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NMPEONCNOBWE

WT'PHI ITPOTUB NT'POKOB:
OITACHBIE TPAHUIIBI
«MATHUYECKOTO KPVYT'A»

Anema Cepapa

GAMES AGAINST PLAYERS: DANGEROUS BOUNDARIES
OF THE ,MAGIC CIRCLE”

© Alesha Serada

PhD candidate at the University of Vaasa
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.
JenaoT 11 UTPHI JIOLEN KECTOKUMU?

YTo Takoe XeCTOKUe WUT'PpbI HA CaAMOM [ieJji€ — IIPpU4rHa Ui CUMIITOM
HOpMaJ/in3dalium arpeccum B O6IH,€CTBC? 3amanHble UCCIIeI0BaTENN
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OTMEYAIOT, YTO CIIOPbI BOKPYT JXECTOKUX BULEOUTP ITOBTOPSIOT JIOTUKY
6oJiee paHHUX Je6aTOB O BAUSHUY KOMUKCOB Ha geTelt B 1950-x romax
B CIIIA (Day & Hall, 2010). He cexkpert, 4TO «30710TO} BEK KOMUKCOB» ObLIT
TaK’K€ BPEMEHEM PaclBETa >XECTKOI'O NETEKTUBHOI'O «Hyapa» U OT-
KPOBEHHBIX «CTPALINJIOK»; B 1954 romy Accouualiysi XypHaaoB KOMUK-
COB AMEPHKHU YCTAaHOBUJIA /1151 TIOOGHBIX KOMUKCOB PSIJi, OTpaHUYeHU
MOpaJIbHOTO XapaKTepa, MOTUBUPYS UX, IOMUMO IIPOYEro, IICUX0JIO-
rudyeckumu ucciuegosaHusamu (Nyberg, 1999).

CerogHs peub y>Xe He UJeT O TOM, YTOOBI HEITOCPEICTBEHHO 1[eH-
3ypUpPOBaTh COAEP>KAHUE BUIEOUTP, KaK 3TO POU3OLIIO C KOMUKCA~
MU. Perynsaropsl, Kak IpaBuio, OOGCYX[al0T BO3PACTHbIE PEUTHHIU
IJIs1 UTP € TOM WJIM UHOY cTemneHblo xecTtokocTu (Crump, 2014), mpu-
YeM IMCKYCCUU 06 3TOM BEAYTCS C IIePBbIX JHEN UTPOBOYM UHAYCTPUU
Y IPOJoJIKaoTCs 1o cel eHs (Schott, 2016; Schott et al., 2013; Taylor,
2021). Jaxke oTHenbHbIE UCCJENOBATEIN UTP COTJIAMaoTCs ¢ MOI06-
HBIMU OTPaHWYEHUSIMU: K [IPUMEPY, UMEHHO TaKyIO IIO3ULIMIO Mbl Ha-
XOVIM B KJIIOYEBOM TEKCTe 3amnafHbIx game studies, «DTHKe KOMIIbIO-
TepHBbIX UTrp». OCHOBBIBASICH HA apUCTOTEJIEBOIl DTHKE NOOPOLETeNH,
ee aBTop Muresb CUKapT IMUIET, YTO «B UI'Pbl C HEATUYHBIM COZEpKa-
HUEM CJIEyeT [103BOJISATh UTPATh JIUIIb TEM I10JIb30BATEJISIM, KOTOPBIE
IOCTUIJIN “UTPOBOY 3pesiocTu’» (Sicart, 2009, p. 196), umes B Buny Ta-
KYIO CTEIEHb MEAVArPaMOTHOCTH, IPU KOTOPOI UTPOK YK€ OCO3HAET
ce6s1 KaK 1obpopeTesibHOro cyobekTa. K coxkanenuio, CuKapT He yTo4-
HSET, KOTJa MMEHHO HAacTyIaeT 3TOT MOMEHT U [JI BCEX JIU OH JEH-
CTBUTEJIPHO HACTYIIAET: €CJIM GOJIBIINHCTBO UI'POKOB JOGPOIETEIbHBI,
OTKyZa Torja 6epeTcs OTKPOBEHHO TOKCHMYHAsl MaHepa IOBeeHUs,
XapaKTepHasi IJ1s1 MHOTUX XapAKOPHbIX reitmepos (Condis, 2018)?

K cuyacTsio, y urpoka Bcerga ectb BbIOOpP, BO 4TO urpats. Cyuie-
CTBYIOT IMOMYJISIPHbIE U JIIOOMMble MHOTUMU UT'PBI, B KOTOPBIX MTOJTHO-
CTBIO OTCYTCTBYET JII060€, laKe «MYJIbTSIIHOE» Hacujue, — MoXasyi,
JIyYIIMM [PUMEPOM MOXET IOCHYXUTb cepusi urp Animal Crossing,
nsnaBaeMbix Nintendo. B oTiinune oT 607IbIIMHCTBA JPYTUX, TAKUX Ke
MupHeIx urp (van Ooijen, 2018), naxe pblbaska ¥ KOJIEKLIMOHUPOBa-
Hue HacekoMbIX B urpe Animal Crossing: New Horizons octaBisioT
B JKMBbIX 6€CCJIOBECHBIX IIpeJicTaBuTesneil ee ¢ayHsl. Ho onpaBasiBa-
I0T JIM TaKKE, B IIOJIHOM CMBICJIE TOTO CJIOBA «BETAHCKUE», UTPHI CY-
II€CTBOBAHUE 1I€JIBIX MIPOBBIX >KaHPOB HA IPOTHUBOIOJIOKHOM KOH-
1le CIIEKTPa — MUIP, B KOTOPbIX yJILTPAHACUJIUE SIBJISIETCS CAMOLIEJIbIO
Y TIOBOOM J1J151 HAcJaKJaeHus?

BoeHHble myTepsl — UTPHI BKaHpe «first person shooter» no-npex-
HEMY OCTaloTCsl TOf, MOMO3peHMeM KOHCEpPBAaTHUBHBIX OJIIOCTUTEsIEN
MOpaJy, faXke HECMOTPS Ha MHOTOYMCJIEHHbIE TICUXOJIOTUYECKUE UC-
CJIelOBaHUsl, Ka3ajoch Obl, JABHO M3MEPUBIIME M PaLlOHAJIN30BaB-
mue 3¢$QeKT, KOTOPHIl OHU TeOpeTUYEeCKU MOTYT BbI3BaTh (Giumetti
& Markey, 2007; Gunter & Daly, 2012). [leiicTBUTEJbHO, CLI€Hbl HaCU-
JIUsl B MeIMa — KakK B UI'Pax, TaK U B KNHO — MOT'YT [IOBLICUTb YPOBEHD
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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 3TOT 3 deKT
HUKaK He BJIMsSIeT Ha YPOBEeHb Hacuus B obiecTse B 1esoM (Crump,
2014; Markey et al., 2015; Markey & Ferguson, 2017a). Mexxny Tem my-
T€p — 3TO BCEro JIMIIb OTIEJIbHO B3STHIM M JJake [ajIeKO He CaMbIi
MONYJISIPHBIN KaHP BUAEOUTP, U CUATATh €r0 «BUIEOUTPOY 110 YMOJI-
YaHUIO» (KakK, HallpuMep, B DTOi My6JIMKalMU B XXypHase MexayHa-
ponnoro KpacHoro Kpecra: Clarke et al., 2012), pacipocTpaHsisi KpUTH-
Ky BOEHHBIX IIyTE€POB Ha BCE BUIEOUTPHI BOOOIIE, 110 MEHbILIEH Mepe,
6e3oTBeTcTBeHHO. Kak nmucasa 06 3ToM OTel-OCHOBaTes b UCCe0Ba~
Huit Gan-KyasTypsl [eHpu J>keHkuHC eme B 2006 rony, «IpecTaBb-
Te, YTO PelepaslbHOTO CYIbI0 ITONIPOCUIIN ONIPEeNesuTh, Kakue KHUTU
samuuiaet Ilepsas [TonpaBka (o cBo6oze ciosa. — IIpum. nep.). Bme-
CTO TOTO 4TOOBI OOPAaTUTHCS K DKCMEpPTaM, MCCIENOBAaTh UCTOpUYE-
CKYI0 9BOJIIOLIVIO POMaHa UJIA U3YUYNTh aCCOPTUMEHT MECTHOTO KHMK-
HOTO MarasuHa, CyJibs BBIOMPAET YeThlpe KHUTH, BCE B OJJHOM KaHpe,
4YTOGBl TIPEJCTAaBUTh Ha WX MpUMepe cpasy Bech Meauym» (Jenkins,
2006). I’)KeHKMHC ONMCBIBAET 3/1€Ch PEAJIBHOE PELIEHUE CYAbU O TOM,
YTO BUJEOUTPBI BDEJHBI 17151 MOJIOLEXKHU; YKa3aHHBIH Cy4dal UMeJ Me-
cto B 2002 rony B CIIIA, XOTS BCceM Jyyllle 3alIOMHUJIOCH ellje 6osee
SMOIMOHaJIbHOE 3asiBaeHre Xusapu KnunTton B 2005 rogy (Markey &
Ferguson, 2017b). [Tomo6Has puToprka, OCHOBaHHAs Ha BECbMa CMEJIbIX
0600611eHusIX, IPOJOJKAET 3BYy4YaTh U cerofHs: Tak, B 2019 rogy poc-
CUIICKUII fenyTaT Biagumup PeitHrapaT o6Hapy>KuJ HacUJIue B Urpe
Minecraft (baksaHos, 2019), koTopasi He TOJIBKO He SBJSETCS KeCTO-
KOM, HO U IaBHO UCITI0JIb3yeTCs B 06pa3oBaTesbHbIX Lensax (Nebel et al.,
2016). 3gecb MOKHO ITOCTaBUTh ropasfo 60Jiee MHTEPECHBIN nCCaeno-
BaTeJIbCKUI1 BOIIPOC O TOM, YTO 3aCTaBJISIET [TOJIMTHUKOB JleJIaTh 0006~
HBIE 3a5IBJIEHUS U HA YEM OHU IIPYA 9TOM OCHOBBIBAIOTCS.

YTo Ha caMOM [ieJie eslaeT Urpa C UTPOKOM?

Yem UTphl OTIIMYAIOTCS OT KOMUKCOB, KUHEMarorpada 1, HakoHell, OT
€XXeJITHEBHOTO IIPOCMOTpa HE MeHee KECTOKHUX HOBOCTEH peajibHOTro
mupa? B oinyre oT KMHO (U 4acTo, YBbI, OT PEajlbHOTO MUPA) UI'POK
MIPUHAMAET aKTUBHOE y4aCTHe B KIIOUEBbIX COOBITUSIX U MOXKET U3Me-
HUTb UX UCXOJI. BO MHOTHX, TyCTh U HE BO BCEX, UT'POBBIX KaHPaAX UCXO]
UIPHI OGYIET OTIMYATHCS B 3aBUCUMOCTH OT JEUCTBUIM UTPOKa. Y UTPO-
Ka ecTb CBOOOZA BbI6Opa — KaTeropusi, KOTOpasi Ha aHIJIIMICKOM SI3bIKE
uHorza o6o3Havaercs Kak ludic agency unu ergodic agency. «9proau-
YeCKUi 00beKT» TpebyeT HeGaHabHbIX YCUJIUHI [IJIs1 TOTO, YTOObI €T0
«TIPOYUTATHY», IPUYEM BTU YCUJMS TOJDKHBI ObITh CBSI3aHBI C MEXaHU-
YeCKUMHU, KOHCTPYKTUBHBIMU CBOMCTBAMM CaMOro 00beKTa. IlepBhlil
y6equTeNbHbIN aHaJIN3 3TOr0 KaueCTBa BUAEOUTP MPEAJIOKUI DCIIeH
OpceT B ellle OAHOM KJIIOYEBOM TEKCTE€ PaHHUX UCCJENOBAaHUN UTP

TOPOS Ne1,2022 | 9
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«KubeprekcT» (Aarseth, 1997). C ero Touku 3peHus1, Urpam Kak «kubep-
TEeKCTaM» CBOMCTBEHHA «allopHsI»: BbIOPAB OUH ONpelesieHHbIN My Th
B UI'Pe, Mbl OTBEPraeM BC€ BO3MOXKHbIE aJIbTEPHATUBLI, IPUYEM UJIE-
aJIbHBIN «KUGEPTEKCT» CIIOCOOEH MPEJIOKUTh HAaM 6€CKOHEYHOe YnC-
JI0 TIOOGHBIX BO3MOKHOCTEH. 37ech, IIpaBJa, cjlelyeT OTMETUTD, YTO
OpceT OCHOBBIBAJI 3T JajleKo UAYylMe BbIBOAbI HA JABHO BbIMEPIIEM
skaHpe MUD (multi user dungeons — MHOTOIIO/Ib30BaTebCKUE TEK-
CTOBbIE UTPbI), @ TAKXKE HA TaJlaTeJIbHbIX IPAaKTHUKax KUTaiickoi Kuuru
[TlepeMeH, KoTopasl Ha caMoM Jeje QYHKIMOHUPYET KaK OpaKyJl, a He
KaK pacCcKa34MK CBS3ZHBIX UCTOpuil. CrycTs 25 JIeT, MoXKaJlyi, IJ1aBHoe,
YTO MO>KHO BLIHECTH U3 3TOTO TEKCTA, — 3TO YHUKAJIbHAS POJIb UTPOKA
KaK aKTMBHOT'O areHTa U3MEHEHU! B BLIMBIIIJIEHHOM MUPE U KakK pac-
CKa34MKa CBOMX COOCTBEHHBIX UCTOPUIL.

CoBpeMeHHbIE BUAEOUTPDI, KaK MPAaBUJIO, TEMOHCTPUPYIOT JIUIIb
TeHb «IProguyHOCTU» U COMPOBOXAAIOT UTPOKOB MO KECTKO 3aKO0-
IVUPOBaHHBIM MapIIPyTaM C OIPAaHUYEHHBIM YUCJIOM BO3MOXKHBIX UC-
XOZIOB U TOJIKOBaHUM. Ho TO, 4TO AejaeT UX MO-HACTOSILEMY COBpe-
MEHHBIM 2JIEKTPOHHBIM MEAUYMOM, — 3TO UX [IOJPBIBHOM MOTEHIIMATL:
pa3peIB 11a6JI0HOB, CpPbIBaHME MACOK (aBaTapoB) U CBOOOAA 3K3UCTEH-
iuasnbpHOro Bei6opa (Gualeni & Vella, 2020), koTopas peanusyeTcs ye-
pe3 CIOKeT Urpbl, 110 MEHbIIEH Mepe, B TOH e CTeleHHU, KaK U Yepes
€e MEXaHUKY (32 MPUMEPOM MOKHO OOPaTUTbCSI K KJIACCUYECKOMY
BioShock (2007)).

OTUYECKU UHTEPECHBIE UTPHI

[TpumeyaresibHO, 4TO, KaK TOJIKO UTPOK OCO3HAET CBOOOMY BhIOODA,
TYT e MOSBJISIIOTCS UI'PbL, KOTOPBIE CIIENaT €€ OTHATb. M 3TO — mnoJjo-
SKUTEJIbHBIN NPU3HAK 3PEJIOCTH KaHpa: TAKUM 06pa3oM UTPbl IPEOo-
JIeBAIOT MITAMIIbI, 06PACTalOT HOBBIMYU CMBICJIAMU U BO3MOKHOCTSIMHU.
VHaye u GBITH HE MOXET: B€Jlb HEMPE/ICKa3yeMOCTh — OJIHO U3 06s13a-
TeJsIbHBIX KadecTB urpel (Costikyan, 2013). DBosoLnst BULEOUTPHI Kak
Xy[O>K€CTBEHHON (POPMbI IIPUBOJUT K IOSBJIEHUIO HOBBIX CIOXKETOB,
B KOTOPBIX CLIEHAPUCTBI UTPbl HAMEPEHHO MTPUYMHSIOT UTPOKY AYIIEB-
HYI0 60JIb, UTPast Ha ropasfo 6ojee CIOXKHBIX U ITTy6OKUX YyBCTBAX,
HEXXeJIM [TIPOCTOE CTPEMJIEHUE K YI0BOJbCTBUIO U U30EraHNue JUCKOM-
¢dopTa, KaK 3TO NPEJCTABALIOT TPALULUOHHbIE «OUXEBUOPUCTCKUE»
MOJZIEJIM UTPOBOTO TMOBENEHUSI. B 3TOM BHUIEOUTPBI NEPEUTPBIBAIOT
KJIaCCUYECKOE OIpeJesieHre Urpsl KaHanckoro ¢punocoda bepnapaa
CrloTca (cornacHo CpioTcy, «Mrpa — aTo J06pOBOJILHOE [TPEOJOJIEHNE
Heo0s13aTebHBIX NPENSITCTBUi» (Suits, 2005, p. 55)): UrpoKam NpUXO-
IUTCS IPEOJIOJIEBATh TPYJHOCTH, HA KOTOPbIE OHU HE COIJIaIlaJIiCh, —
Y M 3TO HEOKMJ,AHHO HPaBUTCSL.

«DTUYECKM MHTEPECHBIE» WIPhl, C TOYKM 3peHust Cukapra, —
3TO WTPHI 10 MPaBUjIaM, KOTOPbIE CTaBSIT UI'POKA Ie€pesi STUYECKUM
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BeIGOpOM (Sicart, 2009, p. 37). Ho 4yTo, ecu UrpoK Xo4eT UrpaTh Npo-
THB MPaBUJI, HE COTJIANIAsICh HU C OJHUM U3 BbIGOPOB, KOTOPBIE Mpel-
jaraet eMy urpa? Bo3aMoKHO, UMEHHO TaKue WUIPhI CJIe[lyeT CYUTATh
HauboJee dTUYECKU 3HAuYMMbIMU? B cBoeit kHure «/rpomnosyMTuKa:
BUJIEOUTPBI IIPOTUB KOHTPOJISI», MOCBALIEHHON NMPOGJIEMaM OHTOJIO-
r'MYeCKOTO HAaCcUJIUs B BUJIEOUTPAX, KAHANICKUI TEOPETUK Meana JInam
MwuT4ess 3aHUMaeT UMEHHO TaKyio MO3UIMI0: CAMO HAaJINYUe MOPaJlb-
HO-3THUYECKOr0 BBHIGOPA HEUMHTEPECHO, MOCKOJIBKY 3TOT BBIOOP, Kak
IpaBujo, 6aHajleH U OJHO3HAYHO IpeJolNpeesieH CUCTEMOU UIPBL
Ha caMoM fiejie ”HTEPECHOIT UTPY AejaeT Ipo6ieMaTu3alys Toro, Kak
aTOT BeIGOp coBepuiaeTcs (Mitchell, 2018, p. 66), — Hanpumep, eciu
BIPYT OKa3bIBAE€TCs, YTO HUKAKOTO BHIOOpA Ha CaMOM jeJie HeT. Ta-
KUM 06pa3oM, B Haubojiee 3TUYECKY MHTEPECHBIX UTPax UTPOK HE MO-
SKET BbIOPATh aJIbTEPHATUBHBIN MCXO, UJIM MOMBITAThCSI UTPATh JIyYIleE,
YTOOBI U36€XKATh HMOLMOHAJIBHO TSKEJION CUTYAlVH, U BOT 3TO MOXKET
MIPUYMHUTD HACTOSIIIE€ MOPAJIbHbIE CTPaIaHUsI AaXke TeM, KTO O6bIY-
HO MOJIy4aeT YeCTHOE — U BIIOJIHE MO3BOJIUTEJIbHOE — YIOBOJIbCTBUE
OT «UTPBI B BOMHYIIKY». B KOMMepYeCKUX Urpax ¢ HauboJbUIUM yCIie-
XOM JIaHHBI IpUeM 6bLJ1 CTob30BaH B Spec Ops: The Line (2012): aTa
Urpa BbI3bIBAET Y UTPOKOB CMelIaHHbIE YYBCTBA, HO, KaK [PaBUJIO, BbI-
COKUE OLIEHKU B OYKBAJIbHOM CMBICJIE AyIIepa3iupaloero UrpoBoro
ombITa. 3a mpumepoM pelennuu Spec Ops: The Line MoXHO 06paTUTh-
s K aHaIM3y 0603peBaTesIbHULIBI TUK-KYJIbTYPBI [Ikeccu DpJl, rie oHa
cpaBHMBaeT uszobpaskeHue BoiHel B Spec Ops: The Line u Six Days in
Falluja (2021) 1, B yacTHOCTH, UCIIOJIb30BaHuUE 6eioro pocdopa NpoOTUB
rpa>kJjaHCKOTo HaceJsieHus. [[ToMMMO COGCTBEHHOM BOJIY IIPUHSB y4a-
CTHe B IPECTYIJIEHUM IPOTUB T'YMaHHOCTH, OHa NTPU3HaeTCs: «TOIbKO
MeJIUyM BUJIEOUTPHI MOT TIepeiaTh MHE OMBIT COYYaCTUs B TOJOGHOM»
(Jessie Earl, 2021). 9px Takke cpaBHuBaeT Spec Ops: The Line ¢ muc-
cueit No Russians B urpe Call of Duty: Modern Warfare 2 u npuxogur
K BBIBOJY, UTO IOCJIE/IHSIS1 HE OKA3bIBAET aHAJIOTMYHOTO SMOLMOHAJIb-
HOTO BO3ZENCTBUSI Ha UTPOKA, TIOCKOJIBbKY B HEM, lieJieHalpaBJeHHO
paccTpeJisiB HECKOJIBKO JECSITKOB IPakJaHCKUX B YCJIOBHOM POCCHUI-
CKOM a3pPOIIOPTY, UTPOKU HE CTAJIKUBAIOTCS C MOCIEACTBUSIMU, KOTO-
pble uMesy 6bl AJ1s1 HUX KaKyI0-TO IIeHHOCTb WJIY 3HaYeHNE B KOHTEK-
CTe UTPBHIL.

«ITocmoTpuTe, YTO BBl HaJ €AY

B yXe ynomuHaBIIEHCS KPUTUYECKOM CTaTbe IIPO UTPBI-LIYTEPbI
B «MexpgyHapogHoM peBblo KpacHoro Kpecra» coaBTOpbBI IIPENIIO-
JIaraloT, YTO YaCTO BCTPEYaIOUIMeCs CLEHBI IIBITOK B BUJEOUTPAX MO-
I'yT HOpMaJjIM30BaTh MOJOOHOE OTHOLIEHHEe K IIJIEHHBIM y HIPOKOB
(Clarke et al., 2012). [TokaszaresbHO, yTO KpacHslit Kpect TeM BpemeHeM
NPEATNIOYNTAET HE PEarupoBaTh Ha PeajbHO UMEIOLIME MECTO IBITKU
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B 6ejlapyccKux TiopbMax. Ho HacKOJIbKO peajieH ClieHapui, Mpu Ko-
TOPOM OOBIYHBIN JIIOOUTENb BUIEOUTP OKAXKETCS Iepe] UCKyLIeHueM
MIPUMEHUTH IIBITKU K BOEHHOIIJIEHHBIM? U B T€X peJIKuX CcJy4asx, Korja
9TOT ClieHapUi AeHUCTBUTEIbHO OCYIECTBUTCS, — HACKOJIBKO BEPOSIT-
HO, 4YTO Ha 3TO I10 CyTHU CBOEH [ICUXOIaTOJIOTNYeCKoe pellieHre TIOBJIN-
sieT COOTBETCTBYIOLIAs ClieHa U3 BUAEOUTPHI?

Bynyuu cymecTBamu, CIIOCOOHBIMU K SMITATUU, MBI HE MOXKEM I10JI-
HOCTbIO UTHOPUPOBATh U300pa’KEHNE HACUJINS B BUIEOUTPaX, JasKe —
1 0COOGEHHO KOIJla — peIlpe3eHTalys Hacuus B HUX NPeBpallaeTcs
B camonesib. OTCIola BOBHUKAET €lle OJUH MHTEPECHBIN UCCTEeN0Ba-
TeJIbCKUH BOIPOC, KOTOPBIM Mbl MOKEM 3aaTb cebe caMu: Ijie HaXxo-
IUTCSI TOT TIOPOT, 32 KOTOPbIM HacHUJIME B MeJMa TEPSIET [JIsl HaC 3Ha-
4YeHV€e MMEHHO Kak Hacuiue? O4eBUIHO, 4YTO 3TOT MOPOT 3aBUCUT OT
YCTaHOBOK CaMUX UI'POKOB MJIA COOOIIECTB, B KOTOPblE OHU BKJIOYe-
HBbI: HAaIPUMED, y>K€ YIIOMUHABILIASCS BbllIE€ pajyKajbHas BEraHCKas
nepcrnektrBa Ha urpsl (Westerlaken, 2017) BbicB€YMBAE€T HE TaKYylO
y>X U OLHO3HAYHYIO BTUYECKYIO I'PaHb MEX[Y pblbaMU U HACEKOMBI-
MM (IPEATOJIOKUTEIIBHO He CIIOCOOHBIMY MCIIBITHIBATh 60JIb) U BCEMU
OCTaJIbHBIMU JXHUBBIMM CYIIECTBAMU — M BCE 3TO Ha NPUMEpE NONy-
JNspHbIX Bugeourp. Kak numet Dpuk BaH OiieH, «pOKyCUPYSICh HA TOM,
KaK aKThl HAaCHUJIMS CTAHOBSITCS BO3MOXKHBI Ha CTPYKTYPHOM yPOBHE,
a He IIPOCTO HAa MHIMBUJIYaJIbHbIX aKTaX HACUJIMS, MBI TIEPEMELIAEM
Hallle T0Jie 3pEeHUsI C TOro, KOro y61BaioT, Ha TOr0, KTO MOXET OBITh
your (killable)» (van Ooijen, 2018). Takum o6pa3oM, B rjaa3ax Haubo-
Jieeé BHUMATEJIbHOTO KPUTUYECKOTO UCCIIE0BATES UTPA — 3TO CUM-
IITOM OINpPEJEJEHHOr0 PeXMMa OTHOLIEHNS K PEAJbHOCTHU, a HE IIPO-
CTO pEeNnpe3eHTalns OTHOLIEHNS], KOTOPOE MOXKET ITOKa3aThCsl KOMY-TO
SKECTOKMM (Kak, Harpumep, 3aech: Anderton, 2016). «Bungeourps! pa-
0OTaIOT ajI7IETOPUTMUYECKU, TO €CTh CUMIITOMATUYECKY, — T10 Kpaii-
Hel Mepe, 0TYACTU: OHU KOCBEHHBIM 00pa30M COOOIIAIOT HAM O TOM,
YTO MBI IPUHUMAaEM KaK caMo co60 pasymeronieecs», — nuuet JInam
Muryenn (Mitchell, 2018, p. 33). [Tox cl0BOM «aJJIeropuTMUYECKU»
(«amneropus» + «aJropyuTM») OH 3[l€Ch [10JIpa3yMeBaeT TEOPUIO aJIro-
PUTMA, KOTOPYIO IO 3TOrO NPEAJIOKMI Ajlekcanap ['a/1oysit B KHU-
re «[IpOTOKOJIbL: KaK KOHTPOJIb CYIIECTBYET I10CJIE JEUEHTPATIU3 AL
(Galloway, 2004).

HMrak, BUIeonrpsl MOKHO pacCMaTpUBaTh KakK JENUCTBYIOIIAE MO-
JleJI1 MUPA, KaKUM €ro BUASIT UTPOKY; U, [1OXKaAJIYH, [IEPBOE, UTO OHU
IleJIal0T OYEBUJHBIM, — 3TO Hallle XeJIaHUE €ro KOHTPOJIUPOoBaTh. Ho
BO3MOXHBI U 60Jiee TOHKME aJIjIeTOpPUU: [IOPO Urpa ABMXKETCS Kak
OynTo cama cebe Harepekop, KaK, HallpUMep, 3TO MPOUCXOIUT B Spec
Ops: The Line. Bonpeku pacxoxxeMmy MpeicTaBaeHuIo, 6yITO CTpeIsI-
KU MPEBPALAIOT UTPOKOB B COLIMOINATOB, IMEHHO Ha UX OCHOBE CJIO-
SKMJICST HOBBIH TPoII, KOTOphlit CTuBeH IIpayadyT onuchBaeT Kak «I10-
CMOTpHuTe, 4TO Bbl Hagesnanu» (Proudfoot, 2019). 3gech Mbl rOBOPUM
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0 CUTYyalusX, KOrjja urpa CHavasa rnobykjaeT Urpoka cliesaTh CIop-
HBII1 MOpaJIbHBIM BBIOOP, a 3aTeM IEMOHCTPUPYET I1J1a4yeBHbIE Pe3yib-
TaThl 3TOTO BbIOOPA. VIMEHHO TaKyl0 MEeXaHWUKYy IpeJJaraloT BBECTU
oTnenbHble KpuTuKU kecTokux urp (Clarke et al., 2012), yTo6s! cne-
JIaTh UTPHI O BOMHE 6oJiee «peasTuCTUYHbIMU». OHAKO, KaK Mbl BUL UM,
TBOPYECKUI TOTEHI[MaJ BUIEOUTPhl TOPOXKAAET MONOOHbIE pelle-
HUS €CTECTBEHHBIM IyTeM, IIOCKOJIbKY OHM HEOXHJAHHbI, UHTEpeC-
HbI C TOUKHM 3PEHUS CIOKETa M HMOLIMOHATIBHOIO BO3AEUCTBUS U 110~
DTOMY 3alIOMMHAIOTCSI KAK MOMEHTbI HEOKUJJaHHOTO, ITOTPSICAIOLIETO
WJIA Jla’ke BO3BBIUIEHHOTO OIBITA B3aMMOMENCTBUS ¢ urpoit. Kcraruy,
HeoObIYalHO NoNyJIsipHas poJsieBas nHau-urpa Undertale (2015) Takske
HCIIOJIb3YET TPOI «[I0CMOTPUTE, YTO Bbl HaJes1aau!» B OHOM U3 CBOMX
BO3MOXHBIX (PUHAJIOB.

«Ha Tebe Kak Ha BOIHeE, a Ha BOJMHE Kak Ha Tebe»

Bellie Mbl pAaCCMOTPEJIN UTPY KaK CUMIITOM, KaK MOZIeJIb U aJIJIErOPHIO.
B TakoM ciiyyae MaccoBbl€ IIyTePbl MOTYT BBICTYIIATh KaK 10Ka3aTesIb-
CTBO OT IIPOTUBHOTO: CMOJI€JINPOBAB YeJIOBEYECKYIO KaTacTpody OH-
JIaliH, MBI HE CTUPAeM, a, HallpOTUB, NTOJYEPKUBAEM pa3Inyie MeXIy
peasibHbIM U BbIMBINIJIEHHBIM. Hanpumep, B peasibHOM SKU3HU Bbl He
MOXXeTe BOCKPECHUTh CBOMX 60€BbIX TOBApUIIEH 151 TPSALYILEro HOBO-
ro 60s1 — 1 B 3TOM UTpa BOIJIOIAET INIyOOKO I'YMaHHYIO, IyCTh U He-
BO3MOXHYI0 daHTa3uio. B To >ke BpeMs Bparu B peXXuMe OHOIOJb-
30BaTEJIbCKON UIPhbl JETYMaHU3UPYIOTCS: OHU IONPOCTY GoJiblie He
JIIOQIU. DTO CTAaHOBUTCS OYEBUIIHO B peskuMe «30ombOu-Hanu» B Call of
Duty: World at War (2008). HakoHel], CyIIeCTBYIOT UTPhl, B KOTOPBIX
MBI C CAMOT0 HayaJjia IPOTUBOCTOUM 30MOH-Halll KaK HEKOTOPOMY a6~
COJIIOTHOMY HeueJsloBeYyeCKoMy Bpary (K npumepy, Sniper Elite: Nazi
Zombie Army (2013)).

VHTEpecHO, 4TO Aaxe DTO YIIpOIleHHe, KOTOPbIM, Ka3ajoch Obl,
MPOCTO HEBO3MOXXHO HUKOT'O OOUIIETh, — 30MOU-HAIM HE OOMKAIOT-
cs! — Tak>Xe MOXXHO pacCMaTpuBaTh KpUTHU4ecKU. Tak, OfUH U3 KPyTI-
HEWINX UccaeqoBaTesell UICTOPUM B urpax Azam YenmeH Nuinet, YTo
IerymaHusalus cosifaT BepmaxTa u nepeBoIIOIEHNE UX B obpase
O>KUBHIMX MEPTBEIOB, JIMIIEHHBIX CO3HAHMS, OMACHO TeM, YTO CTHpPa-
eT He TOJIbKO MX, HO M Hally C BaMU KOJJIEKTUBHYIO HCTOPUYECKYIO
MaMsITh, YTO JI€JIa€T BOBMOKHBIMU TaKUe PUTOPUYECKUE TTPUEMBI, KaK
3aMauMBaHue WM Jaxke oTpuuaHue Xosokocta (Chapman, 2019,
p. 54). PazymeeTcs, cTpaTerust «0T 06paTHOT0» MOKET 0Ka3aThCs ellle
B3PBIBOOIACHEE: KOPPEKTHO MPEACTABUTh XOJOKOCT B BUJIEOUTPE —
9TO elle 60NN TBOPYECKUI PUCK, YEM MOIBITATHCSI U306PA3UTh 3TO
HEeBOO6Gpa3rMMoe B CBOE aHTUYEJOBEYHOCTU UCTOPUYECKOE COOBITHIE
B KMHO (Kak, Hanpumep, B punbme «<KusHb npekpacHa» (1997): Gordon,
2005). Ho MOXHO, 110 KpailHell mMepe, MPUGJIU3NUTHCS K DTOM LieIN Ha
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CPaBHUTEJILHO 6€30I1acHOEe pacCTOsIHME: MMEHHO TaKylo 3ajayy I10-
CTaBUJIM Iepe], co60i paspaboTYMKU TPOTraTeIbHON NETCKOM UTPHI
My Memory of Us (2018), meiicTBre KOTOPOI MPOUCKXOAUT B Bapias-
CKOM TeTTO, a 3CTeTHKA OTchlyaeT K «Crnucky llInnanepa». Bripouem,
Jla>ke B OTOU Urpe (almnucToB 3aMEeHUJIN 3JIble pOOOTHI, M TAKON BOIIM-
IOIMI aKT HACUJIMS HaJ, UCTOpHeil, KOHEYHO Ke, TOKe He MOT He BbI-
3BaTh KPUTHUKY.

TeMm BpeMeHeM T'YMaHUCTUYECKUE UTPhl O BOMHE — 3TO LIeJIbIi 0T~
IleJIbHBIM KaHp, B KOTOPOM TaKKe eCTb CBOM LiefieBpsl. Hampumep,
IleHa I'PaXJaHCKOM XM3HM Ha BOWHE — 5TO OCHOBHAs CTaBKa B elle
OJIHOM I10JIbCKOM MHIu-6ectcessiepe This War of Mine (2014), a amo-
I[MOHAJIbHBIM IleHTpoM urpsl Valiant Hearts: The Great War (2014) cra-
HOBUTCSI UCTOPHS CIIy>XKe6HOTO I1ca Ha [lepBoil MUPOBOIL BoiHe. Takue
WIPBI CTaBSIT CBOEH IIeJIbI0 MPENCTaBUTh BOMHY He KaK IJI06aJIbHBIN
HappaTuB No6epl HaJl AeryMaHU3UPOBAaHHBIM BparoM, a Kak peaju-
CTUYECKYI0 MHUKPOUCTOPUIO, B KOTOPOM Li€HA KaXXION KOHKPETHOU
YeJIOBEYEeCKOHN KM3HU 6eCKOHeyHO Besuka. CylmecTBYIOT, HaKOHel],
M MOJIHOCTBIO IIPaBAOINONOOHbIE, NOKYMEHTaJbHble 006pa3oBaTesb-
HbI€ UI'PHI O BOITHE U ee MOCJIeJICTBUSIX, OCHOBaHHbIE HA apXUBHBIX [0~
KyMEHTaxX U YCTHOU MCTOpUM, Hampumep, Attentat 1942 (2017), pa3-
paboranHas B KapsoBoMm yHuBepcureTe Ipu Nojjepxke Yeuickoit
aKkaZileMUM HayK: 9Ta Urpa peKOMEHI0BaHa /j1sl 06pa30BaTeIbHBIX Y4~
PEXIEeHUN 1 Ipu3HaHa 00pa3lioM r'yMaHU3alUu UCTOPUU B UTPOBOM
meauyme (Sisler, 2019).

D9pdexTs Mmeana u ap@PeKTel UTPOKOB

CeronmHs HUKTO He CTaHeT 06BUHATH Space Invaders B mponaraHje Ha-
cunusg (xotda B 1980-x rojax 3By4yanu U Takue o6BuHeHus (Markey &
Ferguson, 2017b)). HOBbIM NOBOAOM [1JIs1 TTOIO3PEHMS CTAHOBUTCS Pe-
aJIn3M, C KOTOPBIM UI'PBI-CTPEJIAIKYA OT IIEPBOrO JMIA CUMYIUPYIOT
BOOpY’KEHHbIE€ KOH(MJIUKTDL. 37ech IpobsiemMa, BO3MOXKHO, KDOETCs He
CTOJILKO B PEAJIMCTUYHOCTH, CKOJIbKO B aKTMBHOM MO3ULUU T'EMEPa,
Oepyliero B pyku BUpPTyasbHOE opyxkue. Hemenxkuili MeguaTeopeTuk
u uccnenosatenb urp Credan ['oHLeNb NpefiaraeT BULETb B TAKOM
UTpOKe KapTe3MaHCKOTo CyO'beKTa, a B CAMOM >KaHpe — aJlJIETOPUIO €T
nHTeHuuoHanbHocTU (Glinzel, 2012). Kaxk MBI y>ke YIIOMMHAJN BbILIE,
MEJIUYM BUJICOUTD YHUKAJIEH B TOM, KaK OH I€PEAET OIBIT aKTUBHO-
IO y4acCTHUs B COOBITUSIX BUPTYaJIbHOIO MUPA U, B YaCTHOCTH, HACUJINS
HaJl HUM.

Wpes «xuHemarorpaguyeckoro ammapaTa» INpo0aeMaTu3upy-
€T TMO3ULMI0 3pUTENS (BO MHOIOM BYallepUCTCKYIO), IJla3 KOTOPOro
TOXXe CTAaHOBUTCS 4acThio dToro anmapara (Bompu, 2017). ViIHTepecHO
Ob1J10 Obl IIPUJIOKUTD STY TEOPUIO K BUJIEOUTPAM, B KOTOPBIX TPEXMep-
HBII1 MUD TIOKa3bIBAE€TCS Y€pPEe3 TOYKY 3PEHUS OT IEPBOTro juua. OTO
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IIOMOXKET OOBSICHUTD, TIOYeMy MMeHHO «first person shooter» KaxyT-
€Sl KpUTHKAaM TaKUMHU ONAaCHBIMU: Be[lb B HUX BUPTYyaJIbHbII MUP Opra-
HM30BaH TOYHO TaK K€, KAKMM OH BBITJIIAUT B [IPULIEJIE€ COBPEMEHHOTO
OTHECTPEJILHOTO OpyXusl. TeM He MeHee, B OT/INYME OT KUHEMAaTorpa-
¢da, roe mo3unus 3pyUTeEs XXecTKo 3adukcuposana (bonpu, 2017), reit-
Mep He MIPOCTO CBOOOIHO NepeMellaeTcsl B UTPOBOM MHUpE, HO U aK-
THABHO C HUM B3aMMOJENCTBYET, IEPECTPANBasi €ro U pa3pyuias 1 Jaxe
9KCTEPMUHUPYS U3 HETrO JPYruX 4YeJIOBEYECKUX M HEUYEeJIOBEYECKHUX
are’ToB. TakuM 06pa3oM, UMEHHO TOYKa 3pEHHUsI reiiMepa CTaHOBUT-
€51 CUMBOJIOM abCOJIIOTHOH BJIACTU M KOHTPOJISE; ¥ €CJIM HAC U IOJDKHO
3/1€Cb 4YTO-TO 6€CIIOKOUTD, TaK 3TO TO, C KAKUM DHTY3Ua3MOM IepEH-
MaeT 3Ty CXEMY TOTAJIbHOTO KOHTPOJISI PEAJIbHO CYLIECTBYIOUUIA BO-
€HHO-TIPOMBIIIJIEHHBII KOMILJIEKC.

BoeBoil IpoH — 3TO «r7as, cTaBWuil opykuem» (llamato, 2020).
Boesrle genctBus B XXI BEKE ONIOCPEAYIOTCS YEPES IJIEKTPOHHLIE ME-
I1a, HAYMHAas C <KUBBIX» BUJEOTPAHCIISILIUI U3 TOPSAYMUX TOYEK U 3a-
KaH4YMBasl TUOEJIbHBIMM aTakaMu OOeBBIX IPOHOB, YIIPaBISEMbIX
C Ipyroro KOHTUHeHTA. [IMJ0Thl 3TUX JPOHOB, Haxogsuecs B 6e30-
MaCHOCTU Ha JIPYyTOM KOHTMHEHTE, CPaBHUBAIOT CBOM OIIBIT C BUNIEO-
UTrpaMi, U YYeOHBIN CUMYJISITOP AJIs1 TAKOTO COJAaTa CTPYKTYPHO CO-
BIAJA€T C TUNMYHBIM MHTEPHECOM BUIEOMUTPHL. leanbHas Lielb,
K KOTOPOI CTPEMSITCS BOEHHbIE TEXHOJIOTMY TaKOr'O Poja, — paclu-
PUTb BO3MOXXHOCTH «II€PCIIEKTUBLI OT MEPBOTO JINLA», IPEBPATUB €€
B TAK)KE XOPOIIO U3BECTHYIO U3 BULEOMUTD «IIePCIEKTUBY bora»: MHO-
rorsiassle, Be3/leCylire IPOHEI, CIIOCOOHBIE [TepeaBaTh U300pakeHne
B BBICOKOM Pa3peIIeHUU OJHOBPEMEHHO LIE€JIOrO ropoja Uju Peruo-
Ha (I[llamaro, 2020, c. 52). Takum 06pa3oM, BOIiHa CTAHOBUTCS HE NPO-
CTO aCUMMETPUYHBIM, HO OTHOCTOPOHHUM OCYILIECTBJIEHUEM HACUJINS
HaJl IPOTUBHUKOM. BUpTyasibHasi peasbHOCTb IPEBPAIIAETCS B «4€pP-
BOTOUYMHY», [IPEJOCTABJISIONYI0 MAaKCUMAJILHO OBICTPBIN NYTh U3 Ofi-
HOTO yTroOJIKa «PeaJjlbHOI peaslbHOCTU» B APYrOi, B TaHHOM CJlydae —
B LI€JISIX Pa3pyLIUTEIbHOIO BO3IEICTBYS HA HEe.

Ho MoXXeM 11 MBI BCEPbE3 TOBOPUTb O «PEAJIbHON PEasIbHOCTU»
BolHbI nocyie JKaHa Boppuitapa (FopHbix, 2016) ¢ €ro KpUTUYECKUM
aHaju3oM BoIHEI B [lepcuzckom 3anuse (Baudrillard, 1995)? He mo-
JKEM, OTBEYAET HA 3TOT BONIPOC MakkeH3u Bapk: «BoiiHa — 3T0 BUj€O-
urpa» (Wark, 2007, p. 7). [lo-HacTos1[eMy CEPbe3HBII BOIIPOC JOJIKEH
3BYy4aTh TaK: a 4TO, €CJIX )KECTOKME BUIIEOUTPBl — 3TO CUMBOJIMYECKHUI
BBI30B, OCIapUBAIOIIUIA, IyCTh U B BUPTyaJibHOU (pOPME, MOHOIIONUIO
rocyfapcTsa Ha Hacunue? M maxe Korga Mbl TOBOPYM O IIPECTYITHU-
Kax peaslbHOrO MUPA, UCIOJIb30BaBIINX, 110 UX COOCTBEHHBIM CJIOBAM,
BUJIEOUTPHI AJ15 TIOATOTOBKU K TEPPOPUCTUYECKUM aKTaM (Kak, Hallpyu-
mep, B Kpaiictuepu: Lorenz, 2019), Ha caMOM JieJle UX CJIOBA CJELY-
€T MIOHMMAaTh KaK BbI30B FOCYLAaPCTBEHHOW BJIACTA U KOHTPOJIIO, KOH-
KPETHO B UX cJIyyae 6ojiee 4yem ornpaspanHoMy (Buserikuc, 2019).
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Tak 4yemy ke Ha CaMOM JieJie MOTYT Hay4uThb «CTPEJsIKn»? Kak
nokassiBaeT npumep coobiectsa World of Tanks, mouctruHe sHIIUKI0-
negu4eckKuM 3HaHUSM O TOJIMIMHE 6POHU y KaXKAOro M3 TAaHKOB, IPU-
HMMAaBIIMX y4acTHe BO Bropoit MupoBoii BoitHe. Ha oBepKy peannsm
BOEHHBIX BUJIEOUTP Yallle BCETO OKAa3bIBAETCS TMUIIEPPEAIM3MOM, 4TO
0COGEHHO 3aMETHO, HallpuMeP, B U306pakeHnn opysxusi (Schott, 2016,
p. 100). Korzma Ha mepBblidl MJIaH BBIXOIST MOpas3uTesibHble 3(PEdeKTs
U sipKUe BIlevYaTJieHus, 32 KOTOPBIMU UTPOK Ha CaMOM Jiejie TPUXOIUT
B UTDY, CUMYJISILIMS «peajibHOT0» PyTUHHOTO OIIbITa MPO(EeCCHOHAb-
HBIX BOEHHBIX TepsIeT CMBICJI B CBe€Te TPeOOBaHMI UHAYCTPUU Pa3Biie-
yeHui1. Kak ¥ UJoTsl POHOB, F€IMEPbI, CKOPEE BCETO, OKAXKYTCS CO-
BEpIIEHHO 6€CIOMOIIHLI Ha I10JI€ pPeasibHbIX BOEHHBIX NEUCTBUI1, HE
VMMes IJI 3TOT0 COOTBETCTBYIOLIEH MOArOTOBKM. KaXKzablil, KTO KOI-
Ia-1160 ObL B TUPE, IOATBEPIUT: CIIyCTUTb KYPOK B UTPE U B peajb-
HO1 )KU3HU — 3TO IPUHLUINNAIBLHO HECOIIOCTABUMBII T€JIECHBII OIIBIT,
HECMOTPSI Ha TO, KaK OXOTHO Hallle BOCIIPUSITHE HABOOUT MEXIy HUMU
MocTKU. TeM He MeHee, KaK CBUJIETEJbCTBYIOT Pa3paboTYuKu o6yda-
IOLIMX TIPOrPaMM [1J1 BOEHHBIX U IOJIMIENCKUX, OIpe/ieIeHHble Ha-
BBIKY J€HCTBUTEJILHO MOKHO MEPEHeCTU U3 UTPhl B KU3Hb. DTO, KaK
[IpaBUJIO, OLICTPOTA MPUHSTUS PEUIEHUI U yMEHHEe OpUEHTUPOBATb-
cs B cutyanuu (Saus et al., 2006, 2010). K aTum HaBbIKaM, NMOXaJIyH,
MO>KHO J100aBUTD Li€JI€yCTPEMJIEHHOCTDb U CTpaTernyecKoe MaaHupo-
BaHUe, KOTOPbIE NPONaraHiupyIoT anoJjoreTsl reiMuduKauy, Takue
Kak JI>xeitH Makronurai (Makronurait, 2018).

ATOH U g: BO3MOXEH JIU 1o6er
U3 «<Maru4eckoro Kkpyra»?

AMepurKaHCKHe UCCeoBaTesn urp (Hanpumep, ToT ke CUKapT) pef-
KO CTaBST I10Jl COMHEHUE yJIOBOJIbCTBHE, KOTOPOE 3TU UTPhl 00sI3aHbI
IIOCTaBJISATh. TeM He MeHee JOCTAaTOYHO B3IJISIHYTh Ha 3TOT, 6€3 COMHe-
HUS, pafyloUuil MHOTUX OOBEKT MCCJIeNOBaHMs Yepe3 MOCTKOJIOHU-
aJIbHYIO IEPCIEKTUBY, YTOObI OGHAPY>KUTH B IPAKTHKE UTPBI ITyraoliee
cxoncTBo ¢ nbiTko# (Trammell, 2020). C gpyroii CTOpOHBI, €BpOIIei-
CKUe HCCJieioBaTesiv, OCOOEHHO Te, KTO OblJI CBSI3aH C MCCJeNoBa-
TEJIbCKO Ipynnou «Mrpel 1 TpaHCIpeccHMBHAs 3CTETUKa» B beprene
B 2015-2019 ropmax, cpa3y UCXOMST U3 TOTO, UYTO UTPhl — DTO BCErfa He-
mHoro Hacunue (Jgrgensen, 2016). [Toxkamnyii, BceM HaM 3HaKOMO OIILy-
eHue, Kak 6yATO 0COGEHHO CJIOKHAS UJIM HABSI34YMBasI UTPa 3JI0HAMe~
PEHHO IIBITAE€TCS HAC 3aMy4UThb. BXO4s B poJib UTPOKA, MBI HE TOJIBKO
MoJjiy4aeM KOHTPOJIb HaJ, UTPOH, HO U COTJIalIaeMCsl Ha TO, YTOGBI UTpa
KOHTPOJINPOBaja Hac. Mbl NOAYMHIEMCS JKECTKUM U HEeYIOOHBIM ITpa-
BUJIaM UTPHI U JOGPOBOJIBHO, TYCTh U HE BCErja OXOTHO, IPUHUMA-
€M HaKa3aHUE 3a TO, UTO MbI UX HAPYMIUJIU. MOXXHO NPEINOJIOXKUTD,
YTO B JIIOGOU UT'pe IPUCYTCTBYET 3JIEMEHT Ma30X1U3Ma (CaJoOMa30XU3M
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caMm 1o cebe — 9TO TIATEJIbHO 3aperyIupoBaHHAs UTPOBAsl TPAKTHKA)
(Aardse, 2014). He 3pst urpoBble KPUTHKY BBIAEJSIOT TAKOM XXaHP, KaK
«Ma30kop» (Cxomopox, 2016): B urpax aToro >kaHpa 60Jb, BbI3BaHHAS
MOpa’k€eHUEM, NOBTOPSIETCS M YCUJIMBAETCS O IPENEsa, YTO TaKXKe
MHOT'OKPaTHO YCUJIMBAET YIOBOJIbCTBUE OT MT06E/Ib], KOTla OHA BCe-Ta-
KM HaCTyIaerT.

B03MOXHOCTbh IPOUTpPaTh — HEOTbEMJIEMAas U YacTO 60JIe3HEHHAs
4acTb UI'POBOTO OIBITA, KaK MUUIET B 3cce «VICKyCCTBO MOpPakKEHUS»
«oteny game studies VMecnep I0yn (Juul, 2013). 3pech MpogyKTUB-
HBIM MOKET CTaTh 0O6CY>KJI€eHUE TOTO0, B KaKUX CIIyyasx 9Ta 60JIb UMeeT
CMBICJI ¥ KaKUM KOHKPETHO 3HauY€HMEeM OHa HapnenseTcs. Tak, B CBO-
eM aHajM3e HappaTUBHOT'O UTPOBOTO Hacuius [Ipayadyt npenpiaraer
COCPEJOTOYNUTHCI MMEHHO Ha T€X UI'Pax, KOTOPble HAMEPEHHO BbI3bI-
BalOT Y UTPOKOB TaKU€ HENPOCTbIE YyBCTBA, KaK CThIJ, U TOPE, B3bIBasI
K UX DTUYECKUM yOeXJeHUSIM B peajbHOM MHUpe U TaKMM 006pazoM
paspeiBasi «Mmarmyeckuii Kpyr». Ilpayndyrt cBs3blBaeT HappaTUBHOE
HacuJjIve B UTPe C yIOBOJbCTBHUEM, KOTOPOE IOJyYaeT «cab» (Ioguu-
HeHHbIN) B BJICM-nipaktuke (Proudfoot, 2019): no ananoruu c nocjuen-
Heii, BCTyIas B UTPY, UTPOK 3aKJIIOYAET C Heil JOTOBOp U J0OPOBOJIBHO
nopBepraet ce6st HeraTUBHBIM dMoIUM. [IpayndyT cnenuanbHO Mof-
YEepKUBAEeT, YTO TU HIMOLIMY — HEOTheMJIeMas 4acThb MOJ06HON cano-
Ma30XUYECKOIl UI'PbI, BHE 3aBUCUMOCTU OT CUTYyaLU NTO6e bl 1Y MO~
pakeHus..

Cosznanne ¢GaHTACTUYECKUX MUPOB B BUPTYaJIbHOI PeaTbHOCTH
MpeoCTaBIsieT pa3paboTynuKam Urp abCOMIOTHYIO TBOPYECKYIO CBO-
6ony. C 0fHOI CTOPOHBI, 3TO MOTPSICAIOIUI IPOCTOP AJIsl peanusa-
LM CaMBIX CMeJIbIX (PaHTa3uM U COKPOBEHHBIX JK€JIaHUH, a C IPYyTof —
VIMEHHO TaK CTAHOBUTCS BO3MOXKHOU TE€MHAasl CTOPOHA BUJEOUTPHL
Wrpoku, Kak IpaBujio, OCBELOMJIIEHBI, UTO Y 3TOT'O CUMYJISIKPA HET U HE
MOXXET ObITh OPUTMHAJIA, U 9TO JieJIaeT BO3MOKHBIMU Jjaske camble OT-
BpaTUTEJIbHbIE MOCTYIIKUA. B OZHOMNOJIb30BAaTEIbCKON UIPE 3TU MO-
CTYIIKHY, KaK M UX IIOCJIEICTBUS, HUKOTA HE [NOKUMHYT NPENEJIOB Bbl-
MBIIIJIEHHOTO MMPa, B KOTOPOM BCe 103BoJieHO by design. Bipouem, To
>K€ CaMO€ OCO3HaHME YCJIOBHOCTU IIPOMCXOJISIIIETO HE NI03BOJISIET TaK
Ha3bIBAEMBIM CEPbE3HBIM UTPaM JI0 KOHIIA peanu30BaTh CBON 06pa3o-
BaTeJIbHBIN NOTEHI[UaJ: Kakoil 6b1 3(pdeKTUBHOI HU OblyIa MPOLeayp-
Hasl pUTOPUKA, IPUHUMASCh 32 06pa30BaTEJIbHYIO UTPY, €€ I0JIb30-
BaTeJIM OGBIYHO YK€ MOPaJIbHO MOATOTOBJIEHB! K TOMY, UTO UX ceiyac
OyIyT 4eMy-TO YIUTh — B OOJIBIIMHCTBE CJIy4aeB TOMY, YTO UM U TaK
yX€ OO OIpPENEJIEHHON CTEINEHU U3BECTHO. APT-UTPHI, [0 KpanHEN
Mepe MHOITA BCe ellje CIIOCOGHB! YAUBIISTh UTPOKA, XOPOIIO 3HAKOMO-
rO C UX KOHTEKCTOM, — HO CIIOCOOHBI JIM Ha 3TO KOMMEPYECKUE UTPBI?

['71aBHOE, Yero He CTOUT JHieJiaThb HUKOTHA, — 9TO IMOHUMAaTh UTrpbl

6ykBasibHO. OTIIMYHBINA IPUMEP IJIS TAKOTO 06CYKIeHUs Mpeajaraer
OJIHA 13 CaMbIX aMOPaJIbHBIX UT'P HEJABHEro MPOIIJIOT0 — UHAU-dapc
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Goat Simulator (2014), rae Bbl — K03€JI U 11eJIb Balleil XU3HU — BECTU
ce06s1 M0-CBUHCKY, pa3pyluas u 6e3 TOro paclos3alolUics Mo MBaM,
KUIIAMKKN [IUTYaMu urpoBoit Mup (Robertson, 2014). Ananusupys
Goat Simulator ¢ Touku 3penus animal studies [>ko3ed AHmepTOH
BO3MYIIIA€TCsl T€M, YTO OHA BOCIIPOU3BOAUT 6€3yMHOE U MOTEHLIN-
aJIbHO >KECTOKOE OTHOUIEHHIO K JPYI'UM CYIeCTBaM, He SBIISIOMIIMCS
mogemu (Anderton, 2016, pp. 145-146). Tem He meHee aske caM AHTep-
TOH TPU3HAET, YTO KO3€JI B UTPE — BOBCE HE TO XK€ CaMoe, YTO KO3€JI
B )KM3HM: €CJIU B HENl M €CTb YTO-TO HACTOSIIEE, TO 3TO KaK pa3s HeJle-
Ible IJINTYU — CJIy4yaiHble 1 HaMepeHHble OMUOKY, He [TO3BOJISIoNIe
WUI'POKY 3a0bIThCSl B KOMGOPTHOHN WIIJIIO3UM UTPOBOTO «Marmyeckoro
Kpyra» (Xéitzunra, 2020). 1 6osee TOro, 1onyckasi 3Tu MHOIO4HCJIeH-
Hble HeZJlOpabOTKHU, pa3pabOTUMKU LieJleHAllpaBleHHO NPo6IeMaTU31-
PYIOT pa3jnyre MeXY BCELO3BOJIEHHOCTBIO BUPTYaJbHON peajlbHO-
CTU U OTpaHNYeHUsIMU peasibHOro Mmupa. CosnaBasi JONOTHUTEIbHBIN
ypPOBEHb MHTEPIPETally, B ONMCAHUM UTPbl OHU IMIYTJIUBO IHUIIYT
0 TOM, UTO JIy4lile MOTPATUTh IeHbI'M Ha )KUBOTO KO3J1a, YeM Ha UX IPy-
Oy10 MOJEeJIKYy, — U 3TO TOXe OTIUYHBIN CIIOCOO CMECTUTb IepPCIeK-
THUBY UT'POKOB, 3aCTaBUTh UX IOCMOTPETh HA PEaIbHOCTD IO, IPYTUM
YIJIOM.

Kak u 4uraTtenu, ¥ 3puUTeNU OO HUX, B GOJBUIMHCTBE CJIy4aeB
WUI'POKHU OTJINYHO CIIPaBJISIIOTCS C TE€M, YTOOBl OTJIMYUTh PEeajibHOCThb
OT XyAOXKECTBEHHOT'0 BbIMbICIA. [Ip0o6ieMbl HAYMHAIOTCS, KaK TOJIBKO
BUPTYyaJIbHBI MUP M€peCcTaeT ObITh IOJTHOCTHIO BHIMBILIITIEHHBIM, Pa3-
PbIBasl IPECJIOBYTHIN «Marmdeckuil kpyr» (Xénsuura, 2020). Tak, Ha-
IpuMep, IPOUCXOAUT B MHOTOIIOJIb30BATEIbCKUX UTPOBBIX MUPAX, ITe
IpyTH€e IEPCOHAXU — TaKMe Xe JII0AY, U TO, 4YTO IPOUCXOAUT OHJIANH,
MOXXET IIPSIMO OTPa3UThCS Ha UX peasibHOM XU3HU. Kpaska, ockopbie-
HUe WY yTPO3a B UHTEPHETE peajslbHbI B TOU K€ CTEIleH!U, YTO U B pe-
aJIbHOM KW3HU, XOTS I0JIHAS MJIM YaCTUYHASI aHOHMMHOCTb CHUKaeT
PUCK IIOHECTH 3a HUX OTBeTCTBEeHHOCTH (Dibbell, 1994). 1 3nech oco-
6€HHO NPOJYKTHUBHON MOXET OBITh [1PABOBAsl MEPCIIEKTHUBA: CaMO T10-
HSTHE KUOepIpecTyIeH s IOMOoraeT 06HapY>KUTh (UJIU Jaske Mpeo-
JIOJIETh) TPAHMILy MEX]y UTPOU U KU3HBIO. Begp cama BO3MOXKHOCTD
HapyUIUTh 3aKOH peajibHOro MUpa, HAaxXOAsCh B BUPTYaJIbHOM MUpE,
YKa3bIBaeT Ha TO, YTO MOCJIeIHUN GoJIblie He SIBJIsIeTCS PUKIMEN.

BmMecTo 3aKkn04YeHU:
HOHpI/IBeTCTByeM Halunx aBTOpOB

YTonu4yeckue IPOEKThl NEPBBIX MCCJIENOBATENEel BULEOUTP IMpeJ-
noJslarajy, 4YTo B BUPTyajbHOM OyzayieM, B 2020 romy oKOHYaTeIbHO
IpeBpaTUBLIEMCS B Hallle OObIIEHHOE HaCTOlIee, y BCEX Hac OyAyT
PaBHBbIE TIpaBa Ha To, YTOOB! BOIJIOTUTHCS B 10601, Jaske camoii paH-
TaCTUYECKOH (pOpMe, HE3aBMCHUMO OT MaTE€PUAJIbHAIX IPU3HAKOB TEJIA,
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B KOTOpoM o6uTaeT Hame co3HaHue (KactpoHoBa, 2010). K coxkane-
HUIO, ObITHE B CUHTETUYECKOM MUPE He OTMEHSIeT HU I10J1, HU reHep,
HU 3THUYECKYIO IIPUHAMJIEKHOCTD, HU elle 6osiee MpobaeMaTUIHYIOo
KaTeropuio pachl, a BMECTO 3TOI'O BOCIIPOU3BOAUT CTAPble OTHOLIEHU S
BJIACTH, @ BMECTe C HUMU U pa3jIdyHble CIIOCOOb! yTHeTeHUs. Tem He
MeHee TOYHO TaK 5Ke, Kak ¥ B peaJlbHOM MUPE, Mbl MO>KEM IIPOTUBOCTO~
SITh HACUJINIO U KOHTPOJIIO, UCII0JIb3Yysl UTPOBbIE IIPAKTUKH, CTaBsIMe
0], BOIIPOC MOJ06HbIE OTHOWIEHUS UJIU J1a’ke TMOJTHOCTbIO OTMEHSIO-
mye ux (nepedpasupys Bapka, MOXKHO Ha3BaTh 3TO UTPOH IO MPaBU-
JlaM UT'Pbl, HO IPOTUB ee urposoro mupa (Wark, 2007, p. 13)). Ogna u3
TaKuX MPAKTUK — CJIOKHBIE, AAJIeKO He NPSIMOJIMHENHHbIe OTHOLIeHNUS
MEX/1y UTPOKOM—KEHIIVMHON U NMOAYNHEHHBIM el IepCOHaXeM-MY>K-
yuHoit B urpe Uncharted: A Thief’s End — paccmarpuBaeTcs B ctatbe
Tepessl Kpo6osoii «I Wasn't Looking at His Nice Ass: How to Play the
“Female Way”». Ee kosnnera MaTtunbga Ctajb, B CBOIO O4epe[ib, ClIpa-
IIMBAeT, KTO B MPUHLINIIE BO3MOXeH OHJaiH B urpe CS:GO («Who is
possible online? Technological affordances and social norms shaping
in-game identities») U HaCKOJBKO 3TO MY>KCKOE [I€JI0 — XBacCTaTbCs
CKMHaMU CBOET0 OPYKH4L.

JXKecTtokue BUAEOUTPLl — 3TO OTPa’k€HNE COBPEMEHHON MOJIUTH-
4YeCcKO¥ CHUCTEMBbl, He BCerza NpelBUIIeHHbIN Pe3yJbTaT BUPTYyanu3a-
LIJMM peasibHOTO MMUPA U B KOHEYHOM cyeTe Hacuius kanurana. ITo-
Mellasi UTPel B 3TOT PACIIMPEHHBIA KOHTEKCT, [IMutpuil BoitueHko
B cTatbe «The Violent Becoming: The Complications of Video Games
in the Order of Capital» 06bsicHSI€T, KaK OHU CUMYJUPYIOT — U CTUMY-
JIUPYIOT — CTAaHOBJIEHNE CYObeKTUBHOCTU UTPOKA. Vrpsl IPaKTUKYIOT
HaJl HAMU KaK MSTKHe, TaK U XecTKue (popmMbl KOHTPOJIS, Ha KOTOPbIe
WUI'POKHM OTBEYal0T MHOXXECTBOM Pa3jIMYHBIX CTPATETUil CONPOTUBIIE-
Hus. B 97011 cBsA3u BukTopust KOHCTaHTIOK aHANIM3UPYET, Kak BUpyCHAs
MHTEepPaKTHUBHAs UTPylLIKa BTOPraeTcsl B NMpUBaTHble LU(POBbIE IPO-
CTPaHCTBA, MSATKO MPUHYXAas CBOEro 4YeJIOBEKA-X03I1Ha K HEBPOTU~
YeCKU MIOBTOPSIEMBIM JIEICTBUSM B cTaThe «HeBupnmoe Hacunve: TH-
paHusl 6€CKOHEYHOCTU U HacJaXJAeHue B MHKPEMEHTaJIbHbIX UTpax
(na mpumepe urpsl “Esouka”, Stark Game)». Onupasich Ha MHOTOJIET-
HUU ONbIT B posieBoi urpe ArcheAge, Bukropus Bacunesckas 3aga-
eTcsl BOIIPOCOM B CBOel paboTe «A non-criminal pirate in ArcheAge:
creating ambivalence in the tribe by playing outside of the determined
social practices», 06513aTeIbHO I B 3TON Urpe ObITh IPECTYIIHUKOM,
YTOGBI CUUTATHCSI MUPATOM, M UTO TakKoe B KOHEYHOM CYETe 3aKOHBI
BUpTyasbHOro mupa. Hakonen, EBrenuii BasnuHckui B ctatbe «[1po6-
JleMaTHKa BOCCTaHMS CJIETIBIX B UTPOBOM NHAYCTPUU» paCCMaTpUBaeT,
KaK OIIBIT JIIOJIEH, INIIEHHBIX 3pEHH I, MOKET OBITh IIepeBEIeH Ha SI3bIK
BUJIEOUTD.

YkacHoe B UTpax — 3TO OJHOBPEMEHHO CONPOTHUBJIEHUE pallio-
HaJILHOMY KOHTPOJII0O U MYYUTEJIbHBIN, MOTEHIMAIBHO TPaBMUPYIO-
M OMBIT, CIIOCOOHBIN HaBCET[a UBMEHUTD TO, KaK UTPOK BUIUT cebs

TOPOS Ne1, 2022 | 19


https://www.zotero.org/google-docs/?g3UgrA
https://www.zotero.org/google-docs/?2Eimc3

u mup. Anema Cepajia onuceiBaet B cBoel ctatbe «Crudely, a Machine.
The Dream Machine Through the Lens of Russian Formalism», kak Tem~
Hasi MaTepus BbIPBIBAETCS M3-TI0J KOHTPOJISI B MaJIOOIO>)KETHOM, He~
TOPOIJIMBOM IJIaCTUINHOBOY uHAU-urpe The Dream Machine (2010-
2017), TBOpUECKU MHTEpIIpeTUpylolen Hacaeaue 3urmyHaa Opeiiga.

Hacunue Haz peasbHOCTBIO — BOT KPamnHSIS CTEINEHb >KECTOKO-
CTH, Ha KOTOPYIO LU(POBbIE UTPbl CTAHOBSITCS CIIOCOGHBI 6aronapsi
BCE BO3PACTAOLIMM TEXHOJIOTMYECKMM BO3MOXKHOCTSIM (pOoTOpeasnu-
CTUYHOU CUMYJISLIMYU BBIMBIIIJIEHHBIX MUPOB. B 6osiee mupoxkom du-
nocodckom cmbicie Tumyp XamaamMoB yIiy6JseTcss B BULEOUTPO-
BYIO CUMYJISILIAIO B KQU€CTBE MBICJIEHHOTO 9KCIIepUMEHTa, 0603HaYaeT
TeXHUYEeCKHe U KOHLeNTyaybHble TpebOoBaHUS K TaKOMy MeTony. [a-
mbeH CTI0OapT aHaMMU3UpyeT ocs3aTesbHbIN puabsk B urpe Deus Ex:
Mankind Divided. B cBoeit crtatbe «When Representations Become
Acts: Gamepad Vibration as Physical Violence in Deus Ex: Mankind
Divided» oH moka3sbIBaeT, Kak BHe3alHOe, IOTeHI[UaJIbHO Iyramoliee
BTOP>XEHHUE B YYBCTBEHHBIY ONBIT UTPOKA 3aCTABJISIET HAC [IEPEOCMBIC-
JIUTH NIOHSITHE O «TeJjle UI'POKa» U B KAKOM Mepe OHO COBManaeT (U1
He COBMajiaeT) ¢ HamuMm ¢usnyeckum tesom. HakoHer, JInzaBeta Ko-
rajleHoK MCCJelyeT HOBble NMPaKTUKU BHYTPUUTPOBOI doTorpaduu
KaK CBO€OOPa3HbIN CUMYJISIKP CUMYJISIKPA, Y KOTOPOTO HET U HE MOXKeT
ObITh pedepeHTa B peasbHOCTH.

B neparornyeckux 1eJisix Mbl BKIIOYNIINA B COOPHUK JBa aBTOPU30-
BaHHBIX IEPEBOJIa COBPEMEHHBIX aBTOPOB, KOTOPblE HAMEPEHHO Pas3-
IBUTAIOT PaMKU UCCJIEIOBAHUII UIP, BKJIIOYAsl B HUX HE TOJIBKO CBET-
JIyIO U BeCesylo, HO U TeMHYIO U, 6e3 IIpeyMeHblIeH!s], KOIIMapHYIO
CTOPOHY UIPOBOTrO OIbITA. B mepBoM ciyyae Mbl 3HAKOMUM HalIUX
PYCCKOSI3bIUHBIX YUTATEJIEN C aKTyaJIbHbIMY MJI€SIMU Ha CTBIKE UCCTIe-
JIOBaHUI UTPbl U KPUTUYECKON TEOPUM Pachl B CTaTbe «lrpa, meiTka
1 YepHbI# onbIT». O6panasch K YepHOMY OIMBITY aMepUKaHIIEeB, IIPO-
HCXOAMMX OT paboB, ee aBTop AapoH Tpammest 06bICHSET, YTO Ha ca-
MOM [IeJI€ UT'Pa He IPOCTO XXeCToKa. 1151 TOro, ¢ KeM UTpaloT, Urpa He
TaK Y ¥ 9acTO 6bIBAET MOJHOCTBIO TOOPOBOJIBHOM, 1 B 3TOM CMBICJIE
MBITKA — 3TO TOXE UTpa.

Bropoit nepeBoj, ctaThs «Bkian 3Be3qHOI UKOHOrpaduu B Mpo-
CTPaHCTBEHHYIO IPO6JIEMaTUKY KOMITBIOTEPHBIX UTP: CJIy4ail UTP-XOp-
popoB» (paHIy3CKOro ucciefoBaTess Menua I'mitoma Baiimernbe,
CTaBUT I10J, COMHEHUE [E€POMYECKUI HappaTUB OCBOEHMSI KOCMOCAQ,
BMECTO 3TOr0 O6paIasich K y>XXacy, IOpPOXAaeMOMYy GECKOHEYHO OT-
KPBbITBIM [IPOCTPAHCTBOM.

DTa KOJIJIEKTUBHAsI MOHOTpadus CcTaja pe3yjbTaToM TPeX MeXIy-
HapOJHBIX MEPOIIPUSITUII (ABYX CEMUHAPOB U KOH(epeHLINH), IpoBe-
IeHHbIX B 2017-2019 rogax B EBpONEncKOM r'yMaHUTapHOM YHUBEPCU-
teTe (BusbHioc, JIuTBa) nop arunoit coobmecrsa Games & Scholars,
a TakXe B paMKax [AesTeJbHOCTU JlabopaTopuu MCCeNOBAaHUMN BU-
3yaJbHOU KyJbTYPbl M COBPEMEHHOIO MUCKyCCTBa. Meponpusrtus
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NIPOXOOUIIN INIPU MOALEPKKE AKaLEeMUYECKOTO AelapTaMeHTa COLM-
asbHeIX Hayk U SIDA. Mbl BbIpaxkaem 6J1aroflapHOCTh BCEM aBTOpaM
9TOro CO0pPHMKA, BCEM YYaCTHMKAM M TOCTSIM HAIIUX MEPOIPUSTUMH,
HallUM JAPY3bSIM M3 MOCKOBCKOT'O COOOILIECTBa MCCieoBaTeseil urp,
netepOyprckoro LeHTpa ucciaenosanuil urp JIMKY, us coobmecTsa
uccienoBaresei urp SreanoHckoro yHusepcurera lvl.up u, HakoHel,
HalIUM IIPOrpaMMHBIM JOKJag4ymMkam: Tomamy MaiikoBCKOMy, JInamy
Muryenny u Tapery lloTTy. OTHEAbHAS 61aTOAAPHOCTD OTIIPABJISIET-
cs1 K Aapony Tpammeny u I'miiomy barilesnbe 3a X TeprieHue, IOHMMa-
HUe U NIOJJeP>KKY IIpU paboTe C epeBojJaMu 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
theyre 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
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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.
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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
,Pirates 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, [ 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 PVE 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, MOOUJIbHbIE, KOHCOJIbBHbIE) — ONUH U3
HauboJsiee xapakTepHbIX (PeHOMeHOB LUU(POBOIl KyabTypbl. OHU Ha-
CTOJIbKO OPTraHWYHO BOILJIM B HAIy >KU3Hb, YTO MBI 1a3Ke HE 00palaemM
BHMMAaHUS Ha TO, 4YTO UTPAIOT CErofiHs Bce. VirpoBast MHAYCTPUSs pac-
TET C KaXXJbIM TOLOM, BBIXOJSIT HOBbIE€ UTPbI, HOBbIE IJIAT(MPOPMBI I JI5
HUX, B 9TOi1 cpepe paboTaOT MUJIMOHBI Jitofel. KyJabTypHbIN CMBICT
BUJIEOUTDP BBIXOIUT JAJIEKO 3a IIPELEJIbl UTP CAMUX 110 cebe. Mrpel s1B-
JIAIOTCA TOM IMOBEPXHOCTDLIO, CLIEHOU, Ha KOTOPOW Pa3bIrPLIBAIOTCH
Y CTQHOBSITCS BUAVMBIMU XEJIAHUS MOJIb30BATEJEH, MOPOXKIAeMble
KaK COBDEMEHHBIMU TEXHOJIOTUSIMU, TaK U CUCTEMON MO3IHEro Ka-
nutanausma. K npumepy, MHOTOIOJIb30BATEJIbLCKME OHJIAITHOBBIE UTPBI
CTaJI1 He IPOCTO HOBBIM CIIOCOOOM Pa3BjI€4e€HUs], HO U CUCTEMOM U~
POKOTO COLMATIBHOTO B3aMMOMEHCTBUSL.

B paMKax JaHHOM CTaTbU MHE XOTEJIOCH 6Bl TOCMOTPETDb Ha BULIEO-
WTPBI C TOUKU 3PEHMSI HE TOJIBKO [ICUX0aHAJN3a, HO U KPUTUYECKOH Te-
OopUH, KOTOpasi MHKOPIIOPUPOBaja HEKOTOPbIE MCUXOAHATIUTUYECKHUE
ujerd B IOHMMAaHUM 4€JI0BEKa, CyObeKTa, OOLeCTBA U Pa3BUBAET UX
Jajiee B TIOHMMaHUU Pa3JIM4YHbIX KYJIbTYPHBIX U MEJUIHBIX POpM. Pedb
unet o6 ugesx Cnasos JKuxeka, [Jxxonu [luH, Andu boys, Tong Makro-
yaHa, bepHapa Ctursnepa, Mapka AHApueBrYa U Ap. DTU aBTOPbI CTAJIN
aKTMBHO 33/I€/ICTBOBATh NICUXOAHAJIUTUYECKUE MOHSTUS U ULEN OIS
OCMBICJIEHMS OOIIECTBA TMO3IOHEr0 KanuTajau3ma, MOCTMOIEPHU3MA,
JIUTEPATyPHOI Teopuu, KUHeMarorpada, BULEOUTP U UX IIEPCHEKTUB.
OHU BKJIIOYMJIA B CBOM SI3BIK PsiJl [ICUXOAHAJIMTAYECKUX MOHITUH, Ta-
KUX KaK, HEXBATKa, BJIeYEHNUE, yIIOBOJIbCTBUE, HACIAXIeHUe 1 ap. B To
e Bpemsl, ecyiu C. JKurokek 60J1blle IPUMEHSIJIM CUHTE3 [ICUX0aHAn3a,
MapKcU3Ma U APYTUX TEOPUI K aHAIU3Y JIUTEPATyPHBIX U KHUHEMATO-
rpadpudeckux ¢opm, k. Jun, B. Cturnep, M. Aunpuesuy, T. Makroy-
9H — K aHaJIN3y HOBBIX/LIUPPOBLIX MeJ1a, 6JI0T0B, COLIMAJIbHBIX CETEN,
TO A. BOyH — y>Xe HernocpeCTBEHHO K KOMITBIOTEPHBIM UTPaM.

Ilcuxoananus HUTPBLI:
NpeBpamiCHUEC TPpaBMbl B YIOBOJIbBCTBHC

OpHako, 06paTMcs 1J1g Hadasla K IOHUMaHWIO UTPbl U €€ POJIU B XKU3-
HU 4YeJIOBEeKa, ero IICUXUKY C TOYKU 3peHus ncuxoaHanusa 3. Opeiiza.
lrpa B KOHTEKCTE IICMX0aHA/IN3a — 3TO Ba’KHAS YaCTb PabOThI IICUXU-
YeCKOro arrapara, B TOM 4YUCJIE U B OIbITE PEOEHKA, KOTOPasl CBSA3aHA
¢ cumBosm3auueil. Mrpa y 3. Opeiifa npeacTaeT B Ka4eCTBe CIOCO-
6a CIIpaBUTbLCSI C yTPATOM, HEXBATKOM, B KAU€CTBE CIIOCO6a MOJTyYEeHUSI
YI,0BOJIbCTBUSL.
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B kavecTBe npumepa Mbl pacCMOTPUM omnucaHHyoo 3. dpennom
B pa6ote «Ilo Ty CTOpOHY IIPUHIUIA YIOBOJILCTBHUS» UTPY €ro BHyKa
OpHcrTa B Bo3pacre 18 mecsues Fort-Da (Ipo4yb — TYT), IpEACTaBIISIO-
Y10 CO60Ii CTPYKTYPY BCETo U3 JIBYX CJIOB. DTOT CIy4ail OblJI MHTE-
peceH MCUX0AHAJIMTHKY, TaK Kak B To BpeMs dpeiis 3aHUMAaICS PO~
6J1eMO¥1 HaBSI3YMBOI'O IIOBTOPEHMU S, IPUHYKEHUS K TIOBTOPEHUIO [TpU
TpaBMaTU4eCKOM HEBPO3E.

Y DpHcTa He 6bIJI0 0COGBIX CUMITTOMOB, OH 6b1J1 JOBOJIBHO CITIOKOEH
Y HUKOI7Ia He [1J1aKaJjl, KOTJa MaTh OCTaBJIsljIa €r0 Ha HECKOJIbKO YacoB,
XOTSl M OBLJ K HEU CUJIbHO NPUBs3aH. HO y HEro BO3HMKJIA MPUBBIYKA
6path J106bIe MEJIKUE MTPEAMETHI, KOTOPbIE OH MOT JJOCTAaTh, ¥ 3a6pachl-
BaThb UX B YroJl 10J], KpoBaTh. Korpa oH aTo JeJ1ajl, OH TPOMKO IPOTSIKHO
MIPOM3HOCHUJI — «0-0-0-0%, KOTOPO€E BbIPakajlo UHTEPEC U yIOBJIETBO-
penue. Ero matp cyurasna, YTo 5TO He IPOCTO MEXIOMETHE, a HEMell~
Koe CJI0BO «popT». 3. Opeiis MHTEPIIPEeTUPOBAJ TaKoe MOBeleHNEe KaK
CIIoco6 MOJYYUTh YIOBJIETBOPEHNE, 3ACTABIISIS BEIU YT,

Yepes HekoTopoe Bpemst DpHCT (30 MecsileB) cTaj UrpaTh ¢ Ka-
TYIIKOHN, Ha KOTOPOU 6blJI MPUBSI3aH KYCOK BEPEBKU: OH OTGPAChIBaJI
KaTyIIKy OT ce6s Tyna, Ije ee 6osiblle He 6bIJI0 BUAHO, TOTOM BbITa-
CKMBaJl OOpaTHO W IPUBETCTBOBAJI €€ IOSIBJIeHHWE PajloCTHhIM Dal!
(«Bot!»). Opeitn TakKe 3aMETHJI, YTO MaJIBYUK ITPOU3HOCKII 3BYK «0-0-
0-0» I10 OTHOLIEHUIO K cCaMOMy cebe, KOTZja OH, IIprcenas rnepem 3ep-
KaJIOM, 3aCTaBJIsLJI CBOE U306paskeHue ncuesaTs. [IcuxoaHaJIuTUK Ipu-
1IeJ1 K BBIBOZY, YTO pebeHOK BCeMU UTPyIIKaMU UI'Pajl B «yIIJIN». DTa
Urpa MosiBUJIach Ha MECTe OTCYTCTBUS B3POCJIOTO KaK IOBITKA pebeH-
Ka CIIPaBUTLCS C OTCYTCTBMEM, HEXBATKOM C MTOMOUIBIO IIPOCTENIIEN
CHMBOJIN3al1H1, IUCKYpCa U3 JByX DJIEMEHTOB.

9T0 HabmoeHue rpusesio Ppeiina K GyHIAMEHTaIbBHOMY BOIIPO-
Cy: CTaJIKMUBAEMCS JIU MBI 3[1eCh C METOZIOM OBJIaJleHUsl 60JIe3HEHHBIM
OIBITOM, aKTUBHO BOCIIPOM3BO/ISl €r0, KaK 3TO YacTo JeJIaloT NeTu, Ha-
IIpUMEP, Urpas B Myramolue Urpbl? «4acTo MOXHO BUIETh, 4YTO JETU
MOBTOPSIIOT B UI'PE BCE TO, UTO B KM3HU MPOU3BOJUT HA HUX GOJIBIIOE
BIIEYATJIEHME, YTO OHU MOTYT IIPY 3TOM OTPETYJIMPOBAaTh CUJYy BIIeYaT-
JIeHUS U, TaK CKasaTh, CHEJaThCs TOCIOofaMU NoJyokeHus» (Ppeiin).
B urpe pe6eHOK MOBTOPSIET Ja’ke HEMPUSITHbIE NTePEXXMUBAHUS, TaK KaK
6s1aroniapsi akTUBHOCTU OH OBJIAJI€BAaeT CUJIbHBIM BIEYaTII€HUEM JIyd-
1ie, 4YeM 3TO MPOUCXOAUT IMPU MACCUBHOM IepeskuBaHuu. Takum 06-
pasom, Urpa ¢ TOYKY 3peHus rncuxoaHanusa 3. Ppeiina — 3To BaxkHas
YyacTh OMbITa pebeHKa, KOTopas CBSI3aHa ¢ CUMBOJIM3ALMEN, 9TO CIIO-
€00 CIIPaBUTHCS C OTCYTCTBUEM, C HEXBATKOM.

Hig ncuxoaHanuTuka JKaka JlakaHa urpa Toxe CBsi3aHa C IIOBTO-
peHueM, ¢ MpUcoefuHeHNeM peGeHKa K CHUMBOJINYECKOMY MOPSIKY,
a TaKkXke C OTYYXXJEHUEM U HEXBATKOW. «HO 3TO He NMOBTOpPEHUE MO-
TPEOHOCTH B BO3BPAIlEHUY MATEPHY, ...a IOBTOPEHUE YXO[la MaTEPU KaK
MPUYMHBI [IOCTUTIIEro CyObeKTa paclienyeHus, Spaltung, — pacie-
TJIEHUS], C KOTOPBIM CIIPaBJIsieTCsl pe6eHOK UTPOI B ITepeMesKalomuecs
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fort-da, mam u 3decv, YepegoBaHUEe KOTOPBIX HalleJIeHO JIMIIb Ha TO,
YTOGBI [J1s1 DTOT0 Mma ObITh 30ecy, a AJis TOro 30ech 6bITh maumy (Jla-
KaH, 2004, c. 70). Mrpa omnocpenyeT OTHOIIEHUS! MEXAY YeIOBEKOM
u Jpyrum. YToObl 3aCTaBUTh YTO-TO MOSIBUTHCSI U HUCUYE3HYTh, HYXK-
HO 3aMEHUTb ITO 3HaKaMu, CUMBoJIaMU. «Ha camoMm piee, B ByX $Ho-
HeMax dTUX HaXOAUT BOIJIOLIEHUE HE 4YTO MHOE, KaK MEXaHU3M OT-
gyxpgeHus...» (Jlakan, 2004, c. 255). CornacHo JlakaHy, yesnoBeyeckas
CyOBEKTUBHOCTb M3HAYAJIBHO PACKOJIOTA, COJEPXKUT B cebe HexBaT-
Ky, KOTOpasi HUKOT/1a He MOKeT ObITh ITOJIHOCTHIO IIpeososieHa. Kpome
TOTO, YejioBeyeckasi CyobeKTUBHOCTDb KaK peasibHa, TaK U BUPTYyaJlbHA.

Bo6 Pexak ofiyH U3 EPBBIX [TPeCTaBUJ KOHLIETILIHNIO YTEHUS BUI€0-
UTP C JJaKaHOBCKOMU IIePCIEeKTUBEI B CTaThe «Vrpa B 6pITHE: ICUX0AHATU3
u aBaTap» (Pexak, 2003). B cBoeil pa6oTe Kpome JlakaHa OH TaKk>Xe OIU-
paeTcs Ha MCUXO0AHAMUTUYECKYIO TeopHio KMHO 1970-x romos K. Met-
1a. B crarbe oTMEvYaeTcsl BAXKHOCTb [TOBTOPEHM S /IIMKJIOB KaK B UIPaXx,
Tak U B IicuxoaHanuse. Anpu boyH nosaraet, 4TO BUAEOUTPHl CETOM-
HS B LIEHTpe O6IeCTBEHHO! >KU3HH, a ICUX0aHAN3 — 3TO BaXKHBINA UH-
CTPYMEHT [1J151 IOHMMaHN s BUJIEOUTP, B TO BPEMSI KaK BUJEOUTPbl — 3TO
OJIMH U3 CIIOCO60B IMIOHMMaHUSI COBpEMEHHOT0 obiecTBa (Bown, 2015).

C ogHO CTOPOHBL, 3TO YCTPONCTBA, KOTOPLIMU YIIPABJISIIOT JIIOAY,
C IPYyTO¥ CTOPOHBI, BASKHO IOHSTh TO, KAKUM 06pa30M JIIOAYU CaMU SIB-
JISIIOTCSL yCTPONCTBAMMU, YIIPABJISIEMBIMU UTPaMU. «['0BOPS, 4TO UTPHI —
3TO YCTPOMCTBA, KOTOPbIE YIIPABJSAIOT HAMHU, 1 UMEIO B BUY, YTO HO-
BbI€ TEXHOJIOTMH, KOTOPBIE IOSBUJIUCH B MOCJIEAHNUE HECKOJIBKO JIET
Y UMEIOT CBOU KOPHU B BUIeourpax, Takue Kak Al, VR u AR, 3acras-
JISIIOT HAac 4yBCTBOBATh U JyMaThb [10-HOBOMY». Irpel y4aT NOHATH 110~
JINTUKY Hallero HacjaxpaeHus. [IoTeH1uan ux B TOM, YTOOH! CHEJaTh
TaKkue BUJb! YAOBOJIbCTBUS BUAUMBIMY, TIOMOYb HaM ITIOHSTb UX U CE0s
(Bown). Buzieourpel MEHSIIOT TO, KaK MBI AyMaeM, OTHOCHUMCS K ApYy-
T'MM, UCIBITBIBAEM BMOLIUM. VIrpbl MEHSIOT BCE: OT YAOBOJILCTBUS [IO
OT/bIXa, OT APY>KOBI 10 JIIOOBMU.

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

Buzeourpsl Kak coluasibHble 1 UHAUBUAYaJIbHbIE SBJIEHUS], 6€3yCII0B-
HO, Ba)KHO PacCMaTpUBaTh B 60Jjiee IIMPOKOM KOHTEKCTE: B KOHTEKCTE
JIOTUKYU COBPEMEHHBIX KYJIBTYPHBIX (POPM, KOMMOAUPUKALIUY KeJla-
HUS U BJIEYEHUS], KaK CJIOXKHbIE COLMaJIbHbIE [TOCTPOEHUSI, KOTOPbie
B TO X€ BpPeMSI IIEPEXKUBAIOTCS Ha JIMYHOM U HSMOLIMOHAJIBHOM YPOBHE.
A Tak Kak oblee I1ojie CUHTe3a KPUTUYECKOU TEOPUHU U NICUX0aHaJ -
3a KaK pa3 ¥ 3aKJII04YaeTcs B aHaiu3e GOpMUPOBAHUS CYObEKTUBHOCTU
B MeperIeTeHUU COLMAJIbHBIX, KYJbTYPHBIX, SKOHOMUYECKUX MeXa-
HU3MOB, [I03TOMY UMEET CMbICJI OOPATUTHCS K TEM aBTOPaM, KOTOPbIe
paboTaloT B JaHHOM HaIlpaBJIeHUU.
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CerogHsuiHee OOIECTBO — 3TO MOCTOSHHOE TIOJTajIKMBaHUE
K 6e3rpaHMYHOMY HACJaXIEHNI0. DTO CBSI3aHO IMPEXK[e BCETro C TEeM,
KakK I0JIaraeT psj, COLMalbHO-KPUTHYECKUX TeopeTUkKoB (C. JKmxex,
Ix. OuH, T. MakroyaH, B. Ctursnep, A. BoyH), 4T0 COBpeMeHHBIiT Kanu-
TaJIM3M OCHOBAH Ha Hexedmke U JIOTUKE 8JeueHUs, a 3HAYUT, Ha CO3Ta~
HUU U [I0AJeP>KaHUM HEIOJIHOTO Y OBJIETBOPEHMUSI.

BredeHue B NCUXO0aHAJIUTUYECKOM CMBICJIE — DTO He HeCKOHed-
Has Kaxkjia Kakoil-TO Bely (Tak Ha3blBAEMOT0 YaCTUYHOTO OOBEKTa),
a ¢pukcauus Ha camoii yrpare. [1o mueHuio C. J)Kukeka, Ipy nepexone
OT >XeJIaHUs K BJIEYEHUIO TIPOUCXOJUT IEPEXO] OT YTPAueHHOIr'o 00b-
€KTa K yTpaTe KakK 0O0beKTY, TO €CTb JIOTHKA BJIeYeHUs 3aKJo4yaeTcs
B TOM, YTO OHO CTPEMUTCS K OCYLIECTBJIEHUIO camoii yTparsl. C. XXu-
>KeK obpamlaeT BHUMaHME TakXe Ha TO, YTO JJIsi HOBBIX/IM(POBBIX
MeMa XapaKTepeH MapajiokCc 6€CKOHEYHOCTH, U3ObITOYHOCTH. [Ipu-
cyTcTBUE [Ipyroro/npyroro B KOHTEKCTe HOBBIX MeZua KaK HEXBaTKU
TepsieTcs, U 9Ta HexBaTKa B JIpyrom/Ipyrom oKasbelBaeTcs Aaxe repe-
nosiHeHHOU (KoHCTaHTIOK, 2017).

®paHnysckuii punocod, anrpomnosnor bepuap Cruryep Takxe 11o-
Jlaraert, YTO COBPEMEHHBIN KaMUTaJIu3M — DTO JIMOUAMNHAIbHAS DKOHO-
MMKa, KOTOpasl YHUUTOXKAET )KeJIaHUE U OCHOBaHA Ha JIOTUKE BJI€YEHNU S
(Crurnep, 2012, c. 29). Tonn MakroysH, ocjyenoBaTesib J1aKaHOBCKUX
W€l B KOHTEKCTE M1, IOJIUMTUYECKON U COLIMAIbHON TeOpUHU, IpyU-
JIep’KMBAETCsl aHAJIOTUYHOW TOYKM 3PEHMS, YTO KalUTalU3M CBSI3aH
C NONJEP’)KAaHUEM HEIOJIHOTO YIOBJIETBOPEHUS, UMUTUPYET CTPYK-
TYpy XejaHus cyovekta (Mcgowan). Mapk AHApUeBUY 10JIaraet, YTo
VHT€PAKTHUBHbIE 1 KOMMYHUKAIIMOHHbIE BO3MOKHOCTH HOBBIX LUPPO-
BBIX TEXHOJIOTMH YCIIEIIHO alallTUPYIOTCS K 3a7ja4aM KanuTaaucTuye-
CKoro pbiHKa (Andrejevic, 2009).

[To mMHeHuio K. lvH, paclimpeHue U UHTeHCUUKAIUs KOM-
MyHUKaLMHY, a TakKe pa3BjIeKaTeJIbHbIE CETU JAI0T HE JIEMOKPAaTHUIO,
a YTO-TO COBEPUIEHHO APYroe — KOMMYHUKAMUBHBLIU KANUMAIUSM,
KOTOPBII KaK pa3 TaKu NPOLBETAET U3-3a IIOBTOPSIOLIENCS MHTEH-
cuBHoCcTH ByeyeHus1» (Dean, The Real Internet, 2010). KomMyHuKa-
THUBHBIN KallUTaJM3M I0Jpa3yMeBaeT COMMKeHne NeMOKPaTUU U Ka-
MMATaIM3Ma B KOHTEKCTE CETEBbIX KOMMYHUKAL MU U Pa3BI€KaTEIbHbIX
Mmenua. U ecay UHIyCTpUabHbIA KallUTaJlM3M OCHOBBIBAJICS Ha 9KC-
IJlyaTalluu TPyZAa, TO KOMMYHUKATUBHBINM KaNUTANIU3M — Ha 9KCILTY-
aTanuy KoMMmyHukanuu. CoBpeMeHHble ceTeBble/INdpOBbe Menua,
corsniacHo [IX. JIMH, 3axBaThIBAIOT I10JIb30BATEJIEN B CETSIX HACJIAXK-
IleHUs], IPOM3BOAICTBA U HabioneHus. B cBoeil kHure «Teopus 6110~
roB: oOpaTHas CBS3b U 3axBaT xesaHus» (2010) k. [JuH, aHanusupys
coluanbHble ceTH, 670rH, 6s0rocdepy, BBOAUT HOBBIN TEPMUH «6J10-
ronesnar» (blogipelago) — mepBas 4acTb TepMUHA NOIPAa3yMeEBAET CO-
3[laHMEe BUAMMOCTU COOOIECTBA, TOITIa Kak BTOpasi yKa3bslBaeT Ha (ak-
THYeckoe pasjeseHue Mexnay noabzoparensimu (Dean, Blog Theory,
2010). KanutanyuamMy BeIrOlHA COLIMAJIbHASI aTOMU3ALIUS U CTUMYJISAL S
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MHIMBUAYAJbHOTO YIOBOJBCTBUS. LludpoBble Menua MPUTATMBAIOT
16UI0 YesaoBeKa obenraHreM U36bITOYHOTO YI0BOJIbCTBUS. KoMITbIO-
TepHble, MOOUJIbHBIE UTPhI TakKe dPPEKTUBHO 3aTIOJIHSIIOT HEXBATKY,
HCIIBITBIBAEMYIO CYOBEKTOM. PacCMOTpeHNe KOMITBIOTEPHBIX UTP Kak
BUPTYyaJIbHBIX MUPOB, BhIPa’KaOUIUX CTPYKTYPY KeJaHUH, II03BOJISIeT
MOHSATDb «PeajibHbIil MUP» U CTPYKTYPBI BJIACTH, KOTOPbIE MO IEPKU-
BaloT 061eCcTBO roTpebaeHus (Matthews, 2011).

VIrpel, C OIHOW CTOPOHBI, IIPOTUBOIIOJIOKHBI TPYLY U CBSI3aHBI CO
cdepoii pa3sBieyeHuil. OJHaKO OTBJIEYEHNS U TP, — IBE CTOPOHBI Of-
HOMU Y TOH Xe Mefiasiu. YIOBOJIbCTBUE OT PEryJSPHOTO OTBJIE€YEHNU S 1B~
JISIeTCS BaXKHOIT YaCThI0 U HaIIero OTHOUIEHHUS K TPYyZAy. «B pasBuTom
KanuTtajan3me 3a6aBa CTAaHOBUTCS MPOJOJIKEHUEM TPYIa, a UILYT ee,
YTO6GBl BpEMEHHO 3a0bITh O paboTe U BHOBb 06peCTH Cujbl U popmy
K MOMEHTY CJIeYIOIIero CTOJIKHOBEHUS C Hei» (Bown). Bumeourpsl —
9TO OTBJIEYEHUS], KOTOPblE OrPaKAAIOT OT PparMeHTapHOTO, OTYYK-
JIIEHHOTO OTHOILIEHMS C PeaslbHOCThIO, corsacHo Andu boyH. C npyroi
CTOPOHBI, CBOOGOZHOE BpeMsl, JOCYT, OTBJIEUYEHMS TaK>Ke CTajd IIPO-
M3BOJICTBEHHBIM ILJIAIJAPMOM, OOBEKTOM KYJIBTYPHBIX WUHAYCTPUU
1 HOBBIX Menua (Andrejevic, 2011), TeCHO CBSI3aHBI C KOMMEPUECKON
SKCIJTyaTallel COLMabHbIX OTHOMEHNH 1 KOMMYHUKALIUY (C FedAMU~
¢dukanuein u sKCIayaTaleil HeXBaTKu).

Takum o6pa3oMm, LUGpPOBbBIE MeNNA, B TOM YHUCJIE COLMAbHbIE
CeTU U BUIEOUTPhl, OKa3bIBAIOTCS BOBJIEYEHHBIMU B IIPOTUBOPEYUBbHIE
IIPOLIeCChl COBPEMEHHOTO OOLIECTBA: C OLHOW CTOPOHBI, OHU COHEii-
CTBYIOT CO3[IaHMIO U CBOOOIHOMY OOMeHy MHpoOpMauuen (MHTepak-
TUBHOCTb, COy4YacCTHe, MPOChIOMEPCTBO), C APYTON — TECHO CBSI3aHBI
C KOMMEPUYECKOHN 3SKCIJIyaTallMe€Nl COLMAJIbHBIX OTHOLIEHUN U KOM-
MyHUKanuy. Onupasich Ha uer JaKaHOBCKOTO MCUX0aHan3a, Bhllle
pPacCMOTpeHHbIe aBTOPBI IIO3BOJISIIOT MOHSATD TO, KaK LIU(PPOBBIE TEXHO-
JIOTUM HATIPaBJISIOT CO3HAHUE YeJIOBEKA, a TaKKe CTPYKTYPYy OTHOIIe-
HUI1 CO BCEMU TEXHOJIOIMYECKUMH pa3BiedeHUsIMY, KOT/ia OHU CTaju
MTOBCEMECTHBIMU.

MexaHU3Mbl 6€CKOHEYHOCTH U YLOBOJIbCTBUE
B CETEBO MHKPEMEHTAJbHON Urpe «Ejoyka»

[TpunoskeHus 1Jist MOOUIIBHBIX TeJie()OHOB, COLIMAJIbHbIE CETHU U BUZIEO-
WIPbl UT'PAIOT BaXKHYIO POJib B (POPMUPOBAHMY aKTUBHOCTU B COBpE-
MEHHBIX MOTPEOUTENIbCKUX OOIIeCTBax U MOMOTAIOT YAOBJIETBOPUTD
caMble pa3HoOGpa3Hele skeaaHusl. Ho B Kakol cTereHu caMU sKeJlaHu s
CO3JAI0TCS UJIN YCUIMBAIOTCS TEXHOJIOTUEN?

Ecnu yriny6uTbes B TO, YTO UMEHHO 3aHUMAaeT BpeMsl JII0jieil B MH-
TEpHEeTe, TO BTO, IPEXIE BCEro, COLMAJIBHBIE CETHU, MECCEHI KEPHI,
YouTube. ComuanbHble CeTHM aKTUBHO 3allyCKalOT U TOJJep>KuBa-
IOT UIPhl, B KOTOPbIE UTrPAIOT 3aPETrMCTPUPOBAHHBIE IIOJIb30BATEJIU.
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B 1laHHOM pasfesie XOTeJoCh Gbl PACCMOTPETD BUeourpy «Emoukay
(Puc. 1, 2), cosmannyio 6enopycckum 6penpom Stark-studio (http://
starkstudio.by), koTopas Bnepssle Bbiia B cBeT B 2010 rony 1, Ha riep-
BBII B3IJIS1]], HUKaK He CBSI3aHA C HACUJIMEM, U3YYUTh MEXaHU3MBI Gec-
KOHEYHOCTHM U BJIEYEHUS] B Hell. DTO MHOIOI0JIb30BaTeIbCKasl Urpa
B J)KaHpe SKOHOMHUYECKOU CTpaTeruu, KOTopasi MoCTPOeHa Ha JIOTUKE
HakorleHus. Mrpa pacnpoctpaHseTcs no monenu free-to-play (yc-
JIOBHO-0€CIIJIATHBIX UTP) Yepes coluasbHble ceT VK, «OnHOKIacCHU-
Kn», «Moit Mup», Facebook 1 numeeT 60JbIIyI0 NOMYJISPHOCTh CPEOU
II0JIb30BATEJIEN DTUX CETEll Ha IOCTCOBETCKOM IIPOCTpaHCTBe. [Ipen-
I10JIaraeTcsi, YTO B CKOPOM BPEMEHU UT'Pa MOXKET IOSIBUTLCS U Ha I1J1aT-
dopme SAupexc.Virpsl. B Hee MOXKHO UrpaTh Kak Ha KOMIIBIOTEPE, TaK
u Ha cMapTdoHe. [IPOeKT eKeroHO NnepesanycKkaercs, TO €CTb BUIO-
M3MEHSsIeTCs IU3aiH IOJISIH, OObEKThI, IepCOHaXH, MexaHuku. Ove-
penHas Bepcus «E104KU» BRIXOOUT OGBIYHO B HOA6pe-IeKabpe.

Puc. 1, 2. icmouHuK: CKpuH 9KpaHa urpsl B VK
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Urpa «Esouka» — 3TO CII0KHO-CTPYKTYPUPOBAHHbINA MTPOrPaMM-
HO-TE€XHUYECKUIN KOMILJIEKC, KOTOPBIN BbIIEPKMBAeT OOJblIME Ha-
TPY3KU B I€CSATKU MUJIJIMOHOB MoJib3oBaTtesnen. K konny 2014 roga Ko-
JINYECTBO UI'POKOB IpeBbICUIIO 40 MUJIJIMOHOB. Busneourpa e>xeronHo
3aHMMAET TONOBbIE N103MLMU B couuanbHbIX ceTsix VK u «OpgHokmacc-
HUKW» KaK OJHA U3 CAMBIX MOMYJISPHbIX U IPUOBIIBHBIX UI'P. DTO Ka-
3yasibHas urpa (Juul, 2010), To ecTs nmpefHa3HaYEHHAs OJIs LIMPOKOTO
KpyTra IOJIb30BaTeseil, UMeIoIasl IpuBJeKaTeJIbHyI0 rpaduKy, Ipo-
CThle TIpaBUJIa U IOHATHBIE MEXaHUKH, MO3BOJISIONME JIIOOOMY uYe-
JIOBEKY JIETKO «BOWTH» B UI'PYy U pa3obpaThcs B ee mpaBuiax. Mrpo-
KM — I0JIb30BaTeIM MYKCKOTO M KEHCKOTO IoJa (C ImpeobyiajanuemM
SKEeHIIVH), B Bo3pacTe oT 12 1o 64 sieT, pa3iMyHOTO COLMAIbHOTO CTa-
Tyca, YPOBHS 06pa3oBaHUs U BepoucnoBenaHusi (MupoHosB, ByTbka,
I'moBankuii, BaspueBckas, 2017, c. 375).

Kpome Toro, urpa TeCHO CBs3aHa C IPa3[IHUYHON KYJIbTYPOI,
B YaCTHOCTM C OJHUM M3 OCHOBHBIX NPa3fgHUKOB — HOBBIM TronioM,
Y IPMBJIEKAET PYCCKOS3bIYHYIO ayJIUTOPUIO CETU B NPEAIBEPUHN ITO-
ro co6nITUsl. MHOTME UTPOKHM B OT3bIBAX OTMEYAIOT, YTO CKaYMBaIOT
Y UTPAIOT B Hee KAKABIU T'Of [J1s1 TOTO, YTOOBI Oy TUTh NPUGIIKEHNE
u atMocdepy HOBOTOZIHEro Ipa3fAHuKa. 1l eciu paHblile JI0AU BCTpe-
yasiu HoBBIN rofi IPEMMYIIECTBEHHO II€PE], TEIEBU30POM, TO CETOM-
HsI — OTKPBIBas MOIaPKU U O6MEHUBASCh [03/IPABJIEHUAME B «E10uke».
Kpowme Toro, 1 K Jpyrum npa3gHuKaM, akTyaJabHbIM Ha IOCTCOBETCKOM
IIpOCTpaHCTBe, 6ynb To [leHb cBsitoro BanenTtuHa, 8 Mapra, Ilacxa,
1Mas u npyrue, B Urpe Tak>ke Ipuypod€Hbl pa3jIn4Hble 0 apKH, CIOp-
MpuU3bl, aKLIMH, COOBITUS, NTO3TIpaByIeHus. B nocjenHue ABa roja craaiu
MOSIBJISITCS MOJISIHBL, CBSI3aHHbIE C KYJIBTyPaMU JIPYTUX CTPaH — KU-
Talickas, eruneTcKasl, MEKCMKaHCKas, CKaHIMHaBCKasl.

Puc. 3. icmowHuk: CKpUH 13 rpyninbsl urpsl B VK
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B 1nesioM npa3gHUKY U MeJa TECHO CBSI3aHbl B KyJIbType. «Tpanu-
IIMOHHO BakHeiuen QyHKUMeN Npa3fHuKa U Mpa3fHUYHONI KYJIbTy-
PBI B LIEJIOM SIBJSI€TCS UAEHTUPUKAIIMOHHAS PYHKIMS — KaK BO3MOX-
HOCTb OCO3HATh U MEPEXUTb CBOIO IPUHAJJIEXKHOCTD K TOU UJIA UHOU
KYJIbTYPHOI1 11€JIOCTHOCTHY MIOCPEACTBOM MaHUdecTaluy 00muX ¢ Her
LIEHHOCTEN, CHMMBOJIOB, MOZEJI€il NMOBENEHUs U T.7. B puryasbHbIX
Mpa3gHUYHBIX IEUCTBUSIX BO3HMKAET AIMOIIMOHAJIbHAS CBsI3b, O6ecIe-
YMBalollasl UX Y4YaCTHMKAM 4YBCTBO YKOPEHEHHOCTU U NPUHANJIEXK-
HOCTH, CTOJIb HEOOXOJVMOE€ 4YeJIOBeKy IepexkuBaHue». (Mambiru-
Ha, ApTiomkuHa, 2016, c. 33). MosKHO cKa3aTh, YTO UTpa «Enouka» yKe
Ha npoTsikeHun 10 sieT peanusyeT 3Ty UAEHTUDUKALUOHHYIO QYyHK-
LIMI0, @ TAKXKE CO3[aeT U MOALEPKMBAET HOBbIE NIPAa3JHUYHbIE PUTY-
aJibl, Tpaguuuu. Eciu npasgHuKky U npa3gHUYHblE MEPOIIPUSITHUS 1107,
BJIMSIHUEM TPaJULMOHHBIX MeJua (KMHO, TeJleBUNeHHe, HallpuMep)
NpeBpallalTCsl CKOPEE U3 JEeCTBUS B 3pEJulIE, TO B BUJEOUTPAX —
Hao60poT. VIrpOK He MPOCTO 3pUTesb, HAGIOAATE b, HO U aKTUBHBIN
coyyacTHuk. To ecTb «EJ10uKa» Ha POTAKEHNU BCETO rofja U BCEX Ce-
30HOB O6ecIieyrBaeT MeJUiTHOe ONOoCpeloBaHue Mpa3gHUKOB. MMu-
THUPYsI peajibHblil MUP, OHA CIIOCOOCTBYET BhIPAGOTKE, COXPaHEHUIO
Y IONYJISIPU3aLUM KYJIBTYPHBIX U IPa3AHUYHBIX TPALALUA.

CyTb urpsl «E109Ka» 3aKIH04aeTCs B COGMPaHUM BOJIIEGHBIX Ma-
JIOYEK, B BBIIIOJIHEHUU 3aJaHUH, yIIy4lIeHUU rnepcoHaxe ([ex Mopos,
CHerypouka, nuTomel]), o66eKToB (Tepem Jlena Moposa, JOMUK NH-
ToMm1La, GpabpuKa UI'PyIIeK U [Ip.), CE30HHBIX MOJISTHOK (3UMHSIS, BECEH-
HSISl, JIETHSISL, OCEHHSIS, HO MOTYT ObITh U MEeKCe30HHbIE IMOJISIHBI, CO-
I03HbIE TIOJISIHBI), B IPOXOXKIEHUH yPOBHEN. Kaxkaas nosisiHa ConepsKuT
CBOU UTPOBbI€ MEXAHUKU U YHUKaJIbHble OOBEKTHl. KaXkablil 0OBEKT
WJIA TIEPCOHaXX IMPUHOCAT NMPUOHLIb B BUIE Pa3JIMYHBIX PECYPCOB —
BOJIIIEOHBIX T1aJIoYeK, pyOMHOB, KJIOYel, CHESKUHOK, MOHeT. [Tanod-
KM IIPOM3BOASITCS, BBINIAAAIOT U3 NIONAPKOB, CYHIYKOB [Py3€ii, Kojec
$opTyHBI U Ap. B urpe MO>KHO OCYIECTBISATh G€CKOHEYHBIE YIyylle-
HUSl. 3[4€Chb MOMEHTBI «CTaHJIAPTHOTO JOXO[a» YEPENYIOTCSI C MOMEH-
TaMM yJa4u (Halpumep, UCIoJIb3yeTcsl Koaeco GpopTyHe! u Ap.). B Ta-
KMe IIepuojibl UTpa OCTaBJIsIeT 0C060€e YAOBOJIbCTBUE, TaK KaK UTPOK
ObICTPO TpoBUTraeTcs 1o ypoBHAM. U naske ripu 100% yny4meHny o~
JISTHBI MOSKHO IIPOAOJIKATh yIy4lIaTh HEKOTOPble OOBEKTHI (TUTOMIIA,
Harpumep), CO6MpaTh MOBTOPHO MTPYIIKU IOJISIHBI elle MpUu6Iu3u-
TEJIbHO B TEYEHHUE TOfia NIOCJIE€ BbIXOJA HOBOW Bepcuu. To eCTb UTPOKHU
Tapa’suieIbHO MOTYT UTPaTh B JIBE «EJI0YKM», HOBYIO U CTapyIo.

«Es104Ka» OTHOCUTCS K KaTeropuu TakK Ha3bIBAEMBIX WHKPEMEH-
TaJIbHBIX UTP, IN6O KX ellle Ha3blBaloT aiifiepsl (idle game), 160 K-
Kepbl — JIEHUBbIE UTPBl, KOTOPbIE UI'PAIOT caMU II0 cebe. VIx urposou
MPOLIECC CBSI3aH C BBIIIOJIHEHUEM JJOCTAaTOYHO IIPOCTHIX AEUCTBUM, Ta-
KUX KaK MHOT'OKpPaTHOE Ha’kaTHhe Ha MBIIIKY JIN60 3KpaH cMapT(doHa,
a TaK>XE C TeM, YTO HEKOTOPbIE€ PECYPCHI MHOT @ HY>KHO IIPOCTO >KAaTh
onpezesieHHOe KOJINYeCTBO BpeMeH!U. [TIaBHBIM 37IEMEHTOM ITOI06HbBIX
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UTD SBJSETCSI TIOCTOSIHHBINA POCT YUCEeJ, YPOBHEI, peCypCoB, YTo, 110
MHEHHUIO psifia UCCcileloBaTeel, U JOCTaBJsIeT 0cob0e yIOBOIbCTBUE
WUI'POKaM, HECMOTPSI HA MOHOTOHHOCTb U MOBTOPSEMOCTb T€HMILIes..
VIMEHHO OCHOBHOW LIMKJI, COCTOSIIIAIN U3 HAKOIJIEHUSI PECYPCOB, UX
MOCTOSIHHBIX TPAT U YCKOPEHUS 10X0[1a, OIlpeiessieT XXaHp U BbIIess-
et ero cpeau urp (Kunr). OCHOBHOI €11oco6 MoHeTu3anuu 114 «Eiou-
KU» — BTO BHYTPUUTPOBble MOKYIIKH, KOTOPbI€ IOCTYIIHBI, Ipexie
BCETO, [JIs1 POCCUIICKUX T10JIb30BaTEJIEN COLMAJIbHBIX CETEM.

OpHOU M3 CaMBbIX YCIEUIHBIX WHKPEMEHTAJIbHbIX WTp SIBJISIET-
csg FarmVille (2009) — cumynstop ¢pepmMbl C MEHEJKMEHTOM pecyp-
COB. IrpOK MOKyIaeT 3eMJII0, Ha KOTOPOI1 BEICAXKMBAET CBOM Oy yLInii
yposKaii, pa3BOAUT CKOT, [IOTOM BCE 3TO COOUPAET, TPOAAET, YTOOHI [10-
JIVIUTh NEHbI'M U KYIUTh ellje 60Jblie 3eMJIU, U TaK 10 6€CKOHEYHO-
ctu. JKenaHue BbICMESITh NOJNOOHBIN 6€CKOHEUHBIN I'PUHJ, BBIJINJIOCH
B CO3JlaHMe TaKUX UTp, Kak Progress Quest (2002), Cow Clicker (2010).
OpHaKo IMOMNBITKU NMPOJEMOHCTPHUPOBATh, HACKOJIBKO Takue UTPhI Iy-
CTbI M 6€CCMBICIIEHHBI, I0KA3aJIU, YTO BCE HE TaK IIPOCTO U TaKue UTPhl
BCE PaBHO SIBJISIIOTCS JOCTATOYHO MOMYJISPHBIMU. HekoTopsle UHKpe-
MEHTaJIbHble UTPHI [I03BOJISIOT UI'POKaM UrpaTth 6eckoHedHo (Cookie
Clicker, 2013), B spyrux MO>XXHO AOCTUTHYTbh KoHIa urpsl (Candy Box,
2013). HaraH I'peficoH 0OBSICHSIET MOIMYISIPHOCTh MHKPEMEHTAbHBIX
UTD Te€M, YTO OHU OTBJIEKAIOT YEJIOBEKA OT €5KeJJHEBHBIX 3200T U JIeTKO
BIIMCHIBAIOTCS B MOBCEJHEBHYIO XXu3Hb (Grayson). Ho oHM He IpocTo
JIETKO BITMCBHIBAIOTCS, HO M OCOOBIM 06PA3OM CTPYKTYPUPYIOT KU3Hb
YeJIOBEKA U ero Bpems, IoOYyKJaloT K 6ECKOHeYHOMY UI'PDOBOMY IIPO-
LIECCY U YJIOBOJIbCTBUIO OT HETO.

VIrpel B COLMAIbHBIX CETSIX aKTUBHO UCIOJIb3YIOT MHKPEMEHTaJlb-
Hble MEXaHUKU, YTOObI UTPOKU UTPajid Kak MOXKHO JoJblie, B Ulea-
J1e — BECh rofi, a [I0TOM U CJIEIYIOIIMiA, TO eCTh GeCKOHEe4HO. B paccma-
TpUBaeMoii Hamu urpe «EJiouka» Takke paboTarOT MHKPEMEHTAJIbHbIE
MEXaHHU3MBbI, KOTOpble OYKBAaJIbHO IOJTAJIKUBAIOT K OECKOHEYHOMY
yI0BOJILCTBUIO, 3aCTABJISISI UTPOKA PETYJISPHO 3aXOAUTh B UTPY:

1. Harpapma 3a exegHeBHble IoceuieHus urpel B TedeHue 100,
150 pHew u T.4. Eciv ke UrpoK MPOMYCTUT XOTs 6bl OAVH JIeHb, TO BO3-
MO>KHOCTb ITOJTy4YeHUs] Harpajpl 3a IO0O6HOE TOCTHUKEHNE CIBUTaeTCsl.

2. OpgHu 3a7aHusl OGHOBJISIIOTCS Yepes IoJiyaca, Apyrue — yepes
4 yaca, TpeTbu — 4yepes CcyTKU. To ecTb cama uUrpa jaeT MoHATh, YTO
peryJspHoe BO3BpallleHue — 3TO BBITOIHO, TaK KaK TakKUM 06pa3om
WI'POK MOJTy4yaeT 60JIbliIe PeCcypCoB AJs MOCAeAYIOMUX YIydIeHN .

B «Enouke 2020» (mo cpaBaeHuto ¢ «Enoukoit 2019» u 6osee paH-
HUMU BEPCUSIMU) Y UT'POKaA MOSIBJISIETCS 60JIbliIe CBOOOABI C MIIAHUPO-
BaHMEM BpEeMEHH, TaK KaK €CTb BO3MOXKHOCTb CAMOMY BBIOpATh, KaK
4acTo 3aXO[UTh B UTPy. Harprumep, MOKHO BbIOPATh IIOMOIIHUKA, KO-
TOPBIN NPUHOCUT IAJIOYKU — yepe3 1 NeHb, yepe3 8 yacoB WM de-
pes 4 Jaca. I yeM MeHblllee KOJIMYeCTBO YacOB BhIOMpPAET UTPOK, TEM
6osbiie ero moxon. Takum o6pasom, Urpa omnpefesieHHBIM 06pa3oM
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CTPYKTYPUPYET HE TOJIbKO UIPOBOE BPEMS, HO U B LI€JIOM IE€Hb UT'POKaA.
B To0 >xe BpeMst OHa [T03BOJISET B JII060M MOMEHT IIPEPBAThCS U B JIIOO0M
MOMEHT IIPOJOJDKUTh UTPOBOI TpoLiecC. 31eCh Mbl BUAUM, KaK UTPO-
BOE BpeMs U BpeMsl, IPOBeJIeHHOEe YeJIOBEKOM Ha paboTe Jimbo Ha [0~
cyTe, TECHO B3aMMOCBS3aHBbl, YTO, BIIPOYEM, U SIBJISIETCS ClelnpUKON
COBPEMEHHOMU KYJIBTYPBbI B LI€JIOM. VIrpa MOKeT 3aM0JIHATh IPOMEXKYT-
KU1 MEXJy paboToii, a TaKKe BpeMsi, KOTOPOe UTPOK TPATUT Ha OTHBbIX,
Ha JOpOry/TPaH3UT U T. II.

3. «/rphl B UTPe», UJIM 5TO MOXHO Ha3BaTh peHoMeH «Eouknu-ma-
TpEmKu». PerynsapHo BHYTpU camoil «EJIOUKM» MOSBISIOTCSH [OTOJI-
HUTEJIbHbIE UTPBl, CO3JAHHBIE TAKXKE C MCIOJb30BAaHMEM MHKPEMEH-
TaJIbHBIX MexaHUK. Hanpumep, B 2019 roxy sTo 6b171a pepma Mamma
Mia!, B 2020-2021 rogy — «lIBeTo4yHas naBKa», B 2022 rony — «Perara,
«[axTa».

4. PeryispHble IOAAPKYU B UTPE.

Puc. 4. icmowHuk: CKpUH 13 rpymnibl Urpsl B VK

Tak Kak urpa TECHO CBSI3aHA C COL[MAIbHBIMU CETSIMU, OHA 3aCTaB-
JISIeT/CTUMYJUPYET UTPOKA ObITh UHTEPAKTUBHBIM, BCTYIIaTh B KOMMY~-
HUKAaIMI0, B OOMEH C JPYrMMM UTPOKaMU (Takasi BO3MOXXHOCTb €CTb
KaK B camMol urpe, Tak u B Coo6uectse urpsl B VK, « O HOKJIaCCHUKAX»
Y IPYTUX COLUAJIBHBIX CETSX), YTOOBI OJTy4YaTh HEJOCTAOLIME AETANN
UTpyIIEK, U30aBJISITHCS OT OBTOPSIIOMUXCS. MOXXHO CKas3aTk, 4TO UTpa
O6yKBaJIbHO MOGYXXAAeT K COLUaJIN3alui, CTUMYJIUPYET UTPOKOB HO-
6aBysITh cebe HOBBIX Jpy3el, OOIAThCsI MEXIYy COO0M, pa3BUBATh HAa-
BBIKM COBMECTHOI1 paboThl B PaMKax COIO30B: COBMECTHO C APYyrUMU
WUIPOKaMU YJIy4lIaTh U AEKOPUPOBATb COIO3HYIO MOJISHY, y4aCTBOBATh
B KOMaHJIHbIX BHYTPUUTI'POBBIX AKIUSIX, OOMEHNBATHCSI UTPOBLIMU pe-
cypcamu, apUTh [I0AAPKU, COIEPHUYATh B COIO3HBIX peUTHUHraX. Virpo-
KU TaKXe MOTYT OCYIECTBJISATh B3AUMOKOHTPOJIb aKTUBHOCTH B UTPE,
Hanpumep, B pamkax Cor3a, B KOTOPOM MOTYT COCTOSITh 10 50 urpo-
KOB. Bo3aMo>xHO ynaneHue u3 Cowosa 3a Bpems npoctost. [loaTromy, ecnu
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UTPOK HE MOXKET UI'PaTh KaKoi-TO Mepuo (HalpuMep, ye3kaeT B OT-
IIyCK), B TAKOM CJIy4ae OH MOXKET peayrnpenuTs / mpocurt riasy Coto-
3a [IOCTaBUTh €T0 Ha Nay3y U He ypanate u3 Corosa.

Kpome TOro, Urpoku UMeT BO3MOKHOCTb COYy4aCTBOBaTh B CO3-
IAHUY UT'Pbl Yepe3 KOMMYHHUKAIUIO C pa3paboTynKaMu B OPUIUATIb-
HO TpynIie. Pa3apaGoTuuKy PETyJsiPHO OOMAIOTCS C [10JIb30BATEISIMU
(uepe3 Tak Has3bIBaeMble «CyO660THHE TOCUAETIKI»), TPUCTYLIINBAIOTCS
K UX MHEHMIO, YYUTHIBAIOT NTOXKEJIAHUS U UJIeU UTPOKOB, OIIEPATUBHO
C000611IaI0T 06 yIy4lIeHUsIX, 00 yCTpaHEeHU! IPOrpaMMHBIX c60eB. H-
Tepec K Uurpe pa3paboTyMKy MOAAEP)KUBAIOT TAKXKE I0OCPEICTBOM CO3-
IaHUS OTJIeJIbHBIX KOHKYPCOB, HallpUMep, IIPY BBEIEHUU HOBBIX F€pO-
€B, HAKaHYyHe OTKPBITUS HOBBIX IOJISH U IPYTUX COBBITHUI.

Puc. 5. icmounuxk: ckpuH akpaHa urpsl B VK

OjiHaKo, KaK ¥ BO MHOTUX JIPYTMX BUJIEOUTPAX, UTPOKH, YTOOBI 13-
6esxaTh eXXeIHEBHON UTPOBOI1 PYTHUHBI IN60 (PUHAHCOBBIX BIOXKEHUIA,
MOTYT OCYILIECTBJISATb TAKXKe CBOET0 POfia Hacujue HaJ urpoil. Hampu-
Mep, UCIOJIb30BaTh YUT-KOJIbl, YTOOBI UMETH BO3MOXXHOCTb HaKpy4Yu-
BaTh HY>KHbIE IJIs1 OBICTPOrO YIy4LIEHUS] PECYPChI, HE TPATs Ha 3TOTO
BpEMsI U YCUJIUSL.

[IpocTpaHCTBO BUAEOUTP — 3TO MUP IPOU3BOACTBA >KEJIaHUI,
VIOBOJILCTBUII U TOBApOB CETOAHSIIHErO IHS, NMPOHUKAIOMINIA Ye-
pe3 cBeTsIuecs dKpaHbl cMapT(dOHOB U KOMIbIOTEPOB. Ha npumepe
KOMIIBIOTEPHBIX M MOOUJIBHBIX UTP MOXKHO YBUZETH U TOHSTH TO, Ka-
KUM 06pa3oM Ujier KPUTUYECKO TEOPUU U TICUX0aHaIN3a MOTYT OBITh
MIPUMEHUMBI K TOHMAHUIO BUJIEOUTP, KAKUM 06Pa30M BbICTPAUBAaIOT-
Cs1 U CTPYKTYPUPYIOTCS KakK >KeJIaHWSI UT'POKOB, TaK U HOBble (HOPMBI
CoLIMaIbHON OpraHM3aluy, KakuM 06pa3oM MPOUCXOOUT 3KCILIyaTa-
LU ¥ reiMrudUKanys HeXBaTKU.

Ecnu y 3. @peiiga peys 11a npexje Bcero o6 MHPAHTUIIBHOM,
¢dbyHIaMeHTaIbHON HEXBaTKe B PaMKax ICUXUKU Cy6bEKTa, TO B BU-
neourpe «Eno4ka» — 0 HEXBATKe, KOTOPAs SKCIJyaTUPYETCs COBpE-
MEHHBIMU (pOpMaMu KaruTaarusma.
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B paMKax IaHHO¥ CTaTby Ha IPUMEPE CETEBOI BUIEOUTPhI «E10u-
Ka» ObLIM PAaCCMOTPEHbl MHKPEMEHTAaJIbHble MEXaHU3Mbl, KOTOpPbIe
MOJTAJIKUBAIOT K 6€CKOHEYHOU UI'PE U YIOBOJIBCTBUIO OT MOLOGHOM
6ECKOHEYHOCTH U IOBTOPEHHUS. A TaK>Ke TO, KAKUM 06pa3oM B JaHHOU
Urpe MHKPEMEHTaJIbHOCTh IOIOJIHIETCS KPYIJIOTOAUYHBIM I[UKJIOM
C €ero Nnpa3fHUYHBIMU TPAOULUSIMY, KAK Peasiu3yeTcsl SKCIyaTalus
¥ reiMUpUKAIMs HEXBATKM B CETEBBIX aiiyIepax 110 CPaBHEHHUIO C Ofi-
HOTIOJIb30BATEILCKUMHU. Y €CJIM Ha YPOBHE KOHTEHTA «EJI09Ka» BhITJIS-
AT COBEPIIEHHO 6€306MIHOM U AasKe I10JIe3HOM B COLIMAaIbHOM IIJIaHe
(mopgpep>kaHue COLMAIbHOU 11€JIOCTHOCTH, CIIOCO6 CIIPaBUTHCS C He-
XBaTKOIi), TO Ha YpOBHE (GOPMbI M MEXaHUKHU BCE COBCEM TO-TIPYTOMY
(xoMMopudUKaLKS KeJaHUs U BpEMEH!U, OTUY XK IeHUE).
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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 NEHMCTBUS, UIYyLIAE CErofi-
Hs1 B mupe. bynydn rpaxgaHuHom PO, aBTop ocyxnaer BropkeHue BC PO Ha
TeppuTopuio YKpanHel 24 gespanst 2022 T. ¥ OTKPBITO BICKA3bIBAET HEMIPUS3Hb
K JII060MY IIPOJIOJKEHUIO GOEBBIX AEMCTBUN POCCUNCKON apMUM 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 METOJOJIOTMYECKO OCHOBBI KOHLENTYaJIbHOTO CO3JaHUSs?
Hay4YHOTO S3KCIIEPUMEHTA Ha 6a3e KOMIIBIOTEPHBIX CHUMYJISIIUN B3SIT
Tpyn U. Kanta «Kputuka yucroro pasyma» (Kant, Reimer, Gruyter
(ed.), 1900, Kant, Guyer and Wood (ed.), 1998, Kaur, I'ysibira (pen.), 1994),
B KOTOPOM IPEACTABJSIETCS KOHLENUuUs TpaHCLEeHIEeHTaJIbHOTO yue-
HUs 0 Hadasnax. CTPYKTYPHO CTaThsl COCTOUT U3 TPEX YacTel. B nepBoi
yZeJ1€eHO BHUMAaHNE NIPOEKTUPOBAHUIO SKCIIEPUMEHTA C TOUKU 3PEHNUS
TPaHCLEHIEHTAJIbHOY 3CTETUKU, BO BTOPOM — COOTHOIIEHUIO DKC-
NEepUMEHTa C pPa3fesioM TPAHCLEHIEHTAJbHON JIOTMKM — TPaHCLEH-
[IIeHTAJIbHOW aHAJIUTUKON U TPeThbsl NpeJLCcTaBiseT coboil popmanu-
30BaHHOE METOMOJIOTUYECKOE ONMCAHUE KOMIIbIOTEPHBIX CUMYJISILAM
C TOYKHU 3PEHUSI OCOOEHHOCTEN U NPEUMYILECTB TAKOTO POJa HAYYHbBIX
SKCIIEDUMEHTOB. B 3aKJIOUMTENBHON 4YacTU $1 MOIBITAIOCh ONpene-
JIUTb OHTOJIOTUIO CUMYJISILIUI B TE€X ANIMCTEMUYECKUX I'PAHMLIAX, KOTO-
pble 6b111M onpeiesiensl KaHToM yepes yyBCcTBeHHYI0 MHTyunuto (Kant,
Guyer and Wood (ed.), 1998, pp. 254-256) u paccynok yenoseka (Ibid.,
pp. 387-393), popmupylomux MexaHM3M CaMOCO3HaHus, 0003HAYEH-
HbIl KaHTOM Kak TpaHCLieHeHTalbHOe eJUHCTBO annepuenyuu (Ibid.,
pp. 231-232).

Ba’kHO OTMETHUTD, UTO B PaboTe pacCMaTPUBAETCSl HE Kjaccuye-
ckas Meradusnyeckas KOHLENUUs OBYX oObeKkToB (Strawson, 1966,
Aquila, 1983, Guyer, 1987, Van Cleve, 1999), cornacHo kotopoii TpaHc-
LIEHJIEHTAaJIbHOE Yy4YeHUe KaHTa MHTEpIpPEeTUPYETCS KAaK CMBICIOBOM
KOHCTPYKT B3aMMOJEHNCTBUSI [BYX MHPOB. TPAHCLEHIEHTAJIbHOTO
(«Bewp-IJisi-HacC» — MUP SBJIeHUN uiu (HEHOMEHOB, KOTOpble pac-
KPBIBAIOTCS IE€peJ, YEeJIOBEKOM IOCPEACTBOM IO3HABATEJIbHBIX CIIO-
COOHOCTEN) U TPAaHCLEHIEHTHOrO («Beljb-cama-1o-cebe» — MUP HO-
YMEHOB, KOTOPbIII HE MOXET ObITh IO3HAH B CUJIy MO3HABATEJIbHBIX

2 B pa6ore paccmarpuBaetcs obuas punaocodCKoO-KOHLENTyalbHasi METOL0JI0-
rvs IPOEKTHPOBAHUS U UCIIOIb30BAHUSI KOMITBIOTEPHBIX CUMYJISIMI B HAYYHBIX
9KCIIEPUMEHTAX, HE PACCMATPUBAIOTCSI ¢ TEXHUYECKON TOUYKU 3PEHUST METOJ0-
JIOTMsl MAaTeMaTU4eCKOro MOMENMPOBAHUS, MPOrPaMMUPOBAHNS, CHUCTEMHON
HACTPOIKU 060PYA0BaHUS U TPOrPAMMHO-AINAPATHON YaCTH BHIYMCIIUTEIbHBIX
KJIaCTEPOB.
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OTpaHUYEHUH YeJIOBEKA, 3aJIOKEHHBIX IIPUHIIUIIaMU paboThI paccynKa
Y IPUPOJIbl CEHCOPHOTO amnrapara).

B oCcHOBY norcka MeTO0JIOTUY DKCIIEPUMEHTOB Ha 6a3e KOMIIbIO-
TEPHBIX CUMYJISLUN UMIJIEMEHTHPOBaHa UHTepIpeTauus TpaHcueH-
JIIEHTAJIbHOIO YYEHUS B BUJIE€ BNUCTEMOJIOTMYECKON TEOPUU UJIM TaK
Ha3blBAEMOI1 ABYyacleKTHOU uHTepnperauuu (Bird, 1962, Bird, 2006,
Prauss, 1974, Langton, 1998, Allison, 2004), rae cyuecTByIOT JBe TOY-
KU 3peHUsI Ha 06bEKTHI OMbITa: 1) aHTpOIMHAs TOUYKa 3pEHUS, B KOTOPOU
00BbEKTHI PACCMATPUBAIOTCSI OTHOCUTEJIBHO SITUCTEMOJIOTUYECKUX CO-
CTOSIHUI, CBOMICTBEHHBIX YEJIOBEYECKUM KOTHUTUBHBIM CIIOCOOHOCTSIM
(BOBHUKHOBEHUE «BEIU-JJIS-Hac» 4Yepe3 4YYBCTBEHHYIO HHTYHIUIO
Y paccyzok); 2) TOYKa 3peHUs] NHTEJIJIEKTYalbHOM UHTYULIUU — OIHU
U Te K€ 00bEeKThl MOI'YT ObITh U3BECTHBI CAMU I10 cebe 1 He3aBUCHUMO
OT KaKUX-JIN6O SIUCTEMOJIOIMYECKUX YCIIOBUH («Belib-camMa-Tio-ce-
6e» He MOKeT GbITh IT03HAHA YeJIOBeYeCKOUM IIPUPOOii, HO 3TO HE Me-
IaeT MO3HABaTEJIbHBIM CIIOCOGHOCTIM YeJIoBeKa OYEPTUTh TPAHUIIBI
yepes OCO3HAHWE aHTPOITHBIX OTPAHUYEHUN U 3aKPenuTh (popmasib-
HYI0 MBICJIb 06 OOBEKTE B LIEJIOM, HE ITPEeTeHYsl Ha PaCKPbITHE €ro Co-
Ilep>kaHus, HO BMECTE C TEM COXPaHss BO3MOXKHOCTb abCTPaKTHOTO
MBILIJIEHUS 32 NIPEJEIaMy TPaHNUL, aHTPOIIHOM TOYKU 3PEHMS).

JaHHas paboTa CTaBUT Iepes; Co60 11eJi, KOTOPble MOXKHO CTPyTI-
MHAPOBATh 110 JBYM OCHOBHBIM KaTE€TOPHUSIM:!

1. BeisiBIeHME KOHLIENTYaJIbHOW METOJI0JIOTUY HAy4YHBIX IKCIIEPU-
MEHTOB Ha OCHOBE KOMIIbIOTEPHBIX CUMYJISILIUAIL:

- CUMYJISIAY KaK OTIEJIbHBIN BUJ, SKCIIEPUMEHTA;

- 3IUCTEMOJIOTMYECKAs LEHHOCTHAS YHUKAJIBHOCTb CUMYJISILIANI

Y UX 3BPUCTUYECKUHN TOTEHLIUAT;

- MpeojojieHNne CEMaHTUYEeCKUX 6aphbepoB MEXIY PasInIHbIMU

Hay4YHbIMU TUIIOTE3AMU U TEOPUSIMU YEPE3 MHOTOYPOBHEBbIE CH-

MyJISIIUY B paMKax €IMHON TPaHCLEHI€HTaJIbHOY OHTOJIOTUM.

2. OmnpepesieHde TPaHCUEHAEHTAJbHON OHTOJIOTMU KaK 0CO60M
cocTapJisioel B TpaHCLEHIEHTAaIbHOM YUYEHUHU O Havyajlax, OTHOCS-
merics K cpepe yesI0BeYeCKOro No3HAHUS SKCIIEPUMEHTAIbHOTO 06b-
€KTa Yepe3 YyBCTBEHHYIO MHTYUILMIO U PACCYIOK:

- KOJIMYECTBEHHOE U KaY€CTBEHHOE yCUJIEHME KOTHUTHUBHBIX Xa-

PaKTEpPUCTUK YeJIOBEeKa C MOMOIIbI0 TEXHOJIOTUM BbICOKOIIPOU3-

BOJIUTEJIbHBIX BBIYUCJIUTEJIbHBIX KJIACTEPOB U UCIIOJIb30BAHUS UX

B DKCIIEPMMEHTAX [IOCPECTBOM CUMYJISLIUHU LI€JIEBBIX CUCTEM?;

- QHTPOIIOLIEHTPUYECKOE 3aTPYJHEHNE 1 BO3MOKHOCTb TEXHOJIO-

TMYeCKOro pelleHUsl pacliupeHusl TpaHUl] TO3HAHUSI MUPa Yepe3

3 llenesas cucrema (aHr. target system) — yacTb IPUPO/BI, HA UCCTIEJOBaHUE KO-
TOpOI1 HarpaBJIeH dKcrepuMeHT. OHa MOXKET MCCIIeJ0BAaThCs HAMIPSIMYIO U OBITh
006BEKTOM DKCIIEPUMEHTa (HaTypHbII 9KCIIEPUMEHT) UM KOCBEHHO OBbITh ITPeJi-
CTaBJIEHHO B BU/I€ MaTepUaIbHON (1a00OPATOPHBI SKCIIEPUMEHT) U MaTe-
mMaruyeckoi mogenu. Cm., Hannpumep: Frigg, 2009, Giere, 2004, Weisberg, 2013,
Elliott-Graves, 2014.
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MNpeoaosieHneE TpPaHCUEHAEHTAJbHOIO €IWHCTBA aIlIlepuernugnunu
U YCTpaHEHUA YE€JIOBEKA KaK cy61)e1<Ta 9KCIIEpUMEHTA.

51 TOro 4TOGBI, C OJHOU CTOPOHBI, PEUIUTbh KOHIENTYyaJIbHBIN
METOJI0JIOTUYECKUIl BOMPOC MPOEKTUPOBAHUS U MPOBEAEHUS BDKC-
NIEPUMEHTA NOCPELCTBOM KOMIIBIOTEPHBIX CUMYJISILUH, & C APYrou —
YCTQHOBUTb OHTOJIOTUYECKUI CTAaTyC TPaHCLUEHAEHTAJIbHOTO Kak
YHUBEPCAJIbHOW I103HABATEJIbHOI [€STEJIbHOCTU CO3HAHUS, B Iep-
BOU 4acTH 5 6y[ly ONpeesIsiTh 3HAaYMMOCTbh BpEMEHHU U [IPOCTPaHCTBA
B KOMITBIOTEPHBIX CUMYJSLUSIX U COOTHOCUTH BbISIBJIEHHbIE OCOOEH-
HOCTM C YyBCTBEHHOIl UHTYMLIMEN YE€JIOBEKA COIJIACHO KaHTUAHCKOU
TPaHCLEHIEHTaJbHON 3CTeTHKe. Bo BTOpPOI yYacTu OyHeT paccMo-
TPEH MEXaHU3M HACTPOUKU KOMIIBIOTEPHBIX CUMYJISILUI C TIOMOIBIO
KaTeropuil paccyjka KaHTHAHCKOU TPaHCLEHJEHTAJbHON aHaJIUTHU-
KU. B 3aK/II04YMTENIBHOMN, TPETheN YacTu OyaeT chopMyIupoBaHa Me-
TOZOJIOTMYEeCKasl KapTUHA ClenudUKY U YHUKAJbHBIX NIPEUMYLIECTB
HCCJIENOBATEIbCKON DKCIEPUMEHTAbHONU OesTEJbHOCTU Ha OCHO-
Be cumyssanui. Takke 6yoyT pacCMOTpPeHbl ycuiauBamoliie (pakTo-
Pbl KOTHUTHMBHOU 3KCIIEPUMEHTAJIbHOU HEATEJbHOCTU B pE3yJbTaTe
NIPUMEHEHHUS CUMYJISILMM, 4TO, HA MOU B3IJISJ, TO3BOJIUT OIpene-
JIUTh (MHTYUTHUBHO MOYYBCTBOBATh) OHTOJIOTUYECKUE I'PAHUIIBl TPaH-
CLIEHJIEHTaJIbHOTO He Yyepe3 abCTPaKTHOE MpeACTaBJIeHNe «Bellu-ca-
MOH-TIO-ce6e», a THCTPYMEHTAIbHOT'O IPEOI0IEHNU S «BEIIU-TIJIsI-HaC».
ChesiaHHblE MHOIi NIPEJIIONIOKEHNS onupaloTcsl Ha uHTyuuuu Kanra
C y4eTOM NPUHSTHS Toro $akTa, 4To HeMeUKui ¢punocod nNpoBogu
HCCJIefOBaHUSI BO BPEMEHA, KOI/ia BBIYMCIIUTEJIbHbIE TEXHOJOTUU HE
MO3BOJISJIN HKCIIEPUMEHTAJIbHBIM IIyTEM IIpeofosieBaTh Gapbep aH-
TPONOLEHTPUYECKOTO MTO3HAHUSI.

1. TpaHClUeHAeHTaNbHAs DCTETUKA
U KOMIBIOTEPHbIE CUMYJISILUU

[IpocTpaHCTBO U BpeMSI B COBDEMEHHBIX HEIIPOHAYYHBIX KOTHUTHUBHBIX
MCCIIeJIOBAHMSIX, HANPABJIE€HHbIX HA IOUCKM KOMILJIEKCHOTO MeIua-
TOpa MEeXIy MaTepuajibHbilM CyOCTPaTOM HENHPOHOB, OOBEIMHEHHBIX
B CJIOKHbBIE CETH, U COBHAHUEM, IIPEJICTABIISIEMOrO B BUZIE HAb0Opa MEH~-
TaJIbHBIX [IPOLECCOB, CTPYKTYPUPOBAHHBIX IOCPEICTBOM KOHCTPYKTA
«5l», B HacTOsIIIee BPEMSI CTANIM BaKHBIM 3B€HOM B LI€TI0YKE (POPMYJIU-
poBaHUs paboyeil TEOPUM CBSI3U MO3ra U CO3HAHMS (CBSI3b DHTPOINU
HEVPOHAJIbHOY aKTUBHOCTU HA HEMPOHAJIbHOM YPOBHE U COLEPKUMO-
ro CO3HaHUS Ha ypOBHE MeHTasbHbIX Ipoueccos) (Northoff, etc., 2006,
Northoff, 2017, Murray, et al., 2012).

Bmecte ¢ Tem renun Kanra yxe B KoHue XVIII Beka onpenenni
npocTtpanctBo (Kant, Guyer and Wood (ed.), 1998, pp. 157-159) u Bpe-
Mms (Ibid., p. 162) kak npenes anpuopHOU GOPMbI YyBCTBEHHOU UHTYU-
LMY, UCXOJ Sl U3 KOTOPOI CTaHOBUTCS BO3MOXKHOM BCSIKasi MEHTaJIbHAS
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IeATeIbHOCTh, KPUCTAJIJIM3YIOAsICSI BOKPYT KAHTUAHCKOrO KOHIIEM-
Ta TPaHCLEHEeHTaJbHOrO eauHcTBa annepueniuu (Ibid., 225). Takas
6a3oBas anpuopHas (opma, Ha MOU B3IJISIl, MOKET CTaTh OJHUM U3
IJIaBHBIX METO/I0JIOTMYECKUX JIEMEHTOB B OPraHM3alui HayYHOU KC-
NEPUMEHTAJIBHON [IeSITEJIbHOCTH, B OCHOBY KOTOPOU 3aKJIa/IbIBAIOTCS
KOMIIBIOTEPHbIE CUMYJISILIUU L[€JIEBBIX CUCTEM U Cpel, 0ObEKTOB JKC-
nepruMeHTa.

BakHO OTMETUTH, YTO KOHCTPYKT BPEMEHM B CUMYJIALMAX HAYMHAET
aKTMBHO MCIOJIb30BaThCsl COBPEMEHHBIMU puiocodpamMu aHATUTUAYE-
CKOM TpajULMU MOYTHU C CAMOI0 Hayaja [IOUCKOB BHATHOTO ONpeje-
JIEHUSI POJIM U MECTa CUMYJISILUH B Gpruiocodun dKCIiepuMeHTa:
«CUMyIIIMM TECHO CBA3aHBI C JMHAMUYECKUMMU Mopensamu. KoH-
KpETHee, Pe3yJIbTaT CUMYJISLUM — 3TO PelleHUe ypaBHeHUs 6a30B0oM
JuHamMu4deckou mopenu. Takas Mojenb npegHasHadyeHa [ UMUATa-
UMM SBOJIIOLIMY PeajIbHON CUCTEMBI BO BpEMEHU. [Ipyrumu cjioBamu,
CUMYJIALUSA UMUTHPYET OAUH IIPOLECC IPYTUM IIPOLIECCOM.

B aTOM omnpenesieHnH TEPMUH “IIpoLiecC” OTHOCUTCSI UCKJTIOUNTE b~
HO K HEKOTOPOMY O6BEKTY UJIN CUCTEME, COCTOSIHUE KOTOPhIX U3MEH S~
eTcsl BO BpeMeHU. Eciiu cuMy g1y BBIIOJIHSIETCS Ha KOMIIBIOTEPE, OHA
Ha3bIBaeTCs KOMIIBIOTEpHOM cumyssuuen» (Hartmann, 1996, p. 83).

K cyoBy, TpakTOBKa NpPUPOIbl CUMYJISLMIA Yepe3 OfHY U3 alpu-
OpHBIX GOPM UYYBCTBEHHOU MHTYULMM INOJyYWJa paclpocTpaHeHHe
Y CTajla JOBOJIbHO IOIYJISIPHON BEPCUEN OIPEAEJIEHUSI CUMYJISLUAN
B cpene uccienposaresneil punsocopuu sKcnepumeHTta: «f xapakre-
PU3YI0 CUMYJISILMIO KaK YIOPSAOYEHHYIO 10 BPEMEHU IOCJEN0Ba-
TE€JIbHOCTb COCTOSIHUH, KOTOPAasi CIIy>KUT IIPELICTaBJI€HNEM HEKOTOPOH
IPYrou yIOpsLO4YEHHON 110 BPEMEHM IIOCJIENOBATEJIbHOCTU COCTOSI-
Huit» (Guala, 2002, pp. 66-67).

Bropas anpuopHas ¢opma 4yBCTBEHHOU WHTYUIIMH, BbIpaskeH-
Hasi KOHCTPYKTOM ITPOCTPAHCTBA, PeannsyeT ce6sl B CUMYJISALUAIX Yye-
pe3 AuHaMHYeckKue MaTeMaTudeckue Mofesd, o6pabdaThiBaeMbIX
CUMYJISITOPOM. [IpOCTPaHCTBO B 3TOM CJIy4ae MOXKET ObITh IIPeJCTaB-
JIEHO HE TOJIBKO B TPEXMEPHOM M3MEPEHUHU, TO €CTb UCIOJb3yeMas
abCTpakLusl MOXeT He BOCCO37aBaTh MPOCTPAHCTBO B TOM BHU[E, KO-
TOpO€ BOCIPUHMMAETCSl YYBCTBEHHOW MHTYMLMEN 4esioBeKa. B cu-
MYyJISIIMSX BaXXHO HE IIPOCTO MOJI€JIMPOBaHME IIPOCTPAHCTBA B OIIpe-
JI€JIEHHOM M3MEPEHMHU, a BOCIPOM3BENEHUE CBI3U IIPOCTPAHCTBA
U BpeMeHU. Hampumep, Takoil CBSI3U yIesleHO BHUMaHUe B paboTax
[0 CO3JJaHUI0 CHUMYJISITOPOB POCTa aHCaMOJIsi HAHOYACTUI, AJS HUC-
CJIeJOBAaHUSI UBMEHEHMUII MX Pa3MEPOB U NOJMIUCIIEPCHOCTH BO Bpe-
menu (Ferrante, Liveri, 2005), IuHaMUKU [TOJMMEPHBIX LieTlel B 3aM-
KHYTOM npocTpaHcTBe (Romiszowski, Sikorski, 2005), nuHaMUYeCKUX
M3MEHEeHUI MUKPOCTPYKTYp CILIaBoB TUTaHa (Zhang, et al., 2019), re-
Tepoarperanyy ¢ aCHMMETPUYHBIMU KOJIJIOUAAMU GOJIBIIOTO pazMe-
pa (Laganapan, et al., 2018) u T.n. Vcnosb3yembple MaTeMaTU4eCKUe
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MOJIeJIM B IIPUBEIEHHBIX PaboTax OMUCHIBAIOT LEJIEBYIO CUCTEMY, Kak
ecJyii 6bl OHA BOCIIPUHMMAJIACh Yepe3 YyBCTBEHHYIO NHTYULIUIO allpU-
OpHO¥ (POpMBI KOHCTPYKTA MPOCTPAHCTBA. A aJTOPUTMbI CUMYJISITO-
pa HaCTpPOEeHbl TAaKMM O6Pa30M, YTOOBI BBICTPAUBATh BO3MOXKHbBIE CO-
CTOSIHUS IUHAMUYECKUX MOJiesIell B COOTBETCTBUU C OIpeJeIeHHbIM
BpE€MEHHbIM UHTEPBAJIOM, IIPUGJIVKEHHBIM K allpuOpHOU popme KOH-
CTPYKTa BPEMEHU.

B kavecTBe nmpumepa npusenem pa6oty But [oseitmn, Muxana
Kypasa u I1aBna ConvHa — cosparesieil CUMYJISILAN [IEPEMEHHO-Ha-
CBILIIEHHBIX [TOTOKOB NOPUCTHIX cpef (Dolejsi, et al., 2019). [IpuknagHoe
MaTeMaThyecKkoe MOJeJpOoBaHNe TeYEHUil B IIOPUCTHIX Cpelax IMo-
JIYYUJIO IOBOJIBHO IMPOKOE IpUMeHeHre. ABTOPbl PabOThl IPUBOIST
HauboJiee pacrpocTpaHeHHble npumepsl (Ibid., p. 276) u3 rugposoruu,
¢uzuku cHera u noussl (Iden., et al., 2019, Wiirzer, et al., 2017), uccne-
IIOBaHUI ITIepeHoCca PaCTBOPUMBIX U HEPACTBOPUMBIX 3arpsI3HSIOMAX
BElEeCTB, HallpUMep, B TPOEKTUPOBAHNY XPAaHUJINIL TOKCUYHBIX OTX0~
noB (Kuraz, et al., 2013) 1 np. Pa3paboT4uKy CUMYJISLIMHM 32 OCHOBHOE
ypaBHEHMeE JJis 3TOro KJjacca r'MApOoJUHAMUYeCKUX 3a/1a4y 6epyT M-
POKO HCTIONIb3yeMOe ClielinannucTaMu ypaBHeHue Puyapaca (Richards,
1931), KoTOpPO€E BBITEKAET M3 3aKOHA COXPAHEHUSI MAaCChl B COYETAHUU
¢ 3akoHOM Jlapcu-BykuHrema s notokos (Buckingham, 1907). Ypas-
HeHUe pa3paboTyuku popmynupyioT metonom XaiikopHa (Huyakorn,
et al., 1984):

cu_mﬂ— V- KlulVE=5

at ,(L1)

rge W — rufipaBaNdyecKUil HATop, y — HAIop; COOTHOIIEHNE MeX Ty Ha-
MIOPOM U TMJIPaBINYECKUM HanlopoM GOpMYIUPYIOTCs Kak: P=y+z, rae
Z reofie3nYeCcKUi Harop (pacCcTosiHUe OT ONOPHOro ypoBHS), K(y) SBIIsI-
€TCSl HEHAChILEHHON M PaBJINdeCKON IPOBOAMMOCTDIO, ONpeLese-
Mot kak K(y) = Kr(y)Ks, roe Kr(y) — oTHocuTe NIbHAS rUipaBanyecKas
MIPOBOJMMOCTS, a Ks — HachllleHHAas I'MApaBndeckasi IpOBOAUMOCTb.
C(y) — BomoOyep>KUBaoIasi CIOCOOHOCTb, 0OBIYHO OIlpeesisieMast Kak:

dEi!_.!I_I+Ei!_.!I_I s

Clir|=
A B Ty

rae 6(y) — GyHKLUS cofepskaHus Bofpl, Ss — K03 ULMEHT yIpyron
€MKOCTH, 85 — coflepKaHue HACBILEHHON BOJBI.

Pa3paboTynky OTMEYaloT, YTO [UCKpeTU3alus IPOCTPAHCTBA
Y BpEMEHHU [aeT HeJMHEUHYIO ajrebpanydeckylo CHUCTeMY, KOTopas
IIOJDKHA pematbesl Ha KaxxaoM BpemeHHoM mare (Dolejsi, et al., 2019,
P- 277). ABTOpPBI NIPELCTABIAIOT J1BA METOMA UTEPATUBHOTO pelleHus
MOJTYYaIoIUXCSl CUCTEM HEJIMHENHBIX ajire6panyeckux ypaBHEeHUI:

1) mpsiMoe o6o6IIeHNEe paHee BBIABHHYTOTO MMM XK€ MOIX07a

(Dolejsi, et al., 2015), KoTOpbIi 6b1J1 pa3paboTaH A YUCJIEHHOTO

peuieHus ypaBHeHuit HaBbe — CTOKCA;
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2) ajanTanus yckopeHus AHnepcoHa k Mmetony [Tukapa (Walker, Ni,
2011).

Ho B kauecTBe I71aBHOI CBOEW 3aCAYrM pa3pabOTYMKU OTMEYaloT
aJlalITUBHBIIA aJITOPUTM, KOTOPBI KOHTPOJIMPYET OLIMOKY, BOBHUKAI0-
mye M3-3a JUCKPEeTU3aLuK IPOCTPAHCTBA U BPEMEHH, a TaKKe 13-3a
HETOYHOI'O pelleHUs] OCHOBHbBIX ajirebpandeckux cucrem (Dolejsi, et
al., 2019, p. 278). DTOT ajaITUBHbIIA K IPOCTPAHCTBY U BpEMEHU ajIro-
PUTM pa3pabaThiBaeTCs C IOMOIIBIO pPa3pbhIBHOTO MeTona ['anépkuHa.
Pa3pa6boTunky 6€pyT 32 OCHOBY CXeMY BTOr0 METO/a 13 pabOThI, KOTO-
pasi UCIOJIb30Bajach [JIsl YUCJIEHHOI'O pPelleHUs] HEeJIMHENHOro ypaB-
HEHUS KOHBeKINU-TUPPy3un, UMEIOIero JUHEHHbIN 4JIeH IPOU3BOJ-
Houi 1o BpemeHH (Dolejsi, Feistauer, 2015).

[Tpomenas pabory no popmanusanuu moaeeit (Dolejsi, et al., 2019,
Pp. 278-288), pazpaboTyMKU 3a/1aI0TCSl BOIPOCAMU 0GeCIIeUeHUSs TOY~
HOCTHU M 9 PEKTUBHOCTU BBIYMUCIUTEIIBHOTO IIpOLiecca MOZeeit:

«MBI IOJKHBI 136€raTh 60JbIINX BDEMEHHBIX I1aTr0B U YPE3MEPHO Ma-
JIBIX BPEMEHHbIX LIAroB, a TaK)XKe YpPe3MEepPHO CUJIbHBIX U YPE3MEpPHO
cy1abbix KpuTepues octaHoBkU» (Ibid., p. 288).

PemeHue 5Toii 3aja4y pa3paboTYNKY BUIAT B 6alaHCUPOBKE Tpex
MCTOYHUKOB omubok Takoro poza (Ibid., p. 288): 1) muckpeTtusauus
MIPOCTPAHCTBA; 2) AUCKPETU3Al s BpeMeH!; 3) TPUOINKEeHHOe pellie-
HUe HeJIMHENHBIX aire6pandeckux CUCTEM.

[To MHeHMIO Pa3pabOTYMKOB, 3TO O3HAYAET, YTO KPUTEPUU OCTa-
HOBKM B NPENJIOKEHHBIX MMU [ABYX ajroputmax (no HploTOH-TIO-
IOGHOMY METONly M YCKOPEHUIO AHJIepCOHA), BCTPOEHHBIX B MOJEJN
(Ibid., p. 287), a Takke BbIGOp BPEMEHHOTO Iara AOJIKHbI OBITh CBSI-
3aHbI C OIIMOKOI AUCKPETU3ALMY IPOCTPAHCTBA. IS pelieHus Toi
MIPOCTPAHCTBEHHO-BPEMEHHON afanTaluyu pa3paboTYMKU HCIIOJIb-
3YIOT METOJ], KOTOPBII OblJ MOJyYeH [Jis1 YUCJIEHHOTO MOAEIMpPOBa-
HUS 3aBUCSILIMX OT BpeMeHM cxkumaeMblx ToTokoB (Dolejsi, Roskovec,
Vlasak, 2015). Viness ocHOBaHa Ha amlIpPOKCUMALUU ajareGpanyeckux,
MIPOCTPAHCTBEHHO-aNrebpanyeckux U BpeMeHHbIX-ajrebpanyecKux
OIMOOK B IBOMCTBEHHOUN HOPME. ABTOPBI OTMEYAIOT, YTO B OTJIMYHE OT
paboT, Ha KOTOpble OHU cchlyaloTcsl camu paHee (Cances et al., 2014,
Vohralik, Wheeler, 2013, Ern, et al., 2010), npeacTaByieHHbII TOIXO, Te-
OpEeTHUYEeCKH He [TOJIKPeIlJIeH CTPOTMM aHAJIM30M U SIBJISIETCS [IOBOJILHO
aBpucTUYecKUM. OfIHAKO B CHJIy TOTO, YTO BBISIBJIEHUE OMINOGOK OY€Hb
ObICTpOE M AEHUCTBYET IIPOCTas METOJMKA UX y4eTa, aBTOPhl CYUTAIOT,
YTO B IAHHOM CJIy4ae 3TOT CII0CO6 MaKCUMaJbHO 3(pPEKTHUBEH U 0CO-
O6E€HHO B CJIy4asx NpUOIKEHUN B MOJIEJISIX, T UCII0JIb3YIOTCS YpaB-
HeHUs ¢ 60Jiee BBICOKMMU MOJIMHOMUAJIbHBIMU CTETIEHSIMU.

[lepBoe 3HaAuUTEJbHOE KOHIENTyaJIbHOE METOHOJIOTNYECKOe
MpeJoJokKeHe UCX0s U3 OllpefeseHus CUMYISLUN yepe3 KaHTU-
aHCKoOe IIpe/iCTaBJIeHe BpeMeH!U U IIPOCTPAHCTBA, a TaKKe IIPaKTUKU
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[IOCTPOEHUS CUMYJISALIUE HA OCHOBE AUHAMUYECKUX MOJEJIEN MOXKHO
cHOpMYIMPOBaTh CJEAYIOMMUM 006pa3oMm: 044 CO30AHUL CUMYAAMO-
Pa He06X00UMO UCTIOADB308AMb MAKUE BHIUUCAUMEALHDLE AN2OPUMMbL,
8 Mamemamuieckull annapam Komopulx 6CMmpoeH CuemuuK epeMeHu,
coomeemcmeyouiuil. anpuopHulu GopMam 4yYeCcmeeHHOl UHMYUUUU
NPoOCMPAHCMBEHHO-6PEMEHHO20 KOHMUHYYMA, PEALUS08AHHO20 Uepe3
CAAJUCEHHO pabomaiwue aizopummsl N0 CMeHe COCMOAHUT OUHAMU~
yeckux modesetl, 06pabamvbleaemblx IMUM CUMYALMOPOM.

V3 5TOrO0 onpezesieHus: CTaHOBUTCS SICHBIM, YTO B OCHOBY paboue-
ro CUMYJISITOPA JOJIKHBI ObITh BCTPOEHBI HE IIPOCTO 3aKOHOMEPHOCTH
TaK Ha3blBaeMOro (pU3UYECKOro BpeMeHU, a MPUHLUIIBI allPUOPHOI
(OpMBI YYBCTBEHHOU MHTYUIMU, KOTOPbIE BHIPAXKAIOTCS B COOTHECe-
HUU U3MEHEHUI COCTOSIHUI (PUKCUPYEMBIX SIBJIEHUU, IPE/CTaBJIeH-
HBIX B BUJle JAMHAMUYECKUX MOJejieil, ¢ paboOTOi BCell CUMYJISLIUY,
B TOM YMCJIE TOI €€ COCTaBJISIOLIell, KOTOpas reHeprUpyeT BHIXOLHbIE
SKCIIEPUMEHTAJIbHbIE JaHHbIE IJIs1 CYO'bEeKTa HKCIIEPUMEHTA.

[TOMUMO «IIOTPY>KEHUST» BBIYUCIIUTENIbHBIX aJITOPUTMOB CUMYJIS-
TOpa U COOTHECEHUs CMHTAKCHUCA AUHAMUYECKUX MOJesiell C CeMaH-
TUYECKUMU TPAaHULIAMU ANPUOPHBIX (GOPM YyBCTBEHHOU WHTYUIIVH,
HEOOXOJMMO BOCIIPOM3BECTU T€ CEMaHTHYECKHE 3HAUYEHUs], KOTOPbie
(hOpMUPYIOTCS B OIIbITE NIO3HAHUS Yepe3 TPAHCLIEHIEHTabHOE eI1H-
CTBO ammepueniuu. 9TO CTAHOBUTCSI BO3MOXHBIM, C TOYKU 3PEHUS
TPaHCLEHEHTAIbHOU JIOTUKY, TOJIbKO NPU MPYMEHEHUN MPUHIIUIIOB
paccyzika K KakZoMy HaGJI0JaeMOMy COCTOSHHIO o6bekTa. Y Kan-
Ta 3Ta YacCTb JIOTUKYU MPEACTABISET TPAHCIEHAEHTaIbHAs aHAIUTHKA
(Kant, Guyer and Wood (ed.), 1998, pp. 201-383). Ee cooTHOIIE€HUE C CU-
MYJISIUSAMU GyZieT pa3o6paHo B cilefyloleil YacTu.

2. TpaHcueHaeHTaJbHAs aHAJIUTUKA
Y KOMIIBIOTE€PHBIE CUMYJSILNAU

B mpakTuKe NOCTPOEHHUS CUMYJISITOPOB HayYHbIX DKCIIEPUMEHTOB HUC-
MOJIb3YIOTCS OTIpefiesieHHble BUABI IUHAMUYECKUX MaTeMaTU4YeCKUX
MofieJieil, KOTOpble TIOAOMPaIOTCsl U HaCTPaMuBAIOTCA TaKUM 06Pa3oM,
YTO6BI UX abCTPaKTHbIE (OPMBI COOTBETCTBOBAJM MTOBEEHUIO liesie-
BOW CUCTEMBI dKcnepuMmeHTa. C TOYKU 3PEHUSI KAHTUAHCKOU TpaHC-
LIeH/IeHTAaIbHOI aHAJUTUKY, Pa3paboTUYMK TAaKONM MaTeMaTU4yecKoun
MOJ€eJIN IJi1S OOCTHXKEHUS 3TOM L€JIU [OJI)KEH BCTPOUTh CUCTEMHBIE
MPUHLIUIBL alIpUOPHBIX KaTeropuii paccygka (Ibid., p. 206) B cTpyk-
TYPy Kak caMUX MOJEJIEH, TaK U BCErO BbIUUCIUTEIBHOTO CUMYJISITO-
pa, 4TOOBL: 1) UMETbh BOBMOXXHOCTh OIIEPHPOBATh T€HEPUPYEMBIMU a0~
CTPaKTHBIMU CYXX[EHUSIMU COIJIACHO PACCYHJOYHON [ESTEJIbHOCTU
YeJIOBEeKa; 2) CyOBEeKT SKCIIepUMEHTa MMeJ BO3MOXKHOCTb IOJIyYaTh
DKCIIEpUMEHTaJIbHbIE JaHHbIe, KOTOPble BOCIIPUHUMAIOTCSI TAKOBBIMU
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yepes anpuopHele popMbl YYBCTBEHHON MHTYUIIUU COOOPa3HO KaTe-
ropusiM paccymxa.
Cpenu Haubosee pacIpoCTPaHEeHHBIX MOZieJIeil Yallle BCero B KoM~
MBIOTEPHBIX CUMYJISLIUSIX UCIIOTb3YIOTCS:
* KJIETOYHBIN aBTOMAT (xuMust (Robben, 2020, Sitko, et al., 2020),
6uosnorus (Babaei, et al., 2020), urmxeHepus (Milasinovi¢, et al.,
2019), conppanbHas auHamuka (Li, et al., 2020) u 1.11.);
* areHT-OpUEeHTUPOBaHHbIE MOJeJU (IPEeUMYIIeCTBEHHO B COLU-
aJIbHBIX, MOBEJIEHYECKUX M TyYMaHUTapHbIX Haykax) (Tesfatsion,
2003, Stavrakas, et al., 2019);
* MofienM Ha OCHOBe AuddepeHIuanbHbIX YpaBHEHU (Tpeumy-
IeCTBEHHO eCTeCTBO3HaHUe, TouHble Hayku) (Richit et al., 2019,
Teixeira et al., 2013);
* MOZiesIi Ha OCHOBe MeToja MoHTe-Kapso (ecTeCTBeHHOHayYHbIe
IUCUMIINHEI) (Santos, et al., 2020, Alvarenga, et al., 2020);
* ruOpUIHbIE MOZEJIH:
- MHOTOYPOBHEBblE CUMYJISILIAY, UCIIOJIb3YIONIe OJHOBpEMEH~
HO MHOXECTBO MOJieJIeii, IOCTPOEHHBIX Ha OCHOBE Pa3INYHbIX
TeopeTudeckux koHuenuu (Florimbi, et al., 2016);
- CUMYJISIIMY, KOTOPble OIHOBPEMEHHO B3aMOZENUCTBYIOT C Ma~
TepruaIbHBIMU 0ObEKTAMU DKCIIEPHMEHTA B JIa0OPaTOPHBIX UJIU
HaTypHBIX UCTIbITaHUAX (Brailsford, et al., 2019).

BMecTe ¢ TeM CHUCTeMy alpUOPHBIX KAaTErOpUil PacCyKa MOXKHO
0603HayuTh B HhopMe, MTpeiCTaBIEHHO B Tabuiie 1.

Ta6nuna 1. CucteMa KaHTUAHCKUX allpUOPHBIX KaTErOpUil paccynKa
(Hapcknit, 1976, c. 64).

Kareropuu KosimyecTsa Kareropuu KayecTBa

Maremaruveckue | 1. EnuHCTBO 1. PeanbHOCTDb
(omHOpPOZIHBIE)

2. MHOXeCTBEHHOCTb 2. Orpunanue

3. BceobmHOCTb (LeabHOCTb) | 3. OrpaHuyYeHue

KaTeropuu oTHOIEHHUS KaTeropun MoaasibHOCTH
JnHamuyeckue 1. Cy6CcTaHIMaNnbHOCTD 1. BO3MOXXHOCTB
(pasHopopHbIE) 1 IPUCYIIHOCTD

(axuUAEHTaIbHOCTD)

2. [IppynHHOCTD 2. CymecTBOBaHUE

3. BzaumogeiicTue 3. Heo6xommumocThb

U CJIy4alHOCTb

B kauecTBe npumepa paccMoTpum paboTy Csao-JIu Cyns, Xysii BaH,
Cunb-Ke JIn, T'o-Xonr lJao, FOi1 Kyan, Ca0-Yen YxaH — MeXAyHapOLHON
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IPYIIIIbl aMEPUKAHCKUX U KUTAUCKUX Pa3pabOTYNKOB CUMYJISITOPOB Ha
ocHoBe Mmozenu MonTe-Kapio (Sun, et al., 2020). B pazbupaemoii pa-
60Te pa3paboOTUYMKU OMUCHIBAIOT MPOLECC CO3LAHUS CUMYIISALUN OIS
AKCIIEPUMEHTAJIBHOTO TIOATBEPKAEHNUS AUaNa30Ha IM0JIe€3HOCTU U3ITY-
YeHU s IPOTOHHBIX ITYYKOB MOJIEIMPYEMOI KaMepbI [1J1s JIeYeHus paka.
Paszpa6oTunku otmedatoT (Ibid., p. 979), 4TO MeTOAbl BBIYMCJIEHUS
MoHTe-Kapso oT/In4aTCs OT APYrUX BIYUCIUTEIIBHBIX aJITOPUTMOB
MCII0Ib30BaHMEM BBIOOPKU cily4aiiHbIx yuces (Branford, et al., 2008,
Camarasu, et al., 2013, Glatard, et al., 2008). BuymuTesbHble pa3mepsl
BBIOOPKY IMO3BOJISIIOT CTOXACTUYECKOMY XapaKTepy CIy4aiiHOCTU MO-
IeJIMPOBATh pealCTUYHbIe CTaTUCTHYecKue QuyKTyanuu. Pazpabor-
YUKY TOTYEPKUBAIOT MOJIEBHOCTh TAKOTO METOJIA B CIIEHAPUAX, KOT/ia
HEBO3MOXXHO IOJIYYUTh MaTeMaTUYeCKUe BbIPAXKEHUS! B 3aMKHYTOM
dbopMe uK B paMKax JeTepPMUHUPOBAHHBIX aJITOPUTMOB. DTO eJlaeT
IAHHBI METOJ, XOPOIIO MOAXOASAMIMM Ji MOAEIUPOBAHUS PACIIPO-
CTpaHEeHUs YacCTHUl] Yepe3 BEIECTBO U 103 00JIyyeHus, KOTOpble pac-
NpeessIIoTCs BHYTPU BELECTBA, YYUTHIBAS CJIYYAMHYIO IIPUPOAY IBU-
sKeHuUs yacTul. ONKChIBas CYyTh UCIOJIb30BAHUS B JAHHOM CUMYJISLUN
meTona MoHTe-KapJio, pa3paboTunKy ONMPAIOTCs Ha CYLIeCTBYIOI e
TeopeTuvecKyre NOMyIeH!s U UCCIIEA0BATebCKYI0 AKCIIEPUMEHTATIb-
HYIO IPaKTHKY, KOTOPast C IOMOIIBIO 3TO CUMYJIALUU OyeT BOCIPO-
M3BeJIeHa C BICOKOM TOYHOCTHIO:

«Korga ¢oTOH NpoxonuT yepe3 TKaHb, TO Y HETO €CTb YHUKaJIbHOE
CBOICTBO BEPOSTHOCTU B3aWMOMEHCTBUS MOCPEICTBOM (POTO3JIEK-
TPUYECKOTO MJIM KOMIITOHOBCKOT'O PpAaCCEsHUSI AJIsl KaXKAOro enu-
HUYHOT'O PACCTOSIHUSI, KOTOPOE OH NPOXOJUT 4yepe3 TKaHb. Ciyvai-
Hasi BbIOOpKA MOXET OIpEeJeJsiTh, KaK U I7le OH B3aUMOJENCTBYET.
VcxonHbelil GOTOH B 3TOM CJy4yae Ha3blBaeTCsl IIEPBUYHON YacCTHULEH,
a BCE BJIEKTPOHBI UM (POTOHBI, KOTOPbIE OH BHICBOOOXKAAET UJIU CO3-
IaeT B pe3yJbTaTe B3aMMOMENCTBMS, Ha3bIBAIOTCSI BTOPUYHBIMU Ya-
crugamu. Cumynsanusa MetTogoM MoHTe-Kapsio MOXKET MOZEIMPOBATh
YHUKAaJIbHbIE TPEKU OOJIBIIOTO YMCJIA OTHE/bHBIX YACTHULL [JIS1 JAHHON
reOMETPUM Cpelbl, YTOObl MOLEIMPOBATh SHEPreTUYECKOEe IOJIOKE-
Hue B cpege (Cirne, et al., 2007). CyuecTBYIOT IapaMeTpsl U AOMYIe-
HUS, KOTOPbIE MOXHO CHeJiaTh IIPpY pacuyere 1o Mmeroay Monrte-Kap-
JIO Ha OCHOBE TPeO6yeMOro BpeMeH! MOZIEIMPOBaHM s U HEOOXOIUMOT 0
YPOBHS TOYHOCTH. npOCTOC yBEJIM4YE€HUE YKClla NEPBUYHBIX YaCTULL
IIOBBICUT TOYHOCTDb PE€3YJIbTATOB, YMEHbLIINB CTATUCTUYIECKUE Cl)]'IyK—
Tyanuun cnyqaimmx 4uceJi, HO BpEMS MO ENIMPOBaHUI COOTBETCTBEH-
HO yBeJIM4IUTCs» (Sun, et al., 2020, p. 980).

Pazo6paB meTonuky moaenupoBaHus (Ibid., pp. 979-980), paspa-
6O0TYMKYU TEPEXOIAT K ONMUCAHUIO UePapXUYECKOil CTPYKTYPhl Moje-
JIMPOBAaHUS CUCTEMBI, KOTOpasl BKJOYaeT B cebs daiiy mapameTpos
BBICIIIETO YPOBHS U HAabop (aiiyioB IapaMeTPOB HUBLIETO YPOBHS, He-
06XOJUMBIX IJI1 YKa3aHUs MCTOYHUKA YaCTUL, HACTPOUKU (DUBUKY,
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reoMeTpuH, OLEHKY, NBUKEHUS, 3aBUCSUIMX OT BPEMEHH, BXOIHBIX
IAHHBIX U IPadUYeCKUX BBIXOASIINUX AHHBIX CUCTEMBI. DTa CTPYKTY-
pPa MOZIeIMPOBAHUSI KOMIILIOTEPHO CUMYJIALIMY [IOKa3aHa Ha puc. 1.

CtpyKTypa ¢ailyioBoil CUCTEMBI IIAPaMETPOB JIJISI CUMYJISILIAN TPEX-
MEepHbIX Kamep, pa3paboTaHHasi B 3TOM MCCJIeIOBaHUMY, [IOKa3aHa Ha
puc. 2. Kaxx[plit HU3KOYpOBHEBbII NTapaMeTp daiina B Kajipe sBIsSeTCs
IPYTMM HU3KOYPOBHEBBIM MapaMeTpoM (aiijIoBOi CUCTEMBI, KOTOpas
COJIEPKUT BCE BIYMCIIUTEIbHbIE KOMIIOHEHTHI JJIS1 MOJIEJTMPOBAHUSI.

OnucaHue dpeiiMBOPKa 6b1J10 06061[€HO Pa3paboTIYMKaAMU B CIie-
I[MaJbHOY ajropurMmudeckon npouexnype (Ibid., p. 982). B Heit onuca-
HBbI BTaNbl MOJIEIMPOBAHNUS U3MEPEHUN [aJbHOCTH MyYKa IPOTOHOB.
OCHOBHO/1 YaCTbIO SIBJISIETCSI HACTPOUKA BDEMEHHOIT XapaKTEPUCTUKHU
IBUKEHMS] M CKaHUPOBaHUS Jiyya. Paboyuii Mpouecc KOMIbIOTEPHOI
CUMYJIALIMY [JI1 U3MEPEHUS MMOJIOKEHUS ISITHA NMPOTOHHOTO IIyYKa
65171 060611eH B ajropuTMudeckon npouenype (Ibid., p. 983), B koTo-
pO¥i ONMCaHbI OT/EJIbHbIE DTAIbl MOJIEIMPOBAHUS U CUMYJISILUU. Oc-
HOBHas 1]eJIb 3aKJII0U€HA B [10JIy4YeHUU Nopo6HON NHGOPMALIUY O Ka-
K0i1 yacTulle (0COGEHHO O BpEMEHH MPUOBITHS YaCTHUIL) C TIOMOLIbIO
MeToza (HazoBOro NPOCTPAHCTBA IJIs1 pacyeTa MECTOIOJIOKEHHUS ITPO-
TOHHBIX ITy4YKOB.

[ obnmii faiin mpaveTpor ynpapIcHis J

i { ] 1

1
|, HCTOS HHEK 1 Hal_'Tp]'lH'-\.; [ I'.,'II'\H..'TI'MI:H ] [ HICHEA ] [ H.]:ﬁ.'“!l ]
HACTHL Hy 4IH HHKH
'\\ I

AEOTYITH TGO THMECKNE KOMIOECHTH e }

(IrEICCKHY {HACAIKH, OTRCPCTHA, (ASCI maw Gimsnprse

moaeneii Geantd ROULITHMEATOP, JATHHEN B T.1.) FRILL, NPocTRANETRG
\

finnn T coroani |

'

CTANIMTHHEE |
Uicantd qainm 1

I:.ll-l IHMCCERY [ ARHECHHE

RETTTENES

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

4  3pece: Geant4 — GEometry ANd Tracking (Geant4) — BeIYMCINTENbHBIE KOJIBI
MonTte-Kapso g5t MogenmpoBaHusl epeHoca Jactul, B cpegax. Geant4 — aro
YHUBEPCAaJIbHBI MHCTPYMEHTAPHIA 17151 MOJ,eIMPOBaHKs 110 MeToy MoHTe-Kap-
J1o, HaMnMCaHHbIA HA IIPOTPaMMHOM A3bIKE C++ B KauecTBe OTKPBITOT'O UCXOHO-
ro xopa (Titt, et al., 2012). ASCII (aury1. American standard code for information
interchange) — HazBaHue Ta6MLbI (KOLUPOBKU, HAOOPA), B KOTOPOIl HEKOTOPHIM
PacrpoCTpaHEHHBIM II€YATHBIM U HETI€YAaTHBIM CHMBOJIAM COTIOCTaBJIEHBI YUC—
JIOBbI€ KO bI.
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Bce BuibI IepeynCIIeHHBIX Bblllle MOZesIel, BKIo4as Mozesb MoH-
te-KapJio, pazo6paHHyI0 Ha KOHKDETHOM NpUMeEDe, 06J1aJjaloT 001ei
XapaKTePUCTUKON: BCTPOEHHBI B HUX KOHCTPYKT BPEMEHU U IIPO-
CTPaHCTBA Yepe3 rMIOTe3bl M TEOPUHU, CO3JJaHHbIE DaHEee UCCIe/loBaTe-
JISIMM Ha OCHOBE allPUOPHBIX GOPM YYBCTBEHHON MHTYULIUH, KOTOpas
Oblyla HampaBjieHa Yepe3 CUCTeMY allpMOPHBIX KaTeropuil paccyjika,
160 HENMOCPEeACTBEHHO HA DMIMPUYECKU U3yYaeMblil OOBEKT, 160
Ha ero abcTpakTHylo Qopmy. [locye co3annsa mopeneil Ux 3amycka-
I0T B CIELUaJbHON CpeJleé CUMYJISITOpa, Liejlb KOTOPOro o6paboTaTh
C TIOMOIIbIO BBIYMCJIUTEIbHBIX aJITOPUTMOB BCE COCTOSIHUSI MOZesei
U IPEeACTaBUTb UX B TaKOM BHUIE, YTOObl MOKHO ObLJIO UHTEPIIPETU-
poBaThb UX abCTPaKTHble GOPMBI B BUIe SKCIIEPUMEHTAJIbHBIX JAHHBIX,
TO €CTb COIJIACHO TPaHCLEHI€HTaIbHO (pu1ocoPun JaHHbIE JOTKHBI
OBITb pacll0O3HaBaeMbl YyBCTBEHHO!N UHTYUIMEN U PAaCCYIKOM CyObeK-
Ta 3KCIIEPUMEHTA.

Heroummk muaysennn

PG kavepa
:}IIrlﬂ.'ll\l'.ll.'!rHl.' T TN,
OduerT oliTynennn Hacrpoiika kosmonerron, IPOCTPRICTIS I - DPECINDS
BiBop dopusL, POCRISTINE, CTRYFTYPSL, PACHIPCACICHINE, VIO
PATMEPOE, CBORCTR PHINKI SEATEPHAIOR, ., HAIYHEHHA, PROSBOPOT YITHL. ..
MATEPHANA, , T !,pf

Mlaen HSHRIL Y W RS CPHE CA rae

Pacucy
WUTYHENHE

O REUICRME LR CI PO TR 5 O RS

¢H ks YCTAIHHRKD NEPSciibbl iy HFE LY ISR,

ltuﬁnrl EECERY . . fpcl:llu:l NOCTHIL,
FIPs PRSP YIPIIL RIS PR AL EM A

- RIS EHEE
SEOIICH SIAEE L

HECTHE
COXPARCHAR

Cranuponanne wuryuenms Biisoanibie Saniie
PRCqeT 1nsenns sMar e CTpysrypa ® THII  BRINOJIHBX
MEIA, HIMEHAETOCE 0 summax (ASCH wan Guosapanae
BPCMEHEM daiiang, npocTpancTee darenux

CoGTORN. .. )

Puc. 2. PpeiiMBOPK KOMIILIOTEPHOI cUMyJIsiyu cuctembl Kamep® (Ibid., p. 981).

Vcxonmst U3 3TOM NPUKJIAAHON 3amadyud (popMyaupyeTcs BTO-
POl NYHKT KOHLEINTYaJlbHOM METOAOJIOTUU pPa3paboTKU KOMIIbIO-
TEPHBIX CHUMYJILMA NPU CO30AHUU MamemamuuecKux modeneil

5 3pecs: PG kamepa (aHrji. prompt gamma camera) — raMma-Kamepa, KoTopast
VIMEET BO3MOKHOCTb MOHUTOPMHIA [Mala3oHa MPOTOHHOIO IIyYyKa B PEXUME
peasibHOro BPEMEHU IIPU JOCTaBKe CaMoro jiyda 6e3 a(p(eKTOB BbIMbIBAHUS U3
xopoulo nep@ysnpyembIx TKaHel 6arofapst GbICTPOMY raMMa-U3TydeHuIo (Me-
Hee 1 Hc nocie Bo36yxneHus) (Park, et al., 2019).
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U 6HIYUCAUMENLHBLX ANZOPUMMOE CUMYAAMOPA HA OCHOBE CYULECTNEY-
OULUX HAYUHLLX MeOPUll U 2unome3 Ois KOPpeKmHoit unmepnpema-
UUU OAHHBIX, 2EHEPUPYEMbIX 6 X00e NPOBOOUMOZ0 CUMYAAUUOHHO-
20 dKcnepuMenma, paspadsomuuKy HyHCHO 6bICMPOUMb eHYMPeHHUE
U 6HewHUe C643U UCNOAL3YeMbIX Modenell, PYK0800CMEYACy CeMaH-
MUKoil cucmemsvl ANPUOPHLIX Kamezopuili paccyoka. B aTom ciydae
CTaHET BO3MOXHBIM HACTPOUTb MAaTEMATUYECKUE MOZENN TaKUM 06~
pa3oM, 4TOObl CEMAHTHMKA MX B3aMMOJENCTBUS, C OJHOU CTOPOHBI,
OblyIa IOCTYIIHA PACCYAKY pa3paboTyuKa /AJsl BHECEHHUS NPABOK U J0-
MOJIHEHUI B CJIy4ya€ HEOOXOLMMOCTU COBEDUIEHCTBOBAHUSI CUMYJIS-
LMY, a C APYToi — Obljla CEMAaHTUYECKU PEJIEBAHTHOM 1151 BBISIBJIEHUS
PEe3yJIbTaTOB 3KCIIEPMMEHTA, BU3yaJIn3aLusl KOTOPbIX COOTBETCTBOBA-
J1a 6bl YyBCTBEHHOU MHTYULIMMU M PACCYIKY CyObEKTa 3KCIIEPUMEHTA
AQHTPOIIHOM NIPUPOZBL.

[Tocne onpepneneHnst IByX KOHLENTYaJbHBIX METOILOJIOIMYECKUX
MyHKTOB CO3[1aHUSl CUMYJISILUII OHTOJIOTHSI KOMIIBIOTEPHBIX CUMYJISI-
LMIi HAyYHBIX 3KCIEPMMEHTOB B PaMKaX TPAHCLEHIEHTAJIbHON (PU-
Jocopun NpUOOGPETAET CBOU MNPEAEJbl B MUPE SIBJIEHUN U CIIY>KUT
crienurIeCKMM UHCTPYMEHTOM, PACIIUPSIOIMM KOTHUTUBHbBIE CIIO-
COOHOCTHU 4€JI0BEKA KOJIMYECTBEHHO (HANpUMeED, 4epe3 KPaTHOE yBe-
JINYEHNE CKOPOCTH BBIYMCJIEHUI apu(METUYECKUX ONepaluil) 1 Ka-
YeCTBEHHO (HaIpHUMep, CIIOCOGHOCTBIO CHMYJISITOPOB 06PabaThIBATh
MOJIE€JIY, KOTOPbIE HEBO3MOKHO PEIIUTh aHAJIUTUYECKUM CIOCOOOM).
DTa OHTOJIOTUS COCTOUT M3 DJIEMEHTOB 6a30BOI TPAHCIIEH€HTaIbHOMN
OHTOJIOTUH, KOTOPYIO MOKHO ONPELEIUTD HE YEPE3 MPEIMETHI, a Pop-
MBI UX [I03HaHMU4, YTO B PaMKaXxX 3MUCTEMOJIOTUYECKON [ ByaCIIEKTHOM
VHTEpIIpeTaly TPAHCLEHIEHTANIbHON PUIOCO(UU U SIBJISIETCS TEM
OCHOBaHMEM, C MOMOULIbI0O KOTOPOTO BO3MOXKHO IO3HAHUE <«BEIIEH-
IJISI-HAC» U MPUTSI3aHUI NHTEJIJIEKTYaJIbHOM MHTYULMY Ha ONKMCaHUe
«Beler-caMuX-TI0-cebe».

B 3akiounTeNIbHON YacTU CPOPMYIUPYEM YEPE3 MOJTYYUBIIYIOCS
KOHLEMNTYaJIbHYI0 METOJ0JIOTUI0 OCOOEHHOCTU KOMIIBIOTEPHBIX CUMY-
JISIMA C TOYKY 3PEHUS] TPAHCL,EHIEHTAIbHON 3CTETUKN U TPAHCLEH-
I€HTaJIbHOW aHAJIMTUKY, BBIIEJIMM IIPEMMYILECTBA SKCIIEPMMEHTOB Ha
OCHOBE KOMIIBIOTEPHBIX CUMYJISILIUI U ONPENEIUM NPEAEbl OHTOIO0-
I'MY KOMIIbIOTEPHBIX CUMYJISILIUMI B PaMKax TPAHCLEHIEHTAJILHON (PU-
socodum.

3. TpaHcueHpeHTanbHas punocodus
1 KOMITBIOTE€PHBIE CUMYJISIIIHI

KoMmbpioTepHbIE CUMYJISIIUN C TOYKHM 3PEHUS TPaHCLEeHAEeHTaIbHOMN
¢punocoduyu 0651a7a10T BaXKHBIM KaUECTBEHHBIM OTJINYUEM OT IKCIIE-
PUMEHTAJIbHBIX UHCTPYMEHTOB, MCCJIEH0BaTEIbCKOTO 000pyIOBaHMS
1 YCTaHOBOK, IIPeIHA3HAYEHNE KOTOPBIX — yJIy4llIeHHe CIIOCOOHOCTEN
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YyesioBeKa B LeJIsIX KOJIWYECTBEHHOTO YCUJIeHMS YyBCTBEHHON MHTY-
MUY U PacCy[OYHOTrO NMOTeHIMana. DTO OTINYME MOXHO BBIPA3UTh
cleyoIMMUA OCOOEHHOCTSIMMU:

1) KOMIIBIOTEpPHBIE CUMYJISIUM CO3[Al0TCSI CTPYKTYpHUPOBaHUEM
Pa3/IMYHBIX CUHTAKCUYECKUX 3JIEMEHTOB MAIIMHHOTO $13bIKA AJISI pe-
IIeHNUs [JIaBHOH 3a/1a41: BOCIIPOM3BeIeHIe CEMaHTHUKY TUIIOTE3 U T€O-
pHIl, CUHTE3UPOBAaHHBIX paHEe COIVIACHO TPAHCLIEHI€HTaIbHOM PUIo-
coduu ocpeICcTBOM TPAHCLEHEeHTaIbHOTO €JMHCTBA alNlepUeniun
yepes N03HaHNe 00bEKTa HKCIIEPUMEHTA B XOJ€ SMIIUPUYECKOTO OIIbI-
Ta C IIOMOIbI0O MEXaHU3Ma YyBCTBEHHOM MHTYULUU U I€SITeIbHOCTU
paccynxa;

2) cCUMyJISIIUY PaCIIMPSIOT OXBAT MO3HAHMA 32 CYET KOJIMYECTBEH-
HOTO YCUJIEHMSI KOTHUTUBHBIX CIIOCOOHOCTEN 4esloBeKa, KOTOpoe I10-
3BOJISET IPUMEHSTb TPAHCLIEHIEHTAJIbHYIO aHAJIMTUKY 17151 O0JIbIIEro
41cja 06bEKTOB, CTAHOBSIIUXCS JOCTYIIHBIMU B XOJI€ UX SKCIIEPUMEH-
TaJIbHOTO BBISIBJIEHUSI BO BpeMsI pabOThl KOMIIBIOTEPHON CUMYJISILIUY;

3) cumysIILIMKM MOTYT 06JsafiaTh MOTEHLMAJIOM IIepexofa TpaHul]
TPaHCLEHIEHTaIbHOTO NI03HAHUS 32 CYET KaYeCTBEHHOTO Mpeooe-
HUS KOTHUTUBHBIX CIIOCOGHOCTE! YesloBeKa, Bblpa’kaeMble 4epe3 aH-
TPOIOLEHTPUYECKOEe 3aTPyJHEHNEe U CBOWMCTBA CUMYJISLUI paboTaThb
C MaTeMaTUYeCKUMU MOJeJIIMU Ha OCHOBE YpaBHEHUI, KOTOPbIE He-
BO3MOJKHO PEIIMTh aHAJIUTUYECKUM UJIN APYTUM JOCTYIIHBIM YeJsIoBe-
4eCKO¥ KOTHUTUBHOM ITPUPOE CIIOCOOOM;

4) cumynsaLuU paboTalOT HENIOCPEICTBEHHO C 00BbEKTAMU TPAHC-
LeHIEHTaAbHONH OHTOJIOTMM (MaTeMaTUYEeCKUMHU MOMEeJsIMHU, OIU-
CbIBAIOIIME€ TEOpPeTUYECKUE KOHLEMIUU, TUIOTe3bl U IMIUPUYECKIE
HaOJIIO[IeHNUST), YTO TI03BOJISET IPOBOJUTD UCCJIeIOBaHMs, B OCHOBY KO-
TOPBIX 3aKJIaJIbIBAIOTCSI MHOXKECTBO TUIIOTE3 U TEOPUIl YePe3 CUCTEMY
MHOTOYPOBHEBOI CUMYJISIIVY C BHYTPEHHUMU 1 BHEITHUMU OOpaTHbI-
MU CBSI3SIMU.

PazbepeM KaX[yl0 0COGEHHOCTb OTIEJIbHO COrJIaCHO CHOPMYJIU-
POBaHHBIM B IIEPBLIX [IBYX YaCTSAX KOHILENTyaJIbHbIM METOHOJIOTHYE-
CKUM IIPUHIUIIAM CO3[,aHUS U UCIOIb30BaHUS KOMIIBIOTEPHBIX CUMY-
JALAN.

1) CunTakcuc u cemaHTHKa. B pa6ore Xampamosna (2019, c. 177-
180) ananu3upyeTcs CYHMHOCTHAsl CTOPOHA CUMYJISLUN Yepe3 repe-
XOJl 3KCIIEPUMEHTAJbHBIX CJIeJOB U3 rpadeMaTUyecKoro MmpocTpaH-
cTBa B JlaHHble (KoHLenuus rpademsl JKaka Jdeppupna (Derrida, 1997))
¥ KOHIEINIUS SIMCTEMUYECKOi Bemu XaHc-Mopra Paitn6eprepa
(Rheinberger, 1998), koTopble 0OHAPYXUBAIOT Ce0s yKe B pelpe3eH-
TaTMBHOM IIPOCTPAHCTBE, U MIpefjiaraeTcs ciaenyollee onpeieseHue:

«KoMIIbIOTE€pHBIE CUMYJISIIAY HAy4YHbIX DKCIIEPUMEHTOB — 3TO CJIOXK-
Hast ¢opma B3aMMOJENCTBUS Pa3HbIX TEOPETUYECKUX, MaTeMaTHUye-
CKUX U IPUKJIAIHBIX BBIYMCIIATEIbHBIX MOJIEJIEH C MHOTOYPOBHEBBIMU
CBS3SMM U OTHOIIEHUSIMU JAHHBIX B IPOCTPAHCTBE PENpe3eHTaALUU
C BBICOKOII CKOPOCTbIO OOMEHA, Nepejauy ¥ UBMEHEHM 1 MHPOpMaLUU
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MeXIY IAHHBIMU, BeAyIIMMHU K 0Opa30BaHUIO HOBBIX DKCIIEPUMEH-
TaJbHBIX JAHHBIX» (Xampamos 2019, c. 180).

Taxoe npepcTaBieHre CUMYJISILUE BBISIBJISIET UX YePe3 TPAHCLIEH-
IEHTAJbHYI0 OHTOJIOTHUIO KaK OMNUCAaHUE PEaJbHOCTU MOCPEICTBOM
arpuUoOpHBIX (GOPM MO3HAHUS: CUMPAAUUU — 3MO KEUHMICCEHUUA
CMPYKMYPUPOBAHUL CUHMAKCUCA (8 CILYUdAE KOMNDIOMEPHBLX CUMYAIL~
YUl — MAWUHHO-BbIHUCAUMENBHO20 CUHMAKCUCA) COZAACHO Haubolee
PesesaHmHbLU cemanmuieckum Gopmanm meopemudeckux npedcmas-
JeHull u 2unomes 06 obsexme skcnepumenma. ONTUMaNbHO paboTa-
I0Iasi HACTPOEHHAsl CUCTeMa MPeoOpa3soBaHUsI MAMIMHHBIX CAHTAaK-
CHYECKUX CTPYKTYP Uepe3 ceMaHThYeckue (POPMbl MATEMATUYECKUX
MoOfieJIell, KOTOPbIE B CBOIO OY€pe[lb BbIPAXKAIOT CEMAHTUKY T€OPETU-
YeCKUX KOHLENIUN U TUIOTE3, NO3BOJISIET CUMYJISLUSIM BbINOJIHATD
cylelyIolye BaKHble (PYHKIIUY BKCIIEPUMEHTA:

* Onpedesenue (8bl6op) meopuu. Cpeny MHOXKECTBA TeOpeTHUye-
CKUX KOHLIENIUH, MPETEeHAYIOMUX Ha CMBICJIOBOE OMMCAHUE 0OBEKTA
SKCIIEPUMEHTA, IIPU CO3[1aHUN KOMIIBIOTEPHBIX CUMYJISIUNA NPeAno-
YTeHue OTHaeTcsl Haubosiee 060CHOBAaHHBIM. B mepBoM npubankeHun
KPUATEPUSIMU OGO0CHOBAHHOCTH CJIYKaT HAyYHOCTh, COTJIaCOBAaHHOCTD
TEOPUHU C SMIUPUYECKUMU HAGIIONEHUSIMU U, YTO BAXKHO, HAJIU4YKE ee
MaTeMaTU4eCKOro ONMUCAHUS, He IPOTUBOPEYAIlero €€ KOHIEeNTyalb-
HOV CEMaHTHKe.

* Teopemuueckoe usnosxcerue (Nposepka Ha 6HYMPEHHIOW CeMAH~
MUKO-CUHMAKCUUECKYI0 NPOMUBOPEUUBOCMY). YCIIEIIHOCTb Pa3BUTHUS
TEOpUHU HANpPSIMYIO 3aBUCUT OT BO3MOXXHOCTHU €€ IPOBEPKU B COOT-
BETCTBUU C NPUHSITBIMU CMBICJIOBBIMU CEMAHTUUYECKUMU KOHCTPYK-
TaMH U TOU CTPYKType CMHTAKCHCA, HA KOTOPBIN TEOpHUsl ONMMPAETCSL.
KommnbloTepHasi cuMysisLus MO3BOJSIET BU3YyalM3UpOBaTb TEOPETU-
4yecKue MpeCcTaBJIeHUs B 60Jiee HAIJISIAHOM U BOCIIPUHUMAEMOM UC-
cJleloBaTeJIeM BUJe, a TAaKXXe MPOBEPUTb Ha NPAKTUKE CEMaHTU4Ye-
CKYIO P€JIEBAHTHOCTb TE€OPUU [AAHHBIM, [1OJYYAE€MbIM SMIIMPUYECKH,
Y ONuCaTeNIbHBIM MAaTeMaTUYeCKUM MOJeJIsIM, KOTOpble, TpruobpeTast
ONpeNeNIEHHY CMBICJIOBYIO HAallOJIHEHHOCTD MPY CO3LAHUU CUMYJISI-
LMY, Pa3BUBAIOT U 1a’Ke PACLIMPSIOT TeOpeTUYeCKUe IPEeNCTaBIEeHUS
006 06beKTax 9KCIIepPUMEHTA.

* ObsacHerue meopuu. CUMyISILUAS EMOHCTPUPYET UCCIIef0BaTe -
JII0 CEMaHTUYECKYI0 CyThb TEOPUM C TIOMOIIBIO BO3MOXHOCTHU YIIPAB-
JIEHUSI €€ XapaKTePUCTUKaMU (CKOPOCTb T€YEHUS BDEMEHU, BApbUPO-
BaHME KOJIMYECTBEHHBIMU U KaU€CTBEHHBIMU MapaMeTpaMU OOBEKTa
U cpelpl BKCIIEPUMEHTA), KOTOPbIE B YCJIOBUSX JIAOOPATOPHOrO WU
HaTypPHOTO 3KCIIEPUMEHTA MMEIOT OTPAHUYEHMS, XapaKTepHble mOJs
MaTepuanabHO-(PU3NYECKUX CBOWCTB KakK 1€JIEBON CUCTEMBI, TaK U €e
MOJI€JIM Ha OCHOBE MaTepHaJIbHOTO CyOCTpaTa.

* [Ipoznosuposanue. CUMyJsILMSL, B MEXAaHU3M KOTOPOW BCTPO-
€Ha CeMaHTUKa HauboJiee YCIEeUIHbIX TEOPETUYECKUX NPeNCcTaBie-
HUM 00 00BEKTe DKCIIepUMEHTa, sBJjseTcsl KpaiHe 3(QQPeKTUBHbIM
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MHCTPYMEHTOM IMPEJUKTUBHON aHAJUTUKUA C HMHUPOKUMU BU3yasb-
HbIMM CPEACTBAMU IMpeJCTaBJI€HUs] IPOTHOCTUYECKUX MAAHHBIX Ha
OCHOBE UX U3BJIEYEHUS] HEMOCPEACTBEHHO U3 BKCIEPHUMEHTAIbHBIX
IlAHHBIX, KOTOPbIE MOTYT ObITh IPOBEPEHBbl SMIIMPUYECKUM WJIH, BO3-
MO>KHO, aHQJIUTUYECKUM CIIOCOOOM.

* HayuHble omkpuimus u noayueHue s6pucmuseckux danHux. MHO-
rOypOBHEBbIE CUMYJISLINY, pa3paboTaHHble HA CEMAaHTUYECKH pa3Ind-
HBIX JUHAMUYECKUX MOJEJISIX, CyTh OTJINYMS KOTOPBIX — BJIOKEHHbIE
B HUX pa3Hble TEOPETUYECKUE KOHLENIUU U TUIIOTE3b], IPEACTABIIS-
IOT COG0Y YHUKATBbHBINA CEMAaHTUKO-CHUHTAKCUYECKUI MEXaHU3M, OIle-
pUpyomuil 06beKTaMU TPaHCLIEHAEHTaIbHON OHTOJIOTUM Ha YPOBHE,
HEIOCTYIIHOM [JIg IPYyTUX BUJOB 3KCIIEPUMEHTA, KOTOPbIE, KaK Ipa-
BUJIO, OTIMPAIOTCS Ha OTPAaHMYEHHOE YHCJIO (Yallle BCEro ogHy 6a30BYI0
TUIIOTE3Yy WJIM TEOPUIO) HAYYHBIX TEOPUH. Takoil MexaHU3M I103BOJISET
M3BJIEKATh DBPUCTUYECKUE JaHHbIE U ObITh NCTOYHMKOM Hay4YHBIX OT-
KPBITHUA.

2) KosnyecTBeHHOe YyCHJIEHHE II03HAaBaTeJbHBIX CIIOCOOHO-
creit. B paboTte Xammamosa (2019, c. 169-170) paz6upaeTcs fBa B3IJIsI-
Ila Ha IPUPOJY CUMYJISILIMIL B ofxone Manyass Hiopana (Duran 2018,
c. 8-24), B pe3yJsbTaTe Yero BbIAEJSETCS Ba)KHOE CBOMCTBO KOMIIbIO-
TEPHBIX CUMYJISILUI, CO3[laBa€MbIX C IIOMOIIbI0 IIPOrpaMMHO-ammna-
PaTHBIX KOMIIJIEKCOB Ha BHICOKOIIPOU3BOAUTEIIBHBIX BEIYUCIUTEIBHBIX
KJIaCcTepax. DTO CBOICTBO, KOTOPOE JOCTATOYHO OYEBUIHO 151 KaXKI0-
ro Ha6s0faTes s KpaTHOE MPEBOCXOACTBO BBIYUCIUTEbHBIX CIIOCO0-
HOCTEN TaKoro poja KJacTePOB HaJ, BbIYUCJIEHUSIMU, OTPAaHUYEHHBIX
KOTHUTUBHBIMHU BO3MOKHOCTSIMU Y€JIOBEKA, UTO [103BOJISIET OPraHMU30-
BBIBaTh paboOTy C MaTeMaTU4YEeCKUMU MOJIeJISIMU Ha HEIOCTYITHOM [J151
4YeJIOBEKA BHIYMCIIUTEIBHOM YPOBHED.

Eme ogHUM Ba>kKHbIM I1apaMETPOM, YCUJIMBAIOUIMM [103HABATEJIb-
Hble CIIOCOGHOCTU HCCJIeZOBaTesIs, SIBJISIeTCSl BU3yanu3alus 3KCIe-
PUMEHTAJIbHBIX TAHHBIX B TAKOM BHUJ€, B KOTOPOM OHU OOBIYHO HEJ0-
CTYIIHBI AJIg Y€JIOBEKA HU B OJHOM U3 APYIUMX BUJOB SKCIIEPMMEHTA.
OCo6eHHO 3TO KacaeTcsl TeX OOBEKTOB IKCINEPUMEHTA, KOTOpble Ha-
MPSIMYIO YeJIOBEK He MOXKET HabJII01aTh B CUJTY OTPAaHUYEHHOCTH CBOUX
CEHCOPHBIX criocobHocTel. OHAKO, 06s1a/1ast allpUOPHBIMU POpMaMU
MO3HaHMS, YeJI0BEeK CIIOCOGEH NOBOJILHO TOYHO OIMCHIBATH SIBJIEHUS
C IIOMOMIBI0 MaTEMaTUYECKOrO armnapara B ONpeNeleHHON CEMaHTU-
K€ TOU MJIM MHOW TEOPETUYECKOU KOHLENLIUM, TEM CAMbIM OCYILE€CT-
BJISISI IEPEHOC Pa3pO3HEHHBIX DKCIIEPUMEHTAbHBIX CIET0B B 0ObEKThI
TpPaHCLEeHIEeHTaIbHON OHTOJIOrUU. [lociie 3TOro pa3paboTUMK CUMY-
JISILUM MOXET CO3[1aThb CUMYJIATOP M CIELMAJIbHYIO NIPOrpaMMy AJis
BM3yaJIM3aliuM 3KCIIEPMMEHTAJIbHBIX NaHHBIX YK€ B CEMAHTHUYECKU

6 CM., HaanMep, Bb[‘-II/ICJ'II/ITeJ'IbHyIO HpOI/ISBO,[LI/ITCJIbHOCTb CyHepKOMHbIOTepa
Summit, koTopas no tecty Linpack Performance cocrasuia 148,600 Tdnomnc/c,
unm 148 600 x 1012 onepanuii ¢ n1aBaroIei 3amnaToi B ceKyHay: https: /www.
top500.0rg /system /179397.
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CYMTHIBAEMOM HCCJIeTioBaTesieM Bujie. Hanpumep, ¢ MOMOIIBIO CUMY-
JISIUM# [7151 YeJI0BeKa CTay TOCTYIHbBIMU TPEXMepHble BU3yaIn3alun
TaKUX OOBEKTOB BKCIIEPUMEHTA, KaK KBaHTOBasl BOJIHOBas QYHKIIMS
(Figueiras, et al., 2019), xpomocomsl (Zawalski, et al., 2019), mosiexyJibl
JOHK (Brandner, et al., 2019), MaccuBHble KOCMHUYECKUE OOBEKTHI, Ha-
npumep, yepHsle abipbl (Fendt, 2019) u T.11.

3) KauecTBEeHHOe yCHJIEHHE MO3HABaTEJIbHbIX CIOCOGHOCTEMH.
C TOYKM 3peHHUs pacUIMPEeHUs T03HABATEIBHOTO I10J1sl, 0COGBIN UHTe-
pec MpeJCTaBJIsIOT TaKMe BOBMOXKHOCTU CUMYJISLIUIA, C TIOMOIIBIO KO-
TOPBIX CTAHOBUTCSI PeajibHbIM IMPEOJI0JIeHNe He MPOCTO CEHCOPHBIX
6apbepoB YeJIOBEKa, HO U PACCYLOYHbIX, TEM CaMbIM, Ha MOIi B3IJIS/,
MO>XXHO CTaBUTh BOIIPOC O BEPOSITHOCTY MPEOIOJIEHUS TPaHCLEeHeH-
TaJIbHOU OHTOJIOTMM BO BPEMS HKCIEPUMEHTAIbHO-UCCIIE0BATE b~
CKUX TNPAKTUK C ITOMOIIbIO TEXHOJIOTUI KOMIIBIOTEPHBIX CUMYJISIIUIA.
[Ton Xamdpuc, onuceiBas B cBoeil pabote (Humphreys, 2009, pp. 616—
617) aHTpONOLEHTPUYECKUI XapaKTep IO3HAaHUS Ha INPOTSIKEHUU
0603pUMOI1 MCTOPUM €BPOIENUCKOM MBICJIU, BKJIIOYasl JIOTUKOB-TIO-
3UTUBUCTOB Hadasia XX Beka M (uiocopoB-JIMHIBUCTOB, KOTOpbIE
6e3yCIeIHO MBITAJIMCh OTJEJIUTh MbIIIJIEHUE OT 4YeJioBeKa, He Ipe-
IOCTaBJISIET B 9TOM CMBICJIE IIAHCOB /1a)ke KOHCTPYKTHBHOMY DMIIU-
pusMy U peanusmy. Xamdpuc aenaeT uckiaodeHue s paborsl Kapia
[NTonmnepa (Popper, 1972), a Takke coBMecTHOI1 pa6oTsl ®opaa, ['tumo-
pa u Xetica (Ford, et al., 2006), ogHaKo B IEpPBOM CJy4ae, 10 MHEHUIO
XaMmdpuca, npepjaraeMslii METO]], CIMIIKOM abCTPaKTeH JJIsl huccie-
IIOBaHUS, 2 BTOPO COBCEM He 3aTParrvBaeT BOIIPOCOB BBIYUCITIUTEIIb-
HBIX HayK. XaM(puc NPUXOAUT K TPOMEKYTOYHOMY BBIBOZY O TOM, UTO
ceropHs ¢usnocodpckas HayKa O MbIIJIEHUN U TIO3HAHUU TTOJHOCTBIO
AHTPOIOLEHTPUYHA U HE MOXKET JJaTh OTBETHI HA Te MPOGJIeMbI, KOTO-
pble BOBHUKIIY Iepe] COBDEMEHHBIMU HAyYHBIMU BBIYUCIIUTEIbHBIMU
MEeTO/IaMHU, BRIXOJSIIMMHY, IO MHEHUI0 XaMdpuca, 3a aHTPOIIHbIE Ipe-
nesibl. Xam@puc HasblBaeT 3TO SIBJIEHUE aHTPOINOLEHTPUYECKUM 3a-
TPYAHEHUEM U [TOTYEPKUBAET €ro YHUKAJIbHOCTbh M KOPEHHOE OTJINYre
OT KJIacCu4yecKou Gpunocodckoii mpobieMsbl IO3HAHUS C AaHTPOTIOIEH-
TPUYECKOIT TOYKM 3PEHUS, «TaK KakK cTapas rnpobjaemMa CBsi3aHa ¢ pe-
IIpe3eHTaTUBHBIMU NTOCPEIHUKAMU, KOTOPbIE MPUCIIOCOOJIEHB! K KOT-
HUTHUBHBIM CIIOCOOHOCTSM vesioBeka» (Humphreys, 2009, p. 617), uto
Cpasy CTAHOBUTCS HEIIPUEMJIEMBIM B CJIy4ae BbIYMCIUTEIIBHBIX METO-
IIOB, perpe3eHTaTUBHBIMU IIOCPEJHUKAMU KOTOPBIX SIBJISIIOTCSI «KOM-
[IbIOTEPHbIE CUMYJISILIUU, KOHCTPYHUPYEMBbIe, YTOObl COAIaHCUPOBATh
MOTPEGHOCTH BBIYUCJIUTENIBHBIX MHCTPYMEHTOB U IOJIb30BaTEJIE»

7  Xamdpuc B padote (Humphreys, 2009) u3s nByx ciayyaeB (TMOPUIHBIN U aBTO-
MaTU3WPOBAHHbBIN) UCCJIENYeT TMOPUIHBIA — CLIEHAapuii, P KOTOPOM Hay4d-
Hasl DKCIIEPUMEHTAJIbHAS [eATEJIbHOCTh BELETCHI OJHOBPEMEHHO U YE€JIOBEKOM,
Y BBIYUCJIUTENIbHONM MamMHOK. TOT cily4ai, KOrga SKCIEPUMEHT IIPOUCXOAUT
6e3 yJacTus 4esioBeKa (aBTOMAaTHU3MPOBAHHBIN) XOTb M IPEJACTaBIsSeT 3HAYM-
TeJIbHBIN MHTepec 11 XamPpuca, B 3TOi paboTe UM He pacCMaTPUBAETCSL.
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(Ibid., p. 617). AHTponOLIEHTpHYECKOe 3aTpyAHeHue Xambpuc popmy-
JIMPYET B HECKOJIbKUX IIYHKTAaX, CPEAY KOTOPbIX, HA MO B3TJI511,, OCHOB-
HBIM SIBJISIETCSI TaK Ha3bIBa€Mas SIMCTEMUYECKAs] HENPO3PAYHOCTD.
9TO 0COBEHHOCTh KOMITBIOTEPHBIX CUMYJISLIMIM, KOTOpas BblpaskaeTcs
B OTCYTCTBUHU BCSIKOH BO3MOKHOCTH JIJIsSI UCCJIEJIOBATEISI KaK CYObeK-
Ta 3KCIEPUMEHTA MIPOCIEAUTD 32 KaXKAbIM IIPOLIECCOM B OTHEJIbHOCTH
U BCEMHU B COBOKYIIHOCTH, NPOMCXOASIIVMU B IIPOrpamMMHO-arna-
PaTHOM KOMILJIEKCE Ha JIIOO0OM M3 ero ypoBHeH (anmapaTHOM, Lugpo-
BOM, MaTeMaTHU4YeCKOM U JIOTUYeCKOM). Bce 4To MponcxoauT Bo BpeMs
DKCIIEPUMEHTA B DTOM CJIy4ae OKa3bIBAETCS IJI CYOBEKTa CKPBITHIM,
C TOYKU 3PEHUSI ero KOTHUTUBHBIX CIIOCOOHOCTEN. Takas Henpospau-
HOCMb axmuvecku osHavdem 3adelicmeosaHue 8 HAYWHOM KCNe-
puMeHme NPaKmux, 6blxo0AWUX 3d 2PAHULbL. MPAHCUEHOEHMALLHBLX
€noco608 NO3HAHUA.

Tak>ke CTOMT OTMETUTb Y KOMIIBIOTEPHBIX CUMYJISILIAN TJIaBHYIO
IJ1s1 9KCIIepUMEHTAIbHOU IPaKTUKY CIIOCOGHOCTb — paboTa C MOJeJIsi-
MU M MaTEMATUYECKMMU YPAaBHEHUSIMU, KOTOPbIE HEBO3MOXKHO Pa3Jjio-
SKUTb Y PEUIUTh JOCTYNHBIMU MBILIJIEHUIO Y€JI0BEKA aHAJIUTUYECKU-
MM UJIY APYTUMU CIIOCOO6AMU, CBSI3aHHBIMU HaIIPSIMYIO C PacCyLOYHOl
IesITeNIbHOCThIO. Tak, B paboTe, MOCBSIEHHON UCTOPUYECKOMY 0630~
Py 9KCIEepHMEHTAJIbHBIX HCCJIeJOBAHUN pafualMoHHbIX 3(PEdeKToB,
B marepuasax (Nordlund, 2019) u3 11 npuBogumsbIx MeToHoB ¢ 1940 r.
10 HaCTOSIIEe BPEMS TOJIbKO [Ba (T€OpUsl CKOPOCTU peakuuil U Ko-
HEYHO-3JIEeMEHTHOE MOJIEJINPOBAHKE) MOT'YT ObITh TPUMEHEHBI B YCII0-
BUSIX aHAJIUTUYECKUX PEIIeHUH, TO eCTh 6e3 IPUMeHEeH! s MalInHHbBIX
BBIYMCJIUTEJIBHBIX MOIIHOCTE U CO30AHUSI KOMIIBIOTEPHBIX CUMY-
asauuit. OcTajsibHble METO[bl (HEMTPOHHBIE pacyeThl MeTofoM MoH-
te-Kapso, meron Mertporonnca-MoHTe-Kapsio, MoJieKyIspHas Ou-
HaMUKa, 6MHapHOe MPUOJIMKEHNE CTOJIKHOBEHMH, QyHKIMOHAIbHAS
Teopusl TJIOTHOCTH, KHHEeTUYecKuit metos, MoHTe-Kapio, pyHKImo-
HaJIbHas TEOpHUsl 3aBUCHMOCTU OT BPEMEHU, NUCKPETHAs IUHAMUKA
JIMCJIOKalMii) aKTUBHO Havyaiy pa3BuBarbcs ¢ 1970-X rofpl 1 Noayydn-
JI WIAPOKOe NpuMeHeHue ¢ 1990-X roioB C MOSBJIEHUEM U PA3BUTU-
€M BBIYUCJIUTEJIbHBIX TEXHOJIOTUM, KOTOPbIE IO3BOJIMJIU NIPEOHOJIETD
6apbep YeoBeYeCKUX KOTHUTUBHBIX CIIOCOOHOCTEN [JIsI KOPPEKTHOMN
06paboTKM aGCTPAKTHBIX MaTeMaTuyeckux (HopM, He MOAMAIIUXCS
AHAJIMTUYECKOMY MHCTPYMEHTAPUIO paccyzKa. Tem caMbIM mexHon0-
2UU KOMNBIOMEPHBLX CUMYAAUUL 00ecnevulu 603 MOiCHOCMU Ol NO-
3HABAMENALHOU DeamelbHOCMU 6He Kamezopull paccydxa, mo ecmbv eHe
MPAHCUEHOEHMAALHOTL OHMOL02UU.

4) BHyTpH U BHe I'PaHHI] TPAaHCL,€HIEHTaJbHON OHTOJIOTHH. /13-
HayajJbHO KOMIIBIOTEPHBIE CHUMYJISIUMA MOTYT PaboTaTh UCKIIIOUHU-
TE€JIbHO C OObEKTaMU TPAHCLEHJEHTAJNLHON OHTOJIOTUM: SIBJIEHUSMU,
(eHoMeHaMU WU «Bellblo-nIJsi-Hac». To eCcTh, COTJIaCHO TPaHCLIeH-
JEeHTaJbHOI (uaocodPuyu, OHTOJOTHSI KOMIIBIOTEPHBIX CUMYJSLUN
MIPOMCXOOUT W3 TPAHCLEHAEHTAJbHON OHTOJIOTMU. DTO I103BOJISIET
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MPOEKTUPOBATh OGBEKT IKCIIEPUMEHTA 6e3 TOMOJIHUTEIIbHBIX IOCPe/I-
HUKOB B BUJI€ NPEIMETOB, COCTOSIIUX M3 MAaTepUaJIbHOTO CybCTpa-
Ta, KaK B cJy4ae 1abopaTOpPHOro SKcIepuMeHTa. Takas BO3MOXKHOCTD
M03BOJISIET CO3/1aBaTh MHOT'OYPOBHEBblE CUMYJISIIUNA — YHUKAJIbHBIN
0OBEKT BKCIIEPUMEHTA, COCTOSIINI U3 MHOKECTBA YPOBHEH, IOCTPO-
€HHBIX COIJIACHO PAa3JIMYHbIM CEMaHTHUKaM, B OCHOBE KOTOPHIX 3a-
KJIaIBIBAIOTCSl Pas3jMyHble (BOBMOXKHO Jla’ke NMPOTHUBOpevaliue Apyr
IPYTy) TEOPUM U TUIOTE3bl. SIPKUM IPUMEPOM SIBJSIIOTCSI IIPOEKTBHI
M3Y4YeHHUs] MO3ra IO THUIy BBIIIEYIOMSIHYTOTO eBporeiickoro Human
Brain Project (Florimbi, 2016, Xamngamos, 2020, c. 44-53) — B nmpoek-
T€ MOJEJUPYIOTCS NATh YPOBHEU Y€JIOBEYECKOIO MO3Ta: MOJIEKYJISIP-
HBIi1, KJIETOYHBIN, HepOCeTeBO!, (PYHKIMOHATIBHO 30HAJIBHBIN U 00~
M YypOBEHb Mo3ra kak oprana (Markram, 2012, p. 31). Kaxpplit u3s
9THUX YPOBHEUN ONMPAETCs Ha MOZEJH, KOTOpble 6a3UpyIOTCs Ha pas-
JINYHBIX TUIOTE3aX U TEOPETUIECKUX MOCTPOEeHUX. [103TOMYy OHOM
M3 IJIaBHBIX 3a/1a4 NIPOEKTa SIBJSETCS COeqUHEeHNe DTUX YPOBHEN Ta-
KUM 06pa3oM, 4YTOGBI OHU MOTJIM B3aNMOJI€ICTBOBATh IPYT C APYroM
B paMKax eJUMHOUN CUMYJSIUU Mo3ra. Takue CoeuHUTEbHbIE MEXY~
POBHEBble KOHCTPYKLIMM BO3MOXKHO CO37aTh, ONEpUpPys OOBbEKTaMU
TPaHCLEHAEHTAaJbHOM OHTOJIOTUM B paMKax TPaHCUEHAEHTAaJIbHOTO
eMHCTBA annepueniuyu. OZHAKO 110 Mepe TOro KaK BCe 6oJIbliIe yPOB-
Heil BKJIIOYAIOTCS B €IUHYI0 CUMYIALNIO, GaKTOp aHTPOIOLEHTpUYe-
CKOTO 3aTpPYyIHEHUs] CTAHOBUTCS BCe 6oJiee 3HAYMMBIM, M UCCIe0Ba-
TeJIb BBIHYXXJEH IIPUHUMATh TOT (aKT, YTO CUMYJISILIMAS HATIOJHSIETCS
TOU CBOEU 4acThlO, KOTOPAsSI CKPBITA OT YEJIOBEKA.

Vcxopst M3 BeINIEYIIOMSIHYTBIX CBOMCTB CUMYJISILIAI MOKHO Ipe[i-
MOJIOXKUTh, YTO OHTOJIOTUSI KOMIIBIOTEPHBIX CUMYJISLIUI HAYYHBIX OKC-
NEepUMEHTOB JBYXypOBHEBas: IEPBbI OHTOJIOTUYECKUN YPOBEHb
pacrnosiokeH B Tpefesiax TPaHCLEHAEHTAJbHOW OHTOJIOTMU U CO-
OTBETCTBYET allpuOpHbIM opMaM I103HAHUS, BTOPOIl — BHE Ipeje-
JIOB TPaHCLEHIEHTAJIbHOTO U He IOAIaeTCs TI03HAHUIO B paMKaX 4yB-
CTBEHHOU MHTYULIMM 1 KaHTUAHCKOI CUCTEMBbI KaTerOpUil alpUOPHBIX

¢dopm paccypmka.

3akJioyeHue

B xopie paGoTh! Gb1JIM BBISIBJIEHBI IBA OCHOBAHMSI KOHLIEIITYaIbHOM Me-
TOJIOJIOTUU CO3[JaHUSI KOMITBIOTEPHBIX CUMYJISILIUIA HAyYHBIX DKCIIEPU-
MEHTOB COITIACHO TPAaHCLIEHAEHTaJIbHOMY yueHMIo KaHTa.

[lepBoe 6a3upyeTcsl Ha TPAaHCLEHAEHTAJIbHON SCTETUKE U BbIpa-
5KaeT B3aMMOCBSI3b CTPYKTYDPbl CUMYJISILIMI C alpuopHbIMU (popma-
MU YyBCTBEHHOU UHTYULIMU. VI3 cHOPMYIMPOBAHHOTO B [IEPBOiT YaCTU
IAHHOU paboThl ONpefiesIeHNs] STOr0 OCHOBAHUS ObLI CHEJIaH BbIBOJ,
4TO «B OCHOBaHHUE paGoyero CUMYJISTOPA JOJIKHBI ObITh BCTPOEHEI He
IIPOCTO 3aKOHOMEPHOCTH TaK Ha3blBA€MOro (GpU3N4eCKOro BpeMEHHY,
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a MPUHLIMIBI AIPUOPHON (POPMBI YYBCTBEHHOU WMHTYHUIIUU, KOTOPbIE
BBIPA’KalOTCSd B COOTHECEHUU M3MEHEHUU COCTOSIHUN (PUKCUPYEMBIX
SIBJIEHUI, MTPEICTaBJIEHHBIX B BUJE JUHAMUYECKUX Mofeseil, ¢ pabo-
TOY BCEY CUMYJISILIUY, B TOM YUCJIE TOU €€ COCTABJISIOIEN, KOTOpasi re-
HepUpYeT BBIXOIHbIE DKCIIEPUMEHTAJIbHbIE TaHHbIE [1JIs1 CyOBEeKTa SKC-
nepruMeHTa». B 3Tol 4yacTu yeseHo 0co60e BHIMaHUe COOTHOUIEHUIO
MIPOCTPAHCTBA U BDEMEHU — «B CUMYJISILUSIX BaKHO HE IPOCTO MOJE-
JIMPOBaHME IPOCTPAHCTBA B ONPELlEJIEHHOM U3MEPEHUH, & BOCIIPOU3-
BEJIEHUE CBSI3U [IPOCTPAHCTBA M BDEMEHU». [leTalbHO 3TOT aCIeKT pa3-
6upaetcs Ha mpuMepe paboTel But Jloneiimu, Muxasna Kypasa u I1aBna
ConuHa — co3paTresien CUMYJISLUUA [T€PEMEHHO-HACHIIEHHBIX I10TO-
KOB IIOPUCTBIX CPeZ,. JI0BOJIBHO CJIOKHBII Ty Th MOJEJIUPOBAHUS U Pa3-
PaboTKU CUMYJISITOpPA Y aBTOPOB CBOJUTCS K aJITOPUTMY, KOTOPBIN OHU
CUMTAIOT CBOUM IJIaBHBIM JOCTU)KEHUEM: «alalITUBHBIN aJITOPUTM, KO-
TOPBIN KOHTPOJIUPYET OMMOKM, BOBHUKAIOUIME U3-3a JUCKPETU3al U
MIPOCTPAHCTBA M BPEMEHH, a TaKK€ M3-32 HETOUYHOI'O PELIEHNSI OCHOB-
HBIX ayre6panyeckux CUCTeM». Pa3paboTyruKu 0CO3HAIOT, YTO 3P dek-
TUBHOCTb PabOThl CUMYJISITOPA HAIPSIMYIO 3aBUCUT OT KaueCTBa BOC-
NPOU3BEEHNSI COOTHOIEHUN BDEMEHHU U IPOCTPAHCTBA, OCHOBAHHBIX
Ha anpuOpHBIX GOopMax YyBCTBEHHON UHTYUIIMH, TOGABIIIO 5.

Bropoe ocHOBaHUE ONMPAETCS HA TPAaHCLEHJEHTAJBHYIO aHaJN-
TUKY U JEMOHCTPUPYET IPSIMYIO 3aBUCUMOCTb BHYTPEHHUX U BHEII-
HUX CBS3€U 3aJ€fiCTBOBAHHBIX B CHUMYJISALUSIX MOMEJIEH, BXOLHBIX
Y BBIXOJIHBIX JAHHBIX OT CUCTE€Mbl KAHTUAHCKUX allpUOPHBIX KATero-
puii paccygka. OHO yKJIabplBa€TCsl B ONPELleJIEHUE BTOPOrO BaXKHOTO
METOM,0JIOTMYECKOr0 Npenonoxkenus: «[Ipu cosnanuy matemaTuye-
CKUX MOJ€JIeil Y BBIYMCJIMTEJIbHBIX aJITOPUTMOB CUMYJISITOPA Ha OC-
HOBE€ CYILIECTBYIOUIMX HAy4YHBIX TEOPUN U TUIOTE3 [JIsl KOPPEKTHOU
VIHTEPIpEeTAaLUM JAHHBIX, TEHEPUPYEMBIX B XOZ€ IIPOBOJUMOrO CUMY-
JISIIIMOHHOTO 3KCIEPUMEHTA, pa3paboTYMKy HYKHO BBICTPOUTBH BHY-
TPEHHUE Y BHEIIHUE CBS3U UCIIOJIb3YEMBIX MOZEJIEH, PyKOBOACTBYSICh
CEMaHTHUKOII CUCTEMBI alIPUOPHBIX KaTeropuil paccynuka». B kauectse
npumMepa 6blJ1 pa3ob6paH MPOLECC CO3LAHUS CUMYJISIIUU TJIsST SKCIe-
PUMEHTAJIBHOTO NOITBEPXKAEHUS AMalla30Ha MOJI€3HOCTU U3JIyYEHU S
IIPOTOHHBIX MYYKOB MOJEJIMPYEMOM KaMephsl AJs JjedeHusl paka. Ha
9TOM [IprMepe Ob1JI0 TPOAEMOHCTPUPOBAHO, UYTO BCE COCTABHbIE YaCTHU
CHUMYJISITOPA CBS3BIBAIOTCSI MEXKJy COO0I1 TAKUM 006pa3oM, YTOOBI «Ce-
MaHTHKa UX B3aMMOZENCTBUS, C OLHOUM CTOPOHBI, OblyIa IOCTYITHA pac-
CyZIKy pa3paboTyuKa JJisl BHECEHHUS NIPaBOK U JOIMOJHEHUI B cIy4yae
HEOOXOAMMOCTH COBEPIIEHCTBOBAHUSI CUMYJISLIMK, & C IPYroil CTO-
POHBI, Obl7Ia CEMaHTUYECKU PEJIEBAHTHOU [JIS BbISIBJIEHUS pe3yJbTa-
TOB DKCIIEPUMEHTa, BU3yan3alys KOTOPBIX COOTBETCTBOBAJA Obl YyB-
CTBEHHOU MHTYULINM U PACCYIKY CYObEKTa SKCIIepUMeHTa aHTPOITHOMN
MIPUPOLBI».

DTU OCHOBaHMS MOXHO MPUHMAMATh 32 6a30Bble METOZOJIOTH-
YecKue NPUHIUIEI pa3paboTKU CUMyJsLuil. [Ipy aToM ciegoBaHue
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IaHHBIM NIPUHLMANAM O6GecnedyrBaeT BbICOKYIO 3P(PEKTUBHOCTb Pabo-
Tbl CUMYJIITOPOB BO MHOT'OM 3a CUET MX Pa3pabOTKU «C OIJISIAKON» Ha
YYBCTBEHHYIO MHTYMLMIO U KaTeropuu paccyjgka. OgHaKko IpuMeHe-
HUE TaKUX METOJIOB Ha [IPAKTUKE B UTOTE BBISIBJISIET CBOMCTBA CUMYJISI-
LIMi, KOTOpble 00671afal0T CAMOCTOSITEIbHBIM OHTOJIOTMYECKUM U, UTO
fojiee MHTEPECHO, SMUCTEMUYECKUM TIOTEHIINAJIOM, KOTOPBIH YCUIN-
BaeT KOJIMYECTBEHHO U KAYECTBEHHO (UTO U INPEACTABIISIET UHTEPEC
C TOYKY 3PEHM S BO3MOXKHOCTH NOSIBJIEHNU S HOBBIX CIIOCOOO0B IIO3HAHU )
KOTHUTUBHbIE CIIOCOGHOCTH YeJIOBEKa.

B TpeTbe yacTu NoApOOHO PAaCCMOTPEHBI 3T OCOOEHHOCTU KOM-
MBIOTEPHBIX CUMYJISIIUI, HO C TOYKM 3PEHHUS TPAHCLEHIEHTaJIbHON
OHTOJIOTMM ¥ BO3MOXKHOCTH €€ IpeofosieHus. Pa3bupas aty npobie-
MaTUKY, 5 BbIJEJISII0 YEThIPE BaXKHbIE XapaKTEPUCTUKH, KOTOPLIE Je-
MOHCTPUDYIOT OHTOJIOTUYECKYIO CTPYKTYDPY CHUMYJSLIMIL OTHOCH-
T€JIbHO TPaHCUEHIEHTaJIbHOYM OHTOJIOTUM: 1) CHHTaKCHC U CEMaHTHKa;
2) KOJIM4EeCTBEHHOE YCUJIEHNE IT03HaBaTe bHBIX CIIOCOOHOCTEH; 3) Ka-
YeCTBEHHOE YCUJIEHNE [1I03HAaBaTeIbHBIX CIOCOOHOCTE; 4) HaBUTalys
OTHOCHUTEJIbHO TPAHCLEHJEHTAJIbHOI OHTOJIOTUU (BHYTPU U BHE €€
rpaHuL).

DTU YeThIpe Lara MocjaefoBaTebHO NPUBOIST K BBIBOAY O IBYX-
YPOBHEBOI OHTOJIOTMYECKON CTPYKTYpPE CUMYJSLUN, OHU XapaKTe-
PU3YIOTCSI COOTHOLIEHMEM C IpE€leIaMy TPAaHCLEHIEHTAJIbHON OH-
TOJIOTMU: 1) ypPOBEHb BHYTPU IIPEJEJIOB — COOTBETCTBUE AlIPUOPHBIM
dopmaMm No3HaHUS,; 2) ypOBEHb 3a IpefieIaMyu — He M0, 0aeTcsl I03Ha-
HUIO B paMKax 4yBCTBEHHON UHTYMLIMU U KaHTUAHCKOU CACTEMBI Ka-
TEropuii aripruopHbIX POPM 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).

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 (Stahl & 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 Stahl & Rusk
(2020) and the methodological implications are discussed elsewhere
(Stahl, 2021a); to educational video research (Stdhl, 2021b) as well as
the practical ethical implications (Stahl 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

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 (Stahl, 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 (Stahl & 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, Schréter (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” (Schroter 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).
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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).
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.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 I 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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[Ipupona BoccTaHus

[Ipexae HEO6XOAUMO KPAaTKO PAaCCMOTPETh UCTOPUYECKUIT KOHTEKCT
IIMPOKOMACHITAGHOTO IIpoliecca aKTyajau3ald WHTEPEecoB JIofein
C MHBAJIUTHOCTBIO TI0 3PEHUI0, KOTOPbIN B paMKax JaHHOM paboThl Ha-
3BIBAE€TCS1 BOCCTAHMEM CJIETIBIX, YTOOB! Hallle BO33BaHUE K reiiM-UHAY-
CTPWU BBITJISIZIETIO JIETUTUMHBIM.
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[Tponecc Bocctanus ciaensix (rebellion of the blind) siBnsieTcs aub
9aCThIO I7106aJIbHOM aKTUBU3ALUY IIPOBO3IVIAIIEHNS U IIPU3HAHUS pa-
BEHCTBA Pa3HbIX YSI3BUMBIX I'PYIII HaceseHus. PyHAaMeHTaIbHO BaxK-
HBIMU 77151 IPOOY>K/IEHUS! YSI3BUMBIX SIBJISIIOTCSI TEHAEHIIVH, KOTOPbIe
HabpaJsy CUJy IPEUMYIIECTBEHHO B XX BeKe ¥ KOTOpPble MOKHO CBSI-
3aTh C CyOBbEKTUBU3ALMeEll NHTEPECOB JIMYHOCTU U IIPU3HAHUS COG-
CTBEHHOU MHIVBUAYAJIbHOCTU KakK JIETUTUMHOM. DTO CTajl0 BO3MOX-
HBIM 06J1aroziapsi MHOTMIM COLIMaJIbHO-TIOJINTUYECKUM 3aBOEBaHUSIM,
CO3JaBIIMM MPOCTPAHCTBA [JisI Pa3sHOOOPA3HOrO CaMOBBIPaKEHUS
Y IPUJABIIMM OCBOGOKAEHUIO 6eCIIPaBHBIX «sI» INUPOKHI pa3max. [Te-
PEYMCIINM JIMIIb HEKOTOPbIE: MHAYCTPUAIN3aLysl, pa3fiesieHue Tpya
U ypbaHU3alus; «IMHIBUCTUYECKUIl II0BOPOT» JI. BUTTEHIITEHA; 9K~
3UCTEHMAU3M, UTEeHTUDUKALYS U OTYYKAEHUE PEJIUTUY; KPYlIeH e
TOTaJIMTAPHBIX PEKMMOB; YKPEIJIeHNEe LIEHHOCTH IJII0Paan3Ma, CTa-
HOBJIEHHE IeMOKPATHUHU HENPUHIMIINAIbHOCTU. KpoMe TOro, ofHUM 13
BaXHEMINX COOBITUIL BEKa CTajla MHCTUTYLMOHAIN3aLysl IPaB YeJsio-
BeKa, rae, coryiacHo ¢punocody X. ApeHIT, BaKHEUITUM TAIIOM SIBJISI-
€Tcsl IpU3HaHKe IPYroro UHMBUA KaK IPaBOBOTO CyObeKTa (APeHT,
1996).

PazymeeTcs, BOCCTaHUIO (4, KaK CJ€ICTBUE, COLMAIU3ALNMN)
6ecIIpaBHBIX CIIOCOGCTBOBAJIO HE TOJIBKO POXK[EHHE MHCTUTYTA MPaB
JeJsioBeKa M HeBUJJAHHOE JI0CeJle Pa3BUTHE KOMMYHUKALVY MEXAY MH-
IOUBUJAMU U TPYIIIIAMHU, HO U TEXHOJIOTM3aLUsl DTON KOMMYHUKAIIUU.
VIHTepHeT cTajl TakKMM YPaBHUBAKIIUM U JEMOKPAaTUYECKUM IIPO-
CTPAHCTBOM, IJle CTUTMAaTU3UPOBAaHHblE WHIMBUIbI CTPEMUTETIBHO
TEPSJIU HEraTUBHYIO aTPUGYTHPOBAHHOCTD. [I0 MHEHHIO aHIJIO-TIOJb-
ckoro couuosora 3. baymaHa, BUpTyaJu3alysi ¥ YHIpOLIEHUE KOM-
MYHUKallUd MEXZY JIIOIbMH CIOCOGCTBOBANN TOMY, UTO 6osiee HU-
KaKasi UJEeHTUYHOCTb He 0603HayaeTcsl Kak HEeHOPMaJbHas UJIU, 9TO
IJ1s1 Hac 6osiee BakHO, — GecrnpaBHasl. «bjaromapst TeXHOJIOTU3aL U
KOMMYHUKAIUY CO37AI0TCS JIEKTPOHHbIE “”; 'PaHULbl JOITYCTUMOTO
pa3MbIBalOTCs», — nuuet bayman (Bayman, 2005). B pesynbraTe MH-
TEPHET OKasaJscs (PyHAaMEHTOM [Jis IPU3HAHMS MHTEPECOB U NpaB
JINYHOCTH, He TPeGYIOIUM, OJJHAKO, B CBSI3U C OCJIabeHHEM HOPMBI
OTUYXJAEHUs CyObeKTUBHON Npupojsl. biaronaps aTomy AesaganTy-
pOBaHHAs JIMYHOCTb, YCOMHUBINASICS B COGCTBEHHOM BHEIIPAaBOBOM
cTaTyce, BOCIO0JIb30BaJIach YIIPOLIeHNEM NpoLecca JOCTUKEHUS CO-
I71aCUsl C OCTAJIbHBIMU UHIVBUIAMU.

TaknM 06pa3oM, BCsIKast UEHTUYHOCTDb BO3bIMEJIA IIPABO Ha Cylle-
cTBOBaHue. [pymnnbl HaceJeHus], paHee CTUIrMaTU3UpPOBaHHbIE, M0y~
YUJIM BO3MOKHOCTD JIO66MPOBATh COGCTBEHHbIE MHTEPECH] ¥, OKKYIIH-
PYys IIpOCTpaHCTBa B cdepe SKU3HEHHO HeO6XOANMOTO, IEPEMECTUIINChH
B 06J1aCTb pa3BJI€UeHUI, IJe HACTONYUBO TPEOYIOT caTuCPaKLUU.

AKTYyasIbHOU 30HO¥ HEJOTNIOHMMAHUS OCTAeTCsl MHAYCTPUS KOM-
IBIOTEPHBIX UrP. DTa 006JIaCTh MHTEPTENUHMEHTa CTAHOBUTCS 06Ja-
CTbI0 OCOGEHHO HAIPSI’KEHHBIX OTHOMEHU. JIIoIY C MHBaJIUJHOCTBIO
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110 3p€HUIO, O6Hapy>KI/IBaH COOCTBEHHOE Hecorylacue, CTaparTCs IIpu-
3BaThb HpOMSBOILI/ITeJIefI Urp K CO6JIIOII,€HI/IIO IIpaB Ka’Xaoro Ha yno-
BOJILCTBHE.

Peakuusa reiM-uHOyCTpPUU

Hemenkuit nonutudeckust punocod P. oper numet: «<HopmaTrusHas
upes Mpasa, COrJIACHO KOTOPOU JIMYHOCTb YBaXKaeTCs U NMPU3HAETCS
B KayeCTBe CBOOOJHOI U PaBHOM JPYIUM MPaBOBLIM JIMYHOCTSIM, He-
3aBUCHUMO OT TOTO, KaKO! MJEHTUYHOCTBIO OHA 00J1aJla€T B Ka4eCTBE
3TUYECKOI JIMYHOCTH, IIPEATIOJIATAET, YTO IIOHATUE IPABOBOM JIMYHO-
CTU C BHEUIHE!N CTOPOHBI BhIpakaeT GpopMmy ee abCTpPaKTHO-()OpMab-
HOrO NIPU3HaHUS, a C BHYTPEHHEN — KOHKPETHYIO UJEHTUYHOCTb MH-
nusupa» (Forst, 2002). Takum 06pa3zoM, OT UHIYCTPUU KOMIIBIOTEPHBIX
WT'P MBI OKMJ A€M IIPU3HAHUS [1PAB HE3PSIYMX IIYTEM IIPEIOCTABJIEHNU S
IOCTYITHOTO UTPOBOrO MPOCTPAHCTBA JJIs peanusalyy UIEHTUYHO-
CTH, OCOGEHHOH [1J1s1 UTPOBOYM UHAYCTPUU U OTIAMYHOI OT TOH, K KOTO-
PpO¥ IPOM3BOAALIMIL UTPBl aKTOP [IPUBBIK B «JJOIIPABOBYIO» 3IIOXY.

YTo Takoe CEerojHsMHSAS TPaJUlMOHHAST KOMIIbIOTEpHAs Wrpa
B PyCJIE Hallero pasroBopa? DTO UHTEPAKTUBHASL Pa3BJIEKATEJIb-
Hasi KOMIIBIOTEpHas porpamma, Tpebymomias 6e3ycJ0BHOTO HaIN4Us
¥ ITOJTHOLIEHHOT'O PYHKI[MOHUPOBAHUS BCEX €CTECTBEHHBIX CEHCOPHBIX
(pU3NOJIOTNYECKUX CUCTEM UTPOKA, HEOOXOIUMBIX [1J151 TIOJIHOLEHHOT O
BOCIIPUATHS KOMMYHUKaTUBHOIO IIOCJIAHUSI CO CTOPOHBI UTPBl U KOP-
PEKTHOI1 OTBETHOM peakuuu. B pesyabrare pakTuyecku Kaxkjas urpa
6e3anesIIMOHHO JUCKPUMUHUPYET BCSKOTO UTPOKA B COOTBETCTBUU
C €ro CTEIEHbIO YTPAThl 3[l0POBbs. [I0CKOJIbKY BU3yasIbHBIN KaHaJl MH-
¢opmMupoBaHus, 10 NIPUPOJie B3AaUMOAEUCTBUS C BUIEOUTPOU, HAan60-
Jlee eMKHUH, UHAYCTPUS UTP C OCOGEHHON CUJION OTBEpPraeT UHTepeChl
WUI'POKOB C OCJIabJIeHHBIM 3PEHHUEM WJIY TOJIHOCTBIO He3psauux. Heo6-
XOAVMO YTOUHUTD, UTO B L[eJISIX 06JIErYeHUs] TeOPeTU3alluui B HACTOSI-
et paboTe pacCMaTPUBAIOTCS JIUIIb T€ JIIOAY C UHBAJIUAHOCTbIO, CTe~
IIeHb YTPAaThl 3pEHNUS Y KOTOPBIX PABHSETCS CTa MPOLEHTaM. B nHOM
ciydae paboTa yBeau4uiaach 6bl B 06beMe COpa3MepPHO TOMY, KaK pac-
MIAPSETCs WUIN CYKaeTcsl CHeKTP (PUNOJIOTUYECKH 06YCJIOBJIEHHBIX
BO3MOXKHOCTEH UIpOKa IPONOPLMOHAJBHO CTENEHU YTPaTbl 3pEHUS
1 cyObeKTUBHOH crienyduke 3a6oseBaHus. PazymeeTcs, Mbl He MOKEM
CKa3aThb, YTO UTPOBAsl MHIYCTPUS HE CIIOCOOHA HUYEro NMpeasioKUThb
UI'POKY I1oi06HOro poza. CymecTBYeT Lebld psiji KOMIIBIOTEPHBIX UTP,
CIlelinaJIbHO MPUCIIOCOOIEHHBIX /17151 He3PpSUUX Nosb3oBareneil. Kpar-
KO paCCMOTPUM HEKOTOPBIE U3 HUX.

Wrpa Match 1 (pa3paboTuuk — mporpammuct Jim Kitchen, romst
BhINTycKa — Havaso 2000-X) nmpenacTaBiseT cob0i IPOCTOM 17151 OCBOE-
HUS ayJMOCUMYJISITOP aBTOTOHOK. OpreHTalus B UT'POBOM IIPOCTPaH-
CTBE IIPOMCXOJUT IIOCPEACTBOM TOBOPSILIErO0 aCCUCTEHTA, KOTOPBIH
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03By4MBaeT JOCTYIHbIE A1 BbIGOpa MYHKTHI MEHIO, U TIPeJBapUTEeIb-
HBIX HacTpoek. Mrpok ocyuiecTBisieT BHIOOP MPHU ITOMOUIM HaXKaTHs
KJIaBMII Ha KJIABUAType WJIM TeMM-KOHTpOJjIepe. YPOBHU CJIOKHO-
CTU B UTPE OIpEeNeJsIoTCS KOJUYECTBOM JMOINOJTHUTENbHBIX, TIOMU-
MO I10JIb30BaTeIbCKOM, MAIIMH Ha TOHOYHOU Tpacce. Virpath HE06X0-
IMMO B HayIIHUKaX: BO BPEMs 3ae3]la POBHBII 3BYK ABUTATEISI MOXKET
COIIPOBOKJAThCSI CKPEXXETOM WJIM IIypLUIaHHEM B OLHOM M3 HayIIHU-
KOB — 3TO O3HAYaeT, YTO MalliHa chexaja C TPacChl U HEOOXONUMO
HaIlpaBUTh €€ B IPOTUBOIIOJIOKHYIO CTOPOHY KJIaBUILEil YIIPaBIEHHU .
B ciyyae oTCyTCTBUS IOJKHOM peakiiuy BOOOpaskaeMblil aBTOMOOHUIIb
pasbuBaeTcs. MUHYCHI UTPhI COCTOSIT B IPUMUTHUBHOCTH ayJOCOIIPO-
BOXJIEHUSI U HEJOCTAaTOYHOU MHGPOPMATUBHOCTH COOOUIEHUN TOJIO-
COBOTO IIOMOIIIHMKA O TEKYILIeM COCTOSIHUM JieJl Ha TPeKe, YTO 3HA4YU-
TeJIbHO CHUKAEeT YBJIEKaTeJbHOCTb UCII0Ib30BAHMSI.

Top Speed (paszpabotuuk — AccessWare, ronpl Boiltycka — 2004-
2010) — u3BecTHasi cepus Urp [Jisl HE3PSYMX, IOCBSIUIEHHAsl aBTO-
roHkam. I'pymnma nporpaMMucToB AccessWare BBITYCTHJIA TPU MOAU-
¢ukanuy Urpsl, KOTOpble OPUEHTUPOBAHbl HAa ayAMaJIbHBI KOHTAKT
¢ rnonb3oBaresaeM. KayecTBo aynnosdPeKkToB 3HaYUTEIbHO TPEBOCX0~
IUT Match 1, MeTopka ke Urpbl HeM3MeHHa. IrpoK Mo-TpexxHeMy co-
PEBHYeTCs], B CYI[HOCTHU, CaM C OO0, XOTS B TIOCTeLHEe BEPCUU UTPbI
Top Speed MPUCYTCTBYET ayAuOACCUCTEHT-IITYPMaH, PEryIsipHO CO-
obImannui 0 TeKyleM MOJOXKEHUHU Jesl Ha Tpacce. DTo 61aroTBOp-
HO CKa3bIBaeTCs Ha MpUBJIEKaTeIbHOCTH Npouecca. Takxke Top Speed
npejaraeT pe>kXuM MHTEPHET-UTPHI C APY3bSIMU.

Technoshock (paspab6otunk — nmporpammuct Anatol Kamynin, rogs
BeIlTycka — 2005-2007) — cTepeourpa B kaHpe shooter ¢ IPUBBIYHBIMU
L7151 3psTIero urpoka aygroaddekramu, Ho 6e3 KaKOro-1160 BUAEOU30-
6paskeHus. [IpencTaBbTe, YTO Bl yIIPaBisieTe repoeM, KOTOPhIA MOKET
XOZIUTh B YEThIpE CTOPOHBI; ITe-TO BAajeKe IIOTPECKUBAET HEYTO, Ha-
MOMUHaIoIIee OTOJIEHHBIH 3JIeKTPOIIPoBo],. Bosee HUKakux ayauocoo6-
IIEHMIT He [TOCTYTIAaeT, IPU NepeIBUKEHUH I'eposl CIBIIIHEI ATy, fajee
MO>KHO HATKHYTBbCSI Ha TOIOP, O YeM M3BENIaeT I0JIOCOBOIM aCCUCTEHT.
Vrpa HenpocTa [ BOCIIpUSTUS M3-3a TPYLHOCTU BOOOPA3UTh UTPOBOM
MUP, IOTOMY JlaJIbHEeHIIe UTPOBble NeNCTBUS HeoueBUIHbI. Lrpa mno-
3BOJISIET BbIOPATh NIENCTBUE «yIAPUTh TOIIOPOM B CTEHY», MOSKHO TaKXe
CJIeJ]0BaTh 32 3BYKOM IOTPECKUBAHUS U ObITh YOUTHIM DJIEKTPOTOKOM
MIPOBOAKYU. BeposTHO, CTOJIb 3araiouHasi Urpa MOXKeT IIPUBJIeYb He3Psi-
4ero IoJib30BaTesisl, OGHAKO B LIeJIOM OHAa He CHabkKeHa MOHSITHOM Ha-
BUTALIMOHHOM CUCTEMOIA, BCIEACTBUE Yero IpU KCIIOb30BAHUU UTPHI
BMECTO yIOBOJIbCTBHUSI POKIAETCS YYBCTBO GECTIOMOIHOCTH.

Takum 06pa3oM, MpU paCCMOTPEHUU CHeMaJlu3upOBaHHOI PO~
OYKLIAY TeM-UHAYCTPUU MOXHO KOHCTAaTUPOBATh CKY[HOCTDb €€ BbI-
60pa, IPUMUTUBU3M aJalITUPOBAHHOCTU U TEXHOJIOTUYECKYIO OTCTa~
socTb. OueBUAHA AUCKPUMUHALIMS UTPOBOM MHAYCTPUEN UIPOKa C
OTpaHUYEHHBIMU PU3NYECKUMU BOBMOXHOCTSIMU — €lBa JIK IoJJ06HOe
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MI0JIO’KEHME BEIIEN COOTBETCTBYET BESIHUSM BDEMEHU U IOCTUKEHUSIM
TaK Ha3bIBAEMOT'0 TEXHUYECKOTro IIporpecca. Kak MoXXHO UBMEHUTb ap-
Xau4YHOCTbD I0JIOKEeHU 1 Bellen?

ACneKTHl IPU3HAHUS
1 peanu3aluyu MHTEPECOB HE3PAYUX

B nesnsix popMuUpoBaHUs JUCKYCCUOHHOTO M TapTHEPCKOT 0 IPOCTPaH-
cTBa 115 6ynyllell KOMMYHUKalUY UTPOBOY MHIYCTPUU U MOJIb30BaA-
TeJlell C OrpaHUYEHHBIMU BO3MOXXHOCTSIMU 3PEHUS HEOOXOAMMO BEp-
6a1M3upoBaTh U CTPYKTYPUPOBATh OCHOBHbIE NPOGJIEMbl BOCCTAaHUS
CJIETIBIX.

Mrtak, Mbl yCJIOBUJIMCh, YTO Mepel, HaMU IOJHOCTBIO He3pSYuil
Urpok. Yro 3To 3HAYUT AJs UHAYCTpuu urp? C TOUYKM 3pEHUs TEPMU-
HOJIOTMY B TEOPUM KOMMYHHUKALMU 9TO 3HAYUT, UTO IIepes HaMU I10J1b-
30BaTeJib, KOTOPBLII JINIIEH BU3yaIbHOTO KaHaJla oJay4eHus U OTIIPaB-
KU UTPOBBIX COOOILIEHM. V] 9TOT UTPOK TpebyeT UHCTUTYLMOHATIBHOTO
IIPU3HAHUSI COOCTBEHHBIX MHTEPECOB U TEXHUYECKOM WX peanusa-
yuu. Takum o6pazoM, GOpMUpYETCs [IBE TPYIIIbI MPO6IEM: TEXHUYE-
CKU€ aCIeKThl CO3JaHNs UTPOBOrO MUpa U MHTepderica yrnpaBjeHus,
a Tak>ke UHCTUTYLMOHAJbHbIE, IIPEJoNpeieiioye CTpaTernieckoe
NOBeJleHe MPOU3BOISLIMX aKTOPOB UIPOBOM MHIYCTPUU Ha PHIHKE
U B OOIIIECTBE.

BakHeiimas TexXHMUYeCKas Lesb, KOTOPYI0 MPEeICTOUT pPeIUThb
IIPOU3BOJUTEJISIM UT'P JJIs1 HE3PAUUX, — 3TO [IpobemMa HEXBATKU YH0-
BOJbCTBUS. B cTathe ¢dusnocoda D. Humm 06 sTryeckux 06s13aHHO-
CTSIX TeiiM-Ju3aiiHepa ropopurcst: «KioueBblM 371IEMEHTOM YA 0BOJIb-
CTBHUS OKa3blBA€TCS BO3MOXKHOCTD TIOJIHOLIEHHO IEPEXUTb UTPY. DTO
He TaK IPOCTO, KaK MOXKeT rokasarbcsi» (Neely, 2016). 1 neiicTBuTe /b~
HO, 3a/la4a, IpeXx/ie MPUBbIYHAS [1JIS1 UHOYCTPUH, B 3aJJaHHBIX YCJIOBU-
X MpeJIosaraeT BbIpaboTKy CIelualbHOro IoAX0a.

CornacHo Teopuu ncuxosiora d. bepHa, uesnoBeK, KOTOPbIN HE yMEeT
IIPOU3BOJUTDL PacyeThl IM1a3aMU, JMLIEH CIIOCOOHOCTH MOJYyYaTh YAO-
BOJILCTBUE OT HabJIIOAAEMOrO JBUKEHMS. B 3TOi1 COBOKYNHOI paboTe
3pEHMS U pacyeTa U COCTOUT, [10 HalleMy MHEHUIO, MPUHIUINAIBHO
Ba’KHas CXeMa I0JIy4eHUs! YI,OBOJIbCTBUS [10JIb30BATEJIEM B KOMIIbIO-
TEPHO! BUAEOUTPE MyTEM IEepPeXUBaHUS APAMATUYECKOTO CIOXKETa
MarHeTU4ecKoil COBOKYIIHOCTY NEPeIBIKEHUH U yIIPaBIEHUSIX UMMU.
OpHako, onupasich Ha Teopuio D. bepHa o mpupoje AOBONbCTBUSL, pe-
IIUTb 3TY IPOGJIEMY 1711 UHIYCTPUN KOMIIBIOTEPHBIX UI'P OKa3bIBAET-
¢ Ipolle, YeM MOXKET TI0Ka3aTbCs Ha MEPBbIH B3IV UHIYCTPUS He
IOJIKHA CO3/1aTh CIIOCOGHOCTD BUAETD Cyllee, HO JOJIKHA OOPaTUThCS
K obyactu He3pumoro. OHa JOJDKHA 3aJeHCTBOBATb OCTajbHbIE YYyB-
CTBa U CO3/aThb MHTEPECHBIT BOOOPaskaeMblii MUP B CO3HAHUU UTPOKa
(bepH, 1997).
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B pesynbTraTe Liesb YIOBOJBCTBUS «pacMajaeTcs» Ha HECKOJIbKO
TeXHUYECKH HEMIPOCTHIX 337124, IepBasi U3 KOTOPbIX — PEIIUTb IPoGJIe-
MY YyBCTBa OPOIIEHHOCTH HEe3psYero UTpoka B BOOOpaskaeMoM MUPeE.
VIHBIMM CJIOBaMHU, COIJIACHO CTaThe I'PYIIIbl aBTOPOB O JOCTYIIHOCTHU
WD [JIS1 HE3pSYUX U CJIaGOBUASIINX KOMIIBIOTEPHBIX MOJIb30BaTe-
JIel, JaHHYIO UJIel0 MOSKHO BbIPa3UTh B TEDMHHAX «COCTOSIHUE TIOTOKA
1 KOHIIEHTpal\M», 4TO MpeJIoaraeT riIyookoe U MpofoKaloleecs
MOTJIOIIeHNE [IesITeJIbHOCThIO BHYTPU UTPOBOTrO mMupa (Archambault,
2007).

TpafuLMOHHO, YTO MOJIb30BATENIsl TPl B BUPTYAJIbHOM MUPE «Be-
IleT» 3peHNe — 3HAUUT, «BeCTU» He3psuero Urpoka B BUPTYaabHON pe-
aJIbHOCTU UTPbI JOJDKHO HEUYTO MHOE. [lepBasi HESICHOCTb 3/1€Ch 3aKJIIO-
yeHa B TOM, YTO IPOU3BOAUTEIIO UTP HEOOXOI MO OTIPEIeIUTHCS C TEM,
KaKyIo IMEHHO BOOOPa’kaeMylo PeasbHOCTb CO3[jaBaTh — OJHO3HAYHYIO
UM HEeO#HO3HauHylo. OT 3TOro 3aBUCUT CPEICTBO CO3ZaHUS. 37ech
MO>KHO HaIlOMHUTH KJIIOYE€BOU MPUHIUI NHPOPMaIIIOHHON KOMMYHU-
Kalliy, KOTOPBIi IJIaCUT: COOOILeHNEe, CofepKallee Haubosee MHUPOKOe
IIPOCTPAHCTBO JJ151 TPAKTOBOK, GOPMUPYET 60Jiee 60raTyo CeMUOTHYE-
CKYIO P€asIbHOCTb, YeM COOOIIEHNE C OLHO3HAYHO NHTEPIPETUPYEMBIM
CMBICJIOM. B CBS131 C 3TUM, BEpPOSITHO, 1151 CO3TaHUs Haubosee 3axBa-
THIBAIOLIEN BHUMAaHHE U MOHSITHOM PeaslbLHOCTH HEOOXOANMO HCIIOJIb-
30BaTh MAaKCHMAaJIbHO KOHKPETHbIE 1 OJJHO3HAYHbIE CPEJICTBA CO3TaHUs
HEe3pUMOro UTPOBOTO MUPA, MHAUe 6e3rpaHMYHOe BOOGPAKEHNE UTPO-
Ka «pa3MOET» U OCJIAOUT €ro BOBJIEYEHHOCTb B UTPOBOI MUP, CO3aH-
HBIi1 €r0 CO3HAHUEM, B CUJTY OTKPBITOCTHU DTOr0 MUPA, IIe pa3yM MOXKET
OLIYTUTb Cebsl TOKUHYTHIM, 6ECITOMOIIHBIM Y HUKOMY He HY)XHBIM, He
LETJISSICh 32 PeNlepHble KPIOYKY (JIETKO UHTEPIIPETUPYEMble DJI€MEHTBI)
«IIOHATHOM» BOOOPa’kaeMOoM PeabHOCTH.

OtTcroga cienyeT U BTOpas HESICHOCTb: OyJeT BOOOGpa’kaeMblil
UTPOBOM MUP HE3psiYero, CO3maHHbIN CpeICTBaMU MIPOCTOrO TOJIKO-
BaHUS (simply-interpretation tools), IPUMUTUBHBIM UM OH GyIET CO
cpeICcTBaMU CJIOKHOro ToJsikoBaHusg (hard-interpretation tools) MHO-
rorpaHHeIM. U ompepesieHue TOro, YTO UMEHHO BaskHee (IIPUMUTHB-
HOCTb MJIM pa3HOo06pasue) U B Kakre CIOXKeTHble MOMEHTHI Urpa Nnpe-
CTaBJIgeT cOGOI TOT BbIOGOP, KOTOPBIN B pe3ysbTare BaUSET JU60 Ha
YBJIEKATEJIbHOCTh UTPHl BCJIEJCTBUE €€ MOHSATHOCTH, JIU60 Ha pa3HO-
06pa3HOCTh C OINACHOCTBIO «Pa3MBITHS» KOHTPOJISI HaJ, He3pSIUM
I10J1b30BaTeJIeM M TECHOTO C HUM KOHTAKTa.

[ToMHUMO yIOBOJIBCTBUS, HEOTbEMJIEMAs! YaCThb BCSKOM UI'PBI — CU-
CcTemMa CHUMBOJIMYECKUX IMOOLIpeHU. 31ech KpOoeTcsl BTOpask TEXHU-
yeckasi npo6sema. Cucrema MOOLPEHUN (UrPOBLIX GOHYCOB, OYKOB
Y MHBIX TIPOMEXYTOYHBIX IOCTHUKEHUM) C TOYKU 3PEHUSI TICUXOJIOTU~
YecKOro TOJKOBaHMS IpeACcTaBisieT COO0M BUPTYyasbHOE «IIOTJIaXKuU-
BaHMe» UI'POKa B [IPOL[ECCE UTPHI BCJIEJICTBUE YCIIEIHOTO BBITIOIHEHUS
MMKPO03aady UJIM KJII0YeBOH 1esid Urpsl. OpraHusanys eiCTBUTE b~
HO 3 deKTUBHON 06pPaTHOU MOOIMIPUTETbHONI CBSI3U MEXAY MHUPOM
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WIPbl U HE3PSYUM II0JIb30BATEJIEM SIBJISIETCSI Ba)XKHEHIIEN 3allaydei,
peanusanysi KOTOPOH MOXET CUUTAThCS CHELUAJTMCTaMU KJIIOYEBBIM
aCIIEKTOM yBJIEKATE€JIbHOCTU UTPOBOrO MUPa.

[TapannenbHO ¢ TEXHUYECKUMU IIPO6GIeMaMu peann3alu UHTe-
PECOB HE3PSIYMX UIPOKOB CYIIECTBYIOT COLMAJIbHO-3KOHOMUYECKUE
B3aMMOOTHOIIEHUS UHIYCTPUU U MMUPA, OTPAaHUYMBAIOIME IIPU3HA-
HUE MHTEPECOB HE3PSYMX B MHAYCTpUM. [IpoM3BOAUTENN KOMIIBIO-
TEPHBIX UTP HE CYIIECTBYIOT B BakyyMme. Ha HUX Takke pacnpocTpa-
HSIOTCS1 BHEIIHUE (PaKTOPBl, Ha3BaHHbIE HAMU UHCTUTYLIMOHAJIBHBIMU
npo6yseMamMy IPU3HAHUS NUHTEPECOB HE3PSUNX UT'POKOB.

OpHa M3 BaXXHEWNMINX TaKuxX Mpobyem — 6e3pasindue KPYIHbIX
NPOU3BOJAIIMX aKTOPOB MIPOBOM MHAYCTPUM K MHTEpEcaM He3psi-
YMX M3-32 MUKPOCKOIIMYHOCTM PbIHKA COBITA CTOJIb ClleUpUIeCKOn
MPOAYKLIUH. DTO NPENONPENEIIEHO TEM, YTO TPYIIA HACEJIEHUS, CO-
CTaBJISIOIASl HE3PSYMX KOMIIBIOTEPHBIX I0JIb30BaTEJIE€N, BO-TIEPBBIX,
KpaliHe MaJIOYMCJIEHHAS! B COOTHOUIEHNU C TPaJULMOHHBIMYU UTPOKa-
MU, 2 BO-BTOPHIX, Hanbosiee ManoobecredeHHasi C TOUKY 3pEHUs 9KO-
HOMUYECKOIO JOCTaTKa. B pe3ysibraTe Mo4aHUs BEAyIIUX IIPOU3BO-
IuTesed urp 60JbIIMHCTBO MOJOOHBIX UI'P CO3JAI0TCS DHTY3UACTAMU
(«xoMaH[pl Pa3pabOTUYNKOB TAKUX UTP, Kak IIpaBUo, copepsKar ot 1 1o
4 yeJIOBEK»), CUJIbl KOTOPBIX HUYTOXKHBI, [IOCKOJIbKY OHU HE IIPEICTaB-
JI10T cO60i1 OJTHOLIEHHOTO NIPOU3BO/SIEro UHCTUTYTA.

PasymeeTcs, YTO C 9KOHOMUYECKON TOYKU 3PEHNUS HE3PSUUH I10J1b-
30BaTeJIb [IJ1s FeUM-UHAYCTPUHU €CThb I1apa3nT, HeCyI il yObITOK. [TIpu-
pojia CTOJb HE6GIATOPOAHON CYIIHOCTH HE3PsiYero KJIMeHTa Kak aJje-
MEHTa SKOHOMMYECKHUX B3aMMOOTHOLIEHUIN COCTOMUT B TOM, 4TO,
Oyny4u ManoobecreyeHHbIM U (U3NYECKU HENOJIHOIIEHHBIM, OHA-
KO XeJias oTpebssaTh Ha OBIIENPUHSITOM YPOBHE, He3psuuil Tpebyer
KOMITIEHCALMH1 3aTParT C JPYroil CTOPOHBIL.

3aKkJjo4yeHue

Co3paHue pa3BieKaTeJbHOT0 NUMaI)KUHApUyMa [1Jis He3psiuero Uurpo-
Ka — 5TO OTPOMHBIN BBI3OB JJIs1 TEXHUYECKOro mporpecca. [lnsg pea-
JIN3aMU UHTEPECOB UTPOKA C OrpaHUYEHHBIMU PUNIECKUMU BO3-
MO>KHOCTSIMU CJIEIYET PACCMATPUBATD €ro KaK IIOTPEOUTEIISI CTOJIb JKe
Ka4eCTBEHHOT0 MPOAYKTa, HO CO BCeil TPEOYIOIENCs UHKIIIO3UBHOMN
MOJIHOTOW creuuduyeckoro noaxona. HeoGXOnUMBbIil yBieKaTeb-
HBI UTPOBOM MUP MTOJDKEH OBbITH CO3MAaH MPSIMO B CO3HAHUU HE3PSI-
4yero moJib3oBaresis. [I0OCKOJIBKY MOJOGHAsl COLMajibHAsI IPyNIa He
CTOJIb MHOTOYMCJIEHHA U, KaK MPaBUJIO, BCE ellle MaloobecrieueHHa, ee
yCUJIMSL IO KOMIIEHCAlMU CPEACTB, 3aTPAYe€HHBIX UHAYCTPUEil Ha UX
yIIOBOJILCTBOBaHUE, OYyIyT CMEXOTBOPHEL U 31ech BCTaeT rpobiema,
TPajUIIMOHHAS MIJIS JIIOMIeN C MHBAJIMHOCTBIO: KTO-TO TOJDKEH HECTU
YOBITKY BMECTO HUX CAMUX.
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[ToaTOMy [J151 TIOJHOLEHHOM peanu3alii UHTEPEeCcOB He3psSyero
B UI'POBOI MHAYCTPUU HEOOXOAMMA 1e9KOHOMU3AIMS CTaTyca TaKoro
NOTpebUTEISl U COIlacHe C ero IpaBoM Ha 6e3B03Me3[IHOe NMoTpebiie-
HUe, YTO, B CBOIO OYepe[lb, BO3MOKHO JIMIIb IIPU 0CO3HAHUU ITPOU3BO-
IUTEJSIMU UT'P [7106aJIbHBIX IPOLIECCOB JIETUTUMALIM UHTEPECOB Y513~
BUMBIX TPYIII HaceJIeHMs KaK BaXKHBIX M HEOOPATUMBIX, a TaKXe MpU
coIjlacuM Ha peajn3alydio 3TUX UHTEPECOB Ha 6J1arOTBOPUTEJIbHBIX
YCJIOBUSIX.

CerogHsi MHAYCTPHUS KOMIIBIOTEPHBIX MIP KaK HUKakKasl Apyras
IUCKPUMUHMPYET 4YeJioBeKa C MHBAaJUAHOCTBIO U yKas3blBaeT eMy Ha
€ro MeCTO, KOTOpOe HaXxOAUTCsl BHE MUPa COBPEMEHHBIX Pa3BJIeYeHUI.
leiM-MHIYCTPHUS TIOKJIIOYNIIACh K IPOCTPAHCTBY I7I06aIbHBIX IEHET,
IBITAsICh 3aKPBITHCS OT MPOCTPAHCTBA I7106aJIbHBIX TPOGJIEM.

Bce urpse! kpuuart: «MbI He A5 TeO6s, Thl I1JI0X0 BUAUIIb, THI I1JI0X0
CJIBIIIMIIG UJIN y Tebs HEeT PyK — Thl HE MOXELIb UI'PaTh, TOUIU 3aii-
MUCh caMo6uYeBaHNeM». VI3MEHUTh [10JI0’KEHNE Belllel, CTOJIb HEellpH-
IJI91HOE 11 ITPOI'PECCUBHBIX KOMIIAHUH, MOKHO JIMIIb IIPYU YCJIOBUU
BOJIEBOTO YCTPEMJIEHHUS K COLIMAIbHO 3HAYUMOMY [TOCTYIIKY CO CTOPO-
HbI KPYITHEUIINX [IPOU3BOIUTEJIEN UTPOBOU IPOIYKIUM.
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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.
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HoBble G OpMBI B UCKYCCTBE CO3[AIOTCS IyTEM
KaHOHM3aUUX (POPM HU3KOTO UCKYCCTBA.
Bukrop llIknoBcKkui

BuyTpunurpoBas ¢ortorpadusi Kak MpaKTUKa CyIleCcTBOBaja elle OO
TOT0, KaK MBI CTaJIM [eJIaTh CKPUHLIOTH] U Pa3MEIIaTh UX B COLIMAJIBHBIX
CeTSIX, XOTsl, HECOMHEHHO, COLICETH U UX Pa3BUTHE OKA3aJld OTPOMHOE
BJIMSIHME HA TO, KaK CO3[1a€TCsl U KaK BOCIIPUHUMAETCS] BHYTPUUTPOBast
¢ororpadus. JJaHHOe sIBJIEHUE CJIOKHOE C TOUKU 3PEHUS MeIUaIbHON
OpraHu3aluy, IOCKOJIbKY BOBHUKAET HA CThIKE ABYX «MEIUArUTAHTOBY:
(ororpadum 1 KOMIBIOTEPHBIX Urp. B mpencTaBieHHON CTaTbe MHE
XOTeJIOCh Obl NMOAPOOHEE PacKpbITb MOMEHT IpEBpallleHUsl BHYTPHU-
urpoBoii potorpaduu B HOBYI0 (OPMYy UCKYCCTBA. I IpuBey CBOH Te-
31C, a TAKXKE aprYMEHTAalLMIo, I04eMy TOT IOAXO]l, KOTOPbIH Npeajara-
€TCsl MHOY B JAHHOH CTaTbe, SIBJISIETCSI HANboJIee aKTyalbHbIM.

B Tekcrte o «Kamepe Jlioguka» aBTOphl NMUIIYT: «..Ha camom nese
elle MPeICTOUT BBISICHUTb, YeM NPaKTUKa (poTorpaduu B UTPOBOM
KyJbTypPE U XyJOKECTBEHHOM KOHTEKCTE OTJIMYAeTCsl OT TOTO, Kak
OHa mojenupyeTcs B urpax» (Moring, S., Marco de Mutiis, 2019, p. 72).
B naHHO¥ cTaTbe S IPOBeNY HEOObIIOE NCCIEJOBAHIE OTHOCUTEIBHO
B3aMMOCBSI3U KYJIBTYPbl, UICKYCCTBA U BHYTPUUTPOBOI (poTOrpaduim.
O6mnacTb 0Ka3zanach HEJOCTATOUYHO U3YYEHHOM U MHTEpECyeT MEeHs KaK
(dororpadky u nccuefoBaTeIbHULLY.

BuyTtpuurposas ¢ororpadus — 3To Gpopma «OTHEIbHOT0» HOBO-
ro Meuaapra. £l B3siyla «OT[e/IbHOTO» B KaBBIYKHU 110 TOY IPUYMHE, UTO
3TOT BUJ, UCKYCCTBA OTHEJINIICS OT, O4EBUIHO, OOBIYHOI (poTOrpaduu.

Ha camom pene, ecau nogpobHee pasobpaTbCsl B MOHSITUSX BHY-
TPUUTPOBOM U KJIaCCUYECKOH PoTorpaduu, MOXKHO MOHSITh, UTO BHY-
TPUUTPOBASl IO CEMAHTUYECKOMY OMUCAHUIO HE OTBEYaeT TpeboBa-
HUsSM ¢oTtorpaduu, Belib B HEil OTCYTCTBYET CaMO€ IJIaBHOE — CBET,
KOTOpBIN, 110 CYTH, €CTb YaCTh Ha3BaHUs. B ciiy4yae ¢ BHYTPUUTPOBON
(ororpadueit akT 3ane4aTaeHns Kakoro-To MOMEHTA 4Y€JI0BEKOM IIPO-
VICXOUT B OTCYTCTBUU KaMePBL, 6€3 CBETa U, MO>KHO CKa3aTh, AaXKe 6e3
yesioBeKa. Bce npoucxomguT BHyTpU LU(PPOBOro KOJa: B PaBHOM CTele-
HU UM SIBJISIETCSI KaK BUPTYyaJslbHASl KaMepa, TaK U 0OBEKT, KOTOPBII OHa
cHumaet. Cet I'ngauHre B cBoeM acce «PrcoBaHue B OTCYTCTBUU 1]Be-
Ta» muca’ ciaenyouee: «BupryanpHas Kamepa clieslaHa U3 TOT0 JKe Ma-
Tepuasa, YTo U NnoJsiydaemoe nusobpaxenue: koga. OH ToKe UMATHAPYET
3pEeHUE, HO TEMEPb LEJIbI0 ATON CUMYJISLIMU SBJISIETCS ONTUKA CAMOTO
amnmnapara KaMepbsl, a He 6uosorudeckoe 3peHue» (Giddings, 2014, p. 4).

OpHako y BHyTPUUTPOBOi (OTOrpadpum 1 KJIacCUIeCKoil eCTh TaK-
K€ Y CMBICJIOBbIE PA3JIN4Msl, KOTOPbIE 3aKJII0YAIOTCS HE TOJIBKO B CHO-
co6e CbeMKH U JaxXKe He B TOM, YTO UTOTOBbIN NPOLYKT UMUTUPYET.
doTorpadus (BHE 3aBUCMMOCTU OT €€ TUIId) UMEET HEIOCPEeICTBEH-
HOE OTHOIIEHUE K ONITUYECKUM XecTaM. Muess Oyko pasaudaeT gsa
poZa ONTUYECKUX )XeCTOB — B3I U B30p (Dyko, 1998, c. 148). Barnsg,
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BUTAET HaJ [10JIeM TOBOPEHMS], 3/1eCh €CTb APYTOii, KOTOPbII HayyaeT-
Cs1 TOBOPUTD. B30p ke o6s114aet tesecHoe. Yepes B3I afjpecyeTcs
peyb, yepes B30p — TeJio. Mbl OKMBJIsieM 00pasbl, KOTOPbIE, OYTO SIB-
Jsisich pparMeHTaMu yTpadeHHoro puiabma, peJiCcTaBisoT HaM dpar-
MEHTBHI XecTa. YTo Xe MpecTaBiseT co00il B TaKOM CJy4ae XKecT?
JKect — 3TO geiicTBUE, HO B OTJIMYME OT YMCTOT'O OEMCTBUS — Oei-
CTBUE He C peaJibHbIM OOBEKTOM, a C €0 0OPa30M.

[Tonyyaetcs, ecau o6pa3 PpukcupyeT nsobpaskeHue, To GpoTorpa-
¢us — ucropuio yTpayeHHOro xecrta. B utore mzobpaxkeHue — 3TO
npedcmasaenue npedcmasieHus, B To BpeMs Kak 06pa3 — 3TO IIPOCTO
npezcTaBjieHue. B kauecTBe rpumepa s X04y [IPUBECTU CBOU JIIOOU-
MBI MeM (pHC. 1), KOTOPBII OTJIMYHO UJIJIIOCTPUPYET TaKOE BOCIIPHUSI-
TH€ ONTUYECKUX )KeCTOB KaK BU3yaJIbHO, TaK U TEKCTYaJIbHO, IpeKpac-
HO OO'bSICHSIS TO, KaK IIPeo6paskaeTcs KyJIbTypa BOCIPUSTUS 06pa3sa 1o
OTHOIIEHUIO K PEajibHOCTU C TeYeHNeM BpeMeHU. JJlaHHas UJLIIoCTpa-
1S TaKKe U306pakaeT U obliee ColraabHOE OTHOLIEHNE NPUHATJIe-
SKalIMX K Pa3HbIM KYJIBTYPHBIM KJIacCaM TOKoJIeHui. Takum o6pasom,
MOXXHO MOCTPOMTh cienyomylo cxemy: O6pas (peaspHOCTh) — Ma-
CKUPOBKa/MCKa)XXeHNEe peasbHOCTU ()KUBOIMHUCh) — MacKUpOBKa OT-
CYTCTBUSI peajibHOCTH (Kaaccuyeckas ¢pororpadus) — ITosHoe oTCyT-
CTBUE CBSI3U C PEaJIbHOCTHIO, 3HAK CTAHOBUTCSI CBOUM COGCTBEHHBIM
CUMYJIIKPOM (BHYTpUUTpoBast potorpadus).

USER 1

USER 2

USER 3

Puc. 1. MeM 11po KyJIbTYPHO-TIOKOJIEHYECKOE B3aMMOJIECTBYE TTIOHMMAaHUN
U ipeo6pa3oBaHuil o6pasza
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VIMeHHO crioco6 B3aMMOOTHOIIeHUs poTorpaduu U peasbHOCTU
S CUATAI0 OJHUM W3 OCHOBHBIX (DAaKTOPOB, OTIMYAIIUX KJlacCHUYye-
cKylo ¢ororpaduio OT BHYTPUUTPOBOU. «Peannam» KOMIBIOTEPHBIX
1306pakeHuil 6bl71 BOCIIPOU3BEJIeHEeM He OPUTMHAJIbHOTO BHEIIHE-
ro MMpa, KOTOPBIN HAXOJUTCS Y HAC 32 OKHOM, a ckopee ¢goTorpadu-
yeckoro n3obpasxkeHus (npedcmasnenue npedcmasaerus). Hanpumep,
MUPOKO PaCIpPOCTPAHEHHOE MOJENUPOBaHUE OGJIUKOB B KOMIIbIO-
TepHbIX crnelrpdderkTax, aHUMAIMU U BUNEOUTPAX SABJISETCS OJHUM
13 BUJOB JIIOGOTIBITHOTO 3CTETUYECKOTO U TPANUI[MOHHOTO B3aMMO-
IeACTBUS MEX/Y aHaJIOTOBOUM KuMHeMaTorpadueil U KOMIIbIOTEPHbI-
MU 13006pakeHusIMU. [laHHbIE MUKCEN aHUMUPOBAHHOTO CBETA, pac-
MIPOCTpPaHSIOIMECs [10 9KPaHy, MPUIAI0T CBOMM BUPTYaJbHbIM MUPaM
OLIYIIEHUE TOTO, YTO OHU PUBNYECKU UHAMUYHBI U CJIOXKHBI, 4YTO MbI
MOrJM 6bl peanbHO UX omymaTth. Kak numet Cpio3eH 30HTar B CBO-
eM nocienHeM 3cce u3 cepun «O dororpadum», «peasbHOCTh BCET-
Jla UHTEPIPETUPOBaIUN Yyepes o6passl, U ¢unocodsl, HaunHas ¢ Ilna-
TOHA, MBITAJIMCh OCJIA6UTh HAIlly 3aBUCUMOCTb OT 06pa30B, OTHICKUBAS
HOPMY MOCTHKEHHUS peasbHOCTH, HEe CBSI3aHHYIO C OOGPa3HBIMU MIpef-
crasaeHusmu. Ho B cepenune XIX Beka, Korga takasi HopMa Kasajach
HaKOHell TNOCTUKMMOM, OTCTYIIJIEHUE CTapblX PEeJIUTMO3HBIX M I10-
JIUTUYECKUX WJJIIO3UI 107, HATUCKOM TYMaHUCTUYECKON U Hay4YHOH
MBICJIM He MPUBEJO — KaK OXHUJaJoCh — K MacCOBOMY IepeXony Ha
CTOPOHY peasibHOro. Hao60poT, HOBBIN BEK HEBepHUs YKPEIuJl MPUBs-
3aHHOCTb K o6pasam. JloBepue, KOTOPOTO JIMIIUJIUCH Peajiuu, MOHU-
Maemble B popMe 06pa3oB, ObIJIO OKA3aHO PeayusaM, TOHMMaeMbIM KaK
camu o6pa3bl, nimosun» (3oxrar, 2013, c. 200). HaunHas ¢ XX Beka, ¢
TOrO MOMEHTA, KaK OOIIECTBO CTajJ0 CYUTATHCS «COBPEMEHHBIMY», OI-
HUM U3 TJIaBHBIX €0 3aHSATUU CTaJjo NMPOU3BOJICTBO U MOTPebIeHre
1300pakeHU, a caMu U306paskeHu s, 06J1aaloIIe UCKITIOYUTETbHOMN
CIIOCOGHOCTBIO OTpeesisiTh HAallli TPe6GOBaHUS K PeasibHOCTHU, CTAJIN
SKM3BHEHHO HEOOXONMMBI [JIsl 3I0POBbsS DKOHOMUKHU, MOJUTUYECKOA
CTabUJIBHOCTU U CTPEMJIEHUS K CUACTBIO.

Hame Bpems cTajio 3MO0XOW TEPEenpoOu3BOCTBA M306PaKEHUI,
Croco60B UX UHTEPIIpeTaluy U IpuMeHeHus. [[pUYnHON 5TOMY CTanu
MHTEPHET U YCKOPEHUE Pa3INYHBIX KYJIbTYPHBIX IIPOL[€CCOB B COOTBET-
CTBUU C OBIIMM IIPOTPeccoM desioBeyecTBa. KysbTypa «6bICTpOro 3Ha-
Hus» (Orr, 2004, p. 36) NoBMsIA HE TOJIBLKO Ha TO, KAK MbI [IOJTyYyaeM
Y aHaJIM3MpyeM 3HaHUe, HO U Ha CIIoco6 Mojiayy 3TOro 3HaHus1. Hecmo-
TPs Ha TO 4TO [I3BUz Opp yKasslBas Ha IpeobafjaHue KyIbTypPbl «Obl-
CTpOro 3HaHUS» enle B XX BeKke, OOJIbIIMHCTBO XapaKTePUCTUK TaHHOM
KYJIBTYPBbI BIIOJIHE OMKCHIBAIOT OTHOUIEHUE K 3HAHUIO U B HAllle BpeMSL:
«TOJIbKO TO, YTO MO>KHO U3MEPUTB, SIBJISIETCS UCTUHHBIM 3HaHUEM. YeM
60JIblIIe Y HAaC 3HAHUIA, TEM JIy4lle. Mbl CMO>KeM U3BJIeYb HYKHYIO YacThb
3HAHUI B HY>)XKHOE BpeMsI U IIPUCIIOCOOUTH €€ K HajJiexalleMy COI-
aJIbHOMY, 9KOJIOTUYECKOMY, STUYECKOMY U SKOHOMMYECKOMY KOHTEK-
cTy. MBI He 3a6yemM cTapoe 3HaHUe, HO, €CJIM J1aXKe 3TO [IPOU30NTeT,
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HOBOE 3HaHMe OyjeT Jyydile ctaporo. Kakue 6bl OIMOKYU U IIPOMaxXu
HU IIPOUCXOJMJIM Ha MYTHU MOJIyYeHUs 3HaHUS, UX MOXKHO HCIIPaBUTh
emle GOJIbIIMM 3HAHUEM. [IpOM3BOACTBO 3HAHUM MOXHO OTAEJIUTH OT
uX npuMmeHeHus. [IpuobpeTeHne 3HAaHUHN He BJIeYeT 3a COO0M HUKaKUX
00513aTeNIbCTB 10 006ECIIeYeHUI0 UX OTBETCTBEHHOTO HCIIOJIb30BAHUS»
(Orr, 2002, p. 37). KynpTypa «6bICTPOro 3HaHUS» UMEET OTPOMHOE BJIU-
siHMe Ha Bce cdephl )KU3HU YesIoBeKa, TaK Kak 3TO 3HaHUe obpasyeT-
Cs Y BUJOU3MEHSIETCS C TaKO¥ GOJIBIION CKOPOCTBIO U B TaKUX 60JIb-
XX KOJIMYECTBAX, YTO HE NIO3BOJIIET Pa3yMHO Y TOYHO BOCIIPMHUMATD,
aQHAJM3UPOBATh U NPUMEHATH €ro. VICKycCTBO KaK OJWH M3 I1JIaCTOB
KYJIbTYPBbl BO BCEX €0 MPOSIBJIEHUSX HE SIBJISIETCS. UCKJIIOUEHUEM.

JJOBOJIPHO MHTEPECHBIM B TaKOW MapajyurmMe MHE€ KaKeTcsl pac-
CMOTPEHUE COOTBETCTBYIOIEr0 M3MEHEHNUS [TIOHITHS KPACOThI Y BHY-
TPUUTPOBBIX U Kylaccudeckux ¢pororpados. Bee Ta ske Chio3eH 30HTar
BbICKA3aJla cJleflylolllee MHEHUE I10 TIOBOMY IepeNpon3BOACTBa B (o-
torpadun: «Jlrogy, yBUNEBIINE YTO-TO KPACHUBOE, YAaCTO COXKAJIEIOT,
4YTO He cMoru ero cdortorpadupoBaTs. Posib Kamepsl B IPUYyKpaln-
BaHUM MUpa 6bljIa HACTOJIBKO YCIIENIHA, YTO CTAaHJapPThl IPEKPACHOTO
crajsa 3aaBate portorpadus, a He cam MUP. X03s51eBa, ropfble CBOUM
IIOMOM, BIIOJIHE MOTYT BBIHYTb ero ¢pororpaduu 1 rnokasarb roCTsIM,
IIO 4ero OH Ha CaMOM Jiesie KpacuB. Mbl y9uMcs BUIeTh ce6st poTorpa-
¢duyecku: cuuTaTh cebs MpUBIEKATENbHBIM — 9TO 3HAYUT AyMaThb, Ha-
CKOJIBKO XOPOLIO Thl BIMJISAAUIIL Ha ¢poTo. oTorpadus co3paer mnpe-
KpacHO€ — M U3 IIOKOJIEHUS B [IOKOJIEHME CHMMKaMU KCTOILAET €ro.
HexkoTopele npuponHble JUBa €1Ba JIA HE [T0JIHOCTbIO IIPEJOCTaBJIEHbI
yXaxXuBaHUusIM goTorpados-nodutesneir. O6beBIINICS N306paskeHN-
SIMUA MOJKET CYECTb 3aKaThl [IOLIJIOCTbIO — TENEPb OHU, YBbI, CIULIKOM
noxoxu Ha goTorpadun» (3oHrar, 2013, c. 115).

YoyBUTEbHO, KaK JAHHOE BbICKA3bIBAHUE OCTAETCS aKTyaJIbHBIM
U [J1s BHYTpUUTPOBBIX (poTorpados. Benp ucxons us nobenutesneit
Pa3JIMYHBIX BUPTYaJIbHBIX BBICTABOK, B KaT€rOpUM KOTOPBIX BXOAUT
U BHyTpuurposas ¢ororpadus, Bce 60Jblie XyAOKHUKOB CTapaloTCs
€O37aTh HE IPOCTO KPACUBbIE KAPTUHKMY, CHSTbIE B MOMEHT BUPTYyaJlb-
HOTO «30JI0TOTO Yaca» uiu 3akaTta. OHHU JesaloT CBOM paboThl BCE 60-
Jlee KOHILIENTYyaJbHbIMU, 3aMMCTBYS TEMBI U 3CTETUYECKUI METOJ, CO-
BpeMeHHo poTorpaduu 1 NepeHocs Ux B BUPTYyaJbHbIE MUPBHIL.

[lpumepoM TOMY MOJKHO CYMTaTh KOHKYPCAHTOB OHJIAMH-BbI-
cTaBku «BupryasnpHblilt Mup raazamu ¢gotorpada — 2020», KOTOPYIO
KypupyeT XypHan «Poccuiickoe ¢oro». llesnp maHHOTO XypHana —
«pasButue GoToyBiedyeHus: B Poccuy U noBbllIeHUE (POTOKYIIBTYPHI
obmecTBay. CyTb KOHKypca «BUPTyaslbHBI MUpP Tiazamu Qororpa-
da — 2020» — ¢ nomo1pio poTorpaduu 3aTPOHYTh MOMEHTHI, CBSI3aH~
Hbl€ C BOCIIPUSTUEM COBPEMEHHBIM YEJIOBEKOM LIU(PPOBBIX MUPOB, UX
BJIUSIHME HA COBPEMEHHYIO KYJIbTYPY U UCKYCCTBO.

[lepBoe MeCTO B KOHKYyPCE 3aHsJla XyoxXHuLa bypiakosa Bukto-
pUsI C IPOEKTOM «3a nosieM 60s1» (puc. 2, 3, 4). KoHKypcaHTKa BeIopaa
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HarpasjieHue B ¢poTorpaduu, KoTopoe paGoTaeT He C TeM, YTO U30-
6pa’keHO Ha KapTUHKeE, a C TpaHchopmalueil caMoii KapTUHKU. Takoe
HarpaBJieHUe Ha3bIBAETCS IJIUTY-aPT, €ro BbIPABUTEJIbHBIMU DJIeMEH-
TaMU SBJISIIOTCS Pa3JjinyHble MPOBble U aHAJIOTOBbIE OMINOKHU, KOTO-
pbl€ YeJIOBEK HUCIIONb3YET [JIs CO3TaHus IPOU3BENEHUN NCKYCCTBA.

Puc. 2. «Kosb1o ¢popryHel», bBypnakosa Bukropus. Cepus «3a nojyem 60s»

Puc. 3. «Buxpb 3akara», BypyakoBa Bukropus. Cepus «3a nosuem 60s»

Kak riacut onucaHue, «Jjisl CO3[laHUS CBOEU CEpUU aBTOP BbIOpa-
na sugeourpy Counter-Strike 1.6 (2000 r.), B KOTOpOIl UTPOKY IIpU-
XOOUTCS TOCTOSHHO yOMBAaTh CBOUX MPOTUBHUKOB. OJHAKo Iocje
CMEpPTU U IO OKOHYAHMS PayH[a I[0Jb30BATENb [IEPEXOIUT B PEXUM
HabJII0eHUs 32 UTPOBBIM IIPOLIECCOM, B KOTOPOM MOXeT “BBIATU” 3a
TEKCTYPbl BULEOUTPLL. VIMEHHO 5Ta BO3MOKHOCTD [T03BOJINJIA CO3/1aTh
paboThl B HAMpaBJIEHUU [JIATY-apT. ABTOP CTPEMMUJIACH NPOJEMOH-
CTPUPOBATh IMPOCTPAHCTBO, KOTOPOE YYACTHUKU UTPHI, YBIECUEHHbIE
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WI'POBBIM IIPOLIECCOM, Yallle BCero He 3ameyaroT. [[pocTpaHCTBO, B KO-
TOPOM BCETZja TUXO U CIIOKOITHO, B OTIIMYME OT TOJISI 60sI»..

Takum 06pa3oM, CBOEH CIyyailHOCTbIO ¢oTorpaduu moaTBep-
KJIaI0T, 4TO Bce 6peHHO. [Ipou3BosbHOCTE GOTOrpadpuiecKoro CBUe-
TeJIbCTBA YKa3blBaeT HA TO, YTO PeajIbHOCTb B IIPUHLIUIE He MO 1aeT-
cs knaccudukanuy. PeaspHOCTh CKJIaibIBAE€TCSl B HAOOP CIIyYailHbIX
(parMeHTOB — HEU3MEHHO 3aMaHYMBBINA, OGPOCKUM, YIPOIIEHHBIN
crioco6 obmmeHus ¢ mupom. Gotorpadus UNTIOCTPUPYET TO OTIACTHU
Mpa3fgHUYHOE, TO OTYACTU CHUCXOJUTEJIbHOE OTHOIIEHWE K peajb-
HOCTH, KOTOPOE COCTaBJIsIeT OOBbEeNUHSIOMYIO UAEI0 CIoppeann3ma,
U yTBepxxaeHus pororpada, 4To peasbHo BCE, MOpa3yMeBaloT TaKxKe,
YTO peaJsibHOTO HelocTaToyHo. Chio3eH 30HTar nucana: «To, 4To crpa-
Be[IJINBO B OTHOLIEHUH K ¢oTorpaduu, CupaBejiiBo U B OTHOLIEHUHU
MUpa, yBuaeHHoro ¢potorpadpuyecku» (3ontar, 2013, c. 110).

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

Jpyrum NnpumMepoM, MOATBEPKAAIOIIMM TaKOE€ BUAEHUE BHYTPU-
urpoBoi pororpaduu, IBJseTCs BbICTaBKa «Hero Ha cBeTe He ObIBaeT»,
nposeneHHas Apt-rasepeeii EnbuuH lleHTpa, npeseHTyomas pabo-
Thl B cTeHax [IpesupenTtckoro ueHtpa b.H. Enbuuna B Exarepuno6yp-
re. HazpaHue, KaK yTBEPXKAAIOT aBTOPbI, «OTCHLJIAET HAC K OJHOVMMEH-
HOI PYCCKOM HapOOHOU cKa3ske. [lomelas aBTOPOB BHYTPb HAPOYUTOM
ONNO3MLUU (POJILKIIOPHOCTU Y KOMIIBIOTEPHBIX UI'P KaK MAaKCUMaJIbHO
I aJIEKUX IPYT OT gpyra cdep, Mbl paCCYUTBIBAEM MOIBUTHYTh XYy I0XK-
HUKOB ITOMECTUTb CBOE TBOPYECTBO B HOBBIM KOHTEKCT, a IIMPOKOrO
3pUTENS YBULETh BO BHYTPUUTPOBOI (poTorpadpuu MeIuancKyccTBo,
a He JIMIIb DJIEMEHT FeIMEePCKOM CYOKYIbTYphI»?. ECIM Mbl IOCMOTPUM

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

2 Koukypc BHyTpuurposoil ¢otorpadpun «Hero Ha ceTe He ObIBA€T» [OHJIAIH].
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Ha no6eauTesiell JTaHHOTO KOHKYPCa U ONMCaHUs UX PaboT, TO YBUUM,
YTO B GOJIBIIMHCTBE CBOEM OHU BCE 3aHUMAJIMCh UMEHHO IIUTY-HOTO-
rpadueii, To €CTh UCIOJIb30BANN 3aMeHy ¢ailsoB Mogesneil u adpdex-
TOB B UTpe, 3aMEHY TEKCTYpP, BHYTPUUTPOBbIE KOHCOJIbHbIE KOMaH/bl
ILJIs1 OCTUKEHU S PUHATIBHOTO pe3ysbraTa’.

Puc. 5. PaboTta Msy Bay u3 cepun «Kentoe KpacHO€ U IIBETACTOE (KPACOUHOE)»

OpHa u3 paboTt — cepus «Kesroe KpacHOe WM 1jBeTacroe (Kpa-
COoYHOe)» 0T Msy Bay XOpouo WJIIOCTPUPYET CIOppeauCTUYecKoe
npexactasaeHue o ¢dororpaduu. Ee cepust paboT nobenuna B HOMU-
Hanuu «Kama u3 Tormopa» — B ee paMKaX MOXKHO GbIJIO HUCIOJIb30-
BaTh JII06ble CPENICTBA BMEIIATEIbCTBA B FEMMILJIEN U KO, UT'PHI, 8 TaK-
K€ PeTylIb U MOCTO6paboTKy. BOT yTO cama aBTOpKa mnucasna o6 urpe
u cBoen paboTe: «Korma s uckasa rnosje3Hble MaTepPUabl Jisl CheMKU
B 9TOU UTpe, 1 06Hapy>xua ¢aHI0M B BKOHTaKTe, Ilie y4aCTHUKHU Jie-
JINIUCh CBOMMU HAaXOZIKaMU B Urpe. B co0OIIeCTBE €CTh 1Bl aTb60M
MO/, Ha3BaHUEM “DKCIIEPTHOE JIaro-6arow3aHue”’, KOTOPhIi MOCBsIeH
ruTyy (B 6oJblIel cTeneHu) u mopudukauusim urpsl. CKpUHIIOTSI,
3arneyarieBamnye JINTY, — 3TO CBOET0 pOojia Marusi, KOTOPYIO /iaxke
MHOT/Ia YAAETCsl KOHTPOJINPOBATh». 371eCh peajibHOCTh, MYCTh BHYTPU-
UTpOBasi, UICKYCCTBEHHAS!, KOHMpPoAUpyeMas, TaKKe CKIIAJbIBaeTCs U3
KYCOYKOB, BBINIABIINX B CJIy4aiiHOM IOPSIIKE.

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

3 OGwbsBieHbl TOOEAUTENN KOHKypCa «Hero Ha cBeTe He 6bIBaeT» [oHaiH]. yeltsin.
ru / Enpuyn Lentp, 2 centsaops 2020 r. Joctyn no cewuike: https: //yeltsin.ru/
news/obyavleny-pobediteli-konkursa-chego-na-svete-ne-byvaet/ [[Ipocmo-
TpeHo 24 mapTa 2022].

TOPOS Ne1, 2022 | 141


https://yeltsin.ru/news/konkurs-vnutriigrovoj-fotografii-chego-na-svete-ne-byvaet/
https://yeltsin.ru/news/konkurs-vnutriigrovoj-fotografii-chego-na-svete-ne-byvaet/
https://yeltsin.ru/news/obyavleny-pobediteli-konkursa-chego-na-svete-ne-byvaet/
https://yeltsin.ru/news/obyavleny-pobediteli-konkursa-chego-na-svete-ne-byvaet/

VrpoBoii MUp U3HAYaJIbHO IIOCTPOEH KEM-TO IPYTUM, TO €CTh €r0
COCTAaBJISIOIYE TIOSIBJISIIOTCSI TaM HE CJIyYailHbIM 06pa3oM. MIMeHHO
MI09TOMY, Ha MOIi B3IJIs]L, 3a7ja4a BHyTpuurposoro ¢ororpada nena-
et ero eie 6osbine GoTorpadom, 4em KJIacCUYeCKOTo C TOUKU 3PEHUS
¢dororpaduyeckoro B3rsa, Belb OCHOBHAs 3ajada B3rjsaga GpoTo-
rpada — 3To KagpupoOBaTh MUP TaKUM 06pa3oMm, YTOOBI Ha N306paske-
HUU TOSIBUJIOCH UMEHHO TO, YTO OH XOTeJI IPY IOMOLIY 3TOTO Kanipa
BBIJIEJIUTh, BO3BECTH B COCTOSIHME UJIJIIO3UU. Jla, peasibHOro HejocTa-
TOYHO, HO BHYTPUUTPOBAsI PEAJIbHOCTH SIBJISIETCS BCETrO JIULIb UJLITIO-
31ell peasIbHOCTH, OHA YK€ IBITAETCS «JOTIOJTHUTb» PEAJIbHOCTb, & 3TO
3HAYUT, YTO HEJOCTATOYHO YK€ U UJIJIIO30PHON JOTMOJHEHHON peasb-
HOCTH, pa3 nossJsercs pororpad, KOTOPHIi GyET KaIpupoBaTh Ipo-
ucxojsiiee B UJJIIO3UM Ha elle 6oJiee UIII030pHble KYCOYKU. 3aaya
TaKOTO JeJIEH!UsI MUPa 3aKJII0YAeTCsI B TOM, YTOGBI B KOHIIE KOHIIOB 10~
JIYYUTD YTO-TO HE IIPOCTO KPACHUBOE, HO CKOpee UeaslbHOe, HACTOJIb-
KO KpacuBOe U T0XOXee Ha PeasibHOCTb, YTO NPU B3IJIse Ha O0BEKT
Ha ¢oTorpaduu CBOMMMU IJIa3aMU B PEasibLHOM MUPE Hac MOXET pa-
304apOBaTh U Pa303JIUTh TO, YTO OH HE TAKOU U[leaJIbHBblil, KAKUM OH
HaM IpeJCTaBsIcs. «<HUKTO HUKOTa He OTKPbIBAJ yPOACTBA IIPU 110~
Moy ¢ororpaduu. Ho MHOTME C ee MOMOIIbI0 OTKPBIBAJIM KPACOTY»
(Conrar, 2013, c. 115). 'enpu Tan60T 3anareHTosan gotorpaduio, 060-
3HAYMB ee Ha3BaHUEM «KaJIOTUNUS», rae kalos — Kpacuselil. U make
ceiyac, korga npodeccruoHanbHele goTorpadsl B chepe UCKyCCTBa
BBIOMPAIOT OOBEKT JIs1 CbEMOK, OHU HE BBIOHMPAIOT YTO-TO, YTO OHU
3aBEJJOMO CYUTAIOT HEKPACUBBIM, CKOPEe, OHU HaxXOMST «ypPOACKue»
BellM KPaCUBBIMU U IO3TOMY 3aKJIIOYAIOT UX B Kajpe (ororpaduu.
JJaHHOe MOHMMaHUe KPaCcOThl OTHOCUTCS U K KJIaCCUYeCcKoit poTorpa-
¢uu, 1 K BHyTPUUTPOBOIA.

Bhllle 51 y>Ke 3aTPOHYJIa TEMY CIOppean3Ma 110 OTHOIIEHUIO K (o~
torpaduu. He JUIHUM GyIEeT YIOMSHYTb U TO, KAK BHYTPUUTPOBas
¢dororpadus, cienys Mo crornam Bcex INPeJIIeCTBYIOUINX BUIOB HC-
KyCCTBa (1 Kylaccuieckou potorpaduu B 0COGEHHOCTH) ULET IO TEM
K€ CTYINEHSM Pa3BUTHUS, YTO U ee NpeJIeCTBeHHUKH. $ yXe nmucasa
paHee, YTO ceiyac HU B KJIACCUYECKOI, HU BO BHYTPUUTPOBOU (HOTO-
rpauu ¢ TOYKY 3pEHUsI UCKYCCTBA HE SIBJISIIOTCS. MHTEPECHBIMU (POTO
3aKaTOB WJIM CTaHAAPTHBIX Me3axkei. BHyTpuurposass ¢ororpa-
(U npaKkTUYEeCKU IeperphirHysia yepes JaHHbIi 3Tan GopMupoBa-
HUs cebs B uckyccTae. KoHe4Ho, ecTb poTorpadsl, KOTopsle paboTaioT
Y B HallpaBJIEHUM TUIIEPPean3Ma, y KOTOPBIX NUMeeTCsl Habop NmoTps-
caromux gotorpaduii 3akara. OTHUM U3 CAMBIX MTONYIISIPHBIX XY 0K~
HUKOB 3TOTO HaIlpaBjieHUs cuuTaeTcs [lyHkaH Xappuc.

[ToueMy ke ero paboOThl Tak MOMYyJSIPHBEI? Peanu3m B Kjaccuye-
ckoil poTorpadun HUKOrJa He ObIJ NIPOGJIEMOIL, TOTOMY YTO (POTO-
rpacdus cama 1o cebe Npes3eHTyeTCs B MEPBYIO oyepelb KaK HEOCIO-
pUMasi peasibHOCTb, XOTb U Ha CaMOM [iejle SBJISIET COOOI MOJIHYIO
IIPOTUBOIIOJIOKHOCTS, JIOXKb B YMCTOM BUje. B dororpaduu 3HaueHune
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JIXKY ropasfio BakHee, YeM B )KMBOIIMCH, IIOTOMY UTO ee N306paskeHu st
MpeTeHAYIOT Ha MPaBIUBOCTb B ropasfio OGOJbIIeid CTEeeHH, YeM KU~
BonucHble. Cblo3eH 30HTar NPUBOJUT ciefylolee cpaBHeHue: «Dab-
IMBasl KapTUHA (TO €CTh JIOXKHO aTpUOyTHPOBAHHAS) PaibCuPULUpPy-
eT ucropuio uckyccrsa. anemusas gororpadus (peTymnpoBaHHasl,
WJIY TIOJBEPrHyTasl UHBIM MaHUMYISLUSIM, UM CHAGKEHHas! JIOKHOU
NnoAnucho) panbcuduuupyeT peaabHoCTb» (30HTar, 2013, c. 116). B pe-
aJIbBHOM MHUPE OJHO M TO K€ KaXKIblil YeJIOBEK MOXKET CHSATh I10-CBOE-
MY, UMEHHO [T03TOMY KJjlaccudeckast poTorpadus He MOKeT CYUTAThCS
TOYHBIM OTPa’keHUEM PeasibHOCTH, a IPOU3BeJIeHUSI UCKYCCTBa, KOTO~
phble coznaloTcs rnpu oMoy pororpaduu, IBASIOT CO60N HE KYCOYKU
peasIbHOro MUPa, 3aKJII0UYEHHbIE B KaJIp, 2 aGCOJIIOTHO OTAEJBHO Cyle-
CTByIOIMEe paboThl. Bynp TO KayecTBeHHOE (HPOTO KaKOro-HUOYAb e~
3a)ka UJIM apTXaycHasi POTOKOMIIO3ULIMSL.

Yto KacaeTcs BHyTpuurposoit potorpaduu, JIyHKaH Xappuc uc-
MoJsib3yeT MeToy Moaudukauuu urpel. OH MAaHUMYIUPYET YIJIaMu Ka-
Mepbl, PACCTOSIHUEM U yJIy4ylIaeT TeKCTYPhI JJIsl CO3haHus poTopea-
JINCTUYHBIX TTISHILIEBBIX CHUMKOB (puc. 6, 7):

Puc. 6. @ororpadus IJynkana Xappuca, The Elder Scrolls V: Skyrim

Xappuc — co3paresb NPOEKTa N0 BHYTPUUTPOBOU doTorpaduu
DeadEndThrills. JaHHbBIII IPOEKT Mpe3eHTyeT OOJIbLIOE KOJIUYECTBO
ero pa6ot B chepe BHyTpUUTPOBOIl ¢pororpaduu, KOTOpble OH che-
JIajl 32 MHOTHE TOJIbl COTPYAHUYECTBA C PA3INYHBIMU KOMIIAHUSIMU —
IIpoU3BONUTENSIMU Bugeonrp. Kak numer cam aBTop, paboTa B 60see
YeMm AI0KHHE UT'POBBIX CTYAMH Aaja eMy OO pHbIe 3HAHUS O PA60YNX
Ipolieccax B UIPOBOM MHIYCTPUU, HE TOBOPS yKe 06 MHCTPyMEeHTax



u TexHosorusx, takux kak Unreal/UDK, CryENGINE (necouynuna),
idTech (id Studio), Photoshop, Premiere, Maya u 3DS Max. Ero npo-
€KT HallpaBJIeH Ha N1ap, peKJIaMy U Co3ZjaHue IPOaBAEMBIX U LTS
IOIIVMX BHYTPUUTPOBBIX QoTorpaduili BHE 3aBUCUMOCTH OT TOTO, YTO
€My IIOHaJIOGUTCS CHesaTh C U3HAYaIbHBIM MMEIOIUMCS IIPOJYKTOM
(BUnEOUTrpoN) s MOJIyYeHUsl CcTosimero pesynsrata. OH cpaBHUBA-
€T CBOU yJIbTPAaCOBPEMEHHbIE IJISHIEBble CHUMKU ¢ (oTorpadusmu
B KMHOIIPOM3BOJICTBE, U, KakK U B (pruyIbMax, €ro paboThl NCIIOIb3YIOTCS
UTPOBBIMU KOMIAHWSIMU AJISI TIPOZIBUKEHUSI CBOUX IIPOIYKTOB. 1 TOT
($aKT, YTO OH CPaBHMBAET CBOM BHYTpUUTpoBble poTorpaduu ¢ poTo-
rpadusMu KJIaCCUYECKMMH, CHOBA IIPUBOAUT HAC K TOMY, YTO BHYTPU-
urposas ¢potorpadus — 3To nodpaixcanue nodpadlcaruio. To ecTb U3Ha-
JaJsibHasl CyTh UCKYCCTBA KJaccuyeckoi ¢ororpaduu — 3anedaryieTsb
PeasibHOCTbh 1 BO3BECTH €€ B UJieasl, CyTh BHYTPUUTPOBOI ¢oTorpa-
¢$un — 3aneyaraeTb UIJIO3UIO U BO3BECTU €€ B udea udeanrd.

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

B KOHTeKCTe BHYTPUUTPOBOU poTorpadru Mbl BCE €11e MOXKeM Io-
BOPUTH 06 Hjieajie JUllb M0 TOUW MPUYMHE, YTO 32 MaTepuas MJjsl CO3-
IlaHus ujeana, B JaHHOM MCCJEOBaHUM, GepeTcsl 06 beKTUBHAS pe-
aJIbHOCTb — MUP BOKPYT Hac. Mup BHyTpUUT'POBOIi poTorpaduu — 310
MpOJlODKEeHNe NaHHOU peasibHOCTU. TakuM 06pa3oM, BHYTPUUTPOBas
¢dortorpadus, 6epymas cBoe Hayajo OT KJIACCUYECKOU, IepBUYHAs
CyThb KOTOPOI1 — HJeasIbHO 3aledatseTh OKPYXKAIoIUil MUpP, CTAaBUT
CBOEU 3aJjaueli nogpakaHue 3TOU ujee, UTOTOM KOTOPOTO SIBJISIETCS
NoJjly4eHue HeasbHOTrO pe3ysbTaTa. DTa rMIoTe3a paboTaeT TOJIBKO
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B OTHOIIEHUU BHYTPUUTPOBOU PpoTorpaduu Kak UCKyCCTBA, TaK KaK ee
3ajiayeil CTaHOBUTCS MOJpa’kaHue TOU KjaaccuduKaluyu BU3yajJbHOTO
VICKYCCTBa, KOTOpas y>XXe CyLeCTBYET.

Pycckosi3bIYHO€ KOMBIOHUTU BHYTPUUT'POBBIX (poTorpadoB oTiu-
YUJIOCh U 37l€Ch. BOJIBIIMHCTBO XYJOKHUKOB paboTalOT B HaIlpaBiie-
HUM TJWTY-apT WJIM IBITAIOTCS 3CTETU3UPOBATh HU3KOIIOJIUTOHAJIb-
Hoe 1udpoBoe M3o6pakeHue C 1eJIbl0 BbI3BATh Y 3PUTEJNSI YyBCTBO
HOCTasbruu. HecMOTpsl Ha TO YTO Kak My6JnKa, TaK U CaMM XYJOXK-
HUKH MOTYT ObITb 3aMHTEPECOBaHbl B PAa3HbIX HaIlpaBJIEHUSX, CYThb
B UTOr€ OCTAETCs OflHA — MOAPaXkaTh HAIPABJIEHUSIM KJIACCUYECKOU
¢dororpaduu. 1 He NpoCTO MOAPaAKATh — BOCIOJIL30BATHCS OIMBITOM
MpeJIeCcTBYONUero Buja NCKYCCTBa [IJIsl CO3TAHUS Yero-To ele 60-
Jlee UJeanbHOTr0, YEM TO, YTO YK€ CYIECTBYET Ha IPOCTPAHCTBE Orpa-
HUYEHHOU BbIpasuTesbHocTU uUrp. Cunau Ilopemba B CBOell cTaThe
o pemenuanuu ¢ororpaduy B BUIEOUTPOBOM IIPOCTPAHCTBE MHIIET
caenpyomee: «MIMEHHO OrpaHMYEHHOCTb BU3YaJIbHOU JIEKCUKU WUTP,
B OTJINYME OT BBIPA3UTENbHOI cujbl ¢poTorpaduy, fnaBajsa KOHTPACT
006111eCTBEHHO-TIOJINTUYECKOMY cofep>kaHuio» (Poremba, 2007, p. 57).

BuyTpumurposass ¢ororpaduss cerogHs — 3TO NEPCIEeKTHUBHBIN
BUJ, UCKYCCTBa, OCOOEHHO C yyeToMm pa3Butust VR-texnosorui. Ceii-
yac 3TO HalpaBJIEHUE [IEPEXKUBAET [1EPUOL, CXOKUH MOy IIpu3aluen
3epKasbHbIX QoToanmnapaToB. OnHako 1 cama VR-TexHOJorus Ha naH-
HOM 3Tarle [epexxuBaeT CO6CTBEHHYI0 TpaHCPOPMAIUIO, OCMBICTIEHHE
ce6s1 Kak OIbITa, CO3[laHNe COOCTBEHHBIX TeM-I13aliHepCKUX IIPaBUJl
Y pelleHuii. YBEpeHa, JaHHas TeMa 3aCJy>KMBAET OTIEJIbHOI CTaThH,
KOTOpasi CGOPMHUPYET DTOT OIIBIT.

*k*

MasnnapMe Kak-TO CKazaj, YTO BCE Ha CBETE CYUECTBYET [JIsI TOTO,
YTOGBl B KOHI[€ KOHIIOB ITIONAcTbh B KHUTY. CErofHs BC€ CYIIECTBYET
ILJISI TOTO, YTOOKI MOTacTh Ha poTorpaduio, Aaxe To, YTO HAXOAUTCS 3a
npejesamMu Halleil peaJbHOCTU UJIY B IPYTUX €€ CUMYJISLUSIX.

[Ipy BOBHUKHOBEHUU BHYTPUUTPOBOI poTorpadun oHa, Kak u ee
npeJecTBeHHUK, He Bo3piMesia Gypopa, CKopee BbI3Bajla HeloyMe-
Hue. 3a4eM HY>XHO UCKYCCTBO, KOTOpOe JINIIb IIPSIMO [lepeiaeT peasb-
HOCTb, TeM 60JIee — UCKYCCTBEHHYI0?

Ha moi1 B3rnsam, BHyTpuurponsast ¢ororpadus — 5TO He IIpO-
CTO pemeduayus (epeocMbICIeHNE) UTPOBOTO MUpa [Jis MOJyde-
HUS WUIleasIbHOTO M300pakKeHNs Yepes CUMYJISIIINIO, UMUTALUI0 U MO-
IUPUKAMIO MMEIOIEerocss M3HAYaJbHOTO UTPOBOTO IMPOAYKTA. DTO
TaKXe NepecevyeHue dTUX KaTeropui MeXAy COO0U NI MoJydeHus
HMTOTrOBOTO IPOJYKTA, TaK Ha3bIBa€MOro udeara udeana. PeampHoCTH
B BIIOXY OBICTPOTO 3HAHMS IJIs YeJIOBEKA CTAHOBUTCS HENOCTATOYHO
[0 pasHbBIM NPUYMHAM, U BHyTpuurponas ¢ororpadus CTaHOBUTCS
MPUSTHON OTAYUINWHON B KPU3UCHOM peajibHOM Mupe. VIrpoBoit Mup
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MO JA€TCsI KOHTPOJIIO, TYCTh HE BCErya B TOM Mepe, B KOTOPOU Mpej-
MoJiaraloT co3jaTesau. BHyTpu Hero mpoie co3naTh TY peajsibHOCTh
uzelo, KOTopas CylleCcTByeT HEM30EXKHO JIMIIb B BOOOPaskeHUU aBTO-
pa. B peasibHOCTH ThI Kyjia Yalle BHIHYKIEH MUPUTHCS C YCIOBHOCTSI-
MU U COGCTBEHHBIMU I'PAHUIIAMU. BO BHYTPUUTPOBO#1 PEaibHOCTU BCe
MOJYMHEHO TOJIbKO KOCTBUISIM MHMPa M TBOE€U COOGCTBEHHOU C HUMU
M306peTaTebHOCTHIO.

OpHaKo MpaKTHKa BHYTPUUTPOBOIi ¢poTorpaduu Bce elle rnocre-
IIEHHO pPa3BMBaeTCsl, HaXojsd COGCTBEHHble BU3yasibHblE peIleHUs
dhopmupys KaHPbl U aKTUBHO pa3BUBasl CBOU Mojxop. Biaromaps my-
TSM Pa3BUTUS OPYTUX BUMIOB UCKYCCTB B3aNMOJENCTBUE MEXAY BU-
neourpaMu u ¢ororpacdueit MOXKXHO MPOCJIEAUTh Ha HECKOJIBKO JIET,
ec/ii He NIeCATUJIETU, BIiepell, Belb IPAaKTUYECKU BCEM IOJOGHBIM
SIBJIEHUSIM CBOWCTBEHHA KYJIbTYpHasl UKJIUYHOCTb. OLHAKO B CUIY
CaMOCTOSITEJIBHOCTU KaXX/IOTO BUAA MbI JIMLIb MOXKEM HAMETUTb 06-
Ui Ty Th Pa3BUTUs. XOYETCSI BEPUTD, YTO CO BpEMEHEM JJAHHOMY BULY
HCKYCCTBA YAEJST Ky/a 60JIblile BHUMAHUS U €r0 UCCIIeOBaHUEM 3aii-
MyTCS KyZia 60Jiee CKPYITyJIe3HO.
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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 Ngrgard'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.
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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

150 | DAMIAN STEWART



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-

1. W

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 Ngrgérd’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 (Nergard, 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” (ILlknoBckuit, 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 (IIknosckuii, 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 (Xanzen-
JIége, 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-Love highlights the category of ugli-
ness and its defense in these new forms of art by Kandinsky (Xanzen-
JIése, 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’)
(JenpetTo, 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” (F'opabix, 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 (Xausen-JI€se, 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 JleBuenko, 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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MEPEBOQOLI

BKJIAJZI 3BE3ITHOU MKOHOTPA®UU
B IPOCTPAHCTBEHHYIO ITPOBJIEMATUKY
KOMIIBIOTEPHBIX UTP:
CJIVUAM UTP-XOPPOPOB

Il'miiom banmense

[lepeBon AuTOoHa bopoBuKOBa

[TepeBog, BeinoTHEH 1o ny6saukanuu: Baychelier, G. (2018) Apports de l'ico-
nographie sidérale aux problématiques spatiales vidéoludiques: Le cas des
jeux vidéo horrifiques. ReS Futurae. Revue d'études sur la science-fiction,
12. https://doi.org/10.4000/resf.1766

Annomauyus: Hay4ynast ¢aHTacTHKa ¥ IPOCTPAHCTBEHHOE BOOOpa)keHUe
IPUBHOCAT B BUJIEOUTPBI BCE Pa3paCTAIOMMICI HAPPATUBHBIN U UKOHO-
rpaduyeckuil aHTypaXX (ceTTUHr). [ToMHMMO 6GOraTrcTBa HOBBIX BCEJIEH-
HBIX, KOTOpbIE II03BOJISIET CO3[aTh 3TOT IMPOCTPAHCTBEHHBIN MOCTYJIAT,
HaM IPeJCTaBJISeTCs], YTO Pelpe3eHTalus 3B€3IHON IIYCTOThl K TOMY JKe
[I0-HOBOMY CTaBUT BOIIPOC 00 OTHOIIEHUU reifiMepoB U refiMepoK K IIpo-
CTPaHCTBEHHOMY XapaKTepy 06pa30B Ha UX MyTU. [IycTOTa KOCMUYECKUX
IIPOCTPAHCTB NpejJjaraeT MPOCTPAHCTBO, MPUHLUINAAJIBHO OCHOBBIBA-
olleecss Ha OTCYTCTBUM OPHUEHTHUPOB, 4TO IPOTUBOIOCTABJISIETCS Xa-
PaKTepHOM [JI1 KOMIBIOTEPHBIX UI'D HEOOGXOIUMOCTH OPUEHTHUPOBATHCS
B IIPOCTPAHCTBE. DTO NPOCTPAHCTBO — IIyCTOTa par excellence — sBis-
eTcs KaK MECTOM yTpaThl, Tak U Tojem 1Jis uccaenosBanus (No Man's Sky,
2016). Ilpucywas 3Be30HON NMYCTOTE CIIOCOGHOCTH NPOSIBJSTh BPAXKAe6-
HOCTb IIPEBPAIAET €€ B BAXKHOE CPEeICTBO NIPUBEEHMS B JelCTBUE reii-
Mmepckux addekToB B Bumeourpax-xoppopax. Haumnas c Dead Space
(2008) u 3akanuyuBas urpou «Yyxoi: Mzomnsus» (Alien: Isolation, 2014),
CTpax IIyCTOTbl BCTPauBaeTCsl B NUAJNEKTUKY, IPOTUBOIOJIATAIOIIYIO TI0-
rpy’keHue B 6€CKOHEYHOCTb IIPOCTPAHCTBEHHON YEPHOTHI U 3aTOYEHHE
B 3aMKHYTBHIX IIPOCTPaHCTBaXx. Takum 06pa3oM, 3Ta 06Pa3HOCTb YCUJIU-
BaeT UIPOBblE MEXaHWUKH, CBOMCTBEHHbIE JKaHpy survival horror, B koTO-
POM B3aMMOZENCTBUE C OTOOpakaeMbIM [IPOCTPAHCTBOM IIpEBpalaeTCs
B UT'POBOE UCIIBITAHNE, YbH YCJIOBUS BADBUPYIOTCS OT FOJIOBOKPY KUTEJb-
HOT'O OCBOOOXIEHHS [0 KJIAYCTPOPUINYECKOro cxarus. lcrosnb3osa-
HUE CeTTHHIa Hay4yHO! (PAHTACTHUKU I103BOJISIET PACUIUPUTD YCIIOBUS pe-
IIpe3eHTallud KOCMUYEeCKOro MPOCTPAHCTBA, TaK K€ KaK U cofepkaHue
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COOTBETCTBYIOIIETO UM YYBCTBEHHOTO OIBITA. DTOT TEKCT UCCIEAYET IPU-
YMHBI HaPSIKEHUS, CO3/1aBAEMOTO MOrPYKEHUEM B 3B€3[HO€ IIPOCTPAH-
CTBO, C UT'POBOI 1 UKOHOJIOTUYECKOU TOUYKU 3PEHUS.

Kniouesvle caoea: KocMoc, MpoCTpaHCTBEHHOCTD, game studies, KOMITbIO-
TEPHbIE UT'PBL, XOPPOP, BOOOpakaemMoe, UKoHorpadus

Kocmuyeckoe IIpOCTPaHCTBO' IOJIHOCTBIO OTKPBITO BOOGPa’KEHUIO.
[IpocTpaHCTBEHHAsI MYCTOTa OO6JafaeT XapaKTEPUCTUKAMU apPUCTO-
TeJsleBCKoro diaphane («Ipo3payHOro»)*: OHa NPEACTaBJISIET COOON He-
BUIVMYIO cpeny Iud@ysuu, Oesarolylo BOSMOXKHBIM BUIUMBII MUpP
(Bontemps, Lehoucq, 2017, c. 38). DTo nnomoponHas 061acTb, B KOTOPOH
MIPOUCXOIST NpUCYLMe paboTe BoobpaxkaeMoro Tpanchopmanum’. Jin-
TepaTypa, KOMUKChI, KWHO — HO TaK>Xe IJIaCTUYeCKUE UCKyCCTBa! U pu-
socodus® — TIeperoyHeHsl IOoraAkaMu U (PaHTa3USIMU HA BTy TEMY.
Bugneourpsl Toxxe He MOTYT U36€XXaTb CTPEMIICHUS K 9TOMY 6€3TpaHnuy-
HOMY TOPU3OHTY U BHOCSIT CBOIl PaBHOCUJIbHBIM BKJIAJ, B KOCMUYECKOE
BOOOPA’KAEMOE U €r0 KYJIbTYPHYIO UCTOPUIO. HaunHas C NepBbIX MAros
menna KocMmoc nmpespalaercs: B UrpoBYIO IUIOMANKY 1111 pa3paboTyuu-
KOB, KOTOPbIE YEPIAIOT U3 TJ1yO0Yaiilllero XpaHUJINIIA BbIMBIIIEHHBIX
006pa3oB, BOIJIOUICHHBIX B HAYYHO (PaHTACTUKE B JIUTEPATYPE U B KUHO.
Pa3paboTyuKuy Urp 06paIaoTCs K y>Ke U3BeCTHBIM HapPaTUBHBIM PaM-
KaM (CETTMHTaM), IOPOJUBIINM U3001JIM€e PENPEe3eHTalU, U CO31aI0T
Ha UX OCHOBE TBOPYECKUE 3asIBKU B pasjMuHbIX xXaHpax (Triclot, 2011,
pp. 111-112), Takum o6pazom elie 60see IPEYMHOXast (POPMBI U BO3MOXK-
HOCTH UCIIOJIb30BaHMs1 KOCMUYECKOTrO aHTypaxa.

OueBuHAs CBS3b MEXJY MEAMYMOM KOMIIBIOTEPHON WUIPHI U BO-
obpakaeMbIM, INpenonpeneleHHas Hay4HON (PAaHTACTUKOM, 3aCTaB-
JII€eT 33alyMaTbCs O TOM, KAKUM 06pa3oM 3TOT MEIUYM IPeICTaBJIs-
eT cobo¥ Takoe 6JIaroNnpusiTHOE IoJie [JiS pelnpe3eHTaluy KOCMOoca.
BcraeT Bonpoc o 1esisix Npe6blBaHUsI UTPOKOB HA UTPOBOM I10JI€, CMO-
IeJIMPOBAHHOM M0 00pasly 6eCKOHEYHOro. BO3MOXXHOCTU MeauyMa

1  Hanmcanue c 3ariaBHOU GykBbl «KocMoc» uim «kocMudeckoe ITpocTpaHCcTBO»
371€Ch UCIIOJIb3YETCSI B aCTPOHOMMYECKOM CMBICJIE, B TO BPEMSI KaK HaIlMCaHUE
CO CTPOYHO¥ GYKBBI OTHOCUTCS K T€OMETPUYECKOMY W PU3NIECKOMY ITOHU-
MAaHUIO MPOTSKEHHOCTH.

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

[ToHnMaeMble KaK «IIpOIlecC Iepe-COYMHEHUs], Nepe-TBOPEHUs] MHUpa uyepe3
M306paKEHMs], CUMBOJIbI, 3HaKM, GOPMBI, pEIIpe3eHTaluy, KOTOpble obecreun-
BaoOT [...] yHIaMeHTaIbHYIO MEJUAIIMIO MECT, TPOCTPAHCTBA BO BCEH €ro CII0XK-
Hoctu» (Dupuy, 2015, p. 14).

4  Takue kak TBopuecTBo K. ManeBuua, M. Kab6akoBa, A. Kudepa, B. Lleamuns,
JI. Tpuo, eciy Mbl BO3bMEM BCETO JIMIIb HECKOJILKO PUMEPOB 13 XX 1 XXI Beka.

5 OO0 5TOM CBUZETENBCTBYET «Bceoblast ecTeCTBEHHAs! UCTOPUS U Teopyst HeGay
Kanra (1755), B KOTOpO#1 pa3pabaTbIBaeTCs TUIIOTE3a O MHOXKECTBEHHOCTH 00U~
TaeMbIx MupoB (Hatzenberger, 2014, p. 131).
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BUJEOUTPBl MO3BOJISIIOT OTOOPA3UTh 3BE3JHYI0 NYCTOTY M BOILJIO-
TUTb €€ B IOJUTOHabHLIX 3D-MOZesK; KaK pe3ysbTar, urpa npem-
JlaraeT BIEYaT/ISIOU I IPOCTPAHCTBEHHBII OIBIT U OTKPbIBAET HOBbIE
NEPCHEeKTUBL], MOJBEpraiolie UCIbITAaHUSM 3MOLMOHAJIbHbIE CHUJIbI
Urpoka. B mepByio ouepelb OOBEKTOM HalIEro 3BPUCTUYECKOTO HC-
crefloBaHUs CTaHeT cepus xoppop-urp Dead Space, onbITHbIE YCJIO-
BUSI® KOTOPOI! BKJIIOYAIOT CTPAX IYCTOTHI, J€30PUEHTALMIO U JINLIEHNE
OOBIYHBIX /IJI51 BUAEOUTPLl OPUEHTUPOB. B3anMopeiicTBIe C KoCMUYe-
CKOM 6€3[HON — 3TO HENPOCTOEe UCIBITAHUE, KOTOPOE apTUKYJIUPY-
eTcs yepe3 Hay4HO-(aHTACTUYECKYI0 HappaTUBHYIO PaMKY (CETTHHTA)
Y reiiM-nu3aiH’ (ou3aiH urpsl). Irpok nooyepenHo NepexoauT U3 of-
HOT'O COCTOSIHMS B IPYrO€ — U3 3aKJIIOYEHUS B 3aMKHYTOM IIPOCTPaH-
CTB€ B T'OJIOBOKPY>KUTEJIbHYIO 0€3rpaHUYHOCTb — uYepe3 OuajsleKTH-
Ky, TPOTUBOIIOCTABJISIOLYIO CXKaTHe U pacuupeHne. Takum o6pas3om,
Gyarojapsl CETTUHIY Hay4yHOIl (aHTACTUKHU 3Ta UTpa CTaBUT IO, BO-
IIpocC OTAesbHble QyHAAMEHTaIbHbIE UTPOBbIE CXEMBI SKaHpa XOPPoP,
K KOTOPDOMY OHa TEM HE MEHEE BCE elle NPUHaIJIeXUT. B cBeTe aToro
HaMpsDKEHUS! MEXKy TOJI0BOKPY KUTEJIbHON 6€3rpaHNYHOCTBIO U CoKa-
THEeM OT y>kaca (resserrement horrifique) mbl 6ygem 3azaBaTbCs cyie-
IYIOIAM BOITPOCOM: KAKMM 06pa3om Kocmudeckoe IIpocTpaHCTBO Mo~
3BOJISET (II€P€)OCMBICJIUTL IIPOCTPAHCTBO UTPbI?

Ha npumepe nog6opku pasHOOOPa3HLIX UTP MBI UCCJIE[lyeM OCO-
OEeHHOCTH, IPUCYIMe ONPeeIeHHbIM CIIOCO6aM N300pakeHN s 3Be3/1-
HOro Heba, KOTOpble JONyCKaeT HayyHas (aHTacTUKa. Mbl YBUIUM,
KaKuM 00pa3oM TO, YTO NPeICTaBJIsSIeTCs IEPBUYHBIM CBOCTBOM Koc-
MOCa B Kauy€CTBE CPEJibl, & MMEHHO IyCTOTAa, MOXET NPEBPATUTHLCS
B MOIIHBIN JIBUTaTeJb B 3MOLMOHAJILHOM Y UTPOBOM CMbICJIE. AHAIN3
[IJIaCTUYECKUX KA4yeCTB DTOT0 MYCTOTOo MPOCTPaHCTBA U apPeKTUB-
HOTO COJEep>KaHMs OIbITA, I0JIyYaeMOro B HEM, IO3BOJIUT HAM CTPO-
UTb IIPEATIOJIOKEHMS O €r0 aJIeKBaTHOCTHU JI00-a(pHEeKTUBHBIM Ipe-
TEH3USIM KOMIIbIOTEPHBIX UI'P-XOPPOPOB — KaHpa, KOTOPBINA CHEMUT
OCTIOPUTb IPOCTPAHCTBEHHOCTDb KaK TAKOBYIO U B KOTOpOM 06pa3 Koc-
MOca IpefCcTaBIIseT CTPYKTYPHO 3HaYuMblil MoTuB. Cepust Dead Space
MIO3BOJIUT HaM 6oJiee IJIyOOKO U3YYUTb 3Ty TBOPUYECKYIO 3aSBKY, I10-
CKOJIbKY OHa SIBJISIETCS YHHUKaJbHBIM CJIy4aeM MPUMEHEeHUS IBOMHO-
ro ceTTUHra Hay4yHoOW (paHTacTHKU U xoppopa. Takum o6pa3oMm, Mbl

6  VmMerorcs B BUAY yCIOBUS, MOOYJUPYIOIIXE HE TOJIbKO UTPOBOM, HO M SMOLMO-
HAJIbHBII OTIBIT, IIEPEKUBAEMBII UTPOKAMMU.

7  Kak ormevaror CaneH u llumMmepmaH, reiiM-IM3aiH Kak MMPaKTUKa AU3aiiHa 0C-
HOBAH Ha COOCTBEHHBIX (PYHIaMEHTAJbHBIX IPUHIUIAX U HA COOCTBEHHON CU-
CcTeMe UJieil, KOTOPble OIpeJesisIioT, YTO TaKOe UTPhbl U Kak OHU paboTaioT. OTo
TpebyeT MOHUMaHUS IIOLOOHBIX CUCTEM U BO3MOKHOCTEN /1711 B3AUMO/IECTBUS
C HMMH, TaK >Xe Kak ¥ BO3MOXXHOCTEU BbIOOpA, KOTOPBIl COBEPIIAIOT UTPOKHU,
Y UX TIOCNENCTBUI. DTOT MOJXO], MOAPA3yMEBAET IOHUMAHUE CUJIbHBIX CBA3€EN
MeJKy IIPaBUIaMU UTPbl U UTPOBOM HesITebHOCTBIO KakK TaKOBOH U, 60Jiee TOro,
[TIOHMMaHKE YA0BOJILCTBUS, KOTOPOE OHA BbI3BIBAET, M UCTOPUIL, KOTOPbIE OHA
pacckassiBaer (Salen, Zimmerman, 2004, p. 6).
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PacCMOTPUM, KakK 3Ta CEpUsl BOCIIPOM3BOAUT WUIPOBbIE LEJIM, CBOU-
CTBEHHbIE KOMIIBIOTEPHOMY XOPPOPY, B Pepe3eHTalu CBOEro Urpo-
BOTO OKDPY>KeHUs. B KOHIe Mbl YBUJIUM, B KaKOi1 Mepe TaKasi MOCTaHOB-
Ka BOIIPOCA, CIIPOBOLIMPOBAHHAS 2eUM-0U3AUHOM DTUX UTP, TO3BOJISIET
yJI0BUTH a(HEKTUBHBIE U DCTETUYECKUE OTHOIIEHUS C 06Pa3oM B BU-
IEOUTPe, OCYILECTBJIIEMblE Yepe3 CJIOKHOE IMepeXMBaHWe MHOXe-
CTBEHHBIX [TPOCTPAHCTBEHHBIX YCIIOBUI.

Tak cipocuM xe ce6sl: KakuM 06pa3om obpaleHue K Hay4Hou (paH-
TaCTUKe, HapSAy C [ITyOUHOM KOCMUYECKOiT HEOOBATHOCTH, ITPELOCTAB-
JIleT HOBble BO3MOXXHOCTH [1J11 OGHOBJIEHMSI UTPOBOTO Xoppopa? aje-
KU1 OT JIyxa MPUKJIIOYEHUI, MUTAIOLIEr0 BOOGpakeHne MesK3Be3HbIX
IyTelecTBUi, An3aiiH ypoBHeii (level design)® B skaHpe xoppop paboTa-
€T B HalpasJieHUM NPOCTPAaHCTBEHHOTO CKaTus (resserrement), crpe-
MJICh 3arepeTh, NOMMaTh UIPOKa, TAKUM 06Pa3oM fiesasi BO3MOXKHBIM
HCKJIIOYUTEJIbHO TPEBOXKHBLN UI'POBOY ITpoliecc (gameplay)®.

HayuHas aHTacTHKa Kak UTPOBOE obemaHue

Asteroids, Computer Space, Elite, R-Type, Star Fox, Master of Orion,
Halo, Mass Effect, Out There, No Man’s Sky u Tak panee. Vcueprbl-
BAIOI M [TIEPEYEHDb UTP, KOTOPbIE BIIKCBIBAIOTCSI BO BCEJIEHHYIO Hayu-
HOU (paHTACTUKU U o6paIaloTcs K penpeseHtanun Kocmoca, KasxkeT-
CsI HEBO3MOXKHBIM fesioM. HayuHas ¢paHTacTrKa — OHO M3 OCHOBAaHUN
Boo6paskaeMoro B BUjeoUrpax. 3aMMCTBOBaHME U3 HayyHO-GaHTa-
CTUYECKO suTeparyprl’® — 3HameHaresbHbIN XecT CtuBa Paccena
B 1962 ropy, onpenenuBuini opMy UTpel Spacewar Ha KOMIIbIOTEpax
PSP-1 B MaccauyceTCcKOM TE€XHOJIOTUYECKOM MHCTUTYTe. OTBevas Ha
MOJJINHHYIO CTPAaCcTh K Hay4YHO! (PaHTACTHKE, OH YCTAaHOBUJI IIEPBYIO
BEXY BO B3alMOOTHOIIEHUU Bueourp u science fiction, 3anoxxus pyH-
mameHT nuis rpsaaymux urp (Triclot, 2011, p. 103). Heo6bryHas aJ1st cBO-
€ro BpEMEHHU IIporpaMmma I03BoJIsIa B3aUMOIEICTBOBATh C KOMIIbIO-
TEpOM B UTPOBBIX U HCCIeHoBaTebecKuX 1ensx (Genvo, 2009, p. 28):
OHa [pUrjamnasna Urpoka NpUHSTh y4acTHUE B IO€IMHKAaX KOCMUYECKUX

8 TI'paduueckuil U CTPYKTYPHBII OU3aliH yPOBHEH B BUJEOUTrDPE, NIPUMEHSIEMBIi
K reorpauueckoil U apXUTeKTYPHON OpraHu3ali HCIBITAHWUH, C KOTOPbIMU
CTaJIKUBAIOTCS UTPOKHU.

9  TepMUH «TeUMIITIE» UCIOJIb3yeTCs, YTOObI ONMUCATh MOJANBLHOCTU [IE€VICTBUH,
IOCTYIIHBIX UTPOKY B UTpe. 3amycKast BULEOUTPY, UTPOK 3HAKOMUTCS C TEM, KaK
paboTaeT cUCTeMa U €€ MEXAHUKU (Mrpa Kak OOBEKT), a TaKKe MCIBIThIBAET Ha
cebe TMOTeHLMasn «Urphl» (MTPabesbHOCTh KaK KadyecTBO), TIpUMepss Ha ce6st
UrpoBOE OTHOLIEHME K Hell (Urpa Kak IIpPOLiecC), YTO NEePEeBOJUTCS B TEPMUH
«refmIuiei» 4yepes 00beIMHEHNE ITUX [IBYX aCTIEKTOB B OHO IIOHSATHE B HOMU-
HanbHOU popme (Genvo, 2009, p. 143-144).

10 B panHOM ciy4ae cepus «Lukin Qysbrypa» (cepus JleHcMaHa) 110f;, aBTOPCTBOM
SpBapaa Dabmepa Cmuta (M3BecTHOro Kak Jlok Cmut), nevarasmasicst B CIIA
mexay 1931-1950 rr.
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KopabJieil (KOTOpbIe TaK>Ke NOJIKHBI ObLIM ITPEOo0JIeBaTh IPUTSDKEHNE
YEePHOIA [IbIPhI) B IPOCTPAHCTBEHHBIX PAMKaX, HaJlaraéMbIX CAMOU IIPO-
Ledypoy co3flaHusl LUPPOBOro U300pakeHUs. 3aTpaTrhl, HEOOGXOAU-
Mble [IJIs1 TeHepHUPOBaHUS pernpe3eHTallui KocMudeckoro IIpocTpaH-
CTBa, KOTOpasi BBIBOJMJIACh Ha DKpaH B Urpe Spacewar, IpakTU4eCcKu
paBHBI HyJ0. YepHOTa 3KpaHa MOMEHTaJIbHO IpeBpallaeTcs B 4ep-
HOTY 3BE€3/JHOT'0 HEOBITHS, Ha KOTOPOI1 BBIAEJISIOTCS CBETSLIIMEeCs TOY-
KU 1300paskeHHbIX 3Be3[l; BOOOpakeHHe reriMepa JOPHUCOBBIBAET BCE
ocTanbHoe". Kopabsu cocTaByieHbl U3 HECKOJILKUX TOYEK U He TPeOYIoT
HUKaKOU IOMIOJTHUTEJIbHOM paboThI 10 aHUMUPOBAHUIO, YTOOBI 0603HA~
YUTh UX [lepeMellleHre B IPOCTPAHCTBe. BriocaencTBUu MHOTHE UTPBI
IpeBpaTAT orpaHuyeHust B focTonHcTsa (Rogers, 2010, p. 200) yepes
pasBuTHe MKOHOrpaduu, Mo3BOJSIOLIENd OOOUTH TeXHHUYecKue Ipe-
rpajibl, CBOMCTBEHHbIE HOCUTEJISIM, C KOTOPBIMU OHM CBSI3aHBI. Beien
3a UTpo¥ Spacewar’? 5Ta CBsI3b 3JIEKTPOHHBIX MeZla C KOCMOCOM IIPO-
IOJKAeT YKPEeIISIThCS MPSMO IPOMOPIMOHANIBHO TEXHOJIOTMYECKOM
Y KOHIIENITyaJIbHO 3BOJIOLMY UX Tpou3BoAcTBa. Hayunas paHTacTu-
Ka — MOIIIHbII FreHepaTop HOBBIX GOPM, a TaKkKe UX pe3epByap, U3 Ko-
TOPOro pa3paboTYNKU YMEIOT U3BJIeKaTh IIPUOBIIb — Nlaske ¢ PUCKOM
onpezesieHHoN n36pITogHOCTH (Letourneux, 2005). B ukoHorpaduye-
CKOM I1JIaHe KOCMUYeCcKoe BooGpakaeMoe B Ur'pe MPOSIBJISIETCS Yepes
pernpe3eHTalI0 OKPY KaIolero NpoCTPaHCTBA, a TaKXXe yepe3 repo-
€B U aHTUTEePOEB, KOTOPhIe B HEM IpebbiBaloT. O6paTuB BHUMaHME Ha
MX pa3Hoo6pasue ¥ YHUKAJIbHOCTb, MBI MOXXEM TOYHO YJIOBUTb TBOP-
yecKue IIperMyllecTBa, KOTophle JaeT obpalleHue K HayyHou daHTa-
CcTUKe. YHUKaJIbHAS CIIOCOOHOCTh HayYHOU (AaHTACTUKYU «yJIaBINBATh
¢danTazmel 6ygymero» (Jameson, 2008, p. 15) 1 xapakTepHas AJIs >KaH-
pa CIIOCOOGHOCTD K NMPEABOCXUIIEHUIO MTO3BOJISIOT N306peTaTh HOBbIE
(opMbI HACTOJIBKO aKTHMBHO, YTO KaxkeTcs, 6yaTo «HayuHas daHTa-
cTUKa [0671aaeT] CIOCOGHOCTHIO DKCTPAIOJMPOBATh BO3MOKHOE 6e3
BCcakux nperpany (De Barros, 2015, p. 46). DTa TBOopuecKkasi cuja Io-
3BOJIsIET pa3paboTynKaMm Mpefjaratb Urpokam Ype3BblyaiiHOE pa3Ho-
obpasue M306pakeHNN: MUPbI, HaceJIeHHbIe UIealbHO COOTBETCTBY-
IOIMMU XaHPOBBIM KOHBEHIUSIM [IepCOHaXaMU (POOOTHI, aHAPOUIBI,
KUOOPry, NpeiCcTaBUTEN BHE3EeMHBIX LUBUIM3ALUIA U T.1.). Kpome
TOTO, TU BHIMBILIJIEHHbBIE MUPbI OTKPBHIBAIOT HOBbIE [TEPCIIEKTHBbI TOTO,
KaK MOXKHO COEIVHUTb M306pa3uTesbHyI0 HKOHOrpaduio u QyHK-
I[UI0 UTPOBOTO B3aMMOZENCTBUS. VIMes OCTyN K HAyYHOMY M T€XHO-
JIOTUYEeCKOMY BOOGpakaeMOMY HayyHOU (DaHTACTUKU, Pa3pabOTUMUKH
MOJTy4aloT HEMBICJMMYIO CBOOOAY [JISI CO3[laHUsI IepCOHaXeil, B CO-
BEpIIEHCTBE OTBEYAIOIUX LeJISIM reiiM-Iu3aiHa. IMeHHO B 5TOT MO-
MEHT TOT THII HAy4YHO! (PaHTACTUKH, KOTOPHIl TBOPYECKU Pa3BUBAETCS

11  KacaTesbHO CJIOKHOCTH 9TOTO BOOGPAXKaeMOTrO CM. IIOIGOPKY 110 «BU3yalbHOMN
KyZbType» B KypHase 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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B BUJlEOMTPax, OYeHb YaCTO HAyMHaeT paboTaThk IO 06pasly ¢anme-
3uB, To ecTh MoOpBIBaeT co 37gpaBeiM cMbiciioM (Le Guin, 2016, p. 153).
B ToM, 4TO KacaeTcs AOINOJHEHMS UM aKTyaJIu3aliyd HOBBIX Y€JIOBe-
YecKUX BO3MOKHOCTel (Jameson, 2007, p. 127), Hay4YHOe DKCTPanosu-
pOBaHME yCTyNaeT MECTO CBOETrO pofa Maruu. Jlyis pemeHus urpoBbix
rOJIOBOJIOMOK MJIM UHBIX MAaHUIYJISILUNA HaJ, UTPOBBIMU 00BbEKTAMU 'Y~
OpuHbIe, MyTUPOBAaBILINE MM MEXaHUYECKUe TeJjla paclIupsIoT apce-
HaJI CBOMX BO3MOXKHOCTE 1 Pa3BUBAIOT CIIOCOOHOCTH TEJIEKMHE3a, Te-
JIETIOpPTaLMH, CTPEJIbObI U3 JIA3€POB, YIIPaBJIEHUS 2JIEKTPUIECTBOM UIIN
orHeM M T.I. TakuM 06pa3oM, NMPaKTUKa UTPbl OGYCIIOBINBAETCS BCE
3TON PACUIMPEHHON IMAJIMTPON LEUCTBUN. B TO Xe Bpems aHTUTepoHu,
Oyoy4y BHE3EMHBIMU CYIECTBAMHU, MOHCTPaMHU UJIHM Jlaske pob6OTaMH,
MOTYT B CBOIO 04Yepesib 06HApYKMBaTh CBEpXYeJIOBEYeCKrEe CII0COOHO-
CTU. B COBOKYITHOCTH OHU COCTaBJISIIOT COZlepKaTeIbHbIN beCTHapui,
BCEOOBEMITIOMINI B OTHOIIEHUM KaK MKOHOTpapruyeCKUx MOTUBOB, TaK
Y BO3MOXXHOCTEMU, IPEJOCTABJIEHHbIX HAapPAaTUBHBIMU paMKaMU (CET-
TUHT'OM) Hay4yHOU (aHTaCTUKU. B repByio odepenb BaXKHbI TaKUe Ipe-
MMYIeCTBa, KaK CKOPOCTh, CUJIa, U3MEHYMBOCTh UJIU MyTabeJbHOCTh
(mutabilité), pasamepsl, COIPOTUBIAEMOCTD U T.A. Ta 4aCTb UI'PbI, KOTO-
pas noxnagaer Mo olnpenesieHue «azona», nogpasyMeBaeT, 4YTo reii-
Mep BXOAUT B TAKTUYECKOE OTHOILIIEHNE TPOTUBOCTOSIHUS, TAKUM 00pa-
30M, A20H MPOSIBJISET CeOs yepe3 CONPOTUBJIEHNE, KOTOPOEe OKa3bIBaeT
WUT'POKY 9TOT 6ecTrapuil. Mtak, 3T CyIllecTBa BOIJIOWAIOT B cebe Bask-
HEMIIVX areHTOB UI'POBOU MPaKTUKU. Pa3zHOOOpa3ue 1 cuja ux Cro-
COOHOCTEI OYAET YBEJIMUNBATHCS ITPOTIOPLMOHAIBHO COIIPOTUBIIEHUIO,
KOTOpOe GyZleT OKa3bIBaTh UM UTPOK. DTO y[BaUBAET BBI'OAY OT 06pa-
eHUs! K Hay4HO! paHTacTuke. [IpescraBisieTcss MeXY TeM, 4TO B TOU
WJIM MHOU CTEINEeHU 3TO OOHAPY>KUBAETCS BO BCEX BUJAX KYJIbTYPHOMN
MPOLYKLMY, KAKOBBI Obl HU ObLIIN HAPPATHUBHbIE PAMKU (CETTHHT), B KO-
TOpble 3TU IPOU3BEJEHUSI BIUCHIBAIOTCS. HeBeposSTHO pa3HOOOpa3-
Hble UKOHOrpadryecKue Bapualu JONYyCKaloTcs U B panmesu, GaH-
TaCTUKE WUJIM XOpPOpe€, BKJIIOYAs JIETKO NOCTYIHBINA [JI11 NOHUMaHUS
CHMBOJIN3M (Bapuauuu GopMm, LBETOB, IPONOpLU). Kakum 6bl yIUBU-
TeJIbHBIM 06pa3oM HU 6bLJIM YCTPOEHBI CYIIECTBA B YKa3aHHBIX UIPax,
OHM T€M He MeHee OTChUIAIOT K OrpaHMYeHHOMY Habopy KOLUPOBaH-
Hbix (opM. lIupoko pacnpocTpaHeHHble KOHBEHLIMU MPeJJaraloTcs
B M3BECTHOM KOJINYECTBE BapUallUM, JAIOIUX HEMEAJIEHHBIN NOCTYI
K QYHKLIMSIM, COOTBETCTBYIOIMM UX Pelpe3eHTanusIMm. Dtu Gpopmaib-
Hble KaTeropum HerNoCPenCTBEHHO CBSI3aHbl C MHTEPAKTUBHOCTHIO. VX

13 Nnorpa 0O TakoW CTENEHU, YTO MX HEBO3MOKHO OTJIMYMUTH, Kak, HAIPUMeED,
B TBOPYECKUX 3asiBKax Takux Urp, kak Arcanum: Of Steamworks and Magick
Obscura unn Final Fantasy VIL.

14 B cMbIcile COPeBHOBAHUSI, TOHNMAEMOro Kak Cpa)keHre, B KOTOPOM PaBEHCTBO
BO3MOYKHOCTEI1 CO3[JaeTCs1 MICKYCCTBEHHO, TaK YTO aHTarOHUCTHI CTAJIKUBAIOTCS
IIPY U7, EAJbHBIX JJIs1 9TOTO YCJIOBUSIX, CIIOCOOHBIX IPUIATh TpuyMy rnodeaure-
JIs1 TOYHYIO U Heocriopumyto LeHHocTs (Caillois, 1967, p. 50).
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poJIb O6JierdyaeT yTeHre o6pasa B ABMKEHUU, IPUJIAeT €My «COBEpIIeH-
HYIO0 MHTeJIIUru6enpbHocTh (Barthes, 1957, p. 24). Tlono6HbIi nporecc
IIPUCYII He TOJIbKO Hay4YHOU (paHTaCTUKe — OH 06HAPY>KUBAETCS BO BCEX
MPOJYKTaX KyJbTYPHOTO IPOM3BOJCTBA, BO BCEX ITOBECTBOBATEJIBHBIX
peructpax®. HappaTuBHble M MKOHUYECKU-UTPOBbIe (icono-ludiques)
BO3MOKHOCTH, OOYCJIOBJIMBAIOIIE TOJOOHBIN CETTUHT, OIIPaB]bIBaIOT
r71y60OKMe Y IPOYHbIE CBS3H, KOTOPbIE BUIEOUTPHI TOAIEPKUBAIOT C Ha~
y4HOU (paHTacTHKOM. OfHAKO Haubosee UHTEPECHBII BKJIAT, KOTOPbIA
JieslaeT Takoe COMKeHNe BO3MOKHBIM, He 0053aTeIbHO CBSI3aH C MKO-
Horpaduyeckoi cBOOOMON, KOTOPYIO OH IMpUHOCUT. CyIeCcTBYeT elle
OJIMH IIyTh, KOTOPBII1 HEOOXOANMO UCCIIEe0BATh, YTOObI YXBATUTb YHU-
KaJIbHBII XapaKTep OTHOIIEHUIT MexX Ly KocMocoM, Hay4HOH (paHTaCTU-
KOU Y BUJIEOUTPAMM.

M3mepenuss kocmuyeckoro [IpocTtpancrsa

CkazaHHOe BblIllle TPUBOLUT HAC K BOMPOCY 06 OTHOIIEHUY BUJIEOUTD
K UX OIOCpeoBaHHON nmpocTpaHcTBeHHOCTH (Nitsche, 2008, p. 16), To
€CTb K «0TobOpaxkaeMoMy (représenté) mpocTpaHcTBy» (Marin, 2002,
pp. 697-700) u Tomy, Kak OHO CUMYJMPYyeT U pasBopaunBaeTr Kocmoc
BO BCell [TOJIHOTE. B urpax, o6beIMHEeHHBIX I10]] 3HAKOM Hay4yHoi1 (HaH-
TaCTHUKM, COEJMHEHNE pelnpe3eHTaluu U urpabenbHocTH (jouabilité)
ele sipye MposBJISETCS Yepe3 ux reorpauueckuii Xxapakrep, To €CTh
Yyepes TO, KaK OHM MPUIJIALIAIOT UTPOKA OTIPABUTHCS B IIPUKIIIOYEHUE,
HCCJIeOBaTh U IPUMEPUTh Ha ce6sl HoBble MUpHI. Ele pas: mjocTaToy-
HO BCIIOMHHUTb WTpPBI, NMPUHAJJIEXANME K )XaHpy ¢GaHmesu, HaYMHAS
¢ The Legend of Zelda (1986) 1 3akanunBas «Begpmakom 3: [lnukas Oxo-
ta» (The Witcher 3: Wild Hunt, 2015), 4To6b! 0CO3HaTh, YTO YIOBOJIb-
CTBUE OT reorpauyeckux OTKPBITHI He SIBJISIETCS] UCKJIIOYUTEIIBHOMN
O0COOEHHOCTBIO Hay4HOU (aHTACTUKU U TPUCYIIE AATEKO HE TOJbKO
ei1. KoHCcTpyrpoBaHue BOOGpakaeMbIX MUPOB NPEJOCTABIISIET 10106~
HYI0 BO3MOXKHOCTb BHE 3aBICUMOCTH OT UTPOBOT'O CETTHHIA, Yepes 10-
CTYTIHbIE UCCJIE[JOBAHUIO PACIIMPEHNS] UTPOBOTO MUPA, O YEM CBUJIE-
teabcTByeT npumMep Grand Theft Auto V (GTA, 2014). B sToi1 urpe urpok
MOTEHILIMAJIbHO CBOGOJIEH B CBOUX MEPEMEIEHMIX M MOKET HaIllpaBUTh
CBO1 aBaTap B JIOOYIO JOCTYIHYIO €My 06J1acTh UIPOBOro mupa. Hau-
BBICHIASI CTENEeHb CBOOOMABI — UIrpa B OTKPBITOM Mupe (open world®),
STaJIOH KPYIMHOMACIITa6HONU CHUMYJISALIMNA MPOCTPAHCTBA, B KOTOPOM
MOKHO OPUEHTHUPOBAThCS. MIrpoBO€e MPOCTPAHCTBO HE MPOCTO PacCIIv-
PSIETCs, HO YCJIOBHSI €ro MCIOJIb30BaHMS 3aHOBO I€Per300peTaloTCs

15 BCHOMHUM aHTaroHHUCTOB B TaKUX Urpax, Kak Assassin’s Creed (2007), ueit uCTO-
pUYECKUIl KOHTEKCT OTHIO[b HE MEIIaeT HCIIO0JIb30BaTh PEINpe3eHTalH, Yeil
pasmep U3MeHsIeTCsl B 3aBUCMOCTH OT MIPUCYIEN UM UTPOBOIT QYHKLINU.

16 OTHOCHTCS K €IMHON TEXHOJIOTMYECKON CUCTEME, IIPEOCTABIISAIONIEH KPYITHYIO
UT'POBYIO O6JIaCT])7 OTKPBITYIO 11151 HAaBUT'ALIUU.
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B WUrpoBoM mpolecce (gameplay) 6raromapsi CBOGOAHOMY AOCTYITY
K UTPOBOMY IT0JI0. MIrpa MOXKET CTaTh «3MEP)KEHTHOI» B TIOHUMaHUU
Vecnepa I0yna”. laniee 510 crienuduyeckoe yCAOBUE HAKIIA[bIBAETCS
Ha TO, YTO MOKHO OIMCATh KaK «OTKPBITHIN IUCIO3UTUB» (“dispositifs
ouverts” Rieusset-Lemarié, 2001, p. 73), crtoco6cTBysI TOZOGHBIM 06pa-
30M aBTOHOMUY U NUMIIPOBU3ALIUY UT'POKOB B Urpe. [Iomo6HbIe YCI0BUS,
IIMPOKO PaclaxyBaoLiyie IPOCTPAHCTBO UTPBI, IO3BOJISIIOT OOPATUTh-
Cs1 K OTIpeJieJIEHHOI UTPOBOM MeXaHUKe, HanboJee rJy60KO YKOpeHeH-
HOI1 B IPOCTPaHCTBe. VIMeeTcs B BUAY IIPOXOXKAEHUE OINpeeeHHOro
MapIIpyTa: B 3TON CTPYKTYPHOUN MOJEJIU MEePENJIETAI0TCs aKTyaan3a-
L[Ys1 UTPOBOTO TPOLECCa, PA3BOPaYMBaHNe TIOBECTBOBAHUS U UTPOBAsI
MIPaKTUKa. MapupyT — 3TO OJHOBPEMEHHO JAMHAMU4YeCKasl CTPYKTY-
pupylomas Tpacca u 3KoHoMmus ee ocsoeHus (Careri, 2013, pp. 27-28).
Bupeourpsl rpejiaraloT UTpokamM MapuUIPyThI, Ybsl TPAKTUKA MPELTIO-
JlaraeT HaBUTalMIO B MPOCTPAHCTBE M JaXkKe IPOKJIANbIBAHNE HOBBIX
MapupyToB. [IyTu MPOXOXK[EHUs OIpenesiseT CONPOTUBJIEHUE Ipe-
MSATCTBUSIM, KOTOPble UT'POKY IIPEJJIaraeTcsl MPeo0yieTh C IOMOIIBIO
JIOBKOCTH, GbICTPOTHI UJIM YJIOBOK, YTOOBI OCBOGOIUTH IOpOry. [ln3aiiH
YPOBHEN I03BOJISIET 334yMaThCsl 00 YCIOBUSX 3KCIEPUMEHTaJbHOIO
MapIpyTa, HE3aBUCHMO OT TOTO, OTPAHUYEH OH IPENITCTBUIMU UJIN
CBOGOIEH OT BCSIKUX OrpaHuyeHui. [IpensTcTBus, 3ta pyHIaMeHTab-
Has JIBIDKyIas cuia Bupeourpsl (Aarseth, 2001, p. 159), BonsiomaroTcs
B UTpe C MOMOIIbI0 CTPYKTYP, IIO3BOJISIONIMX IIPOBOIUTH UTPOKOB Yepe3
UTDY, 3aCTaBJISIS UX COOJIIOATh MAPUIPYT (KOPUIOPHI, aPEHBI, Ta6UPUH-
ThI U T.71.). V1 HAOBOPOT: yCTpaHEHUE MTperpaj, pacroaraeT K CBOGOHOI
IIPaKTUKEe MOJIEJIbHBIX UTPOBBIX TPOCTPAHCTB («BUPTYaJIbHBIX UTPOBBIX
mJIomanok», Jenkins, 2004, p. 122)8.

B cBeTe yKa3aHHBIX Bbllle COOOpPasKeHUI MTOXOXKe, YTO U306paske-
HUE KOCMOCa MMEET HeIPeB3OiieHHbIE MIPeMMYLIeCTBa IJisl peaju-
3allM IPOCTPAHCTBA, OTKPBITOTO K CBOGOHOMY MPOoXoxkaeHuto. Koc-
MOC — MECTO abCOJIIOTHOTO YHUUTOXKEHUS pasnenuTteseit, déclosion®.
OH 103BOJISIET Pa3AyTh UTPOBOE MIPOCTPAHCTBO JO HEOOGBSITHBIX Mac-
1TaboB, KOTOPbIE MOXKHO [TIPOYYBCTBOBATh TOJILKO Yepe3 IPOXOKIeHNE
HETNIOMEPHO IMPOJIOJIKUTEILHOrO Mapuipyta. O6 3TOM CBU/IETEJIbCTBY-
et urpa No Man’s Sky (2016): B He#t MOKHO, YIIpaBJIsisi KOCMUYECKHUM KO-
pabJsiem, OTIIPaBUTHCS B laJibHee MJ1aBaHUe, TePEMEIASICh OT [1JIaHEThI

17 DMmepKeHTHas Urpa BKIIIOYAET MUIIOTETUYECKUI] (OCHOBAHHBIN Ha NPEZTIONIOKEHN -
SIX) MOAXOJ, K UTPOBO BCEJIEHHOH, TOPO>KAAEMOI IIPaBUIaMU U YCJIOBUSIMU UTPBI,
B OTJIMYME OT POrPECCUPYIOLIEN UTPbI, IIPEAIIOJIararolleil OrpeaeIeHHYIO 3apaHee
riepeIoBYIO JIMHUIO, KOTOPAst MPOXOAUTCS mar 3a marom (Juul, 2005, pp. 67-83).

18  Kak Ta, KoTOpylo TpejjaraeT B KauecTse 06pasijoBeix ycnosuii The Legend of
Zelda: Breath of the Wild.

19 «Déclosion: meMoHTaX 1 pa3bopKa BceX 3a60pOB, 3arOHOB, OTOPOKEHHBIX Y4aCT-
KOB... Déclosion mpupjaer mpoueccy BBIIYIJIEHUS U3 Aiilja XapaKTep B3pbIBa,

Y €ro aMIUINTYJa 371eChb BMEIAeT B ce6sl pa3pyllieHre B MUPOBBIX MacIITabax»
(Nancy, 2005, p. 230).
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K MJIAaHETE U HAXOJis TaM PECYPChl, O3BOJIAIOIME TPOAJIUTh STOT T10-
JIeT nouTu 1o 6eckoHeyHocTu (Puc. 1). Mrpa o6emaer 6e3rpaHuyHyI0
BCEJIEHHYIO C 6ECKOHEYHBIMU TEPPUTOPUSIMU [1J1s UccienoBanuit. Cie-
nys momenu urpsl Elite (1984), urpa No Man’s Sky 3azmeiicTByeT npu-
€M MPOLEAYPHOro ajJrOpUTMUYECKOrO TeHEePUPOBAaHUS U «ajleaTop-
HO» (CJTyyaiiHBIM 06pPa30M) reHepUPYeT [Jisg KaXKA0! UTPOBOil MapTUn
254 mymaHeTh?’, KOKAYI0 C COOCTBEHHON KJIMMAaTU4YeCKONU CHCTEMO,
reoJIOTUYeCKUMHU 0COGEHHOCTSIMU, HETIOBTOPUMON (iiopoit u dpayHou
(Puc. 2). Bce oHM 00beIMHAIOTCS B 3HAYMTEIbHOE YHUCJIO CUCTEM, Pa3-
MevalolUX IMraHTcKylo Tepputoputo. Mirpa No Man’s Sky — kpacHo-
PEYMBBIF IPUMEP TOTO, KaK CETTUHT HAay4yHOI1 (PaHTACTUKU CIIOCOGEH
IIPEeOCTaBUTh €JMHYI0 KapTuHy KocMoca B IpocTpaHCTBe.

Puc. 1. Bug npocrpancTtsa B urpe No Man’s Sky (2016)

Puc. 2. [Tanopama nnanets! 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 3Be3gHoro He6a B urpe No Man’s Sky (2016)

[ToxoXe, 9YTO Ta K€ camMasl MHTYULMS, KOTOPas MOCIHY>KUja MO-
THBaLMeN AJIs1 CO3/IaHUs UT'Pbl Spacewar, BOIJIOTUJIACH 3[eCh C I0J-
HBIM Pa3MaxoM. [IJI0CKOCTb, B KOTOPOI1 Urpa IIPUHUMAET CBOIO (op-
My, TENIEPb PacCIIMPSIETCsl BO BCEX HAIPABJIEHUSX, BbIIIJIECKUBAETCS 32
npejiesibl 5KpaHa U obpeTaeT 6e300HHYI0 Iy6uHy. To, 4To B 1962 rony
OBLJIO JIMIIb POBHOI NTOBEPXHOCTBIO KPYIJIOTO YEPHOTO 9KpaHa, B KO-
TOPOM OGHapY>KMBaJaCh MPOCTPAHCTBEHHAs CTPYKTYpa, 3aMKHYyTas
cama Ha cebe U IIOCTPOEHHas Ha LuInHApudeckon monenu (Triclot,
2011, p. 213), CTaHOBUTCSI OK€AHOM, YEPHOTa KOTOPOTO CKPhIBAET 6e3-
rpaHUYHblEe TOPU3OHTHI. B TOI Mepe, B KOTOPOii KapTa He6a B urpe No
Man’s Sky (Puc. 3) mo3BossieT €ero olleHUThb, MAPUIPYT 37€Chb MHOT'OHA~
npasiyieH. Byabs To urpa No Man’s Sky unu xe urpa Elite: Dangerous
(2014), xocmuveckoe [IpoCTpaHCTBO JaeT BO3MOXHOCTb U300pasvThb
KOCMOC 4Yepe3 CTPYKTYpy, KOTOpasi BMECTO HACJIOEHUSI DJIEMEHTOB
IY3aliHa WM BKJIQ/IbIBAHUS UX OJVH B JIPYrOil MPEACTaBIsIET COOO
NpPUHLUNNATBHOE YHUUTOXEeHMe pasaenuTeneii (déclosion). Beixops 3a
npezessl pernpeseHtanny, KocMoc o6peTaeT mioTHOCTb, IpeBpalia-
€TCsI B MaTepHuIo, IOMYCKAIIYI0 6€CKOHEYHOE KOJIMYECTBO IepCIeK-
TUB. Tak 0OPMIILETCS CETTUHT WUTrpPbI, OTIMYHBIM OT GOJIBIIMHCTBA
IIPOYMX BUAEOUTD: KoJloccasbHas ¢Gopma, KoTopas 6iarosmapsi CBoeu
6e3rpaHUYHOCTU CTAHOBUTCS MOTEHLMAJIBHO YyNOBUIIHONA. OTIIpaB-
JIsis UTPOKa CTPAHCTBOBaTh, No Man’s Sky HEOXOTHO npejJjaraet ceost
B KayeCTBe aMOMBAJIEHTHOTO OIIBITA OTKPHITOCTH. Tak HAYMHAETCS CO-
CKaJIb3bIBAaHUE U3 BOCXUIIEHUS B yXac. TakuM o6pa3oM, yTBEPKaeT-
Cs1 BO3BMOXKHOCTb CMOTpPETh B KocMoc CKBO3b Ipu3my HpaHTaCTUYECKUX
BBIMBICJIOB?!, HAMEPEHHO MBICJISIINX €0 KaK OTKPBITYIO JIOBYIIKY, Iy~
IIAIONYI0 CBOVM TUTAHTU3MOM.

21 JlaBariTe BO3bMEM B KayecTBe npumepa Gpuibm «Uyxoit» (Scott, 1979) BBULy ero
(dyHIaMeHTaIBHOTO TIOJIOKEHHSI B 9KOcHcTeMe BooGpaskaemoro (Notéris, 2017,
p. 42): 4TOGB! YCUNIUTD HATPsDKEHME, CO3/laBaeMoe ero Myraloler HayyHo-paH-
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[TocnencTBus MOJO6HOrO 6€3yEeP>KHOTO PACIINPEHUS IPOCTPaH-
CTBa UTPhl — BOT Ha YTO HAM Teleph CJIeyeT O6pPaTUTh IPUCTAJIbHOE
BHUMaHUe. Peyb MONJET O TOM, YTOOBI UCCIIEIOBATh TOT THUII MHTEHCU~
¢uxkanum adpdexra, KOTOPHINA BbI3bIBAET BHEPEHHE B caMoe ceplie
abCoIOTHO CBOGOJHOM OT JIOOBIX T'PAHUL pelpe3eHTali KoCcMoca.
Kak uMeHHO BHeJpeHHasl TakKuM o6pa3oM MKOHorpadus ornpeneser
PaMKYy OIIbITa, KOTOPast O3HAUYUBAET BUAEOUTPOBOM yKac?

13 sudoomen nyCTOTHI:
Kocmoc kak appeKTuBHBINA JBUraTesb

Kocmuyeckoe He60 — meii3axK, O KOTOPOM HEMU3BECTHO, UCUYE3AET OH
WJIN MOSIBJISIETCS, — MOXET 6bITh 3aBOPAXXMBAIOIUM MECTOM, KOTOpPOE
IaeT BO3MOXHOCTD [Jis1 paboThl BOOOPAKEHNUSI, CBSI3aHHO KaK C Ha-
NPSDKEHWEM CUJI, KOTOPbIE BOILJIOIAET 3TO MECTO, TaK U C €ro 6e3-
IPaHUYHOCTHI0. KOCMHUYECKUN MEN3aXK MEPECEKAETCA CO BCEMU CUM-
BOJIMYECKUMU TOJIIMU POMAHTUYECKOTO MeM3aXa M NMPOAJIEBAET UX
B GECKOHEYHOCTb, CO3/1aBasi STUM 0JIATONPUSITHBIE YCJIOBUS IJISI 10—
SIBJIEHMS YyBCTBAa BO3BbILIEHHOTO. Takol 4yBCTBEHHBIN NOPHIB (elan
sensible), ncxopsamuii U3 6€3rpaHUYHOrO U MOI'YLIECTBEHHOTO Xapak-
Tepa IpUPOJbl, BapbUpyeTcsl OT U3ymJieHus K skcrtazy (Deguy, 1998,
p. 22). be3 coMHeHUIl, HEOTPAaHUYEHHOE PaCUIMPEHNE IPOCTPAHCTBA
nepenaeT OlUlyLleHUE BO3BBIIEHHOTO — €JUHCTBEHHBII PEXUM 3CTe-
TUYECKON OLI€HKH, COPa3MEPHBIN €ro HeOoOBSTHOCTU. JleiiCTBUTEIb-
HO, KOCMHAY€CKO€e HEOO BbI3bIBAET COCTOSIHUE CIIYTAHHBIX YYBCTB YL0-
BOJIbCTBUSI U yKaca, yTHETEHUS U [IOAbEMA, aHAJIOTUYHOE «IBUKXEHUIO
BO3BbILIEHUS» (motion sublime, Nancy, 1998, p. 88). 3o6pakeHus
3BE3JHOT0 HE6A NMPEACTAaBISIOT OTKPLITOE MOJIE MPENebHO BEJIUKO-
ro, fesasi BO3MOXXHBIM OIIBIT, KOTOPBIN, HECMOTPSI Ha ONIOCPELOBaHME
4yepes Meua, HEBO3MOXKHO MPEICTaBUTh cebe, He PUCKYS HEKOTOPBIM
roJIoBOKpykeHrueM. KosioccambHOCTb KOCMOCA BBIXOJUT 33 NPELEIbl
noHumManusl. Ero nuzobpakeHue ynBauBaeT 3TO BIeYaTyeHUE: Hebec-
Hbl€ T€JIa, TYMAHHOCTU U Fa30Bbl€ CKOILJIEHNS COMBAIOT C TOJIKY CBOMM
BHEUIHUM BUJIOM U MIMTAIOT TOJBKO BOOOpakeHUue. FIMEHHO Takue sip-
KUe BUJIEHUS IpenJaraloT cienylomue urpsl: Everspace (2017), Elite:
Dangerous (Puc. 4), a Takxxe Mass Effect 3 (2012).

OpHaKo B TEHM KOJIOCCAJBbHOTO NPOCTYMNAET CUJYIT YyIOBUIIL-
Horo. Kak mpepocTreperaeT cuja BO3BbILIEHHOrO IIOPbIBA, obema-
HU€ BOCTOPra MOXET ObITb JIETKO B35ITO 06paTHO. OTKPBITOCTb MOXKHO
NPEeJICTaBUTh KaK JIOBYLIKY, I0NAJaHUE B KOTOPYI MOXET OKa3aTbCsl
ru6eJIbHBIM U CUJIbHO U3MEHUTb YYBCTBA TOTO, KTO C HEM CTOJIKHETCSL.
Kocmuyeckast HOuUb — 3TO OTKPBITAs 3aMafHsl, IPONACTb, XeJamas
MOTJIOTUTh KaXKJOro, KTO PUCKHET B Hell okasarbcsl. Kak roBopur 06

TaCTUYECKOI 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-
TOPOI MOTYT BBIKUTD TOJIBKO Yy OBUIIHbBIE (POPMBI )KU3HU. YCESIHHOE
3Be3aMU HE00 MOXKET NPEeBPaTUTbCS B JAOUPUHT U3 HE3bIOJEMBIX
CTEH, IPEJHA3HAYEHHBIN [IJIS1 TOTO, YTOOBI B HEM 3a0JIyAUTHCS. DTOT
06pa3 poLCTBEHEH NPEACTABJIEHUIO O rpedyeckoM Taprape, y>KaCHOM
MECTE <«IIOJIHOTO CMSTEHUS], OE30PUEHTUPOBAHHOTO IIPOCTPAHCTBA,
JINIIEHHOTO (PMKCUPOBAHHBIX HAIIPABJIEHUI U OObIYHBIX OPUEHTUPOB»
(Detienne, Vernant, 1974, p. 278). HapyuieHue opreHTaluy 3[eChb Bbl-
3BaHO MapaZOKCaJIbHbIM U3JIMIIKOM BOCIIPUHMMAEMOI PEAJIbHOCTU —
OLIyLIEHNEM IyCTOThl BOOOIIE Be3zne. PenpeseHTanuss KOCMUYECKUX
MIPOCTOPOB IpeAJaraeT Aaxe eue 60Jiee CMeJble UTPOBLIE 33/1auu
[0 OPUEHTUPOBAHUIO, YEM LIEJIM UTDP, OCHOBAHHBIX Ha MKOHOTrpaduu
HexBaTku?. «[IpoctpanctBo mnycrtoTel» (Territoire du vide (Corbin,
1990)) — KOoCMOC — COBEpLIEHHO INPUMBIKAET K MO0 vastus?: oHO
NIpeACTaBsieT co00i OECKOHEYHOe 3UsSHUEe, KOTOpOoe 00pasyeT Ipe-
narcrBue. OkeaHUYeCcKUil, 6e30HHbIN — €ro pa3max BHYIIAeT CTPaX;
OH paBeH I'PeuyeckomMy pontos:

Péntos — Mope B 3Hau€HUHU GE3MOHHOrO IPOTSIKEHUS], XAaOTUYHOE,
JIMLIEHHOE JOPOT, KaK IMPOCTPAHCTBO, ONpeAessieMoe IPeKaMM Kak
apeiros, apeiritos, He II0TOMY 4TO y HEro HET IpeJesia Uiau Kpas, HO
13-3a TOTO, YTO €T0 MPOTSKEHME HEJIL3S Nepecedb (PErao) C OJHOro
6epera Ha JpyTroii; HENPEOAOINMOE IIPOCTPAHCTBO, B KOTOPOM Jito6as

22 Kak, K mpumepy, IoCTarnoKaaunTUIeCcKas MyCThIHS, B KOTOPO IIPOUCXOJUT e~
creue Fallout: New Vegas.

23 Ortcpuika K Jlucceprauuy Ha TEMy CJIOBa vast, OMy6JIMKOBaHHOI B 1685 romy
Yapnb3om ge Cent-DepemoHom (Le Scanff, 2007, c. 19). Vast (natT.) — mycTbIH-
HbI{, HEOOUTAEMBII; OIyCTOLIEHHBIH, TOKUHYTbIH; 6€3MEPHBI, BCEOOBEMIIO-
M1, MOIIHBIIN; HEHACHITHBIN; HEOOPa30BaHHbIN, HEKYIbTYpPHBI ([Tpum. nep. no
caosapto Kopoavkosa-Jl6operkozo).

188 | GUILLAUME BAYCHELIER



MIPOJIOKEHHAsI JOPOra CTUPAeTCs U UCYe3aeT C POBHON IIOBEPXHO-
CTHU BOJ, HUKOT/Ia He OpIBaloLIell OfHOM U TOU Xe ABaxas! (Detienne,
Vernant, 1974, pp. 274-275).

3Be3gHasi HOYb INPEACTABISETCS MECTOM IMOesM, KaK LeJInHa,
nuieHHas popor. s mepexoga depes Hee TPeOYHTCsS CIOCOOHO-
CTU TIPOBOJHUKA. POros — «IpencraBieHue, OCHOBaHHOE Ha CJIUS-
HUU TPEeX Pa3jIM4HbIX, HO B3aMMOJOMNOJIHSIOMUX chep: aCTPOHOMUH,
HaBUrauuu U ragaHus o 6ypymem» (Detienne, Vernant, 1974, p. 273).
Poéros o603HavaeT XUTPOCTD (stratageme), yI0BKY, CPEICTBO CIIACEHU S
13 6e3BbIXOJJHOTO MOJIOXKEHUS. HaBbIK KOCMUYECKOI HaBUTALlUU BbI-
pabaTbIBaeTCs 07, 3HAKOM CHUJIBL, CTIOCOOHOI MPOJIOKUTh YTh B MOpE
6€e3 JOpoT. DTO He YIIpakHEeHUE B IPOKJIAIBIBAHUU MTyTH, TIO KOTOPOMY
MO>XXHO IIPOCTO MepEeMEIAThCs UJIU MO3BOJATh ce6sl IPOHECTH: B Ka-
YeCTBe I1JIaThl 3a IPOXOXKIEHUE MApUIPyTa CJIeIyeT NOABEPTHYTh CE0s
onacHocTy. CBO6OAHOE NepeMelleHUe B 3TOM IIPOCTPAHCTBE MPOUC-
XOOUT MOJ, pUCKOM HEKOHTpoJsupyemoro apeida (dérive): 6pocok Ko-
CTeM, pe3ysbTaT KOTOPOTO, BO3MOXKHO, IIO3BOJIUT BBLKUTB. PHCK, KOTO-
PBIii IPEAII0JIaraeT, YTO Mbl JOJDKHBI TOJBEPTHYTh ce6s1 OAaCHOCTU.
HanpsikeHue, MopoxXgaeMoe 3TUM 00513aTeIbCTBOM, ONpeneIsieT Co-
Iep>kKaHre UTPOBOTO OMBITA, — 3TO MOXKET ObITh, K IPUMEPY, OIBIT HE-
MHUHYyeMO¥ onacHocTU. [lomo6HOe NOHUMaHKUe PUCKA, OYEBULIHO, BO3-
HUKaeT B Takou urpe, kak Adrlft («B gpeiid») (2016). Victopus stoi
Urpsl Havajach ¢ KatacTpodsl Ha opb6utanbHoil ctaHuuu (Puc. 5).
[lepememasick OT MOAYJSI K MOLYJIIO Cpegy O6JIOMKOB Pa3BOPOYEH-
HOU CTaHLUM, MEPCOHAX MUIPOKa TPYAUTCS HAM T€M, YTOObI CHeJaTh

Puc. 5. Bup, nperidyiomeit KocMudeckon ctaHiuu B urpe Adrift (2016)

24 OO6cTaHOBKA BUNEOUTPLI TO3BOJISIET [10ABEPraTh Ce€6s KOHTPOIUPYEMO OIIaCHO-
CTU: UCIIBITAaHUE CTPaxoM 6e3 pucka 6enpl. [lepeskuBaHue OIACHOCTU 3[€Ch CO3~
JIa€TCsl C TIOMOIIBIO CUJIBI YOEXKAEHMSI UTPbI, 3aKII04eHHON B nimo3nu (Huizinga,
p- 29).
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BO3MOYHBIM BO3BpallleHNe Ha 3eMJIt0. [IoMMMO NHEPTHOCTH ITepCOHA~
Ka, JeJlaollell ONacHbIM BCSIKOe IepeMelleHne, OCHOBHASI MeXaHU-
Ka UTPHI CBsI3aHA C HEM30e>KHOW HeXBaTKOW KUcCIopoga. MTak, CMbICI
WUI'PBl COCTOUT B TOM, YTOOBI PUCKOBATh: MEPCOHAX MEJJIEHHO IPO-
KJIaibIBaeT cebe Nopory cpeny MaaBalolix B OTKPITOM KOCMOCe 00~
JIOMKOB CTaHIIUU B MTOMCKaX KUCJIOPOAHBIX 6aJJIOHOB, pa36pOCaHHbIX
cpenu HuX. ONTUMU3AIMS MapUIpyTa, IPOKJaAbIBaHue NyTU (poOros)
3[€Ch CTAHOBSITCS KPUTUYECKU Ba’KHBIMU. 371€Ch OMBIT MOIPYKeHUs
B 6€37HY olpefiesIeHHbBIM 06pa3oM MonynupyeT apdeKTsl Urpoka.

[TpakTHYecku 6e3rpaHUYHOEe pacuupeHue reorpadum 3nech npo-
M3BOJUTCS IOCPEICTBOM Pa3pyIIMTEIbHON, OKEAaHUYeCKON MyCTOTBHI.
OO6MmUPHOCTb NIPOCTPAHCTBA MMOPOXKIAET HEUTO YPOILJIUBOE M OTBPA-
TUTEJIbHOE: C BaMU 3[1€Ch He IMNOCYMTAIOTCS HU (usnyeckasi peasb-
HOCTb, HY €€ CMBOJIMYeCcKoe 3HaueHue. Eciu BepuTbh BOOGPaKEHHIO,
TO B 3TOM 3HUSIOLIEM [IPOCTPAHCTBE NPUCYTCTBYIOT KaK BO3BMOXKHOCTD
MIPUKJIIOYEHHUS], TaK U BJIACTh yKaca. DTO IPOUCXONUT OJHOBPEMEHHO
B PeaJIbHOCTHU UI'PHI (€€ OMAaCHBIN XapaKTep) U B €€ BOCCO3[IaHUHU B BO-
obpaskeHnH (CTpax nepep TeM, YTO MOKET CIIYIUTHCSI).

TakoBa IBOVMCTBEHHAs MIPOCTPAHCTBEHHAs! MOZEJb, Ubs MOIIb TaK
SICHO BBIPUCOBBIBAaeTCS B Ipumepe ¢ urpou Adrift. Uro6sl nmpenoTspa-
TUTB gpeiid B 5TOH 3BE3JHOU ITYCTOTE, HEOOXOIUMBI CTPATEruy TPacCcu-
pOBKU. JlaBaiiTe CIIpOCUM ce6sl, KaKUM 06pa3oM 3TO OIpefesseT Mpo-
Leyphl rediM-I13aitHa, KOTAa Ux 11ejb — 0TOOPaskeHNEe 3Be3THOM HOYM.

OTHOLIEHUA MEXOYy Kocmocom u y>KacCcom:
CKOBAHHOCTb U I/IKOHOFpaq)I/IH

B KOHTEKCTe Hay4yHO! (PaHTaCTHKU HAC MHTEPECyeT CIIOCOOHOCTB 110~
IOOGHBIX Perpe3eHTal il IPUBOAUTH B IEHCTBUE HEraTUBHbIE 9MOLUN
IIPY [TIOMOIIY OTPAaHMYEHUH, U3HAYaIbHO CBOMCTBEHHBIX Cpefe, KOTO-
pas B HUX BOCCO3[1a€TCsl. B 11€J10M BUJEOUTPHI IIPE/1JIaraloT HaM OIIBIT,
OCHOBaHHBIN Ha MPaKTHKE NPUHYXIEHUS. B CBOEM TUIIOJOTMYECKOM
aHaJyM3e UTPOBBIX yIOBOJbCTBUN CasieH un lluMMepMaH yIIOMHUHAIOT
(dyHIAMEHTAJIBHBIA XapaKTep YAOBOJIbCTBUS, KOTOPOE UIPOKU IOJTY-
9al0T, HOAYMHSISCh CUCTEME Yepe3 MPUHSATHE IPABUJ, AeiCTBYIONIX
B urpe (Salen, Zimmerman, 2004, p. 334). Buneourps! xxaHpa Xxoppop
IIOJIHOCTBIO COOTBETCTBYIOT 3TOMY YTBEPXKIEHHIO: (yHIaMEHTaJb-
HOE TOHSITHE UX TelMIIes] — DTO OrpaHUYeHHe 4Yepe3 MPUHYXKIe-
HUeE, 1 OHU TIOJIHOCTBIO HA 3TOM COCpeloTO4YeHbl. VX Hanbosee u3Hy-
purtenbHas ¢Gopma COOTBETCTBYET ollpefeJsieHuio «survival horror»
(urpa B XaHpe «XOPpOp», B KOTOPOU IieJIb 3aKJ/II09aeTCsI B TOM, 4TO-
Obl BBDKUTBH?®): OTO MPEXe BCErO WUIPHI, YbM NMEPBUYHbIE KOMIIOHEH-
TBl — CTPax M OTBpallleHUe, CBSI3aHHbIE C UESIMU 6€CCUINS U YTPaThl

25 Kak B knmaccnyeckux mpumepax Alone in the Dark (1992), Resident Evil (1996) nnu
Silent Hill (1999).
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(3peHus, >KU3HEHHO! CUJIbI, PECYPCOB IJis HACTYIJIEHUS U 3alIUTHI).
ST UTPHl BOIJIOWAIOT B cebe UCIIbITaHKe, UHOTTIa — IIpeJiesIbHOe; UH-
CTUHKT CAaMOCOXPaHEHHsI Pean3yeTcsl B HUX 10 KOHIa, 0COGEHHO KOT-
Jla reiiMIlJIell HapyllaeT COOTHOIIEHUE CUJI He B M0JIb3y refimepa. Kak
Y BO MHOTUX JIpYTUX JKaHPax BUJEOUTP, NyTEIECTBUE OCMBICIMBAETCS
37ech Kak nHunuanus. OgHako B JaHHOM CJydae ykacalollee IyTe-
IIeCTBUE BKJIIOYAET B cebsl KaTabacuc, TO €CTb HUCXOXKI€HNE B IIpenc-
MOJHIO?® — CUMBOJIMYECKAasi MOJesb, KOTOpasl SBJSIETCS OIHOBpE-
MEHHO HappaTUBHOII U acTeTndeckoi®’ (Puc. 6). UTO6bI BOIJIOTUTH €€
B JKW3Hb, UT'PbI-XOPPOPHI BBIABUTAIOT HA IEPBBIH IJIaH MOHCTPYO3HYIO
MKOHorpa@uio, IepBasi BCTpeya C KOTOPOil ONpeJeisieTcss 3aKOHAMU
JIaGMPUHTONOO6HOTO MUPA, TIOXOXKETO Ha TIOPbMY U IOT'PYKEHHOTO
B aJICKUI MpaK. «ONBITHBIN NYTh CTPaxa’», KOTOPBIN JOJDKEH IPOM-
TU reiiMep, pa3bIirPbIBAETCS B CEPJLIEe ThMBI, MleasIbHOrO (pakTopa Je-
npuBaLuuu. B urpax-xoppopax 4epHoTa BCTA€T Ha MECTO apXUTEKTY-
PBl OKpY>KaloIIel Ccpeibl ¥ pa3MbIBaeT €€ rpaHulibl. [louTu ocienHys®,
refiMepsl U reiIMepKu NEepeXXKUBAIOT OCTPYIO TPEBOTY, KOTOPYIO BbI-
3pIBa€T Hapyll€HNEe HaBUTAllUM M HEBO3MOKHOCTb OPUEHTUPOBATLCS
B [IPOCTPaHCTBE. /13-3a CJIENOTH], BEI3BAaHHOW KCIOJIb30BAHUEM YEP-
HOTO 1]BETa, OYEPTAHUS MECTHOCTH YCKOJIb3AIOT OT B3IJIsla U [IpEBpa-
IAI0TCS B MOLIHBINM UCTOYHUK CTPaxa.

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

26 Tlomumo nyremectBusi Opucces B «Opuccee», KiIacCM4ecKas TPaguLys Olu-
CBIBAET U JIpyrue KaTabacUChl, CBSI3aHHbIE, KaK MIPaBUJIO, C MU(OJIOTNYECKUMU
[epCOHaKaMU, COIIEIINMY B TIPEUCIIOAHIOI HA CBOEM I€POMYECKOM IyTH, —
I'epaky, Teseit u [Tupudoii, HO B nepByio ouepenb — Opdeii (Babbi, 2012, p. 19).

27 Bo3sBpamasch K ufee IMyTU KaK «3CTETUYECKOro AEeNCTBUS, KOTOPOE M03BOJISIET
IIPOHUKATb HA TepPUTOPHUIO Xaocay (Careri, 2013, p. 22).

28 «OmbITHBIN IyTh cTpaxa» (Perron, p. 3) — Takke CM. pyCCKOe U3JlaHKe.

29 Vcnosnb3ys 9TOT NPUHLMII FefiM-[113aiiHa B GYKBaJIbHOM CMBICJIE, UTPA-XOPPOP
Perception (2017) npenjyiaraeTt urpatb 3a CJIENYIO FePOUHIO, KOTOPAsI MOSKET OpU-~
€HTHPOBATHCA JINIIb C IIOMOIIBIO 9XOJIOKa M.
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Ta ke camas YepHOTa CTAaHOBUTCS MEPBbIM 3HAKOM HECOUBMEPU-
MOU IJIyOMHBI U y>Kacalollel MyCcToThl KocMoca. HecoMHEeHHO, 3Be3] -
Hasg UKOHOrpadusi TakkKe OTBeYaeT HOYHOMY (nocturne) pexumy
obpasa (Durand, 1984); oHa CTaHOBUTCS XPaHWJIMILEM 3TOU MPUHYK-
JAIOLEN CUJIbl, TaPOBAHHOU HEIIPOHULIAEMON TEMHOTOM, KOTOpas Jjie-
SKUAT B CaMOU ee ocHoBe. YepHast maTepus, Biaara (humeur — cp. rymop
(ITpum. nep.)), KOTOpast CTPYUTCS BO B3IJIsALle, COKUMAET IPyb U yoylIa-
eT, Ta CyOCTaHIUsl, KOTOpas OTHaeT TeJso 6e3/iHe, IPOHUKAET B «I10Jie
3peHUs], TOBOIS IO TOJOBOKPYXeHUsI»* U morpyxaet ero B 6eckpari-
HIOIO HOYb. Kak IMO3BOJISIET MPEIONIOXKUTL JIEKCUYECKOe 6OTraTCTBO
CJIOBA «YEPHBIITY, JIEKAIIETO B OCHOBAHUM OOGIIMPHOTO CUMBOJINYECKO-
ro noJss (TPYCTHBIH, THOGEJbHBINA, YPOIJINBbIN, 6€300pa3Hblil, KeCTO-
KW, 3JI0BPEIHBIN, IbsBOJIbCKUH U T. 1. — Pastoureau, c. 29), HaBOgHSI~
I0I[asl 3TU UTPOBbIE NMPOCTPAHCTBA YEPHOTA POPMUPYET CTPYKTYPY,
3apSDKEHHYI0 OTPUILIAHMEM, U YCUJIMBAET TPEBOTY, BbI3BAHHYIO Kpaui-
Hell CTEeNeHbI0 OTCYTCTBUS, KOTOpas o6GCyKjajach Bblme. YepHO-
Ta Houm nary6Ha (Pastoureau, p. 35), OHa CBs3aHa C OTPULIATEJIbHBIM
yIIOBOJILCTBUEM, B TEHU KOTOPOT'O PA3bIIPhIBAETCS I1€JIbHBIN OIBIT [10-
IPy’KeHUs B KOCMUYECKY10 Ny4uHy. Bosee Toro, 3Be3mHast HOYb Ipe-
IOCTaBJIsIeT 06eCKYpas>kMBaIOIyI0 BO3MOXHOCTb HCIBITaTh YYBCTBO
yTPaThl Nepe JUOM 6€ CKOHEYHOTO TOPU30HTA, KOTOPbIA OHA OTKPbI-
BaeT B3IJISY, U B TO K€ BpeMs 6Jiaroiapsi CBoei MJ0THOCTU — OILy-
IeHye 3aToYeHus1. ByIyuu MI0OPOIHON MaTepUel, OHAa CTAHOBUTCS
HMCTOYHUKOM BCeX Bellel, Ia’ke caMbIX y>KacHbIx!, HouHas, riayouH-
Hag 4YepHOTa — IJIOMAAKa /AJis TPEHUPOBKU BooOpaskeHus. Ho 3xech
NoJIpa3yMeBaeTCs yKe He IPUSITCTBEHHOEe BOOGpakaeMoe, BbI3BAHHOE
K SKU3HU IOJIOKUTEJIbHO BOBMOXKHBIM NokopeHueM Kocmoca. Tlorpy-
>KeHue B GECKOHEYHOCTh BbI3BIBAET HABAXKIEHUS U TMOTEPIO PaCCyi-
Ka, PacCTaBjissg HACTOSIIME KalKaHbl 1Jjig sMouui. HoyHas TeMHO-
Ta — KJIIOYEBOI1 DJIEMEHT OIbITA CTPaXa: CTPaxa ObITh 3aXBAaYEHHBIM
BPACIJIOX, CIOTKHYThCS, MONACTb B AYPHYIO CIy4YaiHOCTD. 3/1eCh Ipu-
XOIUT CTPax, CBA3AHHBIN C JBOMHOI HEBO3MOXHOCTBIO: B HOUb TTPO-
HUKHYTb HEBO3MOKHO HU 3PUTEJIbHO, HU (Gu3nyecku. FIMEeHHO 3TO
coyeTaHue GeCIJIOTHOCTU U OTCYTCTBUSI BUJIMMOCTU BbI3BIBAET OCO-
GEeHHO CUJIbHBIIT CTPAX, CTPaxX abCOJIIOTHOIO OTCYTCTBUS. TaKOB CTpaXx,
BbI3BaHHBIN ¢uHasoM urpsl Alien: Isolation (2014): cTpax rybuteabHO-
ro aperda B cienom kocmoce (Puc. 7).

C JIerKOCThIO BBI3bIBAsl OJJHOBPEMEHHO CTpax MyCTOThl U HOYHOM
TpeBoru, KocMuueckoe [IpoCTpaHCTBO, TAKUM 00Pa30M, SIBJISIETCS Me-
CTOM y>Kaca B BbICUIEM €r0 IPOSIBJIEHUN: OTJINYHO IIPUCTIOCOGIeHHAS

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

31 «3ares TEMIIEPAMEHTAQ, )KU3Hb CHavYaJla UT'pa€eT IIPOTUB HOYU, [TOCKOJIbKY HOYb —
9TO OJjHA U3 BEJIMYANIINX COCTABIISIONINX cTpaxa. Korja mpocTpaHcTBO pacTBO-
psieTcs B TEMHOTE, JIIOJbMHU, WX IIYCTOTOI1, HAYMHAET IIPaBUTh BOOGPaskeHUeE,
1 pe3yJsIbTaT OT 3TOrO OAUH U TOT Xe» (Jourdan, 1989, p. 7).
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Puc. 7. [IpocTpancTBeHHbIN npetid B urpe Alien: Isolation (2014)

IJIS1 MCIIBITAaHWI Ha BBDKMBAHME CPEZA, 4bsl CIIOCOOHOCTb BBI3bIBATD
CUJIbBHBIE YYBCTBA MOrJIa 6bI MOTHMBUPOBATb €INUHCTBEHHBIN B CBO-
eM pope rerimniein. Tem He MEHee OKa3bIBaeTCs, YTO 00J1aCTh BUAEO-
WTPOBOTO Y>KaCHOTO MpejjaraeT HaM CPaBHUTEJIBHO MaJlo IPUMEPOB,
BIIMCBIBAIOIIUXCS B PAMKU Hay4HOU (aHTacTUKK*. OCHOBHOE COZEP-
JKaHue dTOro KOpIlyca UTrp COCTaBJISIIOT Takue Urpsl, kak Echo Night:
Beyond, cepus Dead Space, Alien: Isolation, Stasis u Cayne unu naxe
Soma; K HUM MOXXHO JO6aBUTb UTPbI, KOTOPbIE TAKXKE MOJIAaraloTCsl Ha
CUJIBL y>Kaca, HO Heobs3aTesIbHO BXOAAT B KaHOH >kaHpa: OverBlood,
Extermination, Clive Barker’s Jericho, cepuu F.E.A.R., System Shock
i Doom*. K 3TuM wurpam MOXHO Takxe npub6aButb BioShock
u BioShock 2, xoTopbsle pa3pabaTsiBaloT peTpodyTyPUCTUUECKYIO 06~
pasHoCTb B nyxe JKrouist BepHa, onupasce Ha reiMILIen xoppopa. [Ipu-
Mepbl Hay4YHO-(AHTACTUYECKOTO XOPPOPa JOBOJILHO PEKHU IO CPaB-
HEHUIO C TEM, YTO OOBIYHO NPOU3BOIUT KAHP. B 3TOI CBS3M MOXKHO
MPEJJIOKUTh HECKOJIBKO TUIIOTE3. BO-TIEpPBBIX, MKOHOTpadus xoppopa
aKLEHTUPYET U300pa)KEHUE IJIOTU U OPraHUYeCcKoi marepuu. MoH-
CTPYO3HbIE PENPE3EHTALMU B YIIOMSIHYTBIX BBILIE UTPAX CIIY>KAaT TOMY

32 Ha ocHOBaHMM KOpILyCa WIP, BKJIIOYEHHBIX B MOIO JOKTOPCKYIO IMCCEPTALMIO
(«MexaHn3Mbl OTPaHUYEHUI: MEKUCKYCCTBEHHAS U BUJ,EOUTPOBAsi MKOHOJIOT U
MOHCTPYO3HBIX TEJI», [10J, PyKOBOZCTBOM I'-3k1 M. 3amumenHon B 2016 rony B I1a-
pwxckoMm YHuBepcurete 1 [Tanteon-Cop6oHHa). B aToT Kopmyc Bomna 121 urpa,
MMEIOIAasl OTHOIIEHNUE K JKaHPY «XOPPOP» UJIM CMEKHOMY C HUM (KPYNHOOIO/-
JKETHbIE NPOEKThI X HE3aBUCHUMbIE UIDbl, KOTOPbIE BMECTE IOKPBIBAIOT 3HAYM-
TEeJIbHYIO YaCTb UTP U cepuil XaHpa). 113 121 urpsl TosbKo 22 ObLIN B CETTUHTE
Hay4HO1 (paHTAaCTUKH, BKJIIOYasl TPU KPYNHBIX anu3ozna cepun Dead Space. Onu
TaKoke GBI eIMHCTBEHHBIMU, B KOTOPBIX KocMudyeckoe [TpoCTpPaHCTBO GbIO
B T10JIHOM ME€PE UCII0JIb30BAaHO B UTPOBBIX MEXaHUKAX.

33 3pech MOXKHO 6bIJIO GBI TaKKe YHIOMSIHYTh Urpsl cepun Alien Breed u Gears of
War ja)ke HECMOTPSI Ha TO, YTO 3TO UTPHI B TIEPBYIO O4Yepeib B )KaHPe HKUIEH.
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CaMbIM SIBHBIM TIIPUMEPOM: 30MOU, MOHCTPBI U HCTEKaloliie KPOBbIO
TPYIBbI, UMSI KOTOPLIM JIETHOH. YTOOGHl NMPUBECTU B AEUCTBUE CHUJIIb-
Hble apdexTsl, y>Kac BUAEOUTP UCIOJIb3YeT OIbIT OTBPATUTEBHOTO
(Baychelier, 2015, p. 82). OH KOpeHUTCS ITTy60KO B NapajoKCcalbHOM
ouapoBaHuu (fascination), KOTopoe BBI3BAHO IPOTUBOCTOSIHUEM OT-
BPaTUTEJILHOMY — B TOM CMBICJI€, KOTOPBIM NpupaeTt stomy Kpucre-
Ba**. OHaKO HalEepPEKOP BCEM OXULAHUSIM KYyJIbTyPHasl NPOAYKLMS
B CETTHHI€ Hay4YHOU (PaHTACTUKU OYEHDb PEMIKO CBSI3bIBAETCS C PEIIpe-
3eHTaluel cy6CTaHLIUN, HeITOCPEICTBEHHO IPOBOLUPYIOUIUX OTBpa-
meHue. Boobpaskaemoe OpraHUYECKOro ysKaca YCTYIaeT MEeCTO Me-
XaHUYeCKOMY BOOOpaskaeMoMy. MexaHNYeCcKoe Jalie BCero 3aMeHseT
opraHu4yeckoe, 4TO IPUBOAUT K U300pa’keHUI0 MEeXaHU3WPOBAHHbBIX
NIEPCOHAKEN UJIM HEOPTraHMYECKON METAJIJINYECKON Cpenbl. B oTim-
Yue OT CYIIeCTB, Hacessomux Takue urpel, kak The Evil Within (2014)
unu Dying Light (2015), 3mechk ouTy HUKOITA HE 3aXOIUT pedb O Tepa-
TOJIOTMYECKUX TeJaX, «U30eramoiux eJuHCTBa OpraHnu3mMa u npeobpa-
sKaomuxces B Msico» (Ancet, 2009, p. 48) (Puc. 8). [laxe ecyiu MalIMHHOE
Boo6paskaemMoe He CBOJUTCS K OJHUM CBOUM IO3UTHUBHBIM BaJIEeHTHO-
CTSIM, BOIIPOC O PaiMKaJIbHO OTBPATUTEJIbHOM BPSJ, I UMEET K HEMY
oTHoueHue. KpoMe TOro, MoxXoxe, YTO TEXHOJIOIMYECKHUE BO3MOXKHO-
CTU U TIpOYME CPEJNCTBA, O3BOJIEHHbIE PaMKaMU Hay4YHOU PaHTaCTU-
KM U PeajM30BaHHbIE NIOCPEACTBOM TaKMX MEXAaHU3MPOBAHHBIX WU
IIOIIOJTHEHHBIX TEJI, HAPYLIalOT ONpeleJIeHHble 3aKOHbI, CTPYKTYPUPY-
IolMe refMIIed urp B xaHpe survival horror. Paznuunsie TexHOI0-
T PECYPChl HE MOTYT Y HE JOJDKHBI IPUXOAUTH UTPOKY Ha ITOMOIIb.
B ycTpamamomux HCHOBITAaHUAX, KOTOPBIM IIOJBEPraloOTCS TelMepbl
Y reiiMepKH, IOCTaBJIeHHbIE B 6ECIIOMOLIHOE IT0JIOKEHNE, €IMHCTBEH-
HO€ JIEIICTBEHHOE CPEJICTBO — 3TO XJIaJJHOKPOBUE.

U3 aToro caenyet BTopoe HabmoneHue. [IporpaMMaTiika Urp-xop-
POPOB BBIKMBAHUS NMOOYyXJaeT pa3pabOTYMKOB CTPOUTH AUEreTude-
CKOe€ TIOBECTBOBaHUE B paMKax «UrpoBoi rotuku» (Taylor, 2009, p. 48),
KOTOpasi HAYMHAETCS C PaCIIMPEHUS NIPENEJIOB JUTEPATypPHO rOTH-
KU U CChIJIa€TCS Ha BIIOJIHE OIpefieIeHHYI0 NKOHOTpaduio, 06yCI0B-
JIEHHYIO HCIIOJIb30BaHMEM OCHOBHBIX KJIMIIE «Y€PHOU MallMHEPUU»S.
3agzeiicTBys BooOpaxkaemoe, OObIrpbiBaoliee (aHTA3UU O 3aToye-
HUU, >KECTOKOM OOpalleHuu ¥ YyBCTBEHHOCTH, UTPOBas FOTUKA 3KC-
IJIyaTUPYET LI€JIbli PsifL JIMTEePaTyPHbIX KJIMIIE, IPONYLIEHHBIX YePe3

34 «B OTBpalleHUN eCTb YTO-TO OT HEYAEpP)KHMOTO M MPAyHOro GyHTa yesioBeKa
MIPOTUB TOTO, YTO IyTaeT €ro, IPOTUB TOTO, YTO yIPOKaeT eMy M3BHe WJIN U3~
HYTPH, 110 Ty CTOPOHY BO3MOYKHOTO, TIPUEMIJIEMOTO, MBICJIUMOro BoobIIe. |...]
B ucnyre orBopaunBaetcs. C oTBpaujeHreM oTkasbiBaercsl. [...] Ho B To ke ca-
MOe BpeMsI 9TO IBIKeHIe, Pe3K0oe, CIIACUTeIbHOE, IPUTSATUBAETCS K 9TOMY MHO-
MY, CTOJIb K€ CJIQJIKOMY, CKOJIb U 3arpeTHOMYy. be3 mepeppliek, 3To ABMKeHne
[...] IpUTATMBaeTCs U OTTAJIKUBAETCS! OJJHOBPEMEHHO U OYKBAJIbHO BBIBOIUT U3
ce6s» (mepesog, uutupyercs no Kpucresa, 2003, p. 36).

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

$unbTp PUIBMOB YXKaCOB, y>K€ YCBOMBIIMX 3TU KOJBl. 371€Ch MEPBO-
CTEMEeHHO Ba’keH NPUHIUI «IIPOCTPAaHCTBEHHOIO TOBECTBOBAHUSIYC:
3TO, IPEX/Ie BCEro, OKpy>Kalomas cpefia, KoTopas HalpasJiseT paccKas
Y OYepYMBAET KOHTYPBHI IIPE/JIaraeéMoro OIbITa, aPpEeKTUBHOIO OTHO-
IIeHNs1, Pa3BUBAIOIIErocs B [10JJ06HO 06CTAaHOBKE. MeinyM BUI€OUTPbL
CII0COOEH OIpaBnaTh JiI0OYIO JIOTUKY BbIOOpA [1OAOOHBIX IPOCTPAHCTB!
KJ1an0uia, ceKpeTHble JjlabopaTopuy, ycanbObl, LIEepPKBU, OCTaBJIEH-
Hbl€ TOpoia, TaOMPHUHTDI, MpayHble IIPUTOHBI U ApPyrue 3JI0Belue Me-
cra (Puc. 9). DTu IpoCTpPaHCTBA Y>KACHOTO IpeAHa3HAYEeHbl [1JIs IpU-
HY>KJEeHUs, IPENsITCTBOBaHUS U NOMMKH. OHM TIOXOXH Ha AeKopaluu
POMAaHOB Hyap, B KOTOPBIX 3aTOYEHUE IPEBPAIIAETCS B OAEPKUMOCTD
(Durot-Boucé, 2012, p. 65). Biaromapst apxUTEeKTYpPHOMY MOAXOLY, KO-
TOPBIIl OHU TIOAPa3yMEBAIOT, CUMBOJINYECKIE MOJIEIV TOTUYECKOM JIN-
TepaTypb®’ CTaHOBATCS HIEasbHbBIMU MPUMEPaMH IJsl NPOEKTHUPO-
BAHUS UTPOBBIX YPOBHEMH, MBICMMBIX MCKJIIOYUTEJIBHO MO MPUHIUILY
VIUIOTHEHUS. Tak WUIPbI-XOPPOPH! Mepe3anycKaioT [1epBOHAYaJIbHbIE
OCHOBaHu4 A5 TpeBorut. Onu GopMUPYIOT CETh KAMEP U apeH, Ha KO-

36 Jlon KapcoH, 4en Mmojgxoq K MPOEKTUPOBAHMIO MMAPKOB Pa3BJIEYEHUI CPAaBHUM
C IU3aliHOM BUJEOUTP, TOBOPUT, YTO OAUH U3 CEKPETOB CO3[JaHMs TEMaTU3U-
POBAHHBIX Pa3BJI€KATEJIbHbIX IPOCTPAHCTB (PUBNYECKUX WM BUPTYaAJbHBIX)
COCTOHUT B TOM, YTO 3JIEMEHTHI ITOBECTBOBAHM S KaK 61)1 I‘IpOC&‘{I/IBa}OTCH nus3 l'[pO—
CTPAHCTBA, Yepe3 KOTOpOoe MPOBOAST IOCETUTENs (MM Urpoka). Yepes CBOIO
reorpaduIo U 3JIEMEHTbI, KOTOPbIE €T0 COCTABJISIOT (JaXKe LBETA UJIN TEKCTYPBI)
IIPOCTPAHCTBO MIPETBOPSIET B KU3Hb TO, O YEM XOTSIT paccKas3aTh AU3aiHEPDI.

37 31ech BaKHO, YTO €r0 UCIOJb3YIOT Jaske HayyHO-(PAHTACTUYECKUE UTPbl: HAIIPKU-
mep, Dead Space 2 npepjaraet npogoKUTeIbHbIN 211130/, B LiepkBU (YacTb 4),
Ybsl BHENIHOCTh SIBHO O6paIiaeTcsi K TOTHYEeCKOMY TOIOCY, Jaske HECMOTPS Ha
CBOY (PyTypUCTUYECKUII AU3AMH.

38 TpeBora HENOCPEICTBEHHO CBf3aHA CO CBOMM TEJIECHBIM II€PEKMBAHUEM.
®paHiysckoe Cl0BO angoisse MPOMCXOAUT OT JIATMHCKOTO angustia, B CBOIO
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TOPBIX UT'POKU JIOJDKHBI OYAYT MOTEPSIThCS, 3allyCTUB UTPY. Bee meso
B CTOJIKHOBEHMM CO CT€HaMU: YACTO JIOTUYECKH HUYTO HE yKa3bIBaeT
Ha IOTepIO U Pa3OMKHYTOCTb B 9UPHBIX TPOCTPAHCTBAX.

B cBeTe 3TUX 3aMeyaHUi 06 «UI'POBOU FOTHUKE» — ITTYOOKOM UCTOY-
HUKe, TUTAIOLIeM BUIEOUTPOBOI y>Kac, — SKCTpeMaJlbHasi OTKPLITOCTh
perpeseHTalril KocMoca Kak Oy[TO NelCTByeT HallepeKop ee MOJIHO-
mouusM. Jlaske eciu 3Be3[IHbIil «CETTHHI» CIOCOOCTBYET pa3paboTKe
IM3aiiHa UI'Pbl, COCPEOTOYEHHOr0 Ha OTCYTCTBUU U TPUHYKEHNUHU, OH
10 CBOEMY IIPUHIUITY PEIUTEIbHO TPOTUBOIIOJIOKEH HIee 3aTOUEHNUS,
Jiekalneil B cepAilie Takoro IpeAnpusTs, Kak yxac. HecMoTps Ha omy-
THMBIE CBSI3U MEXJy CEeTTUHIOM Hay4yHOI (PaHTACTUKU ¥ HAPPATUBHBI-
MU paMKaMy, JIeKalllIMU B OCHOBE KYJIbTYPHOUN MHAYCTPUM yKaca, HU
OlHa U3 TaKMX CBA3€l He KajkeTcs o4eBUIHOM. Kak Ke Torma coefuHUTD
IIPOCTPAHCTBO Y>KACHOT'0 M 3B€37JHOE IIPOCTPAHCTBO? MOKET JIM KOCMOC
CTaTh IIOJIHONIPABHBIM IIOBECTBOBATEJIbHBIM IIPOCTPAHCTBOM yxkaca?
YHUKaIbHOE MCIOJIb30BaHNE 3BE3[IHOU IyCTOThI B KaU€CTBE UI'POBOTO
nosist B Tpunorun®® Dead Space (2008, 2011, 2013)*° nesnaet coenyHeHne
KOCMHUYECKOTO U Y>KaCHOT'O BO3MOXXHBIM U TIO3BOJISIET PACCMOTPETh 10~
CJIeJICTBUS 3TOr0 KaK Ha YPOBHE reliM-I13aiiHa, TaK ¥ Ha YPOBHE UT'PO-
BOTO OTIBITA. DTO MO3BOJIUT HaM YBUJIETh, KaK Takue UI'Pbl BBICTPAUBAIOT
IMaJIeKTUKY, CIIOCOOHYIO pa3pelnTh NapaiokC BUAEOUTPOBOTO yKaca
B paMKax Hay4YHOU (PaHTACTHKH, ITPU DTOM HCIT0JIb3YsI KaK pa3 XapakTe-
PUCTHKU OTOGPakeHUsI KocMudecKoro ITpocTpaHcTBa.

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

oyepenb NPOUCXOAAIIEro OT ry1arojia angere (CKMMaTh, CKUMaThes). (Takke CM.
HeMmelKkoe Angst. — [Tpuu. ped.)

39 Mpl He BKimovyaeM cioga Dead Space: Extraction 1o Toi pyu4uHe, YTO €€ reiim-
IJ1eH OTJINYAETCs OT KAHOHUYECKO CEPUU (PesIbCOBBII LIyTEP).

40 Jing 0603HAYEHUS UTP CEPUM MBI GYZeM KUCII0Ib30BaTh COKpaueHue DS u coot-
BETCTBYIOLIUN ITOPSIKOBbINI HOMEDP UTPbIL.
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Dead Space, unu 3Be3IHbIN XOPPOP

B urpe Dead Space Bbl urpaete 3a Aiizeka Kiapka*, MexaHuka, KOTo-
PbIil [OOPOBOJIBHO COTIJIACUJICS OBbITh MPUHSTHBIM B CHACATEJIbHYI KO-
MaHJYy, YTOObl BEPHYTb CBOIO BO3JIOOJIEHHYIO, HAXOOSIIYIOCS HA 60P-
Ty KOCMHAYECKOT0 KOopabJis Kjacca «IJIaHeTapHbIH noTpomuTesnb» USG
«mumypa», KopabJis, CBsI3b C KOTOPbIM 060PBasach, KaK TOJIBKO OH BbI-
e Ha opouTy niaHeTsl Orupa VII Gabysna, ocHoBaHHAs HA MHOTOYHC-
JIEHHBIX 3aMMCTBOBAHUAX U3 pribMOB «Hyxoi» (Scott, 1979) u «Hedto»
(Carpenter, 1982), naeT Ham NOHATb, YTO BHE3EMHON MTpeIMeT, 06HAPY-
SKEHHBIA B TIpolecce 6ypeHus, KpacHsiit O6enuck*?, siBaseTCsl UCTOU-
HUKOM 3apa’K€HNS: OH BbI3bIBAET Y DKUIIA’KA OTBPATUTEJIbHbIE MyTALIUHU,
IpeBpallas €ero 4ieHOB B «HEKPOMOP(OB»*: opraHnyeckrue CBONCTBA
STUX NEPCOHAXKEN CTAHOBSITCS IVIABHBIM MUCTOUYHUKOM y’Kaca B JAHHOMN
cepuu urp. Mirpa otnaeTt Bo/pKHOE XXaHPy «survival horror», nemnas nep-
COHa’)ka Urpoka* He HaeMHMKOM U He 3aKaJIeHHbIM COJITATOM, a WH-
SKEHEPOM, UbM HABBIKM OIPAaHMYMBAIOTCS YIIPaBJIEHUEM amNaparypoil.
Tem He meHee Dead Space Take UCIOJIb3YeT XapaKTEpPHblE [IPUEMBI
Hay4yHO!1 (paHTACTUKH, CBSI3aHHBIE C TEXHOJIOTMSMU OyAYIIETO: «CTa-
31C» M103BOJISIET 3aMOPO3UTh BO BpEMEHU MOHCTPOB U OOBEKTBI, «TEJIe-
KMHE3» — IIePEMECTUTD UX Ha HEKOTOpoe paccTosHue. Ho atu ncesno-
CMOCOGHOCTY, TIOXOXE, HE BJIMSIOT HA BHYTPEHHEE CTPOEHUE UI'PbI KaK
XOppopa. DTH BO3MOXHOCTU MO-TIPEXXHEMY CMEXOTBOPHBI Nepe], Jin-
1JOM MOTYII€CTBEHHbIX U KpallHe MHOTOUXCJIEHHBIX IPOTUBHUKOB, 1aKe
KOT/Ia OHU CJIY3KaT LIeJIsIM FeMMILTIes], [I03BOJIsIS UCII0Ib30BaTh UIPOBOE
OKpY>XE€HME, 4YTOOBI PEaNn30BaTh B HEM UIPOBble 3aaa4u. Crenys J0ru-
Ke XaHpa survival horror, BHyTpeHHue npoctpancTsa Dead Space (3a-
KPBITbl€ IPOCTPAHCTBA, TEMHbIE KOPUAOPBL, 3aIbIMJIEHHbIE MALTMHHbIE
nomelleHus, 1a60paTopuu, 60JIbHULIBI U T. [I.) CONPOTUBJISIIOTCS B3TTISILY
1 MOTYT OBbITh U3y4€HbI JINIIb LIEHOI onacHoi pa3senku (Puc. 10). [Tycts
Y TPyJHAas OJ151 HEIOCPEICTBEHHOTO BOCIIPUATHUS, 3Ta CPeJia NOMYyCKaeT

41 Vims nepcoHaXka — 3TO [BOMHOE NOCBsLeHne Aii3eKy A3uMOBY 1 ApTypy Kiapky.

42 Bo ¢paHIily3ckoM nepeBojie urpbl O6en1ucK CTaHOBUTCS «MOHOIUTOM», HECMO-
TPS Ha TO, YTO OH UMeeT popMmy ABoiHON criupanu JHK. B anrnniickoit Bepcuu
OH Ha3bIBAETCS «MapKep», YTO OJHOBPEMEHHO yKa3blBaeT Ha Mask (6yi), MO-
TUJIbHYIO MIJIUTY U TeHEeTUYeCKUi MapKeT. HecOMHEHHO, PpaHIy3CKUil epeBo],
oTchlIaeT K MOHOIUTY U3 «Kocmuueckon Opguccen» Ctannu Kybopuka (1968), ube
BO3MYILAIONIEE BO3[EHCTBUE, B HEKOTOPOM CMBICTIE, CPOHU 3TOMy KpacHomy
O6encKy, MOCTOSTHHO CBOJIsIEMY ¢ yMa KiapKa 1 ero conyieMeHHUKOB.

43 Ot gpeBHerpeyeckoro nekros, 4To 03HaYaeT «MEPTBBINY, «<MepTBeL». X0Ts hop-
MaJsbHblE acTeKThl MOHCTPOB 3aMMCTBOBaHbI 13 ¢puibma «OHO» KapreHTepa,
XapaKTep PAacIpOCTPAHEHUS 3aPAKEHUS SIBHO HAIIOMMHAET O HEMCUUCIIMMOM
MHO>XECTBE UTP, B KOTOPBIX OCHOBHOH JI€NCTBYIOLIEH CUJION I0BECTBOBAHUS SIB-
JISIETCST MyTallysl B pe3ysbTaTe 3apakeHus], Kak B KJIJaCCUYeCKUX cepusix Resident
Evil (1996), a Taxke Dead Rising (2006), Dying Light (2015) 1 MHOTUX IpyTUX.

44 T'11aBHBIM NIEPCOHAXK UTPHI, Ybsl TOYKA 3PEHMS U TEJIO NPUHAJIJIEKAT TeIMEPY BO
Bpems urpsl (Perron, 2016, p. 152).
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OTHOCUTEJIBHO MPSIMOJIMHENHbIE MepeMelleHus*. Jlekopaluyu Wrpsbl,
pa3fesieHHble Ha OTHEJIbHbIE YYAaCTKH, HAaXOHSTCS B COCTOSIHMM pa3-
PYXH, CMYIIas B3IJISLT, YTOObI HATHETATh «CaCIeHC»* 1 olmymeHne no-
CTOSIHHOM yrpo3bl. HarpoMoxxieHre 06beKTOB U PyUH CO3/1a€T MUKPO-
JIaGUPYHTHI, OTKyZa B JI060M MOMEHT MOTYT IOSIBUTHCSI KOLIMapHbIE
moHCTpbI? (Puc. 10B). Takoi Au3aitH ypOBHE 3aCTaBJIsIeT HEITPEPBIBHO
COXPaHSTh 6AUTEIHLHOCTD. Bosiee Toro, IpUBbIYHbIE UT'POBbIE OPUEHTU-
PBI 3[1€Ch CTEPTHI, Ja’Ke €CJIY TaK Ha3blBAEMBIE ITYHKThI OPUEHTHUPOBKU*®
(Carson, 2000) coxpaHSIIOTCSI B OKPYKEHUH, YTOObI MO>KHO ObLJIO OCO-
3HaTh, 4TO BTO 32 JEKOPaLU BOKPYT. TeM He MeEHee B IIEPBOI U BTOPOU
YacTU CepuM Aaxke He 0603HaueHbl yPOBHU. IlofcKasKky, OTHOCSIINE-
€4 K IU3aliHy YPOBHEH, BCE BPEMS IIPEPBIBAIOTCS: JINLIb PEAKUE CIIE-
Il KPOBU WJIY JIIOMUHECLIEHTHO KPAaCKU CBETATCSI B TEMHOTE, CMYTHO
yKasblBas HallpaBJIEeHHWE, KOTOPOMY HaJlo CJIefoBaTh. [I0JIHOCTBIO OT-
CYTCTBYET Kakonu-11160 uHTepdeiic, CIoCOGHBIN HapYIIUTh BU3YaJIbHYIO
HEIPEPBIBHOCTb UTPbl; HEMHOTHE KJIIOYEBBIE CBEMEHMS BKJIIOYAIOTCS
HEeTOCPEACTBEHHO B IUereTUYecKoe IPOCTPAHCTBO (TaKye Kak MmoKasza-
TeJIb YPOBHSI KU3HU IIepCOHaska Ha ero kombuHesoHe) (Puc. 12). Tospko
CBETSIIAsCSI HUTh AprajiHbl, KOTOPYIO OCTaBJIsIeT 32 CO60¥ KOMOMHE30H
Kiapka, MOXeT IOMOYb €My OTBICKaTh JOPOry B TeMHOTe (Puc. 13).

Puc. 10. ITpocTpaHCTBO, OrpykeHHOE B TeMHOTY, B urpe Dead Space 3 (2013)

45 UrpoBble MPOCTPAHCTBA NIPE/ICTABJIEHBI B BU/I€ CEPUM KaMep U KOPUJIOPOB, M0~
rPy’KeHHBIX BO ThMY, Ubsl CTPYKTypa C TPYIOM TIO/IJJaeTCsl TOHUMAaHHUIO.

46 Kak ykasbiBaeT KappoJul, «CacreHc» CBOMCTBEHEH He TOJIbKO XOppopy. Tem He me-
Hee OH MMIIIET, YTO HTO APAMATUYECKOE HAIIPSDKEHIIE SIBJISIETCS [TIABHBIM TIOBECTBO-
BaTeJIbHBIM 3JIEMEHTOM B 60JIbIIMHCTBE Xoppop-uctopuii (Carroll, 1990, p. 144).

47 Dead Space mpejjaraeT HaujIydIIyl0 PErpe3eHTALMI0 TePaTOJOrHYECKUX Tesl
B CBOeM OecTuapuy, pa3paboOTaHHOM Ha OCHOBE HEeV MaHUIYJISLUN C TeJlaMu
U X BCKPBITHSL.

48 To ecTb BJIEMEHTHI, COIIOCTABMMbIE C PEaJbHBIM MUPOM, KOTODBIE I103BOJISIOT
UTPOKaM J0raflaThCsl, HAXOJATCS OHU B 60JIbHUIIE UM B MAllMHHOM OTCEKe.
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Puc. 11. [IpotuBHUK-MOHCTp (Hekpomop®) B urpe Dead Space 2 (2011)

Puc. 12. Vrpa Dead Space BbIBOAUT HEMOCPELCTBEHHO CBSI3aHHYIO C FeMIMILIEEM UH-
(opmanuio B guereTuyeckoe npoctpanctso. CkpuHmWot u3 Dead Space 2 (2011)

Puc. 13. [I710THOCTh TEMHOTBI, KOTOPOU NNPUXOLUTCS IPOTUBOCTOSITH
B urpe Dead Space (2008).
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[Tomo6HBIN TUII 3aKPBITON CPefibl BCTpeYaeTcsl BO BCeX TPeX BIU-
307ax cepuu. Tak Uiy MHAYe, UCIIOJIb30BAHUE HAPSLY C 9TUM 3BE3[-
HOU INYCTOTBI IIO3BOJISET BBICTPOUTb OYEHb MOIIHYIO OUAJEKTUKY
MIPOCTPAaHCTBA. DTU UTPbl HEOOHOKPATHO IPOMUIPBIBAIOT KMHEMATO-
rpaduyeckue ¢pparMeHTsl, KOTOPbIe MTOKA3bIBAIOT BBIXOJ, B OTKPBITHIN
KOCMOC. VIX 11eJ1b, B [IOTIOJIHEHUE K 60JIee TPOYHOM MPUBSI3KE AEUCTBUS
K Hay4HO-(aHTACTUYECKOl paMKe, 3aKJII0YaeTCsl B TOM, YTOGBI BOC-
CTaHOBUTb JIMHAMUKY, KaK IIPaBUJIO, CBOMICTBEHHYIO IIPOCTPAHCTBAM
y>XacHOTO. DTU KuHeMaTorpaduyeckre ClieHbl HarHeTaloT Hampsike-
Hue, TeM 6oJiee CUJIbHOE 6Jarofiapsi 3KCIIPECCUBHOMY CO€IUHEHUI0
OTKPBLITOTO U 3aKpBITOro. Tak, B IEPBOM 3IU30AE IIPUCYTCTBYIOT CLiE-
HBbl B HEBECOMOCTU U BBIXOZbI B KOCMOC, KOTOPBIE HAa CAMOM JIeJle HE
BJIMSIOT Ha FE€UMILJIEN, IOCKOJIbKY UTPOK OFPAaHMYEH B CBOUX II€pEME-
meHnsaxX. O4eHb XOPOLIM IPUMED — NIPOUTPHILI B DNNU30[¢€ 4, 110 X014y
KoToporo Kyapk fosskeH HarHaTh KAGUHY C OTHECTPEJIbHBIM OPY>XKUEM
«Mmumypsl» (Puc. 14): Ha caMoM [fieJie 111 3TOro JOCTaTOYHO IPOCTO
CNefioBaTh 10 IIPOXOLY BOJb KOpIyca Kopab6is. ViIrpok MoxeT nepe-
CKaKMBaThb C OJHOU CTEHBI Ha APYTIyIO, HO €T0 JBUKEHNE OCTAETCS JIN-
HeitHbIM. HauuHas ¢ Dead Space 2 reiimIuieil B HEBECOMOCTH YIyd-
IIaeTcs, ¥ €ro BO3MOXKHOCTH paclIupsitoTes. Dnusog 7 (Puc. 15) mapur
BO3MOXHOCTb Pa3HOHAIPABJIEHHOTO IBWXKE€HUS. Kiapk foskeH pas-
BEPHYTb TPU COJIHEUHbIE 6aTapeu, IUTaolye ropoa-ocTpos (Meznyay),
Ha KOTOPOM IPOUCXOOUT JeicTBUe Urpsl (Puc. 16). IMeHHO BO3MOXK-
HOCTb pa3BOpadmMBaThcs Ha 360 rpasycoB MMO3BOJSET PENPE3EHTALUN
KOCMMYECKOT0 IIPOCTPAHCTBA HAKOHEL, MAaTEPUAIN30BaATLCS B ITOJIHON
Mmepe.

Puc. 14. Beixoz B KocMoC Ha kopryc «mumypel» B urpe Dead Space (2008)
BO3MOXHOCTbL YIIPaBJISITh NEPCOHA)XaMU OT IMEPBOTO MU OT

TPETBHETrO JINIA B TPEXMEPHOM IPOCTPAHCTBE OCTAETCSI OTHOCUTEJILHO
PeIKOI1 B BUZ,EOUTPax (UCKJII04as MOABOMHbIE CLieHbI B 3D-Urpax), XoTs
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Puc. 15. PazHonanpasieHHoe aBuwkeHue B urpe Dead Space 2 (2011)

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

CHUMYJISITOPBI TIOJIeTa (CTAHJAPTHbIE UJIM BIMCAHHbIE B CETTHUHI Ha-
y4HO! (PaHTACTUKM) OOBIYHO MpeaaraoT 360-rpagyCHbIN reidMIIein
C TOJIHOM CcBOGOMOIT BbIOOpA HamnpasseHuil. Bpouem, urpa Dark Void
(2010) mpeBpaTMa 3TO B YHUKAJbHOE KOMMEpPUYECKOE IpeJIoKe-
Hue*, BBeJs NOAOOHYI0 MEXAHUKY B caMoM Hadaie (Puc. 17) u cuenas
€e MOCTOSIHHOY, HauMHas ¢ Bnu3ona 6. banskui nogxom MOKHO YBU-
IeTs B urpe Shattered Horizon (2009) 1, B MeHbIIe# CTENIeHU, B UTpe
Vanquish (2010), B cieHe B HeBeCOMOCTH (AKT 6, muccus 5)%.

49 TlaparekcT, CONPOBOXIAONINI (PaHIy3CKOe U3JJAHUE UTDPBI, YTBEPKIAET, YTO
3TO «TIePBBII MOJHOCTHIO CBOGO/IHBIN SKIIEH /IIyTeP B TPEXMEPHOM TPOCTPaH-
CTBE», KOTOPBI IIPUBHOCUT «HOBYIO IMHAMUKY B BUL,EOUTPY>.

50 Karomy cimcKy MoskHO 06aBuTh Gravity Rush 1and 2 (2012, 2017), Adrift (2016)
u Prey (2017).
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Puc. 17. Cuumok u3 urpsl Dark Void (2010)

Puc. 18. Kopabsb Ha op6uTte Tau Volantis B urpe Dead Space 3 (2013)

J71s1 TOro 4TO6B! UX UTPHI elle 6osiee YCIemHO MOOUIN30Bau ad-
(exThl UTPOKOB, pa3paboTyuku u3 cryguu Visceral Games nocrenen-
HO BBOZAT B Dead Space nuanekTHUKy Ha OCHOBE IIPOTHUBOIIOCTABIEHMS
pacmupeHus U cxarusi. OCO6eHHO 3TOMY CIIOCOOCTBYET BO3MOXHOCTD
pas3BopavMBaThCs B HEBeCOMOCTH Ha 360 rpagycos. HecMoTps Ha 6osee
paccabyieHHBli, B yiep6 ykacamolieMy xapakTepy cepuu’® refmieit
B 1]€JIOM, OJIH MPOJOJIKUTENIBbHBIN npourpsiil B Dead Space 3 ucnosib-

51 TpeTbs 4aCTb CEpUM OTKA3bIBAETCSI OT OTPAHUYEHUI, CTPYKTYPUPYIOIIUX IeiiM-
1€l B IBYX MPeIpIAYIINX IIM30/1aX, B TI0JIb3y 60JIee YCTONYMBOTO PUTMA UTPHI,
JeiCTBUE B KOTOPOI OCHOBLIBAETCS HA U300M/IMK pecypcoB. Kpome Toro, B urpe
GoJIbIIe BPAroB, YTO 3HAYMUTENILHO MEHSET refiMIuleii, mpespamas Dead Space,
HECMOTPS Ha ero CeTTHHT M MKOHOTpaduio, CKopee B MyTep (CTPEJISIKY), Yem
B CypBaiiBajl (UIPy Ha BbDKHBaHMUE).
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3yeT MOJOGHbBIA IPOCTPAHCTBEHHBI KOHTPACT AJIs1 CO3/laHus 6ojiee
HAIPSDKEHHOTO UTPOBOTO OMBITA. Bech YETBEPTHINM BIM30[ [aeT Ham
BO3MOXHOCTb IPOYYBCTBOBATb AUHAMUYECKOE COOTHOIIEHUE MEXKIY
6€CKOHEYHOCTbI0 KOCMUYECKO! MYCTOTHI U 60Jjiee YeM TPEBOSKHBIM 3a-
TOYeHHeM. XOTSI KOHTEKCT UCTOPUY CHOBA U3MEHUJICS, UHXeHep Kiapk
OTISITh OKa3bIBAETCSI B OTKPHITOM KOCMOCE, Y IPUGOPHOIL JOCKU MOZY-
Jisl, KOTOPBII [103BOJIIET EMY IepeMeIaThCsl 10 KOCMUYECKOMY KJIaji-
6u1y, 06pa3oBaBuIeMyCsl U3 06JIOMKOB 1 GPOIIEHHBIX Kopabien®?, npei-
¢dyromemMy Ha KOCMUYECKOoil opbuTe BOKpYr IaHeThl Tay BosyaHTuc
(Puc. 18). C ka>kIbIM XOZIOM TIEpCOHaX IIPOBAJINBAETCA B 6€3[IHY Ha Bpe-
Msl, KOTOPOTO XBaTaeT, YTOObI OGPaThCSl OT CBOETO MOJIYJISI K 06JI0M-
KaM KOCMUYeCKOro Kopabsist u co6parb TaM pecypchl. Hu onuH peiic He
06xomuTCs 6e3 BCTpeyu ¢ HeKpoMopdamu, CBOGOTHO GPONSIIUMU 110
KopmycaM Kopabsest (Puc. 19), 1 4paku ¢ cylecTBaMu, KOTOpble PbICKa-
I0T BHYTPU HUX. DTOT [IPOUTPHIII PACTITUBAETCS] HA HECKOJIBKO Yepeny-
fomuxcs ¢as, B KOTOPBIX Opeiid B OTKPHITOM KOCMOCE CMEHSIeTCs pas-
B€JIKOM BHYTPU Kopabiis (Puc. 20). Takol UIpOBOU MPOLIECC BbI3BIBAET
TPEBOXKHBII JUCKOMOPT, B KOTOPBI T BHOCUT CBO¥ BKJIAJ, YepejoBaHKe
PaCUIMPSIOIMXCS U CKUMAIOIIMXCST TPOCTPAHCTB. TeMHOTa B MOJ06-
HBIX MeCTax — OObIYHOE fieJio. TeM He MeHee YHUKAJIbHOCTh UIPOBBIX
JIOKAIU# 3aCTaBJISET epeXkuBaTh ee no-pasHomy. Kaxpas us sokauuit
BOCIIPUHUMAETCS [I0-CBOEMY, HECMOTPSI Ha TO, UTO OHU ITePEXOiAT OfjHA
B JIpyTYyI0. []eJI0 B TOM, YTO UTPOBble OTPAaHUYEHN S B HUX PA3JINYHBL

Puc. 19. [IpotuBHUK (HEKpOMOP®) B X0je KOCMUYECKOU BbLIA3KHU,
urpa Dead Space 3 (2013)

52 DTOT acmekT Wrpbl BHOBb BO3BDAIA€T HAC K CINENUPUKE «yKACHBIX MECT»
(horribilis loci) «yepHOro» (roTudeckoro) pomana, Tak ke Kak u «Mmumypa»
B [IEPBOM 3MM30/€ UM IUIaBy4Yuil ropos Menysa B DS2. Bo Bcex aTux mrpax
MO>KHO BCTPETUTh Pa3HOOODPA3HbEIE TOTUYECKUE «TOIOCHI», BBEJIEHHbIE B Hayd-
HO-(PaHTaCTUYECKU KOHTEKCT: KapKk npoxogut yepes 60JbHULbI, J1a60paTo-
puu, MOPIU, MallIMHHBIE OTAEJIEHKS U IIPOYME MECTA B COCTOSIHUM 3aITyCTEHUS.
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Puc. 20. CueHa pasBeku BHyTpu Kopabss B urpe Dead Space 3 (2013)

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

PagukanpHO pacrnaxupasi 10Jie UTPBl B OTKPBITBIN KocMmoc, Dead
Space pacmartsiBaeT QpyHAaAMEHT XOppop-rerimies obpasua Alone in
the Dark (1992) u Resident Evil (1996). 9Ty urpsl cuenaau CBO€i IiaaB-
HO¥ IBVIKYIIEN CUJION 3aKJIIOYEHUE B 3aKPBITOM IIPOCTPAHCTBE, BIJIOTh
IO TOTO, YTO KaAp M300pa’ke€HUs B HUX OblJI OTPAaHMYEH YCJIOBHOM Ka-
Mepoii ¢ PUKCUPOBaHHBIM (POKYCHBIM PACCTOSIHMEM (M3HAYaJbHO —
M0 TEXHUYECKUM I[IPUYMHAM), YTOOBI ObLJIO IIPOLIE 3aXBaThIBATh UTPO-
Ka Bpacmox (Roux-Girard, 2009, c. 151) B 4pe3BbIYaiiHO OMACHOI UTPE,
B KOTOPO OTpaHUYEHNUE MOJISI 3PEHMS BCETA CBUMIETEIILCTBYET O TPE-
BoXamem npucyrcreuu (Deleuze, 1983, c. 30). Takum 06pa3oM, OTHO-
IeHMS MEXly UTPOKOM U XOPPOP-IIPOCTPAHCTBOM 60Jiblle He paboTa-
10T. Pazpa6oTryuku Dead Space BBOZSIT B UT'PY HOBbIE YCJIOBHUSI, KOTOPBIE,
OyIy4y eJBa HaME4YEHBI B TIEPBOM SIIM30]1€, YCUJIUBAIOTCS, HAYMHAS CO
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Broporo. Dead Space 2 MO6GUIN3YeT KOCMUYECKOE BOOOPakeHNE B €r0
CaMbIX TPEBOKHO-MYYUTEJbHBIX BUAX. B OT/IMYME OT TaKUX UIP-CU-
MYJISIIMA KOCMUYeCKUX uccaenoBanuil, kak No Man's Sky unu Elite:
Dangerous, urpa Dead Space 2 He gaeT BO3MO>KHOCTH (U CPEJICTB) Ha-
BUTAlLIUM, KOTOPble MOXKHO ObLIO Obl PacLiEHUTb KaK IPU3bIB OTIpa-
BUTLCS Ha MIOUCKY MPUKIIIOYEHNNA. DTa UTPa — HE O KOCMUYECKOM 3H-
Ty3ua3me, BO30YXI€HHOM €ro HeOObSITHOI Jajiblo, @ CKOpee O CTPaxe,
KOTODBII OHA BbI3bIBaeT. Ha MeCTO 4apyouemy XapakTepy KocMude-
CKOM MKOHOrpaduu NPUXOAUT OCO3HAHUE CMEPTEJIbHOHN PeasbHOCTH
aroro mecrta (Puc. 21). Bo Bcex Tpex urpax cepuu KocMudeckasi ycTo-
Ta HEM3MEHHO IIPUCYTCTBYET B KAYECTBE YIrPO3bl. B HECKOJIBKUX NPOU-
rpeimax Kiapka efiBa He 3acachlBa€T IIPOMNACTb, BIIOJIHE OTBEYAOIas
OIMCAHMUIO, KOTOPOE MBI C(POPMYJIMPOBAJIM BbIlIE, & UMEHHO — HEHa-
CBITHA$l, TMTAHTCKAasl, OKeaHn4yecKas. ['efimepel 1 reliMepKy OKasblBa-
I0TCS JINLIOM K JIMLy ¢ Tpo0yKpatoumumcs yxacoM. Ero cuna yusau-
BaeTcs Gyarogaps OrpaHWYeHUsIM, BHOBb CO3AIOWIUM HEOOXOANMbIE
yCJIOBUSL AJIs1 UTPOBOTO OIbITA yKacHoro. CoBcem Kak B urpe Adrift,
KOCMOC CYIIECTBYET KaK MECTO HEXBAaTKU: 3aIachl KUCJIOpPOJA orpa-
HUYEHBI, IBUJKEHUSI CTECHEHBI U3-3a OTCYTCTBUS rpaBuTanuu. K crpa-
Xy MYCTOTBI NPUOABJISIETCS OllaceHue CBOOGOIHOro nperida, KOTOPhIi
TOYHO IPUBEJET K YAYyLIbIO. B Mj1aHe Au3aliHa YPOBHEN, OTKA3 OT JIIO-
0011 IOHATHOH CTPYKTYPbI IPEBpaIaeT UTPOBOE IIPOCTPAHCTBO B 30HY,
B KOTOPOH OIACHOCTb MOXKET I'PO3UTh OTOBCIOZY, U3 JI060r0 HalpaB-
JleHud B oxBaTe 360 rpalycoB, 3HaUUTEJIbHO JIajibllle, YeM 00J1aCTb, KO-
TOPYIO TI0Ka3bIBAE€T 3KPaH Urpbl. CTEPTHI BCE «3HAKM Yrpo3bl» (Perron,
2004), no3BosIoOI e CO3TATh OLYTUMOE HaIpsIKEHNE B UTPaX-XOPPO-
pax. HuuTto He mpezBelaeT ONacHOCTb: HU 3ByKOB*, HU TeHel. OnuH
JIMIIb JAaTYMK KMCJIOpOAa Ha crvHe Kilapka IOCTOSIHHO HallOMHUHAEeT
0 BO3MOXHOCTU (paTasibHOTO UCXOna. BMecTe ¢ Mo4BoOi, McYe3arolei
M3-TI0]], HOT T€POsl, PACCENBAETCS M YBEPEHHOCTD B TOM, 4TO OMACHOCTh
MOXKET CKPBIBaTbCSl TOJILKO B TEMHOTE. B 3TOM CETTUHI€ ONBIT CTpa-
Xa pasbIrPbIBAETCS COIVIACHO HOBBIM YCJIOBMSM. B KOHIIE KOHIIOB JaXKe
IIPOCTO NlepeMelleHre B JI060M HalpaBJIeHUH CTaHOBUTCS TaKUM Ke
OIIaCHBIM, KaK MapuIpyT C MPENSITCTBUASIMY, TAE PHILYT MOHCTPHL TeM
HE MEHee cama ujiesl MapupyTa — 3TO BCE €lle UIPOBOE UCIIBITAHUE,
Jla’ke eCJIM 3TOT MapIIPyT pacTBOpsieTCs B pacmupsiomemces: Kocmoce.

[Tomo6HblEe refM-IU3afHEePCKUE pelleHMs] HeSBHO MOITBepXKiaa-
10Tcs B Prey (2017), CTPYKTYpUpYs OTAEIbHbIE aCIIeKThl €€ TBOPYeCKO-
ro BbICKa3blBaHUS. Prey — Urpa B CETTUHI€ aJIbTEPHATUBHON NCTOPUN
M Hay4yHOM (PAHTACTUKH, KOTOpas Takxke obOpaljaeTcs K JIBUKYLIUM
cunam yxaca. CoBceM Kak B Dead Space 2, UrpoKy NpUXOLUTCS 10~
CTOSIHHO NMOKUJATh Ipefesbl opouTanbHou ctanuuu (Tanoc 1), 4To6b

53 3ByK MOYTU TOJIHOCTHIO OTCYTCTBYET BO BPEMS BBIXOZJA B OTKPBITBII KOCMOC,
a cayH/l-IM3aiiH MPOAYMaH Tak, YTOObI CAe/IaTh aKLEHT Ha IPUCYTCTBUM TIEPCO-
Ha’ka UTPOKA: €ro AbIXaHUe — CaMblil TPOMKHUII 3BYK, B TO BpPEMS KaK BPaKECKUe
YTPO3bI IOYTU HE CJIBIIIHEL
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NepeEMELATLCS MEXY Pa3jMyHbIMUA 30HaMU. OHAKO LeJu U 3a7a-
YU BBIJIA30K B KOCMOC IIOJIHOCTBIO oT/IndatoTcs. Tam, rae B urpe Dead
Space 6eckpailHMI pa3Max KOCMOCA HCIOJIb3yeTCs, YTOObl BbI3BATh
NapajiokCajbHYI0 MpPadyHyl0 TPEBOTyY, Urpa Prey, HanpoTuB, JBMXKET-
Cs B IIPOTHBOIOJIOXKHOM HaIlpaBJIeHUH, UCIIOIb3YysI 06paTHOE TBHKE-
HUe, KOTOpoe MPeJIoaraioT 3TU BbIJIA3KH, JIJISI TOTO, YTOOB! IIPOJe-
MOHCTPHMpPOBaTh pa3Max CBOEro Iu3arHa ypoBHeN. Kaskablil BLIXO[,
B KOCMOC — 3TO I10BOJI, Pa306paThCsl B yCTPONUCTBE DTOU CTAHIIUHU, MbIC~
aumoii Kak dungeon® (Puc. 22). HecMOTpsl Ha OT[eJIbHbIX OpPOISIIUX
TaM CYILIECTB, KOCMUYeCKoe [IpoCcTpaHCTBO pacCMaTpUBAETCS HE KaK
locus horribilis, a mo4Tu Kak THUXas raBaHb — I10 CPAaBHEHHIO C Tie-
TBOPHO 06CTAaHOBKOM, LIapsIel B CTeHaX CTaHI[UU. B 3TOM urpe Koc-
MOC — 3TO MECTO [JI1 ODUEHTUPOBAHMS B IIPOCTPAHCTBE, B KOTOPOM
MOYTH HUYTO HE TPEBOXUT UTPOKOB. CoOpaHHbIE 3[leCh JaHHbIE Ma-
TepUaIU3YIOTCS, YTOObI IOMOYb UTPOKY COCTaBUTb MEHTAJIbHYIO Kap-
Ty (BHYTPEHHETrO) I10J1s1 UTPbI M YCUJIUTh CBOIO «Tonorpaduyeckyio Bo-
ByleyeHHOCTb»*® B Hero (Calleja, 2006, p. 181). ITo cyTu, orpaHuveHus,
KoTopsle urpa Dead Space BBOAUT, 4TOOBl COXPaHSTh CBOU yyKacaio-
U XapaKTep, 34eCh HENPUMEHMMBI. VIrpOK HE 1€30pUEHTHUPOBAH, HE
OTpaHMUYEH B MOTPEOIEHUM KUCIOPOJa, €ro MapuIpyT efBa JIU 3aIy-
tan%. [I0CKOJIBKY peyb 37iech He upaeT 06 urpe-passejike, Prey moka-
3BIBA€T 3BE3[IHYI0 GECKOHEYHOCTh B MO3UTUBHOM KJIlOYe, Ipecienys
COOCTBEHHbIE LIeJIM B reiM-mu3ariHe. TakuM 06pa3oM, OIBIT MOTPy-
SKeHUSI B KOCMUYECKYI0 HOUb He 0053aTesIbHO CHHOHUMUYEH ONyCTO-
HmeHuIo U norepe. TeM He MeHee TaKOU NOAXOJ, BTOPUT TOMY, UTO y>XKe
ONMCBHIBAJIOCH BBIIIE, [TOCKOJIBKY OH MCXOJUT U3 CXOJHOIO >KEeJIaHMUS:
CBSI3aTh UI'POKOB CO CPeIoii, KoTopast GOPMUPYET UX OMNBIT YYaCTHUSL.
Ho tam, roe Dead Space ycunnBaeT MUHTEHCUBHOCTD CTPaxa, KOTOPBIH
BBI3BIBAIOT €TI0 MHTEPBLEPDI, YEPE3 KOHTAKT C OTKPBITHIM KOCMOCOM,
Prey nosBosser ux ogomMamHuThb. C MOMOMIBIO COGCTBEHHOTO 06bEM-
HOTO M306paskeHns] KocMudeckoe IIpoCcTpaHCTBO, TEM CaMbIM, YUUT
Hac OL€EHMBATDb €O Ha IJ1a3, yJaBJUBaTh Pa3jnius B TOM, KaK CTPYK-
TYPUPYIOTCSI BHYTPEHHME U BHEIIHUE [IPOCTPAHCTBA, U TaKUM obpa-
30M IIOYYBCTBOBATb PAa3HUILY B OIIbITE, KOTOPBII1 OHU NIpeAJjaraoT. 9Ta
CB$13b MEXKY UTPOKOM U IIPOCTPAHCTBOM CTAaHOBUTCS BO3MOXKHOU U 32
npejieslaMy UI'POBOTO OMBITA 6J1arofiapsi OCO3HAHUIO B IOJIHOM Mepe

54 TwunudHas MOJesb NCCIIelyeMOoro MPOCTPAHCTBA B BUjjeonrpax. Yaie Bcero oHa
IIpe/ICTaBJIsIeT COOOM JIAGUPUHT, B €r0 Cep/ilie HAaXOAUTCSl OJHO WA HECKOJIbKO
CYIIECTB, KOTOPBIX CJIe/lyeT MOOEIUTb.

55 Kak ykaseiBaeT Bosibd, HaBUranusi HeCBoguma K lepeMenieHIIo 10 MECTHOCTH.
715 HEro dTO UCCyIeIoBaTeIbCKas IPAKTUKA, KOTOPAs BKIIOYAET CO3/laH1e MeH-
TaJIbHOW KapThl, TIO3BOJISIIONIEEe HaM TTOHSTh, KaK COeIMHSIOTCS UTPOBBIE TPO-
crpaHcTBa. Takum 06pa3oM, CTAHOBUTCS BO3MOSKHBIM IIPUHSITHUE PEIIEeHNUI, YTO~
6bl OPUEHTUPOBATHCS U NpoaBUrarscs gansie (Wolf, 2011, p. 19).

56 Eciu urpoK nepeMecTUTCs CJIMIIKOM JIaleKO OT CTaHIMH, TO PafMalys BCe-TaK1
HapYLIXT €Tr0 UM €€ 3DEHME U MOJKET, Yepe3 KaKoe-TO BPeMsl, yOUTb IepCOHaXa.
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IIPOCTPAHCTBEHHOI'O XapakTepa M300pakKeHUs — 4bU YCJIOBUSI BOC-
IpUATHS (M KOHTaKTa C HUM) OOYCJIOBJIMBAIOT ero apPeKTUBHOE BOC-
npusitTue.

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

K 3Be3nHOM uKOoHOTrpaduu

Ha npumepe urpel Dead Space mbl BUIUM, Kak U300paskeHHUE KOC-
mudeckoro IIpocTpaHCTBa, a B CETTUHIE HAy4YHOU (PAHTACTUKHU, MO-
MMMO CBOETO YBJIEKATEJILHOTO XapaKTepa, 4epe3 CHUMYJISIUI0 CO0-
CTBEHHOU Oe3rpaHMYHOCTU MOXET CUJION IPUBOAUTH B IeiCTBUE
HeraTuBHble ap@ekTsl. CoueTaHne HAay4yHOU (PAHTACTUKU U XOPPO-
pa MO3BOJIsIET PACCMOTPETb, KaK yCTPOeHa UKoHorpadusi, CBsI3aHHas
C XapaKTepPUCTHUKAMHU 3BE3LHON IPONACTH, HE OrPaHUYMBASCH IIPU
3ToM (OpPMasbHON MUMUTALMEN U NMOApakaHUeM aCTPOHOMUYECKUM
nsobpaxeHusM. bosee TOro, 4yBCTBEHHBIN OIBIT, II0JIyYaEMBIH Yepes
ONIOCPEIOBaHHBIN KOHTAKT C TAKOM KOJIOCCAIbHON IPOCTPAHCTBEHHO-
CTbIO, COOTBETCTBYET UTPOBOMY HCIIBITAHUIO, Yb€ CONEP)KaHUE COIJIa-
CyeTCs C OIBITOM BUIEOUTPOBOrO y>KaCHOTO U TaK MJIM MHAa4Ye BHOBb
OKa3blBAETCS CBSI3aHO C 3aToyeHueM. Dead Space OTKpbIBaeT HOBBIN
NyTh [J1s1 OOHOBJIEHMS NMpPUEMOB Au3aliHa YPOBHEH, CTPYKTYypUPY-
I0IMX XaHp survival horror. B xauecTBe anbTepHATUBBI TOTUYECKUM
JIOBYIIKAM UTpa IpeIJIaraeT NpbbKOK B HEBECOMOCTD, Ubs CHJIA CTaJl-
KMBAeT reIMEPOB U T€MMEPOK JIMLIOM K JIMILY CO 3BE3IHOU HOYbIO, HE-
M30€XXHO MPUBOISIIEH B yXKac TeM, CKOJIb OHa OIPOMHA, HEM3MEPU-
Ma 1 HeJlpy>kesto6Ha. BoT ypok, KOTOpbIH HayuHast (PaHTACTUKA MOXKET
MPENnojaTbh BULEOUTPOBOMY XOPPOPY.

B meiicTBUTEIbHOCTU MpeaJjioskeHHas urpou Dead Space nuanex-
TUKA IPUIJIAlIaeT MCCJeN0BaTh IBOMHYIO NMPOCTPAHCTBEHHOCTDb, KO-
TOPYIO reifiM-Au3aiiH peajn3yeT Yepe3 YHUKAJIbHOE B3aUMOIENCTBUE
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C MOBEPXHOCTSIMU WJIM, CKOpee, UX OTCYTCTBUe. MIHTepbepaMm, orpa-
HUYEHHBIM CTEHAMU, MUDP UT'Pbl POTUBOIOCTABJISIET «CKANGOKCHI»®’
cIieJlaHHble U3 TIIYOUHON YePHOTHI, — CBOETO pojia 060JI0UKY, Conep-
Kaliye HabJIoIaeMblii MUP UTphl. B3auMopeiicTBre ¢ MOZEIIMU CTEH
IIPOTUBOIIOCTABJISIETCS [IOJIHOMY OTCYTCTBHUIO Ocsi3aeMoro ¢oHa. Kak
frons scaenae (cueHu4yeckuil ¢gacaj puMCKOro Tearpa)®®, «CKanbokce»
BOILJIOIAET BBIMBICEJI, TECHO NPUMBIKAIOIIMN K pPeajbHOCTH, U 06e-
CIIeYMBaET BO3MOXXHOCTD YIaJIEHHOT'O, OTKPBITOrO B3Iy 6€CKOHEeY-
Horo. OMBIT UTPOKa Ternepb He OrpaHUYeH OOBEMHBIMM CKYJIBITYP-
HBIMU TIPUHLMIIAMU TPEXMEPHOTO o6pasa B BUIEOUTPE, Yeil CTaTyC
06pasza-o6beKkTa® MOATBEPXKAAETCSI BO3MOKHOCTBIO €TI0 IPOCTPaH-
CTBEHHOTO UCCJIeloBaHus. B3aumoeicTBre ¢ 06beMaMy CMOZEINPO-
BaHHBIX 3aKPBIThIX IPOCTPAHCTB NPOTUBOIIOCTABJISIETCS] BOCIIPUSITUIO
BCeil IIPOTS)KEHHOCTH 06pa3a B 11€JI0M, KaK B 3IIU307]aX UTPHI B OTKPbI-
TOM KOocMoce. Takoe coelMHeHNEe OTKPBITBIX U 3aKPBIThIX IPOCTPAHCTB
MEHSIeT caMy Iapajiurmy BOCIpUSITUS. BeI6Op 3Be30HOIT UKOHOTpaduu
pacnaxuBaeT MPOCTPAHCTBO WTPHI, MpPEAIosaras BOCIPUSITHE CKO-
pee pazmaxa, HeXXeJiu onpeeIeHHOro oobeMa. [JIaBHbIM UCTOYHUKOM
BalIMX OTHoueHuit ¢ KocMOCOM OKa3bIBaeTCs ero MycToTa, 4YTO HaMm
U npejiaraet oueHuTh urpa Dead Space. OTKpbIBast BUAEOUTPOBOMY
y>Kacy AOCTYI B 3Be3][Hble IPONACTH, HayyHast GaHTACTHKA II03BOJISIET
[IPEBPATUTh CTPAx MYCTOTHl B 3CTETUYECKUU OIIBbIT, TPEBOCXOISIINI
HETOCPEAICTBEHHOE OTHOIIEHNE MEXY UTPOiil U UTPOKOM: TEMePh 3TO
yIPakKHEHUE B OlleHKe JaHHBIX, KOTOPble BU/IEOUTPOBOI 00pa3 npe;-
JlaraeT BallliM YyBCTBaM.
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MEPEBOQOLI

MbITKA, UTPA Y YEPHBIN OIIBIT
Aapon Tpammen

[TepeBon Anensl BopoHbKO

[TepeBog, BbinosiHEH Mo nybsukanuu: 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/

Annomayus: B 3TOM 3cce pacCMaTpPUBAETCS, KaK OMNBIT YePHOKOXKUX JII0-
Ilel, MPOUCXOASIUX OT paboB B CeBepHOI AMepuKe!, TOMOTaeT HaM Iepe-
OCMBICJIUTD OIpenesieHre Mrpel, KOTOPOE€ B 3HAYUTEJIBHON CTENEHU OC-
HOBBIBAJIOCh HA MHEHUM y4eHbIX U (puaocodos, paboTaBMIUX B paMKax
6eJjlofl eBPOIIECKON TpaAuLMuU. DTa TpaauLus Urpsl, Haubosee MUPOKO
TEOPETUINPOBaHHAS TOJIJIaHACKUM KHCKYCCTBOBEIOM I;IOXaHOM XénsunH-
ro#i, ppaniy3ckum conuosorom Poxxe Kaitya, mBeijapCKUM IICUX0JIOTOM
JKanoM IMuaxxe u HoBozenaHgueMm bpaiianHom CaTToH-CMUTOM, TPAaKTyET
WUTPy B OCHOBHOM B IIO3UTHMBHOM CMBICJIE U YTBEPXKAAET, UYTO OIPEEIICH-
Hble IIPAaKTUKH, 2 UMEHHO IIBITKY, SIBJSIOTCS Taby U, CjefoBaTeIbHO, He
MOTYT 6BITh UTPOH. Sl yTBEPXKJalo, UYTO STOT NMOAXOH K rpe 6;1130pyK; OH
CBSI3aH C BbI3bIBAIOLIUM OECIOKONCTBO I7106aIbHBIM AUCKYPCOM, KOTOPBIT
JleJ1aeT OIBIT YEPHBIX, KOPEHHBIX U I]BETHBIX Jogeit (BIPOC?) HeBUIUMBIM.
Jpyrumu cjoBaMu, KOTJja UTrpa ONpedessieTCsl TOIbKO Yepe3 ee MpUST-
Hble KOHHOTALUY, 3TOT TEPMUH BKJIOUAET B CE0SI SNUCTEMUYECKOE NIpel-
[IOYTEHME B IOJIb3Y JIOLEN, UMEOUX AOCTYII K YCIOBUSM fJocyra. Jlei-
CTBUTEJIBHO, MBITKA TIOMOTaeT HapUCOBaThb 60Jiee MOJHYI0 KAPTUHY, THe

1 S ucnomb3yio ppasy «IIpOUCKOAsIINe OT PAGOB», TOCKOJIbKY 9TO dCCE YTBEPXKIa~
€T, YTO MbITKA KaK TPaBMa, KOTOpasi I€PEIaeTCsl OT OFHOTO MOKOJIEHNS K CTIefly-
I0ILIEMY, — YHHKaJIbHAsl 4aCTh 3TOTO CreuuduIeckoro cermeHTa YepHoro omnsita
B CeBepHoil AMepuKe. § mpefJaraio CUMTaTh 3TO Hayasom Gosiee ober anuc-
KyCCHM O TpaBM€ B COOOIIECTBAX YEPHBIX, KODEHHBIX U LBETHBIX IMOMYJISLNN
BO BCEM MUpe€, CTaJKUBAIOIIMXCS C PAcOBOM AMCKpUMMHaLMeld. HecMoTps Ha
TO YTO DTOT KOHKPETHBIN OTBIT — KJIIOU€Basi YaCTh aHaM3a, OCYHIECTBIISIEMOTO
B 3TOM 3CCe€, 51 OJJHO3HAYHO YTBEPKJAIO0, YTO 51 HE JIyMalo, YTO NMPOUCXOXKIEHNE
OT paboB — 3T0 nmpuHUuMNuanpHas yacte BIPOC-onbita B CeBepHOU Ameprke
UM BO BceM mupe. TeM He MeHee 3TO TPaJuLMs, B KOTOPOH 51 BLIPOC, U 9TO MO-
TUBUPYET MeHs 06palaThCs K HEH, YTOObI IEPEOCMBICTIUTE OTIpefiesieHue Vrpal.

2 BIPOC pacmmucdpossiBaeTcs kKak YepHsie, Kopennsie, [[seTHeie mogu (Black,
Indigenous, People of Color).
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caMbleé OTBpATUTEJIbHbIE BO3MOXKHOCTU Vrpel paccMaTpuBalOTCsl Hapsi-
Iy C CaMbIMU NIPUSATHBIMU, HO TpaBMa pabCTBa MPU STOM He 3a0bIBAETCS.
[TepeocmbicivBast 3Ty GEHOMEHOJIOTHIO, S CTPEMJIIIOCH [IeTaJIu3UpPOBATh
eme 6oJiee KOBapHbIE CIIOCOOBI, KOTOPBIE MCIIOJIb3yeT Mrpa Kak HHCTPY-
MEHT MOAYMHEHMS. IHCTPyMEHT, KOTOPBIN IPUYMHSET CTOJIbKO Xe 60JIH,
CKOJIBKO U HCLIEJISIET, ¥ KOTOPBIii ObL71 COy4aCTHMKOM CUCTEMHOTO CTHUpa-
Hus BIPOC-moneit us cepst gocyra.

Berynnenue

B 3TOM 3Cce paccMaTpuBaeTCd, KaK OIBIT YEPHOKOXKUX JIIOIEN, MIPO-
HucxXonsmux oT pa6oB B CeBepHOU AMepuke, IOMOTAaeT HaM Iepeoc-
MBICJIUTh OIpenesieHue Mrpel, KOTOpO€ B 3HAYUTEJIbHOM CTENEHU
OCHOBBIBAJIOCh HA MHEHUHU YUYEHBIX U (pUI0CO(POB, pabOTABIINX B paM-
Kax 0eJiofl eBpONeiCcKON Tpaauluu. DTa Tpaguuus Mrpel, Haubosee
IIMPOKO TEOPETU3UPOBaHHAsA TOJUIAHICKMM HMCKYCCTBOBENOM Mo-
XaHOM Xé€N3uHroy, ¢paHuysckum couuosnorom Poxe Kaitya, mBeii-
uapckum mncuxonorom JXanom Ilmaxke u HoBo3esaHaLeMm bpanaHoM
Carron-CmuToMm, TpakryeT VIrpy B OCHOBHOM B IIO3UTHMBHOM CMBICJIE
Y YTBEP)KIAET, YTO ONPEIEJIEHHbIE PAKTUKY, & UMEHHO IbITKH, SB-
ng10TCs Taby 4, Cle0OBAaTEIbHO, He MOTYT ObITh UTPOIL. S yTBepXKalo,
YTO 3TOT MOAXOJ, K Mrpe 651M30pyK; OH CBSI3aH C BBI3BIBAIOMIUM bec-
MOKOMCTBO IJ106aJIbHBIM JIUCKYPCOM, KOTOPBIH J€JIaeT ONbIT YEPHBIX,
KOPEHHBIX U LBeTHBIX Jogel (BIPOC) HeBuauMBIM. [IpyrUMu CJ0Ba-
MU, KOrga Mrpa onpegnensercs TOJbKO 4YEPE3 €€ NPUSITHbIE KOHHOTA-
L[14, 3TOT TEPMUH BKJIOYAET B Ce0s1 DIIUCTEMUUYECKOE MPENouTeHre
B II0JIb3Y JIIOJEHN, UMEIOMX JOCTYI K YCJIOBUSAM Hocyra. JleincTBu-
TeJIbHO, IIbITKA [IOMOTAaeT HAapUCOBATh 60JIee MOJHYIO KapTUHY, THE ca-
MBbI€ OTBPATUTEJIbHBIE BO3MOKHOCTU VIrpbl pacCMaTpUBAIOTCS HApPALY
C CaMbIMU NIPUSITHBIMU, HO TPaBMa pabCTBa [IpY 5TOM He 3a0bIBa€TCSL.
[lepeocmeicINBast 3Ty (PEHOMEHOJOTHIO, 1 CTPEMIIIOCh IEeTaIU3UPO-
BaTh elle 60jiee KOBAapHbIE CIIOCOObI, KOTOPblE MCHOb3yeT Vrpa Kak
VHCTPYMEHT NOJYMHEHNS. IHCTPYMEHT, KOTOPbIN IIPUYMHSET CTOJIb-
KO >Xe 60JIM, CKOJIBKO U MCLeJISIeT, U KOTOPBIN ObL71 COy4YaCTHUKOM CU-
ctemHoro crupanus BIPOC-mopeit u3 cepsl gocyra.

B HacTosimee BpemMst 11 3TOH paboOThl CYLECTBYET OCTPBIN CO-
1ManbHbIM umiepatus. [IpotecTs! Black Lives Matter, koTopble 6bLI1
OPraHu30BaHbl 110 BceMy Mupy Jjietom 2020 roma, OTKPLITO FOBOPAT O
TOM, KaK cTupaHue BIPOC-mntozneii 13 6€eJbIX COLMabHBIX IPOCTPAHCTB
B CeBepHOIl AMepuKe MPOJOJDKAET MOLUYMUHSThL Liejible COOOLIeCTBa,
yrposKas MbITKaMU, HACUJIMEM U YEM-TO elle Xyamunm. [IpakTuku, Ko-
TOPbIE PA3IeJISIOT U UCKJIIOYAIOT 3TU COOOIIECTBA, TOJIbLKO YCYTIyOIsi-
10T npobsemMy. Ilo 3TOil NpuyuMHe S YTBEPXK[AIO, YTO B HACTOSLIUN
MOMEHT KpalHe Ba’XHO I1€PEOCMBICJIUTL MOJAUTUKY Mrpol. Hesep-
HO MCTOJIKOBBIBasl MIrpy Kaxk M3Ha4ajabHO XOPOUIYIO MJIY MO3UTHUBHYIO
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JeSITeJIbHOCTb, TPAJUIMOHHbIE MOAXOAbl TOXKE CTAHOBSTCS 4aCThIO
9TOU NPOGJIEMaTHUKH; B KOHEUHOM CYeTe OHU MPOBO3IJIALIAIOT, GYATO
T€, y KOT'0O €CTb JOCTYII K IOCYTY, 3aHUMAIOTCS AE€ATENBHOCTbIO, KOTO-
pas B 1IeJIOM [MO3UTHBHA, KOHCTPYKTHBHA U T0Jie3Ha. YTOGBI 0CBOGO-
IUTb MECTO KakK JIJIsl TEX, KOTO Mrpa yrueTaer, Tak u [j1s1 Te€X, KOro oHa
BO3BBILIAET, MBI JOJIKHBI CPOYHO IIEPEOCMBICIIUTD CaMO OIIPELEJIEHNE
Urpsl. ITocTynas TakuMm o6pa3om, Mbl OCO3HaeM, Kak MOJauTHKa Urpsl
K TOMY >K€ C03/1ajia YCJOBUS [JIs1 TOKCUYHBIX COOOIIECTB, MPOIBETa~
IOIMX B IIPOCTPAHCTBE anubu, KOTOpoe oHa obecrevynBaeT. B KoHIe
KOHLIOB, «T€MEpreuT», «ajbTepHaTUBHbIE NPaBble», UCIOJIb30BAaHUE
CTEPOMJOB B CIIOPTE UM BCEBO3MOXKHBIE PUTYyajbl NELOBIIAHBI TOXE
B KAKOM-TO CMBbICJIE MPOU301LIY OT Vrpel. Tpaguuins 4epHOKOXUX JII0-
Ileii, MPOUCXOJALINX OT paboB, KOHKPETHO IT0KAa3bIBAET, KAK Mbl MOTJIU
Obl UCIIOJIb30BATh DTU Tparudeckue MOMEHTH! VIrpbl, 4TOObI IPUHSTD
MEHee OUMCKPMMUHUDYIOLIEE U K TOMY K€ pelapaTUBHOE OIpenese-
HUE 3TOTr0 TEPMUHA.

[TyTh K 60JIe€ MHKIIO3UBHOMY H3y4yeHUI0 VTrphl Gbl1 HEPOBHBIM.
C 3TOM LI€JIbIO S CUMTAIO [10JIE3HBIM OTAEJIUTb U3yUYEHUE UTP OT U3yde-
Hus Urpel. Uccnegoanus urp (Game Studies) — 6osiee mosonast 06-
JIaCThb, KOTOpasl ONIMPAETCs HA MHOTME KaHOHWYECKUE MCCIIeJOBaHMs
Vrpel — 6bL1M 6oJiee MPOAKTUBHBIMU B PeIIeHUH NPO6JIeMbl MHKIIIO-
3UBHOCTHU. §] corsiaceH c onjeHKou npo6siemsl Kunonns! I'peit: «Cieny-
eT o6pamarb 0co60e BHUMaHUE Ha TO, KAK UMEHHO TeXHOJIOTUSI MOOU-
JIU3yeTCs AJIs BBIIIOJIHEHUS [TPOEKTa IIPEBOCKOACTBA GEJIbIX MY KUMH»
(Tpeit, 2020, Bcrynnenue). Ilog TeXHOIOTUEN B TEOPETUIECKOM CMBIC-
Jie 3[leCh MOJIpa3yMeBalOTCs UIPhl. VIrphl MO3BOJSIOT UTPOKaM GIup-
TOBaTh C IPUSATHBIMU aCIIEKTaMU IIPEBOCXOMCTBA GeJIbIX, IPEeIOCTaB-
JIS1 UM BO3MOXKHOCTb 3aHMMAaTbCs TeM, 4To JInza HakaMypa HasblBaeT
«TypusmMoM ugeHtTuyHocTu» (Hakamypa, 1995), u Tem, uto Oasup Jle-
OHAapJ, CUNTAET «UCKYCCTBOM I[M(PPOBOro rpuMUPOBAHMS 1107, YEPHO-
KOXXUX ucnosHuteneit» (Jleonapn, 2006, c. 87). PeripesenTaijus umeer
60JIbIIOE 3HAYEHUeE TJI 9TUX YYEHBIX, a TaKKe JJI IPYruX, TAKUX KaK
IxeHHudep MankoBcku u Tpeaanzpea M. PyccBopM, KOTOpble BU-
ISIT HENIOCPELCTBEHHYIO U INPSIMYIO KOPPEJISILUIO MEXAY TEKCTOBBIM
copep>kaHUEM WUTP U NOBCELHEBHOU NOJUTUKON reimepos (MaJjkos-
cKku U PyccBopwm, 2017, c. 3). DTu Teopun pacCMaTpUBalOT NWHKIIO3UB-
HOCTb Kak Ipo6JjieMy reiiMepoB, UTP U NIPOoliecca UTPbl — HO YTO, €CJIU
OHU CJIMIIKOM cllenu(PUYHBI? DTO 3CCE HANIPABJIEHO HA PACCMOTPEHUE
TOrO, KaK 3TU UJEH, NOJTyYEHHBIE B PE3YJIbTaT€ UHTEPCEKLMOHATIbHOTO
aHaJIu3a Urp ¥ reiMepoB, MOTYT ObITh YUTEHBI, €CJIN OHU IPUMEHSI0T-
Cs1 B [IEPBYIO OY€pPeb K [IPAKTUKE UTPBI.

[Tpo6siema MHKJIIO3UBHOCTU B UI'paxX, KOTOPOUN 3aHMMAIOTCS YII0-
MSIHyTbI€ BBbIII€ Hay4YHble MCCJIEJOBAHUS, SIBJISIETCS CUMITOMOM 60-
Jlee KPYIHOU Npo6JieMbl B UCCENOBaHUAX Mrpbl, Ha KOTOpblE 3THU
TPYIpl onuparoTcs. YTo6bl 06paTUThCS K MpobyieMe MHKIII03UBHOCTU
B MICCJIEJOBAHUSIX VIrphl, B 9TOM 3cce OyAeT 3aJefiCTBOBAHO elle OJHO
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Taby — OHO IIONBITA€TCSl GPOCUTH BBI3OB U JIEKOJIOHU3UPOBATh Oe-
JIYIO €BPOIIEMCKYIO MBICJIb Yepe3 TEOPHUIO U SI3BIK, UCIOJIb3yeMble Ge-
JIOU €BPOIIENCKON KPUTUUECKON Teopuen. I1yCcTs s 1 BOCXUIAIOCh pa-
60TaMU TaKUX TEOPETUKOB, Kak CamaHTa BiskMoH u TpeaaHgpea M.
PyccBopM, AE€MOHCTPUPYIOMINX, KaK SI3bIK «MUKCTEHNIIa» MOXET ObITh
MCII0JIb30BaH JJIsl TOTO, YTOOB! BEPHYTh YEPHOKOXKUX KEHIMH Ha L1eH~
TpaJIbHOE MECTO B HappaTuBe 06 UTpax, CTPeMSIIeMCs IPEYMEHbIINTD
ux BaxkHOCTb (Bs1akMoH 1 PyccBopm, 2020, naparpad 11), s pemaio 6po-
CHUTb BBI30B 6€JI0I €BPOIIEeCKOM HayKe U3HYTPU, 0OPaTHUBLINCH K TOMY,
KaK TeopHsl IBITOK MOXKET MOOYJUTh HAC TIEPEOCMBICTIUTD MOMYJIISIp-
HOe€, HO TaBTOJIOTUYHOE onpepesienue Mrpel. [ledasnbHoe nociencTerue
DTOrO PEIIeHUs] COCTOUT B TOM, YTO OOCYKJEHHUE COBPEMEHHBIX UTP
Y COBpEMEHHBIX PaboT 10 MHKJIIO3UBHOCTH B MCCJIEIOBAHUSIX UTP 3aii-
MET 3[leChb HETUIIMYHO MaJio BDEMEHU, [TOCKOJIbKY 51 6yly cocpeoTa-
YMBaThCSI KOHKPETHO Ha BHECEHUU MCITPaBJIEHUN B paboTy, pofieaH-
HYI0 MHOTMMHU IIOKOJIEHUSIMU 6€JION eBPOIENCKON Teopuu, KOTopas
ucropuyecku uckiwodana BIPOC Ha cBOUX COOCTBEHHBIX YCJIOBUSIX.
CyuTaiiTe MOMM JIMYHBIM TIIECJIABUEM TO, YTO $, YEPHOKOXUI CeBe-
poaMepukaHckuil puinocod U UCTOPUK, MOT Obl TIOCUUTATh BaXKHBIM
Pa3BUBaTh KOHKPETHO 3TO HallpaBJjleHME apryMEHTallUU.

B ocHOBe MO€#l aprymeHTauuy JIEXKUT Cienylomas MpeAnochlyi-
Ka: Teopuu Mrpel, paccMarpuBamwliye €€ Kak KOHCTPYKTUBHYIO U O~
3UTUBHYIO GOPMY JOCYTa, JOJIKHBI ITONBITATHCSI IPUMUPHUTD 3TOT MO~
MEHT c TeM ¢akToM, 4To Vrpa 4acTo BpeiHa, TOKCUYHA ¥ 6€CCUCTEeMHA.
VcTopryecky 5TO TEOPETU3UPOBaHNE UMEJIO MECTO B HECKOJIBKUX 00~
nactax. Moxan Xéi3uHra UrHOPUPYET a3apTHbIE UTPBI HA MPOTSKE-
HUM Bcell KHuru Homo Ludens n3-3a aMoOpayibHbIX KOHHOTAIIWH, C KO-
TOPO#1 9Ta [IeSITEeJIbHOCTb CBSI3bIBajlach B TO Bpems (Xéinsuura, 2016).
Popskep Kaitya uCIosb3yeT TEPMUH «M3BpallleHue» pU 06CyXAeHUN
Tex ¢GopM Urpsl, KOTOpBIE BBI3BIBAIOT ¥ HETO TPEBOTY UJIM HEINPUSI3Hb
(Kaitya, 2001)%. Bcsa Teopus Urpsl XKaHa ITuaske (1962) u JIbBa Beiror-
ckoro (1966) — kak u nocsyenoBaBIIas 32 HEH Nefarorudeckast Teopus
KOHCTPYKTMBM3Ma — OCHOBaHa Ha upee, 4yTo Mirpa — aTO UMEHHO TOT

3 3pech cienyeT OTMETUTh MCTOPUYECKOE UCcyeoBaHne Po3bl Dipenec, KOTO-
poe nuTUpyeT Kputuky Poske Kaitya Teomopom ANOPHO 3a «KpUNTOQAIINCT-
CKU€ TeHIEeHUUN». AIOPHO 6bl1 yoexxaeH, uTo Kailya HeKpUTH4eCKU OTHOCHUII-
Cs K TOMY, 4YTO OH 4acCTO CYMTAJI [10 YMOJYAHUIO «ECTECTBEHHBLIM IIOPIIKOM»
(Eldepes, 2014, p. 9). HecMOTps Ha TO YTO S COTJIACEH C DTON KPUTUKOM, 5 3aHU-
Malo [ABOMCTBEHHYIO MO3ULMIO 110 OTHOIIEHUIO K MOJIUTUYECKUM YOEXKIEHUIM
Kaitya n gpyrux nccnepmosareneil VIrpel, onMcaHHbIX B 3TOM 3cce. S Beplo, 4To
TeopeTusanysi Vrpel, BEIMOHEHHAs] 3TUMU QUIypamy, NpobieMaTuyHa JIUIb
HACTOJIbKO, HACKOJIbKO CUJIbHA UX MOpPAaJjibHAasl MTO3ULIMSI OTHOCUTENILHO KOHIIEI-
uyy. Bo3Bpamasck K TOMY, Kak Virpa MOKeT ObITh IIOXOKEM Ha TIBITKY, «U3BPa-
U_LeHHOI;I» WUJIn npaxe My‘{I/ITeIIbHOI;I B Hall€M KOJIJIEKTUBHOM 3HaHUM, MBI IIp€-
IoTBpamaeM (QamucTCKue, PACUCTCKAE U CEKCUCTCKUE TEHIEHIUH, KOTOpble
IIPOTUBOIIOCTABJISIIOT OEJYI0 KYJIbTYPY, WIU «LUBUIM3ALUIO», U «BAPBAPCKUMI»
€CTECTBEHHbIN ITOPALOK.
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MeXaHU3M, KOTOPbIN CTPYKTYyPUPYET 06yueHue. DT UeH TakxKe OblIn
Yype3BblYallHO Ba’KHbl U B UCCJIEOBAHUSIX UIP. BiusaTesnbHOe Npo-
YTEHUE «Maru4eckoro Kpyra» Xéisunru (2004) Katu Canen u Dpu-
Ka llmMMepmaHa Tak 4aCTO HEKPUTHUYECKU LIUTUPOBAJIOCh KaK CIIOCO0
OOBSICHUTD UTPHl KaK MMO3UTUBHYIO JESITEJIbHOCTh, YTO 3TO MOGYAUIIO
LlImMMmepMaHa IPOSICHUTD CBOIO MO3ULMIO B cTaThe AJ1g Gamasutra rnog,
Ha3BaHMEM «3acocaHHble Marnieckum kpyrom» (Llummepmas, 2012).
MHOXXeCTBO Hay4yHbIX paboT, MOCBSIEHHbIX UI'PaM U 006yYeHUIo, ce-
PbE3HBIM UTPaM, UTPaM U TPAMOTHOCTH, ONIUPaeTcsl Ha Teopuio Urpsl
v no3HaHus [Muaxke u Beirorckoro. Ho urpa He Bcerpa KOHCTPYKTHBHA,
OHa TaKkke MOXEeT ObITh YTHEeTAloleil ¥ TPAaBMUPYIOLIEeH.

HekoTopele TEOPETHUKHU MONBITANIMCh NPUMUPUTD 3TY IPUHLUIIN-
aJIbHO pa3Hble acnekTol Mirpel. Bpaitan CaTToH-CMUT YTBEPXKIAET, YTO
Vrpa — 3TO TepMUH, KOTOPbIN COLEPKUT MHOKECTBO BaJIEHTHOCTEN
Y, TaKUM 00pa3oM, UCIIOJIb3YEeTCS AJ1 JOCTUKEHUS PA3JIMYHbIX PUTO-
puyeckux nesei. OH roBoput, 4yTo Virpa 4acTo CiyXUT IPOABUKEHUIO
MepCIIeKTHBbI, U3 KOTOPOI UTPUBOCTD CBSI3BIBAETCS C IIPOrPeCcCOM (06~
ydeHue vepes Urpy), cyabboii (urpa ciydasi), BaacTbio (Mrpa cropra
Y COPEBHOBAHUSI), UAEHTUYHOCTHIO (PUTYaJIbl IPYIIIOBOM UIEHTUIHO-
ctu), BoobpaxkaeMbIM (Mrpa u TBOPUYECTBO), CAMOCTBIO (UI'PUBBIE YBJIE-
YEHUSs], KOTOPblE IPUBOJAT K UHIUBUYALAU) UJIU JIETKOMBICJEHHBIM
(Mrpa xak mpaspHas, gocyxkas gesrenabHocTs) (CattoH-Cmut, 1997,
c. 8-11). Tem He MeHee, pacCMaTpuBasl Urpy depe3 MpPU3My PUTOPU-
Ky, CMUT IPMHUMAET BCE€ BbILIENIEPEYUCIIEHHbIE PUTOPUUYECKUE TIEP-
CIIEKTUBBI KaK paBHble IO BAMgHUIO. OfHAKO 5 He coryaceH co CMmu-
TOM, U B 3TOM 3CCe 51 YTBep>Kalo, 4To Vrpa cama mno cebe gBJsieTcs
OTHOIIEHMEM BJIACTU. B TOT MOMEHT, Korjia 4eJjIoBEK BCTYIAET B TO,
gyto xynut Batnep (1990, c. xxxiii) Ha3piBaeT neppopMaTUBHBIM aK-
TOM Y NIOCTAaHOBKAMMU, MJIM aKTUBHOUM UTPOM, OH UJIM OHA IPU3bIBAET
Ha ce6s ByacTb Urpel. Kak 3pmech 6yzeT 06bsCHITHCS 60Jiee mogpoo-
HO, TOT aKT IIPe/ICTaBJIsEeT COOO0I1 JKECTOKYIO U HEIIPUITHYIO rPaMMa-
THKY, KOTOpas MPeJoCTaBJsIeT UTPOKY POJIb CYOBbEKTa, a UTPe U BCEM
IPYTMM UTPOKaM B Hell — poJib 06beKkToB. PanukanbHas peHOMeHO-
sorust Irpel cocpeioTaunBaeTcsl Ha TOM, Kak 3Ta Mrpa MoskeT ObITh
MPUYMHON 60711 (B IPOTHUBOIOJIOXKHOCTD YAOBOJIbCTBUIO), ¥ TAKUM 00~
paszom Bo3BpaaeT B LeHTp BHUMaHus BIPOC-HappaTuBsl, cocpeno-
TOYEHHbIE BOKPYT TPAaBMaTUYE€CKUX U HACUJIbCTBEHHBIX aCIIEKTOB UTP
u Urpsl.

TpaBma pa6ctBa B CeBepHOUI AMEpUKe He TOJbKO COXPaHSIETCs
B IIaMSTH Y€PE3 UCTOPUIO, HO M YBEKOBEYMBAETCS B HEKOTOPBIX POp-
max Urpsl. Cpenu caMbIXx MUPUIECKUX U IPOTUBOPEUUBBIX UTP, B KO-
TOpPBIE UTPaJIM MaJIEHbKUE YepHOKOXUeE feTy B CoenuHeHHBIX [llTaTax
o unu nocye ['paskjiaHCKO BOUHBI, 6bly1a «CHpsSdb BBIKJIIOYATEb.»
B aTOll Urpe neTu 3aHMMAaIMCh IIOMCKAaMM CKPBITOrO IepeKJIodare-
Jig, ¥ Halle[IMH ero rojyvasn MOJIHYI0 CBOOOAY [eiCTBUM, 4TOOBI
BBIIIOPOTh JPYI'MX UTPOKOB, TIOKa OHU OTOGMBasiuch. Vrpa okasasnach
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JIIOBOJIPHO KPEIKHUM OPELIKOM [1JIs1 UCTOPMKOB, pACCMaTPUBAOIUX €€
IIOJITOKUTEJIbCTBO B PaMKaxX KYJIBTYpbl paboB, IMOCKOJIBKY IMPOLEecC
UIPHI KaK OYATO CHEeLUaTbHO YCUIIMBAET 60EBble YCIOBUS HEBOJbHU-
yecTBa. BblIo nmpeio)keHo HeMaslo o6bsicHeHUI. HekoTopsle yTBep-
SKJIAI0T, 4YTO MIpa MO3BOJISIIA NETSIM IIPaKTUKOBAThCs M3b6eraTh HaKa-
3aHUs, Ipyrue MpeanosaraioT, YTO Urpa npepJjaraja nopadoieHHbIM
YEepHBIM JETSIM KPAaTKUIl MOMEHT OCBOOOXIEHHUS — TI03BOJISJIa UM Chl-
rpatb poJsb «xo3siuHa» (Kunr, 2011, c. 117-118). O6a 06bsiICHEHUS B KO-
HEYHOM CYETE 3By4YaT HEJIOBKO, [I0CKOJIbKY OHU MBITAIOTCS IPUMHUPUTD
ONBIT HACUJIUS, TIEPESKUTHIN YEPHOKOKKMU, TPOUCXOISIMMU OT pa-
60B, C TOMOIIbI0 Hen36eKHBIX OTCHIJIOK K 6€33a60THOCTU Urpsl. Hacu-
Jiie, U B 0COGEHHOCTH IBITKY, IN60 CBOAUTCS K KapHaBaJIbHOU UHBEP-
CHUY IUHAMUKU BJIACTH, I'le KePTBA CTAHOBUTCS yrHeTaTesieM, JIM60
HacuJIM€ CBOAMUTCS K AUCLUIIJIMHE — TaKTHUKE, [1O3BOJSIOLEN KUTb
B paMKax ee Hen36e>KHOCTHU.

51 onpegensio NBITKY B paMKax Tpaaunuu ®Oyko. Kak mpaxkTuka,
3TO foJrocpoyHas Gpopma JYCLUIIINHBL, KOTOPasi UCIOJIb3YET METOIbI
NPUHYKAEHUS [IJ1S1 IOLYMHEHUS JIIoHeil. DTO oNpesesleHUe SBIISETCS
KJIIOYE€BOHM 4YacTbl0 apryMEeHTalMU JAHHOTO 3CCE, IIe 51 YTBEpPXKIalo,
YTO pacCMaTpuBaTh ApPyTue, 60jiee «<HeBUHHbIE» KOHHOTAI[UU ITBITOK —
MBITKY MeKOTKOM, BIJICM — Kak He4To uHOe, HesKesIu nmopo6Has Gop-
Ma IPUHYXAeHUs, 6b1710 661 OMMOKON. 160 make B CaMbIX HEBUHHBIX
Y IPUATHBIX aKTaX UTPbl Mbl TOHKO JUCLUIIMHUPYEM OKPY>KAIOIIUX,
3aCTaBJisil MX CJE€N0BaTh HersiacHbIM IpaBujiaM. COOTBETCTBEHHO,
s OIpeneJIsiio YOOBOJIbCTBUE B apdeKTUBHOM cMbiciye. Takum obpa-
30M, yIOBOJIbCTBUE — 3TO TO, YTO JBUXKET >KEJAHUEM. YIOBOJIbCTBUE
4acCTO MPOTUBONOCTABJSIETCS 60U, Ipyromy ah@PeKTy Uuanu ToMy, 4To
myuurtenpHo. U IlpiTKa, n Mrpa — 370 npaktuku. OHU NPOU3BOAST
yIOBOJILCTBUE U/NU 60JIb, KOTOPBIE SIBIAIOTCS apdeKkTamu.

B 3TOM 23CCe 4 crienuanbHO YKa3blBalo Ha )KECTOKUE, TUCLUIIIIMHAD-
Hbl€ ¥ MUJIMTAPUCTCKUE IIBITKY, IOCKOJIbKY YYBCTBYIO, UYTO OHU HEJLIO-
OLIEHUBAIOTCS U TAGYUPYIOTCS TP U3yueHuur urp u Mrpsl. C 1pyroi cto-
POHBI, CBS3b MEX/IY IBITKON U YAOBOJIbCTBUEM OblJIa HECKOJIBKO JIy4lIe
TEeOpeTHU3UPOBaHa B paboTe, aHANIU3UPYIOIEH COLMabHbIe TPAKTUKU
B BJICM-coo61ecTBax 1o Bcemy mupy. Mccnenosanus Tyomaca 1. Xap-
BHaliHEHa NOKa3blBalOT, Kak BJICM MOXHO paccMarpuBaTh B Ka4€CTBE
Urpsl (XapBuaiiHeH, 2011), ogHaKo 3Ta CTaThsl — KakK U Ipyrue nojo6Hble
WCCJIEOBaHMS — HE BKJIIOYAIOT BOEHHBIE M JUCLUIJIMHAPHBIE IBITKU
B PaMKU CBOMX ollpeneneHnuii (Baric, 2011, c. 211). DTo nporucxogut noto-
my, uTo BJICM TeopeTusupyeTcs 31ech Kak popma UTphl 10 B3AUMHOMY
corsacuio. MHe KaXXeTcs, 4TO 3TO ONPEMEJIEHNE CTABUT TEJIETY BIIEPEAU
JIOIIAIU; MHOM NOAXO[, K IbITKE, TOHMMAIOIUIi €€ KaK HEUTO, YTO JIUC-
LUIIJIMHUPYET BCeTraa, 6yieT BOCIIPUHUMATh CAMO COTIacue KaK TeXHU-
Ky CMSII'Y€HNS BapBapCKUX TEHIEHIMI IIBITOK.

DTO 3Cce MPU3bIBAeT K HEOOXOAUMOCTH TEOPETUYECKON Iepeo-
LIEHKU TOT0, KaK HaM CJIeyeT IOHMMAaTh BOEHHBIE U AUCLUIIJIMHAPHbIE
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IIBITKY, C UX KOHHOTaLMsIMU 60JI11, 2 He YIOBOJIbCTBUS (1 HE TIPUSTHOMN
6071) — a UMEHHO Kak Urpy, cienys Toil )Xe rpaMMaTHKe apryMeHTa-
1[1Y, KOTOPas [103BOJISIET MOHMMATh Kak Mrpy nbeiTku B BIICM-coo6ie-
cTBe. M make 60Jiee TOro, s BLICTYIIAIO 33 TaKOi1 MO XO, K OIlpeeJIEHUI0
Hrpsl, KOTOPBIII IPEOJOJIEBAET TO, YTO S CUUTAI0 PYyHIAMEHTAIbHBIM
Taby: 4yTo Mrpa sIkoObl HOJIKHA OBITh MPUSITHON, HO HE MYYMTEJIbHOU.
WM Bce-Taku CTOJIb 3HAUUTEJIbHAS 4acThb Mrpel myuurenbHa: ot bJICM
JIO 3aIIOMUHAHUS [IJIMHHBIX CIIMCKOB IIPaBUJl, 10 UCYEPIIAHUS YbUX-TIN-
60 pr3NYECKUX BOBMOKHOCTEH, 10 IPOCTOM UI'Pbl B MOHOMONNIO. DTOT
KaXyILIMNICS NapajoKC — 4TO IbITKA €CTh U Mrpa, u He Mrpa — MoxeT
ObITh paspeieH. [IbiTka — 3TO Me2pa, 1 OHa MHOTO€ TOBOPUT O TOM, KaK
Mrpa pa6oTaer, 4TO6bI HOTYMHSTD U AUCLUIIIMHUPOBATD JIIOAEH.

[Mopxon K VIrpe, KOTOPBIi IPU3HAET, 4YTO OHA YACTO MEPEKUBAETCS
KaK IbITKa, MOKET [IOMOYb HaM JIyYllIe [TIOHSTh, KaK [IPUMEHEHUE 3TOrO
TEPMUHA UICTOPUYECKH UCII0JIb30BAJIOCH IJ1s MCKIIo4eHUs1 BIPOC-mo-
Ie¥, KeHLIVH, TPAaHCCEKCYayloB U HEOMHAPHBIX JIIOAEeN U3 UCTOpuYe-
CKU CJIOKUBIIUXCS GEJIBIX M MYXCKUX TPOCTPaHCTB urpsit. Korpa urpa
TEOPETU3UPYETCH UCKIIIOYUTEILHO KaK yI0BOJILCTBYE, JIIOAY, OKa3aB-
Iyecsl B MEHbIIMHCTBE, BBIHY K €Hbl BBICTABJISATh Cebsl IIOJHBIMU 32~
HyZaMu, TOBOPSI O TOM, YTO UX OIIBIT, HAIPOTUB, ObLJT MyYUTEJIbHBIM®.
VHKmo3uBHas peHoMeHO0I0TUs VIrphl TO/KHA IPOTUBOCTOSITh U TOMY,
Kak Mrpa Bkiio4yaeT (Yepe3 yI0BOJIbCTBUE), U TOMY, Kak Virpa uckioda-
eT (4Yepe3 MBITKY).

HecMoTpst Ha TO 4YTO NMpPUBENEHHBIN BbIIE IIPUMEP MOXET ObITh
MCTOJIKOBAH C IIOMOIIIbIO JIT0601 13 puTopuk Urpel CMuTa, 1uckoM@oprT,
KOTOPBIN 51 OTMETUJI B 9TOM IIPUMEPE, 371€Ch HAIPSIMYIO CBSI3aH C OTHO-
meHreM MeXIy Mrpoi u KyJabTypHOR UOEHTUYHOCTLIO. Mrpa «Cripsiyb
BBIKJIIOYATEJIb» CYLECTBYET IIPEUMYIIECTBEHHO B YCTHOM WCTOPUU
pabcTBa, nepefaBaeMoil YePHOKOKMMU JIIOIbMU U3 [TOKOJIEHUS B M0-
KOJIEHUE, U OTHENAETCSA OT IPOCTPAHCTBA MIrprl Ha UTPOBOY MJIOLWATI-
Ke CerofHsIHero AHs. Ee aydile Bcero paccMaTpuBarh Kak apTedakT
ylesueil 310Xy, KOTOPOMYy TaM U MecTo. OOIIeCTBEHHOE BbITECHE-
Hue «CrpsaTarh NepPeKIdaTeby — 3TO IMPOLECC, TOCPENCTBOM KOTO-
poro nvMHaMHKa UTPbl OJHOBPEMEHHO KOHTPOJIMPYETCS YEPES KYJIbTY-
py u perynupyeTcs.. Kak 1 B ciy4ae cBEpXOAUTENLHOrO HaOII00eHMs

4  Maxn-AHH Pakkomkaey barr m Tomac Anmepsieil yTBEpKHalOT, YTO MOIXOMb
K MHKJIIO3UBHOCTU B UTPOBOY KYJIbTYPE YaCTO BKJIIOYAIOT ACCUMUJISILIMIO B IIPO-
671€MaTHYHbII reTepPOHOPMATUBHBIN MYKCKOH CcTaTyc KBO. S 6bI J06aBUJI K 3TO-
My, 4YTO ACCUMUJISITUBHblE HOPMBbl MHKJIIO3UBHOCTU 4acTO IPeAINoJsaraioor, YTo
YepHble JII0AY JOJDKHBI QCCUMUIMPOBATBCS B O6€JIbli IIOBUHUCTUYECKUI CTaTyC
kBo (Butt and Apperley, 2018, p. 39).

5 PyccBopM TakKe rOBOPUT 06 3TOM B 3CCe 10 UCTOPUU UTP, KOTOPOE OODBICHS-
€T, KaK MICTOPUSI UTP cama Io cebe sIBIsieTCsl GeIbIM MIOBUHUCTCKUM TTPeJIpr-
ATHEM (UJIU, B UX COOCTBEHHBIX C/IoBaX, «BemnbiM. BenpiM. Benbim»). Mictopun
BIPOC-nioneit, pa3paboTYMKOB U JU3AMHEPOB YaCTO PACTBOPSIOTCSI B UCTOPU-
YeCKHX MPOEKTaX, KOTOPbIe TMOMEMAIOT GesblX JU3aiHepOB 1 Pa3paboTIYMKOB
UTP B LIEHTp roBecTBoBaHMs (Russworm, 2019).
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33 YEPHOKOKMMU JIIOIbMU B AMEPHKe Hayasia XX BeKa, UT'Pbl Y4EPHOKO-
SKUX JIeTel TakKe MMOaBJSIOTCS U KOHTpOAupytoTcs. Cnabblil U HeBU-
IVIMBIH, 9TOT KOHTPOJIb 32 VIrpoii 1 cerofHsi Cioco6CTBYET KYJIbTYPHO-
my ctupanuio BIPOC. Takum o6pa3om, B VIrpe, MOCKOJIbKY )XeCTOKOCTb
pabCcTBa HEBO3MOXKHO PasfesiuTh C IPYTMMU, HaM NIPUXOAUTCS pabo-
TaTb C KOHLEMUNEN, KOTOPAsl UMEET OTHOLIEHNUE K IIBLITKE TOJIBKO B TOMN
Mepe, B KOTOPOY MOCJIEAHSAS JOCTABIISET YA0BOILCTBUE.

Bce 3Ty npoBOKAUUM MMEIOT CMBIC] JIMIIbL B TOM CJy4ae, €ciu
MBI ITpU3HaeM, 4TO MbITKA — 3TO ¢popma Urpsl. Drta npobiema Gpuio-
codckasl, a He KaTeropuabHas. [13-3a MHOXeCTBa MPUYUH, COIJIAC-
HO KOTOPBIM AMCUMIJINHAPHAS TBITKA MOXKET WUJIM HE MOXET ObITh
KJaccuuupoBaHa Kak gpopma Mrpel, neppas MojioBUHa 9TOTO 3CCE
MOCBSIIAETCS] PACCMOTPEHUIO JAHHBIX IIPUYMH U pa3paboTKe JIoruye-
CKOU OCHOBBI [IJ151 ee BKJIIOUeHMs B KaTeropuio popmsl Urpel. Bropas
TI0JIOBUHA 3CCE PACCMATPUBAET CBSA3b MEXY IIBITKAMU U OIILITOM Y€P-
HOKOJKUX JIIOJIei, IPOM30LIe AKX U3 pabCTBa, U CIIPAIIMBAET, UYTO 3TOT
OTIBIT MOXET 0O6aBUTh K HallleMy TIOHUMaHUIO VITphl 1 UTP CErOfHS.

[TeiTka — 3TO Urpa

JecsThb geTen NporyJanBalTcs [0 NETCKOM IJIOANIKe, HEIIPUHY KAEH-
HO pas3roBapuBas Apyr c Apyrom. OfuH U3 JeTel NPOTITUBAET PYyKY
IPYroMy U KpuuuT: «Tsl — OHO!» MeueHblil pe6eHOK GpocaeTcss Ha
IPyroro B OTYasSIHHOI MTOMNBITKE U36aBUTHCS OT KJleriMa. Bekope rpym-
11a pacCernBaAETCs, IIOCKOJIbKY HAYMHAETCSI PYKOIAIIHAs CXBaTKa. DTa
urpa HazbiBaeTcs «[ISITHaMIKU», U caMa ee rpaMMaTUKa IPernojaraer,
YTO Jla’ke HeBMHHas Vrpa BrojiHe MOXeT GbITh HACUJIbCTBEHHOMU. Mrpa
IIeJIUT UTPOKOB Ha CYOBEKTHI M 06BEKTHI. Kak TOJIBKO UTPOK ITOMEYEeH,
OH JOJIKEH [IBUTAThCS, YTOOBl M36aBUTHCSI OT METKHU, TOMETUB APY-
roro. Cama OCHOBA 3TOr0 B3aMMOJENCTBUS 3aKJII0YAETCS B TOM, YTO
OJIH UTPOK ObIT HU3BEEH IO cTaTyca JIpyroro, faxe NpocTo 00beK-
TQ; Ha >KaprOHE UTpbl, HDABUTCS BaM 3TO WUJIM HET, OHU — DTO «OHOM.
«OHO» Mogpa3syMeBAET MEHbIE, YEM YeJIOBEK. «OHO» ObIJIO OCHOBO-
MoJIaraloyM B JIEKCMKOHE pacy3Ma WJd Ujeu ITPeBOCXOCTBA 6esoi
pacel B AMepUKe elle 40 AMEPUKAHCKOUI BONIHBI 32 HE3aBUCUMOCTh
B 1776 ropy. CamMa OCHOBA «OHO» OTOXIECTBJISIET YEJIOBEYECKYIO CYIII-
HOCTb C 00BbEKTHOCTBIO, TOCKOJIBKY ATO JIMIIAeT «OHO» OCHOBHBIX ITPaB,
MpeJlOCTaBIsIeMbIX IPYTUM CyObeKTaM, a UMEHHO IIpaBa Ha (He)Co-
racue. HUKTO He JaeT npenBapuTesIbHOrO Ccorjiacus urparh B «I1aT-
HaIIKW» U TeM 6oJiee He JJaeT CBOEro COTJIacusl IPEBPATUTHCSI B «OHO»
B «[IsTHamKax». B aToil npocreimei u3 Gopm Urpsl 06HaApy>KUBaeT-
¢, 9To VIrpa — 9TO He OTHOIIEHUSI MeX 1y cyobekTamu. Hanpotus, aTo
OTHOLIEHUE MeX]y CyObeKTOM U OOBEKTOM.

Pemarnomum CTEP>)KHEM, HA KOTOPOM JEPXKUTCS CBSI3b MEXKLY IIBIT-
KOJ Y UTPOM, SIBJISETCS BOIPOC O cornacuu. Mrpa, Kak yTBEpXKIamoT
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MHOTHE COBPEMEHHbIE TEOPETUKU TelMIn3aliHa, — 3TO OTHOIIEeHUS,
OCHOBaHHblE Ha B3aMMHOM comacuu (Canen u llummepman, 2004,
c. 474; Crenpoc u boymaH, 2018, c. 417). VI3-3a Toro, 4TO coryiacue 3a-
HUMAaeT [EeHTPaJibHOE MECTO BO MHOTUX OlpefesieHusx Mrpel, Ham
MPUXONIUTCS UMETH JIeJIO C MapaZloKCOM, O6bSICHEHHBIM BO BBEJIEHUM,
B KOTOPOM J0GPOBOJIbHAS IJis1 06€UX CTOPOH IBITKA COOTBETCTBYET
onpezesieHuIo Vrpsl, a mbITKa, COrJIacle Ha KOTOPYIO He [aBajoch, —
HeT. [IpuMepsl, KOTOPbIE TPUBOJISITCS /1711 0O0CHOBAHMSI 9TOTO Pa3ju-
yus, noytu Bcerga dopmasnbHbl. OHM CKOpee TOBOPSAT O XXeJIaHWUU TOTO,
KaKou 0osdcHa 6bimb Mrpa, yeM o HabJoieHuuy 3a TeM, yeM Mrpa se-
asemca. IimeT i peyb O COTJIaCUM, KOTA Mbl UTPAEM C KOMITBIOTEPOM,
MJIM KOT'Ia MBI UTPaeM caMu ¢ co6oii? Virpa onocpenyeTcs Ciocobamu,
KOTOpbIE He TaK IIPOCTHI, KaK MOT'YT II0Ka3aThCs Ha NMepBbIi B3k, Ha
CaMOM [leJie OHa 3aCTaBJIsIeT HAC IIPUMUPUTHCS C HACUJIMEM, JieXa-
MMM B OCHOBE GECYMCIIEHHBIX COIIMAJIbHBIX OTHOIIEHU.

OTHoOLIEHUSI B3aUMHOTO COIJIacUsl, CTPYKTypPUPOBaHHbIE yepes
Hrpy, 4acTo paboTaloT C MOMOIIIbIO APYTOro yCjoBUs: 06 Urpe cienyer
nmoroBapuBatbcs. Kak o6bsacHseT Muresb CukapTt, «Mbl UTpaem, 1oro-
BapUBasICh O 11eJ1sIX VIrphl: Kak 1ajieKo Mbl XOTUM PACIIPOCTPAHUTD BIIU-
STHU€ UT'POBOM NIesITEeJIbHOCTH, HACKOJILKO MBI UTPaeM pajiy mpoijecca
Urpe! unu pagu camoBelpaxkenus» (Cukaprt, 2014, c. 16). 3gecs Cukapr
NoMelaeT Ujielo Joropopa BHYTPb KoHUenuuu Vrpsl (play), onupascs
Ha npemecTByomue pabotsl Mecrnepa IOysa, KOTOPbI BMECTO 3TO-
ro CTPEMUJICS JIOKAJIM30BaTh UEI0 JOrOBOpa BHYTPh KOHLUEMNLUYU UTP
(games). Ins FOyna ucxop Bcex Urp OCHOBAH Ha BO3MOKHOCTHU JOTO-
BOPUTHCS, UTO SBJSETCS KJIIOYEBBIM Pa3InyleM MEXY UI'POil U BOM-
HOU. B mo6oM ciyyae, HE3aBUCUMO OT TOTO, CYMTAETCS JIU JOTOBOP
OCHOBOI1 117151 VIrPBl UJIN UTP, BTO OTPpaXkaeT 60Jiee MUPOKOe MOHUMA-
HUE KaXK/I0ro U3 3TUX GeHOMEHOB KaK OCHOBAHHOTO Ha B3aUMHOM CO-
rjacuy. Bo3MOXKHOCTb JJOTOBOPUTHCS IpEAIOosaraeT, YTo UTPOK yBa-
>KaeT ujeu, MO3ULMU U CYBEepeHUTET Jpyroro urpoka. Korma urpoku
IIOTOBapUBAIOTCS, OHM OTHOCSITCS IPYT K IPYTy KaK K JIIOASM, a He Kak
K o6bekTaM. TeM He MeHee CJIUIITKOM YaCcTO B3aUMHBIH TOroBop B Mirpe
OTCYTCTBYeT. [[aBup JIeoHAp YTBEPKAAET, YTO B CIIOPTUBHBIX BUIE0-
urpax, rje npejrnojaaraeMoMy 6eJI0My UTPOKY IpejiaraeTcsl IpUHsTh
POJIb YEPHOKOXETO CIIOPTCMEHA, HO OT HEro Mpu 3TOM He TpebyeTcs
NepesKuBaTh TPaBMy YEPHOTO OIbITA, VIrpa He OCHOBaHAa Ha B3aMMHOM
norosope (JleoHapz, 2004, naparpad 5). Coo61eCTBO YEPHOKOXKUX He
JlaBajio corjacus Ha 3Ty GOpMy TypusMa UAEHTUYHOCTH, ITyCTh, K CO-
>KaJIeHHIo, Takast GopMa «MCKyCCTBA FPUMUPOBAHUS 110], Y€PHOKOKUX
WCTIOJIHUTEJIEN» U ABJISIETCS pacnpocTpaHeHHo# dhopmoit Urpsl. Yto
II0 6os1ee 061Iero CMbICIIA TOrO paszesia, TO B3AMMHBIN JOTOBOP — 3TO
CcKopee ujea’, 4eM HabromaeMas peajibHOCTb UTP U VIrpel ceromHs.

[Ipoyme uccaeqoBaTe u CXOISATCS BO MHEHUH, 4YTO He BCsiKas Mrpa
IIPOMCXOAUT IO 060I0THOMY COTJIACHIO. 371eCh 51 XOUY BbIPA3UTh 6J1aro-
IlapHOCTh 3a paboTy, KOTOpas AEMOHCTPUPYET, Kak Mpenosaraemsele
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HODMBI B3aMMHOT'O COIJIaCHsl, BOCIIEBAEMBIE «Marm4eCKMM Kpyrom
Urpbl», yacTo HapymaoTcs 6ebIMU My>KUMHAMU. B cBO€ll aBTO3THO-
rpauyeckoil cTaTbe Ha 3Ty TemMy DMmMa BocceH ob6bsicHsieT: «K coxxa-
JIEHMIO, M3-3a COBPEMEHHBIX IIPAKTHUK, CBSI3aHHBIX C IIPOLIECCOM UTPHI,
00JIBIIMHCTBO BUJIEOUTD, B KOTOPBIX 51 y4aCTBOBaJsa, BKIIOYaIu MPaK-
THKY, KOTOpble He OBl HU B3aUMHO JOOGPOBOJIbHBIMY, HU MPUSTHBI-
MM, — TaKHMe KakK JOMOraTejbCTBa, OCKOPOJeHHsl Ha I0YBE reHuepa
u noHomeHus» (Vossen, 2018, p. 206). UTo6bI Jy4lle OHSATH, Kak rpa
VICIIOJIb3YETCS B KAYECTBE MHCTPYMEHTA BJIACTHU, MBI JOJDKHBI HA4aTh
C TIpU3HAHUS MOJO6HOTO JUYHOTO OMNbITa VIrphl, KOTOPHIA B IIPOTUB-
HOM cJIy4ae 6bL71 6bI UCKJIIOUEH U3 orpeesieHus VIrpsl, BbIABUTAIOETO
Ha TEPBbIH I1JIaH €€ JOOPOBOJIbHYIO IIPUPOLY.

Moii apryMeHT OonMpaeTcs Ha TPYU IPELIOCHIIKU. Bo-nIepBbIX, OC-
HOBBIBasACh Ha pa6ore Moxana Xéisuuru (Moxan Xéiisunra, 2016),
g yTBEpXKJalo, 4To Mrpa sBisieTcs JO6POBOJILHOM, €CJIU Bbl TOT, KTO
B Hee urpaer (c. 7). Bo-BTOpbIX, onupasch Ha paboTy, NPOAETaHHYIO
Murenem Cukaprom HepaBHO U Knnddopaom ['piieM HCTOPUYECKY, 5T
COTJIaIaloch C TEM, 4yTo Mrpa — ato crocob 6situs (Cukapt, 2014; ['upi,
1972). 11 B-TpeTbUX, 1 UCXOXY U3 IOJOXKEHUSI, U3JIOKEHHOTO B paboTe
Poxxe Kartya (2001), o Tom, uTo Mrpa He 06s13aTesIbHO JOOPOBOJIbHA AJIs1
TOTO0, KeM UrpaioT (c. 52). TakuM 06pa3oM, Ha OCHOBE 3TUX NPEATIOCHI-
JI0K, ecyu VIrpa siBsiseTcst JOOPOBOJIBHOM J1s1 TOTO, KTO UTPAET, HO He
006s13aTesIbHO JOOGPOBOJILHOM JJ151 TOTO, KEM UI'paloT, To Mrpa siBnsgeTcs
Cy6bEKT-00bEKTHBIM OTHOIIEHUEM, 2 HE CYyOBEKT-CYObEKTHBIM OTHO-
meHueM. CiefoBaTesbHO, ecu Mirpa — 3TO CyOBbeKT-06bEKTHOE OT-
HOIIEHNUE, TO IbITKA — 3TO ¢opma Urpel, faxe B €€ CaMbIX )KECTOKUX
1 OTBpPaTUTEJbHBIX POPMax.

Urpa siBasieTcs [o6pPOBOJIBHOMI
(mns TOTO, KTO UTPAET)

[TepBblii MOMEHT, KOTOPBIiT CJIe[lyeT PACCMOTPETh KPUTUYECKH, — 3TO
IOGPOBOJIbHBIN XapakTep Krpsel. Mmes o ToM, 4To Mrpa mo6poBOsbHA,
6blJ1a YaCTbI0 TeOpUM Mrphl ¢ TEX Mop, Kak MoxaH Xéi3uHra Hanucai
Homo Ludens. Xéi13uHra nuiier:

«/Ttak, mpexmae Bcero, Bcskas Vrpa — 9To BOOGPOBOJIbHAS [IE€STEb-
HOCTb. Mrpa no npukasy — 5TO ye He lrpa: B siyyiieM cjydae 3TO
MOXXET 6I)ITI> HaCUJIbCTBEHHOE no,u,pamaﬂne en. O,HHI/IM 9TUM Kaye-
CTBOM CBO6OABI VIrpa oTAessieT ce6s OT X0la eCTeCTBEHHOT0 MTpoLec-
ca. DTo YTO-TO J06ABJIEHHOE K HEMYy U PAacIpOCTEepPTOe Haf HUM, KaK
IIBETOK, YKpalleHue, ogexaa. O4eBUIHO, YTO CBOGOJA LOJIKHA IIOHU-
Marbcs 37eCh B 60Jjiee IUPOKOM CMbICTIE, OCTABJISIIONIEM HETPOHYTOM
dunocodckyo npobsemy geTepMUHU3MA. MOXHO BO3Pa3UTh, YTO
aTa CBO6OMA He CYIECTBYET [JI SKUBOTHOIO U Pe6GEeHKA; OHU JOJIK-
HBbI I/II‘paTb, HOTOMy YTO UHCTUHKT Ho6y>1<,uaeT X K BTOMy 4 HOTOMy
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YTO DTO CJIY>KUT PA3BUTHIO X TEJIECHBIX CIIOCOGHOCTEN U CIIOCOGHO-
CTH K BbIOOPY... [leT! U KUBOTHBIE UTPAIOT, IOTOMY YTO UM HPaBUTCS
UIrpaTh, 1 UMEHHO B 3TOM 3aKJIIOYAETCS UX CBOOOHA» (XéisuHra, 2016,
c. 7-8).

3pech, Korga X€nsuHra yTBepKgaer, 4to Mrpa Bcerga u 1o cyue-
CTBY SIBJISIETCS JOOPOBOJILHOM JeSITeJIbHOCTBIO, OH HEOXKUIAHHO 06pa-
IAaeTCs K UTPe XUBOTHBIX U JeTeil. OH pacCMaTpyUBaeT UMEHHO 3TU
KaTEropuu NOTOMY, 4TO, KaK OH CaM NOJYEPKUBAET, JETU €lIe He pas-
BUJIUA CIIOCOOGHOCTU K PallMOHATIbBHOMY MBIIIJIEHUIO, KOTOPblE€ MBI IIPU-
MYChIBAaE€M B3POCJIBIM JIOASIM. OH OIacaeTcsl, YTO CYObEKTHOCTD AeTeN
Y )XMBOTHBIX MOXET OTJIMYAThCSI OT CYOBEKTHOCTU B3POCJIBIX, U T10-
9TOMY MX, BO3MOKHO, BBIHYKJA€T UT'PATh NHCTUHKT. 30€Ch CTOUT OT-
METHUTb, YTO CPaBHEHME C )KUBOTHBIMU — OJlHA U3 JABHUX TaKTUK Oe-
JIOTO CynpemaTru3Ma, KOTOpas HCIOJIb3YETCS IJIsl OEeryMaHM3aLuu
BIPOC-nogeir. Sl MpoBOXy 9TO CpaBHEHHUE, IIOCKOJIbKY, KaK S MO3XKe
Oyny O6BSICHSITE 60Jiee MOLPOOHO, UepHBIH OMNBIT UMEET 3aMedaTeslb-
HOE CXOJICTBO C OIBITOM VIrpbl. MBI MOXXEM OGHAPYXUTb 3TO CXOICTBO
Y 37leCh — IYCTb U B Ipyroii ¢opme — B CPAaBHEHUU [I€TEH U SKUBOTHBIX
XEN3MHTOM.

OcCTaBUB 5TU CPaBHEHMS B CTOPOHE, 31€Ch BaXHO OTMETUTD, UTO
Xéi3yHra nomemlaeT IPUHLUI JOGPOBOJIBHOCTU B IIPELIIOIOKEHNE,
YTO K&KAbII YIaCTHUK UTPBI ABJISETCS TEM, KTO B Hee urpaet. Ho 4ro,
€CJIY KTO-TO PELINUT, YTO HE XO4ET Urpatb? Bo3bmeMm, K ipumepy, «I1gar-
HAIIIKM», O KOTOPBIX TOBOPUJIOCH paHee. B 3ToM npumepe, ey KTO-TO
HapyulaeT IpaBUJIa UTPBl U PEIIAET HEe UTPATh I10CJIE TOTO, KaK ObLJI 10~
MedYeH, OH BCe PaBHO IIPEBPAILlaeTCs B «OHO». [IpennosioxkeHrne o TOM,
YTO UTPa BCETa SBJsETCSl JOOPOBOJIBHON, UTHOPUPYET BCE Cydaw,
KOIJla Urpa He SBJISETCS NOOPOBOJILHON [J1Sl OTAEJIbHBIX MHIUBUIOB.
Taxkoe mpennosnoxeHue npenjaraeT pajuKajbHO CyObEKTUBHOE BU-
nenue VIrpel, BMECTO TaKOro, KOTOPO€E BCErZa YK€ OrPAaHUYEHO AMHA-
MMYHBIM HaO6OPOM COLIMAJIbHBIX B3AUMOOTHOIIEHUH U omnblTa. «Hapy-
IINTEJIb» BCE €llle y4acTByeT B Virpe, jaske ecju He y4acTBYeT B Urpax®.
[Tpusnasas, yto Urpa sBisieTcs: JOOPOBOJIBHON TOJIBKO 11151 4YeJIOBEKa,
MHUALUMpYlomero rpy, Mbl 1eMUCTUPULMPYEM «HAPYLIUTEISI», IOKA~
3bIBas, KaK €ro iy ee Hacujue Mo OTHOUIeHUIO K Virpe MoxeT ObITh
pEe3yJIbTaTOM HACHUJIMSI IPYTOro Urpoka IO OTHOIIEHMIO K HEMY WU
K HE! U €ro UJIM €€ YyBCTBaM.

Vrpa He sBiseTcs IOOPOBOJIBHOM 1S TeX, C KeM uUrpamnT. Tem
He MEHee BO BCEX CUTyalusiX 37eCb — B cJjlydae pebeHka, [Ipyroro

6 B cBoeli nHTepnperanuu X€n3nHru reopeTtuk Vrpel [lutep MakgoHasnb, ONUChI-
BaeT QUIypy «HAPYLIUTEJIS» KaK KJIIOUEBYI0 B IOHUMAaHUU CBOGOIHOTO U OCBO-
60>KIalolero U3MepeHui, KoTopsle XEM31UHra XoTes TeoOpeTu3npoBars B Mrpe.
Yrobel Mrpa 6bl1a AENCTBUTENIBHO OCBOOOXAloIel, corjaacHo ¢uiaocodpuu
XEWM3MHIY, y Bac 0JDKHA OBITh CBO60/IA BHIXOIUTH 32 PAMKU €€ IIPABUJI U «I10P-
TuTh» urpy (McDonald, 2019, p. 257).
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Y KMBOTHOTO — B Ka4€CTBE OCHOBHOT'O OOBSICHEHMS TOTO, YTO MO6Y-
KJaeT WHOWBUIOB WIpaTh, NpeAjaraeTcs yIoBOJbCTBUE. VIMEHHO
B y[IOBOJIbCTBUU MBI HAXOJJM OOIIYIO CBSI3b MEXKIY AEHUCTBUSIMU CYOb-
€KTOB U JIEUCTBUSIMU 06bEKTOB. ECTM MBI XOTUM MOHSTh, KaK UTPAIOT
00BEKTHI, MBI IOJDKHBI PACCMOTPETD, KaK 3TO JesaeT Mureab CUKapT,
OTHOLIEHUs MeXly VIrpoii U yIOBOJIbCTBUEM.

Wrpa — »TO crnoco6 6bITUS

OTxXofs1 OT MHCTPYMEHTAJILHOTO TIOHMMaHuUs Vrpsl, KOTOpoe oInpefe-
sget UIrpy Kak gesitesibHoCcTb, Muresib CKapT BMECTO 3TOT'O YTBEP>K A~
eT, yTo lrpa — aTo crnoco6 6bITHS, KOTOPBIH CYIIECTBYeT (B HEKOTO-
POIi CTeneHy) BHYTpH 10601 aesarenbHocTy (Cukapt, 2014, c. 6). PaboTa
Cukapra — 3TO pPe3Kuil MOBOPOT OT IoAxona XEnsuHru K Urpe, KoTo-
PBlil 06pest nonyasipHOCTh 6s1aropaps Katu Canen u 9puky LJummep-
many (Tam xe, c. 95). DTOT noxxo/ Npenoaraet, yTo Mrpa npousera-
€T B PUTYaJIbHbIX IIPOCTPAHCTBAX, OTJIMYHBIX OT [TOBCEJHEBHON KU3HMU.
XOTs1 HEMMPO3payHOCTb Marn4eckoro Kpyra Oblya [IOCTaBJIeHA TIOf, CO-
MHEHHEe MHOTUMM (B TOM YHCJle CAaMUM DPUKOM L[luMMepMaHOM B yKe
YIIOMUHABIIENCS BbIlIE CTaTbe «3aCOCaHHblE MAarU4eCKUM KPYroM». —
[Tpum. ped.), TH BOIIPOCHI JAIOT, BOZMOXKHO, JIyulllee [0Ka3aTelbCTBO
¢dunocoduu Cukapra. Mrpa cyuecTByeT BO BCEX Bellax, HO OHa 4acTO
(okycupyeTcst BHyTPH OIpeJie/IeHHbIX UTPOBBIX 0O'bEKTOB (HAIIpuMep,
UTP), BO BpeMsI UI'POBBIX COOBITHI U B OIpeJie/IeHHbIX IPOCTPAHCTBAX.

PagukaneHas ¢unocodus Urpel CuxkapTta nobykjaeT K Iepeoc-
MBICJIEHUIO BOIIPOCOB, KOTOPBIE y>K€ aBHO BbI3bIBAIOT JIIOOOIBITCTBO
K 3TOi1 o61acT. HeT cMbiciia IPOTUBOINOCTABATL TPY, U JOCYT, €CIIN
MBI MOXXeM HaiTu Urpy B paMkax 060ux MOHSTHI. TOYHO Tak ke 3TO
[IOMOTaeT HaM IePEOCMBICTUTb ONpefeseHus Mrpel, Takue Kak npej-
noxenHsie Eciepom H0ysnom (Ecniep IOy, 2005), KOTOpBIE, XOTS U SIB-
JISI0TCSI BCEOObEMITIOII MM, TAKKEe TI0KAa3bIBAIOT, KaK MHOTO UCKJII04e-
HUU U CEPBIX 30H CYIIECTBYET B OOBIYHOM YIIOTPE6IEHUN 3TOTO CJIOBA.
Cukapr mpejJaraeT CYUTaTh UTPbl «UI'POBBIMU OOBEKTAMUY», TO €CTh
00 bEKTaMU, KOTOPbIE OTHOCSITCS K IPYTUM B TOI1 Mepe, B KaKO C HUMU
UTPAIOT.

Hanee, onpepnensis WUrpy, Cukaprt npezJjaraeT HECKOJIBKO Xapak-
TEPUCTUK, KOTOPblE IPUHUMAET ITOT CIIOco6 ObITHsL. OH YTBEPXKIAET,
YTO UI'Pa KOHTEKCTyasbHa U BapbUPYETCS B 3aBUCUMOCTU OT OOCTOSI-
TeJIbCTB. TakKe urpa — KapHaBaJl, CIOCO6 6POCUTD BbI30B TPAJULIMOH-
HBIM IIPECTaBJIEHUSIM O CTaTyce U BaacTu. CUKapT TakKe yTBepKaa-
eT, 4To VIrpa rnpucBanMBaeT, UMes B BUAY, YTO OHA MOXKET CLEIJISITbCS
IIPaKTUYeCKU C 10601 AeTasblo U Ipeobpa3oBbIBaTh ee. HakoHel, 4To
HaubGosiee XapakTepHO IJisl apI'yMEHTOB, IPUBOIMMBIX B 3TOM 3CCe
o nbITKax, Cukapt (2014) yrBepKzaer, 4to Mrpa focTaBiseT yIoBOb-
CTBUE!
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«OHa JOCTaBJIsIeT YIOBOJIbCTBUE, HO yIOBOJIbCTBUS, KOTOPBIE OHA CO3~
JlaeT, HE BCETZa OJYNHSIOTCS HACJIaKI€HUIO, CYACThIO UJIN TIO3UTUB-
HBIM YepTaM. Virpa MOXXeT ObITh IIPUSITHOM, KOTJIa OHA IPUYMHSIET HaM
60JIb, OCKOPOJISIET, OpOCAeT HaM BbI3OB U APA3HUT HAC U AaXKe KOr-
Ia Mbl He urpaeM. JlaBanite roBoputh 06 Irpe He Kak o 3a6aBe, a KaKk
00 yIOBOJIbCTBUH, OTKPBIBAIOIIEM HaM 6E€CKOHEYHble BapHaluy Y0~
BOJIbCTBUS B 9TOM MUPE».

3mech 3aMeHa Beceslbs yIO0BOJbCTBUEM — 3TO IMOJIE3HBIN CIIOCO6
MOHATH, Kak Mrpa cymecTtByeT B Mupe. ECiiin Mbl pacCMaTpUBaEM yI0-
BOJIbCTBME KaK IIPOTUBOIIOJIOKHOCTb BECEJIbIO, MBI YXOAUM OT PUTO-
puku Wrpsl Kak nmporpecca, B Kotopou Mrpa 4acto paccMaTpuBaeTcs
KaK MO3UTUBHAS OESATEIbHOCTb. Takoil crioco6 MBILIIEHUS [TOMOraeT
00BSICHUTB, Kak HekoTopble popmel Urpsl, Takue kak BICM, KoTopslie
He Bcerja INpeicTaBisioT coboil Becesbe, TakKe SIBISIOTCS PopmMon
HWrpsel. Cienys 5TON JIMHUYM PACCyXKIEHUI, HYKHO JIM TaK)K€ paccma-
TPpUBaTh B Ka4eCTBE Vrpbl )KECTOKME IUCUUIIJIMHADHBIE NBITKU? 15
HEKOTOPBIX Y€PTa IIPOXOAUT MMEHHO 311e€Chb. T€M HEe MEHEE S OLYyIAIo,
YTO Takue noxpxopsl K Mirpe HausHbl. [1ycTh MHOTME GyyT HACTAUBATh
Ha TOM, 4TO (P€HOMEHOJIOTUS! VIrpbl IOJTHOCTBIO IO3UTHUBHA, MBI 3HAEM
13 PEMUHUCTCKUX OMUCAHUI KU3HEHHOTO OIBITA, TAKMX KaK IIPOLU-
TAPOBAaHHBIN BhIlE ONBIT POCCEH, UTO BTO AIEKO OT UCTUHBL. Takum
06pasoM, 51 yTBEPXKAAI0, 4TO )KECTOKMAE NUCLUIIMHAPHBIE IBITKU TaK-
e BCErja, K COXaJEeHUIO, SIBJISIIOTCS (POpMOI VIrpsl — 51 yTBEpXKIalo,
YTO 3TO IOJIHOCTBIO COIJIACYETC C ONPEAEIEHNEM 3TOro repmuna Cr-
KapToM. UTOOBI OKA3aTh ITO, 51 IPOBOXKY Pasandue MexIy mem, Kmo
uzpaem, 1 mem, ¢ Kem u2paom. 9To pa3jIndue BaXKHO B TOI Mepe, B Ka-
KOH OHO 3aCTaBJISET HAC IEPEOCMBICIIUTD TO, KAK MbI KJIACCUPULIUPY-
€M JIPYTHUX B MHOTOIOJIb30BaTEIbCKUX UI'PaX.

I/Irpa Heo0g3aTelbHO ,u,06p0130111>Ha OJid TOro,
C KEM UTPAOT

Paznu4ne mem, Kkmo uzpaem, ¥ mem, ¢ Kem u2paom, 661710 HEBUAVMBIM
Y I10 CYLIECTBY OXPaHSAEMBIM pa3jnyneM B Hayke Mrpel. Jlydiie Bcero
Ha 5TOM aKUEeHTHpyeT BHUMaHue Poxxe Kaitya Bo BBeZeHMHU K «Heso-
BeKy, VIrpe u urpam», Korga OH paCCMaTpUBAaeT UCTOPUYECKHUE 0OCTO-
ATeNbCTBA PabOThl XEM3UHTU. JIIOGOMBITHO, YTO XEM3MHra yMaIyuBaeT
0 HEKOTOPBIX UTPax B CBOMX paboTax 06 Urpe, uto Kaitya npunuceiBa-
€T HECKOJIbKO OTTaJIKUBAIOLMM KOHHOTAL MM, IPUCYIIAM STUM UTPaM
B ob1iecTBe Hayasa XX Beka. X€M31Hra CTPEMUIICS IOCTPOUTh TEOPUIO
Wrpsl, kOTOpas MPOJEMOHCTPUPOBaA Obl, 4YTO BCE LMBUJIM30BAHHOE
06IECTBO MMEET NPSIMOE OTHOLIEHME K 3TON KOHLEMNIMH, U TO3TOMY
OH ObLJI BLIHYX[I€H yOpaTh U3 HEe Te UTPbl, KOTOPbI€ ObLIIN TECHO CBSI3a-
HBI C YJIMYHOM XU3HBIO U a3aPTHLIMU UrpaMU. Kaiya yTBepKIaerT, 9To,
ecsn 6bl XEM3MHIa BKJIIOYMIT MOPAJbHO COMHUTEJIbHBIE UIPHI B CBOIO
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Teopuio Vrpsl, OH ojopsas 66l CBOE YTBEPKIEHNE O TOM, UTO BCS I~
BUsn3anus Bo3HukaeT us Urpel (Kaitya, 2001, c. 5). CiaenoBaresbHO,
MOpaJIbHO COMHUTEJIbHBINM aKT a3apTHOM UTPhI caM 10 cebe MmoapbiBa-
€T UJIeI0 IIMBUJIBHOCTHU, Ha KOTOPOW OCHOBaHa Teopus Vrpsl XEN3UHIU.
Jpyrumu cnoBamu, UTPbl — WJIY, KaK UX PaCCMaTPUBAET JaHHOE 3CCE,
Te, C KEM UTrpaloT, — BOCIHPUHUMAIOTCS KaK HeBUJMMAas U, CJefoBa-
TeJIbHO, HECYylleCTBeHHas yacTb GpeHomeHa Urpsl.

Pa6ora Kaitya npoposkaet oaAepsKUBaTh 3TOT PEXXUM KOHTPOJISL.
T'oBops 0 TOM, KaK BoiHa GYHKLIMOHUPYET KakK urpa, Kaiya rnpusHaer
caMbl€ )XECTOKME U aMOpaJibHble XapaKTEPUCTUKU BOWHBI C OTOBOP-
Koi. BoriHa — 210 urpa, yreepxpgaer Kanya, HO KOrja oHa KeCTOKa,
ato Mrpa, koTopas 6blyia UCTIOPYEHA:

«Pa3nuyHbie OrpaHUYE€HUA Ha HACUJINE BBIXOOAT U3 yHOTpe6]IeHI/IH.
Onepanuu 60Jblle He OrPAaHUYMBAIOTCS [TOTPAHUYHBIMU [IPOBUHLU-
SAIMU, OIIOPHBIMU ITYHKTaMU 11 BOEHHBIMU o6bekTamu. OHU GOJIblIIE HE
IIPOBOJATCS B COOTBETCTBUM CO CTPATETUeN, KOTOpas KOrAa-To Jeia-
Jla caMy BOMHY IIOXOXX€EN Ha Urpy. BorHa najneko OTXO4UT OT TypHUpPa
WJIY 1y3JI4, TO €CTb OT PErJlaMeHTUPOBAHHOrO 6051 B 3aMKHYTOM IIPO-
CTPAHCTBE, U TEePb HAXOAUT CBOE BOIJIOUIEHNE B MACCOBOM YHUYTO-
SKEHUHU U BhIpEe3aHUU LiesbIX Haponosy (Kaitya, 2001, c. 55).

Hrpa Heo6s13aTeIbHO JOGPOBOJIbHA [1J1S1 TOTO, C KeM urpalort. Kaitya
3HaJ 00 3TOM, KaK BUJIHO U3 €ro 3aMe4aHu, B KOTOPBIX OH yTBEpPXKAa-
€T, 4YTO KeCTOKNE MOMEHTBI BOMHBI — 3TO «UCIIOpYEHHas» popma co-
peBHOBaHus. TaM, rjae XElsuHra gesaj OroBOpPKyY, YTO MOMEHTHI I'pO-
TECKHBIX U DKCTPEMaJIbHBIX 60EBBIX EICTBUI IIEPECTAIOT ObITh UI'POIA
(Xérzunra, 2016, c. 9), Kaitya Bo3BpamaeTcs K pasroBopy o6 Urpe
Y Urpax, CBOG0JHBIX OT TOT'O, YTO OH CYMTAET HECKOJIBKO IPOU3BOIb-
HbIM OIPaHMYEHHEM TOTO, YTO He MOXET ObITh Mrpoii, B pabore XE&ii-
3uHIY. Hanpumep, K a3apTHLIM UTPaM.

O6BEKT MacCOBOTO YHUUYTOXXEHMS B BOEHHOIl UIpe He SIBJISIeTCS
Io6poBoJiblieM. TOYHO Tak e, KaK U 00beKT Hacuius B urpe «Crpsidb
nepexJioyaresb». B o6oux npumepax Mrpa npespaTusiack B CKBEPHYIO
M u3BpalleHHYylo. HecMOTps Ha mpouljble MOMNBITKM CHeslaTh HacHu-
saue VIrpel HEBUIMMBIM, S1 HACTaMBalO0 Ha BaXKHOCTU IIPU3BHAHMS TOTO,
4yTO Urpa He Bcerpa sIByseTCs NOOPOBOJIBHOMN NesTeNbHOCThI0. Ecn
MBI IIpeHebperaeM TeM, 4To Kailya Ha3biBaeT M3BPAIlEeHHBIMU acIeK-
TaMu Vrpsl, TO Mbl TAKUM 06Pa30M MOAAEPKUBAEM PEXUM KOHTPOJIS,
HaIpaBJIEHHbIN Ha UCKioYyeHue BIPOC-monmein M3 gucKypca BOKPYT
Wrpsl u urp.

Hrpa Kak cy6beKT-06b€KTHbIE OTHOLIEHU S
Bbime 6bl1a MpeIIpPUHATA MOIBITKA 060CHOBATb TPU NPEIOCHLIKY,

KOTOpbBIE€ TIPUBOLAT K BbIBOAY, 4YTO I/Irpa — 3TO Cy6’beKT—O6'beKTHbIe
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oTHouleHus. S yTBepxpalo, yto Mrpa mo6poBojibHA AJis TOTO, KTO
B Hee Urpaet (HO He TOTO, C KeM Urpaiot), yTo Mrpa — 3To crnocob cy-
IIeCTBOBAHUS B MUPeE (2 HE JIeSITeIbHOCTh), U YTo Mrpa Heobs3aTenb-
HO NIOOGPOBOJIBHA JJISI TOTO, C KeM UTpaioT. [Io 3TUM NMpUYMHAM, KaK
MHe Ka’keTcsl, €CTh BECKHe JOBOJbI B II0JIb3Y TOTO, Kak Mrpa o6pasyeT
Cy6BbEeKTHO-00bEKTHbIE OTHOIEHHUS.

OpHa u3 npob6seM, KOTopasi MOXKET BO3HUKHYTh IIPU DTOM JlOKa-
3aTeJbCTBE, COCTOUT B TOM, YTO TOT, C KEM UTPAIOT, HEOOSI3aTEIbHO
3aHMMAaeT IMO3ULUI0 00bEKTa U, CJIeloBaTeNbHO, Mirpa Heobs3aTe b
HO sBJIsIeTCS CyObeKT-00beKTHBIM OTHOLIeHHeM. Hanpumep, ecyu 06a
y4yacTHUKaA «[IgTHa1IeK» OXOTHO BOBJIEKAIOT APYT ApYyra B UTPY, TO UT'Pa
CTaHOBUTCS CYObEKT-CyObEKTHBIMU OTHOLIEHUSIMH, A CJI€[IOBATEJILHO,
Y OTHOUIEHUSIMU B3aMMHOTO COTIJIACHSI.

STOT KOHTPIIPUMEDP BaXKEH, IOCKOJIbKY OH ITIOJYEPKUBAET, KaK IIPO-
CTO HEIPABUJILHO MOHATb MOY apryMeEHT. Sl He yTBepKAalo, 4To JIIO-
6011 U3 UTpaIOIIUX B 9TOM IIpUMepe TepsieT YYBCTBO CYObEKTUBHOCTH,
KOTJla C HUM UTPAIOT, U TeM 60jiee BO3MOKHOCTD COTJIaNIaThCsl; BMECTO
3TOTO $1 YTBEPXKIAI0, YTO HU OfHA U3 3TUX XaPAKTEPUCTUK HE SBJISI-
eTCs1 HeoOXOoIMMOU /171 omnpenesnieHus: Vrpel. Heo6xommumo, BIpoYEeM,
4YTOG6HBI orpeneneHue Vrpsl, obycioBauBamwllee Urpy Kak GpyHgameH-
TaJIbHYIO YacTb OBbITUS, IPU3HABAso, YTo Vrpa Heo6s3aTeIbHO SIBJISI-
€TCs1 OTHOILIEHMSIMU 110 B3aMMHOMY corsacuto. Korga Mel Urpaem, Mbl
IpeBpaliaeM Ipyrux U OKpPysKalomuil MUP B UTPOBble O6BEKTHI. [Ipo-
TUBOCTOSIHME PAa3PYLIMTEIILHBIM U HACUJILCTBEHHBIM aclieKTamu Vrpol
HEOOXOIVIMO, €CJIU Mbl XOTUM TIOHSITh 3TOT TEPMUH.

Omnpegnenenue Vrpsl Kak Cy6beKT-00bEKTHBIX OTHOLIEHUI CTaBUT
Hac 1nepe;; HOBbIM NapaiokcoM. Ecym Mirpa — 9To cy6beKT-00beKTHOE
OTHOLIEHUE, TO KaK BO3MOKHO MTPUMUPUTh CBON COGCTBEHHBI CYyOh-
€KTUBHBIN OIBIT C TeM GakToM, 4To yepe3 Mrpy K Ham GyAyT OTHO-
CUTBHCS KakK K 00beKTy? YTO6OB! OTBETUTH HA DTOT BOIIPOC, MBI IOJIKHBI
obparuthca K punocodun, KOTopasi 3aHUMaeTcsl GeHOMEHOM [IBO-
HOI'0O CO3HaHMS U YepHOro ombITa.

[IbITKM 1 YEPHBIA aMEPUKAHCKUI OIBIT

Y. 9. B. [lio6ya Hanucan «/lymy 4epHOro Hapopia» B IIOIBITKE 0OBsIC-
HUTh YHUKAJIbHBIA OIBIT YEPHOKOXKUX aMepuKaHLeB. Kak crocob no-
HATb YepHbIi OIBIT, OH 06BbSICHsAET YepHOKOXeCTh yepe3 Metadopy
3aBeChl: NHIIMBU/L IOJDKEH BOCCOEIUHUTD CBOIO UAEHTUYHOCTH C 0~
MOIIIbIO IBYX [EPCIEKTUB — IPOEKIHs TOTO, KaK OH UJIM OHA BBITJISAAT
B 00lIecTBe (KaK 3aBeca BBIMJISIIUT IJ1s IPYTUX), HApsiAy ¢ UCTOpuYe-
CKUM U OOIIVHHBIM TIOHMMaHuEeM ce06sl ((KU3Hb 3a 3aBecoii). Jio6ya Ha-
3bIBAET HTO JIBOMHBIM CO3HaHMeM: «Takoe IBOMHOE CO3HAHNE — CBOe-
o6pasHoe ollyleHNe, TO YyBCTBO, KOT/A Thl BCEIla CMOTPHUIIb Ha ceOst
rja3aMu JPYTUX, U3Mepsellb CBOI AYIY PYJIETKON MUPA, KOTOPbIi
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CMOTPUT Ha Tebsl C HACMELJIMBLIM IIPE3PEHUEM U KaJIOCThIo» ([100ya,
1994, c. 5). I'my6uHa onbITa, K KOTOpoMy obpamaetcs Jo6ya, — pe3ysib-
TaT JeryMaHM3aluu, KOTOPYIO HaBJIEeKJNM Ha YepHblil HAapog paGCcTBO
U ero rnocyencTsus. JJake cerofiHs B AMeprKe YePHOKOXKeE MOCTOSH-
HO CIIOPSAT CO CTEPEOTUIIAMH, TATHO MbITAIOIMMUCS CBECTU UX K 00b-
eKTaM. TakuM 06pa3oM, OIbIT YEPHOKOKUX AMEPUKAHIIEB, OIIBIT ABOIi-
HOTO CO3HaHUSI — DTO OIBIT, B KOTOPOM YeJIOBEK JIOJDKEH 3aHMMATh
1 000CHOBBIBATH MO3UIUU KaK CyObEKTa, TaK U OObEKTa.

YTOOBI 10KA3aTh, KAKUM 0OPA30M OIIBIT IBITOK COOTHOCUTCS C OTIbI-
TOM 4YePHOKOXXMX aMEPUKAHIEB, Mbl JOJIKHbl PACCMOTPETBH IBITKU KaK
Ha ypOBHe OOIlIecTBa, TaK U Ha UHAMBUYaAJIbHOM ypOBHe. Vccienys
IIBITKYU B pAMKaX 3TUX JBYX MOJAJIbHOCTEMN, 3TO 3CCe MOOYKIAeT K 06-
CY>XJIeHUIO VIrphl, KOTOpast BO3BpaljaeT YePHOKOXKUX JIIOIE B LIEHTP
o6cy>xeHust VIrpsl 1 Urp, a TakKe Ofo0psieT paiukajbHOe BO3Bpalle-
HUe TBITKY BO BCIO MIMPOTY Hallero NOHUMaHus Vrpel 1 urp.

[TpITKY, CHOHCHUPYEMBIE TOCYLaPCTBOM

[TbITKY, KaK YaCTh MHCTUTYTA pabCTBa, NIPEACTABISIOT COOOUN TUCLIU-
MJIMHAPHBIN MEXaHU3M B DTOM IPOEKTe JerymaHusanuu. TOYHO Tak
Ke, Kak MbIcib X€M3UHrU 1 Kailya o BoiiHe KiaaccuduiupoBasa onpe-
neseHHble GOpPMBl Pa3pyUIMTENbHON U BapBapckoil VIrpel Kak M3Bpa-
IeHHble (UM He <IMBUJIN30BaHHbIE»), ¢unmocodus MbITOK IPOTU-
BOCTOUT T€M K€ CaMbIM orpaHudeHusM. Onpepessis IbITKY B CBOEM
c6opHuKe «PeHOMEH MBITKU: YTEHU S U KOMMEeHTapuny, Yusbsam Ilynbir
OTMeuaeT UX CJIeYIOmUM 06Pa3oM:

«[1o Hen3BeCTHOI IPUYMHE, IPUYMHSTH O0OJIb KUBOMY CYIIECTBY CUU-
TaeTCsli MEHee TNPUEMJIEMBIM, MEHee ,lIMBUIM30BAaHHBIM®, YEM IPO-
CTO NTOKOHYUTDb C HUM. /] [1I03TOMY MBI [I€JIa€éM BCE BO3MOXKHOE, 4YTOOBI
IIPOLIECC CMEPTHON Ka3HU ObL7T MaKCMMaJIbHO CTEPUJIbHBIM U 6€360-
Jie3HeHHbIM. Ecnu 6bl BAPYT OKa3asloCh, YTO Mbl AEHCTBUTEJILHO Ha-
CJIAKJAEeMCSI Yy>)KUMU CTPaJaHUSIMU, €CJIU Obl Mbl CJIMIIKOM OTKPBITO
[I0TaKaJId TOM 4acTH ce6st, KOTopasl yIIMBAETCsl MECTBIO TEM, KTO JieJla-
€T HaM 3710, Mbl YBUJ€JIU Obl B ce€6€ HEYTO O4€Hb BaXKHOE, UTO TPe6o-
BaJIOCh Obl CKpPbIBaTh. [0CYapCTBO JOJIKHO ObITh IIPOEKLIMEN HAIUX
LIEHHOCTEIA, 3ePKaJIoM HalIUX Jy4IIuX 1% U [103TOMYy, IycTb ['ocynap-
CTBO MOXET IOKOHYUTb C MPECTYNHUKAMU, OHO HE MOXKET 3JI0pajl-
CTBOBATh I10 TOBOAY Ux rubenu» (Ilysnsl, 2007, c. 8).

KoneyHo, 5Ta KpUTUKA OTHOCUTCS B OCHOBHOM K TOCYZapCTBEH-
HBIM TIBITKaM, TAKMM KaK IPUMEHAEMbIE aMEPUKAaHCKMMU BOEHHBIMU
K MpaKllaM B Jlarepe [ 3aKJII04eHHbIX B AGy-I'peiibe. X0oTs 3Tu rpa-
HUIIBI YaCTO HAPYLIAIOTCS, BO BPEMS BOEHHbIX JNENCTBUI JaXKe MBITKU
nopJjiexkar KOHTpoJo. TOYHO Tak Xe, Kak XénsuHra u Kaitya ctpemu-
JIUCh UCKJIIOYUTb U3 OOIIEeCTBa UTPbI, KOTOPblE MOIJIM Obl OGEPHYTHCS
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HAaCWUJIMEM UJIY 9KCIIJIyaTalell B OTHOLIEHUH YSI3BUMBIX IPYIII Hace-
snenus, lynby 1 MeHIeC UIMIOCTPUPYIOT, KaK IMBITKYM aHAJIOTUYHBIM
06pa3oM LIeH3ypPUPYIOTCS B ONpefieIeHUsIX BOMHBI. Kak TOJIBKO B 1eJ10
OKa’kKeTCs 3aMellaHa IbITKA, BCSI IPUTBOPHAS LUBUIJILHOCTD B BOIIPO-
cax Vrpel u BOIHBI OKa3blBaeTcsl oTopomeHa. OgHAKO HECMOTPS Ha
STOT MeyaJbHbIN BIBOJ, IPAKTHKA IIBITOK JIESKUT B OCHOBE 0OOUX.

Kuura Mumens ®Oyko ,Hapsupars 1 HakasbiBaTh' (1977) HaumHa-
eTcsl ¢ 06CyXAeHus MbITOK. KHUra, KOTOPYIO YaCTO BCIIOMUHAIOT 6J1a-
rozapsi o6Cy>XZEeHUIO B Hell MaHONTH3Ma, OTKPbIBAETCS! BUHBETKOM,
MOKa3blBaOLIEN MYKYMHY, Ka3HEHHOTO 4yeTBepToBaHUMeM Bo PpanH-
uuu cepenynel XVIII Beka. [leiicTBrE ONUCHIBAETCS B IETAJIX: «3aTeM
OZVIH U3 3aIJIEYHBIX [E€JI MAaCTEPOB, BLICOKO 3aCY4YMB PYKaBa, CXBATUJL
CIlelINaJIbHO BBIKOBAHHBIE CTaJIbHbIE UMb PyTa B [OJTOPA JJINHON
Y IPUHSJICS pa3fupaTh €My CHavajla UKpY [IpaBoii HOTH, 3aTeM 6enpo,
MIOTOM C 06€UX CTOPOH MBIIIIIBI IPABOM PYKH, IIOTOM COCLBI» (C. 2-3), —
MMEHHO [1J151 TOT'0, YTOGBI BbI3BAaTh KOHTPACT MEXY BUIUMBIM U HEBU-
IUMBIM. [IbITKA, KOTOpAsl paHblie ObljIa MYOGJIMYHBIM 3pEJIUIleM, UC-
MOJIb30BABIIMMCS [JIs1 OKa3aHWUs COLMAJIbBHOTO U IIOBENEHYECKOrO
JlaBJIeHNs Ha colluajibHble Tesa, Bo BpeMeHa PyKo cTajna HEBUIUMOM
B GOJIBIIMHCTBE 3alaJiHbIX OOLIECTB B KOHIIe XX Beka.

Kputnuyecku BakHBIN BbIBOA, 13 «HazsupaTb U HaKa3blBaTb» CO-
CTOUT B TOM, YTO, XOTSl yTpo3a MBITOK U MepecTasna ObITh BUANMOIM,
OHA COXPaHSIETCd B Pa3JIMYHBIX COLMAJIBHBIX MHCTUTYTax Kak ¢op-
Ma COLMAJIBHOrO KOHTPOJISL. TOYHO TaK Ke, KaK IIPOXKXEKTOP CTOPOXKE-
BOU 6amHu BeHTaMa ocBellaeT 3aKI0YeHHBIX, YTOObI CKPBITh CUITYd~
Thl OXPAHHUKOB, KOHTPOJIMPYIOIUX UX noBegeHue (Dyko, 1977, c. 201),
Y, CJI€0BATEJIbHO, IIOCTOSIHHO IPUCYTCTBYIOUIYIO YIrPO3Yy IIBITOK, —
MBI JOJDKHBI 3alyMaTbCsl O TOM, HE IENCTBYIOT JIU TaK K€ U UTPbI KaK
NMONOOHBIN AWCIUMIIMHAPHBIN alapar, CKpPbiBasi BOBMOXHOCTh ITbIT-
K4 B Vrpe. Bo3MOXHO i, YTO Korja Mbl 6pocaemM KOMy-JIN60 BBI3OB
WJIM HAYMHAEM UTPY, TO 3a MPEAIoaraéMbIMi KOHHOTALMSIMU Bece-
JibSI CKpbIBAETCS ellle U CJ1abblii HaMeK Ha OMTaCHOCTh? B KOHIle KOHI[OB,
€CJIM TOT, KOMY OpOIlIEeH BbI30B, HE TPUMET €ro, TAKOW UHIVBUJ, MOKET
ObITh Ha3BaH YIIPSMBIM UJIM HE YMEIOIIUM IIPOUTPBIBATh. B TOM 4ucie
Y B T€EX UTPaX, KOTOPbIE CBSI3aHbI C OINBITOM Y€PHOKOXUX JIIOLEN, IIPO-
msoulenmux ot pabos B CeBepHON AMepuKe, Hanpumep, «Crpsib BbI-
KJIIOYaTeJIb».

NHTHUMHBIE [IpITKH

KoHeyHO, COYMHeHus CDYKO O TIbITKaX HE OrpaHU4YMBAIOTCA TOJIb-
KO pa3MbIIJIEHNUSMU O TOCYOapCTBE. OH BO3BpalA€TCA K 3TOM nuee
B <<I/ICTOpI/II/I CEKCYaJIbHOCTU», B KOTOpOfI OTME€Ya€T, YTO IIBITKU UC-
IMOJIb3YIOTCA B TAHOEME U HapAy C UCIIOBENBIO KaK CIOCO0 MOHUMAaHUS
CEKCYaJIbHOCTHU APYyroro TeJja. [IbITKM 1 UCMIOBEb — D9TO MEXaHWU3MBbI
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M3BJIeYeHNs MCTHHBI u3 joneit: «Co BpeMeH CpefHEBEKOBbs IbIT-
KU COIPOBOK[aJIM [MCIIOBEb], KaK TeHb, U MOAAEPKUBAU ee, Korja
OHa He MOTJa UATH JAajblle: TeMHble 6u3Hens» (Oyko, 1978, c. 59).
s @yKo UCTHUHA B 3TOM CMBICJIE UMEET MIPSIMOE OTHOIIEHUE K UCTHU-
He 4bei-11b0 cekcyasbHOCTHU. [lo6ya TakKe IPOTUBOCTOUT IBITKAM
B 9TOM 6o0Jiee JIMYHOM, UHTUMHOM CMbIcJie. OH OOBbSICHSIET, KaK MbITKU
HCII0JIb30BAJIMCh, YTOOBI OOUTHCS IPABAbI OT paboB. VIHTHMHAS MBIT-
Ka OTHOCHUTCSI KOHKPETHO K CIIoco6aM, C TIOMOIIbI0 KOTOPBIX UCTHHA
M3BJIEKAETCS U3 JIIOJeil, pACCMaTPHUBAEMBbIX KaK 06bEeKThl — KaK HEUTO
MeHblllee, YeM YeJIOBeK.

Tesno paba paccmaTpuBaeTcsi KaK MPOJOJIKEHHE Tejla XO3IMHa,
o6mbscHseT [Jio6ya, cBI3bIBass PEHOMEH IMBITOK C OMBITOM YE€PHOKOXUX
aMmepuKkaHueB. B cBoeM acce «[IpITKa U MCTUHA» OH ONIMPAEeTCs Ha apyu-
CTOTEJIEBCKOE MPeICTaBIeHNE O MBITKE, YTOOBI [T0Ka3aTh, KaK YepHbIe
pabbl GbLIM HU3BEMEHB! 4O CTaTyca 06BEKTa C TIOMOIIBIO MBITOYHOTO
anmnapara:

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

Takum 06pa3oM, COrsIacHO JIOTUKE APUCTOTe S, BHE 3aBUCUMOCTH
OT TOTO, SIBJISIETCS JIA OHA PENPEe3eHTATUBHON UM HET, UCTUHA paba
€CTb MCTHHA FOCIOJMHA; UMEHHO B Tejle paba JIeXXUT UCTHUHA TOCIo-
IMHa, 1 UMEHHO B IIBITKE 3Ta UCTHMHA OTKPbIBaeTCs. MyunTeb IPOHU-
KaeT B TeJIo paba yepes X03s51Ha U U3BJIeKaeT U3 Hero UCTUHY (Ho6ya,
2007, c. 14).

O6pamasice Kk Apucroreno, Jo6ya MPOHULATENBHO yKa3blBaeT
KakK Ha accouuanuio paba (4, ciefoBaresbHO, YepHbIX Jofieil BOOO-
1Il€) C TeJIOM — Te€M TeJIOM, KOTOPO€e TaKUM 00pa3oM CTaHOBUTCS 00b-
€KTOM, COIJIaCHO TPaJMLMOHHOMY IIOHMMAaHUIO KapTE3MaHCKOro Jya-
JIU3Ma, — TaK ¥ Ha €ro MHTUMHYIO CBSI3b C XO3IUMHOM. Pab — 3TO 06BEKT
(T€eJI0) B OTHOMIEHUSIX, TI€ XO3SIMH — 3TO CYOBEKT (YM). DTO IOHUMaHUe
MBITKU U UCTUHBI OTPA’KAETCS B OTHOLIEHUIX MEX/Y TE€M, KTO UTPaET,
Y TeM, C KeM UTpaloT, B KOTOPBIX TOT, KTO UTpaeT, 6epeT Ha ce6s poJib
Ccy6DBEKTa, a TOT, C KEM UTPaIOT, — POJIb OOBEKTA.

YTO 0 UCTUHBI, U3BJIEKAEMON Y€PE3 UHTUMHOE OTHOLIEHUE IIBIT-
Ky (1 Urpsl), To B 3ToM cMmbicae BIICM CTaHOBUTCSI MHTEPECHON AJIst
pacCMOTpEHUs] NPaKTUKON B TOM MEpE, B KAaKON WMCTUHA, MOJy4YeH-
Has U3 3TOW NPAKTUKH, SIBJISIETCS UCTHUHON YbeH-TH60 CeKCyasibHO-
ctu. Kak teopeTusupyroT MHorue ucciegosarenu urp, bICM-urpa
MaKCHMMAaJIbHO JIaJIeKa OT OIbITA YEPHOKOXKMX JIIOJEN, TPOUCXOSIINAX
oT paboB. B pamkax Tpaguuuu [io6ya TpyAHO HAUTU IPUMEP IBITOK,
OTIPaBAbIBAEMBIX TAaKUM e o6pa3oMm’. [TbITKa, corsacHo [io6ya, Bceraa

7  Kax OTMEYEHO BO BBEJEHMM, «TEMHas Urpa» X 4aCTO OTHOCHMAsS K HEW urpa
B B/ICM npuBiieKanu BOCXUIIEHHOE BHUMaHUE KaK MCCJI€[0BAaTEIel UIp, TaK
Y1 HEKOTOPBIX COBPEMEHHBIX MCCieoBaTesNeN VIrpbl. DTy ONBITHI UTPbI, KaK ITpa-
BUJIO, PA3/IENISIIOT OOILYIO MTPEJNOCHINKY O TOM, U4TO Mrpa siByisieTcst 06pOBOJIb-
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SIBJISIETCS BhIPA’KEHNEM Hacuiusl. [IpakTUKY, OKPY>Kalolye TaK Hasbl-
BaeMple CcTon-cyioBa B BIICM-coo6uiecTse, MPeJoCTaBIsSIOT UTPOKAM
6e30MacHoe MPOCTPAHCTBO [JIs MIBITOK — IyCTh 3TO U GoJsiee Msrkas
U COLMAJbHO NpHemyeMas GopMy INBITOK, YeM Ta, KOTOpas MpaKTU-
KyeTCsl BOGHHBIMHU, — B KOTOPOM OHHM HE MOTYT CJIy4YarHO IIPUYNHUTb
IpyT OPYTy Bpen. DTO acce MHTEPIPEeTUPYeT BMEIIATEsbCTBA, TaKue
KaK «CTOII-CJIOBa», KaK MHTEPBEHIMH, HAlpaBJjieHHble Ha IIPUTYILJIE-
HHE OIACHBIX, TOKCMYHBIX ¥ BPEJHBIX IOTEH11anoB Urpel. BaskHO OT-
METHTb, YTO B IPOCTPAHCTBAX TOKCUYHBIX UT'P, OITMCAHHBIX TAKUMU TE€-
opeTukamu, kak Qoccen (2018) u I'peri (2011), HET TAKOTO «CTOI-CJIOBAY,
KOTOPOE U36aBUJIO Obl JIIOJIEI1, OKa3aBUIMXCS B MEHBIIMHCTBE, OT OCKOP-
GUTEJIbHBIX PA3TOBOPOB C 6eJIbIMU My>KYMHaMU. TeM He MeHee, K coxXa-
JIEHUIO, 1 YYBCTBYIO, YTO STO TOJIBKO MO TBEPKAAET N3JIOKEHHOE BhIIIE:
Wrpa He siBIseTCS OGPOBOJIBLHON A€ATEIbHOCTBIO, HO, CONPUKAcasiCh
C ee TPaBMaTUYECKMMHU aCIeKTaMU, Mbl BBIIIOJIHSIEM LI€JIUTEJIbHYIO pa-
60Ty, KOTOpas JOJDKHA [IPU3HABATh KOJIJIEKTUBHbIE ICTOPUH GOJIH.

Bospoxkpenue YepHokoxkecTtu B urpax u Mrpe

OpHa U3 BeLyIUX IJIalaTaeB YepHoro GeMrHu3Ma, 6es171 XyKC, Hauu-
HaeT scce «Kak MoHMMAaTh MmaTpuapxaT» ¢ aHekJoTa 06 urpe B mapu-
KU. ITo clokeTy 4eThlpexJIeTHSsl XYKC HeOZHOKPATHO MPOCUTCS TIPU-
COeIVHUTbCSL K uUrpe Opata U oTua. Ee orel Bce BpeMsi pyraer ee
Yl TOBOPUT «HET», TIOKA HaNpPsKEHUE He BO3PACTaeT [0 TaKOH CTemne-
HU, 4TO OTeL] OTJIaMBbIBaeT JOCKY OT JIBEpPU U ObeT ee, IOBTopsst: «Jle-
BOYKM HE MOT'YT [ieJIaTh TO, UTO JeJaloT MaJbuukm» (Xykc, 2010, c. 2).
PasymeeTcs, 3Ta UCTOpUS SIBJISIETCS WJIIOCTPALMENl MHTEPCEKLMO-
HaJIbHOU IIPUPOJIbl yTHETEHMS U TOTO, KaK yCBauBaeTCs Jaxke CaMUMU
YepHBIMU JIIOABMU TO, YTO XYKC HA3bIBAET «MMIIEPUATUCTUIECKUM Ka-
MUTAJINCTUYECKUM MaTpruapxaToM 6esioro NpeBOCXOACTBa». B pamkax
3TOr0 3CCE UCTOPHUS XYKC HAIOMUHAET HAaM MMEHHO O T€X UCTOPUIX,
KOTOpbIE TEPSIOTCS B 6€JI0M €BpOIeNiCKOM oIpeziesieHUu Urpol, KOTo-
poe paccMaTpuBaeT ee KaK IIPOU3BOJALIYIO YIOBOJILCTBUE, a He 60JIb.
OmnBIT XyKC — 3TO OTKPOBEHHBIN Ilepeckas Toro, Kak Mrpa MoxxeT Bbl-
3bIBaTh adPEKTh TPABMBL, 601 M 06UIBL. B HEKOTOPOM CMBICIIE 3TO —
HallOMHUHaHUe O TOM, KaK MIOCTOSIHHAs KOJIJIEeKTUBHAs TpaBMa pabCcTBa
IIPOJOJIXKAET IIpecyefioBaTh YepHoe COOOIEeCTBO CETOIHSL.

HOW M IPOUCXOIUT MO B3AUMHOMY corsiacuio. [1o Habmonennam Haako CteHpo-
ca, cama KaTeropus «TeMHOI1 UIPbl» OCHOBAaHA Ha MPEJTIOCHIIKE, YTO 6OJIbIIast
yacTb Vrpel SBJISIeTCSl «I1O3UTUBHOM» (Stenros, 2019, p. 13). Moit omeIT Urpsel
CTPEMUTCH yl"]Iy6I/ITb 9THU HCCJIENOBaHUSA C ITIOMOIIBIO IIPEATIONIOKEHNS O TOM,
YTO UTPa PEJKO SBISETCS NOOGPOBOJILHON. Bosible M0 3TOI TeMe MOXKHO TPO-
4yuTath B coopHuKax «TemHas cropoHa reiimmes» (The Dark Side of Gameplay
(Mortensen, Linderoth, and Brown, 2018)) u «Tpancrpeccun B urpax u lrpe»
(Transgression in Games and Play (Jorgensen and Karlsen, 2018)).

TOPOS Ne1, 2022 | 231



[To3BosibTE MHE NPUBECTHU €LIE OOUH IIPUMEP TOrO0, KaK aJbTep-
HaTHUBHOE ompejesieHne Vrpsl, KOTOpoe OXBaThIBa€T €€ OOGpeMEeHU-
TeJIbHbIE U 60JIe3HEeHHbIE HAllPaBJIeHU s, TOMOTaeT 3aHOBO OCMBICJIUTD
OINBIT JIOJIEH, OKa3aBIIMXCS B MEHBIIMHCTBE. [Ibeca [Ixxepemu O. Xap-
puca «Pabckas urpa» — 5TO UCTOPUS O TPEX MEKPaCOBBIX Mapax, KO-
TOpPbIE IPOXOJSIT CEKC-TEPAINNIO, [IOTOMY YTO YEPHOKOXKUX [IapTHEPOB
60JIbIIe He IIPUBJIEKAIOT UX ITapTHepPhl. UYTOGHI cies1aTh pacy OCHOBHBIM
NIpeJMETOM PasroBopa, Mbeca BBHIBOOUT HA MEPENHUN IJIaH OUCKOM-
dopT 6esbIX IEpCOHaKeN TPU YIIOMUHAHUY Pachl UX [IApTHEPOB U, BO3-
MO>KHO, JlaXke CJIMIIKOM 3a0CTPseT IPOo6JeMy, 3aCTaBJsisl O€JIbIX Iep-
COHa’Kel UTpaTh poJib X03s1€B UJIHM rocnoy, B 6ykBasnbHoi BICM-urpe ¢
pabamu (Harris, 2019). 711 ogHO#M 13 MOCTAHOBOK IO, YCJIOBHBIM Ha-
3BaHUeM «TeMmHast KOMHaTa» Xappuc MONpOCuJl, YTOObI Ha CIIEKTaKJIe
MIPUCYTCTBOBAJIM TOJILKO YEPHOKOXKHUE JIIOMY, TIOAPhIBAsI TAKMM 00pa-
30M GoraTele 6esiple npuanuus bponses. OH 06BICHSET 9TO U3TAHUIO
«AMEPHUKAHCKUN TeaTp» CIAeAyomuM o6pa3oM: «[JIaBHBIM B 3TOM A1
MeHs1 6bly1a YepHas paboTa, nopoxkjatomas YepHyio paboTy u YepHyio
aygurtopuio» (Tpan, 2019, naparpad 15). DTo peueHue cpasy ke Bbl-
3BaJjIo IIPOTECT CO CTOPOHBI KOHCEPBATHUBHOT'O T€aTPaIbHOro coobIIe-
CTBa: IPEJII0JIOKUTENIbHO 6esiblil KpuTuK National Review Kaitn Cmur
CapKacTU4eCcKU 3aMeTU: «bbljio Ob1 HE3aKOHHO OTKa3bIBaTh B IIPOZA-
>Ke GMJIETOB Ha OCHOBE Pachly, TAKUM 06pa3oM IIPU3HABIIKCH B TOM Ca-
MOM JUCKOM@OpTe OT NUCKPUMUHALMU, C KOTOPbIM XOPOIIO 3HAKO-
Mmbl Bce BIPOC-niogu (Cmur, 2019, naparpad 2). Temsl o6MeHa posisiMu
1 06111ell TpaBMbl, KOTOPBIE 371eCh HAaBSI3bIBAIOTCS 6€JIbIM TeaTPabHbIM
3PUTEJISIM, OOBSICHSIOT, YTO BO3BpallleHUe K TOMY, Kak Mrpa nepeceka-
etcs ¢ onbiToM BIPOC-miofnieit, Bpsif, i BBI3OBET Te Xe MPUSITHbIe ad-
(exThl, KaK Te, KOTOPble BCTPANBAIOT B CBOM OCHOBHBIE LINKJIBI MM~
IJiest Takue Urpel, Kak Mario Kart u Dungeons & Dragons.

Korpa Knuddopp I'mpu nucan «my6okas urpa: 3aMeTKy o MeTy-
IIMHBIX 005X Y 6anuiites» (1972), oH yTBepKAajl, YTO NeTylUNHbIe 60U,
KaKAMHU Obl 5)KECTOKMMU OHU HU Ka3aJIuCh IOCTOPOHHUM, OBLIIN CIIOCO-
60M 115 6anuiLieB MOHSTb ceb6sl Kak KyabTypy. OH yKa3blBaeT Ha roj-
JaHAcKylo okkynanuio 1908 roga, 4To6bl MPOJEMOHCTPUPOBATD, KAk
HacuJjue KoJIoHHaIM3Ma IIPUHeCso ¢ cCo60M eBpoIerickre o6bluau, Ko-
TOpble BBITECHUJIU IETYIHINHbIe 60U, paHblile GbIBIINE IIEHTPOM BCeil
IlepPEeBEHCKON )XU3HMY, Ha 33/IBOPKU 06IecTBa. TOYHO TaK Xe UTphl pa-
60B ObLJIN BEITECHEHbI Ha OKParHbI Halllero obmecTna. Terneps OHU Cy-
IIECTBYIOT B HECKOJIBKMX KHUTax 110 UCTOPUM U B YCTHBIX UCTOPUSX,
KOTOPBIMU AEJISITCS IOTOMKY PaboB.

beJiblil MOBMHN3M IIOMBIILJISIET CHEJATh beJIOKOXECTh HEBUAVMOTA,
a YepHOKOXXeCTh, TAKUM e 00pa3oM, — MOCThIIHON. KumonHa I'peit
JleJINTCSl TEM, KaK ONBIT YEPHOKOXKUX T€MIMEPOB U T€HIMEPOK CErOJHS
BKJIIOYAeT B cebs 60JIb OT pa3o6J1adeHns CBOEH pachl B MHTepHeTe. OHa
00OBSICHSIET, KaK BO BpeMs urposoil ceccun Gears of War B oTBeT Ha
BoInpoc «Tbl 4YepHBIA?» refiMep (MM reiiMepKa) MblTaeTCs 3aTyleBaTh
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cBoo YepHory, napupys: «[louemy? Tbl 4TO, Genblii?» Ilocae aToro
BCE CKaThIBAETCS K IVIYMJIEHUIO Ha MTOYBE Pachl U HAaCMEIIKaM «HUT-
rep, HUITep», yCUJINBAIOIUM TPaBMY TOTO, YTO Y€PHOTA TefiMepa(-Ku)
CUMTAETCs NOCTHIAHON B Ijla3ax Apyrux urpokos (I'peit, 2011, c. 267-
268). ITogxonysl K VIrpe, KOTOpble MHTEPIPETHUPYIOT UTPOBbIE CECCUH,
MoJI06HbIE DTOM, KaK KOHCTPYKTUBHbBIE C TOUKM 3pEHHUSI COLMaIu3aluu
1 06y4eHMs, B TO )Ke BpeMsl ITpeJirosarasi, YTo pacusm, IPOUCXO Ui
B YaTe Hapsi[ly C UTPOM, HUKAK C Hell He CBSI3aH, IO AEP>KUBAIOT 103K~
110 6€JI0r0 MOBMHU3MA. AJIbTEPHATUBHBIN MOAXOM, MPeaJIOKeHHbIN
B 3TOM 3CCE, SIBJISETCSI aHTUPACUCTCKUM IIOTOMY, UTO OH BbIIBUTA€T HA
NepBHIil TIJ71aH TO, KaK Haubosee My4duTeIbHasl JUHAMUKA UTPbl 4aCcTO
COCYIECTBYET C ee Haubosee NPUITHBIMU aClIeKTaMU.

Vrpa HU3BOJHUT JIOfeN N0 O6BEKTOB, MOTOMY 4YTO Mrpa xkecrto-
Ka. [IpuHATHE 3TOrO MO3BOJISET HaM JIy4llle IOHATb U OLLEHUTb UTPHI,
KOTOpbIe CYIIECTBYIOT B OCHOBHOM Ha 3a/IBOpKaXxX 3alajHoro obie-
ctBa. [Ipennosnoxenue, YTo Urpa Bcerga NpousBogutT ad@PeKTsl yao-
BOJIbCTBHUSI, — 3TO YCTYIIKA KOJIOHMAJIU3MY U GEJIOMY CyIIpEMaTHU3My.
HecMoTps Ha BCIO )XeCTOKOCTb Urpshl, 60siee TIaTeIbHbIN aHAIU3 UX
CpPaBHUTEJIBHO 60JIee OMaCHBIX TEHAEHINIT MOKEeT IOMOYb HaBEPCTATh
HEUTO Ba)KHOE.

Urpa «Cnpsiub epeKJIovaTesb» 3aCTaBisSIeT UCCIIEeOBATENIENH UTP
3a7lyMarTbCs O Bellax U MHIAUBUAX, UCKIIIOYEHHBIX U3 IIPOCTPAHCTB,
KOTOpPbl€ KYpUPYIOT UTPhI U Mrpy. DTa urpa 1eMOHCTPUPYET, YTO TPAB-
MaTU4YHas NaMsaTh YepHBIX JIIOfeH, IPOUCKOAAIIUX OT PaboB, HE MO-
>KeT ObITh NHTEPIPETHPOBaHa Kak Mrpa B Tex popmax, B KOTOPBIX OHA
4acTO TEOPETUBUPYETCS, U [IO3TOMY HE BIIUCHIBAETCSI B UHCTUTYTHI be-
JIOWl UCTOPUYECKOU NaMsITU, TaKhe KaK My3€H, KOTOpPbIE IIPOCJIaBIsi-
10T VIrpy. MBI paccunThIBaeM, UTO HAIIX UI'PbI 6€30T1aCHbl 1 OCHOBAHBI
Ha B3aMMHOM COIJIaCUM, HO MBI, B CBOIO OuYepe[lb, 3a0bl1, YTO UTPHI
He BCerja TakoBbl. Ha caMoM nesie 3TO NPUBUJIETUPOBAHHOE I10JIO-
>KeHUe, KOTOpOe NPeATosaraeT, YTo UTPbl 6€30MacHbl U COTIIACOBAHBL
Hrpa yacTo 6bIBaeT XeCTOKOM. Mrpa 3acTaBisieT HaC COIIPOTUBIISTHCS
VICTMHE O TOM, YTO MBI BCErfla JOJDKHBI JOTOBAPUBATLCSI, COIVIACOBBI-
Basi HaIll COGCTBEHHBIN OMBIT C OMNBITOM JIPYTUX. BOT 4TO 06Hapy>XKU-
BAET >)KECTOKOCTb UTPhl «CHIPSIYb BBIKJIIOYATEJIb». DTO NIOKA3bIBAET, YTO
IBITKA — TaKoe ke 0ObIIeHHOe sIBJIeHUe, Kak Mrpa, 1 4To Bce Cr1oco6-
HBI Ha €€ >KeCTOKHE YA0BOJIbCTBUS. 3a0bITh 06 TOM — 3HAYUT ICTETU-
3MPOBaTh ONBIT MIrpbl 1 CMUPUTBCA C KYJILTYPHBIMY HOPMaMU IIPEBOC-
XOICTBA 6EJIbIX.
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