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NMPEONCNOBWE

WT'PHI ITPOTUB MT'POKOB:
OITACHBIE TPAHUIIBI
«MATNYECKOT O KPYTA»
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GAMES AGAINST PLAYERS: DANGEROUS BOUNDARIES
OF THE ,MAGIC CIRCLE”

© Alesha Serada
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Wollfintie Str., 34, 65101 Vaasa, Finland

ORCID ID: 0000-0001-6559-7686
E-mail: aserada@uwasa.fi

Abstract: This is the introduction to the collection of academic papers
united by the topic “Playful violence and ludic control”. The overarching
goal is to critically investigate the dark side of the video game medium
(without getting scared by what we see). To layout new paths and estab-
lish alternative perspectives on the canon of so-called ‘game studies’, we
aspired to gather ideas of both young and established scholars in one
collective publication. Before moving on to our modest contribution, we
feel obliged to provide a summary of key topics and questions that video
games pose to their researchers. Which ones remain acutely relevant to-
day? On the other hand, which roads have been already taken, and which
quests have been already completed? Finally, what are the implicit rules of
the academic field that we dare to enter, and can we suggest any original
ways to disrupt these rules?

Keywords: game ethics, ludic violence, transgression, militainment, me-
dia effects.

BBeneHue.
JenamT 11 UTPHI JIIOLEN KECTOKUMU?

YTO Takoe KeCTOKUe WUT'PpbI HA CaAaMOM [ieJji€ — IIPpU4rHa Ui CUMIITOM
HOpMa/in3anun arpeccum B O6IH,€CTBC? 3amanHble UCCIIeI0BaTENN
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OTMEYAIOT, YTO CIIOPbI BOKPYT KECTOKUX BUAEOUTP IOBTOPSIOT JIOTUKY
6oJiee paHHUX Je6aTOB O BAUSHUY KOMUKCOB Ha AeTel B 1950-x rojgax
B CIIIA (Day & Hall, 2010). He cexpeT, 4TO «30710TO} BEK KOMUKCOB» ObLII
TakXe BpeMeHeM PaclBeTa XECTKOTro JAETEeKTUBHOTO «Hyapa» U OT-
KPOBEHHBIX «CTPaUINJIOK»; B 1954 romy Accouualiysi XypHaaoB KOMUK-
COB AMEPHKHU YCTaHOBUJIA /1151 TIOAOOGHBIX KOMUKCOB PSIJi OTpaHNYeHU
MOPaJIbHOTO XapaKTepa, MOTUBUPYS UX, TOMUMO IIPOYEro, MCUX0JIo-
rudyeckumu uccnegosanusmu (Nyberg, 1999).

CeropHs peyb y>Xe He UIeT O TOM, YTOObI HETTIOCPEICTBEHHO 1eH-
3ypUpOBaTh Cojiep>kaHNe BUJIEOUTD, KaK 3TO MPOM3OLIJIO0 C KOMUKCA-
MU. Perynaropsl, Kak IpaBujo, OOGCYX[al0OT BO3PACTHbIE PEUTUHIU
IJIs1 UTP € TOM MM UHOH cTemneHblo xectokoctu (Crump, 2014), mpu-
YeM AUCKYyCCUU 06 3TOM BeAyTCs C NePBbIX AHEN UTPOBOIM UHAYCTPUU
Y IpoJoJIKaloTcs 1o ceit AeHs (Schott, 2016; Schott et al., 2013; Taylor,
2021). Jaxke oTHesbHBIE MCCJIEOBATENN UTP COIJIAMAOTCs ¢ MOL06-
HBIMM OTPaHUYEHUSIMU: K IPUMEPY, UMEHHO TaKylo MO3UI[UI0 Mbl Ha-
XO[VM B KJIIOUEBOM TEKCTe 3amnafHbIx game studies, «DTHKe KOMIIbIO-
TepHbIX Urp». OCHOBBIBASICh HA apUCTOTEJIEBOI BTUKE NOOPOIETeNH,
ee aBTOp Murenap CUKapT UIIET, YTO «B UT'PBI C HEATUYHBIM COofiepkKa-
HUEM cJleiyeT TI03BOJISITh UTPATh JIMIIb T€M MOJIb30BATEJISIM, KOTOPbIE
IOCTUTIIN “UrPOBOY 3pesiocTu’™» (Sicart, 2009, p. 196), umes B Buny Ta-
KYIO CTelleHb MeJJUarpaMOTHOCTH, MTPX KOTOPOI UTPOK y>Ke OCO3HAEeT
ce6s1 KaK o6popeTesbHOro cyobekTa. K coxkanenuio, CHKapT He yTo4-
HSIeT, KOTJa UMEHHO HacTyIaeT 3TOT MOMEHT U JJIsl BCEX JIM OH Jei-
CTBUTEJIBHO HACTYIAET: €CJIU GOJILIINHCTBO UI'POKOB JOOPOAETENbHBI,
OTKyZa Torja 6epeTcs OTKPOBEHHO TOKCHUYHAsl MaHepa MOBeleHUs,
XapaKTepHast [1J1s1 MHOTUX XapAKOpPHbIX reiimepos (Condis, 2018)?

K cuacTsio, y urpoka Bcerga ecTb BbIOOpP, BO 4TO urpats. Cyuie-
CTBYIOT MOMYJISIPHbIE U JIIO6MMble MHOTUMU UT'PBI, B KOTOPBIX MOJTHO-
CTBIO OTCYTCTBYET JII000€, aXke «MYJIbTSAIIHOE» HaCuue, — Moxanyi,
JIyYIIMM NIPUMEPOM MOXET MOCIYXUTb cepus urp Animal Crossing,
nspaBaeMmbix Nintendo. B oTiiune OT 60JBIIMHCTBA JPYTUX, TAKUX Ke
MupHBIX Urp (van Ooijen, 2018), naxke prpibanka U KOJJIEKIIMOHUPOBA-
Hue HacekoMmblx B urpe Animal Crossing: New Horizons ocTaBisiiOT
B JKUBbIX 6€CCJIOBECHBIX IIpeJcTaBuTesneil ee ¢paynsl. Ho onpaBasiBa-
IOT JIU TaKue, B [IOJIHOM CMBICJIE BTOTO CJIOBA «BETAHCKUE», UTPhI Cy-
IeCTBOBAaHUE 1IeJIbIX UI'POBBIX >KAHPOB Ha MPOTUBOIOJIOKHOM KOH-
1le CIIeKTpa — UIp, B KOTOPBIX YJIbTPaHACUJINE SBJSIETCSI CAMOLEJIbIO
Y TIOBOJOM J1J151 HACTaXKJeHus?

BoeHHble myTepsl — UTPHI B KaHpe «first person shooter» no-npex-
HEMY OCTAalOTCSl IOf, MOAO3PEHMEM KOHCEPBAaTHUBHBIX OJIIOCTUTEJIEN
MOpaJy, Jaxke HECMOTPSI HA MHOTOYMCJIEHHbIEe TICUXOJIOTNYeCKUe UC-
CJIeOBaHUsl, Ka3anoch Obl, TaBHO M3MEPUBLIME U PallMOHAIN30BAB-
mue 3¢QQPeKT, KOTOPbIA OHU TEOpEeTUYEeCKHU MOTYT BbI3BaTh (Giumetti
& Markey, 2007; Gunter & Daly, 2012). [leiicTBUTE/IbHO, CLI€Hbl HaCU~
J1st B Meua — Kak B UTPaX, TakK U B KUHO — MOTYT IIOBBICUTb YPOBEHb
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arpeccuu, 0CO6EHHO Y TeX, KTO 1 6€3 3TOT0 CKJIOHEH K BCIIbIIIKAM THe~
Ba (Giumetti & Markey, 2007; Markey & Markey, 2010), HO 5TOT 3pdeKT
HUKaK He BJIMSIeT Ha YPOBEHb HacUusl B obuecTse B LesaoM (Crump,
2014; Markey et al., 2015; Markey & Ferguson, 2017a). Mexzy Tem my-
Tep — 3TO BCEro JMIIb OTAEJIbHO B3ATHIN U Jaxke OajieKO He CaMBIi
MONYJSIPHBIN )XaHP BUAEOUTP, U CUUTATh €r0 «BULIEOUTPOI IO YMOJ-
YaHUIO» (KakK, HallpuMep, B 5TON My6JMKalLMU B XXypHaye MexayHa-
ponHoro KpacHoro Kpecra: Clarke et al., 2012), pacnpocTpaHsisi KpUTH-
Ky BOEHHBIX HIyTE€POB Ha BCE BUAECOUTPHI BOOOLIE, 10 MEHBILIEN Mepe,
06e30TBeTCTBEHHO. Kak mucas 06 5TOM OTEll-OCHOBATEJb UCCJIEIOBA-
Huil ¢pan-kyabTypsl ['eHpu J>xeHkuHC eme B 2006 rony, «npencTaBb-
Te, YTO (PelepajIbHOTO CYIbIO NIONPOCUIIN ONPEAENUTDb, KAaKUe KHUTU
samumaet Ilepsas [Tonpaska (o cBo6oze cyuoBa. — [Tpum. nep.). Bme-
CTO TOTO 4TOOBI OOPATUTHCSI K HKCIEPTAM, MCCJIENOBATh UCTOpPUYE-
CKYIO 5BOJIIOLIMIO POMaHa UJIM U3YUYUTb ACCOPTUMEHT MECTHOTO KHUXK-
HOTO MarasuHa, CyJibsl BBIOUPAET Y€ThIpE KHUATH, BCE B OJJHOM XKaHpE,
4yTOOBl MIPEICTABUTh HA UX MpUMeEpe cpasy Bech meauym» (Jenkins,
2006). [I’>KEHKMHC OMUCHIBAET 3/1€Ch PEAJIbHOE PELIEHNE CYIbU O TOM,
YTO BUJ€OUTPbI BPEJIHBI AJ151 MOJIOLEXY; YKa3aHHBIN CIy4yail UMeJ Me-
cto B 2002 rony B CIIIA, XOTS1 BCeM Jyullle 3alIOMHUJIOCH elle 6osee
SMOLMOHaNbHOE 3asBseHue Xunnapu Knunrton B 2005 rogy (Markey &
Ferguson, 2017b). [lomo6Has puToprKa, OCHOBaHHAs Ha BECbMa CMEJIbIX
060061eHNIX, TPOJOJDKAET 3BYyYaTh U CETOIHS: Tak, B 2019 rogy poc-
cuiickuil genyTtat Bragumup PeiiHrapat o6Hapy>Xuj HacUJlIue B Urpe
Minecraft (Baknanos, 2019), KoTopasi He TOJILKO He SIBJISETCS >KeCTO-
KOM, HO U IaBHO UCIOJIb3yeTCsl B 06pa3oBaresbHbIX Lesix (Nebel et al.,
2016). 3mecb MOXKHO [IOCTaBUTh ropasnio 60Jiee UHTEPECHbBIN HCCeno-
BaTeJIbCKUI BOIIPOC O TOM, YTO 3aCTaBJISIET IIOJIMTUKOB JI€J1aTh MOL006-
Hble 3a5BJIEHUS Y HA YEM OHU [IPY 3TOM OCHOBBIBAIOTCSL.

UTto Ha caMOM [feJie geaeT urpa c I/IFpOKOM?

YeMm Urpbl OTIIMYAIOTCS OT KOMUKCOB, KUHEMarorpada 1, HakoHell, OT
€XeJHEBHOTO IIPOCMOTpa HE MEHee KECTOKMX HOBOCTEH peaslbHOTO
mupa? B oTsinure OT KMHO (U 4aCTO, YBbI, OT PEAJIbLHOTO MUPA) UTPOK
MPUHAMAET aKTUBHOE y4AaCTUE B KJIIOUEBBIX COOBITUSX U MOXET U3~
MEHUTb UX UCXOJ. Bo MHOruX, NyCTb U HE BO BCEX, UTPOBBIX XXaHPaAX
MCXOZ, UTPbl OYIET OTINYATbCS B 3aBUCMMOCTU OT JEUCTBUI UTPOKA.
Y urpoka ecTb cB060Ja BI6OpA — KATEropusl, KOTOPAsl Ha AHIJIUIICKOM
s3blke MHorpaa ob6os3HauvaeTcst Kak ludic agency unm ergodic agency.
«Dproguvyecknii 06beKT» TpebyeT HebaHaIbHBIX YCUIIMU IS TOTO,
YTOOBL €0 IIPOUYUTATH», IPUYEM DTU YCUIIUS HOJIKHBI ObITh CBSI3AHBI
C MEXaHUYE€CKUMU, KOHCTPYKTUBHBIMU CBOMCTBAMU CaMOTO OOBEKTA.
[lepBblil yO€IUTENBHBIA aHANIN3 HTOTO KAYeCTBa BUAECOUTP NPEAJIO-
xun Bcned OpcCeT B elle OGHOM KJII0YEBOM TEKCTE PaHHUX MCCIIEN0-
BaHuil urp «Kubeprekct» (Aarseth, 1997). C ero Touku 3peHuUs, Urpam
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KaK «KUO6EpPTEeKCTaM» CBOWCTBEHHA «alopusi»: BbIOpaB OJUH ONpee-
JIEHHBIA NIYTh B UI'PE, Mbl OTBEPraéM BCE BO3MOXKHbBIE aJIbTE€PHATHUBBI,
MpUYeM UIEANbHBIN «KUOEPTEKCT» CIOCOOEH MPEIJIOKUTh HaM 6ec-
KOHEYHOE YUCJIO MOJNOOHBIX BO3MOXKHOCTEMN. 311eCh, IPaBla, CiaenyeT
OTMETUTD, YTO OPCET OCHOBBIBAJI 3TH [aJIEKO UAYIIVE BbIBOJBI HA 1aB-
HO BeIMepuieM xaHpe MUD (multi user dungeons — MHOr0nosb30Ba-
TeJIbCKHUE TEKCTOBBIE UIPBI), & TAKXKE HA rajaTeJsbHbIX IPAKTUKAaX KU-
taiickoil Kuuru IlepemeH, KoTopast Ha caMoM Jiesie (GYHKLHUOHUPYET
KaK OpakyJ, a He KaK pacCKa3dMK CBSI3HbIX UCTopuil. CriycTs 25 JeT,
MOXKaJyH, IJIaBHOE, YTO MOKHO BBIHECTHU U3 3TOr'O TEKCTA, — ITO YHU-
KaJIbHAsl POJIb UIPOKA KaK aKTUBHOI'O areéHTa M3MEHEHUI B BBIMBIII-
JIEHHOM MHUPE U KaK pacCKa34nKa CBOMX COOCTBEHHBIX UCTOPUIL.

CoBpeMeHHbBIE BUIEOUTPH], KaK IIPAaBUJIO, JEMOHCTPUPYIOT JIUIIb
TEHb «3PrOJUYHOCTU» U CONPOBOXAAIOT UI'POKOB IO JKECTKO 3aKO-
IVPOBAaHHBIM MAPLUIPYTaM C OTPAHWYEHHBIM YMCJIOM BO3MOKHBIX MC-
XOIIOB U TONKOBaHUM. Ho TO, 4TO AesiaeT UX MO-HACTOSIIEMY COBpE-
MEHHBIM 2JIEKTPOHHBIM MEAVNYMOM, — 3TO UX NOAPBIBHOM NIOTEHIINAIL:
PaspbiB 1a6JI0HOB, CPbIBAHWE MACOK (aBaTapoB) U CBOOOA DK3UCTEH-
yuanbHoro Beibopa (Gualeni & Vella, 2020), koTopast peanusyeTcs ye-
pe3 CIOXKET UTpPHI, 110 MEHbIIEN Mepe, B TOM XKe CTEINEHU, KaK U yepe3s
€€ MEXaHUKY (32 IPUMEpPOM MOXXHO OOPAaTUTBCSI K KJIACCUYECKOMY
BioShock (2007)).

DTUYECKHU UHTEPECHDBIE UTPBI

[IprMeuaTesbHO, YTO, KaK TOJILKO UTPOK OCO3HAET CBOOGOAY BbIOOPA,
TYT e MOSIBJISIIOTCS UI'PBL, KOTOPBIE CIIeNaT ee OTHATb. Y 3To — nosno-
SKATEJIbHBIN IPU3HAK 3PEJIOCTH KaHpa: TAKMM 06pPa3oM UTPhl IPEOO-
JIEBAIOT MITAMIIbl, 06PACTalOT HOBBIMU CMBICJIAMU U BO3MOXKHOCTSIMU.
MHade 1 6bITh HE MOXKET: Belb HEMIPEJICKa3yeMOCTb — OJIHO U3 00s13a-
TesbHbIX KadecTB urpsl (Costikyan, 2013). DBosmonusi BUAEOUTPBL KAaK
XYLOXECTBEHHO! (POPMBbI NMPUBOJUT K IOSIBJIEHUIO HOBBIX CIOKETOB,
B KOTOPBIX CLIEHAPUCTBI UTPbl HAMEPEHHO MPUYMHSIOT UI'POKY AYIIE€B-
HYI0 60Jb, UTPasl Ha ropasno 60jee CIOXKHBIX U IMTy6O0KUX YyBCTBAX,
HeXeJld IPOCTOE CTPEMJIEHHE K YI0BOJIbCTBUIO U U36€raHue IUCKOM-
(dopTa, KaK 3TO NPEICTABISIOT TPAAULUOHHbIE «OUXEBUOPUCTCKUE»
MOZEJNN UTPOBOrO MOBEJEHUS. B 5TOM BUAEOUTPHl MEPEUTPBIBAIOT
KJIacCUYecKoe ollpefesieHre Urpsl KaHaackoro ¢punocoda BepHapaa
ChioTca (cornacHo CpoTcy, «Mirpa — 3T0 106POBOIBHOE NPEOJOJIEHNE
HeoO0s13aTesIbHbIX IpensTCTBUi» (Suits, 2005, p. 55)): UTpoKam IIpUXo-
IUTCSI IPEOJIOJIEBATh TPYAHOCTH, HA KOTOPbIE OHU HE COIJIAIlalNnCh, —
Y UM 5TO HEOXXUJAHHO HPaBUTCSL.

«DTHUYECKU UHTEPECHbIE» UTPBI, C TOUKU 3peHust CUKapTa, — 3TO
WTPBHI 110 TIPaBUJIaM, KOTOPbIE CTaBAT UI'POKA Mepe], STUIECKUM BbI6O-
poMm (Sicart, 2009, p. 37). Ho 4TO, ecau Urpok XO4eT UrpaTh IPOTUB
MPaBUJI, HE COIJIAIIASICh HU C OGHUM U3 BLIOOPOB, KOTOPBIE MTPejIaraet
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emy urpa? Bo3aMO>XXHO, UIMEHHO TaKUe UTPHl CleNyeT CUUTAaTh HAaubo-
Jjlee 3TUYECKU 3HAaYMMBIMU? B cBOoel KHUre «Mrponosutuka: BUeou-
I'pbl IPOTUB KOHTPOJISI», MOCBSLIEHHON TPO6IeMaM OHTOJIOTUYECKOTO
HACUJIN4 B BUJIEOUTPAX, KAHAACKUM TeOpPeTUK Menua Jlnam Mutyesn
3aHUMaeT MMEHHO TaKyl0 MO3ULMIO: CaMO HAaJIM4YMe MOPaJIbHO-3TH-
YeCKOro BbIOOpa HEMHTEPECHO, MIOCKOJIBKY BTOT BbIGOP, KaK MIPABUJIO,
6aHajieH M OJHO3HAYHO MpeNonpeeseH CUCTeMON urpsl. Ha camom
IieJle IHTEPECHOM UTPY AesaeT IpobaeMaTu3anus Toro, Kak 3TOT Bbl-
60p cosepmaeTtcs (Mitchell, 2018, p. 66), — HanpuMep, ecyu BAPYT OKa-
3BIBAETCS], YTO HUKAKOTO BbIOOpA HA CAMOM Jiesie HEeT. Takum 06pasom,
B HauboJlee 3TUYECKM MHTEPECHBIX UTPaX UT'POK HE MOXET BbIOpATh
aJIbTEPHATMBHBIIN UCXO]J, UJIM TIOMBITAThCSl UTPATD JIyullle, YTOOb! N36€e-
’KaTbh DMOLMOHAJIBHO TSDKEJION CUTYalluu, U BOT 3TO MOKET IPUYNHUTD
HaCTosle MOpajbHble CTPafaHUs OaXe TeM, KTO OObIYHO MOJyda-
€T YeCTHOE — U BIIOJIHE MO3BOJIUTEJBHOE — YAOBOJIbCTBUE OT «UTPhl
B BOMHYLIKY». B KOMMEpYECKUX UTPax C HAauOOJBUIUM YCIIEXOM JaH-
HBI1 TpueM 6bl1 KUcnosnb3oBaH B Spec Ops: The Line (2012): aTa urpa
BBI3bIBAET Y UTPOKOB CMEIIaHHbIE YYBCTBA, HO, KaK IPaBUJIO, BLICOKHE
OLIEHKU B OYKBaJbHOM CMBbICJIE€ NyIIEPa3AUPAIOEro UTPOBOTO OIbI-
Ta. 3a npuMmepom peuenuuu Spec Ops: The Line Mo>kHO 06paTUThCS
K aHaynnu3y 00603peBaTesIbHUIbl TUK-KYJIBTYPHl JIXkKeccu Dpi, TOe OHa
cpaBHUBaeT u3obpakeHue BoiHbl B Spec Ops: The Line u Six Days in
Falluja (2021) 1, B yacTHOCTH, UCTIOJIb30BaHUE 6€710r0 pochopa NPOTUB
IPa>XAaHCKOTO HaceseHusl. [IoMMMO COOCTBEHHON BOJIY NPUHSIB y4a-
CTHeE B IPECTYIJIEHUY IPOTUB 'YMaHHOCTH, OHa Npu3HaeTcst: «ToybKo
MeJIUYM BUIEOUTPbl MOT IIEPENATh MHE OIBIT COYYACTHUSI B TOJOOHOM»
(Jessie Earl, 2021). 9pa Takxe cpaBHuBaeT Spec Ops: The Line ¢ muc-
cuet No Russians B urpe Call of Duty: Modern Warfare 2 u npuxogur
K BBIBOJLY, YTO IOCJIEIHSIS HE OKa3bIBA€T AHAJIOTUYHOTO SMOLIMOHAIb-
HOTO BO3[EHCTBUSI Ha UTPOKA, TIOCKOJIbKY B HEW, lieJIeHallpaBleHHO
PacCTpesIiB HECKOJIBKO JECSITKOB IPAXKAAHCKUX B YCIIOBHOM POCCUI-
CKOM a3pOIOPTY, UTPOKU HE CTAJIKUBAIOTCS C NMOCJIEACTBUIMU, KOTO-
pble UMeJIU Obl 17151 HUX KaKyl0-TO LEHHOCTb UJIM 3HAaUEHUE B KOHTEK-
CT€ UTPBL.

«HOCMOTpI/ITe, 4YTO BBl HageEJajaunu»

B yxe ynmoOMMHABIIENCS KPUTHUYECKON CTaTbe IIPO WUTPLI-LIYTEPbI
B «MexxgyHaponHoOM peBbio KpacHoro KpecTta» coaBTOpHI NIpennoa-
raloT, YTO YaCTO BCTPEYAIOIINECS CLEHBI NBITOK B BUIEOUTPAX MOTYT
HOPMaJM30BaTh MOJ0OHOE OTHOIIEHUE K MJIeHHbIM y UTPoKoB (Clarke
et al,, 2012). [TokasaresnbHO, 4TO KpacHsiit KpecT TeM BpeMeHeM npef-
MOYMTaeT HE pearnupoBaTh Ha PEajbHO UMEILMe MECTO MBITKU B 6e-
JIapyCCKUX TIOpbMaX. HO HACKOJIBKO peasieH ClieHapuil, TP KOTOPOM
OOBIYHBII JIIOOUTENb BUIEOUTP OKAKETCS IEpe], UCKyIIeHueM IIpumMe-
HUTb IIBITKU K BOEHHOIIEHHBIM? Y B T€X PEIKUX CJIy4asix, KOrga 3TOT
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CLIEHApUH JEeHCTBUTENBHO OCYIIECTBUTCS, — HACKOJIBKO BEPOSITHO,
YTO Ha 3TO IO CYTH CBOEH IICUXOMNATOJIOTUIECKOe peLIeHNE [TOBIUSIET
COOTBETCTBYIOIAsI CLIEHA U3 BU/I€OUTPBI?

Bynyuu cymecTBamu, CHOCOOHBIMU K BMIIATUU, MBI HE MOXKEM I10JI-
HOCTBIO UTHOPUPOBATh U300pa’keHNe HACUINS B BUEOUTPAX, JaKe —
1 0OCOGEHHO KOrjia — pelnpe3eHTalysl HaCUJIUs B HUX NpeBpallaeTcs
B camoliesib. OTCIOfa BO3HUKAET €llle OJJUH MHTEPECHBIN UcciaenoBa-
TEJIbCKUII BOIIPOC, KOTOPBIM MBI MOXKEM 3aJaTh cebe caMu: TIe HaXx0-
IUTCST TOT TIOPOT, 32 KOTOPbIM HacUJIME B Me[ua TepsieT [JIs1 Hac 3Ha-
YeHre UMEHHO Kak Hacuiue? OueBUAHO, 4YTO 3TOT MOPOT 3aBUCUT OT
YCTAHOBOK CaMHUX UI'POKOB MJIM COOOIECTB, B KOTOPbIE OHU BKJIIOYE-
Hbl: HallpUMep, y>Ke€ YIIOMUHABLIASICS Bbllle paJiKajbHAsl BeraHCKas
nepcrnektuBa Ha urpsl (Westerlaken, 2017) BeicBe4MBaeT He TaKYIO
YK U OOHO3HAYHYIO STUYECKYIO I'PaHb MEXY pblbaMU U HACEKOMBI-
MU (IPEINOIOKUTEIBHO HE CIIOCOOHBIMU UCTIBITHIBATh 60JIb) U BCEMU
OCTaJIbHBIMU >XMBBIMU CYLIECTBAMU — U BCE 3TO HA MpUMEpE MOMy-
JIpHbIX BUgeourp. Kak numet Dpuk BaH OiieH, «pOKyCUPYSICh Ha TOM,
KaK aKTbl HACUJIMSI CTAHOBSITCSI BOBMOXKHBI HA CTPYKTYPHOM yPOBHE,
a He MPOCTO Ha MHIMBUAYAJILHBIX aKTaX HACUJIMS, MBI IIEpEMeLIaeM
Halle IoJie 3pEHUs C TOro, KOro y6uBaioT, Ha TOTO, KTO MOXET ObITh
your (killable)» (van Ooijen, 2018). Takum 06pa3om, B rimasax Haubo-
Jlee BHUMATEJIbHOTO KPUTUYECKOTO UCCIEN0BATeNsl UTPA — 3TO CUM-
IITOM OMNpeNeJIeHHOrO PeXXMMa OTHOLIEHUS K PEaJbHOCTHU, 2 HE PO~
CTO penpe3eHTalus OTHOLIEHH ], KOTOPOE MOXET II0Ka3aThCs KOMY-TO
KeCTOKUM (Kak, Harpumep, 31ech: Anderton, 2016). «Bungeourpsl pa-
60TaloT anerOpuTMUYECKHU, TO €CTb CUMIITOMATUYECKH, — IO Kpail-
Hell Mepe, 0TYaCTU: OHU KOCBEHHBIM 06Pa3oM COOOIIAIOT HAM O TOM,
YTO MBI IPUHUMAEM KaK caMo cO6011 padymeronuieecs», — nuueT JInam
Mutuenn (Mitchell, 2018, p. 33). [lon cI0BOM «aJlJIerOPUTMUYECKU»
(«anmmeropusi» + «aJropuTM») OH 3[1€Ch IIOJPa3yMEBAET TEOPUIO aJIr0-
PUTMA, KOTOPYIO IO STOTO NPEAJIoKUI Anekcanap ['snnoysit B KHU-
re «[IpOTOKOJIBL: KaK KOHTPOJIb CYIIECTBYET I10CJIE AELEeHTPAIN3ALuN»
(Galloway, 2004).

Mrtak, Buaeourpsl MO>KHO PACCMaTPUBATh KaK JENCTBYIOIIE MOZE-
JI1 MUPA, KAKUM €ro BUIST UTPOKY; U, IOKAJIYH, 1IepBOe, 4YTO OHU Jie-
JIAI0T OYE€BUIHBIM, — 3TO Hallle XXeJIaHAE €r0 KOHTPOIUPOBaTh. Ho BO3-
MO>KHBI 4 60Jie€ TOHKUE aJIJIEFOPUU: TIOPOI UTpa ABUKETCS KaK OyATO
cama cebe Halepekop, Kak, HallpuMep, 3TO MPOUCXOAUT B Spec Ops:
The Line. Borpeku pacxoxxemy IpeICcTaBJ€HUI0, OYITO CTPeJIslyIKU
MPEBPaLIAIOT UTPOKOB B COLMONATOB, UMEHHO HA UX OCHOBE CJIOKUJII-
€s1 HOBBII Tpo1, KoTopblii CtuBeH [IpayndyT onucbiBaeT Kak «I10CMO-
TpuTe, yTo Bbl Hazenanu'!» (Proudfoot, 2019). 3neck Mbl TOBOPUM O CH-
Tyalusx, Korja Urpa cHavasa nobykjgaeT UrPoKa ClesaTb CIIOPHBIN
MOPAaJIbHBIN BbIOOD, a 3aT€M [I€MOHCTPUPYET I1J1a4Y€BHbIE PE3YJIbTAThl
3TOro Bbibopa. IMEHHO TaKy10 MEXaHUKY [1PeJ1araloT BBECTU OTHAE b~
Hble KpuTuKu xectokux urp (Clarke et al., 2012), yTo6b!I cie1aTh UTPbL
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0 BOIHe 6ojiee «peamucTUYHbIMU». OOHAKO, KaK Mbl BUIMM, TBOpUYE-
CKUI MOTEHLMAs BUIEOUTPbl OPOXKAAET MOJOOHbBIE PELIeHUs] eCTe-
CTBEHHBIM IIyTEM, IIOCKOJIbKY OHM HEOKUJAHHBI, THTEPECHBI C TOYKU
3pPEHUS CIOKETA Y DMOLIMOHAILHOTO BO3LENCTBYS U TIO3TOMY 3allOMU-
HAIOTCSA KaK MOMEHTbI HEOXKUAHHOTO, ITIOTPSICAIOLIETO MM JaXKe BO3-
BBILIEHHOT'O OIbITA B3auMMOZENCcTBUsl ¢ Uurpoil. Kcraru, Heo6puaitHO
nonyssipHas posesas ungu-urpa Undertale (2015) Tak>ke UCHIONIb3YyeET
TPOII «TOCMOTPUTE, YTO Bbl HAZEJIAIN!» B OJHOM U3 CBOUX BO3MOKHBIX
(puHanoB.

«Ha Tebe Kak Ha BOMHE, a Ha BOMHE KaK Ha Tebe»

Bellie Mbl pACCMOTPEJIN UTPY KaK CUMIITOM, KaK MOZEJIb U aJlJIETOPHIO.
B TakoM ciyuae MacCoBbl€ IYTEPbl MOTYT BbICTYIATh KaK 10KA3aTeJIb-
CTBO OT IIPOTUBHOTO: CMOJI€JINPOBAB YE€JI0BEUYECKYI0 KaTacTpody OH-
J1aliH, MBI HE CTUPAEM, 4, HAIPOTUB, MOJYEPKUBAEM PA3INUNE MEXIY
peanbHbIM U BBIMBIIZIEHHBIM. Hanpumep, B peasbHON XU3HU Bbl He
MO>X€TE BOCKPECUTb CBOMX 60€EBLIX TOBAPUIIEH [JIsI TPSILYILIErO HOBO-
ro 60s1 — 1 B 3TOM Urpa BOMJIOWAET INIyOOKO 'YMaHHYIO, TyCTb U HE-
BO3MOXHYI0 (paHTa3uio. B TO >ke Bpemsl Bparu B peXXUMe OIHOMOJb-
30BaTE€JIbCKONM UTPbl JETYMaHUBUPYIOTCS: OHMA IONPOCTY 6oJblie He
JIIOIU. DTO CTAHOBUTCS OYEBUIIHO B peskume «3ombu-Hanu» B Call of
Duty: World at War (2008). Hakonel, CylleCTBYIOT UTPbl, B KOTOPbIX
MBI C CAaMOT0 HayaJsa MPOTMBOCTOUM 30MOU-HALIU KAK HEKOTOPOMY a6~
COJIIOTHOMY HeueJsloBe4eCKoMy Bpary (k npumepy, Sniper Elite: Nazi
Zombie Army (2013)).

MHTEpecHO, 4TO gaxe 3TO YNPOIIeHUE, KOTOPhIM, Ka3ajaoch Obl,
MIPOCTO HEBO3MOXKHO HUKOI'O OOMIIEeTh, — 30MOU-HAIM HE OOMIKAIOT-
cs! — Tak>ke MOXXHO pacCMaTpuBaTh KpUTUYECKU. Tak, ONUH U3 KPyI-
HENIINX UCCefoBaTesel NCTOPUM B Urpax AgaMm YenmeH Nnuiner, 4To
JerymaHusalus congaTt BepmaxTa U NnepeBOIUIOLIEHUE UX B 0Opase
OXUBIIMX MEPTBELIOB, JINLIIEHHBIX CO3HAHMS, OIACHO TEM, UTO CTUPA-
€T He TOJIbKO UX, HO M Hally C BaMU KOJJIEKTUBHYIO UCTOPUYECKYIO
MaMsITh, YTO JI€JIA€T BO3MOXKHBIMU TaKue PUTOPUYECKUE NIPUEMBI, KaK
3aMasiyuBaHue uau paxe oTpuuaHue Xosokocrta (Chapman, 2019,
p. 54). PazymeeTcs, CTpaTerus «0T 06paTHOr0» MOXKET OKa3aThCs elle
B3PBIBOOIIACHEE: KOPPEKTHO NPEACTaBUTb XOJIOKOCT B BUIEOUTPE —
3TO emle OOJIbMIUKI TBOPYECKUI PUCK, YEM MOMBITATHCS U300pa3UTh
3TO HEBOOOPA3MMOEe B CBOEH aHTHUYEJIOBEYHOCTU UCTOPUYECKOE CO-
ObITHE B KMHO (KaK, Hanpumep, B puibMme «Kusnp npexkpacHa» (1997):
Gordon, 2005). Ho MOXHO, IO KpaliHell Mepe, IPUBGIU3UTHCS K DTOU
L[€JI1 Ha CPAaBHUTEJIBHO 6€30MacCHOE PAaCCTOSIHME: UMEHHO TaKylo 3a-
a4y [IOCTaBUJM Ilepes, cO60i pa3paboTYMKU TPOraTebHON NeTCKOU
urpsl My Memory of Us (2018), neiicTBre KOTOPOi1 IpOUCXOOUT B Bap-
IIABCKOM TeTTO, a dCTETUKA OTchlIaeT K «Cnucky llunnnepa». Bnpo-
4yeM, Jaxke B 3TOU urpe (auucToB 3aMEHUIIN 3J1ble POOOTHI, M TaKOU
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BOIMIOLIMI aKT HACUJIMS HaJ, UCTOPHEN, KOHEYHO XK€, TOKE He MOT He
BBbI3BaTb KPUTHUKY.

TeM BpeMeHEeM T'YMaHUCTUYECKUE UTPBI O BOMHE — 3TO LEJIbIi OT-
IEJIbHBIN KaHp, B KOTOPOM TaKXe €CTb CBOM liefeBphl. Hampumep,
LIeHa IPaXk[IaHCKOM KM3HM Ha BOMHE — 3TO OCHOBHA# CTaBKa B €lle
OZIHOM MOJbCKOM MHIU-6ecTcennepe This War of Mine (2014), a amo-
LJMOHAJIbHBIM LleHTpoM urpsl Valiant Hearts: The Great War (2014) cra-
HOBUTCSI UCTOPUS CIIy>XKe6HOTO Ica Ha [lepBoit MUpOBOIi BoiiHe. Takue
WTPbI CTaBSIT CBOEH LeJIbI0 MPENCTaBUTh BOMHY HE KaK IJ106aIbHBIN
HappaTuB No6e bl HAJl AETYMAaHU3UPOBAHHBIM BparoM, a Kak peauau-
CTUYECKYI0 MUKPOUCTOPUIO, B KOTOPOM LieHAa KaXXIOM KOHKPETHON
4YeJIOBEYECKON XM3HU OGECKOHEYHO BesuKa. CylecTBYIOT, HAKOHeEl],
1 MOJIHOCTBIO TPaBAONONOOHBIE, NOKYMEHTAJIbHbIE 00pa30BaTEsIb-
HbI€ UTPBI O BOMHE U €€ NOCJIEICTBUAX, OCHOBAHHbIE HA aDXUBHBIX [0~
KYMEHTaxX 4 YCTHOU MCTOPUM, Hampumep, Attentat 1942 (2017), pa3-
paboranHasg B KapsoBoM yHuBepcuTeTe NpU Hojiepxke Yemckoit
aKaJileMUU HayK: 5Ta Urpa PEKOMEHI0BaHa sl 06pa30BaTEeJIbHBIX Y4~
PEXIEeHUI U IpU3HaHa 00pa3LoM r'yMaHU3aLUU UCTOPUU B UTPOBOM
memuyme (Sisler, 2019).

SdPexTs menua u apPeKTel UTPOKOB

CeronHs HUKTO He CTaHeT 06BUHSTH Space Invaders B nponaraHje Ha-
cunust (xoTs B 1980-x rogax 3Byuasnu U Takue o6BuHeHus: (Markey &
Ferguson, 2017b)). HoBbIM NTOBOAOM [1J1s1 TOIO3PEHMUS CTAHOBUTCS pe-
ayin3M, C KOTOPbIM UIPBbI-CTPEJISJIKM OT MEPBOTO JULA CUMYIUPYIOT
BOOPY>XEHHble KOH(QIIUKTHL. 3Aech Npo6iemMa, BO3MOXHO, KDOETCS He
CTOJIbKO B PEAIMCTUYHOCTHU, CKOJIBKO B aKTUBHON MO3ULIMY reimepa,
6epyllero B pyku BUPTyajlbHOE Opy>Xue. HeMelkuil MeuaTeopeTuk
u uccnegosatesnb Urp Credan ['oHLENb MpenaaraeT BULETh B TAKOM
WUTI'POKE KapTEe3UaHCKOTO Cy6bEKTA, & B CAMOM XXKaHpe — aJIJIETOPUIO €r0
nHTeHunoHanbHocTU (Glinzel, 2012). Kak MBI y>Xe yIOMMHAJX BBIIIE,
MeIUYM BUJECOUTP YHUKAJIEH B TOM, KaK OH NEPELAET ONBIT aKTUBHO-
rO y4acTusl B COOBITHSX BUPTYaJbHOTO MUPA U, B YACTHOCTH, HACUJIUS
HaJl HUM.

Mpess «xkuHemaTorpauueckoro amnmnapara» MnpobjeMaTU3upyeT
MO3ULIUIO 3pUTEJS (BO MHOTOM BYallepUCTCKYIO), IJ1a3 KOTOPOTO TOXe
CTaHOBUTCS 4acThlo dToro annapara (bogpu, 2017). iHTepecHO 6b1110
Obl IPUJIOKUTD BTy TEOPUIO K BUJEOUTPAM, B KOTOPLIX TPEXMEPHBIN
MUP IOKa3bIBAETCSl Y€pe3 TOUKY 3PEHUSI OT MEPBOTo JULA. DTO MO-
MOXET OOBSICHUTB, ITOUeMy MMEHHO «first person shooter» xaxxyrcs
KPATUKAM TaKUMU ONACHBIMU: B€Ib B HUX BUPTYyaJbHBII MUDP Opra-
HU30BaH TOYHO TaK €, KAKUM OH BBITJIIUT B IpUlieJIe COBPEMEH-
HOTO OTHECTPEJILHOTO OpyXus. Tem He MeHee, B OT/IMYME OT KUHEe-
marorpada, rae No3ulus 3puTesist XecTKo 3adukcuposana (bonpu,
2017), refimep He NPOCTO CBOOGOIHO MEPEMEIAETCSI B UTPOBOM MUPE,
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HO U aKTHUBHO C HMM B3aUMOJIEICTBYET, NepeCcTpauBasl ero u paspy-
masi 4 gaxke 5KCTEPMUHUPYS U3 HEro APYrux uesloBeYeCKUX U Heue-
JIOBEYECKUX areHTOB. Takum 06pa3omM, UMEHHO TOYKA 3peHUs reiimepa
CTQHOBUTCSI CUMBOJIOM abCOJIIOTHON BJIACTU U KOHTPOJIS; U €CJIU Hac
Y IOJDKHO 3[1eCh YTO-TO O€CIIOKOMTH, TaK 3TO TO, C KAKUM DHTY3Ua3-
MOM [E€PEHMMAaeT 3Ty CXEMY TOTAJIbLHOTO KOHTPOJISl PEAsIbHO Cylle-
CTBYIOIIMY BOEHHO-TIPOMBIIIJIEHHBIN KOMILJIEKC.

BoeBoil IpoH — 3TO «r7as, cTaBwuil opyxxuem» (lllamato, 2020).
Boesrie genictBusa B XXI BEKe ONIOCPEAYIOTCS YepPe3 3JIEKTPOHHLIE Me-
IMa, HAYMHAs C <KUBBIX» BUIEOTPAHCISALMI U3 TOPAYUX TOUEK U 3a-
KaH4YMBasi TUOEJIbHBIMM aTaKaMu OO€BBIX [POHOB, YIIPABISEMbIX
C IPYyroro KOHTUHEHTA. [IMI0Thl 3TUX APOHOB, HaXoAsUecs B 6€30-
MAaCHOCTU Ha JAPYTOM KOHTMHEHTE, CPaBHUBAIOT CBOM OIBIT C BUMEO0-
UrpaMu, U YYeOHbIN CUMYJISITOP AJIsl TAKOTO COJNIATa CTPYKTYPHO CO-
BMAJAEeT C TUINWUYHBIM UHTEP(ENCOM BUIEOUTPHL. MmeasnbHas Leb,
K KOTOPOI CTPEMSITCSI BOEHHbIE TEXHOJIOIMY TAKOT0 POAa, — pacliv-
PUTb BO3MOXXHOCTH IIE€PCIEKTUBLI OT N1EPBOrO JMLA», IIPEBPATUB €€
B TAKXKE XOPOIIO U3BECTHYIO U3 BUIEOUTP «II€PCIEKTUBY bora»: MHO-
rorsassle, Be3fecylre IPOoHbl, CIOCOOHbIE NTepeiaBaTh U306paxkeHne
B BBICOKOM Pa3pelleHUU OJHOBPEMEHHO LI€JIOr0 ropoja Ujau peruo-
Ha (Ilamato, 2020, c. 52). TakuM 06pa3oMm, BOIHA CTAHOBUTCS HE PO~
CTO aCUMMETPUYHBIM, HO OIHOCTOPOHHUM OCYIIECTBIEHUEM HACUIINS
HaJl IPOTUBHUKOM. BUpTyasibHasi peasbHOCTb IPEBPAIIAETCS B «4ep-
BOTOUYMHY», IPEIOCTABISIONYI0O MAKCUMaJIbHO OBICTPBIN MyTh U3 Of-
HOT'O yroJIKa «peajibHOW peasibHOCTU» B OPYToil, B JaHHOM Cily4ae —
B LI€JISIX Pa3pyLIATEIbHOTO BO3/IEIICTBUS HA HEe.

Ho mMoxem 71 Mbl BCEpPbE3 FOBOPUTHL O «PEAJILHOM PeaJlbHOCTU»
BoMHbI nocsue JKana boppuitapa (I'opHbIX, 2016) ¢ €ro KpUTUYECKUM
aHanu3oM BoyHbI B [lepcupackom 3anuse (Baudrillard, 1995)? He mo-
JKEM, OTBEYAEeT Ha DTOT BOIPOC MakkeH3u Bapk: «BoiiHa — 3TO BUAEO-
urpa» (Wark, 2007, p. 7). [lo-HacTosIIeMy CEPbE3HBIN BOMIPOC HOJIKEH
3BY4aTh TaK: a 4TO, €CJIU )KECTOKME BULIEOUTPbI — 3TO CUMBOJINYECKU
BBI30B, OCIIApPUBAIOIIMIA, IyCTh U B BUPTyaJIbHON (POpME, MOHOIIOJUIO
rocyzapcTsa Ha Hacunue? U maxe Korga Mbl FTOBOPUM O IIPECTYIIHU-
KaX PeajlbHOTO MUPA, UCIO0JIb30BABUINX, 110 UX COOCTBEHHBIM CJIOBAM,
BUJI€OUTPBI AJ151 IOATOTOBKU K TEPPOPUCTUYECKMAM aKTaM (KaK, Hallpu-
Mmep, B Kpaiictuepu: Lorenz, 2019), Ha camoM Jiesie UX CJIOBA CHELy-
€T MIOHUMaTb KaK BbI30B FOCYLAPCTBEHHOW BJACTUA U KOHTPOJIIO, KOH-
KPETHO B UX cJjly4yae 6oJiee yeM onpaBraHHoMy (Bunerikuc, 2019).

Tak 4yemy ke Ha caMOM Jejie MOTYT HayuUTb «CTPEJSIKU»? Kak
nokasbiBaeT npumep coobuectsa World of Tanks, nouctuHe sHIUKIIO-
NneJuYeCcKMM 3HAHMSIM O TOJIIMHE OPOHM y KaXK[Oro U3 TaHKOB, IPU-
HMMaBIIMX y4acTre BO BTopoit MUpoBOM BolHe. Ha roBepKy peannsm
BOEHHBIX BUJIEOUTP Yallle BCETO OKA3bIBAETCS TUIIEPPEaIn3MOM, 4TO
0COOEHHO 3aMeTHO, Hallpumep, B u3dodpakenuu opyxus (Schott, 2016,
p- 100). Korma Ha mepBblil MyIaH BBIXOIST [OpasuTesibHble 3(PEKTh!
U SIpDKME BIIE€YaT/IEHUS], 32 KOTOPBIMU UTPOK HA CAMOM JieJle IPUXOIUT
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B UTPY, CUMYJISLIMS «PEasibHOTO» PYTUHHOTO OMbITA NPO(eCCUOHAb-
HBIX BOEHHBIX TEPSIET CMBICJ B CBE€TE TPEOOBAHUM UHIYCTPUU pa3Biie-
yeHuil. Kak ¥ MUoThl POHOB, F€IMEPDI, CKOPEE BCETO, OKAXKYTCS CO-
BEpUIEHHO 0eCMOMOIIHbBI Ha I0JIe peajibHbIX BOEHHBIX AEWUCTBUIL, He
“Mes [JI 3TOTr0 COOTBETCTBYIOLIEN MOATOTOBKU. Kaskablil, KTO KOr-
Ia-1160 ObL1 B TUPE, MOATBEPAUT: CIYCTUTb KYPOK B UTPe U B peaslb-
HO KM3HU — 3TO IIPUHLUNNAJIBLHO HECOIIOCTABUMBIN TE€JIECHBIN OIIBIT,
HECMOTP# Ha TO, KaK OXOTHO Hallle BOCIPUSATAE HABOOUT MEXAY HUMU
mocTkU. TeM He MeHee, KaK CBULIETEJIbCTBYIOT pa3paboTyuku obyya-
IOIIMX NIPOTpaMM [Jisi BOEHHBIX U MOJIMIENCKUX, ONPENEeJIeHHbIE Ha-
BBIKM JEUCTBUTEJIBHO MOXKHO MEPEHECTU U3 UTPhI B )KU3Hb. DTO, KaK
MPaBUJIO, OBICTPOTA MPUHSTUS PELIEHUNA U YMEHUE OPUEHTUDPOBATb-
cs B cutyauuu (Saus et al., 2006, 2010). K aTum HaBblKaM, NOXanyi,
MO>XXHO J06aBUTh LI€JI€YyCTPEMIIEHHOCTb U CTPATErnyecKoe IJIaHUpPO-
BaHM€E, KOTOPblE IPONaraHAupyIoT anojoreTsl reiMudUKalum, Takue
Kak JI>xeitH Makronuran (Makronurai, 2018).

ATOH M g: BOBMOXEH JI1 obOer
N3 «kMarm4eckKkoro prra»?

AMepUKaHCKME UCCIIeN0BATeNN Urp (Hanpumep, ToT ke CUKapT) pef-
KO CTaBSIT N10J], COMHEHUE YJOBOJIbCTBUE, KOTOPOE 3TU UTPhl 00sI3aHbI
IOCTAaBJISITh. TeM He MeHee NOCTAaTOYHO B3IJISIHYTh Ha 3TOT, 6€3 COo-
MHEHUS, Pajyomuil MHOTUX OOBEKT UCCJIEHOBAHUS 4Yepe3 IOCTKO-
JIOHUAJIBHYIO NIE€PCIIEKTUBY, YTOObl OOHAPY>KUTb B IPAKTUKE UTI'PBI Iy~
rapomee cxoncTBo ¢ nbITKoM (Trammell, 2020). C gpyroit CTOPOHBI,
€BpOIMeNCKue UCCIeIoBaTeN, OCOOEHHO T€, KTO ObLJI CBSI3aH C UCCIIe-
JIOBATEJIbCKOM IPYyNIION «Vrpsl U TpaHCTpEeCCUBHAs 3CTETUKA» B bep-
reHe B 2015-2019 ropax, cpasy UCXOISIT U3 TOTO, YTO UTPbl — 3TO BCET-
Ia HemHoro Hacunue (Jgrgensen, 2016). [Toxxanyii, BceM HaM 3HAKOMO
olylleHue, Kak 6yJITO OCOOGEHHO CJIOXKHAsI UJIM HaBSI3UMBAsl UTPa 3710~
HaMEPEHHO IbITAETCSI HAC 3aMy4UTb. BXOns B pOJib UTPOKA, MBI HE
TOJIBKO T10J1y4aeM KOHTPOJIb HaJ, UTPOM, HO U COTJIAIIAEMCSI HA TO, YTO-
6bl UIpa KOHTPOJIMPOBAJA Hac. Mbl NOAUMHSIEMCS KECTKUM U Hey-
IOOHBIM MTPAaBUJIAM UTPBI U JOOPOBOJIBHO, IyCTh U HE BCErfa OXOTHO,
NPUHAMAaEM HaKa3aHue 3a TO, 4YTO Mbl UX HAPYUUIU. MOXHO Npeano-
JIOXKUTb, UTO B JIIOOOI UI'Pe IIPUCYTCTBYET DJIEMEHT Ma30xU3Ma (cazno-
Ma30XMU3M CaM M0 cebe — 3TO TUIATEJIbHO 3aPEryJIUPOBaHHAs UTPOBas
npakTuka) (Aardse, 2014). He 3pst urpoBble KPUTUKU BbIIEJSIOT TAKON
KaHp, Kak «Ma3zokop» (CkoMopox, 2016): B urpax aToro xaHpa 607b,
BbI3BAHHAsl MOPA’KEHUEM, TIOBTOPSIETCSI U YCUJIUBAETCS IO Mpefnea,
YTO TaK>Ke€ MHOTOKPATHO YCUJIUBAET yIOBOJILCTBUE OT [106€MAbI, KOraa
OHa BC€-TaKU HACTYIIAeT.

B03MOXHOCTb IPOUrpaTh — HEOTBbEMJIIEMAs U YACTO O0JI€3HEHHAS
4acTb UIPOBOTO OMNBITA, KaK MUIIET B 3cce «VICKyCcCTBO MOpakeHUs»
«otemny game studies Mecnep I0yn (Juul, 2013). 3mech NPOAYKTUBHBIM
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MOXET CTaTb OOCYXJAEHHEe TOro, B KaKuxX Cjydasx 3Ta 001b MMeeT
CMBICJI M KaKMM KOHKDETHO 3HaY€HMEM OHa HagueseTcd. Tak, B CBO-
€M aHaju3e HappaTUBHOro UrpoBoro Hacumnus [Ipayadyt npeniaraer
COCPELOTOYUTHCS MMEHHO HA TE€X UI'Pax, KOTOPble HAMEPEHHO BbI3bI-
BAIOT Y UTPOKOB TaKUE HENIPOCTBIE YyBCTBA, KaK CThIJ U TOPE, B3bIBas
K UX 3TUYECKUM yOEXKIEHUSIM B PeaJbHOM MUpE U TaKUM 0OpazoM
paspbiBasi «Maruueckuili Kpyr». IIpayadyT cBsg3blBaeT HappaTHUBHOE
HacUJIM€e B UTPE C yIOBOJbCTBUEM, KOTOPOE MOTYUYAET «Cab» (Iog4u-
HeHHbIN) B BICM-nipaktuke (Proudfoot, 2019): no ananoruu ¢ nocaem-
Hel, BCTyNas B UTPY, UTPOK 3aKJIOYAET C Heil JOroBOp U OGPOBOJIBHO
nopBepraet cebst HeraTUBHBIM dMoLMAM. [IpayndyT cnenuanbHO oA~
YEPKUBAET, UTO TU HIMOLIMM — HEOTbEMJIEMAS YacCTb OJOOHOM cano-
Ma30XU4Y€CKON UTPbl, BHE 3aBUCUMOCTH OT CUTyalMy 06 bl NN 10~
paKeHUsL.

Co3pnaHue (paHTACTUYECKUX MUPOB B BUPTYaJIbHONU PeaTbHOCTHU
NpefoCTaBIsieT pa3paboTyMKaM Urp abCOMIOTHYIO TBOPYECKYIO CBO-
6ony. C 0fHOI CTOPOHBI, 3TO MOTPSICAIOLINI MTPOCTOP AJSl peanusa-
LM CaMbIX CMEJIbIX (PAaHTA3UI U COKPOBEHHBIX XKEJIaHUIA, a C IPYyTrol —
VIMEHHO TaK CTAaHOBUTCS BO3MOXKHOM TE€MHAsl CTOPOHA BUIEOUTPBL
Wrpokwu, Kak IpaBuUjIO, OCBELOMIIEHBI, UTO Y 3TOT'O CUMYJISIKPA HET U HE
MO>XET ObITb OPUTMHAA, U 5TO JeJIaeT BO3MOXHBIMU aXKe CaMbI€ OT-
BPaTUTEJIbHBIE IMOCTYIIKUA. B OLHOMNOJb30BATEJILCKOM UIPE 3TU IO-
CTYIIKHY, KaK M UX I[OCJIEICTBUS, HUKOTLA HE MNOKMHYT IPENEJIOB Bbl-
MBIIIJIEHHOTO MUPA, B KOTOPOM BCe J103BOJIeHO by design. Bipouem, To
K€ CaMO€ OCO3HAaHME YCJIOBHOCTU IIPOMCXOJSIIETO HE MIO3BOJISIET TaK
Ha3bIBAEMBIM CEPbE3HBIM UTPaM JI0 KOHIIA PeaIn30BaTh CBOM 06pa3o-
BaTeJIbHBIN NOTEHLUAJ: KaKo# 6b1 3(Pp(PEKTUBHON HU 6bLyIa MPOLENYP-
Hasi pPUTOPUKA, IPMHUMASCh 32 06pPa30BaTEJIbHYIO UTPY, €€ IMOJIb30-
BaTeJIM O6BIYHO y>KE€ MOPAJIbHO MOATOTOBJIEHBI K TOMY, UTO UX ceilvac
OyIyT 4EMY-TO YYUTb — B OOJIBIIMHCTBE CJIy4a€B TOMY, YTO UM U TakK
yXKe [0 ONpPENEeJICHHON CTENEHM M3BECTHO. APT-UIPbI, N0 KpanHen
Mepe MHOT]A BCE elle CIIOCOOHBI YAUBIATbh UTPOKA, XOPOLIO 3HAKOMO-
rO C UX KOHTEKCTOM, — HO CIIOCOOHBI JIM HA 3TO KOMMEPYECKUE UTPbI?

[maBHOE, Y€ro He CTOUT [ieJ1aTh HUKOIZA, — DTO IIOHMMATh UTPHI
6yxBasibHO. OTIIMYHBINA IPUMEP JJIs TAKOTO O6CY>KIE€HUS IPeAaraeT
OJlHa M3 CaMbIX aMOPAJIbHBIX UTP HEIABHETO [IPOLJIOro — UHAU-Gapc
Goat Simulator (2014), roe Bbl — KO3€JI U LieJb Ballell )XU3HU — BECTU
cebsl [10-CBUHCKHY, pa3pylias U 6e3 TOro pacloJ3aloluiics 10 IBaM,
KUIamuii rautyamu urposoil mup (Robertson, 2014). Ananusupys
Goat Simulator ¢ Touku 3peHus animal studies [I>xozed AHnmepTOH
BO3MYIIAETCSI TE€M, YTO OHA BOCIIPOU3BOIUT GE34yMHOE U TOTEHLIU-
aJIbHO YKECTOKOE€ OTHOLIEHMIO K IPYTUM CYIIECTBAM, HE SIBIISIOMMIMCS
mopbsmu (Anderton, 2016, pp. 145-146). Tem He MeHee faske cam AHIEp-
TOH IIPU3HAET, YTO KO3€JI B UTPE — BOBCE HE TO XK€ CaMOe, YTO KO3eJI
B SKM3HU: €CJIA B HEU M €CTh YTO-TO HACTOSIIIEE, TO DTO KaK pa3 HeJe-
IIble TJINTYY — CJIy4YailHble ¥ HAMEepeHHbIe OMNOKY, He MMO3BOJISIIONIIEe
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UTPOKY 3a0bITbCSI B KOM(POPTHOI HJITIO3UM UTPOBOTO «Maruyeckoro
Kpyra» (Xéitaunra, 2020). 1 6osee Toro, fonyckasi 3Tu MHOrO4HCJIeH-
Hble HeZlopabOTKHU, pa3paboOTUYMKU LieJleHANlpaBIeHHO NPo6aeMaTU31-
PYIOT pPa3jndue MeX]Y BCELO3BOJIEHHOCTBIO BUPTYaJbHON peajlbHO-
CTU 1 OTPaHMYEHUSIMU peanbHOro mupa. Cosnasas JONOJHUTEIbHBIN
YPOBEHb MHTEPIIPETALMU, B ONMCAHUU WIPbl OHU WIYTJIMBO MUIIYT
0 TOM, YTO JIy4llle MOTPATUTh J€HbI'M HA )KUBOT'O KO3J1a, YEM Ha UX IPy-
Oy10 MOJEJIKY, — U 3TO TOXE OTIWYHBIN CIIOCOO CMECTUTb NepPCIeK-
THABY UT'DOKOB, 3aCTaBUTh UX IOCMOTPETh HAa PEAJILHOCTD I10J], IPYTYUM
YIJIOM.

Kak u uyuTaTenu, U 3pUTENM OO HUX, B OOJIBIIMHCTBE CJIy4yaeB
UTPOKU OTJIMYHO CIIPABJISIIOTCSI C TEM, YTOOBI OTJIMUUTbL PEAJILHOCTh
OT XyJOXECTBEHHOTO BbIMbICJIA. [IpOo6IEMBI HAUMHAIOTCS], KaK TOJIBKO
BUPTYyaJIbHbIA MUP MI€PECTaeT ObITh IOJTHOCTHIO BHIMBIIITIEHHBIM, Pa3-
PbIBasl IPECJIOBYTHIN «Marndeckuil kpyr» (Xéinsuura, 2020). Tak, Ha-
IIPUMED, IPOUCXOJUT B MHOTOIIOJIb30BATEJIbCKMX UTPOBBIX MUPAX, ITe
Ipyrue NepcoHaxyu — TaKue e JIIOJH, U TO, YTO NPOVCXOHUT OHJIANH,
MOJET NPSIMO OTPa3UTbCS Ha UX peasibHOM XXU3HU. Kpaka, ockopbe-
HU€ UJIA yTPO3a B MHTEPHETE PeasIbHbl B TOM )K€ CTEIIEHH, YTO U B pe-
aJILHOM KM3HU, XOTS I0JIHAS UJIM YaCTUYHASl aHOHMMHOCTb CHUKaeT
PUCK IIOHECTHU 332 HUX OTBeTCTBEeHHOCTH (Dibbell, 1994). 1 3nech oco-
O€HHO IPOAYKTUBHON MOXKET ObITh IIPaBOBasl EPCIEKTHUBA: CAMO I10-
HATHE KUOeprpecTyIaeH!s IOMOraeT OOHapYKUTh (UM Aa’Ke NPeo-
I0JIeTh) TPAHUILY MEXIY UIPOi U XU3HBIO. Belb cama BO3MOXXHOCTb
HapylIWUTb 3aKOH PeasibHOrO MUPa, HAaXOAsCh B BUPTYaJbHOM MHDE,
yKasbIBaeT Ha TO, YTO NMOCIE€IHUI 6OJIbIIE He SIBISEeTCSt PUKLIUEI.

BmecTo 3aKkn4YeHUs:
HOHpI/IBETCTByeM Halmunx aBTOpOB

YTonuyeckue IPOEKThl MEPBBIX HCCIIENOBATEJIEN BUAEOUTD Ipen-
roJiarasy, YTo B BUPTyaJbHOM 6yaymieM, B 2020 romy oKOHYaTeJIbHO
IpeBpaTUBLIEMCS B Hallle OObIIEHHOEe HACTosIee, Y BCeX Hac OyayT
paBHBbIe TIpaBa Ha TO, YTOOB! BOIJIOTUTHCS B JII060I, Jaske camoii paH-
TacTU4ecKkoi popme, HE3aBUCHUMO OT MaTePHaJIbHAIX IPU3HAKOB TeJa,
B KOTOpOM o6uTaeT Hame co3HaHue (KactpoHoBa, 2010). K coxkane-
HUIO, ObITHE B CUHTETUYECKOM MUPE He OTMEHsIeT HU I10J1, HUA reHTep,
HU DTHUYECKYIO MPUHAJJIEKHOCTDb, HU elle 60siee MpobieMaTUIHYIo
KaTeropuIo pachl, a BMECTO 3TOrO BOCIIPOU3BOIUT CTapble OTHOUIEHH S
BJIACTH, 2 BMECTE C HUMU U Pa3JINYHbIE CIIOCOOI yrHeTeHus. Tem He
MEHEE TOYHO TaK XK€, KaK ¥ B p€aJIbHOM MUPE, Mbl MO>KEM ITPOTUBOCTO-
STb HACUJIUIO Y KOHTPOJIIO, UCII0JIb3Ysl UTPOBLIE NIPAKTUKY, CTaBsIINE
O], BOIIPOC MOMI06HBIE OTHOMIEHUS UM Jla’ke TIOJIHOCTbIO OTMEHSI0-
mue ux (nepedpasupys Bapka, MOKHO Ha3BaTh TO UTPOH I10 MIpaBU-
JlaM WT'Pbl, HO IPOTUB ee urposoro mupa (Wark, 2007, p. 13)). Ogna u3
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TaKuX MPAKTUK — CJIOXKHBIE, AAJIeKO He IIPSIMOJIMHENHbIe OTHOLIeHNUS
MEX/1y UTPOKOM—KEHIIMHON U MOAYNHEHHBIM el MepCOHaXeM-MY K-
yunou B urpe Uncharted: A Thief’s End — paccmarpuBaeTcs B ctatbe
Tepessl Kpo6osoit «I Wasn't Looking at His Nice Ass: How to Play the
“Female Way”». Ee konnera Matusnbna Ctajb, B CBOIO o4epelib, ClIpa-
IIMBAeT, KTO B MPUHLINIE BO3MOXeH oHJaiH B urpe CS:GO («Who is
possible online? Technological affordances and social norms shaping
in-game identities») # HaCKOJIBKO 3TO MY>KCKOE€ JeJI0 — XBacTaTbCsl
CKMHaMU CBOETO OPYKHUSL.

JKecTokue BUIEOUTPbl — BTO OTPakeHHe COBPEMEHHO! MOJIUTH-
YeCKON CHUCTEMBI, He BCerjia IpeJiBUIeHHBIN pe3ysbTaT BUPTyau3a-
I[UM peajlbHOTO MUPA U B KOHEYHOM cUeTe Hacuiaus kamnurtana. ITo-
Mellasi UTPbl B OTOT PACIIMPEHHBIA KOHTEKCT, JIMurtpuit bonyeHKo
B cratbe «The Violent Becoming: The Complications of Video Games
in the Order of Capital» o6bsicHSIET, KaK OHU CUMYJIUPYIOT — U CTUMY-
JIUPYIOT — CTAHOBJIEHHE CYObEKTUBHOCTU UTPOKA. Vrpbl IPaKTUKYIOT
HaJl HAMU KaK MSTKHe, TaK U XecTKue (popMbl KOHTPOJISI, HA KOTOPbIe
WUI'POKHM OTBEYaI0T MHOXXECTBOM Pa3jIMYHBIX CTPATETuil COpOTHUBIIE-
Hus. B 37011 cBA3U BukTOprsa KOHCTaHTIOK aHAIM3UPYET, KaK BUPYCHAs
MHTEpaKTHUBHAsl UTPYLIKA BTOPraeTcsl B NpUBaTHble LM(POBbIE NPO-
CTPaHCTBA, MSTKO MIPUHYXas CBOETO YeJIOBEKA-X03I1Ha K HEBPOTU~
YeCKU MOBTOPSIEMBIM JIEICTBUSAM B cTaThe «HeBugumoe Hacunue: TH-
paHusl 6€CKOHEYHOCTU U HacJaXJAeHHe B MHKPEMEHTaJIbHbIX UTpax
(na mpumepe urpsl “Enouka”, Stark Game)». Onupasich Ha MHOTOJIET-
HUIl ombIT B posieBoi urpe ArcheAge, Bukropus Bacunesckas 3ama-
eTcsl BOIIPOCOM B CBoell paboTe «A non-criminal pirate in ArcheAge:
creating ambivalence in the tribe by playing outside of the determined
social practices», 06s13aT€IbHO JI1 B 3TOM Urpe ObITh IPECTYIIHUKOM,
YTOOGBI CUUTATHCSI MUPATOM, M UTO TaKOE€ B KOHEYHOM CYETEe 3aKOHBI
BUpTyasnbHOro mupa. HakoHeu, EBrenuit bBanuHckuii B cratbe «[1po6-
JleMaTHKa BOCCTAHMS CJIETIBIX B UTPOBOM UHAYCTPUU» pACCMaTpUBaeT,
KaK OIBIT JIIOJIeH, INIIIEHHBIX 3PEHUSI, MOKET OBITh TIEPEBEIEH Ha SI3bIK
BUJIEOUTD.

YKacHOe B Urpax — 3TO OLHOBPEMEHHO COIPOTUBJIEHUE PALMO-
HaJILHOMY KOHTPOJII0O U MYYUTEJbHBIN, MOTEHLIMATBHO TPaBMUPYIO-
M OMBIT, CIIOCOOHBIN HAaBCETHa UBMEHUTD TO, KaK UTPOK BUJUT cebsl
u mup. Anema Cepaja onucsiBaeT B cBoelt ctatbe «Crudely, a Machine.
The Dream Machine Through the Lens of Russian Formalism», kak Tem~
Hasi MaTepusl BbIPBIBAETCS U3-TIOJ, KOHTPOJISI B MAJIOOI0)KETHOM, He-
TOPOIINBOY NnactunnHosoi nunau-urpe The Dream Machine (2010~
2017), TBOpUECKU MHTEpIIpeTupylolell Hacaenue 3urmyHaa Operza.

Hacunue Hap peanbHOCTbIO — BOT KPalHssI CTENeHb KeCTOKO-
CTU, Ha KOTOPYIO LU(POBbIE UTPbl CTAHOBSITCSI CIIOCOOHBI 6yaronapst
BCE BO3PACTAIOIIUM TEXHOJOTMYECKUM BO3MOXKHOCTSIM (OTOpeann-
CTUYHOHN CUMYJISILIMM BBIMBIIJIEHHBIX MUPOB. B 6osiee mupoxkom ¢pu-
nocodpckom cmeicae Tumyp XamaaMoB yriy6sseTcsl B BULEOUTPOBYIO
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CAMYJISILMAI0O B Ka4eCTBE MBICJIEHHOTO SKCIEPUMEHTa, 00603HauaeT
TeXHUYECKUe U KOHLENTYyaJbHble TPeOOBAHUS K TAKOMY MeToqy. [a-
mbeH CTI0ApT aHanU3UpyeT ocs3aTesbHblil punodsk B urpe Deus Ex:
Mankind Divided. B cBoeii ctatbe «When Representations Become
Acts: Gamepad Vibration as Physical Violence in Deus Ex: Mankind
Divided» oH moka3bIBaeT, Kak BHE3alHOE, IIOTEHIMAJIbHO Iyramoliee
BTOP>KEHUE B YYBCTBEHHBIN OIBIT UTPOKA 3aCTABJISIET HAC IIEPEOCMBIC-
JIUTH MIOHSITHUE O «TeJle UI'POKA» U B KAKOI MEpe OHO COBMNAJAET (U1
He COBNaJaeT) ¢ HamuM puanyeckum TesoM. Hakonerw, JlnzaBeta Ko-
rajleHoOK UCCJIeSyeT HOBble NMPAaKTUKU BHYTPUUTPOBOI (oTorpaduu
KaK CBO€OOPa3HbINl CUMYJISIKP CUMYJISIKPA, Y KOTOPOTO HET U HE MOXET
ObITb peepeHTa B PEAJILHOCTU.

B neparornyeckux Lesisix Mbl BKIIOUNUIINA B COOPHUK JBa aBTOPU30-
BAHHBIX IEPEBOJlAa COBPEMEHHBIX aBTOPOB, KOTOPbIE HAMEPEHHO pas3-
IBUTAIOT PAMKU UCCJIENOBAHUI UTP, BKJIIOYasl B HUX HE TOJIBKO CBET-
JIyI0 U BECEylo, HO U TEMHYIO Y, 6€3 IPeyMEHbIIEHNUS], KOIIMAPHYIO
CTOPOHY MIPOBOTrO OIbITA. B mepBOM ciyyae Mbl 3HAKOMUM HAIIMAX
PYCCKOSI3bIYHBIX YMTATEJIEN C AKTyaJIbHBIMU UIESIMU Ha CThIKE UCCIIE-
IOBAHUM UTPbl Y KPUTUYECKON TEOPUM Pachl B cTaThe «Mrpa, muiTKa
n YepHsbIl onbIT». O6pamasiacs K YepHOMY OMBITY aMEPUKAHLIEB, IPO-
MCXOOsMX OT paboB, ee aBTOp AapoH TpamMmest 0OBICHSIET, UTO Ha ca-
MOM [IeJIe Urpa He MPOCTO KECTOKA. JIJIs1 TOro, ¢ KEM MUIpaloT, Urpa He
TaK yXX U 4acTO 6bIBAE€T MOJHOCTBIO TOOPOBOJBHOMN, 1 B 3TOM CMBbICJIE
MIBITKA — 3TO TOXKE UTpa.

Bropoii nepeBon, cTtarbs «Bkiaj 3Be3nHON MKOHOrpaduu B Mpo-
CTPaHCTBEHHYIO IPO6JIEMATUKY KOMITBIOTEPHBIX UTP: CJIy4ail UTP-XOp-
popoB» (PpaHIy3CKOro uUcciefoBaTens Menua ['mitoma Baiimernse,
CTaBUT IOJ, COMHEHME TE€POMYECKUI HAppaTUB OCBOEHMS KOCMOCA,
BMECTO 3TOr0 O6palasiCh K y>XXacy, NOPOXIAAEMOMY GECKOHEYHO OT-
KPBITBIM [IPOCTPAHCTBOM.

9Ta KOJIJIEKTUBHASI MOHOTpadusl CTajla pe3yabTaTOM TPEX MEXIY-
HapOJHbIX MEPONPUSITUI (IBYX CEMUHAPOB U KOH(pEPEHLINM), IPOBE-
IenHbIx B 2017-2019 rogax B EBponencKkomM ryMaHMTapHOM YHUBEPCH-
tete (BunbHioc, JIutea) nop, arunoi coobiectsa Games & Scholars,
a TakXe B paMKax JesTeJIbHOCTU JIabopaTopuu UCCaeqoBaHU BU3Y-
aJIBHOY KYJIBTYPBl M COBPEMEHHOIO MCKYCCTBa. Mepomnpusrtus npo-
XOIWJIU NIPU NOOAEPKKE AKaZEMUYECKOrO IElapTaMeHTa COLMaJb-
HbIX HayK U SIDA. MbI BbIpakaeM 671arofapHOCTb BCEM aBTOPaM 3TOTO
CcOOpHHUKA, BCEM YYACTHUKAM U FOCTSIM HAlIMX MEPONPUSITUM, HALIUM
IPYy3bsIM U3 MOCKOBCKOIO COOOLIECTBA UCCIIEOBATEe Urp, MeTep-
6yprckoro neHTtpa uccaegosanuit urp JIMKY, us coobuiecTsa uccie-
noBaTesieil urp SressioHCKoro yHuBepcurera lvl.up u, HakoHel, Ha-
WIMM IPOrpaMMHBIM AoKjaag4yukam: Tomamy MankoBcKomy, JInamy
Mutuenny u lapety loTTy. OTnesnpHas 61arogapHOCTb OTIIPABJISET-
cs1 K Aapony Tpammerny u I'mitomy banimesnbe 3a X TEpIIEHUE, IOHMMa-
HUeE U NIOJJEPKKY IIPU paboTe C NepeBoJaMU UX TEKCTOB.
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Abstract: This article examines the status of video games in the context
of relations between the subject, technology, and capital. The premise of
this exploration is the re-actualization of the critical trend that represents
video games as the cause of violence in real life. In response, we suggest
that the scope of inquiry should be broader and more complex. Most im-
portantly, we need to understand the medium of a video game not as a de-
structive singularity but as a human extension that provides the upgrade
to the current development modes of the subject. In Deleuzian terms, this
medium creates ‘dividuals’, strengthening subordination to the ideologi-
cal apparatuses by technological control. In addition, video games provide
a simulation of the becoming process that can lead to the creation of the
autonomous subject — the cyborg. This allows us to reframe the status of
violence in video games, presenting it as problematic, but differently. In
particular, we consider the following issues: (a) systematic acts of violence
as basic structural elements of the simulation processes, in which the
main problem is the glorification of gore; (b) the surge of violence as the
direct consequence of the attempt to make the becoming process more
realistic, and the problematic state of military video games, which used to
support the controversies of modern neoliberal warfare.

Keywords: violent games, ideological apparatus, subordination, becoming,
cyborg.

Introduction. Violence in video games
as a political problem

Regular, and very vocal, proposals from politicians to place additio-
nal regulations on video games rely on quite a trivial reasoning: games
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disrupt our good society. The consequences of such a populist ap-
proach are rather profound: the video game becomes a legitimate ene-
my, which also means that it is now fully integrated into the network
of current capital power relations. The justification for such rearti-
culation is the (unproven) thesis that violence in video games causes
violence in real life, which, using the terminological toolkit of the left,
we can classify as sabotage of relationships between the subject and
capital. What we need to argue here is that there is indeed a strong
connection between the game, the subject, and capital, but it is much
more complicated than the blunt political rhetoric around the tech-
nology suggests.

The primary theoretical paradigm of this article is the post-Mar-
xist critique of the subject and technology. The structure of this arti-
cle is as follows: Section 1 analyzes how and why video games become
a political issue, and which status in the circuit of capital it current-
ly holds. Section 2 introduces the critique of the subject and the role
of violence in its development. Section 3 explains how the video game
becomes a part of the officially sanctioned subordinate relations be-
tween the subject and capital, and how it creates a possibility for the
simulation of becoming. The last section explains how using the per-
spective developed in the second and the third sections we can under-
stand the problem of violence in video games, and what controversies
it causes when we consider it concerning the order of capital. While
this article does not introduce any apologetic rhetoric for the status of
video games, it widens the discursive field, in which such rhetoric can
appear.

Violence in the media seems to be a normalized problem until
a unique precedent takes place. For instance, in 2018 there was a scan-
dal around Lars von Trier’s thriller The House That Jack Built (2018).
The movie included many naturalistic scenes and caused the outrage
of viewers, critics (‘Lars von Trier is a stupid, arrogant troll [...]' writes
Justin Chang for Los Angeles Times (Chang, 2018)), and the Motion Pic-
ture Association of America (as the distributing company released the
unrated director’s cut without its permission (Sharf, 2018)). However,
the criticism of video games is more radical, as cultural recognition of
the legal framework that controls it is different. In the film industry,
there is a conventional set of constraints dictating what level of vio-
lence is appropriate and for which audience, which both viewers and
experts rarely debate (and if they do, it does not reach the political le-
vel). While video games do have a similar system of constraints, there
are political debates about whether these constraints are sufficient,
and whether it is correct to classify games along with films.

The most obvious reason for the fact that the violence in video
games makes such an easy target is like the game: not representative,
but simulative. The game does not only represent violence but invites
participation in acts of violence. As Alexander R. Galloway puts it, the
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game is an ‘action-based medium’ which means that it does not only
demand interactions (as any other software application), but also the
involvement of the user (Galloway, 2007, p. 3). Due to this fact, violence
in films and games is different: the film is a (comparatively) neutral de-
piction of violence that presupposes only the emotional involvement of
the viewer, but the video game is a performance of violence that walks
the player herself (quite often quite meticulously) through the acts of
violence. Therefore, among all media rated for consumption, the video
game is the most provocative and, low-hanging fruit for political tech-
nologists.

For this reason, the video games problem is regularly included in
political campaigns. One notable precedent occurred during the 2016
elections in the USA; this was the rare instance of agreement between
the parties of Democrats and Republicans. They reached the con-
sensus in their wish to re-categorize video games: to withdraw them
from the category of general entertainment and to close them up in
the section of adult entertainment alongside, as the candidate from
democrats Hillary Clinton once described it, ‘tobacco, alcohol, and
pornography’ (Peterson, 2015). While Hillary softened during the elec-
tions themselves (she even posted her photo playing a Nintendo, and
acknowledged that not all video games are the same), her opponent
who eventually defeated her, Donald Trump, continued to stress the
fact that ‘Video game violence and glorification must be stopped [...]’
(Trump, 2012). In his opinion, violent video games are the major cause
of school shootings. In this case, the blunt rhetoric about ‘the game
equaling pornography’ did not receive any upgrades: he demanded to
rate video games (and sometimes entertainment in general) ‘for what
they’re doing and what they’re all about, which can be interpreted as
‘teach to kill' (Hall, 2018). Trump then organized meetings with repre-
sentatives of game companies, but this eventually did not lead to any
noticeable consequences.

We could argue that Trump treated video games in the same way
as immigrants or foreign intervention in the elections. They were the
problematic externality, which complicated the execution of biopoli-
tics. The major problem with his argument is that there is no scien-
tific evidence that violence in video games is the source of real-life
violence. Trump’s position on video games can only be classified as
a subjective opinion. Moreover, there is a reason to believe that his
rhetoric was intentionally misleading. As some critics say, video games
received heightened attention because someone or something should
take the blame for the persistent problem of gun violence in the USA,
and the government was using games to ignore other more evident and
essential causes (Sarkar, 2018). Remarkably, the critics noted that the
problem behind the gun violence is not the lack of restrictions over the
contents of games, but the lack of restrictions over the distributors of
weapons (which happens because, as with everything in the neoliberal
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history of the USA, weapon companies are private companies, and
they operate according to common market rules). Some critics called
Trump’s actions a ‘political theater’, in which the video game industry
was a ‘scapegoat’ (see, for instance (Allen, 2018; Ibrahim, 2018).

It is not even important who was right: Trump or his critics. Most
importantly, the status of video games was rearticulated once again:
due to these circumstances, video games received a promotion from
entertainment to a political issue. However, in the context of a critique
of capitalism, we need to reverse this conclusion: video games were
no more alien to the political processes of modernity, they became
an internal force that can modify the circuit of capital. Stigmatization
in this case is not an obstruction but a promotion. There are certain
cases when capital absorbs and instrumentalizes the critique because
its legitimate claims and transformative potential are recognized as
a threat, but this case demonstrates that it can do the same to a phe-
nomenon that under other circumstances would be classified as an
oddity. It appeared that video games had discursive connections to the
already unstable relationships between the government of capital, the
subjects and the regulative and subordination ties that exist between
them. This is not because video games are a violent medium, but be-
cause everybody plays them. After all, the presence of violence does
not necessarily transform into a political issue: nobody discusses the
harmful effect of Italian ‘giallo”, because the target audience of its
best-known auteurs (namely Dario Argento and Mario Bava) is rela-
tively small, and nobody argues that the system of regulations of this
genre is not sufficient. Given the size of the game industry (it earned
43.4 billion in 2018, which is 17% higher than in 2017 (Minotti, 2019)), and
the number of users involved (the amount is 2.2 billion in 2018 (Wijman,
2018) and 67% of USA citizens play (Crecente, 2018)), this political colli-
sion was inevitable, as blockbuster games started making more money
than blockbuster movies. In other words, the game industry is mature
enough to be a scapegoat, as its size is now immense. Therefore, the
PG system is suddenly dysfunctional, and we are back to the discus-
sion of what is allowed and what is not.

By being an externality, the game becomes a modifying factor
in political economy. Of course, it previously had an affiliation with
different aspects of it. The video games industry is a part of capital
production by default in a purely economic sense: as every commo-
dity of capitalism, it comes from human labor. It also absolutizes la-
bor, creating the phenomenon of ‘playbor’ and, therefore, changes our
understanding of work (Scholz, 2013). However, with all these scan-
dals around violence, one more connection is established: the game is
not an economic but political force that undermines the subordination

1 «Giallo means «yellow» in Italian, but in cult cinema discourses the term refers
to a group of violent, highly stylized Italian crime films» (Kannas, 2019).
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mechanisms. Meanwhile, these two connections are not the only logic
that we can apply to the relation between the video game and capital,
and later we are going to suggest other ways of how the video game fits
into the rotating machinery of capital.

1. Becoming the alternative to subordination

The discussion around video games is a part of a larger narrative using
which the government tries to moderate the impact of technologies on
the mechanisms of subject development. The subject is important as
it is a functional part of the scheme: as Judith Butler puts it, the sub-
ject is a paradoxical construct that is both a result and a source of the
power execution (Butler, 1997, p. 2). Capital, in this case, is the prere-
quisite that hijacks and modifies every action of the subject and at the
same time delegates it the responsibilities for further autonomous re-
production. To control this configuration, as Gilles Deleuze or William
Bogard would point out, capital produces abstract machines, and as-
semblages, which Louis Althusser calls ‘apparatuses’ and Michael Fou-
cault ‘dispositifs’ (Bogard, 2009). What digital technologies in general
and video games, in particular, are capable of doing, is altering the de-
velopment techniques of the subject and weakening the assemblage,
which can lead to unintended consequences. In this context, we need
to define the status of the subject, the modes of its development, and
the role of violence in it.

1.1. The Subject

Even in the pre-digital stages of modernity’s development, the verti-
cal distribution of power between the government and society was al-
ready skewed. However, the notable shift in power redistribution took
place with the introduction of ICT, and the ability of the government
apparatus to control the subject’s development decreased. Of course,
as Michael Hardt and Antonio Negri put it, capital relatively quick-
ly recovered by turning information and communications technolo-
gies (ICT) into the new mechanisms of control (Hardt & Negri, 2000,
p. xii), which did not eliminate is the value of technologies but forked
the course of its development. As a result, we now witness the situa-
tion where the balance of power becomes both altered and radica-
lized: ICT have provided unprecedented liberation for the subject and
unprecedented control for the government. In this context, there are
two main scenarios for the subjects’ modifications — the ‘dividual’ and
the cyborg.

Bogard argues that the definition of the subject alone does not ex-
plain the embodiment of the control practices. He suggests pairing the
definition of the subject with the definition of ‘dividual, which does
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not replace or deny the subject but extends its function by techno-
logical determinism (Bogard, 2009, p. 22). This addition is crucial, be-
cause, despite the notable interference of repressive apparatuses, the
subject is the ideological /discursive construct that restricts material
life as the result of epistemological manipulations. Meanwhile, the di-
vidual is the result of the physical interference that strengthens this
manipulation. Therefore, the subject-dividual is the capital’s ultimate
goal after ICT became integral to the evolution of modernity. On the
other hand, there is Donna Haraway’s conceptualisation of the cyborg
which is opposed to the dividual both teleologically and ontologically.
The definition of cyborg does not highlight the material dependence
on technologies, nor does it strengthen the coherence of the subject’s
subordination. On the opposite, it gives a normative perspective of the
subject’s autonomy that we can reach with the right utilization of tech-
nological extensions. For a cyborg, the technology is a tool that helps
to open a restraining codification chain and create an alternative sub-
ject.

1.2. Becoming

In the case of the dividual, the mode of the subject’s development is
subordination, and in the case of the cyborg, it is becoming. Deleuze
uses the latter definition to describe the alternative mode of develop-
ment that ignores the necessity to build a linear history and proposes
multiple temporal perspectives. While the subject still can not escape
the objective movement of time, s/he can alter the process of her/his
evolution through certain conventional temporal stages prescribed by
capital: ‘to get young and old’ at the same time as they put it (Deleuze,
1995, p. 170).

In this context, the becoming is a temporal analog of reterritoriali-
zation, which is a reorganization of the pre-determined microphysics
of spaces. Together they are constituting coordinates for the alterna-
tive subjectivity, which main aim is to recode the assemblage and force
it to work not for the system, but the subject. Michael Hardt and An-
tonio Negri, and later Bogard, argue that the primary aim of such re-
wiring of the assemblage is ‘commonwealth’, which is the mode of col-
laborative production of material and immaterial things (Bogard, 2009,
p. 27). The capital system, no matter if it is democratic or autocrat-
ic, is threatened by this: the appropriation of technologies by the cy-
borg in the process of becoming destabilizes capitalism (which is shat-
tered even without it but still feasible).

It can easily be argued that the projective nature of the subject
and accent on reflectivity in late modernity blur the boundaries be-
tween the subordination of the subject-dividual and the becoming
of a cyborg. However, as Hardt and Negri suggest, while the mecha-
nisms of control pretend to be loose and invisible, one can take the
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subordination for liberation. Therefore, it is fair to assume that be-
coming remains as unattainable as it ever was. In other words, ICT can
help rewire the assemblage to make it more adaptable, but even new
technologies cannot prevent it from fulfilling its initial purpose. Simi-
larities between the two modes are striking, and differences are subt-
le, so the subject can choose the wrong paradigm of development and
end up being a latent dividual instead of a liberated cyborg.

1.3. Violence

Subordination as the fundamental relation between capital and the
subject is a series of non-deliberate design choices. Ludic violence, as
a particular form of violence, is always immanent to it. According to
Slavoj ZiZek, there is subjective and objective violence, where the sub-
jective is concrete and visible, and the objective is abstract and con-
cealed (ZiZek, 2008, p. 9). Baudrillard describes a similar situation
when he explains the native character of violence in the labor proces-
ses (Baudrillard, 1993, p. 12). Firstly, we must note that such concep-
tualization of violence goes beyond the understating of its daily appli-
cation. Violence is not used as a general term for a particular class of
actions or specific manifestations of power. It is not only contextual
but also non-evident: it is the sum of practices that inherit the system
and are essential for its proper functioning, as violence allows capital
to receive and increase the economic surplus.

The violence of capital is rarely explicit in peaceful times; it is (a)
imminent and (b) domesticated violence. As Zizek notes, it is subtle,
dissolved in the mechanisms of capital, and always ready to be show-
cased explicitly. A system representative can legitimately or illegiti-
mately use violence without any penalties from the local and interna-
tional democratic institutions. As Paul Virilio would point it, we live in
the context of ‘administration of fear, surrounded by loaded weapons,
courts, prisons, and soldiers who are ready to turn the subject’s peace-
ful daily life upside down (Virilio & Richard, 2012). Then, there is the vi-
olence of capital, naturalized and perceived as the ‘objective rules of
life’. When this system malfunctions, this ‘objective violence’ gives way
to the one immediately directed at the subject. It is precisely the mo-
ment when the ideological apparatus intensifies its message and we
hear politicians condemning video games.

2. Video game as a simulation of becoming
To sum it up, violence is an underlying, and sometimes heavily secured
and concealed principle that organizes relations between the subject

and capital. Based on that, we can understand the critique of video
games in the following way: allegedly, violence in video games allows

TOPOS Ne1, 2022 | 33



the inevitable malfunctions in the system to occur more often. In other
words, the game is a medium that uncovers the hidden principles in
the machinery of capital. However, in this case, we may overlook the
fact that the capital is also using video games to prevent disclosure of
its hidden mechanisms. To see the role of the video game this way, we
need to consider the game as an extension. According to McLuhan,
an extension is an amplification of physical and psychical capabilities
which amplify its practices (McLuhan, 1994, p. 4). In particular, a vi-
deo game provides a way for virtual reality to augment social reality. In
this case, the game is not just a technology that inserts itself into the
infrastructure of modernity, but an institute, which shapes practices
by using certain norms and rules. Here we consider two ways of how
a video game can modify the subject-capital relations: the first way is
sanctioned and aims to improve subordinative mechanisms, and the
second way is an alternative that supports the idea of becoming.

2.1. The sanctioned culture

There are multiple modes of augmentation through a video game. In
most cases, the game is designed to be an extension whose role is dic-
tated by the necessity to create the use-value for entertainment. Be-
sides, there are highly realistic games, such as the widely discussed
Microsoft Flight Simulator (Egenfeldt-Nielsen, Smith, & Tosca, 2008,
p. 173), which target recursive loops of professional practices. More-
over, there is the phenomenon of gamification, in which it is not the
world that is implicit to a game, but the game is implicit to the world.
Finally, there are non-digital games, which are not included in the de-
bate due to the lack of the explicit display of violence?. However, in the
case of digital games, we see the game culture which is sanctioned by
capital, and which augments the subject-dividual practices.

There is a trend of using video games to strengthen the relations
of capital: companies, including NASA, use various software simula-
tions for research and development purposes; there are guides on how
to utilize Microsoft Flight Simulator X for the pilot training; the U.S.
Army recommends to soldiers to play Call of Duty in a peaceful time
to maintain the military identity (Romaniuk, 2017). In this context, the
video game matters if we consider it as a normative representation, or
if we want to stress the active nature of video games, as a normative
simulation. As Alexander K. Galloway mentions, video games rewire
the player to execute specified algorithms (Galloway, 2007, p. 92), and
it seems that this becomes a paradigm to strengthen the subordina-
tion processes.

2 Violence and subordination in non-digital games still can be implicit, as it is
discussed in Trammell, A. (2020). Torture, Play, and the Black Experience.
G|AIM|E Games as Art, Media, Entertainment.
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What are the consequences, and also the benefits of the increased
attention to video games in society? From this perspective, even the
sanctioned games have not been fully recognized as integral but ra-
ther temporal or decorative supplements of the ideological apparatus-
es. Hence, even though the video game is ‘officially useful, it is still
considered experimental, which means that the practical applicabi-
lity of the game still cannot escape stigmatization. The central cri-
tique here is that the game can create an illusion of a simulation, but
it can make zero impact on social reality, simply replacing less attrac-
tive parts of this reality instead. However, such an escape can be use-
ful if necessary. From early on, computers became helpful to people
who experienced issues with socialization, as Sherry Turkle has poin-
ted out (Turkle, 2005). This trope allows us to consider the game not
as a perpetually innovative training apparatus for subordination, but as
a starter kit for becoming.

2.2. Simulation of becoming

Interpreted in this way, a video game is an alternative to subordination.
In particular, such a critical position can be provided by role-playing
games like The Elder Scrolls III: Morrowind (2002) or Baldur’s Gate
(1998), which have mechanics that encourage various types of simu-
lations. There are four ways we can talk about becoming in this con-
text. In the first case, it is a steady development of the virtual alter ego
that the user can approach as a simulation. Such development includes
making decisions about character updates, equipping tools or wea-
pons, and then watching a spectacle that is similar to one of the fights
in the film Real Steel (2011). In the second case, the player develops
their skills by interacting with the game such as Commandos (1998),
X Com (1994) or any esports game. In this case, development is less
about the design of the virtual character than directly about the ac-
tions of the player who operates the character. The skills that the play-
er develops are the property of the player themselves; the better they
adapt to the game rules, the further the progress can go. The third
case of in-game development takes the non-linear direction of story
narratives and spatial narratives as described, for instance, by Hen-
ry Jenkins (Jenkins, 2004). The underlying factor that makes all three
ways of development so essential is decision-making. It also manifests
the bifurcation point for character development in drama (according
to John Truby for instance (Truby, 2008)).

These three approaches to constructing the ludic self reinforce
each other and make decision-making as complex as possible. In the
case of Baldur’s Gate, artful management of the party is never enough
if each party member is weak. For this article, the best example can
be found in Deus Ex (2000). The problem with Baldur’s Gate is its old-
fashioned tabletop mechanics, namely dependence on the role of
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invisible dice, which have too much executive power. In comparison,
Deus Ex is a first-person action game that allows the user to control
the character directly, enhance it with implants, and choose how this
combination of personal choices and the design of the character can
assist in completing quests. In this case, such ‘micromanagement’ of
the character directly impacts the repertoire of tactics which the user
can utilize.

The video game as a simulation for becoming is an easy target to
criticize: even if it is an open-world video game, it is still a pre-de-
signed definite experience. Therefore, decision-making is only possib-
le between the given options, which is the kind of experience that
Baudrillard calls simulative (1993, p. 61). However, it is necessary to re-
member that a game is a means of entertainment, not a manual for
revolution, and such simplification of the concept of becoming is re-
quired to sell it to the mass audience. However, it is another question
whether this particular level of simulation is effective enough. In the
end, all we need is an active medium that serves as a starting toolkit
for further development. In the end, we need to consider not what the
games suggest but how it is used.

2.3. Play and Game

To distinguish between the real and the simulated freedom of actions,
we may turn to the insight that Mckenzie Wark derives from Jacques
Derrida’s differentiation of play and game: play is a sum of actions
without any particular order or a definite aim, while the game is an ac-
tivity within the defined framework of a rulebook (Wark, 2007, p. 14).
The play is a chaotic, borderless and unrestrained pleasure; the game
is a set of fixed states, where the environment itself and all actions in
it are predetermined. Further on, Wark makes an even more important
point and argues that the game and play are not necessarily contradic-
tory categories, but ‘play’ can exist within the restraints and confine-
ments of a ‘game, if the user chooses the right mode to relate to it. In
this sense, all open-world games, from Grand Theft Auto III (2001) to
numerous episodes of The Elder Scrolls III (2002) can be placed on the
continuum from ‘play’ to ‘game” what they offer is not complete free-
dom of choice, but carefully designed areas where freedom of choice is
possible. Moreover, it is not only the structural properties of the game
that allow them to oscillate between these two categories but also how
the player inhabits the game and brings its mechanics to life. In this
sense, Star Wars: Knights of the Old Republic (2003) is more of a ‘game’
but it is also a ‘play’ if we utilize its resources properly (or blindly).

In further discussions of the liberating potential of video games,
we may want to consider not just the fictional reality of the game, but
video games as a medium at large. For example, we can discuss what
Galloway calls a meta-interface (Galloway, 2007): the tools that allow
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the user to go beyond the lore while still staying inside of the game
space. Such functions as ‘save’ and ‘load’ allow the in-game events to
become reversible, which bends the linearity of subordination. Toge-
ther with the previously mentioned three interpretations and one fac-
tor of becoming, the meta-interface supports what we call ‘replay-abi-
lity, which, in this context, means the potentially infinite amount of
scenarios that the active nature of the game makes possible. Replay-
ability works against the one-dimensional imaginary landscape of the
subjectivity that capital imposes. While remaining a pre-designed me-
dium, the video game still provides more degrees of freedom that the
subject can access in the iron cage of daily life. Furthermore, if we take
networking in online games into account, the collective play opens the
intersubjective dimension of tribal cooperation (see Stephen Smith
and Tyrone Adams (2008)), which can ultimately recreate the social
reality, but is now based on new and different rules, in the act of col-
lective becoming.

3. Complications of violence

No matter if we consider a video game a simulation of subordination or
becoming, violence remains a persistent problem. However, the game
rearticulates the status of violence, which changes from the intentio-
nal sabotage of the system to a side effect of the education process.
Below we consider three further complications of violence made vi-
sible by conceptualizing the game as a simulation of becoming. Firstly,
our speculations should not obscure the main issue, as violent acts are
still the dominant mechanic of simulation. Secondly, the gore is tight-
ly connected to realism in video games, which in turn is the product
of technological innovations in graphical processing. The more literal
and detailed the simulation becomes, the more evident violence gets.
Thirdly, the status of military video games becomes even more comp-
licated. As simulations of subordination, they used to justify the neo-
liberal regime and now suffer an (unexpected) backslash from their
discursive allies.

3.1. Modulation of violence

The first controversy of video games is that violence may be their in-
tegral structural part. In this very specific case, we are not speaking
about certain harmful attitudes such as racism or xenophobia (which
are topics for different papers), but, more generally, about the under-
lying ontological necessity to harm to proceed with the narrative. On
the ontological level, violence in video games is the implicit part of the
functional system, so much so that it becomes a routine. Describing
the consumer society, Baudrillard points out that not only objects are
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commodities, but even phenomena become commodities by adopting
the character of objects’ model production and distribution (George
Lukacs named the similar process ‘reification’ (Lukacs, 1972)). Violence
is yet another non-material phenomenon that be reified when pro-
duced industrially (Baudrillard, 1996, p. 35). The model upon which its
production relies is the reincarnation of the platonic idea, which stays
behind the curtain but serves as a blueprint for every ‘real’ phenome-
non (Baudrillard, 1993, p. 57).

In video games, there are at least two layers of modelling which
can relate to two different understandings of becoming. The first one
is the game mechanic which makes the player systematically kill ene-
mies to pass through game locations; this understanding is rooted in
the environmental narratives Jenkins is talking about (Jenkins, 2004).
The second kind of becoming is what we call ‘tactics™ the methods
which players invent or borrow to make their raids more effective.

Of course, there are numerous examples and cases where the play-
er can pass a game without killing anyone, relying only on diplomatic
abilities. For instance, in the controversial violent action game Postal 2
(2003), in which (non-motivated) violence is the main selling point, the
player can still avoid it and live a long day of dull suburban life to comp-
lete the game. Many RPGs such as Torment: Tides of Numenera (2017)
suggest more sensible non-violent ways to complete the game, as the
player can talk their way out of every situation. However, these are also
exceptions to prove that the peaceful way is an unpopular alternative.
In the case of Postal, peaceful solutions ignore many game mechanics
and do not introduce many new ones - isn't it proof that games are
not games without violence? Generally, non-violent methods are ra-
ther exotic in mainstream games.

Violence makes the interpretation of the game as the simulator of
a cyborg rather problematic. Of course, the cyborg was never innocent:
in Haraway’s writing, a cyborg is a renegade who escaped the circuit of
capital (Haraway, 1990, p. 154). Deleuze and Guattari have stressed that
their analog of the cyborg, Nomad, is a war machine (Deleuze & Guat-
tari, 1987, p. 351). However, in this case, it is not always clear what can
justify the cinematic repeats of deaths in Max Payne 3 (2012), glorified
fatalities and brutalities in Mortal Kombat (1992) the victorious scream
‘headshot’ in Unreal Tournament (1999) and even the exploding bodies
after critical hits in Baldur’s Gate. Can the didactical value of becoming
justify violence in video games, and can anything at all justify violence?

We can, of course, argue that the extreme example of becoming is
a role-playing game (RPG): such games do not describe the objective
process of development, but rather the peak of transition. Or we can
pretend that the accusations are redundant and argue that violence is
the unfortunate routine part of the process of becoming. In both ca-
ses, we recognize violence in video games as an apriori harmless fea-
ture, an objective circumstance. With this argument, we suggest the
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critics drop charges and pay attention to other features of games such
as photorealism. However, the realism of video games is not immune
to bold questions that may finally win over the (lack of) scientific ratio-
nality in debates about violent games.

The public drama around video games is the result of two instanc-
es of negligence: politicians overrate the impact of violence, but ga-
mers tend to underrate it. It is fair to say that one discursive element
is absent from both lines of argumentation, and this element is the ac-
knowledgement that the violence is designed to be cool. The real prob-
lem may be a glorification of violence in pop culture, rather than re-
al-life violence as a consequence of consuming violent media. Video
games structurally rely on implicit and explicit violence, and capital
valorizes this fact to increase the surplus value extracted from the cul-
ture industry. Even if mediated violence is harmless, can we allow it to
be a showcase of our culture? This is not the question of interactive
ethics, but the question of interactive aesthetics, and it is not about the
norms of behavior, but about the norms of representations.

3.2. Realization of violence

The second contradiction of violence in video games is their prefe-
rence for realistic gore. It may seem that the opponents of video games
see the glorification of violence and its consequences as the central
problem. However, as Ian Bogost pointed out, such problems did not
emerge when video games became realistic, but when Pac-Man (1980)
was programmed to eat its enemies to proceed further (Bogost, 2015,
p- 46). In other words, it is not (only) the display, but the ontology of the
game that worries critics so much. Our case reflects the double-laye-
red structure of capital that Guy Debord described as the spectacle
(Debord, 1983): the showy display hides repressive machinery, but both
are equally guilty as they are one mechanism. Historically, current bad
publicity around video games is based on the ontological accusations
that later were strengthened by the arguments about representation.
However, such realism is also what allows for convenient becoming.
In this sense, the game is a step forward from the hyperreal norma-
tive images of propaganda. The technological advancements altered
video games in the same way as films: the subtlety of visual narrative
was replaced by explicit detailing. Once suitable technologies became
available, developers of video games were eager to implement realis-
tic 3D graphics to make users rely less on their imagination and more
on empirical virtual worlds. We as gamers moved from the early model
of representation where text described the details that GPU failed to
provide, to the more direct contemporary mode in which elements of
the game do not exist if they are not shown. At the earlier stage, archa-
ic sprite engines were not capable enough to present realistic graphi-
cal assets, and the texts of the game were responsible for driving its
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narrative; these texts also filled in the logical gaps, so the players could
imagine what was technically impossible to depict (especially RPGs on
Infinity Engine exploited this approach extensively). At the contem-
porary stage, the new visual mode of realistic representation has in-
creased marketability, and, consequently, transformed video games
themselves. The new isometric look of Neverwinter Nights (2002) won
over the former fan base of Baldur’s Gate. The first person perspective
of Morrowind allowed players to take better control over the charac-
ter, and the window for character build-up became just a supplement
to the core gameplay, rather than the primary element of the interface.

The inevitable consequence of advancement in graphics was that
game violence was becoming more scandalous when the game depic-
ted manslaughter. Not just the outfit of the enemies, but even their
internal parts had to be photorealistic. For instance, the mechanics
of the already controversial Mortal Kombat received a makeover that
converted the insides of killable characters from abstract red lines into
detailed representations of internal human organs. The more visual-
ly literal the killing scenes became, the more evident they made the
original sin of the video game that pedantic critics had already disco-
vered in Pac-Man.

3.3. Contradiction of violence

The third controversy primarily concerns the simulation of subordina-
tion, which is not limited by relatively harmless projects such as Mic-
rosoft Flight Simulator. It should not come as a surprise that violence
has played a key role in the games that depicted historical or modern
conflicts. Militarist values of the dominant ideology are reinforced by
action and strategy games and normalized in-game cultures. Video
games have been supporting the neoliberal warfare of the USA in par-
ticular and glorified the status of the US military for decades. Given
that routine violence is a significant part of video game ontology in
general, it can be argued that armed conflicts became a prominent
narrative of modern life and a particularly attractive selling point for
action games. In the words of McKenzie Wark, this narrative is a part
of the military-entertainment complex (Wark, 2007, p. 6). Moreover,
producers of video games did not create original discourse for it but
appropriated other media such as TV programs and films. This is how
Operation Flashpoint (1999), Call of Duty (2003), and Battlefield 1942
(2002) series found their target audiences. This narrative then re-
ceived critical acclaim from state representatives: video games are
used as a part of military routine even in peaceful times to maintain
soldiers’ identity, and there is the game America’s Army (2002), pro-
duced by the US Army to promote a career in the military.

The official attitude changes when violence in video games is
declared a national threat. In this situation, military games find
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themselves in an uncomfortable position. On the one hand, a celeb-
ration of violence in military action disrupts the idea of subordina-
tion. On the other hand, subordination is simultaneously reinforced by
the narrative and the action, where the common good is achieved by
climbing up military ranks. As a result, both the opponents and pro-
ponents of video game violence are trapped in a discursive loop. When
Trump’s administration attempted to make video games responsi-
ble for domestic violence, it also implicitly prevented the same video
games from justifying the actions of the US army abroad. This can be
seen as a major glitch in the state ideology.

The situation becomes even more peculiar when it is difficult to
distinguish propaganda from mediated violence. In the meantime, the
government has never made any attempt to prevent US television such
as Fox News from showing the same kind of military violence e.g. in
news programming. From this perspective, the government (acciden-
tally) tries to censor, or at least restrain, the simulation of subordina-
tion, not violence as such. Therefore, the problem is like the medium,
and also, in the proprietary right to control the narrative.

A third-party simulation claims ownership of the narrative which
is typically a proprietary representation owned by the state media.
Television provides the old-fashioned one-directional communication
channel through which the state apparatus can fully control the situa-
tion. At the same time, even the most linear video games call for active
participation. In some cases, this means participation in acts of vio-
lence that are more brutal than any broadcasts from the war zones.

However, video games also provide too much room for maneuver.
Full control over the game subject makes various unscripted options
available: the player can devalue the narrative of patriotic violence by
turning it into a massacre, or by refusing to leave the camp. Both sce-
narios disrupt the simulation of subordination and create use cases for
a simulation of becoming.

Conclusion

In this article, we have discussed the problem of violence in video
games by applying the critique of the relations between the subject
and technology in the context of capital order. Populist critics hold
violence in video games accountable for real-life terrorist attacks; as
preventive measures, they demand to place stricter regulations on the
distribution of violent games, similarly to pornography; which would
eventually withdraw such games from the public sphere of entertain-
ment. There are two aggravating factors: firstly, video games are not
just interactive but also an active medium that makes players perform
simulative acts of violence. Secondly, the size of the video games indus-
try is now immersive. As a result, the video game enters the interplay
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of power between capital and the subject, in which violence is already
the critical systemic principle, eventually leading to real-life violence.
While being stigmatized as the cause of this problem, the video game,
like most of the digital media, radicalizes and destabilizes the power
relations within the system. The capital attempts to turn the individual
into the dividual, to establish the subject as the repressive ideological
construct. The critics of the regime of capital suggest that technolo-
gical and other extensions make us cyborgs who approach technolo-
gies as means for one’s redesign. The specific role of the video game
in this process of cyborgization is to provide the simulation that can
support both the modes of subject development. In the case of sub-
ordination, the video game streamlines its processes, and in the case
of cyborgization, the game allows for the simulation of becoming, the
non-linear model of the subjectivity development.

Populist critique of violence in video games is often one-dimen-
sional. On the other hand, the game as a simulative extension provides
a much more complex interpretation of the problem of violence. There
are at least three complications of violence that become visible when
we look at video games from this perspective.

First of all, we should consider the glorification of violence ques-
tionable. (Hyper)realistic depiction of violence makes the process of
becoming controversial because even its simulation is tightly coupled
with systematic violent acts. This becomes an aesthetic issue instead
of ethical, no matter if games have any direct connection with violence
in real life.

Secondly, the problem of violence reemerges as the logical conti-
nuation of the increasing level of realism, which allowed the profound
simulation of becoming or subordination in the first place. Even old
games with very abstract representations of violence caused contro-
versies, which means that it is the ontology of video games that caused
criticism. Today, meticulously realistic depictions of gore provide even
more arguments to the critics of violent video games, who may even
use it in their presidential campaigns. Lastly, military-themed games
are no more enjoying their status of sanctioned simulations of subor-
dination. Such games obtain a more problematic status, as their vio-
lence at the same time legitimizes the violent foreign policies of neo-
liberalism. By realizing it, we witness the biopolitical glitch, as one part
of the ideological apparatus is criticizing another part of the same ap-
paratus for the legitimation of repressive politics.

References

Allen, S. (2018, March 15) Video games: a convenient scapegoat. [online] Nor-
thern Slant. Available from: https://www.northernslant.com/video-
games-convenient-scapegoat/. [Accessed 11 December 2020].

42 | DZMITRY BOICHANKA


https://www.northernslant.com/video-games-convenient-scapegoat/
https://www.northernslant.com/video-games-convenient-scapegoat/

Baudrillard, J. (1993) Symbolic exchange and death. London: SAGE Publications,
254 p.

Baudrillard, J. (1998) The consumer society: Myths and Structures. London:
SAGE Publications, 208 p.

Bogard, W. (2009) Deleuze and machine: A politics of technology. In: Poster, M.,
Savat, D., ed. Deleuze and new technology. Edinburgh: Edinburgh Univer-
sity Press, pp. 15-31.

Bogost, I. (2015) How to talk about video games. Minneapolis, London: Univer-
sity of Minnesota Press, 197 p.

Butler, J. (1992) Contingent foundations: feminism and the question of “post-
modernism.” In: Butler, J., Scott, J. W., ed. Feminists theorize the political.
New York: Routledge, pp. 3-21.

Butler, J. (1997) The psychic life of power: theories in subjection. Stanford Uni-
versity Press, Stanford, California, 218p.

Certeau, M. (2013) The practice of everyday life. California: University of Cali-
fornia Press.

Chang, J. (2018, March 15) Lars von Trier’s ‘The House that Jack Built’ and Spike
Lee’s ‘Blac KkKlansman' make for a night of provocation in Cannes. [on-
line] Los Angeles Times. Available from: https://www.latimes.com/en-
tertainment/movies/la-et-mn-cannes-chang-the-housethat-jack-built-
blackkklansman-20180515-story.html. [Accessed 1 August 2020].

Crecente, B. (2018, September 11) Nearly 70% of Americans Play Video Games,
Mostly on Smartphones (Study). [online] Variety. Available from: https://
variety.com/2018 /gaming /news/how-many-people-play-games-in-the-
u-s-1202936332/. [Accessed 1 August 2020].

Debord, G. (1983) Society of the Spectacle. St Petersburg, Florida: Black & Red.

Deleuze, G. (1995) Negotiations, 1972-1990. New York: Columbia University
Press, 221 p.

Deleuze, G., & Guattari, F. (1987) A thousand plateaus: capitalism and schizo-
phrenia. London, New York: University of Minnesota Press, 612 p.

Ducharme, J. (2018, March 12) Trump blames video games for school shoo-
tings. Here’s what science says. [online] TIME. Available from: http://time.
com/5191182 /trump-video-games-vio lence/. [Accessed 1 August 2020].

Egenfeldt-Nielsen, S., Smith, J. H., Tosca, S. P. (2008) Understanding video
games: the essential introduction. London: Routledge, 304 p.

Foucault, M. (2008) The birth of biopolitics. Lectures at the college de France,
1978-79. New York: Palgrave Macmillan.

Galloway, A. R. (2007) Gaming: Essays on Algorithmic Culture. Minneapolis:
University of Minnesota Press, 160 p.

Hall, C. (2018, March 1) President Trump will meet next week with members
of the video game industry (update). [online] Polygon. Available from:
https://www.polygon.com/2018/3/1/17068340/president-trump-video-
game-industry-meeting. [Accessed 5 August 2010].

Haraway, D. (1990) A cyborg manifesto: science, technology, and socialist-fem-
inism in the late twentieth century. In: Haraway, D., ed. Simians, cyborgs
and women: the reinvention of nature. New York and London: Routledge,
pp. 149-181.

Haraway, D. (1997, February 1) You are cyborg. [online] WIRED. Available from:
https://www.wired.- com/1997/02 /ffharaway/. [Accessed 5 August 2010].

Hardt, M., & Negri, A. (2000) Empire. Cambridge, Massachusetts: Harvard Uni-
versity Press, 478 p. https://doi.org/10.2307/j.ctvjnrw54.

TOPOS Ne1, 2022 | 43


https://www.latimes.com/entertainment/movies/la-et-mn-cannes-chang-the-housethat-jack-built-blackkklansman-20180515-story.html
https://www.latimes.com/entertainment/movies/la-et-mn-cannes-chang-the-housethat-jack-built-blackkklansman-20180515-story.html
https://www.latimes.com/entertainment/movies/la-et-mn-cannes-chang-the-housethat-jack-built-blackkklansman-20180515-story.html
https://variety.com/2018/gaming/news/how-many-people-play-games-in-the-u-s-1202936332/
https://variety.com/2018/gaming/news/how-many-people-play-games-in-the-u-s-1202936332/
https://variety.com/2018/gaming/news/how-many-people-play-games-in-the-u-s-1202936332/
https://www.polygon.com/2018/3/1/17068340/president-trump-video-game-industry-meeting
https://www.polygon.com/2018/3/1/17068340/president-trump-video-game-industry-meeting

Ibrahim, M. (2018, March 2) Why video games are safe from Donald
Trump. [online] Polygon. Available from: https://www.polygon.
com/2018/3/2/17070690/donald-trump-video-game gun-violence.
[Accessed 5 August 2010].

Jenkins, H. (2004) Game design as narrative architecture. In: Harrigan, P.,
Wardrip-Fruin, N., ed. FirstPerson: New Media as Story, Performance, and
Game. Cambridge, Massachusetts: The MIT Press, pp. 117-130.

Kannas, A. (2019) The Italian Giallo. In: The Routledge Companion to Cult Cine-
ma. New York and London: Routledge, pp.76-83.

Lukacs, G. (1972) History and Class Consciousness: Studies in Marxist Dialec-
tics. Cambridge, Massachusetts: The MIT Press, 408 p.

Marx, K. (1992) Capital. London: Penguin Classics.

McLuhan, M. (1994) Understanding media the extensions of man. Cambridge,
Massachusetts; London, England: MIT Press, 392 p.

Minotti, M. (2019, January 22) NPD: U.S. game sales hit a record $43.4 bil-
lion in 2018. [online] Ven tureBeat. Available from: https://venture-
beat.com/2019/01/22/npd-u-s-game-sales-hit-arecord-43-4-billion-
in-2018/. [Accessed 5 August 2010].

Peterson, A. (2015, April 21) Hillary Clinton’s history with video games and the
rise of political geek cred. [online] The Washington Post. Available from:
https://www.washingtonpost.com/news/the-switch/wp/2015/04/21/
hillary-clintons-history-with-video-games-and-the-rise-of-political-
geek-cred/. [Accessed 5 August 2010].

Romaniuk, S. N. (2017, March 7). How the US military is using ‘violent, cha-
otic, beautiful'’ video games to train soldiers. [online] The Conversation.
Available from: https://theconversation.-com/how-the-us-military-is-
using-violent-chaotic-beautiful-video-games-to-train-sol ~ diers-73826.
[Accessed 5 August 2010].

Sarkar, S. (2018, February 22). Trump shifts blame to violent video games, movi-
es in gun violence discussion. [online] Polygon. Available from: https://
www.polygon.com/ 2018/2/22 /17041574 /trump-guns-violent-video-
games-movies. [Accessed 5 August 2010].

Scholz, T. (Ed.). (2013). Digital labor: the internet as playground and factory.
New York, London: Routledge, 258 p.

Sharf, Z. (2018, November 29). Lars von Trier’s ‘The house that Jack built’ breaks
MPAA rule, IFC now faces sanctions. [online] IndieWire. Available from:
https://www.indiewire.com /2018 /11/lars-von-trier-house-that-jack-
built-breaks-mpaa-rule-ifc-sanctions-1202023923/. [Accessed 21 August
2019].

Smith, S. A., Adams, T. L. (2008) A tribe by any other name... In: Smith, S. A,,
Adams, T. L., ed. Electronic tribes: the virtual worlds of geeks, gamers, sha-
mans, and scammers. Austin: University of Texas Press, pp. 11-20.

Thompson, M. (2019, January 1) Killing in the name of: the US Army and video
games. [online] Ars Tehnica. Available from: https://arstechnica.com/
gaming /2019/01/army-video-games/. [Accessed 21 April 2019].

Truby, J. (2008). The anatomy of story: 22 steps to becoming a master storyteller.
New York: Farrar, Straus and Giroux.

Trump, D. J. (2012, December 17) Video game violence & glorification must be
stopped — it is creating monsters! [online] Twitter. Available from: @re-
alDonaldTrump website: https://twitter.- com/realDonaldTrump/sta-
tus,/280812064539283457. [Accessed 21 April 2019].

44 | DZMITRY BOICHANKA


https://venturebeat.com/2019/01/22/npd-u-s-game-sales-hit-arecord-43-4-billion-in-2018/
https://venturebeat.com/2019/01/22/npd-u-s-game-sales-hit-arecord-43-4-billion-in-2018/
https://venturebeat.com/2019/01/22/npd-u-s-game-sales-hit-arecord-43-4-billion-in-2018/
https://www.washingtonpost.com/news/the-switch/wp/2015/04/21/hillary-clintons-history-with-video-games-and-the-rise-of-political-geek-cred/
https://www.washingtonpost.com/news/the-switch/wp/2015/04/21/hillary-clintons-history-with-video-games-and-the-rise-of-political-geek-cred/
https://www.washingtonpost.com/news/the-switch/wp/2015/04/21/hillary-clintons-history-with-video-games-and-the-rise-of-political-geek-cred/
https://www.polygon.com/
https://www.polygon.com/
https://www.indiewire.com/2018/11/lars-von-trier-house-that-jack-built-breaks-mpaa-rule-ifc-sanctions-1202023923/
https://www.indiewire.com/2018/11/lars-von-trier-house-that-jack-built-breaks-mpaa-rule-ifc-sanctions-1202023923/

Turkle, S. (2005) The second self: computers and the human spirit. The MIT
Press, 372 p.

Virilio, P., & Richard, B. (2012). The administration of fear. Los Angeles, CA: Se-
miotext(e), 96 p.

Wark, M. (2007) Gamer theory. Cambridge, MA: Harvard University Press,
240 p.

Wijman, T. (2018, June 20) Newzoo’s 2018 Report: Insights Into the $137.9 Bil-
lion Global Games Market. [online] Newzoo. Available from: https://new-
zoo.com/insights/articles/newzoos-2018-report-insights-into-the-137-
9-billion-global-games-market/. [Accessed 21 August 2019].

Zizek, S. (2008). Violence. New York: Picador, 262 p.

Filmography

Jurassic Park (1993). Directed by S. Spielberg.

Real Steel (2011). Directed by S. Levy.

The House That Jack Built (2018). Directed by L. von Trier.

The Matrix (1999). Directed by L. Wachowski & L. Wachowski.

Ludography

America’s Army (2002). Developer: United States Army. Publisher: United
States Army.

Baldur’s Gate (1998). Developer: BioWare, Black Isle Studios. Publisher: Inter-
play Entertainment.

Battlefield 1942 (2002). Developer: Digital Illusions CE. Publishers: EA Games,
Aspyr Media.

Call of Duty (2003). Developers: Infinity Ward. Publisher: Activision.

Commandos (1998). Developer: Pyro Studios. Publisher: Eidos Interactive.

Deus Ex (2000). Developer: Ion Storm. Publisher: Eidos Interactive.

Grand Theft Auto III (2001). Developer: DMA Design. Publisher: Rockstar
Games.

Max Payne 3 (2012). Developer: Rockstar Studios. Publisher: Rockstar Games.

Mortal Kombat (1992). Developer: Midway Games. Publisher: Midway Games.

Neverwinter Nights (2002). Developer: BioWare. Publisher: Atari, SA, MacSoft.

Operation Flashpoint (1999). Developers: Bohemia Interactive, Codemasters.
Publisher: Code masters.

Pac-Man (1980). Developer: Namco. Publishers: Namco, Midway, Atari, Inc.

Postal 2 (2003). Developer: Running With Scissors. Publisher: Whiptail Interac-
tive. Running With Scissors (digital).

Star Wars: Knights of the Old Republic (2003). Developers: BioWare. Publisher:
LucasArts. 2003.

The Elder Scrolls III: Morrowind (2002). Developer: Bethesda Softworks. Pub-
lisher: Bethesda Game Studios.

Torment: Tides of Numenera (2017). Developers: inXile Entertainment. Pub-
lisher: Techland Publishing.

Unreal Tournament (1999). Developer: Epic Games. Publisher GT Interactive
Software, Mac Soft, Infogrames.

X-Com (1994). Developer: Mythos Games. Publisher: MicroProse.

TOPOS Ne1, 2022 | 45


https://newzoo.com/insights/articles/newzoos-2018-report-insights-into-the-137-9-billion-global-games-market/
https://newzoo.com/insights/articles/newzoos-2018-report-insights-into-the-137-9-billion-global-games-market/
https://newzoo.com/insights/articles/newzoos-2018-report-insights-into-the-137-9-billion-global-games-market/

KOHTPONIb N 3KCMNNYATALUA

A NON-CRIMINAL PIRATE IN ARCHEAGE:
CREATING AMBIVALENCE IN THE TRIBE
BY PLAYING OUTSIDE OF THE DETERMINED
SOCIAL PRACTICES

Viktoryia Vasileuskaya

Bachelor of Social Sciences in Communication Studies, Community
Manager at Estoty Vilnius
Ukmergeés g. 219, Vilnius 07156, Lithuania

ORCID ID: 0000-0003-3438-9352
E-mail: vasileuskaya.victoria@gmail.com

Abstract: The research was conducted in the world of ArcheAge MMORPG
to explain why and how some players mimic pirates’ behaviour in Ar-
cheAge, and what their mimicking practices lead to. There was the inves-
tigation of the mechanics of social fields functioning in ArcheAge held,
identification of the social practices of pirate faction in the social space of
the game, identification of the typology of pirates, exploration of the ways
of their interaction between each other, and the research of how the inter-
action between two categories of pirates’ social practices affects the es-
sence of piracy in ArcheAge.

Using such methods as digital ethnography, critical, comparison, con-
tent analysis, and a questionnaire it was concluded that players of the pi-
rate faction can be divided into two categories: ‘criminal’ and ‘non-crim-
inal’ Playing in a tribal form of online community both types of pirates
tend to mimicry. The process of mimicry leads to the hybridity of the pi-
rate faction, and the emergence of an ambivalent faction image because
of the combination in one image of two opposite characteristics of social
practices in the space of ArcheAge. The research states the interdiscipli-
nary nature of research in the field of game studies, and the importance of
combinations of several points of view for studying video games to under-
stand their natural multifaceted form.

Keywords: Mimicry, hybridity, ambivalence, determined social practices,
MMORPG, criminal pirate, non-criminal pirate.
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The research was conducted in the world of ArcheAge MMORPG to
explain why and how some players mimic pirates’ behaviour in Ar-
cheAge, and what their mimicking practices lead to. There was the in-
vestigation of the mechanics of social fields functioning in ArcheAge
held, identification of the social practices of pirate faction in the social
space of the game, identification of the typology of pirates, exploration
of the ways of their interaction between each other, and the research
of how the interaction between two categories of pirates’ social prac-
tices affects the essence of piracy in ArcheAge.

Using such methods as digital ethnography, critical, comparison,
content analysis, and a questionnaire it was concluded that players of
the pirate faction can be divided into two categories: ‘criminal’ and
‘non-criminal’. Playing in a tribal form of online community both types
of pirates tend to mimicry. The process of mimicry leads to the hy-
bridity of the pirate faction, and the emergence of an ambivalent fac-
tion image because of the combination in one image of two opposite
characteristics of social practices in the space of ArcheAge. The re-
search states the interdisciplinary nature of research in the field of
Game Studies, and the importance of combinations of several points
of view for studying video games to understand their natural multifac-
eted form.

Role-playing games are in one way or another created as proto-
types of our real reality (RR). Hundreds of gamers can play, communi-
cate and interact in different ways on one server in one social field. In
games of this type, we can directly consider the formation and deve-
lopment of social relations, study the behavior of individuals or inves-
tigate the behavioral practices of one group of players.

The research was focused on the pirate faction in ArcheAge. To
become part of this faction, the player must commit several crimes.
It makes sense that pirates are what we might call “criminals”. Mean-
while, there are players in the pirate faction who do not commit crimes
regularly and, according to many characteristics described in the
study, can get a “non-criminal” label. And here we are — in a situation
where players go beyond the established unspoken rules and play out-
side the established ,pirate” practices. The study uses the following
concepts: mimicry, hybridity and ambivalence in an attempt to ex-
plain these practices of going beyond deterministic actions. Research
has shown that the issue of pirate faction duality, which has expand-
ed since the new exile system was introduced, significantly affects
the long-standing perception of the pirate faction by other players.
This change fundamentally rebuilds the social relations of the players
within the framework of this video game and leads to the establish-
ment of new orders, laws and principles of relations between repre-
sentatives of different factions.

The study aimed to understand how pirates play in a certain so-
cial field, explain how and why some players imitate (mimic) pirates
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in ArcheAge, and find out what their methods of imitation (mimicry)
lead to. To answer the research question — how do “non-criminal” pi-
rates create ambivalent social practices? — a combination of several
methods was used. First of all, due to my gaming experience — 7 years
in ArcheAge — digital ethnography was used. Further, a comparative
analysis was carried out — a comparison of the original and pirate fac-
tions of ArcheAge and a comparison of ,criminal” and ,non-criminal”
pirate practices. To answer questions about the reasons for joining the
pirate community, it was necessary to conduct a survey which was
held in an online questionnaire form. Then there were also some ele-
ments of observation, literature review and content analysis of game
mechanics and dynamics.

To understand the pirate faction and its criminal roots, it is neces-
sary to study the ArcheAge system, its mechanics and social struc-
ture, but this will take much more than a few pages, so here [ will try to
shorten the story and focus mainly on pirates and ambivalence of es-
sence of this faction. The only important detail that I will not explain,
but which the reader should know, is that the pirate faction is one of
3 factions and it is very important for the structure of the social world
of ArcheAge and the functioning of social fields, building hierarchies.
The other two factions are called Nuia and Haranya.

From the very beginning of the project in 2012 and until 2019, by
committing criminal acts such as PK (killing a player from a friend-
ly faction) or stealing something, the player received so-called ,crime
points” for which they could go to court and then go to jail (ArcheAge
has a justice system). At the moment when the player hits 3000 infamy
points, they are automatically excluded from the original faction and
becomes a pirate. Thus, the pirates were exclusively criminal figures.
The opinion is maintained at present, however, in the new patch in the
fall of 2019 (Carendash), the ArcheAge social system has changed and
as a result, the path to piracy has now moved into the “non-criminal”
category, because players no longer need to commit crimes to join the
pirate faction. Now the game has introduced a system of exiles, that is
any player who has reached a certain level of equipment, knowing the
language of another faction, can voluntarily leave their original fac-
tion and become a recruit of the pirate side. In general, such a sys-
tem changed the meaning of pirates, the essence of this faction: new-
comers to ArcheAge, who got acquainted with this game only after the
launch of the exile system, see pirates in a completely different light
than players who caught the old ,criminal” way of becoming a pirate.

Over the past seven years, | have been a pirate several times. In the
old system, I had to collect crime points, however, in my specialization
— a healer — I could not kill strong players, and there were not enough
weak ones in those locations where it was possible to kill at all. There-
fore, my game mates often helped me — they provided their charac-
ters so that I could kill them and get the maximum number of crime
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points, planted huge fields of clover (the cheapest seeds) so that I could
steal them, and also get crime points. However, I consider the situa-
tion when the owner not only knows what is happening but also helps
in this, my actions simply cannot be considered ,criminal” by the own-
er. Our duets cannot be called a criminal conspiracy either. But here’s
a dilemma: in the eyes of other players who are not aware of the situ-
ation, seeing me in the ranks of criminals, they immediately give me a
criminal label too. Also, if I went to court in the process of collecting
crime points, for the jury I would look like a completely immoral player
and would receive the status of a criminal.

Under the new exiles system at the “documentary” level, pirates
do not live up to their criminal status. That is, technically, becoming
a pirate does not in any way speak of the player’s criminal activity.
But the recognition of pirates as criminals still takes place. Of course,
the word ,pirate” is symbolic, literally, every person attaches a nega-
tive connotation to this word related to history, violation of law online,
which is now also called piracy and I dare to suggest that popular cul-
ture plays an important role in this matter. The famous series of films
4Pirates of the Caribbean” at one time attracted hundreds of thou-
sands of viewers with the aesthetics of piracy, and history, so it would
be irrational to deny the involvement of these movies in the formation
of a definite opinion about the word ,,pirate”. Thus, I want to point out
that the piracy label on ArcheAge players is filled with both romanti-
cism about the pirate’s idle life and is characterized by criminal beha-
vior that is not always really present in the pirate player’s practices. In
support of the fact that the cult of piracy has its influence, I will simply
call out an example: one of the respondents, when was asked about the
reasons for becoming a pirate, answered with the phrase ,Yohoho and
a bottle of rum.” (Vasileuskaya, 2020).

Among ArcheAge players, there is a widespread opinion, unspoken
perception and acceptance of pirates as strong opponents. The exile
system has changed the process of joining the pirates — now the play-
er needs to reach the set level of equipment and learn the language
of another faction. Reaching this threshold is not difficult, capable
players can become pirates within a month after the character crea-
tion. However, the importance here is played by the fact that there is
a threshold for entering the faction, these restrictions have an impact
on the perception of the pirate faction as a kind of VIP hangout. The
subconscious acceptance of pirates as more powerful players is not li-
mited to the threshold of entry, the pirates’ living conditions also play
a role here. First of all, they are faced with the problem of earning —
the methods of obtaining money as part of the pirate faction are com-
plicated, and they require a lot of capital of various kinds (time, money
savings, skills, knowledge, etc.). As a result of the research, I conclude
that pirates are perceived as players with bigger economic capital
than players of other factions, although in reality, this may not be the
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case. Usually, from several disadvantages of the pirate side and the in-
convenience of earning money, pirates are quite mature players with
a high score for equipment and advanced combat skills. These indica-
tors usually place pirates one level above the other two factions.

Another important aspect of piracy that affects the perception of
these players as strong opponents is the small number of community
members. With fewer players in the party, pirates have a much easier
time controlling their raids on a small pirate-owned island, over time
each pirate will recognize each other by name and build a kind of com-
panionship that plays a significant role in organizing the raid. While
they play together and participate in PvP and PvE content, pirates
get involved in social relations, due to their small number, organize
a strong tribal network (Vasileuskaya, 2018) and because of this factor,
the pirates appear to the rest of the ArcheAge community as an elite
army of trained fighters playing in a well-coordinated team. The status
of the elite is also supported by the apparent economic capital of this
group. Therefore pirates are again perceived as more authoritative be-
sides the fact of owning large capitals of all kinds.

Application of Bourdieu’s theories to the reality of ArcheAge — what
exactly represents capital, habitus and social fields — showed that pi-
rates are perceived as dominant forces, superior to other players in the
social field of ArcheAge, and based on the theory of capital, the wealth
status of the players, the study led to the conclusion, that the ArcheAge
community, the players of other factions treat pirates as those who
must act according to a certain pattern. It’s the same with the pirates
themselves, they play under the pressure of a widely entrenched notion
of how pirates should behave. The society and popular culture of our
modern world has established certain social practices that pirates must
follow by the concept of who a character called a pirate is — a criminal.

Meanwhile, my own experience, along with the questionnaire,
showed that pirates in ArcheAge have both types of practices: criminal
and non-criminal. From the survey, a list of the most popular practices
among pirates is compiled (Vasileuskaya, 2020):

1. PvP

2. Killing and stealing (PvP practices as well)

3. Farming mobs

4. Fishing

5. Raising sunken merchant schooners

5. Role-playing

According to Richard Bartle’s player typology (Bartle, 1996), prac-
tices such as farming, fishing, and schoonering in ArcheAge corre-
spond to the ,explorer” and ,prosperous” types. Combining player
types in one practice implies duality. This is the very beginning of am-
bivalence, although, it is not the privilege of pirates alone.
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Based on what is written above, pirates do not differ from other
players in their daily activities: they perform the same actions, and
sometimes they pursue the same goals. However, ,non-criminal” prac-
tices in the everyday play show that pirates can be different, like re-
presentatives of other factions. The same Nuian (players from the west
side) or Haranian (from the east side) can be criminals, but do not go
over to the side of piracy. Here is the injustice of the symbolic per-
ception: pirates are mistaken for guilty criminals and the Haranian,
for example, perceives simply as having violated the law but correc-
ted (of course, until the next such violation), but pirates balance forces,
help someone even if the character from a hostile faction (as shown by
some of the answers in the questionnaire).

At the same time, pirates also participate in PvVE content. This type
of content is not only about the player’s struggle with the mobs that in-
habit the world. The entire environment of the character in the world,
that is, expeditions to high mountains, uninhabited islands and explo-
ring nice views on numerous cliffs, also correspond to the type of PvE
content. By consuming this content, pirates do the same actions as the
Haranians and Nuians — they also cleanse the world of ArcheAge from
filth, protect civilians on the continent and save nature. Here it be-
comes clear that, according to the lore of the game (ArcheAge Game-
pedia, Lore), the pirates are the main characters, like other players of
the faction. Even with the old system of criminal ways to become pi-
rates, they remained saviors and protectors, and this ambivalence is
already the privilege of the pirate faction exclusively.

Social practice patterns are determined by the rules of the game
as well. Within the framework of the old system, it is already clear
what force created the patterns of behavior, but the new system has
some peculiarities. From the exiles, the current ArcheAge society ex-
pects aggressive behavior towards other factions, and this is due to
the assumption of other players that the pirate will want not only to
demonstrate his/her strength, which he/she has achieved, status,
a new position but also to gain respect, some kind of recognition as
an undoubtedly strong player, such a hardened wolf. At the same time,
we must understand that the presence of a model of behavior cannot
unambiguously determine this behavior. The questionnaire results are
able to show that some pirates do not behave the way the gaming com-
munity offers. The pirates of ArcheAge are dual heroes of the universe
of this MMORPG, the duality of which depends on the point of view of
belonging to a pirate tribe.

With rare exceptions, all pirate players are perceived as criminals.
Symbols of piracy, such as pirate flags and sails, costumes, hats, and
a separate island reminiscent of the famous Tortuga — all influenced
the definition of oneself in the new conditions of existence. When in
each raid more than 40 people behave like sea robbers and get some
satisfaction from these actions, I also wanted to experience those
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emotions. The situation is very similar to the “word of mouth” mar-
keting cascade model (Berger, 2013). As the number of people adopting
this behavior increases, you will more and more want to behave in the
same way. At the same time, all this pirate paraphernalia in itself exer-
ted symbolic pressure on my personality.

As time ran, I began to mimic the overwhelming majority, the pre-
vailing pattern of behavior, that is, imitating the essence of the pirate
faction. Mimicry is the ability to adapt to a context that is initially con-
sidered hostile. To some extent, the pirate faction that formed the com-
munity seemed to me a hostile environment, because many of the day-
to-day practices of pirates seemed to me completely opposite to my
behavior, my usual view of the daily routine. Surrounded by pirates, it
was still possible to somehow remain myself and during attacks and
robberies just stay away, but in the open world, in personal meetings
with representatives of other factions, I had to show my belonging to
a notoriously strong faction, an elite of its kind. So I portrayed pirate
behavior in order to influence, to form the necessary image, although
I was not really a criminal player. As Homi Bhabha said, a colonized per-
son always looks almost the same as a colonizer, but slightly different
(Bhabha, 2004). In this situation, the hostile environment was a face-
to-face meeting with a member of the hostile faction, and in order to
protect myself, I had to adapt, which in this case meant imitating pirate
practices.

The process of mimicry has undoubtedly led to a hybridization of
the essence of ArcheAge piracy. Since its inception, the pirate faction
has been a hybrid society. At the level of game mechanics, the pirate
faction is a combination of two other factions — Nuia and Haranya.
Accordingly, the language used in this community is heterogeneous,
or rather, this community has two languages. If we looked at it from
a program code perspective it would become very clear (Vasileuskaya,
2020).

By and large, the hybridity of the pirate faction is reflected in its
very essence, because this society is not homogeneous in itself, it con-
sists of representatives of two different, opposite factions. Following
the game’s lore, representatives of different races worship different
gods, with this status of pirates, these races are equalized, and thus
the pantheon of gods for the pirate tribe increases. While this does
not affect gameplay, at the historical level, for RPG geeks, this fact has
the same significance as the hybridization of religious culture for re-
searchers of postcolonial discourse.

The goals and values of the pirate tribe are hybrid. Everyone comes
to the pirate island for their reasons, and goals and each player re-
mains part of the tribe, thereby creating hybrid goals for the entire
tribe. Following the same principle of adopting behavior, criminal play-
ers may unknowingly adopt a non-criminal approach to pirate prac-
tices, which can be described as hybrid pirate behavior. Mimicry of
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a non-criminal player in a game on the side of a criminal group leads to
some degree of hybridity. In essence, the characteristics of “criminal”
and “non-criminal” are opposite to each other, which, as a result of
hybridity, a combination of one player’s behavior, makes it possible to
speak about the ambivalence of this player in the pirate community.

From the point of view of the pirates themselves, the duality of
behavior lies in their attitude to a certain type of practice in certain
situations. However, if you look at pirate behavior from the perspec-
tive of other factions, there is duality elsewhere. The factions that op-
pose the pirates are convinced of the pirates’ criminal nature, there is
serious confidence that when they meet in the open world, pirates will
attack first and try to somehow annoy, disturb or intimidate. However,
pirates are inherently hybrid, and therefore the approach to situations
depends on the specific conditions of these situations, if an attack by
pirates is expected, and the pirates themselves decide to ignore their
enemies, the behavior of the representatives of the pirate brotherhood
will be ambivalent.

The goals and reasons for becoming a pirate also have distinctive
hybridity due to the combination of two opposite conditions, which
again leads to duality. So, one player, as can be seen from the answers
to the questionnaire, went to the pirates with the aim of PvP and PvE
activity, that is, with the desire to commit both criminal and non-
criminal actions. Thus, the range of reasons for going over to the side
of the pirate faction has duality.

The pirate is ambivalent regardless of a viewpoint. The ArcheAge
video game allows absolutely any player to be ambivalent, to conduct
both ,criminal” and ,non-criminal” activities in similar situations. PVE
and PvP content is part of the game, with predetermined practical
freedoms, players are allowed not only to kill enemy characters, but
also to encroach on the lives of their allies, and so criminal actions
have also become an integral part of the world. Figuratively speaking,
the life of a pirate is two sides of a coin, two parts of one unity. On
the one hand, there is PvP for entertainment, on the other hand, it is
a forces balance, on the one hand, pirates do not allow other factions
to calmly farm world bosses and take the biggest rewards for their
kills, and on the other hand, pirates join other factions in alliances to
overcome the greatest evil of this world. A hybrid of a criminal player
and a hero is the essence of piracy in the ArcheAge universe.

The discourse of mimicry and hybridity is built around ambiva-
lence as a phenomenon. Individuals, and in our case, players, getting
into an unfriendly environment, begin to develop certain adaptation
tactics and introduce certain practices arising from certain strate-
gies of mimic behavior. As a result of this process, duality develops —
two directions for the development of the player and his/her charac-
ter: the original and some new, where some elements of identity are
preserved, and something is replaced and modified. Thus, ambivalence
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is characterized by the splitting of the player’s personality, the coexis-
tence of duality, and significant opposition to the essence of the game
character.

Ambivalence is a big conflict that has always existed in video games
in one form or another. The essentially controversial pirate community
in the form of a tribe constantly fulfils its function of completing tasks,
thereby moving towards its goals. Completing tasks, and achieving
goals is the benefit that the community brings, that is, it fulfils its di-
rect purpose. Reincarnation, the conversion of pirates from criminal to
non-criminal, or vice versa, is necessary because the game prescribed
some features to the pirates that other factions do not have. Thus, pi-
rates become an inevitable evil, which, due to their ambivalence, can
become the forces of the alliance of two factions in the struggle for
a good cause. By their ambivalence, pirates are a necessary component
of the social world, capable of creating practices of confrontation at
certain times, and at other times of joint military action with support.

Video games make it possible to change the well-established prin-
ciple of dividing into good and bad, noble and not. Thus, we can ob-
serve the change of eras of necromancy’s hatred to reverence and ven-
eration, as happened with the cult of witchcraft with the advent of the
Harry Potter universe. J.K. Rowling’s new wave of witches and sorce-
rers has influenced the condemnation of the practice of burning wit-
ches at bonfires, but now popular film and literary culture have been
enriched with witches and sorcerers as protagonists. Note how this
reflects the transition of pirates from their criminal to hybrid nature
and the mercenary nature that appeared with the introduction of the
new system of voluntary transition between factions. This example
shows how great the influence of video games is on popular culture,
on the formation of ideas about the main heroes and antagonists, good
and bad. Ambivalence in video games represents another stage of in-
game research development that cannot be neglected.

As a matter of practical relevance, this knowledge should influ-
ence game dev trends towards creating more and more immersive
worlds. Undoubtedly, the current level of players’ involvement is ama-
zing. However, despite the freedom given to the player, coupled with
every element of the thoughtful world, this is still far from the real
possibilities, and thus far from the real dilemmas we face in reality. We
are trying to teach tolerance young generation, and I see the powerful
tool in the game dev’s hands. The situation of meeting something far
from being very obvious evil or clearest good can be practised in the
alternative realities where the social practices are identical to the real
world in their performance. Game developers can expand the boun-
daries in the freedom of choice for every player and bring up a place
where none stays aside from being ambivalent. Thus such a project
can become the most immersive world where every player can bring
in their own, original personality and act outside of the determined
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social practices, trying to go beyond the line. Leaving aside the fancy
wording, I hope that by studying the research one can come up with
an idea for a teaching project that can help all of us to understand and
take for granted the ambivalence, the great balance, and the absence
of separated good and evil.

At the same time, young game researchers must remember that
there is always something they haven't yet taken into account when
working on a game study case. New methods, different theories, new
scientific fields — everything can find a place in your research. Keep
that in mind and let your hypothesis evolve and strengthen. Last but
not least: research real to implement in virtual. And by the end, I would
also want to call out the possibility this research left aside — a study
of a hybrid habitus and hybrid identity concepts with deep detailing of
the virtual world and determining the point spaces where a hybrid es-
sence of objects and concepts arises. I believe that this topic will find
its continuation in great research.

List of abbreviations

MMORPG | Massively Multiplayer Online Role-Playing game
Mob Mobile object, computer-controlled Non-Player Character
PK Player killing “Bloodlust” mod
PvE Player vs Environment content
PvP Player vs Player content
RP Role play
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Abstract: In this article, we would like to look at video games from the
point of view of a critical theory that incorporates some psychoanalytic
ideas in the understanding of a subject and develops them further in the
understanding of cultural forms. Since the general field of synthesis of
critical theory and psychoanalysis lies precisely in the analysis of the for-
mation of subjectivity in the interweaving of social, cultural, economic
mechanisms, we will therefore turn to those authors who work in this di-
rection. The article will examine the ideas of Zizek S., Dean J., Mcgowan
T., Stiegler B., Andrejevic M., Bone A. These authors are actively involved
a number of psychoanalytic concepts (lack, desire, pleasure, enjoyment)
for understanding late capitalist society, literary theory, film, video games.
However, in the beginning we will turn to understanding the game and its
role in the life of people and their psyche from the point of view of the psy-
choanalysis of S. Freud and J. Lacan.

Using the language of psychoanalysis and critical theory, the article will
examine and analyze the network incremental video game “New Year
Tree”, created by the Belarusian brand Stark-studio (http://starkstudio.
by), which was first published in 2010 and, at first glance, has nothing to do
with violence. In this context, we would like to consider the mechanisms
of infinity and drive on the example of this incremental game.
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Buneourps! (KOMIIbIOTEPHbIE, MOOWJIbHbIE, KOHCOJIbHbIE) — OINUH U3
HauboJsiee xapakTepHbIX (peHOoMeHOB LUU(PPOBOIl KyabTypbl. OHU Ha-
CTOJIbKO OPTraHWYHO BOILJIM B HAIy )KU3Hb, YTO Mbl 1a)Ke HE 0OpaliaemM
BHUMAaHUS Ha TO, 4YTO UTPAIOT CErofiHs Bce. VirpoBast MHAYCTpUs pac-
TET C KaXXJbIM IOZOM, BbIXOJSIT HOBbIE UTPbI, HOBbIE IMJIAT(POPMBI 115
HUX, B 9TOi1 chepe paboTai0OT MUJIIMOHBI JlIofel. KyJbTypHbIN CMBICT
BUJIEOUTDP BBIXOIUT JAJIEKO 3a MPELEJIbl UTP CAMUX I10 cebe. Vrpsl s1B-
JISIIOTCSL TOM IMOBEPXHOCTBIO, CLIEHOM, HA KOTOPOM pa3bIIPBIBAIOTCS
Y CTAHOBSITCS BUAVMBIMU XEJIAHUS MOJIb30BATENEH, OPOXKIAEMble
KaK COBDEMEHHBIMU TEXHOJIOTUSIMU, TaK U CUCTEMOM MO3IHEro Ka-
nutanusma. K npumepy, MHOTOIOJIb30BATE/IbCKHE OHJIATHOBBIE UTPBI
CTaJI1 He IPOCTO HOBBIM CIIOCOOOM PasBJI€YE€HUSs], HO U CUCTEMOM U~
POKOTO COLMATIBHOTO B3aMMOLENCTBHUSL.

B paMKax JaHHOH CTAaTbU MHE XOTEJIOCH 6bI TOCMOTPETDH Ha BULLEO-
WTPbI C TOUKU 3DEHMSI HE TOJIBKO [ICUX0aHaJN3a, HO U KPUTUYECKOM Te-
opuH, KOTOPasi NHKOPIIOPUPOBajia HEKOTOPbIE NICMXOAHATIUTUYECKUE
ujerd B IOHMMAaHUM 4€JI0BEKA, CyObeKTa, OOLECTBA U Pa3BUBAET UX
Jlajiee B MOHMMAaHUU Pa3JIM4HbIX KYJIbTYPHBIX U MEJUIHBIX (POPM. Pedb
upet ob ugesx Cnasos JKuxeka, Jxxonu JluH, Andu boys, Tona Makro-
ya3Ha, bepHapa Crursepa, Mapka AHapueBnya 1 ip. OTU aBTOPbI CTAJIN
aKTMBHO 33/I€/ICTBOBATh IICMXOAHAJIUTUYECKUE MIOHATUS U ULEN OIS
OCMBICJIEHUS OOLIECTBA IO3[JHEro KaluTajau3Ma, [IOCTMOJEPHU3MA,
JINTEPATYPHOH T€OpUM, KNHeMaTorpada, BUJEeOUrp U UX NMePCIEeKTUB.
OHU BKJIIOYUJIN B CBOM $3bIK PSJ, ICUXOAHAJUTUYECKUX IOHSITUN, Ta-
KUX KaK, HEXBATKa, BJIEYEHNUE, YIOBOJIbCTBUE, HACIaXIeHue 1 ap. B To
xe Bpems, ecnu C. )Kiskek 60Jible IPUMEHSIJIM CUHTEe3 [ICHX0aHaNu3a,
MapKCU3Ma ¥ JPyTUX TEOPUM K aHAJIN3Y JIMTEPATYyPHBIX U KUHEMATO-
rpapuyeckux popm, Ix. JuH, B. Cturnep, M. AHnpuesud, T. Makroy-
9H — K aHaJIN3y HOBBIX /1[U(PPOBLIX MeI1a, 6JI0TOB, COLIMAJIBHBIX CETEH,
TO A. BOyH — y>Xe HENOCPEACTBEHHO K KOMIIBIOTEPHBIM UTPaM.

Ilcuxoananus HUTPBLI:
NpeBpalmiCHUEC TPpaBMbl B YIOBOJIbBCTBHUC

OpHako, 06paTUMCs 119 Hadajla K IOHUMaHUIO UTPbl U €€ POJIU B XKU3-
HU 4eJIOBEKa, ero IICUXUKY C TOUYKYU 3peHus ncuxoaHanusa 3. Opeiiza.
lrpa B KOHTEKCTE IICMX0aHaJIN3a — 3TO Ba’KHAS 4aCTb PAbOThI IICUXU-
YeCKOro arrapara, B TOM 4UCJIE U B OIBITE PEOEHKA, KOTOPAas CBSA3aHa
¢ cumBosm3anueil. Vrpa y 3. Opeiifa npeacTaeT B Ka4eCTBe CIIOCO-
6a CIIpaBUTbCSI C yTPATOM, HEXBATKOM, B KAU€CTBE CIIOCO6a IOJTyYEHUSI
YOBOJIbCTBHUSL.
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B kavecTBe IprmMepa Mbl pacCMOTpUM onucaHHyo 3. Opeinom
B pa6ote «I1o Ty CTOpOHY IPUHIIUIA YIOBOJILCTBUSI» UTPY €ro BHyKa
OpHcTa B Bo3pacTe 18 mecsues Fort-Da (mpo4b — TyT), IpeICTaBJIsio-
IyI0 CO60I CTPYKTYPY BCETO U3 JIBYX CJIOB. DTOT CIy4ail OblJI MHTE-
peceH MCUXO0AHAJNMTHKY, TaK Kak B TO BpeMst ®peiis 3aHMMAaICS PO~
6s1eMO¥ HaBSI3YMBOTO IIOBTOPEHMU S, IPUHYKEHUS K TIOBTOPEHUIO [TpU
TPaBMaTU4€CKOM HEBPO3E.

Y DpHcTa He 6bIJI0 0COGBIX CUMIITOMOB, OH 6bLJI JOBOJIBHO CIIOKOEH
Y HUKOT'/Ia HE I1J1aKaJl, KOrjla MaTh OCTaBJIsjIa €0 Ha HECKOJIbKO YacCoB,
XOTSl ¥ OBLJ K HEM CUJIbHO IpUBs3aH. HO y HEero BO3HUKJIA MPUBBIYKA
6paTh J1I06ble MEJIKKE MTPEJIMEThI, KOTOPbIE OH MOT JIOCTAaTh, U 3a6pachl-
BaThb UX B YroJl 0[], KpoBaTh. Korja oH 3To fieJ1ajl, OH POMKO IIPOTSIKHO
MIPOM3HOCHUJI — «O-0-0-0%, KOTOPO€E BbIPaXkajlo UHTEPEC U yIOBJIETBO-
penue. Ero maTh cunrasa, 4To 3TO HE MPOCTO MEXJOMETHE, a HEMEL~
Koe CJI0BO «popT». 3. Opeiif MHTepIIpeTUPOBAJ TaKoe MOBeJleHNEe KaK
CII0Cco6 MOJYYUTh YIOBJIETBOPEHNE, 3aCTABISIS BEIU «YATU.

Yepes HekoTopoe Bpemst DpHCT (30 MecsiieB) cTajl UrpaTh ¢ Ka-
TYIIKOHN, Ha KOTOPOU 6blJl MPUBSI3aH KYCOK BEPEBKU: OH OTOPAChIBaJI
KaTyIIKy OT ce6s Tyna, rae ee 6oJiblie He OblJIO BUAHO, TOTOM BbITA-
CKMBaJl 06paTHO M TIPUBETCTBOBAJl ee TOsBJIeHUWe pajocTHbIM Da!
(«Bot!»). Opeii Tak>Ke 3aMeTHII, YTO MaJIBYUK POU3HOCKII 3BYK «0-0-
0-0» I10 OTHOLIEHUIO K CaMOMY cebe, KOTja OH, IIpucesas nepeq 3ep-
KaJIOM, 3aCTaBJIsIJI CBOE N306paskeHre ucuesats. [IcuxoaHaIuTUK IPU-
1IeJ1 K BBIBOZY, 4YTO pe6EHOK BCEMU UTPYIIKAMU UI'Pajl B «yIIIN». DTa
Urpa MosiBUjach Ha MECTe OTCYTCTBUS B3POCJIOTO KaK MOIbITKA pebeH-
Ka CIPaBUTLCSI C OTCYTCTBUEM, HEXBATKON C IIOMOMIbIO MPOCTENIIEN
CHMBOJIN3aL1HY, JUCKYPCa U3 BYX DJIEMEHTOB.

9T0 HabmoeHue npuseso Ppeiina Kk GyHIAMEHTaTIbBHOMY BOIIPO-
Cy: CTaJIKUBAEMCS JIU MBI 3/1€Ch C METOZIOM OBJIafIeHMsI 60JIe3HEHHBIM
OIBITOM, aKTMBHO BOCIIPOU3BOS €T0, KaK 3TO 4aCTO AEJIAIOT JeTH, Ha-
MIpUMEP, Urpas B Myramimue Urpbl? «4acTo MOXHO BUIETh, 4YTO JETU
MOBTOPSIIOT B UT'PE BCE TO, UTO B KM3HU MPOU3BOJUT HA HUX OOJIBIIOE
BIIEYATJIEHME, YTO OHU MOTYT IIPY STOM OTPETYIMPOBATh CUJIYy BII€YaT-
JIeHMsl U, TaK CKasaTh, CAEJAThCs TOCIofaMu NoJyoxkeHus» (Ppeiin).
B urpe pe6eHOK MOBTOPSIET Ja’ke HENPUSITHbIE NIepEeXXUBAHUS, TaK KaK
6s1arosiapsi akTUBHOCTU OH OBJIAJI€BAET CUJIbHBIM BIEYATIIEHUEM JIyd-
e, 4YeM 3TO MPOUCXOAUT IMPU MACCUBHOM IepekuBaHuu. Takum 06-
pasom, Urpa ¢ TOYKU 3peHus rncuxoaHanusa 3. Ppeiina — 3To BaxkHas
4yacTb OMBITA PeO6EeHKa, KOTOpas CBg3aHa C CUMBOJIU3alKe, 3TO CHOo-
€00 CIIPaBUTHCS C OTCYTCTBUEM, C HEXBATKOM.

Hn4a ncuxoaHanutuka Kaka JlakaHa urpa Toxe CBs3aHa C [IOBTO-
peHUeM, ¢ NMpUCOeAVHEeHNEeM pebeHKa K CUMBOJIMYECKOMY MOPSIKY,
a TakXe C OTYYXIEHUEM U HEXBAaTKoOW. «HO 3TO He mOBTOpEHUE MO-
Tpe6HOCTH B BO3BpAllleHUN MaTepy, ...a TOBTOPEHUE YX0Ja MaTepU Kak
MPUYMHBI [IOCTUTIIErO CyObeKTa paclienseHus, Spaltung, — pacie-
IIJIEHUS], C KOTOPBIM CIIPaBJsieTCsl pe6eHOK Urpoil B lepemexaromecs
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fort-da, mam u 3decv, YepeloBaHNE KOTOPBIX HalleJIeHO JHIIb Ha TO,
YTOGBI 7151 3TOTO Mat 6BITh 30eCh, a AJis dTOro 30ech 6pITh maumy (Jla-
KaH, 2004, c. 70). rpa omocpenyeT OTHOIIEHUS! MEXAY YeIOBEKOM
u Jpyrum. YTo6bl 3aCTaBUTh YTO-TO IMOSIBUTHCSI U UCUE3HYTh, HYXK-
HO 3aMEHUTb DTO 3HaKaMu, CUMBOJIaMu. «Ha camom piere, B IByX (o~
HeMax dTUX HaxXOAUT BOIJIOLIEHUE HE 4YTO MHOE, KaK MEXaHU3M OT-
yyxzaeHus...» (Jlakan, 2004, c. 255). CorsacHo JlakaHy, yesoBeyeckas
CyOBEKTUBHOCTb M3HAYAJIBHO PACKOJIOTa, COJEPXKUT B cebe HexBaT-
Ky, KOTOpasi HUKOT/1a He MOKeT ObITh ITOJIHOCTBIO IIpeososieHa. Kpome
TOTO, YejioBeyeckasi CyObeKTUBHOCTD KaK peasibHa, TaK U BUPTYyaJlbHA.

Bo6 Pexak ofiyiH 13 NEPBbIX TPeJCTaBUI KOHLIENIINIO YTEHUS BUI€0-
WTP C JJaKaHOBCKOH NIePCIEeKTUBEI B CTaThe «Vrpa B 6pITHE: ICUXOaHATIU3
u aBaTap» (Pexak, 2003). B cBoeil pa6oTe Kpome JlakaHa OH TaKk>Xe OIU-
paeTcs Ha MCUXOAHAIUTUYECKYI0 TeOpHIo KMHO 1970-x ropos K. Met-
11a. B crtaThe oTMeuaeTcst BaXXHOCTb TIOBTOPEHMS/IIMKJIOB KaK B UTPax,
Tak U B NcuxoaHanuse. Andu BoyH mosaraert, YTo BUAEOUTPhI CErof-
HS B LIEHTpe O6IeCTBEHHO! KU3HU, a [ICUX0aHAN3 — 3TO BaXKHBIN UH-
CTPYMEHT [1J151 IOHMMaHU S BUJIEOUTP, B TO BPEMSI KaK BUJEOUTPBI — 3TO
OJIMH 13 CTIOCO60B MIOHMMaHUSI COBpEMEHHOT0 obiecTsa (Bown, 2015).

C 0HOM CTOPOHBI, 3TO YCTPONCTBA, KOTOPBIMU YIIPABJISIIOT JIIOJHY,
C IPYToi CTOPOHBI, BAXKHO MOHSTh TO, KAKMM 06pa30M JIIOAU CaMU SIB-
JISIIOTCS1 yCTPOMCTBAMH, YIIPABISEMBIMU UT'PAMU. «['OBOPS, UTO UTPBL —
9TO YCTPOICTBA, KOTOPbIE YIIPABJILIOT HAMU, S UMEIO B BUNY, YTO HO-
BbIE€ TEXHOJIOTMH, KOTOPBIE IOSBUJIACH B IIOCJIEIHNE HECKOJIBKO JIET
Y UMEIOT CBOU KOPHU B BUIeoUrpax, Takue Kak Al, VR u AR, 3acras-
JISIIOT HAaC YyBCTBOBATb U AyMaTh MO-HOBOMY». VIrpbl y4ar MOHATD 110~
JIUTUKY Hallero HacjaxjaeHus. [loTeHnuasn ux B TOM, YTOOBI CHlesaTh
Takue BUJb! YAOBOJIbCTBUS BUAUMBIMY, IOMOYb HAM ITOHSTb UX U Ce0s
(Bown). Bunieourpsl MEHSIIOT TO, KaK Mbl AyMaeMm, OTHOCHUMCS K APy~
T'MM, UCIBITBIBAEM DMOLUM. VIrppl MEHSIOT BCE: OT YAOBOJILCTBUS [0
OTHBIXA, OT APY>KOBI 10 JIIOOBU.

(OT) BneueHus K (BO)BJICUECHHUIO:
reiMupuKanus HEXBaTKHU

Buzeourpsl Kak CollajbHble U MHAVBUAYAJIbHbIE SIBJIeHUS], 6€3yCII0B-
HO, Ba)KHO PACCMaTPUBaTh B 6oJjiee IIMPOKOM KOHTEKCTE: B KOHTEKCTE
JIOTUKY COBPEMEHHBIX KYJIBTYPHBIX (POPM, KOMMOAUPUKALIUY KeJla-
HUS U BJIEYEHUS], KaK CJIOXKHbIE COIMaJIbHbIE [TOCTPOEHUS, KOTOPbIe
B TO X€ BpPeMS$I IIEPEXKUBAIOTCS Ha JIMYHOM U HSMOLIMOHAJIBHOM YPOBHE.
A Tak Kak oblee 10ojie CUHTEe3a KPUTUYECKON TEOPUHU U TICUXO0aHAJU-
3a KakK pas U1 3aKJIIoYaeTcs B aHanu3e GOpMUPOBAHNUS CY6bEKTUBHOCTHU
B MeperJIeTeHUU COLMAJIbHBIX, KYJbTYPHBIX, SKOHOMUYECKUX MeXa-
HU3MOB, [I03TOMY UMEET CMbICJI OOPATUTHCS K TEM aBTOPaM, KOTOPbIe
paboTaloT B JaHHOM HallpaBJIeHUN.
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CeropHsiHee OOMIECTBO — 3TO IIOCTOSIHHOE MOJTajlKUBaHUE
K 6€3TpaHMYHOMY HaCJaXAEeHUI0. DTO CBSI3aHO NPEXK]Ee BCErO C TEM,
KakK I10J1araeT psj, COLMalbHO-KPUTHYECKUX TeopeTUkos (C. JKmkex,
Ix. OuH, T. MakroysH, B. Ctursnep, A. BoyH), 49T0 COBpeMEeHHBII Kamu-
TaJIN3M OCHOBAH Ha Hexeamke 1 JIOTHKE 8eueHUs, a 3HAYMT, Ha CO37a-
HUM U [IOAJ€P>KaHUM HEIOJIHOTO Y OBJIETBOPEHMUSI.

BrieyeHne B NCHXO0aHATUTUYECKOM CMBICJIE — 3TO HE 6ECKOHEed-
Has Kaxkjia Kakoi-To Bely (Tak Ha3blBAEMOT0 YaCTUYHOTO 0OBEKTa),
a ¢puxcanus Ha camoii yrpate. [To mHeHuio C. JKikeka, Ipu nepexoje
OT >XeJIaHUs K BJIEUEHUIO TIPOUCXOJIUT NEPEXO] OT YTPAueHHOr'o 00b-
€KTa K yTpare Kak 00beKTY, TO €CTb JIOTUKA BJIeYeHUs 3aKJI04yaeTcs
B TOM, YTO OHO CTPEMUTCS K OCYLIECTBJIEHUIO caMmoii yTparsl. C. XXu-
>KeK obpamlaeT BHUMaHME TakXe Ha TO, YTO JIJIsI HOBBIX/IM(POBBIX
MeMa XapaKTepeH MapajiokCc 6€CKOHEYHOCTH, U3ObITOYHOCTH. [Ipu-
cyTCcTBUE [Ipyroro/mpyroro B KOHTEKCTE HOBBIX MeMa KaK HeXBaTKU
TepsieTcs, U 9Ta HexBaTkKa B JIpyrom/Ipyrom oKasblBaeTcs Aaxe rnepe-
nosiHeHHOM (KoHcTaHTIOK, 2017).

®pannysckuit punocod, antpomnosor beprnap CTuriep Takxe 1no-
Jlaraert, YTO COBPEMEHHbIN KalUTaau3M — 3TO IMOUANHAIbHAS SKOHO-
MMKa, KOTOpasl YyHUUTOXAET )KeJIaHUE U OCHOBaHA Ha JIOTUKE BJICYEHU S
(Crurnep, 2012, c. 29). Tonn MakroysH, ocjaenoBaTesb 1aKaHOBCKUX
M€l B KOHTEKCTE MeJ1a, IOJIUMTUYECKON U COLIMaIbHOY TeOpUU, Ipu-
JIep’KMBAeTCs aHAJOTMYHON TOYKM 3PEHMS, YTO KalUTaJIU3M CBSI3aH
C NOIOJAEPKAaHUEM HEIMOJIHOTO YIOBJIETBOPEHUS, UMUTUPYET CTPYK-
Typy XejlaHug cyobekTa (Mcgowan). Mapk AHZpUeBUY T0JIaraeT, 4YTo
VHTEPAaKTHUBHbIE U1 KOMMYHUKAIIMOHHBIE BO3MOXXHOCTH HOBBIX IIU(PPO-
BBIX TEXHOJIOTUH YCIIEMIHO aJalITUPYIOTCS K 3a7ja4aM KaluTaaIucTuye-
CKoro pbiHKa (Andrejevic, 2009).

[To mHeHuo JIx. luH, pacmiMpeHue U UHTEHCUPUKAIUSI KOM-
MyHUKALMHY, a TaKKe pa3BjIeKaTeJIbHbIE CETU NAIOT HE IEeMOKPATUIO,
a YTO-TO COBEPUIEHHO JPYroe — KOMMYHUKAMUBHITL KANUMAIUIM,
KOTOPBIA KaK pa3 TaKu MPOLBETAET U3-3a IIOBTOPSIOIIEICS UHTEH-
cuBHOCTH ByeyeHus1» (Dean, The Real Internet, 2010). KomMmyHuKa-
THUBHBIN KalUTaNu3M MOJpa3syMeBaeT COMMKEHUE eMOKPAaTUU U Ka-
MUTAJIN3Ma B KOHTEKCTE CETEBbIX KOMMYHMKALUH U Pa3BI€KaTEJIbHbIX
menua. M ecam MHYCTPUAJIbHBIA KAalIUTAJIM3M OCHOBBIBAJICS HA IKC-
IJlyaTalluy TPyZHa, TO KOMMYHUKATUBHBIM KAATANIA3M — Ha 3KCILIY-
aTauuy KoMMyHukauuu. CoBpeMeHHble ceTeBble/INppOoBble MENUA,
cornacHO JIX. JIuH, 3aXBaTbIBAIOT I0JIb30BaTEJIEN B CETAX HACJaX-
IleHUsI, IPOU3BOACTBA U HabiogeHus. B cBoeil kHure «Teopus 6110-
roB: oO6paTHas CB43b U 3axBaT xesaHug» (2010) k. [JuH, aHanusupys
couuanbHble CeTH, 6710rH, 6710rocdepy, BBOAUT HOBbIN TEPMUH «6710-
ronesnar» (blogipelago) — mepBas yacTb TepMUHA NIOIPa3yMEBAET CO-
37laHUEe BUIMMOCTU COOOIECTBA, TOITAa KaK BTOPast yKasblBaeT Ha (pak-
THYeCcKoe pasjeseHue Mexnay noabizosaresnsimu (Dean, Blog Theory,
2010). Kanutanuamy BeITOJHA COLMAIbHAS aTOMUA3ALIUS U CTUMYJISLINS
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MHIUBUAYAJbHOTO YIOBOJIbCTBUS. LIudpoBble Menua MPUTATUBAIOT
u6uI0 yesaoBeKka obenraHueM U36bITOYHOTO YI0BOJIbCTBUS. KoMITbIO-
TepHble, MOOUJIbHBIE UTPBI Takke dPPEKTUBHO 3aTIONHSIIOT HEXBATKY,
HCIIBITBIBAEMYIO CYOBEKTOM. PacCMOTpeHNEe KOMITBIOTEPHBIX UTP Kak
BUPTYyaJIbHBIX MUPOB, BhIPa’KaOMUX CTPYKTYPY KeJaHUH, I03BOJIsIeT
MIOHSTH «PEAayIbHbII MUP» U CTPYKTYPHI BJIACTH, KOTOPbIE MO I€P>KU-
BAIOT 061ecTBo noTpebaenus (Matthews, 2011).

Urpel, ¢ OHOI CTOPOHBI, IPOTUBOIOJIOKHbI TPYAY U CBSI3aHBI CO
cdepoii pazpaedeHnii. OgHAKO OTBJIEYEHUSI U TPYH, — IB€ CTOPOHBI Ofi~
HOMU U TOH Ke Mefasu. YIOBOJIbCTBUE OT PErYyJISPHOTO OTBJIEYEHUSI 1B~
JISIETCSI BaXKHOI 4aCThIO U HAIIero OTHOUIEHUS K TPYZAy. «B pasBuTom
KanuTaau3me 3abaBa CTAaHOBUTCS NMPOAOJIKEHUEM TPYJa, a ULIYT ee,
YTO6Bl BpEMEHHO 3a0bITh O paboTe U BHOBb 06peCTH CuJbl U popmy
K MOMEHTY CJIeIYIOIero CTOJIKHOBEHUS C Hell» (Bown). Bumeourpst —
9TO OTBJIEYEHUS], KOTOPBlE OrPAXKAAIOT OT PparMeHTapHOTO, OTYYK-
JIEHHOTO OTHOIIEHMS C PeajlbHOCThIO, corsacHo Andu Boyn. C npyroi
CTOPOHBI, CBOOGOZHOE BpeMsl, JOCYT, OTBJIEUYEHMS] TaKKe CTajd IPO-
M3BOJICTBEHHBIM IJIAlJapPMOM, OOBEKTOM KYJIBTYPHBIX WHAYCTPUU
1 HOBBIX Menua (Andrejevic, 2011), TeCHO CBS3aHbI C KOMMEPUYECKOM
SKCIJTyaTaliel colyabHbIX OTHOMEHUH 1 KOMMYHUKALIUY (C FefiMU-
¢dukanueit u sKcIayaTaleil HeXBaTKu).

Takum o6pa3oMm, LuGpOBbIE MENNUA, B TOM YHUCJIE COLUATbHbIE
CeTH U BUIEOUTPhl, OKa3bIBAIOTCSI BOBJIEYEHHBIMU B IIPOTUBOPEYUBbIE
MPOIeCChl COBPEMEHHOIO OOIIECTBA: C OJHON CTOPOHBI, OHU COneM-
CTBYIOT CO3[IaHUIO U CBOOGOJHOMY OOMeHY MHopMauuei (MHTepak-
TUBHOCTb, COy4YacTUe, MPOCBIOMEPCTBO), C APYTOil — TECHO CBSI3aHBI
C KOMMEPUYECKOIl 3KCIlyaTalell COLMAIbHBIX OTHOLIEHUN U KOM-
MyHUKanuy. Onupasich Ha UJeU JJaKaHOBCKOro MCUX0aHasn3a, Bhllle
PacCMOTpPEHHbIE aBTOPLI IIO3BOJISIIOT MOHSITH TO, KaK LIU(POBbIE TEXHO-
JIOTUM HATIPaBJISIOT CO3HAHUE YEeJIOBEKA, a TaKKe CTPYKTYPYy OTHOIIE-
HUI CO BCEMU TEXHOJIOIMYECKUMU pas3BiedeHUsIMY, KOT/la OHU CTau
MOBCEMECTHBIMU.

MexaHU3Mbl 6€CKOHEYHOCTHU U YA OBOJIBCTBUE
B CETEBOM MHKPEMEHTAJIbHOU Urpe «kEjodka»

[TpunoskeHus it MOOUJIbHBIX TeJie(DOHOB, COLlMAJIbHbIE CETHU U BUZIEO-
WTPbl UT'PAIOT BAXKHYIO POJib B (POPMUPOBAHMY aKTUBHOCTU B COBpE-
MEHHBIX MOTPEOUTENIbCKUX OOIIeCTBaxX U MOMOTalOT YAOBJIETBOPUTD
caMble pa3HOOGpa3Hbie keaHusl. Ho B KaKo# CcTerneHu caMU JKeJlaHu s
CO3JAI0TCS UJIY YCUJINBAIOTCS TEXHOJIOTUEN?

Ecnu yriy6uTbes B TO, YTO UMEHHO 3aHMMAaeT BpeMsl J1ojieil B MH-
TEpHEeTe, TO BTO, IPEXAE BCErO, COLMAJIBHBIE CETHU, MECCEHI KEPHI,
YouTube. ComuanbHble ceTHM aKTUBHO 3alyCKalOT U TOJJep>KuBa-
IOT UIPhl, B KOTOPbIE UTrPAIOT 3aPETrMCTPUPOBAHHBIE I0JI30BATEJIU.
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B 1laHHOM pasjiesie XOTeJoCh 6bl PACCMOTPETh BUjieourpy «Emouka»
(Puc. 1, 2), co3gaHHylo 6enmopycckum 6penpom Stark-studio (http://
starkstudio.by), koTopas Bnepssle Bbila B cBeT B 2010 rony u, Ha riep-
BBIN B3IJI]1, HUKAK HE CBA3aHa C HACUJIMEM, U3YUYUTHb MEXAHN3MbI oec-
KOHEYHOCTHU U BJIeYeHMSI B Hell. DTO MHOTIOIIOJIb30BaTeIbCKas urpa
B )KaHp€ HKOHOMMWYECKOI CTpaTeruu, KOTopasl IOCTPOEHA Ha JIOTUKe
HakorleHusl. Mrpa pacnpoctpanseTcsa no monenu free-to-play (yc-
JIOBHO-6€CIIJIaTHBIX UTP) uepes counasnbHble ceTu VK, «OnHOKIacCHU-
Ku», «Moit Mup», Facebook 1 umeet 60sb11y1o NONysasspHOCTb CpenU
[I0JIb30BaTEJIEN ITUX CETEN Ha IIOCTCOBETCKOM IIPOCTPAHCTBE. [Ipen-
I1OJIara€TCA, YTO B CKOPDOM BPEMEHU UTPa MOXKET IMOABUTHCA U Ha I1J1aT—
¢opme SAnpexc.Urpel. B Hee MO>KHO UrpaTh Kak Ha KOMIIbIOTEpE, TaKk
1 Ha cMapTdoHe. [IpoeKT eXerogHo nepes3anyckaercsi, To €CTb BUL0-
WM3MEHSIeTCSl JU3aliH MOJIsiH, 00bEeKThl, IePCOHAXU, MeXaHuku. Oye-
pennas Bepcus «E0ukn» BRIXOIUT 06BIYHO B HOSGPE-IeKabpe.

OKYHHCE B CHAIKY
€ CAMOR HOROrOAHER

Puc. 1, 2. McmouHnuk: ckprH 3KpaHa urpsl B VK
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Urpa «Esiouka» — 3TO CII0KHO-CTPYKTYPUPOBAHHbINA MTPOrPaMM-
HO-TEXHUYECKUII KOMILJIEKC, KOTOPBIN BbIAEPKUBAET OOJIbIIME Ha-
T'PY3KU B I€CIATKY MUJIJIMOHOB MoJib3oBaTtesnen. K konny 2014 roga ko-
JINYECTBO UI'POKOB IIpeBbICUIIO 40 MUJIJIMOHOB. Buyeourpa exeronHo
3aHMMAET TONOBbIE NT03ULIUM B coluanbHbIX ceTsax VK u «OpgHoktacc-
HUKW» KaK OJJHA U3 CAMBIX ITOMYJISPHBIX U IPUOBIIBHBIX UI'P. DTO Ka-
3yasbHas urpa (Juul, 2010), To ecTs nMpefHa3HAYEHHAs OJIs IIHMPOKOTO
KpyTa IoJIb30BaTesell, UMelomasl IpuBJeKaTesIbHylo rpaduky, Ipo-
CThle TIpaBUJIa U IOHATHBIE MEXAHUKH, MO3BOJISIIOIME JIIOOOMY uYe-
JIOBEKY JIETKO «BOWTH» B UI'PYy U pa3obpaThcs B ee mpaBuiax. Mrpo-
KM — TI0JIb30BaTeJIM MY>KCKOTO M >KEHCKOro I1oJa (C mpeobyasaHuem
SKEeHIIVH), B Bo3pacTe OT 12 1o 64 seT, pa3aIMyHOrO COLMAIBHOTO CTa-
Tyca, YPOBHS 06pa3oBaHUs U BepoucnoBenaHusi (MupoHos, ByTbka,
I'nmoBankuii, Banpuesckas, 2017, c. 375).

Kpome Toro, urpa TeCHO CBs3aHa C IPa3[IHUYHON KYJIbTYPOI,
B YaCTHOCTM C OLHUM M3 OCHOBHBIX NPa3fgHUKOB — HOBBIM rofioM,
Yl IPUBJIEKAET PYCCKOS3bIYHYIO ayIUTOPHUIO CETU B NIPEAIBEPUN ITO-
ro co6niTHsl. MHOrME UTPOKU B OT3bIBaX OTMEYAIOT, YTO CKaYMBalOT
Y UTPAIOT B Hee KAXKABIN IO 1711 TOTO, YTOOBI Oy TUTh NPUOIIKEHNE
1 aTMocdepy HOBOTOIHEro Ipa3fAHuKa. [l eciu paHblile JI041 BCTpe-
yasu HoBbIl rof, pENMYIIECTBEHHO TE€PE] TEJIEBU30POM, TO CETOH-
HsI — OTKPBIBas MOIAPKU U O6MEHUBASICH [O3/IPABIEHUAME B «Eyi0uke».
Kpowme Toro, 1 K 4pyrum npasgHuKam, akTyaJbHbIM Ha [IOCTCOBETCKOM
MpOCTpaHCTBe, 6yab To [leHb cBsitoro BaneHTtuHa, 8 Mapra, Ilacxa,
1Mas u npyrue, B Urpe Tak>ke IpUypOoY€Hbl pa3IM4YHble IOJAPKH, CIOP-
Mpu3bl, aKLIMK, COOBITUS, TO3TpaByIeHys. B nocienHue 1Ba rojga cTanu
MOSIBJISITbCS MOJISIHBL, CBSI3aHHBIE C KYJIBTyPaMU JIPYTUX CTPAaH — KU-
TalicKasg, eruneTcKas, MEKCMKaHCKasl, CKaHIMHaBCKasl.

' Enouka 2021 «
v 31 okTeipA B 13:33 - Wrpsl

Lpy3ba, 3 Bbl 3HaeTE, KaKOH cerogHa aeHs? ;)

CerofiHa He NpocTo 31 OKTAGPA, 8 X3nnoywH!
B YecTb aTOro, B Mrpe BCex MAST HeGonbLUIoH
nopapodex. A Kax Bbl ByaeTe oTMeYaTb 3ToT
AEHb, NOAFOTOBKAK KOCTHIM?

Puc. 3. icmouHuK: CKpyH U3 TpyIisl urpel B VK
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B niesioM npa3gHUKY 1M MeJ A TECHO CBSI3aHbl B KYJIbType. «Tpanu-
LMOHHO BakHelmer GyHKUMEHN Npa3JHMUKaA U IPa3JgHUYHON KYJIbTY-
PBI B LI€JIOM SIBJISIETCSI UIEHTU(PUKALUMOHHAS QYHKIMS — KaK BO3MOXK-
HOCTb OCO3HATh U MEPEXUTb CBOIO NIPUHAJJIEXKHOCTDb K TOM MJIA UHOHN
KYJIbTYPHO 11€JIOCTHOCTHU MOCPEACTBOM MaHudecTay o61mux ¢ Her
LIEHHOCTEH, CUMBOJIOB, MOJieJIEll INOBENEHUS U T.[. B puryanpHbIX
Mpa3gHUYHBIX IEUCTBUSIX BO3HMKAET HIMOIIMOHATIbHAS CBsI3b, 0becre-
YMBalOIasl UX YYaCTHMKAM YYBCTBO YKOPEHEHHOCTU U NPUHANJIEXK-
HOCTH, CTOJIb HEOOXOJUMOE€ 4YeJIOBeKy IepexuBaHue». (Mambiru-
Ha, ApTiomkuHa, 2016, c. 33). MoKHO CKa3aTh, YTO UTpa «Enouka» yKe
Ha npoTsikeHun 10 sieT peanusyeT 3Ty UAEHTUPUKALUOHHYIO QYHK-
LIMI0, @ TAKXXE CO3[4aeT U MOAJEPKMBAET HOBbIE NIPAa3JHUYHbIE PUTY-
aJsibl, Tpaguuuu. Eciu npasgHuKy U Npa3gHUYHble MEPOIIPUSITHUS 1107,
BJIMSIHUEM TPAJULMOHHBIX MeJua (KMHO, TeJieBUeHUe, HalpuMep)
MpEeBpaIIAlOTCsl CKOPeE U3 NEUCTBUS B 3pEJMIIE, TO B BUJEOUTPAX —
HA060pOT. IrpoK He MPOCTO 3pUTeIb, HAGMOAATE b, HO 1 AKTUBHBIN
coyuactHuk. To ecTb «Esi0uka» Ha POTAKEHUU BCETO rofia U BCEX Ce-
30HOB O6ecrieyrBaeT MeJuitHOe ONoCpefoBaHue Mpa3fgHUKOB. MMmu-
THUPYsl peajibHblii MUP, OHA CIIOCOOCTBYET BLIPAGOTKE, COXPAHEHUIO
Y IONYJISIPU3ALIUM KYJIBTYPHBIX U IPa3JHUYHBIX TPAIULMA.

CyTb urpsl «Ej109Ka» 3aKI04aeTCs B COGMPAHNY BOJIIEGHBIX Ma-
JloueK, B BBITOJIHEHNUHU 33/iaHUH, yITydlleHuu nepcoHaxeii (Jlex Mopos,
CHerypouka, nuTomel]), o6beKToB (Tepem Jlena Moposa, JOMUK MU~
ToM1a, pabpuKa UrpylIeK U [p.), CE30HHBIX MOJISIHOK (3UMHSIS, BECEH-
HSISl, JIETHSISL, OCEHHSIS, HO MOTYT OBbITb Y MEXKCE30HHbIE MOJISIHBI, CO-
I03HbIE II0JISIHBI), B IPOXOXKIEHUH yPOBHEH. Kaxkaas nossHa ConepKuT
CBOU UTPOBble MEXAHUKU U YHUKaJIbHble OOBEKTHI. Kaxkablil 06BEKT
WA TIEPCOHaX MPUHOCAT NMPUOHLIb B BUIE Pa3JIMYHBIX PECYPCOB —
BOJIIIEOHBIX TaJIoueK, pyOMHOB, KJIOYel, CHEXUHOK, MOHeT. [1anod-
KM IIPOM3BOMSITCS, BBINALAIOT U3 NONAPKOB, CYHIYKOB IPy3€H, KoJjec
(opTyHBI U Ap. B urpe MO>KHO OCYIECTBISATh 6€CKOHEYHBIE Yyullle-
HUS. 30€Ch MOMEHTBI «CTaHIAPTHOTO JOXOIa» YEPELYIOTCS C MOMEH-
TaMU yJa4u (Halpumep, UCTOJIb3yeTcsl Koseco (popTyHel u Ap.). B Ta-
KM€ NepUojibl UTPa JOCTABJSIET 0CO60€ YAOBOJIbCTBUE, TaK KaK UTPOK
OpICTPO PO BUTaeTcs Mo ypoBHAM. 1 naske ripu 100% yny4ueHuu no-
JISTHBI MOKHO MPOAOJIKATh yIy4llaTh HEKOTOPblE OOBEKTHI (TUTOMIIA,
Hanpumep), cCOOGMpaTh MOBTOPHO MTPYIIKU IOJISHBI elle NpUubau3u-
TEJIPHO B T€YEHME rojia MoCie BhIXOZla HOBO¥ Bepcuu. To eCTh UrpOKU
napa’suiesIbHO MOTYT UrpaTh B IIBe «E.7104K1M», HOBYIO U CTapyIo.

«E10uKa» OTHOCHUTCA K KaTeropuu TakK Ha3blBAEMBIX MHKPEMEH-
TaJIbHBIX UTP, IN6O UX ellle Ha3blBaloT aiiaepsl (idle game), 1160 K-
Kepbl — JIEHUBbIE UTPhl, KOTOPblE UI'PAIOT CaMU IO cebe. Vx urposoi
MPOLECC CBSI3aH C BBIIIOJIHEHUEM JOCTATOYHO IIPOCTHIX NEUCTBUM, Ta-
KUX KaK MHOT'OKpPaTHOE Ha’kKaThe Ha MBIIIKY JIM60 5KpaH CMapT(OHa,
a TaK>Xe C TeM, 4YTO HEKOTOPbIE PECYPCHI MHOTA HY>KHO IIPOCTO XAaTh
onpezesieHHOe KOJIMYeCTBO BpeMeHU. [JIaBHBIM 37IEMEHTOM ITOJ06HbBIX
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WTP SIBJISIETCS ITIOCTOSIHHBIN POCT 4MCeJl, YPOBHEH, PECYPCOB, YTO, IO
MHEHHUIO psifia UCccileloBaTeel, U JOCTaBJseT 0coboe yIOBOIbCTBUE
WUIpOKaM, HECMOTPSI HA MOHOTOHHOCTb Y MOBTOPSIEMOCTDb TeMILJIESL.
VIMEHHO OCHOBHOI LJMKJI, COCTOSIIIMI U3 HAKOIJIEHUSI PECYPCOB, UX
MIOCTOSIHHBIX TPAaT U YCKOPEHU S 10X0Za, ONIpeeisieT KaHp U BblIeJIs-
et ero cpeau urp (Kunr). OCHOBHO €110co6 MOHeTU3auu 1714 «Eioy-
KM» — 3TO BHYTPUMIPOBbBIE IOKYIKM, KOTOPbIE NOCTYIIHBI, IIPEXIE
BCETO, [IJ151 POCCUMCKUX II0JIb30BaTEJIEN COLIMATIbHBIX CETEM.

OpHOI U3 CaMbIX YCIEIHbIX WHKPEMEHTAJbHBIX WUIP SBJISIET-
cs FarmVille (2009) — cumynstop pepMbl C MEHETKMEHTOM pecyp-
COB. IrpoK MOKyIaeT 3eMJII0, Ha KOTOPOW BbICAXKMBAET CBOY OYIyLIuit
yposKaii, pa3BOAUT CKOT, IOTOM BCE 3TO COOUPAET, IPOAAET, YTOOHI 10~
JIYYUTh JIEHbI'M U KYIUTh ellje 60Jblle 3eMJIY, U TaK A0 6€CKOHEYHO-
ctu. JKesnaHue BbICMESITh NOJOOHBIM 6€CKOHEUHBIN I'PUHJ, BBIJINUJIOCH
B CO3JlaHMe TaKUX UTp, Kak Progress Quest (2002), Cow Clicker (2010).
OpHaKo MONBITKU MPOJEMOHCTPUPOBATh, HACKOJIbKO TaKUE UTPbI Y-
CTbI M 6€CCMBICIIEHHBI, I0KA3aJI1, YTO BCE He TaK IIPOCTO U TaKue UTPhl
BCE PaBHO SIBJISIIOTCS NOCTATOYHO MOMYJSPHBIMU. HEKOTOpble NHKpE-
MEHTaJIbHble UTPBI MIO3BOJISIOT UI'POKaM UrpaTh 6eckoHedHo (Cookie
Clicker, 2013), B Apyrux MOXHO AOCTUTHYTb KoHIA urpsl (Candy Box,
2013). HaraH I'peificoH 0OBSICHSIET MOMYJISIPHOCTh MHKPEMEHTAbHBIX
UTD TE€M, YTO OHU OTBJIEKAIOT YEJIOBEKA OT €5KeJIHEBHbBIX 3a00T U JIETKO
BIIMCHIBAIOTCS B MOBCEJHEBHYIO XXU3Hb (Grayson). Ho oHM He IpocTo
JIETKO BIIMCBHIBAIOTCS, HO M OCOOBIM OOPa3OM CTPYKTYPUPYIOT KU3Hb
4YeJIOBEKA M ero Bpems, IoOYyKJaloT K 6ECKOHEYHOMY UI'PDOBOMY IIPO-
LIECCY U YIOBOJILCTBUIO OT HETO.

Vrpsl B coLMajibHBIX CETAX aKTUBHO UCIOJIb3YIOT NUHKPEMEHTAJIb-
Hble MEXaHWKU, YTOObI UTPOKU UTPaAJU KaK MOXHO JloJblie, B Ulea-
Jle — BeCh r'oji, a IOTOM U CJIeYIOMNIi, TO eCcTb 6€CKOHEeYHO. B paccma-
TpuBaeMoii Hamu urpe «Eioukay Takke paboTaOT MHKPEMEHTAJIbHbIE
MEXaHU3MBbI, KOTOpble OYyKBaJIbHO TMOJTAJIKUBAIOT K OECKOHEYHOMY
YA0BOJIbCTBUIO, 3ACTaBJISIS1 UTPOKA PETYJISPHO 3aXONUTb B UTPY:

1. Harpapma 3a eXenHEBHble IOCeleHus urpel B TedeHue 100,
150 pHel u T.4. Ecnu ke Urpok MPONYCTUT XOTs Obl OAUH JIeHb, TO BO3-
MO>KHOCTb IOJTy4eHUs1 Harpajpl 3a IOA0OHOE NOCTUKEHNE CABUTAETCS.

2. OpgHu 3a7aHust OGHOBJISIIOTCS Yepes IoJyaca, Apyrue — uyepes
4 yaca, TpeTbu — 4Yepe3 CyTKU. To ecTb cama urpa JaeT IOHSThb, YTO
peryispHOe BO3BpallleHue — 3TO BBITOHO, TaK KaK TakUM 06pa3om
MTPOK MOJTy4YaeT 60JIbIIe PEeCypPCOB /A7s OCEeAYOWMX Y1y YIeHHIA.

B «Enouke 2020» (no cpasuenuio ¢ «Enoukoit 2019» u 6osee pan-
HUMU BEPCUSIMU) Y UTPOKA MOSIBIISIETCS 60JIbliIe CBOOOABI C MIAHUPO-
BaHMEM BpEMEHH, TaK KaK €CTb BO3MOXXHOCTb CAMOMY BbIOpATh, KaK
4acTo 3aXONUTh B UTpy. Hanprumep, MO>KHO BbIOPATh ITOMOIIHUKA, KO-
TOPBIA MPUHOCUT NAJIOYKU — 4Yepe3 1 JeHb, yepe3 8 4acoB WM 4e-
pes 4 yaca. I yeM MeHblllee KOJIMYECTBO YaCOB BbIOMPAET UTPOK, TEM
6osbiie ero moxon. Takum o6pa3om, Urpa ONpenesIeHHbBIM 00pazoM
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CTPYKTYPUPYET He TOJIbKO UTPOBOE BPEMS, HO U B 1J€JIOM I€Hb UT'POKa.
B To0 ke BpemMsi OHa [T03BOJISET B JII060M MOMEHT IIPEPBAThCS U B JIIOO60M
MOMEHT IPOJOJDKUTh UTPOBOI IIPOLieCC. 3eCh Mbl BUAUM, KaK UTPO-
BO€ BpeMs U BpeMsl, [IPOBeJIeHHOEe YeJIOBEKOM Ha paboTe Jmbo Ha [0~
cyTre, TECHO B3aMMOCBSI3aHbl, YTO, BIIPOYEM, U SIBJISIETCS ClelnpUKON
COBPEMEHHOM KYJIbTYPBHI B LI€JIOM. VIrpa MOKeT 3aM0JIHATh IPOMEXYT-
KU1 MEX]y paboToii, a TakKe BpeMsi, KOTOPOe UTPOK TPATUT Ha OTHBIX,
Ha JOpOry/TPaH3UT U T. II.

3. «/rphl B UTPe», UJIM DTO MOXKHO Ha3BaTh GeHOMeH «E1ouKn-ma-
TpEmKu». PerynsapHo BHYTpU camoil «EJIOYKM» MOSBIAIOTCH [OTOJI-
HUTEJIbHbIE UTPHl, CO3[AHHBIE TAKXKE C MCIOJIb30BAHUEM MHKPEMEH-
TaJIbHBIX MeXxaHUK. Hampumep, B 2019 romy aTo 6b111a pepma Mamma
Mia!, B 2020-2021 rogy — «llBeTouHag snaBkay, B 2022 rogy — «Perara,
«IaxTa».

4. PerynspHble IOAAPKY B UTPE.

NPOCHM TOABKO CHEXMHKW

TaTulHa Kafumima - COoaMuK T Hasag
“W) Coevmana, cnacwBa 1a nopapext

TaTumHa Kaameimema - CososHMK 7 A Hasan
TaTuaHa, Meoda, Gomkuoe cnacwlo xa mogapiia!

B TaTuMHE KAMMHWHA - COMIHWUK 6a Hazan

Wpuna, Banswoe cracuBollt

TaTumHE KaAMHAHRD - CORIHRK 5 A Hasag
KaTepuia, cnacuBo 3a MoRapok!

“19’ Nvwa Pomanona - Comamns 54 Haran
Beem AIpUTERLHAUAM NoAspKon BMATOLAPHOCTE!

F,( Haranes Knumons - Comsmmg S5 Hazapn
§l Cnacko peem gapnrennsitl!

Boegm cosbiuieiine

Puc. 4. icmounuk: CKpUH U3 TpyIibl Urpel B VK

Tak Kak urpa TeCHO CBsI3aHa C COLIMAJIbHBIMU CETSIMU, OHA 3aCTaB-
JISIeT/CTUMYIUPYET UTPOKA ObITh UHTEPAKTUBHBIM, BCTYIIATh B KOMMY~-
HUKAIMI0, B OOMEH C IPYrMMU UTPOKaMU (Takas BO3MOXXHOCTb €CTb
Kak B caMol urpe, Tak u B Coobiectse urpsl B VK, «OnHOKIaCCHUKAX»
Y IPYTUX COLMAJIBHBIX CETSX), YTOOBI OJTy4YaTh HEJOCTAOLIME AETANN
UTPYyIIEK, U30aBIISIThCS OT IOBTOPSOMUXCS. MOXKHO CKa3aTh, 4TO UTPa
O6yKBaJbHO NMOOYXAAET K COLUANIN3ALUN, CTUMYIUPYET UTPOKOB OO~
6aBysITh cebe HOBBIX Jpy3ei, O0IaThCsl MeXy COO0M, pa3BUBATh HA-
BBIKM COBMECTHO! paboOThl B paMKax COIO30B: COBMECTHO C APYrUMU
WIPOKAMHU yJIy4dllaTh U JEKOPUPOBATh COIO3HYIO MOJISHY, y4aCTBOBATh
B KOMaHJIHbIX BHYTPUUT'POBBIX aK1MSIX, 0OMEHNBATHCSI UTPOBLIMU pe-
Cypcamu, JapuTh IOAAPKY, CONIEPHUYATDL B COIO3HBIX peiTUHIax. irpo-
KM TaK>XX€ MOTYT OCYILECTBJISITb B3AMMOKOHTPOJIb AKTUBHOCTH B UTPE,
Hanpumep, B pamkax Corw3sa, B KOTOPOM MOTYT COCTOSITh 10 50 urpo-
KOB. Bo3amMoxXHO ypaneHue us3 Cor3sa 3a BpeMs npocTtos. [loaToMy, eciun
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WUI'POK HE MOXKET UIpaTh KaKOW-TO Nepuoy, (Hallpumep, yesXaeT B OT-
MyCK), B TAKOM CJIy4ae OH MOXeT IIpeynpenuTh / Ipocut riaapy Coo-
3a [TIOCTaBUTh €TI0 Ha [1ay3y U He yaaasaTb u3 Coro3a.

Kpome TOro, UTpOKM NUMEIOT BO3MOKHOCTb COY4YacTBOBAaTh B CO3-
JIAaHUM UI'PHI Yepe3 KOMMYHUKalMIo ¢ pa3paboTynkaMu B opuinajb-
HoOI1 rpyne. Pa3apaboT4nKu peryasipHO OOIAIOTCA C M0JIb30BaTEISIMU
(uepes Tak HazbiBaemble «Cy660THUE NTOCUIETIKIY), TPUCTYIINBAIOTCS
K UX MHEHMIO, YUYUTHIBAIOT TIOXKEJIAaHUSI U UJEU UT'POKOB, OMEPATUBHO
€00061IaI0T 06 yIIy4lIeHUsX, 06 YCTpaHeHU! IPOrpaMMHBIX c60eB. H-
Tepec K Urpe pa3paboTuMKU NOAAEPKUBAIOT TakKKe MOCPEACTBOM CO3-
DAaHUSI OTJIeJIbHBIX KOHKYPCOB, HallpUMep, IIPU BBEJ,EHUU HOBBIX r€po-
€B, HAKaHYHe OTKPBITHS HOBBIX I1OJISIH U IPYTUX COBBITUH.

5 smsigs 3agewan | Gn 0

Puc. 5. icmouHuk: CKpyH dKpaHa urpsi B VK

OpHaxko, Kak ¥ BO MHOTMX APYTUX BUAEOUTPAX, UTPOKH, YTOOBI U3~
6exxaTb eXXeJHEBHON UTPOBOI PYTUHBI JIMO0 (PHUHAHCOBBLIX BJIOKEHUH,
MOTYT OCYIECTBJISTh TAKKE CBOETO Pojia Hacuine Hag urpoit. Hanpu-
Mep, UCII0JIb30BaTh YUT-KOAbI, YTOOBI UMETh BO3MOKHOCTb HaKpy4u-
BaTh HY)XHBIE [IJ1s1 OBICTPOrO yIy4LIEHUs peCcypChl, He TpaTs Ha 3TOTO
BpeMS U yCUTUSL.

[IpoCTpaHCTBO BUMICOUTP — 3TO MUP MNPOUBBONCTBA SKEJIAHUIA,
YAOBOJIBCTBUM U TOBApOB CETOAHSIIHEro IHS, MPOHUKAIOIUN ye-
pes3 cBeTsiuecs dKpaHbl cMapT(OHOB U KOMIbIOTEPOB. Ha mpumepe
KOMITBIOTEPHBIX 1 MOOUJIBHBIX UTP MOKHO YBUJIETh U TIOHSTH TO, Ka-
KUM 06pa3oM Ujier KpUTUYeCKO TEOPUU U NICUX0aHaIN3a MOTYT OBbITh
MPUMEHUMBI K TOHUMaHUIO BUJEOUTP, KAKUM 06Pa30M BbICTPAUBAIOT-
CSl U CTPYKTYPHUPYIOTCSI KakK >KeJIaHUsl UI'POKOB, TaK U HOBblE (OPMBI
COLIMaJIbHON OpraHu3aluy, KakuM o6pa3oM MPOUCKOAUT IKCILTyaTa-
1us ¥ reiMuduKanys HeXBaTKU.

Ecnu y 3. @peiina peus msa npexze Bcero o6 MHPaHTUIbHOM,
(yHIaMeHTaNbHON HeXBaTKe B paMKax MCHUXUKU CyOBEKTa, TO B BU-
neourpe «Ejouka» — 0 HexBaTKe, KOTOPAs SKCIIYaTUPYETCS COBPE-
MEeHHbIMU POPMaMU KaNlUTaIu3Ma.
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B paMKax IaHHOU CTaTh¥ Ha IPUMEPE CETEBOM BUIEOUTPhI «E10u-
Ka» ObLJIM pacCMOTPEHbl MHKpPEMEHTaJIbHble MeXaHWU3MBbI, KOTOpbIe
MOJTAJIKUBAIOT K 6€CKOHEYHON UI'pe U YIOBOJIbCTBUIO OT MOJOOGHOM
6ECKOHEYHOCTH U IOBTOPEHHUS. A TaK>Ke TO, KAKUM 06pa3oM B JaHHOU
Urpe MHKPEMEHTAJIbHOCTb MIOMOJIHSAETCS! KPYIJIOTOAUYHBIM IMKJIOM
C €ro Mpa3fHUYHBIMU TPATULIMSIMU, KaK peasiu3yeTcs dKCIIyaTalus
U reiimudukanys HeXBaTKU B CETEBbIX aiifjjiepax Mo CpaBHEHUIO C Ofi~
HOTIOJIb30BATEIbCKUMHU. Y €CJIM Ha yPOBHE KOHTEHTA «EJI09Ka» BBITJIS-
AT COBEPIIEHHO 6€306MIHOI U Aase I10JIe3HOI B COLIMaIbHOM IJIaHe
(moppep>kaHue COLMANIbHOM 11€JIOCTHOCTH, CIIOCO6 CIIPaBUTHCS C He-
XBaTKOMH), TO Ha yPOBHE (POPMBI M MEXAHUKHU BCE COBCEM IO~ PYrOMy
(xomMopuduUKaLys KeJaHUSI U BpeMeHH, OTUyXIeHUE).
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Abstract: experiments based on multilevel computer simulations, which
are becoming widespread today in scientific research practices, are for-
cing philosophers of science to shift the focus of attention from traditional
concepts of scientific experiments to a fundamentally new methodology
for designing, setting up and conducting an experiment. The computa-
tional power of modern high-performance clusters, which allow the crea-
tion of unique computer simulations of target systems and environments
in which an experiment is affected, inspire various specialists to investi-
gate the status of such experiments, their epistemological value and on-
tological consistency before field, laboratory and thought experiments.
Some philosophers, imbued with the technological capabilities of com-
puting systems, dare to pose fundamental questions about the nature
of knowledge, thinking and ontology. The author of this article, hoping
and striving to contribute to this type of research, will attempt to pro-
vide a relevant description of the conceptual methodology for developing
computer simulations for conducting scientific experiments based on the
fundamental work of the founder of German classical philosophy, I. Kant.

1 ABTOp CTaTbu He MOJEPKMBAET JII0ObIE BOEHHbIE NEHCTBUS, UIYyLIAE CErofi-
Hs B mupe. bynyun rpaxgaHuHom PO, aBTop ocyxnaer BropkeHue BC PO Ha
TeppuTopuio YKpanHel 24 ¢pespast 2022 T. ¥ OTKPBITO BbICKA3bIBAET HEMPUS3Hb
K J1II060MY TPOJI0TDKEHUIO 60€BBIX EMCTBUI POCCUIICKON apMun B YKpauHe.
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In the first part, the methodological basis of the development of simu-
lations concerning transcendental aesthetics is deduced, in the second
with transcendental analytics and in the third, the limits of the ontology
of computer simulations of scientific experiments are revealed following
the Transcendental philosophy.

Keywords: Kant, transcendental philosophy, transcendental analytics,
a priori forms, reason, computer simulations, computer science, philoso-
phy of experiment, philosophy of science.

BeBeneHue

B kauecTBe METOJOJIOTMYECKON OCHOBBI KOHLENTYaJIbHOTO CO31aHUS?
HayYHOTO 3KCIIEPUMEHTA Ha 6a3e KOMIIbIOTEPHBIX CUMYJISLUNA B3SIT
TpyA U. Kanra «Kputuka uucroro pasyma» (Kant, Reimer, Gruyter
(ed.), 1900, Kant, Guyer and Wood (ed.), 1998, Kaur, I'ysibira (pen.), 1994),
B KOTOPOM IPEACTABISIETCS KOHLENUUs TpaHCLEeHIEeHTaJIbHOTO yue-
HUs 0 HadasaX. CTPYKTYPHO CTaThsl COCTOUT U3 TPEX YacTeil. B nepBoit
yZEJI€HO BHUMAHNE NIPOEKTUPOBAHUIO SKCIIEPUMEHTA C TOUKU 3PEHNUS
TPaHCUEHIEHTAJIbHON 3CTETUKU, BO BTOPOM — COOTHOIIEHUIO DKC-
NepUMEHTa C Pa3fesioM TPAHCLEHIEHTAJIbHON JIOTUKU — TPaHCLEH-
[IleHTaJIbHOW aHaJUTUKON U TPeTbsl NpeJLCcTaBisieT coboil popmann-
30BaHHOE METOMOJIOTMYECKOE ONMNCAHUE KOMIIbIOTEPHBIX CUMYJISILAN
C TOYKHU 3PEHUSI OCOOEHHOCTEN 1 IPEUMYILECTB TAKOTO POZa HAYYHBIX
SKCIIEPDUMEHTOB. B 3aKJIOUMTENIBHOM YacTU $1 MOIBITAIOCh ONpene-
JINTh OHTOJIOTUIO CUMYJISIMIA B T€X 3MACTEMUYECKUX TPAHUILAX, KOTO-
pble 6b11M onipegiesiensl KaHToM yepes uyBCcTBEHHY0 uHTyunuio (Kant,
Guyer and Wood (ed.), 1998, pp. 254-256) u paccynok yesoseka (Ibid.,
pp- 387-393), popmupyromux MeEXaHU3M CaMOCO3HaHUs, 0003HAYEH-
HbIl KaHTOM KaK TpaHCLieHeHTalbHOe eJMHCTBO annepuenyuu (Ibid.,
pp. 231-232).

Ba’kHO OTMETHUTD, UTO B PaboTe pacCMATPUBAETCSl HE Kjaccuye-
ckas Meradusnyeckas KOHUENUUs OBYX oO6beKkToB (Strawson, 1966,
Aquila, 1983, Guyer, 1987, Van Cleve, 1999), cornacHo kotopoit TpaHc-
LEHJEHTalbHOEe y4eHrue KaHTa MHTEpIpPETUPYETCS KaK CMBICIOBOM
KOHCTPYKT B3aMMOMENCTBUSL [BYX MHUPOB. TPaHCLEHIEHTAJIbHOIO
(«Bewb-1Jisi-HAC» — MUP SIBJIEHUI UM (PEHOMEHOB, KOTOpPble pac-
KPBIBAIOTCS IE€PEJ, YE€JIOBEKOM IOCDPEACTBOM IO3HABATEJIbHBIX CIIO-
COOHOCTEN) U TPaHCIEHJIEHTHOTO («Belb-cama-1io-cebe» — MUp HO-
YMEHOB, KOTOPbIII HE MOXET ObITh IO3HAH B CUJIy IIO3HABATEJIbHBIX

2 B pa6ore paccmarpuBaetcs obuas puaocodCKoO-KOHLENTyalbHasi METOL0JI0-
sl IPOEKTUPOBAHNS U MCTIOIb30BAHNSI KOMIBIOTEPHBIX CUMYJISLIMI B HAYIHBIX
9KCTIEPUMEHTAX, HE PACCMATPUBAIOTCS C TEXHUYECKOH TOUKU 3PEHUS] METOJ0-
JIOTMS MAaT€MaTH4eCKOro MOMENNPOBAHUS, MPOrPAaMMUPOBAHUS, CHUCTEMHOMN
HACTPOMKMN 060PYZOBAaHNS U TPOrPAMMHO-aNIapaTHON YaCTH BIYMCIUTETbHBIX
KJIaCTE€POB.
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OTpaHUYEHUH YeJIOBEeKa, 3aJI0’KEHHbIX IPUHIIMIIaMH paboThI paccyaka
Y IPUPOIbl CEHCOPHOTO amnrmapara).

B oCHOBY norcka MeTO0JIOTUY DKCIIEPUMEHTOB Ha 6a3e KOMIIbIO-
TEPHBIX CUMYJISALUNA UMIJIEMEHTUPOBaHA UHTepIipeTauus TpaHcueH-
JIIEHTAJIbHOIO YYEHUS B BUJIE€ BNUCTEMOJIOTMYECKON TEOPUU MJIU TaK
Ha3blBaEMOI1 ABYyacleKTHON uHTepnperauuu (Bird, 1962, Bird, 2006,
Prauss, 1974, Langton, 1998, Allison, 2004), rae CyuecTBYIOT JBe TOY-
KU 3peHUsI Ha 0ObEKTHI OMbITa: 1) aHTpOMHas TOUKa 3pEHMS, B KOTOPOU
00BEKTHI PACCMATPUBAIOTCS OTHOCUTEJIBHO STIUCTEMOJIOTUYECKUX CO-
CTOSIHUI, CBOMCTBEHHBIX YEJIOBEYECKUM KOTHUTUBHBIM CIIOCOOHOCTSIM
(BOBHUKHOBEHUE «BEIU-[JISI-HAC» 4Yepe3 YYBCTBEHHYIO HHTYMIUIO
Y paccyzok); 2) TOYKa 3peHUs] UHTEJIJIEKTYaJlbHON UHTYULIMU — OfHU
1 T€ K€ 00bEKThl MOT'YT ObITh U3BECTHBI CAMU I10 cebe 1 He3aBUCHUMO
OT KaKUX-JIN6O BIUCTEMOJIOTMYECKUX YCIOBUM («Bellb-camMa-To-ce-
6e» He MOKeT ObITh IT03HAHA YeJIOBeYECKOU IPUPOMOIA, HO 3TO HE Me-
IaeT M03HABaTEJIbHBIM CIIOCOGHOCTSIM YeJIOBeKa OYEPTUTh TPAHUIIBI
yepes OCO3HAHUE aHTPOIHBIX OIPAHUYEHUN U 3aKPenuTh Gopmab-
HYI0 MBICJIb 06 0OBEKTE B LI€JIOM, HE TPeTEeHYsl Ha PaCKpPbITHE €ro CO-
Ilep>kaHusl, HO BMECTE C TEM COXPaHss BO3MOKHOCTb a6CTPAaKTHOTO
MBIIIJIEHUS 32 TIpeJieslaMy IPaHull aHTPOITHOM TOUKY 3PEHUSI).

JaHHas paboTa CTaBUT Iepes; co60i 1esu, KOTOpble MOXHO CTPYTI-
MUAPOBATh 110 JBYM OCHOBHBIM KaT€rOPUSIM:

1. BeisiBJIeHME KOHLIENTYyaJIbHOW METOJ0JIOTUU HAy4YHBIX IKCIIEPU-
MEHTOB Ha OCHOBE KOMIIbIOTEPHBIX CUMYJISILIAIM:

- CUMYJISILAY KaK OTIEJIbHBINA BUJL, SKCIIEPUMEHTA;

- BIUCTEMOJIOTUYECKAsd L€HHOCTHASl YHUKAJIBHOCTb CUMYJISILIANA

Y UX 3BPUCTUYECKUI OTEHLIMAT;

- NpeojiojieHNe CEMAaHTUYEeCKUX 6apbepoB MEXIY PasaudHbIMU

Hay4YHbIMU TANOTE3AMU U TEOPUSIMU YEPE3 MHOTOYPOBHEBbIE CH-

MyJISILMY B paMKax €IMHOM TPaHCLEHIE€HTaJIbHOU OHTOJIOTUM.

2. OmnpepnesieHrue TPaHCUEHAEHTAJIbHONU OHTOJIOTMU KakK OCO6OMU
cocrasinsomeil B TpaHCLUEHIEHTaJIbHOM YYEHUM O HadasaX, OTHOCS-
merics K cpepe yes0BedeCcKoro o3HaHUS SKCIIEPUMEHTAIbHOTO 06b-
€KTa 4epe3 YyBCTBEHHYIO UHTYMUIMIO U PACCYLOK:

- KOJIMYECTBEHHOE U KA4YE€CTBEHHOE YCUJIEHME KOTHUTHMBHBIX Xa-

PaKTEPUCTUK Ye€JIOBEKA C MOMOIIbI0 TEXHOJIOTUM BbICOKOIIPOMU3-

BOJIUTEJIbHBIX BBIYUCJIUTEJIbHBIX KJIACTEPOB U UCIIOJIb30BAHUS UX

B DKCIIEPMMEHTAX [IOCPEICTBOM CUMYJISLIMHU LI€JIEBBIX CUCTEM?;

- QHTPOIOLIEHTPUYECKOE 3aTPYJHEHNE 1 BOBMOKHOCTb TEXHOJIO-

TMYeCcKOro pelleHusl pacliupeHusl TpaHul] TO3HAHUSI MUPa Yepe3

3 llenesas cucrema (aHrI. target system) — yacTb IPUPO/IBI, HA UCCTIEJOBaHUE KO-
TOpOI1 HarpaBJieH dKcriepuMeHT. OHa MOXKET MCCIIeJ0BAaThCs HAIPSIMYIO U OBITH
006BEKTOM DKCIIePUMEHTa (HaTypHbII 9KCIIEPUMEHT) UM KOCBEHHO OBbITh ITpeji-
CTaBJIEHHO} B BUJI€ MaTepUaIbHOMN (]a00OPATOPHBIA KCIIEPUMEHT) U MaTe-
Maruyeckoi mogenu. Cm., Hanpumep: Frigg, 2009, Giere, 2004, Weisberg, 2013,
Elliott-Graves, 2014.

TOPOS Ne1, 2022 | 73



MNpeoaoJieHNE TPAaHCUEHAEHTAJbHOIO €IWHCTBA aIllepuenugunu
U YCTpaHEHNA Y€JIOBEKA KaK cy61)eKTa 9KCII€EPHUMEHTA.

i1 TOro 4TOGBI, C OJHOW CTOPOHBI, PEMINUTbh KOHIIENTYaJIbHBIN
METOLO0JIOTUYECKUN BOIIPOC MPOEKTUPOBAHUS U IPOBEINEHUSI IKC-
NIEPUMEHTA IIOCPELNCTBOM KOMIIBIOTEPHBIX CUMYVJISILIVN, & C APYyron —
YCTaHOBUTbL OHTOJIOTUYECKUN CTaTyC TPAHCLEHIEHTAJIbHOIO KakK
YHUBEPCAJIbHOM I103HABATEJIbHON OESITEJILHOCTU CO3HAHUS, B IEp-
BOI 4acTH s 6yjly ONpejesIsiTh 3HAaYMMOCTbh BpEMEHHU U IIPOCTPAHCTBA
B KOMITIBIOTEPHBIX CUMYJISILIUSIX U COOTHOCUTH BbISIBJIEHHbIE OCOOEH-
HOCTHU C YyBCTBEHHOW MHTYHULIMEN YEJIOBEKA COIJIACHO KaHTMAHCKON
TPaHCLEHIEHTaIbHON 3CTeTUKe. Bo BTOpPOI 4acTu OymeT paccMo-
TPEH MEXaHU3M HACTPOMKU KOMIIbIOTEPHBIX CUMYJISALMNA C ITIOMOLIBIO
KaTEeropuil paccygka KaHTMAHCKOM TPAHCLEHIEHTAJIbHOM aHAIUTU-
KU. B 3aKII04YUTENBHOMN, TPeTheN YacTu 6ymeT chopMyIupoBaHa Me-
TOZOJIOTUYEeCKas KapTHUHA ClenudUKA U YHUKAJIbHBIX NIPEUMYILIECTB
MCCTIEJOBATENILCKOM DKCIIEPUMEHTAILHOM [E€ATEIbHOCTU Ha OCHO-
Be cumyssanui. Takxe 6yoyT pacCMOTpPeHbl ycuiauawouue (pakTo-
Pbl KOTHUTHMBHOM 3KCIIEPUMEHTAJILHON AEITEJIBHOCTU B pPE3yJbTare
NIPUMEHEHUSI CUMYJISILUM, YTO, HA MOM B3IVISIH, IIO3BOJIUT OIpene-
JIUTh (MHTYUTHUBHO MOYYBCTBOBATH) OHTOJIOTUYECKUE I'PAHMIIbl TPaH-
CLIEHJ,€HTAJIbHOTO He Yepe3 abCTPaKTHOE MpeJCcTaBleHue «Bellu-ca-
MOH-TI0-ce6e», a THCTPYMEHTAIbHOTO IIPEOI0JIEHUS] «BEA-IJI51-HaC.
CoenanHble MHOM IPENINOJIOKEHNS ONUPAIOTCS HA MHTYyuUUU KaHTta
C y4eTOM NPHUHSTUS Toro $akTa, 4To HeMelKuil ¢punocod nTpoBoau
HCCJIEJOBAHUSI BO BPEMEHA, KOIZiA BBIYMCIIUTEbHbIE TEXHOJIOTUU HE
MO3BOJIS/IN HKCIIEPUMEHTAIbHBIM IIyTEM IIpeojoJieBaTh O6apbep aH-
TPONOLEHTPUYECKOTO ITO3HAHNUSL.

1. TpaHCcleHA€eHTaJbHAS DCTETUKA
U KOMIIBIOTEpPHbIE CUMYJSUU

[IpocTpaHCTBO U BpeMSI B COBDEMEHHBIX HEIIPOHAYYHbIX KOTHUTHUBHBIX
MCCIIeIOBAHMSIX, HANIPABJIEHHBIX HA TOUCKM KOMILJIEKCHOTO MeIua-
TOpa MEXIYy MaTepuajibHblM CyOCTPAaTOM HENPOHOB, OOBEIMHEHHBIX
B CJIOKHBIE CETH, U COBHAHUEM, TPEICTABJISIEMOrO B BUE HAbOpa MEH-
TaJIbHBIX [IPOLECCOB, CTPYKTYPUPOBAHHBIX IOCPECTBOM KOHCTPYKTA
«5l», B HacTOsIIee BPEMSI CTANI BaKHBIM 3B€HOM B LIETIOUKE (POPMYIU-
pOBaHUs paboyell TEOPUM CBSI3U MO3ra U CO3HaHMS (CBSI3b DHTPOINU
HEVPOHAJIbHOY aKTUBHOCTU HA HEMPOHAJIbHOM YPOBHE U COLEPKUMO-
ro CO3HaHUS Ha YPOBHE MeHTaJbHBIX ITpoueccoB) (Northoff, etc., 2006,
Northoff, 2017, Murray, et al., 2012).

Bmecte ¢ Tem renun Kanra yxe B KoHue XVIII Beka onpenennu
npoctpaHcTBo (Kant, Guyer and Wood (ed.), 1998, pp. 157-159) u Bpe-
M1 (Ibid., p. 162) kak npenes anpuopHOU GOPMbI YyBCTBEHHOU UHTYU-
LMY, UCXO[ S U3 KOTOPOIM CTaHOBUTCS BO3MOXKHOMN BCSIKasi MEHTAJIbHAS
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IeSITeJIbHOCTh, KPUCTAJJIN3YIOUAsICSl BOKPYT KaHTUAHCKOTO KOHIIEM-
Ta TpaHClEeHIeHTaJlpHoro efquHcTBa anmnepuenuuu (Ibid., 225). Takas
6a3oBas anpuopHas (Gopma, Ha MOU B3IJISI],, MOKET CTaTh OJHUM U3
IJIaBHBIX METOZ0JIOTUYECKUX 3JIEMEHTOB B OPraHU3allui HayYHOU 3KC~
NeprUMEHTaJIbHON JeaTeJIbHOCTH, B OCHOBY KOTOPOM 3aKJIabIBalOTCS
KOMITBIOTEPHbIE CUMYJISIIMU 1IeJIeBbIX CUCTEM U Cpell 00BbEKTOB 3KC-
MepyuMeHTa.

BaxHo OTMETUTD, YTO KOHCTPYKT BPEMEHU B CUMYJIALNAX HAYNHAET
AKTHBHO UCIIOJIb30BATbHCA COBPEMEHHDBIMU qJVIHOCOCpaMI/I aHaJIUTU4e-
CKOM TpaguLuy MOYTHU C CaMOr'o Ha4yaJjia IIOVMCKOB BHATHOI'O OIIpene-
JIEHNA POJIN U MECTA CI/IMyJ'IHILI/Iﬂ B ¢MHOCO¢)MH OKCIIEPpMMEHTA!
<<CI/IMyJ'IF[lLI/II/I TECHO CBs3aHbl C JUHAMWYECKMMU MOJEJISIMU. Kon-
KpETHEE, PE3YJIbTAaT CUMYJISILUN — 9TO PEMIEHNE YPDABHEHUA 6a30Bou
,HI/IHaMI/I‘{CCKOI;I MOJEJIN. Takas MOL€JIb TIpE€NHa3HavY€Ha [OJid MMUTa-
UM 3BOJIIOLI NN pea]’[bHOfI CUCTEMbBI BO BpDEMEHN. rprI‘I/IMI/I CJIOBAMMU,
CUMyJIAINAa UMUTUPYET OAVH IIPOLECC OAPYTUM IIPOLECCOM.

B aTOM omnpenesieHUN TEPMUH “IIPOLeCcC” OTHOCUTCS UCKJTIOUNTE b~
HO K HEKOTOPOMY OGBEKTY UJIN CUCTEME, COCTOSIHUE KOTOPhIX U3MEHSI~
€TCsI BO BpeMeHU. ECIi CUMyJISIIMS BBIIOJIHSIETCS. Ha KOMITbIOTEpE, OHA
Ha3bIBaeTCs KOMIIBIOTEPHOU cumMysisiuuei» (Hartmann, 1996, p. 83).

K cnoBy, TpakTOBKa NMPUPOAbI CUMYJISILIUN Yepe3 OfHY U3 allpu-
OpHBIX GOPM YyBCTBEHHOM MHTYULMM IOJIyYWJa paclpocTpaHeHuHe
Y CTajla JOBOJIbHO TOMYJISIPHOM BEPCUEN ONPENEJIEHUSI CUMYIISLUN
B cpefnie uccienosaresneil punrocopuu dKCIEpUMeHTa: «5 xapakTe-
PU3YI0 CUMYJSILIMIO KaK YIOPSAOYEHHYIO 110 BPEMEHM IOCJEN0BA-
TeJIbHOCTb COCTOSIHUI, KOTOpast CIAYKUT IpeJicTaBleHneM HEKOTOPOii
IPyroil yrnopsijoueHHON 10 BPEMEHU IOCJIeJOBATEbHOCTUA COCTOSI-
Huit» (Guala, 2002, pp. 66-67).

Bropas anpuopHas ¢popma 4yBCTBEHHON MHTYUIIMH, BbIpa’keH-
Hasi KOHCTPYKTOM ITPOCTPAHCTBA, PeaanusyeT ce6si B CUMYJISALMIX Yye-
pe3 AuHaMHYeckKue MmaTeMaTudeckue Mojesd, oOpabaThiBaeMbIX
CUMyISITOPOM. [IpOCTPaHCTBO B 3TOM CJIy4yae MOKET ObITh IIPEJCTaB-
JIEHO He TOJbKO B TPEXMEPHOM U3MEPEHHH, TO €CTb HCIIOJIb3yeMast
abCcTpakuysl MOXeT He BOCCO37jaBaTh MPOCTPAHCTBO B TOM BUJE, KO-
TOpPO€ BOCIPHUHUMAETCSI YyBCTBEHHON MHTyMIMeN desoBeka. B cu-
MYJISILIMSIX BaXKHO HE TIPOCTO MOJieINPOBaHue NPOCTPAHCTBA B OIpe-
JIleJIEHHOM M3MEPEHMUHU, a BOCIIPOM3BENEHUE CBSI3U IIPOCTPAHCTBA
1 BpeMeHU. Hanmpumep, Takoil CBsI3U yJeJsleHO BHUMaHUe B paboTax
M0 CO3JaHUI0 CHUMYJISITOPOB POCTa aHCaMOJIsi HAHOYaCTUL], AJSl UC-
CJIelOBaHUSI U3MEHEHUI UX pa3MepoB U MOJUAUCIEPCHOCTU BO Bpe-
menu (Ferrante, Liveri, 2005), IuHaMUKY [IOJMMEPHBIX LieNell B 3aM-
KHYTOM npocTpaHncTBe (Romiszowski, Sikorski, 2005), nuHamMuyecKux
M3MEHEeHUI MUKPOCTPYKTYp CIIaBOB TUTaHa (Zhang, et al., 2019), re-
Tepoarperanuy ¢ aCHMMETPUYHBIMU KOJIJIOUAAMU GOJIBIIOTO pazme-
pa (Laganapan, et al,, 2018) u T.n. Mcnonb3yeMble MaTeMaTUyecKue
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MOJZIeJIM B IIPMBEMIEHHBIX PaboTax ONMUCHIBAIOT IIEJIEBYIO CUCTEMY, KaK
ecJyu 6bl OHA BOCIIPUHMMAJIACh Yepe3 YyBCTBEHHYIO NHTYULIUIO allpyu-
OpHO¥ (POpMBI KOHCTPYKTA MPOCTPAHCTBA. A aJITOPUTMbI CUMYJISITO-
pa HaCTpPOEeHbI TaKUM 06Pa30M, YTOOBI BBICTPAUBATh BO3MOXKHbBIE CO-
CTOSIHUSL IMHAMUYECKUX MOJiesiell B COOTBETCTBUU C OIpeJieIeHHbIM
BpE€MEHHBIM UHTEPBAJIOM, IIPUGIVKEHHBIM K allpUOpHOY popme KOH-
CTPYKTa BPEMEH.

B kavecTBe mpumepa npusenem paboty But [oseiimu, Muxana
Kypasa u [laBna ConnHa — co3gaTeseil CUMYJISLUAU IEPEMEHHO-Ha-
CBILIIEHHBIX TOTOKOB NOPUCTHIX cpef (Dolejsi, et al., 2019). [IpuknagHoe
MaTeMaTh4yeckoe MOJieJIMPOBaHNE TeYeHUI B TIOPUCTHIX Cpenax Mo-
JIYYUJIO IOBOJIBHO IMPOKOE NpUMeHeHre. ABTOPbI PaGOThl IPUBOJST
HauboJsiee pacrpocTpaHeHHble npumepsl (Ibid., p. 276) u3s rugposoruu,
¢usuku cHera u noussl (Iden., et al., 2019, Wiirzer, et al., 2017), uccne-
JIOBaHUI IepeHoca PacTBOPUMBIX U HEPAaCTBOPUMBIX 3arpsI3HSIONIAX
BEleCTB, HallpUMeP, B IPOEKTUPOBAHNYU XPAHUJIUIL TOKCUYHBIX OTX0~
noB (Kuraz, et al., 2013) 1 gp. Pa3paboT4nKky CUMYJISLIMHK 32 OCHOBHOE
ypaBHEHMeE JJis TOro KJjacca r'uApoJuHaMUYeCcKuX 3a1a4y 6epyT Mmu-
POKO HCTIONIb3yeMOe ClielinanucTaMu ypaBHeHue Puyapaca (Richards,
1931), koTOpPO€E BBITEKAET M3 3aKOHA COXPAHEHUSI MACChl B COYETAHUU
¢ 3akoHOM Jlapcu-BykuHrema s notokos (Buckingham, 1907). Ypas-
HeHue paspaboTyuku popmynupyioT metonom XaikopHa (Huyakorn,
et al., 1984):

cu_mﬂ— V- KlulVE=5

at , (L)

rge ¥ — rufpaBiIndecKuil Harop, y — HaIop; COOTHOIIEHNE MeX Ty Ha-
MOPOM U T PaBINYECKUM HanlopoM GOpMYIUPYIOTCs Kak: P=y+z, rae
Z reofle3nyecKuil Harop (paccTosiHUE OT OIIOPHOTO YpoBHS), K(y) siBnig-
€TCsl HeHaChIIEeHHON T'MIpaBINYecKoil MPOBOJUMOCTHIO, OIIpefesie-
Mot Kak K(y) = Kr(y)Ks, roe Kr(y) — oTHocuTtenbHas rugpaBindyeckas
MIPOBOJMMOCTS, a Ks — HachllleHHAas I'ipaBndecKkasi IpOBOAUMOCTb.
C(y) — BozOyAepsKMBaloL1as ClIOCOGHOCTb, OOBIYHO OIpefiesisieMast Kak:

dBi!_.!I_I+Ei!_.!I_I s

Clir|=
A B Ty

rae 0(y) — GyHKIUS comepkaHus Bogpbl, Ss — KO3pPULUMEHT yrnpyroi
€MKOCTH, Bs — cozlepKaHue HACBILEHHOMN BOJBI.

Pa3zpaboTYnKy OTMEYAIOT, YTO JUCKPETU3alMsl MPOCTPAHCTBA
U BpEMEHHU [JaeT HEeJIMHEUHYIO ajre6panyecKkylo CHUCTEeMY, KOTopas
IIOJDKHA pemaTtbesl Ha Kaxkaom BpemenHoM mare (Dolejsi, et al., 2019,
p. 277). ABTOpBI NPECTaBJSIOT J1Ba METOAA UTEPATUBHOTO PElIeHUs
MOJIYYAIOIMXCSI CUCTEM HEJIMHEWHBIX ajirebpandyeckux ypaBHEHUN:

1) npsmoe o600LIeHVe paHee BBIIBUHYTOTO MMM JKe IOAXO07a

(Dolejsi, et al., 2015), KOTOpbIil 6611 pazpaboTaH AJisg YUCJIEHHOTO

perieHus ypaBHeHuit HaBbe — CTOKCa;
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2) ajanTanus yckopeHust AHnepcoHa k metony [Tukapa (Walker, Ni,
2011).

Ho B KauecTBe I71aBHOI CBOEM 3acjyru pa3paboTyMKU OTMEYaloT
aJlalITUBHBIN aJITOPUTM, KOTOPBIH KOHTPOJIMPYET OUIMOKY, BOBHUKAI0-
mye u3-3a JUCKPEeTU3aLUY IPOCTPAHCTBA U BPEMEHH, a TaKke 13-3a
HETOYHOI'O pelleHus] OCHOBHBIX ajirebpandeckux cuctem (Dolejsi, et
al., 2019, p. 278). DTOT afaITUBHBIN K IPOCTPAHCTBY U BpEMEHU aJIro-
PUTM pa3pabaThiBaeTCsl C MOMOIIBIO Pa3pbIBHOTO MeToja ['anépkuHa.
Pa3paboT4ynky 6€pyT 32 OCHOBY CXeMY BTOr0 METO/a 13 paboThl, KOTO-
pasi UCIOJIb30Bajach [JIs1 YUCJIEHHOI'O pelleHus] HeJIMHEHHOTo ypaB-
HEHUSI KOHBeKIUU-TUPPy31uH, UMEIOIEro JUHENHbIN 4JIeH TPOU3BO-
Holi 1o BpemeHu (Dolejsi, Feistauer, 2015).

[Tponenas paboty no popmanusanuu moaeei (Dolejsi, et al., 2019,
Pp. 278-288), pazpaboTynKU 3a/1aI0TCs1 BOIPOCAMU 06€CIIeYeHU s TOY-
HOCTHU ¥ 5 PEKTUBHOCTU BBIYHUCIUTEIIBHOTO IIpOLiecca Mogeeil:

«MBI IOJKHBI 136€raTh 60JbIINX BPEMEHHBIX I1aT0OB ¥ YPE3MEPHO Ma-
JIBIX BPEMEHHbIX LIAroB, a TaKKe YpPe3MepHO CUJIbHBIX U YPE3MEpPHO
cy1abbix KpUuTepues ocTaHoBkU» (Ibid., p. 288).

PemeHue 5ToM 33724y pa3paboTUMKY BUIAT B 6a1aHCUPOBKE TPex
MCTOYHUKOB omubok Takoro poza (Ibid., p. 288): 1) nuckpeTrusauus
IIPOCTPAHCTBA; 2) IUCKPETU3aLNs BpeMeHH; 3) pubIuKeHHOe pele-
HUe HeJIMHENHBIX are6panyeCcKuX CUCTEM.

[To MHEHMIO pa3pabOTYMKOB, ATO O3HAYAET, YTO KPUTEPUI OCTa-
HOBKM B TIPENJIOKEHHBIX MMM JBYX ajroputmax (no HploTOH-TIO-
IOGHOMY METOAY U YCKOPEHMI0 AHIEepPCOHA), BCTPOEHHBIX B MOJEJN
(Ibid., p. 287), a Takke BbIGOp BPEMEHHOTO Iara AOJIKHBI OBITh CBSI-
3aHbI C OMIMOKON JUCKPETU3aL MY POCTPAHCTBA. [lJIs peleHus 3Ton
IIPOCTPAHCTBEHHO-BPEMEHHO! ajanrtaluy paspaboTYUKU HCIIOJb-
3YIOT METO]], KOTOPbII 6bLJ MOJIyYeH IJIs1 YMCJIEHHOTO MOJeIMpOBa-
HUS 3aBUCSILIMX OT BpEMEeHHU CKrMaeMbix NoTokoB (Dolejsi, Roskovec,
Vlasak, 2015). Viness ocHOBaHa Ha aNNpPOKCUMAaLVM ajare6panyeckux,
IIPOCTPAHCTBEHHO-AJIre6panuyeckux U BpPEeMEHHbIX-aJIre6panyecKkux
OLIMGOK B IBOMCTBEHHOM HOPMeE. ABTOPbI OTMEYAIOT, YTO B OTJINYUE OT
paboT, Ha KOTOpble OHM cchlyaloTcsl camu paHee (Cances et al., 2014,
Vohralik, Wheeler, 2013, Ern, et al., 2010), npeacTaBieHHbII IOJXO, T€~
OpeTHYeCKH He IOAKPeIJieH CTPOTMM aHaJIM30M U SIBJISIETCS JOBOJILHO
aBpuUcTHYecKuM. OTHAKO B CUJIy TOTO, YTO BbISBJIEHUE OMIMOOK OYEHb
OBICTPOE U JIEMICTBYET NPOCTasi METOAMKA UX YYETa, aBTOPbI CUUTAIOT,
YTO B JaHHOM CJIy4Yae 3TOT CII0CO6 MaKCUMaJIbHO 3P (HEKTUBEH U 0CO-
GEHHO B CJIy4asX IPUOIMKEHU B MOZEJISX, Ile UCIIOJIb3YIOTCS YPaB-
HeHUs ¢ 60Jiee BBICOKMMU TOJIMHOMUATIBHBIMU CTETIeHSIMU.

[lepBoe 3HAaYUTEJbHOE KOHLENTYaJbHOE METOJ0JIOTUYECKOe
IIPEZTIOJIOKEeHUE UCXOs U3 ONpeiesIeHUs] CUMYJISIIUE Yepe3 KaHTU-
aHCKO€ TIpe/iCTaBjIeHe BpEMEH! U IIPOCTPAHCTBA, a TaKXKe MMPaKTUKHU
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MIOCTPOEHUS CUMYJIALIMI HAa OCHOBE AUHAMUYECKUX MOjeiell MOXKHO
cHOpMYIMPOBaTh CHAEAYIOUM 06pa3oM: A CO30aHUAL CUMYAAMO-
PaHEe06X00UMO UCNONB30B8AMD MAKUE BLIHUCAUMENLHBLE AN20 PUMMbL,
8 MAMeMAMULeCKUT annapam Komopublx CMPOeH CUEMHUUK 8PeMeHU,
coomeemcmeyouwuilL anpuopHulu GopMam wyecmeeHHol UHMyUUUU
NPOCMPAHCMBEHHO-6PEMEHHO20 KORMUHYYMUA, PeaIUS08AHHOZ0 Hepe3
CAANCEHHO padomanujue al20pummsl o CmeHe COCTMOAHUT duHAMU~
yeckux modesell, 00padbaMoleaeMblX IMUM CUMYALMOPOM.

V13 5TOrO0 OnpezesieHus: CTaHOBUTCS SICHBIM, YTO B OCHOBY paboue-
ro CUMYJISITOPA JOJIKHBI ObITh BCTPOEHBI HE IIPOCTO 3aKOHOMEPHOCTH
TaK Ha3blBaeMOro (pPU3UYECKOro BPEMEHHU, a MPUHIUIIBI allPUOPHON
(OpMBI YYBCTBEHHOUN MHTYUIMU, KOTOPbIE BBIPAXKAIOTCS B COOTHECe-
HUU U3MEHEHUU COCTOSHUU (PUKCHUPYEMBIX SIBJIEHUH, IPe/iCTaBJIeH-
HBIX B BUJIe JAMHAMUYECKUX MOjiejiel, ¢ paboToil BCeil CUMYJISLINY,
B TOM 4YKCJIe TOW €€ COCTaBJISIOlIEeil, KOTOpasi TeHePUPYET BbIXOAHbIE
SKCIIEPUMEHTAJIbHbIE JAHHbIE 1151 CYO'bEKTa AKCIIEPUMEHTA.

[TOMMMO «IIOTPY’KEHMS» BBIYUCIIUTENIbHBIX aJITOPUTMOB CHMYJIs-
TOpa U COOTHECEHHUsI CMHTAKCHCA AMHAMUYECKUX MOjesiell ¢ CeMaH-
TUYECKUMU T'PaHULIAMM allPUOPHBIX GOPM YyBCTBEHHOUN WHTYUIIVHU,
HEOO6XOJJMO BOCIIPOM3BECTU T€ CEMAHTHYECKHE 3HAYEHUs], KOTOpble
(OpMUPYIOTCS B OIbITE [IO3HAHUS Yepe3 TPAHCLEHIeHTaIbHOE e/I1H-
CTBO ammnepueniuy. 9To CTAHOBUTCS BO3MOXKHBIM, C TOYKU 3PEHUS
TPaHCLEHEeHTAIbHON JIOTUKHY, TOJIBKO NPU NPUMEHEHUN MPUHIUIIOB
paccyika K KakIoMy HabJII0aeMOMY COCTOSIHHIO o6bekTa. Y Kan-
Ta 3Ta YaCTh JIOTUKU MPEACTABISET TPAHCLEHIeHTaIbHAsI aHAJIUTHUKA
(Kant, Guyer and Wood (ed.), 1998, pp. 201-383). Ee cooTHOIIE€HUE C CU-
MYJISIIMSIMU GyJeT pa3o6paHo B CJeAyIolell 4acTu.

2. TpaHcUueHeHTa/JbHaAs aHAJINUTUKA
Y KOMIIBIOTE€PHBIE CUMYJSILAU

B npakTHKe OCTPOEHUs] CUMYJISITOPOB HayYHBIX SKCIIEPUMEHTOB HC-
TIOJIB3YIOTCSI OTpeJiesieHHble BUAbI JUHAMUYECKUX MaTeMaThyeCKUX
MoJiesiel, KOTOpble IOAGUPAIOTCS U HACTPAUBAIOTCS TAKUM 06Pa3oM,
YTO6BI UX abCTpaKTHbIE POPMBI COOTBETCTBOBAJM NOBEIEHUIO Liejie-
BOM CUCTeMBbI 3KcriepuMeHTa. C TOYKU 3pEHUsT KaHTMAHCKOI TpaHC-
LEHZIEHTaJIbHON aHAJIMTHUKY, Pa3paboT4YMK TaKoil MaTeMaThyecKoi
MOJIeNIU [JIs1 OCTVKEHUS DTOM LieJIU JIOJIKEH BCTPOUTH CHCTEMHbIE
MPUHLIUIBI alIpUOPHBIX KaTeropuil paccygka (Ibid., p. 206) B cTpyk-
TYpPy KaK CaMUX MOjIeJieil, TaK U BCErO BbIYMCJIUTEJILHOTO CUMYJISITO-
pa, 4YTO6BL: 1) UMETh BOBMOKHOCTb OIIEpPUPOBATh IeHEPUPYEMBIMU a0~
CTPaKTHbIMM CYKJEHUSIMM COTJIACHO PACCYJOYHO! IesTeJbHOCTU
YeJIoBeKa; 2) CYyOBEKT HKCIEPUMEHTA MMeJ BO3MOXKHOCTH I10J1y4aTh
SKCIIEPUMEHTAJIbHbIE JJaHHbIE, KOTOPble BOCIIPUHMMAIOTCSI TAKOBBIMU
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yepes anpuopHble GOopMbl YYBCTBEHHON MHTYHUIUU COOOPA3HO KaTe-
ropusIM paccymxa.
Cpenu Haubosee pacIpoCTPaHEHHBIX MOZieJiell yalle BCero B KoM~
IIBIOTEPHBIX CUMYJISLIMSIX UCIIOJIb3YIOTCS:
* KJIETOYHBIN aBTOMAT (xumMus (Robben, 2020, Sitko, et al., 2020),
6uosnorus (Babaei, et al., 2020), umxenepus (MilaSinovi¢, et al.,
2019), conpmanbHas fuHaMuka (Li, et al., 2020) u 1.11.);
* areHT-OpUEeHTUPOBAHHbIE MOJeU (IPEeUMYIIeCTBEHHO B COLU-
aJIbHBIX, MOBEJEHYEeCKUX M I'yMaHUTapHbIX Haykax) (Tesfatsion,
2003, Stavrakas, et al., 2019);
* MofienM Ha OCHOBe AuddepeHIuanbHbIX YpaBHEHUN (Ipeumy-
IeCTBEHHO €CTeCTBO3HaHUe, TouHble Hayku) (Richit et al., 2019,
Teixeira et al., 2013);
* MOZIesIi Ha OCHOBe MeToja MoHTe-Kapsio (ecTeCTBEHHOHAyYHbIe
IUCcUMIINHEI) (Santos, et al., 2020, Alvarenga, et al., 2020);
* rubpUIHbIE MOZEIIN:
- MHOTOYPOBHEBBIE CUMYJISILIAY, UCIIOJb3YIOLINe OJJHOBPEMEH-
HO MHOXECTBO MoJieJiell, IOCTPOEHHBIX Ha OCHOBE Pa3IN4HbIX
TeopeTudeckux koHuenuui (Florimbi, et al., 2016);
- CUMYJISIIUY, KOTOPble O HOBPEMEHHO B3aUMOENCTBYIOT C Ma~
TepuaIbHBIMU 00bEKTAMU SKCIIEPUMEHTA B JIa0OPaTOPHBIX UJIU
HaTypHBIX UCIbITaHUAX (Brailsford, et al., 2019).

BMecTe ¢ TeM CHUCTEeMy alpUOPHBIX KAaTEropuil paccyKka MOKHO
0603HayuTh B HhopMme, MTpeiCTaBIEeHHON B Tabuiie 1.

Tab6nuna 1. CuctemMa KaHTHAHCKUX allPUOPHBIX KaTeropuii paccyika
(Hapckuii, 1976, c. 64).

Kareropuu KosimyecTsa Kareropuu KayecTBa

Maremaruueckue | 1. EnuHCTBO 1. PeanibHOCTD
(omHOpPOZIHBIE)

2. MHOKeCTBEHHOCTb 2. OTpuuanue

3. BceobmHOCTb (1eabHOCTb) | 3. OrpaHuyeHue

KaTeropuu oTHOmEHHUS KaTeropuu MogalbHOCTH
JnHamuyeckue 1. Cy6CcTaH1uanbHOCTD 1. BO3MO>XXHOCTB
(pasHOponHbIE) 1 IPUCYLIHOCTD

(aKIMOEHTaTIbHOCTD)

2. [IpyunHHOCTD 2. CymecTBOBaHME

3. BzaumogeiicTeue 3. Heo6xommumocThb

U CJIy4YaHOCTh

B kauecTBe npumepa paccMoTpum paboty Cso-JIu Cyns, Xysii BaH,
Cunb-Ke JIn, T'o-Xonr Jao, IO KyaH, Cso-Yen YskaH — MeXAyHApOIHON
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IPYTIIbI aMEPUKAHCKUX U KUTAHCKUX Pa3paboTYNKOB CUMYJISITOPOB Ha
ocHoBe Mogenu MonTte-Kapso (Sun, et al., 2020). B paz6upaemoii pa-
60Te paspaboOTYMKU OMMUCHIBAIOT MPOLIECC CO3TAHUSI CUMYJISIIUU A1
SKCIIEPUMEHTAJIBHOTO TIOATBEPKIEHNUS AUaNa30Ha I0Je3HOCTU U3ITy-
YeHU s IPOTOHHBIX ITYYKOB MOJIEIMPYEMOI KaMepsl [1JIsl JIeYeHusI paKa.
Paspa6otunku otmevatoT (Ibid., p. 979), 4TO MeTOnbl BBIYMCJIEHUS
MoHTe-Kapso oT/in4aoTcs OT APYTUX BBIYUCIUTEIIBHBIX aJITOPUTMOB
MCII0Ib30BAaHMEM BBIOOPKU cilydaiiHelx yuces (Branford, et al., 2008,
Camarasu, et al., 2013, Glatard, et al., 2008). BuymuresnpHble pasmepsl
BBIGOPKY MO3BOJISIIOT CTOXACTUYECKOMY XapaKTepy CIy4aiHOCTU MO-
IeJIMPOBaTh PeaNCTUYHbIE CTaTUCTHYeCKue QuyKTyanuu. Pazpabor-
YUKW TOYEPKUBAIOT MOJIEBHOCTh TAKOTO METOZA B CIieHAPUSIX, KOIa
HEBO3MOXKHO TOJYYUTh MAaTeMaTUYeCKHe BBIPKEHUS! B 3aMKHYTOM
dhopMe nnM B paMKax JeTePMUHUPOBAHHBIX aJITOPUTMOB. DTO AesaeT
IAHHBIA METO, XOPOIIO MOIXOASAMINM AJI1 MOAEIUPOBAHUS PACIPO-
CTpaHEeHUs YaCTHUL, Yepe3 BEeIEeCTBO U 103 00JIy4yeHus, KOTOpble pac-
IIpefesIsoTCs BHYTPU BEIeCTBa, YIUTHIBAS CJIyYaiHYIO IPUPOAY IBU-
KeHus yacTtul,. ONUChIBas CYyTh UCIIOIb30BAHMS B JAHHON CUMYIISILUN
MeTtozna MonTte-Kapio, pa3paboTyrKy ONUPAIOTCs Ha CYLIEeCTBYIOIYE
TeopeTHuvecKyre ONMYIEeHUS 1 MCCIIeOBATEIbCKYIO OKCIIEPUMEHTATIb~
HYIO IIPaKTHKY, KOTOPasi C IOMOIIBIO 9TON CUMYJISALNAU GyieT BOCIIPO-
M3BeJleHa C BLICOKOM TOYHOCTBHIO:

«Korpa ¢oTOH NMPOXOAUT Yepe3 TKaHb, TO y HETO €CTb YHUKAJIBHOE
CBOICTBO BEPOATHOCTHU B3aMMOZEHNCTBUS MOCPEICTBOM (POTOIJIEK-
TPUYECKOTO MJIM KOMIITOHOBCKOTO PAaCCESIHUSI AJISl KaXKAOro enu-
HUYHOTO PacCTOSIHUS, KOTOPOE OH MPOXOJUT 4yepe3 TKaHb. Ciyvai-
Has BbLIOOpKA MOXKET OMNpPENEJSATh, KaK U IJ€ OH B3aMMOJENCTBYET.
McxonHe1l GOTOH B 3TOM CJIy4Yae HAa3bIBAETCS MEPBUYHON YaCTULEH,
a BCE DJIEKTPOHBI UM (POTOHBI, KOTOPBIE OH BBICBOOOXKAAET UJIU CO3-
Ia€T B pe3yJIbTaTe B3aMMOJENUCTBUS, Ha3bIBAIOTCSI BTOPUYHBIMU 4a-
ctuuamu. Cumynauusi Metogom MoHTe-Kapsio MOXXeT MOAEIMPOBaTh
YHUKAaJbHbIE TPEKU OOJIBIIOTO YMCJIA OTHAENbHBIX YACTHULL 1151 JaHHOU
reOMETPUM Cpelibl, YTOObl MOZLEINPOBaTh SHEPreTUYECKOe IOJIOXKe-
Hue B cpege (Cirne, et al., 2007). CyuecTBYIOT 1apaMeTpbl U AOMYIIe-
HU, KOTOpble MOKHO CIEJIaTh IIPU pacyere 1o Metony Moure-Kap-
JI0 Ha OCHOBE TPe6yeMOoro BpeMeH! MOJIeJIMPOBaHNS U HEOOXOIMOTO
YPOBHSI TOYHOCTH. [IpocToe yBenm4yeHue 4ucja NepBUYHBIX YaCTHUI]
IIOBBICUT TOYHOCTb PE3YJIbTATOB, YMEHBIIMB CTaTUCTUYECKUE (PIIYK-
Tyalluy CJIy4alHBIX YHUCEJI, HO BPEMSI MOJI€IMPOBAHUSI COOTBETCTBEH-
HO yBesIm4IuTCs» (Sun, et al., 2020, p. 980).

Pazo6paB metonuky mogenuposaHus (Ibid., pp. 979-980), paspa-
O6OTUYMKU NEPEXOAST K ONMUCAHUIO UEPAPXUUYECKON CTPYKTYPbl MOJe-
JIMPOBaHUs CUCTEMBbI, KOTOpas BKJO4aeT B cebs (daiiy mapameTpos
BBICLIETO YPOBHSI ¥ HAbop (PpaitjioB NapaMeTPOB HU3LIETO YPOBHS, He-
06XOIMMBIX IJI YKa3aHUS MCTOYHMKA YaCTUIL, HACTPOUKU (DUBUKY,
reOMEeTPUH, OLIEHKU, NBUKEHUS, 3aBUCALINX OT BPEMEHU, BXOOHBIX
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IAHHBIX U rPapU4eCKUX BBIXOASIIUX AHHBIX CUCTEMBI. DTa CTPYKTY-
pa MOZIeIMPOBAHUSI KOMIIBIOTEPHOM CHMYJISLIMY [TOKa3aHa Ha puc. 1.

CtpykTypa daityoBo CUCTEMbI TAPAMETPOB JJ151 CUMYJISLUYU TPEX-
MEepHbIX Kamep, pa3paboTaHHasi B 3TOM MCCJIeJOBaHUMU, [IOKa3aHa Ha
puc. 2. Kaxkplit HU3KOypOBHEBbIH napameTp ¢aiina B Kajipe sSBsieTCs
IPYTUM HU3KOYPOBHEBBIM MapaMeTpoM (aiyioBOI CUCTEMBI, KOTOpas
COJZIEPKUT BCE BbIYMCIIUTEbHbIE KOMIIOHEHTHI JJIS1 MOJIEJTMPOBAHUSI.

OnucaHue dpeiiMBOPKa 6b1J10 06001[EHO Pa3pabOTIMKAMU B CIie-
I[MajbHON ajropuTMmudeckoi npouexnype (Ibid., p. 982). B Heit onuca-
HBbI BTalbl MOJIEIMPOBAHNUS U3MEPEHUI [JaJIbHOCTU IyYKa MPOTOHOB.
OCHOBHO/1 YaCTbIO SIBJISIETCSI HACTPOIKA BDEMEHHOI XapaKTepPUCTUKYU
IBUKEHMSI M CKAaHUPOBaHUS Jiyya. Paboyuil mpouecc KOMIbIOTEPHO
CUMYJIILIUM 711 U3MEPEHUs MMOJIOKEHUS ISITHA NPOTOHHOTO ITyYKa
6b171 0600611IeH B anropurMmudeckoit npouenype (Ibid., p. 983), B koTo-
PO¥1 ONMCaHbl OT/EJIbHbIE DTAIbl MOJEIMPOBAHUS U cUMysiuu. Oc-
HOBHa# 11eJib 3aKJII0YEHA B MIOJIyYeHUH NoIPOGHOM MHGOPMaLK O Ka-
K011 yacTule (0COGEHHO O BpEMEH! MPUOBITHS YaCTHULL) C TIOMOLIbIO
meToga $a3oBOTo NPOCTPAHCTBA JJIs pacyeTa MeCTOIOJIOKEHMs TPO-
TOHHBIX ITY4YKOB.

[ obumii daiin napaMeTpoB ynpasicHHs ]
|
1 1 1 1
A
HCTOMHHK IIllC'I'p{li‘!N ['{.‘{'I\(L‘Tplli [ OICHEA ] [ HPL\IR ]

HACTHL a hHIHKH

y
MOLYTH reOMETPHYECKHE KOMIOHEHTH BLIXOIAUINC TAHHBIC

(ASCII man Guuapusie

tbl!'ill‘!l.'l.'idi{.‘t (Hacaakm, OTBCPCTHA,

mozeneii Geantd KOJLUTHMATOP, JaTYHKH H T.1.) baiinsi, npocTpancTso

(pazoBBIX COCTOAHMI)

CTAHAAPTHRIC
Geantd aitin
PHIHIECKHX
JAHHBIX

L]
ABHACHHC ]

Puc. 1. Mepapxuueckas CTpyKTypa cuctemsl Mozenuposanust (Ibid., p. 981).

4  3pecw: Geant4 — GEometry ANd Tracking (Geant4) — BeIYMCINTENbHBIE KOJIBI
MonTe-Kapso a5t MmogenmpoBaHusl nepeHoca yactul, B cpegax. Geant4 — aro
YHUBEPCaJIbHBIA MHCTPYMEHTAPHIA /17151 MOJ,eJIMPOBaHMs 110 MeToly MoHTe-Kap-
J1o, HamnmuCaHHbBIN Ha IIPOTPaMMHOM A3bIKE C++ B KauecTBe OTKPBITOT'O UCXOHO-
ro xopa (Titt, et al., 2012). ASCII (aury. American standard code for information
interchange) — HazBaHue Ta6uMLbI (KOLUPOBKU, HAOOPA), B KOTOPOI HEKOTOPHIM
PacCrpoCTpaHEHHBIM II€YATHBIM U HETI€YAaTHBIM CHMBOJIAM COTIOCTaBJIEHBI YKUC—
JIOBbI€ KOJIbI.
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Bce Buibl NepeYUnCIEHHBIX BhILIE MOZEJIeH, BKJII04Yas MOLeslb MOH-
Te-Kapsio, pa3o6paHHy0 Ha KOHKPETHOM IIpUMepe, 06J1a8al0T ob1eil
XapaKTePUCTUKON: BCTPOEHHBI B HUX KOHCTPYKT BPEMEHM U IIPO-
CTPaHCTBA Yepe3 'MIOTE3bl U TEOPUU, CO3[IaHHbIE PAHEE UCCIIeIOBaTe~
JISSMM Ha OCHOBE alpUOPHBIX GOPM YYBCTBEHHON MHTYULIMH, KOTOPas
Oblla HaMpaBJjleHa Yepe3 CUCTEeMYy allpUOPHBIX KaTeropuil paccynka,
160 HEMOCPEACTBEHHO HA DMIIMPUYECKU M3yYaeMBblil OOBEKT, 160
Ha ero abcTpakTHylo ¢opmy. [locsie co3manus Mopesnel UxX 3amycka-
I0T B CIIELIMAJIbHOM CPele CUMYJIATOpPA, Liejlb KOTOPOro o6paboTarthb
C TIOMOIIBIO BBIYMCIIUTEJIBHBIX AJITOPUTMOB BCE COCTOSIHUSI MOZeseit
U IPEeACTaBUTh UX B TAaKOM BUJE, YTOObI MOKHO ObIJIO MHTEPIIPETU-
pOBaTh UX a6CTPaKTHbIE GOPMBI B BUJI€ SKCIIEPUMEHTAJIBHBIX JAHHBIX,
TO €CTb COTJIaCHO TPAHCLEHIEHTAIbHO! (PUI0CO(PUM JaHHBIE JOJIKHBI
OBITH pacriO3HaBaeMbl YYBCTBEHHOU NHTYHULMEN U PACCYAKOM CyObeK-
Ta SKCIIEPUMEHTA.

Hetounug naayvenns

PG kamepa
U"P'-'JU,'ICFIHU MOIOEREHHA,
OdnexT ofayennn Hactpoiika koMIOHEHTOR, NPOCTPAHCTBEHHO-BPEMEHHOE
- reoMeTPHH, CTPYKTYPE, P —
BriGop dopmel, cTp PYKTYP pacipe/ie/eHue, yroa
; (hHIHKH MATCPHAIOR. . . - .
Pa3MEpOB, CBOMCTB | P HAIYYEHHA, PAIBOPOT YIJIA. .

Marcpuana. .. 1

MoaeanpoBANKe B KOMILIOTEPHAR CHMYAAUNA -‘-\“\i

ONPELCACHHE 30084 H NPOIPAMMHPOBAHIE: Pacuer
WYY
DuINKa - . — , i '
YCTAHOBEA NCPCMCHHBIX HAMANBHBIX SHAMCHHH,
- ) - Tpekuur wacTu,
BriGop thusiecknx HPOIPAMMHPOBAHIE YIPABICHHA BEIXOAHBIMU I
MOACACH JAHHBIMI, ~ ¥
IHEPriK
(.'u)ipillln.'llll!l
Cranmposanme W3ayaenmns Brixopusie gannbie
YACHET IHAMCHHUA MATHHTHOTO L‘IP}"KI}'F‘IJ H  THIIT BBIXOJHBX
MOJIA, HIMEHAKILETOCH CO nannuix (ASCID win Oumnapusie
BpeMEHEM (haiinb, npocTpaHcTBO (ha3oBLIX
COCTORHMIL, .. )

Puc. 2. ®peiiMBOPK KOMITBIOTEPHOH CUMYJISILIMK cHcTeMbl Kamep® (Ibid., p. 981).

Vcxonsa v3 3TOM NpUKJIAAHON 3amadyu pOpMyJIUPyeTcsl BTOPOH
MyHKT KOHLEMNTYaJIbHOW METOHOJIOTUM Pa3paboTKU KOMIBIOTEPHBIX
CUMYJISIIUI Npu co30aHUU mamemamuueckux mooeneill u ébvluuc-
JUMEALHBLX ANZOPUMMOE CUMYAAMOPA HA OCHOBE CYU,ECMEYIOUWUX

5 3pecw: PG kamepa (aHrj. prompt gamma camera) — ramma-kKamepa, Kotopas
MMEET BO3MOXXHOCTb MOHUTOPUHTA AMaria3doHa MPOTOHHOIO ITyYKa B PEXUME
peasbHOr0 BPEMEHU IIPU OCTABKE CaMoro jyiyda 6e3 a(p(deKTOB BbIMbIBAHUS U3
xopouIo nep@ysnpyembIx TKaHel 61arogapst GbICTPOMY raMMa-M3TydeHuIo (Me-
Hee 1 Hc nocse Bo36yxneHus) (Park, et al., 2019).
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HAYUHDBLX MEOPUlL U 2UNOMe3 0N KOPPEKMHOIl uHmepnpemayuu 0aH-
HBIX, 2EHEPUPYEMbIX 68 X00e NPOBOOUMO20 CUMYAAUUOHHOZO IKCNe-
pumenma, pazpasomuury HyjIcHo 6blCMPOUMd 6HYMPEHHUE U 6HEW~
HUe C6A3U UCNONL3YeMbIX Modeneil, PYyKosoOCmMeyACh CeMAHMUKOIL
cucmembl ANPUOPHBLX KamMezopuili paccyoxka. B sToM ciydyae cTaHeT
BO3MOKHbIM HaCTPOUTh MaTeMaTU4YeCKUE MOZEIN TaKUM O6Pa3oM,
9TOGBl CEMAaHTHKA MX B3aUMOAENCTBUS, C OLHOM CTOPOHBI, Oblya JO-
CTYIIHA PacCYZKY pa3paboTyuKa AJisi BHECEHUS [IPABOK U JIOTIOJIHEHUH
B CJIyyae HeOOXOIMMOCTY COBEPIIEHCTBOBAHUS CUMYJISLUY, & C APY-
roii — 6bljIa CEMaHTUYECKU pe]’[eBaHTHOﬁ [Jis BbISIBJIEHWS PE3YyJibTa~
TOB 9KCIIEPUMEHTA, B3yaJin3alirigd KOTOPbIX COOTBETCTBOBAJIA OBI 9yB-
CTBEHHOI MHTYUIIMU U PACCYAKY CyObeKTa SKCIIEPUMEHTa aHTPOITHOM
MIPUAPOJEI.

Ilocae ONpenesIEHNs OBYX KOHLEINTYAJIbHBIX METOOOJOTNYE€CKNX
IIYHKTOB CO34aHNA CI/IMY]IHL[I/IIZ OHTOJIOTM Sl KOMIIBIOTEPHBIX CUMYJIA-
IIMI HAay4HBIX DKCIIEPUMEHTOB B paMKax TPaHCLEHJEHTaJbHOU (u-
socodum NpUOGPETAaEeT CBOU IpPEAesbl B MUPE SIBJIEHUH U CIY>KUT
CHeI_H/Iq)I/I‘IeCKI/IM WHCTPYMEHTOM, paClINPAIOIINM KOTHUTUBHBIE CIIO-
COGHOCTH 4eJIOBEKa KOJIMYECTBEHHO (HalpuMep, Yepe3 KpaTHoe yBe-
JInYeHUe CKOPOCTHU BbIYMCJIEHUI apudMeTUYeCcKuX orepaluil) u Ka-
YECTBEHHO (HampuMep, CIIOCOGHOCTBIO CUMYJISITOPOB OOpabaThiBaTh
MOJIeJIY, KOTOpble HEBO3MOXKHO PEUINTh aHAJIUTUYECKUM CIIOCOGOM).
DTa OHTOJIOTHS COCTOUT U3 BJIEMEHTOB 6a30BOI TPaHCLEHAEHTaIbHOMN
OHTOJIOTMH, KOTOPYIO MOXKHO OIIPEAEIUTh He Yepes IpejMeTsl, a pop-
MBI UX TIO3HAHMS, YTO B PAMKaXx 3IHUCTEMOJIOTMYECKON JIBYaCIIeKTHOM
MHTEpIpEeTALUU TPaHCIEHAEHTaIbHON GUIoCOPUU U SIBISIETCS TEM
OCHOBaHMEM, C IOMOIIbI0 KOTOPOTO BO3MOXKHO IO3HAHUE «Belleii-
IJI1-HaC» U NPUTA3aHUIN UHTEJIJIEKTYaIbHON UHTYULIUY Ha ONMCaHue
«Bellle-CaMUX-TI0-cebe»,

B 3aKkJl0uMTEIbHON YacTu cHOPMyIUpyeM Yepes MOJTyUUBIIYIOCS
KOHIIENTYaJIbHYI0 METOJOJIOTUIO OCOGEHHOCTY KOMITBIOTEPHBIX CUMY-
JISSUMH C TOYKY 3PEHUS TPAHCLEHEHTaIbHON DCTETUKY U TPAHCIEeH-
I€HTAJIbHOW aHAJIUTUKHY, BbIJIEJIUM PEUMYIeCTBa SKCIIEPUMEHTOB Ha
OCHOBE KOMITBIOTEPHBIX CUMYJISIIIVI U OIIpesieIUM IPefesbl OHTOJIO-
I'MY KOMIIBIOTEPHBIX CUMYJISILIUMI B PaMKax TPaHCLEeHeHTaIbHON dHu-
nocodun.

3. TpancueHpeHTanbHas pusocodpus
Y KOMITBIOTE€PHBIE CUMYJISIIINI

KoMmpioTepHbIE CUMYJISIUU C TOYKH 3PEHUS TPaHCLEeHAEeHTaIbHOMN
¢unocodpun 065a7a10T BaXKHBIM KAaU€CTBEHHBIM OTJIMYMEM OT 3DKC-
NepUMEHTaIbHbIX MHCTPYMEHTOB, HCCJIE[OBaTENIbCKOTO 060pYyAOoBa-
HUS U YCTAHOBOK, MpeJHa3HayeHNe KOTOPLIX — yJy4llleH’e CIoCco6-
HOCTeH 4esIoBeKa B 1IeJIsX KOJIM4YEeCTBEHHOI'O YCUJIEHUS! YYBCTBEHHON
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VHTYULUU U PACCYLOYHOrO MOTEHIMaNa. DTO OTINYMAE MOKHO BbIpa-
3UTh CJAEAYIOMUMUA OCOOEHHOCTSIMU:

1) KOMIIBIOTEpHBIE CUMYJISLIMM CO3JAI0TCSI CTPYKTYPUPOBAaHUEM
Pa3JIMYHBIX CUHTAaKCUYECKUX DJIEMEHTOB MAIIMHHOTO $S13bIKa [IJIS1 pe-
IIE€HU S TTIAaBHOM 3a7]a4M: BOCIIPOM3BE€HUE CEMAHTUKY TUIIOTE3 U T€O-
pUii, CHHTE3UPOBAHHBIX PaHee COIVIACHO TPAHCLEHEHTAIbHON PUII0-
co(um NocpeICcTBOM TPAHCLEHIEHTAJIbHOTO €IMHCTBA allepLenuu
yepes [103HaHue 06 BEKTa DKCIIEPUMEHTA B XOJ€ SMIIUPUUECKOTO OIIbI-
Ta C MOMOIIBI0 MEXaHU3Ma YYBCTBEHHON UHTYULUU U IESITE€IbHOCTU
paccynxa;

2) CUMYJISILIMYM PACIIMPSIIOT OXBAT MO3HAHMS 32 CUET KOJIMUECTBEH-
HOTO YCUJIEHUS KOTHUTUBHBIX CIIOCOOGHOCTEN YeJI0BEKA, KOTOPOE M0~
3BOJISIET IIPUMEHSITh TPAHCLEHIEHTAIbHYIO aHAJIUTUKY 7151 GOJIBIIETO
4Y1CJa 0ObEKTOB, CTAHOBSLINXCS JOCTYIIHBIMU B XOZI€ UX DKCIIEPUMEH-
TaJIbHOTO BBISIBJIEHNS BO BPEMSI PabOThl KOMITBIOTEPHOI CUMYJISILIUY;

3) cuMynaLIUM MOTYT 00J1aiaTh MOTEHIMAJIOM IEPEX0Aa I'PaHUL]
TPaHCLIEHIEHTAJbHOTO IIO3HAHUS 32 CUET KAaYECTBEHHOTO NPEO0oJIe-
HUSI KOTHUTUBHBIX CTIOCOOHOCTEN 4eJIOBEKA, BhIPAKAEMBIE YEPE3 aH-
TPOINOLEHTPUYECKOE 3aTPyAHEHNE U CBONCTBA CUMYJSILUI paboTaThb
C MaTeMaTUYeCKUMU MOJEJSIMU Ha OCHOBE YPaBHEHUM, KOTOPbIE He-
BO3MOXXHO PEUIUTb aHAJTUTUYECKUM UJIHU IPYTUM JOCTYIHBIM Y€JIOBE-
YeCKOU KOTHUTHUBHO IPUPOJIE CIIOCOO0M;

4) cumynsuau paboTalOT HENOCPENCTBEHHO C 00bEKTAaMU TPAHC-
LIEHJIEHTAJIbHO! OHTOJIOTUM (MaTeMaTUYECKUMU MOMEJSIMU, OIU-
CBIBAIOI€ TEOPETUYECKNE KOHLENLUM, TUMIOTe3bl U SMINUPUYECKUE
HaG6JII0[€HNUST), YTO NO3BOJISIET IPOBOAUTD NCCIIELOBAHMS, B OCHOBY KO-
TOPBIX 3aKJIaIBIBAIOTCSI MHOXKECTBO TUIIOTE3 U TEOPUIL YEPE3 CUCTEMY
MHOTOYPOBHEBO CUMYJISILIUY C BHYTPEHHUMU U BHEIIHUMU OOPATHbI-
MU CBSI3SIMU.

Paszbepem Kaxaylo OCOGEHHOCTb OTHEJIbHO COIJIACHO C(POPMYJIU-
POBaHHBIM B IIEPBBIX JIBYX YACTSIX KOHLENTYaJbHBIM METOLOJIOruYe-
CKUM IIPUHIUIIAM CO3[AHUS U UCIOJIb30BaHNS KOMIIBIOTEPHBIX CUMY-
JSIUNA.

1) Cuarakcuc U cemaHTHKa. B pabotre Xampmamosa (2019, c. 177-
180) aHanu3upyeTcs CyLUIHOCTHAsl CTOPOHA CUMYJISILUNA yepes Iepe-
XOJ, DKCIIEPUMEHTAJIbHBIX CJI€IOB M3 rpadeMaTU4ecKoro npoCTpaH-
cTBa B JaHHble (koHUenuus rpademsl JKaka Jeppupna (Derrida, 1997))
¥ KOHIENUUS BIUCTEMUYECcKoil Bemu XaHc-Vopra Paiin6eprepa
(Rheinberger, 1998), koTopble 0O0HAPYKUBAIOT Ce0S YK€ B perpe3eH-
TaTUBHOM IIPOCTPAHCTBE, U IPeJJIaraeTcs cleayolee onpeeieHue:

«KoMIblOTE€pHBIE CUMYJISILUY HayYHBIX SKCIIEDUMEHTOB — 3TO CJIOXK-
Hasg ¢popma B3aUMMOJIENCTBUSI Pa3HBIX TEOPETUYECKUX, MaTEMaTHUYe-
CKHUX U NIPUKJIAJIHBIX BBIYMCIUTEbHBIX MOZI€JI€ll C MHOTOYPOBHEBBIMU
CBA3SMU M OTHOIIEHUSIMU JAHHBIX B IPOCTPAHCTBE PENPE3EHTALNU
C BBICOKOI CKOPOCTbIO OOMEHA, Nepelau U U3MeHeH!s1 HPpopMaLuu

84 | TIMUR KHAMDAMOV



MEXAYy OAHHBIMM, BEAYUMMU K OOpPAa30BAHUIO HOBBIX SKCIEPUMEH-
TaJbHBIX JaHHBIX» (Xampamos 2019, c. 180).

Taxoe npencTaBieHUe CUMYJISLMI BbISBIISIET UX YePE3 TPAHCLIEH-
I€HTaJbHYI0 OHTOJIOTHUIO KaK ONUCAHUE PEAJbHOCTU MOCPEICTBOM
arpuUoOpPHBIX (POPM MO3HAHUS: CUMYAAUUU — 3MO KBUHMICCEHUUS
CMPYKMYPUPOBAHUSL CUHMAKCUCA (8 CAYUAE KOMUNDIOMEPHBLX CUMY AL~
YUl — MAWUHHO -6bIUUCAUMEADPHOZ0 CUHMAKCUCA) CO2AACHO Hauboree
pesesanHmHblU CeMaHMUUeCKUM Gopuam meopemuieckuxnpedcmas-
aeHutll u 2unomes 06 ob6sexme akcnepumenma. ONTUMaNIbHO paboTa-
I0Iasi HACTPOEHHAsl CUCTeMa NPeoOpa3oBaHUsI MAIIMHHBIX CUHTAK-
CHYEeCKUX CTPYKTYP 4Yepe3 ceMaHTUYecKue (POpMbl MATEMATUUECKUX
MOfeJsiel, KOTOPhIE B CBOIO OU€pellb BbIPA’KAIOT CEMAHTUKY TEOPETH-
YeCKUX KOHLEMIUN U TUIOTE3, NO3BOJISIET CUMYJISLMSM BbIOJIHATD
cylelyIolye BasKHble (PYHKIIUY DKCIIEPUMEHTA:

* Onpedenenue (8bl6op) meopuu. Cpenyu MHOXKECTBA TEOPETUYE-
CKUX KOHLIENIUI, MPETEeHAYOMUX Ha CMBICJIOBOE OMUCAaHNE 0OBEKTA
DKCIIEPUMEHTA, IIPU CO3[1aHUN KOMIIBIOTEPHBIX CUMYJISIUNA NPeAro-
YTEHUE OTHAETCS Haubosee 060CHOBAHHBIM. B epBOM NPUOIMKEHAU
KPUATEPUSIMU OOOCHOBAHHOCTH CJIYKaT HayYHOCTh, COTJIAaCOBAaHHOCTD
TEOPUHU C HMIUPUYECKUMU HAOGMIONEHUSIMU U, YTO BAXKHO, HAJIUYKUE ee
MaTeMaTU4YEeCKOro ONMCAHUS, He IPOTHUBOPEYAIEro €€ KOHLENTYalb-
HOV1 CEMaHTUKe.

* Teopemuueckoe usnodceHue (Nposepra Ha BHYMPEHHIOW CeMAH~
MUKO-CUHMAKCULECKYI0 NPOMUBOPEUUBOCMND). YCIICIIHOCTb Pa3BUTHUS
TEOpUHU HANpPSIMyIO 3aBUCUT OT BO3MOXHOCTHU €€ IPOBEPKU B COOT-
BETCTBUU C NPUHSITBIMU CMBICJIOBBIMU CEMAHTUUYECKUMU KOHCTPYK-
TaMU U TOU CTPYKType CMHTAKCUCA, HA KOTOPBII TEOpUsl ONMPAETCSL.
KomMnbioTepHass cCuMyssIius TO3BOJSIET BU3YyalM3UpOBaTb TEOPETU-
YecKue MpeCTaBIeHUs B 60Jiee HAIISIGHOM U BOCIIPUHUMAeMOM UC-
cJle[loBaTeJieM BUJe, A TaKXXKe MPOBEPUTh Ha MPAKTUKE CEeMaHTU4Ye-
CKYIO P€JIEBAHTHOCTb TE€OPUU AAHHBIM, [IOJYYAE€MbIM 3MIIMPUYECKU,
Y ONUCATEeJIbHBIM MAaTE€MaTUYeCKUM MOIEeJsIM, KOTOpble, IpruobpeTast
ONPeNEeNIEHHYI CMBICJIOBYIO HAllOJIHEHHOCTb MPU CO3[AaHUNA CUMYJISI-
LMY, Pa3BUBAIOT U JaKe PACUIUPSIOT TEOpEeTUYECKUEe IPEACTABIECHUS
006 00beKTaxX 9KCIIEPUMEHTA.

* O6sacHenue meopuu. CUMyJISLUSI I€MOHCTPUPYET UCCIIEJOBaTE -
JII0 CEMAHTUYECKYIO0 CYyTb TEOPUM C TIOMOIIBIO BO3MOXHOCTHU YIIPaB-
JIEHUSI €€ XapaKTEePUCTUKaMU (CKOPOCTb T€YEHNSI BDEMEHU, BAPbUPO-
BaHME KOJMYECTBEHHBIMU U KaUE€CTBEHHBIMU MapaMeTpaMU OOBbEKTa
1 cpelbl BKCIIEPUMEHTA), KOTOPblE B YCJIOBUSX JIAOOPATOPHOrO WJU
HaTypPHOrO 3KCIIEPUMEHTA MMEIOT OTPAHUYEHMS, XapaKTepHble MAJIs
MaTepuaabHO-(PUBNYECKUX CBOWCTB KakK L€JIEBOM CUCTEMBI, TaK U €e
MOJI€JIM Ha OCHOBE MaTe€pUaJIbHOTrO cybCcTpara.

* [Ipognosuposanue. CUMyIALMs, B MEXaHU3M KOTOPOH BCTPO-
€Ha CEeMaHTHKa HauboJiee YCIEUHBbIX TEOPETUYECKUX NPEACcTaBie-
HUU 00 OO0BEKTEe SKCIIepPUMEHTa, SBJsieTcsl KpalHe 3(QQPeKTUBHbIM
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VHCTPYMEHTOM MNPEIUKTUBHON AHAJIWTUKU C IIAPOKMMU BU3yaJlb-
HBIMU CPEACTBaMU MPEACTABJIEHUS NPOTHOCTUYECKUX IAHHBIX Ha
OCHOBE HX U3BJIEYEHUS] HENOCPEACTBEHHO U3 3KCIEPHUMEHTAJIbHBIX
IAHHBIX, KOTOPblE€ MOTYT OBbITb IIPOBEPEHBl SMIIUPUYECKUM UJIU, BO3-
MOXXHO, aHAJIUTUYECKUM CITOCOOOM.

* HayuHble omkpbimus unoayuetue sspucmuieckux 0aHHux. MHO-
rOypOBHEBbIE CUMYJISILIUY, pa3paboTaHHblE HA CEMAHTUYECKU Pa3and-
HBIX IMHAMWYECKUX MOJIEJISAX, CYTh OTJIMYUS KOTOPBIX — BJIOKEHHBIE
B HUX Pa3HbIE TEOPETUYECKNE KOHLENUINMU U FUIIOTE3bl, IPEACTABIIA-
I0T CO60M YHUKAJIbHBIN CEMaHTUKO-CUHTAKCUYECKUI MEXaHU3M, OIle-
pupyoomuil 06beKTaMU TPAHCLEHAEHTANIbHON OHTOJIOTUM HA YPOBHE,
HEIOCTYIIHOM [JIg OPYTUX BUAOB IKCIIEPUMMEHTA, KOTOPbIE, KaK Ipa-
BUJIO, ONTUPAIOTCS HA OTPAaHUYEHHOE YUCJIO (Yalle BCEro 0gHy 6a30BYI0
TUNOTE3Y UK TEOPUIO) HAyUHBIX TeOpUil. Takoil MexaHU3M MO3BOJISIET
M3BJIEKATh SBPUCTUYECKUE JAHHBIE U ObITh NCTOYHMKOM HAyYHBIX OT-
KPBITHUIA.

2) KosnyecTBeHHOe YyCHJIEHHE II03HAaBaTeJbHBIX CIIOCOOHO-
creit. B paborte Xampmamosa (2019, c. 169-170) paz6éupaeTcs ABa B3IJIsI-
Ila Ha IPUPOJY CUMYJIsIL U B ogxone Manyass dopana (Duran 2018,
c. 8-24), B pe3ysbTaTe Y€ro BLIAEJSETCS] BaXKHOE CBOWCTBO KOMIIbIO-
TEPHBIX CHUMYJISIIUM, CO3[aBa€MBIX C IIOMOLIbI IIPOrpPaMMHO-aIIa-
PAaTHBIX KOMILJIEKCOB Ha BbICOKOIIPOU3BOIUTEIbHBIX BEIYUCIIATEIIBHBIX
KJlacTepax. 9TO CBOVCTBO, KOTOPOE JOCTATOYHO OYEBUIHO [IJI51 KaXK IO~
ro HabJogaTe sl KpaTHOE IIPEBOCXOICTBO BBIYUCIUTEbHBIX CIIOCO0-
HOCTe! TaKOro poja KJIACTEPOB HAJl, BLIUACJIEHUSIMU, OTPAHUYEHHbIX
KOTHUTUBHBIMU BO3MOKHOCTSIMU Y€JIOBEKA, YTO MI03BOJISIET OPTraHU30~
BBIBaTb PAbOTY C MaTEMAaTUYECKUMU MOJEJISIMA Ha HELOCTYITHOM AJ151
4YeJIOBEKA BBIYUCIUTENIBHOM YPOBHEG.

Eme ofHUM Ba)KHBIM N1apaMETPOM, YCHUJIMBAIOIUM [TO3HABATEJIb-
Hble CIIOCOOHOCTM MCCIIENOBATEIS, SIBJISIETCS] BU3yanu3alusl SKCIe-
PUMEHTAJIbHBIX JAHHBIX B TAKOM BHUJ€, B KOTOPOM OHU OOBIYHO HENO-
CTYIHBI [JI 4EJIOBEKA HU B OJHOM M3 IPYIUX BUIOB SKCIEPHUMEHTA.
Oco6eHHO 3TO KacaeTcsl TeX OOBEKTOB 9KCIEPUMEHTA, KOTOPble Ha-
MPSIMYIO 4€JIOBEK HE MOXKET HA6101aTh B CUJTy OTPAHUYEHHOCTH CBOMX
CEHCOPHBIX CcrtocobHOoCTel. OgHako, o6sanas anpuopHsMu GopMamu
MO3HAHMS, YEJI0BEK CIIOCOOEH NOBOJILHO TOYHO ONMCBIBATh SIBJIEHUSI
C IIOMOMIBI0 MAaTEMATUYECKOro ammnapara B ONpeneleHHON CEMaHTU-
Ke TOM UJIM MHOM TEOPETUYECKOM KOHLIENLMY, TEM CaAMBIM OCYIIECT-
BJISISI IEPEHOC Pa3PO3HEHHBIX SKCIIEPMMEHTAJIbHBIX CIET0B B OObEKTHI
TPaHCLIEHIEHTAJbHOI OHTOJIOrUM. [locse 3Toro paspaboTIUK CUMY-
JISALMU MOXET CO3JaTh CUMYJSITOP U CIELUAaJIbHYIO IPOrpaMmy Ijis
BU3YaJIN3aLUN SKCIEPUMEHTAJbHBIX JAHHBIX yX€ B CEMaHTHUYECKU

6 CM., HarpyMep, BbIYNCJ/IIUTEJIBHYIO IIPOM3BOIUTEIJIbBHOCTL CYIIEPKOMIIBIOTEPA
Summit, KoTopas no tecty Linpack Performance cocrasuna 148,600 T®nonc/c,
unm 148 600 x 1012 onepanuii ¢ ny1aBaloIei 3amnaToi B ceKyHay: https: /www.
top500.0org /system /179397.
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CYMTHIBAEMOM HCCJIefioBaTesieM Bujie. Hanpumep, ¢ MOMOIIBIO CUMY-
JISIUM 17151 YeJI0BeKa CTajv JOCTYIIHbBIMU TPEXMepPHble BU3yaln3aluu
TaKUX OOBEKTOB DKCIIEPUMEHTA, KAK KBAaHTOBAasl BOJIHOBast QYHKIIMS
(Figueiras, et al., 2019), xpomocomsl (Zawalski, et al., 2019), MmosiexyJibl
JHK (Brandner, et al., 2019), MaccuBHble KOCMUYECKHE OOBEKTHI, Ha-
npumep, depHsle Abipsl (Fendt, 2019) u T.71.

3) KauecTBeHHOe yCHJIEHHE INO3HAaBaTeJIbHbIX CIOCOGHOCTEMH.
C TOYKM 3peHHUs pacUIMPEHUs [T03HABATEILHOTO I10J1sl, 0COGBIN MHTe-
pec MpeJCTaBJIsIOT TaKhe BOBMOXKHOCTY CUMYJISILIMIA, C TIOMOIIBIO KO-
TOPBIX CTAHOBUTCSI PeasbHbIM IMPEOIOJIEHNe He MPOCTO CEHCOPHbIX
6apbepoB YeJIOBEeKa, HO U PACCYAOYHBIX, TEM CaMbIM, Ha MOl B3IJIS/,
MO>KHO CTaBUTh BOIIPOC O BEPOSITHOCTY MPEOIOJIEHUS TPaHCLEeHeH-
TaJIbHOW OHTOJIOTMM BO BpPEMS HKCIEPUMEHTAJIbHO-UCCIIeI0BATE b~
CKUX NPAKTUK C ITOMOIIbI0 TEXHOJIOTUN KOMIBIOTEPHBIX CUMYJISLIUIA.
[Ton Xamdpuc, onuceiBas B cBoelt pabote (Humphreys, 2009, pp. 616—
617) aHTpONOLEHTPUYECKUIN XapaKTep IO3HAHMUS Ha INPOTSKEHUU
0603pUMOI1 NCTOPUM EBPOINENCKON MBICIHU, BKJI0Yasl JIOTMKOB-TIO-
3UTUBUCTOB Hadasa XX Beka M (uioco(poOB-JIMHIBUCTOB, KOTOpbIE
6e3yCIIeIIHO MBITAJIMCh OTHEJIUTh MBIIIJIEHUE OT 4YeJioBeKa, He Ipe-
IIOCTaBJISIET B 9TOM CMBICJIE IIAHCOB /Ia’)ke KOHCTPYKTHBHOMY DMITN-
pu3My U peanuamy. Xamdpuc aenaeT UCKIo4YeHre 1 paborsl Kapia
[Nonmnepa (Popper, 1972), a Takke coBMecTHO pa6oTsl Goppa, I'numo-
pa u Xetica (Ford, et al., 2006), ogHaKko B IEPBOM CJy4yae, 10 MHEHUIO
Xampuca, npensiaraeMblii METOJ, CIIMIIKOM abCTPaKTeH IJisl UCCe-
IIOBaHMS, 2 BTOPOU COBCEM He 3aTparvBaeT BOIPOCOB BBIYUCIIUTEIb-
HBIX HayK. XaMpucC NPUXOAUT K TPOMEKYTOYHOMY BBIBOZY O TOM, UTO
ceropHs ¢unocodpckas HayKa O MbIIJIEHUN U NO3HAHUU TTOJHOCTBIO
AHTPOIOLEHTPUYHA U HE MOXKET JJaTh OTBETHI HA T€ MPOGJIEMbI, KOTO-
pble BO3HUKJIY Nlepe]] COBpEMEHHBIMU HAYYHBIMU BBIYUCIIUTEbHBIMU
MEeTO/IaMHU, BBIXOSIIVMU, TIO MHEHUIO XamMdpuca, 3a aHTPOIIHbIE ITpe-
nesibl. Xam@purc HasblBaeT 3TO SIBJIEHUE aHTPOINOLEHTPUYECKUM 3a-
TPYLHEHUEM U [TOTYEPKUBAET €r0 YHUKAJIbHOCTb M KOPEHHOE OTINYre
OT KJlaccuyeckon ¢punocodckoit npobiemMpl IO3HAHUS C AaHTPOTIOIEH-
TPUYECKOIl TOYKM 3PEHUS, «TaK KakK cTapas rnpobjaema CBsi3aHa ¢ pe-
IIpe3eHTaTUBHBIMU NTOCPEJHUKAMU, KOTOPbIE MPUCTIOCOGJIEHB! K KOT-
HUTUBHBIM CIIOCOOGHOCTSM uesioBeka» (Humphreys, 2009, p. 617), uto
Cpasy CTAaHOBUTCS HENPUEMJIEMBIM B CJIyYae BhIYMCIUTEIBHBIX METO-
IIOB, perpe3eHTaTUBHBIMY ITOCPEJHUKAMU KOTOPBIX SIBJISIOTCS «KOM-
IIbIOTEPHbIE CUMYJISILUMU, KOHCTPYHUPYEMBble, YTOObl COaIaHCUPOBATh
NOTPEGHOCTH BBIYMCJIUTEJIBHBIX MHCTPYMEHTOB U I0JIb30BaTEJIE»

7  Xamdpuc B padote (Humphreys, 2009) u3 nByx ciayyaeB (TMOPUIHBINA U aBTO-
MaTU3WPOBAHHbBIN) UCCIIENYET TMOPUIHBIA — CLIeHapuii, P KOTOPOM Hay4d-
Hasl DKCIIEPUMEHTAJIbHAS [€ATEJIbHOCTh BELETCH OJHOBPEMEHHO U YE€JIOBEKOM,
Y BBIYMCJIATENLHON MamMHON. TOT ciydaif, KOrga sKCIIEPUMEHT MPOUCXOAUT
6e3 yJacTus 4esioBeKa (aBTOMATHU3MPOBAHHBIN) XOTb M IPEJACTaBIsSeT 3HAYM-
TeJbHBII HTepec 11 XamPpuca, B 3TOi paboTe UM He pacCMaTPUBAETCSL.
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(Ibid., p. 617). AHTponOLIEHTpHYECKOe 3aTpynHeHne Xambpuc Gopmy-
JIUPYET B HECKOJIBKUX IYHKTaX, CPEIU KOTOPbIX, HA MOY B3IJIS1], OCHOB-
HBIM 4BJISETCSl TaK Ha3blBaeMas 3MUCTEMMUYECKAs] HEIPO3PayHOCTb.
DTO 0COBEHHOCTh KOMITBIOTEPHBIX CUMYJISLIAM, KOTOpas BelpaskaeTcs
B OTCYTCTBUHU BCSIKOM BO3MOKHOCTH JIJIsSI UCCJIEJIOBATE ISl KaK CYObeK-
Ta 3KCIEPUMEHTA IIPOCIIEAUTD 3 KaXKbIM IIPOLIECCOM B OTHEJIbHOCTH
Y BCEMU B COBOKYIIHOCTH, NPOUCXOAAIIMMK B NPOrpaMMHO-alma-
PaTHOM KOMILJIEKCE Ha JIIOO0OM M3 ero ypoBHeH (anmnapaTHOM, Lugpo-
BOM, MaTe€MaTU4YeCKOM U JIOTUYeCKOM). Bce uTo nmpoucxonut Bo BpeMs
DKCIIEPUMEHTA B DTOM CJIy4ae OKa3blBa€TCs JJig CyOBEKTa CKPBITHIM,
C TOYKU 3pPEHHUS €0 KOTHUTUBHBIX CIIOCOGHOCTEN. Takas Henpospau-
HOCMb pakmuuecku osHauaem 3adelicneosarue 8 HAYUHOM dKcne-
puMmeHme NPAKMUK, 8blX00AWUX 34 2PAHUUDBL MPAHCUEHIEHMALLHBLX
€cNnoco606 NO3HAHUA.

Tak>ke CTOUT OTMETUTb Y KOMIIBIOTEPHBIX CUMYJISIIUAN TJIaBHYIO
IJ1s1 9KCIIEpUMEHTAIbHOM IPaKTUKHU CIIOCOGHOCTb — paboTa ¢ MOJieIsi-
MM 4 MaTEMATUYECKVMMU YPABHEHUSIMU, KOTOPbl€ HEBO3MOXKHO Pa3Jio-
SKUTb Y PEUIUTh JOCTYMHBIMU MBILIIJIEHUIO Y€JIOBEKA aHAJIUTUYECKU-
MM WY APYTUMU CIIOCOOGAMU, CBSI3AHHBIMU HaINPSIMYIO C PacCyLOYHON
IesITeNIbHOCThIO. Tak, B paboTe, MOCBSIIEHHON UCTOPUYECKOMY 0630~
Py 9KCIIepUMEHTAJIbHBIX MCCJIeIOBAHUIN pafualMoHHbIX 3(P(deKTOoB,
B marepuasax (Nordlund, 2019) u3 11 npuBogumbIx MeTOHOB C 1940 r.
[0 HaCTOsIIIlee BPEMsI TOJIBKO Ba (T€OPUSl CKOPOCTU peaKkL Uil U Ko-
HEYHO-3JIEMEHTHOE MOJIEJINPOBAHNE) MOTYT ObITh IPUMEHEHBI B YCII0-
BUSIX QHAJIUTUYECKUX PEIIeHUM, TO eCTb 6€3 MIPpUMEeHEeH!s MalInHHbBIX
BBIYUCJIUTEJIBHBIX MOIJHOCTEA M CO3[aHUS KOMIIbIOTEDHBIX CHUMY-
asuuit. OcTajsibHble METOJbl (HEUTPOHHbBIE pacyeTbl MeTofoM MOH-
Te-Kapso, meton Mertpononuca-MoHTe-Kapio, MojiekyasipHass gu-
HaMUKa, 6MHapHOe NMpPUOJIMKEHUE CTOJIKHOBEHUH, QyHKIMOHAIbHAS
Teopusl MJIOTHOCTH, KMHeTUYeckuil metos, MoHTe-Kapio, pyHk1mo-
HaJIbHasl TEOPUS 3aBUCMMOCTU OT BPEMEHWU, AUCKpETHas IUHAMHKa
JIMCJIOKAIMI) aKTUBHO HayaJu pa3BUBaThCs C 1970-X ToAbl U MOy~
JI WIAPOKOE NpuMeHeHue ¢ 1990-X romoB C MOSBIEHUEM U PA3BUTU-
€M BBbIYUCJIMTEJIbHBIX T€XHOJIOTUM, KOTOPBIE NO3BOJIUJIN MIPEOAOJIETh
6apbep ue0BeYeCKUX KOTHUTUBHBIX CIIOCOOHOCTEH J1J1s1 KOPPEKTHOM
06paboTKM abCTPAKTHBIX MaTeMaTudeckux (GopM, He INMOALAIIUXCS
aHAJIMTUYECKOMY UHCTPYMEHTAPUIO paccyaKa. TeM caMbIM MexXHOL0-
2UU KOMNBIOMEPHLLX CUMYAAUULL 06ecnevusu 603MOHHOCMU O NO~
3HABAMENLHOU 0eAMENPHOCTMU 8HE KAMe20PpUll paccyoKd, mo ecmb 8He
MmpancueHoeHMaLbHOl OHMOL02UL.

4) BHyTpH U BHe TPaHHI] TPAHCLUEHAEHTAaJIbHON OHTOJIOTHH. 13-
HayaJbHO KOMIIBIOTE€PHBbIE CHUMYJISIIUA MOTYT PaboTaTh UCKIIOYU-
TeJIbHO C 0ObEKTaMU TPAHCLEHIEHTaJIbHON OHTOJIOTUM: SIBJIEHUSIMHU,
(peHOMEHAMU UJIU «Belblo-IJsi-Hac». To eCTh, COTJIaCHO TPaHCLeH-
IeHTanbHOU (unocodpuy, OHTOJIOTUS KOMIIBIOTEPHBIX CHUMYJISLAN
MIPOUCXOOUT U3 TPAHCLEHOEHTAJbHOM OHTOJIOTMU. DTO IO3BOJISIET
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MPOEKTUPOBATh OGBEKT IKCIIEPUMEHTA 6e3 TOMOJTHUTEIIbHBIX TIOCPe/I-
HUKOB B BHJle MPEIMETOB, COCTOSIIUX M3 MaTepHajibHOro cybcTpa-
Ta, Kak B CJy4yae JabopaTOPHOro dKCIepuMeHTa. Takas BO3MOKHOCTD
TIO3BOJISIET CO3[1aBaThb MHOTOYPOBHEBLIE CUMYVJISILMA — YHUKAJIbHBIA
0OBEKT DKCIIEPUMEHTA, COCTOSIINI M3 MHOXKECTBA YPOBHEH, IOCTPO-
€HHBIX COIJIACHO Pa3JIMYHBIM CEMAHTHUKAM, B OCHOBE KOTOPBIX 3a-
KJIa[IBIBAIOTCSl pas3jnyHble (BOBMOXHO Jla’ke NMPOTHUBOpevaliue Apyr
IPYyTy) TEOPUM U TUNOTE3bl. SIPKUM IPUMEPOM SIBJISIIOTCSI TIPOEKTBI
M3y4YEeHUs MO3ra [0 TUIY BBIMIEYIIOMSIHYTOrO eBpornenckoro Human
Brain Project (Florimbi, 2016, Xampamos, 2020, c. 44-53) — B npoek-
T€ MOZEJUPYIOTCS MITh YPOBHEN 4EJIOBEYECKOTO MO3ra: MOJIEKYJIISIP-
HBIi, KJIETOYHBIH, HepoceTeBOl, (PYHKIIMOHATIBHO 30HAJBbHBINA U 00~
KM ypoBeHb Mo3ra Kak opraHa (Markram, 2012, p. 31). Kaxppiit u3s
STUX YPOBHEN ONMPAEeTCsl Ha MOZEJH, KOTOpble 6a3upyloTCsl Ha pas-
JINYHBIX TUIIOTE3aX U TEOPETUYECKUX MOCTPOEHUIX. [I03TOMY OfHOMI
Y3 TJIaBHBIX 3a[a4 [IPOEKTA SBJISIETCS COEIUHEHNE STUX YPOBHEN Ta-
KUM 06pa3oM, 4YTOOGBI OHU MOTJIM B3aUMOJE€NCTBOBATh JPYT C APYroM
B paMKax €IUHOM CUMYJISILUN MO3Ta. Takre COeIUHUTEJbHbIE MEKY-
POBHEBble KOHCTPYKLIMM BO3MOXKHO CO3/aTh, ONEpUpYys OOBbEeKTaMU
TPaHCLEHJEHTAJIbHOYW OHTOJIOTMM B PaMKax TPaHCLEHIEHTAJbHOTO
eJMHCTBA annepueniuu. OgHAKO 110 Mepe TOro KaK Bce 60JIblIe yPOB-
Hell BKJIIOYAIOTCS B €IUHYI0 CUMYJISALNIO, PaKTOp aHTPONOLEHTpUYe-
CKOTO 3aTPYyJHEHUSI CTAHOBUTCS BCe 6oJiee 3HAUYMMBbIM, U UCCIeN0Ba-
TeJslb BBIHYXXJEH NPUHUMATh TOT (aKT, YTO CUMYJISILIMASI HAIlOJIHSIETCS
TOH CBOE€U 4aCThlO, KOTOPAs CKPbITA OT YEJIOBEKA.

Mcxons u3 BbIIEYTIOMSIHYTBIX CBOMCTB CUMYJISILIMI MOKHO TIpE-
TIOJIOXKUTD, YTO OHTOJIOTHSI KOMIIBIOTEPHBIX CUMYJISILIMI HAYYHBIX 9KC-
TIEPUMEHTOB [BYXYyPOBHEBAsS: IIEPBbIII OHTOJIOTMYECKUN YPOBEHDb
pacnosiokeH B Ipefesax TPAHCLUEHAEHTAJbHOM OHTOJIOTMU M CO-
OTBETCTBYET allpUOpHbIM (OpMam IMO3HAHUS, BTOPOM — BHe Ipeje-
JIOB TPAHCLEHIEHTAJIbHOTO U HE MOANAETCS NTIO3HAHMIO B PaMKaX YyB-
CTBEHHOW UHTYULU U KAHTUAHCKOM CUCTEMBI KaTETOPU1 allpUOPHBIX

¢opm paccypka.

3akJiodyeHue

B xopnie paboTh! ObLIM BISIBJIEHBI 1BA OCHOBAaHUS KOHIIENITYaIbHOI Me~
TOJOJIOTUU CO3[aHMS KOMIIBIOTEPHBIX CUMYJISIIUIA HAy4YHBIX SKCIIEPU-
MEHTOB COIJIACHO TPAHCLIEHIEHTAILHOMY y4yeHno KaHTa.

[lepBoe 6a3upyeTcs Ha TPaHCLEHAEHTAJbHON 3CTETHKe U Bblpa-
5KaeT B3aMMOCBSI3b CTPYKTYPbl CUMYJSILIMI C anpuoOpHbIMU dopma-
MM 9YBCTBEHHON UHTYUIMU. 113 cHOpPMYIMPOBAHHOIO B [I€PBOM YaCTU
IAHHON paboThl ONpeneseHNsl TOr0 OCHOBAHUS OblJ CHEJaH BbIBOT,
YTO «B OCHOBaHME pabovyero CUMYJISITOPA JIOJDKHBI ObITh BCTPOEHBI HE
MIPOCTO 3aKOHOMEPHOCTU TaK Ha3blBaeMOro (U3NIECKOro BPEMEHH,
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a MPUHLUIBI AaIPUOPHON (POPMBI YyBCTBEHHOU MHTYHUIUU, KOTOPbIE
BBIPQXKAIOTCS B COOTHECEHUM M3MEHEHUI COCTOSIHUM (PUKCUPYEMBbIX
SIBJIEHUI, MTPEJICTABJIEHHBIX B BUE JUHAMUYECKUX MoJeseil, ¢ pabo-
TOW BCEW CHUMYJISILUY, B TOM YUCJIE TOM €€ COCTaBJIAKLIEH, KOTOpas
reHepupyeT BbIXOLHbIE DKCIEPUMEHTAJIbHbIE JAaHHBIE NJIsI CyObEeKTa
9KCIIEPUMEHTa». B 9TOI 4acTu ymeneHo ocoboe BHHUMaHUE COOTHO-
LIEHUIO IPOCTPAHCTBA M BPDEMEHU — «B CUMYJISILIUAX Ba’KHO HE IIPO-
CTO MOJENVPOBaHME TPOCTPAHCTBA B ONPENEJIEHHOM KM3MEPEHUH,
a BOCIIPOU3BENEHUE CBA3YM IIPOCTPAHCTBA U BpEMEHUY». JIeTaJIbHO STOT
acrekT pazbupaeTcs Ha npumepe paboTsl But Joneitmu, Muxana Ky-
pasa u IlaBna ConuHa — co3paTesiell CUMYJISALMY IEPEMEHHO-HACHI-
IIEHHBIX TIOTOKOB IIOPUCTHIX Cpell. JJOBOJIBHO CJIOKHBIN ITyTh MOJEJIN-
POBaHUS U pa3pabOTKU CUMYJISITOPA Y aBBTOPOB CBOAUTCS K AJITOPUTMY,
KOTOPBIA OHUM CYMTAIOT CBOMM IJIABHBIM JOCTUKEHUEM: «aJalTUBHBINA
QJITOPUTM, KOTOPBIA KOHTPOJIUPYET OLIMOKM, BO3HUKAIOMIME H3-32
IUCKpPETU3al M [IPOCTPAHCTBA U BPEMEHHU, a TAKXKe U3-32 HETOYHOTO
pelleHts OCHOBHBIX anrebpanyeckux cUcTeM». PazpaboTyuku ocos-
HAIoT, 4YTO 3(Q(PEKTUBHOCTb PabOThl CUMYJSTOPA HANPSMYIO 3aBUCUT
OT KauyeCTBa BOCIPOU3BEIEHNS COOTHOLIEHU BDEMEHU U IIPOCTPAH-
CTBa, OCHOBAHHBIX HA allPMOPHBIX (POPMaX UYBCTBEHHON MHTYULIUU,
IOOGAaBJIIO .

Bropoe ocHOBaHME ONMPAETCS! HA TPAHCLEHIEHTAJIbBHYIO aHAJIN-
TUKY U JEMOHCTPUPYET INPSIMYIO 3aBUCMMOCTb BHYTPEHHUX U BHEII-
HUX CBSI3€M 3aJ€MCTBOBAHHBIX B CUMYJIALMAX MOZEJIEN, BXOIHBIX
Y BBIXOJHBIX JAHHBIX OT CMCTEMBI KAHTMAHCKUX allPMOPHBIX KaTEro-
pui1 paccynka. OHO yKJIaApIBa€TCS B ONPENEJIEHUE BTOPOTO BaXKHOTO
METOIOJIOTMYECKOrO Npennonoxenus: «I[Ipu cosganum maremaruye-
CKMX MOJEJIE U BBIYMCJIMTEJIbHBIX aJITOPUTMOB CMMYJISITOPA Ha OC-
HOBE€ CYILIECTBYIOUIMX HAy4YHBIX TEOPUM U TUIOTE3 IJISI KOPPEKTHOM
VHTEPIIPETALMUM JAHHBIX, TECHEPUPYEMBIX B XOZE MTPOBOLUMOrO CUMY-
JISLIMOHHOTO 3KCIIEPUMEHTA, pa3paboTYMKy HYXXHO BBLICTPOUTb BHY-
TPEHHUE Y BHEIIHUE CBSI3U MCIIOJIb3yEMBIX MOZIEJIEN, PYKOBOICTBYSICh
CEMAHTUKOM CUCTEMBI AlIPUOPHBIX KATErOPMil paccyaKa». B kauecTse
npumMepa Obl1 Pa306paH MPOLECC CO3[AHUSI CUMYJISIIUU [JIS SKCIe-
PUMEHTAJIPHOTO MOIATBEPXKAEHUS AMalla30Ha MOJIE3HOCTU U3JIy4EHUS
MIPOTOHHBIX MTy4YKOB MOIEJIMPYEMOM KaMepsl AJjid JjedeHus paka. Ha
3TOM [IpUMeEPE ObLII0 MPOAEMOHCTPUPOBAHO, UTO BCE COCTABHbBIE YaCTHU
CUMYJISITOPA CBS3bIBAIOTCS MEXKy COOOI TaKUM 00pa3oM, UTOOL «ce-
MaHTHKA UX B3aUMOJIECTBUS], C OIHOW CTOPOHBI, ObLIa TOCTYIIHA pac-
CyIIKy pa3paboTuuKa [Jisl BHECEHHUS NIPABOK U JOIMOJHEHUN B CiIy4ae
HEOOXOOMMOCTH COBEPIIEHCTBOBAHUSI CUMYJISLIMY, & C IPYroll CTO-
POHBI, Obl7Ia CEMAHTUYECKU PEJIEBAHTHOM 1151 BbISIBJIEHUSI PE3YyJIbTa-
TOB DKCIIEPUMEHTA, BU3yaIN3aL1sl KOTOPBIX COOTBETCTBOBAJIA Obl UyB-
CTBEHHO! MHTYULIUU U PACCYIKY CYObEKTA SKCIIEPUMEHTA aHTPOIHOMN
MPUAPOIBI».

DTU OCHOBAHMS MOXHO IPUHMMATh 32 6a30Bble METOJOJIOTU-
YecKue NPUHLUILL pa3paboTku cumyssuuil. [Ipy aToM ciegoBaHue
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IAHHBIM NIPUHLIUIAM O6ECIIEUNBAET BICOKYIO 3(p(PEKTUBHOCTb pabo-
Thl CUMYJIITOPOB BO MHOTOM 33 CU€T UX Pa3pabOTKU «C OIJISIKON» Ha
YYBCTBEHHYIO MHTYULMIO U KaTeropuu paccynka. OgHaKo IpuMeHe-
HUe TaKUX METOZ0B Ha TPAKTHKE B UTOTE BbISBJIISIET CBOMCTBA CUMYJISI-
L[Uii, KOTOPblE 06J1alal0T CAMOCTOSITEJIbHBIM OHTOJIOTUYECKUM U, UTO
60Jiee MHTEPECHO, SNMUCTEMUYECKUM MTOTEHLIMAIOM, KOTOPBIN yCHIN-
BaeT KOJIMUYECTBEHHO U KAYECTBEHHO (UTO U NPEACTaBISIET UHTEPEC
C TOYKU 3PEHUSI BOBMOXXHOCTH I0SIBJIEHMSI HOBBIX CITIOCOOOB [T0O3HAHNS)
KOTHUTUBHBIE CIIOCOOHOCTU YE€JIOBEKA.

B TpeTbel yacTu NOApPOOGHO PAaCCMOTPEHBI 3TU OCOOEHHOCTU KOM-
MBIOTEPHBIX CUMYJISIIUMNA, HO C TOYKM 3PEHUS TPaHCLEHIEHTaJIbHON
OHTOJIOTUM U BO3MOXKHOCTHU €€ NpeonosneHus. Pazbupas sty npobie-
MAaTHUKY, S BBIAEJISIO YEThIpE BaXkKHble XapaKTEPUCTUKU, KOTOPLIE fe-
MOHCTPUPYIOT OHTOJIOTUYECKYI0 CTPYKTYPY CHUMYJSLUI OTHOCH-
TeJIbHO TPAHCLEHIEeHTaJIbHOM OHTOJIOTUM: 1) CHHTaKCUC U CEMaHTHKa;
2) KOJIMYEeCTBEHHOE YCUJIEHUE [1I03HABaTE/IbHBIX CIIOCOOHOCTEH; 3) Ka-
4YeCTBEHHOE YCUJIEHUE N103HaBaTeJIbHbIX CIOCOOHOCTE; 4) HaBUTralus
OTHOCUTEJIbHO TPAHCLEHAEHTANbHOI OHTOJIOTUU (BHYTPU U BHE €e
rpaHuL).

DTU YeThIpe 11ara nocyuefoBaTebHO NPUBOISAT K BBIBOLY O ABYX-
YPOBHEBOM OHTOJIOTUYECKON CTPYKTYpE CUMYIALMNI, OHU XapaKTe-
PU3YIOTCSI COOTHOLIEHUMEM C MpelelaMy TPaHCLEHIEHTAJIbHON OH-
TOJIOTMU: 1) ypOBEHb BHYTpU IPEJLEJIOB — COOTBETCTBUE AllpUOPHBIM
(popMam 1o3HaHuUS; 2) YypOBEHD 33 IIpeJieslaMu — He NOA0AeTCsl T03HaA-
HUIO B PAMKaX YyBCTBEHHOHN MHTYWIVY M KAHTUAHCKON CHCTEMBI Ka-
TEropuil anpruopHEIX (OPM paccyKa.
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Abstract: The article researches how identities are constructed online,
highlights what frames identity (co)construction; what identities are pos-
sible, and thereby, who is possible online. In multiplayer online games,
identities are shaped by (at least) two frames; the technological affor-
dances of the game as well as the social norms of that particular platform
(Stahl and Rusk, 2020; Stahl, 2021a). Here, this discussion is exemplified
through empirical data from the multiplayer game Counter-Strike: Global
Offensive (CS:GO) from 2017-2018. The research project had a player-cent-
red design and is positioned as an ethno-case study (Parker-Jenkins, 2018).
The data was collected in collaboration with a vocational school with an
esports programme in Finland that the participants (17-18 years old, all
identifying as men) attended. In a previous analysis of the material, we
(Stahl and Rusk, 2020) noted five tools for identity (co)construction. One of
these, player customization, will be the focus of this short paper. The aim
is to discuss visual player customization as in-game identity (co)construc-
tion concerning technological affordances as well as social norms through
the lens of technomasculinity. Additionally, based on this discussion, the
chapter provides some implications for future studies on visual agency in
online gaming,

Keywords: in-game identity, identity (co)construction, visual player cus-
tomization, affordances.

Introduction
Traditionally, videogames are white male arenas with limited access

and representation for players identifying as women, players of col-
our as well as queer-identifying players (Corneliussen, 2008; Dietrich,
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2012; Gray, 2018; Nakamura, 2009; N. Taylor, 2011; N. Taylor & Voor-
hees, 2018; T. L. Taylor, 2015; Witkowski, 2018). Current gender norms
limit the association between “tech savvy, digital play, and femininity,”
(Harvey, 2015, p.137). While this norm does not necessarily reflect ac-
tual player demography, it does limit which players feel included and
what identities can be constructed. Furthermore, on these platforms,
acquiring competence can be limited by discourses of gaming or tech-
nology being portrayed as a masculine form of expertise; or techno-
masculinity. In the hegemonic gender structure in-game contexts,
traits aligning with technomasculinity are promoted, while conflicting
traits that connotate with, for example, femininity and queerness are
not (Johnson, 2018).

Identities are here seen as plural, shifting and changing, but with
enough stability to maintain their social function (Chilton, 2014) as
well as continually (re)negotiated and constructed in social contexts
(Banjeree and German, 2014). Further, Shaw (2014) distinguishes bet-
ween identities and identifiers. Shaw notes that while identification
as a concept is important, identifying with characters in games is not
as straightforward as a female player automatically identifying with
female characters. Thereby, sharing an identifier such as gender is not
necessarily enough for identification to happen. I extend this distinc-
tion to another context, as here, the analytical focus is on the identities
the participants construct rather than the identifiers or identity cate-
gories they inhabit. I employ the concept of identity (co)construction,
and by placing the prefix within brackets, I do not claim that identity
construction is not collective. Rather, based on the participants’ acti-
vity within the data, I claim that the collective construction of identi-
ties can be seen as a continuum of being more or less explicitly nego-
tiated. Correspondingly, I employ the term identity (co)construction.
Additionally, these identities are also contextually situated and affec-
ted by norms and values from each community. While identity catego-
ries such as gender, race, ethnicity or sexuality are not my analytical
focus, these categories were made relevant by norms in the online as
well as the offline community the participants engage with.

Early studies on identity construction in games include Fine’s
(1983) work on role-playing games and Turkle’s (1995) study on mul-
ti-user dungeons. However, the field can be considered fragmented
(Ecenbarger, 2014) with a heavy focus on games with customizable
avatars and/or narratives, such as RPGs and MMORPGs. These have
been studied extensively concerning identity (see e.g. Gee, 2003, Cor-
neliussen, 2008, Dietrich, 2012; Langer, 2008 and Sihvonen & Stenros,
2020), whereas research on identity construction within First-Person
Shooters (FPSs) is limited with a few exceptions like N. Taylor (2011)
and Voorhees and Orlando (2018). Avatars can be seen as “the material
to work with” in a virtual world (TL Taylor, 2009, p.110). However, while
the characters in CS:GO are not customizable (and thereby not avatars
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according to Shaw, 2014), that does not equate with FPSs being without
material to work with. After all, the first-person perspective offers high
player immersion (Gray, 2018) and possibilities for constructing in-
game identities through the players’ “own eyes” (Mukherjee, 2012). In
FPSs, identities, roles and competencies are typically (co)constructed
through in-game communication; predominantly performed through
voice and text chat. However, the focus here is on identity construc-
tion and visual player agency, in particular on weapon customization
(see figure 1).

BIOEEE > - NES

Fig. 1. Screenshot from the screen recordings of CS:GO and map Mirage.
The participant is wielding an MP3 with the Bioleak skin.

Video games are “constituted by the images on the screen” (Rose,
2016, p. 88) and visual aspects of a game or video game graphics are
topics often discussed by the audience (see e.g. Johnson, 2019). Despite
their relevance to the gameplay experience, there is a limited aca-
demic discourse on the visual aspects of video games. This becomes
especially apparent in comparison to the body of academic texts on
visuality in social media. When using the Abo Akademi University lib-
rary search engine for digital papers (search done on the 29 of Janu-
ary 2021), ‘social media’ and ‘visuality’ resulted in 12 596 hits, whereas
the corresponding number for video games was only 2 465. The limi-
ted academic discourse on visual aspects of video games tends to fo-
cus on game design and visual aspects of that process (see e.g. Salen,
Tekinbas and Zimmerman, 2006). Further, the research on visuality
from a player perspective is both limited and narrow in scope, as the
existing research appears to be focused not on the in-game experi-
ence as a whole, but player representation and avatars. In an attempt
to address these research gaps, both this short chapter and the texts
that preceded it (Stihl & Rusk, 2020; Stahl, 2021a), offers insights into
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in-game experience and identity (co)construction in an FPSs. This fo-
cus on the player’s visual agency is informed by visual ethnography
(Pink, 2013), where visual material is not considered worthier but ra-
ther as worthy as other forms of research material (Pink, 2013).

This study is positioned as a qualitative case study informed by
ethnography or ethno-case study (Parker-Jenkins, 2018). The seven fo-
cus students volunteered to participate in the study through a teacher.
The data consisted of seven matches and four scheduled interviews per
team. The focus students recorded and shared their matches regularly
with the researchers through a secure file sharing service. The design
of the study was dependent on the students’ engagement due to the
physical distance between the researchers and participants. Regular
meetings, held at their school, functioned as interviews and were re-
corded. Stimulated recall (Nguyen et al, 2013; Pitkdnen, 2015) on re-
levant sequences from the screen recordings was employed during all
interviews apart from the first, thereby providing the researcher with
the participants’ thoughts and comments on certain in-game situa-
tions. The research design is described in further detail in Stdhl & Rusk
(2020) and the methodological implications are discussed elsewhere
(Stahl, 2021a); to educational video research (Stahl, 2021b) as well as
the practical ethical implications (St&hl and Rusk, 2022).

Player customization
and technological affordances

While the tools for player customization in FPSs tend to be more li-
mited than in RPGs, it does not equate with no resources for identity
construction. In CS:GO, the players decide what weapon to wield each
round. The player can either spend their in-game currency on a new
weapon or play with one purchased in a previous round. Not spending
in-game currency to save for a more effective weapon the following
round is referred to as an ‘eco-round’ or ‘economy round’ (Liquipedia,
2015). In terms of technological affordances, this decision is affected
by the side the team is currently playing; terrorists or counter-terro-
rists. The weapon selection does, to some extent, vary corresponding
to the current side. For example, certain pistols like Glock-18 can only
be purchased when playing as terrorists. Therefore, while playing as
a counter-terrorist, the player can only get the pistol by picking it up
from an eliminated opponent (Counter-Strike Wiki, 2019). The AK-47
(see figures 2-4), is available for both terrorists and counter-terrorists.

The technological affordance of weapon customizing in CS:GO
does not impact the weapon’s primary function nor its effectiveness,
but solely the appearance. In the material, three types of weapon
customisation were present; weapon skins, stickers and renaming
weapons. Skins (see e.g. figure 1) affect the weapons’ in-game visual
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representation whereas stickers function as decals on a weapon (see
figure 3). If a weapon is renamed, the weapon does not appear with
the standardized name, but perhaps as “Pistol of Doom” for all players.
Given the focus on visual agency, the discussion here is focused pri-
marily on weapon skins and secondarily on stickers. Unlike renaming
a weapon which is free for any player, skins are purchased with actual
money and therefore have an economic value. For example, one of the
participants claimed that he usually sold the skins he owned to buy
games on Steam instead.

If they have no impact on weapon effectiveness, why bother spen-
ding money on skins? One participant mentioned that some players

S

Counter-Terr

Fig. 2, 3. Screenshots from the screen recordings of CS:GO and the map Mirage.
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feel more confident when they wield weapons that they find pleasing
to look at or if they know that a certain skin has a high value. While
the participant did not claim to be one of those players during the
interviews, in-game he noticed an AK-47 (equipped with the Redline
skin and several FaZe clan stickers, see figure 2) on the ground next to
an eliminated opponent. As he was wielding the same weapon and the
round was about to end there was no strategic advantage to picking
up the weapon, but he did so anyway solely for the visual appearance
(see figure 3). Similarly, he did get upset when an opponent picked his
weapon with a skin despite the opponent already wielding the same
weapon. Due to their customized nature, weapons with skins can be
considered more meaningful for the owner, and as such, picking up
an opponent’s weapon with skin can be considered taking a trophy
and potentially disrupt their gameplay. Accordingly, skins appear to
be meaningful for the participants even though they do not impact
weapon effectiveness. However, while the technological affordance
of skins is available for purchase for all players, social norms dictate
which weapon and correspondingly which skin can be used in-game.

Player customization
and social norms

Customizing weapons offers the player different ways to modify their
in-game experience and thereby (co)construct identities. The majority
of player customization in the data aligned with individual and social
aspects as motivation for buying in-game content, with few exceptions
of economic rationale (Hamari et al, 2017). When asked about what
kind of skins they liked, the participants claimed to prefer colourful
skins. However, as the interviewer, I had previously provided the de-
scriptions ‘colourful’ and ‘elegant’, so the participants might have pre-
ferred to former over the latter. On the other hand, this preference
was also reflected among the skins wielded in the data. In the game-
play data, skins tended to be discussed in general terms, and specific
skins were rarely mentioned. However, one of the participants noticed
and commented upon another team member purchasing a particular
skin. Additionally, he claimed to have made a profit trading with skins
which sparked him to keep a tidy Steam profile with an almost store-
like appearance. He thereby constructed an in-game identity of a ‘skin
connoisseur’ that knew how much skin was worth.

Customizing weapons offers the player different ways to modify
their in-game experience and thereby (co)construct various player
identities; whether expressing taste, competence or sense of humour.
However, identity (co)construction through player customization fur-
ther appears to be influenced by technomasculine ideals as skins with
masculine connotations tend to be the norm. All weapon skins used
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in the data were either masculine or gender-neutral in terms of co-
lour and pattern, with mainly military and ‘tech’ influences. The only
visual feminine representation in the data is a female pin-up sticker on
the otherwise gender-neutral skin Point Disarray (see Figure 4). This
raises questions of identity (co)construction in CS:GO through weapon
customization being a gendered activity. The male participants con-
structed several player identities in the material, however, we do not
know if they did consider constructing an identity employing skins
with feminine connotations. While such skins do exist as a techno-
logical affordance, the participants are presumably limited by social
norms dictating masculine skins as preferable. The participants did
not explicitly express such ambitions or concern regarding the pre-
vailing norms of visual expression. However, that does not necessarily
disprove the need for varying tools for visual identity construction.
Rather, it highlights how players that fit the normative view of an ideal
esports player, like the participants, can be unaware of or unwilling to
question a power hierarchy that they are on top of.

Fig. 4. Screenshots from the screen recordings of CS:GO and the map Mirage.

Who is possible online?

While the norm of technomasculinity does not reflect actual player
demography, it does limit which players feel included in a culture high-
ly shaped by competitiveness. Prominent players tend to take their
play more seriously (Rambusch et al, 2007) and the higher stakes, the
less welcoming atmosphere for those not fitting the normative ideal
(Sveningsson, 2012). Additionally, wielding weapons has traditionally
been seen as a masculine activity and skillset, which is also the case
in video games. Video games are centred around the concept of skill
(Harper, 2013) and in CS:GO, in-game skill is highly interwoven with
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weapon skill. In-game weapons with visual designs based on ‘tech’ or
military influences can be employed to highlight the masculine con-
notations of warfare and technology simultaneously. However, emp-
loying a skin with feminine connotations in terms of pattern or col-
our scheme could potentially question the masculinity of the player.
In a community where technomasculinity is the hegemonic gender
structure, constructing a masculine identity is central to adhering to
the norm. While solely a cosmetic change, using skins with feminine
connotations could potentially, therefore, be seen as questioning or
even taking a stance against the technomasculine norm. Further, both
wielding weapons and in-game competency (Harper, 2013) are seen as
masculine, however, emphasizing one’s ‘looks’ has traditionally been
seen as feminine. Additionally, the motivations for purchasing skins
discussed here; economic and social values (Hamari et al, 2017), can be
read as masculine and feminine respectively. Accordingly, as an activi-
ty, wielding skins can thereby be seen as both feminine and masculine,
and I thereby advocate further research on purchasing and wielding
skins as a gendered activity.

While this short chapter focuses on identity construction online
through one particular tool in one particular game and how visual
agency can be considered gendered, it raises important questions on
the social norms dictating how technological affordances can be emp-
loyed and by whom. From the perspective of visual agency, FPSs such
as CS:GO offer other tools for identity construction than MMORPGs.
However, to explore those venues, we need to see beyond identity con-
struction in games as bodily presentations such as the customizable
avatar. By claiming so, I do not wish to diminish the importance of
customizability and representation among avatars and their complex
relation to social norms in games and beyond. Rather, I advocate a per-
spective on identity construction that includes all tools that are mea-
ningful for the player. Additionally, I wish to stress how these forms of
identity (co)construction are connected to online and offline commu-
nities. Accordingly, the visual agency in games is at the same time both
more than solely avatars and at the same time but one part of a larger
toolkit for identity construction. I advocate more research, critical as
well as empirical, on identity construction online, including all avai-
lable tools — visual and otherwise, and how it is connected to offline
communities (Stdhl, 2021). By empirical research on how technomas-
culinity is interwoven with online game culture, we do not solely ana-
lyse the connection between power hierarchies and gender structures
online, but simultaneously question them (Stdhl & Rusk, 2020). That
way we can support different stakeholders in making informed deci-
sions for more equitable online communities.
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Abstract: This article explores the strategies used by female video game play-
ers within the masculine and heteronormative culture of video games and
asks whether there is a “female way of playing”. With knowledge of the fact
that most avatars are still male, I revisit the concept of the male gaze (Mul-
vey, 1989) and argue that female players objectify male characters and yet try
to identify with them. I will support my claims with empirical evidence from
interviews and participant observations of the fourth instalment of the Un-
charted adventure game series, Uncharted: A Thief’s End (2016).

I have identified multiple levels of objectification, including comments
about the look of the male avatar, explicitly sexist remarks, emphasis on
romantic narratives and the “maternal” frame. In the context of identifi-
cation, it has shown how female players can choose heterogeneous ap-
proaches; some interviewees have problems with the male figure to iden-
tify with, some have opted for a non-gendered approach and the rest
performed stereotypically male characteristics. These findings prove
not only the complexity of the relationship between the player and ava-
tar but also the various (potentially queer) strategies that all players (not
just women) can choose to achieve the same level of gameplay experience.

Keywords: Male gaze, female gaze, female player, objectification, identifi-
cation, avatar, gender, doing gender

Introduction
Nowadays, it is becoming more and more difficult to claim that video

games are still a world made by men, for men and about men (Cassel
and Jenkins, 2000). Video games are increasingly offering the chance
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to play as strong female characters or male characters who represent
different kinds of masculinity and provide narratives that are not ne-
cessarily heteronormative. Therefore, for many scholars (Gee, 2003),
gender is not such an important variable in the production of the audi-
ence for video games.

Unfortunately, at the discursive level, we must still discuss the
masculine orientation of video game culture. Most mainstream video
games invite the hegemonic way of playing and ‘reading’ the game (Hall,
1980). It is obvious that the ideal player understood as an inscribed
reader (Sparks and Campbell, 1987) of those texts, is still a white he-
terosexual man. Therefore, many female and non-heterosexual players
are constantly reminded of the intended male subject upon whom they
are encroaching (Shaw, 2015), and they are forced to play in a subver-
sive way to achieve the same experience as the intended subject (Kro-
bova, Svelch, Moravec, 2015).

This article identifies the specifics of female video gameplay. More-
over, it goes beyond the standard essentializing dichotomy of mascu-
linity and femininity and related claims that women are “naturally dif-
ferent”, by questioning these stereotypes and showing the complexity
of (gender) identities.

Specifically, this article aims to describe how female gamers play
male characters. I examine whether gender is a significant variable and
whether it makes the process of identification more complicated or
impossible. In addition, I show how female players look at male cha-
racters, and, from this, determine whether they objectify those cha-
racters. I also ask how players deal with the obstacles of objectifica-
tion and identification, as they are, primarily in third-person shooter
games, contradictory phenomena. I use player interviews and ethnog-
raphy to answer the research questions. Specifically, I narrow my fo-
cus to the players of Uncharted: A Thief’s End (2016).

What makes a female player?

Quantitative data (e.g. Esa, 2017) reveals that almost half of video
game players (41 per cent) are female and that adult women represent
a greater portion of the video game-playing population (31%) than boys
aged 18 or younger (18%). Moreover, research has shown that women
and men spend the same amount of time playing video games (Bryce
and Rutter, 2005). This data tells us about the numbers of players, but
it does not reveal which games, why or how women play: the questions
of women»>s favourite genres' and strategies remain unanswered.

1 The notion that women enjoy different genres and choose different, feminine-
coded themes can lead to essentialist conclusions. Although the genre of
“games for girls” can be understood by developers (and some scholars) as the
genre attractive for female players, the reality may be different. Games for girls
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The same can be said about the localization of female positions within
the video game (sub)culture.

Recent research has attempted to prove that women play video
games differently than men. For example, Yee (2017) claims that women
tend to play mobile games and non-competitive games based on
relationships and strong storylines. When women play action games,
they choose different strategies to win (Kafai, 2008). Ratan (2015)
found that women less often define themselves as hardcore players
and show significantly less self-confidence when playing online games.
Their position in the video game subculture is also rather specific:
many female players are introduced to video games by a male family
member, friend, or romantic partner (Taylor, 2011; Ratan, 2015).

Other studies demonstrate that there is no difference between
female and male ways of playing. Yee, for example, also states that we
cannot say that “women play only for socializing and men play only to
kill monsters”, in another study (Yee, 2011, p. 89). There are differences,
but they vary in percentage, so it would be unwise to give them a lot
of weight or generalize based on them (Yee, 2011). The specifics of
the “female way” of playing must be identified in the construction
of femininity itself and the deep structures of gender construction,
which still generate assumptions about “what women like and what
they should like” (Yee, 2011, p. 84).

Moreover, female ways of playing may take a variety of forms.
The simple and broad concept of a “female player” also differs from
the more particular notion of “gamer grrrlz” proposed by Cassel and
Jenkins (2000), who claim that a significant number of female gamers
have similar game preferences, interests, and attitudes as male players.
In any case, especially on a theoretical level, it is important to note that
female gaming is different, as it happens under different conditions.
Female players must overcome more obstacles, such as the absence
of the female avatars to identify with, sexist representation of those
female characters present within a game or a hostile and toxic game
culture environment (Shaw, 2009).

Female player vs. male avatar

The player experiences the game environment and the plot of the
game directly — he/she uses the body of the avatar to “live” within the
game. Therefore, it is necessary to establish a relationship with him or
her. The relationship may differ in intensity but can be described as
emotional engagement with a character (Perron, 2012).

promote gender stereotypes, propose limited choices for identification and
create separate, girl-only spaces that lead to the ghettoization of female players
(Seiter, 2003).
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This relationship can take the form of objectification: playing
as a character of the opposite gender invites objectification by
(heterosexual) players in line with the hegemonic reading of such
character. Inthe same way, playing the character of the same gender may
invite queer readings (such strategies are mostly subversive, because
video game narratives rarely include non-heterosexual characters, and
they usually presume a straight male consumer). However, the player
also has to identify with the playable character?. Both objectification
and identification can occur concurrently (Consalvo, 2004) and,
although they are theoretically contradictory, often remain in balance
in practice. Such a situation occurs primarily in third-person role-
playing games, the control scheme of which makes identification much
more complicated, but objectification easier because the avatar’s body
is visible to the player.

To analyse the aforementioned different processes, Schroter (2016)
proposes three different modes of experiencing game characters.
These modes can be defined as three situations or moments during
play that alternate and intersect in different ways. “{W]hen playing
games, attention may shift between those aspects and become focused
on one or more of them” (Schroter, 2016, p.38). In the narrative mode,
the player is not fully identified with the avatar and perceives him or
her as an “identifiable fictional being with an inner life” (Schréter 2016,
38). Therefore, they can comment on the avatar’s appearance. In the
ludic mode of experience, the player considers the avatar to be an ele-
ment of the game mechanics that extends his or her agency into the
game world (Schroter, 2016). The social model of experience occurs in
online multiplayer games while communicating with others.

Theoretically, identification with the avatar is reinforced when
the player and the avatar share as many characteristics as possible
(Cassell and Jenkins, 2000, p. 2). This contributes to the popularity of
games with the option to choose the avatar>s gender or the ones that
offer a variety of visual and physical features such as The Sims (2000),
or online multiplayer games in general. Most games, however, do not
allow the player to choose their gender, and avatars in video games are
typically male (Clark-Fory, 2015; Sarkeesian, 2015; Williams, 2009).

The process of cross-gender identification is commonly explained
by analyzing it in a quantitatively marginal situation: when men identify
with female characters. Other authors draw upon such concepts as, for
example, ‘the adolescent final girl’ (Clover 1993), or ‘the Erotic Triangle’
(Consalvo, 2004), which deals with queer identification. Others claim
that it is not possible at all for both objectification and identification to
take place at the same time. For example, Lahti (2003) shows that, when

2 Of course, we also need to ask whether the identification is really necessary:
“We get pleasure from text that represents us, certainly, but we also enjoy those
that do not” (Shaw, 2011, p. 3).

TOPOS Ne1, 2022 | 113



amale player cannot identify with a female character, he objectifies her,
which suggests the reason why female heroines are often sexualized.

However, it is not possible to reject cross-gender identification
simply because the avatar is of a different gender than the player, neither
it is to assume that the player always identifies with the character that
he or she resembles most. Players can “move beyond the information
provided by the text” (Schroter, 2016, p. 35) and supplement it with
their knowledge and characteristics (such as age, sexual orientation,
ethnicity, opinions or hobbies) to build relationships with their
avatars. Therefore, cross-gender identification is possible, although
it is uncertain whether this is because players do not care about the
gender of the avatar or because they want to play queerly (Krobova,
Svelch, Moravec, 2015). Vorderer and Bryant (2012) argue that “to break
loose from gender (if ever possible) in an online environment would
be to become emancipated from the norms controlling the real-life
gender and to enjoy, for a moment, the freedom of the opposite sex”
(301). As their research highlights, this option is attractive not only to
LGBTQ+ players who deal with gender issues more explicitly daily. In
role-playing video games, 48 per cent of players play avatars of the
opposite gender not for pragmatic reasons, but to experiment with
gender identities (Vorderer and Bryant, 2012). As Shaw (2015) points
out, the connection between identity, identification and thoughts of
representation is not necessarily linear or static.

Objectification can also take place at different levels. It does not
necessarily have to become sexist or sexual; it can happen in the form
of a performance of power over the avatar, or awareness of separation
of the player’s identity from the avatar. The best way to conceptualize
the process of objectification is the theory of the ‘male gaze™ (Mulvey,
1989). This theory originated in film studies, but it has already been
revisited by scholars from other fields, and it can be very productive
in the context of video games. In a certain sense, the player is the
director of his or her experience: he or she decides which direction
the character will go and whether the character will die or succeed.

On the other hand, the concept of the male gaze removes the
possibility that non-masculine, non-heterosexual and non-white
players can feel the pleasure of voyeurism. Moreover, a woman can gaze
at a man, regardless of her sexual identity. In such cases, we describe
this phenomenon as the female gaze (Ellis, 2015) or queer gaze (Sullivan,
2003, Krobova, Svelch, Moravec, 2015), or we can understand the male
gaze as just a gaze without any biological implications (Cogburn, 2009).

To describe the female gaze, different understandings of the con-
cept arise. Firstly, a female gaze can be defined by the gender of the

3 This theory describes the relationship between a male spectator/player and
a female character. It assumes that the (self-identified) male is the voyeur, while
the female character is just an object and is characterized by her “to-be-looked-
at-ness” (Mulvey, 1989).

114 | TEREZA KROBOVA



.gazer“. Therefore, it is an activity done by those who identify them-
selves as women. Secondly, the female gaze is understood as a subver-
sive activity that is conscious and active and/or connected to media
that are considered feminist (Gamman, 1988). Thirdly, a female gaze
has defined a practice that can be done mainly in movies coded as
~for women*. Fourthly, a female gaze can be described as an activity
with different qualities. In this sense (and also in connection to the
previous understanding of the concept), Zoonen (1994) argues that fe-
male practice does not lie just in the switching of genders, but is more
complex and multi-layered. Therefore, in current media produced for
female audiences, men are depicted more as objects of romantic desire
than sexual desire. Moreover, romantic narratives are always present,
whether in the content or in the reflection of the female audience
which tends to look for it (Zoonen, 1994). Nevertheless, it is important
to keep in mind that the male gaze is a hegemonic way of looking as
well as a practice of power.

According to Douglas (2016), video game characters are more open
to the female gaze when they have a strong personality, express their
emotions in relationships with other characters, and the goals of their
actions in the game can go beyond proving their power and strength.
However, the female gaze in the context of mainstream video games
needs to be always understood as a subversive strategy. To study the
connection between the female gaze and “female-friendly” content,
one can analyze a game that is more open to different readings (it
should be noted, however, that more stereotypical content does not
disallow the female gaze).

Methodology

According to Douglas (2016), we can assume that the Uncharted series,
a third-person shooter and an Indiana Jones-style action-adventure
game (Schreier, 2017), is open to different readings. The series fol-
lows protagonist Nathan Drake who represents a different conception
of masculinity. Physically, he corresponds to the “best way of being
a man” (he is white, heterosexual, young and handsome), but he de-
constructs the stereotypical inner characteristics; he shows emotions
such as fear or sadness and needs help from his friends and wife, Elena,
a non-playable character.

Based on the player’s experience with this game, I asked the fol-
lowing questions:

* Is there a “female” way of playing?

* Can we speak about the female gaze and what it does or could

mean?

» What is the relationship between objectification and identifica-

tion?
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To answer these questions, I chose a qualitative approach and
gathered data at two levels: firstly, by conducting interviews with
female players, and secondly, by ethnographic observation during joint
group playing,

Interviewees were selected based on my relationships with these
players, personal recommendations and snowball sampling. I did
not distinguish between different levels of player involvement (e.g.
involvement determined by the amount of time spent playing or the
identity of occasional player or hardcore gamer). The sample included
nine heterosexual female players between 22 and 32 years old, all of
whom are university students or graduates. Their names were replaced
with pseudonymes (Petra, Bara, Katka, Adéla, Jana, Markéta, Irena,
Lenka and Elza).

I conducted all the interviews face to face in 2016. Before the
interviews, I gave participants the game and asked them to play it for at
least five hours (ideally, until the end). Each semi-structured interview
consisted of about 10 basic questions and took 30-45 minutes. I asked
them about the Uncharted series? as well as their broader experience
with playing male characters. Joint group playing took place after all
the interviews were completed. It took five hours and was organized
at my house to support the informality of the session. During play,
I watched the participants, occasionally asking a question to clarify
a statement®.

In the next stage, I performed qualitative content analysis of the
transcripts. My analysis combined theory-driven and inductive ap-
proaches (Preissle, 2008). Using open coding (Benaquisto, 2008), I es-
tablished three major categories of identification strategies and three
different attitudes to objectification. Every category is usually illust-
rated by one or two quotes that best represent the coded category.

Results

As stated previously, the processes of objectification and identification
are not separated and can take place at the same time. This research
confirmed the theoretical allegations regarding the interconnection of

4 1 did not insist that participants have previous knowledge of the Uncharted
franchise or experience with Uncharted 4: A Thief's End (2016), but all
interviewees confirmed afterwards, that they had played these games or at least
knew them.

5 Itisimportant to note that the dynamics of playing video games in a group vary
and that such an event tends to satisfy different needs (Vorderer and Bryant,
2012). Moreover, certain attitudes or expressions by an individual may be
declaratively exaggerated or, conversely, affirmed by the group (Guerin, 1993).
Still, I believe that a combination of views and emotional expressions is ideal for
mapping different player strategies.
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objectification and identification (Consalvo, 2003; Schroter, 2016) and
showed that they do not necessarily have to be in opposition. However,
each process predominates in different situations, as observed during
the group play; each process responds to the theoretical distinction
between narrative mode and the ludic mode of experience (Schroéter,
2016).

Objectification mainly occurred in calmer parts of the game, when
the interviewees had time to contemplate, define and describe their
relationship with Nathan Drake. In other words, comments on his
appearance as well as identification issues mainly occurred during
cutscenes (in situations that are “passive” in the context of the video
game experience) or situations in which interviewees did not have to
jump or fight and they just “wandered”. Interviewees identified with
Drake more often in stressful action-packed situations, when “there
was no time to think”. This embodiment was reflected in classical ex-
pressions of identification, primarily using the first person — “I have to
jump here” (Lenka) and “I am dead now” (Petra).

While some interviewees identified with Drake, they also retained
their agency, producing a kind of contradictory disconnection, often
occurring in single sentences: “The soldier is shooting at me, Nathan's
body is bleeding, what should I do?” (Irena). It is unclear whether this
inconsistency is caused by the difference in gender between Nathan
Drake and the players or whether it is a “standard” player strategy. In
any case, this tiny element of depersonalisation can be understood as
an objectification-related practice, although it is non-sexualized.

Objectification:
sex and romance

Three different types and intensities of objectification were identified.
First and foremost, all interviewees commented on the appearance of
Nathan Drake. This commentary is similar to stereotypical ideas about
what women do during “chick flick” sessions: “He is so cute! Look at
him!” (Katka). Interviewees also often described and treated this vir-
tual male as the real one: “He is not my type, [ prefer blondes, but he is
quite a handsome guy” (Adéla). They also often referred to other forms
of media: “I am still thinking about his film version. Who would play
him? He must be hot!” (Markéta).

Second, most respondents sexualized Drake: “Oh God! Look at his
ass in this neoprene! He is so wet! Come on sweetheart, take off your
clothes!” (Bara) and “Look at his ass! His ass is curling!” (Elza). This
sexual framework was connected not only to sexism but also to sex:
“Oh, it’s a pretty good job ... You know what I mean” (Markéta) and
“Look! He's going to masturbate! Come on, boy! Show us how to do
that!” (Irena).
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Surprisingly, several interviewees felt uncertain about their com-
ments and tended to apologize or show remorse. The same intervie-
wee who longed to undress Drake from the neoprene (Bara) rejected
the idea that she objectified him: “I was not looking at his nice ass. Re-
ally. He is very cute, but ... you know”. Some interviewees also felt sorry
for Drake: “It’s so dishonouring to treat him like this” (Markéta), “I want
him to take a nap, he must be exhausted” (Jana) and “Hey, boy, are you
ok? Poor little guy!” (Adéla). This distinct level of objectification can be
described as a maternal frame. It is paradoxical; although the players
did not have any problems with eliminating enemies, it was crucial to
keep Drake safe and not let him suffer.

The maternal frame is strongly related to romanticising tenden-
cies of interviewees. Six of them emphasized the romantic storyline of
the game, not only through cutscenes, which told the story of Drake’s
and Elena’s marriage but also while playing. Moreover, they asked
other interviewees whether Drake and Elena resolved their disputes
and remarked that they believe they will: “Why do they argue all the
time? Drake, honey, kiss her and tell her what you feel” (Katka). They
also commented on his decisions and connected them to their own
experiences in relationships: “He is lying to her! That is classic!” (Irena).

Interviewees also repeatedly expressed the desire to go to Elena’s
place and explain everything to her, instead of solving the game puz-
zles. Several interviewees asked whether they would be able to play
Elena to resolve the love affair: “Oh, my God, I love their relationship! It
would be perfect to play both and try to keep their love alive!” (Katka).
This attitude brings the processes of identification and objectification
closer together and shows that some interviewees wanted to identify
with a female character.

To conclude, female objectification strategies corresponded to the
essentialist understanding of the female gaze as a more complicated
“way of looking” connected with romantic narratives and supported
by texts that are more open to interpretation. It might seem obvious
that the narratives representing non-standard notions of masculinity
could help to strengthen the objectification process. On the contrary,
we must bear in mind that the same interviewees performed strategies
that are stereotypically connected to a “masculine” way of playing and
objectification, so the process of female playing is blurred and impos-
sible to describe linearly or simply.

Identification:
How to become a “feminine macho”
As stated previously, explicit identification occurred during high-ac-

tion scenes, because there was no time to think or comment on Na-
than Drake>s appearance. This process is unconscious, so [ had to
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describe identification also based on the interviewee’s comments re-
garding identification with male avatars in general. In this sense, the
interviewees were divided into three categories.

The first group considered identification with a male character
to be problematic. They argued that these problems do not signifi-
cantly affect their gaming experience, but they are aware of the disso-
nance: “I am not able to enjoy the game playing a male. I want to have
a choice, I want to create a female character, my personality” (Elza).
This statement supports previous research (Cassel and Jenkins, 2000;
Shaw, 2015) that shows that harmony between the gender of the player
and the gender of the avatar is important for some players. Here these
views are reinforced by an emotional link to the story: “He looks sexy,
but I do not want to play him. I want to play Elena and meet Drake, look
at him and kiss him. It would be cool” (Jana). Moreover, this claim can
be considered evidence of the interconnection between identification
and objectification.

The second strategy is a “non-gendered” identification. In this
case, the interviewees questioned the fact that the gender of the ava-
tar played was important for identification. This approach may look
like a complete fusion with the character: “Oh, I am dead” and “He is
shooting at me! How you dare! Shooting at me!” (Elza). It was also men-
tioned in general comments about the identification process: “I never
think about the gender of my avatar. All of them are non-gendered for
me. It is a very androgynous puppet” (Irena).

The most interesting and surprising attitude is the third one: fu-
sion with the male avatar. This identification strategy emphasizes that
playing video games is discursively still a masculine activity. One in-
terviewee (Markéta) performed the role of a man during play, but she
also reflected on this strategy in the interview: “When I play, I felt like
a man and my female part is invisible”. Another interviewee (Katka)
connected her body and Drake’s body: “I almost feel my testicles!”

This strategy also took on more expressive forms. While playing,
the interviewees performed parodies of classical attributes of hege-
monic or toxic masculinity, making sexist remarks and performing in
a way that resembled male drag. For example, they made their voices
deeper and used profanity more often: “Hey, pussy, where are you go-
ing?” (Petra) or “And now I am going to kick your fucking ass!” (Lenka).
As Butler (1990) explains, these parodies do not refer to original mas-
culinity, but the idea of the original. This parodic strategy was previ-
ously described as “stylized performance” (Krobova, Svelch, Moravec,
2015). In this case, a homosexual player follows the stereotypical ide-
als of the heteronormative discourse and “deliberately performs as
a queer character by marking the character with stereotypical signs
of his or her sexuality” (Krobova, Svelch, Moravec, 2015). In this case,
the whole situation is more complicated, because this strategy is per-
formed not by the minority affected by these representations and
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performances. Moreover, this parody is heading towards a hegemonic
way of performing/playing. Therefore, this might be the reason for
analyzed remorses, confusion and self-consciousness about the im-
propriety of such behavior: “I know I should not like it, but I love these
fight parts! [why?] Because I am a woman” (Jana).

All three cases could be generally understood as proof of “playing”
with gender identities in a video game environment in a way similar
to “doing gender” in real life. It is important to avoid mistaking “do-
ing gender” for conforming to traditional societal expectations about
gender roles. It means the opposite: “Doing gender references the me-
thods whereby people make differentiations and these differentiations
can be constructed in a variety of ways that may or may not be consis-
tent with social expectations” (Jurik in Krizkova, 2009, p. 46). Gender
identity is created through a stylised repetition of acts, and it is neither
fixed nor stable. Socially engineered origins of gender roles can be re-
vealed by shifting and hyperbolising gendered practices such as drag,
transvestism or “masculine performance”. As a result, it is important to
ask if this drag is still just part of the “safe space” of the game world or
if these performative acts somehow influence the “real” social reality.

Conclusion

This article has demonstrated how female players perceive and reflect
upon their relationships with male avatars. The strategies of these
players were identified by how they played and commented on Un-
charted: A Thief's End (2016). This game presents different versions
of masculinity and alternative narratives, which allows it to be more
open to various readings. The research data were obtained through
in-depth interviews as well as direct ethnographic observations du-
ring group play.

It seems that there are specific “female” modes of play, but they
do not relate to essentialist assumptions. The strategies of research
participants involve attitudes that are coded as both stereotypically
masculine and feminine. For example, heterosexual women objectify
masculine characters in the same way as male players objectify fe-
male characters: namely, interviewees commented on Nathan Drake’s
looks and potential ability to be a good lover or sexual partner. In ad-
dition, they emphasized the romantic narrative of the game, exhibited
concerns for the life and health of the main hero and felt remorse for
“inappropriate” comments. These attitudes can be related to female
stereotypes (the need to care and protect), but they are enriched by
other approaches that deconstruct such stereotypes.

The analysis of identification revealed how complicated the rela-
tionship between the player and the avatar can be. While some inter-
viewees had a problem with Nathan Drake, some of them did not even
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notice the gender of the avatar, and others began to perform the male
gender as a parodic drag, an ironic expression of hegemonic mascu-
linity.

These inconsistencies, ambivalent relationships with avatars and
performances of both male and female genders demonstrate once
again that gender categories are constructed in a Butlerian sense in
the ‘safe space’ of gaming, as well as in the ‘real’ life. It was the same
interviewees who made sexist statements, felt ashamed of them, ‘grew’
invisible testicles and simultaneously wish for the main hero to loosen
up and talk to his wife about their marriage. Such a variety of reactions
made answering the research questions even more difficult. The in-
consistency of the attitudes potentially reveals the hypothetical pro-
cess of deconstructing stable gender identities. While there are still
more or less fixed definitions of masculinity and femininity, particu-
lar individuals demonstrate openness and fluidity and construct their
subjective understanding of these categories.

The results of this study can be understood in two ways: firstly,
as a simple, particular case study of female players> different strate-
gies of play, and, secondly, as evidence that the diversity of strategies
and relationships with an avatar is characteristic of all groups of play-
ers. Therefore, the potential for the deconstruction of gender roles is
open to everyone. These findings can be a part of a broader theoretical
statement about “doing gender”. This process becomes more vivid in
the hybrid environment of video games, in which players can expe-
rience the (gender) identities of different characters. Based on that,
video games can provide a safe queer space for experiments with dif-
ferent identities. Even though our freedom is still limited by the ‘game
text’ itself, by its particular ‘frame of reference’, video games can be
a subversive tool which can help to deconstruct the stabilized gender
system.
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Abstract: This paper presents an attempt to rethink the problematique of
recognizing and implementing interests of the blind user in the compu-
ter game industry. Considering the inclusion of people with disabilities
in the context of an important global socio-political process of actual-
izing the interests of the most vulnerable groups of the population, the
author creates a discussion space for dialogue and interaction between
game producers and blind players, formulating technological and institu-
tional problems of realizing the interests of blind players. The author also
defines the role of the blind consumer necessary for assimilation in the
game industry, and also calls the readiness of the game industry for a gra-
tuitous socially significant act as the main condition for the triumph of the
rebellion of the blind in the future.
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IIpupopa BoccTaHu4

[Ipexae HEO6XOAUMO KPAaTKO PACCMOTPETh UCTOPUYECKUN KOHTEKCT
IIMPOKOMACUITAGHOTO IIpoliecca aKTyaju3alid HHTEPEecoB Jiofein
C MHBAJIUTHOCTHIO TI0 3PEHUI0, KOTOPhIN B paMKax JaHHOU pabOThl Ha-
3bIBAE€TCS] BOCCTAHMEM CJIETIBIX, YTOOB! Hallle BO33BaHUE K reiiM-UHAY-
CTPWU BBITJISIIETIO JIETUTUMHBIM.
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[Tponecc Bocctanus ciuensix (rebellion of the blind) ssBnsieTcs auib
4acThIO IV106aIbHOM aKTUBU3AI MY TPOBO3IJIallleH!Us ¥ TPU3HAHUS pa-
BEHCTBA Pa3HbIX YSI3BUMBIX I'PYII HacesieHus. DyHIaMeHTaIbHO BasK-
HBIMU [1J1S1 IPOOY>KIIEHUS YS3BUMBIX SIBJISIIOTCS TE€HMEHIMHU, KOTOpbIe
HabpaJju CcuJy MpeuMyllecTBeHHO B XX BeKe M KOTOPble MOXKHO CBSI-
3aTh C CyObEKTUBU3AIMEN MHTEPECOB JMYHOCTU U NPU3HAHUS COO-
CTBEHHOU MHAMBUIYaJbHOCTU KaK JIETUTUMHOMN. DTO CTajl0 BO3MOXK-
HbIM 6J1arofiapsi MHOTMM COLMaJIbHO-TIOJIMTUYECKUM 3aBOEBAaHUSIM,
CO3[1aBIIMM IPOCTPAHCTBA [JIsI Pa3HOOOPA3HOTO CaMOBBIPAKEHMS
Y MIpUJIaBUIMM OCBOGOKEHUIO GECTIPaBHBIX «s» IIUPOKUM pa3max. [le-
PEYMCINM JIMIIb HEKOTOpBIE: NHAYCTpUaNn3anus, pasieaeHue Tpyaa
1 yp6aHu3anusl; «JIMHIBUCTAYECKU 1T0BOPOT» JI. BUTreHmreHa; k-
3UCTEHLIMAMN3M, UAEHTUPUKALMS U OTUYXXAEHNe PEeJIUTUY; KpylleH e
TOTAJINTAPHBIX PEXUMOB; YKpelJeHue LeHHOCTH IJIIopajin3ma, cTa-
HOBJIEHUE IEMOKPaTUH HENIPUHIUITHAIbHOCTU. Kpome TOro, OfHUM U3
Ba>KHEMIIMX COObITUI BeKa CTajla MHCTUTYLIMOHAIN3a1Ms MPaB 4eso-
BeKa, e, corsiacHo ¢punocody X. ApeHIT, BaXKHENIINM 3TAIIOM SIBJISI-
eTcs IpU3HaHue IPyTroro MHANBHAA KaK IPaBOBOTO CyObeKTa (ApeH/ T,
1996).

PasymeeTcs, BOCCTaHUIO (4, KakK CJeICTBUe, COLMAIU3AlNN)
6ecrpaBHbIX CIIOCOGCTBOBAJIO HE TOJIBKO POXAEHNE MHCTUTYTA IIpaB
YyeJIOBeKa U HeBUIAHHOE Jjocesie pa3BUTHEe KOMMYHUKALMU MEXLY UH-
IUBUAAMU U TPyIIIaMU, HO U T€XHOJIOTU3ALIUS DTOM KOMMYHUKALMU.
VHTepHeT cTasnl TakKMM YpPaBHUBAIOMIUM U AEMOKPAaTUYECKUM IIPO-
CTPaHCTBOM, TI€ CTUTMAaTU3UPOBAaHHbIE MHIWBUMBI CTPEMUTEJBHO
TepsIM HEraTUBHYIO aTpUOYyTUPOBAHHOCTD. [10 MHEHUIO aHIJIO-TIOJIb-
cKoro coumosiora 3. baymaHa, BUPTyaau3auus U YIPOILIEHUE KOM-
MYHUKALUA MEXJY JIIOAbMHU CIIOCOOCTBOBAJM TOMY, UTO 6ojiee HU-
Kakasi UIEHTUYHOCTb He 0003HaYaeTcsl Kak HeHOpMaJsbHas UM, 4TO
IJIs1 Hac 6osiee BaXKHO, — GecrnpaBHas. «baarogapsi TeXHOJIOru3anuu
KOMMYHUKAIMU CO3/AI0TCS 3JIeKTPOHHBIE “A”; TPaHUIIbl JONYCTUMOTO
pa3MmbIBalOTCA», — nuueT bayman (Bayman, 2005). B pesynbraTe uH-
TepHeT okazascs QyHZAMEHTOM [IJisl MPU3HAHUSI MHTEPECOB U IpaB
JINYHOCTHU, He TPEOYIOMIUM, OLHAKO, B CBSI3U C OCJabieHreM HOPMBbI
OTUyXJeHUs! CyObeKTUBHON npupoabl. biaromaps sTomy fesagantu-
POBaHHAasl JIMYHOCTb, YCOMHUBIIASCS B COOCTBEHHOM BHEIPAaBOBOM
cTaTyce, BOCIOJb30BAACh YIPOIEHUEM NIPOLiecca AOCTUXKEHUS CO-
rJ1acusi C OCTaJbHBIMU MHIUBUAAMU.

Taxum 06pa3oM, BCIKasi UIEHTUYHOCTb BO3bIMeJIa IIPaBO Ha CyIe-
CTBOBaHMe. ['pynmel HaceseHMs, paHee CTUTMATU3MPOBAHHbIE, IOy~
YUJIM BO3MOXKHOCTb JI0O66UPOBATh COOCTBEHHbIE UHTEPECH! U, OKKYTIN-
Pys IPOCTPaHCTBA B cpepe SKU3HEHHO HEOOXOMMOT 0, IEPEMECTUIINCD
B 06J1aCThb pa3BJleyeHUIl, I/ie HACTOMYUBO TPEOYIOT CAaTUCHAKLIUM.

AKTyasbHOUM 30HOM HENONMOHMMAHMS OCTAETCS MHIYCTPHUS KOM-
MBIOTEPHBIX UTP. DTa 06J1aCTb UHTEPTEMHMEHTA CTAaHOBUTCS 006Ja-
CTbI0 OCOOEHHO HAIPSIKEHHBIX OTHOLIEHU. JIIoAu ¢ MHBAJMHOCTBIO
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110 3peHNI0, OGHAPYXMUBasl COGCTBEHHOE HECOIJIache, CTapaloTCsl pU-
3BaTh [IPOU3BOAMTEJNIECH UI'D K COGJIIOAEHUIO IIPaB KakZoro Ha yno-
BOJIbCTBUE.

Peakuus reiM-uHAYCTPUU

HeMmenxuit nonutudeckuii punocod P. Gopct numet: «HopmaTuBHas
ujes Mpasa, COrJIACHO KOTOPOM JIMYHOCTb YBaXKaeTCsd U NPU3HAETCS
B KauyecTBe CBOOOAHOM M paBHOM PYTUM IIPABOBBIM JIMYHOCTSIM, He-
3aBHCUMO OT TOT'0, KaKO¥l MIEeHTUYHOCTHIO OHA 00JajlaeT B KayecTBe
A3TUYECKOU JTMYHOCTH, NIPENI0JaraeT, YTO MOHITUE IPAaBOBOM JINYHO-
CTU C BHEUIHE! CTOPOHBI BeIpakaeT Gopmy ee abCTpaKTHO-()OpMab-
HOrO NIPU3HAHUS, a C BHYTPEHHEN — KOHKPETHYIO MIJEHTUYHOCTb MH-
nusupa» (Forst, 2002). Takum 06pasoM, OT UHAYCTPUU KOMIIBIOTEPHBIX
VTP MBI OKMJ A€M IIPU3HAHMS [1PAB HE3PSIYUX [IYTEM IIPEOCTABJIEHHUS
JOCTYIIHOTO UTPOBOrO MPOCTPAHCTBA JJisl peaausalyyu UAEHTAYHO-
CTU, OCOGEHHOM [1J1s1 UTPOBOM UHAYCTPUU U OTIAMYHON OT TOH, K KOTO-
PO¥ IPOM3BOASAIIMIA UTPbl aKTOP [IPUBBIK B «JIOIIPABOBYIO» 3IIOXY.

UYTO TaKOe CerofHsIUIHSS TPaAULMOHHAs KOMIIbIOTEpPHAash UTpa
B PyCJle Hallero pasroBopa? DTO MHTEPAKTUBHASL Pa3BJIEKATEJIb-
Hasi KOMIIBIOTEpHAs Iporpamma, Tpebymoias 6e3yCcJ0BHOTO HATN4MS
Y MTOJTHOLIEHHOTO (PYHKIIMOHUPOBAHUSI BCEX €CTECTBEHHBIX CEHCOPHBIX
(usnosornyecKkux CUCTEM UIrpoKa, HEOOXOIUMBIX IS TOJTHOLEHHOTO
BOCIIPUATHS KOMMYHUKATUBHOIO IIOCJIAHUSI CO CTOPOHBI UTPBI U KOP-
PEKTHOU OTBETHOH peakiuu. B pesynbraTe pakTUYECKU KaKAas urpa
6e3anessSIMoOHHO JUCKPUMUHUPYET BCSKOTO UTPOKA B COOTBETCTBUU
C €ro CTEINEHbIO YTPAThI 3T0POBbs. [I0CKOJIBKY BU3yasbHBII KaHAJl MH-
¢bopmupoBaHus, 1o TpUPOAE B3aUMOIENCTBUS C BUIEOUTPOIL, HAn60-
Jlee eMKUI, UHAYCTPUS UTP C OCOOGEHHOMN CUJION OTBEpPraeT UHTepPeCh
WUI'POKOB C OCJIaGJIeHHBIM 3PEHUEM UJIU MOJIHOCThIO He3psiyux. Heo6-
XOAVMO YTOUHUTD, UTO B 1[eJISIX 00JIETYeHUs] TEOPeTU3alluU B HACTOSI-
mel paboTe pacCMaTPUBAIOTCS JIMIIb Te JIIOJU C UHBAJIUAHOCTbIO, CTE-
MIeHb YTPAThl 3pEHUS Y KOTOPBIX PABHSAETCS CTA NPOLEHTaM. B nHOM
cilydae paboTa yBesandusach 6b1 B 06beMe COpa3MepHO TOMY, KaK pac-
MIUPSETCS WU CYXKaeTcsl CHeKTP (PUBNOJIOTUYECKU 06YCJIOBJIEHHbBIX
BO3MOXKHOCTEHM MTIPOKa NPONOPLUOHAJBHO CTENEHM YTPAThl 3pEHUS
1 cyObeKTHUBHOU crienyduke 3ab6oseBaHusl. PazymeeTcs, Mbl He MOXKEM
CKazaTb, YTO UTPOBASl MHIYCTPUSl HE CIIOCOOHA HUYEro NMpPeAsoXKUThb
UT'POKY I1ofo6HOro poza. CymecTBYeT Lesbli psifi KOMIIbIOTEPHBIX UTP,
CIleMajbHO MPUCIIOCOOIEHHBIX A1 He3psSIunX Nojib30BaTesieil. Kpat-
KO PaCCMOTPHM HEKOTOPBIE U3 HUX.

Wrpa Match 1 (paspa6oTunk — mporpammuct Jim Kitchen, romst
BbIITyCcKa — HadaJso 2000-x) npeacTaBseT co60¥ TPOCTOI 1151 0CBOE-
HUS ayJMOCUMYJISITOP aBTOrOHOK. OpreHTauus B U'POBOM IIPOCTPAH-
CTBE IPOUCXOAUT MOCPEJCTBOM TOBOPSILETO AaCCUCTEHTA, KOTOPBIN
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03BYYMBAET NOCTYIIHbIE [IJIS1 BbIOOPA NYHKTHI MEHIO, U IIPEIBAPUTEIIb-
HBIX HacTpoek. MIrpok ocyuiecTBsieT BbIOOP MPHU ITOMOLIM HaXKaTus
KJIaBUII HA KJaBUMAType€ WUJIN TE€MM-KOHTPOJLIEPE. YPOBHU CJIOKHO-
CTU B WUIPE€ ONPEJNEJISIIOTCS KOJIUYECTBOM JOIOJHUTEJbHBIX, TIOMU-
MO I0JIb30BaTEIbCKOM, MAIlIMH Ha TOHOYHOH Tpacce. VIrpath HE06X0-
JMMO B HAayIIHUKAX: BO BpEM4 3a€3/ia POBHBIN 3BYK JBUTATEJISI MOXET
COIPOBOXJATbCSl CKPEKETOM MJIM HMIyPHIAaHMEM B OJHOM W3 HAYUIHU-
KOB — 3TO O3HAYaeT, YTO MallMHa cbhexajla C TPacChl U HEOOXOUMO
HaIllpaBUTh €€ B IPOTUBOIIOJIOKHYIO CTOPOHY KJIaBUILIEH yIIpaBJIE€HUSI.
B ciiyyae OTCyTCTBUS JO/DKHON peakiuy BOOOpaskaeMblil aBTOMOOHUIIb
pasbuBaeTcs. MUHYCBI UTPHI COCTOST B IPUMUTHUBHOCTH ayJUOCOIIPO-
BOX/JIEHMS U HEIOCTaTOYHON MH(POPMATUBHOCTU COOOIIEHUI T0J0-
COBOr'0 TIOMOILIHUKA O TEKYIIEM COCTOSIHUM JeJl Ha TPEKe, UTO 3HAYMU-
TEJIbHO CHUJKAET YBJIEKATEJILHOCTD UCIIOIb30BAHUSL.

Top Speed (paspaboTuuk — AccessWare, rogel Bbimycka — 2004~
2010) — u3BecTHas cepust UTP [JIsI HE3PSUUX, MOCBSIEHHAs aBTO-
roukam. I'pynna nporpaMmuctoB AccessWare BblIyCTUJIA TPYU MOZM-
¢ukanum Urpsl, KOTOpble OPUEHTUPOBAHBI HA ayUaJbHBIA KOHTAKT
¢ rnonb3oBaresaeM. KauecTBo ayanosdPeKkToB 3HaYUTeIbHO IPEBOCX0~
IUT Match 1, MeTopKa ke Urpbl HeM3MeHHa. Irpok no-npexxHeMy co-
PEeBHYeTCSl, B CYI[HOCTHU, CaM C COOO0I, XOTs B TIOCTeHEN BEPCUU UTPBI
Top Speed NMpUCYTCTBYET ay4u0aCCUCTEHT-IITYPMaH, PETyJsipHO CO-
obmamumuil 0 TeKyleM MoJOXKEeHUHU Aesl Ha Tpacce. DTo 6J1aroTBop-
HO CKa3bIBaeTCs Ha MPUBJIeKaTeIbHOCTU Tpouecca. Takxke Top Speed
npepJjaraeT pe>XuM MHTEPHET-UTPBI C APY3bSIMU.

Technoshock (pa3paboTyuk — nporpammuct Anatol Kamynin, rogbst
BhIlTycka — 2005-2007) — cTepeourpa B xaHpe shooter ¢ IPUBBIYHBIMU
L7151 3pstdero Urpoka ayauoadpekramu, Ho 6e3 KaKoro-11u6o BUAEOoU30-
6paxeHus. [IpeacTaBbTe, YTO Bbl yIIPaBJsieTe repOEM, KOTOPBIA MOXKET
XOOUTb B YETBIPE CTOPOHBIL; IAE-TO BIAJIEKE IIOTPECKUBAET HEYTO, HA-
MOMMHAIoLIee OrOJIEHHBIH 3J1eKTPOIIPOBO],. Bosee HUKakux ayauocoo6-
IIEHUI HE [I0CTYIAET, IPY IEPEIBYKEHUY F€POSI CJIBIIIHEI MIATH, Jajiee
MO>XHO HAaTKHYTbCS Ha TOIOP, O Y€M M3BELIAET T'0JIOCOBOM aCCUCTEHT.
Vrpa HenpocTa s BOCIIPUSTUS M3-3a TPYAHOCTU BOOOPA3UTbh UTPOBOM
MUP, IOTOMY JlaJIbHEeMNIIe UTPOBble IeNCTBUSI HeOUYeBUIHbL. Lrpa mno-
3BOJISIET BbIOPATh JIENCTBUE «yIAPUTh TOIIOPOM B CTEHY», MO>KHO TaK>Xe
CJIeJ]0BaTh 32 3BYKOM IOTPECKUBAHUS U ObITb YOUTHIM BJIEKTPOTOKOM
MPOBOJKU. BEPOSITHO, CTOJIb 3arafjoyHas Urpa MOXKET [IPUBJIEYb HE3PSI-
4ero MoJib30BaTesIsi, OGHAKO B LIEJIOM OHA He CHabKeHa MOHSITHOU Ha-
BUTALIMOHHOM CHUCTEMOM, BCJIEACTBUE YETO IIPU MCIOJIb30BAHUYN WIPbI
BMECTO yI0BOJICTBUSI POXKAETCSI 4YBCTBO 6€CIIOMOIIHOCTH.

Taxum o6pa3oM, MpU paCCMOTPEHUU CHeMaJTN3UPOBAHHON IPO-
OYyKUAYU FeliIM-UHAYCTPUU MOXHO KOHCTATUPOBATh CKYJHOCTb €€ BbI-
60pa, TPUMUTUBU3M aJAaITUPOBAHHOCTU U TE€XHOJIOTUYECKYIO OTCTa~
snocTb. O4YeBUAHA OTUCKPUMUHALMSA UTPOBOYM MHIOYCTPUEN WUIpPOKa C
OTPaHUYEHHBIMU PU3NYECKUMU BOBMOXHOCTSIMU — €71Ba JIM IOJJ06HOe
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MI0JIO’KEHME BEIIEN COOTBETCTBYET BESIHMSM BPDEMEHU U IOCTUKEHUSIM
TaK Ha3bIBAEMOT'0 TEXHUYECKOTo porpecca. Kak MOXXHO UBMEHUTb ap-
Xau4YHOCTbD TOJIOKEeHU I Belen?

ACneKThl IPU3HAHUS
Y pealu3aluyu MHTEPECOB HE3PAYUX

B nesnsix popMupoBaHus JUCKYCCUOHHOTO U TapTHEPCKOT O IIPOCTPaH-
CTBa AJ1s 6yAyleil KOMMYHUKallMU UTPOBON MHAYCTPUU U N0OJIb30BaA~
TeJleil C OrpaHUYEHHBIMU BO3MOXXHOCTSIMU 3PEHUSI HEOOXOAMMO BEp-
6a113upoBaTh U CTPYKTYPHUPOBATh OCHOBHbIE NMPOGIEMBbI BOCCTAaHUS
CJIETIBIX.

Mrak, MBIl yCJIOBUJIUCh, YTO TIEPE], HAMU MOJHOCTbIO HE3PSIYUI
WUrpoK. YTO 3TO 3HAYUT JJi1s1 MHAYCTpUM Urp? C TOYKU 3pEHUS TEPMU-
HOJIOTUU B TEOPUY KOMMYHUKAIIMY 3TO 3HAYUT, UTO NI€PE], HAMU I10JIb-
30BaTeJIb, KOTOPBIN JINLIEH BU3YyaJIbHOTO KaHaJla I0J1y4€HUs U OTIIPaB-
KU UTPOBBIX COOOLIEHMIL. VI 9TOT UTPOK TpeOyeT UHCTUTYLMOHATIBHOTO
IIPU3HAHUSI COOCTBEHHBIX MHTEPECOB U TEXHUYECKOH HX peanusa-
uuu. Takum o6pazoMm, GopMUpYETCs IBE TPYIIIbI MPO6IEM: TEXHUYE-
CKU€ aCIIeKThl CO3JaH1s UTPOBOrO MUpa U MHTep@elica yrnpaBieHus,
a TakXe MHCTUTYLMOHAJIbHbIE, IIPENONPEIEIISIOIE CTPATErNYECKoe
MOBEJIEHNE IPOU3BOJSIINX aKTOPOB UIPOBOM MHAYCTPUM Ha PbIHKE
U B OOIIECTBE.

BaxHenmas TexHU4YecKas Liejb, KOTOPYIO TPEACTOUT PEUIUThb
[IPOU3BOJUTEJISIM UTP IJIs1 HE3PAUUX, — 3TO [IpobIemMa HEXBATKU YHO-
BOJbCTBUS. B cTathe ¢unocoda D. Hunmu 06 atryeckux 06s13aHHO-
CTSX rerM-In3aiHepa roBopurcs: «Kiro4yeBbIM 3J1EMEHTOM yIOBOJIb-
CTBUSI OKa3bIBAETCS BO3MOKHOCTD ITOJIHOLEHHO IIEPEXUThL UTPY. DTO
He TaK IPOCTO, KaK MOXeT rnokasaTbcsi» (Neely, 2016). 1 neiicTBuTENb-
HO, 331344, IpeXXJe NPUBbIYHAS IJ151 UHAYCTPUM, B 3aJJaHHBIX YCIJIOBU-
X MpeJIoJaraeT BbIpaboTKY CHelMaJlbHOrO MOAX0a.

CoruyacHO Teopuu ricuxosiora 3. bepHa, 4e10BeK, KOTOPbIM HE YMEET
IIPOM3BOJUTDL PacyeThl IM1a3aMU, JHMILIEH CTIOCOOHOCTH MOyYaTh YHO-
BOJILCTBUE OT HaOJIIOLAEMOrO JBUKEHMS. B 3TOi COBOKYNHOI paboTe
3PDEHMS U pacyeTa M COCTOMUT, [0 HAllEMy MHEHUIO, IIPMHUMANNAJILHO
Ba)XHasl CXEMa TI0JIy4E€HUS YIOBOJIbCTBHUS MOJIb30BATEJIEM B KOMIIbIO-
TEPHON BUJAEOUTDE IyTEM IEPEXKMBAHUS APAMATUYECKOTO CIOKETa
MarHeTU4eCKO COBOKYIHOCTHU MEPENBUKEHUN 1 YIIPABIEHUIX UMU.
OpHako, onupasck Ha Teopuio 3. bepHa o npupoje J0BOJIbCTBUS, Pe-
AT BTY IPO6JEMY JJIsI UHAYCTPUU KOMIIBIOTEPHBIX UI'D OKAa3bIBAET-
Cs IIPOLIE, YEM MOXKET I10Ka3aThCs Ha NEPBbIA B3IV UHAYCTPUS HE
IOJIKHA CO3/aTh CIIOCOOHOCTD BUAETD CYlee, HO JOJIXKHA OOpaTUThCS
K obsactu Hespumoro. OHa JOJDKHA 3a[€MCTBOBATb OCTajbHbIE YyB-
CTBa U CO3[aTh MHTEPECHBI BOOOPasKaeMblil MUP B CO3HAaHMU UTPOKa
(BepH, 1997).
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B pesysbraTe Lesb YOOBOJIBCTBUS «PACNafaeTcsl» Ha HECKOJIBKO
TEeXHUYECKHU HENPOCTHIX 337134, TIEPBasi U3 KOTOPBIX — PEMIUTD IPoGJie-
MY 4yBCTBa GPOLIEHHOCTH HE3PsSYero Urpoka B BOOOGpakaeMoM MUPE.
VIHBIMU CJIOBaMMU, COIJIACHO CTaThe IPYMIIbI aBTOPOB O JOCTYITHOCTHU
UTp [JIS1 HE3PSYUX U CIABOBUASIIUX KOMIIBIOTEPHBIX IOJIb30BaTe-
Jieii, TaHHYIO UJEI0 MOXKHO BBIPAa3UTh B TEDMUHAX «COCTOSIHUE MIOTOKA
Y KOHLIEHTPALUM», 4YTO IPEeJIIoJaraeT riay6okoe U MpojoJKaoeecs
MOTJIOMIeHNE NIeSITeIbHOCThIO BHYTPU UTPOBOro mMupa (Archambault,
2007).

TpaguIMOHHO, YTO T0JIb30BaTe ISl UTPbl B BUPTYaIbHOM MUPE «Be-
IeT» 3peHNe — 3HAYUT, «KBECTU» HE3PSYEro UIPOKa B BUPTYaJIbHOU pe-
aJIbHOCTY UT'PBl IOJDKHO HEYTO MHOe. [lepBasi HESICHOCTD 371€Ch 3aKJIIO-
YeHa B TOM, YTO [TPOM3BOAUTEIIIO UTP HEOOGXOIMMO OIIPENIEJIUTHCS C TEM,
KaKyl0 MMEHHO BOOGPaskaeMy1o pPeabHOCTb CO3aBaTh — OJHO3HAYHYIO
UM HeofHO3HayHylo. OT 3TOro 3aBUCUT CPEACTBO CO3/aHusl. 37ech
MOSKHO HaITOMHUTD KJIIOUEBOI MPUHIUI UHPOPMAIIMOHHON KOMMYHU-
Kaliy, KOTOPBIH [TIACUT: COO0IIeHMe, cojepiKaliee Hanboiee MUPOKoe
IIPOCTPAHCTBO [1J1s1 TPAKTOBOK, (POpMUPYeET 6oJiee 60raTyo CEeMUOTHUIE-
CKYIO peajlbHOCTb, YeM COOOIIEHHE C OJHO3HAUYHO UHTEPIIPETUPYEMbIM
CMBICJIOM. B CBSI3M C 3TUM, BEPOSITHO, [/ CO3LAHUS Hanbosee 3axBa-
THIBAIOIEl BHUMaHUE U TOHSATHON PeasbHOCTU HEOOXOAUMO HCIOJIb-
30BaTh MaKCHMaJIbHO KOHKPETHbBIE 1 OJHO3HAYHBIE CPEJICTBA CO3TIaHUs
HE3pUMOr0 UTPOBOTO MUPA, MHAYe Ge3rpaHNYHOE BOOGPasKEHUE UTPO-
Ka «pa3MOET» U OCJIa0UT ero BOBJIEYEHHOCTh B UTPOBOI MUP, CO3/1aH-
HBI €r0 CO3HAHUEM, B CUJIy OTKPBITOCTH 3TOTO MUPA, 7€ Pa3yM MOXKET
OLIYTUTH CeBsI MOKMHYTHIM, 6ECITOMOITHBIM U HUKOMY HE HY>KHBIM, He
LETUISISICh 32 PerepHble KPIOYKH (JIETKO MHTEPIIPETUPYEMBbIE DJIEMEHTBI)
«TIOHSATHO» BOOGPa’kaeMo peasbHOCTH.

Orciopa cienyeT W BTOPasl HESICHOCTb: OyIeT BOOGPaskaeMbIi
UTPOBOM MUP He3psYero, CO3aHHbBIN CPEICTBAMU MPOCTOrO TOJIKO-
BaHUs (simply-interpretation tools), IPUMUTHUBHBIM UJIU OH GyHET CO
CpeficTBaMU CJIOXHOro TonkoBaHus (hard-interpretation tools) MHO-
rorpaHHbeIM. 1 omnpepesieHre TOro, YTO UMEHHO BakHee (IPUMUTHB-
HOCTb WJI pa3HOOOpasue) U B KaKue CIO’KETHble MOMEHTBI Urpa npej-
CTaBJisieT COOOM TOT BbIGOP, KOTOPBIN B pe3yJsbTaTe BiUSET JN60 Ha
YBJIEKATEJIbHOCTb UTPHI BCJIE/ICTBUE €€ MOHSATHOCTH, JIU60 Ha Pa3HO-
06pa3HOCTh C OIACHOCTBIO «Pa3MBITUSI» KOHTPOJISI HaZ, HE3psSYUM
[I0JIb30BATEJIEM U TECHOTO C HUM KOHTAKTA.

[TOMMMO YZ0BOJILCTBUS, HEOTbEMJIEMasl YaCThb BCSIKOM UI'Pbl — CU-
CTeMa CHUMBOJIMYECKUX TOONIPEHMI. 3/1eCh KPOETCsl BTOpasi TEXHU-
yeckas npo6sema. CucteMa NOOIPEHUI (UTPOBBIX GOHYCOB, OUYKOB
Y VHBIX MIPOMEXYTOYHBIX AOCTUKEHUI) C TOYKU 3PEHUSI MICUXOJIOTU-
YEeCKOro TOJIKOBAaHMS MPELNCTABIsET COOG0IM BUPTYaJbHOE «IIOTJIaXKH-
BaHMe» UTPOKA B IPOL[ECCe UTPBI BCIIE[ICTBHIE YCIIEMHOTO BBIIIOTHEHHUSI
MUKPO3aJauy UM KJII09eBOH Liesin Urpsl. OpraHusanys AeiCTBUTE b~
HO 3¢ (deKTUBHOM 06paTHON MOOIIPUTEJIBHON CBS3M MEXIYy MUPOM
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WUIPHl Y HE3pSYUM MO0JIb30BaTesIeM SBJSETCS BakKHeWIeln 3afjadei,
peanusaiys KOTOPOH MOXKET CUMUTAThCS CIeLMNAIMCTaMU KJII0OYEBbIM
aCIIeKTOM yBJIEKATEJIbHOCTU UTPOBOTO MMPA.

[TapannenbHO ¢ TEXHUYECKUMU IIPOGIEeMaMyl peann3alu UHTe-
PECOB He3psSIYUX WIPOKOB CYIIECTBYIOT COLMAJIbHO-DKOHOMUYECKUE
B3aMMOOTHOIIEHUS] UHAYCTPUU U MHUPa, OrpaHUYMBaIONIie TTPU3HA-
HU€ WHTEpPEeCOB He3psSuuxX B MHAYCTPUH. [IpOM3BOAUTENN KOMIIBIO-
TEPHBIX UTP He CYIIECTBYIOT B BakyyMe. Ha Hux Take pacnpocTpa-
HSI0TCS BHelIHMe (HaKTOPbl, Ha3BaHHbIE HAMY MHCTUTYLMOHAJIbHBIMU
npo6seMaMy IPU3HAHUS UHTEPECOB HE3PSIUUX UT'POKOB.

OpHa M3 BaXXHEUMINX TakuxX MpobyemM — 6Ge3pasiaudue KPYIHbIX
MPOM3BOJSIINX aKTOPOB UTPOBOM MHIYCTPUM K HMHTEpecam He3psi-
YUX M3-32 MUKPOCKOIIMYHOCTHU PBIHKA COBITA CTOJIb CllenudryiecKoit
MPOAYKLIMHK. DTO IpeJonpeesieH0 TeM, YTO TPyIIa HaceleHUs], CO-
CTaBJISIIOIAs] HE3PSYMUX KOMITBIOTEPHBIX MOJIb30BaTeel, BO-TIEPBBIX,
KpalHe MaJIouUCJeHHasi B COOTHOIEHUU C TPAAUIMOHHBIMU UTPOKA~
MM, a2 BO-BTOPBIX, Hanub0Jjiee Masioo6ecreyeHHas C TOYKU 3PEHUsT IKO-
HOMUYECKOTo JIoCcTaTka. B pe3ysbTaTe MOI4aHUS BeLYIIUX TPOU3BO-
JuTesnel urp 60JbIIMHCTBO MOJOOHBIX UI'P CO3JAI0TCS BHTY3UACTAMU
(«xomMaH[bl pa3pabOTYNKOB TAKUX UTP, Kak IIpaBUjo, CoAepKar ot 1 10
4 4eJI0BEeK»), CUJIbl KOTOPBIX HUYTOKHBI, [IOCKOJILKY OHU He MPeJiCTaB-
JISIIOT CO6011 MOJTHOLIEHHOTO TPOU3BOAAIIETO UHCTUTYTA.

PazymeeTcs, 4TO C 5KOHOMMUYECKOI TOUKY 3peHM s He3PSIYUi T0JIb-
30BaTeJsIb [IJ1s1 FeiM-UHAYCTPUHU €CTh TIapa3uT, HeCyIuii yobITOK. [Ipu-
poza CToJb He6JAaropofHON CYI[HOCTU He3psiYero KJIMeHTa Kak sje-
MEHTa SKOHOMUYECKHX B3aMMOOTHOIIEHUI COCTOUT B TOM, 4TO,
OyIy4u Masoo6ecreyeHHbIM U (PU3NYECKU HENOJIHOIEHHBIM, OJHA-
KO XeJjlas NoTPebssaTh Ha OBIIENIPUHSITOM YPOBHE, He3psiuuil Tpebyer
KOMIIEHCAIMY 3aTPaT C APYToil CTOPOHBL

3akJj4yeHue

Co3spanue pa3sBjeKaTEeJIbHOIO UMAJKUHAPUYMa 17151 HE3PSYETrO UTPO-
Ka — 3TO OIPOMHBINA BBI30B NIJ1S1 TEXHUYECKOro Iporpecca. i pea-
JIM3alid UHTEPECOB UIPOKa C OTPAaHUYEHHBIMU (PU3UYECKUMU BO3-
MO>XXHOCTSIMHU CJIe[IyeT PaCCMaTPUBATh €ro Kak NOTPEOUTEJISI CTOJIb Ke
KayeCTBEHHOTO NPOAYKTa, HO CO BCell Tpebymolieiics MHKII03UBHON
MOJIHOTON crenuduyeckoro nopxona. HeoO6XomMMBIM yBjIeKaTeb-
HBbII UTPOBON MUP NOJKEH OBITh CO3MaH MPSIMO B CO3HAHUU He3psi-
4yero mosib3oBaTesis. IIoCKOoNbKy MOJOoOHAs colpajsibHasl TpyInna He
CTOJIb MHOTOYMCJIEHHA U, KaK ITPaBUJIO, BCE ellle MajloobecrieueHHa, ee
YCUJIMS 110 KOMIIEHCALUUY CPEACTB, 3aTPAaY€HHBIX MHAYCTPUEN HA UX
y0BOJILCTBOBaHME, OYIYT CMEXOTBOPHBL. U 371eCh BCTaeT Npobiema,
TPaAULMOHHAY [IJ14 JIIOLEN C MHBAJIMIHOCTBIO: KTO-TO JOJI)KEH HECTHU
yOBITKY BMECTO HUX CAMUX.
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[TosaTOMy [J151 TIOJHOLEHHOW peanu3alii UHTEPEeCOB He3psSyero
B UI'POBOY MHAYCTPUHM HEOOXOAMMA Ie9KOHOMU3AIMs CTaTyca TaKoro
NOTpe6UTEISl U COTIacHe C ero IPaBoM Ha 6e3BO3Me3[IHOe NMoTpebie-
HUe, YTO, B CBOIO Ouepe/ib, BO3MOKHO JIMIIb IIPU 0CO3HAHUHU ITPOU3BO-
IATEJISIMU UT'P [7106aJIbHBIX IPOLIECCOB JIETUTUMALIK UHTEPECOB Y513~
BUMBIX TPYII HaceJeHUs KaK BaXKHBIX M HEOOPATUMBIX, a TaKXe MpU
coIJlacCuM Ha peajn3alyio 3TUX UHTEPECOB Ha 6JIarOTBOPUTEJIbHBIX
YCIJIOBUSIX.

CerogHsi MHAYCTPUS KOMIIBIOTEPHBIX MIP KaK HUKaKasl Apyras
IUCKPUMUHMPYET YeJIOBeKa C MHBAJUAHOCTBIO U yKa3blBaeT eMy Ha
€ro MeCTO, KOTOPO€ HaXOJUTCSI BHE MUPa COBPEMEHHBIX Pa3BJIEUEHU.
leiM-MHIYCTPHUS TIOKIIOYNIIACh K IPOCTPAHCTBY I7I06aIbHBIX JAEHET,
MBITAsICh 3aKPBITHCS OT IPOCTPAHCTBA [7106aJIbHBIX IIPOGIIEM.

Bce urpe! kpuuart: «Mbl He 15 Te6s, Thl I1JI0X0 BUAUIIB, THI I1JI0X0
CJIBIIIMIIG UJIM y Tebs HEeT PyK — Thl HE MOXEILIb UI'PaTh, MONUU 3aii-
MUCh caMobuYeBaHNEeM». VI3MEHUTh N10JI0KEHUE Bellel, CTOJb Helpy-
IJI9AHOE J1s1 TIPOTPECCUBHBIX KOMITAHUH, MOKHO JIMIIb DU YCJIOBUU
BOJIEBOTO yCTPEMJIEHHUS K COLIMAJIbHO 3HAaYMMOMY MTOCTYIIKY CO CTOPO-
Hbl KpYITHENIINX TPOM3BOUTE N UTPOBON ITPONYKIIUU.
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Abstract: The subject of this article is in-game photography, which exists
as a part of our lifestyle for some time already, but struggles to become
recognized as an independent form of art. Classic photography in its time
managed to establish itself as a new type of art that is equal to painting
and sculpture. As for in-game photography, the situation is much more
complicated. If the goal of an ordinary photo is to capture the ordinary
world, as something that can only be seen with a camera lens, then what
is the purpose of an in-game photo if it can exist there only within the
framework of some new, man-made world, inside a video game?
Nowadays, there is only a small amount of research devoted to such a gen-
re of art as in-game photography. I am trying to correct that problem by
analyzing the in-game photography, its connection to its classical prede-
cessor, and formulating the central idea of that genre. I also will try to
build an approximate way of in-game photography development as a form
of art in the future, using the scheme of how culture is developing and
formed by human minds. I will compare it to already known forms of per-
ceiving in-game photography as an art and provide some ways of how hu-
manity will perceive media art in the nearest future by describing already
known in-game photography studies, various genres of in-game pho-
tography, and art contests.

Keywords: In-game photography, classic photography, the art of pho-

tography, fast knowledge, glitch art, VR-technology, Camera Ludica, over-
production, media art.
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HoBble (G OpMBI B UCKYCCTBE CO3AI0TCS IyTEM
KaHOHM3aUM (pOPM HUBKOTO UCKYCCTBA.
Buxkrop llIknoBCcKui

BuyTtpunurposas ¢ortorpadusi Kak MpaKTUKa CyIleCTBOBaja elle OO
TOT0, KaK MBI CTaJIM [eJIaTh CKPUHLIOTH] U Pa3MeIaTh UX B COLIMAJIBHBIX
CEeTSIX, XOTSl, HECOMHEHHO, COLICETU U UX Pa3BUTUE 0Ka3aJd OTPOMHOE
BJIMSIHME HA TO, KaK CO3[1a€TCsl U KaK BOCIPMHMMAETCS] BHYTPUUATPOBast
¢ororpadus. [JaHHOe sIBJIEHUE CIOXKXHOE C TOUKU 3PEHUS MeIUaTbHON
OpraHu3aluy, IOCKOJIbKY BOBHUKAET HA CThIKE ABYX «MELUATUTAHTOBY:
(ororpadum 1 KOMIBIOTEPHBIX Urp. B mpencTaBieHHON CTaTbe MHE
XOTEJIOCh Obl NMOAPOOHEE PACKPBITh MOMEHT IPEBpallleHUsl BHYTPHU-
urpoBoit pororpaduu B HOBYI0 (GOPMY MCKYCCTBA. I puBely CBOM Te-
31C, a TAKXXE aprYMEHTALIMIO, I0YeMY TOT NOAXO]l, KOTOPBIH Npeajiara-
€TCsl MHOY B JAHHOU CTaTbe, SIBJISIETCSI Haubosiee aKTyaIbHbIM.

B Tekcre o «Kamepe Jlioguka» aBTOphl NUIIYT: «..Ha camom mese
elle MPEeICTOUT BBISICHUTb, YeM NPaKTUKa (poTorpaduu B UTPOBOM
KYJbTyPE U XYJOKECTBEHHOM KOHTEKCTE OTJIMYAeTCSl OT TOro, Kak
OHa MogenupyeTcs B urpax» (Moring, S., Marco de Mutiis, 2019, p. 72).
B naHHOW cTaTbe S IPOBEeNY HEOOIBIIOE UCCIEIOBAHUE OTHOCUTEIBHO
B3aMMOCBSI3U KyJIbTYPbl, UICKYCCTBA U BHYTPUUTPOBOU (oTorpapuun.
O67acTb 0Ka3anach HEJOCTATOYHO U3YYEHHON U MHTEPECYeT MEHSI KaK
¢oTorpadky u uccienoBaTeabHULY.

BuytpuurpoBas goTtorpadus — 3To popma «OTAEJIbLHOI0» HOBO-
ro Meuaapra. £l B3siyla «OT[ebHOrO» B KaBbIYKHY T10 TOV IPUYMHE, UTO
ATOT BUJI, UCKYCCTBA OTJEJIMJICS OT, O4eBUIHO, 0ObIYHOU PoTorpadum.

Ha camom pene, ecau nonpobHee pa3oOpaThCs B MOHSATUSIX BHY-
TPUUTPOBOM U KJIaCCUYECKOH PoTorpaduu, MOXKHO MOHSITh, UTO BHY-
TPUUTPOBAsl MO CEMAHTUYECKOMY OINUCAHUIO HE OTBEYaeT TpeboBa-
HUsSM ¢pororpaduu, Belib B HE OTCYTCTBYET CAMOE IJIaBHOE — CBET,
KOTOPBIH, 110 CYTH, €CTh YaCTh Ha3BaHM. B ciyyae ¢ BHYyTPpUMTPOBOM
(ororpadueit akT 3anevaTieHrs KaKoro-To MOMEHTA Y€JI0BEKOM IIPO-
VCXOOUT B OTCYTCTBUU KaMePBbL, 6€3 CBETa U, MO>KHO CKa3aTh, AaKe 6e3
4yesioBeKa. Bce mponcxomuT BHyTPU LUQPPOBOro KoJa: B PaBHOU CTelne-
HU MM SIBJISIETCS KaK BUPTYyaJslbHAsl KAMEPA, TaK U OOBEKT, KOTOPBIN OHA
cHumaet. CeT ['upauHre B cBoeM acce «PrcoBaHue B OTCyTCTBUU LiBE-
Ta» nuca’ ciaenymouee: «BupryanpHas Kamepa ciejiaHa U3 TOro Ke Ma-
Tepuasa, YTo U Nnojy4aemoe nuzobpaxeHue: koga. OH TOKE UMATUPYET
3PEHME, HO TEMEPD LIEJIbI0 ITOW CUMYJISLIMU SIBJISIETCS ONTUKA CAMOTO
arnrnapara KaMepsl, a He 6uoJsiorndeckoe 3peHue» (Giddings, 2014, p. 4).

OpHako y BHyTpUUTrpoBoi poTorpaduu 1 KjIacCu4eckoi eCTb TaKk-
K€ ¥ CMBICJIOBbIE PA3JIM4Msl, KOTOPbIE 3aKJII0YAIOTCS HE TOJIBKO B CIO-
cobe CbEMKH U JaXe HE B TOM, YTO UTOTOBBII MPOILYKT UMUTHUPYET.
dotorpadus (BHE 3aBUCMMOCTU OT €€ TUIA) UMeeT HelloCPeICTBEH-
HOE OTHOIIEHNE K ONITUIeCKUM KecTaM. Mumesns Oyko paznnyaert gBa
poJia ONTUYECKUX XeCTOB — B3Iy, 1 B3op (Dyko, 1998, c. 148). Barnsan,
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BUTAET HaJ [10JIeM TOBOPEHUS], 3[1eCh €CThb APYTO¥, KOTOPbII Hay4yaeT-
CsI TOBOPUTD. B3op ke obiuyaeT TesecHoe. Yepes B3I/ aipecyeTcs
peub, 4yepe3 B3op — TeJo. Mbl o5kuBJIsieM 06passl, KOTOpbIe, OYATO SIB-
Jstsick pparMeHTaMu yTpadyeHHoro puibma, peJicTaBisioT HaM (par-
MEHTHI kecTa. YTo ke IMpeAcTaBiseT coO60i B TAKOM CJIyyae >KecT?
JKect — 3TO melicTBUe, HO B OTJIMYME OT YMCTOTO JEWCTBUS — Iei-
CTBHE He C PeajibHbIM OGBEKTOM, a C €r0 0OPa30M.

[onyyaetcs, ecau o6pa3 pukcupyeT nusobpasxkeHue, To pororpa-
¢us — ucropuio yTpayeHHOro xkecrta. B utore mzobpaxkeHue — 3TO
npedcmasierue npedcmasneHus, B TO BpeMs Kak 06pa3 — 3TO IIPOCTO
npefcTaBjieHue. B kauecTBe npumepa s X04y [IPUBECTU CBOU JIIOOU-
MbI¥ MeM (pUC. 1), KOTOPBII OTJIMYHO UJIJIIOCTPUPYET TaKOE BOCIIPUSI-
TH€ ONITUYECKUX )KeCTOB KaK BU3YyaJIbHO, TaK M TEKCTYaJbHO, IpeKpac-
HO OO'BSICHSIS TO, KaK IIPeo0paskaeTcsi KyJIbTypa BOCIPUSITUS 06pa3a 1o
OTHOIIEHUIO K PeajibHOCTH C TeYeHNeM BpeMeHU. JJaHHas UJLTIoCTpa-
I[MsI TaKKe M300pakaeT U obliee coluajbHOe OTHOUIEHNE TTPUHAIe-
SKaIIMX K Pa3HbIM KYJIBTYPHBIM KJlacCaM MOKOJIeHUH. TakuM 06pasom,
MOXXHO MOCTPOMTH ciepymomyto cxemy: O6pas (peaspHOCTh) — Ma-
CKUPOBKa/MCKa)XeHNe peasbHOCTU ()KUBOIKCh) — MacKUpOBKa OT-
CYTCTBUSI peajsibHOCTH (Kaaccuyeckas dororpadusi) — ITosHoe oTCyT-
CTBYE CBSI3M C PEaJIbHOCTHIO, 3HAK CTAHOBUTCSI CBOMM COGCTBEHHBIM
CUMYJISIKpOM (BHYTpUMUTpOBas poTorpadusi).

- *—': \‘

LA

[lepronavaneHo, sHak (0Gpas B3HAK MACKHPYeT PeaibHOCTb.
W penpeseHTalia) oTpaKaer O6pa3s cTAHOBHTCA HCKAKEHIEM
HEKOTOPVIO PEATEHOCTE PeaTBHOCTH
Yac uTo 3a nokoneHue
Hy 6ata
. CTALHA 2 ) USER 2

JHAK MACKHPVET PeIbHOCTE,
OGpas cTAHOBHTCA HCKAKEHHEM

%

HAK MACKIPYET OTCVTCTEIE PEATEHOCTH
HAK caM 1o cebe cTABIT N0 BONpoc

peaabHOCTH PeTBHOCTIL If €€ CYLLeCTHOBANIE
Y®#ac 4To 3a NnoKoneHue Hy nana
3 =mg USER3
JHAK He IMeeT
") o HUEAKOIT CBABMN ©

PEATEHOCTEIO, OH
ABRNASTCA CBOMM
COOCTBEHHBIM

peanbHOCTH, 3HAK cam no cebe R
CTABHT MOJI BOTPOC PEABHOCTID
H @8 cVIlecTBOBaHIe

Yiac 4To 3a nokoneHme Hy nanouka

Puc. 1. MeM 11po KyJIbTYPHO-TIOKOJIEHYECKOE B3aMMOJI€CTBYE TTIOHMMAaHUN
u nnpeobpasoBaHuii o6pasa
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VIMeHHO crioco6 B3auMMOOTHoUIeHUs ¢pororpaduu U peajbHOCTU
s CYMTaI0 OJHUM M3 OCHOBHBIX (PaKTOPOB, OTJIMYAIOUIUX KJaccuye-
cKylo GoTorpaduio OT BHYTPUUTPOBOM. «Peann3m» KOMIIBIOTEPHBIX
M300paskeHUi OblJI BOCIIPOU3BEJEHUEM HE OPUTMHAJIbBHOTO BHEIIHe-
ro Mupa, KOTOPBI HAXOUTCS y HAC 32 OKHOM, a ckopee goTorpadu-
YeCKoro u3obpaxkeHus (npedcmasaenue npedcmasaerus). Hanpumep,
IIMPOKO PAcCHpOCTPaHEHHOE MOJeJIMPOBaHME OJINKOB B KOMIIbIO-
TepHbIX crendddeKTax, aHMMaluKu U BUEOUTPax SBJISIETCS OJHUM
U3 BUJIOB JIIOGOIBITHOIO BCTETUYECKOrO U TPAJULIMOHHOTO B3aUMO-
IEVUCTBUSI MEXJy aHaJIOrOBOM KuHemarorpadueil M KOMIIBIOTEPHbI-
MU M300pa’keHUsIMU. [laHHbIE TMKCEI aHUMUPOBAHHOTO CBETA, pac-
[IPOCTPAHSIONIMECS T10 DKPaHy, MPUAAI0T CBOUM BUPTYaJbHbIM MUPaM
OLIYIIEHVE TOTO, YTO OHU PUBNYECKU NUHAMUYHBI U CJIOXKHBI, YTO MbI
Mo Obl peasibHO MX omymaTh. Kak numer Cblo3eH 30HTAr B CBO-
eM rocsieHeM acce u3 cepuu «O doTorpadum», «peansbHOCTh BCET-
Jla UHTePIPeTUPOBaIM yepes o6passl, U ¢punocodsl, HaunHas ¢ [1na-
TOHA, MbITAINCh OCTIAGUTH HAIly 3aBUCUMOCTb OT 06Pa30B, OTHICKUBASI
HOPMY ITOCTUKEHUSI PeasIbHOCTH, He CBSI3aHHYIO ¢ 06pPa3HbIMU TIpeji-
craBneHusaMu. Ho B cepenyne XIX Beka, Korja takasg Hopma Kasajach
HaKOHell JOCTM)XKMMOW, OTCTYIJIEHUE CTapblX PEJUTHMO3HBIX U I10-
JINTUYECKUX WJIJIIO3UU I10]] HATUCKOM T'YMaHUCTUYECKOM M Hay4yHOM
MBICJIM HE IPUBEJIO — KaK OKHUJAJI0OCh — K MAaCCOBOMY MEPEXONy Ha
CTOpPOHY peaJsibHOoro. Hao60poT, HOBBI BeK HEBEPUS YKPENUJI IIPUBS-
3aHHOCTb K oOpasaM. [JoBepue, KOTOPOro JIMIIUJIMCh Peajuu, TOHU-
Maemble B popMe 06pa3oB, ObIJIO OKA3aHO pealusM, TOHMMaeMbIM KaK
camu o6pasbl, nimosun» (3oxtar, 2013, c. 200). Hauunas ¢ XX Beka, ¢
TOTO MOMEHTA, KaK OGILIECTBO CTaJI0 CYUTATHCS «COBPEMEHHBIMY», Ofl-
HUM U3 TJIaBHBIX €r0 3aHSATUI CTaJO MPOU3BOJCTBO U MOTpebieHue
M300pakeHuH, a caMy U300pakeHus, 06J1ajalol e UCKIIOYUTETbHOM
CIOCOGHOCTBIO OINPEZesIsiTh HAll TPeOOBaHUS K PeaslbHOCTH, CTaJu
SKU3HEHHO HEOOXOAMMSBI [JI1 370OPOBbSI DKOHOMUKH, MOJUTHUYECKON
CTabUJIBHOCTU U CTPEMJIEHUS K CYACTHIO.

Hame Bpemsl CTajo BIOXOM MNEPENpOU3BOACTBA M306pakeHUi,
CIOCOOOB UX MHTEPIPETALUY U IPUMeHeHUs. [[pUYMHO ATOMY CTaJN
MHTEPHET U YCKOPEHME Pa3JIMYHBIX KYJIbTYPHBIX TPOLIECCOB B COOTBET-
CTBUU C OBIIUM IIPOrPeCcCcoM YesioBedecTBa. KysbpTypa «6bICcTpOro 3Ha-
Husa» (Orr, 2004, p. 36) NoBMsNA HE TOJNBKO Ha TO, KAK MBI [IOJTy4aeM
Y aHaJIM3UpyeM 3HaHUe, HO U Ha CII0Cco0 1ojiayy 3Toro 3HaHus. Hecmo-
Tps Ha To 4TO J3BU7 Opp YKa3blBas Ha MpeobiafaHue KyIbTyPhl «Gbl-
CTpOro 3HaHUs» ele B XX BeKe, 60JIbIIMHCTBO XapaKTePUCTHK TaHHOMN
KYJIBTYPbI BIIOJIHE ONKCHIBAIOT OTHOIIEHUE K 3HAHUIO U B Hallle BpEMS:
«TOJIBKO TO, YTO MOKHO U3MEPUTD, SIBJIIETCSI UICTUHHBIM 3HaHNEM. YeM
6oJIblle y HAaC 3HaHUIA, TeM Jiy4ine. Mbl CMOXKeM U3BJIeYb HY)KHYIO YaCTh
3HAHUI B HY>)KHOE BpeMsI U [IPUCIIOCOOUTH €e K HajjieXkaleMy COI-
aJIbHOMY, HKOJIOTMYE€CKOMY, STUYECKOMY U DKOHOMUYECKOMY KOHTEK-
cty. MBI He 3a0yjieM cTapoe 3HaHUe, HO, eCJIU JIaske DTO MPOU30MUIET,
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HOBOE 3HaHMe OyjeT Jyydie ctaporo. Kakue 6bl OIMOKU U IIPOMaxu
HU IIPOUCXOJUJIN Ha NMYTU MOJIyYeHUS 3HaHUS, UX MOKHO MCIIPaBUTh
emle GOJIBIIMM 3HAaHUEM. [IpOM3BOACTBO 3HAHUM MOXXHO OTAEIUTH OT
ux npuMmeHeHus. [IprobpereHue 3HaHUI He BJedeT 3a CO60I HUKaKUX
00513aTeNIbCTB M0 06ECIeYeHNI0 UX OTBETCTBEHHOTO UCIOJIb30BaHUS»
(Orr, 2002, p. 37). KynbTypa «6bICTPOro 3HaHUS» UMEET OTPOMHOE BJIN-
siHMe Ha Bce cephl KU3HU YeJIoBeKa, TaK Kak 3TO 3HaHUe o6pasyeT-
Cs Y BUJOU3MEHSIETCSl C TaKO¥ GOJIBIION CKOPOCTBIO U B TaKUX 60Jb-
IIUX KOJINYECTBAX, UTO He [103BOJISIeT pa3yMHO U TOYHO BOCIIPUHUMATH,
aHaJIN3MPOBaTh U NPUMEHSATh ero. VICKyCCTBO KakK OfWH U3 IJIaCTOB
KYJITYPbl BO BCEX €T'0 MPOSIBJIEHUSIX HE SIBJSIeTCS UCKIIIOUEHUEM.

JJOBOJILHO MHTEPECHBIM B TAaKOW MapajurmMe MHe KaXeTcs pac-
CMOTpEHNE COOTBETCTBYIOUIETrO M3MEHEHHUS! TOHSTUSI KPACOThl Y BHY-
TPUUTPOBBIX U Kylaccudeckux ¢pororpados. Bee Ta ske Chio3eH 30HTar
BbICKA3aJia cJleflylollee MHEHNUE IO TIOBOLY I1€PENpOn3BOACTBa B (O-
torpaduu: «Jliogu, yBUJEBIINE YTO-TO KPAacUBOE, YaCTO COXKaJeloT,
4YTO He cMornu ero cdortorpadupoBars. Posib Kamepsl B IPUYyKpalIi-
BaHUM MHUpa 6blJIa HACTOJIBKO YCIIENIHA, YTO CTAaHapThl IPEKPaCHOTO
cTajsa 3aaBath ¢ortorpadus, a He cam MUP. X03s51e€Ba, ropfible CBOMM
JIOMOM, BIIOJIHE MOTYT BBIHYTb ero ¢pororpaduu 1 1mokasaTb TOCTSIM,
JIO 4eTo OH Ha CaMOM Jiesie KpacuB. Mbl y9uMcs BUIETh cebst poTorpa-
¢uyecku: cuuTaTh cebsl MpUBIEKATENbHBIM — 3TO 3HAYUT AyMaThb, Ha-
CKOJIBKO XOPOLIIO Thl BBIMTISAAUIIL Ha (poTo. oTorpadus co3gaer mnpe-
KpacHOe — U U3 MOKOJIEHUS B [OKOJIEeHHEe CHUMKaMU HCTOIIAET ero.
HexoTopsle MpupoAHble A1BA €JBa JIU He MOJTHOCTBIO MPe0CTaBIeHbI
yXaxXuBaHUusiM poTorpados-nodutesneir. O6beBInicsS U306paskeHU-
SIMM MOKET CUECTb 3aKaThl MOUIJIOCTHIO — TENEePhb OHU, YBbI, CIUIIKOM
noxoxu Ha goTtorpadpun» (3oHrar, 2013, c. 115).

YOuBUTENIBbHO, KaK JaHHOE BbICKA3bIBAHUE OCTAETCS aKTyasbHBIM
U s BHYTpUUTPOBBIX (poTorpados. Benp ucxops us nobenutesneit
Pa3JIMYHBIX BUPTYaJbHBIX BBICTABOK, B KaT€rOPUM KOTOPBIX BXOAUT
U BHyTpuurposas pororpacdusi, Bce 60Jblie XyAOKHUKOB CTAPaIOTCs
C03[1aTh He IPOCTO KpacUBble KAPTUHKH, CHSTbIE B MOMEHT BUPTYaJjlb-
HOTO «30JI0TOTO Yaca» uiu 3akata. OHHU JesaloT CBOM paboThl BCE 60-
Jlee KOHLENTyaabHbIMU, 3aMMCTBYSI TEMBbI U BCTETUYECKUN METO]] CO-
BpeMeHHOU poTorpaduu 1 NepeHocs UxX B BUPTYajbHblE MUPBL.

[lpumMepoM TOMY MOXHO CYMTaThb KOHKYPCAHTOB OHJIaiH-BbI-
cTaBkU «BupryanbHelil Mup raazamu ¢ortorpada — 2020», KOTOPYIO
Kypupyet xypHan «Poccuiickoe ¢oTo». llenb maHHOTO XypHana —
«pasButue (oToyBiedeHusl B Poccuu U MoBbllleHUE (POTOKYIIBTYPHI
obmecTtBay. CyTb KOHKypca «BupTyasnbHbIil MUp TlazaMu (poTorpa-
da — 2020» — ¢ nomoio poTorpaduu 3aTPOHYTb MOMEHTBI, CBSI3aH~
Hble C BOCIIPUSTUEM COBPEMEHHBIM Y€JIOBEKOM LIU(PPOBBIX MUPOB, UX
BJIMSIHME HA COBPEMEHHYIO KYJIbTYPY U UCKYCCTBO.

[TepBoe MeCTO B KOHKYpCe 3aHsIa XyHoxHuua bypaakosa Bukro-
pusl C IPOEKTOM «3a nosieM 60s1» (puc. 2, 3, 4). KonkypcaHTka BeiOpasa
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HampaBieHue B ¢pororpadun, KoTopoe paboTaer He C TeM, YTO MU30-
Opa’keHo Ha KapTUHKe, a ¢ TpaHcdopManel camoit KapTUHKU. Takoe
HarpaBJieHUe Ha3bIBAETCS IVIUTY-aPT, €r0 BbIPABUTEJIbHBIMU DJIeMEH-
TaMU SIBJISIIOTCS Pa3yinyHble 1U(POBble U aHAJIOTOBbIE OMINOKYU, KOTO-
pble 4eJIOBEeK UCTIOJIb3YeT AJ1s1 CO3TaHNs IPOU3BEIEHNI NCKYyCCTBA.

Puc. 2. «Kosbo ¢popryHel», bBypnakosa Bukropus. Cepus «3a nojyem 60s»

Puc. 3. «Buxpb 3akara», BypsakoBa Bukropus. Cepus «3a nosuaem 60s»

Kak rnacut onucaHue, «IJjisl CO3[laHUS CBOEU cepuu aBTOP BbIOpa-
sa sugeourpy Counter-Strike 1.6 (2000 r.), B KOTOPOl UTPOKY IpHU-
XOOUTCS TOCTOSSHHO yOMBAaThb CBOUX MPOTUBHUKOB. OJHAKo Mocje
CMEpPTU U IO OKOHYAHMS PayH[a MO0Jb30BATENb IEPEXOJUT B PEXUM
HabJII0[eH s 32 UTPOBBIM IIPOLIECCOM, B KOTOPOM MOXKeT “BBIATU” 3a
TEKCTYPbl BULEOUTPLL. VIMEHHO 5Ta BO3MOKHOCTD [TO3BOJINJIA CO3/1aTh
paboThl B HAMpaBJIEHUM [JIUTY-apT. ABTOP CTPEMMUJIACH NPOJEMOH-
CTPUPOBATb MPOCTPAHCTBO, KOTOPOE YYACTHUKU UTrPbI, YBIECUYEHHbBIE
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WI'POBBLIM IIPOLIECCOM, Yallle BCero He 3ameyaroT. [[pocTpaHCTBO, B KO-
TOPOM BCETJja TUXO U CIIOKOMHO, B OTIIMYHE OT I0JIS 60sI».

TakuMm 06pa3oM, CBoell ciyyaitHOCTbIO ¢oTorpadum mnoaTeep-
KJIaI0T, 4TO Bce 6peHHO. [Ipon3BosbHOCTE GOTOrpadpuiecKoro CBUe-
TeJIbCTBA YKa3blBaeT HA TO, YTO PEaJbHOCTb B IPUHIIUIE He MO 1aeT-
cs knaccudukanuy. PeasbHOCTh CKJIaIbIBAe€TCsl B HAOOP CIIyyaiiHbIX
(dbparMeHToB — HEM3MEHHO 3aMaHYUBBINA, OPOCKWH, YIPOLIEHHbBII
crioco6 obmeHus: ¢ mupom. Gotorpadust UATIOCTPUPYET TO OTIACTHU
Mpa3fgHUYHOE, TO OTYACTU CHUCXOJUTEJbHOE OTHOIIEHHE K peajb-
HOCTH, KOTOPOE COCTaBJIsIeT OOBEeNUHSIOMYIO UAEI0 CIoppeaan3ma,
1 yTBepxaeHus ¢pororpada, 4To peasbHo BCE, IOJPa3yMeBaloT TAKXKe,
YTO peasIbHOTO HelocTaToyHo. Chio3eH 30HTar nucana: «To, 94To cipa-
BE[IJINBO B OTHOLIEHUH K ¢oTorpaduu, CupaBenuBo U B OTHOLIEHUHU
MUPa, yBUaeHHoro ¢poTtorpadpuuecku» (3ontar, 2013, c. 110).

Puc. 4. «JlonnHa Be4HOCTH», Bypnakosa Bukropus. Cepus «3a nonem 60s»

Jpyrum npumMepoM, MOATBEPKLAOIIMM TaKOE€ BULEHUE BHYTPU-
urpoBoii poTorpaduu, IBJseTCS BbICTaBKa «Hero Ha CBeTe He ObIBaeT»,
nposeneHHas Apt-ranepeeil EnbiuH lleHTpa, npeseHTyomas pabo-
Thl B cTeHax [Ipesunentckoro uentpa B.H. Enbuuna B ExarepuHoyp-
re. HazpaHue, Kak yTBEPKLAIOT aBTOPBI, «OTCHIJIAET HAC K OJJHOVIMEH-
HOU PyCCKOM Hapo#HOM cKaske. [lomelas aBTOPOB BHYTPb HAPOYUTOM
ONNO3UL MU (POJILKIIOPHOCTU 1 KOMIIBIOTEPHBIX UI'P KaK MAKCMMAJIbHO
I aJIeKUX IPYT OT gpyra cdep, Mbl PpaCCYUTHIBAEM MOJIBUTHYTh Xy I0XK-
HUKOB IIOMECTUTb CBOE TBOPYECTBO B HOBBLIM KOHTEKCT, a IIMPOKOrO
3pUTEIIS YBULETh BO BHYTPUUTPOBOH (poTorpadpuu MeIuanucKyccTBo,
a He JIMIIb 3JIEMEHT reIMEPCKON CyOKYIbTYPbI»?. EC/I MBI TOCMOTPUM

1 «BupTtyanbHblii Mup rziazamu gororpada — 2020»: oHJIaliH-BbICTABKa [OHJIANH].
Rosphoto.com / «Poccuiickoe ¢oto», 15 utons 2020 r. Joctyn mo: https://
rosphoto.com/contest/virtualnyy_mir_glazami-8154 [IIpocmoTpeHo 24 mapta
2022].

2 Koukypc BHyTpuurposoii ¢otorpadpun «Hero Ha ceTe He ObIBA€T» [OHJIANH].
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Ha no6euTesiell JaHHOrO KOHKYPCa U OIIMCAHUS UX PaboT, TO YBUAUM,
4TO B GOJIBIIMHCTBE CBOEM OHM BCE 3aHUMAJIMCh MMEHHO IIUTY-(OTO-
rpadueil, To eCTh UCIOJIb30BANU 3aMeHy ¢ailsoB Mmogesnei u apdex-
TOB B UTpe, 3aMEHY TEKCTYP, BHYTPUUI'POBblE KOHCOJIbHBIE KOMaHbl
IJIs1 JOCTUKeHUs: GUHAJIBHOTO pe3ysbTraTa’.

b A

Puc. 5. Pa6ora Msty Bay us cepun «Kentoe KpacHO€ WX LIBETACTOE (KPACOYHOE)»

OpHa u3 paboTt — cepus «Kesroe KpacHOe WM 1jBeTacroe (Kpa-
coyHoe)» oT Msy Bay xXopouo WJIJIIOCTPUPYET CIOppeasiuCTUYecKoe
npexacTtasieHue o ¢dotorpaduu. Ee cepust paboT nobenuna B HOMU-
Hanuu «Kama u3 Tomopa» — B ee paMKaxX MOXKHO GbIJIO HUCIOJIb30-
BaTh JIiI06ble CPENICTBA BMEIIATEIbCTBA B FeMMILJIEN U KO, UT'PhI,  TaK-
K€ PeTylIb U OCTO6PaboTKy. BOT yTO cama aBTOpKa nucasna o6 urpe
u cBoel pabote: «Korma s uckasa rnoje3Hble MaTepPUabl Jis1 Ch€MKU
B 9TOM Urpe, s o6Hapy>xua ¢paH10M B BKoHTaKTe, IIie y4aCTHUKHU Jie-
JINJIMCh CBOMMU HaXOIKaMU B Urpe. B coobiuiecTBe eCTh 1eJIbli a1b00M
M0/, Ha3BaHUEM “DKCIIepPTHOe JIaro-6arowo3aHue”’, KOTOPbI MOCBsIIeH
rmuTyy (B 6oJsbliell cTeneHu) U moguduKauusiM uUrpsl. CKpUHIIOTSI,
3arnevaryieBaroniie IJINTY, — BTO CBOETO pojia Marusi, KOTOPYIO Jiaske
MHOT/IA YA2eTCsl KOHTPOJINPOBATh». 371eCh peasibHOCTh, TYCTh BHYTPU-
UTpOBasi, UCKYCCTBEHHAsI, KOHMPOAUPYeMA S, TAKKE CKIIALIbIBAETCS U3
KYCOYKOB, BBIIIaBUINX B CJIYYaliHOM IOPSIZKE.

yeltsin.ru / Empuun Llentp, 10 aBrycra 2020 r. Joctyn mo cceinke: https://
yeltsin.ru/news/konkurs-vnutriigrovoj-fotografii-chego-na-svete-ne-byvaet/
[[TIpocmoTpeHo 24 mapTa 2022].

3 OGwsBieHbl TO6EAUTENN KOHKypCa «Hero Ha cBeTe He 6bIBaeT» [oHaiiH]. yeltsin.
ru / EnpuyH Lentp, 2 centsaops 2020 r. Joctyn no cebuike: https: //yeltsin.ru/
news/obyavleny-pobediteli-konkursa-chego-na-svete-ne-byvaet/ [IIpocmo-
TpeHo 24 mapTa 2022].
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WrpoBoii MUp U3HAYaJIbHO IIOCTPOEH KEM-TO JIDYTUM, TO €CTh €r0
COCTAaBJISIIOIIME TIOSIBJISIIOTCS. TaM HE CJIyYailHbIM 06pa3oM. VIMeHHO
MI03TOMY, Ha MOI1 B3IJIs]I, 3a7ja4a BHyTpuurposoro ¢ororpada nena-
et ero emje 60sbie poTorpadom, Yyem KJIacCUIECKOro C TOUKU 3peHUst
¢dororpaduyeckoro B3rsgAa, Belb OCHOBHAs 3ajada B3risanga GpoTo-
rpada — 3To KagpupOBaTh MUP TAKUM 06pa3oM, YTOGBI HA N306paske-
HUU TOSIBUJIOCh UMEHHO TO, YTO OH XOTeJI NPY IOMOIIM 3TOro Kajnipa
BBIJIEJIUTh, BO3BECTH B COCTOSIHME UJIJIIO3UU. Jla, peasibHOro HefocTa-
TOYHO, HO BHYTPUUT'POBAsI PEAJIbHOCTH SIBJISIETCS BCErO JINLIb WJILITIO-
31el peaslbHOCTH, OHA y3Ke MbITAETCS «JOTIOJTHUTb» PEAJIbHOCTD, & 3TO
3HAYUT, YTO HEJOCTATOYHO YK€ U WJIJIIO30PHON JOMOJIHEHHON peasb-
HOCTH, pa3 nossJsercs pororpad, KOTOPHIN GYAET KaipupoBaTh Ipo-
ucxopsiiee B UJJIIO3UM Ha elle 6oJiee UIII030pHble KYCOYKHY. 3aaya
TaKOTO JieJIEH!UsI MUPa 3aKJII0YAETCsI B TOM, YTOGBI B KOHIIE KOHIIOB 10~
JIyYUTb YTO-TO HE [IPOCTO KPACHUBOE, HO CKOpee UJeabHOe, HACTOJIb-
KO KpacuBOe U IMOXOXXee Ha PeasibHOCTb, YTO MPU B3IJIsAEe HA OGBEKT
Ha ¢oTorpaduu CBOMMMU IJIa3aMU B PeajibHOM MHUPE Hac MOXET pa-
304YapoBaTh U Pa303JIUTh TO, YTO OH He TAKOH MJieasbHBblil, KAKUM OH
HaM IpeJCTaBsics. «<HUKTO HUKOTa He OTKPbIBaJl yPOACTBA IIPU 110~
Moy ¢pororpadpru. Ho MHOTHE C ee ITOMOIIBI0 OTKPBIBAJIM KPACOTY»
(CoHrar, 2013, c. 115). 'enpu Tan60T 3anareHTosan goTtorpaduio, 060-
3HAYMB ee Ha3BaHUEM «KaJIOTUNHUS», rae kalos — Kpacuselil. U make
ceiiyac, korga npodeccruoHanbHele poTorpadsl B chepe UCKyCcCTBA
BBIOUPAIOT OGBEKT IJI1 CbEMOK, OHU He BBIOMPAIOT YTO-TO, YTO OHU
3aBEJIOMO CYUTAIOT HEKPACUBBIM, CKOPEe, OHU HAaXOAST «ypPOACKue»
BeIlM KPaCUBBIMU U TO3TOMY 3aKJIIOYAIOT UX B Kajpe (ororpaduu.
JJaHHOe ITOHMMaHue KPacoThl OTHOCUTCS U K KJlacCu4eckoil ¢pororpa-
¢un, 1 K BHyTPUUTPOBOK.

Bhllle 51 y>ke 3aTPOHYJIA TeMY CIOppeain3Ma 110 OTHOIIEHUIO K $Ho-
torpaduu. He nUIIHUM GyIeT YIOMSHYTb U TO, KAaK BHYTPUUTPOBas
¢dororpadus, crenys Mo crornam BCex INPeJIIeCTBYIONINX BUIOB HC-
KyCCTBa (4 KJIacCuieckoit gpoTorpaduu B 0COGEHHOCTH) UAET IO TEM
K€ CTYINEHSIM Pas3BUTHS, YTO U ee IpeJIeCTBeHHUKH. $l yxXe mnucasa
paHee, YTO ceilyac HU B KJIACCUYECKOH, HU BO BHYTPUUTPOBOH GHOTO-
rpadum ¢ TOYKY 3pEHUsI NCKYCCTBA HE SIBIISIIOTCS. UHTEPECHBIMU (POTO
3aKaToOB WJIM CTaHAAPTHBIX medsaxkeil. BHyTpuurposass ¢ororpa-
¢$us mpaKkTUYecKy INeperphirHysia yepes JaHHbIM 3Tan GopMupoBa-
HUs cebsl B ucKyccTse. KoHevHo, ecTb poTorpadsl, KOTOpble paboTaoT
Y B HallpaBJIEHUM TUIIeppean3Ma, y KOTOPBIX NUMeeTCsl Habop MmoTps-
caromyx gororpaduii 3akara. OJHUM U3 CAMBIX MTOMYJISIPHBIX XY 0K~
HUKOB 3TOTO HallpaBJieHUsI cyuTaeTcs JlyHKaH Xappuc.

[ToueMy e ero paboThl TaK MOMYJAPHE? Peanus3m B Kjaccuye-
ckoit oTtorpadun HUKOrJA He 6blLJ MPOGIEMON, IOTOMY YTO (POTO-
rpadus cama 1o cebe Npe3eHTyeTCs B MIEPBYIO oYyepe b KaK HEOCIo-
pUMasi peasyibHOCTb, XOTb U Ha CaMOM jiejle SIBJISIET COOOM TOJIHYIO
IIPOTUBOIIOJIOKHOCTB, JIOXKb B YMCTOM BUJe. B pororpadun 3HayeHmne
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JIXKY ropasfio BakKHee, YeM B )KMBOIIMCH, IIOTOMY UTO ee N306paskeHust
MpeTeHAyIoT Ha MPaBAUBOCTh B ropasfio GOJIbIIell CTENeHH, YeM KU~
BonucHble. Cblo3eH 30HTar NPUBOAUT cieylolee cpaBHeHue: «Dab-
IKBasl KapTUHA (TO €CTh JIOXKHO aTpubyTHpOBaHHasl) Ganbcupuuupy-
eT ucTtopuio uckyccrsa. anpmusas gororpadus (peTymnpoBaHHasl,
WJIY TIOJBEPrHYyTasl UHBIM MaHUMYISLUSIM, UM CHAGKEHHas! JIOKHOU
Nnoanuchio) panscupuupyeT peaabHoCTh» (3oHTar, 2013, c. 116). B pe-
aJIbHOM MUPE OJIHO U TO K€ KasKJblil 4eJI0BEK MOXKET CHSTh II0-CBO€e-
MY, UMEHHO II03TOMY KJ1accudeckas poTorpadus He MOXeT CYUTAThCS
TOYHBIM OTPa’K€HUEM PeasIbHOCTH, a IPOU3BEeHUS UCKYCCTBA, KOTO~
pble co3naloTcs npu oMoy ¢portorpaduu, IBASIOT COO60I He KYCOUKU
peasbHOro MUpa, 3aKJII0YEHHBIE B KaJp, 2 aGCOIOTHO OTAE/IbHO CYlle-
CTByloIMe paboThl. Byap TO KayecTBeHHOE (POTO KaKOro-HUOYAb e~
3a)ka UM apTXaycHast POTOKOMIIO3ULUSL.

Yto KacaeTcs BHyTpuurposoi ¢potorpadumn, JyHkaH Xappuc uc-
noJsib3yeT MeToy Moauduxkauuu urpel. OH MaHUNYJIUPYET YIJIaMU Ka-
Mepbl, PACCTOSTHUEM U YJIy4llaeT TEKCTYPhI JJIsl CO3[aHus poTopea-
JIUCTUYHBIX TTISHIEBBIX CHUMKOB (puc. 6, 7):

Puc. 6. dororpadus Iynkana Xappuca, The Elder Scrolls V: Skyrim

Xappuc — co3paresb NPOEKTa N0 BHYTPUUTPOBOI doTorpaduu
DeadEndThrills. JJaHHBII [IPOEKT MpPe3eHTyeT OOJIbLIOE KOJIUYECTBO
ero pabot B chepe BHyTpUUTPOBO¥ dororpaduu, KOTOpble OH Che-
J1aJl 32 MHOTHE TOfibl COTPYAHUYECTBA C PA3/IMYHBIMYA KOMIIAHUSIMU —
pous3BOUTENsIMU Bugeonrp. Kak numer cam aBTop, paboTa B 60see
YeM AI0KMHE UI'POBBIX CTYAMH faja eMy OO PHBIE 3HAHUS O PA60YNX
Ipolieccax B UIPOBOM MHIYCTPUH, HE TOBOPS yKe 06 MHCTPyMEeHTax



u TexHosorusx, takux kak Unreal/UDK, CryENGINE (necoynuna),
idTech (id Studio), Photoshop, Premiere, Maya u 3DS Max. Ero npo-
€KT HallpaBJjleH Ha Tuap, peKJaMy U co3[laHle IPOJaBaeMbIX U LIeTs-
IOIIVMX BHYTPUUTPOBHIX GoTorpaduil BHE 3aBUCUMOCTH OT TOTO, YTO
€My IIOHaJIOGUTCS CHeaTh C U3HAYaIbHBIM MMEIOIUMCS IIPOJYKTOM
(Bumeourpoi) AJjs MOJIy4eHUs CTOsero pesynbrata. OH cpaBHUBA-
€T CBOU yJIbTPAacCOBPEMEHHBIE IJISHIEBble CHUMKU ¢ (oTorpadusmu
B KMHOIIPOM3BOJICTBE, U, KaK U B (PUIIbMaX, €r0 PabOThl MCIIONb3YIOTCS
UTPOBBIMU KOMIAHMSIMU AJISI TIPOZIBUKEHUSI CBOUX IIPOAYKTOB. 1 TOT
(axT, 4YTO OH CpaBHUBAET CBOU BHYTPUUTPOBbIe poTorpadun ¢ poto-
rpadusaMu KJIaCCUYeCKMMH, CHOBA TPUBOAUT HAC K TOMY, YTO BHYTPU-
urpoaas gotorpadus — 5To nodpadxcarue nodpadxcaruto. To eCTb U3HaA-
YasbHasi CyThb MCKYCCTBA KJlacCUYeCKoil poTtorpadpun — 3amnevyatyieTsb
peasbHOCTb U BO3BECTU €€ B MJeall, CyTb BHyTPUUTPOBOI (oTOrpa-
$uu — 3aneyariaeTs UIMIO3MI0O U BO3BECTH €€ B udeas udeand.

Puc. 7. ®ororpacus Jynkana Xappuca, The Elder Scrolls V: Skyrim

B KOHTeKCTe BHYTPUUTPOBOH poTorpadru Mbl BCE €I1e MOKEeM Io-
BOPUTH 06 Hjieasie Jullb 110 TOW MPUYMHE, YTO 32 MaTepuas MJsl CO3-
IlaHus ujeana, B JaHHOM MCCJIeJOBaHUM, 6epeTcsl O6beKTUBHAS pe-
aJIbHOCTb — MUP BOKPYT Hac. Mup BHyTpUUTrpoBoil poTorpaduu — aTo
MpofioKeHne JaHHOW peasibHOCTU. TakuM 06pa3omM, BHYTPUUTPOBas
¢dororpadus, 6epymass cBOe Hayajo OT KJIACCMYECKOH, NMepBUYHAS
CyTb KOTOPOIl — HJeasbHO 3aredatsieTh OKPYXXAIoIUil MUpP, CTaBUT
CBOEM 3a7iaueli nojpakaHue 3TOU Ujee, UTOTOM KOTOPOTO SIBJISIETCS
NoJly4eHue UjeasbHOro pe3ysbTaTa. DTa rMnores3a paboTaeT TOJIbKO
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B OTHOLIEHUY BHYTPUUTPOBOH poTorpadum Kak MCKyCCTBa, TaK KakK €€
3ajjadeli CTaHOBUTCS MOfIpa’kaHue TOW KaacCUuPuKaIuy BU3yaIbHOTO
HCKYCCTBa, KOTOpasl yXXe CyleCTBYET.

Pycckosi3bIYHO€ KOMBIOHUTU BHYTPUUTPOBBIX (poTorpadoB oTiu-
YUJIOCh U 37l€Ch. BOJIBIIMHCTBO XYJOKHUKOB paboTalOT B HaIlpaBie-
HUM TJMTY-apT UJIM MBITAIOTCS 3CTETU3UPOBATh HU3KOIOJIUIOHAJIb-
Hoe 11dpoBoe M306pakeHne C Lesbl0 BbI3BATh Y 3PUTEJISI YyBCTBO
HocTasbruu. HecMOTpsl Ha TO YTO Kak NMyO6JMKa, TaK U CaMM XYJOXK-
HUKU MOTYT OBITh 3aMHTEPECOBaHbl B Pa3HbIX HaIlpaBJIEHUSX, CYThb
B UTOr€ OCTAETCS OflHA — IOAPaXkKaTb HAIPABJIEHUSIM KJIACCUYECKOMN
¢dororpaduu. 1 He NPOCTO MOAPAKATh — BOCIOJIB30BATHCS OMBITOM
MpeJIecTBYOUEero Buja NCKyCCTBa JIJIs1 CO3JAaHUS Yero-To elle 60-
Jlee UJeaabHOr0, YeM TO, UTO YK€ CYIeCTBYET Ha IPOCTPAHCTBE Orpa-
HU4YEHHOH BbIpasutesbHoCcTU Urp. Cunau Ilopemba B cBoell cTaThe
o pemeguanuu ¢ororpaduu B BUIEOUTPOBOM NPOCTPAHCTBE MUIIET
caepywomee: «[IMEHHO OrpaHMYEHHOCTb BU3yaJIbHOM JIEKCMKM UIP,
B OTJINYME OT BBIpPAa3uUTEJbHON cuibl ¢poTorpaduu, faBajsa KOHTPACT
00111eCTBEHHO-TIOJINTUYECKOMY cofep>kaHuio» (Poremba, 2007, p. 57).

BuyTpumurposas ¢otorpadusi cerogHs — 3TO NEpPCIEeKTHUBHBIN
BUJ, UCKYCCTBa, OCOOEHHO C yyeToM pa3Butust VR-texnosnoruil. Ceii-
4yac 3TO HallpaBJIEHUE [IEPEXKUBAET N1IEPUOL, CXOKUI NONYJIIpU3aluein
3epKaJibHbIX poToarnnaparoB. OgHako U cama VR-TeXHOJIOTus Ha JaH-
HOM BTarle [lepeskuBaeT COGCTBEHHYIO TpaHCPOpPMalio, OCMBICTIEHHE
ce06s1 KaK OIbITa, CO3/laHNe COOCTBEHHBIX TeIM-A13aliHepCKUX ITpaBul
Y pelleHuil. YBEpeHa, JaHHas TeMa 3aCJy>KMBAET OTIEeJIbHON CTaThH,
KOTOPasi COOPMUPYET STOT OIIbIT.

*k*

Masnnapme Kak-TO CKa3saj, 4YTO BCE Ha CBETE CYLIECTBYET IJISI TOTO,
YTO6GBl B KOHIL|e KOHIIOB IIONAcTbh B KHUT'Y. CEerofHs BCE€ CYIIECTBYeT
ILJISI TOTO, YTOOBI MOMNACTh Ha GpoTorpaduio, naxe To, YTO HAXOAUTCS 3a
npefeamMy Hallel PeaslbHOCTU UJIN B IPYTUX €€ CUMYJISILUSIX.

[Ipy BOBHMKHOBEHUHU BHYTPUUTPOBOH poTorpadun oHa, Kak u ee
npejecTBeHHHUK, He Bo3piMesia Gypopa, CKopee Bbl3Bajla HeJloyMe-
HUe. 3a4eM HY>KHO UCKYCCTBO, KOTOPOE JINIID IIPSIMO IEPEHAET Pealb-
HOCTb, TeM 60JIee — UCKYCCTBEHHYI0?

Ha moit B3rnsam, BHyTpuurposast ¢ororpadus — 5TO He Ipo-
CTO pemeduauus (IIEPEOCMBICTIEHNE) UTPOBOTO MUpa [JIsl MOJydye-
HUS UJleasIbHOTO M300pakeH!s Yepes CUMYJISIIINI0, UMUTALUIO U MO-
IUPUKALMIO MMEIOIErocsl M3HAYajJbHOTO UTPOBOTO IPOAYKTA. DTO
TakXe MepecevyeHne dTUX KaTEeropuil MeXAy cOoO0M NI MoyydeHus
WMTOrOBOTO MPOJYKTa, TaK Ha3blBaeMoro udeasna udeana. PeampHocTH
B DIIOXY OBICTPOrO 3HAHMS IJIs YeJIOBEKA CTAHOBUTCS HENOCTATOYHO
M0 pasHbIM MpUYMHAM, U BHyTpuurponas ¢ororpadus CTaHOBUTCS
NIPUSATHOM OTAYLUIMHON B KPU3UCHOM peasbHOM Mupe. Irposoit Mup
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MoJIaeTCsl KOHTPOJIIO, TYCTh HE BCETa B TOM Mepe, B KOTOPOii pe-
MoJIaraloT co3jaTresayu. BHYTpU Hero Ipole co3faTh Ty peajsibHOCTh
nJelo, KOTopas CyLleCTByeT Hen306eXXHO JIUIIb B BOOOpaskeHUU aBTO-
pa. B peanpHOCTH ThI KyZa yallle BHIHYXXAEH MUPUTLCS C YCIIOBHOCTSI-
MM ¥ COGCTBEHHBIMU I'PaHUIIaMU. BO BHYTPUUT'POBOI1 peaslbHOCTU BCE
MOJYMHEHO TOJIBKO KOCTBIJIIM MUpa U TBOEHl COOCTBEHHOW C HUMU
M306peTaTebHOCTHIO.

OpHako NpakTHUKa BHYTPUUTPOBOIl poTorpadun BCe ele nocre-
MEeHHO Ppa3BUBAETCS, HAXOAs COOCTBEHHbIE BU3yasbHblEe PEIIeHUs
¢opmMupys kaHpbl U aKTUBHO Pa3BUBas CBOU roaxoj. Biarogaps my-
TSM Pa3BUTHS JIPYTUX BUIOB UCKYCCTB B3aUMOJENCTBUE MEXIY BHU-
neourpamu u ¢ortorpadueil MOXKHO NMPOCTEAUTh Ha HECKOJIBKO JIET,
€CcJIM He JIeCsITUJIeTUH, BIepe], Bellb PakTUYeCKHU BCEM IOAOOHBIM
SIBJIEHUSIM CBOMCTBEHHA KYJITYPHAsl IUKJIMYHOCTb. OJJHaKO B CUJY
CaMOCTOSITEJIbBHOCTU KaXKJOro BUZA MBI JINIIb MOXKEM HaMEeTUTb 00-
MUY IYTh pa3BUTUSL. XOYETCSI BEPUTD, YTO CO BpeMeHeM JAaHHOMY BUIY
MCKYCCTBA YIeJsT Ky/ia 60Jblile BHUMAHUS U €70 UCCIeOBaHueM 3aii-
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Abstract: This essay performs a close reading of a 30-second sequence
taken from Deus Ex: Mankind Divided (Eidos Montreal 2016), in which hap-
tic feedback (gamepad vibration) is used to extraordinary representatio-
nal and beyond-representational effect, and ultimately performs an act
of physical violence against the player. Responding to Brendan Keogh's
challenge to “start with the embodied and sensorial engagement with the
videogame as an audiovisual medium” (Keogh 2018, “Introduction”), the
close reading pays special attention to the various points of connection
between the videogame hardware and the player, considering their re-
levance and contribution to the hermeneutic process as a whole. Drawing
on Rikke Toft Negrgard's work with bodily memory in the player-avatar
connection, Paul Martin’s elaboration of the processes of carnal herme-
neutics, and Brendan Keogh'’s articulation of videogame play as a “messy,
fleshy engagement with an audiovisual-haptic form” (Keogh, 2018, ch. 4),
along with Daniel Vella’s work to articulate the ludic subject position and
the ludic self, this essay examines the various relationships and interac-
tions between player, videogame, and hermeneutic processes. In the jum-
ble of cyborg bodies shown to be present during gameplay, the vibration
event under analysis transforms into a violent act. Vibration-as-rep-
resentation becomes vibration-as-violence, as the videogame mounts an
attack upon its player: an attack which strikes where they are most vul-
nerable, at the precise point where their body fuses with the cyborg cir-
cuit of videogame play.

Keywords: haptics, hermeneutics, violence, close reading, embodiment,
ludic subjectivity.
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Introduction

To engage with a videogame is to enter into an intimate relationship
with a set of complex electrical, mechanical, and semiotic systems. It
is to place oneself at the mercy of technology, opening one’s sensorium
to new experiences delivered through the eyes, through the ears, and
also through the hands. This latter aspect of videogame play is often
neglected in analyses of videogame experiences. As Keogh passionate-
ly puts it, “to adequately account for the embodied experience of vi-
deogame play we must start with the embodied and sensorial engage-
ment with the videogame as an audiovisual medium that mechanistic
analyses take for granted” (Keogh, 2018, Introduction).

This essay takes up Keogh's challenge, concerning itself with
a 30-second sequencel taken from Deus Ex: Mankind Divided (Eidos
Montreal 2016) in which haptic feedback (gamepad vibration) is used
to extraordinary representational and beyond-representational ef-
fect. After providing some theoretical background, the essay performs
a close reading of the sequence in question, situating it within the
larger narrative and thematic structure of the videogame, while pay-
ing special attention to the various points of connection between the
videogame hardware and the player. Details of the close reading are
used to motivate a claim that the gamepad vibration in this sequence
represents a psychological act performed within the game world.

The essay then claims that this psychological act is an act of psy-
chological violence performed upon the playable figure (Vella, 2015,
p- 10), and thus upon the player’s ludic self (Vella, 2015, p. 17). Finally,
it argues that by way of the complex sets of relationships that make
up the "videogame experience”, “a play of bodies that flickers be-
tween present and absent, corporeal and incorporeal, immanent and
transcendent, actual and virtual, ‘me’ and ‘not me”, (Keogh, 2018, In-
troduction, emphasis removed), this psychological violence leaks out
of the videogame world into the real world, transforming the moment
of gamepad vibration understudy from an innocent representation of
a psychological act, into an act of actual physical violence performed
by the videogame upon its player.

Theory
In A Play of Bodies, Keogh presents a notion of videogame dressage
developed by applying Henri Lefebvre’s concept of the same name to

a reading of David Sudnow’s 1983 book Pilgrim in the Microworld. Ke-
ogh finds in Sudnow a record of the feeling of coming to understand

1 Thereadingis drawn from gameplay sessions performed on a Sony PlayStation® 4
with a DUALSHOCK® 4 gamepad, with default gameplay options.
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how a videogame re-wires the player’s sensorial perceptions and their
perceptions of their own body, as well as the expressions their body
makes in response to those perceptions, to suit its purposes (Keogh,
2018, ch. 1; Sudnow, 2000, p. 97 and others). This process is under-
stood as a kind of dressage. For Lefebvre, dressage refers to the process
through which the range of possible actions that the human body can
perform become restricted to a particular set of socially permitted
behaviours and responses: a breaking-in of the body via the (implicit)
violence of everyday life, or the threat thereof (Lefebvre, 2004,/1992,
p. 39). Reading Sudnow’s experiences through Lefebvre’s lens, Keogh
shows how the Atari videogame Missile Command goes to work on
Sudnow’s body, enacting a breaking-in process through which Sudnow
becomes able to adequately perform the acts of perception and reac-
tion that Missile Command demands, a process that Sudnow himself
describes as “being turned into a chip” (Sudnow, 2000, p. 97).

In a related line of thinking, Karhulahti frames videogame play as
a “double hermeneutic process” in which “the player’s interpretations
repeatedly shape both the player and the game” (Karhulahti, 2012,
p. 21). Keogh's application of dressage, however, generalised to all in-
stances of videogame play, is a much more radical proposition. What
for Karhulahti is a gentle-sounding process of “shaping” is for Keogh
aradically rougher ordeal in which the player’s body and mind are sub-
jected to pressures and forces (violent, breaking forces) that enact per-
manent, irreversible change.

As Keogh argues, any given videogame will “demand[] certain bo-
dily configurations [...] while denying others” (Keogh, 2018, ch. 3). Vi~
deogame dressage is, then, the process by which a player becomes able
to produce those bodily configurations that the videogame demands
while unlearning preferences for those bodily configurations that the
videogame denies. This is a physical process, involving no small degree
of violence and submission; in severe cases, it may even cause actual
physical pain (Zapata et.al., 2006, p. 408). It lies at the core of some
of the more acute accessibility issues that videogames suffer from, as
some players simply may not have bodies capable of contorting into
the configurations demanded by a videogame. For these players, pre-
ferences for alternative bodily configurations may be requirements; if
the videogame refuses to negotiate on its demands, these players end
up simply being denied access to play. Further investigation of this as-
pect of dressage is warranted but is beyond the scope of this essay.

Submitting to a process of dressage is, thus, the price the player
has to pay if they want to play. Keogh cites Lister et. al., who argue
that videogame play can be thought of as “literally cyborgian]...] an
event assembled from and generated by both human and nonhuman
entities.” (Lister et. al., 2009, p. 306). In videogame play, the player’s
body becomes integrated into a cyborg circuit made up of the play-
er, the videogame hardware and software, and the audio and video
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technology attached to the videogame hardware. To successfully inte-
grate themselves into this circuit, the player must submit to dressage:
an ongoing breaking-in not just of their hands but also of their percep-
tual and interpretive faculties in general.

For the player able and willing to submit to this process, a situation
arises in which two cyborg bodies are active simultaneously. Dovey
& Kennedy refer to these two cyborg bodies using two very similar
terms: the cyborg at the machine, and the cyborg in the machine
(Dovey & Kennedy, 2006, p. 110-111). The cyborg at the machine pri-
marily occupies physical space and is composed of human flesh fused
with videogame hardware, as eloquently and evocatively described by
Keogh:

The body-at-the-videogame is a particular, augmented version of
the player’s body: limbs are wrapped around controllers and extend-
ed through the screen; senses become heightened or muted; identities,
abilities, literacies, and perspectives are taken up and put aside; flesh in-
tegrates with plastic and code in what Martin Lister and his colleagues
highlight as a “literally cyborgian” phenomenon. (Keogh, 2018, ch. 1)

The cyborg in the machine, on the other hand, exists primarily in
virtual space. It manifests through the playable figure, the entity that
makes available the primary axis of the ludic subject-position (Vella,
2015, p. 17) around which the player’s ludic self (Vella, 2015, p. 17) forms
during videogame play.

In Deus Ex: Mankind Divided, these two cyborg bodies are joined
by a third, in the form of the narrative protagonist and playable figure
Adam Jensen. Jensen is a science fiction cyborg par excellence: a hu-
man being whose body is so heavily modified with technological and
mechanical gadgets that it is difficult to tell where the human ends and
the technology begins. To engage with Deus Ex: Mankind Divided is
thus to engage in an activity in which no less than three cyborg entities
are present and active simultaneously: the cyborg at the machine (that
comes into existence every time one interacts with videogame tech-
nology); the cyborg in the machine (wherein the player locates their
ludic self); and the character of Adam Jensen himself.

Close Reading

Deus Ex: Mankind Divided is structured as a series of linear sequences
interspersed with opportunities for free-form, undirected exploration
of a science fiction representation of the city of Prague in the year
2029. The city is populated with various characters, some of whom are
“augs™ people whose bodies are implanted with “augments”, electro-
mechanical devices that enhance their natural biological skills, abi-
lities, and senses, or grant new ones. Adam Jensen is one such cha-
racter, although the narrative fiction implies that his “augments” are
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somehow more sophisticated and exotic than those borne by most of
Prague’s “augmented” citizens.

While undertaking this free-form, undirected exploration, the
player may come across one of several locations where it is possible
to enter the sewers underneath the city. Depending on if and where
they do this, the player will be guided to discover a personality cult?
in a chamber in the sewers, which is led by a man who styles himself
“Richard the Great”. Richard is in command of a piece of technology
that can disrupt people’s “augments”, allowing him to exercise a kind of
technologically mediated “mind control” over the members of his cult.
He uses this to keep his followers docile as well as loyal to him and the
cult, presumably against their will.

When Jensen enters the room where the cult is located, he also
becomes subject to this “mind control”. It strips him of access to his
“augments” (many of which correspond to gameplay elements available
to the player) and also prevents him from performing violent actions.
The game passively reflects these losses of agency to the player by
ignoring gamepad input requests for violent actions and for gameplay
actions and elements that rely on Jensen’s now-disabled augments.
These restrictions constitute a rather drastic change to the conditions
of dressage under which the player has been operating thus far: there
is a sense that the regular rules of gameplay have been suspended, that
something different or special is underway.

The player, tasked with dismantling Richard’s cult, enters into
a conversation with Richard to try to convince him that what he is
doing is wrong. As the conversation unfolds, the dialogue system of-
fers various responses to Richard’s statements, each of which the play-
er can read in full before selecting (see Figure 1). The conversation is
presented as a kind of a puzzle; it is not clear what effect each of the
dialogue options might have, nor which option will “solve” the puz-
zle. The player is therefore implicitly encouraged to read through each
dialogue option carefully before making their selection.

The conversation proceeds through a number of these prompts
until the selection depicted in Figure 1 appears. When the player pres-
ses the X button to choose one of the options, Jensen begins to speak
it out loud as the player listens — until, with no warning or reason,
Jensen abruptly stops speaking. A short spike of audio static occurs at
this moment, which provides us with a clue as to what might be going
on here. The most salient reading is that Jensen has been interrupted
by an impulse from Richard’s “mind control” technology, which acts
on Jensen’s “augments” in such a way as to cause him to abruptly stop
speaking. The audio static is therefore a secondary result of this im-
pulse, an aural glitch representing a glitch in the technology under-

1o

lying Jensen’s “augmented” hearing.

2 See discussion in section 6.
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Fig.1.

Because the player has likely read each of the dialogue options ful-
ly and made a careful choice when Jensen abruptly stops speaking it
comes as something of a shock. The player has willed Jensen to speak;
as Jensen, the ludic self speaks the words into being. Being interrup-
ted feels like a loss, as if something has been ripped out of one’s grasp:
Richard hasn't just ripped the words from Jensen’s tongue, he has
ripped them out from under the player’s fingers.

What makes this moment extraordinary, however, is a strong burst
of gamepad vibration which occurs at the same time as the audio sta-
tic. This vibration motivates the discussion throughout the remain-
der of this essay. To make sense of it, we have to step back and take
a broader look at the various technologies at play in the present game-
play situation: physical, psychological, fictional, and real.

Interpreting Haptics

Richard’s psychological/electrical /technological interruption of
Jensen’s speech works by disrupting Jensen>s “augments”, the pieces of
technology embedded inside Jensen’s brain and body which constitute
him as a cyborg entity. However, during gameplay, Jensen is not alone
in occupying his cyborg body: due to its status as the playable figure,
bearer of the ludic subject-position, the player’s ludic self is also located
here. Jensen’s body, a cyborg body formed from narrative fiction, is the
seat of the cyborg in the machine, a cyborg body formed of software
and ludic selfhood. Recall that if the player wants to access this cyborg
in the machine, they must first become the cyborg at the machine,
by inserting their body into the conglomeration of input and output
technologies that both host the videogame and make it sensible and in
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a sensorial way available to the player. All contact between the player
and the videogame takes place through these cyborg bodies; just as
Jensen’s perception of and interaction with his world are mediated by
his fictional cyborg body, so are the player’s perceptions of and inter-
actions with the videogame world mediated by the real cyborg bodies
inherent to all videogame play.

To the extent that the player’s ludic self speaks when Jensen
speaks, Jensen’s words are also the player’s words. This means that
when Richard disrupts Jensen’s “augments” to interrupt his speech,
this interruption is also effectively an interruption of the player. As
claimed earlier, the player has likely read each of the dialogue op-
tions fully before making a careful choice about what Jensen should
say; thus, when Jensen abruptly stops speaking, it feels like a jolt. The
player has willed Jensen to speak; as Jensen, the ludic self speaks the
words into being. Being interrupted during this process feels like an
abrupt loss as if something has been pulled out of one’s grasp. Richard
hasn't just ripped the words from Jensen’s tongue — he has ripped
them out from under the player’s fingers. This isn’t just an interruption,
it's a show of force: a metaphorical pair of hands roughly forced over
Jensen’s mouth; a psychological gagging act performed against his will,
against the player’s will; an act of psychological violence.

But it doesn't end there. The game takes the extraordinary step of
projecting this interruption out of the videogame world and onto the
cyborg at the machine as gamepad vibration: physical forces enacted
directly upon the player’s hands. The player physically feels the words
being ripped from under their fingers (from Jensen’s tongue/from my
tongue). The sensation is a brutal one. That part of the cyborg at the
machine where the connection between human flesh and digital hard-
ware is most intimate — the place where flesh presses against and is
pressed against plastic, the place where “[w]e intermingle with video-
games”, the place where “[w]e poke them, and they, in turn, poke us
back” (Keogh, 2018, Introduction) — is shaken, roughly, with as much
strength as the hardware can muster, for a full second: an eternity
in haptic feedback time. Richard performs a psychological act upon
Adam Jensen (which is also a psychological act performed upon the
player’s ludic self); the game reflects this by performing a physical act
upon the player’s body.

We have now arrived at a reading of the gamepad vibration in this
sequence as a physical, real-world representation of a psychological
act performed in the game; moreover, the psychological act in ques-
tion is not just a simple interruption but a psychologically violent de-
nial of the will the speak. Moving forward, the following paragraphs
will demonstrate that this violence does not remain inside the video-
game but leaks out into the real world, transforming the physical rep-
resentation of Richard’s interruption of Jensen into an act of physical
violence performed against the player by the videogame itself.
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First, it is necessary to establish what (and how) haptics typically
mean in videogame play. Parisi argues that, in the context of “tele-
existence” (of which videogame play is one example), “tactile sensation
feedback and force sensation feedback [...] facilitates the feeling [...] of
acting on and being acted upon by the distant or computer-generated
space” (Parisi, 2016, p. 86). Parisi’s phrasing here suggests that the role
of haptics is to provide a mimetic translation of the sense of touch from
one space to another. Typical haptic feedback in a videogame does in-
deed follow this pattern, transforming simulated physical forces acting
on the playable figure in the videogame world into vibrations that the
player can feel in their hands.

However, as Parisi points out, “rather than passing touch data
directly into the brain, [haptic feedback technologies] depend on
a messy and often imperfect set of electromechanical mechanisms [...].
The haptic image they transmit is blurry and filled with gaps” (Parisi,
2016,p. 92-93). We must, therefore “treat[] the relationship between
touch and mediation” as something "that exists embedded within ra-
ther than apart from culture” (Parisi, 2016, p. 93): haptics do not mi-
metically translate physical sensation between spaces; rather, the
physical sensations that haptics invoke are interpreted by the player in
culturally-informed ways.

Writing about the WASD keyboard input pattern that is commonly
adopted by first-person videogames and their players, Martin argues
that “there is [...] a fairly standard generic template that I remember
and apply without conscious effort as I move between games” (Mar-
tin, 2018, p. 13). Martin draws on Ngrgard’s conceptualisation of the
“player-avatar identity” as “a relation that is stored and recalled as body
memory” (Ngrgard, 2011, p. 8, original emphasis) to arrive at a formula-
tion of this “generic template” as a set of unconscious bodily memories,
encoding expectations of how a game will respond to the player’s in-
put, that is used by players to approach an unfamiliar videogame. The
template forms the starting point of the “carnal hermeneutic” process
(Martin, 2018, p. 2) underlying the videogame experience, wherein the
player’s body makes “non-predicative” interpretations (Martin, 2018,
p. 5) of sensations arising from videogame play. These interpretations
guide the player’s interactions with the videogame at an unconscious,
bodily level.

We can apply this insight to understand something about video-
game dressage. A part of the dressage process involves adapting the
player’s generic template to the needs of a specific videogame title:
a breaking-in of the player’s body through which the videogame forces
its player to forge new body memories, constructing within them the
particular type of “carnal hermeneutics” that the videogame demands
successful play.
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Just Who Is Under Attack, Exactly?

Our haptic feedback moment in Deus Ex: Mankind Divided presents
something of an outlier for the carnal hermeneutic process outlined
above. Vibration events such as the one currently under analysis do not
typically occur within conversation sequences, and thus they are un-
likely to find a place in Martin’s “generic template”. If the player has any
prior experience with vibration events during conversation sequences,
I suggest that these most likely come from moments when a player
triggered a conversation sequence at an inopportune moment in a vi-
deogame in which the virtual world does not “pause” during dialogue.
In such cases, the vibration would mean “youre being attacked; you
need to exit the conversation quickly and fight or run away.” It is, of
course, highly possible, and perhaps even likely, that the player has no
prior experience against which to form a template understanding of
what vibration during a conversation sequence might mean.

According to Martin, the bodily memories involved in the process
of carnal hermeneutics “can also become available for conscious ref-
lection, especially [...] in times of ‘crisis’ when the re-enactment of the
body memory fails to ‘understand’ the present situation” (Martin, 2018,
p. 13). Although the reception of vibration is a more passive act than
what is implied by the term “re-enactment”, our situation nevertheless
presents a good candidate for this type of “crisis” condition. It seems
reasonable to claim that the vibration within this particular conver-
sation sequence is wholly unexpected by the player, who, due to the
lack of a suitable “template”, will have nobody memory available to help
them ‘understand’ the situation.

At this point, three things are likely to happen. First, because it
is so wholly unexpected, the player becomes suddenly conscious of
the vibration their hands are being subjected to, of its duration and its
level of intensity. The experience has no counterpart in body memory,
so the carnal hermeneutic process fails to come up with an interpre-
tation; the player is pushed into Martin’s "crisis” mode, wherein their
bodily memories become available for conscious reflection against
what they are currently experiencing.

Second, the player begins to grasp about for an interpretation. The
thematic environment of “mind control” and the implied (and experi-
enced) vulnerability of Jensen’s cyborg body to the mind control tech-
nology that Richard commands (represented through the drastically
reduced scope of actions available to the player while Jensen is un-
der the influence of Richard’s technology) encourage the reader down
a particular interpretive path, supported by the evidence that Richard
is attacking Jensen right now as located in the form of the “glitch” in
the audio that occurs simultaneously to the vibration. The player thus
makes an interpretive connection from the physical vibration under
their fingers to the physical /electrical /psychological act that Richard
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has performed on Jensen via his augments: the player feels in their
hands the brutality of Richard’s psychological attack on Jensen.

Third, under the weight of a sudden conscious awareness of all of
the connections forged and maintained amongst the soup of cyborg
bodies at play — an awareness that emerges out of the player’s strug-
gle to understand just what is going on in this moment — the distinc-
tion between the ludic self inside the videogame and the player out-
side the videogame is destabilised and threatens to collapse. Richard
attacks Jensen, but Jensen is the playable figure, the site of the ludic
subject-position occupied by the player; therefore, Richard attacks the
player. But, looking beyond this moment of gameplay, the player is also
involved in a long term relationship with the videogame itself — a rela-
tionship negotiated and maintained through the overlapping logics of
dressage and carnal hermeneutics.

It is through this relationship that something rather more sinister
occurs. Exploiting the player’s confusion and the precarious command
(or lack thereof) that they hold over the situation (both in ludic and in
hermeneutic terms), the videogame itself performs an act of physical
violence upon the player. Not only does the player’s ludic self come un-
der attack by way of the physical/electrical /psychological attack that
Richard performs on Jensen, but also, the player’s physical self comes
under attack, as the threatened collapse of the distinction between ludic
self and extra-ludic self creates a confusion of representation, wherein
representations of acts become actual acts, and physically-represented
psychological violence becomes actual physical violence.

On some level, the video game has broken the rules. The player’s
willingness to play — their willingness to put themselves through the
process of dressage necessary to access the game in the first place —
involves the establishment of an element of trust between the player
and the game. Part of this trust is an understanding that what happens
inside the videogame stays inside the videogame: if the playable figure
is wounded or killed, the player’s real body remains safe from harm.
When Vella writes that “the player inhabits both an internal perspective
within the gameworld [...], and an external perspective on the game as
a textual artefact” (Vella, 2015, p. 143, emphasis added) this safety buffer
can be located in the implied air-gap between the two perspectives. It
is not clear under which conditions these perspectives might meet if
they can meet at all; indeed, the terms “internal” and “external” suggest
a binary oppositional structure in which the two cannot meet.

In any case, despite this implied air gap, the player must somehow
enact a psychological transferral of their sense of self into the game
world to occupy the ludic subject position — and with this comes no
guarantee of safety. Drawing on Ash’s “refram[ing] [of] technical ex-
pertise in terms of vulnerability,” Taylor and Chess locate a situation
in multiplayer videogame play where “players’ bodies are vulnerable to
external stimulation both from the semiotic and technical apparatus of
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play” (Taylor & Chess, 2018, p. 271, original emphasis). Their argument
is mainly concerned with the sexual politics of the online play, but if
we place this aspect to one side, we can recognise a similar dynamic
of vulnerability present during the gameplay sequence currently under
examination, here contained entirely within a single-player experience.

Through the dressage process, and as a part of the cyborgian
nature of videogame play, the player offers up their body with all its
vulnerabilities as a site to be visually, aurally, physically, and psycho-
logically stimulated by the “semiotic and technical apparatus” of vide-
ogame play. The trust encoded in this offer is breached when Deus Ex:
Mankind Divided commits its violent act: an act that is at once psy-
chological and physical, at once enacted upon the playable figure and
upon the player.

Implications

This essay has argued that, through an extraordinary usage of haptic
feedback, a particular sequence in Deus Ex: Mankind Divided enacts
physical violence against the player. This section will consider a few
implications of this reading.

A theme of technological anxiety can be drawn from the narrative
material in this sequence. Adam Jensen as a cyborg being represented,
on the one hand, the epitome of masculine power fused with techno-
logical mastery, and on the other hand, a site of anxiety around the
question “what is human?” that is inevitably tied up with cyborg and
transhumanist discourse, where, as Parisi notes, “[t]he narrative posi-
tioning of technology as a humanistic agent” is often “situated in op-
position to a more pernicious desire to use technology to augment the
body’s natural capacities” (Parisi, 2016, p. 83). It is this “pernicious” take
that Deus Ex: Mankind Divided foregrounds; in particular, the game
here raises the spectre that the same technology we might want to
use for the betterment of humankind could also leave us open to new
and awful kinds of vulnerabilities, perhaps even ones that we cannot
imagine.

In this specific case, the vulnerability that emerges centres around
a piece of rogue technology in the hands of a bad actor who appears
in the form of a personality cult leader. It should be noted that the
narrative makes no serious effort to explore the idea of what a “cult”
is: at best, this is a representation of the popular fiction of what a per-
sonality cult looks like, rather than an accurate or thoughtful portrayal
of how such a thing as a “personality cult” might function in the real
world. Nevertheless, an explicit reference to personality cults made
in the paratext (the associated “subquest” to be found in the in-game
menu system is called “Cult of Personality”) should encourage us to
make some conclusions in this direction.
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Given that personality cults already exist in our world without
the need for any fancy cyborg technology, what role is the piece of
rogue technology that Richard commands performing here? Perhaps
the game wants to suggest that anxiety around new, unfathomable
vulnerabilities is misplaced; actually, what we would see with the in-
vention of “mind control” technology such as this is a straightforward
repetition of the same old systems of social relations that already exist
in our world. People will always be people, regardless of the technolo-
gy they have in their grasp.

Or, perhaps, for the player, something strikes a little closer to home.
To engage with Deus Ex: Mankind Divided and reach the place where
this scene unfolds, the player has had to offer themselves up to the
whims of a technological system, submitting to a process of dressage
on the way to the state of cyborg personhood that is a prerequisite
for all videogame play. This process bears certain similarities with the
imagined processes that Jensen or indeed any bearer of “augments”
must have had to submit themselves to get their “augments” implan-
ted in the first place. It also bears certain similarities with the process
of submission that Jensen is forced to go through to enter the room
where he meets and interacts with Richard, where his “augments” (and
the senses that pass through those “augments”) are hobbled and ma-
nipulated by technology he does not control, leaving him vulnerable to
the whims of the commander of that technology.

For the videogame player, as long as they continue to play, their
senses are similarly manipulated by technology that they do not (di-
rectly) control, vulnerable to the whims of a software system that may
not have their interests at the fore. Videogames are already a cyborg
technology, and to a lesser or greater extent they do already take away
the player’s autonomy; a player whose fear of “mind control” via rogue
cyborg technology is stoked by this sequence may perhaps want to
bring their anxiety to bear on the very same process of videogame play
that enables their experience of this fear in the first place.

Maybe we can combine these two perspectives, and claim that en-
gaging with a videogame has something cult-like to it. What simila-
rities can we find between becoming a member of a personality cult,
and thereby devoting hundreds or thousands of hours of your life to
completing tasks that from the outside might appear utterly arbitrary,
assigned to you by an inscrutable power, appearing to bring no mate-
rial benefit to you or your existence — and playing a videogame?

Conclusions and further research
The present article demonstrates that Keogh's notion of videogame

dressage and his insistence on understanding videogame play as
“a particular, messy, fleshy engagement with an audiovisual-haptic

TOPOS Ne1, 2022 | 159



form” (Keogh, 2018, ch. 4) is a fruitful method for uncovering novel
meanings and meaning-making processes that arise during videogame
play. This is exciting, heady stuff; it opens new avenues for understan-
ding videogame experiences with fresh eyes (and ears, and flesh). The
fusion of Keogh's approach with Rikke Toft Ngrgard’s understanding of
videogame play as a bodily process and the carnal hermeneutics that
Paul Martin draws from this appears to be especially productive.

However, what's also clear is that there is plenty more work to be
done in this direction. Close analyses of the specific ways that haptic
feedback manifests itself during videogame play remain thin on the
ground, especially research exploring the ways haptic feedback ex-
presses non-physical events. There are potentially fascinating insights
to be drawn by applying this methodology to any one of several recent
videogames that use haptic feedback in a non-mimetic fashion. In Mad
Max (Avalanche Studios 2015), when the player brings Max’s binoculars
over an enemy encampment, the gamepad gives a brief jolt, as if to
signify Max’s sudden burst of shock or recognition. In Heaven’s Vault
(Inkle, 2019), uncovering new fragments of texts yields long, sustained
controller vibration, perhaps reflecting a sense of the sublime as new
understandings of the ancient past reveal themselves to the player. In
the Dishonoured series (Arkane Studios 2012/2016), the playable figure
carries a heart which beats in sympathy with arcane objects in the
player’s environment. Drawing out the heart allows its steady pulses to
connect the playable figure to the Void that exists beyond and beneath
the represented worlds of Dunwall and Karnaca; these pulses are in
turn reflected in pulses of gamepad vibration, forging a connection
from the player directly to the Void, bypassing the game itself — as if
the Void is a real thing that was always there, just under the player’s
fingers, irrespective of the existence of the represented world in which
Dishonoured plays.

It is also worth returning to the discussion of the intersection of
dressage and accessibility briefly addressed in section 2. This con-
cern raises several questions related to the universality of videogame
dressage, as well as its scope during videogame play. First, to what
extent can the pain and violence implied by dressage be minimised
or bypassed without affecting a particular videogame’s processes of
generating meaning? In other words, if dressage is connected to diffi-
culty, and dressage is connected to meaning, can we understand and
accept that different “difficulty settings” just will give rise to different
meanings due to the differences between the dressage processes that
the player must undergo for each difficulty setting? Does an “easier”
difficulty correspond to an “easier” process of dressage?

Second, to what extent does the process of dressage remain active
while the game continues to be played? Do players go through a short
stretch of dressage at the start as they learn to play, after which the
game backs off and leaves their broken-in body at peace? Or does the
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process take longer than this? Is videogame play something that is al-
ways underscored by an ongoing process of corporeal breakage?

As a final consideration, to what extent might we find instances of
violent acts performed by a text upon its readers, outside of the medi-
um of videogames? The thoughts of Virginia Woolf and Elizabeth Bo-
wen on their processes of writing, as highlighted by Elizabeth Inglesby,
may offer clues to answering this question. Inglesby cites Bowen’s lec-
ture notes for a class on fiction writing, where Bowen shares a writing
technique with her students via a “vaguely unsettling metaphorf...]J:
‘pinpricks dealt to the reader>s imagination.” (Inglesby, 2007, p. 311).
Woolf seems to speak about something similar when she exhorts the
reader to attend to the physical aspects of perception: “let us record
the atoms as they fall upon the mind]...], let us trace the pattern [..]]
which each sight or incident scores upon the consciousness” (Wolf,
1984, p. 150, quoted in Inglesby, 2007). For Inglesby, “[b]oth authors im-
ply that acts of perception involve acts of violence...]. They are aiming
[..] to leave not mere impressions but scars (or at least score marks) on
the mind” (Inglesby, 2007, p. 311). It seems that in fiction writing at least,
we can certainly find processes of perception that involve violent acts,
both as representations and as the products of creative techniques.

This essay has argued that Deus Ex: Mankind Divided commits an
act of physical violence against its player. The violence takes place du-
ring a conversation sequence, in which the playable figure is subjected
to psychological violence via his cyborg body; this psychological act
is represented as an aggressive gamepad vibration through which the
violent act inside the game can leak out. Reading this situation with
“an appreciation for the complexities and tensions and irreducibilities
of the circuit of videogame play across worlds and bodies where the
player and the videogame intermediate each other in reflexive loops”
(Keogh, 2018, ch. 1), with an appreciation for the bodily memories in
play (Ngrgard, 2011, p. 8) and the carnal hermeneutic processes that
these memories enable (Martin, 2018, p. 2), we find that, in the jumble
of cyborg bodies, this vibration event has been transformed into a vio-
lent act. Vibration-as-representation becomes vibration-as-violence,
as the videogame mounts an attack upon its player: an attack which
strikes the player precisely at their most vulnerable point of connec-
tion within the cyborg circuit of videogame play.
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Abstract: This article explains how specific aesthetic decisions work in the
game The Dream Machine. I analyze it through the lens of Russian For-
malism: particular techniques of making a video game are judged through
Shklovsky’s Art as a Technique, and the problem of the game genre is pre-
sented through Tynianov’s The Literary Fact. Theoretically, I aspire to re-
claim the original context for these ideas, which is surprisingly relevant
to contemporary horror media. Digital games as an artistic form re-intro-
duce the effect of estrangement into the ongoing experiments with their
medium; in The Dream Machine, this effect is created by replacing a digital
simulacrum of computer generated imagery with high resolution scans of
real life objects, made of modeling clay, cardboard and found objects. I la-
bel this technique “scary matter”, and it can be found both in games, ani-
mation films and pop music videos, such as Peter Gabriel's Sledgehammer.
The medium of a digital game suggests it is timeless and infinitely replay-
able, which intensifies the effect of estrangement in the case of always-al-
ready dead ‘scary matter’.

Keywords: estrangement, Uncanny, horror, indie games, animation, scary
matter.

Whoever concretely enjoys artworks is a philistine.
Theodor Adorno, Aesthetic Theory

Introduction. What Is The Dream Machine?

The scariest moment [ have ever experienced in a virtual world so far
happened in an indie point-and-click game. [ was locked in a crumbling
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room filled with the most traumatic memories of a nice old lady who
used to live next door. There was no exit, only cosmic emptiness be-
hind the door, and the floor was cracked open to reveal nothingness.
When I accidentally stepped into the void, everything fell apart: the
game froze in a fatal error. For a while, I could not understand whether
it was a glitch or an intentionally designed element of the story, but my
own perception of the world was already in smithereens. It took se-
veral hours with a generally “non-immersive” adventure game to scare
me for real, but it felt like a far too real, unmediated experience. In the
end, it appeared to be just a glitch, but the game had already made me
unlearn the difference between the “normal” and the “weird”. This is
one of the ways in which estrangement works.

The Dream Machine is not a typical horror game in terms of the
established genre. However, its unconventional visual means allow it to
produce a satisfyingly frightening effect on the player. This point-and-
click adventure game is developed by two Swedish animators Anders
Gustafsson and Erik Zaring and consists of six chapters published from
2010 to 2017. Such a long production time is due to the technique of
stop motion clay animation that was used to create the game world.
Six chapters create a coherent narrative, tied together by the main
characters, the place — the mysterious old house where the family had
recently moved — and the shared story. The spooky house starts re-
vealing its unsettling secrets as soon as the family moves in, so the
main character sets out to save his wife and their unborn child from
the evil Dream Machine. To accomplish this, he enters dreams of his
neighbors, who are also victims to the machine, and solves dreadful
puzzles in their unconsciousness.

Visually, the game experience is exceptionally trippy even by
standards of fantastic worlds. Creators of The Dream Machine mention
transgressive psychedelic experiences of John C. Lilly among sources
of their inspiration (Klepek, 2017). Accessing one’s subconsciousness in
dreams, as it happens in therapy, has been intentionally used as a plot
device, and the game is self-reflective about it. The supposed villain
Mr. Morton, the creator of the Dream Machine, explicitly cites Freud,
and the player character finds Freud’s books when rummaging through
Mr. Morton’s office. The setting and the plot are reminiscent of Rose-
mary’s Baby (1968), although developers acknowledged that they were
even more inspired by another film by Roman Polansky, The Tennant
(1976) (Khaw, 2011).

However unique, The Dream Machine is not completely without
precedent in the history of video games. In their interviews, its de-
velopers also mention an early Danish noir adventure game Blackout
(1997) that used animated puppets and stop-motion to tell a story of
madness and horror that could be replayed in different ways. In that
case, production demanded a miniature model of a city with 30 lo-
cations and 60 different characters. The game was accompanied by
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a novel by Michael Valeur, also the author of the script, and was praised
for its storytelling techniques and artistic merit; it remained a me-
mory and an influence for many game developers in Nordic countries
(Walther, 2017).

Clay As A Technique

Clay animation remains an unusual aesthetic choice in video gaming.
However, it has been used in many artistic animation films. We may
find iconic examples in the acknowledged masterpieces of Soviet ani-
mation The Clay Crow (1981) and Last Year’s Snow Was Falling (1983) by
Aleksandr Tatarskiy. In the Western world, some influential examples
can be found in the music video for the song Sledgehammer (1986) by
Peter Gabriel, animated by revered masters Nick Park and Brothers
Quay, and Another Kind of Love (1988), produced by the cult surrealist
director and animator Jan Svankmajer. These, and other, early experi-
mental MTV music videos have formed a tradition that inspired many
experimental filmmakers and, later, game developers, who would also
learn from children’s films such as the production of Aardman Anima-
tions, where the aforementioned Nick Park worked.

To start from the most obvious reference, The Dream Machine has
been routinely compared to a widely successful adventure game The
Neverhood (1996). Another, less known but also critically acclaimed
example is a mobile game Clay Jam! (Fat Pebble, 2012), addressed to
a children’s audience but enjoyed by all ages. Clay Jam! was an enti-
cing experimentation with affordances of a touch screen that aimed to
simulate plasticity of clay. The player would need to create a path for
a ball of clay to avoid bigger monsters and incorporate smaller mon-
sters. This unique challenge can be compared to the classical Japanese
game Katamari Damacy (Namco, 2004) that featured a giant adhesive
ball, or, in more recent times, Giant Boulder of Death (2013), another
innovative mobile game published by none other than the animation
studio Adult Swim. This visual celebration of claymotion deserved
more attention than it got: a complex multi-colored world inhabited
by one-of-a-kind magical creatures, all made of clay and whimsically
animated. Unfortunately, the game did not succeed commercially and
was discontinued.

Such experimental animation techniques have mostly been the
domain of smaller, independently produced games. Mainstream vid-
eo games, aimed at commercial success, most often pursue hyperrea-
lism: they rely on the promise of “immersion” of a player in a digital
world that is expected to look like a better version of reality. As Julian
Stallabras writes, ,,...In trying to provide a palpable and unified reality
in which the player operates, by linking response, vision and sound,
the computer game aspires to a phantasmagoric experience of total
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immersion” (Stallabrass, 1996, p. 85). Starting from earliest examples,
such as Myst (1993) and Doom (1993), video games offer “transparent
immediacy” (Bolter & Grusin, 2000) of interaction to their players. It is
expected that, in the utopian future, the game interface will become
obsolete as a player’s identity will be seamlessly transported into
a virtual fantasy world; at the present stage, this ambition is realized
through a first person point of view in the game.

Both Neverhood and Clay Jam! canbe seen as ‘modernist’in the same
way as modernists paintings as interpreted by Greenberg: “Manet’s
paintings became the first Modernist ones by virtue of the frankness
with which they declared the surfaces on which they were painted”
(Greenberg, 2018). Instead of digital ‘realism’, such games as Neverhood
achieve a different and often uncanny effect of surrealism by inviting
us to a deliberately made-up world. While computer-generated im-
agery aims to create ‘believable’ 3D simulation (“sculptural”, as the art
critic Clement Greenberg would say), games that use photography and
stop-motion are self-conscious about the matter of their assets. Such
games accentuate material qualities of their primary ,matter’ — or, to
be precise, its digital representation. This ‘matter’ becomes the ‘scary
matter’ of indie horror games. Even if it feels somehow more ‘real’ than
photorealistic models, this materiality is always a simulation: the game
is played on a screen and not e.g. inside the actual doll house. Strip-
ping down the disguise of the digital would require a disruptive event
or a glitch like the one I have described in the introduction, — in fact,
such ‘glitch-alikes’ are used for the sake of estrangement in many other
games (Gualeni, 2019).

However, such close encounters with ‘scary matter’ do not neces-
sarily lead to transgression and horror. Although Neverhood and Clay
Jam! disrupt the medium of a video game, their message is as far from
existential horror of The Dream Machine as possible. Most likely, cre-
ators of these games wanted to mimic child play with clay in a digital
form, and the mood of these games is simply childish happiness. We
could call it “cheerful art”, in Theodor Adorno’s words (Adorno, 1997),
but without his trademark contempt. Paradoxically, the medium of
clay animation can be used to express both horrifying and most joyful
experiences.

The last example of the game that is very similar to The Dream Ma-
chine is the independent educational game titled Ever Yours, Vincent,
announced in 2014 by the developer Federica Orlati. This project ne-
ver received funding, but it was analyzed by Christopher Totten as an
example of breaking from the desired hyperrealism of major commer-
cial video games (Totten, 2016) by accentuating “how the game itself is
built” (Totten, 2017, p. 60). Judging by the demo reel, the game would
follow the same aesthetic style and point-and-click mechanics as The
Dream Machine. Even one of the game tasks — arranging pictures on
the wall — would look the same as in The Dream Machine. Besides, Ever
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Yours, Vincent used real letters of Vincent van Gogh to his brother as
storytelling devices. Its mood, however, would be total madness and
not childish play: the game was planned as exploration of the troubled
psyche of Van Gogh.

The Strangest Death
In The History Of Literature

Let us look closely at the most sickening episode in Chapter 3 of The
Dream Machine. We see corpses of the main character’s clones, rough-
ly cast in clay, rotting under the deck of a cruise liner that his wife is
seeing in her dream. Some of them are not dead yet, and tentacles of
the monstrous Dream Machine are sucking life from them. One of the
clones asks the player to kill him to end his suffering. The main quest
of the hero, however, is killing the Machine. Sparing a dying man who
is actually the protagonist himself is only a means to that.

Why are we seeing this? What is the purpose of torturing little clay
men (and probably us) with this particular form of visual violence? The
answer will come from the horse’s mouth, and it will be the most fa-
mous dead horse in the classical Russian literature: Leo Tolstoy‘s Khol-
stomer (Strider in English translations), analyzed by Victor Shklovski
in his manifesto “Art as a Technique” (IlIknoBckuii, 2016). Shklovski ex-
plains his concept of estrangement with a similarly disturbing scene:
he follows Tolstoy, as the latter describes sickness and death of an old
gelding in a very detailed and detached manner. The author ends his
story with a naturalistic description of what is happening to the body
of the horse after death.

“The herd returned down hill in the evening, and those on the left saw
down below something red, round which dogs were busy and above
which hawks and crows were flying. One of the dogs, pressing its paws
against the carcass and swinging his head, with a crackling sound tore
off what it had seized hold of” (Tolstoy, 2003)

According to Shklovsky, things are made strange by de-automati-
zation of a reader’s/viewer’s/player’s perception (IlIknosckuii, 2016).
In Shklovsky’s interpretation, this dreadful scene is not intended to
scare the reader, but to forcefully move him from the conventional
point of view to the viewpoint of a dead horse. Shklovsky supports
this statement with another observation about the same work: death
of the horse’s previous master, Serpukhovsky, is described by Tolstoy
from the same perspective. To deem the life of this human being com-
pletely worthless, compared to his horse, Tolstoy repeats intensify-
ingly hideous descriptions such as ,his rotten plump body* and ,the
rotten body infested with worms*“ (Tolstoy, 2003): unlike Kholstomer,
Serpukhovsky did no good to anyone before or after his demise.
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These are the examples that Shklovsky draws from Tolstoy to show
how estrangement works, how things are made strange. However, we
should be careful with generalizations of Shklovsky’s theories: his
examples are singular and specific to particular literary works. An un-
rivaled writer, Leo Tolstoy used a non-human perspective for various
effects, and not always for pure estrangement. To start from, Khol-
stomer as a whole is a story told by horses, to other horses, also remi-
niscent of animal fables. Yet another much cited example of Tolstoy is
the famous oak from War and Peace: as we are following the journey of
the main characters, an old tree at the roadside steps out to share its
views on life, youth and spring with them: ,an aged, angry, and scorn-
ful monster among the smiling birches” (Tolstoy, 2012, p. 472). Still, the
old oak does not scare us, although it is described as a very ugly, even
monstrous, tree: instead, Prince Andrey sees it as an allegory of age,
sad rather than horrifying.

Form Versus Construction

To distinguish meaningful estrangement and defamiliarization from
seemingly similar, but un-strange and routinely automated techniques
at any writers’ disposal, Yuri Tynianov proposed to differentiate bet-
ween expressive, poetic effects of the form and the constructive prin-
ciple that makes text into a literary fact (Tynianov & Khitrova, 2019).
Here I will illustrate this idea with another fragment from Tolstoy
that Shklovsky leaves out, and compare it to a similar scene from The
Dream Machine.

“A week later only a large skull and two shoulder-blades lay behind the
barn; the rest had all been taken away. In summer a peasant, collecting
bones, carried away these shoulder-blades and skull and put them to
use” (Tolstoy, 2003) .

In this paragraph, Tolstoy tells a story in a way that is very similar
to a player’ encounters with various in-game objects in a puzzle game
scene. The spirit of estrangement still lingers, although to a much les-
ser degree — studying large bones in a pile of garbage would still make
an unsettling experience out of, say, archeological context, — but this
description is not gruesome, or aesthetically significant in the context
of estrangement. The author does not try to use particularly expres-
sive language, and, as a result, this scene is not as intense, even quite
peaceful, in comparison to previous scenes of death and decay.

From the viewpoint of meaningful estrangement, in this scene,
mentions of the skull and the shoulder blades are used constructively,
not expressively. Tolstoy simply tells their story, and we wonder what
use the peasant will make of them in the future without focusing too
much on their morbid symbolism. Tynianov wrote: “The uniqueness
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of a work of literature lies in its application of the constructive fac-
tor to the material, its ,formatting” (essentially ,deformation“) of the
material” (Tynianov & Khitrova, 2019). To him, a plot is a constructive
element in prose, not expressive, as long as contemporary prosaic
genres presuppose a plot. In the context of the whole story of Strider
(Kholstomer), these pitiful remains of the horse are seen as scary by
other horses, who are capable of fearing death, but the same dry bones
are still useful to people, and not even scary in this context, when ap-
proached by a resourceful peasant. By using these objects, the solves
his practical tasks, and the author hints at the fable-like moral of the
story once again: the horse has lived a terrible but noble life, doing only
good even after his death. Meanwhile, the essence of his owner's life
was ownership - including owning what was not meant to be owned,
such as beautiful things made by others, living horses and even human
peasants.

In comparison, the game The Dream Machine also includes using
hideous objects such as human bones to solve puzzles, not scare the
player. These puzzles are a routine part of the game rules: in this con-
text, players cannot emotionally afford being perpetually frightened
or repulsed by this scary matter of death. Expressive estrangement is
based on surprise, and it eventually wears out as we get used to death
in the game world. We start using objects in the game inventory in
a constructive manner, and their expressive potential gradually dimi-
nishes. After a while we stop feeling uneasy about living in an ugly clay
world, turn the blind eye to fake clay gore, and do our point-and-click
routine until the finale of the game, in which transgression may go too
far even for a somehow desensitized gamer.

Immediacy, Photorealism And Remediation

Now it is the time to compare clay modeling and digital modeling in
video games. As we have already discussed above, mainstream video
games aim at “photorealism” of their computer imagery, where “di-
gital photorealism defines reality as perfected photography” (Bolter &
Grusin, 2000). The logical way to achieve this effect would be to use
digital photography and then enhance its realism in postproduction.
Scanning real-life objects, people and even architecture landmarks
has been a routine process in production of many video games, — the
horror game The Vanishing of Ethan Carter (2014) can serve as a prime
example of this approach (Statham, 2020). Unlike clay animation and
other ‘hypermaterial’ techniques, this process, called photogramme-
try, is usually aimed at ludic realism, not at transgression of this me-
dium’s boundaries.

Such hyperrealism of video games results in the visual ve-
neer of ,chrome', as Julian Stallabras described it (Stallabrass, 1996,
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p- 87), — simulation of a simulation. Shiny surface of 3D models ‘sells’
in-game spaceships in the same way as buyers are hypnotized by ex-
pensive cars. Paradoxically, the use of actual, deliberately imperfect,
photography in place of “photorealistic” renderings destroys the magic
of simulation: the game world is expected to be impeccable, even bet-
ter than the real, and eventually, perceived as timeless and immortal.

Developers of The Dream Machine intentionally cultivated signs
of ‘scary matter’ such as fingerprints on clay to set themselves aside
from the “chrome” of big commercial game titles (Khaw, 2011). They
still used the Maya software for animation (Mulrooney, 2012), but they
wanted their characters to look and feel as material as possible: ,we
try to retain the handcrafted feel even though they're digital“ (Mul-
rooney, 2012). As aresult, instead of hyperrealism, we should talk about
surrealism, to which The Dream Machine proudly succeeds. In place
of “chrome”, we see raw, organic and unruly materiality, intentional-
ly roughened up “to make a stone more stony”, as Shklovsky would
say, or, in our case, to make clay more clay-ish. It is important to note
that impeccable clay worlds are not impossible: in large scale produc-
tion, clay animation allows for perfect geometry and smooth polish, as
in Nick Park’s family animation films, but in The Dream Machine, and
especially in its scariest scenes, the artist’s fingerprints are literally
everywhere, and it is meant to look like this.

This allows us to assign such surrealist horror games to a particu-
lar stage of development of the video game medium — which is, a sort
of ‘videoludic modernism’. As we already noted, allowing the matter to
‘speak for itself” has been a recurrent artistic means in European mo-
dernism at large. As Aage Hansen-Love has demonstrated in his land-
mark study “Russian Formalism” (2001), the concept of estrangement
by Shklovski has its roots in Italian futurism. Deautomatization of per-
ception as a way to arrange an intimate, less mediated encounter with
raw matter, including the ‘matter’ of language, is borrowed from Mari-
netti and further developed to encompass all forms of art (Xansen-
JIése, 2017, p. 61). It was widely applied by surrealism, up to the famed
Czech animator and horror filmmaker Jan Svankmajer, whose influ-
ence also can be found in The Dream Machine.

But does this technique allow us to finally encounter “the real
Real”? Through the Bolter and Grusin’s lens of remediation (Bolter &
Grusin, 2000), such immediacy is, in fact, the product of an additional
order of mediation. Simulated intimacy of contact with earthly matter
is the result of meticulous and time-consuming production: building
and lighting up environments, the process of photography itself, with
its own technicalities such as depth of field, arranging single shots on
the timeline in case of stop motion, rendering and processing of video
clips and many smaller steps in between. In the end, developers as-
semble scenes into the game based on its storyboard and /or a written
script, program the rules for interaction, test the result for bugs and
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perform all other typical procedures of game production regardless of
the medium. The original material matter remains only as a very thin
illusion, which needs to be intentionally ‘damaged’, such as, by leaving
clumsy fingerprints on it, to make it feel real again.

More generally, it remains in question whether totally unmedi-
ated experience is possible, or even endurable by a sane human be-
ing. Speaking of video games, it simply cannot be achieved, because
the game is already an electronic medium. In the case of artistically
meaningful games, their main goal may be to refresh perception of
the world, by actively engaging with it, so we can see the world as
new, surprising and unfamiliar. Making it strange and scary in the pro-
cess is just one possible outcome, which was not discussed in Russian
formalism specifically. Hansen-Loéve highlights the category of ugli-
ness and its defense in these new forms of art by Kandinsky (Xanzen-
Jlése, 2017, p. 66), but nothing fearsome or uncanny, at least, in early
Soviet modernism, which was predominantly utopian and not really
engaged with surrealism. The leaders of the artistic avant-garde of the
time were aiming at bringing more life, not death, into art, — unlike the
fears and anxieties of pre-WWII surrealists in Western Europe.

The Psychoanalytic Horror Quest

We have discussed formal features of the game so far. In this section,
I will connect this very specific formalism of The Dream Machine to its
message — the inward journey to one’s worst subconscious fears, the
journey to meet the Other in a psychoanalytical sense. And, as long as
we have mentioned Freud, we need to talk about the Uncanny. The Un-
canny exists as a psychoanalytic category, but it also has engendered
the concept of ‘the uncanny valley’ in psychology and human-com-
puter interaction. The uncanny valley, based on incomplete realism,
is irrelevant in our case: not even in our worst nightmares can these
ugly clay people be mistaken for the real ones. However, in the case
of surrealist artistic projects, the Uncanny also can be applied as an
aesthetic category that operates similarly to the work of estrangement
in arts.

Historically, Russian Formalism has many contact points with psy-
choanalysis. The term ‘estrangement’ entered the vocabulary of lo-
cal and, very soon after that, European intellectuals, just two years
before the Uncanny (1919). According to Catrin Depretto, one of the
reasons why the concept of estrangement was so welcome by French
academics is due to its similarity to Freud‘'s Uncanny (,Unheimlich’)
(enpetTo, 2017). And even more, the very process of analyzing ‘art
as a technique’ can be compared to the process of psychoanalysis, as
another Russian poet and literary scholar Andrey Belyi wrote. From
this perspective, Shklovsky’s estrangement “is a marker of a specific
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mode of the critique, rather than a stabilized term” (TopubIx, 2003, p.
73); a perspective, rather than a particular technique.

The final similarity is that the theory of estrangement and the con-
cept of the Uncanny both grow from classical literature. Originally,
Freud illustrated the work of the Uncanny with examples from ano-
ther classical literary work of horror, “The Sand-Man” by E.T.A. Hoff-
mann (Freud, 2003). In short, the Uncanny can be described as the
de-automatized ‘Homely’. The ultimate feeling of terror sets off when
close, familiar and dear things and persons are unexpectedly revealed
as strange, alien and menacing (Freud, 2003). This corresponds to the
work of subconsciousness: the things that were real but hidden in our
subconsciousness are revealed and perceived as strangely unreal, and
often horrifying. Coming back to the classical Sand-Man, — it features
the robotic maiden, Olimpia, as the exemplary case of the uncanny
resemblance between the living and the artificial. Such uncanny simi-
larity between human and nonhuman that would later become known
as ‘the uncanny valley’, but the roots of surrealist horror can go deeper
than turning familiar into strange. To make matters worse, this dread-
ful Other is in fact a part of us, and we have to face the most ‘really real’
part of us, and experience the truest horror of existence in the world
as we are.

Coming back to The Dream Machine, the game’s story illustrates
the concept of the Uncanny in its initial Freudian sense, at a very lite-
ral level of storytelling. To release the subconscious fear of becoming
a father, the main character Victor Neff has to revisit his own, and
other people’s, worst nightmares, to learn what kind of a connection
his own child has with a monster, and to cut this connection, if possib-
le. The things that were hidden are revealed, and this is the essence
of the game. To achieve this, we familiarize ourselves with mundane
objects in the house, which later resurface in nightmarish stories in
other people’s dreams. Eventually, the main source of terror in the
family appears to be the unborn child, bringing up the references to
Rosemary’s Baby. The player may start to wonder whether the child is
the real monster of the protagonist’s dreams, connected to his mother
with a ‘tentacle’. This question is resolved with the disturbing climax
and the final separation in the last chapter of the game.

Without giving too much about the disturbing ending of the game,
it is true that we can productively read The Dream Machine through
the psychoanalytic lens — moreover, it was created specifically for
this purpose. Probably, the only way to make peace with the game’s
traumatic ending for a player is to interpret it as a lesson in Freu-
dism. Moreover, what makes the game such a valuable aesthetic ob-
ject is how well formal estrangement and the Freudian Uncanny work
together, complementing each other on different levels. Notably, as
a final perfect detail, clay figurines of family members and significant
people in their lives, as well as the way the player operates them in
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a point-and-click game, are reminiscent of role-playing techniques in
therapy and family counseling.

Conclusion. What Game Researchers Can Learn
From Russian Formalism?

Even though having gained the widest appeal amongst the academic
audience, the concept of estrangement was a product of its time and
cultural environment. It should be seen as an experimental set of tools
to conceptualize specific art forms in the times of (very) late modern-
ism and not as an all-encompassing aesthetic theory (Adorno would be
a better example of the latter). In a more general sense, according to
Hansen-Love, the perspective of estrangement becomes a construc-
tive principle that grants fictional worlds (particularly those built at
the beginning of the XX century) a special status in relation to em-
pirical reality (Xansen-JIése, 2017, p. 106), following the path of artis-
tic modernism in general. It allows new modes of interplay between
form, matter and content in works of art, hands down a workable, even
if imperfect, analytic apparatus to art critics, and, last but not least,
suggests how artists can advance in their craft. As Yan Levchenko
writes on Russian formalists, “To be a writer who knows more than
other writers (knows how to write, knows the technology (my empha-
sis — A.S.) meant more than any theory to Shklovsky” (Levchenko 2014,
131-132). In the same way, this lesson in Russian Formalism may help
independent game developers create better games, as they become
more conscious about the expressive and disruptive potential of their
medium of choice.

There is one last reason for game researchers and developers to be
interested in Russian formalism. Russian formalists were interested in
‘art as a technique* from the pragmatic perspective, as they wanted to
create better literary works, and they did exactly that, in mainstream
media as well. It was their money-bringing craft to write fiction and
film scripts, and they successfully applied their theoretical tools in
their work. In his act of public repentance in the face of Soviet autho-
rities, “A Monument to the Scientific Mistake” (1930), Shklovsky dis-
owns Russian formalism in the following words: “The only thing left
from the formal method is terminology, which everyone is using now”
(quoted from JleBuenxo, 2014, p. 129), and calls for studying and apply-
ing the Marxist method to the fullest instead. Trying to wash himself
clean from the accusations of being a formalist — which was a puni-
shable offense in the Stalinist USSR in 1930s — Shklovski later pub-
lished an educational textbook “How to Write Scripts” (1931) that is still
used in education of filmmakers. Before that, he wrote and co-wrote
scripts to several dozens of Soviet films, from propaganda clips to the
first fiction film “The Prostitute” (1926) produced in Soviet Belarus.
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Such unity of theory and practice has yet to become normalized in
game research and development.

In this article, I have argued that clay animation as an artistic
choice in The Dream Machine was used to estrange the medium of
a digital game. There are several horrifying scenes in The Dream Ma-
chine that involve corpses and skeletons, similar to Tolstoy’s Khol-
stomer analyzed by Victor Shklovsky. But even before that, lifeless clay
faces of the game’s protagonists are frightening enough, at least, at
the beginning, as they play on the horrifying duality of ‘homely’ and
the Uncanny (Freud, 2003). I call this particular artistic effect that is
achieved through estrangement of the material ‘scary matter. When
the recipient comes into direct contact with the material aspect be-
hind the form, its dark matter, it creates an especially strong and deep
impression on them.

Turning clay into pixels is a deceptive trick in virtual worlds. The
more effort artists put into achieving “authenticity”, the more it de-
pends on hypermediacy, a combination of many media and their re-
productions in each other. Clay becomes quasi-realistic ‘scary matter’,
firstly materially and then digitally, through many stages of remedia-
tion (Bolter & Grusin, 2000). In the interpretation of Stallabras, digital
‘chrome’ of spaceships and other ludic objects is sold to players as ob-
jects of their desire (Stallabrass, 1996). In The Dream Machine, we do
not see objects of desire, we see the desire itself, and the ugly forms it
may take. In this case, the aesthetics of the game are not just “a tool to
enhance the impression”, as in Shklovsky, but to play with it an adult
Freudian game about liberation from one’s worst fears.

In the end, this artistic choice can also be analyzed as a political
choice. The Dream Machine counterposes uncanny “analog” materi-
al forms to purely “digital” representations, personalized handmade
cadavers to eternal (or eternally repeating) digital simulations of cap-
italism. The game is not just scary — it is emotionally demanding. We
are facing uncomfortable questions about death, family and intimacy
(both on the narrative and on the procedural level), while the form of
the game challenges our conceptions of the digital medium. The quest
for answers appears to be more intense (although less pleasant) than
we usually expect from products of the cultural industry in general
and video games in particular.
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B IPOCTPAHCTBEHHYIO ITPOBJIEMATUKY
KOMIIBIOTEPHBIX UTP:
CJIVUAM UTP-XOPPOPOB

Il'miiom banmenbe

[lepeBon AnTOHa bopoBUKOBa

[TepeBog, BeinoTHEH no ny6saukanuu: Baychelier, G. (2018) Apports de l'ico-
nographie sidérale aux problématiques spatiales vidéoludiques: Le cas des
jeux vidéo horrifiques. ReS Futurae. Revue détudes sur la science-fiction,
12. https://doi.org /10.4000/resf.1766

Annomauyus: HayuyHas ¢aHTacTuka M IIPOCTPAHCTBEHHOE BOOOpakeHue
MIPUBHOCST B BUJEOUTPHl BCE pa3pacTaloMmMiICsl HAPPAaTUBHbBIN M UKOHO-
rpaduyecknil aHTypax (ceTTtuHr). [loMumMo 60raTCcTBa HOBBIX BCEJIEH-
HBIX, KOTOpbIE TIO3BOJISIET CO3[laTh DTOT IIPOCTPAHCTBEHHBIN MOCTYJIAT,
HaM IMPEACTABISETCS, YTO PENpe3eHTalMsI 3Be3[JHOM IYCTOThl K TOMY XKe
MI0O-HOBOMY CTaBUT BOIPOC 06 OTHOUIEHMY I'eliMepOB U reliMepOK K IIpo-
CTPaHCTBEHHOMY XapaKTepy 00pa3oB Ha MX NMyTH. [lycTOTa KOCMUYECKUX
IIPOCTPAHCTB IIpe[JaraeT MPOCTPAHCTBO, NPUHLUINAIBHO OCHOBBIBA-
Ioleecs: Ha OTCYTCTBUM OPHUEHTHPOB, YTO IPOTHBOIOCTABISETCS Xa-
PaKTEPHOM [1J1s1 KOMIIBIOTEPHBIX UT'P HEOOXOAMMOCTH OPUEHTHUPOBATHCS
B IIPOCTPAHCTBE. DTO IIPOCTPAHCTBO — IycTOTa par excellence — sBis-
€TCsI KaK MEeCTOM YTpaThl, TaK U nosiem s uccaenosanus (No Man's Sky,
2016). [pucymasi 3B€3qHON IyCTOTE CIIOCOGHOCTH NMPOSIBJSTh BPaXKAe6-
HOCTb ITPEBPAIIAET €€ B Ba’)KHOE CPE/ICTBO IPUBEIEHUS B AEHCTBUE rei-
Mepckux addexToB B BUneourpax-xoppopax. Haumnas c Dead Space
(2008) n 3akanumBas urpou «Uyxoit: Mzonsuus» (Alien: Isolation, 2014),
CTpax IIyCTOThI BCTPAaMBAETCs B AMAJIEKTUKY, IIPOTUBOIIOJIATAIOMIYIO 110~
Tpy>XeHHe B OECKOHEYHOCTh IPOCTPAHCTBEHHON YEPHOTHI U 3aTOYEHHE
B 3aMKHYTBHIX IIPOCTPAHCTBax. TaKuM 06pa3om, 3Ta 06pa3HOCTb YCUJIU-
BaeT UrPOBblE MEXAHMKHU, CBONCTBEHHBIE )XaHPY survival horror, B koTo-
POM B3aMMOJENCTBUE C OTOOPa’kaeMbIM MTPOCTPAHCTBOM IIpEBpaIaeTCsl
B UTPOBOE UCIIBITAHUE, YbU YCIJIOBUS BAPbUPYIOTCS OT F'OJIOBOKPYKUTEJIb-
HOTO OCBOOOXJEHMS 10 KjaaycTpopuinyecKkoro cxarus. lcrnosmabzoa-
HU€ CeTTHHIa Hay4YHO! (PaHTACTUKU I103BOJISIET PACUIMPUTD YCIIOBUS pe-
MIpe3eHTallu KOCMUYECKOT0 MPOCTPAHCTBA, TaK K€ KaK U COIEep>KaHNue
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COOTBETCTBYIOUIETO UM YYBCTBEHHOTO OIBITA. DTOT TEKCT UCCIEAYET IPU-
YMHBI HaNPSIKEHUS, CO34aBAEMOTO MOTPYKEHUEM B 3BE€3[HOE IIPOCTPAH-
CTBO, C UTPOBOM 1 NKOHOJIOTUYECKOU TOUYKU 3PEHMSL.

Kniouesvle caosa: KocMoc, MpOCTpaHCTBEHHOCTS, game studies, KOMITbIO-
TEepHBIE UTPHI, XOPPOP, BOOOpakaeMoe, NKOHorpadus

Kocmuueckoe TIpoCcTpaHCTBO' MOJHOCTBIO OTKPBITO BOOOPAsKEHUIO.
[IpocTpaHCTBEHHAs] MyCTOTa O6JafaeT XapaKTEPUCTUKAMU APUCTO-
TesieBckoro diaphane («rmpo3payHoro»)*: oHa IpefCcTaBiseT coOoi He-
BUIVMYIO cpeny Aud@ysuu, Oesarlylo BOSMOXKHBIM BUIUMBIA MUD
(Bontemps, Lehoucq, 2017, c. 38). D10 nyonoponHas 0671acTh, B KOTOPOU
MPOUCXOIST NpUCYILMe paboTe BoobpaxkaeMoro Tpanchopmanum’. Jin-
TepaTypa, KOMUKChI, KHHO — HO TaK>Ke IJIaCTUYeCKUE UCKYyCCTBa! U pu-
socous’® — mepenosHeHsl AoTafKaMy M QaHTa3UsIMU Ha DTy TEMY.
Bugneourps! Toxxe He MOT'YT U30€XKaTb CTPEMIIEHNS K 3TOMY 6€3TrpaHnuy-
HOMY TOPU30HTY 1 BHOCSIT CBOW PaBHOCHJIBHBII BKJIAJ, B KOCMIYECKOE
BOOOpakaeMoe U €ro KyJIbTYPHYIO NCTOPUIO. HaumHas C epBbIX IAaroB
menna KocMoc npespamaeTcst B UrpoByIO IIJIOMAIKY [JIs1 Pa3paboTdn-
KOB, KOTOPbIE YEpIAIOT U3 [JTy60YaNIIero XpaHMIMIA BEIMBIIIIEHHBIX
06pa30B, BOIJIOMEHHbBIX B HAyYHO! (PaHTACTHKE B INTEPATYPE U B KUHO.
Pa3paboTyuKy Urp o6paImaTcs K yKe U3BeCTHBIM HapPaTUBHBIM PaM-
KaM (CeTTUHraMm), IOPOLUBIIMM U300UJIME pelpe3eHTaluil, U CO34a0T
Ha X OCHOBE TBOpYECKUE 3asiBKU B Pa3jNyuHbIX >kaHpax (Triclot, 2011,
pp. 111-112), Takum o6pa3om ele 60ee IPEYMHOXas (POPMBL U BO3MOXK-
HOCTH VCIIOJIb30BAHUSI KOCMUYECKOr0 aHTypaka.

OueBupHas CBS3b MEXJY MEAMYMOM KOMIIBIOTEPHOM WUIPHI U BO-
obpakaeMbIM, IpeAonpeneleHHas Hay4HON (aHTACTUKOM, 3aCTaB-
JISEeT 33[yMaThCsl O TOM, KaKUM 06Pa3oM 3TOT MEAUYM IIPECTaBIIsI-
eT coboil Takoe 6JIaronpusTHOE IOJie [JIsl perpe3eHTaluyu KOCMOCa.
BcTaeT BoIpoc o LieJisiX Npe6bIBaHU S UTPOKOB HA UTPOBOM I10JI€, CMO-
[leJIMPOBaHHOM IO 00pasly 6eCKOHe4YHOro. Bo3aMokHOCTH Meauyma

1  Hanmcanwue c 3ariaBHOU GykBbl «KocMoc» nim «kocmudeckoe ITpocTpaHCcTBO»
371€Ch UCIIOJIb3YETCSI B aCTPOHOMMYECKOM CMBICJIE, B TO BPEMSI KaK HaIlMCaHUE
CO CTPOYHOM GYKBBI OTHOCUTCS K T€OMETPUYECKOMY W PU3NIECKOMY ITOHU-
MAaHUIO MPOTSKEHHOCTH.

Kak onncano Apucroresnem B «O pyme». Kaura II. 'nasa 7.

[ToHnMaeMble KaK «IIPOIecC MNepe-COYMHEHUs], Mepe-TBOPEHUS] MHUpPa uyepe3
M306paKEHMs], CUMBOJIbI, 3HaKM, GOPMBI, pEIIpe3eHTaluy, KOTOpble obecreun-
BaoT [...] yHIaMeHTaIbHYIO MEJUAIIMIO MECT, TPOCTPAHCTBA BO BCEH €ro CI0XK-
Hoctu» (Dupuy, 2015, p. 14).

4  Takue xak TBopuecTtBo K. ManeBuua, M. KabakoBa, A. Kudepa, B. Lleamuns,
JI. T'puo, eciy Mbl BO3bMEM BCETO JIMIIb HECKOJILKO PUMEPOB 13 XX 1 XXI Beka.

5 OO0 5TOM CBUZIETENBCTBYET «BceobIas ecTeCTBeHHast UCTOPUS U Teopust HeGay
Kanra (1755), B KOTOpOI1 pa3pabaTbIBaeTCs TUIIOTE3a O MHOXKECTBEHHOCTH 00U~
TaeMbIx MupoB (Hatzenberger, 2014, p. 131).
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BUJEOUTPBl MO3BOJISIIOT OTOOPA3UTbh 3BE3[HYI0 NYCTOTYy U BOILJIO-
TUATb €€ B INOJIMTOHAJIbHBIX 3D-MOZeNsxX; KaK pe3ysbTar, urpa npep-
JlaraeT BIeYaTIsoli IPOCTPAHCTBEHHBIN OIBIT U OTKPBIBAET HOBBIE
MepCHEKTYBDI, NOBEPralolliue UCIBITAHUSIM SMOLIMOHAJIbHBIE CHJIbI
uUrpoka. B mepByio ouepelb OOBEKTOM Hallero 3BPUCTUYECKOTO HC-
crefjoBaHUS CTaHeT cepus xoppop-urp Dead Space, onbITHbIE YCJIO-
BUSI® KOTOPOH BKJIIOYAIOT CTPAX MYCTOTHI, J€30PUEHTALMIO U JINLIEHUE
OOBIYHBIX [IJI51 BUAEOUTPLl OPUEHTUPOB. B3anMoeiicTB1e C KOCMUYe-
CKOU 6e3HOI1 — 3TO HEMpPOCTOe UCIBITaHWEe, KOTOPOE apTUKYJIUPY-
eTcs yepe3 Hay4HO-(aHTACTUYECKYI0 HapPaTUBHYIO PaMKY (CETTHHTA)
U reiiM-nu3aiH’ (qusaiiH urpsel). Irpok nooyepenHo NepexoauT U3 ofi-
HOT'O COCTOSIHMS B IPYrO€ — U3 3aKJIIOYEHUS B 3aMKHYTOM IIPOCTPaH-
CTB€ B T'OJIOBOKPY>KUTEJIbHYIO 0€3rpaHUYHOCTb — uYepe3 OuajleKTH-
Ky, IPOTUBOIIOCTABJISIONLYIO CXKaTHe U pacuupenne. Takum o6pas3om,
Grarogaps CETTUHIY Hay4yHOU (PaHTACTUKU 3Ta UTPa CTaBUT MOJ, BO-
IIpocC oTAesbHble QyHAAMEHTaIbHbIE UTPOBbIE CXEMBI SKaHpa XOPPop,
K KOTOPDOMY OHa TEM HE MEHEE BCE €llle NPUHAJIEXUT. B cBeTe aToro
HaMpsKeHUs! MEXXy TOJI0BOKPY KUTEJIbHON 6€3rpaHNYHOCTBIO U CKa-
THEeM OT y>kaca (resserrement horrifique) mbl 6yziem 3amaBaTbCs cyie-
IYIOMAM BOITPOCOM: KAKMM 06pa3om KocMmudeckoe IIpocTpaHCTBO o=~
3BOJISET (IIEPE)OCMBICIUTL IPOCTPAHCTBO UTPhI?

Ha npumepe nog6opku pasHOOOPa3HBIX UTP MbI UCCJIENYEM OCO-
OEeHHOCTH, IPUCYIMeE ONPeAeIeHHbIM CIOCO6aM N300pakeHN s 3BE3/1-
HOro Heba, KOTOpble NONMYyCKaeT HayuyHas (aHTacTUKa. Mbl YBUIUM,
KaKuM 00pa3oM TO, YTO NPeCTaBJISIeTCs IEPBUYHBIM cBOIicTBOM Koc-
MOCa B Kauy€CTBE CPEJibl, & MMEHHO IIyCTOTA, MOXET IPEBPATUTHCS
B MOIIHBIY JIBUTaTeJb B 3MOLMOHAJIBHOM Y UTPOBOM CMbICJIE. AHANIN3
NJIaCTUYECKUX KA4eCTB DTOT0 MYCTOTO MPOCTpPaHCTBA U apPeKTUB-
HOTO COJep>KaHMs OIIbITa, II0JIy4aeMOro B HEM, ITO3BOJIUT HAM CTPO-
UTb IIPEATIOJIOKEHMS O €r0 aJ€KBaTHOCTH JII0L0-a(pHEKTUBHBIM Mpe-
TEH3USM KOMIIBIOTEPHBIX UTP-XOPPOPOB — >KaHPAa, KOTOPBIM CHEIUT
OCTIOPUTb IPOCTPAHCTBEHHOCTDb KaK TAaKOBYIO U B KOTOpOM 06pa3 Koc-
MOca IpefCcTaBisieT CTPYKTYPHO 3Ha4MMBbIl MOTUB. Cepust Dead Space
MO3BOJIUT HaM GoJiee ITyOOKO M3YUYUTh 3Ty TBOPUYECKYIO 3asIBKY, 10—
CKOJIbKY OHa SIBJISIETCSl YHUKAJIbHBIM CJIy4aeM IPUMEHEHHUS IBOVHO-
ro ceTTUHra Hay4yHo! (paHTacTHMKU U xoppopa. Takum o6pa3oMm, Mbl

6  lMeroTcs B BUAY YCIOBUS, MOJYIMPYIOIIME HE TOJILKO UTPOBOM, HO U SMOLMO-
HaJIbHBIIA OIIBIT, IEPEXMBAEMBINA UTPOKAMU.

7  Kak ormevarot CaneH u llmmMmepmaH, reiiM-IM3aiiH Kak MMPaKTUKa AU3aiiHa 0C-
HOBAH Ha COOCTBEHHBIX (PyHIaMEHTAaJbHBIX IPUHIUIIAX U HA COOCTBEHHOMN CU-
cTeMe ujieil, KOTOpble OIpeJesisIioT, YTO TaKOe UTPbl U Kak OHU paboTaioT. OTo
TpebyeT MOHMMaHUS IIOJOOHBIX CUCTEM U BO3MOXKHOCTEN /17151 B3aUMOIEICTBUS
C HMMHU, TaK K€ Kak ¥ BO3MOXXHOCTEH BbIOOpA, KOTOPBI COBEPIIAIOT UTPOKHU,
1 UX TOCJIENCTBUI. DTOT MOAXO], MOAPA3yMEBAET IOHUMAHUE CUJIbHBIX CBA3EN
MeJKZy IIPaBUJIaMU UTPbl U UTPOBOH AEesTEIbHOCTBIO KakK TaKOBOH U, 60Jiee TOoro,
[TIOHMMaHKE yIOBOJILCTBMS, KOTOPOE OHA BBI3BIBAET, M MCTOPUM, KOTOPbIE OHA
pacckasbiBaer (Salen, Zimmerman, 2004, p. 6).
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pPacCMOTPUM, KakK 3Ta CEpUsl BOCIPOM3BOAUT WUI'POBbIE LEJIM, CBOM-
CTBEHHbIE KOMITBIOTEPHOMY XOPPOPY, B pelpe3eHTalu CBOero Urpo-
BOTO OKPY>KeHHUs. B KOHIie Mbl YBUJIUM, B KaKOI1 Mepe TaKasi MOCTaHOB-
Ka BOIIPOCA, CIIPOBOLIMPOBAHHAS 28 UM-0U3AUHOM DTUX UTP, T03BOJISIET
VJIOBUTH ap(HEeKTUBHbIE U DCTETUYECKUE OTHOIIEHUS C 06Pa3oM B BU-
IIEOUTPe, OCYIECTBJISIEMblE Yepe3 CJIOKHOE IMepeXMBaHUe MHOXe-
CTBEHHBIX [TPOCTPAHCTBEHHBIX YCIIOBUI.

Tak cripocuM ke ce6si: KaKMM 06pa3oM obpalieHre K Hay4yHoil paH-
TACTUKe, HapsAy C [ITyOUHOM KOCMUYECKO HEOObSTHOCTH, IPELOCTAB-
JIleT HOBble BO3MOXKHOCTH [1J11 OGHOBJIEHMSI UTPOBOTO Xoppopa? ane-
KU OT [Iyxa MPUKJIIOYEHU, [TUTAIOLEero BOOGpakeHne MesK3Be3HbIX
nmyTeuecTBUi, Au3aiiH ypoBHel (level design)® B skaHpe xoppop paboTa-
€T B HanpasJieHUM NPOCTPAaHCTBEHHOTO CKaTus (resserrement), crpe-
MsICh 3alepeTh, OMMaTh UIPOKa, TAKUM 06Pa3oM fiesasi BO3MOKHBIM
HCKJIIOYUTEJIbHO TPEBOXKHBIN UTPOBOI Iporiecc (gameplay)®.

HayuHas paHTacTHMKa Kak UTPpOBOe obelaHue

Asteroids, Computer Space, Elite, R-Type, Star Fox, Master of Orion,
Halo, Mass Effect, Out There, No Man’s Sky u Tak panee. Vcuepribl-
BAIOI M NTEPEYEHD UTP, KOTOPbIE BIIMCBIBAIOTCSI BO BCEJIEHHYIO HAyu-
HOU (aHTaCTUKU U o6pamaoTcs K penpeseHtanun Kocmoca, KasxkeT-
CsI HEBO3MOXXHBIM fiesioM. HayuyHas ¢paHTacTrKa — O HO M3 OCHOBAHUM
BoOOpaskaeMoro B BUjeOUTIpPaxX. 3aMMCTBOBaHUE U3 HayyHO-(aHTa-
CTUYECKOU JuTeparypsl'® — 3HameHaresbHBIN XecT CtuBa Paccena
B 1962 ropy, onpenenuBuinii GopMy UTpel Spacewar Ha KOMIIbIOTEpax
PSP-1 B MaccauyceTCKOM TE€XHOJIOTUYECKOM MHCTUTYTe. OTBevyas Ha
MOJJINHHYIO CTPAaCTh K Hay4HO! (PaHTACTHKE, OH YCTAHOBUJI IIEPBYIO
BEXY BO B3aMOOTHOIIEHUU Bujeourp u science fiction, 3asnoxxus ¢pyH-
mameHT nuis rpsaaymux urp (Triclot, 2011, p. 103). Heo6s14Has AJ1st CBO-
€ro BpEMEHU IIporpaMmma N03B0JIsIa B3aUMOENCTBOBATh C KOMIIbIO-
TEpOM B UTPOBBIX U HUCCIenoBaTesbcKuX 1ensax (Genvo, 2009, p. 28):
OHa [pUrjamnasa Urpoka IpUHSTh Y4aCTUE B IOEAMHKAX KOCMUYECKUX

8 TI'paduueckuil U CTPYKTYPHBII IOU3aliH yPOBHEN B BHUJEOUTrDPE, PUMEHSIEMBIiA
K reorpauyeckoil M apxXUTEKTypHOI OpraHM3alluM MCIIBITAHUH, C KOTOPbIMU
CTaJIKUBAIOTCS UTPOKHU.

9  TepMuH «TeiMIIEi» UCIOJIb3yeTCs, YTOObI ONMUCATh MOJANBLHOCTU [I€HICTBUH,
JOCTYIHBIX UTPOKY B Urpe. 3armycKasi BUJIEOUTrPY, UTPOK 3HAKOMHUTCS C T€M, KaK
paboTaeT cucTema U €€ MEXaHUKM (Mrpa KaK OOBEKT), a TAKKE MCITBIThIBAET Ha
cebe MOTeHLMal «UTphl» (MTPabesbHOCTh KaK KadyecTBO), TIpUMepss Ha ce6st
UTPOBOE OTHOLIEHME K Hell (Urpa Kak MpOIlecC), YTO MEPEBOJUTCS B TEPMUH
«TeiMIIeN» Yepe3 06beJUHEHNE STUX JIBYX ACIIEKTOB B OIHO MOHSATUE B HOMU-
HasipHOU popme (Genvo, 2009, p. 143-144).

10 B manHOM ciy4ae cepus «Lukin Qysbrypa» (cepus JleHcMaHa) 11of, aBTOPCTBOM
SpBapaa Dabmepa Cmuta (M3BecTHOro Kak Jlok Cmut), nevarasmasicst B CIIA
mexay 1931-1950 rr.
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KopabJiell (KOTOpble TakKe INOJDKHBI ObLIIM MPEO0oJieBaTh IPUTSIKe-
HUe YePHOU AbIPbI) B IPOCTPAHCTBEHHBIX pAMKaX, HaJlaraeMbIX CAMOM
npouenypon cosfanusl 4u@poBOro mM3ob6pakeHus. 3aTparbl, HEOO-
XOZVMBIE JJI1 TEHEPUPOBAHUS perpeseHTanuu Kocmuueckoro IIpo-
CTPaHCTBA, KOTOPAsl BBIBOAMJIACh HA 9KPaH B Urpe Spacewar, npak-
TUYECKY PaBHbI HYJIO. YepHOTa SKpaHa MOMEHTAJIbHO IIPEBPAIIAETCS
B YEPHOTY 3BE€3[IHOTO HEOBITUS, HA KOTOPOI BBIIEJISIOTCS. CBETSIE-
€Sl TOUKY M3006pakeHHBIX 3B€3]]; BOOOPa’KeHUe refimepa JOPUCOBbIBA~
eT Bce ocTanbHoe!, Kopabau cocTaBsieHbl U3 HECKOJIBKUX TOYEK U He
Tpe6yIOT HUKAKOH NOTIOJIHUTEJIbHOU paboThl IO aHUMUPOBAHUIO, YTO~
6bl 0003HAUUTb UX TEepeMelleHue B NPOCTPAHCTBE. BrociencTsuu
MHOTME UTphl IPEBPATST orpaHuveHus B foctouHcTsa (Rogers, 2010,
p- 200) yepe3 pa3BuTue UKOHOrpaduu, MO3BOJISIOUIEN OOOUTU TeX-
HUYeCKue TNperpajibl, CBOUCTBEHHbIE HOCUTEJISIM, C KOTOPHIMU OHU
cBsi3aHbl. Besien 3a urpoii Spacewar’? aTa CBsA3b 3JIeKTPOHHBIX Me[na
C KOCMOCOM TIIPOJOJIKAeT YKPEMJATbCSl MPSMO IPOMNOPLUOHATIBHO
TEXHOJIOTUYECKON U KOHLEINTYaJbHON 3BOJIIOLUAU UX NPOU3BOACTBA.
Hayynas ¢paHTacTHKa — MOIIHBINM T€HEPATOP HOBLIX (POPM, a TAKXKE UX
pesepByap, U3 KOTOPOro pa3paboTYMKU yYMEIOT U3BJIEKATh IPUObLIb —
JIake C PUCKOM ormpeneseHHON usbbiTouHocTu (Letourneux, 2005).
B uxoHorpaguueckom MjaHe KOCMMYECKOE BOOOpakaeMoe B UTrpe
MPOSIBJISIETCS. Yepe3 PEeNpe3eHTaAldI0 OKPYXKAIIEero MNpOCTPaHCTBA,
a TaK>Xe 4epe3 repoeB U aHTUT€POEB, KOTOPbIE B HEM IIpe6bIBAIOT. 06~
paTUB BHMMaHHE Ha UX pasHOOOpa3ue U YHUKAJIBHOCTb, MBI MOXEM
TOYHO YJIOBUTb TBOPYECKHE MPEUMYLIECTBA, KOTOPblE AaeT obpalie-
HUeE K Hay4HOI1 (paHTacTUKe. YHUKAJIbHASI CIOCOOHOCTDh HAy4HOU (aH-
TaCTUKU «yJaBIAMBaTh (aHTa3mbl 6yngymero» (Jameson, 2008, p. 15)
Y xapaKTepHasl [ )KaHpa CIIOCOOGHOCTD K MPEABOCXULIEHUIO [103BO-
JII0T U300pETaTh HOBble (POPMBI HACTOJIBKO AKTUBHO, YTO KaXKETCH,
oynro «HayyHag ¢aHTacTuKa [06/1aaeT]| CIOCOOHOCTLIO 3KCTPAINO-
JIMPOBaTh BO3MOXKHOe 6e3 Bcsakux nperpany (De Barros, 2015, p. 46).
DTa TBOpYECKas Cuja MO3BOJIsIET Pa3paboTuuKam Npeajaratb Urpo-
KaM Ype3BbluaiiHOe pa3HoO6pa3ue U300pa>keHUI: MUPLI, HaCeJIEHHbIE
MIeaabHO COOTBETCTBYIOIMMU >XaHPOBBIM KOHBEHIUSIM [I€PCOHAXKA~
MU (pOOOTHI, aHAPOUABI, KUOOPTY, IPEICTABUTEIM BHE3EMHBIX LIUBU-
nu3auuil U T.1.). Kpome TOro, 3TU BBIMBIIIJIEHHBIE MUPBI OTKPBIBAIOT
HOBBIE IIE€PCIEKTUBBI TOTO, KAK MOXKHO COEIMHUTb U300pa3UTEbHYIO
VMIKOHOTpaduIo 1 (PyHKIUIO UTIPOBOrO B3aUMOeNCTBUS. ViMes mocTyn
K Hay4HOMY U TE€XHOJIOTUYE€CKOMY BOOOPa)KaeMOMY HAay4HOU (paHTa-
CTHKH, Pa3pabOTYMKU MOJy4a0T HEMBICJUMYIO CBOOONY AJIsl CO3Ma-
HU4 [IEPCOHAXEN, B COBEPLIEHCTBE OTBEYAIOIINX LEJISIM reiM-au3an-
Ha. VIMEHHO B 3TOT MOMEHT TOT TUIl Hay4HO! (PAHTACTUKU, KOTOPBIN

11  KacaTesbHO CJIOKHOCTH 9TOTO BOOGPAXKaeMOTO CM. IIOIGOPKY 110 «BHU3yasbHOM
KyZbType» B KypHaie ReS Futurae (N2 5) 1 B 4aCTHOCTH CTaThio Db3bl ie CMeT.

12 JlaBaiiTe BCIIOMHUM O TaKuX rocJenoBaressx, kak Computer Space (1971), Space
Race (1973), Space Invaders (1978) unu gake Asteroids (1979).
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TBOPUYECKHU PA3BUBAETCS B BUIEOUTPAX, OYEHb YAaCTO HAYMHAET pabo-
TaTh MO 06pasLy (paxnmesu’®, TO €CTb MOPLIBAET CO 3PABBIM CMBICJIOM
(Le Guin, 2016, p. 153). B ToM, 4TO KacaeTcs AOMNOJHEHUS NN aKTyaIu-
3al[M1 HOBBIX Y€JIOBEYECKUX BO3MOXKHOCTeH (Jameson, 2007, p. 127), Ha-
y4HOE 3KCTPAIOJMPOBAHUE YCTYyNaeT MECTO CBOEro pofa mMaruu. s
pelIeHNs] UTPOBBIX F'OJIOBOJIOMOK WJIM MHBIX MaHUMYJISLUI HaZl UTPO-
BbIMM OOBEKTAaMU TUOPUAHBbIC, MYTUPOBABUIME WJIA MEXaHUYECKue
TeJla PacIIMpSIOT apCeHas CBOMX BO3MOXKHOCTEH U Pa3BUBAIOT CIIO-
COOHOCTHU TeJIEKUHEe3a, TeJIeNOpPTaLUY, CTPEJIbObl U3 J1a3epoB, YIIPaB-
JIEHUSI 5JIEKTPUYECTBOM UJIM OTHEM U T.II. Takum 06pa3om, MpaKTUKa
UTPbI 0OYCJIOBINBAETCS BCE STON PACIIMPEHHOM NaJIUTPO NEeUCTBUIL.
B TO Xe BpeMsi aHTUrepou, OyAydd BHE3EMHBIMU CYILIECTBAMU, MOH-
CTpaMM UM Jaxke po6OTaMu, MOTYT B CBOIO ouepelb OOHAPYXUBAThb
CBEPXUEJIOBEYECKUE CIOCOOHOCTU. B COBOKYNMHOCTM OHM COCTAaBJISI-
I0T cofiepXaTeJIbHbIN 6eCcTruapuii, BCeOObEMIIIOINN B OTHOLIEHUU KaK
MKOHOrparueCcKUX MOTUBOB, TaK M BO3MOXXHOCTEH, NPeAOCTaBIIEH-
HBbIX HAappaTUBHBIMU PaMKaMWy (CETTMHIOM) Hay4yHO! (aHTacTUKU. B
NEePBYI0 O4epellb BaXKHbI TAaKUE MPEUMYIECTBa, KaK CKOPOCTh, CUJIA,
M3MEHYMBOCTb MJIM MyTabeabHOCTDb (mutabilité), pasamepst, conpoTUB-
JI5€MOCTb U T.A. Ta 4acTb Urpbl, KOTOPasi NOANANAET M0, OIpefeieHre
«azoHa»™, Mo pasyMeBaeT, 4TO refiMep BXOAUT B TAKTUUECKOE OTHOLIE~
HUe NIPOTHUBOCTOSIHUS; TAKUM 06PA30M, A20H IIPOSIBIISIET CEOs1 YEPE3 CO-
MPOTUBJIEHUE, KOTOPOE OKa3bIBAa€T UTPOKY BTOT becTuapuil. Mtak, atu
CyILIE€CTBA BOIJIOWAIOT B ce6e BaKHENIINX ar€HTOB UTPOBOI IPAKTUKMU.
Paznoo6pasue 1 cujia Ux COCOGHOCTEN OyIeT yBEJIUYMBATHCS TIPO-
MOPLAOHANIBHO CONIPOTUBJIEHNUIO, KOTOPOE OYIET OKa3blBaTb UM UI'POK.
DTO yABaUBaET BBITOAY OT OOpallleHus K HayuyHoU ¢aHTacTuke. [Ipen-
CTaBJISIETCS MEXY TEM, UYTO B TOM UJIM UHOM CTEIEHU 3TO OOHAPY>XU-
BaeTCsl BO BCEX BUMAAX KYJILTYPHOU MPOAYKIMU, KAKOBbl Obl HU ObLIN
HappaTUBHbBIE PAMKU (CETTUHT), B KOTOPblE€ 5TU NIPOU3BELEHMUS BIIACHI-
BaloTcsl. HeBeposATHO pa3HOOOpa3Hble MKOHOrpaduueckue Bapualuu
IONYCKAIOTCS U B (paHmesu, paHTACTUKE WM XOPPOpeE, BKJIIOYas Jler-
KO IOCTYIHBIN 1151 IOHUMAHUSI CUMBOJIM3M (Bapuauuu (popM, LIBETOB,
nponopuuil). Kakum 6bl yIUBUTEIbHBIM 06Pa30M HU ObLIIM YCTPOEHBI
CyILIECTBA B YKa3aHHBIX UI'PaX, OHU TEM HE MEHEE OTChLIAIOT K OTPaHU~
YeHHOMY Habopy KogupoBaHHBIX (opMm. LIIMPOKO pacnpocTpaHEHHbIE
KOHBEHIMY NPEAJIAraloTcsl B U3BECTHOM KOJIMYECTBE BapUaLUi, a0~
IIAX HEMEIJIEHHBIH JOCTYM K PYHKLMSIM, COOTBETCTBYIOIM UX pEIpe-
3€HTaUMsIM. DTU (popMasbHble KATETOPHUU HEMOCPEACTBEHHO CBSI3aHBI

13 Nnorpa O TakoW CTENEHU, YTO MX HEBO3MOKHO OTJIMYMUTH, Kak, HaIPUMED,
B TBOPYECKUX 3asiBKax Takux Urp, kak Arcanum: Of Steamworks and Magick
Obscura unn Final Fantasy VIL

14 B cMbIciie COPeBHOBaHUS, TOHNIMAEMOro Kak Cpa)keHre, B KOTOPOM PaBEHCTBO
BO3MOYKHOCTEI1 CO3[JaeTCs1 MICKYCCTBEHHO, TaK YTO aHTarOHUCTHI CTAIKUBAIOTCS
IIPY U7, EAJbHBIX JIJIs1 9TOTO YCJIOBUSIX, CIIOCOOHBIX IPUIATh TpuyMdy nodeaure-
JIs1 TOYHYI0 U HeocriopuMyto LeHHocTs (Caillois, 1967, p. 50).
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C MHTEPaKTUBHOCTBIO. VX pojib 06Jierdyaer 4yTeHue oo6pasa B ABUKEHUM,
IpUJaeT €My «COBEPLIEHHYIO MHTEJUIMTHOEeNIbHOCTb» (Barthes, 1957,
P. 24). [lomo6HbII NpoLecc MPUCYIL He TOJAbKO HAyYHO (paHTaCTUKE —
OH OOHApY’KMBAETCsl BO BCEX MPOAYKTaX KYJIbTYPHOI'O MPOU3BOACTBA,
BO BCEX MOBECTBOBATEJbHBIX perucrpax”. HappaTuBHble U UKOHUYE-
cKU-urpoBble (icono-ludiques) BO3MOKHOCTH, O6GYCJIOBIMBAIOIIAE 10~
JIOOHBIN CETTUHI, OIIPABIAbIBAIOT ITIYOOKUE U IIPOYHBIE CBSI3U, KOTOPhIE
BUJI€OUTPBI NIOAAEPXKUBAIOT C HAy4HO! (paHTACTUKON. OfHAKO Hanbo-
Jlee UHTEePEeCHBIN BKJIAJ, KOTOPBIN AejaeT TaKoe COMMKEHNEe BO3MOXK-
HBIM, He 00513aTE€JIbHO CBS3aH C UKOHOrparUiecKoi CBOOOI0M, KOTOPYIO
OH npuHOCcUT. CyLEeCTBYET elle OJUH MyTb, KOTOPbIIL HEOOXOAUMO UC-
CJIeJ]0BaTh, YTOOB! YXBATUTb YHUKAJIbHBIM XapaKTep OTHOLIEHUI MEXY
Kocmocom, Hay4HOH (paHTACTUKON U BUEOUTPAMMU.

M3mepeHus kocMmuueckoro Ilpocrpancrtsa

CkasaHHOe Bblllle IPUBOJUT HAC K BOIPOCY 00 OTHOIIEHUU BUIEOUTD
K UX ornocpenoBaHHO# npocTpaHcTBeHHOCTH (Nitsche, 2008, p. 16), To
€CTb K «OTOOpaxkaeMoMy (représenté) mpocTpaHcTBy» (Marin, 2002,
pp. 697-700) 1 Tomy, KaKk OHO CUMYJMUPYET U pasBopauuBaeTr Kocmoc
BO BCell MOJIHOTE. B nrpax, 06beIMHEHHBIX 10, 3HAKOM HAy4HOM! (paH-
TAaCTUKU, COEIUHEHHE perpe3eHTanun u urpadensHocTH (jouabilité)
elle sipue MPOSIBJSIETCS YePe3 UX reorpapuueckuii Xxapakrep, TO €CThb
yepes TO, KaK OHU MPUTJIAIIAIT UTPOKA OTIIPABUTHCS B IPUKJIIOYEHUE,
MCCeIoBaTh U IPMMEPUTD Ha cebsl HoBble MUPHL. Emle pas: joctaTod-
HO BCIIOMHUTb UTPBbl, NPUHAJAJIEXAIIME K KAaHPy (aHmesu, HauMHas
¢ The Legend of Zelda (1986) u 3akanuuBas «Begpmakom 3: [lukas Oxo-
ta» (The Witcher 3: Wild Hunt, 2015), 4To6bl OCO3HATbh, UTO YIOBOJIb-
CTBUE OT reorpapuyecKUxX OTKPBITUI He SIBJISIETCS UCKIIIOUATEIbHON
OCOOEHHOCTBIO HAy4YHOH (PAHTACTUKU U NPHUCYIIE OATEKO HE TOJBKO
eil. KoncTpyupoBaHue BOOOpaskaeMbIX MUPOB IIPEOCTaBIISIET 110400~
HYI0 BO3MOXKHOCTb BHE 3aBUCMMOCTHU OT UTPOBOTO CETTUHTA, YEPE3 1O~
CTYIHbIE UCCJIEJOBAHUIO PACIIMPEHUS UTPOBOTO MUPA, O YEM CBUJE-
tenbcTByeT npumep Grand Theft Auto V (GTA, 2014). B aToi1 urpe urpox
MOTEHLMAJILHO CBOOOJIEH B CBOUX MEPEMELIEHUSX U MOKET HAallPpaBUTh
CBOI1 aBartap B J1I00YyI0 JOCTYIHYIO éMy 06J1acTh UrpoBoro mupa. Hau-
BbICIIASI CTENE€Hb CBOOOZABl — UIPa B OTKPHITOM Mupe (open world'®),
3TAJIOH KPy[MHOMACIITAabHOW CHUMYJISIIUU NPOCTPAHCTBA, B KOTOPOM
MO>XHO OPMEHTHUPOBATHCS. MIrpoBoe NpOCTPAHCTBO HE MPOCTO paCUIn-
psIeTCSl, HO YCJIOBUSI €TO HCIIOJIb30BAHUS 3aHOBO IEPENU300PETAIOTCS

15 BCIOMHUM aHTaroHHUCTOB B TaKUX Urpax, Kak Assassin’s Creed (2007), yeit uCTo-
pUYECKUIl KOHTEKCT OTHIO[b HE MEIIaeT HCIIOJIb30BaTh PENpe3eHTAlH, deil
pasMep U3MEHSETCs B 3aBUCUMOCTH OT IIPUCYIIEN UM UTPOBOM PYHKIIMUU.

16 OTHOCHTCS K €IMHON TEXHOJIOTMYECKOV CUCTEME, IIPEOCTABIISAIONIEN KPYITHYIO
UTPOBYIO 06JIACTh, OTKPBITYIO [1JIs1 HABUTALIUU.
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B UrpoBoM npouecce (gameplay) 6saromapsi CBOOOLHOMY [OCTYILY
K UTPOBOMY II0JIIO. VIrpa MOXKET CTaTh «39MEPKEHTHON» B IOHMMaHUU
Mecnepa IOyna”. lanee 570 crenuduyecKoe yCIOBUE HAKIIA[bIBAETCS
Ha TO, YTO MOXKHO OIIMCAThb KaK «OTKPBITBIN Aucro3uTtus» (“dispositifs
ouverts” Rieusset-Lemarié, 2001, p. 73), crtoco6¢TByS MOZOGHBIM 06pa-
30M aBTOHOMUH U NMIIPOBU3ALIMY UT'POKOB B Urpe. [Tomo6HbIe yC10BUS,
IIMPOKO PACIIaxUBaIoOLIVie IPOCTPAHCTBO UIPHI, IO3BOJISIIOT OOPATUTh-
Cs1 K OTIpeJieJIeHHOW UTPOBOM MeXaHUKe, HanboJee riy60K0 YKOpEeHeH-
HOI1 B IPOCTPaHCTBe. VIMeeTcs B BUAY IIPOXOXKAEHNE OllpeesIeHHOro
MapuIpyTa: B 3TOM CTPYKTYPHOM MOZEJN TepereTaloTcs akTyaanusa-
I[Ms1 UTPOBOTO TIPOLeCca, Pa3BOpaYnBaHNe TIOBECTBOBAHMUS U UTPOBAsI
IIpaKTHKa. MapmpyT — 3TO OJHOBPEMEHHO JMHAMHUYeCKasl CTPYKTY-
pupylolas Tpacca u skoHoMus ee ocBoenus (Careri, 2013, pp. 27-28).
Bupeourpsl rpesaraoT UTPOKaM MapUIPYTI, Ybsl TPAKTHUKA MPeZIIo-
JlaraeT HaBUTALMIO B IIPOCTPAHCTBE U Ja’Ke MPOKJIAIbIBAHUE HOBBIX
MapupyToB. [IyTh MPOXOXKIEHHs ONpeJessieT CONPOTUBJIEHUE IIpe-
MSTCTBUSIM, KOTOPbIE UI'POKY IIpEJIaraeTcs MpeooyeTh C IIOMOIILI0
JIOBKOCTH, OBICTPOTHI UJIY YJIOBOK, YTOOBI OCBOOOIUTH AOPOry. Iu3aiiH
YPOBHEN IO3BOJISIET 3aAyMaThCsl 00 YCJIOBHUSX 3KCIEPUMEHTAJILHOIO
MapuIpyTa, HE3aBUCHUMO OT TOTO, OTPAaHMUYEH OH MPEMNSTCTBUSIMU WU
CBOOOJIEH OT BCSIKUX OorpaHnyeHuil. [IpenarcTaus, ata pyHIaMeHTalb-
Has IBIDKyIas cuia Bugeourpsl (Aarseth, 2001, p. 159), BonsiomarmTcs
B UTpe C IOMOIIbIO CTPYKTYP, ITO3BOJISIONMX IPOBOUTE UTPOKOB Yepe3
UTDPY, 3aCTaBJISISI UX COGJIIOATh MapIIPYT (KOPUIOPEI, apEHBI, TaOHPUH-
ThI U T.7,.). 1 HAOOOPOT: yCTpaHeHue NIperpaj, pacrosaraet K CBO00HO!
IIPaKTHKE MOJEJIbHBIX UTPOBBIX IPOCTPAHCTB («BUPTYaJIbHBIX UTPOBBIX
101 10K», Jenkins, 2004, p. 122)8.

B cBeTe ykazaHHbBIX Bblllleé COOOPa’KEHUI [TOXOXKe, UTO U300pake-
HUE KOCMOCAa MMEET HeIPeB3OHIeHHbIE MPEeUMYIIeCcTBa IS peau-
3al1 IPOCTPAHCTBA, OTKPBITOTO K CBOGOHOMY IPOXOoXAeHuIo. Koc-
MOC — MECTO abCOJIIOTHOIO YHUYTOKEHUs pasnenurened, déclosion®.
OH 103BOJISIET Pa3AyTh UTPOBOE IIPOCTPAHCTBO JO HEOOBSITHBIX Mac-
mTaboB, KOTOPbIE MOXXHO ITPOYYBCTBOBATh TOJIBKO Y€PE3 IPOXOKIEHIE
HEIIOMEPHO MPOJOJIKUTEIBHOTO MapipyTa. O6 3TOM CBUETENbCTBY-
et urpa No Man’s Sky (2016): B He#t MOKHO, YIIPaBJIsii KOCMUYECKHUM KO-
pabsem, OTIIPaBUTHCS B lasibHEE MJIaBaHNE, IEPEMEIASICh OT [1JIaHEThI

17 DmepKeHTHas Urpa BKIIIOYAET MMIIOTETUYECKUIA (OCHOBAHHBIM HA NIPEZTIONIOKEHN -
SIX) MOAXO0J, K UTPOBO BCEJIEHHOH, TOPOXKAAEMOI1 TIPaBUIaMU U YCJIOBUSIMU UTPBI,
B OTJIMYME OT POrPECCUPYIOLIEN UTPbI, IIPEAIIOJIArarolleli OlpeIeIeHHYIO 3apaHee
riepeIoBYIO JIMHHIO, KOTOPAst MPOXOAUTCS mar 3a marom (Juul, 2005, pp. 67-83).

18 Kak Ta, KoTOpylo TpezjaraeT B KauecTse 06pasioBeix ycnosuil The Legend of
Zelda: Breath of the Wild.

19 «Déclosion: memoHTaX 1 pa3bopKa BceX 3a60pOB, 3arOHOB, OTOPOKEHHbBIX Y4aCT-
KOB... Déclosion mpupjaer mpoueccy BBUIYIJIEHUS U3 fiilja XapaKTep B3pbIBa,

Y €ro aMIUINTYJa 371eChb BMEIAeT B ce6sl pa3pylleHrie B MUPOBBIX MACIITabax»
(Nancy, 2005, p. 230).
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K IJIAHETE U HAXOJs TaM PECYPCHI, O3BOJISIOUIUE IIPOIJIUT 3TOT I10-
JIeT To4uTU 0 6eckoHeyHocTd (Puc. 1). Mrpa obemaeTt 6e3rpaHUYHYIO
BCEJIEHHYIO C 6ECKOHEYHBIMU TEPPUTOPUSIMU [ UcclefoBaHuil. Cie-
nys momenu urpsl Elite (1984), urpa No Man’s Sky 3azmeiicTByeT nmpu-
eM IpOoILEeypPHOT0 aJIrOPUTMNYECKOTO0 TeHEePUPOBAHUS U «aJleaTop-
HO» (Cy4aliHbIM 06pa3oM) reHepupyeT IJisl Kask[0M UTPOBOM MapTuu
254 myaHeTh?’, KXAYI0 C COOCTBEHHON KJIMMAaTU4YeCKON CHCTEMOI,
reosIornyecKUMU OCOOEHHOCTSIMU, HEIIOBTOPUMOH (iiopoit u (payHoi
(Puc. 2). Bce oHM 00beIMHAIOTCS B 3HAYUTEIbHOE YHUCJIO CUCTEM, Pa3-
MeYalolUX I'MraHTCKyo Tepputopuio. irpa No Man’s Sky — kpacHo-
PEYMBBINl IPUMEP TOTO, KaK CEeTTUHI Hay4yHO! (HaHTAaCTUKU CIIOCOOEH
MpeJoCTaBUTh eNHYI0 KapTUHY KocMmoca B IPOCTpaHCTBe.

PO irities Fartpery

Puc. 2. [laHopama nyiaHeTs! B urpe No Man’s Sky (2016)

20 To ectb Bcero 18 446 744 073 709 551 616 miaHeT.
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Puc. 3. Kapra 3seafHoro Heba B urpe No Man’s Sky (2016)

[Toxoxe, YTO Ta e camas MHTYHLUs], KOTOpasl MOCJIY>XUJa MO-
THUBaLMeN AJIs1 CO3[aHMs UIPhl Spacewar, BOIJIOTUAJIACh 3TeCh C MO~
HBIM pa3MaxoM. I17I0CKOCTb, B KOTOPOU Urpa IPUHUMAET CBOKO Gop-
MYy, Terlepb pacIUpsIeTCsl BO BCEX HANPABJIEHNSIX, BBIIIJIECKUBAETCS 32
Ipejiesibl 5KpaHa U obpeTaeT 6e300HHYI0 Iny6uny. To, 4To B 1962 rony
ObLJIO JIMIIb POBHOM MOBEPXHOCTBIO KPYIJIOrO YEPHOrO 3KPaHa, B KO-
TOPOM OGHAPYXXHMBAJIaCh MPOCTPAHCTBEHHAsl CTPYKTYpPa, 3aMKHYyTast
cama Ha cebe U IOCTpOeHHasd Ha uuiauHapuyeckoin mogenu (Triclot,
2011, p. 213), CTAaHOBUTCSI OKEAHOM, YEPHOTa KOTOPOTO CKPBIBAET 6€3-
rpaHUYHbIE TOPU3OHTHL B TOi1 Mepe, B KOTOPOI KapTa Heb6a B urpe No
Man’s Sky (Puc. 3) mo3BoJISIET €r0 OLEHUTh, MapIIPYT 34,€Ch MHOTOHA-
npasJyieH. Byabs To urpa No Man’s Sky unu xe urpa Elite: Dangerous
(2014), xocmudeckoe [IpoCTPaHCTBO AA€T BO3MOKHOCTb M300Da3UTh
KOCMOC 4epe3 CTPYKTypy, KOTOpasl BMECTO HACJIOEHMS 3JIEMEHTOB
IY3aiiHa WM BKJIAJIbIBAHUS UX OJVH B JIPYrOd IPEACTaBIISIET COOOM
NpPUHLUNNABHOE YHUUTOXEHME pa3aenuTeeil (déclosion). Beixons 3a
npezessl penpeseHtauny, Kocmoc o6peTaeT MIOTHOCTD, IpeBpalia-
€TCs B MaTepHuIo, NOMYCKAIILyl0 6€CKOHEYHOE KOJIMYECTBO NEePCIIeK-
TUB. Tak 0OPMIILETCS CEeTTUHT WUTIPbl, OTJIMYHBIN OT GOJIBIIMHCTBA
IIPOYMX BUEOUTP: KoJoccanpHast popma, Kotopas 6jarogapst CBoei
6e3rpaHNYHOCTH CTAHOBUTCS MOTEHLIMAJIBHO YyHOBUIIHONI. OTIIpaB-
JIsis1 UTPOKa CTPAHCTBOBaTh, No Man's Sky HEOXOTHO mpejaraet ceost
B Ka4eCTBe aMOMBAJIEHTHOTO OIBITa OTKPBITOCTH. TaK HAYMHAETCS CO-
CKaJIb3bIBAHNE U3 BOCXUIIEHUS B y>Kac. TakuM 06pa3oMm, yTBepKAaeT-
€51 BOBMOKHOCTb CMOTPeTh B KocMocC CKBO3b IpU3My (PAHTACTUUIECKUX
BBIMBICJIOB?!, HAMEPEHHO MBICJISIIIMX €0 KaK OTKPBITYIO JIOBYIIKY, Yy~
IIAIOMIYI0 CBOUM IMTaHTU3MOM.

21 JlaBaiiTe BO3bMEM B KayecTBe rpumepa Gpuibm «Uyxoit» (Scott, 1979) BBULy ero
(dyHIaMeHTaIBHOTO TIOJIOKEHUSI B 9KOocHcTeMe BooGpaskaemoro (Notéris, 2017,
p. 42): 4TOGB! YCUNIUTD HAIPSDKEHUE, CO3/laBaeMOoe €ro Myraioleil HayyHo-paH-
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[TocnencTBus MOJO6HOrO 6€3yeP>KHOTO paclIMPeHUs IPOCTPaH-
CTBa UTPhl — BOT Ha YTO HAM Teleph CJIeyeT O6paTUTh IPUCTAJIbHOE
BHUMaHUe. Peyb MONJeT 0 TOM, YTOGBI UCCIIEOBATh TOT THUII MHTEHCU~
¢duxkanum adpdexra, KOTOPHIN BbI3bIBAET BHEAPEHHE B caMoe ceplie
abCoIOTHO CBOOOMHOM OT JI0ObIX TPaHUL] penpe3eHTalul KoCcMoca.
Kak MMeHHO BHeZIpeHHasl TaKuM 06pa3oM MKOHorpadus onpeneser
PaMKy OIIbITa, KOTOPAasl O3HAYMBAET BUIEOUTPOBOM yKac?

13 sugomen nyCTOTHI:
Kocmoc kak appeKTUBHBINA JBUraTesb

Kocmuyeckoe He60 — Mei3ax, O KOTOPOM HEU3BECTHO, UCUYE3AET OH
WJIN MOSIBJISIETCS, — MOXET ObITh 3aBOPAXKMBAIOIUM MECTOM, KOTOpPOE
IAeT BO3MOXHOCTD AJis1 paboThl BOOOPAKEHNUSI, CBSI3aHHOW KaK C Ha-
NPSDKEHUEM CUJI, KOTOPbIE BOILJIOIAET 3TO MECTO, TaK U C €ro 6e3-
IPaHUYHOCTHI0. KOCMUYECKUH MEN3AXK MEPECEKAETCHA CO BCEMU CUM-
BOJIMYECKUMU IOJIIMU POMaHTUYECKOTO Iei3aXa U NMPOAJIEBAET UX
B GECKOHEYHOCTbD, CO3/1aBasi STUM OJIATONPUSITHBIE YCJIOBUS IJISI TI0-
SIBJIEHMS YyBCTBAa BO3BBILIEHHOrO. Takol 4yBCTBEHHBIN IOPBIB (elan
sensible), ucxopsamuii 13 6€3rpaHUYHOrO U MOI'YLIECTBEHHOTO XapakK-
Tepa IpUpOJbl, BapbUpyeTcsl OT U3ymJieHus K skcrtazy (Deguy, 1998,
p.- 22). be3 comHeHUl, HEOrpaHUYEHHOEe paCIIMpPEHNE IIPOCTPAHCTBA
nepenaeT OUlyLUeHUE BO3BBIIIEHHOTO — €JUHCTBEHHBIA PEXUM 3CTE-
TUYECKON OLI€HKH, COPa3MEPHBIM €ro HeOoODBSATHOCTHU. JleiiCTBUTEb-
HO, KOCMHAY€CKO€E HEOO BBI3bIBAET COCTOSIHUE CIIYTAaHHBIX YYBCTB YLO-
BOJIbCTBUSI U yKaca, yTHETEHUS U [I0AbEMA, aHAJIOTUYHOE «IBUKEHUIO
BO3BbILIEHUS» (motion sublime, Nancy, 1998, p. 88). l3o6pakenus
3BE3JHOr0 HEe6A MPENCTaBIISIOT OTKPLITOE I10JI€ MPENebHO BEJIUKO-
ro, fiejast BO3MOXKHBIM OIIBIT, KOTOPBIN, HECMOTPS Ha OIIOCPELOBaHNE
4yepes Meua, HEBO3MOXKHO MPEJICTaBUTh cebe, He PUCKYS HEKOTOPBIM
roJIoBOKpyXeHneM. KosioccasibHOCTb KOCMOCA BBIXOJUT 33 MPELEIbI
noHuMaHusl. Ero uzobpakenue ynBauBaeT 3TO BIEYaTeHUE: Hebec-
HbI€ T€JIa, TYMAHHOCTHU Y Fa30Bbl€ CKOIJIEHUS COUBAIOT C TOJIKY CBOMM
BHEUIHUM BUJIOM U IIMTAIOT TOJBKO BOOOpakeHue. FIMEHHO Takue sip-
KUe BUJIEHUS NpepJaraloT ciaenytomue urpsl: Everspace (2017), Elite:
Dangerous (Puc. 4), a raxxe Mass Effect 3 (2012).

OpHaKo B TEHM KOJIOCCAJBbHOTO NPOCTYMNAET CHUJYIT YyIOBUIIL-
Horo. Kak mpepocTeperaer cuja BO3BBILIEHHOIO IIOPbIBA, obema-
HUE€ BOCTOPra MOXET ObITb JIETKO B3SITO 06paTHO. OTKPBITOCTb MOXKHO
NPEJCTaBUTh KaK JIOBYIIKY, [IONAJJAHUE B KOTOPYIO MOXKET OKa3aTbCsl
ru6esIbHbIM U CUJIBHO U3MEHUTb YYBCTBA TOT'O, KTO C HEY CTOJIKHETCS.
Kocmuyeckast HOUb — 3TO OTKPBITAsl 3aMafHsl, IPONACTh, XeJamas
MOIJIOTUTh KaXKJOro, KTO PUCKHET B Hel okazarbcsl. Kak roBopur 06

TaCTUYECKON MCTOPUEH, 3TOT (PUJIbM UTPAET HA KOHTPACTE MEXKAY OTKDBITHIM
KOCMOCOM Y 3aKPBITbIM IIPDOCTPAHCTBOM.
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Puc. 4. Bup 3Be3gHoro npocrpanctsa B Elite: Dangerous (2014)

atom Yacts 16 urpsl Alien: Isolation, aTo — BpaxxzebHas cpena, B KO-
TOPOW MOTYT BBIKUTD TOJIBKO YyJIOBUIIHbIE (POPMBI )KU3HU. YCESIHHOE
3Be3/laMU HE00 MOXKET NpPEBPaTUTbCS B JIAOMPUHT U3 HE3bIOJIEMBIX
CTEH, IPEJHA3HAYEHHBIN [IJIS1 TOTO, YTOOBI B HEM 3a0JIyAUTHCS. DTOT
06pa3 pOLCTBEHEH NPEACTABJIEHUIO O TpedyeckoM Taprape, y>KaCHOM
MECTE <«IIOJIHOTO CMSTEHUS], AE30PUEHTUPOBAHHOTO NPOCTPAHCTBA,
JINIIEHHOTO (PMKCUPOBAHHBIX HAIIPABJIEHUI U OOBIYHBIX OPUEHTUPOB»
(Detienne, Vernant, 1974, p. 278). HapyuieHue opueHTaluy 3[1€Ch Bbl-
3BaHO MNapafoKCaJIbHbIM U3JIUIIKOM BOCIIPUHUMAEMON PEAJIBHOCTA —
OLIYLIEHMEM IYCTOThl BOOOIIE Be3zne. PenpeseHTanusi KOCMUYECKUX
MIPOCTOPOB MpEAJaraeT Aaxe elle 60Jiee CMeJbIe UTPOBbIE 33/auu
[0 OPUEHTUPOBAHUIO, YEM LIEJIM UTDP, OCHOBAHHBIX HAa MKOHOrpaduu
HexBaTku?. «[IpoctpanctBo mnycrtoTsl» (Territoire du vide (Corbin,
1990)) — KoCMOC — COBEpLIEHHO NPUMBIKAET K MOJI0 vastus?: OHO
NIpeACTaBisIeT CO00I OECKOHEYHOE 3UsSHUEe, KOTOpOoe 00pasyeT Ipe-
ngrcrBue. OKkeaHNYeCKUuil, 6e3[0HHbIN — €ro pa3max BHYyIIAeT CTPaXx;
OH paBeH I'pedyeckomMy pontos:

Péntos — Mope B 3Haue€HUU 6GE3[NOHHOTO IPOTSKEHUS], XAaOTUYHOE,
JINLIIEHHOE JOPOT, KaK MPOCTPAHCTBO, ONpeAessieMOe IPEKaMM Kak
apeiros, apeiritos, He MOTOMY 4TO Y HEro HET Ipefea Uin Kpas, HO
13-3a TOTO, YTO €Tr0 MPOTSXEHUE HEJIL3S Nepecedb (Perao) C OJHOro
6epera Ha Jpyro; HEMPEOAOINMOE IIPOCTPAHCTBO, B KOTOPOM Jir06ast

22 Kak, K mpuMepy, OCTaroKaauITUIeCKas IIyCThbIHS, B KOTOPOU IIPOUCXOJHUT ek~
creue Fallout: New Vegas.

23 Ortcpuika K JJucceprauuy Ha TEMy CJIoBa vast, OMy6IMKOBaHHOW B 1685 romy
Yapnb3om ge Cent-DepemoHom (Le Scanff, 2007, c. 19). Vast (nat.) — mycTbIH-
HbIN, HEOOUTAEMBII1; OIyCTOLIEHHBIN, IOKUHYTbIH; 6€3MEPHBIA, BCEOOBEMIIO-
M1, MOIIHBII; HEHACBITHBIN; HEOOPa30BaHHBIN, HEKYJIbTYPHBIN ([Tpum. nep. no
caoeapto Kopoavkoea-Zleopeurozo).
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MPOJIOKEHHAsl OPOTa CTUPAETCS M MCYE3aeT C POBHOU MOBEPXHO-
CTHU BOJ, HUKOT/Ia He OpIBaloLIeil OfHOM U TOH Xe ABaxkas! (Detienne,
Vernant, 1974, pp. 274-275).

3Be3gHas HOYb IPEACTABISETCS MECTOM IMOesM, KaK LeJINHa,
JIMLIEHHas! JAopor. [ljs mepexoja 4yepe3 Hee TPebylTCsl CIIOCOOGHO-
CTU MPOBOJHMKA. POros — «IpenacTaBieHne, OCHOBAaHHOE Ha CIIUS-
HUU TPEX Pa3jIMYHBIX, HO B3aMMOJOMOJIHAIIUX chep: ACTPOHOMUH,
HaBUTaLWM U rajanus o 6ynymem» (Detienne, Vernant, 1974, p. 273).
Péros 0603HavaeT XUTPOCTS (Stratageme), yI0BKY, CPE/ICTBO CIIACEHUSI
13 6e3BBIXOJHOTO MOJIOKEHUS. HaBblKk KOCMUYECKON HAaBUTALUU BbI-
pabaTbIBaeTCs 07, 3HAKOM CHUJIBL, CIOCOOHOI MPOJIOXKUTB YTh B MOpE
6€e3 LOpoT. DTO He YIIPa)kKHEHUE B IPOKJIAILIBAHUU Ty TH, TI0O KOTOPOMY
MO>XXHO NIPOCTO MEPEMEIAThCS MU TIO3BOJISITh CE6s1 IPOHECTU: B Ka-
4YeCTBe I1JIaThl 3a IPOXOXKIEHNE MAapIIPyTa CJIeYET NOABEPTHYTh CE0s
onacHocTy. CBO6OHOE NepeMeleHUe B 3TOM IIPOCTPAHCTBE MPOUC-
XOZIUT IIOJ, PUCKOM HEKOHTpOJIMpyeMoro aperida (dérive): 6pocox Ko-
CTel, pe3ysbTaT KOTOPOTo, BO3MOXKHO, TO3BOJIUT BBUKUTB. PHCK, KOTO-
PBIii IPEAII0JIAraeT, YTO Mbl TOJDKHBI TOABEPTHYTh Ce0s1 OAaCHOCTU.
HanpsikeHue, MOopoxXgaemMoe 3TUM 00513aTe/IbCTBOM, ONpeneIsieT Co-
Iep>kKaHre UTPOBOTO OMBITA, — 3TO MOXKET ObITh, K IPUMEPY, OIBIT HE-
MUHYEMOI onlacHOCTU. [Iofo6HOE TOHMMaHUe pUCKa, O4EBUIHO, BO3-
HUKaeT B Takoy urpe, kak Adrift («B gperid») (2016). Victopus sTou
Wrpsl Havajsach ¢ KatacTpodsl Ha opbutanbHOil crtaHuuu (Puc. 5).
[lepememasicy OT MOAYJSI K MOLYJIIO Cpequ O6JOMKOB Pa3BOPOYEH-
HOH CTaHLMM, NEPCOHAX UTPOKa TPYAUTCS HAJ T€M, YTOObI CHeaTh

Puc. 5. Bup, npeiidyiomeit kocmudeckoy ctaniyuu B urpe Adrift (2016)

24 OO6cTaHOBKA BUIEOUTPLI TO3BOJISIET [10ABEPraTh Ce€6s KOHTPOIUPYEMOI ONIAaCHO-
CTU: UCTIBITAHNE CTPAXoM 6e3 puckKa 6epl. [lepeskrBaHne 0acHOCTH 3/1€Ch CO3-
JIA€TCS C IOMOIIIBIO CUJIBI YOEXKI€HNU S UTPhl, 3aKJII0YEHHO B miymo3uu (Huizinga,
p- 29).
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BO3MOJXHBIM BO3BpallleHME Ha 3eMJII0. [IOMMMO MHEPTHOCTH IIEPCOHA-
Ka, JeJapllell ONacHBIM BCSKOE MEepEMEIEHNE, OCHOBHAS MEXaHU-
Ka UIPHI CBsA3aHA C HEN36EKHOW HEXBAaTKOW KUCJIOpoja. VITak, CMBICT
UI'PBl COCTOUT B TOM, YTOOBI PUCKOBATh: MEPCOHAX MEJJIEHHO IPO-
KJIaibIBaeT cebe Nopory cpenu MaaBalolix B OTKPITOM KOCMOCEe 00~
JIOMKOB CTaHI[UM B MTOMCKaX KUCJIOPOAHBIX 6aJJIOHOB, pa36pOCaHHBIX
cpenu HuX. ONTUMU3AIMS MapUIpyTa, POKJaAbIBaHue NyTH (poros)
3[l6Cb CTAHOBSITCSI KPUTUYECKU BAKHBIMU. 3[ECH OIBIT IOTPYKEHUS
B 6€37HY OTIpeJiesIeHHbBIM 06pa3oM MonyIupyeT apdeKTsl Urpoka.

[TpakTHyecku 6e3rpaHuvHOe pacuupeHue reorpadum 37ech npo-
M3BOIUTCS MMOCPEACTBOM Pa3PYLIMTEIILHON, OKEAHNYECKON MYCTOTHI.
OO6MmUPHOCTb NIPOCTPAHCTBA MOPOXKIAET HEYTO YPOILJIUBOE M OTBPA-
TUTEJIbHOE: C BaMU 3[1€Chb He MOCYMTAIOTCS HU (pusnuyeckasi peasb-
HOCTb, HM €€ CMBOJIMYeCcKoe 3HaueHue. Eciu BepuTbh BOOGPaKEHHIO,
TO B 3TOM 3HUSIOLIEM IIPOCTPAHCTBE IIPUCYTCTBYIOT KaK BO3MOXKHOCTb
NIPUKJIOYEHNS, TaK 1 BJIACTD yKaca. 9TO MPOUCKXOIUT OLHOBPEMEHHO
B PeaJIbHOCTU UI'PHI (€€ OMAaCHbIN XapaKTep) U B €€ BOCCO3[IaHUHU B BO-
obpaskeHuH (CTpax nepej, TeM, YTO MOKeT CIIYUUThCSI).

TakoBa IBONCTBEHHAs! IPOCTPAHCTBEHHASI MOJEJIb, Ybsl MOLIb TaK
SICHO BBIPUCOBBIBAaeTCsl B Ipumepe ¢ urpoit Adrift. UYro6sl nmpenoTspa-
TUTB gpeiid B 3TOH 3BE3[JHOM NyCTOTE, HEOOXOIUMBI CTPaTEeruy Tpaccu-
poBKU. JlaBaiiTe CIIpOCUM cebsi, KakuM 06pa3oM 3TO OmIpefesseT po-
Leypsl reiM-I13aiiHa, Korjga ux 1ejb — 0TO6paskeHUe 3Be3[JHOM HOUM.

OTHomeHus MEXOYy Kocmocom u y>Kacom:
CKOBAHHOCTb U I/IKOHOI"pa(bI/IH

B KOHTEKCTe Hay4YHOU (PaHTACTHKU HAC MHTEPECYeT CIIOCOGHOCTB 110~
IOOHBIX Perpe3eHTalil IPUBOLUTH B IEHCTBE HEraTUBHbIE SMOLUN
IIPY [TIOMOIIY OTPaHUYEHNH, U3HAYAIbHO CBOMCTBEHHBIX CpPefe, KOTO-
pas B HUX BOCCO3[1a€TCsl. B 11€710M BUIEOUTPHI IPE/IJIaraloT HaM OIIBIT,
OCHOBaHHBIH Ha MPaKTHKE NPUHYXIEHUS. B CBOEM TUIIOJOTMYECKOM
aHaJyM3e UTrPOBBIX yIoBOJbCTBUN CasieH un lluMMepMaH yIIOMUHAIOT
dyHIZaAMEHTAJIBHBIN XapaKTepP YAOBOJIbCTBUS, KOTOPOE UIPOKU IOy~
4al0T, IOJYMHSSCh CUCTEME Yepe3 MPUHSATHE IPaBUJ, [eACTBYIOUIIX
B urpe (Salen, Zimmerman, 2004, p. 334). Buneourpsl xaHpa xoppop
IIOJIHOCTHIO COOTBETCTBYIOT 3TOMY YTBEPXKIEHHUIO: (yHIaMEHTaJb-
HOE TOHSTHE WX TelMILIes] — 3TO OrpaHUYEHHE 4Yepe3 MPUHYXKIe-
HUe, 1 OHU TI0JIHOCTBIO Ha 3TOM COCpelIoTO4YeHbl. VX Hauboee U3Hy-
purtenbHas Gopma COOTBETCTBYET oOIlpefesieHuio «survival horror»
(urpa B KaHpe «XOppOp», B KOTOPOH IieJIb 3aKJ/I049aeTCsl B TOM, 4TO-
ObI BBDKUTBH?): DTO MPEX[E BCEro Urphl, YbM MEPBUYHbIE KOMIIOHEH-
TBl — CTPax M OTBpallleHue, CBSI3aHHbIE C UESIMU 6€CCUINS U YTPaThl

25 Kak B knmaccrndeckux mpumepax Alone in the Dark (1992), Resident Evil (1996) nnu
Silent Hill (1999).
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(3peHus, >KU3HEHHOW CUJIbI, PECYPCOB IJis HACTYIJIEHUS U 3aIIUTHI).
DT UTPhl BOIJIOWIAIOT B cebe UCIIbITaHue, UHOITIA — IIpeJesIbHOe; UH-
CTUHKT CAaMOCOXPaHEHH s Pealn3yeTcs B HUX 10 KOHIA, 0COGEHHO KOT-
Jla TeMMILJIEN HapylaeT COOTHOILIEHNE CUJI HE B T0JIb3Yy rerimepa. Kak
Y BO MHOTUX APYTUX )KaHPaX BULEOUTP, IyTELIECTBUE OCMbBICIIMBAETCS
37ech Kak nHunvanysa. OOHAaKO B IaHHOM CJlydae ysKacarollee IyTe-
IIeCTBHE BKJIIOYAET B cebsl KaTabacuc, TO €CTh HUCXOXKI€HNE B IIpenc-
MOJHI0?® — CUMBOJIMYECKass MOJesb, KOTOpasl sSBJSIETCS OJHOBpE-
MEHHO HappaTUBHON U scTeTndeckoii?’ (Puc. 6). UToObI BOIJIOTUTD €€
B JKU3Hb, UT'PBI-XOPPOPHI BLIABUTAIOT HA IEPBbII I1J1aH MOHCTPYO3HYIO
MKOHoTrpaduio, IepBasi BCTpeya ¢ KOTOPOi OoIpeJesisieTcsl 3aKOHaMU
JIaGMPUHTONONO6HOTO MHUPA, TIOXOXKEro Ha TIOPbMY U IOI'PYKEHHOTO
B aJICKUM MpakK. «ONBITHBIM NYTh CTPaxa®», KOTOPBIN NOJDKEH IIPOM-
TU reliMep, pa3bIrPbIBAETCS B CE€PJLie ThbMBI, MleasIbHOrO pakTopa Je-
NpuBauyu. B urpax-xoppopax 4epHOTa BCTAET HA MECTO APXUTEKTY-
PBl OKpY>KaIOIIEeN CpeJibl M pa3MbIBa€T €€ rPaHulLbl. [louTu ocienHys®,
reiMepsl U TeIMEPKU IEPEXUBAIOT OCTPYIO TPEBOTY, KOTOPYIO BbI-
3bIBAET HAPYLIEHME HABUTALUUU U HEBO3MOXHOCTb OPUEHTUPOBATLCS
B IIPOCTPAHCTBE. V3-3a CJIENOTHI, BbI3BAHHON MCIIOJIb30BAHUEM YEP-
HOTO LIBETA, OYEPTAHMS MECTHOCTHU YCKOJIL3AIOT OT B3IJISIA U IIPEBPaA-
IIAIOTCS B MOLHBIN NCTOYHUK CTPaxa.

Puc. 6. [TonzemHoe okpyxeHnue B urpe Outlast 2 (2017)

26 Tlomumo nyremectBusi Opucces B «Opuccee», KinacCu4ecKkas TPaguLys OMU-
CBIBAET U JIpyrue KaTabacuChl, CBSI3aHHbIE, KaK MIPaBUJIO, C MU(OJIOTNYECKUMU
[epCOHAKaMU, COIIENIMINMY B TIPEUCIIOAHIOI0 HA CBOEM I€POMYECKOM IIyTU, —
I'epaky, Teseit u [lupudoii, HO B epByio ouepenb — Opdeit (Babbi, 2012, p. 19).

27 Bo3Bpamasch K uee IMyTU KaK «3CTETUYECKOro AEeNCTBUS, KOTOPOE MO3BOJISIET
IIPOHUKATb HA TepPUTOPHUIO Xaocay (Careri, 2013, p. 22).

28 «OmbITHBIN MyTh cTpaxa» (Perron, p. 3) — Takke CM. pyCCKOe U3JlaH1e.

29 Vcnosnb3ys 9TOT IPUHLMII FefiM-[13aiiHa B GYKBaJIbHOM CMBICJIE, UTPA-XOPPOP
Perception (2017) npenjyiaraet urpatb 3a CJIENYIO FTePOUHIO, KOTOPAsI MOSKET OpU-~
€HTHPOBATHCA JINIIb C IIOMOIIBIO 9XOJIOKa M.
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Ta ke camasi YepHOTa CTAaHOBUTCS MIEPBbIM 3HAKOM HECOU3MEPU-
MOI1 IJIyOMHBI U y>Kacalollell MyCcTOThl kKocMoca. HecoMHeHHO, 3Be3/1-
Hasg UKOHOrpadusl TakkKe OTBEeYaeT HOYHOMY (nocturne) pexumy
obpasa (Durand, 1984); oHa CTaHOBUTCS XPaHWJIMILEM 3TON MPUHYK-
JAIOLEN CUJIbl, TaPOBAHHOU HENIPOHULAEMOM TEMHOTOM, KOTOpas Jjie-
SKUT B caMol1 ee ocHoBe. YepHas marepus, Baara (humeur — cp. rymop
(ITpum. nep.)), KOTOpas CTPyUTCs BO B3IJI€, CKUMAET IPyb U yoylia-
€T, Ta CyGCTaHLMs1, KOTOPasi OTHAET Teo 6e3/1He, IPOHUKAET B «I10JIe
3peHMUsl, TOBOJs 10 TOJIOBOKPYKEHUSI»® U TIOrpy>KaeT ero B 6eckpan-
HIOI0 HOYb. Kak INo3BOJISET NPEeATIoIoKUTh JIEKCHIecKoe 6oraTtcTBO
CJIOBA «4EPHBII», JIEXKAIIEero B OCHOBAHUY OBIIMPHOTO CUMBOJINYECKO-
ro 1oJis (TPYCTHBIN, TUOEJbHBIN, YPOLJIUBbIH, 6€300pa3HbIi, )KeCTO-
KW, 37I0BpEIHbIN, IbsBOJIbCKUM U T.[I. — Pastoureau, c. 29), HaBOgHSI~
I0II[asl 9TU UTPOBBIE NIPOCTPAHCTBA YEPHOTA (POPMUPYET CTPYKTYPY,
3apSDKEHHYI0 OTPUIIAHMEM, U YCUJIMBAET TPEBOTY, BbI3BAHHYIO Kpaii-
Hell CTENeHbI0 OTCYTCTBHSI, KOTOpas ob6Cykjasach Bblme. YepHo-
Ta Houu nary6Ha (Pastoureau, p. 35), OHa CBsI3aHa C OTPULIATEIbHBIM
YIIOBOJILCTBUEM, B TEHU KOTOPOT'O PA3bIIPhIBAETCS I1EJIbHbIN OIBIT [10-
IPY>KeHHUs B KOCMUYECKYI0 Ny4yuHy. Bosee Toro, 3Be3mHast HOYb Ipe-
IOCTaBJIsIeT 06eCKYpaskMBaIOIyI0 BO3MOXHOCTb MCIIBITaTh YYBCTBO
yTParThl epe, JIUOM 6€ CKOHEYHOTO TOPU30HTA, KOTOPBII OHA OTKPbI-
BaeT B3IJISY, U B TO Xe BpeMs 6J1arofiapsi CBOei MJIIOTHOCTH — OILy-
IeHye 3aTo4YeHusl. By iyyu MIojOpOIHON MaTepue, OHa CTAHOBUTCS
HCTOYHUKOM BCeX Belljel, Iaxke caMbIX y>KacHbIx!, HouHas, riayouH-
Hasl YepHOTa — IJIOLIA/IKa JJIsI TPEHUPOBKY BooGpaskeHus. Ho 31ech
oA pa3yMeBaeTcs yXe He IPUSTCTBEHHOE BOOGpaskaeMoe, BhI3BAHHOE
K SKM3HU [0JIOKUTEJIbHO BOBMOXKHBIM NokopeHueM Kocmoca. Iorpy-
>KeHUEe B GECKOHEYHOCTH BbI3BIBAET HABAXK[EHMUS U MOTEPIO PacCy/i-
Ka, pacCTaBJisisl HACTOSILIME KalKaHbl AJjsl sMouuid. HouHas TeMHO-
Ta — KJIIOYEBOU 3JIEMEHT OIbITA CTPaxa: CTpaxa ObITh 3aXBaYy€HHBIM
BPACIJIOX, CIIOTKHYTbCS, [TONACTb B AYPHYIO CIy4alHOCTD. 371eCh Ipu-
XOJIUT CTPax, CBSI3aHHBIN C JBOMHON HEBO3MOKHOCTHIO: B HOYb ITPO-
HUKHYTb HEBO3MOKHO HU 3PUTEJIbHO, HU (u3nyecku. VIMEHHO 3TO
coyeTaHre GeCIJIOTHOCTU U OTCYTCTBUSI BUJAMMOCTU BbI3BIBAET OCO-
GEHHO CUJIbHBII CTPaX, CTPax abCOJIIOTHOTO OTCYTCTBUS. TakoB CTpaXx,
BbI3BaHHBIN ¢puHasom urpst Alien: Isolation (2014): cTpax ryéuteabHO-
ro apeiida B cienom kocmoce (Puc. 7).

C JIerKoCTbhIO BbI3bIBAasl OJJHOBPEMEHHO CTpax MyCTOThl U HOYHOM
TPeBOry, KoCMHUYeCcKoe [IpOCTPaHCTBO, TAKUM O0Pa30M, SIBJISIETCS M-
CTOM y>Kaca B BBICIIEM €ro IPOSIBJIEHUU: OTJIMYHO IIPUCIIOCO6IIeHHAs

30 ToBops O cuie 4EPHOTHI B TOTUYECKUX POMaHax cM. Le Brun, 1982, p. 114.

31 «3ares TEMIIEPAMEHTAQ, )KU3Hb CHavYajla UT'pa€T IIPOTUB HOYU, [TOCKOJIbKY HOYb —
9TO OJjHA U3 BEJIMYANIINX COCTABJISIONMX cTpaxa. Korja npocTpaHcTBO pacTBO-
psieTCs B TEMHOTE, JIOJbMHU, WX IIYCTOTOI, HAYMHAET IIPaBUTh BOOGPaskeHUeE,
U pe3yJsIbTaT OT 3TOrO OAUH U TOT Xe» (Jourdan, 1989, p. 7).
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Puc. 7. [lpoctpancteeHHbli gpeiid B urpe Alien: Isolation (2014)

IJIS1 MCIIBITAHWH Ha BbDKMBAHME CPEZA, 4bsl CIIOCOOHOCTb BBI3bIBATD
CHJIbHBIE YYBCTBA MOrJIa 6bI MOTHMBUPOBATb €OUHCTBEHHBI B CBO-
eM pope reiimniein. Tem He MEHee OKa3bIBaeTCs, YTO 00J1aCTb BUAEO-
WTPOBOTO Y>KaCHOTO MpeJJaraeT HaM CPaBHUTEJIBHO MaJIO IPUMEPOB,
BIIMCBIBAIOIIMXCS B PaMKU Hay4HO (paHTacTUKK*2. OCHOBHOE COZEP-
JKaHue dTOro KOpIlyca Urp COCTaBJISIIOT Takue urpsl, kak Echo Night:
Beyond, cepus Dead Space, Alien: Isolation, Stasis u Cayne unu faxe
Soma; K HUM MOXHO J06aBUTb UTPbl, KOTOPbIE TAKXKE I0JIAaraloTCs Ha
CUJIBL y>Kaca, HO Heobs3aTesIbHO BXOJAT B KaHOH >kaHpa: OverBlood,
Extermination, Clive Barker’s Jericho, cepun F.E.A.R., System Shock
i Doom*. K 3TuM wurpam MOXHO Takxke npub6aButb BioShock
u BioShock 2, koTopble pazpabaTeiBaloT peTpodyTyPUCTUUECKYIO 06~
pasHocCTb B gyxe JKrouis BepHa, onupasce Ha reiMInien xoppopa. I[lpu-
Mepbl Hay4YHO-(AaHTACTUYECKOTO XOPPOPa JOBOJILHO PEJIKU IO CPaB-
HEHUIO C TEM, YTO OOBIYHO NPOU3BOIUT KAHP. B 3TOI CBSA3M MOXHO
MPEJJIOKUTh HECKOJIBKO TUTIOTE3. BOo-TIepBBIX, MKOHOTpadus xoppopa
aKLEHTUPYET U300paKEHUE IJIOTU U OPraHUYEeCKON marepuu. MoH-
CTPYO3HbIE PENPE3EHTAL MU B YIIOMSIHYTHIX BBIIIE UTPAX CIIy>KAaT TOMY

32 Ha ocHOBaHMM KOpILyCa WIP, BKJIIOYEHHBIX B MOIO JOKTOPCKYIO IMCCEPTALMIO
(«MexaHn3Mbl OTPaHUYEHUI: MEKUCKYCCTBEHHAS U BUJ,EOUTPOBAsi MKOHOJIOT U
MOHCTPYO3HBIX T€JI», I10]], PyKOBOACTBOM r-xu M. samuiiennoi B 2016 roay B I1a-
pwxckoMm YHusepcurete 1 [Tanteon-Cop6oHHa). B aToT Kopmyc Bomna 121 urpa,
MMEIOIAsl OTHOIIEHNUE K JKaHPY «XOPPOP» UJIM CMEKHOMY C HUM (KPYNHOOIO/1-
JKETHbIE NPOEKThI ¥ HE3aBUCHUMbIE UIDbl, KOTOPbIE BMECTE IOKPBIBAIOT 3HAYM-
TeJIbHYIO YacTb UTP U cepuil aHpa). 113 121 urpsl TonbKo 22 ObLIM B CETTUHTE
Hay4HO! (paHTaCTUKM, BKJIIOYasl TPU KPYNHBIX anu3oga cepun Dead Space. Onu
TaKoke GBI €IMHCTBEHHBIMU, B KOTOPHIX Kocmudyeckoe [TpoCcTpPaHCTBO GbINIO
B T10JIHOM ME€PE UCII0JIb30BAaHO B UTPOBBIX MEXaHUKAX.

33 3pech MOXKHO 6bIJIO GBI TaKKe YIOMSIHYTh Urpbl cepun Alien Breed u Gears of
War ja)ke HECMOTPSI Ha TO, YTO 3TO UTPHI B IEPBYIO OUYepeib B )KaHPe HKIIEH.
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CaMbIM SIBHBIM NIPMMEPOM: 30MOU, MOHCTPBI U MCTEKAoUIe KPOBbLIO
TPYIIbl, UMSI KOTOPBIM JIETMOH. YTOOLI NIPUBECTU B HEIHCTBUE CHUJIb-
Hble apEKThl, yKac BUJEOUTP UCIIOJb3yeT OMBIT OTBPATUTEIbHOTO
(Baychelier, 2015, p. 82). OH KOpeHUTCS ITTy60KO B NapajoKCcaIbHOM
ouapoBaHuu (fascination), koTopoe BbI3BAaHO NPOTHUBOCTOSIHUEM OT-
BpPaTUTEJIbHOMY — B TOM CMBbICJIE, KOTOPbII IIpuaaeT aTomy Kpucre-
Ba*. OpHaKo Hamepekop BCeM OXUAAHUAM KyJIbTypHas NPOAYKLUS
B CETTHHTe Hay4HO! (PaHTACTUKU OY€Hb PEJIKO CBSI3bIBAETCS C pernpe-
3eHTalnuel cy6CTaHLi, HEIOCPeICTBEHHO NPOBOLUPYIOMIUX OTBpa-
meHue. BoobpaskaemMoe OpPraHUYECKOro ysKaca YCTYIaeT MECTO Me-
XaHMYeCKOMY BOOOpaskaeMoMy. MexaH14ecKoe Jallie BCero 3aMeHsieT
OpraHMYecKoe, YTO MPUBOIUT K M300PAKEHMUI0 MEXAaHU3MPOBAHHBIX
IIEPCOHAXEN MJIM HEOPraHMYeCKOM METaJlJIMYEeCKOM cpenpl. B oTim-
41e OT CYIIeCTB, HacessoluX Takue urpsl, kak The Evil Within (2014)
unu Dying Light (2015), 3mechk ouTy HUKOTA He 3aXOHUT Pedb O Tepa-
TOJIOTUYECKUX TeJaX, «M30eramouyx eIMHCTBa OpraHnu3mMa 1 npeobpa-
sKaomuxces B Msico» (Ancet, 2009, p. 48) (Puc. 8). [laxke ecin MalIMHHOE
BOOOpa’kaeMoe He CBOJUTCS K OIHUM CBOMM IO3UTUBHLIM BaJ€HTHO-
CTSIM, BOIIPOC O PaJMKajabHO OTBPATUTEILHOM BpSi], JIU UMEET K HEMY
oTHomeHue. Kpome TOro, moxoxe, 4TO TEXHOJIOIMYECKHE BO3MOXKHO-
CTHU U TIPOYME CPEACTBA, AO3BOJIEHHBIE pAMKaMU Hay4yHOU (aHTacTu-
K/ U PeayM30BaHHbIE TIOCPEICTBOM TaKUX MEXaHU3WPOBAHHBIX WU
IOTIOJIHEHHBIX T€JI, HapyLlaloT ONpe/ieIeHHbIE 3aKOHbI, CTPYKTYPUPY-
Iolllie TefMILIel UTp B )XKaHpe survival horror. Pa3nuyHble T€XHOTO-
T4 PeCypChbl HE MOTYT U He JIOJIKHBI IIPUXOAUTb UTPOKY Ha IIOMOLIb.
B ycTpamamomux HCNBITAHUSAK, KOTOPLIM MOJBEPraloTCsi reidmMepbl
U refiMepKy, IOCTaBJIEHHbIE B 6€CITOMOIIHOE [10JI0KEHNE, €JMHCTBEH-
HOE JIEICTBEHHOE CPEJICTBO — 3TO XJIaJJHOKPOBUE.

W13 aToro caepyeT BTOpoe HaboneHue. [[porpammaTiiKka Urp-xop-
POPOB BbIKMBAHHUS MOOYKAaeT pa3pabOTUYMKOB CTPOUTL JNUEreTude-
CKOe€ TIOBECTBOBaHUE B paMKax «UrpoBoii rotuku» (Taylor, 2009, p. 48),
KOTOpasi HAYMHAETCs C paclIMpPeHUs MpeJesioB JUTEPATyPHON TOTU-
KU U CChLJIAETCS Ha BIOJIHE ONPeAesIeHHYI0 UKOHOrpaduio, 06yCcioB-
JIEHHY10 UCIOIb30BaHMEM OCHOBHBIX KJIMIIE «4YEPHOI MaIIMHEPUN»S.
3agzeiicTBys BooOpaxkkaemoe, oObIrpbiBaomiee (aHTa3uu O 3aToye-
HUU, XECTOKOM OOpallleHUU U YyBCTBEHHOCTH, UTPOBasl TOTHUKA 3KC-
NJIyaTUPYeT LeJiblil psif, IMTepaTypPHbIX KiUlle, IPONYIIEeHHbIX Yepe3

34 «B oTBpaleHUN eCTb YTO-TO OT HEYAEpPKMMOrO M MPAyHOro GyHTa yesjoBeKa
MPOTUB TOTO, YTO IIyTaeT €ro, IPOTUB TOTO, YTO yTPOKaeT eMy M3BHE WJIN W3-
HYTPH, 110 Ty CTOPOHY BO3MOYKHOTO, TIPUEMIIEMOTO, MBICJIUMOro BoobIIe. |...]
B ucnyre orBopaunBaetcs. C oTBpaujeHreM oTkasbiBaercst. [...] Ho B To ke ca-
MOe BpeMsI 9TO IBIKeHIe, Pe3KOe, CIIACUTEIbHOE, TPUTSTUBAETCS K 9TOMY MHO-
MY, CTOJIb K€ CJIaIKOMY, CKOJIb U 3arpeTHOMY. Be3 nepeipiiex, 3To JBIKeHHe
[...] IpUTATMBaeTCs U OTTAJIKUBAETCS! OJJHOBPEMEHHO U OYKBAaJIbHO BBIBOIUT U3
ce6s» (mepesog, uutupyercs nno Kpucresa, 2003, p. 36).

35 3gecs g ucrnosnsyio popmyiy A. Jle BpyH (Le Brun, 1982, p. 187).
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Puc. 8. )KuBoii mepTBell, Ha3bIBaeMbIil Rapace (xumHuK), B urpe Dying Light (2015)

$unpTp PUIBMOB YXKaCOB, y>K€ YCBOMBIIMX 3TU KOIBl. 371€Ch MEPBO-
CTEMEeHHO Ba’keH NPUHIUI «IIPOCTPAHCTBEHHOTO TOBECTBOBAHUSIY:
3TO, IPEX/Ie BCEro, OKpy>Kalomas Cpefia, KOTopas HalpasJiseT paccKas
Y OYepYMBAET KOHTYPHI IIPE/1JIaraeéMoro oIbITa, adpPeKTUBHOIO OTHO-
IIeHNs1, Pa3BUBAIOIIErocs B 10J06HON 06CTAaHOBKE. MeiyM BUI€OUTPbL
CII0COOEH OIpaBhaTh J1I00YIO JIOTUKY BbIOOpA [1OAOOHBIX TPOCTPAHCTB!
KJ1ag0uia, ceKpeTHble jlaboparopuy, ycanbObl, LIEPKBU, OCTaBJIEH-
Hbl€ TOpOJia, TAOUPUHTDI, MpayHble IIPUTOHBI U ApPYyTue 3JI0Belue Me-
cra (Puc. 9). DTu IpocTpaHCTBa Y>KaCHOrO IMpeAHa3HAYEeHbl [1JI IIpU-
HY>KJEeHUS, IPENSITCTBOBaHUS U MOMMKU. OHM TIOXOXH Ha AeKopaluu
POMAaHOB Hyap, B KOTOPBIX 3aTOYEHME IPEBPAIIAETCS B OAEPKUMOCTD
(Durot-Boucé, 2012, p. 65). Braromapst apxuTeKTYpHOMY MOAXOIY, KO-
TOPBIN OHU TTOAPA3yMEBAIOT, CUMBOJINYECKIE MOJIEeI TOTUYECKOM TN~
TepaTypbl®’ CTaHOBATCS HIEaybHbBIMU IMPUMEPAMU IJsl NPOEKTHUPO-
BAHUS UI'POBBIX YPOBHEM, MBICIMMBIX UCKJIIOUYUTEJIBHO MO MPUHIUITY
VIUIOTHEHUS. Tak WIPbI-XOppOpH! Iepe3anycKaioT [epBOHAYaJbHbIE
OCHOBaHu4 A5 TpeBorut. Onu GopMUPYIOT CETh KAMED U apeH, Ha KO-

36 Jlon KapcoH, yeil nogxon K IPOEKTUPOBAHMIO NAPKOB Pa3BJIEYEHUI CPaBHUM
C IU3aliHOM BUJEOUTD, TOBOPUT, YTO OAMH U3 CEKPETOB CO3LAHMS TEMaTU3U-
POBaHHBIX Pa3BJIEKATENILHBIX TPOCTPAHCTB (PUBMYECKUX WJIM BUPTYasIbHBIX)
COCTOWT B TOM, YTO DJIEMEHTHI TOBECTBOBAHMSI KaK ObI TPOCAYMBAIOTCS U3 ITPO-
CTPaHCTBa, Yepe3 KOTOPOE IIPOBOAAT NOCETUTENS (UM Urpoka). Yepes CBOIO
reorpauio 1 31€MEHThI, KOTOPbIE €r0 COCTaBISIOT (HaXKe I[BETA UJIM TEKCTYPBI)
IIPOCTPAHCTBO MIPETBOPSIET B )KMU3Hb TO, O YEM XOTHIT PACCKA3aTh AU3ANHEDDL.

37 31ech BaKHO, YTO €0 UCIOJb3YIOT Jaske HayyHO-(PAaHTACTUYECKUE UIPhl: HAIIPU-
mep, Dead Space 2 npepjiaraet npogoKUTeIbHbIN 211130/, B LiepkBU (HacTb 4),
Ybsl BHENIHOCTh SIBHO O6GpaIaeTcsi K TOTUYECKOMY TOTIOCY, Jake HECMOTPS Ha
CBOY (PyTypUCTUYECKUI AU3AMH.

38 TpeBora HENOCPEICTBEHHO CBA3aHA CO CBOMM TEJIECHBIM II€PEXKUBAHUEM.
®paHiy3ckoe Cl0BO angoisse MPOMCXOAUT OT JIATMHCKOTO angustia, B CBOIO
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TOPBIX UI'POKHU JOJDKHBI OYIyT MOTEPSThCS, 3allyCTUB Urpy. Bece neso
B CTOJIKHOBEHMU CO CTE€HAMU: YUCTO JIOTMYECKU HUYTO HE YKa3bIBaeT
Ha [TOTEPIO U PA30OMKHYTOCTh B 3(UPHBIX IPOCTPAHCTBAX.

B cBeTe 3TUX 3aMeYaHUl 06 «UI'POBOI TOTUKE» — IJIyGOKOM UCTOY-
HUKe, TUTALIEM BUJIEOUTPOBOI1 y3Kac, — SKCTPeMabHast OTKPbITOCTh
pernpeseHTanuil KOCMoca Kak Oy/TO AeICTByeT HalepeKkop ee MOJIHO-
MOYMAM. Jlake eCJIM 3Be3[HbII «CETTUHI» CIIOCOGCTBYET Pa3paboTKe
IM3aiiHa Ur'Pbl, COCPEIOTOYEHHOTO HAa OTCYTCTBUY U IPUHYXAEHNU, OH
10 CBOEMY IIPUHLIMITY PELIUTEIbHO IPOTUBOIIOJIOKEH Hiee 3aTO4YeHN ],
Jlexxaner B cepjile TaKoro pearnpusTusl, Kak yxac. HecMoTps Ha ougy-
THUMBIE CBSI3U MEX/y CETTUHTOM Hay4YHO! (PaHTACTUKU U HAPPAaTUBHbBI-
MU paMKaMy, JieXKalllUMU B OCHOBE KYJITYPHO!M MHIYCTPUM y>Kaca, HU
O[JHa M3 TaKUX CBA3€EH HE KajKeTCs 04eBHIHOM. Kak ke Torma CoequHNUTh
IIPOCTPAHCTBO Y3KaCHOTO U 3Be3]JHOE IPOCTPAHCTBO? MOKET JI KOCMOC
CTaTb IOJIHOMPABHBIM I1OBECTBOBATEJIbHBIM IPOCTPAHCTBOM YyyKaca?
YHUMKaJIbHOE KCII0JIb30BaHUE 3BE3JHOI IMYCTOTHI B KAYECTBE UI'POBOIO
nosist B Tpusiorun®® Dead Space (2008, 2011, 2013)*° nesnaet coenyHeHne
KOCMMYECKOTO U YKaCHOTO BO3MOXXHBIM U MO3BOJISIET PACCMOTPETh I0-
CJIEICTBUS ATOrO KaK Ha yPOBHE refiM-Iu3aiiHa, Tak U Ha YPOBHE UT'PO-
BOTO OIbITA. DTO [MO3BOJIUT HAM YBUJETh, KAK TAKVE UTPbI BHICTPAUBAIOT
IMAJIEKTUKY, CIIOCOOHYIO pa3pelinTh MapajiokC BUAEOUTPOBOro ysKaca
B paMKax Hay4yHO¥ (aHTaCTHKH, ITPU ITOM HCIIOJIb3Ysl KaK pa3 Xxapakre-
PUCTUKM OTOOPasKeHUsI KOCMUYECKOTo [IpocTpaHCTRa.

Puc. 9. Jlom BeiikepoB, 0OCHOBHOE UTPOBOE IPOCTPaHCTBO B urpe Resident Evil 7:
Biohazard (2017)

oyepenb MPOUCXOAAIIEro OT IJ1arojyia angere (CKUMaTh, CKUMaThes). (Takke CM.
HeMelKoe Angst. — [Tpuau. ped.)

39 Mpml He BKimovyaeM cioga Dead Space: Extraction 1o Toi npu4uHe, YTO €€ reiim-
1€l OTJINYaeTCs OT KAHOHUYECKO! CePUM (PesIbCOBBII LIyTEP).

40 Jlng 0603HAYEHUS UTP CEPUM MBI GYZeM KUCII0Ib30BaTh COKpauieHue DS u coot-
BETCTBYIOLUIUN ITOPSIKOBbI HOMEDP UTPbIL.
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Dead Space, unu 3Be3HbII XOPpPOP

B urpe Dead Space Bbl urpaete 3a Aiizeka Kiapka*, MexaHuka, KOTo-
Pblil [OOGPOBOJIBHO COIVIACUJICS OBbITh MPUHSITBIM B CIHACATEJIbHYI KO-
MaHJYy, YTOObl BEPHYTb CBOIO BO3JIOOJIEHHYIO, HAXOOSIIYIOCS HA 60p-
Ty KOCMHAYECKOT0 KOopabJis Kjacca «IJIaHeTapHbli norpomuTtesnb» USG
«mumypa», Kopabiis, CBsI3b C KOTOPbIM 060PBasach, KaK TOJIBKO OH BbI-
meJs1 Ha opbuty manets! Oruga VIIL Gabyna, ocHOBaHHAsl HA MHOTOUKC-
JIEHHBIX 3aMMCTBOBAHUSX U3 priibMOB «Hyxoi» (Scott, 1979) u «Heuto»
(Carpenter, 1982), naeT Ham MOHATb, YTO BHE3EMHOU MTpeIMeET, 06HAPY-
KEHHBIN B npouecce 6ypenusi, Kpacuoiii O6enuck*, gaBisieTcs UCTOU-
HUIKOM 3apa’K€HNS: OH BbI3bIBAET Y DKUIAKA OTBPATUTEJIbHBIE MyTALIUH,
IpeBpallasi €ro YjieHOB B «HEKPOMOP(OB»*: opraHnyeckrue CBONCTBA
STUX NEPCOHAXKEN CTAHOBSITCS IVIABHBIM MUCTOUHUKOM y’Kaca B JAaHHOMU
cepuu urp. Mirpa otnaeT BoypKHOe XXaHpy «survival horror», nesnas nep-
COHa’)ka Urpoka* He Ha€MHMKOM U He 3aKaJIeHHbIM COJITATOM, a WH-
SKEHEPOM, UbM HABBIKM OIPAaHUYMBAIOTCS YIIPABJIEHUEM amNaparypoil
Tem He meHee Dead Space Takke MCIHOJb3yeT XapaKTE€PHbIE [IPUEMBI
Hay4yHO! (PaHTACTUKU, CBS3aHHBIE C TEXHOJIOTMSMU OyAYILETo: «CTa-
31C» M103BOJISIET 3aMOPO3UTh BO BpEMEHU MOHCTPOB U OOBEKTBI, «TEJIEe-
KMHEe3» — [IepeMEeCTUTh UX Ha HEKOTOpoe paccTosiHue. Ho aTu riceBno-
CIIOCOGHOCTY, ITOXOXKE, HE BIIMSIOT HAa BHYTPEHHEe CTPOEHUE UTPhI KaK
XOoppopa. DTH BO3MOXHOCTHU IO-TIPEKHEMY CMEXOTBOPHBI TIepe], JIi-
IJOM MOTYIECTBEHHBIX ¥ KPallHe MHOTOYVCJIEHHBIX TPOTUBHUKOB, 1aske
KOT'JIa OHU CJIy’KaT LeJIsIM TefMILsIes], IO3BOJISIsl UCTI0Ib30BATh UTPOBOE
OKpY>KEHHE, YTOObI peasii30BaTh B HEM UTPOBBIE 3amayuu. Ciemys JIoru-
Ke XaHpa survival horror, BHyTpeHHue npoctpancTsa Dead Space (3a-
KPBIThIE TIPOCTPAHCTBA, TEMHbIE KOPUOPBI, 33/IbIMJIEHHbIE MAIINHHbIE
MOMelIEeHM s, 1a60paTOprH, 6ONBbHULILL U T. [I.) COTPOTUBIISIIOTCS B3TTISILY
Y MOTYT ObITb M3y4Y€HBI JIMIIb LIeHO onacHoi passeaxu (Puc. 10). [Tycts
Y TPYZHAsI A4J1s1 HETIOCPEICTBEHHOTO BOCIIPUSTHS, 9Ta Cpefia JOMyCKaeT

41 Vimsg nepcoHaxka — 3TO JBOVHOE IOCBsLeHne Aln3eKy A3uMoBy 1 ApTypy Kiapky.

42 Bo ¢paHIily3ckoM nepeBojie urpbl O6e1ucK CTaHOBUTCS «MOHOIUTOM», HECMO-
TPS Ha TO, YTO OH UMeeT GpopMmy ABoiHoN cniupanu JHK. B anrnniickoit Bepcun
OH Ha3bIBAeTCs «MapKep», YTO OJHOBPEMEHHO yKa3blBaeT Ha Mask (6yii), Mo-
TUJIbHYIO TJIATY U TeHeTU4YecKuil MapkeT. HecoMHeHHO, (paHIly3CKuil mepeBoy,
oTCblIAET K MOHOIUTY U3 «Kocmuueckoit Oguccen» Ctannu Kybpuka (1968), ube
BO3MYILAIONIEE BO3[EHCTBUE, B HEKOTOPOM CMBbICTIE, CPOIHU 3ToMy KpacHomy
O6enncKy, MOCTOSIHHO CBOAsIEeMY € yma Kilapka 1 ero cornseMeHHUKOB.

43 Ot gpeBHerpeyeckoro nekros, 4To 03HaYaeT «MEPTBBINY, «<MepTBeL». X0Ts hop-
MaJbHblE acTeKThl MOHCTPOB 3aMMCTBOBaHbI 13 puibma «OHO» KapreHTepa,
XapaKTep PAaclpOCTPAHEHUs] 3aPAKEHUS SIBHO HAIIOMMHAET O HEMCUUCIMMOM
MHOJKECTBE UTD, B KOTOPBIX OCHOBHOM JAEHCTBYIOIIEN CUJION TOBECTBOBAHUS B~
JISIETCST MyTallysl B pe3ysbTaTe 3apaskeHus], Kak B KJJaCCUYeCcKUX cepusix Resident
Evil (1996), a Taxke Dead Rising (2006), Dying Light (2015) 1 MHOTUX IpyTUX.

44 T'11aBHBIM NIEPCOHAXK UTPBI, Ybsl TOYKA 3PEHMUS U TEJIO IIPUHAJJIEXKAT TeIMEPY BO
Bpems urpsl (Perron, 2016, p. 152).
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OTHOCUTEJIbHO IIPSMOJIMHENHblEe MNepeMmelleHus®. Jlekopaluy UIphl,
pasgesieHHble Ha OTHEeJIbHbIE YYaCTKY, HaXOOATCS B COCTOSHUM Da3-
pyxu, cMylast B3IJIs1], YTOObI HaTHETaTh «CacCleHC»*® 1 ollylleHne Mo-
CTOSIHHOM yrpo3bl. HarpoMoskzieHre 06eKTOB U PyHH CO3[a€T MUKPO-
JIaOMPUHTHI, OTKYZAA B JI000I1 MOMEHT MOTYT MOSBUTBLCS KOIIMapHble
MoHCTpbI? (Puc. 10B). Takol gu3aitH ypoBHel 3aCTaBIsIe€T HENPEPBIBHO
COXPaHATb 6IUTEIbHOCTD. bojiee TOro, IpuBbIYHbIE UTPOBblE OPUEHTU-
PBbI 31€Ch CTEPTBHI, Ja’KE €CJIM TAK HAa3bIBAEMBIE ITYHKTbI ODUEHTHUPOBKU*®
(Carson, 2000) coxpaHSIIOTCSI B OKPY>KEHUH, YTOObI MOKHO ObLJIO OCO-
3HaTh, 4YTO 3TO 3a JEKOPALMU BOKPYT. TeM HE MEHEE B IIEPBOM U BTOPOM
4acTU cepuM Jake He 00603HaueHbl YpoBHU. IT0CKa3KU, OTHOCSILINE-
€4 K OU3aliHy YPOBHEN, BCE BPEMS MPEPLIBAIOTCS: JINLIL PEAKUE CTIe-
IlbI KDOBU UJIM JIIOMUHECL,EHTHOM KPACKU CBETSITCS B TEMHOTE, CMyTHO
yKasblBas HalpaBJieHUE, KOTOPOMY HAJ0 CjefoBaTh. [10IHOCTLIO OT-
CYTCTBYeT KaKoi-1nu60 nHTepdeiic, CHocOOHbII HApyMUTh BU3yaJIbHYIO
HEIPEPBIBHOCTb UIDbl; HEMHOTME KIIIOYEBbIE CBEJCHUS BKIIOYAIOTCS
HETIOCPEICTBEHHO B IUET€TUYECKOE TPOCTPAHCTBO (TaKMe KaK IoKasa-
TeJIb YPOBHSI KU3HU IIepCOHaka Ha ero kom6uHesoHe) (Puc. 12). Tospko
CBETSIASCS HUTb ApUaJHbl, KOTOPYIO OCTABJISIET 32 COOO0Y KOMOMHE30H
Krnapka, MOXXeT IOMOYb €My OTBICKATh IOpOry B TemHoTe (Puc. 13).

Puc. 10. IIpocTpaHCTBO, IOTPY>KEHHOE B TeMHOTY, B urpe Dead Space 3 (2013)

45 UrpoBble MPOCTPAHCTBA NPE/ICTaBJIEHBI B BU/I€ CEPUM KaMep U KOPUJIOPOB, M0~
IPy’KEHHBIX BO ThMY, Ubsl CTPYKTYPa C TPYOM MOJIa€TCs TOHUMAHMUIO.

46 Kak ykasbeiBaeT Kapposi, «cacreHC» CBOMICTBEHEH He TOJIbKO Xoppopy. TeMm He me-
Hee OH THIIET, YTO ITO JPaMATUYeCKOe HAIIPSDKEHME SIBJISIETCS TTIaBHBIM ITOBECTBO-
BaTeJIbHBIM 3JIEMEHTOM B 60JIbIIMHCTBE Xoppop-uctopuii (Carroll, 1990, p. 144).

47 Dead Space mpejjaraeT HaWjIydIIyl0 PENpe3eHTALMI0 TePaTOJOTHYECKUX Tell
B CBOeM GecTuapuy, pa3paboTaHHOM Ha OCHOBE M€V MaHUIYJISLUN C TeJaMu
Y X BCKPBITHSL.

48 To ecTb BJIEMEHTHI, COIIOCTAaBMMbIE C PEaJbHBIM MUPOM, KOTODBIE I103BOJISIOT
UTPOKaM J0raflaThCsl, HAXOJATCS OHU B 6OJIbHUIIE UM B MAllIHHOM OTCEKe.
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Puc. 12. Virpa Dead Space BbIBOJIUT HEMOCPEJICTBEHHO CBSI3aHHYIO C TeMILIEEM MH-
¢opmanuio B gueretuyeckoe npocrpanctso. Ckpunmot u3 Dead Space 2 (2011)

Puc. 13. [I10THOCTh TEMHOTBI, KOTOPOY NPUXOLUTCS POTUBOCTOSIT
B urpe Dead Space (2008).
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[Tomo6GHBIN TUII 3aKPBITOM Cpelibl BCTPEYaeTCs BO BCEX TPeX 3MU-
30max cepum. Tak uay uHa4ye, UCIOJIb30BAHMUE HAPALY C 3TUM 3BE3J-
HOW IYyCTOTbl IO3BOJISIET BBICTPOUTH OYEHDL MOILIHYIO [OWAJIEKTUKY
MPOCTPAHCTBA. DTU UTPhl HEOZHOKPATHO NPOMIPLIBAIOT KUHEMATO-
rpaduyeckue ¢pparMeHTsl, KOTOPbIE TOKA3LIBAIOT BBIXOJ, B OTKPBITHIN
KocMoc. VX 11eJ1b, B JOTIOJIHEHUE K 60J1ee TPOYHOM MPUBSI3KE AEUCTBUS
K Hay4yHO-(PaHTACTUYECKON paMKe, 3aKJI0YaeTcsl B TOM, YTOOBI BOC-
CTaHOBUTh JAMHAMUKY, KaK IIPaBUJIO, CBOMCTBEHHYIO IIPOCTPAHCTBAM
y>KaCHOro. DT KMHeMaTorpauyeckue CLeHbl HarHeTaloT HaIpsiKe-
Hue, TeM 6oJiee CUJIbHOE 6Jarofapsi 3KCIPECCHBHOMY COE€IUHEHUIO
OTKPBITOTO U 3aKPHLITOrO0. Tak, B IEPBOM 3MU30M€E MPUCYTCTBYIOT CLiE-
Hbl B HEBECOMOCTH U BBIXOJbI B KOCMOC, KOTOPBIE Ha CaAMOM JieJie He
BJIMSIOT HAa TEMMIIJIEN, TIOCKOJILKY UIPOK OTPAaHMYEH B CBOMX MEpeMe-
meHuax. O4eHb XOPOLIMA IPUMEP — NIPOUTPBILI B DNIN301¢€ 4, 110 X014y
KoTOporo Kiapk 0/keH HarHaTbh KabUHY C OTHECTPEJIbHBIM OpYKHUeM
«Mmumypsi» (Puc. 14): Ha camoM fieJie 171 3TOrO JOCTaTOYHO IIPOCTO
CNeZ0BaTh 10 IIPOXOLY BAOJb KOpIyca Kopabis. ViIrpok MoXeT nepe-
CKaKMBaTh C OGHOM CTEHBI HA APYIYI0, HO €T0 IBUXKEHUE OCTAETCS M-
HeliHpIM. HaunHas ¢ Dead Space 2 reiimimeil B HEBECOMOCTH Yy4-
IIaeTcs, ¥ €ro BO3MOXKXHOCTU paclupsioTes. Dnusog, 7 (Puc. 15) mapur
BO3MOXXHOCTb Pa3HOHANPaBJEHHOrO OBUKeHMsA. Knapk moskeH pas-
BEPHYTb TPU COJIHEUHbIE 6aTapey, NUTao1e ropoa-ocTpoB (Meznyay),
Ha KOTOPOM INPOUCXOJUT feiicTBre urpsl (Puc. 16). IMeHHO BO3MOXK-
HOCTb pa3BopadmBaThcs Ha 360 rpasycoB MMO3BOJSET PENPE3EHTALUU
KOCMUYECKOTO MTPOCTPAHCTBA HAKOHEL, MATEPUAJIN30BATLCA B [TOJTHON

Mepe.

Puc. 14. Beixoz B KOcMOC Ha Kopryc «/mumypel» B urpe Dead Space (2008)
BO3MOXHOCTbL YIIPaBJISITh NEPCOHA)XaMU OT IEPBOr0 MU OT

TPETBHETO JINIA B TPEXMEPHOM IPOCTPAHCTBE OCTAETCS OTHOCUTEJILHO
penKoil B BUAEOUrpax (UCKJIt04as OABOHbIE CLieHbI B 3D-Urpax), xors

200 | GUILLAUME BAYCHELIER



Puc. 15. Pa3noHnarnpasnenHoe asuxkenue B urpe Dead Space 2 (2011)

Puc. 16. OnbIT pacmmpsionerocs npoctpaHcTsa B urpe Dead Space 2 (2011)

CHAMYJISITOPBI TIOJIeTa (CTaHJAPTHblE UJIM BIMCAHHbIE B CETTHUHI Ha-
y4HO! (paHTaCTUKM) OOBIYHO MpeaaraoT 360-rpagyCcHblil refiMnien
C TOJIHOM cBOGOMOI BhIOOpA HamnpasseHuil. Bipouem, urpa Dark Void
(2010) mpeBpaTua 3TO B YHUKaJbHOE KOMMEpUYECKOE INpeaJIoKe-
Hue*, BBes NMOJOOHYI0 MEXAaHUKY B caMoM Hadaje (Puc. 17) u cuenas
€e MOCTOSIHHOM, HauMHas ¢ Bnu3ona 6. bauskuil noaxom MOKHO YBU-
IeTb B urpe Shattered Horizon (2009) 1, B MeHbII€l! CTENIeHU, B UTpe
Vanquish (2010), B ciieHe B HeBecoMocCTH (AKT 6, Mmuccus 5)°.

49 TlaparekcT, CONPOBOXIAOUINI PPaHIy3CKOe U3[AHUE UTDPBI, YTBEPKIAET, YTO
3TO «TIePBBII MOJHOCTHIO CBOGO/IHBIN SKIIEH /IIyTepP B TPEXMEPHOM TPOCTPaH-
CTBE», KOTOPBII IIPUBHOCUT «HOBYIO IMHAMUKY B BUL,EOUTPY>.

50 Karomy cimcKy MoskHO o6aBuTh Gravity Rush 1and 2 (2012, 2017), Adrift (2016)
u Prey (2017).
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Puc. 18. Kopa6sb Ha op6uTte Tau Volantis B urpe Dead Space 3 (2013)

J71s1 TOro 4TO6B! UX UTPHI elle 6osiee YCIEemHO MOOUIN30Bau ad-
(exThl UTPOKOB, pa3paboTyuku u3 ctyguu Visceral Games nocreneH-
HO BBOZAT B Dead Space nnaseKTUKy Ha OCHOBE IPOTHUBOIIOCTABIEHUS
pacmupeHus U cxatusi. OCO6eHHO 3TOMY CIIOCOOCTBYET BO3MOXKHOCTD
pa3BopavnBaThCs B HEBeCOMOCTH Ha 360 rpaaycos. HecMoTps Ha 6osiee
paccabyieHHBli, B yiep6 y>KkacamlleMy xapakTepy cepuu® refimeit
B 11€JIOM, OJIVH NMPOJOJIKUTENbHBIN rpourpsiil B Dead Space 3 ncnosb-

51 TpeTps yaCTh CEPUU OTKA3bIBAETCSI OT OTPAaHUYEHUH, CTPYKTYPUPYIOIUX IreifiM-
el B IBYX MpepIAYIINX SIIM30/1aX, B TI0JIb3Yy 60JIee YCTONYMBOTO PUTMA UTPHI,
IlefiCTBYE B KOTOPOI OCHOBBIBAETCS Ha U3001/IMU pecypcoB. Kpome Toro, B urpe
6oJipllIE BPAros, 4YTO 3HAYMTENILHO MEHSET reiimme, npespamas Dead Space,
HECMOTPS Ha ero CeTTHHT U MKOHOTpaduio, CKopee B MyTep (CTPEJISIKY), Yem
B CypBaiiBajl (UIpy Ha BbDKHBaHMUE).
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3yeT INOJOOHBII NPOCTPAHCTBEHHBI KOHTPACT AJIs1 CO3/aHUs 6ojee
HaIpPSIKEHHOTO MTPOBOTO OIbITA. Bech 4ETBEPTHIN 3MM30[, JAET HaM
BO3MOXXHOCTb ITPOYYBCTBOBATh AMHAMUYECKOE COOTHOLIEHUE MEXIY
0€CKOHEYHOCTbIO KOCMUYECKO! MYCTOTHI U 0jiee YeM TPEBOKHBIM 3a-
TOYEHNEM. XOTSI KOHTEKCT MCTOPUM CHOBA U3MEHMJICS, MHKeHep Kiapk
OTISITh OKa3bIBAETCSl B OTKPBITOM KOCMOCE, y IPUOOPHOIL IOCKU MOLY-
JIsl, KOTOPBIA TO3BOJISIET €My [EPEMENIATHCS 110 KOCMUYECKOMY KJIaJl-
6u1y, 06pa3oBaBLIeMyCsl U3 06JIOMKOB 1 GPOIIEHHBIX Kopabien®?, npei-
¢dymomeMy Ha KOCMHUYECKON opOuTe BOKpYT MiaHeTsl Tay BosaHTuc
(Puc. 18). C ka>kIbIM XO/IOM TIEpCOHAX IIPOBAJINBAETCA B 6€3[IHY Ha Bpe-
Msl, KOTOPOTO XBaTaeT, YTOObI JOOPATbCsl OT CBOETO MOIYJISl K 00J0M-
KaM KOCMHUYeCKOro Kopabsist u cobpaTh Tam pecypcsl. Hu oguH peiic He
06xomuTcs 6e3 BCTpeur ¢ HeKpomopdamu, CBOGOTHO GPOASIIMMU 110
Kopmycam Kopabseit (Puc. 19), 1 gpaku ¢ cylecTBaMu, KOTOpble PbICKa-
IOT BHYTPY HUX. DTOT [TPOUTPBIII PACTATUBAETCS HA HECKOJILKO Yepeny-
fomuxcst $as, B KOTOPBIX OPEHP B OTKPHITOM KOCMOCE CMEHSIETCS pa3-
BeI KO BHYTpU Kopabis (Puc. 20). Takoil UTpOBOIi MPOLIECC BbI3bIBAET
TPEBOXHBII OUCKOMOPT, B KOTOPLI 1 BHOCUT CBOM BKJIaJ, YepeoBaHue
pacUIMpAIOMUMXCS U CKUMAIOUIMXCSL MPOCTPAHCTB. TeMHOTa B MOJ06-
HBIX MeCTax — 0ObIYHOE feio. TeM He MeHee YHUKAJIbHOCTb UIPOBBIX
JIOKalM¥i 3aCTaBJIsIET [IEPEXMBATD €€ N0-pa3HoMy. Kaxkzas u3 Jokauui
BOCITPMHMMAETCS [I0-CBOEMY, HECMOTPSI Ha TO, 4YTO OHU NEPEXOASAT OJHA
B Ipyrylo. JIeJIo B TOM, YTO UIPOBbIE OTPAaHUYEHNMS B HUX Pa3JIMYHBL

Puc. 19. [IpotuBHUK (HEKpOMOP®) B XOJje KOCMUYECKOH BbLIA3KHU,
urpa Dead Space 3 (2013)

52 DTOT acmekT Wrpbl BHOBb BO3BDAIAET HAC K CIENUPUKE «yKACHBIX MECT»
(horribilis loci) «yepHoro» (roTudeckoro) pomana, Tak ke Kak u «Hmumypa»
B [IEPBOM 3MM30/€ UM IUIaBy4uil ropos Menysa B DS2. Bo Bcex sTux mrpax
MO>KHO BCTPETUTh Pa3HOOODPA3HbEIE TOTUYECKUE «TOIOCHI», BBEJIEHHbIE B Hayd-
HO-(haHTaCTUYeCKNil KOHTEKCT: Kyapk nmpoxoanT yepes G0JIbHUILIBI, Ta60paTo-
puK, MOPI'U, MallIMHHBIE OTAEJIEHKS 1 IIPOYME MECTA B COCTOSIHUM 3aITyCTEHUS.
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Puc. 20. CueHa pasBenku BHyTpu Kopabss B urpe Dead Space 3 (2013)

Puc. 21. Penpe3eHTanys 6€CKOHEYHO OTPOMHOTO KOCMOCa
B urpe Dead Space 2 (2011)

PagukanpHO pacrnaxupasl T0Jie UTPBl B OTKPBITBIN Kocmoc, Dead
Space pacmaTeiBaeT GyHIaMeHT Xoppop-TreiimMiies obpasua Alone in
the Dark (1992) u Resident Evil (1996). 9Ty urpsl cuesnaau CBOeu IiaaB-
HOW IBVDKYIIEN CUJION 3aKJIIOYEHNUE B 3aKPBITOM IIPOCTPAHCTBE, BIJIOTh
JIO TOTO, YTO KaAp M300Pa’KE€HUS B HUX ObLJI OIPaHUYEH YCJIOBHOM Ka-
Mepoil ¢ (PUKCUPOBAaHHBIM (POKYCHBIM PACCTOSIHMEM (M3HAYaJIbHO —
M0 TEXHUYECKUM I[IPUYMHAM), 4YTOOBI ObLJIO [IPOLIE 3aXBaThIBATh UTPO-
Ka Bpacmox (Roux-Girard, 2009, c. 151) B Yype3BbIYaiiHO OMIACHO! UTpe,
B KOTOPOY OrpaHMYEHNUE M0JISI 3PEHMS BCET/IA CBUNIETEIIbCTBYET O TPE-
BoxkameM npucytctsuu (Deleuze, 1983, c. 30). Takum 06pa3om, OTHO-
IIEHUS] MEXy UTPOKOM M XOpPPOP-TIPOCTPAHCTBOM 60JIblile He paboTa-
10T. Pazpabotyuku Dead Space BBOZSIT B UT'PY HOBbIE YCIIOBHUSI, KOTOPBIE,
OyIy4r eJ1Ba HaMEYEHBI B [IEPBOM 3IM30[l€, yCUIUBAIOTCS, HAYMHASI CO
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Broporo. Dead Space 2 Mo6UIN3yeT KOCMUYECKOE BOOOpakeHNe B €r0
CaMbIX TPEBOKHO-MYYUTEJbHBIX BUAAX. B OTIIMYME OT TaKUX UIP-CU-
MYJISIIUI KOCMUYeckux uccienoBanuii, kak No Man's Sky nnu Elite:
Dangerous, urpa Dead Space 2 He gaeT BO3MO>KHOCTH (U CPEJICTB) Ha-
BUTAlLIMM, KOTOPblE MOXKHO ObLIO Obl PACLIEHWUTb KaK NPU3BIB OTIpa-
BUTLCS Ha MOUCKY MPUKJIIOYEHUIA. DTa UTPa — HE O KOCMUYECKOM 3H-
Ty3ua3me, BO30YXI€HHOM €ro HeOObSITHO Jajiblo, @ CKOpee O CTPaxe,
KOTODBIV OHa BbI3bIBAET. Ha MecTo Yapymooumemy XapakTepy KOCMU4Ye-
CKOM MKOHOrpaduu NPUXOAUT OCO3HAHUE CMEPTEJIBbHOIN peasbHOCTH
atoro mecrta (Puc. 21). Bo Bcex Tpex urpax cepuu KOCMu4ecKast ycTo-
Ta HEM3MEHHO NIPUCYTCTBYET B KAYECTBE YIrPO3bl. B HECKOJIBKUX NTPOM-
rpeinax Kijapka efsa He 3acachlBaeT MPONACTh, BIIOJIHE OTBEYAIOLAd
OINMCAHUIO, KOTOPO€ Mbl CPOPMYJIMPOBAJIN BbILIE, 8 UMEHHO — HEHa-
CBITHA$l, TUT'AHTCKAsl, OKeaHnyeckas. ['efiMepel U reiMepKy OKa3blBa-
IOTCS JINLIOM K JIMLy ¢ Npo0yKpatomumcs yxacom. Ero cuna yapau-
BaeTcs 6yarofaps OrpaHUYEHMSIM, BHOBb CO3[AIOWIUM HEOOXOANMbIE
yCJIOBUS AJIs1 UTPOBOTO OIBITA yxKacHoro. CoBceM Kak B urpe Adrift,
KOCMOC CYIIECTBYET KaK MECTO HEXBATKU: 3allachl KMCJIOPOJAa Orpa-
HUYEHBI, IBUKEHNS] CTECHEHBI U3-3a OTCYTCTBUS rpaBuTanuu. K crpa-
Xy TYCTOTbI NPUOABJISIETCS ONlaceHHe CBOOGOLHOro nperida, KOTOpblit
TOYHO NPUBEJET K YAYWLIO. B MJ1aHe gu3aiiHa yPOBHEN, OTKA3 OT JI0-
0011 IOHATHOH CTPYKTYPbI IPEBPAILAeT UTPOBOE IIPOCTPAHCTBO B 30HY,
B KOTOPOH ONaCHOCTb MOXKET I'PO3UTH OTOBCIOZY, U3 JI060r0 HaNpaB-
JleHnd B oxBaTe 360 rpaycoB, 3HaUMTEJIbHO JaJIblle, YeM 00J1aCTb, KO-
TOPYIO MOKa3blBaeT 3KpaH UTpsl. CTEPTHI BCE «3HAKU yrpo3bl» (Perron,
2004), no3BoJISIIOIIME CO3TATh OLIYTUMOE HaMpsiKeHNe B UTPax-XOPPO-
pax. HuuTto He mpezBelaeT ONacHOCThb: HU 3ByKOB*, HU TeHel. OnuH
JIMIIb JAaTYMK KUCJIOpoZa Ha cruHe Kiapka NMOCTOSIHHO HallOMMHAeT
0 BO3MOXHOCTU (paTajIbHOTO UCXOna. BMecTe ¢ Mo4BoOi, ncye3aroleit
M3-TI0]], HOT T€POSsl, PACCENBAETCS M YBEPEHHOCTD B TOM, 4TO OMACHOCTh
MOXET CKPBIBaTbCS TOJIBKO B TEMHOTE. B 3TOM CETTUHIr€e ONBIT CTpa-
Xa pasbIrPhIBAETCS COIVIACHO HOBBIM YCJIOBMSM. B KOHIIE KOHIIOB laXke
[IPOCTO NepeMelleHre B JI060M HalpaBJI€HUHA CTAaHOBUTCS TaKUM Ke
ONaCHBIM, KaK MapUIPyT C NPENSITCTBUSMHY, I[€ PhIIYT MOHCTPLL. Tem
HE MEHee caMa ujed MapupyTa — 9TO BCE €le UTPOBOE UCIBbITAHUE,
Jake eCiv 3TOT MaplIPyT pacTBOpsETCA B pacuupsiomemcsa Kocmoce.

[Tomo6Hble refiM-IU3allHEPCKUE DeLleHMs] HeSIBHO MOITBEpXKia-
10Tcs B Prey (2017), CTPYKTYpUpPYS OTAEJIbHBIE ACTIEKTHI €€ TBOPYeCKO-
ro BbICKa3blBaHMS. Prey — Urpa B CETTUHIE aJIbTEDHATUBHON NCTOPUY
M Hay4yHOH (PAHTACTUKH, KOTOpas Takxke obOpaljaeTcs K IBUKYLIUM
cunam yxaca. CoBceM kak B Dead Space 2, Urpoky NpuUxXofuTCs 10~
CTOSIHHO NMOKUJATh IIpefesbl opouTanbHoi ctannuu (Tanoc 1), 4To6b

53 3ByK MOYTU TMOJIHOCTHIO OTCYTCTBYET BO BPEMS BBIXOZIA B OTKPBITBII KOCMOC,
a cayH/l-IM3aiiH MPOAYMaH TaK, YTOObI CAE/IaTh aKLEHT Ha IPUCYTCTBUM TIEPCO-
Ha’ka UTPOKA: €ro AbIXaHUe — CaMblil TPOMKHUIA 3BYK, B TO BPEMS KaK BPAKECKUE
YTPO3bI IOYTU HE CJIBIIIHEL

TOPOS Ne1, 2022 | 205



NepeMENAThCsl MEXY Pa3iMyHbIMU 30HaMU. OHAKO LeJu U 3afa-
M BbLJIa30K B KOCMOC TMOJTHOCTBIO oTanvatoTcs. Tam, rae B urpe Dead
Space 6eckpallHUI pazMax KOCMOCA MCIOJIb3yeTCsl, YTOObl BbI3BaTh
NapajiokCajbHYI0 MpPayHyl0 TpPEBOry, Urpa Prey, HanpoTuB, JBMXKET-
Csl B IPOTHBOIOJIOXKHOM HaIlpaBjIeHUH, UCIIOJb3YysI 06paTHOE JIBHKE-
HUe, KOTOpoe MPEJIoaraloT TU BbIIA3KH, JIJISI TOTO, YTOOB! IIPOJe-
MOHCTPHMpPOBATh pa3Max CBOEro Iu3arHa ypoBHeN. Kakablil BLIXO[,
B KOCMOC — 3TO I10BOJ, pa306paThCsl B yCTPONCTBE DTON CTAHIIUHU, MbIC-
aumoit Kak dungeon® (Puc. 22). HecMOTpsl Ha OT[ie/IbHBIX OGPOISIIUX
TaM CYILIECTB, KOCMUYeCKoe [IpoCcTpaHCTBO pacCMaTpUBAETCS HE KaK
locus horribilis, a mo4Tu Kak THUXas raBaHb — 10 CPAaBHEHHIO C Tie-
TBOPHOI1 06CTAaHOBKOM, LIapsIe B CTEHaX CTAHIUU. B 3TOM urpe Koc-
MOC — 3TO MECTO [1JI1 OPUEHTUPOBAHUS B [IPOCTPAHCTBE, B KOTOPOM
MOYTH HUYTO HE TPEBOXUT UTPOKOB. CoOpaHHbIE 3[leCh JaHHbIE Ma-
TEepUaTU3YIOTCS, YTOOBI IOMOYb UTPOKY COCTaBUTb MEHTAJIbHYIO Kap-
Ty (BHYTPEHHETrO0) 110151 UTPhI M YCUJIUTH CBOIO «Tonorpaduyeckyio Bo-
ByleyeHHOCTb»*® B Hero (Calleja, 2006, p. 181). [To cyTu, orpaHu4eHus,
KoTopsle urpa Dead Space BBOAUT, YTOOBl COXPaHSTh CBOM ykacaio-
U XapakTep, 34eCb HEIPUMEHMMBIL. VIrPOK HE 1€30pUEHTHUPOBAH, HE
OTpaHMUYEH B MOTPeO6IEHUU KUCIOPOa, ero MapuIpyT eBa JIU 3aIy-
Tan%. [I0CKOJIBKY peyb 37iech He upaeT 06 urpe-passejike, Prey moka-
3bIBA€T 3BE3[IHYI0 GECKOHEYHOCTh B MO3UTUBHOM KJIIOYe, Ipecienys
COOCTBEHHbIE LleJIM B reiiM-mu3aiiHe. TakKMM 06pa3oM, OIBIT MOTPy-
SKeHUSI B KOCMHUYECKYI0 HOUb He 0053aTeJIbHO CUHOHUMUYEH OIYyCTO-
HIeHUIO U rotepe. TeM HE MeHee TaKOM MOJAXO0J, BTOPUT TOMY, UTO y>XKe
ONKCBHIBAJIOCH BBIIIE, [TOCKOJIBKY OH MCXOJUT U3 CXOJHOIO >KEeJIaHMUS:
CBSI3aTh UI'POKOB CO CPefoii, KoTopasi GOPMUPYET UX ONBIT YIaCTHUSL.
Ho tam, roe Dead Space ycunnBaeT MHTEHCUBHOCTD CTpaxa, KOTOPBIN
BBI3BIBAIOT €TO MHTEPBLEPDI, YEPE3 KOHTAKT C OTKPBITHIM KOCMOCOM,
Prey nosBosseT ux ogomMamHuThb. C MOMOIIBI0 COGCTBEHHOTO 0ObEM-
HOTO M306paskeHus] KocMudeckoe IIpoCTpaHCTBO, TEM CaMbIM, YUUT
Hac OL€HUBATDb €O Ha IJ1a3, yJIaBJUBaTh Pa3jnius B TOM, KaK CTPYK-
TYPUPYIOTCSI BHYTPEHHME U BHEIIHUE IIPOCTPAHCTBA, U TaKUM 0bpa-
30M IIOYYBCTBOBATb PAa3HUILY B OIIBITE, KOTOPBII OHU NpeAJaraoT. 9Ta
CB$13b MEXKY UTPOKOM U IPOCTPAHCTBOM CTAHOBUTCSI BO3MOXKHOM U 32
npejieslaMy UI'POBOTO OMBITA 6j1arofiapsi OCO3HAHUIO B IOJIHOM Mepe

54 TwunudHas MOJiesb NCCIIelyeMOoro MPOCTPAHCTBA B BUjjeonrpax. Yaie Bcero oHa
IIpe/ICTaBJIsIeT COO0M JIAGUPUHT, B €r0 CEP/lie HAXOAUTCS OJHO WA HECKOIbKO
CYIIECTB, KOTOPBIX CJIe/lyeT MOOEIUTb.

55 Kak ykazeiBaeT Bosibd, HaBUranysi HeCBoguma K epeMeneHuIo 10 MECTHOCTH.
Jl71s HErO TO UCCIIeIoBaTeIbCKas IPAKTUKA, KOTOPAs BKIIOYAET CO3/IaH1e MeH-
TaJIbHOW KapThl, TIO3BOJISIIONIEEe HaM ITOHSTh, KaK COEIMHSIOTCS UTPOBBIE TIPO-
crpaHcTBa. Takum 06pa3oM, CTAHOBUTCS BO3MOSKHBIM IIPUHSITHE PEIIeHNUI, YTO~
6bl OPUEHTUPOBATHCS U poaBUrarscs gansie (Wolf, 2011, p. 19).

56 Eciu urpoK nepemMecTUTCs CJIMIIKOM JIaleKO OT CTAaHIMM, TO Pafyalys BCe-TaK1
HapYLIXT €T0 UJIM €€ 3pDEHUE U MOJKET, Yepe3 KaKoe-TO BPeMsl, yOUTb IepCOHaXa.
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IIPOCTPAHCTBEHHOI'O XapakTepa U300paKeHUs — 4bU YCJIOBUSI BOC-
IpUATHS (M KOHTaKTa C HUM) OOYCJIOBJIMBAIOT €ro apPeKTUBHOE BOC-
npusiTue.

Puc. 22. Op6uranbHas cranuus Tanoc 1 u3 urpel Prey (2017)

K 3Be3nHON uKoHOTrpaduu

Ha npumepe urpel Dead Space mbl BUOUM, Kak U300paskeHHe KOC-
mudeckoro IIpocTpaHCTBa, a B CETTUHIE HAy4YHON (PAaHTACTUKHU, MO-
MMMO CBOETO YBJIEKATEJILHOTO XapaKTepa, 4epe3 CHUMYJISIUI0 CO0-
CTBEHHOU Oe3rpaHMYHOCTU MOXET CUJION INPUBOAUTbL B IeiCTBUE
HeraTuBHble ad@ekTsl. CoueTaHne HAay4yHON (PAHTACTUKU U XOPPO-
pa TMO3BOJISIET PACCMOTPETD, KaK yCTPOEeHa UKOHOrpadusi, CBSI3aHHas
C XapaKTEepPUCTHMKaMU 3BE€3JHOM IIPOIACTU, HE OrPaHUYMBAAICH IIPU
3ToM (OpPMasIbHOM MMUTALMEN U NMOApakaHUEeM aCTPOHOMUYECKUM
nzobpaxeHusM. bosee TOro, 4yBCTBEHHBIH OIBIT, II0JIy4aEMBI yepes
OIOCPENOBAHHBIN KOHTAKT C TAKOM KOJIOCCAJILHOM IIPOCTPAHCTBEHHO-
CTbIO, COOTBETCTBYET UT'POBOMY UCIIBITAHUIO, Yb€ COAEPKAHUE COTJIa-
CyeTCs C ONBbITOM BUIEOUTPOBOrO Y’KACHOI'O M TaK MJIM MHA4Ye BHOBb
OKa3blBAETCS CBSI3aHO C 3aToyeHueM. Dead Space OTKpbIBAa€T HOBBI
NyTb [Jis OOHOBJIEHMSI NMPUEMOB AU3aliHA YPOBHEN, CTPYKTYypUPY-
I0IUX XaHp survival horror. B xauecTBe anbTepHATUBBI TOTUYECKUM
JIOBYILIKAaM UIpa MPeAjaraeT MPbIKOK B HEBECOMOCTD, Ybs CHJIa CTaJl-
KUBAEeT reIMEPOB U T€MMEPOK JIMLIOM K JIMILY CO 3BE3[HOU HOYbIO, HE-
M30€XXHO MPUBOASIIEH B yKac T€M, CKOJIb OHa OIPOMHA, HEU3MEPU-
Ma 1 HeJpyXKeo6Ha. BoT ypok, KOTOpblil HayyHas (aHTaCTHUKA MOXKET
MIPEINojaTh BULEOUTPOBOMY XOPPOPY.

B peiicTBuTENBHOCTU IIpeJIoKeHHas: urpoi Dead Space guanex-
TUKa MPUIJIAIIAET UCCIIENOBATh ABOMHYIO IPOCTPAHCTBEHHOCTD, KO-
TOpYIO TeM-IM3alH peann3yeT Yepes3 YHUKAJIbHOE B3aMMOIENCTBUE
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C MOBEPXHOCTSIMU WJIM, CKOpee, UX OTCYTCTBUe. MIHTepbepaM, orpa-
HUYEHHBIM CTEHAMU, MUD UTPbI IPOTUBOINOCTABJISET «CKANUGOKCHI»,
CZeaHHble U3 IJTyGMHOM YePHOTHI, — CBOErO Pofia 060JI0UKY, COLep-
Kaliye HabJIoiaeMblil MUP UTphl. B3auMopelicTBre ¢ MOZEIsIMU CTEH
IIPOTUBOIIOCTABJISIETCS TIOJTHOMY OTCYTCTBUIO ocsizaemoro ¢oHa. Kax
frons scaenae (cueHndyeckuil gacajs pUMCKOro Tearpa)®®, «Cckanbokce»
BOILJIOIAET BBIMBICEJI, TECHO IPUMBIKAIONUIMI K peasbHOCTH, U 06e-
CIEeYMBAET BO3MOXXHOCTD YIaJIEHHOI'O, OTKPBITOTO B3Iy 6€CKOHEeY-
Horo. OMBIT UTPOKa Terepb He OrpaHUYeH OGBEMHBIMU CKYJIBITYP-
HBIMU TIPUHLMIIAMU TPEXMEPHOTO 0o6pasa B BUIEOUTPE, Yeil CTaTyc
06pasza-o6beKkTa® MOATBEPXKAAETCSI BO3MOXKHOCTBIO €ro IMPOCTPaH-
CTBEHHOTO0 MCCJIe[JOBaHNUsl. B3auMogericTBre ¢ 06beMaMyi CMOZLEINPO-
BaHHBIX 3aKPbIThIX IPOCTPAHCTB IPOTUBOIOCTABIISIETCS] BOCIIPUSITUIO
BCeil IIPOTS)KEHHOCTH 06pa3a B 11€JI0M, KaK B 3IIU307]aX UTPHI B OTKPbI-
TOM KOocMoce. Takoe CoeIMHeHNEe OTKPBITBIX U 3aKPBIThIX IPOCTPAHCTB
MEHsIeT caMy Iapajiurmy BOCIpUsITUs. BeI6Op 3Be3HOI NKOHOrpaduu
pacnaxuBaeT MPOCTPAHCTBO WTPhI, MPEATosaras BOCIHPUSITHE CKO-
pee pa3Maxa, HeXXeJlt OIpe/ieJIeHHOTO 00beMa. [J1aBHbIM NCTOYHUKOM
BalIMX OTHOIIeHUi1 ¢ KOoCMOCOM OKa3bIBaeTCs €ero MmyCcToTa, 4TO Ham
U npepajaraet oueHuTs urpa Dead Space. OTKpbIBasi BULEOUTPOBOMY
y>Kacy AOCTYI B 3Be3][HbIE IIPONACTH, HayyHast GaHTACTHKA II03BOJISIET
[IPEBPATUTh CTPax MYCTOThI B 3CTETUYECKUI OIIBIT, MPEBOCXO SN
HETOCPEACTBEHHOE OTHOIIEHNE MEXAY UTPOil U UTPOKOM: TeePb 3TO
yIPaXHEHNE B OlleHKe JaHHBIX, KOTOPbIE BU/IEOUTPOBOI 00pa3 npe;i-
JlaraeT BalllM YyBCTBaM.
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MEPEBOQOLI

MbITKA, UTPA Y YEPHBIN OIIBIT
Aapon Tpammen

[lepeBon AneHblW BOpOHBKO

[lepeBog, BbiNoONHEH 10 nybnaukauuu: Trammell, A. (2020). Torture, Play,
and the Black Experience. Game. The Italian Journal of Game Studies, 9.
Available at: https://www.gamejournal.it/torture-play/

Annomayusa: B 3TOM 3cce pacCMaTpPUBAETCS, KAK OMBIT YePHOKOXUX JII0-
Ile, MPOUCXOASsIMUX OT paboB B CeBepHOU AMepuKe!, TOMOTaeT HaM Iepe-
OCMBICJIATH OmpefesieHue Vrpel, KOTOPOe B 3HAYUTEJIBHON CTENEHU OC-
HOBBIBAJIOCh Ha MHEHMU Yy4eHbIX U (Ppuiaocodos, pabOTaBUIMX B paMKax
6eJI0¥ eBPOIENCKON Tpaguuuu. 9Ta Tpaaunus Vrpsl, Hanbosee MmMUpPoOKo
TEOPETU3MPOBAaHHAS TOJJIAH/ICKUM MCKYyCCTBOBENOM MoxaHOM XéEn3uH-
roii, ¢ppaHLy3ckuM couuosorom Poxe Kailya, mBeiLlapCKUM IICUXOJIOTOM
JKanom IMuaxe n HoBo3enanpuem bpanaHom CarToH-CMUTOM, TPAKTyeT
WUTPY B OCHOBHOM B IIO3UTUBHOM CMBICJIE€ U YTBEPXKIAET, YTO ONpELeeH-
Hbl€ NPAKTUKY, @ UMEHHO IIBITKY, SIBJISIOTCS Taby M, CJIeIOBATEJIbHO, HE
MOTYT ObITh UT'POM. S| YTBEPKalo, YTO DTOT MOAX07 K Mrpe 6;1130pyK; OH
CBSI3aH C BbI3bIBAIONINM G€CIIOKOMCTBO I7100aJIbHBIM ACKYPCOM, KOTOPBII
JI€JIaeT OIIBIT YEPHBIX, KOPEHHBIX U LIBETHBIX Jiofeil (BIPOC?) HeBUAMMBIM.
Jpyrumu cj0BaMu, KOTJa UTpa ONPEAEsIIeTCsl TOJIbKO Yepe3 ee MPUT-
Hble KOHHOTAIIMH, 9TOT TEPMUH BKJIIOYAET B C€0s SIIMCTEMUYECKOE Npe/i-
[IOYTEHME B I0JIb3Y JIIOIEN, UMELMX NOCTYII K YCIOBUIM gocyra. Jlen-
CTBUTEJIBHO, ITBITKA TIOMOTAET HAPUCOBATh 0OJiee MOJIHYIO KapTUHY, TAe

1 A ucnosmb3yio ppasy «IIpoOUCKOAsIINe OT PAGOB», TOCKOJIbKY 3TO dCCe YTBEPXKIa-
€T, YTO IbITKA KaK TPABMa, KOTOPasi EPEIAETCs OT OJHOrO IIOKOJIEHUS K CIIe/ly~
I0IIEMY, — YHUKaJIbHAS YaCTb 3TOTO CrenudUYecKoro CermeHTa YepHoro omnsita
B CeBepHoi1 AMepuKe. 5 mpefaraio CUMTaTh 3TO Hayajom Gosiee obmer anuc-
KyCCUU O TPaBM€ B COOOIIECTBAX YEPHBIX, KOPDEHHbIX M LIBETHBIX IMOMYJISILIUNA
BO BCEM MUpe€, CTaJKUBAIOIMXCSA C PAcOBOM AUCKPUMMHaLMell. HecMoTps Ha
TO YTO DTOT KOHKPETHBIN OTBIT — KJIIOU€BAasi YaCTh aHA/IN3a, OCYIIECTBISIEMOTO
B 3TOM 3CCE€, 51 OZHO3HAYHO YTBEPKIAIO, UTO S HE IyMalo, YTO IPOUCXOXKIEHUE
OT paboB — 2T0 nmpuHUunuanpHas yacte BIPOC-onbita B CeBepHOU Ameprke
UM Bo BceM mupe. TeM He MeHee 3TO TPaJulYs, B KOTOPOH 51 BLIPOC, U 3TO MO-
TUBUPYET MeHS 00palaTbcs K Hell, 4TOObI IEPEOCMBICIIUTD OIpeiesieHne Vrpsl.

2 BIPOC pacmmucdpossiBaeTcs kKak YepHsie, Kopennsie, l[seTHeie mogu (Black,
Indigenous, People of Color).
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caMble OTBpATUTEJIbHbIE BO3MOXXHOCTU Vrphl pacCMaTpUBAIOTCSI Haps-
Iy C CAaMbIMU IIPUSTHBIMY, HO TPaBMa pabCTBa IIPU TOM He 3a0bIBAETCSL.
[lepeocmbicnuBast 3Ty GEHOMEHOJIOTHIO, 1 CTPEMJIIOCH AEeTaIu3upPOBaTh
eme 6oyiee KOBapHbIE CIIOCOGHI, KOTOPble UCTOJb3yeT Mrpa Kak UHCTPY-
MEHT IIOAYMHEHUS. VIHCTPYMEHT, KOTOPBIN IPUYMHSIET CTOJIBKO K€ 60N,
CKOJIBKO U HCLEJISIET, ¥ KOTOPBI ObLJI COyYaCTHUKOM CUCTEMHOrO CTUpa-
Hus BIPOC-mioneit u3 cdepsl focyra.

Berynnenue

B 3TOM 3cce paccMaTpUBAETCH, KaK OIBIT YEPHOKOXUX JIIOLEN, IIPO-
ucxonsmux oT pa6oB B CeBepHON AMepuke, IOMOTaeT HaM Iepeoc-
MBICJIUTL onpenesieHue MVrpel, KOTOpO€ B 3HAYUTEJIbHOM CTENEHU
OCHOBBIBAJIOCh HA MHEHUHU YYEHBIX U (UI0CO(POB, pabOTABIINX B paM-
Kax 6eJiofl eBpomneicKoi Tpamsuuuu. Dta Tpaguuus Mrpel, Haubosiee
IIMPOKO TEOPETU3NPOBaHHAsA TOJUIAHJCKUM HMCKYCCTBOBENOM Mo-
XaHOM Xé€N3uHrou, ¢gpaHuysckum couuosnorom Poxe Kaitya, mBeii-
uapckum mncuxonorom JXanom Ilmaxke u HoBO3esaHALeMm bpaiaHoOM
Carron-CMHUTOM, TPaKTyeT MIrpy B OCHOBHOM B IIO3UTHMBHOM CMBICJIE
Y YTBEP)XIAET, YTO ONPENEJIEHHbIE NTPAKTUKY, & UMEHHO IBITKH, B~
N410TCs Taby U, C/Ie0BATEJILHO, HE MOTYT ObITh UTPOIL. £ yTBEpXKIalo,
YTO 3TOT MOAXOJ, K rpe 6511M30pyK; OH CBSI3aH C BBI3BIBAIOMIUM bec-
MOKOWCTBO I7106a/IbHBIM IUCKYPCOM, KOTOPBIH [€J1a€T ONbIT YEPHBIX,
KOPEHHBIX U LBeTHBIX nogeil (BIPOC) HeBuauMbIM. [IpyrumMu CaoBa-
MM, KOrga Mrpa onpenensercs TOJIbKO 4YEPEe3 €€ MPUSITHbIE KOHHOTA-
LMY, 3TOT TEPMUH BKJIOYAET B C€0s DIIMUCTEMUUYECKOE MPEANOoUTEHNE
B M0JIb3Y JIIOAEN, UMEIIUX NOCTYI K YCJIOBUAM pocyra. IencTBu-
TEeJIbHO, IIbITKA [IOMOTAaeT HApUCOBATh 60JIe€ MOJIHYIO KapTUHY, THE ca-
MBbI€ OTBPATUTEJIbHBIE BO3MOKHOCTU VIrpbl pacCMaTpPUBAIOTCS HAPALY
C CaMbIMU NIPUSITHBIMU, HO TPaBMa pabCTBA [IPY 5TOM He 3a0bIBA€TCSL.
[lepeocmeicInBast 3Ty (PEHOMEHOJIOTHIO, 51 CTPEMIIIOCH IEeTaIU3UPO-
BaTh elle 60jiee KOBapHbIE CIIOCOOBI, KOTOPblE UCIOJb3yeT Vrpa Kak
VHCTPYMEHT NOJYMHEHNS. IHCTPYMEHT, KOTOPBIV IIPUYMHSET CTOJIb-
KO >Xe 6011, CKOJIBKO U MCLEeJISIET, U KOTOPBIN ObL]1 COy4YaCTHUKOM CHU-
creMHoro ctupanus BIPOC-moneit us cepsl focyra.

B nacrosmee BpeMs [Jisi 9TON pabOThl CyIECTBYET OCTPBIM CO-
uanbHbIl umnepaTtus. [IpoTecTsl Black Lives Matter, koTopble 6bl11
OpPraHMU30BaHbI 10 Bcemy MuUpy jsietom 2020 rona, OTKPBITO FOBOPSIT O
TOM, Kak cTupanue BIPOC-monei 13 6es1bIx cCoLrabHbIX IPOCTPAHCTB
B CeBepHOIl AMepuKe NPOJOJIKAET MOAYMHSATH LieJible COOOLIEeCTBa,
yrposxas IbITKaMM, HACMJIMEM U YEM-TO elle Xyamunm. [IpakTuku, Ko-
TOPBIE PA3IEJSIOT U UCKJIYAIOT 3TU COOOIECTBA, TOJIBKO YCYryo6Isi-
10T npo6snemy. I[lo 5Toil npuuyrHe s yTBEPXKAAIO, UTO B HACTOSIIUNI
MOMEHT KpalHe BaXHO IE€PEOCMBLICIUTL MNOJAUTUKY Hrpel. Hesep-
HO MCTOJIKOBBIBasi MIrpy Kak m3Ha4ajbHO XOPOLIYIO MJIA [TO3UTHUBHYIO
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IeSITENIbHOCTh, TPAaJUIIMOHHbBIE IOJAXOAbl TOXE CTAHOBATCSI YaCTbIO
3TOH Mpo6IeMaTUKH; B KOHEYHOM CueTe OHU IIPOBO3IJIAMIAIOT, O6YATO
T€, Y KOO €CTb JOCTYII K JOCYTY, 3aHUMAIOTCS JESATEJIbHOCTBIO, KOTO-
pas B LIeJIOM MO3UTHBHA, KOHCTPYKTHBHA U I0JIe3Ha. YTOOLl 0CBO6O-
IWTb MECTO KaK JIJIsl TEX, KOro Mrpa yrueraer, Tak u JIJisl TEX, KOrO OHa
BO3BbIIIAET, MBI JJOJDKHBI CDOYHO IIEPEOCMBICJIUTDL CaMO OIpeiesIeHne
Wrpsl. [TocTynast TaKUM 06pa3oM, Mbl OCO3HAEM, KaK MOJIUTUKA HTpbl
K TOMY K€ cO37ajia yCJI0BUS AJs1 TOKCUYHBIX COOOIIECTB, IPOLBETa-
IOLIMX B IIPOCTPAHCTBE ajnbU, KOTOPOE OHA OOGECleYnBaeT. B KOHIE
KOHIIOB, «T€VIMEPTeNT», «aJbTEePHATUBHBIE IIPABbIE», UCIIOJIb30BAHUE
CTEPOUJIOB B CIIOPTE Y BCEBO3MOXXHBIE PDUTYaJIbl JEJOBIIVHBI TOXE
B KaKOM-TO CMbICJIE ITponsouy oT Yrpel. Tpaaunys 4epHOKOKUX JII0-
Iel, IPOUCXOASIUX OT paboB, KOHKPETHO TNIOKA3bIBA€T, KAK Mbl MOTJIN
Obl UCIIOJIb30BATh DTU TParmdeckue MOMEHTH! VIrpbl, 4TOObI PUHSTH
MEHee JNVCKPUMUHMDYIOIEE U K TOMY XK€ PelapaTuBHOE OIpejerie-
HUE 3TOr0 TEPMUHA.

[TyTs K GoJiee MHKJIIO3UBHOMY MU3y4eHUIO Mrpbl OGbll1 HEPOBHBIM.
C 5TO¥ LIeJIBIO 51 CYUTAIO [TOJIE3HBIM OTHEJIUTh U3Yy4EHUE UTP OT U3yde-
Hus Urpel. Uccnegoanus urp (Game Studies) — 6osee mosonast 06-
JIaCTh, KOTOPAs ONMPAETCSl HA MHOTME KAaHOHMYECKUE UCCIIEJOBAHNUS
Wrpsl — 6b111 60J1€€ TPOAKTUBHBIMU B PEUIEHUU MPOOGJIEMbl MHKJIIO-
3UBHOCTHU. £l cOTyIaceH ¢ oljeHKoM npo6yemsl Kunonss! ['peit: «Cieny-
eT obpamarb 0co60e BHMMaHUE Ha TO, KAK UMEHHO TeXHOJIOTUSI MOOH-
JIU3yeTCs IJ151 BHIIIOJIHEHUS IPOEKTA TPEBOCXOCTBA O€JbIX MY>KUNH»
(Cpeit, 2020, Becrynnenue). Ilog TexHONOrUeH B TEOPETUIECKOM CMBbIC-
Jie 37ech oI pa3yMeBalOTCsl Urpbl. VIrpsl O3BOJISAIOT UTPOKaM (IUp-
TOBaTb C IMPUATHBIMU ACTIEKTaMU MPEBOCXOACTBA G€JIbIX, IPEOCTaB-
JIsi1 UM BO3MOXKHOCTb 3aHMMAaTbCA TEM, 4TO JIn3a Hakamypa HasbiBaeT
«TypusmMoM ugeHtruyHocTu» (Hakamypa, 1995), u tem, uto [dasun Jle-
OHAapJ, CYUTAET «UCKYCCTBOM LU(PPOBOro rPMMUPOBAHUS 1O/, YEPHO-
KOXUX UcnosHuTe ey (Jleonapn, 2006, c. 87). PerpesenTalys umeer
OosblIOe 3HaYEHNE [J1 3TUX YYEHBIX, & TAKXKe [JIs1 IPYTUX, TAKUX KaK
IxxenHudep Mankoscku u Tpeaanapea M. PyccBopm, KOTOpble BU-
AT HENOCPEJCTBEHHYIO U NPIMYIO KOPPEJISLMIO MEX]Y TEKCTOBBIM
copepsKaHueM UTp U MOBCEJHEBHON MOJUTUKOH reiimepos (MaJjkos-
cku U PyccBopMm, 2017, c. 3). DTu Teopuu pacCMaTpUBAIOT MHKJIIO3UB-
HOCTb KaK IIpO6JIEMY reiiMepOB, UTP U MpoLiecca UTPbl — HO YTO, €CIIN
OHM CJIMIIKOM CIeludUIHBI? DTO 3CCE HANPABJIEHO HA PACCMOTPEHHE
TOTO0, KaK 3T UJIEH, [TOJIYYEHHLIE B PE3YJIbTaTE MHTEPCEKIIMOHAILHOTO
aHaJIM3a UTP U reiMepoB, MOTYT ObITh YUTEHbI, €CJIU OHU IPUMEHSI0T-
Csl B TIEPBYIO OY€PEb K NPAKTUKE UTPBI.

[Ipo6bsemMa MHKIIO3MBHOCTH B UI'PaX, KOTOPOH 3aHMMAIOTCS yIIO-
MSHYTbIE BbIIIE HAay4YHbIE UCCJIEJOBAHUS, SIBIIETCSI CUMITOMOM 60-
Jlee KpyNHON Ipo6jeMbl B UCCeN0BaHUAX Vrpel, Ha KOTOpblE€ 3TU
TPyZAbl onuparoTcs. YToObl 06paTUTHCS K NMPOOIEME MHKIIO3UBHOCTU
B MICCJIEJOBAHUSX VIrphl, B 9TOM 3cce OYAeT 3aJeliCTBOBAHO €elle OJHO
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Taby — OHO IIONBITAeTCS GPOCUTH BBHI30B U JAEKOJOHU3UPOBATH Oe-
JIYIO €BPOIIECKYIO MBICJIb Yepe3 TeOPHIO U SI3BIK, UCIOJIb3yeMble Oe-
JIOW €BPOIENCKOY KPUTUUYECKON Teopueil. [1yCcTsh s 1 BOCXUIAIOCH pa-
60TaMM TaKUX TEOPETUKOB, Kak CamaHTa BiskMoH u TpeaaHgpea M.
PyccBopM, IE€MOHCTPUPYIOMINX, KaK SI3bIK «MUKCTENIIa» MOXET ObITh
MCII0JIb30BaH JJIs TOTO, YTOOB! BEPHYTh YEPHOKOXKUX SKEHIIMH Ha 11eH~
TpaJIbHOE MECTO B HappaTuBe 00 UTpax, CTPEMSIEMCS TPEYMEHbIINTD
ux BaxkHOCTb (BsakMoH 1 PyccBopm, 2020, naparpad 11), s pemmaio 6po-
CHUTb BBI30B 6€JI0I1 €BpOIeICKOM HayKe U3HYTPU, 0OPaTHUBIINCH K TOMY,
KaK TeOopHs IBITOK MOXKET MOOYJUTh HAC TIEPEOCMBICTIUTD MOMYJIISIP-
HOE€, HO TaBTOJIOTUYHOE onpepeieHue Vrpel. [ledasnbHoe nocaencremue
DTOrO peIIeHUs] COCTOUT B TOM, YTO OOCYKJEHUE COBPEMEHHBIX UTP
Y COBpEMEHHBIX PaboT 10 MHKJIIO3UBHOCTH B MCCJIEIOBAHUSIX UTP 3aii-
MET 3[leChb HETUIIMYHO MaJio BpEMEHH, MOCKOJIbKY 51 Oyly cocpesioTa-
YMBaTbhCSI KOHKPETHO HAa BHECEHUU MCITPaBJIEHU B paboTy, pofieaH-
HYI0 MHOTMMHU IIOKOJIEHUSIMU 6€JION eBPOIeCKO Teopuu, KOTopas
ucropuyecku uckiodana BIPOC Ha cBOUX COOCTBEHHBIX YCJIOBUSIX.
CunraiiTe MOUM JINYHBIM TILIECJIABUEM TO, UTO 5, YEPHOKOXKUM CEBE-
poamepukaHCKU# Ppunocod U UCTOPUK, MOT Obl TOCUUTATh BaXKHBIM
pa3BuBaTh KOHKPETHO 3TO HalpaBJ€HNE apr'yYMEHTAL AN,

B ocHOBe Moell apryMeHTaluu JIEXKUT CIEeAYIolas Peanochi-
Ka: Teopuu Wrpel, pacCMaTpuBalie ee Kak KOHCTPYKTUBHYIO U 10—
3UTUBHYIO GOPMY JOCYTa, JOJIKHBI IONBITATHCSI TPUMUPUTD BTOT MO~
MEHT C TeM aKkToM, 4To Mrpa yacTo BpesiHa, TOKCUYHA U 6€CCUCTEeMHA.
VcTopuuecky 5TO TEOPETU3UPOBAHNE UMEJIO MECTO B HECKOJIBKUX 00~
nactax. Moxan Xéi3nHra UrHOPUPYET a3apTHbIE UTPBI HA MPOTIKE-
HUM Bcell KHuru Homo Ludens n3-3a aMopayibHbIX KOHHOTAILIUH, C KO-
TOPOU 3Ta [eATEeIbHOCTD CBSI3bIBajlach B TO Bpems (Xéisunra, 2016).
Popsxep Kaitya ucrosb3yeT TEPMUH «U3BpallleHue» IpU 06CyXAeHNN
Tex GopM Vrpsl, KOTOPbIE BBI3BIBAIOT ¥ HETO TPEBOTY UJIM HENPUSI3Hb
(Kaitya, 2001)°. Bcsa Teopus Urpsl XKaHa ITuaske (1962) u JIbBa Beiror-
ckoro (1966) — kak u nocsyenoBaslIast 32 Hel efgarorudyeckast Teopus
KOHCTPYKTHBM3Ma — OCHOBAHa Ha ujee, 4To Mrpa — 3TO UMEHHO TOT

3 3pech cienyeT OTMETUTh MCTOPUYECKOE UCcyeoBaHne Po3bl Dipenec, KOTO-
poe uuTUpyeT KpUTUKy Poke Kaitya Teomopom AIOPHO 3a «KpUNTO(AMINCT-
CKHe TeHJIEHIMN». AIOPHO ObLN yoexeH, 4yTo Kailya HEKpUTUYECKM OTHOCUII-
Cs K TOMY, YTO OH YacCTO CYMUTAJI [0 YMOJIYaHUIO «ECTECTBEHHBLIM IIOPIIKOM»
(Eldepes, 2014, p. 9). HecMOTps1 Ha TO YTO s COTJIACEH C 3TOM KPUTUKOIA, 51 3aHU-
Malo JIBOMCTBEHHYIO MO3ULIMIO 110 OTHOLIEHHUIO K MOJIMTUYECKUM YOEXKIEHUIM
Kanya n gpyrux nccneposareseil VIrpel, onucaHHbIX B 9TOM 3cce. £ BepIo, 4To
TeopeTusanusi Vrpel, BEIMOHEHHAs] TUMU QUrypamy, NpobieMaTuyHa JIib
HACTOJIbKO, HACKOJIbKO CUJIbHA UX MOpaJibHas MO3ULUA OTHOCUTEIbHO KOHLIET-
iy, Bo3Bpamasice K TOMy, Kak Mrpa MoKeT ObITh MOXOKel Ha TIBITKY, «M3Bpa-
L[EHHOW» WJIM JaKe MYYUTEJbHON B HalleM KOJUIEKTUBHOM 3HAHWUU, MbI IIPE-
JoTBpamaem (amKUCTCKUE, PACUCTCKAE U CEKCUCTCKUE TEH/IEHUUM, KOTOpbIe
MIPOTHBOTIOCTABJISIOT GEJyI0 KyJIbTYpY, UM «IUBUJIN3AINIO», U «BAPBAPCKUI»
€CTECTBEHHBIN MTOPALOK.
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MeXaHU3M, KOTOPbIN CTPYKTYyPUPYET 00yuyeHue. DT Ueu TaKxKe OblIn
Yype3BblYallHO Ba’KHbl U B UCCJIEJOBAHUSIX UIP. BausaTesnbHOE Mpo-
YTeHue «Maruyeckoro kpyra» Xeéusunru (2004) Katu Canen u 9pu-
Ka [JuMMepMaHa TaK 4aCTO HEKPUTUYECKU LUTUPOBAJIOCh KaK CIIOCO6
OOBSCHUTD UTPHl KaK MO3UTUBHYIO JESITeJIbHOCTh, YTO 3TO MOGYAUIIO
LIuMMepMaHa IPOSICHUTL CBOIO MO3UILMIO B cTaThe AJg Gamasutra rnog,
Ha3BaHHEM «3acocaHHble Marnieckum kpyrom» (Llummepman, 2012).
MHOX€eCTBO Hay4YHBIX paboT, MOCBSIIEHHbIX UI'PaM U 0O0yYEeHUIO, ce-
PBE3HBIM UTPaM, UTPaM U TPAMOTHOCTH, ONIUPAETCsl Ha Teopuio Urpsl
v no3HaHus [Muaxke u Beirorckoro. Ho urpa He Bcerga KOHCTPYKTHBHA,
OHa Takke MOXEeT ObITh YTHeTalolell ¥ TPAaBMUPYIOLIEH.

HekoTopble TEOPETUKHU MONBITANIMCh NPUMUPUTDL 3TY NPUHLUIINA-
aJIbHO pasHble acnekTel Vrpel. bpatan CatToH-CMUT yTBEPXKIAET, 4TO
Hrpa — 3TO TEpMUH, KOTOPbIN COLEPKUT MHOKECTBO BaJIEHTHOCTEN
Y, TAKUM 06Pa30M, UCTIOJIb3YETCs AJIs1 JOCTVKEHUS Pa3IMYHbIX PUTO-
puueckux neseil. O roBopurt, 4yTo Virpa 4acTo CiyXUT IPOJABUKEHUIO
MepCIeKTHBb], U3 KOTOPOW UTPHUBOCTD CBSI3BIBAETCS C IIPOrpeccoM (06—
y4yeHue dyepes Urpy), cyapboit (urpa ciaydasl), Bnacteio (Mrpa crnopta
Y1 COPEBHOBAHUSI), UAEHTUYHOCTBIO (PUTYaJIbl IPYIIIOBON UAEHTUIHO-
ctu), BoobpaxkaeMbIM (Mrpa u TBOPUYECTBO), CAMOCTBIO (UI'PUBBIE YBJIE-
YeHUsl, KOTOpble MPUBOAAT K UHIWBUAYAIUN) WU JIETKOMBICTIEHHBIM
(Mrpa xak mnpaspHas, gocyxkas gestenabHocTb) (CatToH-CMut, 1997,
c. 8-11). Tem He MeHee, pacCMaTpuBasl Urpy 4yepe3 MpPU3MY PUTOPU-
K1, CMUT IPMHUMAET BCE€ BBHILIENIEPEYUCIIEHHbIE PUTOPUUYECKUE TIEP-
CIIEKTUBBI KaK paBHbIE 110 BiAMsHUIO. OHAKO s He coryace” co CMu-
TOM, 1 B 3TOM 3CCe 51 YTBEPXKalo, 4To Vrpa cama mno cebe ABisieTCs
OTHOILIEHUEM BJIACTU. B TOT MOMEHT, KOorzia 4e€JIOBEK BCTYIAET B TO,
yto xynut Batnep (1990, c. xxxiii) Ha3siBaeT neppopMaTUBHBIM aK-
TOM U NIOCTAaHOBKAMMU, MJIM AaKTUBHON UTPOM, OH UJIM OHA IIPU3bIBAET
Ha ce6s ByacTb Urpel. Kak 31ech 6yzieT 06bsICHITLCS 6ojiee moxpoo6-
HO, 9TOT aKT NPeJCTaBseT COO0i )KECTOKYIO U HENPUITHYIO FpaMMa-
THKY, KOTOPasi MPeJOCTaBIISIET UTPOKY POJIb CYOBEKTa, & UTPE U BCEM
IPYTrUM UTPOKaM B Hell — posib 06bekToB. PagukanbHas peHoMeHO-
sorust Irpsl cocpeioTaunBaeTcst Ha TOM, Kak 3Ta Mrpa MoxkeT ObITh
NPUYMHON 6071 (B IPOTHUBOIOJIOXHOCTD YAOBOJIbCTBUIO), U TAKUM 00~
pasom Bo3BpaiaeT B LeHTp BHUMaHusa BIPOC-nHappaTuBel, cocpeno-
TOYEHHBIE BOKPYT TPAaBMaTUYE€CKUX U HACUJIbCTBEHHBIX aCMEKTOB UTP
u UIrpsol.

TpaBma pab6cTBa B CeBepHOI AMepUKe He TOJIbKO COXpaHseTcs
B [1IaMSTU Yepe3 UCTOPUIO, HO U YBEKOBEUMBAETCSI B HEKOTOPHIX (pop-
max Urpsl. Cpenu caMbIx MUPUIECKUX U TPOTUBOPEUUBBIX UTP, B KO-
TOPBIE UT'PAJIM MaJIEHbKUE YEPHOKOXHUE neTu B CoenuHeHHBIX llTaTax
0 Uiy nocye ['pakjaHCKOW BOMHBI, 6bly1a «CIpsSyb BBIKJIIOYATEb.»
B 3TOIl Urpe meTu 3aHMMAMCh NOMCKAMM CKPBITOTO MEpEKJIoYare-
Jig, ¥ HalleAIMi ero mojyyas TOJIHYI0 CBOOOAY AeWCTBUM, 4TOOBI
BBIIIOPOTh IPYIMX UTPOKOB, TIOKa OHM OTOMBanucCh. Mrpa okasasnachk
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JIIOBOJIBHO KPEIKHUM OPELIKOM [1JIs1 UCTOPMKOB, paCCMaTPUBAOIIUX €€
JIOJTOXKUTEJILCTBO B PaMKaxX KyJbTypbl paboB, MOCKOJIbKY IIPOLECC
UI'PHI KaK OYATO CHEeLHUaTbHO YCUIIMBAET GOEBble YCIIOBUS HEBOJIbHU-
yecTBa. BpLIo nmpenyioxkeHo HeMaslo o6bsicHeHUI. HekoTopsle yTBep-
KJIal0T, 4YTO UIpa IMO3BOJISIIA JETSIM MPaKTUKOBAThCs M36eraTh HaKa-
3aHUs, pyrue MpeanosaraioT, YTO urpa npepJjarasia nopadoieHHbIM
YEepHBIM JAETSIM KPAaTKUIl MOMEHT OCBOOOXEHMUS — TI03BOJISI/Ia UM Chl-
rpats poJb «xo3siuHa» (Kunr, 2011, c. 117-118). O6a 06bsICHEHUS B KO-
HEYHOM CYETE 3BY4YaT HEJIOBKO, TIOCKOJIbKY OHU MBITAIOTCS IPUMHUPUTD
ONBIT HACUJIUS, TIEPEKUTHIM YEPHOKOXKMMU, ITPOMCXOISIIMMU OT pa-
60B, C TOMOIIbI0 HEN30EKHBIX OTCHIJIOK K 6€33a60THOCTU Urpsl. Hacu-
Jie, U B 0COGEHHOCTH MBITKY, IN60 CBOAUTCS K KapHaBaJIbHON UHBEP-
CUY IUHAMUKU BJIACTH, I'le KePTBA CTAHOBUTCS yrHeTaTesieM, JIu6o
HaCUJIME€ CBOAMUTCS K AUCLUILJIIMHE — TaKTHUKE, IO3BOJISLIOUEN KUTb
B paMKax ee Hen36e>KHOCTHU.

51 onpegensio NMBITKY B paMKkax Tpaaunuu ®Oyko. Kak mpakTuka,
3TO JOJArOoCpoyHas GopMa JUCHUIIINHBL, KOTOPAs UCIOJIb3YET METO b
NPUHYXAEHUS [JIS1 IOLYMHEHNUS JII0Heid. DTO ONpeeseHUe SBIISETCS
KJIIOYE€BOM 4YacCTbl0O apryMEHTallMy JAHHOTO 3CCE, The 51 YTBEPXKIaAlo,
YTO pacCMaTpUBaTh Apyrue, 6oyee «HeBUHHbIE» KOHHOTAI[UU ITBITOK —
MBITKY MeKOTKON, BIICM — Kak HeuTo uHoe, HesKesu 1nofo6Hast ¢pop-
Ma NPUHYXAeHus, 6b1710 6b1 omMN6KOM. 1160 fake B caMblX HEBUHHBIX
Y IPUATHBIX aKTaX UTPbl Mbl TOHKO JUCLUIIMHMPYEM OKPY>KAIOIIUX,
3aCTaBJIsId MX CJENOBAaTh HErNACHbIM IpaBujiaM. COOTBETCTBEHHO,
s ONpeeJIsiio YOOBOJNbCTBUE B apdekTuBHOM cMbicie. Takum obpa-
30M, yIOBOJILCTBUE — 3TO TO, YTO JBUXKET >KE€JIAHUEM. YIOBOJIbCTBUE
4acTO MPOTUBOIIOCTABIAETCS 60U, APYroMy apdEKTy UM TOMY, YTO
myuuteavHo. U IlbiTka, 1 Urpa — 3T0 mpakTuku. OHU MIPOU3BOLAT
YIOBOJILCTBUE U/NK 60JIb, KOTOPBIE SBISIOTCS apdeKTamu.

B 3TOM 3CCe 4 crienuanbHO YKa3blBalo HA )KECTOKUE, NTUCLUIIIIMHAD-
Hble 1 MUJIMTAPUCTCKUE NBITKY, TIOCKOJIbKY YYBCTBYIO, YTO OHU HELO-
OLIEHUBAIOTCS U TAOYUPYIOTCS P U3yueHuu urp u Mrpsl. C gpyroii cto-
POHBI, CBSI3b MEXK/IY IIBITKON M YAOBOJIbCTBUEM OblIa HECKOJIBKO JIy4lle
TEOpPEeTU3UPOBaHA B paboTe, aHANIU3UPYIOLEN CcoLMabHble PAKTUKU
B BJICM-coo6mmecTBax 1o Bcemy mupy. Mccnenosanus Tyomaca U. Xap-
BUAMHEHA IT0Ka3bIBaIOT, Kak BJICM MOXHO pacCMaTpuUBaTh B Ka4€CTBE
Urps! (XapBuaiineH, 2011), ogHako 3Ta CTaThsl — KakK U Ipyrue nojo6Hble
WCCJIEAOBaHNS — HE BKJIIOYAIOT BOEHHBIE M AVCLUIIJIMHAPHBIE MBITKU
B PaMKMU CBOMX olpefesenuii (Baiic, 2011, c. 211). 9To NpoucxoguT OTo-
my, uto BJICM TeopeTusupyeTcs 31ech Kak (opma UTPhl 110 B3AUMHOMY
corsacuio. MHe KaXkeTcs, 4TO 3TO ONPEAEJIEHNE CTABUT TEJIETY BIIEPEAU
JIOIIA[IY; NHOM MOAXO[, K MbITKE, TOHMMAIOLMIA €€ KaK HEYTO, 4YTO JIUC-
LUIIJIMHUAPYET BCeTa, 6yAeT BOCIIPUHUMATb CAMO COTIacue KaK TeXHU-
Ky CMAT'4Y€HNS BApBAPCKUX TEHIEHIMI IIBITOK.

DTO 5Cce MPU3bIBAET K HEOOXOAUMOCTU TEOPETUYECKON Iepeo-
LIEHKY TOT0, KaK HaM CJIeqyeT IOHMMaTh BOEHHBIE U AUCLUIIIMHAPHbIE
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IBITKY, C UX KOHHOTaLlMsIMU 60J1Y, 2 He YIOBOJIbCTBUS (U HE TPUSTHON
60711) — a UMEHHO Kak Urpy, ciaenys Toi )Xe rpaMMaTHKe apryMeHTa-
1[1Y, KOTOPAs II03BOJISIET MOHMMATh Kak Mrpy nbeiTku B BIICM-coo6ie-
cTBe. M nake 60J1ee TOro, s BLICTYIIAIO 33 TaKOI MO X0, K OIIpe e IEHUI0
Hrpel, KOTOPBIH MIpeooyIeBaeT TO, UTO I CYMTAI0 QYyHAAMEHTaIbHBIM
Taby: uyTo Vrpa sIkoObl AOJIKHA GbITH IIPUSTHOMN, HO HE MyYMTEJIbHOM.
WM Bce-Taky CTOJIb 3HAYUTEJIbHAS YacTh Mrpel myuuresnbHa: ot bJACM
[IO 3aTIOMUHAHNS [IJIMHHBIX CIIMCKOB IIPaBUJl, 110 UCYEPIIAHUS YbUX-TIN-
60 puznyecKrx BO3MOKHOCTEH, 10 IPOCTOM UTPbl B MOHOMO/INIO. DTOT
KaXyILIUICs NapagoKe — YTO IbITKa €CThb U Mrpa, u He Mrpa — MoxeT
ObITh paspeteH. [1biTka — 3TO V2pa, 1 OHa MHOTO€ TOBOPUT O TOM, KaK
Mrpa pa6oTaer, 4TOObl MOJYMHSTH U AUCHATIINHUPOBATH JIIOZEH.

[Mopxop K VIrpe, KOTOPBI IPU3HAET, 4YTO OHA YACTO NEPEKUBAETCS
KaK IbITKa, MOKET [IOMOYb HaM JIy4lle [IOHATh, KaK [IPUMEHEHUE ITOrO
TEPMUHA UICTOPUYECKU UCIIOJIb30BAJIOCH A1 CKI04eHns BIPOC-to-
Jlei, >KeHIIVH, TPAHCCEKCYaJloB U HeGMHAPHBIX JIIOIEH U3 UCTOpuYe-
CKU CJIOXKUBIIUXCS G€JIBIX M MyXCKUX TPOCTPaHCTB urpsit. Korpa urpa
TEOPETUBUPYETCS UCKIIIOYMTEIILHO KaK YI0BOILCTBUE, JIOAM, OKa3aB-
Iyecsl B MEHbIIMHCTBE, BBIHY K €HbI BBICTABJISATh Ce6s MOJHBIMU 32~
HyZIaMU, TOBOPSI O TOM, YTO UX OIIBIT, HAIIPOTHUB, ObLTT MyUYUTEJIbHBIM®.
VHKm03uBHas eHOMEeHOJ10TUs VITphl TO/KHA TPOTUBOCTOSI TS U TOMY,
Kak Mrpa BKi1o4aeT (Yepe3 yI0BOJIbCTBUE), U TOMY, Kak Virpa uckioda-
€T (Yepes IBITKY).

HecMoTpst Ha TO 4YTO NpUBENEHHbIN BbIIE IIPUMEP MOXET ObITh
HCTOJIKOBAH C IIOMOIIIbIO JIT0601 13 puTopuk Yrpel CMuUTa, f1ckoM@opT,
KOTOPBIN $1 OTMETUJI B 3TOM IIPUMEPE, 30,€Ch HATIPSIMYIO CBSI3aH C OTHO-
meHreM MeXIy Mrpoi u KyJapTypHON UIOEHTUYHOCTLIO. Vrpa «Cripsiyb
BBIKJIIOYATEJIb» CYLIECTBYET IPEUMMYILIECTBEHHO B YCTHOM WCTOPUU
pabCTBa, nepesaBaeMoil YepHOKOKUMU JIIOIbMU U3 MOKOJIEHUS B 10~
KOJIEHVE, U OTHEJISIETCS OT IIPOCTPAHCTBA Vrpsl Ha UTPOBO IIJIOWA-
K€ CEerofHsIHero AHs. Ee aydile Bcero paccMaTpuBarh Kak apTedakT
yiejueil 310Xy, KOTOPOMY TaM U MecTo. OOIIeCTBEHHOE BbITECHE-
Hue «CrnpsATarh NEPEKIIOYATENLY — 3TO MPOLIECC, TOCPENCTBOM KOTO-
poro gyMHaMuKa Urpbl OLHOBPEMEHHO KOHTPOJIMPYETCS Y€PE3 KYJIbTYy-
py u perynupyetcs. Kak 1 B cyy4ae cBEPXOAUTENIBHOrO HAOIIOLEHNS

4  Maxu-AHH PakkoMmkaey barr m Tomac Amnmepiieil yTBEpKHAlOT, YTO MOIXOMb
K MHKJIIO3UBHOCTY B UTPOBOI KYJIbTYPE YaCTO BKJIIOYAIOT ACCUMUJISILIMIO B IIPO-
671€eMaTHYHbI}M reTepOHOPMATUBHBIN MYKCKOH cTaTyc KBO. S 6bI J06aBUJI K 3TO-
My, YTO aCCUMUJISITUBHbIE HOPMbl MHKJIIO3UBHOCTU YacTO IIpeAIosarailor, YTo
YepHble JII0AY JOJDKHBI aCCUMUIMPOBATBCS B O€JIbIN IIOBUHUCTUYECKUI CTATyC
kBo (Butt and Apperley, 2018, p. 39).

5 PyccBopM TakKe rOBOPUT 06 3TOM B 3CC€ M0 UCTOPUU UTP, KOTOPOE OODBICHS~
€T, KaK MICTOPUSI UTP cama 1o cebe sIBIsieTCsl GesIbIM MIOBUHUCTCKUM TTPeJIpr-
ATHEM (U1, B UX COOCTBEHHBIX C/IOBaX, «BemnbiM. BenpiM. Benbim»). VicTtopun
BIPOC-noneit, pa3paboTYMKOB U AU3aMHEPOB YaCTO PACTBOPSIOTCSI B UCTOPU-
YeCKUX MPOEKTaX, KOTOpPhble NMOMEMAIOT GesblX NU3alHepOB U Pa3paboTIYMKOB
UTD B LIEHTp roBecTBOBaHMs (Russworm, 2019).
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33 YEPHOKOKMMU JIIOIbMU B AMEPUKe Havasia XX BEKa, UTPbl Y4EPHOKO-
SKUX JIeTel TaksKe MOJaBJISIOTCS U KOHTpoaupytoTces. Cabblil U HeBU-
IVIMBIH, 5TOT KOHTPOJIb 32 VIrpoii 1 cerofHs Cnoco6CTBYET KyJIbTYPHO-
my ctupanuio BIPOC. Takum o6pa3om, B VIrpe, MOCKOJIBbKY 5XeCTOKOCTb
pabCcTBa HEBO3MOXKHO Pas3fesiuTh C JPYTMMHU, HaM MIPUXOAUTCS pabo-
TaThb C KOHLEMUUEN, KOTOPAsl UMEET OTHOLIEHNUE K IILITKE TOJIbKO B TON
Mepe, B KOTOPO1 MOCIEAHSAS TOCTABSET YI0BOJILCTBUE.

Bce 3Ty npoBOKAUUM MMEIOT CMBIC] JIMIIL B TOM CJy4ae, €Ciu
MBI MTPU3HaEM, 4TO MbITKA — 3TO ¢popma Urpsl. Dta npobiema Gpuio-
codckas, a He KaTeropranbHas. [13-3a MHOXKECTBA MPUYUH, COIJAC-
HO KOTOPBIM AMCLUIJINHAPHAs MbITKA MOXKET WUJIU HE MOXET ObITh
KJaccuduupoBaHa Kak popma Mrpel, nepsas MojioBUHa 3TOTO 3CCE
MOCBSIIAETCS] PACCMOTPEHUIO JAHHBIX IPUYMH U pa3paboTKe Jloruye-
CKOU OCHOBBI [1J151 ee BKJIIOUEeHMs B Kateropuio popmsl Vrpel. Bropas
TIOJIOBUHA 3CCE PACCMATPUBAET CBSA3b MEXY IIBITKAMU U OIILITOM Y€P-
HOKOJKUX JII0fiel, TpOM30LIe AKX U3 pabCTBa, U CIIPAIIUBAET, YTO DTOT
OTIBIT MOXET JJ06aBUTh K HallleMy TTOHUMaHUIO VITpbl ¥ UTP CErOfHS.

[TeiTka — 3TO Urpa

JecsaThb geTen nporyanuBarTcs [0 NETCKOM IIJIOANIKe, HEIIPUHY KAEH-
HO pasrosapubas Apyr ¢ gpyrom. OOUH U3 OETEN NPOTATUBAET PYKY
IPYyromMy u Kpuuurt: «Tel — OHO!» MedeHblil pe6eHOK GpocaeTcs Ha
IPyroro B OTYasSIHHOM IOMBITKE U36aBUTHCS OT Kjelima. Bekope rpym-
11a pacCernBAETC, IIOCKOJIbKY HAUYMHAETCS PYKOIAIIHAs CXBaTKa. DTa
urpa HasbiBaeTcs «[ISTHaIKW», M caMa ee rpaMMarHKa Mpearosaraer,
YTO Jlake HeBMHHas Vrpa BrojiHe MOXeT ObITh HACUJIbCTBEHHOM. Mrpa
IIeJIUT UTPOKOB Ha CYGBEKTHI M 06BEKTHI. Kak TOJIbKO UTPOK ITOMEYEH,
OH JOJIKEH JIBUTAThCSl, YTOOBl M36aBUTHCSI OT METKHU, TOMETUB APY-
roro. Cama OCHOBa 3TOr0 B3aMMOJEWCTBUS 3aKJIIOYaeTCs B TOM, YTO
OJIH UTPOK ObIT HMU3BEEH 10 cTaTyca JIpyroro, faxe MpocTo 00beK-
Ta; HA JKaproHe UIPbl, HPABUTCS BaM 3TO UJIM HET, OHU — ITO «OHOY.
«OHO» TI0fpa3yMeBaeT MeHbIle, YyeM 4YesioBeK. «OHO» 6blI0 OCHOBO-
MoJIaraloyM B JIEKCMKOHE pacu3Ma UJd Ueu IIPeBOCXOCTBa 6esoi
pacel B AMepUKe ellle 40 AMEPUKAHCKOM BOWMHBI 32 HE3aBUCUMOCTh
B 1776 ropy. Cama OCHOBA «OHO» OTOXKIECTBJISIET YEJIOBEYECKYIO CYII-
HOCTb C 00bEKTHOCTHIO, IOCKOJIBKY 3TO JIMIIAET «OHO» OCHOBHBIX IIPaB,
MpeJloCTaBIsIeMbIX JAPYTUM CyObeKkTaM, a MMEHHO IIpaBa Ha (He)Co-
racue. HUKTO He faeT npenBapuTesIbHOrO corjlacus urparh B «IlaT-
HaIIKW» ¥ TeM 6oJiee He JJaeT CBOET0 COTJIacusl IPEBPATUTLCSI B «<OHO»
B «[IsTHamKkax». B aToit npocreiimeit u3 popm Urpsl o6Hapy>KUBaeT-
s, 4To VIrpa — 3TO He OTHOIIEHUSI MEXLy cyobekTamu. HanpoTtus, aTo
OTHOLIEHUE MeXYy CyObEKTOM U OOBEKTOM.

PemaomuM cTep;kHEM, HA KOTOPOM AEPKUTCS CBSI3b MEXKIY IIbIT-
KOV M UTPOH, SIBJSIETCS BOIPOC O corjacuu. Mrpa, Kak yTBepXKOamT
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MHOTHE COBPEMEHHbIE TEOPETUKU reliMIMu3aliHa, — 3TO OTHOILIEHMS,
OCHOBaHHble Ha B3aMMHOM coryacuu (Canen u llummepman, 2004,
c. 474; Crenpoc u boymaH, 2018, c. 417). VI3-3a Toro, 4To coryiacue 3a-
HUMAaeT LIEHTPAaJbHOE MECTO BO MHOI'MX OIpefesieHusx Mrpel, Ham
MPUXOAUTCS UMETD JIeJI0 C MapafiloKCOM, O6bSICHEHHBIM BO BBEJIEHUM,
B KOTOPOM [06GDPOBOJIbHAS [JIs1 00EUX CTOPOH IBITKA COOTBETCTBYET
ornpezesieHuIo Mrpsl, a nbITKa, COrylacue Ha KOTOPYIO HE aBajloCh, —
HeT. [IpumMepsl, KOTOpbIE IPUBOIATCS AJ11 0O0CHOBAHUS DTOTO Pa3jn-
4us, MOYTHU Beeraa ¢popmabHbl. OHU CKOpee TOBOPST O SKeJIaHUU TOTO,
KaKoM dondcHa 6vimsb Vrpa, yeM o HabI0eHUU 3a TeM, yem Urpa se-
asemces. Iget im peyb O COrylacuu, KOrga Mbl UTPAeM C KOMIIBIOTEPOM,
WJIM KOT'Ia MBI UTPaeM caMM ¢ co60ii? Mirpa onocpenyeTcs Ciocobamu,
KOTOPBbIE HE TaK IPOCTHI, KAK MOTYT [10Ka3aThCs Ha N1€PBbI B3y, Ha
CaMOM Jiejie OHa 3aCTaBJISIET HAC NPUMMUPUTHCS C HACUJIMEM, JIeXKa-
MM B OCHOBE 6€CUMCJIEHHBIX COL[MaJIbHbIX OTHOIIEHUH.

OTHOIIEHNS B3aMMHOTO COIJIacUsl, CTPYKTYpHUPOBAHHbIE 4YeEpe3
Hrpy, 4acTo paboTaloT C MOMOLIbIO IPYTOr0 yCJ0BuUs: 06 Urpe caenyer
nmoroBapuBathbcs. Kak o6bsicHseT Muresb Cukaprt, «Mbl UTpaem, 10oro-
BApUBAasICh O LieJsIX VIrpbl: Kak aJ1€KO Mbl XOTUM PACIIPOCTPAHUTD BJIU-
SHY€ UT'POBOM [I€SIT€JIbHOCTU, HACKOJIBKO MBIl UTPAeM pajy Ipoluecca
Wrpe! unu pagu camoBelpaxkenus» (Cukaprt, 2014, c. 16). 3gecs Cukapr
NoMelaeT Uaelo JOoroBopa BHYTPb KoHUenuuu Mrpsl (play), onupascs
Ha TpemecTByomue pa6otsl Mecrnepa IOysa, KOTOPbI BMECTO 3TO-
ro CTPEMUJICS JIOKAJIM30BATh UJEI0 I0rOBOPA BHYTPb KOHLENILUYU UT'P
(games). Ins FOyna ucxop Bcex Urp OCHOBAH Ha BO3MOXKHOCTHU JOTO-
BOPUTBCS, 4TO SIBJISIETCS KJIIOYEBLIM PA3JIMYUEM MEXIY UTPOY U BOM-
HOU. B mo6oM ciyyae, HE3aBUCUMO OT TOTO, CUMTAETCS JIU JOTOBOP
OCHOBOM AiJ1s1 ITpBl 1IN UTP, DTO OTpakaeT 6o0Jiee MUPOKOe TOHNMA~
HUE KaXJ0ro 13 3TUX (PEHOMEHOB KaK OCHOBAHHOT'O Ha B3aUMHOM CO-
rJ1Iacuu. BO3MOXHOCTb JOrOBOPUTHCS NPENIOJIATAET, YTO UTPOK yBa-
>KaeT ujeu, NO3ULMY U CYBEePEHUTET APYroro urpoka. Korga urpoxku
JIIOrOBapUBAIOTCS, OHM OTHOCSTCS APYT K IPYTY Kak K JIIOJSIM, a He KaK
K o6beKkTaM. TeM He MeHee CJIMIIKOM 4acTO B3aUMHBIN JoroBop B Mrpe
OTCYTCTBYET. [13Bup JleoHap] yTBEPKIAET, 4YTO B CIIOPTUBHBIX BUAEO-
urpax, rje npejrnoaaraeMomy 6eJI0My UTPOKY MpejyiaraeTcst IpUHsITh
POJIb YEPHOKOXET0 CIIOPTCMEHA, HO OT HEro Mpu 3TOM He TpebyeTcs
NepeXXruBaTh TPAaBMYy YE€PHOIO OIBITA, Mirpa He OCHOBaHa Ha B3aMMHOM
norosope (JleoHapg, 2004, naparpad 5). Coob6111eCTBO YEPHOKOXUX He
JlaBajio Corjacus Ha 3Ty popMy TypusMa UIAEHTUYHOCTH, IIyCTh, K CO-
>KaJIeHUIo, Takast GopMa «MCKyCCTBAa FPUMUPOBAHMUS 110, YePHOKOKUX
VCIIOJTHUTEJIe» U SBJSIETCSl PaclpoCcTpaHeHHoi (popmoit Urpsl. Uto
[0 6os1ee 061Iero CMbICIIA BTOTO pas3ziesia, TO B3AMMHBIHN JOTOBOP — 3TO
CKOopee ujeas, yeM HabiofaemMas peajbHOCTb Urp U Vrpsl cerogHs.

[Ipoune uccnenoBaTen CXOISATCS BO MHEHUH, YTO He BCsKas Mrpa
MIPOUCXOAUT MO 0O0I0IHOMY COTJIACHIO. 371eCh 51 XOUY BBIPA3UTh 6J1ar0-
IApHOCTb 32 paboTy, KOTOpas AEMOHCTPUPYET, Kak Mpeanosaraemele
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HOPMBI B3aMMHOTO COIJIAaCH$l, BOCIIEBAEMBIE «MAarm4eCKMM KpPyrom
Urpbl», yacTo HapymaoTcs 6ebIMU My>KUMHAMU. B cBoeil aBTO3THO-
rpauyeckoil cTaTbe Ha 3Ty TeMy DMma BocceH ob6bsicHsieT: «K coxa-
JIEHUIO, U3-3a COBPEMEHHBIX IIPAKTHUK, CBSI3aHHBIX C IIPOLIECCOM UTPHI,
00JIBIIMHCTBO BUJIEOUTD, B KOTOPBIX 51 y4acCTBOBAaJsa, BKIIOYAIN TIPaK-
THKY, KOTOpbl€ He ObLJIM HU B3aUMHO JOOGPOBOJILHBIMU, HU NPUSTHBI-
MM, — TaKHUe KaK JOMOraTesbCTBa, OCKOpOJIeHMs Ha IMOYBe reHpaepa
u noHomeHus» (Vossen, 2018, p. 206). UToOw! 1y4llle OHSTH, Kak rpa
VICIIOJIb3YETCS B KAYECTBE MHCTPYMEHTA BJIACTU, MBI JOJDKHBI Ha4aTh
C TIpU3HaHUS MOJO06HOrO JUYHOTO OMbITa VIrpel, KOTOPLIA B IPOTUB-
HOM cJly4ae 6bL71 6bI UCKJIIOUEH U3 ollpeesieHus Virpsl, BbABUTAIOIETO
Ha NepBblii IJIaH €€ JOOPOBOJIbHYIO IIPUPOAY.

Moii aprymeHT onmpaercsi Ha TpU NPE/TOChLIKY. Bo-TIepBbIX, OC-
HOBBIBaACh Ha pa6ore Moxama Xéisuuru (Moxan Xéiisuura, 2016),
g yTBEpXKJalo, 4To Mrpa sBisieTcd NO6POBOJIBLHOM, €CIU Bbl TOT, KTO
B Hee urpaer (c. 7). Bo-BTOpbIX, onupasich Ha paboTy, NpoAeTaHHYIO0
Murenem Cukaptom HegaBHo U Knnddopaom ['piieM HCTOpUYECKY, 5T
COTJIaIIaloch C TeM, UTo Mrpa — aTo cnocob 6situs (Cuxapt, 2014; ['upi,
1972). 11 B-TpeTbUX, 1 UCXOXKY U3 MOJIOXKEHUSI, U3JIOKEHHOTO B paboTe
Poxke Kaiiya (2001), o Tom, uTo Mrpa He 06s513aTeyIbHO JOOPOBOJIbHA AJIS1
TOTO, KeM UTpatoT (c. 52). TakuM 06pa3oM, Ha OCHOBE 3TUX NPEATIOCHI-
JI0K, ecu MIrpa siBnigeTcst JOOPOBOJIbHOM AJ1s1 TOTO, KTO UTPAET, HO He
00513aTe/IbHO TOOPOBOIBLHOM 7151 TOTO, KEM UTpaloT, To Mrpa sBiaseTcs
CyOBEKT-00BbEKTHBIM OTHOLIEHHEM, a HE CYOBeKT-CYObEKTHBIM OTHO-
meHueM. CiefoBaTeNbHO, eciu Virpa — 3TO CyObeKT-00BEKTHOE OT-
HOlIEHUeE, TO MbITKA — 3TO ¢popma Urpsl, gaxe B €€ CaMbIX KECTOKUX
1 OTBPaTUTEJIbHBIX OPMaX.

Urpa siBasieTcs JoOGPOBOJIBHOM
(mns TOro, KTO UTpaeT)

[lepBbIii MOMEHT, KOTOPBIi1 CJIe[IyeT PACCMOTPETh KPUTUYECKH, — BTO
IOGPOBOJIbHBIN XapakTep Krpsl. Mmes o ToM, 4To Mrpa mo6poBOsbHA,
6blJ1a YaCTbI0 TeOpUM Mrphl € TEX Mop, Kak Moxan Xéii3uHra Hanucai
Homo Ludens. Xéii3uHra nuiier:

«/Ttak, mpexae Bcero, Bcskas Virpa — 2To 1OOGPOBOJIbHAS [IesIT€Ib-
HOCTb. Mrpa no npukasy — 5TO yXe He Mrpa: B siyylieM cjydae 3To
MOXET GbITh HaCUJIbCTBEHHOE NoppakaHue eil. OTHUM 5TUM Kaye-
CTBOM CBOGOIbI Vrpa oTAensieT cebs OT X0/ja ECTECTBEHHOTO MPOoIiec-
ca. DTo 4YTO-TO AOGaBJIEHHOE K HEMY U PACIIPOCTEPTOE HaJ, HUM, KaK
IIBETOK, YKpauleHue, ofexaa. O4eBuHO, YTO CBOGO/A AOJIKHA TIOHU-
Marbcs 37ech B 60Jiee IMUPOKOM CMbICTIE, OCTABJISIIONIEM HETPOHYTOM
dunocodckyio npobsemMy neTepMUHM3MA. MOXHO BO3pPasuTh, 4TO
aTa cB060/a HE CYWECTBYET [Jisl )KUBOTHOTO U PeOEHKa; OHU J0JIXK-
Hbl UTPATh, IOTOMY YTO MHCTHUHKT MOOYXIAET UX K DTOMY U MTOTOMY
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YTO DTO CIY>KUT Pa3BUTHUIO X TEJIECHBIX CHOCOOHOCTEN U CIIOCOOHO-
CTHU K BbIOOPY... [leTH 1 KUBOTHBIE UTPAIOT, IOTOMY YTO UM HPaBUTCS
UrpaTthb, 1 UMEHHO B 9TOM 3aKJIIOUaeTcsl uX cBob6onay (Xérsunra, 2016,
c.7-8).

3nech, Korga XénsuHra yTBep>KgaeT, 4Tto Mrpa Bcerga u 1o cyue-
CTBY SIBJISIETCS JOOPOBOJILHOM JeSTEJIbHOCTBIO, OH HEOXKUIAHHO 06pa-
IAaeTCs K UTPE XUBOTHBIX U JeTel. OH pacCMaTpyUBaeT UMEHHO 3TU
KaTeropuu NnOTOMY, 4YTO, KaK OH CaM IOJYEPKMBAET, I€TU €LIe HE pa3-
BUJIA CIIOCOGHOCTU K PAllMOHATIbHOMY MBIIIJIEHUIO, KOTOPbl€ MbI IIPU-
MMChIBAE€M B3POCJIBIM JIOASIM. OH OIacaeTcsl, YTO CYyObEKTHOCTD AeTeN
Y )XHMBOTHBIX MOXET OTJIMYAThCSI OT CYOBEKTHOCTU B3POCJIBIX, U TO-
9TOMY MX, BO3MOKHO, BBIHY K Q€T UT'PATh NHCTUHKT. 30€Ch CTOUT OT-
METUTb, YTO CPaBHEHUE C SKUBOTHBIMU — OZHA U3 IaBHUX TaKTUK Oe-
JIOTO CynpeMaTu3Ma, KOTOpas HCIOJIb3YEeTCS IJISl OEeryMaHM3aLuu
BIPOC-mogen. S MpoBOXy 9TO CpaBHEHHUE, MOCKOJIbKY, KaK $ MO3XKe
Oyny O6BSICHSTD 60Jiee MOLPOOHO, UepHBIH ONBIT UMEET 3aMeyYaTeslb-
HOE CXOJICTBO C ONbITOM VIrpbsl. MBI MOXXEM OOHAPYXUTb 3TO CXOICTBO
1 37,€Cb — IIYCTb U B Ipyroil ¢opme — B CPABHEHUU [I€TEN U SKUBOTHBIX
XEN3MHTOM.

OcTaBuUB 3TU CPaBHEHUS B CTOPOHE, 30€Chb BaXXHO OTMETUTD, UTO
XéN3yHra nomellaeT IpUHLUI JOOPOBOJILHOCTU B IIPENIIOJIOKEHNE,
YTO K&Kl YYaCTHUK UTPBHI SIBJISIETCS TEM, KTO B Hee urpaet. Ho 4to,
€CJIU KTO-TO PEUINT, YTO HE XOYET Urpath? Bo3bmem, K npumepy, «I1at-
HAIIKMA», O KOTOPBIX TOBOPUJIOCH paHee. B 3ToM npumepe, eciy KTo-TO
HapyllaeT [TpaBuJjla UTPhI U pelllaeT He UTPaTh IIOCJIe TOTO, KaK ObLJI [0~
MEYEH, OH BCE PABHO MIPEBPALIAETCS B «OHO». [IpENNOIOKEHNE O TOM,
YTO Wrpa Bcerpa sBJsSeTCs JOOPOBOJILHON, UTHOPUPYET BCE CJyvyau,
KOIJla Urpa He SBJISEeTCS! NJOOPOBOJIbLHOU 1Sl OTAEJIbHBIX WHIUBUIOB.
Takoe npennoJsiokeHue NpenjaraeT pagukaabHO CYObEKTUBHOE BU-
IeHue Mrpel, BMECTO TaKOIrO, KOTOPOE BCETHA YK€ OTPAHUYEHO JUHA~
MMYHBIM HaGOPOM COLIMAJIbHBIX B3aUMOOTHOIIEHU! U omnbiTa. «Hapy-
IIUTEJIb» BCE ellle y4yacTBYeT B VIrpe, maxke ecyiy He y4acTBYeT B Urpax®.
[TpusnaBas, yTo Urpa sBisieTcs: LOOGPOBOJIBHON TOJIBKO 11715 4YeJIOBEKa,
MHUALUMpYylomero Vrpy, Mbl 1eMUCTU(ULMPYEM «HAPYIIATEISI», IOKA~
3pIBasl, KaK €ero My ee Hacujue Mo OTHOLIeHUIO K Virpe MoxeT ObITh
pEe3yJIbTaTOM HACHUJIKS OPYTOro UIpOKa IO OTHOIIEHMIO K HEMY WM
K HEW U €r0 UJIM €€ YYBCTBaM.

Vrpa He sBisieTcs IOOPOBOJIBHOU 1Jsl TeX, C KeM urpamoT. Tem
HE MEHee BO BCEX CUTyalUsiX 37eCb — B cJjlyyae pebeHka, [Ipyroro

6 B cBoen nHTepnperanuu XénsnHru TeopeTtuk Vrpel [lutep MakgoHasnbg, ONUChI-
BaeT GUIypy «HAPYLIUTEJIS» KaK KJIIOUEBYIO B IOHUMAaHUU CBOGOIHOTO U OCBO-
60’KIalolero U3MepeHuil, Kotopsle X€M3nuHra xoTes TeoOpeTu3npoBars B Mrpe.
Yrobel Mrpa 6bu1a AeHCTBUTENBHO OCBOOOXKaloel, corjaacHo ¢uiaocodpuu
XEWM3MHrY, y Bac JOJPKHA OBITh CBO6O/IA BBIXOJUTH 32 PAMKU €€ IIPABUJI U «I10P-
TuTh» urpy (McDonald, 2019, p. 257).
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Y KUBOTHOTO — B Ka4eCTBE OCHOBHOI'O OOBSICHEHMS TOTO, YTO 106y~
KJaeT WHOWBUIOB WIpaTh, NpeAjaraeTcs YIOBOJbCTBUE. VIMeHHO
B yIIOBOJIbCTBUU MBI HAXOJJM OOIIYIO CBSI3b MEKY AEHUCTBUSIMU CYOb-
€KTOB U ICUCTBUSIMU 06BEKTOB. ECIM MBI XOTUM TMOHSTh, KaK UTPAIOT
00BEKTHI, MBI JOJDKHBI PACCMOTPETD, KaK 3TO AesaeT Mureab CUKapT,
OTHOLIEHUs MeXly VIrpoil U yI0BOJIbCTBUEM.

Mrpa — aTo cnoco6 6biTUA

OTx01s OT MHCTPYMEHTAJILHOIO NOHMMaHUs VIrpbl, KOTOPOE OIpene-
sset Irpy Kak gesTesIbHOCTb, Muresib CUKapT BMECTO 3TOTO YTBEPXKAa-
eT, 4To Mrpa — 3To crnoco6 ObITHS, KOTOPBIM CYIIECTBYET (B HEKOTO-
PO cTeneHy) BHyTpH 0601 aesrenbHocTy (Cukapt, 2014, c. 6). PaboTa
Cukapra — 2TO pe3Kuil MOBOPOT OT oaxona XénsuHru K Urpe, KoTo-
PhIil 06pest onyJIsipHOCTD 6y1aropaps Katu Canen u 9puky lummep-
many (Tam xe, c. 95). DTOT noAXoA MpeAoaraeTt, 4To Mrpa npousera-
€T B PUTYyaJIbHBIX IPOCTPAHCTBAX, OTJINYHBIX OT IIOBCEITHEBHOM KU3HU.
XOTs HEMpO3payHOCTh Maruyeckoro Kpyra 6plj1a IOCTaBJIeHa MO, CO-
MHEHHE MHOTUMM (B TOM YHCJle CAMUM DPUKOM l[MuMMepMaHOM B yXe
YIIOMUHABIIENCS BbIIIE CTAaThbe «3aCOCAHHBIE MarnyeCKUM KpPyrom». —
[Tpum. ped.), TH BOIIPOCH! AAIOT, BO3MOXKHO, JIydllee T0Ka3aTelbCTBO
¢unocodun Cuxapra. Mrpa cymecTByeT BO BCEX Belljax, HO OHa 4acTo
(okycupyeTcst BHyTpH OIlpeieIeHHbIX UTPOBbIX 0O'bEKTOB (HAIIpUMeED,
UTP), BO Bp€MsI UTPOBBIX COOBITUI U B OIIpeieIEHHbIX IIPOCTPAHCTBAX.

PagukaneHas ¢unocodus Urpel Cuxkapra nobyxkjaeT K nepeoc-
MBICJIEHHAIO BOIIPOCOB, KOTOPBIE y>K€ JABHO BBI3BIBAIOT JIIOOOIBITCTBO
K 3TOH o6s1acTu. HeT cMbicyia IPOTUBONOCTABIISITh TPY[, U LOCYT, €CIIU
MBI MOXKeM HaliTu Mrpy B pamkax 060oux NoHSITUNA. TOYHO Tak ke 3TO
MIOMOTa€T HaM NIEPEOCMBICIIUTD onpefesienus Vrpsl, Takue Kak npej-
noxenHsie Eciepom I0ynom (Ecniep 10y, 2005), koTOpble, XOTS U SIB-
JISIIOTCS BCEOOBEMITIOIIMMY, TAKKe MTOKa3bIBAIOT, KAK MHOTO UCKJIIOYE-
HUI ¥ CEpPbIX 30H CYIECTBYET B OOBIYHOM YIIOTPEO6ICHUU 3TOTO CJI0BA.
CukapT npejJaraeT CYMTaThb UTPbl «UI'POBBIMU OOBEKTAMU», TO €CTh
06beKTaMU, KOTOPbIE OTHOCSTCS K IPYTUM B TOM Mepe, B KaKOl ¢ HUMU
WTpaloT.

Hanee, onpegnensas Wrpy, CuxkapT npenjaraeT HECKOJIbKO Xapak-
TEPUCTUK, KOTOPble IPUHUMAET 3TOT Ccrtoco6 6bITHS. OH yTBEPKJaeT,
YTO UTpa KOHTEKCTyasibHA U BapbUPYETCS B 3aBUCUMOCTU OT OOCTOSI-
TesbCTB. Takke Urpa — KapHaBaJl, Cloco6 6POCUTH BbI30B TPAAUIOH-
HBIM IIPEJICTABJIEHUSIM O CTaryce U BaacTu. CUKapT TaKXXe yTBePXKIa-
eT, 4To Mrpa npucBauBaet, UMesl B BUAY, YTO OHA MOXKET CLEIIATbCS
MPaKTUYECKHU C JII06011 AeTanblo U Ipeobpa3oBbiBaTh ee. HakoHel], 4To
HauboJsiee XapaKTepPHO [JIsl apr'YMEHTOB, IIPUBOJUMBIX B DTOM 3CCe
o meITKax, Cukapt (2014) yrBepxzaet, yto Mrpa nocTaBssieT yI0BOJIb-
CTBHUE:!
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«OHa IOCTaBJISET YAOBOJIbLCTBUE, HO YIOBOJILCTBHUS, KOTOPbIE OHA CO3-
JAET, HE BCEr/ia IIOAYMHSIOTCS HaCIaKJeHUIO, CYaCThIO UJIU [TO3UTUB-
HBIM YepTaM. MIrpa MOXKeT ObITh IIPUSTHOM, KOTZIAa OHA IIPUYUHSIET HAM
60JIb, OCKOPOJISIET, OpOCaeT HaM BBI3OB U APA3HUT HAC U Aake KOr-
Ila Mbl He urpaem. JlaBarite roBoputh 06 Vrpe He Kak o 3a6aBe, a KaK
06 YIOBOJIbCTBUHU, OTKPBIBAIOIIEM HaM G6E€CKOHEYHble BapUaluu Y0~
BOJIbCTBUS B 9TOM MUPE».

3mech 3aMeHa Becesbs yI0BOJIbCTBUEM — 3TO MOJIE3HBIN CIIOCO6
MOHATH, Kak Mrpa cymecTtByeT B Mupe. ECiiin Mbl pacCMaTpUBaeEM yI0-
BOJILCTBME KaK IIPOTMBOIOJIOKHOCTb BECEJIbIO, MBI YXOAUM OT PUTO-
puku Wrpsl Kak nporpecca, B Kotopoil irpa 4acto paccMaTpuBaeTcs
KaK TMO3UTUBHAS OEeATeIbHOCTb. TaKO! CIOCOO MBILIJIEHUS [TIOMOTaeT
00BSICHUTB, Kak HekoTopble popmel Urpsl, Takue kak BJICM, koTopsie
He Bcerja NpencTaBisioT coboil Becesbe, TakKe SIBISIOTCS PpopMon
Wrpsel. Cinenys 5TON JIMHUYM PACCYKIEHUM, HYKHO JIM TaK)K€ paccma-
TpUBAaTh B Ka4deCTBe Mrpbl )KECTOKME NUCUUIIIIMHAPHBIE NBITKU? 15
HEKOTOPBIX Y€PTa IIPOXOAUT MMEHHO 31€Chb. TéM HE MEHEE S Ol AIo,
YTO Takue noxaxopsl K Mirpe HausHbl. [1ycTb MHOrME GyIyT HACTAUBATD
Ha TOM, 4TO (PEHOMEHOJIOTUS! VIrpbl IOJTHOCTBIO TIO3UTHUBHA, MBI 3HAEM
13 PEMUHUCTCKUX OMUCAHUIN KU3HEHHOTO OIBITA, TAKMX KaK IIPOLU-
TAPOBaHHBIN BbIlIE ONBIT POCCEH, UTO DTO AJEKO OT UCTUHBL. Takum
06pasoM, 51 yTBEPXKAAI0, YTO )KECTOKME NUCLUIIMHAPHBIE IIBITKU TaK-
JKe BCerja, K CcoxKajleHuIo, sBisoTcst Gopmoit Vrpsl — s yTBepKalo,
YTO 9TO OJIHOCTBIO COIJIACYETCH C ONPEAEIEHNEM 3TOro repmuna Cr-
KapToM. UTO6BI J0Ka3aTb 3TO, Sl IPOBOXY PA3JINUNAE MEXIY MeM, Kmo
uzpaem, 1 mem, c Kem ugparom. 9To pa3janyire BaXXHO B TOM Mepe, B Ka-
KOH OHO 3aCTaBJISE€T HAC IEPEOCMBICIUTD TO, KaK MbI KJlacCUPULUAPY-
€M IPYyTUX B MHOTOIOJIb30BaTEJIbCKUX UTPax.

I/Irpa HeobOg3aTebHO rIl,O6pOBOJII)HSI OJid TOro,
C KEM UTPAIOT

Paznuyne mem, Kkmo uzpaem, 1 mem, ¢ ke u2paiom, 6b110 HEBUAVMBIM
Y II0 CYLIECTBY OXPAaHSAEMBbIM pa3jnyueM B Hayke Mrpel. Jlydiie Bcero
Ha 5TOM aKUEeHTUpyeT BHUMaHue Poxe Kaitya Bo BBeleHUU K «Heso-
BeKy, VIrpe u urpam», Korja oH pacCMaTpUBAaeT UCTOPUYECKHUE 0OCTO-
SIT€JIbCTBA PaboThl XEM3MHIU. JIIO6OMBITHO, YTO XEN3UHra YMAIUYMBAET
0 HEKOTOPBIX UTPax B CBOUX paboTax 06 Mrpe, uro Kaitya mpunuceiBa-
€T HECKOJIbKO OTTAJIKUBAIOI MM KOHHOTALMAM, IPUCYIIAM STUM UTPaM
B ob1ecTBe Hayasia XX BeKa. X€M31Hra CTPEMUJICS IOCTPOUTh TEOPUIO
Wrpsl, kOTOpas MPOJEMOHCTPUPOBaa Obl, 4YTO BCE LMBUJIM30BAHHOE
06IIECTBO MMEET NPSIMOE OTHOLIEHME K STOW KOHLEMNIMU, U TOITOMY
OH ObLJI BLIHYKJI€H yOpaTh U3 HEE T€ UTPbl, KOTOPbIE ObLIIN TECHO CBSI3a-
HBI C YJIMYHOM XU3HbIO U a3apTHBIMU UrpaMu. Kaiya yTBEPKIAET, UTO,
ecsn 6bl XEN3MHIa BKJIIOYMII MOPAJIbHO COMHUTEJIbHBIE UTPEI B CBOIO
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Teopulo Mrpel, OH MojgopBaJ 6bl CBOE YTBEPKIEHUE O TOM, YTO BCS 111~
BUsM3anus Bo3HukaeT u3 Urpel (Kaitya, 2001, c. 5). CaenoBaresbHO,
MOpPajsibHO COMHUTEIbHBIN aKT a3apTHOM UTPBI CaM IO ceGe MOofphiBa-
eT UJIe0 [[MBUJIbHOCTH, Ha KOTOPOI1 OCHOBaHa Teopus Vrpbl XEM3uHIU.
JpyruMy CJI0BaMU, UTPBI — WJIM, KaK UX PACCMATPUBAET JaHHOE 3CCe,
Te, C KEM UTPAIOT, — BOCIPUHMMAIOTCS KaK HEBUIUMAs U, CJIeIOBa-
TeJIbHO, HECYIIeCTBEHHAs 4YacTb GpeHOMeHa Vrpsl.

Pa6oTa Kaitya mpozosikaeT o Aep>KUBaTh TOT PESKUM KOHTPOJISL.
ToBOpsS O TOM, KaK BOVHA (PyHKLIMOHMPYET Kak urpa, Kaitya npusHaer
camble XKECTOKME U aMOpaJsibHble XapaKTEPUCTUKU BOWHBI C OTOBOP-
Koi. BoiiHa — 31O urpa, yreepxpaetr Kaitya, HO KOrga oHa XeCTOKa,
aT0 Urpa, KoTopas 6bljia UCTIOpYEHA:

«PaznnyHbie OrpaHUYE€HUAI Ha HACUJIME BBIXOOAT U3 ynOTpe6HeHI/IH.
Onepanuu 60Jiblie HE OrPAaHUYMBAIOTCS MOTPAHUYHBIMU [IPOBUHIU-
SIMU, OTIOPHBIMU NTYHKTaMU ¥ BOEHHbIMU 00beKTaMU. OHU 6O0JIblle HEe
NIPOBOJATCSA B COOTBETCTBUU CO CTPATETUEN, KOTOPAs KOIJa-To JeJa-
Jla caMy BOVHY IIOXOX€eH Ha Urpy. BoiiHa fajieko OTXOAMT OT TypHUpPa
WJIY 1y3JU, TO €CTb OT PErJIaMEHTUPOBAHHOIO 6051 B 3aMKHYTOM IIPO-
CTPaHCTBE, U TENEPb HAXOAUT CBOE BOIJIOLEHME B MACCOBOM YHUYTO-
SKEHUHU M BbIpEe3aHuU Liesbix HapozoBy (Kaitya, 2001, c. 55).

Hrpa Heo6s13aTeIbHO AOGPOBOJIBHA JIJISI TOTO, C KeM urpaioT. Kaitya
3HaJ 00 3TOM, KaK BUJIHO U3 €ro 3aMe4aHui, B KOTOPBIX OH yTBEpPXKIa-
€T, 4YTO KeCTOKHE MOMEHTBI BOMHBI — 3TO «HCIOpYeHHas» popma co-
peBHOBaHu4. TaM, rue X€M3uHra Jesaj oroBOpKy, YTO MOMEHTHI TPO-
TECKHbIX Y DKCTPEMaJIbHBIX 60EBBIX IEICTBUI IIEPeCTaloT ObITh UI'POIA
(Xéitzunra, 2016, c. 9), Kaitya Bo3BpamaeTcss K pasroBopy o6 lrpe
Y Urpax, CBOG0JHBIX OT TOTO, UYTO OH CYMTAET HECKOJIbKO IPOU3BOJIb-
HbIM OTPaHUYEHMEM TOTO, YTO He MOXKET ObITh VIrpoit, B pabore Xéii-
3uHry. Hanpumep, K a3apTHbIM UTPaM.

O6BEKT MAacCOBOT'O YHUUYTOXEHHS B BOEHHOU UTpe He SIBJISIeTCS
nIo6poBoJblieM. TOYHO TaK ke, KaK U 00beKT Hacuius B urpe «Crpsiib
nepexJioyaresb». B o6oux npumepax Mrpa npespaTtusiack B CKBEPHYIO
Y U3BpallleHHy10. HecMoTpsi Ha mpomible NOMNBITKU CHeJaTh HAacu-
aue Vrpel HEBUIVMBIM, 51 HACTaMBal0 HA BaXHOCTU IIPU3HAHUS TOTO,
yto Vrpa He Bcerpa sIBJSIeTCS TOOPOBOJIBHOU JeATENbHOCThIO. Ecu
MBI IIpeHebperaem TeM, 4To Kailya HasbiBaeT M3BPAll€eHHBIMU aCIeK-
TaMmu Vrpsl, TO Mbl TAKUM 06Pa30M MOJIEPKUBAEM PEXUM KOHTPOJIS,
HalpaBJIEHHbI Ha UCKioYyeHue BIPOC-momen M3 OuUCKypca BOKPYT
Wrpet u urp.

Wrpa Kkak cy6beKT-00beKTHbIE OTHOLIEHUS
Bbime 6bl1a NMpeApUHATA MOIBITKA 060CHOBATbh TPU NPENOCHUIKY,

KOTOpBIE€ TIPUBOLAT K BbIBOAY, 4YTO I/Irpa — 9TO CY6’beKT—O6'beKTHbIe
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oTHomeHUs. I yTBepKpawo, 4yTto Mrpa mo6GpOBOJIbHA AJIS1 TOTO, KTO
B Hee Urpaet (HO He TOro, ¢ KeM Urpalot), yTo Mrpa — 3To crnocob cy-
I[eCTBOBAHUS B MUPE (2 HE IeSITEJIbHOCTD), U 4TO Vrpa Heobs13aTenb-
HO OGPOBOJIbHA JIJISI TOTO, C KEM UTpaloT. [1o 3TUM MPUYMHAM, KaK
MHe Ka>keTcsl, eCTh BECKME JJOBOZbI B [10JIb3Y TOTO, Kak Virpa o6pasyer
Cy6BEKTHO-06bEKTHBIE OTHOIIEHNS.

OpHa u3 npo6yieM, KOTOpasi MOXKET BOBHUKHYTh MPU DTOM JIOKa-
3aTeJIbCTBE, COCTOUT B TOM, YTO TOT, C KEM UTPAIOT, HEO6s3aTeIbHO
3aHMMaeT MO3ULMI0 06BEKTA U, CJIe[0BaTesIbHO, [rpa Heobs3aTesb-
HO SIBJIIETCS Cy6bEKT-00BEKTHBIM OTHOLIEHUEM. Harpumep, eciiu o6a
y4acTHUKa «[IATHaIIeK» OXOTHO BOBJIEKAIOT APYT APYyTa B UTPY, TO UTpa
CTaHOBUTCS CYy6BEKT-CYObEKTHBIMU OTHOLIEHUSIMY, @ CJIeJJOBATEJILHO,
Y OTHOLIEHUSIMU B3aUMHOT'O COTJIACHSsl.

DTOT KOHTPIPYMEP BaskeH, IOCKOJIbKY OH [TOIYEPKUBAET, KaK IIpO-
CTO HEIPaBUJIBHO MOHATh MOM apryMeHT. 5l He yTBepXK/al, 4TO JIIo-
60J1 U3 UTPAIOIIUX B 9TOM IIPUMEPE TepsIeT YYBCTBO CYO'bEKTUBHOCTHY,
KOT'/1a C HUM UTPaloT, U TeM 60Jiee BO3MOXXHOCTb COIJIAMIATHCS; BMECTO
3TOTO s YTBEPKJAI0, YTO HU OHA U3 ITUX XapaKTEPUCTUK He SIBJIS-
eTcst Heo6xoquMol 1Jis onpeaenenus Vrpel. Heo6X0MO, BIIPOYEM,
4TOOBI omnpenesieHre Vrpel, o6ycyoBinBamllee Urpy Kak GyHmameH-
TaJIbHYIO YacTh GBITHS, IPU3HABAJIO, YTO Vrpa Heo6s13aTesIbHO SBJISI-
€TCsl OTHOLIEHUSIMU 10 B3aUMHOMY corJiacuio. Koryma Mbl UTpaem, Mbl
IpeBpalaeM Opyryux ¥ OKPY>KaoIIuil MUP B UTPOBbIE 06BbEKTHI. [Ipo-
THBOCTOSIHUE Pa3PyLINTEIbHBIM U HACUJIBCTBEHHBIM acrieKTamMu Vrpsl
HEO6XOJJMMO, €CJI MBI XOTUM MOHSITh 3TOT TEPMUH.

Omnpepnenenne VIrpsl Kak CyObeKT-06bEKTHBIX OTHOUIEHUI CTaBUT
Hac nepej HOBbIM apagokcoM. Eciu rpa — 3To Cy6beKT-06beKTHOE
OTHOIIEHUE, TO KaK BO3MOXXHO MPUMUPUTH CBOM COGCTBEHHBIN CyO'b-
€KTUBHBII OIBIT C TeM (aKToM, 4TO yepe3d Mrpy K HaMm GyJyT OTHO-
CUTBCS KaK K 06beKTy? YTOObI OTBETUTH Ha STOT BOIIPOC, MBI JJOJIKHBI
o6parutbcs K dusnocoduu, KoTopas 3aHUMaeTcsi GEeHOMEHOM [BOii-
HOT'O CO3HaHUs U YepHOro OIbITa.

[IbITKM ¥ YEPHBIA aMEPUKAHCKUM OIBIT

Y. 9. B. [lio6ya Hanucan «/lymu 4epHOro Hapopa» B IIOIBITKE 0OBsIC-
HUTb YHUKAJIbHBIN OIBIT YEPHOKOXKUX aMepuKaHIieB. Kak crnoco6 no-
HSTb YepHBIN OMBIT, OH 00BbsICHsET UepHOKOXeCTh yepe3 mMeTadopy
3aBEChbl: MHAVBU], LOJIKEH BOCCOENVUHUTL CBOIO UIEHTUYHOCTD C I10-
MOIIBIO [IBYX MIEPCIIEKTUB — IIPOEKLUS TOTO, KaK OH UJI OHA BBITTISOST
B obmiecTBe (Kak 3aBeca BRIMVISIAUT JJIsl APYTUX), HAPSAY C UCTOpUYe-
CKUM U OOIIVHHBIM TOHMMaHUEM ce06st ()KM3Hb 3a 3aBecoii). [llobya Ha-
3bIBA€T 3TO JIBOMHBIM CO3HAaHUEM: «Takoe NBOMHOE CO3HAaHUE — CBOE-
obpasHoe oIylieHre, TO YyBCTBO, KOT/ia Thl BCErla CMOTPHIIB Ha cebsl
rJla3aMy Opyrux, UM3MEpselllb CBOIO AYILIY PYJIETKOM MUPA, KOTOPBIA
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CMOTPUT Ha Tebsl C HACMEIIJIMBBIM IIPE3PEHNEM U KaJIOCThio» ([I06ya,
1994, c. 5). I'my6uHa ombITa, K KOTOpOoMy obpariaetcs Jiobya, — pe3ysib-
TaT JeryMaHM3aluu, KOTOPYIO HaBJjiekau Ha YepHbIil Hapog paGCcTBO
U ero rnociyencTtsus. JJake CerofiHs B AMeprKe YePHOKOKYeE MOCTOSIH-
HO CIIOPSAT CO CTEPEOTUIIAMH, TAWHO MbITAIOI[MMUCS CBECTH UX K 00b-
eKkTaM. TakuM 06pa3oM, OIbIT YEPHOKOKUX AMEPUKAHIIEB, OIIBIT ABOI-
HOTO CO3HaHUSI — DTO OIBIT, B KOTOPOM YeJIOBEK JIOJDKEH 3aHMMATh
1 000CHOBBIBATh MO3UIUHY KaK CYO'bEKTa, TaK U OObEKTa.

YTOOBI [10Ka3aTh, KAKMM 0OPA30M OIIBIT ITBITOK COOTHOCUTCS C OTIbI-
TOM 4YePHOKOXXMX aMEPUKAHIIEB, Mbl JJOJIKHbI PACCMOTPETb IBITKU KaK
Ha ypOBHe O6IECTBa, TaK U Ha MHAMBUYyATbHOM ypOBHe. Vccienys
IIBITKY B pAMKaX 9TUX JBYX MOJJaJIbHOCTEH, 3TO 3CCe NOOYXK/IaeT K 06-
CY>X[leHHUIO VIrpel, KOTOpasi BO3BpAIlaeT YePHOKOXKUX JIIOJEl B [IEHTP
o6cy>xeHust VIrpsl 1 UTp, a TakKe Of00psieT paiukajbHOe BO3Bpalle-
HUe TBITKY BO BCIO MIMPOTY Hallero NOHUMaHus Vrpel u urp.

[IpITKHU, CHOHCHUPYEMBbIE€ TOCYAAaPCTBOM

[TbITKY, KaK YaCTh MHCTUTYTA pabCTBa, MIPECTABISIOT COO0M TUCLI-
MJIMHAPHBIM MEXaHU3M B DTOM IIpOeKTe JerymaHusanuu. TOYHO Tak
Ke, KaK MbICJIb X€ii3uHru u Kaitya o BoiiHe Kjaccu@uiinpoBasa omnpe-
neseHHble GOpMBbl Pa3pyUIMTENbHON U BapBapcKoil Vrpel Kak n3Bpa-
IeHHble (M1 He <IMBUJIN30BaHHbIE»), ¢punocodus MBITOK MPOTU-
BOCTOUT T€M K€ CaMbIM orpaHudeHusM. Ompegesss IbITKY B CBOEM
c6opHuKe «PeHOMEH NBITKU: YTEeHUS U KOMMEeHTapuuy, Yusbsam llyabig
OTMEYaeT UX CJIEeAYIOMUM 06pa3oM:

«[1o Hen3BeCTHO IPUYNHE, IPUYNHSTD O0JIb )KUBOMY CYIIECTBY CUU-
TaeTcss MeHee NpUeMJIeMBIM, MeHee ,lIMBUJIN30BaHHBIM®, YeM IpPO-
CTO NOKOHYUTDb C HUM. /] TI03TOMY MBI JI€JIa€éM BCE BO3MOXHOE, YTOOBI
IIPOLIECC CMEPTHON Ka3HU ObL71 MaKCMMaJIbHO CTEPUJIbHBIM U 6€360-
Jie3HeHHbIM. Ecou 6bl BAPYT OKa3asoCh, YTO Mbl AEHCTBUTEJIBHO Ha-
CJIAKJAEMCSl Yy>)KUMU CTPafaHUSIMU, €CJIU Obl Mbl CJIMIIKOM OTKPBITO
[IOTaKaJId TO! 4acTH ce6si, KOTopasl yIIMBA€TCsl MECTBIO TEM, KTO JieJla-
€T HaM 3710, Mbl YBUJ€JIX Obl B ce€6€ HEYTO O4€Hb BaXKHOE, UTO TPe6Oo-
BaJIOCh Obl CKpPbIBaTh. [0CYJapCTBO NOJKHO ObITh IIPOEKLIMEN HAMINUX
LIEHHOCTEI, 3ePKajIoM HalIMX JIy4IIuX 5% U 03TOMYy, NycTb ['ocynap-
CTBO MOXXET IIOKOHYUTb C NPECTYNHUKAMU, OHO HE MOXKET 3JI0pajl-
CTBOBATh 110 IOBOAY ux rudenn» (Iymnel, 2007, c. 8).

KoneuHo, sTa KpUTUKA OTHOCUTCS B OCHOBHOM K IOCYJapCTBEH-
HBIM IIBITKAM, TAKMM KaK NPUMEHSEMble aMEPUKAHCKUMU BOEHHBIMU
K MpaKllaM B Jlarepe [ 3aKJII04eHHbIX B AGy-I'peiibe. X0oTs 3Tu rpa-
HUIIBI YaCTO HAPYLIAIOTCS, BO BPEMs BOEHHbBIX JEMCTBUI JaXKe MBITKU
noJJiesxxaT KOHTpoJo. TOYHO Tak Xe, Kak XénsuHra u Kaitya ctpemu-
JIACh UCKJIIOYUTH U3 OOIIECTBA UTPbl, KOTOPbIE MOIJIM Obl OGEPHYTHCS
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HAaCWUJIMEM UJIY 9KCIIJIyaTaled B OTHOLIEHUHU YSI3BUMBIX I'PYIII HAce-
snenus, lynby 1 MeHIeC UIMIOCTPUPYIOT, KaK IMBITKYM aHAJOTUYHBIM
06pa3oM LIeH3ypUPYIOTCS B ONpefieIeHUsIX BOMHBI. Kak TOJIbKO B [1eJ10
OKa’kKeTCs 3aMellaHa IbITKA, BCSI IPUTBOPHAS LUBUIJIbHOCTDL B BOIIPO-
cax Mrpel u BOIHBI OKa3bIBaeTcsl oTOpomeHa. OgHAKO HECMOTPS Ha
DTOT NeYasbHbII BBIBOJ, IPAKTHKA MBITOK JIEKUT B OCHOBE 000UX.

Kuura Mumens Qyko ,Hapsupare u HakasbBaTh® (1977) HaumHa-
eTcsl ¢ 06CyXAeHus MbITOK. KHUra, KOTOPYIO YaCTO BCIIOMUHAIOT 61a-
rogapsi o6CyXJeHNI0 B Hell MaHONTU3Ma, OTKPbIBAETCSI BUHBETKOM,
MoKasplBaoLeil MyKYMHY, Ka3HEHHOTO 4yeTBepToBaHuMeM Bo PpanH-
uuu cepenynel XVIII Beka. JleicTBrE ONUCHIBAETCS B IeTalIX: «3aTem
OZVIH U3 3alJIEYHbIX [eJI MACTEPOB, BLICOKO 3aCy4YMB PYKaBa, CXBATUJL
CIlellaJIbHO BBIKOBAHHBIE CTaJIbHbIE UMb PyTa B [OJTOPA JJIMHON
Y IPUHSIICS pa3fupaTh €My CHavajla UKy I1paBoii HOTH, 3aTeM 6epo,
MIOTOM C 06€UX CTOPOH MBIIILIBI TPABOM PYKH, IOTOM COCLBI» (C. 2-3), —
MIMEHHO [1J151 TOr'0, YTO6BI BbI3BaTh KOHTPACT MEXY BUIMMBIM U HEBU-
IuMBbIM. [IbITKA, KOTOpAsl paHblie OblIa NMYOGJIMYHBIM 3pEJUIIeM, UC-
MOJIb30BABIIMMCS [AJIs1 OKa3aHUs COLMAJIbBHOTO U IOBENEHYECKOrO
JlaBJIeHNs Ha colluajibHble Tesa, Bo BpeMeHa DyKo cTana HeBUAUMOM
B GOJIBIIMHCTBE 3aMajiHbIX 00LIECTB B KOHIle XX Beka.

Kputnyecku BakHBIN BbIBOA, M3 «Haz3upaTb U HaKa3blBaTb» CO-
CTOUT B TOM, YTO, XOTSl yIpo3a MBITOK U MepecTasna ObITh BUAUMOM,
OHa COXpaHseTCsl B Pa3jM4HBIX COLMAJIbHBIX MHCTUTYTaX Kak (op-
Ma COLMAJILHOrO KOHTPOJIS. TOYHO TaK K€, KaK IIPOXKEKTOP CTOPOXKE-
BOIl 6amHy BeHTaMa ocBelaeT 3aKI04eHHBIX, YTOOb! CKPBITh CUTY3-
Thl OXPAHHUKOB, KOHTPOJIUPYIOMUX UX nosegeHue (Pyxo, 1977, c. 201),
Y, CJIEeI0BATEJIbHO, MOCTOSIHHO TNPUCYTCTBYIOUIYIO YIrPO3Yy IBITOK, —
MBI JOJDKHBI 3alyMaTbCs O TOM, He IEMCTBYIOT JIU TaK K€ U UTPbI KaK
NMOJOOHBIN AUCHUIIIMHAPHBIN anapar, CKpbIBasi BOBMOXXHOCTb ITbIT-
K# B Virpe. Bo3MOXHO i, YTO KOrja Mbl 6pocaemM KOMy-JI60 BBI3OB
WJIM HAYMHAEM UTPY, TO 3a IPEAIoIaraéMbIMi KOHHOTALMSIMU Bece-
JIbsI CKPBIBAETCSI €llle U C1abblil HAMEK Ha OIIAaCHOCTh? B KOHIle KOHIIOB,
€CJIM TOT, KOMY OpOIlIEH BbI30B, HE IPUMET €r0, TAKON MHIVUBUJL MOXKET
ObITb Ha3BaH YIPSMBIM UJIM HE YMEIOIIUM IIPOUTPBIBATh. B TOM 4ucie
1 B T€X UTPaX, KOTOPbIE CBI3AHbI C ONBITOM YEPHOKOXKUX JIIOLEMN, IIPO-
nsouenmux ot pabos B CeBepHOIt AMepuKe, Hanpumep, «Crpsib Bbl-
KJIOYaTeJIb».

NHTuMHBIE [IBITKHK

KoHeyHO, COYMHEeHUSs CDYKO O TIbITKAaX HE Or'PaHUYMBAIOTCA TOJIb-
KO pa3MbIIJIEHNSAMU O TOCYOapCTBE. OH BO3Bpala€TCA K 3TOM niaee
B «I/ICTOpI/II/I CEKCYyaJIbHOCTU», B KOTOpOI;I OTMEYa€T, YTO IMBITKU HC-
IMOJIb3YIOTCA B TAHAEME U HapANy C NCIIOBENBIO KaK CII0CO0 TOHUMAaHUS
CEKCYaJIbHOCTU OPYyTOro TeJja. [IbITKY M UCIIOBENbL — 3TO MEXAHU3MBI
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M3BJIeYeHHMs MCTHHBI u3 joneil: «Co BpemMeH CpefHEBEKOBbs IbIT-
KU COIIPOBOK[AJIN [MCIIOBE[b], KaK T€Hb, U MOAAEPKUBAJIU ee, Korja
OHa He MOIJIa UATH Jajblle: TeMHble 6iu3Hens» (Oyko, 1978, c. 59).
st @yKo UCTHUHA B 3TOM CMBICJIE UMEET IIPSIMOe OTHOIIEHNE K UCTHU-
He 4bel-1nbo cekcyasbHOCTHU. J[lo6ya TakKe MPOTUBOCTOUT IBITKAM
B 3TOM 6oJiee JIMYHOM, UHTUMHOM CMbICJIe. OH OOBSICHSIET, KaK MbITKU
MCII0JIb30BAJINCh, YTOOBI JOOUTHCS IPAaBAbl OT paboB. VIHTHMHAS MbIT-
Ka OTHOCHUTCSI KOHKPETHO K crocobam, ¢ TIOMOIIbI0 KOTOPBIX UCTHHA
M3BJIEKAETCS U3 JIIOJIeil, paCCMaTPHUBAaEMBbIX KaK OObEeKThl — KaK HEUTO
MeHblIIee, YeM YeJIOBEK.

Tesno paba paccmaTpuBaeTcsl KaK IPOJOJIKEHHE Tejla XO3gIMHa,
ob6mbscHseT [Ji06ya, CBsI3bIBass (EHOMEH IBITOK C OMBITOM YEPHOKOXUX
aMmepukaHueB. B cBoeM acce «IIbITKa U MCTUHA» OH OIIMPAEeTCsl Ha apyu-
CTOTEJIEBCKOE IIPE/ICTaBJIEHHE O MBITKE, YTOOBI [T0Ka3aTh, KaK YepHbIe
pabbl 6bLIM HU3BENEHB! 4O CTaTyca OOBEKTa C TOMOIIBIO MBITOYHOTO
amnmnapara:

«Pab — »TO 4acTh X03541HA, OH KaK Obl YaCTh TeJa, XUBas, HO BCE Ke
oTpaesieHHas oT Hero» ([TonuTuka, 1255b).

TakuM 06pa3om, COryIacHO JIOTUKE APUCTOTE S, BHE 3aBUCMMOCTH
OT TOTO, SIBJISIETCS. JIU OHA PENpe3eHTaTUBHON UM HeT, UCTUHA paba
€CTb MCTHHA FOCIIOJIMHA; UMEHHO B TeJjle paba JeXXUT UCTHUHA TroCIo-
JIMHa, 1 MMEHHO B IIBITKE 3Ta UCTHMHA OTKPbIBA€TCS. My4nTEJIb IPOHU-
KaeT B TeJIo paba uepes X03s51Ha U U3BJIeKaeT U3 Hero UCTUHY ([obya,
2007, c. 14).

O6pamasice Kk Apucroteno, Jo6ya MPOHULIATENbHO YyKa3blBaeT
KakK Ha accouuanuio paba (4, crenoBaresbHO, YepHBbIX Jofeil BOOO-
1Il€) C TEJIOM — TE€M TEJIOM, KOTOPO€ TaKUM 00pa3oM CTaHOBUTCS 00'b-
€KTOM, COIJIaCHO TPaJMLIMOHHOMY IIOHMMAaHMIO KapTE3MaHCKOro Jya-
JI3Ma, — TaK ¥ Ha €r0 MHTUMHYIO CB$I3b C XO35IMHOM. Pab — 3TO 0OBEKT
(T€eJI0) B OTHOIIEHUSIX, I/I€ XO3SIMH — 9TO CYOBEKT (YM). DTO IOHUMAaHKE
MIBITKU U UCTUHBI OTPA’KAETCS B OTHOIIEHM X MEXY TEM, KTO UTPAET,
U TeM, C KeM UTpaloT, B KOTOPBIX TOT, KTO UTpaeT, 6epeT Ha ce6st poJib
Ccy6bEKTA, a TOT, C KEM UI'PAIOT, — POJIb OOBEKTA.

YTO [0 UCTUHBI, U3BJIEKAEMOM Y€PE3 UHTUMHOE OTHOLIEHUE IIBIT-
Ky (1 Urpsl), To B 3ToM cMmbicae BIICM CTaHOBUTCS MHTEPECHON OJIst
PacCMOTpPEHUs] NPAaKTUKON B TOM MEpPE, B KAaKOM WMCTUHA, MOJy4YeH-
Hasi U3 DTON MPAKTUKH, SIBJISIETCS] UCTUHON Ybe-IM60 CeKCyaslbHO-
ctu. Kak TteopeTusupyror MHorue ucciegosarenu urp, bIICM-urpa
MaKCHMMaJbHO JIaJIeKa OT OIIbITa YEPHOKOXKMX JIIOJEN, TPOUCXOSIINAX
oT paboB. B pamkax Tpaguuuu [Jro6ya TpyAHO HAWUTU IPUMEP IBITOK,
OTIPaBAbIBAEMBIX TAKUM e 06pa3om’. [IbITKa, corsacHo JJio6ya, Bcerga

7  Kak OTMEYEHO BO BBEJEHMM, «TEMHas Urpa» M 4aCTO OTHOCHMAsS K HEW Urpa
B B/ICM npuBieKanu BOCXUIIEHHOE BHUMaHWE KaK MCCJI€[0BAaTeNIed Urp, TaK
Y1 HEKOTOPBIX COBPEMEHHBIX MCCIIeoBaTeNeN Vrpbl. DTH ONBITHI UTPbI, KaK ITpa-
BUJIO, PA3JIENISIIOT OOILYIO MTPENOCHINKY O TOM, 4TO Mrpa siByisieTcst 106pOBOJIb-
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SIBJISIETCS BhIPA’KEHNEM Hacuiusl. [IpakTHKY, OKPY)Kalolye TaK Hasbl-
BaeMble CTomn-cyioBa B BJICM-coob6uiecTse, NPeoCTaBsSIOT UTPOKAM
6e30MacHoOe NMPOCTPAHCTBO [JIS MBITOK — IIyCTh 3TO U GoJjiee Msrkas
U COolLMajbHO NpuemyemMas GpopMy IBITOK, YeM Ta, KOTOpas MPaKkTHU-
KyeTCsl BOGHHBIMU, — B KOTOPOM OHU He MOTYT CJIy4YalHO IIPUYMHUTb
IpyT OPYTy Bpen. DTO dcce MHTEPHpEeTUPYeT BMEIIATENbCTBA, TakKue
KaK «CTOII-CJIOBa», KaK MHTEPBEHIMH, HAIpaBjleHHble Ha NPUTYIJIE-
HHE OIaCHBIX, TOKCYHBIX ¥ BPEJHBIX IIOTEH11anoB Urpel. BasxkHO OT-
METHTB, YTO B IPOCTPAHCTBAX TOKCUYHbBIX UT'P, ONIMCAHHBIX TAKUMU T~
opeTukamu, kak Qoccen (2018) u I'peii (2011), HET TAKOTO «CTOI-CJIOBAY,
KOTOpOe 136aBUJI0 6bl JIIOIEl, OKa3aBIINXCSI B MEHBIINHCTBE, OT OCKOP-
GUTEJIbHBIX PA3TOBOPOB C 6eJIbIMU My>KYMHaMU. TeM He MeHee, K coXa-
JIEHUIO, 51 9YBCTBYIO, YTO STO TOJIbKO NOATBEPKAAET U3JIOKEHHOE BBIIIIE:
Urpa He sByIsieTCsl JOGPOBOJIBHOM AEATEIbHOCTBIO, HO, CONIPHKACAsICh
C €e TPaBMaTUYECKMMHU aCIeKTaMM, Mbl BBIIIOJIHSIEM LI€JIUTEJIbHYIO pa-
60Ty, KOTOpas [OJDKHA IPU3HABATh KOJJIEKTUBHbBIE UICTOPUN GOJIH.

Bospoxpenue YepHoKoXecCcTU B urpax u Mrpe

OpHa 13 BeLyIuX IJ1anaTaeB yepHoro GeMruHu3Ma, 6eJ1y1 XyKC, Hauu-
HaeT scce «Kak MoHMMaTh narpuapxaT» ¢ aHekjoTa 06 urpe B mapu-
KU. I1o cloXeTy 4eThlpexJIeTHSsl XyKC HeOZHOKPATHO MPOCUTCS TIPU-
COeIVHUTbCSl K uUrpe Opata U oTua. Ee oren Bce BpeMsi pyraer ee
Yl TOBOPUT «HET», TIOKA HaNpPsI)KEHUE He BO3PACTAET [0 TaKOH CTemne-
HU, YTO OTel] OTJIaMbIBaeT NOCKY OT JIBEPU U ObeT ee, MOBTOpss: «Jle-
BOYKM HE MOT'YT JIeJIaTh TO, UTO JeJlaloT MaJbuuku» (Xyke, 2010, c. 2).
PasymeeTcs, aTa MCTOpUS SBJSETCS WIIIOCTPALMEN MHTEPCEKIMO-
HaJIbHOU IIPUPOJIbl YTHETEHMS U TOTO, KaK YCBaMUBaeTCs Aaxke CAaMUMU
YepHBIMU JIIOABMU TO, YTO XYKC HA3bIBAET «MMIIEPUATUCTUIECKUM Ka-
MUTaJINCTUYECKUM MaTpruapxaToM 6esoro NpeBOCXOACTBa». B pamkax
3TOr0 3CCE UCTOPHUS XYKC HAIOMUHAET HAM UMEHHO O T€X UCTOPUAX,
KOTOpbIE TEPSIOTCS B 6€7I0M eBpoIneicKoM onpezeseHnuu Vrpel, KoTo-
poe paccMaTpUBaeT ee KaK IPOU3BOJALIYIO YAOBOJILCTBUE, a He 6OJIb.
OmnBIT XyKC — 3TO OTKPOBEHHBIN Ilepeckas Toro, Kak Mrpa MoxeT Bbl-
3bIBaTh aPEKTh TPABMBL, 6011 ¥ O6UABL. B HEKOTOPOM CMBICIIE 3TO —
HallOMHUHaHUe O TOM, KaK IIOCTOSIHHAS KOJIJIEKTUBHAs TpaBMa pabCcTaa
IIPOJOJIKAET IIpecyeioBaTh YepHOE COOOIIECTBO CETOMHSL.

HOW M IPOUCXOIUT MO B3AUMHOMY coriacuio. [1o Habmonennam Haako CteHpo-
Ca, caMa KaTeropus «TEeMHOU I/II‘pr» OCHOBaHa Ha IPEAIOCHIIIKE, YTO GoJIbIIas
yacTb Mrpel sBJISIeTCS «I103UTUBHOM» (Stenros, 2019, p. 13). Moit OmbIT Urpsl
CTPEMUTCH yl"]Iy6I/ITb 9TU UCCJIENOBaHMSA C ITIOMOIIBIO IIPEATIONIOKEHNS O TOM,
YTO UTPa PEIKO SBISIETCS NOOGPOBOJILHON. Bosibllle 10 3TO TeMe MOXKHO TPO-
4yuTath B coopHuKax «TemHas cropoHa reiimmies» (The Dark Side of Gameplay
(Mortensen, Linderoth, and Brown, 2018)) u «Tpancrpeccun B urpax u Mrpe»
(Transgression in Games and Play (Jorgensen and Karlsen, 2018)).
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[To3BosibTE MHE NPUBECTHU €LIE OOUH IIPUMEP TOrO, KaK ajbTep-
HaTHUBHOE ompejesieHne Vrpsl, KOTOpoe OXBaThIBaeT €€ OOGpeMeHU-
TeJIbHbIE U 60JIe3HEHHbIE HAIlPaBJIeHU s, TOMOTaeT 3aHOBO OCMBICJIUTD
OINBIT JIOJIEH, OKa3aBIIMXCs B MEHBIMHCTBE. [Ibeca [Ixxepemu O. Xap-
puca «Pabckas urpa» — 3TO UCTOPHUS O TPEX MEKPACOBBIX Mapax, KO-
TOpPBbIE IPOXOJSIT CEKC-TEePANNIO, IOTOMY YTO YEPHOKOXKUX [IAPTHEPOB
6oJIbIIe He IIPUBJIEKAIOT UX NapTHepbl. UTOOGHI clies1aTh pacy OCHOBHBIM
NIpeIMETOM Pa3roBopa, Mbeca BHIBOOUT HA MEPEOHUN I1JIaH OUCKOM-
dopT 6esbIX IEpCOHAKEN ITPU YIIOMUHAHUY PaChl UX [TAPTHEPOB 1, BO3-
MO>KHO, JIaKe CJIMIIKOM 3a0CTpsieT IpobJeMy, 3aCTaBsis OeJbIX rep-
COHa’kel UTpaTh poJib X03s51€B UJIH rocnoy, B 6ykBaabHol BICM-urpe ¢
pabamu (Harris, 2019). 5151 offHO# 13 MOCTAHOBOK IOf, YCJIOBHBIM Ha-
3BaHUeM «TemMHas KOMHaTa» Xappuc MONpPOCKJI, YTOObI Ha CIIEKTaKJIe
MPUCYTCTBOBAJIM TOJIBKO YEPHOKOXKHUE JIIOMY, TMOAPHIBASI TAKMM 00pa-
30M 6oraTele 6esple npuanuns bponses. OH 06BSICHSIET DTO U3TAHUIO
«AMEPHKAHCKUH TeaTp» CaenyomuM oopa3om: «[1aBHbIM B 3TOM A1
MeHs 6b1y1a UepHas paboTa, nopoxaaomas YepHyio paboTy 1 YepHyio
aygurtopuio» (Tpas, 2019, naparpad 15). 5To penieHue cpasy ke Bbl-
3BaJIO MMPOTECT CO CTOPOHBI KOHCEPBAaTUBHOTO T€aTPajIbHOrO CO0b1Ie-
CTBa: IPeJI0JIOKUTENbHO 6esblii KpuTuk National Review Kaiin Cmur
CapKaCTUYeCKM 3aMeTUJI: «Bbly10 661 HE3aKOHHO OTKa3bIBaTh B MPOAA-
>Ke 6MJIETOB Ha OCHOBE Pachl», TAKUM 06pa3oM IMIPU3HABIIKCH B TOM Ca-
MOM JuckoM@opTe OT TUCKPUMUHALMU, C KOTOPbIM XOPOIIO 3HAKO-
mbl Bce BIPOC-niogu (Cmur, 2019, naparpad 2). Tembl o6MeHa posisiMu
1 0611eli TpaBMbl, KOTOPBIE 371eCh HABS3bIBAIOTCS 6€JIbIM TeaTPaIbHbIM
3pUTEJISIM, OOBSICHSIIOT, YTO BO3BpallleHUe K TOMY, Kak lrpa nepeceka-
eTcs ¢ onbliToM BIPOC-miofnieit, Bpsiz, i BBI3OBET Te Xe MpUsITHbIE ad-
(exThl, KaK Te, KOTOPblE BCTPAMUBAIOT B CBOM OCHOBHBIE LINKJIBI FeiiM~
IJIesl Takue Urpsl, Kak Mario Kart u Dungeons & Dragons.

Korpa Knuddopg I'upu nucan «mybokas urpa: 3aMeTku o NeTy-
IIMHBIX 005X y 6anuiines» (1972), oH yTBepKAaJ, YTO NeTyLUINHbIE 60U,
KaKHUMHU Obl 5)KECTOKUMU OHU HU Ka3aJIUCh IOCTOPOHHUM, OBLJIN CIIOCO-
60M 115 6anuiilieB NMOHSTb ceb6sl Kak KyabTypy. OH yKasblBaeT Ha T~
JNaHAckyo okkynauuio 1908 ropa, 4To6bl MPOJEMOHCTPUPOBATD, KAK
HacuJMe KOJIOHUAIu3Ma MpUHeCo ¢ cob0i eBponeiickue 06br4an, Ko~
TOpPble BBITECHUJIU METYHINHbIE 6O, paHblie ObIBIINE IEHTPOM BCell
JlepPEBEHCKON )XU3HMY, Ha 33IBOPKU 061eCcTBa. TOYHO Tak Xe UTphl pa-
60B ObLJIM BEITECHEHBI HA OKPanHbI Halllero obuecTsa. Teneps OHU Cy-
MIECTBYIOT B HECKOJIBKMX KHUTAax 110 UCTOPUM U B YCTHBIX UCTOPUAX,
KOTOPbIMU JIEJSITCSI IOTOMKU PaboB.

Besbiil MOBMHU3M IIOMBIILJISIET CHEJATh beI0KOXKEeCTh HEBULVMO,
a UepHOKOXXEeCTb, TAKUM e 00pa3oM, — MOCThIIHON. KumonHa I'peit
IeJINTCSl TEM, KaK OIBIT YEPHOKOXKUX T€MIMEPOB U T€MIMEPOK CErOJHS
BKJIIOYAET B ce6s1 6071b OT pa3obadeHus CBOe packl B MHTepHeTe. OHa
00BSCHSIET, KaK BO BpeMs Urposoil ceccun Gears of War B oTBeT Ha
Bonpoc «Tbl YEepHBIN?» reiiMep (U1u reliMepka) bITaeTCs 3aTylIeBaTh
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cBolo YepHorty, napupys: «I[louemy? Tl 4TO, Gesblii?» Ilocae aToro
BCE CKATbIBAETCS K ITIYMJIEHUIO HA IIOYBE PAChl U HACMEIIKAM «HUI-
rep, HUITep», yCUJINBAIOIUM TPaBMY TOTO, YTO YepHOTA reiimepa(-Ku)
CUMTAETCs NOCTBIIHOM B Ija3ax Apyrux urpokos (I'peit, 2011, c. 267-
268). ITogxonsl K VIrpe, KOTOpble MHTEPIPETUPYIOT UTPOBbIE CECCUH,
Noyio6HbIe 3TOM, KaK KOHCTPYKTUBHbBIE C TOUKY 3PEHHUSI COLMaIu3aluu
1 06y4eHM s, B TO Ke BpeMsl IIpeJirosarasi, YTo pacusm, MpOUCXOoI Uit
B YaTe HapsAAY C UTPOVL, HUKAK C HEM HE CBSI3aH, MOA4EPKUBAIOT MTO3M-
I[1I0 6eJIoro MIOBUHU3MA. AJIbTePHATUBHBIN TOIXOM, MPEeJIOKEeHHBIN
B 9TOM 3CCE, SIBJISETCSI aHTUPACUCTCKUM IIOTOMY, UYTO OH BBIJIBUTAET HA
NepBblil IIJ1aH TO, KaK Haubosee MyduTesbHas JUHAMUKA UTPhl 4aCTO
COCYIECTBYET C ee HauboJsiee MPUSITHIMU aclleKTaMHU.

Vrpa HU3BOOUT JIOfEeH 0 06BEKTOB, MOTOMYy 4uTO Mrpa xecrto-
Ka. [IpyHsATHE 3TOr0 MO3BOJISIET HAM JIyYlle IIOHATb U OLEHUTDH UTPBHI,
KOTOpbIe CYIIECTBYIOT B OCHOBHOM Ha 3a/IBOpKaXxX 3alajHoro obie-
ctBa. [IpennonoxeHue, YTo Urpa Bcerga NpousBogutT adp@PexTsl yao-
BOJIbCTBHUSI, — 3TO YCTYIIKA KOJIOHMAJIU3MY U GEJIOMY CyIIpEMaTU3My.
HecMoTps Ha BCIO )XeCTOKOCTb Urpbl, 60siee TIaTeIbHbIM aHAIU3 UX
CPaBHUTEJILHO 60JIe€e OMaCHBIX TEHIEHI[ 11 MOKEeT IOMOYb HaBEPCTAaTh
HEUYTO Ba’KHOE.

Urpa «Crpsyb nepexsIodaTesib» 3aCTaBiseT UCCIeN0BaTENIeN UTP
3alyMaTbCs O Bellax M MHIWBUMAAX, UCKJIIOUEHHBIX U3 IIPOCTPAHCTB,
KOTOpbI€ KYpUPYIOT Urphl 1 VIrpy. DTa urpa LEMOHCTPUPYET, YTO TPaAB-
MaTU4Has naMsTh YepHBIX JIofel, IPOUCKOAAIUX OT paboB, He MO~
>KeT ObITh MHTEPIIPETHPOBaHA Kak Mrpa B Tex popmax, B KOTOPBIX OHA
4aCTO TEOPETU3UPYETCS, U TIO3ITOMY HE BIIUCHIBAETCS B UHCTUTYTHI be-
JIOV UCTOPUYECKOM MTaMSTH, TAKUE KaK MY3€H, KOTOPbIE IIPOCIABISIOT
Wrpy. MBI paccunThIBaEM, UTO HAIU UTPhl 6€30MaCHbI U OCHOBAHBI Ha
B3aMMHOM COIJIaCUM, HO MBI, B CBOIO Ou€pe[lb, 3a0bLi, YTO UTPhl HE
BCErfa TakoBbl. Ha caMoM fiesie 3TO NPUBUJIETUPOBAHHOE IIOJIOKEHUE,
KOTOpPO€ MpeJIoaraeT, YTo Urpbl 6€30MacHbl M COTacoBaHbl. Mrpa
4acTo 6bIBaeT KECTOKOU. lrpa 3acTaBisieT HacC CONPOTUBJISITHCS UC-
TUHE O TOM, YTO MbI BCErAa JOJIKHBI NOTOBAPUBATLCS, COTIACOBbLIBAS
Hall COOCTBEHHBIN OIBIT C ONBITOM APYruX. BoT 4TO 06HapykuBaer
JKECTOKOCTD UTPbI «CIIPSIYb BBIKJIIOYATEJIb». DTO MTOKA3bIBAET, YTO IIbIT-
Ka — Takoe e 00blAeHHOe sIBJIeHUe, KaK Mrpa, 1 4To Bce CIIOCOOHbI Ha
€€ )XeCTOKUE YIOBOJbCTBUS. 3a0bITh 06 5TOM — 3HAUUT 3CTETUZUPO-
BaTh OMBIT VIrpbl 1 CMUPUTHCS C KYJILTYPHBIMUA HOPMaMU NIPEBOCXOI-
CTBa GeJIbIX.
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iHCTBITYLIBI, Macaza, ¢piziuHbl agpac, E-mail) — na pyckaii/6enapyckai
i anrmiickan MoBax.

2. Anaraupis (300 co¥; nayTapae CTPYKTYpy apThIKYJIa; aJj3Hada-
HBISI M3TBI, 33/1a4bl, METAJAJIOTIS i TaJIOYHBIS BBIHIKI) i KJII0YaBbIs CJ10-
BBl (5-7 a3HAUDHHSY) — Ha aHIJiICKall MOBe.

3. ApbIriHanbHBI TOKCT APTHIKYJIA (KAMEHTaphI ¥ MaJipaiKOBLIX 3ay-
Barax; CHachblIKi 3rogHa 3 y3opam Harvard Reference System; imo-
CTpalbli, TabiLbl i AbIITPaMBbl 3MSIIIYAIONLA ¥ TAKCIIE).

4. Cmiic sitapaTypsl 3 KpbIHiljami Ha JI006bIX MOBaX, Ha SIKisl CIlachl-
naenua ayrap (adapmiente na y3opsl Harvard Reference System; ami-
CaHHe HallMEeHHSY Ha apbiriHajibHA MOBE).

5. References Ha aHruilickail MOBe 3 JlalliHi3aBaHall Bepcisi crica
sitapatypsl (adapmieHHe n1a y3opsl Harvard Reference System; He aH-
IJIaMOVHBISI HAMMEHHI TpaHCJiTapyolua 3rogHa 3 npasinami ALA-LC
(Library of Congress) Romanization without Diacritics; anicanne He
AHIJIAMOYHBIX HAIMEHHSY 3MSIIYae TaKCama i Ha3Bbl, IEPaKJIIAA3EHbIS
HAa aHIJIINACKYIO0 MOBY, Y KBaJPaTHbBIX AYy’KKax Macjs TpaHcliTapaBaHal
Ha3Bbl).
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MaTaphisiibl Ha aHIJIiIICKa MOBeE

1. HazBa apThIkyna, iMs ayTapa, adinsgBaHHe (IpblHAJEKHACHb Ja
iHCTBITYLIBI, Macaga, gisiunHbl agpac, e-mail).

2. Anaranpis (300 cro¥; nayTapae CTpYKTYpy apThIKyJa; af3Hava-
HBISI MOTBI, 33/1a4bl, METAJAJIOTisI i TaJIOYHbIS BBIHIKI) i KJII0YaBbIsS CJI0-
BbI (5-7 a3HAUYDHHAY).

3. ApbITiHa/IbHBI TOKCT apThIKYJIA (KAMEHTaphl § MaJipajikoBbIX 3ay-
Barax; ClachLiKi rna y3opsl Harvard Reference System; intocTparisli, Ta-
6J1i11BI i IBISITPaMBbI 3MSIIIYAIOLIA ¥ TOKCIE).

4. References Ha aHrmilickaii MoBe 3 JjaljiHi3aBaHall Bepcisi cri-
ca sitapatypsl (adapmieHHe na y3opsl Harvard Reference System; He
aHIJIAaMOYHbBISI HAIMEHHI TPaHCJIiTapyoLa 3rojHa 3 npasizami ALA-
LC (Library of Congress) Romanization without Diacritics; anicanHe
HE aHIJIAMOYHBIX HAaMEHHSY 3MsII4ae TaKcaMa i Ha3Bbl, IepaKJan3e-
HBISI HA aHIJIIACKYIO0 MOBY, Y KBaIPaTHBIX AYy>KKax IacJisl TpaHciTapa-
BaHall Ha3BbI).

[Tappab6siznHeit raspzine, Kami nacka, iHpapmaliplio Ha caiile ¥ pas-
n3esie «Jlacmanb MaT3phIsSLII».

NMHOOPMALIUY /11 ABTOPOB

YBakaemble aBTOPb!!

K paccmorpenuio B ¢punocopcko-KyIbTypOJIOrHIECKUil KypHa
«Topos» MPUHUMAIOTCS1 OpUTMHAaJbHbIe cTaThy (10 1 1.71.: 40 ThIC. 3Ha-
KOB), penieH3uu (o 0,5 1m.j.: 20 ThIC. 3HAKOB) U NepeBO/bI (IIPU HaIN-
YMM aBTOPCKUX IIPaB), COOTBETCTBYIOIIME OOIIEMY TeMaTUYECKOMY
npoduJIo XypHaia, a TakKe MaTepuasbl 110 ClelalbHbIM TeMaTH-
YecKUM aHOHCaM, KOTOpble NMy6suKkyloTcsl Ha cauTe http://journals.
ehu.lt/index.php/topos. fI3bIKk MarepuasoB: pycCKuil, 6esapyccKui,
aHIJIMUCKUIL. Marepuasibl OTIIpaBJIsIiTe, MOXaJyHCTa, MO anpecy:
journal.topos@ehu.lt (c momeTkoit Topos_Submission).

B penakijuio HEOGXOAMMO BBICJIATH JIBE BEPCUU MaTePHUAJIOB: [10JI-
HbIl BapuaHT TekcTta (popmar HaszBaHus NameSurname_Topos_
SubmissionYYYY, npocs6a BmMecTto YYYY yKasblBaThb TEKYLIUM Toj)
Y aHOHMMU3UPOBAHHBIN BApUAHT TEKCTa JJisl peLeH3upoBanus (Gpop-
mart HazBaHus ShortTitle_Topos_SubmissionYYYY).
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Marepuabl Ha pycCKOM,/6e/1apyCcCKOM s3bIKax

1. HasBaHue ctaThy, UMs aBTOpa, abduianpoBaHue (IPUHAIIEXK-
HOCTb K MHCTUTYLIMU, 3aHUMaeMasl TOJIKHOCTbh, (pusnudeckuil anpec,
E-mail) — Ha pycckom/6e1apyCCKOM U aHIJIMHCKOM SI3bIKaXx.

2. AuHoTanus (300 cJI0B; MOBTOPSIET CTPYKTYPY CTAThU; BbIIEIEHBI
1L|eJIM, 331241, METOZIOJIOTHSI M OCHOBHbBIE BbIBO/IbI) U KJIIOUEBbIE CJIOBA
(5-7 onpenenienuit) — Ha AHTTIMHACKOM SI3BIKE.

3. OpuruHasbHBIN TEKCT CTaTbU (KOMMEHTAapUM B IPUMEYaHUSIX
B BUJIe TIOCTPaHUYHBIX CHOCOK; CChIJIKH 110 06pasny Harvard Reference
System; UII0CTPALVH, TAGJIUIbI U [UAarPAMMBI Pa3MEIAI0TCsl BHYTPU
TEKCTa).

4. CriMCOK JIMTEPATyPbl C UICTOYHUKAMU Ha JIIO6BIX s3bIKAX, HA KO-
TOpbIE CChlylaeTcs aBTop (opopmieHue no o6pasuy Harvard Reference
System; onucaHve HaMMEHOBAHUI Ha OPUTUHAJILHOM SI3BIKE).

5. References Ha aHIJIMIICKOM $SI3bIKE C JIATUHU3UPOBAHHOM Bepcu-
eil cicka suteparypsl (opopmieHue o obpasiy Harvard Reference
System; He aHIJION3bIYHbIE HAaVMEHOBAaHUSI TPAHCIUTEPUPYIOTCS
no npasunam ALA-LC (Library of Congress) Romanization without
Diacritics; onmucaHue He aHIJVIOSI3BIYHBIX HAaMMEHOBAaHUI BKJIIOYAET
TaK>Ke Ha3BaHUs, NepeBeleHHble Ha aHTJIMICKUN SI3bIK B KBAJIPATHBIX
CKOOKax IMOCJjIe TPAaHCIUTEPUPOBAHHOTO Ha3BaHUS).

Marepuasibl Ha aHTJIUHUCKOM SI3bIKE

1. HasBaHue cTaThy, UM4 aBTOPa, apPuianpoBaHue (IpUHAATIEXK-
HOCTb K MHCTUTYLMHY, 3aHUMaeMasl JOJIKHOCTb, GU3NIECKUil azpec,
E-mail).

2. AnHoTtanus (300 cJ0B; TOBTOPSIET CTPYKTYPY CTaThH; BbIJI€JI€HbI
LieJI1, 3aa41, METOOJIOTUS 1 OCHOBHbBIE BbIBOJIBI) 1 KJIIOUEBbIE CJIOBA
(5-7 onpeneneHunit).

3. TekcT cTaThu (KOMMEHTApUU B IIPUMEYAHUSIX B BUIE MOCTpa-
HUYHBIX CHOCOK; CChUJIKHU 110 06pasiy Harvard Reference System; ui-
JIIOCTpalyu, TabauIbl U AuarpaMMbl pa3MeNaloTCsl BHYTPU TEKCTA).

4. References ¢ naTUHU3UPOBAHHON BepCHUel CIMCKA JUTEpaTy-
prl (opopmieHue o ob6pasuy Harvard Reference System; He aHro-
SI3bIYHbIE HAMMEHOBAHUS TPAHCIUTEPUPYIOTCS MO npaBunam ALA-LC
(Library of Congress) Romanization without Diacritics; onucanue He
QHIJIOSI3BIYHBIX HAaMMEHOBAHUI BKJIIOYAET TaK)Ke Ha3BaHUS, IepeBe-
JIeHHbIE Ha aHTJIMNCKUI S3bIK B KBAJIPATHBIX CKOOKAX I0CJIe TPAHCIIN-
TE€PUPOBAHHOTO HA3BAHUS).

[Tompo6Hee cMOTpuUTe, MoXKanyicTa, MHPOpPMaLMIO Ha caulTe
B pasgeie «OTIpaBUTb MaTepUa».
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AUTHOR GUIDELINES

Dear authors!

Journal for Philosophy and Cultural Studies “Topos” regularly ac-
cept material in the form of original articles (up to 40 000 charac-
ters), reviews (up to 20 000 character) and translated works (providing
author license only), which correspond to the thematic scope of the
journal, as well as materials for special calls published on the website:
http://journals.ehu.lt/index.php/topos. Submissions can be provided
in Russian, Belarusian and English. To make your submissions, please,
send your material to: journal.topos@ehu.lt (marking it with Topos_
Submission).

The Editorial Board requires that two versions of the submission be
sent: the full text (please, name your document as follows: NameSur-
name_Topos_SubmissionYYYY, and change YYYY for the current
year), and the anonymized text for double peerreviewing (please, name
your document as follows: ShortTitle_Topos_SubmissionYYYY).

Materials in Russian/Belarusian:

1. Title of the article, author’s full name, affiliation (institution, po-
sition, post address, E-mail) — in Russian/Belarusian and English.

2. Summary (300 words; structured as the original article; the ob-
ject, main tasks, methodology and conclusions highlighted) and key
words (5-7 terms) — in English.

3. Original text of the article (all comments be made in footnotes;
Harvard Reference System citation; illustrations, charts and tables be
placed in the text).

4. Literature List with references in all languages used (Harvard
Reference System citation; all references be made in the original lan-
guage).

5. References in English including the full list of the literature ref-
erenced in Roman script (Harvard Reference System citation; nonEng-
lish items be transliterated according to the rules of ALA-LC (Library
of Congress) Romanization without Diacritics; transliterated referenc-
es should include translated titles of the works in square brackets fol-
lowing the transliterated version).
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Materials in English:

1. Title of the article, author’s full name, affiliation (institution, po-
sition, post address, E-mail).

2. Summary (300 words; structured as the original article; the ob-
ject, main tasks, methodology and conclusions highlighted) and key
words (5-7 terms).

3. Original text of the article (all comments be made in footnotes;
Harvard Reference System citation; illustrations, charts and tables be
placed in the text).

4. References in English including the full list of the literature ref-
erenced in Roman script (Harvard Reference System citation; nonEng-
lish items be transliterated according to the rules of ALA-LC (Library
of Congress) Romanization without Diacritics; transliterated referenc-
es should include translated titles of the works in square brackets fol-
lowing the transliterated version).

For more details, please see the guidelines on the website in “Make
a Submission” section.
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