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TRANSFORMATION OF CLASSIC DRAMA
MOTIFS IN GAME OF THRONES SERIES’

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

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

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

TPAHC®OPMALUNA MOTUBOB
K/TACCUYECKOW APAMATYPTUN
B CEPUANE «ATPA TMPECTOJ/10B»

AHHOTaumA. B cTaTbe € NO3ULMIA UCKYCCTBOBEAEHMA M KYAbTYPOSIOTMM pac-
cmatpuBaeTca cepuan «Mrpa npectonos», CTaBLLIMA OAHUM U3 CambIX 0BCY3K-
[aeMblX 9KPAHHbIX MPOM3BEAEHMI HALUMX AHeN. Ero nonynsapHOCTb cBA3aHa
C TEM, YTO OH MPeACTaBAAET He NPOCTO GIHTE3M, 3 APXETUNUYECKYIO CUTYa-
LMo «peLleHns cyfeb» — B CTUAKUCTUKE No-6apoYHOMY KUBOMMUCHOTO, NOA-
HOro AMHAMMKM 3penunwa. [laHHbIN cepuan ABASET XyL0XKECTBEHHOE BbICKa-
3blBaHME Ha PAZ BbICOKO aKTyasbHbIx Tem. Cepuan noceaweH npobiemam
ynpaBAeHYecKMUX CTpaTeruit, MeKrocy4apCTBEHHOM NOANTUKE, 0BHOBAEHMIO
MEXreHAEPHbIX OTHOLWEHWUIA. B nocnefHeM ce3oHe MOKa3aHo HacTyne-
HUe 3NoXM BbICTPOro MHTENNEKTA, HEIMOLMOHABHOTO U HEPENPECCUBHOTO
ynpasneHus. B o6pase bpaHa Ctapka — HOBOTo KOpoAs, He CNOco6HOro Xo-
AUTb, HO YMEIOLEero nepeAsmraTbca B NPOCTPaHCTBE NpoLLioro 1 byayuie-
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ro, — MNPOCMAaTPMBAIOTCA YepTbl BHETENIECHOro, HaA/JIMYHOCTHOIO pasyma,
CBEPXMHTENIEKTA, POACTBEHHOIO 31IEKTPOHHOMY.

«Wrpa npectonos» aHann3MpyeTca Kak ABNEHUE CUHTETUUYECKOrO UCKYCCTBA,
B KOTOPOM KMHemaTtorpadpuyeckoe M TeaTpasbHO-ApamaTUYecKoe Hayana
COCYLLECTBYIOT. B pa3sHbIX cepuax BOCbMOrO, 3aK/O4YUTENbHOMO Ce30HA 3TU
Hayana Haxo4ATCA B pas/IMyHbIX Npornopumsx. Hanbonee KuHematorpadumuy-
Ha TpeTbA cepua — KyJAbMUHauUuA 6UTBbI Ntogei ¢ bensimu xogokamu. Mo-
cnefHAA Cepua, HaNpOTUB, COAEPKUT MOYUTU CLLEHUYECKME MU3AHCLEHbI U1
Avanorun. [lo nocnefHero cesoHa B cepuane AOMUHUPOBANO aBaHTIOPHOE
KWHOMOBECTBOBaHWE, NpPOAO/IKalowee TpaauuMM aBaHTIOPHOrO pPomaHa.
B nocnepgHem ce3oHe Apye NPOABAAIOTCA YePTbl APamMaTypPrnyeckoro croxe-
Ta, BHYTPEHHE COOTHOCMMOTO C XPOHWKamM 1 Tpareamamu LLekcnupa, ¢ Tpa-
reguen «MNeHtecunes» Kneicta. OaHaKo, Npu BCEM CXOACTBE C LLIEKCMMPOB-
CKMMM TpareauMAaMMU «COCTOAHWUA MUpa», B «Mrpe npectonoB» OTCYTCTBYIOT
repou, NONHOCTbIO aHaNOrMYHbIe B CBOEW CTPYKTYpe reposiM peHeccaHCHoro
ApamaTtypra. 3To CBA33AHO C OTKA30M OT MHOFOIPaHHOIO, KCUHTETUYECKOTO»
repos B UTPOBOM UCKyccTBe HOBOro BpemMeHMU, KOraa Ha CMeHY C/IOXKHOCTU U
HenoBTOPUMOMY CBOEO6Pa3nio TMYHOCTU NPUXOAUT AeNeHUE NepCoHaKemn
Ha amnnya. Cepuan coaepKUT 3aByasIMpOBaHHbIN NPU3bIB afanTMPOBATHCA
K HEecoBEpLUEHCTBY MMpa, HO TaKXkKe BblpaxkaeT cepbe3Hoe 6ecroKoicTBo
No NOBOAY COXPaHEHWA BbICOKOW LLEHHOCTU CUJIbl U BNACTU B YeI0BEYECKOM
obuecTse.

KnioueBble cnoBa: skpaHHble meaua, cepuan, xopax MapTtun, Urpa npe-
CTONOB, aBaHTIOPHbIV pOMaH, gpamaTyprus, Lekcnup, Kneiict, Tema Bnactuy,
Tpareaus, XPOHWKA, repoi, repouHA-BOUTENbHULA

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

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

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

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

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

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

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

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

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

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

DECIDING WORLD’S FATE IS ENTRUSTED TO SUPER-INTELLIGENCE

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

WESTEROS IS ELSINORE WITHOUT A HAMLET

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

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

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

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

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

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

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

This ends the list of similarities between Hamlet and Snow.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

17

say to the god of death? —Not today!” This inspirational expression lends
the heroine strength at extraordinary times. But Westeros daily lives by
another, non-articulated truth: “What do we say to the god of mercy?—
Not today!”

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

|H

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

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

A BATTLE FOR SURVIVAL—A HEROIC INTERMISSION

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

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

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

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

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

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

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

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

CATASTROPHE OF THE WORLD OF POWER. KLEIST-STYLE

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

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

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

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

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

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

METAPHYSICAL FETTERS

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

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

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

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

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

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

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

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

The complete lack of sweet loving couples in the final of the whole
story is indicative. Couples are dead or broken. And even Sam and Gilly’s
marital happiness is not captured on camera. Those for whom no passion
ever comes first gained relative social success. Only warrior female
characters survived—Lady Brienne and Arya, i.e. carriers of the series’
key female archetype [21, p. 43—47], along with Sansa who is prone to
patience, craftiness and calculation. Bran was the only surviving child. The
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other descendants of royal families along with commoners’ children, not
only did not make it to the final but actually died a violent martyrs’ death.
Y. A. Bogomolov recently wrote about the role of the child’s image and
“technique” in contemporary media culture [22, p. 47-49]. It is perfectly
obvious that depreciation of children’s lives is actually a recurring theme
in contemporary screen plots and it can be traced quite clearly in Game
of Thrones, too.

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

The large screen format intended primarily for lengthy entertainment
and secondly, for reflection, aims to keep the audience on its toes and sort
of attune it to the demonstrated and very recognizable picture of the world.
Intonations of uncompromising rejection of human society’s disharmony
are receding. They are replaced with intonations of forced recognition,
since this disharmony seems to be inevitable and insurmountable. Which
is why it is better to adapt to it mentally—the humanity has no other
world and no other soul and it does not expect to get any. Costumes,
climate, external threats may change; the principle of establishing power
may change—but not the general system of values and public morals.
This is the non-tragic attitude of Game of Thrones, as if telling its viewer:
Shakespeare and Kleist still hoped for something in the future but they
lived a long time ago and we have nothing to hope for in the early 21
century.
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Cepuan HBO «Wrpa npectonoB» Mo pomaHam UMKna [Kopnaka
MapTuHa «lecHn nbAa u NaameHu» cTaa OAHUM U3 CaMbIX 3aMETHbIX
N 0bCyKAaeMbIX 3KpaHHbIX NPOU3BEAEHUI NocnegHero AecATUNETUA.
Mpuyem nocnegHuit ceaoH «Mrpbl NPECTONOB» Bbi3Ba/ MHOMECTBO He-
raTUBHbIX PEaKUMI y LWMPOKOW ayauTopun. VX Bo/IHA pacTeT, KpUTUKA
cepuvasna CTaHOBUTCA XOPOLIMM TOHOM. 3ameydatoT NAacTUKOBble BYTblI-
KM Y HOT NepcoHa)kel, BoBpemsa He ybpaHHble U3 Kagpa. MpunommnHatoT
aHa/IorMYHblEe «IAMNbI» B PaHHUX ce30Hax. Paspatotca TpeboBaHUA nepe-
CHATb BeCb puHan.

Mesay Tem B COBPEMEHHOM 3anaaHol Hayke «Mrpa npectosoB»
aKTUBHO M cepbe3Ho uccneayetcs. OAHMX yYeHbIX MHTepecyeT cneumodu-
Ka pa3suTus Tembl CpegHeBeKkoBbs [1], [2]. Apyrnx — XyA0XKeCTBEHHble
BbICKa3bIBaHWUSA O reHAepHbIX Npobnemax [3] n 0bwecTBeHHOM Pa3BUTUN
[4]. Tak:Ke CIOXKET UMKNa POMAHOB W Cepuana UCMNONb3yeTcs Kak cobpa-
HMe NPUMepPOB NoBeAeHYECKMX Mmogenen n busHec-ctpaTeruii [5]. Takum
06pa3om, pacCMOTPEHUE LUUKAa POMAHOB 1 Cepuana NponcxoanT B Ana-
nasoHe OT KyAbTYypPOoJIOrMM U COLUMOJIOTUM A0 TEOPUN MEHELKMEHTA.

BosbWwMM Warom Bnepes B PyCCKOA3bIYHOM HayKe CTasa COOpPHMK
cTatei «Mrpa npecrosioB: NPoYTEHME CMbICIOB. VICTOPUKM U NCUXoso-
" uccnegytoT mup [xopaxka MapTuHa» [6], pa3sBopayMBalowWwero ms-
y4YeHuMe cepuana v UMKAa POMaHOB B CTOPOHY HE TOJIbKO MCUXON0TUN U
WCTOPUMN, HO TaK3Ke KyJbTYPOIOrUKN U TeEOpUM meana. K TeKcTam AaHHOoro
TpyAa mMbl byaem Heo4HOKpPaTHO 0bpallaTbesa No mepe HeobxoAMMOCTMH.

B flaHHOWM CTaTbe Mbl OCTAHOBMMCS UCKTIOYUTE/IBHO Ha cepuane [a-
Bnaa beHnodda n [sHunena bpetra Yalicca, npumeHas MeToabl UCKYC-
CTBOBEAEHMUS, a, TOYHEE, KNHOBEAEHMA U TeaTPpOBEeAEHMUA, ANA PAaCCMO-
TpeHua «Mrpbl NPecToNoB» Kak NPou3BeAeHUs BU3yaibHOrO UCKYCCTBa.
OT KynbTypoJIOTUM e 34eCb — BHUMaHWE K CoAepXKaHuio npoussese-
HWSA MCKycCTBa. B cBOMX NoAaxogax Mbl OCHOBbIBaeMCsi Ha Tom ¢dakre,
YTO 3KPaHHbIE UCKYCCTBA — 3TO CMHTETMYECKME MCKYCCTBa. Kak TOYHO
dopmynnposan Buktop OemuH, «byaem NOMHWUTb, YTO U TENEBU3UOH-
HbI 3KpaH, KaK M 3KpaH KMHOTeaTpa, Kak U TeaTpasibHble MOAMOCTKH,
npeanaraet He 04HO KaKoe-TO MCKYCCTBO, MYCTb Aae B YbWUX-TO rMnasax
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npoounvpyowee N BarKHelLIee, 3 MHOFOYUC/IEHHYIO CEMbIO, CBA3AH-
HYHO OHTONIOTMYECKOM HAC/NeACTBEHHOCTBIO, HO C HEOXUAAHHbBIM, He3a-
NAaHUPOBAHHbIM FEHETUYECKUM Pa3bpocom, C HenpeaCcKaszyeMbIMU My-
Tauuammy» [7, c. 4]. UccneposaTenb Men B BUAY HaNYME B SKPAHHBIX
WCKYCCTBAX Bblpa3uTe/IbHbIX CPEACTB, @ BMecTe C HUMKM — obpasos, Mo-
TUBOB, CIOXKETOB, aPXETUMOB, CBA3AHHbIE CO 3PE/IULLHBIMU UCKYCCTBAMM
W IUTepaTypoin, My3blKO M M3006pasnTesibHbiIMM UCKyccTBamKn. OaHaKo
B Hayane XX| BeKa elle 60nee o4eBUAHO TO, YTO CaMMU CUHTETMYECKUE
WCKyCCTBa — TeaTp, KMHO, TeneBuAeHE 1 Np. — TOXe «coobLiatowmecs
cocyabi». M nogobHO ToMy, Kak COBpeMEeHHbIl TeaTp CTPEMUTCA MHOraa
MCMO/Ib30BaTb 3KPaHbl M CPEACTBA BbIPA3UTENbHOCTU KMHO, TaK U 3KpaH-
Hbleé UCKYCCTBA HEPEeAKO aKTUBHO UCMO/b3YHOT 3/1IEMEHTbI CLEEHUYECKOM
3CTETUKM (BCMOMHUM, K npumepy, «Joreunnb» flapca ¢poH Tprepa nam
«BaHs Ha 42 yauue» Jlyn Mans).

B npousBeAeHMAX CUHTETUYECKOro TWMa, byab TO CNeKTaknb uau
dUNbM, COOTHOLIEHME PA3HbIX UCKYCCTB HE OAMHAKOBO, OHO KaKAbll
pas BbICTpanBaeTcsa no-ceoemy. Mo MeTKOMY 3aMeY4aHMI0 COBPEMEHHOTO
TEopeTUKa cueHndYecknx popm tOpusa bapbos, «Bnapl TeaTpa onpesens-
0TCA B cBOeW cneumduKke He TONbKO Ha OCHOBAHWUWU MPUHAL/IENKHOCTU
WX COAEPIKAHUIN, GOPM U A3bIKOB, HO U MO TOMY, KaKMe 4acTu CUCTEMDbI
CMEeKTaKNA OKa3blBAlOT B KAaXKAOM C/lydae pellalollee BAUAHUE Ha 3Ty
nNpUHagnexxHocTb» [8, c. 229]. 3To e CBOWCTBO NPOABAAETCA B 3KpaH-
HbIX Npou3BeAeHUAX. B cepnane Ha NPOTAXKEHUM PA3HbIX CEPU MOTyT
aKTUBU3MPOBATLCA PA3/INYHbIE KOMIMJ/IEKChI BbIPA3nUTENbHOCTH, TO bonee
cyrybo KuHemaTtorpaduyeckune (MoHTax, Urpa NJaHoB, ABUKEHME Kame-
pbl W Np.), TO IMTepaTypHble (HApPaTMB, 3aKaAPOBbI r010C, oNucaTeb-
HO-MHGOPMALMOHHBI MOKa3 MeCT AeNCTBUA U Np.), UK Ke — TAroTeto-
wme bonble K TeaTpasbHbIM, (HaNpUmep, MM3aHCLLeHa B Kagape, AManor,
ApamaTmyeckas cuTyaums). COOTHOWEHUE KKUHEMATOrPadUUHOCTUY U
«ApamMaTypruyHoCcTM» B cepuane bbiBaeT HEPOBHbIM. be3 yyeTa Takoro
napagoKca, OCTaloTCA BHE MOAA U3YYEHUA MHOTME CMbICNOBbIE NAACTbI
cepuana Uan HeKOTOpble 31eMeHTbl ero GopmMbl UCTOSIKOBbLIBAOTCA KaK
ee oTcyTCcTBME, HeaoPaboTKa, MOrpeLlHOCTb.
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WUTaK, npeameT faHHOW CTaTbM — Te CMbIC/IOBbIE NACTbl CEPMANA
«Wrpa npectonos», KOTopble MOTYT BbITb aAEKBATHO NPOYTEHbI, CKOpee,
yepes CONOCTaB/IeHNE C HEKOTOPbIMM MOTMBAMW KlaccuM4YecKol 3anaa-
HoeBpoMneKncKou ApamaTtypriun. Beab CyLLEeCTBYIOT TEMbI, HeyTpaTUBLLME
CBOEW aKTya/NIbHOCTV Ha NPOTAKEHUN CTONETUN. HepeaKo coBpemeHHasn
nonyaspHana Ky/JbTypa Haxo4uTcsA B NMPOLEcce BHYTPEHHEN NOJIEMUKN C
KNaCCUKOW WM e NPOAO/IKAET Pa3BUBATL 3a/10XKEHHbIE B Hell opmo-
cofepKatenbHble nNaacTbl.

Halw uccnenoBaTeNbCkMii NOBOPOT HE NPOTUBOPEUYUT NpeacTaB/ie-
HUAM O TOM, YTO YCMELIHbIA cepuan — 3TO KOMMEPYECKUI MPOAYKT, B
AAHHOM C/lyyae, 4acTb TPAHCMEeAMMHOro KOMMepYecKoro npoekrta. Ho
NPOAYKTOM MOXET CTaTb BCE, YTO peLuaT npogasaTsb. U, HaobopoT, ecin
KaKoe-To npouvssegeHne He GYHKUMOHUPYET UK He GYyHKLMOHUPOBaAIO
B CBOE BpPems Kak KOMMEPYEeCKoe, 3TO He 03HAYaeT, YTO OHO IMLLIEHO
noTeHumana «npoaykra». OQHaKo 3TO BOMpPOCkl cyabbbl Npou3BeaeHUn
BO BHELWIHEM MMpe, B PON NpeameTa MaHUNYAAUNA. DNEeMEHTbI «Npo-
OYKTa» MOMHO HAaWTU Y MHOTUX BE/IMKMUX KNAacCUKoB. Ho Hannumne Takmx
3/1IEMEHTOB HE OTMEHAET HaIMYMSA NMOJTHOLEHHOM XyA0XKeCTBEHHOM dop-
Mbl CO CBOMMM BHYTPEHHMMW 3aKOHaMW OpraHusaumn. He npounTas
3ToM pOopPMbI, HacTO HEBO3MOXKHO CKa3aTb HAaBEPHAKA, @ UTO e B HeW
MOMeT obecneunBaTb BbICOKYIO COLMOKY/bTYPHYIO BOCTPEebOBaHHOCTD,
KaK MpaBwuio, 1 ABAAIOLLYIOCA NPUYMHON KOMMepYecKoro ycnexa. Coot-
BETCTBEHHO, HalWa uenb — YBUAETb TOT LeHTPaIbHbI CMbIC/IOBOW y3€en,
6narogapa KotTopomy cepuan «Mrpa npecrtonoB» cTtan HECOMHEHHbIM
nngepom cpeam cepmanos 2010-x rogos.

OT BAPOYHOM ABAHTIOPHOCTW K NONUTUYECKOWN AIPAME

MoYTM He MeHAA BHELLUHEeN CTUANCTUKM, B NocneaHeM ce3oHe «Urpa
NPecTo/IoB» Pe3Ko NoABWHYNACh B CTOPOHY apTXayCHOCTU, Noapasyme-
BaloOLLEN, YTO CO34aTENU SKPAHHOIO NPOM3BEAEHUA NepecTatoT BCAKYIO
CEKYHAYy 3KpPaHHOro BpPeMeHU TPaTUTb Ha paseaedyeHue 3putensd. OHu
bonee He 3ab0OTATCA O €ro NCUXONOTMYECKOM U dU3MYecKkom Kombop-
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Te, 06 MHOOPMAUMOHHOM MPO3PAYHOCTU U AOCTYNMHOCTM 3KPAHHOrO
[eliCTBUA, O BO3SMOMXKHOCTU U3B/IEKATb U3 NMPOCMOTPA YCUNEHHbIE A03bl
YAOBONbCTBUA. ITO-TO, Ha Hall B3rA4, U Bbi3biBaeT NPOTECT LWNPOKOro
3pUTENs, NPUBbLIKLIETO K UTO30PHOMN 3KPaHHOW BU3Yya/IbHOCTMU.

Bce ceMb CE30HOB ayANTOPMA CMOTPE/A aBaHTIOPHOE paHTasuiiHoe
KMHOMOBeCTBOBaHWe. MHoropurypHoe, cobbITUMHO HacbiweHHOE, Bpy-
Ta/IbHO XMBOMWUCHOE, «DaPOYHOE» B MMPLLECTBEHHbIX KOHTPACTax KPaco-
Tbl, POCKOLUW, MAarMm — 1 HaTypPasibHOCTU 3eMU, NECKA, KPOBU, FPA3HON0
dusnonornsma. KuHematorpadusm Lenoro, BpoyYem, Mor Bpems oT Bpe-
MEHM BK/OYaTb MaTepuasnbl M3 0bnacTu TeaTpanbHOW KyabTypbl. Tak, B
cueHe cBagbbbl Axodpdpw (4-i ce3oH) pa3BopaunBanoch NpeacTaBaeHme
B Ayxe aHTMMacKu Ha4vana XVII Beka npwu gsope Tiogopos. B kocTrommpo-
BaHHbIX Kap/IMKax ABCTBEHHO YMTA/IMCb OTCbINIKM K 3CKM3am UHUTo [KOH-
ca, ycTpoutena 6puUTaHCKMX NPUABOPHbIX 3pennly [9]. B 5-m cesoHe BaK-
HOW COCTaBAAIOLLEN CTana AMHUA NAOLLAAHOMO TeaTpa, 0TOBParKaloLero
HeJaBHUWE ApamaTUyeckue cobbiTUA NPUABOPHOI KM3HKU BecTtepoca. Ho
A3bIK 9KPAHHOIO UCKYCCTBA 3pUMO AOMUHNPOBA B cepuane.

B BOCbMOM ce30He BU3yasibHaA «6apoUYHOCTb» NPOABAAETCA NULLb
n3peaKa. IKpaHHAA UANO3UNHAA 3PE/IULWHOCTL TO U AeN10 OTCTYMNaeT B
TeHb. M nepes HaMu OKa3blBaEeTCA, CKOPee, «MONTUYECKUI TeaTp» B Ka-
OPpe — MYUYUTE/bHbIN, TAXKENbI, HEOCTPOYMHbIN, HEXUBOMUCHBIN. Ecan
YUYMTbIBATb NPENMYLLLECTBA «ABYXCTYNEHYaTbIX onpeaeneHuin» npupoapl
CUHTETUYECKoro npousBegeHns, o yem nucan KOpuii Bapboi, cumntan nx
60/1ee Hay4yHO KOPPEKTHbIMM [8, €. 227], TO ceMb CE30HOB CEpMaa ABNSA-
1 coboli, ckopee, GaHTa3UMHbIN aBaHTIOPHbIN KUHOPOMaH. A BOCbMOA
CE30H TAroTeeT K GaHTasnnHOM gpame, KNHEMATOrPadUYHOCTb KOTOPOW
TO COBCEM MPUIYLIEHA, TO KOHBY/IbCMBHO MPOPbIBAETCA HAPYHKY.

dnemeHTbl aBaHTIOPHOCTU, €CTeCTBEHHO, OCTanucb. Ho ucyesno
OCHOBHOE KayecTBO aBaHTIOPHOW 3CTETUKM — BeAb B HEM BCe Camble
CTpalwHble cobbITUS, camble Ayliepasanpalowme nepexKMBaHna LOK-
Hbl C/YYKWUTb 3CTETUYECKOMY YA0BOIbCTBUIO PELMMMEHTA. A TyT acTeTUYe-
CKOE y10BO/IbCTBUE NEPECTAsIO U3B/IEKATLCA HENPEPBIBHO U fIerko. Bme-
CTO 3TOrO cepunan Nnokasan To, YTO ero No-HacToALLeMY CTao 6ecnoKouTb
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M 3aHUMATb K Nepuoay HeobxoAnmbix Pa3Ba3oK. To ecTb, cepuan co3gan
KOHLeNTyanbHOoe My6/AMLMCTUYECKOE BbICKA3biBaHWe B (GaHTasMIHbIX
OfeAHMAX SKPAHHOTO LIOY. BOCbMOW ce30H NOATBEPKAAET, U Aaxe C Ha-
XUMOM, UTO Npoucxodsllee B Kagpe COOTHOCUTCA He CTo/bKo co Cpea-
HEBEKOBbEM M/IN 3MOXOW BapOKKO, CKO/IbKO C HaLLMM BPeMEHEM.

PELUEHWE CYOEB MWUPA NEPEJOBEPEHO CBEPXPASYMY

HauHem c camoro mpayHoro — ¢ KOHLa, O KOTOpOM, Npasaa, Hac
npeaynpeaniv B cCamMOM Hadase, B 3acTaBKke. Mbl yXe nuMcanm o Tom,
YTO B NpeablayLLMX Ce30Hax B Hel rnaBeHcTByeT obpas MexaHM3Ma, B
CBOIO oyepenb, NPeACTaBAAOWEro HEKYD MYyIbTUCUCTEMY OTAE/bHbIX
anemeHTOB, PYHKUMN, aKTopoB, obctosaTenbcTs [10, c. 250-251]. Mo-
ABMAZNCL B 3aCTaBKE U XMBble cylecTsa. [JMHamMuKa 3acTaBku bblia BO
MHOrOM OpraHW30BaHa KefaHWem aBTOPOB cepuana AaTb npeacTrasie-
Hue o KapTte Cemn Koponescts [11, c. 15]. K puHanbHOMy ce30Hy B 3a-
CTaBKe, NOCTOSHHO BMAOU3MEHAIOWENCA, HE OCTANIOCh HUKAKUX PKUBbIX
¢duryp. Monet cTan CANWKOM YBEPEHHBIM U CTPEMUTE/IbHBIM — TaK JieTa-
0T HE APAKOHbl M He BOPOHbI, ABYI/N1a3ble MW TPEXI/Ia3ble, HO MbIC/IM B
NPOCTPAHCTBE YNCTOrO YMO3PEHMUA.

MexaHW3M LapuT NOJAHOBAACTHO, 3aTO Mbl MYLLEHbI B €70 BHYTPEH-
HOCTW, C/IOXKHOE, NOCTOAHHO BMAOU3MEHAIOLWEECA HYTPO, NOXOXee Ha
6ECKOHEeYHbIN NOAUTOH ANA UCMNbITAaHWWA, AN MHUUMALMU OJMHHOIO B
HECKOJIbKO XMU3Hel. B aTom HyTpe BHOBb BbIPacTaeT U OLWETUHWUBAETCA
KenesHbli TPOH, BbIKOBAHHbIN U3 Me4Yeil BOMHOB MOBEPHKEHHbIX apMUIA.
Huyero, Kpome 3TOro MexaHM3Ma, TPOHa M IEHTbI-MYTU C repbamm camblix
3HauyMMbIx pogos, 6onee HeT. [lyxoBHOE, MHANBUAYANbHOE, TNYHOCTHOE
N flaxke XTOHUYeckoe — 6osiee He NPUCYTCTBYIOT B MOAE/IM MUPO34aHuMA.

MocneaHAs 6onblian CLEHA NOCNeHEN CepUn OTKPOBEHHO TAroTeeT
K TeaTpasibHOCTM, NPUTOM TEATPaSIbHOCTU «HA CKOPYHO PYKY» — TaK YTo
NJaCTUKOBbIE BYTBIIOYKK, ECIN U MAsAYaT, HE LO/IKHbI MELIATb BOCMPUS-
Thi0. CLLeHa CMOTPUTCA KaK NpeanpeMbepHbIii NPOrOH UK reHepasibHas
penetTnuma «aaa CBOMX». M NPoOroH OoTHIOAb He aBaHTIOPHOW UCTOPUM,
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HO, CKOpee, ApaMbl-AMCNyTa, Kak ckasan bbl bepHapa LWoy. PasrosopHas
nbeca-ancnyT BCeraa NocBALLeHa TOMY, YTO BOJIHYeT ftofen cerogHaA. du-
Han «Mrpbl NpecTonos» — 3TO AUCNYT O CEroAHALIHEM MUpPE, BNaCTU U
CTpaTernax ynpasaeHus.

Mwu3aHcueHa OGpoHTaNbHA, CMMMETPMYHA, 3TMM CKy4yHa, HO ee
CMbIC/1 BECbMA CMMBOJIMYeEH. Jlydwune ntogn Cemn KoponescTs, camblie
aBTOPUTETHbIE, AMOULMO3HbIE, YMHbIE W/ KUBYYME JIOPAbI U Neaun Cu-
OAT MONYKPYromM nog, y3eHbKMM TEHTOM Ha MPUMMUTUBHbBIX MOAMOCTKAX,
CKOJIOYEHHbIX NOCPeAn pa3pyLIEHHOro ropoaa. 3To NoAMTUYECKas CLeHa
Ha pyMHax uMBMAM3auMK. A nepes BCemu, No LEHTPY, CTOUT nopg Tnpu-
oH (Mutep AMHKNENAK), YyTb N HE B LLENsX, TO/IbKO YTO LOCTaB/IEHHbIN
noZ KOHBOEM M3 3aTOYEHMA, Kyaa ero oTnpaBuia Koponesa [elieHepuc,
K AAaHHOMY MOMeEHTY ybuTas. M 3TOT MasieHbKOro pocTa YesioBeK C Koc-
MaToW ronoBoM, AaBHO HEOPUTbIN M HEMBITbIM, U3MYYEHHbI NOCAEAHU-
MW COBbLITUAMMK, NPOAO/IKAET, MO CYTWU, YNPaBAATb BCEWA MOAUTUYECKOMN
U3HblO BecTepoca. MoKa Bo3rnaBasatowmii Boicko elieHepuc Cepbiit
YepBb nbiTaeTca AoOUTLCA KaKMX-TO PeLUEeHUIA O HaKa3aHMM TpMoHa (3a
€ro 0TKa3 C/IYXKUTb KoposieBe), cam TMPMOH ybexxaaeT Bcex cobpaBLIMXCA
B HEOOXO0AMMOCTU BbIBpPaTb HOBOTO KOPO/A, KOTOPbIN M ByaeT oTaaBaTb
MPWKasbl M PacnopaKaTbCa cyabbamu.

BHelwHee AeicTBME MMHUMA/bHO, SMOLIMOHANbHAA AMHAMMKA 3a-
TOPMOMKEHA, HUKAKMX HaMpPAXKEHHbIX AMaN0roB He NPUAYMaHo. M MOXHO
CYecTb 3TO MUHYCOM cepuun. Ho ecTb B 3aHYACTBE FOBOPU/IbHU BaXKHOE
cofeprKaHue.

BO/IbHO MM HEBOJILHO, CLLEHAPUCTLI MOKAa3bIBaOT MUP, Ha Xoay cebs
nepefenbigaloWmii. B Hem HaumHaeT npaBuTb 6asIOM TOT, ¥ KOro ecTb B
ronose Maen u ymeHue ux ybeamtenbHo msanaratb. dusmndyeckan cuna m
BNaCTb, Aaxke ¢uM3nyeckan u coumanbHasa ceoboga TyT HU Npu yem. Bee
cnywatoT TUpMOHa NOTOMY, YTO Y HUX CaMUX HET HUKAKUX UAEeN, OHU BO-
o6Llie He NPUBBIKAU ABUTATbCA MO KU3HU «Maesmu». A TyT BAPYT HauuHa-
eTcA 3noxa uaen. M 3putenm cpasy nonagatoT Ha ee KyxHIo.

MpeanoxeHne nopga TMpMOHA Ha3HAuYUMTL Koponem bpaHa Crapka
(A3ek XemncTtea-PailT) Bbi3biBaeT CHayana oTOpOnb, a NOTomM ogobpe-

HAYKA TENIEBUAEHUA Ne 15.2, 2019 141 THE ART AND SCIENCE OF TELEVISION



HWe No ABYM MpWYMHaM. [Jpyroro afeKkBaTHOro NpeTeHAeHTa He MoryT
NPeAsoXuTb, B TOM YMCAE NOTOMY, YTO €ro NPOcTo HeTy. Kpome Toro, Hu-
KTO, Kpome TUPUOHa, He B CMAax NePecTynnuTb Yepes IMYHble ambuummn
NpPeaoXuTb B KOPOAU He ceba. BoNbLUMHCTBO MbIC/IEHHO AymaeT o cebe,
HO monuuT. OguH 13 nopaos, aaaa CaHcbl M bpaHa, BCTaeT 1 BNosHe ce-
pPbe3HO HAYMHAET PEKOMEHA0BATb cebs, HO ero TyT e ocaxusatoT. OH
He 3/7104el, a 6eCXMTPOCTHBIN YenoBeK, PELUMBLUNI 03BYYUTb MO3ULUIO,
aHANOMMYHYO NO3ULMAM OCTaNbHbIX. KarKabli cnocobeH Xenatb BUAETb
Ha TPOHe To/bKO cebs — uan BooblLe He roTOB 3aHMMAaTbCA NOJAUTUKON,
nogo6bHo AxeHapu bapateoHy, bacTapay 04HOro M3 NPEXHUX KOPONen.

BecbMa nokasaTenbHo, YTO NpPaBo KPOBM BOOOLLE HE paccmaTpuBa-
eTca 6osiee Kak MOTMBaLMsA 418 0bpeTeHMsa KOpoHbl. Ham Kak bbl noka-
3bIBAlOT B CXKAaTOM BUAE UCTOPUIO ABUMKEHMA 0OLWECTBA OT MOHAPXUI C
3/1eMeHTaMM TUPAHUK K BbIBOPHOW BNaCTK.

Ho 3TO He wwar oT AypHOro K Aydllemy, BOT B YeM BCA CONb AaHHOM
ncTopuu. «Mrpa NpectonosB» — BCErAA KECTOKas Urpa, U B Hel 04HO 3/10
CMeHseTcA ApYyrMm U TpeTbMM. M He CTOMT TpaKToBaTb NepemeHbl Kak
MO3MTMBHbIN LAl B CTOPOHY «AEMOKPATUMN». AKLLEHT cAeslaH Ha TOM, YTO
HaCTYNUBLLMI NepuoL BO BCEX CMbIC/IAaX MEPEXOAHbIN — OT U3BECTHOTO
K HEM3BECTHOMY U C TPYAOM MPOrHo3npyemomy. M B 3STOM OH MOXOX Ha
Hallly COBPEMEHHOCTb, O KOTOPOI 3UrMYHT BaymMaH roBopwmJi, YTo «ceroa-
HA, KaK HMKOTAa, C/I0XKHO CKa3aTb O TOM, YTO MPoMUCXoAALLME NEPEMEHDI
MMEIOT KaKoe-To 3apaHee onpeaesieHHOe HanpaBieHWe, OHM 3aCTatoT Hac
BPACM/IOX, Mbl UX HE OXMAAEM U HE NPeaBUANM. <...> Mbl HaxoguMcs B
nepuoge interregnum, COCTOSHUM HEYBEPEHHOCTM... Mbl Jla’Ke HE 3Haem,
KaK npeasuaeTb passutme cobbituii...» [12].

[dpamatyprua cepuana 3akoHOMepHO genaeT TMpMOHa Moaepa-
TOPOM «MNEepPexogHoro nepuoaa» — M3rol UMeeT NPaBo Ha HEKOTOPbIN
peBaHW. A MMEHHO KaTeropmei peBaHLLa MbICAAT U GUHANbHBIN CE30H,
W HbIHELLHAA AEeNCTBUTENbHOCTb. XENMW 3HA, HE BO3MOXKEH B 3TOW peaib-
HocTW. CyacTbe — HemogHas KaTeropusa. Ho MOXeT CyunTbeca peBaHL
ONA HECKOJIbKMX M3OpPaHHbIX, U HOBbIM WAHC — A8 Mupa B uenom. Uc-
KYCCTBO, CTPEMSALLLEECA K rapMOHM3aL MM GUHANBbHOW KapTUHbI MMPa, Ya-
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CTO CTPEMMUTCA Pa3faThb MO 3aC/yram, HakasaTb UK YTELUTb NEPCOHAXKeEN
CO00b6pPa3HO NX NOBEAEHMIO U BHYTPEHHEN CyLWHOCTU. U Toraa aBTopbI Bbi-
CTYNaloT Kak cnpaseaimBble 60rM — Tak Npoucxoaut He 06s3aTeNlbHO B
cyrybo pasBieKaTe/bHbIX Npon3BeaeHuaAX. B «bype» n «3nmHel ckaske»
LLlekcnupa ectb 3TOT Nadoc.

«Wrpa npectonos» ToxKe pasgaeT nopumio GUHaNbHLIX 4APOB U Ha-
KasaHui. MHorme u3 Tex, KTo B CBOEM MPOLULIOM coBepLuan Hebnarosug-
Hble U CTPaLLIHble MNOCTYMKKU, NOrMbatoT B 6UTBE € Henbimm XoaoKammn nam
BO Bpemsa pa3spyllieHna KoponescKkol raBaHu. Ho nocne atoro cepuan 3a-
OCTpAET BHMMaHMe Ha NepemeHax «TPeHA0B», Ha 0603HaYeHUN HOBbIX
¢$aBOPUTOB HOBOW 3MOXM.

PeBaHwW yrotoBaH bpaHy, nckanedyeHHomy [xenme JSlaHHUCTEPOM,
npeacTaBuUTesIeM paHee rocnoacTBOBABLUErO apUCTOKPATUYECKOTO PoAa.
PeBaHwW 6yaeT 1 y CaHcsbl, cTapwel cectpbl bpaHa. Ho oba BO3BbIWEHUS
NPOUCXOAAT Y3Ke He NMOTOMY, YTo caeayeT AapoBaTb Harpady AeTAm you-
Toro XpaHutens CeBepa, HECNPABEA/IMBO YLLEMIAEMbIM U FTOHUMbIM, a
NMOTOMY, YTO OHM NOAXOAAT A/1A HOBOM 3pbl YPaBAEHUS.

B cBoem nosegeHun CaHca (Codu TepHep) noaxsaTbiBaeT CTWJ/b
TUpUOHa, NPOAOIKMBLLEFO YNPABAATb COOLITUAMMU BMECTO TOFO, YTOObI
onpasablBaTbCA. BmecTto npusHaHMA bpaHa Koposem, Kak TO AenaroT
ocTanbHble, CaHca CTaBUT YC/0BME CBOEM NI0ANbHOCTM BpaTy — Hesa-
BMcMMOCTb CeBepa. OHa roBopuT 0 cBOHOAE OT NPUCATM KaKk O Yem-To
HEeNnpenoXKHOM U eguHCTBEHHO crpaseganBom. OllylleHWe noaxoas-
LLEro MOMeHTa, CKOPOCTb MbIC/IM, MPArMmaTMKa peaKkumii U Hekonebmmas
ybexaeHHOCTb B IMYHOM NO3MLMU KaK 06 bEKTUBHOW UCTUHE — BOT 3a/10T
ycnexa. 3T0 NOYTU MHCTPYKLMA MO TaKTUKe 3dPEKTUBHOrO yrnpasieHus
yem-n160. CueHa UrHOPUPYET BCE BO3SMOMKHOCTM A5 B3BUHUMBAHMA KOH-
dAnKTOB. Bce HanpsXeHue co3daeTcs He BHYTPU Kadpa, a B NPOCTpaH-
CTBE MEXAY 3PUTENAMM, OXUAAIOLMMMN aKTUBM3AL MU CNIOPOB, U Nepco-
HaKaMu, Cpeam KOTOPbIX Ha NepPBbI NJ1aH BblABUMAOTCA TE, KTO YMEET He
[A0MycKaTb CMOPOB U He NMO3BOJ/IAET PAa3ropaTbCa OTKPbITbIM KOHGIMKTaM.

HasHayeHHbI1 Koponem BpaH He BOMH U He I0OOBHUK, OH MOKa He
Aenan NoANTUKY C MOMOLLBHO BOWH M YBUICTB, KaK TO [ief1afiv BCe OCTalb-
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Hble. EcTb unno3usa, uto ¢ bpaHom byaet cnokoiHee. OH BHe N1106BU U Ha-
CNAXKAEHWUN, BHE CTAMXKATENbCTBA M XaHXKecKoro opoactea. OH He cTaHeT
OTLLOM HaCNeAHWKOB, 3aBelOMO Hale/ieHHbIX Ha 6opbby 3a BNacTb, — U
NO3TOMY OH He Bbl3blBaeT 3aBEAOMOr0 CTpaxa. TaK YTO BCe HauyMHaeTcA
C HUXKHUMX CTyNeHel npecaoByToin nupamugbl A. Macnoy, c yyBcTBa bes-
0NAacHOCTK, KOTOpOe BcenseT bpaH, nepeaBuraloLLMncA B Kpecae Ha Ko-
Jlecax, HO 3aTo CNOCOOHbIM NyTelecTBOBaTb BO BPEMEHM 1 BUAETb BCE.

HuWKoro us nepcoHaxen He CMyLLAET TO, YTO TEM CaMbIM HOBbIW KO-
po/ib Aanek OT MHOroro Yyesnoseyeckoro. Mo NPoOUCXOXKAEHUIO OH Yeno-
BEK, N0 HACTOALWEMY COCTOSIHUIO — CBODOAHbLIN HAZANYHOCTHbIN pasym,
bYHKUMA NaMATH, CBEPXBUAEHMA U CBEPX3HAHMA. HeKas aBTOHOMHAA UH-
bopmaLMoHHanA cucTema, noytn 6e3 yyscTs. Kak nuwet Mapwua LUTteliH-
MaH, B Ce4bMOM CE30He «YapapeBa ceBepHbIx boropoly 0bpasytoT eau-
HYI0 UHPOPMALMOHHYIO CUCTEMY, MTPUYEM HE TONIbKO NPOCTPAHCTBEHHYHO,
HO M BPEMEHHY!0. <....> MOAKNOUYMBLUKC K 3TON cucTeme, bpaH nonyyaet
BO3MOHOCTb He MPOCTO BUAETb KAPTUHKM M3 NMPOLUIOro B NaMATH gepe-
BbEB, HO W B3aMmoaeincTsoBaTb ¢ HUMKU» [13, c. 156]. Takxe LUTeiHmaH
BCMOMUHaeT «ABaTap» KamepoHa, rae 6bi1a nokasaHa egyHas ceTb UH-
$GOPMALLMOHHO-AYX0BHOTO BbITUA Ha NiaHeTe MaHAOpPa, M 3Ta CETb TOXKE
umena dopmy neca [13, c. 157]. bectenecHoe MeXANYHOCTHOE CO3HaHMUE
obpeTaeT B COBPEMEHHbIX ¢duabMmax GOpPMbl CaKpasbHOrO NPUPOAHOro
Hayana, HO AEMOHCTPUPYET Te BO3SMOXHOCTU, KOTOPbIE B HbIHELLHEeN pe-
aNIbHOCTU NPUHAZNEKAT MMEHHO HOBEMLLMM TEXHONOTUAM.

bpaH, KOHEYHO, NO BUAY HE MOXOX Ha KOMMbIOTEP, HO YTO-TO POA-
CTBEHHOE Yy HUX ecTb. KaK roBOpUT cam repoi, OH HUYEro He XOYET U
HUYero He 4yBCTBYeT. [JJO KAKOM e CTEMeHW pa3oyvyapoBaHUA B YesoBe-
YeCKMX YyBCTBaX M NOBYKAEHUAX HAAO0 AOWUTHU, YTODbI 3TO CYMTANOCh MO-
NOXUTeNbHbIM GaKTOpOM B Hayane XXI Beka...

CBEPXBO3MOXKHOCTU BUPTYyaNa-MHTENNEKTYaNa CErogHA HyXHee
MUPY, KaK CYUTAET CepMan, Uan, BO BCAKOM C/1yHae, Y 3TUX CBEPXBO3MOMK-
HocTeli 6bosblie Bcero WaHcoB 3G dEKTUBHO YNPaBAATb Ye/I0BEYECTBOM.
BoT 06 3TMX HOBbIX NPUOPUTETAX BbICKA3bIBAETCA BOCbMOM ce30H. O ToM,
YTO BMECTO CUAbl, PU3NYECKOro AeNCTBUS U YyBCTB DyayT NpaBuTb pas-
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YM, PacyeT, IMOLMOHANbHAA HEWTPaANbHOCTb U YMEHWe 3arnsablBaTbh
B byaywee. B nonntuke moryT ObiTb yCNeLWHbl 0AM C MO3ramu u bes
BpeAHbIX MPUBbIYEK MAW yCTaBLUIME OT BPeAHbIX npusblyeK. CnaceHHoe
YyenoBeyecTBo HeOHX0AMMO MM ANA Toro, YTobbl Bbl10, KEM MAHUMNYAU-
poBaTb. 3aT0 H60/1ee He HyXKHbl BE/IMKUE FepOUn-CNacuTenm, B CpaBHEHUN
C KOTOPbIMM BCE OCTAJIbHbIE MOKAXKYTCA 3TOMCTUYHBIMU MU HEMOLLHbI-
MU TeHAMMK. NO3TOMY LEeHTpPasbHbIN repoit cepuana, xxoH CHoy, B KOTO-
pPOM MpeXae MHOrMe BUAEAN KOPO/A, BOODLLE BbIBEAEH M3 Kpyra /iuL,
YyNPaBAAOLLMX FOCYyAaPCTBOM.

BECTEPOC — 3/1bCMHOP BE3 TAMJIETA

CTpoeHue «Urpbl NpecTosioB» BMOJAHE 3aKOHOMEPHO BOCXOAMUT K
LWekcnupy. OT XpOHUK 34eCb — MHOTOPUrypHOCTb NOIUTUYECKUX Me-
puneTuii U cama Tema HeucToBol 6opbbbl 3a BnacTb. (HecnyyaliHo us
CaMUX LUEKCTIMPOBCKMX XPOHWMK MOMYYUNCA YCNELWHbIA MWHU-cepuan
«MycTas KopoHay.) A COBPEMEHHOrO 3pUTENS 3TO Of4HA U3 CaMbIX BO-
¥OENEeHHbIX Tem, CBoero poaa «$haHTOMHbIA MHTepec» GONbLUIMHCTEA,
NOMIHOCTbIO OTOPBAHHOIO OT B/IAcTU, Tem bosee nosuTuYeckon. Uckyc-
CTBO Aa€eT BO3MOXHOCTb NPUOBLWMTBCA K npobnemam BNacTM BUPTY-
aNbHO, KOMMNeHcnpya AedUUnNT 3TON NPUOBLLEHHOCTU B peanbHOM aei-
CTBUTENbHOCTU. UK e yBuAeTb B KOHPAUKTAX cepuana bonee sapkue
N 3pdeKTHbIe TEHN BCE TEX YKE YXKACOB, C KOTOPbIMU KaXKAblA MOMKET
CTO/IKHYTbCA B KaKOM-NMbB0 nokanbHOM cooblectse, Byab To npodec-
CMOHaNbHAA Kopropauusa uan HeobuuManbHas «TycoBKa». Begb Tam
BCTPEYAETCA BCe TO Ke, Yem nepenonHeH mup Cemu KoponescTs: Ko-
BAPCTBO, NOANOCTb, MPeAaTeNbCTBO, XUTPOCTb, NPOAAKHOCTb, KeaHue
NoAaBAATb, YHUKATb U YMHUTb PacnpaBy AOCTYMHbIMU CPeaCTBaAMMU.

Ecnn J1. TUHCKMI B KayecTBe CBOEOOpPasuA XPOHWUK OTMEYan Ux
CBA3b C aKTyasibHbIMM NPO6EeMammn aHIIMMCKOTO HALMOHAIbHOIO rocy-
OAPCTBA LUEKCNUPOBCKUX BpemMeH [14, c. 126—127], TO Mbl MOXEM KOH-
CTaTUPOBATb, YTO B IMOXY IN10O6ANN3ALMM aKTyalbHEE BCETO OKA3blBatOT-
€A npobnembl HagHauMoHaNbHble, NPobaeMbl BCEro mupa, nepuneTmm
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MEXKIOCYAaPCTBEHHbIX OTHOLWEHWUIN. Tak YTO B KaKOM-TO cmbicie «Mrpa
NPecTon0B» — 3TO HalUW 3aBya/IMPOBAHHbIE XPOHUKK. C Apyroi cTopo-
Hbl, B HUX €CTb paHTAaCTMYECKOE, CKa30YHOE, eCTb 3K30TUYECKME aHTYpa-
XK, 4To BbINO XapaKTepHo ans Tpareamii LLlekcnMpa, — UMeHHO NoTomy,
YTO 3TOT }KaHpP NPeTeHA0BaN Ha 06CYKAEeHNE BEYHbIX KOHPIMKTOB Yeso-
BEYECTBA, /INWb aKTYa/IM3MPOBAHHbIX B OMNpeAesieHHyo anoxy. Jltoboi
aHTYpaX 4N18 TaKMX KOHOAMKTOB — abCcTpakums.

Ecnm cmoTtpeTb Ha «Urpy NpecTtosioB» CKBO3b LUEKCMMPOBCKOE, TO
COBEPLIEHHO OYEBUAHO TArOTEHWE «MarmMcTPanbHOro CloMKeTa» K apa-
Me «COCTOAHMA MMpa», Kak cKasan oObl MuHckmi [14, c. 270]. OgHako
3TO MMEHHO COLManbHasA Apama C OTKPbITbIM GpUHANOM, a He Tpareams.
M npu BcEM HaMuMK pAAA LWEKCMMPOBCKMX MOTMBOB, KOTOPbIE Mbl Bpe-
MS OT BPEMeHM byaem oTmevaTb, — 3TO OTHIOAb He LLlekcnup. lfoBops o
CBA3AX CEpUAa C LEKCMMPOBCKOM ApamaTyprueis, Mbl He CKOHHbI npe-
YyBEANYMBATb UX BHYTPEHHIO COOTHECEHHOCTb (KoTopaa BoobLe YacTo
BCTPEYaeTca B 3anagHOM KMHOMCKYCCTBE, CLLeHapUCTbl KOTOPOTro MOCTU-
rasau asbl pemecna, B TOM YMc/e C MoMoLbio U3ydeHusa Lekcnupa n Mo-
nbepa). Onyckato npobaemy macliTabHOCTU TaNaHTOB U Tem Hosiee pas-
HUUy popmatos. Ecnm 6bl LLlekcnvpa 3acTaBuAN BaATb CHOXKET HA MHOTO
CE30HO0B, ero HeMnpeB3oMAEHHbIN gap ApamaTypra Toxe gan bbl cobon.

[NaBHbIA BONPOC B APYroM — novyemy BoobLie H1 0HO camoe yaau-
HOe 3KpaHHOe Npou3BeaeHune, TAroTelolee K WEKCNMPOBCKOMY BUae-
HUIO «BbIBUXHYTOTO BPEMEHW», He MOAHWMAETCS A0 LWEKCNUPOBCKUX
BbICOT, YTO NOAPa3yMeBasio bbl co3aaHMe rpaHAMO3HOro repos. MNoyemy,
npu Bcem 0bWUIMM APKMX NEepCoHaXKen, HeTy B «Urpe npectonoB» mac-
wrabHoro repos Tmna famneta, Otenno nam Kopons finpa?

[axe B KeHLMHaX WeKCNMPOBCKNE TEHU OLLYTUMbI cunbHee. Cep-
cea (/luHa Xmuan) B 4eM-TO NPOAO/IKAET NMHMIO 0bpasa nean Makbet
— YC/IOBHO roBops, 310 negn MakbeT B Apyrmx npeasioxKeHHbIX 0bcTos-
TeNbCTBaAX, KOrAa Hafo He 3aBOEBbLIBATb B/1ACTb, a YAEPKMBATb ee. Apbs
(Me#cu Yunbamc) Taut B cebe Be4YHO HEMOKOPHYIO U HEMOAYMHAIOLLYHO-
cs aTnkety Kopaenuio. A B ee prHanbHOM peLleHnn yexaTb U3 Bectepo-
ca 6pe3KnT 3x0 No3nLUUKn Kopona Jlnpa
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Ho HeT cerogHs Bepbl B TO, 4TO /06OBb — 3TO CBOErO POAa KOC-
MOC, U MOTOMY, €C/I1 KTO-TO KOFO-TO Pas/itobuT, TO HACTYMUT Xaoc, Kak
Bblpaxkasnca OTenno. Xaoc He HacTynuT, Tak Kak 1t06oBb NpeBpaTuaach B
3/1IEMEHT «IMYHOM XKU3HWU» U YyTpaTMUAA CTaTyC CaMOro Ba*KHOro, Camoro
BO3BbILIEHHOIO Y€/I0BEYECKOro YyBCTBa, OpraHusytowero bbitne. MoaTo-
My HeBO3MOXKeH OTenno.

Mpour3oLwia nparmaTm3aums reponyeckoro, U HeT Bepbl B YE/IOBEKA,
KOTOPbIN MOXKET AO0ATO ¥UTb CTPAZAaHMEM MO NOBOAY HU3KOWM CYLLHOCTH
YeIoBEeYECKOro 06LLECTBa B LE/IOM, XKUTb NpeabaBieHMemM 3TOMy obLe-
CTBY MPETEeH3N U AeMOHCTpaumein cobcTBeHHON ONMO3ULMOHHOCTN —
MPOCTO TaK, a He U3 }KeNaHUs BO3rNaBUTb 3TO THycHoe obuiectso. Moatomy
HeBo3MmoxeH Koposb /lnp. Bece, gaxe camble CKaHAA/IbHbIE MEPCOHAXKM
«Mrpbl NPecTonoB» CTPEMATCA K YEMY-TO KOHKPETHOMY, MPAKTUYECKOMY,
a He K BblIIBIEHUIO lyXOBHO-3TUYECKOro HYTpa COLMYMa.

A eule — HeT 6bosiee B UCKYCCTBE Bepbl B CUHTETUUYECKOTO reposi, Ko-
TOPbIN OAHOBPEMEHHO MOXKET ObiTb PUNOCOPOM, BOUHOM, apTUCTUYE-
CKOM JINYHOCTBIO M MPY 3TOM MONOABIM Y€/I0BEKOM, KaKUM Bbln NPUHL,
Famner. A>koHa CHOy 04eBMAHO POAHMUT C FaMNeToM CTpeM/IEHME K CTpa-
Bea/MBOCTU. OH TOXKe TArOTEeET K CMACeHMIO MMUPA U XKUBET HEKOEN MUC-
cuent. OH ToXKe He anyeH. Ero Toxe He MHTepecyeT BNacTb-TPOH. OH He
MOMET MNOCTaBUTb YyBCTBO /ItOBBU B LLEHTP U KMTb MM, KOTa Kpyrom Bce
pywmnTCca. A BEpHYBLINCH M3 MEPTBbIX, OH TOBOPUT TO, YTO, CKOPEe BCEro,
cKasan bbl Ha ero mecte famieT, COMHeBaBLUMIACA BOOOLLE B YCTPOMCTBE
«TOro cBeTa»: «Tam Hu4ero HeT». (KoCBEHHO Haly MbIC/1b O HEPEIUTUO3-
HocTM CHOy, HECMOTPS Ha Hanuuue napannenei c cygbbon Xpucra, noa-
TBEPXKAAET B cBoen cTaTbe AHMHA ConpgaTkuHa [15, c. 195].)

Ho Ha aTom yepTbl cxoacTBa FlamneTta n CHOy 3aKaHYMBaOTCA.

Ecnn FamneTt BMAMT M 3HAET BCHO YEPHYI CYWHOCTb INbCUHOPA,
npebbiBad B nepMaHeHTHOM pedaekcnn 06 3Tom, a ero Tparmyeckoe co-
3HaHMe «KaK O6bl aBTOHOMHO OT AeNCTBMA», KaK TOYHO nogmetun MuH-
ckui [14, c. 130], AkoH CHoy BOObLLE He CK/IOHEH AymaTb U 3HaTb. Ka-
KOe OHO, Ye/I0BeYEeCTBO, — 3TO KaK Dbl He ero Aeno. Y Takoro repos He
MOMET BbITb «Tpareamn 3HaHUA KU3HU» [14, c. 127], oH He no3BonseT
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cebe 3aHMMaTbCA OLLEHKOM U TEM Nayve OCYKAEHUEM COLMYyMa U Yeno-
BeyecTBa. Tem 6osiee He ero 3afaya BblpaxKaTb 3HAEMOE W NMOHMMaemoe
B MPOCTPaHHbIX peyax. Toraa ero TyT e 3anucanu bbl B CTapOMOAHbIe
pe3oHepbl. Paccy:aaTb Bcepbes U KPUTMKOBATb BCEPbE3 MUP YCTamMu
repos-BOMHa OKas3aNoCb He MPUHATO U NOYTU HenpuandHo. K Tomy ke
COBPEMEHHbIE CEPUAJIbI UCXOAAT U3 TOTO, YTO LUMPOKAA ayAUTOPUA CKen-
TUYECKM OTHOCUTCA K AIMHHBIM YMHbIM MOHO/IOTaM.

[ymaTb, paccyKAaTb B Kagpe MOXKHO, NUllb ecu AenaTb 3710 3¢-
bEKTHO M OTCTPAHEHHO, TO ecTb C BPOCKUMU, UMHUYHBIMU adopu3ma-
MU. ITO QYHKLUMA MHTENNEKTYaNIbHbIX NEPCOHAXKeW. A OHM, KaK cuuTa-
€T COBPeMEeHHOe UCKYCCTBO, HE MOTYT BbITb MO COBMECTUTE/IbCTBY eLle
W FPO3HbIMKW BOAKAMM, [a ellle U CaMOOTBEPKEHHbIMU paZieTensimm 3a
6narononyyue Bcero yenosedectsa. VIx yaen — nparmatusm, sTu4eckas
WCMOPYEHHOCTb M YTPAYeHHasA MOOAOCTb.

BoT 1 nonyyaetca, 4To Bectepoc — 310 o4eHb 60/1bLION IbCUMHOP,
HO To/MbKO 6e3 MamneTta. U B 3ToM 06pa3 mupa CKopee MOCTLEKCNU-
POBCKUIN, MOXOXWI Ha MpayHbIt MuUp y apamaTtypros [»KoHa YabcTe-
pa, ®peHcuca bomoHTa, OkoHa Pnetyepa, TPAANLMOHHO MMEHYEMbIX
MAagWmmMmn cospemeHHKkamu LLekcnupa.

HblHelWwHee OTCYTCTBME BEPbl B C/IOXKHOTO, AaXKe YHUBEPCANbHOrO
repoa — oTobparKeHWe NparmaTM3aLMu U CyXKeHWa B3rAga Ha /vd-
HOCTb B MOCTPEHEecCaHCHble BpemeHa. OHO 3aneyaT/nienocb U B cucTeme
amnya, He ycTapeBLUen 40 U3BECTHOW CTeMNeHW B MONYASPHON KynbType
BN0Tb A0 Havana XXI sBeka. [xoH CHoy — BouH 6e3 cTpaxa U ynpeka,
6€eCKOPbICTHbIN YeCTHbIN YenoBeK. CTano 6biTb, OH HE MOXET FOBOPUTb
KaK YMHbI, 06pa3oBaHHbIi, CI0KHO U TOHKO MbICAALWMI cybbeKT. OH
[0/1KeH BbITb HEMHOFOC/IOBEH, EMY JIyULLE KUTb HEY/IeHOPa3aebHbIMU
AyWeBHbIMWU ABUKEHUAMMW, HO He urpaTb B 6esymua. Mo ctuato nose-
LEHUA OH aHTUramaeTUYeH M faxe CKydeH. [o3aTomy TaK BarKHa «pas-
BNIEKAIOLAA» [EeKOPaTUBHOCTb BHeWHOCTU [JxoHa CHoy (Kut XapwuHr-
TOH), KMWNOBUAHOFO BUKTUMHO-U3ALHOFO IOHOLWW TOFO TMUNa, KOTOPbIW
HPaBUTCA AEBOYKAM-TIOAPOCTKAM...», NO BbiparkeHnio Mapuu Mpadosoii
[16, c. 58]. He 6yab CHOy CTO/Ib KyAPSAB U KPAacuB, OH, BbITb MOXKET, U He
CHWCKan bbl TaKyto N1tl060Bb MHOTOMWIZIMOHHOM ayaUTOPUN.
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PelleHHbIM KaK BbICOKO HPABCTBEHHbIA M CaMOOTBEPXKEHHbIN Tre-
poii, 6onblue AeNCTBYIOWMN, YeM AyMaloWmin, Tem He meHee, [>KOH
CHoy npeacTaBaseT yHWKanbHyto nosuumio B Cemun KoponeBcteax. BHy-
TPEHHE OH He C/IYXKUT HUKOMY, IMYHan NPeaaHHOCTb — HEe ero pesmrus.
M nostomy npu 60nbLIOKA HEOBXOAMMOCTM OH MOMKET, BOMPEKN BCEMY,
ybutb noboro. I motmBaumelt byaeT BbicOKas uges, obuiee cnaceHue,
61aro v cnpaseganBoe Bo3mesame. 3a 3To NParmaTUYHbIA U STUMECKU
ambunBaNeHTHbIN TMPUOH BbiBOAUT ykoHa CHOY M3 NOUTUYECKOWM UTPbI.
Kak ckaszan 6bl ucTopuk JleB fymunes, TaKoro pbibaps NpocTo Heobxoam-
MO CMNaBUTb Kyaa-HMbyab noganblie oT umBMAM3auuMu. Ho He notomy,
YTO OH C/IMLIKOM MacCMOHAPEH, a MOTOMY, YTO CAULIKOM pafuKaneH u
Hag/IMYHOCTEH B CBOEM rymaHusme. Pagu Byaywiero 4enoBeyecTsa OH
rOTOB MOCTYMNUTLCA KMU3HbIO 1IO6Or0 KOHKPETHOTO U eAUHUYHOTO Yeso-
BEKa, eC/1M 3TOT Ye/I0BEK NPeACTaBAAET yrpo3y s Bcex. Kak oTHOCUTbCA
K 3TOM NO3MLMK, CEPUA, NOXOXKE, HE NPEeACTaBAAET, YTo AeflaeT nepco-
Haa He BNOoAHe «J0COYUHEHHbIM.

CHoy 6bin cnocobeH BNYCTUTbL opaBy oauyanbix 3a CTeHy, BONPeKn
HECOrNacuo MHOTUX JIYYLLMX U @aBTOPUTETHbIX BOMHOB. OH Bbl/1 roToB ne-
pecTaTb AeNUTb N0AEN Ha UMBUAN30BAHHbIX U HELMBWUIU30BAHHDBIX, OH
BU/EN, U4TO IaBHOE U HEMPE/IOXKHOE JeNeHNe — Ha KUBbIX U HEXUTb. 3a
3TOT NYMaHW3M U 4a/IbHOBUAHOCTb OH 6bl1 KONIEKTUBHO yOUT. A Byayun
BOCKpeLlEeH, 0Ka3asca cnocobeH ybuTb NobMMyto KeHLMHY — CHOBa U3
no6BuM K Yyenoseyvectsy. Ho [xkoH CHOy — 0AMH TaKoi, No BUAy — 4eno-
BEK Meua, B Aiylle — C/IMLIKOM OTBJAEYEHHO MbICAALWMI NOCTUHANBUAY-
anucT-pagukan. HMKTo, Kpome Hero, 1t060BbIO K YeI0BEYECTBY B LIE/IOM
He OTATOLLEH.

Cyas no Bcemy, nonaras [skoHa CHoy abCo/IIOTHO MONOMKUTENbHbBIM,
a He ambuBaIEHTHbIM repoem, CepMan 3a4aeT U 3puTeto onpeaeneH-
HbIl paKypc BMAEHUA MUpa. HekoTopble AypHble ero 3aKoHbl pacLEeHu-
BAOTCA CEPMANIOM KaK 6e3anbTepHaTMBHbIE, M PBaTb Ha cebe BOOChI 13-
3a 3TOrO 3puUTesiel He NPM3bIBALOT.

HAYKA TENIEBUAEHUA Ne 15.2, 2019 149 THE ART AND SCIENCE OF TELEVISION



4YTO Mbl TOBOPUM BOI'Y MUTOCEPANA? — «HE CEFTOAOHA!»

MpeanoskeHne UHTeANEKTyabHOro Tonctaka Cama (dxoH bpagnu-
YacT) 0 Bceobuwmx Bblbopax ¢ Tpeckom nposanusaeTcs. HeTy B «Urpe
NPecTosoB» HWKAKOM Bepbl B AEMOKPATUIO KaK GEHOMEH KOM/IEKTUB-
HOrO ynpaBAeHus, C y4acTmem 6o/bKX YesnoBeYECKUX Mmacc. PeanbHbIn
WHCTUTYT, TOBOPUT CEPUAN, — 3TO OJIMTAPXU3M CTI0XKHO AYMALOLLUX JTtO-
Aell, CnoCOoBHbIX KOHTPOIMPOBaTb cebsa, NATU HA KOMMPOMMCCbI U A0-
roBapuBaTbCa Apyr ¢ apyrom. MoapasymeBaeTca, YTO HACTOALLAA BNACTb
HE MOMKET TeM CaMbiM He OnMpaTbca Ha 6onblon KanuTtan [4], n noto-
My BCe Te, KTO UM He 0bnagaeT, BoobLLe He y4acTBYIOT B AUCKYCCUU 06
ynpaBaeHMn. MeHbLINHCTBO MOXKET BbITb GUHAHCOBO COCTOATENbHBIM U
«MPOABUHYTBIM» HACTONbKO, YTOObI AENCTBUTENLHO NOATANKMBATL MUP
Bnepea. bonbwWMHCTBO — HeT. He Hago ero NnognycKatb K NOAUTUKE, ro-
BOPUT cepuan.

Tonna cnoco6Ha 6bITb MO0 KEPTBOI, KaK B NpeanociegHen cepum,
NMBO — KONNEKTUBHbIM Be3HaKa3aHHbIM UCTA3aTeNem M ybuiuen, Kak
apMuA AOTPAKMIALIEB MM KaK FOpPOXKaHe CTOAULbI, IYMUBLUMECA Hag, ro-
noi Cepceeit, nayuen Kk KpacHomy 3aMKy B KOHLLE NATOrO ce3oHa. B cea-
31 C YeM OYeHb TOYHO CHOPMYIMPOBAN MbiC/b 06 OTCyTCTBMU B «Urpe
npectonos» obpasa Hapoaa Puuapg TemnsucT: «“Hapoa” 6bin npugy-
MmaH lepaepom, To ecTb 310 XVIII Bek. Touyka oTcyeTa, OT KOTOPOI pas-
BMBAETCA CIOXKET, OTCbINAET HAaC B COBEPLUEHHO MHOW, JOUCTOPUYECKUN,
BO BCAKOM C/lyyae, fOCOBPEMEHHbIN nepuog,. NoaTtomy Hapoaa Tam ael-
CTBUTENbHO HeT» [17, c. 250]. dopmanbHO BO BpemeHH'blx KoopauHaTax
Cemun KoponeBcTB Hapoaa U Hauui «elle HeT» — HO TaKoBa CUTyauumn
NoTOMY, YTO A1 MHOTUX HALIWX COBPEMEHHMKOB, ans [xopaxa Map-
TUHA U co3aaTenelt cepuana, Hapoaa M HaLMi Ky»Ke HeT» — 3TO HEeaKTy-
aNbHble KaTeropuu, Bepa B HUX CErofHA CTPEMUTENBHO ciabeer.

OuyeHb NOKa3aTENbHO, YTO JIyYLLME U3 JYHLIUX He B3AU Ha ceba oT-
BETCTBEHHOCTb 32 HECOCTOABLIEECA «3TMYecKoe BocnutaHue» [elieHe-
puc. TMpuMoH npomamana napy epas o Tom, 4To Ux ofobpeHne KasHen,
TBOPMMbIX B Pa3HbIx 061acTAX, CO34a0 Y KOPOEBbI APAKOHOB OLLylLe-
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Hue cobcTBeHHOM Henorpewnmoctu. Ho xkoH CHoy Aarke He nonbITan-
€A NOAAEpPXKaTb 3TOT PAa3rOBOP U MOKAATLCA C/IEA0M.

OAHMM CNOBOM, 31UTa TaK U He 0CO3Hasa BCepPbe3 CBOE YyA0BMLL-
HOE OTHOLLEHME K YYXKOWN XU3HWU, HEe MOABEPrNA KPUTUKE CBO /10A/b-
HOCTb K NpaBy OTHMMAaTb KM3Hb. HanpoTus, ¢ MOMOLLbIO NOCNeAHEro
ybwuiicTBa, coBepweHHoro CHOy, noATBepAW/Iacb aKTyalbHOCTb BCEro
KOMMAEKCA HAaCUIMA Kak Hanbosiee feNCTBEHHON Mepbl MO U3MEHEHWIO
KapTUHbI mupa.

TaK 4TO MMUP CHOBA MOYTU HUYEMY He Hay4duacA. U 3TO CTUXMINHBIN
NenTMOTUB BCel uctopmn. Beagb BCce HaUMHANOCh HE TONIbLKO C YKECTOKO-
CTV 3aBeg0MbIX 37104e€eB JTAaHHUCTEPOB, HO M C KECTOKOCTM «XOPOLLEro»
Hepa CrapKa, KOTOpbIM Ka3HMA YesioBeKa, MOCMEBLUEro 4e3epTMPOoBaTh
13 Ho4yHOro go30pa Mo 3KCTPAOPAUHAPHON NPUYMHE, B CYyTb KOTOPOW
XpaHutenb CeBepa He BHUKHY/, OTMAxHYBLUUCb OT U3BECTUSA O Besbix Xo-
[OKax (KoTopble B NocneAHeM Ce30He YyTb He UCTpebuamn Bce Yenosede-
cTB0). MHbIMK cnoBamu, 6naropogHeiwnini Hag CTapK OTHAN XKU3Hb Mo-
TOMY, YTO TaK MPUHATO, HE NPOABUB HU MUIOCEPAMUA, HU NOIUTUYECKOM
Aa/IbHO30PKOCTU. BCcKope OH cornacuica ¢ HeobXoAMMOCTbIO YOUTb oa-
HOro M3 CBOMX NHOBMMbIX NHOTOBOJIKOB — MO HecnpaBeaiMBomMy Tpebo-
BaHWto KoposieBbl Cepcen. MNosen oH ceba NpUMeEPHO KaK TypreHeBCKuiA
lepacum, HO TOT Bbin KpenocTHbIM, @ Hag Ctapk — XpaHutenem Cesepa.
He ycnen ero apyr, koponb Cemu KoponescTs, UCNYCTUTb AyX, 3aBELLAB
Haay 3awmwatb cBomx getei, Hag Ctapk Hapywwn 3Ty knatey. OH cae-
Nan 370 M3 bnarMx HamepeHuin, Ho TO OblNa TOXKe KAATBA, 3a HapylweHne
KaKOBOW OH Cam HeZaBHO OCYLLECTB/IA/ Ka3Hb.

MHbIMM cnoBamu, B Hauasie COObITUIM NEPBOro CE30HA NIEXKA/IM HEBEP-
Hble NOCTYNKM, HEOAHOKPATHOE «OCTyNnaHne» 61aropoAHOro repos, BCKO-
pe 6e3)KanoCcTHO Ka3HeHHOro Heapyramu. B cepeanHe MHOrOCE30HHOTO
NMOBECTBOBAHUA MPOUCXOAAT KECTOKME Ka3HK, TBopuMble CHoy B YepHom
3amKe Npwv pacnpaBe C 3aroBOPLUMKAMMU, CPeaM KOTOPbIX Obl pebeHoK.
A B BOCbMOM ce30He nopa Bapuc (KoHnet Xunn), obeykpatowmin ¢ Tu-
PUOHOM NPeanoYTUTENBHOCTL BO3BeAEHUA Ha HKenesHblil TpOoH He [el-
eHepuc, Ho bosnee Yyenosekontobusoro CHoy, aeT NOHATbL B3MAA0M, YTO
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npwu ycnexe AaHHOro 3ambicnia [elieHepuc npuaeTtca ycTpaHnuTb. Bekope
cam Bapuc npeBpatunTca B nenen oT nnameHun ApakoHa [leieHepuc, HO o
3TOr0 COBETHWK MIaHWpyeT OTpaBJeHUe CBOeI Koponesbl. Beakas xepT-
BEHHOCTb 31€Cb OTHOCUTE/IbHA U CUTyaTUBHa. B cBoe Bpems TMPUOH cTan
ybuiuen oTua — HO NpeaBapUTENbHO TOT OTAAN NPUKA3 O KasHU TUPMOHa
3a NpecTynaeHne, KOTOPOro TOT He cosepLuan. U Tak ganee.

Kaxkgbli B 3TOM MUpPE NOTEHUMANbHO He TONIbKO XKepTBa, HO U Na-
Nnady. He TonbKO Nanay, HO M »KepTBa. Tem cambiM MOYTU BCE K/HOYEBDIE
duUrypbl UCTOPUK NOBA3aHbI 06LLEN CUCTEMOW LEHHOCTEN U HPABOB, NPU-
HUMAIOT OHM 3TO MW NbITAIOTCA MbICNIUTL ceba onnosuumoHepamm. (Tyt
CHOBa OLLYLLAIOTCA TPAAULMM LLIEKCMMPOBCKOTO BUAEHWUA IbCMHOPA KaK
MWpPa, B KOTOPOM HEBO3MOXKHO OCTaTbCA HE 3aMOPYEHHbIM CTPALIHBIMM
HpaBamM, HEYBaXKEHNEM K CMEPTHU, KECTOKOWN UIPOBOMN CTUXMUEN, NPpUME-
HAEMOW Oaneko He TonbKo Mamnetom. fepoit nbecbl cobupanca spaye-
BaTb «BbIBUXHYTbIW CyCTaB BPeMeHU», O4HAKO CaM OH TOXe OKa3blBaca
4aCcTbtO 3TOrO BbIBMXA, NPEBPALLAACH B MPSAMOrO U KOCBEHHOTO youiuy.)

OAMH U3 KM3HeyTBepKAaloLWmX «cnoraHos» B mupe Cemu Kopo-
NIEBCTB XOPOLIO ycBOMAA tOHAA Apbs OT cBoero AobaecTHoro yuutens
dexToBaHuMA: «4YTO Mbl roBopum 6ory cmeptn? — He cerogHsa!». ITa
BAOXHOBAAKOWAA doOpMyna NPUAAET CUNbl TEPOUHE B IKCTPAOPAUHAp-
Hble MOMeHTbl. Ho no 6yaHam BecTepoc KMBET Apyroi HemspeyeHHOoM
UCTUHOM: «4TO Mbl roBOpUM b6ory mmnnocepgma? — He cerogHal!»

[Oenenepuc (3munnua Knapk) rosopmaa o CBOEM KeNaHUU KCNOMATb
KONEeco» — UmenA B BUAY Koaeco Bnactu. TpagMUMOHHbI MOTUB Kosleca
$OPTYHbI TEM CaMbIM NMPUMEHAETCA B OCHOBHOM K MNONIUTUYECKOM 3/1nTe.
Cnomatb «KONeco» HUKOMY He yaanoco. Moayumnocb Anllb BPYYUTb €r0
AN KPYNEHUA» TOMY, KTO MOKA HY pasy He KpYyMmaHys1 3TO KONeco Kaknm-
HMBYAb KpoBaBbIM 0H6pasom.

BUTBA 3A BbI*KUBAHWE — TEPOMNYECKAA MHTEPMEONA

Ho npexage Yyem mMup LWarHeT Brnepes, B 3NoXy NONAUTUKU UAEN, He
3aMO/IMB M AaXKe He ycneB 0CO3HaTb CBOMX r1ob6asbHbIX rpexos, byaeT
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HOECKOHEYHO TAaPMOHMYHAA TPETbA CEepwus, KOrga NPOUCXOLUT peluato-
was butsa nogen ¢ apmuelt Kopons Houn. HuKakux 6atanbHbIX KpacoT
M BoobLEe MOHYMEeHTanbHOM 6aTanbHOCTM. KnoykoBaTble Kagpbl. Cym-
OYpPHbIA MOHTaX C NPOBUCAHUAMM N CYMATULEN. PUTM NpepbIBUCTOrO
nynbca. TeMHaa TyMaHHaA MycTOTa, HaMNpPsXeHHOoe OXUAaHMEe WU yXKac
0Ee30PMEHTUPOBAHHbBIX CMEPTHbIX, HA CTEHE /1N, B KpunTte Aun. OwylieHne
cobctBeHHOW B6ecnonesHocTM y CaHCbl U paga APYrUX KaoyYeBbix opuryp
Bcel uctopuun. Marus sonwebHuubl MenncaHgpbl (Kapuc BaH XayTeH) —
cpabaTbiBatoLLaa TONbKO Noc/e 6eccYeTHbIX 3aKANHAHMI, NepexoaaLmx
B OTYaAHHYO MONbOY, HO OTTArMBAOLLLAA HOBOE HACTYMN/eHMe Benbix Xo-
[OKOB BCEro-TO Ha HECKOJ/IbKO MUHYT. HMKaKoro HeybeguTeibHOro Kpa-
CMBOTO reporsma TeX, KTO Ha Hero He CnocobeH Mo CKaagy xapakrepa.
B:kaBwuniica B cTeHy lNec, BNaBWuit B NPOCTPALMIO OT CO3HAHUA HEBO3-
MOKHOCTM MOJIHOLLEEHHOIO CPAXKEHWUA C OpAOoIN HeXUTU. Cam, ByKBasIbHO
ApanatoLwmin ot 6enbix Xo4oKoB no nonto 6oa. YoeanutTenbHbln reponsm
Tex, KTo 6e3 Hero cebs He mbicanT. ManeHbKaa nean MOPMOHT, U3 no-
CNefHUX CUA BOH3AK0LLAA KMHXKaN B BE/IMKAHA-HeNtoAs, NoKa XpycTaT ee
KOCTU, CXMMAEMbIE €ro PyYULLEN.

My3biKa (komnosuTop PamuH [xkaBagm), 3amosikatoLaa U Bo3spa-
LAoLWAACA KaK NnocneaHune, ¢ TPYLOM cObpaHHbIe Kanau YenoBeveckom
SHEPrMM U KPOBMU, My4YUTENIbHbIE AyLWEeBHble ABUMEHWUA WMCCAKAOWMX
cun YyenoseyecTBa. MysblKa, nNepegatollas pusnyeckoe nepexmBaHme
He OTAA/IeHHOW MepcrneKkTUBbI TMbenun, Ho HEeMPeNoXHOCTU CUIOMUHYT-
HOTO, Yy¥Ke TBOPALLEroCs NMOJIHOTO UCTpebieHns. My3biKa, Bbiparkatowas
b6e3mATeKHY0 yBepeHHocTb Koponsa Houn B cBOel NoYTU HacTynusLen
nobepe. MpurnyleHHble, Kak bbl ynabiBatoLLMe BAAb 3BYKU CPAXKEHWUSA,
CNOBHO C/bIWMMbIE YMUPAIOLLMM Ye/10BEYECKMM CO3HAHUEM.

beccnoBecHOCTb, 6eCKOHTAKTHOCTb, beccunme... OTCyTCTBME NOABU-
ros y [xoHa CHoy. becnone3HocTb ApakoHOB. [eieHepuc n KoH cenun
HA HUX M B3MbI/IM BBbICb, HO CAENATb TOJIKOM HUYEro oTTyaa He MOru,
Cparkanncb CO CHEXHOW bypei, oTopBaHHble OT 6UTBbLI. M BOT 06a gpa-
KOHa 6eCnoMOLLHO TPEMbIXAtOTCA B CHEXKHOM HOYHOM noaHebecbe, Kak
6e306ugHble nepHaTble...
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MpaK, TULIMHA U MONYaHWE OMNPeaensAlT 3Ty KyJAbMUHALUOHHYIO
OUTBY, CHATYIO C MAKCMMasIbHO BO3MOXHbIM YXOLOM OT NOCTaHOBOYHO-
CTVN ronnmnsyackmux bnokbactepos. B cBoei BbICOKON KMHemaTorpadpuu-
HOCTU cepusa TArOTEET K CTUANCTUKE, KOTOPYIO MOXHO 0603HAUYUTL Kak
HOYHOM MMMNPECCUOHM3M.

MosasneHune Apbu 13 ToMbl U youincteo Koponsa Houum BbIrnaguT He
3aKOHOMepHOl nobeaoi, HO OTYAsHHbIM, MOYTU HEe3aMEeTHbIM, Cyao-
POXKHbIM }ECTOM. ITO BE3eHMe C/lyYallHoe — B TOM CMbIC/Ie, YTO €ro
baKT He B cM1axX OTMEHWUTb BbICOKO BEPOATHOCTU MOJIHOMO YHUUTOMKeE-
HWA BCEro Ye/I0BEYECKOTO.

BbIXKMBaHWe cerogHa BoobLLe BO/HYET KMHO BOAbliue, HEXENN Ka-
KoW-nnbo Tpuymao. U 3aech, B TpeTben cepum, cnydaetca nobesna, KoTo-
pas ganacb YyAoOM W He anAeTca Tpuymobom. Bce MHTOHALMM TpUym-
¢daTopcTBa, CTO/Ib TPAAULMOHHBIE U OXMAaemble B NofobHoro poga
Meraclo¥eTax, BblUMLLEHbl U3 3KPaHHOM maTepun. HuKakon anidopun,
HWKaKOW PafoCTH, HUKAKOro obneryeHna u yMMpoTBOPEHUA — HU Ha ce-
KYHAOY 9KPaHHOro BpeMEHMU.

Cepuio BeHYaeT He nepexunsaHue $akTa cnaceHus, HO 0CO3HaHWe
HEBOCMOJIHUMOCTH yTpaT. B 3TOM rope Kaxabl oAnHOK 1 Man. U Tonbko
YKEeCT OrPOMHOTO PaKoHa, HaKPbIBaKOLLEro CBOMM Kpbliom [lelieHepuc,
pblAatoLLyto Hag Tenom cupa [opaxa (MeH Mew), n kak 6bl cosaatolue-
ro «KMBOW rPOT COCTPaAaHuA», cnocobeH nepeaaTb YyBCTBO eAUHEHUA
BCErO }KMBOrO — Ye/I0BEYECKOro, 3BEPMHONO WU MarMyeckoro. 31o eau-
HeHMe He OTMeHAET HeobxoaMMOoCTb L06POBOABHONM pacnaaThl 3a Npo-
Wwble NpecTynieHua. Kectokan, HO MHOMAA NOME3HAA CAYKUTENbHULA
Bnagbikn CBeTa cama NPeKpaTUT COBCTBEHHYIO U3Hb — 6e3 adpPeKTHO-
ro nagoca, 6e3 nokasHHbIX NPOLLANbHbIX peyeir, 6e3 coxkaneHua. Naa
Mo CHEXHOMY MOJIt0, OHA NPOCTO CHUMAET C LWeun U AaeT ynacTb mMaru-
YECKOMY OXKEPENbIO, XPaHUMULLY SHEPrUM ee 3aTAHYBLUEroCcs CyLLLecTBO-
BaHMA. [POKOBLINAB elwe HemHoro, MenucaHapa nagaeT M ocTaeTca
NexaTtb Kankum Byropkom nocpenm nycrowu. HeT B 3TOM HM pagocTy
BO3ME34MA, HU MEe/IofPaMaTUYECKOrO COXasleHUs, TO/IbKO OTOPOMb OT
NPOCTOTbI YXOA4,a U3 }KMU3HWU 0bnagaTenieit CBepxyeoBe4eCKMMU BOSMOMK-
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HoCTAMMW. U OT BUAA TOTO, KaK Masio OCTAeTCA OT Ye/IOBEKA M ero Marumu.

Cepvan NOKasblBAaeT OTCYTCTBME Yy /IO4eN MO3WLMKM XO3MHA Mo-
JNIOXKEHUS N HACNAXKAOEHWUA TPaHAMO3HOM ApamMaTMYecKoW cuTyaumen ¢
BHATHbIMW AyLWEBHbIMU UMNYNAbCaMU N 3IPPEKTHO CHATbIMM MOoeanHKa-
MW. He MOXKET 1 He 40/IXKHO YenoBeYecTBO B INLLE KNKOUYEBLIX NEPCOHa-
el BeYHO HacnaxgaTtbca cobol M NoakaoYaTb K 3TOMY HACTPOEHMIO
ayauTopuio. Cepusi OpraHW30oBaHa OLYLWEHWEM TOro, YTO OMaCHOCTb
rmbenn yenoseyecTBa — He XKaHPOBAA MPUAYMKA, HO peasbHas onac-
HOCTb, U OHa B /II060N MOMEHT MOKEeT CHOBa 3asBUTb 0 cebe. Jlnwb ee
BMA M cyBbeKTbl HaTUCKa Ha MUp fogen 3aecb ¢paHTacTMuHbI. M napa-
[AOKca/ibHbIM 06pa3om BCe-TaKu 3TO camas CYacTIMBas OnacHocTb, 60-
peHMe C KOTOPOW ecTb KPaTKOBPEMEHHAA NepeaplliKa B Yepeae pacnpas
Jo4ewn c NtoAbMU. B KOHTEKCTE MarmcTpaabHOro NMOIMTUYECKOTO CIOXKETA
BOCbMOFO CE€30Ha TPETbA CEPUA — «TrepomnYecKkan MHTepMeauna» U 0XK-
HbI Xennu-aHg, NpeaBapaoWmniA HOBYIO CTaAMIO YCNOKHEHUA KU3HU
obuecTsa.

KATACTPO®A MUPA CU/Tbl. B AYXE K/TEMCTA

Kak npusHaBancs Oxeime (Hukonat Koctep-Bangay), ero mano
BOJIHYIOT KMTenn Bectepoca, ero 6ecnokount Tonbko cyabba Cepcen. Tak
MbIC/IUT HEe TONbKO OH. KaK BblAcHAeTcA, [leieHepuc mano BOJHYIOT BO-
oblue Bce, ecnu cpeam HUx HeT MuccaHgen, — mup 6e3 Hee He LOCTOMH
munocepama. Cepran NoKasbiBaeT NPaKTMYECKU NosiHoe obecueHuBa-
HWE KM3HW HEe3HAKOMOWM MACCbl, TO/IMbI, MHOYECTBA Ha ¢pOHe OCTPOro
nepexmnBaHnA LLeHHOCTU KU3HM A0POroro cywectsa. J/llogbMn pyKoBoO-
AT AyLeBHbIe CTPACTU Ha rPaHU MaHuK. JInyHble cuenneHus cyneb sos-
BOAATCA B BbICLUYHO LLEHHOCTb AaXe BOMNPEKM XKaXKae BbIXKMBaHWUA. B aTom
yuTaeTca cBoeobpasHoOe CONPOTUB/IEHME MANON 3HAYMMOCTU OTAENbHO-
ro MHAMBWUAA, €r0 YYBCTB U €ro KU3HWU A8 60/1bWOoN NOAUTUKKU. TaKoB
n3bupaTenbHbii, TMB6eNbHbIM 'YMaHU3M B MUPE CU/bl U HEHABUCTM.

Ecnu 6bl He Kaxaa Mca (Popyn MaKKkaHH) NOKBUTATbLCA C 6paToM, OH
6bl Halwen cnocob ybuTb ero, He ybuean cebs, a He puHyca bbl BMmecTe
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¢ Mperopom B nosbixatowyto 6e3aHy. Ho TosibKo TaK lNec mor BbipasuTb
M McyepnaTb CBOK HeHaBMUCTb. Ecnn 6bl He cTpemneHune 6biTb ¢ Cepce-
el B MOMEHT CMepTe/iIbHOW 0NacHOCTH, [)KeliMe MOT OCTaTbCA B KUBbIX.
Ho TonbKo ero npmxof B ropoA 1 ux rubenb Basoem nog, passaiMHamm
ABOPLA MOINN BbIPa3uTb ero NPUBA3aHHOCTb K cecTpe. Ecaun 6bl He ny-
6/1M4Has pacnpasa Hag MuccaHgeel, [leleHepuc, CKopee BCEro, CMOT/a
6bl BOBPEMS OCTAaHOBUTbLCA, FOPOA He Obia Bbl Pa3pyLLEH, a ero Kuteau
He 6b1n Bbl COXIKEHDbI, Cama e KOPOoaeBa APaKOHOB He bblsia 6bl youTa
nobawmm ee xkoHom CHoy.

Koponesa Cepcesn noanucana cMepTHbIN Npurosop cebe 1 Bcem Xu-
TENAM CTONMUbI KasHbto MuccaHzeun (Hatanm dMmaHyanb), egUHCTBEH-
Horo Hactoswero apyra [AerieHepuc. C TOYKM 3peHUSA NOJUTUYECKOTO
packnaga, MuccaHgea — BCero-Hascero nepesogunua, ¢yHKUMA no-
CPeLHNYECTBa M CONPUCYTCTBUA CUIbHBIM MUPa cero. B 0buiem KoHTek-
cTe 60pbbbl 3a BAacTb MuccaHaes — eANHCTBEHHAA CBATAA: OHA He co-
BepLUnaa HX OQHOMO NPECTYNAEHUA, Y HEE HET HU CWUJIbl, HU BNACTU, OHU
el He HyXHbl. [Ja)ke BO3MOMKHOCTbIO BAUAHUA HA CU/IbHbIX MUPaA CEro
OHa He TewwT cebs B oTInMumMe oT TupuoHa M Bapuca. OgHako cmepTb
H6eckopbICTHOM MuccaHLen — NOBOPOTHOE, KY/IbMUHALMOHHOE 3BEHO B
HKU3HU «KO/1eCa BNaCTu».

Beab AeieHepuc Buant 8 MuccaHaee cebs, oANHOKYHO, MNLIEHHYIO
POAHOro loMa U POAMHbI, — TONbKO 6e3 ApPaKoOHOB, apMUKN U CBepXYe-
NIOBeYecKunx cBomncTts. Apba, [KoH 1 cup [aBoc B yXKace co3epLaloT To,
YTO OCTasnocb OT KoponeBcKoW raBaHM — HeyTo Bpoae MNomnewn, KoTo-
pYyto Nnoc/ie U3BepPKeHWA By/IKaHa eLLe M B3opBaan. M cHer foaroi 3umbl-
OMacHOCTU NepexoauT B /IeTalOWMN Benecbl nenen Cropeswnx Ten u
cropesLieit uMBMAN3aUmMKn. Bce 3To — MecCTb 3a HEKYIo nepeBoaumLy C
ocTpoBa Haata, To ecTb BO3me3ane 3a MPUBbIYKY CUIbl IYMUTbCA Hag,
CNaboCTblo, YKEHCTBEHHOCTbIO, 6€33aLUTHOCTBIO U OANHOYECTBOM XKEH-
LWMHbI.

MoBeaeHMe KoponeBbl APAKOHOB, CTAHOBALLENCA NETAIOWNM BYA-
KaHOM, BO MHOrom pudmyeTca ¢ noBegeHMem aMa3oHKK MeHTecunen B
O0QHOMMEHHOK pomaHTUYecKol Tpareann feHpmxa poH Kneicta (1808).
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B3belueHHas Hecepbe3HbIM OTHOWEHMEM AXMa K ee lobBU U OXKMaa-
HUIO YBAXKEHUA C €ro CTOPOHbI, MNeHTecnnena « ABUKETCA Ha HEero ¢ NoNYK-
LLLAaMW CNIOHOB, CNYCKAeT Ha Hero cBopy beleHbix cobak. OH pacTep3aH
B KN04Ybsl, @ cama [eHTecunes, KoTopasa He NOMHUT cebs, BMecTe ¢ co-
H6akamu Tep3aeT Tesio Axmana», B KoToporo 6bina BobeHa [18, c. 427].

Ob6e3ymesluan [leiieHepuc He MOXET OCTaHOBWUTb CBOM aTaKy Ha
Koponesckyto [aBaHb, gaxe rotosyto caatbca. OHa CHOBA M CHOBA Mpo-
HOCUTCA HaA NobexAeHHbIM FOPOAOM, POBHAA C 3eMJ/IE TO MeCTO, rae
He 3axoTeNn JoNyCTUTb BEPOATHOCTU ee nobeabl, rae He BUAENN B Hel
OO0CTOMHOIo NPOTUBHUKA, 3HAYUTENbHYIO NOAUTUYECKYIO dUrypy. XoTa U
He B /Nl060OBHOM HOpPEHMM, a B MPOTUBOCTOAHUN C APYTroi KOPONeBow,
[eneHepnc He MOXKET BbIHECTU TOTO, YTO ee camy M ee Noapyry Morim
He NPUHUMATb BCEPbE3, YTO XKU3Hb MuccaHaemn Hbina Wb Pa3smeHHOM
MOHETOM 1 cumBosiom ee, [leiteHepuc, yassnumocTn. Koponesa Cepces,
OnNATb e roBops cioBamun bepKoBcKoro o reposix Knelicta, < BOUHCTBEH-
HOCTb MocymTana B1aXkbio... NIEFTKOMbIC/IEHHO B3I/IAHYNA Ha nadoc cna-
60ro K paBeHCTBY, He MOMXKenana NoHATb, YTO Nepes Hel Cylime BeLm,
uMetoLLme rpo3Hbii Bec» [18, c. 427].

KapTuHa mupa B «Mrpe npectosioB» pudmMyeTcs ¢ KapTMHOW MUpa,
HaYepTaHHOM HEMELIKUM POMaHTUKOM: K MMEHHO B 3TOM Tpareguun Kneii-
CTa MMpP NPeACTaB/IeH KaK F’MraHTCKaa MMNepus CUbl, Kak apeHa cun, bec-
noLagHbIX ApYr K Apyry. PaBeHCTBO 3aK/104aeTca B TOM, YTO BCAKOMY U
BCSAAKOM 4,03BO/IEHO NPAKTUKOBaTb COBCTBEHHYIO CUAY <...> UAET 3BepMHas
KOHKYPEHUMS yHac/eA0BaHHbIX U 61aronprobpeTeHHbIX NPenMYLLECTB,
arpeccuBHbIe MHCTUHKTbI 0OLWEeCTBa Y3aKOHEHbI, B JIIOAAX CKPbIIOCH BCe
JIOACKOE, UM NPUCYLLEE, U Ha NOBEPXHOCTb KM3HW 6O/bLIE HE BbIXOAUTY»
[18, c. 422-423]. «Tpareans Knelicta — npeayvyyBCTBME POMAHTUKaMMU
TOro, 4To BOOOLLE B MMUPE, KaK OH AaH MM CEerofHs, racHyT pasanyus,
BCE MAET K CMepTu nogobHomy eguHoobpasmio» [18, c. 425]. Mpoucxo-
OWT CTPALWHOE «CIIaXKMBaHWE Moaa W NMoAoBbIX pasnnumnii» [18, c. 425].
B cywHocTK, BCe 3TM cnoBa bepKoBCKOro npumeHMmbl K mupy Bectepoca,
KaK byAaTo O HEM M HanucaHbl. My»KCKMe LEHHOCTU 34eCb LOMUHUPYIOT,
YKEHCKOe Hayano BbIHYKAEHO K HUM NpMcnocabamnsaTtbes, YTo 60NbLINH-
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CTBO FepOUHb U AeNaloT C PasHOW Josen ycnexa. MHOrne coBpeMeHHble
uccnefoBaTeNv BUAAT B PA3BUTUM KEHCKOM Tembl «Mrpbl npectonos» no-
3UTUBHBIN GaKT, NOKa3 TOro, YTO MKEHLLMHbI HAYMHAKOT UCXOAUTb U3 NPaBa
cobcTBeHHOro BbIbOpa, Kak UM CTPOUTL CBOHO cyabby [3, c. 169]. OgHako
yCuieHne aKTUBHOCTU U BOMHCTBEHHOCTU FepPOMHb He NobyxaaeT obLe-
CTBO, NOKa3aHHOe B Cepuaie, yBaxaTb YbW-TO XKEHCTBEHHOCTb WU C/a-
60CTb. Tak 4TO 3aBOEBAHMA KEHLIMH-TePOUHb TOYHee ByAeT pacLeHnBaTb
KaK NpoAos/IKeHMe Hepa3peLleHHbIX Npobaem, akTyanbHbIx Kak gna Cemu
KoponescTs, Tak M A1 COBPEMEHHOM AeNCTBUTENBHOCTMU.

META®U3SNYECKME KAHOAbI

Y)Ke BO BTOPOM MeEracloXeTe Hallero BpeMeHM YyBCTBYETCA ABHaA
06€eCnoKoOeHHOCTb aBTOPOB TEM, YTO MUP, KAKUM Obl OH HU Bbln LUUBU-
NIM30BaHHbIM, C/IOXKHBIM U MHOTO06pPa3HbIM, NPOAO/IKAET HbITb OpraHu-
30BaH rpyboit cunoii. U mepoii BhacTn ABASETCA CUNA, U Mepoi npaBsa
Ha ynpas/iieHne — TOXe cuaa. ITa e yAPYYEHHOCTb NPOYUTLIBANACH U
8 uctopum o fappu MNoTrepe, rae mnp BonlwebHMKOB BbICTYNan, cCKopee
BCero, metapopoit coobLiecTsa AyMaloLWmX OAEN, K KOTOPbIM MMeeT
CMbICN NPEeAbABNATL BbICOKME TpeboBaHUA M 6o/blUME NPETEH3UN. ITOT
MUp, BKtOYas XOrsapTc U MUHUCTEPCTBO Maruu, Npu BCEX CBOWMX IKC-
TPaopAMHApPHbIX CBOMCTBAX, TaK U He BbIpaboTan HUKAKMX NPUHLMNOB,
CNocobHbIX MOMeLlaTb CAMOMY KEeCTOKOMY W BacTontobusomy cylue-
CTBY NOJIY4MTb BCIO BIACTb — BO BTOPOW pas, NOC/E yKe OAHaxabl nepe-
YKUTOrO OnbITa ero BouapeHus [19, c. 8-18].

Ha nytu K dmHany «Urpbl Npectonos» NpUHLMUMAMANBHO OTCYTCTBUE
KPYMHbIX U CBEPXKPYMHbIX NJIAHOB TMOHYLUX U MOTMBLINX NEPCOHAXKEN.
Mbl BUAMM NWLWb U3LaNK, Kak Topa oTcekaeT ronosy MuccaHgee, cTos-
LEeW Ha Kpato CTeHbI, U KaK ee TeNo M ro/ioBa No OTAENbHOCTU BANATCA
BHM3. Ha ganbHem nnaHe lopa u Mec B cMepTe/ibHOM CXBaTKe NIETAT C py-
Wwalenca CcTeHbl B nosbixatowee naama. Mocne 6uTebl TUPMOH HaxoanUT
cpeam pyvH agopua Mxkeime n Cepceto — BUAHbI TONIbKO UX FON0BbI U
naeyn, oba Tpyna nNexaT pagom, Nod rpyaon KaMHen, NOKpbITbie cepom
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MbiJIbl0 U C/IOBHO NPEBPATMBLUMECA B aHTPOMOMOPPHbIE KOOJOMKMNY.
HuKkakux noapobHocTel 6bITMA HenorpebeHHbIX Ten. HUKakol KpoBu.
M HUKaKMX NOXOPOH.

YenoBeK B cMepTu Bce Honee pa3BellecTBAseTCA, AeMaTepuanmsy-
eTca 1 Bce cnabee NognexuT putyanbHOMY NnorpebeHuto ¢ «oTaaBaHu-
em AaHu». Yem MeHblle PUTYaIMCTUKM B Kaape, TEM MEHbLLE UAN03UN
YyNopsaAoYMBaHMA MUPa Ha MaHep LeKCnupoBcKkoi. ®opTnHbpac croaa
He npuaeT, 4tobbl y6paTb TPynbl. MuUp Kak ecTb B NOSIHOM pa3apae, Tak
N OCTaHeTcA.

[na Toro, YyTob6bl XOPOLWIO HaNMcaTb AMANOrM U MOHOMOTM [XKOHa
CHoy o v nocne ybuiictea [leieHepuc, HaBepHoO, Hago 6biTb Lekcnu-
pom, Knerictom nam MNywKnHbiMm. Npobnemy msbaBneHna mmpa oT Ho-
BOrO TMpaHa BoOOLE TPYAHO YAOXUTb B JIerkMe auanoru. Bnopy nu-
catb dunocodcKoe acce nan genatb 60/blLME aBTOPCKMUE OTCTYMNAEHMUA.
C popmaTtom ¢paHTasuiMHOro cepnana 3To He C/IMLIKOM KOppPecnoHAnpy-
eT. Ho npo6nema He B ToM, 4TO6bl BepbanbHO onpaBaaTth WaM oniakaTb
HeobXoAMMOCTb YCTPaHEeHUs KOPOaeBbl APAKOHOB, HEeAABHO ObiBLIYIO
CTpafanunuen, 3anpoaaHHoN AMKapAM. A B TOM, YTO HUYETO MHOTO, KPo-
Me JIMYHO NPeanpUHATOro youcTBa, cepuan He CYUTAET HYKHbIM U30-
bpectu. leiieHepunc Morna CoMTh ¢ yma u/mam normbHyTb NO BOJIE POKa,
MOT/1a 0OCO3HaTb COAEAHHOE M MOKOHYUTL C coboi, morna HbITb Nybany-
HO ocy)AeHa Hanbonee aBTOPUTETHbIMM IOPAAMM U NoABEPTHYTa Gu-
3MYECKOW KasHU WM OCTPaKmM3my. [lefio U He B OTCyTCTBUM aHTa3muu,
HO, BUAMMO, B OTCYTCTBMM BepPbl B 3IPPEKTUBHOCTb BCEX a/IbTEPHATUB-
HbIX GOPM BbIBOAA YeN0BEKA 3a Npeae/bl MobanbHOro BO34encTBMA Ha
cyabbbl Mupa. Jlyywero, 4yem yOUICTBO, elle He NpMaymanu, Kak bbl ro-
BOPUT cepua, N Heyero urpaTb B 3HAYMMOCTb 3aKOHa, NOPAAKA N KaKoW-
INB0O KONNEKTUBHOM BOIN.

Ha ¢oHe oTcyTcTBylOWMX MOMbITOK t0AEN NOKa3aTb KpUTUYECKoe
OTHOLLIEHNE KO BCEMY MHCTUTYTY BNACTM eANHCTBEHHOM NO-HACTOAWEMY
YMHOW NepCcoHOM B NOCAeAHEN CepumM OKa3biBaeTCcA APAKOH, AUTS NPOH-
3eHHol [elieHepuc. MNoTOpMOLLMB ee TeNO CBOEN OFPOMHOM MOPAOM M
ybeamswmch B ero 6e3abIXxaHHOCTU, APAaKOH UCMYCKAeT CTPaAa/ibyeckuii
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PbIK M HANpPaB/IAET CBOE NAaMsA He Ha NpAMOro youiuy, JKoHa, a Ha He-
JIe3HbIN TPOH, CUMBO FPAHAMO3HON BAacTU. M HanpasaseT Ao Tex nop,
MoKa TPOH He HaYyMHaeT NAaBUTbCA M He NPeBpaLLaeTca B NOTOKMU 1aBo-
06pa3Hoi maccbl. Ho aaxe ee ABUMKEHME KaXKeTca onacHbIM, arpeccus-
HbIM, KOBAPHbIM.

MoKa ecTb KOHLLENT TOTa/IbHOW B/IAaCTW, BOKPYr Hero Bceraa byaer
KPOBb, OroHb 1 6esymue. Cyaa no Tomy, 4To npoucxoaut B XXI Beke no
3Ty CTOPOHY 3KPaHOB, KOHLENT BAACTU HUKTO He CNOCOBEeH OTMEHUTD.

[pakoH b6epeT mepTByto [lelieHepuc B CBOKO OrPOMHYIO KOFTUCTYHO
Nany — ecTb B 3TOM KeCTe YTO-TO O4YeHb Pa3yMHOE — U YHOCUT ee NpPoYb,
no 6eckoHeYHOMy NpocTopy Hebec. HKecT HegoBepUs BCemMy YesoBeye-
CTBY, HEXXe/NlaHWe OCTaBAATb YOUTYI0 KoposieBy Ana norpebeHus no ye-
JIOBEYECKMM 00blYasaM, BbIMAAUT KaK OCMbICIEHHOE W MPaBOMEpHoe
AelCTBMe, pa3gBuratoLee rpaHuLbl r'yMaHn3ma. [1pakoH TyT HUYYTb He
XYyXe Ntofel, a B YeM-TO MHTE/N/IeKTya/lbHee U AyLIEeBHO TOHbLLUE.

C noBeaeHMem ApakoHa pudmyeTtca pelieHue ApbM He BO3Bpa-
waTtbcs Ha CeBep, He OCTaBaTbCA B CTO/IMLE, @ OTNPABMTLCA Tyaa, «rae
3aKaHUYMBAIOTCA KapThi». B 3TOM MOCTyMNKe 1 B TOM, C KAKUMWU MHTOHaLM-
AMM repPOMHA COODLLAET O CBOMX MNJ1aHaX, OLLYLLAETCA HE CTOJ/IbKO YKaXKaa
CTPAHCTBUI, CKOMIbKO NMPUroBOP M3BECTHOMY MUpy. OH He ycTpauBaet
IOHYIO TEPOMHIO, OCTaBaTbCA B HEM OHa He MoKeT. [ycTb byaeT YTo-To
Apyroe, He 3gecb. Ecnu TpaguuUMOHHbIE Tepou aBaHTIOPHbIX POMaHOB B
dMHane oKa3bIiBa/IMCb TAKUMM e NPEKPACHbIMU, YUCTbIMU U MOJAHBIMU
XU3HeNbus, KakMmm bbian B Havane, Kak otmedan baxtuH [20, c. 127],
B «Mrpe nNpecTosoB» COBEPLUEHHO O4EBUAHO 0bpaTHOE. osy4YeHHbIN
OnNbIT U HOBblE CTPaALLIHbIe 3HAaHUA — Te «KaHAaNbl», KOTOPble Tenepb Ha-
BCEraa c repoAmM, Kyaa bbl OHM HKU Hanpaeaaaucb. Ho aTn metadpusnye-
CKMe KaHAasbl fler4ye HocATCA Ha TepPPUTOPUN HOBOTO, HEU3BEAAHHOrO.
34ecb-To NOTEHLMAN BO3MOMKHbIX KPYNUL, FAPMOHUU Y3Ke BECb MCYEpNaH.

MoKa3aTe/IbHO MOJ/IHOE OTCYTCTBME CNAZKUX NHOOOBHbLIX Map B ¢u-
Hane Bcel uctopmun. Mapbl MepTBbl UK pa3pyLleHbl. M aaxe cemeliHoe
6narononyyne Cama 1 JIunnu B Kagp He nonagaet. OTHOCUTENbHbIN CO-
LUManbHbIN ycnex obpenu Te, ana Koro ntobas cTpacTb He Ha NepBOM Me-
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cTe. VI3 reponHb BbIXKMAN BOUTENbHULUbI iean bprneHHa n Apbs, TO ecTb
HOCUTE/IN K/IOYEBOTO }KEHCKOro apxeTunna cepuana [21, c. 43-47], a Tak-
e CK/IOHHasA K JONroTeprneHunto, KoBapcTBy M pacyeTtnmeocty CaHca. M3
OeTel BbIKWUA TONbKO BpaH. OcTanbHble OTNPLICKN KOPONEBCKUX CEMEMN,
PaBHO KaK WU AeTW NPOCTONOANHOB, HE NPOCTO HE A0XWUAWN A0 PUHaNa,
HO YMEP/SIN MYyYEHUYECKOM HaCUNbCTBEHHON cmepTbio. 0. boromonos
HeJaBHO Mucan o poaun obpasa u «npvema» pebeHKa B COBpemMeHHOM
meamnakynstype [22, c. 47-49]. CoBepLlUeHHO 04YEBUAHO, YTO 0DECLLEHM-
BaHMWe AETCKOM }KU3HU — 3TO BOOOLLE NENTMOTMB COBPEMEHHbIX SKPaH-
HbIX CHOMKETOB, 1 B «Mrpe NpecTosoB» OH TOMe NPOC/IeXKMBaeTCa BnosHe
OTYET/IMBO.

B 3aBepLlieHMM NOBTOPMM, HECMOTPA HA MHOMKECTBO NepeKanyek
¢ Tpareamnamu LLekcnupa un Kneicra, «Mrpa npectonos» — 3T0 He po-
MaHTUYecKan Tpareaus, Kak M He peHeccaHcHas Tpareaus. Benukue
npeaLwecTBEHHUKN roBopuAKM 06 yrKace yenoseyeckoro obuiecTsa.
B TOM gpamaTtyprum otyasHue Npu Buae HepaspewwmnmMblX ero KOHPANK-
TOB A0CTUraN0 HesaypAaHON cTeneHun. BuaeHme mupa 6b110 NpoHMU3aHO
HEMPUMMPUMON KPUTUYECKOM SHEPTUeEN aBTOPOB. 3HaUMTEIbHAA YacTb
3TOM 3HEpPrMM BOMJIOLLANACh B MUPOOLLYLLEHUN LEHTPAbHbBIX repoes.
Ha cerogHAWHWN AeHb Mbl UMeeM ABOMCTBEHHYIO CUTYaLMIO: KapTu-
Ha MMpa B COBPEMEHHOM Cepuasie BKAKYAET MHOMECTBO TEX CaMbIX
Y»KacoB, KOTopble Bbln HayepTaHbl ele PeHeCCaHCHbIM U pOMaHTUYe-
CKMM UCKyccTBOM. OAHAKO LleNIn 3TOr0 HauepTaHUA U OTHOLIEHME K HUM
TpaHcpopmmpoBanmcb. OHO, KOHEYHO, HE CTano NO3MTUBHbIM. HO Kpu-
TMYEeCKMin nadoc 3ameTHO yrac.

Bonbluas akpaHHan popma, NpeAHa3HaYeHHanA A8 AONroro passie-
YyeHuMA B NePBYIO o4epesb, a 411 PasmbllWIeHNa — BO BTOPYIO, MpMU3BaHa
TOHM3MPOBaTb ayAUTOPUIO M KaK Bbl NPpMpPYYaTb K NOKAa3aHHOM M BeCbMa
y3HaBaemoM KapTuHe mupa. VNHTOHAUMM HENPUMUPUMOrO HENPUATUA
ANCrapMOHUKN YeIoBEeYeCKoro obuiectsa yxoasaT. Mx 3amMeHsoT UHTO-
HaLUWUK BbIHYXXAEHHOIO NPU3HAHWUA, YTO AAHHAA AUCTAPMOHMA, Cyaa no
BCEMY, HEM3DEXKHA U HENPEeoao/IMMa. A MOTOMY K HEWN iyylle MbICIEHHO
a[anTMpPoBaTbCcAa — APYroro M1pa u ApYron Aywun y YenoBeyecTBa HeT U
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He npeasuanTcs. MoryT MEHATBCS KOCTIOMbI, KTIMMAT, BHELLHWE Yrpo3bl,
MOXKET MeHATLCA NPUHLMN GYHKLLMOHNPOBAHMA BNAaCTU — HO He o0bLias
CUCTEMA LLeHHOCTE! M 06LecTBeHHbIX HPaBoB. TaKoB HETParMyeckunii Ha-
CTpoit «Mrpbl NPecTonoB», CNOBHO roBopsLLei ceoemy 3putento: LLek-
cnup ¢ KnelicTom elwe Ha 4YTO-To B ByayLiem Hafeanncb, HO OHU KUK
[laBHO, a Bam B Hayane XX| cToneTvs HafeaTbCsa He Ha 4To.
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