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THE ETHICS OF RELATION IN THE NEW MODERNITY OF DIGITAL ART AND CULTURE"

One of the most significant cultural phenomena
that our ever fast developing technology has created is
the production of virtual configurations in whatever
fields of aesthetic experience. The phenomenon has cre-
ated a new sort of modernity; an unprecedented set of
conditions that makes increasingly large sections of the
population experience whatever configurations within
the confines of its present temporality or just now, as
the Latin etymology of the word “modern” suggests
(modo).

Computer technology for example has led to the
digitalisation not only of art but also culture as a whole,
begetting thus a shift towards formalistic sense-
perception whereby the paradigm of origin and authen-
ticity loses its relevance if not its meaning. The aesthet-
ic formalism of this new modernity has as a result re-
shaped the rock-solid relational pattern of reality-

Ishall begin with a famous quote from
German philosopher Martin Heidegger:

All distances in time and space are shrink-
ing. ...Yet the frantic abolition of all dis-
tances brings no nearness; for nearness does
not consist in shortness of distance. What is
least remote from us in point of distance, by
virtue of its picture on film or its sound on
radio, can remain far from us. What is in-
calculably far from us in point of distance
can be near to us. ...Everything gets lumped
together  into  uniform  distanceless

(Heidegger, 1971, p. 165).

representation-percipient. This essay will discuss the
resulting ethical implications of aesthetic experience in
the age of digital reproduction.

Key words: technology, virtuality, digital re-
production, ethical experience, modernity, globalisation,
Heidegger, aesthetics.

* The original version of this revised text was presented
as a keynote address on the occasion of the 2020
NKUST International Conference on Cultural and Crea-
tive Industries, National Kaohsiung University of Sci-
ence and Technology, Taiwan (20 November). Some
ideas were also initially sketched in “The Integrity of
the Person at the Age of Virtual Productivity” on the
occasion of the 2005 International Congress of Philoso-
phy held at the Catholic University of Portugal, Braga
(17-19 November).

That “everything gets lumped together into
uniform distanceless” because the generalised us-
age of digital technology has created an illusion of
nearness, is precisely where ethical problems arise:
How should we understand that to which we relate?
What Heidegger subsequently stresses is the unset-
tling and even terrifying nature of such experienc-
es. The new modern configurations whether visual
or acoustic reveal themselves like everything else,
except that “despite all conquest of distances the
nearness of things remains absent” (ibid.).

In today’s world whose increasingly rela-
tional dimension becomes all the more apparent in
the light of a pandemic that spreads in no time
across the globe, digitally accessing configurations
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whether artistic or documentary is no longer a pos-
sibility; it is a fact that has in some parts of the
world so much pervaded our everyday life that we
are losing sight of that to which the configurations
relate. True, such a statement may expose us to ac-
cusations of unduly overstressing the phenomenon.
The point I am trying to make though is that in the
new modernity of digital art and culture, it has be-
come increasingly irrelevant for some — not every-
one — to experience what Heidegger calls the
“nearness” of things, persons, or whatever entities,
precisely because, as paradoxical as it may seem,
our societies have developed techniques that shrink
distances. In truth, the phenomenon is not paradox-
ical; the crux of the matter is that by developing
digital technologies, societies have ignored the im-
pact that temporality has on our ability to be atten-
tive to that or to whom we relate. In other words,
the very notion of authenticity is becoming anach-
ronistic, irrelevant, and in the worst case meaning-
less.

Digitally composed configurations may in-
corporate in no time exotic features from other
parts of the natural world, historical figures from a
distant past, or symbolisms from remote cultures.
But in which sense do we let these worlds speak to
us? To what extent do we allow ourselves to listen
to these worlds? At first glance, these issues may
appear to be incidental. After all, we have been told
for a variety of reasons, including political ones,
that there is no authenticity that could serve as
point of reference. For French philosopher Jacques
Derrida, all meanings defer from some-thing and
by doing so create difference (Derrida, 1967a,
1967b, 1967c) — a process that Derrida initially
identified in texts but that remains indefinite and
can be applied to all fields including the visual arts
and culture as a whole. In the same vein, Gilles
Deleuze suggested to give up notions of models to
copy and instead advocated values of expression in

simulacra whereby the alleged original no longer
counts. His suggestion even applied to “thought”
itself; Deleuze championed what he called a phi-
losophy without image, whereby conceptual ex-
pressive creativity would reign over traditional
models of thought, and more precisely “metaphys-
ics” in the Western world (Deleuze, 1968, 1969,
1991).!

From a formalistic perspective, there is no
reason why a world only made of deferred configu-
rations and expressive simulacra — instead of faith-
ful representations of originals — should not be
liveable. From another, economic perspective, we
may equally argue that, after all, techniques includ-
ing digital technology, have always been designed
to increase productive efficiency, for example by
allowing us to access virtually and in no time the
contents of a museum, or forms and sounds that
would otherwise take the craftmanship of a lifetime
to retrieve or create. Indeed, at first glance and for
these reasons, one can easily conceive of a liveable
virtual life. This is, however, where the triviality
stops.

Beyond formalistic and economic consider-
ations, the experience of the digital world increas-
ingly prevents actors and percipients from being
receptive to the voice of the message, endangering
thus the authenticity and therefore the integrity not
only of the persons involved, but also of what is
communicated or expressed. In the age of mechan-
ical reproduction, Walter Benjamin famously high-
lighted the loss of ““auratic” authenticity in artistic
experience (Benjamin, 1968). The nascent disen-

! See Gilles Deleuze’s idea of “la pensée sans image”
[lit. “thought without image,” trans. as “thought without
model”] in particular in Logique du sens [Logic of
sense] (1969); Différence et répétition [Difference and
repetition] (1968); Quest-ce que la philosophie? [What
is philosophy?] with Félix Guattari (1991).
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chantment is now inexorably magnifying. The rela-
tionship between the self and its perceptual correla-
tive must remain ethical to be meaningful at all.

It is at this critical point that the new mo-
dernity of the here and now in the age of digital
productivity fails to bring about the conditions for
such relational ethics. Of course, the kind of per-
ceptual formalism induced by digital configura-
tions can have different interpretive resonances. To
perceive a configuration that has been digitally cre-
ated with no accountability in terms of authenticity,
can amount to perceiving it as such, in a disinter-
ested way, with no concern for being attentive to
the world that speaks through the configuration.
We may argue that, when we perceptually experi-
ence the such-ness of things that Mahayana Bud-
dhism holds dear, whether works of art or other
entities, we are in a way liberated from the respon-
sibility to apprehend the voice of the author or to
refer to a reality conceived as original model. We
may argue that digital art and culture, in so far as
they induce the experience of the here and now,
liberate ourselves from the constraints of the al-
leged illusions of the author’s voice or perceived
reality. However, the perceptual experience of the
suchness of things in this context has of course a
profound ethical and reflective dimension as the
experience leads to the realisation of the fundamen-
tals of emptiness and interrelatedness. Such is not
the nature of perceptual experiences in the age of
digital technologies.

2

As already suggested configurations in the
new modernity of digital art and culture is inducing
a mode of perception of the here and now, in front
of one’s eyes, at the expense of referring to some
original models. In Western arts and cultures such
models could take different forms shaped accord-
ing to the Platonic conception of imitation (mimesis

piunoig); for example, the reality of a landscape or
even of ideas as with the Social Realism movement
that sought to depict the socio-political living con-
ditions of workers. Other examples of allegedly
authentic models of configuration comprise the sa-
cred writings of Christianity in the Middle Ages,
mythologies, or whatever objects of representation
guaranteed by Albertian rules of perspective. Such
steady original models and their ensuing dose of
authenticity had created, at least in the Western
world, a civilisational tradition and collective un-
conscious that could only be unnerved by the ad-
vent of digital technology. Arguably, such a revo-
lution in art and culture is even more fundamental
than that of photography, which as we know re-
modelled the representational and narrative nature
and function of painting and drawing.

Digital technology has remodelled the eth-
ics of relation in art and culture. Again, the phe-
nomenon may be more palpable among civilisa-
tions that had steadily developed from and around
conceptions of original models of sorts. The issue
is not the gradual loss of original models, but rather
the ethical implications that a disregard for notions
of authenticity can have in the digital world. When
Heidegger evokes the world of Greek temples be-
ing revealed to the one who perceive them first-
hand, or the world of a peasant woman being dis-
closed through Van Gogh’s painting of her pair of
shoes, or that of a poem through Conrad Ferdinand
Meyer's “The Roman Fountain” (Der Rémische
Brunnen, 1882), he is doing no more than to stress
the nature of authenticity in particular experiences
(Heidegger, 1971). And what is now becoming a
fundamental paradigm shift in our mode of being
finds its source in our increasing inability to take
the time to experience such authenticity. The con-
ditions in the age of digital technology, far from
inviting us to learn how to dwell with the object of
experience, thwart us in being naturally attentive to
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the world that speaks to us and becomes visible
when we perceive it. In the age of digital technolo-
gy attentiveness has become a challenge if not an
anachronism.

The ability to dwell with the object of expe-
rience also and obviously suggests that any authen-
ticity involved implies a degree of subjectivity.
There is no such a thing as authentic objects of ex-
perience per se. Taking artistic configurations as
example, we may certainly argue that historical,
political, psychological dimensions, or even the
artist’s intention, are irrelevant to the work of art in
itself; they do not pertain to the authenticity of the
work. In other words, such dimensions look like
they are subordinate to the work (parergon
napeyov). They seem accessory to what is per-
ceived as the work in-itself (ergon &pyov).

Yet, as Derrida showed in La Vérité en
peinture (The truth in painting), the outside of the
work’s relationship to what is believed to be its au-
thenticity involves a great deal of subjectivity (Der-
rida, 1978). This is an undeniable fact that offers a
valid challenge to what we naturally, culturally and
traditionally consider and assume to be authentic.
And this is not to suggest any conception of subjec-
tive relativism that would make authenticity irrele-
vant because of its perspectival, motivated, and il-
lusionary dimension. The authenticity of the inten-
tional object of consciousness is experienced as
such in a movement of unrelating (“deconstruct-
ing”) to what becomes outside of itself as perceived
by the subject. To radicalise subjective relativism
would lead to bad nihilism — or “passive” nihilism
as Nietzsche would have it (Nietzsche, 1968, § 22-
23) — just as advocating objective authenticism
would lead to groundless if not dangerous ideolo-
gy.

Thus, in the age of the new modernity of
digital art and culture the problem is not the ele-
ments of relational subjectivity or illusionary ob-

jectivity involved in experiencing a configuration
in its authentic dimension. The issue is rather the
growing impossibility to undergo such an experi-
ence in a technological environment whereby, as
Heidegger points out, “[e]verything gets lumped
together into uniform distanceless”; and the digital
world is a case in point.

Why is it so important to be attentive to the
authenticity of what is perceived, be it art, culture
or whatever entity in the world? Because it enacts
our awareness of the fact that such authenticity, far
from being an irrelevant or meaningless illusion,
exists through that to which it relates. Even more,
to perceive the authenticity of things is to attend to
the relational nature of the world, as paradoxical as
it may seem for some. Hence, a configuration owes
its authenticity to the field within which it is per-
ceived and from which it springs out. Such a field
is not necessarily physical as in the case of a muse-
um or a gallery space; it can be more abstract such
as the intention of the artist, the cultural context,
the spirit of the time, the historicity of the epoch,
institutional conditions, or whatever differential
determinations. An artefactual environment that
ignores or even obliterates the fundamental of such
a field in perceptual experiences opens the door for
an ethical void.

3

Japanese philosopher Nishida Kitaro de-
fines this paradigm of fields with the word for
“place” (basho %7)T) (Nishida, 2011 [1927], 49-
102).? Such “place” is the universal and necessary
condition for the perceptual experience of things in

? Nishida Kitaro, “From the Acting to the Seeing”
(< L OB H5 H D~ Hataraku mono kara miru
mono he, 1927). This work starts a fundamental reflec-
tion on what will become Nishida’s most celebrated
concept, i.e. “place” (basho ¥z 1T).
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their authenticity to be possible at all; in other
words, for things to be meaningfully perceived as
such. We may argue that one of the characteristics
of digital art and culture is precisely to induce per-
cipients to perceive the suchness of configurations,
to perceive them as such. There is, however, an
essential difference. To perceive the authenticity of
things by attending to the world or place from
which they emerge is no formalistic perception of
what is here and now, seemingly distanceless, in
the blink of an eye.

For Nishida in Art and Morality (Geijutsu
to détoku 27t & 1ETE) the experience of the such-
ness of things is fundamentally ethical and best
embodied in the experience of the beautiful (bi 3%)
(Nishida, 1973). The experience is certainly “self-
less” but by no means formalistic nor disregarding
the world of the configuration that emerges from its
“place.” The point here is that the suchness of
things and its perceptual correlative of selflessness
as formulated in Mahayana and Zen Buddhism is
ethically fundamentally different from formalistic
perceptions in the new modernity of digital art and
culture. Of course, there are examples of Western
philosophers who stressed aspects akin to “self-
lessness” in the perceptual experience of the “such-
ness” of beauty or art, only to mention eighteenth
century Immanuel Kant’s idea of “disinterested-
ness” Gleichgiiltigkeit (Kant, 1793) or nineteenth
century Arthur Schopenhauer’s “will-lessness”
Willenlosigkeit (Schopenhauer, 1818).’

3 Immanuel Kant on the “disinterestedness” of aesthetic
judgements: “...taste in the beautiful may be said to be
the one and only disinterested and free delight; for, with
it, no interest, whether of sense or reason, extorts
approval.” (The Critique of Aesthetic Judgment, 2008;
Kritik der Urteilskraft, 1793), 1.1.5; See Arthur Scho-
penhauer on the experience of the beautiful: “...when
we enter the state of pure contemplation, we are raised
for the moment above all willing, above all desires and
cares; we are, so to speak, rid of ourselves." (The World

We may wonder what the relevance of re-
ferring to such historical figures’ somehow old-
fashioned conceptions of the beautiful is when it
comes to understanding modes of experience of
digital art and culture in the twenty-first century.
Indeed, the forms of beauty, or I should say “aes-
thetic meaning,” have changed, in some cases be-
cause of the technological mutations of the media
used, in other cases because of thematic shifts due
to cultural transformations that champion the sen-
sational, the disruptive, the eventful, the unfamiliar,
or the unexpected.* The relevance of referring to
thinkers who, in one way or another, provided an
ethically oriented understanding of the “suchness”
of the beautiful when experienced “selflessly,” is to
highlight the necessarily ethical character of any
authentically meaningful perceptual experience of
configurations in art and culture.

I will at this point use a wording inspired
not only by Nishida but also other thinkers from
different cultural horizons, to express the ethical
character of the relationship between percipient and
perceived world, be it made of natural entities, per-
sons, or aesthetic configurations. Whether Nishida
(watakushi to nanji AL %)’ or other twentieth
century philosophers such as Martin Buber (Ich
und Du)® and Gabriel Marcel (Je et Toi)’ such rela-

as Will and Representation, 1969; Die Welt als Wille
und Vorstellung, 1818), Vol. 1, § 68.

* The Young British Artists, for instance, epitomise the
sensation-oriented trend in contemporary late capitalist
culture. See Norman Rosenthal et al., Sensation.: Young
British Artists from the Saatchi Collection (1998).

> Nishida Nitaro, I and Thou (L& ¥%: Watakushi to
nanji, 1932), pp. 341-427. For a detailed study on the
original text and its French translation see Jacynthe
Tremblay (trans.), “Je et tu,” in L éveil a soi (2003), pp.
95-144.

% Martin Buber, I and Thou (1971); Ich und Du (1923).

" The whole of Marcel’s philosophy from Journal
métaphysique (1927) on is articulated around the ethical
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tionship had to be understood as “I and Thou.” The
relationship is that of attentiveness to that which
speaks to us. For Nishida, all entities or systems are
self-determined precisely by undergoing a process
of emplacement enabled by that to which they re-
late (Nishida, 2018 [1923], p.3).} In the case of in-
ter-personal or inter-cultural relationships, “I and
Thou” translates into reciprocal selflessness in the
form of emplacing availability that precisely allows
for reciprocal self-determination. The relationship
between “I and Thou” is therefore necessarily non-
hierarchical and complementary, which, in the set-
ting of the art and culture, could be that between
author and interpreter, or work of art and its audi-
ence, or more generally configuration and percipi-
ent. The issue is that the new modernity of digital
art and culture and its formalism of the here and
now prevent such an authentically mutually deter-
mining relationship to take place.

4

To understand the ethical implications of
perceptual experiences in the new modernity of
digital art and culture, let us contrast them in more
detail with the authentic perception of the suchness
of things, so to speak. At first glance both look like
identical at a formalistic level, that is, as far as the

fundamental of Je-Toi. The following quote, among
many others, reflects the spirit of his thought:
“...I'intersubjectif est en réalité intérieur au sujet lui-
méme, que chacun est pour lui- méme un nous, qu’il ne
peut étre soi qu’en étant plusieurs et que la valeur n’est
possible qu’a cette condition.” Gabriel Marcel,
Présence et immortalitée (2001 [1959]), p. 159.

¥ E.g., see Nishida Kitaro, “Place, 57f,” in The Philo-
sophy of the Kyoto School (Singapore: Springer, 2018) :
“To say that objects, constitute a single system, and
maintain themselves, however, require that we also con-
sider both that which maintains this system itself and
that within which this system is established and wherein
it is situated [or: emplaced; FR T#HS].” p.3.

formal appearance is concerned and regardless of
whether the perception involves being attentive to
the “place” of the configuration (e.g., the repre-
sented original model, the voice of the artist, the
cultural context, the historicity, and so on). How-
ever, we soon realise that the digital aesthetics of
the here and now engenders a type of “unavailabil-
ity” — indisponibilit¢ in Marcel’s term (Marcel,
1940), in the sense that the configuration does not
induce the percipient to make him or herself avail-
able to the “place” of such a configuration.’
Moreover, the seemingly distanceless and

b

instant digital perception can hardly been seen to
generate any awakening to the relational dimension
of things, including self-awakening — jikakuH, in
Nishida’s term (Nishida, 1917), as in the case of
the experience of the suchness of beauty.! The
perceptual experience of a digitally produced con-
figuration for which the percipient has neither time
nor space to be attentive to the “place” of the com-
ing-into-view of such configuration, is bound to
ignore the relational nature of things in their au-
thenticity. Thus, what we see being developed are
perceptual attitudes that amount to self-
centeredness, or to use a more barbaric technical
term, intro-subjectivity.

? Gabriel Marcel made the concept of “availability”
(disponibilité) key to his ethical phenomenology of in-
ter-personal relationships. See in particular Marcel,
“Appartenance et Disponibilite” [Belonging and availa-
bility], in Du refus a l'invocation [lit. “From refusal to
invocation”, trans. as “Creative fidelity”] (1940).

10" «“Self-awakening” (jikaku %) is conceived by
Nishida as the place, location, field or topos of nothing-
ness. See for example Nishida Kitaro, “Intuition and
Reflection in Self-Awakening”

(BRI 2 EBLE A Jikaku ni okeru chokkan
to hansei, 1978 [1917]), pp.1-350. Also, Jacynthe
Tremblay offers a selection of Nishida’s texts around
the concept of jikaku in Nishida Kitaro, L éveil a soi,
trans. Jacynthe Tremblay (2003).
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The non-ethical nature of the aesthetics of
the here and now that characterises aspects of the
new modernity of digital art and culture is perhaps
the most profound albeit anticipating message be-
hind Andy Warhol’s serial paintings. The series
discloses a mode of visual consumption that averts
being attentive to the history, the world and there-
fore the “place” of what or who is configured, for
example in his Marilyn Monroe (1967). The series
is a signpost: soon will come the time when the us-
age of techniques of reconfiguration will have ex-
ponentially increased to such an extent that the
world in its entirety will be experienced as War-
hol’s Marilyn Monroe, flat as a pancake, as a
“suchness” without ethics whereby the need to re-
late authentically to persons and communities as
well as cultures and histories will become anachro-
nistic.

That digital technology contributes in part
to the ethical uprooting of configurations is of
course a universal phenomenon, but whose symp-
toms and effects vary depending not only on the
geographical location but also on the economic,
historical, and cultural circumstances. Neo-liberal
economies are factually more prone to use digital
technologies for obvious financial reasons; tech-
nologies across different parts of the world have
developed unevenly throughout history; and the
impact of the development and perception of digi-
tal configurations may arguably differ in the con-
text of the Western tradition of thought based on
reality-representation-percipient and that of cul-
tures of Buddhist inspirations that cherish the
suchness of things.

5

Interestingly, the ethical problems high-
lighted in the case of unenlightened usage of digital
technology find echoes in the project or practice of
some quarters of contemporary Western cultural

theories. In the name of overcoming the risk of be-
ing coerced by the authorial intention behind a
work of art, French litterateur Rolland Barthes ar-
gued for the author to “die” so that the literary text
could free itself from the constraint of authoritative
interpretation (Barthes, 1970, 1973). Thus, the lit-
erary work of art had to become “scriptible” (writ-
erly) as opposed to “lisible” (readerly), so that the
reader could creatively experience its “signifi-
cance” as it was disclosed through “intertextuality”
as opposed to being imposed by the author’s inten-
tion.!" And vice versa, by freely enjoying his or her
subjectivity the reader could restrain from impos-
ing his or her interpreting authority on the text. In
other words, neither the author of the configuration
nor the interpreter should be “constrained” by any
ethical attentiveness towards each other. Any no-
tion of authenticity in the voice of the author or the
act of interpretation was basically equated with co-
ercion, and the result was self-centred or intro-
subjective aestheticism.

For those familiar with Japanese culture,
suffice is to read Barthes’ L ’Empire des signes
(Barthes, 1970) where he uses his experience of
Japan as source of inspiration.!? This is where lies
the junction with digital configurations. Barthes’
endeavour was by no means to try to attend to the
world being revealed to him through its own em-
placement; rather, Japanese culture becomes a flat
pancake that mirrors his desires and pleases his
writerly experience. From a creative point-of-view
there is of course nothing wrong with this; the
problem arises when the call becomes a dogma, in
other words when the practice remains ethically
unenlightened. From a cultural perspective, we
may call this ethically unenlightened attitude and

' See Roland Barthes, S/Z (1970); and Le Plaisir du
texte [ The pleasure of the text] (1973).

12 Roland Barthes, L ’Empire des signes [The empire of
signs] (1970).
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practice a casual formalism of the here and now,
which has given rise to a new modern subjectivity
that can be exemplified in the digital world. As al-
ready suggested, the “unavailability” begotten by
digitally produced configurations amounts to not
being attentive to the “place” within which they
become visible. And the ensuing aesthetic trans-
formations begotten by the digital revolution go
beyond mere issues of sensory-appearance and
have potentially profound existential consequences.
Indeed, such aesthetic transformations may affect
our very mode of being whereby matters of authen-
ticity and related conceptions such as integrity and
trust fade away.

From an inter-personal perspective — be-
cause we should not forget that artistic and cultural
experience is an affair of persons, as literary theo-
rist E.D. Hirsch would have it (Hirsch, 1967)! —
the mutation may be unnerving. As long as we re-
main human beings biologically and genetically
constituted as such, the experience of art and cul-
ture is that of humanly transmitting and receiving
messages in various forms, in distinct ways, and
with various impacts. But to think of art and culture
in terms of affair of persons inexorably calls for
attentiveness, which again brings us to what consti-
tutes the guarantor of liveable human relationships,
that is, authenticity.

To be attentive to an artistic or cultural con-
figuration is to attend not only to its formal appear-
ance, but to the voice that speaks through such con-
figuration, its author as a person, its history, its
world made of particular social, political, educa-
tional, and spritual values among others; in other
words, the “place” within which the configuration
comes into view. Still, why is attentiveness and
therefore availability, not only in art and culture
but also in society at large as well as with regard to

3 E.D. Hirsch, Validity in Interpretation (1967).

the natural environment, so critical for keeping the
prospect of a liveable world alive? Simply because
the one who authentically attends or makes him or
herself available to some-one or some-thing, that
is, in a free spirit of trust and integrity, is creatively
awakened to the fundamental of relation between
the boundless entities that make up our ever-
evolving world.

To conclude

Digital technology is a formidable tool not
only for reproducing or reiterating such entities, but
also for creatively reconfiguring them. Digital art
and culture provide plenty of evidence of this mat-
ter of fact. If the question could be limited to this
formalistic dimension, we would be no doubt head-
ing towards a wonderful world. But such is not the
case. Let us replace Warhol’s images of Marilyn
Monroe and their painting and printing techniques
by those of a sweet potato and digital technology.

The time will come when the image of the
sweet potato is so profusely recreated by digital
means that it will cease to be perceived in relation
to its referent, not only its flavours and smells, but
also more abstractly its particular history and cul-
tural world. The digitalised image of the sweet po-
tato will certainly not lose any ability to signify
something, but only within a system that disregards
the place within which the configuration emerges.
Namely, the system will obliterate the authenticity
of the creative configuration understood in its ethi-
cal and therefore relational fashion. Such is the
threat of the otherwise so promising reality of the
new modernity of art and culture.

There is of course nothing new in this
statement. Heidegger,'* Jacques Ellul,!> and Hans

'Y Heidegger, Martin, 1954 [1977], “Die Frage nach der
Technik”, in Vortrige und Aufsdtze, Pfullingen:
Giinther Neske; translated as “The Question concerning
Technology”, in The Question Concerning Technology
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Jonas'¢ among many others warned against the ex-
istential and ethical implications of technology. In
a different way, in different circumstances and
about a different theme Jean Baudrillard highlight-
ed similar implications with reference to the first
Gulf War (1990-1991). For Baudrillard the exacer-
bated mediatised imagery of the war became a
“simulacrum” whose questionable authenticity pre-
vented spectators from truly attending to the grue-
some reality of the conflict (Baudrillard, 1991).!
Digital technology was thus sending a stern mes-
sage: there is no longer any room for authenticity
no matter the ethical and therefore existential im-
plications.

For all that, pessimism must not be the way
forward. There is no question of rejecting the digi-
tal world altogether, its arts and its cultures. The
point is to warn against the daunting dangers at
stake if we use the techniques without any concern
for its ethical implications; what makes meaningful
arts and cultures possible in the human context as
we presently know it remains their relational au-
thenticity in its creative form.
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3TUKA OTHOIIEHWSA B HOBOM MOJEPHOCTH
IMU®POBOTO UCKYCCTBA U KYJbTYPbI"

OpHuM U3 HanOojee 3HAYUTENBHBIX KYJIbTYp-
HBIX ()CHOMEHOB, POXJICHHBIX HaIlel pa3BUBAIOIICHCS
C MOCTOSIHHBIM YCKOPCHHEM TEXHOJOTHH, SIBISETCS CO-
3IaHUE BUPTYAIbHBIX KOH(GHUTYpaluil B psae odmactei
ACTETUYECKOTO OIBITa. DTOT (PEHOMEH CO3Ial HOBYIO
Pa3HOBUAHOCTh MOJACPHOCTH; OeCHpeleICHTHRIH HA00D
YCJIOBHH, KOTOPBIN 3aCTaBISET UCIBITHIBATH CaMBIC HeE-
OOBIYHBIC KOH(HUTYpaIK B TpeeliaX ero HacTOsIIeH
TEMIIOPAJIbHOCTH, WJIM TOTO, YTO MPOUCXOIUT MPSIMO
celiyac, B COOTBETCTBHUM C JIATUHCKON STHMOJIOTHCH
cinosa “modern” (cp. modo).

KommbloTepHass TeXHOJIOTHS, K MPUMEPY, TpHU-
Bela K nudpoBH3alMM HE TOJBKO KCKYCCTBA, HO W
KyJlbTYpbl B IIEJIOM, OOYCJIOBIMBAsi, TaKUM O0pa3oM,
CABUT K (hOpPMAaIMCTUYCCKOMY YyBCTBEHHOMY BOCITPHS-
THIO, IPUYEM TapaurMa MPOUCXOXKICHHS U ayTCHTHY-
HOCTH TEpSIET €CIIU HE CMBICH, TO PEICBAHTHOCTh. JCTE-
THYeCKuil (popMan3M 3TOH HOBOM MOJEPHOCTH MpeoO-
paszoBai B pe3ysbTaTe Ka3aBIIMKCA TBEPHAbIM, KaK CKa-

Cnucok Jaureparypsbl

Barthes, R. (1970). S/Z. Seuil.
Barthes, R. (1973). Le Plaisir du texte. Seuil.
Barthes, R. (1970) L Empire des signes. Flammarion.

Baudrillard, J. (1991). La Guerre du Golfe n'a pas eu
lieu. Galilée.

J1a, MaTTEPH OTHOIIEHUI pealbHOCTH — PENpEe3eHTALH
— peumnuenTa. Hacrosimas ctatesi mocBsiieHa oOCyx-
JICHUIO 3TUYECKUX MMIUTMKAIUM 3CTETUYECKOIO OTBITA
B 3MOXY LU(PPOBOH pPENPOIYKINH.

KamoueBnie cioBa: TCXHOJIOTUsA, BHPTYyaJlb-
HOCTB, LIH(l)pOBaSI peaopoayKnus, STHYCCKUI OIIBIT, TJIO-

Oanmm3zarusi, Xanaerrep, 3CTETHKA.

* OpurnHanbHas BepcHs HACTOSAIIEro, MepepadoTaHHO-
ro, TeKCTa, OblIa MpeACcTaBlIeHa B BUIC KIIOUEBOTO JI0-
KJaga Ha MexXIyHapoaHOH KOH(EpPEeHLUH M0 KyIbTyp-
HbIM U KpeatuBHBIM uHAycTpusaM 2020NKUST, npose-
JeHHOH Ha 6a3ze HaumonanpHOro YHUBeEpcHUTETa HAYKH
n texHoyoruu, TaitBanb, 20 HOsOps 2020 r.. Hekoro-
pBIE ero MoJIOKEHHs ObUIH MepBOHAYAILHO HAMEUYEHHI B
noknane «LlenmocTHOCTh JMYHOCTH B 3MOXY BHPTYaJlb-
HOW pENpOAYKIMN», NPEACTaBICHHOM Ha MexayHa-
poIHOM KOHTpecce (riocoduu, MPOBEACHHOM Ha 0ase
Karomnueckoro VYwusepcutera Ilopryramum, bpara,
17-19 nHos6ps 2005 .
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MEXIY KOMUKCOM Y TIPOTECTOM. TEHE3UC AHOHUMHOW UJIEHTUYHOCTH
B COBPEMEHHBIX ME/IUA

B cratee wucchemyercs reHe3uc 0cob0ro
TUNA UACHTUYHOCTH, CUMBOJIMYECKH IMPE/ICTABIICH-
HOTO B COBPEMEHHOW Memuacpene B BUIE oOpasa
«AHOHUMYCa» U YCIIOBHO 0003HAUYEHHOTO aBTOPOM
Kak «aHOHMMHAas WJIEHTHUYHOCTHY». Ha mnpumepe
rpaduueckoro pomana «V — 3HauuT Benumertay u
OMHOMMEHHOTO (hMIbMa aHAJTM3UPYETCS JIOTHKA
CTAHOBJICHUSI M Pa3BUTHSI AaHOHMMHOM HJICHTUYHO-
CTU B paMKax aHTUYTOIMYECKOTO HAPPATHUBA, C MO-
CHEAYIOUIMM IE€PEBOJOM 3TOT0 CUMBOJIMYECKOTO
KOHCTPYKTa B CEMHUOTHUYECKOE MPOCTPAHCTBO HO-
BOCTHBIX Meaua. OTMeuaercss TeCHas B3aUMOCBS3b
AHOHMMHOM HJICHTUYHOCTH C OTMEUEHHOMN HCCle-
JOBaTeNsIMU  Tpareguu XOJIOKOCTa TPOOJIeMOid
NPUHIUIIMAIIBHOW  HEBBIPA3UMOCTH  JIATEPHOT'O
OIbITa OBIBIIMX 3aKIIFOYEHHBIX HAIUCTCKUX KOHII-
jarepeil u, B TO )K€ camMoe BpeMs, OCOOBIM THIIOM
TPaHCTPECCHH, CBA3aHHBIM C apXaU4YHBIMHU KYJIbTY-
paMU MOCMEPTHBIX MAacOK. AHOHUMHAs WACHTHY-
HOCTh pacCcMaTpHUBaeTCs Ha CTBhIKE TPEX GopMm Me-
IMa perpe3eHTau oopasa AHOHUMYyca — B Tpa-

«Bcé uoém neexo y moeo, kmo radeem mackouy

K. Jlesu-Cmpocc «Ilymo macoxy

B ¢uneme Knonma Jlanumana «Illoa», ox-
HOM U3 HamOoJyiee NMPOHUKHOBEHHBIX M IIOKUPYIO-
IIUX JTOKYMEHTAJIBHBIX CBHUICTEIBCTB O XOJOKO-
CT€, €CTh AMU30/ C OBIBIIUM Y3HMKOM HAIIMCTCKUX

KOHIIEHTPAUMOHHBIX JIar€ped, YJIEHOM 30HIEP-

¢uueckoM pomaHe, KUHOQHUIbME M B HOBOCTHBIX
XPOHMKAX; OTMEUAETCS] HEYEJIOBEUECKUN XapaKTep
JTAHHOTO 00pasa, aCCOLMHUPYIONIErocs He C KIacCH-
yeckoil ¢purypoit pyroro, xapakTepHOn Ui SK3H-
CTEHLIMAJIbHON U MCUXOAHATUTUYECKONU TpaguLUid,
a ¢ ¢urypoit MlHOr0, BO3HHMKAIOIICH B COBPEMEH-
HBIX TMOCTTYMAHUCTUYECKUX HCCIEAOBAHUAX U
MPEIoNararole BbIX0] 3a PAMKU YEJIOBEYECKOU
pasMmepHocTU. [l onvcaHus reHe3uca aHOHUMHOMN
UJCHTUYHOCTH, MPEACTaBIeHHOW B (popme yibiOa-
fouleiics Macku, MCIIONB30BaHbl (pru3nyeckas Me-
Tadopa KOMIIPECCUU-B3PBIBA U OMOJIOTHYECKAsT Me-
tadopa BUPYCHOTO 3apa’k€HHUs, IO3BOJIAIOLIUEC
OOBSICHUTH TUHAMUKY Pa3BHTHS XYIOXKECTBEHHOTO
oOpaza M cmocoObl TepeBOJa HappaTHUBa COBpE-
MEHHOIO pOMaHa-aHTHYTONUU B MOJUTHYECKHUI
HappaTuB

ACHCHTPAIIM30BaHHBIX MPOTCCTHBIX

JIIBUOKCHUH.

KamoueBbie cioBa: NACHTHYHOCTBD,
XOJ'IOKOCT, TpaHCrpeCcCud, MAaCKu, MCara, aHTUYTOIIUA,

CMEpTB,

MMpOTECT, HI/I‘{TO, MMOCTTYMaHU3M.

koman il Mopnexaem Iloaxne6aukom. Yactpb 3T0-
r0 3MU307a MOCTpoeHa B (hopMaTe JOBEPUTEIBHOM
Oecenpl. B oauMH MOMEHT WHTEpBBIOED 3aMeyaeT
CTpaHHYyIO ynbIOKy Ha ynne [loaxneOHuka, MosB-
JISIOIIYIOCS KaXKIbIH pa3, KOTJa peub 3aX0/UT O €ro
JarepHBIX «OOS3aHHOCTAX». JTa yIbIOKa, KaK Mpa-
BUJIO, COIIPOBOXKIAETCSI MOJTYAHHEM, Kak Obl 3ame-
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Hsis coOoit orBeT. JKemasi kKak-TO ompaBaaTh 3Ty
HEECTECTBEHHYIO, JKYTKOBATYIO YIBIOKY, HHTEPBb-
toep crpammBaeT: «JlomkHo ObiTh B Bac 4ro-To
yMepIio, Koraa Bbl Obuti B XenMHO?» «Bcé ymep-
70... Korna st 6611 Tam, st KU Kak MEpPTBEI», — OT-
BEYaET CBHUIETENb, HE NIEpecTaBas yibibarbes'.

JKu3Hp MepTBela — JOHENb3s yladHbIl OK-
CUMOpPOH Uil O0O3HAYEHUs TOTO HEBBIPA3UMOIO
OIbITa, KOTOPBIM MO 3amedaHuto Jxopmaxo Aram-
OeHa OTJIMYaeT CBHUICTEIHCTBO O JKU3HU B Jlarepe
CMEpPTH OT JII00OT0 JIPYroro CBUAETENbCTBA. B TO
BpeMsl Kak IIOCIIEHEE MMEET B BUJy PAaCKpPBITUE
UCTHUHBI U BOCCTAHOBJICHUE CIIPaBEUIMBOCTH, CBHU-
JETEJIILCTBO BBDKUBILETO OJHOBPEMEHHO CBHJIE-
TEJNBbCTBYET U O COOCTBEHHON HEM30BIBHON HETIOJI-
HOTE, TaK KaK HEJb3s CBUAETEIBCTBOBATH O COO-
CTBEHHOH cMeptH®. JIeHCTBUTENBHO, CBHIETEND-
CTBO Kak >aHp Ouorpaduuyeckoro HappaTtuBa B
CJIy4ae JIar€pHOro OIIBbITA, 10 BCEHW BUIUMOCTH, Te-
pseT CBOIO OOBACHUTENBHYIO CHIy, HE OyIydH
CIIOCOOHBIM TIepeIaTh B CIIOBAX TO, YTO BBIXOIMT 32
IpeAeibl caMOM BO3MOXHOCTH SI3BIKOBOI'O IIPEJI-
craBieHusd. Eciau 4T0-TO U MOXKET CBUIETEILCTBO-
BaTh B ATOH CHUTyalluH — 3TO cama yJbIOKa yikaca,
3aCTBHIBIIAS Ha JIMIE CBUJAETENS, Hamojodue Io-
CMEpPTHOM MACKH.

Mertadopa Macku OTHIOJb HE CllydaiiHa: C
JPEBHEHIINX BPEMEH MACKH UCIIOJIb30BAIMCh B Ka-
YeCcTBE CBOECOOPA3HOTO CHMBOJIMYECKOTO pa3feiu-
TeNs MEXIY MHUPOM JIIOAEeH M 3arpoOHBIM MUPOM.
I'poreckHble MacKu KOJIIYHOB WM IIAMAaHOB CBHJIE-
TEJbCTBOBAJIN 00 UX CTaTyce MOCPEIHUKOB MEXKITY
MHPOM JKUBBIX U MHUPOM MEPTBBIX. Poccuiickuii
sTHOJOT SIlH UecHOB OoTMEuaeT, 4YTO OOJIBIIHHCTBO
apXanvHbIX PUTYAIbHBIX MACOK KaK Obl «BbIIABIIH-
BaeTCsI» M3 3eMJIM HEKOW M3HAYaAIILHOM CHJIOM, ac-

! Tanuman K. Iloa. — MockBa: HoBoe u3matenbcTBo,
2016. - C. 16.

2 Aram6en JI. Homo Sacer. Uto ocraéres ot OcBeHIH-
Ma: apxXuB M cBHIeTenb. — MockBa: EBpoma, 2012. —
C. 35.

COLIMMPYIOIIEHCS ¢ KAMHSMHM M MUHEpPaJaMH. DTHUM
OOBSICHSICTCSI, B YAaCTHOCTH, MOHOJMTHOCTBH JIPEB-
HUX NOrpebabHBIX MACOK, MPH U3TOTOBICHUH KO-
TOPBIX B pa3HBIX KyJbTypax NPEANOYTEHHUE OTJa-
BAJIOCh TBEPIBIM «3EMHBIM» MaTepuaiaMm, BpPOAE
Meau, kernes3a, o0CHanaHa, SIIMbl U APYTHUX KaM-
Heit’. BupvMas HECOKPYLIMMOCTH TAaKUX MAacoK
uMella He TOJNBKO MparMaTW4ecKuid cMmbici, obec-
[I€YNBasl YCTOMUMBOCTh K Pa3pyLICHUIO, HO TaKkKe
CUMBOJIM3UPOBAJa HUX IIEPEXOIHBIM CTaTyc: IIO-
CMepTHass Macka Oblla YeM-TO CPETHHM MEXIY
YKUBBIM YE€JIOBEUECKUM JIUIIOM U MEPTBBIM KaMHEM.
Takum o00pa3om, yxke B apXaudHbIX KyJIbTypax
MAaCKH HCIIOJHSIM POJIb CBOETO POJla 0nepamopoe
mpaucepeccuu: OyAay4d CUMBOJIHMYECKUM BBIpaXKe-
HUEM IIPUHLUNHAAIBHON Pa3gBOCHHOCTH, CBOW-
CTBEHHOH 4YEJIOBEKY B Ka4eCTBE CMEPTHOIO Cylle-
CTBa, CIOCOOHOTO OCO3HABaTh U OOBEKTHBHPOBATH
COOCTBEHHYIO CMEPTHOCTb.

Psng  aHTpOmonornyeckux HMCCIEeIOBAHUM,
BpoJie u3BectHOU KHUTH «IIyTh Macok» Kiona Jle-
Bu-Ctpocca?, W3 KOTOpOro IM03aMMCTBOBaH OIIU-
rpad k Hamel pabore, OOHAPYKHUBAET 32 Macoy-
HOM CUMBOJIMKON YCTONYMBBIE COLIMAIBHBIE U KO-
HOMUYECKHE CTPYKTYpbl — B HMX MacKa paccMar-
pUBAeTCS B KaYECTBE CPEACTBA COLUOKYIBTYPHOTO
KOJMPOBAHUS; OJHAKO HAJIMYME MOJOOHBIX CTPYK-
Typ HUCKOJIBKO HE JI€3aByUPYET MACKY B Ka4eCTBE
oreparopa TPAaHCTPECCUH, a JIHIIb OOHAPYKUBAET
HEOOBIYallHYI0 CJIO)KHOCTh, KOTOpas TpHUCYIIA
OIBITY HApyIIEHHUs TPaHUI] OOBIICHHOTO. ApXaud-
Hasi MacKa yKa3bIBaeT Ha YTO-TO, YTO BBIXOJUT 3a
MIPEIeIbl SI3BIKOBOTO BBIPAYKEHUS, OJJHAKO CIIOCOOBI
3TOr0 yKa3aHHs CYLIECTBEHHO pasnuyarorcs. Oue-
BHUJIHO, YTO TPAHCTPECCHUS IlIaMaHa, HAJIEBAIOLIETO
9TOOBI

PUTYyQIbHYI0 MACKYy, IpU3BaTh JyXOB-

> Yecnor S1.B. TemecHocTh uenoBeKa: (UIOCOPCKO-
aHTpornojoruueckoe nmoHnManue. — Mocksa: 1d PAH,
2007.-C. 63.

* Cwm. JleBu-Ctpoc K. Ilyts Macok. — Mocksa: Pecry6-
nmka, 2000. — 397 c.
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COIO3HHMKOB B XOJI¢ MyOJIMYHOrO KamJIaHUs, OTIIH-
qaeTcs OT TPAHCTPECCUU aKTEpa snoxu Bospoxne-
HUSl, YYaCTBYIOLIETO B IUIOIIAJHON KOMEAUU JETb
apre noj mackoid ApnexkuHa. HoBble cornuaibHble
IIPaKTUKU MOPOXKAA0T HOBBIE MAaCKU M HOBBIE THU-
IIbl TPAHCTPECCHH.

B coBpemeHHON MaccOBOW KyJbType APEB-
HUE MPAKTHUKH TOCMEPTHBIX MacoOK CJIOBHO ObI 00-
peNIM HOBYIO KM3Hb, BOCIIPOM3BOJS IOCPENCTBOM
9KpaHHBIX O00pa30B IEPEeKUBAHUE CBSIICHHOTO
yKaca Iepel NpecTyMHUKOM-9yJOBMILEM, CKpbI-
BAIOIIUM CBOE JUIO IOJ MAaCKOW. Psan M3BECTHBIX
¢mibMOB yxacoB, Takux kKak «Texacckas pesHs
oenzormunoity (1974), «Ilatauma 13-ro» (1980),
«Kpux» (1996), «Ilog mackoii: Bocxoxaenue Jlec-
nu Bepaona» (2006), «Cmaitmn» (2012), «Cynnas
Houb» (2013), skcmmyatupyer TeMy Mackd Kak
CUMBOJIa KomMapHOro Mroco. OTchulasg K apxand-
HOMY y’Kacy JApPEBHEro 4eJOBEKa Iepe] XTOHHWYe-
CKUMH MOHCTPaMH, OOMTAIOUIMMH B HOYHOM Mpa-
K€, MPEJCTABIIAIOIUMHA MHUP JIECTPYKTUBHBIX MpU-
POJHBIX CHJI U HETIOCPEACTBEHHO CBSI3aHHBIN C HUM
3arpoOHBI MHp, COBpEMEHHBIE Meana chopMuUpo-
BaJIM YHUBEPCAIbHBIN 00pa3 MaHbsKa-yOUMIIbI, UC-
MIOJIB3YIOIIEr0 MAacKy AJIsl COXpaHEHHs] aHOHMMHO-
CTH, U, B TO K€ BpeMsl, OOpETAIOIIET0 B ATOIM Macke
HOBOE, Heuenoseyeckoe auyo. Bapuanuu macou-
HBIX MOHCTPOB MHOT'OYHMCIICHHBI U Pa3HOOOPA3HBI,
HO CpeOy HUX €CTb OAWH, NEPEKIMKAIOLIUICS C
HaIlle MCXOMHOW TeMOW M KakK Obl BBIPACTAIOIIHIA
n3 He€ — ITO Macka BeHIEeTThl, I'IaBHOTO Iepost
KYyJIbTOBOTO KOoMHKca «V — 3Hauut Benuerra»
(V for Vendetta, 1982). HecmoTpss Ha MHUPOKYIO
M3BECTHOCTH ATOTO HKPAHHOTO 00pa3a, BOILIEAIIETO
B COBPEMEHHYIO HHTEPHET-KYJIbTYpYy Onaromaps
oqHOMMEHHOMY KHHOGMIbMY JDxelimca MakTura
(2006), 0o cux mop He HMPEeINPUHUMAIOCH 3HAYM-
MBIX IOTBITOK PACCMOTPETh CIIOCOOBI €ro (PyHKIHU-
OHMpOBAHMUS B KauyecTBE TPAaHCMEIUHHOIO Happa-
TuBa. JlaHHOE HMCCIEeOBaHUE CTaBUT IMepen coOoii

3ajayy YaCTMYHO BOCHOJHHUTH 3TOT MpoOen, pac-
CMOTpPETh MacO4YHBI 00pa3 B KayecTBE CHUMBOJIH-
YEeCKOTO BBIPAKEHUS 0COOO0T0 THUIA UACHTHYHOCTH,
CBA3aHHOI'O C aKTyaJbHBIM JUISI COBPEMEHHOU WH-
TEPHET-KYJIbTypbl TpeOOBaHUEM aHOHUMHOCTH.

Cayuaii “V”

I'paduueckuii poman Anana Mypa u J[3Bu-
na JImoiima «V — 3HaunT BengerTay, co3TaHHBIN T10
3aKa3y HE3aBUCHUMOIO OpHTAHCKOTO  H3JaHUA
«Warriory, MoJiydms1 IUPOKYIO MU3BECTHOCTb B Ce-
penuHe 80-X T0O/I0B, 32 KOPOTKOE BpeMs IPHOOPETS
CTaTyC KyJIbTOBOIO. B KOMHKce paccka3blBacTCs
HCTOPHS XapU3MAaTHUYHOI'O TEPPOPUCTa B Macke, B
OJIMHOYKY BEIYILETO MapTU3AHCKYIO BOMHY IIPOTHUB
KBa3H(AIIUCTCKOTO PEKUMA, KOTOPBIA YTBEPAUIICS
B BenukoOputanum B pe3ynbTaTe TIpa)kIaHCKOU
BOMHBI. Hacrosmee uMsa teppopucra Ha IPOTsKE-
HUM BCEH KHUIM HE PACKpPBIBACTCS, BMECTO HETO
ucnosb3yercs nceBloHuM V. CreHapuct AnaH
Myp BCIIOMHHAET, YTO OPUTHHANIBHBINA 00pa3 Ben-
JETTHI MOSBUIICS HE Cpa3y: OH CTaJl pe3yJIbTaTOM
MHOTI'OYHCIIEHHBIX CIIOPOB U KOMIIPOMHCCOB MEXKY
XYI0’KHUKOM, CIIEHADHUCTOM M U3JaresneM®, 00b-
eIMHUB B cebe psI PasHOPOAHBIX HIIEMEHTOB:
CBEPXBECTECTBEHHBI MHTEIICKT U HEOObIYalHYIO
JIOBKOCTb, CBOMCTBEHHBIEC CyIEPreposiM; BHEIIHUMN
BUJI MU MaHEpy peuu, MNPUCYIIUE apUCTOKpaTam
XVII Beka (npsimast ammros3ust Ha ["as @oxca, 3Ha-
MeHuToro ydactHuka IlopoxoBoro 3arosopa 1605
I.); HOHKOH()OPMHUCTCKOE MHPOBO33pEHHE, B Iie-
JIOM, CO3BYYHOE€ HJIESIM COBPEMEHHBIX aHTHU(aIlIu-
CTOB, aHAPXUCTOB U JICBBIX PAJUKAIIOB.

OTnpaBHON TOYKOM [yl HALIEro MCCIEN0-
BAHMUS MOXET IOCIYKHUTh YacTb CHOJKETA, CBS3aH-
Has ¢ npeObIBaHWEM MPOTAroOHNUCTa B TaK Ha3bIBae-

MOM «J1arepe i HepeMeH_IéHHBIX Jany, npeaHa-

> Myp A. Ilo Ty CTOpPOHY HAapHCOBAHHOH yJBIOKH //
A. Myp, . JInoiixg [I. V — 3naunt Vengerra: ['papude-
ckuii poman. — Cankr-IlerepOypr.: A3Oyka, A30yka-
Artukyc, 2019. — C. 370-372.
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3HAQYEHHOM JUIS M30JIILUU IIPEACTABUTEIICH HALU-
OHAJIBHBIX U CEKCYaJIbHBIX MEHBIIMHCTB, IOJUTH-
YECKUX ONIIOHEHTOB PEXUMA U PA3IUYHBIX JUCCU-
neHToB. CoJepaHUEe M CMBICH JIAr€PHOTO OIbITa
BenaerTsl packpbIBaeTcsi MOCTENEHHO, (pparMeHT
3a (hparMEHTOM: UYHUTATENIO MpEAIaraeTcs CoBep-
IIUTh PEKOHCTPYKLUIO €r0 HCTOPUU, HUCIOJIb3Ys
OOpBIBOYHBIE CBEJICHUS, MIOUYEPIHYThIE U3 THEBHH-
KOB, apXUBHBIX CBHUJETEIBLCTB, J0CHE; HEKOTOPHIE
JETAIM PACKPBIBACT CaM IIPOTAarOHUCT, CO3HATEIIb-
HO OCTaBJIsAsl HA MECTE CBOMUX aTaK KPACHOPEUYMBBIE
YJIMKHU; 4aCTb CBEICHUN YUTATENIb Y3HAET CIIEA 3a
X0J0M pacciefoBaHus uHcnekropa CKOTIEHI-
SApna mucrepa @uHYa, KOTOPOMY IOPYYEHO IEIIO
«TeppopHCcTa B Mackey; Haubosee JUYHBIC JEeTaIn
OTKpPBIBAIOTCSL €IUHCTBEHHOW COIO3HULIE IJIABHOIO
reposg — MiBu X3MMOH[, 104epHU TUCCUIAEHTOB, I10-
ruOmMX B TOABI MOJUTHYECKOro Teppopa. dDpar-
MEHTApHbIE BOCIIOMMHAHUSA O KOHLICHTPALIMOHHOM
jarepe 3aJal0T TUHAMHUKY BCEro Omorpauieckoro
HappaTyuBa, IIar 3a I1aroM BBICTPAauUBasl UCTOPUIO
[JIABHOI'O I'eposi, yKa3bplBasi MECTO TOTO MIIM MHOTO
nepcoHaxa B oOmem aedctBuu. [lomaroBas pe-
KOHCTPYKIUs JIAT€PHOrO OIbITa BEeHIETTHl 1M03BO-
JII€T MOHATH €r0 MOTUBALMIO, CMBICI TEPPOPUCTHU-
YECKUX aKTOB, KAKJbIM U3 KOTOPBIX UMEET CUMBO-
JINYECKOE 3HAYECHUE.

B xone paccnenoBanusi, B KOTOPO€ IIOHEBO-
Jie BOBJICKAETCS YUTATelb, BBISICHAETCS, 4TO, OYy-
Iy4d Y3HMKOM Jlareps Juisl NEPEeMEIIEHHBIX JIULL,
[JIABHBIM FepOU CTal KEPTBOM MEIULIMHCKOIO DKC-
nepuMeHTa. OnucaHue 3KCIEPUMEHTA BbI3BIBAET
OTUYETIIUBBIC ACCOLUALIUUA C U3YBEPCKUMU OIBITAMU
HAallUCTCKUX MEIWKOB HAJ 3aKIIOYEHHBIMU KOH-
LIEHTPALlMOHHBIX JIAT€pEH, BPOJE TEX, KOTOPHIE
IpoBOII ¢ y3HHKamu OcBeHIMMA J0KTOp Mo3ed
Menrene®. B KOMHKCE NMPUCYTCTBYET MEPCOHAK,

6 JTt060MBITHO, 4TO B KOMHKCE M (pHIBME HPEICTABICHBI
pa3HbIE BEPCUHU ITOTO DKCIEpUMEHTa. B To Bpems Kak B
rpau4eckoM poOMaHe pedyb HAET 00 MCCISIOBAHHUIX

MPEJICTABJISAIONINI  cOOOM aHajor HaIMCTCKOTO
«zokTopa CMepTh», PyKOBOJIUTEND JKCIIEPUMEHTA
nokrop Henus Cappumx; BOpOYEM, B OTIIMYUE OT
HUCTOpUYECKOro  MeHrene, U3BECTHOIO  CBOEH
CKJIOHHOCTBbIO K cagu3My, Aokrop Cappumk Je-
MOHCTPHUPYET IBOSKOE OTHOILIEHHUE K IPOUCXOJS-
IIEMYy: OJHOW CTOPOHBI, OHA JTOOPOCOBECTHO BbI-
MOJTHSET CBOIO paloTy, GeccTpacTHO peanusys H
aKKypaTHO IPOTOKOJIUPYS BECh X0/ SKCIIEPUMEHTA,
C IpyrOoi — HE MPOSBISAET YPE3MEPHOM KECTOKO-
CTH H, OoJiee TOro, IEMOHCTPUPYET HEKOe Moaooue
SMIATUM B OTHOLUEHUU OTAEIBHBIX NOJONBITHBIX.
Xoa 3KCIEpPUMEHTa CTAaHOBUTCSI M3BECTEH 4MTATE-
0 U3 €€ THEBHUKA, MONABLIETO B PyKU CIIEN0Ba-
TeJs IIOCJIe 04EepeHOM aTaku BeHIeTTsl, KepTBOn
KoTopoi crana gokrop Cappumx; B JHEBHUKE IO-
IpoOHO OMMCHIBAIOTCS pasziHuHbIe Aedopmarui,
IIPOUCXOSIINE C TEIaMH NOJONBITHBIX: Y MMAlUEH-
TOB, MOJYYMBIIUX UHBEKLHUIO IKCIEPUMEHTAIbHO-
ro mpemapara, aTpoQHUpYyIOTCsS NETOPOAHBIE Opra-
HBI, (POPMUPYIOTCS JIMIIHHE COCKH, BHYTpPH TroJie-
HEl BBIPACTAIOT JIOMOJHUTENbHbBIE MaJIblLibl; MOJ-
OIBITHBIE TOCTOSHHO HAaxXoAATCs B OpeIoBOM CO-
CTOSSHUM M BCKOPE YMHUPAIOT; B KOHIIE KOHIIOB, U3
COpOKa BOCBMM YYaCTHHUKOB B JKHMBBIX OCTa€rcs
TOJIBKO OAWH — IALUEHT U3 Kamepbl «Vy». JlokTop
Cappupk XapakTepU3yeT €ro COCTOSHHUE CIIENYIO-
muM obpazom: «Cyns 1Mo Bcemy, (pU3MUECKH OH B
IIOJIHOM TOPSAKE, HUKAKUX KJIETOUHBIX aHOMAJIUH,
Hudero. Ho oH abcomotHo Oe3ymeH. Buamumo,
npenapatr NeS BbI3Bajl CBOETO poja MCUXUYECKUU
Kkpu3. JloimkHa OTMETUTh MapajoKCcaabHBIN M000Y-
HBIN 3G EeKT, XapaKTEePHBIH 151 HEKOTOPBIX CIyda-
eB mm3oppeHnu. JINYHOCTh MOAONBITHOTO MPHOO-
pena COBEPIICHHO MAarHeTUYECKHE CBOMCTBA. ['o-
BOPUT OH OYEHb MAJIO, HO KaK CMOTpHUT <...> [lo-

SKCIIEpUMEHTANILHOTO Ipenapara NeS, npeacrasisronie-
ro coboil «cmech runoppusMHa W SNUPU3NHA», B
¢unbpMe Ha 3aKIIOUYEHHBIX HCHBITHIBAIOT IKCIIEPHMEH-
TaIBHBIA BUPYC, PacCMaTpUBaEMbIii B Ka4eCTBE MTOTCH-
IUATBHOTO OMOJIOTHYECKOTO OPYKHSL.
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BEJICHYECKHE MOJENIHM — BOT UYTO B HEM MHTEPECHO.
OHM COBEpILIEHHO UPPALMOHAIBHBI U B TO )K€ Bpe-
Msl ONpPEICNEHHO MOAYMHSIIOTCA KaKoOW-TO Oe3ym-
HOIA JIOTHKE» .

AanTUPOBABIIUCh K CMEPTOHOCHOMY BO3-
JNEUCTBHIO Iperapara, y3HUK U3 KaMepbl « V) BHe-
3arHO OOHApPY)KMBAeT TANAHT CaJ0BOJA; JIarepHas
aIMUHUCTpALUs paspelraeT eMy YCTPOUTH Call BO
BHYTPEHHEM JIBOpUMKE OOJBHHUYHOI'O KOpITycCa.
MupHoe Ha nepBbIN B3I YBICUCHUE OKa3bIBACT-
Csl IIUPMOM IS IIOATOTOBKH IIEPBOTO TEPPOPUCTH-
YEeCKOro akTa: M3 yJIoOpeHuil y3HWKy V ymaéres
CO37aTh MOIIHYIO B3pBIBYATKY, C ITOMOILBI KOTO-
pOH OH pa3pylIaeT CTeHbl OOJLHHUYHOIO KOpITyca U
OeXHUT U3 Jareps. ITO MPOUCIIECTBUE 3aPUKCHPO-
BAaHO B JIHEBHMKE AokTopa Cappuik, KoTopas OT-
MEUaEeT CBEPXBECTECTBCHHYIO JKMBYUYECTh IALUCH-
Ta V, OKa3aBIIEroCs IMPAKTUYECKU B DIHICHTPE
B3pbIBA, HO HE IOJYYMBILETO IIPU ITOM BUIUMOIO

ymiepoa.
sksksk

[TorpoOyeM BBIIENUTH U3 MPEACTaBICHHO-
IO ONMCAHUS OCHOBHBIE CTPYKTYPHBIC DJIEMCHTBI.
Opranu3oBaHHBIM B CTHJIE TOKYMEHTAJIBHOTO CBH-
JETENIbCTBA, BPOJAE T€X, KOTOPBIE PACCMaTPUBAIUCH
B xoj7ie HropuOeprckoro mporecca, 3TOT HappaTuB
COJIEPKUT HECKOJIBKO 3JIEMEHTOB, XapaKTEPHBIX
JUId KJIACCUYECKUX HMCTOpHM o cymepreposx. Ort-
[IPAaBHOM TOYKOW BBICTYIIA€T KPAWHE COMHUTEIIb-
HbIA C OJTUYECKOM TOYKH 3pEHUS MEAULMHCKUN
OKCIEPUMEHT, OOBEKTOM KOTOPOI'O CTAaHOBUTCS
IJIaBHBIN repoil moBecTBoBaHus. OCHOBHAs UHTPU-
ra 3aKJII04aeTcsl B HEMpeacKa3yeMoil Tpanchopma-
LIMH YEJI0BEUYECKOr0 MaTepHUala B HEYEIIOBEUECKUI
areHT — MyTalys OKa3bIBACTCs IIOJHOW HEOXKU-

AaHHOCTBIO KaK IJId HCIBITYEMOI'O, TaK U JJId HC-

"Myp A. V — 3nauut Vengerra: ['paguueckuii pomaH.
— Canxkrt-IlerepOypr: A3Oyka, A30yka-Attukyc, 2019.
—C. 106.

neITaTeNel, npepeiBas paboTy pernpeccUBHOW Ma-
IIMHBI HEOXKUJIAHHBIM COOeM, MPOSBISIOMNUM ceOs,
IIpEeXAE BCEro, Ha ypOBHE MHAMBHUAYAJIbHOIO Tella
B ¢opme Toro, uto nokrop Cappu/pk Has3bIBaeT
«IICUXUYECKUM KpHU30M», a 3aTeéM Ha YPOBHE
(YHKIMOHMPOBAHUS KOHLEHTPAIIMOHHOTO JIareps,
KOTOPBIN, KaK BBIICHUTCA IO3XKE, IPEKPATHII CBOE
CyLIECTBOBAHME MOCIE 3TOro uHimaeHrtas. Obpa-
maer Ha ceOs BHUMaHME IEpPEKIMYKa JIBYX 3JIe-
MEHTOB HappaTHBa — Oe3yMus W 63pbléa: B3PHIB B
narepe oOycJOBIeH Oe3yMHeM 3aKIIOu€HHOrO, HO
U caMo 3T0 0e3ymMHe MOXHO TOJIKOBAaTh KaK CBOETO
poJa ICUXOTUYECKUM B3pBIB, CTABIUMMI HENPEIBU-
JEHHBIM CIIECTBUEM MEIUIUHCKOIO DKCIIEPUMEH-
Ta. B3puvig-6e3ymue npeacTaBiseTcs HaM TOW TOY-
KOW TPaHCIPECCUBHOIO IIEPEXOJA, B KOTOPOU BCs
CUTyalusi KapIMHAIBHO MEHSET CBOK MOJajb-
HOCTB: IIaCCHBHAs >KEPTBAa MEIULIMHCKOIO JKCIIE-
PUMEHTA IIPEBpAIIACTCs B AKTUBHOIO arcHTa Je-
CTPYKLIMH, AHOHUMHBIA y3HUK KaMepbl HOMEDP «V»
CTAaHOBUTCS XapU3MaTU4YHBIM TEpPpOpUCTOM DBen-
JNETTOM.

Po:xxnenne Macku

Macka npexacTtaBiseT coOOW Ba)KHBIA 3J1e-
MEHT KOMHUKC-KYJIBTYPBI: OOJBIIMHCTBO KJIACCHYe-
CKHX CYIEprepoeB CKpBIBAETCS MO MAcKo, obec-
[IEYUBAIOIIECY AHOHUMHOCTb UX YaCTHOM JKU3HU U
CO3/1aI0IEH 3aXBAaThIBAIOLIYI0 JUAIEKTUKY JINYMH,
B KOTOpPOH 00pa3 MUPHOTO OObIBaTENs] MOCTOSHHO
YyepeyeTcss U MOpo0 BCTyHaeT B KOH(MIMKT ¢ 00-
pazoMm cBepxuenoBeka. CHaOKeHHas JIyKaBOM
ynbIOKo#l, Macka BeHIeTTsl Takke MpoOBOIUT yep-
Ty MEXJYy YEJOBEYECKUM M HEUYEIOBEYECKUM, HO
JIeNIaeT 3TO JIMIIb OJHAXJbl — B MOMEHT B3pbIBa-
O0e3yMus; OHA POXIAETCS W3 HENPEpPhIBHOTO U

KpaliHe CTyLIEHHOIO IEPEKUBAHUS CMEPTU — HE

¥ OrmermM mOGONBITHYIO Hapamienb ¢ Cyab0oit

HaI[UCTCKOT'0 KOHIIEHTpannoHHoro jareps B Cobubope,
KOTOPBIA Takke OBUI 3aKpHIT MOCNE yAa4yHOro Tmodera
OOJBIIION TPYIIIBI 3aKTIOYEHHBIX.
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YMHpaHUs KaK TaKOBOTO, a IPUHATHS CMEPTH B Ka-
gecTBe 0a30BOr0 YCIOBHS COOCTBEHHOrO CyIIle-
cTBOBaHUs. TanHCTBEHHAs yJbIOKa, 3aCTHIBIIAS Ha
0eJ710M KYKOJBHOM JIHIle — HanboJiee XapakTepHbIN
aneMeHT 3Toi Macku. [TomoOGHO penbedHbIM Mac-
KaM B sMoHCKOM Tearpe Ho, cHOCOOHBIM «OXKH-
BaTh» Ha UCKYCHOM akTépe Omaromaps ero Qpuiu-
IpaHHOM paboTe CO CIIEHUYECKMM OCBEIEHHEM’,
yibI0Ka BeHJEeTTHl MEHSeT CBOW SMOIMOHATHHBIN
3apsii B 3aBUCUMOCTH OT CHUTYAI[MH: YUTATEIbh BU-
JMT B HEH TO TOPHKYIO HPOHUIO, TO 3JIYI0 YCMEIIKY,
TO TpOTaTeNbHYI0 3a00Ty Tepos O CBOEH eauH-
CTBEHHON coro3nHuue u nojoneunoi'®. Bymyun
MOP(hOJIOTHYECKH COBEPUICHHO CTaTMYHOM, 0J00-
HO NIOCMEpPTHOM Macke, Macka BeHaeTrTel, TeM He
MeHee, MMOCTOSIHHO MEHSET TOHAIBHOCTh — B 3aBU-
CHMOCTH OT OCBELIEHHS U paKypca, OOHapy>KuUBas
UTPY CMBICJIOB B a0eppanusx MoyTeHeH.
Amnanusupys u3BecTHbli poman Ko6o A6>
«Hyxxoe muno», Banepuii Ilomopora ormeuaer
0c00YI0 «OKUBOCTB)» MACKH, JIETAIOIIYI0 €€ CyObek-
TOM aBTOHOMHOIO AeicTBUsA: «I1 BOT 4TO-TO HE 3a-
JaUII0Ch, M C TOT0 MOMEHTa HauMHAeTCs OT/Ielie-
HHE MAacCKd B CaMOCTOSITEIBHOTO MEPCOHaXa,
HAaCTOSLIETO IBOMHUKA. Macka CTaHOBUTCS KUBBIM
MEPCOHAXEM, CO CBOMMHU HEOOXOJMMBIMU TPaBU-
JaMM M YCJIOBUSIMH CYIIECTBOBAHUSAM, KOTOpBIC
OHa IIBITAETCS HaBA3aTh CBOEMY co3maremon'!. 3a-
METHM, 4YTO 3Ta (OKHUBOCTH», TOUHEE AareHTHOCTb,
Oyayun TO CBOEH CYTH aHTPOHNOMOpP(pHON, BCE-
TaKH, BBIXOJUT 32 MpeAesbl Cyry0o 4eI0BEeYeCcKOro,
BOCIIPOU3BOJISI CKOPEE «KHBOCTBY» MPHUPOIHBIX SIB-

’ I'pumenesa JI.JI. TeaTp coBpemeHHO#H Snonuu. —
Mocksa: UckyccetBo, 1977. — C. 21.

' OnHa U3 KITIOYEBBIX MHTPHT ITOMH MCTOPUH COCTOUT B
Taline nuyHocTd Benpertel. CornacHo onHON U3 Bep-
CHii, Ha KOTOPYIO HaMEKaloT aBTOphl, BeHxeTra okasbl-
BaeTcs MpomnaBIIMM OoTHoM VBu. Bopouewm, sta Bepcus
TaK ¥ He HAXOJUT TOATBEPKACHUSL.

"' TIonopora B.A. Bonpoc o Bemu. ONBITH aHaTHTHYE-
ckolt antpomnonoruu. — Mocksa: ['pronapucce, 2016. —
C. 101.

JEHU#, BpOJE AMHAMU3Ma pas3psia MOJHHUU WIIU
u3BepKeHUs BylskaHa. [Io 3TOM mpuU4YMHE JIOTUKY
(dbopMHpOBaHUS AHOHMMHOW MICHTUYHOCTH YHO0-
HEe ONUCBHIBaTh uepe3 Qu3nueckue metadopsl,
BpoJie MeTadopsl cxaTui U pacmupeHus. Tak pe-
IIPECCUBHOE JABJICHUE IIOJUTUYECKOM CHCTEMBI B
OTHOIIECHUHM MHAKOMBICIISILEr0 MOKHO MeTadopH-
YECKU IPEACTaBUTh B BHUJIE KOMIIPECCHOHHOTO
cKaTus (PU3NYECKOH Cpefibl, B X0e KOTOPOro 00b-
€KT JABJICHUS IPETEpPIEBACT CYLIECTBCHHYIO [ie-
dopmanuo unu paspymaerci. B paccmarpuBae-
MOM CJIy4ae JKCTPEMAJIBHOE JABJICHUE IIPUBOJIUT
HEe K ru0eny WHAMBHUIA, & K BOSHUKHOBEHHUIO aHO-
MaJbHOW WJIEHTUYHOCTH, BU3YaJIbHBIM IIpE/ICTaB-
JIeHHeM KOTOpoil BhicTymaeT Macka'?. B ciyuae
«V» Mmarepus yxaca, JOCTUTHYB HauBBICIICH CTe-
NEHH IUIOTHOCTH B MOMEHT B3pbIBa-0€3yMus, IO-
pPOKJIaeT B CBOECU CEpALEBUHE HETaTUBHOE SpO, B
KOTOPOM BO3HUKAE€T OTBETHOE JECTPYKTHUBHOE
nBrkeHue. Takum o0pa3oMm, TOCTUTHYB Ipejena
CKaTHs, IICUXUYECKasi MaTepUs HE pa3pylIaeTcs, a
MEHSET HallpaBJICHUE JIBUKEHUS, HAUMHAsI CTPEMU-
TEJBbHO, B3PBIBONONOOHO pacmupsarkes. IlepBona-
yajgbHas CHUCTeMa TManay/KepTBa, IpeTeprieBact
MHBEPCHUIO: BUEPALLHSA JKEPTBA CTAHOBUTCS IaJla-
YoM, a OBIBIIMI Majlady OKa3bIBAETCS B POJIH KepT-
Bbl. B KOMUKCE 3TO B3pBIBHOE PACIIMPEHUE PEAIU-
3yeTcs B TPH 3Tama, cCHavaja BOBJEKas B ceOs ca-
MOr0 y3HHKA «V», 3aTEM TEPPUTOPUIO KOHIJIAreps,
U, HAKOHEII, BCIO CTPaHY.

[Ipexxae yem mepeTu K MOapOOHOMY pac-
CMOTPEHHIO TPETHETO dTalla, Ha KOTOPOM HHIVBU-
NyaJabHBIA MPOEKT MIIEHUS BBIJIMBAETCS B Macco-
BbIil HU30BOH MPOTECT, 0OpaTUM BHUMaHUE HA TOT
craryc, KoTopelii oOperaer Benperra mocie Oer-
cTBa M3 jareps. OUeBUIHO, C TOUKHM 3PEHMS pe-
IIPECCUBHON CUCTEMBI, OH — IIPECTYIHUK BIIBOMHE,

12 B namem ciaydae Macka He CBOIUTCS K KOHKPETHOMY
aKceccyapy, a IpecTaBiseT co00i CHMBOJ aHOHUMHOM
UJICHTUYHOCTH.
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BO-TIEPBBIX, BBUY CBOCH MOJUTUYECKON MHAKOBO-
CTH, BO-BTOPBIX, KaK HapyILIUTEIb HOPM U peria-
MEHTOB PEIPECCUBHOIO IIPOU3BOJACTBA, HEIIOCPEI-
CTBEHHBIN BUHOBHUK Pa3pyILLIEHUs TAaKOI'O BAXKHOTO
JIEMEHTA TOTAJIUTAPHOW MAIIMHBI KaK KOHIICHTPA-
IIMOHHBIN J1areps. Bripodem, crmoco0, ¢ MoMoIbo
KOTOporo Benaerra HapyliacT HOpPMBI, HE I103BO-
JSIeT MPUYUCIIUTD €r0 K OpIMHApHBIM OYHTapsM H
PEBOIIOLIMOHEPAaM; BBIWIA 32 PAMKH YEJIOBEUECKO-
ro, Benngerra yTrBepxkmaer cebs B KayecTBE aHO-
HumHoro Muoro. BaxHo oTmeruth, 4Tto MHON —
3TO OTHIOAB HEe [Ipyroi, K KOTOpOMY Tak 4acTo 00-
pamanack B XX BEKE dK3UCTECHLHAIIbHAA U IICUXO-
aHanuTU4eckas Tpaguuuu; MHo# Bcerna Hec€T Ha
ce0e MmedaTh HEYEJIOBEYECKOIo, M JaKe €Clh CO-
XpaHseT 4eJOBEYECKUH OOIHMK M BHIUMOCTH YeJo-
BEUECKOU PAlMOHAIBHOCTH, TO TOJIBKO BHEILHE, B
pe3ynbTare cBOero poaa Mumukpuu. CoBepuIMB
JBOMHOE IIPECTYILICHUE IIPOTUB T'OCIOACTBYIOILIETO
pexxuma, Benzerra He TOJIBKO cTaBUT ceOsi BHE 3a-
KOHa, HO HMBEIHUPYET 3aKOH, MPHOOpeTast UCKIIO-
YUTEIBHBIN CTaTyC, CX0XKHUH co cTtarycoM CBslleH-
Horo Bosika (Vargr i Véum) y npeBHUX IrepMaHIIEB,
KOTOPOTO YIIOMUHAET B CBOMX paborax Aramben'?.
B unrtepnperanun AramOeHa, U3rHAHHBIA U3 TLIE-
MEHU IPECTYIHUK, YTPATUBIINNA CTATyC YEIOBEKA,
HO B IIOJIHOW Mepe He MPUOOIIUBIIMNACA U K MHUPY
KUBOTHBIX, BBIOMpall B KayecTBE MeECTa CBOETO
OOMTaHUsl Y3KYIO TOJOCY, CIYXKAllyl TpaHUIeH
MEXAy JIIOACKUM NoceneHneM u jecom. CoxpaHnss
YeJIOBEYECKH OOJIMK, OH BCE elé YacCTUYHO MpH-
Ha/JIeKal MUPY JIIOJIeH, HO €ro *U3Hb OOJbIlIe He
pPErIaMEHTUPOBAJIACHh YEIIOBEYECKUMHU HOPMAaMHU,
MOJYUHSACH JIMIIb MPPAlMOHAIBHBIM HMITYJIbCaM
WIA CBOETO POJia «3aKOHY jecay. Eciau B muduue-
CKOW Teorpaduu IpeBHErepMAHCKOI'O MHpa OIIIO-
3ULUEN JIIOJCKOMY IIOCEJICHUIO BBICTYIAN APEMY-
YUH JIeC, TO B COBPEMEHHBIX €€ aHaJIorax MHOIO-

3 Aram6en JI. Homo Sacer. CyBepeHHas BIacTh H Io-
nast )ku3Hb. — Mocksa: EBpomna, 2011. — C. 136.

IogHOMY Meramnonucy mIpOTUBOCTOUT CyMeped-
HBIA AHJErpayHa — MOTYCTOPOHHMHA MHpP 3a0po-
IICHHBIX CTAHIUH METpPO, TOHHENIEH-TaOuPUHTOB,
MOJ3EMHBIX OYHKEPOB M 3JIOBOHHBIX KaHAJIM3AIU.
VIMeHHO B JIOHAOHCKOM AHJErpayHzie pa3MellaoT
CBOETO Ieposi aBTOPhl KOMHKCA, KaK Obl MOAYEPKU-
Basi ero aMOMBAJICHTHBIN CTaTyC — EPTBBI MeIH-
LIUHCKOIO JKCIEPUMEHTa, YTPAaTHUBIIECH paszyM.
HmenHo 371ech, TiTy0oKo moj 3eMIIEi pacroiaraer-
sl ero yOexxuIne ¥ KOMaHIHBIN IyHKT, U3 KOTOPO-
0 OH CIEAWT 3a CUTyalued B ropoiec, IUIAHUPYs
CBOM aTakW, HMMEHHO 37eCh, Ha 3a0poIIeHHON
CTaHIMU METPO KAET CBOETrO yaca IIOE3[, Harpy-
JKEHHBIN B3PBIBUATKOM, HA KOTOPOM B KOHILIE II0O-
BECTBOBaHUsA Benperra oTmpaBUTCS B CBOM IO-
CIEAHUM IIYTh.

SIBHOE IPOTUBOIIOCTABICEHUE 3E€MHOIO H
MIOA3EMHOI0, YEJIOBEYECKOIO U HEUEIOBEUYECKOr0 —
IIPUCYTCTBYET HE TOJIBKO HAa YPOBHE JEJICHUS IO-
POJICKOTO MPOCTPAHCTBA Ha MyONIMYHOE W TaifHOe,
HO U B ycTpoiicTBe caMoi Macku Bengertsl. Kak u
OOJIBIIMHCTBO TeaTpajbHBIX MAacoOK, OHAa HMEeT
BHEIIHIOIO U BHYTPEHHIOIO CTOPOHBI, AHAJIOTMYHBIE
no cBoeil MOp(OJOTUH, HO MPUHIUIHAIBHO pa3-
JTUYAIOMIUXCS MO Ccrmocoly (QyHKIIMOHUPOBAHUS.
BuemHsas cTOpoHa MAacKd, YCIOBHO Ha30BEM e€
«CBETJIOW CTOPOHOW» (B KOMHUKCE OHA BBbIKpaIlleHa
B OeJiblif 1[BET), BCEra OTKPHITA JUIs B3TJSAA 3pH-
TeJs — OHA OXOTHO TOJACTAaBIISET ce0sl MOJ Jy4H
CBETa U OOBEKTHBBI TeJIEKaMep, HEMPEPHIBHO
TpaHCIMPYS BOBHE COOCTBEHHBIM 00pa3, BBICTYIIa-
IOIUA OJHOBPEMEHHO YCTpaLIalOLUM CHMBOJIOM
MCTHTEIBHOTO O€3yMCTBa, U, B TO K€ BpeMs, UC-
KQ)KAIOIIUM CMBICII BCIKOIO »ecrta Macku yepes
ero rtearpanu3anuio. CBernas CTOpOHAa MAacCKU
HApOUYUTO MyOJIMYHA, JJa)Ke MCTEpUYHA B KAaKOK-TO
CTEIIEHU: BCAKOE €€ MPOSIBICHUE HEIIPEMEHHO MOI-
pa3yMeBaeT 3pUTENs, MECTb COBEPIIACTCS HE HC-
MOJTHILKA, A «HA TJIa3aX Y U3YMIIEHHON MyOIHUKI.
Jaxe ecnu yOMIICTBO MPOUCXOJHUT 32 3aKPHITHIMU
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IBEPSIMH, yOWiilla aenaeT Bc€, 4TOObI ClieOBaTEIH
CkotneHnn-Spna cMoriau B A€TalsiX BOCCTAHOBUTH
KapTUHY HpPECTYIUIEHHS M OLEHUTh KpacoTy 3a-
Mmbicna. Kaxnoe yOmiicTBO opraHu3yercsi Kak He-
OONBINION TeaTpadbHBIA 3T, C MOMOIIBIO KOTO-
poii manay-pekuccép OOBSACHIET 3PUTENISIM CMBICIT
IIPOUCXOMSILETO.

Urto kacaercs BHYTPEHHEH IOBEPXHOCTHU
MAaCKH — Ha30BEM €€ «TEMHOU CTOPOHOW» — TO OHa,
Oyayun monmHOW Mopdosornyeckoil HHBepcHen
CBETJION CTOPOHBI, BBICTYNIAET €€ KOMMYHUKAaTHUB-
HOM IIPOTHUBOIIOJIOXKHOCTBIO: U3HAHKA MACKHU IIPEJ-
CTaBIsIET COOOH, MO CyTH, QYTIAP I KACTUHHOTO
JMIIa», 00ePEeraroIfii ero OT HOCTOPOHHETO B3IJIs-
na, oOecreynBalOmUi eMy 3alluTy 4Yepe3 aHOHU-
Mu3auio. B 3ToM oHa cxoxka ¢ rutaneHToi, ooepe-
Tarolleil 104 OT HETaTUBHBIX BO3JAECHCTBUN H3BHE
B XOJ€ €ro BbI3peBaHus. OpraHuyeckasi CBA3b He-
c(opMHpOBABIIETrOCs IJIOAA C TEIOM MaTepH MO-
KET CIIY>)KUT CBOEOOPa3HBIM MJIEajJOM TOH B BBIC-
e CTENEHW WHTUMHOM aHOHMMHOCTH, KOTOpas
€CTECTBEHHBIM 00pa3oM 00eCIIeUYnBACTCS YEIIOBEKY
JI0 €ro IOSIBJICHUSA HAa CBET, U KOTOPOIO MILET 4Ye-
JIOBEYECKOE JIUIO B YIOTHBIX HEApax TEMHOU CTO-
ponbl Macku. C Apyroil CTOPOHbI, UHTPOBEPTHOCTD
TEMHOU CTOPOHBI MacCKH IO3BOJISIET TOBOPUTH O €€
IIM30MIHOM XapakTepe'*: npencrasiss co6oii npo-
THUBOITOJIOKHOCTh «UCTEPUUYECKOI» CBETION CTO-
POHBI, OHa o0eperaer JIMYHOE MPOCTPAHCTBO CBOE-
r'0 HOCUTEIS OT JIF0OOr0 BMEIIaTeIbCTBA U3BHE.

OueBHUIHO, HAIMYHME CBETIIOW M TEMHOM
CTOPOHBI — 00IIee CBOWCTBO a0COTIOTHOTO OOJb-
LIMHCTBA TeaTpaJIbHBIX MACOK, HO B Macke Benuer-
Thl UMEETCS OJHAa OTIMYUTENbHAas OCOOEHHOCTb.
Jleno B TOM, 4TO Ha BCEM MPOTKEHUU ACHCTBA
(kak B KOMHKCe, Tak U B (uibme), BeHnerra HE

14 TepMUHBI «UCTEPUUYECKUI» U IIM30MUIHBINY 3auM-
CTBOBaHBI HAMHU U3 KJaccCU(UKAIMU aKIEHTYaIui JTu4-
HoctH, paspaboranHou II. C. [aHHYIIKUHBIM U OMH-
CaHHOW B KJlaccuueckoi pabote «KimHMKa Tmicuxorma-
THH, UX CTaTUKA, JMHAMHUKA, CHCTEMaTHKa.

pasy He MOKa3bIBaeT 3PHUTENI0 CBOE Hacmosujee
JUYo, 110 KOHIIA OCTaBasch beznukum zepoem’. Ta-
KUM 00pa3oM, IMaNeKTUKa CBETION U TEMHOM CTO-
POH B JIAaHHOM CJIy4ae He Tpeanoiaraet (pHHaIbHO-
TO CHATHS B NOJTMHHOCTH HEKOTO JIMIIA, a, HAIPO-
TUB, c031aéT 3(P(PeKT TUYHOCTU U3 MPOU3BOJILHOM
UTPBI MYOJUYHOCTH ¥ @aHOHUMHOCTH; TIOMUMO IIPO-
Yero, U3 ATOW MIPhl BO3HUKAET M HEYEJIOBEUECKAs
xapu3Ma BeHJeTThl, MO3BOJSIOMAs MPUYUCIUTD
ero K pojay arambeHoBckuX CBsiiieHHbIX BoikoB.

T'osroc Mackn

Ilepeniném Kk TpeTbeMy 3Tally B3PBIBHOI'O
paclIMpeHns, Ha KOTOPOM I'€pOUYECKOE ITPOTUBO-
CTOSIHUE Y3HMKA-OJMHOYKUM M DPENPECCHUBHOU Ma-
LIMHBI [IPEBPAILACTCS B MAPTU3aHCKYIO BOMHY IIPO-
TUB KBaszu(ammcrckoro pexxuma. CBoero poaa pe-
¢bpeHoM Ui COOBITHI 3TON (ha3bl BHICTYHAeT BO-
IIPOC O JUYHOCMU «TEPPOPUCTa B MACKE» — OH B
PaBHOM CTENIEHM MHTEPECYET IOJULEUCKUX H3
Ckotnenn-Spna, mapTUHHBIX (QYHKIIMOHEPOB BO
rJ1aBe C JECIOTUYHBIM JInaepoMm, 3puTenen Tele-
HOBOCTEN U naxe VB XaMMOHJ — €AMHCTBEHHYO
coro3HuIy Bennertsl. Bripouem, umeer jm cMbICI
9TOT BOIPOC IIPUMEHUTEIBHO K TOMY, 4Yb€ JIUIO HA
MPOTSDKEHUU  BCEro  JEHCTBUSL CKPBIBACTCS I1OJ
Mackoi? MoxkeM I MBI BOOOIIIE TOBOPUTH B 3TOM
clly4ae 0 KaKOM-To iuurHocmu?

YroObl OTBETUTH HA ATOT BONPOC, CTOUT
[IPUIIOMHUTDL IIPOUCXOXKICHUE CaMOI0 IIOHATHS
«JIMYHOCTHY». Kak M3BECTHO, pyccKoe CIOBO JIuu-
HOCMb — KallbKa C JIATUHCKOI'O persona, TEPMUH
MIOJIy4YWJI IIUPOKOE paclpocTpaHeHHe B Pumckoit
NMnepun B IepBOU IOJIOBUHE IIEPBOIO ThHICSYEIIE-
TUs Hamel 3pel. OuH U3 6€3yCIIOBHBIX aBTOPHTE-
TOB nepuosaa narpuctuku, Cesepun bosuwmii nmosna-

> Urpa ¢ BO3MOXKHBIMU NUIAMKM BeHIETTHI mpesicTaB-
JIsieT co00M BayKHBI MOMEHT aBTOPCKOTO 3aMbicia. Yu-
TaTeaI0 TOCIEAOBATCIBHO MPEIAraloTcs pasindHbIe
BEPCUH, HO KaXJash U3 HUX TOCIIEI0BATEIBHO JC3aBYH-
pyercsi.
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raji, 4To CJIOBO persona BOCXOAUT B AHTHYHBIM Te-
aTpaJIbHBIM MHUCTEpPUSM, U NIEPBOHAYAILHO O3HAYa-
JIO TOJNYI0 TeaTpalbHYI0 MAacKy, MPHIISIIIYIO B
Pum u3 rpedeckoi KynbTypbl: «CioBO persona, —
numer bosnui, — Ipou3BeNEHO OT TEX JIUYMH, KO-
TOpBIE CIY’)KUJIM B KOMEIUSX M Tpareausax [yis
NPEJCTaBICHUS OTIENBHBIX APYT OT JApyra JIIOJCH.
Persona oOpa3oBaHo oT riaroja personare (FpoMKO
3By4aTh) C OOJETYCHHBIM yIApEHHUEM Ha TPETheM
ciore ¢ KoHUa. Ecnu Mpou3HOCUTH €ro ¢ OCTPhIM
yIapeHUuEeM Ha TPEThEM CIIOre, Cpa3y CTaHeT BHJHA
€ro CBsA3b CO CJIOBOM sonus (3Byk). U 310 HE yau-
BUTEIJIbHO, BE/Ib M0JIasi Macka HETIPEMEHHO JI0JKHA
ycuuBath 3ByK.»'% Takum 00pa3om, aHTHYHAS Te-
aTpaJibHasi MacKa HCIIOJHSET ABOMHYIO (DYHKIIHMIO:
C OJHOW CTOPOHBI, OHA CIIY’KUT Ul O0O3HAYCHHUS
KOHKPETHOT'O TMEPCOHaXa, C JIPYroi, yCUIMBAET U
npeoOpakaeT rojioc akTépa, NMpUAaBas €My He-
OOBIYHOE 3BY4YaHHE W TAaWHCTBEHHBIE OOEPTOHA.
XpucTuaHcKasi TpaJULUs, B CBOIO OYepesib, 3auM-
CTBOBajJia TEPMHH persond, yTPAaTUBIIMA K TOMY
BPEMEHU Cyry0o TeaTpalbHble KOHHOTALUH, HC-
MOJIb30BaB €ro Uil ONMMCAHUS B3aUMOOTHOILICHHUM
yesoBeka ¢ borom. B wacTHOCTH, paHHUU arionorer
LepkBU TepTyiumaH HUCIIONb30BAll JIATUHCKUN TEp-
MHUH persona Juist TOro, 4ToObl 0003HAYUTh MOTEH-
[IUAJIbHOE TpUCYTCTBUE bora B KaXXIoM uenoBe-
ke!”. V BrakeHHOro ABryCTHHA persona MCIOJb-
3yeTcs B 3HAUCHUM, OJM3KOM K COBPEMEHHOMY,
o3Hayast HocuTens arbitrium liberum. Kak Ob1 TO
HU OBLIO, B NEpBble Beka (hOPMUPOBAHUS XPUCTH-
AQHCKOM JOKTPHHBI TECHAash B3aMMOCBS3b <JTMYHO-
CTU» C OJTHOW CTOPOHBI M «JIMYMHHOCTH», «MACOY-
HOCTH» C JPYro MpOJIOJIKAET COXPAHATHCS, Me-
HSIIOTCSI JIMIIb CIIOCOOBI €€ TOJKOBaHMSA, B 3aBUCH-

16 Bosmwmit. [Mporus EBctuxus u Hecropus // bosuwuii.
«YTemwenue ¢uiaocodueity M Apyrue TpaKTaThl. —
Mocksa: Hayka, 1996. — C. 138.

7 Heperuna C. C. Bepyromwuii pasym. K ucropuu cpen-
HeBeKoBO# ¢minocopuu. — Apxanrensck: M3np-so Ilo-
MopcKoro nexyHusepcurera, 1995. — C. 130.

MOCTH OT JIOMHUHHUPYIOIIETO CIoco0a MOHUMaHHS
COOTHOILIEHUS TUKOB OoxkecTBeHHOW Tpowuipl. [o-
MHMO [IPOYETO, COXPAHAETCS U NIOHUMAHUE JINYHO-
CTH KakK cBOero poaa perpancisitopa Cnosa boxsb-
€ro B YeJI0BEYECKOM U3MEPEHUMU.

B cnydae BeHnerTsl BOIPOC O JUYHOCTH,
3aJJaHHbII C MCKOHHBIM IMMOHMMaHUEM MpPOOJIEeMBbI,
npeoOpazyercss B KIACCHUYECKUU

«HUImeanckui» Bompoc: «Kro rosoput?» Ilo-

HEMUHYEMO

IIBITKA OTBETUTH HA 3TOT BOIPOC B TPAJUIIMOHHOM
KIIIOYE, paccMaTpuBas BeHaerTy B kauecTBe areH-
Ta HEKOT0 «00XKECTBEHHOTO MPOMBICIIA» MIIH YeJI0-
BEUYECKOI'0 MPOEKTa (OAHO, BIIPOUYEM, HE OTPULAET
JPYroro), HEM3MEHHO CTAJIKHBAETCs C MpoOIeMoii
UACHTU(UKAIIMH, TaK KaK MECTOUMEHHE «KTO», B
JAHHOM Clly4ae, KpalHe IByCMbICIIEHHO. Ha cxo-
KWW mapagokc ykaseiBaeT Ponan bapr, mpoBozas
CTPYKTYpHBIN aHanu3 pacckaza Jxarapa Ilo «IIpas-
Ja 0 TOM, YTO CIy4YWJIOCh ¢ MHCTepoM Banbnema-
pom» (The Facts in the Case of M. Valdemar,
1845), onuceiBaromKUi yJauHbIN ONBIT IO OKUBJIE-
HUIO MepTBena. bapt orMeuaer, 4To BbICKa3bIBaHUE
«51 ymep», ynorpebiaéHHOE B IEPEHOCHOM CMBICTIE,
O3HayaeT OaHAJIBHOCTh, HO, OyIy4yH YMOTpPeONEH-
HBIM B IIPSIMOM CMBICIIE, HETIPEMEHHO SIBIISIETCA 3a-
MO3JaJIbIM, JA€jasi yTBEPKACHUE OT JIMLA, KOTOPOe
B IPUHIMIE HE CIIOCOOHO JeNIaTh YTBEPXKIACHUS.
bapt moau€pkuBaeT, YTO 3TO BBICKA3BIBAHUE HE
TOJIBKO CaMONPOTHBOPEYNBO, OHO BBISABISAET Xa-
PaKTEPHYIO SK3UCTEHLHAIbHYIO JIAKYHY B CaMOM
a3bIKe: «Eciu B3ATh MBICIIEHHO CYMMY BCEX BbI-
CKa3bIBaHMUH, BO3MOXHBIX Ha JIaHHOM SI3BIKE,
MMEHHO COIpsbKeHue nepsoro jauma (Je) ¢ mpenu-
KaTtoM (mort) OKaXXeTcsi B MPHUHIUIIE HEBO3MOXK-
HBIM: 3TO SI3bIKOBAsl JIAKyHa, SI3bIKOBasl pacllieInHa
<...> aHanu3upyemas (paza He COOOIIACT ayJUTO-
pUM HHMYEro, KpPOME CaMOI0 aKTa BbICKAa3bIBa-
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Husa»'® B cxokel CUTyamMu Mbl OKa3bIBaeMCS,
IIBITAsICh OTBETUTH HA BOIPOC O JIMYHOCTU Bennuer-
ThI: OyJIy4H MOCMEPTHOM Mackoii, macka Benper-
ThI, B JICMCTBUTEIILHOCTH, HE MPEINOiaraeT cyob-
€KTa BBICKA3BIBAHUS; UJUIIO3Us] IMYHOCTH BO3HMKA-
eT Kak 3PPeKT TUATEKTHIECKOT0 MPOTUBOCTOSIHUS
CBETJION M TEMHOW CTOPOH, Macka CKpbIBaeT HeE
YEJIOBEUECKOE JIMI0, a PE3OHUPYIOLLYIO IIYCTOTY,
3apsKCHHYIO YUCTOM dHepruen orpuuanus. Ha nc-
XxoaHbli Bompoc «KTo roBoput?» ciiepoBano Obl
OTBETUTH B Ayxe YuibsiMa brelika: «Hukro»

Hrak, romoc Macku, SBISETCS, IIO CBOEH
CyTH, HE T'OJIOCOM YEJIOBEKA, HO I'0JIOCOM YHUCTOIO
OTPHULIAHMS, PE3OHUPYIOLIEH IyCTOTHL. B TO xe
BpeMs €€ IIyCTOTHOCTb HU B KOEM CJIydae He Ipej-
[oJIaraeT IacCUBHOCTU: I'OJIOC BeHAETTHI 3By4yuT
YBEPEHHO U BJIACTHO, OH 3aBOPAXMBAET U IOIYU-
HseT ciylarens cBoed Bosie. Tak, B OIHOM Wu3
KJTIOYEBBIX SMU30/10B rpa)uyeckoro poMaHa, cpas-
HUTEJIBHO TOYHO BOCIPOU3BEAEHHOM B KHHOBEP-
cuu, Bennerra B OJMHOUYKY 3aXBaTbIBAET CTYIUIO
[JIABHOIO T'OCYJAapCTBEHHOI'O TEJIEKaHajga W Oopra-
HU3YET MPSIMYIO TPAHCIIALINIO CBOEr0 OOpaIleHus K
rpakianaM CTpanbl!®. DTOT 3Mu30/ Kak Obl POBO-
IUT TPAHUIy MEXIY BTOPBIM M TPETbUM 3TalloM
JNECTPYKTUBHOIO pACIIUPEHUs, TaK Kak B HEM
MeCTh BEHAETTHI MEpEXOAUT Ha HOBBIM YPOBEHB:
ero oOpalieHue, TpaHCIUPyeMOe B MpailM-TaiimM 1o
rOCyJJapCTBEHHOMY TeJIeKaHally, HEe TOJBKO pa3o0-
Ja4aeT TOCHOJCTBYIOIIMM pexuM, nocenss (a
TOuHee OOHaXas) B rpakAaHaX HEJOBEpHE K Mpa-
BsllleW maptuu U Jlupepy, HO U IOATOTABIMBAET
MOYBY Ui OyIyIiel peBOJIIOLUH.

3aMeTHUM, 4TO B HAIlIM LIEJIM [10KA HE BXOAUT
OLIEHKA PEATMCTUYHOCTH OIMHUCHIBAEMOr0 B Tpadu-
YECKOM POMAHE CLIEHApUs PacIpOCTpaHEHUs IIPO-

18 Bapt P. TekcroBoil aHanu3 oIHOM HOBEIBI DArapa
Ilo // WN30panubie pabotel: Cemumoruka: [lostmka. —
Mockga: IIporpecc, 1989. — C. 453.

19 Cm. Myp A. JInoiin JI. Ykas cou. C. 143-163.

TECTa, HAC MHTEPECyeT TOJNBKO ero joruka. [Ipo-
O7emMa B TOM, UYTO CIIEHA C 3aXBaTOM TejeOallHu U
OOIIEHAIIMOHAILHOW  TpaHCIsIuued  oOparieHus
BenzaerTsl, oOHapyXHBaeT OTpaHMYEHHOCTH IEp-
BOHAYAJIBHBIX (PU3MYECKUX MeTa(op KOMIIpecCHu-
pacimpeHuss U B3pbIBHOW skcraHcuu. KoHewHo,
MBI MOTJIM ObI CPaBHUTH WH(OPMAIIMOHHYIO aTaKy
TEppOpHCTa B MAcKe C pe3yJbTaTOM IMPHUMEHEHHS
OpYIMsI MacCOBOTO TOPAXEHHs, BPOAE aTOMHOU
O00MOBI, OCHOBHOW pa3pyIIUTENbHBIH 3PPeKT oT
KOTOPOT'O 3aKJIIOYaeTCsl HE CTOJIBKO B CHJIE B3PbIB-
HOW BOJIHBI, CKOJIbBKO B PaJMallMOHHOM BO3JECH-
CTBHH, KOTOPOE€ MMEET JIOJITOBPEMEHHBIE U IIJIOXO
npeackasyemele nocneactBus. Ho 310 cpaBHeHue
KaXeTcs HaM HeIOCTAaTOYHBIM, HE TOJBKO BBUIY
ero OaHAJFHOCTH, HO WM BBUJY HEBO3MOXHOCTHU
OOBSICHUTH C €ro MOMOIIbI0 BO3HUKHOBEHUE HE3a-
BHUCHUMBIX OYaroB CONPOTUBIICHHS HAa ypPOBHE OT-
JETbHBIX MHIUBUIOB, BJIOXHOBIEHHBIX 3THM TeEp-
popucTuyeckuM akTtoMm. Ha Ham B3rnsg, aist pe-
KOHCTPYKLIMU JIOTUKA TPEThEro 3Tama TopasJio
Jydile TMOAXOIAT Ouonoruyeckue meradopsl, B
4acTHOCTH, Meradopa BUpPYCHOH smuaemuu. [lo-
JOOHbIE SMUAEMUN TaKXkKe HEPEeIKO MMEIOT B3PbIB-
HOW XapakTep, a ymepO OT MHOTUX KPYITHBIX SITH-
neMuil (BpoJie SMUAEMHUH «UCIAaHKM» B Hauane XX
Beka uiu Bupyca SARS CoV-2 B Hayane XXI Be-
Ka) HaMHOT'O TNPEBOCXOAUT YIIEPO OT M3BECTHBIX
CllyyaeB MPUMEHEHUS SIEPHOTO Opykusi. B monb-
3y 3TOr0 CpaBHEHMs TaK)Xe TOBOPHT aMOWBAJICHT-
HBI CTaTyC caMUX BHPYCOB, 00JaAIOMINX PEpo-
TYKTUBHOM CIOCOOHOCTBIO, KOTOpast SBJISIETCS OT-
JIMYUTENIBHOW YEPTON JKUBBIX OPTaHU3MOB, U B TO
’Ke BpeMsl IPECTaBIISIOMUX co00l cKopee OHoIo-
THYECKUE MPOrpaMMBbl, HEXETH MOJHOICHHBIE Op-
rauu3mbl. C TOYKM 3peHUs OHOJIOTMH, BHPYCHI
HAXOJATCSl KaKk Obl HA TPaHMIIE MUpPA KHUBBIX CY-
LIECTB U MUpa MEPTBON MATEPUU, YTO POJHUT UX C
aMOMBaJIEHTHBIM 00pa3oM IMOCMEPTHON Macku.
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CrpoenpoBaB Ha pacCMaTpUBAEMbIi MH-
301 MeTadopy BUPYCHOTO 3apaKE€HHs, MBI MOXEM
UHTEPIIPETUPOBATh TEIEBU3UOHHYIO akLui0 Ben-
JETThl KaK IJ100anbHbIi WH(GOPMAIIMOHHBIN B3pbIB,
MOBJICKIINH 3a co00il MaccoBoe 3apakeHue. Jlei-
CTBYIOIIMM BHMPYCHBIM areHTOM, WU MeMOM, B
tepmuHax Puuapna Jlokunsza®’, BbicTymaer wumies
JECTPYKTUBHOM AHOHUMHOCTH, BOIUIOLIEHHAs B
o0pasze TaMHCTBEHHOr0 AHOHHMMYCa — ITyOJIHMYHON
«uHKapHauun» Bengertsl. [IepBUUHBIM cpencTBOM
JOCTaBKM BHUPYCHOT'O areéHTa BBICTYNAIOT CPEACTBa
MaccoBOi MH(poOpMaIKHY, B JAaHHOM Cy4yae Urparo-
LIME pOJIb OPYAHsS MAaccoBOro NopaxeHus. Bupyc
pacnpoCTpaHsAeTCs] OJHOBPEMEHHO IO JBYM KaHa-
JaM — BU3YaJIbHOMY M ayAMaJbHOMY: BHUMaHUE
3pumensi 3aXBaY€HO CMEPTEIbHBIM OYAapPOBAHHUEM
Macku, 3aBOpOXXEHO BHUPTYAJIbHOW TIyOMHOH ero
TauHCTBEHHOM «JIMYHOCTW)»; BHUMAHUE CAVULAMENs
3a4apOBaHO MEPHBIM U OJHOBPEMEHHO BJIACTHBIM
PEUUTATUBOM €ro rojoca, «3arpobHoe» 3BydaHUE
KOTOPOT0?! JHIL yCHIMBAET THITHOTHYECKUH (-
(eKT OT ero BO3/ICHCTBUSI.

MacouyHas YnnuaeMus

Obpamasice kK (E€HOMEHY JCIEeHTPAIN30-
BaHHOT'O MAacCOBOT'O IMPOTECTa, PEATUCTUYHO OIH-
CAaHHOTO B PAacCMaTpPUBAEMOM TIpaUUYecKOM po-
MaHe, HEeJIMIIHUM OyZeT BCIOMHHUTH KOHLEHIIHIO
epynnui-g-causnuu (group en fusion) XKau-Ilons
Captpa, npeioxkeHHyI0 UM B Tpakrare «Kpurtuka
nuanekTuyeckoro paszyma» (Critique de la raison
dialectique, 1960). ITox rpynmnoii-B-cnusiaun Captp
MOJIPa3yMeBaeT, MpPEXAE BCEro, CTUXUHHO BO3-
HUKIIYIO PEBOJIOIMOHHYIO TPYNIy WHIUBHIIOB,
BOCCTABIIYIO0 TPOTUB T'OCIOJICTBYIOLIETO MOPSIKA
u o0benuHEHHYIO oOmiel menbio. Kak mpasuiio,

20 Cwm. Jloxuns P. Droucruunsiii ren. — Mocksa: Acr,
2013.

2! B dumbMe roJoc IIaBHOTO Tepos HMEET IITyX0e «Me-
TaJUIMYECKOEe» 3BYyYaHHE, MPUAAIOIICe My BHYIIUTEIb-
HOM TaMHCTBCHHOCTH.

peub MAET O PAAMKAIBHBIX MOJUTUYECKUX W/WIH
HSKOHOMHMYECKUX MPEeoOpa3oBaHMSIX, peaTu3aius
KOTOPBIX IIPU TFOCIOACTBYIOIIENH CUCTEME OTHOILIE-
HHUM TIPEJICTAaBIAETCA HEBO3MOXKHOU. Vike wu3
Ha3BaHMs MOHATHO, YTO TPYIIA-B-CIUSHUU IIpeEl-
CTaBIsiET COOON HEKOE €MHCTBO, HO B OTIMYHUE OT
SAYEEK PEBOJIOLMOHHON OpraHu3aliM, OHa He
IIpeNIoIaracT yCTOSBILEHCS MACOJIOTUHM U HE UMe-
eT (OopMaTbHBIX JIMACPOB: CYIIECTBOBAHUE TaKOU
IPYIIIBI BCEIENIO OOYCIIOBIICHO peanu3anueil KoH-
KpPETHBIX II€JIEH, U IO MEpPEe UX JOCTUXKEHUS, IO-
NOOHbIe TPYIIBI CKJIOHHBI pacmajgarbes. B cBoeit
pabote CapTp NpUBOAUT HECKOJIBKO MPUMEPOB TO-
ro, YTO OH Ha3bIBACT TPYIION-B-CIUSIHUM, HauOO-
JIe€ XapaKTepHBIM U3 HUX — TOJIIa pa3rHEBAHHBIX
napwxkaH, UAymux Ha wrtypM bactumum B 1789
rofy: OyAyud HaleNeHHONM HCKIIOYUTENbHO Ha
pa3pylleHUE CHMBOJA PEIPECCUBHOIO PEXHUMA,
Ipynna-B-CIUsHUM YTPAauyMBAET LIEJIOCTHOCTh, KaK
TOJIBKO LI€JIb pEaIn30BaHa.

OctaBuUM 3a CcKOOKamMM TIyOOKO T'yMaHH-
CTHYEeCKHi madoc CapTPOBCKOM IMOJUTHYECKON
TEOpUU U TPUBIECYEM CAPTPOBCKUE TIPYIIIbI-B-
CIIMSTHUM B Ka4eCTBE OOBSCHUTEIBHOM CXeMBbl, M03-
BOJISIFOIIEN JIyYllle MOHSTH JIOTUKY paclpoCTpaHe-
HUS MAaCOYHOTI'0 MpOTecTa. JTa aHaIOrus TeM 0o-
Jjiee yMecTHa, 4TO B Ipa)M4ecKOM pOMaHe 3a4MH-
MK OECTIOPSIIKOB HU B KOEM Cllyyae He MPEeTeHIy-
€T Ha poJib UX Jujepa: AHOHUMYC — 3TO CKOpee
CUMBOJI, 3a KOTOpPBIM CTOUT W€ AHOHHUMHOU
UACHTUYHOCTU Kak Hambonee 3¢(dexkTuBHON CcTpa-
TErMy MPOTUBOCTOSIHUS TOTAIUTAPHOMY PEXHUMY.
HMest TOT k€ HECUCTEMHBIN, CTUXUIHBIN XapakTep,
4TO M CapTPOBCKUE TPYIIbI-B-CIUSHUM, OYaru
IIpoTecTa B aHTUyTOonMueckoM JIoHnoHe AnaHa
Mypa BCIBIXMBAIOT CaMOIIPOU3BOJBHO, COOTBET-
CTBYsI CKOpee JUHAMMKE PAacIpOCTPaHEHMsI BUPYC-
HOTO 3a00JIeBaHMS, HEXKENIHU KIACCUYECKOTO PEBO-

22 Sartre J.-P. (1985) Critique de la raison dialectique.
Gallimard.
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JIOIIMOHHOTO JBWKEHUS. JII0OOMBITHO, YTO OIHO
u3 Haubojee 3HAUYUMBIX OTIMYUM TpapuuecKoro
pOMaHa OT KMHOBEPCUM KacaeTcs Kak pa3 OIluca-
HUs KPYILIECHHS T'OCIIOACTBYIOLIEro pexuma. B uc-
XO/IHOM KOMMKC-BEPCUU PACTYIIMU MPOTECT H300-
pakaeTcs HarmoioOue pa3pyLIMTENbHOrO BO3ZICH-
CTBHSI KaKOH-HUOYAb NMPUPOIHON CTHUXHUH; aBTOPHI
ApKO JKUBOMMCYIOT HEIHMLEHIPUATHBIE CTOPOHBI
CMYTHOT'O BPEMEHU: PA3ryJl IPECTYITHOCTH, PE3KOE
OOHMIIIAaHME HacelleHHs, o0uTyto aTMochepy ymam-
Ka U Xaoca. B KMHOBEpCUM YJIMYHBIM IIPOTECT U3-
PSAIHO SCTETU3UPOBAH, HETATUBHBIE €0 CTOPOHBI
OCTAIOTCS 3a KaJpOM, CBEP)KEHHUE pEKMMa I10Ka3a-
HO KakK pe3yJIbTaT COBMECTHOIO ACUCTBMS T'pax-
JaH, JUIsl KOTOPbIX aHOHUMHOCTB CTajla CPEICTBOM
COJMJIAPU3ALUU ¥ OAHOBPEMEHHO CIIOCOOOM BBI-
paxkeHus nporecta. IIpuMeuaTenbHO, YTO UMEHHO
B KMHOBEPCHUU Macka AHOHMMYyca OOpeTaeT MOoJu-
THUYECKOE 3HAYCHME, BBICTYIAsl HE TOJBKO CHMBO-
JIOM IPOTECTHOTO JBUKEHMS, HO U NMPAKTUYECKUM
CPEACTBOM IOJIMTHYECKONH OOpPHOBI, 3alTUIIAIOIINM
aKTHUBUCTOB OT WJCHTU(UKAIIMM BE3JECyIIel CH-
cTeMoi ciexenus. PacnipocTpaHeHue MOAPBIBHBIX
uaei BengerTsl B o0iiecTBe UMeET 3/1€Ch BHJI BU-
PYCHOH S3MHIEMUU: Macku AHOHHMMYCa MacCOBO
pacchUIaloTCsl TpaXkJaaHaM II0 II0YTe; ITOHAavyally
CHeUCTyXObl TBITAIOTCSA TPENSITCTBOBATh MX pac-
MPOCTPAHEHUIO, OJOKUPYS PACCBUIKY KpPYIHBIX
apTUil ¥ apecToBbIBas UX Hocutenen. Crparerus
O00pbOBI crerciry’)k0 ¢ pacmpocTpaHEHHEM MAacoK
HarlOMUHaeT paboTy MEIUIMHCKUX CIyXO, Hale-
JIEHHYI0O Ha KYIIMPOBAaHHE PACIpPOCTPAaHEHUs dIIHU-
JIeMHH. B KOHIle KOHIIOB, 3alllUTHAs peakLus rocy-
JapCcTBa CTAHOBATCS M30BITOYHOM: B TOPOJ BBOIAT
BOIiCKa, OOBSBISIOT KOMEHIAHTCKUIH Yac, OLEINII-
I0T IeJble PalioHBl, B KOTOPBIX PETHCTPUPYETCA
IIpOTeCTHasi aKTUBHOCTb. HoO, CTOIKHYBIIMCH C
NPUHIMUIIMAIIBHON  JA€LEHTpadu3alued MpoTecTa,
OTCYTCTBHEM 3HAUUMBbIX JTUAECPOB U TPaJAULIMOHHBIX
MEXaHHU3MOB OPraHU3alluU, UMEsl JIENI0 C pasryJioM

CUTYaLlMOHHBIX TI'PYIII-B-CIUSHUU, CTUXUWHO BO3-
HUKAIOMIMX B Pa3HbIX YacTAX TOpoAa, MOJ00HO
oyaram 0OJIE3HH, PETIPECCUBHAs CUCTEMAa HAuWHAET
aBaTh cOOM — BCE OOJIBIIIE ITOJUIENCKAX U BOECH-
HBIX IIEPEXOAUT HA CTOPOHY IPOTECTYIOIIUX, pac-
TBOPSACb B AHOHUMHOM €JJUHCTBE, OJUH 3a IPYTUM
CHAIOT CBOM TO3ULUHU KPYINHBbIE (PYHKIMOHEpHI, a
BHe3amHas rubens Jlugepa BocnmpuHuMaercsi o0e-
MU MIPOTHBOOOPCTBYIOIIMMHU CTOPOHAMH KaK CBU-
JIETeIbCTBO OKOHYATEIbHON MOOEIbI PEBOIOLINH.

[To mepe npubIMKEeHUs K KOHIy POMaHa,
MBI IOJXOJIUM K ellé OTHOMY BaXHOMY PyOexy, B
KOTOPOM MEAHMa HappaTUB BBIXOAUT 3a IPEICIIbI
Xy/I0’KECTBEHHOTO MNpOM3BeAeHUs (Kak Tpaduue-
CKOTO0 pOMaHa, Tak M (uibMa), MPOCaYuBascCh B
IIPOCTPAHCTBO HOBOCTHBIX M AHAIIUTUYECKUX Me-
ma. B paGorax coBpeMEHHOro MeaHua TEOpeTHKa
I'enpu Jl>xeHKHMHCA OJOOHBIN MEepexo HappaTuBa
U3 OJHOIO MeIua B APyroe, MpeaIoyaraloliui He
IIPOCTOM €ro IMEepeBOJl, a JaJbHEHIIee pa3BOpadu-
BAHME, HA3bIBACTCA «TPAHCMEAUMHBIM CTOPHUTEII-
auarom»??; JDKEHKHMHC OTMEYAeT, 4YTO KPYIHEIE
¢bpanmmssl, Bpoxe «Matpuuby WK «3BE3IHBIX
BOWH», HE OrPaHUYMBAIOTCS B CBOEM PaACIPOCTPA-
HEHHH OJHOW Meaua Iu1aTopMOM, a UCIOIB3YIOT
caMmble pasHble Meaua: (UIbMBI, aHUME, KOMIIbIO-
TEpHBbIE WUIPbl, KOMHUKCHI U Ip. B ciygae «V —
3HauuT Benpaerra» moje neicTBus (paHIIM3BI HE
OTpaHUYMUBACTCA JAXXe pPa3BICKATEIbHBIMU Meaua,
3aXBaTbIBAsl TAaK)KE€ HOBOCTHBIE M AHAJIUTHYECKHUE
KaHAJIbl, TPAJAULHUOHHO CIELUAIU3UPYIOLIUECS Ha
penpe3eHTaluy U TOJIKOBAHUM ITOJIUTHYECKOM CO-
OBITHITHOCTH.

OTmeTHM, 4TO MBI HE CKJIOHHBI OLIEHHWBATH
CTENEHb BIIMSHUSA XYJOKECTBEHHOI'O IIPOU3BEJE-
HUs Ha PEAJIbHBIC IOJUTUYECKUE MPOLECCHI, Orpa-
HUYMMCS JIUIIb KOHCTaTanueil (pakToB: BCKOpE I10-

3 Nxenxunc I'. Konseprentnas KyabTypa. CTONKHOBe-
HUE CTapblX W HOBBIX Meaua. — MockBa: Pumnon-
Knaccuk, 2019. — C. 161.
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Clle TOsBJIEHUS Macku AHOHMMYyCa Ha 3KpaHax
KpyIHEHIINX KUHOTEAaTpoOB, Ta K€ caMas Macka
CTaJIa IOCTOSHHBIM YYaCTHUKOM BBIITYCKOB HOBO-
CTE MU PENOPTAKEH O MACCOBBIX NPOTECTAX, HE-
PElKO MepepacTaouIX B JOKAIbHbIE OSCIIOPSIKY.
3apaHee cHUMas BOIIPOC O CTENEHU PEAIBbHOCTH
IIPOUCXOMAIIET0, Mbl MOYKEM JIMIIb KOHCTaTUPO-
BaTh, YTO MacOYHOE 3apaKCHHUE, NHULIMHUPOBAHHOE
Mackoii BenmerTsl B BOOOpa)kaeMOM aHTHYTOITHU-
yeckoM JIOHJI0HE, Ha ONPEACIEHHOM JTalle BBIILIO
3a PAMKH XyJO0XXECTBEHHOI'O ITPOU3BEICHUS, IEepe-
BeJlld CaMy KOHLIETIIMIO MaCOYHOI0 IIPOTECTA, UACIO
OyHTYIOIIEeH aHOHHMHOCTH, B TUIOCKOCTbh aKTyailb-
HOT'O IIOJUTUYECKOrO HappaTuBa. JIaKOHWYHBII
rpapudeckuii ob6pa3 BeHIeTThl, cTaBIIM CHUMBO-
JIOM HHU30BOT'O MPOTECTHOT'O IBIXKEHUS, OOBEau-
HWJI TI0J] 30HTHYHBIM OpeHIOM «Anonymousy» Je-
CSATKH CTHUXMHMHBIX T'PYII-B-CIUSHUH, BPOJIE CO00-
IIECTB XaKEepOB, SYEEK AHAPXUCTOB, OOpPLIOB 3a
NPaBO Ha HHTEPHET-TPUBATHOCTh, AHTHUTIIO0ATH-
CTOB, PaJUKaIbHBIX 3KOJIOTOB U IPYIUX IOJUTHYE-
CKHUX aKTUBHCTOB.

B paccmarpuBaeMoM B3aMMHOM IIPOHUKHO-
BEHMH MEJIMa PEAIBHOCTU HU30BOI'O ITOJIMTHYECKO-
ro NpoTecTa U XyAOKECTBEHHOU pEealbHOCTH Ipa-
¢uueckoro poMaHa npumeyaTeseH TOT (hakT, YToO
nepeBoa Macku Kak CHMBOJAa aHOHUMHOW HJICH-
TUYHOCTH U3 OJHOTO MEJHa B JIPyroe mpeodpasui
CaMO 3pUTENBCKOE BOCIIPUATHE IIPOTECTA: HUBEIIU-
pPOBaB I'PaHb MEXIY XYHAOKECTBEHHBIM IIPOU3BEIE-
HUEM UM PEAILHON IIPOTECTHOM aKTUBHOCTBIO, 3PHU-
TEIb HAJEIAET CaM IOJIUTUYECKUHN IPOTECT Tear-
palbHBIMH, TPOTECKHBIMU YepTaMH, MpPeACIIbHO
pa3MbIBasi TpaHUIly MEXIY ABYMs THUIIAMHU Happa-
THBA — XYJOKECTBCHHBIM U IOJIUTUYECKUM. Tear-
panu3anys IOJIUTUYECKOTO ACUCTBUS CTAHOBUTCS
CPEICTBOM IIPOTUBOCTOSIHUS TPAAULMOHHBIM Me-
XxaHu3MaMm penpeccun. Cnemys JIOTMKE pacmpo-
CTPAHEHUS HHTEPHET-MEMOB, YYaCTHUKHU IIpOTeE-
CTOB O(hOPMIISIFOT CBOU TOJUTHYECKUE BHICKA3bIBa-

HUS B (hopMe TeaTpalM30BaHHBIX LIOY, B KOTOPBIX
KKl DJIEMEHT MMEET HE TOJIBKO IparMaThye-
CKO€, HO TaKXE CHUMBOJIMYECKOE MU ICTETUYECKOE
n3MepeHue, a Macka CTaHOBUTCS HEIPEMEHHBIM
JIEMEHTOM IIPOTECTHOMW 3CTETUKH, C OJHOM CTOPO-
HBI, 00ecreunBas CBOUM HOCUTENISIM CIIaCHUTEIb-
HYI0 AQHOHMMHOCTb, a C JpYIod, yTBEpXkaas 3Ty
CaMy0 aHOHUMHOCTb Ha CUMBOJIMYECKOM YPOBHE —
B KAQU4eCTBE YHHBEPCAIHHOI'O CPEJICTBA OCBOOOXK Ie-
Hus. Mrak, Macka, BO3HUKIIAsA B XOAE B3pbIBa-
Oe3yMusl B JIOKAILHOM YTOIMHMYECKON BCEIEHHON?,
IIPOJIOJIKAET CBOE PaCIpOCTPAHEHHE B MUPE HO-
BOCTHBIX MeJua, Hajeusst «0e3yMHON pairoHab-
HOCTBIO» IIPOTECTHYI0 AaKTUBHOCTHb pPa3pO3HEHHBIX
rpymn. Takum o6pa3oM, (QEeHOMEH aHOHHUMHOM
UACHTUYHOCTH, JISKAIINH B OCHOBE MaCOYHBIX 00-
pa3oB, IO3BOJISET IPOSICHUTH XapaKTEPHYIO OCO-
OEHHOCTh COBPEMEHHBIX HH30BBIX IPOTECTHBIX
IBW)KEHUH, B  KOTOpBIX  aprymeHrtanus ad
absurdum, kapHaBaJ U I'POTECK CTAHOBSTCS CTOJIb
’Ke HEOThEMJIEMbIMHU 3JIEMEHTaMHU, KaK OappUKaIbl,
O0MOBI U TUTAMEHHBIE PEYH OPaTOPOB B PEBOJIOIH-
X mpouuioro. BeIxons 3a paMKu TpaauLMOHHON
OUAJIEKTUKY WHJIMBUIYAJIbHOIO U KOJIJIEKTUBHOIO,
yupexaas KoJuiabopalyio aHOHHUMHBIX TeJ, Ipo-
TeCcT oOpeTaeT HOBOE JIMIO, KOTOPOMY TPYIHO
IIPOTUBOCTOATH ~ CTAHIAAPTHBIMU  MOJIMLEHCKUMHU
metofamu. llpencrtaBnss co0OM MalIMHY TpaHC-
rpeccuu, Macka B3pbIBa€T MPOCTPAHCTBO IMOJIUTHU-
YeCKOro aOCypAHBIM HEYEJIOBEYECKHM CMEXOM,
SMaHUPYIOUIUM M3 IYCTOTHl aHOHUMHOCTH; KOHII-
Jarepb MpeBpariaercss B kabape WM LUPK, a Mpo-
TeCT 000payMBalOTCS KapHaBaJOM, B KOTOPOM
CMEIIMBAIOTCS 3aKJIIOUYEHHBIE U OXpaHHUKH, Iaja-
YM ¥ KEePTBHI, KHUBbIE U MEPTBBIE. Tpanchopmupo-
BAaB €CTECTBCHHBINM YEJIOBEYECKUM YXKaC Iepe JIU-

** B xauecTBe TIpuMepa MOKHO HCIOIb30BATh HE TOIb-
KO MacKy AHOHMUMYCa, HO TaKKe KIOYHCKYIO MAacky,
KOTOpas CTajla IOIyJspHA CPeId TNPOTECTYIONHX 10
BCEMY MUY MOCIJIE BBIXOJa Ha dKpaHbl (puibma «Jxo-
kep» (2019).
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LIOM CMEPTU B HEYEJIOBEUECKUH CMEX «TOCIOJMHA
Huxro», mpoTtect oOpeTaeT HM ¢ 4eM HE CpaBHU-
MYIO0 cBOOO/1y, a2 BMECTE C HEl — IIIaHC Ha yCIIeX.

skokok

Paccmotpes, kak Obl B 3aMEJICHHON CHEM-
K€ IIOLIAroOBOE€ pPAa3BOpPauYMBAHUE ITOBECTBOBATEIIb-
HOTO B3pbIBa-0€3yMHsl, CTUPAIOLIEr0 B CBOEH HKC-
naHcud M 0e3 TOro YCIIOBHBIC TPAaHHUILIBI MEXITY
pa3IMYHBIMU THUIAMH MEIUa, BEPHEMCS K HalleMy
HCXOJTHOMY BOIIPOCY O CIEIM(HUKEe COBPEMEHHBIX
Pa3HOBUAHOCTEN MacO4YHOU TpaHcrpeccuu. [Ipouns-
BEJIEHHBIN HAMH aHaJIM3 II0Ka3ajl, 4To, OTTaJIKHBa-
SCb OT XAapaKTEpHOI'O IJIsi COBPEMEHHOW KOMHKC-
KyJIBTYyphl 00paza cymneprepos, Macka BeHIeTThI-
AHOHMMYCa BBOAWUT B TPaJULIMOHHYIO AJIS 3TOTO
’KaHpa TUAJIEKTUKY MHTUMHOTO M IyOJIMYHOTO He-
KUM TpEeTUH JIEMEHT. DTOT DJIEMEHT, MCIOJIHSIIO-
MU B JaHHOM ciydae (QYHKIHMIO OmIepaTopa
TPAHCIPECCUM, HE BXOJUT HU B OJHY U3 PACCMOT-
PEHHBIX TPYII CUMBOJUYECKUX OMIO3ULIMNA: «TEM-
HOE-CBETJIOE», «KUBOE-MEPTBOE)», «YEIIOBEUECKOE-
HedYeloBeYeckoe» U T.JA., oOecreunBas camy BO3-
MO>XHOCTb MBICIIUTh MX KakK IPOTHBOIIOCTABJICH-
Hbele Apyr napyry. Co3maBas B psaax ONIO3HMIIMIMA:
«Tajayd-XepTBay, «yOUHCTBO-BOCKpEIICHHUEY,
«HACWJIME-COIIPOTUBIICHUEY, «KOMIIPECCHSI-
pacmpesue» — 3pQPeKT TUIHOCTHOIO U3MEPEHUs,
Macka BeHneTTel-AHOHMMYca 0OpeTaeT HedeloBe-
gyeckoe oOasHUe, a BMECTE C HUM 3apa3UTENIbHYIO
CUILY, CPAaBHUMYIO C BBICOKOM KOHTarMO3HOCTBIO
HEKOTOPBIX BHPYCHBIX 3aloneBanuii. HeoObruaii-
Hasl 3apa3UTENIbHOCTD (€CIIM HE 3apa3HOCTh) M103BO-
JsIeT MacO4YHOMY 00pa3y peajn30BaTh OOLIUPHYIO
MHTEPBEHIINIO B chepy MOTUTHUYECKOTO. 3aMETUM,
4yTro JaHHas cdepa Bceraa obecmeumBana Onaro-
JAaTHYIO TOYBY JUIS TMOJOOHBIX CHMBOJMYECKUX
MIPOEKIMH (KJIaCCUUECKUN IpUMEp — BIIMSHUE JIU-
TepaTypHblx yromuii T. Mopa u @. bskona Ha
UJIE0JIOr0B COIMAIN3Ma), HO B ciiydae BeHaeTTsl-
AHOHMMYCa MEHSETCS XapaKTep MOJIUTHYECKON

areHTHOCTH: IIOJIHOCTBIO YTPATUB TEOJIOIMYECKOE
HU3MEpEeHUe, CBI3aHHOE C MOJIEPHUCTCKON (PHUTypOii
CyObekra, OHa, B TO e BpeMs, HE TepseT arnoda-
THUYECKOI0 MUCTHUIIU3MA, CBOMCTBEHHOI'O HUIWIIH-
CTUYECKUM DPEBOJIIOLMOHHBIM TEYEHUSM BTOPOM
nonoBuHbl XIX B.

C npyroif cTopoHsl, B ciydyae Macku BeH-
NETThI-AHOHUMYCA, Mbl CTajld CBUACTEISIMHU CMe-
LIEHUs JIBYX YPOBHEU HappaTUBA: XyA0KECTBECHHO-
ro IOBECTBOBAHUs B CTUJIE AHTUYTOIIMU C OJHOMU
CTOPOHBI, 1 HOBOCTHOM XPOHHUKH, IPETECHIYIOLIEH
Ha OOBEKTUBHOE MPEACTABJICHUE pPEAbHBIX IOJIHU-
THUYECKUX IPOLECCOB — ¢ Apyroil. Macka Benner-
ThI-AHOHUMYCa BBISIBUJIa OCOOBIN THI oIeparopa
TPAHCIPECCUM, HE TOJIBKO OIPEACISAIOIIUNA B3auM-
HOE COOTHOIIEHHE obiactel mpodaHHOrO U CBS-
IIIEHHOT0, HO M 00ECTIEYMBAIOIINI TTOCTIEI0BATEIb-
HBIM IIEPEBOJ MEXKJY PAa3sHOTUIIHBIMM Meaua Hap-
patuBaMu, ¥ TakUM O0pa3oM, BHOCSIIMH CBOIO
JIENTy B IPOU3BOACTBO HOBOW MeAua pPeaJlbHOCTH,
IZIE 3CTETUYECKOE, IOIUTUYECKOE MU IIparMarude-
CKO€ M3MEPEHMs MPOTECTHOM PUTOPHUKH paboTaroT
KAaK €JUHBbIM MeXaHu3M. B pesynbTaTe BO3HHUKAECT
HOBas MOJIMTUYECKAs: ICTETUKA, TECHO CBSI3aHHAas C
JBM)KEHUEM aKIMOHU3MA, KYJIbTYypOou (IdII-Mo00B
U TPYHNIOBBIX MPOTECTHBIX AKLUN, B KOTOPOU HUM-
NepaTUB aHOHUMH3AIMKA OOpEeTaeT HOBBIM CMBICIK:
AaHOHUMHOCTH YTBEp)KJIaeTcsl 3/IeCh B KauecTBe Oa-
30BOr0 YCJIOBHS ITOJIMTHUYECKOI'O BBICKA3bIBAHUS,
MMIUIMLIATHO IIPOTUBOCTOSAIIEIO  PEIPECCUBHOM
KyJIbType aBTopcTBa. Ilonurnyeckas cyObeKTHOCTD
UenoBeka, mOruoIIero B « AoKaaIumncuce XoaoKo-
CTa», 3aMellacTcs TOTAJbHON ITOJUTHUYECKOM WTI-
poit 6e3nmuHOi Macku, BOCIpOU3BOIAIIEH ero 00-
pa3, HO JIMIIEHHOM MOJIUTUYECKOMN TEICOJIOTUU U, B
KOHEYHOM CcY€Te, KaKOro-mudo 4Yel0BeYeCKOro
CMBICJIA.
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BETWEEN COMICS AND PROTEST.
THE GENESIS OF ANONYMOUS IDENTITY IN MODERN MEDIA

The research is dedicated to the genesis of a
special type of identity, represented in the modern me-
dia environment in the figure of an “Anonymous” and
conventionally designated by the author as "anonymous
identity". The article explores the logic of the formation
and development of anonymous identity within the
framework of a dystopian narrative, on the material of
the graphic novel "V for Vendetta" and the movie of the
same name by James McTeigue. The author reveals
close relationship of anonymous identity with the prob-
lem of the fundamental inexpressibility of the camp ex-
perience of some former prisoners of Nazi concentra-
tion camps, noted by several researchers of the Holo-
caust tragedy, and at the same time with a special type
of transgression, associated with the archaic cultures of
death masks. Anonymous identity is considered in this
paper in three main forms of media representation: 1)
graphic novel, 2) movie and 3) news broadcasts. The
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HAPE3KH (1967) YUJIBbAMA BEPPOY3A — IIPEJIEJIBI KOHTPOJIA

B crarbe paccmaTpuBaeTcs crieruduka Ku-
HO-DKCIIEPUMEHTOB YuUibsiMa beppoy3a ¢ TexHU-
KOl Hape3ok (cut-up technique) B KOHTEKCTE MpO-
OJeMaTUKNA CUCTEM KOHTPOJISI COBPEMEHHOTO 00-
mectBa. B wactHocTH, 00CyXaaercsi, Kak TEXHUKa
Hape30K MOXET ObITh MCIOJIb30BaHa JUIl IPOTHUBO-
CTOSIHUS BJACTHBIM CTPYKTYypaM S3bIKa, HJEO0JIO-
ruu, couuyma. CraBsi MoJ BOMPOC MPUPOIY BOC-
IIPUHUMAEMON PEaIbHOCTH, HApE3KH CO3/aBaj U
HCCIIEIOBAJIA UHBIE PEAIbHOCTH, TEM CaMbIM I1OKa-
3bIBasi, YTO OE3YCIIOBHBIC UCTUHBI SBISIOTCS KYJIb-
TYpHBIMU KOHCTPYKTaMHM M MPEICTABISIOT OO0
OJHY U3 (hOPM KOHTPOJIS.

B crarbe aHanusupyrorcs, ¢ OJHOW CTOpPO-
HBI, HAPPAaTUBHBIE CTpPAaTEruu GpuUiIbMa, 1 ¢ JIpyroi,
KOTHUTHBHBIE IPOLECCHI, IPEICTaBICHHBIE Ha
JKpaHe. YTBEp)KIAeTcs, YTO HECMOTPS Ha TO, YTO
«Hape3kn» CI0XKHO BOCIHPUHUMATH KAaK CBSI3HBII
TEKCT, TIOCKOJIbKY B (PUIbME HET CIOXKETa, ero
MO>KHO HappaTUBU3UPOBaTh. A UMEHHO, B IIpOLIEC-
CE€ IIPOCMOTpPA, B PE3yJIbTaTE€ SMOLMOHAIBHON WIH

B npousBeNeHuAX YuibsaMa bBeppoysa
(1914-1997) cucreMbl 3aBUCHMOCTH U
CUCTEMBI KOHTPOJISI HEPa3phIBHO CBSI3aHBI, U BBISIB-
JSIOTCS UM B CaMbBIX Pa3HBIX JUCKYPCUBHBIX (op-
Manusx: 310 1 CMU, u TpagunmoHHasi ceMbsl, mpa-
BUTEILCTBA M TOCYJApCTBA, HAyKa, HHCTUTYaTU3H-
pOBaHHAsI MEIUIIMHA, MMOYTH BCE, YTO YTOJHO, HO
MIPEKJIE BCETO, 3TO 3bIK U CJIOBO KaK €ro MHCTPY-

OyKBaJIbHO ()M3UYECKON BOBJICYEHHOCTH B IIEpe-
KUBaHHE PUTMHUYECKHX U CMBICIOBBIX HOBTOPOB,
BU3YQJIbHBIX 00pa30B, 3pUTEIM MOTYT Ha OCHOBE
JaHHBIX (UIBMOM KJIO4el ¢GopMupoBath co0-
CTBEHHbIC HMCTOPHUHU, MPSMO WIM KOCBEHHO CIeIy-
IOIIME M3 TOrO, YTO MPOMCXOAUT HA 3KpaHe. DTOT
aHaJIM3 MPHUBOAUT K 3aKIIOYCHMIO, YTO HApPEe3KH,
BOCCO3/1aBasi IOCTOSIHHYIO (pparMeHTaluio 4YyB-
CTBEHHOTO ONbITa WM TOKa3bIBasl JICHCTBUE TICH-
XOCEHCOPHBIX IPOIECCOB, CHUMAIU TOTaJIbHOCTD
(kKak BIACTHYIO CTPYKTYpY) Jr000r0 TekcTa. CTaThs
TaKXke IEMOHCTPHPYET BO3MOKHOCTH HappaTHUBU-
3alMU TEKCTOB, KOTOPBIE paHee CUUTAINUCH HesiC-
HBIMH M HENOHATHBIMH. Ilpum 3TOM uccnemyroTcs
CBSI3W HApPaTUBHOCTH U MEepPOPMATUBHOCTU B KH-
HO U TOJYEPKHUBAIOTCA Mep(opMaTHUBHBIC acTIEKThI
MIOBECTBOBAHMS B MPOU3BENICHUSX, CO3AaHHBIX MPH
MTOMOIIY TEXHUKH HAPE30K.

Kurouessle cioBa: Yunesam beppoys, «Hapes-
KI», CUCTEMBI KOHTPOJIS, (hparMeHTanus IMCKypca, pe-
MIPE3EHTALMS IPOLIECCOB CO3HAHUS.

MeHT. beppoy3 npeamnonaran, 4yTo, ¢ OIHOU CTOpPO-
HBI, TaK )K€ KaK YeJIOBEYECKOE TENO0 MOXKET II0-
nacTh B 3aBUCHMOCTh OT HApKOTHKOB, CO3HAHHUE
KOHTPOJIUPYETCS KOHBEHYUOHANbHHIM UCIIONIb30Ba-
HHUEM sI3bIKa.
Buymienue — 310 cnoBa. YOexIeHHUS —
cinoBa. IIpukaser — cinoBa. Hu omun
KOHTPOJIUPYIOIIUN MEXaHU3M HE MO-
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&KeT paboTraTh 0e3 CIIOB, U JIIOOOH KOH-
TPOJMPYIOUINI MEXaHU3M, IOMbITAB-
IIMICS 3TO cIeNnaTh, MOJArasch TOJIbKO
Ha BHEIIHUE CHUJIbl WIM TOJIBKO Ha (u-
3UYECKH KOHTPOJb CO3HAHHS, [0-
BOJIbHO CKOPO HATKHETCS Ha T'PaHUIIBI
KOHTpOJIA .

C npyroil CTOpOHBI, 3aBUCUMOCTh B HOHHUMaHHUU
Bbeppoy3a (ot kanuTana, OT HAPKOTHUKOB, OT Macc-
Meana), «anredpa motTpedHOCTHY», PYHKIHMOHUPYET
KaK CBOETO poJila KOHTPAIyHKT K CHCTEMaM KOH-
Tponsi. OHO He CYIIECTBYeT 0e3 Ipyroro, U 3aBu-
CUMOCTb SBJISIETCS HE TOJBKO CJEJICTBHEM KOH-
TPOJISL, HO U €TO YCIOBHUEM.

Kak orMeuaer, aHanu3upys MNpOU3BEACHUS
beppoysa, nmureparyposen Tumoru Mepdu, naxe
Takue TOHATHUS KaK CyOBEKTUBHOCTh U HJCHTHY-
HOCTh BBI3BIBAIOT 3aBUCHMOCTh W SIBJISIIOTCS WH-
cTpyMeHTaM#u KOHTpOJisi>. CyObeKTHBHOCTH — 3TO
(dhopMa 3aBUCUMOCTH OT SI3bIKa, OT «SI» camoco3Ha-
HUS, & UICHTUYHOCTh — HHCTPYMEHT KOHTPOJIA, C
OJTHOM CTOPOHBI, (HEHOMEHAJILHOTO MHpa IMOCpe-
CTBOM «sI», M C JIPYTOH, — KOHTPOJIS HAJl «s» MO-
CPEACTBOM HCOJIOTUYECKON CTPYKTYpPBHI COLIMYMA.
[Ipobnema 31ech 3aKiIO4aeTcss B TOM, YTO BIJIACTb
HE TOJIBKO MOJAABISET CyObEKTa, OHA K€ M MOPOXK-
naet ero. CyObeKT UCIBITHIBAET MOTPEOHOCTH (TaK
ke, KaK B HAPKOTUKAX, HAPUMEP, UK B CEKCE) BO

! Suggestions are words. Persuasions are words. Orders
are words. No control machine so far devised can oper-
ate without words, and any control machine which at-
tempts to do so relying entirely on external force or en-
tirely on physical control of the mind will soon encoun-
ter the limits of control. (IlepeBox 3xecy u nanee, mo-
MHMO CIICIIMAIILHO OTOBOPEHHBIX CIIy4aeB, IPHHAJIC-
KUT aBTopy cratbm) // Burroughs, W. S. (1998). The
Limits of Control. In: Grauerholz, J. and I. Silverberg
(Eds.). Word Virus: The William S. Burroughs Reader.
New York: Grove Press, 339.

2 Murphy, T.S. (1997). Wising Up the Marks: the
Amodern William S. Burroughs. Berkley: University of
California Press, 58.

BJIACTHBIX CTPYKTypax, HOTOMY YTO UMEHHO uepes3
3Ty 3aBUCHUMOCTH OH U MOXXET OBITh OTHECEH K Ka-
TEropuu «cyobekT». To ecTh CyOBEeKTUBHOCTH —
KaK 3aBUCHUMOCTb — 3TO CUCTEMa, C KOTOPOI HY>KHO
00pOTbCs, HO EAMHCTBEHHOE CPEICTBO, KOTOPOE
€CThb Y Hac sl 3TOH OOpbOBI — 3TO cama CyObek-
TUBHOCTB H €CTb.
CyOBEeKTUBHOCTh TAaK)KE€ 3aBUCUMA OT CJIOBA

U u3o0pakeHus, npuuem ais beppoysa cioBo ua-
CTO OJIHOBPEMEHHO SBISUIOCH U U300paKeHHEM, U
TO, U JIPYrOe SIBJISAETCS ONOCPEIYIOIeH MHCTaHIIU-
el Mex1y cyObeKTOM U ero nepexxuBaHusiMu. Co
CXOOHBIX PpACCYXKICHUM HAUYUHACT CBOU TPYA
«O6mectBo crekrans» (1967) u T'm Jlebop: «B
o0IecTBax, JOCTUTIIUX COBPEMEHHOI'O YpOBHS
Pa3BUTHS TPOU3BOICTBA, BCS JKU3HB MPOSIBIISAETCS
KaK OTPOMHOE HarpoMOXIeHHE cnekmaxneu. Bcé
YTO paHbIlle NEePeKUBATIOCH HETTOCPEICTBEHHO, OT-
HBIHE OTTECHEHO B MpEJACTaBiIeHUe»’. Tpems roja-
MU paHbllle B pOMaHe, CO3/JaHHOM NpPU TOMOIIH
TeXHUKH Hape3ok, «Hosa-Okcnpecc» (Nova Ex-
press 1964) beppoy3 nucain:

Kak wmbl yxe Buaenu, obpaz — 3TO

JDKaHK... UTO HapyImiaercsi, Korjga ma-

nueHT Tepser Hory?.. KoneuHo, ero
npencraBieHue o camom cebe... Ilo-
TOMY OH HYXJaeTcs B 03¢ cdaldpu-
KOBaHHOTro ob6pasza... ['ammonuHoreH-
HbIE€ HApPKOTHUKU CMEIIAIOT PacTPOBYIO
MOJIENIb PEAbHOCTU TaK, YTO MBI BHU-
UM JIDYTYIO «pealbHOCTbY»... VICTHH-
HOM MM pealbHOM «pPEeaJbHOCTH» HE
cyuiectByer... «PeampHOCTBE» — 3TO
BCEro JIMIIb OoJyiee-MeHee MOCTOSHHAs
n300paKEHHUSL.

MOJENb  Pa3BEPTKU

PactpoBas mozenb, KOTOPYIO MBI IIPH-

3 Jle6op, I'.2. (2009). O6wecmso cnekmaxna. Tep. Ha
pycckuii s3pik: bonecnaB Heman. Dnextponnas myOnu-
Kaust: LleHTp ryMaHUTapHbBIX TEXHOJIOTHIA.

URL: https://gtmarket.ru/library/basis/3512/3513 (nara
oOpamenus 27 asrycra 2021 rozga).
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HHMa€eM 3a PEalbHOCTh, HABS3aHA HaM
TCMH, KTO U3HAYAJIbHO CTPCMUTCA K TO-
TaJILHOMY KOHTPOIIHO...*

Bckope mocne myOnukanuu pomMaHa, B HHTEPBBIO
s «The Paris Review», beppoy3 yrounun, 4to
«[...] B «HoBa Dxcmpecc» HUMIUIMLHUTHO COJEP-
KUTCSI TEOPUS O TOM, 4YTO BCE, YTO MBI Ha3bIBacM
PEAbHOCTBIO, TIO CYTH JIeJa, SBISIETCS KHHO. JTO —
¢bunpM, TO, UYTO S Ha3bIBAl0 OHOJOTHYECKHIA
Gunsm»’. To €CTh, CXeMaTU3UPYS, MOKHO CKa3aTh,
9TO peanbHOCTH st beppoy3a — 3To monens (co-
3HAHUS), HaBsI3bIBacMasi U KOHTPOJIUpyeMasi UIeo-
JIOTUYECKOW BIIACTBIO KYJIBTYpBI, OOIIECTBA U €ro
WHCTUTYLUN.

Crioco6oM 0CBOOOXKIEHUSI OT HACAXKIAEMO-
ro KoHTpossi beppoy3 cuurtan uCmoib30BaHUEe TeX-
HUKH Hape3ok (cut-up technique). C ee TOMOIIBIO
BO3MOXHO TIOKa3aTh, KAK COBPEMEHHAs KyJIbTypa,
MPEXKJE BCETO IMOCPEICTBOM KOHBEHIIMOHAIBHOTO
WCIOJIb30BAHUS S3bIKA, MAHUTYJIUPYET CO3HAHHEM
moaen. f3bIK, Kak CpeACTBO M MEXaHHU3M KOH-
TPOJIsi, 3allMpacT HaC B KOHBCHIIMOHAIBHBIE (aBTO-
MaTHU3UPOBAHHBIE) CIOCOOBI MbIIUICHHS. Hapesku
xe (cut-ups) ObLTH CIOCOOOM TIPOTHUBOCTOSTH ATO-
My KOHTPOJIIO TTyTE€M CO3JaHHsI HOBBIX HEOXKHJIaH-
HBIX comocTaBlieHui. JIuménaesie (MO0 MHEHUIO
aJITITOB TEXHUKH) UACOJOTHMH M TOBECTBOBAHMSA,
Hape3Ku OCBOOOXKIAIOT CO3HAHUE YUTATEINs OT IO-
pabomIamux ero TUCKypCUBHBIX (JOPM MacCOBOM
KyIbTypbl. MeETOJl Hape30K MpeacTaBiseT co0oi
ACTETUUYECKYI0 CTPATETHIO0, Yhed IeNbI0 OBbLIO CO-
3/IaHuE€ HOBOTO MPOU3BEACHUS U3 (PparMeHToB, KO-
TOpbIe ObUIM HaiiieHbl WM OYyKBaJIbHO BBIPE3aHBI

* Beppoys, V. (2010) Hosa-Oxcnpecc. Tlep. ¢ aurm.
B. Korana. Mocksa, ACT.

> [ilmplicit in Nova Express is a theory that what we call
reality is actually a movie. It’s a film, what I call a bio-
logic film. // Burroughs, W.S. (1967). Interview. In:
Writers at Work: The Paris Review Interviews. 3rd se-
ries. Ed. Alfred Kazin, New York: Viking, 143-174,
159.

U3 yXe CYIIECTBYIOIIHUX TEKCTOB MIIM H300paxke-
Huil. Korja u npu kakux o0CTOSATENLCTBAX OH BO3-
HUK?
Hcroprueckn BOSHUKHOBEHHUE 3TOM CTparte-

MU KOHTEKCTYaJIU3UPYETCs B DKCIEPUMEHTaxX Ja-
nauctoB B 1910-1920x rré. ®yrypuctsl, npere-
CTBEHHMKH J1aJJauCTOB, OJHOM W3 IJIAaBHBIX Xapak-
TEPUCTHUK COBPEMEHHOCTH Ha3bIBATIM 0OHOBPEMEH-
HOCmb MHOXECTBa BIICYATJICHUI, BOCIIOMHUHAHMIA,
MBICJIEH U NEPEKUBAHUM, UCIIBITHIBAEMBIX YEJIOBE-
KOM, U CTPEMWINCH 3Ty OAHOBPEMEHHOCTb B CBOUX
pabotax 3amevariers. Jlamauctsl yxe He Tak ¢o-
KyCHpOBAJIUCh HA TOM, YTO MHUpP — 3TO OypHBIH I10-
TOK Pa3HOOOPA3HOT'O OMbITA (JAHHOTO B OLIYLICHHU-
X WM peQIieKCUuH), s HUX TJIaBHBIM OBLIO TO,
YTO MHUP — PACKOJIOT, )parMEeHTapeH U XaOTHUEH, U
IIPUHLUINAAIBHO HECBOIUM B enuHoe Lenoe. [lo-
9TOMY HMMEHHO CIIOHTAHHOCTb, IIOJBUKHOCTb U
HEYIOPSAA0YEHHOCTh JOJKHBI OBLITH JIeYb B OCHOBY
XYJZl0’KECTBEHHOT0 TBopYecTBa. Tpucra Tuapa, co-
3[aBIIMM 3HAMEHUTBIA pELENT CTUXOTBOPEHUS-
Hape3KH, TaK OOBSICHAJ XyA0KECTBEHHBIE MTPUHLIH-
IIbI JaJIaUCTOB:

Ham gacto roBopsrt, 4To MBI HENoOCIE-

JIOBATEJIbHBI, TOBOPAT TaK, Xejas Hac

OCKOpOHUTb, HO MHE JIOBOJILHO TPYIHO

9TO MOHATh. Bcé€ — HemocienoBaTeb-

HO. JIKEHTIBMEH, KOTOpPBIM pemaer

IIPUHATH BaHHY, HO BMECTO 3TOT0 UAET

B KHMHO. M TOT, KTO X04eT MOI4arh, U

TOBOPUT BEIH, O KOTOPBIX JaXKe HE

ycnen mnoaymarb. [...] Jloruku Her.

Tonbko  OTHOCHTENbHAast HE00XOau-
MOCTh, OOHapy>K€HHas yXe€ MOTOM, U
OHA OKa3bIBACTCS PEJICBAHTHOM HE B

¢ Watts, H.A. (1975). Chance: A Perspective on Dada.
Ann Arbor: UMI Research Press.
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6yKBaJIBHOM CMBICJIC, a TOJIBKO B Ka4¢€-

CTBE OOBSICHCHUS .

B 1960-e rr. npoucxoasT nanpHEUIINe U3MEHEHUS
B IPOIIECCaX BOCHPHSITHS YEIOBEKOM MHUpA U cebs
B HeM: WH(POPMAIMOHHBIE TIOTOKH YCHUITHBAIOTCS,
CTaHOBSTCS 0OJiee HACHIIICHHBIMU U HACTOWYHBHI-
MU, UX 00BEMBI YBEIMYMBAIOTCA. BO3HHUKAIOT HO-
Bble KOMMYHHUKAI[MOHHBIE TEXHOJOTHH, pEKJIama,
panuo, TeneBuaeHue, u T.4. B EBpone u Amepuxe
dbopMupyeTcsi THUI MPO3bI, B KOTOPOM HCIIOIH30Ba-
JTUCh pa3nuyHble (OPMBI HAPE30K M MOHTaXKA.
CBs13HBIN paccka3 ¢ MOHSATHOW JTIOTUKON COOBITHIA U
MEPCOHAXKEN HE SBJSJICA TJIABHOM 3a/1adeid HOBOTO
tumna npo3el. Ckopee, 3T0 OBUIO CTPEMIICHHE BO-
BIIeYh YUTATENS B COAaBTOPCTBO, MOOYIUTh K akK-
TUBHOMY COACWUCTBUIO B IIOMCKE cMbIcia. M, pas-
oOmauasi cOOCTBEHHBIE IMMOBECTBOBATEIILHBIC CTpa-
TEruH, IPSIMBIM MOAPAKAHUEM TOMY, KaK «pabora-
€T» TEKCT, MpoOIeMaTU3UPOBATH OTHOIICHUS YUTA-
Tens W Tekcra. Llenpio 3TUX TEKCTOB OBLIO IMOKa-
3aTh, KaKk paboTaeT CO3HAaHME, KOTrJa MBI JCUCTBY-
€M, TOBOPUM M JyMaeM, BCIOMUHAEM U NEPEKUBA-
€M OJJHOBPEMEHHO.

B onpeneneHHOM CMBICIE 3TO MPOIOJIKAIO
TPaUIIUA MOJICPHUCTCKOW TPO3bI, YXKe OOoJbIe
COCPEOTOYEHHOW HAa TOM, 4O TaKO€ CO3HaHUE,
Kak OHO paboTaer, 4TO MPOUCXOAUT B TPOIECCE
Mo3HaHus. B 1eHTpe BHUMaHUSA TENeph BCE Yalle
OKa3bIBAIOTCS HECYIIECCTBEHHBIE COOBITHUS MOBCE-
JTHEBHOCTH, OaHaIbHOEC W TPUBHUAIBHOE, CIOXKET
ciabeet, MBICIIA TIEPCOHAKEH MM TIOBECTBOBATEIIS
O COOBITUSIX CTAaHOBSITCS BaKHEE, YeM CaMU ITH
COOBITHS, U BCE 3TO TIepeaaeTCs OJHOBPEMEHHO H C
pa3HbIX Touek 3peHus. CaMu NmepeKuBaHUs U CIO-
COOBI UX TMepeadll B TEKCTE€ CTAHOBSTCS BaKHEE U
HWHTEPECHEee TOr0, 4YTO, COOCTBEHHO, IEPEIKUBACTCS.

" Tzara, T. (1989). Lecture on Dada (1922). Translated
from the French by R. Motherwell. In: Motherwell, R.
(Ed.) Dada Painters and Poets. Harvard University
Press, 246-251, 250.

Takue nucarenu kak, HanpuMmep, Y wibsm beppoys,
Anan bépuc, b.C. JIxoncon, Kpuctun bpyk-Poy3
n Comroens bekker nonb3oBanuck B 1960-1970-¢
IT. TEM WM UHBIM BapHaHTOM Hape3O0K.

B ITapwxe, B cenrsadpe 1959 r., aBanrapa-
HBIM XyZOXXHUK WM nucarens bpaiion ['alicuH ciy-
YailHO Tepen300pesl 3aHOBO TEXHUKY HApe30K, W
3TO COOBITHE COBEPIICHHO €CTECTBEHHO BIHCAIOCH
B COBPEMEHHBIE €MY KYJbTYpHBIE IIPOLIECCHI.
OueHb TOYHO ompeenuia Noucku I'alicuHa uckyc-
crtBoBel Jlopa XonTmaH, yTBep)KAaromas, 4To OH
AKCHEPUMEHTHUPOBAJI C YEM-TO, YTO MOYKHO Ha3BaTh
socnpusimuem®. TalicHH TPELIOKUI MONPOoOOBATH
HOBBIM METOJ| CBOEMY APYTY U TBOPUYECKOMY KOM-
aHbOHY beppoy3y, KOTOpBIM U NPOAOIIKHI €r0
pa3paboTky. Pe3yiapraroM uX COTpyIHHYECTBA
crana kuura «Tperuit Ym» (The Third Mind 1977)
— CBOEro pojia MaHU(ECT METO/a U IEMOHCTPALIUS
CIOCO0OB €ro MCIoNb30BaHus. beppoy3 BoomyIie-
BWICS HOBOM TEXHUKOH, IPEXKIEC BCEro, MOTOMY
4TO, [0 €r0 MHEHHMIO, Hape3KU CO3JaBalll HOBBIE
CBSI3M MEXJIy CJIOBaMH M M300paXEHUSMHU, U
BCJIEICTBUE 3TOT0 MPOCTPAHCTBO PEAILHOCTH pac-
mupssochk. OH, NpaBaa, HECKOJIBKO IpPEyBEIHYU-
BaJl pOJIb CIIy4allHOCTH B CBOMX Hape3Kax, U 4acTo
BMEIIMBAJICS B POJIb Cilydasi, mepepadarbiBasi Ciy-
YaiiHble pe3yJbTaThl TaK, YTOOBI MOJYyYUTH Oojee
UHTEPECHBIN TEKCT.

Y Beppoy3a 3TOT MeTOJ cTan BooOIIe of-
HUM U3 OCHOBHBIX XYJOXKECTBEHHBIX IPHUHLIUIIOB
BO BCEM, UTO OH Jejal. 3a BCIO )KM3Hb OH CO3Jall
THICSIYM CTPaHULl Hape3oK. Jlake xorga OCHOBHOM
IEpHOJ] 3KCIepUMEHTUpoBaHus (koHma 1950-x —
nepBoi nmosoBuHbI 1960-x) 3akoHumiics, u beppoys
IPOJOIDKMII TUCaTh 0oJiee KOHBEHIIMOHAIBHYIO
po3y, Hape3Kku octaiuch. OH «[...] MOIb30BaJICH
TEXHUKOM HAape30K Ha IPOTSHKEHUU BCEU CBOEH

¥ Hoptman, L. J., Gysin, B. and Geiger, J. (2010). Brion
Gysin. Dream machine. London: Merrell and New
York: New Museum, 59.
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’KU3HHU, HE TaK UHTEHCUBHO, KOHEYHO, KaK CHayaJa,
HO TeM HE MEHee JJIsl Hero Bcerja 3To OblI criocod
MPOJYLIUPOBAHUS WM Pa3spabOTKH HOBBIX HAEH»’.
[Tucarens U uccrienoBaTens OPUTAHCKON U amMepH-
KaHCKON KOHTpPKYJIbTyphl 1960-x rr. bappu Maiins,
COCTABJISIBIIMI KaTajaoru apxusa beppoysa, orme-
qaji, yTo eciu beppoy3 HaunMHa 3KCIEPUMEHTUPO-
BaTh C OJHHMM THUIIOM Hape30K, OH Jejall ThICSIUy
WK OOJbIIE CTPAHUI] SIKCIIEpUMEHTOB. Ero KHHTH,
CO3/IaHHBIE MTPEUMYIIECTBEHHO C HMCIIOJIb30BAaHUEM
TEXHUKH Hape3oK — «buier, KOTOpBIN JIOIMHYID»
(The Ticket that Exploded 1962-1967), «Msrkas
mamuHay (The Soft Machine 1961-1966) n «Hosa
Dkcnpecey — cHOPMHPOBAIUCH, U3 MaTEPHAIIOB,
ocmasuiuxcsi ot pomaHa «[omerii 3aBTpak» (7The
Naked Lunch 1959). Maiin3 paccka3biBajl, 4TO
Beppoy3 «paboTas HEBEpOSTHO yCepIHO, HE3aBU-
CHMO OT TOTO, K UeMy OH oOparaicsi, OH AeHCTBH-
TEJIBLHO JIENAJ 3TO C MOJIHBIM MOrpyKeHuem»! P,
beppoy3 BooOmie momnaran, 4TO B COBpe-
MEHHOM MHUpE€ NMPUHIUI MOHTa)ka Haubosee ajek-
BaTEeH IS Mepefaydl JUCKPETHOCTH (PaKTOB UeIo-
BEUECKOI0 BOCHPUATUSA U co3HaHudA. B scce «lla-
nenne uckyccrBay (The Fall of Art 1975) on pac-
CYXKIaeT O METOJE, COCTOSIIEM B Hape3Ke U IOo-
CIIeYIOIIEM MOHTaXe (DparMeHTOB TEKCTa:
[Ipoiinurech MO TOPOACKOM YyIHIE U
IIOMECTUTE TOJIBKO UYTO YBHUJEHHOE Ha
XoicT. Bbl Buaenu uenoBeka, paspe-
3aHHOTO HAJBOE MAIIMHOH, OOPBIBKH U
KYCKU JIOpPO’KHBIX 3HAaKOB U pEKJIaMBbl,
OTpaXEHHUsI B BHUTPHUHAX — MOHTaXK
¢parmenToB. To ke HPOMCXOAUT CO
cioBami. [...] Co3HaHMe U ecTh Hape3-
Ka; KU3Hb — Hape3Ka. Beskuii pas, ko-
I'71a BBl UAETE 10 YJIMIIE UM CMOTPUTE

? Fallows, C. (2012). Interview with Barry Miles. In:
Genzmer, S. and C. Fallows. (Eds.) The Art of William
S. Burroughs: Cut-ups, Cut-ins, Cut-outs. Wien: Verlag
fur Moderne Kunst, 10-21, 17.

10 ur. mo: Fallows, 2012, 14.

B OKHO, Balll IOTOK CO3HAHWs Hape3a-
eTCsl CITy9aiiHbIMU MOMeHTamu ! !,

To ecTb, 3TO BHIMJISIIUT Tak, OyaTo beppoys yoex-
IEH, YTO OKPY>KAIOIME YeTOBeKa OOBEKTHI U OIBIT
npeObIBaHusl B MHpEe — (pparMEHTapHBI, U YeJIOBe-
4ecKUil pa3yMm o0padaThiBaeT 3Ty TUCKPETHOCTH.
Mapmann MaximrosH B acce 0 beppoyse ormeuan,
YTO METOJl Hape30K B JMUTEPATYpE MbITAICSH «BOC-
MIPOU3BECTH B MPO3€» OTCYTCTBUE HENPEPHIBHOCTH,
HapyIlIeHHEe TOCIE0BATENbHOCTH, C KOTOPHIMU MBI
CTAJIKUBAEMCS KaXKJIbIH JIEHb B HAIy «3JIEKTpUYe-
CKYI0 210Xy» 2,

Jpyrasi 3asBJICHHas LI€Jlb HOBOIO METOAA
COCTOSIa B TOM, YTOOBI OCBOOOIUTH TBOPYECTBO OT
JTUKTaTa PALMOHAIILHOCTA COBPEMEHHOTO MHPpA,
3aCTaBIISIOLIECH CO3HAHUE WATH IIYTEM JOMHUHUPY-
FOIIMX MACOJOTUN U KIHIIE. [ 3TOro XyA0KHUK
paboTaer ¢ yxke TOTOBBIMH TEKCTaMH, JIMINAS WX
MPUBBIYHBIX 3HAYEHUM M OTKpPHIBasi HOBBIE CMbIC-
abl. [Ipo3a, co3maHHas METOAOM HApe30K, UCCe-
IyeT HOBBIE CITOCOOBI pernpe3eHTAIlMHA BOCTIPUSTHS,
MOKa3bIBasi, MPEXIE BCETO, HE TO, «O YEM» paccKa-
3bIBACTCSI B HEKOW MCTOPHH, HO TO, «KAK» ITO BCE
MOXET PACCKa3bIBAThCSI.

B uccinenoBaHuax
3

AKCIEPUMEHTAIBLHON
1po3bI'> 0OBIYHO AHATUZUPYIOTCA UCTOPHA U TEO-
pUsl TEXHUKH HApE30K, UX HUCTOPUYECKHE KOHTEK-

CTbI, CBA3BIBACMBIC C aBaHFapHHOﬁ H nocrMoacp-

"' Beppoys, V. (2008). Iagenue uckyccrsa. Iep ¢ anri.
A. Kepsu. B kuure: beppoy3 Y. Cuémnasa mawuna. Hs-
opannvie Dcce. Tlep. ¢ anrn. moxn pen. M. Hemioa u
. Bomyeka. Kolonna Publications: Mutun Xyphain. —
C. 105-106.

2 McLuhan, M. (1991). Notes on Burroughs. (1964) In:
Skerl, J. and R. Lydenberg (Eds.) William S. Burroughs
At the Front. Critical Reception, 1959-1989. Southern
Illinois University Press, 69—74, 69.

3 Cm: Lydenberg, R. (1987). Word Cultures: Radical
Theory and Practice in William S. Burroughs' Fiction.
The University of Illinois Press; Robinson, E. S. (2011).
Shift Linguals. Cut-Up Narratives from William 8.
Burroughs to the Present. Amsterdam — New York.
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HUCTCKOM TapajurMaMy KyJbTYphl, H3y4aroTcs
JUTEpaTypHbIC MPEAICCTBEHHUKH 3TONH TEXHUKU U
¢dopmbl. Hapesku paccmaTpuBaroTcs Kak METO[
MUCHhMa, Kak (opMa BBIpaXKEHUS M COCO0 KOMMY-
HUKanuKu. TouHee, W3y4aeTcsl KaKk Hape3Kd CTaH
CIOCOOOM TOAPBIBA TOBECTBOBATENILHBIX CTpaTe-
Ml ¥ aBTOPUTETHBIX MHCTAaHIMI (aBTOpCTBa, BJla-
CTH, KOHTPOJIS), COCOOOM, MPUBJICKAIOIIUM BHH-
MaHHe YUTaTeNsl K MPUHIMIHAAIBHON Heycmouuu-
e6ocmu no0oro cmeicna. Pooun JlunenOepr, Bo3-
MOJKHO, BIIEpPBBIC 3aJajlach IIENIbI0 MOKa3aTh, YTO
3TH TIOBECTBOBAHMSA, KOTOPHIE MHOTME KPUTHKH
UTHOPUPOBAIM, CUUTasi MX HEYUTAOETHHBIMH,
MPeUIaraloT HOBBIE CIOCOOBI M YTCHHUSI, U MBIIILIE-
Hus'4. Pa3BuBas 3TH MOJIOKEHUS, B TaHHOM CTaThe
TEeXHUKa Hape3ok beppoy3a paccmaTpuBaercs B
NEPCHEKTUBE KOTHUTHUBHON HAppaToJIOTUH, U3yda-
IOl C OJHOM CTOPOHBI, CIIOCOOBI U (OPMBI TI0-
BECTBOBATEJIbHBIX  PENpe3eHTALUi  MPOIECCOB,
MMEIOIINX OTHOIIEHHE K CO3HAHUIO, BOCIPUSATHIO U
NEPEKUBAHUIO OIBITA, M C IPYrOi CTOPOHBI, YHUTA-
TEJbCKOE BOCHPUATHE 3THX MPOLECCOB U POPM HX
pernpe3eHTaluu.

Crenuuka skcepuMeHTOB beppoysza ¢
Hape3KaMH, MIPUYEM He BaXKHO, MOJIb30BAJICS JIU OH
BBIPA3UTEIBbHBIMU CPEJICTBAMH JIUTEPATYpPhI, H300-
PasUTENbHOIO0 MCKYCCTBA WJIM KHHO, COCTOSJIA B
TOM, YTO, CTaBsl MOJ BONPOC HPUPOIY BOCHPUHU-
Maemoti peallbHOCTH, Hape3KH CO37aBalM U Hccie-
JIOBAIM MHBIE peasbHOCTU. [loKka3piBast mpu 3TOM,
4YTO O€3yCIIOBHBIE MCTHUHBI SBIISIOTCS KYJIbTYPHbI-
MU KOHCTPYKTaMH M TPEACTABISIIOT cO00il 0THY U3
¢bopM KOHTpOJIS (CO CTOPOHBI OOIIECTBA M €TI0 UH-
CTUTYTOB). I TaBHas 11eTb HAPE3OK, MO 3asABICHUAM
UX CO3JaTeliei, cocTosia B TOM, YTO, BOCCO3/IaBast
MOCTOSIHHYIO (hparMEeHTAIUI0 YYBCTBEHHOT'O OIbITA

HWIIKW IIOKa3bIBas HeﬁCTBHe NCUXOCCHCOPHBIX IIPO-

4 Lydenberg, R. (1987). Word Cultures: Radical Theo-
ry and Practice in William S. Burroughs' Fiction. The
University of Illinois Press. XI.

LIECCOB, OHU CHUMAJIM TOTAJIBHOCTH KaK BJIACTHYIO
CTPYKTYPY JII000T0 TEKCTA.

Pabotsl beppoysa, mo ero coOGcTBeHHOMY
MHEHHIO, CBOOOIHbIE OT JMHEWHOr0 HappaTHBa H,
B pe3yJbTaTe 3TOr0, U OT HJICOJOTHH, OCBOOOXK/1a-
JIM CO3HAHUE YUTATEN] OT OrPAHUUYEHUM U OrpaHu-
YEHHOCTH MAacCOBOM KyJIbTypsl. B omimume ot
Tpucrana Toapel, CUMTABILIETO YTO HAPE3KHU pac-
KpPBIBAIOT B si3bIKe aOCypaHOCTh Mupa, beppoys
YTBEp)KJaJl, YTO UMEHHO SI3BIK — 3TO CPEICTBO U
MEXaHHU3M KOHTpOJIS, 3alMpParoLUii HaC B KOHBEH-
[MOHAJILHBIX (aBTOMATHU3UPOBAHHBIX) CIIOCO0AX H
TPAeKTOpHUAX MbIIIEHU. JlJI1 HEro TEXHUKA Hape-
30K OblJIa CIOCOOOM MPOTUBOJICHCTBHS 3TOMY KOH-
TPOJIO0 — IOCPEJICTBOM CO3/IaHUSI HOBBIX, HEOKU-
JTAHHBIX CPAaBHEHUI U CMBICIIOBBIX KOHCTPYKIIUHU.

Bckope nocie «1mepe-oTKpbITUS» TEXHUKHU B
1959 r. u TyT Xe HayaBIIMXCSI 3KCIIEPUMEHTOB C
JIUTEepaTypHbIMU Tekcramu, laiicuH u beppoys
BMecTe ¢ DHTOHM banueM (pexuccepoM U JUCTpU-
optoTopoM xoppop-¢puismoB) u Msnom Commep-
BUJIEM, CJEJIaJIi HECKOJBbKO (DHIIBMOB, HUCHOJIb3YS
TEeXHUKY Hape3ok. Kak cunrtan CoMMepBUIIb, BU3Y-
aJIbHBIE TIOCJIEIOBATENIHOCTU (DHIIbMa HAKJIa/(bIBa-
JY BHELIHUI PUTM Ha MPOLECCH CO3HAHMS, U3Me-
Hsi BOJIHBI B MO3I'€, KOTOPBIE CTOJIb K€ UHIUBUIY-
QJIbHBI, KaK U OTIEYATKH NaJbLEB Yy KAXI0T0 YeIlo-
Beka!®, Tlepeblii uépHo-Oenbiii QuinbM «bBarHsm,
OTKpbITh OroHb» (Towers Open Fire 1963, 11 mu-
HYT) OBbLT KHHEMaTOrpapuuecKo MHTEpIpeTaluei
MHOTHX T€M, 3aHMMaBlIUX beppoysa (KOHTpOIIb,
Marus, CeKC, HacwiIne, TaJUTIoIMHAIMY U T.1.). Cam
no cebe GuIbM He SIBJISETCS MOJIHOCTBIO Hape3Ka-
MU, HO B HEM €CTh ()parMeHT B 3TOU TEXHHKE.

B nmpumeHeHUM K HpPOHU3BOJACTBY (DMIBMOB
TEXHUKAa Hape30K ObUla paguKaJbHBIM SKCIEpHU-
MEHTOM, IIPEXKJIE BCETO, IOTOMY, YTO CTAaBUJIA IOA
BOMPOC caM @uibM KaK TaKOBOM, €ro MPUHLIHUIIBI U

15 Sargeant, J. (1997). Naked Lens: Beat Cinema. Crea-
tion Books, 172.

| 3(44) 2021 |

© W3patenbctBo «3inaoc», 2021. ToNbKO ANA ANYHOMO UCMOIb30BaHMA.
© Publishing House EIDOS, 2021. For Private Use Only.

MesKayHapOoAHbIN }KypHaa UCCNeL0BaHUIN KyAbTypbl A
International Journal of Cultural Research u

www.culturalresearch.ru

40



Tema Homepa

Ldapba BaneHtnHosHa BAPbILLUHUKOBA

DOI: 10.52173/2079-1100_2021_3_35

BusyasbHadA KyJbTypa / Visual Culture

| Hape3sku (1967) Yuibama beppoysa - npeaeJibl KOHTPOJIA |

cTpykrypy. KuHO Bcerma ObUIO BbIpa3HUTEIbHBIM
CpeACTBOM, YOEAMUTENBbHO IOKA3bIBAIOIIUM HCTO-
pun smoneit nim Bemei. [Ipobnema 3akirodanack B
TOM, CMOYET JIU OBITh (PHIIBM CTOJIb K€ MOIXOs-
MM CPEICTBOM, YTOOBI yBJIEUb 3pUTENEH B IIIy-
OWHBI CO3HAHUS TMEPCOHAXEH, B Mepegaye TOro,
Ymo W KaxK JMIOAW AyMAroT, OUIYIIAlOT, BOCIIPUHH-
MaloT ¥ nepexxuBaroT. CMmor Obl (puiIbM H300pa3uTh
HE TOJBKO COOBITHS, MPOUCXOISIINE C TepCOHa-
’KaMM, HO W Tepenarh (WM CTaTh MOCPETHUKOM B
nepenave) onsim npedbiBaHus B Mupe? Bo3MOKHO
JU C TIOMOIIBI0 KMHO CO3/1aBaTh 00pa3bl, HE CBS-
3aHHBIC HAINPSIMYIO C pENpe3eHTalMsIMHU, U JaTb
3pUTENSIM BO3MOXKHOCTh KOHCTPYHUPOBaTh HCTO-
PHIO, CIOXKET, IpUYeM JII000H, CAMOCTOSATENILHO?

B xvHO paavKanbHBI MOHTaX, CXOIHBIN C
METOJIOM Hape30K, Y>K€ UCIOIb30BAJICS B (PUIbMAX,
CO3JIaHHBIX 0€3 NMPOBEICHUS CHEMOK U pabOTaBIINX
C y>Ke TOTOBBIMU MaTepHuajamMu. B xauecTBe oiHO-
ro M3 pPaHHUX NPUMEPOB MOXKHO Ha3BaTh (pUiIbM
bproca Konnepa 4 Movie (1958), xomnunupyro-
muii (parMeHThl KHHOXPOHUKHU U CTaphiX (PUIIh-
MOB. PWIBM TpeAcTaBiIsieT COOON KoJulax, 00b-
CIMHEHHBI CAyHATPEKOM, COCTAaBJIEHHBIM U3
¢parmeHTOB cUMpOHNYECKOH 1M03MBI OTTOPUHO
Peciuru «IIuaum Puma». Ero MoxHO uHTEpHpe-
TUPOBATh KaK CIOXKET, MOCBSIICHHBIH BO3MOXKHO-
CTSIM KMHO Kak ()OPMBI XyJJOKECTBEHHOT'O OIBITA U
MPAKTUKaM BHU3YaJIbHOTO BOCHIPUSATHS JIBH)KCHUS U
JIpaMaTUYHBIX M 3PEIMIIHBIX 3MHU3070B HCTOPHUH.
Hpyroii npumep — «La verifica incertay (1964)
Jlxandpanko bapyuenno u Ans6epto I'pudu Obi1
CMOHTHPOBAaH U3 OTPOMHOr0 KOJM4eCTBa, OK. 150
000 M., aMEepUKAaHCKUX XYJOXKECTBEHHBIX (DPHUIBMOB
1950-1960 rr. 3necy UCIONIB30BAJICS ApXUB KHUHO-
IUIEHOK, KOTOPBIM YI'POXKajo pa3pyllieHue, U Oblia
CBOS [TOBECTBOBATEIbHAS JIOTHKA.

B ornnume OT KOHBEHIIMOHAIBHBIX MMOBECT-
BOBATEIbHBIX CTPYKTYp, HALIEJIEHHBIX Ha (HhOpMU-
POBaHUE BHATHBIX TEMITOPAIBHBIX MOCIEI0BATEINb-

HOCTEW, TPUUMHHO-CIICICTBEHHBIX CBS3EH U BBIpA-
3UTENIbHBIX MEPCOHAXKEH, HAPE3KU JECKOHCTPYHUPY-
10T UX, OTKa3bIBasACh OOBSICHATH MEPEXObI OT O
HOTO K JIpyroMy (MecTy, BpeMEHHU, COOBITHIO), Tie-
perpyxas uHbopManme, U TOCTOSHHO CMeEIas
(GOoKyCc BHHMAHHS YUTATEIs, CIyIIATENS WU 3pH-
Tensi. VX 3HaYeHUs1 ¥ CMBICIOBbIE KOHCTPYKIIMHU HE
BO3HHUKAIOT B pe3yjbTaTe MHTEPIPETALMU YUTATE-
JeM CTaOWIBHBIX perpe3eHTAIH, HO JOJDKHBI 1MO-
SIBJISITBCSL B PE3YJIbTAaTE CUUTHIBAHHS PACIIOJIONKE-
HUN HECTaOMIIBHBIX MapKepOB, MOCTOSHHO M3MEH-
YUBBIX MOMEHTOB 3/I€Ch-U-TENEpb, MPUCBAUBAs
yKe CYIIECTBYIOIINE KOMIUIEKCH 3HAaYEHUH U JKaH-
POBBIX 3JIEMEHTOB B COCIUHEHUU C BOCIIOMUHAHU-
SIMH U TIPEJICTABICHUSIMA B BOOOPaKCHHUU.

(The Cut-ups) He
CTOJILKO Pa3MBIIIISET HAA PA3IMIHBIMU (popmamu

Qunem  «Hapesku»

COBPEMEHHOTO BOCHPUATHS M  BOOOpa)KeHHS,
CKOJIbKO CO3/aeT MX, pa3padarbiBaeT crnocoObl UX
npe3eHrtanuu, Tpancusinun. Lxedd Harron (most,
Xy/JO)KHUK M U3JaTejb) OIHUCHIBAT OO0CYXKJIEHHE
beppoyzom u TlaiicunbiM «@Punbma pOKICHUSD
Crmna bpakumxka (Window Water Baby Moving,
1959) — ero Bo3aeiicTBUE Ha MOACO3HAHUE: «IIPS-
MO€ BO3JICHICTBUE HA HEPBBI, CMEIIEHUE, IEPEHa-
IIpaBJIEHUE HENPO-TIICUXOJOTUYECKOTO KOMIIEKCA.
VIMeHHO 3TOT MHTEpec K BO3JACHCTBUSAM (HHIBMOB
Ha CO3HAHME U MOJCO3HAHME CTaJl OJHUM M3 TeMa-
THYECKUX 1eHTpoB «Hape3ok» 6.

IIpocmotp «Hape3ok» MOXKHO OTYACTH CO-
OTHECTU C NEPEKUBAHUSAMHU, KOTOpPbIE MOXKHO HC-
NbITaTh OpU oMo «MalluHbl CHOBUICHUID
(Dreamachine) — w3obperenus [aiicuna u Co-
MMEpPBWIS, Yb€ MEPLATEIbHOE BO3JEHCTBUE Ha
3pUTENsT MOAEIUPOBATIO MEXAHWU3MBI, JIEKALIUE B
OCHOBE HEKOTOPBIX BU3YaJbHbIX TaJUTFOLMHALUN.
Busyanbnas ctumynsuus «MaliiHbl CHOBUIEHUID)

BbI3bIBAJIA y 3pUTeNeH raJuTionuHaIy B Bue Oec-

16 Cm. 06 atom: Sargeant, J. (1997). Naked Lens: Beat
Cinema. Creation Books, 171.
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KOHEYHOr'0 TOTOKa 00pa3oB, M Obula IpHU3BaHa
copMHpOBAaTH HOBBIH OIBIT BHYTPEHHETO BHJE-
Hus. B o0oux ciyvasx (v mpu npocMoTpe puibma
¥ B MCIOJIb30BaHUN «MallliHbl CHOBUJICHHIT») CO-
3/1a€TCsl pPUTMUYECKUI NIATTEPH MEPLIAIOLIETO CBETA
1 MeIbKaronumx oopasos!’.

[Ipenmnonaranocs, 4TOo MepLArOIIME MSATHA
cBeTa «MamHbl CHOBUICHUI» OyayT BOCHpPUHH-
MaTbCsl C KOPOTKOM AMCTAaHIMU M C 3aKPBITBIMU
rmazaMu. Uepe3 HECKOJIBKO MHHYT BO3ICHCTBUS,
Onmaronaps MyJbCallUsM CBETa, KOTOPBIE CHHXPO-
HU3UPOBAINCH C alb(a-pUTMaMHU MO3ra, 3pHUTENb
MOT Ha4aTh UCTBITHIBATH TAJUTIONUHALIMU. Y 3pUTe-
J BO3ZHUKAJIO OUIYLIEHHE, YTO OH BUIUT CHBI,
OCTaBasiCh MpU 3ToM OonpcTBYIOmKM. ["alicuH ObuT
yOexJieH, 4To 3T0 — HOBas (opMa HCKyCCTBa, YbH
pe3ysIbTaThl HENb3S YBUAETh, HO MOXXHO IIOYYyB-
CTBOBaTh M NEPEXUTh. DTa HOBas (opma JaBaia
IPSIMOM OCTYN K TOMY, 4YTO IMPOUCXOJUT 8 CO3HA-
HUY XyJl0>KHHKA, OCTaBJIsisl B CTOPOHE BCE MaTepu-
anbHOe. B HauMeHbIlel CTeneHn ATO ObLIO MPOU3-
BEJICHUEM HCKYCCTBAa, B HaMOOJbIICH e — cpel-
CTBOM JJIsi TBOPUYECKOTO IPOM3BOACTBA. «MamnHa
CHOBMJICHUI» OTJENsAIa BU3YalbHOCTh OT MaTepH-
allbHOCTH 00BeKTa. beppoy3 Tak BeICKa3bIBAJICA IO
MOBOJIY 3TOM HOBOW ()OPMBI OITBITA!

[...] «MepraHue» MOpOXKAAET MOpa3u-

TEIbHOE MHOMECTBO H300paKeHHIA,
YbM B3aUMOOTHOILIEHUS MOCTOSIHHO Meé-
HSIOTCA, YTO JEJIAeT «KOJUIAXH» U «ac-
caMOJISDKU» TaK Ha3bIBAEMOTO «COBpE-
MEHHOT'0» HCKYCCTBa COBEPIIEHHO He-
3¢ deKTUBHBIMU U MeaJeHHbIMU. Mc-
TOpHUSI MCKYCCTBa OOJIbIIIE HE CO3JIAeT-
cs. Mcropusi McKyccTBa Kak Iepeduc-
JICHWE OTHENbHBIX O00pa30B 3aKOHYH-
Jach BBEJCHHUEM CBETa KaK OCHOBHOMU
JEUCTBYIONIEH CHIIBI B CO3JIaHUM 00pa-

7 Sargeant, J. (1997). Naked Lens: Beat Cinema. Crea-
tion Books, 172.

30B, KOTOPLIC CTAJIN OCCKOHEUHO MHO-
JKCCTBCHHBIMH, CJIOKHBIMH U BCCIPO-

HUKAIOIUMHU ',

B mpouecce cozmanus «Hapesox» DHtonu bamy
paspe3an BCE OpUTMHAIbHBIE MaTepUaibl, OTCHS-
ThIC B Hbm-ﬁopKe, Jlonnone u Tamxepe, u oraai
CIELIMAJIbHO HAHATOMY pEIAaKTOpy, KOTOpas craena-
Jla YUCTO MEXaHWYECKyI0 paboTy Mo MOHTaxy. B
UTOTrEe JIEHTa COCTOMT M3 KOPOTKHMX KaJpOB, CMOH-
TUPOBAHHBIX OUYEHb TOYHO IO JUIUTEIBHOCTH, HO
6e3 0co00ro BHUMAaHUS K COAEPIKaHUIO H300paxe-
Hus. ClLeHbl TakKe CTPYKTYpUPOBaHbl B COOTBET-
CTBUU C JUIMHOM IUIEHKH, & HE XOJOM IIOBECTBOBA-
Husl. [J1aBHBIMU CTAHOBSITCSI BBIPA3UTEIbHBIE CBOM-
CTBa KajJpa — MEpLAHUE CBETAa, IOBTOPSIOLIUECH
o0pasbl, puT™M JBWKeHUs. Kaapsl He BbICTpanBa-
I0TCS B OJIHO I10CJIEJOBATENbHOE I0BECTBOBAHUE.

C camoro Hayana (uiIbMa MOXHO BBIJIE-
JUTh YETHIPE MHMKpPO-CIOKETA, B COOTBETCTBUM C
COJIEP’KAHUEM YETHIPEX IUIEHOK, CMOHTHPOBAHHbIX
Apyr ¢ apyroM. Oto bpaiion I'alicuH, BBIXOISAIIMIA
U3 3/aHMs, 3aKypUBAIOLIUN U UAYLIUH [0 YIULE
(kamepa crenyeTr 3a HMM); TOPOJCKOM meH3ax B
IBIMKE; KPYIIHBIM IUIaH JIMIAa MOJIOJOrO YEJIOBEKa;
ZIBOE 32 CTOJIMKOM IIOJ MajJbMaMHU U SIPKUM COJIH-
nem. Ha npotsokeHnn GpuiibMa 3T MUKPO-CIOXKETBI
IIOCTOSIHHO MEHSIOTCS, HO COXPAaHSETCS MPHUHIIMII
YeThIPEX MOCIIEI0BATEIBHO CMOHTUPOBAHHBIX TIIE-
HOK. YK€ TO 00CTOSITEIBCTBO, YTO ATU «CIOKETHD)
CMOHTHPOBAHbI JIpyI' C JPYrOM 3aCTaBJSET 3pUTE-

'8 “Flicker” creates a dazzling multiplicity of images in
constantly altering relationships which makes the “col-
lages” and ‘“assemblages” of so-called “modern™ art
appear utterly ineffectual and slow. Art history is no
longer being created. Art history as the enumeration of
individual images ended with the direct introduction of
light as the principal agent in the creation of images
which have become infinitely multiple, complex and
all-pervading. // Burroughs, W.S. and Odier, D. (1989).
The Job: Interviews with William S. Burroughs. New
York: Viking/Penguin, 174.
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7151, BOJILHO WJIM HEBOJIBHO, UCKATh aCCOLMATHBHbIC
CBSI3U, COCTUHSIOIINE OTIENIbHBIC JIMHUM IPOTO-
MIOBECTBOBAHUN B UCTOPUIO. AMEPUKAHCKHE KHHO-
teopetuku JPBun bopaysmn um Kpucrtun Tomac
MPeUIaraoT U TAKOTO pojJia KHHOIIOBECTBOBAHUIM
TEPMUH «acCCOLMATHBHBIN (uiabm» (associational
film), B KOTOpOM MMEHHO accoIMaIMu (3PUTENs)
CTaHOBSITCS TJIABHBIM HPUHIUIIOM, CBSI3BIBAIOIINM
pa3po3HeHHble Kaaphl Boeauno'’. [loBropenne mMo-
THBOB Kak 0a30BBI MPUHIMI MOYTH JTHO00U (op-
MBI, OCOOCHHO Ba)K€H JUIS aCCOIIMATUBHOTO (PUITb-
ma?’, Takoll GuiIbM NpENCTaBISIET npoyecc, a He
pacckas3blBaeT MCTOPHIO, KaK HappaTHBHBIN (TI0-
BECTBOBATENbHBIN) ¢uiabM. B acconumaruBHOM
¢mIbMe 4acTo HET HH MEepCOHaXKeH, HU MOBECTBO-
BaTeNs, HU Kay3aJbHBIX CBS3€H, HU BPEMEHHOU
BHSATHOW TOCJEIOBATENBHOCTU CIIeH. B KkauectBe
OJHOTO W3 MpuMepoB bopaysmn aHamu3upyer
«Kotisanuckauum» (Koyaanisqatsi 1982) T'ondpu
Pemxuo, BbIAETSS B KHHOTEKCTE TEMAaTUYECKH CBSI-
3aHHBIC WJIM ACCOIMHPOBAHHBIE CErMEHTHI (00pa-
3b1): BEJIMYHUE MPHUPOJIBI, Pa3pPYIIUTEIBHOCTh TEX-
HOJIOTHI WM Oe3yMHBIE TEMIIbI U PUTMBI COBpE-
MEHHOW >XM3HHM B 00jbIIOM Topoje. Ilo MHEHHIO
Bopaysnna, aBTop HE 3asBISET SKCIUIMIUTHO 00
3TUX CBOMX HJAEAX, HO MPUTJIAIIACT 3pUTENs K HUH-
TepIIpeTaluy, Mpei-3aaHHON acCOIMAUIMHU, CO-
3/1laBaeMbIMHU
o0Opaszos?!.

MPOTUBOIIOCTABIEHUEM KUHO-

[TokazarenbHo, urto «Hapesku» beppoysa B
3TOM OTHOIIEHUHU UAYT fanelie. [Ipurnamas ynra-
TeJld K MHTEPOPETAUMU AJUIIO3UM M acCOLMALIMM,
(GuIBM B TO XK€ BpeMs MOCIEIOBATENILHO pa3pylia-
€T J00bIe BO3MOKHBIC CBSI3HM JTMHEHHON MMOBECTBO-
BAaTEJILHOM CTPYKTYyphl. Llenbp MoOHTaxa 3akiroua-
Jach B TOM, YTOOBI 3pUTEIh YCHENl NOHAMb, YTO

1 Bordwell, D. and Thompson, K. (1997). Film Art. An
Introduction. McGraw-Hill Companies, 154.

2% Tbid. 155.

2! Tbid. 157.

n300pakeHo, HO HEe yCIel paccmompems. B cuty-
alMy KpaTKOro MNOSIBIIEHUS 3PUTEIbHBIX CTUMYJIOB
KOTHUTUBHOHU cucteme tpedyercst ok. 80—100 mmi-
JUCEKYHJ s uX 00paboTKH, 4TOOBI B pe3yibTaTe
HEHPOHHON CTUMYISAIMH CHOPMUPOBAIICS KOTHU-
TUBHBIA CHUHTE3. ECIIM B T€UEHUE ITOTO )K€ BpeMe-
HU TOSABJIAETCS BTOPOM CTUMYJI, OH PETPOCIEKTUB-
HO BIHSET Ha (pe-)KOHCTPYKIHIO mepBoro. To
€CTb, KOTHUTHUBHBI CHUHTE3 IEPBOr0 CTUMYJa
CMEIIMBAETCA C 3JIEMEHTaMU BTOpPOro ctumyJsa. B
IICUXOJIOTMM BOCIIPUATHS 3TO SIBJICHUE HA3bIBACTCA
oOpaTHOi MackupoBkoi. beppoy3 BmocnencTsun
0OBSICHSI, KAK MOXKET paboTaTh CO3HAHUE:

HoBplit 00pa3 MbIIIICHUST HE HMEET

HUYEro OOMIEr0 C JOTUYECKHM MBbIIII-

JEeHUEM. DTO HE MOJCO3HATEIbHOE Te-

JIECHOE MBIIUIeHHE opranusMa. Hosbii

o0pa3 MBIIUICHUST TOYHO OIpeaesicH

TeM, 4eM OH He sBisgeTcsa. IlomoOHO

JIMHAMUYHOMY (HIIBMY, TIOTOK MBICIIEH

Ka)KETCSl HENPEpBIBHBIM, B TO BpEMs

KaK Ha CaMOM JIeJI€ MBICIH JBUXKYTCA,

OCTaHaBJIMBAIOTCS, U3MEHSIOTCSA U CHO-

Ba ABWXKYTcA. TaMm, riae OAMH IOTOK

OCTaHaBIIMBaeTCs, oOpa3yercst 3a3op,

3aHUMAIOIIUNA 0NMU CeKyHIbl. HoBbIi

o0pa3 MBIIUICHUS BBIPACTaE€T B 3TOM

MpoeMe MeXJay MbICIAMHU [...] HoBsiit

o0pa3 MBIIUICHUS — 3TO MBIIJICHHUE,

KOTOPBIM BBl OBl 3aHSUIUCH, €CIU OBl

BaM HE MPUXOAMUIIOCH AyMaTh HU O YEM

U3 TOTO, O YeM Bbl OOBIYHO JTyMaeTe,

ecau Obl BaM He ObLIO, YeM 3aHSTHCS,

HE ObLIO, 4ero OOSThCS, HE OBLIO ObI

HEOOXOUMOCTHA CTPOUTH IIAHBL |...]

MB!I yunMcs OCTaHABIMBAThH CIIOBA, BU-
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JIETH CJI0BA M KAcaThCs UX, IEPEMEIIATh
Y WCIIOIB30BATh CJIOBA KaK OOBEKTHIZ2.

Ube e Co3HaHME MOXET OBITh MPEACTABICHO B
«Hapeskax»? Ha nepBblil B3I, OHO HE IPHUHAJ-
JEKUT HUKOMY, HM IIEPCOHa)kaM, HU IOBECTBOBA-
TE0. ITO HUUbE KOHKPETHO, U B TO K€ BPEMS, 3TO
— KOJIJIEKTUBHOE co3HaHue. Ha ypoBHe moBecTBO-
BaHus (ucropun) B «Hapeskax» mpezacrasiieH psa
00pazoB, KOTOPbIE MOTYT apTUKYJIMPOBATH UAEOJIO-
IMYECKH MOTHUBHPOBaHHBIE, MoJararomuecs Ha Oa-
30BbI€ JomylueHusd, uenu [Maiicuna u beppoysa. A
MMEHHO: JKellaHue OOHapyXUTh HOpPMAaTHBHBIC
[IpaBUJIa COLMATIBbHBIX B3aMMOJEHCTBUMN, IOKA3aTh
(hOpMBI A3BIKOBOI'O KOHTPOJISL U €ro 00ycJIOBIMBa-
folue orpaHudeHus. YToObl JOCTHYB 3TOH 11eNH, B
¢mwibMe moKa3aHbl HAOOPBI KYJIBTYPHBIX CTEPEO-
TUNOB, NpenyOexIeHniH 1 (OopM 3HAHMS, MPHHU-
MaeMbIX Kak caMmooueBuiHble. Hampumep, ueno-
BEK, OECIIENTbHO CIIOHSIOUIMICSA 1O TOPOAYy — KTO
oH? be3nenpHUK, IWNHOH WM XynOXHUK? UYerno-
BEK, OCMaTPHUBAIOIINI APYroro 4ejaoBeKa, 3TO Bpay
Wi m000BHUK? YenoBeK, pUCYIOUINI Ha OrpoM-
HOM XOCTE, MOKPBIBAIOIIUH €ro Kajmurpaduue-
CKUMHU HAJNMCIMH, OH — XYyJOKHUK? OTCyTCTBHE
pa3BUTHS Yy JIIOOOT0 M3 ITHX MHKPOCIOJKETOB, 3a-
CTaBJISIET 3PUTENS 3ayMaThCsl O TOM, IPAaBHJIbHBI

22 The new way of thinking has nothing to do with logi-
cal thought. It is no organismal subconscious body
thinking. It is precisely delineated by what it is not. Like
a moving film the flow of thought seems to be continu-
ous while actually the thoughts flow, stop, change, and
flow again. At the point where one flow stops there is a
split-second hiatus. The new way of thinking grows in
this Aiatus between thoughts [...] The new way of think-
ing is the thinking you would do if you didn’t have to
think about any of the things you ordinarily think about
if you had no work to do nothing to be afraid of no
plans to make. [...] We learn to stop words and to see
and touch words to move and use words like objects. //
Burroughs, W.S. and Odier, D. (1989). The Job: Inter-
views with William S. Burroughs. New York: Vi-
king/Penguin, 91.

JU ero IMpenojoXKeHHs, OCHOBaHHbIE Ha CTEepeo-
TUNAX, U BO3MOXHO, 33aTbCsi BOIPOCOM O TOM,
Kak (pOpMUPYIOTCSI CMBICIIOBBIE CBSI3M M Kak HaJe-
JSAI0TCS 3HAYCHMEM BU3yalibHblE 00pa3bl. DuibM
OB OCHOBATEJIBHOW KPUTUKOM KUHOS3ZBIKA KAK CH-
CTeMbI M, pa3BUBas 3TU MOJOXKEHUS, — KPUTHUKOU
M000r0 s3bIKa KaK CpelCTBa KOHCTPYHPOBAHMS
peaTbHOCTH M KOHTPOJIS Hall Hel. DTo Oblia Kpu-
TUKa SI3bIKa, KOPPYMIIMPOBAHHOT'O BJIACTHBIMH OT-
HOIICHUSIMU (HaBS3bIBAIOIIUMHI KOHKpPETHBIC, TPH-
BBIUHBIE CHOCOOBI MPOU3BOJCTBA CMBICIIOB), TaK
KaK 3TOT SI3BIK CIYXWJI TUCHUIUTMHAPHBIM OO0IIe-
CTBEHHBIM ITPAKTHKAM.

@unpM TpedyeT, YTOOBl 3PUTENN MEPEKH-
BaJM, U KaK CJIEJCTBUE — WHTEPIPETUPOBAIU €TO
M0-Pa3HOMY: KaK MI'PY CBETA U JBMKEHMS, KakK I10-
BECTBOBAHMUE, JIMIICHHOE PAIlMOHAIILHON JIOTHKH H
KOHBEHIIMOHAJLHON MCTOPUM; KaK CIIOCOO BOCIIPH-
ATUS, JTUIICHHBIII MOMEHTA y3HaBaHUS KaK OCHOBBI
YIOBOJBCTBHS OT BOcHpusATHs. Bmecro storo, ot-
HOIIECHHSI 3puUTeNiel ¢ (PUIBMOM KOHCTPYUPYIOTCS
Ha OCHOBE IIOCTOSIHHOI'O HnepecMompa npupoobl
onvima. BMecTo moTpebieHus] TEKCTa WM H300-
paKEHUs] — 3pUTENM BOBJICKAIOTCS B OyKBaJbHOE,
¢u3nveckoe MnepexMBaHUe U JACKOHCTPYKLHUIO pe-
aJIbHOCTH.

CBon wnenu, cGoOpMyIHpOBaHHBIE emE B
pomane «l onblii 3aBTpak», beppoys onpenensn Tak
— U3JIEYUTHh CUCTEMHYIO «3aBHCUMOCTh OT 0O0pa-
30B» (image addiction) U «3aBHCHMOCTH OT MOpa-
au» (moral addiction), mpousBenst TEKCT, KOTOPBIHA
OpOCHT BBI30OB 3THUM CHCTEMaM M Pa3pyIIUT UX.
TexHMKa Hape30K pacKpbiBaja Oe3rpaHUYHbIE BO3-
MO>KHOCTH JUIsI BOSHUKHOBEHHUSI HOBBIX 00pa3oB U3
MPOTHBOIIOCTABJICHUH CJIOB M M300paxeHuid. YUrto-
ObI CHATH «KOHTPOJIb» CJIOB M M300paXKEHUH U UX
NPUBBIYHBIX (OPMAX, HAPE3KH OCIAOISAIOT TOps-
JIOK BEIleH, OTHeNssl CI0BO (O3HAYaroIlee) OT €ro
pedepenTa, pa3Bois 3BYK M H300paK€HHE, OCBO-
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00k/1ast UX OT TPATUIIMOHHBIX LIEHHOCTEH M Mopa-
.
Caynarpek ¢guibMa, He UMEIONIHHA, Ha TIep-

BBIN B3I/, HUYETO OOMIETO C MPOUCXOJSMIINM Ha
3KpaHe, 310 rojoca beppoy3a u [aiicuna, mocto-
STHHO TIOBTOPSIOIIME B Pa3HOM MOCIEIOBATEIbHO-
ctu Heckonmbko (pa3: “Yes / Hello / Look at this
picture / Does it seem to be persisting? / Where are
we now? / How does it seem to you now? / Good /
Thank you”. TekcT B34T U3 COOpPHUKA yIpaKHEHHUH
M0 CalleHTONOTUH, MPEeIHA3HAYCHHBIX IJIsi Pa3BU-
Tus Bocmpustus. Ha mocnenneit munyte Qumbma
CKOpPOCTb TOBTOPEHMS, KaK U CKOPOCTb CMEHBI
n300paxkeHuil, yBennuuBaeTcs. Bee 310 mo3Bosier
CHSITb ABTOMATH3M BOCHPUATHUS, MPEINUCAHHBIN
KyJbTypHBIMH cTepeoTunaMu. Korjga aBromaruue-
CKHE€ pEaKUHUH OTKIIOYAIOTCS, CTAHOBSITCS BUIU-
MBIMHU, S3KCIUIMIIUPYIOTCS TMCUXO-CEHCOPHBIE MPO-
LIECChI, KOTOPbIE BCErJa MPOUCXOISAT B CO3HAHUH
M000T0 YeJoBeKa: COMOCTaBIEHHE TOTO, YTO IMPO-
HCXOJIUT CHapy» MU U TOTO, YTO YEIOBEK MOXKET Jy-
MaTbh, YyBCTBOBATh U MEPEKUBATH B CBA3U HIIA OJI-
HOBPEMEHHO ¢ 3TUM. B acce «HeBuaumoe nokosne-
uue» (Invisible Generation 1966) beppoy3 nmcai:

[T]o, yTO MBI BHIMM, BO MHOTOM 00Y-

CJIOBJICHO TE€M, YTO Mbl CIIBIIIKUM, BbI

MOXETE MPOBEPUTH ITO MOJOKEHUE

MPOCTBHIM 3KCHEPUMEHTOM: BBIKIIIOUUB

3BYK Yy Ballero TeJIeBU30pa U 3aMEHUB

ero 000N 3apaHee  3alMCAaHHON
ayJIM0-I0POKKOU — 3BYKH YJIMIIBI, MY-
3bIKa, PasroBOp, 3aIlUCh IPYro Tese-
MpPOrpaMMbl — BBl OOHApYKUTE, YTO
MPOU3BOJILHO B3siTasi 3BYKOBasi OPOXK-
Ka MOJKET OKa3aThCsi OYEHb MOJAXOJIsI-
LEH U, IO CYTH, CTATh ONPEICIAIOLIEN

B Balllel WHTEpPIpPETALMM BHUACO3aIlU-

cu®.

Paboras ¢ Texnukoil Hape3ok, beppoys, mpexze
BCEro, mpobieMaTu3upyer crnocodsl (popmupoBa-
HUS 3HAYEHUH B KOMOMHAIMSAX U300paKEHUH, CIIOB
win 3ByKoB. OH CUUTAJ, YTO CYTh YEIIOBEYECKOTO
OTBITA 3AKJIIOYACTCA B (PpacMeHmMapHoOM 60CHpUsL-
muy, a TIPOU3BEICHMS, CO3JaHHBIC C ITOMOIIBIO
TEXHUKH Hape30K, NPEACTABISIOT ONBIT HAaWIy4-
muM 00pa3oM. KOTHUTHBHBIE HCCIICTOBAHUS IKE,
HANpOTHB, JIEMOHCTPUPYIOT,
CO3HAaHHUE CIIOCOOHO YK€ B IPOLIECCE BOCIPHATHS

4TO YEJIOBEYECKOE
COeNUHATh 4YacTH B eauHoe nenoe’t. Dmsand,
HAaIpUMEP, Ha KOTa, CUJALIErO 3a 3a00poM, B
JM KTO-TO CK@KET, YTO BHMIMT OTAEIbHBIE (par-
MeHTHI KoTa. OOBIYHO B MPOLECCE BOCIIPUATHS Ya-
CTH COEIMHSIOTCS, ¥ Mbl BOCIIPUHUMAEM HE TOJIBKO
BUIMMBIE, HO M CKPBITHIE YaCTH O0BEKTA, HAXOMIS-
IIETOCS TEPEN HAMH. JTa CIIOCOOHOCTh COEIMHATE
(parMeHTHl B LIENOE MOKAa3bIBAET, YTO OIUCAHHE
BHEIIHEr0 MUPA MOXKET BKIIKOYATh YTO-TO, YTO HE
JIaHO HAaM HENOCPEICTBEHHO B BOCIPUATUM (KaK
ONTUYECKUE CTUMYJIbI, Pa3sApaxuTeln). Busyain-
HBII 00pa3 BHEIIHErO MUPA — 3TO HE IPOCTO OTpa-
)KEHHE BHEIIHEH CTHMYJSLUM, CKOPEE, 3TO JMHA-
MMYHAss KOHCTPYKIIHSL.

2 what we see is largely due to what we hear, you can
check this position with a simple experiment: turn off
the sound on your TV and replace it with any pre-
recorded audio track — street sounds, music, conversa-
tion, recording of another television program, you will
find that an arbitrary soundtrack can be very suitable
and in fact become decisive in your interpretation of the
video. // Burroughs W.S. (2017). Invisible Generation.
In: Cox, C. and D. Warner. (Eds.). Audio Culture. Read-
ings in Modern Musi., New York and London: Blooms-
bury Publishing, 489497, 489—490.

2*Cwm. manpumep: Chen, S. Muller, H. J., and Conci, M.
(2016). Amodal completion in visual working memory.
In: Journal of Experimental Psychology, 42(9), 1344—
1353.
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Hpen o ToM, 4TO BHICHHE COBCEM HE TO,
4eM MOXKET Ka3aTbcs, CPOpPMYyIHUPOBAHBI B CTAThe
I1. Yépuwmsnpa, B. Pamauannpana u T. CeiiHOBCKH
«Kpurtuka uncroro BuaeHus». BMmecTo koHuenuu
«UJeaTbHBIX M300paKEHUI» BHYTPEHHHUX TIpe-
CTaBJICHUH aBTOPHI BBIIBUTAIOT THIIOTE3Y «BU3Y-
aIbHBIX TOJXy-MHpoB» (visual semi-worlds) wmm
«YaCTUYHBIX PENPE3CHTAUN YBHUJIECHHOTO MEJb-
kom» (partial representations per glimpse)®. U
ClIelysl OTOM JIOTHUKE, XyJOKECTBEHHBIN TEKCT, pe-
[IPE3CHTUPYIOIUN WIM TPAHCIUPYIOLUNA IIpOLec-
Cbl 6ocnpusamus, 0OyCIOBIEHHOTO IpoLieccaMu B
COBPEMEHHOM KYJIIBTYpE, C €€ IIOCTOSHHO YBEJINYU-
BAIOIIMMHUCA U YCWJIMBAIOIIMMUCA NOTOKAMU HH-
dopmanuu, MpeacTaBIsSeT HE BEIIM, JIOACH WIn
COOBITHSI B MHpE, Kakue OHU ecmb WIH MO2Yym
Oblmb, HO CKOpPEe BEIH, JIOACH 1 COOBITHS B MUDPE
TaKUMU, KaK MBI nepexcueaem UxX, BO BCEU MHOIO-
I'PaHHOCTH B3aUMOOTHOUIEHUH ¢ UX KOHTEKCTaMHU.

ITonnmanue co3HaHUS KaK BOIJIOIIEHHOIO,
aKTUBHOTI'O IIEpeXUBaHMs, NpemioxkeHHoe O. Ba-
penoii, D. Pom u D. Tomrconom?®, MoxeT OBbITH
IBTECPHATUBOM TEOPHUH, B KOTOPOH KIIFOYEBBIM I10-
HSATUEM SBIIETCS «MEHTAJIbHAs PENPE3CHTALU.
Ilo mbICIM aBTOPOB, onbim Jydllle BCErO0 MOKHO
MPEJCTaBIATh, 00paIIasch K JMHAMUYECKU pPa3BoO-
pauMBalOIIUMCS, CHUTYaTHUBHBIM, BOIUIOIIECHHBIM
B3aUMOJCHCTBUAM ¢ MUpOM. [lo3HaHnue — 310, CKO-
pee, HE OTpaKeHHE B CO3HAHUU CyOBEKTa BHEIIHE-
ro Mo OTHOILICHHIO K HEMY MHUpa, a npoyecc Gop-
MHUPOBaHHs MUpa IIyTEM B3aUMOICUCTBUS MEXKIY
MO3IOM, TEJIOM U BHEUIHEH CPEeNOH. YMCTBEHHBIE
CIOCOOHOCTH M TOHMMaHHUE, M0 MHEHUI0 JHAU
Knapka, ¢unocoda, 3anumaromerocsi npodiemamu

2 Churchland, P., Ramachandran, V.S. and Sejnowski,
T. (1994). A critique of pure vision. In: C. Koch and J.
Davis. (Eds.) Large-Scale Neuronal Theories of the
Brain. Cambridge: MIT Press, 23-60.

%% Varela, F.J., E. Thompson and E. Rosch. (1991). The
Embodied Mind: Cognitive Science and Human Experi-
ence. Cambridge: MIT Press.

CO3HaHUS, 3aKJIIOYAIOTCS HE B oOJiafjaHuu U o0pa-
IICHUU C SIBHBIMH, TOJOOHBIMH €CTECTBEHHOMY
A3BIKY CTPYKTYPaMH JJAHHBIX, HO B KaKUX-TO OoJjee
NPOCTBIX BHJAX JEATEIBHOCTU: KOPPEKTUPOBKE
OCHOBHBIX PEaKLUUH Ha OKPYXKaroLUi MUp, II03BO-
JISIOLEH peabHOMY OpraHUu3My 4yBCTBOBATh, IEH-
CTBOBaTh M BbUKMBATh . Ilo cioBam Aneel Hoo,
¢mtocoda, 3aHUMArOIIErOcs MPOOIEMaMH BOCTIPH-
ATUS, «BOCHPUATUE — 3TO HE TO, YTO CIyHaeTCs C
HAMHM WM B HAC, a TO, YTO MBI JeJaeM»>®.

O0600111as1, MOXKHO 3aKIIOYUTh, YTO MPOU3-
BEJICHUS, CO3/IaHHBIE C HCIIOJIb30BAHUEM TEXHUKHU
Hape30K TPYIHO, €CIIM BOOOIE BO3MOXKHO, BOC-
IIPUHUMATH KaK CBS3HBIM TEKCT. [loBecTBOBaHME B
3TUX paboTax OOBIYHO HE MpPEIIOJaraeT Mocieao-
BaTEJILHOTO Pa3BUTHUS (BHATHOrO croxkerta). [1ogo6-
HbI€ TEKCTbl OKAa3bIBAIOTCS HEJOCTYIHBIMU METO-
JlaM KJIaCCUYECKOW, OPUEHTHUPOBAHHOM HA CIOKET-
HOE ITOBECTBOBAHME, HAPPATOJIOTMHU U BBI3BIBAIOT Y
yuTaTeNIe TPYIHOCTH C HappaBuTusauuen. Eciam
KE OIpEeAesaTh HAppaTUBHOCTb 4Yepe3 IOHSITHE
«d>MIMpuuHOCTH»  (experientiality)®®,  kotopoe,
CKOpee, OTHOCUTCS K (DYHKIUSM TEKCTa, HEXEIH K
ero (opMaJbHBIM XapaKTEPUCTUKAM, «ECTECTBEH-
Has» HappaTojorus JaeT TEOPETUYECKUE OCHOBA-
HUS JUIsl aHAJIM3a IPOU3BEJICHUH, BBIIIOJIHEHHBIX B
TeXHUKE Hape3ok. Korpa uurarens wnm 3puUTENb
CMEILAET PaKypc BOCHPUATHUS C YPOBHS HCTOPHHU
Ha ypPOBEHb JIUCKYpCa, CTAHOBUTCS BO3MOXHO Hap-
paTUBU3HUPOBATh IIEPEKUBAHUSA, KOTOPBIE MOIYT
MOPOXKAATh OJOOHBIE TEKCTHI.

WuTepnperanuss MOXKET craTh Ooinee yoOe-
JOUTEIBHOM, €CIM 3TU TEKCThl AaHAIM3UPOBATH HE
TOJIBKO C TOYKU 3PEHUS CTWJIS, HOBECmeEosament-

27 Clark, A. (1998). Being There. Cambridge, Massa-
chusetts: MIT Press.

2 Noé&, A. (2006). Action in Perception. Cambridge:
MIT Press.

? Fludernik, M. (1996). Towards a “Natural” Narra-
tology. New York & London: Routledge.
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HbIX MOJIYCOB U T.I., HO U C TOYKH 3pEHHs 00CYX-
NEHUST KoeHUmMueHwvix MoaycoB. C OJJHOW CTOpPOHBI,
9TO KOTHUTUBHBIE MOJYChl, KOTOpPbIE MOIJIA TO-
pPOXIaTh MOJOOHBIE KOMITO3UIIUU, C JIPYTOM CTO-
POHBI, YUTATENIM MOIXOJAT K YTCHHUIO TaKXKe MpHU-
BHOCS CBOM KOTHUTHBHbIE MOJychl. «HappaTus-
HOCTh MOXET BO3HUKATh U3 OCHOBAaHHOT'O Ha OIBITE
MPEACTABICHUS] TUHAMUYECKUX TOCIEA0BATEIbHO-
cTel cOOBITHI, KOTOpbIE yXe O(pOpMIIEHBI IMOIH-
OHAJIBHO M OIIEHOYHO, HO TAK)K€ OHA MOXKET COCTO-
ATh ¥ MPOCTO B dMITMPUIECKOM H300paKEHUU Ue-
JIOBEYECKOTO co3Hanus»>? — muiner Monuka ®iy-
JepHUK. EciM MCXOauTh W3 TOTO, YTO OJHOM M3
TJIABHBIX CIEIU(DUISCKUX YepT HAPE30K SBIISICTCS
penpe3eHTanusi Co3HaHus (WJIM HECKOJbKHX), B3a-
MMOJICHCTBYIOIIIETO CO CBOMM OKPY>KEHHEM, KO-
YEBbIM MOHSTHEM B OINpPEACIEHUH TaKOro Pojia Mo-
BECTBOBaHUs OyJIeT HE «COOBITHE», HO oOnwvlm,
MPEJCTABICHHBIN B HEM.

DHAKTUBUCTCKUE TMOAXOAbI B TEOPHUH CO-
3HaHUSl U, YK€ — B KOTHUTHUBHOM HappaToOIOruu
OMUPAIOTCS HA UJECI0 O TOM, CO3HAHUE MOCTOSHHO
aKTUBHO B3aUMOJICHCTBYET U C (PU3HUECKUM TEIIOM
(BOILIOIIIEHHOE CO3HAHUE) U C OKpPYXKaIoIlel cpe-
oM (co3HaHUE, BCTPOCHHOE B OKpyxkeHue). Bme-
CTO OOBEKTHO-OPUEHTUPOBAHHBIX OMUCAHUN TPO-
SBJICHUH CO3HaHMS (IIEPCOHAXKEW MM MOBECTBOBA-
TeJs1) B TEKCTE, ITU MOJAXOAbl MPEAIaratoT KOHTEK-
CTYyaJIM3UPOBAHHOE M OPHUEHTHUPOBAHHOE HA MPO-
1ecchl MOHUMaHuEe. AHaNu3 MPOU3BEACHUM, BbI-
MOJIHEHHBIX B TEXHHUKE HAPE30K, MOXET OBITH 0O-
Jiee TUI0A0TBOPHBIM, €CJIH MMOMECTUTh UX JIOTIOJIHU-
TEIHHO B KOHTEKCTHI a0CTPAaKTHOUN KUBOIHCH HITH

SKCIIEPUMEHTOB C BOCHPUATHEM (TaKUX, Kak

3% Narrativity can emerge from the experiential portrayal
of dynamic event sequences which are already config-
ured emotively and evaluatively, but it can also consist
in the experiential depiction of human consciousness
tout court. // Fludernik, M. (1996). Towards a “Natu-
ral” Narratology. New York & London: Routledge, 30.

HanpuMep «MamuHa cHoBuaeHU» bpaiiona I'aii-
CUHA).

B mpouecce BochpusTHs, B pe3yjbTare
SMOIMOHAIBHOTO MU (PU3UUECKOTO BOBJICYCHUS B
NEepeKMUBAaHUE PUTMUYECKUX MM CEMAHTHYECKUX
MOBTOPEHUH BHU3YyalbHBIX 00pa3oB (uiabma, 3puTe-
T MOryT (OpMHUpPOBATh COOCTBEHHBIE HCTOPHH,
OCHOBBIBasICh Ha KJIOo4Yax (TMOJCKa3Kax), KOTOpbIE
NPSIMO WJIM OMOCPEIOBAHHO MOTYT OBITH M3BJIEue-
HBI M3 TOT'O, YTO MOKa3bIBaeTCs Ha ’kpaHe. [Tpume-
pBl TOBEEHUS, COLMOKYJIbTYpHBIE OCOOCHHOCTH,
apQeKTUBHBIC WM PUTOPHUUECKUE KIIMIIE TOMOTa-
IOT TIEPEKOHCTPYHPOBATh H300pakaeMble CIIEHBI
WIA COOBITUS. 3pUTENH, UCXOAS U3 ITHX IOJCKa-
30K, B3aMMOJEUCTBYIOT C TEKCTOM (HIIbMa, MOJ-
KJIFOYasi CBOM OOIIEe 3HAHUS O TOM, O ¥ém (M 4acTo
KaK) TOBOPUTCS B TEKCTE, OOCTOSTEIHCTBA UTECHHS,
BOCIIOMHUHaHUs. HecMOTps Ha 4YacCTUUHYIO IPUPOTY
JOCTYITHOW YyBCTBEHHOM MH(OPMALMH, HAIIU CH-
CTEMbI BOCHPHUSATHS JOTa/IbIBAIOTCSA O CKPBITHIX Ya-
CTSIX BOCIPHHMMAEMbIX OOBEKTOB HAa OCHOBaHHMHU
JTOCTYIHBIX JUISI BOCIIPUATHS yacTeil. Mbl B pUH-
IIUIIE YaCTO COYETaeM pa3Hble MOJAIBHOCTH, MOJb-
3ySICh TaKTWJIbHBIM, BHU3YQJIbHBIM H ayIHO PEXKH-
MaMH B CJIOXHBIX B3aUMOCBS3SX TaK, YTO UHQOp-
Marus, Mnojydyaemas B KaXJOW M3 MOJAJIbHOCTEW,
MIOMOTAaeT HACTPauBaTh U YCTPaHATh HEOJIHO3HAY-
HOCTh JIAHHBIX OCTAJIbHBIX (HANpHMeEp, HATKHYB-
IIMCh Ha YTO-TO 3HAKOMOE Ha OIIyIb B TEMHOM YT-
1y Oydera)’l.

@unem  «Hapeskun»  mpobiemaruzupyer
CIOCOOBI, KOTOPBIMU CO3/1a€TCs TEKCTYpa 3HAYCHUS
U3 Pa3IMYHbIX KOMOMHANWEH H300paKeHUH, CIIOB
u 3BykoB. ObecrieunBas MOYTH OECKOHEYHOE KO-
JMYECTBO BO3MOXKHOCTEH JUIi AKTUBHOI'O 4YyB-
CTBEHHOTO TepeXuBaHusi Mupa. Ecnu pa3BUTh U3-
BECTHBIN NpHMEp C KPYXKoi Kode, KoTopasi BOC-

MNPUHUMACTCA HNPCKAC BCCIO KaK MNPCAOCTaBJIAIO-

31 Clark, A. (1998). Being There. Cambridge, Massa-
chusetts: MIT Press, 22.
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mass BO3MOXKHOCTh Uil JACUCTBUS — a HMEHHO:
TJIOTHYTh KOo(pe — 10 TOro, KaKk OHA BOCIIPHHUMAET-
Cs KaKk MMeEIoIasi Kakue Obl TO HU OBLIO JIpyrHe
KadyecTBa (1BeT, pazMep, (popMmy), TO, YTO MOKHO
ckazatb 0 BOo3MOxHOCTsX (affordances) Hapeszok?
Kak Beppoy3 o0bsicHsT B uHTepBbO: «MHE HHTe-
pecCHO Kak MHp 00pa3oB BO3IEHCTBYET mocpen-
CTBOM O4YE€Hb CJIOXHBIX accoumanuil. Hapesxu
YCTaHABIIMBAIOT HOBBIE CBSI3U MEXIY M300paKeHU-
smu (0oOpa3amMy) W Ball TOPU3OHT CYIIECTBEHHO
pacumupsiercsi». BeaencTsie 3Toro MOXHO Mpero-
JIOKUTh, YTO TJIABHOE MX CBOMCTBO 3aKIIIOYACTCS B
TOM, YTO OHH OJIHOBPEMEHHO MOTYT OBITh U pernpe-
3eHTalMed U TPAHCIALUUN (BOILIOMIEHUEM) TTPOLIEC-
COB CO3HAHUSI.

Oonum u3 HoBeuwuUx npumepos nodoOHO20
cnocoba pabomuvl ¢ KUHOMEKCMOM MOdCem Ho-
cayorcums  unom  IKana-Jlioka Tooapa «Knuea
Obpazos» (The Image Book, 2019), xoTopsIit
HAYMHAETCA C KPYIHOro IUIaHa, W300pa’karoliero
PYKH, pa3pesarolire BMecTe JBa ¢parMeHra 35mMm
IUICHKU HAa MOHTaXHOM cTone. B «Kuuee Obpaszoey
HET akTEPOB, HO €CTh IMOBECTBOBATENb. 3aKaJpo-
BEI ronoc (camoro ['omapa) cooOraer 3puTensm,
YTO MCTUHHOE COCTOSIHUE YelIOBeKa — 3TO JAyMaTb
pykamu: “man's true condition is to think with
hands”. O6mas scTeTnueckas crpaTerus cMenInBa-
€T B MOHTaxe (parMeHThl TOBECTBOBATEIHHBIX
¢mIEMOB ¢ (hparmMeHTaMu JOKYMEHTAJIBHOI'O KHHO,
KUBOTIMCH, MY3BIKAIBHBIX TPOU3BENCHUMN, BUJCO,
CHATBIX Ha cMapTQoH, U T.1. Bo3moxHOCTH 00HA-
PYKUTh aJUTFO3UU ¥ UHTEPIIPETUPOBATH 3HAUCHHUS B
3TOM JIBWKEHHUU CKBO3b UCTOPHIO Pa3IWYHBIX 00-
pa3oB U MOTHBOB MMEET MEHbILIEE 3HAYCHHE, YeM
YyBCTBCHHBIN OIBIT MEPIAIOIINX «CIOBa U H300-
PaKCHHSI.

[ToxBoas urorm, MOXKHO CKa3arb, 4yTo bep-
poy3 mpobaeMaTH3UPYeT CUCTEMBI 3aBUCHMOCTH U
KOHTpPOJII Ha JHUCKYpPCUBHOM YypOBHE. Tak Kak
MMEHHO CJIOBO, MO €r0 MHCHHUIO, SABJISICTCS TIJIaB-

HBIM HHCTPYMEHTOM KOHTPOJIsl, OOpEeMEHSIOUINM
yenoBeyecTBO (hanbuBBIMU (OpMaMu BO BceX
cdepax KH3HU, HEOOXOIUMO OOPOTHCS CO CIIOBEC-
HbIMM MAHMUIYJSLMSIMH. OTO BO3MOJHO, BO-
IIEPBBIX, IOCPEICTBOM HAPYLIEHUS KOHBEHIMO-
HaJIbHBIX CTPYKTYp MOBECTBOBAHHUSA: IO TOMY, Kak
pa3BUBAaeTCsl KUHOIIOBECTBOBAaHHME, HEBO3MOYKHO
YCTAHOBUTH TOYHO, O 4E€M UIET pedb. BO-BTOpBIX,
3TO MEXaHMYECKUI MOHTaX, HE O00YyCIOBICHHBIN
CIOKETOM: BapbUPYIOTCSI «MHKPO-CIOKETBI», OCTH-
HaTHBIM MOBTOp 3akajapoBoro rojoca. IloBectBo-
BaHUE CTAHOBHUTCS CIIOCOOOM  perpe3eHTaIlH
(TpaHCISLMKM) TPOLECCOB CO3HAHUS, BOCIPHATHSA,
NIEPEKUBAHHUS.

Tak, kuHO-3KcIIepUMeHTHI beppoysa u ['ai-
CHHA MPOTHBOIIOCTABISIIOT W CTAJIKUBAIOT (par-
MEHTBl JIUCKYPCOB, JIMIIAs MX IE€PBOHAYAIbHBIX
KOHTEKCTOB, TEM CaMbIM MO3BOJISISI POPMUPOBATHCS
HOBBIM KOH(UTYpaIHsM U3 0OpHIBKOB BOCIIOMUHA-
HUM, SMOLMOHAJIBHBIX NEPEKUBAHUN, UACH, U T.1.
B pesynbrare, 311, Ka3anoch Obl, HEUUTAEMBIE TEK-
CTBI, CO3JAHHBIE B TEXHHMKE HApE30K, MOTYT IIOJIy-
YUTh HOBBIE MHTEPHpPETALMU. A UMEHHO, OHU MO-
r'yT OBITh MHTEPIPETUPOBAHBI KaK PENpe3eHTAIH
CIOCO0OB, KAKMMH MOXKET JECHCTBOBATH YeJIOBEYE-
CKOE CO3HAHHUE, (a HE penpe3eHTalUs ePCOHaXEN
U UX JEUCTBUM) WM KaK MPOEKIHH MEHTaJbHOU
JESITEIbHOCTH ITOBECTBOBATEIIS.

B nomonHeHume K O3TUM HaOIIOACHUSM,
MO>XHO OTMETHTb, UYTO, KOTJJa KOHBEHIIMOHAJIbHbIE
HappaTUBHbIE CTPYKTYPHI (PHIIbMa pa3pyIIalOTCs, B
TO ’K€ caMoe BpeMsi OHU TPaHC(HOPMUPYIOTCS B HO-
BBIM THUIl HAappaTUBHBIX CTPYKTyp. «Hapeskm»
MOKHO BOCHPHUHHUMATb, BO-TIEPBBIX, KaK a0CTpaKT-
HbIe (OPMBI, B KOTOPBIX CJIOBA U TPEUIOKEHUS B
IIOBECTBOBAaHUM BBIMAJAIOT M3 TI'PaMMaTUYECKUX
CTPYKTYp U CHCTEMBI KOJIOB, JIMIIMBUIMCH NPE.-
3aJJaHHBIX 3HAYCHUH, U UCIIOJIb3YIOTCS KaK U300pa-
3UTENbHbIC 3JIEMEHTHI: (POPMBI, OYepTaHHUs, LBETA,

OTTCHKHU U TEKCTypbl. Bo-BTOpBIX, «Hapeskn» Mo-

| 3(44) 2021 |

© W3patenbctBo «3inaoc», 2021. ToNbKO ANA ANYHOMO UCMOIb30BaHMA.
© Publishing House EIDOS, 2021. For Private Use Only.

MesKayHapOoAHbIN }KypHaa UCCNeL0BaHUIN KyAbTypbl A
International Journal of Cultural Research u

www.culturalresearch.ru

48



Tema Homepa

Ldapba BaneHtnHosHa BAPbILLUHUKOBA

DOI: 10.52173/2079-1100_2021_3_35

BusyasbHadA KyJbTypa / Visual Culture

| Hape3sku (1967) Yuibama beppoysa - npeaeJibl KOHTPOJIA |

r'yT OBITh HApPaTHUBU3HPOBAHBI 3pUTEIEM MU IO-
MOIIU «ITOJICKA30K», TAHHBIX B KMHOTEKCTE, KOTO-
PBIC TO3BOJAIOT KaXXJAOMY CUHUTBIBATH 3HAYCHHC
¢mibMa mo-ceoemy. Yacto 3Ta HappaTHBH3ALMA
MPOUCXOIUT B cpepe OaHATBHOTO, B IPOCTPAHCTBE
KOJUIEKTUBHBIX KIHIIE, cMemas (OoKyc XyIoxe-
CTBCHHOI'O IMPOMU3BCACHUA OT PCIPE3CHTAIUU HH-
AUBUAYAJIBHOI'O OIIbITA aBTOpa K OE3IMYHBEIM U
OECKOHEYHO BapUaTUBHBIM KOJUJICKTUBHBIM IIpAaK-
TUKaM. U, B-TpeTbUX, NPAKTUKH, IIPEACTABICHHBIC
B (mibMe, OTMEUaloT HOBBIA TPEHI B pEIpe3eHTa-
UKW YCIIOBCUCCKOI'O BOCIPUATHUA. TGXHI/IKy Hapc-
30K MOXHO PacCMaTpuBaTh KaK CPEJICTBO perpe-
3CHTAalUU MCHTAJIbHBIX IPOLCCCOB (HGI[OCTyHHBIX
IpSIMOMY HAOJIOIEHUIO), OCOOCHHO OTHOCSIIMXCS
K pa3MeTKe M JIEMOHCTPAIUH (YUTATEII0, 3PUTEIIO)
OOTHOBPEMCHHOCTHU BHCIIHUX HaGHIO[[eHI/Iﬁ U BHYT-
PEHHUX IMEPEKUBAHUN, KOTOpBIE CYIIECTBYIOT B
IIOCTOSAHHBIX AKTHBHBIX B3aMMOOTHOIICHUAX CO-
3HaHUS U €ro OKpyxkeHus. Hapesku cymiecTByroT
KaK IIOCTOSIHHO TpaHc(opMupyromecs Habopsl
BU3YQJIbHBIX, BEpOANbHBIX, ayJWAIbHBIX, MEpLeN-
TUBHBIX ()parMEHTOB, KOTOPBIE KAKIbI YHUTATEIb
WM 3pUTCIIb OOJDKCH KOHCTPYUPOBATH, JICKOH-
CTPYHPOBaTh W PEKOHCTPYHPOBATH KaXJbli pa3
M0-HOBOMY.
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WILLIAM S. BURROUGHS’ THE CUT-UPS (1967) —- THE LIMITS OF CONTROL

The paper considers the specificity of William
S. Burroughs’ experiments with the cut-up technique in
film in relation to the concepts of control in contempo-
rary culture. In particular, it discusses how the cut-up
technique can be used to oppose the power structures of
language, ideology, and society. The hypothesis pur-
sued here is: by questioning the nature of perceived re-
ality, the cut-ups create and explore other realities,
thereby demonstrating that unconditional truths are cul-
tural constructs. By focusing, on the one hand, on the
narrative strategies of representation in the film and, on
the other hand, on the cognitive processes presented on
the screen, this paper argues that despite the fact that
The Cut-ups is difficult to perceive as a coherent text,
since there is no plot in the film, it can be narrativized.
Namely, as a result of emotional or physical involve-
ment in experiencing rhythmic and semantic repetitions,
viewers based of the keys given by the film can form
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OCA3ATH MOY: TAKTUJIBHOCTD 3KCIIOHATA HA BBICTABKE
KAK ®OPMA B3AUMOJENCTBUA CO 3PUTEJIEM

B craree anammsmpyercs, Kak TaKTHIBHOCTh
BIIUSIET HA 3PUTEILCKOC BOCIPHUITHE MOJHBIX 3KCIIOHA-
TOB B MY3CHHOM MpOCTpaHCTBE. TaKTUIBLHOCTH pac-
CMaTpUBAaCTCA KaK OJHO U3 0COOBIX KaueCTB BOCHPHS-
TUS — BOCIIPHSITHS OCSA3aTENBHBIX, MPOCTPAHCTBEHHBIX,
KHHECTETHYECKUX CBOWCTB IMpeIMeTa B TOM YHCIC U B
€ro OTCyTCTBHE. B KkauecTBe mpumepa B TEKCTE pac-
CMOTpPEHBI BbICTaBKM «Mapikena: roasl B Hermés» u
«Peit KaBaky6o/Comme des Gargons: HMckyccTBo mpo-
MEXYTOUYHOCTH», KOTOPBIC aBTOP IOCETHJIA OHJIAWH, W
«Tonkue matepun. Moga 1988-2018» n «Tkanu Mock-
BBI», KOTOpBIe aBTOp noceTmina B CankT-IletepOypre u
Mockge. ['maBHBIA BOIpPOC 3TOM CTaTbU: KaK KOMIICH-
CHpPOBaTh OTCYTCTBUE MPUKOCHOBCHHS K HKCIIOHATAM B
My3esiX BOOOIIe U Ha BBICTABKaxX MOJbI B YacTHOCTH. B
CTaThe HA3BaHBI CIIOCOOBI CO3aHUS TaKTHIJILHOTO OITBI-
Ta 0e3 MPUCYTCTBHUS OCS3aTCIbHBIX OIyIICHHNA. BbI-
JBUHYT TE3UC O TOM, YTO OIIYIICHHE MPUKOCHOBEHUS
MOJXKET OBITh TOJy4eHO Oe3 HEMOCPEICTBEHHOTO (PH3H-
YECKOT0 KOHTAaKTa, W TOKa3aHbl BO3MOXKHEIC CITOCOOBI
CO3JIaHUSl TAKOTO TAKTUJIHHOTO OIBITA HA MPUMEPE BBI-
cTaBoK MOjibl. COBpEMEHHBIM BBICTABKaM TPUCYIIU Ta-
KM€ YepThl KaK WMMEPCHBHOCTh, WHKIFO3UBHOCTH W
BHPTYaJIbHOCTh. B 3TOM IpOCTpaHCTBE 3pUTENH BBICTY-
MaeT Kak COyYacTHHK JelicTBa. M eambHbIM TUIIOM 3KC-

B My3€HHOM M BBICTABOYHOM Jiesi-
TENBHOCTU €CTh 0CO00E HATPABICHUE
— BDKCIIOHMpOBaHWE KocTioMa. Kak mpaBuiio, Takue
BBICTABKU MOCBSIIEHBI MCTOPHH OTIENBHOTO OpeH-
Jla MK STI0XE, HO TAKXKe OBIBAIOT U MEPCOHATBHBIE

MOHaTa HaM MPEICTABIAETCS KOCTIOM B CHIYy CBOed
NpsSIMOM CBsI3U cO 3puteneM. B pesynbrare xommabopa-
U «3pUTENb — HKCIIOHATY» POXKAAIOTCA 0COOBIE XyIO-
JKeCcTBEHHBIE 00pa3bl. B crarthbe momuepkuBaeTcst 3Ha-
YUMOCTh CLEHOrpaduu U ajanTtanus IpOCTPaHCTBaA IS
BbICTAaBOK. JlemaeTca OTchUTKa K TepdOopMaTUBHOCTH
BBICTAaBOK MOJPBI, TJIe KOCTIOMBI TPaHCIHPYIOT OIpenie-
nennble uaen. Ha npumepax Hermes, Maison Margiela,
Comme des Gargons, Balenciaga onucano, kak OpeHbl
JEMOHCTPUPYIOT TaKTHJIBHOCTb, Kakasi oHa ObIBaeT u
Kakyde TPHEMBbl HCIOJBb30BAJINCh HA BBICTABKAaX 3THX
OpennoB. [lajgee B cTaThe MOKa3aHO, K KaKUM METOJaM
MpHUOETaroT KypaTopbl, YTOObI JaTh 3PUTEIIO OLTyIICHHE
MPUKOCHOBEHHS NPU €ro HEBO3MOXXKHOCTH W BBI3BAaTh
TaKTHJIBHBIA OTKIMK. A TaKke MeXIyHapOIHbIEe TpeOo-
BaHUSl XpaHEHHUS MPEIMETOB OJCKAbI U 0COOEHHOCTH
SKCTIOHUPOBAHUS U yXoJa 3a TKaHblo. CTaTks 3aBepia-
eTcsl aHaJM30M BBICTABOK M POJHM BUPTYaJbHOH W J10-
MOJTHEHHOW peajbHOCTH HA BBICTABKE MOJBI: CAETaH
aKIeHT Ha PaCIIMPEHHUH Tela B BUPTyaJIbHOE MPOCTPaH-
CTBO U IM(POBOI OJISKIC.

KiaoueBble cjioBa: cloBa: MOJa, BBICTaBKH
MOIFbI, MySGﬁ, TaKTUJIBHOCTH, T'aIlTUKa, Hep(l)OpMaTI/IB—
HOCTbB, TCICCHOCTb, KypaTOPCKUC MMPAKTHUKU.

BBICTABKM JM3alilHEPOB OACKIbl, U BBICTABKH,
CKOHCTPYHPOBAHHbIE BOKpPYT OJHOro (heHOMEHa
wi koHnenta. Co BpeMeHeM OBbLIM CO3JaHbl OT-
JeNbHbIE My3eu Mozbl: Hanpumep, MHctutyt Ko-

cTroma AHHBI BunTyp Kak nogpasnenenue Merpo-
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nomuren-myzes B Hpio-Hopke, My3eit Mosr
(MoMu) B AntBepnene, Myseii I'ansepa B [lapu-
xe, MHctutyt xoctioma Kuoro. B My3zee Bukro-
pun U Anbbepra B JIoHIOHE TakXKe YacTo MPOXO-
IST BBICTABKM KocTioma. Cpeau IMIMPOKO H3BECT-
«Alexander McQueen:
Savage Beauty» (2011) B MerpomnonureH-mysee,
«Balenciaga: Shaping Fashion» (2017-2018) u
«Christian Dior: Designer of Dreams» (2019) B
My3see Bukropun u Ansbepra, «Margiela, the

HBIX BBICTABOK MOJbI

Hermes years» (2017) B8 MoMu. B Poccun toxe
MIPOXOJIMIIA MAacIITaOHbIE BBICTAaBKU MOJIBL. Takue,
kak «l1lanens. Ilo 3akonam uckyccrBay (2007) u
«Juop: moxn 3nakom wuckyccrBay (2011) B Ilym-
KMHCKOM My3ee, «Masctpo @umun Tpelicn»
(2020-2021) B Opapre. Y BBICTaBOK MOJIBI €CTb
CBOM OCOOCHHOCTH OSKCIIOHHPOBAHUS, KOTOPHIE
BIIMSIIOT Ha Bocrpuatue o0bekToB. OHA U3 HUX —
TaKTWIBHOCTb. [ JTaBHBIM BOIIPOC 3TOM CTaTbU: Kak
KOMIIEHCUPOBaTh OTCYTCTBUE IPUKOCHOBEHUS K
HKCTIIOHATaM B MYy3€sX BOOOIIE M Ha BBICTABKax
MOJBl B YacTHOCTH. MbI mocrapaemcsi Ha3BaTb
CIOCOOBI CO3/IaHUSI TAKTUIIBHOTO OIBITAa 0€3 IMpH-
CYTCTBHS OCSI3aTENbHBIX OLlylleHn. Mbl monara-
€M, YTO OUIYIICHHWE NMPUKOCHOBEHHSI MOXKET OBITh
0e3 HemocpeJCTBEHHOr0 (PM3UYECKOrO KOHTAKTa,
0e3 ¢axTa mpuKOCHOBeHMs. B cienyromux paszie-
JlaxX CTaTbU MBI TOKa)KEM BO3MOKHBIE CITOCOOBI CO-
31aHUSl TAKOTO TAKTWJIBHOI'O OINbITa Ha MpPUMEpE

BBICTAaBOK MOJBI.

TakTHIBHOCTB H ee PoJib
B COBPEMEHHOM HCKYCCTBeE

B JaHHOM HMCCICJOBAHUHN TaKTHUJIBHOCTD
paccMaTpuBacTCsA KakK OAHO U3 0COOBIX KA4yeCTB
BOCHPUATUA — BOCIPUATHA OCA3aTCIIbHBIX, IIPO-
CTPAHCTBCHHBIX, KHHCCTCTUUCCKUX CBOICTB npena-
MCTa B TOM YHCJIC U B €ro OTCYTCTBHUC. TaxkTuiab-
HBIC CBOICTBA npeaMeTa MOXHO BOCIIPUHUMATDL HC

TOJIBKO IIPU HEMIOCPEACTBEHHOM KOHTAaKTEe, HO U B
BOOOpaXEHUH, U MO MaMATH. TaKTHIBHOCTH o0ec-
[IEYUBACT BCIO CUCTEMY B3aMMOJEHCTBHS OILIYILE-
Uil B ncuxuke uenoBeka'. 101 TaKTUIBHOCTBIO
MBI IOHUMaeM KakK CIIOCOOHOCTH MpeaMeTa — ObITh
0CS13a€MBIM, TaK M CIIOCOOHOCTh OPraHOB BOCIIPHSI-
THsS — OCsA3aThb U BOCIPUHMMATh. Pasznuyaror Tak-
THJIBHOE M TallTUYECKOE BOCIPUATHE, 3a IIEPBOE
OTBEYAaIOT CEHCOPHBIE PELENTOpPHI, a 3a BTOPOE
HPOTIPUOLIETIIHSA ¥ KMHECTE3Us>. 3/1ECh BaKHO Tpa-
MOTHO C(OPMHUPOBATh MOHATHHHBIN ammapar. Msl
BBIJIEJISIEM OCSI3aHME KaK IIPUKOCHOBEHUE, BOCIIPHU-
HHUMAaeMO€ pPELENTOPaMU B KOXKE U IOAKOKHBIX
MATKHUX TKaHsX. KuHecTeTnueckoe 4yBCTBO — Kak
OLIYIICHHE OT COOCTBEHHOTO Teja B JBIKCHHM;
€ro OpPraH — PeLeNnTOPsl B MBIIIAX, CYXOKWINAX U
CBA3KAX, a TAKKE€ OpPraH PaBHOBECUS BO BHYTPEH-
HeM yxe. ['anTuky — kak Hecneuuduyeckoe dyB-
CTBO, KOTOPOE JA€T HE BU3yaJIbHBIN, & TAKTUIILHO-
KMHECTEeTUYECKHii 00pa3 mpenMera. B ciydae c
TalTUKON «OLIYIIBIBAHUE» IPOUCXOIUT HE TOJIBKO
KOXKEH, HO W, HallpuMep, B3IJIAA0M. B 3TOM KOH-
TEKCT€ TAKTWIBHOCTb KaK IIOHSATHE OKAa3bIBACTCS
s Hac Omke K ranTuke. Mbl crapaeMcs pac-
CMOTpPETh MX B KOMIUIEKCE U He (OKycHpyemcs
TOJILKO Ha OCS3aHUHU, IIOCKOJIBKY JJIsi TAKTHIBHOTO
BOCIIPUATHS. MBI HMCIIOJIb3YEM BCE TEIO LIEIUKOM,
olryuieHue ce0si B MPOCTPAHCTBE, OLIYIECHUE JaB-
JIEHUsl, TOYEYHbIC IIPUKOCHOBEHMS. TaKTWIBHOCTh
MOKHO ONPEAETUTh KaK CIOCOOHOCTh CO3]aBaThb
qyBCTBEHHBII 00pa3 BKJIFOYAIOIIUI

00bEM, KOH(PHUTYpAIHIO, TEKCTYPY, GaKTypy U Apy-

npeaMeTa,

! Zaitnesa, M.JI. [IpMKOCHYTBCS K HCKYCCTBY: 3HAUYCHUE
TaKTHJIBHBIX OILYLICHUH B MpoOIeccax XyA0XKEeCTBEHHO-
To TBOpPUYECTBA M ACTETHUYECKOTO BocHpusTusa // Bompo-
Cbl MY3BbIKaJbHON CHHECTETHUKH: HWCTOPHSA, TEOpHs,
npakTuka. —2017. — C. 30.

? Ratcliffe, M. (2018). Perception, Exploration, and the
Primacy of Touch. In A. Newen, L. De Bruin & S. Gal-
lagher (Eds.), The Oxford Handbook of 4E Cognition. 6.
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r'e XapaKTEePUCTHKH, KOTOpble OOBIYHO BOCIPH-
HUMAIOTCS I'J1a30M, @ HE Ha OIyNb. MOXHO CKa-
3aTh, YTO B OCHOBAHMM TAaKTWJIBHOCTH JIEKAT OCH-
3aHME, KUHECTECTUYECKOE U IPOCTPAHCTBEHHOE
YyBCTBA, a TAKXKE 3PEHUE, ITAMITh HA IIPUKOCHOBE-
HUE, olyneHne (akTypsl U TEKCTYPbl M HEKOTO-
pble Apyrue OIIYILIEHUs W IpeAcTaBicHUs. Tak-
TWIBHOCTh, TaKUM 00pa3oM, MMEET CHHECTEeTHYe-
CKHIl XapakTep, TO €cTh OOBEIUHSIET HECKOJBKO
YyBCTB, a TaKXe IaMiATb M BOCIIPOU3BEIACHUE
oulyuieHud B BooOpaxeHuu. bmaromaps sTomy
CTaHOBHUTCS BO3MOXHO C(OPMHUPOBATH TaKTUIIb-
HBI 00pa3 mpeaMeTa B OTCYTCTBHE MPSIMOTO TpPH-
KOCHOBEHUS K HEMY.

JIBU)KEHHE CTUMYJMPYET HAllU CEHCOPHI:
MBI BUJIMM, CJIBIIIMM, YyBCTBYEM 3aIlaX U BKYC, KO-
I71a OLIYIIAEM «TaKTUIBLHOEY» IPUCYTCTBUE YETO-TO
B 30HE Hauero Bocupustusa. Oca3aHue — 3TO €IUH-
CTBEHHOE YyBCTBO, KOTOPOE BKJIIOYaeT B ceOs HC-
cienoBarebekuit  acnekt. Ilo  Mepino-TTontu?,
«OCsA3aHUE SBIIACTCA LEHTPOM YEJIOBEYECKOIO
OLIyIIeHUs ceOsi B MUpE», IOTOMY YTO TEJO — 3TO
TO, OTKyJa MbI BUaUM Mup. Ocs3aHue Kak ocoboe
U3MEpEHUE PealIbHOCTH, I/Ie Kaxaas o0JacTh Teja
CIy’)KUT JJIsl OTIpeJIeNIeHUs] TIPOCTPAHCTBA U ce0s B
9TOM mpocTpaHcTBe. Hampumep, BO3aylIHOE U
(byHKLIHIO
«TaKTHUJIBHOTO (DOHA», KOTOPBIH MBI CUHTHIBAEM

BOJHOE IIPOCTPAHCTBO  BBIIOJIHAIOT
BCEM TEJIOM; HOI'M OTBEYAIOT 3a OCSA3aHUE IOBEPX-
HOCTEH I10J1a; PyKA MOTYT BBIIOJIHATH PA3JIMYHBIC
MaHUITYJSIIAUA C OObEKTaMH, ONpeAessisi MX TeK-
CTypYy.

HccnenoBarenu — pasgensioT — HENOCPEA-
CTBEHHO (PM3MUYECKHI KOHTAKT, YyBCTBA BOCIIPHSI-

THUS1, KOTOPBIE 3aJ1elCTBYET (PU3NUECKUN KOHTAKT, U

3 Merleau-Ponty, M. (1968). The Visible and the Invisi-
ble, followed by working notes (note of May 1960).
Evanston: Northwestern University Press.

camo olyuieHie pusndeckoro konrakrat., Heobs-
3aTeNIbHO JOJHKHA OBITH MpSIMasi CBSI3b MEXKIY TEM,
YTO Mbl TAKTUJIBHO BOCHPUHMMAEM U HEMOCpPE.l-
CTBEHHO caMuM Ipeamerom. Hampumep, BOZMOXKHO
MPUKOCHOBEHUE HA PACCTOSTHUW: OILLYIICHHUE Ce-
Osl B IPOCTPAHCTBE, ONIYIIECHUE NaBICHUSI. A eciu
MBI Kacaemcsi MpeaMeTa B MepyaTKe, Mbl UyBCTBY-
€M HE TOJIbKO CaM MaTepHall MepyaTkd, HO U TO, K
YeMy Mbl IMPUKACAEMCS: IMPOUCXOAUT HEKOE CO-
npukacanue. [lomydaercs, 4yTo MBI MOXEM TakK-
TUJILHO BOCIIPUHUMATH KaK OOBEKT, C KOTOPHIM MBI
BXOJIUM B KOHTAKT, TaK U OTCYTCTBHE OOBEKTa, a
TaK)Ke ero craruyeckue (Hampumep, GopMmy u pas-
Mep) W JUHAMHU4YecKHe (MaTTEepPHbl JBUYKEHUS)
CBOMCTBA’.

OdyeHp 4yacTO MPOBOIAT Mapajlieb MEXKIY
ocsi3aHueM u 3peHreM. OOBbEKTHI 3pEHHSI IOCTYITHBI
JUI TaKTHJILHOTO BOCIIPUSITUS, B OOBEKTHI OCs3a-
HUSI JOCTYIIHBI JUISl 3pEHHS — MBI MMEEM JIeJI0 C
JIBYMsI B3aMMOCBSI3aHHBIMU UYYyBCTBAMH B OIIBITE
BOCHpUATHS. BulaeHne MO0XHO Ha3BaThb TEJIECHOU
AKTUBHOCTBIO, TIOTOMY YTO «OHO COIPOBOXKIACTCS
JBUKEHUEM TIJ1a3, TONoBBl U Tena»®. OmHako 3pe-
HUE TIO3BOJICT BBIMTH 3a MPEAebl CaMoro ceds, a
TEJIECHBIIN OIBIT — 3TO HETIOCPEACTBEHHOE COCYIIIE-
CTBOBaHHE C MHUpPOM. TakuM 00pa3oM, HCIONb3YS
Ka)XJI0€ U3 YYBCTB, Mbl MEHSIEM PaKypC BOCIPHSI-
THUS.

Teno KOHCTpyHpyeTCsi uepe3 OIIYILIECHHUS,
3HAQYUT, U BOCHPUHITH €r0 MBIl MOKEM TOJIBKO MPHU

7

TaKTWIbHOW KOMMyHuKauuu'. Temo — 310 Ipo-

* Ratcliffe, M. (2018). Perception, Exploration, and the
Primacy of Touch. In A. Newen, L. De Bruin & S. Gal-
lagher (Eds.), The Oxford Handbook of 4E Cognition.
12.

3 Ibid. P. 4.

6 Henukun, A.A. TenecHO-OpUEHTUPOBAHHBIM MOIXO]
MpU aHaNW3e TPOM3BEACHUN SKPAHHOTO HCKyccTBa //
3HaHue, nonumanue, ymenue. —2017. —Ne 2. — C. 125.
7 Henukun, A.A. TerecHO-OpUEHTUPOBAHHBIN MOAXO/ B
WCCIICJIOBAHUSAX 3CTETUKU MHTEPAKTUBHOI'O UCKYCCTBA //
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CTpaHCTBEHHBIH (eHomMeH. Mpl BOuUpaeM B ceOs
MUD U PacHIMPSEM TEJIO C TTOMOUIbIO MaTepHaIbHO-
r0 MHpa, IO3TOMY I'PaHUIIBI Tesna ycioBHbBI. Ocsi3a-
HUE HEOTIEIIMMO OT TEJECHOTO OMbITa, MOCKOIbKY
BKJIIOYEHO B Hero. CylecTByeT MHOXKECTBO CIIO-
cO0OB TepeXKMBAHUS TEJIECHOTO OIMbITa MO OTHO-
IICHUIO K caMOMy cebe, K OKpY)KaloleMy MUPY U K
apyrum®. EciuM NMOHMMATh TENO KaK HHCTPYMEHT
Beien 3a Mapcenem MoccoM, TO CIOCOOBI MOJIB30-
BaHUS TEJIOM (OPMHUPYIOT OKPYKAIOIIYIO Cpely H
Ha000poT. «TexHUuKH Tena» BapbUPYIOTCS B 3aBU-
CUMOCTH OT TEHJepa, BO3pacTa U COLMOKYJIBbTYp-
HOU CpeJbl.

BaxHo onpenenuTs, HOCPEACTBOM YETO MBI
BOCIIPUHMMAEM M OIIYIIAeM TaKTHJIBHOCTB, Yepes3
Kakue KaHaiubl. OIUH W3 TaKUX KaHAIOB — 3TO
HETOCPEJCTBEHHO MPUKOCHOBeHHE. Bo Bpemst npu-
KOCHOBEHHUSI MBI MOXKEM IIOJy4aTh KaK KOHKpET-
HBIE, TaK U a0CTPaKTHBIE OIIYLICHHUS OT MpEaAMETa.
Yepe3 NPUKOCHOBEHHUS MBI HE IMPOCTO MACCHBHO
BOCIIPUHMMaeM HH(OpMAIHIO, HO U TPOKUBAEM
COBMECTHBIM OIBIT WM SBJISIEMCS YYaCTHUKaMU
MMMEPCUBHOIO JIEWCTBA, MOTpyXKaeMcsi B OIpese-
JeHHy1o cpeny. [IpuKOCHYTbCS — 3HAYHT, Ompese-
JUTH TpaHHIBI camoro ceds u npyroro. U B To xe
BpeMsl TPHUKOCHOBEHHE COJIIKAeT Halle TeNo H
JpyTroe, CTHUpasi TEM CaMbIM 3Ty TPaHHUILY.

OpnHa 13 TJIaBHBIX 3371a4 COBPEMEHHOT'O HC-
KyCCTBa — PacIIUPUTh YyBCTBEHHBII OIBIT YeJIOBe-
Ka. 3pUTeNio, Kak BOCIHPUHUMAIOIIEMY CYObEKTY,
MOJKET OBITh Ba)KHO OLIYTUTH MPSMOM KOHTAKT C
Xy/I0’)KHUKOM 4epe3 NMPUKOCHOBEHUE K MaTepHallb-
HOMY OOBEKTY — CKYJIBITYpE, OJCKE UIH JII000MY
JIpyroMy BBICTABOYHOMY 3KcroHaty. Ho B ciyua-

AXTyaslbHBIC TPOOJIEMBI SKPAaHHBIX M HHTCPAKTUBHBIX
Meana. —2019. — C. 184.

¥ Ratcliffe, M. (2018). Perception, Exploration, and the
Primacy of Touch. In A. Newen, L. De Bruin & S. Gal-
lagher (Eds.), The Oxford Handbook of 4E Cognition.
15.

X, KOT/Ia 3TO HEBO3MOXKHO (2 HEBO3MOXKHO 3TO Ce-
TOJIHS TIPAKTUYECKH BO BCEX MY3€sX’), MEXKIY 3pHU-
TEJIEeM M DSKCIIOHATOM BBICTPAWBACTCA HeEKas Ju-
cranius. ['paHuIBl TeNa YeJI0BeKa U TPAHMIIBI SKC-
MOHATa PACHIMPSIOTCS U NMEPECceKaroTcs yxKe B Ipy-
roif Touke. JTa HAIOJIHEHHOCTh MPOCTPAHCTBA CO-
CYIIECTBYET OJHOBPEMEHHO C JHCTAaHIMEH Ha BbI-
CTaBKe. 3pUTeIIb aKTUBEH KaK CyOBbEKT MO3HAHUS, U
MPUKOCHOBEHHUE — 3TO MOJIEIb BOCIIPUSATHS MUPA.
IIo MHOrUM JaHHBIM, 3€pKaJIbHBIE HEMPOHBI
YYacTBYIOT B BOCIIPUSITHH: MbI OIIYIIAaeM JCHCTBUA
IpYyTUX Kak cBou coOcTBeHHbIE. Hapsiny ¢ TeM, kak
Oecco3HaTebHO paboTalOT 3epKajibHbIe HEHPOHBI,
MBI MOXEM OCO3HAHHO MEPEKHUBATH T€ )K€ UyBCTBA
Y 5MOILIMH, YTO U JIPyTue, TO €CTh UCTIBITHIBATH M-
natuio. HopBexckuii neliposcretuxk Ilep Omnad
®osnbrepo'? monaraer, 4yTo Ha BOCHPUATHE OOBEKTA
BIMsIET ObICTpOTa OOpPabOTKH CTUMYyJa, TO €CTb
yeM ObICTpee MOXKHO oOpaborarh o0pa3z oOBeKTa,
TEM OH Ka)KeTcsl KpacuBee s Hac. Eciiu roBopuTh
O BHU3YyaJbHBIX XapaKTepUCTHKaX, TO Hauboiee
OBICTPO MBI CUHUTBIBAEM CHUMMETPHYHOCTH, IPO-
MOPIMOHAIBHOCTb, KOHTPAaCTHOCTb, SIPKOCTb H
OOBEKTHI C MPOMOPIHIMHU 30JI0TOTO cedeHus. Tak-
TUJIBHOCTD K€ C €€ BO3MO)XHOCTBIO BOCTIPUHUMATh
00bEM, KOH(pUTYpalnIo, TEKCTYpy U (PakTypy cIo-
COOCTBYET Jy4llleMy BOCIPHATHIO MPEIMETOB Ha
BBICTaBKaxX, 0COOCHHO Ha BBICTABKaX KOCTIOMA.
KoctioMm wuneaneH Ui SKCIIOHMPOBAHUS
TEM, YTO JIETKO «CUUTATh» UYEPe3 €ro «TeJECHBIH
CHHTAKCUC», KaK H300paXeHO TeJNO, YTO Ha HEM
HAJIETO U YTO OHO JeMoHcTpupyeT. Korna mbl Bu-

? Hanpumep, B Ashmolean Museum of Oxford B koHIie
XVII Beka OblTa HIMPOKO paclpocCTpaHEHa MHpPaKTHKa
«OILYTIbIBaHUS) BeMM NpU ee mpocMorpe. OmHaKo
nmo3xe Obllla OTMEHEHA C LIENbI0 COXPAHUTh COCTOSHHE
1 HaJIMYUE HKCTIOHATOB B KOJIJICKIIHH.

' ®onsrepo I1. Heiiposcretuka [Bugeonexuuu] / Jlek-
topuyM. — Cankr-IlerepOypr, 2013. — URL:
https://www.lektorium.tv/speaker/3479
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UM Ha BbIcTaBKe kopceT XIX Beka ¢ y3koH Taiu-
€M, MBI OLIYII[aeM 3TOT HEIPUATHBIA MOMEHT CIAB-
nuBaHMs Tea npu muyposke'l. Eciu kosutekuus
KOCTIOMa coOpaHa CTPaTerHuecKd U MpeCcTaBIeHa
3pUTENIO, TO OHAa MOXKET HaM paccKa3aTh OoJblIe,
yeM JII000H Apyroil TUM MY3eHHOM KOJUIEKLIUH O
TOM, KaK JIFOJM BBITJIAJCTH U 4yBCTBOBAIH ceOs B
OINpEIIEIICHHBIN NPOMEXYTOK BpeMeHu. [locerure-
JM 4yBCTBYIOT c€0sl HENPUHYXJIEHHO C JKCIIOHA-
TaMH, ObICTPO COOTHOCS UX CO CBOMMH COOCTBEH-
HbIMU TenaMu. OHU CBOOOJIHBI B BBIPR)KEHUH MHE-
HUW Hac4eT OJACK/bI IPOLIJIOr0 TOYHO TakK e, KaK
U COBPEMEHHOH OJeXbl. DTO HENOCPECTBEHHAS
CBSI3b CO 3pUTENIEM BBI3bIBACT JIIOOOIMBITCTBO U Ya-
CTO MpPEIOTBPAIIAET HEOOXOAUMOCTD CIIEHUAIBHO-
r0 UHTEPIIPETATOPA.

Jlanee Ha Marepuaine BBICTABOK MOABI Oy-
IyT IOKa3aHbl Pa3HbIE IPUEMBI 3aMELICHUS OCs3a-
HUs C IIOMOIIBIO CTPATETMH JEMOHCTPAaLMU TaK-
THJIBHOCTH.

BbicTaBKH MOJBI Yepe3 NPU3MY TAKTHIBHOCTH

BbicTaBka CErojiHs — 3TO €IUHCTBO BHPTY-
QILHOTO U PEAILHOr0 MPOCTPAHCTBA, KOTOPOE
00ECIIeUMBAET TOJHOTY YyBCTBEHHOI'O BOCIIPHUS-
Tus'2. BeICTaBKka CErojHs — 3TO HMHTEPAKTHBHAS
BBICTABKA, BUPTyaJbHass U WHKIIO3UBHAS BBICTAB-
ka. Ha BBICTaBKE B@XHO MOCTPOUTH KOMMYHHKa-
MM U OINpEJETEHHBIE YyBCTBEHHBIE 0Opa3bl. ITH
00pasbl M CMBICIIBI POXKIAIOTCS TOJIBKO B PE3yJIbTa-
TenecHo-

TC coydacTtua Cco 3PUTCIICM.

OPHUCHTHPOBAHHBLIC IMOAXOAblI K HCCJICIOBAHUIO

«COCPCAOTAYHUBAOTCA Ha HCCICIOBAHUU TCIJIICCHO-

' Melchior, M., & Svensson, B. (2014). Fashion and
Museums: Theory and Practice. London: Bloomsbury
Academic.

12 Kounesa, A.C., [Tankuna M.B. DBOMIOLHS TaKTHIb-
HOCTH B JIU3aifHE: HCTOPUKO-KYJIbTYpPOJIOTHYECKUI aHa-
3 // Kynprypa n nuBummsanus. — 2019. — Ne 3 (1). —
C. 158.

ro, (pu3nYecKoro, MCUXOJIOTUYECKOro, apPeKTHB-
HOTO ¥ SMOLIMOHAIBHOTO OINbITa COOCTBEHHOW aK-
TUBHOCTM MAapTULMIIAHTAa B IPaKTUKaxX coydya-
crusi» '3, TenecHass akTHBHOCTb 3PUTENS 00ECTIEUH-
BACT ITOJIMCEHCOPHOE BOCIIPUATUE HAPALY C CAMO-
CTOSITEJIBHOW U KypaTOPCKON MHTEPIPETALUEH BbI-
CTaBKU AJIs NOJHOTHI onblTa. [Ipuyem HekoTopble
U3 peakuuid 3puTeneii MoryT ObITh Iperonpesese-
HBI caMUMH o0Opa3amu. HekoTopble uccienoBarenu
paccMaTpuBalOT B3aUMOACUCTBUE TpPEX TEIECHO-
CTEM BO BpeMs BBICTABKHU: «Te€ja 3pUTENs, ,,Tena‘
NPOM3BENIEHHs U Tea aBTopay» 4. OHaKo akTyaieH
BOIIPOC, MOJKET JIM CIYYUTBCS TaK, YTO 3PUTEID
IIOJIHOCTBIO PAaCTBOPUTCS B IIPOU3BEIACHUU, U Ipa-
HULIBI MEXIY 3pUTEIEM U NPOU3BEACHUEM IIEpe-
CTaHyT OLIYIIAThCA.

BricTaBKM MOZBI KaxKAblil pa3 10 HEy3HaBa-
€MOCTH IPeoOpaXkaroT OTBEIEHHOE MO/ HUX MECTO
B My3€€ U BIMSIIOT Ha XapaKTep B3aUMOICHCTBHSA
3putenei ¢ npocrpaHcTBoM. OAHO M TO K€ Ipo-
CTPAHCTBO MOXET OBITh MO-Pa3HOMY aJaNTUPOBAHO
K BBICTaBKaM B 3aBHCHUMOCTH OT HMX KOHILENTA.
AHanu3upys BBICTaBKM MOJBI, HENb3sl HE 33aJaThCs
BOIIPOCOM, B KaKOM COOTHOLIEHUH (IO 3HAYMMO-
CTH) HaxXOJAATCS CIeHorpadus NpPOCTPaHCTBA U
HEIMOCPEACTBEHHO CaMU DJKCIIOHATBI — MOJEIHU
OJIEXkKIbl U aKCECCYapoOB: IOMIOJHAIT JU OHU JIPYr
ApyTra WIKA YTO-TO OKa3bIBAaET OOJIbIIee BIUSHUE HA
Bocnpustue. Onexaa, KOTOPYH Mbl BUJUM Ha Ma-
HEKEHE, a HE Ha Telle, SBISETCS UMUTALuen mep-
(OpMaTUBHOTO HOIIECHUS OJEKIbI, KaK HEKOETro
CTeUTMEHTa, UMHUTauued neduie. A ¢ MOMOILIBIO
IPAMOTHO OPraHU30BAHHOI'O IPOCTPAHCTBA MOKHO

13 Henukun, A.A. TenecHO-OpUEHTUPOBAHHBIM MOIXO
B UCCJICIOBAaHUSAX ICTETUKN MHTECPAKTUBHOIO HCKYCCTBa
// AxTyanpHBIE TPOOJIEMBI SKPAHHBIX ¥ MHTEPAKTHBHBIX
meaua. — 2019. — C. 179.

14 Henukun, A.A. TenecHO-OpUEHTUPOBAHHBIN MOIXO
MpU aHaNW3e TPOU3BEACHUN SKPAaHHOTO HUCKyccTBa //
3Hanue, nonumanue, ymenue. —2017. —Ne 2. — C. 126.
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CO31aTh I10-HACTOSIIEMY UMMEPCUBHYIO BBICTABKY.
OpHako 3TOMYy IIOMOTaeT HE TOJIBKO OpraHU3alus
IIPOCTPAHCTBA, HO M OpPraHU3alUs TaKTUIBHOTO
OIIBITA.

CTpaTel"I/II/I ACEMOHCTPAIMU TAKTUWIBHOCTH

Cy1iecTByIOT pa3Hble CHOCOOBI OpraHu3a-
LMY TaKTUJIBHOTO OIbITa Ha BbICTaBKax. [Ipexne,
YeM IepelTH K ONHCAHUIO BBICTABOK, OOpaTHM
BHUMaHME Ha TaKTHJIBHOCTh CaMHUX OpeHIOoB. Y
Ka)X/10r0 OpeH1a MOXeT OBbITh CBOW CITOCOO IeMOH-
CTpaluu TakTWIbHOCTH. Tak, Hampumep, Hermes
npu Maprtuae Mapxkena — 3TO OIPEAEICHHBIN
B3IJISI Ha POCKOIIB, Telo u KoMpopT. Mapikena
yaems1 0coboe BHUMAaHUE MaTepHaiy, U3 KOTOPOTO
c/leNaHa OJeK/1a, — KallleMUp, IIEPCTh, LIENK, KOXKa
BBICOKOT'O Ka4yecTBa. BakHbI €ro TEXHUYECKUE pe-
IIeHHS PU paboTe ¢ TKaHbI: 00paboTKa IIBOB Ha
KallleMUPOBBIX NalbTO, (MIMrpaHHas padora ¢
KOXKEH M pBaHBIM MEXOM, pa3pabdoTKa HOBBIX BOJIO-
KOH M TEeXHUK BszaHusa. Ero ozexna co3gaHa He
TOJIBKO JUISI MOJHBIX IOKa30B, oHa ready-to-wear,
ee BaxHO omynars. VIMeHHO mosromy Mapaxkena
yYCTpauBajl JIEMOHCTPALUIO OEK/Ibl HE HA MOAUY-
Me, a B OyTUKax, TJie¢ OH MOT NPE3eHTOBaTh KaX-
JYIO0 BElIb U PaCCKa3aTh O HEW.

TakTUIBHOCTH BBIPAYKAETCS] HA BBICTABKE HE
TOJIBKO 32 CYET CAMOW OJEK[bl, HO U 3a CUET IIPO-
CTPAHCTBA, KOTOPOE CO3BYYHO €M IO IapaMeTpam.
TakTWJIBHBIM CBOWCTBAM YacTO IIPUIIMCHIBAIOT
OIpeJie/ieHHbIe 3HAYeHUs, Hampumep, rpyooe u
KOXKaHO€ — MYXKCKO€, a MATKOE U TOHKOE — JKEH-
CKO€; MOPBAHHOE, MATOE, U3HOLICHHOE BBIPAXKAET
MpOTECT; NErKOCTh B Bece, 00bEME, MaTepuanax —
IIPOCTOTY M JAKOHWYHOCTh. CylIECTBYET CBS3b
MEX]ly TEKCTypOi U TeMIepaTypoil 00beKTa: riaji-
KHE€ TOBEPXHOCTU OOBIYHO KaXyTcsi Oojee XOJoJ-
HbIMU. [IOMMMO CBOMCTB TEKCTYphI BAKHYIO POJIIb
urpaer ¢opma obwvekta. Cama Qopma mpeamera

JIOJDKHA TIOZCKa3bIBaTh, KAKOTO JACHCTBUS M TEJIeC-
HOTO KOHTaKTa OHa JXAET OT 3putens. «TakTuib-
HbIE KadecTBa OOBEKTOB yCHUIIMBAIOT UX KOMMYHH-
KaTHUBHYIO (QYHKIHIO»'.

BosBpamasics k pabore Maptuna Mapikena
s HermeEs, CTOUT ymOMSHYTh BBICTaBKY B aHT-
BepneHCKoM Mysee Moasl «Mapikena: roapl B
Hermeés», xotopast 6buta opranusosana B 2017 ro-
ny Kaar Jle6o. Ha BbicTaBKe mokazana ocobasi Jia-
KOHMYHOCTh cTmiig Hermeés 3a cuer KoHTpacTta ¢
ero coOcTBeHHBIM OpeHnom Maison Margiela.
[TpocTpaHCTBEHHO 3TO peIIaeTcs C MOMOIIBIO IBe-
TOBOTO 30HHMpOBaHMS — Oenblid Kak 1BeT Maison
Margiela, opanxeBslii kak nBer Hermes. ITockomb-
Ky Ba)XHO OBLJIO MOKa3aTh, KaK JAW3aliHEP BIOXHOB-
Jsuics KeHIuHamMu Hermes, BrICTaBKa HauWHAIACh
c aymuoszamucu «Les Complimentes». Ilomumo
3TOTO, MCIIOJIb30BAINUCH TaKUE MPUEMBI paclIupe-
HUS TPOCTpPAHCTBA Kak 3amaxu, ¢ororpaduu, BU-
JI€03aUCH C MOJENsMHU (KOTOpBIE IOKa3bIBAJIH,
KaK OJJMH TPEAMET OJEXKJbl TPaHCPOPMHUPYETCS B
Apyroi). OTO ayauanbHOE M BU3YaJbHOE COIPO-
BOXKJICHHE BBICTABKU CO3/1aET MMMEPCHBHOE IpPO-
CTPaHCTBO, MOTPYKas 3puTess B Mup Mapxkena.

Emé omuH ynayHelii mpumep JIEMOHCTpa-
UM TaKTHJIBHOCTU OpeHJa — 3TO KyTIOpHas JTMHUS
Comme des Gargons M OJIHOMMCHHAsI BBHICTABKa B
Mertpononuten-mysee «Peit KaBaky6o/Comme des
Garsons: UckycctBo npomexyrounocti» 2017 ro-
na. Bes BeicTaBka ObuTa OyKBalNbHO CO3/IaHA JUIS
3puTens: 0enoe MpoCTPaHCTBO — YTOObI HUYETO He
OTBJICKAJIO OT HKCIIOHATOB; OTCYTCTBHE MH(pOpMa-
IIUOHHBIX TAOJMYEK — YTOOBI MO3BOJHUTH 3PHUTEINIO
CaMOCTOSITENIEHO U 0e3 MOCTOPOHHUX Pa3bsICHEHUN
aHAJTM3UPOBATh BBICTaBKY. UTO cOMMKaNO 3pUTes

15 Kounesa, A.C., [Tankuaa M.B. DBOMIONUS TaKTHIIb-
HOCTH B JU3aliHE: UCTOPUKO-KYJIBTYPOJIOTHICCKHI aHa-
3 // Kynprypa n nuBummsanus. — 2019. — Ne 3 (1). —
C. 161.
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C Au3aiiHepoM, NMOMHMO CaMHMX pPabOT, — TaK 3TO
raiji ¢ OIMCAaHUEM DKCIIOHATOB U KOMMEHTapUEM
ot Peit KaBaky6o0, KOTOpPbIiI OHM MOTIJIM B3SITh NPU
BXOJIe Ha BbICTaBKy. OCHOBHasl M€l BBICTABKU —
MoKa3aTh NMOrpaHUYHOE MoJoKeHue pador Peii Ka-
BaKy0O0 MEXJy MOJIOH U HUCKyccTBOM. Ha BbIcTaBke
JEBATH 30H, KaXKJasi U3 KOTOPBIX COACPKUT B CBO-
€M Ha3BaHMM B3aUMOMCKIIIOUAIOUIUE MOHATHS (IU-
XOTOMMSI IPUCYTCTBUS U OTCYTCTBHUS, MOJBI U aH-
TUMO/IbI, 00BEKTa M CYOBEKTa, OJCK/BI U HE OJICK-
Ibl U T.J.), B CMBICIOBOM IIPOMEXYTKE MEXIY KO-
TOPBIMH HaxoJsTcsa paboThl au3aitnepa. Peit Kapa-
Ky0O CBOWMCTBEHEH WHTYUTHBHBIN MOAXO] K CO3/a-
HUIO KOCTIOMA, JKCIIEPUMEHTAIIBHBIE METOABI U
TEXHUKH KOHCTpyHpoBaHMs. OHa 4acTo MepeHOCH-
Ja TaKTUIbHBIE KadecTBa KaKOro-TO OOBEKTa B
CBOU KOCTIOMBI, CTapasiCh ClIeIaTh €r0 MaKCUMAaJlb-
HO IIOXO0KMM II0 OINYIICHUSM Ha OpUTHMHAL.
«The Future of
Silhouette» ecTh TUIaThE, CO3MaHHOE MO OOpPA3ILY

Hampumep, B  komiekuuu
CKOMKAaHHOTO Kycka Oymaru. [lu3aiftHep cTtpemMuTcs
Pa3MbITh TPaHUIIBl KyJIbTYpBI, T€HJEpPA U BO3pacTa
U CO3JaThb HEKUH THOPUA U3 HHUX: B HEKOTOPBIX
KOJJICKIMSIX OHA OOBEAMHSCT TPAIUIMOHHO MYXK-
CKHE M YKCHCKHE 3JIEMEHTHI KOCTIOMa — OpIOKH U
100K — B o1uH Hapsa. braronmaps stomy xecry,
3pUTENIh MOXET CIpPOCHHpPOBAaTh TakoW oOpa3 Ha
ce0sl U OIIYTUTh YyBCTBAa KOM(OPTA UIH JUCKOM-
dopTa, MPUHATHS WM OTpUllaHMA. B Koyekuun
«Body Meets Dress — Dress Meets Body» 3a cuér
aCUMMETPUH, BBIITYKIOCTEH, HEPOBHOCTEU U «IIe-
peKpoiikm» sxeHckoro tena Peii KaBakyOo ctupaer
IPaHULIBI MEXy 0J1eXk 101 1 TenoM. OHa 4acTo co-
3Ma€T HapsAabl, OOJbIIE HAMOMHHAIOUIUE CKYJbII-
Typbl, @ CKYJBITypa — 3TO OAWH U3 CaMbIX KHHE-
CTETHYECKUX BUAOB HcKyccTBa. OHa nedopmupyer
¢urypy 3a cu€r OTKa3a OT TaKUX DJIEMEHTOB KO-
CTIOMA, KaK pyKaBa, BbIpe3bl, JMHMs Tanuu. Kak
pe3yJsbTar, TEJI0 U OAEXKAA CTAHOBSTCA IOYTH He-

Pa3NUYMMBIMHU, U 3TO ONPE/EICHHBIH BHI30B TEH-
JCHLIMU JOMHHUPOBAHHs TeJla IO OTHOILICHUIO K
onexxae. B xomnekumsax «Flowering Clothesy u
«Blood and Roses» nu3aiiHep mpoOTHBOIOCTABIISET
BOCTIPUSITHE I[BETOB KaK CUMBOJIOB SHEPTHH, CHIIBI
M CYACThsl U KaK 4Yero-ro MpadyHoro. «B ee pykax
OJIETOe TeNO OCBOOOXKIAETCSI OT OTPaHMYCHHBIX
NPEJCTAaBICHUNA O MECTe, ePUOoJIe M LEIH, TOJIHO-
CTBIO BBIpaXKasi “UCKYCCTBO MPOMEXKYTOYHOT'O IO-
noxKeHus " » 1,

Crparerun JAEMOHCTPALUU TaKTUIBHOCTU
MOTYT BBIp@XaTbCs HE TOJBKO 3a CYET palbOTHI C
MIPOCTPAHCTBOM, HO M 3a c4eT padoThl ¢ colepxa-
HHUEM U KOHILIENIKEN BbICTaBKU. [IpocTpaHCTBEHHO
3TO pelaeTcs ¢ MOMOIIbIO I[BETOBOTO 30HUPOBA-
HUS, ACCOIMATHUBHBIX PSAOB, PACIIUPEHHS MpPO-
CTpaHCTBa IIyTeM J00aBJICHUS 3BYKOB, 3aIaxoB,
dororpaduii U BHUIEO3aMUCEH — 3aJCHCTBOBAHHS
BCEX OpraHoB 4yBCTB. PaboTa c conepxaHueM B
OCHOBHOM CBOJIUTCSI K TEKCTaM: OIHMCAHUSAM U Taii-
JaM OT KypaTopoB M au3aiiHepoB. Ho He cTour 3a-
ObIBaTh M O cCaMUX JKcroHarax. Kak Mbl yBuaenu
Ha npumepax Hermeés m Comme des Gargons,
OYeHb BaXHA paboTa C MarepuaroM U (PopMoii,
TEXHUYECKUE PpEIICHUs, 3HAUYCHHs] TaKTHIIbHBIX
CBOWCTB M acCOIMALMU, KOTOPbIE OHU BBI3BIBAIOT.
W3HavanbpHbIE JaHHBIE M XapaKTEPUCTUKU 3KCIIO-
HaTa TOJCKA3bIBAIOT 3PUTENI0, KAKOTO JEHCTBUA
KJIYT OT HETO.

' MET Museum. (2017). Rei Kawakubo/Comme des
Garcons: Art of the In-Between. Retrieved June 17,
2021, from https://www.metmuseum.org/exhibitions/list
ings/2017/rei-kawakubo/exhibition-galleries
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Texnunku, 3aMemiamme TAKTUIbHOCTD

VY KaxI0oH BEIM €CThb CBOS IEPLENTUBHO-
SMOIIMOHAIbHAS XapaKTePUCTUKA: KaKoil OHa Ka-
KETCsS HaM Ha OIIYNb U KaKHe SMOLIUU BBI3BIBACT.
OueHb yacTo BHICTABKH JOMOJIHIIOT BUAEO C U300-
paKeHHEeM pYyK, KOTOpBIE TPOTaloT MaTepuai WiH
caMmy Belllb, BUJIEO U3 aTelbe, I'/Ie TIOKa3aH MpoIecc
co3gaHus Bemn. Ha peTrpocleKTUBHOM BBICTAaBKE
«Balenciaga: Shaping Fashion» B My3ee Bukro-
pun u AnpOepra MOMHUMO OCHOBHOM KOJUICKITUH
(omexnma, muisAnel, ¢Gororpaguu, SCKU3bI) ObUIH
NPEJCTAaBICHbl PEHTT€HOBCKHE CHUMKH ILIAaThEB
Kpucrobans baneHncuaru, caenaHHble XyJIOKHU-
koM Huxom Busu B 2016 rogy, koTopsle MOKa3bl-
BAaIOT YPOBEHb MAacCTEPCTBA PabOTHI C KPOEM H MO~
00pOM TKaHHU.

3a HEBO3MOXXHOCTBHIO HAINpPSMYIO MPUKOC-
HYTBCSL K 9KCIIOHATaM Ha BBICTaBKE MOJIbI, KyparTo-
pBl mpuOEralT K TEXHUKaM, 3aMEIAIoINM TakK-
TWJIBHOCTb, JIeNIasi MPOCTPAHCTBO OoJiee HMHTEpaK-
TUBHBIM. DTO MOXKET BBIPAXATbCA B Pa3IMUHBIX
MHCTAJUIALUAX, OTKPBITBIX CEKIUAX C TKaHSAMH, KO-
TOpBIE MOXKHO TOIIYNaTh, TAKTHIIBHBIX HHTEp(EH-
cax, ykasarensax IABWkeHus. Hampumep, B Mysee
PYCCKOTO HMMIIPECCHOHM3Ma HEKOTOpHIE KapTHHBI
COIIPOBOKJANUCH COOTBETCTBYIOIIUMHU —Oapesbe-
damu ans cnaboBuasAmux roaei. Eciu y 3purens
€CTh BOBMOXKHOCTb U IPUKOCHYTHCS K PEIbEePHOMY
M300pakeHHI0, U YBUJETh €ro TJla3aMu, TO OH II0-
ny4aer Ooiyee rirybOKOe 3MOIMOHAIBHOE MEepPeXu-
BaHUeE.

Ho TtpebGoBanue He TporaTh 3KCIIOHATHI B
My3esx HeclydaiiHo. My3eu IOJDKHBI COON0aTh
MEXJIyHapOJHbIE KOJEKCHI ATUKM U TpeOOBaHUA
XpaHEHUs IPEIMETOB OJEHKIbl; TOMUMO 3TOTO, IIPH
MOHTa)X€ BBICTaBKH HCIOJB3YIOTCS CIHEIHalTbHbIC
MaHEKEeHbl U JIepXKaTeld, YCTaHOBKA KOTOPBIX 3a-
HUMaeT JUIMTeNbHOe BpeMs. Takke ciemnyer yne-
JUTHh 0CO00€ BHHUMAHUE MPOCTPAHCTBY, B KOTOPOM

OyJaeT MPOBOJAMTHCS BBICTABKA: TaK KaK MOJHBIC
OKCIIOHATHI Yall[e BCETO HE UMEIOT YETKUX H JKECT-
KAX KapKacHBIX (opM, HEOOXOOUMO Moao0paTh
0co00e MecTO ISl MX YAAYHON perpe3eHTaIlHH.
[Ipy SKCMOHUPOBAHHU KOCTIOMA, OCOOCHHO HCTO-
PHYECKOr0, MY3ed CTAIKHUBAIOTCS C PsIoM ¢op-
MabHBIX MPOOJEM: BO-TIEPBBIX, IOJ BIHSHHEM
CBETa BBIIBETACT TKAHb M CHUYKACTCS MPOYHOCTH
BOJIOKHA; BO-BTOPBIX, IOJ] JCHCTBUEM TPaBHTAIIUH
TKaHU BBITATUBAIOTCS U KOCTIOMBI J1eOPMHUPYIOT-
ca'”. B CBS3M C 9TUM UCTOPMYECKUE KOCTIOMBI HE
PEKOMEH/yeTCsl HEe TO, YTO HE TPOraTh, HO JAKe
BBICTABJIATh, WX HYXXHO XPaHUTh MPH OCOOBIX
YCIOBHSX. A ISl MOJHOTHI BOCHIPHSITUSI KypaTOpbI
BBIHY)K/ICHBI JIOTIOJIHSThH BHICTABKY (hoTorpadusimu,
BUJICO, MHCTAULIHUSAMH W JIPYTHMMH HHTEPAKTHB-
HBIMH TEXHOJIOTHSIMU.

«Tonkune matepun. Mona 1988-2018»
1 «Txaan MocKBBI»

C 23 nHos6ps 2018 mo 24 ¢eppans 2019 B
I'ocynapcTBeHHOM DpMHTaXe IPOXOAUIIA BBICTaB-
ka «Tonkume Mmarepun. Moma 1988-2018». Kou-
nekius Oblla TpEACTaBIeHA apXWBaMU MOJHBIX
JOMOB M KOCTIOMaMH, MOAAPEHHBIMH ODPMHUTAKY
fashion-mupekropom ceTH Mara3uHOB MOJHOMU
onexxasl Babochka Xaryneit ABcampkaHalliBHIIH.
BeicTaBka cocpenorounnacsk B benom 3aie Ha Tep-
putropun ['maBHOro mraba Opmuraxka. B Oenom
MIPOCTPAHCTBE C BHICOKUMH MOTOJIKAMH OBLITH pac-
MIOJIO’KEHBI SKCIIOHATHI HA TMbeJecTanax B Buje Oe-
JeIX Ky6oB. Y Kypatopa!® He 6bUI0 1€M pacnona-
raTb WX XPOHOJIOTMYECKH (PKCIOHATHI KazaHCh

"7 TManmep, A. PykamMu He TpoOraTh: CO3IaHHE SMOIMO-
HAJIBHOTO ¥ MH(OPMAIIMOHHOTO COMEPIKaHUS MY3EeHHBIX
9KCTIO3UINHN KocTioMa W TekcTwist // Teopuss MOZIBI:
ozexnaa, Teno, Kynbrypa. —2012. — Ne 25. — C. 283.

'8 Huna VBanosna TapacoBa, 3aBelyIoIIas CEKTOPOM
MPUKIagHOTO HCcKyccTBa OTaena HCTOPUM PYCCKOH
KyJnbTypbl ['0ocy1apcTBEHHOTO DpMHUTaXKA.
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paccTaBlIiEHHBIMH, CKOPEe, XaOTUYHO), TIOTOMY YTO
OCHOBHOI TIOCBUT BBICTaBKM — IIOKa3aTh MacTep-
CTBO JAM3aiHEPOB U TO, Kak 3a 30 JeT MEHSIUCh U
MOBTOPSUTUCH CIIOCOOBI pabOTHI ¢ KPOEM, TKaHBIO U
JPYTUMU MatepruajiaMu. EAMHCTBEHHBIN 3KCIIOHAT,
KOTOpPBIA 0 (popMe mpeAcTaBIeHUsT OTIMYAICS OT
IpyTUX, — 3TO KpacHOe€ HeWsoHoBoe miatee 2018
roja u3 nocieaHeit komnekiuu Pada Cumonca s
Calvin Klein. OHO HaxoquI0Ch BHYTPU OOJBIIOTO
3epKaJbHOrO Ky0a W IO JIOTUKE BBICTABKU JOJKHO
ObUT0 OBITH (PMHATBHBIM AKKOPJOM Ha Bced Bpe-
MeHHOUM Tpaekropun 1988-2018. Kpome Calvin
Klein Ha BbICTaBKE OBUIM NPENCTABIICHBI HAPSIBI
Givenchy, Loewe, Gucci, Paco Rabanne, Elie
Saab, Rochas, Proenza Schouler, Lanvin, Miu Miu,
Giorgio Armani, Brioni, Stella McCartney,
Balmain, Versace, Oscar de la Renta, Luisa
Beccaria, Moncler, Jill Sander, Alberta Ferretti,
Prada, The Row, Larusmiani, Marni, Berluti,
Fendi, Ermenegildo Zegna, Tierry Mugler. BrI-
CTaBKa COMPOBOXKIATACH HEOOIBIIINM OMUCAHUEM U
nutatod Koko Illanens, KoTopble TpaHCIMpPOBa-
JUCH Yepe3 MPOEKTOp Ha CTeHbl. Hukakux apyrux
CPEICTB IJIsi BOBIICUYCHHUS 3PUTENS B KOHTEKCT HE
O0bu10. OHAKO CTOWT OOpaTUTh BHUMAaHHE Ha TO,
9TO B TaKOM MaJICHPKOM U TUIOTHO 3aCTaBJICHHOM
MPOCTPAHCTBE, TPAHUIILI MEXIY 3pPHUTENEM U KC-
MOHATAMHU YK€ HEe TaK O4eBUIHBI. KOCTIOMBI OBLIH
PacToJIOKEHBI MPAKTUIECKH Ha yPOBHE Iia3 moce-
TUTENEH, JUIIb HAa HEOONBIIOM BO3BBIIICHUU; OT-
apyTue
OTpaX/IEHUs, YTO CIOCOOCTBOBAJO LEIOCTHOCTU

CYTCTBOBaJIM CTEKJISHHbIE W  JIIOOBIC
BOCHpUATHs. XOTS B 3alle IPUCYTCTBOBAIA MY3€H-
HbIE CMOTPUTENH, HE OBUIO HUKAKHUX MPEMSITCTBUMA
JUIS TOTO, YTOOBI TMPUOIMZUTHCS U PACCMOTPETH
TKaHb; KKl W3 SKCIIOHATOB MOYKHO OBLIO 00O0H-
TH CO BCEX CTOPOH, TEM CAMbIM 3PUTEIb JTUIIAJICS
BO3MOXHOCTH JIOJlyMaTh KaKUE-TO JIETad KOCTIO-

Ma. HeB03MOXHOCTH IMPUKOCHYTBCA MblI KOMIICH-

CHpyeM OYeHb OJM3KUM U TIIATEIbHBIM BCMATPH-
BaHueM. HekoTopele U3 KOCTIOMOB, HAIIpUMEp, TPU
wiatest Stella McCartney, ObuM cO37aHBI CIIELH-
anpHO mit MET Gala, u B HUX BeIXOAMIN MagoH-
Ha, Keiir Xancon u Kamepon [luac. Bo3mokHo,
ecii Obl BBICTaBKY JOMOJHSIIN TaKXke BUAEO U (o-
Torpaduu ¢ 3TUMHU HapsiiaMu, TO 3PHEeKT IpucyT-
CTBHSI OILLyIAJICS OBl CUIIbHEE.

IToMrMO BBICTABOK OZEXKIBI U aKCECCYapOB,
NPOBOJAT elle BBICTABKM TKaHEH, Ha KOTOPBIX
TaK)K€ HCIHOJB3YIOT TAaKTUIBHOCTb M TEXHUKU €€
3amerienus. C 20 cenrsiops 2019 mo 2 ¢espans
2020 roma B Mysee MockBbl Oblila OpraHM30BaHa
BbICTaBKa «TkaHu MOCKBBI», T/ie OBLIH MPE/ICTaB-
neHsl 00pa3iel TKaHed Bemymux (Gadpuk TopeBo-
JIOLMOHHOTO U COBETCKOI'0 IMEPHOJO0B. TEKCTUIb
KaK caMO€ MacCcOBO€ M3 JEKOPAaTHUBHBIX MCKYCCTB
¢dopmupoBan ctwiib 3n0xu. OCHOBHAsl LEJb BBI-
CTaBKH — I10Ka3aTh, KaK Pa3BUBAIOCH TEKCTHIILHOE
mpousBocTBO B XIX—XX Beke. BricraBka Oblina
JIONOJTHEHa MHCTAJULIIUSMU CTaHKOB, apXHBOB C
TKaHsAMU, HHPOpPMaLEl 0 3HAUUMBIX XyI0KHUKAX
M0 TEKCTUJIIO U 0 (abpHKax, Ha KOTOPBIX OHU TPY-
TTMITUCD.

BricTaBka cocrosuila M3 NSTH  pa3felioB,
MIEPBBIA U3 KOTOPBIX MOCBSLIEH 10PEBOIIOIMOHHON
MPOMBIIIJIEHHOCTH, BTOPOW — TEKCTHJIBHOMY (ha-
kynerety BXYTEMACa; B 3TOoM pasnene Oblia
NpPEJCTaBICHa PEKOHCTPYKIMS paboyux MecT
Jlropmuiier MasikoBckoid, BapBapsl CrenanoBoi 1
Jlro6oBu IlomoBoi. Tperuii pasnen MoBECTBYET O
TEKCTUIIbHOW IpoMbllieHHocTH B 1920-1980 ro-
JlaxX U MPEJCTaBIEH B BUJEC «BUTPUHBI-KOHBEHEPA».
YerBepThlii pa3gen coCcTOUT U3 12 HeOONbIIHUX
AKCIO3ULMH, MOCBAILIECHHBIX XyJ0KHHUIIAM IO TEK-
crumo. [IaTeiii paznen — 310 apxuB ¢ oOpasnamu
TkaHen XIX—XX BekoB, 3aHUMAIOIIMN MPOCTPAH-
CTBO OT I10J1a JI0 MOTOJIKA y OAHOMN U3 CTEH.
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BricTaBka opraHu3oBaHa XpPOHOJOTHYECKU
U TIPENCTaBIIsIeT COOOW MCTOPUYECKUH SKCKYpC B
TEKCTWJIBHOE MPOU3BOACTBO MockBbl. Ham BaxHO
MIOCMOTPETh, KAKUE UMEHHO AJIEMEHTHI JeTIalli BbI-
CTaBKy OoJiee TaKTMJILHOM, pacIIMPsUIA MPOCTPaH-
CTBO M BOBJICKAJIM 3pUTEII B Auaior. Bce ocHOB-
HbIe 00pa3Ibl TKaHEH, 3CKU3bI U GoTorpaduu ObLIH
3aCTEKJICHBI, OTKPBITBIMU OBLTH TOJBKO MAKETHI
(aOpHK, HECKOJIBKO Pa3BEIICHHBIX PYJIOHOB TKaHU
Y WHCTAJUISIUS, UMUTHPYIOIIAsi CTAHOK. DKCIOHAa-
TBI IPOCTHIE, HE YCIOXKHEHHBIE ACTAISAMHU U HE J0-
MOJTHEHHbIE aKceccyapaMu. BOJBIIMHCTBO 3KCIIO-
HAaTOB, & MMEHHO HeEOONbIIUE OOpa3Ibl TKaHEH,
IUIOCKOCTHBIE — MX pENpe3eHTalHs He CO3/1aeT HU-
KaKiuX OOBEMHBIX MOJENed JUIsi BOCHPUSTHS, U
3pUTEIIO OCTAETCs JIMIIb MOJKIIOUaTh CBOE «TakK-
TUIILHOE BOOOPAKEHHE» JUIS TOTO, YTOOBI MPeICTa-
BUThH, KaK ObI BEITJISIZENIA OJIEXKAA U3 ITUX TKaHEH.
[TockonbKy Ha BBICTaBKE HE MPEJICTABICHO HU OJI-
HO FOTOBOE M3JIEJINE U3 3THX TKAaHEH, 3TO, BO3MOXK-
HO, MEIIAET MOJHOCTHIO MOTPY3UTHCSI B KOHTEKCT
JIOPEBOJIIOLIMOHHON M COBETCKOM MOJbl. OHAKO
HaHapsAy C ATUM 3pUTEIb MOXKET c(hOKyCHpOBaTh-
Csl HAa MacTepcTBe M (aHTa3UU XYHO0KHHUKOB, CO-
3/1aBaBIIUX MPUHTHI. HecMOTps Ha TO, YTO BHICTaB-
Ka 0 TKaHAX (CaMOM YTO HHM Ha €CTh TAKTHJILHOM
MaTepuaie), 1 e€ cornpoBoxaanu ¢ororpaduu, ma-
KEThl, HICTOPUUYECKHE CIIPABKH, TOTAJIHHOTO MOTpPY-
KEHUS B Cpely, M0 MHEHMIO aBTOpa, JOOUTHCS He
yAJIOCh.

BupTtya/jbHas M 10M0JHEHHAs] PeaIbHOCTh
Ha BBICTABKE MO/bI
KaK CUMYJISLUA TAKTHIbHOCTH

CoBpeMeHHOH KyJbTYpe «IPHCYI OCOOBIN
KUHECTETUYEeCKUH (opmar, IjIsi KOTOPOro Xapak-
T€pHAa HEIUHEUHOCTb IBWKEHUS, CJIOKHAas JHHA-
MUKa  (pU3HUECKHX

U KYJIBTYPHBIX  IIPOLIECCOB

U OpOCTPaHCTB U, CaMOC TJIABHOC, BUPTYyAJIM3allUA

[POCTPAHCTBEHHOIO, TAKTHIILHOTO M TEIECHOrO»!”.
JICHCTBUTEIIBHO, MPOUCXOAUT PACLIUPEHUE Tella B
BUpTyallbHOE IpocTpaHcTBO. Ceiuac, Korjga ax-
THUBHO Hcnonb3ytoTcess VR- n AR-TexHonoruu, B3a-
UMOJICICTBOBATh ¢ OOBEKTAMH MOXKHO HE TOJBKO
KacaHUEM, HO U BCEM TEJIOM, U jkecTaMu. I'opazno
npoie co3nath 3ddexkT mpucyTcTBUsS M obecrie-
YUTh JYYIIYI0 KOMMYHUKAIIUIO MEXIY OOBEKTOM
BBICTABKH M 3PUTEJIEM, UCIIONb3YSl «TaKTHIbHBIE)
JJIEMEHTBl aWJIEHTUKU. «B BUpPTyalbHOUM peasbHO-
CTH C pa3BUTHUEM TEXHOJIOTMM OCs3aHus (HalpH-
Mep, MepUaTKu ¢ OOpaTHOM TaKTHIBHOW CBSA3BIO)
CTaHOBHUTCS Bce 0ojiee BO3MOXHBIM MPOEKTHPOBaA-
HUE peaJbHbIX OUIYLIEHUI: OCA3aHUE BUPTYaIbHbBIX
O0BEKTOB, BUPTYAJIbHBIH CKYJBITOP, CHCTEMBI
yAaneHHoro oOIieHus, nepudepuitHoe yCTporuCTBO
st paboTel B VR ¢ MHTYUTHUBHO TMOHATHBIM HH-
TepdeiicoM, poOOTHI
(HampuMep, CO3JaHHE PEATMCTHYHOrOo JaHAmad-

HUMHUTAUU—TIIOBCPXHOCTHU

Ta), OcsA3aeMble TOJOIPaMMBbI (OCSi3aHUE IIpenMe-
TOB, JIOJEH), BUpTyanbHblii Touchscreen (uHTEp-
aKTHBHBIC IUIAKaThl, BUPTyaJbHOE YIpaBJICHUE,
JKECTBI B JIOMOJIHEHHON peanbHOCcTH)»?’. Ckopee
BCEro, B Omipkaiilnee BpeMsi Ha BBICTaBKaX MOJIbI
MOSIBUTCS BO3MOXKHOCTD IOTPOTaTh WIN JaXe HpH-
Meputh ofexay ¢ nomompo VR. Ho yxke celuac
00JIbIIIO€ BHUMAHUE YAETSAETCS MOJIb30BATEIbCKUM
CIICHapUsM B BUPTyaJlbHOM U peaJbHOM Cpee.
[ToMmuMoO 3TOro0, MOMYJSIPHOCTH HaOupaeT W 1UQ-
poBas oxexna. Takue mpoektsl, Kak Dress-X u
Replicant, mo3BONSIOT KIMEHTaM «IEPEONIETh)» Ce-

! Hukonaesa, E.B. BusyanpHas KMHECTETHKA B HCKYC-
cTBe A1oxu nabn-moct // XymoxkecTBeHHas! KyIbTypa. —
2015. — Ne 2 (20). — PexuMm pgocryma:
http://artculturestudies.sias.ru/2017-2-20/teoriya-
hudozhestvennoy-kultury/5232.html

20 Kounena, A.C., [Tankuna M.B. DBoJIOIMS TAKTUIIb-
HOCTH B JU3aliHE: UCTOPUKO-KYJIBTYPOJIOTHICCKHI aHa-
3 // Kynprypa n nuBummsanus. — 2019. — Ne 3 (1). —
C. 164.
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01 Ha ¢ororpaguu B HOBBIH LU(PPOBONU KOCTIOM.
[Mudposas oxexna BRIIIAIUT OYCHb PEATHCTUYHO,
OHAa MMHUTHUPYET pa3HbIE CBOMCTBA TKAHEHM U TEM
CaMbIM IO3BOJISICT HAIllEeMy TaKTWJIBHOMY BOOOpa-
’KEHHUIO TPEJICTABUTh U MMOYYBCTBOBATH CE0sI B ATUX
KocTioMax. Ho mpu 3TOM MBI HE HCIIBITBIBAEM JIUC-
KoM(popTa OT HOCKH OOBEMHBIX M HEOOBIYHBIX Be-
IeH.

WTak, MOCKOJNbKY KHHECTE3Us] UMEET 3MO-
[IUOHAIBHYIO COCTaBJISIONIYI0 W Pa3BUBACTCA
paHbllle JIPYr'UX YyBCTB, HEJb3S HEJOOLICHUBAThH
CHIIy TAaKTHJILHOTO BOCIpPUSATHs. BBICTaBKa MOJIBI
HaNpsSMYIO CBSI3aHA C TEJIECHOCTHIO M €€ BOILIOLIE-
HUeM. B cTaTtbe moka3aHo, KaK 3pENUIIHOCTh KOM-
NEHCUPYET OTCYTCTBHE NPUKOCHOBEHHSI Ha BbI-
CTaBKe MOJIbI, IPOJAEMOHCTPUPOBAHA HEOOSA3aTENb-
HOCTB TPSIMOTO KOHTaKTa ¢ OOBEKTOM JJIsl TalTH-

YCCKOI'0 BOCIIpUATHUA.
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TOUCHING FASHION:
TACTILITY OF AN EXHIBIT AS A FORM OF INTERACTION WITH THE VIEWER

The article analyzes how tactility affects the
viewer's perception of fashion exhibits in the museum
space. Tactility is seen as one of the special qualities of
perception — the perception of the tactile, spatial, kines-
thetic properties of an object, including in its absence.
As an example, the text considers the exhibitions «Mar-
giela. The Hermes Years» and «Rei Kawakubo /
Comme des Gargons: Art of In-between», which the
author visited online, and «Delicate Designs. Fashion
1988-2018» and «Fabrics of Moscow», which the au-
thor attended in St. Petersburg and Moscow. The main
question of this article: how to compensate for the ab-
sence of the ability to touch the objects of the exhibition
at museums in general and fashion exhibitions in partic-
ular. The article names ways to create a tactile experi-
ence without the presence of tactile sensations. The the-
sis that the sense of touch can be without direct physical
contact is put forward, and possible ways of creating
such a tactile experience on the example of fashion ex-
hibitions are shown. Such features as immersivity, in-
clusivity and virtuality characterize contemporary exhi-
bitions. In such a space the viewer acts as a participant
of the action. We see costume as an ideal type of exhibit
because of its direct connection with the viewer. As a
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result of such collaborations special forms are born. The
article emphasizes the importance of scenography and
the adaptation of space for exhibitions. We refer to the
performativity of fashion exhibitions, where costumes
translate certain ideas. On the examples of Hermes,
Maison Margiela, Comme des Gargons, Balenciaga it is
described how brands demonstrate tactility, what it is
and what techniques were used in the exhibitions of
these brands. Next it is shown what methods curators
invoke in order to provide viewers with a sense of touch
whilst it is inaccessible and how they achieve a tactile
response. Further the international requirements for
storing clothing items and the specifics of exhibiting
and caring of fabric are described. The article concludes
with an exhibitions’ analysis and the role of VR and AR
in a fashion exhibition: the focus is on extending the
body into virtual space and digital clothing.
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PA3BHOOBPA3UE U HHKJIIO3UA
B KOHTEKCTE COBPEMEHHbBIX MY3EVHBIX ITIPAKTHUK

B crathe paccMaTpuBaeTCsi MHKIIIO3USI B KOH-
TEKCTE€ COBPEMEHHBIX MY3EHHBIX MporpamMMm. AHaJIN3U-
pyercs pa3BUTHE WHKITIO3UBHBIX MY3€HHBIX IPOEKTOB, a
TaKKe KOppeNsus C U3MEHEHHEM T0X0/1a TOHUMaHHS
WHKITI03uH B POCCHM M B MHUPOBBIX NPAKTUKAaX: BKIFO-
YeHHUE JIMI C OTPaHMYEHHBIMH BO3MOXXHOCTSAMH 3710PO-
BbsI B TIOJHOIICHHYIO COIMAIBHO-KYJIBTYPHYIO KH3Hb K
WHKITIO3MH KaK KyJbType Pa3HO0Opa3usi U MPUHATHS B
oOmiecTBe.

CoBpeMEHHBIE My3€iHBIE 00pa3oBaTeibHbIC,
MPOCBETUTENBCKHIE, HCCIECAOBATENBCKIE MPOEKTHI H3-
MEHSIFOTCSl TIOCJICAOBATEIbHO COLMOKYJIBTYPHOMY KOH-
Tekcty. [losiBieHne mporpamm, HampaBICHHBIX Ha WH-
KITIO3HIO0, OTPaXKaroT MapagurMaibHbI TTOBOPOT IOHU-
MaHUsl UHBAIMIHOCTH B oOmectee. JJo 1965 roaa mpe-
obnamana MEITUITMHCKAsT MOJCTh MOHMMAHUS WHBATUI-
HOCTH. VIHBAIMTHOCTh XapaKTepU3yeTCs KaK MEIUIIMH-
CKHI ()eHOMEH: OTpaHHYEHHBIE BOBMOKHOCTH 310POBbS
YUUTBIBAIOTCA KaK «JIe(eKTb», KOTOpble HEOOXOAMMO
BBUICUNTH WM HCIPABUTH, YTOOBI YETIOBEK CTa 340PO-
BbIM. V3HauanbHO mMOJpa3yMeBacTCs, 4YTO WHBAIUJ-
HOCTB — TIOKa3aTelb K «HEe3I0pOBbIO» YeloBeka. Meau-
LIUHCKasg MOJIENb OIpeneNsieT JedeHne, He00X0AUMYIO
WCTIPAaBUTEIBHYIO WK JICUAIlyI0 TEParuio, a TakKe Co-
30aHHE CHENUATBHBIX BCIIOMOTATENbHBIX CIYXO0, 3a-
KPBITBIX MEIUIMHCKUX YUpexaeHuil. Mopenb moasep-
rajach KpUTHUKE 3a CTUTMAaTH3alUIO, YTHETEHHUIO, JTUC-
KpUMUHAIMIO JIoAeH ¢ MHBaIMaHOCThI0. B 1980 romay
BceemupHas opraHuzanys 34paBoOXpaHeHHs OIyOnnKo-
Bajla PEKOMEHJAlMU 10 padoTe ¢ HHBAIMAAMH, KOTOpast
OCHOBBIBAIOTCS HAa WCHOJb30BAaHHU TECPMHHOB «HApy-

LICHUE», «OTPAHUYCHHUE >KU3HEACSITEIbHOCTHY, «COLM-
aNbHas HEAOCTATOYHOCTDY.

B 1966 romy uccrnenoBaTenb C ONBITOM WHBa-
muaHoctd [lon Xant myOmukyer scce «Kpurtuueckoe
yCc0BHE». ABTOpP KPUTHUKYET MEIUIMHCKYIO MOJEIb
WHBAJMIHOCTU M aKIEHTUPYET BHUMAaHUE Ha POPMUPO-
BaHWU SKOHOMHYECKOTO M OOIIECTBEHHOTO OTPaHUYH-
TETbHO-TIOKPOBUTEIBCTBEHHOTO OTHOILICHUSI K WHBAJU-
naMm. HepaBHOIIGHHBIH CTaTyC TakKe ONpeAeTui mpaBo-
Byto npobnemaruky. ColuaibHas MOACTh WHBAIHIHO-
CTH HE OTPHIIAET CYIICCTBOBAHHE MEHTAIBHBIX, (DU3H-
YeCKUX 0COOEHHOCTEH, COoCOOCTBYET alalTHPOBAHHO-
My TOJXOJY K CO3JIaHUIO MPOrpamM, OMpencIeHHIO Jie-
YeHHsI, HEOOXOIMMOUM TTOMOIIH. MarucTpaibHOE OTIH-
yue OT MEAUIIMHCKON MOJIETN — U3MEHEHUE TOHUMAaHUS
VHBAIMJHOCTH KaK TMPEMSITCTBUS W OrPAaHUYCHUS aK-
TuBHOCTH. B 1976 Toay coro3 mionel ¢ ONnbITOM MHBA-
nugHoctu UPIAS man HOBOE omnpeaeneHrne HHBAIUIHO-
ctu, onupasck Ha uaeu [loma Xanta. B akTyampHBIX
unesx UPIAS roeopuiocs o mpobinemax B oOliecTse,
COLIMAIBHBIX CTPYKTYpax W YCTPOWCTBE, MH(PACTPYK-
Type. Takum o00pa3oMm, cpeaa CTAaHOBHTCS OCHOBHEIM
HMCTOYHUKOM COLHUATBHOM SKCKITIO3UH.

JIBr>KeHUs 3a paBHBIC MpaBa JIIOACH C MHBATHUI-
HOCTBIO CIIOCOOCTBYIOT (DOPMHPOBAHHIO psijia 3aKOHOB,
KOTOpBIC OOS3BIBAIOT MH(PACTPYKTYpPY padoTaTh Han
Cpeloil B KOHTEKCTE O0pa3oBaHUs, KyJIbTYPHBIX yupe-
JKICHUN, MEIUIUHBI, TPAHCIOPTHOM AOCTYHOCTH U TIp.
OCHOBHBIM (POKYCOM CTaThbH SIBJISIFOTCS HHKITFO3UBHBIC
MPaKTHKU B My3esX Mupa u pediaekcus onbita Poccum.
A Taxke aHaIu3 MapTULUIATOPHOCTH B MY3CHHBIX WH-
KIIIO3UBHBIX MPOrpaMMax U MPOEKTaxX.
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KiroueBble ci10Ba: HWHKIIO3MS, WHKIIO3US B
My3ee, JIBIDKEHHE 3a HelipopazHooOpasue, pasHooOpa-

C OLlMAJIbHBIE MHCTUTYTHI, B paMKax KO-
TOpBIX (hopMUpPYyETCs IIEHHOCTHAsI CH-
cTeMa, TpaBWia, YCTAHOBKH, HOPMBI M OOpa3Lbl,
NATTEPHBI MOBEACHUS B ONPEACICHHBIX CUTYalUsX
YAOBIETBOPSIOT MOTPEOHOCTH OOIecTBa M pery-
JUPYIOT COLMOKYIBTYpHBIE Mporiecchl. [lonnmanue
My3esl CMEHSIETCSl: MECTO XpaHEHMs JAPEBHOCTEH M
penKocTel CTAaHOBUTCS COLMAIBHOM HHCTHUTYTOM,
(GYHKIMH KOTOpOro AEHCTBYIOT Ha Onaro oOrie-
ctBa. CormacHo «Kozmekcy My3eMHONH 3THUKH
NKOM», npuHATBIM MeXIyHapoIHbIM COBETOM
my3eeB (aHri. International Council of Museums,
cokp. ICOM) B 2006 roxy, «My3eil — HEKOMMEpUE-
CKO€ YYpPEKJICHUE Ha IOCTOSHHOM OCHOBE, NEW-
CTBYIOIIlee Ha OJaro oOLIECTBA U €ro MPOrpPaMMBI,
OTKpBITOE Ui MyONHMKH, KOTOpOe NpuoOpeTaer,
COXpaHseT, MPONaraHaupyeT U IKCIOHUPYET — B
nensax o0y4deHus, oOpa3oBaHUs U YIOBOJBCTBHS —
MaTepHalibHble U HeMaTepUalbHbIE CBHJICTEILCTBA
YeOBEKa W OKpyKaromeh cpensi»'. Mccnenosa-
tens B. I'pycman B Hauane XXI Beka paccMmarpu-
BaeT My3ell KaK MECTO, a MOCETUTENs KaK aKTopa
«COLMANBHO-KYJIBTYPHOTO TBOPYECTBA»>. IBOJIIO-
Ul My3esl XapaKTepu3yeTcs MOCTENEeHHBIM Hapa-
IUBaHUEM (YHKIMHA, TPOUCXOJUT IOCTOSHHAS
TpaHchopMalys, Ha TaHHOM 3Tare My3eil BKIoua-
€T HCCIIeOBATEeNbCKYI0, OXpaHHYI0, 00pa3oBa-
TEJIbHO-BOCIIUTATENIbHYIO, PEKPEallMOHHYI0, KOM-
MYHUKALIMOHHYIO, pEeNpe3eHTaTHBHYI0 QyHKIMU. B
2000 romy mpoXOIUT MEXKIyHApOoJHAs KOH(epeH-

nus «My3sen U conmanbHas uHTerpauus» (Jlecrep-

' Kozmeke myseiinoit stuke MKOM. UKOM Poccun. —
Mocksa, 2007. — C. 16.

? Ipycman B. Myseii B cucTeMe (hOpMHPOBAHHS HALMO-
HaJIbHO-TOCyAapcTBeHHON unmen / B. M. I'pycman.
CII6: Poccuiickuii sTHOrpadmueckuii Mmyse, 2007.
C. 137.

3He, IOCTYIHOCTb, IOCTYIHAs Cpeaa.

CKUIl yHHBepcUTeT, BemukoOpuranus), B pamkax
KOTOpPOH TOJHMManack mpodieMa COLMANTbHOM
M30JIALIUY, CTUTMATU3aIMH, 00CYXIaIHCh CIIOCOOBI
necrurmatusammu.  McceinegoBarens P, Caupen
(Richard Sandell) nexoHcTpyHpyeT HOHUMaHHE
My3es KaK «areHTa COLMaJbHOM WHKJIIO3UM, WH-
CTpYMEHT OOpBLOBI ¢ COLMATbHON HECIPaBEITUBO-
cThio»’. B nanbHelIeM «IOCTKPUTHYECKAS My-
3€0JI0THUs»* PasBUBAET UIEH CMELICHHUS UCCIEN0Ba-
TEJNBCKOTO (hOKyca C MOCETUTENsT My3esl Ha My3ei-
HBIX COTPYAHMKOB, KaK aKTOPOB BOILJIOLUICHUS WH-
CTUTYIIMOHAJIFHOTO TPOCTPAaHCTBA U 00pa3oBa-
TEIbHBIX IIPOrPAMM, HAIIPABJICHHBIX HAa CHU)KEHUE
COLIMAJIBHOW HAIIPSYKEHHOCTH.

BaxHOol npearocbUIKOW MU3MEHEHHS B MY-
3€MHOM Cpeie CTAaHOBUTCS IapaJUurMaJIbHBIN 10BO-
pPOT NMOHMMAaHMS WHBAIUIHOCTH B obmiectse. o
1965 roma mpeobnangana MEIUITUHCKAsS MOJIENb TIO-
HUMaHUsl UHBAIMAHOCTU. VHBaNMIHOCTh XapakTe-
pu3yercss Kak MEIUIMHCKUNA (PEeHOMEH: OrpaHu-
YEHHbIE BO3MOXKHOCTH 3/I0POBBSI YUUTBHIBAIOTCS KaK
«Ie(eKTb», KOTOpble HEOOXOAUMO BBUICUYUTH WU
UCTIPAaBUTh, YTOOBI YEIIOBEK CTaJ 3/I0POBBIM, COOT-
BETCTBOBAJ KPHUTEPUSIM «HOpMBDY. 3HayanbHO
[I0/Ipa3yMEBAETCs, YTO MHBAJIUJHOCTh — IIOKa3a-
Telb K «HE3JOPOBbIO» ueloBeKa. MeauuuHcKas
MOJIENIb OTIpeJeNIAeT JIeUeHUE, HEOOXOIUMYIO0 HC-
IIPaBUTENIbHYIO WJIM JIEHAIYI0 TEpanuio, a TaKxkKe
CO3JIaHHE€ CHEIMATbHBIX BCIIOMOTATEIbHBIX CITYKO,
3aKpBITBIX MEIULMHCKUX YupexkaeHu. Monenb
[I0/IBEprajlach KpUTUKE 3a CTMUIMaTH3alUIO, yTHe-

TCHUC, TUCKPUMHHALIUIO JIIO[[Gﬁ C UHBAJIUIHOCTBIO.

3 Sandell R. (1998). Muséums as agents of social inclu-
sion. Museum management and curatorship, 17(4), 401.
* Jlemenxo A. T'. TlocTkputndeckas myseosorus // Bo-
npocsl Mmy3eodoruu. —2017. — Ne 2 (16). — C. 22.
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B 1980 romy Bcemupnas opranHuzanus 31paBo-
OXpaHeHHs OIMyOIMKOBana PEeKOMEHIAMU 10 pa-
060Te C MHBAJIWIAMHU, KOTOpas OCHOBBIBACTCS Ha
HCIOJIb30BAHUN TEPMHUHOB «HApyLIEHHE», «Orpa-
HUYEHHUE KU3HEACATEIbHOCTUY», «COLMajbHAs He-
JOCTaTOYHOCTBY.

B 1966 rony uccnenoBatenb ¢ ONBITOM UH-
BaiuaHocTH 1. Xant myOnukyer scce «Kputuue-
CKO€ YCJOBHE». ABTOp KPUTHUKYET MEAMIIMHCKYIO
MOJI€TIb MHBAIMIHOCTH U AKLIEHTUPYET BHUMAaHHE
Ha (QOpPMHpPOBAHUE HSKOHOMHYECKOTO U 0OIIe-
CTBEHHOTO  OIPAHUYMUTEIBHO-IIOKPOBUTEIbCTBEH-
HOI'O OTHOLICHWS K MHBanujaMm. HepaBHOLIEHHBII
CTaTyc TaKXKe ONpeNeNui MPaBOBYIO MpoOIeMaTH-
Ky. ConuanbHas Mozelnb MHBATUAHOCTH HE OTpU-
[[aeT CYIIECTBOBAaHUE MEHTAJBHBIX, (U3UUYECKUX
0COOEHHOCTEH, CIOCOOCTBYET aAaNTHPOBAHHOMY
MOAXOLY K CO3JaHUI0 NpPOrpamM, OIPEIEIECHUIO
JeueHust, HeoOX0AUMOM momort. MaructpanbHoe
OTIMYME OT MEIUIIMHCKOM MOJEIN — H3MEHEHHE
KOHIENTa WHBAJIUJHOCTU KaK MPENATCTBUU U
orpaHuueHusi akTuBHOCTU. B 1976 rony coro3 nro-
neit ¢ onblToM mHBamuaHoctu UPIAS mam HoBoe
olpeeeHNe UHBAIIMIHOCTH, ONIUpasich Ha ujeu I1.
Xanrta. B akryansnbeix unesx UPIAS rosopuiock o
npobiemMax B OOILIECTBE, COIUAIBHBIX CTPYKTYpax
U ycTpoiictBe, nHppacTpykrype. Takum obpazom,
cpella CTaHOBHUTCSI OCHOBHBIM HCTOYHUKOM COLM-
anbpHOM 3kcKmo3un. B 1978 roxy Ixymu Uembep-
muH usgaer kHury «On. Our. Own» («Ilox Hamry
OTBETCTBEHHOCTB»), B KOTOPOH aBTOpP KPUTHUKYET
CTUTMATU3ALNI0  «HEBUAMMOM  HMHBAIUTHOCTHY,
BBOJUT TEPMUH «MeHTAIM3M» . B nanbHeliem
[IpaBO3aIUTHBIE OPraHU3AlMH MPEJIaratoT 3aHOBO
MIOJIHATBH BOIIPOC O KHOPMED.

Takum o0pa3zom, rio0aibHbIe U3MEHEHHS B
COLIMOKYJIbTYPHOM IIPOCTPAaHCTBE, CaMOaJBOKAIIMs

> Chamberlin, J. (1978). On our own: Patient controlled
alternatives to the mental health system. New York:
McGraw-Hill. 230.

JIOZEH C ONBITOM MHBAJIWJHOCTH, IPAaBO3ALIUTHBIE
OpraHM3alui, H3MEHEHHS B 3aKOHOAATEIbCTBAX
CTpaH CHocoOCTBYIOT (OPMHPOBAHMIO OOHOBIICH-
HOM KyJIbTYpHOW NOJUTHKHU. IIoBOpPOT B CTOpOHY
MHKJIIO3UU — Pe3yJbTaT paboThl CO CTUTMOM B CTO-
pony npunsTug B cpeny [pyroro. U. I'opman ro-
Bopui B KHUTe «CTurma: 3aMeTku 00 ynpaBlieHUH
UCIOPYEHHON UJIeHTHYHOCThIO. YacTs 1. Cturma u
COLlMAJIbHAS ~ MJAEHTHYHOCTB», YTO «OOIIECTBO
YCTaHABJIMBAET CIIOCOOBI KAaTETOPU3aIUU JIIOJCH U
orpeJiesisieT HabOp KayecTB, KOTOPBIE CUUTAIOTCS
HOPMaJIbHBIMU U €CTECTBEHHBIMHU I KaKJIOW W3
kareropuii. CoumanpHas cpena yCTaHABIIMBAET,
KaKde Kareropuu JIoAed B Hel BO3ZMOKHBI®.
KoMMyHHMKaIIMOHHBIN aTEpHAIN3M 3aKIII0YaeTCs B
«TPEelyMCTBEHHOM»  000OLICHUH, aBTOMAaTHU3MeE
MBIIIJIEHUS, KOTOPOE CIEAYET IO YCTOSBIIMMCS
naTTepHaM MOBEJICHHs B 00IIeCTBE B TON MIJIM MHOM
COLIMAJIbHOW CHUTyaluuu. 3ajada WHKIIO3UBHOIO
o0IecTBa MPEOJIONETh MATEPHAIU3M B CTOPOHY
NPUHATUS Pa3HOOOPAa3HOro ombITa Kaxjaoro. Pas-
HooOpasue (diversity), paBeHcTtBo (equality), uH-
kio3us (inclusion) — CyIiecTBYIOT Ha JBYX HUMIIE-
paTuBax:
1) MopanbHblii, KOTOpBIM IOBBIIIAET CTENEHb
YECTHOT'O B3aMMOJECUCTBUS MEXIY JIFOAbMM, U IIbI-
TaeTcsl JAEKOHCTPYUPOBATH IPEKHHE BHUABI COLU-
AJIbHOW HECIPABENIIUBOCTH;
2) WucTpyMeHTanbpHBI, B KOTOPOM OOIIECTBO
BHHUMAET Pa3HOOOpa3ni0 MHEHUH, TEM CaMbIM II0-
Jy4asl IIMPOKUHM TOPU30HT IUIAHUPOBAHUS, CIIEKTP
KpEaTUBHOCTH.

[IpakTUKKM HMHKIIO3MM HEOOXOAMMBI TpyI-

mamM JIIO[[Gﬁ, KOTOPBIC Ha HWHCTUTYLIMOHAJIbLHOM H

S Todpman U. Cturma: 3aMeTku 06 yIpaBIeHUH MCTIOP-
4yeHHON upaeHTH4YHocThio. Y. 1: CTurma m conumanbHas
uaentnuHocth. Y. 2. KoHTpons Hax umHpopmanueid u
colManbHast UJEHTUYHOCTh (TmaBbI 3-6).
Iep. M. C. HobpsixoBoii. — Mocksa. — 2001. — URL:
https://www.hse.ru/data/2011/11/15/1272895702/Goffm
an_stigma.pdf (mata oOpamenus 05.11.2021).
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OBITOBOM YpPOBHSIX CTAJIKHBAIOTCS C SIBHBIM IIPOSIB-
JICHUEM CTUTMaTH3alluy, JUCKPUMHHALMU U Hapy-
IIICHHEM TIpaB yesioBeKa. MIHBamMaHOCTh yale Bee-
ro BOCIPUHMMAETCSI B JUCKPUMUHUPYIOIIUX JTUC-
Kypcax Kak omuoOka, Kkotopas Tpedyer aubo paau-
KaJbHOTO YCTPaHEHUs, INOO paJuKaIbHON 3a00THI.
B nepBom cnyyae MHBAIMIHOCTH CBSI3BIBAETCS CO
CTEPEOTHUIIOM, JHArHO30M, COCTOSIHUEM, JECBUAHT-
HBIM WJIM HEXEJIaTeJbHBIM IOBeAeHueM. Bo BTo-
pPOM cilydae 3a MHBIMIAMU HE MPHU3HACTCS MPABO
Ha JIeeCIIOCOOHOCTh, aBTOHOMHOCTh, aKTOPHOCTh U
cyObekTHOCTh. CXOJCTBA JIBYX MOAXOJOB — MTHO-
pUpOBaHME HYXXJ M MOTpeOHOCTEH, KOTOpbIE BBI-
CKa3bIBAIOTCS CaMHMHM JIIOIbMH, IyTeM JHIICHUS
ux npaB. MHKIIO3HS — 3TO HE IPOrpaMMBbl ajarnTa-
[IUM, UHTETPAUs U aCCUMUIIALIUS HYX]l, allPOIpH-
alys, TPUCBOCHUE, 3aMMCTBOBAHHUE, 3IIEMEHTOB
KyJnbTyphl JIpyrux. MHKII03UBHOE OOIIECTBO MpPO-
TUBOCTOMT COLMAIBHBIM MEXaHH3MaM, HCIOJIb3Yy-
IOIIMM pa3iuHble (POPMBI MCKIIIOYCHHS: PACH3M,
SUOMU3M, MEHTamu3M, OSUIKU3M, MUTPAHTCTKHIA
OIBIT, TepoHTO(OOUS U Ap. BaxkHO OTMETUTH, YTO
mobast popMa TUCKpUMUHAIIMKA 0Opa3yeT WHIPYII-
Iy U ayTrpyImy.

ATeHTCKasi MUCCHsI MMILJIEMEHTAIUK pellie-
HUS COLMAIBHBIX MPOOJIEM HampaBieHa Ha «JIHK-
BHIAIMIO OTOPBAHHOCTH OT MECTHOM cpepl»’ Ona-
rogapsi uHppactpykrype ropoga. Kakum obpazom
My3€ll CTAHOBUTCSI MHKJIIO3UBHBIM? Ba)xHO yuuTHI-
BaTh HECKOJIBKO (PAaKTOPOB:
— aJlanTanus Cpeapl;
— MH(POPMHUPOBAHHOCTH ITEPCOHATIA;
— IIEHHOCTb MPUHATHS pa3HOOOPa3HOro OIbITa TO-
CEeTUTEJICH, COTPYIHUKOB, XyA0)KHUKOB;
— HapTUIMIIATOPHOCTh MY3€HHBIX MPAKTHUK;
— CIleZIoBaHKE MPUHLUITY «HUYEro 0 Hac 0e3 Hacy.

" Ely B. (2009). Change and Continuity: the Influences
of Taoist Philosophy and Cultural Practices on Con-
temporary Art Practice. Sydney: Western Sydney Uni-
versity. 279.

MynbTHCceHCOpHas TpaHchopMmaius oTpa-
KaeTcsl B KOHIENTyalnbHOM HcKyccTBe 80—-90-x ro-
noB XX Beka: Onadyp Onumaccon, Tuno Cera,
Codu Kamnb, I'perop Illnaiinep u npyrue Xymox-
HUKHM NpPEUIararoT 3pUTENI0 OLLYTHTh IPOCTpPaH-
CTBO 3aKpBITbIMU I1a3aMu. «Ocs3aTenbHas 3CTETH-
ka» Jlopel Mapkc NOIYEPKUBAET IEPECTAHOBKY
IIATU YyBCTB OT APHCTOTEINS 10 HACTOSIIETO Bpe-
MeHU. TeopeTuku KyabTypbl, UCKYCCTBa, XyHOXK-
HUKH, KypaTopbl HCCIEOYIOT MYJbTHCEHCOPHOE
BOCIIpUSATHE Cpelnbl. B pa3BuUTUM My3es JaHHBII
MHTEpeC BOILIOMIAIOT B cebe Ha pydexe XX—XXI
BEKOB IapPTULUIIATOPHBIE IPAKTUKH, BKIIIOYAIOIIHNE
3pUTENBHOE U TEJIECHOE BOCIPUATUE YUACTHHUKOB:
nepdopMaHchl, pecTHBaNN, TakkKe pa3padboTKa My-
3€MHBIX IPOTrPAMM COBMECTHO C JIFOABMM C OIBITOM
COLIMAJIbHON TUCKPUMHHALIUH.

Puuapn Canpen B mMoHorpaduu «Mysen u
Oopsba C CONMAIBLHBIM HEPABEHCTBOM»® THCAI
«MY3€HWHBIE TPOCTPAHCTBA BIMSIOT HAa HMOLMUO-
HaJIbHOE M IICUXMYECKOE COCTOSIHME JIIOJEH uepes
MOBBIIIEHUE MX CaMOOLIEHKH, 3HAYUMOCTH M CO-
IIPUYACTHOCTH K NMPOUCXOALIEMY, a TAKKE OKa3bl-
BalOT 00pa30BaTebHOE M BOCIIUTATEIBHOE BO3/ICH-
CTBHE 4epe3 MpUoOpeTeHNe HOBBIX YMEHHH M KOM-
NETeHLUH, TaK HEOOXOAUMBIX B CaMOpeaTH3aIiH 1
camoopranu3anum»’. Ilo Muenuo WM. JIOHUHOM,
WHKJTIO3UBHBIA JM3aiiH, MHOOPMUPOBAHHOCTD JIIO-
nei ¢ 0COOBIMH KYJBTYPHBIMH MOTPEOHOCTSMHU O
(dbopMax my3eitHOl paboThI, a TAKXKE BCECTOPOHHEE
B3aMMOJICHCTBHUE C HHMH, BBICOKHI Mpodeccro-
HaJIbHBIH YPOBEHb CIELIMAIUCTOB MYy3€sl, BHEApE-
HUE aJallTUPOBAHHBIX IPOrpaMM BBICTYHAKOT OC-
HOBHBIMH KOMIIOHEHTAMU HHKIIIO3MH B MY3€HHOM
YUpEXKIECHUU.

¥ Sandell R. (2002). Museums and the Combating of
Social Inequality: roles, responsibilities, resistance. Mu-
seums, Society, Inequality. London: Routledge. 3-23.

? Ibid.
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B 2014 rony ®enepanbblii 3akoH Ne 419-
@3 yTBEp)KIAET HM3MEHEHHS B 3aKOHOJATENIbHBIC
akTbl P® 1o BompocaMm conManbHOW 3alUTHI HHBA-
JUIOB B CBS3M ¢ patudukanuerdn KoHBeHIUH o
npaBax UHBAIKUIO0B. OOHOBICHHBIN 3aKOH HE TOJb-
KO peryjaupyeT JOCTyIHOCTb, HO U TOBOPHUT O «pe-
abumuranun» ' u BKIIIOUEHHH B 00IIECTBO JIIOJIEH ¢
MHBAIMIHOCTHIO. B mocnenyromniie roasl 0osbioe
KOJINYECTBO OTEUECTBEHHBIX My3€eB paldoTaeT B
HaIlpaBJICHUH HMHKIIO3UM — My3ell COBpEMEHHOTO
uckyccrea «l'apax», ['ocymapcTBeHHBI My3eil
n3o0pasutenbHbIX uckycctB uUM. A. C. [lymikuna,
I'ocynapcrBennass TperbskoBckas ranepes, My-
3en-3anoBeqHuk llapunbiHo, Huxona-JIenusern,
Myseit CoBpemenHoro uckyccrsa [IEPMM, Ilpe-
suaeHtckui ueHtp b. H. Enpnuna, I'ocynapcteen-
HbI Opmutax, [IB3 «Manex», I'ocyjapcTBeHHBIH
Pycckuit My3eil. Ha mnomanke mocieHero oruen
COLIMOKYJIbTYPHBIX ~MCCIIEJOBAHUM, CYILIECTBYIO-
it nopsaka 30 jeT, NpakTUKYeT TEPAINNI0, MEIU-
aluy, aJanTUpOBaHHbIE 3aHATHA. W3 HemaBHUX
MaciuTabHbIX (ectuBaneil Pycckuit myseii nposen
npoekT «Apt-npeBpamenus. 2021» 16 ceHTsOps
2021 r. B MuxainosckoM cany. B TBopueckoii na-
O00paTOpHH COBMECTHO C XYyJIOKHUKAMH, MYy3ei-
HBIMM CIIELUAIMCTaMH, apT-TepaleBTaMH, BOJIOH-
T€paMM, XUTEIAMU IICUXOHEBPOJOTHUYECKUX WH-
TEpPHATOB, a TaKXe CTyJeHTaMHM biarorBopureins-
HOro (OHIA CHCTEMHOM NOJJIEPKKU JIOACH C
ayTU3MOM «AHTOH TYT pPAIOM» OBbUIM CO3/aHBI
caiircnennduunsie 00bekTH. Tema mabopaTopun
2021 roma — «Bo3Bpaienue B Mysei». BbiHyx-
nernast m3oisinus 2020 roma HaHecna ymepd py-

TUHaM, IpUBbIYKAM, 3aKpPCIIJICHHBIM HAaBbIKAM JIIO-

10 ®enepanbHbIl 3aKOH «O BHECEHUHM MU3MEHEHUH B OT-
JIeNbHBIC 3aKOHOAATeNbHbIC akThl Poccuiickoit denepa-
MY TI0 BOIPOCaM COIMANBHOM 3aIlUThI MHBAJHJIOB B
cBsi3u ¢ parudukanueii KoHBeHIIMM O TIpaBax WHBAIH-
noB» ot 01.12.2014 N 419-®3 (nmocnemHsss penaxius).
URL: http://www.consultant.ru/document/cons_doc L
AW 171577/ (nara obpamenwus: 06.11.2021).

Jed ¢ MEHTaIbHBIMM OCOOCHHOCTSIMH, BbI3Baja
CJIOKHOCTH C IOAJIEPKAHUEM KOHTAKTOB U KOMMY-
HUKanuu B nenoM. JlaHHbBA  QecTuBaib-
nabopaTopus BKIIOYAET MPOCTPAHCTBO Muxaitios-
CKOTO cajJia B MAJIOT C JKUTEJISIMU TOpoa, mpodec-
CHOHQJIBHBIM ~ COOOLIECTBOM  XYJOXXHHUKOB U
aytrpynmnoii. Ilenpto npoekra siBisercst GopMHpO-
BaHUE TBOPYECKOIO COOOIIECTBA JIHOAEH, TOTOBBIX
aKTUBHO Y4acTBOBATb B CO3/IaHUU aKTyaJbHOW WH-
KJIFO3UBHOW MY3€WHOW U TOPOJICKOMN CPEMBL.

[IpakTHKN «BKJIIOYEHHS» B My3€€ aKTHBHO
3aICUCTBYIOT IPEACTaBUTEIEH IUCKPUMHUHUDPYE-
MBIX TPyl B CO3JaHHUE IIPOEKTOB: IKCKYPCUH OT
JIIOIE ¢ MUTPAHTCKUM ONBITOM B My3ee HCKyc-
crBa IlerepOypra XX—XXI Bekos, JlureparypHo-
MemopuanbHbelil  My3ed  @. M. JloctoeBckoro B
2010 r. peann3oBan TeaTpajbHBIA MPOEKT C yya-
CTHUEM HECOBEPIICHHOJIETHUX OCYKICHHBIX, KypCBI
PYCCKOTO sI3bIKa IJIi MHIPAHTOB, Y30€KCKOTO H
IPY3UHCKOI'O JUIsl PYCCKOSI3BIYHBIX IIOCETUTEIEH B
I"apaxe, a Takke MCIONb30BAaHUE TAKTUIBHBIX MO-
neneit, mpudra bpaiins, mepeBoga TEKCTOB Ha
«SICHBIM S3BIK» U PYCCKHM JKE€CTOBBIN A3BIK BO MHO-
I'MX MYy3€HHBIX HHCTUTYLUSX.

WHKI103MBHBIE IPAKTUKU HAIIPaBJIEHHBI Ha
00pb0y C COIHMAIBHBIM HCKIIOYEHUEM, KOTOpPOE
XApaKTEpU3yeTCs OTKa3oM OT IPUHAIICKHOCTH
OMHOM WM  HECKOJbKHUM  (yHIaMEHTAIbHBIM
cTpyktypam oOmectBa. M. IllamoBan cBsi3biBaer
COLIMAIBHYIO JKCKIIIO3UIO HE C Trpajaluedl Hepa-
BEHCTBA, a C IByMsI ()aKTOpaMU COIMAIBbHBIX MPaK-
TUK: «l) Hamuuue WIM OTCYTCTBHE OTAEIBHBIX
MPU3HAKOB (TIPOMCXOXKJICHHS, OHMOMCHUXOCOIHAIb-
HBIX XapaKTEPUCTUK YEJIOBEKa, BO3pacTa, I0Ja,
oOpa3oBaHMs, BIIACTH, BIaJeHUS WHGOPMAIUECH,
pPENIUTMO3HONM TPUHAJIEKHOCTH U T. 1.), B COOT-
BETCTBUU C KOTOPBIMHM 4YEJIOBEK WHKIIO3UPOBAH B
OJIHA COLMAJIBHBIE CTpPaTbl U HKCKIIO3UPOBAH W3
Apyrux; 2) ocnabieHue (QyHAaMEHTAIbHBIX JUIA

(YHKIMOHMPOBAaHHUS OOIIECTBA M YEJIOBEKAa COIH-
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QJBHBIX TTOJACUCTEM (COITMATbHOM, SKOHOMUYECKOM,
MHCTUTYLIHOHAJIIbHOW, TEPPUTOPUAIILHOM, CHUMBO-
JMYECKUX OTHOUICHHU), H3MEHSIOIIee KadeCTBO
BCeil cuctemMbi»!!. AKueHTHOI Heelt aBTopa sBIis-
eTCs TE3UC O «BKIIOYAEMBIX», «BKIIOYAIOLIUXCS,
«HEBKJIFOYaEMBIX» Kak (pakTopax WHTEpIpETAINH
MHKJTIO3UHU U SKCKITIO3UH, BIMSAIOUINX HA (hOPMUPO-
BaHUE CAMOUJICHTHYHOCTH YeJIOBeKa C MHBAIUIHO-
ctpio. [IpoGiieMa CyOBEKTHOCTH M OOBEKTHOCTH
pacKpbIBaeTCs B UCCIEAOBAHHUIX B COLIMOJIOTOB M
IcuxojioroB: M. AcTosHII,
1O. Adonwvkunoii, A. Jlebenesoii, 1. CyBopoBOH.

. Poccuxunoi,
ConuanbHOE HCKIIOYEHMS, IO MHEHMIO
@. OappuHITOHA, NMPOUCXOAAT B OJHOM WIM He-
CKOJIbKMX COLMAIBHBIX CTPYKTypax'? B ys3BieH-
HBIX TpyHIax:

1) CoumanbHas: cembsi, ppIHOK TpyZa, OKpY-
KeHue, oObeIMHEHHE IIoAell ¢ oOmmuMu
UHTEPECAMU;

2) DkoHOMHYECKas: 3apaboTHas IUiaTa, COIHU-
allbHOE OOECIeYeHrne, PBIHOK TOBAPOB U
IIPEIOCTABIIIEMBIE YCIIYTH;

3) HuctuTynuoHanbHas: 3aKOHOJATENBCTBO,

oOpazoBaHHe, 3/IpaBOOXpaHEHME, IPaBO3a-
IIUTHAs! CUCTEMa, IOJTMTUYECKHE MTPaBa;

4) TepputopuaibHas: uHppa-

CTPYKTYpa;

MHUTpaLus,

' MTanosan Y. CounasnpHas HHKITIO3US JIUIL C OTpaHHU-
YEHHBIMH BO3MOKHOCTSMH 3/I0pOBbS Jie-Iope W [ie-
(haKTO: «BKIIOYAEMBIE», «BKIIOYAIOMINEC», «HEBKIIO-
yaroruecs» // BectHuk banruiickoro ¢enepaibHOTO
yHuBepcurera M. U. Kanta. Cepust: @unonorus, nena-
roruka, ncmxomorus. — 2019. — Nel. URL:
https://cyberleninka.ru/article/n/sotsialnaya-inklyuziya-
lits-s-ogranichennymi-vozmozhnostyami-zdorovya-de-

yure-i-de-fakto-vklyuchaemye-vklyuchayuschiesya (na-
ta oopamenus: 09.11.2021).

12 Farrington F. (2002). Towards a useful definition:
Advantages and criticism of «social exclusion». Ac-
cessed November 11, 2021, URL:
https://www.researchgate.net/publication/242513425 T
OWARDS A USEFUL DEFINITION ADVANTAG

ES _AND_CRITICISMS OF SOCIAL EXCLUSION

5) CuMBoiM4YecKas: HACHTUYHOCTb, CaMoO-
OLIEHKA, IEPCIEKTUBbI, MOTUBALIMSL.
M. IllexounxuHa, MEHEKEp OTIeNa WH-
KIJIIO3UBHBIX IpOrpaMM My3est COBPEMEHHOI0 HC-
«"apax», CTPYKTYD

@®. @appuHITOHA B KAaYECTBE NEPCIEKTUBHBIX WH-

KyCCTBa NPUBOJAUT  TIATh
KIIIO3UBHBIX HanpasiieHul («IloHumanue u peanu-
3allUs MHKJIIO3UM B POCCHUCKUM My3esx»'?). Dror
CIIEKTp JIEMOHCTPUPYET 30HBI AUCKPUMHHALUHU U
CTUIMaTU3alMM ayTrpymi. B poccuiickom mys3en-
HOM WHKJIFO3UBHOM OIBITE Yallle PacCMaTPUBAIOTCS
MPAKTUKU BKJIIOYCHHS JIIOACH C MHBAJIUIHOCTHIO B
COBMECTHYIO JIeITEIbHOCTh, paboTa ¢ MPUHATHEM
Jpyroro Kpome JIOAEH € ONBITOM HMHBAJIHUIHOCTH
TaKXe OCYIIECTBISIETCS B My3€sX, HO BCTpeYaeTcs
ropaszio pexe.
My3seli  cOcOOCTBYeT — IOJIOKUTEILHON
CTUMYJIILIMU U3MEHEHUH B OOIIECTBE, MPOUCXOAUT
mporecc padboTel co cTurMoii. MccnenoBarensHuma
A. HoBukoBa B pabore «CTturma B My3eoJorHye-
CKOM JHMCKYpPCe» TOBOPUT O CTPATErusx IeCTUrMa-
TU3allUU B OCHOBY KOTOPOMW JIOJKATCs CIETYIOLIHE
3aJauy: BKJIIOUEHHE B MY3EHHYIO Cpey HaIpaBiie-
HUS 10 PabOTEe CO «CTUTMAaTH3UPOBAHHBIMU TPYI-
namu HaceleHusn»'*, BKmro4as paspaboTKy W pea-
JU3AIMI0 METOAMK PabOThl CO CTUTMOM, CO3/1aHUE
yCIIOBUU 71 «CBOOOMHOHN peduiekcuu Haj Tpel-
PAcCCy/IKaMH ¥ COLUAILHBIMHU SIPJIbIKAMU»!>.,

1 Iexounxuna M. TToHNMaHue ¥ peann3amus HHKIIO-
3Ud B poccuickux mysesx. The Garage Journal: uccne-
JIOBaHUS B 00JaCTH MCKYCCTBa, MY3€€B U KYJIbTYpPBI. —
Mockaa. — 2020. — URL:
https://thegaragejournal.org/files/03/345 784dbb4c7b74
22e09283aeb439931132e114f73f.pdf (nara obpamenus:
13.11.2021).

'Y HoeukoBa A. «CHrMa» B My3€0JIOTHUECKOM JHCKYP-
ce // Bectauk CIIGI'MIK. — 2021. — Nel (46). — URL:
https://cyberleninka.ru/article/n/stigma-v-
muzeologicheskom-diskurse (mata
07.11.2021).

1> Tam xe.

oOparieHus:
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[poext «HKIIO3UBHBIA My3ei»'® ¢ 2017
rofla peanu3yeT T'paHTOBble, HH(POPMAIMOHHBIE,
MPOEKTHBIE (HOPMBI B3aUMOACHCTBUS C MHCTUTYLIHU-
MM C LIEJBI0 YJIYYIIEHHUS CUTyallUM COLMAIbHOMN
WHKJTIO3UM JIIOJIeW ¢ WHBAIMJHOCTBIO B OOIIIe-
CTBEHHYIO XM3Hb U IIPOCTPAHCTBA, a TAKXKE OCY-
IIECTBISIET WH(OPMHUPOBAHUE CIIELUAINUCTOB O CO-
OBITUSIX IS TPOodecCHOHANOB B cepe My3eHHOi
MHKITI03UH. B xozme mepornpustuii st npogeccuo-
HAJIOB K OKOHYAHHIO MPOEKTOB H3JAIOTCA MHGOP-
MAallMOHHbIE MaTepHUalbl, KOTOPbIE NPU3BAHBI IO-
MOIIb MY3€HHBIM COTPYIHHMKAaM HayaTh pabOTaTh
WIN CTPYKTYypUPOBATh CYILECTBYIOUIUE MPOEKTHI B
cdepe nnkio3un. Hanpumep, «HKITIO3UBHBINA MYy-
3ei» MyONMKYeT YEeK-JIMCTBI C TNPHOPHUTHU3ALUEH
3a/1a4 JJIs OpraHU3alMy UHKIIIO3UU B MHCTUTYLIUH,
CCBLIAsICh Ha ONBIT NPHUBJIEUYEHHBIX CIIELMATIUCTOB
U3 pa3HbIX oOnacTeil Hay4HBIX M MPAKTHUYECKUX

3HaHuii. OCHOBHBIC 3Tarbl!’

, C KOTOPBIX CIEAyET
HayvaTh pabOTy HaJ MHKIIO3UEH B My3ee:
1) W3yueHue ombITa KOJUIET, KOHCYJbTallUU
CIELIMAJINCTOB;
2) AHanu3 CcHUTyalluM M COCTaBJICHUE ILJIaHa
JNEUCTBUN C IPUOPUTHU3ALMEH 3a/1a4;

3) IlpuBneuenue osKcreproB (O6IAroTBOpHU-
TeNbHbIe (OHMABI, OOIIECTBEHHBIE OpraHU-
3allUM, CHEUATIU3UpPOBAHHBIE  YUpEkKIe-

HHUS);

4) BoBneueHue LENEBOH aynuTOpHH, OOpaT-

Hasl CBS3b;

5) OOyueHue C MPHUBJICUYECHUEM CICIUAIUCTOB

U3 MyHKTa TpU (BCEX COTPYAHHUKOB MYy3€s,

HE TOJIbKO KCKYPCOBOJIOB);

6) Peanmusauus nmporpamMmsl U cOOp JaHHBIX;
7) UndopmupoBanue o0 HHKIIO3MH B My3ee

(CMU, neuarHble MaTepHalibl, CalT, COLU-

' Ynkmosusneii Myseit. — URL: https:/in-museum.ru/
(mara obpammenus 06.11.2021).
7 Tam xe.

anpHble ceTH, paccbuika HKO, kongepen-

1IUH).

B Poccun Ha TaHHBII MOMEHT T€Ma UHKIIIO-
3UBHOCTH HE fBINsieTCS (DYHIAMEHTAIBHOM, a CKO-
pee aKTyalbHOM, MOJHOM TEHICHLHMEN B OTCYT-
CTBMM MOIIHOH aKTHUBUCTKOH HEATENHHOCTH, 00-
LIECTBEHHBIX ABWXKECHUN. MHCTUTYIMM camocTos-
TEIbHO WHULMHUPYIOT HUCCIEJOBAHMUSI U IIPOEKTHI,
OTTaJIKUBAsACh OT OIbITA YK€ PEAIN30BAHHBIX MPO-
rpamm kosurer B Poccun u npyrux crpanax. Ilepe-
JIOBbIe 00pa3oBaTeIbHbIE KypChl, BOPKIIOIBI, KOH-
depeHnun ans MPoQPecCHOHATBHOTO COOOIIeCTBa
MHUIMHUPYIOTCS 00JIee ONBITHBIMU KOJUJIETAaMH JIPYT
Ui pyTa, ¢ MPUBJIEUYEHUEM DKCIEPTOB U3 APYTUX
CTpaH, 0OpaTHON CBSI3U OT MPEACTABUTENECH «ys3B-
JeHHBIX» coobmiecTB. Hampumep, myseir u3o0pa-
sutenpHbIX uckycctB uM. A.C. Ilymkuna B 2021
rojly U3JaJl TEKCT HEUPOYUYEHOTO0 U MY3€MHOI0 Me-
tomucra A. CopokuHa «JlocTynHbiii My3ei. Tpu
9KCKypcud. ONBIT IPOBEIEHUS SKCKYPCHUl U1 MO-
CEeTUTENIE C pPacCTpPOMCTBAMM ayTHUCTHUYECKOIO
CIIEKTpa, HApyLICHUSIMHM HHTEJJIEKTA M JIEMEHLH-
eli» 00 OIBITE JIEKTOPOB-UCKYCCTBOBENOB My3es's.
Take «Myseil  omymenui»'® —  onaiin-
wat¢opMa HayyHBIX W TOMYJSPHBIX TEOpETHYe-
CKHX TEKCTOB 00 HHKIIIO3MM, NMPAKTHUYECKOM MY-
3€MHOM OIIBITE, Pa3MEIIEHHOM B OTKPBITOM JIOCTY-
ne Ha caiite My3ses «l apax». B CILIA u ctpanax
EBponsl mono0Hass MHUIIMATUBHOCTH HCXOIHUT OT
Jua AMCKpUMHUHUPYEMBIX rpynn. Pakype nmoaxona
B Poccun ornmuaercs, HO TakK€ COOTBETCTBYET

'8 TMoctynuelii Myseit. Tpu skckypcun. OIBIT IpoBeie-
HUS SKCKypCcHUH JUIsl TIOCETHTENEH C paccTpoiicTBamMu
AyTHCTUYECKOTO CIIEKTPa, HApYLICHUSIMH MHTEIJICKTA U
nemennuerr / ABT. TekctoB A.B. CopokuH; pern.
A. B. UrnarseBa. — MockBa: T'MUU um. A.C. ITymku-
Ha, 2021. - C. 2.

19 Mys3eit ourymenuii. My3seii COBPEMEHHOTO HCKYCCTBA
«Tapaxx». — URL: https://garagemca.org/ru/diversity-
and-inclusion (nmata o6pamenus 06.11.2021).
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rio0anbHOMY (EHOMEHY JE€MOKpaTH3aluu oOle-
CTBa, MHKJIIO3UH, JBIKEHUS 32 pa3HooOpasue.
My3eitHble uccieI0BaTeNld MOIHUMAIOT BO-
IIPOCHl ATHKH, ydacTus, coydactus c¢ [pyrum, ne-
KOHCTPYUPYIOT MOHATHUS «HMCKIIOUEHHOT0», MOIy-
JSPU3HUPYIOT LIEHHOCTH PaBHBIX CBOOOX M TIpasB,
0oJiee UyTKOT'O0 ¥ BHUMATEIHHOIO MOJIX0/1a K UHAN-
BHUJlyaJIbHOMY OIIBITY nocerutesnei. B Poccun koH-
HEeNIHs pa3sHooOpas3us U MPHUHATUS HEOIHO3HAYHA,
TaK KakK 4alle BCEro B XO/1€ NHKIIIO3UBHBIX IIPAKTHK
MI0/Ipa3yMEBAETCsl BKIIOYEHHE B JONOJHUTEIbHBIE
IIPOrpaMMBbl U MPOEKTHI JHOAECH ¢ MHBAIUIHOCTHIO,
peXe YUUTHIBAIOTCS JPYTHE OIBITHI JUCKPUMHHA-
UWUA: MUTpals, MapruHaJIU3UPOBAHHBIE TPYIIIbI
HacejeHus (OTOBIBAIONIME MM OTOBIBIIIME HaKa3a-
HUE B MCIPABUTENBHBIX YUPEXKIECHUSAX MOAPOCTKU
U B3pOCIBbIE JIION), TUCKPUMHUHALIUS OTHOCHUTEIb-
HO TOXKMIIBIX JIOACH, pachl, s3blka U aAp. Taxxe
CYLLIECTBYET IIPOTUBOpEUHE B TekcTe DenepanbHo-
ro 3akoHa Ne 273-D3, KOTOpHIH IIaCUT, YTO «JUC-
KPUMHHALIUSA, TO €CTh HapylIeHUE MpaB, CBOOO] U
3aKOHHBIX MHTEPECOB YE€JIOBEKa M TpakJaHWHA B
3aBUCUMOCTU OT €ro II0JIa, Pachl, LIBETa KOXKH,
HAIlMOHAJIBHOCTH, A3bIKA, INPOMCXOXKICHUS, HMY-
LIECTBEHHOI'0, CEMENHHOr0, COLMAIBHOIO M JI0JIXK-
HOCTHOI'O TIOJIOKEHMSI, BO3PacTa, MECTa KHUTEIb-
CTBa, OTHOIICHUS K PEJIUTHH, yOSKICHUN, TPUHAM-
JISKHOCTU WJIM HETPUHAUIEKHOCTH K OOILIeCTBEH-
HbIM OOBEIUHEHUSM WIH KAKUM-THOO COIHAIb-
HBIM TpYIIaM, — BIEUET HAJIOKEHHUE aIMUHUCTpa-
tuBHOro 1mrpadan’’ ¢ crarbeit 6.21 KoAll P®D, B
KOTOpPOM YCTaHOBJIEHA OTBETCTBEHHOCTb 3a «IIPO-
Iara’jly HETpPaJULMOHHBIX CEKCyaJbHbIX OTHOILIE-
HUN CpeIy HECOBEPILIECHHOJIETHUX» W IONPAaBKH B
Koucturyuuto PO ot 2020 roga o 3amure UHCTU-
TyTa Opaka MeXAy MYXYWHOW M keHIuHOU. Ta-

20 denepanbublit 3ak0H Ne 273-D3 «O6 06pazoBaHuyu B
Poccuiickoit @enepaunn» (2012, 30 gekadbps) Odunu-
abHBIH MHTEPHET-NIOpPTall NPaBOBOM HHGOpManuu. —
URL: http://publication.pravo.gov.ru/Document/
View/0001201212300007 (01.11.2021).

kuMm oOpaszoMm, JII'BT coolmiecTBO HaxoAawTcs B
CIIEKTpE YS3BJICHHBIX ayTTPYIII, IIpaBa KOTOPHIX HE
MOJIEP’KUBAIOTCS 3aKOHOAaTeNbHO. [ToBos uTOT,
MOXHO OTMETUTB, YTO CYLIECTBYIOT OTIMYUTEIb-
HBIE YepThl pPa3BUTUSA HMHKIIO3UM B Poccum ot
CIIA u crpan EBpombl: 0COOEHHOCTH HHKIIIO3MU
pasHBIX TPYIN HACEJICHMs, UHKIIO3UBHAS WHUIIMA-
TUBA UCXOJAT U3 UHCTUTYIUH, CTPATETHH Pa3BUTHSA
WHKJTIO3UBHBIX MPOEKTOB. VHCTHTyIMOHAIbHAs
cpeza Mo3BOJIAET Yepe3 aKTUBHOE y4acTHE U3ydaTh
IperoiaraeMble TUIIOTE3bl, HAKAIIMBATh Jl0Ka3a-
TeNbHYyI0 0a3y, coOMpaTh AaHHBIE U WH(OPMAIIHIO
0 pe3yJibTaTax, aHaJU3UPOBATh U CO3/aBaTh HOBBIC
(bopMaThl HHKIIIO3UBHOTO B3aMMOACHCTBUSL.

Cnucok JauTeparyphbl

Konekc myseiinoit stuke MKOM. MKOM Poccun. —
Mocksa, 2007. — C. 16.

I'pycman B. Myseii B cucreme popMupoBaHusi Hamo-
HaJIbHO-TOCyAapcTBeHHON uumen / B. M. I'pycman. —
CII6: Poccuiickumii aTHOrpadmueckuii mysei. — 2007. —
263 c.

Sandell R. (1998). Muséums as agents of social inclu-
sion. Muséum management and curatorship, 17(4),
401-418.

Jlemenko A. I'. IloctkpuTHueckas myseosorusi // Bo-
npocsl My3eonoruu. —2017. — Ne 2 (16). — C. 22-29.

Chamberlin, J. (1978). On our own: Patient controlled
alternatives to the mental health system. New York:
McGraw-Hill.

lopman U. Cturma: 3ameTku 00 ympaBlICHUH HCIOP-
4yeHHON uaeHTH4YHocThio. Y. 1: CTurma m conumanbHas
uaentnuHocth. Y. 2: KoHTposns Han uwHpopmanued u

conuanbHas WUJICHTUYHOCTh (rmaBbI 3-6).
[ep.M.C. Ho0OpsikoBoii. — MockBa : Beicmas 1mkona
SKOHOMMKH. — 2001. — URL:

https://www.hse.ru/data/2011/11/15/1272895702/Goffm
an_stigma.pdf (mata oOpamenus 05.11.2021).

Ely B. (2009). Change and Continuity: the Influences of
Taoist Philosophy and Cultural Practices on Contem-
porary Art Practice. Sydney: Western Sydney Universi-

ty.
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Sandell R. (2002). Museums and the Combating of So-
cial Inequality: roles, responsibilities, resistance. Muse-
ums, Society, Inequality (pp. 3-23). London: Routledge.

Oenepanbublid 3aKOH «O BHECEHHM H3MEHEHHM B OT-
JlelbHBIE 3aKOHOJaTeNbHbIe akThl Poccuiickoit denepa-
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moB» ot 01.12.2014 N 419-®3 (mocnenHss
penakuus). URL: http://www.consultant.ru/document/c
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[Manosan M. CoumanbHas MHKITIO3MS JIUL] C OTpaHUYEH-
HBIMH BO3MOKHOCTSIMH 37I0POBBSI Je-fope U Je-(akTo:
«BKIIIOYAEMBIE», «BKIIOYAIOIINECS, «HEBKIIOYAOIIIC-
csi» // Bectauk bantuiickoro ¢enepanbHOro yHUBEPCH-
tera uMm. W. Kanta. Cepus: dunonorus, negaroruka,
ncuxonorus. —  2019. - Nel. -  URL:
https://cyberleninka.ru/article/n/sotsialnaya-inklyuziya-
lits-s-ogranichennymi-vozmozhnostyami-zdorovya-de-
yure-i-de-fakto-vklyuchaemye-vklyuchayuschiesya (na-
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Farrington F. (2002). Towards a useful definition: Ad-
vantages and criticism of «social exclusiony. Accessed
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DIVERSITY AND INCLUSION
IN THE CONTEXT OF CONTEMPORARY MUSEUM PRACTICES

The article examines inclusion in the context of
contemporary museum programs. The development of
inclusive museum projects is analysed, as well as the
correlation with a change in the approach to understand-
ing inclusion in Russia and in world practices: the in-
clusion of persons with disabilities in a full-fledged so-
cial and cultural life to inclusion as a culture of diversity
and acceptance in society.

Modern museum educational, educational, re-
search projects change consistently in the sociocultural
context. The emergence of inclusive programs reflects a
paradigm shift in the understanding of disability in soci-
ety. Until 1965, the medical model of understanding
disability prevailed. Disability is characterized as a
medical phenomenon: disabilities are counted as “de-
fects” that need to be cured or corrected in order for a
person to become healthy. Initially, it is assumed that
disability is an indicator of a person's “ill health”. The
medical model determines the treatment, the necessary
corrective or curative therapy, as well as the creation of
special auxiliary services, closed medical institutions.
The model was criticized for stigmatization, oppression,
discrimination against people with disabilities. In 1980,
the World Health Organization published recommenda-
tions for working with people with disabilities, which is
based on the use of the terms "impairment", "limitation
of life activity", "social failure".

In 1966, disability-experienced researcher Paul
Hunt publishes the essay Critical Condition. The author
criticizes the medical model of disability and focuses on

the formation of an economic and social restrictive and
protective attitude towards people with disabilities. The
unequal status also determined the legal issue. The so-
cial model of disability does not deny the existence of
mental, physical characteristics, contributes to an
adapted approach to the creation of programs, the defi-
nition of treatment, the necessary assistance. The main
difference from the medical model is the change in the
concept of disability as an obstacle and limitation of
activity. In 1976, UPIAS redefined disability based on
ideas from Paul Hunt. UPIAS topical ideas spoke about
problems in society, social structures, infrastructure.
Thus, the environment becomes the main source of so-
cial exclusion.

The movements for equal rights for people with
disabilities contribute to the formation of several laws
that oblige the infrastructure to work on the environ-
ment in education, cultural institutions, medicine,
transport accessibility, etc. The article's primary focus is
inclusive practices in museums worldwide and reflects
on Russia's experience, as well as the analysis of partic-
ipation in museum inclusive programs and projects.

Key words: inclusion, museum inclusion, neu-
rodiversity movement, diversity, accessibility, accessi-
ble environment.

| 3(44) 2021 |

© W3patenbctBo «3inaoc», 2021. ToNbKO ANA ANYHOMO UCMOIb30BaHMA.
© Publishing House EIDOS, 2021. For Private Use Only.

MesKayHapOoAHbIN }KypHaa UCCNef0BaHNI KyAbTYpbl A
International Journal of Cultural Research u

www.culturalresearch.ru

75



Topic of Issue

Polina V. KRAVCHENKO

DOI: 10.52173/2079-1100_2021_3_66

BusyasbHadA KyJibTypa / Visual Culture

| Diversity and Inclusion in the Context of Contemporary Museum Practices |

References

ICOM Code of Ethics for the Museum. (2007). ICOM
Russia. 16-17.

Grusman V. (2007) Musei v sisteme formirovania na-
zionalno-gosudarsvennoy idei [Museum in the system
of formation of the national-state idea], V. M. Grusman.
Russkiy Ethnographicheskiy Musei. (In Russian).

Sandell R. (1998). Muséums as agents of social inclu-
sion. Muséum management and curatorship, 17(4),
401-418.

Leshchenko A. (2007). Postkriticheskaya museologia
[Postcritical museology], Voprosy museologii, 2017.
22-29. (In Russian).

Chamberlin, J. (1978). On our own: Patient controlled
alternatives to the mental health system. New York:
McGraw-Hill.

Goffman 1. (2001). Stigma: zametki ob upravlenii
isporchennoy identichnostiu. Ch. 1. Stigma i sozialnaya
identichnost’. Ch. 2. Kontrol’ nad informaziei I
sizial’naya identichnost’ (glavi 3—6) [Stigma: Notes on
Managing Spoiled Identity. Part 1. Stigma and social
identity. Part 2. Control over information and social
identity (chapters 3—6)]. Tr. Dobryakova M. Vusshaya
shcola ekonomiki.
https://www.hse.ru/data/2011/11/15/1272895702/Goffm
an_stigma.pdf, (Accessed November 05, 2021). (In
Russian).

Ely B. (2009). Change and Continuity: the Influences of
Taoist Philosophy and Cultural Practices on Contem-
porary Art Practice. Sydney: Western Sydney Universi-

ty.
Sandell R. (2002). Museums and the Combating of So-

cial Inequality: roles, responsibilities, resistance. Muse-
ums, Society, Inequality (pp. 3-23). London: Routledge.

Federal'nyi zakon «O vnesenii izmenenii v otdel'nye
zakonodatel'nye akty Rossiiskoi Federacii po voprosam
social'noi zaschity invalidov v svyazi s ratifikaciei Kon-
vencii o pravah invalidov» ot 01.12.2014 No. 419-FZ
(poslednyaya redakciya) [Federal Law «On Amend-
ments to Certain Legislative Acts of the Russian Fed-
eration on Social Protection of Persons with Disabilities
in Connection with the Ratification of the Convention
on the Rights of Persons with Disabilities» dated
01.12.2014 No. 419-FL (last edition)]. URL:

http://www.consultant.ru/document/cons_doc LAW 17
1577/ (Accessed November 06, 2021). (In Russian).

Shapoval 1. (2019). Social'naya inklyuziya lic s ograni-
chennymi vozmojnostyami zdorov'ya de-yure i de-
fakto: «vklyuchaemye», «vklyuchayuschiesya», «nev-
klyuchayuschiesya» [Social inclusion of persons with
disabilities de jure and de facto: «included», «not in-
cluded»], Vestnik Baltiiskogo federal'nogo universiteta
im. I. Kanta. Seriya: Filologiya, pedagogika, psihologi-
ya. 1. https://cyberleninka.ru/article/n/sotsialnaya-
inklyuziya-lits-s-ogranichennymi-vozmozhnostyami-
zdorovya-de-yure-i-de-fakto-vklyuchaemye-
vklyuchayuschiesya (Accessed November 09, 2021).
(In Russian).

Farrington F. (2002). Towards a useful definition: Ad-
vantages and criticism of «social exclusiony. Accessed
November 11, 2021, from ResearchGate:
https://www.researchgate.net/publication/242513425 T
OWARDS A USEFUL DEFINITION ADVANTAG
ES _AND_ CRITICISMS OF SOCIAL EXCLUSION

Shchekochikhina M. (2020). Ponimanie i realizaciya
inklyuzii v rossiiskih muzeyah. [Understanding and re-
alizing inclusion in Russian museums], The Garage
Journal: issledovaniya v oblasti iskusstva, muzeev i
kul'tury. URL:
https://thegaragejournal.org/files/03/345 784dbb4c7b74
22e09283aeb439931132e114f73f.pdf (Retrieved No-
vember 13, 2021). (In Russian).

Novikova A. (2021). «Stigma» v muzeologicheskom
diskurse [«Stigma» in museological discourse], Vestnik
SPbGIK, 1. https://cyberleninka.ru/article/n/stigma-v-
muzeologicheskom-diskurse (Accessed November 07,
2021). (In Russian).

Inclusive  Museum. https://in-museum.ru/ (Accessed
November 06, 2021).

Accessible museum. Three excursions. Experience in
conducting excursions for visitors with autism spectrum
disorders, intellectual disabilities and dementia [Acces-
sible museum. Three excursions. Experience in con-
ducting excursions for visitors with autism spectrum
disorders, intellectual disabilities and dementia], Ed.
texts by A.B. Sorokin; ed. A.V. Ignatiev. Pushkin State
Museum of Fine Arts A.S. Pushkin. 2-3.

Museum of Sensations. Garage Museum of Contempo-
rary  Art. https://garagemca.org/ru/diversity-and-
inclusion (Accessed November 06, 2021). (In Russian).

| 3(44) 2021 |

© W3patenbctBo «3inaoc», 2021. ToNbKO ANA ANYHOMO UCMOIb30BaHMA.
© Publishing House EIDOS, 2021. For Private Use Only.

MesKayHapOoAHbIN }KypHaa UCCNef0BaHNI KyAbTYpbl A
International Journal of Cultural Research u

www.culturalresearch.ru



Teopua KynbTypbl

HuHa HukonaesHa COCHA

DOI: 10.52173/2079-1100_2021_3_77

BusyasbHadA KyJbTypa / Visual Culture

| Uck1l0ueHHas «areHTHOCTh». O (He)nepeHOCUMOCTH HEKOTOPBIX eCTEeCTBEHHOHAYYHbIX MO e-

Jiel Ha MaTepPUI0 COLMA/IbHbIX HAYK |

Huna Huxkomaesna COCHA

Wncruryt dpunocopun Poccuiickoii akageMun HayK

109240, Poccwuiickas @eneparus, r. Mocksa, yi. ['ordapras, 1. 12/1
Kanmunar ¢mwiocodeknx Hayk,

Crapmmii HayIHBIH COTPYIHUK

ORCID 0000-0002-6881-0400

E-mail: phljml@yandex.ru

NCKIIOYEHHASA «<-ATEHTHOCTDb».
O (HE)IEPEHOCUMOCTHU HEKOTOPBIX ECTECTBEHHOHAYYHBIX MOJIEJIEA
HA MATEPHUIO COIIMAJIBHBIX HAYK

B ycnoBusix Hapacraromed TEHISHIHU IIO-
HOBOMY CTPYKTYPHUPOBaThb T'YMaHWUTapHOE 3HAHHE MpPU
MOMOIIM 3aMMCTBOBAaHUSI HEKOTOPOH TEPMHUHOIOTHUH U
YaCTUYHO apryMEHTAallMd €CTECTBEHHBIX HayK (MHGOp-
MAalMOHHBIX TEXHOJOIWH, MOJEKYJSIpHOH OHOJIOTHH,
9IIEMEHTApHON (PU3UKH) aBTOp oOpaliaercs K MOTeHIH-
ally MEepeBOJUMOCTH MEXAY Pa3HbIMH AWCLMITTHHAMH,
Ha 3ToT pa3 aHanu3upysa meron K. bapan. Hecmotps Ha
MPOUCXOXKACHHE U3 KBAaHTOBOM MEXaHHWKH, METOJ
areHTHOTO peajn3Ma 3asBISIETCS KaK YHHBEPCAJIbHBIMH,
MPUTOJHBIA Ul KaKUX YTOAHO MacIiTabOB W MaTepuil,
W CTaBUT TOJ COMHEHHE YETKOCTh pa3fCieHUs] MEXIY
COLMAIBHBIMU TIPAKTUKaMH (AUCKypca, MOIUTHKH) U
9KCTIepUMeHTaMu B Hayke. COOTBETCTBEHHO, HCIIOB3Ys
KOMIUJIEKC TaKHUX CIIOXKHBILMXCS TEPMHUHOB, KaK KBAaHTO-
Basl CIEIUIEHHOCTH (entanglement), u3MepeHue, amma-
par, nudpakius, a TakKe BHOBb (OPMYIUPYEMBIX,
MpeXJie BCEro, «areHTHBIN paspes», bapan npennomnara-
€T TMOJYyYUTh CUCTEMY ONHCAaHHs H OJHOBPEMEHHO
MPaKTUYECKOTO JEHCTBUSA, KOTOpas Mo3Boimia Okl He
TOJIBKO OOBEKTHBHO ONMCHIBATH IPOUCXOIAIIEE BOKPYT,
HO M JOCTHYb «OTKPBITOCTH Oyaymiero». PekoHcTpyu-

I 1CTOpI/I$I B3aMMOCBsI3eil ¢punocopun u

HAayKd HACUUTBHIBAET HECKOJIBKO CTO-
netuil. OJHAKO OCMENHMMCS IPEAINONIOKHUTh, 4YTO
€/1Ba JI B HOBOM 3pe OBLIM MEPUO/Ibl, CPABHUMBIE C
HBIHEIIHUM II10 BIUSHHUIO €CTECTBEHHBIX HAyK Ha

pysl HEKOTOpHIE YacTO HE OYEBHMJHBIE CBSI3KM BHYTPH
JTUCKYPCUBHBIX «cCLeEIuIeHHocTel» bapan, a Takxke
KpaTKO OCTaHaBJIMBAsACh Ha OJHOM U3 €€ HOBBIX NpHMe-
POB M3 00JacTH MPOCTEHIINX >KUBOTHBIX, aBTOp Mepe-
XOJOUT K XapaKTepHCTUKaM BO3MOXKHOI'O COLIMAIBHOIO
MOJIX0/1a, KOTOPBIM 3KCTpanoauposai Obl bapanosckue
pa3MeTKH M ONEpalliy HCKIIOYEHHs] Ha APYTHUE YPOBHH,
OT HEYEIOBEYECKOTO K HE-TOJIbKO-HEUEIOBEUECKOMY
(mo aHAJIOTUM  C  KaTeropuel  «He-TOJIbKO-
YeJI0OBEUECKOro» Apyroil McciaenoBaTeNbHUIIBI, TAKXKe
paboratomieli B paMKax HOBOI'O
JIx. benner). OTMedass HECOMHEHHYIO NpPUBJIEKATENb-

Marcpuainima,

HOCTh Teopuu bapan, mpexae Bcero, ee akIeHT Ha B3a-
MMOJICCTBUH Ha BCEX YPOBHSIX, aBTOP MOKA3bIBAET, YTO
MHOTHE W3 3TUX MOHATHH, popMyarpyemMble B TUKY JTH-
Oepanu3My, UMEIOT JOCTaTOYHO aBTOPUTAPHBIA MOTEH-
nuai.

KutoueBble cioBa: anTpononorus, bapan,
JUCKYpCUBHAs MPAKTUKa, HEUEIOBEUYECKOE, MAaKPOMUD,
MUKpPOMHP, pa3MEpPHOCTb, MOJENb, CLEMJIEHHOCTb, TEX-

HHUKa, TPaHCAUCHUIIIIMHAPHOCTD.

IYMaHUTapHbIE KaK B COJEpPXKAaTeIbHOM, TaK M B
OpraHU3alMOHHO-MHCTUTYLIMOHAIBHOM  TUIaHaX.
CpenHeBeKOBbIE TPUBHYMBI U KBAJAPUBUYMBI, BO3-
BeIMYUBaBIIKE (Ppuaocoduio, BKIIOYAIN U TO, YTO

CCTOHSA CBA3BIBACTCA C IIOJICM T'yMaHHUTAapHOTO
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3HaHUs (HarpuMep, My3bIKy, XOTs €€ 3aJauu BHJe-
JUCh WHaue), snoxa HoBoro BpemMeHM Bo3Hecna
€CTECTBCHHbIC HAyKHM Ha BEPXHHUE YPOBHU Hepap-
XU, B YeM-TO (DaKTUYECKU BBITECHSS OymyIIue
TrYMaHHUTapHbIE HAyKH B 00J1acTh HEOOs3aTeNbHOM
U JaXe TOJO3PUTENBHON JeATeNbHOCTH, OTKYZAa
SA3BIKO3HAHHIO, aHTPOIOJIOTUH, UCTOPUU U JAPYTHUM
YB@)XaeMbIM HbIHE IUCLUUIUIMHAM YAAIOCh HaWTH
BBIXOJI U JISTHTUMHU3UPOBATh CBOE aBTOHOMHOE T10-
noxxenue quub B XIX Bexke. KoneuHo, v 311 Hayku
3HAYUTENBHO TPAaHC(HOPMHUPOBATUCH K KOHIy XX
Beka. He uckiroueHo, 4ro ceiyac MPOUCXOAUT I1a-
panurMangbHOE IMEepPecTpOeHHEe HayK M HM3MEHEHUE
COOTHOILEHUS «TOYHBIX» U «TYMAHUTAPHBIX» KOM-
MOHEHT B HUX. Bompoc, peneHno KoToporo mpu-
3BaHa COJICHCTBOBATh M JIaHHAs CTaThs, COCTOUT B
BBISICHEHUH POJIM 3THX CMELCHUI U BIUSHHS ecTe-
CTBEHHO-HAy4YHOT'O 3HaHHUSA, KOTOpBIE YK€ ceidac
MPEJCTABISAIOTCS OUE€BUIHBIMHU.

Ha ¢one pacmpoctpanstomeiicss B mocies-
HUE TObl KPUTUKH PA3IMYHBIX BapUAHTOB aHTPO-
MOLIEHTPU3MA 3a1a4€ii TaHHOW CTAaThbU HE ABJISAETCA
JI0Ka3aTh «IIPaBOE» WIH «yJIbTPa KOHCEPBATUBHOE
MPUTS3aHUE YeJIOBeKa Ha OCOOCHHOCTh MO CpaBHE-
HUIO C JpyruMu (opMamMH CYyIIECTBOBAHHUS, UYTO
(akTHUECKN MOXKET OBITh MHKPUMHUHUPOBAHO B Ce-
TOJHSIIHUX OOCTOSTENBCTBAX «HAYKaM O JyXe», B
3HAYUTEIbHOH Mepe CHOCOOCTBOBABIIMM pa3BU-
TUIO TYMaHUTapHOro 3HaHus. Ckopee mpencTaBiis-
eTcs Ba)XHBIM IMOHATH HEKOTOPBIE CJIEJICTBUS, BbI-
TeKaIue 3 00JacTH TpaHc(HepoB HAYYHOU Tep-
MUHOJIOTHH B KOHTEKCT T'YMaHUTApHOT'O 3HAHHUSI, TO
€CTh MMEIOIIEro 3HaYeHHEe Ul BCEX, BHE 3aBUCH-
MOCTH OT peIIeHUs] METOI0JIOTHYECKOTO BOIIPOCa O
BO3MOKHOCTH YHHUBepcanu3Ma. MHbIMH cioBamy,
BaXXHO PACCMOTPETh BO3MOXKHBIE ITyTH CMEILICHUS B
«0a30BBIX SMOIIMOHAIBHBIX TOHAIBHOCTAX» (Kak
Ha3BaJ B HayaJie 3TOr0 BeKa 0a30BbIe IK3UCTECHLH-
aJIbHBIE COCTOSIHUSL TOJUTHYECKHH TEOPEeTUK U

npaktuk (T1. BupHo!)) BBUy NpesiaraeMbix HEKO-
TOPBIMU «PEATTUCTAMI» U KUHT'YMAHUCTAMU» CXEM.

Panee HaMm yxke JOBOIUIIOCH BBICKA3bIBAThb-
Csl O TIEpEHECEHUH OT/AEIbHBIX OHATUH U3 00IacTu
MH(POPMAIIMOHHBIX TEXHOJOTHH, HalpuUMep, CXKa-
THS J@aHHBIX?, U TONBITKAX OMKCATh KYJILTYPHOE
3HaYEHWE WAYIIMX B HUX TPOLECCOB’. 31eCh kKe
NpeXae BCEro H3-3a OTPAaHUYCHHOCTH O0OBbema
MPEJCTaBISACTCS BaXKHBIM MOAPOOHEE OCTAHOBUTH-
Cs Ha IPUMEpEe APYroro IoAxXonaa, aBTOPOM KOTO-
poro sBisierca K. bapan, mo mpuunHaMm 3asiBiIEH-
HOM B HEM YHMBEPCAJIbHOW IPUMEHUMOCTU U II0O-
NyJSPHOCTH, KOTOPYIO OH HaOupaeTr y uurTaTenei,
B TOM YHCJIE POCCUNCKHUX.

Ha pybexe XX m XXI BekoB Kka3zanoch
BAXHBIM «IyMaTb BMecTe ¢ YalTtxomom» (Oyk-
BAJIbHO TaK MOXXHO IIEPEBECTU HAa3BaHUE KHUTH
crienuanucTa o ucropun Hayku Mzabemnsr CteH-
repc?), MaTeMaTHKOM, TNPU3HABABIIMM pa3BUTHE
¢dmrocopun «B KOCMHUECKYIO SMOXY» TOJBKO HpU
YCIIOBUHU €€ BHUMAHUS K OTKPBITUSIM €CTECTBEHHBIX
HayK, TpexJe Bcero ¢pusuku. Bropoe necsrunerue
XXI Beka mposiBUIIO BKYC K 00Jiee HEMOCPeICTBEH-
HBbIM, IPOIrPaMMHO JIMIIAEMBIM JaXe MaJeHIunx
CUMBOJIMYECKUX IIPUMECEH MaTepusiM, KOTOPBIE
MO)KHO, KaK Telepb MHOI'MM Ka)KeTCsl NpHUBIIEKa-
TEJNbHBIM, OOJYMBIBaTh NMPH IOMOIIM KBAHTOBOM

' Virno, P. (2004) A grammar of the multitude . For an
Analysis of Contemporary Forms of Life . Translated
from the Italian Isabella Bertoletti James Cascaito An-
drea Casson Semiotext(e). (Russian Translation 2013)

2 Cm.: Coca, H. Henomepnsiit kocmusm. JleiicTBue mno
Amntonuno Herpu // Uctopus ¢unocopun. — 2019. — T.
24. —Ne2.—C. 104-113.

SCm. nonpooree: CocHa, H. TexHuku BumeHUs» mocie
Habmronarenst // MexXayHapoAHBIH XKypHalT HCCIIEA0Ba-
Hul KynbTyphl — 2018, — Ne 2(31). — C. 240-250.

* Stengers, 1. (2011) Thinking with Whitehead. A Free
and Wild Creation of Concepts. Trans. by M. Chase,
forward by B. Latour. Cambridge, Massachusetts, and
London: Harvard University Press.
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MEXaHUKH, 3KCTPANOIUPYS MOJOKEHUS ITOH Teo-
pUHM Ha BCEe BHJbI AaKTUBHOCTH. Ba)XHO OTMETHTH,
yto bapan nepeuntsiBaer Tpyast H.bopa B pamkax
npobaemMaTuku peMUHU3MA, UCTIONb3Ys TaKXKe yxKe
BOILEJIINX B KAaHOH COLMAIbHO-TIOJIUTHYECKOTO
3HaHUS aBTOPOB, OJHAKO pagu (opMyJIHpOBaHUS
yHugepcanvnozo Merona. Ilostomy, xots renuep-
HBIE Pa3NIM4Ms BAXKHbI, HAC 3/IeCh B INEPBYIO Oue-
pellb MHTEpecyeT «HEeHTpalbHas» CUCTeMa JI0Ka3a-
TENbCTB M (OPMYIMPOBAHUE OCHOBHBIX INPHUHIIU-
OB, KOTOpBIE MPEJCTABISAETCS BO3MOXKHBIM pe-
KOHCTPYUpPOBaTh Ha ypoBHE 0a30BOI HepazIMyu-
MOCTH (YTO, KaKETCs, U MPEAINOIAraeTcsi KBaHTO-
BBIMH ONucaHusiMH). Tem Ooriee 4TO M LEeHUMAs
bapan /1. Xapaysii BUAUT B (DEMUHUCTCKOM MOJ-
XOJI€ ONpPE/IEIEHHBIE OTPAHUYEHHS .

BaxxHO MOIYEPKHYTb, YTO BO3MOYKHOE CO-
MHEHHE B «IPaBUILHOCTH» (PU3MUYECKHX MOCTpOe-
HUM OTKJIaJbIBAECTCS MUMIIEPATUBHBIM XapaKTepOM
3asBJICHHOM MMEHHO caMOM bapajn «mporpammsiy».
Bricka3piBaeMasi He CTOJNBKO Yepe3 IOcielnoBa-
TEJIbHOE BBEACHUE TEPMHUHOB U MPEIOCTABICHUE
MOSICHEHUH, CKOJBKO 4Yepe3 HaOOpbhl JOCTATOYHO
repMeTHYHbIX (pa3 (HOpMYyIBHOrO THIIA, TOBTOPHI
U «1eppopMaTUBBI», OHA HE CTOJIBKO pa3BOpayu-
BaeTCs Mepe/l YuTaTeeM, CKOJIBKO CIOBHO ObI 3a-
TATHBACT €ro0 B CBOM KOHIIGHTPUYECKHE KPYTH.
JIbcTa aBTOPY, MOXKHO OBUIO OBI Ja)K€ YCMOTPETh
napajielib MeXAy COJep)KaTelbHbBIMHU NPUHIIUIIA-
MU U JIMCKYPCUBHBIM YCTPOHCTBOM: PACXOASAIIHECS
KoJieOaHus, CXBaThbIBaeMble Au(pakmuei, «mepe-

> Cp.: «B HayYHOM pAcCMOTPEHHM Tel U MaLIMH HET
HETIOCPEACTBEeHHON  QoTorpadm WM  MacCUBHOU
camera obscura ¥ TOHUMaHHUE TOTO, KaK CJIOXKHO yCTPO-
CHHbBIC BH3YyalbHbIE CHUCTEMBI pPabOTAIOT TEXHHYECKH,
COLMANIBHO W (HU3MYECKH, NODKHO OBITH 3amaueii He
Tonbko pemuHm3zMa» Haraway D (1992) The Promises
of Monsters: A Regenerative Politics for Inappropriated
Others. Cultural Studies, ed. Lawrence Grossberg, Cary
Nelson, and Paula Treichler, 295-337. New York:
Routledge. 229.

BOJSTCSD) HAa YPOBEHD SI3bIKa MIONEPEMEHHBIM CLIETI-
JIEHUEM U pacnaJicHUEM TEPMUHOB, UCIIOJIb3YEMBIX
B 3TOM noxaxojne. He Bcerna gomyckaromue pasBo-
pauMBaHME U HENPOTUBOPEUMBOE BHICTPAaUBAaHUE
COOTBETCTBUN TEPMHUHOJIOTMYECKUE CLeIieHus ba-
paa, BO3MOXKHO, JEHCTBUTEIBHO HYKIAIOTCS B
nepGopMaTUBHOM NPUMEHEHHUHU, KaKOBOE II03BO-
o Obl UM coOpaThbes B HEUTO LIEIOCTHOE, KOTO-
poe Moryio Obl OBITH COYTEHO «areHTHOCTHIO» Ha
IMCKYPCUBHOM ypoBHe. OTTOro mpusHaHue «cOo-
POK» pa3HOro THIA MPEACTABIAETCS JETUTUMHBIM,
BHE 3aBUCUMOCTHU OT TOTO, SIBJISIFOTCSI JIU OHU «IIpa-
BUJIBHBIMM» C TOYKHM 3peHHsl caMmoil bapan. Onny
U3 TaKUX COOPOK MBI Obl M XOTENU TMPEATIOKHUTDH
nanee, KpaTKo MpeACTaBUB TOJIBKO HECKOJIBKO Tep-
MUHOB, IOIYTHO OOpaIias BHUMaHHE Ha IMpPETEH-
3UM, KOTOpble bapan npeabsBisieT 'yMaHUTapUsIM
(ocobenno M. ®dyxko u JIx. barnep), u 3aTem moka-
3aTh, K Y€MY BeJIO Obl MPUMEHEHHUE TaKOil MOeIH
B 00JIACTH TYMaHUTAPHOU TEOPUH, €CIIU BO3ZMOXKHO
n30eraTb «ryMaHUCTHYECKOT0» M €ClIU Mpejsiarae-
MBIl METO/ NIPEATIONATAETCS] YHUBEPCAIBHBIM.

HeBuaumoe uesioe, iuppakuus u pusndeckas
ONTHKA: KOHTPUMHTYUTHBHBIE visual studies

Jlnst Toro uToOBl MPEACTaBUTH CIIETIIICHHUE
(entanglement®) HECKOJBLKUX TEPMUHOB M IIPOU3-
BOIUMBIE 3TOH CLIEIKOHN «3HAYEHUI», HEOOXOIUMO
NpeXxae MPEACTaBUTh OOIIME XapaKTEPUCTHKH 3a-
ABJIIEMOIO METOJA. JTOT METOJl OYEHb MPSAMOU U
HEINOCPEACTBCHHBIM, 1ake B CPaBHEHUM C bOpoB-
ckuM. C oHOM cTOpOHBI, bapaa npusHaeT 3Ha4yu-
MOCTb €r0 OTKPBITUH, KOO OH (PaKTHUECKHU MEepenu-

S Baxupiit ana bapan Tepmus entanglement, goctaTou-
HO TIOCJIEZIOBATENBHO HCHOJB3YIOMUNCS B aHTJIOS3BIY-
HBIX MyOJUKAIMsIX MO KBAaHTOBOM MeEXaHHKE, MepeBO-
TUTCA Ha PYCCKMM S3BIK KaK «3allyTaHHbIE KBaHTOBBIC
COCTOSIHMS», «KBAHTOBas 3allyTaHHOCTHY», «KBaHTOBAs
3aLEIUIEHHOCT»,  «KBAHTOBAas  IEPEMYTaHHOCTHY,
«KBaHTOBAs CLEIUIEHHOCTB.
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call MCTOPHUIO 3alaJHON MeTapHU3UKH, €CIH CUH-
TaThb €€ BBICTPOEHHOI Ha IpPEJICTaBICHUHU O TOM,
YTO MHUpP COCTOUT M3 KOHEYHBIX BELIEH CO CBOMM
COOCTBEHHBIM Ha0OPOM OIpEeNCHHBIX Ka4yeCTB.
Taxke nna bapan nmpuHuunuansHo, 4ro bop He
MOAJEPKUBAJ MIPENAIIOJIOKEHHE O TOM, YTO H3Me-
pPEHME U SI3BIK BBIMIOJHSIOT (YHKIIMU OMOCPEIOBa-
HUS: S3BIK HE MPEJICTABIISET MOJIOKEHHUE AET, a U3-
MEpEHMsI HE HaKJIaJIbIBAlOTCS HAa ABTOHOMHBIE OT
3THX M3MEPEHUU M HE3aBHCHMBIE OT HAOIIOACHMIA
coctosinus ObiTusi. C apyroit croponsl, bapan yka-
3bIBAET HA YaCThI€ «IIPOBAJIBI CTPATETMM aHAJO-
TUW», CBSA3aHHOM C INPUHIUIIOM JOIOJIHUTEIBHO-
CTH, M3-3a TOTO, YTO MHOT/A MPEATIOKEHHbIE Ha00-
pBbl MEPEMEHHBIX HE OKAa3bIBAIUCHh B OTHOLIECHUU
JIONIOJIHUTEIBHOCTH, a TAaKK€ M3-3a TOrO, YTO BbI-
BOJBI U3 3TUX IOCTPOEHUIN NPUHUKAIH CII0OKHOCTb
U pa3zHOOOpa3ue «3MUCTEMOJIOTHYECKUX YPOKOBY.
C nenbro HECKOJIBKO peabMIUTUPOBATh MPOrpaMMy
bopa, ona obpamaer BHUMaHue Ha ero (Gopmyiu-
POBKY «KBAHTOBOE LIEJIOE», WM HEPA3AEIMMOCTD,
(HecenapabenbHOCTh, KaKk HMHOrAa inseparability
(U3MKK 3aIHMCHIBAIOT HA PYCCKOM SI3BIKE), OTKYZa
Kak OyATO OTKpbIBaeTcs A0pora K (GopMHPOBAHUIO
«(pu3nyecKMMH W KOHLENTYaJIbHBIM ammnapaTamu
HEAyaJIMCTUUYECKOr0 Lienoro». HemyamncTH4HOCTH
U IpsSMOTa MEeToJa NpUHLMNUAIbHBI Uil bapan,
KOTOpasi «HE MPOBOJUT aHAJIOTUN MEXKIy 4acTULa-
MU U JIIOABMH, MUKPO- U MAaKpO, €CTECTBEHHOHa-
YYHBIM M COL[MAIBHBIM, IPUPOIOH U KyJIbTYpPOiD» .
OnHa yBSI3bIBA€T CBOM MHTEPEC C «IMUCTEMOJIOTH-
YECKMMHU M OHTOJIOTMYECKMMM BOIIPOCaMH, C KOTO-
PBIMU CTQJIKUBAET HAC KBAaHTOBAas (PU3MKA, TAKUMH,
KaK BO3MOKHOCTh OOBEKTUBHOCTH, IPUPOA U3ME-
peHus, NpUpoaa NPUPOAbI U NOJyUYEHUE 3HAUEHUS,
a TaKKe CBSI3U MEX]y IUCKYPCHUBHBIMHU IIPAKTHKA-

7 Cm.: Barad, K. (2007) Meeting the Universe Halfway.
Quantum Physics and the Entanglement of Matter and
Meaning. Durham, London: Duke University Press.

MH U MaTepUuaIbHbIM MUPOM»®. PellieHue 3Tux BO-
IIPOCOB BUAMUTCA HE YEpPe3 HEKOHTPOJIUPYEMOE
crutaBnenue (fusion) AUCIUIUIMH OAHOTO THIA (TO
€CThb T'YMaHWTApHBIX) C AUCLMUILNIMHAMH JPYroro
TUna (TO €CTh €CTeCTBEHHOHAYy4YHBIX), HO CHOBA,
CKOpee Bcero, Kak entanglement, KoTopoe mojpa-
3YMEBAET «TEOPETU3UPOBAHUE COLMAIBHOIO H
IIPUPOAHOTO Cpa3y, NEPEUNTHIBAHUE HAIIETO Jyd-
IET0 TIOHUMAaHHUS COLMANBHBIX U MPHPOIHBIX (e-
HOMEHOB JIpyI' 4epe3 Jpyra B LENAX MPOSICHEHUS
cBsA3e Mexay Humu». CreayeT NpPUMEHSTb He
MEXAUCLUUIIIIMHAPHBIN MOAXO0, a TPaHCAUCLIMILIU-
HAapHbBIM, KOTOPBIM HE IIPOU3BOAUT 3aUMCTBOBAHUS
u3 OJIOKa JUCHUIUINH, a yrIyOJsieTcs B UCTOPHIO
OpraHu3alluy 3HAHUS U ero posib B (HOPMUPOBAHUU
CYOBEKTUBHOCTH.

Kazanoce Obl, Takue 3a7a4u HEIBYCMBIC-
neHHo ykasbiBaroT Ha M. dyko. OnHako bapan Ha
JecITKax CTpPaHMI] NPEAbSBISET INPETEH3UU Kak
eMy, Tak M II0-CBOEMYy IiepepaboTaBIleil ero
nacneaue k. batnep. Xors @yko u orOpacsiBal
T'YMaHHUCTUYECKYIO MPEANOCHIIKY O CYyIIECTBOBa-
HUM aBTOHOMHOT'O CyObeKTa BHE MPAKTUK TUCKYp-
ca, BJIACTH WM 3HAHMsI, €r0 T'€HEAJIOTUYECKUIT METOT
(dokycupoBacss Ha TOM, KaK MMPOU3BOIAMUTCS YeIo-
BEUYECKOE TEJI0, TOTJAa KaK CyLIECTBOBAaHUE HEUEO-
BEYECKUX Tell MpUHUManoch Dyko Kak camo coboii
pasymeronieecs (3TUM OH B KAKOM-TO CMBICIIE «IO-
IIOJIHUTENIEH» bopy, KOTOpBIN HCCIEN0BAI IIPOUC-
XOXKJICHHE HEYEJIOBEYECKHX «(PEHOMEHOB», XOTS U
npuHUMal  (IIpen)CyLEeCTBOBAHHE
HaOmoaTeNss Kak camMo co0oi pa3ymeroreecs).

YCJIO0BCKa-

barnep kak OynTo MAeT nainblie, 3asBiisis, 4YTO «He-
JOCTaTOYHO yKa3aTb, YTO YEJIOBEUECKUI CyOBEKT
KOHCTPYHUPYETCs, TaK KaK KOHCTPYHMPOBAHHUE YEIIO-
BEYECKOTO CyObEKTa — 3TO OIEpalus pa3IuuyeHHs,
KOTOpasi MPOM3BOIUT OoJiee U MEHee «uelloBeue-
CKOE€», «HEUEJIOBEUECKOE» U «UYETIOBEKOM HE MBIC-

8 Ibid.
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naumoe»»’. Xots, ormeuaer bapax, Batuep crpa-
BEUTMBO TPU3BIBAET MPU3HATH MCTOPUYHOCTH Ma-
TEepUATbHOTO, OHA TaK WJIM HHA4ye Mpearojiaraer
€ro 3aBUCHUMOCTb OT SI3bIKa MJIU KyJIbTYphl. B TO
BpeMsl Kak J11000€ TpeACTaBICHUE O HOBOM IOJIHU-
TUYECKOH KOJIJISKTMBHOCTH O00s3aHO paccMaTpu-
BaTh HE TOJIbKO MPAKTUKH, MPOU3BOISIIINE PA3IIHU-
YU MEXKIY YEJIOBEYECKMM M HEYEJIOBEYECKHM, HO
U TIPAKTHKH, B KOTOPBIX 3TH PA3JIU4YUsl MPOU3BO-
ISTCsa. ABTOp, KOTOPBIM TpeasiaraeT He TOJBKO
KOppEKTHOE, ¢ TOUKM 3peHus bapax, ucronb3oBa-
HUE JUCUUIUIMH B UCTOPHUYHOCTH MPOM3BOJUMBIX
MMU 3HaHUH, HO U MOJIETIb TAKOTO MCIIOJIb30BaHHA,
—oro JI. Xapaydii, cnenuduuecku OmucaBias Mo-
Jeb TU(PPaKIIAH.

C touku 3penus Xapaysil, «Ilarrepus! nu-
¢bpakuuu XpaHiT 3amuch 00 HCTOPUU TOBTOPOB,
uHTeppEepeHINi, ycuiaeHus M paznuuus... Ju-
¢bpakuus — 310 HappaTuB, rpaduyeckas, MCUX0JI0-
THYECKasi U MOJIMTHYECKAs] TEXHOJOTHS ISl BbIBE-
neHusl 3HauuMBbIX cienactBuiin'®. Otu murarel ba-
pax TNPUBOIUT B HECKOJBKHX CBOMX paloTax,
npeuiaras K HUM MOSICHEHUS U3 (PU3HYECKOH Om-
TUKU JJIs1 TOTO, HaIpUMep, YTOOBI MPOJIEMOHCTpPHU-
poBaTh, Kak KBaHTOBas (u3uka Moria Obl mepe-
crpouts visual studies. Tak, nudpakius, B OTIH-
Y€ OT T€OMETPHUYECKONW ONTHUKH, HE SBISETCS OC-
HOBAHUEM PEIPE3CHTALMU U HE XapaKTepu3yeT Ie-
peHoc yero-1ubo Kyjaa-To euie B Oosee M MeHee
uckaxxeHHOU (opme. Ecnmu oTpakeHueM mojpasy-
MEBAEeTCd TOMOJIOTHSI W TIPOBEJCHHE aHAJIOTHMA
MEX]ly OTJENbHBIMU MpeIMeTaMH («OpUTHHATIA» U
€ro OTpaKeHUs), TO JUPPAKIUI ONEPUPYET pasIIH-
yueM. B miaHe ¢u3uueckux Teopuil, maTTepH -

? Butler, J. (1993) Bodies That Matter: On the Discur-
sive Limits of "Sex". New York: Routledge. 8.

' Haraway D (1992) The Promises of Monsters: A Re-
generative Politics for Inappropriate /d Others. Cultural
Studies, ed. Lawrence Grossberg, Cary Nelson, and
Paula Treichler, New York: Routledge. 229.

¢bpakuuu B 3a30pe MEXAy CBETOM M TEMHOTOU
BO3HUKAET Onaroapsi HAJIOKEHUIO CBETOBBIX BOJIH,
UAYIIHUX OT KPaeB pa3pe3aromiero X MpersTCTBUS.
B onpenenennom cMmbicne nupakuus KOHTPUHTY-
UTHBHA, TaK KakK, OMATH-TAKH B OTIMYUHU OT KJIac-
CHUYECKUX (KapTe3HMaHCKUX) MOJENEeH, YUUT HEe JI0-
BEPSTh BUACHUIO: 3((eKThl AU(DPaKIUU CBSI3aHBI C
HEOIPEICICHHOCTHIO TPAHHI] MEXIy MpeAMETaMH.
Mogens audpakuu, Kak MpUrogHAst A MPOU3-
BOJICTBA pa3HBIX THIIOB 3HAHWU HE INpEAIoJaraer,
YTO TPAHHUI] HET WJIM OHH (Ha IMOCTMOJEPHUCTCKUM
MaHep) pa3MBIBAIOTCS — 3TO OBLIO OBl CIHMIIKOM
npocro, numer bapan. Ha uyto xe ciemyer oOpa-
TUTh BHUMaHue? Ha To, 4To Mexay pa3HbIMU LIBe-
TaMH, HaIpUMep, I MEXJy CBETOM M TEMHOTOH,
KaK yTBEP)KJal0T (PU3UKHU, €CTh PA3TUYHBIC OKANM-
JICHUS, HO HET HUYETO ONPE/IECICHHOr0, HET 00paM-
JSIOIIEH MpEeIMETHl JIMHUH, €€ YTBEPXKIAeT TOJIBKO
Hama mcuxosnorus'!. Jludpakuus He ONUCHIBAET
IpoIecChl C HEKOTOPOM AMCTaHIMU, OHA CKOpee
(haKTHUECKH «U3HYTPW» MPOU3BOAUT MATTEPHBI,
KOTOpBIE OTMEYAIOT PAa3NU4Usi COOTHOCHMBIX IIa-
paMeTpoB OTJENbHBIX BOJIH B UX MHTEp(epeHnu.
CooTBeTCTBEHHO, AU(DPPAKIHS COOTHOCUTCS C KOM-
Ounaruell Bo3MmymieHud. Tak kak audpakius He
BHEIIHUI TPOIIECC, OHA HE OTPaXkaeT, HO U3MepsieT,
U SBJSIETCS TIOITOMY «IIPOCTO aIMapaToM WIH Ma-
TepUanbHON KOH(pUTypalueil, KOTOPYIO BBI3BIBACT
Haslo)keHue BoiH». To ecTh uepe3 AuUppaKIHIo
HETOCPEJCTBEHHO apTUKYJIUPYETCsl caMa MaTepHs,
KOTJla OHa aKTHBHO JEHCTBYET M NMPOU3BOIMUT pa3-
IU4us. A UMEHHO TaKoi ee M MPEeACTaBiIsIeT areHT-
HBII peallu3M.

B Tak mpencraBisieMoit audpakuuu yxe
HAJIMYECTBYIOT (B TepmMuHonoruu bapan, creme-

"' Feynman, R. P., Leighton, R. B., and Sands, M.
(1964). The Feynman Lectures on Physics. Vols. 1-3 .
Reading, Mass.: Addison-Wesley. 36.
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HbI'?) KaK MHHUMYM M3MEPEHHUE, Pasivdue, Halo-
’KEHHE, MMaTTepHBbI, HEONPEIEICHHOCTh TPAHULL, all-
napat. 9TO HE O3Ha4aeT, YTO «(pparMeHThD» Mare-
PHH CBSA3BIBAIOTCS, CMEIINBAIOTCS, MEPEIIETAIOTCS
WJIM HAXOJATCS B UHOM «CJIOKHOCTHOW» CHUTYallUU.
Bbapan xotena Obl BuaeTh B TUpPaKkIuu peKOHU-
Typaluuio MPUYMHHOCTH, MaTepHATbHOCTH, JWHA-
MUKHU M TONOJIOTHH, KOTOpast 6Jaroiapst Takou Mo-
nenu npousBoauTcs. IlpuueM mpeacraBieHHas ye-
pe3 KBaHTOBOE OITMCAHME BOJIH MOJIENb JU(PPAKITIH
MOAXOTUT JIs JIOOBIX MacIiTaboOB, Kak MHKpPO-,
TaK ¥ Makpo-: Tak Jienaercsi 0ojee MOHATHBIM, KaK
KOHTYpPBI 4Y€JOBEYECKOTO Tella KOHCTUTYUPYIOTCS
¢u3nYeCKUM TPOIIECCOM, M KaK CaMH aTOMBI, CO-
CTaBISIOIIME YEJIOBEYECKOe TEeNo, «HAYMHAIOT
UMETh 3Ha4eHue». BaxkHo, olHaKo, 0OpaTUTh BHU-
MaHHe W Ha TO, YTO 3TO BOBCE HE O3HAYAET, YTO
oOpasylolieecsi 3HaUeHHe — HOBoe. BaxkHo oTme-
TUTh 3TO CHEIM(UYECKOe OTHOIIEHHE K HOBOMY:
METOJIOJIOTHS, CBs3aHHAs C Au(paknuen, HE OT-
OpacbIBaeT CTapoe B yrojxy HOBOMY, IOCKOJBKY
CTapoe M HOBOE «BCErja YK€ HaHU3aHbl APYr Ha
apyra». Eciu mosicHUTh TO e caMmoe CIIOBaMH U3
apyroii pabotel bapan, nepenacrpanBaHue ONTHKH
C TEOMETPUYECKOM Ha KBAaHTOBYIO (DU3UYECKYIO
MOJKET TOMOYb 3arjiiHyTh B Ty TEMIOPaIbHOCTb,
KOTOpasi MPOU3BOIMUTCA «paspe3om» (cut)!s.

2 B pyroM mojxojie, TAKKe CBA3BIBAEMOM C HOBBIM
MaTepuanu3MoM M mpuHaanexammm JkeiH benner,
peub uuer o Ooyiee «TOHKHX» MaTepHsiX, KOTOpHIE H
W3ydaloTcs APYTMMH CPEACTBAaMH, B TOM YHCIE uepe3
oOpalieHue K Mo3THIeCKOMy AUCKYpcY. COOTBETCTBEH-
HO, TIody4yaemble (0e3 oOpameHust K Qusnuke) GOpMmsl,
KOTOpBIE TaKKe BUAATCS KOCMUYECKUMHU, BKIIOYAIOT HE
nudpaxuio, Ho BUOpaLUK, TaKKe MPH OILYIICHUH T0-
JBIDKHOCTH TPaHUI MEXKAY «MHOW» M OKpyKarouen
Cpeloii, 4TO BEAET K MCIOIBb30BAHHUIO KATETOPHH «HE-
ToNbKO-4enoBedeckoro» Cm.: Bennett, J (2010). Vi-
brant Matter: A Political Ecology of Things. Durham,
North Carolina: Duke University Press.

3 Cp.: Oduyps! SBIAIOT cOOOH JPEBHIOI0 HAHOTEXHO-
JIOTHIO, KOTOpas JBIIINT U TepecTpanBaercs (B 3aBHCH-

Mapxkupymoumuii paspes

Jlns ueneit cratbu HEOOXOAMMO IMpencTa-
BUTH Jlajie€ JUCKYPCUBHOE «CLEIUIEHUE)» HECKOJIb-
KHX TEPMUHOB, KOTOpble bapan ucnons3yer uMeH-
HO B LIEJIOKYNTHOCTH 3TOro cuervienus. K yxe no-
SBUBIIMMCS TEPMHMHAM «HU3MEPEHUE», «aIllapaT
MIPUCOEAUHSIOTCS «MapKUPOBKA», «UCKIIOUYEHUE)
U «areHTHBIN pa3pe3» (agential cut, Takoi mepeBon
npemiaraer A.Murpoganosa'?). Jlanee npusenem
IIpUMEpPBI, KOTOppIMU bapaa neMoHCTpUpYyeT KOH-
KpPETHYIO paboTy TaKoro CIEIJICHHS, U B 3aKJII0Ue-
HUU BEPHEMCS K IIOCTABJIEHHBIM B Hayajle CTaTbU
BOMpocaM 0 OoJiee MHUPOKOM FOPH30HTE ATOM KOH-
LENLUH.

Htak, 1 B 3TOM BOIpPOCE OTTAJIKHBASICh OT
pasmbliieHuit bopa, bapan cHoBa U CHOBa muIIET
0 MPUPOJE U3MEPEHUH, UYTO BCAKUA KOHKPETHBIN
M3MEPUTENbHBIM MpUOOp Oompenenser oJHH mapa-
METpBI TIpU 00s13aTEIBLHOM UCKITIOUEHHH ApYrux. B
KOHTEKCTE KBAHTOBOM MEXaHUKU KIACCUUYECKUM
IIPUMEPOM SIBIISIIOTCS ONMCAHUS BOJHBI U YaCTHIIBI,
IIOCKOJIBKY OHHM H3YYaroTCsl KaK B3aMMOMCKIIIOYa-
IOIIHE SIBJICHUS, @ HE KaK aBTOHOMHBIE (PU3HUYECKHE
o0bekThl. bosee Toro, u3MepeHue ammapaTroM He
MIPUITUCBHIBACTCSI HEKOMY aOCTPaKTHOMY aBTOHOM-
HOMY OOBEKTy (KakuM BBICTYNaJ HaOIIOAaTeNb
nulepaibHbIX, Kak numeT bapaj, Teopuit mporio-
ro), HO CBSI3aHO C SBJIEHUEM, UTO IOJPa3yMEBaET
HEOTAETMMOCTh 00BEKTa OT U3MEPSIEMOro MpoLec-

MOCTH OT OKpY’Kalollel cpeabl), cobupas HOBOJIBHO
CTpaHHYI (queer) TeMIOPabHOCTh, UOVUWIO U3 NPO-
unozo u 6yoyweeo Barad, K. Invertebrate visions: dif-
fractions of the brittlestar // Multispecies salon Ch.6.
URL: https://www.multispecies-salon.org/ (mara obpa-
menns: 05.03.2021, kypcus Moit)

4 Cm.: Mutpodanona, A. «KuGopranuueckas yTOIHs»
W OHTOJIOTHSI HOBOTO Marepuanusma // IlpakTuku u uH-
TepIpeTaluu: >KypHaI (UIONOrHYECKHX, 00pa3oBa-
TENbHBIX U KYJIBTYpHBIX HccnenoBaHui. — 2018. — Tom
3 (3). - C. 18-36.

| 3(44) 2021 |

© W3patenbctBo «3inaoc», 2021. ToNbKO ANA INYHOTO UCMOb30BaHMA.
© Publishing House EIDOS, 2021. For Private Use Only.

MesKayHapOoAHbIN }KypHaa UCCNef0BaHNI KyAbTYpbl A
International Journal of Cultural Research u

www.culturalresearch.ru

82



Teopua KynbTypbl

HuHa HukonaesHa COCHA

DOI: 10.52173/2079-1100_2021_3_77

BusyasbHadA KyJbTypa / Visual Culture

| Uck1l0ueHHas «areHTHOCTh». O (He)nepeHOCUMOCTH HEKOTOPBIX eCTEeCTBEHHOHAYYHbIX MO e-

Jiel Ha MaTepPUI0 COLMA/IbHbIX HAYK |

ca. bapan HactanmBaer Ha TOM, YTO SIBJICHUS — HE
pe3yabTaT MaHUIYJIALUH, HAIpaBIseMbIX YeJIOBe-
YeCKUMHU CyObeKTaMu B Ja00OpaTOpusix, OHH CYTb
middepeHnanbHble MAaTTEPHBl 3HAYCHHS («I1aT-
TEpHBbI TU(PPAKLIUN»), TIPOU3BEICHHbBIE CIOXKHBIMU
B3aMMOJICHCTBUSIMM ~ MHOKECTBA  MaTepHaJIbHO-
JMCKYPCUBHBIX MPAKTUK. [leno He CTOJBKO B TOM,
YTO MOHSATHS YEJIOBEUECKOTO MBIIUICHUS HAXOMAT
BOIUIOIIEHHE B amIaparax, CKOJIbKO B TOM, YTO al-
napaThl SBISIOTCS JUCKYPCHUBHBIMH MPAaKTHKAMHU,
r7ie TIOCJIEHUE TMOHUMAIOTCA KaK CHelr(HuYecKue
MaTepHalIbHbIE TIEPECTPOCHUS, KOTOPBIE TOJIBKO H
MIPOU3BOJAT «OOBEKTBI» U «CYOBEKTBI».

Eme onHO cueruieHue, 0 KOTOPOM HEoOXo-
IMMO YTIOMSIHYTB, 3TO CBSI3Ka MPOCTPAHCTBEHHOTO
pazzaenenus u Heotnenumoctu. Crnenys unesim bo-
pa O «KBAHTOBOHM IEJIOCTHOCTW» M HAacTauBas Ha
MIPEOIOJICHUH KJIACCUYECKOTO pa3zefieHus HaOuiro-
narens U HabiogaeMoro, bapas BeIHYXIeHa 00b-
SCHUTH, KaK TEM HEe MEHEE TOSBISIOTCS OTACIbHbIC
areHThl. CyMMHpYs HECKOJBKO OIpEIeNCHHIA,
MOJKHO CKa3aTh, YTO U3MEPSIEMbI 0OBEKT (BBICTY-
MAIOUIMN  MPUYMHOM) TIOCPEACTBOM «areHTHOTO
paspesa»
(kak cnenctBue). MHbIMU ciioBaMHM, ammapathl 3a-

«BBICEKAET» M3MEPSIEMYI0 HHCTaHLUIO
IyCKaIOT B SIBJICHUSIX ar€HTHBIE Pa3pe3bl, IPOU3BO-
JUIIAE TPAaHUII U CBOMCTBA «CYLIHOCTEN» IpH-
TOM, YTO SIBJIEHUS CYyThb OHTOJIOTMYECKHE HEpas-
JIETBHOCTA areHTHO B3aWMOJICUCTBYIOIIMX KOMIIO-
HEHTOB. TO €CTh, MPOCTPAaHCTBEHHOCTh ITPOU3BO-
muTcs B3aumojerctBueM. OHa ompenesnsieTcss He
TOJBKO B TEPMHHAX I'PaHMI], HO U B TEPMHHAX HC-
KJIFOUEHUH (MIOMHHUM, YTO U3MEPEHUE TAKXKE OMpe-
JIEJISIET OJTHU XapaKTePUCTUKH, UCKITIOUasi IPyTrue).

Bugum, 4to B 3Ty cXeMy y»K€ BCTpauBaeTCs
uckntouenue. Mcknmtouenus, ropoput bapan, 3anxa-
IOT OTKPBITOE MPOCTPAHCTBO Ar€HTHOCTH. DTO Me-
HSIOLHAECS YCIOBUS BO3MOKHOCTH U3MEHSIOLIUXCS
BO3MOXKHOCTEHM, TJ¢ H3MCHEHHE ITOHMMAaeTCsS HE

KaK IOCJIeI0BaTeIbHOE M3MEHEHHE TOTrOo, UYTO ObI-
JI0, WK PAaCHyThIBaHUE TOTO, YTO OYyJeT, U He KaK
Kakoi-1100 MHOIM THIT KOHTHMHYaJbHOU TpaHcop-
Malid BO BPEMEHH, a MOBTopstomuecs audde-
PEHLIMAIUH 3HAYEHUS IPOCTPAHCTBA-BPEMEHHU (UTO
bapan 3amuceiBaeTr Kak  spacetimemattering).
ATEHTHOCTb TOTJa HE €CTh HEUTO MPHUCYIIee YeTo-
BEKY MJIM AK€ HEYEJIOBEYECKOMY B TOW WJIM MHOMU
creneHu. VccienoBanue areHTHOCTH — 3TO Hcce-
JIOBaHUE TIEPECTPOCHUI MaTepHaIbHO-TUCKYPCHUB-
HBIX aNlapToOB MPOM3BOJACTBA TeJ, BKIIOYAs MpO-
BEJICHUE TpaAHHUIl W HUCKIIOUEHHUS, OTMEUYCHHBIC
(marked) >TuMU IpaKTHKaMHU.

[Toka3zaTenbHO, YTO B 3TO CICIJICHHE YK€
BcTpauBaeTcst MapkupoBka (mark). C ognoit cro-
POHBI, Kak OyATO Je0 OOCTOUT HE TakK, YTO HeKas
paHee CyIIeCTBOBABIIAs CYIIHOCTh MOJy4aeT Map-
KAPOBKY OT OTJEJEHHOW OT Hee CYIIHOCTH, HO
CKOpee TakK, 4TO CHeuu(pUUIEecCKOe MaTepHaIU3yIo-
eecsi «CIeICTBUE» UACHTHU(HIMPYET Halmronae-
MbI€ aréHTHOCTH KaK areHTHO OT/AEIMMBIE OT HX
«IpUYUHBY («00bEKTa») BHYTpH sBieHus . C
JPYTOi CTOPOHBI, MIPU BBHIITOJTHEHUU SKCIIEPUMEHTA
NPUHLIUIHAIBHO, YTO «OMPEAETICHHBIE OTMETKH,
OCTaBJICHHBIC Ha TeJlaX», MPOYUTHIBAIOTCS HAOIIO-
nareneM-uesnoBekoM ¢, Kak u To, uTo BO3aeHcTBHE
HEepEeNacTCsl Yepe3 NOGMOPHOe NpuUMeHeHue Oaeie-
Hus Ha meno. Teno pearupyer Ha CUJIbI, MPOSBIIS-
IOIIMECS B CMEIEHUH MaTepUabHbBIX BbIPAaBHUBA-
HUH, U U3MEHSeTCS NOTEHIMAJbHO, JeNasch He
TOJIBKO MOJIy4aTesieM, HO U TMepelaTinKoOM WU JIO-
KaJbHBIM UCTOYHUKOM CUTHAJIa WM 3HAKOM, KOTO-
peIil mposBisieTcss 4epe3 Hero. I[IpumeuarensHo,
4TO C 9muM ¥ CBSI3bIBaeTCs uckomas bapan oObek-
TUBHOCTh: OOBEKTUBHOCTb COCTOMT B MPHUHATHH

"> Barad, K. (2007) Meeting the Universe Halfway.
Quantum Physics and the Entanglement of Matter and
Meaning. Durham, London: Duke University Press.
176.

" Ibid. 189.
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OTBETCTBEHHOCTH 3a MAapKHUPOBKM Ha Tenax, TO
ecTh crenupuUecKue MaTepruaau3aui B UX Aud-
(bepeHIHpyIONIEeM TPOU3BOJICTBE 3HAUCHUSI.

Kak nMeHHO (YHKUMOHHUPYET PUTOPUUECKU
HAaCTOWYMBO NPEJCTABICHHBIE CLEIUIEHUS, MOYKHO
MIOCMOTPETh Ha MpuMepe Oecro3BOHOYHOrO O¢u-
YPpBbl, TOHHOTO MOPCKOTO >KMBOTHOT0, 00 HCCIIea0-
BaHUAX KOToporo mnucan xypHain Nature B 2001
roay'’. PykoBoauTENb MPOEKTa ¢ GONBIIAM JHTY-
3Ma3MOM IMcajla O TOM, YTO OTKPBITHS, CIIEIaHHbIE
IIPM WU3Y4YEHUM ONTHUYECKOW CHCTEMBI 3TOr0 THIA
WTJIOKOXKHUX, TOBOPAT O BBIJAIOIIECHCA IMPUPOIHOU
UHXeHepuu. «Mbl MOXEM BOCIIPOU3BOJIUTH TAKHUE
CUCTEMBI, 3aMMCTBYS y IIPUPOJBI TU3aNH, KOTOPBII
paboTtaeT yxe ThicsIuu JieT». bapan >xe monmaraer,
YTO JIEJI0 HE B TOM, YTO OPraHbl 3pEHUS ITUX KU-
BOTHBIX OYKBaJIbHO BOIIOLICHBI (TIOCKOJIBKY IJI1a3 B
HalleM IMOHUMaHWM Y HUX HET, & MHOXECTBO JIMH3
pa3MelIeHbl IPsIMO Ha IOBEPXHOCTH Teja), a B TOM,
YTO 9TO KHUBOTHOE U eCTh rasal's, To ecTh ux JiuH-
3bl HE pa3MELIEHbl Ha JIMHUM pa3JIeICHNs NO3HA0-
iero yma (MM HEKOM IPOTOKOTHUTHUBHOW CTpPYK-
Typbl) M MaTEpUAIBbHOCTH OKpPYXKAIOIIET0 MHpa.
OTO0 ’)KMBOTHOE — BU3YAIM3UPYIOLIUH ammapar, cy-
IIECTBYIOIIUNA HAa TPaHU TOrO, YTOOBI OBITH -
¢bpakunonHoii pemerkoil. To ecth odpuypa — 310 He
IIPOCTO MAaTEPUATIBHO BOIUIOIIEHHOE CLEIUIEHUE,
U3MEHSIOIIEECS BO BPEMEHH, OHO CYLIECTBYET,
JBMDKEHUEM pearupyer Ha M3MEHEHHs cBeTa, cOe-
raer oT XUIIHUKOB, TO €CTh pa3 3a Pa3oM MEHSET
CBOIO TE€OMETPHUIO MU CBOIO TOIOJIOTHIO, IE€peHa-
CTpauBas CBOK ONTHKY B MPOLECCE MEPECTPYKTY-
pUpPOBaHUs I'PaHUI] TeNA.

7 Cm.: Aizenberg, J., Tkachenko, A., Weiner, S., Ad-
dadi, L. & Hendler, G. (2001) Calcitic microlenses as
part of the photoreceptor system in brittlestars. Nature.
412, 819-822.

8 Barad, K. Invertebrate visions: diffractions of the brit-
tlestar. Multispecies salon Ch.6. URL:
https://www.multispecies-salon.org/

OnTHyeckas cucTemMa 3TOro KUBOTHOTO OT-
JUYHA OT TE€X CHUCTEM BU3YalU3aLMH, KOTOpBIE,
nuuer bapan, uccnenoBaHus HayKW M KYyJIBTYPBI
OOBIYHO TMpEACTaBIIAIOT, OTchulas K [lmarony, [e-
kapty, Kanty, Mepno-Ilontn ninn @yko: Bce oHU
HCIOJIb3YIOT MEUALNIO, Ha3bIBasl TaK SI3bIK, KYJIb-
TypY, TEXHOJOTHUIO WIH TPYI, U BCE YIAEPKUBAIOT
IIpUPOy Ha paccrossHUU. bapan mepeBoaUT IpHU-
Mep oduyp BHYTph paMKH pa3pabaThIBaeMoOl €10
TEOPUM U II0JYy4YaeT, YTO TEJIECHOE YCTPOMCTBO
9TOr0 JKMBOTHOI'O €CTh MaTE€pUalIbHBIM arcHT TOrOo,
YTO OHO BHJUT/3HACT, UTPAET BAXKHEUIIIYIO POJIb B
€ro IPAaKTUKAX Pa3JIMYEHUs, €ro MPOAOKAIOLIEH-
cs MaTepuanu3aluu. PazyMHOCTP M MaTepuaib-
HOCTb 3/I€Ch HE SIBJISIOTCS OIPEACICHHBIMU Kaue-
CKopee
«areHTHIMU Tiepdopmancammu». Tomonornyeckue

CTBaMU MHUpa, HO NIEpETIIETEHHBIMU
3aXBaThl YaCTHUI[ OKPY’KAIOLIEH Cpelbl BHYTPb U
BBICTABJICHHE YACTHUIL[ «CeOs» B OKPYKAIOLIYIO Cpe-
oy — 3710 OuommHamuka odpuyp. Tak B «cuerme-
HUW» BHEUIHETO NEPECTPOCHUSI U BHYTPEHHETO I1e-
pPECTPYKTYpUpPOBaHHUSA, JEMCTBYS Kak ammnapar,
orypa ¥ BOIUIOIIAET CBOU «3HAHMS» U MPOHU3BO-
JUT «CBOMY CJEIYIOIINE MaTepUaIN3alliu.

Ha »sToM mpumepe OyKBaJbHO BUIHO, Kak
9TO CYLIECTBO C «BIUIABJIICHHONW» CUCTEMOU MEIIb-
YalIlIUX JIMH3 BUJAWT, «MBICIUT» M JIBHXKETCS OJI-
HOBPEMEHHO, IMHAMHYECKH OTHENAs «ceds» OT
cpenbl, GaKTHYECKH «CO00W» MPOBOISA ATU T'PaHH-
upl. Jlpyrue nmpumepsl, 0 KOTOPBIX MOKHO IpO-
4YecTh Ha cTpaHuax pador bapaz, BKiIOUaroT me-
IIEJl CUTap, CHIFPABIINN CBOIO POJIb B BAXKHOM JKC-
[IEPUMEHTE; BHYTPEHHUE OpraHbl BKYIE C I10Ka3bl-
BAIOLICH X COBPEMEHHOM aImapaTypoH, 4To 3a1a-
€T peXUMBl UX UYTEHUS (HallpUMEp, TPEXMEpHBIE
yJIBTPa3BYKOBBIE MCCIEA0BAaHUS — 3TO U CUMBOJIU-
3alMsl U NpaKkTHKa cpa3dy, M OHA YKa3blBaeT Ha
HEOO0XOIMMOCTh HAaBBIKA YTCHHUSI COOTHOIICHHUS T10-
BEPXHOCTEH, OT KOTOPOTO 3aBUCUT TUI Ha3Haydae-
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MOTO JIEYCHHUS; U TOJIBKO OHMOJIOTMYECKHX Mpe-
CTaBICHUI 00 OTIENBHO B3SITOM TeJe TYT HE JI0-
CTaTOYHO); IbE303JIEKTPUUECKUE KPUCTAILIBI.
OueBUIHO, MOKHO HAalTH B TAKOM IOJXOE
MHOKECTBO NPEUMYIIECTB: MpEXae Bcero, oodpa-
aeT Ha ce0s BHUMaHHE B3aWMOJICHCTBHE Ha Bcex
YPOBHAX (HET OTIENbHBIX CYIIHOCTEW, €CTh B3au-
MOJIEHCTBYIOIINE areHThl, OTAEIECHHOCTh KOTOPBIX
ApyT OT Apyra CUTyaTHBHA U B3aUMOJICHCTBUEM XKeE
IIPOU3BOJUTCS). DTO NEHUCTBUTENBHO IPEACTABIISA-
€TCsl aKTyaJbHBIM CErOJHS, KOTrJa MHOIME HCCe-
JIOBATEIN KOHCTAaTUPYIOT KpallHEe HU3KYIO CTEIIEHb,
€CIM  BBIpasuTh 3TO B TepmuHax bapan,
«ME@XKareHTHbIX MHTpAaaKUUi» U KpaiiHe ciadyio
BOBJICYCHHOCTb, KOTOPBIE BOOOILE CTaBAT IMOJ BO-
IPOC BO3MOXKHOCTh IEHCTBHS Kak TakoBoro'’ — a
3l€Ch B3aUMOJECHCTBHE M JEUCTBYIOIIAs AareHT-
HOCTh 00O3HAYEHBI KaK CBOMCTBO CaMOil MaTepuH,
YTO JOJDKHO (DYHKIIMOHHUPOBATh BO BCEX CKOJIb
YTOHO CIIOKHBIX € KOMOWHAIMsIX, BKJIIOYas 4e-
noBedyeckue. Takke BaXHO NPU3HAHUE AKTUBHOMN
pOJIM TEXHUKH B DKCIEPUMEHTAX, ONEPUPOBAHUE
He(hanbCHPUIMPOBAHHBIMUA O0BEKTaMH (B OTIINYHE
oT kBa3no0bekToB ACT), mupokuil oxBaT mpuMe-
pPOB M OpHUIMHAIbHBIE WHTEpPIPETALUH, 3asiBIIsie-
MYI0 HEOOXOJIUMOCTh STHKH HCCIIEHOBAHUS, MPO-

[[ECCYaTbHOCTD U T.JI.
OTceuyenHnoe

HpI/IBHeKaTeHBHOCTB 9TOIr0 MmoaxoJga OoCTaB-
JIACT, TCM HC MCHCC, YUTATCJIA C LCJIbIMU I'PYIIIIaMA
BOIIPOCOB, HAIPABJICHHLIX K Y3JIOBBLIM MOMCHTaM

¥ CMm. mo mensmeii mepe: Maccymu, B. BooGpaxas
BuptyansHoe // ®dwunocodcekuii xypHan | Philosophy
Journal. — 2014. — T. Ne 1(12). — C. 19-34; Berardi, F
(Bifo) (2011) After the Future. Ed. Gary Genosko and
Nicholas Thoburn. AK Press; Galloway, A. Asymmetry
instead of extension (interviewed by Nina Sosna) Phi-
losophy Journal. 2018. T. 11. Ne 4. P. 75-79; Massumi,
B. (2011) Semblance and Event: Activist Philosophy
and the Occurrent Arts. MIT Press.

KaK BHYTpU apryMeHTAI[UH, TaK U CJIECAYIOLIUM M3
Hee. C 0/1HOM CTOPOHBI, €CNU CTaThst 00 oduypax
mpeniaraeT He TOJNbKO penbeHBI MpuUMep KOH-
KPETHOT'O CLEIJICHUS, HO U SBIISACTC NalbHEHIITNM
[IaroM Ha MyTH OCBOEHHUS BCE HOBBIX U HOBBIX [Tt
areHTHoro peanu3dma K.bapaa teppuropwii, mpo-
JBUTASICh OT (PU3MYECKUX M HEOPTraHMYECKHUX B3a-
MMOJICUCTBUM K )KMBBIM CUCTEMAaM, TO Y€M UMEHHO
pe3yJIbTaT TaKOro OIMCAHMSA, KOTOPOE Ipeiaract
bapan, otnuuaercda OT onMcaHWM, NpeAIaraBIINX-
Ccsl, HaIpuUMep, B KUOCPHETHKE U TEOPUHU CUCTEM?
«Tonosornyeckne 3axBaThl YACTHUL OKPYKAKOLIEH
Cpelbl», KaKeTCs, HUYeM HEe OTJIMYaIOTCs OT IpH-
HSATOTO CETOJHS B paMKax OWOJIOTHH ONUCAHHS
npoueccoB pocra. He roBopst 0 Tom, 4T0 HECUMIIA-
TU4yHBIe bapan Teopun cuctem, BKIIIOUas KuOepHe-
TUYECKHE, TAKXKE XapaKTePU30BAIU KUBBIE CHUCTE-
MBI dYepe3 H30MpaTeNbHOE B3aMMOJICHCTBUE C
OKpY>Karolllel Cpefoi, B KOTOPOM CHCTEMA MOA-
JICPKUBAET CBOK METACTAOMIBHYIO IIEJIOCTHOCTH,
npudeM 0coboe BHUMaHUE YAESUIOCH Mpolieccam,
MPOUCXOMSIIUM B MeMOpaHaX. OTH TMOCIEIHHE
MPUHIIMIHATBGHO HE KIACCU(UIIMPOBAIUCH KaK
BHEIITHEE WJIM BHYTPEHHEE BBUAY 0CO00W KOH(U-
Typaluy 3TUX «IOJABUKHBIX TPAHUI», 3TUX CBOPA-
YUBAIOIIMXCA W BBIBOPAYMBAIOIINXCA IOBEPXHO-
creii?’. CylIecTBEHHOE OTIMYME, BHAUMO, 3aAKIIO-
yaeTcss B TOM, 4To bapaj nuImaer HEeHHOCTH 3TH
CUCTEMBI KaK TaKOBbI€, UX L[EIOCTHOCTh, IEPEHOCS
aKILIEHT Ha B3aUMOJICHCTBUE, HEOTJAEIMMOCTh BHYT-
pU «areHTHOCTH, KOTOpas HUKOI/a HE 3aKaHYUBa-
eTcsi». DTO OTIUYME BEJET K HE MEHEe CYIIECTBEH-
HBIM CJIEJICTBHSIM, MOCKOJIbKY, MOJABEIINBAs OTBET
Ha BOIPOC, KEM WJIM YEM SBJISIETCSA 3TO BOIUIOLICH-
HOe OGUYypOIl CIEIUICHHE, — ONTHYECKUM armapa-

2 Yro Hammo oTpaskeHHe Naxe B BU3YaIbHOH TEOPHH,
cm.: Dnkunc, k. Konrents koxu u memoOpas // Din-
kuHe Jx. Mccnenys BusyanbHbIi Mup. — BuubHIoC!
EI'Y, 2010.
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TOM, XHBOTHBIM, TEXHMYECKHM YCTPOWCTBOM,
Bapan u cam Bompoc aenaer HeoOs3aTenbHbIM. [le-
JI0O HE MPOCTO B TOM, YTO B MpeiaraeMoi uccie-
JOBATEJIbHULIEH KBAaHTOBO-OPUEHTUPOBAHHOU CH-
cTeMe KOOpAMHAT JOCTaTOYHO, BUAMMO, YTBEp-
KIEHUSI 00 «areHTHOCTH» 3TOr0 KOHKPETHOTO
cueryieHus. Jleno B TOM, YTO JMCHUIUIMHAPHBIC
HapaOOTKH MHOTHMX IUCHMIUIMH TaKXe JeNaroTcs
HEOoOs3aTeNbHBIMU: €CJIM HET XOTS Obl B KaKOH-TO
CTENEHN CTAOWIBHBIX «EIUHMI», a €CTh TOJBKO
Hekas o0Imasi, BOpOoYeM, Majlo OMMCAaHHAsl, areHT-
HOCTh B ee spacetimemattering, BeIpe3aHHbIe (cut)
U3 KOTOPOIl YacTHBIE CIyyaW TOJBKO M IOJJIEkKaT
M3YYEHUIO, TO Pa3roBOPHI O Pa3BUTHUHU, 00 H3MEHeE-
HUH BO BPEMEHH, 00 3BOJIOIHMH, O HOBOM, KOTOPOE
He OblIo OBl OouepenHOl mepekoMOMHaIMEnd Mare-
pUH, OYEPEIHBIM IPOU3BEICHHBIM «Pa3pe3oM»,
nenarotcs m3nmumHUMU. Jloctarouno nepdopma-
TUBHOCTH, TpHYEM TepPOPMATUBHOCTH JIIOOBIX
cTpykryp. CKIagpIBaloOTCsl JM 3TH TephopMaTuB-
HOCTH BO YTO-TH00, HEKYIO UCTOPHIO, IyCTh UCTO-
PHIO TUTAHETHI WM CpeJibl, WIH IIEHHOCTh UX KOH-
KPETHOCTH JIelaeT HEYTO oOlee HEeCyIIeCTBEH-
HeIM? KakoB cTatyc 3TOro oouiero, 3Toil «KBaHTO-
BOI 1LIETTOCTHOCTH», KOTOpas (haKTHUECKH BCETAa
OJTHA W Ta XKe, JaXe €CIM MPOBO3IJIAIIACTCs, YTO
CTapoe M HOBOE B HEH «BCET/Aa y>K€ CHU3AHBI»?

C npyroil CTOpOHBI, OYEBHIHO, YTO He-
CMOTpS Ha 3asBJICHHYIO YHUBEPCAIHHOCTh METO/A,
NPUMEPOB U3 00JAaCTH COIUAIBHOIO COBCEM He-
MHoro. bapag kak OyaTo Oco3HaeT 3Ty mpooiem-
HYI0O 30HY M IHIIET, YTO Pa3JaroTCs BOMPOCHI O
TOM, «PEJICBAaHTHO JIM CYIIECTBOBAHNWE KBAaHTOBBIX
SIBIICHUI Pa3MBILUICHUSM O MPHPOJIE YETIOBEYECKO-
ro OIbITa, KOTOPHIH MMEET MECTO Ha Makpo-

ypOBHE»?!, M OTMEYaeT, 4TO K TaKMM BOIPOCAM

21 Barad, K. Invertebrate visions: diffractions of the brit-
tlestar. Multispecies salon. Ch.6. URL:
https://www.multispecies-salon.org/

CJIelyeT OTHOCHUTBCS C TTOJI03PUTEIBHOCTBIO IO He-
CKOJIbKMM TPUYHHAM. BO-TEpBBIX, MOHSATHE MaK-
poMmEpa He MOATBEPKIAACTCS HU TCOPETHUECKU, HU
JKCIepUMeHTanbHO. KBaHTOBas (u3nKa OMHCHIBa-
€T OOBEKTHI BCEX MAcCIITa00B, MO0 B HACTOSIIHI
MOMEHT 3TO (yHIaMEHTaJIbHasi OOBACHUTEIbHAS
Teopus. Bo-BTOpBIX, HET JIMMIHUPUYECKUX CBH]IE-
TEIbCTB HECOBIMAJCHUS OHTOJIOTUW U Pa3HOTO
MaciTaba U HaXOAUTCS BCEe OOJbIIE MOATBEPIKIe-
HUW HepasleNeHuss MaKpOMHpa, CIEAYIOIEro 3a-
KoHaM HpIOTOHA, 1 MUKpPOMHpA, CYIIECTBYIOIIETO
M0 3aKOHAM KBAHTOBOUM Teopuu. Kak roBopur co-
BpEeMEHHBIA aBcTpuiickuil ¢usuk A. Llaitnmuurep,
«OOHAXKIBI MBI MPOJIEMOHCTPUPYEM, YTO KBAHTO-
Bas HEOIPEICICHHOCTh PEJIEBAHTHA TaKXKe W JUIA
MaKpPOCKOIMUYECKUX 0OBEKTOB. DTO TOIBKO BOMPOC
pa3BHUTHUS TEXHOJIOTUU. HeT JoCTaTOYHBIX OCHOBa-
HUH JUIS HEBO3MOXKHOCTH HAOJIIONATh KBAHTOBBIN
AKCIEPUMEHT JUIsi aMeObl WM OYEeHb MaJICHBKOM
OakTepum»?2,

[TokazarenpbHO, YTO TaKO€ MOSICHEHHE Ode-
BHUJIHBIM 00pa3oM BCTpaWBaeT HOBBIM MaTepHal B
yKe 3aJIaHHyI0 paMKy, OCHOBaHHYIO Ha KBAaHTOBOM
Teopur. Bo3mMoOxHO, ele paHo 3a/1aBaThCsl BOIPO-
COM O TOM, KaK B 3Ty PaMKy BCTPOHUTCS HE TOJIBHKO
MajeHbKash OakTepus, HO W Takas OTPOMHAas H
CIIOKHAs CTPYKTYpa, Kak uenoBek. 1 Tem He MeHee
BCE JK€ Ka)KEeTCsl BaXHBIM HAMETUTH IMYTh K OTpe-
JIeTIEHUI0 TOro, Kak pa3BepHyTas bapan apmatypa
MOKET OBITh NMEPEHECeHa Ha «TYMaHUTApHYIO» Ma-
TEPHIO0, €CITH y>K METOJ 3asBJICH KaK YHUBEPCAIlb-
HbIA, TPUTOMHBIA JJIsI WM3YyYEHUS KaKUX YIrOJHO
pa3MEpHOCTEN.

Torma oOparar Ha ceOsi BHUMaHUE TaKUe
MOMEHTBI CILEIUICHHS, KaK HWCKIIOYCHHE, COMpOo-
BOXK/IAIOIEE H3MEpPEHUE, U OCTaBIEHHUE METOK,

22 Cwm.: Zeilenger, A. (2012) Dance of the Photons:
From Einstein to Quantum Teleportation. New York:
Farrar, Straus and Giroux. P. 44, 249.
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o003HayaroIee areHTHbIN paspe3. B camom o0rem
IUTaHEe, HE TOBOPS YK€ O BO3MOYKHOCTSIX IEPEHOCA
Ha «COIMAIIHYIO MaTEepPHIO», CI0KHO HEIPOTHUBO-
PEUMBO U «OOBEKTUBHOY» IPEJICTaBUTh ceOe HEOoT-
JeTMMOCTh (YacTeil) areHTHOCTH TpH HEoOXOu-
MOCTH «areHTHOTO pa3pe3a». MeHseTcs I 4TO-TO
BO B3rsigax bapax, ecnum ¢ TedeHHeM BpeMeEHH,
rocje BBIXOJa KHUTHU 00 «yHHMBEpPCYyME Ha TOJITY-
TH», OHA J00aBIIET Takhe (Ppa3bl KaK «TO, YTO «IIO
Ty CTOPOHY» pas3pe3a, OT Hac He oTaeneHo. ud-
(depeHnuanus moapa3yMeBaeT He MHOC\OTACTICHHE,
a  yCTaHOBJIGHME CBs3ed M 00s3aTenbCTB
(commitments)»?*. He TOJIBKO OTCEYEHHE, HO H
YCTaHOBJIEHHE CBsI3e€H, HO KaKMM HMEHHO oO0pa-
3oM? Jlanee, KTO TaKHe 3TU «MBbI», HAXOJSAIINECS C
n3ydaeMoi opuypoit B 0JJHOH (3KO)cHcTeMe, Tepe-
cTpauBaromue ceds B 3aBUCUMOCTH OT TOTO, YTO
HaxomuM y o¢puypei? Kak MMEHHO HPOUCXOIUT
«areHTHBIN pa3pe3» U KTO ero nmpou3Boaut? I ae-To
Bapan MOXHO TOHSTH TakK, YTO pa3pe3 MPOUCXOTUT
Kak Obl caMm co00ii, Kak pu 00pa3oBaHUM MATTEPHA
nudpakum, To eCTh MpHU UHTEpHEpEeHIINH BOJIH (B
o0I1eM, WX B3aWMOJICHCTBHM), TJIE-TO OHA IIHIIET,
YTO paspe3 MPOU3BOAMT amlmapar, B Mporecce u3-
MEpEHUs] MPOMU3BOJISI HEYTO BPOJE BBIOOPKH, «OT-
pes3as» To, Ha YTO HE HACTPOCHBI €ro mapameTphl,
qyuTas )K€ CTaThlo 00 opuypax, MOKHO HPEIIOIO-
KHTb, YTO caMa o(puypa MOXKET TaKoH paspe3 mpo-
U3BECTH «BHYTPW» «CeOs», OTCEKasi OJTHY U3 CBOUX
«PYK» B KauecTBE OTBJICKAIOIIEr0 MaHEBpa JUIs
XUIIHAKA ¥ Pa3JBavBasCh Ha JIBE «areHTHOCTW,
HO, yBBI, HEPaBHOIICHHbIE, H0O OJJHA U3 HUX HEH3-
OeXHO JXepTBa M ee spacetimemattaring codYTeH U
KOpPOTOK.

Jlamee BOMpOCHI TOJIBKO MHOXaTcs. YTo
3Ha4aT 3TH U3MEPUTENIbHBIE MPAKTUKUA HCKIIOYe-

2 Barad, K. Invertebrate visions: diffractions of the brit-
tlestar. Multispecies salon. Ch.6. URL:
https://www.multispecies-salon.org/

HUS U TeM 0ojiee MapKUPOBKH Ha Telax, KOTOpHIE,
CIIy’)Ka 3aJIoTOM OOBEKTHBHOCTH, 00pa3yloTcs Imy-
TEM IOBTOPSIOLIErOCsl BO3IECHCTBUS HA 3TH CaMble
tena? CrpaHuua 3a CTpaHMLEW KPUTHKYEMBIH 3a
HenpaBoty M. dyko rogamu Inpuiarail yCHIIus,
YTOOBI MPEABSBUTH 3TH NMPAKTHKH HCKIIOUYECHUS —
112, TOJIBKO YEJIOBEYECKHX Tell, — HO YTOOBI MexKue-
JIOBEYECKOE B3aMMOJICHCTBHE MOTJIO ObITH Oojee
noyHbIM. COOTBETCTBEHHO, €ro IOCJIEI0BATEIN
UCXOJIT U3 TOTO, YTO CUHTYJISAPHOCTH Henpeocma-
sumsl M Heghukcupyemsl. Ecnu mpemnaraemenii ba-
pan meron GopMyIHpYyeTcs ULl BCEX pPa3MepHO-
CTel, KaK MOXET paboTaTh MCKIIOYCHHE Ha Yelo-
BeuecKkoM ypoBHe? Pa3Be He npama s Tena nepe-
HOCHUTb «CMEIIIEHHE MaTepHUaIbHBbIX BbIPaBHUBA-
HUI», BIEKyIIee 32 COO0H «IOTEHIMATFHOE U3Me-
HEHHE», BeJJb OHO HEU30EKHO BBI30OBET JAedopMa-
LMI0 3TOro Tena? A areHTHBIM pas3pes3, KOTOpBIH
IIpPEIBELIAIOT METKH, OCTaBisieMble Ha Tenax? Kak
n30eraTh TOro, 4ToObl B 3TUX JEHCTBUSAX MPOUYUTHI-
BaJioCh TOJIBKO umctoe Hacuiaue? OHO OyKBaJIbHO
CKBO3HT B LIEJIOM pSJIE LUTAT, €CIU SKCTPAIOIUPO-
BaTh UX 3a paMku Qu3uku. Hampumep, «dKcnepu-
MEHTUPOBAaHUE C TOW WJIM MHOM CYIIHOCTBIO HE
00s3bIBacT Bac TOBEPUTh B €€ CYIIECTBOBAHHE.
TpebyeTcst TOIBKO MaHUIYJTUPOBAHUE CYIITHOCTHIO
pajii SKCIIEPUMEHTHPOBAHMS ¢ 4eM-TO emen>t. Kak
TOTJ]a MCKIIOYEHUE U «BBIPE3BIBAHUS», OYKBaIbHO
MIPOpPE3bIBAEMbIE Ha U3MEPSAEMBIX TellaX, CIOCOOHBI
CO3/1aBaTh «YCJIOBHUS JJISI OTKPBITOrO Oymymiero»?
Yro sT0 32 Oyayiuee, 3usioniee, Kak OTKphITas pa-
Ha?

VY1Bepxkaas XoTs Obl HA ypPOBHE PUTOPUKU
HE0O0X0IMMOCTh commitment ¥ OTBETCTBEHHOCTH
32 MapKUpOBKM Ha TeNax, MpU3bIBas HE K OMOMHU-
METHYECKOMY H3TOTOBJICHUIO «OOBEKTOB» Ha OC-

#* Barad, K. (2007) Meeting the Universe Halfway.
Quantum Physics and the Entanglement of Matter and
Meaning. Durham, London: Duke University Press.
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HOBAHUU TIOJICMOTPEHHBIX y JKUBBIX CYIIECTB CIIO-
co0OB opranu3anuu (Hampumep, JIUH3 0QUypbl), HO
K OCO3HAHHIO CBOEH BCTPOCHHOCTH B MPOIECCHI
U3yYEHUs, KOTOpbIE, BEPOATHO, TOXKE CIIEAYeT
OIIpEJIeNIATh KaK MPOIECChl B3aMMOACHCTBUS, 3a/1a-
Basi, HAKOHEI, BOIIPOC, «IJIsi KOT0» 3HAYMMBI BCE
u3ydaeMble spacetimemattering, pa3Be He BBIXOJUT
Bapan u cama, naxxe ecnu 6ecCO3HATENBHO, 32 paM-
Ki (U3NYECKOI TEOpHH, KOTOpasi, IPU BCEM XKella-
HUHM paccMaTpuBaTh €€ MHa4e, B 3THUX OMHCAHUSAX
OCTaeTCsl MEXaHUKOM?

Eme pa3 mnoguepkHem, 4YTO y HAc HET
CTpEMJICHHUS] HACTOSTh Ha CHUMBOJMYECKUX CTPYK-
Typax B NPOTUBOBEC OMOJIOTMYECKUM WM MHOIO-
KpPaTHO JIOBUTh 3Ty MaTe€pHUaIHCTUYECKYIO, TpPUH-
UIHATFHO HECUMBOJIHMUYECKYIO TEOPUIO HAa OOMITHH
MeTadop, KOTOpbIE TPO3ST MEPEeBECTH €€ B OIlac-
HBIA peructp (Galymsiumii. Mpl numb Xotenu Obl
MOTYEPKHYTh, YTO JAXKe JIOTHUECKUE 3aTPyaAHEHHS
B CBSI3KAaX MEXJy TEPMHUHAMH 3TOH TEOPHH, HE TO-
BOPS Y’K€ O BO3MOXKHOCTSIX MIEPEHECEHUs UX Ha ue-
JIOBEYECKH BUJ, CYIIECTBEHHO CHIDKAIOT €€ IpH-
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EXCLUDED AGENCY. ON THE (IN)TRANSFERABILITY OF SOME NATURAL SCIENCE
MODELS INTO SOCIAL SCIENCES

In the context of the growing tendency to struc-
ture the humanities in a new way by borrowing particu-
lar terminology and argumentation of the natural sci-
ences (i.c. information technology, molecular biology,
elementary physics), the author turns to the potential of
translatability between different disciplines, this time
analyzing the method of K. Barad. Despite its origin in
quantum mechanics, the method of agent realism is
claimed to be universal, suitable for any scale and mat-
ter, calling into question the boundaries between social
practices (discourse, politics) and experiments in sci-
ence as such. Accordingly, using a complex of such es-
tablished terms as quantum entanglement, measure-
ment, apparatus, diffraction, as well as the inventive
ones, such as "agent cut", Barad proposes to obtain a
system of description and at the same time of practical
action that would allow not only to objectively describe
what is happening around, but also to achieve "openness
of the future". Reconstructing some often not obvious
connectives within the discursive "entanglements" of
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new examples from the field of protozoa, the author
proceeds to the characteristics of a possible social ap-
proach that would extrapolate Barad's marking and ex-
clusion operations to other levels, from the non-human
to the not-only-non-human (by analogy with the catego-
ry of "not-only-human" by another researcher, also
working within the framework of the new materialism,
J. Bennett). Noting the undoubted attractiveness of the
Barad theory, first of all, the emphasis on interaction at
all levels, the author shows that many of these concepts,
formulated in defiance of liberalism, contain quite au-
thoritarian potential.
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HNEP®OPMAHC WAEHTHUYHOCTHU

B cratbe kpuTHUECKH paccMOTpeH mepdopma-
TUBHBIA TOAXOJ K HCCIEIOBAHHUIO KYJIbTYpHBIX (heHO-
MEHOB. MIEHTUYHOCTh MOHWMAETCS HE Kak HEYTo
CTaBIlee W CyOCTaHLIMOHAIBHOE, & B Ka4eCTBE HCIIOJ-
HUTEIBCKON MPAaKTUKU MaHU(ecTaunuu «s», Kak WHIHU-
BUIYJIBHOTO, TaK M KOJUIEKTHBHOro. HalmoHaibHBIH,
STHUYECKUH, TEeHACPHBIH, BO3paCTHON U Apyrue Gpopmsl
nepdopmMaHca OKa3bIBAaCTCS BO3MOXKHBIM 3auKcHpo-
BaTh M MPOaHATU3UPOBATh Ha Marepuaie XyJloxkKe-
CTBEHHOM KyJIBTYpBl — (oTorpaduu, CKyIbNTYpHI, ap-
XUTEKTYpbl. OTH TPU BUAA HCKYCCTBA COMPOBOXKIAIOT
YeJoBeKa Ha MPOTSDKEHHH €ro MOBCEJHEBHOM JKM3HH,
SBIISIIOTCA HEOTHEMJIEMOH YacTbhiO KyJIbTYPHOTO IIPO-
ctpanctBa. DoTtorpadusi MOXKET BBICTYNaThb Kak OObI-
JIeHHasl TIpakTHKa cendu, B KOTOPOH cO3IaeTcs kenae-
MBI 00pa3 ceds, pa3bIrpbIBacTCsl CBOCOOPa3HbIN BU3Y-
aBHBIA CHEKTakIb. Takxke QoTtorpadus B XyIoxkKe-
CTBEHHOM KYJIBbType HCIOJB3YyeTcsl KaK BU3yalbHOE UC-
cienoBaHre W (opMa KOHLENTYyaTU3allMd OIBITA Iep-
(hopMaTUBHOTO BBICTpauBaHus uaeHTHYHOCTH. B doTto-
rpapusx C. lllepman paspIrpbIBatoTCsl pa3iUydHBIE pe-
MPE3CHTATUBHBIC KCHCKHE THUIAXKH, MOCPEICTBOM KO-
TOPBIX 3PHUTENb AOMONHUTEIBHO CUHUTHIBAET MCHXOJIO-
THYECKHA M COLHMOKYIbTYpHBIH (oH. B «IIpoekrax»
Huxku C. JIu 3adukcupoBaHbl CIEHBI, B KOTOPBIX (o-
TOXYJIOXHHILA Pa3bITPhIBAECT CBOWCTBEHHBIH pa3zHOO0-
pasHbIM cyOKynbTypam nepdopmanc. B obonx ciyuasx

I Iep(popMaTI/IBHHﬁ IIOBOPOT, HAa4allo
KOTOPOTO MAapKUPYeTCs OTKPBITUSIMU
B 00JIacTH IUHTBUCTUKH (OTKpBITHE TMephopMa-

TUBHBIX BbICKa3biBaHMil J[x. OcTHHA) U COIHMAlb-

¢dororpadhun QUKCHPYIOT HE CTOIBKO CTATHYHBIA 00-
pas, CKOJIBKO KaKylO-TO CHTYaluIo, KOTopas 1100 ocTa-
ercs «3a kagpom» (C. lllepman), 1100 pasbIrpeiBacTCs
npsimo nepen kamepoir (Huxku C. JIn). Ilepdopmatus-
Has CKyJBNTypa BKJIIOYAeT KaK MHTEPAKTHUBHBIC U KH-
HETHYECKHE DJIEMEHTBI, TaK M MPOBOLHPYET BOKPYT Ce-
05 co3naHue COOBITHITHOTO MPOCTPAHCTBA. APXUTEKTY-
pa Kak HCKYCCTBO, COIIPOBOKAAIOIIEE YEIOBEUECKYIO
JKU3HENESATENbHOCTh, B NPUHIMIIE TepdopMaTUBHA IO
cBoeit cytu. C (opManbHON TOYKM 3pEHUS 3MaHUS U
MOCTPOMKH C TEYEHHEM BPEMEHH M3MEHSIOTCS (PYHKIHU-
OHAJBHO M ICTETHUYECKH, KaK MOJ JCUCTBHEM NPHPOI-
HBIX CHJI, M3HOCA MaTepuaa, Tak u Onarogapsi mpeoo-
pa3oBaTeNbHON NIESATEIBHOCTH YeIOBeKa. APXUTEKTOPBI
MOTYT W3HAYAIBHO CO3/[aBaTh MOCTPOMKY, IKCIIEPHMEH-
TUPYS C TPOCTPAHCTBOM, CHMBOJIMKOW, AW3alHOM,
BKJTIOYasl B OTY UTPY T€ WIHM WHBIC acleKThl KyJIbTYpHON
uaeHTuuHocTu. Taxke ¢ 2007 roma mosIBISETCS HOBOE
HaIpaBJIEHUE «performance architecture»
(A. lBeiinep), KOTOpoe MPH MPOSKTHPOBAHUH OPHEH-
TUPYETCSl Ha YEIOBEUECKOE TENO M YEIOBCUECKYIO aK-
TUBHOCTb.

KawueBbie ciaoBa: mnepdopmanc, mepdopma-
TUBHOCTb, WACHTHYHOCTD, IepHOPMAHC UICHTUIHOCTH,
nepopMaTUBHBIA MOIXO0, ephopMaTUBHAS aPXUTEK-
Typa, nepopMaTuBHas CKyJIbOTYpA.

HbeIX Hayk (pabotel U. ['omaHa M mKombl couu-
QIBHOTO MHTEPAKIIMOHU3MA), TE€HACPHBIMH HCCIIE-
JOBaHUSIMH (TUTYJIHLHOW B TaHHOW OOJACTH MOXET
CUHUTATHCS KOHLEMIUS TeHISPHON MepPpMaTHBHO-
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ctu 1. batnep), U, KOHEUYHO, B XYJI0)KECTBEHHOM
KyJIbType (TosiBiieHHe nepdopMaHca Kak caMoCTO-
STEJIbHOTO BHUJIA UCKyccTBa B 1960-Xx rojax, a Tak-
K€ TOSIBUBIIUECS W TOJYYUBIIHE TEOPETUUYECKOE
00OCHOBAaHHE pa3IMYHbIC MPAKTUKH B3aUMOJCH-
CTBHS), 3a7ajl ONTHKY H3yYeHHUsS KYJIbTYpbl B ee
JMHAMUYECKOM IpoleccyalibHOM acnekre. llep-
(opMaTHUBHBIH MOAXO0A K UCCIECAOBAHHUIO KYJIBTYPHI
OT MJIEH COJIepKaHUs, LIEHHOCTH U 3HAYCHHUS Tepe-
XOJUT K TPOIECCY MPOM3BOJCTBA (DEHOMEHOB H
SIBJICHUIA.

C ToukH 3peHus nepPpopMaTUBHOIO MOIXO-
na (pakTU4ecKu BCe KyJIbTYpHbIE (PEHOMEHBI MOXK-
HO ONHKCAaTh KaK CIEHMYECKOEe MpEeACTaBJICHUE, 110-
CTaHOBKY WJIM HCIOJHEHHE, OCYIIECTBIIEMbIC
nyOnuyHo. KynbpTypHass HOGHTUYHOCTh TaKXke 00-
HApy’>KMBAETCSl B PA3IMUYHBIX MNEepPOPMATUBHBIX
nposiBieHusx. [lepdopmanc HASHTUYHOCTH TOpa-
3yMeBaeT NpeiCTaBiIeHUE ceds, TPaHCIMPOBAHUE
o0paza BOBHE, Oy/b TO (pU3MUECKasi UM BUPTYallb-
Hasi PEaTbHOCTh B KOHKPETHBIX IPOSBICHUSIX, W
BKJIIOYAET B ceOst pacoBbIii / HAITMOHAb-
HBIN / 3THUYECKUN TepdopMaHc, TeHAEPHbIA U, B
IIEJIOM, TIOJIOBO3pacTHOW mepdopmaHc, mpodeccu-
OHAJIBHBIN mMeppopMaHC — pasbIrpbIBAaHUE POJIU
ClenuanucTa B KaKOH-TMOO  JEeATelNbHOCTU
(HammpuMep, pasbIrpbiBaHUEe 00pa3a MaTepu/oTIa,
MY’Ka/’K€HbI, TYCOBIIMLBI WU «CBETCKOW JIbBU-
IbI», PYKOAETBHUIIBI UM «KauKa» W3 CHOopT3alia U
T. I.) WIKM pealnu3anus cBoel mpodeccHoHaNbHOM
UACHTUYHOCTH, HU(POBOH nephopMaHC — MOZULH-
OHHpOBaHHUE ce0si B BUPTyaJIbHOM MHpE COLCeTel
u T. 1. Bee 310 TO, 4TO P. IllexHep Ha3bIBaeT «per-
forming in everyday life»!, To ects mepdopmanc,
KOTOPBIM pa3bIrphIBACTCS, OCO3HAHHO WM HET,
KaXJIbIM B IIOBCEIHEBHOMU XU3HU. [IpencrasBnenus
COIIPOBOKJAIOTCS COBEPILICHUEM COOBITHS, B KOTO-

pPOM MOXHO IIPUHATH y4acTHE B POJIM aBTOPA-

! Schechner, R. (2013) Performance Studies: An Intro-
duction (3rd ed.) / ed. Sara Brady. NY: Routledge, 206.
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aKTepa, coaBTopa, JuO0 Habmromatens. B crtuxo-
TBOpeHUM aHrimiickoro mosta XVIIB. PobGepra
I'eppuka (R. Herrick) pacnarue Xpwucra ommcaHo
Kak mofo0Horo pona coObitue: «llogmocTkamu
TBoumu craner Kpecr, / Teatp BOKpYr — Ha MHOTO
ThICAY MecT,/ u Thl ero OKHHEUIb T'OpPABIM B30-
pom, / Kak Pocruif, CTaB TparuyecKuM akTépom»?
(«The Crosse shall be Thy Stage; and Thou shalt
there / The spacious field have for Thy Theater. /
Thou art that Roscius, and that markt-out man, /
That must this day act the Tragedian / To wonder
and affrightment: Thou art He, / Whom all the flux
of Nations comes to see...»). Ho cymecTtByrot 6e3-
YCJIOBHBIE OTJIMYMS MEXAY XU3HCHHOW CLICHOU U
TeaTpaJIbHOM. AKTEp Tearpa HUCIOJHAET POJb IO
HaIMCaHHOMY KEM-TO CLIEHApUIO, IPUMEpsIst Ha ce-
0 4yXyI0 HJACHTHYHOCTH B KauecTBe JHUYMHBIL U
aKTep, U 3pUTENN MOHUMAIOT, YTO TMPOUCXOAUT CH-
Tyalusi «Kak OyITo», YTO JaHHAs MOCTAaHOBKAa —
3TO TMPUTBOPCTBO, U CaM aKTEp HE SIBIISETCS TEM,
Koro oH mpesnctasisier. Korma peus uper o mep-
¢dopMaHCce HICHTUYHOCTH HA «CIIEHE XHU3HH», TO
«aKTep» TpeAcTaBisgeT ceds M TOJNBKO cebd,
HACKOJIbKO Obl CKOHCTPYHMPOBAHHBIM WJIM HEHUC-
KPEHHUM HH OBLJ IEMOHCTPUPYEMBIi 00pa3s.

Ha d¢enomen «ucnonHenusi ceOs» Ha
«CIIEHE XKU3HW» 00paTui BHUMaHHE eme B 1960-x
rogax W. Todpman. Uccnenmys npamarypruveckue
COCTABJISIOIIME TAaKOW JKUTEUCKOM ITOCTaHOBKH
(cueHnueckasi pexxuccypa, CIeHH4YecKas urpa, aH-
Typax) mepen APYrUMH B KOHTEKCTE COLMAIbHOM
unTepakiyn’, M. Topman packpbiBaeT MEXaHU3MBbI

? Teppuk, P. Benukas Ilarauna: Tparuueckuii Ilaps,
nim XpHUCTOC, BOCXOASAIIMN Ha €ro KpectT / Imep. ¢ aHTd.
B. M. Kopman. URL:
http://zhurnal.lib.ru/k/korman_w_m/509robertherrick.sh
tml

3 Togman, U. Ipencrapienue cebs ApyruM B TOBCeE-
naeBHOM xw3HKM / llep. ¢ aHIJ, W BCTYIN. CTaThs
A. 1. KoBaneBa. — M.: «kKAHOH-npecc-11», «KyukoBo
moie», 2000. — C. 147.
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YIPAaBJICHUSI BIIEYATJIEHUEM U CTPATEruy Mpenoj-
HeceHus ce0s Ha myOnuke. To, kakol oOpa3 ujeH-
TUYHOCTH IIPOU3BEACH, INPUHAT U 3aKpEIUIEH B
nporecce B3auMOJICHCTBHSA, U CTAaHOBUTCS HamOo-
Jie€ TOJUIMHHBIM «s1», MIOCKOJIBKY OH JIETUTUMHUPO-
BaH coo0mecTBoM. OH CTaHOBUTCS 3aKPETJICHHOM
3a MHIMBHUJAOM Mackoi. B mpouecce peanusanuu
pPOJIM UCIIOJIB3YIOTCA JOIOJHUTENIBHBIE CPEICTBA
BBIpa3uTeNnbHOCTH, TO, uyTo M. ['odMaH HazbIBaer
«TIEPEHUM IUIAHOM HCIOJHEHUS» — JIEKOPalUU U
PEKBU3UT, BKIIIOYAsl JPYTUX JIIOACH, YCUIMBAIOLINE
cieun UKy HUCHOTHUTENS. A TakkKe <«JIUYHBIA TIe-
peqHuN IIaH» — I0JI, BO3PACT, OAEK/IA, 3HAKU OT-
nnuus ¥ T. 1.4 TIOCKOJBKY B COLMyME YKe BhIpabo-
TaHbl MPUEMJIEMBbIE U JOMYCTUMBbIE (OPMBI THIIU-
3UPOBAHHBIX HACHTHU(PHUKAIMOHHBIX Mojenei (00-
pas3IoB IMOBEJCHMs, BHEIIHEH aTpuHOyTHUKH, PEUH),
TO WHAMBUIY OCTAETCS TOJBKO BBIOPATh W3 MpPEo-
CTaBJICHHOTO «KAaTajora» HYKHYIO M pEan30BbI-
BaTh CBOM MyONWYHBIA mephopMaHC MO MpeIo-
JKEHHBIM CXEMaM.

[Tockonbky 000 MpencTaBlIeHUE Pa3bIT-
PBIBAETCS NEPE] 3pUTEIAMH, I 3pUTENIEH U C BO-
BJICYCHUEM 3pUTEIIEH B CBOM IEPCOHAIBHBIN IIEp-
¢dopmanc, OONBIIYI0O pOJIb WIPaeT KaTeropus
B3rJsi1a. B3risin He TONbKO mopokaaer mepdop-
MaHC UJCHTUYHOCTH, HO U BIIOJIHE MOKET OKa3aThb-
csl TeM, 4to ero 3amyckaer. Tak, H. Mup3soes, cchl-
Jasch Ha Kputuka kKonoHuanusma @. danoHa, nu-
IET O «KOJOHU3MPYIOIIEH CUIIE B3MIIsAa»’, Korja
BHEIIHUN HaOIIOAaTeNb BBIICISACT IPYroro Kak
MpEeACTaBUTENS TOM WM MHOW pachl (HAI[MOHAJIb-
HOCTH, THOCA) U 3aCTaBJIIET BCTaThb HA MO3MIIHIO
BHEIIIHEro HaOIofareNns MO OTHOUICHHIO K cebe,
BOCTIPUHSATH CE0Sl CHIJION 4Yy’>KOTO B3IJISIIa U OCO-
3HaThb CBOIO MJCHTUYHOCTHb KaK UIACHTUYHOCTH pa-

* Tam xe. C. 51-56.

> Mup3soes, H. Kak cmotpers Ha Mup. — M.: Ax Mapru-
HeM [Ipecc, Myseil coBpeMeHHOro uckyccTBa «l apax»,
2019.-C. 69.
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COBYIO (HallMOHAJIbHYIO, 3THUYECKYI0). [locTkoito-
HUAJIbHBIE HCCIIEIOBAaHUS AKTUBU3UPYIOT IIpel-
CTaBJICHUS O pace, HalluM, HapoJe KaK I0JI€ yCIIOB-
HOCTEW, HE MMEIOIIMX M HE MOTYIIMX HMMETh 3a-
(UKCUPOBAHHBIX TpaHULl 3HaYeHHU. ['oMoreHHas
HallMOHAJIbHAsl KyJbTypa — CHUMBOJIMYECKas KOH-
CTpyKIMs («BOOOpakaeMoe COOOIIECTBO»), KOTO-
pas, 0OJTHaKO, Ha TIOBCEJHEBHOM YPOBHE MEXJIHMY-
HOCTHOM KOMMYHMKAIlMM YJIABIMBAEeTCSl M ycTa-
HaBiIMBaeTcss  Ooliee-MeHee  apTUKYJIUPOBAHO
(HampuMep, MOXHO BCIIOMHUTb COBETCKUE aHEKJIO-
ThI TIPO 4yKuy). BHEIIHOCTh, SA3bIK M AKLEHT, CIO-
co0 moBeneHus, COOMIOACHUE TPAIUIUil, HAKOHEIL,
bamMunus U UMA, CBOMCTBEHHBIE TOM WJIM WHOU
HaIlUU — BCE 3TO SABJIAETCS CUTHAIAMHU KYJIBTYpHOU
UJEHTUYHOCTH.

HcnonHenue COLMOKYJIBTYPHBIX TEHIEP-
HBIX PUTYaJOB — elle OAHa 00JacTh COLHUAIBHO
HOPMHUPOBAHHBIX MPOSBICHUM, 3aKpEIIEHHBIX 3a
TE€M WJIM UHBIM II0JIOM. Y CBOEHME JOJDKHOIO U He-
JOJDKHOTO COIIPOBOXKIACTCS IIPUCBOCHUEM OIIpe-
JICJICHHOW T'€HACPHON UACHTUYHOCTH U IIPaBUIaMHU
€€ TEJIECHOTO IPOUTpPhIBaHUs (pErIaMeHTUPYEMBbIE
MHTOHALIMM U MOJYJIALIMU T0JI0Ca, IBHKEHUS U I0-
3bI, MaHepsl Jepxkarbed U T.71.). [lepdpopmaTuBHas
Teopust uaeHtuuHoctu (performative theory of
identity) JI. batiiep cTaBUT MoJ COMHEHHE T€ COLH-
aJIbHBIE YCTAHOBKH, KOTOpPBIe (POPMHUPYIOT U 3aia-
IOT OOLICTIPUHSATHIC TMpaBUja UCIIOJIHEHUS CBOETO
rergepa. Tem Ooinee, 4TO BOCIIPOM3BOICTBO KYJIb-
TYPHBIX F€HJEPHBIX HOPM, KOTOPBIE CYLIECTBYIOT B
BUJIE CBOCOOPA3HBIX «UJCAJBHBIX TUIIOBY», Xapak-
TEPHBIX JUJI TOW MM UHOM BIIOXU WIIM KOHKPETHOU
KYJIBTYPbI, MEPUOAMYECKH JaeT cOoii®. «Biusa-
HUE» CBOEH MAECHTUYHOCTH B YXKE 3apaHee U3BECT-
HbI€ U 3arOTOBJICHHBIE KAHOHBI T'€HJIEpPA BEIET K
SKOHOMHUHU JKU3HEHHBIX PECYpPCOB, MOCKOJIBKY Kak
ormeuvaet /. batnep «...Te€, KTO MPOKUBAKOT CBOM

S Barnep, JI. 3ameTku K mepdopMaTUBHOM TEOpHH CO-
Opanus. — M.: An Maprunem Ilpecc, 2018. — C. 35-36.
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TeHJIep HEMOHATHBIM JUISl IPYTHX CIIoco0aMu, MoJI-
BEPraloTCsl MOBBIIIEHHOMY PHCKY MpeCciie0BaHMA,
[aTOJOTU3AIUY MJIH HACHIIUSD) .

ITonuTuKK KyIbTypHON UACHTUYHOCTU CTa-
HOBSITCA 0O0BEKTOM aHalIM3a U MHTEpeca Ui Xy0-
xectBeHHOU peduiekcun. Cunau lepman B 1970—
80-e roasl B cBoux (oTropaboTax, B KOTOPHIX OHA
npuMepsieT Ha cebs MHOXECTBO paszHBIX 00pa3oB,
BBISBJISIET T€ TUIMYECKHE YEPThbI, KOTOPHIE TO3BO-
JSI0T WACHTU(UIIMPOBATH TOT WM UHOW ee Tmepco-
HaX, ONpPENEIUTh €ro MECTO B COLIMOKYJIBTYPHOM
uepapxun. I'naBHas ee pabora «Kaapel u3 Heus-
BeCTHBIX puibMoB» 1977-80 rr. oTchUIaeT K 00pa-
3aM roJTMBYACKOTro kuHemarorpada 1950-x romos.
OTH «KaApbl», XOTS U HE MOBTOPSAIOT KAKUE-TO U3-
BECTHBIE KHHOpPAOOTHI HAmpsMylo, a, CKOpee yra-
JBIBAIOTCS] 1O OOILEMY XapakTepy H300paKeHHs,
HaMEKaloT Ha YTO-TO YK€ BUACHHOE, B CBS3H C YeM
E. AanpeeBa ormeuaer: «Benp ecnu repouHH
[llepmMan mpPOM3BOIAT BIEUATICHHE JEKaBIO, KO-
I71a-TO BUJCHHOTO, 3TO BO3MOXKHO TOJBKO TIOTOMY,
YTO HAlll MHUMO JIMYHBIM ONBIT HA CaMOM Jeje
CTEPEOTHIIMYEH, €ro ONPEACISIOT OJANHAKOBBIE 00-
pa3pl. M pexnama, U KHMHOQHIBMBI TOKa3bIBAIOT
HaM HUCKYCCTBEHHYIO pPEaJbHOCTh WU WILIIO-
3uK0...»%. MccnenoBanus, CBA3aHHBIE ¢ pabOTaMu
C. lllepman BKIIOYAIOT ¥ (DEMUHHCTCKYIO KPUTHKY
«MY’>KCKOTO B3IJISIJ1a», 3a/AIOIIET0 JKElTaeMble U
BOCTpeOOBaHHbIE JKEHCKHE OOpasbl, M KPUTHKY
CYITECTHBHOTO BO3JCHWCTBUS MAacCOBOTO KHHEMa-
Torpada M pexiIaMbl, TUKTYIOIIUX U HaBS3bIBAIO-
IIUX TEHJEpHbIE CTaHIApThl M T.A. [epouHH
C. lllepman HaxoJsTCd B COCTOSHHM Tepdopma-
TUBHOT'O BBICKAa3bIBaHUS, IPOUTPHIBAIOT U MPOXKHU-
BalOT ce0s Hamokas. B HuX sBiieH «dacam», KOTO-
pBI YMaTYUBaAeT O TOM, YTO HAXOAUTCS 3a Ipeje-

" Tam xe. C. 39.

¥ Amnpeesa, E. Bcé u Huuto: CumBonmueckue Gurypsl
B MCKYCCTBE BTOpO monoBuHbl XX Beka. — CI16: Uzn-
Bo MBana JIumbaxa, 2004. — C. 335.
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namu kazapa. [IpumepHoO Tak ke, Kak 3TO IPOUCXO-
IUT U B TIOBCEIHEBHOM Mepdopmance, e «imy-
HBIA TEpeHUN TUIaH» 3a4acTylo BBIOMpaeTcs U3
yKe uMmeromnierocsi Habopa, 3anatomero gacaj uc-
IIOJIHEHUSL CBOEM COLMOKYJIBTYPHOU HICHTUYHO-
CTH.

Wutepec k nephopMaTUBHON NPUPOJE CBO-
el cyOBeKTHOCTH Tpojoikaercs B (otorpapuu u
nanpuie. PacoBas, HallMOHajbHAas M STHUYECKAS
UJEHTUYHOCTh IPEJACTAIOT KaK HEYTO M3MEHUYMBOE
U HEOJHO3HAYHOE, UIPa YCIOXKHSICTCS II0 Mepe
BXOXKJICHHS TIEpCOHAXa BO Bce Oosiee meperuiera-
IOIYIOCS CETh COBPEMEHHBIX COLIMOKYJIBTYPHBIX
B3auMoOOTHOUIeHUH. Tak, (oTopaboThl KOPESHKH
Huxku C. JIu (Nikki S. Lee) uccrnenyior neperexa-
HUE M HEeCTaOWJIbHYIO MPUPOAY 3THUYECKOW HaI-
OHAJIBHOW HUJCHTUYHOCTH.
o0passl

Penpesentannonubie
(OTOXYOKHHIIBI ~ SBISIIOTCA  JOKYMEH-
TaJbHBIMH CBUJETEIHCTBAMU MyOIUYHBIX TIepdop-
MaTuBHbIX BhicTymuienui’. Hukku C. JIu (Projects,
2001) HabmromaeT 3a MOBEACHUEM, CTHJIEM OJCK-
Ibl, TEXHUKaMM Teja MpPEeACTaBUTENEH pa3HbIX
KYJIbTYPHBIX COOOIIECTB ¥ STHUYECKUX TPYIII, MO-
JEeTUpys Jlajiee CBOIO BHEIIHOCTH COOOpPa3ysich ¢
MOJIyYeHHBIM ONBITOM. 3aredatieBas ceOs B pas-
HBIX OONMYBSX M CHUTyallUsiX, OHA NPUMEPSET Ty
WM MHYIO COLMOKYJBTYPHYIO «onexay». Mcnomp-
3yeMble €10 CYyOKYJIbTYpHbIE 0COOCHHOCTH KacaroT-
Csl HE TOJBKO BHEIIHEro o0Opasza, HO M MaHEpbl
JEpKaAThCsl CPEAN ayTEHTUYHBIX MPEICTaBUTEINEH,
YTO MOXKET TPO3UTh pazo0JaueHHeM, €CIM Hrpa
okaxercs (anpmuBoii. B «Projects» Hukku C. JIn
CTaBSITCSl BOIIPOCHI, KacaOUIUeCs] WIEHTUYHOCTH U
¢dopm coumanbHOro noBeAeHus. OCO3HaHHO JTU MBI
BbIOMpaeM Hamm couuaibHble rpynmel? Kak Hac
UACHTUOUIHMPYIOT npyrue iroau? Bo3moxxHO 1
nepemenienue Mexnay cyokynsrypamu? Huxku C.

? Dalton, J. Look at me: self-portrait photography after
Cindy Sherman. PAJ: a Journal of Performance and
Art. —2000. —T. 22. — Ne. 3, 49.
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JIn rosopur: «Ilo cytu cama XU3Hb — 3TO CIIEK-
Takib. Korma Mbl MeHAeM ofexay, 4yTOOBl H3Me-
HUTH HAIly BHEIIHOCTb, PEAIbHBIM JICHCTBUEM SIB-
JsieTcs TpaHcOpMalKs Hallero crocoda BeIpake-
HHSL — BHEIIHErO BBIPAKEHHS HAIled MCUXuKm»!'?,
Hpyras Touka 3penust Ha pabotel Huxku C. JIu 3a-
KJIIOYaeTCsl B TOM, YTO OHA HE CTOJBKO CBS3BIBACT
CBOIO CTPAaTEruio CO3/aHUs 00pazoB C KyJIbTYpO,
CKOJIbKO C COLIMAIBHBIMU POJIIMHU, TO €CTh 3TO CO-
3IaHUE TEPCOHAKEH, KYpPCUPYIOUIUX U KOMMYHH-
LHUPYIOIIMX UMEHHO B COLMaiIbHOU cpene. To ects,
JI0BEpHE K CO3/1aBaEMON UACHTHYHOCTH 3aKIIOUEHO
HE BO BHEIIHMUX aTpulyTax (MakuspK, OIeXIa H
T. /1.), TIOCKOJIBKY TaKO€ IMOBEPXHOCTHOE KOIHPO-
BaHUE YPEBATO MAPOAUNHOCTHIO U KapHaBAJIN3ALHU-
el (HeyAMBHUTENbHO, YTO ee paboThl B MOCIEIHUE
TOJIbl OLIEHUBAIOTCSI BECbMa HEOJJHO3HAYHO C TOUYKH
3peHdss TpoOJeM KyJIbTYpHOM anponpuarmu'!).
Hukxn C.  Jlu,
(Projects) momemiaer cedst B KOHTEKCT ONpEAeTIeH-

co3maBasi cBoM  «lIpoekTb»
HOW CHUTyalluW, Hampumep, B KOHTEKCT XHII-XOII
KYJIBTYpBI, COOOIIECTBO CKEUTOOPAMCTOB, MAaHKOB
n3 Mer-Bwmuypk, TaHIOBIUL OTKPOBEHHBIX TaH-
1eB u3 KoHHEKTHKYTa, CIOKOHHOTO pa3MEepPEeHHOTO
IpUropoJa M JOOPOMOPSAAOUYHBIX JaM €ro Hacems-
fonmx. B ee gortorpadusx uAEHTHUHOCTH OIpese-
JsieTCsl IOCPECTBOM COOTHECEHMs caMoOi (POTOXY-
JOKHUIIBI C OKPY’KAIOLIMMHU, CPEAd KOTOPBIX OHa
OyKBaJIbHO MPOXKMBAET ATHU pa3Hble >KU3HECHHBIC
CIICHAapHH, MOCKOJIbKY (oTorpadusi 1eMOHCTPHUPY-
€T, YTO Ipylnmna NpUHUMAaeT €€ B KaueCTBE «CBO-

10 Lee, Nikki S. Projects / About the photographer. Mu-
seum of Contemporary Photography at Columbia Col-
lege Chicago. URL:
https://www.mocp.org/detail.php?t=objects&type=brow
se&f=maker&s=Lee,+Nikki+S.&record=1

"'Kim E.S. Nikki S. Lee’s “Projects” — And the Ongo-
ing Circulation of Blackface, Brownface in “Art”. URL:
https://contemptorary.org/nikki-s-lees-projects-and-the-
ongoing-circulation-of-blackface-brownface-in-art
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eiin!2. ®oTopaboThl MPOBOLMPYIOT BOIIPOCHI O Tpa-
HUIIE, KOTOpas MPOJIeraeT MEXIy MacKapaaoM, Ko-
TOPBIA OCO3HAETCS TAKOBBIM, U MOJUIMHHOCTBIO,
KOTJla TMpaBUJIa CTAHOBSTCS YacThIO TIEPCOHANBHOM
CyOBEKTHOCTH, O Tpelesiax M BO3MOXKHOCTSX ac-
CUMMJIUPOBATD 10/ H3HAYAIBHO YYXKIYIO CyOKYyIIb-
Typy. Xapakrep pabor Hukku C. Jlu mpotuBope-
KB, ()AaKTUUYECKH OHA CO3/AeT M 3aKpeIuIsieT CTe-
PEOTHUIIHBIE  YIPOIICHHBIE MOJAEIH TIPYIIIOBOM
UACHTUYHOCTH, OOBEKTHUBU3UPYS TIEPCOHAKEN CBO-
et poTokamepoil, uias BHyTpEHHEW JUHAMUKH.
BusyanbHass  mapaaurma  BBICTpauBaeT
NPEJCTaBICHUE O YEIOBEKE CKBO3b MPH3MY 00pa-
30B, YTO OCOOEHHO XapaKTEpHO JJISI COBPEMEHHOM
snoxu. HoBble Meua BCTpanBaroTCs B peabHOCTb,
3amonHsAs ee penpeseHTauusmMu. Dortorpadus B
[EJIOM Kak BHUJ MCKYCCTBa WJIHM IIOBCEIHEBHAs
MPAKTUKa UMEET /10 ¢ KOHCTPYUPOBAHHEM HJICH-
TUYHOCTEH, OyJb TO CyOBEKTHBHOCTH (hoTorpada B
€ro B3MIAJEe Ha MUP, ONOCPEIOBAHHOM (poToamma-
patoMm, cbeMKa Apyrux wim ceiadu. Kak nwumer
H. Mup3oes: «Kaxmnoe cendu — 310 nepdopmanc,
I7Ie MBI UTPaeM pOJib YeJIOBEKa, KOTOPBIM XOTEIH
Obl KazaThbesa» !, OcoGEHHOCTH cendu B TOM, YTO
UMH CTPEMSTCS MOJETUThCA. JTa Ta Bepcus ceds,
KOTOpas MpoIia IEeH3ypy M KOTOopas, ClieJ0oBa-
TEJBbHO, OTPAaXaeT TO, KaK BUAMUT ceds caM MmopTpe-
tupyembiii. Ilomumo Qotorpadum ucnonHeHue
UACHTUYHOCTU TPOSBIAET ce0s U HE B CTOJIb IPO-
3pauHBIX KyJIbTYpHBIX SIBICHHSX. Tak, CTaTbs O
cebe B Bukumnenuu, HanucanHas, 1100 OTpeIaKTH-
pOBaHHAs CaMUM MEPCOHAXKEM, SIBJIETCS (aKTHue-
CKH TEKCTOBBIM aHainorom cendu. XoTs cam pe-

Cypc TPOTHUB CO3/aHus aBTOOMOrpadwmii, TemM He

2 Christian, T.-M. L. Mis-taken identities: The photo-
graphic conceptualization of identity in Nikki S. Lee's
“Projects” (1997-2001): muc. The University of North
Carolina at Chapel Hill, 2007, 8-9.

'3 Mup3soes, H. Kak cMotpers Ha Mup. — M.: A1 Map-
rudeMm Ilpecc, Myselt coBpemeHHoro mckyccra «l'a-
pax», 2019. - C. 71.
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MEHe€, U3bICKaThb BO3MOXHOCTb IIOBJIMATH HAa CBOU
MH(GOPMALIMOHHBIN MOPTPET HE MPEACTaBISIET He-
pazpemuMont 3agaun. UTo mo3BoisisgeT Takou (aB-
TO)OMorpadMveckoil cTaTbe BHICTYNATh BU3UTHOMN
KAapTOYKOM, TPAHCIUPYIOLIEH JKEITAEMbII UMUK,

KynbrypHOE mpocTpaHcTBO OOJNBIIOTO Tro-
poJia ¢ HeM30eKHOCTBIO pealln3yeTcs Kak CIeHa, Ha
KOTOpPOM OCYIIECTBIISIFOTCSI Pa3jIM4YHbIE MTOCTAHOB-
KH. «AHTpONOLEHTPU3M» TOPOACKOW Cpebl, 3a-
KJIIOYAIOIHMICA B TOM, YTO OHa (JOPMUPYETCS «...B
COOTBETCTBUHU U C MOTPEOHOCTSAMHU 4YeloBeKa Kak
OMOJIOTUYECKOT0, COLUANBHOr0, KYJIbTYPHOTO CY-
mecTBa» 4, 3am1aeT MOIYCHl BKIIOUYEHHs JIHOOOTO B
[IPAaKTUKU B3auMozeucTsusa. B ropone, opueHTH-
POBaHHOM Ha TYpHU3M, paclpoOCTpaHEHbI pa3Bieye-
HUS TephOpMATHBHOTO TOJNKA, Kak, HarpHMep,
«OKUBBIE CTaTyW», NHTEPAKTUBHBIE U KUHETUUYECKHE
CKYJBITYpHI U T.A. CKyIpnTYypa cama mno cebe Mo-
KET CO3/1aBaTh BOKpPYr cebs mephopMaTUBHOE
IIPOCTPAHCTBO, IIPOBOLIMPOBATH 3PUTENSA Ha COyda-
ctue. Tak, MeMOpHaIbHbIE CKYJBITYPHbIE TPYIIIbI
BKJIIOUAIOT MEXAHU3MBI XKMBOW NaMATH, OTChLIAs K
aKTyaJIbHOM M HEU3KUTOU KOJUICKTUBHOU TpaBME.
Takue CKyJIbITYypbl 1 MEMOPHAJIBI UCIIOJIB3YIOT JUIS
IIPOBEJICHUSI MEPONPUSITUH, CBA3AHHBIX C PUTYyallb-
HBIM BOCIIOMHHAHHUEM O COOBITHSX, KOTOPbIE OHH
CUMBOJIM3UPYIOT, Kak, Hampumep, Iluckapesckoe
MeMopuanbHoe knanbumie B Cankr-lIletepOypre
UJIM UCTOPUKO-MEMOPHAIIBHBIN KOMILIEKC «l'eposim
Cranuurpazackoit 6uTBs» Ha MamaeBoM Kyprane B
Bousrorpane.

WuTepecen npuMep namMsATHUKA BUAHOY, Tak
Ha3bIBAEMBIM  (OKEHLIMHAM  JUIsl  YTEIIECHUs»
(«KEHLIMHBI UL yTeX», «KOMQOPTHbIE KEHIIH-
HbI»!®), HCMONB3YEMBIX B BOEHHBIX IyOJHYHBIX

14 Jlo6anosa, }O. B. O6pa3 ropoia B HCKyCCTBE: MCHXO-
JIOTUYECKHI U UCTOPHKO-KYJIBTYPHBIH acnekTsl // Bect-
HUK nicuxo¢usuonoruu. — 2014, — Ne 3. — C. 90.

5 Oh, B. (2020). Legacies of «Comfort Womeny. In
P.Min, T. Chung & S.Yim (Ed.), The Transnational
Redress Movement for the Victims of Japanese Military
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JIOMax, WJIN «CTaHLUHUAX YTEUIEHWUsD»» BO TO BpeEM,
korga Kopess Obuta xomonumeit Snonum B 1910-
1945 rr. Ilamaruauk Ob1 ycranoBieH B Ceyne (HO.
Kopest) B 2011 roxy. OH mpencraBisieT coOoi cu-
JSIIYI0 JEBYLIKY, PAJOM C KOTOPOW MOXKHO IpU-
CecTh psAIOM Ha CBOOOJHOE MECTO Ha CKaMeike,
IIOCKOJIbKY NAMSTHUK IOMEIIEH HE Ha ITOCTAMEHT,
a HaXOAWUTCS Ha YpOBHE TpoTyapa. To ecTb, U3Ha-
YagbHO MAMSATHUK CIeNlaH TakuM o00pa3oM, dTO
BKJIIOUAET B CBOE IIPOCTPAHCTBO 3pHUTENEH, NpU-
IJIalIaeT uxX K co-yuyacTuro. IlaMsaTHUK pacrionoxeH
HE B HEUTpPAJIbHOM MECTE, a HAIPOTUB ITOCOJIBLCTBA
SAnonun B Ceyne. Kaxnayro cpeny, HaunHas ¢ 1992
rofia, CKyJbOTypa COOMpaeT OKoJio celsi OCTaB-
IIMXCSI B JKMUBBIX JKEPTB 3TOT0 CEKCyaJIbHOTO pad-
CTBA, AKTMBUCTOB BOCCTAHOBJIEHMSI CIIPaBEAIUBO-
CTH ¥ TPOCTO couyBCcTBYrOIUX'®, Crarys riyboko
CUMBOJINYHA M OPTraHU3yeT BOKpPYT ceds mepdop-
MAaTHBHOE MPOCTPAHCTBO BOIUIOIICHUS KOPEUCKOM
HallMOHAJTBHON MAEHTUYHOCTH. OCHOBHOW HEPB
aKUui, MPOBOAMMBIX BOKPYI IaMSTHHMKA, BKIIOYa-
eT B ce0s ¥ IpoIoIKarolIeecs MOACIYTHOE IPOTH-
BOOOpPCTBO ¢ SmoHuWel, W YTBEpKICHHUE CBOETO
MPOILIOro Kak (POPMHUPYIOIIET0 €IUHCTBO HAIUH
repes JIMLOM IPU3HAHHOM W HENPU3HAHHOW Ya-
CTE! UCTOPUM B3aUMOOTHOIIEHUN IBYX cTpaH. Xy-
JI0KECTBEHHbIE 0COOEHHOCTH MaMsATHHKA HE CTOJb
BAYKHBI, OH CYIIECTBYET UIMEHHO KaK IIpoLecCyallb-
Hasl CKYJBIITypa — CUJSILIYIO AEBYLIKY OJIEBAIOT BO
BpeMsi MOpO30B, NEpea HEH NPEKIOHSIOT KOJIEHH,
ee oOHMMaIOT U T. 1. KpoMe Toro, cKyiabnTypHBIE
00pa3bl BUaHOY MOSBISIOTCSA B APYTUX TOPOAAX, U
He Tonpko HOxHo# Kopeu, a takxke BuaHOy uc-
MOJIB3YIOT B BHJIE TUIACTMKOBBIX MOJEJe B oO1e-

Sexual Slavery: The transnational redress movement for
the victims. Berlin, Boston: De Gruyter Oldenbourg,
203-214.

' Poxpectenckas, E. 10. INeppopMaTuBHas maMsTh U
namaTHUK BuaHOy B FOxuoit Kopee // MHTepakmws.
Wnrepssto. MaTepnperanud. —2018. — Tom 10. — Ne 15.
—C. 92.
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CTBEHHOM TpaHCHOpPTE (T.€. CKYJIBIITypa HauWHaeT
NepeBUraThCs 0 TOPOAYy, co3laBas (PaKTUYECKH
noJHOUEH bl nepdopmanc)!’. Takum o0pasom,
HEpA3PEILIEHHbIA 10 CHUX NOpP MEXHAUHWOHAIbHBIN
KoHuUKT Mexay Kopeeil n Slnonuei, Hameammii
CBO€ KOHKPETHOE BOIUIOLICHHE B (peHOMEHE BUaH-
Oy, TpeOyeT He CTAaTHYHBIX MECT MaMsTH, a addek-
TUBHBIX MEePPOPMATUBHBIX MPOSBICHUHN, TTO3BOJIS-
IOIIMX HAllUU MOYYBCTBOBATh CBOIO MJICHTUYHOCTD
B MOMEHT OCYIIECTBICHUS M NPUOOIIEHUs K 00-
[IEMYy 3MOIIMOHAILHOMY COOBITHIO.

[TephopMaTHBHOCTH — HEOTbEMIIEMAs YEPTa
ApXUTEKTYPBI, YTBEPKAAET TEOPETUK apXUTEKTYPHI
A. Tlepec-T'omec!®. PaccmoTpenue ee B KaTeropusx
BU3YQJIIBHOCTU YMAJISieT €€ UCTHHHYIO 3HAYUMOCTb.
Hcnons3oBanue IU3aliHEPCKOW ONTUKU CTAaHOBUT-
csi 0COOEHHO 3aMEeTHO ¢ 3Moxu Bospoxaenusi, Ko-
I7la apXUTEKTypHbIE WU B OOJNBIION Mepe OTOX-
JECTBISIIOTCA ¢ oOpa3amu kuBonucH. Mcroku ap-
XATEKTYPHI €Ile C JIPEBHEUIINX BpEMEH yelloBeue-
CKOW HMCTOpHH, TECHO CBSI3aHBI C PHUTYAJIOM Kak,
HarnpuMep, CakpalbHble MECTa, OpPraHW30BaHHBIC
IUISL OTTIPABJICHUS CBSIIEHHBIX IEPEMOHHANIOB. Ap-
XUTEKTypa BBICTYNAET aKTOPOM, (OPMHUPYIOLIIM
NoJI00HBIE COOBITHIHBIE MPOCTPAHCTBA — PEJIUTH-
O3HbIE, TIOJUTUYECKHE, PEMECICHHBIE U T.I. — B
KOTOPBIX DPAa3bITPHIBAIOTCS PA3JIMYHbIE YelloBeue-
CKHE CUTYaLlUH.

C npyroii CTOPOHBI, ApPXUTEKTypa MOXKET
UCIOJIB30BaThCs B KauecTBE 00BeKTa nepdopman-
ca!®: 1) BUIEOMOIIITUHT — TpaHCIUPOBAHUE LUPPO-
BBIX 3D
2) MoKa3aTeabHOE pa3pylleHHEe U AEMOHTaX 37a-

n300paskeHu i Ha 3/1aHUE;

HUH, 00CTaBICHHBIE KaK Mep(opMaHc — HarIpuUMep,

7 Tam xe. C. 95.

'8 Perez-Gomez, A. (2012). Architecture, a Performing
Art Two Analogical Reflections. Arkitektur N, pub-
lished 25 May, 2012.

' Bumnunxuit, M. B. Ilepdopmanc B apxuTektype //
Axanemmnueckuid BectHUK YpanHWHnpoektr PAACH. —
2021. — Ne 3 (50).

DOI: 10.52173/2079-1100_2021_3_91
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B3PBIB HENOCTPOCHHOW Tenebamuu B ExartepuH-
Oypre B 2018 roxy uiam, BCIIOMUHAs 3HAMEHUTOE
CKaHJIAJIbHOE BBICKAa3bIBAHWE AaBAHTAPJHOTO KOM-
MO3UTOPA K. HITokxay3eHa Ha npecc-
koH(pepernuuu 16 centsops 2001 roma mo moBoxy
TParu4ecKoro COOBITUS KaK «BETHYAMNILIEM IMPOU3-
BEIEHUM HCKycCTBa»?', TeppopucTHYECKas araka
Ha OamHu Bcemupnoro toprosoro nenrpa B Hoto-
Hopxke 11.09.2001.

ADpPXHUTEKTypa BbICTyIaeT U IOHUMAETCS U B
KadyecTBe cyObekTa mepdopmanca: 1) KuHeTHye-
ckasi apxuTekTypa — bamuum Anp baxap B AOy-
Jabu, uMmeronue KUHETUYECKHe QacaaHbie dJe-
MEHTBI, pearupyronue Ha BHEIIHWE W3MEHEHHS
BPEMEHHU CYTOK U TOJIOKEHHE COJHIIA, WITU YKUJIOH
noMm Ballet Mecanique (Ha3BaHHE OTCBUIaET K
@. Jlexe),

muiics B Lropuxe (IlIBelinapus), cTaBHU OKOH KO-

«MexaHnueckoMmy Oanery» Haxoxs-
TOPOT0 MOT'YT PacKpbIBaThCS U 3aKPbIBATHCS HaXKa-
THEM KHOIKM, MOJOOHO I[BETKY, MpPEBpallasich B
OaJKOHBI M COJHCYHBIC JKaIO3U; 2) Meaua-
apXMUTEKTypa, BKIOYaromas Meauadacaabl U Me-
JIMa’JIeEMEHThl — balHs BETpoB B Mokorame (Smo-
HUs), KOTOpasi HOYBIO NpPEBpAIlacTCs B HHTEpakK-
TUBHBIM DKpaH, PEarupyroluil Ha OKpYyXKarollue
3ByKA M BeTep; 3) ONTHYECKUE WILIIO3UHU, HaIpu-
Mep, HUCIob30BaHUE rpadPUTH U CTPUT-apTa Ha
dacamax 3nmaHuii; 4) BU3yalbHas JeMaTepuain3a-
LUsl 3/aHus, KOTOpas JIOCTUIaeTcsl C IOMOILBIO
CTEKJIa M 3epKaj, MoOyKaaromas MpoXoxKux oodpa-
TUTh BHUMaHKE Ha O0BEKT — TaK, B CIUIOIIHOM 3ep-
KanpHOW 00nuIoBke @DOHIOXpAaHUIUINA MYy3es
boiimanca Ban benunrena B Porrepname (Hunep-

JMaHABI) OTpaxkaeTcs IWHAMHKA KHU3HHU, (acan

2 «Huuuh!» Das Pressegesprich am 16. September

2001 im Senatszimmer des Hotel Atlantic in Hamburg
mit Karlheinz Stockhausen. MusikTexte. Zeitschrift fiir
Neue Musik 19 (2001), Ne91l, 69-77. URL:
https://silo.tips/download/huuuh-das-pressegesprch-am-
16-september-2001-im-senatszimmer-des-hotel-atlantic
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OKMBAET, IIPEBpaLIasiCh B JEMOHCTPAL[MOHHBINA
skpan?!.

Ceet — cocTaBisomnasl MHOTMX IIPOU3BeEIE-
HUll uckyccrBa. Ero 3amaua — cnocoGCTBOBaThH CO-
3AHUIO Pa3HOOOPA3HBIX ONTHUYECKUX APPEKTOB.
JuzaiiHepckuii mpueM nepdopanru  OMOTraer
IIPOU3BECTH TAKOE CBETOBOE AECWCTBO, KOrja 37a-
HUE U €ro BHYTPEHHEE HalloJIHEHHE Kak Obl OXKH-
BatoT?2. Takoi METOJ WMIPbl CO CBETOM H3BECTEH
JO0CTaTOYHO JaBHO. Hampumep, oxHO-po3a U BUT-
Paku TOTHYECKOTo co00pa — T€ MHCTPYMEHTBI, IPH
MOMOIIM KOTOPBIX HMOCETHTENb IOJIy4aeT Heo0Xo-
JUMBIA JTyYXOBHBIM M 3CTETHYECKUU OmbIT. B co-
BPEMEHHOM apXUTEKType mpueMm mepdopanuu uc-
MOJIb30BaH IMpH mocTpoiike MHcTuTyTa apabekoro
Mmupa B [lapmxe B 1987 romy no npoekty apxuTek-
topa Xana Hysensa. 3paHue crano oTpaxkeHUEM
BOCTOYHO-EBPOIEUCKON HJEHTUYHOCTH, FOXKHAs
CTeHa KOTOPOTO OTCBhLIAeT K apaOCKUM OpHaMEH-
TaM, a CEBEpHas — K IMApPWKCKOM JEUCTBUTEIBHO-
CTH, IOBTOpSS M3OTHYTYIO JHMHHUIO CTOSILErO psi-
JIOM JIOMa.

KynbTypa, TEXHONIOrMM M MPOCTPAHCTBO
00pa3yIoT CIO0XKHYIO aKTHUBHYIO CE€Th CBS3€H, KOTO-
pble BIUIETAIOTCS B HCTOPUYECKH CIIOKHUBILIUICS
KOHTEKCT TOpPOJCKOH cpenpl, OOHOBISS M Tepe-
ocMbIcisisl ee. I caMM 31aHMS, M UX OKPYXKEHHE
U3MEHAIOTCA BO BPEMEHHU?, MOCTOSHHO HAXOIATCS
B IIpoIlecce yCTapeBaHHs U IpeoOpaxxeHus (ecre-
CTBEHHBIE Pa3pyLIEHUs, JOCTPOUKA ITAKEU U MaH-
capa, MojiepHu3anus (acagoB Kak BIACTAMH, TaK U
CaMUMH XUTEISAMU U T. I.). ApPXUTEKTypa — BUI

2! Bunnunkuit, M. B. Tlepdopmanc B apxurtexrype //
Axanemmnueckuid BectHUK YpanHUHnpoektr PAACH. —
2021. — Ne 3(50).

2 Kapakosa, T.B. Tleppopmanc mepdopaiuu B au-
3aifHe cpensl U B apxutektype // BectHuk CIACY.
I'pagocTpoutenscTBo n apxurekrypa. —2011. — Ne 1.

3 HesmioToB, M. P. Tlepd)opMaTHBHOCTH apXMTEKTYphI
// XynoxectBenHole mupbl XXI Beka. Ilytu mHTerpa-
LUUU apXUTEKTYpbl M apT-NPaKTHK: KOJUIEKTUBHAs MO-
Horpagus. — M.: BykeMApr, 2020.

DOI: 10.52173/2079-1100_2021_3_91
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HCKYCCTBA, KOTOPBIH CYIIECTBYET HE B My3€sX U Ha
BBICTABOYHBIX TUIOMIAIKAX, & COMPOBOXKIACT YeNO-
BEKa Ha BCEM NPOTSDKEHUH €ro >KU3HEIEATEIbHO-
ctu. VicToprueckue U KyJIbTypHbIe COOBITHS, COLH-
aJIbHBIE OTHOILEHUS M3MEHSIOT (DYHKIIMOHAI U 3C-
TETHKY TIIOCTPOEK, 3au4acTyl0 IIOJIHOCTBIO Iepe-
OCMBICTISISI TIEPBOHAYAIBHYIO HECI0, TOPOil BechbMa
panukanbHO. Tak, B COBETCKMH IEPUOJ MHOTHE
PEIUTHO3HBIE COOPYKEHHs OBLIM MPHUCIIOCOOICHBI
[0/l XO35MCTBEHHBIC HYXIbl, a B JleHUMHrpane
HeMellKast JroTepaHckas 1epkoBb CBateix [letpa u
[TaBya, pacniosnoxkeHHas Ha HeBCkOM Ipocrekre,
TpanchopmupoBasiach B OacceitH. Takum oOpazom
U caMo 37aHue B Nep(OopMaTHBHOM pEKUME CMe-
HUJIO CBOIO MJICHTUYHOCTH C PEJIMTHO3HOM Ha CBET-
CKYI0, ¥ CIIOCOOCTBOBAJIO OCYIIECTBJICHUIO CHaYa-
J1a pETMTHO3HBIX COOBITHH, @ TOTOM CHOPTUBHBIX.

C 2007 roma Oeper Ha4ajIo pa3BUTHE CaMO-
CTOSITENFHOTO HampaBieHus: «performance archi-
tecture». TepMuH OBLT TNpeUIOKEH HE3aBHCUMO
Ipyr OT apyra aByMs apxutekropamu — [lexpo I'a-
nano (Pedro Gadahno) u Amnekcom IlIBemepom
(Alex Schweder). Performance architecture akTus-
HO M OPraHMYHO BKIJIIOYAET YEJIOBEYECKOE TENO0 B
MPOU3BOJICTBO MPOCTPAHCTBA M ONEPHPYET UeINOo-
BEYECKUM TEJIOM B KaueCTBE OCHOBHOI'O HMHCTPY-
MeHTa npoektupoBanus>?, Kak numer A. IBenep,
TEPMHUH OBLI IPUIYMaH UM, YTOOBI BBIABHHYTH IO~
HUMaHHE ApXUTEKTYPbI, MOJICKA3bIBAIOIICH KHIIb-
[1aM ONTUMaJbHbIE BO3MOKHOCTH CBOETO HCIIOJb-
30BaHUs, ¥ IpeIaramomeil ceds B KauecTBe TOUKH
OTIOPBI, YTOOBI cHOPMUPOBATH U PEATH3OBATH CBOIO
UIEHTUYHOCTB?,

?* Anastasiadi, K., Kylika, A. and Schweder, A. (2016).
The Viral Institute of Performance Architecture. Body,
Space & Technology, 15. URL:
http://people.brunel.ac.uk/bst/voll5/kyvelianastasiadi/k
yvelianastasiadi.pdf

3 Schweder, A. (2018) In Orbit of Dead Man Friend. In
Performing Architectures: Projects, Practices, Peda-
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Anexc IlIBenep co3maer meppopMaTUBHBIC
MHCTAJUIALMU, C TOMOIIBIO KOTOPBIX HCCIIEAYeT
pasHbIe THITBI OPraHU3aLUHU MIPOCTPAHCTB U CIIOCO-
ObI coTpyaHndecTBa. Ero mpoekThl BKIIOYAIOT BTO-
pOro MOCTOSIHHOTO YYacTHMKAa — KOJUIEry Yopaa
[ennu, ¢ KOTOPBIM OHU BO BpeMsl HaXOXJCHUS B
TEYEHUE HECKOJIbKUX THEeW B WHCTAJUIALUU BBI-
HYKIECHBI MPHUCIIOCA0INBATHCS K OCOOCHHOCTSM H
puT™MaM Apyr apyra. BozHukaer moHuMaHue 37a-
HUS KaK 3pUMOrO BOIUIOIIEHHUS YEJIOBEYECKHX OT-
HOILIECHHH, TJIe JINYHOCTHBIE MEPEMEHBI OTPaXKAIOT-
csl B JM3aifiHe M apXUTEKType U, Hao0OpoT, H3Me-
HEHUs 3/1aHUM (IKCTEphepa U HHTEPbEpPA) UMEIOT
MEKJIMYHOCTHBIE TTOCIENCTBUS S,

Cpemn wu3BecTHbIX pabor A. IlIBenepa
«Stability» (2009) — koHCcTpyKIMs, Hanogo0Ke Oa-
JAHCUPYIOUINX Kadelel, IJie HaxXOosATcs JBa 4ello-
BE€Ka U, B 3aBHCHMOCTH OT ASMCTBHUM KaXIOro,
KOHCTPYKLHUS JBIDKEHUE;  JIOM

«ReActor» (2016), xoTopslii Bpamaercs u OanaH-

MpUXOaUT B

CUpPYET Ha OJHON KOJIOHHE, ABW)KEHHE IOMa 3aBH-
CAT OT NEPEMELIECHMSI JII0/IeH BHYTPH HETO U BHEUI-
In Orbit
(2013) — KOHCTpyKLMs, HAllOMUHAIOMIAS KOJIECO

HEr0 BO3JEHUCTBUS IPUPOIHBIX CHUIL;

IUISL TPBI3YHOB C NMPHUKPEIUICHHBIMU K HEMY Mpe[-
MeTaMH MeOenH, T/ie /IBa 4eJOBEKa, HaXo/ICh Ha
MIPOTHBOIIOJIOKHBIX KOHIaX KOJIECa, COOTHOCS JIPyT
C JPYyroM CBOIO aKTMBHOCTb, COCYILECTBYIOT, CO-
Omro/1ast paBHOBECHE U T. 1.

3aHuMasch pa3pabOTKOI nu3aiiHa KBapTUD
u pabotas apxurexropoM, A. IlIBenep oOo3Hauaer
CBOM MOAXO KaK neppopMaTUBHBIA. APXUTEKTYpa
U JU3aiiH M0 CYTH SABJSIOTCS PENpe3eHTALUsIMU
«s», TIO3TOMY TIPH IITAHUPOBAHUU NPEOOpa30BaHUI
HE00X0MMO 00CYK/IEHHUE U IUAJOT C KUTEISMHU,
NPUHATHE BO BHUMAaHHUE YK€ CIIOKHUBIIUXCS KyJb-

gogies. London: Methuen Drama. Retrieved Novem-
ber 10, 2021, 159.

26 Schweder, A. (2015). «Never Built House». Scroope
Journal 25, Cambridge UK.

DOI: 10.52173/2079-1100_2021_3_91

BusyasbHadA KyJbTypa / Visual Culture

TYPHBIX TMPakTUK. BaxkHO TO, Kak oOWTATEeNu WH-
TEPIPETUPYIOT IPOCTPAHCTBO CBOErO IIPOKUBA-
HUS, KaK OHHM HCIOJB3YIOT apXUTEKTYpPy, YTOOBI
BOIUIOTUTH CBOIO UIACHTUYHOCTb.

[lepdopMaTHBHBI ~ MOAXOA  TEPEOPHEHTUPYET
MPEJCTaBICHUE O KYJIbTYpe KaK CTATUYHOM Habope
apTe(aKkTOB Ha OCMBICICHHE €€ KaK CETH B3aUMO-
JNEUCTBUM, CIEACTBUEM YEro CTAHOBUTCS IIOJBHK-
HOCTb CO3/1aBaCMBIX XYJI0KECTBEHHON INPAKTUKON
00bekToB. ColuanbHble W KYyJIbTYpHBIC SIBJICHUS
paccMaTpUBAIOTCS KaK HaXOJIIIMECs B IOCTOSH-
HBIX W HENPEpPBIBHBIX  MPOCTPAHCTBEHHO-
BPEMEHHBIX OTHOIICHUSX JIPYT C JIPyroM, B Teue-
HUE KOTOPBIX IPOUCXOIAT HX TOCTOSHHBIC IIe-
pEO3HAYMBAaHUA W TIEPEOLEHKU. BKIIOUEHHOCTH
IIPU aHAJM3€ KYJIbTYphl «4€JI0BEYECKOTO (pakTopa
MO3BOJISIET paccMaTpuBaTh (aKTHUECKUI 000
(deHoMeH B mporeccyanbHOM acniekre. KynpTypHas
UACHTUYHOCTh, UHIUBUAYAJIbHAS M KOJUIEKTUBHAS,
BBICTpaMBaeTCs Kak I1ernb neppopmancon. Orneya-
TOK TephOpMATUBHON HMICHTUYHOCTH OOHApPYKHU-
BaeT HECTAOWJIbHYIO IPUPOAY KYJIBTYPHBIX OOBEK-
TOB, UX BKJIIOUEHHOCTH B MPOLEAYPHI cCaMOoIpeie-
JeHus U camouzeHTuuKanuu. HammnoHansHbIe,
TeHJIepHbIe, BO3PACTHBIE ACHEKThl HJICHTHUYHOCTH
HaXOJST CBOE OTPaXCHHE B KOHKPETHBIX MPAKTH-
Kax TIOBCEAHEBHOM XH3HH U TMPOU3BEACHUAX XY-
J0KECTBEHHON KYJBTYpPBI, BKIIIOYAs apXUTEKTYpy
U Ju3aiiH, (QakTudecku OalaHCUPYIOIIUX MEXIY
TUMHU JBYMSI MUPaMU — ITOBCETHEBHBIM U XYJ0XKe-

CTBCHHBIM.
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THE PERFORMANCE OF IDENTITY

The article explores the performative approach
to the study of cultural phenomena. Identity is a per-
forming practice of the manifestation of the "I", both
individual and collective. National, ethnic, gender, age
and other forms of performance are analyzed on the ma-
terial of artistic culture - photography, sculpture, archi-
tecture. These three types of art accompany a person
throughout his daily life, are an integral part of the cul-
tural space. Photography can act as an everyday practice
of selfies, in which the desired image of oneself is cre-
ated, a kind of visual performance is played out. Pho-
tography in art culture is also a study and a form of con-
ceptualization of the experience of performative identity
building. Representative female types are played out in
C. Sherman's photographs. The viewer simultaneously
reads and understands the psychological and socio-
cultural background of these images. Nikki S. Lee's
"Projects" feature scenes in which the photographer
plays behaviors characteristic of various subcultures. In
both cases, the photos capture not so much a static im-
age, but some kind of situation that either remains "be-
hind the scenes" (C. Sherman), or is played out right in

References

Andreeva, E. (2004). Vsyo i Nichto: Simvolicheskie
figury v iskusstve vtoroj poloviny XX veka. [Every-
thing and nothing. Symbolic figures in art of the second
half of the 20th century]. Izd-vo Ivana Limbaha. (In
Russian).

Batler, D. (2018). Zametki k performativnoj teorii so-
braniya. [Notes Toward a Performative Theory of As-
sembly]. Ad Marginem Press. (In Russian).

front of the camera (Nikki S. Lee). Performative sculp-
ture includes interactive and kinetic elements, or pro-
vokes the creation of an event space around itself. Ar-
chitecture accompanies human activity therefore it is
performative in its essence. Buildings and structures
change functionally and aesthetically over time, both
under the influence of natural forces and due to trans-
formative human activity. Architects experiment with
space, symbolism, design. When designing, they in-
clude different aspects of cultural identity in the idea of
the building. Also since 2007, a new direction "perfor-
mance architecture" (A. Schweder) has appeared, which
takes into account the peculiarities of human communi-
cation and human physicality.

Key words: performance, performativity, iden-
tity, the performance of identity, performative approach,
performative architecture, performative sculpture.

Vinnitskiy M. (2021). Performans v arhitekture. [Artis-
tic performance in architecture], Akademicheskij vestnik
UralNllproekt ~ RAASN, 3 (50). 52-57. DOI:
10.25628/UNIIP.2021.50.3.009. (In Russian).

Herrick R. Velikaya Pyatnica: Tragicheskij Car', ili
Hristos, voskhodyashchij na ego krest. [Good Friday:
Rex Tragicus, or, Christ Going to His Cross] / translated
by Korman V. M. URL:
http://zhurnal.lib.ru/k/korman_w_m/509robertherrick.sh
tml (Accessed: 04.08.2021).

Goffman, E. (2000). Predstavlenie sebya drugim v pov-
sednevnoj zhizni. [The Presentation of Self in Everyday
Life]. KANON-press-C, Kuchkovo pole. (In Russian).

| 3(44) 2021 |

© W3patenbctBo «3inaoc», 2021. ToNbKO ANA ANYHOMO UCMOIb30BaHMA.
© Publishing House EIDOS, 2021. For Private Use Only.

MesKayHapOoAHbIN }KypHaa UCCNef0BaHNI KyAbTYpbl A
International Journal of Cultural Research u

www.culturalresearch.ru

101



Theory of Culture

Karina G. ANTONIAN
| The Performance of Identity |

Karakova T. V. (2011). Performans perforacii v dizajne
sredy 1 v arhitekture. [Perforation performance in envi-
ronment design and architecture], Vestnik SGASU.
Gradostroitel'stvo i arhitektura, 1, 41-43. (In Russian).

Lobanova, IU. V. (2014). Obraz goroda v iskusstve:
psihologicheskij 1 istoriko-kul'turnyj aspekty. [The im-
age of the city in art: psychological and historical-
cultural aspects], Vestnik psihofiziologii, 3. 88-96. (In
Russian).

Mirzoeft, N. (2019). Kak smotret' na mir. [How to See
the World]. Ad Marginem Press, Museum of Contem-
porary Art «Garage». (In Russian).

Rozhdestvenskaia, E. IU.  (2018).  Performativnaia
pamiat' i pamiatnik vianbu v [Uzhnoj Koree [Performa-
tive memory and the vianbu monument in South Ko-
rea], Interakciia. Interv'iu. Interpretaciia, V. 10, 15. 91—
101. DOI: https://doi.org/10.19181/inter.2018.15.6 (In
Russian).

Nevliutov, M. R. (2020). Performativnost' arhitektury.
[The performativity of architecture] In Art Worlds of
the 21st Century Ways of Integrating Architecture and
Art Practices: collective monograph,
BooksMArt.. URL:
http://yarcenter.ru/articles/culture/urban/khudozhestven
nye-miry-xxi-veka-puti-integratsii-arkhitektury-i-art-
praktik/ (Accessed 29.08. 2021) (In Russian).

Anastasiadi, K., Kylika, A. and Schweder, A. (2016).
The Viral Institute of Performance Architecture. Body,

Space & Technology, 15.
DOI: http://doi.org/10.16995/bst.23

Christian, T-M. L. (2007). Mis-taken identities: The
photographic conceptualization of identity in Nikki S.
Lee's “Projects” (1997-2001): Master‘s thesis, Univer-
sity of North Carolina. URL:
https://cdr.lib.unc.edu/concern/dissertations/{fj236239t
(Accessed 29.08. 2021).

Dalton, J., Lee, N.S., Goicolea, A,, & Brown, D.H.
(2000). Look at Me: Self-Portrait Photography after Cindy
Sherman. PAJ: A Journal of Performance and Art, 22(3),
47-56. DOLI: https://doi.org/10.2307/3247840

«Huuuh!» Das Pressegesprdach am 16. September 2001
im Senatszimmer des Hotel Atlantic in Hamburg mit
Karlheinz Stockhausen, in: MusikTexte. Zeitschrift fiir
Neue Musik 19 (2001), Ne91, pp.69-77. URL:
https://silo.tips/download/huuuh-das-pressegesprch-am-

DOI: 10.52173/2079-1100_2021_3_91

BusyasbHadA KyJibTypa / Visual Culture

16-september-2001-im-senatszimmer-des-hotel-atlantic
(Accessed 30.08.2021).

Kim, E. S. (2016). Nikki S. Lee’s «Projects» — And the
Ongoing Circulation of Blackface, Brownface in
«Art». URL: https://contemptorary.org/nikki-s-lees-
projects-and-the-ongoing-circulation-of-blackface-
brownface-in-art/ (Accessed 30.08.2021).

Lee, Nikki S. Projects / About the photographer / Mu-
seum of Contemporary Photography at Columbia Col-
lege Chicago. URL:
https://www.mocp.org/detail.php?t=objects&type=brow
se&f=maker&s=Lee,+Nikki+S.&record=1  (Accessed
30.08.2021).

Oh, B. (2020). Legacies of «Comfort Women». In
P.Min, T. Chung & S.Yim (Ed.), The Transnational
Redress Movement for the Victims of Japanese Military
Sexual Slavery: The transnational redress movement for
the victims / edited by Pyong Gap Min, Thomas Chung
and Sejung Sage Yim. De Gruyter Oldenbourg, 203—
214. DOL: https://doi.org/10.1515/9783110643480-011

Perez-Gomez A. (2012). Architecture, a Performing Art
Two Analogical Reflections. Arkitektur N, published
25 May, 2012. URL:
https://architecturenorway.no/questions/histories/perez-
gomez-performance/ (Accessed 29.08.2021).

Schweder, A. (2018) In Orbit of Dead Man Friend. In
Performing Architectures: Projects, Practices, Peda-
gogies / edited by A. Filmer & J. Rufford. Methuen
Drama. 159-164. DOI:
http://dx.doi.org/10.5040/9781474248013

Schweder, A. (2015) Never Built House. Scroope Jour-
nal 25, Cambridge UK. URL:
http://www.alexschweder.com/wp-
content/uploads/2017/04/Scroope _Schweder Proof.pdf
(Accessed 29.08.2021).

Schechner, R. (2013) Performance Studies: An Intro-
duction (3rd ed.), ed. Sara Brady. Routledge.

| 3(44) 2021 |

© W3patenbctBo «3inaoc», 2021. ToNbKO ANA ANYHOMO UCMOIb30BaHMA.
© Publishing House EIDOS, 2021. For Private Use Only.

MesKayHapOoAHbIN }KypHaa UCCNef0BaHNI KyAbTYpbl A
International Journal of Cultural Research u

www.culturalresearch.ru

102



Teopua uckyccTsa

AnunHa BnagumuposHa BEHKOBA

| PeHOMEeH MMMEpPCUBHOCTH B 3CTETUKE aTMOCPep ¥ TEOPHHU «ONTHYECKOT0 6eCCO3HATE/IbHOr0» |

DOI: 10.52173/2079-1100_2021_3_103

BusyasbHadA KyJbTypa / Visual Culture

Amuna Baagumuposaa BEHKOBA

Poccuiickuii rocynapCTBeHHBIN Nearornaeckuil yausepeuter uM. A.U. I'eprena,
191186, Poccuiickas @enepars, r. Cankr-IlerepOypr, Hab. pexu Moiikn, 1. 48

Uncruryt dpunocopun genoseka, Kadhenpa reopuu u ncropun KyJIsTyps

Poccuiickuii HayIHO-HCCIIeIOBaTEIECKUI HHCTUTYT KyJIBTypHOTro H mpupoxaHoro Hacneaus uM. J1.C. JIuxauéra

129301, Poccwuiickas @eneparus, r. Mocksa, yi1. KocmMoHaBTOB, 2

Benmymmit HayunsIii cotpynauk LienTpa (hyHAaMeHTaIBHBIX HCCIEI0BAHUN B Chepe KyIbTYpPhI

JlonieHT, KaHTUIAT KYIBTYPOJIOTHH
ORCID 0000-0002-3075-612X
E-mail: venkova@mail.ru

®EHOMEH UMMEPCUBHOCTH B OCTETUKE ATMOC®EP
N TEOPUHU «OITHYECKOI'O BECCO3HATEJIBHOI' O»

B crathbe mpoBOOUTCS KPUTHUUECKUN aHANIHU3
BIIUSHUS DCTETUKH aTtMoc(ep U TEOpPHH ONTHYECKOTO
0ecco3HATETPHOTO Ha MEXIAUCIUIUIMHAPHBIA CTaTyC
WCCIICIOBAaHUN (PCHOMEHA MMMEPCHUBHOCTH, OIIPEIEIs-
€TCsl MECTO MMMEPCHUU B JAHHOW TpyIIEe TeopeTHde-
CKHX YCTaHOBOK, PAaCKpBIBACTCS MOHITHE UMMEpPCUU B
actetuke armocdep [. bemMe M Teopum «ONTHYECKOTO
OeccoznarensHoro» P. Kpayce. Jlns  paccMotpeHus
MEPBOTO TOX0/1a TPUBIICKAIOTCS TE3UCHI (HEHOMEHOJIO-
rudyeckoil scretuku M. Meprno-IlonTn, mis anammza
BTOPOM KOHUEMIUU — OTIEIbHBIC MOJOXKCHUS IMCHUXO-
ananm3a XK. Jlakana.

B Tekcte cTatbu mokazaHo, 4TO 00€ TEOpHUH 3a-
KJIaJbIBAIOT OCHOBAHMS AJI MEXIUCHUILUIMHAPHOTO HC-
CIeIOBaHUSI UMMEPCHUBHOCTH KaK YacTH MYJbTHCEH-
COPHOT'0 MOBOPOTA B KYJBTYpPE, KOTOPBIM XapakTepusy-
€TCsl B KOHTEKCTE 3TUX MOJIXO0J0B OMOPOU Ha HEOoIpeae-
JIGHHOCTh, HEJNOKAN3YEeMOCTh U HEAPTUKYIUPYEMOCTb
aTMocdep; PacCMOTPEHHEM aTMoc(ep KaK CPelIOBBIX
MIPOCTPAHCTB; MOCTAHOBKOM akI[eHTa Ha TEJIECHOM Xa-

HpI/I TEOPETUYECKOM OCMBICIIEHUH 10~
HATUSL HMMMEPCHM HENb3st 000iTH
BHUMAHHEM KOHIICTIIMU «IIPOU3BOJACTBA aTMO-
chep» U «ONTHYECKOTO OECCO3HATETHHOI0», OKa-
3aBIIME CYIIECTBEHHOE BIIMSHUE HA IOHUMaHUE

OIIMCBhIBAEMOI'O SABJICHHUA.

pakTepe B3aUMOJICHCTBHUS YENOBEKA W BEIIU BHYTPH
aTMocdepbl; WHTEpIpeTarueii BOCIPUATHSI KaK TeJec-
HOTO mpucyTcTBHA. [loguepkuBaeTcs BaXHOCTh Oecco-
3HATENBHBIX OIYIIECHUH, BBI3BIBAEMBIX aTMochepaMu,
YTBEPKIACTCS MPUOPUTETHOCTh JUIS  «ONTHYECKOTO
0ecco3HATEeNFHOT0» HEBU3YaJbHOW, HEIMITUPHUYCCKOMH,
0ecco3HaTeNLHOM CHITBI PETICIIIHH.

B menom, 00e KOHIEIIUU OTpakaroT HaOIro-
JTAIOIINICS B COBPEMEHHBIX TYMaHUTAPHBIX UCCIIEI0BA-
HUSAX TEPEHOC aKIleHTa BHUMAaHUS C JMITUPHYCCKUX,
PAIlMOHAIMCTUYECKUX  MPEANOCHUIOK  HAOIIOJACHUS
CyOBEKTOM BHJIMMOTO W CIBIIIMMOTO MHpa Ha Tejec-
HYI0 TOTPYKEHHOCTh KOTHUTHBHOTO areHra B 3TOT
MPOILIECC, YTO MOXKET OBITh ONMHMCAHO KaK YTBEPXKICHHC
MYJIETUCEHCOPHOTO PEKUMa BOCIPHUSTHS B COBPEMCH-
HOM KyJbTYypE.

KawueBblie ciioBa: nMMepcHs, armocdepa, or-
THYECKOe Oecco3HaTelbHOe, ayqualbHOe Oecco3Ha-
TenbHOE, OechopMeHHOE.

[Tonsatue «atmocdepa» U MIMPOKHHA CIEKTP
SIBJICHUM C HUM CBSI3aHHBIX I10CJIEA0BATEIBHO pas3-
pabaTbiBaeT Hemeukuii Teopetuk ['epHoT beme.
beme 0060cHOBBIBaeT HEOOXOAMMOCTH OOHOBIICHHS
TEOPETUYECKOM 0a3bl 3CTETUKM B HAalpaBICHUH
YCUJICHUSI BaXXHOCTH y4e€Ta OKPYXKAIOIIEH Cpenpl,
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MOHSATON Yepe3 MOrpy>KeHHE B HEe BOCHPUHUMAIO-
LIEro CO3HaHUA U Tena yenoBeka. CBOM moaxoa oH
HA3bIBAECT «HOBOW ACTETUKON» WA «ICTETUKOU at-
Mocdep». [Ipon3BoacTBo armMmocdep — 3TO TO, YeM
JOJKHA 3aHUMAThCSl MpaKkTU4eckas scretuka. [lo-
HATHE aTMOCQepbl OCTAeTCS HEOIPEICICHHBIM.
ABTOp CO3HATEIIBHO OCTAaBJIIET MHOI'O3HAYHOCTH B
TEPMUHOJIOTUH, MOCKOJIbKY JIaHHBINM MOAXOMA MpPO-
TUBOCTOUT PANMOHAIUCTUYECCKHM, OOBEKTUBUCT-
CKUM YyCTaHOBKaM. «ATMOC(Ephl OCTaloTCs He-
OMPEICTICHHBIMHU TPEXJIE BCErO0 B OTHOUIEHUU HX
OHTOJIOTMYECKOro mMoJjiokeHus. HeT okoHuaress-
HOUM YBEPEHHOCTH, CTOMT JIU OTHOCUTh UX K OOBEK-
TaM WJIU K CBOMCTBaM Cpejibl, U3 KOTOPHIX OHH HC-
XOIST, WIH K CyOBEKTaM, KOTOPBIC HCIBITHIBAIOT
uX Ha cebe uxX Bo3neicTBUE. MBI Takke HE yBepe-
HBI, TJE, pacroyararTcs, armochepsl. OHU, CIIOB-
HO TyMaH, 3alOJIHAIOT MPOCTPAHCTBO OIpPEICIICH-
HBEIM TOHOM omymieHuii»!. Atmocdepa Takum 00-
pa3oM HAxXOJUTCA «MEXIY» pa3IMUYHbIMU JIEeU-
CTBYIOLIUMH 3JIEMEHTaMH Ipolecca B3aUMO/ICH-
CTBHUSI YEJIOBEKA M MHUpPA M CBOIO 3a/]auy HOBas 3cC-
TeTUKa B IoHMMaHuu ['epHoTa beme BUIUT B TOM,
4TOOBI M3y4yaTh U CPOPMUPOBATH TOCPETHUUECKHE
MEXaHU3MbI, OKpPYXAIOLME pELUUIUEHTa, TOMe-
LIEHHOTO B PAa3JIMYHbIE CUTYAllMH, TJI€ OCHOBHYIO
POJIb UrparoT cpensl (atMocdepsl), a He KOMMYHHU-
KaTUBHBIE LIeJIeNI0JIaranus AecTus. Henokanusy-
€MOCTh M OHTOJIOTMYECKasi HEONPEEICeHHOCTh aT-
Mocdep SIBISIFOTCS 9acThIO 337]a4i HOBOUM ICTETUKH
M0 CHATUIO CYOBEKT-OOBEKTHON MOJIENU MBIIILIe-
HUS ¥ B3aUMOOTHOIIEHHUS YEJIOBEKA C MUPOM.

B armocdepax ocoOyio ponb Hrpaer Hux
MIPOCTPAHCTBEHHBIN XapakTep. ATMoc]epsl JHiie-
Hbl YETKUX TPaHHUL, Y HUX OTCYTCTBYET 3aKperl-
JIEHHOE MECTOIOJIOKEHUE, OHHM pACCesHbl U HE
MOAJIAI0TCS JIOKAJTU3AMKU. 3aTO OHHU IOJHBI 3MO-
LIMOHAJILHOM DHEPrueu, 3apsKEHbl OIPENEICHHBIM

' Béhme, G. (2017) Atmosphiire: essays zur neuen

Asthetik. Frankfurt am Main: Suhrkamp Verlag. 22.

DOI: 10.52173/2079-1100_2021_3_103
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YyBCTBEHHBIM HACTPOEM U OOpAIlECHBbI K TEIy ue-
noBeka®, ATMocdepa CIOBHO «3aXBaTBIBAETY» BCETO
yenoBeKa’.

ATMoc(hepbl MOTYT yJaBJIMBaTHCS U YAEP-
KHUBATbCd O0OBEKTAaMH M BEIIaMU. DCTETHKA aTMO-
cdep BKIIOYAET pasfiell, CBSI3aHHBIA C OHTOJIOTHEH
u ¢eHomeHonorued mnpeamera. «OOBEKT MOXKET
yJIaBJIMBaTh aTMOC(epsl, KOTOPBIE COMPOBOXKIAIOT
€ro CIOBHO CBO€oOpasHblii opeom»?. PaGoras ¢
00BEKTOM, B3aUMOJICHCTBYSl C HHUM MOXXHO «H3-
BJICUb)» M3 HEr0 CONPOBOXKIAIOIIYIO €ro atMocge-
py. BosgneiictBue mnpenMera Ha peUMIMEHTa 3a-
KIIIOYAaeTCsd B PACHpPOCTPAHEHUH HA HETO BIMSHUA
atMocdeprl. beme  ccputaercss  Ha  pabOTHI
B. benbsMyHa ¥ aHaNM3UpPYET IOHATHE ayphbl B
CBSI3M CO CBOCH KOHIICTIIIMEH, HO Mpeisiaraetr coo-
CTBEHHBIM TEPMUH JJIs1 ONUCAHUS XapaKTepa BIIMs-
HUS 00bEKTa Ha OKPYKEHUE — «IKCTA3» BEIIH.

DKcTa3 BEIlX OMHUCHIBAET COC00, KOTOPHIM
BEIIb BBIXOJUT 3a Mpeebl caMoi ce0st U pacipo-
CTpaHsET BIMAHUE HA PELMIIMEHTA . «Aypy» BELU
no B. benbsmuny u ee «dkcta3s» 1o I'. beme 00b-
enuHseT (EHOMEHOJIOIMYEeCKOe OMMCaHUe Tpo-
CTPAHCTBEHHOTI'O OIIbITA YEJIOBEKA, OCHOBAHHOI'O HA
€ro Tene. JKCTa3 BElIM, Kak U €€ aypa, BOCIIPUHU-
MAaIOTCsl U MPOKUBAIOTCS IPEXKAEC BCErO TEIECHO.
TenecHslil XapakTep B3aUMOJCHCTBUS YEIOBEKA U
BEIIM TO3BOJIAET aTMoc(epe pa3BOpaunBaTh CBOIO
pacmiupeHHoe HampsbkeHue. IIpm 3TOM TO, 4YTO
BOCIIPMHHMMAETCS, — 3TO arMocdepa, — Heompee-
JIEHHOE U YETKO HE JIOKAJIU3yEeMOE B IIPOCTPAHCTBE
4yBCTBO. BocnipuHuMaeMoe MHOM — HEOIPEECIICH-
HOE, IPOTSIKEHHOE B NIPOCTPAHCTBE KAYECTBO UYB-
CTBA.

beme crnenyer ¢(enomenomornuyeckoit Tpa-
JUIMKM ONMCAHUS OIbITAa Tela KaK IPOCTPAHCTBEH-

? Ibid. 29, 31.
3 Ibid. 30.
* Ibid. 31.
> Ibid. 31, 32.
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HOT'O, CaMOJAHHOTO W CaMOOCO3HAHHOTO COCTOS-
Husl. DEHOMEHOIOTHs aTMOC(Ep TECHO CMBIKACTCS
C PHBAWPOHMEHTAIM3MOM, MTOHATHIM HE KaK KOJIO-
T'Hsl OTACJICHHOM OT YeloBeKa MPUPObI, a KaK COB-
MECTHOE TBOPEHHE MMMEPCHUBHBIX Cpel. DMOIMO-
HAJIbHOE U YyBCTBEHHOE HA4YaJI0 UTPAIOT 3/1€Ch CY-
IIIECTBEHHYIO POJIb.

Bocnpusatue nonumaerca beme, mnpexne
BCET0, KaK TeJIEeCHOE MPHUCYTCTBUE B SHBAHPOHMEH-
TaNbHOM 00OCTAaHOBKE, KaK MpOKMBaHHE aTtMocde-
pBl cpepl. «Mbl BOCIIPHHUMAEM TIPEKJE BCErO HE
HAIllK YyBCTBA, (DOPMBI UJIH OOBEKTHL, (...), TO, UTO
MBI BOCIIPUHMMAEM TIPEXJIE BCEro — 3TO aTMoche-
pe»°. ATMochepa — 310 cpesa, o0Ias 1 pelu-
MUEHTa M BOCIPHUHUMAEMOIO KOHTEKCTA. YUHUTHI-
Basi BAXXHOCTh Pa3pabOTKMU MPEXKJE BCETO0 TEOPUH
BOCTIpUATHS, beme Ha3bIBaeT CBOIO HOBYIO ICTETH-
KY «OOILeH Teoprel BOCTIPUATHS .

ATMoc(hepbl Kak HelOKalu3yeMble MPUCYT-
CTBHSI JIeXKAaT B OCHOBE (DEHOMEHOJIOTHYECKOW HH-
TEpIIpeTaluy 00BEKTa U CO3/IaBACMbIX UM pellerl-
TuBHBIX MexaHu3MoB XK. J{uau-KO6epmanom. Omnu-
CaHHWE€ TOTPY>KEHHS PEIMIIMEHTa B HEONpeIeeH-
HBIW, HO DK3UCTECHIMAIbHBIA U YyBCTBEHHBIN KOH-
TaKT C MPOU3BEIECHHUEM HCKYCCTBa OTKpBIBAaeT (e-
HOMEHOJIOTHYECKOE U3MEHEHIE UMMEPCUBHOCTH.

Jumu-KOGepman HaunHaeT ¢ oOpamieHus K
KPUTHKE BU3YaJbHOTO WILTIO3UOHM3MA, JUIS Yero
oOparaercsi K MOHATUIO «CHEeIU(PUIECKHX 0OBeK-
TOB». TepMHH HCHOJB3yeTCs CKYyJIbNTOpOoM Jlo-
HanpaoM Jkannom mis o6o3HadeHus: 00beKTa, 00-
JA/IAI0IIEro COOCTBEHHON «crmenuduueckoil mpo-
CTPaHCTBEHHOCTBIO», 3aMEHSIONICH WITIO3UOHUCT-
CKHE, pPEeNpe3eHTALMOHUCTCKE W HKOHOTrpaduye-
CKHE M3MEpEeHMS TPAJAULMOHHOTO BU3YAJILHOTO HMC-
KyCCTBa, OOpAIIEHHOT0 K TIJIa3y: «HYXHO CO3JaTb
TPEXMEpHBIH, MPOCTPAHCTBEHHBIH OOBEKT, BbHIpa-
0aThIBAIONINI CBOIO COOCTBEHHYIO «crenuduue-
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CKYyI0» TPOCTPAHCTBEHHOCTh. OOBEKT, CIIOCOOHBIIA
MPEOIONIETh B TAKOM KadecTBE M HMKOHOTpaduy-
HOCTb TPAJAULIMOHHOM CKYJIBITYPBI, U 3aKOPEHEIIbII
WJUTFO3UOHU3M JKUBOIIUCH, OAKE€ MOJEPHUCTCKOM.
Cornacno JIxamty, HYXKHO CO3/1aTh OOBEKT, HE
MIPEJICTABJISIONINI cOo00i (M HE pernpe3eHTUPYIO-
[IUi1) HUYero, KpoMe CBOMCTBEHHON eMy Kak 00b-
eKTy 00BEeMHOI XapaKTepUCTHKH, — HalpUMep Ma-
painenenumnen; OOBEKT, HE W300pETAIOMIHA HU
BPEMEHHU, HU IPOCTPAHCTBA I10 Ty CTOPOHY CaMOI0
ce0si, YCTpaHUTh BCAKYIO JAECTAIUPOBKY M IPEJCTa-
BUTh OOBEKTHI, MOHATHIE KAaK HEJENMMBbIE, Hepac-
TOpPKHMbIE TOTAIBHOCTH, «IEIOCTHOCTH 0e3 da-
CTel», 0ObEKTHI, XapaKTepU3yeMble B CBSI3U C ITUM
KaK «HECOOTHOCUTENbHBIE»®. Takue OOBEKTHI HE
cofiepkar B cebe «CUMITOMOBY, JIUIIEHBI U3MEpe-
HUHN penpe3eHTalli, OHU HUYEro HE INpeACTaBis-
IOT KpOMe caMHUX ce0sl U B TIOJHON Mepe MpOSBIIs-
10T CBOM CBOMCTBA B IIPOLIECCE PELEIILIUH.

B cutyanum Bocnpusatusi 00bEKT, Kak U B
koHuenuuu I'. beme, ucroyaer cuiny, OopraHusyer
MIPOCTPAHCTBO, co3naeT armochepy. OH cI0BHO Obl
YKa3bIBa€T Ha MEPEX0] OT MAaTEPHAILHOTO K HEMa-
TepuanbHOMy. Kak u B ciywyae ¢ Npou3BOACTBOM
atMocdep, 00ObEKT B MHUHMMAIHU3ME 10 MHEHHUIO
Jumu-FOOepmana BbICTymaeT Kak TeMIOpajbHas
enuHUIA. Pa3BepThiBaHNE MPOCTPAHCTBA aTMOChe-
PBI IPOUCXOUT BO BpeMeHU. «llapadokc MUHUMA-
JUCTCKUX OOBEKTOB: MapaZoKC HE TOJBKO Teope-
TUYECKHI, HO U IIOYTH Cpa3y xkKe, IPUUYEM GU3)aAlb-
HO 3aMevaeMbli. MTak, ¢ 0THOM CTOPOHBI, OOBEKTHI
NPUBSI3aHbI, UJIM CKJIOHHBI K (OpPMaJbHON cneyu-
@uunocmu, K TEOMETPUYECKON «OyKBAIbHOCTI,
HE/IBYCMBICIIEHHBIX 00BbEMOB; C JIPyTrOil ke CTOpo-
Hbl, OHU UCIBITHIBAIOT HEMPEOAOIMMOE BICUEHHUE K
npucymcmeuro, JIOCTUTaeMOMY HEMHHYEMO JIBY-
CMBICIIGHHOW WIpoil Ha COOCTBEHHBIX pa3Mepax

® Ibid. 48. 8 Humu-FO6epman, XK. To, 4ro MBI BHAWUM, TO, YTO
" Ibid. 47. cMmoTput Ha Hac. — M.: Hayka, 2001. — C. 31.
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WIA Ha PaCIOJIOKEHUH O OTHOIICHUIO K 3pUTe-
o»°.

Bosnukatomas 3aech mnpobiema IMpHCYT-
CTBHSI SIBJIIETCSI OZHOM M3 LIEHTPAJIBbHBIX B OCMBIC-
nenun (eHomeHa mMMepcuBHOCTH. llpucyrcTBue
KaK Hepe(JIEKCUBHBIM aKT PEeLEeNIMU TaKKe SBIIS-
€Tcs CBOMCTBOM JpPyroro Ba)KHOT'O KOMIIOHEHTa
UMMEpPCUBHOCTH — TephopMaTUBHOCTUH. VIMEHHO
BO3HUKAIOMMK B MHUHMManu3Me 3(dexr nepdop-
MaTHBHOCTH, KPUTHUKOBAJI B KitoueBoM scce «Mc-
KYCCTBO U npeaMeTHocTb» ! M. @pun, yemarpusast
B HEM TearpajbHOCTh. CKyJIbITOP-MUHUMAIIUCT
Toun CwmuT yTBEepXKIaJl, YTO JyMaeT O CBOHUX
CKYJIBITYPaxX KaK «HEKHUX MPUCYTCTBUSIX». ['0BOps
00 o0bekTe «Die» OH MogUYepKuBai, 4YTo XOUeT CO-
3/aTh HE OOBEKT, HE MOHYMEHT, «HO HEUYTO BPOJE
mectan!!. MecTo ompemenser NpUCYTCTBHE, IPO-
TUBOCTOMT WMKOHMYHOCTH M TPEeOOBAHUSAM perpe-
3€HTAllMM, HO COAEPKUT B cebe MHTEHCHUBHOCTH,
MOTOKH, MPOU3BOAUT aTMOC(EpPHI, onpenenser ad-
¢bexTsl U craHoBneHus. [Ipon3BoaCTBO MpoCTpaH-
CTBa CTAHOBMTCS MPOIECCYaTbHBIM, COAEPIKAIUM
B ceOe OJJHOBPEMEHHO MPHUCYTCTBUE U JUCTAHIIHIO.

CrnemyroniM maroM Ha IMyTH OT 00BEKTa K
aTMocdepe SABISIOTCs padoTh, Tie CIelUu(pUIHOCTD
MeAnyMa TPEeoJIoNIeBaeTCs OKOHYATEIbHO, HaIpH-
Mep, Takue Kak «be3 Ha3Banusa. 1968—1969. Ilap»
PoGepra Moppuca: «Pabora 1968-1969 romos
CTAHOBUTCS PAJUKAIM3ALUEH 3TOU IBPUCTUKU He-
BO3MOKHOW JTUCTAHIIMM: 3TO TpoM3BeneHHe 0e3
OJIM30CTH M Oaiiv, aDCOJIIOTHO HEOCI3aEMOE U TEM
HE MeHee 00BOJIAKMBAIOIIEE BCE TENO 3PUTEI, T10-
BTOpsIt0: 06€3 OJIM30CTU M JJalil — a 3HAYUT, Oe3 Jie-
Talell U pambl; 3TO BCETO-HABCETO MPOU3BOICTBO

? Tam xe. C. 49.

10 Fried, M. (1998) Art and Objecthood. Art and Objec-
thood: Essays and Reviews. Chicago; London: Univer-
sity of Chicago Press.

i Humu-FO6epman, XK. To, 9To MBI BHIUM, TO, YTO
cMoTpuT Ha Hac. — M.: Hayka, 2001. — C. 110.
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napa»'2. GeHOMEHOJIOTHYECKas OUEBUIHOCTD TIPHU-
CYTCTBHSI B pPabOTaX MHHHUMAJIHMCTOB IO3BOJISET
Jumu-KO0epmany roBopuTh 00 aKTUBHOCTH OOBEK-
Ta, Kak ckazan Obl ['epHoT beme 00 ero «skcra-
3axX»: «3TO COCTOSHUE OTBITA BBISBIAET HEKYIO M3-
HavalbHyI0 (OpMy UyBCTBEHHOW opraHu3auuu. B
3TOM CMBICJIE MBI MOJKEM CKa3aTh, YTO YEPHBINA KyO
Tonu CmuTta, Kak U pacnpocTpaHeHue napa y Po-
6epra Moppuca, «CMOTPAT» Ha HacC U3 MECTa, CIIO-
COOHOTO BEpHYTh HaIlle «BUAETH» B (yHIaAMeH-
TaJbHbIE YCJIOBUS €ro COOCTBEHHOH (heHOMEHOJIo-
rum» 3.

VHTEeHCUBHOCTD MPUCYTCTBUS, MPOU3BOIH-
Masi BEIblO, BO3BpAIAET K MOHUMAHUIO €€ aypa-
TUYHOCTH, MPOCTPAHCTBEHHOCTH, aTMOC(EPHOCTH:
«braromapst TpeBOXKHOM CTpaHHOCTH MBI OOJIazaeM
HE TOJBKO «CEKYJISPU3UPOBAHHBIMY», HO U Mema-
ncuxonoeudeckuM — OTPENICNIEHUeM  ayphl  Kak
«CTPAaHHOTO CIUIETEHHSI POCTPAHCTBA U BPEMEHI,
KaK CHJIbI B3TJIS/1a, JKEeNaHHUsI U TIaMATH BMECTE B3S-
TBIX, HAKOHELI, KAK CHJIbI JUCTAaHLUK» 4.

Atmocdepa, pacrpocTpaHsieMass ¥ TBOPH-
Masi OOBEKTOM, 3aCTaBIIAET PELUIHEHTA yTpayu-
BaTh TPUBBIYHBIE TPOCTPAHCTBEHHO-BPEMEHHBIC
koopauHatel. Juau-KOGepman Ha3bIBaeT 3TO CO-
CTOSHHE «Iepen-BHyTpu»: «CMOTpeTh 3HA4YHT
NPUHUMATh BO BHUMAaHHE TO, YTO 00pa3 CTPYKTY-
PHUPOBaH Kak MepeA-BHYTPH: HEJOCTYITHBIM U HaBS-
3BIBAIOIIMI CBOIO AUCTAHIINIO, KAaKOH OBl OJIM3KOI
OHa HH ObLJa, — HOO ATO TUCTAHIUS OTJIOKEHHOTO
KOHTAKTa, HEBO3MOKHOCTH COMPUKOCHOBEHHS» >,

3TO COCTOSIHWE CUUTHIBACTCS KaK BbI3bIBA-
foiee Oecco3HaTeNbHOE OECIIOKOWCTBO: «BCAKAs
MHTCHCUBHAs, BCsAKas aypaTudeckas opma naercs
KAaK «CTPAaHHO TPEBOXKHAasH»» B TOW caMOl Mepe, B

KaKoW IOMEIIAeT HAac BU3YaJbHO INEpel «BO3Bpa-

12 Tam xe. C. 145.
13 Tam xe. C. 147.
4 Tam xe. C. 215.
15 Tam xe. C. 230.
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IIEHUEM Y€r0-TO BhITecHeHHOro»' (...) «Bot mo-
4eMy MeCTO 00pa3za MOKeT OBITh TOCTUTHYTO JIUIIIh
CKBO3b MPHU3MY JBOWHOTO CMEICNIA CIIOBA MaM, TO
€CTh CKBO3b MPHU3MY IMOKA3aTEIbHBIX AHAECKTHYC-
CKUX OIBITOB aypbl WJIM TPEBOXXHOW CTPAHHOCTH.
OO0pa3bl — BU3yanbHBIC BEIIM — BCETJA YK€ SBIIS-
IOTCSL MECTaMHU: OHU SIBIISIOTCS HaM KaK MapaoKChI
B JICHCTBUHU, B KOTOPBHIX MPOCTPAHCTBEHHBIE KOOP-
JMHATHI PBYTCS, OTKPBIBAIOTCS HAM M, B KOHEUHOM
UTOTe, OTKPBIBAIOTCS B HAC, YTOOBI OTKPHITh U TEM
CaMbIM BITYCTHTB B ce0s1 Hacy!”.

beccoszHarenbHbIe ONIYIICHHS, BBI3BIBAC-
MbIE€ aTMOC(EPHOCTHIO M aypaTUYHOCTHIO OOBEK-
TOB, JIMIIICHHBIX PUTOPUIECKOTO0, U300pa3UTEITHHO-
T'0 WM WUTIOCTPATHBHOTO U3MEPECHHS, HCCIICTYIOT-
Cs aMEepUKAaHCKUM TEOPETUKOM HCKyccTBa Po3za-
muHAoN Kpaycc B KOHIENIMH «ONTHYECKOTro Oec-
CO3HATEIIBLHOTOY.

[ToHsATHE «ONTHYECKOTO OECCO3HATEILHO-
ro» TOKa3bIBaeT CMEHY THOCEOJOrHMYecKOl ycra-
HOBKH B UCKyccTBe XX BeKa, e BuJCHHUE, OCHO-
BaHHOE Ha KapTE3MAHCKOW palMOHAIUCTUYECKOU
MOJIETIH, TIPETEPIICBACT CYIIECTBEHHBIC U3MECHCHHUS
B TOJb3y HApPACTaHWS HPPAIMOHATHUCTUYECKUX
TeHaeHuui. B kaure «Ontuueckoe O0ecco3HATEIb-
Hoe»'® u B pabore «Bechopmennoe. PykoBoacTBO
nosab30BaTens»!’, HamMcaHHOM COBMECTHO ¢ A.-
. bya, Po3zanunna Kpaycc mokasbiBaeT, Kak 3TO
IIPOUCXOAUT B UCKycCTBE XX BEKa.

Kpaycc
CTPYKTYPATHCTCKOM M TICHUXOAHATHUTHYECKOM WH-

CBoli aHanus OCHOBBIBAE€T Ha
cTpymeHTapuu. OTIpaBHOM TOUKOH €€ paccykie-
HUH craHoBUTCA u3BecTHas L cxema JKaka JlakaHa,
KOTOPask BBITJISIIUT CIEAYIOIUM 00pa3oM:

' Tam xe. C. 218.

7 Tam xe. C. 232.

'8 Krauss R. (1994) The Optical Unconscious. MIT
Press.

' Formless: A User's Guide. (1997) Ed. By Yve-Alain
Bois and Rosalind E. Krauss. New York: Zone Books.
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(moi)a

B wneii JlakaH HarisgHO IMOKa3bIBAET, Kak
CBSI3aHBI MEXIY CO00l CyOBeKT, OeCCO3HATEIBHOE,
A3BIK, BOOOpakaeMoe M CUMBOJIHMUYEcKoe. B yieBoM
BEpPXHEM YTJIy pacriojliaraercsi CyobekT S, pagoM ¢
KoTopeiM pacmnonioskeHo OnHo (Es), B n1eBoM HIK-
HEM Iy HaxoauTcs s (moi), B IPaBOM BEpXHEM
yriay — (BooOpakaeMblid) Apyroii a'utre, B IpaBoOM
HIKHEM — (CUMBOJIMYECKUi) apyroi — Autre. Bece
3T TO3ULMH CBS3aHBI MEXAy coOoii. M3 mpaBoro
BEpPXHEro yria B HIDKHHM HampaBieHa OCb BOOO-
pakaeMbIX OTHomIeHui (relation imaginaire), u3
[IPaBOrO0 HMKHETO B JIEBBIM BEPXHUU — DHEPIUs
Oecco3HarenbHOro — inconsient. S (moi) UCIIBITHI-
BaeT Ha cebe Bo3zelicTBHE (OOJIBIIOrO, CUMBOJIH-
yeckoro) /Ipyroro, Bo3neiicTBue s3plka U MOPSIKA
IMCKypca (HUKHSISI TOPU30HTAIbHAS OCh U3 MIPaBO-
IO HIDKHETO yIJia B JIEBBIH HIDKHUI), a CyObeKT S
nox naBnenueM OHo (Es) cozmaer BooOpakaeMoro
(Manenbkoro) apyroro a'utre. M3 cxeMbl BHUJHO,
910 pabora Oecco3HaTenbHOTO 1Mo Jlakany ompene-
JIeHa S3BIKOM, TO €CTb, MOPSIKOM CHMBOJIUYECKO-
ro, YTO HAaXOJUT BBIPAKEHHE B €ro H3BECTHBIX
¢dpazax «beccoznarensHOEe — 3TO AUCKypc [pyro-
ro» u «becco3HaTenbHOE CTPYKTYpPUPOBAHO Kak
A3bIK». PaboTa BOOOpaXkeHHsI ompenensiercs Mmo3u-
1ueil BooOpaXkaeMbIX APYTUX B CTPYKTYpeE S U OT-
JeTseTcss OT CUMBOJIUYECKOTO MOPSIKA.
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Oty cxemy Kpaycc npuBoauT Ha cTpaHuie
22 «Onrtuueckoro GeccozHarensHoron?’ B Kade-
CTBE OTOPBI ISl BBICTPAaUBAHHsI COOCTBEHHBIX pac-
cyxkneHui. IlepBasg u camass OCHOBHas cXeMa —
Kpaycc HaszpiBaet ee «rpademoit» uimm «rpahom» —
JIEMOHCTPUPYET CHUTYalHIO pa3pylIeHUs MOep-
HUCTCKOTO KAaHOHAa BHJIEHHUS, OCHOBAHHOI'O Ha

CYyOBEKT-00bEKTHON MOJICIH:

ground figure
not ground not figure
CxeMa JIEMOHCTPHDYET —KapTE3UAHCKYHO

MOJIeNIb BUJICHUS, MPHUHATYIO B 3aaJHOM HCKYC-
CTBE JI0 HACTYIUICHUS COBPEMEHHOM 3MOXM M Iep-
CIIEKTHUBY €€ pa3pyLIeHHs B MOJCpHU3ME. DMIH-
pHUYECKOe BUJCHHE 3aIaIHOTO MHUPA, BOTUIOLICHHOE
B €r0 HCKYCCTBE, OTPaKEHO B IPOTHUBOIIOCTABIIC-
HUM QUrypsl U (OHA B BEPXHEH Mape OMMO3UIIUIA.
IIpoTuBOCTOSIILIEE €11 B HUKHEH YAaCTH CXEMBbI B3a-
MMHOE OTTAJIKMBaHUE HE-PUTyphl U He-(POHA POXK-
naet, mo MHeHHIo Kpaycc, peBONIOLIMOHHOE MO-
JIEPHUCTCKOE HMCKYCCTBO, pa3pyllaroliee KapTe3u-
aHCKUM smnupuyeckuit unpean. Cpeau NnpuMepoB
Takoro paspyuenus Kpaycc Ha3bIBaeT KyJbTOBBHIC
IUIE MOJIEPHM3MA BH3YalbHbIE IaTTEPHBI, TaKue
KaK pelieTka, MOHOXPOM, >KHBOIUCH I[BETOBOTO
MOJIs, MU3aHA0UM KJIaCCHYECKOTo KOJUIaXa, THe3/1a
KOHIICHTPUYECKHX KBaJPaTOB WMJIM KPYroB, Xapak-
TEPHBIE JUIS MOCT)KUBOIMCHOU abcTpakuuu’!. B
MOJOOHBIX ~ KOHCTPYKIMSX HCYe3aeT CyOBEKT-

OOBEKTHBIN JeTepMUHU3M (UTYpHl U (OHA U 3pH-

2 Krauss, R. (1994) The Optical Unconscious. MIT
Press. 22.
2! Tbid. 14-15.

TEJb OKa3bIBAETCS MPEIOCTABICH UTPE ONTUYECKO-
ro 0ecco3HATeNbHOTO, MOCKOJIbKY y HEro OTCYT-
CTBYeT J100asi BOBMOXKHOCTb MJCHTU(UIIUPOBATD,
pamKupoBaTh W BepOATM3UPOBATH YBHJICHHOE.
Kpaycc oTrmeuaer, 4To mpu 3TOM cama KapTe3uaH-
cKasi onmno3uims Gurypsl u GpoHa coxpaHseTcs, Xo-
TS ¥ CHUMAETCH.

B03M0KHOCTB IIOJTHOTO CHATHUS 3TOM OIIIO-
3WIIMM B ONTHYECKOM Oecco3HarenbHOM Kpaycc
MOKa3bIBAET B JIOTIOJIHEHHOM CXeMe, KOTOPYIO OHa
npounTsiBaeT uepe3 L cxemy Jlakana. Dmnupuue-
CKYIO peleNINI0, OTPAKCHHYIO B BEPXHEH OIMO3H-
muu Gurypsl U (oHa, MPEOAOJIEBACT B3aUMOJICH-
cTBHE He-QUTypbl U He-(poHa B HIDKHEW YacTH,
CBE/ICHHOE K B3aMMOCBSI3U JJIEMEHTAPHOH OMoIo-
THYECKOW JTAaHHOCTH (TIOBEPXHOCTH CETYaTKH) H
TPAHCUEHIEHTAILHOTO 3r0, 00pa3yIoLIero «pam-
Ky» pedrexcun.

perspectival lattice

ground figure cooeveeerene perception
not ground not figure......... reflection
field as “figure” frame

retinal surface
(inscription of empirical viewer)

B 5TOM ciydae penenTUBHBIA areHT yTpa-
YMBAaeT KapTe3MaHCKYIO IMO3UIMIO Halx3opa, obec-
NeYMBaEMyI0 Tapoil «(purypa—QpoH» U rapaHTupy-
IOIIYI0 KOHBEHLIMOHAJIbHOE HaOpachbIBaHHE CMBIC-
na: «CyOwsekT MoxeT ObITh He Oonee yeM 3dek-
TOM, pe3yJbTaTOM COOCTBEHHOW IMHAMHUKU BHYT-
PEHHETrO NPOTUBOPEUHSI CTPYKTYPhI»Z2.

[Tomo6HYIO CHUTyaluio yTpaTbl CyOBEKTOM
OTIPEJIEIISIONIETO TOJOKEHUSI B TPOLIECCEe perern-
uuu JlakaH Ha3bIBAET «OCTAHOBKON»: «ITO COBEp-
IIEHHO 0c00asi TEMIOPAIBHOCTb, IS ONPEICTICHUS
KOTOPOH 5 TMOJB3YIOCh TEPMHHOM OCMAHOBKA, —

2 Ibid. 23.

(inscription of transcendental ego)
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TEMIIOPAIbHOCTh, KOTOpasi CO3MJAET I03aau ceds
cOOCTBEHHOE 3HaueHue»>>, BaxHOW 11 onTuye-
CKOro 0ECCO3HATEeNbHOTO SIBIISICTCS ~ CBOWMCTBO
«OCTaHOBKHM» DasIM4aTh KECT W jehcTBHe?*. D10
0OYCIIOBJICHO TEMIIOPAIBHBIM PEXKHUMOM €€ MPOH3-
BOJICTBA, @ TaKXE XapaKTEpPOM B3aHMOJICHCTBUS
«He-purypsl» u «He (oHa». «B MOMEHT, Koraa
CYyOBEKT 3aMHpaeT B 3acCThIBIIEM HKECTE, OH
YMEPIIBIICH. AHTU-)KU3HCHHAS, aHTH-
JBHTATENbHAS (QYHKIHS 3TOr0 KOHEYHOrO MOMEHTA
U €CTb fascinum — OHO U3 TeX U3MEpPEHU, I/1e CH-
Ja B3IJISAAa OCYIIECTBISICTCS HEMOCPEICTBEHHO.
Ecnu m BMemmBaercsi 3lecb MOMEHT BUJICHHS, TO
BMEIIIMBACTCS OH MCKIIFOUUTEIBHO KaK CBOETO poja
IIOB, KaK COYETaHHWE MEXKAy BOOOpa)kaeMbIM H
CHMBOJIMYECKMM. VIMEHHO Tak OKa3bIBaeTCsi OH
BKJIIOUCH B TY AUAICKTHKY, B TOT IOCTYIATEIIbHBIH
BPEMEHHOW XOJl, KOTOPBIH HAa3bIBAETCS CHEWKOL,
MOPBIBOM, CTPEMJICHHUEM BIIEPEH, — XOJ, 3aBepliie-
HHMEM KOTOPOI'O U SBJIETCS KaK pa3 fascinum»®.
OcTraHOBKa CBSI3BIBACTCS C fascinum HENOo-
CPEICTBEHHOW, HEBU3yaJIbHONH Oecco3HATeNbHOM
CHJION peIeIIiK, KOTopast IEePEBOAUTCS U3 CO3ep-
[ATeIBHOTO, 3MIIMPHYECKOTO, PALUOHAINCTUYC-
CKOT'O PETUCTpa B MYJIBTUCEHCOPHBIA. OnTHYeckoe
Oecco3HaTeNbHOE MepecTaeT ObITh B MOJHON Mepe
ONTHYECKUM U CTAHOBUTCS TEIECHO-TAKTHIBHBIM,
rafnTHYeCKUM Oecco3HaTeNlbHbIM. JIBHKEeHHE pe-
HEMIUU OT SMIIHUPHYECKOTO K Oecco3HATeIIbHOMY
peructpy 3akperuisiercss Kpaycc B MOHATHH «Mart-
PUIIBD), KOTOPAsk MPUXOJUT HA CMEHY «PEIETKe»>S

— B@OXHEHIIEMY BU3YyaJIbHOMY M TEOPETHUYECKOMY

3 Jlakan JK. UeTbIpe OCHOBHBIE MOHATHS TICHXOAHATH3A
(Cemunaper: Kuura XI (1964). — M.: HzgarenscTBO
«I'mo3ucy, M3garensctBo «Jlorocy, 2004, — C. 128.

** Tam xe.

3 Tam xe. C. 129,

2% TlompoGHee 0 KOHIEMIMH «PELIEeTKH» KaK YacTH MO-
JIEPHUCTKOM oNTUKH M 3k3ucTeHnnu y Kpaycc cMm. Kpa-
ycc P. Pemerku // Kpaycc P. [lomnmuaHOCTS aBaHTapa
u apyrue mozaepHuctckue muda. — M.: MznarenscTBo
«XymoKecTBEHHBIN xKypHam», 2003. — C. 79-32.

KOHIICIITY MOACPHU3MA. B 3akmroyuTenbHBIX ABYX
rpadgemax Kpaycc MoOKasbIBaeT, Kak «MaTpHIa»,
ellle JbIIEe OTCTOSIIAs OT MOJIENH KAPTE3UAHCKO-
ro BUACHUSA, 3aMCHICT YaCTUYHO CBA3AaHHYIO C HeH
«pEUIETKY» B IPOM3BOJICTBE 00pasa?’.
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figure ground

grid gestalt
figure ground
“matrix” gestalt

[TocienHue cxembl JEMOHCTPUPYIOT, Kak
«MaTpuia» B KadecTBe GUTYpBl OecopMEHHOTO
JIO)KHUTCSL B OCHOBY ONTHYECKOTO OECCO3HATEIHHO-
rO U NpPEOJ0JIeBaeT yAep:KaHHe 0Aa30BBIX IOHSITHIA
¢buryps! 1 poHa Ha IEpPBOI cCXeMe.

Onrtudeckoe Oecco3HaTeNbHOE, MHTEPEC K
KOTOpOMY HaOJIOJAJICSl Ha TPOTSHKEHHH Beero XX
BEKA, JIOMIOJHSIETCS B COBPEMEHHBIX HCCIICIOBAHU-
SX TOHATHEM «ayIUajbHOTO OECCO3HATEIHLHOTOY,
MOSIBJISIIOIIETOCS B TEKCTaX TeopeTuka sound stud-
ies Kpuctoa Kokca. Ilox aynmansHbsiM O6ecco3Ha-

27 Krauss, R. (1994) The Optical Unconscious. MIT
Press. 191-192.
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TENBHBIM OH TIOHUMAET «IOJsi TeCHOW (aKTHue-
CKOW CBSI3U CIICKTpPa BOCIPHSITHS C MaTEpUATbHBI-
MH CETSIMH KOJIEOaHMIH WHTEHCHUBHBIX KA4ECTB JIAB-
JICHHSI, TUIOTHOCTH, CKOPOCTH, BSI3KOCTH, 3JIaCTHY-
HOCTH W TEMIIEpPATyphbl, UTPAIOIIUX PEIIAIOIIYIO
pOJIb B 3BYKOBOM MoJie»?. 311ech, Kak U B ciyyae ¢
ONTUYECKUM OECCO3HATEIBHBIM, MPOUCXOIHUT IIC-
peHoc
HaOMOIeHUsT CyOBEKTOM BUIUMOTO M CIIBIIIUMOTO

BHUMAaHHUS C OMIUPHYECKUX YCIIOBHUM
MHpa Ha TEJIECHYIO IMOTPYKEHHOCTb B 3TOT IpO-
ecc.

Onrtuyeckoe M ayaumanbHOE OECCO3HATEINb-
HOE (OPMHPYIOT TaKUM OOpPa3oM MYJIBTHCEHCOp-
HBI OTBET PELUIMEHTa Ha «atMochepy» cpensbl,
OTKpBIBAIOLINH 3(deKkT mMMmepcuu mpu BOCIIPHS-
TUU KaK MPOCTPAHCTBEHHBIX, TaK M BPEMEHHBIX
dopMm uckycctBa. KauectBa cpenpl co3maroT yepes
Oecco3HaTelbHbIe MeXaHU3Mbl 3()(EKT Mmorpyxe-
HUs, KOTOpbIM JlakaH Ha3bIBaeT «OCTaHOBKOW».
IToxoxxue wupen BeICKa3piBaeT 1. beme, oTMeuas
BAKHOCTb COCTOSIHUM PELMIIMEHTA Ui yJIaBJIMBa-
Hus atMocgep: «HoBast acTeTHKa CTPOUTCS BOKPYT
B3aMMOOTHOIIEHUIN Ka4eCTB OKPYKaIOLEN CPEeabl U
COCTOSIHMSIMU uyesloBeka. biaromaps stomy «u»,
3TOMY IPOMEXYTKY IPOUCXOJUT CBA3b KadeCTB
OKPY)KEHHMsSI M YEJIOBEUECKUX COCTOSIHMM, UYTO H
ecTh — arMochepar?’.

CyMMHpys YCTAaHOBKH 3CTETHKH aTMOcdep
U KOHIICTILIMU OINTHYECKOr0 OeCCO3HATENLHOTO
MOJKHO 3aKJIFOYHTb, YTO JUIS IOHUMaHUs (peHOMEHA
UMMeEpCUU 0coboe 3HaueHue OyIyT MMETh TaKue
UX DJIEMEHTHI KaK:

— HEOIIPEAEIECHHOCTh, HEIOKAIN3YEMOCTh U
HEapTUKYIUPYyEeMOCTb aTMochep;

2 Cox, C. (2018) Sonic Flux: Sound, Art and Metaphys-
ics. Chicago: The University of Chicago Press. 115-
119. Lur. no: CadonoB H.A. IToToku u ceHCOPHI: KpaT-
Kasi HCTOpUs 3BYKOBOTO parroHanu3Ma // HoBoe yre-
parypHoe obo3penue. —2018. — Ne 6 (134). — C. 78.

2 Bohme, G. (2017) Atmosphiire: essays zur neuen
Asthetik. Frankfurt am Main: Suhrkamp Verlag. 22-23.

— MPOMEKYTOYHOCTh aTMocgep, UX pacro-
JIOKEHHOCTh «MEXIY» O0ObEKTaMH, CpeiaMu U pe-
UITACHTAMH;

— TOHMMaHue atMoc(hep Kak CpelIOBBIX
MIPOCTPAHCTB;

— TEJIECHBIM XapakTep B3aUMOICUCTBUS Ue-
JIOBEKA U BEILlM BHYTPU aTMOCHEpHI;

— TIOHUMaHHE BOCHPUATHUS KaK TEJIECHOTO
MPUCYTCTBUS;

— BaXHOCTh O€CCO3HATENBHBIX OIIYIICHHIA,
BBI3bIBAEMBIX aTMOC(epamu;

— YTBEp)KJEHHE B OINTHYECKOM Oecco3Ha-
TEJIbHOM HEBH3YyaJbHOM, HEIMIHPHUECKON Oecco-
3HATEJILHOM CHIIBI PEeLIeTIIUH;

— YTBEpKJIEHHE MYJbTUCECHCOPHOTO PEXHU-
Ma BOCIIPUATHS;

B menomM, onuchiBaeMble KOHIIETIUU OTpa-
KAIOT HAOJIIONAIONINICS B COBPEMEHHBIX T'yMaHU-
TapHBIX MCCIC/IOBAHMSX [EPCHOC BHUMAHUS C OM- .
MUPUYECKUX, PALUOHATMCTUYECKUX MPEANOCHUIOK
HaOMOIeHUsT CyOBEKTOM BUIUMOTO M CIIBIIIUMOTO
MHUpPa Ha TEJIECHYIO MOTPYKEHHOCTh KOTHUTHBHOTO
areHTa B 3TOT MPOLIECC.
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THE CONCEPT OF IMMERSION IN THE AESTHETICS OF ATMOSPHERES
AND THE THEORY OF THE "OPTICAL UNCONSCIOUS"

The article provides a critical analysis of the
influence of the aesthetics of atmospheres and the
theory of the optical unconscious on the
interdisciplinary status of studies of the phenomenon of
immersion, determines the place of immersion in this
group of theoretical attitudes, reveals the concept of
immersion in the aesthetics of atmospheres by
G. Boehme and the theory of the "optical unconscious"”
R. Krauss. To consider the first approach, the theses of
the phenomenological aesthetics of M. Merleau-Ponty
are used, for the analysis of the second concept — some
ideas of the psychoanalysis of J. Lacan.

The article shows that both theories lay the
foundations for an interdisciplinary study of immersion
as part of a multisensory turn in culture, which, in the
context of these approaches, is characterized by reliance
on uncertainty, non-localizability and non-articulability
of atmospheres; consideration of atmospheres as
environmental spaces; placing an emphasis on the
corporal nature of the interaction between a person and
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a thing inside the atmosphere; interpretation of
perception as embodied presence. The importance of
unconscious sensations caused by atmospheres is
emphasized, the priority for the "optical unconscious”
of the non-visual, non-empirical, unconscious power of
reception is affirmed.

In general, both concepts reflect the shift in
focus of attention observed in modern humanitarian
studies from the empirical, rationalistic premises of the
subject's observation of the visible and audible world to
the corporal immersion of a cognitive agent in this
process, which can be described as an assertion of a
multisensory mode of perception in contemporary

culture.
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INTANGIBLE HERITAGE IN CULTURAL STRATEGY OF UNESCO

Safeguarding intangible heritage forms a focal
part of the cultural strategy of UNESCO, which is now
being most actively elaborated and promoted. Basing on
one of the two essential definitions, contained in the
main text of the Convention for the Safeguarding of the
Intangible Cultural Heritage, approved by UNESCO in
2003, one may regard it as comprising five main subject
fields, i.e. ‘(a) oral traditions and expressions, including
language as a vehicle of the intangible cultural heritage;
(b) performing arts; (c) social practices, rituals and fes-
tive events; (d) knowledge and practices concerning
nature and the universe; (e) traditional craftsmanship’
(I1.2.2). This kind of heritage is directly and deeply
linked with two adjacent concepts, belonging to the
same level of description, that is, with tangible heritage,
on the one hand, and with cultural diversity, on the oth-
er hand. As a result, one feels authorized to regard the
text of the corresponding three ‘great UNESCO conven-
tions’, i.e. Convention concerning the Protection of the
World Cultural and Natural Heritage (1972), Conven-
tion for the Safeguarding of the Intangible Cultural Her-
itage (2003), and Convention on the Protection and
Promotion of the Diversity of Cultural Expressions
(2005), as parts of a single ‘mega-text’, regarding them

NESCO is a specialized agency, form-

ing an integral part of the United Na-
tions organization, seeking to build peace through
international cooperation on education, sciences,
and culture. Intangible cultural heritage has been
high on the agenda of UNESCO in the course of
the latest twenty years, forming the subject matter

in turn as three different facets of the same mega-
concept of heritage. Forming an integral part of the cul-
tural strategy of UNESCO, implementation of this con-
cept is indispensable for the attainment of such over-
arching objectives as social coherence and sustainable
development. As to the inner elaboration of the concept
of intangible heritage, this seminal concept is presently
linked with the implementation of Strategic objectives 7
and 8 of the Medium-Term Strategy, consisting respect-
edly in giving impetus to advanced identification and
documentation, protection and safeguarding, promotion
and enhancement, as well as revitalization and transmis-
sion of all basic types of heritage; and in promoting its
creative facet, especially by all kinds of ‘marginalized
and vulnerable communities and individuals, in particu-
lar indigenous communities’. UNESCO Medium-Term
Strategy for a new eight-year term (2022-2029), which
now being most actively elaborated and discussed in the
framework of expert community, forms the nearest per-
spective for the development of the topic of the intangi-
ble heritage.

Key words: intangible heritage, cultural herit-
age, living cultures, cultural diversity, safeguarding
practices, UNESCO.

of one of its ‘great conventions’. Objectives of the
present paper consist in delineating the essence of
this pivotal notion, tracing back ways in which it
became integral part of the mission of UNESCO,
and in reviewing its outlook, forming an integral
part of the cultural strategy of this leading interna-
tional organization.
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To speak in most general terms, intangible
heritage consists primarily in ‘(a) oral traditions
and expressions, including language as a vehicle of
the intangible cultural heritage; (b) performing arts;
(c) social practices, rituals and festive events; (d)
knowledge and practices concerning nature and the
universe; (e) traditional craftsmanship’!. This in-
troductory definition may be found in the main text
of the Convention for the Safeguarding of the In-
tangible Cultural Heritage, which was approved by
the General Conference of UNESCO in 2003, and
entered into force three years later, in 2006, in ac-
cordance with its Article 34.

The aforementioned Convention may be re-
garded as being inwardly related to at least a cou-
ple of other important conventions, elaborated in
the framework of UNESCO and issued by it, form-
ing together with them sort of a ‘mega-text’. Alt-
hough this sequence of basic texts was being elabo-
rated in the framework of UNESCO in the course
of more than a quarter of a century, it became final-
ly coordinated and consistent in the most essential
points, both concerning its purport and structure.
The first one of these, entitled Convention concern-
ing the Protection of the World Cultural and Natu-
ral Heritage, was approved by the General Confer-
ence in 1972, and entered into force in 1975%. The
second one, known as Convention on the Protec-
tion and Promotion of the Diversity of Cultural Ex-
pressions, was approved in 2005, and entered into
force in 2007°. A brief review of the process of

! Convention for the Safeguarding of the Intangible Cul-
tural Heritage 2003, 1.2.2. URL: Convention for the
Safeguarding of the Intangible Cultural Heritage
(unesco.org), (accessed 15.05.2021).

2 Convention concerning the Protection of the World
Cultural and Natural Heritage 1972. URL: Convention
concerning the Protection of the World Cultural and
Natural Heritage (unesco.org), (accessed 15.05.2021).

3 Convention on the Protection and Promotion of the
Diversity of Cultural Expressions 2005 // URL: Con-

evolvement of the topic of intangible heritage in
these three ‘great conventions’ would be most ex-
pedient for the purpose of the present paper.

Convention concerning the Protection of the
World Cultural and Natural Heritage was the first
one of the three texts mentioned above. In accord-
ance with its title, the Convention concerned two
types of heritage, namely the natural heritage, and
the cultural one. Natural heritage included several
types of natural objects which had ‘outstanding
universal value from the aesthetic or scientific
point of view’*. As to the cultural one, it comprised
monuments, groups of buildings, and sites, ‘which
are of outstanding universal value from the point of
view of history, art or science’>.

The 1972 Convention defined in this way
basic tasks as consisting in the ‘protection, conser-
vation, and presentation’ of heritage objects which
had been formed in the past, gained ‘outstanding
universal value’ in the course of history, and be-
came definitely static (immovable) by the present
time, which greatly alleviated their detection and
protection. Make no mistake, delineation of this
type of heritage objects had paramount importance
for world culture. However it failed to take into
account such mighty cultural phenomena as folk-
lore, which were by no means static, but rather dy-
namic and even constantly evolving, as they
formed part of the present-day living cultural activ-
ities, conducted primarily in the framework of the
traditional communities. They could possibly be
deprived of ‘outstanding universal value’, however

vention on the Protection and Promotion of the Diversi-
ty of Cultural Expressions (unesco.org), (accessed
15.05.2021).
* Convention concerning the Protection of the World
Cultural and Natural Heritage 1972, 1.2. URL: Conven-
tion concerning the Protection of the World Cultural
and Natural Heritage (unesco.org), (accessed
15.05.2021).
> Ibidem, I.1.
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they were crucial for the sake of supporting cultural
identities, especially those of ethnic minorities, giv-
ing way to spontaneous creativity, linking tradition
and innovation, and providing social cohesion.

It would erroneous to suppose that the 1972
Convention was deprived of inner links to present-
day living cultures. Careful study of its text allows
one to detect presence of such links. Thus reading
the text of Article 1.5, one may learn that ‘effective
and active measures’, undertaken in the framework
of the implementation of the Convention. should
positively include ‘general policy which aims to
give the cultural and natural heritage a function in
the life of the community’. However remarks of
this kind, which were most timely and constructive,
definitely remained peripheral to the main purpose
of the Convention.

Convention for the Safeguarding of the In-
tangible Cultural Heritage, which formed the sec-
ond part of the aforementioned ‘mega-text’ of the
three ‘great UNESCO conventions’, was approved
on October 17, 2003, and entered into force three
years later, on April 20, 2006, in accordance with
its Article 34. The theoretical part of the Conven-
tion is rather short, being at the same time highly
constructive and seminal. Three major points may
be singled out in its main text:

(a) Intangible cultural heritage is linked to
the tangible one by ‘deep-seated interdependence’,
to cite the Preamble to the Convention for the
Safeguarding of the Intangible Cultural Heritage.
As stated in another place of the Preamble, this in-
terdependence was included into the structure of
‘normative instruments for the protection of the
cultural heritage’ by issuing first the 1972 Conven-
tion, followed later by the 2003 one. In this way
both Conventions were linked, in order to create
common ground for research and action — or, to
reiterate a detailed formulation from the 2003 Con-
vention, for ‘identification, documentation, re-

search, preservation, protection, promotion, en-
hancement, transmission, particularly through for-
mal and non-formal education, as well as the revi-
talization’ (1.2.3);

(b) Intangible cultural heritage forms a
highly dynamic realm of creative performance,
firmly based upon the traditional viewpoints and
technologies, linking in this way the past and the
future of human culture: ‘The “intangible cultural
heritage” means the practices, representations, ex-
pressions, knowledge, skills — as well as the in-
struments, objects, artefacts and cultural spaces as-
sociated therewith — that communities, groups and,
in some cases, individuals recognize as part of their
cultural heritage. This intangible cultural heritage,
transmitted from generation to generation, is con-
stantly recreated by communities and groups in re-
sponse to their environment, their interaction with
nature and their history, and provides them with a
sense of identity and continuity, thus promoting
respect for cultural diversity and human creativity’
((L.2.1);

(c) Preservation of the intangible cultural
heritage forms an integral part of the present-day
global agenda. As stated in the text of the Preamble
to the 2003 Convention, this kind of heritage is to
be regarded as ‘a mainspring of cultural diversity
and a guarantee of sustainable development’. To fit
into this agenda, intangible cultural heritage should
be refined in order to leave behind those of its parts
which are not ‘compatible with existing interna-
tional human rights instruments, as well as with the
requirements of mutual respect among communi-
ties, groups and individuals, and of sustainable de-
velopment’ (1.2.1).

The latter notion, which has been high on
the agenda of the major international organizations
in the course of the latest quarter of a century, was
included into the text of the 2003 Convention pri-
marily in line with such pivotal documents of that
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time as the well-known Millennium Declaration,
approved by the United Nations organization Gen-
eral Assembly in Autumn 2000. As stated in its
main text, ‘prudence must be shown in the man-
agement of all living species and natural resources,
in accordance with the precepts of sustainable de-
velopment. Only in this way can the immeasurable
riches provided to us by nature be preserved and
passed on to our descendants’ (1.6)°. The notions
‘preserved and passed on’, related correspondingly
to the past and the future, might be regarded as
linked in an indirect way to the notions of heritage
and creativity, which were further elaborated in a
number of normative documents, issued by
UNESCO.

As to the notion of cultural diversity, which
was mentioned in the text of the Convention for the
Safeguarding of the Intangible Cultural Heritage, it
was definitely linked to basic ideas of the Universal
Declaration on Cultural Diversity, approved by
UNESCO in 2001, that is, two years prior to the
Intangible Cultural Heritage Convention. In ac-
cordance with a point of view generally accepted
by UNESCO experts, Article 7 of the Declaration
should be regarded as playing a seminal role in the
process of elaboration of the conceptual notions of
the 2003 Convention. As it was stated there, ‘crea-
tion draws on the roots of cultural tradition, but
flourishes in contact with other cultures. For this
reason, heritage in all its forms must be preserved,
enhanced and handed on to future generations as a
record of human experience and aspirations, so as
to foster creativity in all its diversity and to inspire
genuine dialogue among cultures’ (I.7). Experts
specializing in the history of UNESCO ideas tend
to emphasize that ‘this declaration served as a basis

6 55/2. United Nations Millennium Declaration. URL:
A/RES/55/2 - E - A/RES/55/2 -Desktop (undocs.org),
(accessed 15.05.2021).

for developing the normative instrument for safe-
guarding intangible cultural heritage’ .

Another important thesis, linking the cultur-
al heritage to the natural one, was expressed in the
first article of the 2001 Declaration: ‘...cultural di-
versity is as necessary for humankind as biodiversi-
ty is for nature. In this sense, it is the common her-
itage of humanity and should be recognized and
affirmed for the benefit of present and future gen-
erations’®. As biodiversity implies coexistence of
manifold and multi-layered subsystems, cultural
diversity should theoretically imply coexistence of
numerous and complex cultural traditions, both
tangible and intangible, and their continuous dia-
logue. One feels authorized to say in this respect
that while the 2003 Convention was centered upon
continuity of traditional cultures, ensured by sup-
plementing their tangible component with the in-
tangible one, the Convention on the Protection and
Promotion of the Diversity of Cultural Expressions,
which was approved in 2005, and entered into
force in 2007, was targeted at the elaboration of
peaceful coexistence between different cultural tra-
ditions, and their interplay.

One has to mention here that comparing
conceptual frameworks of both conventions,
UNESCO expert community tends rather to em-
phasize that they are to be regarded as mutually
complementary primarily along the axis ‘transmis-
sion — production’: ‘While the 2003 Convention
deals primarily with the processes of transmission
of knowledge within the communities and groups
that bear this heritage, the 2005 Convention is de-
voted to the production of cultural expressions, as

72000 onwards and the drafting of the convention.
URL: 2000 onwards and the drafting of the Convention
- intangible heritage - Culture Sector - UNESCO, (ac-
cessed 15.05.2021).

¥ UNESCO Universal Declaration on Cultural Diversity.
URL: UNESCO Universal Declaration on Cultural Di-
versity: UNESCO, (accessed 15.05.2021).
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circulated and shared through cultural activities,
goods and services®. It would suffice to state here
that both aforementioned approaches to the main
text of the 2005 Convention are in fact quite com-
patible.

Having thus mentioned a couple of most
important ways in which the 2003 Convention is
linked to the 2005 one, one has to admit that the
intangible heritage was as a matter of fact directly
mentioned in the text of the Convention on the Pro-
tection and Promotion of the Diversity of Cultural
Expressions only once. To cite the corresponding
thesis, UNESCO General Conference expressed its
recognition of the ‘importance of traditional
knowledge as a source of intangible and material
wealth, and in particular the knowledge systems of
indigenous peoples, and its positive contribution to
sustainable development, as well as the need for its
adequate protection and promotion’!?.

In other cases, more or less complex in-
depth analysis seems to be necessary. To cite a
demonstrative example, one might mention the no-
tion of vitality, which is indirectly related to the
creative potential of the intangible heritage: ‘Tak-
ing into account the importance of the vitality of
cultures, including for persons belonging to minori-
ties and indigenous peoples, as manifested in their
freedom to create, disseminate and distribute their
traditional cultural expressions and to have access
thereto, so as to benefit them for their own devel-
opment’!!,

? 2000 onwards and the drafting of the convention.
URL: 2000 onwards and the drafting of the Convention
- intangible heritage - Culture Sector - UNESCO, (ac-
cessed 15.05.2021).

10 Preamble / Convention on the Protection and Promo-
tion of the Diversity of Cultural Expressions 2005.
URL: Convention on the Protection and Promotion of
the Diversity of Cultural Expressions (unesco.org), (ac-
cessed 15.05.2021).

' Ibidem.

Having briefly regarded the texts of the
three ‘great conventions’ issued by UNESCO by
the year 2005, one feels authorized to state that
they formed a solid framework providing ample
outlook for the preservation, protection, and trans-
mission of the major types of cultural heritage,
forming the main line which could tentatively be
outlined as ‘tangible heritage (1972) — intangible
heritage (2003) — heritage plurality (2005)’ (dates
of approvement of the corresponding conventions
are cited above in brackets). Regarding it, one has
to take into account that the time which has been
marked above by dashes, was in fact full of quite
important activities. At least two major directions
of these are to be mentioned here:

(a) Prior to the approvement of the 2003
Convention, considerable efforts of UNESCO ex-
pert community were directed towards the elabora-
tion of a concise and correct definition of intangi-
ble heritage. To cite Article 23 of the Mexico City
Declaration on Cultural Policies issued by
UNESCO in 1982, ‘the cultural heritage of a peo-
ple includes the works of its artists, architects, mu-
sicians, writers and scientists and also the work of
anonymous artists, expressions of the people's spir-
ituality, and the body of values which give mean-
ing to life. It includes both tangible and intangible
works through which the creativity of that people
finds expression: languages, rites, beliefs, historic
places and monuments, literature, works of art, ar-
chives and libraries’!2.

One has to emphasize here that UNESCO
gradually shifted from the term ‘folklore’ to the
term ‘intangible heritage’. Acting in this way, it

2 World conference on cultural policies. Mexico City,
26 July — 6 August 1982. Final Report. Paris, UNESCO,
1982, 40-46. URL:
https://unesdoc.unesco.org/ark:/48223/pf0000052505,
(accessed 15.05.2021). The conference is often cited in
studies related to UNESCO as Mondiacult.

| 3(44) 2021 |

© W3patenbctBo «3inaoc», 2021. ToNbKO ANA ANYHOMO UCMO/Ib30BaHMA.
© Publishing House EIDOS, 2021. For Private Use Only.

MesKayHapOAHbI }KypHaN UCCNeA0BaHMIA KyAbTypbl A
International Journal of Cultural Research U

www.culturalresearch.ru

118



Concepts of Culture

Dimitry L. SPIVAK

DOI: 10.52173/2079-1100_2021_3_114

BusyasbHadA KyJbTypa / Visual Culture

| Intangible Heritage in Cultural Strategy of UNESCO |

managed to complement the protection of tradi-
tional song, dance, and story-telling, by an almost
limitless realm of rites, beliefs, modes of life, value
systems, traditional knowledge systems, as well as
languages, especially rare and minority ones. As a
result, the notion of tangible cultural heritage was
enlarged and prolonged by the intangible one.

The Mexico declaration was, by the way,
one of the first ones to introduce this seminal no-
tion into the official discourse of UNESCO. One
has to admit that exact structure of its components,
roughly outlined above, is still subject to research
and reviewing. For instance, language is nowadays
regarded not as an integral part of the intangible
heritage, but rather a vehicle of cognitive and
communicative activities comprised by it, due to its
highly specific nature. Listing such complex ob-
jects as parts of the intangible heritage comprises
elaboration of its multi-layered structure, which is
as a matter of fact still in process.

Another important point consists in the fact
that the Mexico City Declaration tended to define
intangible heritage as ‘a body of values which give
meaning to life’, as one may read in the extract
from its Final Document, cited above. Formula-
tions of the Convention for the Safeguarding of the
Intangible Cultural Heritage are totally in line with
it. Thus the basic definition of the intangible herit-
age in the aforementioned Convention refers to the
only criterion, namely that of ‘practices, represen-
tations, expressions, knowledge, skills — as well as
the instruments, objects, artefacts and cultural
spaces associated therewith — that communities,
groups and, in some cases, individuals recognize as
part of their cultural heritage’ (1.2.1). This ap-
proach presents a sharp contrast to that of the 1972
Convention. Reading its basic definitions, we con-
stantly see references to the ‘outstanding universal
value’, which forms the criterion of listing objects
of tangible heritage, e.g.: ‘For the purposes of this

Convention, the following shall be considered as
“cultural heritage': monuments: architectural works,
works of monumental sculpture and painting, ele-
ments or structures of an archaeological nature, in-
scriptions, cave dwellings and combinations of fea-
tures, which are of outstanding universal value
from the point of view of history, art or science’ (I,
1). Universal value forms an obvious opposition to
local viewpoints and value assessments.

This distinction was introduced in a highly
intentional manner. As it was emphasized by
UNESCO experts, ‘the 2003 Convention for the
Safeguarding of the Intangible Cultural Heritage,
whose structure is also based on the programmatic
approach of the 1972 Convention, places emphasis
on the equal recognition of expressions and tradi-
tions with no hierarchical distinctions among them.
The concept of ‘outstanding universal value’ em-
bodied in the 1972 Convention does therefore not
apply to the safeguarding of intangible cultural her-
itage. International recognition is based on the im-
portance of this living heritage for the sense of
identity and continuity of the communities in
which it is created, transmitted and re-created’!3.

(b) Prior to the approvement of the 2003
Convention, UNESCO directed considerable ef-
forts at listing best practices in preservation and
revitalization of the intangible heritage, and honor-
ing its most prominent bearers. Proclamation of the
Masterpieces of the Oral and Intangible Heritage of
Humanity may serve as a plausible example of the
former. ‘The Proclamation concerned: forms of
popular and traditional cultural expressions, and
cultural spaces, i.e., places where cultural and pop-
ular activities are concentrated and regularly take

32000 onwards and the drafting of the convention.
URL: 2000 onwards and the drafting of the Convention
- intangible heritage - Culture Sector - UNESCO, (ac-
cessed 15.05.2021).
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place (markets squares, festivals, etc.)’!*. Each
nomination had to meet a number of criteria, which
included primarily presence of obvious roots in the
local cultural tradition, considerable value for local
cultural identity, and risk of degradation and disap-
pearing.

The Proclamation took place three times,
that is, in the years 2001, 2003, and 2005. All in
all, about 90 objects were proclaimed Masterpieces
of the Oral and Intangible Heritage of Humanity.
The corresponding list included such prominent
phenomena as the art of Akyns (Kirghiz epic tell-
ers), Chinese traditional Kun Qu opera, and Vedic
chanting in India, to name but a few. The nomina-
tions to this list stopped with the approvement and
entry into force of the 2003 Convention. According
to its Article 31, exclusively dedicated to the re-
sults and prospects of the Proclamation, all 90 ob-
jects comprised by it, were incorporated into the
Representative List of the Intangible Cultural Her-
itage of Humanity.

As to the programs of honoring prominent
bearers of local traditions, Living Human Treasures
program should be primarily cited. The program
was initiated in 1993 and later updated. In accord-
ance with its basic definition, elaborated and ap-
proved by UNESCO, ‘Living Human Treasures are
persons who embody in the very highest degree the
skills and techniques necessary for the production
of selected aspects of the cultural life of a people
and the continued existence of their material cul-
tural heritage’ (1.1.1)'.

As it had been foreseen by Article 29 of the
2003 Convention, States Parties undertook the duty

4 Definition and criteria. URL: Proclamation of the
Masterpieces of the Oral and Intangible Heritage of
Humanity (2001-2005) - intangible heritage - Culture
Sector - UNESCO, (accessed 15.05.2021).
5 Guidelines for the establishment of “Living human
treasures” systems (2002). UNESCO, 19.

of taking regulative, legislative, and other kinds of
measures which were necessary to ensure safe-
guarding the intangible cultural heritage in the re-
spective countries. Accounts on the most important
of such activities were accumulated, analyzed, and
annually reported to the relevant UNESCO com-
mittee, which in its turn conducted their in-depth
analysis and synthesis, which was later presented to
the General Assembly.

Prior to the year 2019, summaries of this
kind tended to be dedicated to topics which were
regarded as being the most actual. Thus Integration
of Intangible Cultural Heritage Safeguarding into
Cultural Policies formed the key issue of the 2016
report of the Intergovernmental Committee for the
Safeguarding of this kind of heritage; in 2017, the
focus shifted to Measures Taken by States Parties
to Build and Strengthen National Capacities for
Safeguarding Intangible Cultural Heritage; in 2018,
towards Measures Taken by States Parties to Raise
Awareness about the Importance of Intangible Cul-
tural Heritage.

Following the year 2019, decision was tak-
en to focus upon the regional aspect of the imple-
mentation of the 2003 Convention. 2020 was
planned to be dedicated to Latin America and the
Caribbean, 2021 to Europe as a whole, 2022 to Ar-
ab states, and so on.

Separate accounts are annually dedicated to
the updated contents of the major lists conducted
by UNESCO in the realm of intangible heritage,
i.e. List of Intangible Cultural Heritage in Need of
Urgent Safeguarding. Representative List of the
Intangible Cultural Heritage of Humanity, and
Register of Good Safeguarding Practices'®.

' For details, cf.: Browse the lists of intangible cultural
heritage and the register of good safeguarding practices.
URL: Browse the Lists of Intangible Cultural Heritage
and the Register of good safeguarding practices - intan-
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UNESCO Medium-Term Strategy for the
years 2014 to 2021 forms another normative frame
for the safeguarding and developing the intangible
cultural heritage. The former of these tasks is for-
mulated primarily in the text of Strategic Objective
7, entitled ‘Protecting, promoting and transmitting
heritage’!”. As stated in Article 66, ‘heritage, un-
derstood in its entirety — natural and cultural, tan-
gible and intangible — constitutes assets inherited
from the past that we wish to transmit to future
generations because of their social value and the
way in which they embody identity and belonging.
These assets shall be used for promoting social sta-
bility, peace-building, recovery from crisis situa-
tions, and development strategies’!8. Somewhat
beyond, i.e. in the main text of Article 69, this the-
sis is corroborated by reference to the text of the
1972, 2003, and 2005 Conventions'®. As a result,
one may conclude that our representation of the
three aforementioned Conventions as forming a
single ‘mega-text’, dedicated to the analysis of
three different aspects of the same cultural phe-
nomenon, conducted above in the present paper,
was correct and constructive.

gible heritage - Culture Sector - UNESCO, (accessed
15.05.2021).

7 Strategic objectives of UNESCO are aligned in the
text of the Medium-Term Strategy along nine independ-
ent directions.

8 UNESCO 37 C/4 2014-2021 Medium-term Strategy
(2014). UNESCO, 24.

' Their list is supplemented in the text of the Article 69
by the enumeration of three more UNESCO Conven-
tions (namely, Convention for the Protection of Cultural
Property in the Event of Armed Conflict with Regula-
tions for the Execution of the Convention (1954),
Convention on the Means of Prohibiting and Preventing
the Illicit Import, Export and Transfer of Ownership of
Cultural Property (1970), and Convention on the Protec-
tion of the Underwater Cultural Heritage (2001), some
aspects of which are most relevant for the purport of the
Medium-Term Strategy as a whole.

As to the latter of the two aforementioned
tasks, it was regarded in the text of the Medium-
Term Strategy primarily in the formulation of Stra-
tegic Objective 8, entitled ‘Fostering creativity and
the diversity of cultural expressions’. The emphasis
here was laid upon ’the continued creativity that is
a defining characteristic of intangible cultural her-
itage’?°. Fostering this kind of activities, UNESCO
strove towards the implementation of two basic
tasks, one of which consisted in supporting and
promoting the sense of ‘identity and belonging’
(mentioned above in the text of Article 66), espe-
cially by the ‘marginalized and vulnerable commu-
nities and individuals, in particular indigenous
communities, women and youth’ (Article 75). An-
other task consisted in giving impetus to creative
activities, particularly in the realm of traditional
cultures, as means of prolonging the past into the
future.

The text of the new eight-year strategy is
now being elaborated and discussed in the frame-
work of UNESCO. There is no doubt that seminal
intuitions and formulations of the 2014-2021 Me-
dium-Term Strategy would be reviewed and updat-
ed in the new text of the Strategy.

Convention for the Safeguarding of the In-
tangible Cultural Heritage has been ratified by now
by about 180 states parties. 193 non-governmental
organizations or institutions have been accredited
by Intergovernmental Committee for the Safe-
guarding of Intangible Cultural Heritage. Basic
lists of this type of heritage (that is, List of Intangi-
ble Cultural Heritage in Need of Urgent Safeguard-
ing. Representative List of the Intangible Cultural
Heritage of Humanity, and Register of Good Safe-
guarding Practices) have comprised by the present
time 584 elements, representing 131 countries.

2 UNESCO 37 C/4 2014-2021 Medium-term Strategy
(2014). UNESCO, 25.
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Some countries have not formally ratified
the 2003 Convention by now. However they have
normally taken definite part in its practical imple-
mentation. The Russian Federation might serve as a
plausible example of both. On the one hand, Russia
has not ratified the 2003 Convention by now. On
the other hand, Russian Committee for the Safe-
guarding of Intangible Cultural Heritage was
formed as early as in 2003%!. Two objects present-
ed by Russia were included into the Representative
List of the Intangible Cultural Heritage of Humani-
ty in 2008. They are the Cultural Space and Oral
Culture of the Semeiskie [ethnoreligious group of
Old Believers in Siberia], and Olonkho Yakut He-
roic Epos?2. A national list of intangible cultural
heritage started to be compiled at a a special web
site’>. As a result, limited collaboration between
UNESCO and the Russian Federation in the realm
of the intangible heritage has been established and
developed in due time.

Appearance of the Convention for the Safe-
guarding of the Intangible Cultural Heritage gave
impetus to the creation of a large amount of scien-
tific literature. General context of its elaboration
was regarded, as well as its basic notions and narra-
tives?*. National policies and strategies in the realm

2! Russian Committee for the safeguarding of intangible
cultural heritage (2019). Commission of the Russian
Federation for UNESCO Vestnik, Special Issue, 40-41.
22 Browse the lists of intangible cultural heritage and the
register of good safeguarding practices. URL: Browse
the Lists of Intangible Cultural Heritage and the Regis-
ter of good safeguarding practices - intangible heritage -
Culture Sector - UNESCO, (accessed 15.05.2021).

»  HemarepuanbHoe KyIbTypHOe Hacimeaume Poccun.
URL: HematepuanbHoe KyabTypHOE Hacneaue Poccun -
Ha moptane «Kymprypa.P®» (culture.ru), (accessed
15.05.2021).

24 Schmitt. T.M. (2008). The UNESCO concept of safe-
guarding intangible cultural heritage: its background
and Marrakchi roots. International Journal of Heritage
Studies, 14 (2), 95-111.

of intangible heritage safeguarding were analyzed,
including those related to listing?®. Preliminary re-

DOI:10.1080/13527250701844019; Vecco, M. (2010).
A definition of cultural heritage: from the tangible to
the intangible. Journal of Cultural Heritage, 11 (3),
321-324. DOI:10.1016/j.culher.2010.01.006; Kurin, R.
(2004). Safeguarding intangible cultural heritage in the
2003 UNESCO convention: a critical appraisal. Muse-
um International, 56 (1-2), 66—77. DOI:10.1111/5.1350-
0775.2004.00459.x; Chao, G. (2017). Ethical principles
for safeguarding intangible cultural heritage: interpreta-
tive Reading and Commentary Review. Bulletin of the
Kalmyk Institute for Humanities of the Russian Acade-
my of Sciences, 34 (6), 117-130.
https://doi.org/10.22162/10.22162/2075-7794-2017-34-
6-117-130, cf.: IImmosa, O.E. Poar IOHECKO B
OXpaHe HEMaTepHaIbHOTO KYyJIbTYpHOTO Hacieaus /
O.E.llunosa. Tekct: HenmocpeacTBeHHsli // Kynsrypa n
uckycctBo. — 2014. — Ne6 (24). — C.611-617. DOL:
10.7256/2222-1956.2014.6.13516. (Shilova, O.E. Rol’
UNESCO v okhrane nematerial’nogo kulturnogo
naslediia (UNESCO role in safeguarding intangible cul-
tural heritage) / O.E. Shilova. Text: direct // Kultura i
iskusstvo. 2014. No.6 (24). 611-617).

23 Schreiber, H. (2017). Intangible cultural heritage and
soft power — exploring the relationship. International
Journal of Intangible Heritage, 12. URL: 1JIH - Interna-
tional Journal of Intangible Heritage :: Article), ac-
cessed 15.05.2021; Konach, T. (2015). Intangible cul-
tural heritage projects - national policies and strategies.
The creation of intangible cultural heritage inventories.
ENCATC Journal of Cultural Management and Policy,
5 (1), 67-79, cf.: lllyn6aes, O.H., HoBocenora, H.B.
IOHECKO wu poccuiickuii OIBIT COXpaHEHUSI HEMATEpH-
AIHOTO KYJIFTYPHOTO HAaclleiusi Ha COBPEMEHHOM dTa-
e / O.H. lllyn6aes, H.B. HoBocenosa. Tekct: Hero-
CpEeACTBEHHBIN // AbMaHaX COBPEMEHHOH Hayku W 00-
paszoBanus. — 2017. — Ne 1. — C.108-110 (Shulbaev,
O.N., Novoselova, N.V. UNESCO i rossiiskii opyt
sokhraneniia nematerial’nogo kul’turnogo naslediia na
sovremennom etape (UNESCO and Russian experience
of safeguarding intangible cultural heritage at present
time) / O.N. Shulbaev, N.V.Novoselova. Text: direct //
Almamakh sovremennoi nauki i obrazovaniia. 2017.
No.1. 108-110); Kaprun, A.C., Kocruna, A.B. Coxpa-
HEHHE HeMaTepHaJIbHOTO KyJIbTYPHOTO Haceausl Hapo-
noB P® kak nmpuopuTeT KyJIbTypHOH NoauTUKN Poccun
B XXI Bexke / A.C. Kaprun, A.B. Kocruna. Tekcr:
HenocpeacTBeHHbIH // KynbTypHas nomutuka. — 2008. —
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sults of the initial 15 years of the implementation
of the 2003 Convention formed subject of a collec-
tive monograph edited by N.Akagawa and
L.Smith?®, The book was divided into two parts,
one of which was dedicated to ‘legal, administra-
tive and conceptual challenges of safeguarding’,
the other one, to a number of case studies drawn
from both the national and the sub-national level.
The book belonged to a series entitled ‘Key Issues
in Cultural Heritage’, As it was stated in a fore-
word, submitted by series editors, Heritage Studies
had in fact formed a new realm of academic stud-
ies?’.

Basic actors who are normally active in the
field of intangible heritage safeguarding, particular-
ly museums, were regarded®®, especially at the lev-

Ne3d., — C. 59-71 (Kargin, A.S., Kostina, A.V.
Sokhranenie nematerial’nogo kul’turnogo naslediia
narodov RF kak prioritet kul’turnoi politiki Rossii v
XXI veke (Safeguarding intangible cultural heritage of
people of the Russian Federation as a priority of cultural
policies of Russia in the 21* century) / A.S. Kargin,
A.V. Kostina. Text: direct. / Kul’turnaia politika. 2008.
No.3. 59-71).

% Akagawa, N., & Smith, L. (Eds.). (2019). Safeguard-
ing intangible heritage practices and politics, Routledge.
ISBN: 978-1-138-58074-9.

" Logan, W., & Smith, L. (2019). Series editors’ fore-
word. In N. Akagawa, & L. Smith, (Eds.). (2019), Safe-
guarding intangible heritage practices and politics
(pp-XIII-XIV). Routledge. ISBN: 978-1-138-58074-9.
28 Cros H. du. (2012). Intangible cultural heritage, edu-
cation and museums. UNESCO Arts in Education Ob-
servatory for Research in Local Cultures and Creativity
in Education. DOI:10.13140/RG.2.1.3217.5522;
Staubermann, K. (2020). Reconstructing the past: when
intangible  heritage meets  scientific  practice.
International Journal of Intangible Heritage, 15. URL:
IJIH - International Journal of Intangible Heritage :
Article), accessed 15.05.2021; Blake, J. (2018). Muse-
ums and safeguarding intangible cultural heritage.
International Journal of Intangible Heritage, 13 (=1JIH
- International Journal of Intangible Heritage :: Article),
accessed 15.05.2021; Donelli, Ch.C., Fanelli, S., &
Mozzoni, L. (2019). Managing and enhancing the intan-

el of cities; a collective monograph edited by
M.Kwiecifiska is to be mentioned here®®. As it was
stated in the foreword to the aforementioned book,
‘A broad understanding of culture as heritage fur-
nishes a narrative on human history that offers un-
limited potential in the urban context. As it ex-
presses collective identity, it also acts as a force in
the process of building and reinforcing identifica-
tion, local history, and memory’*°. In accordance
with this approach, basic parts of the book were
devoted to: city identity, city soundscape, preserva-
tion practices, musealization practices, identity
bearers, and education strategies, all of which were
directly linked to intangible heritage. Attitudes and
strategies of other stakehoders in this field, like or-
ganizers and operators of cultural tourism, were
detected and analyzed by a number of authors?!.

gible heritage: the experience of “literary parks”. EN-
CATC Journal of Cultural Management and Policy, 9
(1), 52-63.

? Kwiecinska, M. (Ed.). (2016). Intangible heritage of
the city: musealisation, preservation, education. The
Historical Museum of the City of Krakow. ISBN: 978-
83-7577-246-3.

3% Niezabitowski, M. (2016). Foreword. In M.
Kwiecinska, M. (Ed.). (2016). Intangible heritage of the
city: musealisation, preservation, education (pp.9—11).
The Historical Museum of the City of Krakow. ISBN:
978-83-7577-246-3.

3V Tourism and Intangible Cultural Heritage (2012).
World Tourism Organization. ISBN (electronic ver-
sion): 978-92-844-1479-6; Qiu, Q., Zheng, T., Xiang,
Z., & Zhang, M. (2020). Visiting intangible cultural
heritage tourism sites: from value cognition to attitude
and intention. Sustainability, 12 (132), 1-20.
doi:10.3390/sul2, cf.: Adanacees, O.E. IlleneBps! ycT-
HOTO ¥ HEMaTepPHAIBHOTO KYJIbTYPHOTO HACIEAUS: POJIb
u pyaxumn B Typusme / O.E. AdanacreB. TekcT: Hemo-
cpeactBenHsbli // CoBpeMeHHBIE MPOOJIEMBI cepBHCA U
Typusma. — 2016. — T.10, Ne.3. — C.7-17. DOL:
10.12737/21095 (Afanas’ev, O.E. Shedevry ustnogo i
nematerial’'nogo kul’turnogo naslediia: rol’ i funktsii v
turizme / O.E. Afanas’ev. Text: direct / Sovremennyie
problemy servisa i turizma. 2016. Vol.10, No.3. P.7—
17).
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Legal aspects of the intangible heritage
safeguarding have formed a specific and well-
elaborated realm of heritage studies as a whole. Pe-
culiarities of both national law, and the internation-
al one were analyzed*?. Copyright problems, which
had been detected as most problematic particularly
in the case of living cultures, were reviewed and
updated®3. A serious study produced by L.Lixinski

32 Deacon, H., Prosalendis, S., Dondolo, L., & Mrubata,
M. (2004). The subtle power of intangible heritage: le-
gal and financial instruments for safeguarding intangi-
ble heritage. Human Sciences Research Council. ISBN-
13: 978-0796920744. ISBN-10: 0796920745; Petrillo
P.L. (Ed.). (2019). The legal protection of intangible
cultural heritage: a comparative perspective. Springer.
DOI:10.1007/978-3-319-72983-1. ISBN: 978-3-319-
72982-4; Lenzerini, F. (2011). Intangible cultural herit-
age: the living culture of peoples. The European Jour-
nal of International Law, 22 (1), 101-120.
DOI:10.1093/ejil/chr006, cf.: Ta3uzoma, A.Ill. Poms
IOHECKO u BOHUC B wMexayHapoAHO-IPaBOBON
OXpaHe TPATUIMOHHBIX BBIPAKECHUU KYJIBTYPHI U Tpa-
muiuoHHbIX 3Hanui / Al T'asmsosa. Tekct: Hemo-
cpeAcTBeHHBIH // MOCKOBCKMI KypHaln MeXAyHapoa-

Horo mpaBa. — 2019. — Ne3. — C. 81-92.
https://doi.org/10.24833/0869-0049-2019-3-81-92
(Gazizova, A.Sh. Rol’ UNESCO i VOIS v

mezhdunarodno-pravovoii okhrane traditsionnukh vyra-
zhenii kul’tury i traditsionnykh znanii (UNESCO and
VOIS role in international legal protection of traditional
cultural expression and traditional knowledge) / A.Sh.
Gazizova, Text: direct. / Moskovskii zhurnal mezhdu-
narodnogo prava. — 2019. — No.3. — P.§1-92); MapTsI-
HeHko, 1.3. TlpaBoBas oxpaHa HEMaTepUaIbHOIO KyJb-
TypHOTO Hacienus rocyaapcrts-ydyacTHukoB CHI' nHa
MEKXIYHAapOIHOM U HalMOHAIBbHOM ypoBHsX / W.D.
MapteiHenko. Tekct: HenmocpeAcTBeHHBIH // BecTHuk
BI'Y. Cepus: IlpaBo. — 2017. — Ne2. — (C.282-293
(Martynenko, L.LE. Pravovaia okhrana nematerial’'nogo
kul’turnogo naslediia gosudarstv-uchastnikov SNG na
mezhdunarodnom 1 natsional’nom urovniakh (Legal
protection of intangible cultural heritage of CIS member
states at international and national levels) / LE.
Martynenko. Text: direct // Vestnik VGU. Seriia: parvo.
—2017. No.2. 282-293).

33 Farah, P.D., & Tremolada, R.( 2015). Conflict be-
tween intellectual property rights and human rights: a

may be regarded as tracing back and summarizing
basic legal problems and prospects of the initial 15
years of the implementation of the 2003 Conven-
tion34,

Advanced bibliography of references relat-
ed to the implementation of the 2003 Convention
has been conducted by UNESCO for a number of
years at its official site. The list of literary sources,
which is aligned according to region, language,
year of publication, and document type, contains
by now 1276 entries and tends to grow quite rapid-
ly*°.

Summing up our brief review of issues re-
lated to the intangible heritage, we wish primarily
to state that it forms a focal part of the cultural
strategy of UNESCO, which is now being most ac-
tively elaborated and promoted. Basing on one of
the two essential definitions, contained in the main
text of the Convention for the Safeguarding of the
Intangible Cultural Heritage, approved by
UNESCO in 2003, one may regard it as comprising
five main fields, i.e. ‘(a) oral traditions and expres-
sions, including language as a vehicle of the intan-
gible cultural heritage; (b) performing arts; (c) so-
cial practices, rituals and festive events; (d)
knowledge and practices concerning nature and the
universe; (e) traditional craftsmanship’ (1.2.2).

This kind of heritage is directly and deeply
linked with other two concepts, belonging to the
same level of description, that is, with tangible her-
itage, on the one hand, and with cultural diversity,

case study on intangible cultural heritage. Oregon Law
Review, 94 (1), 125-178.

3* Lixinski, L. (2013). Intangible cultural heritage in
international law. Oxford University Press. ISBN 978-
0-19-967950-8.

3 Research references on the implementation of the
2003 convention. URL: Research references on the im-
plementation of the 2003 Convention - intangible herit-
age - Culture Sector - UNESCO, (accessed 15.05.2021).

| 3(44) 2021 |

© W3patenbctBo «3inaoc», 2021. ToNbKO ANA ANYHOMO UCMO/Ib30BaHMA.
© Publishing House EIDOS, 2021. For Private Use Only.

MesKayHapOAHbI }KypHaN UCCNeA0BaHMIA KyAbTypbl A
International Journal of Cultural Research U

www.culturalresearch.ru

124



Concepts of Culture

Dimitry L. SPIVAK

DOI: 10.52173/2079-1100_2021_3_114

BusyasbHadA KyJbTypa / Visual Culture

| Intangible Heritage in Cultural Strategy of UNESCO |

on the other hand. As a result, we feel authorized to
tentatively regard the text of the corresponding
three ‘great UNESCO conventions’, i.e. Conven-
tion concerning the Protection of the World Cultur-
al and Natural Heritage (1972), Convention for the
Safeguarding of the Intangible Cultural Heritage
(2003), and Convention on the Protection and Pro-
motion of the Diversity of Cultural Expressions
(2005), as parts of a single ‘mega-text’, regarding
in turn three different facets of the same mega-
concept of heritage.

Forming an integral part of the cultural
strategy of UNESCO, this concept is indispensable
for the attainment of such overarching objectives as
social coherence and sustainable development (cf.
UNESCO Medium-Term Strategy for the years
2014-2021, IIL.1).

As to the inner elaboration of the concept of
intangible heritage, this seminal concept is present-
ly linked with the implementation of Strategic ob-
jectives 7 and 8 of the Medium-Term Strategy,
consisting respectedly in giving impetus to ad-
vanced identification and documentation, protec-
tion and safeguarding, promotion and enhance-
ment, as well as revitalization and transmission of
all basic types of heritage (VIL.7.66), and in pro-
moting its creative facet, especially by all kinds of
‘marginalized and vulnerable communities and in-
dividuals, in particular indigenous communities’
(VIL.8.75). UNESCO Medium-Term Strategy for
new eight-year term (2022-2029), which now being
most actively elaborated and discussed in the
framework of expert community, forms the nearest
perspective for the development of the topic of the
intangible heritage.
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HEMATEPUAJIbHOE HACJIEJHUE B KYJbTYPHOM CTPATEIMHA IOHECKO

OxpaHa HeMaTepUanbHOTO HACIEANs MPEACTaB-
nsieT coboil OHY M3 CYLIECTBEHHO BA)KHBIX COCTaBIISI-
roumx KyasTypHoM ctparerun IOHECKO, xortopas
BeChbMa aKTHBHO pa3BUBaeTCs B Hactosmee Bpems. O0-
pamasick K OZHOM U3 ABYX 0a30BBIX (POPMYIHPOBOK,
conepkamuxcs B Tekcre KoHBeHIuu 06 oxpaHe Hema-
TEPUAITBHOTO  KYJBTYPHOTO  HACIEAWs, HPUHATOH
IOHECKO B 2003, MOXHO BBIIENIHTH B €r0 paMmKax
MATH OCHOBHBIX MPEAMETHBIX MOJEH, MOoApa3yMeBaro-
KX «(a) ycTHBIE Tpaguuud U (OPMBI BBIPAKEHUS,
BKJTIOYas SI3bIK KaK HOCHTENb HEMAaTEepUALHOTO KYJIb-
TypHOrO Hacienus; (6) MCIONHHUTEIBCKUE HCKYCCTBA,;
(B) counanbHble NPAaKTHKH, PUTYaIbl U IPa3THECTBA; (T)
3HaHUS U MPAKTUKH, OTHOCSILHUECS K IPUPOJIE U KO BCe-
neHHow; (1) TpaaunuoHHble pemecnay (1.2.2). JlanHas
Pa3sHOBUIHOCTH HACHEIUsl MPAMO M TIIyOOKO CBs3aHA C
JIBYMsI OJHOYPOBHEBBIMH I10 OTHOIICHHIO K HEH KOH-
LenTaMi, a UMEHHO, MaTepUalbHBIM HacJeIueM, ¢ Of-
HOW CTOPOHBI, U KYJIbTYpHBIM MHOTOOOpasueM, ¢ IIpy-
roi. Kak cnencrBue, B craThe IpeaiaracTcsl paccMmar-
pUBaTh TEKCTHI TpeX «BenuKnuX KoHBeHIuH FOHECKO»,
T.¢. KoHBeHnnun 00 oxpaHe BCEMUPHOTO KyJIbTYpHOTO H
npupoanoro Hacienus (1972), Kousenuuu o6 oxpane
HEMaTepuallbHOTO KyJlbTypHOro Haciemus (2003), u
KonBenuun o0 oxpaHe M MOOLIPEHHH pazHOoOpas3us
¢dopm KynpTypHOTO camoBbIpakeHus (2005), Ha mpaBax
CBOETO POJia «METaTEeKCTa», TPAKTYIOLIETO TPU pa3iny-
HBIX aclleKTa EeJUHOTO METrakoHIlenTa Hacieaus. Bo-
TUTOIIEHHE B JKU3HB 33/1a4 110 OXpaHe HeMaTepHalIbHOTO

Cnucok Jaureparypsbl
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HacJieusi, B CBOIO Ouepesb, MPEACTaBIIeT cOOOH JacTh
Mep, HeOOXOIUMBIX ISl JOCTHIKECHHUS] TaKHX CTpaTerH-
yeckux 1eneil FOHECKO, kak ycroitunBoe pa3zButue u
colManbHas TapMoHuUA. B ToM, 4TO KacaeTcsl BHYyTpEH-
Hell pa3paboTKH KOHIIETITa HEMaTepUaIbHOTO HaceIus,
cleqyeT B HEPBYIO Oouepelb NMPUHUMATh BO BHHUMaHHE
cTparernyeckue 1enu 7 u 8§ CpeaHecpOdHON CTpaTerun
pa3BUTHA AaHHOW opraHm3auuu. IlepBas u3 HUX cocTo-
UT B TNPHUJAHUM MAaKCHUMaJIbHOW TUHAMHKH PEIICHUIO
3a1a4 MOCHTU(QUKAIMA M JOKYMEHTAllMH, OXpaHbl U
3aIUTHI, TPOABIKEHHUS U MOOLIPEHUS, a TaK)KEe pEeBUTA-
JU3allil W TepeJadd MOpPAcTAOEMY IOKOJIEHUIO
BCEX THUIIOB HAcl€AMs; BTOpas K€ — B Pa3BUTHH €0
KpEaTHBHON COCTaBJISIOIIEH, MPEXKIE BCEr0 MPUMEHH-
TEJIbHO K «MapTrUHAJIM30BaHHBIM U YSA3BHMBIM COOOIIIe-
CTBaM M WHIMBHUAyyMaMm, B OCOOCHHOCTU K€ K Ty3eM-
HBIM coo0mecTBam». PaccunTanHas Ha HOBBIM BOCEMU-
netHuit mepuop (2022-2029), noBas CpemHecpouHas
crparerua FOHECKO, npoxondmias B HacTodilee Bpe-
Msl aKTUBHYIO AOpabOTKy M 0OCYKICHHE B IKCIIEPTHOM
cooO1iecTBe, MpeAacTaBisieT coO00M OmmKailinyro mep-
CHEKTHBY B pa3paboTKe TeMaTHKH KyJbTYPHOTO Haciie-
TSI,

KutoueBsble ci10Ba: HeMaTepuanbHOE Hacleaue,
KyJbTypHOE HACJIEIUe, KUBBIE KYJIbTYpBI, KyJIbTypHOE
pasHooOpasue, npaktuku coxpanenus, KOHECKO.

guarding of the Intangible Cultural
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