpaHa Crapka
(An3ek Xemnctea-PaitT) Bbi3biBaeT cHayana oToponb, a NoTom ogobpe-
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HUe Mo ABYM MpUYMHaAm. pyroro ageKkBaTHOro NpeTeHAeHTa He MoryT
npeaoXunTb, B TOM YMC/e NOTOMY, YTO ero NpocTo HeTy. Kpome Toro, Hu-
KTO, Kpome TUPUOHa, He B CUNaX NepPecTynuTb Yepes InYHble ambuumm n
npeaoXuTb B KOPOAU He ceba. BoNbLLUMHCTBO MbIC/IEHHO AyMaeT o cebe,
HO monuuT. OguH U3 nopaos, gaaa CaHcbl M bpaHa, BCTaeT 1 BrosHe ce-
Pbe3HO HauMHaeT peKkomeHAoBaTb ceba, HO ero TyT e ocaxusatoT. OH
He 37104el, a 6eCXMTPOCTHBIN YeNoBEK, PELIMBLLMIA 03BYYUTb MO3ULUIO,
aHANOMMYHYIO NO3ULMAM OCTaNbHbIX. KarKabii cnocobeH Xenatb BUAETb
Ha TPOHe TO/bKO cebs — uan BooblLLEe He rOTOB 3aHMMAaTbCA NOJANUTUKOM,
nogo6bHo AxeHapu bapateoHy, 6acTapay o4HOro U3 NPEXHUX KOPONEN.

Becbma nokasaTenbHO, YTO NPaBO KPoBM BoobLLE He paccmaTpuBa-
etcs bonee Kak MOTMBALMA A1 06peTeHNA KOPOHbI. Ham Kak bbl NoKa-
3bIBAIOT B CKATOM BUAE UCTOPUIO ABUMKEHMA 0b6LLEecTBa OT MOHAPXUIA C
3/1IEMEHTAaMM TUPAHUU K BbIDOPHOM BNaCTU.

Ho 3To He wWwar oT AypHOro K Aydllemy, BOT B YeM BCA CONb AaHHOM
nctopun. «Mrpa NpectonoB» — BCEraa KeCTOKan Urpa, U B Hell 04HO 310
CMeHseTca ApYyrMm U TpeTbMM. M He CTOMT TpaKToBaTb NepemMeHbl Kak
NO3UTUBHbIN LAr B CTOPOHY «AE€MOKPaTUN». AKLEHT cAeNnaH Ha TOM, 4To
HaCTYNUBLLMIA Nepuo BO BCEX CMbICNAX MNepexoaHbli — OT U3BECTHOro
K HEM3BECTHOMY U C TPYAOM MPOrHo3Mpyemomy. M B 3TOM OH NOXOX Ha
Hallly COBPEMEHHOCTb, O KOTOPOW 3UrMYHT baymMaH roBopwmJi, YTo «ceroa-
HA, KaK HMKOTAa, C/I0XKHO CKa3aTb O TOM, YTO MPoUCXodAaLLMe NePEMEHbI
MMeEIoT KaKoe-To 3apaHee onpeaesieHHOe HanpaB/ieHWe, OHM 3aCTatoT Hac
BPACM/IOX, Mbl UX HE OXWOAEM U He NpeaBuaum. <...> Mbl HaxoaUMCS B
nepuoge interregnum, COCTOSAHUM HEYBEPEHHOCTM... Mbl la’Ke He 3Haem,
KaK npeasuaeTb passutme cobbituit...» [12].

[dpamatyprua cepuana 3aKoHOMepHO genaeT TMpMOHa Moaepa-
TOPOM «NEpPexoHOro nepuoaa» — WM3ro UMeeT NpPaBo Ha HEKOTOPbIH
peBaHW. A MMEHHO KaTeropvei peBaHlLa MbICASAT U GUHA/bHbIN CE30H,
W HblHELLHSAA AeCTBUTE/IbHOCTb. XeNnnu 3HA, He BO3MOKEH B 3TOW peasb-
HocTu. CyacTbe — HemoaHas Kateropus. Ho MOXeT cay4ynTbCcs peBaHLW
ONA HECKONbKUX M3BPaHHbIX, U HOBbIW WIAHC — AN MUpa B Lenom. Mc-
KYCCTBO, CTpEMSALLLEEC K rapMOHM3aL MM GUHANBbHOWM KapTUHbI MMPa, Ya-
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CTO CTPEMUTCA Pa3AaThb MO 3aC/yram, HakasaTb UM YTELIUTb NMEPCOHANXKEN
CO00b6pa3HO NX NOBEAEHMIO U BHYTPEHHEN CyLWHOCTU. U Toraa aBTopbI Bbi-
CTYMaoT KaK cnpaeeanmeble 60rM — Tak NpomucxoauT He ob6sa3aTeslbHO B
cyrybo pasBneKaTefibHbIX Npon3BeaeHUsAX. B «bype» 1 «3MMHel cKaske»
LLlekcnupa ecTb 3TOT Nadoc.

«Mrpa npectonoB» ToXe pasgaeT nopumnto GMHaNbHbIX JAPOB U Ha-
KasaHui. MHorve u3 Tex, KTo B CBOEM MPOLLIOM coBepLuan Hebnarosua-
Hble U CTPaLLIHble MNOCTYNKK, NOrMbatoT B 6UTBE € HeNbiMM XO40KaMU UAn
BO Bpems paspyweHua KoponeBckon raBaHu. Ho nocne aToro cepunan 3a-
OCTpAeT BHMMaHME Ha NepemeHax «TPeHA0B», Ha 0603HaYeHUN HOBbIX
¢$aBoOPUTOB HOBOW 3MOXM.

PeBaHwW yrotoBaH bpaHy, nckaneyeHHomy [xenme JlaHHUCTEPOM,
npeacrasuTesieM paHee rocnoACcTBOBaBLLEro apUCTOKPaTUYECKOro poaa.
PeBaHW 6yaeT 1 y CaHcsbl, cTapwel cectpbl bpaHa. Ho ob6a Bo3BbIWeHUA
NPOUCXOAAT Y¥Ke He NOTOMY, YTO cneayeT AapoBaTb Harpaay AeTam you-
Toro XpaHutensa Cesepa, HecnpaBes/IMBO yLEMAAEMbIM U FTOHUMBIM,
NOTOMY, YTO OHW NOAXOAAT ANA HOBOW 3pbl yNpaBAeHuUA.

B cBoem nosegeHun CaHca (Codu TepHep) noaxsaTbiBaeT CTW/b
TUpUOHa, NPOAOIKMBLLETO YNPABAATb COOLITUAMKU BMECTO TOrO, YTOObI
onpasAblBaTbCA. Bmecto npusHaHuAa bpaHa Koponem, Kak TO Aenatot
ocCTanbHble, CaHca CTaBUT YCNOBME CBOEM N10ANIBHOCTM 6paTy — Hesa-
BucMmocTb Cesepa. OHa roBopuT 0 cBoHOAE OT NPUCATU KaK O Yem-TO
HenpenoXXHOM U eAMHCTBEHHO chnpaseaansom. OwyuieHne noaxoga-
LLEro MOMeHTa, CKOPOCTb MbIC/IM, MPArmMmaTMKa peaKkumii U Hekonebrmas
ybexaeHHOCTb B IMYHOM MNO3MLMU KaK 06 bEKTUBHOW UCTUHE — BOT 3a/10T
ycnexa. 3T0 NOYTU MHCTPYKLMA MO TaKTMKe 3ddEKTUBHOMO ynpasBiaeHus
yem-nn60. CLueHa UTHOPUpPYET BCE BO3MOMXKHOCTU ANA B3BUMHUMBAHMA KOH-
bnunKTOB. BCe HanpsKeHWe CO34aeTca He BHYTPM Kaapa, a B NPOCTPaH-
CTBE MEXAY 3pUTENAMM, OXKMOAIOWMMN aKTUBM3ALMKN CNOPOB, U Nepco-
HaXKamu, CPean KOTOPbIX Ha MePBbIN NAAH BbIABUMAIOTCA Te, KTO YMEET He
[OMYCKaTb CNOPOB M He NO3BONAET PAa3ropaTbCA OTKPbLITbIM KOHGAUKTAM.

HasHayeHHbI1 Koponem BpaH He BOMH U He Nt0OOBHMK, OH NOKa He
Aenan NoANTUKY C MOMOLLbIO BOMH M YOUICTB, KaK TO AeNnanm BCe OCTa/b-
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Hble. EcTb unno3usa, uto ¢ bpaHom byaet cnokoitHee. OH BHe N106BU U Ha-
CNAXKAEHWUN, BHE CTAMXKATENIbCTBA M XaHXecKoro opoactea. OH He cTaHeT
OTLLOM HAaCNeAHWKOB, 3aBe0MO HaLe/leHHbIX Ha 6opbby 3a BNacTb, — U
NOSTOMY OH He BbI3bIBAaeT 3aBEAOMOro CTpaxa. TaK YTo BCe HauyMHaeTcA
C HUMKHMX CTyNeHel npecnoByToin nupamugbl A. Macnoy, ¢ yyBcTa bes-
0NacHOCTK, KOTOpOe BcenseT bpaH, NnepeaBuraloLLMnCA B Kpecae Ha Ko-
Jlecax, HO 3aTo CNOCOOHbIM MyTelwecTBOBaTb BO BPEMEHMU U BUAETH BCE.

HWKOro us nepcoHaxen He CMyLLAET TO, YTO TEM CaMbIM HOBbIW KO-
po/b Aanek OT MHOTOro YenoBeYvyeckoro. 1o NPOMCXOKAEHMIO OH Yesno-
BEK, N0 HACTOALWEMY COCTOSIHUIO — CBOOOAHbLIN HAaZANYHOCTHbIN pasym,
bYHKUMA NaMATH, CBEPXBUAEHMUA U CBEPX3HAHMA. HeKaa aBTOHOMHaAsA MH-
dbopmaLMoHHanA cucTema, noytn 6e3 yyscTs. Kak nuwet Mapwua LUTeiiH-
MaH, B Ce4bMOM CE30HEe «YapapeBa ceBepHbIx boropoly 0bpasytoT eau-
HYI0 UHPOPMALMOHHYIO CUCTEMY, MTPUYEM HE TOJIbKO NPOCTPAHCTBEHHYHO,
HO M BPEMEHHY!0. <....> MOAKNOUYMBLUMNCE K 3TON cucTeme, bpaH nonyyaet
BO3MOXXHOCTb HE NPOCTO BUAETb KAPTUHKM M3 NPOLLAOIo B NaMATU aepe-
BbEB, HO W B3aMmoaeincTBoBaTb ¢ HUMKW» [13, c. 156]. Takxe LUTeiHmaH
BCMOMUHaeT «ABaTap» KamepoHa, rae 6bi1a NokasaHa eguHas ceTb UH-
$GOPMALLMOHHO-AYXOBHOTO bbITUA Ha NiaHeTe MaHAopPa, M 3Ta CETb TOXKE
umena popmy neca [13, c. 157]. bectenecHoe MeXANYHOCTHOE CO3HaHMUE
obpeTaeT B cOBpPeMEHHbIX ¢uabmax GOpMbl CaKpaibHOrO NPUPOAHOro
Havana, HO AEMOHCTPUPYET Te BO3SMOXKHOCTU, KOTOPbIE B HbIHELLHEN pe-
a/NIbHOCTU NPUHAZNEKAT MMEHHO HOBEMLLMM TEXHOOTUAM.

BpaH, KOHeYHO, NO BMAY He MOXO0X Ha KOMMbIOTEP, HO YTO-TO POA-
CTBEHHOE Yy HUX ecTb. KaK roBOpUT cam repoi, OH HUYEro He XOYET U
HUYero He YyBCTBYET. [0 KaKOW Ke CTeneHu pa3oyapoBaHUs B Yenose-
YeCKMX YyBCTBaX U NOBOYKAEHUAX HAA0 AOWUTH, YTODbI 3TO CYMTANOCH NO-
NOXUTeNbHbIM GaKTOpOM B Hayane XXI Beka...

CBEpXBO3MOKHOCTM BUPTyasla-UHTENNEKTyaNa CerogHA HyXKHee
MMPY, KaK CHUTaeT cepuan, uam, BO BCAKOM C/lyyae, Y 3TUX CBEPXBO3MOMXK-
HocTeli bosblie Bcero WwaHcoB 3G EeKTUBHO YNPaBAATb YEIOBEYECTBOM.
BoT 06 3TMX HOBbIX NPUOPUTETAX BbICKA3blBAETCA BOCbMOM ce30H. O ToM,
YTO BMECTO CUAbl, PU3NYECKOro AeNCTBUS U YyBCTB OyAyT NpaBuTb pas-
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YM, PacyeT, IMOLMOHANbHAA HEWTPANbHOCTb U YMEHWe 3arnsablBaTbh
B byaywee. B nonntuke moryT ObITb yCNeLWHbl 1041 ¢ Mo3ramu u bes
BpeAHbIX MPUBbIYEK MAWN YCTaBLIME OT BPeAHbIX NpusblyeK. CnaceHHoe
4yenoBeyecTBo HeOHX0AMMO MM ANAa Toro, YTobbl Bbl10, KEM MAHUNYAU-
poBaTb. 3aT0 60/1e€ He HyXHbl BE/IMKNE repOn-CNacuTeNn, B CPaBHEHNN
C KOTOPbIMM BCE OCTAJIbHbIE MOKAXKYTCA 3TOMCTUYHBIMU MU HEMOLLHbI-
MU TeHAMMK. NO3TOMY LEeHTpasbHbIN repoit cepmana, OxoH CHoy, B KOTO-
pPOM MpeXKae MHOTMe BUAEAN KOPOJA, BOODLLE BbIBEAEH M3 Kpyra /vl
YyNpPaBAAOLLMX rOCyaapCTBOM.

BECTEPOC — 3/1bCMHOP BE3 TAMJIETA

CTpoeHue «MUrpbl NpecTosioB» BMOAHE 3aKOHOMEPHO BOCXOAMT K
LWekcnupy. OT XPOHUK 346Cb — MHOFOGUIYPHOCTb MOAUTUYECKMX Ne-
puneTuii U cama Tema HeuctoBol 6opbbbl 3a BnacTb. (HecnyyaliHo us
CaMMX LUEKCTIMPOBCKMX XPOHWMK MOMYYMACA YCMELHbI MWUHU-cepUan
«MycTas KopoHa».) s COBPEMEHHOIO 3pUTen 3TO O4HA U3 CaMblX BO-
¥OENEeHHbIX Tem, cBoero poga «GaHTOMHbIN MHTepec» BGONbLUMHCTBA,
NOSIHOCTbIO OTOPBAHHOIO OT B/IacTU, Tem bosee noanTuyeckoin. Uckyc-
CTBO Aa€eT BO3MOXHOCTb NpUOBLWMTBCA K npobnemam BAacTU BUPTY-
aNbHO, KOMMNeHcUpya AedUUNT STON NPUOBLLEHHOCTU B peanbHOM aen-
CTBUTENbHOCTU. UK e yBUAETb B KOHPAUKTAX cepuana bonee apkue
N 3pdeKTHble TEHN BCE TEX XKE YXKACOB, C KOTOPbIMU KaXKAbli MOMET
CTO/IKHYTbCA B KaKOM-N1MH0 nokanbHOM cooblectse, byab To npodec-
CMOHaNbHAA Kopropauusa uan HeoduuManbHas «TycOBKa». Begb Tam
BCTpeYaeTca Bce TO e, yem nepenonHeH mup Cemun KoponescTts: Ko-
BAPCTBO, NOAOCTb, MPeAaTeNbCTBO, XMTPOCTb, MPOAANKHOCTD, KelaHue
NoAaBAATb, YHUKATb M YMHUTb PacrpaBy SOCTYMHbIMW CPeacTBaMM.

Ecnn J1. TMHCKMI B KayecTBe CBOEOOPasuA XPOHWUK OTMEYan WX
CBA3b C aKTyas/ibHbIMM NPO6EeMammn aHIIMMCKOTO HALLMOHAIbHOIO rocy-
OAPCTBA LUEKCNUPOBCKUX BpemeH [14, c. 126—127], TO Mbl MOXeM KOH-
CTaTUPOBATb, UTO B IMOXY IN10O6ANN3ALMM aKTyabHEE BCErO OKA3blBatOT-
ca npobnembl HagHauMoHaNbHbIe, NPo6aeMbl BCEro mupa, nepuneTmm
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MEXKIOCYLapPCTBEHHbIX OTHOLWEHUIN. Tak YTO B KaKOM-TO cMmbicie «Mrpa
NPecTos0B» — 3TO HalUW 3aBya/IMPOBAHHbIE XPOHUKK. C Apyroi cTopo-
Hbl, B HUX eCTb paHTaCTUYECKOE, CKa30YHOE, eCTb 3K30TUYECKME aHTYpa-
XM, 4TO BbINO XapaKTepHo Ans Tpareauii Lekcnupa, — UMEHHO NoTomy,
YTO 3TOT }KAHpP NPeTeHA0BaN Ha 06CYKAEHME BEYHbIX KOHPIMKTOB Yeso-
BEYECTBA, /IMLWb aKTya/IM3MPOBAHHbIX B ONpeaesieHHyo anoxy. Jlioboi
aHTYpaX 4/18 TaKMX KOHOAMKTOB — abCcTpakums.

Ecnn cmoTtpeTb Ha «Urpy NpecTosioB» CKBO3b LUEKCMMPOBCKOE, TO
COBEPLIEHHO OYEBUAHO TArOTEHME «MarmMcTpanbHOro CloMKeTa» K apa-
Me «COCTOAHMA MMpa», Kak cKasan Obl MuHckmin [14, c. 270]. OgHako
3TO MMEHHO COLMaNbHasA Apama C OTKPbITbIM PUHANOM, a He Tpareams.
M npu BCEM HaMuMK pAAA LWEKCMTMPOBCKMX MOTMBOB, KOTOPbIE Mbl Bpe-
MS OT BPEMEHM byaem oTmevaTb, — 3TO OTHIOAb He LLlekcnup. loBops o
CBA3AX CEpUAa C LEKCMMPOBCKOM ApamaTyprueis, Mbl He CKAOHHbI Npe-
YyBENNYMBATb UX BHYTPEHHIO COOTHECEHHOCTb (KoTopan Booble YacTo
BCTPEYaeTca B 3anagHOM KMHOMCKYCCTBE, CLLeHapUCTbl KOTOPOTo MOCTH-
rasau asbl pemecna, B TOM YMc/e C NOMOLLbIo U3ydeHus Lekcnupa n Mo-
nbepa). Onyckato npobaemy macluTabHOCTU TaNaHTOB U Tem 6osee pas-
HuuUy ¢popmatos. Ecnm 6bl LLlekcnvpa 3acTaBMAM BasTb CHOXKET HAa MHOTO
CE30HOB, ero HenpeB3oMAEeHHbIN Aap ApamaTypra Toxe gan bbl cobon.

[NaBHbIA BONPOC B APYrom — novyemy BoobLie H1 0HO camoe yaau-
HOe 3KpaHHOe Npou3BeaeHune, TATOTelolee K WEKCNMPOBCKOMY BUae-
HUIO «BbIBUXHYTOTO BPEMEHU», HE MOAHMMAETCA A0 LIEKCNUPOBCKUX
BbICOT, YTO NOAPA3yMeBasio bbl cO34aHMe rpaHAMO3HOro repos. NMovyemy,
npv Bcem 0BWUIMM APKMX NEepPCoHaXKen, HeTy B «Mrpe npectosioB» mac-
wrabHoro repos Tuna lamneta, Otenno nav Kopons Minpa?

[axe B KeHLMHaX WeKCNMPOBCKNE TEHU OLLYTUMbI cunbHee. Cep-
cea (/luHa Xmuam) B 4eM-TO NPOAO/KAET IMHUIO obpasa fegn Makbet
— YC/IOBHO roBops, 310 egn MakbeT B Apyrux npeasioxKeHHbIX 06cTos-
TeNbCTBaX, KOr4a Hafo He 3aBOEBbLIBATb B/IACTb, @ YAEPKMBATb ee. Apbs
(Me#cu Yunbamc) Taut B cebe BeYHO HEMOKOPHYIO U HEMOAYMHSAIOLLYIO-
cs aTnkeTy Kopaenuio. A B ee duHanbHOM peLleHnn yexaTb U3 Bectepo-
ca 6pe3KnT 3xo No3nuumn Kopona Jimpa
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Ho HeTt cerogHs Bepbl B TO, 4TO /t06OBb — 3TO CBOEro Poga Koc-
MOC, Y MOTOMY, €C/IN KTO-TO KOro-TO Pas/ntobuT, TO HaCTyNUT Xaoc, Kak
Bblpaxkanca OTenno. Xaoc He HacTynuT, Tak Kak Nt0boBb NpeBpaTuaach B
3/1IEMEHT «IMYHOM XKU3HWU» U YyTPaTMUAA CTaTyC CaMOro Ba*KHOro, Camoro
BO3BbILIEHHOTO Ye/I0BEYECKOro YyBCTBa, OpraHusytowero bbitne. MoaTo-
My HeBO3MOXKeH OTenno.

Mpour3oLwia nparmaTnM3aums reponyecKkoro, U HeT Bepbl B YE/IOBEKA,
KOTOPbIA MOKET AONTO XUTb CTPagaHMEM MO NOBOAY HU3KOWM CYLLHOCTH
Ye/IoBEYECKOro 06LLECTBa B LE/IOM, XKUTb NpeabaBieHMem 3ToOMy obLe-
CTBY MPETEeH3U U AeMOHCTpaumein cobcTBEHHON ONMNO3ULMOHHOCTN —
MPOCTO TaK, a He U3 }KeNaHUs BO3rNaBUTb 3TO THycHoe obuiectso. Moatomy
HeBo3MmoxeH Koposb Jlnp. Bece, gaxe camble CKaHAA/IbHbIE MEPCOHAXKM
«Wrpbl NPecTonoB» CTPEMATCA K YEMY-TO KOHKPETHOMY, NMPaKTUYECKoMY,
a He K BbIIBNIEHMIO AyXOBHO-3TMYECKOrO HYTpa coLMyma.

A eule — HeT 6bosiee B UCKyCCTBE Bepbl B CUHTETUUYECKOTO reposi, Ko-
TOPbIN OAHOBPEMEHHO MOXKET ObiTb PUNOCOPOM, BOUHOM, apTUCTUYe-
CKOM JINYHOCTbBIO M MPY 3TOM MONOABIM YE/I0BEKOM, KaKUM Bbin NPUHL,
Famner. A>koHa CHOy 04eBMAHO POAHMUT C FaMNeToM CTpeM/IEHME K CTpa-
Bea/MBOCTU. OH TOXKe TATOTEeET K CMACeHMIO MMUPA U XKUBET HEKOEW MUC-
cuent. OH ToXKe He anyeH. Ero Toxe He MHTepecyeT BNacTb-TPOH. OH He
MOMET MNOCTaBUTb YYBCTBO /ItOBBU B LLEHTP U KUTb MM, KOrAa KpYyrom Bce
pywmnTca. A BEpHYBLINCb M3 MEPTBbIX, OH TOBOPUT TO, YTO, CKOPEE BCETO,
CKasan bbl Ha ero mecTte fameT, COMHeBaBLLMIACA BOODLLE B yCTpoOMCTBE
«TOro cBeta»: «Tam Hu4yero HeT». (KOCBEHHO Hally MbIC/1b O HEPEeUrMos-
HocTM CHOy, HECMOTPSA Ha Hanuuue napannenen c cyabbon Xpucra, noa-
TBEPXKAAET B cBoei cTaTbe AHMHA ConpgaTkuHa [15, c. 195].)

Ho Ha aTom yepTbl cxoacTBa FamneTta n CHOy 3aKaHYMBaAOTCA.

Ecnn FamneT BMAMT M 3HAET BCIO YEPHYI CYWHOCTb INbCUHOPA,
npebbiBas B NepMaHeHTHOM pedaekcumn ob 3Tom, a ero Tparmyeckoe co-
3HaHMe «KaK b6bl aBTOHOMHO OT AeNCTBMA», KaK TOYHO nogmetun MuH-
ckui [14, c. 130], AkoH CHoy BOOOLLE He CK/IOHEH AymaTb U 3HaTb. Ka-
KOe OHO, Ye/I0BEeYEeCTBO, — 3TO KaK Obl He ero Aeno. Y Takoro repos He
MOMET ObITb «Tpareamn 3HaHUA KU3HU» [14, c. 127], oH He no3BonseT
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cebe 3aHMMaTbCA OLLEHKOM M TEM Nayve OCYKAEHUEM COLMYMa U Yeno-
BeyecTBa. Tem 6osiee He ero 3afaya BblpaxKaTb 3HAEMOE W NMOHMMaemoe
B MPOCTPaHHbIX peyax. Torga ero TyT e 3anucanu bbl B CTapOMOAHbIe
pe3oHepbl. Paccy:kaaTb Bcepbes U KPUTUKOBATb BCEPbE3 MUP YCTamM
reposn-BOMHA OKa3anoCb HEe MPUHATO M NOYTU HenpuanyHo. K Tomy ke
COBPEMEHHbIE CEPUAJIbI UCXOLAT U3 TOTO, YTO LUMPOKAA ayaAnTOpUA CKen-
TUYECKM OTHOCUTCA K AIMHHBIM YMHbIM MOHO/IOTaM.

[ymaTb, paccyKaaTb B Kagpe MOXKHO, NUllb ecan Aenatb 310 3¢-
GEKTHO M OTCTPAHEHHO, TO ecTb C BPOCKMMMU, LUMHUYHBIMU adopu3ma-
MW. ITO QYHKUUA MHTENNEKTYaNIbHbIX NEPCOHaXKel. A OHM, KaK cuuTa-
€T COBPeMEeHHOe UCKYCCTBO, HE MOTYT ObITb MO COBMECTUTE/ILCTBY eLLle
W FPO3HbIMKW BOAKAMM, A ellle U CaMOOTBEPKEHHbIMU PaseTensamm 3a
6narononyyue Bcero yenoseyectsa. Mx yaen — nparmaTusm, sTuyeckan
WCMOPYEHHOCTb M YTPAYeHHasA MOOAOCTb.

BoT 1 nonyyaetcs, 4To Bectepoc — 310 o4eHb 60/1bLION IbCUMHOP,
HO TonMbKo 6e3 MamneTta. U B aToM 06pa3 mmpa CKopee MOCTLEKCNU-
POBCKUIN, MOXOXWUIM Ha MpayHblii MUp y ApamaTtypros [KoHa YsbcTe-
pa, ®peHcuca bomoHTa, OKoHa Pnetyepa, TPAANLMOHHO MMEHYEMbIX
MAaaWmmMn cospeMeHHnKkamu LLekcnupa.

HblHelWwHee OTCYTCTBME BEPbl B C/IOXKHOTO, AaXKe YHUBEPCANbHOTO
repoa — oTobparKeHWe NParmaTM3aLMu U CYXKEHWA B3rA4a Ha /nu-
HOCTb B MOCTPeHeccaHcHble BpemeHa. OHO 3amneyaT/nienochb U B cucTeme
amnya, He ycTapeBLUen A0 N3BECTHOW CTEMNeHUN B MONYASPHOW KynbType
BN10Tb A0 Havana XXI seka. JyxoH CHoy — BOuH 6e3 cTpaxa u ynpeka,
6eCKOPbICTHbIN YeCTHbIN YenoseK. CTano 6biTb, OH HE MOXKET FrOBOPUTb
KaK YMHbI/, 06pa3oBaHHbIi, CI0KHO M TOHKO MbICAALLMI CyOBEKT. OH
[O/KeH BbITb HEMHOTFOC/IOBEH, MY JIy4LUE KUTb HeYIeHOPa3aebHbIMU
OYWEeBHbIMW ABUKEHUAMM, HO He uUrpaTb B 6e3ymua. Mo ctuato nose-
LEHUA OH aHTUramMIeTUYeH M faxe CKydeH. [o3ToMmy TaK BarKHa «pas-
B/IEKAIOLAA» [EeKOPaTUBHOCTb BHeWHOCTU [xoHa CHoy (Kut XapwuHr-
TOH), «MWNOBUAHOFO BUKTUMHO-U3ALLHOFO IOHOLWW TOFO TUNA, KOTOPbIV
HPaBUTCA AEBOYKAM-MIOAPOCTKAM...», NO BbiparkeHno Mapuu Mpadosoit
[16, c. 58]. He 6yab CHOY cTONb KyApAB U KPAacuB, OH, ObITb MOXKET, U He
CHWCKan bbl TaKyto N1tl060Bb MHOTOMWIZIMOHHOM ayaUTOPUN.
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PelleHHbIM KaK BbICOKO HPABCTBEHHbIA U CAMOOTBEPIKEHHbIN Te-
poii, 6onblue AeNCTBYIOWNMN, YemM AyMalolWmin, Tem He meHee, [KOH
CHoy npeacTaBaseT yHMKanabHyto nosuumto B Cemu Koponescteax. BHy-
TPEHHE OH He C/IYXKUT HUKOMY, IMYHaA NPeaaHHOCTb — HE ero pesiurus.
N noatomy npu 60nblLION HEOOXOAMMOCTU OH MOXKET, BOMPEKM BCEMY,
ybutb noboro. I motmsaumel byaeT BbiCOKas uaes, obuiee cnaceHue,
6.1aro uav cnpasea/ivBoe Bo3mesgme. 3a 3To NParMaTUYHbIA U STUYECKU
ambunBaneHTHbIN TMPUOH BbiIBOAUT [KkoHa CHOy M3 MO/IMTUYECKOW UTPbI.
Kak ckaszan 6bl ucTopuk JleB fymunes, TaKoro pbiLapsa NpocTo Heobxoau-
MO CMNaBuUTb Kyaa-HMbyab noganblie oT uMBMAM3aUuMK. Ho He noTtomy,
YTO OH C/IMLLKOM MAaCCMOHapeH, a NOTOMY, YTO CAULLKOM PafMKaneH u
HaZA/IMYHOCTEH B CBOEM rymaHu3ame. Paau Byayuiero Yesnoseyectsa OH
rOTOB MOCTYNUTLCA KM3HbIO It06Or0 KOHKPETHOTO U e4UHUYHOTO Yesio-
BEKa, eC/1M 3TOT Ye/I0BEK NPeACTaBAAeT yrpo3y Ans Bcex. Kak oTHocuTbeA
K 3TOI NO3MUMK, CEPUA, TIOXOXKE, HE NPeACTaBAAET, YTo AefaeT nepco-
HaKa He BNOoAHe «0COYUHEHHbIM.

CHoy 6bin cnocobeH BNyCcTUTb OpaBy oauyanbix 3a CTeHy, BONpeku
HECOrIaCMI0 MHOTUX JIYYLUMX U @aBTOPUTETHbIX BOMHOB. OH Obl/1 rOTOB ne-
pecTaTb AeNUTb N0AEN Ha UMBUAN30BAHHBIX M HELMBUIN30BAHHBIX, OH
BUZEN, UTO IIaBHOE U HEMPE/OXKHOE eNeHNe — Ha XUBbIX U HEXUTb. 3a
3TOT NYMaHW3M U 4a/IbHOBUAHOCTb OH 6bl1 KONIEKTUBHO YO UT. A Byayun
BOCKpeLleH, OKa3ascsa cnocobeH ybuTb N06MMYI0 XKEeHLIMHY — CHOBa U3
nto68um K yenosedectsy. Ho [IxkoH CHOy — OAMH TaKo, No BUAYy — Yeso-
BEK Meya, B Aiylle — C/IULIKOM OTBJ€YEHHO MbICAALLMIA NOCTUHANBUAY-
anucT-pagukan. HMKTo, Kpome Hero, 11060BbIO K YeN0BEYECTBY B LLIE/IOM
He OTArOLLEH.

Cyas no Bcemy, nonaras [xkoHa CHoy abCo/IIOTHO NONOMKUTE/IbHbLIM,
a He ambuBaNIEHTHbIM repoeM, CepMan 3a4aeT U 3puTeNto onpeaeneH-
HbI paKypc BMAEHUA Mmupa. HekoTopble AypHble ero 3aKoHbl pacLeHu-
BAOTCA CEPMANIOM KaK 6e3anbTepHaTMBHbIE, M PBaTb HA cebe BOOChI 13-
3a 3TOrO 3puUTesiel He NPU3bIBALOT.
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4YTO Mbl TOBOPUM BOTI'Y MUTOCEPONA? — «HE CEFTOAOHA!»

MpeanoskeHne UHTENNEKTyabHOro Tonctaka Cama (AxoH bpaanu-
YacT) o0 Bceobwmx Bbibopax ¢ Tpeckom nposanusaeTcs. HeTy B «Urpe
MPecTosioB» HUKAKOM Bepbl B AEMOKPATUIO KaK pEHOMEH KOJINEKTUB-
HOFO YNpaBAEeHUSA, C y4acTMem BONbLIKNX YeNOBEYECKUX MAcC. PeanbHblit
WHCTUTYT, TOBOPUT CEPUAJ, — 3TO OJIMTAPXU3M C/I0XKHO AYMAtOLLUX JTtO-
OeW, cnocobHbIX KOHTPONMpPOBaTb cebsa, AT HA KOMMPOMMUCChI U A0-
roBapvBaTbCa APYr ¢ gpyrom. MogpasymeBaeTcs, YTO HacTOALW AN BAACTb
HE MOMKET TeM CaMbiM He OnMpaTbca Ha 6onblon KanuTtan [4], n noto-
My BCe Te, KTO UM He obnagaeTt, BoobLie He y4yacTBytoT B UCKyccun ob
ynpaBaeHMn. MeHbLINHCTBO MOXeT 6biTb GUHAHCOBO COCTOATENbHBIM U
«NPOABUMHYTbIM» HACTO/IbKO, YTOObI AENCTBUTE/IbHO NOATANKMBATb MUP
snepes. bonblWMHCTBO — HeT. He HaZlo ero NoAnycKaTtb K NOAUTUKE, ro-
BOPWUT cepuan.

Tonna cnoco6Ha 6bITb MO0 KePTBOI, KaK B NpeanociegHen cepun,
NMBO — KONNEKTUBHbIM Be3HaKa3aHHbIM UCTA3aTeNnem 1 ybuiuen, Kak
apMuA JOTPAKUINLLEB UM KK TOPOXKAHE CTONNLLbI, TYMUBLLUMECA Hag, ro-
noii Cepceeit, nayuei Kk KpacHomy 3aMKy B KOHLLE NATOro ce3oHa. B cea-
31 C YeM OYeHb TOYHO CHOPMYNMPOBAN MbiC/b 06 OTCyTCTBMU B «Urpe
npectonos» obpasa Hapoaa Puuapg TemnsucT: «“Hapoa” 6bin npuagy-
MmaH lepaepom, To ecTb 310 XVIII Bek. Touyka oTcyeTa, OT KOTOPOI pas-
BMBAETCA CIOXKET, OTCbINAET HAC B COBEPLUEHHO MHOW, LOUCTOPUYECKUI,
BO BCAKOM C/ly4ae, OCOBPEMEHHbIV nepuog. MosTomy Hapoaa Tam aen-
CTBUTENbHO HeT» [17, c. 250]. dopmanbHO BO BpemeHH'blx KoopAauHaTax
Cemu KoponeBcTe Hapoaa M Haumit «elle HeT» — HO TaKoBa CUTyauuma
NOTOMY, YTO A/17 MHOTUX HaLIMX COBPEMEHHUKOB, ana [xxopaka Map-
TUHA U co3aaTenelt cepnana, Hapoaa U HaLMM KYXKe HET» — 3TO HEeaKTy-
aNbHble KaTeropuu, Bepa B HUX CErofHs CTpemuTenbHo ciabeer.

OuyeHb NOKa3aTENbHO, YTO JIyYLLME M3 YHLIUX He B3AU Ha ceba oT-
BETCTBEHHOCTb 32 HECOCTOABLIEECA «3TMYeCKoe BocnutaHue» [elieHe-
puc. TMpuMoH npomamana napy epas o Tom, 4To Ux ofobpeHne KasHen,
TBOPMMbIX B Pa3HbIx 061acTax, CO34a/10 Y KOPONEBbI APAKOHOB OLyLe-
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Hue cobcTBeHHOM Henorpewnmoctu. Ho OxkoH CHoy Aarke He nonbiTan-
€A NOAAEpPXKaTb 3TOT PAa3roBOP U MOKAATLCA C/IEA0M.

O4HUM CNOBOM, 3/1MTA TaK M HE 0CO3HaNa BCEpbe3 CBOE YyA0BMLL-
HOE OTHOLLEHME K YYXKOI ¥KU3HU, He NoaBeprna KPUTUKE CBOK J10A/b-
HOCTb K NpaBy OTHMMaTb *KM3Hb. HanpoTMB, ¢ NOMOLLbIO NociegHero
ybwuiicTBa, coBepweHHoro CHOy, noATBepAW/Iacb aKTyalbHOCTb BCErO
KOMMAEKCA HAaCUIMA KaK Hanbosiee feNCTBEHHON Mepbl MO U3MEHEHMIO
KapTUHbI mupa.

TaK YTO MMP CHOBA MOYTM HUYEMY He Hay4dmcA. M 3TO CTUXMIHbBIN
NenTMOTMB BCEM UCTOPUM. Beab BCe HAYMHANOCH HE TOMIbKO C XKECTOKO-
CTW 3aBeA0MbIX 3/104e€eB JIAaHHUCTEPOB, HO U C }KECTOKOCTU «XOPOLLUEro»
Hena CtapKa, KOTOpbIA Ka3HMA YenoBeKa, NMOCMEBLUETO Ae3epTUPOBATb
13 Ho4yHOro Ao3opa No 3KCTPaopAMHaAPHOM NPUYMHE, B CYyTb KOTOPOW
XpaHutenb CeBepa He BHUKHY/, OTMAxHYBLUUCb OT U3BECTUA O Besbix Xo-
[OKax (KoTopble B NocneAHeM Ce30He YyTb He UCTpebunm Bce Yyenosede-
cTB0). MHbIMK cnoBamu, 6naropogHeiwnini Hag CTapK OTHAN XU3Hb Mo-
TOMY, YTO TaK NPUHATO, HE MPOABMB HU MUNOCEPANA, HU NOAUTUYECKOM
[Aa/IbHO30PKOCTU. BCKope OH cornacuica ¢ HeobXoaMMOCTbIO YOUTb oa-
HOro M3 CBOMX NHOBMMbIX NHOTOBOJIKOB — MO HecnpaBeaMBoMy Tpebo-
BaHWt0 KoposieBbl Cepcen. MNosen oH ceba NpUMeEPHO KaK TypreHeBCKUit
lepacum, HO TOT Bbln KpenocTHbIM, a Hag Ctapk — XpaHutenem CeBepa.
He ycnen ero apyr, koponb Cemun KoponeBscTs, UCNYCTUTb AyX, 3aBeLLaB
Hagy 3awumiaTb ceomx geten, Hag Ctapk Hapywumn a1y Knatey. OH cae-
N1an 370 M3 BnarMx HamepeHuit, HO TO OblNa TOXKe KAATBA, 3a HapyLeHne
KaKOBOW OH Cam HeZaBHO OCYLLECTB/IA/ Ka3Hb.

MHbIMM cnoBamu, B Hauasie COObITUIM NEPBOro CE30HA NIEXKA/IM HEBEP-
Hble NOCTYNKM, HEOAHOKPATHOE «OCTynaHne» 61aropoHOro repos, BCKo-
pe 6e3KanocTHO KasHeHHOro Heapyramu. B cepeanHe MHOroCe3oHHOTO
NOBECTBOBAHMUA NPOUCXOSAT KECTOKMNE Ka3HU, TBOpuMble CHOy B YepHOM
3amKe Npwv pacnpaBe C 3aroBOPLLMKAMM, CPeam KOTopbIX Oblil pebeHoK.
A B BOCbMOM ce30He nopa Bapuc (KoHnet Xunn), obeyaatowmin ¢ Tu-
PUOHOM NPeAnoYTUTENBHOCTL BO3BeAEHUA Ha HKenesHblil TpoH He [el-
eHepuc, Ho bonee yenosekontobusoro CHoy, aeT NOHATb B3rNAAOM, YTO
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npwu ycnexe AaHHOTO 3ambic/ia [elieHepuc npuaeTtca ycTpaHuTto. Bekope
cam Bapuc npeBpatunTca B nenen oT nnameHu ApakoHa [lefteHepuc, HO o
3TOr0 COBETHMK MIaHWPyeT OTpaBJeHUE CBOE Koponesbl. Beakas xepT-
BEHHOCTb 3/1€Cb OTHOCUTE/IbHA U CUTyaTUBHa. B cBoe Bpems TMPUOH cTan
ybuiuen oTua — HO NpeaBapUTENbHO TOT OTAA/ NPUKA3 O KazHW TupuoHa
3a NpecTynaeHne, KOTOPOro TOT He cosepluan. U Tak ganee.

Kaxgbli B 3TOM MUpe NOTEHUMANbHO He TO/IbKO KepTea, HO U Na-
Nnay. He TonbKo Nanay, HO 1 »KepTBa. Tem cambiM MOYTU BCE KAKHOYEBbIE
duUrypbl UCTOPMK NOBA3aHbI 06LLEN CUCTEMOW LEHHOCTEN U HPABOB, NPU-
HUMAIOT OHM 3TO UM MbITAKOTCA MbICIUTL cebs onnosuumoHepamu. (TyT
CHOBa OLLYLLAIOTCA TPAAULMM LLIEKCMPOBCKONO BUAEHWUA INbCUHOPA KaK
MWpPa, B KOTOPOM HEBO3MOXKHO OCTaTbCA HE 3aNOpPYEHHbIM CTPALIHbBIMM
HpaBamM, HEYBaXKEHNEM K CMEPTHU, KECTOKOWN UIPOBOMN CTUXUEN, NPpUMe-
HAEMOW Oaneko He TonbKo Mamnetom. fepoit nbecbl cobupanca spaye-
BaTb «BbIBUXHYTbIN CycTaB BPEeMeHW», OHAKO CaM OH TOXe OKa3blBasca
4aCcTbtO 3TOrO BbIBMXA, NPEBPALLAACH B NMPAMOrO U KOCBEHHOIO youiLy.)

OAMH U3 KM3HeyTBepKAaloLWmX «cnoraHos» B mupe Cemu Kopo-
NIEBCTB XOPOLIO ycBOWANa toHaA ApbfA OT cBoero AobsectHoro yyuTens
¢dexToBaHuA: «4YTO Mbl roBopum 6ory cmeptn? — He cerogHsa!». JTa
BLOXHOBAAWOWAA dopMyna NpUAAET CUNbl TEPOUHE B IKCTPAOPAMUHAp-
Hble MOMeHTbl. Ho no 6yaHam BecTepoc KMBET ApYyron HemspeuyeHHOoM
UCTUHOWM: «4TO Mbl roBOpUM b6ory mmnnocepgma? — He cerogHa!»

[Oenerepuc (3munuma Knapk) roBopmia o CBOEM KeNaHUM KCNOMATb
KONeco» — umen B BUAY Koaeco BNacTu. TpagMLMOHHbIA MOTUB Kosleca
$OPTYHbI TEM CaMbIM NMPUMEHAETCA B OCHOBHOM K MOJIMTUYECKOM 3/IMTe.
Cnomatb «KoNeco» HAKOMY He yaanoch. Moayuymnocb Anllb BPYYUTb €ro
AN «PYNEHUA» TOMY, KTO NMOKA HW Pasy He KPYMaAHys1 3TO KONEeco Kaknm-
HWBYAb KpoBaBbiM 06pasom.

BUTBA 3A BbIXXMBAHWE — FrEPONYECKAA MHTEPMEONA

Ho npexage 4yem Mup WarHeT snepeq, B anNoxy NOJNTUKA m,a,eﬁ, He
3aMO/INB N OaXe He ycneB OCO3HaTb CBOMUX rnobanbHbIX rpexos, 6yp,eT
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HOECKOHEYHO TAaPMOHMYHAA TPETbA CEepws, KOrga NpPoOMCXO4uUT peluato-
was butsa nogen ¢ apmuelt Kopons Houn. HuKakux 6atanbHbIX KpacoT
M BooOLE MOHYMEHTanbHOM 6aTanbHOCTU. KnoykoBaTble Kagpbl. Cym-
OYpPHbIN MOHTaX C NPOBUCAHUAMMU U CYMATULEN. PUTM npepbIBUCTOrO
nynbca. TeMHaa TyMaHHaA MycToTa, HanpPsXeHHOe OXMAaHME WU yXKac
0Ee30PMEHTUPOBAHHbBIX CMEPTHbIX, HA CTEHE /1N, B KpunTte aun. OwylieHne
cobcTBeHHOW Becnone3HocTM y CaHCbl U paga APYIUX KAtoYeBbix ouryp
Bcel uctopuun. Marus sonwebHuubl MenncaHgpbl (Kapuc BaH XayteH) —
cpabaTbiBatoLLaa TONbKO NOC/e 6eCCYETHbIX 3aKINHAHUIA, NepexoaaLLmx
B OTYAAHHYIO MOJIbOY, HO OTTAINMBAIOLWAA HOBOE HACTyN/ieHne b6enbix Xo-
[OKOB BCEro-TO Ha HECKOJ/IbKO MUHYT. HMKaKoro HeybeauTeibHOro Kpa-
CMBOTO repomsma TeX, KTO Ha Hero He cnocobeH Mo CKaagy XapakTepa.
B:kaBwuniica B cTeHy lNec, BNaBWMit B NPOCTPaLMIO OT CO3HAHUA HEBO3-
MOHOCTM MOJIHOLEHHOIO CPAXKEHWUA C OpAoM HEXUTU. Cam, ByKBasIbHO
ApanatoLwmin ot 6enbix XoA0KoB Mo nonto 6oa. YoeauTenbHbIN reponsm
Tex, KTo 6e3 Hero cebs He mbicanT. ManeHbKkaa nean MOPMOHT, U3 no-
CNefHUX CUA BOH3aK0LLAA KMHXKaN B BE/IMKaHA-HeNto4a, NoKa XPycTAT ee
KOCTU, CXMMAEMbIE €ro pydnLLEeN.

My3biKa (KomnosuTtop PamuH [xkaBagm), 3amosikatoLwaa U Bo3spa-
LWAOLWAACA KaK NocneaHue, ¢ TPYAOM cobpaHHble Kanau YesoBevecKkom
SHEPrMM U KPOBMU, MyYUTENbHbIE AYLWEBHblE ABUMEHWUSA WUCCAKAOLWMX
cun YenoseyecTBa. My3blKa, nepegaolLan pusnyeckoe nepexmBaHme
He OTAAa/IeHHOW MepcrneKTUBbl TMbenun, Ho HEeMPEeNoXKHOCTU CUIOMUHYT-
HOTO, Yy¥Ke TBOPALLErocs NoJIHOTo NcTpebieHnsa. Mysbika, Bblparkatowas
b6e3mATerKHY0 yBepeHHocTb Kopons Houn B cBOElM NOYTU HacTynusLien
nobepe. MpurnylweHHoble, Kak bbl ynbiBatloLwue BAa b 3BYKU CPAXKEHMUS,
CNOBHO C/bIWMMbIE YMUPAIOLLMM Ye/10BEYECKMM CO3HAHUEM.

beccnoBecHOCTb, 6ECKOHTAKTHOCTb, Beccunue... OTCyTCTBME NOABK-
ros y xoHa CHoy. becnone3HocTb ApakoHoB. [eeHepunc u KoH cenn
HA HUX M B3MbI/IM BBbICb, HO CAENATb TOJIKOM HUYEro oTTyAa He MOIu,
Cparkanncb CO CHEXHOW bypei, oTopBaHHble OT 6UTBbLI. M BOT 06a gpa-
KOHa 6eCcnoMOLLHO TPEMbIXAtOTCA B CHEXKHOM HOYHOM noaHebecbe, Kak
6e306ugHble nepHaTble...
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MpaK, TULIMHA U MONYaHWE ONPEeAenAlT 3Ty KYJAbMUHALMOHHYIO
B6UTBY, CHATYIO C MAaKCMMabHO BO3MOXHbIM YXOA0M OT NOCTaHOBOYHO-
CTN ronnmnsByackmux baokbactepoB. B cBoei BbICOKON KMHemaTorpapuu-
HOCTU cepusa TArOTEET K CTUAUCTUKE, KOTOPYIO MOXKHO 0603HAUYNTL Kak
HOYHOM MMMNPECCUOHU3M.

MosasneHune Apbu 13 ToMbl U youinctso Koponsa Houu BbirnaauT He
3aKOHOMepHOM nobefoi, HO OTYAsHHbIM, MOYTU HE3aMEeTHbIM, CyAo-
POXKHbIM }ECTOM. ITO BE3eHMe C/ly4allHoe — B TOM CMbIC/Ie, YTO €ro
baKT He B cMax OTMEHWUTb BbICOKO BEPOATHOCTU MOJIHOTO YHUUTOMKeE-
HWA BCEro Ye/I0BEYECKOTO.

BbIxKMBaHWe cerogHs BoobLLe BOIHYET KMHO DoAblie, HEXeNun Ka-
KoW-nnbo Tpuymao. U 3aeco, B TpeTben cepum, cnyvaetca nobeaa, KoTto-
pasa ganacb YyAoM W He anaeTca Tpuymobom. Bce MHTOHAUMM TpUym-
¢daTopcTBa, CTO/b TPAAULMOHHBIE U OXMAaemble B nofobHoro popaa
Meraclo¥eTax, BblYMLLEHbl U3 3KPaHHOM maTepun. HuKakol andopuu,
HWKaKOW PafoCTH, HUKAKOro 061eryeHns 1 yMMpPOTBOPEHUA — HU Ha ce-
KYHAOY 9KPaHHOro BPeMEHMU.

Ceputo BeHYaeT He nepexunsaHue $akTa cnaceHus, HO 0CO3HaHWe
HEBOCMO/IHMMOCTM yTPaT. B 3TOM rope Kaxkablit 04MHOK U man. U TonbKo
YKEeCT OrPOMHOTO PaKOHa, HaKPbIBatoLLEro CBOMM Kpblaiom [elieHepuc,
pblaatoLLyio Hag Tenom cupa [xopaxa (MeH MeH), u kak 6bl cosaatolue-
ro «KMBOW rPOT COCTPaAaHuA», cnocobeH nepeaaTb YyBCTBO eAUHEHUA
BCErO }KMBOrO — Ye/I0BEYECKOro, 3BEPMHONO M MarMyeckoro. 31o eau-
HeHWe He OTMeHAET HeobXxoaMMOoCTb L06POBOABHONM pacnaaThl 3a NPo-
Wwble NpecTynaeHua. *Kectokan, HO MHOTAA NOME3HAA CAYKUTENbHULA
Bnaabikn CBeTa cama NPeKpaTUT COBCTBEHHYIO U3Hb — 6e3 adpdeKTHO-
ro nagoca, 6e3 NnokasHHbIX NPOLLANbHbIX pedyeir, b6e3 coxkaneHua. Naa
Mo CHEXHOMY MOJIt0, OHA NPOCTO CHUMAET C LWeU U JaeT ynacTb mMaru-
YECKOMY OXKEPENbIO, XPaHUMLLY SHEPrUM ee 3aTAHYBLUEroCs CyLLeCTBO-
BaHuWA. [IPOKOBLINAB ele HemHoro, MenucaHapa nagaetT U ocTaerca
NnexaTtb ankum Byropkom nocpenm nycrown. Het B 3ToM HM pagocTy
BO3ME34MA, HU MEeNIoAPaMaTUYECKOrO COXasleHUA, TO/IbKO OTOPOMb OT
NPOCTOTbI YXOAa U3 }KMU3HW 0bnagaTenieil CBepxyeioBe4ECKMMM BOSMOMK-
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HoCTAMMW. U OT BUAA TOTO, KaK Masio OCTAETCA OT Ye/IOBEKA M ero Mmaruu.

Cepvan NOKasblBAaeT OTCYTCTBME Yy /it04eN MOo3WLMKU X03sMHA Mo-
JNIOXKEHUS N HACNAXKAOEHWUS TPAaHAMO3HOW ApaMaTUYecKoM CUTyaumen ¢
BHATHbIMW AyLWEBHbIMU UMNYNbCaMU N 3IPPEKTHO CHATbIMM NoeanHKa-
MW. He MOXKeT 1 He JO/IKHO YenoBeYecTBO B INLE KNHOYEBbIX NEPCOHa-
el BeYyHO HacnaxgaTtbca cobol M NoaKoYaTb K 3TOMY HACTPOEHMIO
ayauTopuio. Cepusi OpraHW3oBaHa OLLYLWEHWEM TOro, YTO OMaCHOCTb
rmbenn YyenoseyecTsa — He XKaHPOBaA MPUAYMKA, HO peanbHas onac-
HOCTb, U OHa B 060N MOMEHT MOKEeT CHOBa 3asBUTb 0 cebe. Jlnwb ee
BUA M cyBbeKTbl HaTUCKa Ha MUp ftogen 3aecb ¢paHTacTMuHbI. M napa-
[OKca/ibHbIM 06pa3om BCe-TaKu 3TO camas CYacTIMBas OMacHocCTb, 60-
peHMe C KOTOPOW ecTb KPaTKOBPEMEHHAA NepeaplllKa B Yepeae pacnpas
Jto4ewn C NtoAbMU. B KOHTEKCTE MarmcTpasbHOro NOJANTUYECKOTO CHOXKETa
BOCbMOFO CE€30Ha TPETbA CEPUA — «TeponYecKan MHTepMeaUna» U J0XK-
HbI Xennu-aHg, NpeaBapstoWwmnii HOBYIO CTaAMIO YC/IOMKHEHUA HKUSHMU
obuecTsa.

KATACTPO®A MUPA CU/Tbl. B AYXE KJTEMCTA

Kak npusHasancs Oxeime (Hukonait Koctep-Bangay), ero mano
BOJIHYIOT KUTenn Bectepoca, ero 6ecnokout Tonbko cyabba Cepcen. Tak
MbIC/IUT He TONbKO OH. KaK BblAcHAeTcA, [leieHepuc mano BOJIHYIOT BO-
oblue Bce, ecnu cpeam HUx HeT MuccaHgen, — mup 6e3 Hee He LOCTOUH
munocepama. Cepran NoKasbiBaeT NPaKTMYECKM NosiHoe obecueHuBa-
HWE }KM3HW HEe3HAKOMOWM MAcCCbl, TO/IMbI, MHOXECTBa Ha GOHe OCTPOro
neperKMBaHUA LEHHOCTM XU3HM JOPOroro cyliectsa. J/1loabMn pyKoBO-
AT AyLWeBHble CTPACTU HA FPaHN MaHUK. JInyHble cuenneHus cyaeb Bos-
BOAATCA B BbICLUYHO LLEHHOCTb AaXe BOMNPEKM XKaXKAe BbIXKMBaHKUA. B aToM
ynTaeTca cBoeobpasHoOe CONPOTUBIEHME MANON 3HAYMMOCTU OTAE/bHO-
ro MHAMBWUAA, €r0 YYBCTB U €ro KU3HWU A4 60/1bWOoN NOANTUKK. TaKoB
n36MpaTenbHbii, TMBeNbHbIM T'YMaHU3M B MUPE CU/bl U HEHABUCTM.

Ecnu 6bl He kaxaa Mca (Popyn MaKKkaHH) NOKBUTATbLCA C 6paTom, OH
6bl Halwen cnocob ybuTb ero, He ybuean cebs, a He puHyAcA Obl BMecTe
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¢ Mperopom B nosbixatowwyto 6e3aHy. Ho TosibKo TaK lNec mor BbipasuTb
M McyepnaTb CBOK HeHaBMUCTb. Ecnn 6bl He cTpemneHune bbiTb ¢ Cepce-
el B MOMEHT CMepTe/IbHOW 0NacHOCTH, [XKelime MOr OCTaTbCA B KUBbIX.
Ho TonbKo ero npmxon B ropog U ux rubenb BaBoem nog, passaiMHamm
ABOPLA MOINN BbIPa3uTb ero NpuBA3aHHOCTb K cecTpe. Ecaun Bbl He ny-
6/1M4Has pacnpasa Hag MuccaHgeeld, [leieHepuc, CKopee BCEro, CMOr/a
6bl BOBPEMS OCTAaHOBUTbLCA, FOPOA He Bbin Obl pa3pyLLEH, a ero Xuteam
He 6b1n Bbl COXKMKEHbI, CaMa e KOpOosieBa APaKOHOB He Oblia bbl youTta
nobawmm ee xkoHom CHoy.

Koponesa Cepcesn noanucana cMepTHbIM Npurosop cebe 1 Bcem Xu-
TENAM CTONMUbI KadHbto MuccaHgeun (Hatanm dmMmaHyanb), egUHCTBEH-
HoOro Hactoswero apyra [AelieHepuc. C TOYKM 3peHMUA NOJUTUYECKOTO
packnaga, MuccaHgea — BCero-HaBcero nepesogunua, ¢GyHKUMA no-
CPeaHNYECTBa M CONPUCYTCTBUA CUIbHBIM MUPa cero. B obLem KoHTek-
cTe 60pbbbl 3a BAacTb MuccaHaes — eAUHCTBEHHAsA CBATasA: OHa He co-
BepLUnaa HX O4HOMO NPECTYNNEHMA, Y HEE HET HU CUJIbl, HU BNACTU, OHU
el He HyXHbl. [larke BO3MOMKHOCTbIO BAMAHWUA HA CUJIbHbIX MUPaA CEro
OHa He TewwT cebs B oTnume oT TupuoHa M Bapuca. OgHako cmepTb
6ecKkopbICTHOM MuccaHge — NOBOPOTHOE, KY/IbMUHALMOHHOE 3BEHO B
YU3HU KKOJIeca BAACTU».

Beab AeieHepuc Buant 8 MuccaHaee cebs, oANHOKYIO, INLLEHHYIO
POAHOro I0Ma U POAMHbI, — TONbKO 6e3 ApPaKOHOB, apMUKN U CBepXYe-
IOBEeYEeCKMX cBOMCTB. Apba, [KOH 1 cup [JaBoc B yXKace co3epLatoT To,
YTO OCTasocb oT KoponeBcKoW raBaHM — HeyTo Bpoae MNomnewn, KoTo-
pYyto Nocsie U3BePKEHWA BY/IKaHa eLLe 1M B3opBaau. M cHer foaroi 3umbl-
OMacHOCTU NepexoauT B JIeTAlOWMN 6enecbln nenen CropeBwmnx Ten u
cropesLieit uMBMAN3aUMKn. Bce 3To — MecTb 3a HEKyo NepeBoaymLy C
ocTpoBa Haata, To ecTb BO3me3aMe 3a NPMBbIYKY CUbl IYMUTbCA Hag,
€NabocCTblo, YKEHCTBEHHOCTbIO, 6€33aLUNTHOCTBIO U OANHOYECTBOM XKEH-
LWMHbI.

MoBeaeHMe KoponeBbl APAKOHOB, CTAHOBALLENCA NETAOWNM BYA-
KaHOM, BO MHOrom pudmyeTca ¢ noBegeHMem aMa3oHKK MeHTecuien B
O4HOMMEHHOW pomaHTUYecKol Tpareann feHpuxa ¢poH Kneiicta (1808).
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B3belueHHas Hecepbe3HbIM OTHOWEHMEM AXMia K ee lobBU U 0XKMaa-
HUIO YBAXKEHUA C €ro CTOPOHbI, MNeHTecnnena « ABUKETCA Ha Hero ¢ NoNYK-
LLLAaMW CNIOHOB, CNYCKAeT Ha Hero cBopy belleHblx cobak. OH pacTep3aH
B KN04Ybsl, a cama leHTecunes, KoTopaa He NOMHUT cebs, BMecTe C co-
H6akamu Tep3aeT Tesio Axunna», B KoToporo bbiia BatobneHa [18, c. 427].

Ob6esymesluan [leiieHepuc He MOXKET OCTaHOBWUTb CBOM aTaKy Ha
KoponeBsckyto [aBaHb, gaxe rotosyto caatbca. OHa CHOBA M CHOBA Mpo-
HOCUTCA Hafg NobexAeHHbIM FOPOAOM, POBHAA C 3eMJ/IEN TO MECTO, rae
He 3axoTeNn JoNYyCTUTb BEPOATHOCTU ee nobeabl, rae He BUAEN B HEM
OO0CTOMHOro NPOTMBHUKA, 3HAYUTE/IbHYIO NOAUTUYECKYIO duUrypy. XoTa 1
He B /Il0O0OBHOM H6OpPEHMM, @ B MPOTUBOCTOAHUN C APYroit KOponeBow,
JeneHepnc He MOXKET BbIHECTU TOTO, YTO ee caMy M ee Noapyry Morm
He NPUHUMATb BCEPbE3, YTO XKU3Hb MuccaHaen 6bi1a AULWb PasMeHHON
MOHeTOol n cumsosiom ee, [leiieHepuc, yassumoctn. Koponesa Cepces,
OnATb e roBops coBamun bepKoBcKoro o reposix Kneiicta, <BOMHCTBEH-
HOCTb MocymTana 61aXKbio... NErKOMbIC/IEHHO B3I/IAHYAA Ha nadoc cna-
60ro K paBeHCTBY, He MOXKesana NoHATb, YTO Mepes HeW CyluMe Bely,
UMetoLLMe rpo3Hbll Bec» [18, c. 427].

KapTuHa mupa B «Mrpe npectosioB» pudmyeTca ¢ KapTUHOW MUPa,
HaYepTaHHOM HEMELIKUM POMAHTUKOM: K MMEHHO B 3TOM Tparegumn Kneii-
CTa MMpP NPEeACTaB/IeH KaK F’MraHTCKaa MMNepus CU/bl, Kak apeHa cun, bec-
noLaHbIX ApYr K Apyry. PaBeHCTBO 3aK/i04aeTca B TOM, YTO BCAKOMY U
BCSIKOM 4,03BO/IEHO NPAKTUKOBaTb COBCTBEHHYIO CUNY <...> UAET 3BepuHas
KOHKYPEHUMS yHac/eA0BaHHbIX U 61aronprobpeTeHHbIX NPeNMYLLECTB,
arpeccuBHbIe MHCTUHKTbI 0OLWECTBa Y3aKOHEHDI, B JIIOAAX CKPbIIOCH BCe
NOACKOE, UM NPUCYLLEE, M HAa NOBEPXHOCTb *KU3HWU 6O/bLLIE HE BbIXOAUT»
[18, c. 422-423]. «Tpareana KnelictTa — npenyyBcTBME POMAHTUKAMM
TOro, 4To BOOOLLE B MMUPE, KaK OH AaH MM CErogHs, racHyT pasnnuus,
BCE MAET K CMepTn nogobHomy eguHoobpasuio» [18, c. 425]. Mpoucxo-
OWT CTPALWHOE «CIaXKMBaHWE Mona W NMooBbIX pasnnumnii» [18, c. 425].
B cywHocTH, BCe 3TM cnoBa bepKoBCKOro npumeHMmbl K mupy Bectepoca,
KaK byAaTo O HEM M HanucaHbl. My}XCKMe LEHHOCTU 34eCb LOMUHUPYIOT,
YKEHCKOe Hayano BbIHYKAEHO K HUM Npucnocabamnsatbes, 4To 60NbLINH-
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CTBO FePOMHb U AEeNaloT C PasHOM Josen ycnexa. MHOrne coBpeMeHHble
nccnefoBaTeny BUAAT B PA3BUTUN KEHCKOM TeMbl « Mrpbl npectonos» no-
3UTUBHBIN GaKT, NOKa3 TOTO, YTO KEHLLMHbI HAYMHAKOT UCXOAMTb U3 NPaBa
cobcTBeHHOro BbI6OpPa, Kak UM CTPOUTL CBOIO cyabby [3, c. 169]. OaHako
yCuneHue akTUBHOCTU M BOMHCTBEHHOCTU repPOUHb He NobyKaaeT obuie-
CTBO, NOKa3aHHOE B cepuale, yBaXaTb YbWU-TO KEHCTBEHHOCTb WU C/a-
60cTb. Tak 4TO 3aBOEBAHMA KEHLIMH-TePOUHb TOYHee ByaeT pacLeHnBaTb
KaK NpoAo/KeHne HepaspeLleHHbIX Npobnem, akTyanbHbIX Kak ana Cemu
KoponescTs, Tak M A1 COBPEMEHHOM AeNCTBUTENBHOCTHU.

META®U3NYECKUE KAHOAbI

YiKe BO BTOPOM MeEracloXeTe Hallero BpeMeHM YyBCTBYETCA ABHaA
06€eCrnoKoeHHOCTb aBTOPOB TEM, YTO MUP, KAKUM Obl OH HWU Bbln LUUBU-
JIM30BaHHbIM, C/IOXKHBIM U MHOTO06pPa3HbIM, NPOAOKAET HbITb OpraHu-
30BaH rpyboit cunoii. U mepoii BracTn ABASETCA CMNA, U Mepoit nNpasa
Ha ynpas/iieHNe — TOXe cuaa. ITa Ke yAPYYEHHOCTb NPOYUTLIBANACH U
8 uctopum o fappu MNotrepe, rae mup BonlwebHMKOB BbICTYNan, CKopee
BCero, Metapopoit coobLLecTBa AyMaloLWMX NIOAEN, K KOTOPbIM UMeEeT
CMbIC/ NPeAbABAATL BbICOKME TPeboBaHUA U Bo/bluMe NpeTeH3uKn. IToT
MUp, BKItOYas XOrsapTc U MUHUCTEPCTBO Maruu, Npu BCEX CBOWMX 3IKC-
TPaopAMHaApHbIX CBOMCTBAX, TaK U He BbIpaboTan HUKaKMX NPUHLMNOB,
CnocobHbIX MOMeLlaTb CAMOMY KEeCTOKOMY W BacTontobuBomy cylue-
CTBY NO/IY4YMTb BCIO BAACTb — BO BTOPOW pas, MOC/E YKe OAHAXKAb! nepe-
YKMTOrO OnbITa ero BouapeHus [19, c. 8-18].

Ha nytu K dmHany «Urpbl Npectonos» NpUHLMUMNMANBHO OTCYTCTBUE
KPYMHbIX U CBEPXKPYMHbIX NAAHOB MTMOHYLWMX M NOrMBLINX NEPCOHAXKEN.
Mbl BUAMM NWLWb U3LaNK, Kak fopa oTcekaeT ronosy MuccaHaee, cTos-
LEeW Ha Kpato CTEHbI, U KaK ee TeNo M ro/ioBa No OTAENbHOCTU BANATCA
BHW3. Ha ganbHem nnaHe lopa v Mec B cMepTeibHOM CXBaTKe NIETAT C py-
LalLenca CcTeHbl B nosbixatowee nnama. Mocne 6uUTBbl TUPMOH HaxoauUT
cpeau pyvH asopua Oxeime n Cepceto — BUAHbI TOJIbKO UX TOI0BbLI U
naeyn, oba Tpyna nNexaT pagom, noa rpyaon KaMHen, NoKpbITbie cepom
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Mbl/Ibl0 U C/IOBHO NPEBPATMBLUMECA B aHTPOMOMOPPHbIE KOOJOMKMNY.
HuKkakux nogpobHocTel 6bITUA HenorpebeHHbIX Ten. HMKaKkoi KpoBsu.
M HMKaKMX NOXOPOH.

YenoBeK B cMepTu Bce Honee pa3BellecTBaseTCA, AemaTepuanmsy-
eTca 1 Bce cnabee NognexuT putyanbHOMY norpebeHuto ¢ «oTaaBaHu-
em AaHu». Yem MeHble pUTYa/IMCTUKY B Kagpe, TEM MEHbLLE UAJTH03UN
yNopAAoYMBaHMA MUPa Ha MaHep LWeKcnMpoBcKoi. dopTuHbpac cloga
He npuaeTt, 4tobbl y6paTb Tpynbl. MUp KaK ecTb B NOJHOM pasapae, Tak
M OCTaHeTcA.

[na Toro, YyTob6bI XOPOLWO HaNMcaTb AMANOTM U MOHONOMM [)KOHa
CHoy o v nocne ybuiictea [leieHepuc, HaBepHo, Hago bbiTb Llekcnu-
pom, Knerictom nam MNywKnHbim. Npobnemy n3baBneHns mmpa oT Ho-
BOrO TMpaHa BoOOLE TPYAHO YAOXUTb B JIerkue auanoru. Bnopy nu-
catb dunocodcKoe acce nam genatb 60/blLIME aBTOPCKUE OTCTYMNIEHMUS.
C popmaTtom ¢paHTasuiMHOro cepnana 3To He C/IMLIKOM KOppPecrnoHAnpy-
eT. Ho npo6nema He B TOM, 4TO6bl BepbanbHO onpaBaaTth UK oniakaTb
HeobXxoAMMOCTb YCTPaHEHUs KOPOAEeBbl APAKOHOB, HEeAABHO ObiBLUYIO
CTpafanunuen, 3anpofaHHoN AMKapaAM. A B TOM, YTO HUYETO MHOTO, KpPo-
Me JIMYHO NPeanpUHATOro youincTea, cepnan He CYMTAET HYKHbIM U30-
Bpectu. [leiieHepunc Morna CoMTh ¢ yma u/mam normbHyTb NO BOJIE POKa,
MOT/1a 0OCO3HaTb COAEAHHOE M MOKOHYUTL C coboi, morna 6bITb Nybany-
HO ocy)AeHa Hanbonee aBTOPUTETHbIMM JIOPAAMM U NoABEPrHyTa du-
3MYECKOW KasHU WM OCTpPaKkm3my. [lefio U He B OTCyTCTBUU aHTa3mu,
HO, BUAMMO, B OTCYTCTBMM Bepbl B 3IPEKTUBHOCTb BCEX a/lbTEPHATUB-
HbIX GOPM BbIBOAA YENOBEKA 3a Npeae/bl MobanbHOro Bo34encTBmA Ha
cyabbbl Mupa. Jlyywero, 4yem yOUICTBO, ellle He NPMAYManu, Kak bbl ro-
BOPUT cepua, N Heyero urpaTb B 3HAYMMOCTb 3aKOHa, NOPAAKA N KaKOW-
IN60O KONNEKTUBHOM BON.

Ha ¢oHe oTcyTcTBYlOWMX MOMbITOK /t0AElN NoKa3aTb KpUTUYECKoe
OTHOLLEHWNE KO BCEMY MHCTUTYTY BNACTM €ANHCTBEHHOM NO-HACToAWEMY
YMHOW NepCcoHOM B NOCneAHEN cepum OKasbiBaeTCcA APAKOH, AUTS NPOH-
3eHHol [elieHepuc. MNoTOpMOLLMB ee TeNO CBOEN OFPOMHOM MOPAOM M
ybeamswimnch B ero 6e3abIxaHHOCTU, APAKOH UCNYCKaeT CTpaganbyeckuit
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PbIK M HanpaB/seT CBOe N1aMsa He Ha npAmMoro ybuiiuy, [*koHa, a Ha Ke-
JIe3HbIN TPOH, CUMBO FPAHAMO3HON BAacTU. M HanpasaseT Ao Tex nop,
MoKa TPOH He HauyMHaeT NAaBUTbCA M He NPeBpaLLaeTca B NOTOKM NaBo-
06pa3Hoit maccbl. Ho aaxe ee ABUMKEHME KarKeTca onacHbIM, arpeccus-
HbIM, KOBAPHbIM.

MoKa ecTb KOHLENT TOTa/IbHOW BNAacTu, BOKPYr Hero Bceraa byaet
KpPOBb, OroHb 1 6esymue. Cyaa no Tomy, 4To npomncxoaut B XXI Beke no
3Ty CTOPOHY 3KPaHOB, KOHLLENT B/1IACTU HUKTO He CNOCOb6eH OTMEHUT.

[pakoH bepeT mepTaylo [elieHepnc B CBOKO OrPOMHYIO KOTTUCTYHO
Nlany — ecTb B 3TOM YKEeCTe YTO-TO OYEHb Pa3yMHOE — U YHOCUT € NpPoYb,
no 6eckoHeYHOMy NpocTopy Hebec. HKecT HegoBepus BCemy YesoBeye-
CTBY, He)KenaHue oCTaBAATb YOUTY0 Koponesy Ans norpebeHus no ye-
JIOBEYECKUM 0OblYasim, BbIMAAUT KaK OCMbICIEHHOE M MpaBoOMepHoOe
AelCTBMe, pa3gBuratoLee rpaHmLbl T'yMaHU3ma. [1pakoH TyT HUYYTb He
Xy»e Ntofel, a B YeM-TO MHTE/N/IeKTya/lbHee U AyLIEeBHO TOHbLLUE.

C noBeaeHMem ApakoHa pudpmyeTtca pelieHue Apbu He BO3Bpa-
waTtbcs Ha CeBep, He OCTaBaTbCA B CTO/IMLE, @ OTNPABMTLCA Tyaa, «rae
3aKaHYMBAOTCA KapTbi». B 3TOM NOCTYMKe U B TOM, C KaKUMM MHTOHaLM-
AMW repOUnHSA coobLLAEeT O CBOUX M/IaHaX, OLLYLLAETCS He CTO/IbKO *KarKaa
CTPaHCTBUI, CKOMIbKO MPUroBOp M3BECTHOMY Mupy. OH He ycTpauBaeT
IOHYIO FePOMHIO, OCTaBaTbCA B HEM OHAa He MoKeT. MycTb BbyaeT YTo-To
Apyroe, He 3gecb. ECnu TpaguuUMOHHbIE Tepou aBaHTIOPHbIX POMaHOB B
¢dMHane oKa3bIiBa/IMCb TAaKMMM Ke NPEKPACHbIMM, YACTBIMU U MOJAHBIMU
XU3Henobua, Kakumu bbin B Hayane, Kak otmedan baxtuH [20, c. 127],
B «Mrpe npectonoB» coBepLlIEHHO O4YeBUAHO obpaTHoe. MNoNydYeHHbIn
OnNbIT U HOBbIE CTPaLLIHble 3HAaHUA — Te «KaHAaNbl», KOTOPble Tenepb Ha-
BCEraa c repoAmM, Kyaa bbl OHM HKU Hanpasaaancb. Ho aTn metadpusnye-
CKMe KaHAa bl ierdye HOCATCA Ha TePPUTOPUN HOBOTO, HEN3BEAAHHOIO.
34ecb-To NOTEHLMAaN BO3MOMKHbIX KPYNUL, FaPMOHUU Y¥Ke BECb MCYEepNnaH.

MoKa3aTe/NlbHO NOMHOE OTCYTCTBUE CMaAKUX N0BOBHbIX Nap B ¢u-
Hane Bcel uctopuu. Mapbl MepTBbI UK paspylleHbl. N gaxke cemeiHoe
6narononyyme Cama 1 JIunnu B Kagp He nonagaet. OTHOCUTENbHBbIN CO-
LUManbHbIN ycnex obpenu Te, ana Koro ntobas cTpacTb He Ha NepBOM Me-
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cTe. VI3 reponHb BbIXKMAN BOUTENbHULUbI iean bpreHHa n Apbs, TO ecTb
HOCUTE/IN KNOUYEBOTO }KEHCKOro apxeTunna cepuana [21, c. 43-47], a Tak-
e CK/IOHHaA K JONroTeprneHunto, KoBapcTBy M pacyetnmeocty CaHca. U3
OeTel BbIKMA TONbKO bpaH. OcTanbHble OTNPLICKM KOPOJIEBCKUX CEMEMN,
PaBHO KaK WU AeTW NPOCTONOANHOB, HE NMPOCTO HE A0XWUAWN A0 PUHanNa,
HO YMEP/IN MyYEeHUYECKOM HaCUNbCTBEHHON cmepTbio. 0. boromonos
HeAaBHO Nucan o poaun obpasa u «nprema» pebeHKa B cOBpemMeHHOM
meamnakynstype [22, c. 47-49]. CoBeplUueHHO 04EeBUAHO, YTO 0becUEeHNU-
BaHMWe AETCKOM }KU3HN — 3TO BOOOLLE NENTMOTMB COBPEMEHHbIX 3KPaH-
HbIX CIOXETOB, M B «/rpe NpecTonoB» OH TOXEe MPOCNEKNBAETCA BNOJHE
OTYET/IMBO.

B 3aBepLlieHMM NMOBTOPMM, HECMOTPA HA MHOMECTBO NepeKanyek
¢ Tpareamuamu LLekcnupa n Kneicra, «Mrpa npectonos» — 3T0 He po-
MaHTUYECKas Tparegua, Kak U He peHeccaHCHasa Tpareama. Benukue
npeaLwecTBEHHUKN TOBOPUAM 00 Yy»Kace yenoBeyeckoro obuiecTsa.
B TOM gpamaTtyprum otyasHue Npu Buae HepaspewmmblX ero KOHPANK-
TOB AOCTUraNo He3aypaaHOW cTeneHn. BuaeHne mmnpa 66110 NPOHU3aHO
HEMPUMMUPUMON KPUTUYECKOM SHEPrUen aBTOPOB. 3HAUYNTENbHAA YacTb
3TOW 3HEPrnn BOMJIOLWANACh B MUPOOLLYLLEHUN LEHTPAJIbHbIX repoes.
Ha cerogHAWHMA AeHb Mbl UMEEM OBOMCTBEHHYI CUTyaLMIO: KapTu-
Ha MMpa B COBPEMEHHOM Cepuasie BKAKOYAET MHOMKECTBO TEX CaMbIX
Y»KacoB, KOTopble BblN HayepTaHbl elle PeHEeCCAaHCHbIM MU poMaHTUYe-
CKMM UCKYcCcTBOM. OAHAKO LleNIn 3TOr0 HauepTaHUA M OTHOLIEHME K HUM
TpaHcpopmmpoBanmcb. OHO, KOHEYHO, HE CTano NO3UTUBHbIM. HO Kpu-
TUYEeCKMin nadoc 3ameTHO yrac.

Bonblian akpaHHaa popma, NnpeaHasHayeHHas 414 4ONroro passe-
YyeHuMA B NepPBYH odepesb, a A41A PasmbllIeHUs — BO BTOPYHO, NPpM3BaHa
TOHM3MPOBaTb ayAUTOPUIO U KaK Bbl NPMPYYaTb K NOKa3aHHOM M BeCbMa
y3HaBaemoM KapTuHe mupa. VMHTOHAUMM HENPUMUPUMOrO HEMNPUATUSA
ANCrapMOHUKN Ye/I0BEYECKOro obuiectBa yxoasaT. Mx 3amMeHsoT MHTO-
HALUWUK BbIHYXXAEHHOIO NPU3HAHWUA, YTO AaHHAA AUCTAaPMOHUA, cyaa no
BCEMY, HEM3DEXKHaA U HENPeoao/IMma. A NOTOMY K HEHN yylle MbICIEHHO
a[anTMpPOBaTbCA — APYroro M1pa v APYron Aywu y YeNioBeyecTBa HeT U
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He npeasuanTcs. MoryT MEHATBCS KOCTIOMbI, KIMMAT, BHELLHWE Yrpo3bl,
MOXKET MeHATbCA NPUHLMN GYHKLMOHNPOBAHMA BAACTU — HO He obLuan
CUCTEMA LLeHHOCTE! M 06LecTBeHHbIX HPaBoB. TaKOB HETParMyeckuii Ha-
CTpoit «Urpbl NPecTonoB», CIOBHO roBopsLLei ceoemy 3putento: LLek-
cnup ¢ Knelictom elwe Ha 4YTo-To B ByayLiem Hafeanncb, HO OHU XKUan
[laBHO, a Bam B Hayane XX| cToneTvs HafeAaTbCa He Ha YTo.
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MHCTANNAUNA B 3MNOXY MOCTUHTEPHETA

AHHOTauuA. B coBpeMeHHOM KyNbType UHCTaNNALMA CTana BeAYLUMM ¥KaH-
POM XYyAOXeCTBEHHOro TBOpYecTBa. B CBA3M C 3TUM NPUHLMNUANBHBIM
CTAHOBWUTCA BOMPOC O KpuTepuanbHoh 6ase a/a ee oueHKWU. B cTatbe oH
paccMaTpMBaEeTCA Ha OCHOBE METOAO0N0TUW, MPEAJIONKEHHOMN KyNbTYPHbIM
TeopeTukom bopucom poiicom, KOTOpbIA KPUTUKYET «peannu3m» UHCTa-
NALMOHHOIO TBOPYECTBA, XapaKTepPU3YIOLWMIN NpeacTaBieHne pe3ybTaToB
CBOMX TEMATUYECKUX MUCCNef0BaHUN XYAO0MKHUKOB, UCMOMb3YIOWMX OTKPbI-
Tble UCTOYHUKM MHPOPMALMK, B TOM Yncie MHTepHET, ¢ NO3MLMIA CMMBO-
JIMYECKOTO KOHTEKCTa My3elHOW penpeseHTaumu. «Mysei», B WMPOKOM
CMbIC/Ie 3TOTO C/10Ba, UIPAET POJib CUMBO/IMYECKOM 3aMeHbl YHUBEPCANbHO-
ro rocyfapcrsa, MCTOPUYECKN NMPUAABLLETO CYBEPEHHbIN CTaTyC UCKYCCTBY B
COBpPEMEHHOM KynbType. MHCTannaums, Takum obpasom, LoNKHa He MPOCTO
penpe3eHTUpoBaTb Hanbonee AOCTyNHbIM 06pa3om Heky MHOOPMaLMIO
B MPOCTPAHCTBEHHO pa3BepHyTon ¢dopme, a npobnaemaTvsmpoBaTb camy
CTPYKTYPY penpeseHTaLmm Kak Npon3BogHoe oT rMobanbHbIX MCTOPUYECKUX
TpaHchopmaLmin. McKyccTBO, XapaKTepusytolleecs NOHATUEM KMOCTUHTEP-
HeT», KaK pa3 U AaeT npumepbl NOA0OHbIX MHCTA/UIALMOHHBIX PELIEHUI.
B cTaTbe NogpobHO paccMaTPUBAETCA MHCTANNALUA HEMELKON XYA0XKHM-
ubl Xuto LTteepnb B pamkax MIOHCTEPCKOrO CKyNbNTypHOro npoekta 2016
roga. OHa BNWUCbIBAET UHCTUTYLMIO, ee NPeACTaBAAoLWYO, B r106abHbIN
KOHTEKCT COBPEMEHHOCTM, 0603HaYan CEMAHTUYECKMI PACKON ee KynbTyp-
HbIX M 9KOHOMMUYECKMX cBA3el. Mo3ToMy, XOTA UHCTannaums Wrteitepnb n He
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XapaKTepM3yeTCcA BbICOKOTEXHO/NIOTMYECKUMM PELUEHUAMM, MNACTUYECKUM
€IMHCTBOM WM/IN CBA3HbLIM HAapPaTUBOM MpeACTaBAEHHOro maTepuana, oHa
MOKET CYMTaTbCA 06Pa3LOM YA3AYHOTO XYAOMKECTBEHHOIO BOMJ/IOLLEHUA
3TOro *KaHpa. PaboTa B *KaHpe MHCTaNNALMKU XyLOKHWKOB MOCTUHTEPHETA
NPOTUBOMOCTABAAETCA B CTaTbe TOMY, UTO AENal0T XYAOKHUKM U MeamaTe-
OPETUKU, UCMONb3YIOLLME HOBbIE TEXHONOMMM ANA CO34AHUA 3PESULLHOMO
W MHTEPAKTUBHOIO MegUMHOrO NPOAYKTa, HanpaBAeHHOro Ha BOBJeYeHMe
3pUTENA B UrPy C BbICOKOTEXHOIOTMYECKOM COBPEMEHHOCTBIO. B YacTHOCTH,
paccmaTpuBaetca NpoekT JlbBa MaHosuya «On Broadway» 2014-2016 ro-
noB. OTmeuaeTcs, 4YTO NpU BCEM TEXHOIOTMYECKOM COBEPLUEHCTBE 3TOrO
WHCTANNALMOHHOIO NPOAYKTA M ero NpoCTPaHCTBEHHO-MAACTUYECKOM Bbl-
PasuUTEeNbHOCTM OH YNPOLLAeT NpeAcTaBleHMe O NPOCTPAHCTBE, B KOTOpoe
BMNMCAHA YHUBEPCANUCTCKAA XYLOMKECTBEHHAA MHCTUTYUMA, U Takum obpa-
30M NOAPbLIBAET K HEIl foBepue B peasnbHOCTU. MeTogonorua e lpoiica no-
3BO/IAET OMNWCHIBATb U KPUTUYECKM OLIEHMBATb Pa3/IMuHble TUMbl MHCTANNA-
LW, NpeTeHAyLWMX Ha CTaTyC UCKYCCTBa B COBPEMEHHOM XyA0XKeCTBEHHOWM
KynbType.

KnioueBble cnosa: bopuc poiic, BUPTyanbHasa peasbHOCTb, MHCTANAALMS,
NleB MaHoBuMY, My3el, MIOHCTEPCKUIA CKYNIbNTYPHbIN NPOEKT, MOCTUHTEPHET,
peanusm, coumanbHaa cKynbnTypa, Xuto LUTeliepnb, XyA0KeCTBEHHAA WH-
cTUTYUMA
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Moscow State Psychological-Pedagogical University
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INSTALLATION IN THE POST-INTERNET ERA

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

CerofiHA B My3eiHOM NPaKTUKe MHCTaNNAUMA npuobpena sHayeHne
BeAYLLEro XaHpa COBPEMEHHOr0 UCKYCCTBa. B TO Bpems KaK Apyrue aH-
pbl BCce 6onee n 6onee MHCTPYMEHTANMUIUPYIOTCA B KyAbType, 06CnyKu-
BaA Te WM UHble NPOEKTHbIe 334a4K, MHCTANNAUMA CTana TeppuTopuei
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KPUTUYECKON Xy[0XKecTBeHHOW pednekcuu, rae peanmnsytoTca camble
COBpEMEHHbIe NpeacTaBaAeHNA UCKYCCTBA O peanbHOCTU. Mbl, KOHEYHO,
CTa/IKNBAaEMCA U C MHOTOUYMUCNEHHBIMU NPUMEPAMMN YNCTO UHCTPYMEH-
TaNbHOM, XYOOMEeCTBEHHO HeKayecTBeHHOM WHcTannaummn. OcobeHHo
370 BpocaeTcs B [1a3a, Koraa peyb naeT 06 Ncnosib3oBaHUKU B MHCTANNSA-
LMAX Pa3/IMYHbIX TEXHONOTMYECKMX AEBACOB, NMO3BOAIOLNX 3PUTENIO
33 CYET MHTEPAKTUBHOCTM MAHWUMYAMPOBATb LUUPPOBONA peasibHOCTbHO.
OueBMAHO, YTO B 3TOM CUTYaL, MM HACYLLHbIM CTAHOBUTCA Pa3roBOp O Kpu-
TePMAX MHCTANNALMOHHOCTM B COBPEMEHHbIX XYAOKECTBEHHbIX MPaKTH-
KaX, O TOM, KaK OT/IMYNTb XyA0XKECTBEHHY MHCTANNALMUIO OT PA3/INYHbIX
aMaHauMii «0bLecTBa CNeKkTakaay.

TeopeTnyeckn MHCTannsauua bbiia obycTpoeHa B UCKYCCTBE aMepu-
KaHCKMM apT-KPUTMKOM MNOCTCTPYKTYPANIMCTCKOro HanpasneHua Posa-
NMHpon Kpaycc, npeanouslueil NOHMMaTb ee KaK CKyAbnTypy B pac-
wupeHHom none. o Kpaycc, MHCTaNNAUMA — 3TO «aKCMoMaTU4YecKan
CTPYKTYpa» — CKy/lbNTypa, KOTOpaA ABNAETCA O4HOBPEMEHHO apXUTeK-
TYpOW M He-apxuTekTypoit [1]. Kak Knaccuyeckuii npMmep 3TOro *KaHpa
MOKHO npusectn «Kopuaop c 3eneHbim ceetom» 1970 roga bproca Ha-
YMaHa, CO3ZaBaBLIEro Kak Obl 3UAOLLMIA MPOBAA B TPAANLMOHHOM BbICTa-
BOYHOM MnpocTpaHcTee. CKyAbNTYpHOCTb «Kopuaopa» npobiemaTusmpo-
Ba/sla My3eW KaK apXUTEKTYPHYIO pamy, NermTMMUPOBaBLLYIO OTCYTCTBUE
MCKYCCTBA 3a CYeT CBOero HanmuunA. Kpaycc, rosopa o CKynbnType B pac-
WMPEHHOM MO/ie, TaKXXe BBOAWUT MOHATME MOCTMOAEPHM3MA, OMUCHI-
BaloLLlee HOBYH KOHOUIYpauMIo NPOCTPAHCTBA PeaibHOCTU, B KOTOPOM
Tenepb OCYLLECTBAAIOTCA XyOOXeCTBEHHble NpPaKkTMKW. Teopua Kpaycc
OTHOCUTCA K KOoHLY 1970-x rogoB. 3a COpOK NneT npeacTaBaeHne O CKy/b-
NTYPHOCTU MU KOHPUIypaLMN peanbHOCTU 3HAUYUTE/IbHO 3BOOLMOHMPO-
Ba/10 3a CYET BO3paACTaHMA Meanannsaumm U reTepoHOMHOCTH, YTO Obi10
CBA3aHO, B TOM YMUC/Ie U C NOBCEMECTHbIM BHeagpeHnem NHTepHeTa.

ABCTPUINCKMIA Megma-TeopeTuk 1 KypaTop Metep Balibenb B gyxe
Tpaanuum, Bocxoasalen ewle K Teopun JloypeHca Annoyasna 1958 roaa [2],
YTBEPKAAN, YTO «BCE COBPEMEHHbDIE XYA,0XECTBEHHbIE NPAKTUKU CAeayroT
CLUEHapUAM M 3aKOHaM Meauna... B UCKYCCTBe 6o/blle HET HUYEro, NOMu-
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MO Meaua... 3a Npeaenamm 1 BHe onbiTa meana» [3]. A nockonbKy UHTep-
HeT CTan SOMMHUPYIOWMM MeAna CeroAHA, TO KaK BarKHEMLLYH NPaKTu-
Ky MPOM3BOACTBA XYA0MECTBEHHOro Tenepb pacCMaTpPMBaloT CBA3aHHOE
C HUM McKyccTBO. MpKn 3TOM NapagokcanbHbiM 0bpasom Bopuc lpoiic,
OOMH U3 aBTOPUTETHbIX TEOPETUKOB COBPEMEHHOW KY/bTYpbl, OTMEYaeT,
YTO BMECTE C MHTePHETM3aLMeN UCKYCCTBa B KyNbTypy BO3BpaLLaeTcs pe-
anusm. B ctatbe «OT co3paTtenn Gopmbl K KOHTEHT-NpoBangepy» [4] oH
MULLET, YTO KKAXKAbI MOXET UCNO0/b30BaTb GOTO- UM BUAEOKAMEpPY ANA
co3gaHua usobpaxkernnn, nporpammy Word — ans Toro, Ytobbl UX KOM-
MEHTMPOBATb, U UHTEPHET — AR TOro, YTObbl PacNpPOCTPaHATb pPe3y/b-
TaTbl cBOel paboTbl Mo Bcemy mupy, n3beras Kakol bbl TO HU BbINO LEH-
3ypbl UM npouecca otbopa» [4]. Mo mHeHuto Mpoiica, nosyyaercs, YTo B
3TOM W 3aK/IHOYAETCH XYA0KEeCTBEHHOE TBOPYECTBO, MOCKONbKY MHTEpHET
MeaMnanmsnpyeT 3TOT NPOLLECC, SMAHCUMUPYET U AENAET ero Ny6ANYHbIM.

Moao6bHbIN NOAXOA MOMHO, KOHEYHO, ocnapueaTb C NO3ULUIA Tpa-
OVLUMOHHOW 3CTETUKU, HO €C/IM YYecTb, YTO CaMbiM PacnpPOCTPaHEeHHbIM
TUMOM XYA,0KECTBEHHbIX NPOU3BEAEHUI CEroaHA ABNAIOTCA NPOEKTbI-UC-
CNef0BaHUA, HaKaN/MBAOLWLME, COMOCTaBAAIOWME, UHTEPNPETUPYIOLLME
nobble MaTepuansl, 418 BbICKA3bIBAHWA NO TEM UM UHbIM Npobiemam
COBPEMEHHOCTH, TO 0606LLeHNe [polica He MOKaXKeTCs TaKMM YK napa-
[OKCanbHbIM. B ycnoBMAX ToTanbHOM LMbpPOBMU3aLIMM BCe NpeBpallaeTca
B MHPOpMaumIo, BCce nonagaet B MHTEPHET M BCE B TAaKOM BUAE MOXET
CTaTb NPeAMETOM MCKYCCTBA. [POMC rOBOPUT: «3TO O3HAYaeT, YTO (XYAO0MK-
HWKK) 3aMMCTBYIOT CPEACTBA NPOM3BOACTBA M PACNPOCTPAHEHUS, NPUHS-
Tble B MHTEPHETE M COBMECTMMbIE C €r0 MPOTOKOMAMMU... B 3TOM cMbicne
XYZLOMKHUKN NepecTatoT co3gasaTb Gopmy. BMECTO 3TOro OHM CTAHOBATCA
MOCTaBLUMKAaMMK coAep*aHuUA». M 3aK10uaeT, UTo «COBOKYMHbIA 3ddeKT
3TUX CTpaTerunii He CToNb Aanek oT peannsama XIX BeKa, TaK KaK Xy4OX-
HUKN 0ObEeAMHAIOT TPAAMLMOHHbIE CPEACTBA PenpeseHTauun € IMYHbIM
BbIDOPOM COgepKaHuA U ero cybbekTMBHOM MHTepnpeTauuen» [4]. Mo-
3TOMy [POMC M Ha3blBAeT COBPEMEHHbIX XYAOXHWKOB KOHTEHT-NpoBaii-
Aepamu, CpaBHUBAA UX C XKypHaaucTamu. Ho y npouecca npom3BoacTBa
TAKOro «peasncTUYecKoro» UCKycCTBa ecTb U onpeaesieHHble Npobaembl.
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Co3pgaHHoe B napaaurme MHTepHeTa KOHO» U PacnpoCTPaHAETCS B NPO-
CTPaHCTBE CETU, KOTOPOE, KasasocCb Obl, NONHOCTbIO 3MAHCUMMPOBAHO
W OTKPBITO, YTO BO MHOTOM M 06YC/1I0BM/I0 BO3HUMKHOBEHME 3TOTO deHo-
MeHa. OfHako MHTepHeT He cBoboAEeH OT MHAMBUAYANbHBIX NpeanoyTe-
HWI 1 BbIOOpPa Nosb30BaTeNei, 1, Kak oTmeyaeT MPoic, cTaB KOHTEHTOM,
«OHO» NOMAJAEeT B TE€ WA MHblE 30HbI NMPELNOYTEHNA, KKOHTPONMpYe-
Mble 6ONbLIMMM KOPNOPALMAMMU, @ HEe OTAENbHbIMU MO/b30BaATENAMM
[4]. B nocnegHue rogpl HeCBOBOAHbIM XapaKTep UHTepHeTa CTaHOBMTCA
0COBEHHO 3aMeTeH, Ha GpOHE YCUMIMBAIOLLErOCA BAMAHUA KOMMEPUYECKUX
W NOAUTUYECKUX UHTEPECOB Ha ero KoHdurypauuio. Cneays yxe ycro-
ABLIENCA TPaAMLMM B COBPEMEHHOMN XyAOXKeCTBEHHOM Teopwuwu, polic
npotusonocTasnseT MHTepHEeTY Kak Hoselwemy daKTopy NpPoM3BOACTBa
XyZLOXKeCTBEHHOro 6oee TpaguLMOoHHbIe GOPMBbI, @ UMEHHO: My3€el, Nog
KOTOPbIM OH MOHUMAET BCHO CUCTEMY Penpe3eHTaLmn UCKYCCTBA B MHOOP-
MaLMOHHOM obLuecTse.

Npeonormyeckn mysei, cornacHo KoHuenumm Npolica, — 3T1o obLue-
CTBEHHAA WMHCTAHLMSA, NPOTUBOCTOALLAN PbIHKY YXe Mo TOM MpUYMHE,
4TO UCTOPUYECKN OHa ABASAETCA MPEEeMHULIEN PEeNUrMO3HbIX yyYperae-
HWI, NOTEePABLUNX CBOE 3MNUCTEMO/IOFMYECKOE 3HaYeHWe B 3Noxy ppaH-
Ly3cKoi pesontoumm. Myseit 6bin co3gaH OyprKkyasHbiM O6LLECTBOM
KaK ybexuwe ana npoussefeHuit UCKYCCTBa, YTO Ha CMMBOJIMYECKOM
YPOBHE CYMTbIBAZIOCh KaK rapaHTus obecneyeHus npas yenoseka. Mo-
ABNeHMEe my3esn 6bls10 TeM COBbITUEM, KOTOPOE MPOU3BENIO PEBONIOLUIO
B KynbType. Ho, B oTinume ot UHTepHeTa ¢ ero cBoboz0i, BO3BeAEHHOM
B abCO/OT XyA0KECTBEHHOIO TBOPYECTBA, MY3€W — 3TO XPAHUTEIN YHU-
BEPCaNUCTCKOM mnaeonormn. Mpoic NULET, YTO «eBPOMENCKue my3ewn
Y)Ke Y CBOUX UCTOKOB BblIM YHUBEPCANIMCTCKUMU UHCTUTYLMAMU — OHU
CTaBWUAU Nepeg, coboi 3aaauy NpeacTaBUTb UCTOPUIO BCEMUPHOTO, @ He
TONbKO HALMOHaIbHOrO MUCKyccTBa» [4].

OpHaKo cerogHs KapTMHA ycnoXHunacb. Mo MHeHuto [poica,
«Halle Bpems XapaKTepusyeTca HeLOoCTaTKOM HanaHca mexXay noaunTu-
YeCcKOW M IKOHOMMYECKOW BNACTbIO, MeXAy ObLWeCcTBEHHbIMU UHCTUTY-
UMAMM U KOMMEPYECKMMM MPAKTUKAMMU. .... 34€Cb My3ei UrpaeT Kito-
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4eByl MNONUTUYECKYIO PO/Ib, MO KpalHel mepe, HaCTUYHO KOMMEeHcMpyA
OTCYTCTBME 1NM06aNbHOro 06LLECTBEHHOIO NPOCTPAHCTBA U MUPOBOW MO-
NUTUKK» [4]. Ho ecam paHblie my3ei «MMen MHCTUTYLIMOHANbHYIO NoA-
[epKKY B HaLMOHaIbHOM roCy4apCcTBE», TO CEroAHA «AULIEH NOAUTUYe-
CKOW M MHCTUTYLMOHAIbHOW NOAAEPKKM, MOCKObKY YHUBEPCANBbHOTO,
rnobanbHOro rocygapcrea He cywecrsyet» [4]. MosTomy poic yTeepK-
[AET, YTO KCOBPEMEHHAA XYA0KECTBEHHAs CUCTEMA UTPAET POJib CUMBO-
JINYECKOM 3aMeHbl TaKoro yHMBepCcanbHOro rocygapctea» [4]. Myseli B
cobupaTteNibHOM CMbIC/IE, TO ecTb «pas/inyHble bueHHane, JoKyMeHTbI
W Opyrve BbICTaBKW CTABAT CBOEM Lie/bio NPEACTaBUTL YHUBEPCA/IbHbIE,
rnobanbHble UCKYCCTBO M KY/AbTYpPY, YTO O3HAYaeT — MCKYCCTBO U Ky/b-
TYPY HecyLLecTBYIOLLLero, yTonuyeckoro rnobanbHoro rocygapcraa» [4].

Haxogfacb Ha nepefoBOM COBPEMEHHONO XY[OXECTBEHHOIO Mpo-
uecca, My3eiHble 3KCNO3MLMM BbIPAXKAOT BCHO NPOTUBOPEYMBOCTb UC-
KycCTBa B 3MOXy r106anbHOro pasBuUTUA MHOOPMALMOHHBIX CeTein U
«OTCYTCTBME N106ANbHOrO OB6LLECTBEHHOrO MPOCTPAHCTBA U MWPOBOM
nonnTUKn» [4]. MoaTomy TaKoi My3ei, B COOTBETCTBUM C uaeel Mpoiica,
OOJIKeH BbITb «M3bupaTenieH», a «My3enHbli oTOOop ... UMeeT 3HauYeHue,
KOrZa OH NPeoAoseBaeT rpaHuLLbl FPYMn WU YaTOB B UHTEPHETE, KOrAa OH
nepecekaeT pasgenatowmne NMHUN, CErMEHTUPYIOLME UHTEPHETY, KOr-
[a OH «BOCCO3Z3eT YHMBEPCA/IMCTCKMI NPOEKT MOAEPHUCTCKOrO U Co-
BPEMEHHOro Mysesi», Korga «Bblbop He pparmeHTMpyeT, a, HanpoTMB.,
CO34aeT eAMHOE NPOCTPAHCTBO penpeseHTauun, B KOTOPOM Pas/inyHble
CEerMeHTbl MHTEPHEeTa MO/y4aloT PaBHO3HAYHOe npeacTasBieHne» [4].
A NOCKO/NbKY OCHOBHOM $OPMOI CyLLEeCTBOBAHMA My3€es ABNAETCA IKC-
no3numMa MAN MHCTANNALMSA, TO My3ei OCYLLEeCTBAAET CBOM O0TOOP MMEH-
HO B 3TOM dopMe, KoTopaa CTaHOBUTCA GOPMOIM KOHGINMKTA MHTEpPecoB
YHUBEPCAIMCTCKOTO 1 peasibHOro UCKyccTBa — My3es U MHTepHeTa. 3Tn
npoTMBOpeYUs 1 onpeaenser cneunduKy, KpUTepun, NOXoabl U NpaK-
TUKM COBPEMEHHOW XY[AOMKEeCTBEHHOM MHCTanAAumMM. OHM OCHOBbIBA-
IOTCA He Ha 3aKOHaX YXaHpa B ero CTPeM/IeHUU JOCTUYb 3CTETUYECKOM
BbIPA3UTENbHOCTU WU PELINTb WMHTEPAKTUBHble, NepdopmaTuBHbIe,
reHepaTMBHbIE U T.M. 33434, a Ha npobaematnsaumm oTHoweHua UH-

HAYKA TENIEBUAEHUA Ne 15.2, 2019 175 THE ART AND SCIENCE OF TELEVISION



TepHeTa 1 My3es C ero YyHUBEPCAIMCTCKON, T'YMaHUCTUYECKON dyHKUMEN,
KOrza OTCYTCTBYET olyylleHWe rnobanbHOro obLecTBEHHOrO NPOCTPaH-
CTBa U MUPOBOI NOIUTUKK.

B aTOM HanpaBneHMW Pa3BMBAETCA OCMbICNIEHME «HE-aPXUTEKTYpP-
HOro», TO eCTb PeasibHOr0 NPOCTPAHCTBA COBPEMEHHOrO KanuTanus-
Ma, NErMTUMUPYIOLLENO U NPOU3BOAALLENO XYLOXKECTBEHHbI MPOAYKT.
3To nyTb, HaNpPUMepP, TaKMX XYOOKHUKOB Kak Xuto LUTelepnb, Mbepa
KOwura, OxoHa Padmana, CalimoHa [eHHWU. Ona 3TUX XYOAOXKHWKOB Xa-
PaKTepPHO, YTO BCE OHM MbICAAT M PaboTaloT B paMKax TaK Ha3blBaemMoro
NOCT-UHTEPHETa, rae MHTepHET — He rosas TeXHONormna cama-gasa-cebs,
a cnoco6 NOMbICAUTL MPUPOAHOE, MOAUTUYECKOE, SKOHOMUYECKoe U
JINHIBUCTUYECKOE B HOBOM 3MUCTEMOIOTMYECKOM U3MEPEHUN.

Bo3sbmem, Hanpumep, nHcTannauuio Xuto LUtenepnb «Hell Yeah
We F* Die», 2016 roga 8 MioHcTepe. Ee TeMa — MCKYCCTBEHHbIN UHTeN-
NIEKT, BOM/IOWEHHbIN B Pa3BUTUN POOOTOTEXHUKU. TeM He MmeHee B Npo-
CTPAHCTBE 3TON MHCTANNAUMKM He BblI0 HU KOMMbIOTEPOB, HU POOOTOB.
B n1066u 6aHKa, no cytu, — ranepee, roe npeacrtaBaeHa KoprnopaTMBHas
KONNIeKLMA OMN-apTUCTCKOMN XmBonucu 1960-x rogos, 3puTeNb npexae
BCEro BUAEN CMHUE aHTponomopdHble Gurypbl 6oblue Ye0BEYECKOTO
pocTa: ogHa, Kak 6bl B3pOC/IbIN, ynana, a Apyras, Kak bbl pebeHok, cTosn
Hag HUM B HeZoymeHun. Cneayowmii sNeMeHT MHCTaNNALMU — BNOKK
pybneHbix 6ykB B ayxe PobepTta MHAMaHO, BocnpousBogALime Haanucm
HELL YEAH WE F" DIE, To eCTb COCTaB/IeHHble M3 CaMbIX ynoTpebasembix
B MOM-Ky/IbTYpe C/I0B aHIIMMCKOro fA3blKa. [pyroi sfemeHT — MHOrOKa-
Ha/NbHaA BUAEOUHCTANNAUMA HA MOHUTOPAX, CMOHTUPOBAHHbIX Ha KOH-
CTPYKLMAX U3 OLMHKOBAHHOIO MpodHaACTUIA U XPOMMUPOBAHHBIX TpyO,
BOCNPOM3BOAMBLIAA GPArMeHTbl BUAEOAOKYMEHTALUMN AUHAMMUYECKOTO
3D MOAENUPOBAHUA CUHWMX AHTPOMOMOPOHbBIX, HU3KOMOMUIOHANbHbIX
ouryp. MPOeKTUPOBLLMKM eLLEe HE PACCYMUTANM OKOHYATEIbHO UX AMHAMU-
YeCKne XapaKTePUCTMKKU, NOSTOMY HA aHMMALMAX OHWU ABUFAZINCb OYEHDb
CXEMATUYHO U, KOTAa CTA/IKUBAUCD C NMPENATCTBUAMM, TepAaM BanaHc u
BaJIMZINCB C HOT. Ha A pyrmx MOHMTOpPaxX, 06 paLLeHHbIX B 3a/1, TOKa3blBasacb
AOKYMEHTaUMA UCMbITaHUI yXKe peanibHbIX, YeJ10BEKOODPa3HbIX pobOTOB,
OEeNCTBUA KOTOPbIX OblM elle Aafekn OT coBepLlleHCTBa. My3blKaibHbIM
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CayHATPEK B CTWUJIE TEXHO, COMPOBONKAABLUMI UHCTANNALMIO, OTAANEHHO
HaNOMMHAN PUTMMUYECKYIO PabOoTy CTAaHKOB B MeXaHOCOOPOYHOM LiEXe.
BO3HMKaNo cnnaHMpoOBaHHOE XYAOMKHUKOM OLLyLIEeHWE MIageHYecKomn
6€CcnoMOLLLHOCTM NPOEKTUPYEMBIX aHAPOWUAOB, Bbi3bIBABLLEE CONEPENKU-
BaHWe, KaK B pUIbMax-TEXHOYTONMUAX TUNa «[1BYXCOT/NIETHErO YenoBeKa»
unn «BANJ-U». dTon bonee-meHee CIOXKETHO CBA3AHHOW YacTU UHCTa-
NAUMK NPOTMBOCTOAN elle OAWH OTAEN, TOXKE BbIFTOPOXKEHHbIN CTOMKOM
13 npodHacTuNa, rae Ha MOHUTOPE e LOKYMEHTA/bHbIN GUibm O no-
CNeacTBMAX BOEHHOro BMeLaTenbCeTea B Anapbakbipe, B Xo4e KOToporo
aKTUBHO NpuMeHsanach 6oeBan poboTOTEXHUKA, MEHAIOLWAA B Halle Bpe-
MA NNLO BOMHbI. M3 3TOro duabMa TaKKe BbIACHANOCH, YTO BblAaloLLMIACA
apabCcKuit MexaHUK U n3obpeTaTesib, OCTaBMBLUNI OAHO U3 YHUKAJbHbIX
onucaHuin poboToB B cpeaHue BeKa, Anb-[Kasupu, Kua u pabortan B
XIl BEKE B 3TOM TyPELLKOM FrOpoZe, cenyac ABAAILWMMCA HEMTAaCHOM CTo-
mvuei KypaucrtaHa u MecTom NOCTOAHHO T/IEHOLLENO MEeXKHaLMOHaIbHOTO
KOHPAUKTA. B Hem ke LUTteliepnb, 06palasncb K MHTEPHET-MOMOLLHUKY
Cupwn, cnpawmsana ee, byayt am poboTbl, HaKOHeL,, NPUHOCUTb NONb3Y
yenoseyecTBy. Beeasa 3ty uctopuio, LUteliepab gobasuna elle oaHO M3-
MepeHue B 06 bEMHYIO KapTUHY 0BCYKAEeHUI NOCNeACcTBUIA BO3HUKHOBE-
HWSA UCKYCCTBEHHOTO MHTE/INEKTA.

ABTOPUTETHbIN aMEpPUKAHCKMI KPUTUK COBPEMEHHOrO WMCKYCCTBa
BeHxXaMmuH byxio, roBops 06 MHCTaNNALMOHHOM KayecTBe MIOHCTEPCKO-
ro NPOeKTa, MOKa3blBaeT, Kak ero MeguiHOCTb U KOMMYHUKATUBHOCTb
nepexoaaT B CKY/NbNTYpHOCTb: «Ocobble KOMMYHUKATUBHbIE (YHKLMM
npoekTa LUTelepsb BO3HUKAN M3 CNOCOBHOCTU 06paLLATLCA HAMPAMYIO
K KNyOKYy PacUCTCKUX, UOEONOTMYECKMX M NONUTUYECKUX Npeaybexae-
HWI, YCUNEHHbIX Pa304apOBaHUEM MPABALMM TEXHOKPATUYECKUM TPU-
ymbanusmom. /11o60oi 3puTesb — MeCTHbIN AN MHTEPHALMOHANbHbIN
— MOXET YBMAETb KOHKPETHbIE NPOABAEHNA COBPEMEHHOM Mcnamodo-
6un (cobCTBEHHbIE MM APYIUX), TaK XKe KaK KpUTUYECKu oTpedriekcnpo-
BaTb CODCTBEHHbIE PAa304apPOBAHMA KaXKyLLMMCA Nporpeccom undposoi
anoxu. MposBAEHHOCTb 3TUX KOMMYHMKATUBHbIX CBA3EN, BKYNE CO BCEMMU
rPaHAMM JIMYHOTO NAEO0NOTMYECKOTO PAa304apPOBaAHNA 3PUTENS, U KOHCTU-
TYUPYET aKTya/IbHYIO CKYNIbNTYPHOCTb “ny6anuHoi cdepobl”» [5].
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JOKYMEHTaIbHbIN KOHTEHT, KOTOPbI MOT Bbl IeXKaTb B CETU U BbITb
daKTOM couManbHOro peannsma, no meicam lpoica, B MHCTaNNALUK
LLiteliepnb NnpeBpaTuaCA B 06beMHYIO KapTUHY, UK, no byxno, — B «co-
LUMaNbHYIO CKYNAbNTYpPYy» B XYAOXECTBEHHOM MpocTpaHcTBe. lMpuyem,
€C/IM ele Aasiblie pa3BMBaTb KOHHOTALMK, 0B03HAYEHHbIE XYA0KHULEN,
TO OKasbIBaeTcs, Y4TO Npobaema UCKYCCTBEHHOTO MHTE/I/IEKTA 3aMblKaeT-
€Sl Ha coBpeMeHHOM BaHKOBCKOM OU3Hece, OTBeYatoLLeM 33 ABUKEHME
KanuTana no KaHa/llam KOMMbIOTEPHbIX ceTell U GMHAHCMPOBaHUE BOM-
Hbl, ABNAIOLLMMCA B TO Ke BPeMA TUXOM raBaHbio ANA UCKYCCTBA, MoyYa-
IOLLLErO CBOK COBPEMEHHYI0 dopMy nog 3Toi arnaoi. CKynbnTypa npo-
CTPAHCTBEHHO-BPEMEHHbIX OTHOLWEHWI, abCoNOTHO He peannsyemas,
[Aa¥Ke NPW yCI0BUM Er0 MHTEPAKTUBHOCTU, B BUPTYa/IbHOM NMPOCTPAHCTBE
BbICTPANBAETCA XYAO0XKHULEN B GU3UYECKOM U CUMBOSIMYECKOM M/IaHE B
YC/IOBUSIX My3es, MPUYEM TaK, YTO NMPOUCXOANUT NEePEOCMbIC/IEHNE POAM
nocneaHero B COBpeMeHHOM mupe.

Mbl He yTBepKAaem Npu 3TOM, YTO OTMEYEHHan MHCTaNNAUNA XUTo
LTeliepnb gaeT ucyepnbiBatowee nNpeacTaBieHne O C/I0KHOM YCTPOM-
CTBE COBPEMEHHOM PeasibHOCTM B 3Moxy MHTepHeTa, a /IMLb TO, YTO OHa
NPOAB/AET €€ CYLLECTBEHHbIE aCrNeKTbl, NEPEBOAA UX B PEXKUM YyBCTBEH-
HOTro BOCMPUATUA, CKYNIbNTYPHOCTM, MaTepnanm3ys, onpocTPaHCTBIMBaAsA
N Tepputopuanusmnpya. NoayepkHeM, YTO MMEHHO MHCTANNAUMA Kak
YKaHp 3a0CTpAET NPOTUBOPEYUMA CYLLECTBYIOLMNX PEANbHO XYA0XKECTBEH-
HbIX UHCTUTYLMI 1 Meguacpeabl, Koraa K UcKyccTay Bce 6onblue U 60/b-
LLIE OTHOCATCA KaK K MHGOPMALLMM MW KaK K TOBApY, MeCTOM obpalleHusa
KoToporo Bce 6osblie U bonbuwe ctaHoBUTCA MHTepHeT. Hacko/ibKo UH-
CTaNNALMA MOXKET NPOTUBOCTOATb TAKOMY OTHOLLEHMIO, BbIBOASA B 3K3U-
CTEHUMANbHbIV NaH BOCNPUATUA 3pUTENA COLMABbHYIO CKY/IbMTYPHOCTb
NPOUCXOAALLErO C HUM B peasibHOCTU, HAaCTO/IbKO MOXKHO FOBOPUTL O ee
XYL,0KEeCTBEHHOM KayecTBe U KpuUtepmsax.

B Tol4 *Ke cTaTbe PoiC NULWIET O TOM, YTO My3el B anoxy NHTepHe-
Ta MMeeT TEHAEHUMIO K yxoay B ceTb. HO 3TO NposBASAeTcs He TO/IbKO
B MHGOPMALMOHHbIX BeB-CaliTax U MHTEPAKTUBHbIX BbICTABOYHbIX MAaT-
dopmax, co3maBaemMbix My3eAamMM B CETU, HO 1 B MOKa3ax B NOMELLEHNAX
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XYAOXKECTBEHHbIX UHCTUTYLUIA MHTEPaKTUBHbIX paboT, npoekTos ¢ fo-
NMOJIHEHHOW PEeaNbHOCTbIO M TOMY NOAO0OHbIX TEXHONOIMMYECKUX U306pe-
TEHMI. MOXKHO CpaBHUTb NOLOOHbIE NPOEKTbI C BUPTYalbHbIMM NOpTana-
MW MU HTEpdEecamm, TeM UAN MHBIM CNOCOBOM KaTanybTUPYOWUMM
3puTeNna B MUP BUPTYanbHOM peanbHocTh. OHKM co3patoTcs 0Obl4HO ANs
TOro, YToObl 3pUTEND MOT MEPENKUTL MUP KaK XOPOLLIO OPraHM30BaHHYIO
cuctemy 60NbLUMX AAHHbIX, ONUCbIBAOWMX, Hanpumep, GyHKLMOHUPO-
BaHWe Meranosiuca Uam Heko BMOOrMYEecKon CUCTEMDI.

KaKk OTHOCUTBLCA K TakKMM MHcTannaumam? OnucbiBas npoekT Jlbea
MaHoBumya «On Broadway» 2014—2016 ronoB, oTe4yecTBEHHbIA Uccae-
[0BaTe/lb HOBbIX Meana AHTOH [leHWKWH FOBOPUT O HEM KaK O «Xapak-
TEPHOM MpuMepe NocTUMPPOBOM HOBOW ICTETUKM, MOCKOJIbKY Camwu
[aHHbIe Y BO3MOXKHOCTU UX PaHXXMPOBaHUA NoMb30BaTeNAMN 06pasytoT
30HY 3CTETUYECKOTIO OMbiTa. [10/1b30BaTENLCKAA UHTEPAKTUBHOCTL TPAHC-
dopmmpyeT ntoboMN aBTOPCKMIA 3aMbliCes, a CaMo NPon3BeaeHne OCHOBaA-
HO Ha uMdpPoBbIX MmeTogax paboTbl ¢ MHOOPMAUMEN: paHAOMM3AUMNEN,
6a3ol gaHHbIX, BU3yanusaumei n np. NpoucxoauT oTxos OT 3CTeTU3a-
LMW UCKNIOYNTENBHOTO (4TO XapaKTEPHO AJ1A UCKYCCTBA MPEXKHUX 3MOX)
K 3CTeTM3auMn Ob6bIAEHHbIX, KaXKAOAHEBHbIX MO/b30BAaTENbCKUX AeW-
CTBWI, anpONPUUPOBAHHbIX 0OBEKTOB M aBTOHOMHbIX MPOLLECCOB: pac-
Nno3HaHWe NaTTepHOB, KaTasorM3auma n apxXMBMpPoOBaHNe AaHHbIX, Nepe-
MHTepnpeTaumna n paclwmdpoBKa pasnmMyHon nHpopmaumm» [6].

Ho «On Broadway» — 370, N0 CyTW, MHTEPAKTUBHAA KapTa, yCTaHOB-
NIEHHaA B BbICTaBOYHOM 3ane, CMOTPA B KOTOPYIO 3pUTEIM MOTYT NOJy-
YMUTb Pa3Hy MHPOPMALMIO TYPUCTUHECKOTO CofepKaHuA. Bo3MOoXHO,
WHcTannAuMAa MaHoBMYa M «0bpa3yeT 30Hy 3CTETUYECKOrO OMNbITa», «4aeT
BO3MOKHOCTb MHTEPAKTUBHOW TPAaHCHOPMALIMM aBTOPCKOTO 3ambICay,
OTXOAa «OT 3CTETU3ALMMN UCKOYUTENIBHOTO K 3CTETU3ALMKN 0ObIAEHHDIX,
KaXAOAHEBHbIX AEUCTBMI» U T.4. OHA HWU KOMM 06pa3om He JaeT BO3-
MOYHOCTb MepPeXUTb NPOCTON 3K3UCTEHLMANbHBIA OMbIT NPOrY/AKK MO
peanbHomy bpoggeto, MecTy cuUibl «MUPOBON MMMNEPUU», UCNONb3YA
meTadopy AHTOHMO Herpu, aaxke ecan ¢ ee NOMOLLbI U MOXHO 3aKa-
3aTb 6pOABENCKYIO MULILY UK CYBEHUPHYIO NpoayKLumMio. Mocpeactsom
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3CTeTM3aL MM ONbITa U MHTEPAKTUBHOIO BMELLATENbCTB B aBTOPCKUIA 3a-
MbICe/1 OHa OTBJIEKAET NO/Ib30BaTENs OT BONpoca 06 UCTUHHOW Npupoae
Bpoagena B MHbpaCTpyKType nepepacnpeneneHns MnMpoBbix 6oraTcTs u
NPOM3BO/ACTBA UCKYCCTBA, MPM 3TOM B Ayxe XIX BeKa BblAaBas peaanctu-
Yeckuit maTepuan 3a peanbHylo KapTUHY MMpa.

Mcnonb3oBaHHbIA NpUMep He ABAAETCA CTaTyCHbIM AAA KPUTU-
YEeCKOM XyOOXeCTBEHHOM MpPaKTUKK, HO OH XOpPOLWO XapakTtepusyer
«MNOCTUNGPOBYIO HOBYIO 3CTETUKYY, NPAKTUKYEMYIO KPYMHbIMU XYA40Me-
CTBEHHbIMU MHCTUTYLIMAMU, U €ro co3aaTens, oaHoro M3 Hambonee as-
TOPUTETHbIX Meana-TeOPEeTUKOB COBPEMEHHOro aHMOoA3bIYHOMO MUpa.
Mpu BCEN «3CTETUYECKOW HOBM3HE», 3PENMNLHOCTU, UHTEPAKTUBHOCTM
N APYrUX CNEeKTaKyAAPHbIX A4OCTOMHCTBAX MOCTUMPPOBbIX MHCTANNALMIMA
OHM YNPOLLAIOT NpeacTaBNeHMe O MPOCTPAHCTBE, B KOTOPOE BrucaHa
YHUBEPCANIUCTCKAA XYAOMECTBEHHAA WMHCTUTYUMA, U Takum obpasom
noApbIBaloT K Heil JoBepue B peasibHOCTU. B HUX NpoucxoauT Bo3spaT
K MOAEPHMCTCKMM TEXHOYTOMMUAM, KOTOPbIE, KaK YYUT OMNbIT UTaNbAHCKO-
ro ¢pyTypm3ama, MoryT CTaTb NponaraHAMCTCKUM Xynenom nponaraHapl B
dawmsonaHbIx obuiectsax.

MoCT-MHTEPHET MHCTaNNALMA, HaobopOT, HaBA3bIBAET APYrylo no-
MMTUKY 06pasa. OHa feTeppuUTOPUANU3UPYET XYLOKECTBEHHYIO UHCTU-
TYLMIO, OKKYNMpPYa ee, He CTO/NbKO obycTpamBaeT Bbixod Mysea B WH-
TEPHET, CKO/IbKO AaeT HaM MepesKuTb BCIO APaMaTUUYHOCTb 3TOMO YKe U
TaK C/IMILKOM AIBHOTO BbIXOAa, 3TOM UHTEpPHETU3ALMU My3es, Bedyluen
K TOMY, UTO My3ei M CaM MOXKET NPeBPaTUTLCA B KOHTEHT-NpoBaiaepa
WY pPAJOBOro areHTa o6LLecTBa CNeKTaks.
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MEOVUAPEANTbHOCTb
B N3OBPA3SUTE/IbHOM UCKYCCTBE

AHHOTaumA. B cTaTbe uccneayetca BAUAHME MeAMa HA COBPEMEHHOE U30-
6pasnTeNnbHOe MCKYCCTBO B 3CTETUUYECKOM, TEXHOOTMYECKOM, COLMOKY/Ib-
TYPHOM acneKkTax. ABTOp MCXOAMT M3 TOro, YTo B paboTax COBPeMEHHbIX
XYZLO’KHWMKOB BCE 3HaUYWUTENbHEE MPOCMATPUBAETCA BAUAHME MeAMapeasbHo-
CTV Ha YpOBHE TeMbl, cnocoba NpeseHTauum, NPUMeHEHUA BblPasUTENbHbIX
CpeAacTB. B cTaTbe aHaNM3MPYHOTCA KapTUHbI COBPEMEHHbIX KUBOMUCLEB,
NPUHaA/IeXKaLLMX Pa3HbIM CTPaHaM U NOKONEHUAM.

B cepum nopTpetoB GUHCKOro XyaorKHMKa Camu JlyKKapuHEHA OCMbICaAET-
CA NPOAB/JEHME YeNOBeKa B COLMAbHBIX CeTAX, a LudpoBoe n3obpaxeHue
MO3VLMOHUPYETCA KaK CUMBOJ NMOUCKA MAEHTUYHOCTU U CAMOBbIPAXKEHWA B
megzmacpege.

B paboTax amepuKaHO-6pUTAHCKON XyAoxHMLUbI KT BaKKeT, amepuKaH-
cKol xypoxHuupl JxkeHndep Kpayse LLano, duHcKoN xyposkHUUbI Maynbl
OnvKaliHeH aHaNM3NpyeTCA MPUMEHEHME TEXHUKO-TEXHONIOTUYECKUX U 3CTe-
TUYECKUX PELeHUi, XapaKTepHbIx aaa meaua: ¢otorpadum, KMHO, TENEBU-
AeHus, undpoBoro U3obparkeHus.

B KauecTBe npumepa oTobpaxkeHWs B M306pa3UTENbHOM UCKYCCTBE HOBOW
NPOLLEeCcCyasbHOCTU, XapaKTEpPHOW AnA Meaua, PacCMOTpeHbl paboTbl He-
MeLKOro Xy0KHUKa Ypca duiuepa. YepTamu HOBOM NpoLLEccyanbHOCTH, MO
MHEHUWIO aBTOpa, ABAAIOTCA NOBTOPAEMOCTb, a/ITOPUTMU3ALMA, NMOAYNMHEH-
HOCTb LUdPOBOMY NPOrPaMMHOMY U annapaTHOMY UHCTPYMEHTaPUIO.
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B TBOpuecTBe duwiepa HOBAA NPOLECCYaNIbHOCTb NPOABAAETCA B CEPUIMHO-
CTW, NOCTPOEHHOM MO MPUHUUNY PUKCaLUKM 3TanoB NpeobparkeHns KapTu-
Hbl, B XapaKTePHbIX 4NA aHUMaLMM MOpPOMHra Noaxomax K dopme U LBeTy.
OTgenbHOe BHUMaHWE yaensercs TBOPUYECTBY XYAOKHMKa 13 Hosoit 3enaH-
amv [xxepemu lepfeca, BON/IOWAOLWEMY B CBOMX MPOU3BEAEHUAX OMbIT HO-
BbIX GOPM MACCOBOW Ky/bTYyPbl: KOMMbIOTEPHBIX M BUAEO Urp. ABnssack dop-
MOV BMPTYanbHOW PEanbHOCTU, KOMMbIOTEPHAA Urpa MO3BOAAET OTPUHYTb
dU3MYecKMe 3aKOHbI, BOMIOTUTb IOBYIO0 IOMMKY M NpaBuia B CO34aBaeMbli
MUp.

M3n0xeHHble aBTOPOM MAEW MO3BOAIOT UHTEPMNPETUPOBATL COBPEMEHHbIE
npousBeaeHnsa n306pasnTENbHONO MCKYCCTBa C y4eTom TpaHcdhopmaumii,
Npou3oLWeAWmnX B pe3yabTate NepeHoca AeATeNbHOCTU YeNOBeKa B Meau-
apeanbHOCTb.

KnioueBble cnoBa: mesma, HOBble MefiMa, MeTOZ, XyAOXKeCTBEHHble 06pasbl,
YKMBONWCb, BU3YyasbHAA Ky/bTypa, COBPEMEHHOE UCKYCCTBO, LMdpoBOe UC-
KYCCTBO, BUPTyasibHasA peasbHOCTb, 3CTETMKA

INGA I. YUGAY,

St. Petersburg Humanitarian University of Trade-Unions,
St. Petersburg, Russia

ORCID 0000-0002-0966-8176

e-mail: regmm_kafedra@mail.ru

MEDIA-REALITY
IN THE VISUAL ARTS

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

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

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

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

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

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

B amnoxy HoBbIX Meana M306pasMTeNbHOE MCKYCCTBO 3aHOBO U30-
6peTaet cebs nepea anuom dotorpadun, TeNeBUAEHUA, KUHO, BUPTY-
aNbHOW peasnbHOCTM W MpPUKNagHbIX Nporpamm. Kueonuch, rpaduka,
neppopmaHc, Apyrme Kaaccmyeckme Gpopmbl MCKYCCTBA HanNpAmylo He
3aBMCAT OT MeAM1a, OAHAKO M B HWUX HALLUAW OTParKeHWe HOBLUECTBA, Bbl-
3BaHHble TexHo/MorMyeckon pesontoumein. CeroaHa ABNAIOTCA HOPMOM
ceTeBble BETBALIMECA CTPYKTYPbl, UHPOPMAaLMOHHAA HaCbILLEHHOCTb
notpeboBana HOBbIX MPUHLMMOB PabOTbl C XYAOMKECTBEHHbIM TEKCTOM,
COBPEeMEHHUKM YCBOWAM fA3blKM NONb30BaTeNbCKOro nHTepdeitca (Ul)?,
NMOEOrPaMM U CMANIMKOB, NPUMEHAEMbIX B 3/1EKTPOHHbIX COObLLEHN-
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AX. BXoAAT B NpMBbLIYKY HOBbIE KECTbl, N1ACTUKA Ye0BEKA SMOXM HOBbIX
meama: Habop cmc, ABUXKEHUS PYK NO MHTEPAKTUBHLIM 3KpaHam. ITu
W gpyrve acnekTbl Ha rMyb6oKOM, BO3MOXHO, HEOCO3HAaHHOM YPOBHE,
MEHSAIOT XYAOXECTBEHHblE CTpaTernm, obycnoBANBAIOT peLleHmns, KOTo-
pble U camM XYAOXHUK He Bcerga cBsA3blBAaeT ¢ meguma. MNoatomy cerog-
HS Meama BO MHOMMX 06/1acTaAX Hawel KusHm — 6asoBoe, MybuHHOe,
dopmupyloLLee ycioBUE, onpeaensaiolee cogepaHme, popmy paboTbl,
npoweaypsl, NpoLecchl, anroputmbl. COBpeMeHHasa CUTyaums Bbi3blBaeT
aHanornun ¢ 1960-mn rogamm NpPoOLLIOro BeKa, Koraa noasneHue Tene-
BUAEHMA NOBNEKNO 33 COHOI OCMbIC/IeHMe ero poau B obLiecTse co CTo-
POHbI dMNocodoB, COLMONOroB, Neaaroros. BO3HUKLLMI 0OLWECTBEHHbI
Pe30HaHC BAOXHOBMW/1 MHOTUX XYA0XKHMKOB BbICKa3aTbCA NO NOBOAY Mac-
COBOW Ky/IbTypbl, 06LLECTBA NOTPE6NAEHNA U PO TeNeBUAEHMA B 3TUX
npoLeccax — CAOXKMBLLAACA CUTYyaLMA Aaa UMIYIbC CTAHOBAEHUIO Me-
Ava nckycctea B 1960-1970-e roapl.

B coBpemeHHOM 1306pa3nTeIbHOM UCKYCCTBE MOXHO OBOHapyXUTb
pA4 3cTeETUYECKMX GEHOMEHOB, BO3HMKLUMX NOA, BAMAHNMEM Meana. Pac-
CMOTPMM HEKOTOPbIE MPUMEPDI UX NPOABAEHUA.

OUNDPOBKA YE/NTOBEKA

MepByl0 TEHAEHUMIO, HalleAWYo OTpaXeHMe B M306pasnTeslbHOM
MCKYCCTBE, MOXHO YC/IOBHO Ha3BaTb «ouudpPOBKa YesoBeKa», T.e. nepe-
HOC AeATe/bHOCTM YE/I0BEKA M B KAKOM-TO CMbIC/IE €r0 CyL,eCTBOBaHMUA
B BUPTYa/IbHYIO peanbHOCTb. CeroaHa AOMUHUPYIOWMM NOAEM COLMANb-
HOM aesTenbHocTU aBnaseTca MHTepHeT. CyLlecTByeT MHOroO MccnenoBa-
HWI, NOCBALWEHHbIX COLMANbHBIM CETAM B KOHTEKCTE GOPMUPOBAHUA Me-
Ana fa3blka, popm obeHna u T.4. Mpumepbl, K KOTOPbIM Mbl 0bpaTUMcs,
oTobparkaloT «npoTo GpopmMbl» BUPTYaNbHOIO 06LEHMSA, OTHOCALLMECA K
KoHUy 1990-x rogos. MMeHHO 3TOMy Nepuoay noceslieHbl paboTbl npea-

! Nonb3osatensckuit uHTepdeic (Ul — aHrn. user interface) — uHTepdeiic, obecneunsatomii
nepeaavy MHPOPMaLMM MeXAY NOMb30BaTe/IEM-4e/I0BEKOM U MPOrPaMMHO-annapaTHbIMKU KOM-
MOHEeHTaMM KOMMNbIOTEPHOM CUCTEMBI.
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CTaBUTE/A COBPEMEHHOIO GMHCKOrO MCKYCCTBA, BbINMYCKHWKA XeNbCUHCKOM
aKagemum m3AlHbIX Uckyccte Camu JlykkapuHeHa (Sami Lukkarinen),
CO3JaHHbIE B }XaHpPe, KOTOPbI OH ONpeaenseT Kak «nuKcenb-apT». CTporo
roBopA, TEPMUH «MUKCENb-apT»% OTHOCUTCA K LMPPOBOMY M306PpaXKeEHMIO,
OZHAKO OH TOYHO OTPAXKAET OOLLYIO KOHLLEMLMIO XYA0MKHUKA.

Ctunb n ¢unocodua JlykkapuHeHa ¢opmmpoBanacb B KOHLE
1990-x — Hayane 2000-x. BoamorxkHOCTM WUHTepHeTa pna pAafoBoro
nosb30BaTeNA TOro BpeMeHU, N0 CPABHEHMIO C COBPEMEHHbIMU, UMENHN
3HauUTeNbHble OrpaHMYEHUA, B YaCTHOCTH, CylLecTBOBaAn npobaemsl
C BocrnpousBegeHnem n3obparkeHnin. OA4HaKO yKe B TO Bpems CTano
pacnpocTpaHeHHbIM MOHATME «aBaTap» — M300pa)keHue, npeacTas-
NfABlee No/sb30BaTeNA B OHNANH-cpese.

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

2MuKcenb-apT» (OT aHm. pixel) — HanpasaeHWe KOMMNbIOTEPHOM rPaduKM, B KOTOPOM U306parKe-
HWe CTPOUTCA MO MPUHLMMY MUKCE/b 3a MUKCENEM C MOMOLLbIO PYYHOTO pesakTuposaHus (6e3
MOMOLLM NPOrPaMMHbIX CPEACTB).

3 UcTouHMK n3obpaskeHms cm.: URL: https://www.samilukkarinen.com/works/2004.
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Mo MHeHuo JlyKKapuHeHa, meana (B AaHHOM cny4yae WMHTepHeT)
3aMeHAIT Of4HY peasbHOCTb APYroi. BO3MOXKHOCTb NPonABuTL cebsa Kak
BMPTYa/NbHYIO IMYHOCTb MOPOAMAA pPasHble Mosb30BaTeNbCKME CTpaTe-
TMKU: OT CTPEMNEHMA KaK MOXHO TOYHEe BblPasuTb cebs Mmerommncs
CpeacTBamm [0 CO34aHMA anbTepHaTMBHOTO «A» [1, c. 2]. AeictButens-
HO, aBaTapbl MOTYT KaK CKPbIBaTb OT/INYUTE/bHbIE YePTbl NO/Ib30BATESNSA,
TaK 1 NOAYEPKMBATL ONpeseneHHbIe acneKTbl ero MAEHTUYHOCTY [2, c. 5].

ABaTap cTas, Mo CyTW, HOBbIM BWAOM W306paKeHWs, MOCKOIbKY
HOCU OAHOBPEMEHHO M YaCTHbIN, N OBLLECTBEHHbIV XapaKTep, U 3TUM
OT/INYaNCA OT NPUBbLIYHBIX Meana M306paKeHUI (MPUBBIYHLIX NO Kyp-
Hanam, anbbomam, adpuiam, TeneBU3NOHHbIM 3KpaHam un 1.4.). C ogHom
CTOPOHBI, 3TO Obl/I0 U306paXKeHMe He NYBANYHOM IMYHOCTH, @ 0BbIYHOTO
YeN0BEKa, C APYroi CToOpoHbl — OHO bbino onybamkosaHo B CMMU (cpea-
CTBE MaccoBoi MHbopmaumn/KommyHuKauum). T.e. ero MoxHo 6biao
paccMmaTpmBaTb Kak COBPEMEHHbIN MeauniiHbIN 0bpas.

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

4 MIcTOUHMK n306paskeHmns cm.: URL: https://www.samilukkarinen.com/images/vaahtopoika.jpg
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OTnAnyuTenbHoM YepToi aBatapos 1990-x Bbin UX KPOLIEYHbIW pas-
mep. OHM BblIM OrpaHUYeHbl MO BbICOTE, WMPUHE, PaspeLlleHnto, a Ha
NpaKTUKe — MO KO/IMYECTBY 3/IEMEHTOB, M3 KOTOPbIX CTPOWUIOCH WU30-
bpakeHure. N B 3TOM 3aK/04aETCA aHaNoruA C NMKcenb-apTom. Kak ms-
BECTHO, B MUKCENb-apTe MACTepPCTBO XyAOXKHMKA 3aK/1H04AETCs B TOYHOM
noabope ToHa 1 nosoxeHusa nukcensa. Camu JlykkapuHeH obpaTua BHU-
MaHMe Ha TO, YTO B CUJTy CBOEro pa3mMepa aBaTapbl He NepeaatoT AeTau.
B 3TOM OH yBMAEN aHANOMMIO CO cneundrKon obLEHNS B CETU: C O4HOM
CTOPOHbI, 1H0AN OTKPOBEHHbI, C APYrol — OHW CKPbIBAKOTCA 3a BUPTYalb-
HbIMW IMYHOCTAMM. PeXKMM 0BLLEHUSA B CETU POXKAAET ABONCTBEHHOCTY:
6/1130CTb cObecegHMKOB M HEMPEOAOIMMOE PACCTOSTHUE MEXKAY HUMM,
obLLeHne INYHoEe U OAHOBPEMEHHO NybanyHoe, cB0boAa U KOHTPO/b,
TENecHOCTb U becTenecHoCTb U T.A4.

TexHWKa co34aHuA NOPTPETOB 3aK/IOYAETCA B COYETAHUM KUBOMU-
CM MAC/AHbIMM KPAacKaMM U KOMMbIOTEPHOM 06paboTKM n3obparkeHus.
BaykHbIM 3Tanom ABAseTcA BbiIbop N306paXKeHuUs.

Co3pgaBaemble JTyKKapMHEHOM MOPTPETbl — 3TO HAWAEHHbIE B CETU
aBaTapbl NoAb30BaTeNEN, @ UX HAa3BAHUA — KHUKHEMMbI»® 3TUX NO/b30-
BaTenieli. OTobpaHHOE aBTOPOM M30bparkeHMe yBennymBaeTcs, gopaba-
TbIBAeTCA Ha KomnbtoTepe (AopaboTKa BKAOYAET BbIOOP LBETA, Kaapu-
poBaHue, yTOYHEeHWE PacnoNoKeHna nukcenen). Ha cneaylouem atane
n3obparkeHne BOCNPOM3BOAMTCA MaCNSHbIMK Kpackamu. Ha akpaHe mo-
HUTOPA MUKCEeNb B CU/TY CBOETO KPOLLIEYHOTO pa3mepa Hepas/ivumm, Ha
KapTuHax JIyKKapMHeHa Mbl BUAMM OTPOMHbIe NuKcenu. MNepBoHavanb-
HO YCNOBHbIE «MUKCENM» ObIIN MOHOXPOMHBIMM, T.€. KaXKAblM «MUK-
cenb» UMen ofauH oTTeHoK. Co BpemeHem JIyKKapuHeH cTan Aob6aBnsaTb
60/blle OTTEHKOB LBETA B KaXAblih KBAAPaT, YTO MPMUBHECNO B KAPTUHbI
OBUXKeHne, Bubpaumio [3].

B Hawel 0ObIYHOW KM3HEHHOM NPAKTUKe, YToObl NPUMAAETbCA K
AeTanAM, Mbl NOAXOAMM B/MKe K n306paxkeHuto. 34ecb CUTyaums npo-
TUBOMO/IOXKHAA — Pa3MmALETb U MOHATb, YTO M30OpPaKEHO Ha XOACTe,

°> Nickname — ceteBoe nms, NnceBgoHMM nosib3osaTens B MHTepHeTe.
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MOYHO TO/IbKO OTOMAA OT Hero. B cBA3M € 3TUM HEKOTOPbIE apT-KPUTUKM
3a4,30TCA BOMPOCOM: K KaKOMY BUAY *KMBOMUCK OTHECTU PaboTbl JyKKa-
pUHEeHa — GUrypaTMBHOMN AN abOCTPAKTHOM?

MpuBepPKEHHOCTb BbIGPAHHOW CTUANCTMKE caenana paboTbl Camu
JNlyKKapuHeHa y3HaBaembimu. CerogHs OH NPOAO/XKAET MUCCNensoBaThb
cneunduKy MHTepHeT 06pPa3oB M CaMONpPe3eHTaLMIO NoNb30BaTeENEMN,
MHTEpPNpPEeTMPOBaTh BUPTYabHOE 0bOLLEHME CpeacTBamm Kusonucu [4].

BM3YA/IbHbIA OMbIT
®OTOIPA®UN N KWNHEMATOTIPADA

OrpomHas [ona BW3yasibHOM MAMATU COBPEMEHHOIO YesI0BEKA
CBfA3aHa C KMHemaTorpadom, BbipasuTe/IbHbIMU CPEACTBAMM KOTOPOTO
ABNAOTCA MOHTAX, PaKypc, CBET, AeTanb U T.4. PaccmoTpum npumepsi
NPUMeHeHMA B M306pa3nTeIbHOM WUCKYCCTBE pelleHUi, XapaKTepHbIX
ANA KnHematorpada.

B cepuu NopTpeToB amepuKaHO-b6pUTaHCKOM XyaoKHMLbl KaTn Bak-
Ket (Katie Buckett), KoTopble OHa OTHOCUT K rMNeppeanmsmMy, akTUBHO
MCMNONb3YETCA TO, YTO B KMHemMaTorpade HasBaum 6bl «pakypc». Ha mHo-
rmx paboTtax BaKKeT nopTpeTupyemblit 3aCTUTHYT B MMMOJIETHOM COCTO-
AHUK: B pase, BbIXBAaYEHHOW M3 ABUXKEHMSA, B NpoLiecce npeobparkeHus,
BbI3BaHHOM SIPKOM MbIC/IbIO UIN SMOLMEN.

OnTNYecKkne UCKaXKeHUs, HeObbIYHbIE AR KUBOMUCK KOMNO3ULUN
KapTWH, NMO/MIOXKEHMUA MOLENN YKA3blBAlOT Ha WMCMO/b30BaHME Kamepbl
unu potoannapata (BNpoyem, ceroaHs sTo egMHOe YCTPOMCTBO) B Kaye-
CTBE UHCTPYMEHTA.

XyAOXHMLA OCTaBAAET ONTUYECKOE MCKaXKeHue YepT Anua CBOUX
MoJeNel B Tex Cay4asx, Korga 3To No3BOAAET el PacKpbiTb JIMYHOCTb
MOZEeNn, Hanpumep, Nog4YepPKHYTb pacnaxHyTble 1M1as3a, TporaTesbHble
BECHYLUKM 334yMaBLUENCA LEBYLUIKM.

B pAfde KapTMH MPUMMEHAETCA TaK Ha3blBaeMbll «BUA CBEPXY» —
KNaCCUYECKUIA NPUEM 3KPaHHOrO MCKYCCTBa, NOAYEPKUBAIOWMIA Xpyn-
KOCTb, OAMHOYECTBO, HE3aLMLWEHHOCTb MOAE/N.
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PucyHok 3. Katu BakkeT. Hea, Xonct, macno, 39,4 x 39,4 cm. 2016°.
Katie Buckett. Ned. Qil on canvas, 2016.

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

MNonoxeHne Kamepbl NOYTU AaHANOTMYHO BO3MOXKHOCTU I'IOp,OVITI/I K
4Ye/1I0BEKY O4YEeHb 61u3Ko. Mpu aTOM MoZenb He 3ameyvaeT HanpasBaeHHO-

© McTouHuK nsobpakeHus cm.: URL: http://contemporary-artists.ru/Katie_Buckett/3.jpg
7 MIcTOYHMK n3obpaskeHuns cm.: URL: http://contemporary-artists.ru/Katie_Buckett/15.jpg
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ro Ha Hee B3MNAAA, YTO CO3AAET CUTYaALMIO «MOAMAAbIBAaHUA», HAbtO-
AeHuA 3a 06bekTom (GOKYCMPOBKA BHUMAHMUA 3pUTeNs Ha onpeaeneH-
HbIX CBOMCTBax 0bbeKTa HabnogeHUs). ITa CUTyauma XapaKTepHa ans
BM/AE0-apTa, O YeM MHOTO NUCan ero TeopeTukm [5, c. 15].

>

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

AMepuKaHcKasa xyaoxHuua OxkeHudep Kpayse LWano (Jennifer
Krause Chapeau), BbINyCKHMLLA LKONbI MUCKYCCTB MMUYMIaHCKOro yHUBEp-
cuteTa, umeeT 60bLLONM ONbIT PaboTbl B KNHEMaTOrpade B KayecTse Xy-
OOXKHUKa-cueHorpada, a TakXe B Te1eBU3NOHHbIX Nporpammax. PaboTsbl
Kpayse LLlano skcnoHupoBanuck B Hbto-Mopkckom mysee n Bantumop-
CKOM my3ee uckycctB. CerofHa oHa paboTaeT B Hblo-[Kepcu, nuwer
nensaxu, NpenmmyLLecTBeHHo macnom. Kpayse Lllano socnpoussogut
CBOM MeM3aXm Ha OCHOBE CHUMKOB, CAE/NaHHbIX BO Bpems ABUMKEHUA
B aBTOMObOU/IE. XapaKTep Ha/NOXKeHUA Ma3KoB NOAYEPKMBAET «CMa3aH-
HOCTb», XapaKTepHyto a1s GOTOCbeMKM Ha CKopocTH [6].

HaligeHHas Kpayse LLlano ctuancTnka nogyepKMBaeT OBUMKEHME,
[enaeT aKLEHT Ha ero CKOpocTu, puTme U, ogHoBpemeHHO, o6obuiaeT
n3obparkaemoe.

8 UcTouHmK nsobpaskeHus cm.: URL: http://contemporary-artists.ru/Katie_Buckett/16.jpg.
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dnemeHTbl Nei3axka CI0BHO C/IMBAIOTCA B MOTOKE ABUNKEHUA, 3pU-
Te/lb HE BOCNPUHUMAET KaXKAbli OOBLEKT B OTAE/IbHOCTU, OHM CTAHOBAT-
€A HEOTASNMMbIMW APYr OT Apyra. 3puTens «3aTarmBaeT» cam npoLecc
OBWMKEHUA, 3a4aBas MenaHxonmnyecku-punocodckoe HactpoeHune. 06-
pe3aHHble (He monaswue B Kagp, ecin rosoputb A3bikom doTorpada)
burypbl ntoaei TakKe ABAAIOTCA 3N1eMEHTaMU, NPUHALIEKHOCTBIO Nen-
3a)Ka. [1oxoXKMe KOMMO3UUMOHHbIE pelleHuns, eanHCTBO NPMEMOB Npu-
BOAAT K TOMY, YTO paboTbl Kpayse LLIano BOCNPUHUMAIOTCA KaK cepus
nepeTeKamoLmMx Apyr B Apyra Kaapos. [pu MUHUMANAUCTUYHOCTA KOMMO-
3ULMOHHOTO, LBETOBOIO PELUEHMUA XYAOXKHMLA AeNaeT akLEeHT Ha PUTM,

reomeTpuio, oceeleHne, NOUCK CcpeacTs gnAa nepeanadn oBUKeHUA.

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

Tema 6eCKOHEYHOM AOPOrM XapaKTepHa a5 U316AeHHOro XKaHpa
amepuKaHCcKoro KuHematorpada Poya-mysn.'® dctetnka pabot Kpayse
LLlano, HECOMHEHHO, Haxo4MTCcA NoA, BANSHUEM 3TOFO KaHpPa, B KOTOPOM
BEYHOE NyTeLecTBUE CBA3AHO C MOMCKOM CBOEFO «A», a 04U, npeame-
Tbl, MECTa UMEIOT /INLLIb BPpeMeHHOoe 3HayeHue [7, c. 12—-15].

° UCTOUHMK M306paskeHna cm.:

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

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

Komnosnuumn paboT ¢MHCKOW XyaoKHuubl TMaynbl OnuKaHeH
(Paula Ollikainen) BbiABNAIOT UX MeaMa ocHoBy — ¢doTorpaduto.

O6paluatoT Ha ceba BHUMaHME HeobblvHble GopMaThbl XOCTa — Y3-
KWe, BbITAHYTble. B KOMMNOHOBKE 31€MEHTOB NOAYEPKMBAETCA CAyva-
HbI/ XapaKTep. [epon KapTUH NepeKpbIBAOT APYr APYra, OHWU «BXOAATY
N «BbIXOAAT» M3 Kazpa, ux Gurypbl 4acTMYHO cpe3aHbl. OpraHM30BaH-
HbIN XYAOXKHULEN XaoC poXAaaeT accoumaummn ¢ HenpodeccnoHanbHom
BHe3anHoM ¢oTorpaduein, caenaHHoOM ApPYyrom Uam YneHom cembi. MNo-
[06HbIMK peleHnAmMM ONMKaiHEH 40O6UBaAETCA OLLYLLEHWUA CMIOHTAHHO-
CTW, ecTecTBEHHOCTU npoucxogauiero. O6bekTammn n3o0bparkeHna ana
Hee ABNATCA MOMEHTbI 06bIYHOM KU3HK. PN 3TOM 3MOLMOHAIbHOCTb

™ UCTOYHUK n306paskeHUs CMm.:
URL:  https://www.manacontemporary.com/wp-content/uploads/2018/06/mana-contemporary-
jersey-city-jennifer-krause-chapeau-3-1024x604.jpeg
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YECTOB, HaNPAMKEHHOCTb N03, OTYYXAEHHOCTb FePOEB KapTUH AatoT 3pU-
Teno cBo6oAy MHTEpNpeTaLmm CoAepXaHUA KapTUHbI, MOHUMaHMWA B3a-
MMOOTHOLLEHWNI MeXay M306paXKeHHbIMU NH0AbMU, UX POAN U OTHOLLE-
HUA K NpoUCXoaaLLEMY.

s |

ey

PucyHok 8. Mayna OnumkaiHeH. Myctbipb. Xoct, macao, 90 x 280 cm., 2004 r.12
Paula Ollikainen. Wasteland. Oil on board, 2004.

. r !

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

2 AcTouHUK n306paxeHns cm.: URL: http://www.paulaollikainen.net/images/joutomaa.jpg
3 YUcTouHnK n3obpaxenns cm.: URL: http://www.paulaollikainen.net/images/toisenvaraiset.jpg
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HaligeHHaa OnMKallHeH CTUAUCTUMKA, OTcbinarowan K dotorpadpuye-
CKOMY M306parKeHUNIO, YCUAMBAET B BOCIPUATUN 3pUTENS JOCTOBEPHOCTb
n306paxkeHus, NOCKO/IbKY Takue Mmeaua, Kak Buaeo, potorpadus, ABAIOT-
€A ANA HAaC UHCTPYMeHTaMM GUKCaLMK, JOKYMEHTUPOBAHNA peasibHOCTH.

HOBAA MPOLIECCYA/IbHOCTb

MpoueccyanbHOCTb Kak Uenb TBOpYECTBa MNOAyYMna MpPU3HaHUeE
B 60-e roabl NPOLWNOro BeKa. Maea o Tom, YTO MaTepuanbHbii 06BEKT
KaK 3CTETMYECKAn KaTeropua ycrtapen u Ao/kKeH ObiTb 3aMeHeH Ha Xy-
[OOXeCTBEHHO OpraHM30BaHHbIE MPOLECChbl, B KOTOPbIX 3puTento byaert
npeanoXKeHa Hoeasa GoOpma KpeaTMBHOIO y4acTuA, BAOXHOBMIA MHOTUX
nocnegosaTtenen noctmogepHusma [8]. B npoussegeHusx meamna uc-
KYCCTBa MMEHHO BbIAB/IEHME NPOLLeAYyPHbIX, HACTO TEXHONOTMYECKUX MO-
MEHTOB M COCTaBAANa CyTb PaboTbl.

MpoueccyanbHOCTb MMeeT 0cob0oe 3HaUYeHWe B MeanapeanbHocTu. Pa-
60Ta B NpMKAaZHbIX NPOrpammax NoAYMHEHA NPOoLEeAYPAM M aNITOPUTMAM,
BCE OMepaLMOHHble CUCTEMbI Pa3pabaTbiBaIMCb HAa OCHOBE TOWM MW MHOW
JIOTVKM B3aMMOZEWCTBUA C Nosib3oBaTenem. [1oaTomy, B3aMMOLENCTBYSA C
KOMMbIOTEPOM, NO/Ib30BaTE/b YUUTCA STON NOTMKe, BNUTbIBAET ee. Kpome
TOro, MOAy4Yaemblit CEroaHs BU3yabHblA ONbIT (MyNbTOUAbMbI, CO34aH-
Hble B NPOrpaMmmax AByx- U TPEXMepPHOM aHUMALUNN, aHUMaUMA 3nemMeH-
TOB rpaduyeckmx MHTEPGHENCOB MOBUIIbHBIX M CTALLMOHAPHBIX YCTPOMCTB,
cneudddeKTbl B peKName, XyL0oKeCTBEHHbIX GUIbMax U T.4.) HeceT B cebe
aNropuUTMbl U NPUHUMMBI NOCTPOEHUA UNPOBLIX M306paXKeHU. s ua-
JIIOCTPALLMM 3TON NAEN PACCMOTPUM PaboTy «Sotatsu» HEMELKOro XyAoXK-
HuKa Ypca ®uwepa (Urs Fischer). Ero HasblBatoT npogoskatenem uaei
Aapa, non-apTa, ClOppeasM3mMa, OH paboTaeT BO MHOIMMX MKaHPaXx: XKUBO-
NUCb, NHCTANNALNA, CKYIbNTYpa. B ero TBopyecTse oTMeyvatoT MHTepec K
TpaHchopmaLMmM matepuana — MHOTME ero apT-o6beKTbl cCamopaspyLua-
tOTCA BO BPEMSA 3KCMOHMPOBaHUAM,

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

CKasaHHOe NoABOAMUT K TOMy, 4To Puliepa UHTepecyeT He TO/IbKO
NNIOCKOCTb, HO M NPOCTPAHCTBO, M OH MAAHUPYET Pa3BUTUE CBOUX paboT
BO BPEMEHMW.

Cepus pabot duwepa «Sotatsu» (OT MMEHM AMOHCKOTO XYAOMKHU-
Ka Hayafna cemHaguaToro Beka Tasapas CoTaly) OTCblNaeT K NPUHLM-
nam AMNOHCKOM ¥XMBOMMUCK, B KOTOPOW PACMMCHbIE 3KPaHbI, PYKOMMCHbIE
CBUTKM COCTaBAANN €AUHYIO CEPUIO U BbIBELUMBANNCHE OAHOBPEMEHHO.
B paboty Puiiepa BxoanT 8 xoncToB. PaKTUUECKU cepusa npeacTaBnaet
coboli rpaduyeckyto HoBenny — GUNocodCcKo-NO3TUYECKUIN paccKas, B
KOTOPOM KaXKZbli XOACT JO/IKEH NPOUUTLIBATHCA B COBOKYNMHOCTM C ApY-
TMMU U B CTPOro onpeaeneHHon nocnefoBaTelbHOCTU. HeKkoTopble uBge-
Ta, «MyTewwecTBYA» NO XO/ICTaM 3TOM CEpPUN, YXOAAT, TEPAIOTCA, HEKOTO-
pble NPOAO/KAOT MPUCYTCTBOBATb K UHKOTHUTO», HE ABHO, CMELUaBLUMUCh
C APYrMM LIBETOM, YTO MOXKHO PAcCMaTPMBATb KaK HEKYIO CUMBOJIUKY.

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

MeTtamopdo3sbl, npoucxogaiime ¢ purypamm, No3BONAAIOT KaXKa0My
3pUTENIO UHTEPNPETUPOBATL 3TY UCTOPMIO MO-CBoeMy. TONIbKO KpalHue
NO/NIOTHA COAEPKaT M306PpaXKEHNA, KOTOPbIE 3PUTE/Ib MOMKET BOCMPUHATD
0f|HO3HaYHO (KOMHaTa U neisa). IoToOMy MOMKHO roOBOPUTL O CoYeTa-
HUK B paboTe abCTpaKTHOrO M GUrypaTMBHOro noaxoaa. A NpoUUTbLIBaIO
3Ty Cepuio KaK MyTb OCBOBOMAEHMA OT MPUBA3AHHOCTEN, CBA3AHHBbIN C
KOMMPOMUCCaMM, epTBamMu, ycTanocTbio. M duHan 3toro nyTtellectsms
TaKXKe ABOAKUI: U 3aBOPAXKUBAIOLLMIA, U ONyCTOLAKOLWNIK. HecmoTpa Ha
OTCbINKM DuLiepa K AMNOHCKON XMBONUCK, B NpUHLMNE GOPMMPOBAHNA
CepuUK NPOCMaTPMUBAETCA BAUAHUE BU3YaNbHOTO Meuna onbiTa. Tak, npu-
MeHseMbli1 cnocob NoBecTBOBaHMA aHaNOMMUYeH packagpoBKe — cepum
OCHOBHbIX KapOB, HaMeyaloLlMX pa3BuTME MOBECTBOBAHUA. YXKe yno-
MWHABLUMCA KOHTPACT MeXAay KpaltHumu (Mepsbim 1 nociegHuMm) no-

6 cTouHUK n3obpaxenus cm.: URL: http://www.ursfischer.com/system/ri/467990.preview.jpeg
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NIOTHAMM M NONOTHAMM, PACMONOKEHHBIMW NocepeamHe, CIOBHO UAJO-
CTPUPYET NPUHLNM KKAOYEBBIX KagpOB», NPUMEHAEMbI B NPOrpammax
AN1A CO34aHUA aHMMaLUMK (ABYX U TPEXMEPHON).

MpuHLUMN 3aKA0YaeTCcA B TOM, YTO NO/Ib30BaTENIEM 334at0TCA Nep-
BbIM M NOCNEeAHUI Kagpbl, @ NPOMEKYTOUYHbIE PACCUUTBLIBAOTCA KOMMbIO-
TEPOM B COOTBETCTBUU C BblOpaHHbIM anroputmom [9, c. 405]. Mpumep
TaKUX NepexonoB, NOAYYMBLUNA HA3BaHME «NpUemM MOPOUHra», MOXKHO
BCTPETUTb BO MHOIMX BMAEO, NMOKA3bIBAOLWMX MPOLLECC NpeBpaLLeHua
O4HUX OOBEKTOB B ApYyrMe. ITa TEXHONOTUA NONy/AspPHa He TONbKO Y Jito-
buTenen, HO WNPOKO NPUMEHSAETCA B NPOdeCcCUOHaNbHbIX aHUMALMOH-
HbIX CTYAMAX. YeTKMI, HENPEPbIBHbIN KOHTYP, OTCYTCTBUE LITPUXA, LLIBETO-
Bble NATHA, ONMUCbIBAEMbIE C/I0XKHbBIMU KPUBLIMW, AOMOAHAIOT CXOACTBO
cepuun nonoteH ®uwepa ¢ aHMMaumen mopdpuHra, co3gaBaemon B no-
NynspHOM NporpaMmme A1a Co34aHNA BEKTOPHbIX U306paxkeHuii dnew?.

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

7 Adobe Flash — mynbtumeguiiHas nnatdopma KomnaHumn Adobe Systems.
8 UcTouHuK n3obpaxeHms cm.: URL: http://www.ursfischer.com/images/483373
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BMPTYA/IbHAA PEA/IbHOCTb

KapTuHbl XxyaoxHuKa u3s Hosol 3enaHaun Oxepemu leppeca
(Jeremy Geddes) cBoelt peannCcTUYHOCTbIO, TOYHOCTbIO U ybeauTenb-
HOCTbIO HanoMuHalT ¢oTorpadun. Ha ero TBOPYECTBO CU/IbHOE BAUS-
HWE OKa3a/iM KOMMbIOTEPHbIE UFPbl M KOMMKCbI, YTO MOATBEPNKAAIOT €ro
Harpagpbl 33 PUCYHKM K KOMMKCAM, UAMIOCTPAUMAM AETCKMX KHUI®, Xy-
OOMHUK N caM OTHOCUT ceba K cybrynbType Buaeonrpokos?’. Komnbio-
TepHble U BUAeouUrpbl B XX BEKe POC/IM 3KCMOHEHLMabHO MU OKa3anu
3HAUYUTENbHOE BAUSAHME Ha NONYAAPHYIO KYAbTYPY TUPaXKUpyembimm 06-
pasamu (/lapa KpodT, XuTmaH, Cynep Mapuo u 1.4,), ctoxkeTamu («O6u-
Tenb 3na», «Mortal Kombat», «CaitneHT Xunn», «MocnegHas paHTasma»
W T.4.), BUPTYanbHOM cueHorpadpuen (3HameHUTble NOEAUHKN C 3ames-
NeHnem BpemeHu B urpe «Makc MeitH», npbiKkK B «MpuHUe Mepcuny,
NabupuHToObpasHble Noa3emMenba B PONEBbIX UTPaX U MHOroe Apyroe).
MOXHO C YBEPEHHOCTbIO YTBEPXKAATb, YTO KOMMbIOTEPHbIE UTPbI ABASA-
tOTCA BaXKHbIM KOMMNOHEHTOM COBPEMEHHOW BM3Ya/IbHOM Ky/bTYpbl.

XapakTtepusys pabotbl legneca, apT-KPUTUKM Yalle BCEro OTHOCAT
nx K ctoppeannsmy. OgHako B ero paboTax HET XapaKTepHbIX s Clop-
peannsma anno3nn (cTuanctTuyeckan durypa, cogeprkallas aABHOe yKa-
3aHMEe UM OTYETNIMBbIN HaMEK Ha HEKMI NUTepaTyPHbIN, NCTOPUYECKUIA,
MWDONOTNYECKUIA UM NOAUTUYECKUI PAKT, 3aKPENIEHHbIX B TEKCTOBOW
Ky/IbTYPE WA Pa3roBOPHOM peyn) U napadoKcos. MNpu 3Tom TemaTuKa
M CTUANCTUKA paboT lepaeca, ero NepcoHaXkyM XapaKTepHbl A8 TaKux
YaHPOB KOMMbIOTEPHbIX Urp Kak PN, JKwH?. Hanpumep, sneraHTHas
ybuiila B YepHOM, MAyLLas Mo Tpynam Ha KapTuHe «Lady Sham», noxoxa
Ha eHcKoe BonaolleHue AreHta 47 (Hitman)®.

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

20 Cy6KynbTypa, CGOPMMPOBAHHAA BOKPYT BUAEOUTP.

1 Role Playing Games — »aHp KOMMbIOTEPHBIX UrP, B KOTOPbIX YHACTHUK AEMCTBYET COOTBETCTBEH-
HO NPEeANoKEeHHON emy Ponu.

22 JKIWHC — Wrpbl AeicTaumA (OT aHrnicKoro «Actiony).

2 Hitman (pyccK. HaemMHbIN yBuiiLa) — cepus KOMNbIOTEPHBIX U B KaHPE CTeNC-3KLWEHA, CO3AaH-
Has KomnaHuel «10 Interactive».
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B cBoux pabotax legnaec n3o6paxkaeT BUPTyasibHYIO peasbHOCTb
KOMMbIOTEPHOW WUFPbl — WHOM, NPUAYMAHHbIA U BU3YaNU3UPOBAHHbIN
Mup. B BUPTyasbHOM peanbHOCTU HET GU3NYECKUX 3aKOHOB, B HEeW NpUcyT-
CTBYIOT TO/IbKO NPaBua, BHECEHHbIE ee co3gaTenamu. U no bonbluelt Ya-
CTW OHW He CTaBAT 33434y KOMMPOBAaTb HaW MUp. HeobbluHOE coyeTaHue
dopm, n3meHeHMe CBOWCTB MATEPUKN, NPEOAONEHNE YENI0BEYECKMX BO3-
MOXHOCTEW — TO, YTO NMPUBNEKAET 3pUTENEN B MUP KOMMbIOTEPHbBIX UFP.

PucyHok 13. xkepemu lepgpec. /1agun Lam nsyyaet notepwm.
KapTtoH, macno, 11.811 X 11.811 cm., 2006 r.?*
Jeremy Geddes. Lady Sham inspects the damage. Oil on Board, 2006.

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

BbIBObI

PaccmoTpeHHble NMpuMepbl MO3BOAAIOT CAENaTh BbIBOAG, O TOM, YTO
ONbIT B3aMMOAENCTBUA C MEAMAPEasbHOCTbIO AAET BO3MOXKHOCTb Xy-
OOXHUKAM paclnpuTb NaanTpy BbipasuTenbHbIX cpeacts, onpobosaTth
HOBble cnocobbl M NpMHUMMBLI GOPMOO6pPa3OBaHNA, NOCTaBUTb HOBbIE
TBOpPYECKME 3a4aun. Bbliaennm TMnoBble NPOABAEHUSA BO3AEWUCTBUA Me-
AVa B NpMBeAeHHbIX Npumepax:

* TpaHchopMauma cnocobos 1 Gopm AeATeNbHOCTU, B YAaCTHOCTY,
aKTyanM3auma XapaKTepHbIX A4 Meana CTPYKTYPHbIX, KOMMNO3ULMOH-
HbIX PeLleHWNI, NPUYUHHO-CNeACTBEHHbIX CBA3EN;

® aKTyanu3aumsa MOHATUI, HeXapaKTepHbIX AnA M306pa3nTesibHOro
WCKYyCCTBa, NPUBHECEHHbIX M3 061acT meama (pakypc, onTuyeckoe uc-
KaKeHne, MOpOUHT, KNoUeBble Kagpbl U T.4.);

® yBe/INYEHME N U3ObITOK BU3yanbHOW MHPOPMaLUK;

5 YCTOYHUK M306paXKeHUs CM.:
URL: https://www.jeremygeddesart.com/painting_group/immaterial/
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® cMeLleHne GUrypaTMBHOro U HedpUrypaTMBHOrO NOAXOA0B;

® HOBafA MPOLLECCYaIbHOCTb, OCHOBAHHAA Ha NPUHLUMNAxX paboTbl ¢
No/b30BaTeNbCKUM UHTepdelicom;

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

® COYETAHWE XYA0KECTBEHHOIO U AOKYMEHTA/IbHOTO.
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