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Dear friends, colleagues, readers and authors!

Online edition of “Galactica Media: the Journal of Media Studies” is a periodic
academic e-journal without printed forms (since 2019). The journal publishes scholastic
articles, reviews, information resources, reports of expeditions, conferences and other
scientific materials.

This project is a truly ambitious initiative that serves to disseminate scientific
intellectual knowledge and information in the field of media and popular culture
(history, cultural studies, anthropology, philosophy, etc.) in the modern world
community.

It is not for nothing that we used the epithet ambitious, since from the very beginning of
its inception and preparation, it really is such. The project was started in 2018 by a
small group of enthusiasts, young scientists whose interests lie in the above-mentioned
areas of research.

First of all, we have assembled a truly big international team to become the members of
our editorial board, people from different parts of our “small global village” called
planet Earth, as media culture theorist Herbert Marshall McLuhan put it. Our editors are
leading scholars in the field of media and popular culture from Russia, USA, UK,
Spain, Austria, Sweden, India, Sri Lanka, China, Malaysia, Ghana.

Therefore, we chose English (the international language of science) and Russian (as the
project is an initiative of Russian scientists) as the working languages of the online
journal.

Openness, no charge, and peer reviews by leading scholars are the fundamental
principles of our project (Ethics). And the digital character of modern international
communications made us choose the electronic version of the journal (without physical
printing). Based on the above while choosing a platform we preferred an open and free
engine called Open Journal Systems, which ideally allows to organize the entire
publishing process.

This allowed us to automate each stage of publication through the user registration
system.

The names and e-mail addresses entered on the website of this online journal will be
used solely for the purposes indicated by the journal and will not be used for any other
purposes or passed to other individuals or organizations.

Journal publishes articles on quarterly basis. The approximate schedule of nearest
issues:

No 1 —the end of February — beginning of March of the current year;
No 2 — approximately by the end of May of the current year;

No 3 — mid-October of the current year;

No 4 — mid-December;
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Our online edition is devoted to the topical issues in the field of studies of media and
mass culture in the broadest coverage of: history, cultural studies, anthropology,
philosophy, etc.

The title of the journal was chosen as a reference to the work of the famous theorist of
media culture, Herbert Marshall McLuhan, who in his periodization of the invention
and assimilation by mankind of mass communications (media) introduced the concept
of "Galaxy" (Galaxy of Gutenberg, Galaxy Marconi, etc.).

Project goal: to create a virtual platform for exchange of views and discussions in the
field of studies of media and mass culture. We strive to ensure that our network
publishing performs an important scientific function — communication and information,
which allows not only to accumulate new achievements in this area, but also serves as
the basis for new discoveries and insights.

Online edition maintains its principles — to ensure the intercultural dialogue and to
reduce the conflict of civilizations. It adheres to the philosophy of non-violence, cultural
and religious tolerance. The editorial Board aims at removing language barriers while
maintaining respect for the national culture of each nation, residing on the small planet
Earth.

We accept articles in the following spheres:

History including anthropology;
Philosophy;
Theory and history of culture.

But this does not mean at all that articles and other materials of the authors written in
other branches of knowledge will be categorically rejected. All materials submitted to
the editors will be carefully selected and sent for double-blind review.

Which does not mean though that any article sent to the editor will be accepted for our
online edition. Any unscientific or not based on facts article will be rejected by the
editors.

All articles are published FREE, but the fee is not paid to the authors.

Best regards,
Editors

e Certificate of registration issued by Roskomnadzor: DJI Ne ®C77-75215
since 07 march 2019

e Materials are intended for persons over 16 years old.
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YBa:kaemble Apy3bsi, KOJJIETH, YUTATEJIH U ABTOPbI!

CereBoe uznanne Galactica Media: Journal of Media Studies sBisieTcs nmeproanyecKum
HAYYHBIM M3JIaHHEM, He UMEIOIIMM TedyaTHON ¢Gopmbl, U Beimyckaercs ¢ 2019 roga. B
CeTeBOM U3JaHUU MYOJIMKYIOTCS Hay4yHblE CTaTbU, PELEH3UH, HH(POPMAIMOHHBIE
pecypcehl, OTYETHI 00 IKCIETUIHSIX, KOH(EPEHIUAX U MPOYHE HAyYHbIE MAaTEPUAIIbI.

JlaHHBII MPOEKT SBIACTCS IOUCTUHE AaMOWIIMO3HOM WHMIIMATHBOM, CiIyXKalei
pacpoCTpaHEHUIO  HAYYHBIX  HMHTCIUIGKTYAIbHBIX 3HaHWA W WHPOpMAIUH,
MOCBAMIEHHBIX HMCCIEOBAaHUSAM B 00JIACTH MEIMa U MacCOBOW KYJIbTYpPHI (HCTOpHS,
KYJIbTYPOJIOTHsI, aHTpomnojiorusi, ¢uiocopuss U T.A.) B COBPEMEHHOM MHPOBOM
COOOILIECTBE.

Mpbl HE 3psi UCIONB30BANIM SIUTET aMOMWIIMO3HBINA, TaK KaK C CaMOro Hayaja ero
3apOKIACHUS M TIOATOTOBKM OH JICHCTBUTENBHO SBISETCS TakOBBIM. [IpoekT ObLI
3aaymad B 2018 roay HeOONBLIONW TPYIIION SHTY3MACTOB, MOJIOABIX YYEHBIX, cepoit
MHTEPECOB KOTOPBIX 0Ka3aJach BBIICYKa3aHHAsl 00JIaCTh HAYYHBIX UCCIICIOBAHHM.

[lepBbIM nE€IOM MBI COOpau MO-HACTOSIIEMY OTPOMHYIO MEXAYHAPOJHYIO KOMaHIY,
KOTOpasi MPeACTaBICHAa B PEAKOJIETMH CETEBOr0 M3JaHKMS U OXBATHIBAE€T OOJBITUHCTBO
KOHTHHEHTOB, KaK BBIPA3UJICS TEOPETUK MeANaKyIbTypsl ['epOepT Mapiann MakitosH,
Halell «MaJICHbKON TIJI00ANBbHOM JEepeBHM» I0OJ] Ha3BaHWeM IutaHera 3emis. Crona
BOIIUIM BeIylIHe Y4YEHBIE B cepe Mearua U MacCOBOM KYJBTYPHI CICAYIOIIMX CTPaH:
Poccus, CIIIA, Benukobputanus, Mcnanus, Ascrpusi, llIseuns, Unaus, lpu-Jlanka,
Kwurait, Mamaiizus, ['ana.

[ToaTomMy B KadecTBe pabOUYUX S3BIKOB CETEBOIO M3MAHUS Mbl BBHIOpANIM AHTIHMHCKUN
(MeXIyHapOIHBIA S3BIK HayKH) M PYCCKHH (Tak Kak MPOEKT SBJSETCS MHUIMATUBON
POCCUHCKUX YUEHBIX).

OTKpBITOCTh, OECIUIATHOCTb M  PELEH3UPYEMOCTh BEAYIIMMU YYEHBIMH  BCEX
MOCTYMAIOMIMX JUIsl MyOJNMKAlMM MaTepHalOB  SBISIOTCS  OCHOBOIIOJIATAIOIIMMHU
HAay4YHbIMW [IPUHOUIIAMKA  HAIETO IMPOCKTa (OCHOBHLIG OTUYCCKUE TMPUHIUIIBL
MpeJICTaBICHbl 37eCh). A TUGPOBON XapaKTep COBPEMEHHBIX MEXIYHAPOIHBIX
KOMMYHHUKAIIMH 3aCTaBUJI HAaC BHIOPATh AJIEKTPOHHBIN BapUaHT MyOnuKanuu cratei (6e3
busnueckoil medatu). Mcxoas u3 BBIIIETIEPEUNUCICHHOTO B BbIOOpE MIATGOPMBI s
pcam3anuun 3aJyMaHHOI'0, Mbl OCTAHOBUWJIMNCH Ha OTKPBITOM U OecCIUIaTHOM IBHXKKE 110/
Haszsanuem Open Journal Systems, koTopblii MO3BOJNISET UACATBHO OPraHU30BaTh BECh
W3AaTeNbCKUI TPOIIECC.

OTO Jano HaM BO3MOXHOCTh aBTOMAaTM3MpOBATh KaXAbI 3Talml Ha NYTH K
OITyOJIMKOBAHUIO HayYHBIX MaTEPHUAJIOB YEPE3 CUCTEMY PErHCTpalliy MOJIb30BaTeNei.

HNMena u anpeca 3J€KTPOHHOM MOYTHI, BBEJECHHBIE Ha CAalTE 3TOr0 CETEBOIO M3JaHUSs,
OyIyT HCIIOJNIB30BAaHbl HCKIIOYUTEIBHO MJisi IeJield, 00O3HAYEHHBIX JTUM CETEBBIM
U3JlaHueM, U He OyAyT WCIONb30BaHbl Mg KaKUX-THOO JApyrux mejed uiu
MIPEIOCTABIICHBI IPYTUM JIUIIaM U OpTaHU3aIHsIM.

MbI BBIXOAUM eKeKBapTajibHO 4 pa3a B roa. lIpumepHoe pacmucaHue BbIXOJa
HOMEPOB:
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No 1 — koHern peBpasiss — Ha4aJI0 MapTa TEKYIIEro roja;
NO 2 — npubIU3UTENHHO KOHEL Masi TEKYILETO ro/a;
NoO 3 — cepennHa OKTSIOps TEKYIIETro To/1a;

NoO 4 — cepenuHa aexadpsi TEKYIIETo To/a;

CereBoe HM3/1aHUE MTOCBSIICHO aKTyaJlbHBIM BOIIpOcaM B chepe uccienoBaHui Meua u
MacCOBOM KyJAbTYyphl B CaMOM IIUPOKOM HX OXBaTe: HCTOPHS, KYJIbTYPOJIOTHS,
aHTpoIoJ0Tus, GUIOCOPHS U T.1.

Ha3Banue mpoekra ObIJI0 BRIOPaHO B Ka4eCTBE OTCHUIKM K TBOPYECTBY M3BECTHEHIIETO
TEOpeTHKa MenuakyiabTypbl ['epOepra Mapmamia Makito3Ha, KOTOPBIM B CBOEH
NepUOAN3ALMM H300pEeTEHUsT M YCBOEHHUS UEJIOBEYECTBOM CpPEICTB MAacCOBOM
KOMMYHHKAIMK (Meaua) ucrosb3opai noustue «lamaktuka» (['anakruka ['yrrenbepra,
["anaktuka MapkoHH U T.1I.).

Leab mnpoexkra: co3gaHMe BUPTYaJIbHON IUIOIIAAKK JUId OOMEHa MHEHUSMH U
JUCKYCCHUI B 00JIaCTH UCCIIEI0BAaHUI Melna U MacCOBOM KYJIbTYpBHI.

Hcxons u3 nenu, Mbl CTPEMHUMCS. K TOMY, YTOOBI Hallle CETEBOTO W3/IaHHE BBIMOJIHAIIO
Ba)XHbIC HAy4YHbIE (DYHKIUM — KOMMYHUKATUBHYIO M HMH(OPMAIMOHHYIO, KOTOpBIC
IIOCITY’KaT OCHOBOM JUIsl HOBBIX OTKPBITHM U 03apEHUM.

CereBoe n3/1aHue BBICTYIAET € MO3ULUN «UACOJIOTHI» UAJOra KyJbTyp U yCTpaHEHHE
ycnoBui KoH(pIUKTa nuBWiIn3anuil. OHO mpuaepKUBaeTcs MPUHLUIOB (uiIocopun
HEHACWIINSA, KYJIbTYPHOU M PEIUTHO3HON TOJICPAHTHOCTH. Pemakmus mpecieayeT eib
YCTpaHEHUS S3BIKOBBIX OaphbepoB W YBAXKHTEIBHOTO OTHOIICHHS K TpaHUIAM
HAI[MOHAJBLHOU KYJIBTYPHI KaXKJIOTO HApOJa, MPOKUBAIOMIETO HA MAJICHBKOW IUIAHETE
3emis.

OcHOBHBIE OTpaciii HayK, B paMKaX KOTOPBIX MOTYT OBbITh OIyOJIMKOBaHbl MaTE€pPHAIIbl B
JJAHHOM U3J1aHUH, ITO:

07.00.00 — Ucropuueckne HAyKku. B ToM unciie 1 aHTPOMOJIOTHSI;
09.00.00 — ®dunocodcekue HAYKH;
24.00.00 — Teopusi u MCTOPHSA KYJbTYPHI.

Ho 310 coBcem He 03Hayaer, YTO CTaThbU M MHBIE MaTepuaibl aBTOPOB, HAIMCAHHBIE B
JIpYyTuX OTpaciasX Hayku OyAyT KaTeropmyecku OTBeprHyThl. Bce Marepuansl,
MOCTYMAIOIIME B PEAAKINIO IPOXOAAT TIIATENbHBIM 0TOOP U OTHPABISAIOTCS HA IBOWHOE
CJIETIOE PELEH3UPOBAHHUE.

BMmecte ¢ Tem 3T0 He 03HaydaeT, 4To Jit00asi, IMPUCIAaHHAs B PENAKLUIO0 CTaThsl, OyAeT
HareyaTaHa B HallleM CeTeBOM M3aaHuu. JItobas aHTHHaydHas M HE IMOJKpEIICHHAs
(bakToJIOrNYecKy CTaThs Oy/IeT OTKJIOHEHA PEIaKTOPaMH.

Bcee cratbu nyonukyrores B cereBoM uzgannu BECIIJIATHO, Ho u roHopap aBTopam
HE BBIIUIAYUBAETCS.

C ysasricenuem,
peoaxkuus dcypHaia

e (CBUAETENBCTBO O peructpauuu BeigaHo Pockomuanzopom: DJI Ne ®C77-75215 ot
07 mapra 2019

e OnyOnuKoBaHHBIC B KypHAJIC MaTepUalIbl IPeAHA3HAYEHBI IS JIMI] cTapiie 16 et
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Editorial Team

Chief Editor:

Rastyam Tuktarovich Aliev, PhD in
history, Senior Researcher of Laboratory
for Research of Social, Political, and
Cultural Dynamics of Lower Volga &
Caspian Sea Region, Associate Professor
at the Department of Cultural Studies,
Astrakhan State University, Russia

Science Editors:

Sergey Nikolaevich Yakushenkov,
Dr. sc, professor, Professor of the
Department of Foreign History and
Regional Studies, Astrakhan State
University, Russia

Olesya Sergeevna Yakushenkova, PhD,
Associate Professor at the Department of
Cultural Studies, Astrakhan State
University, Russia

Editor of the Russian Version of
the Journal:
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Editors of the English Version of
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China

Penaxknus

I'1aBHBINA pegakTop:

Pacram TykrapoBu4 Anues, K. UCT. H.,
CTapUIMiA HAYYHBIA COTPYIHUK
JlaGopaTopuu 1o UCCIIETOBAaHHIO
COLIMAIILHO-TIOJINTUYECKON U KYJIBTYPHOR
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yHUBepcutTeT», Poccus

JlurepaTrypHbIil peakTOp PyCCKOM
BEPCHUM KypHAJIA:

Haranabs CepreeBna Kanarbesa, k.0.H.,
JIOLIEHT KadeIpbl MUPOBOI SKOHOMUKHU U
¢unancos, PI'bOY BO «Actpaxanckuit
rOCyIapCTBEHHBI YHUBEPCUTETY», Poccus

JlurepaTrypHbIii peakTop
AHIVIMHCKOM BepPCHH KypHaJa:

JuauHa AiaueBHa CapakaeBa, K. QuUion. H.,
XaltHaHbCKMI MTpOo(ecCHOHANBHBIN
KOJIIE/K SKOHOMHKH U On3Heca Xaikoy,
Kurait
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Isabeau Vollhardt, B.A.
Philosophy/English University of
Washington, Seattle WA graduate USA

International
Editorial Board

Anna Petrovna Romanova,

Dr. sc., professor, Director of the
Institute for Studies of Southern Russia
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Department of Cultural Studies,
Astrakhan State University, Russia
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Department of Cultural Studies,
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Isabeau Vollhardt, B.A.
Philosophy/English University of
Washington, Seattle WA graduate USA

MexayHapoaHas
peaKoJIerus

Anna IlerpoBHa PomanoBa, 1. ¢puoc. H.,
npodeccop, TMPEeKTOp HHCTUTYTA
UccnenoBanuit mpobiem rora Poccun u
[Tpukacnus; mpodeccop kadeapo
Kynsryponoruu, ®I'60Y BO
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yauBepcute» (Poccust)
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1. gutoc. H., mpodeccop, 3aB. Kapeapoii
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«AcTpaxaHCKUH rocy1apCTBEHHBIN
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Maxkcum Banepsesund Kupuanos,
J. UCT. H., IOLEHT, IOLIEHT Kadeapsbl
PernonoBeneHus: 1 5KOHOMUKHU
3apyOeXHBIX CTpaH QaKyyibTeTa
MexayHapoaHbix oTHoumeHuit, ®I'bOY BO
«BopoHexcknii rocy1apCTBEHHBIN
yuusepcuter» (Poccust)

JIvoamuiia Biaagumuposua Hlersosa,

1. ¢usoc. H., mpodeccop, 3aB. kKadeapoit
®dunocoduu u kyiapryposioruu, PI'bOY
BO «Bonrorpaackuii rocy1apCTBEHHBINA
COLIMAIIbHO-TIEJarOTUUECKUN YHUBEPCUTET
(Poccus)

Aunexcanap Biaaagumuposuu Ilasios,

K. I0p. H., , [louent, ®akynbTeT
rymanuTapHbix Hayk / [llkona ¢punocopun
HUY BIIID, Mocksa (Poccus)
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Valeriy Vladimirovich Savchuk,

PhD, Professor, Department of Cultural
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Petersburg State University. Head of the
Center for Media Philosophy at the
Institute of Philosophy, St. Petersburg
State University, Russia

Konstantin Alekseevich Ocheretyaniy,
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Culture and Media, Brown University,
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Neeraj Khattri, PhD, Associate
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English, Boise State University, USA
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Media, Music and Culture School of Media
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(UK)

Neeraj Khattri, PhD, Associate Professor
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Studies Jaipur National University, Jaipur
Rajasthan (India)

Gautam Basu Thakur, PhD in
Comparative Literature with Certificate in
Critical Theory from the University of
Illinois at Urbana-Champaign, USA. Place
of Work: Associate Professor of English,
Boise State University (USA)
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npodeccop NOCTKOJIOHUATHHOTO
dbemunnzma OTaeneHUs TeHIEPHBIX
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KOHTAKTDBI
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I'naBHbII penakTop:
Anues Pactsam TykrapoBuu

Email: admin@galacticamedia.com

JAupexuus xKypHaJja
Amnmues Pactsam TykrapoBuu

Email: galacticamedia@gmail.com

Kypnaua ocnoBan B 2019

Bce cTaTbu ny0JIMKYOTCS B ABTOPCKOi penakuuu. MHueHune
PEAKOJLIETHH KYPHAJIA MOKET He COBIAJATh ¢ MHEHHEM AaBTOPOB
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Abstract

In this article it is reasoned that e-teens have different characteristics, attitudes,
motivations and needs regarding new media use and appropriation. Consequently,
teenagers have to be studied in a different context than any other group. We also argue
that theories and models regarding uses, gratifications and appropriation of new media
technologies are generalized and therefore cannot aptly be applied to the study of e-
teens. Grounded in concepts from Uses and Gratifications, Model of Technology
Acceptance, Technology Appropriation theories and a critical study of the
developmental needs of e-teens, this study proposes a conceptual model that explains
how e-teens use and appropriate new media technologies- the E-teen Model. Further, to
test the model, the quantitative approach was used to select 300 teens from age 13 to 19
in senior high schools in the Greater Accra region of Ghana to answer questions in
relation to the predictions in the E-teen Model. The results of the study show that
educational, sociability and social inclusion, respectively, were the most popular
gratifications sought and obtained by e-teens, s predicted in the model. The Correlation
and Mann- Whitney U tests applied confirmed all three hypotheses formulated in the
model. To provide support and substance to the e-teen model, other researchers are
encouraged to test and extend it where necessary.
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1. INTRODUCTION

Although there are claims that the older generation of new media
users arzzwx s dbw zloe increasingly adopting technology, empirical
evidence exist to confirm certain variations in the patterns of use and the
degree to which younger generation of new media users make use of
technology and their attendant platforms as compared to their older
counterparts (Hargittai & Dobransky, 2017; Vanden Abeele, Beullens &
Roe, 2013; Niehaves & Plattfaut, 2014; O'bannon & Thomas, 2014; Bell,
Fausset, Farmer, Nguyen, Harley & Fain, 2013, Kamiel, 2017; Olson,
O’Brien, Rogers & Charness, 2011). Teenagers form part of a group of
users referred to as “digital natives” as they are born and raised during the
digital age (Carr, 2011). Digital native teens are also called “e-teens” which
is the short form of “electronic teens”. This illustrates that they largely
depend on electronic gadgets, including new media technologies. If these
assertions are anything to go by, then e-teens can be said to be relatively
different in their expression of competency and gratifications for use of
new media technologies. Their expression of competency may not compare
with older counterparts who were not born into the ‘“digital age” and
considered “digital dinosaurs” or “digital immigrants” (Johnson, 2015).

In this article, new media technologies are defined as technologies that
aid the transfer information or communications through digital techniques.
Examples are smart phones, mobile phones, PCs, laptops and tablets. It also
includes interactive platforms and applications such as instant messaging,
games, social networking, blogs as well as photo and vide sharing
platforms. E-teens are also defined as teenagers (persons aged 13 to 19)
who are high appropriators of new media technologies and platforms, their
use of which is marked by their heavy and the regular use of new media
technologies for day-to-day tasks and activities. They also demonstrate
proficiency in the use of these technologies. According to Bar, Weber and
Pisani (2016, p. 617), appropriation of technology is “the process through
which technology users go beyond mere adoption to make technology their
own and to embed it within social, economic and political practices”. This
means evidence of appropriation of technology is seen in the
“appropriator” having control or expertise over use of the technology. The
technology also permeates throughout the daily practices or activities of the
users as users build strong relationships with the technology and depend on
it for a lot of things they do. Similarly, in this study, new media users who
express marked competency and frequently use new media technologies
have “appropriated” the technologies because they have control and
regularly depend on them for what they do.
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Various studies have been conducted on uses, gratifications and
appropriation of technologies, including new media technologies, among
young people. Most of the studies were grounded in general theories and
models of technology use and appropriation such as Uses and
Gratifications Theory (U & G), Media Systems Dependency Theory
(MSDT), Technology Appropriation Model (TAM) and Model of
Technology Appropriation (MTA). These studies, intuitively, convey the
impression that all users of technology are homogenous with parallel
dispositions to the use of technology (E.g. Malik, Dhir, & Nieminen, 2016;
Florenthal, 2015; Sheldon & Bryant, 2016; Pittman & Sheehan, 2015;
Yoon, 2016; Mahmud, Ab Rahim & Miskon, 2016; Sheldon & Bryant,
2016; Albayrak & Yildirim, 2015; Aluri & Tucker, 2015; Muraina, Osman,
Ahmad, Ibrahim & Yusof, 2016; Pruet, Ang & Farzin, 2016; Kim & Hahn,
2015; Carroll et al., 2001; Jenkins et al., 2006). This study, however, takes
a different approach. It is contended that e-teens are a unique set of new
media users who have unique characteristics, attitudes, motivations and
needs in relation to new media use and therefore have to be studied in a
different context than any other group. The overarching argument in this
article is that using the conceptualisations in the MTA, TAM and U & G
theories to study or explain e-teens’ use and appropriation of new media
technologies (as has been done in previous studies) is not satisfactory. This
IS because the usage and appropriation tendencies of this set of new media
users is unlike any other group calling for efforts to have theoretical
underpinnings tailored to their unique tendencies and characteristics which
this study undertakes.

The main problem this article seeks to address emanates from the lack
of theories that address how e-teens use and appropriate new media
technologies, and motivations driving that. Hence a conceptual model (the
E-teen model) is proposed and is empirically tested.

2. EVIDENCE FROM THEORETICAL LITERATURE (PRIOR
THEORY)

One of the assumptions of the Model of Technology Appropriation
(MTA) is that high appropriation occurs when the user has a need which
could be fulfilled by the use of the technology. So, technology
appropriation does not merely mean attainment of knowledge about a
technology or learning how to do or apply something with the technology
but how there is a simultaneous transformation of user and the technology
(Overdijk & van Diggelen, 2006:94). In the construction of the E-teen
Model, the researchers assume that e-teens are high appropriators of new
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media technologies mainly because the technologies help them fulfill their
distinct developmental or growth needs.

Media users seek out media that have personal utility and thus select
media based on their preferences in order to fulfil particular purposes
(Messing & Westwood, 2014). Quan-Haase and Young (2010) indicate that
new media technologies and their platforms coexist and provide unique
gratifications to users as communication tool integration is now higher than
ever before. According to proponents of the Uses and Gratifications theory
(U & G), mass media audiences are active rather than passive and their
media use goal-oriented. This means media users are aware of their needs
and choose particular media over others for their personal gratifications or
satisfaction (Roy, 2014; Han, Min & Lee, 2015). E-teen users of new
media technologies do so for their unique personal gratifications. Katz,
Blumler and Gurevitch (1974) say there in an intrinsic and extrinsic origin
of needs (psychological and social) which influences media choice and
exposure resulting in particular gratifications. Literature shows that there is
a developmental need for belonging during puberty which has a significant
role in making teens develop a sense of identity (Brechwald & Prinstein,
2011). Besides, having a sense of belonging provides a significant self-
perception and encourages high academic achievement among adolescents
(Schall, Wallace & Chhuon, 2016). The authours safely deduce that having
a sense of belonging is a crucial psychological and developmental need for
teenagers. Ling and Yttri (2006) argue that communicative patterns are tied
to the particular developmental needs of teens who are engaged in
negotiations over social identity and belonging. New media technologies
have a way of making teens find this sense of belonging and social identity
which is a crucial developmental need during puberty. They aptly afford e-
teens the opportunity to feel a sense of belonging by providing avenues for
them to find virtual friendship and companionship, which otherwise would
not have been possible due to factors such as location, time and space in the
physical world. This most likely will account for high appropriation.

The Technology Acceptance Model (TAM). TAM uses the Theory of
Reasoned Action (TRA) as a theoretical basis to explain causal linkages
between two key sets of constructs, Perceived Usefulness (PU) and
Perceived Ease of Use [PEOU] which result in Attitude (A) towards the use
of technology (Kripanont, 2007:53). Attitude then results in Behavioural
Intention (BI) to use a technology and the consequent actual use (U). Partly
guided by these assumptions, this study, similarly, attempts to predict
reasons (partially based on e-teens’ unique disposition of being “digital
natives”) for new media technology use. We assume that e-teens have
positive attitude towards the use of new media technologies as a result of
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having been born into a time of proliferation of new media technologies. E-
teens have grown with and become used to the use of these technologies for
day-to-day tasks such as communicating, learning, gaming, passing time
and even planning their daily schedules. New media technologies have
been woven into their lifestyles to the extent that they have become
dependent on them for almost everything they do. As digital natives, e-
teens have nurtured a positive attitude about the usefulness and ease-of-use
the technologies resulting in high appropriation of same. This shows up in
their reliance on these technologies for every important activity considered
core to their developmental need (communication, learning, passing time,
contracting friendships, shedding of negative feelings) and being able to
use these technologies with less difficulty.

In her seminal piece, Rogoff (1995) highlighted the role of
participation in appropriation by suggesting that appropriation comes about
as a result of mutual involvement of individuals and their social partners in
socio-culturally structured activities such as face-to-face interactions,
communication or interaction through other means and coordination
(Rogoff, 1995, p.142). Rogoff makes a case for participation as supporting
acquisition of knowledge which can be extended to gaining knowledge
about using new media technologies, leading to appropriation of same.
Based on this argument, we suggest that new media technologies afford
their users to engage other users on how they are using technologies, can
ask to be shown how they could do and attempt same. In this sense, as e-
teens engage with new media technologies in a socio-cultural context they
learn about what other users are doing with the technologies, attempt to
take part in them, seek feedback and gradually become conversant with
what the technologies have to offer, and adopt them in their daily practices.
The E-teen Model predicts that high appropriators of new media
technologies are those users who generate, share, interact and participate in
content. It is suggested that aside helping teens to adequately obtain
gratifications sought through the use of new media technologies, e-teens’
ability to socially construct the use of new media technologies (through
participation, content sharing, content generation) help them to appropriate
the technologies.

3. THE PROPOSED CONCEPTUAL FRAMEWORK- THE E-
TEEN MODEL

Grounded in literature, the position of this proposed conceptual model

- The E-teen Model - first of all, is that e-teens are high appropriators of
new media technologies because they are expert users. Second, it is

20


http://code-industry.net/
http://code-industry.net/

Galactica Media: Journal of Media Studies. 2019. No 1
New Media and Human Communication

assumed that platforms available on new media technologies, partly,
account for the high appropriation of the technologies. It is also posited that
at the point of selecting a new media technologies, participatory and
communicative attributes of the technologies are the compelling features of
the technologies to make e-teens want to go in for them. Participatory
attributes are those features of new media technologies that provide e-teens
the opportunity to partake in group activities, create and share content,
participate in discussions as well as learn. Participatory attributes of new
media technologies also help e-teens to have a sense of belonging and
identity which is a key development need (Brechwald & Prinstein, 2011).
New media technologies offer teens them (e-teens) the chance to make
friends online, join groups and share and shed off any personal burning
issues, thereby satisfying their desire to communicate (to shed off
emotional and psychological issues and concerns), socialize and have a
sense of belonging.

Communicative attributes are the features of new media technologies
that offer e-teens prospect for any kind of social interaction, such as, text
messaging, voice communication, video calls and instant messaging. These
two major attributes afford e-teens to meet the social and psychological
origin of needs (sense of belonging and identity) that the Uses &
Gratifications theory advances (Katz, Blumler & Gurevitch (1974, p.20).
Below is the proposed conceptual model for e-teens’ use and appropriation
of new media technologies: Sy
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Fig. 1: Conceptual model for e-teens’ new media technologies use and
appropriation
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The foundational tenet of the E-teen Model is that e-teens are high
appropriators of new media technologies. This is shown with the broken
lines moving from the e-teen to new media and both converging at “high
appropriation”. E-teens exhibit high appropriation through content sharing,
generation and participation. Content sharing is when an e-teen sends a
media product, be it audio, video, web pages, links or text to other users.
This is usually done through social media such as WhatsApp, Facebook,
LinkedIn, and Twitter. Content generation on the other hand, is the creation
or origination of any kind of content (video, audio, text or graphics)
material or information on a new media device and meant to be shared or
distributed to another end-user/audience or group using a new media device
or platform. Content participation is the interaction e-teens have with
content shared and retrieved through new media devices. This comes in
forms such as commenting, re-posting, tagging or reacting to the. It is
assumed that by partaking in the three (content sharing, generation and
participation) e-teens explore the technologies and use advanced features of
new media technologies, thereby, gaining more knowledge about how to
use the technologies and mastering their use.

In the E-teen Model, arrows point downwards from participatory
attributes and communicative attributes which lead to social inclusion
educational and sociability gratifications. These are the gratifications e-
teens seek to derive from the use of the technologies. There are arrows
pointing back from the gratifications through new media to e-teens. This
demonstrates the two-way nature of communication and how using new
media technologies provides gratifications of social inclusion, educational
and sociability to e-teens. Social inclusion gratification (provided by the
participatory attributes), in this model, means the ability to feel a part of
and be part of any social group. Social inclusion is also the ability to
project oneself in a way that one deems fit for one’s image to others in a
social grouping, thereby, carving an identity for oneself. Besides, having a
sense of belongingness means that new media technologies allow the e-teen
to identify with networks who share similar interests, views and habits.
Also, having a sense of belongingness makes the e-teen find affection
which is critical to their psychological, social and even mental
development. The participatory features of new media technologies
(especially social media) is suggested to make room for having a sense of
belongingness and identity. E-teen users, therefore, use participatory
features of new media technologies to achieve social inclusion
gratification.

Sociability gratification (provided by the communicative attributes),
on the other hand, is defined in the model as the features or functions of
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new media technologies which make it possible to communicate, connect,
interact, contract friendships, have leisure and spend virtual time with
significant others. E-teens satisfy sociability needs by signing up on social
media sites, watching videos and joining chat rooms which new media
technologies provide access to. During adolescent years, e-teens feel a need
to have someone they could talk to about their personal issues aside
relations. New media technologies come in handy while providing some
level of privacy to do so. It is also suggested that while seeking sociability
gratification through the use of new media technologies, it at the same time
boosts e-teens’ quest for belongingness and affection. This is because, by
and large, finding a listening ear is likely to make one feel they belong and
are loved.

Still, another remarkable and noteworthy use of new media
technologies by e-teens, is using the technologies for academic or
educational purposes. At this period of their lives, most e-teens are in the
process of acquiring basic and/or secondary education, which is a critical
foundation for future endeavours and are, consequently, advised and
sometimes compelled to engage in activities that enhance their educational
or academic pursuit. A lot of evidence abound about the use of new media
technologies and platforms for the retrieval of academic content, sharing
and receiving of academic content or information, looking up academic
information among others, rather than through traditional means like going
to the library or borrowing physical books from the library. Although there
may be disadvantages with the use of new media technologies in the school
environment (such as distractions in the classroom), DeWitt for example,
suggests that permitting students to have access to these devices “extend
learning opportunities to times and places outside of the classroom”
(DeWitt 2013, p. 1). This is because there is empirical evidence to support
the positive effect of new media technologies on academic performance
and education generally (Ogedebe 2012; Lynch 2015; Simon 2015).
Besides, among the gratifications sought and likely obtained from the use
of new media technologies, academic use has been extensively reported by
many studies (Markwei & Appiah 2016; Asdaque, Nasir Khan & Abbas
Rizvi, 2010; Ogedebe, 2012; Uche & Obiora, 2016; Khedo et al., 2013;
Hlatshwayo, 2014).

Educational gratification is defined as the features of new media
technologies, which make it possible for e-teens to engage in any kind of
educational or academic activity (both formal and informal), such, as
discussions, sharing and receiving of educational resources, asking
questions and submission of assignments. It is predicted in the model that
both communicative and participatory attributes of new media technologies
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allow e-teens to realise educational gratification. While communicative
attributes of new media technologies help e-teens to engage in academic
discussions (collaborative learning) through the technologies and their
platforms, participatory attributes afford e-teens the opportunity to share
and participate in educational activities through the posting and retrieval of
educational resources through new media platforms like blogs, learning
management systems and social media sites. So, e-teens with the aid of
communicative and participatory attributes of new media technologies, are
departing from traditional ways of acquiring information, such as through
the classroom and physical library, to participating in virtual interactions
and retrieval of information for educational purposes.

Essentially, the driving argument for the construction of the e-teen
model is that e-teens use new media technologies to communicate and
entertain themselves (termed ‘sociability gratification’ in the model) and to
feel a sense of belonging (termed ‘social inclusion gratification’ in the
model) as well as seek knowledge for personal and academic purposes
(termed ‘“‘educational gratification” in the model). These are made possible
through the unique communicative and participatory attributes or
characteristics of new media technologies. This, in effect, leads to high
appropriation, propelled by content generation, content sharing and content
participation among e-teens.

4. HYPOTHESES DEVELOPMENT

According to Rogoff (1995) there is significant link between
appropriation and participation. The reason is that appropriation extends to
the fabric of human culture where one learns as one interacts with one’s
environment. In the design of new media technologies, there is a lot of
emphasis on interactivity, through the generation and sharing of content,
and participation, which provides the opportunity for users to learn how to
use the technologies. The interactivity nature of offers informal means of
getting to know more about the technologies through interaction with other
users. Content creation, sharing and participation can propel a user to get
all the requisite details about how to use new media technologies as well as
sharpen expertise. In this study, it is hypothesised that: H1 There is a
positive relationship between e-teen users of new media technologies who
generate, participate and share content and high appropriation of new
media technologies. Essentially, because of its interactive nature, new
media technology users who constantly engage with such technologies
(through sharing, generating and participating in content) tend to know
more about the technologies and even explore other ways of using them
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aside the popular usage patterns. In this study content generation, sharing
and participation is measured by the extent or frequency to which
respondents create (generate), share, receive content as well as partake in
exchanges on new media platforms while appropriation is measured by the
usage abilities and the frequency with which they use new media
technologies.

The second hypothesis is it that: H2: High appropriation and use of
new media technologies by e-teens are motivated by the unique
communicative and participatory attributes of the technologies. Jenkins et
al. (2006) described new media as a “participatory media culture”, whereas
Gibbs (2007) has described the engagement around new media as
“hypersociality”. Ito et al. (2008) subtly link teens to participatory forms of
new media engagement. They intimate that youth participation in these
media forms is high, leaning towards networked gaming and social media
sites such as MySpace, Facebook or YouTube. They claim this has
captured the public limelight and added fuel to the discourse of a digital
generation.

It is offered that, most likely, e-teens use and highly appropriate new
media technologies because features of the technologies allow for
interactions and socialisation, as well as satisfying their quest for
information which is important for shedding off their concerns at this stage
of their lives. The reason being that, new media technologies become
useful tools to handle key developmental issues and personal concerns.
Thus, in this study, it is assumed that a very strong motivating factor for the
use of new media technologies for e-teens is the communicative feature of
those technologies.

The third hypothesis tests the gratifications e-teens and the
gratifications sought and derived from the use of new media technologies:
H3 There is a positive relationship between e-teens’ use of new media
technologies and social inclusion, educational and sociability gratifications.
It is assumed that because of their nature and unique longings and
dispositions, e-teens will seek sociability gratification. Having access to
new media technologies means e-teens will find that unique sense of
belongingness they crave through communication without necessarily
contracting face-to-face friendships. At this stage of their lives, teens have
the tendency to yearn for social connectivity and belongingness (Chen,
2004) which when not attained, may lead to a feeling of loneliness and can
affect their psycho-social development. In the quest of social connectivity
and belongingness, teens contract online friendships, post pictures,
comment and elicit comments on social media sites, which are all made
possible through new media devices.
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Additionally, it is proposed that e-teens are likely to seek
gratifications along the lines of their educational pursuit. Since educational
content is in abundance on Internet platforms such as educational websites,
e-teens, who are usually students, will fall on these platforms to meet
academic needs. They would not only retrieve educational content from
educational sites, but will equally rely on interactive platforms like social
media to discuss class projects and share educational content. E-teens’
adeptness and heavy usage (high appropriation) of new media technologies
and the fact that these technologies provide the platform to retrieve
academic content, as well as serve as an extension of the classroom means
that they likely will rely extensively on these technologies to meet their
educational gratification needs. The hypothesised relationships in the
model have been shown in the figure below:
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Fig. 2: E-teen Model showing hypothesised relationships
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5. METHODOLOGICAL CONSIDERATIONS

Probability sampling methods were used in the selection of
respondents. The first stage of sampling was applying the simple random
sampling method to select the two senior high schools in the Greater Accra
region of Ghana - Ideal College and West Africa Secondary School-
through the lottery method where the researcher randomly picked numbers
that corresponded to the numbers on the list of schools acquired from the
Accra Metropolitan Education Office of Ghana.This was to ensure every
school stood a fair chance of being selected. Afterwards, the stratified
sampling method was used to obtain a representative sample of the target
population. With the aid of the student register, equal or proportional
representations across forms were selected through the simple random
sampling method (probability) to give a total of one hundred and fifty (150)
for each school from the three forms.

The data collection instrument was questionnaire. Two levels of
measurement were used - nominal and ordinal. For the ordinal, guided by
the Likert-type scale response anchors suggested by Vagias (2006), this
study used a five-point Likert scale (response scale). According to John
(2010, p6) there is sufficient data proving that when response scale is
below five or is above seven, Likert items become rather significantly
inaccurate. The five-point Likert item, thus, becomes the normal. During
data analyses, variables measuring gratifications sought and obtained had
to be grouped or recoded under various themes including social inclusion,
sociability and educational gratifications in order to test hypothesis three.
This is because simpler expressions/variables representing those variables
were used in the questionnaire for easy understanding.

6. RESULTS

This section presents the findings from quantitative data analysis with
the use of the Statistical Package for Social Sciences (SPSS) software.
Correlation tests and Mann- Whitney U tests were applied in testing the
hypotheses. The Mann-Whitney U test was used to test hypothesis 3
because the most suitable variable to crosstab with gratifications sought
was gender.

In the E-teen Model, Content creation, participation and sharing are
assumed to facilitate appropriation of new media technologies and their
platforms. Table 2 summarizes the results of correlation test conducted to
assess whether there was a relationship between users who create,
participate and share content on new media platforms and certain markers
of appropriation, such as respondents’ frequency of the use of new media
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technologies; usage of new media technologies without struggle and
respondents’ personal ratings of their usage capabilities.

| create and | engage | can I can confidently Rate your
share content onwith new  confidently use use Apps on nev)\// new r)r/1edia
new media media new media me diapgevices usage
platforms such devices devices without without struaale abil?ties
as social media everyday  struggle 99
| create and share Pearson 395™ 166" 278" 299"
content on new  Correlation
media platforms Sig. (2-
such as social tailed) 000 004 000 000
media N 300 300 300 300 300
Pearson - . . -
I engage with Correlation 395 1 195 236 298
new media Sig- (2= 4 001 000 000
devices everyday tailed)
N 300 300 300 300 300
I can confidently Pearson 166" 195 1 702" 306"
. Correlation
use new media Sig. (2-
devices without taigljé o 004 001 000 .000
struggle N 300 300 300 300 300
I can confidently Pearson_ 978" 936 202" 1 380"
use Apps on new Correlation
media devices  Sig. (2-
without struggle tailed) 000 000 000 000
N 300 300 300 300 300
Pearson  5g9™ 298" 306™ 380" 1
Correlation
Rate your new Sig. (2-
media usage taﬁé g 000 000 000 000
abilities N 300 300 300 300 300

**_Correlation is significant at the 0.01 level (2-tailed). *. Correlation is significant at the 0.05 level (2-

tailed).

Table 1: Correlation test for hypothesis 1
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Most of the correlations were significant at the 0.01 significant levels.
From the above table, “I create and share content on new media platforms
such as social media” i1s ranked first among all the factors. This is an
indication that content creation and content sharing through new media
platforms such as social media (COR = 1.000) has great impact on the
appropriation of new media technologies. The second factor is frequent
engagement with new media technologies (COR = 0.395). Respondents’
personal rating of their new media usage abilities (COR = 0.299) is the
third factor. This was followed by the participants’ response to the question
“I can confidently use Apps on new media devices without struggle” (COR
= 0.278). The least factor for appropriation was established from responses
to the statement: “I can confidently use new media devices without
struggle” (COR = 0.166). This means that some of the participants had
certain difficulties with the use of some new media technologies and this
has an impact on content generation, content participation and content
sharing. Worthy of note is that, although other factors account for
appropriation content sharing and content creation has a greater impact on
appropriation of new media technologies.

Moreover, “I create and share content on new media platforms such as
social media” has a strong significant positive correlation with | will
engage with new media devices every day. There was a positive correlation
between the two variables, r = .395, p = < 0.05 which means that the more
respondents create and share content on new media platforms, the more
they engage with new media devices every day. In the same way, “I create
and share content on new media platforms such as social media” had a
significant positive correlation with “I can confidently use new media
devices without struggle” (r = .166, p = < 0.05), “I can confidently use
Apps on new media devices without struggle” (r =.278, p = < 0.05) as well
as new media usage abilities (r =.299, p =< 0.05).

In essence, the correlation test performed to examine the relationship
between users of new media technologies who participate, generate and
share content and new media usage abilities (high appropriation) found the
relationship between variables to be significant. Therefore, hypothesis 1
(There is a positive relationship between e-teen users of new media
technologies who generate, participate and share content and high
appropriation of new media technologies) has been confirmed by data
gathered. One can, as a result, concede that content creation, generation
sharing lead to high appropriation.

29


http://code-industry.net/
http://code-industry.net/

lNamaxtuka meana: xxypHan Meaua uccienoBanuid. 2019. No 1

)

Hogrie MCJiua U KOMMYHHUKAaIIUN

| use new
media
technologies :
very often Chat/ In.StamVideo SOC"’.’II . Information/Educational
. messaging .~ MediaEntertainment
andwﬂlusea S CaIImgA s News apps apps
them the PP PP
rest of my
life
Pearson - - - o .
I use new media Correlation 221 1217 2217 253 168 095
technologies  gjg. (2-
veryoftenand  tajle d) .000 .036 .000 .000 .004 110
will use them the
restof my life N 300 297 300 295 292 293 288
Pearson = 5+ 1 4517 6117 441 287" 224"
Correlation
Chat/Instant Sig. (2-
messaging apps taigllé d) .000 .000 .000 .000 .000 .000
N 297 297 297 294 291 293 286
Pearson ;- 4517 1 492" 4157 311" 192"
Correlation
Video Calling tsa'ﬁeg 036 000 000 .000 000 001
N 300 297 300 295 292 293 288
Pearson 5+ 6117 492" 1 .495™ 381" 236"
. . Correlation
Social Media Sig. (2-
Apps tailed) .000 .000 .000 .000 .000 .000
N 295 294 295 295 290 292 286
Pearson = ppqe 441" 415" 4951 352" 175"
Correlation
Entertainment tsa'ﬁeg 000 000 000 000 000 003
N 292 291 292 290 292 290 283
Pearson g+ 2877 3117 3817352 1 599"
. Correlation
Information/ Sig. (2-
News apps taigllé d) .004 .000 .000 .000 .000 .000
N 293 293 293 292 290 293 285
Pearson g5 224 1927 236™.175™ 599™ 1
Correlation
Educational appsSig (2-
e 110 .000 .001 .000 .003 .000
tailed)
N 288 286 288 286 283 285 288

**_Correlation is significant at the 0.01 level (2-tailed). *. Correlation is significant at the 0.05 level (2-

tailed).

Table 2: Correlation test for hypothesis 2
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The table above indicates the association between the frequent usage
and intention to use new media technologies and the apps frequently
patronized by e-teens. Most of the correlations were significant at 0.01 and
0.05 significant level. From the table above, “I use new media technologies
very often and will use them the rest of my life” is ranked first among all
the others. This is an indication that respondents’ usage of and intention to
use new media technologies the rest of their lives (COR = 1.000) are
strongly correlated and that respondents are likely to use new media
technologies at the same frequency or more as relationship with the unique
communicative and participatory attributes of new media technologies. The
actual factor for use and intention to use new media technologies was the
entertainment apps of the technologies (COR = 0.253). The next factors
are both chat/instant messaging apps and social media apps (COR = 0.221
respectively), which are considered communicative and participatory
attributes of new media technologies. The other factor is information/news
apps (COR = 0.168), followed by video calling (COR = 0.121) and the
least factor being educational apps (COR =0.095).

Data, hence, statistically supports the research hypothesis that: High
appropriation and use of new media technologies by e-teens are motivated
by the unique communicative and participatory attributes of the
technologies. This is because the apps with the strongest correlations with
use and intention to use new media technologies can be categorised as
having communicative and participatory attributes.

Rank

Gender N Mean Rank Sum of Ranks
Gratifications sought and  Male 161 143.21 23057.50
Obtained (social inclusion, Female 139 158.94 22092.50
sociability and educational) ... 300 ' '

Gratification sought and Obtained (Social inclusion, sociability and

Test Statistics educational)

Mann-Whitney U 10016.500
Wilcoxon W 23057.500
z -1.659

Asymp. Sig. (2-tailed) 0.097

a. Grouping Variable: Gender

Table 3: Mann- Whitney U tests for Hypothesis 3
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The tests yielded that gender rankings or differences were not
significantly different regarding the gratification sought and obtained (U
=10016, p > 0.05). Which means that gratifications sought and obtained by
males and females were the same. The predominantly-sought-after
gratifications have been established to be sociability, social inclusion and
educational gratifications have been confirmed as the gratifications sought
and obtained by both males and females. It can be settled that research data
statistically support the hypothesis that “there is a positive relationship
between e-teens’ use of new media technologies and social inclusion,
educational and sociability gratifications”. The suggestions put forward as
the factors for the high appropriation of new media technologies by e-teens
- the unigue communicative and participatory attributes of the technologies
- which aptly help to gratify e-teens’ unique gratification needs - have both
been proven by the data gathered.

7. DISCUSSION

Stemming from the fact that academic (educational), entertainment
and leisure; socialization/social connectivity were the most predominant
gratifications consistently sought and obtained by e-teens, the assumption
in the E-teen model that gratifications sought by e-teens are in line with
sociability, educational and social inclusion has been validated. By virtue
of the technologies being able to satisfy these needs, e-teens tend to be high
appropriators of new media technologies which is quickened by the
generation, sharing and participation in content on new media technologies.

Specifically looking at factors for new media technology usage, it
emerged that chat/instant messaging and social media applications of new
media technologies account for frequency of usage and intention to use
new media technologies in the future. These applications are
characteristically communicative and participatory as they allow for
communication and participation online. The other factor for frequency of
use (high appropriation) and intention to use new media technologies is
information/news apps (COR = 0.168), followed by video calling (COR =
0.121) and the least factor being educational apps (COR = 0.095).

Data, hence, statistically supports the research hypothesis that: High
appropriation and use of new media technologies by e-teens are motivated
by the unique communicative and participatory attributes of the
technologies. This is because the apps with the strongest correlations with
use and intention to use new media technologies can be categorised as
having communicative and participatory attributes.
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The study also revealed that e-teens’ high appropriation of
technologies is equally accelerated, first, by content and sharing, followed
by frequent engagement with the technologies.

In essence, conceptualisations and assumptions based on which the E-
teen model was developed has been confirmed by primary data gathered,
making the conceptual model a useable and authentic model that could be
further verified in other contests.

8. CONCLUSION

The aim of the study was to propose a conceptual model for e-teens’
use and appropriation of new media technologies and to test hypothesised
relationships. It was considered important to do so because teens (e-teens)
are an important set of new media users because of their high uptake of the
technologies. The study has contributed to conceptualisations of how e-
teens use and appropriate new media technologies by proposing the E-teen
Model. Empirical data gathered supports the assumption that the unique
attributes of new media technologies help teens to meet needs tied to their
needs—social inclusion, sociability and educational. These are considered
core to their personal development. This because social inclusion and
sociability gratifications fulfils the quest to find a sense of belongingness
and affection which becomes key for a teen’s psycho-social development.
This is the stage of curiosity for most teens, with many teens hungry for
information for personal consumption as well as for school purposes. New
media technologies facilitate this quest for information in an even
expedient manner. This means that e-teen are able to have their educational
gratification needs met through the use and appropriation of new media
technologies.

9. FUTURE RESEARCH

The major future direction for research is to empirically test the
proposed E-teen model in different contexts. It is also recommended that
other statistical means of testing for relationships that the model predicts,
such regression or other statistical analysis with the aid of Structural
Equation Modelling (SEM) could be employed to determine the strength or
measure of relationships. Other research data collection methods such as
observation, in-depth interviews and focus groups can be considered to
complement the survey design in order to fill any gaps that might have
been uncovered and to make room for detailed investigation into the
subject area. The model could equally be extended or modified to include
other constructs to improve it.
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AHHOTAMA

Crarbs TNOKa3bIBa€T, 4TO €-THMHAUDKEphl (e-teens) MMEIOT HHbIE XapaKTepPUCTHKH,
OTHOILIEHHsI, MOTUBAIMM U MOTPEOHOCTH B UCIOJIB30BAHUM U OCBOCHMM HOBBIX MeJua.
CrnenoBarenbHO, TOJAPOCTKH JTOJDKHBI M3y4aTbCs B MHOM KOHTEKCTE, HEXKENH JIHo0ast
apyrasg rpynmna. Mbsl Takke yTBEp)KIAeM, 4YTO TEOPHMM M MOJEIH, Kacaroluecs
UCTIOJIb30BaHUs, YAOBIETBOPEHUS M OCBOCHHUSI HOBBIX MEIHA-TEXHOJIOTHI, 0000IICHBI 1
[O3TOMY HE MOTYT OBIThb NPUMEHEHBl K H3YyYEHHMIO HOAPOCTKOB. OCHOBBIBAsACh Ha
KOHUENIUAX TEOpUU HCIOJIb30BAaHUS M  YIOBJIETBOPEHHUS, MOJEIM IMPUHATHUS
TEXHOJIOTHHM, TEOpUSAX IPUCBOEHUS TEXHOJOTMH M KPUTHUECKOM HCCIIEI0BAaHUU
NOTPEOHOCTEN pa3BUTHUA €-THHAIUDKEPOB, B 3TOM MCCIEIOBAaHUU IpeJularaercs
KOHIIETITyalbHasl MO/IENb, OOBACHSIONIAs, KaK e-TUHAUIDKEpPHI (e-teens) UCIOIb3YIOT U
OCBaMBaIOT HOBBIE MEJNA-TEXHOJIIOTUU- MOJIENb €-TUHANKepa (e-teens). [ npoBepku
MoJeNu ObUT MCMOJIb30BaH KOJMYECTBEHHbIN moaxon s otdéopa 300 moapocTKoB B
Bo3pacte oT 13 no 19 ner B crapmmx Kjaccax cpeAHel IIKoJibl B pailoHe bosbiioii
AKkpsl, ['aHa, U1 0TBETa Ha BONPOCHI, KACAIOLIUECS IPOTHO30B B MOJENHN. Pe3ynbraTsl
UCCJIEIOBaHMSI TOKAa3bIBAlOT, 4YTO O0Opa3oBaHHWE, KOMMYHHMKAIUs W COLMAJbHAs
MHTErpalysi, COOTBETCTBEHHO, ObUIM CaMbIMHU MOIYJSPHBIMU JKEIAHUSAMHU, K KOTOPBIM
CTPEMMIJIUCh U KOTOPBIE PEATM3OBBIBAIN €-teens, Kak M IPEeANoyarajoch B MOJEIU.
IIpumenenne koppemsauuii u U-kpurepus MaHHa-YUTHU TOATBEpAWIM BCE TpHU
TUNOTE3bl, chOopMynupoBaHHbIE B MOZENU. s MOANEp KK MOJAENU e-teen Ipyrum
UCCIIEIOBATENISM TIpeJIaraeTcs NpOTeCTUPOBATh U PACIIUPUTH €€, TIe 3TO HE0OXO0AUMO.

Ki1ioueBble cJ10Ba

E-tunsiimkepsl  (e-teens), MOJAPOCTKH, HOBBIE MEIWA-TEXHOJOTHH, LU(GPOBHIE
abopureHbl, NPUCBOCHUE, KOHIIETITYyalbHass MOJEIb, MOJIENb SJIEKTPOHHOTO MOJIPOCTKA,
collMajbHasi MHKJIIO3UBHOCTh, 00pa3oBaHue, KOMMYHUKa0eIbHOCTb, digi-MoApOCTKI

v kG MD

Oro mpowmsBeneHue noctymHo To Creative Commons Attribution-NonCommercial-
NoDerivatives 4.0 International License.

38


http://creativecommons.org/licenses/by-nc-nd/4.0/
http://creativecommons.org/licenses/by-nc-nd/4.0/
http://creativecommons.org/licenses/by-nc-nd/4.0/
http://code-industry.net/
http://code-industry.net/

Galactica Media: Journal of Media Studies. 2019. No 1 =

New Media and Human Communication '

CnMCoK JiuTepaTyphl

Albayrak, D., & Yildirim, Z. (2015). “Using social networking sites for
teaching and learning: Students' involvement in and acceptance of
Facebook® as a course management system. Journal of Educational
Computing Research, 52(2), 155-179.

Aluri, A., & Tucker, E. (2015). “Social influence and technology
acceptance: The wuse of personal social media as a career
enhancement tool among college students. Journal of Hospitality &
Tourism Education, 27(2), 48-59.

Asdaque, M.M., Nasir Khan, M., & Abbas Rizvi, S.A. (2010), Effect of
Internet on the academic performance and social life of university
students in Pakistan. Journal of Education and Sociology, December
(2010), 21-27

Bar, F., Weber, M. S., & Pisani, F. (2016). Mobile technology
appropriation in a distant mirror: Baroquisation, creolisation and
cannibalism. New Media and Society, 18(4), 617-636.

Bell, C., Fausset, C., Farmer, S., Nguyen, J., Harley, L. & Fain, W. B.
(2013). Examining social media use among older adults.
In Proceedings of the 24th ACM conference on hypertext and social
media, 158-163.

Brechwald, W. A. & Prinstein, M. J. (2011). Beyond homophily: A decade
of advances in understanding peer influence processes. Journal of
Research on Adolescence, 21(1), 166-179.

Carr, N. (2011). The Shallows: What the Internet is Doing to Our Brains.
New York: WW Norton & Company.

Carroll, J., Howard, S., Vetere, F., Peck, J. & Murphy, J. (2001). Identity,
power and fragmentation in cyberspace: technology appropriation by
young people. In: Proceedings of the Twelfth Australasian
Conference on Information Systems.

Chen, W.C. (2004). Adolescent interpersonal relationship quantity and
quality, belongingness and loneliness. Dissertation Abstracts
International: Section A. Humanities and Social Sciences 64: 3953.

DeWitt, P. (2013). Are schools prepared to let students BYOD?. Education
Week.

Florenthal, B. (2015). Applying uses and gratifications theory to students’
LinkedIn usage. Young Consumers, 16(1), 17-35.

Han, S., Min, J. & Lee, H. (2015). Antecedents of social presence and
gratification of social connection needs in SNS: a study of Twitter
users and their mobile and non-mobile usage. International Journal
of Information Management, 35(4), 459-471.

39


http://code-industry.net/
http://code-industry.net/

-

lNamaxtuka meana: xxypHan Meaua uccienoBanuid. 2019. No 1
) Hossle Menna 1 KOMMyHHMKalUK

Hargittai, E., & Dobransky, K. (2017). Old Dogs, New Clicks: Digital
Inequality in Skills and Uses among Older Adults. Canadian Journal
of Communication, (42)2, 195-212.

Hlatshwayo, V.S. (2014) Youth usage of social media, Swaziland: A report
for the Swaziland Chapter of the Media Institute of Southern Africa
(MISA), 2014. : Retrieved from
https://misaswaziland.files.wordpress.com/2014/07/the-youth-usage-
of-social-media-2014.pdf

Jenkins, H., Clinton, K., Purushotma, R., Robinson, A. J. & Weigel, M.
(2006). Confronting the challenges of participatory culture: media
education  for  the  21st  Century. Retrieved  from
http://www.digitallearning.macfound.org/atf/ct/%7B7E45C7EO-
A3E0-4B89-AC9CES07E1BOAE4E%7D/JENKINS WHITE
PAPER.PDF

Johnson, N. F. (2015). Digital natives and other myths. In: M. Henderson
& R. Geoff. (Eds), Teaching and digital technologies: Big issues and
critical questions, Cambridge University Press, Melbourne, VIC., pp.
11-21.

Kamiel, A. (2017). A hot trend: The internet, social media & the
elderly. Retrieved from__https://www.huffingtonpost.com/anita-
kamiel-rn-mps/older-people-social-media_b 9191178.html

Katz, E., Blumler, J.G. & Gurevitch, M. (1974). The Uses of Mass
Communications: Current Perspectives on Gratifications Research.
Beverly Hills, CA: Sage.

Khedo, K.K., Suntoo, R., Elaheebocus, S.M.R.A. & Mocktoolah, A.
(2013). Impact of online social networking on youth: Case study of
Mauritius. The Electronic Journal of Information Systems in
Developing Countries, 56(6), 1-7.

Kim, J. and Hahn, K.H. (2015). The effects of self-monitoring tendency on
young adult consumers’ mobile dependency. Computers in Human
Behavior, 50: 169-176.

Kripanont, N. (2007). Examining a technology acceptance model of
internet usage by academics within Thai business schools. PhD diss.,
Victoria University, 2007.

Ling, R. & Yttri, B. (2006). Control, Emancipation and Status: The mobile
telephone in teens’ parental and peer relationships. In Kraut, R,
Brynin, M., & Kiesler, S. (Eds), Computers, phones and the internet:
Domesticating Information Technology. Oxford, UK: Oxford
University, pp. 19-34

Mahmud, Y., Ab Rahim, N. Z. & Miskon, S. (2016). Social network site
(SNS) appropriation process in family perspective based on family

40


http://code-industry.net/
http://code-industry.net/

Galactica Media: Journal of Media Studies. 2019. No 1
New Media and Human Communication '

types. Journal of Theoretical and  Applied Information
Technology, 88(3), 464.

Malik, A., Dhir, A. & Nieminen, M. (2016), Uses and gratifications of
digital photo  sharing  on Facebook. Telematics  and
Informatics, 33(1), 129-138.

Markwei, E. D. & Appiah, D. (2016). The Impact of social media on
Ghanaian youth: A case study of the Nima and Maamobi
communities in Accra, Ghana. The Journal of Research on Libraries
and Young Adults, 7(2), 1-26.

Messing, S. & Westwood, S. J. (2014). Selective exposure in the age of
social media: Endorsements trump partisan source affiliation when
selecting news online. Communication Research, 41(8), 1042-1063.

Muraina, I. D., Osman, W.R.S., Ahmad, A., Ibrahim, H., & Yusof, S. A.
(2016), “Modeling the Behavioural Intention of Broadband
Technology Usage among Teenagers: Application of UTAUT
Model. Asian Journal of Information Technology, 15(3), 593-601.

Niehaves, B., & Plattfaut, R. (2014). Internet adoption by the elderly:
employing IS technology acceptance theories for understanding the
age-related digital divide. European Journal of Information
Systems, 23(6), 708-726.

O'bannon, B.W., & Thomas, K. (2014). Teacher perceptions of using
mobile phones in the classroom: Age matters!. Computers &
Education, 74: 15-25.

Ogedebe, P.M. (2012). Internet usage and students’ academic performance
in Nigeria tertiary institutions: A case study of University of
Maiduguri. Academic Research International, 23: 334-343.

Olson, K.E., O’Brien, M.A., Rogers, W.A. & Charness, N. (2011).
Diffusion of technology: Frequency of use for younger and older
adults. Ageing International, 36(1), 123-145.

Overdijk, M., & Diggelen, V. D. (2006). Technology appropriation in face-
to-face collaborative learning”, in First European Conference on
Technology Enhanced Learning, pp. 1-2.

Pittman, M. and Sheehan, K. (2015). Sprinting a media marathon: Uses and
gratifications of binge-watching television through Netflix. First
Monday, 20(10) Doi:10.5210/fm.v20i10.6138

Pruet, P., Ang, C. S. & Farzin, D. (2016). “Understanding tablet computer
usage among primary school students in underdeveloped areas:
Students’  technology  experience, learning  styles and
attitudes”, Computers in Human Behavior, Vol. 55, 1131-1144.

41


http://code-industry.net/
http://code-industry.net/

-

; lNamaxtuka meana: xxypHan Meaua uccienoBanuid. 2019. No 1

Hogrie MCJiua U KOMMYHHUKAaIIUN

Quan-Haase, A., & Young, A.L. (2010). Uses and gratifications of social
media: A comparison of Facebook and instant messaging. Bulletin of
Science, Technology & Society, 30(5), 350-361.

Rogoff, B. (1995). Observing sociocultural activity on three
planes: Participatory  appropriation, guided  participation, and
apprenticeship. In: J. V. Wertsch, P. del Rio, & A. Alvarez. (Eds)
Sociocultural studies of mind, pp. 139-164. New York, NY:
Cambridge University Press

Roy, S. K. (2014). Determining uses and gratifications for Indian internet
users. Case Studies in Business, Industry and Government Statistics,
2(1), 78-91

Schall, J., Wallace, T. L. & Chhuon, V. (2016). Fitting in’ in high school:
how adolescent belonging is influenced by locus of control
beliefs. International Journal of Adolescence and Youth, 21(4), 462-
475.

Sheldon, P. & Bryant, K. (2016). “Instagram: Motives for its use and
relationship to narcissism and contextual age”, Computers in Human
Behavior, 58: 89-97.

Simon, N. (2015). Do Tablets in the Classroom Really Help Children
Learn? Retrieved from_https://www.linkedin.com/pulse/do-tablets-
classroom-really-help-children-learn-natalia-
simon?redirectFromSplash=true

Uche, A.O., & Obiora, A.V. (2016) Social Media Typology, Usage and
Effects on Students of Nigerian Tertiary Institutions, International
Journal of Innovative Research and Development, 5(8).

Vanden Abeele, M., Beullens, K., & Roe, K. (2013). Measuring mobile
phone use: Gender, age and real usage level in relation to the
accuracy and validity of self-reported mobile phone use. Mobile
Media & Communication, 1(2), 213-236.

Whiteside, M., Mills, J. & Mccalman, J. (2012). Using Secondary Data for
Grounded Theory Analysis. Australian Social Work, Vol. 65, pp.
504-516. 10.1080/0312407X.2011.645165.

Yoon, K. (2016). The Cultural Appropriation of Smartphones In Korean
Transnational Families. In: Mobile Communication and the
Family (pp. 93-108). Springer, Netherlands.

42


http://code-industry.net/
http://code-industry.net/

Galactica Media: Journal of Media Studies. 2019. No 1
New Media and Human Communication

CBOBOJHOE BPEMS KAK HOBAA ®OPMA
TPYJA: HU®POBBIE IPOPECCUU U
KAIIUTAJIN3M
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(a) Uucturyt pumocodmu PAH, 109240 Poccuiickas ®eneparms, r. Mocksa,
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AHHOTADMA

CraThsi mpeayaraeT KpUTHUECKUI MOAXOJ K aKTYaJIbHOH IUCKYCCHU 00 YBEIWYCHHUU
CBOOOJHOTO BPEMEHU U YMEHbBILIEHWU KOJIMYECTBA TpyAa B HUGPOBONH SKOHOMHKE.
OO0muM MecToM B JIUCKYCCMM O Ppa3BUTHM COBPEMEHHOI0  KaluTalu3Mma,
XapaKTepu3yeMoro aBTomMarusaiueil u podorusanueil paboynx Mecrt, cTajia TUIoTe3a
00 YMCHBIICHHUU 3aHATOCTU pa60tn/1x. OTTaJIKUBasiICh OT 3TOr0 IMMPECAITIO0JIOXKCHUA,
MHOTMMHU COLMAJIbHBIMU TEOpPETHKaMH Oblla TMOCTaBieHAa MpobiieMa «CBOOOIHOTO
BpEMEHU», KOTOPOro B OyAyIlleM CTaHET CIHMIIKOM MHOTO0. DTO TPHUBEAECT K psay
npo0JieM, B YUCIIE KOTOPHIX HA3bIBAIOT 0€3padOoTHIly M HEHYHOCTh 4YeJloBeKa. ABTOD
CTaBUT I10J] COMHEHHUE ATOT MPOTHO3, 00paIasch K PaCCMOTPEHUIO AKTYaJIbHBIX [IJIS
COBPEMEHHOM COIMATLHON TEOpuu (PEHOMEHOB — «IIH(PPOBOrO Tpyaa» U «IU(POBBIX
npodeccuity. B craThe Takke TmpeiaraeTCs HOBBIM B3TJIA Ha B3aUMOCBS3H
MOCTUHIYCTPHATbHOM 1U(GPOBOH HSKOHOMHKM W Mupa Meaua. Onupasch Ha
MapKCI/ICTCKI/Iﬁ aHaJInu3 KYHBTypHOﬁ JJOTUKH IIO3JHETO KalluTallu3Ma, BBbIABHUIACTCS
TE3UC, YTO HETOBU30BAHHBIM MeIHWa-MHUpP, KYJbTYPHO OMNOCPEAYIOIIMI KamuTaau3M,
CHUMAeT NpPOTHUBOpEYHE MEXIYy MPOU3BOACTBOM M moTpediaeHuemM. KynbTypHoe
MIPOU3BOJCTBO MPUHIMIHUAIBHO HE MOMJIEKUT IMOJTHOW aBTOMATH3AlMM, MOCKOJbKY B
camy ero CTpykTypy BKJtoueHo norpebdsienue. Kak uror, cBo0oHOE BpeMsi HE3aMETHO
JUISl CAaMOT0 YeJIOBEKA TAKKE CTAHOBUTCS IPOU3BOAUTENIbHBIM TPYJIOM.

Ki1roueBble cj10Ba

Teopus Menua, uuppoBoi KamurtanusM, LUGpPOBbIE Mpodeccuu, HUPPOBOU TPy,
MO3AHUM KamuTalu3M, MapKCcHU3M, couuanbHas ¢unocodus, ¢uiocodus KyabTypsl,
00pa3bl COBPEMEHHOCTH, CBOOOTHOE BpeMsI
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Yenoseueckas sHcusHb Oe30esimenbHa U Juena yeu,

HO UMEHHO 3MO0 OmMCymcmaeue 0eia u yeiu 0enarm
BO3MOJICHOU DeCNPUMEPHYIO Yel08edeCcKYIo 0esimelbHOCb.
Yenosek nocssawaem cebs npouzeo0cmaey u mpyoy, Homomy
Ymo 6 0elCmeUmeIbHOCMuU NO C80eU CYUHOCTNU OH JIUULEH
oejla, NOMoMY 4mo OH, NPeicoe 8Ce20, HCUBOMHOe CYOOOMbL.

© AramoOen /I:k. «'psigymee coo0mecTBo»

1. BBEJIEHHUE

«CBoOOHOE BpeMs», Kak TeMa uccienoBaHuss u  (uirocodckoro
pPaccMOTPEHHUS, TEPEKUBACT KAYECTBEHHOE OOHOBJIICHHE B TOCICIHHE
Heckoubko Aecsatuiietuit (Kopcanu, 2015, ctp. 52-53). Beipaxasch TouHee,
cJIeIoBajo Obl CKa3aTh, YTO Tapa MOHATHH «TPYIA» — «CBOOOIHOE BpeMs»,
9acTO TPOTUBOIOCTABISIEMBIX IPYT APYTY, YTpauWBaeT CBOE 3HAUYCHUE.
«Tpym» M3MEHHIICS;, «CBOOOTHOE BPEMS» H3MEHUIIOCH, WU, KaKETCS, MBI
e TepecTald IMOHUMAaTh, TJE€ «CBOOOJHOE BpeMs», a TIE «TPYI»
(Masikuii, 2015b). Koneuno, 3T0 He 3HaYUT, 4TO colMalibHAs punocopus,
COIIMOJIOTHSA, TEOPHS Meaua, SKOHOMHUYECKas Hayka W psAl JpYyrux
aHAMM3UPYIOMKUX (EHOMEHBI TPyJa M CBOOOJHOTO BPEMEHHU JMCIMILIUH
MOJIHOCTBIO yTPATWUIM TOHWMaHuUE Npoucxojdmero. Pacnamack oO1as
WHTEPIPETAUOHHAS pPaMKa, IOTOMY YTO CJIOXHOCTh COBPEMEHHOCTH
MOCTaBWJIa Tepe] HamOoJiee aBTOPUTETHBIMH TEOPUSIMH IPOIIIOTO P
TPYAHOPA3PEIINMBIX 3a/1a4.

JleTanpHBI 0030p TMOAXOAOB K HMHTEPIIPETAIlMU TpyAa W J0Cyra B
HUCTOPUM MBICIH, C OJHON CTOPOHBI, MPEAOCTABHT HAM KOJOCCATLHOEC
MHOrooOpaszue 0€3yCIOBHO MHTEPECHBIX HUJed U JHOOOMBITHBIX
OMITUPUIECKUX CBUACTEIBLCTB, Pa30HPasch B KOTOPHIX JIETKO 3a0BITh O CYTH
BOTIpOCa, a, C IPYTOl CTOPOHBI, TPOJAEMOHCTPHUPYET, YTO HAIIIE aKTyaabHOE
MOHMMAaHUE Yallle BCEr0 HE CWJIBHO OTJIWYaeTcs OT wuuaeh Quiocodon
mpouioro. B camom zaerne, Majio KakoMy COBPEMEHHOMY UYETIOBEKY MPUAET
B TOJIOBY MBIC/Ib, YTO HU3Hb CYIIECTBYET JUIsI TOTO, YTOOBI IICIIMKOM
MOTPATUTh €€ Ha TPy, YTO CMBICI >KU3HHU 3aKJIIOYAETCS B HEMPECTAHHOU
pabore (Cunopuna, 2018, ctp. 156).

XoTsi mojo0HasT WHTEpHpETalusl MPUCYIIA PSIy MUPOBO33PEHUN U
TeOpHil’, COBPEMEHHBIH MHpP [OCTABMI MYTEIICCTBHS, CIOPT, M3YydYCHHE

! HamGonee BakHBIM 3/eCh NPEACTABISCTCS YIOMHHAHME XPUCTHAHCKON TPAaIMIMHK, KOMILICKCHOE
MOHMMAaHKWE TPYAa B KOTOPOW [AJIEeKO OT OJHO3HAYHO HEraTHBHBIX ompejeicHuit. OT MOHOTOHHOTO
monameckoro Ttpyaa (Hofmeester, Moll-Murata, 2011) 10 BO3HHKHOBEHHS MPOOJEMBI NPa3IHOCTH
MpaBeTHUKOB, TOmMaBmIUX B paii (ArambOen, 2019, ctp. 142), Tpymy nOpunUCHIBaeTcs OJiaropoHas
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WHOCTPAHHBIX SI3bIKOB U MHOTO€ JIPYro€, YTO MOKHO ObLIO ObI 0000UTUTH
CIIOBOM «X000M», B KauecTBe Ba)KHEHIIEro crocoda [Jisi OTBJICUCHHUS
«camoro cebst OT MyCcTOH  OECCMBICIICHHOCTH  CYIIECTBOBaHUS
(Ixeitmucon, 2019, ctp. 327). Tpya He SBISETCS CMBICIOONPEACIISIONTUM
MOHSTUEM, €CJIM CIIPOCUTH YEJIOBEKA, O IeJId ero *Ku3Hu: «OO0IUM MECTOM
KPUTUKH TMOJUTUYECKONM 3KOHOMHHM HOBEWILEro KamuTaldu3Ma SBIIAETCA
JIEMOHCTpAIHs TOTO, YTO CETOJHS B poyid ¢eTHia GUrypupyroT Kak pas
oOpa3bl cBOO0HOTO BpemMeHH, nocyray (ITorpednsk, 2019, ctp. 160).

[lenb 3TOM pabOTHI COCTOUT B TOM, YTOOBI MPOAHAIU3UPOBATH, KaK
NPEBPAIICHHE «IO3AHEr0 KaluTalu3Ma» B «IIU(GPOBONA KamUTAIU3IM»
TpaHC(HOPMHUPYET TOHATHUS 3aHATOCTHU M CBOOOAHOro BpeMeHU. B xoxe
HAIIEro M3JIOKEHHS] Mbl YBHJIUM, YTO 3KOHOMHUYECKasl 3PQPEKTUBHOCTb H
PalMOHAIBHOCTD U poBU3ALIHH, OIOCpEOBaHHbIE Meaua,
OpUOIMIKAIOTCA K 3aBEPLICHUIO pa3MbIBaHUS TPaHMI] MEXIY JOCYroM U
TPYAOM, KOTOpble ObUIM CcHOPMHUpPOBaHBl B XOAE MPOMBIIICHHON
pesomtoriun  (Allen, 2017, p. 16-17). OpgHako OKOHYATEIHLHOTO
IpEeBpalIeHUs] BPEMEHU 4YeJIOBEKa B «CBOOOAHOE», O UYEM MeyTallu
YTOIIUCTHI MPOILIOTo, He NpoucxoauT. KynbTypHas Joruka COBpEMEHHOTO
KaluTajli3Ma IpernoiaraeT He3aMeTHOE NIl CaMOI'0 YeJIOBEKa ydacTue B
MPOU3BOJICTBE.

MpIciib B CBOEM CTAaHOBJIEHMM MOAYAC XAOTHUYHA, MO3TOMY TOBOPS O
HACTOSIIIEM, KaXIblil pa3 MNpPUXOAUTCA oO0pamarbcss K MNPOSICHEHUIO
NOHATUH, YTO B paMKax paccMaTpuBaeMoll HaMH  MpPOOJEMBbI
MPEACTABIIAECTCS OCOOEHHO CIIOKHOW 3adadeid. [laxke B mporecce 4TeHHS
HECKOJIBKUX MPEAIIECTBYIOIMX a03aleB ATOr0 TEKCTa BHUMATEIbHBIN
YUTaTEIb MOI TPUATH K MBICIHA, YTO CTOUT YIPEKHYTh AaBTOpa B
TEPMUHOJIOTHYECKON HEOPEKHOCTU: «CBOOOTHOE BPEMS» U «IOCYT» OBLIU
VCITOJIB30BaHbl KAK CHHOHUMBI, XOTSI OHH HE BCETJa SIBISIOTCS TAKOBBIMM.
«/laBaliTe nmima Hayama, MOXKET OBITh, pa3BeéM BHYTPH CBOOOIHOTO
BPEMEHHU MPa3IHOCTh U JOCYT, KOTOPbIE YacTO IyTarT, a pa3auyaTh UX
MHE KaXeTcsi BaXHbIM. [Ipa3mHOCTP — 3TO HENEATEIbHOCTb, HE
anporpuupoBaHHas ApyrumMu. Jlocyr xe — 3TO yKe 3aHsATas He3aHATOCTh,
OCBOCHHAs, CKaXEeM KOpOTKO, “HUHAyCcTpusMH jgocyra’» (Baxmiraiin,
Masiukuii, 2019, ctp. 2). Mbl cornacHel ¢ 3TUM pabOYUM pa3IuvYCHHUEM,
0oJee Toro, ero 10CTOBEPHOCTh U CMBICIIOBOM MOTEHIMAN MPEACTABISIOTCS
JOCTAaTOYHBIMM I M30€raHusi MyTaHWIBI TpPU JajJbHEUIIEM aHaIu3e

HEoOX0/MMOCTb, a B psijie cIydaeB U Xxapakrep OoxecTBeHHoro ciyxxenus (Kosais, 2012). O BaxHOCTH
TpyZla B IPOTECTAaHTU3ME CKazaHO jpocraroyHo (Bebep, 2002). OnHako 3TO HE MEHsET 00bEKTa HaIlero
UCCcleoBaHusl — CBOOOJHOrO BpeMeHHM B IudpoBylo snoxy. Hama 3amada cocTouT B TOM, YTOOBI
IpPEeJCTaBUTh AHAIHU3 CEKYJIIPU30BAHHOW BECTEPHH30BAHHONW COBPEMEHHOCTH, II€ PEUTHO3HOCTh Yalle
BCETO OCTaETCsl TONBKO B HCTOPHYECKOM IaMsITH, HO HE OKAa3bIBACT PEIIAIONMIETO BIMAHUS HA
(yHKIIMOHMPOBaHNE OOIIECTBA B KOHTEKCTE €TO AOCYTOBBIX M TPYJOBBIX MPAKTHK.
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(1)CHOM€HOB ((CBO6OI[HOI‘O BPCMCHN» u «Tpyaa» B KOHTCKCTC
HI/I(I)pOBI/IBaHI/II/I KalluTaJIu3Ma.

2. MEDIA, WJIN KAK BCE U3SMEHWJIOCH

AKTyanbHBIN pa3roBop O CBOOOJHOM BpPEMEHU M TpyJe, €Clu OH
JNEUCTBUTENLHO  CTPEeMHUTCSI  ObITh ~ COBPEMEHHBIM,  HEOOXOJUMO
pacTBopsieTcsi B TeMe Meaua, cTaHoBUTCS €€ dactbio. [lompoOyem
OOBSCHUTD, MOYeMy 3TO Tak. «Tpym» ompenenseT rpaHuilbl CBOOOJIHOIO
BpeMeHU. OH Takke OIpeaenseT BapHaTUBHYIO MaTEpUAIbHYI0 U
HEMaTepHabHbIe YacCTH TOTO, YeM MOKET ObITh HAIOJIHEHO CBOOOJHOE
BpeMsa. M mo3gHMI KanuTanuM3M TOpeasiaracT HaM  LeNblii  Habop
crienuPpuUYECKrX BapUAHTOB JIOCYTa, OOJIBIIMHCTBO U3 KOTOPHIX, €CJIU U HE
CBSI3aHO C Meaua, TO OIOCPEAOBAaHO HMM H €ro crocodamu
npousBojacTBa/BocnpousBoactBa  ([xeitmucon, 2019, crp. 142).
[IpennpunsaTras MapkcoM aHaJIUTHKA MECTa YEJIOBEKAa B MPOU3BOACTBE H
MOTPEeOJICHUH, €CIM U HE TepsAeT BCEH CBOEU CHUIIbI, TO HYXXIAeTCs B
OOHOBJICHHH, MOTOMY 4YTO KamuTaiau3m wusMeHwics: «HoBas kiaccoBas
dbopmarus 60see HE MOTUUHIETCS 3aKOHAM KJIACCUYECKOTO MPOM3BOJICTBA
U Be3jecyllel KiaccoBoil O00prObl. [loaTOMY MapKcHCTCKas Tpaguilus
pPELIUTEIbHO WM COINPOTHUBIISLIACH, 33 MOKA3aTEJbHBIM HCKIIOYEHUEM
SKOHOMHCTa OpHecTta Manjaensa, KoTopbli B cBoed kHure ‘TlozmHuit
KaluTaau3M CTaBUT 3aJadyy HE TOJbKO MPOAHAIU3UPOBATH UCTOPHUECKYIO
cnenuuKy STOTO HOBOTO oOOIIecTBa (paccMaTpuBaeMoro y HEro B
Ka4ueCTBE TPEThEN CTaIMM UM MOMEHTA B SBOJIIOIIMU KaIllUTAaJIa), HO TaKKe
U J0Ka3aTh, YTO OHO SIBJSIETCS, €CJIU YK Ha TO MOULIO0, 0ojiee 4YHUCTOU
ctaguei kanutanuzmay (Jxerimucon, 2019, ctp. 87).

Knura Mangens, nmoBTOpMM, SKOHOMHMCTa MAapKCHUCTCKOTO TOJIKA,
CTaBWJIa CBOEM I1IE€JIbI0 TOKa3aTh, YTO B MHPE TMOCJIEBOECHHOIO
PKOHOMHMYECKOTO OyMa M HEMPEeKpaIlaroIIerocss pocTta OMNpeneIEHHbIC
Mapkcom 3aKOHOMEPHOCTHU JABWKCHHS KallUTalla U Pa3BUTHUS KallUTAIU3Ma
MPOJIOIKAIOT COOTBETCTBOBATh JEUCTBUTEIBHOCTH, HO JIA MOHUMAaHUs
ATOTO COOTBETCTBHS B U3MEHUBIIIECHCS PEaTbHOCTH, TPEOOBAIIOCH OOHOBUTH
smnupudeckuit matepuan (Mandel, 1998, p. 11). [lo3nHuii kanutamusm
MPOJIOJIKAET OCTABATHCS KanuTaau3MoM. OTHUM U3 KpaeyroJibHbIX KaMHEN
OOHOBJICHUSI AMIUPHUUECKON 0a3bl cTana (PUKcaius MOSBUBIINXCS HOBBIX
CIIOCOOOB MPOM3BOJICTBA, BO3HUKIIUX B paMKaX Pa3BUTHS W 3aBEPIICHHUSI
TEXHUUYECKOW palMOHAJbHOCTH Kamutaiu3dMa. KoMIblOTepru30BaHHAS
TEXHUKA HE TOJIbKO YCJIOKHMJIA MPOLECC MOACYETa ydacTHsl yesloBeKa B
co3faHuu OJyiar, HO U BOOOIIE BbIBEIA MPOU3BOJICTBO M3-TOJI IMJIAHOBOTO
KOHTpPOJISl TOCYJapCTB, TOCKOJbKY BO3MOYKHOCTH, KOTOpPBIE OHa
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MpeoCTaBIsieT COOCTBEHHUKY KaruTasa, cauiikoM Beauku (Mandel, 1998,
p. 526). VYV TeXHMYECKHM COBEPIICHHOIO ¥ Maj0 OrPaHUYEHHOTO
CBEpXIPOM3BOJICTBA  MPAKTUYECKH HE  OCTAOCh  NpelesoB.  3a
UCKIIIOUEHUEM OJHOTO — CIIOCOOHOCTH MOTPEOSATh, KOTOPYIO B JIOTHKE
yICIIEBIICHUS TTPOU3BOJCTBA U YJIOPOXKAHUS TOTPEOJICHUS, TAKXKE HYKHO
KaK-TO HMHTCHCH(pHUIMpOBaTh. He ciemyeT MNpUNUCHIBATH Pa3yMHOCTh
HEPa3yMHOMY, HO 3(p(pEeKTUBHOCTD PallMOHATFHOCTH KalUTAIN3Ma CIO0KHO
MOCTaBUTH 01 COMHEHHE. W TOTMYHO, U4TO AJI YBETUYCHUS CITIOCOOHOCTEH
NOTPeOICHUST HYXXHO TPEANPUHITh HECKOJIBKO MEp, B YHCJIE KOTOPBIX
Oyner ¢pU3nYecKoe paciupeHrue cBOOOTHOTO BPEMEHH U MHTEHCUPUKAIUS
noTpeOJICHUsI POJYKTOB ¢ HAMOOJbIIEH MPUOABOYHON CTOMMOCTBIO B 3TO
CBOOOJHOE BpeMs. A TakXKe BKJIIOUCHHE TMOTpeOUTENIsI B IPOIECC
MPOU3BOJICTBA, YTO MOTJO OBl 3By4aTh (PAHTACTUYHO, HO YXKE CTaJo
peansHOcThiO (I[1aBnmoB, 2018b, ctp. 201). Kynbrypa, yxke wucxons u3
parMaTuyecKuX CcOooOpaKeHUM, KaK HENb3sl Jydlle MOAXOAUT Ha POJib
HOBOTO TOBapa.

[lepBoe, 4TO OTIMYAET KYJIbTYpPY Kak TOBap OT TPAJUIIUOHHBIX TUIIOB
TOBapOB — 3TO (eHOMEHalbHasl JIETKOCTh BOCIHPOU3BEACHUS, IPHU
OTPaHUYEHHON CIIOKHOCTU TPOU3BOJICTBA. PaccMoTpum 3TO Ha mpumepe
PKOHOMHUKHA (riibMa Kak HamOoJiee BaXHOTO KyJIbTYPHOTO TIPOAYKTA,
XapakTepu3yromniero no3aHuid kanurtanusm (xeiimucon, 2019, ctp.198).
['maBHBIM TIPETIATCTBHEM W HambOoJee 3aTPAaTHOW YacThiO B JTUCTPUOYIIHH
SIBJIIETCSI BO3MOKHOCTh OOECIIEYUTh MPOKAT B OTPAHMYCHHBIE CPOKU B KaK
MOJKHO OOJBIIEM KOJMWYECTBE KHHOTEAaTpOB W CTpaH, TO €CTb
uHPPACTPYKTypa M TPAH3AKIIMOHHBIC W3ACPKKHA Ha TPOX0J (HUIIbMa IO
auHusAM 910l mHppacTpykTypsl (Sedgwick, Pokorny, 1999, p. 319). Ho
HEJb3s UTHOPUPOBATh U TJIABHBIA PUCK, COMyTCTBYIOMIMN UHIYCTPUU. ITO
PUCK KOMMEPYECKOTO MpPOBajia, KOTOPHIA COCTOUT B TOM, YTO ayJAUTOPHS
10 Pa3HbIM NPUYMHAM HE NPUAET B KMHOTEATP, HE KynuT DVD-aucku, e
CKauaeT (pUIbM M3 CETH, CKOJb OBl MPOCTO 3TO HU OBUIO C TEXHUYECKOU
TOYKM 3peHUs. 3ajada KyJIbTYpHOTO MapKeTHHTa CPOpPMHUPOBATH
OKWJIaHUS W TIPUBECTH 3pUTEJCH Ha TOKa3bl: ATO BKIIFOYACT B ceOS HE
TOJILKO 3aTpaThl HAa peKJIaMy, HO CO3JlaHHE I[TO3UTHUBHBIX 0030pOB,
aTMoc(epbl OXHIaHWS W TpodY. Pekiama, Kak Mbl IOHUMAaeM, TaKXKe
OCYyIIECTBISIETCS 4epe3 Meaua. M mycTh Meaua-BIMSHHE HE CIOCOOHO
W3MEHUTh OLIEHKY (HUIIbMa, OHO CIIOCOOHO MOMOYb €My cOoOpaTh Kaccy
(Suarez-Vazquez, 2011, p. 131-132), uro ropa3ao BaxxHee.

VYka3piBasi Ha CpaBHUTENHHO HEOONBIIYIO B CpPaBHGHHU C
TPaJAUIIMOHHBIM MMPOMBINIJICHHBIM CEKTOPOM J0JI0 ITU(POBBIX KOMIIAHUH B
HYKOHOMHKE, HEOOXOIUMO 3aMETHUTh, YTO «IIU(DPOBAST IKOHOMHUKA BKIIOYAET
KOMITAaHUH, KOTOPBhIE B CBOMX OM3HEC-MONENSAX BCE B OONBIICH CTENECHU
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ONMUparoTcsi Ha WHGOPMAIIMOHHBIE TEXHOJOTHU, PaboTy C JaHHBIMU U
unteper» (Cpaumuex, 2019, ctp. 10). J[deno B auddysun -
MPOMBIIIUICHHBIA ~ CEeKTOp 0e3 BHEeApEeHUs UUQPPOBBIX TEXHOJIOTHM
CTAaHOBUTCS HEKOHKYPEHTOCIOCOOHBIM. OO0palasich K TOMY K€ MpUMEpy
KruHeMaTorpaduyecko MpOaYyKIIMH, YaCTHOW W Oojiee MOHATHON (popmoi
KOTOpPOM B KOHTEKCTE HU(POBON SKOHOMHUKU OyAET POJUK Ha OJAHOU M3
CTPUMHHTOBBIX TUIaTGopM, Takux Kak YouTube, paccMoTpuM Kakum
o0pa3oM AW DKUTAIN3alUsS yBEIMYHBAET 3(PGHEKTHBHOCTh KYJIBTYPHOTO
W3MEPEHUS KanuTaaiu3ma.

B nepByro odepenp, cucreMa TUCTPUOYLIMH, TO €CTh HH(PACTPYKTypa
U1 KOMMEPYECKOIO0 pPAaCHpOCTPAaHEHUS YK€ HW3HA4YalbHO JaHa. B
CYILIHOCTH, OHa 00bEIMHEHA paMKaMu BCEMHUPHOU ceTu HTepHET, UMEHHO
BHYTPH KOTOPOTO CYIICCTBYIOT HYacCTHbIC, 3aKpBHIThIe MpoekThl. Ho mux
3aKpBITOCTh HE JIeJlaeT MX HE3aBUCUMBIMH OT oQdiaitHOBONH dYacTu
UHOPACTPYKTYPHI, KOTOpast CTaHJIapTU3UpPOBaHA IIOBCEMECTHO.
ONTOBOJIOKOHHAA CE€Th, OXBATHIBAIONIAS IUIAHETY PAJAUKAJIBbHO MEHSET
CTOMMOCTh TPaH3AaKIHUOHHBIX H3JEPKEK, 3aTPAUMBAEMBIX Ha Iepenady
undopmaruu (Winseck, 2017, p. 237). ns ponvka, KOTOpbIi Mbl OepéM B
KaueCcTBE MPUMEPA, 3TO 3HAYUT, YTO OH MOKET ObITh IPOCMOTPEH B JIF000I
TOYKE TUIAHETHI, B JI0O0O0E BpeMsl U JIF0OO€ KOJIMYeCTBO pa3. To ecTh BO
BPEMEHHON TMEPCHEKTUBE BO3MOXHOCTb €ro BOCIPOM3BOJCTBA HE
OTrpaHWYEHA HUYEM, KpoMe crpoca. CKOPOCTh BOCIIPOU3BOJICTBA TAKKE HE
urpaeT posiu U OyKBaJbHO CBOJMUTCS KO BpPEMEHHU, 3aTpayuBacMOMy
M0JIb30BATEJIEM Ha TOUCK, BHIOOp MPOJYKTAa M Ha)XaTUe MajbleM «playy.
XOTs U TyT Mbl HaOJII0JIa€M, UTO HA YMEHBIIIEHNE U TaK HE3HAYUTEIHLHOIO
BPEMEHM JIOCTylla K KOHTEHTY TpaTATCA 3HAUYUTENbHbIE  YCUIIUSA
pa3pabOTYUKOB.

[MudpoBoit kanuTav3M BKJIAABIBAET HOBBIM CMBICI B CTaBIIYIO
daktuuecku mantpoi (I'mnésa, 2011) mpicnp Mapiana MaxkitosHa, 0 TOM,
YTO CPEICTBO KOMMYHHUKAIIUU M €CTh cooOImenne. He TOMbKO TeXHUYECKH,
HO U KaK HeoThemsiemas popMa KyJIbTYPhI, MEHa MOATBEPKIAIOT TE3HC O
TOM, YTO COBPEMEHHBI KaMUTaJIN3M HEOTIEIUM OT KyJbTyphl. ['OBOps 0

! Hamu mamo ommcanne HOPMATHBHOTO (hYHKIIMOHMPOBAHHS CETH, OJHAKO COBPEMEHHOE €& PasBHTHE
CTaBHUT IIEpe]] €ro BOIUIOIIEHHEM psA MPoOJieM, MMEIONNX MOJUTHYECKYIo mpupoxy. Peds uaér o
MONBITKAX CO3JaHUsl M30JMPOBAHHBIX ceTe B psjne crpaH, kK npumepy B Kurae, Upane, Poccuu, uto
NO3BOJIIET TOBOPUTh HE O ceTH, HO o MHoxectBe cereit (Winseck, 2017, p. 262): «B HemaBHHX
HCCIIeIOBaHMAX ObLIA MOKa3aHa reTepOoreHHasl NpUpo/ia MHTEPHETa U IIPO3BYYaJIO MPEAJIOKEHHE BCEPhE3
UCIIOJNIb30BaTh TEPMHUH “MHTEPHETHI” (MEM, HEKOT/a IOPOKAEHHBIH OrOBOPKOH Npe3uaeHTa byma-mir.)»
(Apopa, 2019, ctp. 101). OTu BakHbIe HAOJIOJCHMS, OJHAKO HE OIPOBEPraloT, BHICKA3aHHOTO HaMHU
Te3ruca O POJIM CeTeBU3alMM B LUPpPOBOH SkoHOMHKE. CKOpee MOXXHO MHTEPIPETHPOBaThH (HaKT
(parMeHTalMU CETH, KaK IOATBEP)KAAIOIINI HAIly MBICJIb: HHTEPHET HACTOJILKO d(QEKTUBEH, YTO MY
ke HE HYXHO OBITh TJIO0AJBHBIM, YTOOBI MPOMOJDKATh (PYHKIIMOHUPOBATH W YIIOBJICTBOPSTH
noTpeouTenei.
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TOTALHOCTA  IU(PPOBOTO  KamUTAIM3Ma, MBI MOXXEM BCIIOMHHTH
KOHIICTIIINIO JUKUMOJICPHU3MAa OPHUTAHCKOTO KyJlbTypojora AlaHa
Kupbu, KOTOpHIi XOpOIIO Pe3IOMHPOBAI BO3MOXKHOCTh OCBOOOXKICHUS U
aBTOHOMHOTO CYIIIECTBOBaHUs B I poBoM Mupe: «Tak win nHaue, Mbl BCE
Oonee u Oojee CTAaHOBHMCS 3aBUCHMBI OT HHU(PHI, U MOTOMY, 3aMedaeT
aBTOp, BBl MOXKETE HE MPUHUMATh AWIKUMOJCPHHU3M, HO B UTOTE OH CaM
npuaét k Bam» (I1aBmos, 2018b, ctp. 206).

D710 HaOIIOAEHUE NPUMEHUMO U K PACCMaTPUBAEMOMY HaMH BOIIPOCY
O BIUSHUW MeaWa Ha CBOOOJHOE BpeMsS M TPYO, B KOTOpPBIE TaKXKe
BTOpraeTcs mnUQPOBH3aNMi. YK€ B OOIIECTBE PAHHETO KalHMTaIN3Ma
CTOsUTa TIpoOJieMa aBTOHOMHH, BO3MOXKHOCTH OBITh HE BKJIIOYEHHBIM B
OTUYXKJICHHE TpyJa W YEIOBEYHOCTH, KOTOpas BBUIMJIACH B CO3JIaHHE
pEerIaMeHTUPOBAHHOTO  CBOOOJHOTO  BpEMEHHM, a 3areM W B
npoOjeMaTU3alui0  €ro  HAMOJHEHHUS  JIOCYTOBBIMH  IPaKTHUKaMH,
MPENOCTABIIIEMbIMU «MHAYCTpHUSIMU focyray. Ho coBpeMeHHbIi 1iudpoBoii
KalUTaIM3M U JAUDKATATU3AIMS CTaBsIT dTy IMpoliemMy Kyna Oolee
panukansHO. [lepepacnpenensisi cBoo 3¢(HEKTUBHOCTH B 00JaCTH MeIua U
KyJbTYpBI, OHU BTOPraloTcs BO Bce C(hephbl YEIOBEUECKOW KU3HU, MEHSS
TPyH, CBOOOJHOE BpEMs, XU3Hb YEJIOBEKa TaK, YTO 3TO, BO-TIEPBBIX,
CTAaHOBHUTCS HE3aMETHBIM JJII HETO CaMoro, a, BO-BTOPBIX, TOMBICIHTH
KOHEI] 3TOr0 O3HA4YaeT IOMBICIUTh KOHEI CaMOro cebsi, MOTOMY 4TO
COBPEMEHHOCTh OYKBAJIbHO CO3/1aHa MEINa-KyJIbTYpOH.

3. IU®POBOU TPY ]

[locne TOro, Kak Mbl ONPEAENHIINA, KaKO€ 3HAYEHHE NPHUOOPETAIOT
Meaua Kak 4acTh UU(POBU3ALMM B  CTPYKTYpE COBPEMEHHOIO
MPOU3BOJICTBA, UMEET CMBICI B3IJIAHYTh HA TO, KAK UMEHHO OHM MEHSIOT
dbopMBI Tpyla, a 3aTeM O0paTUTLCS K pUMEpaM HOBBIX cdep 3aHSATOCTH,
CO3JaHHBIX LHU(PPOBOH AMOXON. YBUAEB, KaK TpaHCHOPMUPYETCS TPYA, MBI
npuOIM3UMCS U K aKTyaJbHOW MpoOJieMaThKe CBOOOJHOTO BpPEMEHH, B
KOpPHE OTJIMYHOM OT JETEPMHUHAHT MPOMBILIICHHON peBoonuu. B
JUCKycCcMH O OyaymeM CBOOOAHOTO BpeMEHH YacTo (urypupyer
yTBEpXAeHHE, OyITO €ro KOJIMYECTBO HECPAaBHUMO BBIpACTET U3-3a
pobotuzanuu: «bynyiiee HacTymaeT B BHUJE MPa3qHOCTH, JOCYyTa, JICHHU.
Panpiie mnpa3mgHOCTh cudTanach JIMOO TPEXOBHBIM 3aHSATHEM WU
IPUBHUIIETHEN BBICIIETO KJIacca, HO MO0 MEpE TOro, Kak poOOThl BCE OOJIbIIE
¥ OoJIbIlIe 3aMEIal0T Hac, y HAac MOsBIsAETCs BCE 0oJbllle CBOOOIHOIO
BpemeHu» (AnHamBuiau, Baxmraiin, Menseaes, 2019). Onpnako ecTb

MPUYUHBI TTOCTAaBUTh 3TOT NMporHo3 noxa comHenue (I'potic, 2018, ctp. 30-
31).
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Kak Obu10 CcKa3aHO BbINIE, KAYECTBEHHO COBPEMEHHON SKOHOMUKY
JenaeT  IUDKUTANIM3alus, — 3aTparvBaiomias W TPaJUIHMOHHBIE
npous3BojacTBa. (OJIHAKO ATUM HE HCUEPIBIBACTCS BIMSHUE HOBBIX
TEXHOJIOTUI Ha Tpolecc paboThl, €CIU paccMaTpUBaTh €ro MCXOIs U3
NEPCIEKTUBBI TeMIopaibHOCTH: «B0o BpeMs pabouero JHs 3aKauyuBaeTcs U
CIIyIIaeTcsl My3bIKa M JIaXXe CMOTPATCS (UIBMBI M TJaBHBIM 00pa3oM
IIPOUCXOJIUT TOCTOSIHHAsE KOMMYHUKALIUS YEPE3 PacTyIlee YUCIO KaHAJIOB:
WHTEPKOHHEKTUBHOCTh CTajJla HOBBIM “‘otium” misa Hapoga» (Masukwuid,
2015a, ctp. 50). Hocyr m Tpym NpOHUKAIOT APYr B JApyra, o0pas3ys
«TOPHUCTHIC» CTPYKTYPBI TPYIOBOM AEATEILHOCTH, HE OCTABIISIONIME MECTa
cBOOOJHOMY BpemeHH. O01iee KOJIM4YeCTBO BPEMEHH, 3aTPAUYMBAEMOI0 Ha
MPOU3BOJICTBO YEJIIOBEKOM, COKpAIIAaeTCs, HO BpeMs, NPOBEAEHHOE Ha
pabote, ocTa€tcs MO0 TeM ke, JIM0O0 1aKe YBEIMUUBACTCS.

Takast Touka 3peHHs] MOXKET YAUBUTH, MOKOJIEOAB BEPYy B YTOIHIO
Mpa3aHOCTH, HO 3TO Tak. KynbT pabOThl U 3aHATOCTH MapaOKCaIbLHO
COCYILIECTBYET C NPEBO3HECEHHUEM U 00s3aTENIbHBIM XapaKTEpPOM JOCYyTa.
[lepBbIM JTIOOOTIBITHBIM (DEHOMEHOM <«OIOXHM JUCKYCCUM O TMPa3THOCTH
aBysieTcsa TpynoroyusM: «llocTuHaycTpuanbHas NMEpPCreKTUBA MpeaiaracT
CHEKTp HOBBIX Mpodeccuil. OJHAKO, KaK OKa3aJloCh, HA CMEHY TArOTaM
WHIYCTPUAIBHOTO TpyAa NPUXOIAT TMEperpy3ku apyroro popa. Tpyn
nepecTaét ObITh TSHKENBIM, HO OCTAETCSl IOCTATOYHO HAMPSKEHHBIM, BEIET
K TIEpEyTOMJICHUIO B YCJIOBHUSIX CBEpXypouHoOil paboTel» (Cumopuna,
HNmenko, 2015, crp. 138). Ham uHTEpecHO HE CTOJIBKO TO, YTO JIOAU
OCTalOTCS B O(uce CBEPX IMOJIOKEHHOTO BPEMEHHU, & TO, YTO OHU MOTYT
NPOJOJKATh U MPOJOJDKAIOT padoTy BHE oduca, MO MyTH Ha CIyxkO0y, B
a000e BpeMsi THA W HOYM, TIpH JIOObIX oOcTosATenbcTBax. [lopucrocTh
XapakTepu3yer He Toibko 40-uacoByro pabodyro Hemenwo, HO U
ocraromuecs 128 yacoB cBoOoaHOrO BpeMeHu. M gaxke ecnu HU B OJIUH U3
7TuX 128 yacoB HE MPO3BEHUT 3BOHOK MOOMIILHOTO TeledOHa, HE MOSBUTCS
push-up yBenomieHue Ha 3KpaHe, OnpeaeaEHHast IICUX00rHYecKas pabora
U HaIpspKeHUe BCE€ paBHO OyIyT UMETh MECTO, YTO OTHOCHUTCS K (JEHOMEHY
«peXHuMa oCcTosIHHOTO JocTynay (Masikuii, 2015b, cp. 65).

B kaxapiii MOMEHT BpEMEHM, YTO 3HAKOMO MHOTHUM U3 HAac, MOXKHO
OKHMJIaTh TIMCHhMA, WJTK JIa’Ke 3BOHKA OT HaYaJIbHUKA, CPOYHOTO MOPYUCHHUSI.
[Icuxomornueckuit KoMpopT cBOOOIBI U HEMOJKIIOUEHHOCTU K CETEBOU
CTPYKTYypE OCTajCsi BO BpeMEHaxX A0 M300peTeHHs] MOOMIIbHBIX TEIePOHOB
(Bittman, Brown, Wajcman, 2009). Ilomumo »3Toro, Bo3pacTtaeT u
3 PeKTUBHOCTh, a Jyd4llle CKa3aTb: HMHTEHCUBHOCTh TOTO, KaK MBI
BBITIOJIHAEM Hamry pabory. TexHomoruu, Memua u HHPPACTPYKTypa
WHTEpPHETA YNPOCTUIIU PAJl ONEpalMii HACTOJIBKO, UTO TEMEPh MBI JEJIaeM
WX CcaMH, XOTS paHee Ig JTOoro TpeOOBaIUCh OTIEIBHBIC IO,
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npodeccuonansl. Ha camoMm Jene TEXHOJOTHUU YK€ JaBHO YHUUTOXKHUIH
uenbld psan npodeccuil, MEepenokuB BBIMOIHIBIIYIOCS paHee JIIOJAbMHU
paboTy Ha KOMIBIOTEPHI U MOJIb30BaTeNIeld. XOPOILIUMHU IIPUMEPAMU B 3TOM
KOHTEKCTE CIy>KaT €XEIHEBHUKH; MPUIOKEHUS, IUIAHUPYIOLIUE BpeMms,
Or0JKET, MOKYNMKW W Jp.; CHCTeMa aBTokoppekiuu B Microsoft Word;
CIy>)kObl  3aKa3a TakcH; W Jaxe (EHOMEH DJIEKTPOHHOM IMOYTHI,
oOJeryuBIIe KOPPECMOHICHIIMIO HACTOJIBKO, YTO KaXAbld mpodeccop
3aBajieH ropoil mnucem, Ha koTopelie em€ 100 ner Ha3zax oTBeuyan Obl
CeKpeTaphb. 3aMeyaTesbHOE Pe3loME BCEM 3THM HOBalMsAM Jan (uiocod
Bopuc I'poiic: «Bort 4, Hanpumep, aBTop, 1 nuiny. S 3amat cede BOIpocC:
MOTY JIM 51 MHCAaTh C TAKOMW K€ CKOPOCTBIO, ¢ Kakou nucan [roma? Wmm
Toncron? Her. Ilouemy? IloToMy 4YTO S JOKEH IOJIB30BATHCS
KOMIIBIOTEPOM, (PAKTHUECKHU JOJDKEH JelaTh BCIO paboTy TUHorpaduu.
[Toromy 4uTO BCE BpeMsl OJDKEH caM 3aka3biBaTh OmiieTel. Y Hac B Hbto-
Hopke, Hanpumep, 3aKpeUIACH BCE TYPHCTHUECKHE  areHTCTBA.
HeB0o3MOXHO HMKOMY MO3BOHHTH M 3aKa3aTh OWJIET — Tbl JOJDKEH BCE
nenatb cam. “Caenail camM” — BOT OCHOBHOWM MPHHIIMIT COBPEMEHHOM
xu3am» (2018, ctp. 30). PagukanbHOCT M HEKOTOpasi MPOBOKATUBHOCTH
GbopMyJIMpPOBOK B JIaHHOM clly4ae OIpaBjaaHa, 4YTOOBl IMOKOJeOaTh
olLyIlIeHHE 31 (POpUH OT KOHLIA TpyJa B LU(DPOBYIO 3py.

«IudpoBoii Tpya» MNOCTENEHHO CTAHOBUTCS OJHMM W3 TEPMHUHOB
COBPEMEHHOW COLMAJIBHOU TeOpI/II/Il. [IoHATHE TOJBKO MOJY4aeT CBOE
HAIlOJIHEHHE, HO TEM HE MEHEE Mbl MOXEM BBIJIEIUTH PsIJi YEepPT, KOTOPbIE
OHO B cebe conepxkut. Hanbonee BaxkHble U3 HUX — ITO CaM TPYA, €ro
TEXHOJIOTUYECKOE OMOCPEOBAHUE W BO3HMKAIONIAS KOH(IUKTOTEHHOCTh
MEXy CeTeBbIM KamuTaioM u "kubepmponerapuatoM"y (Cardon, Casilli,
2015, p. 8). Hudposoit Tpyn mpeactapiseT coO0M MPOIYKT CIUIABKU CHJT
KanuTanaa, paccpeoTOYCHHOr0 Ha IulaTopMax B CETH U BKIIIOUYCHHS B
IIPOU3BOJCTBO CO3/aTeIed KOHTEHTa, KOTOpbIE CBOUM IOTpEOICHUEM
takke npou3Bogar npoaykt (Huws, 2014, p. 44). Ilpu »stom
IPOU3BOJAMMBIC TOBaphl HE MPHUHAJICKAT HUKOMY, KpOME COOCTBEHHHUKOB
miatdopmel  (IlaBnoB, 2018a, ctp. 104), yTO MO3BOJSIET TOBOPUTH
TEOPETUKAM MApPKCUCTCKOTO ToOJIKA 00 0co0OM HHTEHCU(DUKALIUU
OTUyXJleHus. B nmoHsTHe HU(PpPOBOro TpyAa TakKe BXOJIUT KalMTaIU3alus

! Ha npoTspkeHHH TOCTEIHMX HECKONBKHMX JIeT HA CTpaHMIax skypHama “tripleC: Communication,
Capitalism&Critique” (URL: https://www.triple-c.at/index.php/tripleC) 65110 OMyOIMKOBAaHO MHOKECTBO
TEeMAaTHYECKUX CTaTeil, HOCBAIIEHHBIX ONPEIEICHHIO TOTO, YTO U3 ce0sl MPENCTaBIseT «IU(PPOBOU TPy I,
a TaKkKe ero KPUTHKE ¢ MApKCHCTCKUX TO3ULUHA. BrocieacTBuu psin myOnMKamuid MOCTYKUIT OCHOBOIL
quist kauru «Marx in the Age of Digital Capitalism» non penakuueii counanabHbIx TeopeTrkoB Kpuctnana
®dykca u Buncenra Mocko, B KOTOPO# TakxKe IIHPOKO 3aTparuBaercs obcyxaaemas Hamu tema (Fuchs,
Mosco, 2015).
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miatdopmamu, Takumu kak Facebook, cormanbHbIX cBsi3el mosb3oBaTenei
(Cardon, Casilli, 2015, p. 12-13).

JI1si BbIHECEHUS! CYXKJICHUSI O HAMYUM OTUYXKJIEHHUS M €r0 CTEIEHU
JUTsl Hadalia peiiosxkuM GopmasbHoe pasneneHue GopM mu@poBoro Tpyaa.
Takolt Tpya MOXXET MpPUHUMATh Kak SIBHbIE, TaK U CKPBITbIe (opMmbl. K
SBHBIM BapHalusM HU(POBOro TpyAa OTHOCHUTCS Psii HOBBIX Mpodeccuii,
Ha KOTOpbIE BO3JArarOTCA HAAEXKIbl TE€X, KTO OECHOKOMTCS, YTO
TpaJWIMOHHBIE pabodne Mmecta OyayT 3aHATH poOoTamu, a paboTa 1o
HaiMy yHIET B mponuioe: «MexIy TeM CUTyalus HanuMa, 3apIUIaTHBIC
OTHOUIEHUS! BCE MEHBIIE COOTBETCTBYIOT PEAJIbHOCTSM IPOU3BOJACTBA H
noTpedieHusi, Bceil opranuzanuu couuyMa» (Masiukuid, 2015b, ctp. 74).
[Tpu 3TOM MBI BBIHOCHM 32 CKOOKH BOIPOC O TOM, HACKOJIBKO HE3aBUCUMOM
sBnsieTcs cepa uudpoBoro Tpyna OT TPaJAULMOHHOIO, KOTOPBIM cO31aéT
CpeIICTBA IIPOU3BOJICTBA — Yalle Bcero B crpanax fOro-Bocrounoi Aznu u
Kurae — myst Oyayuux aBTopoB konTeHTa (Fuchs, 2015, p. 46). 310 BaxHO,
HO HAaXOJIWUTCS BHE BHYTpPEHHEW cdepbl coaepkaHus UU(POBOH
IIPOU3BOJICTBEHHOM J€ATEIBbHOCTH.

B pamkax nudpoBoi SKOHOMUKH BHJBI 3aHSTOCTH, O KOTOPBIX UAET
peub, HHOrJa Ha3bIBalOT «UppoBbie mpodeccun» (Gandini, 2015, p. 336).
K HUM OTHOCHUTCS BCE, UTO CBSI3aHO C (PpPUIIAHCOM, TPOU3BOACTBOM MEIUA-
NPOJYKIMU B YaCTHOM MOPsIJIKE, OJIOrepcTBO, CTPUMUHIOBAs J€ATEIBHOCTD
Y HEUCYMCIIMMOE YHCIIO IPYTUX aKTUBHOCTEH, KOTOpPhIE MOT'YT MPUHOCHUTD
OpsMYI0 WM OMNOCPEAOBAaHHYIO NpHObUIb, CO3/aBasi MNOTPEOISIEMBIi
KOHTEHT, PaclpOCTPaHSIEMBbI uYepe3 MHTEepHET. B naHHOM ciyyae pedb
UIET O TOM, YTO Mbl OTHOCUM K cdepe SIBHOro HU(pPOBOro Tpyaa, Korjaa
pe3yabTaTOM MPOU3BOJCTBA CTAHOBUTCS HEUYTO, YTO MOXET OBITh
BOCIIPUHSATO TMOTPEOUTENeM, MyCTh MU Ha dKpaHe rajpkera. XoTa yxe 00
aBTOpcTBEe B IU(poBy0 3moxy peun He uact ([lamos, 2018a, ctp. 99).
Comuonoruueckass mnpodjieMa COCTOMT B TOM, KakK KOJIWYECTBEHHO
U3MEPUTH BPEMsl, 3aTpaurBacMO€ Ha MPOU3BOJICTBO, CTOMMOCTh MPOAYKTA
U MHOTHE Jpyrue TIOKa3aTeild, KOTOpbhle JIErKO OTCIEAUTh IS
CTalMOHApHBIX Tpodeccuit. OgHAKO MBI MOXEM JaThb HEKOTOPYIO
KAueCTBEHHYIO XapakTepucTHKy ¢eHomena. Lludpossie npodeccun
TpeOYIOT OT YesjoBeKa 0CcOO0ro BUJA KOHTPOJSL HaJl COOOM, OTIIMYHOTO OT
BHEILHETO KOHTPOJS HHCTUTYLMOHAJIbHBIX oOpraHu3ainuil. «CBobomHOe
BpEMsD» CTAHOBUTCSI MPOCTPAHCTBOM, B KOTOPOM NMPUOOPETEHHBIE CETEBBIC
CBSI3M, IIOJIyYCHHbIE 3HAHUS JOJDKHBI BCeraa ObITh MOATOTOBJIEHBI K
MTHOBEHHOM KOHBEpTaluu B Tporiecc mnpousBozacTBa (Gandini, 2015, p.
341-343). Yenoek mudppoBoi Mpodeccuu caM CTAaHOBHUTCS M OPYIAHEM
IIPOU3BOJICTBA, U PE3YyJbTATOM IPOU3BOJACTBA, U TOBAPOM, €r0 CBS3U H
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OTHOUIIEHUS C BHEHNIHUM MHPOM SIBIIIIOTCS YacThIO €ro ILIEHHOCTU Ha
CETEBOM pPBIHKE TPY/Ia.

4. TO BE VALUED"

Korma bl ynmomuHanu wMeaua, TO 4Yalle BCEro HMENIU B BUIY
TpaJMIIMOHHBIE MEIUa B KAYECTBE TPAHCIISITOPOB, CPEJICTB KOMMYHUKAIIUH,
I7ie B3aUMOCBSI3b MEX]y IMOJb30BaTENIEM M CO3/aTelieM KOHTEHTa He TakK
OUYEBHJIHA, & TAKXKE MPUCYTCTBYET OOJIbIIAs OMPEIETEHHOCTh B MPAKTUKAX
nuctpuOyuu KoHTeHTa. OqHako (EeHOMEH COIMAIBHBIX CETEH U CIOCOOBI
KaluTalu3allii BHYTPU HUX HHUYYTh HE MEHEe BaKHBI JUIsl KOHIIENTa
nudpoBoro Tpyna: «lludpoBas pabora — 310 cnenuduyeckas Gopma
MH()OPMAIIMOHHOW padoOThl, KOTOpas MCHOJb3YyeT LU(pPOBbIE MeAua Kak
WHCTPYMEHT TIPOU3BOJICTBA, COCAUHEHHBIM C YEIOBEUYESCKHMM MO3TOM C
IIEJIbI0 OPTraHW30BaTh YEIOBEYECKUA OIBIT B TAaKOM BHAC, YTO
CUMBOJIMYECKUE PETPE3CHTAIINN, COIMAIbHBIC OTHOIICHUS, apTe(aKThI,
COIMAJIBHBIE CHUCTEMBI W COOOIIECTBA PEKOHCTHTYHUPYIOTCS B HOBOM
kadecTtBe» (Fuchs, Sevignani, 2013, p. 257).

Comnmanpupie Meaua, win «HOBble Memua» (New Media) 1o
MPOUCXOXKJICHUIO OOBEAUHSIOTCS CBOUMHU «KOMITBIOTEPHBIMUY» KOPHSIMHU.
OHU pa3BUBAIOT M MPOJOJDKAIOT YK€ HE YeNIOBEKa, KaK Te€ MeIua, O
KoTopbix mmcan Mapman Maxkmosn (Makmosn, 2018), HO cam Mup
TpPaJAMIIMOHHBIX MeAua, pacimupsiomui chepy xuznu denoBeka (Robert,
2010, p. 5-6). Dro mo3BodseT NOOpaThes MO0 TeX cdep UeTOBEHECKOM
NEeATEeIbHOCTH, KOTOpPhIE paHee ObUIM HEJAOCTYNHBI, a 3aTeM W
chOpMHPOBATH KOTEPCHTHYIO KAapTHUHY BUPTYAIbHOUW PEATbHOCTH KW3HH,
MOTMYTHO CO3/IaBasi HOBBIC TIOTPEOHOCTH, VYAOBIETBOPEHHE KOTOPBIX
BO3MOXKHO TOJBKO B MHpPE, CBSI3aHHOM C ITU(GPOBBIMH TEXHOJIOTHUSMHU.
BupTtyanpHOCTB MIPETCHIYET Ha TIOJTHOE yIIOBJIETBOPEHHE
WHIUBUYATbHBIX WH()OPMAIMOHHBIX M KOMMYHHUKAIIMOHHBIX 3alpOCOB
yesroBeka. MiIMeHHO B HMX HanOoJiee aKTUBHO MPOUCXOIUT TPaHCHOpMAITHS
MIPOU3BOJICTBA, OMTOCPEIOBAHHAS CETEBU3AlMCH U NMMAHEHTHOCTBIO CBSI3EH
MEXIy akTopamu. BHE ceTeBBIX CTPYKTYp TpPyA OYKBadbHO MEpecTaéT
CYIIIEeCTBOBAaTh, IIOTOMY YTO €ro pe3yJbTaTbl HE MOTYT OBIThH
MPEICTABIICHbI, a 3aTéM M OIUIAY€HBbI MOTCHIUAIBLHBIM MOTPEOUTEIEM.
CereBu3alius CTaHOBUTCS HanboJiee BAXKHBIM KPUTEPUATHHBIM OTIUYHEM

! Cpeny xuTaifcknux MOTHT3aKIIOYEHHBIX PHHATO HCIIOIB30BATH TACCHBHBIN 3aJ10T, HMEIONIHHA OTTEHOK
HEYBaKCHUS B sI3bIKE JUIsl 0003HAUEHHMS IPUTECHEHHUS CO CTOPOHBI BiiacTeil. Hanbouee sppkuM npumMepomM
OyzeT craBiuas 3HaMeHHTOH (pasa «béi zisha # H X », nna nepenauyn cMBICIOBOH UIPEl KOT O P O i
notpebyeTcsi oOpalIeHue K aHIIMICKOMY mepeBoay — «to be “suicided”». B pycckoM si3bIKe CMBICIOBOE
COOTBETCTBHE MMEIOT (pa3bl Ha momodue «ero ynumy. Cu.: https://chinachannel.org/2018/10/23/passive-
aggressive/.
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HOBBIX Menua. CBOOOAHOE BpeMsl M TPYJ, CENapaTHOCTb KOTOPBIX YK€
ObUIa TOCTaBJIEHA IOJ BOIPOC B MEAHMA-PEAIbHOCTH IPEALIECTBYIOIIEH
SMOXH, OKOHYATEJIbHO CMEIIMBAIOTCS, IOpOKJAasi HOBBIM (EHOMEH
U pOBOH 3aHATOCTH.

Ecnu cdepa NpoHUKHOBEHUS TPAJULMOHHBIX MEIMa OrpaHUYMBaJIach
NPEMIOKEHUEM KYJIbTYpbl B KayeCTBE TOBapa, 3aMEHsAsi TEM CaMbIM
NEPBUYHBIA MHP NPUPOABI M JIMIIb HE3HAYWUTEIBHO BHUAOWU3MEHSIA
CTPYKTYPY KOMMYHUKALIMH U KM3HU, TO CETEBU3ALMS MEIMA BTOPTaeTcs U
B 9Tu ceppl. C Touku 3peHHss CBOOOJHOTO BpEMEHU U Tpyaa, 3TO
MOPOXk/IAET HOBYIO PEAIbHOCTh, B KOTOPOW HMMEET CMBICI TOBOPHUTH 00
«urpoBoM Tpynae» (“playbor”): «OHnaiiH akTHBHOCTb — 3TO U pa3BJICUEHUE,
u pabora oanoBpemeHHo» (Fuchs, 2013, p. 273). 'ymaHHOCTh PabOTHI,
n30aBisAOUIe  Tpynsdlerocss OT CTpaJaHuii MOHOTOHHOCTH — 4Yepe3
reiMuuKanio, BBICOKHM  KYJIbTYpHBIH U JOCYTOBBIM  CTaTyChl
KpPEaTUBHOIO TPY[a, JIETAIbHYK BO3MOXHOCTh OTBJIEYbCS, HA CAMOM JEJIE
IOJIHOCTBIO ~ OXBaThlBaeT  CBOOOAHOE  BpeMsi  uenoBeka. OOpas
COBpEMEHHOTro Mpodeccronana — 3To o0pa3 yeaoBeKa, KOTOPOMY IOBE3JI0
TaK, YTO €ro yBJEUEHHUE CTano paboTON MpUHOCALIEH AeHbru. Ero uMumxy
COOTBETCTBYET NMPOU3BOJUMOE B HOBBIX M€JMa BIEYaTIIEHUE, OyATO €ro
TPYJ MPOU3BOJUTCA caM COO0OW, CWJION TajlaHTa, 0e3 KpONOTJIMBOIO M
MOHOTOHHOTO  y4acTHsl, @ HOBbIE TEXHOJOTMH M MPOrpaMMHOE
oOecrieyeHue n30aBISIOT €ro OT TPYAHOCTEN MPEAIIECTBYIOIIMNX AOX.

OyeBHIHO, YTO ATO WLIO3MsA. Tak ke, KaKk WIUIFO3HEN SBIAETCS
NOTEHIIMAJ  OCBOOOXIEHUS  BpeMEHHM UU(GPOBBIMH  MOPOdEeCcCUsIMH.
Omnpenenum 310 607ee yétko. L{udpossie npodeccun, 3aMMCTBYS JU3aH
«IIOPUCTOCTH» TPYZAA U3 SMOXHU, KOI/Ia HOBBIE MEUa YK€ MOSIBUIIUCH, HO HE
NOJIYYWJIA TOBCEMECTHOIO, IIMPOKOIO PacCIpOCTPAHEHUs, BKIKOYAIOT B
ceOs1 omryrieHue cBOOOABI B Tpyae, Korma cam (opMar JesTeIbHOCTH
IIPEAINOIIAraeT BO3MOKHOCTb OTBJIEYbCSA. JTO CTAHOBHUTCS CUMBOJIMYECKUM
KOHKYPEHTHBIM NPEUMYIIECTBOM LU(DPOBBIX TMpodeccuid Ha pHIHKE
npemiokeHnsi Bakancuii. B Oopb0Oe 3a ymbl oHu mobOexnarotr. Ho yxke
celyac M3BECTHO, YTO OHM CKOpee HANOMHMHAIOT TPaJULMOHHBIE Chepsl
3aHATOCTH, MPEIIONAralllie 3HAYUTEIbHBIE BpPEMEHHBIE 3aTpPaThl,
OJIHAKO, HE Tpenajiaras MPEeUMYIEeCTB CTaTUYHBIX PabOYMX MECT, TaAKUX,
KaK perjaMeHTalnus 1ocyra u paboyero BpEMEHHU, COLMaIbHble rapaHTuH,
WHCTUTYLIMOHANIbHASA ONpeNeaEHHOCTh. [IoMUMO 3TOTO, KOHKYpEHIMS B
nU(@pPOBBIX Mpodeccusx MeXAy JIOJbMH TOpa3lo BbIlIe, YeM B
TPaJAMILIMOHHBIX, & OTCYTCTBUE TapaHTUN JIETIAeT y4yacTue B HEll 0COOEHHO
puckoBaHHbIM. HeoOxoaumo, BIpoyem, 3aMEeTUTh, YTO, €CIIU B HU(POBBIX
npodeccusix €cTb BBICOKAs KOHKYPEHLMS MEXAY JIOAbMH, TO B
TPaIUIIMOHHBIX Cepax 3aHATOCTH peub HAET O KOHKYPEHIMH JIIOJEH ¢
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poboramu. Jlronu, KOTOpeIM OoJibllie HE YHAETCSd HAWUTH CTAOMIIBHYIO
OIIAYMBAaEMYyIO0 paOOTy BBIHYXKJEHbI HAaXOJUTHCS B MOCTOSSHHOM IIOMCKE
npemnioxxennit onnaitH-tuiardopm (Colin, Palier, 2015, p. 30).

PaccMmoTpeHne nepcnekTuB pacnpocTpaHeHus: udpoBbIX mpodeccuit
U 1U(poBOTO Tpy/la OOBIYHO MPUHUMAET XapaKTep KPUTHUKU YTOMHYECKOTO
MBIIUICHHSI, YTO MOXXHO TOJBKO MPUBETCTBOBAThH, MOCKOJIBKY TYMaHHOCTb
U KadyecTBO HOBBIX (OpM TpyAa, a TaKKE HCUE3AIIIME COLUAIBHBIC
rapaHTuH, JACUCTBUTEIBHO JOJDKHBI BBI3BATh OECIOKOWCTBO O OyAyIIEM.
Mupy mudppoBoro HaCTOSIIETO U CETEBU30BAHHOTO OyayIIero HeooxoauMa
KpUTUKa. B  kadecTBe TMOJIOKWUTEIBHOM CTOPOHBI B  TPSAAyLIEH
HEONPEeEIEHHOCTH €CTh apIYMEHT OT «CBOOOJHOTO BPEMEHU», B KOTOPOE
JI0JIM, KOTOPbIE OCTAl0TCA 0€3 TpaJAHILMOHHON pabOThl U PACTBOPSIIOTCS B
«IIOPUCTOMY» XapaKTepe TPyAd, CMOTYT PEau30BbIBaTh ce0s, Kak O TOM
MEYTaJIH YTOMHCTHI.

Bosnbimm Bonpocom, 0HAKO, SBISIETCS TPUMEHEHHUE, TO €CTh «TpaTay
«MOSIBUBLIETOCS»  CBOOOJHOTO BpeMeHH. B mupe mno3zaneiimero
KanuTaian3Ma, 3aJaHHOM KYyJIbTYpOl 4epe3 OIOCpeloBaHUE MeAHa, HE TaK
MHOT'O CTPYKTYPHBIX BapUaHTOB JJIsi CBOOOTHOTO PUMEHEHUSI CBOOOTHOTO
OT TpyJa U J0Cyra BpeMEHH Ha 4TO-1u00. CONpOTHUBICHUE WHIYCTPUIM
J0cyra, MpOJIBUTa€MbIM Yepe3 HOBBIE MEUa, BBINVISIAUT KaK CIUIIKOM
paguKaIbHBIN U Priiocodckuii 1mar, Ha KOTOPbIM HE CIIOCOOHO PEIIUTHCS
oonbimiiHCTBO (Ilorpednsik, 2019), oco3Hnaromiee TYNHK CBOOOABI U
OJTHOMOMEHTHOM HEBKJIIOUEHHOCTH B Mpou3BoAcTBO. Ho uTo ecnu
COBPEMEHHBIH IU(GPOBOM KaMUTAIM3M HamWEND Ccrnocod NpeBpaTUTh
«CcBOOOJHOE BpeMs» B IPOU3BOACTBO HE3AMETHO JIJISl YETIOBEKA?

B takom ciyuae 3pexTUBHOCTD MU(PPOBOrO KamuTaanzMa Obuta Obl
NOUCTUHE YYyJOBHUIIHA M BOCXWUTUTENIbHA. YacTo Mbl moTpedisieM, He
3aMeyasi 3Toro. BoaMoxHO, U(PPOBOM KamUTaTU3M MOXKET 3aCTaBUTh HAcC
IPOU3BOJAUTH JlaXXe TOrJa, KOrJa Mbl CTPEMHMCS JIIOOBIMH CpEICTBAMU
OCBOOOJMTHCS OT JIFOOOW ACSATEIBHOCTH, OTUYXK/Ias CaMO Hallle CBOOOHOE
Bpems par excellence He Tak, Kak 3TO JENalOT JIOCYrOBbIE MpakTHUKU. B
MHUpE COLMAIBHBIX IJAaTGOpPM Ba)kHa HANOJHAEMOCTb CeTed, uX
HacelnEHHOCTh. JJIsl TPYKEHUKOB LU(PPOBBIX MPOQPEeccCuil MPUHIUITHUATBEHO
ObITh BOCIPUHUMAEMBIMH, JAKE €CJIM OT BOCHPUATHUS HE OCTAETCS CIEIOB.
VYcraBuinii  4enoBEK, Pacxolysl «IOPUCTOCTh» CBOETO BpPEMEHHM Ha
COLIMAJIHBIE CETH, BBICTABJICHHE <JIAWKOB», MPOCMOTP POJUKOB, MPOCTO
OyIy4u 3aperucTpUpOBaH TaM, B CYLIHOCTH, BBICTYHAET dHEPreTHUECKOU
MalIMHOW id MX (QyHKUMOHUpOBaHUs. Pa3Biekasch, oTapixas, oH 0e3
CBOETO BEIOMAa MPOU3BOIUT TO, YTO OTUYKAAETCA M KaNHUTAIU3UPYETCs
JiepKaTeNIMUA KamnuTajga UHTepHET IatopM. YdacThe B CETH — 3TO YXKe
IPOU3BOACTBO. A 4YTO OCTA€TCs, €CIM HE Y4acTBOBATb HEBO3MOYKHO?
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Metadopa ¢mnpma «Matpuiiay, Tie JIOAA CYIIECTBYIOT Il TOTO, YTOOBI
o0ecrieunBaTh MAaIllMHBI DSHEPTUEH, OKa3bIBa€TCA HE Tak Jajeka oT
peanbHocTu (OKmxkek, 2014).

5. BAKVIIOYEHHUE

Yamie Bcero, Korja roBopsAT O CBOOOJIHOM BPEMEHH, TO OOCYKIAalOT
Oyaylilee KanuTanu3Ma, BBeJieHne 6a30BOro OCHOBHOTO J10X0/1a, TPOOIeMbI
3aHATOCTH, YpOBHS Ku3HU. CraTyc JoAedl B MNPOU3BOJIUTEIHLHOU
DKOHOMHKE CTaBUTCA TOJ] BONPOC Pa3BUTHEM pOOOTHU3AIUU U
aBromaTuzanuu. [IporcxoauT Murpaius 4ejaoBeUeCKOro MpOU3BOJICTBA B
HOBBIE cC(epbl 3aHATOCTH, TOJYyYHUBIIME OOO3HAUYCHHUE «IIH(PPOBBIX
npodeccuity, TAe B pe3ynbTrare «IU(PpoBOTO Tpyaa» MPOU3BOIUTCS
KyJIbTypa, 3aT€M BOCIPOU3BOAIIASNCS B TPATUIIMOHHBIX W HOBBIX MEIHA.
CtpykTypa CBOOOJHOTO BPEMEHH CTAHOBHUTCS «IOPHUCTOMN», BBICTABIISS
HOBBIC TPeOOBAaHUS K OPraHU3aIllid CaMOTO WHAWBUIA, HO, B CYIITHOCTH, HE
NPUBOASI K 3HAYMTEIHLHOMY YMEHBIICHHIO KojimdecTBa Tpyda: «Pabouee
BpEMsI, XOTS 3a CTO JICT U 3HAYUTEIHHO COKpPATHUBIIEECS, TOMUHUPYET, KaK
HUKOI/Ia; TPYJAOM OpeauT He TOJbKO HacTosiiee, HO H Oymyiiee;
KU3HEHHOE BpPEMsS KOJOHHM3WPOBAHO TPYJAOM B CaMOM IPOU3BOJICTBE
camoct» (Masiukuii, 2015b, cTp. 66).

AMOUBaJIEHTHOE, HarOMHUHAIOIIIEEe «I30(hPEHUIECKOECY
(doxerimucon, 2019, ctp. 126-127), oTHOIIEHUE K TPYAYy U CBOOOTHOMY
BPEMEHH HAMHOTO CJIOKHEE, €Cli OOpaTUThCA K HEMYy C TMO3UIIHH
MapKCUCTCKOM  KPUTHKM  KamuTaiu3ma. OTdyxaeHHe  CTaHOBHUTCS
MMOBCEMECTHBIM, H, YTO Ja)Xe BaXKHEE, HE3aMETHBIM JIJII CAMOTO YeJIOBEKa.
HoBeie «amdpoBeie mpodeccum», coONa3HsAT «IMOPUCTOCTHIO» TPYIA,
BKJIFOYAIOT B MPOM3BOJCTBEHHBIC OTHOIIICHUS paHEe aBTOHOMHBIE C(hEpsI
*Ku3Hu. CBOOOIHOE BpeMs, «yOMHCTBO BpeMEHW» i1 LHUQPPOBOI
YKOHOMUKH SIBIISTFOTCS JacThIO MIPOU3BOJACTBEHHOTO ITUKJIA,
00eCITeYnBaOIIETO CYIIICCTBOBAHNE CETEBBIX IIIATHOPM.

HoBass KkynbTypHasi peambHOCTh, CO3JaHHAs W CYIIECTBYIOIIAs B
Meaua: OHa MPHITHA 4YelOBEKY, OHa (hOpMATUPYET €ro KU3HEHHBIH MUp
Tak, 4TO CaM BOMPOC O BO3MOXXHOCTSX BBIXOJAa W3 CETH, BOIPOC O
JNEeHCTBUTEILHO CBOOOJHOM OT YETO-JTM00 BPEMEHHU HE MOXKET OBITh 3aJIaH
BCEPhE3. DTO CTABUT BAXKHEWINYIO 3a/ladyy KPUTHKA COBPEMEHHOTO
udpoBOro Kanutaim3ma nepen Quiocodpuei, MOCKOIbKY TOJIBKO B €€
paMKax MOXKeT ObIThb copMyiHpoBaHa OOCYXJaemas HAMH CHUTyalus.
Bpems B nndpoBom kanutanuzMme Bcerga OyneT cBOOOTHBIM, HO JIEJIO B
TOM, 4TO €ro Hukorja He Oyzaer. YUenoBek Bceraa OyAeT OLIEHEH, HO He
OyJeT LIEHHBIM B TOM CMBICJI€, B KOTOPOM HaM TOTO XOTEJIO0CH OBbl.
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Abstract

The article offers a critical approach to the current discussion on the increasing of spare
time and the reducing of the amount of labor in the digital economy. A common place
in the discussion about the development of modern capitalism, characterized mainly by
automatisation and robotization of jobs, was the hypothesis of reducing the employment
of workers. Based on this assumption, many social theorists have postulated the
problem of "spare time", which in the future will be too extent. This will lead to a
number of problems, including unemployment and the sense of uselessness of a person.
The author calls into question this forecast, referring to the consideration of relevant
phenomena for the modern social theory - "digital labor" and "digital professions". The
article also offers a new view on the relationship between the post-industrial digital
economy and the world of medi. Based on the Marxist analysis of the cultural logic of
late capitalism, the article puts forward the thesis that the untapped media world, which
culturally mediates capitalism, removes the contradiction between production and
consumption. Cultural production is fundamentally not reducable to full automation,
since it’s very structure includes consumption. As a result, free time imperceptibly also
becomes productive work for a person.
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Abstract

This essay contends that Jordan Peele’s Us (2019) connects the psychic operation of
fetishistic disavowal to the existence of class division. By exploring the role that
fetishistic disavowal plays in commodity fetishism, the film makes clear how the
psychic disposition of the ruling class perpetuates the suffering of an underclass that
lives beneath the surface. Us reveals the connection between two forms of fetishism just
as it reveals the inseparability of the psyche from politics. What separates Us from the
typical Marxist critique of bourgeois individualism is the connection that it establishes
between the psychic disposition of the individual and the social situation in which the
individual exists. Without the necessary psychic response to the situation, class
inequality would quickly become unsustainable. Through the nature of the revolt the
film depicts, Peele attempts to illustrate how the psychic disorders of individuals
ensconced within capitalist society make possible the sustained existence of its
inegalitarian structure.
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1. THE LEPORINE SYNECDOCHE

The great achievement of Jordan Peele’s Us (2019) is the clear link
that it forges between psychic and political structures. The politics of the
film is easy enough to identify: through its depiction of an oppressed
population living out a barren existence beneath the earth’s surface in
contrast with those living in comfort above, the film makes a clear, if
somewhat typical, political statement: the prosperity of some depends on
ignoring the poverty of others, which we should be made to see. Making
visible this poverty is itself a political act. But Us goes well beyond this
seeming straightforward politics by emphasizing how the psychic
disposition of those living above the surface has a connection to the
condition of those below not just through the invisible tether that connects
them but through the fetishism of those on the surface. Peele constructs a
film that links a critique of the psychic process of fetishistic disavowal to
the oppressive political situation that commodity fetishism produces. Us
reveals the connection between two forms of fetishism just as it reveals the
inseparability of the psyche from politics.

The film recounts a vast underworld population tethered to the
movements of those living above the surface. While the tethered beings
formally mirror the actions of their doppelgéangers, they do so without any
of the material content that makes the lives of the people above pleasurable.
The form of their lives is the same, but the content is radically different.
Those above have a rich content to obscure the empty form of their lives,
while those below have an empty content that exposes the empty form. The
narrative of Us depicts Adelaide (Lupita Nyong’o), Gabe (Winston Duke),
Zora (Shahadi Wright Joseph), and Jason (Evan Alex) Wilson vacationing
to Santa Cruz, California, just before the entirety of the tethered population
comes to the surface to attack their doppelgingers and stage a massive
political demonstration. The film concludes with the Wilson family
successfully fending off their doppelgéngers and with Adelaide discovering
that she herself is really one of the tethered who switched identities as a
child. The child she abducted became Red (also Lupita Nyong’o). Taken
from the surface to live out a horrible existence below ground, Red became
the leader of the revolt of the tethered. Although Adelaide ultimately kills
Red, Red’s death does not block the success of the political act she
organizes, an event that make public the existence of the hidden underclass.
While we see the conclusion of this act at the end of the film, Adelaide
remembers what she has hitherto repressed — that she abducted and
changed places with the young Adelaide, which means that she herself is

64


http://code-industry.net/
http://code-industry.net/

Galactica Media: Journal of Media Studies. 2019. No 1
Cinema Studies

one of the tethered. Her own personal revelation about her underworld past
coincides with the revelation of the underworld to everyone on the surface.

How the film envisions the link between the individual and the
collective becomes apparent in the opening credit sequence. Us begins with
a prelude that depicts the moments that lead to young Adelaide’s
abduction. Young Adelaide enters a hall of mirrors called “Shaman’s
Vision Quest.” While inside, she encounters her doppelginger, and
immediately afterward we see a close-up of her shocked reaction. The
prelude ends with a cut to an extreme close-up of a white rabbit. The cut
itself forges a link between the horror of Adelaide confronting her
doppelgidnger and the rabbit, between the condition of an individual
character and the political situation (which, it later becomes clear, the
rabbit represents). This dramatic cut also creates a gap in our knowledge as
spectators: we don’t know what happens to Adelaide until the end of the
film, when a flashback show the abduction. The gap in our knowledge that
the cut enacts constitutes the narrative structure of the film. We cannot
overcome this gap, not even through the flashback that fills in what the cut
has elided. This gap in our knowledge produces the structure of the film,
just like the lack in subjectivity constitutes the subject.

The credit sequence that follows consists on a long reverse tracking
shot back from the single rabbit to a vast wall of caged rabbits. The slow
tracking shot itself reveals the falsity of what we first see. As it gradually
expands our view of the situation, we recognize that we cannot look at the
individual rabbit in isolation, that we must take into account the collectivity
in which the rabbit exists.

In this sense, the credit sequence tracking shot functions like a classic
Marxian critique of bourgeois individualism®. It moves from individualism
to the point of view of the collective, providing a critique of our first look.
The individualistic perspective that begins the shot conceals the collectivity
in which that individual is ensconced and constituted. When considering
the individual, one can imagine a world of complete freedom, but once one
takes up the perspective of the collectivity in which one exists, such
freedom disappears within the mechanisms of ideological control.
Similarly, the extreme close-up of the rabbit obfuscates the cage that
imprisons the rabbit. It is only during the reverse tracking shot that exposes

! The critique of the illusions of individualism is a constant in Marx’s own thought. In The Holy Family,
he and Engels state, “Precisely the slavery of civil society is in appearance the greatest freedom because it
is in appearance the fully developed independence of the individual, who considers as his own freedom
the uncurbed movement, no longer bound by a common bond or by man, of the estranged elements of his
life, such as property, industry, religion, etc., whereas actually this is his fully developed slavery and
inhumanity.” (Marx & Engels, 1975, pp. 144-145). As Marx and Engels see here, the individualistic
perspective necessarily conceals the social forces that render it utterly fantasmatic.
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the collectivity of rabbits that the bars of the cage become evident.
Similarly, the holistic perspective of an approach such as Marxism makes
us aware of the prisonhouse of ideology.

The individualistic perspective creates not just the illusion of freedom
but also a blindness to the horrors that surround the individual. This is what
the tracking shot explodes in Us. In the isolation of the close-up, the rabbit
appears like a cute pet, perhaps of Adelaide herself. It’s only when the shot
tracks backward, however, that we see the actual status of the rabbit: far
from being a cute pet, it has no individuality at all but is just an anonymous
one of many trapped in cages to be used, we might imagine at this point,
for scientific experimentation. (The truth — that they serve as raw meat for
the tethered — is even worse.) The tracking shot transforms the rabbit from
a suggestive fantasy object alluding to Lewis Carroll’s Alice in
Wonderland and Jefferson Airplane’s “White Rabbit” into a symbol for
humanity’s exploitation of the animal world and the horrors of the world of
exploited humans. During the film’s credits alone, we see the comforts of
our fantasy life turn into the horrors that the fantasy initially conceals’.

The path of the tracking shot from individual to collective also lays
out the trajectory beyond the horror film that Us will take. Most horror
films focus on the family or on a small familial group. From Frankenstein
(James Whale, 1931) and The Wolf Man (George Waggner, 1941) to
Halloween (John Carpenter, 1978) and The Shining (Stanley Kubrick,
1980) to Paranormal Activity (Oren Peli, 2007) and Hereditary (Ari Aster,
2018), almost every horror film takes a familial group, if not the nuclear
family, as its subject matter. Horror films document the threat to this group
from external forces that threaten to undermine it. The best entries in the
genre reveal that this threat, which appears as an external danger, is
actually the manifestation of the psychic conflicts within the familial group
itself. But even in these cases, exemplified by Kubrick’s The Shining, the
genre cannot formulate that the problem is a collective one rather than one
that besets a small familial group.

The fundamental limitation of horror as a filmic genre is its myopia.
By centering the drama on a threat to a familial group, horror films nurture
a fear of the dangerous outsider. Although Us begins as a horror film (even
a particular type, the home invasion film), it does not remain confined to
this genre. While the spectator continues to fear for the lives of the
Wilsons, questions about the political movement that Red leads come to the
fore and trump the concerns associated with the horror film. In the end, the
survival of the Wilsons appears beside the point, as the country-wide

L 1f one follows any fantasy to its end point, one inevitably encounters the trauma that the fantasy is
organized around. In this sense, fantasy provides a respite only insofar as we don’t take it seriously.
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political demonstration — what Gabe dismisses as “fucked up performance
art” — takes center stage.

The film clearly contrasts individualistic rebellion against one’s class
status with a collective revolt. In the pre-credit sequence, we see the result
of underworld Adelaide’s rebellion, even though we don’t learn about this
rebellion until the end of the film. She comes to the surface and replaces
the girl who would subsequently become Red. This rebellion enables her to
live a pleasant life on the surface while condemning Red to the brutal life
below that she escapes. But it does nothing to upend the overriding class
divide. Adelaide’s social mobility keeps everything as it was™.

Red’s revolt provides a telling contrast. Rather than simply trying to
gain her rightful place back from Adelaide, Red leads the entire class of the
tethered to the surface with a disciplined plan of action. In this sense, the
color that she wears and her lack of a proper name — “Red” is given only
in the credits — bespeak her implicit allegiance to communism. While she
does authorize the slaughter of all the doppelgédngers on the surface, her
aim is not to take over their lives. It is instead to make a political statement
that will change existence for everyone, not just for her. This is why the
film ceases to be a horror film as it goes along.

The individualistic or familial structure of the horror film gives way in
Us to a critique of class society. But Peele does not just content himself
with lamenting inequalities. What separates Us from the typical Marxist
critique of bourgeois individualism is the connection that it establishes
between the psychic disposition of the individual and the social situation in
which the individual exists. Without the necessary psychic response to the
situation, class inequality would quickly become unsustainable. Through
the nature of the revolt the film depicts, Peele attempts to illustrate how the
psychic disorders of individuals ensconced within capitalist society make
possible the perpetuation of its inegalitarian structure.

2. WHY ANTI-CAPITALIST POLITICS REQUIRES SCISSORS

The most ludicrous aspect of Us is the weapon of choice for the
tethered. Various interpreters of the film have noted the inefficiency of this
weapon when compared with others and the impossibility of the tethered
being able to manufacture so many large pairs of scissors. But this is a case

! In the Grundrisse, Marx points out the inherent problem such individual act of social climbing: the
structure of capitalism prohibits them from being anything but exceptions. He writes, “An individual
worker can be industrious above the average, more than he has to be in order to live as a worker, only
because another lies below the average, is lazier; he can save only because and if another wastes.” (Marx,
1993, p. 286). In Us, the underworld Adelaide is akin to the industrious individual worker that Marx
imagines here. She changes things for herself but keeps everything the same in the system.
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where the inutility of the object signifies its thematic importance. Besides
providing a clear allusion to Kenneth Branagh’s Dead Again (1990), the
ubiquity of the scissors among the tethered offers an invaluable clue for
understanding what produced the tethered in the first place, which is one of
the central questions of the film. They bring scissors to the surface to attack
their doppelgéngers because they exist below through the collective refusal
of symbolic castration by those above. The surface dwellers disavow any
lack and live their lives through the commodity’s promise of plenitude. Just
as the film enacts a cut on the spectator, the tethered introduce a cut into
the disavowal of castration of those on the surface. They represent not a
return of the repressed but a return of the disavowed.

Although the ostensible function of the scissors is to cut the invisible
tether binding the doppelgénger to its partner, such a cut doesn’t ever occur
in the film, not even metaphorically. Instead, the tethered use the scissors to
stab those above to death. But by using scissors in the assault on their
doppelgingers, they make evident that they are bringing the cut of
castration to those who have disavowed it. There is no indication of lack in
those from the surface. They live connected to commodities that feeds their
disavowal of castration, and in turn, this disavowal of castration nourishes
their investment in the commodity.

Us illustrates the link between the fetishistic disavowal of castration
and commodity fetishism, between the psychic rejection of lack and the
political attachment to the commodity. Fetishistic disavowal functions
through a fetish object, which enables the subject to believe in a non-
lacking Other that could secure the subject’s identity. As Freud puts it, the
fetish “remains a token of triumph over the threat of castration and a
protection against it” (Freud, 1961, p. 154) Fetishistic disavowal enables
the subject to know and not to know about symbolic castration at the same
time. If fetishistic disavowal has become increasingly widespread, this is
undoubtedly because the optimal fetish object turns out to be the
commodity.

Capitalism uses the commodity as a fetish to obscure the labor that
produces it so that consumers can enjoy this labor without confronting its
existence. But the commodity appeals to capitalist subjects not just because
it hides labor but because it promises respite from constitutive lack.
Commodities function like this most evidently when we see others
apparently enjoying them. The other enjoying a commodity that we don’t
have displays an image of non-lacking enjoyment. The illusory nature of
this enjoyment becomes clear once | acquire the commodity for myself, at
the point when it necessarily fails to deliver on the promise it has when
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someone else has it. As a fetish, the commodity always promises more than
it can deliver.

Although Freud does not comment on Marx when conceiving of
fetishistic disavowal nor does Marx consider the subject’s lack when
theorizing commodity fetishism, both forms of fetishism actually mutually
reinforce each other. If we don’t see the labor in the commodity because of
commodity fetishism, we don’t see the lack in the other, which what
fetishistic disavowal aims to avoid. Furthermore, commodity fetishism
assists the process of disavowal by providing the subject with an image of
its own completion in the figure of the commodity. Commodities sell
because they offer to relieve the subject buying them of its lack and to
provide wholeness. But at the same time, we believe in their fetishistic
power because the disavowal of castration makes their magic conceivable.
Fetishistic disavowal is integral to capitalist relations of production and the
belief in the salutary power of the commodity that accompanies these
relations.

Through the foregrounding of scissors as the weapon of choice, Us
highlights the connection between commodity fetishism and fetishistic
disavowal. The depiction of the situation of the tethered and the form of
their revolt make it clear that capitalism doesn’t rely only on the fetishism
of commodities (which obscures the labor that produces them) but also on
the fetishistic disavowal of castration. This disavowal enables subjects to
act as if lack represents a temporary setback that they can overcome
through the acquisition of the proper commaodity or through the acquisition
of enough commodities. | can invest myself in the sublime power of the
commodity to fully satisfy me unless | first disavow the constitutive status
of lack. This is why disavowal is much more essential to capitalist society
than repression’.

Symbolic castration is the lack that constitutes subjectivity. Through
an inaugural cut that puts the subject at odds with itself, the subject
emerges. This self-division, which is another name for what Freud calls
castration, gives the subject something to desire by forging a loss. On the
basis of this loss, the subject can relate to itself and to others. One who has
lost nothing would remain perfectly whole and closed off from any
relationships. But the loss is a loss of nothing. It is nothing but a split of the
subject from itself.

! The most famous slogan of May 1968 in Paris — “Jouir sans entraves” [“Enjoy without bounds™] —
bespeaks the relationship between repression and disavowal that typifies the spirit of revolt in the 1960s.
To enjoy without bounds is to bypass repression but, at the same time, such a possibility suggests a
complete disavowal of castration. Here, the only boundary to full enjoyment is repressive society, not the
constitutive role that lack plays in the formation of subjectivity. Perhaps this is the reason why capitalist
society was able to integrate this revolt and function even more effectively than before.
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Loss or self-division enables the subject to desire and find enjoyment
not through attaining what is has lost (because it has lost nothing) but
through repeating the process of loss that allows it to experience its lost
object as an absence. One enjoys one’s lost object in the act of losing it, not
in the act of finding it. The pleasure of finding the object one desires is
always fleeting because one soon discovers that the object one can have is
never the object that animates one’s desire. In contrast to this fleeting
pleasure, our enjoyment of the object as lost has a necessarily traumatic
character because it can’t escape its dependence on loss. One cannot enjoy
b¥ attaining the object but must sustain its status as lost in order to enjoy
it

The basis of capitalism is a retreat from the necessary loss that
accompanies all enjoyment. Capitalism promises respite from loss through
the commodity form. The commodity form has a religious function within
capitalism because it offers the subject a path to the transcendence of its
own self-division and that of every figure of authority. This is what Marx is
getting at when he claims that the commodity “is a very strange thing,
abounding in metaphysical subtleties and theological niceties” (Marx,
1976, p. 163). As much as Christianity, the commodity form seduces the
subject with the complete satisfaction that derives from overcoming its
lack. But this is a promise that it cannot keep. The more one accumulates
commodities or takes on the commodity form oneself, the more one finds
oneself bereft of the enjoyment that the commodity form promises. The
investment in this promise requires the fetishistic disavowal of castration
because if | accept the fact of castration, the commaodity will have no power
over me. As a result, fetishistic disavowal is the response to subjectivity
that characterizes the capitalist epoch.

As the psychic basis for commodity fetishism, fetishistic disavowal
does not just affect the fetishists themselves. Their disavowal of lack
requires the existence of a laboring underworld that produces the
commodities fueling their disavowal. While commodity fetishism blinds
consumers to labor, their fetishistic disavowal requires this labor to produce
the commodities that make the disavowal sustainable. This is how
fetishistic disavowal and commodity fetishism work hand-in-hand within
the capitalist system.

1 A concrete example of enjoyment through what is absent is the enjoyment in a romantic relationship.
What one enjoys about the partner is not what fits into one’s expectations or fantasy structure but
precisely that aspect of the other that resists being reduced to the fantasy.
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3. SUNK BY THE BOAT

In the universe of those who dwell above the surface in Us, the logic
of the commodity predominates. The two families that the film depicts
have separate summer homes where they vacation. They own SUVs and
boats, while amusing themselves with their smartphones, large-screen
televisions, and a home virtual assistant named Ophelia®. Peele shows the
extent to which the people above the surface take refuge in the promise of
the commodity on multiple occasions.

The intertwining of commodity fetishism and fetishistic disavowal
becomes most evident in the case of the Tylers — Josh (Tim Heidecker),
Kitty (Kate Moss), and their twin daughters, Becca (Cali Sheldon) and
Lindsey (Noelle Sheldon). Josh and Kitty ensconce themselves in a variety
of commodities, including a new car, a luxurious boat, an extravagant
house, and plenty of alcohol. When we first see Josh and Kitty on the
beach, Josh mocks Gabe for his new boat, which he believes cannot
compete with his own. Kitty exhibits a similar fetishism, proudly showing
off the results of her recent plastic surgery and proclaiming, “I think I could
have been a movie star.” For Josh and Kitty, there is nothing but the
commodity because it is the wvehicle through which they disavow
castration®.

Gabe’s relationship to Josh shows just how commodity fetishism
works with fetishistic disavowal. Gabe associates Josh’s acquisition of
commodities with a non-lacking enjoyment that contrasts with his own
lack. He repeatedly expresses the sentiment that Josh always seems to
outdo him in terms of consumption. But Josh’s commodities are the
vehicles through which Gabe disavows castration. This is why he laments
that Josh has purchased a new car and why he himself buys a boat. By
obtaining a boat, Gabe hopes to attain what Josh has. But Peele highlights
the failure of the commodity to provide what he hopes it will provide.

! Josh and Kitty have a virtual assistant; Gabe and Adelaide do not. This is one way that we see the effect
of structural racism within the universe of those invested in it. Although Gabe and Adelaide appear more
well-educated and thoughtful than Josh and Kitty, they are perpetually behind in the game of commaodity
acquisition. The racist structure tilts the playing field so that Josh is able to stay one commodity ahead of
Gabe.

2 This is especially clear when we see the prominent role that alcohol plays for them. It is not simply an
indication of their sociability but a commaodity that promises to make lack disappear. On the beach, Josh
refers to a drink as Kitty’s medicine, and as they go to leave, Kitty announces, “It’s vodka o’clock.”
Later, as the tethered begin their assault on the house, Kitty tries to rouse Josh to investigate the sounds
she has heard. Although he is just sitting in a chair drinking, Josh proclaims, “I’m busy.” While it might
be tempting to view this as an obvious lie given that he is clearly doing nothing at all, he is actually busy
with the commodity and its logic. He cannot break from it until Kitty shows that she will not stop
insisting. Peele includes this exaggerated contrast between the visual field and the dialogue in this scene
to make the effect of commaodity fetishism unmistakable.
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Gabe’s boat is obviously lacking: not only is it smaller than Josh’s, but he
must hit the motor with a hammer whenever it periodically stops working.

In a key moment on the beach, Gabe tells Josh about his new
commodity in order to verify that he has overcome all lack. Josh
immediately begins questioning whether or not Gabe has all the necessary
accessories, searching for the one thing that Gabe doesn’t have. With each
item, Gabe confidently assures Josh that he has it until Josh comes to the
flare gun, which Gabe does not have (but that Josh has on his boat). The
flare gun is the essential commodity that proves Josh’s status as non-
lacking and Gabe’s status as lacking. It is the fetish object through which
Gabe disavows the other’s castration.

But Peele nicely shows the failure of this commodity later in the film.,
While his doppelgédnger Abraham pursues him, Gabe hides out in Josh’s
boat. As they confront each other, Gabe fires Josh’s flare fun at Abraham.
Rather than injuring or even killing him, the flare gun proves worthless: the
flare goes harmlessly awry, doing nothing at all to fend off Abraham. In
this scene, both Gabe and the spectator experience the failure of the
commodity that appeared to assure the absence of any lack. By forcing
Gabe to confront the failure of the flare (and the commodity as such), the
revolt of the tethered perpetuates a return of disavowed castration.

The film’s exposure of commodity fetishism comes to a head in the
attack on the Tylers. The attack by the Tyler doppelgéingers occurs with the
song “Good Vibrations” by the Beach Boys blaring on the home sound
system. The fact that the vicious killings occurs with the accompaniment of
this upbeat song is one of the film’s comic ironies, but what follows is even
more revelatory. Just after the death of Josh and the twins, Kitty crawls
along the floor bleeding profusely. She gathers herself in order to call out
to the commodity for help, saying, “Ophelia, Ophelia, call the police.”
Rather than calling the police, however, Ophelia, itself a commodity,
provides yet another commodity as it mishears Kitty’s request. Ophelia
responds, “Sure, playing ‘Fuck the Police’ by NWA.” Although the actual
police would not have been able to save her, Kitty dies on the floor without
ever being able to call for help because of the dominance of the
commodity. The commodity form places her in an insulated world that
ultimately leaves her alone to die. It mediates every relationship that she
has and even presides over her death.

The song “Fuck the Police” serves as an appropriate anthem for the
tethered, however. It is a protest song against oppressive police violence.
The lyrics portend a violent turning of the tables, akin to what the tethered
are able to perpetuate in the film. They proclaim, “It’s going to be a
bloodbath of cops.” What ensues when the tethered come to the surface is a
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bloodbath of those who exist in open luxury while the tethered must dwell
in an underground chamber of horrors.

Although they escape the fate of the Tylers, the Wilsons, especially
Gabe and Zora, are in no way free from an investment in the commodity
and its logic. Zora’s commodity fetishism is visible through her
relationship with her phone. When Adelaide tells Zora to put away her
phone for the evening and go to sleep, Zora agrees and turns it off while
pulling the blanket over her head. But after Adelaide closes the bedroom
door, Peele continues the shot, allowing us to see a light illuminate under
the blanket from underneath, indicating that Zora continues to watch her
phone'. This type of dependence develops because this commodity enables
her to encounter an other that seem not to be lacking. The phone obfuscates
the absence in the other and thus nourishes the process of fetishistic
disavowal.

Gabe’s investment in the commodity is even more extreme than his
daughter’s. This becomes apparent not just through Gabe’s efforts to keep
up with Josh’s purchases but also in his response to Red’s attack on them.
After Red lines them up on the couch and makes her speech describing the
horrors that she has lived through under the surface, Gabe immediately
begins to offer commodities to appease her.

In a stunning series of attempts at solving the problem of what Red
wants from them, he evinces his inability to recognize a fundamental
challenge to the regime of the commodity. He says to Red, “What do you
want? You can have my wallet. You can have my car. You have my boat
for all I care.” He pauses after each offer, thinking that it might serves to
quell Red’s insistence. But Adelaide quickly sees that Gabe is responding
on the wrong register and warns him against this line of thought. Red’s
response reveals exactly what she wants, as she threatens to cut something
off Gabe. She and the rest of the tethered want to introduce castration to
those who disavow it. This disavowal through commodity fetishism on the
part of those on the surface is what sustains the unlivable underworld that
those below have just fled.

Us shows the damage that commodity fetishism does both to those
who succumb to it and to those it renders invisible. The subjects of
commodity fetishism find themselves in utterly vacant lives where they feel
a constant imperative to have the next commodity. Gabe’s purchase of a
boat to equal Josh and Josh’s purchase of a new car to surpass Gabe are

! The weapons that Adelaide, Gabe, and Zora use against the attack from the tethered highlights the
involvement in the commodity form. While the tethered arm themselves with scissors, Zora uses a golf
club, Adelaide uses a fire poker, and Gabe uses a baseball bat (and also a boat). Just as the weapons of the
tethered are significant, so are these.
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two instances of the effect of this imperative in the film. Whatever
satisfaction these subjects can register quickly evaporates as they find that
there is a new commodity that they have yet to possess and enjoy. The
subjects of commodity fetishism experience a series of fleeting pleasures
without grasping how they satisfy themselves. In this sense, they pay the
price for the brief pleasure that the commodity provides through their
separation from their own mode of satisfaction.

But Us also exposes the burden of those who must have nothing so
that those who have commodities can take pleasure in them. Commaodity
fetishism performs a double function: it enables subjects to believe in the
power of the commodity and not to see the labor that creates its value.
When | purchase a new boat, | see only the bright shiny object and the
price | must pay for it. Within the capitalist system, | cannot see, for
structural reasons, the labor that went into the construction of the boat. The
fetishism of the commodity doesn’t hide a presence but an absence — the
labor that has already been expended in the creation of the commaodity.

As the victims of the reign of the commodity, the tethered must live
out a completely impoverished life — no sunlight, no medical care, no
freedom, and nothing but raw rabbit to eat. Although Peele spends less time
on the situation of those oppressed by commodity fetishism, it is clear that
their situation is much worse than that of those engaged in fetishistic
disavowal on the surface, which is why Red is able to lead them in a mass
revolt. They have little to lose.

The reign of the commodity form — the epoch of capitalism — leaves
no one capable of discovering how they are satisfied. Instead, those on both
sides of the class struggle seek some form of deliverance. Those on the
surface hope to find it in the newest commaodity, while those below look for
it in their revolutionary action. Each side is doomed to failure because there
is no possibility of realizing the complete satisfaction that each strives for.
If the revolution succeeds, it cannot bring paradise but only a common
lacking existence. One must avow the lack and discover satisfaction within
one’s failure and in what is absent, which is precisely what commodity
fetishism militates so strongly against.

4. A CUT IN THE HAND

The primary way that the ruling class wins the class struggle is to
render this struggle invisible, so that no one knows a battle is going on. An
image of the social order as a whole rather than as a divided structure is
crucial in this regard. As a result, the first act of any radical movement
whatsoever is almost always creating awareness of a divide within the
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image of wholeness. Ideology strives, in contrast, to sustain the invisibility
of all antagonistic cuts.

The act that Red conceives in Us transforms what was originally an
ideological event into a radical cut. In 1986, the Hand Across America
project attempted to assert the wholeness of America, despite the massive
inequality of the time, exacerbated by more than five years of Ronald
Reagan’s conservative presidency. The project encouraged individuals to
participate in a mass movement of joining hands at the same time in order
to form a human chain across the entire country. But the unity expressed by
this chain was only an imaginary unity.

Red takes Hands Across America as paradigmatic for the political act
of the tethered from happenstance. When the future Adelaide abducts her in
the hall of mirrors, she is wearing her Hands Across America t-shirt
(beneath a Thriller t-shirt that her doppelgénger steals in order to pass
herself off as Adelaide). Furthermore, in the film’s opening shot, we see an
advertisement for Hands Across America playing on a television set that
the future Red watches. After another commercial comes on, the young
girl, prompted by her father, turns off the television in order to go to the
Santa Cruz boardwalk, where the tethered Adelaide will kidnap her and
take her place. Hands Across America represents the residue of the surface
in Red’s underworld existence.

But while the decision to use this particular form of political action is
contingent, it nevertheless undergoes a transformation in valence when
employed by the tethered during the time of the film. The earlier
demonstration was a propaganda effort designed to create the illusion of
wholeness, but the new version of Hands Across America introduces a cut
into the whole by literally dividing the country in two with the human
chain. The difference is stark: the earlier demonstration signified imaginary
healing; the later one signified the existence of a real wound within the
social order.

It is not coincidental that the original Hands Across America actually
had large gaps within it, so that some people were holding on to nothing
with one hand. This indicates that the purported wholeness was not just
imaginary in the sense of creating a comforting image. It was also
imaginary in the sense that it did not accomplish what it professed to
accomplish. Again, the difference in the current version provides an
instructive contrast. The new demonstration does not have gaps but instead
creates a gap in the social order, something that the social order cannot
account for. Its marking of a cut in the country shows that national
wholeness obscures the antagonism of the class divide.
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After Red’s death, the movement seems unlikely to have much
direction, since no one else can even speak. But the bare existence of the
demonstration already indicates that the future must be different. The point
Is simply making the cut visible and thus disrupting the disavowal that
obscures it. One cannot imagine the tethered being put back in their place,
but Peele leaves things open. Perhaps disavowal will continue even after
the demonstration makes evident its cost.

5. THE MISSING LINK

Us provides a coherent explanation for all the events in the film, save
one. While it is clear what enables Red to lead the revolt — coming from
the surface, she knows how to speak — it is less clear what enables her
tethered doppelginger to come to the surface and replace her in the first
place. When we see this sequence in flashback just before the end of the
film as Adelaide begins to remember her past, her young self walks to the
surface while the rest of the tethered mindlessly play out their parallel
existence to those on the surface. One cannot even deduce that the fact that
the hall of mirrors functions as a portal to the underworld makes possible
the switched identities, even though it clearly plays a role in the switch.
The problem is that we see no evidence of others being abducted here: the
film suggests that Red is the only one among the tethered who can speak.
No one else in the underworld speaks, and she is alone in planning the
revolt. Thus, the condition of possibility for the future Adelaide’s act is
simply left obscure in the film.

While an ungenerous spectator might be tempted to chalk this up to an
oversight on the part of Jordan Peele, this seems unlikely, given that this is
the decisive action of the film (at least until Red’s collective revolt).
Nonetheless, from what we know of the situation of the tethered, the action
of the doppelgianger who would replace Adelaide should be impossible.
The tethered are stuck mirroring all the actions of their doppelgéngers on
the surface while remaining stuck in completely impoverished and
terrifying conditions. There is no explanation for how either version of
Adelaide might break from this mirroring, except the inability of any
symbolic structure to function perfectly. The impossible can happen
because the structure that creates possibilities also creates impossibilities,
but these impossibilities remain impossible only as long as one remains
invested in the structure. The identity switch perpetuated on Adelaide is a
moment when the impossible happens.

It might be that the engine for the switch comes from the surface
version of Adelaide as she walks away from her father. In the opening

76


http://code-industry.net/
http://code-industry.net/

Galactica Media: Journal of Media Studies. 2019. No 1

Cinema Studies

sequence on the boardwalk, she shows her relative lack of interest in the
attractions of the commodity. When her father wins a prize at the milk
bottle game, she opts for a medium-level prize — the Thriller t-shirt —
rather than accepting his offer to try for a better one by playing more. Just
afterward, she strays on her own to the beach. She is drawn to the hall of
mirrors entitled, “Shaman’s Vision Quest,” with the imperative written
above the door, “Find Yourself.” After a shot of this entrance, Peele cuts to
a reverse shot of Adelaide looking as she holds a candy apple. Registering
what she sees, she drops the apple and proceeds to move to the door. A
torrential rain begins as she is right in front of the door, and it seems to
drive her inside, where she will encounter her doppelgdnger and
subsequently be thrust into the horrifying underworld.

Peele leaves the agent behind this entrance into the underworld
completely ambiguous. Perhaps Adelaide’s disinterest in commodities and
concern for the unknown drives her to confront what has been disavowed.
Perhaps she encounters an opening within the symbolic structure indicating
that disavowal can never be fully complete. The ambiguity suggests that
this encounter is itself a point of impossibility. It doesn’t fit within the logic
of the world depicted, and yet it occurs.

It is the status of this event as impossible that triggers its repression in
both Adelaide and Red. Despite her role as the agent of the switch,
Adelaide has no conscious memory of it. Her unease with coming to the
Santa Cruz beach indicates an unconscious awareness, but it is only at the
end of the film that this event comes to consciousness. Red never has a
similar awakening. Although she leads a revolt against the surface people,
Red doesn’t consciously remember that she was once one of them. The
shared repression of Adelaide and Red makes sense only when we
recognize the impossible position that the identity switch occupies within
each of their worlds.

The impossible happens, but we repress impossibility by recreating a
new symbolic world of possibilities after the fact. This repression hides the
possibility of impossibility and thereby gives our world a coherence that it
doesn’t have. The point where the impossible happens becomes repressed
after it occurs so that social existence can stabilize itself without
confronting its own immanent tension. As she recognizes that she herself
was once a tethered at the end of the film, Adelaide enters into a new
relationship with structural impossibility. She knows now that nothing
distinguishes her from that which would destroy her world, that the security
of her world can never be assured. Although Adelaide has killed Red, Red
has transformed her by politicizing her. Adelaide can no longer think in
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terms of a barrier between us and them that sustains her world’s
consistency. She now knows that they are us.

6. BEYOND THE MIRROR

Us is a film of doppelgédngers. But it is not a film of mirror images.
The doppelginger in Us does not confront characters with their mirror
image but with what they cannot see about themselves — their own opacity
to themselves. This appears in Us in two forms: the encounter with the
back of the doppelgédnger rather than the face and the encounter with the
doppelginger’s voice. In each of these forms, characters, especially
Adelaide, see their own strangeness to themselves manifested in an object.

The back of the doppelginger and Red’s way of speaking function in
the film as moments of the gaze and the voice as extimate objects. They are
external but embody the disavowed lack of the character who experiences
them. In his Seminar XIl, Jacques Lacan distinguishes the gaze and voice as
two versions of what he calls the objet a — an object that is constitutively
absent but nonetheless disturbs the field of perception because it marks the
inflection of the subject’s own desire in that field. Through the encounter
with this object as an absence, one can see and hear the distortion that one’s
desire creates in what one sees and hears (Lacan, 1978).

This distortion of the field of perception occurs throughout Us. When
the surface version of Adelaide first sees her doppelgédnger, she enters into
a hall of mirrors. The film suggests to the spectator that the trauma will lie
in the confrontation with the mirror image. Soon after her entrance into this
mirror maze, she tries to leave and ends up surrounded by mirror images
with no clear path out. But importantly, this is not the moment of trauma.
She whistles the tune of “Itsy Bitsy Spider” and hears someone else
whistling along with her'. Following the sound, she escapes from the
mirror maze into hallway where a door opens behind her. As she turns
around, she sees the back of a girl who looks just like her. The film cuts
from the back of the doppelgéinger to a reverse shot of Adelaide’s scared
look as the girl turns around. Peele doesn’t include a subsequent shot of
Adelaide’s mirror image but instead cuts to an extreme close-up of a white
rabbit, which begins the credit sequence. The gaze does not occur when
Adelaide looks directly on her mirror image but when she sees the back of
her doppelgédnger. The gaze is what we cannot see about ourselves — the
unconscious desire that holds the key to our subjectivity but that we can

! One of the first hints that we have that Adelaide has switched place occurs when she looks with interest
on a spider crawling across a table while she lies on the couch. The spider seems to suggest something to
her, which turns out to be the exchange of identities.
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know only through the encounter with an external object that distorts and
ultimately shatters our perceptual field.

Us explores the relationship between the mirror image and the gaze as
an object manifesting desire. The mirror performs a domesticating
operation on the gaze and transforms the trauma of the gaze into the
consolation of the face'. In the gaze, we must endure the demonstration of
our own lack as a distorting absence. The gaze is traumatic because it
brings us back to our status as constitutively lacking beings by eliminating
the distance between us and what we see. The face, in contrast, even if it is
the face of the other, provides the comfort of wholeness. The face is not
lacking but instead fills in lack with expressiveness. The confrontation with
the back or with the absence of a face, like that of the family of
doppelgingers in darkness in the Wilson driveway earlier in the film,
doesn’t give us an expression to identify with. When seeing the absence of
the face, one sees what is lacking in the other and thus in oneself. The
opacity in the other makes evident one’s own opacity to oneself.

The relationship between the face and the gaze becomes clearest in Us
when Adelaide recounts her childhood experience of the hall of mirrors to
Gabe. Their conversation is one between the trauma of the gaze and the
consolation of the face. As they settle in to the summer home early in the
film, Adelaide tells Gabe how uncomfortable being in Santa Cruz makes
her. She says, “I don’t feel like myself.” Gabe immediately responds with
an appeal to her image, asserting, “You look like yourself.” Then, Adelaide
tells him the story of her experience in Shaman’s Vision Quest. Rather than
crediting Adelaide’s account of meeting her doppelginger there, Gabe
begins to refer to this figure as the “mirror girl,” assuming that Adelaide’s
encounter with the gaze was nothing but an instance of seeing her own
reflection. He can recognize only the mirror image and the face. He is blind
to the gaze and the trauma it embodies because he is ensconced in
fetishistic disavowal in a way that Adelaide is not®.

! Through its depiction of the face as a domestication of the gaze, Us provides a counterpoint to
Emmanuel Levinas. Levinas is the philosopher of the face. For Levinas, the other’s face calls us to our
absolute ethical responsibility for the other, a responsibility that brooks no compromise with other
considerations. Levinas states, “there arises, awakened before the face of the other, a responsibility for the
other to whom | was committed before any committing, before being present to myself or coming back to
self”. (Levinas, 1999, pp. 30-31). But rather than calling me to responsibility, the face enables me to
believe in the wholeness of the other and of myself, as Us makes clear.

2 In the universe of Us, there are two characters that show themselves less prone to the massive fetishistic
disavowal that marks everyone else — Adelaide and Jason. It is thus not coincidental that Adelaide is
originally tethered (though she has repressed this) and that Jason is the closest to her. Both Adelaide and
Jason evince much less attachment to the disavowal of lack through the commaodity. Neither has a phone,
nor does the film show them eagerly consuming, unlike Gabe and Zora, not to speak of Josh, Kitty, and
their daughters. Us presents Adelaide and Jason as subjects more in touch with their lack, which contrasts
them with every other character on the surface that we see. Jason’s engagement with lack is visible
primarily through is constant use of the werewolf mask and his repeated failure to light the flame on his
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By confronting the subject with its own lack, the army of the tethered
shows the subject the point at which it cannot see itself. No one can look in
a mirror to see the back of one’s own head. This opacity is what subjects
disavow through the fetish. Fetishism enables one to believe in the non-
lacking other and thereby avoid seeing one’s own constitutive lack as well.
But in Us we confront what our capitalist society has disavowed through
the fetishism of the commaodity.

The film also uses the voice in a parallel way. Because Red has not
spoken for decades, her voice is gravelly and distorted. What she says is
barely audible. A lack of use for over twenty years has damaged her vocal
cords and given her voice an inhuman sound. But this inhuman voice is the
voice as an object for Adelaide. It is Adelaide’s own voice stripped of all
the refinement and tonality that comes from making oneself understood by
others. Red’s voice is loss itself as it confronts those who have disavow
loss through the fetish.

The spectator experiences this voice as traumatic insofar as it
embodies absence and thus portends the destruction of those who have
disavowed any absence. The loss inhering in the voice does not fit within
the world of the commodity but rather marks the annihilation of this world.
Only the voice as an object that distorts the perceptual field can articulate
the horrors that the fetishism of commodities produces for those in the
underworld. A clearly articulated neutral account would fail to indicate the
involvement of those on the surface in these horrors. But because the
distorted voice is Adelaide’s own voice and yet is missing something, it
makes manifest the relationship between those on the surface and the
existence of the tethered.

This is possible because the voice is akin to one’s back. Just as one
cannot look on one’s own back, one cannot hear one’s own voice. The alien
status of the voice becomes apparent in audio recordings: one hears

magic trick. In Jason’s case, a mask testifies to an awareness of lack because it doesn’t hide anything.
Everyone who sees him knows that it’s he beneath the mask. By hiding nothing, the mask displays
castration. Furthermore, by wearing the mask, Jason becomes explicitly aligned with his doppelgénger in
a way that none of the other characters is. (This connection to Pluto is what enables Jason to coax him
into walking backward into the flames toward the end of the film. Pluto mimics Jason’s movements
because Jason has not fully disavowed his relationship to lack.) But the crucial detail about Jason
concerns the activity that defines him — performing an act again and again that fails to work properly but
enjoying the repetition itself. This is precisely the form of enjoyment associated with castration rather
than with its disavowal. Whereas Abraham and Umbrae try to kill Gabe and Zora, Jason’s doppelginger
Pluto takes up a different relation with him, wanting to play with him rather than to destroy him. This is
not just because Pluto is younger than Abraham and Umbrae but because Jason is more in touch with his
own status as a lacking subject. Pluto can enjoy along with Jason because they enjoy similarly. The
connection between Jason and Adelaide is responsible for many internet theories about his provenance,
which he appears to share with his mother. There is evidence for this theory, but it requires postulating
events that appear prior to the diegetic time of the film without any ground for doing so. For one version
of this theory, see (Alter, 2019). For a debunking of the theory, see (Abad-Santos & Romano, 2019)
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something much different from what one hears while speaking. The
difference is the measure of our strangeness to ourselves — the lack
inherent in subjectivity — and it is this strangeness that disavowal rejects.
The rejection involved in fetishistic disavowal allows subjects to turn a
blind eye to the horrors that the logic of the commodity perpetuates. Red’s
revolt confronts those who embrace disavowal with exactly what they have
tried not to see and hear. But this does not mean we should trust Red’s
account of the situation wholeheartedly.

7. WHY WE SHOULD BE SKEPTICAL OF PARANOIA

Red’s account of how the tethered come about is steeped in paranoia.
In this sense, it is not an atypical reaction to the capitalist system.
Capitalism inherently produces conspiracy theories and paranoia about how
its system of control operates. Because it is a system that functions with no
one, not even an invisible hand, pulling the strings, it has no clear site of
culpability for the system. Although political leaders bear responsibility for
the legal order that supports the capitalist system, the legal and political
order is not ultimately determinative. Not every political order under
capitalism is the same, but each must respond to the exigencies of capitalist
relations of production that condition it, which creates the impression that
the political order is a theater of shadows, behind which the real authority
lies.

One can question whether or not this same dynamic holds for earlier
economic systems. It seems doubtful. But at least in the capitalist universe,
Marx’s claim about the primacy of economic relations of production has
the status of a self-evident truth. In the famous Preface to the Contribution
to the Critique of Political Economy, Marx claims, “The totality of [the]
relations of production constitutes the economic structure of society, the
real foundation, on which arises a legal and political superstructure” (Marx,
1970, p. 20). Even if it does not follow directly from their foundation, the
political order cannot achieve autonomy from how the capitalist system
shapes the entire society. While we should be wary of Marx’s conclusion
that interventions in the superstructure will ultimately prove ineffectual at
dislodging the capitalist system itself, we have to acknowledge the strictly
secondary position of the political order in relation to the capitalist
socioeconomic structure. This structure is a serpent without a head.

As a result, capitalism produces conspiracy theories that obfuscate the
open conspiracy of capitalism itself. These theories give agency to a secret
cabal of political actors because they cannot recognize that the
socioeconomic system is actually pulling the strings. Conspiracy theories
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translate the capitalist system into a structure of hidden domination. In this
way, they allow us to believe that we are not implicated in our own
unfreedom through our investment in capitalism.

Us depicts two different conspiracy theories. The first, articulated by
Zora, concerns governmental control of individuals. The second, proffered
by Red, explains the origin of the world of the tethered. It is significant that
Zora’s obviously false conspiracy theory comes first. Peele’s inclusion of
Zora’s dubious conspiracy theory about fluoridation provides the
background for Red’s articulation of a similar conspiracy theory. We know
to be skeptical about Red’s theory because we know that Zora’s similar
theory is false.

During the drive of the Wilson family to their summer cottage in
Santa Cruz, California, we see the ramifications of capitalism’s tendency to
produce conspiracy theories. This revelation provides a significant key for
understanding how we should interpret Red’s history of the underworld
later in the film. In the fascinating sequence in the car, Zora gathers
knowledge about a government conspiracy from her phone and tells it to
the family. She credulously accepts a contemporary conspiracy theory
about government mind control, saying, “Did you know that there’s
fluoride in the water that the government uses to control our minds?” It’s
clear that Zora has read this conspiracy theory somewhere online while
looking at her phone and finds it completely convincing. What immediately
stands out about this is where she directs her suspicions. She readily
suspects the government of perpetuating a covert mind-control program
through drinking water, and yet she has no suspicions about the internet
sources that provide her the information about this program — or about the
phone as the form through which she learns about it. Although the film
doesn’t explicitly link this theory to Red’s later one, the structural
similarity is unmistakable.

Red’s first extended explanation of the world of the tethered does not
rely on conspiracy. Red has two monologues in the film, both delivered
with her raspy damaged voice. In the first, she recounts the horrors of life
below the surface. After chaining Adelaide to coffee table and assembling
both families face to face, she begins, “Once upon a time, there was girl,
and the girl had a shadow. The two were connected, tethered together.
When the girl ate, her food was given to her warm and tasty, but when the
shadow was hungry, she had to eat rabbit, raw and bloody.” She goes on to
eXplain how the formation of Adelaide’s family led to a series of traumas
for her. In each case, Red experienced the same form of event but with a
brutal and terrifying content. This account doesn’t provide an explanation
but simply describes the horror of life beneath the surface in contrast with
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life above. But she ends this description with a claim about her calling that
should raise the spectator’s suspicions. She concludes, “So you see, the
shadow hated the girl so much for so long, until one day the shadow
realized she was being tested by God.” Whatever we might think about the
situation of the tethered, the idea that God was testing them surely cannot
be correct. Not only that, but it provides a clue about Red’s paranoia.

In her second monologue, Red lays out her conspiracy theory about
the origin of the underworld. While articulating this theory, she admits that
the idea of a conspiracy is actually nothing but her own postulation. The
final battle toward the end of the film between Red and Adelaide that
occurs beneath the surface provides the backdrop for her explanation for
this world’s existence. In her monologue to Adelaide, she says, “I believe it
was humans that built this place.... They created a tether so that they can
use them to control the ones above, like puppets. But they failed, and they
abandoned the tethered. For generations, the tethered continued without
direction. They all went mad down here, and then there was us.” Red’s
monologue sees the creation of the tethered as part of a failed conspiracy
designed to control those on the surface.

The problem with Red’s conspiracy theory is that the film provides no
visual evidence to support it and there is no way that she could possibly
know of it. Since none of the other tethered subjects can talk, they could
not have communicated the program to her. In addition, the existence of the
tethered predates her arrival among them (as we find out when Adelaide
remembers that she was originally a tethered), so she could not have
experienced this original attempt at manipulation herself.

In this speech, she makes paranoid references to God. When Adelaide
dances as a young girl, this spurs rebellion in Red (undoubtedly because it
recalls life on the surface to her). Red tells Adelaide, “The miracle
happened. That’s when I saw God, and he showed me my path. You felt it
too. At the end of our dance, the tethered saw that | was different, that |
would deliver them from this misery. | found my faith and began to
prepare.” If we accept Red’s account of humans building the underworld in
order to manipulate those on the surface, we have to credence her belief
that God called her as well. It makes no sense to accept one and dismiss the
other since both belong to the same paranoid delusion.

Red’s theory about humans creating the tethered, like all conspiracy
theories, deprives everyone involved of agency and transforms the
responsibility for the social order into the culpability of a few villains. With
this theory, Red actually lets Adelaide (and all those who dwell
unknowingly on the surface) off the hook. It is not their fetishism that
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sustains the underworld but the evil of a cabal trying to exert control over
the rest of humanity.

8. AFTER FETISHISM

By exhibiting the link between commodity fetishism and fetishistic
disavowal of castration, Us makes evident the clear political consequences
of our psychic activity. The existence of class division has a direct
relationship with the disavowal of castration that engenders and fuels it. If
one believes that constitutive lack is avoidable, one will invest oneself in
the fetishism of the commodity that obscures the exploited labor necessary
to produce the commodity. The commodity is the promise of a non-lacking
other. In this sense, fetishistic disavowal represents the origin of capitalism.

The production of a horrific underworld has not ceased with the
development of capitalism. Today, laborers do exist in underground caves
where they mine the minerals necessary for our privileged commodity —
the phone. The underworld of the tethered has a real world correlate in
children mining minerals such as cobalt in the Congo and elsewhere. The
horrific conditions in which these children labor is not separate from the
commodity fetishism that renders their labor invisible. Commodity
fetishism allows those who enjoy the products of this labor to avoid seeing
it. But it is only the disavowal of castration that enables one to believe in
the promise of the commodity. Without this disavowal, commodity
fetishism would lose its appeal.

This situation cannot change through individuals coming to
consciousness about it and deciding to give up a certain number of
commodities or consuming more conscientiously. Only an event that makes
publicly evident the cut — both within each subject and in the social order
itself — can make a difference. Us charts the path from fetishism to the
political act, but it stops with the public articulation of the cut in the form
of the mass demonstration. Whether we choose to remain in touch with this
cut or return to a new form of fetishism is an open question. Perhaps it is
not an exaggeration to say that the fate of universal equality depends on
how we respond to the ending of Us.
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Abstract

Anime adaptations may not be as common as other kinds of adaptations during the 21st
century; the few that have been done and released all have been met with negative
reviews from both critics and fans alike. Some of the issues raised in regards to anime
adaptations are casting Caucasian actors and actresses as characters of Asian origin, and
that maintaining complete fidelity to the source material has proven to be an
insurmountable task altogether. That is only the tip of the iceberg when it comes to the
list of problems found in anime adaptations. Despite the growing list of bad apples that
have been released, one recent anime adaptation has been showered with praise and
acclaim by many people, and that is the 2019 film Alita: Battle Angel. Currently acting
as a gold standard for all anime adaptations being done in Hollywood, this article looks
at how Alita: Battle Angel successfully tackles the various aspects that have plagued
anime adaptations in the past.
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1. INTRODUCTION

Not many people are aware of this, but anime adaptations have been
around as early as the 1990s. Back then, anime adaptations came off as
more cartoonish compared to modern incarnations due to how limited
filmmaking technology was back then, and how filmmakers wanted to
maintain the comical nature of the original anime in a live-action film.

One of these early examples include Fist of the North Star. Taking
place in a post-apocalyptic world that has been wrought with nuclear war,
the protagonist Kenshiro who is the sole practitioner of the deadly martial
arts Hokuto Shinken (Fist of the North Star) wanders the dystopian
landscape bringing death and chaos to anyone unfortunate to cross his path
while keeping the innocent safe but at bay from himself. The anime series
iIs known for its extreme violence as well as an excessive amount of
bloodshed with body parts and organs exploding into puddles of blood.

However, once the series got adapted into a live action film directed
by Tony Randel in 1995, a slew of problems arose. Most notably is the
effect of the head exploding into a puddle of blood; it looked too cartoonish
and too fake for a live action film to the point it almost looked like a B
movie. The story also diverges too far from the source material, bringing in
a completely new plotline. And let us not dismiss the fact that Kenshiro is
portrayed by British actor Gary Daniels, though the casting can be justified
since Daniels is a martial artist himself with the appropriate physique for a
live action Kenshiro.

During the 21% century, the number of anime adaptations increased
along with bigger production value. However, that was not enough to
overcome the number of negative reviews that would be thrown at it by
critics and fans, even the original creators. Dragonball Evolution (2009)
was supposed to be a major hit considering the popularity of the original
Dragon Ball anime series. Instead, Dragonball Evolution was slammed by
everyone including the original creator Akira Toriyama. Toriyama stated in
an interview with Kotaku:

“At the time of the live-action Hollywood version, the script didn't
really capture the world or the characteristics (of Dragon Ball) ...
What's more, because | thought the content was bland and not so
interesting, 1 cautioned them and gave them ideas for changes ...
Nevertheless, they had this odd confidence and didn't really comply
with my suggestions. And just as | thought, the result was a movie |
cannot call Dragon Ball.” (Ashcraft, 2013)

89


http://code-industry.net/
http://code-industry.net/

-

lNamaxtuka meana: xxypHan Meaua uccienoBanuid. 2019. No 1
) UccnenoBanus kuHemaTtorpada

Anime adaptations have since become a taboo in Hollywood. Even
more so in 2017 when two of the most popular anime in Japan, Ghost in the
Shell and Death Note, hit the big screen in Hollywood, both which have
been met with abysmal reviews from fans and critics alike. Despite the
unpopularity of anime adaptations, one recent adaptation has been gaining
good reviews and solid box office performance worldwide, thus breaking
down the stigma that is associated with anime adaptations. That film is
Alita: Battle Angel (Rodriguez, 2019).

2. THE STORY OF ALITA: BATTLE ANGEL

Based on the anime and manga Gunnm, Alita: Battle Angel takes place
in the distant dystopian future in the former United States during the 26th
century with the setting being separated into the ground-level slums of Iron
City and the utopia in the sky known as Zalem. The story centers around
the titular cyborg protagonist Alita, originally named Gally in the anime
and manga, whose comatose head has been found in the garbage dump by
Dr. Daisuke Ido, or Dyson Ido in the film version. After being put back
together by Ido, Alita awakens in a new body but with no recollection of
her past except for the ancient martial arts Panzer Kunst. Contemplating
that through the use of Panzer Kunst might give some clues to her past,
Alita registers herself as a Hunter-Warrior, bounty hunters who take the
place of the now defunct police force, and hunt down various cyborg
criminals like Grewishka; and Vector, the corrupt organizer of the
dangerous sport Motorball.

Along the way, Alita also befriends and eventually becomes
romantically involved with Hugo, who secretly strips cyborgs for spare
parts for Vector in exchange for money in order to buy his way into Zalem.
Unfortunately, one operation gone bad puts Hugo on the run with a bounty
on his head. Alita, conflicted between her obligation as a Hunter-Warrior
and her feelings for Hugo, puts emotions before duty and helps Hugo to
collect enough money to get into Zalem. That is before Hugo gets sliced up
by another Hunter-Warrior named Gime. Alita defeats him and brings
Hugo to Ido who saves Hugo’s life by giving him a cyborg body. Hugo,
still determined to ascend to Zalem, climbs up one of the factory tubes
leading into the city, but his body gets destroyed by a defense ring and his
shredded body falls into the wastelands below with Alita unable to do
anything.

Ultimately, it is revealed that the mastermind behind all these events is
a Zalem scientist named Nova, whom Alita and her former comrades were
tasked to defeat along with destroying Zalem. After coming to terms with
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the loss of Hugo, Alita makes it her mission to finish what her compatriots
could not and destroy Zalem. It is here that Alita’s real battle begins.

3. THE FIDELITY DEBATE

When it comes to adaptations of any kind, the first thing that always
pops up in people’s minds is the fidelity debate. How faithful is the
adaptation compared to the source material? And is it possible to maintain
a 100% fidelity rate? To answer these question, we must first understand
that different medium have different properties.

One of the earliest adaptations was Greed (Stroheim, 1924) based on
the novel McTeague by Frank Norris. When the director shot the film, the
duration was more than 9 hours, leading to the producers requesting for the
duration to be compressed and a lot of things to be left out. The harassment
of women while unconscious along with premarital sex were some of the
darker themes of humanity during the 1920s that had to be cut out to avoid
displaying anything taboo during that period (Ebert, 1999). The result was
a 2-hour long film which did not go over well with audiences or critics
(Adkins, 2015). Since a big chunk was removed from the director’s cut of
the film, fidelity could not be maintained as a lot of details that were in the
novel did not make it to the theatrical release. Therefore, the fidelity rate
between the film Greed and the novel McTeague was not at 100%.

The Greed case also highlights another point about fidelity: duration,
specifically duration restraints. As shown through various film adaptations
of novels, one to two hours is simply not enough to showcase every single
detail from the books. In fact, creating a television series out of a novel
would be more practical, which is what they have done for Game of
Thrones (2011-present) based on George R.R. Martin’s novel series of the
same name. With the series running for 67 episodes so far with the duration
of each episode at around 50 minutes, that is about 3,350 minutes, or 55
hours and 50 minutes, and counting; which is sufficient for covering the
multitude of novels by Martin. If Game of Thrones had been a film series
like Twilight or Maze Runner, then there would not be enough time to lay
out everything from the novels.

Let us look at another hypothetical situation. Leo Tolstoy’s War and
Peace is a centerpiece of world literature spanning more than 1,200 pages
chronicling the French invasion of Russia in 1812. Robert Stam (2000)
speculated that if War and Peace were to be adapted into a single film
without leaving out a single detail from the novel, then the film would last
approximately 30 hours. No one in their right mind would sit for 30 hours
straight watching a single film without any breaks in between. Films are
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meant to be a gateway for audience members to escape reality, but 30 hours
would be pushing it; thus the illusion of the film world would be lost.

Little do people know that an adaptation to War and Peace has been
made in the Soviet Union during the 1960s. Even then, the filmmakers
knew they could not fit everything onto a single film and decided to make
it into a film series, or segment the one film into several parts. The Soviet-
produced War and Peace (Bondarchuk, 1966-1967) was released in 4
separate parts, all adding up to 421 minutes, or 7 hours and 1 minute (Janus
Films, n.d.). You can imagine if all the parts had been released in one go
without any partitions, people would lose interest before the end of the
film.

4. WHITEWASHING AFFECTS FIDELITY

The practice of whitewashing has been a staple of Hollywood ever
since the early 1900s. Films like The Good Earth (Franklin, 1937), which
depicts the life of a Chinese farmer before World War |, had a more
elaborate form of whitewashing called “yellowface” which sees Caucasian
actors being draped in heavy makeup and facial prosthetics to appear more
Asian. Another infamous example of “yellowface” is Mr. Yunioshi from
Breakfast at Tiffany’s (Edwards, 1961) portrayed by Mickey Rooney.

Eventually, “yellowface” died down as Asian actors rose to
prominence over the years. Yet the practice of whitewashing still persists
even during the 21st century. Aloha (Crowe, 2015) is another film that has
come under a lot of scrutiny due to the casting of Emma Stone as Captain
Allison Ng, a character with obvious Asian roots due to her last name. As
accomplished as Emma Stone is as an actress, there is a time and a place
for everything, and casting her as an Asian air pilot is not really the best
choice. They would have had a better reception if they had cast other Asian
talents like Ming-Na Wen or Grace Park in the role, or just not have an
Asian character altogether.

Whitewashing is not only a controversial issue about racial preference
but also about how the makers in Hollywood would twist things around and
not stay true to the source material. The film 21 (Luketic, 2008) adapts the
real-life story of a group of Asian American students from MIT and
Harvard who used their intelligence to count cards to win a ton of money
from casinos. However, the film itself changes the ethnicity of the main
characters from Asian to Caucasian. The producers’ defense is they wanted
to appeal to a wider audience; plus, they did not know of any bankable
Asian actors or actresses at the time (Ghahremani, 2013). More
importantly, fidelity has already been lost due to the change of race, and
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that has also been the issue among most anime adaptations that have been
done in Hollywood so far.

5. ALITA: BATTLE ANGEL AND OVERALL FIDELITY

Back to the topic at hand, the makers of the Alita: Battle Angel film
has learned from past mistakes and put together what people are calling
“the best anime/manga adaptation by far”. First and foremost, when James
Cameron first acquired the rights from the original creator Yukito Kishiro
back in the 1990s, he already began doing his homework by reading the
manga and watching the anime, and compiling a bunch of notes for a live
action adaptation. He also knew that making the adaptation back in the
1990s would prove unfruitful since the filmmaking technology back then
was not advanced enough to bring a cyberpunk world to life and would
only end up looking cheesy like most other adaptations during that time.
The breakthrough was found when Cameron was making Avatar, released
in 2009. The combination of CGI and real-life was nothing new at the time,
but Cameron took it to the next level by combining innovative motion
capture performance technology in order to create photorealistic computer-
generated characters.

This technology would later be applied to the creation of Alita: Battle
Angel under the direction of Robert Rodriguez with Cameron in the
producer’s seat. They felt it was necessary to give Alita a soul along with
something physical for other actors to interact with, and a complete CGI
character created out of a computer simply would not do. Therefore, they
used the same technology from Avatar to enhance Rose Salazar’s portrayal
of Alita.

Needless to say it worked. While the physical appearance of Salazar is
completely altered with enlarged eyes and a cybernetic body, Salazar
herself brought forth the innocence and vulnerability of Alita as she walks
through the world trying to piece her memory back together.
Simultaneously, Salazar displayed tremendous amounts of strength and
courage of Alita as she stands against those who would do harm to others
close to her.

It should also be noted that enlarging the eyes not only gives Alita the
“anime” look of the source material, but also brings forth the teenage look
of Alita which is what is needed to stay truthful to the youthful look of
Alita in the anime and manga. If Rose Salazar herself were cast as Alita
looking exactly the same as in real life, it might not exactly appeal to
audiences from a visual perspective since you would have a “30-year-old
Alita” on screen.
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While Alita may appear more like a child in the anime, changing her
age to that of a teenager’s in the film is actually a smart move as it allows
for more depth to the character. The film places a lot of focus on Alita
questioning her origins and critically thinking about her purpose for a
second chance while still maintaining that child-like innocence and
curiosity seen in the anime.

6. THE FATHER-DAUGHTER RELATIONSHIP

Story-wise, the live-action film successfully captures the essence of
the anime and the manga. The core story surrounding the protagonist Alita
is one of self-discovery, trying to piece together her memories about who
she is. At the same time, Ido who has become a surrogate father figure to
Alita helps her to recover her identity, sometimes reluctantly if it puts Alita
in more harm than good. Despite all his objections for Alita to go running
back into violence when she has been given a second chance to leave all
that behind, Ido still understands the importance of Alita’s memories for
her to feel complete and gives her the freedom to explore and stretch her
mind.

The first time Alita defends Ido against the renegade cyborg
Grewishka, she comes to the revelation that because of her expertise in the
ancient martial arts Panzer Kunst, her whole existence revolves around
combat. Therefore, in order to unlock the far corners of her past, she
decides to register herself as a Hunter-Warrior; hence putting herself right
back in the heart of battle. Ido objects to this but realizes that as much as
Ido would not want to put Alita in harm’s way, in the end he is simply
imposing his will and his dreams on Alita without giving much thought to
how Alita herself would feel about all this.

The first battle upgrade for Alita comes in the form of the Berserker
armor; however the way Alita first encounters it is different between the
manga and film version. The Berserker armor in the manga is stowed away
in Ido’s basement after discovering it in an ancient warship and only makes
an appearance after Alita’s initial body has been destroyed. The Berserker
armor in the film is given much more significance in the context of the
story as it is a cornerstone of Alita’s identity. Here Alita herself discovers
a crashed warship from Mars and enters the confines to find the armor. Ido
recognizes the significance of the armor in Alita’s history, yet he refuses to
give Alita the upgrade much to Alita’s chagrin. Not being the type to
wallow in disappointment, Alita instead heads over to the nearest bar filled
with other Hunter-Warriors beseeching them to join her and fight against
injustice, namely Grewishka who has been given an upgrade and breaks in
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to taunt Alita into attacking him. Alita obliges and blinds Grewishka, but
not before losing her limbs and half her torso. Ido’s paternal love for Alita
convinces himself to give Alita her new Berserker body in order to save her
life.

As impressive as the Berserker armor appears to be, Ido assures Alita
that the armor is merely a shell; “it is neither bad nor good” as Ido puts it
(Rodriguez, 2019). The decision of which moral path to take is left for
Alita to decide, once again reinforcing the fact that freedom of choice is
granted to Alita since her rebirth. She does not fight because it is part of
her nature or her history; she fights because she feels it is right in order to
protect her existence and the ones she holds dear. This concept is
consistently touched upon throughout both the manga/anime and the film; a
concept which makes the Alita: Batte Angel film a very faithful adaptation
to the source material in terms of story.

7. LOVE AND PASSION BETWEEN ALITA AND HUGO

Ido is not the only person Alita has an emotional attachment to;
Alita’s love for Ido is more of an affectionate love a daughter would have
for a father. Hugo is another character that Alita develops feelings for
throughout the entire anime and film, which is more of a romantic love
between two individuals. The anime only has them meeting casually at
Ido's cybernetic clinic. When Hugo first meets Alita in the film, the
meeting is more dramatic. Alita instinctively take a defensive stance in the
middle of the street in front of a huge Centurion tank while taking care of a
stray dog she just met. Hugo, who happened to be passing by at the time,
rushes in to pull Alita out of the way after which she dodges under the
tank’s metallic limbs to carry the dog out of harm’s way. Thus, a spark
ignites between the two of them. Alita sees her “knight in shining armor”
in Hugo, while Hugo is astounded by her bravado and the intricacies of
Ido’s handiwork in Alita’s body.

It is not long before that fascination between Alita and Hugo blossoms
into something akin to a relationship. Within the subtext and body
language, you can already sense that between the two characters; it is only
until later in the story when the two seal the deal with a kiss that their
emotions for one another come to light. Here is where things get
interesting as the context for the situation involving the Kkiss are
significantly different between the anime and the film.

Let us first look at the events in the anime leading up to the kiss. The
dynamic between Alita and Hugo are more like two children playing with
each other. They explore the different sections of Iron City while Hugo
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tells Alita his dream of one day earning enough credits to ascend to the city
of Zalem. Alita appears touched by Hugo’s naive yet innocent fantasy that
she dedicates whatever credits she has earned as a bounty hunter to fund
Hugo’s ambition. Alita’s attitude towards all this as shown in the anime is
like that of a young girl holding a crush on another boy.

It is not long before Alita gets wind of Hugo’s little side job which
involves stripping cyborgs for spare parts and selling them on the black
market. Alita tracks down and confronts Hugo in an abandoned warehouse
on the outskirts of town. Hugo admits to his wrongdoings but justifies
them as a means of escaping from the scrapheap of a town called Iron City
and into the paradise of Zalem. Hugo refers to his struggle as a “war” with
the “prison” he calls home (Fukitomi, 1993). Feeling sorry for Hugo, Alita
confesses her feelings for him in the hopes of making him feel better;
however, Hugo, still wallowing in his pain, dismisses those feelings but not
before Alita plants her fist into the wall past his head in frustration. Backed
into a corner and staring deeply into Alita’s eyes, Hugo gently places his
hand on Alita’s face stating that they are now “partners in crime”
immediately followed by a sudden kiss from her.

Taking a deeper look at the scene, you could hardly call it love
between Alita and Hugo. It is more like a mixed barrel of emotions
running through with passion running high. Alita and Hugo have to put
aside other negative feelings like anger, disappointment, humiliation, guilt,
etc. just to get to the one sole epiphany that they genuinely care for each
other. And the Kkiss itself feels more like a child who has just discovered
puberty; it felt more like an impulse without much thought put behind it.

Now we take a look at the film version. Ever since their first
encounter with each other, Hugo has been meeting up with Alita and
showing her around town, like showing a new girl at a high school the
ropes. He introduces her to many different things like chocolate and the
high-paced sports Motorball. Hugo also attempts to piece together vital
information about Alita’s past, reaching a theory that Alita may have come
from high above, from the city of Zalem, or have some connection with it.

Later, Hugo strips a Motorball player for his grindcutters to be sent as
an upgrade for a damaged Grewishka. He does not realize this at first until
the moment Grewishka crashes the Hunter-Warrior bar Alita is at. After
Alita has her current body completely shredded, Hugo appears to have
some sense of regret because his actions have nearly cost him someone he
cares about deeply. This causes him to think twice about his job stripping
for spare parts, only doing it for the money without much thought put into
the consequences. Once Alita is outfitted with her new Berserker armor,
Hugo embraces her and examines her new body out on a bridge under the
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rain. Initially drawn to her physical exterior, being this close to Alita
brings out Hugo’s feelings for her as he places his hand on her cheek and
kisses her. Later, he confronts the other members of his gang and tells
them that he quits, but not before getting caught by another Hunter-Warrior
named Zapan doing the dirty deed, after which the bounty for his head is
posted on every street corner.

The romance in the film feels more natural as compared to the anime
and manga since there is a developmental curve that can be seen from their
initial encounter. Some people might disagree with this statement and have
mentioned that the film felt rushed especially on the love story front. Jack
Pooley (2019) criticized how the romance felt corny at best, and even the
line said by Hugo during the kissing scene, “You’re the most human person
I’ve ever met,” makes “your toes curl in embarrassment.” Sure, that
dialogue may not be the best or the most original of lines, making the
whole thing play out more like a teenage romance during the 1990s.
However, if you think about it, that line might be a reference to how even
though Hugo is human, Alita actually has more heart than him, going the
distance in order to fight for justice and “not stand by in the presence of
evil” to the point of even losing her body and her life (Rodriguez, 2019).

This is a nice Segway into Alita and her heart. Some time after Alita
confronts Hugo about his job, Zapan mortally wounds Hugo with his life
now hanging by a thread. Reassuring Alita that he only did what he did
for the both of them to enter Zalem, Alita responds in kind and tells him
that she loves him too. But Alita is not the type to let go so easily and
connects his head to her life support system, namely her heart. Here we see
the phrase “two hearts beating as one” being demonstrated visually. The
love for one another is so powerful that Alita risks using her own heart to
keep Hugo alive long enough to bring his comatose head back to Ido so he
can engineer a replacement cyborg body.

This alludes to something Alita said to Hugo in an earlier meeting.
Alita climbs in through Hugo’s bedroom window and chats with him for a
bit. When Hugo mentions that his dream of entering Zalem is so close yet
so far with only a few tens of thousands credits remaining, Alita assures
him that she can help by taking up the most expensive bounties, even going
as far as selling her heart to secure enough money for the both of them.
Hugo warns her not to give something so precious away for anyone, and
that not everyone can be trusted.

Let us take a step back and read between the lines for the metaphorical
clues. Alita giving her heart to Hugo is another way of saying she loves
him and trusts him with her life. It also shows how innocent her thoughts
and feelings are, and that her heart is “in the right place” so to speak. Hugo
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rejecting that offer is him telling her that he is not worthy of holding let
alone touching something so pure, clean and untouched by the stains of
corruption that have left their mark on him. With that being said, it should
be reiterated how ironic it is for a cyborg with a metallic artificial core to
have more “heart” than a human who is born with a real one.

8. TONED DOWN VIOLENCE FOR GENERAL VIEWING

It should be noted that while the creators behind adaptations try to be
as faithful to the original as much as possible, it is nearly impossible to
achieve a 100% fidelity as previous studies have shown. The changes
made in adaptations have generally been met with negative criticism by
fans and audiences because those changes do not live up to the standard set
by the original. However, in the case of Alita: Battle Angel, the alterations
have actually made things better.

The original anime had extreme instances of bloodshed; gore with
limbs torn off; and guts spilling everywhere, making it all too gruesome to
be adapted into a live action film. In order to conform to a PG-13 rating
from the MPAA and appeal to a wider audience, all the scenes of brutality
had to be toned down or omitted entirely. One method of doing so is
changing the color of every cyborg's blood from red to green, making it
appear like mechanical fluids have been spilled instead of “human blood”.
As far as cut or altered scenes go, one significant scene involving the dog
Alita befriends is heavily altered. The anime shows Grewishka's
grindcutters digging into the dog exposing its ruptured organs and
intestines. In the live action adaptation, as soon as Grewishka primes his
grindcutters, the film cuts to Alita's horrified expression, indicating that all
the brutality takes place off screen. Even when Alita reaches down to the
dog, we only see a puddle of blood and nothing else. We can see that the
PG-13 rating only allows for implied violence and not showing it all.

9. CHIREN — MORE DEPTH GIVEN

Certain characters have also been given a major overhaul, namely
Chiren. Chiren is a character created specifically for the anime and made
no appearance in the manga at all; therefore the storyline between the
manga and anime have already been altered because of this. Even then,
Chiren is merely a former colleague of Ido when they were in Zalem with
no emotional attachment whatsoever, merely giving him an opportunity to
put his skills to use by working with her. So there is not much depth to
explore with that character.
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James Cameron and Robert Rodriguez probably noticed this about
Chiren, and that is why you can see more dimensions to the live-action
version of Chiren. Here, Chiren appears as Ido's ex-wife, giving her and
Ido a past together and the events leading up to their divorce. Ido and
Chiren had a young daughter named Alita who was crippled, which
prompted Ido to build a cybernetic body for her, which will later be used
for the protagonist Alita. Unfortunately, Ido's daughter never got around to
using it after a burglar broke in and Alita happened to get in the way,
resulting in her early demise. Chiren blames Ido for their daughter's death
and leaves him.

Now working for Vector, the organizer of Motorball events, Chiren
bumps into the current Alita wearing her daughter's body. When Chiren
reminisces about the past with Ido, she ponders over the thought that Ido
threw that body to let go of the past. Ironically, it is Chiren who cannot
seem to let go of the past; seeing another entity inhabiting her late
daughter's cyborg body does not sit too well with her. Even after she gave
Grewishka the means to destroy Alita, which he was nearly successful in
doing so, Chiren still comes down not with feelings of pride but of
resentment. She even screams at Ido, “You think you can replace us that
easily? Bring her back as many times as you like,” (Rodriguez, 2019).

10. WHITEWASHING JUSTIFIED

Lastly, we should address the whitewashing issue that everyone brings
up whenever an anime adaptation is made. In 2017, when Ghost in the
Shell and Death Note anime adaptations were released, both were the
subject of whitewashing and lack of Asian representation. Naturally Alita:
Battle Angel would not be excluded from the conversation ever since the
first teaser trailer was released at the end of 2017. It was not until May
2018, months before the film was released, that Rodriguez along with
producer John Landau have issued statements that there is no whitewashing
in this anime adaptation. Landau further elaborated through Vulture:

“The author, Yukito Kishiro, did something very different: He wrote
manga that is not set in an Asian world. He wrote it set in a place
called Iron City, which is a melting pot. He actually set it in Kansas.”
(Lee, 2018)

Even after the film was released in February 2019 to favorable
reviews from audiences, Alita: Battle Angel was still subjected to criticism
on the whitewashing front especially from the Media Action Network for
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Asian Americans (MANAA). MANAA President Robert Chan attacked
the film by referencing Ghost in the Shell, another anime adaptation that
was under scrutiny for whitewashing the protagonist:

“I said it when Ghost in the Shell was released, I'll say it again:
‘Apparently, in Hollywood, Japanese people can’t play Japanese
people anymore.” There’s no reason why at least Alita and Dr. Ido
couldn’t have been portrayed by Japanese or Asian actors instead of
Rosa Salazar and Christoph Waltz, respectively. Besides Lana Condor
and Leonard Wu, were any Asian American actors even considered
for the larger parts?” (“MANAA Refutes ‘Alita: Battle Angel’”,
2019)

While Chan’s quips for more Asian representation in Hollywood films
are understandable, maybe we should take a step back and deduce whether
Alita: Battle Angel really violates that sentiment. Brian Ruh’s (2012)
research in adapting anime for foreign markets outside of Japan has
revealed that even though anime itself is a Japanese product, the contents of
most anime do not necessarily reflect Japanese culture as most people
would believe. Instead, in order for anime to be appealing on a global
scale, the creators need to opt for subjects and stories that would be catered
to audiences more accustomed to Western films (Ruh, 2012, p. 15). In fact,
the Japanese culture and values portrayed in anime surprisingly have more
in common with the West to begin with.

On that note, we turn back to Alita: Battle Angel. The setting for the
manga and anime is located somewhere near the former Kansas City,
Missouri in the United States; with the residents originating from diverse
backgrounds. The film version still takes place in the Western Hemisphere
albeit located somewhere closer to the equator while maintaining its
diverse population. Regardless, everything is set in a completely Western
or multicultural environment instead of a Japanese one; thus there is some
justification in having a mainly Caucasian cast. Now we take a look at the
protagonist Alita. The name itself does not have any Asian connotation
whatsoever. In fact, even if the character Alita does not have any clear race
indicated, the name itself has clear Spanish origins (“Alita - Girl's name
meaning, origin, and popularity”, 2019). Therefore, the choice of casting
Hispanic actress Rose Salazar can be justified.

Daisuke Ido, renamed as Dyson lIdo, portrayed by Christoph Waltz, is
more of a gray area. The name Daisuke already indicates that this is an
Asian character and thus should be better portrayed by veteran Asian actors
who have potentially held prominence in Hollywood. A few names already
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pop into mind like Ken Watanabe and Hiroyuki Sanada. It is with the last
name Ido that things get a little fuzzy. Ido might appear to be a Japanese
name when hearing it with the naked ear. Upon closer inspection,
however, the name is not exclusive to Japan as it is a multicultural name
holding origins in Hebrew, but it has been used by people of other races
like Dutch and South African (“Ido: Name Meaning, Popularity, and
Similar Names”, 2019). If we follow that logic, then Daisuke Ido the
Japanese is changed to Dyson Ido the Dutch. So casting Christoph Waltz
can be justified by using this explanation.

There are some points to Chan's argument that | can concur with. One
of Hugo's friends is named Tanji, a man with clear Japanese heritage; yet
he is portrayed by Jorge Lendeborg Jr. who is originally from the
Dominican Republic. This could have avoided controversy if they had cast
another up and coming Asian actor. At least they took the effort to include
diversity among Hugo’s friends with Asian American actress Lana Condor
being cast as Koyomi; and within the ranks of the Hunter-Warriors with the
inclusion of Leonard Wu and Rick Yune, the latter having spent years in
Hollywood with major roles in The Fast and the Furious (Cohen, 2001),
the James Bond flick Die Another Day (Tamahori, 2002), and Ninja
Assassin (McTeigue, 2009). But it is only the one or two Asian actor in the
mix; a mere needle in the haystack full of actors of other races mainly
Caucasian. Though Condor has a significant amount of screen time
playing Koyomi, we can agree with Chan’s push for more Asian talents to
be cast especially in a product that originated from Asia. But as far as
whether whitewashing violates the context of the story, the issue is
generally justifiable without much need for concern.

11. CONCLUSION

In contrast with most anime adaptations done in Hollywood, Alita:
Battle Angel successfully captures the essence of its original counterpart
with majority of audiences praising the film and critics giving generally
positive reviews. Naturally, like most adaptations, it is nearly impossible
to achieve complete fidelity due to certain factors concerning the different
forms of media. Therefore, changes had to be made in order to compress
all the necessary details from the anime and manga to fit a live-action film.
Some changes include cutting out certain events, while others like building
up the character of Chiren so as to enhance the story by giving it more
depth. Anime adaptations have also been the center of whitewashing
criticism among audiences and critics alike, but Alita: Battle Angel
manages to tackle the topic since the setting and the main characters are not
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Asian to begin with. Overall, Alita: Battle Angel is not a perfect film, but it
does set the standard for those who intend to film anime adaptations in the
future.
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AHHOTAMA

AHuMe-aanTaiy, BO3SMOXHO, HE TaK PACIPOCTPAHEHBI, KaK JAPYrue BUABI alanTalui
B XXI-M Beke; Te HEMHOTHE, KOTOpPbIe OBUIM BBINYIIEHBI, MOJTYYMIN OTPHUIATEIHHBIC
OT3BIBBI U KPUTHKOB, W (panatoB. OnmHON U3 mpoOieM, OTMEYaeMbIX B OTHOLICHHU
aHMMe-aJanTaluui, SBISETCS KAaCTUHI aKTEPOB EBPOINEOUIHOW BHEIIHOCTH HA POIH
NepCOHAXEeW a3uaTcKoro npoucxoxiaeHus. Ho k aTtomy cienyer n00aBUTh Takxke U
HECIIOCOOHOCTh MOJHOCTBIO CIIEIOBAaTh HMCXOAHOMY MaTepuaidy. Bce 3To Toibko
BEpXYILKa OFPOMHOTrO0 aiicoepra u3 crnucka npoodieM B aHuMe-afanrtanuu. Hecmotps Ha
pacTyliee YMCIIO IJIOXHMX padoT, BBIMYMIEHHBIX 3a IMOCIEIHEEe BpPEeMs, MMEETCS OJHA
HEJIaBHSS aHMMe-aJanTanus, 3acayKUBIIAs ITOXBaJIbl U OJOOpPEHUST MHOTHX JIIOACH —
3r0 ¢unbM 2019 roga «Anwurta: boeBoit anren» (Alita: Battle Angel), koTopsblii
3aCTY’)KMBAET TOTO, YTOOBI OBITH BOCIPHHATHIM B Ka4eCTBE 30JIOTOTO CTAaHIApTa JUIS
BCEX aHUMe-aJanTalui, cHATbIX B ['omnuByzae. JlaHHas cTaThsi aHATU3UPYET TO, Kak
JAHHBIA (WIBM YCIICIIHO pelIaeT paziINYHbIe MPOOJIEMBI, ¢ KOTOPBIMU CTAJIKHBAJINChH
aHMMe-a/lalTallly B IPOILIOM.

Ki1ioueBsble cj10Ba

Anantanusi, aHuMe, JTaiB-IKIIH, BEPHOCTh, BAUTBOIIMHT, AnuTa, boeBoii anren

Oro mpowmsBeneHne noctymHo o Creative Commons Attribution-NonCommercial-
NoDerivatives 4.0 International License.
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AHHOTAMA

[Mamuns Hamxadzane — oauH U3 XyJOKHUKOB-aHUMATOPOB 3PENIOT0 TMOKOJCHHS B
cTymuu  «AsepOaipkanduinpmy». OH  pomuics B CeMbe KHHOXYAOXKHHUKA -
MOCTAHOBIIMKA, HAPOJHOrO XyJnoKHUKAa AsepOaimkana Kamumna Hamxadsane,
KOTOPBIA W TOBJIMUI HA €ro CTAaHOBJICHHE KaK XyJAOXXKHUKA. MM OBLIM CHATHI
anuManunoHHble GuibMbl: «HoBoromusst ucropusi» (1986), «llocesmenue» («Mtxady,
1990). A o¢unmem «3epHo» (1992) o He peasmsoBan. B cBoux MynbThuIbMax
XYJIOKHUK HCIOJb30BAI TEXHUKY MHOTOSIPYCHOW TMEpeKiIaJKi B aHUMAIUU, 4TO
co3naBaiio enié OOJBIIYI0 OPUTHHATIBHOCTD B HUX.

Uranbsiackuii kuHoBen JxaHanbOepro beHna3zsm B M31aHHON UM KHHUTE O MHPOBOM
aHMMalMM OTMedalsl, 4to, k coxanenuto, III. Hamkadzage He mpomomkui cBOMt
TBOPYECKUH MyTh B aHUMAalMK. OH MOJIy4UJI 3BaHUE 3aCIY>KEHHOTO JIEATENs HCKYCCTB
AzepOaitmxkana. Hemme xymoxuuk I, Hamxadsane yexan u xuBér B CIIA.
«Mynbererynusa «Cka3ka ¢ Pagocteio» 3aBoeBaia nepBoe MecTo Ha (ectuBaie «MynbT-
Opmanmo 2018» B CIIA. ®unemsr  «Cuacthe» u  «Kor baron» Crymuun
mynpTUIUMKAINN «Cka3ka ¢ PamocThio» B3suiM JBa TEpBBIX MecTa Ha (ecTuBaie
«Mynb1-Opniango 2018», koropsrit npoxoamt Bo @nopuae (CHIA) ¢ 22 o 25 Hos0ps.
PykoBogutens crynuu FOmus CapeiueBa Takxke nmpuBessia u3 AMepuku Harpaay «Best
Animation Award». IOnust HukonaeBHa cumtaer, 4To Jy4iieil u3 padoT e€ y4eHHUKOB
apnsercs punpM «Cyactbe». ITOT MyabTOUIBM MOITOAA CO3/1aBajia TPyIa U3 BOCbMU
YEJIOBEK, a HEKOTOPHIE JEKOpaIllMy CTYAMH TOJAapHI M3BECTHBIA XynoxkHUK [llamumn
Hamxad3sane. OcHoBOI 11 TpoeKTa MOCTyKuiu cTuxu Bennamuna [Iporacosa.

Ki1ioueBble cJ10Ba

HJ'IaH, CMBICJI, CUMBOIJI, CI.ICH&pPIfI, IMOCTaHOBKA, aHUMalusd, CTAHOBJICHUC, PAa3BUTHUC,
MacCTCpCTBO, HOCTAJIBI'UA

Oro mpowmsBeneHue noctymHo To Creative Commons Attribution-NonCommercial-
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1. BBEAEHHUE

B oaTOli cTratbe peub TOWAET OO0 OYEHb SAPKOM JUYHOCTH B
azepOaiimpkanckor anumarnmu lamune Hamxadzane. On aBisercs ogHUM
U3 aHMMaTOPOB 3PEJIOr0 MOKOJEHUs CTyauu «AszepOaimxandunbm». OH
ponuncs 13 HosOpa 1960 roga B baky B ceMbe KHHOXYIOKHHKA-
NOCTAaHOBILKMKA, HApPOJHOTO  XyJOXHUKAa  AszepOaimkana Kamus
Hamxad3ane, KOTOphI M MOBIMSJI HA €0 CTAHOBJCHHE KakK aBTOPA.
VYBneuenue kuHouckycctBoMm Ob10 y Illamuns ¢ nercrea. @opMupoBaHue
€ro Kak XyJIO0KHMKAa HayaJloChb C IOHBIX JIET, KOrJa OH OKOHYMII
Azepbaiimpkanckoe XyI0KeCTBEHHOE yuuiuie uM. A. A3uMm-3ane B 1978
roqy, 3aremM XxynoxkectBeHHbI (akynbrer BIMK. XynoxecTBeHHas u
TBOpueckas atMocdepa B MIHCTUTYTE TOJBKO IOMOrajia eMy NnpuoOpeTaThb
HOBBIE IIpo()eccHOHaNbHBIE 3HaHMA. Ero memarorom mo MacTepcTBy ObLI
XyAOKHUK-TIocTaHOBIIMK B puiibMe Ceprest bonnapuyka «BoiiHa u mup»
Muxaun bormanoB. «llomyuas oOpa3oBaHue B OAHOM U3 JY4YIIUX
KMHOMHCTUTYTOB Mupa, II. Hamxadsane BOpyr OCO3HAET, YTO CHUIIBHO
CKy4aeT 1o poauHe: «l'oabl, MpokuThie B MOCKBE, TOMOIIM MHE MOHSTH,
4yTO Takoe Ha camoMm jene "Pomuna". MiMeHHO B MOCKBE sI OTKpBLT JJIst
ce0s KkpacoTy azepOailPKaHCKOM JIUTepaTypbl, MCKYCCTBa U MUHHUATIOPHI. S
ObLJI TaK BIOXHOBJEH, YTO MPOYMUTAN JIEKIIUIO O MUHHATIOpax. Sl mpoBén
MHOTO BpeMeHHu, wusydas Hwuzamm, Hacumum wu 1Opyrux BenHMKux
azepOail/PKaHCKUX TIOITOB. YBJICUCHHWE TPATUIIMOHHOW >KUBOMHCHIO H
JUTEPATYPOI, TECHO CBSI3AaHHOE C UCIAMCKON (hustocoueit 1 TyXOBHOCTHIO
(cypusmom), BO MHOTOM ONPEACTIIO TIOCIEAYIOIMIEe TBOPYECTBO
XyJoxkHuKa» (Aramanues, 2018, ctp. 34).

2. TBOPYECTBO INAMWJISA HAJIKKA®3AIE

[Tocne Bo3Bpauienust B baky, 11I. Hamxad3ane npuctynaer Kk cBOUM
NeOI0THBIM aBTOPCKUM paboTtamM B aHumaruu. llepBwiii ero ¢uiabm
otHOcuTCA K 1986 rony, koraa on caumaet GpuibM «HoBorogusis uctopusi»
B Ka4yeCTBE XYJOKHUKA-TIOCTAHOBIIHMKA, a pexuccépom Obu1 Baxupg
Tanwsi0oB (Acamosa, 2017, ctp. 8).
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Pucynoxk Nel. llamuas Hapkadsane

«®unbm  "HoBorogHsss  uctopust"  BBIIOJHEH B  TEXHHKE
MHOTOSIPYCHOWM TNEpPEeKIaJHON aHUMAalUH, T.€. AHUMHUPYIOTCS IUIOCKHE
OyMakHbIE aNIUIMKALUM Ha HECKOJBbKUX YPOBHSAX, KOTOPHIE KPENATCA Ha
CHEUaIbHOM AaHUMALMOHHOM cTaHKe. Takas TeXHHMKa NMPUIAET YYBCTBO
npocTpaHcTBa B (pusibMe (0COOCHHO MpHU MaHopamax 3UMHero Jjeca). OHa
OblJIa JIOPOTOCTOSIIIEH M CJIOXKHOW 1o wucnoiaHeHuo. Ctwib (uiibma
"HoBoroauss uctopus” HanomuHaeT GuibMbl Opus Hopmireiina "Exux B
tymane" u "Cka3ka cka3ok'. Exxuxk TamsiboBa Hamxadzane umeer
HEKOTOpble cxoxue uepthl ¢ &xukoMm Hopmreitna. [TogoOno Bomuky u3
"Cka3ka cka3ok", &KMK O4eHb OJJMHOK W UIIET ce0e Apyra, 0 KOTOPOM OH
MOT M03a00TUTHCA. ABTOPBI CXOKHUM CIOCOOOM pabOTAIOT CO 3BYKOBBIMU
spdexkramMu. 3BYKH M IIyMbl MBI KaK Obl CIIBIIIMM YIIaMU Tepos: JATENl
CTYYUT BJAJEKE, CHEr XPYCTHUT IIOJ HOTaMH, U3 IMPOTEKAIOIIECH KPBIIIH
Kamaet BoAa... OgHaKo 3TO BIEYATIEHUE HECKOJIBKO MOPTUT JIEKTPOHHAS
MY3bIKa, IEpUOIUYECKU 3ByJamas B ¢puibMe» (Aramanues, 2018, ctp. 89).
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BaxxHo OTMETUTh O XapaKTepHOH © OPUTHHAIBHOW CTHJIMCTHKE,
TexHonoruu xynoxkauka lllamuns Hamkadsane, koTopas MCmonp30Baiach
B aHUMAIMU 3TOro ¢uiabMa. Yclex XyJI0KHUKY MPUXOJUT HE Cpazy
(Benuesa, 2014, ctp. 3).

Pucynoxk Ne2. Kaapsi u3 m/¢p «HoBoroausisi ucropus»

Cnenyromuii  myapthuasm . Hamxkad3ane  HaswpiBaercs
«ITocsmenne» («Mtxad», 1990). OH oTpakaer BHYTpEHHUN MUP aBTOpa
u sBusiercss aBroouorpadguunbiM. B 3TOoM anumanmonHom ¢Quiibme 1.
Hamxad3zane ynanoch BBISBUTh CBOM JYUIITUE TBOPUYECKHUE BO3MOKHOCTHU H
CIIOCOOHOCTH peKHUCCEPa, CIIEHApUCTa U XyAOXXKHUKAa. B Quibme odeHb
YyBCTBEHHO TMEPEAAETCS HOCTAIbIUA XYJOKHUKA, BOCIOMHUHAHUS O
JNETCTBE, TEMIOE OTHOLIEHWE MaTepu K HeMy. Bc€ 3TO XynoKHHUK
MacTepCKH TOBECTBYET B JIMIIE MYXYHUHBI, cociaHHoro B CuOups,
KOTOPOMY MPHUIILIOCH UCTIBITHIBATH YYBCTBO HOCTAJbIMU W BOCTIOMUHAHUMN
O JIOME€ U CBOEHM CEeMbE. DTOT CIOKET SABUJICS KJIIOUEBBIM B PA3BUTHUU U
MOCTaHOBKE (uiibMa. DTOT (DUIBM TOJOH CMBICIOBBIX 3HAYEHUMW: CBET
JIOMAIIHEro0 o4ara; CTyK B JIBEpb; 3UMHUH JIEC; MY>KUYMHA, TOJOLIEAIINN K
nepeBy (mepBoe BOCTIOMHHAHHE O JETCTBE); HANeB OTPhIBKA Myrama
«bastei-1llupas»; mneu€nas kapromka Ha KOCTpe (BOCIIOMHUHAHUE W
nmpa3gHuke BecHbl — HOBpy3, Kora TNEKiIM B 4YECTh JTOTO COOBITHS
CIaJ0CTH); CHEXHBIA JIEC; MEYETh; HCIIOJIHEHUE MYJA3MHOM a3aHa;
najarone B Heba TBO3IUKH; MCIIONHEHHE Myrama Yaxaprsix»; MyX4uHa,
paccMmaTpuBaromuil pororpadun poIHBIX B pyKax; AEKJIaMaIys JTUKTOPOM
CTUXOTBOpeHUs mnodta ['ycerna J[xaBuma O pOAMHE B MCIIOJHEHUU
HapoaHoro aktépa AszepOaimxana Pacuma banaeBa; myxunHa Ha (oHe
pPOIHOIrO 3€JIEHOTO Tropoja C CaJaMu W MOPEM; HCMIOJHEHHWE OpPraHoM
myrama «bastei-lIlupas3» (HOCTanbrus W BOCIIOMUHAHUS MY)KYHMHBI)
(Benmuzane, 1992, ctp. 4).
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Pucynox Ne3. Kaapo1 uz m/¢ «MArxad» («IlocBsinierue)

Kaxx b1l 3nu304 B MyJlIbTQUIBME HECET KIIIOY K pasrajke. Y BIeUeHUE
XYyJI0KHUKA Cy(PU3MOM OTPA3UIIOCh U B €F0 TBOPUYECKOM CAMOBBIPAKEHUU.

«IlepBBIM CMBICTIOBBIM YPOBHEM MOKHO Ha3BaTh KPUTHUKY COBETCKOTO
pexuMa 3a €ro MacCoBbI€  PEINPECCUH, 3alpeTbl  Ipa3JHOBATh
HaIMOHAJIbHBIC TPA3AHUKU, TOHEHUSI HA PEJIUTHUIO U T.A. B 3TOM cMbicie
camMol 3HAaKOBOI CLIEHOW B (pMIIbME, KOHEUHO, SIBJSIETCS CLIEHA C MEUYETHIO.
A3zan, 3arnyméHHbii tMMHOM CCCP, CcUMBOJM3UpPYET HE TOJBKO
UCKOPEHEHUE PEJIMIuU, HO U TOAABJICHUE JTyXOBHOCTH M CaMOCO3HaHUS
azepOaiikanckoro Hapoja (u HapogoB CCCP B nemom). CrieHy ¢ 1iBeTaMu
. Hamxad3zane oH pemmsi 100aBUTH Mocie sHBapckux coObituit 1990
rona. B stom xontekcre ¢unsM "llocesimenne” ("Utxad") nocssmiaercs
HE TOJIBKO JKEpTBaM CTaJMHCKHX pENpeccuii, HO U KepTBam
KOMMYHHCTHYECKOTO pexkrma B oomem» (Bemuzane, 1992, crp. 4).

Btopoit cMbIcIOBOI  ypoBeHB (uUIIbMa OCHOBaH Ha KU3HU
azepOaiipkaHckoro moata W jpamartypra ['yceiina JlxaBuma. Kak u
[JIaBHBIA repoi (uibMa, Mo3T ObLI pa3iiydeH CO CBOEH KEHOW U CHIHOM U
cocnad B Cubupb. B cchlike mo3T Hamucaa MHOTO MOCBALIEHHBIX POJIMHE
ctuxoTBopeHuii. CTpodsl ogHOro M3 HUX 3By4aT B punbme «Utxady. Ilo
cmoam III. Hamkad3zane, I'yceitn xaBun (I'yceiin, 2005, ctp. 116) Obut
nocyieTHuM cyduem B azepOaiipkaHcKoi mods3um» (Aramanues, 2018, cTp.
93-94).

Cybusamu ObUTH JIFOIH, OCTAIOIIHECS COOO0M B )KM3HEHHBIX KOJUIA3HUSIX
U TBOPYECTBE, U B 3TOM UM IOMOTaji0 UX AYLIEBHOE OOpETeHHE — MYTb,
MPOWJICHHBIN U B 1yllie, U B )XU3HU. «Mcxoas u3 nocrtynara cy(pueB MOKHO
clenaTh BBIBOJ, YTO TPETHHM CMBICIOBBIM YPOBHEM (HIIbMa SIBISIETCS
KU3Hb CaMOT0 pPexHccEpa, MPOKUBIIETO HECKOJBKO JIET Ha YyKOUHE.
KoHeuHo, Cl10KHO TOBOPUTH O 4y>KOM ormbiTe. HO yuuThiBasi KM3HEHHBIE
npuHIMnbl 1 B3rsiabl L. Hamxadizane, o KOTOPBIX ObLUIO CKa3aHO BBILIE,
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MOXHO TPEANOJIOXKUTh, YTO PEXHUCCEP BKIAJBIBACT MeTapu3nyeckoe
3Ha4YEHHE B CO3/IaHHbIE UM 00pa3bl» (Aramanues, 2018, ctp. 94).

B namem nonumanuu, B uibme 11I. Hamxadzane «Ilocsimenuer»
(«Utxad») poaumHa accouuUpyeTcs y XYIOKHHKA C POJHOM 3eMIIéd —
NpUPOAOH, MaTephio, >keHoW. Crofa BXOAWT U HalMOHAIbHAs KYJbTypa
Azepbaiikana co CBOEW MY3bIKOH, SI3bIKOM M PENTUTHEH, Mpa3aHUKaAMHU.
N300paxEHHbIi, KaKk B BOCTOYHBIX MHHHUATIOpaX, PalCKUM cajl TaKkxke
MOKET aCCOIIMUPOBATHCA C CaJoM B O0okecTBeHHOM KHHMTe Kopane. A ecnu
oOpaTuTh BHMMaHHE Ha a3epOaiiKaHCKOE 3HAYCHHE apaOCKOTO CJoBa
«uTXad», TO OH HOCUT U JBa 3HAUECHUS: MOCBSIIEHUE U MOJAPOK.

VYcnexom 1. Hamxkad3zane B 3ToM MyIbTQHIBEME SBISETCS TO, 9YTO OH
OYCHb OPUTHMHAIBHO COCIUHWI CIOKETHYIO HACI0 C OpPUTHHAIBHOU
TEXHOJIOTHEH B aHMMaIuu. B ¢unbMe Oblia MCIONB30BaHA MHOTOSAPYCHAs
MEpPEKIIaIHAsl aHUMalus, YTO CO3/1aBajl0 OPraHUYHOCTb M CMBICIOBYIO
3HAYUMOCTb JUIsl KOMOMHUPOBAaHHBIX ChEMOK (MexTuena, 2016, ctp. 3).

Pucynok Ne 4. PackaapoBka K HepeaJn30BaHHOMY (pHIbMY «3epHO»

OtoT (QuiabM OBUT JEMOHCTPUPOBAH HAa MHOTUX (EeCcTUBAISAX B
KOHKypcHOUM mporpamme: «Oo6epxay3» (I'epmanus, 1991), «Knepmon-
Oeppany (Opanmusa, 1991), «Kpox» (Ykpauna, 1991), «Bsrmsaag c
Boctroka» (AszepOaiimxan, 1991), «llryrrapt», (I'epmanus, 1992),
«Jledrot» (Poccus, 1992). Kpome 3TOro, 3TOT «(OUIBM TpaHCIUPOBAJICS
CIYTHUKOBBIM TeneBujgeHueM B 50 cTpaHax ©  ObUl  BBIKYIUIEH
¢bpany3ckum kanainom «7» (barupzane, 2013).

K. Hamxadzane B 1992 roay nanucan cueHapuii k puiabMy «3epHO»,
KOTOpBI HE CMOT BOIUIOTUTh B aHUMaIMH. MaTepuasbl, pUCOBaHHBIE
3ar0TOBKH, PACKaJPOBKHU B CLIEHAPUH (PUIIbMA OCTAIUCh HE3aBEPILIEHHBIMH,
U TI09TOMY CyAWTh 00 3TOM (uimbMe CioXHO. WTanmbsHCKUI KWHOBET
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JxananbOepto bennassu B u3IaHHONW MM KHUTE€ O MHPOBOM aHUMAaIUU
oTMeuan, 4to, K coxanenuto III. Hamkadzage HE npoaonkui cBoOU
TBOpUeckui myTh B anumaiu (Bendazzi, 2016, p. 176).

Pucynok Ne 5. PackaapoBka K HepeaJn30BaHHOMY (puiabmy «3epHo»

OH  momyuunn  3BaHME  3aCIIy’)KEHHOTO  JeATeNsl  MCKYCCTB
AzepOairimxkana. Hemme xymoxkamk III. Hamkadsame yexanm u KuUBET B
CIIA. «Mynbreryaus «Ckaska ¢ PagocTbro» 3aBoeBaja nepBoe MECTO Ha
dbectuBane «MynbT-Opnango 2018» B CIIIA. ®unbMbl «Cyactbe» u «Kot
baron» Crymum wmynprummkanuu «Cka3ka ¢ PamocTero» B3siiM JBa
nepBeix Mecta Ha (dectuBane «MynbT-Opnanmgo 2018», KoTopbIit
npoxoaunn Bo @Dnopupe (CHIA) c¢ 22 mo 25 wnHos6ps 2018 rona.
PykoBoautens ctyaum HOnms CapblueBa Takke NpHUBE3Na U3 AMEPUKH
Harpany «Best Animation Award». FOnmus HukomaeBHa cuuTaer, 4To
aydmieil u3 paboT e€ ydeHukoB sBisgercs ¢GuibM «CuacTee». ITOT
MyJIBT(QWIBM TMOJTO/a Co3/]aBaja rpymrma U3 BOCbMU YEJIOBEK, 8 HEKOTOPhIE
JEKOpaIy CTyIMU moAapuil u3BecTHbIN xynoxHuk [lamuns Hamxadszane.
OcHoBOM i1 OpOEKTa TMOochyxuiu ctuxu Benmamuna IIporacoBa»
(Mynbererynus «Ckaska ¢ Pagocteio» npeacrapiseT GuibMbl «CyacTbe» U
«Kot barton u 3aiiib», Beiurpaniire koHkypc B CIIIA, 2019).

3. BbIBO/IbI

TBopuectBo 11I. Hamxkadzane, kak aBTOpa aHUMAIMOHHBIX (DUIBMOB
uMeeT OoJbIlIoe 3HA4YeHHE B Pa3BUTUU a3epOallKaHCKOW aHUMAaIUuU
HOBOro BpemeHHu. Kaxaplii ero MynbT@uiibM HUMeEET CBOE Ha3MaTEIbHOE
3HAUYE€HHE, CMBICI U HEcET C coboil cBoM cUMBOJBL. Hamucanuble um
aBTOpCKME  ClieHapus Uil  AHMMAallMOHHBIX  (UIBMOB  CKOpee
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Ovorpaguyeckue M B3SATHl U3 3MHU30/I0B €ro >ku3Hu. OTCIofa U Takou
HaIJISIIHBIN yCTieX ero paboT 3pUTeNsIMU Ty OIUKH.
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Abstract

Shamil Najafzade is one of the mature generation animators in Azerbaijanfilm studio.
He was born in the family of a film artist - director, national artist of Azerbaijan, Kamil
Najafzade, who influenced his development as an artist. He made animated films: “New
Year's Story” (1986), “Dedication” (“Ithaf”, 1990). And, the film "Grain" (1992), that
he did not accomplished. In his cartoons, the artist used the technique of multi-layered
layering in animation, which created even more originality in them.

Italian film expert Janalberto Bendozzi noted in his published book on world animation
that, unfortunately, S. Najafzade did not continue his creative path in animation. He
received the title of Honored Artist of Azerbaijan. Now artist S. Nadzhafzade lives in
the USA. "Multstudio" Fairy Tale with Joy "won first place at the festival" Mult-
Orlando 2018 "in the United States. The films “Happiness” and “Cat Baton” by “Fairy
Tale with Joy” animation studio took two first places at the festival “Mult-Orlando
20187, which was held in Florida (USA) from November 22 to 25. Studio director Julia
Sarycheva also brought the Best Animation Award from America. Julia Nikolaevna
believes that the best of the works of her students is the film "Happiness". This cartoon
was created by a group of eight people for half a year, and well-known artist Shamil
Najafzadeh presented some of the decorations for studio. The basis for the project was
the verses of Benjamin Protasov.

Keywords

Plan, meaning, symbol, script, statement, animation, formation, development, skill,
nostalgia

Qe

N 1]

This work is licensed under a Creative Commons Attribution-NonCommercial-
NoDerivatives 4.0 International License

115


http://creativecommons.org/licenses/by-nc-nd/4.0/
http://creativecommons.org/licenses/by-nc-nd/4.0/
http://creativecommons.org/licenses/by-nc-nd/4.0/
http://code-industry.net/
http://code-industry.net/

-

lNamaxtuka meana: xxypHan Meaua uccienoBanuid. 2019. No 1
) UccnenoBanuns kunemaTorpada

References

Bendazzi, G. (2016). Annimation: A World History: Volume IlI:
Contemporary Times. Boca Raton, Florida: CRC Press.

Agamaliev, R. (2018). Azerbaijani animation. Baku: Peri film.

Asadova, 1. (2017, April 7). Prague meets Azerbaijani animation. The
newspaper "Echo", Retrieved from
http://www.anl.az/down/meqale/exo/2017/aprel/536741.htm

Bagirzade, B. (2013, May 08). Shamil Najafzade: A measure of talent is
the degree of nakedness of the receptors of the soul. Electronic
newspaper "1 new.az". Retrieved from
http://www.1news.az/news/shamil-nadzhafzade-meroy-talanta-
yavlyaetsya-stepen-obnazhennosti-receptorov-dushi

Veliyeva, N. (2014, January 21). He left with a soft heart. "Region Plus".
Retrieved from http://regionplus.az/ru/articles/view/1797>

Velizade, M. (1992). My films are ambiguous. Newspaper "Echo".

Huseyn, D. (2005). Works in five volumes. Volume one. Baku: publishing
house "Leader".

Mehtiyeva, L. (2016). Simple truths Shamil Najafzade. The newspaper
"Bakinets".

The cartoon studio “Fairy Tale with Joy” presents the films “Happiness”
and “Cat Baton and Hares”, which won the competition in the USA.
(January 15, 2019). Retrieved from
https://radost.mskobr.ru/add_edu/mul_tstudiya_skazka s radost_yu/
novosti/mul_tstudiya skazka s radost_yu predstavlyaet fil_my sc
hast_e i kot baton_i_zajcy vyigravshie_konkurs_v_ssha/

116


http://code-industry.net/
http://code-industry.net/

Media Literacy Skills

MepuitHasAa rpaMOTHOCTD


http://code-industry.net/
http://code-industry.net/

lNamaxtuka meana: xxypHan Meaua uccienoBanuid. 2019. No 1
) Menuiinas TpaMOTHOCTb

MEDIA LITERACY, JOURNALIST AND
EMPOWERMENT OF DEMOCRACY

Neeraj Khattri (a)

(a) Institute of Media Studies Shri Ramswaroop Memorial University, Village Hadauri, Post Tindola,
Lucknow - Deva Road, Barabanki, Uttar Pradesh 225003, India.
E-mail: neerajkhattril01@gmail.com

Abstract

In a democracy like India media has established many epitomes with its working style.
These epitomes are helping media in becoming the fourth pillar. It has been seen that the
journalists working in media had to face many problems during the establishment of
these epitomes. These problems were related to their internal development, social
problems and their understanding of the same. This research paper has been written
keeping these problems in mind. Journalists working in Jaipur were interviewed for
knowing their problems. This research paper has tried to investigate how a journalist
works during making of content and its analysis, how well he/she understands the social
problems and kind of understanding he/she has to calculate and evaluate the risk.

It was found that media literacy among journalists was left unattended to. Author states
that journalists of Jaipur are not yet familiar with media related understanding, media
analysis and modern media and about 78% of them adopt information furnished by
unreliable and uncertified sources while using social media.

The researcher has tried to underline the importance of media literacy for journalists
through this research paper. This research paper recommends taking media literacy to
Journalists.

Keywords

Media Literacy, Democracy, Journalist, Content, Model, Interview, Empowerment,
Mass Media, Media organization, Media Research
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1. INTRODUCTION

A nation’s democratic structure can reap fruits only when all its
citizens are literate. Today’s age of modern communication has changed
the meaning of ‘being literate’. Being able to read and write is not enough.
One has to be a step forward and be aware and literate about all that is
happening around him/her. This literacy is more complex than the basic
education imparted to people. Health related education, gender related
education, economy related education, E-literacy and media related literacy
are prime examples of such literacy and play an important role in
establishing a person in this modern society (Nielsen, 2011).

Today only 74% of India’s population is literate, therefore India is still
to achieve a lot in this field. This literacy doesn’t include the literacy
mentioned above. This literacy rate implies that 74% of our population can
read and write. The effectiveness and strength of a nation’s democracy
depend upon the intelligence and literacy of its people. The intelligence of
people has a direct bearing of the effectiveness of a democracy. A
democracy is said to be good when even the weakest sections of society
enjoy the same rights that the strong sections enjoy (Khattri, 2013).

India is the largest democracy in the world, yet it can’t be called a
forceful democracy. This is because the under developed sections of
society have still not been connected to the main stream. One of the major
reasons for this is that though people can read and write, they are not
literate. The researcher has tried to investigate the media related literacy of
journalists through this research paper. This research paper has tried to
investigate how a journalist works during making of content and its
analysis, how well he/she understands the social problems and kind of
understanding he/she has to calculate and evaluate the risk.

During the research the researcher found that just pursuing a course
journalism and mass-communication doesn’t make a person a literate
journalist. After having done this course a person gets familiar with a few
things and softwares related to this subject but this is not enough to make
him/her media literate.

Many problems inspired the researcher to undertake this research. The
first problem is that India is not doing enough to promote media literacy
among journalists. Secondly, after conversations with journalists of Jaipur
it was found that they are not yet familiar with media related
understanding, media analysis and modern media. The understanding of
media and working style of many media-persons working in various print
media institutions in Jaipur was found to be questionable. Work is required
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to be done in this direction. This research paper is an attempt in this
direction.

Journalist are the first teachers of this society as the news written by
them | newspapers reaches every doorstep. Our society reads it to get
informed, become knowledgeable and proactive. These aspects get
weakened if the journalists themselves lack understanding of the subject
and analytical power which in turn weakens all three pillars of our
democracy. In order to restore the rigidity of the three pillars of democracy
it is necessary to reinforce the well-known fourth pillar of democracy, the
news community. Its each unit needs to be made literate and strong (Baker,
2012).

This research paper is an attempt to understand the problems faced by
a journalist during his/her internal development and the way the journalist
understands the related social problems and insecurities, the ways of
getting rid of them, and the strategies which need to be employed.
Therefore it can be said that in order to strengthen our society this research
is vital and necessary.

The socio-economic culture of various media houses in Jaipur has
been studied in this research paper. In addition to this, ways of
strengthening media in order to strengthen our democracy have been
sought.

Following are the objectives of this research paper:

1) To know their working style and work period.

2) To know the problems faced by them in their field related internal
development

3) Enabling them to develop an understanding of and strategies
regarding working style, internal development and social problems faced
by them.

4) To know if the journalists understand their security related issues..

2. MATERIAL AND METHOD

The process of journalists working on their understanding of
journalism and becoming literate is complex. This research is based on
about four hundred salary earning journalist who work in Jaipur. Forty of
them were interviewed and answers to the above mentioned questions were
sought from them. The figures collected were statistically analysed. The
facts collected have been duly presented in this research paper (Kothari,
2004).
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3. RESULT AND DISCUSSION

The interviews revealed many facts which related not only to their
internal development, working style, but also their socio economic culture.
It was realised that about 62% of journalists in Jaipur don’t use any new
medium for enhancement of their own knowledge. They still rely on old
knowledge funds to develop internally.

About 78% of them adopt information furnished by unreliable and
uncertified sources while using social media. It was tried to find out how
their working style effects their internal development. These journalists still
believe in traditional practices of journalism. Social media is just a means
of entertainment for them whereas mobile phones are used a direct means
of journalism in regions like the Scandinavian region of Europe.

Sheri Top Clover, who is an assistant professor in the media studies
department of Temple University and is also the director of centre for
media and information literary, has presented her views on media literacy.
She has been the president of national association for media literacy
education. Through her research she has shown that though America has
developed a lot in media education but a lot can still be done in the field of
media literacy. In India also, the central government has directed all the
central universities to work in the direction of media literacy, but no
explicit course in this regard can be seen in the curriculum (NAMLE, n.d.).

The entire journalists undertake a course in journalism before taking
up this profession, but it is the lack of media literacy which jeopardizes
their growth. Many of them have admitted that for them media literacy is
the same as the education they have been provided during their course. As
stated before, even today the working style of journalists working for Hindi
newspapers follow traditional ways of reporting, writing and editing
(Kubey, 2004).

It was found in the research that their selection of working style itself
Is a matter of concern, and actions need to be taken. India is an unsafe for
journalists. America’s committee communal to protect journalists has
claimed that India as unsafe a place for journalists as the likes of Nigeria,
Ethiopia, Pakistan and Mexico (Stein & Prewett, 2009).

It was found that Indian journalists have been divided into two
sections. First of those who report in accordance with what their central and
state governments want them to report and believe in keeping them happy
in whatever way possible. The others are the journalists who don’t let
anything come in between them and responsible journalism and even force
the government to be answerable to the people of this democracy depicting
the power of pen and paper. These journalists spell trouble for the
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government and the corrupt people supported by it. As the journalists in
India don’t receive any special protection, they can easily be subjected to
their wrath and anguish. It has been found in this research that 74% of
journalists in Jaipur don’t have any special knowledge and understanding
about their safety and code of conduct.

4. CONCLUSION

As stated in the beginning, this research is the need of the hour. This
has been proved after this research. This research sought to know the
problems faced by Hindi media journalists in their development, working
style and security and also ways to do away with these problems.

It was found that journalists have to face some very basic problems
during their internal development. They are also not privy to the
technological advancements, this hampers their journalism and working
style. They are not able to fully utilise facilities like mobile phones,
internet, social media for the betterment of their journalism. If they
incorporate the use of these mediums in their journalism, Jaipur’s largely
stereo type journalism would become modern.Jaipur’s journalists need to
change the way they lead their lives in order to change their working style.

Security is a person’s fundamental right, and security of journalists is
of paramount importance for strengthening our democracy. Eight
Journalists were murdered in 2016, and several journalists were troubled,
scared and tortured for their fearless journalism. At times even the
government tried to pressurise/influence them and to stop them from
dispensing their duties by means of legal charges and other impositions.
These are not good signs for a democracy.

The researcher has concluded that both legislature and judiciary need
to work for the safety of journalists so that they can work fearlessly.

5. RECOMMENDATION

It won’t be an over statement if one says that media literacy is not
even born yet in India. Western regions like Europe, America and Latin
America have seen researches being carried out in this field for the last 40
years. Indian government and various education agencies must realise the
importance of media literacy and fabricate it into our system. Through this
research the researcher recommends the following:

1) The government and the education ministry must conduct a
research on various media schools and organisations to understand the
extent of media literacy among journalists.
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2) The central and state governments must pass laws to inculcate
media literacy in their university curriculums.

3) Indian government must form a commission to understand the need
of media literacy, related challenges and to fabricate a fitting curriculum.

4) University grant commission must train teachers of journalism and
journalists in the field of media literacy as a part of its human resources
development programme.

5) Government and non governmentorganisations must be provided
funds for research in the field of media literacy.

6) Government and media organisations of Jaipur must seek training
from foreign journalists.

7) Government must inculcate this subject in school curriculum for
media personnel, media policy makers and media subscribers to create an
atmosphere for promotion of media literacy.

8) Conferences and seminars on media literacy must be held in media
institutions not only in Jaipur but also in other parts of India.

9) The education policy makers of India must form a top class
organisation to promote media literacy, understand the challenges involved,
formulate strategies to counter the difficulties and popularise media
literacy.
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AHHOTaUA

B nemokparunyeckux crpanax, nogoousix Muaun, CMU co3ganu MHOXKECTBO Mojiese
CO CBOMM cTWiIeM paloTbl. DTO Jano Bo3MokHOCT CMMU crarth ueTBepTON BETBBIO
Bracti. ONBIT TIOKa3aj, 4YTO JKYPHAIHMCTHI, pabOTaloONIe B CPEICTBAX MAaCCOBOM
uH(pOpMallMK, CTAIKUBAJIUCh C MHOXXECTBOM MpOOJIeM MpU CO3JaHUH MOHOOHBIX
Mojiene. OTu npodaemMbl OEpyT CBOE HAYalo B UX BHYTPEHHEM PAa3BUTUH, COLUAIBHBIX
npobjaeMax M OCO3HAaHMM BCEro 3TOro. OJTa CTaThsd ObUIa HamKcaHa Ha OCHOBaHWUHU
ompoca paboraronux B Jlkalmype >KypHAJIWMCTOB, HAMNpPABICHHOTO HA BBIACHEHHE
UMEIOUINXCA Y HUX mpobineMm. B wuccienoBanum Oblla OpeanpHHSATa IOMBITKA
IPOCIIEANTh, KaK KYPHAIHCT paboTaeT BO BpeMs CO3/aHUS KOHTCHTA W €ro aHaju3a,
HACKOJIBKO XOPOIIO OH MOHUMAET COIMAlIbHbIE MPOOJIEeMbl M KaK PAcCYUTHIBAIOTCS U
OLICHUBAIOTCS] pUCKU. ABTOp OTMEUAET, YUTO MEIUAIPAMOTHOCTb HE SIBJISIETCSI BOIIPOCOM,
BOJIHYIOIIIMM JKypHalIucTOB. [lo MHeHUIO aBTOpa, )KypHaIUCTHI U3 [[kaiimypa mnoka eie
HE 3HAKOMBI C OCOOEHHOCTSIMH CpEJICTB MaccoBOM mMHpopMmanuu, aHanuzom CMU u
COBPEMEHHBIMH CPEJICTBAMHU MAacCOBOM MHGPOpPMAIINH, U OKOJI0 78% M3 HUX ONMUPAIOTCS
B cBoed pabore Ha HMHPOPMALMIO, TPEIOCTABICHHYIO HEHAJAECKHBIMH U
HecepTU(ULIMPOBAHHBIMU UCTOYHUKAMM, ITPHU UCIIOJIb30BAHUN COLIMATIBHBIX CETEH.

ABTOp B CBOEH CTaTb€ MOMBITANCA MOJYEPKHYTh BaXKHOCTb MEIUArpPAMOTHOCTH IS
paboThl KypHaATUCTOB. B JaHHOM HCCIEIOBAaHMHM aBTOP CUHMTAET, YTO HEOOXOIUMO
pPacIpoOCTPaHATh MEAUArPAMOTHOCTD CPEIIN KYPHAIUCTOB.
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Menua I'pamotHOCTh, Memoxpatusi, XKypnamucr, Konrentr, Monens, HHTEpBbIO,
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Abstract

Video games, unlike other forms of media, are a business; money makes the world go
round. However, the video game industry is a very unstable place in the eyes of the
developers. Initially starting out as low budget projects running on the most basic of
hardware, the advances in technology and rising demands from gamers result in a rise in
costs for development. The downside is that the price of video games have stayed
stagnant throughout the years. Therefore, a switch to using microtransactions may seem
like the best option, but then again it may actually have some detrimental effect on the
industry and the people who play. This paper will reflect back on how
microtransactions in video games came about and the backlash they have on certain
AAA games. The selected AAA titles covered in this paper have been released between
late 2018 and early 2019 and will look at the various monetary features that have gained
criticism from journalists and fans.
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1. HISTORY OF VIDEO GAME PRODUCTION

When you look at how video games got started, they were mostly
cheap to make and allowed either a single or multiple people to play
together on a single machine (Schultz, 2018). Games like Pong (1972),
Space Invaders (1978), Pacman (1980), Donkey Kong (1981), and Tetris
(1984) had very plain graphics and minimal audio which did not require
major processing power for them to run. That was until the 1990s when
companies like Electronic Arts, or EA for short, and Sony discovered that
they could turn video games from simple home entertainment into a
business that could generate a lot of profit (Schultz, 2018). It was at this
point in time when the term “AAA games” were used at conventions to
label these “blockbuster video games”. By the time the new millenium
came upon us, many large-scale video game companies like Bungie,
Capcom, Square Enix, and Ubisoft emerged or expanded from their humble
beginnings to frequently develop AAA titles like Halo, Street Fighter, Final
Fantasy, and Assassin’s Creed for the masses.

2. IMPLEMENTATION OF MICROTRANSACTIONS

It was not long before developers began implementing
microtransactions to generate more income. Microtransactions was first
noticed in AAA titles for the PC and Xbox 360 during the first quarter of
2006 (Williams, 2017). Online games especially have microtransactions as
part of their services not only to give players access to additional features
but also fund the developers so they can churn out more goodies in the
future. When video games went mobile, microtransactions gained even
more visibility due to the many people who have access to smartphones
along with the onboard Apple or Google app store (Tomi¢, 2017, p. 241).
Mobile games like Clash of Clans and Homescapes garnered a lot of
players because some of the games are free while others are economically-
priced, and how easy it is to whip out your phone and play on the go
(Anderton, 2018).

The reason for the rise of microtransactions stem from consumers
hesitating to spend money on video games, while independent developers
and studios emerging yet not being able to charge the same amount as the
AAA studios. In order to combat these setbacks and shift in consumer
behavior, they have to adopt a new business model and make their games
“freemium”, a portmanteau of the words “free” and “premium”. That way,
players have the option of either taking the long road without having to
spend any money or investing a little bit of cash to get a lead on other
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players; it all becomes more of a gamble which is the nature of the business
(Agarwal, 2017).

Figure 1: An example of microtransactions utilizing real world currency in
Homescapes (Playrix, 2017).

3. ABUSING THE USE OF MICROTRANSACTIONS

While microtransactions has revolutionized the gaming business
model, many gamers and critics have expressed their concerns over AAA
gaming companies taking things a little too far by implementing the system
in almost every AAA title imaginable, including those that do not even
require it. In order to understand how this came about, we need to
understand the economics of video games first. Firstly, working on video
games is purely project-based. Once a project is finished, the employees
working on it are completely brushed aside until they are needed for the
next one. Meanwhile, production costs continue to rise to accommodate
new hardware and updated graphics while the retail price of games
remained the same (Martin, 2017). On top of that, the cost of games are
usually highest during the first week of release, but then as time goes by,
the price gets marked down especially during holiday seasons to attract
people to buy until almost a year later, the amount needed to buy the game
becomes less than half of the initial price tag.

That is why AAA gaming companies rely on microtransactions to
cover the initial production cost and to make up part of the profits.
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Nevertheless, developers are kidding themselves if they think they can get
rich through microtransactions; this is merely a survival tactic to ensure
they can still do business (Martin, 2017). From a social standpoint,
microtransactions tend to demean a player’s status especially in a
multiplayer enviroment where things get competitive between individuals.
Tomi¢ (2017, p. 251) stated that microtransactions are like ‘buying’ cheat
codes which were a taboo in the earlier days of gaming. Evers, Ven and
Weeda (2015, p. 22) have also pointed out that in spite of buying
something in a game that allows microtransactions, it can be argued that the
outcome feels undeserved even if the player conducts himself fairly
without violating the rules of the game.

4. DIFFERENCES BETWEEN DLCS AND
MICROTRANSACTIONS

It is important to note the differences between microtransactions and
the other content that requires payment called downloadable content
(DLCs). We have established that microtransactions are optional low-
priced purchases to enhance the gaming experience and are usually a one-
time-use item. In other words, they are the virtual equivalent of party favor
goodies. DLCs, on the other hand, are completely new additions to the
game like expanded story quests, new multiplayer maps, and additional
items not included in the base game before (Duran, 2016).

Players who are conservative with their money tend to avoid
microtransactions and DLCs altogether. Recent studies have shown that
those who do not mind spending a few extra funds on additional game
content generally prefer purchasing microtransactions over DLCs. In a
survey conducted by The NPD Group in late 2016, 77 percent of players
find microtransactions to be a good thing because it enhances the gaming
experience; although 68 percent do not condone the pay-to-win aspect of
microtransactions (Riley, 2016). Those who prefer to buy DLCs do so in
order to enjoy all the game has to offer especially when they play with
friends. DLC supporters also feel that purchasing DLCs is worth the
money, but would still like the prices of DLCs to be cheaper (Riley, 2016).

Game developers have heard these concerns. This has led to many
developers implementing season passes on the latest games. Season passes
are described as a purchasable permanent extra service attached to a game
title which allows players to get additional content at no extra cost (Official
PlayStation Website, 2017). In other words, buying a season pass with a
one-off payment allows players to download future expansion packs at no
additional cost as opposed to buying individual packs the moment they are
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released which takes the pressure off having to spend more money on
additional content.

The NPD Group’s industry analyst Sam Naji stated that purchasing
microtransactions and DLCs is at the time healthy, but those developing
and distributing the games must be wary of balancing between stimulating
spending growth and the value of the content they are providing (Riley,
2016). However, it seems that most of the video game developers have
prioritized money over content to the point they are putting in-game stores
into their latest AAA titles with highly unneccesary charges that would be
better off in mobile game releases.

5. ASSASSIN’S CREED ODYSSEY — ALL ABOUT THE
ADVENTURE

When you think about role-playing games, you are not just expecting
to build your character and getting involved in battles but also getting
immersed in the environment. Throughout the Assassin’s Creed series,
players get to enjoy the scenery of various places during different time
periods from the Third Crusade to the Italian Renaissance and later during
the Colonial era. In the latest installment Assassin’s Creed Odyssey
(Ubisoft Quebec, 2018), players are thrust into the shoes of a young
Spartan trekking through the landscapes of Ancient Greece as they progress
through the story.

==
o

Figure 2: Assassin’s Creed Odyssey is best enjoyed with full appreciation of the game
world (Ubisoft Quebec, 2018).
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The aspect of the game that is discussed the most is not the gameplay
but the additional purchase options in the game store. The average
gameplay time for Assassin’s Creed Odyssey is about 60 hours, give or take
a few depending on if players tackle all the side missions. The
microtransactions offered in the game revolve around giving players an
EXP boost. Brian Altano and Tina Amini of IGN (2018) talked about the
microtransactions and argued that since it is only a single player
experience, the boosters can help to bypass the difficult and more
demanding level progression during later stages of the game. They did
counter this point by saying if the game is meant to be played for 60 hours
spending whatever amount of time to level up and take in the sights of the
game world, why would people pay to dumb down the experience to only
30 hours? If people have any complaints about the difficulty in the game,
one suggestion laid out is to follow what Shadow of the Tomb Raider
(Eidos Montréal, 2018) does by allowing free toggling of the difficulty of
individual aspects of the game.

B Featured

Helix Credits Balance:
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Expand your odyssey with the Season Pass!
Get access to the next epic story lines of Assassin's Creed Oydssey at a valu

BACK ([} REDEEM CODE

Figure 3: A screenshot of the Assassin’s Creed Odyssey in-game store where players
can purchase a variety of things from in-game currency and resources, fast upgrades,
and even a season pass (Ubisoft Quebec, 2018).

After much debate on the Internet, the majority feel that the
developers over at Ubisoft may have “intentionally designed a pacing
system” where microtransactions are essential (Tyrrel, 2018). In fact,
Reddit user Zaherking (2018) berates that even when there are some deluxe
editions of Assassin’s Creed Odyssey available for purchase at $100, the
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fact that they still include microtransactions is “distasteful, greedy and
toxic to the RPG system”. However, it seems that many are simply trying
to pay for a problem that they “created themselves” as Altano (2018)
pointed out. If players were to ignore the microtransactions and invest time
in the game as Tyrrel had done, they may actually find the game enjoyable
without having to get frustrated over diverging from the main story to go
on side missions and contracts in order to gain more experience (Tyrrel,
2018).

The season pass, on the other hand, might be more worth it for some
players. At the cost of $39.00, season pass owners will have free access to
upcoming DLC content. Like how you would catch a TV series season
premiere as game director Scott Phillips puts it, players who have
purchased the season pass will get to experience entirely new story quests
that will be released periodically (Phillips, 2018). In hindsight, if players
want to gain the most out of their experience with Assassin’s Creed
Odyssey, it might be more beneficial spending their money on the season
pass instead of going out of their way to pay-to-win and finish as quickly as
possible.

After getting my hands on Assassin’s Creed Odyssey, | understand
why players get frustrated with the early stages of the game especially if
they are the kind who explores every nook and cranny to collect everything
within a region and then halted by enemies with a higher level than their
character. Despite having experienced those setbacks myself, that simply
motivates me to go on additional side quests in order to improve the stats of
my character; hardly any need for desperation by upgrading with real
money. Sure it may seem tedious, but that is what the Assassin’s Creed
series is all about: exploring the ancient world of key periods in history.

In hindsight, the previous entries to the series like Assassin’s Creed 2,
3 and 4 had a lot more freedom and were not bogged down by levels of
enemies. The difficulty laid more with the different types of enemies, with
tougher opponents requiring either stealthy approaches or timed dodges for
powerful counterattacks. With levels implemented not only in your
character but enemies as well, it is almost like the developers want players
to go on a set path and later diverge from it to go back to previously
inaccessible locations. This takes up time from the players, tempting some
of them to even consider going for microtransactions to breeze through
Assassin’s Creed Odyssey.
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6. DEVIL MAY CRY 5 - SKILLS PAY MORE

Before its highly anticipated release in March 2019, Devil May Cry 5
(Capcom, 2019) has been gaining a lot of attention with many from the
online community covering every piece of information the developers post.
The Devil May Cry series is generally well-known for its highly complex
gameplay and rewarding players based on how well they play; the better
the rank, the more lucrative the rewards become.

Which is why it seems odd that Capcom would out of the blue
announce that microtransactions would be available on the upcoming fifth
entry Devil May Cry 5. This sparked a lot of backlash from the gaming
community as they grumble over how this is killing the game way before it
IS even released.

For those who are new to the Devil May Cry series, the games have an
in-game currency called Red Orbs which can be accumulated and spent on
upgrading your weapons and ability with more being rewarded at the end
of each level depending on how well you play. So to give players the
option of buying more Red Orbs with real money just to buy all the
upgrades at the beginning instead of filling up the upgrade tree
progressively can be seen as insulting to the more veteran players of Devil
May Cry.

It should also be noted that revivals after death in the middle of a level
come in two options. The first is with the standard Gold Orbs that can be
purchased from the in-game store, but they can also be found within the
game albeit rare. The second option, which is new to Devil May Cry 5, is
by actually spending Red Orbs. The amount of regenerated health upon
revival is proportionate to the number of Red Orbs spent, but players
should keep in mind that after every subsequent death within the same
level, the required amount of Red Orbs increase; thus the essentiality of
Red Orbs increase especially for players who have a hard time keeping up
with the fast-paced nature of Devil May Cry 5 and die too easily. Verified
YouTuber Maximillion Dood (2019) had his hands on an early preview of
Devil May Cry 5 and stated that players would need to be economical in
how they spend their Red Orbs; otherwise you would have wasted it all on
revives instead of saving them for the good stuff like upgrades. This would
make the microtransactions a somewhat necessary tool for novice Devil
May Cry players who continuously spend Red Orbs on , but not so for the
more experienced players.

Hideaki Itsuno, the director for Devil May Cry 5 and earlier
installments, has reassured the community that the microtransactions will
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not impact the gameplay in a big way as stated in an interview with Peter
Brown of Gamespot:

“With giving people the ability to purchase Red Orbs, it’s something
we want to give people as an option. If they want to save time and just
want to get all the stuff at once, those people can do that. But on the
other hand I don'’t feel you have to get all the moves. You should be
able to play it the way you want to play it.” (Brown, 2018)

It may not be compulsory to pay for these microtransactions, but the
fact that they even exist in the game just irks everyone. In the case of Devil
May Cry 5, you do not need to spend money on something that already
exists in the game like the Red Orbs that simply requires a little effort to
gather; it is not like you are paying for downloadable content (DLCs) that
was not in the initial release of the game (D'Argenio, 2018). Ashley
Jenkins and Brian Gaar of The Know (2018) also stated how ridiculous it is
to pay for single player microtransactions because you are simply paying
more to “not play the game” instead of riding along the narrative of the
game.

Players who opt to pre-order the Devil May Cry 5 Deluxe Edition have
access to some nifty bonuses. The additional in-game currency which can
be used to unlock upgrades from the start of the game may seem like a nice
bonus, and so do the alternate colors to change the characters’ appearances.
Even battle music from previous entries will be available for use in-game
for those who are feeling nostalgic. But it is the exclusive weapons that are
the highlight of the deluxe edition.

ihe*Deluxe Edition includes the full game and
the following additional content:

» 4 exclusive Devil Breaker weapons

-
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»Live Action Cutscenes
» Battle music: 12 tracks from Devil!May, Cr 1-4

» Alt Style Rank Announcers
& Title Calls

» Dante weapon: Cavaliere R
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Figure 4: A screenshot from the Devil May Cry 5 TGS 2018 trailer showing the
additional content available to those who purchase the Deluxe Edition in advance
(Capcom, 2019).
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What makes the extra weapons unique is that they are not total game
changers to give players the advantage in combat. Producer Matt Walker
clarified during New York Comic-Con 2018 that the purpose behind these
additional weapons is to give players more options on how to tackle battle
scenarios rather than giving better options on how to overcome them.

“’Do I have to buy the deluxe version if [ want the strongest Devil
Breakers?’ And that’s not the way it was designed. (...) Our intent
was to create a game where you get everything that you need to play
and enjoy the game with the normal edition. Then we thought, ‘What
can we do as a little extra for people that want something more?’ So
we ve designed these deluxe Devil Breakers and the deluxe Dante

weapon with the idea that they’re going to be balanced. (...) There
shouldn’t be a best regardless. ”(Walker & Itsuno, 2018)

There is some merit to Walker’s statement about the deluxe edition.
The bonus features of the deluxe edition are hardly an attempt at pay-to-
win; rather it is an expansion of the gaming experience players will likely
have as compared to the standard release of the game.

Upon release, the gameplay has been praised by most critics and
players; with veterans of the Devil May Cry series finding ease with the
gameplay. From a microtransaction perspective, | found that even though
the option is available, it is completely unneccesary but enticing to some
people. The 100,000 Red Orbs that come with pre-ordering the Deluxe
Edition will only give players a slight headstart, but it is still heavily
insufficient to cover the costs of all the skills for all three playable
characters. This is completely unlike the previous title Devil May Cry 4
Special Edition (Capcom, 2015) which has a generous bundle of 300,000
Red Orbs and 200,000 Proud Souls, which are exclusive to the fourth entry
alone, that is enough to purchase almost the entire skillset of every
character. Another thing to note is unlike Devil May Cry 4 Special Edition,
Red Orbs are not carried over between characters in Devil May Cry 5. This
makes the process of earning Red Orbs more cumbersome as you need to
earn three times as much to unlock everything unless you are a seasoned
player who can gain a substantial amount of skill points which translates to
high numbers of Red Orbs earned.

Death also comes quick to those who are not prepared for the high
octane action of Devil May Cry 5. Reviving yourself from death can come
at either the cost of the in-game currency Red Orbs or through the use of
special Gold Orbs. Luckily for those who prefer to do a little wandering
off the beaten path, Gold Orbs are quite easy to come by after some
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exploration in the middle of missions. However, it is usually around the
point where players die too often and use up all their Gold Orbs and are
low on Red Orbs that they might resort to microtransactions, which
personally | have not had the need to rely on. To add insult to injury, Devil
May Cry 5 does not implement the use of restoration items like Green Stars
for health and Purple Stars for other abilities which does not bode well for
most players who are used to saving themselves from the brink of defeat
with the aid of additional items, unless players purchased the deluxe edition
which includes the Devil Breaker Sweet Surrender with healing functions.
As a result, Red Orbs play a much bigger role than just buying and
upgrading skills.

This brings us next to one of the most unique weapons in the entire
Devil May Cry franchise as a whole: the Faust Hat. What separates this
weapon from the rest is that it attacks using the Red Orbs of the players.
One concept behind the Faust Hat is that you can attack enemies using the
Red Orbs as ammunition; the more spent, the higher the damage. The other
concept is that of a risk and reward scenario. You can attach the Faust Hat
to an enemy and gain Red Orbs with interest for every strike landed; the
downside of that is if that enemy hits you back, you would lose Red Orbs.

1IGF NBpc?
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Figure 5: A screenshot of the first death in Devil May Cry 5 (Capcom, 2019).
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Figure 6: A screenshot of the second death in Devil May Cry 5 (Capcom, 2019). Note
the increase in required Red Orbs for revival

When it comes to actually putting the Faust Hat to use, | found myself
having to think economically before firing the weapon; and this is where
consumer behavior and spending theories come into the picture though not
in explicit detail. During the first runthrough of the game, players
definitely would not have enough Red Orbs to distribute among the
multiple categories of purchase, so they would have to think twice about
where they spend it. Or they could take the risk and reward route and cash
in Red Orbs during combat to gain back more with interest. Personally, |
prioritized on buying all the upgrades first, so | was thrifty with my
spending. It is also noted that some players have found certain sections in
the game where you can take full advantage of the Faust Hat to “farm” Red
Orbs.

As you can see, the role of Red Orbs has been dramatically expanded
to almost every single facet of Devil May Cry 5. As a result,
microtransactions have been naturally added to the game to accommodate
players who would not mind spending a little extra cash on purchasing Red
Orbs for in-game use, or even buy Blue Orbs to expand the health gauge.
This, however, would seem redundant since Blue Orbs can be collected
within the game with a little bit of effort put into exploring. As for the
death aspect of the game, Gold Orbs are actually easy to acquire as the
game will give you one as a daily login bonus. The other way is to be as
stylish as the game requires players to do, and have other players rate you
as such resulting in a free Gold Orb for use upon revival, eliminating the
need for spending Red Orbs to revive.
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Blue Orbs can be used in Devil May Cry 5 to increase your maximum health gauge

]‘F;[”m.w.?"-., by one segment.

5 Blue Orb » RM8.00
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g he s & - characters. Note: Purchased Red Orbs are saved to your save data, and so will be
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o TR T : v unrecoverable if you delete your save data.
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200000 Red Orbs RM11.00
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300000 Red Orbs RM15.00

Figure 7: The online Devil May Cry 5 store page redirected from the main menu
(Capcom, 2019).

ATTENTION

You have earned Gold Orb x10 for

getting 10 Stylish ratings.

Figure 8: Players will sometimes get this message upon opening Devil May Cry 5
(Capcom, 2019).
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7. CONCLUSION

So the big question is: “Are microtransactions really necessary in the
gaming industry?” The answer to that would be that there is a time and
place for everything. Microtransactions might be beneficial for those
working on multiplayer or freemium games where they need the funding to
churn out new content periodically to keep players interested but certainly
not AAA single player titles. Some AAA games like Middle-earth:
Shadow of War (Monolith Productions, 2017) had to remove all
microtransactions after much deliberation and negative criticism from
players. On why they decided to remove all microtransactions, Monolith
developers explained through Eurogamer:

“The core promise of the Nemesis System is the ability to build
relationships with your personal allies and enemies in a dynamic open
world. While purchasing orcs in the Market is more immediate and
provides additional player options, we have come to realise that
providing this choice risked undermining the heart of our game, the
Nemesis System.” (Purchese, 2018)

As for whether the gaming industry can survive without
microtransactions, the smaller independent companies might need to rely
on them to cover their costs; but the big gaming conglomerates do not need
them as they have investors and stakeholders already putting in money to
keep their businesses going (Pearce, 2017).

In all honesty, eliminating the practice of implementing
microtransactions in AAA games may not and perhaps cannot be done
overnight which might not sit well with everyone. Even the recently
released Mortal Kombat 11 (NetherRealm Studios, 2019) is under heavy
scrutiny by gamers, even gaining a “Mostly Negative” user rating on Steam
due to the microtransactions implemented by the developers just for a
bunch of cosmetic upgrades (Wilde, 2019). When it comes right down to
it, it is the players that ultimately decide whether to purchase them or not.
They hold the power to either pay more to make their lives easier or not
make a purchase and enjoy the game as originally intended.
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AHHOTaUA

Buneourpsr, B oTimune ot Apyrux GopM Meana, siBISIOTCS 0COObIM OM3HECOM, TaK Kak
JICHbI'M 3acCTaBJSIIOT MUpP BepTeThCs. TeM He MeHee, WHAYCTPUS BHUJICOUTP OYCHb
HecTadWibHa, 10 MHEHHMIO MX pa3paboT4MkoB. Ecim B camMOM Havajge MOXHO OBLIO
CTapTOBaTh C HU3KOOIO/KETHBIX IPOEKTOB, paboTaroIuX Ha camMoM 0a30BOM
000pyIOBaHUH, TO PACTyIIHE TPEOOBAHHS I€HMEPOB U TEXHOJIOTUYECKUE JTOCTHKCHHUS
OPUBOAAT K pOCTY 3arpaT Ha pa3paboTky Buaeourp. OIHAKO, CHEPKUBAIOIIUM
(dakTopoM SBISETCS TO, YTO LEHbl HAa BUJEOUIPHl OCTABAJIUCh HEU3MEHHBIMM Ha
HOPOTSDKEHUM MHOTUX JieT. IloaToMy mepexon K MCIOJIb30BaHMIO MUKPOTpPAaH3aKLUH, C
OJIHOI CTOPOHBI, MOKET M0Ka3aThCid HAWJIYYIIMM BapHAaHTOM, HO, C JAPYroil CTOPOHBI,
OH MOJKET OKa3aTh NaryOHoe BIMSHUE Ha UHIYCTPUIO U CAaMUX UTPOKOB. /laHHas CTaThs
paccMaTpuBaeT TO, KaK BO3HMKJIM MMKPOTPAH3aKLIUU B BHJIEOMIPaX, U PEaKIUIO,
KOTOPYIO OHM BbI3BaIM B HEKOTOpbIX urpax AAA. OtnenpHele urpsl AAA,
paccMarpuBaeMmble B cTaTbe, BhIIUIM B KoHie 2018 — nauane 2019 roma, mostomy
MMEHHO Ha UX IpUMepe OyAyT pacCMOTPEHBbI pa3IUYHbIE JIEHEKHbIE OCOOEHHOCTH,
BBI3BaBIIINE KPUTUKY CO CTOPOHBI KYPHAIMCTOB U (haHATOB.

Ki1ioueBble cj10Ba

MukpoTpaH3akuuy, UIpbl, KOMIBIOTEPHBIE WIPBI, BUICOUIpPHI, Hrpbl AAA,
BHYTPUUTPOBBIE IOKYTIKH, peajlbHasi MUPOBasi BaJlt0Ta
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Cpenn mnpouyux KyJdbTOBBIX pexuccepoB KaentuHa TapanTuHO
(COMHHUTENBHO, YTO KTO-TO MOXET AapryMEHTHPOBAHO OCIHOPUTH STOT
CTaTyC aBTOpa) BBIJIEISET TO, YTO OH CHSUI OTHOCUTENBHO Majio (PUIIbMOB,
HO COOBITHEM TIPU OSTOM CTAHOBUTCS KaXKIbIM U3 HUX, HA4YUHAS
«bemeHbIMA TICaMW» W 3aKaHYMBAs €HI€ HE BBILIEAIIMM B IPOKAT
«Opnaxasl B ['ommuByne» (oxupaercs jgetom 2019 ropa). Kaur, kak o
caMOM pexXHccepe, Tak U 0 ero (puiibMax — CHPAaBOYHBIX M HAYYHBIX —
HAIlMCAaHO U, KOHEYHO, MUILIETCA NPsIMO cefYac 3HAYUTEIbHO OOJIbIIE, YeEM
NeBATh (CTONBKO GUIBMOB, BKIOUas «OmgHaxasl B [ommuByme», 1o
MHEHHUIO CaMOTo pexuccepa, oH cHsl). O ¢peHomeHe TapaHTUHO TOBOPST
MOTOMY, YTO O HEM BCE €Ill€ €CTh YTO CKa3aTh, HO, MOJHUMAs BOIIPOC O
HAay4YHBIX MCCJICIOBAHUSX, MOCBSIIEHHBIX PEKUCCEPY, MBI BBIHYXIEHBI B
MEPBYIO OYEpEAb CChUIATHCS HA HCCICHOBAaHUS 3allaJHble, IOCKOJIBKY
cocrosiHue cinema studies B Poccum mpu BceM KeNaHUUM HEBO3MOXKHO
Ha3BaThb MHaye, Kak 3a4aToyHbiM. CHOpaBeyiMBO 3TO HE TOJBKO B
OTHOIIEHUU TapaHTUHO, HO, MOXaJTyd, B OTHOUIEHWU BOOOIIE JIHOOOTO
pexuccepa uiu peHomMeHa kuuemarorpada.

Heno B TOM, 4YTO TpaaWIMs H3YYECHHUS MOMYJSIPHOM MacCOBOM
KYJbTYpbl B IIEJIOM MU KHMHO B YAaCTHOCTU 4Yepe3 MPU3MY T'yMaHUTapPHBIX
Hayk u ¢unocodpun B CIIA, Kanane u Benukoo6puranuu hopmupoBanach
Ha MPOTSKEHUM HECKOJIbKUX Jnecatuwietuid. CeroiHss OHa MpU3HAHA H
MOAJEPKUBACTCS aKaJgeMHuel, B TO BpeMmss Kak B Poccunm Homa
NOMYJISPU3ALMUA 3TOTO HAMIPABJIEHUSI HAYYHOIO IUCKYpCa JEKUT Ha IIeyax
HECKOJIbKMX CMEJIBIX SHTY3UACTOB U3 YKCIIA YUYECHBIX U U3JaTeNIeH, TOTOBBIX
KEPTBOBATh OIPOMHOE KOJIMYECTBO CHJI, BPEMEHH U CPEACTB (KOTOPOE OHU
MOTJIM OBl TIOCBSITUTH 3aHSATHUSM TPATUIIMOHHOW HAYKOM M U3JIaHUIO
TPaJAMIIMOHHBIX HAYyYHBIX MOHOTpaduii, TApaHTUPYIOIIUM UM IOBBIIIICHUE
WHJEKCA IUTUPOBAHUS M OTKPBIBAIOIIMM IIYTh K BBICOKMM HAy4HBIM
CTETNIEHSIM W 3BaHHUSAM) Ha TO, 4TOOBI TpuBieYb K popular culture studies
BHUMAaHHE MPEXIE BCETO MOJIOABIX YUYEHBIX, KOTOPBIE CITYCTS T'OJIbl CTAHYT
HAyYHOW JJIUTOM CTPaHbl M TMPU 3TOM HE OYIyT XBaTaThCsA 3a TOJIOBHI,
peleH3upysl IUILUIOMBl U JUCCEepTaluu O «3BE3AHbIX BOWHax», «Puke u
Moptu» nnu punbmax Ksentuna Tapantuso.

OmuuM w3 HauboJiee 3HAYMMBIX KOHTPUOBIOTOPOB B  00JaCTH
VCCIIEIOBAHUM IIOMYJIIPHOM KyJbTypsl B Poccuu ceronHs sBisieTcs
bunocod u xkuHoBen Anekcanap IlaBnoB — mouent IIkomnbl dumocopuun
(dakynpTeTa T'yMaHUTAapHBIX Hayk HalumoHanbHOro HCCIEA0BATENIbCKOTO
yHUBepcuTeTa «Bbicmias mikosia SKOHOMHKH» M 3aBEAYIOMIMI CEKTOpOM
comuranbHoi ¢unocopun UNucturyra ¢unocobun PAH. 3a mocnemnwme
nath Jser [laBmoB Hamwcanm W W3mal TpU HAydHble MOHOTpadum o
MOMYJISIPHOM KuHeMaTorpade, Kakaas U3 KOTOPhIX cTajga OOJIBITUM XUTOM
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oteuecTBeHHOTo non-fiction: «IlocTeinHOE yaoBONBCTBHE: (hustocoPpckue u
COLIMAJIbHO-TIOJIMTUYECKUE HWHTEPIPETAIMA MacCOBOTO KHHemaTorpaday
(2014), «Pacckaxxute BammMM JAETSAM: CTO OJUHHAANATH OIMBITOB O
KyJbTOBOM KuHemarorpade» (2016) u BoT Teneps «beccnaBHbie yOIIOIKH,
ocmensie 1chl: BeesieHHass KBentuna Tapantunoy» (2018) (ITaBmos 2014,
[TaBnoB 2016, ITaBnoB 2018). Bce 3Tu KHUTH yXe€ BbIAEpKaJIM IO JBa
W3JIaHUA.

OOCyauTh MOCHENHMA M3 OITUX TPYIOB HMEHHO  CEroJHA

NPEACTABIAETCS  JOBOJBHO  BaXXHBIM  HAYMHAHHUEM,  IOCKOJIbKY
OecuncneHHoe koanyecTBO paHaToB TapantuHo B Poccuu ¢ HeteprieHneM
OKUJAIOT TPEMBEPBl AEBATOr0 (¢uiabma pexuccepa — «OIHAXKIBI B

[NommuByne». [Ipu 5TOM OHU HE MOJBEPraroT Kakoi-11udo pediekcun CBOIO
JT1000Bb K OOJIBIIIOMY aBTOPY, HE 3aAyMbBIBAIOTCS, ToueMy TapaHTUHO BOT
yKe 25 JeT 3acTaBisieT MUP KAaTh U 00CYXKJIaTb CBOM ouepeTHON (UIIbM.
Ecnu Obl OHM pemuiu caenarbh 3T0, TO OYeHb OBICTPO CTOJIKHYJHUCH OBI C
CEPBhE3HBIMU 3aTPYIHEHUSIMHU, BEJIb OTBET B IyX€ «IOTOMY 4YTO TapaHTHHO
XOpOIIUNA PEKUCCep, KOTOPHIM CHHUMAET Xopoiiue (GUIbMbDY €l1Ba JIH
YAOBIETBOPWJI Obl MHOTHX. TapaHTHHO HE SBJSIETCS  XOPOLIUM
peXHCCEPOM B KOHBEHIIMOHAJIBHOM CMBICIE 3TOrO CJIOBA, a €ro (PUIIbMBI
OMSTh € B KOHBEHIIMOHAJIBLHOM CMBICJIE CJIOBA HE SIBJISIFOTCS XOPOIIUMU
¢unpMaMu. Mano KOro M3 3HAKOBBIX COBPEMEHHBIX PEXKUCCEPOB
KPUTHKOBAJIM M KPUTUKYIOT OoJbine, yeM TapaHTHHO (3a >KE€CTOKOCTH,
pacusM, IiaruaT, HIOBEpXHOCTHOCTb, HEXKETaHUE TOBOPUTH CO 3PUTENIEM Ha
A3bIKE OOJIBIIMX UAEH U T.1.), © MAJ0 KOro JIOOSAT U MOYMUTAIOT POBHO 3a
3TH e Beld. TapaHTHMHO OYeHb MPOCTO JIIOOUTh KaK KIJIEBOIO MAapHA H
OJIHOBPEMEHHO CJIOKHO OOBSICHUTH Kak (peHOMEH KynbTa. IMEHHO Takyro
MIOIBITKY B CBOEM KHUTE IpearnpuHuMaet I1aBios.

['maBHOE, YTO JOJKEH 3HATH KaXIbli, KTO OepeT B pyku «beccnaBHbIX
yOIMOIKOB, OEMIEHBIX TICOB», — OTO HE COPAaBOYHUK O IKU3HU
3aMeYaTeIbHOTO YeJIOBeKa, KouM TapaHTMHO, KOHEUHO K€, SBIISIETCS, U HE
COOpHUK WHTEPECHBIX (PaKTOB O ero (uabmax. DTo cephe3Has HaydHas
paboTa ¢ YHUKaJIBbHBIM COJACpKaHHEM. B MOUYTH 4YeTHIPEXCOTCTPAHUYHOM
KHUT€ HE HalUIOCh MecTa IepereyaTkaM apXUBHBIX HMHTEPBBIO C
pexuccepoM, (akTOB M3 00JIACTHM TEOPUU KHUHO O pabOTe CO CBETOM,
NPOCTPAHCTBOM, 3BYKOM, AakTepaMH, KaKk HE HalUloCh MecTa H
OOIIEU3BECTHBIM OMOTpaUUECKUM BBIKIQJAKAM: «TO, YTO PEXKHUCCEP
paboTtan B mpokaTe, HE Y4YHJICS B KHMHOIIKOJIE, a TakKe JIOOUT >KEHCKUE
CTOIIbI, CIMIIKOM XOPOUIIO M3BECTHO, YTOOBI MOBTOPSATH 3TO B OYEPEIHOU
pa3» (ITaBnos, 2018, c. 18). Bcio 3ty mHboOpmMammio MoxHO 03 Tpyaa
MOJIYYUTh B OTKPBITHIX HCTOYHUKAX, HO YTOOBI TMOHSATH YTO MBI HMEEM
BBHUY, Ha3bpiBas TapaHTHHO KJIEBBIM (cool), dYTO KOHIIENTYyaJbHO
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OpEJCTaBIsIeT U3 ce0s KUHOBCEJIEHHAs pexuccepa, 4eM €ero (puibMbl
IPUHLUIUAIBHO OTJIMYAIOTCA OT (PUIBMOB TE€X, KTO MBITAETCSI CHUMAT,
KaK OH, U 4To Takoe «I¢ ekt TapaHTHHO», IPUAETCS OOPAaTUTHCS K KHUTE
[TaBnoBa — HMUYEro NOJOOHOTO HA PYCCKOM SI3bIKE HE MHUCAIU HUKOTA.

To, uro nucanu, [1aBaoB mepeuncnsieT caM B KPUTHUECKOM 0030pe
JUTEepaTypsl W3 BeleHUS M B Oubnuorpaduu, KOTOpas 3aHsuIa LENbIX
JBEHAJaTh CTPaHUI] TOMa. B 3TOM MOHCTPYO3HOM CHHUCKE JHUTEPATYPHI,
KOTOpBI caMm Mo cebe y)Xe MHOroe TOBOPHUT O TIIyOWHE MPOBEACHHOTO
MCCJIEIOBAHUS, HAIILIOCh MECTO BCETO JIUIIb YETHIPEM KHUTAaM Ha PYyCCKOM,
OTJIEJIBHOM rJ1aBe B COOPHUKE M PELEH3USIM pa3HbIX JET U aBTOpoB. OaHaKO
npobiema He B TOM, yTo [[aBiOB CO3HATENEHO UTHOPUPYET OTEUECTBEHHBIX
aBTOPOB, NPEANOYHUTAs JUCKYTUPOBATh MCKIIOYUTENBHO C 3alaJHbIMU
KUHOBEZaMH (JIUCKYCCUH C OTEYECTBEHHBIMH aBTOPAaMU B KHUIE€ MHOTIO,
OJIHAaKO, ATO HE YYEHbIE M MMHCATENId, a JKYpPHAJIbHbIE W Ta3€THBIC
KUHOKPUTHKH), @ B TOM, YTO JPYrOM JIUTEpAaTypbl Ha PYCCKOM — HHU
HAy4HOH, HU NOILYJISIPHOU — 0 TapaHTHUHO MPOCTO HE CYIIECTBYET, a Ta, YTO
CYILLECTBYET, HOBOJIBHO TIOCPEACTBEHHAass M HE MOXET Ha3bIBATHCS
VCTOYHUKOM HOBOI'O 3HAHMSI.

AHrnosa3piuHble  UCTOYHUKH [laBinoB nenut Ha Tpu OoJbLIne
kareropuu: 1) aktuuecku-omorpapuueckue, 2) TapaHTUHO B KOHTEKCTE
TOTO WM MHOTO JKaHpa KHHO W KYJbTYpbl B LEJIOM 3) HAy4dHO-
uccienoBarenbckiue MoHorpaguu. IlocneaHio Kareropuro aBTOp JEIUT
Ha JBE€ MOAKATErOpUHU: TEOPHUIO W HuccienoBaHus. K Teopuum OoH OTHOCUT
paboThl, B KOTOPbIX (prsibMbl TapaHTHHO paccMaTpPUBAIOTCS YEpe3 MPU3MY
¢unocodckux KOHLENUMA WM Kateropuid, Hanpumep, unei XKopxka baras,
Xannbl Apenar u Jxopmko Arambena. HecmoTpsi Ha TO, 4TOo M cam
[TaBJIOB TOCTATOYHO YacCTO UCIOJIB3YET «TEOPETUUECKUI MOAX0 B CBOUX
paboTax, OH YTBEp)KJaeT, 4YTO B cCiydae ¢ TapaHTHHO TaKOW aHaIu3
paboTaeT MIOXO: «AEN0 B TOM, YTO YYEHBIM, KaK MHE KaXXeTCsi, O HEM
[TapantuHo. — E.JI.] croxkHO mmcath, Tak Kak €ro (QuibMbl
COMPOTHUBIISIOTCA (prstocodeckor KoHUenTyaitu3anuu. He moromy uto oHu
“mycThie”, HO TIOTOMY, YTO OHM WHTEJUIEKTYaJbHbl B HEMPUBBIYHOM IS
UHTEJUIEKTYalloB  cMmbiciie  cimoBa»  (IlaBmoB, 2018, c¢.  30).
WNHTennekTyanbHOCTh B HENPUBBIYHOM  cMmbiciie  cioBa  [laBios
XapakTepu3yeT TEPMHHOM  KOHTPUHTEJUIEKTyaJlu3M —  TO,  4TO
MPOTUBOCTOUT WHTEIJIEKTYyanu3mMy (uctopuu, ¢puiocopuu, KIacCUUECKOU
My3bIK€,  CEpbE3HOW  JHUTepaType), HO TpPU  OTOM  OCTAETC
WHTEUIEKTYaJbHBIM W B HWTOT€ COBEPIIAET PEBOJIOLUUIO — MOIY4YaeT
IPU3HAHUE B MUPE BBICOKOU KyJIbTYyphl. «/ns TapantuHO HE cymecTByeT
“mMepTBbIX Oenbix MyxX4uH ... IlosTOMy, KCTaTH, Yd4eHblE, KOTOpBIE
OPUEHTHPYIOTCSI B CBOEM aHaiu3e Ha (WIbMbI, a HE Ha KHUIH,
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OKa3bIBAIOTCS B BHIUTPBIIIHOM MojoxxeHun» (IlaBmos, 2018, c. 32-33). B 1o
BpeMsl Kak MPUBEPKEHIIbl UHTEIUICKTyallu3Ma JIOMatoT 3yObl 0 TapaHTuHO
WM BOBCE €ro HEe NMPHU3HAIOT, MOCKOJBKY B3IJIA HAa €ro (UIbMbI 4epe3
TpaJAMIIMIO HE JaeT TMOJOXUTEIbHBIX PE3yNbTaTOB, CTOPOHHUKHU
«HCCIIEIOBATENbCKOTO»  TOJAX0/a JIOOMBAIOTCS ycleXxa ¢ BBIHOCST
JNEHUCTBUTEIILHO MHTEPECHBIE CYKIEHUS, pACCMATPUBasl OTJAEIbHBIE TEMBI U
¢dbeHoMeHbl B 3THX (puibMax, HalpuMep, HACWIIKME, PACOBBIM ACTEKT WU
0e31enbe, U 3aHUMAsICh IIOCTPOEHUEM CBOMX COOCTBEHHBIX KOHUENUMWH, a
HE «BYUTHIBaHUEM» UykHuX Oonbmux uaeil. axe Cnasoit JKinkek, mumier
[TaBnoB, koTOphIA cnocoOeH npuriectu ['erens, Mapkca u Jlakana kyzaa
YTOJHO, HE MPOJEIIBIBAET ATOT TPIOK ¢ TapaHTHHO. OH CIMIIKOM HEyn100eH
115t uateprnperanuit (ITasios, 2018, c. 36).

Ce0s [1aBIOB OTHOCUT HE K «TEOPETHKaM», a K «HMCCIEA0BATEIIMY, a
CBOIO KHUTY Ha3bIBaeT HEPMIOCOPCKON U UCKIIOUUTENHHO (uiIocodckoi
OJTHOBPEMEHHO, a TaK)K€ MPUMEPOM TOrO, YTO MOXET caenaTh (uiocod,
korma ¢unocodust OGeccunbHa. AMOMIIMO3HAs 3ajjaya aBTOpa — IMOHSTH
BCEJICHHYI0 TapaHTHHO Tak, Kak OH IIOHMMAET €€ caM, a HE IPUBECTH €€ B
ypaBHEHUE C KaKoW-1u00 ¢uinocodckoil KOHUEMIUEH, 4To Oe3yCIOBHO
UIET KHUTE Ha MO0JIb3y, BEIb OHAa HE TPeOyeT OT uYuTaTels Kakux-Iudo
CHenuaibHbIX 3HAaHUHM B 00J1acTU puiocopru U TyMaHUTAPHBIX HAYK, J1a U
BOOOIIlE HE TpeOyeT HUYero, Kpome uHTepeca K (uinbMam TapaHTuHO,
MOCKOJIbKY HaIllMCaHa OYEeHb JIETKUM M MOHATHBIM s13bIKOM. [loskamyii, yero
OHa TpeOyeT, TaK 3TO XOpOIIEro YyBCTBa OMopa, moTtomy uto IlaBioB B
CBOMCTBEHHON €My MaHepe (ITOCT)MPOHMYHOTO0 WHTEJUIEKTyajla MHOTO H
xopouio myTuT o TapantuHO, ero guiabMax, TeX, KTo 00 3Tux (uiibmax
MUIIET ¥, KOHEYHO ke, 0 cede. Mos aro0ruMas myTka B KHUTE 3BYYHUT TaK:
«B “KpumunaibHOM 4YTHBE” 3aBTpaK BOOOINE OJUH U3 TJIABHBIX T'€POEBY
(ITaBnos, 2018, c. 214). Ha nepBblii B3I, 3TO IIyTKa MOKET PACCMEIIHUTh
TOJIBKO CBOEH TJIyTMOCThIO, HO B JIBYX CIEAYIOIIUX 3a Hell ab3amax [lasios
OOBSICHSIET, TIOYEMY 3aBTpPaK ACHCTBUTEIBHO SIBJSICTCSI TVIABHBIM T'E€pOEM
¢unbMa, 1 B UTOTE UCKPEHHUH CMEX BBI3BIBAET JIPYroe — TO, HACKOJIBKO
IJIyIbIM ~ OKa3blBaellbCsl Thl CaM KaK  YeNOBEK, MOCMOTPEBILIUHI
«KpuMuHanbHOE YTUBOY» MSATHAECIT Pa3, HO TaK U HE 3aMETUBILIUNA 3TOTO
MPOCTOT0, HO MOJIHOCTHIO MEHSoUIEro Bocnpustre guibma (axra. Takoit
TPIOK Ha cTpaHulIax cBoed kHUru [laBimoB mpozenbiBaeT OecUHMCIEHHOE
KOJIMYECTBO Pa3, U 3TO JENAET €ro MO-HACTOSIIEMY «KJIEBBIM» aBTOPOM.

KitoueBoii Te3uc KHUTU COCTOUT B TOM, YTO JeMCTBUE BceX (HUIBMOB
TapaHTUHO TTPOUCXOAUT B €AUHOW BCEJIEHHOM, U JJI1 WUJUIOCTPALIMU 3TOTO
Te3uca IlaBnoB LeneHanpaBIeHHO JENUT BCE TBOPYECTBO TapaHTMHO Ha
TpH OOJBIIUX MEPHOJA, KAKIOMY M3 KOTOPBIX COOTBETCTBYET OTHEIbHAs
yacTh MOHOTpaduu: nepsbiit nepuo — Pulp Fiction unu kpuMuHaabHbIN, K
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KOTOpOMYy aBTOp OTHOCUT «bemienbie mnce», «KpumuHaibHOE YTHBO» U
«dxexku bpayH»; BTOpoii — Tmepuoa BTOPKEHHUS Ha TEPPUTOPHUIO
rpaiiaxayca ¢ AByMmsi Tomamu «Youtb bumna» ([laBnoB HactauBaet, 4To
ATO JBa pa3HbIX (UIbMa, BOMPEKH 3asBICHUIO caMoro TapaHTHHO) U
«/lokazaTenbCcTBOM CMEpPTU»; TPETUN — MEPHUOJI YTBEPKIECHUE pexKuccepa
HAa TEpPUTOPUU  TpaWHAXayca, O3HAMCHOBABIIUHCSA  OOpalleHHEM
TapanTuHO K anpTepHAaTUBHON wucTopun ¢ ¢uiabMamu «beccrnaBubie
yomonkmy, «J»kaHro ocBOOOXACHHBIN», «OMep3UTEIbHAs BOCHMEPKAY.
TakoB 3amMbICel KHUTH, U Paay BOIUIOLIEHUSI B >KU3Hb ATOM KOHIICMIUU
aBTOp JaXe >KEPTBYET pAa3MBIIUICHUIMH O CaMOM MEpBOM (puiibMme
TapanTtnHO «leHb pOXKAEHHS MOETO JIYUILEro IPyray, CChlIasich Ha TO, YTO
y>)K€ TOBOPMJI O HEM paHee Ha CTpaHMIax ToMma «Pacckaxkure BalIuM
netsim» ([1aBnos, 2016, c. 310-311). Ilpu stom IlaBnoBy ynamocs BOucaTh
B CBOIO KOHIEIMIHIO PAaCCYXIEHUS HAa APYrue, CBA3aHHbIE C TapaHTHHO
TEMbI, KOTOpbIE TMPEJCTABISIOT MJiI HEro OcoObIi HHTEpec, B BHUJE
HEOOJIBIIIUX HMHTEPMEII0 B KOHIIE TPEX W3 YEThIPEX 4YacTeil KHWUIH,
MOCBSIIIEHHBIX 3aMMCTBOBAHUSIM B TBOpUYECTBE pexkuccepa (3aeck [laios
BBICTYIIA€T a/IBOKATOM TapaHTHHO, apryMEHTUPOBAHO 3aKJII0Yas, 4YTO BCE,
YTO OH JI€NIa€T — HE IUIaruaT WJIM MAacTUll, HO aBTOPCKask MHTEpIpeTaLs
(ITaBnos, 2018, c. 156)); ene Bo BceneHHoi KBentuna TapanTuHo (aBTOp
oObsicHAeT, ToueMy s TapaHTHHO OJMHAKOBO BAXXHO pPaccKas3aTh
3pUTENSAM CBOMX (DUIBMOB U O €7€, U KYJIbType Kade, MperuMylIeCTBEHHO
amepukanckux (ITasmos, 2018, c. 210)); u BausHuiO TapaHTUHO Ha
POCCUHCKYIO KYJIbTYpY M OOIINECTBO (aBTOp paccKa3blBaeT O TOM, Kak
BbIX0J1 « KprMUHAIBHOTO UTHBAY 3aIMyCTUJT TAPAHTUHU3ALIUIO BCEU CTpaHBbl,
YaCTUYHO OCHOBBIBASCh Ha IIEHHBIX BOCIHOMHUHAHUSX KHUHOKPHUTHKA
CranucnaBa Pocronkoro (ITaBmos, 2018, 280)).

BHuMarenbHbld YUTATENb YK€ 3aMETHJ, YTO S YIOMHUHAIO YEThIPE
YacTU KHHUTHU, B TO BpeMs Kak nepuoau3anus [laBioBa HACUUTHIBAET JIUIIb
Tpu dTamna. [[eno B ToM, 4TO OTAENbHAS YacTh KHHUTU MOCBSIIEHA 0030py
BU3yaJiM3allMil  CUEHapueB  TapaHTHHO  JIPYTMMH  PEKHUCCEPaAMMU:
«Hacrosmeit mwo0Bu» Tonum Ckorra, «IIpupokaeHHbIM —yOuiiiiam»
OmuBepa CroyHa um «Ot 3akata 10 paccBeta» PobGepra Poapureca.
[TaBOBY Ba’KHO HE TOJIBKO OLEHUTb, HACKOJIBKO aKKypaTHO TOT WJIM MHOU
aBTOp OTHECCs K Mmarepuany TapaHTUHO (CIOWJIEp: OHU CHENAU 3TO
COBEPILIEHHO I0-Pa3HOMY: KTO-TO TAJIAHTIUBO, @ KTO-TO OTKPOBEHHO
I0X0), HO W B ciaydae c ¢uibMom Poxapureca pacckazatb 00
OHTOJIOTMYECKON CBSI3M KUHOBCEJICHHBIX JBYX KYJIBTOBBIX PEKHUCCEPOB,
BepHEe 00BSICHUTD, YTO HA CAMOM JIeJIe 3TO BOOOIIIE OHA BCEICHHAS.

Ha moii B3rsin, ananu3 «OT 3akara 10 pacCBETa» — OJIHO U3 CaMbIX
3aXBaTHIBAIOIINX MECT B KHUTE M SIPKUN MpUMEp pabOThl YHHKAIHHOTO
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aBTOpckoro Merona IlaBioBa, sIpoM KOTOPOTO SBIISIETCS CO3JAHUE
WHTEpIIPETAlUM, OCHOBAaHHOM  WCKIIOUHUTEIBHO HAa  BHYTPEHHEM
npocTtpaHcTBe (QuibMa (ToBopsi uHaye, [laBnoB He MNpuUBIEKAeT BeIIH
U3BHE, YTOOBI TOBOPUTH O (UIIbME, 3aTO BHUMATENbHBIN B3IJISA]] HA MAJIOE B
CaMOM KMHO IMOMOTaeT €My CKa3aTb MHOI'O€, BBIHECTH HOBOE YHHKAJIbHOE
cyxaeHue). B 3ToM OTphiBKe aBTOp OOBSACHSET TEOJOTHIO pexkuccepa (B
JAHHOM cJIy4ae — CLIEHapuCTa) U poJib, KOTOPast B €ro padoTax OTBOAUTCS
¢urype bora. [laBnoB nuiet, 4to B 6ombiieit yactu ¢uibMoB TapaHTHHO
Ha JKU3Hb T€POEB OKA3bIBACT BIMSHUE JHOO0 Uyno/ciydaid, 1100 cyanda, B
To Bpemsi Kak B (Quubme Poxpureca mnossisercs bor, mpuuem bor
XpPUCTHAHCKUHU. JlOKa3aTeNbCTBOM €ro OBITHS CIY’KUT TOT (DAKT, YTO
BAMIIMPBI, B CXBATKE C KOTOPBIMHU YYaCTBYIOT IJIABHBIE T€POU, YMUPAIOT OT
OCUHOBBIX KOJIbEB, IIyJlb, C BBIIWICHHBIMU KpeCcTaMHM, U B LEJIOM
OOJIE3HEHHO pearupyroT Ha J0Oble CHUMBOJIBI XPUCTHAHCKOM PEJUTHH.
Pemraronee 3HaueHre B CXBATKE OKA3bIBAET ITOKPECTUBIIMN BOY MAaCTBIPh
JIxeliko0, ycoMHUBIIMICS B cBoer Bepe. Eciin Ob1 JI)keiikoO BBDKUJI, BHOBB
obpers Bepy B bora, Mbl yBugenu Obl (uIBM Kak CBOEro poja
INOCTMOJICPHUCTCKYIO OHOJIEHCKYI0O TpPHUTYY, OJIHAKO BOMNPEKHU JIOTHKE
PEIUTMO3HOTO KaHOHA OH YMHUPAET, a B JKUBBIX OCTAIOTCSA NMPECTYIHUK U
Mosiofasi («HpPaBCTBEHHO HEWTpasibHAs») NE€BYLIKAa, HA OCHOBAHHM YEro
[laBnoB 3axmodaer, 4yto bor BO BceneHHOW TapaHTMHO €CTh, HO
MPEANOYUTAET OCTaBaThCs B CTOPOHE U He BMemmuBathes (I1asnos, 2018, c.
209). B 3TUX OYEBHMIHBIX Ha MEPBBIA B3I PACCYKACHHUSIX CKPBITO IMO-
HACTOSIIEMY HOBOE CJIOBO B TAPAaHTHUHOBEIEHUH, IIOCKOJIBKY B
VCCIIEOBAHUSX APYTUX aBTOPOB TEMA PEJIMTUU BO3HUKAET KpallHE PEIKO U
no OOJIBIIOMY CYETY TOJIbKO TOTJa, KOTJa peyb 3aXOJUT O 3HAMEHUTOU
«uurare u3 Kauru npopoka Mesexkuwis», BEpHEE O TOM, YTO OHA IOYTH
IIOJIHOCTBIO SBJIAETCS 3aMMCTBOBAHMEM W3 KPUMUHAJIBHOIO SAIOHCKOIO
6oeBuka «Jla 3mpaBctByer Ymba! TemoxpaHurtens» W JUIIbL YaCTUYHO
3aMMCTBOBaHUEM W3 HacTosIiero oumoieiickoro tekcra (Ilasmos, 2018, c.
33).

Tak uto ke Takoe BceneHHass KBentuna TapantnHo mo IlaBmoBy?
OObsicHSIL CBSI3b MEXIY (QUIbMaMU pexUccepa, OH, KOHEYHO, He
OTpaHUYMBAETCS TEM, YTO H3BECTHO JIIOOOMYy (aHaTy WM TPOCTO
BHUMATEJIbHOMY 3pUTEII0, HAIPUMEP, TEM, YTO BCEJIECHHYIO CBS3BIBAIOT
yIOMUHaHMS TabauyHOW MPOAYKIMHM HecyllecTByromiero Openaa «Red
Apple», mepconax Opn Makrpo u Apyrve repod, UMEeHa U (paMuIuU
KOTOPBIX MOBTOPSIFOTCS, YTO MHOTZA BO3MOXKHO, KaKk B ciydyae ¢ JlOHHH
JlonoBuniem wu3 «beccnaBubix yOmogkoB» u  Jlu  JloHoBuieMm w3
«Hacrosimielt n1100BW», a MHOTJA COBEPIIEHHO TOYHO, KaKk B Cilydae C
Buncenrom Beron n3 «KpumumuanpHOro urusa» u Buxom Beron wus
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«bemeHbIX TCOB», YKa3blBAET HA POJCTBEHHYIO CBSI3b MEXKIY HUMHU.
Bwmecte ¢ Tem IlaBnoB He mbITaeTcsl Moka3aTh OOIIHOCTh PEKHCCEPCKOM
BCEJICHHOU uepe3 (haHAaTCKUE TEOpUH, HAMpPUMEp, O TOM, YTO JIEWCTBHE
BCEX «COBPEMEHHBIX» (QuibMOB TapaHTHHO TPOUCXOAUT B MHpE, T
«OeccnaBHble yomoakmy yownu Agonsda ['ntiepa. Takue untepnperanuu
He uHTepecytoT [laBioBa, MOCKOJIBKY TOJ HUX HEBO3MOXKHO cOOpaTh
JOKa3zaTtelnbHylo 0a3y. HeompoBepKUMBIM JOKA3aTeILCTBOM CBSI3HM  BO
BCEJICHHOM, MO €ro MHEHUIO, SIBJISIETCSl JIUIIb TO, YTO MCTOYHUKOM BCEX
bunpMoB  TapaHTHHO SABISETCS €ro  BOOOpakeHHME, B KOTOPOM OH
M300pa)xkaeT peaIbHOCTh TAaKOM, KaK BUIAUT U MOMHHUT caM, a HE TaKoW,
KaKoM oHa siBisieTcs Ha camoM aene (I1aBnos, 2018, c. 50).

Ha Bcenennyro Tapantuno I1aBnoB npemyiaraer CMOTPETh TaK Ke, KaK
MBI CMOTpUM Ha BceneHHble J[PBuna Jlunua wim J[oBuna Kponenbepra —
Mbl TOHHMAae€M, 4YTO BC€ HX (UIBMBI CBS3aHbl CTUJIUCTUYECKHU,
AMOIMOHAJIBHO U UAEHHO, HO HE MBITAETCS HA MOJIHOM CEPhE3E HANTH BCE
napajien ¥ oOlue 3JIeMEHThl B HUX, Kak JellaeM 3TO, Hampumep, B
cllydae €O BCEJICHHOM «3Be3HbIX BOWH». Takum 00pa3oMm, BCEJICHHAs
TapanTHO — 3TO BCeseHHasi aBTopckoro Buaenus Bemieit (Ilasnos, 2018,
c. 51), u To, 4TO HA camMoOM Jejie OObEAUHSET BCE €ro (PUIbMBI, YacTh U3
KOTOPBIX SIBJISIETCS YCJIOBHO «PEATTUCTUYHOM» (Hanpumep,
«KpumunaipHoe uTuBO», bemensie mnce» u «Hacrtosimas r000BbY»), a
YacTh — YCJIIOBHO «KHHemaTorpaduyHoi» (Hampumep, «YOutbp buinay,
«beccnaBHbie yOmoaKn», «J>KaHro OCBOOOXIEHHBIN), YTO JEJIaeT CBS3b
yepes curapetsl Red Apple mano 4to oObsICHsOIIEH, Tak 3TO (UPMEHHbIC
JIMAJIOTU W MOHOJIOTH; HEJIMHEHHOE W aTeMIIOpajbHOE MOBECTBOBAHUE;
HACHUJIME; IOMOp; OTPEEICHHBIA THIT MOPAJIM NIEPCOHAKEN; MH(DAHTUIINU3M;
MOCTOSIHHBIE 3aMMCTBOBAaHMS W3 MPOCMOTPEHHBIX CaMUM TapaHTHHO
(GbUIBEMOB, 32 KOTOPbIE MHOTHE YIIOPHO MPOJOJIKAIOT OOBUHSTH PEXKHUCCEPA
B IUIATHATe; HaKOHEN, OTCYTCTBUE cekca. C MOoCieIHNM, KCTaTH, CBSI3aHbI
JTHO0OTIBITHEHIITNE HAOIOICHHS aBTOPa O TOM, YTO CIICHBI ceKca B (hUIIbMax
TapaHTHHO TPUCYTCTBYET, HO UTPAIOT YUCTO TEXHUYECKYIO POJIb U BCEra
OCTaIOTCS 3a KaJpOM, HO TIPU ATOM clieHy U3 « KpuMUHAIBHOTO 4THBa», B
KoTopor 3en HacuiyeT Mapcenaca Yosieca, TapaHTHHO CMakyeT C
OOJIBILIMM YJOBOJIbCTBHEM, BEllb B HEW KPOETCS OTBET Ha JIETE€HIAPHYIO
myTky-3aragky Jbxynza: «lloxoxx mm Mapcenac Yomrec Ha Cyky?»
(ITaBmoB, 2018, c. 61). Jt0oOOMBITHO, YTO B BOMPOCE 3aMMCTBOBaHUM
[TaBiiOB Bcerga BBICTYNMAeT Ha CTOpoHE TapaHTHMHO, AaXke TaM, TIe
OmMpaBAaHUs €7Ba JU yMecTHbl. Hampumep, cUTyalnuio ¢ TpPaKTHUYECKU
MOJHBIM KONMUPOBAHUEM ClOKeTa «beleHbIX TMCOB» € TOHKOHTCKOIO
ooeBuka «l'opoxg B orne» IlaBinoB kommeHTHpyeT nuTatod n3 Yopaha:
«Kuth — yxe mnaruar». Koneuno, 31o (panatckoe BhICKa3bIBaHKE, HO BENIb
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TOJIBKO (DaHAT U MOT HAIMCaTh O PEXKUCCEPE KHUTY CTOJIb BIEYATIIAIONIETO
Maciiraoa.

O603HauMB KOOpAWHATHI KWHOBceneHHOW Tapantuno, IlaBios
NepexXoauT K JIETaJbHOMY aHaIM3y KaXJOro U3 CHSTBIX CaMHUM
pexuccepoM guibMoB. Ero moaxon K aHaiuszy BCerjia MocieI0BaTelIeH:
CHaJaJia OH KOPOTKO MEePECKa3bIBAET CIOKET (DHIIbMA; MPUBOIUT BHIICPIKKH
U3 MPECcChl BpeMeH BbIXoJa (uibMa B MPOKAT, YTOOBI TMOKAa3aTh, KaK OH
OB IPUHAT ayAUTOPUEH; TPUBOAUT (PaKThI U3 UCTOPUU CO3MAaHUS (PrTbMa,
HO TOJIBKO B TOM CITy4ae, €CJIM OHU HECYT KaKyl-TO pEajbHYIO IMOJIb3Y B
€ro MOHMMAHWH; 3aT€M MPUBOJUT HauOOJee 3HAUYKMMbIC BBICKA3bIBAaHUS
JIpyrux wuccieaoBaTeneil o (uibMe, aprymMeHTUPOBAHO KPUTUKYET
HECOCTOSITeNIbHBIE TE3UCHhI (0TMEuy, uyTO KpuTuka [laBmoBa Bcerma octpa,
MpPOHMYHA WM HE NPU3HACT HUKAKUX aBTOpUTETOB: ecnu [3Bua Poctep
Yomnec numer npo «bemieHbIX MCOB» OTKPOBEHHYIO €pYHIY, HEKCTATH
cpaBHuBasi TapantuHo ¢ JIuHuewm, IlaBIOB yBEpEHHO TOBOPHUT, UTO 3TO
epynna (ITaBmom, 2018, c¢. 78-79)), [omoJHSET CYIIECTBEHHBIC
BBICKA3bIBAHUS;, U TOJIBKO IOCJE 3TOTO Pa3BOPAUYMBAET CBOK ABTOPCKYIO
UHTEPIPETALUI0, MPU HEOOXOJMMOCTH OIUPASCh HA YINOMSHYThIE WM
paHee TE3UChl JPYTrUX AaBTOPOB WM TOCJIEAOBATEIBHO OCIapuBas UX.
['1aBpl B TakoM CTaHIApTU3UPOBAaHHOM ¢dopmaTe JErkKo YUTAroTCs, a
KOPOTKHUM TIepecKa3 Co)KeTa B Hauajie MOMOTraeT COKOHOMHUThL BpeMsi — HE
HY>)KHO MJITH MepecMaTpuBaTh (PuiibM, 4TOObI BCIIOMHUTH, KaK 3Bajd €ro
IJIABHBIX MEPCOHAXXEW U KOTrjJa B HEM MPOU3OILIN T€ WM UHBIE COOBITHUS.

Kaxmas r1/maBa — 3aKOHYEHHOE Acce, B  KOTOPOM  MOJpPOOHO
paccMaTpuUBaeTCsd KOHKpPETHas OoJiblllas TeMa, HampuMmep, B TIJaBe O
«KpuMuHaIBbHOM 4YTHBE» — O3TO TeMa CBA3UW (uUIbMa C KyJIbTYpOu

nocTMoziepHa, B TnaBe o «Jlxeku BbpayH» — 0O0bscCHeHuHe, Mo4eMy 3TO
camblii KJIeBbIH ¢GuiabM TapaHTHHO, HECMOTpPS HA TO, YTO MHOTUM OH
KOKETCS KakK pa3-TaKu CcaMblM HEKIEBbIM, a B TliaBe 0 «JlkaHro
OCBOOOKJIEHHOMY» — TeMa MOJUTHUKH, & TOYHEE €€ OTCYTCTBUS B aBTOPCKOM
BBICKA3bIBaHUU TapaHTHHO U T.1. TO €cTh Kaxxaas W3 rjaB MOTIJia Obl C
JIETKOCTBIO OBITh OMYOJIMKOBAaHA B BHJI€ OTAEIbHON CTaThbU WJIM BOUTH B
COOpPHUK TEKCTOB, U TAKOE U3BSITHE U3 KOHTEKCTAa KHUTH €l Obl HUCKOJIbKO
HE MMOBPEIUIIO.

Kpome Toro, B kaxpoil rnmaBe I[laBioB paccka3piBaeT O TOM, Kak
TapaHTUHO WMHTEPHPETUPYET KYJIbTOBBIE KAHPOBBIE (DUIBMBI, OOBSICHSET,
noyeMy OH BooOIIe oOpam@aercs K TOMY WM HMHOMY JKaHpy, H
MPENOAHOCUT ero 3purento. Hampumep, B caywae ¢ «/[>kaHro
OCBOOOKAEHHBIMY» TapaHTHHO OJHOBPEMEHHO UET U K CIareTTU-BECTEPHY
u Kk blaxploitation, HO pedb HE NPOCTO O CJIEIOBAHUH HEKOTOPHIM
KOHBEHIMSIM 3THUX JKaHPOB, 4YTO YK€ ObUIO MPOJAEMOHCTPHUPOBAHO
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pexuccepoM B «Yourb bumna» u «Jxexku bpayn» (mpu sTOM aBTOp
HACTaumBaeT Ha TOM, uTo «J>keku bpayH» Henb3s 0THO3HAUYHO MPUYUCISTH
K >kaHpy blaxploitation (ITaBmos, 2018, c. 143), a 06 ux B310Me. «Ecinu
KaKOM-TO M3 KAHPOB CTAHOBUTCS MEPBUYHBIM JJIsI KOHKPETHOrO (Puiibma
TapaHTHHO, MOXKHO OBITh YBEPEHHBIM — MMEHHO €T0 KOHBEHIIMH OyIyT
HapYIICHbI U / WU TIEPECTPOCHBI M B KOHEYHOM CUETE M300pETEHBI 3aHOBO
(ITaBmoB, 2018, c. 318). C xaxapiM HOBBIM (uibMoM TapaHTHHO
IPOEINBIBAET BCe 00Jiee CEPhEe3HYIO «IIOAPBIBHYIO», €CIIH JKelaeTe, paboTy
C KMHOKaHpaMH, U MHUKOM, Kak cuutaer [laBnoB, crana «OMep3uTeNbHAs
BOCBMEpKa», B KOTOpoil TapaHTHMHO (paKTHUUECKH CKPEUIMBAET CIIAre€TTH-
BECTEPH c PEBU3NOHUCTCKAM BECTEPHOM, blaxploitation,
TPUILIEPOM/IETEKTUBOM/y>KacaMH, MOdy4yass Ha BBIXOJE IO-HACTOSIIEMY
YHUKAJIBHBIN (QUIBM.

OtnenpHas TeMa, KOTOpas Tak WJIM MHaye YIMOMHUHAETCS B KaXJOM
4acTH KHUTM, — Hacwine. He yauBUTENBHO, BEIb 3TO OJUH U3 KIIIOYEH K
NOHUMaHUI TapaHTMHO, OJAHO W3 CBA3YIOIIMX €r0 BCEJICHHYK 3BEHUM,
no3ToMy I1aBoBY Ba)KHO IPOCIENNTH, KAK MEHAETCS MOAX0J PEKHUCCEpPa K
BU3yalIM3allMl Hacuiaus oT (uiabMa K (QuiIbMy, U TO, Kakoe BOOOIle
BIUSIHAE HACHUJIME OKa3blBAET HA COJEPIKATEIbHOE BBICKA3bIBAHHE
pexuccepa. KitoueBble 1 Hanbosiee HHTEPECHBIE PACCYKICHUS aBTOpa IO
ATOM TeME€ MPEJCTaBIEHbl B TJIaBe, MOCBSALIEHHOW aHanmu3y «bemensix
ncoB». @UIbM A0 CHX MOP BOCIPUHUMAETCS MHOTUMU KaK OJMH U3 CaMbIX
XKeCcTOKUX B ¢unbMorpadguu TapaHTHMHO, HO MpaBaa B TOM, YTO CLEH
HacwiIus B (uibMe He OONbIlIe€ JEeCATH U BCE OHU OYEHb KOPOTKHE.
«boJpIIyI0 Y4acTh SKPAHHOI'O BPEMEHH 3aHMMAIOT AUAIOTHM U CMELIHBIE
uctopun» (ITaBrmos, 2018, c. 88). ['oBoputs 0 TOM, uT0 y TapanTuHO
HAaCWJIME paJM HACWIMs, IO MHEHHUIO MCCIIENOBATENsl, HEYMECTHO, H
HEeNpuUsATHE ero KoObl 00sbIIOro KonuyecTBa B «beleHbix ncax» (Ha Mo
B3[JIs1/1, IPUMEHUMO K KaXKIOMY (HIIBMY peKUCcCcepa) TOBOPUT JIUIIb O TOM,
YTO «OH yMEET 3aCTaBUTh HacWiIMe paboTaTh Ha (PUIIbM, a HE JIelaeT Tak,
yT0OBI (UIBM paboTand HCKIIOYUTEILHO H3-3a ciieH Hacuius (IlaBnos,
2018, c. 88). Uto IlaBnoB umeer B Buay? [leno B TOM, 4TO Hacuiue y
TapaHTHHO AEUCTBUTENBHO ObIBAET HEKOM(OPTHBIM Il BOCHPUSATHSI, HO
CBSI3aHO 3TO HE C T€M, HACKOJBKO PEAJTUCTUYHO OHO MOKAa3aHO (croiiep:
HE HACTOJBKO PEATMCTHUYHO, KAK MHOTHE MPUBBIKIM CUUTATh), a C TEM,
KaKoBa IMOBEJEHYECKass YCTaHOBKAa MPUMEHSIOIIET0 HAaCUJIME MEPCOHAXka,
KAKOBBI ero MOTHBBI. Ecnu MOTHUB MepPCOHAXKa —
HEO0OXOMMOCTB/CITy4allHOCTh WJIM HEHABUCTh K Bpary (00 3TOM MOTHBE
[TaBnoB moapoOHee paccka3bplBae€T B IJIaBaX, MOCBALIECHHBIX JIBYM TOMaM
«Yo6uts bunnay), To coBepuiaeMble UM aKThl HACHJIHMS OOOCHOBAHBI, T.€.
3T0 He Hacwine paau Hacwmsa. Ho y TapantuHO ecTth mnepcoHaxwu,
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KOTOPBIE PYKOBOJCTBYIOTCS TPETBUM MOTHBOM, — UM MPOCTO «HPABUTCA
youBaTh smofeil [Kypcus aBTopa. — E.JI.], u naxe yOuBaTh HEONpaBIaHHO
)kectokumu criocobamm» (IlaBmos, 2018, ¢. 89). K takum nepconaxxam
OTHOCHUTCS, Hampumep, Muctep bIoHIMH, KOTOpbIH 0€3 Kako-Inbo
HEOOXOJMMOCTH M3OIIPEHHO PEXKET MNOJUIEHCKOro OpUTBOM, a IMOTOM
oTpe3aer eMy yxo. HaOmomath 3a JOEHWCTBHSIMH TaKWUX IEPCOHAXKEH
JEHCTBUTEITLHO HEKOM(OPTHO, U 3pUTEIIO KAKETCS, YTO M caM TapaHTHHO,
KaK U €ro «rpebaHble MCUXW», HEOMPABIAHHO KECTOK, HO Ha CaMOM JIeJie
HEOOOCHOBAHHOTO HACWJUs B e€ro (uibMax ToOpa3l0 MEHbIE, YeM
000CHOBAHHOTO, YTO TOBOPUT O TOM, HACKOJIBKO TOHKO PEXKHUCCEP yMEET
paboTaTh ¢ ATOU CIOKHON TEMOU U YIPABIATH SMOLUUAMHU 3PUTEIISIMH.
3aBepmas npouteHue «becciaaBHbIX YOMIOAKOB, OCIHIEHBIX TICOB»
UCIIBITHIBACIIIb COXKAJIICHHUE JIUIIL 00 OJHOM — BpsJl U TapaHTHHO ycCHeeT
CHSITh JIOCTATOYHOE KOJIMYECTBO (UIBMOB, YTOOBI MX aHAJIM3y MOYKHO
OBLJIO MOCBSITUTH BTOPOM TOM TaKOTO HccleAoBaHus. B3rissHyTh Ha TO, Kak
[TaBnoB Briucasn Obl B cBO€ BUjeHUE BCeieHHON «OmHax bl B ["ommuByie»
u Oynymuii ¢uibm TapantuHo B KaHpe Hay4YHOW-(PAHTACTHKH, Ha
TEPPUTOPHUIO KOTOPOTO PEKUCCEP €IlI€ HU pa3y HE 3aXOAWI M KOTOPBIi,
€clIu BepuUTh camMoMy TapaHTHMHO, CTaHET TMOCIECIHUM B  €ro
¢unbMmorpaduu, ObUIO Obl KaKk MHUHUMYM JIIOOONBITHO. JInuHO 51 Oyndy
HAJIeAThCSI, YTO OTa KHUTA BBINOJHUT CBOK TIJIaBHYIO, HO HeE
apTUKYJIUPOBAHHYIO AaBTOPOM II€/1b — BIOXHOBUT MOJIOJIBIX YUEHBIX, CTAHET
JUISL HUX OTIPAaBHOM TOYKON B MCCIIEIOBATENIbCKON padOoTe WU B KOHEUHOM
cYeTe NPUYMHOM HamucaTh CBOI KJIEBYIO KHUTY O Tapantuno (uiau
70000 APYroro aBTOpa) C OPUTHMHAIBHBIM aHAJM30M BCEX BBIMICAIIUX U
Oynymux (GUIBMOB peXHccepa, KOTopas Tak ke Kak W KHuru IlaBmoBa,
MOKAJIYW, CaMbI€ KJIEBBIE M3 TE€X, YTO CErOJHS MOMXHO HAWTH, 3aUMET
JIOCTOMHOE MECTO B OMOIMOTEKE KaXA0T0 HACTOSIIETO TOKJIOHHUKA KUHO.
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«KynbroBbIll  KMHemaTorpadg» — enBa JM Hainercs Oolee
pacruibiBUaToe, TYMaHHOE M BBI3BIBAIOLIEE BOMPOCHI MOHSATHE, KOTOPHIM
4acTO TMOJB3YIOTCS B TMOBCEIHEBHOW >KM3HU. CIIOBO «KYJIBTOBBIH» IIO
OTHOIIEHUIO K (uiIbMaM HCHOJB3YIOT MO JelNy M He mo jeny (vaiie,
KOHEYHO, HET), TO €CTh OYE€Hb YaCTO HEMPaBUJILHO, YTO JHIIb Pa3MbIBAET
CMBICII CIIOBOCOYETaHUA, MYTAaeT 3PUTENICH, YWTATEICd W HABOJMT EIIe
OonplIe TyMaHa, oOeclieHuBas U caM (EHOMEH, U ero mnouatrue. CambiM
SAPKUM MPUMEPOM TAKOTO HEMPABUIBLHOTO YHOTPEOJICHUS] MOHSATHUS MOKHO
cuuTaTh KHUTH AJiekca Jkciepa «50 KyJabTOBBIX (PUIBMOB, KOTOpPBIE BbI
IOKHBI yBUNETh» M EBrenus Hosunkoro «50 KyJBTOBBIX COBETCKHX
¢unemoB. OtT "Anekcangpa Hesckoro" mo "Uydena'y, a TakkKe KHHUTY
kputuka Maxauna TpodumenkoBa «KynbroBoe kuHO» (Dkciep, 2006;
Hosunkuii, 2016; Tpodbumenkos, 2019). Jleno He B TOM, UYTO KapTHHBI,
pazOupaeMble HAa3BaHHBIMH ABTOPAMH, HE SIBIISIIOTCA KYJIHTOBBIMU WJIM HE
MOTYT OBITh ONMHCAHBI KaK TaKOBbIC (XOTS B OOJBIIMHCTBE CIIy4aeB HeE
SBJIAIOTCS. M1 HE MOTYT), HO B TOM, YTO KPUTHUKU BOJIOHTAPUCTCKU OEpyT
(GuIbMBI, KOTOPbIE UM XOUYETCSl pACCMOTPETh, U MUUIYT PO HUX, HE 0CO00
BJIaBasiCh B JETAlM, YTO TAKOE «KYJIbT» HAa caMOM Jene. B nemom, ctout
OTMETHUTb, 4YTO CHUCOK TpopuMEeHKOBa XOTh KaK-TO COOTHOCUTCS C
SBJICHMEM, HO B HEro MONaJM TIJIaBHbIM OOpa3oM JIEHTbl, HUKOTJA HE
OBIBIIMMHU  MPEIMETOM KyJbTa. bojblliell YacThl0 peub B KHUIE
«KynbToBOe KMHO» BCE K€ UJET O KMHOKIAccuke. M1 moToMy HazbIBaThCs
KHUTa JoJbkHa ckopee «Kiaccuka kuHo». Ho peub, pazymeercs, He 00
ATUX aBTOpax.

YToOBl ONpeNeauTh CMBICIOBbIE KOOPAMHATHI M 3aBECTU PA3rOBOP O
npobiieme, 1aauM padodee ornpeseiacHue noHaTuo. KyabToBbie GUIbMBI —
3TO Takue (UIBMBI, KOTOPBIC BBI3BIBAIOT OCOOBIM HMHTEPEC pPa3HbIX
KaTerOpui 3pUTENIe M KOTOpbIE 4Yalle BCEro OMNUCHIBAIOTCA Kak
«KYJIbTOBBIE», TO €CTh IOCTOSIHHO MEJIbKAlOT B CHHUCKax (haHATOB Ha
pa3HbIX CIEHUAIN3UPOBAHHBIX pecypcax. MHBIMH ClOBaMH, KYyJIbTOBOE
KUHO — 3TO MPO ayAWTOpHI0, a He Tpo GuibMbl. Bmecte ¢ TeM — u 3TO
3aJI0)KEHO B Hamle pabouee ompejesnieHHe — KyJIbTOBOE KHHO, MPEke
BCETO, «JIMCKypcuBHas kareropus» (Hunter, 2013; ITaBnos, 2017). To ectb,
€cii KMHO OOOCHOBAHHO OIMCHIBAETCS KAK KYJIbTOBOE M BO3HHUKAET B
KOHTEKCTE pa3roBopa O APYTHX KYyJIbTOBBIX (PUIbMax, TO OHO MOXKET
MPETeHI0BATh HA TO, YTOOBI YCIOBHO CUMTAThCSA TakoBbIM. [losroe Bpems
VUCTUHHBIE PEBHUTENM KYyJIbTOBOIO KHHO OOEperajiud IMOHSATHE U He
NO3BOJISUIM  (DUJIbMaM, HE TMOMAaBIIMM B KaHOH «KYJIbTa», Ha3bIBATHCS
«kynbTomM». Ckaxem, «llloy yxacoB Pokxku Xoppop» (1978) wmm
«Po3oBerit  guramuHTO» (1972) Bcerma Obu BHE TOMO3PCHUN. OTH
KapTHHBI, K CJIOBY, OOBEAUHSIO TO, YTO 00€ MMEIOT «TPAHCTPECCHUBHBIIN

163


http://code-industry.net/
http://code-industry.net/

lNamaxtuka meana: xxypHan Meaua uccienoBanuid. 2019. No 1
' Kputnka u peniensun

XapakTep, TO €CTh PENpPEe3eHTUPYIOT TO, YTO HE OTHOCHUTCA (MU He
OTHOCWJIOCh JO0 HEKOTOPhIX MOp) K MEWHCTpUMY — aJbTE€pHAaTHUBHAs
CEKCYaJIbHOCTb, II0JIOBBIE U3BPALICHUS U T.JI.

[Toka k neny ocmbIcieHMsT (PEHOMEHA HE MOJKIIOUMINCH YYEHBIE,
KyJIbTOBOE KHHO OBUIO OTPaHMYEHO MMEHHO 3THUM CMBICIOBBIM IOJEM,
COOCTBEHHO, OAWH W3 TEOpPETUKOB B Hayane 1990-x Tak m ompenenun
«HJICOJIOTHIO» KYJIHTOBOTO KMHO Kak «TpaHcrpeccuro» (Grant, 1991; Grant,
2000). Opnako c¢ HadamoMm 1990-X MMEHHO y4Y€HbIE CTAM PACIIUPATH
(MMEHHO paclupsTh, a HE Pa3MbIBaTh) MOHITHE, BKIIOYas B HErO BCE
HOBBIE UM HOBbIE (PWIBMBI. DTO OBLJIO ONPABJAHHO MOTOMY, YTO MHOTHE
KApTUHBI, KOTOPHIE COBEPUIEHHO TOYHO OBUIM KYJIBTOBBIMU (CTPACTHOE
MOYUTAHUE KOHKPETHOU 3PUTENIbCKON ayJMTOPUH) HE BCETIa ONMUCHIBAIKNCH
Kak TakoBble. Hampumep, crnoxuBmmiica k Hayany 1990-x kaHOH
KYJIBTOBBIX (MJIBMOB CTaJl JIONOJHATHCS, a, PACHIMPAACh, U HEKOTOPBIM
00pa3oM pa3MbIBaThCs, HOTOMY YTO B HETO IOMAJald BCE HOBBIE U HOBBIE
THUIIBI/KaHPBI (@ HE OTJCNIbHBIC JICHTHI) KuHemarorpada (Harper, Mendik,
2000; Jancovich, Reboll, Stringer, 2003).

B wurore Bo3HUKIA OCTpas MOTPEOHOCTh B 3aKPEIJICHUM KaHOHA
KyJIbTOBBIX (pUIBMOB. MOXKHO CKa3aTh, UTO HE y4€HbIN, HO KpUTUK CopeH
MakkapTu caenan 31o, onyosukoBaB B 2003 roay kHury «60 KyJIbTOBBIX
¢buneMoB MupoBoro kumHemarorpada» (Makkaptu, 2007). B HexoTopoii
CTENEHU €ro CIHCOK — 00pas3el] KaHOHA KYJbTOBBIX (DUIBMOB: B KHUTY
MakkapTy BOLIJIM NPAKTUYECKA BCE Ccamble BaKHbIE€ KapTHHBI,
NOJIyYMBIIME penyTanuio KyiabTa. Camblii HOBBIA (HIBM, KOTOpPBIM
NPUCYTCTBYET B ornaBieHuu, 310 «Jlonnu Hapko» (2001). Cerogusi Mbl
3HaeM, YTO 3TO OJIMH W3 CaMblX BaXXHBIX KYJIbTOBBIX (M IOCIEIHEE MO-
HacrosimeMy noiHoyHoe kuHO) (Mathijs, Mendik, 2011, p. 67-69)
¢uIbMOB, M TEPBOE €ro YINOMUHAHME B KayeCTBE TAaKOW KapTHHbI
oOHapy>kuBaeTcsi y MakkapTH.

Tem caMblM MBI MOXEM CJelaTb IEPBOE U CaMOE€ BaXKHOE
HAOJIIOJICHUE OTHOCHUTEJIBLHO SBJICHUS: KYJIbTOBblE (MIBMBI HHUKYyJa HE
Ipomnany, HO TMOSBIAIOTCS C KaXKIbIM ToAOM (IOJIyH4arOT pPEemyTaluio
KyJbTa), @ 3TO O3HAYAET, YTO HaM MOCTOSTHHO TPEOYIOTCSI TaKUE CIHCKH, B
KOTOPBbIX OBl OTCIIEKUBAJIUCh CAMbI€ HOBBIE JICHTHI, MPETEHIYIOIIHE Ha
ATOT BaXXHbIM CTaTyc. 3aMeuy, YTO MOCje KHUTM MakkapTh CBET YBHJIEIO
ellle JIBe BaKHEMIIME padOThl, B KOTOPBIX OBLIM JAaHbI criucku «Cult filmsy.
Peub uger o paborax «101 KynbTOBBII (GUIBM, KOTOPBIA BBl JTOJKHBI
yBHIIETh Tiepe cMepThio» U «100 kyneToBbIX QribMoBy (Schneider, 2010;
Mathijs, 2011), u3maHHBIX B pamMKax CEpUH BPHUTaHCKOTO HWHCTUTYTA
kunemarorpada (BFI). I B ToM, 1 B ApyroMm HCTOYHHUKE, HECMOTPS HA TO,
YTO B HUX MHOTO COBMNAJCHHWH, cBOW Habop ¢umibmoB. U ecnm B mepBom
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Ha3bIBalOTCS HeCKOIbKO KapTuH 2000-x tuma «Ilomumy» (2000), «Xeasur u
101 mrotim» (2001) um «Kupnuu» (2005), To BO BTOpOM camas HOBas
KyJbTOBas JIeHTa — 3TO «3aneuyb Ha AHO B bpirorre» (2007). Yem HOBee
KyJbTOBBIA (PriibM, TeM OoJiee HEONpEeIEJICHHBIM SBJISETCS €ro CTaTyc:
HUKOI/Ia HE SICHO, 3aKPENMUTCS JM 33 HUM CcJlaBa KyJibTa (JOJIrOBEYHas
m000Bb (aHaTOB) WiaM ke HeT. Ho To, 4TO omucaHue KHWHO Kak
KyJIbTOBOTO, TTIOMOTAET JIy4Ille TOHATh TAKOW HECTAOMIBbHBIN (DEHOMEH, 3TO
daxr.

B cBoent kHure «Pacckaxkute BammM JAETAM» S MPEIIOKUI CBOIO
KOHIICTIMIO KYyJIhTOBOI'O KHWHO, 3aMETHB, YTO €r0 MOKHO OIHMCHIBaTH C
MOMOIIIBIO JIBYX XapaKTePUCTHK — TeKyuecTH U umHKiIo3uBHOCTU (I1aBios,
2017, ctp. 24-28). DTO 0O3HAYaeT, UTO JAaXEe MPOBEPECHHBIM BpPEMEHEM
KyJbTOBBI (WJIBM MOXET YTEpSATh CTaTyC KyJbTa, HO JTO TaKXke
MOAPA3yMEBAET U TO, YTO KAK KYJIbTOBBIE MOYKHO OMHUCBHIBATH HE TOJBKO
HOBBIE, HO W CTapble (QUIbMBI, paHEE HE CUWTABIIMECS TAKOBBIMH —
KOHEYHO, €CJIM apryMEHTHUPOBATh CBOIO Mo3uIuio. [IprumepHo 00 3ToM 5 U
Mosi koiuiera Ilonmmna XaHoBa mHMcanu B KOHTEKCTE BOCHPUSITHS
OTEYCCTBCHHON ayauTopHer 3amagnoro kuHo B 1990-x (Pavlov, Khanova,
2017, p. 49-64). HMeHHO TIOPTOMY CIHCKH KYyJIbTOBOTO KHHO,
COCTaBJIeHHbIE MpodeccuoHanamu, Takue pasHbie. Kaxxaplil uccinenoBaresnb
uiu paHaT OYEHb YacTO PYKOBOACTBYETCS COOCTBEHHBIM BKYCOM, YTO IO
BCEM IYHKTaM SIBJISIETCS OMNpPAaBIAHHBIM, €CJIM YYE€CTh, YTO KYJIbTOBBIM
buibM AenaroT 3pUTeNu (B TOM uuciie npodeccuoHanbubie). Bnpodyem, 3tu
CIIMCKH pa3Hble, HO HE HACTOJIBKO, YTOObBI HE UMETh MHOXECTBa
MEpECEUEHN. JTa CUTyalus JIydllle BCErO IMOATBEPKIAET TE3UC O
KyJIbTOBOM KHHEMaTorpade Kak O «IUCKypCHBHOHM kateropum». [{o cux
MOp MEPEYUCIICHHbIE MHOK KHUIHM, HAIMCAaHHbIC 3alaJHbIMU aBTOPAMHU,
OBLTM BaXXHBIM TOJCIIOPHEM [IJII KUHOMAHOB, JKEJAIOMIMX TMOCTHYb
3araJlouHbIil MUpP KyJbToBOro kuHemarorpada. Ho ux siBHO ObL10 Maro,
eciu Mbl OyneM JaepaTh B yMe€ TO, YTO CIHUCKH KyJIbTOBOTO KHHO
NEePUOIMYECKA HYXHO 0O0HOBsITH. M BoT, B 2018 romy, mosBmiIach
ouepenHas KHHUra-cnmucok «CTo BeIMYaMIMX KyJIbTOBBIX (UIBMOBY,
HarmucanHas Kpuctopepom JIxeit OncoHOM, K CYACThIO, HCTUHHBIM
KYJBTOBBIM 3PUTENIEM, TO €CTh TAKUM, KOTOPBIM 3HAET U JIOOUT TO, O YeM
TUIIIET.

[ToueMy oHa Tak BakHa JJi1 HAC, IOMUMO MPUYUH, YKE 03BYUECHHBIX
Bbillie? Bo-mepBbIX, aBTOp BKJIHOYAET B KHUTY HECKOJILKO (PUIBMOB,
BBIIIEJAIIMX B OTOM JICCATHUJIETHH, TO €CTh IIpeasiaraeT CYUTaTh
KyJIbTOBBIMH (DUITbMaMHU T€, YTO BBHIMAJIA W3 BHUMAHUS UHBIX aBTOPOB. Bo-
BTOPBIX, OH YINOMHHAET B CBOEH KHHUI€ KapTUHBI, KOTOpPHIE paHEe He
nonajgaid B JUCKYPCUBHOE TMOJi€ KYJIbTOBOIO KHHO, TEM CaMbIM
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MOJTaYMBasi KAHOH KYJIbTOBBIX (MIBMOB (Ha MOM B3IJISI/I, 3TO MO3UTUBHAS
TeHJeHus1). B-Tpetbux, u 3T0 camoe BaxHoe, OcoH paboTaer ¢
MaTepHaioM dMIUPUYECKH. ITOT MOMEHT TpeOyercs MOsICHUTh. CKaxeM,
Onectsmnas kaura DpHecta Marnca u XaBbe Menauka (Mathijs, Mendik,
2011) HoOcHT cKOpee aKaJeMHYECKUM XapakTep. ABTOpPbI  4YacTo
KOHIIENTYAJIM3UPYIOT TO, O YE€M IMHIIYT, TO €CTh MBITAIOTCS OIMUCHIBATH
KYJbTOBOE KHHO Y€pe3 pazIMuHble KyJIbTYpHbIC U COLIUAIIBHBIC TCOPUU U
MOHATUSI TUIA TPAHCTPECCHUM, KOJIOHHAIM3Ma, KA3MMa U T.J. Y XO0Ts oHU
3asBISIOT, YTO B OTJIMYKME OT JAPYIUX KHUT, B UX pabOTe MpO KaKIbId
(GUIbM TOBOPUTCS OTIEIBHO, ITOYEMY OH SIBJIETCS KYJIbTOBBIM, HA CAMOM
JieJie OHW HE Bcerja BBINOJHSIOT cBoe obOemanue. [lonxon Kpucrodepa
JIxen Oncona nHo. Ero kHura He akajeMuyecKkas B CMbICJIEC, OITMCAHHOM
BBIIIE, HO OHA COOTBETCTBYET BCEM CTaHIApPTaM aKaJIEMUYECKON pabOTHI.
EnuHCcTBEHHOE HAy4YHOE HCCIIEIOBAHME, HA KOTOPOE OH CCBUIAETCS, 3TO
TekcT DpHecta Martuca u Jxerimu CekctoHa «KyapToBbIN KuHeMaTorpad:
BBezicHue» (Mathijs, Sexton, 2011), HO 3To0 He O3HAYaeT, YTO B KHUIE HET
ccpuloK. HampoTuB, ux oudeHb MHOro. OJCOH CCBUIAETCSI HAa CETEBbIC
CTaThH, KypHaJbHbIC MyONUKAIIMK, JOMOTHUTEIbHbBIE MaTEPUAIIbI, ayIUO0-
kommenTapun Ha DVD wm Blu-Ray, mannbie Gokc-opucoB, a Takxke Ha
BCEBO3MOKHBIE PECYPChI, KaXK/bIH pa3 MOKa3bIBas, ¢ UMEHHO OH B3I
uHpopmanuio. EMy He HY)XHO NpuBIeKaTh Teopun OMuia Jlopkreiima,
[Ibepa bypabe unu Xanuel ApeHar. Bee, ¢ uem oH paboTaeTt, 3T0 oOuue
MOYTH YTO BCEra AOCTYNMHON HaMm uHpopManuu. Kpome Toro, oH, B caMoM
Jesne, KaxIplil pa3 X0Tb OJHOM CTPOYKOM, HO YIIOMHUHAET, IOYEMY UMEHHO
JTAHHOE KUHO — KYJIBT.

NubiMu cioBamu, kHUTra OJICOHA — TO, YETO BCE MBI TaK JOJTO JKIAJIH.
DTO HE MPOCTO CIHCOK, 32 KOTOPbIM HE CTOMT HUYEr0, KPOME KEIaHUs
aBTOpa paccka3aTh O Kakux-TO (uiIbMax, HO HACTOSIIEE, OYECHb
TIIATEIbHOE MCCIEAOBAaHUE KYJIbTOBOIO KHHO, MPEJICTABICHHOE B CTa
HauMeHOBaHUsIX. M TeM BaxxHee i1 HAaC HAWUTH B KHUTE COBEPILICHHO
HEOXKHJIaHHbIE (PUIIBMBI JJI1 JUCKypca KyJIbTOBOTO KuHO. Ho mpexae, yem
CKa3aTh O KOHKPETHBIX KapTUHAX, Ha3BaHHBIX OJICOHOM «BETMYANIIIMMUIY) B
CMBICJIE KYyJIbTa, OTMETUM, KaK OH MOHMMAaeT (peHOMEH. ABTOpP OTMEYaeT,
4TO JaTh ompejaesicHHe (HEHOMEHY KpalHE CJIOKHO, MOTOMY YTO MO
KaTerOpUI0 KyJIbTa MOMaJaeT CIAUIIKOM MHOTO pPa3HbIX TUIOB (UIBMOB,
umeronux penyramuio kyiabra (Olson, 2018, p. Xxiii). To ects pa3sHbie
3pUTENId CTPACTHO JIIOOST pa3HOe KUHO, OyAb TO (UIBMBI CMEIIAHHBIX
xaHpoB Ttuna «C HactymiaeHueM TbMbD»  (1986), KapTHHBI C
MIOKUPYIOIUMHU CIIEHAMU U 3a0aBHBIMU auanioramu tuna « MoaTu [1siiTon
U cBsnleHHbIN ['paanb» (1975) v upoHUYECKH BOCIIPUHUMAEMBIE JICHTBI
tuna «llonuneickoro-camypas» (1991) B cOoTBETCTBUM CO CBOUM BKYCOM.
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OJICOH OTMEYAaEeT, UTO B COOTBETCTBUU C €T0 MPEJICTABICHUSMHU O KYJIbTE, B
CIUCOK BOIILJIM JICHTHI, MOAXOMASAIINE XOTs Obl MOJ OJUH M3 Ha3BAHHBIX
KPUTEPUEB:

1) aT0 ¢uabM, KOTOpPHIA JIOOMM 3pHUTEIISIMH, CUHUTAIOIIUMU CeOs
ayTcaiiJiepaMu WIH OTBEPTratlOIIMMU CIOXKUBIIUECS KYIbTYpPHbIE HOPMBI;

2) KyJIbTOBOE€ KHHO OpocaeT BhI30B MEWHCTPUMHOIN YyBCTBEHHOCTH H
IIPEOI0JIEBAET CIOKHUBIIUECS MPEICTABIECHUS O XOPOILIEM U TUIOXOM BKYCE;

3) KyJbTOBbIE KAapTUHBI WTHOPUPYIOT KOHBEHIMH B OTHOILIECHHH
CTOPHUTEIUIMHTA, repoeB, auajoros u T.1. (Olson, 2018, p. Xiv).

Cnucok OsicoHa NOTYEPKHYTO CyOBEKTHBHBIN, HO OH, Iepedpaszupys
Jlxedpdpun «HyBaka» JIeOOBCKM OTMEUAET, YTO «3TO THUIA TOJBKO MOE
MHeHue, Mmyxuk» (Olson, 2018, p. xiv). I BoT xak OJICOH OrpaHHYUI CBOU
JUCT. B HEro BOIUIM NPEUMYIIECTBEHHO aMEPUKAHCKHUE JICHTBI, B HETO HE
NONaJIM KOPOTKOMETPAXKHbIE KyJIbTOBBIC BEIIW, A, IJIABHOE, aBTOpP HE
BKJIIOYMJI B CTO BEJIMYAWIIUX KYJIBTOBBIX (PUIBMOB KapTHUHBI THIA
«HeBecra  ®pankeHmrTeiiHa», «OTa 3aMmeuarenbHas  KU3Hb» U
«Kacabnanka». I[lo wmHenuto OiicoHa, OHM YK€ JaBHO CTalld
BOCIIPUHUMATBHCS KAK KaHOHW3MPOBAaHHAs KJIACCHKA: BMECTO 3TOrO aBTOP
IpEAnoyYeNn CAENaTh aKIEHT HAa MEHEE M3BECTHBIX KYJIbTOBBIX (DHIIbMAX,
HajesICh MpuBJIeYb K HUM BHHMaHue (anaroB (Olson, 2018, p. Xxv).
Kaxyto cTaTeio mpo KOHKpeTHbIA (pusibM OJICOH pa3lensiT Ha HECKOJIBbKO
MYHKTOB: OY€Hb KOPOTKOE OMHCaHUE (4acTo OyKBaJIbHO JBE CTPOKH), YTO
MOXHO OTHECTH K OJHO3HAUHBIM IUIIOCaM, 3aTeM CIIEAyeT HUCTOpUs
CO3JaHUsl KMHO M €ro CTAaHOBJIEHHE B KauyeCTBE KyJbTa, a 3aT€M JAeTcCs
aBTOPCKMM KOMMEHTapuil keiicy. Kpome TOro, B KHUIe €CTb KpaTKue
IKCKYPCBl O pEeXHUCCcepax, akTepax WIM KOMIaHUSAX (MPOM3BOAMUTENSX U
JTUCTPUOBIOTOPAX), BO3HUKAIOIIME B KOHTEKCTE KOHKPETHBIX OIMCAHUIL.
Tak, OJICOH OTMEYaeT, 4TO KyJIbT TaKOM KapTHHbI, Kak «CBs3b yepe3
MaiissMu» crokuics Onaromapst ee penusy kommanuer Drafthouse —
CETOJIHSI UMEIOIe 0co00e 3HaUeHUE NIl KyJbTOBBIX 3puTeNeil. B koHie
kauru OJICOH TpemiaraeT MATh JONOJHUTEIBHBIX CIIMCKOB KYJIbTOBOIO
KHHO:

1) MHOCTpaHHBIE JICHTHI, CTABIINE KYJIbTOBBIMU;

2) BayKHEMIIME IKCILTyaTallMOHHbIE KAPTUHBI,

3) BenuKHe MOJTHOYHBIE (PUIIbMBIL;

4) NMUCT HACTONBKO TUIOXUX, YTO AK€ XOPOIIMX JIEHT, TO €CTb Camp
classics;

5) HacTOJABKO IJIOXHME, YTO BCE PABHO ILJIOXHWE KapTHUHBI, TO €CTh
«XyIIIe KyIbTOBBIC (DHIIBMBDY.

Cpean 3THX JOMOJHUTENBHBIX CIUCKOB MOHO BCTPETUTH OYEHb
mro6omnbiTHBIE Bemn (Olson, 2018, p. 265-274).
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Htak, uro peBosonroHHoro B crnucke Oncona. Hamo 3ameTutsb, 4TO
aBTOp OIMKCHIBAET MHOTO (PMIIBMOB, Y€l CTaTyC HE MOJJIC)KUT COMHEHHUIO —
«Ypoaus» (1932), «berymuii o ne3suto» (1982) u 1. 1. Heoxxuaanuoctu
HAuYMHAIOTCA TlIe-To ¢ KoHIa 1980-X romoB, Korjga y>ke€ M3BECTHBINM KaHOH
HAYMHAETCS PaCHIMPATHCS BaXXHEHITMMU (DUITbMaMK, KOTOPBIE YUEHbIE WU
K€ aBTOPUTETHBIE KPUTUKU PEAKO BKJIIOYadud B cBoM criucku. Hampumep,
3TO «3eMHbIE AEBYWIKH JEerko aocTtynHb (1988), «KioyHbl-yOuiiisl u3
OTKpeITOr0  KocMmoca»  (1988), «Paketunk» (1991), «badpdpu -
uctpeburensuuna BamrmupoB» (1991), «Kabempmmk» (1996), «Pomu wu
Muiiiens Ha BeTpeue BBIMYCKHUKOBY» (1997), «/lxo3u u komeuku» (2001),
«ITorepsuubiii ckener Kagaspe»y (2001), «Ilytu Tanr» (2001). Ouenb
Ba)XHO, 4yTO OJICOH, HAKOHEI], OMUCHIBAET KaK KYJIbTOBBIC JIBA BaKHEUIIIMX
¢unpma. Bo-mepBbix, 310 «Jlom y gmoporu» (1989), sBustommiics
oxHo3HaYHBIM KyibToM (Olson, 2018, p. 192-194). K coxanenuro, 10 CHX
IOp MPO HEro HE TaK 4acTO MHUCAJM B KHUTAX, HO cama JIEHTa, pa3yMeeTcs,
3aHMMAaEeT Ba)KHEMIIIEe MECTO B HCTOPUHU KYJIHTOBOTO KMHO. Hanpumep, oHa
CTaJla 3arjaBHOM B TOJOOpKE MAaTE€PUAIOB, MOCBSIIEHHBIX «XOPOIIUM
wioxuM ¢unpMam» Ha caiite The Ringer (Titus, 2017). Bo-Bropeix, Oscon
ONMHCHIBAET KaK KyJbTOBBIA BakHeWmmi ¢unpM 1980-x — «Kommanmocy
(1985) ¢ Apuoasnom IlIBapuenerrepom (Olson, 2018, pp. 45-47). Dra
JIEHTa SIBJIIETCA OJHO3HAYHBIM KYJIBTOM JUIsl BCEX PYCCKHUX 3pHUTENIEH, Ube
B3pOCJIEHHE NpHUIUIOCh HAa KoHel 1980-x m mepByro mosoBuHy 1990-x.
CeromHsi 5TOT TE3UC HAXOJUT MOJTBEPKICHHE B TOM, 4YTO (PpaHIly3CKUM
pexuccep benmkamun KomMOC CTpoHUT CrOXKET CBOEro (puibMma-mactuiia
«Kommangoc-uun3s» (2018) mmenno Ha «Kommangoc». Hakonen-to,
KTO-TO Ha3BaJl BEIIM CBOMMU MMEHAMU, U TETEPb Mbl MOXKEM 0€3 KaKHX-
au00 OroBOpOK BKIOYaTh «KoMMaHAOC» B CHHCKH BEIMYANIINX
KYJIbTOBBIX (PUITBMOB.

OcoObIii HMHTEpEC TMPEACTaBISAIOT, KOHEYHO, HOBEHIIHNE (UIbMBI,
KOTOPbIE€ KOHCEPBATHUBHBIE PEBHUTENHM KYJIbTOBOTO KMHO M YYEHBIE IOKa
€IIE OCTEPETATCS paCCMATPUBAThH KAK KYJBTOBBIE, HO KOTOPHIE TAKOBBIMU
SBJISIIOTCSL y’K€ B CHJy TOrO, 4TO aBTOp MpO HUX ToBOpUT. Kpome
ynoMuHaeMbIixX KapTuH 3710 «IIcei-commatey (2002), «{psHHbIE TEBYOHKNY
(2004), «Appenanmun» (2006) «Jluxau»y (2007), «Bznerbl u mNajaeHUS:
Uctopus Jlptou Kokca» (2007), «Komenex umu xu3Hb» (2007), «Kak
TpycauBbeiii Pobeptr ®opn youn [xeccu Dxeirimcay (2007), «Crnuau
roHmuk» (2008), «Kaparens: Tepputopus BoitHb (2008). N3 KyIbTOBBIX
(GbuUIbMOB HBIHEIIHETro JecsaTuieTusi OJCOH BBHIOMpAET TOJBKO TpPU. DTO
«Ckortr Ilunurpum npotuB Bcex» (2010), «/[paiB» (2011) wu, uro
0cobeHHO BakHO, «Cynp0oHOCHBIC OTKPBITUS (2013) — camblii moce THMMA
U caMblil HOBBIA (QuiibM B KHUTE. UTOOBI MOJYEPKHYTh 3HAUEHHUE CIIMCKA
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Oncona, ocraHoBuMcs Ha (¢eHomeHe «CyabOOHOCHBIX OTKPBITHII
noApoOHO.

Pexxuccep kaptunel Hun bpun — BaxkHedmas dQurypa s
COBPEMEHHOM KYJbTYpbl BOOOINE M I IUIOXOTO KHHO B YacCTHOCTH.
MoOXXHO cMeNno yTBepXkAaTh, YTO B JUCKYCCHUSX O XYAIIHMX (PUiIbMax
MOCJIEIHETO0 BPEMEHU OH 3aHSJI MECTO, KOTOPOE paHee MNPUHAIIEKAIO
3HameHutoMy Tommu Baiico, a «Cyap00HOCHBIE OTKPBITHSI» IO MpPaBy
MoryT cuutarbes «Komuaron» sroro aecartunerns. Bopouem, Hunm bpun
BAKHEE MHOTUX JPYTUX PEXKUCCEPOB, MPOCIABUBIIMXCS «TaKUMU
IUIOXUMMH, YTO Aaxke XopomnMmn» (uibmamu. Tak, ToT e Tommu Baiico
(«Komuaray» (2003)), IxxeitmC Hryiten («IItuiiekanumncuc: Mok U TpemneT»
(2010)) u Hepex Casemx («Knepwiit Kot cnacaer aereit» (2015) (I1aBnos,
2018)) dakTtuyecku MPOCIABUINCH OJHOW-CUHCTBEHHON paboTol —
ApKOW, HO TeM He MeHee oxHou. [IpaBma, urto Hryiien caenanm BTOpyro
ceputo «IItunexkanmuncucy (2012), CaBemx MpoaoiKaeT 3KCILTyaTUPOBATh
obpa3 KieBoro Korta, HO Bce 3TO 3Kkcmryarauus oJHOW Tembl. B cBOIO
ouepenb Tommu Balico chirpall B HOBOM JBYXTOMHOM IIPOEKTE
«T(o)Bapumu Ha Beka» (2018), HO OH He mnucan CclIeHapuili U He
PEXKHUCCUPOBANl JTUJIOTUIO, @ BCErO JIMIIb BBICTYNHI «IIPUIIANIEHHON
3Be3noi». Hun BpuH co3nan coOCTBEHHYIO BCEJICHHYIO M CTaJl HACTOSIIIUM
«IJIOXUM aBTOPOM». Mpbl 3HaeM HE TaK MHOI0 «IUIOXHX aBTOPOBY,
BOUIE/IINX B UCTOPUIO KMHO: €AUHUYHBIE TpUMEpHl ThMa JaBapaa Byna-
MJaamero U YBe bomna ckopee NOATBEPXKIAIOT NPaBHIIO, YEM €ro
ONPOBEPrarT. Yke B 3ToOM oTHomeHnn Hwin bpun yHukameH. XoTsa Hax
€ro KapTUHAMHM NPOJOJDKAIOT CMESThCA, Yy HEro €cTh YHHUKAaJbHBIN
TBOPYECKUN CTWJIb UM y3HABAaE€MbIE CIOKETHBIE XOJbl, a TaKXKe
HEOTHEMJIIEMBIE ISl €r0 CTUJIS XapaKTEPHbIEC YEPTHI.

Hun bpun He 3akaH4uMBan KMHOIIKOIY, U B CBOOOIHOE OT TBOpYECTBA
BpeMs paboTaeT apXUTEKTOPOM (KpOME TOTO, Y HETO €CTh JINIICH3US areHTa
10 HEABMKMMOCTH, HO OH He 3ausaT B 310 cdepe) (Olson, 2018, p. 76).
bpun d¢unancupyer cBoM (QWIBMBI CaMOCTOATENHHO U (AKTHUECKH
paboTaer Kak »HTY3MacT, TaK 4YTO €ro Kapbepa B KHWHO HAllOMHUHAET
TBOpueckuii myth [ona [onepa, cozmarenss KyJabTOBBIX (DUJIBMOB THIIA
«Hyxepoaubiit haxrop» (1978) (IlaBnos, 2017, ctp. 192-194). Ho ecnu
nocieaqHuid cHuMan ¢QuiIbMbl KaTeropuu «B», KoTopbie Bce K€ MOTYT
cuMTarbes gunvmamu, bpuH co3aaeT HaCTOAIMN «apakuHeMmarorpad» B
ero caMoMm yuctoMm Buje. [axe Oonee Toro, (mapa)kunemarorpad Hwua
bpuna yIpasIHseT TO, 4TO TpPaJAULIMOHHO CUUTAIIOCH
«mapakuHemaTorpadom»: 00BIYHO €r0 CMHOHWMaMHu sBIISIIOTCS «schlock»
(6apaxno) wmm  «trash» (mycop). Tak YTO, BO3MOXHO, TEPMUH
«mapakuHemaTorpad», BBeneHHbId B 1995 romy kuHoBemom J[xxeddpu
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CkoHCcOM, KyJAa Jydllle OJIMLETBOPSIET TO, 4TO JeliaeT bpuH, Hexenu To,
4TO OXapaKTepu30Ball 3TUM MoHsATHeM caM Ckonc (Sconce, 1995).

OdeHb BakHO, 4TO Ha bpuHa oOpaTuiii BHUMaHUE KPUTUKU U CTaJH
nucaTh O HEM KaK O «KYyJIbTOBOM aBTOPE» paHbIlle, YeM 3TOT aBTOP
MPOCIABUJICS U CTaJl OTHOCUTENBHO IMIMPOKO U3BECTHBIM. TaK, pelieH3eHThI
pearupoBaiii Ha ero ¢uiabMbl enie B konme 2013 (Schmader, 2013) u B
Haygaie 2014 (McShane, 2014) ronos. [lepssim hunpmom bpuna, KoTOpBI
OIICHWJIM KPUTHKU MaccoBo, cTan «Cyap00HOCHBIE OTKpBITHS» (2013). Kak
TOJILKO O HEM HaJalld MHUcCaTh B TMPECTHKHBIX MPOQPECCHOHATBHBIX
U3JIaHUAX, Jpyrue aBTOpPbl OpOCWINCH HW3y4yaTh MPEIIIECTBYIOIINE
TBOPUYECKHUE ONBITHl bpuHa, HapUMep 3TO KacaeTcsl pEeLEeH3UU Ha KApTUHY
bpuna «/IBoitHoit mpoBam»  (Bell, 2014). Opgnako HacTosIIAs
HOMYJISIPHOCTh K BpuHY mpHila HEMHOTrO MO3XEe — KOorja HThbIOOEpHI,
CHeLMaTU3UpYIoLecs Ha 0030pax IUIOXOr0 KHHO, MOCBSITHIIM BBITYCKH
CBOMX WIOy HOBOMY «IJIOXOMYy aBTopy». B kxonue 2015 rogma
RedLetterMedia B cBoem mpoekte «Best of the Worsty pacckazano o
«JIBoitHOM TIpoBane»’, a metom 2016 roma YourMovieSucks BbimycTHIH
0630p Ha «CymbOOHOCHBIE OTKPBITHS» . 3aMETHM, YTO TEKCT KPHTHKA
Hatana P»s0una, mnpocnaBisBiiero «Cyab0OHOCHBIE OTKPBITHS» B
penakTopckoil kojioHke Ha Rottentomatoes.com, BbIliel Ha HECKOJBKO
nHe mo3ke Beimycka RedLetterMedia (Rabin, 2015). «Cyab0oHOCHBIC
OTKpPBITUS» OYKBAJIBHO CTalM CyAbOOHOCHBIM (uibMoM mia  bpuHa:
pexxuccepa OTKpPbUIM OJ1aroiapsi TOU JIEHTE.

KuHo HaumHaercs ¢ mpoJjora, Kak MajJeHbKHE Majb4MK M JEBOYKA
HaxXoJAT B JIECY KAaKON-TO 4ynOAEHCTBEHHBIN KpucTamwi. OgHako cyabOa
pasnyunna repoeB. Manpuuk Bbipoc B [unana (Hun bpun), uzBectHOro
nucatens. OH xeHwics. Ho BmecTo pa®oTel Haja BTOpoil kHuroit [lumaw,
CTy4a MO KJIaBUIIaM BBIKJIIOYEHHOIO HOYTOyKa, B TailHE OTO Bcex
NBITACTCSI PACKPBITh MAaCIITAOHBIA 3aroBOp TOCYJapCTBa M OOJBIIUX
KOPIIOPALIUiA, YTOOBI SIBUTH MUPY «CEKPETHI» (YTO ITO 32 CEKPEThI, 3PUTEITIO
He mosicHsoT). Korma-to oOHapyXeHHbIM Kpuctamn pgaer Junmany
HEBEPOSITHBIE CIOCOOHOCTHU — MMEHHO Ojarojaps UM OH  cTajl
BbAatomumcst xakepom. Ilocie toro, kak Jluiana cOuMBaeT MamimHa, €ro
HaBSI3UMBBIE *KenaHus o0ocTpsaroTcs. Ero myumive apy3bsi ¢ KaXIbIM JTHEM
CCOpATCA BCE CHIIbHEE, a UX MAJIOJIETHSASI JOYb CEKCYyallbHO JIOMOTaeTCs
rnaBHoro reposi. B wurore »xkena JlunaHa, mojceBmias Ha TaONeTKH,
ymMupaeT, 1 JluiaH BCTpedaeT Ty CaMylo JI€BOUYKY, KOTOPYIO OH TOJIFOOUI
elle B JETCTBE: OH y3HAeT CBOIO JIIOOOBH B JIMIIE Jieyallero Bpayda. Tenepb

! Cm: https://www.youtube.com/watch?v=2-3wkbqmgxs&list=
PLPZiYo7D6Wito4CUKjQF_fkjOrLyvCrNs&index=4
2 Cwm: https://www.youtube.com/watch?v=6L4g3H_TM28
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€l yrpoXaeT OINACHOCThb, TaK KAaK MOTYIIECTBEHHBIM CHJIaM HE XOYETCH,
4YTOOBI MU y3HAJ MPABIY O «CEKPETaX).

3Byuut mnoTpscaronie? Jlo6aBbTe K 3TOMY OTCYTCTBHE WIPBHl U
JEPEBSIHHOE BBIpaXXEHUE JUIAa bpuHAa M JOpyrux «akTepoB», U KapTUHA
Oyzet emie 6oJiee IpKOM, HO HE HACTOJIBKO SIPKOM, KaKOBOW OHA SIBJISIETCS B
peanbHOCTU. Y BpuHa odeHb OOMBIIOE 3r0, TaK KaK OH HE MPOCTO UTPAET
TJIaBHBIE POJIM B CBOMX (MIIbMAaxX, HO TaK)Ke MPEACTAECT B HUX YHUKAJIbHBIM
YeJIOBEKOM, TeHHEM CO cBepxcrnocoOHocTsaMu. Ha Bcex mocTepax (puibMoB
bpuna uzobpaxen cam bpun. Kak ormeuaer OncoH, KMHO HAallOMHHAET
TBOpuecTBO JIPBMaa Jlunua wim M. Hairta IllssiManana, «HO y HEro Her
naxe yactmukn wx TtamaHtay (Olson, 2018, p. 75). Iloatomy ero
TBOPYECKOE KPEJ0 MOXKHO ObLII0 OBl onucath Tak: «JI»Buja Jluny BcTpeuaet
TomMmu Baiico». Y bpuna ectb TBUTTEp € 28.5 ThICIYaMH MOAINUCYUKOB. Y
HEro Jgake ecTb cBoM 3purenb B Poccun. Hebompimoit mabmmk
«BKonrtakte» «Pomuku ot Kiberkirik» 3amun  pycckuii  nepeBon
«CynpOOHOCHBIX OTKpBITHID» seToM 2016 roma'. C Tex mop dQuibM
nocmotpenu 4400 yenoBek. He Tak y»k U MaJio Jyisi HOBEUILIETO KYJIbTOBOTO
kuHo. Jletom 2018 roma bpun mnpencraBui Tpeinep HOBOro Quibma
«Twisted Pair», neHbru Ha KOTOPBIA COOMpaAN €ro MOKJIOHHUKHU, a KOoraa
KMHO yBHUJeNO0 cBeT B 2019, TO 3TO MOACTETrHYI0 OYEpPENHBIE NUCKYCCUU
(dbanatoB.

3putenu, KOTOpbIE JIOOAT TJIOXO€ KWHO, BCEPbE3 CHOPAT O TOM,
UCKpEHEH JU bpuH B CBOEM TBOPYECTBE WJM JEJIAET IUIOXO0€ KHHO
HaMepeHHOZ. Kputuk Haran P30unH, Hanmpumep, cuumTaer, 4ro bpun
aOCOJIIOTHO MCKpPEHEH M Jaxe cepbe3eH. «HuuTto He MOpTUT BeluKoe
IUIOX0€ KHHO, KaK HM30BITOK CaMOCO3HaHMs, HEOOXOAMMOCTh COOOIIMTH
ayJIMTOPUH O TOM, 4TO BBI IryTuTe. HO “Cyap00HOCHBIE OTKPHITUSA 3TO HE
IIyTKa; 3TOT (GUIBM KUBET B MHUPE, B KOTOPOM IIIYTOK HE CYIIECTBYET, HO
CYLIECTBYET JIMIIb COApPOraromascs M IiIyxas HCKpPeHHOCTb. Ta
UCKPEHHOCTh, KoTopas gnenaeT “‘CynbOOHOCHBIE OTKPBITHS 4YEeM-TO
ocobenHbIM. KitHO, KOTOpO€E BCe JenaeT mpaBuibHO, — aOCOIIOTHOE Yy,
HO 3TO TO KHMHO, KOTOPO€ BCE€ JI€NIa€T HEMPaBWIbHO, U MOTOMY TEIEpb,
KOI/Ia MEHS MO3HAKOMMJIM C CIOppEaMCTHYEeCKMM MuUpoMm bpuna, s He
MOTY JOKJIaTbC MOMEHTA, YTOObl BO3BPAILIATHCSI B HETO BHOBb U BHOBBY
(Rabin, 2015). Ha camom ngene Bce He Tak mpocto. Korma cMoTpuIib
bunbmbl bpuHa, Te0s1 Kak 3puTeNs HE MOKUIAET ONIYIICHUE, YTO OH JIeJIaeT
BCE OYEHb MUIOXO CHEIHaTbHO, MAHEPHO pa3z0OpachiBasi KHUTH IO CTOIY,

! Cm: https://vk.com/wall-55809942_2125

2 Cwm., manpumep, auckycemio: SO... is Neil Breen serious? Or is he making “"bad movies" on purpose.
https://www.reddit.com/r/RedLetterMedia/comments/4nb69k/sois_neil _breen_serious_or_is_he_making_
bad/
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HEJIETIO PacKUbIBasl CTApbI€ BBIKIIOYEHHbIE HOYTOYKH, WJIN CIUIIKOM YK€
JIEMOHCTPATUBHO pa3roBapuBas 1o Teje(oHy, BMECTE C TEM MbI HE MOKEM
NoWMaTh €ro Ha (hajbllld — YHUKAJIBHBIM IpUeM U elle 00jiee YHUKaJIbHbIN
tananT. bpuH He npeacTaBisgeT co60i (PEeHOMEH MOCTUPOHUU, HO BBIXOAUT
3a Ipeeibl UPOHUM, BO3BELIasi TEM CaMbIM O METaUPOHMH IIJIOXOTO KHHO.
OTOro A0CTaTOYHO, YTOOBI MPOCIBITH BEIUKUM pexuccepom XXI
CTOJIETHSL.

To, uto kaptuaa Hwuma bpuna mosiBnsercs B crmmcke Kpucrodepa
OncoHa mocnenHel, 4Ype3BblYaiHO BaxHO. I[loToMy 4YTO OH JMIIb
(GUKCUpYeT W 3aKpeIuisieT YK€ HMEIoUIeecsl SABJICHHE, M JIeNaeT 3TO
(aKTHYeCKH NEpPBBIM. YK€ TOJbKO H3-3a 3TOro KHUTY OJCOHa CTOUT
NOXBAJIUTh M PEKOMEHJ0BaTh K TMPOYTEHUIO BCEM TEM, KOMY
HeOe3pa3myHo  KynbToBoe KuHO. K cinoBy, Tem cambiMm OJcoH
NOJTBEPXKJAET M MO0 KOHIENIHMIO 00 HHKIIO3UBHOCTH KyJIbTOBOIO
kuHeMartorpaga. KoHeuHo, Criucok aBTOp penpe3eHTaTUBEH JIMILb C TOUYKU
3pE€HHs aMEPHUKAaHCKOIO KHHO, TaK KAaK B HEM HE YUYUTBHIBAIOTCS
UMHOCTpaHHble (MIbMBI. BmecTe ¢ TeMm, MOCKOJIBKY 00 3TOM MOYKHO
IIPOYECTh B JPYTUX KHUTaX, B TOM YHCJIE B YIIOMHHAEMBIX MHOIO BBILIE,
3TO BOOOIIE HENb3s CUUTATh HeAOCTaTKOM. OJICOH, COXpaHss MOYTEHUE K
KAHOHY, pacIIMpsAeT AUCKYpPC KYyJbTOBOIO KHHO 3a CYET BKJIIOYEHHUS B
CIUCOK CTa BETUYANIINX KYJIbTOBBIX (DUIBMOB OUYEpEAHbIE BEIIHU, U 3TO TO
HaIlpaBJeHUE, B KOTOPOM CIIEIyEeT JIBUTaThCS MCCIEAOBATENSIM (pEHOMEHA.
B KoHIle KOHIIOB, (haHATBl KyJIbTOBOIO KHHO Y3HAaIOT O (uUibMax, Ha
KOTOpbIE paHbllle MOIJIM He oOpamaTe BHUMaHHs. K MoeMy MpUSTHOMY
YAMBJICHUIO TaK ObUIO U cO MHOM. M, mOCMOTpeB T€ KapTUHBI, KOTOPBIE 5
paHblIe HE 3aMeYall, 1 HU O YEM He XKaJIelo.
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B 2015 rony kyneryposiorun [»Bux Pampam m Hukomac CraBpuc
u3nanu kaury «Bmecto moctMonepHa. AHTONOTHS pabOT MO MCKYCCTBY H
KynbType Hauana XXI Beka». DTa KHUTa UMEET OUYEHb OOJIbIIOE 3HAUCHHE
JUIS. COIMAIBHOM M TYMaHUTApPHOW HAyKH, O YEM TOBOPUT €€ Ha3BaHHUE.
HekotopbsiM 00pa3oM OHa CBUIETEIBCTBYET O BAXKHOM CJIBUTE: Ha MECTO
INOCTMOJIEPHY KaK HapajurMe KyJlbTypbl NPUXOIUT YTO-TO HOBoe. B
IIEPBOM DA3ZENI€ AHTOJIOTUU PEAAKTOPHI MPEACTABUIA TEKCThI, B KOTOPBIX
Takue aBTOpbl, Kak JInama Xatdeon, Uxab Xaccan, CtuBen Konnop u ap.,
paccyxjaani o0 OKOHYaHMM HIOXU IOCTMOJEpPHH3MA, a BO BTOPOM —
BOCEMb KOHUEIMUUN, KOTOpbIE MPETEHAYIOT Ha MECTO «yMEpIIei»
KyJbTYPHOM NOMHWHAHTHL. EcCiiM mepBas 4acTh HE OCTaBJsUIa IIOJS JUIS
XKApPKOM JUCKYCCUHU, TaK KaK BEeAyIIME TEOPETHUKU MOCTMOAEPHHU3MA,
Harpumep, Jlunga Xaryeon u Mxab Xaccan pazouapoBaiuch B MpEAMETE
cBoero ucciuenoBanus (Hasan, 2003) u 3asBUIM O KOHIIE MOCMTOJEpHA
(Hutcheon, 2002), To BO BTOpOM pa3jeie MPeACTaBICHO HECKOIbKO
HOMBITOK Pa3HOM CTENEHHU NMPOPAOOTaHHOCTH ONMUCATh U OOBACHUTH TO, YTO
CJIEIYET 3a IOCTMOJAEPHU3MOM.

JumxuMonepHu3M, OHAa W3 TEOPH, MPEACTABICHHBIX BO BTOPOM
YacTH aHTOJIOTHH, SIBIIIETCA U1 Hac Hambolsiee MHTEPECHOM, TaK KaK OHa
oOpamiaercsi HE TOJBKO K KyJbType U JCTeTHKe (Kak JenaroT
METaMOAEPHU3M, PEMOAEPHHU3M, MeppopMaTU3M), HO U K TEXHOJIOTHSIM,
BJIUSIHUE KOTOPBIX Ha COLMAJIbHYIO (M Hally JMYHYI0) >KU3Hb HEJb3d
HeZooueHnBaTb. COOCTBEHHO, TUHKUMOJIEPH — TO, YTO MPHILJIO HA CMEHY
MOCTMOJIEPHY M OTPA’KAaeT TEXHOJIOTMYECKYIO PEBOIIOLMIO. TeKCcThl aBTOpa
ATOM KOHIENIMU — OPUTAHCKOTO JIUTEPATYypOBEJA U TEOPETUKA KYJIbTYpPHI
Anan Kup6u — nansl B 00eux 4acTsx aHTojoruu. B nepBoit pazmereHa ero
crathsi 2006 roga «CmepTh mocTMoAepHu3Ma U To, 4yto mociue» (Kirby,
2006), B xotopoit KupOu BmepBbie 3aroBOpuUsl O HOBOW KYJIBTYPHOU
napaaurme. OHaKko Mbl He OyZieM Ha HEl OCTaHaBJIMBATHCS MOAPOOHO, TaK
KaK B pPYCCKOM aKaJe€MHUYECKOM IIPOCTPAHCTBE €€ YK€ KPUTHYECKH
ananmusupoBasii (IlaBnos, 2018). Tekctsl Kup6u Bo BTOpOi yacTu — 3TO
OTPBIBKM M3 ero KHuUru «JumxumonepuusM. Kak HOBbIE TEXHOJOTHUU
YOPa3AHSAIOT MOCTMOJACPH U Mepeonpenenstor Hamy Kyinbtypy» (Kirby,
2009). UmenHo eit Mbl mocBATUM 3T0 3cce. Knura KupOu MoxeT cunrarbes
pa3BUTUEM €ro UMW U MHTYULWW, BBICKA3aHHBIX TpeMs rogaMu pasee. B
MoHorpaduun KupOu paccyxagaeT O COBPEMEHHOCTH HE TakK, Kak Jema
paHee, mpejjaras NpoBOKallMKM B BUJE O€370Ka3aTENbHbIX YTBEPXKICHUM,
HO MpeIaraeT MOJHOIEHHYIO0, CTPYKTYPUPOBAHHYIO pabOTy, OCHOBAHHYIO
Ha OOraTOM SMITMPUIECKOM MaTepHraye. ABTOP IETUT KHUTY Ha CEMb TJ1aB:

1) apryMeHThI B IOJIb3Y CMEPTH OCTMOAEPHHU3MA;

2) MUJIKUMOJIEPHUCTCKUIN TEKCT;
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3) mpeapICTOPHS TUHKUMOICPHU3MA;

4) mumxumoaepuusm u Web 2.0;

5) acTeTHKa TUIHKUMOJICPHU3MA;

6) KyIbTypa JUIHKUMOJICPHU3MA;

7) Ha MyTH K THDKAMOJICPHUCTCKOMY OOIIECTBY.

[lepBasg r1y1aBa MOCBSIIEHA OKOHYAHHWIO 3MOXM MOCTMOJAEPHHU3MA.
Pasbupasics ¢ BompocoM «YUTo ke Takoe moctMoaepHusM?», KupOu nemaer
OONBIIONM MIAr BHEpPE]l OTHOCHUTENBHO cBoeil crarbu 2006, B KOTOpOH OH
o00O3Hayal TOCTMOJAEPHU3M KakK CMEIIEHHE MOCTMOJEPHHUCTCKOU
auTeparypsl U Quiocopuu MOCTCTpyKTypanusMma. [lpusHaBas, dTO
MOCTMOJIEPHU3M TO-TIPEXKHEMY BiuATeNeH, Kupou yTBep:kIaer, 4To 3TOT
TPEHJI B KYJbType BCE-Taku Iepectan ObITh NapagurMaibHbiM. s
J0Ka3aTeNbCcTBA JAHHOIO Te3Mca OH IOCJEeNI0BaTeNIbHO  pa3Oupaer
HECKOJIBKO  KEHCOB  MAacCcoBOM  KyJnbTypel.  Bo-mepBelX,  3TO
IIOCTMOJIEPHUCTCKAss ~ MyJbTUIIIMKAaIMs. K  HEl  MOXHO  OTHECTH
aHuMalMoHHyo kaptuHy «Mcropuss wurpymek» (1995), co3nannyio
KoMnaHuen Pixar u SBIAIOIIYIOCS BIIOJHE IOCTMOJEPHUCTCKUM IO
COJIEP)KAHUIO0 TOJHOMETPAKHBIM MyJbThuibMoM. IIpu stom Kupbu
oOpamiaer  BHMMaHMe€  Ha  TO, 4TO MyJIbTQUIBM  TakK¥ke
TUHKUMOJIEPHUCTCKUA ©U 1O  (opme, Tak Kak TMOJHOCTbIO CO3JaH
Osarogapsi KoMIbloTepHOM Tpaduke. B sTol ke TiaBe oOcyxkaaeTcs
aHumanuonHas Jienta «llober u3 xypstHuka» (2000), B KOTOPOM MOXKHO
OOHApY UTh HECKOJILKO CMBICIIOBBIX aJlTFO3UN — Ha (QUIBMBI O TTOOETax U3
Jarepeu s BOCHHOIUIEHHBIX, Ha « CkoTHBIN ABOp» [[xopmxka Opyaiuia, Ha
KJIACCUYECKHE AHIJIMIICKAE POMaHbl O YaCTHBIX KEHCKHX MHTEPHATAX CO
3I00HOM W JECHOTUYHOM XO3siiikod u Tak pnanee. Pazymeercs, Kupou
obopamaercs u k «llpexy» (2001), B KOTOPOM J€KOHCTPYHPYIOTCS
OCHOBHBIE€ CKa304YHbIE KAaHOHBI, onrcanHble Koraa-to B. 4. [Iponnom B ero
Tpyne «Mopdomnorus BommeOHbx ckazok» ([Ipormm, 1998). Bce st
MYyJIbT(GUIBMBI OBLUTH MO JOCTOMHCTBY OLICHEHBI IyOJIMKOW M BCTPEUYECHBI
BOCTOP)KCHHOM KPUTHUKOHM, OJHAaKO, HECMOTpPs Ha IE€pBOHAYAIbHBIN
KAaCCOBBIM ycneX MOAOOHBIX SKCIEPUMEHTOB, BOJIHA MOCTMOIEPHUCTCKOM
MYJIbTUIUIMKAIMU OBICTPO COIIJIa HAa HET, 3aCTaBUB AaBTOPOB YACINATH
OoJplle BHMMAaHHUS HAWBHOCTM M HMCKPEHHOCTH B TMOJb3Yy MAaJEHBKOIO
3putens. OOcyxnas MmynpTUlIMKanuio, KupOu nemaer He coBceM
JIETUTUMHBIA C TOUYKHU 3PEHMS] apryMEHTallUU, HO M0-CBOEMY JIFOOOMIBITHBIN
xol. [lo MHEHUIO0 aBTOpa, KOr/a MOCTMOJEPHU3M CTAHOBHUTCS BTOPUYHBIM
Jaxe B Ija3ax JeTed, OH TOYHO BBINAJAET M3 AKTyaJlbHOW ITOBECTKH
COBPEMEHHOU KYJIBTYPBI.
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Cnenom Kup6u paccmaTpuBaeT ciiydyad OTKa3a OT MOCTMOJIEPHU3MA B
HCKYCCTBE, cpen KoTopbix MaHudecT «/lorma 95» Jlapca don Tpuepa u
Tomaca BunrepOepra. Ilocneanuii, Oyaydu MposiBICHUEM HOCTAJIbIUU IO
MOJEPHY, MPU3BaJ OTKA3aThCs OT COBPEMEHHBIX TEXHUYECKUX CPEICTB U
HappaTUBHBIX aJUIFO3UM TpPU MNPOU3BOACTBE KuHO. Cam  MpOEKT
OpOBaJWICA, W aBTOPbl MaHHU(ecTa IMOCTENEHHO OTKa3aJuCh CHHUMATh
¢uibMBl B Takoll MaHepe, OJHAKO 3TO OBLI BaXHBIA MPOTECT
NpEACTABUTENIEM  KyJIbTypbl  HPOTHUB  MOCTMOJIEPHU3MA,  KOTOPBIU
OMOCPEOBAHHO  NPHUBEA K  NOSBICHUIO TaKUX  3HAKOBBIX  JUIA
TUKUMOJIEpHU3Ma Belier, kak ¢uibmbl «BeapMa u3 bidp: kypcoBas c
toro cBeta» (1999), «bopar» (2006), a Takke paccBETy JOKAIbHOU
JTOKYMEHTUIUCTUKH  (Vice.com) u BujaeooOnorunry. CreaoMm Obuin
MaHudecTsl Tpynmnbel nucatenei «HoBble mypuTaHe» M XyIOKHUKOB-
ctakucToB. llocnennuii, B CBOIO OYepeab, BBUIMIICS B OJHO U3 IEPBBIX
MOCTIIOCTMOAEPHUCTCKUX HAIPABICHUN B MCKYCCTBE — PEMOAECPHU3M
(Childish & Thomson, 2015).

[lepeckasbiBast OpuTanckoro guiocoda-MapKCUCTa U JIUTEpaTypOBEIa
Teppu Urnrona, KupOu yBsi3bIBaeT CMEpTh IMOCTMOJIEPHA C KPU3UCOM
MNOCTCTPYKTYPAJIMCTCKUX Teopuil. PacnpaBUBIIMCH C MOCTMOJAEPHU3MOM,
MOCJIETHIOK YacTh MNepBOW TyaBbl KupOM mNOCBSLIAET KPUTHUKE IPYrUX
MIOCTIIOCTMOJAEPHUCTCKUX ~ TEOpHM. 31€Ch OH paccMaTpUBaeT JBE
KOHLEMINU — «epdhopMaTU3M» TepMaHO-aMEPUKAHCKOro ciaBucta Payns
Owenbmana (Eshelman, 2008) u «runepmoaepHu3zM» (HpaHIy3cKOTO
dunocoba Kunsa Jlunoseuxoro (Lipovetsky, 2005). Kouuenius
DmenpbmMaHa, 1o  MHeHuro  KupOu, cTpouTcs Ha  HOJSPHOM
MPOTUBONOCTABIIEHUH TOCTMOAEPHU3MY, HO TIPM 3TOM HE SBIISIETCS
UCTOPUYHOM, a OTpakaeT JIMYHBbIE XYJI0KECTBEHHBIE MPEANOYTEHUS
aBTopa. MHbIMU ciioBamu, TiepPopMaTu3M — CKOpPEE CHUMIITOM YBSJIaHUS
MOCTMOJEPHU3MA, HEXKEIH MOJHOLICHHAsl €My allbTepHAaTUBA. JIMIOBEIKOro
ke KupOu KpuTHKyeT Kak COIMATbHOTO M «HUCTOPHYECKOTO» aBTOpa, HE
VACNSIONIETO  JIOJDKHOTO ~ BHUMAaHHMSI  MEpeMeHaM B KYJbTYype.
«CamoObITHOEY» TpeacTaBiieHne KupOu o mocTMoAepHU3ME U CiiaObli
aHaJIN3 COBPEMEHHBIX €My COLMANIbHBIX TEOpUM (Tak, HapUMep, B cliydae
¢ OmenbmaHoM KupOu uCHoIb3yeT YHUKAJIbHBIA HCCIEA0BATEIbCKUM
MOAXOJ M YECTHO TMHIIET, 4YTO HE YuTajl KHUTY OIIejbMaHa
«Ileppopmatuzm, wunu koHen IlocTmMonmepHu3ma», HO BHUAEN €rO
oaHouMeHHY10 cTathbto 2001 rosa u, OCHOBBIBASICH HA HEW W OTJIABJICHUU U
ONMMCAHUM KHUTH Ha AMa3oHE, JIeJIaeT CBOM BBIBOJbBI) MPEBPAIIAET ATY
rJIaBy B OJHY M3 CaMbIX ClIa0bIx B KHHUTe. OTHAKO HEKOTOPHIC WHTYHIIUH
Kup6u no noBogy ero coOCTBEHHOI KOHIIECTILIUU YK€ MOSBISIOTCS B 3TOU
YaCTH U KaXYTCsl TOCTATOYHO UHTEPECHBIMHU.
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Bce 310 Hy)kHO KrpOu nuiiib ajist Toro, 4ToObl MOJABECTH YUTATENEH K
[JIABHOMY OTJIMYMIO €ro TEOPUH OT JPYrux: JTUHKUMOJIEPHU3M HE
CTPOUTCS Ha CYOBEKTHMBHOM OIIYIICHUH OKOHYAaHUSI MOCTMOJEPHHU3MA, a
onupaercs Ha OOBEKTHBHBIE M3MEHEHUs, MPOU3OILIEAIINE B KOHIE XX —
Hayasie XXI BEKOB U CBA3aHHBIE C HEBEPOSITHBIM PAa3BUTUEM TEXHOJIOTHI U
MOBCEMECTHON nukuTUNM3anuend. Kak mnumer cam aBrop: «3ITO
KyJbTypHas IOMHUHAHTA, BEI3BAHHAS PA3BUTHEM TEXHOJIOTHI U ClIeAyIOmas
3a noctmoepausMom» (Kirby, 2006, p. 54). Takoe mpo3peHre BO MHOTOM
YpaBHOBEIIMBAET cladbie 4acTu ero padoTel. Ho 37eCh CTOMT 3aMETUTH,
yto KupOu — He eIMHCTBEHHBIM aBTOp, CHAEJNABIIMA B CBOUX
Pa3MBIIUIEHUSX yIOP HAa TEXHUYECKYIO PEBOJIONUIO KOoHHA 1990-x: emie
OJlHa KOHUEMIHUSA, B KOTOPOM 3TOMY yjaensercds 0co00€ BHUMAHUE —
«aBTomoaepHu3M» Pobepra Comroasica (Samuels, 2008).

Bropas riaBa mocBslieHa <«JIUHKUMOJEPHUCTCKOMY TEeKCTy». Hoas
dbopMa TEKCTyaJIbHOCTH — OJIMH U3 KJIFOYEBBIX MPU3HAKOB, CBOMCTBEHHBIX
TupKUMoJiepHu3My. KupOu  pacuiupsieT MNOHSTHE TEKCTa: TMOCIeTHUN
CTAaHOBUTCS LU(POBBIM U BKIIOYAET B ce€0sl TEJIEBU3HUOHHBIE IIOY,
KOMITBIOTEPHBIE UTPBI, (PUIBMBI, paauonepeadu, MOJAKACThI, COUATbHBIC
ceTH, ONOTM U JApyrue HHTEPHET-CepPBUCHL. «TeKcT» XapakTepusyercs
CJIeIyIoIMM 00pa3oM: HAMpaBJIEHHOCTh B Oyayllee — Yy HEro ecTh Hayalo,
HO MOXET HE OBITh KOHIA; «TEKCT» TMOCTOSSHHO pa3BUBAeTCAd U
JIOTIONHSAETCS; CTUXUUHOCTH — HAmNpaBJICHHE €ro pa3BUTHS  HE
peaoInpeneneHo; 3peMepHOCTh — «TEKCT» BaKEH TOJIBKO B HACTOSIILIEM, OH
HE TPEACTaBIsET MHTEpPEca KaK BOCIPOHM3BOAUMBIN 3JIEMEHT; pa3MbITHE
pojiell — y «TEKCTa» OoJibllle HET pa3leieHus Ha TPOU3BOAMTEN U
noTpeOuTeNsl, 3TU POJM CMENIMBAIOTCS, a aBTOPhl M PEIUINUCHTHI
JIOTIOJIHSAIOT JIpYr JApYyra; aHOHMMHOE M MHOXECTBEHHOE aBTOPCTBO; OH
3JIEKTPOHHO-AUTUTAIIBHBIN U YTBEP)KIAETCS TOJIBKO B 3TOM CTaTyce. 3/1eCh
HEO0OXOAMMO YTOUHUTH, 4TO «digimodernism» nnst KupOu o3navaer He
Tonbko «digital» B 3HaueHum «uudpoBoi», HO Takke U «digits» B
3HAUCHUU «MMaJblb». Ha 9T0 aBTOp crenmManibHO YKa3bIBa€T, TOBOPS, UTO
TUHKAMOJIEPHU3M — HE CTOJIBKO BH3yajbHasi, CKOJIBKO PENpe3eHTHpyeMast
yepe3 TEXHOJOTHH, MaHyalbHO-OPHEHTHUPOBaHHAs KyinbTypa (Habop u
npou3BojicTBO Tekcta) (Kirby, 2009, p. 53).

Paz0Oupas HEKOTOpbIE TOHSATUS TOBCEIHEBHON KyInbTyphl, KupoOwu
MOKa3bIBACT, KaK OHM paboTaroT B AWKUMOJAEpHH3ME. Tak, Hampumep,
«aBTOp», CMEPTh KOTOpPOro 0003Hauuiau mnocTcTpykrypanuctsl (baprt,
1994), BHOBB MOSIBASICTCS B JUKUMOJEPHUCTCKOM «TEKCTE», HO YK€ HE
KaKk WHAWBUAyaldbHas (Urypa, a Kak COOOIECTBO (Ka)Ibld OTIEIbHBIN
YIEH KOTOPOTO HE BaXKEH), KOTOpPOE C€aMO MPUAYMBIBAET, CO3/AET,
noTpedasieT U MOoAepUpyeT «TekcT». ChymaTenb paguo WM 3pUTEINb
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nepeaaur NpeBpalaeTcss U3 MoTpedUuTess KOHTEHTa B €ro MPOU3BOIUTETS,
roJiocysl OH-JIaiiH, 3BOHSI B 9)UP WM OCTABJISIS KOMMEHTApUU Ha CTPAHUIIE
TPAaHCISIIMM B UHTepHeTe. Jlaxke 4YTeHue TepseT MPUBBIYHYIO
KOHTHHYQJIbBHOCTh — WHTEPAKTUBHOCTh M HEIMHEHHOCTh CTAHOBSTCSA
KIIFOUEBBIMU  MapaMmeTpamu  «Tekcta». «Hamumcanuwe», Kak HEYTO
KPEaTUBHOE M OCMBICIEHHOE, 3aMEHSETCS Ha «Ie€4aTaHUue» — IPOCTOH
MEXaHUYECKUI MPOLECC, TUILIEHHBIA NHANBUIYAJTBHOCTH.

Bce »t Meramopo3bl MPOU30LUIA C MHUPOM HE B OJUH MOMEHT,
TUDKUMOJepHU3M  aiia Kupbu  —  UCTOpUYECKHHA  IPEEMHHK
MOCTMOJIEPHU3MA, KOTOPBIA HEKOTOPOE BpEMs CYLIECTBOBal B TEHHU
MOCJIETHETO U CMOT MPOSIBUTHCSA U 3aHATh CBOE€ MECTO KaK «KYJIbTYPHOMU
JOMUHAHTBD) JTUIIb C PE3KUM POCTOM Pa3BUTHUS TEXHOJIOTHN B KOHIIE 1990-
x ronoB. Iloatomy Ttperpio rnaBy KupOu mNOCBSIIAET «IIPEABICTOPUN
TUKUMOJEPHU3MA — €T0 PAaHHUM CTUXUIHBIM mnposiBieHusM. Hanpumep,
aBTop paccmarpuBaer QuibMm «llloy yxacoB Pokku Xoppopa» (1975),
KOTOpPBIN TNpeacTaBisieT co00il adCOIIOTHO MOCTMOAEPHUCTCKOE 3PEITUILIE:
MAaCTUILl, UPOHUS, APOAUS], KAIMII, aJbTEPHATUBHAS CEKCYaJIbHOCTh U TaK
nanee (ITaB:os, 2017, CTp. 173-175). [Ipu 3TOM
IPOTOANIKUMOAEPHUCTCKUM €ro JIeJIaeéT HMMEHHO KYJIbTOBBIM CTaTyc.
KomnektuBHbIN pocMOTp (uIbMa MOKJIOHHUKAMH YacTO COMPOBOXKIAETCS
JNEUCTBUEM, TMapaJUICIbHBIM MPOUCXOJAIIEMY Ha DJKpaHe: 3pUTENu
HapsDKarTCs, OepyT ¢ cO00Ml PEKBU3UT, MOKOT U TAaHIYIOT B 3aie. Takum
oOpazoMm, mpocMoTp (duibMa pasfensercss Ha JBa IOTOKA, OJUH
(GuKCcUpOBaHHBIH — caM (uibM, a BTOPOH, KaK TO CBOMCTBEHHO
TUIHKUMOJIEPHU3MY, — CTUXUNHBIN. Takke B kauecTBe nmpumepoB KupoOu
paccMaTpUBaET TEJIETEKCT, KOTOPBIA CYIIECTBYET IMApPaUIEIBbHO TEKYLIEH
tenernporpamme. [Ipu 3ToM TemeTekcT He 001a1aeT KaKoh-Tu00 UCTOPHEH,
HUKTO HUKOIJIAa HE OOpaTUTCS K apXUBY, OH CYHIECTBYET TOJIBKO 37I€Ch U
ceituac. Kpome Toro, KupOGu omuchiBaeT Kak MNPOTOIUHKHUMOICPHUM
AJIEKTPOHHYIO MY3bIKY, CTYAHIHYIO MOpHOTrpaduio, UMIPOBU3ALUIO (KOT1a
KOMUKY Ha CLEHE JArT yKa3aHWs U3 3aJla) U HEKOTOPBIE TeJeneperayu.
Kup6u yTBepkaaeT, 4To BCe MPUBEACHHBIE TPUMEPHI ObLIIM MapTrUHAIbHBI
WM HETIOMYJISIPHBI B CBOE BPEMSI, U CBSI3BIBAET 3TO C TEM, UYTO IIPECTUNKY,
TaKk WM HHA4e, JETEPMUHUPYETCS JUOO  COIMAIbHBIMU, JIHOO
ACTETUYECKUMU, JIMOO HCTOPUYECKHUMHU oOrpaHuyeHusMu. [lo MHeHHro
aBTOpa, HMMEHHO  HCTOPUYECKHE  OrpaHuYeHHs  (HEBO3MOXHOCTb
NPEACTaBUTh B TOT MOMEHT KOHIIEHIUIO JUJKUMOACPHUCTKOTO «TEKCTa»
u3-3a cjaaboro pas3BuTUsA LUQPPOBOM TEXHUKH) U  OOYyCIaBIMBAIU
MaprUHAIBHOCTB 3TUX ITPUMEPOB.

B uetBeptoii rnaBe Kupou paccmarpusaer denomen WEB 2.0 (Takux
CEPBHUCOB, KAK YaTbl, BUKU-TIPOEKTHI, COLUATIbHBIE CETH, II€ MOJIb30BATEIH
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caMu TMPOU3BOAAT KOHTEHT). DTO HauOoyiee PENEeBAHTHBIA U TMPOCTOU
npuMep Ui KOHIENIMU aupKuMoaepHusma (cam KupOu mnuimer, 4Tto
JAHHBIN ()EHOMEH — JIMIIIb YacTh, XOTS U camasi BaxkHasi, 00Jiee IMUPOKOTO
KyJbTYPHOTO CABUTA), YUCTBIA U(POBON «TEKCT», KOTOPHIM HAXOAUTCS B
MOCTOSIHHOM JIBIJKEHUU: cO3/aeTcs, yaansercs, TpaHchopmupyercsa. K
CIIOBYy, UMEHHO H3-3a2 3TOH TEKy4eCTH M TOCTOSHHOW TpaHchopMaluu
«TEKCTa» B CETH TJIaBa PO UHTEPHET CIYCTS JECATh JIET YATACTCS KaK 4TO-
TO coBepuieHHO ycrtapeBuiee. Hampumep, KupOu paccmarpuBaer 4arbl
(ceromgast 9TO (PYHKIMS MECCEHIKEPOB) Kak (opMy IUHKUMOJICPHU3MA,
MOCTENEHHO TEPSIOUIYI0 CBOIO MOMYISIPHOCTh. HO Mpu 3TOM OHHU SBIISIOTCS
OJIHUM W3 Hau0oJiee YHUCTHIX MPUMEPOB AUIKUMOJICPHUCTKOTO «TEKCTay.
«Bbl CTaHOBUTECh YACTBIO TEKCTA; Bbl CTAHOBUTECH IMEPCOHAXKEM,
BBIMBIIIIJIEHHBIM ~ HWTPOKOM B paMKaX BBIMBIIUICHHOW  BCEJIICHHOW,
HACEJICHHOW TOJbKO BBIAYMAaHHBIMU JIOJbMHU. Bbl 3TOT TEKCT. ITO
3aMaH4yuBasi, 3aXBaTbIBAIONAsl, PHUCKOBAHHAsT M B KOHEYHOM CUETE
Oecrioneznast ocobenHoctb» (Kirby, 2009, p. 107). [Hanee Kupbu
paccMaTpuBaeT BO3MOYKHOCTh KOMMEHTHUPOBAHUS TMOJ 3allUCSIMU U
nyOnuKalusIMU B HMHTEPHETE, YAUBISASACH, YTO JIIOJAU TNPEeHEOperarT
KOHCTPYKTUBHOM JHMCKYCCHE€M U OCTaBJISIIOT B OCHOBHOM HETaTHBHBIC,
HEKOMIIETEHTHbIC, a 3a4acTyl0 U MPOCTO OCKOPOUTENIbHbIE KOMMEHTapUU
(Gunnunc, 2016). Iloxanyii, 3T0 eAMHCTBEHHass 4yacTh TiaBbl mpo WEB
2.0, B KOTOpOM HUYETO HE U3MEHWUJIOCH 3a MPOLIEIINE TOJbI.

Hanee KupOu paccmarpuBaer Bukunemauto, yTBepKaas, 4YTO 3TO
JTUKUMOJIEPHUCTCKAasE (popMa ¢ MOCTMOJIEPHUCTCKUM COJIEpKAHUEM, U
UPOHU3HPYS HAJ TE€M, YTO OHA MO3UIMOHUPYETCS KaK BOIUIOLICHHUE WJeH
Murenst @yko o 3HaHUHU, CBOOOIHOM OT TOCIOZCTBA U YTHETEHUS, HO TIPH
3TOM SBJISAETCS IOJUTHYECKH AHTHKUPOBAHHOW IUIOMIAAKOW, HA KOTOPOH
MOCJIeTHEE CIIOBO BCErJa OCTaeTcsl 3a Mojeparopamu. 3jech ke Kupou
aKIIEHTUPYET BHHUMAaHUWE Ha OJHOM U3 COIMAJIbHBIX TOCJIEICTBUN
TUKAMOJIEPHU3MA — HEKOMIIETEHTHOCTH, U B CJIy4ae CO3/IaHUSl TEKCTOB
Ha Bukuneamu, u B ciaydae WX HCIOJb30BaHMs 0€3 TOMOJHUTEIHLHOM
npoBepku. Ero BeickasbiBanus 1o mooay YouTube u Facebook ceromus
TOXE BBINVIIAAT aHaXpPOHUYHBIMHU. Tak, camblii OOJBIION BUIECOXOCTHHT
MpOIIIeNT 3a 3TH TOJAbl MyTh OT IUIONIAJKH, KOTOpas pemnpe3eHTUpOBalia
JTUKAMOJEPHUCTCKYIO «CTUXUUHOCTBY, 10 (paOpUKU TO MPOU3BOJICTBY
KOHTEHTa, Ha KOTOPOH MPENCTABJICHBI YK€ HE TOJBKO JIOOUTENTH, HO U
MeJIMa-TUTAaHThl CO BCEMH CBOMMM IMPOU3BOJCTBEHHBIMH MOITHOCTSIMU. A
Facebook w3 comumanpHOM ceTu JJIsi MOMCKAa M OOIIEHUS CO CTapbIMU
3HAKOMBIMH, MPEBPAIIACTCS B MapaJlICIbHbII aBTOHOMHBIA UHTEPHET, T
MOXHO cJieJlaTb U HAWTU BCE, HE yXOJsd Ha JAPYrue IUIOMAIKU. ITOT
dbeHomeH OBIT TPOAHATM3UPOBAH HAKOHOMHCTOM H  COIHMATBHBIM
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teopetukoM Hukom Cpuuuekom B kHHre «Kanurtanusm mnatdopm».
Cpuuuek uzydaet crpemienue «miardopm» (Google, Amazon, Facebook)
K aBTOHOMHOCTH U yTBepxkjaeHuto MoHomnosuu (Cpuuuek, 2019). Xots
Kup6u u nocBsiiaeT MHTEPHETY 1EIYIO IJIaBy CBOETO MCCIIEIOBAHUS, ITOTO
SBHOTO HeoCTaTouHO. OH aHAJIU3UPYET €ro UCKIIOUUTENIbHO KaK MEInyM
U, ONHKCHhIBasA (pOopMy, COBEPILIEHHO HE 3aHUMAETCS COAECPKAHUEM, KOTOPOE
CKpBIBAaET 3a Cc00OW BeO-cTpaHHUIa. ITO, BIPOYEM, CBOMCTBEHHO €TO
METOJIOJIOTHH, B KOTOPOH COBEPILIEHHO OTCYTCTBYET KaKoil ObI TO HU OBLIO
DKOHOMHUYECKMH aHaliu3, M KakK CIEJICTBUE — TIJIyOOKHMH COLIMAIbHBIN
aHaJIN3.

Janee cnexyroT nABe HauOoJee HWHTEPECHBIC I CErOJHSUIHErO
yutatens riasbl. [lgaras, B xoTopoit KupOu mnpuctymaer K ONHMCAHHIO
JUKUMOJIEPHUCTCKOM ACTETUKH, U niecrasl, HOCBSILICHHAS
JUKUMOJIEPHUCTCKOM KyJIbType. BO3MOXHO, C TOUKHM 3pEHUS COLUATIBHOU
TEOpUHU, ATO HE caMoe BaxHoe, HO Kupbu, Oymyuum wuccienoBaTeneM
KyJbTYpbl, TOKa3blBaeT ce0s B 3TUX OTPbIBKaxX HaOIIONATENbHBIM U
CKpPYIYJE3HBIM MCCIIEIOBATEIEM, YEro HENb3s CKa3arb O IJaBax Ipo
IIOCTMOJIEPHU3M U COLMAIbHOE BIUSHUE IUDKUMOIepHU3Ma. Ecny HayaTh
C ACTETUKU JUUKUMOJEpHU3Ma, To 11 KupOu oHa Xapakrtepusyercs
MH(AHTUIILHOCTBIO, UCKPEHHOCTHIO, PEATMCTUYHOCTBIO U OECKOHEYHBIMU
HappatuBamu (KupOu 3amedaer, 4to 3TO HaumboJiee CHEKYISATUBHAs
XapaKTEPUCTHKA U3 BCEX MPEUIOKEHHBIX). Bce 3TH cBOMCTBA BBIBOASTCS
NEAYKTUBHO, MCXOJsl U3 COBPEMEHHOro0 (Ha MOMEHT HaluCaHUsi KHHIN)
COCTOSIHUA MOMYJIIPHON KynbTyphl. Hanpumep, aHanu3upys CUCKU CaMbIX
kaccoBbix (GuibmMoB ¢ 2001 mo 2007 roael, Kupbu 3ameuaer, 4TO
KOJIMYECTBO (PHIIBMOB, KOTOpPbIE MO>XHO Ha3BaTh YCIIOBHO «IETCKUMM,
3aHuMaeT oT yetbipex (B 2001) mo necaru (B 2007) TUAMPYIONTUX TO3UIIHIA.
U ecnu ¢ MynbTpuibMaMu B 3TOM CIHMCKE BCE MOHATHO, TO PO (QUIbMBI
CJIEIyeT CKa3aTh MOMOAPOOHEE.

Nudantunsaoe xkuHo s Kupbu — HE CTONBKO NETCKUE (PHIIBMBI,
CKOJIBKO CHSTBIE M0 <JIETCKUM» NEPBOUCTOYHUKAM KapTHUHBI. Tak, OH
pazoupaer keiicel «llupatoB Kapubckoro mops» (2003) — duibm,
CIEJIaHHBIM 110 MOTUBAM aTTpaKUMOHA U3 JlucHeneHaa, HO NOMyJISIPHBIN B
NEPBYIO OUYepeb Cpear B3pochbiX. «Bracrenun kosel: 6paTcTBO KOJIbIA»
(2001), «JIromu uke» (2000), «barmen: Hauano» (2006), «"appu [loTTep u
dbunocodpckuit  kamenb» (2001). Bce o>t (paHmM3bL, CHATBIE 10
«JIETCKUM) UCTOYHUKAM, MPEACTABISAIOT COO0N HAPPATUBHO U TEXHUUYECKU
CJI0HO€, AJUTIO3UBHOE KUHO, KOTOPOE B MOJHOW MEpEe PACKPBHIBACTCS JIHUIIIb
JUISL B3pPOCTBIX, OJJHAKO MPHU 3TOM JIOOMMO U JeThbMH. MH(paHTUIBHOCTH
penpe3eHTUpyeTcs M B CaMOM MacCOBOM KyJbType: HalpuMeEp, 3TO
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cepuaisl «Jpy3ps» nian «Cekc B 0OJIBIIOM TOpOAE», B KOTOPBIX B3POCIHbIE
JIFOJIY TIOKA3aHbI KAK MOJPOCTKH C MOJPOCTKOBBIMUA HHTEPECAMM.

«PealMCTUYHOCTBY, KaK 3CTETUYECKOE CBOMCTBO JHMKUMOACPHU3MA,
XOpOIIO BUJHA B «IICEBAOJOKYMEHTAIbHBIX» KHHOIPOEKTAX, TaKUX Kak
«Benpma u3 bip: kypcoBas ¢ toro ceray (1999), «bopat» (20006),
cepuanax «Oducy, «lun Hloy», TOKyMEHTaIbHBIX CcepuUajax Ha
tenekanane Discovery Channel, TteneBusnonubsix moy «Yynakm» u
«bonbmon bpar». VCKpEeHHOCTb, TpPETh XapaKTEPUCTUKA HOBOTO
ucKkycctBa, y KupOu ompeznenser He TOJIBKO JHKUMOAECPHUCTCKYIO
ACTETUKY, HO U SIBJSETCSA ONIMO3ULUENH MOCTMOACPHUCTCKON UPOHUU, YETKO
pasrpaHuuMBasl JBE CollMayibHbIe KoHIeniuu. Eciu Tepakt 9/11 B cBoe
BpeMsi OpHUBEI K TMOSBJIECHUIO «HOBOM  HCKPEHHOCTW», TO B
JUKUMOJIEPHUCTCKOM ~ HMCKYCCTBE 3TO NPOSBWIOCH €€ paHbIIE,
HanpuMep, B BUJIE€ TaK Ha3bIBaeMol MUGONOIUTUKU. B Takux (panmmsax,
KaK «3Be3IHbIE BOWHBDY, «Martpuma», «BracTtenuH Kosem» Bce
MOJIUTUYECKHE U COLMAIbHBIE TE3UChl 00sA3aTENbHO IPOrOBAPUBAIOTCS
MaKCHMAalbHO Cepbe3Ho M Oe3 nomm mponmu. A Tempaned, HMoma wmm
JlamOn10p Bceraa cepbe3Hbl, KOIr/ia peub 3aX0UT 00 3THYECKUX BOIIPOCAX.

[locnennen u, BO3MOKHO, CAMOM BAXKHOW XAPAKTEPUCTUKON ICTETUKHU
TUDKUMOJIepHa  sABIAETCS  «OeCKOHEeuHbId  HappatuBy». Kupbu He
NoJIpa3yMeBaeT Mmoj 3TUM (HOpMaIbHOW OECKOHEYHOCTH TOTO WJIM WHOTO
NPOJYKTa KYJbTYpbl, @ 00O3HA4aeT JAHHBIM TEPMHUHOM OECKOHEUYHBIH
MOTEHIIUAII ISt MPOJOJKEHUN, CBOMCTBEHHBIN COBPEMEHHBIM
npousBeneHusiM. B kauectBe nmpumepa Kupbu paccmatpuBaeT «Bnactenun
KOJIEI», JJaXke HEe MPEeACTaBisAs, YTO 3a JECATh JIET C MOMEHTA HalHUCAHUS
kHuru Mup Cpenusembs pa3pacTeTcs 3a CUET €IIEe OJHOTO TPEXCEPUIHOIO
¢bunbMa, necsiTka KOMIBIOTEPHBIX U HACTOJBHBIX UTP, UTPYLIEK, JIETO U TaK
Jianee, MPEeBPaTUBIIMCH BO BCEJIEHHYIO, JUISl MOJHOTO M3Y4YEHHUS KOTOpPOH
YUIYT THICSYM 4acoOB. B Hamu QHU Ha JAHHOE CBOMCTBO YK€ HEBO3MOYKHO
HE OOpaTUTh BHUMaHHUE, MOTOMY YTO SI3bIK TAaK)XXE pearupyer Ha 3TU
WU3MEHEHMS: CETO/IHS BCE MMOHUMAIOT, YTO TAKOE «KMHOBCEJICHHASD U KAKHUE
MacmTabbl OHA MOXKET NMPUHUMATh. JOTIOTHUTENBHBIMUA TPUMEPAMH 37EChH
CIIly’kaT MHOTOCE30HHBIE CEpHAJIbl, MBUIbHBIE OIEphl, PEATUTU-IIOY, B
KOTOPbIX HUCTOpUH, IO CJIOBaM aBTOpa, «MOTYT HayUMHATbCA W
3aKaHYMBATHCS Ha Pa3HbIX YPOBHAX M ¢ pa3Hou ckopocThion (Kirby, 2009,
p. 165).

B rmmaBe «Kynbrypa aumkumonepHuzma» Kupbu noapoOHO
paccMaTpuBaeT MHAYCTPUIO KOMIIBIOTEPHBIX WIP, KHUHO, TEJIEBUICHUS,
paano, My3bIKy M JIUTEpaTypy, NPUMEHSA Ul aHaJId3a BCE KaTErOpuH,
KOTOpPBIE CMOI' HAKONUTh HA NPOTSHKEHUU MPEAbIIYIIUX MSATH YacTed
kHurd. KommerotepHsie Urpsl — (parmMan COBpPEMEHHOM KyJIbTYpBI, Kak
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KHHO JUII MOJEPHHM3Ma WIM TEIEBUJICHHE — JUISI MOCTMOAECPHHU3MA.
KoMmnbroTepHble HUIPhl — «UYHUCTOE» BOIUIOIICHUE AUIKUMOACPHU3MA.
Co3naHve  yHHMKaJdbHBIX  BHU3YyaJIbHBIX  BCEJICHHBIX, HOBBIX (OpM
MOBECTBOBAHUS — TO, K YEMY KHMHO TOJBKO CTpEMUTCS (HAI0 MPHU3HATH,
OUYEHb YCIEIIHO) MPU TOMOIIM HOBBIX TEXHOJIOTHH, YK€ IaBHO ObLIO
orpoOoBaHo B urpax. Ceronns ar06ast KOMIbIOTepHas Urpa (KOHEYHO, €CITU
OHAa HE CTWJIM30BaHA TOJ PETPO) MOXKET MOXBACTATHCS IMOJHBIM HaOOpOM
TUKUMOJEPHUCTCKUX CBOWMCTB M KayecTB. BHIIEOUTPBI COOTBETCTBYIOT
TUKUMOJEPHUCTCKOMY  «TEKCTY»:  OHM  CO3JAIOTCS  OOJIBIIUM
KOJIMYECTBOM MPOGECCHOHANIOB, KAXKIBIA U3 KOTOPBIX SIBIISIETCS aBTOPOM,
MHOTHE W3 CO3JaTejell HCHOJb3YIOT IICEBJIOHUMBI, COXpaHAsS CBOIO
AHOHUMHOCTbB. VIrppl MOTYT COXPaHATh CTUXUMHOCTH AK€ MPU JTUHENHOM
CIO)KETE, TEM HE MeHee, OOJBIIMHCTBO COBPEMEHHBIX UTP MPEIOCTaBISIOT
UTPOKY TIOJIHYIO CBOOOMY ACHCTBUN B pamMKax ATOW «BCEIECHHOI», JUIIIb
HampaBysisi WX CHOKETHOW JIMHUEH, KOoTopash TakXke MOXET ObITh
HEJIMHEWHA.

bonee Toro, MHOTME UIpbl OTKA3bIBAKOTCS OT CHOKETA, MPEAOCTABIISS
UTPpOKaM TOJHYI0 cBoOomy aeicTBuil. Jlydmie BcCero BHIICOUTPHI
XapakTepu3yeT UX CYNep-CyObeKTUBHOCTb. MIpoOK BBIXOJUT Ha MEPBBIM
IJIaH ¥ MepecTaeT ObITh CTAaTUYHBIM HAOJIOJATEIEM, OH YK€ HE CTOJBKO
y4acTBYeT B CO3JaHUM «TEKCTa», CKOJbKO CaM CTaHOBHUTCS ATUM
«TekcTom». WrpaMm CBOWCTBEHHO JAESTENBHOE ydacTHE B CO3JaHUU H
paclMpeHun «OECKOHEYHBIX HappaTUBOBY, OHM  JIOTOJIHSIIOT
cymiecTBytoiue (BcenaenHas Marvel, I'appu [loTTepa u npyrue) u co3narot
HOBbIe (Takue, kak ¢panmmza GTA wm S.T.A.L.K.E.R., mo xotopoii
HalMCaH HE OJUH JECSITOK KHUT U CHSATO HECKOJIbKO (haHATCKUX
KopoTkoMmeTpaxkek). Takxe oueBUIHA U MH(DAHTHIIbHAS TIPUPOJIA TeHEe3Uca
BUJICOUTP, OJIHAKO, CETOAHSI ATO YK€ HE SBISIETCA «IIOCTBIIHBIM
YIOBOJLCTBUEM) M JJI B3POCHBIX Jtofiel. Urpbl KOHKYpHUpYIOT 10 cOopam
c OmokbacTepamu, a KyJIbTYpPOJIOTH, IyCTh W 3aIl03]1aj0, Pa3MbIILISIOT,
MO>KHO JI CUATATh WX HOBOU (DOPMOIT HCKYCCTBA.

Yto xe kacaercsi kuHemarorpada, To KupOu pgemaer akieHT Ha
TEXHOJIOTHUAX KOMIIbIOTepHON rpaduku. VIMEHHO OHM  MO3BOJISIIOT
COBPEMEHHOMY KHHO TIPEOJ0JIETh TMOCTMOACPHUCTCKUE YCTAHOBKH M
HayaTh CO3/1aBaTh HEUTO PAJANKAIBLHO HOBOE: APYTHE€ MUPBI, IEPCOHAKEN U
MOHCTPOB, KOTOPBIX HEBO3MOXKHO TMPEJICTaBUTh B peandbHOCTU. [lpu
nomom  CGI  co3matoTcs W pa3pyliaroTcss  LEJbIe  TOpOoJa,
PEKOHCTPYUPYIOTCS STIOXHU U BU3YATU3UPYIOTCS MUGDBI U jiereH 1bl. OTHaKO
HE BCE COTJIACHBI C MOAOOHBIMHU YTBEPKICHUSIMH. Tak, kuHOBea Dummni
Mapuon u ero coaBrop Anape l'agpo B cBoeir kHure «Konen
kuaematorpada? Kpuszuc B 3moxy mudpoBBIX TEXHOJOTHUW» MHUIIYT, YTO
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COBPEMEHHOE BHICOKOTEXHOJIOTMYHOE KMHO HE MPUBHECIIO B cPpepy HUUETO
HOBOTO M JIMIIb HWMHUTHUPYET pe3yJbTaThl, IOJYyYEHHbIE €IlIe B 3Py
IJICHOYHOTO KUHO, M TIOTOMY HOBBIE TE€XHOJIOTMM HHUKAaK HE 0003HA4aroT
paguKanbHBIM pa3pblB ¢ mpemuecTByromel Tpaaguuuen (Gaudreault &
Marion, 2015, pp. 4-6). 3nech, oqHako, ckopee npaB Kupowu, Tak kak 2018
roJl TOKa3ajl HaM, 4TO KMHO €II[e CIIOCOOHO pa3BUBAThHCS M YUUThCA y Ooee
MOJIOABIX MpeACTaBUTENEeH KyabTypbl. [lepeHAB NpakTUKy, JaBHO
CBOMCTBEHHYIO BUeoUrpam, amepukanckas komnanus Netflix BeimycTiiia
B MHTEPAKTUBHBIN d2MH30J cepuana «YepHoe 3epkaiio» «bpaHIamMbIry
(2018), re 3putens MOT IPUHUMATh PEIICHHS 3a IEPCOHAXKEN, TEM CaMbIM
dopmupyss  COOCTBEHHBIM  HappaTHB, MpaBAa, U  OrPAHUYECHHBIN
HEKOTOpPbIMU paMKamu. J[o 3Toro noio0Hyro nonsITKy npeanpussiin HBO
u pexxuccep Ctusen Conepoepr, cnenaB cepuan «Mo3zauka» (2018).

Hano 3aMeTnTh, 4TO B CAaMOM KOHLIE OTPBIBKA, OCBAILEHHOTO KHHO,
Kupbu BbICTYnaer B KadyecTBE BH3MOHEpAa M IIPEJCKA3bIBAECT CaMmy
komnanuto Netflix 1 oH-7allH KMHOTEaTpbl, Ipeanoaras, 4To pa3BUTHE
WHTEPHETA U YCUJICHHE BO3MOXHOCTEN ISl B3aUMOJEHCTBUSA ¢ KOHTEHTOM
OH-JaliH, CKOpee BCero, nepen3o0perTéT KuHemarorpad B KadyecTBe
JIOMAIIHETO KYJIbTYPHOTO pexuma. TeneBuaenue KaK
JTUIKUMOJIEPHUCTCKYIO KylIbTypy Kupou paccMatpuBaer uepes3 peautu- u
TOK-III0Y, B KOTOPBIX 3pUTEIb MPUHUMAET HENOCPEICTBEHHOE y4dacTHE B
CO3JaHUM «TEKCTa» IyTeM royiocoBaHusa. Tak xe ¢dopMmupyeTcs Hu
paanoddup, Korga KaxAbld CiIylmiaTelb MOXET HAalHUCaTh 3JIEKTPOHHOE
MUCHbMO WJIM MO3BOHUTH BEIYIIEMY B PEXKHME PEATbHOIO BPEMEHU U TEM
CaMbIM MOBJIUATh HA KOHTEHT M CTaTh €ro 4actbio. Kycok, mOCBAIIEHHBIH
My3bIKe, Haubosee ciadblii B 3TOW TJlaBe U, CKOpEE BCETo, MPEICTABIIAET
coboif cropoHHee uccneaoBanne KupOu mpo pok-My3bIKy Kak CIUIIKOM
KOHLENTYJIbHYIO U OTKPOBEHHYIO JUISI SMIOXHM ITOCTMOJEPHU3MA, a TAKXKE
OOpPBIBUCTBIC 3aMEUaHUs O TOM, UTO 3M0Xa JUIKUMOAEpHIU3Ma 0003HaUMIIa
HOBBIM ¢opmar MOTpPeOJICHUS MY3BIKH, KOTOPHIH B OOJBIICH CTECHU
HampaBjeH Ha CHHIJbl W WHIWBHAyaJIbHBIC IUICHINCTBI, YE€M Ha
MOJIHOLEHHBIE ¥ KOHILIENTYaJbHbIE aJIbOOMBI.

[Tocnenuss rnasa kuuru Anana KupOu Hambosee MHTEpecHa C TOUKU
3peHust conumanbHOM  (unocoduu. IlepBas ee dYacTh MOCBsILECHA
«TICEBA0AYTU3MY» — JTUIKUMOJIEPHUCTCKOMY IPUEMHUKY
MOCTMOJIEPHUCTCKON IMIM30pPEeHUH U MOJIEpPHHUCTCKOro Hesposa. Hano
3aMETUTh, YTO JJISI MOJPOOHOTO omucaHus 3Toro ¢eHoMeHa (B OoJiblen
Mepe Jaxe ISl KpUTUKH COBpeMeHHOTo ob1iecTBa) KupOu co3maer oueHb
npamaTuaHyto atMocdepy. B Hauane on oOparmraercs Kk mudpam u MUIIET,
yto ¢ 1976 roma mo 2008 rox 4uCiIO IMArHO30B «ayTHU3M» BBIPOCIO B
JBaJLATh MATh Pa3, a MOCIE 3TOrO0 TOBOPUT, YTO €0 «IICEBA0AYTHU3M — 3TO
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HEKJIMHUYECKUI aHAJIOr ayTh3Ma, HO HEUYTO, HAllOMUHAIOIIEE CHUHAPOM
Acneprepa, KOTOPOMY CBOMCTBEHHBI OTCTPAaHEHHOCTh WU 3aMKHYTOCTb.
Hanee KupOu Ha3biBaeT Hanbosiee OYeBUAHbIC IPUYMHBI POCTA ayTU3Ma U
«TICEBA0AYTU3Ma» — TEXHUYECKYIO PEBOJIOLUIO (MHTEPHET, MOOUIIbHBIC
TenedOHbl, BUICOUTPHI, IUIEEPhl U TakK Jajiee), MO3BOJIUBIIYIO JIIOMISIM
CYLECTBOBATh B «KOKOHE», u30eras JIMYHOM KOMMYHHUKAlUU H
JOBOJIBCTBYSICH TEKCTOM, W NOMYJISIPU3ALMI0 COLMONATHM B MAacCOBOU
KynbType. OnucaB 3tu TeHaeHuuu, Kupbu cam ke oT HMX OTKa3bIBaeTcs,
CUMTasi UX HEYAOBJICTBOPUTEIBHBIMH M HECHOCOOHBIMU OOBSCHUTH POCT
nuarHoctupyemoro aytusmMa Ha 2500 mpoueHToB (3BYy4HUT B CTO pa3
BHYIIUTENIbHEE, YeM «B 25 pa3»), U jgaiee uepe3 Moaenb Dyko
YTBEPKJIEHUSI OOJE3HW KaK HECOOTBETCTBHS  COLMAIBHOW  HOpME
NepeXoJUT K  KPUTHKE  COBPEMEHHOro  obmiectBa.  AyTHU3M
IIPOTUBOIIOCTABIIACTCS  TEKYIIEW COLMAJIbHOM TEreMOHUHU: Tiara K
OJIMHOYECTBY, THILIMHE, CBOOOJE OT BMEUIATEIbCTBA IPOTUBOCTOUT
rnmo0anu3anuy,  [EepeHaceleHu0 U ypOaHu3auuu, HamsaTh U
OCMBICJIEHHOCTh — NOTPEOUTEIBCKON 3a0BIBUNBOCTH M MHCTUHKTUBHOCTH,
U Taxk gajnee. IMEHHO 3TO IPOTUBOIIOCTABICHUE U IIOPOXKIAACT aAyTU3M —
KAaK HCKIIOYEHHOCTh K3 oOmectBa. Ilpu 3TOM Henb3s paccMarpuBaTth
ayTHUCTOB KaK «MYYEHUKOB» WU «OYHTOBIIMKOBY», IOTOMY YTO 3TO HE UX
Ooco3HaHHbIA BbIOOp. Bee 310 mpuBoauT Kupbu K HeyTemHUTETbHOMY
BbIBOAY: «OO0IIECTBO, KOTOPOE TaK YCIEUIHO MPOU3BOAUT ayTHU3M U TYT K€
HCKJIIOYAET €r0 M3 OOIIECTBEHHOM JKU3HH — HEJIOCTOMHO BBDKUBAHUS, U HE
BepkMBET» (Kirby, 2009, p. 233).

Crnenytoiue ymo3akiatoueHuss KupOu He 100aBsiIOT ONTUMHU3MA B ATY
u 0e3 Toro nevanbHyr KapTuHy. [lo XoIy Bockpemias MeTaHappaTUBBI,
KOTOpPBbIE MHOT'ME ITOXOPOHWJIM H3-3a HETOYHOro nepesona Jlmorapa Ha
aHTIIMHACKU s13bIK, KupOu mepexoauT k ux kputuke. Tak, 1o ero MHEHUIO,
cerofHs  HauOoyiee  BIUSATENBHBI M AKTyaJlbHbl  «SJOBUTHIE
METAaHAPPATUBBD), K KOTOPBIM OH OTHOCHUT PEIUTHI0 U KOHCIOMEPH3M.
Penurus, npencraBienHas B 0OIIECTBEHHOM TpocTpaHcTBe (K Hel Kupou
HE OTHOCHT JIMYHBbIE pEJIMTHO3HbIE  YOeXKIEHHUsS), HECeT JMIb
JECTPYKTUBHBIM, TOKCHYHBIM IIOCBUI: IIPSAMOE WIM OIIOCPEIOBAHHOE
YHUYTOKEHUE HAyKH, HCKYCCTBa, WHAKOMBICIIHSA, OrPAaHUYEHUE IIPaB H
CBOOO/I. Haxe IepeIOBbIE TEXHOJIOTUU HCIIOIb3YIOTCS B
MICEBJIOMOJICPHUCTCKON MaHepe: Bujaeo W YouTube mna mnyOnukanuu
3amucell Ka3HeW, KMHO M TeJeBUAEHUE sl AeMOoHcTpauuu «Crtpacren
XpuctoBbix» (2004) Mena I'mbcona. Ho Bce ke TJIaBHBIM «SJIOBUTHIM
METAaHAPPATUBOMY» SBISAETCS KOHCIOMEPU3M KaK CHUCTEMa LEHHOCTEU U
MHUPOBO33pEHHUE, BBIXOJSAIIEE AJICKO 3a PaMKU IMPOCTOr0 MOTPEOICHHUS.
KoHcromepusM, €cTecTBEHHO, BKJIOYaeT B ce0s Bce  ILIOXOE.
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CrneacTBueM/IpUYMHON KOHCIOMEpHU3Ma SIBIISIETCSA MOTEPs] KOMIIETEHIIMH BO
BCEM. JTO U KOMIIETEHIIUH B cpepe KyJIbTypbl, UCKYyCCTBa, 0Opa30BaHuUs, U
JUYHbIE, OT (PMHAHCOB /10 THTHUEHBI, U, KOHEYHO, pabouyne KOMIMETECHIINH
JUIsL BceX TMpodeccuelt OT «MeACeCcTphl J0 HHXKeHepa». Bce 3T1o
CBOMCTBEHHO pPaHHEMY [UDKAMOJEPHU3MY U SBISIETCA CIIEICTBUEM
BIUSIHUAA TMOCTMOAEPHHU3MA, KOTOPBI B CBOKO OYEpENb CHOCOOCTBOBAI
TpuyM(y KOHCIOMEpHU3MA.

3a Tpu roJa B MPOMEXKYTKE MEXAy cBoed crarbedl «CmepTh
MOCTMOJIEPHU3MA M TO, YTO MOCJIE» U KHHUIOH, KOTOPOMl MOCBSIIEHO 3TO
acce, Aman Kupbu mnpogenanm orpomMHyr padoOTy C 3SMIOUPHUYECKUM
MarepuasioM. OpHako, Kak IIOKas3ajgo0 BpeMsA, JTOrO0  OKa3aJloCh
HeocTaTouHo. OCHOBHAS MpoOieMa ATOM KOHIIENINY, KaK U OOJIBIIIMHCTBA
JIPYTUX MOCTIOCTMOJIEPHUCTCKUX HCCIIEI0BaHUN — paboTa ¢ popMoid, a He
aHaJIu3 coJiepKaHus. YIJIOBUB LU(PPOBOM TpeH ] KaK BaXHYIO OCOOEHHOCTb,
CBOMCTBEHHYI0  coBpeMeHHocTH, KupOu mnpencraBun — 6e3yciIOBHO
CEPBE3HOE U IIOCJIEIOBATENBHOE UCCJIEIOBAHKE IIPOSIBIICHUI
TUKUTanu3aluu B KynbType. Ho 3a GopTroM wuccrnenoBaHHMil aBTOpa
OCTaJNCh JKOHOMHUKA M COLMAJIbHOE BIMAHHE (MOpAIU3aTOPCKUE
3asBieHUs KupOM O KOHBCIOMEpPU3ME HEJb3sl CUHUTaTh CEPbE3HOU
COIIMAILHON KOHIIENTYyaJInu3alueil HacTosIero MoMmeHTa). Bo MHorom stu
npo0emMbl 00YCIOBIEHBI TEM, UTO Y aBTOpa HET aJ€KBAaTHOTO MOHWMAaHHUS
«TpefpIaylie»  smoxu. PaccMOTpeB M M3y4MB  MOCTMOJIEPHU3M
UCKIIIOUUTENIBHO 4epe3 Npu3My KylbTypbl, KupOM MepeHOCUT 3TOT
M3HAYaJbHO HENpPAaBWIbHBIA MATTEPH HA aHalM3 COBPEMEHHOCTH. berio
O3HAaKOMUBIIUCH ¢ Tpyaamu JIxeitmucona, Jlumorapa, XabOepmaca wu
WUrnrona, oH, HE TPOBENs MOJDKHOM KPUTHYECKOW pedieKCHH, B UTOTE
MOJIYYHJI COOCTBEHHYIO HEXKHU3HECITOCOOHYIO METOOJIOTHUIO JUIsl PabOThI C
COBPEMEHHOCTHIO.

Konnenmus Anana KupOum He Hamia IIHPOKOTO OTKIWKA Cpeau
I'YMaHHUTAPHBIX YYE€HbIX. Er0 KHUTY IEpUOIUYECKH LIUTUPYIOT, B OCHOBHOM
UCKYCCTBOBEIIbI U KyJIbTYpoOJoru, Takxke ero crarba 2010 roma Obuia
omyOnukoBaHa B KHure «llmanerapHblii MOBOPOT. PensiiMOHHOCTH |
reodcreTuka B aBaauath nepBoM Beke» (Kirby, 2015) nmon penakumeit
Kpucruana Mopapy, aBTopa KoHUenuuu kocMmoaepuusma. Cam xe Kupou
nepectay pas3padaThiBaTh CBOIO HACI0 M 3a0pOCHII COLMAIbHBIE CETH.
Koneuno, xonuenuus Kupbu naneko He uaeanbHa U MpejjiaracT 0oIbIIon
OpoCTOp i KPUTHKUA. Tak, MOMKHO KpPUTHUKOBATh €ro IMOHUMAaHHE
MOCTMOJIEPHU3MA, TMOJUTU3UPOBAHHOCT M CJIa00  pa3paboTaHHYIO
COLMaJbHYI0 MpoOJIeMaTHKy, KOTOpas HHUKaK HE ONUpaeTcs Ha
COBPEMEHHYIO 3KOHOMMKY, XOTS BJIMSHUE HOBBIX TEXHOJIOTMI B 3TOM
HaIlpaBJI€HUM €1Ba JIM MEHbIIE, 4eM B KyJbType. OmHako, Kak yxke
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ynoMuHaiocs, Kupbu oaumH u3 aByx aBTOpoB, BMecTte ¢ PobOeprom
CaMI03JICOM U €r0 «aBTOMOJAEPHU3MOM», KTO BUAUT IEPEIOMHBII MOMEHT
JUISL CMEHbl COLMAJIBHBIX [apaJurM HMEHHO B PEBOJIOLHOHHOM
TEXHUYECKOM Mporpecce. ITo no3BoisieT KupOu BbITOIHO BBIACIUTHCS U3
IPyNIbl COBPEMEHHBIX COLMAIBHBIX TEOPETUKOB W IPUBHECTH YTO-TO
HOBO€ B JHUCKYCCHIO O CMEHE OJmnoxu. HakoHen, y KHHATM MHOIO
JIOCTOMHCTB: JIOBOJIbHO TOHKMI aHanu3 KupOu MaccoBoOi KyJIbTypbl MOXKET
OBITh MHTEPECEH KakK IIMPOKOMY KpYry YHTATeNIed, HWHTEPECYIOIINXCS
COBPEMEHHBIMM TEHACHUUSAMM, TAK U CIEHUAINCTAM B KYJbTYPOJIOTUU U
¢unocopun. Cam KupOu B KOHIIE KHUTH 3aMEYAET, UTO BCE ONMHUCAHHOE UM
OTHOCHUTCSI CKOpee K paHHeMy JHDKAMOJEPHU3MY, KOTOPOMY
CBOMCTBEHHbl =~ MHOTHE  TIOPOKH,  NPUOOPETEHHbIE B  MEPUOA
IIPOJIOJKAIOIIETOCS BIUAHUA IOCTMOJCPHHU3MA, U HaM e€ule IMPEICTOUT
YBHUJIETb PacCBET IUIKUMOJIEPHA, a KAKOW OH OyJeT, 3aBUCUT OT Hac.
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