ISSN: (Print) 1994-9529, (Online) 2587-9782

HWOEXED jy

EMERGING
SOURCES
CITATION

[Web of Sclence)

r 5
q%‘kf. Wﬁp

HArn19(3

The Art and Science of Television

8 Crossref
DOA i

HAYUHAR INEKTPOHHAR
EMENWOTERA

LIBRARY.RU

{@wmtfmnuu

academia.edu
Google Scholar

Al bl

ULRICHSWEB"

GLOSAL SERIALS DIRECTORY



WHCTUTYT KuHO 1 TenesugeHus (TNTP)

Hayka TeneBugeHus 19 (3), 2023

Hay4HbIN xypHan

ISSN: (Print) 1994-9529, (Online) 2587-9782
DOI: 10.30628/1994-2023-19.3

YupeguTenb n usgatenb — WHCTUTYT KnHO v TeneBugeHus (TNTP)
Appec — Poccus, 125284, MockBa, XopoLueBCKoe L., A. 32A

MeproaNYHOCTb BbiMyCKa — eXeKBapTasbHO.

Mepriopnyecknii xypHan «Hayka TeneBuAeHWs» MOCBSLWEH aKTyalbHbIM BOMPOCaM
MCTOPWU, TEOPVM 1 MPAKTUKN UCKYCCTBA LWPOBbIX Meawa.

MybnunKkyeT pe3ynbtaTbl UCCNEA0BAHMA NO Hay4HbIM CrielnanbHOCTaM «KuHO, Tene- v
[pyrue 3KpaHHble WMCKYCCTBa», «Teopus 1 UCTOPUS KynbTypbl», «COLMONOrUS KynsTypbl,
OYXOBHOW XW3HW». BasupyeTcs Ha MaTepuanax Hay4HblX TPYAOB BEMYLUMX Y4eHbIX
foCYAapCTBEHHOIO MHCTUTYTa UCKYCCTBO3HAHWS, VIHCTUTYTa KMHO 1 Tenesuaerus (TUTP),
paHee [YMaHWTapHOroO MHCTUTYTa TeneBUAeHUS 1N paavosellanns um. MA. JInToBunHa,
a TaKKe ApYrux POCCUICKMX 1 3apybexHbix By30B. [peaHa3HayeH ans vccnegoBatenen
3KPaHHBIX UCKYCCTB W CNELVANNCTOB-NPAKTUKOB TENEBUAEHNS, KUHO, Pagno W HOBbIX

Meawa.

N3paetcs c 2004 1.

Muccus

* VICCNEeoBAaTh UCKYCCTBO TENEBUAEHNS B KOHTEKCTE CMEXHbIX UCKYCCTB U HaYK;
+ aHanM3MpOBaTh U3MEHEHNS, MPOVCXOAsLLMe B OOLIECTBE U Ha TENEBUAEHNN;
+ MPOrHO3MPOBAaTh Pa3BUTHE MEANaNHAYCTPUM 1 HAYHYHOTO 3HaHWs B 061acTu
3KPaHHbIX UCKYCCTB W SKPaHHOW KyNBTYpbI.

YypHan 3aperucTpupoBaH B MuHMCTEpCTBE MO fenaM neyaTu, TeneBelaHns U MacCoBbix
KOMMYHWKauuii PO. CB1aeTenscTo o peructpauum M Ne dC 77-75975

© VHCTUTYT KMHO 1 TenesuaeHus (TNTP), 2023



GITR Film and Television School

The Art and Science of Television 19 (3), 2023
Journal

ISSN: (Print) 1994-9529, (Online) 2587-9782
DOI: 10.30628/1994-2023-19.3

Founder & publisher—GITR Film and Television School
Address—32A, Khoroshevskoe sh., Moscow 125284, Russia

Published quarterly.

The Art and Science of Television periodical journal is the actual issues
of history, theory and practice of digital media art. It publishes results of scientific
researches in the following disciplines: Cinema, TV and Other Screen Arts; Theory
and History of Culture; Sociology of Culture and Spiritual Life. The articles are based
on academic works of leading researchers of the State Institute for Art Studies, GITR Film
and Television School and other Russian and foreign universities. The journal is ad-
dressed to researchers of screen arts and practicing specialists in the field of television,
cinema, radio, & new media. Published since 2004.

The journal has been published since 2004.

Our mission is

«to study the art of television in the context of related arts and sciences;

« to analyze the changes taking place in society and television;

« to predict the development of media industry and scientific knowledge in the field
of screen arts and screen culture.

The journal is registered with the Ministry of Press, Television Broadcasting and Mass Communica-
tions of the Russian Federation. Registration certificate M Ne &C 77-75975

© GITR Film and Television School, 2023



PEOAKLUVNOHHAS KONNETUa
M PEQAKLMOHHO-3KCMEPTHbIN COBET

MpeacepaTtenb pefaKLMOHHO-3KCMEPTHOIO COBETA

+ FOpuii Muxainnosuy J/INTOBYMH — KaH[. UCKYCCTBOBeAeHMs, npodeccop, pexkTop,
VIHCTUTYT KUHO v TeneBuaeHus (TUTP), uneH EBponeickolt KuHoakagemunu (EFA),
MockBa, Poccus

FnaBHbIi pefakTop

« lpuropuii Padasnbesny KOHCOH — rMaBHbIli pefakTop, pefaKTop, A-p WCKyc-
CTBOBefieHNs, A-p KynbTyponoruu, npodeccop, AMPeKTop Y4ebHO-Hay4HOro
LleHTpa ryMaHWTapHbIX 1 COLManbHbIX HayK — Npefcefatenb JKCMepPTHOrO CoBETa
NO NYMaHUTapHbLIM W COLManbHbLIM Haykam, 06pa3oBaHUIo U KynbType, MOCKOB-
CKUI DU3UKO-TEXHNHECKUIA MHCTUTYT (HaUMOHaNbHbIN MCCNefoBaTENbCKUIA yHIBEP-
cunTeT), MockBa, Poccust

YneHbl peAaKUUOHHOMN KoNslerum

« Onbra bopucoBHa XBOWHa — OTBETCTBEHHbI CeKpeTapb, PEeaaKTop, KaHf.
MCKYCCTBOBEEHUS, NPodeccop, COBETHUK MpU pekTopaTte Mo Hay4HoW paboTe
M MexayHapoAHOMY COTPYAHMYeCTBY, MHCTUTYT KnHO v TeneswpeHus (TUTP),
MockBa, Poccusa

+EneHa CepreeBHa EpKrHa — HavanbHUK OTAENa Hay4YHO-TeXHUYECKol MHhopMaLuu,
NHCTUTYT KnHo n TeneBupaerus (TMTP), Mockaa, Poccus

« TaTbsiHa MuxainosHa /lykoBa — aun3ariHep, VIHCTUTYT KnHo 1 Tenesuaerus (TNTP),
MockBa, Poccusa

+ MapuHa ®ponosa-Yokep — PhD, npodeccop, KemMbpumKcKnii yHMBEPCUTET,
Kembpwnax, BenkobputaHus

PepakTop n nepesofynk
+ AHHa lNeTposHa EscTponosa — nepesoaymk, Camapa, Poccus

MpurnaileHHble pefaKkTopbl

« AnexcaHap AnexcaHgpoBuy McapeB — MAaAWniA HayYHbINA COTPYAHNK,

VHcTuTyT dhunococdun PAH, Mocksa, Poccrs

« HaTanbs BrkToposHa BepellarnHa — npurnaleHHbiin npenogasatens,

VIHCTUTYT Meamna, PakynsTeT KpeaTVBHbIX MHAYCTPWI, HaumoHanbHbIv nccnefosatens-
CKMI YHUBEPCUTET «BbICWas WKOa 3KOHOMYKM», MockBa, Poccus

YneHbl pefaKLMOHHO-3KCNEPTHOro coBeTa

+ Enena fkosnesHa bypnuHa — pa-p dwunoc. Hayk, npodeccop, Camapckuii
rocyfapCTBEHHbIV MEANLIMHCKMIA YHUBEpCUMTET MrH3apasa Poccun, Camapa, Poccus

+ AHTOH AHaTONbEBUY [leHUKMH — KaHA. KyAsTyponorum, npodeccop, MHCTUTYT K1HO
n TenesuaeHns (TATP), Mocksa, Poccus

HAYKA TENEBUAEHMA 19 (3), 2023 4 THE ART AND SCIENCE OF TELEVISION



« Aptem Huwronaesmy 3opvH — pg-p dunon. Hayk, npodeccop, CapaToBCKMIA
rocyapCTBEHHbIV yHUBepcuTeT nM. H.I YepHbiwesckoro, CapaTos, Poccus

« KaTpwona Kennun — npodeccop, Kembpumkckuidi yHuBepcuTeT, Kembpupx,
BenukobputaHus

« inbst Bagumosuy Kupus — PhD in Media Studies, kaHamaaT hUnonormyeckmnx Hayk,
nccnegoatens nabopatopun GRESEC YHuBepcuTeTa [peHobnb-Anbnbl, FpeHobMb,
PpaHumg

« Mllogmuna BopuncosHa Knoeea — A-p UCKYCCTBOBEAEHWS, OUEHT, Bcepoccniickmin
roCyAapCTBEHHbI MHCTUTYT KnHemaTorpadum uM. C.A. lfepacumoBa, Mocksa, Poccus

+ Onbra AnekcaHapoBHa /laBpeHoBa — A-p GUNoC. HayK, Beaywmnil HayHbli COTPYAHWK,
VIHCTUTYT Hay4YHOW MHGOPMaLMK Mo 0OWeCcTBEHHbIM HayKaM POCCUIACKON akagemmn
Hayk (MHWOH PAH), Mocksa, Poccus

« BonbdraHr MactHak — Dr.phil. Dr.rer.nat. Dr.rer.med. Dr.sportwiss. Dr.paed. Dr.paed.
habil., npocbeccop, MeknHckmin yHusepcuTeT, MeknH, Kutal, npodeccop, yHuBepcutet
MY3bIKW 1 UCMONHUTENbCKUX UCKYCCTB, MIOHXeH, TepMaHus

« HaTtanbs HoBak — PhD, u.0. npodeccopa, [JopTMyHACKNIA TEXHUYECKNIA YHUBEPCUTET,
[JopTmyHg, fepmaHms

« Anekcein FOpbeswny OBYapeHKO — A-p hunon. Hayk, AOLEHT, 3aBeaytolnii kadeapoin
NIVHIBOAWAAKTUKA WU TecTonoruu, POCCUICKMI yHMUBepCUTET ApY*Obl Hapoaos,
MockBa, Poccus

« Hukona Hukonaesny MogoCOKOPCKNIA — KaHA. GUNON. HayK, CTapLuWii HayYHbIN
coTpygHunk HUL «locToeBckuii 1 MupoBas KynbTypa» VIHCTUTYyTa MUMPOBOW nuTepa-
Typbl UM. A.M. Topbroro PAH, nepBbiii 3amecTuTenb MMaBHOTO pefakTopa XypHana
«[locToeBCKNIA 1 MUPOBas kyneTypa» . Prnonornyecknin KypHan, Benvkumii Hoeropog,
MockBa, Poccus

+ AHapei MakcoBuy PaiiknH — wed-pefakTop cnyxobl MHHDOPMaLMOHHOTO BelLaHWs
TenekaHana «Poccuns-Kynstypa», pyKoBOAWTENb TBOPHECKMX MACTEPCKYMX Ha haKynbTeTe
KYPHANMCTVKM MOCKOBCKOTO rocyAapCTBEHHOTO YHMBEPCHTETa UM. M.B. JToMOHOCOBR,
MockBa, Poccus

« ExaTepuHa BukTopoBHa CanbHVKOBa — A-p KyNbTYPONOrvN, KaH[,. MCKYCCTBOBEAEHWS,
3aBefyIoLLMIA CEKTOPOM Xy[OXEeCTBEHHbIX Npobnem MaccMenma, [ocyfapCTBEHHbIN
WHCTUTYT UCKYCCTBO3HaHWs, Mocksa, Poccus

+ Onecs BuTanbeBHa CTpoeBa — [-p KynbTyponorun, KaHg. dunoc. Hayk, npodec-
cop, MHcTWTYT kKo v TeneBuaeHus (TNTP), Mockaa, Poccus

« [puropuii /IbBOBUY TynbYUHCKUIA — A-p unoc. Hayk, npodeccop, HaunmoHanbHbIN
nccnefoBaTeNbCKU YHUBEPCHTET «Bbiclias WKOMa 3KOHOMUKM», CaHKT-MeTepOypr,
Poccus

+ Enka YepHokoxesa — Dr.Phil.Habil., coy4peautens v coTpynHvK EBponeiickon
accoumaumm nccnegosatenent kynetypsl (ERICarts Network), KenbH, fepmaHus
«AHapeinMuxainosnylleMsknH—kaHa.prnon.Hayk,cTaplmniinpenogasatens, MOCKoB-
CKUVI rOCYAaPCTBEHHBIN yHBEPCHTET UM. M.B. /TIoMOHOCOBA, BMLE-NPe3nAEHT Mnbanm
KMHOBeOB M KUHOKPUTKKOB Poccuun, Mocksa, Poccns

HAYKA TENEBUAEHMA 19 (3), 2023 5 THE ART AND SCIENCE OF TELEVISION



EDITORIAL COUNCIL BOARD

Chairman of the Editorial Council Board

« Yuri M. Litovchin—Cand.Sci. (Art History), Professor, Rector, the GITR Film and Television
School, member of the European Cinema Academy (EFA), Moscow, Russia
Editor-in-Chief

« Grigoriy R. Konson—Editor-in-Chief, Editor, D.Sci. (Art History), D.Sci. (in Cultural Stud-
ies), Professor, Director of the Humanities & Social Sciences Center—Chairman of the
Council for Humanities & Social Sciences Research, Education, & Culture, MIPT Univer-
sity, Moscow, Russia

Editorial Board

+ Olga B. Khvoina—Executive Secretary, Editor, Cand.Sci. (Art History), Professor, Rector’s
Advisor for Academic and International Affairs, the GITR Film and Television School, Mos-
cow, Russia

« Marina Frolova-Waker—PhD (Art History), Professor, the Cambridge University, Cam-
bridge, United Kingdom

« Tatiana M. Lukova—Designer, the GITR Film and Television School, Moscow, Russia
«ElenaS. Yerkina—Chief of the Section for Scholarly-Technical Information, the GITR Film
and Television School, Moscow, Russia

Editor and Translator
+ Anna P. Evstropova—Translator, Samara, Russia

Guest Editors

- Alexander Pisarev—Junior Research Fellow, Institute of Philosophy of the Russian
Academy of Sciences, Moscow, Russia

- Natalia Vereshchagina—Visiting Lecturer, Institute of Media, Faculty of Creative
Industries, HSE University, Moscow, Russia

Editorial Council Board

« Yelena Y. Burlina—Dr.Sci. (Philosophy), Professor, the Samara State Medical University
of the Ministry of Health of Russia, Samara, Russia

« Anton A. Denikin—Cand.Sci. (Culture Studies), Professor, the GITR Film and Television
School, Moscow, Russia

« Artem N. Zorin—Dr.Sci. (Philology), Professor, the Saratov State University, Saratov,
Russia

« Catriona Kelly—Member of the Editorial Council Board, Professor, Cambridge, Cam-
bridge University

« llya V. Kiria—PhD in Media Studies, Cand. Sci. in Journalism, Research Fel-
low, GRESEC Lab, University Grenoble Alpes, Grenoble, France

« Ludmila B. Kluyeva—Dr.Sci. (Art History), Assistant Professor, the All-Russian State
S.A. Gerasimov Institute for Cinematography, Moscow, Russia

HAYKA TENEBUAEHMA 19 (3), 2023 6 THE ART AND SCIENCE OF TELEVISION



+ Olga A. Lavrenova—Dr.Sci. (Philosophy), Leading Researcher, the Institute of
Scientific Information on Social Sciences (INION) of the Russian Academy of Sci-
ences, Moscow, Russia

+Wolfgang Mastnak—Dr.phil. Dr.rer.nat. Dr.rermed. Dr.sportwiss. Dr.paed. Dr.paed.habil,,
Professor, Beijing Normal University, Beijing, China, University of Music and Performing
Arts, Munich, Germany

« Natalia Nowack— PhD, Substitute professorship, TU Dortmund University, Dort-
mund, Germany

« Alexey Yu. Ovcharenko—Dr.Sci. (Philology), Assistant Professor, Head of the Depart-
ment of Linguodidactics and Testology, the Peoples’ Friendship University of Russia
(RUDN University), Moscow, Russia

« Nikolai N. Podosokorsky—PhD (in Philology), Senior Researcher, Research Centre
“Dostoevsky and World Culture,” A.M. Gorky Institute of World Literature of the Rus-
sian Academy of Sciences, First Deputy Editor-in-Chief, Dostoevsky and World Culture.
Philological journal, Veliky Novgorod, Moscow, Russia

« Andrei M. Raikin—Editor-in-Chief of the Service of Informational Broadcast of the
Television Channel “Rossiya-Kultura”, Director of Creative Workshops at the Journal-
ism Department of the Moscow State M.V. Lomonosov University, Moscow, Russia
«Yekaterina V. Salnikova—Dr.Sci. (Culture Studies), Leading Researcher, the State Insti-
tute for Art Studies, Moscow, Russia

+ Olesya V. Stroeva—D.Sci. in Cultural Studies, Cand.Sci. (Philosophy), Professor, the
GITR Film and Television School, Moscow, Russia

« Grigorii L. Tulchinskii—Dr.Sci. (Philosophy), Professor, HSE University, St. Petersburg,
Russia

« Elka Tchernokojeva—Dr.Phil.Habil., Co-founder and Member of the European Asso-
ciation of Cultural Researchers (ERICarts Network), Cologne, Germany

« Andrei M. Shemyakin—Cand.Sci. (Philology), Senior Lecturer, the Lomonosov Mos-
cow State University, Vice-president of the Guild of Film Experts and Film Critics of
Russia, Moscow, Russia

HAYKA TENEBUAEHMA 19 (3), 2023 7 THE ART AND SCIENCE OF TELEVISION






COAEPXAHUE

MOCTrYMAHU3M(bl) B MEAUAKY/ILTYPE U COBPEMEHHOM UCKYCCTBE

ANEKCAHAP ANEKCAHAPOBWY NMNCAPEB
HATA/1IbSi BAKTOPOBHA BEPELLIATMHA
MO TY CTOPOHY TEOPUMN:

NPEANCNOBUE K CTMELBbLIMYCKY

13

IKPAHHbIE UCKYCCTBA W KY/IbTYPA: METOA0/IOMMYECKUE NOAXO0AbI
AHACTACUA UTOPEBHA KPUMAH
MOCTITYMAHM3M N COBPEMEHHOE MCKYCCTBO: MNEPECEOPKA

AHTPOMOLIEHTPUCTCKOIO ANCKYPCA

ANEKCAHAP AIEKCAHAPOBWY MUCAPEB

AHACTACUSA BNAGUMUPOBHA AJIEXMHA
ART&SCIENCE I MOCTTYMAHU3M:
TEXHOHAYKA, 3CTETUKA U TEJIECHOCTb

.21

.43

OKSANA O. PERTEL
DIGITAL FASHION BODIES:

POSTHUMAN PERSPECTIVES

GEHOMEHDI «BPEMS» N «MTPOCTPAHCTBO» B 3KPAHHbIX UCKYCCTBAX U KY/IbTYPE
NATALIA V. VERESHCHAGINA
PANOS KOMPATSIARIS

CATASTROPHISM AND NATURE’S REVOLT:

ECOLOGICAL MONSTROSITY

IN POPULAR MEDIA NARRATIVES

CTPYKTYPA U CHOXXET B SKPAHHbIX MPOU3BEAEHUAX
HATA/IbSi BUKTOPOBHA CTO/IEOBA

«3ATEPAHHbLIE B KOCMOCE»

OT 1965-TO K 2018-MY:

$®OPMNPOBAHUE

KUBOPTAHNYECKMXCOOBLLECTB...

PENPE3EHTALNS1 OBPA3A COBPEMEHHOIO FEPOSl HA 3KPAHE
ANEKCAHAP BNAAUMUPOBKY NAB/1IOB
NOCT30MBMU:
NOCTTYMAHW3AUMA MOHCTPA
B COBPEMEHHbIX ®1/IbMAX O 30MEU

A3blK 3KPAHHbIX MEAUA

ANNA A. SUVOROVA
MODES OF MONSTROSITY IN VISIONARY
AND OUTSIDER ART:
FROM DIVINE TO MACHINE AND BACK .......

.69

.97

.123

..153

177

HAYKA TENEBUAEHMA 19 (3), 2023 9 THE ART AND SCIENCE OF TELEVISION



CONTENTS
POSTHUMANISM(S) IN MEDIA CULTURE AND CONTEMPORARY ART

ALEXANDER A. PISAREV
NATALIAV. VERESHCHAGINA
BEYOND THEORY:
PREFACE TO THE SPECIAL ISSUE 13

VISUAL ARTS AND SCREEN CULTURE: METHODOLOGICAL APPROACHES

ANASTASIA I. KRIMAN
POSTHUMANISM AND CONTEMPORARY ART:
REASSEMBLING THE ANTHROPOCENTRIC
DISCOURSE IN THE VISUAL SPACE . . 21

ALEXANDER A. PISAREV
ANASTASIAV. ALEKHINA
ART&SCIENCE AND POSTHUMANISM:
TECHNOSCIENCE, AESTHETICS AND BODY. 43

OKSANA O. PERTEL
DIGITAL FASHION BODIES:
POSTHUMAN PERSPECTIVES.... 69

THE PHENOMENA OF TIME AND SPACE IN VISUAL ARTS AND SCREEN CULTURE

NATALIAV. VERESHCHAGINA
PANOS KOMPATSIARIS
CATASTROPHISM AND NATURE’S REVOLT:
ECOLOGICAL MONSTROSITY
IN POPULAR MEDIA NARRATIVES 97

STRUCTURE AND PLOT IN VISUAL ART WORKS
NATALYAV. STOLBOVA
LOST IN SPACE FROM 1965 TO 2018:
THE CYBORGANIC COMMUNITY BUILDING 123

THE REPRESENTATION OF THE IMAGE OF THE HERO ON THE CONTEMPORARY
SCREEN
ALEXANDER V. PAVLOV
POST-ZOMBIE:
POSTHUMANIZATION OF A MONSTER
IN ZOMBIE MOVIES 153

A3bIK 3KPAHHbIX MEAWA
ANNA A. SUVOROVA
MODES OF MONSTROSITY IN VISIONARY
AND OUTSIDER ART:
FROM DIVINE TO MACHINE AND BACK 177

HAYKA TENEBUAEHMA 19 (3), 2023 10 THE ART AND SCIENCE OF TELEVISION



NOCTTYMAHU3M(bl)
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U COBPEMEHHOM UCKYCCTBE

POSTHUMANISM(S)
IN MEDIA CULTURE
AND CONTEMPORARY ART






BEYOND THEORY:
PREFACE TO THE SPECIAL ISSUE

This issue of The Art and Science of Television marks the second thematic
edition of the journal. It is dedicated to visual representations and embodiments of
posthumanistic ideas in popular media culture and contemporary art.

Posthumanism encompasses a broad range of philosophical ideas and
theories, from extropianism to dark ecology, from optimistic views on science
and technology as a path to immortality to studies of the logical foundations of
the environmental crisis. This is why researchers often refer to it in its plural form:
posthumanism(s). Despite the diverse approaches and philosophical optics,
posthumanism(s) share a common thread: redefining our understanding of the
human in the face of evolving technological, social, economic, and environmental
conditions.

Posthumanistic projects intersect at the point where the thesis of universality
and exclusivity of human experience and ways of existence and thinking is
problematized. Deconstructing this notion, the authors insist on the plural. It is
not about just human, but rather the different and irreducible ways of existence,
emotions, and thoughts of individuals from various cultures, communities, and
social groups. Not man, but people and nonhuman living beings. The diversity of
humans is placed on equal footing with the diversity of other biological species
and their individuals, machines and all earthly Others. Thus, the posthumanist
perspective brings out of the shadow of the human various nonhuman beings
and even groups (economic, ethnic, religious, etc.) marginalized due to their non-
conformity with imposed standards of a presumably unified human identity. It is
here where so many Others open up, both existing and possible.

Posthumanists construct their projects using intricate theoretical languages,
with categorical apparatuses of philosophy, social theory, and interdisciplinary
science and technology studies, but also with the help of boundless imagery (take
Donna Haraway’s works alone!). The point is that the deconstruction of human
universality and exceptionalism implies the deconstruction of certain established
Western categories and oppositions that form both thinking and perception, as well
as behavior. They are so deeply rooted within us that arguments and reasoning
alone are sometimes not enough; work with the preconscious is necessary, which
involves, among other things, the use of imagery and metaphor. In addition,
groups marginalized by the anthropocentric thesis do not yet have their own stable
language, so they often resort to metaphorical statements to construct a dialogue.

The world in which posthumanistic issues are born and gain relevance is
largely shaped by images—scientific, technical, news-related, artistic—and various
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forms of media. It is no coincidence, therefore, that popular media culture and
contemporary artare highly receptive to posthumanisticideas. Not only they express
these ideas in their own visual languages, but also develop them, becoming visual
thinking beyond theory. For instance, Blade Runner (1982, Ridley Scott) and Black
Mirror (2011-present) have long been considered by researchers as meaningful
critical statements. Today, in addition to them, there are numerous movies, series,
and artistic projects, including, for example, Love, Death & Robots (2019-present).

The articles in this issue demonstrate the diverse range of representations
of posthumanistic ideas and their reinterpretations in popular media culture and
contemporary art. They also showcase the possibilities for discussion that arise
through the use of visual languages. The articles in the first section establish a
theoretical framework that describes the options and potential for translating
abstract philosophical language into the visual artistic field. Anastasia Kriman offers
a perspective on how posthumanism concepts can be translated into expressions
of contemporary art and how they can expand. Alexander Pisarev and Anastasia
Alekhina delve into the aesthetics and theoretical foundations of Art&Science.
Oksana Pertel explores the intersection of the languages of digital fashion and
posthumanism, describing digital bodies.

The following sections of the issue focus on specific case studies in media
culture, which the authors associate with posthumanistic shifts in popular images
and narratives. Panos Kompatsiaris and Natalia Vereshchagina examine the
MonsterVerse film franchise in the context of growing ecological consciousness in
the Anthropocene epoch. Natalia Stolbova reflects on the representation of cyborg
communities in the TV series Lost in Space (1965-1968, 2018-2021). Alexander
Pavlov captures the transformation of zombie narratives within the framework of
posthumanistic teratology and introduces the concept of postzombies to denote a
new type of hero symptomatic of the present time.

The issue concludes with an article by Anna Suvorova dedicated to the
portrayal of monstrosity in the works of visionaries and outsider artists who offer
astonishing languages for describing monsters.

We hope that thisissue will provide an attentive reader with an understanding
of the forms of imagery and posthumanist ideas present in media culture and
contemporary art, as well as the potential that unfolds in the dialogue between
philosophy and popular media culture.

We thank the editorial board of The Art and Science of Television journal and
its founder, GITR Film and Television School, for supporting the idea of this issue
and the honor of being invited as editors.

Alexander Pisarev, Natalia Vereshchagina,
Guest Editors of the Issue
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[10 Ty CTOPOHY Teopuu:
NpeancnoBMe K CMeLBbINyCKy

ITOT BbINYCK *ypHana «Hayka TenesnaeHns» SBSETCs BTOPbIM TemaTunye-
CKUM HOMEpOM, OH MOCBSILIEH BU3yaibHbIM PENpe3eHTaLusaM U BOMIOLLEHWSAM
NOCTIYMAHUCTUYECKUX UAEN B NONYASIPHOW MeanakynsType U NpoeKTax coBpe-
MEHHOr0 UCKYCCTBa.

MoCTryMaHn3M — 3TO 30HTUYHbIV TEPMIH, 33 KOTOPbIM CKPbIBAIOTCS Pa3HO-
pofaHble hrnocodcKme Naen 1 TeopUK: OT IKCTPONMAHCTBA 10 TEMHOW 3KONOT UK,
OT ONTUMUCTUYECKUX B3MSAA0B Ha HayKy WU TEXHUKY Kak CPeacTBa JOCTWKEHMUS
HeccMepTus 0 NCCNEfOBaHMA NOTMYECKMX OCHOB 3KONOMMYeCcKoro kpusuca. fo-
3TOMY YacTO NPUBEratT K MHOXECTBEHHOMY YMCAY: NOCTTYMaHM3M(bl). HecMoTps
Ha MHOroobpasue nNoaxoaoB U MUNOCOPCKMX ONTUK, MOCTIYMaHM3M(bl) obbean-
HSeT ceMeliHoe CXOACTBO — MepeonpefeneHyie cnocobos roBOpUTL O YenoBeke
W YEN0BEYECKOM B MEHSIOLMXCS TEXHONOMMYECKUX, COLMANBHbBIX, SKOHOMUYECKHMX
1 3KONOTUYECKIX YCNIOBUSX,

MocTryMaHUCTUYECKUe NPOEKTbI NePeceKaroTcs B ToYke npobaemaTrsaLmm
Te3nca 06 YHVBEepPCanbHOCTA U UCKIKYUTENBHOCTM ONbITa 1 CNocoba CyllecTBo-
BaHWS U MblLLNEHWS Yenosera. [leKoHCTPyupys 310 NpeacTaBieHne, aBTopsbl Ha-
CTavBalOT Ha MHOXECTBEHHOM YKcne. He 4enoBek, a pa3Hble 1 HepeayLUmpyemble
CNoCobbI CyLIECTBOBAHWS, YYBCTBOBAHMS 1 MbILINEHWS MOAEN U3 Pa3HbIX KYALTYP,
COo0bLIEeCTB, COUManbHbIX rpynn. He 4enoBek, a Moamn U Apyrue xveble CyllecTsa.
MHoroobpa3ne ntoaei nomellaeTcs Ha ofHy NAOCKOCTb C MHOroobpa3nem npo-
4Mx BUONOTNYECKUX BMAOB U UX OCODEN, TEXHWUKN 1 BCeX 3eMHbIX [pyrux. Takum
06pa3oM, NOCTryMaHUCTUYeCKas NepCneKkTUBa BbIBOAUT U3 TEHU HeN0BeYECKOro
Pa3HbIX HEYENOBEYECKMX CYLIECTB U LieNble TPyMbl (S3KOHOMUYECKNE, STHUYECKNE,
PENUTVO3HbBIE U T.[1.), ANCKPUMUHUPYEMbIE 13-33 HECOOTBETCTBYISA HaBs3bIBAEMbIM
CTaHpapTaM sKobbl efuHOro YenoBeveckoro. OTKPbIBAETCS BUf HAa MHOXECTBO
NHBIX — KaK CyWIECTBYIOLLMX, TAK U BO3MOXHbIX.

MOCTryMaHUCTbl BLICTPANBAIOT CBOW MPOEKTbI MPY MOMOLM CIOKHbIX Te-
OpEeTUYeCKKX 53bIKOB, MCNOMb3Ysl KaTeropuansHbie annapatel U3 dunocodun,
COUMANbHOM TEOPMU U MEXANCLMNAVHAPHBIX UCCNEA0BAHNIA HAYKN U TEXHUKM, HO
TakKe Npwv Nomouin boraTort 06pas3HOCTH (4Ero TONbKO CTOMT NUCbMO [JOHHbI Xa-
payai!). [1eno B TOM, 4TO AEKOHCTPYKLMS YHUBEPCANBHOCTY U UCKIOUNTENBHOCT M
YesoBeKa — 3TO AEKOHCTPYKUMS HEKOTOPbIX YCTOSIBLUMXCS 3anafjHblX KaTeropwii
Y ONMNO3ULMIA, KOTOPbIe (hOPMATUPYIOT M MbILLINEHWE, U BOCMIPUSTUE, 1 NOBEeHNE.
OHM CTONb NYBOKO YKOPEHEHBI B HAC, YTO apryMEHTOB U PacCyXaeHuii, obpatula-
IOLMXCS K Pa3yMy, MOPOI HEAOCTATOYHO: HeobXxo4MMa paboTa C JOCO3HATENbHbIM,
AN5 4ero, NOMUMO MPOYEro, U NPUBAEKaeTCs 0bpa3HOCTb, MeTadopuka. Baoba-
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BOK MaprviHannsmpyemble aHTPONOLEHTPUYECKMM TE3MCOM FPynMbl elle He nMe-
0T COOCTBEHHOTO YCTOMYMBOIO A3bIKa, MO3TOMY 4acTo NpuberatoT K MeTacdopuye-
CKMM BbICKa3blBaHNAM 419 MOCTPOEHUS Avanora.

Mup, B KOTOPOM POXAAETCS U NPUOBPETaET akTyanbHOCTb NOCTTYMaHUCTU-
Yeckas NpobnemaTunka, BO MHOTOM CHOPMUPOBAH M300paXeHAMY — HayYHbIMU,
TEXHUYECKVMY, HOBOCTHbBIMMU, XYAOKECTBEHHbIMY — W BCEBO3MOXHbIMW Meawa.
Mo3ToMy HecnyyaiHo, Y4TO MonynspHas MeanakyabTypa U COBPEMEHHOE UCKYC-
CTBO BeCbMa TOCTEMPUUMHbI K MOCTIYMaHUCTUYECKUM naedM. OHW He TONbKO
BbIPAXAOT VX Ha COBCTBEHHbIX BMU3YaNbHbIX 3blKaX, HO U Pa3BKBatOT, CTAHOBSCH
BM3Yya/IbHbIM MbILLIEHMEM MO APYTYIO CTOPOHY Teopun. Tak, «beryuinii no ne3suto»
(1982, Punnun CkoTT) 1 «YepHoe 3epKano» (2011 - HacT. BP.) y)Ke AaBHO paccMaTpu-
BatOTCS UCCNEAOBATENAMM KaK COAepXaTeNbHble KPUTUYECKME BbICKa3bIBAHNA.
CerogHsi, MOMUMO HUX, 3TO MHOXECTBO (DUIbMOB, CEPUANIOB U XYA0KECTBEHHBbIX
NPOEKTOB, BKtOYas, HanpumMep, «/1060Bb. CMepTb. PO6oThI» (2019 - HacT. Bp.).

CTaTbl B 3TOM HOMEpe MOKa3blBatOT, HACKOBKO pPa3HoobpasHa nanuTpa
penpeseHTaunii NOCTIYMaHUCTUYECKUX UAel U MX NepeoCMbICIEHUNIA B NOMy-
NSPHOV MeavaKynsType U COBPeMEHHOM WCKYCCTBe, a TaKke AeMOHCTPUPYIOT,
KaKue BO3MOXHOCTM ANs AMCKYCCMM OTKPBIBaOTCS Bnarofaps MCMonb30BaHmo
BM3YaslbHbIX S13bIKOB. B CTaTbsix NepBOro 610Ka 3afaeTcs TeopeTuyecKkas pamka,
OMuUChIBaKLLash BapuaHTbl U BO3MOXHOCTU Mepexofa abCTpakTHOro hunocod-
CKOro $3blka B BM3yanbHOE XyAOXKeCTBeHHOe none. AHacTacus KpumaH npepna-
raeT B3MAHYTb Ha TO, KaK KOHLEMNTbI NOCTryMaHW3Ma MOryT ObiTb NepeBefeHbl
B BbICKA3blBaHVA COBPEMEHHOTO MCKYCCTBA, U KaK OHM MOTYT PaclIMpsaTbCS. Anek-
caHap Mucapes 1 AHacTacus AnéxmnHa 0bpallatoTcs K ACTETUKE Y TeOpeTUYECKM
ycTaHoBKaM Art&Science. OkcaHa llepTenb CTankmBaeT s3bIKk1 UMMPOBOIN MOfpb!
¥ NOCTryMaHn3ma, ONuchiBas LM posble Tena.

Cnepytouwime 610K HoMepa 0bpalieHbl K OTAEAbHbIM KelicaM MenaKyb-
Typbl, KOTOPble aBTOPLI CBA3bIBAIOT C MOCTTYMAHWCTUYECKUMU CABUraMu B Mo-
nynspHbIx 0bpasax 1 HappaTwBax. MaHoc Komnauuapuc 1 Hatanbs BepellarvHa
paccMaTpvBaloT KMHOMpaHLWm3y MonsterVerse B KOHTEKCTE HAapaCTaOWEro 3KO-
NIOTMYECKOTO CO3HAHMS B 3MOXy aHTponoueHa. Hatanbs CTonbosa pasmbiwnser
0 penpeseHTauum KNbopraHMYeCcKx COObLIECTB B cepranax «3aTepsHHbIe B KOC-
Moce» (1965-1968, 2018-2021). AnekcaHap MaBnoB dukcrpyeT TpaHcdopmaLmio
HappaT1BOB O 30MBU B KOHTEKCTE NOCTIYMaHWUCTUYECKOW TepaToONorin 1 BBOAUT
KOHLENT «NoCcT30MbU» Ans 0603HaYeHWst HOBOrO TUMa reposi, CUMNTOMATUYHOTO
AN COBPEMEHHOCTY.

3akpbiBaeT HoMep CTaTbst AHHbI CyBOPOBOW, NOCBsLEHHas 0bpa3aM MOH-
CTPYO3HOrO B TBOPYECTBE BM3MOHEPOB W XYAOKHMKOB-ayTCalAepoB, KOTOpble
npepnaratoT YanBUTENbHbBIE S3bIKM OMMCAHUA MOHCTPOB.

3TOT HOMEP, KaK Mbl HaleeMcs, AaCT BHUMAaTEeNbHOMY YMTaTento NpeacTas-
neHne o hopmMax NPUCYTCTBUS 06Pa3HOCTU 1 UAel NOCTryMaHu3M(oB) B Meana-
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KyNbTYpe 1 COBPEMEHHOM WCKYCCTBE, ¥ TOM NOTEHLMANe, KOTOPbIA PacKpbIBaeTCs
B Ananore bunocodun 1 NONyASpHO MenakynsTypb.

Mbl 6narofapvm pefakumio «Hayku TeneBuUaeHVS» 1 yupeanTens xypHa-
na — VIHCTUTYT KnHO 1 Tenesuaenns (TUTP) 3a nopaepx Ky vaen Homepa 1 4ecTb
6bITb MPUrNAWIEHHBIMU PEAAKTOPAMU.

AnekcaHpp MNucapes n HaTanbsa BepelaruHa,
NpUrnaweHHble PefaKTopbl BbIMyCKa
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[MOCTTYMAHWN3M 1 COBPEMEHHOE
MCKYCCTBO: TTEPECBOPKA
AHTPOTOUEHTPUCTCKOTIO ANCKYPCA

AHHOTauusA. B CTaTbe OCMbBICASIOTCS MNOCTIYMaHUCTUYECKUE KOHUEMNTHI
B VX CBS3M C MPOEKTAaMU COBPEMEHHOrO MOCTKOHLUENTYaNbHOro WCKyC-
CTBa. B NepBOWi YacTu CTaTby NOKa3aH reHesuc nocTryMaHr3Ma Kak oTBeTa
Ha NPOBEMHbIE TOYKM YMaHUCTUYECKOI Maeonoruu. B npolecce ocMbicieHuns
TYNWKa, B KOTOPOM OKa3ancs rymaHu3m, AeMOHCTPUPYeTCs HeOBXOAMMOCTb
nepecbopKM OCHOBHbIX T'YMaHUCTUYECKUX MHTEHLMI U NOHATUI. dunocodcroe
NPOCTPaHCTBO MOC/Ne NOCT-aHTPOMOLEHTPUYECKOrO NMOBOPOTa TpebyeT nepe-
03HaYMBaHUS KMOYEBbIX OMOPHbIX MYHKTOB 3MOXM KNACCUYECKUX HApPaTWBOB, 1
B 3TOM KOHTEKCTE MHOrOMEepHOe NMPOCTPaHCTBO NOCTIYMaHM3Ma BbIXOAWT U3
NOCT(He)4eN0BEYECKNX aKTAaHTOB B NMOJe PacliMPEHNs TEKCTa KaK TakoBOrO.
B 3TOM KNto4e NPOEKTHI COBPEMEHHOTO MCKYCCTBA NOCNEAHMX NeT JeMOHCTPU-
PYIOT HEYeNoBEeYEeCKOe MOCTENPUNMCTBO Peanmn3aLmn KOHLENTOB akTyanbHOM
dunocodun. B 3ak10UMTENBHON YacTK CTaTbi NpeAcTaBieHbl pasfuyHble
NPOEKTbl COBPEMEHHOIO WCKYCCTBA MOCNEAHUX NET, KOTOPbIE eMKO [1EMOH-
CTPUPYIOT, KaK MOXHO nepecobupaThb CTaBLIME YKe KNAaCCUYECKUMUN NMOHATUS
M BbIXOAUTb 3@ CEMUOTMYECKME PaMKM TEKCTa Kak MPUCTaHWLLA CMbICIOB.
BuvayanbHoe BonolieHne NocTryMaHUCTUYECKIX Maelt No3BonseT bonee fo-
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XOO4MBO AOHECTWM A0 3pUTeNA HOBble BUTa/lbHble CMbIC/bl, KOTOPbIE 06bI4HO
3aKOBaHbl B KaHAanbl ﬂpOCbeCCMOHaﬂbeIX TEKCTOB.

KnioyeBble cnoBa: NOoCTryMaHn3m, coBpemMeHHoe NCKYCCTBO, HOCT(He)qeﬂO-
Be4eCKoe, I'IOCTI'yMaHI/ICTI/I‘-{eCKI/IIZ Cy6‘beKT, FYMaHM3M, aHTPOMOUEHTPU3M,
MOCT-aHTPOMNOUEHTPWM3M, aKTOPHO-CeTeBad Teopu4, 6VIHaprIe onnosnuynmn,
coumanbHaa aHTpononormnsa
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Posthumanism and Contemporary Art:
Reassembling the Anthropocentric
Discourse in the Visual Space

Abstract. This article examines posthumanist concepts in relation to
contemporary post-conceptual art projects. The first part of the article
explores the genesis of posthumanism as a response to the problematic
aspects of humanistic ideology. While contemplating the impasse that
humanism has encountered, the necessity of reassembling basic humanistic
intentions and concepts is demonstrated. After the post-anthropocentric
turn, the philosophical space requires a redesignation of key reference points,
defined in the era of classical narratives. Hence, the multidimensional space
of posthumanism brings post-(non)human actants into the field of expansion
of textuality. In this light, recent projects in contemporary art demonstrate
the non-human hospitality of implementing concepts from current philosophy.
The final part of the article presents various contemporary art projects of
recent years, which succinctly demonstrate how classical concepts can be
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reassembled, and how the semiotic boundaries of text as a vessel of meanings
can be transcended. The visual embodiment of posthumanist ideas allows for
a clearer conveyance of new vital meanings, which are often confined within
the boundaries of professional texts, to the viewer.

Keywords: posthumanism, contemporary art, post-(non)human, posthumanist
subject, humanism, anthropocentrism, post-anthropocentrism, actor-network
theory, binary oppositions, social anthropology

BBEAEHWE

CoBpeMeHHbIN HUNOCOMCKII ANCKYPC XapaKTepu3yeTcs Kak HanpasneH-
HOCTbBIO B CTOPOHY BK/IIOYEHNA He-4eN0BEYECKNX areHTOB B KOHCTUTYMPOBaHue
coumanbHbIX CeTel, TaK v fe-aHTpononoruauvein B Lenom. MocTrymaHusm
B 3TOM CMbICNe SABASETCS, MOXanyh, cambiM BUTaNbHbIM (DUNOCODCKUM Ha-
npasfeHneM B ryMaHUTapucTuKe. «ButanbHOCTb» cnefyeT NoHMMaTh bykBab-
HO — Kak (bMNOCOMUIO XU3HN BO BCEX €e CMbICNaX, MAe NPaBo Ha BKIKOYeHMe
B KOHLEeNTyanbHoe ObITMIACTBOBaHWE NPEAOCTaBASETCS B TOM Y/CNE TeM, KTO
B KNACCUYECKNX MepapxmMyecKmx CCTeMax BCeraa Haxoamnncs no Ty CTopoHy 6u-
HapHOro o3HaunBaHus. C Apyroi CTOPOHBI, YXOA OT HacKAUS BUHAPHbIX OnNmno-
3ULMIA, HUBENVPOBaHWE Nepapxuii, pasMbiBaHve rpaHmL, MEXIy YeNOBEYECKUM
W He-4enoBeYeCKnM 0bHapyKMBaeT HaC B MPOCTPaHCTBE HEONpPeaeNeHHOCTU.
Mopa3nTenbHbIM 06pa3oM, cnacasch OT rybuUTenbHOro, TpareaninHOro 3cceH-
LManm3mMa, NocTryMaHUCTUYeCKoe NPOCTPaHCTBO OKa3biBaeTCs accaMbasem
13 MOHATUIHBIX KOHCTPYKUMIA. M Kak Obl HM Bblna BNMCaHa CyObeKTHOCTb He-
4enoBeYeCKMX y4aCTHUKOB 3TUX MHOTOMEPHbIX MPOLLECCOB, KaK Obl H OTCbINanu
KOHLEeNUMM K CoLmanbHbiM NpoLeccaM Kak NePBUYHbIM UCXOAHMKAM U nekanam
OCHOBHbIX KEMCOB MOCT-aHTPOMOLEHTPU3Ma, MOCTryMaHUCTMYecKas Teopus
OYeHb «TeOPETUYHA». ABASACH NO CBOEW CTPYKTYPEe PU3OMaTUYHbIM Hanpase-
HVEeM, NOCTTYMaHV3M KaK CryllaeT B cebe pa3nnyHble aCneKTbl peanbHoCTu, TaK
v pacliennseT ux. B aTom npouecce konebaHns oH AEMOHCTPUPYET UHTEHLMIO
B TOM YMC/Ie Ha pacluvpeHyie B BM3yanbHOEe MPOCTPAHCTBO TBOPSLUMXCS KOH-
Lenumi.

B 3TOM KOHTEKCTe COBpeMeHHOe MOCTKOHLENTyanbHOe UCKYCCTBO npef-
CTaBASIETCA OfHOW W3 ONTUK, BbIBOASLLEA NOCT(He)4enoBeYeckoe! 13 TeKcTy-
anbHOro NPOCTPAHCTBA. «[10CTryMaH13M BneYeT nepeocMbICIeHNe TPagULMOH-
HbIX MPUHLMNOB UCMOAHUTENBCKOIO UCKYCCTBA, OCYLLECTBASET 4EKOHCTPYKLMIO
rYMaHUCTUYECKUX LieHHOCTEN, BpocaeT BbI30B paLMOHanbHOMY, camofocTa-
TOYHOMY CYGBEKTY U NMHENHOMY NOBECTBOBAHMIO» ([eHWKUH, [oBA3MH, 2023,
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C. 149). MNoCTKOHLENTyanbHOe NCKYCCTBO BbIXOAMT 338 PaMKN NMHENHOCTU: BU-
3yanbHOe BblpaXkeHe KOHLEMNTOB OKa3biBaeTCsi bonee OTHETNUBLIM U MOMHbIM,
4em B 1BYXMEPHOM TeKCTyanbHOM dopmaTe. bonee TOro, MCKyCcCTBO NpeAcTaB-
nsietcst 6onee TOHKMM MeMaToOpOM, NepefatoLliM KOHLeNTsl HenmocpeacTBeH-
HO MHTEpNpeTaTopy Yepes BKOYEHME ero camoro B Npouecc Npon3BoACTBa
CMBIC/IOB, OAHOBPEMEHHO 3aAelCTBYS BCe BO3MOXHblE CNOCOObI BOCMPUSATHS.
«MepexunBaHme HeOTAENNMO OT APYIUX NMCUXUYECKMX MPOLECCOB, OAHUM U3 HUX
ABnsieTcs pedneKkcns — Npouecc Camono3HaHUs CyObeKTOM BHYTPEHHMX NCu-
XMYECKMX aKTOB W cOCToAHMI» (Sokolov, 2022, p. 221). Takum 06pa3oM, BKO-
YeHue BOCNPUHMMAEMOro B BU3yanbHOE MPOCTPAHCTBO NMOCTKOHLENTYanbHOro
MCKYCCTBA NMO3BONSET NPOPACTU MAKCHMAbHO MYyHBOKO MOCTIYMaHUCTUYECKMM
KOHUenTam B bnarofgaTHyo NoYBy Yenoseyveckoro. B gaHHoM ctaTbe byaeT no-
Ka3aHo, KaKMM 06pa3oM Maen, OTHOCSLLMECS K MOCTTYMaHWUCTUYECKON Teopuy,
yCMewHO BblpaXatoTcs B MPON3BEAEHWSAX COBPEMEHHOTO MCKYCCTBA. HecMOTps
Ha 06yt hrNocodCKyo HanpaBNeHHOCTb CTaTby, NeNTMOTMBOM BCErO TEKCTA
SBNSETCS NMOHMMaHMe BM3yanbHOrO Kak MaacTMyYeckoro BonnoueHuns duno-
codCKux naen.

Llenbto cTaTbu SBASETCS AEMOHCTPALMS BO3MOXHOCTEW COBPEMEHHOMO
NOCTKOHLENTYaNbHOMO UCKYCCTBa — C POKYCOM Ha CermMeHT BM3yanbHOro —
B KOHTEKCTE pacCMOTPeHMS NOCTIYMaHUCTUYECKMX KOHLeNTOB. O6beKTOM M1C-
CnefoBaHNs SBASETCS MHOrOMepHOe NPOCTPaHCTBO BM3YanbHOTO MOCTKOHLEN-
TyanbHOrO VCKYCCTBa, NPefMeTOM — MepeocMbICIeHNe BOMbLNX HappPaTMBOB
B MOCTTYMaHUCTUYECKON TEOPHN.

HoBu3Ha 3aknto4aeTcs B NposSiCHeHuM cneundmKky TBopYeckon pednex-
CUW apTUKYNaumMiA NOCTryMaHn3Ma B COBPEMEHHOM BM3yanbHOM WCKYCCTBe.
MpaKkTuyeckas 3HaYMMOCTb NPEANPUHSATLIX HAMU WTYAMIA 3aKNOHAETCS B TOM,
4TO TaKOBble MOTYT ObITb BOCTPEOOBAHbI WMPOKMM KPYroM MHTEPECAHTOB B 00-
NacTu UccnefoBaHWin MOCTIYMaHUCTMYECKOro npoduns.

B npouecce cospaHus paboTsl ObiM MCMONB30BaHbl METOABI: [EKOH-
CTPYKUMM, CPaBHUTENBbHOIO aHann3a KoHLEeNLUMI, CTPYKTYPHbIN, a Takke obLle-
dunocodhckmne — aHanm3 u CUHTes.

3afayn nccnepoBaHMs: NoKasaTb KPaTKylo PEeTPOCMEeKTMBY MOCTYeno-
BeYecKoro NoBopoTa B NOCTryMaHn3me (pasgen «[ocTyenoBeyeckmnii NoBOpoT
(“Posthuman turn”)»; BbisiBUTb Clabble ONOpHbIe MYHKTbI 'YMaHUCTUYECKOl nae-
ONOTVN M HAMETUTL NYTb UX NepecbopKM B KOHTEKCTE MOCTyMaHUCTUYECKON

L «MocT(He)uenoBedeckoe» gBNSETCS ABTOPCKMM  TEPMUHOM, O0BO3HAYAIOWMM  CIOXKHbIE
B3aVIMOKOHCTUTYVPYIOWME U B3aUMOPACLIENNAIOUME OTHOLWIEHWS YEeIOBEYECKOTO U He-
4enoBeveckoro. Mof He-4eNoBeYeCcKMM NMOHUMAETCS KaK NPUPOAHOE, TaK 1 TexHWYecKoe. Ta-
KM 06pa3oM peansyeTcst NOCTryMaHUCTUYeCKast TPUaa «4enoBeK-npupoaa-TexHmrar (Kpu-
MaH, 2020).
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onTukK (pasaen «Mepecbopka OCHOBHbIX HAPPATMBOB M'YMaH3Ma»); NPOAEMOH-
CTPVPOBATb MUP BU3YanbHOMO KaK rocTenprumMHoe NpoCTPaHCTBO BbIPaXeHus
W BOHECeHUs 10 ayAUTOPUN CIOKHbIX COBPEMEHHbIX (DUMNOCOMCKMX KOHLENTOB
(pa3pen «MpoeKTbl COBPEMEeHHOMO UCKYCCTBa B UX CBA3M C MOCTryMaHUCTUYe-
CKOW OMTUKOM»).

MOCTYE/IOBEYECKMI MOBOPOT («POSTHUMAN TURN>»)

Ob6paTnMCs K KpaTKOW peTpOoCNeKTBe caMol NpobnemaTuki nocTryma-
HM3Ma 1 NPUYMH ero BO3HUKHOBEHMS. B KOHLE XX-ro BeKa B ryMaHNCTapUCTUKe
COBepLIaeTCs NOCT-aHTPOMOLEHTPUYECKMIA NOBOPOT.? «B hrnocodum “noctye-
NOBEYeCKUi NOBOPOT” Bbi3BaH 0bbeAMHeHVeM aHTUIyMaHW3Ma, C OAHON CTo-
POHbI, 1 @HTUAHTPOMOLIEHTPU3MAa, C PYrOl, KOTOpble MOryT nepeceKaTsCs, HO
OTHOCATCS K pa3HbIM reHeanorvsM 1 Tpaamumam» (Braidotti 2013, 13). Npepuwe-
CTBOBaBLUMI 3TOMY MOBOPOTY MPOLIECC He CAYyYalHbIA 1 He BHe3anHbI 1 Npo-
A0/MKaNcs NoYTH Bek. Kpnsmc rymaHmnsma, NposiBUBLIMIACS Ha pybexe XIX-XX BB.,
[OCTUT CBOETO anores K cepeariHe XX-ro Beka. B noCTMOAEPHUCTKON TEOPUM Mbl
BCTpeYaeM pas3fNuyHble B3raabl Ha nNpousoleawve B counansHo-dmnocod-
CKOM Mone cobbITUS, KOTopble COBUPAOTCS B €AMHOM TOUKE KPUTUKM FyMaHU-
CTUYECKO Teopuu — aHTUrymaHumamMe. CTano o4eBMAHO, HTO «BCE MYMaHW3Mbl,
CyLLeCTBOBaBLME O CUX MOP, ObIAN MNepcKkUMU. OHM FOBOPAT O YenoBeke B
aKLeHTax v MHTepecax Knacca, Nona, pacsl, reHoMa. Vx 06baTu1s gyluat Tex, Koro
OHU He UrHOPUPYIOT. MOYTU HEBO3MOXHO MpeacTaBUTb cebe npecTynneHue,
COBepLlIEHHOE He BO MMs YenoBeyecTBa» (Davis, 1981).

Hamu BblgeneHbl cnefytole CMMNTOMbI KOHLA ryMaHn3ma®:

1. HYenoBek He ABNSETCA MaBHbIM MUPOYCTPOVTENEM CPeay NPOUMX BUAOB.

2. BHyTpW 4en0oBE4ECKOro B1aa He MOXET BbITb Mepapxmyeckoro NpuHLUm-

na. HeT 6onee «4en0BEYHbIX» Y MEHEee «4eIOBEYHbIX».

3. Bepa B ratio He cnacaeT OT BCENPOHMKAIOLWErO BKIKOYEHWS ZOEe B KOH-

LenTyanbHoe NPOCTPaHCTBO BbITUACTBOBAHMS.

4. HeBO3MOXHO OTpULLATh CYOBEKTHOCTb He-4eN0BEYECKMUX CaMOCTEN.

Ve B XXI-M Beke NOCTryMaHu3M, Npoias Yepes aHTUryMaHUCcTMYecKune

2 [laHHbBI NOBOPOT ABASETCS 3€PKabHbIM MO OTHOWEHUIO K aHTPOMOIOrMYECKOMY NMOBOPOTY
V1. KaHTa. KaHT, npoBo3rnalias rmasHbIM BONPOcoM hurnocodumm «4To Takoe 4enosek?», cocpe-
[OTOHMBAET BCE OHTONOMMYECKUE, STUYECKIME, INUCTEMONOTUYECKIe acnekTsl prnocodrn Ha
aHTpononoruu. NocT4enoBeyecknii MoBOPOT NOAPas3yMeBaeT 0bpaTHOE ABWKeHME (nun cne-
OYIOLLMIA 3Tan) OT YenoBeKa Kak «<Mepbl BCEX Bellel» B CTOPOHY MOCT(He)4enoBeyecKoro,

3 MNoa rymMaHv3MoM MOHKMMAETCS CUCTeMa NOCTPOEHMS OBLECTBa, rae raBHON LEHHOCTBIO sB-
NSIETCS YeNnoBekK.
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YCTAHOBKU, MPUXOANUT K YTBEPKAEHWIO MO3UTMBHbLIX MPOEKTOB MepecMoTpa
OCHOBHbIX KNacCMYeCKMX HappaTMBOB. «B yCnoBKsx NOCTaHTPOMOUEHTpU3Ma,
CMeLLeHWNs FrpaHuL, MEeXay NpUpoaol (zoe) 1 KynbTypol (bios), cToUT Bonpoc o
BO3MOXHOCTW BbIXOAa U3 KpM3MCa N'yMaHm13Ma Yepes MHTPaaKTUBHYIO BKIHOYEH-
HOCTb, adrpMaTHBHbIE NPOLECCHI “CTaHOBNEHUS-C”, “pacLBeTaHNA-C” Heveno-
BEYECKMMM areHTamu B yCNOBUSX MPUPOLOKYNETYPbI M HOBbIX MEAMAIKONOMNIi»
(HvknTMHa, 2018). Po31 BpainaoTTu B KHUre «[locTyenosex» nuweT: «MocTryma-
HUCTUYeCKas NepPCreKTMBa OCHOBLIBAETCS Ha NMPEANONOXeHVN 06 ncTopuye-
CKOM yMapKe rymaHuama, Ho UAET Aanblie B NOUCKax anbTepHaTuB, He Norpy-
XasiCb B pUTOPUKY Kpu3nca Yenoseka» (Braidotti, 2013, p. 17). OHa KpUTUKyeT
ryMaHmn3M, paccMaTpurBas XonokocT v MY/IAl Kak KpaiH1e TOYKM r'yMaHUCT Y e-
cKon ngeonorvn. O4eBUAHbIA TYMVIK 'YMaHUCTUYECKOrO MYPOBO33PEHUS B €70
NPaKTUYeCcKoW peanu3alumm NpuBen K BO3HMKHOBEHWIO aHTUTYMaHWCTUYECKIX
KoHUenuuin («hemMmnHmamM, aHTMpacKam, naundusm 1 aBMmKeHUs AeKoNoHn3a-
LMW 1 saepHOro pasopyxerus» (Braidotti, 2013, p. 16)).

MocTryMaHun3M VAeT fanblie aHTUryMaHn3Ma v npegnaraeT nyTv BbIXO-
Aa 13 Kpu3suca cybbekTa. bpagoTTi NPUXOAUT K KOMMEHCATOPHOMY ryMaHM3-
MY, e CyOBbeKT NpeacTaBASeTCS CAOXHOW CTPYKTYPOM, NPOXoAsLUIe cTaamm
«CT@HOB/EHWEKMBOTHBIM, CTAHOB/EHWe-3eMNeln U CTaHOBAEHVe-MaWnHON»
(Braidotti, 2013, p. 66). bpaigotT nuweTt: «CMelleHre aHTPoNouUeHTprU3ma
NPUBOAUT K PE3KOW MepecTporike OTHOLIEHWI YenoBeKa C XKUBOTHBIMU, HO
KpUTUYecKash Teopus MOXET MpUCNOCOOUTLCS K 3TOMY BbI3OBY, B OCHOBHOM
onupasch Ha MHOTOYMCNEHHbIe BoObpaxaemble 1 athDeKTMBHbIE CBA3M, KOH-
CONVAMPOBaBLINE B3aMMOLENCTBME YenoBeKa W XMBOTHOro. ocTaHTpono-
LEHTPUYECKMI CABUTM B CTOPOHY MAaHETapHOM reoUeHTPUYeCcKon nepcnekTu-
Bbl, OHAKO, SBASETCS KOHLUENTYanbHbIM 3eMaeTpsicCeHMeM Apyroro MacwTaba,
4eM MpOoLEeCcC CTaHOBAEHMS-KMBOTHBIM A5 YenoBeka (...) 3emHoe nnu nnaHe-
TapHOe M3MepeHne OKpYxaloLeil cpefibl — 3TO BOMPOC MHOMO Pofa, Yem Bce
OCTafbHble. 3TOT BOMPOC NEXMT B OCHOBE BCEX OCTasbHbIX, MOCKONbKY 3emns
SBNAETCS HaWMM CPEAVHHbBIM 1 0OWMM dyHAaMeHTOM. 3emMns — cpefa Ans
BCeX Hac, Ntofew v He-4eNoBeYECKUX KUTeNel 3TON KOHKPETHON NNaHeTbl B 3Ty
KOHKpeTHyto anoxy» (Braidotti, 2013, p. 81). [lpyrumu cnoBamu, camo NoHATHUE
CYOBEKTHOCTMN nepecTaeT ObiTb aTPUOYTOM YenoBeyeckoro. X1BOTHbIE OCBO-
HOXAAOTCS U3 KapTe3MaHCKOMN TIOPbMbl «yTKM BOKaHCOHa». 3eMNs Kak nnaHe-
Ta, Ha KOTOPO Mbl BCe 0buTaeM, B 3noxy AHTponoLeHa obpeTaeT CBOI rofoc.
B T0 e Bpems BMpTyanbHoe Bce bonbLie CpallyBaeTcs C peanbHoCTbIO. [paHu-
Libl MOHMMaHWMS MallVHHOTO, KUBOTHOTO, YeT0BEYECKOrO KaK Yero-To aBTOHOM-
HOTO ApYr OT Apyra CTMparoTCs.

TaknM 0bpa3oM, cy6beKT B MOCTryMaHn3Me dparMeHTUpPOBaH, ero dpar-
MEHTbl HEMOCTOSIHHbI, C/IOXHbI, @ FMaBHOE, He NPeAnofaraloT KNo4eBOW ponu
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AHTponoca. B 3TOM cMbiC/ie He-4enoBevecKoe (KMBOTHbIE, MallViHbI, PAaCTEHNS,
BMPYChI, etc.) 0BpeTatoT areHTHOCTb W CyGbeKTHOCTb. MccnenoBatenbHMLa
NoCTryMaHv3Ma ExaTepuHa HWKUTKMHA OTMeYaeT, YTo «TaKue KaTeropuu, Kak
MCTOPWYHOCTb, CYGBEKTHOCTb, Pa3yMHOCTb, CMOCOBHOCTL YyBCTBOBATb, YMU-
paTb 1 T.4., LONTOE BPeMs pesepBupyemble Ans AHTPONoca, OTKPLINCL Mallw-
HaM, pacTeHUsM, MYKPOOPraHn3MaM, XUBOTHbIMY He-4en0BevecKomy BoobLe,
BMYCTVB B ce0s1 TO, YTO ApUCTOTENb NOMeLlan B cchepy Harow, HepasyMHOW Xi3-
HY — zoe» (HnKWUTUHa, 2018). MoaobHbIe CTpaTerum MbiCAW AaOT Haaexay ans
pa3BuTUS B HBUNOCOGUIN BHEBUAOBON 3TUKK, PACMPOCTPaHSoLWencs, MoMUMO
NIOLAEN, U Ha ApYrie BUAbI XMBbIX CYLLECTB.

MocTyenoBeyecKMin NOBOPOT CMeLLaeT CBOM aKLEeHTbI C MPUBbLIYHOW Ma-
BEHCTBYIOLIEN POM YenoBeKa B CTOPOHY MPOYMX areHTOB W CYyLIHOCTEN, Haxo-
AVBLUIMXCS B KapTe3vaHCKoW TpaauLymM No Ty CTOPOHY OMHaPHOIo 03Ha4vBaHUS.
Mepexof K NoCTAyanncTUYeCcKoMy MUPOBO33PEHWIO, XapaKTEPHOMY /15 MOCTTY-
MaHu13Ma, 03HayYaeT NepecMoTp ONMO3NLWIA: B TeHAEPHOW TeOpUM — My*41Ha/
XEHLMHa, B MOCTKONOHWaNbHOM Teopun — 3anag/BocTok 1 T.4. MponcxognT
NepecMoTp TaKmx, Ka3anoch Hbl, HE3bIGNEMbIX ONMMNO3ULMIA, KaK MPUPOAA 1 Ky/b-
Typa. KynbTypa NoHMMaeTCst He Kak To, YTO MPOTUBOCTOUT NPUPOAE, a Kak 4acTb
€AVHOro LEenoro, BHYTPU KOTOPOro MPOWCXOAAT CNOXHbIE B3aUMOAENCTBUS.
«Bce Mbl HaxoAMMCs B LileHTpe 3anyTaHHOW nayTUHbI MHOXECTBa CyLeCTB, CO-
cTosWmx, Byayyv cylecTBaMM PasHbIX BUAOB, BO B3aMHbIX OTHOLWeEHMsX: Byab
3TO TE e HUBOTHbIE, BONbHON pebeHOK, 1ePEBHS, CBUHbM, NabopaTopun, Npu-
ropofibl, NPOM3BOACTBA U IKOHOMMKU, IKONOM MM, CO3AatoLLMe BECKOHEYHble OT-
HOLeHWs MeXay NpUpoaamMmn N KynsTypamm» (Haraway, 2008, p. 72).

dununn [leckona B paboTte «[1o Ty CTOPOHY NPUPO/bl U KyABTYPbl» FOBO-
PUT O TOM, YTO KaXylLeecst O4eBMAHbIM NPOTUBOMOCTaBAEHME ABASETCS KOH-
CTPYKTOM, BO3HMKWMM B 310Xy MpocselleHus. [lyani3m npupogsl v KynsTypbl
NO3BONNA OTAENMUTL YeoBeKa OT MUPa, U HOBbIW B3MNs4 NOPOANI MHOXECTBO
OTKpbITMI. OgHaKo pa3BuMBatoLieecs 3HaHMe O MUPe NMPUBOAMT K OCO3HAHMIO
€ro MHOXeCTBEHHOCTV — B TOM YUCAE MHOXECTBEHHOCTM KynbTyp. C NprXo4oM
HOBOIO 3HaHMS O YEN0BEYECKOM AyanucTUYHOCTL bonee HecocToaTenbHa: «Ce-
rofHs ropasfo BaXkHee MOHATb, YTO Halla COBCTBEHHAs KynbTypa — BCEro N1Llb
4aCTHbIN CNyyal B obuleit rpaMmaTiike kocMonoruii» (fleckona, 2012, ¢. 122).

MOCT-aHTPOMOLEHTPUYECKMNIA MTOBOPOT TPaHCOPMMPYeT KaHTOBCKMIA OC-
HOBHOW BOMpPOC Gunaocodum «41o Takoe YenoBek?» B BOMPOLIAHNe 0 TOM «4To
Takoe nocT(He)4enoseyeckoe?» (Kpnmat, 2020). 1 B 3TOM KOHTEKCTE CTaHOBUT-
€5l COBEPLIEHHO 04EBUAHO, YTO HeobxoanMa nepecbopKa OCHOBHbIX OMOPHbIX
NYHKTOB NyMaHUCTUYECKOM NAEON0r .
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MEPECBEOPKA OCHOBHbIX HAPPATUBOB N'YMAHU3MA

0603Ha4YMM OCHOBHbIE YepTbl MOCTIYMaHN3Ma, KOTOPbIE B COBOKYMHOCTY
NO3BONSOT FOBOPUTH O MPUHLMNMANBEHO MHOM NOAXOAE K MOHUMAHWIO Yenose-
4EeCKOro U He-4e10BeYeCKoro:

1. IHTEHUMS Ha Ae-aHTPONoorn3aumio.

2.YX0p OT Hacunus BUHaPHbIX ONNO3ULWIA.

3. Pa3mblBaHMe rpaHuL, Mexay 4enoBeyYecKUMU U He-4enoBeYecKnMY

areHTamu.

TakvM 06pa3om, NocTrymaHucTMyeckast onTuka TpebyeT nepecbopky
KNaCCUYECKUX MOHATUIA, Har PyXXeHHbIX MCTOPUYECKM U KOHLENTYanbHO KOHHO-
TauMsiMK, KOTOPbIE HE TOMBKO He MO3BOASIOT MPOSCHSATHL UCCeayeMble sBe-
HWS, @ 3aMyTHSIOT B3NS4, 3aCTaBNSIOT BO3BPALLATHCS K yxe HepaboTatolwnm B
[OMKHON Mepe HappaTuBaM.

CxeMma 1. Mepecbopka aHTPOMOLEHTPUCTKMX OMOPHbIX NMYHKTOB
Diagram 1. Reassembling the anthropocentric reference points

FyMaHu3m [locTryMaHu3m
Humanism Posthumanism
AHTPOMOLEHTPM3M [ocT-aHTpOonoLeHTpK3M
Anthropocentrism Post-anthropocentrism
lepapx1M4HOCTb [le-viepapxu3auns
Hierarchization De-hierarchization
Yenosek=ratio=Co3HaHVe=N03HaHne Mo3HaHue = «cognition» (post-cognition)
Human=ratio=consciousness=cognition Cognition=post-cognition
A3bIK NPUHAANEXNT YeNOBEKY=TEeKCT S13bIK — MPOCTPAHCTBO BCTPEYM MOCT(He)4e-
Language belongs to humans=text NOBEYECKOro

Language is a space of encounter between
post(non)human actants

KyneTypa vs npupoga «[TPUPOAOKYNBTYPbI», BHEBIAOBASA 3TUKA
Culture vs nature “Natureculture’, trans-species ethics
CounansbHOCTb MPON3BOANTCS HENOBEKOM MocT(He)4enoBeyeckme areHTbl cobupatoTcs/
Sociality is produced by humans pacnagatTcs B KONNEKTVBbI
Post(non)human agents gather/disperse in
collectives

Kak BUAHO 13 NpeanoxeHHoM cxembl (CxeMa 1), Knaccu4eckme MHTeHUMn
VIKE HaxoAsATCs B CTaauu nepecMoTpa. J/IOrMYHO NpeanonoXnTs, 4To, BCesd 3a
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MoanUKaLMen KOHLENTYanbHOTO Kapkaca, NpoucxoauT W TpaHchopMaums
3CTeTUKN. / faHHas VHTEHUMS HaM MbICANTCS B ABYX HANPaBNEHWUAX — YCIOB-
HO BHELIHEM W BHYTpeHHeM. BHyTpeHHe nofe nocTryMaHUCTUYeCKON 3CTeTUKN
— 3T0 paboTa € CaMoit OMTUKOM 3CTETUYECKOTO, KOTOPast 1 eCTb KOHLeNTyanu-
3aumsa nepecbopkim OCHOBHbIX HappaTWBOB. OCHOBHbIM TEATMOTVBOM [J@HHOW
TPAEKTOPUY SBNSETCSH YTBEPIKAEHNE BOZMOKHOCTM MNOCT-aHTPOMOUEHTPUYHOTO
MblLNEHNA, paclienneHne ayanbHbix ONno3unii cybbekTa/obbexTa. BHelHee
none — 3TO NPOCTPAHCTBO BM3yanbHOrO, rae NOCT(HE)4eNoBeYeckoe yxoanT,
a B HEKOTOPbIX Cayvasx U n3beraeT, aHTPONOMOPGHOCTL. Kakum obpa3om
3TO BO3MOXHO, €C/IN CaMa Ky/bTypa BU3YanbHOTO SBASETCS YaCTHbIM CyYaem
KyNbTYpbl YenoBeyeckol? B nepsyto ovepesb, MPOUCXOANT YXOA OT LUeHHOCTHO-
OpPUEHTVPOBaHHOTO 0bpasa Yenoseka. Bo-BTOpPbIX, Mbl HAabOAaeM BKIOYeHMe
B NPOCTPAHCTBO BW3yaNbHOMO He-YenoBevecknx areHToB. [aHHble npoueccsl
KaK pa3 IeMOHCTPUPYET COBPEMEHHOE UCKYCCTBO, 3a4acTyto ropasfo A0X044M-
Bee 1 ybefuTenbHel, 4em TEKCTbI 1 rofble KOHUEenuuu. Halwm 3agaiv — apTu-
KyNMPOBaThb 1 CUCTEMATU3NPOBATL T€ MNONOKEH NS, KOTOPbIE COePKAT NOCTrY-
MaHUCTUYECKMIA AUCKYPC, @ TaKKe NPOAEMOHCTPUPOBATh, Kak roCcTenpumnMHoe
NPOCTPaHCTBO COBPEMEHHOIO UCKYCCTBA YCMELWHO PeannayeT aTu naeun. Mol He
HepemMcs yTBEPXK/AaTb, 4TO BCE NEPEYNCTEHHbIE XYAOKHUKA UAEHTUDULMPYIOT
cebs1 Kak UMEHHO NOCTIYMAHWCTbI, HO YKa3aHHbIE NMPOEKTbl COBEPLIEHHO TOYHO
BbIP@XatOT TO, YTO [JaBHO BUTAET B BO3/yXe U CO3PENO /s NNaCcTUHeCcKoro Bo-
naoueHms.

MPOEKTbI COBPEMEHHOIO UCKYCCTBA
B CBS13M C MOCTIYMAHUCTUYECKOWM ONTUKOW

MNpuBegemM NpuMep HeKOTOPbIX NPOU3BeeHMI UCKYCCTBa, NpY B3aUMO-
AEVICTBMM C KOTOPbLIMU NPOSBAAETCA OTIMYAOLWAsS NOCTIYMaHU3M Tpraga «npw-
pofa-4yenoBeK-TexHWKa», a Takke peannsyeTcs nepecbopka yCTaHOBOK ryma-
HUCTUYECKOW naeonornu. B naHHOM nnaHe peannsyeTcs HanpaBneHHOCTb Ha
BM3yanbHOe BOM/OLEHWe KOHLENnToB. B nctopnu dunocodum MoxHo BCTpe-
TUTb NPUMEPSI, KOTAa 3CTETUYECKUIA acneKT MUNoCohCKnX TeopUii 3a4acTyio
06efHAN NX NCXOAHYIO DaHTa3MMHOCTb. YacTo MHOTME KOHLENTbl HEBO3MOX-
HO AaXe NPeacTaBuTb BOMIOWIEHHBIMU B MPOCTPaHCTBe. ViHave 0bcTouT aeno
C NOCTTYMaHM3MOM, MAEN KOTOPOro MaKCMManbHO MOMHO CpaliMBatoTcs C CO
CBOVIMYW BW3YyasibHbIMU, HabIH0AAEMbIMU NMPOEKLNSAMMU.
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Je-uepapxusayus

Kak yrce 6b110 0603Ha4eHO, raBHas NOCTryMaHUCTMYeCKas MHTEHUMS Ha
NOCT-aHTPOMOLEHTPM3M UMMANUUTHO COAEPXUT MPOLECC ae-nepapxmsaumm.
MpPOVCXOAMT 3TO Ha [ABYX HaMpaBAeHMsX — BOBHE OT Y€/I0BEYECKOro 1 BHYTPU
Hawero BMaa. YTo 370 3Ha4MT? MepBbiM aCNeKTOM fe-nepapxmsaunm asnset-
Csi OTMEHa B 3amMafHOoN KynbType «yHWUBEPCanbHOro YenoBeKa» — 4YenoBeve-
CKOro cybbeKTa, MMeoLLero onpeaeneHHble xapaktepuctukn. CTpaTervs no
YCTAHOB/EHWIO NAeaNnbHOro CybbekTa 0BHapyKmMna CBOK HECOCTOSTENbHOCTb.
«®unococKnii MOCTryMaHN3M AelleHTPUPKPYET YenoBeka, Kak B OTHOLLEHMN
“He-4yenoBeyecKoro”, Tak 1 B OTHOLIEeHWUW YenoBedeckux “‘apyrnx” (T.e. Bcex Tex
KaTeropuii noaen, KoTopble MCTOPUYECKM He BblIN MPU3HaHbI B Ka4ecTBe Tako-
BbIX)» (Braidotti, 2013, p. 152).

BTopolt acnekT — Npu3HaHyve 3a NpoYMMy Buaamu CyobeKTHOCTU, Tpaau-
LMOHHO NPUMUCHIBAEMOI UCKMIOUYUTENBHO YeN0oBeKy (B HEKOTOPbIX CyYasx ab-
COMOTHas CyObEKTHOCTb OTHOCUTCS 1 K BOXeCTBEHHOMY). Yepe3 npeofoneHve
Ayanuama npupofsl U KynbTypbl pa3pywaeTcs BWUTYIO B 3anagHyto KynsTypy
MepapxMyHOCTb. [aHHas nepapxus, roe YenoBeKk HafeneH ocobbiMK NpaBamMu
¥ OO/MKEH «BNafbl4eCTBOBATL Haf pbibaMu MOPCKUMM U NTULAMU HEBECHbBIMM»
(BbIT 9:3), BOCXOAMT KXPUCTNAHCTBY. HECMOTPS Ha Yy)Ke CBEPLIMBLIMIACS NPOLLECC
CeKynspu3aLmm, XpUcTMaHCTBO NENTMOTMBOM NPOXOAUT CKBO3b BCHO 3anadHyto
KyNbTYpY, BbISIBASASIC MHOTAA SIBHO, MHOMAa MO KOCBEHHbLIM MPU3HaKaMm. MocTry-
MaHW3M B 3TOM nnaHe, C OAHON CTOPOHbI, NPOACIKAET AMHUIO TyMaHW3Ma Ha
OTTOPXEHME OT PeNUrMO3HbIX NaTTEPHOB (4eM OMpaBAbIBAET CBOE Ha3BaHWe),
C ApYroi — MyTUPYeT BO YTO-TO COBEPLIEHHO OTAMYHOE KaK OT ryMaHu3ma, Tak
M OT XpPUCTUAHCTBA, NEPEHOCS HEKOTOPbIE MX OCODEHHOCTU Ha HOBbIX CyObek-
ToB. log MyTaumeit noppaslymeBaeTcs CMHKPETU3M XPUCTMAHCKOM YCTaHOB-
K Ha Munocepane K 6amxHemy (rae 6AmKHUM CTaHOBUTCS He-Y4enoBeYeckoe
B TOM YKCAe) ¥ FyMaHWUCTUYeCKOW HanpaBneHHOCT Ha aBTOHOMMIO OT Penuri-
03HOro ncKypca Boobue. B obuleM 1 Lienom, pesynstaTom 4aHHOro npolecca
SBNSETCS HUBENMPOBaHWE MepapxmK, Ha BepLUMHE KOTOPOM CTOUT YenoBeK —
BCE NMPOYMe aKTaHTbl MOHWUMAIOTCA PaBHbIMU B MaHe KOHLENTYanbHoro bbITuii-
CTBOBaHMS.
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Puc. 1/ Fig. 1. Sasa Spacal. Earthlink (2018)*

VIHTepaKTVBHas buoTexHonornyeckas nHctannaumns Earthlink xygoxHu-
ubl Cawn Cnavanb (Puc. 1) nogpasymeBaeT HWBENMPOBaHWE VMePapPXMYECKO
YCTaHOBKW Ha MPUBWIErMPOBAHHOE MONOXEHME YeNloBeKa B Vepapxuu Cy-
LWecTB. BKItOYas Kaxaoro y4acTHVKa B npoLecc obujei X13HeaesTensHoCTy,
NPOEKT aKLUEHTUPYET BHMUMaHWe Ha npolecce BAOXa. [blxaTenbHas CTaHUus
pacnpefensieT BO3ayX, OboralleHHbli GakTepusmm noysbl Mycobacterium
vaccae. bblno [10Ka3aHo, 4TO MOAOOHBIN KOKTENNb 6NaroTBOPHO BAMSIET Ha
HacTpOeHVe 1 yMeHbLaeT TPEBOXHOCTL. CleaytoLwmin Wwar — BblAOX. Kaxabli
YHaCTHUK AeNUTCS CBOMMU MUKPOOMOMaMM fbIXaHWsl, MOCbINAs WX B KOeK-
TUBHOE MEXaHW4ecKoe nerkoe. BAOX 1 BbIAOX ABASIOTCS KaK MaKCHManbHO MH-
TUMHBIM NPOLLECCOM U MMaBHbIM MapPKEPOM XM3HW, TaK 1 CBA3bIBAIOT KKAOTO
C OKpyxatolLel cpefjor U HEBUAVMBIMUN a3y PaBHOMPABHLIMU YYACTHUKAMMU.
oan B fAaHHOM npouecce ABASIOTCS YaCTblO IKOCKUCTEMbI, BHYTPY KOTOPOW
peann3ytoTcs KOHLEeNTyanbHble 1 B1onormyeckme cBs3u. Yepes npouecc fslxa-
HNS KaXAbIV CBSA3aH C Kax/ablM, 00pa3ys NocT(He)4enoBeyecKoe NpoCTPaHCTBO
NYNbCUPYIOLEN KU3HN.

POST-cognition

MocTrymMmanncTka HaHey KaTpuH Xeitnc nuweT: «Kak TonbKO Mbl NPeofo-
neem (oWrbHOYHOE) NpefcTaBneHe O TOM, H4TO NIOAN ABASIOTCS eANHCTBEHHbI-
MU BXKHBIMU UV 3HAYUMBIMW NO3HABATENSAMM Ha NAaHETE, NOSABUTCH MHOXeE-

* VcTouHmk n3obpaxeHns cMm. / See the image source: https://www.agapea.si/en/projects/
earthlink
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CTBO HOBBIX BOMPOCOB, NpobaeM 1 3TUYeCcKMx coobpaxeHunin» (Hayles, 2017,
p. 55). Mo3HaHKe (cognition) B ee MOHMMaHMK BbICTYNaEeT KaK (yHKUMS BOC-
NpUATKS, CBOVCTBEHHAS HE TONBKO NIOASAM, HO 1 BCEM XMBbIM CyllecTBaM. OHa
npegnaraeT yyTy OT aHTPOMOLEHTPK3Ma 1 IOTOLEHTPU3Ma, NOKa3bIBas Ha Npw-
Mepe ApYryiX CyLecTB, YTO Kaxablii 06nafaeT no3HasaTeNbHOM CNOCObHOCTbI0
6e30THOCUTENBHO BNAfEHVS 3HAKOBBIMU CMCTEMaMK. «Te31C O YenoBEYeCKoN
VCKMOYUTENBHOCTU» C Pa3BUTMEM HEMPOCeTeln 1 Pa3BUTUEM UCCNeA0BaHWA
XKNBOTHbIX OOHAPYKMBAET CBOIO HECOCTOATENBHOCTb. VICTOPYS NoKa3ana: MeTa-
(br3nYecKme KOHLEeNUMM naeanbHoro Yenoseka NpUBOAST K TOMY, YTO AMCKYPC
3axBaTbIBalOT Te, KTO ero paspabatbiBaeT. OcTanbHble OKasbiBaloTCs 3a Hop-
TOM I'YMaHUCTUYECKMX LileHHOCTel. [JpobneHrie Ha CBOUX 1 YyxuX, bonee nopa-
XOAAWMX N MEHEe MOXOASALLVX BCETAa CTPEMUTCS K HEBO3MOXHOMY, TOXHOMY
VI MO XOAY ABWIKEHWMS BBITECHSET MEHee NOXOAALLUMX K YCTaHOBNEHHbBIM MepKaM.
«[laTb cNOBO MalMHe B cebe — 3TO Npex/e BCero 3Ha4nT He JOMNyCKaTb HyKa-
KO Hapumccnyeckol pednexcumn», — nuwet dunocod Vrops Yybapos (Yyba-
poB, 2015, ¢c. 122). B 3TOM CMbIC/e Pa3MbITVE FPaHNL, MEXAY YEN0BEYECKNM 1
He-4enoBeYeCKVM B MOHUMAHMN MHTENNEKTYanbHOCTW NO3BONSET PacluMpuTb
NPOCTPaHCTBO B3aMMOMOHMMaeMOro 1 B3auMOBOCMPUHVMAEMOTO.

Puc. 2 / Fig. 2. 0(rphan)d(rift). If Al was an octopus (2019)°

°Tepmur Weddepa, nogpasymeBatoLmii YenoBeka kak MCKMOYUTENbHOTO NO3HaBaTENs BBUAY
HaNMYMs y Hero CO3HaHMs B KNacCUYeCKOM NOHMUMaHUW. [eHe3nc AaHHOTo Tesnca BOCXOANT K
KapTe3naHCcKoMy cogito ergo sum. B coBpeMeHHbIx NpeAcTaBneHmsx Teanc npeacTaBnser v
cebs 6oMble NCTOPUYECKNMIA 3Tan pa3BepTbiBaHWS HUNOCOPCKON MbICAN, HEXENN OTpaxaeT
pelicTBuTenbHoe nonoxerwe aen (Weddep, 2010).

© VICTOUHVMK U306paxeHus: NUYHbIN apxms asTopa / Photograph from the author’s own archive:
https://www.orphandriftarchive.com
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XynoXHuUbl 6puTaHckoro konnektmsa O(rphan)d(rift) B BuaeouHcTan-
naumm «Ecnm 66l A BbIn ocbMrHOrOM» (Puc. 2) npoBoasT aHanoruio UK ¢
OCbMWHOrOM, 06UTaOWMM B NOABOAHLIX rybuHax. B naHHo paboTte oHM mc-
NOMb3YIOT reHePaTUBHO-COCTA3ATENbHYIO HEMPOHHYIO CETb, YCUAEHHYIO MOfe-
Nbto 0byYeHus, koTopas MeTacdopuyeckn 1 ByKBanbHO CAMBaeTcs ¢ PUrypoun
ocbMMHOra. MogobHO 3TOMY TaVHCTBEHHOMY XMBOTHOMY, CKpPbIBaOLLEMyCs OT
4enoBeyeckoro rmasa, VI npeacrtaeT 4em-To TeMHbIM U Hen3BefaHHbIM, 06-
nafatolmmM CBOMM COBCTBEHHBIM He-4enoBeYecKMM MHTenneKkToM. Habnogas
CMEHSIOLMECS TAryumne kagpsl (pesynstat MHOroNeTHero HabnaeHns 3a ocb-
MWUHOraMK), 3pUTeNb NOTrPYKAETCS B XTOHNYECKOE MPOCTPAHCTBO NPOSIBNEHMS
VHOW VIHTENNeKTYanbHOCTU. XYAOXKHWLbI MPpeanaratoT BbITN 33 paMKuK Yenose-
4eCKOW UCKNOYUTENBHOCTY U MPU3HATbL 3a NMOCT(He)4enoBeveckMMM NpaBo Ha
cneumduyeckoe Nos3HaHme. B naHHo paboTe NpeanaraeTcs paclvpuTb NOHS-
TUe «NO3HaHWe», He OrpaHNYKBas ero pamMmKkamy YenoBevecKoro. Bece yyacTHu-
KV paBHOMPaBHO M NMO-pa3HOMY y4aCTBYIOT B MO3HaHWM cebs v Apyr apyra, bes
npeayCcTaHOBNEHHOW 1epapxm: OCbMUHOT MO3HAET UCCefoBaTeNel, KoTopble
ero 3aneyatnenn; HelpoceTb B NpoLecce 0by4eHns No3Hana noBagkM oCbMu-
HOra; YeNoBEK NO3HaeT cebs U He-4enoBevecKoe B NpoLecce B3anMOAenCTBms
C VIHCTaNNsUmnen.

lMpupodoKynemypsl, cmaHosaeHuUe-C

OfHMM 13 TNaBHbIX OMOPHbIX MYHKTOB MNOCTIyMaHW3Ma SBNSETCS [eKOH-
CTpyKUMS BuHapHOCTen. B coumMoKynsTypHOM none 3anafHol dunocodum
(byHAaMeHTanbHOM ONNo3MUMent IBNSETCA NPUpoaa vs KynsTypa. laHHas onno-
3uUumMs NogpasymenaeT PyHAaMeHTanbHoe pasnunyre Mexay Yen0BEKOM 1 Npu-
POLOW, MepapXUYecKy BbifeNsst KynbTypHOe NPOCTPaHCTBO KaK UCKIOYMTENb-
HO YenoBeyeckoe. «CerofjHs ropasfgo BaxHee NOHATb, YTO Hala cobCcTBeHHas
KyNbTypa — BCEro Nuiib YacTHbIN Cyyain B obLein rpaMMaTiike KOCMOOr Ui,
— nuweT [leckona B CBOei KHure «[10 Ty CTOPOHY NPUPOAbI 1 KyNbTypbi» ([ecko-
na, 2012, c. 176). MocTrymaHn3m, npeofonesas CybbeKT-06beKTHYO CTPYKTYpY
BOCMPUATKS, TOBOPUT O MOCTYenoBeYyeckoMm cybbekTe. «locTyenoBeyeckuii
CYOBEKT — 3TO COBOKYMHOCTb PAa3HOPOAHbIX KOMMOHEHTOB, MaTepuanbHO-MH-
hopMalMoHHas CyLHOCTb, FPaHuLbl KOTOPOW CTPOSTCS U PEKOHCTPYMpYOTCS
HenpepbiBHO» (Hayles, 1999).
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Puc. 3-4./Fig. 3-4. Art Orienté Objet. May the Horse Live in Me (2011)"

B 0[1HOM M3 CaMbIX FPOMKMX 1 CMENbIX XYAOKECTBEHHbIX IKCNEPUMEHTOB
«[la X1BeT nowab BO MHe» XyfoxHuLa MaproH /laBans-XaHTe (Puic. 3-4) co-
BepwaeT OMONOrMYECKUA Nepexod K KUBOTHOMY, Paclimpsis COBCTBEHHbIe
FPaHyLbl KaK NOCTHENOBEYECKOro CybbeKTa. MaproH nof YyTKUM HabnoaeHu-
eM YYEeHbIX 1 BUONOTOB Ha NMPOTHKEHUN HECKOMBKMX MECALIEB BBOAMNA B CBON
OpraHv3M MMMYHOTNOBYNMHBI KPOBW NOWAAM C LENbI0 NPUYYEHMUs UMMYHHOM
CUCTEMbI K MHOPOHOW KpoBK. Bo n3bexaHmne aHahmnakTM4eckoro woka npm
NTOrOBOWN MHBEKLUW ObINO HEOBXOAMMO MOCTENEHHO BBOAWTL BCe Honblie U
6onblie MMMYHOrNobYNMHOB. MIMMYHOrNOGYNWHbLI nowaay MOCTeneHHo Co-
eAVHSANNCL C BenKkamm camom XyaoXHWLbl, BO3AENCTBYS Ha €€ IHAOKPUHHYHIO U
HEpPBHYIO CUCTEMbI.

"McTouHMK M306paxeHus M. / See the image source: http://artorienteobijet.free.fr/
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Ha nocnegHem 3tane akcnepuMeHTa el 6bina BBefeHa KPOoBb noliaaw,
nocne Yero oHa BCTana Ha NpoTe3bl, UMUTUPYIOLIME NOLIANHbBIE KOHEYHOCTM 1
BCTYMNWMa B AMOLIMOHANbHbIA KOHTAKT C y)Ke KDOBHO POACTBEHHbIM CYLLIECTBOM.
«Moe HoBOEe Teno HbIN0 CBEPXMOLLHbBIM, CBEPXHYBCTBUTENbHbIM, CBEPXHEPBHbIM
1 OYeHb HeyBepeHHbIM B cebe. Kak M3BEeCTHO, TPaBOSAHbIE XUBOTHbIE OYeHb
3MOLMOHaNbHbI. 9 HEe MOrNa CnaThk. 4, HaBepHoOe, HafoAro NOYYBCTBOBaNa cebs
nowagso», — 3aKnoumnna xygoxHuua (Art Orienté Objet, 2011).

370 npowv3BeaeHune OyKBanbHO peannsyeT MeTahopy CTaHOBNEHWS-C
XMBOTHBIM, OMIMLETBOPSS Pa3MbiTUe TPaHWL Mexay YenoBe4yecKuMm U He-
4enoBeYeCKy M. IKCMEPUMEHT LieHeH 1 MOTOMY, YTO NepeBopaYmBaeT CucTemy
6e3MONBHOMO Y4aCTUS MMBOTHBIX B Ka4ecTBe NOAOMbITHbIX. BruoreHeTnyeckui
KanuTanuaMm He MOXeT YITW OT BKIOYEHMUS XUBOTHbIX B HECKOHEYHbI Npo-
LlecC NpPoM3BOACTBA. HeCMOTps Ha KPUTUKY MCMNONb30BaHMS XUBOTHbBIX KaK
MaTepuana, Ha KOTOPOM NMPOBOAATCS UCCNe0BaHNS AN CO3AaHMS HOBbIX MPO-
AYKTOB Ha pblHKke — BYAb TO KOCMETUYecKas NPoayKUMs, ofexaa, KynnmHapus
W T.4., 3TOT NPOLIECC NMPOAOIHKAETCA. YUNTbIBas MacliTabbl laHHbIX NPOLIECCOB,
NONHOCTBIO M3 bATH MMBOTHBIX U3 OTHOLLEHW MPOM3BOACTBA He NMpeacTaBnseT-
€5 peanbHbIM. OAHAKO BO3MOXHO BKAOUYMUTL B MOAOOHYIO CTPYKTYPY YenoBeka
— MOAOMbITHbIM CTAHOBUTCS M YeNOBEK TOXE, U AaHHbIN NepdomMaHc HarnsaHo
AEMOHCTPUPYET, KaK 3TO MOXHO CAeNaTb. IKCMEePVIMEHT Bbl3bIBAaeT MHOMECTBO
KPUTUKW, HElOYMeHWs 1 HErofoBaHus. Ho, TeM He MeHee, BNoNHE pellaeT CBOK
KOHLEeNTyaNbHble 3afa4n — COo3AaHue NOCTHENOBEYECKOrO CyGbeKTa, MomnbITKy
yxofla OT OMMNO3NLUMK KyNbTYpa VS NPUPO.aa U KpUCTanam3aumm nocTryMaHncTu-
4eCcKoW TpUafbl <4EN0BEK, KNBOTHOE, TEXHONOT UM,

S3bIK KOK MECMO 8CMpeyu

TpaauUMOHHO A3bIK MOHUMANCS Kak To, Yem 061aaaeT UCKNYUTENbHO
yenoBek — animal rationale. YenoBeKk NPOW3BOANT TEKCTbI, aHaANN3MPYET TEKCTb
— 3TO BCE OTHOCUTCS K TEKCTyanbHOMY apryMeHTy co3HaHus. OHaKo ceroiHs
CTaHOBMUTCS O4EBUAHBIM, YTO «CEMMOTUYHOCTb CBOMCTBEHHA BCEM B1onormye-
CKMM npoueccam» (KoH, 2018). 3nyapao KoH B cBoel KHure «Kak MbIcaaT neca»
AEMOHCTPUPYET, KaK MOXHO TPpaHChOPMUPOBaTb KNacCMYeCcKyto aHTPONOLUeH-
TPUYHYIO KOHLENMIO B MOCTIYMaHUCTUYECKYHO, Te CEMUOTUKA NepecTaeT ObiTh
nonemM B3avMOAENCTBUS UCKMTIOYUTENBHO YeNOBEYECKMX CyLecTB. Mcnonb3ys
3HaKOBYIO KOHUenuuio Yapnb3a Mupca, KoH roBOPUT O TOM, 4TO 3HaKKW — 3TO
MECTO BCTPeYM NtoAei, SrypoB, AyXOB U NMPOYMX, BKIKOYEHHbIX B OTHOLIEHUS
B3aMMO[ENCTBMS 1 KOMMYHMKaLIMIO CyLIecTB. [JoHHa Xapaysi noaTBepxaatoT
AaHHbIV Te3nc: «/icxoas 13 Hay4YHOro U repMeHeBTUYECKOTO U3yYeHUs ApYyrnx
S3bIKOB YKMBOTHbIX, 3aMUCaHHbIX B Pe3ynsTaTe CAOXHbIX MCCNEA0BaTENbCKUX
3KCNeANUMI, TEPONVHTBUCTbI 3aKMOUNAN, HTO “A3bIK SIBASETCS KOMMYHULIMPO-
BaHMeM” 1 YTO MHOXECTBO XMBOTHBIX MCMONBL3YIOT aKTUBHYIO KONNEKTUBHYHO
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KMHEeCTeTUYECKYIO CEMUOTHKY, @ TakKe XMMUOYYBCTBUTENbHbIV, BU3YaNbHbIN U
TaKTUNbHBIN S3bIKW» (Xapayai, 2020).

lMocm-coyuaneHoe

HakoHel, couvanbHoe TpebyeT cBOel nepecbopKu, YTo, HE3yCnoBHO,
OTCbINaeT Hac K bpyHo JlaTypy v akTopHo-ceTeBol Teopun (ACT) B npuHUMNe.
«Pa3Be Mbl He chOpMUMPOBaHbI AOBOAYMKAMM-HE-YENOBEKAMM, XOTS, COMNallyCh,
NNLWb B COBCEM HE3HaYUTeNbHOW cTeneHn? Pa3se oHM He Halww bpaTbs? Pa3Be
OHM He 3aCNyX1BaloT BHUMaHUS? (...) Bbl oTaenseTe niogel oT He-4en0BEKOB.
51 He NpYAEPKMBAIOCH 3TOrO NpegybexaeHys (XoTb 3TOr0) U BIKY TONBKO aK-
TOPOB — NOAEN, He-4enoBeKoB, KBanMMULUMPOBaHHbIX, ManoKsanuduumpo-
BaHHbIX — KOTOPble 0OMEHMBaOTCS CBOMMM CBOMCTBaMM» (flaTyp, 2006). ACT
npegnaraeT B3aMeH KNacCUYecKoln cyObeKT-06beKTHOM CUCTEMbI MOAENb MHO-
XKECTBEHHOCTW BK/IOYEHUSI aKTaHTOB B KOMMYHMKauumio. MocT(He)4enoBeve-
CKME aKTaHTbl BK/IOYEHbl B OFPOMHOE KOMMYECTBO B3aUMOKOHCTUTYMPYHOLLMX
OTHOLLEeHWI, 06pa30BbIBas KONNEKTMBLI B3aUMOAeNCTBMS. B gaHHOM npouec-
Ce HeT vepapxuu, TakmMm 00pa3oMm, 1 pacTeHus SBASIOTCS NOMHOMPaBHbIMU
y4aCTHUKaMM KOMMYHUKaLMI Kak BHYTpY COBCTBEHHOTO BMAA, TaK 1 C NPOYUMY
areHTamu: «PacTeHnst — CoBEpLIeHHbIE KOMMYHVIKAaTOPbl B OFPOMHOM 3eMHOM
psiay MOAaNbHOCTe: OHM CO3[At0T CMbIC/bI ¥ OBMEHMBAIOTCS MU BHYTPU YAW-
BUTENBHOM ranakTUKM COOBLWHWKOB M3 Pa3NnUYHbIX TAKCOHOB XMBbIX CYLLECTB»
(Xapayai, 2020).

Puc. 5./ Fig. 5. Agnes Meyer-Bradis. One Tree ID (2019)°

NHcTannaums One Tree ID (Puvc. 5) ocyuiecTBasieT 61MoN03TUYecKyto 1 b1o-

S UICcTOUHMK n306paxeHmns cM. / See the image source: http://onetreeid.ffur.de/
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XMMUYECKYHO (NOCPeACTBOM 3amnaxa) KOMMYHMKaLMIO MeXy YeNoBeKOM v aepe-
BOM. Ye10BeKy NPUBbLIYHO A5 OOLWEHNS UCMOAb30BaTb CIOBO UM TEKCT B WH-
POKOM cMbice. OHAKO pas3nnyHble OpraHbl YyBCTB UIPaloT He MeHbLUYHO POsb
B 0bMeHe nHdopMaumeit. Y Kaxaoro pacTeHus ecTb CBOW VHAMBWAYaNbHbIN
3anax, KOTopbl 06Pa30BbIBAETCS C MOMOLLBIO NETYYNX OPraHNYeCKMX BELLECTB.
STUMK NETYYMMY BELLEeCTBaMU pacTeHNst OBMEHMBAOTCS TaK XKe, KaK v Nioam 3a-
naxamu, v JaHHbI1 OBMeH MOXHO MHTEPMNPETUPOBATb Kak HEMOCPeACTBEHHYIO
KOMMYHWMKaLMI0. XyaoxHMUa Ariec Manep-bpaauc ¢ rpynnoi yueHblx CUHTe3u-
poBanu B 1abopaTtopun 3TV 3anaxm 1 CO3aanm Ha X OCHOBE pas3nnyHble napdio-
Mbl. 3pUTENb HAHOCKT Ha Ccebst NapdoM U MOXET NPeAcTaTh ANs AepeBa ApyrvM
[epeBoM, BCTyNas C HUM B CBOEOOPAa3HbIN AVanor, KOTOPbIV MOXHO OTCAeANTb
no Npnbopy, CYVTLIBatOWErO ONpeaeneHHble CUrHansl oT aepesa. [JaHHas pa-
60Ta aKLEHTVPYET BHUMaHMe Ha NepecMoTpe OTHOLIEHMWS K COLManbHbIM Npo-
LLleccaM Kak K YeMy-To UCKIYUTENbHO YenoBeveckomy. Mbl, Mopoli He 3ameyas
3TOrO, NOCTOSIHHO y4acTBYeM B KOMMYHMKALMK C He-4eN0BEYECKMM, TaK e Kak
1 HaobopOT, B3aMMHO BAVSA APYT Ha Apyra. Mbl 06pa3oBbiBaem NoCT(He)4eno-
BeyecKue KONNEKTVBbI, PaCKPbIBasi MOHATME SOCIUS B €70 rMyB1HHOM 3HaYeHNN.

3AK/TIOHEHUE

B ntobyto 3Moxy MCKYCCTBO Mrpano posb MeavaTopa KynsTypHblX, huno-
COCKIMX, COLManbHbIX MPOLECCOB. POMb BU3YanbHOMO MCKYCCTBA B 3TOM KOHTEK-
CTe HeOCNOPUMa OFPOMHa, TaK KaK SIBHO MW HESIBHO PeNpe3eHTUPYET COXHbIe
CMbICIbI, AienaeT nx bonee 4oCTYNHbIMU B CMbIC/E CBA3M O 3puTenem. CnoxHblie
dunocodcKmne KoHLENTLI TPebyoT cneumnduyeckor NoAroTOBKK 1 MHTepeca,
TEKCT B 3TOM K/toYe MeHee 0ObeMeH 1 bonee Taryy. B npouecce 0bUeHms ¢ 1H-
CTaNNAUUAMUN 3pUTENb BKIIOYAETCS HEMNOCPEACTBEHHO, C MOMOLLbIO HE TONBKO
CBOEro CO3HaHWs, HO 1 BCEX OPraHoB YyBCTB. [103TOMY NPOCTPaHCTBO BY3yanb-
HOrO OKa3bIBAETCS FOCTENPUUMHBIM 151 BbIPAXKEHWS PA3NMYHbIX KOHLUENTOB.
PaccMOTpeHHble B CTaTbe MPOEKTbl AEeMOHCTPUPYIOT MOCTTYMAHUCTUYECKYIO
HanpaBNeHHOCTb B CTOPOHY MepeocMbICIeHUs CTaTyca YeoBeKa B ero CBs3n
C He-4eNnoBeYeCKMU areHTamMu. TaknM 06pa3om, COBPEMEHHOE MOCTKOHLENTY-
anbHOE UCKYCCTBO IEMOHCTPUPYET BO3MOXHOCTb CO3AaHus HOBOTO, (hopMuMpys
VHOW 93bIK KOHLENTYanbHOV BUTanbHOCTU. [epecMoTp KNacCUYecKmnx NoHs T
HY)KEH 1 BO3MOXEH, 1 B 3TOM K/toYe MOCTIYMaHu3M C ero He-4ef0BevecKoit
FOCTENPUUMHOCTBIO U 1EKONOHM3aLUMEN MblLNEHNS NpeacTaBaseTcs paboyeit
dunocod Kol ONTUKOM, CMOCOBHOM AaTb HOBbIE OCHOBaHMS ANs BYAYUINX KOH-
LEMNUMIA, B TOM YKC/e B TIOHE COBPEMEHHOMO MCKYCCTBa.
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MOBbIWEHHbI MHTEPEC COBPEMEHHbIX XYAOKHUKOB K MNOCTryMaHUCT1Ye-
CKOW TemaTuke AeMOHCTPUPYeT NPobAeMaTUyYHOCTb U aKTyanbHOCTb NOCTTy-
MaHM3Ma KakK HOBOro hrnocodcKoro HanpasneHus. YansmutenbHbiM 06pasom
unocodcKmne KoHLENTbl 06PETAIOT XKM3Hb B ranepesx, 0bpasys Npuyyanmeble,
HO OpraHuYHble CBS3M POACTBA W B3aVMHOIO CTaHOBNeHUs. B nocneaHee Bpems
CO CTOPOHbI NMPUBEPKEHLEBR KNACCUYECKUX HAPPATUBOB MOXHO 3aMETUTb yCU-
NeHne KPUTUKN NOCTTYMAHVCTUYECKMX NPOEeKTOB. JTa TeHAeHUMs POAHUT CO-
BPEMEHHYIO COLMANbHYIO aHTPOMONOT IO C MOCTKOHLENTYanbHbIM UCKYCCTBOM,
K KOTOPOMY TaKKe MHOXECTBO MPETeH3MIA CO CTOPOHbI KOHCEPBATUBHbIX MbiC-
nnTenen U KynbTypHbIX aesaTenein. Mbl nonaraem, 4To AaHHbIA acnekT MOXHO
NOHUMATb NONOXUTENBHO, TAaK KaK 3TO MPU3HAK TOrO, YTO KaK NOCTIyMaH13Mm,
TaK 1 NOCTKOHLENTYyanbHOEe UCKYCCTBO PaboTatoT C NpobneMamm HacTosLiero 1
ByayLLero, U Yem CUnbHee peakuns y Tex, Ybe MUPOBO33PEeHKEe HaNpPaBNeHo Ha
COXpaHeHe NPOLLOro, TEM yCrellHee 3TOT KOHLeNTyanbHbIi Coto3.
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Art&Science 1 NOCTryMaHN3M:
TEeXHOHAYKa, 3CTETUKA 1N TeNIeCHOCTb

AHHOTaums. CTaTbs NOCBSLLEHa KOHLENTYaNbHbIM U 3CTETUYECKMM CBA3AM
Mexay Art&Science 1 NoCTryMaHn3MoM. B TpakTOBKe MOCTryMaH3Ma aBTopbl
OTTaNKMBAOTCS OT Te3nca Muwens OyKo, 4TO «4eN0BEK MCHE3HET, KaK ncye3a-
eT MU0, Ha4YepTaHHOe Ha NPUOPEXHOM necke». OHM NMOKa3bIBaAIOT, KaKUM 06-
pa3oM V3 Hero BbipacTaeT NOCTryMaHUCTHUYeckas npobneMaTuka. B ee LeHT-
pe — 0CO3HaHWe TOro, YTO YeNoBeK ¥ NPUPOAa — WUCTOPWYHblE MaTepuans-
HO-AMCKYPCKBHbIE MPO/YKTbI TEXHOHAYYHOW CETW, COCTOsWIEN M3 YenoBe-
HECKMX U HeYenoBEeYeCKUX aKTOpPOB. 3Ta CeTb M3y4aeTcs B UCCNeJOBaHMSX
HayKM 1 TexHWKK (STS), KOTopble CyKaT MOCTUKOM MEXY MOCTTYMaHV3MOM
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n Art&Science. MoaTtoMy aBTOpbl ObpawatoTcs K STS, 4TOObI NpeacTaBuThL
Art&Science B 1x onTuke. KpaTko BBOAMTCS Te3WMC OHTONOMMYECKOrO KOH-
CTPYKTMBM3MA O TEXHOHAyKe KaK OCYWEeCTBNEHUW MPUPOAHbIX peanid.
Art&Science ¢ ee nabopaToOPHO-TEXHUYECKOW 3CTETUKON UHTEPNPETUPYETCS
KaK MCMoNHEeHVe TeXHOHAYKWM B Ka4ecTBe NPOU3BOASLLEV NPUPOAHbIE peann
ceTu. MosACHAETCS, KaK 3TO CONMIKAET Hay4HOE UCKYCCTBO C MOCTTYMaHM3MOM.
[lanee aBTOPbI KOHUEHTPUPYIOTCS Ha TOM, Kak Art&Science paboTaeT ¢ nocTry-
MaHWUCTUYeCKOW NpobneMaTrKoln Tena, pa3brpatoT CTpaTerun n NnpuMepsbl ee
pa3paboTKN B XyJOXECTBEHHbIX MPOEKTax 1 MOKa3biBalT MPUHALNEXHOCTb
NPOEKTOB 3TOrO UCKYCCTBA 3CTETVKE MOCTHEN0BEeYeCcKoro. B 3aknioyeHne 0b-
CY)KAQKOTCS HEKOTOPbIE OrpaHnyeHns paboTsl Art&Science ¢ NOCTryMaHUCTH-
yecko NpobeMaTuKon.

KntoueBble cioBa: Teno, TexHoHayKa, Art&Science, Hay4HOe NCKYCCTBO, TEXHO-
NOrMYecKoe NCKYCCTBO, UCCNef0BaHNS HAYKM U TeXHWUKM, STS, NOCTryMaHW3M,
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Art&Science and Posthumanism:
Technoscience, Aesthetics and Body

Abstract. The article is devoted to the conceptual and aesthetic connections
between Art&Science and posthumanism. In theirinterpretation of posthumanism,
the authors start from Michel Foucault’s thesis that “man would be erased, like a
face drawn in sand at the edge of the sea,” showing how posthumanism problems
follow from this idea. At the center of posthumanism is the realization that man
and nature are the material-discursive products of a technoscientific network
consisting of human and non-human actors. This network is considered in Science
and Technology Studies (STS), which serve as a bridge between posthumanism
and Art&Science. Therefore, the authors turn to STS to present Art&Science
through their lens. They briefly introduce the thesis of ontological constructivism
about technoscience as the enactment of natural realities. Art&Science, with its
laboratory-technical aesthetics, isinterpreted here as a performance or enactment
of technoscience itself as a heterogeneous network producing natural realities.
This brings scientific art closer to posthumanism. Further, the authors focus on
how Art&Science works with the posthumanistic problems of the body, analyze
strategies and examples of its development in art projects, and show that the
projects of this art belong to the aesthetics of the posthuman. In conclusion, some
limitations of Art&Science’s interaction with posthumanistic issues are discussed.
Keywords: body, technoscience, Art&Science, science art, technological art,
science and technology studies, STS, posthumanism, applied philosophy,
posthuman aesthetics

BBEAEHUE: MECOK M BO/IHbI NMOCTTYMAH/3MA

MocTryMaHu3M — pasHOPOAHOe CEMeWCTBO COBPEMEHHbIX MEeXANCLM-
NAVHaPHbBIX MOAXOA0B, KOTOPbIE NPOBAEMATU3NPYIOT TYMAHUCTUYECKOe U 3C-
CEeHUMaNNCTCKOe MOHMMaHWe YenoBeKa B KauyecTBe causa Sui W npepnaratoT
ansTepHaTMBHOE NpeacTaBneHne. YenoBek B HEM OKa3biBAeTCs UCTOPUYHBIM 1
MaTepuanbHO-AUCKYPCUBHbBIM CYLIECTBOM, KOTOPOE KOHCTUTYMPYETCS Pa3HOPOA-
HbIMW aKTOPaMU, OTHOLIEHUSAMY 1 NPOLLECCaMU 1 AEUCTBYET CPeAM HUX.

McTopust 3TOr0 TEOPETUYECKOrO TeYeHUs HauMHaeTcs 3afonro Ao ero
IKCNANUMTHOTO odopmaeHus. OaHOW M3 TOYeK OTcyeTa CTana 3aech pa-
6ota» Muwens ®dyko» «Cnoea u Bewu» (1966). B Hell BbICKa3bIBAETCH Bak-
HbI s NOCTryMaHu3Ma Tesuc: «YenoBeK BCero ullb HeaasHee un306pe-
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TeHMe, 00pa3oBaHMe, KOTOPOMY HET U ABYX BEKOB, Manblii XONMUK B none
Hawero 3HaHus. OH MCYe3HET, KaK TOMbKO 3TO Mofe MpUMeT HOBy dop-
My», KaK McyesaeT N1Uo, HayepTaHHoe Ha npubpexHoM necke» (dyko, 1994,
C. 36,404).

ITOT Te3WC YacTo BbIPLIBAIOT M3 KOHTEKCTA U TPaKTYIOT KaK yTBepXaeHue
0 NpeanoNOKUTENBHO MPOVCXOASLLMX CErOAHS PafuKanbHbix TpaHchopMaLmsx
4enoBeKa 1 ero TeNecHOCTH, 06 UCHE3HOBEHVIN YeNOBeKa B ero NMPexHeM NoHu-
MaHWM 1 NpYXode Yero-To UM KOTO-TO MHOTO M HOBOTO. MOCTryMaHn3M siKoObl
pasgensier TaK NOoHATLINA Te3MC, 1 TOrAa OKa3biBAETCs, YTO Ha CMEHY YenoBeKy Ha
3akaTe aHTpOMOUEHTPM3Ma NPUXOAST KMOOPT, NOCTHYENOBEK, TMbpUA, CETb 1 T.4.
Y6eanTenbHOCTb TakoW TPaKTOBKYM (hyKONbAMAHCKOTO YTBEPKAEHNS NOAKPEens-
€TCsl NOTOKOM TEXHOMOTNYECKYX, COLUMAnbHbIX U KyNbTYPHbIX MHHOBALMIA, POCTOM
CKOPOCTU NepemMeH 1 Hen3bexHbIM 3anasabiBaHneM ux pedneKcum.

OpHako 370T Te3nc PyKo pagmrKanbHee, MOCKONbKY 3aTparMBaeT He TONbKO
M3MEHEHVE B NOpsiAKe Bellel, HO U NepeMeHbl B cnocobax MOoHUMaHWs 1 roBope-
HMS O Belax. [leno He TOMbKO 1 He CTONBKO B TOM, 4TO NOA BANSHUEM COUManb-
HO-TEXHONOTMYECKIMX MPOLIECCOB Mbl BAPYT Havanu ObICTpee 1 CUNbHee MeHATLCS
N yKe He y3HaeM cebs B MPeXHUX KyNsTypHbIX 0bpa3sax. Bce 06CTOUT Xyxe: «Mbi»!
BCerfa MeHsNUCh (MEHANNCH B TOM Yncne 06beM, MHKMO3MBHOCTb M CTPYKTYpa
3TOrO «Mbl»), TOTOMY YTO MEHSIOCH 3HAHWE, C MOMOLLBIO KOTOPbIX «Mbl» MOHUMaNW
1 BbICTpamBanu cebs. <HenoBek» 1cye3aeT 1 n30bpeTaeTcs He Bnepsble. «4eno-
BeK» — 3TO OTBET Ha BOMPOC O TOM, KaK CyLIeCTBOBaTb. Ha HEro Mbl Kak KOHEYHble
CyLLEeCTBa? BbIHYX/AEHbl OTBEYATb CHOBA M CHOBA, MOCKO/bKY HET HU BPOXAEHHOTO,
HW OKOHYaTeNnbHoro oTeeTa. CTpaHHbIM 06Pa30oM Halle KOHEeYHOE CyLieCTBOBaHMe
3aBUCUT OT TOTO, B KAYECTBE KOTO/4ero Mbl cebst noHuMaem u nosazaem (Xanper-
rep, 2006).

KoHe4HOCTb MO3HaHWS AenaeT HEeBO3MOXHbLIM MPsSMOe CaMOMo3HaHMe.
KaHT B «KpuTuke 4ncToro pasyma» nokasasn, 4To Ans camyvix cebsi Mbl OCTaemcs Be-
lWbto B cebe, a MOTOMY KaK TaKoBble HEOCTYMHbI 4151 ONOCPEA0BAHHOTO A3bIKOM
N NOHATUAMM NO3HaHNs (KaHT, 1994, c. 305, 648). CNOBOM, MECMOM HENOHUMAHUS]

! He cyuiectByeT 6€3yCNOBHOO ¥ YHNBEPCANBHOTO NOHATUS YENOBEKA, OT KOTOPOTO bl MOXHO
6bIN0 OTTANKMBATLCSA KaK OT HEVM3MEHHOW TOUKM oTcyeTa. J1loboe NoHATME — 0BYCNOBAEHHbI
MPOAYKT KOHKPETHOrO 0OLLECTBa, ANCKYPCa U CTOPUYECKOI CUTYaLUMK, @ 3Ha4YUT NpeaMeT v
npuYvHa pasHornacuii. Mo3ToMy aKLEeHT CMellaeTcs ¢ MeTathU3nYeCcKy NeperpyeHHon pea-
NIMCTUYECKOW MAEN COOMBEMCMEBUS NOHATUS OOBEKTY Ha NOCTKAHTOBCKYH CO2/1aCO08AHHOCMb
MOHATWUIA C COOTBETCTBYIOLMMU CUCTEMAMM 3HAHUI 1 KOHCEHCYCamu COOOLLEeCTBa (MMEeHHO BO
MHOXeCTBeHHOM yncne). OTCloAa BaXKHOCTb NepdOpPMaTNBHOIO acnekTa NMOHSTUIA YenoBeka:
He YeM HanMyHbIM OHK 0OYCIIOBMEHBI, @ K KaKMM XU3HAM, bnaramu 1 obLecTBaM 1Ux BOno-
LeHWs BeayT B ByaylleM. Tak, B paMKax MHIyMaHmn3Ma Pesa HerapecTaHv nogyepKmBaeT, 4To
obpa3s Yenoseka 3afaeTcs B TOM Ymncne byaylimm Yepes nepecmomp 3Toro obpasa pasymom
(HerapectaHu, 2021, c. 18).

23nech Mbl CleflyeM HYaCcTHOW TOuKe 3peHus, COPMUMPOBAHHOW MOCTKAHTOBCKOM hunocodueit.
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4151 HaC SBNSETCS He TONBKO MUP 1 BELW: Mbl CaMU — MECTO HeNoHMMaHus (Pyko,
1994, c. 344), v noTOMY NpeaMeT BOMpoLWaHus. Mbl obpeyeHsl M306peTaTh BCe HO-
Bbl€ [IyXOBHbIE, HaY4HbIE, MONUTUYECKME UK COUVANbHbIE AUCKYPChI O cebe. ITK
AVICKYPCbI ICTOPWYHBI 1 CONPSKEHbI C MPaKTVIKaMK 1 YCTaHOBNEHMSIMU, BOMOLLa-
IOWMMU UX B KU3Hb: Mbl MaTepPUanbHO-AUCKYPCUBHBI®, MOHMMaEM 1 nonaraem cebs
B TOM YMC/le Ha MaTepuanbHOM YPOBHE.,

Hanpumep, cnacatowmiics XprcTmaHuH BOMIOWAeT B CBOe/ NOBCeAHEBHO-
CTU W 3TUKE HaAEXay Ha crnaceHue; LepebpanbHblii CYObeKT, yOeXAEHHbI, 4TO ero
NIMYHOCTb TOXKAECTBEHHA €r0 YHMKaNbHOMY MO3TY, UCXOAs M3 3TOr0 NpUHUMAET
MeAMUMHCKME peleHns UNn BbionpaeT MeTobl NOBbIEeHWS CBON 3hdEKTUBHO-
CTU; FEHETUYECKUIA CyGBEKT NpMAaeT 0coboe 3HaYeHNe HaCaed0BaHNIO 1 CBS3M
MeXay 0COBEHHOCTAMM TUYHOCTU U FEHETUYECKUM KOIOM, MO3TOMY B OnpefeneH-
HbIX peLeHUsIX MCXOAUT U3 FEHETUYECKMX NPEeAPACTONOXKEHHOCTEN 1 HaeeTcs Ha
TEXHONOMMW PeflakTMPOBaHKs reHoMa.

B «CnoBax v Beljax» DYKO aHanM3mpyeT, Kak Ha 3ape COBPEMEHHOCTH Ye-
NOBeK M306peTaeTcs B TOYKE MEPeceYeHns HayK O TPYAE, O XMU3HU U O A3biKe
(dyko, 1994, c. 325-363). CerofHs Mbl MOXEM [I0MONHNUTL NOAXOA PaHHero dyko.
Bo-nepBbix, «4e10BeK» BO3HMKAET Kak NPOAYKT Pa3HOPOAHOM CETW, B KOTOPOM
NaBHYIO MW OfIHY M3 MaBHbIX POJEN CerofHS UrPatoT TEXHOHAYYHble 3HAHWMS, UH-
CTUTYThI, apTedaKTbl U NPaKTUKKX. BO-BTOPbIX, 3T1 06pa3bl YeNoBeKa He BCeobbeM-
ntowm, Kak y dyKo, a CKopee YacTUYHbI U MOTYT COCYLECTBOBATL B XKW3HUM OHOrO
VHAMBUAA.

YenoBeK — 3TO MHOXKECTBO CNOCOHOB, KOTOPLIMU Mbl €70 MbIC/IUM Y MPAKTU-
KyeM B KOHKPETHbIN MCTOPUYECKMI MOMEHT. VICTOpUYECKN MEHSIOLLEECs CaMOono-
HUMaHWe CLUenNeHo C NpaKTVKaMu CyObeKTUBaLMM U TeXHUKaMM OT CPeacTB Xpa-
HEHMS, OXOTbl 1 MUCbMEHHOCTU 40 MCNOBEAM, KOMMNBIOTEPOB U BaKLWH. V13 Hero
BbIBOAATCS T€ WM MHbIE 3TUYECKME CNEACTBUS, MPOrpamMMbl NoBeaeHwus. NoTomy
370 061aCTb, CEHCUTHBHAS ANS BAACTY U 0OWWECTBa, ¥ MOTOMY BOMPOC O «MpPUpo-
[e» YenoBeKa — 3TO NpeaMeT 0CnapuBaHus, AUCKYCCUM 1 BOpbObI, @ HE TONBKO
HENTPanbHOro NO3HaHMs aBTOHOMHOW MPUPOfLI U MHAMBUAYaNBHOIO Bbibopa. He
CYWECTBYET CYLWHOCTM AN NPYPOMbI YeNoBeKa: eCTb TEOPETUYECKME U NPaKTU-
YecKue KOHCTPYKLMM, KOTOPbIE 3CCeHUMANU3MPYIOTCS U HaTypann3npyoTcs, Ha-
BSI3bIBASICb B Ka4YECTBE HEOOXOAMMBIX U HEV3OEXKHbIX. [laxe TenecHble pa3nuyuus
MOTYT MO-pa3HOMY MHTEPMPETUPOBATLCS, COLUMANM3MPOBATLCS U UCMONB30BATb-
Csl, OHV He 006/1aflaloT HUKAKMM €CTECTBEHHBIM CMbIC/IOM UAN €AMHCTBEHHO-BO3-
MOXHbIM penepTyapom 1cnonb3oBaHus. OTCloaa ofHa 13 3aaay NoCTryMaHUCTu-
4eCKOMN KpUTWKIM — NVLINTb YelOBEKa HaBs3bIBAEMOM eCTECTBEHHOCTH 1 pa3bnTs
KOOPAMHATHYIO CETKY eCTECTBEHHOIO 1 MCKYCCTBEHHOMO, HOPMANbHOTO 1 NaTONO-
rMYeCKoro.

> OpfHa 13 CTaBOK NOCTryMaHu3Mma CBsi3aHa C NepeoCMbICIEHEM MAaTePUM Yepes CHATME Npo-
NacTy MeXy MaTepueit 1 3Ha4yeHreM: 3HadeHre MaTepuanbHo, a MaTepust HacbllieHa 3Have-
HueM. Cm. nogpobHee: (bapag, 2018, c. 42-49).
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PaccmaTpuBaeMmblil B TakoW pamke, NOCTIyMaH3M — 37O CeMencTBO noa-
XOl0B, KOTOPbIE BbIPACTAOT M3 OCO3HAHWUS MCTOPUYHOCTK Yenoseka. OH 060-
3HAYaeT He CTOMbKO HOBYHD PeanbHOCTb, CKOMbKO HOBYIO NEPCneKTVBY aHaIu3a
peanbHOCTW. MpUCTaBKa «MOCT-» OTCHINAET K NOMbITKE NOWTY anblue ryMaHnu3Ma B
OCMbICNEHMM YenoBeka. He npuberaTs K ero 3cCeHUmanv3almm u HaTypanusaumn,
a leHaTypanm3npoBaTh Kak psj 0b6pa3os, «aBTONOPTPETOB». [10CTryMaHn3Mm Te-
MaTW3WPYET CeTb 3HAHWNI, MPAKTUK U TeXHUK (0T 3eMiefenus U NMCbMEHHOCTH 10
HelpoceTelt), C MOMOLLbIO KOTOPbIX MHAWBWbI Npou3800am cebs v Npou3soosim-
s APYrvMK, YNPaBAsoT COBOM v yNpaBAsioTCcs APYrMMIU. ITU CETN Pa3HOPOLHbIX
OTHOLEHWNIA NPOU3BOOUMEbHYI KaK MO OTHOWEHWMIO K 4enoBeKy (He npuBsizaHHo-
MY YKe K BYONOrMYECKUM paMKam), Tak U Mo OTHOWEHWIO K UHbIM XU1BbIM Cylle-
CTBaM, cpefam 1 npupoge B uenom. (Tak BO3HMKAIOT TeMbl MOHCTPOB, KMGOPTOB,
rMbpuaoB, accaMmbasikei, nepeocMbiCNeHNs MaTePUanbHOCTY M AEMOKPATU3aLMN
areHTHOCTU.) HUYTO He CyLLecTByeT Kak CybCTaHLUMs, causa sui, 3a KaxablM Cylle-
CTBOBaHMEM CTOWT TaKas CeTb KaK ycnoBue. [oCTrymMaHn3m YyTOK K BONpOCaMm
TEXHOHaYKI, reHaepa, BNacTu v yNpaBneHus, Mopanu3aumnm 1 3TUKKU COCyLLeCTBO-
BaHWs 06LEeCTB, BUONOTUYECKUX BUOB, TEXHUYECKMX 1 IKONOMMHECKMX CUCTEM.
ObuyM 3HaMeHaTeNeM 3TUX MHTEPECOB ABASETCS NOCTTYMAHUCTUYECKMA BONPOC
0 TOM, KaK 11 B KaKOM MUPe XUTb coBMeCTHO (Ferrando, 2023)? CeroaHs B 3anaHbix
06L|eCTBax TEXHOHAYKa UrPaeT CyLLECTBEHHYI POfb B NO3HAHUM 1 NTPOV3BOACTBE
Yes0BeKa ¥ NPUPObI, NO3ITOMY OHa OKa3blBaeTCs B LIEHTPE BHUMaHMS NOCTryMa-
HUCTOB.

MpucTaBKa «NOCT-» B TEPMUHE «MOCTHYENOBEK» YKa3biBAET Ha TO, YTO HYKa-
Ko/ 06pa3 YenoBeKa HMKOrma He BbiN paBeH TOMY CYLLECTBY, KOTOPOe Mbl TaK Ha-
3bIBany (cM. Takke (PeppaHao, 2022b, c. 126-128)). Mbl — nepexop, a He paBHas
cebe MOHaaa Wnv causa sui, Mbl 8ce20a HbIN NOCTHENOBEYECKNMI CYLIECTBAMM,
0bpeyeHHbIMK Ha YCUAKS MO CaMOMO3HaHMIO U CAMOKOHCTUTYMPOBaHWIO. /Tto60i
06pa3 YenoBeKa, ITOro XPOHUYECKOTO MECTa HEMOHWUMAHWS, <UCHE3HET, KaK ucye-
3aeT N0, Ha4YepTaHHOe Ha NPUBPEXHOM Necke». [103TOMY KOHKPETHbIE BEPCUM
«4enoBeKka», CBONCTBEHHbIE KOHKPETHOMY 0OLIECTBY, He IBASIOTCS NPOSIBNEHUSAM
HU CybObI, HY NPYPOAbI.

OTMeTUM Ha nonsx, 4To UHTYNLKMS Dyko 06 UCTOPUYHOCTM 0bpa3a Yeno-
BEKa TalOKe NeXWUT B OCHOBE PAYUOHANUCMUYECKO20 UH2YMAHU3MA, APYroro co-
BPEMEHHOro Pa3BUTKS ryMaHW3Mma, MHOTAa OTHOCUMOTO K MOCTryMaHu3my. MH-
ryMmaHu3m 6onee coCpefioTodeH Ha M3yYeHVn PO HOPMATUBHOCTY 1 pa3yMa B
MCTOPUYHOCTI Yenoseka. «byay4n MUPOBOW BONHOW, CTUPAIOLIEN aBTONOPTPET
Yes0BeKa, HapUCOBAHHbIN Ha NecKe, MHIyMaHu3M — 3T BeKTOp nepecMoTpa. OH
6e3xanocTHO NepecmMaTpyriBaeT, YTO 3Ha4UT ObiTb YENOBEKOM, YCTPaHsS ero npej-
NONOXUTENbHO CAMOOYEBUAHbIE XaPAKTEPUCTUKI 11 COXPaHSIs HAAEXHble MHBapK-
aHThl. B TO e Bpemst VHryMaHu3M — 3T0 TpeboBaH e KOHCTPYMPOBAHUS: OH Tpe-
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6yeT, 4TOObI Mbl ONPEAENWNN, HTO 3HAUNT ObITh YENOBEKOM, PAaCCMaTPKBas €ro Kak
KOHCTPYVpYeMyto 1 NA0AOTBOPHYIO MMMOTE3Y, KaK MPOCTPaHCTBO ANs HaBMuralmm
M BMelWaTensbeTsa (...) Kaxablil HapuCcOBaHHbIA MOPTPET CMbIBAETCS PEBU3MOH-
HOW BNACTbIO padyma, ycTynas MecTo 6onee yTOHYEHHbIM MOPTPETaM, B KOTOPbIX
TaK Mano KaHOHWUYECKMX YepT, 4TO BMOMHE MOXHO CrPOCUTb, CTOWT N1, Nones-
HO nv BoobUle Ha3blBaTb TO, YTO OCTANOCh, “Y4enoBekoM”» (HerapectaHu, 2021,
c.1,18-19).

MocTrymaHusm xe 6onee YyTOK K MaTepUanbHOCTU TEXHOHAYYHOMO KOH-
CTPYMPOBAHMS 4ENOBEYECKOrO, @ Takke ero CoUManbHO-NoNMTUYEeCKOR npobne-
MaTuKe. B HEM MOAYepKMBAETCS, YTO CYLLECTBEHHYIO PONb B TPAEKTOPHMSX U3Me-
HEHWS YenoBeKa W ero TeNeCHOCTW UrpaeT 8U3yasbHOCMb: «NOCTYENOBEYECKOe
HacTosALee BM3yanbHO, MHTEPAKTUBHO M OTKPLITO ANs CBA3ei» (PeppaHao, 20223,
€. 127). 06pa3bl nepdopMaTVBHbI U 33Ae/CTBYIOTCS B KOHCTUTYMPOBAHUM, BOMO-
WeHUM 1 pacnpoCTpaHeHUM TeX UK UHBIX BEPCUIA TOFO, YTO 3HAYWT BbITb Yeno-
BekoM (BpaigoTTy, 2021; Xapayai 2020; Aloi, McHugh, 2021). Mo3ToMmy ofiHOM 13
NPenMyLLECTBEHHbIX 0OnacTell NOCTIYMaHUCTUYECKUX WTYAWI SBNSETCS BU3yanb-
Has cchepa, B 0COBEHHOCTH KMHO?, coBpeMeHHoe NCKycCTBO (PeppaHio, 2022a) 1
TeXHOHay4Has BM3yanbHOCTb (BpainoTTy, 2022). MepecedyeHnemM NocnefHmnx AByx
ABNAETCH HaY4YHOE NCKYCCTBO, nu Art&Science.

B 37Ol cTaTbe Mbl XoTenu bbl moKasaTb, 4To Art&Science (nanee A&S)°> MoxeT
HbITb NOHATO Kak BM3K0e K MOCTIYMaHM3MY UCKYCCTBO — W B COAEPKATENbHOM,
M B 3CTETUYECKOM MNaHax. Mbl 06paTiMCs K pe3ynsTaTaM UCCnefgoBaHunii Hayku 1
TexHVKN (STS), 4TOObI NPOSCHUTL OTHOLIEHWe MeXay HayKol 1 A&S Yepes Tesnc
OHTONOTNYECKOrO KOHCTPYKTUBM3MA 06 OCYLLECTBAEHUM NPUPOAHbBIX peanuii. Ta-
KO€e OTHOLUEHKeE Yepes NAEe NPOU3BOAUTENBHOCTY TEXHOHAYYHOW ceTu conika-
eT A&S € NOCTryMaHM3MOM. 3aTeM Mbl PACCMOTPUM HEKOTOPbIE CTPATErnn 1 nNpu-
Mepbl paboTbl XYAOXKHUKOB C LEHTPaNbHOW AN NOCTryMaHy3Ma npobneMaTrKon
TENEeCHOCTY U MOKaXeM ellle OAHO OCHOBaHWe Ans CONVKeHUs — pasgensemyro
npoekTamu A&S 3CTETNKY MOCTHENOBEYECKOTO.

*CMm. cTaTbu AnekcaHapa MasnoBa, Hatanbw BepelarnHoii n Manoca Komnauvapuca B gaHHOM
HoMmepe.

° Nog Art&Science, B LWUMPOKOM CMbICNE, Mbl MOHUMaEM r1bpUaHbIE POPMbI XYAOKECTBEHHOM
[esTeNbHOCTU, CBSI3aHHbIE C eCTECTBEHHBIMU, TEXHUYECKUMM U MEANLIMHCKMMI HayKaM, UH-
KeHepuen n nccnegoBaHnaMu Meama (bro-apT, NCKYCCTBO HOBbIX MeAMa, KMHeTUYeckoe mc-
KYCCTBO, pob0-apT v Aip.) ¥ CMOMb3YIOLIME MX B Ka4eCTBe Bbipa3nTenbHoro cpeactaa. OfHako,
HY)XHO Y4MTbIBaTb, YTO He Ntobas XyaoKecTBeHHas AesTeNbHOCTb, CNOoMb3ytolas TexHuYe-
CKMe CPefcTBa MOXKeT cHmnTaThes A&S.
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OCYLLECTBNATHL NPUPOAY

3Hak «&» 13 Art&Science — KpaeyrobHbli KaMeHb 3TOTO XyA0KECTBEHHOTO
HanpasneHuns. OBbIYHO ero MHTEPNPETUPYIOT Kak «BCTPEYY», «COK3», «CUHTE3Y,
«konnabopalmio» Unu «<nepenneTeHner. 310 B y4LieM Cly4ae roBOPUT HaM O TOM,
4TO TaKOe MCKYCCTBO CO3AAETCS XYAOKHUKOM M YHeHbIM UV MHXeHepOM, byab TO
pasHble MoAN UM MNOCTacK OAHOMO U TOrO Xe MHAVBMAA. HO YTO OHM AenatoT,
co3paBas cBOM paboThl? Kak 3Ta KOHBIOHKUMS paboTaeT? Peyb Befdb, 04EBUAHO,
He 0 MeXaHW4YeCKOM CoeiIUHEHNN.

XapakTep CBs3M Mexay A&S v TEXHOHaYKOW BapbypyeTcs OT NpoeKTa K npo-
eKTy. Hay4Hble 3HaHWs, OHTONOMMN U TEXHWKI MOTYT BbITb CPEACTBOM UM TEMOM
ANS 3TOr0 UCKYCCTBA, MOMYT MPUHMMATBCS HEKPUTUYECKUM MW MOfBepraThCs
M3YHeHWIO 1 KPUTUKE C TOYKM 3peHUst CBOMX COLManbHO-NONUTUYECKMX NOCNeq-
cTBUin. OaHW NpoeKTbl A&S TeMaTU3MPYIOT BMELATeNbCTBO TEXHOHAYKM B XKM3Hb
006LLeCTB, Apyrine NpeanoYnTatoT 3aMblKaTbCs B FpaHmLax NpUpPOAHbLIX NPOLECcCoB
¥ UTHOPUPOBATL COLManbHble KOHTEKCTbI. HUKaKOM 13 3TVX acMeKToB, C Haluei
TOYKY 3peHNs, He ABNSeTCS onpefensiollM Ans AaHHOTO XyA0XKECTBEHHOTO NONs.

MHoroobpaswe A&S YyCIOKHSAETCS TeM, YTO HET eAnHON KOHLEeNTYanbHOW 1
XYLOWECTBEHHOW NPOrpamMMbl BPOAE NPOrpamMmM MOLAEPHUCTCKOMO UCKYCCTBA, KOTO-
pas 6bl yCTaHaBAVBaNa Uenv U cpeacTsa, No3nLUMOoH1poBana A&S OTHOCUTENbHO
COBpPEeMeHHOro MCKYCCTBa W NpUHMManacs 60MbWWMHCTBOM NpefcTaBuTeNelt 3Toro
MCKyCCTBa. ECTb CNOXMBLUMECS MPaKTUKKM, NpobaeMaTkn 1 Tembl. OTHaCcTK no-
3TOMY A&S rMBKO 1 MOXET OAMHAKOBO XOPOLO YYBCTBOBATH CEOS 1 KaK KOHLENTY-
anbHOe UCKYCCTBO B «benbix Kybax» ranepen, v Kak TeXHONOrMYeCcKniA aTTPaKLMOH
Ha naowagKax nonynspusaumn Hayku, 1 Kak OCTPOCOLManbHbIA aKTUBUCTCKMIA
nepdopMaHC, U Kak UHCTPYMEHT MapKeTUHra Ans Hay4Hblx nabopatopuii v Tex-
HOMOMMYEeCKMX KOPopaLuid, 1 KaKk cnocob pa3BuTHS KpeaTUBHOCTU COTPYAHUKOB
KOMMaHWi.

Mol cchopmynmpyem pabodee onpepeneHme A&S, cocpefoTo4MBLINCE Ha CBS-
31 MEX[1Y MCKYCCTBOM M TEXHOHAYKOM B KOHTEKCTE MOCTIYMaHWUCTMYeCKon npobne-
MaTUKK, B YaCTHOCTW KPUTUKM 3HaHWS. [leno B TOM, 4TO B MOCTHEN0BEYECKOM Ha-
CTOsILLEM «BNACTb PENpe3eHTaL VK B MPOM3BOACTBE 3HAHWNS CTAaHOBUTCS BCE MeHee
HEeBWHHOM, ecnu oHa Booblie Koraa-nbo Takol beina» (PeppaHao, 2022a, . 127).
Mo3ToMy Mbl 06PaTUMCS K KPUTUYECKOMY aHann3y NPOM3BOACTBA 3HAHUS, @ VIMEH-
HO K TeM MoaXoAaM UCCNefoBaHNA HayKu U TexHUKK (STS), KoTopble 06bIYHO Map-
KUPYIOTCS KaK OHTONOMMYECKNIA KOHCTPYKTMBU3M W CBSi3aHbl C aKTOPHO-CETEBOM
Teopwei®. 3necb Mbl BOCMOMAb3yeMCS NOAXOAOM [hkoHa /1o, KOTOPbIA CyMMUpyeT
naen 1 nccnefoBaHus CBOMX Konner B kHure «Mocne metofa» (/10, 2015, ¢. 44-98).

® 3TV NofAXOAbl — YacTb reHeanorun NOCTryMaHy3ma, Ho TaKke U MpegMeT KPUTUKM C ero CTo-
POHBI (CM., Hanp.: (Xapayai, 2020, c. 63-66)).
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AHanu3npys nccneaoBaHns nabopaTopun, NPoBeAeHHbIe BpyHo /1aTypoM 1
CTnBeHoM Bynrapowm, /1o NokasbiBaeT, YTO peanuu Npupoabl — HEYTO, CHMTatoLLe-
ecs CyLeCTBYIOLIMM CaMOCTOSATENbHO (Causa Sui), HE3aBMUCKUMO OT YenoBeKa U 06-
nagaroumm cobCTBEHHbBIM YCTPOMCTBOM, OMPEAENEHHOCTbIO 1 NpealecTByoLLee
NO3HaHWI0, — Ha fleNle BO3HMKAOT KaK pe3ynsTaT Hay4YHOro UcCnefoBaHus, npo-
BOAMMOro B nabopaTtopuu. To eCTb NPUPOAHbIE peanun ocyujecmansiomes (being
enacted) TeXHOHaYKOR, a He NPeWecTBYIOT ell, OXMAas, KOraa OHa X OTKPOET.

Peanuu cyLiecTBYIOT B Ka4eCTBe TaKOBbIX, MOKa Ha VX CyLLeCTBOBaHMe pabo-
TaeT COOTBETCTBYOWAs MaTepHanbHO-KOrHUTUBHAS MHPACTPYKTYpa, BKIOYat0-
Liast TeOPUK, TEXHUKY U 1abopaTopum, MaTepuansl, y4eHbIX 1 VX KOMNETEeHUMM, Ha-
YYHble, METPONOryeckmne 1 obpa3oBaTenbHble UHCTUTYThI U T.4. 3Ta pa3HopoaHas
ceTb 0becrneymBaeT BOIMOXKHOCTb MO3HAHUS U MaHUNYASAUMIA TeM, 4TO 06bSBNS-
eTCs NpUpofoW. Hanpumep, HEYTO, CYLLECTBYHOLLEE AN HAC KaK 31eKTPOH, — 3TO
CKNafKa Hay4HOro NMOHSATUS, TEXHUKM 1 CONPOTUBNEHNMS BeLLEeN, OCyllecTBNseMas
B nabopaTtopusix Kak npupofHas peanuvs. KoHCTpynpyemas, Ho peanbHas. Kak
TONBbKO CeTb, OCYLIECTBASIOWAS 3NEKTPOH, MO KaKOW-TO MpWYMHEe pacragetcs
(HanpwMep, B pe3ynbtate nossneHus 6onee ahheKTMBHON Hr3nYEeCcKon Teopum
C ApYroii OHTONOTWEN UNW BCNEACTBUE KaTacTPOMUUYECKMX CODbITUI 1 CTpeMU-
TeNbHOM NOCTaNoOKaNUNTUYECKOM apxav3aumn, Kak B (haHTacTuKe), ero CyLlecTBo-
BaHMe OKAXeTCs Mof BONMPOCOM U1, CKOpee BCero, MOCTENEHHO NPeKpaTuTCs.

3TO Te3KC MOXET 3By4aTb MPOBOKALMOHHO, OHAKO B HEM B MMaron «cylle-
CTBOBATb» BKNAAbIBAETCS MHOMN CMBIC1, HEXENW B 3anafHOM 3[paBOM CMbIC/e, rae
Npvpofa aBTOHOMHa U CYLLECTBYET, SBNSSCh OCHOBaHWEM ANs caMol cebs, causa
Sui. 3TO YaCTHbIV CNyYait JOKAHTOBCKOM IOrMaTUYeCKuin MeTadU3nKK, B KOTOPOM
MecTo abcontoTa, Havana Bcero Cyllero 3aHMMaeT cama npupoga nnv Mup (Kpa-
nevykunH, 2002, ¢. 26-27). HanpoTwuB, Ta TpaauLms, O KOTOPOW MAET peyb, BO MHOTOM
HacneayeT KaHTy. OH 0TBsi3a CyLeCTBOBaHMe OT BELLW 1 CAenan ero pesynsraTom
nonaraHus, KOTopoe Tenepb NepeoCMbICNSETCS B KOHTEKCTe NMPOV3BOANTENbHO-
CTU TEXHOHAYKW': CYLLeCTBOBaHWE (haKMUYHO, PESIYUOHHO 1 KOHMUH2EHMHO KaK
pe3ynstaT paboTbl CETU OTHOLIEHWIA U YCUNWIA, MOMEPUAIbHO-OUCKYPCUBHO KaK
CKNagKa 3HaHWIM, NPaKkTVK U CONPOTUBAEHUS. <HEBO3MOXHO U30MPOBaTb APYr
OT Apyra: a) NPOU3BOACTBO OTAENbHbIX Peanwid; 6) NPOM3BOACTBO YTBEPKAEH N
00 3TUX peanusx; B) co3gaHne TeXHUYECKUX, MHCTPYMEeHTabHbIX, Ye10BeYECKMX
KOHMWIypaUuii 1 NPaKTVK, YCTPOWCTB 3anMcy, MPOM3BOAALLIMX 3TN peanun u yT-
BepaeHws. Bce 3To npor3BoamTcs BMecTe» (f10, 2015, ¢. 69). INeKTPOH ocyuiecT-
BNSIETCS TEXHOHAYKOW 8 Kayecmae NpUpPOAHON, HEe3aBUCUMOW BeLLW: pa3nuiuns
NPUPOAbI U KyNbTYpbl, BHYTPEHHEro v BHelHero — addekTbl paboTsl pa3Hopoa-

" «BbITNE He ecTb peanbHbIii NpeamnkarT (...) OHO eCTb TONbKO NonaraHme BeLWwm Unm HEKOTOPbIX
onpegeneHnii camo no cebe» (KaHT, 1994, c. 452).
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HoW ceTu (1o, 2015, . 66), a He KOOpPAMHATHas CeTKa, B KOTOPOK 3Ta paboTa pas-
BOpa4MBaeTCs.

OpHaKo 3Ta KOHCTPYMPYEMOCTb NMPUPOAHbLIX peaniin OCTaeTcs Ans Hac He-
BMAMMOMN, TaK KaK Mo OKOHYaHMMW YCMewHOoro UCCnefoBaHuns BCs LenovKa aei-
CTBUIA Y4EHBIX U TexHMYecKas MHMPACTPYKTypa CTMPAOTCS M3 penpe3eHTaumm
pe3ynesraTa, 4Tobbl caenatb ero 6e3ycnoBHbIM 1 CaMOAOCTATOYHbIM. Mbl OCTaeM-
€S OfIMH Ha OAMH C OBBLEKTOM, KOTOPbIV Tenepb NPeabsaBASeTCs KaK NPUPOAHbIN,
NpeALecTBOBABLVI CCNEA0BAHNIO U, HAKOHEL, KOPPEKTHO Bbl€NEHHbIA 1 Onu-
CaHHbIA. OH HaMYpPaU3upyemcs: 0TBS3bIBAETCS OT TEXHOHAYYHOW CETH KaK yco-
BMS CBOEro OCYLIECTBNEHNS 1 OBBbABASETCS BCErAa YxKe CyLeCTBOBaBLWMM, C He-
0OXOAMMOCTBIO MMEHHO TaK1M, @ He UHbIM. OTHOLWEHUS Nepegopayu8aomcs: To,
4TO MOSIBMOCH KaK pe3ynsTaT UCCNefoBaHws, CTAaHOBKTCS ero NMPUYKHOMN, a HayKa
V3 KOHCTPYMPOBAHYS W OCYLLECTBNEHWS NpeBpaLllaeTcs B MPOLECC OTKPbLITHS, B
«3epKano npupoabl» (/1o, 2015, c. 79-83).

OpHa 13 3agay STS, M3yyatowmx NPaKTUKK YYeHbIX U MaTepuanbHOCTb
Hayku, — MpoCneamnTb TeXHOHay4YHble MPOLECCHl, BbISBUTbL OMWCaHHOe nepe-
BOpaYMBaHMe v TeM CamblM OeHamypanu3uposams TEXHOHAYYHO OCYLLEeCTBAS-
emyto MpupoAy, NoKa3as, YTo 3Ta Npupoda — He cyabba, OHa mMorna HbITb OCy-
WeCcTBMEHA MHaye U C UHBIMKU COLUMANbHO-NOAUTUYECKUMY CeaCTBUSMU. 3TOT
X0, UMeeT 3HayeHve B LWMPOKOM KOHTeKCTe. Bo-MepBbix, OH MO3BOASET Mpo-
6nemaT3npoBaTh 3CCEHUMANN3Mbl, YKOpPEeHsoLMe couvanbHble WaM 3Thde-
CKMe OTHOLEHKS B NPUPOJe KaK YH1BEPCANbHOM 1 He3blI0N1eMOM OCHOBaHMK, a
TaKKe MOMbITKN BbIBECTU STUYECKYHO MW COUMANBHYIO HOPMATUBHOCTb M3 Npw-
poaHbix peanuin (Daston, 2019). Bo-BTOPbIX, 3TO 3HAYMT, YTO OCYLIECTBAEHME
peannii HegoonpeaeneHo ConpoTUBAEHUEM Bellel Y MOTyT BbiTb MHble haKTo-
pbl — coUManbHble, MOANTUYECKUE, KynbTypHble U T.0. OHa Hepa3pbiBHO CBS-
3aHa C oHmMosoz2u4ecKol noaumuKol 1 Bonpocom o bnare (/lo, 2015, c. 293-311;
Mol, 1999). OcyuiecTBneHvie NpUPOAHbIX Peanuii (1 YenoBeveckoro Tefna B TOM
yncne) — couvanbHbIi 1 MOAVTUYECKMIA aKT, ONOCPe0BaHHO Nepepacnpenensio-
WKt 6nara, BOIMOXKHOCTM 1 OrpaHnUyeHus NMo-pa3HOMY AN pasHbIX COLMANBHbIX
rpynn v obuecTs. Ho ecnn no3HaHue nepdopmMaTrBHO, €CM BO3MOXEH VHOMN
MCXod, TO OCMBICNIEHHO CMpaWvBaThb, B CUNY KaKux BbIOOPOB M MpeanoyTeHuit
peanun OCyLLeCTBASIOTCS UMEHHO TaK, a He MHaye, U KaK caenaTb TakK, Y4Tobbl KX
OCYLLECTBEHNME BENO K IyHLUEMY MONOKEHNIO AeN As1 BCEX.
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NCMOHATb TEXHOHAYKY

Tenepb Mbl MOXEM MepenTn K nHTepnpeTaunm A&S 1 ans 3Toro cocpeao-
TOYMMCS Ha cneyuguydeckol MamepuansHocmu vx paboT. Kakoe 6bl OTHOWWEHKe
K TEXHOHayKe HW BbICTPauBan Xy[AoXHWK, Kakue Bbl LUenn Hu npecnefosan, oH
06bIYHO CnefyeT cBOe0bpa3Ho NabopaToOPHO-TEXHUYECKON 3CTETHKe. B Npoek-
Tax A&S Mbl BUAMM paboyvie 06beKTbl Hay4HbIX TEOPUIA (XUMUYECKMe COeNHEHNS,
KNeTKW, Tena, BOAOPOCAM U pacTeHus, 1abopaTopHble OpraHn3Mbl, MUHepansl,
3NEeKTPOMarHUTHble BOMHbI, YaCTULbI), HO Npexde 8cezo Hay4Hble NpUBOPbI U Tex-
HUYeCKKe YCTPOCTBA, MPUYEM, KaK NPaBWo, VX BHYTPEeHHee YCTPOMCTBO Hapo-
YNTO PaCKPbITO, Aiaxke 0bHaxeHo. 3aech bynbKatoLLme cocybl, MHKY6aTOPbI, NPo-
6VpKK, CTEKNa, NPOBOAA, WNAHT W, COEANHEHNS, CEPBOMPUBOAbI, HACOCHI, baTapeu,
MUKPOCXEMbI, MOHUTOPbI C TUMUYHBIMU HAay4YHbIMM 0Bpa3amy 1 NPoYvie 3NeMEHTbI
NabopaTopHO-TEXHWUYECKOK 06CTaHOBKM (CM., Hanp., puc. 1).

Puc. 1. NMpumepbl nabopaTopHO-TEXHUYECKO 3CTETUKM NpoekToB Art&Science.
1) SymbioticA, The Semi-Living Worry Dolls, 2000. ®oTo: Tissue Culture and Art Project;
2) Kuang-Yi Ku, Tiger Penis Project, 2018. ®oTo: Jian Da Huang;
3) AmMutpuii Mopo3sos (::vtol::), Guest, 2019. ®oTo: laHunn NMpumak, Bagum MapTbiHEHKO;
4) Sasa Spacal, Inspiration, 2018. ®oTo: Miha Godec, Sasa Spa

Fig. 1. Examples of laboratory and technical aesthetics of Art&Science projects.
1) The Semi-Living Worry Dolls (SymbioticA, 2000). Photo by Tissue Culture and Art Project;
2) Tiger Penis Project (Kuang-Yi Ku, 2018). Photo by Jian Da Huang;
3) Guest (Dmitry Morozov (::vtol::), 2019). Photo by Daniil Primak, Vadim Martynenko;
4) Inspiration (Sasa Spacal, 2018). Photo by Miha Godec, Sasa Spa®

8 MicTouHuKM n3obpaxeHus cm. / See the image sources: 1) https://www.symbiotica.uwa.edu.au;

HAYKA TENEBUAEHMA 19 (3), 2023 53 THE ART AND SCIENCE OF TELEVISION



NabopaTopHO-TeXHUYeCKas 3CTeTMKa Yalle 060CHOBaHa, MOCKOAbKY IKCMOHM-
pyemble TeXHUYeCKne yCTPOMCTBa HeobxoauMbl AN ocyllecTBneHus (Mnu Boc-
NPOM3BO/CTBA) NPOEKTOB. BOT HecKkonbKko npumMepos. B 2000 roay Ha decTunBane
Ars Electronica aBCTpanuiickas Hay4HO-XyAOXeCTBEHHas nabopaTtopws SymbioticA
(OpoH KatTc, MoHat Lypp, Main beH-Apu) nokasana npoekt The Semi-living Worry
Dolls®, B KOTOpPOM BRepBble 3KCMOHMPOBANWCH «MONYXKMBbIE» CKYNbNTYPbl. 3TO
KYK/bl, BbIPALLEHHbIE U3 KNETOK KOXU, MbIWL, 1 KOCTEN B BropeakTope Ha pas-
naraeMoi NoNMMEpHOR MaTpuLe 1 3aTeM CLUMTbIE XUPYPrUYECKUMU HUTKAMU.
[ns nopgaepxaHus Ux cocTosHns Tpebosanack nabopaTopHas ocHacTka. CKynb-
NTYpbl OTCbINANN K rBaTEMaNbCKUM «KyKaMm BecrnoKonCcTBa», KOTOPbIM AETH Mo
BeYepaM MOT/W HallenTbiBaTb CBOM TPEBOIYM. TO e camoe npeanaranoch caenars
M NOCETUTENSM: Kaxdas Kykna cnewlyanisnpoBanach Ha KOHKPETHON TpeBore —
0 NIOAsAX, BEPSLLMX B aDCONKOTHYIO MCTUHY, 310ynoTpebneHsx BUOTEXHONOr UMY,
KanuTanusme, eBreHunke, pegaktnposanuv AHK v T.4.

B npoekTe In Posse (2020)* xynoxHuua WapnotTa xapswc v buonor Cio-
3aHHa fe Coy3a Jlonec v3 MegnuUMHCKOro LeHTpa /lelMaeHCKoro yHmuBepcuTeTa
CO3/aBanu crnepmaTo30u/bl ¥ CNEPMONa3My 13 KNETOK EHCKOro Tena. 3To Tpe-
60BanNo BbICOKOTEXHONOTMYHOM NabopaTopuy 1 CTano BO3MOXHO bnarogaps v3o-
bpeTeHnto HCTpyMeHTa peaakTupoBaHus AHK CRISPR/Cas9 v oTKpbITUIO Nepe-
NPOrpamMMrpPOBaHUst 3pefbix KNETOK B MIHOPUMOTEHTHbIE.

B cBoW o4epefp, cnoBeHckas xygoxHuua Cawa Cnavanb B COTpYAHMYeE-
CTBe C 6MonoramMu 1 VHxXeHepamy CO3AaeT B ranepesix CI0XKHbIe MHCTANNSUMM Ha
OCHOBe N12ab0paToOpHOro 1 MeanUMHCKOro obopynosaHus. OHa MoaenupyeT unm
BOCMPOW3BOAMT MnaHeTapHble MeTabonuyeckne NpoLEecch MeXxay YenoBeKoM,
APYrMMU OpraHv3Mamin U MUHepanbHbIMK areHTamy, 4Tobbl TemMaTu3npoBaTh
nocTyenoBeveckoe B HBMOMONUTUKE U HEKPOMONUTUKE HACTOSWErO BPEMEHMU.
Hanpumep, Inspiration (2018)" — 3To AbixaTenbHas CTaHUMs, KOTopas noaaet
Yyepes pecnmpaTopHble MacKK BO3MyX, 000ralleHHbI NOYBEHHbIMU BaKTepUSIMY
Mycobacterium vaccae. 3Tv bakTepun paboTatoT Kak aHTUAeNnpeccaHTsl, NOBbI-
watoline ypoBeHb CepoToHMHA. (Cnavant OTMeYaeT, YTO OHU NPUTYNASIOT IMO-
UMM, B TOM YMCE POMAHTUYECKYIO BMOBNEHHOCTb B APYIOro YenoBeKa, OTKpPbIBast
NyTb 4715 MHbIX BUAOB NHOOBY, B TOM YMC/Ee K HeYenosekam.) [pn 3TOM BO3yx pac-
NpefenseTcs Mexay NoceTuTens Mm HepaBHOMepHo. Koraa fblxaHne CTaHOBUTCS
TEXHWUYECKY OMnocpeoBaHHbIM, BCTAET BOMPOC O TOM, KTO KOHTPOMPYET TEXHUKY,
HacbllLeHVe 1 pacnpefeneHune BO3ayxa — KTO 3a[aeT PUTM M Ka4eCTBO AbIXxaHns?

2) https://www.kukuangyi.com/tiger-penis-project.html; 3) https://vtol.cc/filter/works/guest;
4) https://www.agapea.si/en/projects/inspiration (26.07.2023).

°Cm.: URL: https://tcaproject.net/portfolio/worry-dolls/ (26.07.2023).

10 Cwm.: URL: https://cjarvis.com/in-posse/ (26.07.2023).

1 Cm.: URL: https://projectinspiration.home.blog/ (26.07.2023).
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MpoekT Guest (2019)*, yacTb «[€0NOrMYECKOn TPUNOTUM» POCCUIACKOTO
XynoxHUKa [Amutpus Mopo3sosa (:vtol:), — 3TO TexHONoru4yHas MHCTanAaUus
13 Tpex pobOTHU3MPOBAHHbIX MEXaHM3MOB, NOCBSLLEHHas NageHnto CUXOTI-ANVH-
CKOro MeTeopuTa B [1prMOpCcKoM Kpae B 1947 rogy. OHa UMKNNYECKM BOCNPOU3BO-
AWT 3TO COBbITME® 1 NpeobpasyeT 3Tanbl JaHHOTO LMKNa B M300paxeHue 1 3ByK.
MHcTannsums coopyxanacb U B 3KCMO3WUMOHHBIX MPOCTPAHCTBAX, ¥ B KpaTepe
CuXOT3-ANNHCKOIo MeTeopuTa.

[ns MCKycCTBa NepeynCieHHbIX XYAOXKHUKOB U XyLAOKHWL, 1abopaTopHO-
TexHu4yecKoe 006OpyLOBaHME HEOOXOAMMO TaK e, KaK, CKaxeM, Buaeokamepa
1 3KPaH HYXHbI B BUAeO-apTe. IHoraa yaaeTcs yeTpouTh hyHKLUMOHMPYIOWLYHO Na-
HopaToOPHYIO YCTAHOBKY B CTEHax ranepeu. MiHoraa 3To HEBO3MOXKHO, 1 pe3ynbsTaTt
(M/mnn ero fOKyMEHTaLMS), HEOBXOAVMBIN AN NPOEKTa, NoayYaeTcs B nabopaTo-
pUK, a 3aTeM NEPEHOCKTCS B ranepeto BMecTe ¢ 1abopaTopHbiM 000pYLOBaHNEM,
Tenepb yXxe UrparoLLyM ponb AeKopaLlmn.

B apyrvx cnyyasx nabopaTopHO-TEXHMYECKas 3CTeTHKa He obycnosneHa
NabopaTopPHbLIM NPOUCXOXKAEHNEM NPoeKTa. TaK, TaBaHbCKUI XyAOKHUK KyaHr-1
Ky vcnonb3oBan nabopatopHyto 3CTETUKY NPV S3KCMOHUMPOBAHWUW MPOHUYECKOTO
npoekta Tiger Penis Project (2019)*. B 3ToM NpoeKTe OH cO3aaBan 13 OPTOAOHTU-
4ECKOM CMOMbI PEANNCTUYHBIE CKYbNTYPHblE 0OBEKTLI, HANMOMUHAIOLWMe OpraHbi
KUBOTHBIX, I Npeanaran roToBUTb U3 HUX 1 U3 TpaB Npenapar, yayyLwatounii no-
TeHUMto. 3TOT BoobpaxaeMblit npenapat Obin NPU3BaH 3aMEeHUTL NeKapcTBa Ku-
TalCKON HapOAHOW MeanLMHbI, N5 NTPUTOTOBNEHNS KOTOPLIX CTPebAatoTCs pea-
Kue BU/bI KMBOTHbIX, aCCOLMMUPYIOLLMECS B KUTANCKOW KyNbTYPe C MYyXCKOW CUMON.
MpuaymMaHHas UM MHCTanAsUMs B 1abopaToOpHOM CTUAe — rMnoTesa, Kak Morna
6bl BbITASAETL NabopaTopus BronevaTu TakvMx OpraHoB, ecnu bbl BONNOTUAACH
B XKM3Hb.

MpoekTbl A&S, ncnonbaytoline NabopaTOPHO-TEXHUYECKYIO 3ICTETUKY, MO
CYTW, NPEbABASIOT 3PUTENIO NpeXde 8Ce20 Camy TEXHOHAYYHY MHDPaCTPYKTYPY,
KoTOopasi, C TOYKM 3peHus STS, OCyLecTBASET NPUPOAY, @ 3aTeM YXKe ¥ Nprpoay B
BMAE KNETOK, MOMEKY/, XUMUYECKMX COEAVNHEHWI, SBNEHWA MarHeTu3Ma 1 T.4. Ha
YPOBHe TeXHOHAYy4YHOro MeAMymMa — ecii He MPOBaNMBaTbCs CKBO3b €ro «MoBepX-
HOCTb» B OXMAaeMoe NPOCTPAHCTBO aBTOHOMHOM NPUPOALI — 3[eCb NPOUCXOANT
He YMCTbIN aKT NpefCcTaBNeHVS NPUPOAHbIX BELLEN, a NPeACTaBNEHVE NPeacTaBe-
HWSi: paCKPbITUE MaTepuanbHO-AVCKYPCUBHOIO YCNOBUS BOIMOXHOCTU NPYPOAbI.

12 Cm.: URL: https://vtol.cc/filter/works/guest (26.07.2023).

¥ HarpeBaHue 0CKO/IKa METaNNMYECKOro METeOpHMTa 40 TeMnepaTypbl Nafatollero MeTeopumTa
B BEPXHWX CNOSIX aTMOCHEPbI — NOTEPS MM MArHUTHbIX CBOMCTB — OTMarHW4MBaHme oT MaHw-
nynaTopa 1 NafeHue — ocTbiBaHWe — BO3BPALieHMEe MarHWTHbIX CBOMCTB — NpuUMarHuynBa-
HWE K MaHUNYAATOPY W HarpeBaHue.

¥ Cm:  URL:  https://www.dezeen.com/2018/10/15/tiger-penis-project-chinese-medicine-
synthetic-biology-kuang-yi-ku-design/ (26.07.2023).
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Ecnu mexHoHayka — 3mo  ocywecmeasneHue npupooHeix peanud, mo
Art&Science — smo ocywjecmesneHue camoli MexHOHAyKU KaK ocywjecmensiowjel
NpUPOOHbIE peanuu cemu, ee UCNoAHeHUe, NnepiopMaHc. Takoe ocyllecTse-
HUe MOXET MPUHMMATb pasHyto hopMy — OT ByKBanbHOrO BOCMPOU3BOACTBA [0
VIPOHWYECKOrO pasbirpbiBaHMs U NapoamnpoBaHus. A&S — 3T0 ynpaxHeHue B Co-
BPEMEHHOM aMnupuyeckoi MeTaduanke, KoTopas y4nUTbIBAET YypoKuM STS v nocT-
CTPYKTYpanv3ma: npenmMyLecTBeHHbIV Cnocob ObiTb B MMpe aHTponoLeHa — HbiTb
OCYLLECTBASEMbIM CETIMU TEXHOHAYYHbIX MPAKTUK. B 3TOM cMbicne A&S — pe3Hak-
TMEHT TEXHOHAY4YHOIO KOHCTPYMPOBAHUS COBPEMEHHOTO MUPa.

VicnonHeHue TexHoHayku B A&S — Ha nosepxHocmu, 3To ByKBanbHO NepBeoe,
4TO BMAWT 3puTens. OQHAKO OHO Yallle OCTaeTCst A5 HEero HeBMAMMbBIM NMOLOGHO
CTeK/y B OKHe, B KOTOPOM Yxe BuaHeeTcs npupoda. CpabaTbiBatoT y3HaBaeMble
06pa3sbl U HappaTuBbl 1abOPaTOPHOCTM W HAYYHOCTH, KOTOPbIE acCoOLMMPYHOTCS
C NPOPBLIBOM HayKW K Camoli Npupoae U Npon3BoaaT 3hdeKT peanncTUiHOCTL 1
[OCTOBEPHOCTH. [0 CyTM e B NpoeKTax A&S NprpoaHble peanuy BO3BpaLLatoTCs
B CLeHOrpaduio YCNOBWIA VX OCYLLECTBAEHNS, NPOV3BOACTBA TEXHOHAYKOM. Moka
Mbl YAEPKMBaEM BO BHUMaHVIE TEXHOHAYKY KaK OCYLLeCTBASIOWMIA NPUPOAY Meau-
yM, HE NO3BONSAS CTEPETb €€ NPOAYKTVBHOCTb, HE COBEPLIAETCS ¥ TOT HaTypanu3u-
PYIOLLMIA MOBOPOT, KOTOPbIN NpefaeT ee 3a6BEHMIO U NpeBpallaeT pesynsraT uc-
CNnefoBaHvs B NPUYMHY. He3aBUCUMMO OT HaMepeHUit XyAOXHUKOB B KOHKPETHBbIX
NpOoeKTax 3TO UCKYCCTBO MOXET BO3BpallaTb NpUpoae (M MHOrAa TeXHUKE) ycno-
BYIS ee POXKAEHMS U CYLIeCTBOBaHWS, TO €CTb BCHO TY PA3HOPOAHYIO TEXHOHAYYHYHO
CeTb, KOTOpast HyXHa N5 ee OCYLLeCTBNEHMS. TaknuM 06pa3oM MOXeET MpPOUCXO-
AWTb AeHaTypanv3v3aums npupodbl. Tak MoHsTas n1abopaTopHO-TeXHMYecKas
acTeTrKa A&S SBASeTCA MOCTIYMaHUCTUYECKOMN.

MOCTITYMAHUCTUYECKOE TE/10 B ART&SCIENCE

Y)Ke No NpUBEAEHHBIM MpUMepaM BUAHO, YTO TeNo — OfHa 13 MarucTpans-
Hbix Tem A&S, a bnarofaps o4epyeHHOW 3CTeTUKe 3TO UCKYCCTBO, ObHapyxmMBas
cebs B opbuTe MOCTTYMaHUCTMYECKOM NpobaemaTn3aummn, MoxeT HbiTb HoraTbiM
VCTOYHMKOM NOCTIYMAHWCTUYECKMX 06Pa30B TeNecHOCTH. ICMonHss TexHoHaykKy,
A&S 0f|HOBPEMEHHO MOXET BOCMPOW3BOAMTL TO, KaK TeXHOHayKa OcCyllecTBAseT
Tena, YenoBeyecKye 1 HeyenoBeyecKye, OTKPbLIBAs 3Ty peanmio A5 XyAoKeCTBeH-
HOro OCBOEHUS, OBCYKAEHUS U KPUTUKN.

Kakune Tembl MOTYT 00CYXAaTbCs B 3TOM KOHTEKCTe? TpnBeaemM HeKoTopble
npumMepsl. Bo-nepBbix, npobnemaTuka epaxuysl Tena. [ae oHo 3akaHumsaetcs? Co-
BMafaeT n ero ursnyeckas rpaHmla ¢ GyHKUMOHaNbHOW, BUAMMOW, Nepexmnsae-
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MOV VNIM 3K3NCTEHUMANbHON rpaHnLamMm? Hackonbko rpaHyila Tena npoHuuaema
v TpaHchopmmpyema (1o, Mon, 2017)? Kakyto ponb TEXHONOT UM UTPatoT B yCTaHOB-
NEHUV 1 NOAJEePIKaHNM 3TON rpaHuLbl? TTOHMMATb W TENO Kak aBTOHOMHYIO Belllb,
BNIOXEHHYI0 B Cpefy, MNn Kak NPOAyKT Cpefibl, CETb UK COOPKY, N0 OTHOWEHUIO
K KOTOPOMY MOHSTVE XECTKOW rpaHuLibl TepsieT CMbICn? SIBASETCS 11 Teo ayTono-
3TUYECKOM CUCTEMOW UV CUMMNO3TUYECKUM 00pa30BaHmMeM, He CNOCOBHbBIM Cylie-
CTBOBaTb 63 Apyrux Ten BHyTpu v BHe cebs (Xapayai, 2020, c. 51-132)?

Bo-BTOPbIX, KaK MOHWMATb NPUHUMMUANBHYI0 26Mepo2eHHOCMb Tena, B Co-
CTaB KOTOPOTO BXOAWT MHOXECTBO ViHbIX OPraHU3MOB 1 KOTOPOE 3aBUCHUT OT MHO-
eCTBa «BHELWHUX» NPOLeccoB U hakTopos? Kakne 13 Moaenei equHcTea v MHO-
XKECTBEHHOCTW NpuMeHuMbl (Mon, 2017)?

HakoHeL, kak COOTHOCATCS B Tefe eCTECTBEHHOE U UCKYCCTBEHHO., flaHHOoe
W n3MeHsiemMoe? SBASIOTCS N1, CKAaXKeM, TENECHbIe TPaHuLbl, PEXUMbI DyHKLMO-
HUPOBAHUS, XMMUYECKIMIA COCTAB TONbKO eCTECTBEHHO AaHHbIMU, UIW OHU TaKxe
UCTOPUYECKNI NPOAYKT MHOrOOBPa3HbIX KOHCTPYMPOBAHMIA CO CTOPOHbI Cpefpbl,
06U|eCTBa, TEXHOHAYKW, BNacTh 1 T.4.7 [IpyruMu CnoBamu, He SBASETCs 1 Teno
8ce20a He3a8EPLUEHHbIM NPOAYKTOM PA3HOPOAHbIX NPAKTUK KaK OHTONOMMYECKMY,
Tak 1 anucTemonornyeckn (Mon, 2017; bapag, 2018, c. 68-78)? Ho B TakoM cnyyae
KaK 3adaloTcs U Yem NOAAePHKMBAIOTCS HOPMATHBHbIE 00Pa3sbl OCYLLECTBASEMbIX
Ten, Kak n3obpeTeHne HopMbl MeHseT obpalleHne ¢ Tenom (bpanaoTtn, 2022)? Ka-
KOBbI anbTepPHaTVBbI HOpME?

CnoBoM, BONPOC O Tene — 3T0 BO MHOMOM BOMPOC O Tex Gopmax 3HaHus
M NPaKTUK, B KOTOPbIX OHO OCYWIECTBASETCS, U 06 WX KOHKypeHuuu. 3Tu dop-
Mbl, CErofiHs NPenMyL|eCTBeHHO TeXHOHay4Hble, BoNoLwwaoTcs B Tene (embodi-
ment — 3To npexae Bcero technoscientific embodiment) n CKpbIBAIOTCA B Hew,
Byay4m BOCMPUYHMMAEMbI KaK eCTeCTBEHHbIE, HE0OXOAVMbIE U eAVHCTBEHHO BO3-
MOXHbIE.

TexHOHayka HeBUAMMO MPUCYTCTBYET M paboTaeT Bctoay (Shapin, 2016),
v Npex/ae Bcero B Tene. TexHOoHay4 Hble 3HaHUs 1 NPAKTUKK UCNO/I63YI0MCs Cambl-
MV Pa3HbIMK VHCTAHUMSAMK B Pa3HbIX MaclwiTabax U KOHTEKCTax anst hopmupo-
BaHWS 1 yNpaBneHus Tenamu, X Xun3Hblo, CeKCYanbHOCTbIO, MPOAYKTUBHOCTbIO,
nepemeuleHnaMu. OHW UCNONB3YIOTCS B 0BOCHOBAHWN 1 ONPaBAaHnm NoanTuYe-
CKUX W KYNBTYPHbIX IUCKYPCOB O TeNax 1 NoBeAeHWn, U 3a4acTyto 3TO HOCUT Xa-
pakTep 3/10ynompebneHus. Hanpumep, 13 TexHOHay4YHbIX 00Pa3oB Tena BbIBOAST-
Csl MOparnbHble CNeCTBUS, HAaBsA3bIBaOWME VHAMBKAAM TO WA MHOE NOBeaeHue
v BbibopbI (Daston, 2019).

A&S MOXET BHOCUTb BK/a/ B MPEOAONEHNE U HEBUAMMOCTU TEXHOHAYKM, U
3n10ynoTpebnennii et. ECv coOBpeMEHHOe MCKYCCTBO CO3AaeT anbTepHATUBHbIE
MMPbI, 4TOObI NOAKMNIOYATHCS K PeansHOCTH, TO A&S € TOM e Lenbio MOXET BO-
0bpaxaTb ansTepHaTUBHbIE NPUPOLbI, TEXHUKU 1 TeNa — B TOM YWCe TaKue, Ko-
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Topble BeayT K 6onee cnpaBeanvBbiM 06LIECTBaM. IcTeTHKa A&S, 06BEKTMBUPYS
NPOM3BOAUTENBHOCTL Science, NO3BONSET YBUAETD, KaK OCYLLECTBNSETCS TENO B
KayecTBe 4acTu Npupoabl 1 obuiecTsa. B cBoto ovepenb, Art CBOe HeyTunuTap-
HOCTbIO 11 CBOBOAHON WUIrPOIA BOOBPaxeHWs MOrNo Obl BBOAUTL pethNeKCHBHYIO
AVCTaHLUMIO NO OTHOLWEHWIO K MPOM3BOACTBY TeNa TEXHOHAYKOW 1 cnocobam ero
COUMANbHO-MONUTUHECKOTO CMOB30BAHNS.

CMNOCOBbI TEMATU3ALINN TENA B ART&SCIENCE

B 3ToM pa3fene Mbl 0bcyanm Tpu cnocoba paboTbl C TeNeCHOCTbI0 B A&S
VI MOKaxeM ellle OAHO OCHOBaHMWe s CONMXeHUs 3TOro 1CKycCTBa C NoCTryma-
HMU3MOM: MHOTWe NPoeKTbl A&S pa3aenstoT crneunduyeckyto 3CTETUKY NoCTYeno-
BEYECKOro.

MepBbIii cNOCcob 0bpaLieHns K TeNeCHOCT — NPome3uposaHue Vnu B Le-
NIOM TexHUYecKoe pacllMpeHue Tena, KoTopoe MOXET BbiTb Kak KOMMeHCHpyio-
WM, TaK ¥ AONONHSIOLMM. ITO 3DPEKTHBIN 1 IDDEKTUBHBIN XyAOKECTBEHHbIN
npvieM, NOMOraloLMin feHaTypanu3npoBaTb Teno, NoKasas CyWHOCTHYIO Hefo-
ONpefeneHHoOCTb ero rpaHunL 1 CKpLITOe faBneHne HOpMbI, BOCMIPUHMMAEMON Kak
HEYTO ecTeCcTBEHHOe. Y)Ke paHHVe KaHOHWMYecKMe npuMepsl TEXHONOMMYECKoro
MCKYCCTBa, HanpuMep, npoekTsl Ctenapka v OP/TAH, npu nomoLm npoTesnpoBsa-
HUS TEMATU3MPYIOT, C OAHOW CTOPOHBI, TEXHONOTMYECKOe NepeonpeaeneHye rpa-
HWL, ¥ BO3MOXHOCTEN Tena, C ApYyroi — crnocobbl MPUMEHEHVS TEXHONOTUIA K Teny
VI UX CNeACTBUS.

TexHWYeckve TpaHchopMaL v Tena Nopoii bbiBanu HenpegckasyembiMmu no
CBOWM pe3ynsraTam 1 4acTo HeraTUBHLIMY, MO3TOMY NOAe HeonpeaeneHHOCTH Ha
CTbIKe TEXHWKM W TeNecHOCTU BCerfa NpuBAeKano BH1MaHMe Yenoseka. Tak, co-
BpEMEHHbIE XYAOKHVIKM CTPEMUANCH Npefyrafgath cueHapuu TpaHchopmalmm
Tena HOBbIMU TEXHONOTUAMM, IKCMEPUMEHTUPYS C X MPUMeHeHVeM. B Havane
XX BeKa, C pacnpocTpaHeHneM 3nekTpudurKaLmm dyTypuct Guannno MapuHeTTy
Cpasy xe caenan cebe rancTyk ¢ 1aMNOYKOK, No3aHee NOSBUACS OaneT, rae B Ko-
CTIOMax TaHLOBLUML, BbIAK 3aKpeneHbl 3NeKTpUYecKme naMmnoYKku, a ACyko TaHaka
3 ANOHCKOV rpynnbl «[yTal» caenana cebe Lenoe nnatbe U3 Namn HakanMBaHms
(Electric dress, 1956). Koraa cTanu aocTynHbl Tenesm3opsl, Ham DkyH Maiik cpasy
e caienan U3 HUx brocTranTep v Hafen ero Ha CBOK MOAPYTY U BUONOHYEANCTKY
WapnoTTy Myp™maH (TV Bra for Living Sculpture, 1969). Korga ctana 4ocTynHa pagu-
03N1eKTPOHMKa, KwnwTod Boamyko cospan yCTPOMCTBO, KOTOpoe npefgHa3Hada-
N10Cb /15 HOWeHWs Ha rof0Be ¥ FeHepupOoBano aHaNoroBbI 3BYK, CAIbILHbIV TOMb-
KO HOCUTENtO YCTPOWCTBa Yepes creumansHble HaywHukK (Personal Instrument,
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1969). B 3TOM NpoeKTe XyAOKHUK KPUTUYECKM OCMBICASN aBTOPUTAPHYIO NONMb-
CKYyt0 MONUTUKY U LeH3YPY TOro BpeMeHH. [10 Mepe pa3BuTUS TeXHONOrniA poboTo-
TEXHVIKM OHWM 3aVMCTBOBANMCH MCKYCCTBOM: B 1998 roaly B [ambypre 6bin Bnepsble
NOKa3aH 3HaMeHUTbI NephopMaHC aBCTPaANMIACKOrO XyaoxHNKa CTenapka ¢ Le-
CTUHOTUM NHEBMAaTUYECKMM 3K30CKeneToM (Exoskeleton, 1998). To Mepe pa3BuTyS
H6roTeXHONOTNIA NOSBUACS B1MO-apT, KOTOPbIV NpUobpen MHOXeCTBO GOpM B 3a-
BMCVMOCTY OT TOTO, K KaKuMM MaTepuanam, MeToankam 1nu nogxopam npviberanm
XYOOXHUKM: reHHas nHxeHepus (feccept, 2006), TexHonornu 3anucu nHhopma-
UMK Ha Bruonoruyeckue Hocutenu (wet media, «<BnaxHole» TEXHONOTMK), KNOHUPO-
BaHMWe, TKaHeBas MHXeHepus Ans «NoayxunBbix» opraHnamos (Llypp, 2006). Mpu-
Mepbl NOA0OHbIX MPOEKTOB Mbl MPUBOAMAN PaHee.

BTopoi cnocob — nomMecTuTb Teno B CUTyaLmMto NONOMKM, BOne3Hn unm
€603, 4TOObI BbICBETUTb €0 YCTPOUCTBO (BMONOrMYeCcKoe, TEXHUYECKOE, CoLManb-
HOE UM NOAUTUYECKOE), OBHAPYKUTb «CAENAHHOCTb» 1 MPOU3BOBHOCTL B TOM,
YTO CHUTANOCh eCTECTBEHHbIM 1 HeM36EXHbIM. [1o10MKa UK CHOI HapyLatoT BOC-
NPOM3BOAMMbIE B HOPMaNbHOW CUTYaUMy CBA3M 1 BbIBOAST WX Ha NEPBbIA NAaH.
Tak, OHW PACKPbLIBAIOT HE TONBKO CeTb (DOPMUPYIOLLMX 1 MOAAEPKMBAIOLLYX TENO
aKTOpOB (HanpvMep, Te U ViHble TEXHUKW, NPenapaTsl), HO U ero MecTo B COLUM-
anbHOM Mofe, HeNporoBaprBaemble 1 HesiBHble MPEANOCHITKY OTHOWEHWS 0bLLe-
CTBa K Teny TOro UAM MHOTO TUNa unu hopMbl, B TOM Yncae 3M6n13M.

3TOT cnocob TemaTn3aumm Tena 4acTo COYeTaeTCs C paclvpeHnem Tena
B nepdopmMaTUBHOM UCKYCCTBe 1 TaHLUe. PaboTa Mapko [JoHHapyMmbl Corpus Nil
(2016)* — nepchopMaHC AN 4enoBeYecKoro Tena 1 NCKYCCTBEHHOIO MHTeNeKTa.
Ha cueHe Mbl BUAMM 0OHaxeHHOe Teno nepdopmepa v 4acTy MalWMHHOTO NHTep-
beiica. ToueyHas AvHaMuYeckas NoACBETKa BbIXBATbIBAET U3 TEMHOTbI (DparMeHTbl
Tena, annapaTHOoro v NPorpaMMHOro obecneveHms. aTymkm cokpalleHns Mol
NPVIKPEenaeHHble K pyKam 1 Horam nepdopmepa, perucTpupytoT v nepefatoT Ma-
WWHe flaHHbIE O er0 ABVIKEHWM, aNTOPUTM PearnpyeT Ha HUX 3BYKOM 1 CBETOM. bu1o-
NOTUYeCcKMe CUrHanbl Tefa BAVSIOT Ha BbIOOP MaLMHbI, HO He MOTYT yNpaBnsTh ee
AENCTBMSMU. 3BYKOBOE 1 BM3YabHOE CONPOBOXAEHMe NnepdopMaHca, co3aasae-
MOe anroprvTMOM, B CBOIO OYepeflb, BAMSIeT Ha BOCNPUSTHE U MOTOPUKY nepdop-
Mepa, 0bpa3ys neTnto obpaTHoW cBA3U. [loHHapyMMa YTBEPIHAAET, YTO HECMOTPS
Ha CBsi3b C YeIOBEYECKMM TeOM, MallliHa aBTOHOMHa, 1 cama BblbupaeT, Kak pe-
armpoBaTh Ha ABVIKEHMWS UCMIONHUTENS. HaM e BaXXHO 3CTETUYECKOe 13MepeHie
3TOW paboTbl: CO3AaETCS CLEHA, HANONHEHHas 60/bto, KOHBYNbCUSMMU (MHTEPECHO,
4TO NepchopmMep Aaxe He ABUTAeTCs NO CLEHe, Mbl He BUAMM ero niia) B CONpoBo-
XOEHWUM COOTBETCTBYIOLLErO CayHAa. 34eCh HEBO3MOXKHO OMPefenunTh, KTO Cybbek-
TeH: YenoBeK UM MalunHa. KaxeTcs, 4To MalllHa My4aeT YenoBeKa, NOAKMOuMB

¥ Cwm.: URL: https://marcodonnarumma.com/works/corpus-nil/ (26.07.2023).
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K HeMy CBOM MPOBOAA, UCKAKAET ero MpwvBbIYHbIA CNOCOO ABUTaThCA U dyHK-
UMoHMpoBaTh. NepdopmaHc [oHHapyMMbl CTaBUT Mof BONPOC CyOBEKTHOCTb
YesoBeKa B OTHOLIEHNM TEXHWKM B LIeNOM: OH NIV aBTOP ¥ pacnopsanTens npef-
NONOXNTENBHO CYryb0 MYHKUMOHANBHOM CETU TEXHWKI WAV e OHa CBOEN TpaHC-
(hOPMaTMBHOCTBIO A@BHO Yy)Ke eC/v He NOAUVIHMAG €0, TO CAieNana Nlllb OAHUM 13
CBOVIX NTPe0bpasyemblX NeMEHTOB, UHCTPYMEHTOM CBOEI 3BOMOLMI?

TpeTuii cnocob cenatb TeNo NPOCTPaHCTBOM /151 XYA0KECTBEHHOTO BbICKa-
3bIBaHNS — BbIYEPKHYTb €70 U3 CUCTEMbI CBA3EI, NPEACTaBMB €10 B Ka4ecTBe He-
BUAMMOTO MKW OTCYTCTBYOWeEro. OH AenaeT Teno pasnnynumMbiM MMEHHO Ha hoHe
CBOEro OTCYTCTBYS, OCTPaHSAs €ro NPUBbIYHOE MECTO Vi CBSA3U. ITO HEObs3aTeNbHO
[O/MKHO BbITh UCKIOYEHME Ha MAaTepUanbHOM UK Gr3nNYecKoM YpoBHe, Hanpw-
Mep, NycToe MecTo 6e3 Tena. Takxe BO3MOXHA NPYOCTAHOBKA €ro NpUBbIYHOMO
03HaYMBaHUs, BEyLLast K OCTPAHEHWIO TeNa, ero Hey3HaBaHWio 1, Kak CrefcTBue,
HEOBXOAMMOCTY Y3HATb €ro 3aHOBO, BO3MOXHO, 0OHaPYXMB HOBbIE aCMeKTbI.

Tak, Teno ncyesaet B npoekTte Labor (2021)' Mona BaHyca, TemMaTnampyto-
liemM CBA3KY Tpyaa M Tena ¢ NOCTryMaHUCTUYECKON TOUKM 3penns. Labor — 370
camoperynvpytoliascs crctema 13 Tpex CTEeKAsiHHbIX GUOPeaKTopoB, KoTopas
NPOV3BOAMT 3anax nota. Mbl BUAMM cuctemy 3chheKTHO NOACBEYEHHbIX TeXHONO-
MMYECKMX YCTaHOBOK, hyTHONKY B CTEKASHHOM KONBE 1 YyBCTBYEM MHTEHCUBHbIN
3anax noTa, Kak ecn Bbl 3eChb 1 Celtyac «TpyAUIUCh B NOTE LA CBOEro» HeBu-
avMble noau (puc. 2).

16 Cm. URL: https://ars.electronica.art/outofthebox/en/labory.
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Puc. 2. Non BaHyc, Labor, 2021. doto: Tullis Johnson
Fig. 2. Labor (Paul Vanouse, 2021). Photo by Tullis Johnson*"

OpHaKo HUKaKue Moan 34eck He TPYASTCS U He NOoTeloT. 3a HMx paboTatoT
HaKTepun: B GB1OpeaKTopax VHKYOUPYHOTCS Te WX BUAbl, KOTOPbIE CBOEN KI3HE-
AEeATENbHOCTBIO B YENOBEYECKOM Tefle MPOW3BOAST 3anax nota: Staphylococcus
epidermidis, Corynebacterium xerosis 1 Propionibacterium avidum. OHu meTabo-
NM3UPYIOT NPOCTblE Caxapa v CO3AaloT 3anax, KoTOPbIii B 3aNafHOM KynbType NCTo-
PUYECKY accoUmnvpyeTcst C hU3nYecKriM TPYLOM YenoBeKa U 0b1afaeT HEBbICOKMM
COUManbHbIM CTaTyCOM, A@xe CTaHOBSCb MPeaMeTOM CThia U COKpbITVS. Mepen
XYAOXKHMUKOM CTOSIIa HEMPOCTast TEXHMYECKas 3aaada — BOCNPOM3BECTH B H1O-
peaKTopax yC/I0BUs Hel0BEYECKOro Tena, 4Tobbl 6akTepyn MO PasMHOKATbCS
M CO3[1aBaTh KaK MOXHO Honee CNbHbBIN 3anax — CBOEro PoAa 0/bdaKTOPHbI
npu3pak OTCYTCTBYIOLLErO Tena Yenoseka. OHO, TakvM 0Bpa3oM, NpUCyTCTBYeT
yepes 3anax noTa v OfeXay, CONETaHNE KOTOPbIX BbIMSANT HECyYaiHbIM. B 3a-
NafiHOM KyNbType ofexaa CUMBONMYECKMN CBA3aHa C TPYAOM, MOCKO/bKY B XPUCTH-
aHCTBE CNeACTBYEM rPEXOnafieH s CTan CTbla HaroTbl, a CIEACTBMEM U3MHAHVIA U3
pas — TpyM B NoTe Anua.

MpoeKT BaHyca, MCMONHsS TEXHOHaYKy, CMAETaeT BOKPYr TPyAa Kak Mex-
BWOBOI [1esTeNbHOCTU Pa3HOPOAHYI0 MaTepuanbHO-AUCKYPCHBHYIO CeTb: G1o-
TEXHONOT UM, TPYAAWMECS BaKTepUn, O KOTOPbIX Mbl HUYEro He 3Hanu 6bl 6e3
TexHoHayKn, yTOONKY Kak apTedaKT YeNOBEYECKON KybTypbl 1 3anax noTa, Ha-
FPY)XXEHHbIN KyNbTYPHbBIMU 11 COLMaNnbHbIMK accoumaumnsmm. Mexay coupanbHbiM,
NPVPOAHBIM U KYNETYPHbIM YEN0BEK UCMaPSETCs 3anaxoM noTa — 0CTaeTcst TOMb-
KO pa3HOpOAHas CETb.

" YIcToYHUK v30bpaxerns cM. / See the image source: https://www.paulvanouse.com/labor.
html (26.07.2023).
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CaM XyJOXHVIK NOMeLLaeT CBO paboTy — ByKBaNbHO NOTOFOHKY — B KOH-
TeKCT NpobnemMaTuKkn Tpyaa 1 aKCNayaTaumm Ten, Ho paclumpsieT ee Ha NoCTryma-
HUCTMYeCKNA MaHep. OH YKa3biBaeT Ha TO, YTO 6eCYUCNeHHble MUKPOPraHU3Mbl
W TEeXHMYECKne YCTPOMCTBA «B MOTe N1La CBOEro» TPYAATCS Ha YenoBeKa B ero
Tene v B ero TeXHONOTMsX OT CaMbiX PEBHMX BPOe BPOXEHMS 10 COBPEMEHHbIX
npenapaToB 1 6KMOTONNMBA. bakTepny BKOYEHbI B KanUTaNUCTUYECKYHO TOHKY,
X XW3Hb 3KCMNYAaTUPYETCS 1 KOMMEpUVanv3npyeTcs, HO OCTaeTCst HeBUAVIMON.
[poeKT BaHyca nogcseymBaeTt 310. W Teno, n MaTepmnanbHOCTb KU3HEHHOTO MMPa
Yyenoseka AeHaTypanmn3npytoTcs U 06HAPYKMBAIOT BHYTPEHHIOK reTeporeHHOCTb
Y HeCnpaBeaMBOCTb: OHW OCHOBaHbl Ha CHMOMO3ax C HeYeNoBeYEeCKUM U Ha
3KCNNyaTaUMm HevenoBeyeckoro. Teno — ruraHTckas CMMBUOTMYECKas MHOro-
BMAOBAs CUCTEMA, OHO Pa3HOPOAHO (MHOTO BUAOB BHYTPU OHOMO BMAA) Y MHO-
XKECTBEHHO (MHOIO aKTOPOB BHYTPU OJHOTO aKTopa), a ero NPoHuLaeMble rpaHu-
Libl HE COBMAAAT C reHeTUYECKM 3afjaHHbIMU FpaHuLaMn 610N0rMYecKoro B1aa
Homo Sapiens. YenoBek aenervpyeT Tpya HevyenoBeyeckuM areHTam, U Tenepb
«MOT» — CUMBON UX Tpyaa. [N camoro e YenoBeka NoT NOCTeneHHo nepectaet
HbITb MapKEPOM PU3MYECKOrO TPy U 3aHATbIX B HEM COLManbHbIX FPyMm, HO CTa-
HOBMTCS CUMBO/IOM MPECTWIKHOTO NOTPebneHns v aaxe GeTUIN3VPYeTCs B Kaye-
CTBE NOTa UTHEC-3aN0B, B KOTOPbIX MPOMU3BOAAT COBPEMEHHOE aTNETUYHOE TeNo.

Kak BMAHO NO NpuBeaeHHbIM nprmMepam, A&S coNmxaeTcs ¢ NoCTryMaHm3-
MOM He TO/NbKO Yepe3 UCMoNHeHue TexHOHayKu. CBA3b MPOCAEXMBAETCS U CO
cneundUYecKoin 3CTETUKOWM NOCTHEN0BEYECKOTO, BO3HUKILIEN 334010 0 NOCTTY-
MaHM3Ma KaK TEOPETUYECKOTO TeYeHUs. [1ns Hee xapaKTepHbl «TexHOMMUMOoNornu,
KMBOPrnaHCcKMe TenecHoCTU 1 pu3omaTinyeckas TenecHas NnepdopmMaTnBHOCTb»
(®eppaHao, 2022a, c. 124). OTANYNTENbHbIE YepTbl TAKON 3CTETUKM, NPOWNMIO-
CTPUPOBaHHbIE MPUBEAEHHbIMU Bbille MPOEKTaMK, — IKCMEePUMEHTUPOBaHME
C rpaHuLaMu, reTepoOreHHOCTbIO M MPOTE3NPYEMOCTBIO TENECHOCTH, C NPOU3BO-
AAWMMUN ee TEXHUYECKUMM 1 PENPE3eHTaUMOHHbIMK NPOLEeccaMu, a TakKe Kpu-
TUYECKN-CNEeKYNATUBHOE Pa3BUTHE HAPPATUBOB O TENEeCHOCTU. Ecnu BepHO, YTO
CerofiHs TenecHoe BONMoLeHe — 3TO NPeXae BCero TeXHOHay4Hoe BOnnouleHve,
TO A&S HaxoamTCcst B 0OCOBEHHO yaayHol No3vumm Ansg npobneMaTisaummn nocTye-
NOBEYECKOro, HEOTAENMMOTO OT NPOAYKTUBHOCTM TEXHOHAYKN.

3AK/TFOMEHUE

Mbl 0bcyamnmn aBa OCHOBaHWs conmeHns A&S w nocTrymaHusma. Bo-
nepBblX, 4epe3 obuMiA AN HUX NPOBNEMHbIV y3en, CBA3aHHbINA C NPOAYKTUBHO-
CTbtO TEXHOHAYKM. [1OCTryMaHW3M KpUTWUYECKN TeMaTU3NpyeT TPaeKTopum v no-
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CNefCcTBYMS TOrO, KaK TEXHOHayKa NMpOW3BOAWT NPUPOAY v YenoBeka. A&S nHorga
pasfenseT 3Ty TemaTuKy, HO elle Yalle CBoel cneunduyeckorn nabopaTopHo-
TEXHUYECKOW MaTepranbHOCTbIO UCTIONHSET TEXHOHAYYHYIO CETb Yen0oBeYeCKMX
VI HEYENOBEYECKMX aKTOPOB, OCYLLECTBASIOLLYIO NPUPOAHbIE peanuu. Bo-BTopbIX,
oTyacTu Bnarofaps 3ToMy A&S B MpOeKTax O TenecHOCTU MOXeT npwvberaTb
K 3CTETVIKe MOCTYENOBEYECKOro, SBASIOLLENCS COCTAaBHOM YacTblo MOCTTYMaHW-
CTUYECKOW paMKU. 3TO MPOSBASETCS B Pa3BUTUM CNEKYNSTUBHBIX HAPPaTMBOB,
Pa3bATUM TENECHOCTY Ha reTePOreHHYH CeTb MPOU3BOASLLMX ee CBs3ell, aKTOPOB
v npoueccoB. 06a 3TV OCHOBaHWS CONVIKEHNS 06N3AAI0T KPUTUHECKMM NOTEHLUM-
anom, v, BencTBrTeNnbHO, A&S BbIBaeT COLUMANbHO-KPUTUHECKMM UCKYCCTBOM, HO
AVana3oH KPUTUKM MOXET BbiTb OrpaHuyeH, MOMUMO MPOYero, TEXHOHAYKOM Kak
Meanymom A&S 1 ee vpeonorvei. NoaToMy B 3aKMo4eHne Mbl 00CyaNM HEKOTO-
pble TPYAHOCTYW 0bpalieHns K NOCTTYMaHUCTUHECKON KPUTHIKE TeXHOHAYKM B A&S.

Bo-nepBbix, ecnu A&S — MCMONHEeHMe TEXHOHAYKK, TO YaCmMUYyHoe UCnon-
HEeHWe, MOCKOMbKY aKUEeHTUPYeT BHUMaHWe Ha ee MaTepuanbHO-TEXHWYECKOM
YCTPOWCTBE B yWiepb Hay4YHbIM PAa3HOTNACKSIM, @ TakKe AeNatoLLMM HayKy BO3SMOX-
HOW COUManbHbIM, MNONUTUYECKMM, IKOHOMUYECKAM U MHbIM OTHOWEHUAM. 3TK
KOHTEKCTbl — TO, KaK 0bLeCcTBO MPOM3BOAUT CaMy TEXHOHAYKY U MPOU3BOANTCS
€l0 — MOTYT BHOCUTBCS WMHbIMU CpPeacTBaMu: AVCKYPCUBHO UnW gobasneHnem
06beKTOB, He CBS3aHHbIX C TexHOHayKon (hyTbonka B npoekTe BaHyca). B npo-
TUBHOM C/ly4ae eCTb BEPOSITHOCTb OTKaTa K 'yMaHWCTUYECKMM NPeacTaBneHnsMm,
OfHUM 13 siiep KOTOPbIX BblNa aBTOHOMHasH HayKa Kak [AB/KeHWe YeNoBeYeCcKoro
pasyma K UCTHaMm 06 aBTOHOMHOM e Npupoae.

Bo-BTOpbIX, XyAOKECTBEHHAs NpaKTuKa B A&S TpebyeT akTUBHOIO y4acTus
YYeHbIX U MHXeHepOoB, 4To AenaeT Hbonee BepOSTHLIM NOsSbHOE OTHOWeHMe Xy-
LOXHMKA K TeXHOHayKe 1 ee aBTOpUTETY. TeM XyAOKHMKaM, KOTOpble HaxoAsTCs
BHYTPU MONS TEXHOHAYKM, CNOXKHO MOAHVMATb TeMbl, KOTOPble CTaBUAKN Obl NOA
BOMPOC COLMAnbHYIO U 3MUCTEMUYECKYIO aBTOHOMMIO 3TOMO MONS U AEMOHCTPY-
poBanun ero NPOHMLAEMOCTb, BKIIOYEHHOCTb B COLMANbHbIE OTHOLWEHUS 1 Aaxe
KOHCTUTYMPOBAHHOCTb MMWN. ITO HECKOMBKO 3aTpyaHsaeT ans A&S Tematm3auunio
BaXKHbIX N8 NOCTryMaHu3ma (1 STS) TpaeKTopuii 1 NOCNeACTBUIA TOTO, KaK Tex-
HOHayKa OCYW|eCTBASIET NPUPOAHble U YenoBeveckre peanunn. OgHaKko He nog-
pblBaeT Hauw obuwmin Teanc 06 A&S Kak MCKYCCTBe, BIM3KOM K MOCTIyMaHU3My.
Ecnv TeMaTU3MpyeMblii B 3TOM UHTENNEKTYanbHOM NpoeKTe MUp GopmMupyeTcs
NPENMYLLECTBEHHO TEXHOHAYKOM U MCMOAB3YIOWMMUN ee VHCTaHUMSMK, TO Ans
pedNeKCMBHOM XU3HM B HEM HY)KHO TEXHOHay4yHOe MpocBelleHue, U ecnn STS
¥ MOCTTYMaHM3M — BO3MOXKHbIE CNOCODBbI MblLAEHUS 415 3TOTO NPOCBELLEHNS, TO
€ro UCKyccTBo — Art&Science.
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ABTOPCKWIA BKNag,

AA. Tlncapes — TeopeTmyecKas paMKa, MHTEpnpeTaums Kencos, NoaroTos-
Ka UHaNLHOM pyKoNmcH.

A.B. AnéxnHa — TeopeTuyeckas pamka, MHTepnpeTauvs 1 noabop Keincos,
NOAroToBKa (hMHaNbHOMN pyKoNMCH.

Oba aBTOpa NPUHSANKM y4acTne B 06CyxaeHnn hUHaNbHOrO BapuaHTa pPyKo-
nmcu.
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Digital Fashion Bodies:
Posthuman Perspectives

Abstract. The paper analyzes the concept of digital corporeality and identity
and their representation in virtual images of digital fashion. Digital fashion
is a new field of fashion that develops in the interdisciplinary space made of
information technology, gaming industry and digital art.
The article assumes that the digital fashion body depends neither on the
human nor the human body. The digital body is non-human and it explicitly
represents a posthumanist corporeality as a cyborg formation (D. Haraway).
It assembles through machinery and becomes randomly fixed assemblages
(G. Deleuze, F. Guattari; M. Delande). The author draws on concepts of
new materialism, including the concept of the plane of immanence by
G. Deleuze and F. Guattari’s, J. Bennett’s vibrant matter and K. Barad’s agential
realism. New materialism shows radical change of the digital corporeality
discourse.
The author analyzes digital fashion projects posted on digital fashion retail
platforms, such as The Fabricant, Dematerialised, DressX, Artisant, and works of
© Hayxa digital designers who have gained fame through participation in digital shows.
Keywords: digital fashion, digital body, avatar, posthuman, posthumanism,
new materialism, dematerialization, corporeality, identity
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Tena umdpoBOM MOAbI:
NOCTryMaHMYyecKe NepcneKT1Bb|

AHHOTauMs. B cTaTbe aHanM3upyloTcs NOHATUS LM(MPOBON TenecHoCTy
M WOEHTUYHOCTM M WX penpeseHTauuy B BUPTYafbHbX 0bpasax uudpo-
Boi Mopbl. Lncdposas moga — HoBas 06nacTb MoAbl, KOTOpasi pa3BMBaeTCs
B MEXAMCUMNANHAPHOM NPOCTPAHCTBE UHDOPMALMOHHbIX TEXHOMOTWIA, UIpo-
BOVI MHAYCTPUM 1 LMDPOBOTO UCKYCCTBA.

BcTaTbe npeanonaraeTcs, Y1o undpoBOe TENO HOBOTO HaNpPaBeHWs MOab! He 3a-
BMCUTHMOT He0BeKa, HMOT YenoBeyeckoroTena. Lindposoeteno agnsercs Heve-
NI0BEYECKUM, V1 OHO CTAHOBWTCS BOMAOLLEHMEM NOCTTYMAHUCTNHECKON TenecHo-
CTu, CBoero pofa Knboprom ([. Xapayait). CobpaHHoe NocpeacTBOM MallyH, OHO
npeBpallaeTcs B clyyaiiHble accambnsikm (K. lenés, ®. I'eattapu; M. lenaHnaa).
ABTOP OMMPAETCS Ha HOBbIE MAaTEPUANUCTUYECKME KOHLENUMU, BTOM YnCNe Hano-
HATUE NNaH UMMaHeHTHOCTW K. [lené3a n &. MBaTTapw, BUOPHPYHOLLYIO MaTepuio
[x. BeHHeT v areHTHbI peanusm K. Bapaa. ObpalleHne K HOBOMY MaTepua-
7IN3MY MO3BONSET MOKasaTb pafnKanbHOEe M3MeHeHWe AMCKypca O LndpoBo
TEeNeCHOCTU. ABTOP aHanuM3upyeT MpOeKTbl UMbPOBOM MOAbI, pa3MelleHHble
Ha nnaTcdopmax The Fabricant, Dematerialized, DressX, Artisant, a Takke pabo-
Tbl UMDPOBLIX AM3aMHEPOB, MOMYYMBLUMX WM3BECTHOCTb Bnarofapst y4acTuio
B UMMPOBbLIX MOKA3aXx.

KntoyeBble cnoBa: Ludposas Mofda, LMdpoBoe Teno, aBatap, nocryenose-
Yeckoe, MOCTryMaHU3M, HOBbIV MaTepuannam, femarepuasalus, TenecHoCTb,
NOEHTUYHOCTb
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INTRODUCTION

The article brings up the question about the body as it is represented in
works ofdigital designers. Thefocusisonthe newfield of digital fashion,*asfashion
since its inception has been centred on the human being and, consequently, the
human body. But the situation in the digital world is changing, so the notion
“clothing for the body,” which seems coherent and is relevant to physical fashion,
is being replaced by the notion “digital clothes for the digital body,” which
resembles unconnected links of a broken chain. According to Terrence Zhou,
“Our mission is to create possibilities and fantasies; garments now don’t have to
pertain to the body” In the Internet space, we are increasingly surrounded by
digital bodies—these are avatars, influencers, and digital assistants; in addition, a
person can choose their representative on the Internet and VR. Digital fashion is
an area that will greatly influence the formation of the digital body.

When applied to the field of digital fashion, | also use the notion of thought
couture, since it is assumed that “Knowing that beliefs are one thing and hard
facts are another, we wanted to add empirical evidence to our mantra of ‘fashion
should waste nothing but data and exploit nothing but imagination’”. Using this
notion allows me to emphasize the tension between the tangible and intangible
in the understanding of body and matter in digital fashion design.

The subject of the study is the digital bodies of virtual fashion posted on
the most famous digital clothing marketplaces: the websites The Dematerialised
and The Fabricant. The selection of virtual images is conditioned by the themes
that are iconic for digital fashion, namely gender mobility and the possibility of
the impossible in terms of the embodiment of the virtual body and clothing.
The selection of images includes works of collaborations between independent
digital artists as well as well-known fashion brands with digital fashion platforms:
TRS.MNZ and The Fabricant, Rtfkt and DMAT, Buffalo London and The Fabricant,
Rotate and DEMAT. | also draw upon textual analyses of digital fashion designers,
using interviews and text descriptions of the virtual images in question.

The hypothesis of the article is built around the assumption of materiality
and posthuman content of the digital body, despite the immateriality postulated
by digital designers. In doing so, materiality is considered within the framework

! Digital fashion is a practice of digital clothing design and at the same time an alternative fashion
culture. “Digital fashion is a new field of fashion design that relies on designer-specific 3D software
and produces hyper-realistic, data-intensive digital 3D garment simulations that are digital-only
products or digital models for physical products” (Sdrmakari & Vénska, 2021, p. 5).

? Exclusive: Bad Binch Tongtong brings eccentric silhouettes to the Metaverse. Law, J. (2022, March
1). Jing Daily. Retrieved June 5, 2023, from https://jingdaily.com/bad-binch-tongtong-nft-xtended-
identity/

3 The Fabricant. (2021, April 27). Making facts fashionable again. Medium. Retrieved June 5, 2023,
from https://thefabricant.medium.com/making-facts-fashionable-again-32951b13d9a5
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of the new materialism; according to it, matter underlies all phenomena.* In
our context, this means that the digital body has a material basis. An important
shift in discourse also becomes the understanding of matter as being in a
process of constant change® (Barad, 2012, pp. 6-7). The properties of matter
are conditioned both by the apparatuses being measured and by the person
making the measurements. Karen Barad refers to this process as interactionism.
Furthermore, the intersubjectivity of the object and subject of measurement
raises the question of the boundaries of the body, of where the object of
measurement ends and the subject begins. A different understanding of matter
results in an explanation of digital designers’ current vision of the digital body
and related representations of identity, namely the moving boundaries of
the body and the shimmering identity: “Our bodies are becoming fluid (...
) What can a body be when it is freed from physical restraints? What does identity
mean when there are endless bits and bytes to express it? Connection is what we
yearn for, and connection is what will rise now.”

My research assumption is to consider digital bodies, namely avatars, as
individual embodied bodies that have their own agency, since users’ choice to
purchase such an image will be driven not by the creator but precisely by the
visual characteristics of the avatar. By agency | understand Karen Barad’s idea of
agency: “Agency is not an attribute but the ongoing reconfigurings of the world”
(Barad, 2006a, p. 141). If we understand computer machines as apparatuses,
according to Barad’s theory (Barad, 2006a, pp. 168-170), then the digital body
becomes some material “phenomenon” that is produced in this material-
discursive practice. In the context of computer machines producing visual and
semantic narratives, this coupling of matter and discursive practices, to which
Barad draws attention, is important:

* New Materialism (NM) is an intellectual movement associated with a rethinking of the
Enlightenment legacy of the centrality of man in the perception of the world. NM articulates a
dynamic view of matter and mind. It includes studies of science and technology, as well as digital
reality. (Braidotti & Hlavajova, 2018, p. 277). In this article, | draw upon the works of Karen Barad,
Rosi Braidotti, Judith Butler, Jane Bennett. It is worth noting that all the above researchers were
influenced by the theory of immanent materialism of Gilles Deleuze and Félix Guattari whose works
do not belong to the new materialism, but are close to this direction. In my article, I also use the
conceptual apparatus of Gilles Deleuze and Félix Guattari.

5 A quantum ontology deconstructs the classical one: there are no pre-existing individual
objects with determinate boundaries and properties that precede some interaction, nor
are there any concepts with determinate meanings that could be used to describe their
behavior; rather, determinate boundaries and properties of objects within phenomena,
and determinate contingent meanings, are enacted through specific intra-actions,
where phenomena are the ontological inseparability of intra-acting agencies. (Barad,
2012, pp 6-7)

® The Fabricant. (n.d.). Iridescence. Retrieved June 7, 2023, from https://www.thefabricant.com/

iridescence
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Materiality is discursive (i.e. material phenomena are inseparable from
the apparatuses of bodily production; matter emerges out of, and
includes as part of its being, the ongoing reconfiguring of boundaries),
just as discursive practices are always already material (i.e., they
are ongoing material [re]configurings of the world). (Barad, 2006a,
pp. 151-152)

Hence my claim that the digital body has a material-discursive nature and is
not a virtual simulacrum.

In addition, | see avatars in their relationship to the user as an extension of
the real person, since the avatar in this case fulfils the role of a representative of
the person in virtual space. In this case, digital bodies are an extension of the living
person. Considering avatars in symbiosis with their owners allows us to talk about
them within the framework of cyborg theory, as formulated by Donna Haraway
(2017).7

Cyborg s precisely a new posthumanist optic in relation to hybrid bodies that
describes the blurring of the boundary between the corporeal and the artificial,
as well as between the ontology and ethology of new bodies. | draw upon the
posthumanist discourse in relation to understanding digital body models as they
fully embody the posthumanists’ proclaimed move away from binary oppositions.
In the context of digital fashion, the cyborg-like symbiosis of the living body and
the digital avatar blurs the dichotomies characteristic, for example, of Renaissance
philosophy, such as female/male, corporeal/intelligent, human/non-human. Digital
bodies are an example of non-binary symbioses.

The posthumanist methodological framework allows us to consider the
digital body outside the organic notion of the human body. Digital bodies can
embody non-human images. In her work The Posthuman (Braidotti, 2013), Rosi
Braidotti frames a posthuman through becoming earth, animal and machine.® If
the physical human body is a model for cybernetic bodies, it is only as a model
for deconstructing the notion of the substantive subject. The organic living body
of a human being demonstrates an example of embodied binarities (Grosz, 2001,
pp. 599-605; Irigaray, 2001; Irigaray, 2005). The physical body is represented by a set
of certainties that do not change in arbitrary need. The body is animate rather than
machine-like, has a definite gender rather than arbitrary, belongs to a particular kind
of person rather than animal or non-human. Furthermore, within the body itself,
the dualism into body and mind is reproduced, which has long been entrenched

"An important point of entry into this discourse is the notion of the cyborg as articulated by Donna
Haraway, “By the late twentieth century, our time, a mythic time, we are all chimeras, theorized and
fabricated hybrids of machine and organism; in short, we are cyborgs.” (Haraway, 2017).

& Her another work dedicated to metamorphosis associated with the concept of becoming is
Metamorphoses (Braidotti, 2002).
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in Western philosophy. The division into body and mind continued at the cultural
and ideological level, where the corporeal was attributed to the feminine, the
rational, related to the logos, was associated with the prerogative of the masculine.
In addition, from the initial division of body and mind an important cleavage into
nature and culture (artificial) emerges.

As long as the digital body is artificial, it overcomes the limitations of the
biological body and changes the very idea of corporeality. The body becomes
virtual, it has no organic qualities, yet it continues to embody and contribute to
the experience of the external bodily experience. This idea is confirmed by Roberto
Diodati’s reasoning that the virtual body represents some intermediate entities,
some state different from the distinction between inside and outside,

the virtual body-environment is both external and internal—the
terms which cannot be considered “naturalistically” as if they had no
phenomenological meaning. This means that virtual bodies, strictly
speaking, should not be seen as representations of reality, but as entities
that are realised in their own way, different from the way in which other
entities are produced in the living body’s bidirectional participation in
the world. Virtual body-environments are “artificial windows that open
into an intermediary world.” (Diodato, 2022, p. 3).

The departure from the opposition between the external and the internal,
which Diodato insists on, characterises the digital body in relation to the user (the
user plus the avatar). In the digital body itself, the internal becomes external—
visual means are sought to exalt inner experiences. The sense of reality of the
digital body depends on how effectively it produces desires and emotions. The
ability to produce such an effect has been called haptic visuality (Marks, 2000;
Sobchak, 2004), and | consider it in relation to digital bodies as an argument
for the embodiment and materiality of digital bodies. At the same time, Gilles
Deleuze’s concept of the body without organs is also applicable to analysing the
haptic side of digital bodies as a means of expressing the inexpressible. The body
without organs (BwO) is what Deleuze introduces to describe the intensities of
various kinds that human beings experience, which are felt in organic bodies as
some external states that are grasped by the human being. Interestingly, Deleuze
also examines expressive means in Bacon’s work through analysing haptic and
optical vision (Deleuze, 2011 p. 127).°

The first part of the paper will look at the materiality of digital bodies
and how it affects the understanding of corporeality and matter in general. The

° The concept of the body without organs was formulated by Felix Guattari together with Gilles
Deleuze in A Thousand Plateaus (Deleuze & Guattari, 2005) and Anti-Oedipus (Deleuze & Guattari,
2008), which together made up the two-volume book Capitalism and Schizophrenia. Further, body
without organs is used in Deleuze’s Francis Bacon: The Logic of Sense (Deleuze, 2011).
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second part of the paper will discuss gender fluidity as an example of moving
away from binary opposition, which is an example of a shimmering identity in
thought couture.

MATERIALITY OF DEMATERIALITY

In this section, | examine a conceptual position of digital fashion and,
more generally, of the digital economy: dematerialization. The genealogy of
dematerialization can begin with the distinction in Roman law between res
corporales (corporeal things) and res incorporales (incorporeal things), where the
status of intangible things was first legally established. In the digital economy,
together with the invention of the NFT, intangible things become objects of law and
property. And dematerialization then means things that exist in the digital status.

Things in virtual space lose their physical presence, their matter. The
Dematerialized, a pioneer of digital fashion, chose the name for their marketplace
to emphasize the intangible nature of the products for sale. The company was
created to sell “digital goods.” Turning to textual analysis, | found a refinement of
dematerialization through the concepts of “visceral,” “inner self,” “total fantasy,”

“imagination,” “parallel dimension.”® Most often, the immaterial digital world
is opposed to the material one: “rules of physics,” “constraints of the physical
realm,” “gravity.”1t

If we talk about the body, in the digital world it is actually dematerialized
and virtualized, which actually undermines the very definition of corporeality. In
its meaning, the body has long implied a physical object, something that has a
material basis and certain properties.'? In the digital world, the body is deprived of
its material basis, but it continues to embody the bodily experience and memory
of the material world. Designers define digital bodies as “fluid.”

September 21, 2023, from https://thefabricant. medium.com/are-you-ready-to-become-a-digi-
sapien-1d0d022a499d

1 “There’s no constraints, no gravity”. Jana, R. (2022, April 11). The Metaverse could radically reshape
fashion. Wired. Retrieved July 6, 2023, from https://www.wired.co.uk/article/extreme-fashion-
metaverse

2 In the study of corporeality, the approach related to the study of the physical and spatial
characteristics of the body has been called “discrete” or “cartography” (Weinstein, 2007, pp. 101-
102).

2 “[i]dentity expression as an online virtual body, and what it is to be a fluid human (or non-human)
in a digital world.” Boddington, R. (2020, 13 October). Meet the shiny, “yummy”, alien-like characters
of 3D artist Harriet Davey. It's Nice That. Retrieved July 6, 2023, from https://www.itsnicethat.com/
articles/harriet-davey-digital-131020
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From the perspective of the new materialist philosophy, the entire universe
is seen as a flow of matter.*

On the one hand, the materiality of the media, on which the software
providing the virtual experience is contained, is not in question. Interpreting new
media as a new state of materiality, digital art researcher Christine Paul suggests:

while immateriality and dematerialization are important aspects
of new media art, it would be highly problematic to ignore the art’s
material components and the hardware that makes it accessible.
Many of the issues surrounding the presentation and particularly
preservation of new media art are related to its materiality (Paul, 2007,
p.252).

On the other hand, the virtual experience itself, in its discursive component,
influences a changein the concepts of matterand body. Appealing to the concepts
of new materialism allows us to clarify to what extent digital bodies and virtual
space change the interpretation of the concept of matter and body.

I assume that digital bodies are embodied, namely that they have
discursive-material grounds and participate in the immanent flow of matter.
The notion of embodiment is connected with the theme of the body, which is
more evident in the English etymology, where the word “body” is a component
of the word “embodiment.” Also, in Russian the word “embodiment” (Bonno-
weHne [voploshchénie]) refers to matter, namely to flesh (nnots [plot’]). In the
posthumanist discourse, the question of embodiment is linked to the discussion
of the boundaries of the body, especially in relation to the addition of tools and
technological devices to the body.> And virtual embodiment of the body also
influences the discovery of new boundaries of the body, as well as the shaping
of discourse on concepts related to matter and the body. In addition, virtual
embodiment is closely related to bodily and mental experience. The digital body
is embodied in the meaning that it visualizes the real experience of the material
world. And this experience is no longer only human in its content. Let us look at
examples of digital design to see what it can be about.

1 For the representatives of the new materialism, “the idea of matter as passive stuff, as raw, brute,
or inert” (Bennet,2010, p 9.) changes to an understanding of matter as an active force, essentially
a vital materiality. Deleuze and Guattari speak of the immanence of matter through the ideas of
matter-movement, matter-energy. Jane Bennett calls matter vibrant and dangerously vibrating.
Barad formulates the idea of matter as a continuous becoming: “Matter is not a fixed essence; rather,
matter is substance in its intra-active becoming-not a thing but a doing, a congealing of agency.”
(Barad, 2006, p. 183).

> Donna Haraway pushes the boundaries of the body away from the visible contour and includes
diffraction spectra. In A Cyborg Manifesto, she writes that “embodiment is about a meaningful
prosthesis” (Haraway 1991, p. 195). Karen Barad, relying on quantum physics and the concept of
entanglement, also argues for movable boundaries between body and world that are reconfigured
anew each time (Barad, 2007, pp. 153-161).
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Digital modelers believe that virtual things and avatars have more freedom
in embodiment than real world objects. What is this freedom from the constraints
of the physical world and how does it affect the content of the digital body?
First of all, designers often turn to materials and physical elements that are
unconventional for physical clothing. For example, using the texture of water,
ice, fire, wood as the consumable material of the product. In fact, we are talking
about the symbolic content of real elements of the physical world.

A dress on fire or burning trainers? This is the everyday reality of virtual
fitting rooms. For example, the ROTAT3 Phygital dress created by ROTATE x DMAT
(Fig. 1) is a classic Rotate sheath dress with a virtual flaming lap. Designed by
Buffalo London x The Fabricant (Fig. 2), the flaming trainers are not only made
of digital fire, but they speak to the fire of the human soul urging to burn for
their values and ideals.’® Through non-traditional elements, fire in this case,
designers refer to both tactile and the symbolic levels. The tactile dimension
conveys sensations of warmth and intensity of emotion. The symbolic dimension
already takes sensory data to the contemplative plane and gives them additional
meanings. Resorting to the symbolic status of the fire element, designers seek
to emphasize the significance of outfits. Fire is interpreted as a high degree of
significance of information, it is associated with strong emotions, speed, drive.
Remember the fire emoji, commonly used to praise someone or something,.

The use of such techniques allows us to speak of digital bodies as having
haptic visuality, that is, the ability to exert an effect close to the tactile through
the visual image. Haptic visuality is a concept from the field of film studies that
has been widely recognized through Laura Marks’ work on the skin of film (Marks,
2000). Looking at cinematographic examples, Marks shows how cinema engages
the viewer in a sensory experience where the screen becomes the metaphorical
“skin of the film,” namely “a membrane that brings its audience into contact
with the material forms of memory” (Marks, 2000, p. 243). She refers to haptic
visuality in order to emphasize the effect of vision that allows for a deeply bodily
experience. In the context of my article, it is the materiality of screen images that
is important to emphasize. In essence, Marks sees the audio-visual media of the
film as material sources of sensory impressions, as well as real sensations of the
viewer that are also experienced in material human bodies.

A parallel can be drawn between the metaphorical image of the screen as
the skin of the film and the avatar skin, since skin also refers to skin as a physical
organ. In the virtual game space, skins can be changed, creating new avatars.

15 “We asked buyers if they were ready to burn down toxic ideas of the past and burn for something
new, and share on social what they were burning for in 2021, using #burningfor.” The Fabricant.
(n.d.). Buffalo London x The Fabricant—"Classic BurningFor.” Retrieved May 28, 2023, from https://
thefabricant.artstation.com/projects/bKn4dd
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The equalization of clothing and skin in virtual space allows us to go beyond
the body, namely to extend the body to the auxiliary attributes in which it is
clothed. In addition, the appeal to “skin” is a technique of haptic visuality. Haptic
visuality indicates that the distance between the avatar and the user is extremely
small. The very condition of digital fashion is dressing the avatar, whether it is
representative of a real person or only a digital character. In the first case, it is a
matter of avatarizing the self, which allows one to go beyond the real physical self.
In the second case, there is a virtual body, which has a haptic visuality and thus
a language of influence and impact on the person. All digital images of avatars
describing the structure of the body, its configuration, skills and abilities of the
digital body influence the representation of human corporeality.

Fig. 1. ROTAT3 Phygital created by ROTATE x DMATY
Fig. 2. Classic BurningFor created by Buffalo London x The Fabricant!®

The second important quality of dematerialization in digital fashion is the
transformation of the avatar’s body. Designers are not limited to choosing or
creating anthropomorphic avatars when creating clothing models. The lack of
physical constraints on the body allows for an extremely broad interpretation of
the body. They can create bodies that are close to or distant from the human
image. | will not dwell here on the consideration of non-human avatars, such as

(22.04.2023).
18See the image source: https://thefabricant.artstation.com/projects/bKn4dd (28.05.2023).
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digital images of machines, animals and chimeras. | only consider modification
options for directly anthropomorphic avatars that include variants of the non-
human.

The digital body in the virtual environment changes according to the idea
of the designer or the avatar user. The digital body is not constrained by some
predetermined natural law. Its design and content can change according to the
designer’s or user’s preferences. | propose to use the notion of a body without
organs (BwO) in relation to the digital body, implying its plasticity, arbitrariness
and affective nature. The BwO is a concept from the ontology of Gilles Deleuze
and Félix Guattari, referring to the multiplicity of intensities in the body that seek
and find expression. The body without organs is opposed to the body as an
organized unity. It is an organism that is literally torn from within by conscious
and unconscious desires.

The inner impulse, the desire for self-expression, the manifestation of desire
understood as a flow of energy remain the inner drivers of digital fashion. Just like
traditional fashion, digital fashion seeks to reflect the zeitgeist. Moods, the zeitgeist,
emotions, affects—all these invisible flows find their expression in digital design
also through the transformation of the body. Indeed, this possibility is present in
digital design, unlike physical fashion which is mainly able to work with the human
body. In addition, body modification also implies a haptic effect and emotional
involvement of the user, because the body is the most important sensory tool. Any
change of the body carries a premonition of that change.

It is interesting to note that through visual work with body transformation,
the invisible becomes visible and awareness of the connection between the state
of mind and bodily organization increases. In the physical world, we express mental
anguish oremotional upheavalintheexpressions, “mysoulisaching,” “aheartbreak,”
“my head is in a whirl,” “butterflies in the stomach.” However, in digital design, it
becomes possible to speak directly through the body, literally showing feelings
in the changing body. In my opinion, this approach proves that the emotional
impulse is deeply corporeal. The digital body is transformed morphologically, it is
rearranged in an arbitrary way, the sentient covering of the body in the form of skin
is subjected to physical manipulations like piercings, tattoos or skin grafts. There is
avisualization of the body that destroys it in an attempt to elicit sensory feedback.

The examples of work with the body include a series of avatars and digital
garments by the designer @mrs.mnz created for the virtual exhibition project The
Next 100 Years of Gucci. The avatar with the name Model_AU79 represents a female
figure in a transitional state from human to automaton. Rare precious metals—gold
and silver—are integrated into the avatar’s body, symbolizing the penetration of the
machine into the corporeal. Braids are attached to the skull with metal staples. The
terminal phalanges of the fingers appear to be artificial red thimbles. Of note are
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the extra-large eyes that are in the middle of the face. The second pair of eyes is a
reference to Salvador Dali’s Eye of Time brooch (1949), which symbolizes the inner
time of a person who remembers their past and foresees the future. The author’s
message states that the models “represent the nature of the human being to
preserve a finished material and the ingenuity in transforming and giving it new life,
new forms.”*® The text speaks of the possibilities of infinite change in the finished
material, be it bodies or elements from Mendeleev’s periodic table. And the impetus
for this change is the inner inevitability of change, which time helps us to notice.

Another avatar, Model_OS76 by the same designer, seeks to convey feelings
of stress and suffocation. Conceptually, the author works with the theme of foreign
chemical elements that areincreasingly penetrating the human body and altering it.
The avatar is partially permeated with osmium, an element poisonous to humans.
The avatar has its hand turned to its throat in a gesture that dismantles suffocation.
The eyes are hidden by a veil that prevents them from seeing, and metal beads are
screwed onto the arms. The digital body demonstrates the gravity and limitation of
the living.

In my opinion, highlighting the intangible properties of digital design
indicates two opposing tendencies. The first one is exalting demateriality, seeing
new opportunities in it. There are indeed aspirations to use the structures of other
elements in order to create new combinations of form and content, and thus
enhance the visual effect. The second one is making up for the lack of sensorics
in demateriality. The turn to metaphysics can be seen as some compensation for
the loss of materiality in the digital world. Since the quality of tactility has been lost
in the digital world, designers try to compensate for it through additional visual
stimulation.

¥ TRS.MNZ [@trs.mnz]. (2022, July 11). MODEL_AU79 GG. | am thrilled to take part of “the next 100
years of Gucci” link in bio [Photograph]. Retrieved September 21,2023, from https://www.instagram.
com/p/CfAPg2GMAMs/2igshid=NTc4MTIWNjQ2YQ

By the decision of the Tverskoy District Court as of March 21, 2022, Meta company, owner of the
Instagram social network, was adjudged an extremist organization. Access to Instagram in the
territory of the Russian Federation is banned.
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Fig. 3-4. Model_AU79 GG1*

Fig. 5-6. Model_0S76*

This last point is the most vulnerable to criticism by body and bodily
experience researchers because the intimate experience of touching and feeling
becomes mediated. In this way, unique bodily experiences are devalued and
replacement options based on averaged symbols of experience are offered. Roger
Smith expresses his concern about the impact of the new turn in the mediation of
bodily experience when he addresses the problem of the impact on the subject:

There is the prospect of information technologies capable of generating
and selling mediated touch, that is, of achieving a modus operandi of

2 See the image source: https://www.instagram.com/p/CRHMKBmMHAsc/?igshid=NTc4MTIwNjQ2YQ
(28.05.2023).

By the decision of the Tverskoy District Court as of March 21, 2022, Meta company, owner of the
Instagram social network, was adjudged an extremist organization. Access to Instagram in the territory
of the Russian Federation is banned.

HAYKA TENEBUAEHMA 19 (3), 2023 81 THE ART AND SCIENCE OF TELEVISION


http://www.behance.net/gallery/154603123/VAULT_GUCCI
http://www.instagram.com/p/CRHMKBmHAsc/?igshid=NTc4MTIwNjQ2YQ 

human-machine interaction so that users get the sensations they would
have gotten from contact with another person or object. (....) Itis difficult
to predict how this will affect our subjectivity, (...) there is reason to
suspect that the changes will be serious. (Smith, 2021, pp. 18-19)

Surrealist artist Louise Bourgeois also speaks of the contradictory
nature of virtual symbolism: “with symbols, people can have deeper conscious
communication. But you also have to understand one thing, symbol is symbol, it is
not the exchange of flesh and blood.”*

The main conclusion of this chapter is that the dematerialization of the
digital world and, in particular, the digital body, by and large, is a redefinition of the
concepts of matter and body in a posthumanist materialist way. Embodied digital
bodies retain materiality through their connection to the apparatuses of technical
devices and directly to humans. Karen Barad’s concept of intra-action helps explain
this connection and entanglement between humans and objects of the material
world (Barad, 2006b). According to Barad’s concept, humans and objects of the
real world constantly constitute themselves in interaction. The term intra-action
demonstrates the impossibility of a clear separation between apparatuses and
individuals, as they are part of a common process of constituting each other. The
human body physically expands to include the apparatuses to provide virtual
experience. The argument of materialist intransitivity allows the embodied digital
body to be attributed to continual representations of the body (Weinstein, 2007,
pp. 102-110). Furthermore, on a symbolic level, the transformation of the human
body, as well as working with non-standard materials, redefines the notion of matter
and body as having a mobile quality. The body is understood as something thatisin
constant transformation and change.

BETWEEN THE FEMALE AND MALE GENDER

Gender issues are often rightly considered as a starting point in the context of
the discourse of moving away from binary oppositions. One of the main themes that
can be identified in virtual images is the declaration of the absence of gender. The
concept of digital couture pioneers The Fabricant presents the expected benefits of
digital reality:

If the metaverse lives up to its conceptual claims, then in its space we
will find ourselves beyond age, beyond gender and, the choice of skin

2 Chen-Peng. (n.d.) Chenpeng 20AW Campaign. Retrieved July 21, 2023, from https://www.chen-
peng.com/20aw-fashion-shoot (21.06.2023).
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color will become a matter beyond ethnicity, it will be rather a matter
of choice between fish scales and tree bark. The realm of digital fashion
will include more than just trying on clothes; we will try on new bodies,
new experiences, new ideas and new lives.”

The self-presentation of the digital brand Placebo 0.1 indicates that “it is a
collection without gender that blurs the line between masculinity and femininity.”
Similar manifestos are found in the descriptions of the concepts of many brands
and specific items of clothing.

The very idea that gender is a symbolic social construct is well developed
in post-structuralist philosophical thought. For example, Deleuze and Guattari
propose to look beyond the binary oppositions male/female and refer to what
happens at the boundaries of these categories and between them. To see what
eludes the big molarities. This process they call becoming-woman, despite the fact
that the female gender represents the same molar identity as the male gender. All
people, regardless of their gender, begin their development through becoming-
woman (Deleuze & Guattari, 2005, p. 277). In the contradictions that contain the
feminine, there are more zones for going beyond molar femininity. A woman is
subordinate to a man and a human being. And, at the same time, a woman takes
on the mutually exclusive roles of mother/lover, virgin/whore, housewife/social
climber. There are enough lines of escape that undermine unambiguity of molar
femininity. However, becoming-woman is not the choice of different female roles,
atypical of the patriarchal system. This is a certain aura of femininity—“emitting
particles that enter the relation of movement and rest, or the zone of proximity, of
a microfemininity, in other words, that produce in us a molecular woman, create
the molecular woman” (Deleuze & Guattari, 2005, p. 275). Although Deleuze and
Guattari insist that the molar woman herself must go through becoming-woman, it
is men who can and should try on the clichés of femininity in any way possible, from
temporary transformations of heterosexual men into women, a homosexual passive
position, as well as becoming a transvestite and even a radical transformation
through gender transition.

It would seem that becoming-woman should have found understanding
among feminist authors. However, the view that a predominantly non-female
gender must go the way of becoming-woman and the intention to deny genderas an
expression of a female political subject drew criticism from feminists. Rosi Braidotti,

we can be anything? Medium. Retrieved September 21, 2023, from https://www.thefabricant.com/
blog/2021/10/11/curating-our-identity-in-the-metaverse-who-will-we-be-when-we-can-be-
anything (21.06.2023).

# Placebo DFH. (n.d.). Placebo 0.1. Retrieved September 21, 2022, from https://www.placebodfh.
com/blank-3-1-4 (21.06.2023).
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in Patterns of Dissonance (Braidotti, 1991), criticized the reproduction of “feminine”
images by men as examples of fluid gender. Braidotti shares the post-structuralist
position regarding the blurring of the unity of the subject and, in general, she picks
up the concept of Deleuze’s nomad, but Braidotti calls the avoidance of differences
between the sexes gender blindness (Braidotti, 2001, p. 153).

Indeed, Deleuze and Guattari proposes not just to intensify each molarity,
to expand the possibilities of its self-expression, thereby equalizing the position
of the feminine on a par with the masculine. The recognition of the rights to
have a fluid identity within one gender would only reinforce the duality between
them. Undermining the stereotyped idea of the feminine with the help of variable
femininity used to reinforce the old prejudice in female impermanence. The
authors of A Thousand Plateaus basically are in favor of getting rid of the dualism
between the sexes. They appeal to the borderline states in molar categories, to what
radicalizes or undermines the idea of the norm. The molar contains molecularity.
And this molecularity is fundamentally free from predetermined gender, “to each its
own sexes” (Deleuze & Guattari, 2008, p. 465).

A Thousand Plateaus was published in 1984, and more than 30 years later, the
idea of a fluid gender is clearly embodied in virtual fashion images. The very ethics
of virtual fashion suggest a free choice of gender. At the same time, it cannot be
said that virtual fashion tends to be bisexual or unisex. On the contrary, one can
observe just an appeal to the archetypal positions of femininity or masculinity, with
the proviso that gender can be chosen or played as a performance (Butler, 2022).

Letusdwellontheanalysis of several representative images of female femininity
invirtualfashion. It must be said that virtual designers show a good awareness of the
iconic female images in the culture when they choose such mythological characters
as the Gorgon Medusa or the Siren as symbols of their work.

Featuring imagery of the mythological Gorgon sisters, the digital work of
designers The Fabricant x Trs.Mnz redefines the concept of female danger. The
image of the Gorgon Medusa is complemented by the images of her older sisters,
Stheno and Euryale. Medusa—“Protectress,” Stheno—“Forceful,” Euryale—“Far
roaming” (Fig. 7-9). The three sisters are represented as female semi-naked bodies
with only their head covered. Virtual hats are the clothes here. The main message
is related to the demonstration of a naked body as a desire to open up through
clothes rather than to cover the body. Clothes should serve fearless self-expression
rather than concealment of the body as if it were something shameful or dangerous.
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Fig. 7-9. Images of the Gorgon sisters: Stheno, Euryale, Medusa®

Accordingto the myth of Medusa, the goddess Athena turned a beautiful woman
into a monster and transformed her hair into snakes because she seduced the god
Poseidon with her beauty. It was the attractiveness of an earthly woman that caused
Athena’s envy and anger. The virtualimage of Medusa shows us the desire to get back

https://foundation.app/@thefabricant/foundation/44831 (21.06.2023),
https://foundation.app/@thefabricant/foundation/44826 (21.06.2023).
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her attractiveness as a certain quality that should not be feared; on the contrary, she
should strive to emphasize it. In this idea—to rediscover a female body and express
its desire—one can see the consonance with the well-known feminist text of Hélene
Cixous, The Laugh of the Medusa (Cixous, 2001, pp. 153, 799, 991).

In her essay, Héléne Cixous urges to discover women’s desires, women’s body
and women’s writing as a different way of existence in the world. In her understanding,
awoman appears to be “the dark continent of Africa,” which is yet to be discovered,
since in the patriarchal world, she is thrown into the backyard of the phallocentric
structure of the world and culture. Cixous also advocates the idea of overcoming
the binary oppositions since she disputes pure heterogeneity and speaks of female
sexuality in terms of innate bisexuality. In addition, awoman is a mother and there is
always a placein her for another, which also allows her to overcome binary thinking.
Medusa laughs, thus challenging the patriarchal system; Medusa laughs because
she undermines the logic of this system; she laughs because no matter how much
she is deprived of the right to be a woman, she always has resources to resist. The
image of Medusa in this essay has become a symbol of female self-expression, a kind
of feminist manifesto, and continues to inspire feminist politics around the world.

In the images of the Gorgon sisters, The Fabricant x Trs.Mnz sought to rethink
female danger as female power, so the Gorgon sisters are feminist images. But this
ideal is proposed to be tried on by different genders, not just women. The annotation
to the digital figures says, “where women and people who do not conform to gender
stereotypes can be free to show their true, uninhibited selves”?

In virtual fashion, the attitude towards gender is built as a constructed
phenomenon, something that can be influenced, or changed. In addition, gender is
also viewed as a range of traits that can be collected depending on the desire. Let
us imagine gender through variability of traits from radical masculinity to radical
femininity, which converge at zero point as ideas about androgyny, as settings that
can be selected when entering a virtual space. These are the options that the pioneers
of digital design advocate today.

The Fabricant is the only digital fashion house that expresses this idea in the
concepts RenaiXance and Pluriform, saying that “our belief is that fashion should
be fluid and genderless””” The word “RenaiXance” refers to the interpretation of
modernity through the idea of the Renaissance, that is, revival understood as the
possibility of endless rebirths of the avatar’s virtual egos. In turn, the letter “X”
refers specifically to the gender orientation of rebirths. Each of us has a common X

com/collections/the-fabricant-x-trs-mnz-nft (21.06.2023).

" The Fabricant. (n.d.) RenaiXance: Exploring fluidity in the era of digital rebirth. Retrieved March
22,2023, from https://www.thefabricant.com/rtfkt https://foundation.app/@thefabricant/
foundation/44826 (21.06.2023).
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chromosome, regardless of our chosen gender. It is the genetic thread that unites
us, sitting appropriately central within the word RenaiXance, suggesting movement
in any direction,”® the company’s website says.

The Fabricant sees the concept of asexual fashion in some confusion of
unambiguous signs of femininity and masculinity, expressed both through the body
of the avatar and through clothing. For example, for a masculine body type with broad
shoulders and a massive neck, The Fabricant suggests putting on items of clothing
that were traditionally worn by women: corsets, robes with bare shoulders, as well
as large earrings in the ears and other statement accessories. The avatars’ bodies in
which signs of different sexes are mixed are regarded as non-binary by the digital
fashion house. Thefirst non-binary avatar was presented by The Fabricant within the
Seismic Dress project for the Vogue Singapore Foundation, September 2020. In the
release, the company claimed: “There was no pre-existing avatar that realised our
aesthetic. It seems digital diversity still has work to do.”” Gender confusing avatars
arefurtherusedin The Fabricant’s collaboration with the digital sneaker studio RTFKT
in the RenaiXance project.

Retrieved May 28, 2023, from https://fashionunited.com/news/fashion/when-virtual-fashion-
stands-up-to-the-physical-world/2021062140561 (21.06.2023).

» See the image source: https://thefabricant.medium.com/announcing-the-end-to-wardrobe-
dictatorships-54dbcl1a549e (19.09.2023).

% See the image source: https://www.facebook.com/thefabricantdesign/videos/the-fabricant-
seismic-and-vogue-singapore-foundationback-in-september-the-fabric /735972473755882
(26.08.2023).

By the decision of the Tverskoy District Court as of March 21, 2022, Meta company, owner of the
Facebook social network, was adjudged an extremist organization. Access to Facebook in the
territory of the Russian Federation is banned.
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Fig. 11. Rtfkt RenaiXance by The Fabricant®

On the one hand, questions about gender identity can be viewed as shifting
the discussion of gender from physical reality to virtual space. On the other hand,
I consider the topic of the asexual and fluid body as one of the steps on the way to
abandoning the biological material body of a human being. As soon as sex becomes
genderand itsfluid natureis affirmed, there is acceptance of any bodily transformation
asan applied problem. Let us explain thisidea in other words. In the real world, there
might be tension between biological sex and gender identity, while in the virtual
world there is only a shimmering identity of an avatar that is not human and is not
associated with any ideas of human physiology. In the center of the digital world,
there is an avatar, and its content may vary. Interestingly, The Fabricant refers to
the meaning of the word “avatar” in Sanskrit, where “it means ‘descent, signifying
the manifestation or incarnation of a deity released on Earth,”*? which allows us to
consider avatars as gods of self-creation under conditions of endless imagination.

seismic-and-vogue-singapore-foundationback-in-september-the-fabric /735972473755882/
(26.08.2023).

By the decision of the Tverskoy District Court as of March 21, 2022, Meta company, owner of the
Facebook social network, was adjudged an extremist organization. Access to Facebook in the
territory of the Russian Federation is banned.

3 The Fabricant. (2022, September 30). Curating our identity in the Metaverse: Who will we be when we
can be anything? Medium. Retrieved September 21, 2023, from https://thefabricant. medium.com/
curating-our-identity-in-the-metaverse-who-will-we-be-when-we-can-be-anything-79a9f300228
(26.08.2023).
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CONCLUSION

In the article, | sought to show that the digital body today fully seeks to
realize the posthuman vision of the body’s existence. This view moves away from
the anthropocentric and rigidly fixed concept of the body, replacing it with a fluid
idea of the body with a shimmering identity. Posthumanist optics in relation to
the digital body is not just optics. The human world expands to a non-human
dimension that influences the discourse on corporeality. Even though digital
designers today are only half cyborg (Sarmakari & Vanska, 2021, p. 6), trying
on digital bodies and digitally designed clothes is already working with virtual
dimensions of the body and identity.

The notion of the digital body as current on a discursive level correlates
with the New Materialism’s concepts of vibrating matter. Gilles Deleuze and
Félix Guattari speak of matter-energy, matter-movement, matter-flow (Deleuze
& Guattari, 2005, p. 689), which manifests itself in various kinds of intensities
and assemblies. In the case of intangible matter, they also spoke of the release
of another type of corporeality that is not constrained by spatiotemporal
characteristics. This type of corporeality is called body without organs. The body
without organs is an energetic materiality, “less a matter submitted to laws than a
materiality possessing a nomos” (Deleuze & Guattari, 2005, p. 690).

Iam comparing the digital and the body without organs—as both are about
spaces for experimentation and going beyond the organic body. The articulation
of the desire to be oneself is what Deleuze and Guattari are talking about through
the body without organs: “The BwO is desire; it is that which one desires and by
which one desires” (Deleuze & Guattari, 2005, p. 165). Digital fashion enthusiasts
view thought couture in terms of the possibility of the impossible and the
search for new forms of realising creative desire. For the digital body, it also
means a technological way to go beyond nature and the human body, in order
to experience other possible experiences within non-human bodies. Therefore,
experiments in virtuality are variations of possible becomings.

The view of the digital body as embodied and independent, which
can be formulated on the basis of a new materialist philosophy, requires a
reconsideration of important categories in relation to the very notion of matter.
Jane Bennet’s work Vibrant Matter aims precisely to justify a different view of
matterin contrast to the common vision of matter as “some stable or rock-bottom
reality, something adamantine” (Bennet, 2010). Dematerialisation, which digital
designers talk about, requires rethinking, perhaps in the categories of virtual
materialization. The very notion of virtual space needs redefining its properties
as material.

Although there are voices of fair criticism about the limitations of virtual
space and its products in the form of virtual bodies, in my opinion, it is important
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to pay attention to the advantages emphasized by both digital designers and
consumers of virtual products. These are, firstly, the formation of a performative
identity; and secondly, the possibility of the impossible. Another argument in
favour of digital art is highlighted by Yuk Hui, who says that instead of fearing
machines and technology, we should realise the new possibilities they offer us,
the unknown, in order to break the vicious recursive circle between man and
machine:
With sensors and algorithms we may supplement our senses, which
may also change the way we understand the world, as the telescope
and microscope made visible orders of magnitude lying beyond our
sense perception. However, these data, too, are still facts. In order to
inquire into the Unknown, we have to ask where the Unknown is from
and how it is determined. (Hui, 2021, p. 219)

Hui pins his hopes precisely on the creative union of art and technology,
which he calls becoming art, in order to discover this unknown. Becoming art
implies aesthetic and epistemological revolutions. Virtual fashion, which deals
with both art and technology, can also realize this becoming art and offer a
different image of the world. The digital body is one of the components of this
new world.
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Catastrophism and Nature’s Revolt:
Ecological Monstrosity
in Popular Media Narratives

Abstract. This article examines the cinematic transformations of monstrosity
withinthe context of a growing ecological awareness and the Anthropocene. The
authors argue that these transformations reflect a posthumanist shift in popular
culture ethics, suggesting that human nature is intertwined with the natural
world, indigenous cultures should be protected, and our relationships with
other beings should be nurtured. The blockbuster film franchise MonsterVerse
illustrates similar shifts occurring in the portrayal of movie monsters. It creates
© Hayka new narratives for cinema’s most iconic monsters, the Japanese Godzilla and
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American King Kong. The authors analyze the types of monstrosities presented
in the franchise, the narratives they are placed in, and whether the media
franchise reflects posthumanist trends in contemporary culture by constructing
images of monsters. In the MonsterVerse, Godzilla and American King Kong are
reimagined as ecological monsters of the Anthropocene era that represent
nature’s rebellion, the urgency to save the planet, and popular posthuman
perspectives on ecology. MonsterVerse thus becomes one of the popular
manifestations of posthuman ethics.

Keywords: monster, monstrosity, film franchise, MonsterVerse, Godzilla, King
Kong, Anthropocene, posthumanism, nuclear narrative, ecological narrative,
ecological monster, human, non-human
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KaTtacTpodu3m 1 BOCCTaHMe NPpUpobl:
3KONOrMYeCcKast MOHCTPYO3HOCTb

B HappaTMBax NonynspHoOM
MeaNaKynbTypbl

AHHoTauus. [laHHas cTaTbs obpallaeTcs K KuHemaTorpabuyeckoi TpaHc-
hopMauMmn MOHCTPYO3HOCTW B KOHTEKCTE HapaCTaOLIEro 3KOMOTMMYECKOro
CO3HaHW4 B 3MOXy aHTPoMoueHa. ABTOPbI YTBEPKAAIOT, YTO OMUCbiBaeMas
TpaHchopMaLms SBNSETCS HEOTbeMIEMOWN YaCTbio MOCTTYMAHUCTUYECKOro
MOBOPOTa W WMPE NOMYNAPHbIX KyNbTYPHBIX 3TUK, KOTOPbIE MPeAnaratoT B3rs-
HYTb Ha YeNOBEYECKYIO NMPUPOLY U OTHOWEHUS C APYTUMU C TOYKN 3DEeHNs
BoMee 3KONOMMHYHOTO NMOHVUMAHWS BKIIOYEHHOCTM YeNOBEeKa B MUP MPUPOAbI,
3aWMNTbI KyNbTYPbl KOPEHHbIX HAPOAOB 1 OTHOLWEHWIA C APYrMMM CYLLECTBAMM.
B YacTHOCTW, aBTOPbI ObpallatoTcs K KuHodpaHwmnle MonsterVerse, 4Tobbl
NPOAEMOHCTPUPOBATL CABUMN, HAXOAALME OTPAXKEHNSA B MPUHLMNAX CO3a-
HUS KUHOMOHCTPOB. MonsterVerse no-HOBOMY pacckasbiBaeT UCTOPUM 00 0f-
HVX 13 CaMbIX NOMYASPHBIX MOHCTPOB KMHemaTorpada: AnoHcKom fogaunne u
amepurKaHcKoM KnHr KoHre. ABTOPbI aHaNM3MpyIoT, Kakne TUMbl MOHCTPYO3-
HOCTM NpeacTaBneHsl BO hpaHLuv3e, B Kakue HappaTyBbl OHU MOMELEHbI, 1
Kak MepradpaHLWy3a paboTaeT C NOCTIYMaHVUCTUYECKUMUN TeHAEHUMSMM CO-
BPEMEHHOI Ky/bTypbl, NCNONb3ysi 00pa3bl MOHCTPOB. ABTOPbI MOKa3blBatoT,
yTo Toasunna u KuHr KoHr nepepoxaatoTcst BO BCeneHHon MonsterVerse u
CTAHOBATCS «3KONOTUYECKMMMN MOHCTPaMM» 3MOXM aHTPOMOLLEHa, penpeseH-
TUPYIOLL MY BOCCTAHME NPUPOADI, NLEH0 COXPAHEH WS NAAHETbI N NONYNAPHbIE
NOCTYMaHUCTUYeCKMe B3MNAAbl Ha 3Konorno. MonsterVerse BocnponssoanT
NOCTYeNOBeYECKME ITUKM B NoNynspHom hopme.

KntouyeBble cioBa: MOHCTP, MOHCTPYO3HOCTb, KMHOMpaHWww3a, MonsterVerse,
fogsvnna, KuHr KoHr, aHTponoueH, MOCTryMaHW3M, SAepHbIi HappaTus,
IKONOTUYECKMIT HappaTuB, 3KONOTMYECKMIA MOHCTP, YenoBeyecKoe, He-
Yyenoseyeckoe

HAYKA TENEBUAEHMA 19 (3), 2023 929 THE ART AND SCIENCE OF TELEVISION



“It’s impossible!” | said.

“No, Johnny, we’re impossible. It’s like it always was ten million years ago.
It hasn’t changed. It’s us and the land that’'ve changed, become impossible.
us!”

— Ray Bradbury, The Fog Horn (1951)*

INTRODUCTION

Ranging from fairy tales to films, comics, and sci-fi literature, monsters are
commonly portrayed as creatures nesting in places of invisibility, where life is
least felt. Monstrosity, that is, the quality of being a monster, craves for such eerie
“liminal spaces” that rest in the indistinguishability between human and non-
human worlds, out of either necessity or preference (Felton, 2012). Hidden from
public view, the monster is careful in picking up its whereabouts, as its unusual
and often repulsive manners and appearance can provoke hostility in people,
since “normal humans” tend to mobilize in order to threaten their target and
eliminate it. The monster is an a priori estranged entity, which prefers invisibility
not due to some inherent anti-socialness, but because its strangeness can trigger
fears, feelings of collective self-preservation, and revenge. The fundamental
features of the monster vary, as do its shape and form.

First, the monster is most often represented as a genetic deviation from
the “norm,” whether human or animal, in various capacities and degrees, such
as size (gigantic or too small), bodily parts (inconsistent teeth, head, or legs), and
hybrid form (Cerberus, Sphinx, or Sirens). Second, alongside or independently of
the genetic aspect, the monster embodies moral deviation against which society
should be protected. It represents a figure of transgression that can activate
conservative and progressive political responses, depending on the nature of the
violation. The portrayal of monsters as primarily genetic and/or moral deviants
is contextual and reflects, among other factors, how certain societies imagine
threats and enemies, attribute meaning to bodily (dis)abilities, and grapple with
existential fears (Asma, 2011).?

Fathoms by Eugene Lourié (1953). We will mention this film and its monster more than once.
?The focus of this study is not the representation of fears in the monsters figures; instead, considering
the structure of monstrosity, narrative constructions (both past and contemporary) are analyzed.

In this way, the authors aim to comprehend the theories of monstrosity in their classical and
posthumanistic reflections (editors’ note).
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Considering the ever-changing nature of monstrosity, this article examines
its cinematic transformation within the context of a growing ecological awareness
in the Anthropocene, a geological epoch irreversibly marked by human activity
(Crutzen, 2016). Specifically, we focus on the MonsterVerse blockbuster film
franchise. Established in 2014, the franchise encompasses an ecosystem of giant
monsters, including the classic figures such as Godzilla and King Kong, as well as
new monsters designed specifically for the universe. The MonsterVerse became
an effective reboot of two popular media franchises—the Japanese Godzilla and
the American King Kong—attracting significant media attention.

On the one hand, it appears that the giant monsters are being reimagined
within the framework of new stories and contemporary ecological contexts.
We suggest that, instead of being merely destructive, giant monsters in the
MonsterVerse cosmology often assume the roles of guardians and protectors
of planet Earth from human-generated destructiveness. On the other hand, the
stories still contain monstrous agents that pose a threat to humans. We analyze
the types of monstrosities presented in the franchise, the narratives they are
embedded in, and whether the media franchise reflects posthumanist trends in
contemporary culture by constructing images of monsters.

To address these questions, we conduct a historical and cultural analysis of
the monsters’ images (Godzilla and King Kong) and perform a narrative analysis
of the first and latest franchise stories to identify the characteristics of monstrosity
in the MonsterVerse. We reconstruct the cultural context surrounding the birth of
these monsters and analyze the narrative elements of their stories.

In the first part, Reading Monster Cultures: Dreadful Otherness and the
Promise of a Better Future, we examine monstrosity through the lenses of monster
studies and posthumanism as a shifting cultural and material form. Given the
mutable nature of monstrosity, stories about monsters and the roles they embody
are also changing. In the second part, Giant Monsters and the Nuclear Narrative:
MonsterVerse’s Nuclear Ancestors, we explore the cultural context of the origins
of giant monsters. Finally, in the concluding sections, Godzilla and Ecological
Narrative: Nature vs. Invasive Species and King Kong: Guardian of Primordial
Nature, we analyze the narratives of the films and the franchise to demonstrate
that Godzillaand King Kong in the MonsterVerse represent popularembodiments
of posthuman ethics.
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READING MONSTER CULTURES:
DREADFUL OTHERNESS AND THE PROMISE OF A BETTER FUTURE

In Monster Culture: Seven Theses (1996), a seminal text in the field of monster
studies, Jeffrey Jerome Cohen argues that the monstrous body is “pure culture”
(Cohen, 1996, p. 4). This means that the monster cannot be viewed as an ahistorical
and transcendental entity that simply arouses generic fear and disgust. Rather,
it should be understood as a being whose physical and moral characteristics are
given in the context of different cultural forms. In fact, interpreting and deciphering
the monster is a method for eventually understanding cultures, as it sheds light on
the physical and mental attributes that different societies deem undesirable. By
examining these traits, we can gain insights into the prevailing values, moralities,
and beliefs that underpin these cultures. Furthermore, there is no teleology, no
ultimate demise of monsters that would liberate humanity from the anxieties they
embody. These anxieties would always adopt diverse monstrous forms according
to the temporal and spatial contexts in which they are articulated. Conversely, old
monsters may adopt new anxieties and relinquish their original ones.

One way to observe this pattern is through the resurrection of a quintessential
monstrous form—the figure of Dracula—in modernity.® In his book Skin Shows,
Jack Halberstam analyzes Bram Stoker’s novel Dracula, published in England
in 1897, and the broader genre of Gothic literature, revealing strong anti-Semitic
references and the reinforcement of stereotypes that implicitly portray Jews as
monstrous. In the aristocratic and enigmatic character of Dracula, Stoker gave the
folkloric vampire a bodily form accentuating certain features to resemble prevalent
anxieties surrounding Jewish populations in England at the time. Halberstam
connects this portrayal to the fact that in the 1850s many Jews were relocated
from Russia and Eastern Europe to England, which led to their particularly negative
depiction in popular culture. In line with these fears, Dracula was portrayed as an
Eastern European foreigner and traveler, obsessed with wealth, engaging in deviant
sexuality, and exhibiting the physiognomic and bodily stereotypes associated
with Jews at that time, such as a “peculiar nose, pointed ears, sharp teeth, claw-
like hands” (Halberstam, 1995, p. 14). Here, the monstrous body becomes a literal
expression and creator of the deviant ethnic other, functioning as a technology of
subjectivity in Foucauldian terms, with the monstrous body representing rejected
and non-normative cultural bodies (a similar argument can be found in Rai,
2013). However, in different temporal and spatial contexts, this iconic form of the
mythological vampire and the tale of Dracula assume diverse bodily manifestations

* This section of the article deals with the structure of monstrosity (based on various—including
posthumanist—theories of monstrosity). The authors illustrate the pattern for constructing the
monstrosity on the example of other familiar monsters, that readers may recognize.

Ultimately, the text reveals the principle of monster formation and its cultural variability (editors’
note).
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that reflect different anxieties. For example, Abel Ferrara’s deconstructive film The
Ad(diction (1992), featuring a female vampire who is a philosophy PhD student in
New York, addresses anxieties related to depression, dark sexuality, and substance
abuse. Similarly, the film A Girl Walks Home Alone at Night (2014) by Ana Lily Amirpour
portrays a female vampire in Iran who punishes men guilty of violence against
women. The evolution of vampires exemplifies Cohen’s notion of the monster as
pure culture, a body that assumes transient forms, adapting and reshaping itself
according to the social values and morals of distinct contexts and periods.

In the realm of posthuman ethics, the role of monsters transcends their
function as threatening adversaries or mirrors through which one can view human
values. They become marginalized entities that are disenfranchised by dominant
power structures. One of the influential texts in this regard is Donna Haraway’s
The Promises of Monsters: A Regenerative Politics for Inappropriate/d Others (1992).
According to it, monsters are entities that have been deemed “inappropriate/d”
in different settings, that is, produced as unfit and “wrong” in specific times and
places by cultural, historical and scientific signifiers. Keeping with her idea of
cyborg ontology, Haraway argues that “if organisms are natural objects, it is crucial
to remember that organisms are not born; they are made in world-changing
technoscientific practices by particular collective actors in particular times and
places” (Haraway, 1992, p. 297). Within her material-semiotic approach, natural
entitiesare not mere biological facts but rather products shaped within the respective
nexuses of established scientific truths. In this framework, the monster becomes a
metaphor for organisms that cannot fit in the taxonomy of both the self and the
other. They are more than just the others to a given knowledge system, but rather
disturbing entities that defy identification, specifically within the taxonomic canon.
Monsters represent a constant excess and surplus of meaning. According to Patricia
MacCormack, “monsters themselves are defined, most basically, as ambiguities”,
resisting both epistemological and biological categorization (MacCormack, 2012,
p. 293). The monsters are subjects that “fail to fulfill the criteria of human subjects,”
and as such, they have “an ideal and intimate relationship with the concept of the
posthuman” insofar as the latter questions transcendental narratives (MacCormack,
2012, p. 293). Following this approach and echoing Spivak’s Can the Subaltern
Speak, Paul Preciado, in his lecture and subsequent book Can the Monster Speak,
argues that transsexual bodies have been constructed as dangerous and monstrous
by established epistemologies. It is eventually this uncategorized excess inherentin
the trans body that gives monsters their emancipatory potential (Preciado, 2021).
In other words, in posthuman approaches, the monster, as Haraway’s title suggests,
represents a promise of a better future rather than a menacing adversary.

The posthuman monster does not only signify a transgression from
normativity in the sense that it is produced where the “normal” human ends. As an
embodiment of excess, the monster is not a mere warning against human excess,
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as commonly discussed, but an inappropriate/d and unjustly treated excess that
harbors a positive, if not emancipatory, potential. This discourse has spilled over
into popular culture and media in recent decades. As monsters evolve beyond the
image of dreadful otherness, the stories about them and the roles they assume in
these stories are changing as well.

The reconstruction of these giant monsters, Godzilla and King Kong, within
the fictional MonsterVerse, which we will explore below, is an intriguing example of
monstrosity reconfigured through posthuman ethical inquiry.

GIANT MONSTERS AND THE NUCLEAR NARRATIVE:
MONSTERVERSE’S NUCLEAR ANCESTORS

The MonsterVerse is a multimedia franchise owned by Warner Bros., at this
writing including four films about giant monsters: Godzilla (2014, Gareth Edwards),
Kong: Skull Island (2017, Jordan Charles Vogt-Roberts), Godzilla: King of the Monsters
(2019, Michael Dougherty), and Godzilla vs. Kong (2021, Adam Wingard). The first
two films, released in 2014 and 2017, rebooted the stories of cinema’s most iconic
monsters—the Japanese Godzilla (Fig. 1) and the American King Kong (Fig. 2).

The most recent film in the fictional universe, as of the time of writing, is a
crossover between the two monsters, a reference to the classic King Kong vs.
Godzilla (1962, Ishird Honda). The creators of the franchise are currently working on
a sequel, Godzilla x Kong: The New Empire, that explores the complex relationship
between these two monsters. The film is scheduled for release in 2024.

Fig. 1. Godzilla. Still from Gojira directed by Ishird Honda (1954)*

4 See the image source: https://www.imdb.com/title/tt0047034/mediaviewer/
rm40564684807ref_=ttmi_mi_all_sf_7(05.09.2023).
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Fig. 2. King Kong. Still from King Kong directed by Merian C. Cooper and Ernest B. Schoedsack
(1933)°

The MonsterVerse is an elaborate ecosystem of monsters featuring both classic
and newly designed creatures. It exists between two worlds: the realm of humans
and their technologies, and the world of planet Earth that is hidden from people.
The popular media franchise represents an implicit ecological narrative aiming
to address the global anthropogenic issues of our time. We argue here that this
narrative is further shaped by typical posthumanist concerns regarding monstrosity
and the monstrous, as discussed previously. In the following sections, we will see
how Godzilla and Kong assume the role of Earth’s guardians—on both planetary
and global scales®—protecting it from external threats as well as human actions (we
will return to this later).

However, King Kong and Godzilla were not always the central protagonists in
the monster cinematic universe. They emerged under different circumstances and
initially appeared on the big screen in the genre of giant monster films, where the
monsters portrayed a destructive and antagonistic force. In Japanese cinema, such
creatures were known as kaiju (“strange beast”), and GodZzilla is considered a kaiju.
The emergence of Godzilla is connected to several cinematic creatures, with King
Kong being one of them. The first cinematic atomic monster, or nuclear monster,
Rhedosaurus, is its closest predecessor. In 1953, Rhedosaurus (Fig. 3) appeared
in Eugene Lourié’s The Beast from 20,000 Fathoms. According to Ishird Honda, the

See the image source: https://www.imdb.com/title/tt0024216/mediaviewer/
rm11386362887ref_=ttmi_mi_typ_sf 47 (05.09.2023).

® The Earth can be perceived as a planet, world, or globe, depending on the discourse. Dipesh
Chakrabarty, in his study of the climate change debate, connects it with regimes of historicity. He
states,

Earth System Science (ESS), the science that among other things explains planetary
warming and cooling, gives humans a very long, multilayered, and heterotemporal
past by placing them at the conjuncture of three (and now variously interdependent)
histories whose events are defined by very different timescales: the history of the planet,
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origin story of Godzilla, a Japanese monster from the sea, was influenced by The
Beast (Kalat, 2017).

Fig. 3. Rhedosaurus. Still from The Beast from 20,000 Fathoms directed by Eugéne Lourié (1953)"

Eugene Lourié directed a series of films portraying giant creatures
destroying cities, including Rhedosaurus from The Beast from 20,000 Fathoms
(1953), Behemoth from The Giant Behemoth (1959), and Gorgo and its mother
Ogra from Gorgo (1961). The first two films follow a common narrative structure,
which includes:

e nuclear tests;

o the awakening of a giant monster and the dilemma of the sole
witness;

e the monster's public appearance and demonstration of its
destructive power;

o the military’s unsuccessful attempts to eliminate the monster
(involving conflicts between scientists and the military);

« the discovery of an innovative scientific solution that ultimately
leads to the monster’s demise.

These films initiated a series of works that incorporate giant monstrosities
within the context of the nuclear narrative. The narrative unfolds in a continuous
timeline, without splitting into parallel storylines or multiple narrative arcs,
progressing relentlessly in one direction, which is the path of “overcoming the
monster.” Geographically, the narrative space is not on a planetary dimension or
scale—it is quite localized, with territories defined by the destructive movements

the planet, and the history of the globe made by the logics of empires, capital, and
technology (Chakrabarty, 2019, p. 1)
Historical regimes are no longer solely human-centric.
i See the image source: https://www.imdb.com/title/tt0045546/mediaviewer/
rm3079477504?ref_=ttmi_mi_all_sf_106 (05.09.2023).
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of the monsters (Rhedosaurus in New York, Behemoth in London, and Godzilla in
Tokyo).

The structure of these works also highlights intriguing features of the
nuclear narrative related to depictions of science and scientists (Fig. 4). There are
three narrative pointsin it. The first is the figure of a scientist. Not only he (always
a “he”) possesses an in-depth knowledge of nature, but also warns of danger,
cautioning against the mistakes which might be caused by action orinaction, and
often expresses concerns about the consequences of utilizing new technologies.®
In The Beast from 20,000 Fathoms, physicist Thomas Nesbitt opens the film with
the line, “What the cumulative effects of all these atomic explosions and tests
will be, only time will tell.” Nesbitt becomes the only survivor of the monster’s
first appearance. A similar narrative element is depicted through scientist Steve
Karnes in The Giant Behemoth, who delivers a speech to the British Scientific
Society concerning the perils of nuclear tests on marine life.

Furthermore, three different causes for the genesis of monstrosity can be
observed in the history of the giant monsters of the “nuclear period”:

(1) the reawakening of the ancient creature, as seen in the
aforementioned Eugene Lourié films;

(2) a failed experiment, such as depicted in Tarantula (1955, Jack
Arnold), where a giant tarantula is the result of an experiment gone
wrong;

(3) the unexpected effects, exemplified in Brickner’s horror film Them
(1954), where nuclear experiments in the desert lead to unforeseen
repercussions, including the creation of terrifying gigantic ants.
Another example is the mutant octopus from Robert Gordon’s film, /t
Came from Beneath the Sea (1955).

® This aligns with certain philosophical approaches that resist the absolutization of scientism and
adopt a critical attitude towards science, its role in culture, and the limits of scientific knowledge.

HAYKA TENEBUAEHMA 19 (3), 2023 107 THE ART AND SCIENCE OF TELEVISION



Fig. 4. Lee Hunter, Elson’s assistant (left), Prof. Thurgood Elson, paleontologist (center),
and Prof. Tom Nesbitt, physicist (right). Still from The Beast from 20,000 Fathoms
directed by Eugene Lourié (1953)°

The second narrative point regarding the representation of science is the
motif of confrontation between academics and the military within their otherwise
united battle against the monster. The initially aggressive actions by the military
forces become erratic and ultimately futile in the face of the giant monster, leading
to the scientists’ victory. Through consistent and rational actions based on their
scientific knowledge, the scientists discover the only true and innovative solution.

Lastly, the third narrative point introduces another scientist figure who
advocates for preserving the creature’s life for further study. This character is driven
by utilitarian goals rather than any specific ideology related to anti-speciesism
or species preservation. However, the image of this scientist reflects romantic
ideas about scientific knowledge. By refusing to control nature and advocating
for peaceful coexistence, representatives of romanticism criticize scientism of the
Enlightenment (Poggi & Bossi, 1994). Such characters appear in both The Beast
from 20,000 Fathoms and The Giant Behemoth as paleontologists—Thurgood Elson
and Dr. Sampson. Heedless of the danger, they try to approach the monster—the
object of their scientific interest—as close as possible, but typically fail and die. Dr.
Kyohei Yamane from the original 1954 Godzilla and Ishiro Serizawa from the 2014
MonsterVerse reboot of Godzilla exemplify these archetypes. She also suggests
that these monsters mask the immense trauma caused by nuclear weapons and

? See the image source: https://www.imdb.com/title/tt0045546/mediaviewer/
rm8486394887?ref_=ttmi_mi_all_sf_94 (05.09.2023).

HAYKA TENEBUAEHMA 19 (3), 2023 108 THE ART AND SCIENCE OF TELEVISION



the fear of future wars (Sontag, 2013, p. 46). The dichotomous image of science in
the catastrophic nuclear narrative resembles magic, capable of being both black
and white at the same time. As a result, a scientist can be both a “satanist and a
savior” (Sontag, 2013, p. 46).

GODZILLA AND ECOLOGICAL NARRATIVE:
NATURE VS INVASIVE SPECIES

Godzillaisamongthe nuclear monsters, and the idea that this giant monsteris
areminder of the devastating consequences of nuclear weapons is widely accepted
(Ryfle, 1998; Sontag, 2013; Barr, 2016; Debus, 2022). Some researchers also draw
connections between the first Godzilla film and the Bikini Atoll test conducted by
the United States (specifically, the Castle Bravo bomb test on March 1, 1954), which
resulted in severe and unforeseen repercussions. The radioactive contamination
affected a vast area, even reaching people on a Japanese fishing boat located 170
km from Bikini (Low, 1993; Dominy & Calsbeek, 2019).

Godzilla first appeared on the big screen in 1954, thanks to the Japanese
director Ishird Honda and special effects director Eiji Tsuburaya. Since then, there
have been over thirty films featuring Godzilla, not including TV series and cartoons.
The first Godzilla’s performance follows the familiar structure of monstrosity
associated with the abovementioned nuclear catastrophe narrative. A colossal
ancient reptile-like (or resembling a dinosaur) creature emerges from the depths of
the Pacific Ocean, awakened by a hydrogen bomb test (Fig. 1). We can recognize the
well-established formula:

o nuclear tests leading to the awakening of the monster;

« demonstration of the monster’s destructive power, as Godzilla attacks
fishing boats and Odo, destroys villages, and ultimately poses a threat
to Tokyo;

o unsuccessful attempts by the military to resist the monster: Japan’s
Self-Defence Forces built an electric fence and deploy tanks and fighters,
all to no avail;

o the discovery of an innovative scientific solution: only the newly
invented deadly weapon, the Oxygen Destroyer, resulting from

« Serizawa’s extensive research, proves effective against Godzilla.

The representation of science, the portrayal of scientists (paleontologist
Kyohei Yamane and physicist Daisuke Serizawa), and the type of monstrosity
depicted point at the nuclear narrative, which had gained popularity during that
time. Yamane makes a speech about the monster, stating, “It’s impossible! Godzilla
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absorbed massive amounts of atomic radiation and yet it still survived! What do you
think could kill it? Instead, we should focus on why it is still alive. That should be our
top priority!” The film conveys a strong anti-nuclear sentiment.

Inthe MonsterVerse, the narrative and the monsters undergo a transformation.
The nuclear narrative shift towards an ecological one, losing its anti-nuclear
connotation, and the fearsome nuclear monster becomes an ecological creature
rather than solely a dreadful menace. The creation of the universe started with the
2014 reboot of the Godzilla franchise, and to date, it has included four films. The
media franchise expanses its universe, adding new story arcs, using intertextual
techniques, and arranging complex narrative structures of time and space. The
monster’s “appearance-destruction” formula has also evolved. At the same time,
new monsters are introduced to the universe, interacting with one another. Godzilla
loses its antagonist status (Suzuki, 2017, p. 23); instead, this role is assumed by MUTO
(Godzilla, 2014), Monster Zero, or King Ghidorah (GodZzilla: King of the Monsters,
2019), and Mechagodzilla (Godzilla vs. Kong, 2021), while Godzilla gets a different,
more positive, role within the new catastrophic narrative.

In the first film of the franchise, the creators of the new version of Godzilla
pay tribute to the original film and establish intertextual connections using narrative
elements, names, and visual images. For example, the name of Dr. Ishiro Serizawa
is a reference to Ishird Honda, who directed the original film, and the character
Professor Daisuke Serizawa. The initial shots, taken with vintage lenses, imitate
documentary style to remind the events of 1954 (Castillo, 2017, pp. 94-95). In the
first act, the anti-nuclear motive of the original film is portrayed through a nuclear
power plant, a catastrophe, the death of people, and a quarantine zone (Marshall,
2022, pp. 6-7). However, this might be the only aspect that remains of the original
film’s anti-nuclear sentiment. In the franchise, the catastrophism is based on the
planetary disaster (Castillo, 2017, p. 94), so the monstrosity is fueled by other fears.

The first antagonist in the MonsterVerse is the new monster MUTO (Massive
Unidentified Terrestrial Organism), who was created specifically for the film and
has never been part of any fictional universes before (Fig. 5). MUTO resided within a
Philippines uranium mine, feeding off the radiation of this “natural element” of the
Earth. When the source depleted, it attacked a nuclear plant, where it was captured
and kept dormant by the secret organization Monarch. However, there was more
than one monster. A male and female pair of MUTO (referred to as Hokmuto and
Femuto) were discovered, whose primary purpose was reproduction. The increase
in the number of such creatures on Earth would deplete energy resources (as they
feed on nuclear energy) and lead to the planet’s destruction. Humanity found itself
on the brink of a planetary catastrophe.
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Fig. 5. MUTO. Still from Godzilla directed by Gareth Edwards (2014)*

The next antagonist in the franchise is Monster Zero, or King Ghidorah (Fig. 6).
It debuted in the 1964 Ishird Honda’s movie, Ghidorah, the Three-Headed Monster,
and later appeared more than once in films by Toho entertainment company. There
are various versions of Ghidorah’s origin, but in the MonsterVerse, it is a dangerous
alien posing a threat to Earth. Ghidorah subjugates the other monsters, known
as the titans, and its primary goal is destruction in order to terraform the planet
for itself. The only resistance it encounters is from Mothra,** who remains loyal to
Godzilla. Monster Zero was awakened by an eco-terrorist organization seeking to
restore natural and climatic balance by releasing the titans. Dr. Emma Russell, who
joined the organization, manifests their main message:

Humans have been the dominant species for thousands of years, and
look what’s happened. Overpopulation, pollution, and war. The mass
extinction we feared has already begun. And we are the cause. We are
the infection. But like all living organisms, the Earth unleashed a fever
to fight this infection. Its original and rightful rulers were the Titans.
They are part of the Earth’s natural defense system. A way to protect the
planet, to maintain its balance.’?

Unfortunately, the false titan Ghidorah was among the other giant monsters;
itis not part of the natural order and turns out to be an invasive species. Just like in
the first film, Godzilla is the only hope; only it is capable of correcting the mistakes
made by humans and restoring the very balance Dr. Russell spoke of. However,
this time, Godzilla cannot do it alone; the monster needs the help of humans to
replenish its nuclear power. The US Navy and Monarch descend into the depths of

1 See the image source: https://www.imdb.com/title/tt0831387/mediaviewer/
rm3134172929?ref_=ttmi_mi_all_sf_111(05.09.2023).

" Mothra was the first good kaiju. In 1961, a film was released about a giant caterpillar that rescues
the twin girls who were kidnapped from their home island.

2 Dougherty, M. (Director). (2019). Godzilla: King of the Monsters [Film, 0:48:46]. Legendary Pictures.
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Fig. 6. Monster Zero. Still from GodZzilla: King of the Monsters
directed by Michael Dougherty (2019)*3

nuclear power. The US Navy and Monarch descend into the depths of the Pacific
(the realm of the inhuman) to help their savior to recover.

The final monster antagonist in the franchise is Mechagodzilla (Fig. 7).
Similar to Ghidorah, who appeared earlier in the films, Mechagodzilla has had
several differentincarnations, butin each of them, itisthe mechanical counterpart
to Godzilla. In MonsterVerse (GodZzilla vs. Kong, 2021), Mechagodzilla is a weapon
created by the Apex Cybernetics Corporation using the head of the alien invader
Ghidorah. Mechagodzilla was intended to be the technology to contain and
subdue the titans, who represent the forces of nature in the films. However, the
experiment went out of control, highlighting the narrative of the unpredictability
of science and technology.

B See the image source: https://www.imdb.com/title/tt3741700/mediaviewer/
rm8144422407ref_=ttmi_mi_all_sf_1(05.09.2023)

“ See the image sourcer  https://www.imdb.com/title/tt5034838/mediaviewer/
rm15766615057ref_=ttmi_mi_all_sf_433(05.09.2023).
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The magnitude of the catastrophe expands the dimensional and temporal
narrative structures as we see non-human worlds in the depths of the ocean and the
Hollow Earth (Fig. 8), and hear about the events that occurred before the emergence
of mankind. Non-human historical regimes are incorporated into the narrative, but
the planet itself remains somewhat in the background as an active agent.

Fig. 8. The Hollow Earth. Still from GodZzilla vs. Kong directed by Adam Wingard (2021)*

Despite the posthumanist perspective in the ecological narrative, the
franchise still uses anthropomorphic elements and themes. The overarching plot
still revolves around families and relationships within them, such as the Brody
and Russell families. The protagonist monsters, devoid of their dreadfulness, are
becoming more and more humanized—in their views, affections, and relationships
with other creatures and people. This is particularly evident in the new portrayal
of King Kong that we will explore in the following section.

KING KONG: GUARD OF PRIMORDIAL NATURE

King Kong is one of the MonsterVerse monsters, but he was never an atomic
monster. Its origin took place in a completely different colonial context. The character
of King Kong first appeared in the 1933 film King Kong, directed by Ernest Schoedsack
and Merian Cooper. The film was a massive success and featured not only King Kong
but also other giant monsters, such as dinosaurs. The screenplay revolves around

> Thereis avisual reference to Michelangelo’s fresco painting, The Creation of Adam, which enhances
the anthropomorphism of the monstrous images. See the image source: https://irecommend.ru/
content/betmen-protiv-supermena#&gid=gallery_node7668598field_imgfl&pid=15 (05.09.2023).
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a film director and businessman who aims to shoot his next project on Skull Island,
thehome of King Kong, a gigantic ape that no one apart from the black islanders has
ever seen. The director hopes to capture King Kong on camera and make a cinematic
sensation by showing a real monster to American audiences. To accomplish this, he
recruits Ann Darrow, a conventionally attractive blonde, for the leading role. As soon as
Kong sees her, he becomes captivated by Ann’s beauty and kidnaps her. Determined
to get Ann back, the director organizes a mission to capture Kong and bring him to
New York—and succeeds. Kong is then paraded in New York as the “Eighth Wonder
of the World” (Fig. 9). Eventually the gigantic ape breaks free, recaptures Ann, but is
ultimately shot dead by American airplanes.

Fig. 9. King Kong. Still from King Kong
directed by Merian C. Cooper and Ernest B. Schoedsack (1933)%¢

The very physicality and portrayal of King Kong embodied racial stereotypes
prevalentin American society at the time, where it was common to liken black people
to apes (Frazier, 2007; Schleier, 2008). Kong’s infatuation with a blonde white woman
further reinforced dominant American racial tensions, according to which black men
are sexually promiscuous with uncontrollable sexual urges. The film thus “tapped
into many of the subconscious fears about blackness and masculinity in the 1930s”
(Frazier, 2007, p. 186), expressing how the dominant gaze of colonial whiteness
inferiorized black man. The inferior ape was a monstrosity that had to be suppressed,
if not exploited as a spectacle. In other words, King Kong’s monstrosity represented
a rejected otherness that held no value in the “civilized” world. King Kong had to be
exterminated as he represented an unambiguous threat, an almost alien force with
whom communication or co-creation was deemed impossible.

The new Kong is entirely different. Similar to Godzilla, he has lost his monstrosity
upon becoming part of the MonsterVerse. King Kong is now the protagonist of a new

1 See the image source: https://www.imdb.com/title/tt0024216/mediaviewer/
rm37503321607ref_=ttmi_mi_all_sf_10(05.09.2023).
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story, passing the role of the real monsterto the Skullcrawler, a dinosaur-like creature
that lives underground (Fig. 10).

Fig. 10. Skullcrawler. Still from Kong: Skull Island
directed by Jordan Charles Vogt-Roberts (2017)*

Kong: Skull Island (2017), directed by Jordan Vogt-Roberts, is the second film
in the MonsterVerse franchise. The story follows an expedition to the uncharted Skull
Island in the Pacific Ocean, Kong’s home. The expedition group consists of scientists,
soldiers, and afemale anti-war photojournalist with a traditionally male name—Mason
Weaver.® Within the group, there are those who seek to conquer the island and its
inhabitants, including Kong, and those who oppose such actions.

The island, on which the narrative unfolds, is a picturesque place that strikes
with its beauty. Inhabited by paleoendemic creatures, ancient species preserved
due to their isolation from the human world, the island resembles a “museum” of
pre-human life, governed by Kong, representing the mechanism of nature. As Mircea
Eliade would say, “in that image of primordial Nature we can easily recognize the
feature of a paradisiac landscape” (Eliade, 1961, p. 41).

Butthereisalso ahidden dark side of the island—the dangerous underground
monsters known as Skullcrawlers. King Kong stands at the border between the two
worlds of the island, safeguarding the “above-ground world” from alien invaders. Like
Godzilla, King Kong maintains the natural order. The bombs used by the expedition
team to explore the uncharted island represent an aggressive and violent approach
towards nature, which causes the awakening of the Skullcrawlers (referencing the
birth of the nuclear monster because of the bomb).

" See the image source: https://www.imdb.com/title/tt3731562/mediaviewerrm2747020032?ref
=ttmi_mi_all_sf_28 (05.09.2023).

18 She serves an important function in the story because female and child characters usually have a
human ethical connection with the kaiju monster.
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CONCLUSION

In the 1950s and 1960s, giant monsters gained popularity in science fiction,
becoming part of the catastrophic nuclear narrative extensively used by the film
industry. These nuclear monsters embodied traditional figures of monstrosity,
reflecting threats to the human world such as nuclear weapons and the unpredictable
consequences of nuclear energy and technology.

The MonsterVerse franchise revisits some elements and images of monsters
from the past but reframes them within the context of a planetary eco-disaster. While
“the anxiety global warming gives rise to is reminiscent of the days when many feared
a global nuclear war” (Chakrabarty, 2009, p. 221), the ecological narrative produces
ecologically versed monsters.

Godzilla ceases to be a monster embodying the fear of nuclear weapons or
energy. Infact, nuclearradiation is shown as a natural and beneficial superhero power
(Marshall, 2022, p. 10). Now, Godzilla is a force of nature representing the natural
order. Although the specifics of this order are concealed, we can see Godzilla as an
ecological agent aligned with the discourse of sustainable development, representing
theinterests of the Earth. In the film Kong: Skull Island, there is no global catastrophe
or planetary destruction, yet the ecological narrative remains a persistent part of the
story, and the revival of King Kong’s monstrosity follows the abovementioned trends.

A special feature of the narrative is the presence of an indigenous tribe that
lives in harmony with nature and reveres Kong as a god. In an ecological context, it
represents the resurrection of the archetype of the “noble savage” uncorrupted by
civilization, “the pure, free and happy” human being surrounded by maternal and
generous nature (Eliade, 1961, p. 41).

The giant monsters, Godzilla and King Kong, were once terrifying, but they have
now shed their traditional monstrosity. Theirimmense size within a planetary context
isno longer dreadful; they now appear proportionate to the size of the planetand are
integrated into its ecosystem. They act as ecological agents, defending the interests of
the Earth and maintaining ecosystem balance. Godzilla and King Kong are what can
be referred to as the ecological monsters of the Anthropocene era. They follow the
logic of posthumanist monstrosity. This transformation reflects a posthumanist shift
in the humanities and, more broadly, popular culture, which suggests that human
nature is embedded in the natural world, indigenous cultures should be protected,
and our relationships with other beings should be nourished (Braidotti, 2013). On the
other hand, ecological fears are embodied by MUTO, Ghidorah and Mechagodzilla,
acting as invasive species, alien to Earth’s ecosystem, and representing a classical
form of monstrosity related to fears and warnings. The ecological narrative in popular
media is based on mass extinction, biodiversity decline, and climate change, which
are widely discussed issues (Marshall, 2022). Such a representation of monstrosity
as invasiveness embodies these ecological fears.
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The human characters in the franchise also undergo changes, becoming
institutionalized. Forinstance, figures of scientists and military personnel are replaced
by social, economic, and political organizations such as the secret organization
Monarch, the US Navy, and the Apex Cybernetics Corporation—an eco-terrorist group
with a radical plan to save the Earth. All of them act as ecological agents, representing
differentecological discourses (administrative rationalism, democratic pragmatism,
sustainable development, and ecological modernization, among others) (Dryzek,
2022). However, this is portrayed in a chaotic manner without a strict sequence.

The media franchise brings classical and new forms of monstrosity together,
reproducing cultural trends in its own visual media language, including posthumanist
theories and ideas. The MonsterVerse constructs an ecological narrative,** with
a particular emphasis on the concept of the ecological monster that describes
Godzilla and King Kong in the franchise. This concept can be utilized in the future
for ecocritical analysis.
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«3aTepAHHbIe B KOCMOCEe»

OT 1965-ro K 2018-my:
(hopMUMpoOBaHue
KMOOPraHM4yeCcKnx coobLecTB

AHHOTaums. Llenb cTaTb — CPaBHUTb Penpe3eHTauMio CeMbY B MEpBON
BEpCUK cepmana «3atepsiHHble B KocMoce» 1965-1968 rofos ¢ ee penpeseH-
Tauvel B nocneaHer sepcum (2018 r.); NoKasaTb MMPOBO33pPEHYeCKMEe NPUH-
LUMNbl POPMUPOBAHMNS CEMbU KaK KMBOPraHWYeCcKoro coobLLecTBa ¢ NO3MNLMINA
COBPeMeHHOW (hUNocoCKor aHTPOMoNOrnn. B kayecTBe KOHLENTYanbHOM
PaMK1 MCMONb30BaHbl paboTsl [JOHHbLI Xapayai, NMocBsilleHHble npobneme
MOEHTUYHOCTU 1 Bompocam dopmmupoBaHus coobuiects. Vgen [. Xapayait
PaccMaTprBaAIOTCS B KOHTEKCTE HOBbIX OHTONOMMA, B CTaTbe peannsyercs no-
NbITKa OHTONOMM3aLMK aHTPOMONOrMYECKON MPobaeMaTKK. B CBSA3M € 3TUM
WHTepnpeTauus noaxoaa . Xapayaii He orpaH14vBaeTCs PEMUHUCTCKON Te-
opuelt N/Vnu reHaepHbIMU CCNefoBaHVSMY, @ COOTHOCUTCS C TaKMMU NMPOeK-
Tamu, Kak punocodus TexHnkM 3. Kanna, akTopHo-ceTeas Teopus b. /latypa,
tbeHomeHonorus yxaca [. Tpurra, 06beKTHO-OpUEHTYPOBaHHAs OHTONOT S
T. MopTOHa.

Kak cepunan 1965-1968 rofa, Tak 1 pemelik 2018-2021 rofjoB NoKa3blBatoT, 4TO
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CeMbs ABETCS OCHOBOM 0DOLWEeCTBa, OANHAKOBO HEOOXOANMON NS BbDKMBA-
HUS Ha 3emne 1 Ha Apyrvx nnaHeTax. B obonx cepranax penpeseHTupyeTcs
«MNnaHeTapHas» CeMbsi, TO eCTb CeMbst 06pa3LioBasi, CNOoCobHas NpeacTaBNaTh
BCe yenoeyecTBo. OfHAKO, Kak MOKa3aHO B HacTosleln paboTe, MMPOBO3-
3peHYeckme NpuHUMNbl COOPKU CeMbM KaKk CcOObLIEeCTBA B OPUrMHaNbHOM
cepvane 1 pemerike pasnnyHbl: TOTAa Kak B NepBOM pernpeseHTauus ceMbi
POOWHCOHOB He NPeo0oNEBAET IPaHyL, HOBOBPEMEHHOIO AUCKYPCa O CEMbe,
BTOPOV EeMOHCTPUPYET COOPKY CEMbY, Pa3BOPAYMBAIOLLYIOCS B PaMKaXx nof-
X0fa, CTpeMalerocs npeofoneTs Hacneame MoLepHa M aKUEHTUPYoLWero
BHUMaHMe Ha Knboprusaumm u GopMMPOBaHUN KMOOPraHUYecKnx coob-
LEeCTB.

KntoyeBble c/loBa: cembs, COODLIECTBO, «3aTepsHHble B KOCMOCE», []. Xapa-
yaii, Knbopr, nneteHve ceTen, KMHBOPraHMYecKkoe NUCbMO, rpaMoTHas MaTb,
YyxKas CyObeKTUBHOCTb, [I. TPUIT, reoUeHTPrU3M
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Lost in Space From 1965 to 2018:
The Cyborganic Community Building

Abstract. Comparing the representations of a family in the 1965-1968 scientific
television series Lost in Space and its 2018-2021 remake, the article explicates
the worldview principles of the family building as a cyborganic community from
the perspective of contemporary philosophical anthropology. The conceptual
framework is based on Donna Haraway’s work on identity and community
formation. Herideas are considered in the context of new ontologies. The article
attempts to ontologize the anthropological issues. Here, the interpretation of
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Donna Haraway’s approach is not limited to feminist theory or gender studies
and correlates with such philosophical projects as Ernst Kapp’s philosophy of
technology, Bruno Latour’s actor-network theory, Dilan Trigg’s phenomenology
of horror and Timothy Morton’s object-oriented ontology.

Both the 1965-1968 TV series and the 2018-2021 remake demonstrate that
the family is the basis of society, equally necessary for survival on the Earth
and on other planets. Both TV series represent a “planetary” family, that is, an
exemplary family reflecting all of humanity. However, the worldview principles
of assembling the family as a community differ in the two series. While in the
original series, the representation of the Robinson family does not transcend
the boundaries of the modern discourse of a family, the assemblage of the
family in the remake unfolds within an approach that goes beyond the legacy
of modernity and emphasizes cyborgization and the cyborganic community
building.

Keywords: family, community, Lost in Space, D. Haraway, cyborg, cyborg
writing, literate mother, netting, alien subjectivity, D. Trigg, geocentrism

BBEJAEHWE

B 1965 rogy coctoanacb npeMbepa aMepUKaHCKOro Teneceprana «3ate-
PsiHHblE B KOCMoce» (Lost in Space). Cepvian NoBeCTBYeT O NMPUKIIOYEHUSX CEMbY
Po6MHCOHOB, NOTepneBLUel KpylleHne Ha NyTv K Anbda LleHTaBpe 1 npeogone-
BatoLLel TPYAHOCTM XM3HW B YyCIOBUSAX HOBOY OKpY>KatoLLel cpefbl. [10 OkoHYa-
HWM TPETbEro ce3oHa cepuran bbin 3akpbIT. B 1998 roay BbilNa KMHOBEPCHS, KO-
Topasi, HECMOTPS Ha y4acTue B Hell M3BeCTHOro akTepa kpu Onagmaxa, ycnexa
He nMena. CbeMKM HOBOTO cepwana nof Ha3BaHneM «POBUHCOHBI: 3aTepsiHHbIe
B KOCMOCE», 3annaHnpoBaHHble Ha 2004 rof, TaK U He COCTOANNC. VI TONbKO
B 2018 roay Bbiwen cepvan Ha Netflix, cTaBwmii NOAHOLEHHBIM PEMENKOM 1 Npo-
AEMOHCTPUPOBABLUMIA MOAHOCTBIO MEPEeOCMbICIEHHYIO BEPCUIO MyTewecTBUS
ceMby POOUHCOHOB.

B KMHOBegvecKoi nutepatype cepvian «3aTepsiHHble B KOCMOCE» W3-
YYEeH HeflOCTaTOYHO, a B MCCNe0BaHMsX, MOCBSLLEHHbIX MOAHMMAEMbIM B 3TO
CTaTbe npobneMam Kuboprusaumm 1u hopMrUpOBaHUS KMOOPraHUYecKnx co-
00LLeCTB, YaCTO OTCYTCTBYET B CMVCKAX aHANU3MpyeMbiX GUIbMOB 1 CEPUAnNoB,
Kak, Hanpumep, B cnydae C. WopT (Short, 2005). Bo MHOrom 3TOT @akT MOXHO
00BACHUTbL TEM, YTO CEpMan Tak 1 OCTaNCs B TEHW BbIXOAMBLUErO OJHOBPEMEH-
HO C HUM «3BE3[4HOro MyTW», TaKKe MOCBSLEHHOO KOCMUYECKOW TeMaTuKe.
He cnyyaiiHo cpaBHeHue «3aTepsiHHbIX B KOCMOCE» CO «3BE3[HbIM MNyTEM» SiB/IS-
€TCs TUMUYHBIM /15 MHOTUX UCCNegoBanHuin. [pk. ABBOTT, Hanpumep, yKasbiBaeT

HAYKA TENEBUAEHMA 19 (3), 2023 125 THE ART AND SCIENCE OF TELEVISION



Ha TO, YTO «MepBOHaYanbHo oba ceprana 3aayMbIBanvcCh Kak oTpaxatoLine xpa-
6pbiit HoBaTOpCKMIA oyx CTaporo 3anaga» (Abbott, 2006, ¢. 113). A B TPEXTOMHOM
CNpaBOYHMKe, MOCBSLLEHHOM Cepuany, COCTaBneHHbIM M. KylwimaHoM (Takke
HanMcaBLWMM CNPaBOYHMK NO «3BE3AHOMY MYTW»), COBpPaHbl MHTEPBLIO, B KO-
TOpbIX 0BCYXKAAETCS HEBO3MOXHOCTb KOHKYPMPOBATb C JereHaapHbiM oy
(Cushman, 2016). MHOTO BHVYIMaHKs B IUTepaType yaenseTcs TEXHUYECKMM OCO-
HeHHOCTSM CheMOK cepuana, B TOM YKUC/e B CPAaBHEHUM C MONHOMETPaXHbIM
dvnbMom 1998 roga (Cadigan, 1998).

Llenb »e aaHHOW CTaTb — CPaBHUTH PENpe3eHTaLmio CeMbi B NEPBON
BEpCUM cepmana «3atepsiHHble B KOcMoce» 1965-1968 rofjos € ee penpeseHTa-
uven B nocneaHen Bepcnn (2018 r.); NoKasaTb MMPOBO33PEHYECKME MPUHLMMbI
(hOpPMMPOBaHMS CeMbU KaK KMOopraHMyeckoro coobllecTsa ¢ No3nLmMin coBpe-
MEHHOW hrnocodcKol aHTpononorum. B kayecTse KOHUENTyanbHOW pamMKim Uc-
NONb30BaHbl PAaboThI [JOHHbI Xapayait, NOCBsLEHHbIe NpobnemMe NAeHTUYHOCTH
1 BOMpocam GopMrpoBaHus coobllecTs. Vaen [. Xapayaii paccMaTpuBatoTcs
B KOHTEKCTE HOBbIX OHTOMOMNIA, B CTaTbe peann3yeTcs nonbiTKa OHTONOrn3a-
LM @aHTPOMONOrMYeCcKor NpobaeMaTviKkiA. B CBA3M C 3TUM MHTepnpeTaums nog-
xopa [. Xapayaii He orpaHn4mBaeTca heMUHUCTCKON Teopuein n/vnu reHaep-
HbIMU UCCNEA0BAHNAMM, @ COOTHOCKTCS C TaKVMW NPOEKTaMu, Kak dpunocodus
TexHWKM 3. Kanna, akTopHo-ceTeBast Teopus b. /laTypa, heHomeHonorus yxaca
[. Tpurra, 06beKTHO-OpUEHTPOBaHHas OHTONOrMs T. MOpTOHa.

Kak cepnan 1965-1968 roaa, Tak 1 pemelik 2018-2021 rofoB NOKa3bIBatoT,
YTO CEMbs ABASIETCS OCHOBOW 06LWeCTBa, OAMHAKOBO HEOOXOAUMOM AN BbIXW-
BaHWs Ha 3emne 1 Ha Apyrux nnaHeTax. B obounx cepvanax penpeseHTnpyeTcs
«MnaHeTapHas» CEMbs, TO eCTb CeMbsl, CNOCOOHAs NPeACTaBNATb BCe YenoBeye-
cTBO. OfiHaKO, KaK MoKa3aHo B HacTosiLWel paboTe, MUPOBO33PEHYECKIME MPYH-
UMbl COOPKM CEMbU Kak COOOLLECTBA B OPUrMHANBLHOM cepuane v peMenke
pa3fnYHbL: TOrAa Kak B NEPBOM penpeseHTalms ceMbi POOMHCOHOB He Npeopo-
neBaeT rpaHunL, HOBOBPEMEHHOIO [IMCKypCa O CeMbe, BTOPOM AEMOHCTpUpyeT
cbopKy ceMbu, pa3BOPaYVBatOLLYIOCS B pamKax noaxofa, CTpemsilerocs npe-
0f0NeTb Hacneare MoAepHa 1 akLeHTUPYIoLLero BHUMaHe Ha kuboprusaumm
1 hopMMpPOBaHMM KnbopraHmdeckmx coobiyects. CornacHo [. Xapayaii, Takue
TpaHchopMaummn MoryT 6biTb OCYLWIECTBAEHbI UCKMIOYUTENBHO MOCPEACTBOM
TOrO, YTO OHa Ha3blBAET NIETEHUEM CETEN, TO eCTb NOCPEACTBOM ObpalleHus
K MpaKTuKaM, npeanonaratolm B3avMOAENCTBUE NOEN C HEYENOBEYECKIM
¥ NpeofoneHvie BOCMNPUSTUA MHAKOBOTO Kak MOHCTPYO3HOro. OfHaKo, Haxoas
noaxog [. Xapayain HejoCTaTOYHbIM, aBTOP CTaTby CYMUTAET HEOHXOAMMbIM NPO-
M3BECTW €ro OHTONOMMYECKOe pacllvpeHye, NO3BoNsOLLEe OTKAa3aTbCs OT reo-
LIEHTPpUYECKOW NepcneKT1BLl, NpeacTaBasiowelt cobol YacTs Hacneams Hoso-
ro BpeMeHu.
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«3ATEPAHHBIE B KOCMOCE»: MEPCOHAXW U CHOXXETHbBIE IMHUWN

Puc. 1. CemMbsi POBMHCOHOB Ha nocTepe cepuana «3aTepsiHHbIe B KOCMOCE,
npoptocep U. Annex, 1965-1968
Fig. 1. The Robinson family on the poster for the TV series Lost in Space,
produced by Irwin Allen, 1965-1968"

APRIL13

Puc. 2. Yunn PobuHcoH 1 Po6ot
cepuana «3aTepsiHHble B KOCMoce», 2018-2021
Fig. 2. Will Robinson and the robot
on the poster for the Lost in Space remake, 2018-2021°

! WcTouHmK m3obpaxerus cM. / See the image source: URL: https://www.kinopoisk.ru/
picture/3150239/ (17.06.2023)
2 NcToyHmK u300pawerHus cMm. / See the image source: URL: https://www.kinopoisk.ru/
picture/3137164/ (17.06.2023)
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B cepuane Lost in Space (1965-1968) KOHCTpyMpyeTcs 06pa3 cemby, COrNacHo
cnoraHy cepunana HasblBaeMow «MnaHeTapHON»®, TO eCTb TakoW, KoTopas cnocobHa
NpeacTaBNaTh BCe YenoBevecTso (puc. 1, 3). [naBa cemby U KOMaHaMp Kopabns npo-
beccop [xoH POBUHCOH 06N131aeT CaMOii BbICOKOM KBanUhUKaLMEN, v peLlatouLnii
rof0C Bcerga oCcTaeTcs 3a HUM. Ecan KTo-To 13 geTelt unm 3axapust CMUT (MHO-
CTPaHHbIV areHT, CTPeMSALLMIACS COPBaTb KOCMUYECKYIO IKCNEANLMIO) HapyLlatoT
YCTAHOB/EHHbIN NOPSAOK, TO [DKOH NPSIMO rOBOPWT, 4TO 60CC 3A€Ch OH, U MPUIMEHSIET
CBOIO BNACTb A5 YCTPaHEHNS HapyLleHus. Mainop Mo YacT — BepHbIA MOMOLLHMK
[xoHa, KBanndVLMPOBaHHbINA MOAYMHEHHbIN 1 €AVIHOMBbILIAEHHWUK, MPUHATLIN B
CeMblo B Ka4eCTBe eHwxa cTapliei godepu PobrHcoHos [xyan. MopuH POBUHCOH
npeacTaeT nepef 3putenem B 0bpase naeanbHoM OMOXO351MKM 1 BEPHON MOMOLL-
HULbI CBOErO MyXa, flaXke Ha Yy)KuX NaaHeTax CnocoOHOW NpeKpacHo BbIMSAEeTb,
3360TUTbCA O BAN3KUX 1 HaNaXnBaTb HBbIT. MOPWH FOTOBUT TOPTHI, WhET HOBYIO
OfeXay ANs 3KMNaxa, CTUpaeT benbe, BCeraa coxpaHss bnaroayliHoe HacTpoeHvie
W vaeanbHyto npuyecky (puc. 4). [hxkyav Bo BCeM paBHSAETCS Ha MaTb, 3a60TUTCS O
CBOEM MYXYWMHE ¥ CBOeW BHELWHOCTW. TTeHHW NepexmBaeT NoapOCTKOBLIN Nepuog
— B HEKOTOPbIX CHTyaUMsx OHa BefeT cebs Kak pebeHOK, B Apyrvx — ocsaviBaeT
FeHAEPHYIO POMb XEHUMHbI (MW Xe NoapbIBaeT ee). YN — yMHbIN, ypaBHOBe-
LWEHHbIV ManbYMK, BCEPbE3 MHTEPECYIOLMIACS TEXHUKON 1 CTapatoWMiics AeTanbHO
pa30bpaTbCs KaK B YCTPOWCTBE KOCMUYECKMX KOpabnei, opyxus 1 poboToB, TaK 1
B CK1a/ibIBAIOLLMXCS XKMUBHEHHBIX CUTYaLISX.

Puc. 3. Cembsi PO6brHCOHOB. Kagpbl U3 cepuana «3aTepsiHHble B KOCMOCE»,
npogtocep N. Annex, 1965-1968

Fig. 3. The Robinsons. Still from Lost in Space, produced by Irwin Allen, 1965-1968"

3 “Unearthly perils face our planetary family” (<HesemHbie onacHOCTV rpo3sT Hallel nnaHeTap-
HOWi ceMbe») MIcTOYHNK n300paxeHns cu. / See the image source: : URL: https://www.kinopoisk.
ru/series/229183/ (29.09.2023).

* YcTouHMK n3obpaxerus cM. / See the image source: URL: https://m.imdb.com/title/tt0058824/
mediaviewer/rm4036659457 (29.09.2023).
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Puc. 4. MopuH PobuHcoH. Kagp 13 ceprana «3aTepsiHHble B KOCMOCE»,
npogtocep N. Annex, 1965-1968

Fig. 4. Morin Robinson. Still from Lost in Space,
produced by Irwin Allen, 1965-1968°

Puc. 5. lokTop 3axapus CmuT. Kagp 13 cepnana
«3aTepsiHHble B KOCMOCe», npoatocep . AnneH, 1965-1968

Fig. 5. Dr. Zachary Smith. Still from Lost in Space, produced by Irwin Allen, 1965-1968°

POBWHCOHbBI MPUHMMAIOT B CBOKO CeMbto 3axapuio CMuTa (puc. 5), a Takxe
pob0oTa, M3HaYanbHo Ncnonblyemoro CMYTOM B Ka4ecTBe Opyxus. [pkoHaTaH Xap-
puc (akTep, CbirpaBwnii gokTopa CMUTa B ceprane) noapobHO pacckasbiBasn B UH-
TepBbiO 0 CO3AaHHOM UM 0Bpa3e aHTaroHWCTa. MI3HavanbHo Npegnonaranocs, 4To
3axapus CMUT NOSBMTCS TONMBKO B MATY 3MM304ax, a 3aTem byaeT youT, ogHako

> IcTOYHMK 306paxeHms cM. / See the image source: URL: https://m.imdb.com/title/tt0773736/
mediaviewer/rm3978267137/ (29.09.2023)

® NcTouHMK n306paxeHus cM. / See theimage source: URL: https://m.imdb.com/title/tt0058824/
mediaviewer/rm2531901696 (29.09.2023)
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[xoHaTaHy Xappucy yaanocs NOBAVSTL Ha W3MEHEHVE CLeHapWs, B pesynsrare
Yero OH CO37aNn HEMoBTOPMMBbIN 0Bpa3 KOMEAWIMHOTO 3n0aes, CaenasB 3axaputo
CMUTa LEHTPaNbHbIM NepCoHaeMm’.

Puc. 6. Yunn v Po6oT. Kagp 13 cepnana «3aTepsiHHble B KOCMOCE»,
npogtocep U. AnneH, 1965-1968

Fig. 6. Will and the robot. Still from Lost in Space, produced by Irwin Allen, 1965-1968°

V/ nocneaHuii U3 nepcoHaxelt — 310 poboT (puc. 6). M3HavanbHO poboT no-
KasaH B Ka4eCTBe TEXHUYECKOro 06BEKTA, NPeAHa3HaYeHHOro ANs aHanmsa oKpy-
Katolelt cpefbl, HO 3aNpPOrpaMM1POBAHHOMO areHToM CMUTOM ANs OCyLLeCTBe-
HIUS OVBEPCMU Ha KOCMUYECKOM Kopabne. POBOT BbICTYNAET TONBKO Kak opyaye
B pYKax NIOAEN, ero CTapatoTcs nepenporpaMMm1poBaTh BCe OCTa/bHbIE NepCo-
Haxw. Mexay CMUTOM 1 Yuniom vaeT 6opbba 3a yCTaHOBNEHUE KOHTPOAS Hag
MalUWHOM. o cnoBam [xoHaTaHa Xappwca, yCnex Tenecepuana BO MHOTOM Gbif
CBSA3a@H C CHOKETHOW apKOM, BLICTPOEHHOM BOKPYT OTHOLIEHUIA aHTaroHUCTa, pe-
6eHKa 1 poboTa. B 3TOM B3aMMOAENCTBIM POBOT pa3BrBaNcs Kak nepcoHax, hop-
MWUPOBAN CBOY XapaKTep, «COLManM3npoBancs» 1 B KOHEYHOM CHeTe CTasl YacTbio
«MnaHeTapHon» ceMbl POBUHCOHOB’.

naBoWi cemMby B HOBOW BEPCUWM cepuana CTaHOBUTCS MaTb — MopuH PobuH-
COH, NPOMECCHOHANBbHbIN MHKEHEP U KOCMOHABT (puc. 7). OHa He TObKO y4acTBO-

" NHTepBbto ¢ [hxoHaTaHOM Xappucom cm. / See Jonathan Harris Interviews: URL: https://www.
youtube.com/watch?v=-Hg9LPr-Glc&list=PLJP_M59vk2FrpoomEczy3RNUfGRrjtF5a&index=19
https://www.youtube.com/watch?v=vxR7QtsorV4&list=PLJP_M59vk2FrpoomEczy3RNUfGRrjtF5a
&index=7

8 NcTouHMK n300paxeHmns cM. / See the image source: URL: https://m.imdb.com/title/tt0058824/
mediaviewer/rm3435969537 (29.09.2023).

° NHTepBblo ¢ [pKoHaTaHOM Xappucom cM. / See Jonathan Harris Interview: URL: https://www.
youtube.com/watch?v=tlzTOUitFDY&list=PLJP_M59vk2FrpoomEczy3RNUfGRrjtF5a&index=2
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Bana B pa3paboTke «Pe3onioTa» (6onbWoro kopabns, Ha KOTOPOM COBepLUIAEeTCs
nNyTeLecTBMe), HO U rOTOBWMA BCIO CEMbIO K KOCMUYecKol 3kcneanummn. OTel, —
BOEHHbIN (<MOPCKOW KOTWIK»); OH YYWT AeTell CNpaBnaThCs C KMU3HEHHbIMY TPYA-
HOCTAMW. Hanpumep, 0TNpaBnss CTaplyto Ao4b B NETHUI 4ETCKUIA Nareps, [KoH
3aCTaBnseT ee NOBTOPUTH NPaBua BEDKMBAHWA B MKON NPUPOAe (Ce30H 2, cepyis
5,2019). Ctapwas goyb Ixyam — Bpad, Takke YeMMNUOH WTaTa No Nerkoi ateTu-
ke. Mnagluve AETU ULLYT CBOE NPU3BaHME U HaXoAAT ero: NeHHwW xopoLo pa3bupa-
eTCs B MNOASAX, OHa NULIET POMaH O CEMENHOM KOCMUYECKOM MyTewecTBuu, a Yunn
YBEKAETCs reonorveit u Apy*uT ¢ PoboToM, 1 BMECTE OHM MOMOTatoT OCTabHbIM.
Bce YneHbl ceMby UK 9BNSIOTCS NpodeccuoHanamu B KakoM-nnbo aene, Heobxo-
AVMOM A5 BbDKMBAHWS B 3KCTPEManbHbIX YCAOBKSX, AN ULLYT CBOE NpK3BaHWe,
nonesHoe Kak MM Cammnm, Tak 1 oKpyx*atolwmnm. He 3ps gokTop CMUT, MO3HaKOMUB-
wwcb ¢ PobrUHCOHamMK, Noa4epKmBaeT: «[loKTOp, UHKEHEP, CONAAT — MOXOXe, 4TO
MeHs crnacna noaxoasias cembs» (ce3oH 1, cepust 3, 2018). CTOUT NOAYEPKHYTb,
4TO eC/V B OPUrMHaNbHOM Cepuarne raBHbli repolt (rasa cemby) U aHTaroHUCT
3axapus CMUT BbIAM MYXKYMHAMK, TO B PEMEIKE NIMHKS repoii/aHTaroHNCT pac-
KpblBaeTCs Yepes NPOTUBOCTOSHME ABYX KEHLMH. PODOT e OKa3biBaeTCs He npo-
CTO TBOPEHMEM 4eoBeYECKMX PYK, HO HACTOSLLMM HYXKMM, 0BOCTPSAS TEM CaMbiM
CIOIETHYI apKy B3aMMOOTHOLWEHWI aHTaroHncTa, pebeHka 1 poboTa, KoTopas,
KaK 1 B OPUrHanbHOM Cepyiane, B peMelike OCTaeTCs KMoYeBON.

Puc. 7. MopuH PobuHcoH. Kagp 13 cepuana «3aTepsiHHble B KOCMOCe», 2018-2021
Fig. 8. Morin Robinsons. Still from Lost in Space, 2018-2021*°

1 McTouHuk n3obparxerns cMm. / See the image source: URL: https://www.imdb.com/title/
tt5232792/mediaviewer/rm542135552/ (29.09.2023).
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Puc. 8. Cembsi Po6uHcoHOB. Kagp 13 cepunana «3atepsiHHble B kocMoce26 2018-2021
Fig. 8. The Robinsons. Still from Lost in Space, 2018-2021*

KOHCTUTYL A HOBOIO BPEMEHN
N POBNHCOHbI 3 WWECTUAECATBIX

MpoekT [JoHHbI Xapayai — B 3TOW CTaTbe Mbl MOCTAapaeMcst PacKpbiTb ero
CyTb, CPaBHVBas AiBe BEPCUM cepuana «3aTepsHHble B KOCMOCE», — UCXOAUT 13
AOMVIHMPYIOLLMX B COBPEMEHHON aHTPOMONOrnM YCTAHOBOK Ha NpeofofieHve
Hacneaus HoBOro BpemMeHu 1 BHUMaTeNbHOe M3ydeHre NpaKTyK. Xapayai oT-
HOCUTCS K OTXOAY OT HOBOBPEMEHHbIX MPaKTUK 1 AUCKYPCOB, BKKOYas AUCKYPC
0 CeMbe, KaK K CBepLUMBLIEMYCS DaKTy U NOTOMY He yaenseT 0coboro BHUMa-
HUS ero cneunanbHOMY pacCMOTPEHMIO (XOTS OHa v 3aTparvBaeT 3Ty Temy, Ha-
npumep, B «MaHundecTe kKn6opros»). NMockonbKy HacTosas paboTa npeanona-
raeT cpaBHeHwue cepuana 1960-x roflos, rae NOBeCTBOBaHWE PasBOpa4MBaeTcs
COrNacHoO NopsaKy HOBOBPEMEHHOTO IMCKYpPCa, C pemeiikom 2018-2021 rofos,
Mbl OKa3bIBaEMCS BbIHYXKAEHbl 3a0CTPUTb BHVMaHWE Ha cneuuduKe MbllaeHKs
3NOXV MOAEPHa W Ha eKOHCTPYKLMM MOLLEPHO yCTaHOBKM. [1151 3TOoro obpatumcs
K Knaccuyeckoi paboTe, NOCBSLLEHHOW JaHHOMY BOMPOCY, @ UMEHHO K MaHwude-

1 UcTouHmK m3obpaxenns cm. / See the image source: URL: https://www.imdb.com/title/
t5232792/mediaviewer/rm199917569/ (29.09.2023).
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cTy bpyHo /laTypa «HoBoro BpemeHu He 6b110». OnncsiBas KoHCTUTYLmo HoBoro
BpeMeHMU, J1aTyp OTMeYaeT crefytoLve ero 4epTsl. Bo-nepsbix, rymaHu3m (/latyp,
2006, C. 74): HOBOBPEMEHHOI AMCKYPC NPeanonaraeT KOHUEHTPALMIO Ha YenoBe-
4eCKOM, KOTOPOMY MPOTUBOMOCTABNEHO He-YenoBeYecKoe, Hanpumep, «Beluu,
00ObeKTbl UK 3Bepu» (NlaTyp, 2006, C. 74), a Takke bor, «<He MeHee CTpaHHbIN, OT-
FPaHUYEHHBIA OT HAC ¥ HaxoAAWwMINCs BHe urpsl» (Jlatyp, 2006, c. 74). Bo-BTOpPSbIX,
Ha OCHOBAHWN YKa3aHHOTO pa3feneHys YeNoBeYeCKkoro U He-4e10BeYeCKoro Bbl-
CTpauBaeTCs pasfenenue obulecTsa 1 NpUPOLbl, 1, Kak AeMOHCTpUpYeT b. NlaTyp
Ha npumepe criopa P. bolins v T. lo66c¢a, aBa NpOTUBOMNOCTABASHHbIX APYr APYTY
AVCKYpCa: AUCKYPC Hayk 0O 0bLLecTBe v ANCKYPC HayK O MPUPOJAe C UX HECBOAW-
MbIMW IPYT K APYry MOHATWIHBIMY annapaTtamu (/latyp, 2006, . 76-94). B-TpeTbux,
HeobxoAMMas NapafoKcanbHOCTb HoBoro BpemeHu. Ha camom aene peanbHbiMy
SABNSIOTCS Wb rmbpuabl (atyp, 2006, c. 71-72), TO eCTb CMecU NPUPOAHOro
W KyNETYPHOTO. B-4eTBepTbIX — W B 3TOM 3aK/Ti04aeTCsi OCHOBHas runoTesa b. fla-
Typa, — HOBOBPEMEHHast YCTaHOBKA B AENCTBUTENLHOCTU SBASIETCS OTHIOAb He
MYCTbIM TEOPETUYECKVM KOHCTPYKTOM, HO Crieynduyeckum HabopoM MpaKTuk:
BO-MepBbIX, MPAKTUK NepeBofa, B XO4e KOTOPOro CO3[atloTCs CMECU MpUPOJHOro
M KynbTYPHOTO; BO-BTOPbIX, MPaKTUK OYMLLEHWS, CO3AAIOWMNX OHTONOrMYEeCKoe
pasfeneHvie mogel 1 He-noaen. «bes nepsot COBOKYMHOCTU MPaKTVKK OunLLe-
HUs Bbinv Bbl BecnnoaHbIMK UK 6e3aencTBeHHbIMK. be3 BTopoi paboTa nepe-
BOAa Obina Obl 3aMeneHa, orpaHnyeHa Uu Aaxe okasanach Obl NOA 3anpeToM.
MepBast COBOKYMHOCTb COOTBETCTBYET TOMY, 4TO 5 Ha3Bas CETSIMU, BTOPas — TOMY,
4TO 5 Ha3Ban KpUTMKOW» (NlaTyp, 2006, c. 71).

3aTepsBLIMCh B KOCMOCE M CTPEMSICb BbDKMTL B HEMpPeaCcKasyeMbix ycno-
BMSX, MOCTOSIHHO BCTynas B CMOXHble B3aMMOAENCTBUS C Pa3HOObpasHbIMY
He-NtoAbMY, CeMbst MO MyAPbIM PYKOBOACTBOM [pkoHa PobuHCOHa paspeluaeT
BCe MPOTMBOPEYMS, NOCNefOBaTeNIbHO NPOBOAS NPOLeaypPY «OHMLLEHUS, UC-
XOfs U3 'YMaHUCTUHECKMX YCTAaHOBOK. /IMEHHO YCBOEHHBIV €0 «MPaBUbHbIN»
NOPSIOK COLMANbHbIX U 3TUYECKMX HOPM MO3BOAsET ceMbe POGUHCOHOB BbI-
XUTb B KOCMOCE, MPeof0eTb BCe TPYAHOCTU, BOCMUTATb fleTel B COOTBETCTBUY
C CcolUManbHbIMK HOpMaMK, NPUHATL B ceMbto CMUTa 1 BBICTPOUTb OTHOLEHMS
C VHOMMaHETHbIMY cyllecTBaML. 10 CyTH, peyb UAeT O KONOHM3aLMM KOCMOCa
4eNoBeYeCTBOM, HECYLLMM BO BCe YroNKM BceneHHoW CBOW coumanbHbIvi nops-
[OK, CBOV LleHHOCTU 1 ybexaeHns 2,

12 Cepwian 1960-x rofloB OMMCHIBANCS MMEHHO B TEPMUHAX KONOHU3ALMU YEN0BEYECTBOM PYrvX
nnaHet. Cm., Hanpumep, BBeAeHwe K khure [pi. Xatdunaa n . bypta (Hatfield, Burt, (1998, p. xiv);
paboty M. KagwuraH (Cadigan, 1998, p. 6).
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NEKOHCTPYKLIMS MOZIEPHOM YCTAHOBKW U KMBOPTM3ALMA

B dumnocodum XX Beka peannsyeTcs KpUTMKa HOBOBPEMEHHOM YCTaHOB-
KM 1 ee NeKOHCTPYKUMS. [JoHHa Xapaysi KpuTuKyeT HoBoe Bpems C Mo3uumii
(HeMUHNCTCKOM 3NNCTEMONOT I, FeHAEPHBIX UCCNEA0BaHMI 1 MOCTIYMaHU3Ma.
B «<MaHwdecTe knbopros» nccnefoBaTeNlbHMLA XxapaKTepuayeT nepexof K nocT-
rYMaHW3My Kak HapyLleHWe rpaHuL, Mexay YenoBeYeCcKmM v KMBOTHBIM, opra-
HW3MOM M MalWWHOW, Mexay dUsnMdeckum un Hedusmdeckum (Xapayain, 2005,
C. 326-329) 1, KaK cneacTBue, BbIABUIaeT Ha NepeaHnii nnax durypy kmbopra:
«MOMeChb MalWHbI U OpraHu3mMa, co3faHne CoLunanbHoM peanbHOCTH U BMeCTe ¢
TeMm nopoxkaeHune BoiMbICNa» (Xapayait, 2005, ¢. 323). dakTuyecky Xapayai BBo-
AuT urypy Knbopra MMeHHO Kak huUrypy, NoApbIBaOLLYI0 MOAEPHYIO YCTaHOB-
Ky. TekcT MaHwudecTa NecTpuT XapaKTepucTvkamu Knbopra, NpoTMBONOCTaB-
NeHHbIMU XapaKTepUCTVKaM YenoBeka HoBOro BpeMeHu: kubopr He mMeyTaeT
0 cnaceHuu, 06 SAeMCKOM cafie, OH MPOHWYEH 1 NEpPBepPCUBEH, OH BbICTYNaeT
NPOTUB X0NM3Ma. B TO e Bpems Hefb3s CMelnBaTh NOHATUS «KMBOopr» 1 «on-
No3nUMOHEp», Befjb MOflepHas YCTaHOBKa NpeanonaraeT B3auMoAenCTBIE ABYX
NpoTUBOpeYalLVX ApYr APYry AUCKYPCOB: 0 Mpupoge 1 06 obectse. OCHOBHO
no3yHr MarudecTa [. Xapaysil 3akni04aeTcs B TOM, 4TO BCe UMEET KnbopraHu-
4ecKyto NpMpoay, MPOCTO MOAEPHbIN A3bIK 3aTEMHSN 3TOT PaKT. [JeKOHCTPyK-
LM a3blka HoBOro BpeMeHy npegnonaraeT NpusHaHyve ntoAbMy 3Toro akTa u
OCBOEHVE MU KMDBOPraHW4eCKmX MPaKT1K B3anMOAENCTBIUS C TaKMM xe Knbop-
raHUYeCKUM OKPYIKEHMEM.

HT0bbI NPOMANIOCTPMPOBaTL Pas3nnymne NOHATUI Knbopra 1 onno3uum-
OHepa, PacCMOTPUM penpeseHTaumio obpasa 3axapuu CMuta B Bepcum «3a-
TepsiHHbIX B KOCMoce» 1960-x rofoB. /I3Ha4anbHO OH MOKa3aH Kak aHTaroHWUCT,
WMMOH, HOCUTENb APYroM MAEONOrnK, TO eCTb MUMEHHO Kak OMmno3unuUMoHep,
NpOTMBOMNOCTABASAOWMIA NOPSAKY POBUHCOHOB MHOM COUManbHbIA NOPSAOK.
OfHaKo B xofe pa3BUTUS CloxeTa — U TpaHcdopMalmm obpasa aHTaroHucTa,
BO MHOIOM CTaBLUei BO3MOXHOW bnarofaps ycunusam [l. Xappuca, — oKa3sblBa-
eTCs 3aTPyAHUTENbHBIM 0603HAYNTL YepTbl TOM MAEONOTN, KOTOPYH npef-
ctaBnsieT CmuT. Mo cyTu, oH, NoJ06HO pebeHkKy, MPOCTO NOTaKaeT CBOMM ecTe-
CTBEHHbIM XeNnaHWsM, TEM CaMbIM NOAPbIBasS NOPSAOK, Hacaxaaembli [PKOHOM

3 MpoayKTUBHOCTb KNMBOPraHKYecKoro MCKypca 4acTo CTaBUTCS Nof cCoMHerre. Tak, C. LWopT B
paboTe «Knboprvyeckoe KMHO 1 COBpeMeHHast CyObeKTUBHOCTb», aHan13mpys 06pasbl KMOOpros
B KMHeMaTorpade, AEMOHCTPUPYET UX 3HAYMMOCTb — B CUAY VX TMOPUAHOV NPUPOAbl — As Bbl-
SIBNEHMS WATKOCTV OCHOBaHUIA Pa3nuyHbIx naeonoruii (Short, 2005, ¢. 191). OgHako LWopT cumnta-
eT MeTadopy knbopra Xapayait ytonuyHoit (Short, 2005, ¢. 203), nofvepk1Bas NprBEPHEHHOCTb
KVMHO Npo Knbopros rymannamy (Short, 2005, c. 192). MpoBeaeHHbI HamMu paHee aHanu3 0bpasa
CUHTETUKA B Care 0 Yyxux B KOHTEKCTE YeNOBEKO-MaLMHHOTO B3aMMOAENCTBIS NOATBEPHAAET
nosuuuto C. WopT, cornacHo KOTopoii «B hunbMax COXPaHAETCs NyMaHWCTYeCKas YCTaHOBKa»
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PobuHcoHoM. CornacHo nogxody /latypa, rubpuaHas nprvpoaa pacnpocTpaHs-
€TCs Ha BCe CyLLeCTBYoLLee, BKOYas Noaen, a ModepH Npov3BOANT rvbpuab
M B XO4e peanv3auuu NpaKTVK OYULLEHMS BbICTpanBaeT nose npoTMBopeYmii
MeXay NPMPOAHbIM U CouManbHbiM B HUX. ECav cnegoBaTh 3TOW NOrmke, To
B 06paze 3axapun CMUTa — YenoBeka, Ybe Teno Hen3bexHO NoAYMHEHO 3aKo-
HaM NPUPOLbI, HO KOTOPbLIN Takke obnanaet cosHaHMeM, hOPMUPYIOLLMMCS 1
(DYHKLUMOHMPYIOWMM COrNacHo 3akoHaM 0bLlecTBa, — nepeg Hamu npeacTatoT
[ABa PasNnYHbIX, NPOTMBOPeYalLVX APy ApYry LoKTopa CMUTa, AEMOHCTPUPYIO-
LLIMX OCHOBHOW pa3noM HOBOro BpeMeHy — pasfioM MeXay Nprpoaon 1 KyneTy-
poi. Kak cnefcTane, B KaXKA0OM CBOEM AeVCTBUM 3axapust CMUT BbIHY)KAEH pa3-
pellaTb CBOe BHYTPeHHee NpoTMBOpeYMe: HanpumMep, NoMoYb 1v POBUHCOHaM
B cafly, UCXOAs V3 T'YMaHUCTUYECKUX UAeW, UMW e Beceno NpoBeCcTV BpeMms,
Cnepys CBOMM eCTECTBEHHbIM XeNnaHnaM. B pesynsrate NpoBepsSeTCs, MOXeT n
NoPANOK, yCTaHaBNVBaeMblii POBUHCOHAaMK, NPOAOMKaTb ObITb OCHOBOM A1
hopMMpoBaHMS NNaHeTapHOro coobllecTBa, NoaYnHas cebe rmbpuaos. Ecnm
rMbpuabl /1aTypa BbINOAHAIOT TONbKO NOAPbIBHYHO hyHKLIMIO, TO KMbopru Xapa-
y3¥i He NpocTo NoApbIBatoT KOHCTUTYLMIO HOBOTO BpeMEHU, HO KOHCTPYKTUBHO
hOpMUpPYIOT HOBBIN AMCKYPC, Bonee 3anyTaHHbINA 1 BAM3KUIA K MaTepuanbHbIM
npakTnkam®:, Mo cytu, 3axapuns CMUT 13 ceprana 1960-x rogoB penpeseHTrpy-
eTCs TO KaK Onno3uumMoHep, To Kak rmbpua, HO He Kak Kubopr.

KntoyeBoe pasnnune mexay PobuHcoHamm 13 ceprana 1960-x 1 PobuH-
COHaMW M3 pemelika 3aK4aeTcs B TOM, YTO NOCAefHMNE NPUHANN CBOK Ku-
HopruaHckyto Npupoay: cbopka «nnaHeTapHoOro» CooblIeCcTBa NPOUCXOANT He
NOCPeACTBOM CNefoBaHws YCBOEHHOW Maeonorumn, Ho bnarogaps B3avmopei-
CTBUIO, CONPOBOX/AAEMOMY MOHUMAHMEM CBOWX CMOCOBHOCTEN U BO3MOXKHO-
cTelt. Knbopr noHMMAaeT, YTO OH — He LieNIOCTHbI Henpo3payHblil CyObeKT, Ha-
NPYMEP, XKeHLLWHA, My)XX41Ha, peBEHOK, repoii/aHTaroHNCT W T.4., HafeneHHbl i
npeasafaHHbiMU MYHKUMAMK, BbINOMHSS KOTOPbIE OH COOTBETCTBYET CBOEl
ponu. Knbopr Bcerga kak byaTo pacnagaeTtcs Ha YacTu, NposiBAss TO OfHW, TO
APYrvie CBOW Y4epThl B XO[e CETEBOrO B3aUMOAENCTBIS C OKPYXEHMEM 1 TeM Ca-
MbIM OCMbIC/sIS ceBs1, CBOM CNOCOBHOCTYM 1 BO3MOXHOCTU. Kaxkapli 13 PoburHco-

(CTon6oga, 2022, c. 29). OaHaKo CUHTETUK — 3TO He KMOOPT, HO BCe-Taku PObOT, XOTS U aHTPO-
nomopdHbIiA. O Nnepexofe 0T POOOTOTEXHWKM K KMOOPr3aLmum MOXHO FOBOPUTL TOMBKO NpHMe-
HUTENBHO K PUNan 8 — cO3aHHOMY NP MOMOLLYM TEXHONOMMIA TMbpray HenoBeka v Hyxoro; HO
TO, «KaK B flanbHelilem byaeT pa3suBaThCs B care NMHUS KNOOPr3aLni, Noka OCTaeTcs OTKPbI-
TbiM Bonpocom» (CTon6oBa, 2022, ¢. 29). Takum 06pa3oMm, ANs OCMbICEHNs KOHLUENTa Kknbopra y
Xapayait HeObXOAMMO BbIVITU 3@ FPaHKLbl 'YMaHUCTUYECKON, MOAEPHON YCTaHOBKM, TO eCTb He
CNoMb30BaTh POOOTOB/KMOOPrOB B Ka4eCTBe KpaHa ANs penpeseHTauny CTONKHOBEHNS vae-
ONOTWIA, @ NOKa3aTb eANHYIO TMOPUAHYIO, KOOPrUAHCKYIO, MaTepUanbHYIO OCHOBY BCErO XUBOTO
¥ HexBoro. OCO3HaHVe 1 NPUHATUE 3TOTO daKTa 03HAYaET BbIXOL 3@ rPaHMLbl HOBOBPEMEHHO
YCTaHOBKM.
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HOB CTPEMMUTCS PACKPbITb CBOW CU/bHbIE U Clabble CTOPOHbI 1 MPUHATL KX, BCE
OHW ABASIOTCS NpodeccroHanaMn B CBoeM aene, Heobxoaumom ans obuero
BbDKMBAHWS; OHW MOCTOSIHHO NMPYMEHSIOT 1 060raLliatoT CBOU 3HAHWS 1 HABBIKM,
VCMOMNb3YHOT CTAPbIE M CO3AAI0T HOBbIE TEXHONOMMI, UCCAEAYIOT Hen3BeaaHHble
nnaHeTbl.

HayvHas co BTOpoli MONOBMHbI XX BEKA, He YTUXatoT pa3roBOPbl O TOM, 4TO
NOAN CTAHOBATCA KMOOpramu Nog BAUSHUEM HOBbIX TEXHONOM WA, 3aTparmnsato-
WX Hanbonee MHTUMHbIE aCMeKTbl YeOBEYECKOM XKMU3HWU. MOXHO 0BHapyXUTb
4epThbl CXOACTBa Mexay «MaHndecToM kubopros» [loHHbI Xapayait 1 nogxoa-
MU NepBblx hrNocodoB TeXHMKW. Hanpumep, KN6opr, rbpuaHbI TeXHONOru-
YecKMIn OpraHn3M, MOXeT ObITb PacKPbIT Yepes NpoeKT hrnocobumn TeEXHUKN
3. Kanna. AIMeHHO No3ToMy, HECMOTPS Ha MOAYEpPKMBAEMYO camnMm Kanmnom
AHTPOMOLEHTPUYHOCTb €ro B3MMAL0B, COBPEMEHHbIE MCCNe[oBaTENN COOTHO-
CAT NpeanoXeHHy UM hrnocoduio TeXHUKK C nocTrymaHmamom (Kirkwood,
Weatherby, 2018, p. 9). KoHUeNTbl opraHu4ecKol NpoeKLmn 1 BCeMUpHOW Tene-
rpacdwum 3pHcTa Kanna o6bsCcHAT caMono3HaHue YenoBeKa NocpeAcTBOM Bbl-
BefjeHVs OpraHoB BOBHE, TO eCTb KOHCTPYWMPOBaHUS TEXHUYECKNX OOBEKTOB,
a 3aTeM CXBaTbIBaHWS CO3HAHVEM NONYYMBLIENCS CaMOMPOEKLMN: «...HeN0BEK,
ynoTpebnss U cpaBHMBas OPyAMs CBOEN PyKM, Kak Obl B MOAAMHHOM CaMoCo-
3epLaHum, CO3HaEeT NPOLECCh N 3aKOHbI CBOEe HeCco3HaTeNbHOW XM3HM. 6o
MexaH13M, 6eccosHaTenbHO 06pa3oBaHHbIA NO OpraHnyeckoMmy obpasLy, cam
CNYXUT, B CBOIO 04epefb, 06pa3uoM AN 0OBACHEHNS U NOHVIMAaHWS OpraHm3-
Ma, KOTOPOMY OH 00513aH CBOUM NpoucxoxaeHnem» (Kanm, 1925a, c. 24). MaTe-
pUanucTUyeckoe NpoYTeHne rereNeBCKON AManeKTUKM B KOHTEKCTe dunoco-
VN TeXHUKM, NpeanpuHaToe 3. Kannom, AEMOHCTPUPYET, YTO CaMOCO3HaHMe
yesloBeKa SABASETCA pPe3ynbTaToM He ABVXKEHMWS KaTeropwii, HO M3HayvanbHO
Hecco3HaTenbHOro B3aMMOoAencTBmna Tena ¢ Npupoaon: «“4” nepectano bbiTb
CUMBOJIOM /11 COBOKYMHOCTW AYXOBHbIX OTHOWEHWI. CTpaHHbIi caMoobmMaH
3aKOHYWACS BMECTe C NOHMMaHWEM TOro, YTO TeNeCHbI OpraH13M sSBASeTCS
B6AVIKaNLLIEN 1 CaMON NOAIMHHOM YacTbto “s”» (Kann, 19253, ¢. 21). MoapyyHble
WHCTPYMEHTbI (Nanka, MoAOT, TOMop, NWaa U ApYyrue) 1 Ha3blBatoTCa NoApYY-
HbIMW MOTOMY, YTO OHW SABASHOTCS MPOEKLMEN PYKM 1 MPOSICHSIOT €€ ABMIKEHNS
(Kanm, 1925b, c. 101). OTCbinaeT K TeNeCcHOCTN 1 Tak Ha3biBaeMas «eCTeCTBEeH-
Hasi» cUCTeMa Mep: Hanpumep, YT — eArHULA U3MePeHMs, ABNSIOLLASCS BHeL-
HVM pacwupeHvem ctonbl (Kann, 1925¢). Mpepnaraemas Kannom dunocodus
TEXHUKWN, B OCHOBE KOTOPOW NEeXUT «@aHTPOMONOrMYecKkuid Kputepuiny (Kanm,
1925a), oKa3blBAETCA NPOTONCUXOAHANUTUYECKM NPOEKTOM, B KOTOPOM $3bl-
KOM BblpaXeHWst 6eCco3HaTeNbHOrO SBASETCA He NMPOroBapuBaHme 1 He 0T3ep-
KanueaHue Yyepes [lpyroro (kak B NcuUxoaHanuse), a TEXHMYECKOe TBOPYECTBO
— YeNOBEeK CTaHOBUTCH «BUAMMbIM» AN CBOErO CO3HaHWS Yepe3 NpoeKTUpo-
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BaHMe cebs B TexHUYecknx obbekTax. CornacHo Kanny, Yyem 6onblie Yenosex
BbIBOANT cebsi BOBHe, TeMm Honee fieTanbHas M TOYHas MPOEKUMS YenoBeka
npeacTaeT nepeq ero cCo3HaHvem. MoXXHO caenaTh BbiBOA, YTO MeCcTo [1pyroro
y Kanna 3aH1MaeT TexHnyecKas peanbHOCTb, a NoToMy cyabba Yenoseka — cae-
naTb cebs «<BUANMbBIM» MPY MOMOLLM TEXHONOTUIA, ONYTaB NNaHeTy ceTamu Tene-
rpada, HanoMuHatoLlero HepeHyto cuctemy (Kann, 1925d). KoHuenT kmbopra
0. Xapayait, npegnonaratowyii pacnaj 4enoBeveckoro Kak Luenoro, sBnsetcs
NpoaoMKeHreM uaen GrunocohoB TeXHUKN, ByayUn HENOCPEACTBEHHO CBSA3aH-
HbIM C CAMOMO3HaHMeM YeNoBeKa 1 MPUHSATUEM UM CBOEI MaTepuanbHON Npu-
pofbl.

Ons [, Xapayai mMofepHas yCTaHOBKa OKa3blBAETCA HeaeecnoCobHoM
B YCNOBMSX Pa3BUTOrO rMobanbHOro Kanntanmnama, a noToMy Cembs, CyLIEeCTBY-
olas B YCNOBMSAX TaKMX KanUTanMCTUYECKUX OTHOLWEHWI, TakKe He MOXET
(DYHKUMOHMPOBATL Ha OCHOBaHWWM MNpeAsafaHHol maeonoruu, Beab obule-
CTBO CIMLWIKOM BbICTPO TpaHCHOPMUPYETCS, TEM CaMbiM MOCTOSHHO NOAPbLIBAS
OCHOBaHUs MblWaeHns. Moaenb «nnaHeTapHon» cemby PobuHcoHOB 1960-X,
npeanonaratollas Haanyimne XONUCTUYECKOW CUCTEMbI LIEHHOCTEeN, YETKOro pac-
npeaeneHns reHaepHblx ponem, ryMaHMCTUYECKOM YCTaHOBKM OKa3blBaeTCs He-
peann3yemon, CKpblBatoLLel peanbHble B3aVMOAENCTBIUS B CEMbE MNPK MOMOLLM
MO/IEPHOrO fA3blKa. HeobxoarMo 0TKa3aTbCs OT YIOBOK MOEPHOW YCTaHOBKM
N MPUHATL, YTO «...HEeNOBEK HMKOTAA HE BNaAeN N3HavanbHbIM 43bIKOM, HUKOT-
[ He pacckasblBan M3Ha4anbHoOM UCTOPUK, HUKOTAa He NpebbiBan B rapMOHNK
3aKOHHOW reTepoceKcyanbHOCTN MOCPean cafa KyasTypbl, @ 3HaYUT, HE MOXeT
OCHOBbBIBATb MAEHTUYHOCTL Ha MUdE MAK OTNAAEHUU OT HEBMHHOCTM 1 NpaBe
Ha ecTecTBeHHbIE VIMEHaA, MaTepUHCKOE M OTLOBCKoe» (Xapayal, 2005, ¢. 359).
HeobxoanMo NPUHSTL, HTO Mbl — KUBOPTU, LeNbI0 KOTOPbIX SIBASETCS BbKMBa-
Hue: «BbhKMBaHWE — BOT YTO CTOWT Ha KapTe B 3TOW Urpe NpoydTeHuii» (Xapayai,
2005, c. 361). Ha 370 HanpaBneHbl BCe ycuams ceMbl POBMHCOHOB B pemelike
2018 rofia: KaXaAoMy HEOBXOAMMO CNeLMan3npoBaThCs B pa3nnyHbix 061acTax,
AOMONHATL APYT APYra, PaCKpblBaTb CUbHbIE CTOPOHbBI M MPUKPbLIBATL Cnabble,
nepepacnpefenaTs reHaepHble posu.

ViccnepoBatenbHuua Meana T.B. KpyBKko noaaepxmnBaeT MbiC/b 06 aKTy-
anbHOCTW obpa3a kubopra Xapayai: «“knbopr” Bo3BpallaeT nocTryMaHn3my
BOOXHOBEHWE, 06HOBASAS ero PeMUHUCTCKON onTuKol» (Kpysko, 2023, ¢. 131).
KpyBKO MoAvepKVBaeT, 4To 15 Xapay3l CTaHOBMeHMWe «kubopra» CBs3aHO
C «COMPOTUBNEHNEM MKEHLLMHbI €6 MEeCTY 1 0bpa3y B NaTpuapxanbHOM KynsTy-
pe» (KpyBko, 2023, c. 130). [leicTBUTENBHO, NPOONEMa XeHCKOW NAEHTUYHOCTY
ABNSETCA OAHOM M3 OCHOBHbIX B «MaHmdecTe KNOOProB», a Takke NpeaenbHo
aKTyanM3MpoBaHa B pemeiike «3aTepsiHHbIX B KOCMOCEe». He cnydvaliHo, ecnu
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B OPWTVHaNbHOM cepuane NUHKUS repoil/aHTaroHUCT NPoxoanna Mexay AByMs
My>»4nHaMn (IpxoHom PobuHCcoHOM 1 3axapuielt CMUTOM) 1 B KOHEYHOM CHeTe
Bblpaxana bopbby pasHbIx MAEONOTWIA, TO B peMeiKe OHa NPOXoaNT Yepes B3a-
numopaencTave MopuH PoBUHCOH v fokTopa CMuT. I ecnm 3axapus CMUT B pe-
3y/bTaTe BKMOYAETCS B COLMANBHbIN MOPSAOK, yCTaHaBAMBAEMbIN [IXOHOM, TO
pokTop CMUT BCTpamnBaeTCs B CETEBbIE B3aUMOAENCTBIUSA CEMbY.

[loHHa Xapayaln onucbiBaeT TpaHchopMaLmMio reHaepHbIX ponen B ycno-
BUSAX KMOOPrM3aLmMm aHanorMyHo penpeseHTaLmMm OTHOLEHWIA MeXay YneHaMu
ceMbl POBMHCOHOB B peMeiike ceprana, onmpasicb Ha 0COBbIN KOHLENT — «K3-
HayanbHO rPaMOTHYIO MaTb, YYalllyto BbPKMBaHMIO» (Xapayait, 2005, c. 361), 8-
NSAOLLYIOCS BOMNOUWEHWEM KNBOPraHNMYecKon MAeHTUYHOCTH (Xapayai, 2005,
. 357). lNpeofonesas HOBOBPEMEHHYIO YCTAHOBKY W TeM CaMbIM MOAPbIBAS OC-
HOBaHMs BCEX CYLLECTBYHOLMX MACONOTNIA — YTO, COBCTBEHHO, V1 AenaeT Knbopr,
— Mbl ellje He 0CcBOBOXaeMCs aBTOMaTMYECKN OT OrpaHUYeHnin, Haknaablsa-
eMbIx Ha A3bIK KOHCTUTYLMe HoBoro BpemeHu, a noToMy 6opbba ¢ Hell 060-
payvBaeTcs 60pbOOI 3a CTPYKTYPY S3bIKa M cneunduky nucbma: «MucbMo —
NpenMyLLeCTBEHHO TEXHONOTMS KNBOProB, Hape3aHHble MOBEPXHOCTU KOHLA
XX Beka. KnbopraHuyeckas nonntuka — 370 bopbba 3a 53bIK 1 6opbba NpoTHB
COBEPLWEHHON KOMMYHUKaLMW, MPOTWB OGHOMO KOAA, KOTOPLIV B COBEPLIEHCTBE
NepeBOAWT BECH CMbICA...» (Xapayaii, 2005, c. 360). B paboTe «OcTaBasicb CO CMy-
TOW: 3aBOAWTL COpoAMYelt B XTynyLeHe» [loHHa Xapayaii nog4epKyBaeT, 4To He-
00X0[MMOVI OCHOBOW UCKYCCTBa KMOOPraHMYeCcKoro nucbMa sBaseTcs Henpe-
CTaHHOe MbIlNeHVe. Xapayaii NpucoeanHsaeTcs K No3yHry BupmkuHum Bynd:
«[ymaTb Mbl 4OMKHbID (Xapayal, 2020, ¢. 171). CornacHo XapayaW, «...B 3anaf-
HbIX MUPaX, fa 1 B MVpPax APYruX, XeHWMHbl efjBa N1 y4acTBOBaNM B Hacneao-
BaHUWU MbICAK...» (Xapayai, 2020, c. 171), U1 UMEHHO NO3TOMY HenpecTaHHoe
MbILLINIEHNE KpaliHe 3HAYMMO: OHO [1aeT BO3MOXHOCTb 0BPECTM «CNOCOBHOCTb-
K-OTBETY» 1 BbICTPOUTb MPAKTUKM MWUCbMa, MaKCUManbHO CoXpaHsitoline pas-
NNYUS, HECBOAMMbBIE K TMHEMHOCTM 1 OIHO3HAYHOCTUN. KMBOopraHn4ecKoe Mbill-
NeHve 1 NUCbMO peannsyeTcs Yepes paccKasbiBaHvie UCTOPUIA: «MaTepuanbHo
3HAYMMO, KaKmne 3HauyeHust Mbl UCMOMb3yeM, YTOBbI MbICANTL C HUMUK Apyrie
3HaYeHUs:; MaTepuanbHO 3HaUMMO, KaKme UCTOPUM Mbl paccKasbiBaeM, YTobb
pacckasbliBaTh Apyrue MCTopum; MaTeprnanbHO 3HaYMMO, Kakme Y3/bl 3aBsi3biBa-
tOT Y3/1bl, KAKME MbIC/I MbICAISIT MbIC/IW, KaKu1e OMMCaHus ONMChIBaOT ONUCcaHus,
KaKue CBsi3V CBSA3bIBAOT CBSA3M. MaTepuanbHO 3Ha4YMMO, KaKume CTopUn co3aa-
0T MUPBbI, U KaKne MM1pbl CO3Aat0T MCTopun» (Xapayai, 2020, c. 30).

Cnenyst KpUTUYECKOW TPaaWLMK, Xapayai BUAMT 3aciyry LBETHbIX HeH-
WMH, YYaCTBYIOWMX B NMPOV3BOACTBE W NMUCbME, B TOM, 4TO UMEHHO OHW BBENY
00pa3 rpamMoTHON MaTepy B NybaMYHOe NPOCTPaHCTBO, @ MOTOMY OHa Pa3Bo-
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payvBaeT CBOK aprymMeHTaumio Ha npumepe kHuru Yeppu Mopara «/1106UThb
BO BpeMs BOMHbI» (Xapayait, 2005, c. 359-361). TekcT Moparn He LenocTeH, oH
Co3HaTenbHO pa3apobneH, ChopMMPOBaH Ha rpaHMLax S3bIKOB (aHMMIACKOTO
M ncnaHckoro). Yeppu Mopara, Bbipocllasi B ceMbe Heforo My4umHbl 1 MaTe-
PU-MEKCUKaHKM, CMOMNa NpoAeMOHCTPUPOBaTh CNOCOOLI BbDKMBaHWS Ha rpa-
HULEe ABYX KyNBTYP 1 BbIPa3nTb CrielndrKy MAEHTUYHOCTEN LIBETHbIX XKEHLLMH.
HenpecTaHHoe MbIWNEHNe, CNOCOBHOCTL-K-OTBETY, BbIKMBAHME Ha rPaHuLaXx,
rmMbpuamsauns, pasapobneHHoOCTb Y YacTMYHOCTb, PacCKasbiBaHWe MCTOPUI
M CNOCOBHOCTb CyWaTb UCTOPUM — BOT XapaKTEPUCTMKN KMOOPraHM4YecKoro
N1UCbMa, peann3yemMoro rpaMoTHON MaTepbHo.

B pemelike kntoyeBoit aBnsetca durypa MopuH POBUHCOH: rpamMOTHOM
MaTepu, NOArOTOBMBLLEN BCIO CEMbIO K MyTELIECTBMIO, KOCMOHaBTa, MHXeHepa,
CNPOEKTUPOBABLIErO KOCMUYECKNA Kopabib «Pe3ontoT». Kak [xoH PobuHCoH
13 cepmnana 1960-x ronos, Tak U MopuH POBUHCOH 13 peMeiika, No CyTu, peanu-
3YIOT OAMH U TOT Xe NPOoeKT — MOPMUPYIOT «NNaHeTapHyto» CeMblo, BKAOYas
B Hee tofen, XMBOTHbIX, MHOMMNAHETHBIX CYLLecTB 1 T. A. Ho ecnn [HkoH cTpe-
MUTCS YCTAHOBUTb €AVHbIV COLManbHbIA MOPSAOK W peann3yeT KoNoHM3aTop-
CKYI0 MUCCHIO, OLLEHMBAst MHOMMAHETHBIX CYLECTB UCXOAS U3 TYMaHUCTUYECKON
YCTaHOBKM, TO BRafetowas KMbopraHu4yeckMmM NUCbMOM rpaMoTHas MaTb Mo-
PUH 06pa3yeT COOBLECTBO TaKKe 1 KMOOPraHM4YecknM cnocobom. VTak, kako-
Bbl NPVHLMMbLI 06beArHeHMs KMbopros B cooblecTa?

SOPMUPOBAHWNE KNEOPTAHUYECKNX COOBLLECTB:
NAETEHWE CETEW, MPOrOBAPVBAHWE/BbIC/TYLUINBAHUE NCTOPWUIA,
NMPEOAONEHUE MOHCTPYO3HOCTN

Kak yxe 0bl10 NokasaHo paHee, KMHOPrY BbICTYNAOT NPOTUB XONM3Ma,
OHW BCeraa kak OyATo pacKonoThl, YaCTUYHbI, NPebbIBatOT Ha rpaHuuax, a no-
TOMY, 4TOObl BbPKWTb, MOCTOSIHHO Y4acTBYIOT B Mpoueccax rmbpuamsaumn.
Knbopri ocTpo «HyxgatoTcs B CBsi3w» (Xapayai, 2005, c. 326), hopMmnpoBsaTb
cetu, n, bonee TOro, TaKOBble Pa3pacTaloTCs B reOMETPUYECKON Nporpeccuiu.
MneTeHue ceTel — 3TO W eCTb OCHOBHOE «eN0 OMMO3ULMOHHbIX KMHOProB»
(Xapayait, 2005, c. 352). MnecTu ceTn — 03Ha4YaeT UCKaTb M ObHapyxMBaTb CBS-
311 C MHAKOBbIM, BOCMIPUHUMAs TO, YTO OTKPbIBAETCH, W OTBeYas TaK, KaKk Tbl
MOXellb OTBeTUTb. KOHLENT NneTeHns JeTanbHO packpblBaeTcs Xapayaii B pa-
6oTe «OcTaBasicb co CMyTOW: 3aBOAUTL COPOAMYEN B XTynyLiEHe» Ha NprMepe
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Urpbl B BEPEBOYKY, W3BECTHYIO, COMNACHO 3THOMOMMYECKUM UCCNEA0BAHNAM,
MHOMMM Hapofam (Xapayai, 2020, c. 32-33). Knbopru geMOoHCTpUPYHOT CBOM
CNOCOBHOCTU W CBOW HefOoCTaTKW, He OOATCS MPOMrpbIBaTh, pacCKasbiBatoT
W CAYLWAIOT UCTOPUM 1 TakMM 0OPa30M HaLlyMbIBaloT B MPaKTMKax B3anMoaen-
CTBUA AENCTBUTENbHO paboTatoume cBs3un. Obpas Urpsl B BEPEBOYKY NepeaaeT
CYTb 3TOM NPaKTUKN: HEMPeCTaHHO 0OMeHVBATLCH HUTSMU, NepefasaTb WX OT
nanbLa K nanblly, 13 PyK B pyKU, NNECTW y30pbl 1 HabtogaTh UX 3aMbiC1oBaTbIe
KoHUrypaumn. Mo cnoBam Xapayain, «BepeBoYHbIe PUIYpPbl — MbICIUTENbHbIE
M co3upaTenbHble NPaKTUKKM, Negarormyeckie npakTKMA 1 KOCMOOTMYecKme
nepdopmaHck» (Xapayait, 2020, c. 33).

MNpakTuKa nneTeHus ceTein paanKanbHo TpaHchopmMupyeT cnocob dop-
MUPOBaHMs cooblyecTB. Cnnetas BEPEBOYHbIE Y30pPbl, Mbl YYMMCS XUTb He
B MMPe KaK BO BMECTUANLLE, NOAOOHOM MNNaTOHOBCKOM XWPQ, YTO «aapyeT 0bu-
Tenb BceMy poxaatoulemycs» (MnatoH, 1994, c. 455, 52b), HO C MMPOM, TO €CTb
y4acTBOBAaTb B CO-TBOPEHVIN HOBbIX «y30POB-MUPOB», CNEAYS 33 AVHAMUKOM HY-
Tel, obpa3ys BCe HOBbIe U HOBbIe cBs3W. Obpa3ytolimecs coobllecTBa ocTatoT-
€St OTKPBITBIMY AN HOBbIX B3aUMOAENCTBMNIA, OHN TMOPUAHBI, MHOXECTBEHHDI,
HECBOAMMSBI K eIMHOMY: «H1Korga He befHbIl MMpoM, Teppanonanc cyllecTryeT
B CO-ceTn™, roe Bceraa-CAnWKOM-MHOIO CBA3el, rae v AomkHa ObiTb cobpaHa
CNOCOBHOCTL-K-OTBETY, @ HE B 3K3UCTEHLMANNCTCKOM HeNpuBsi3aHHOM, OMHO-
KOM, Npon3BoadLleM Yenoseka paspbige...» (Xapayal, 2020, c. 29-30). Kubopr,
y4acTBys B MAeTeHUM ceTel, caMm Byayym X HacTbio, paccKasblBaeT W ciyllaeTt
MCTOPWIN, MOCTOSIHHO HAXOAMTCSA B MOTOKE B3aMMOLENCTBUIA C APYrUMU y4acT-
HUKaMK ceTei, BOCMPUHUMAET MX U cCNocobeH oTBeYaTh UM. OH He 3aMblKaeTcs
B CBOEM MMpe, HO Y4aCTBYET B COTBOPHYECTBE — KMOOPT padyeTcst HOBbIM CBSI-
351M KaK HOBbIM BO3MOXHOCTSIM, OH BOB/I€YEH B 3Ty UIpy MO co34aHuto Bce 60-
Nlee 3aMbICNOBaTbIX Y30POB.

«POBUMHCOHbI BCerfa gepxaTcst BMeCTe», — MOCTOSHHO MOBTOPSIOT re-
poun pemelika. OHM CYaCTAMBSI, KOraa 06CTOATENbCTBA COBUPAIOT MX BMECTE,
W CTpajatoT v 3aMblkatoTcs B cebe, Korga UM NpUXOAUTCS paccTaBaThCs Apyr
¢ apyroM. Hanpumep, [hkyam B pa3roBope C paHeHbiM [HKoHOM TpebyeT, 4Tobb
OH He cflaBancs, fAepxancs 4o NocNeAHero, Tak Kak 6€3 Hero Xm3Hb CeMbn He-
06paTMMO U3MEHUTCS: «XOPOLLO, S CKAXY, YeM CTaHeT XM3Hb be3 Tebs. Mama
C ronoBoOV yaeT B paboTy, CTaHeT XONOAHOM 1 OTCTpaHeHHo. Capka3sM lNeHHM
CTaHeT Xy)ke 11 ee COPBET C KaTyleK. A YU, OH yIaeT B cebs, BCs Hapexaa, BeCb
CBET, YTO OH HeceT BHYTPpY Cebsi, BCe yMPET, KaK TOMbKO 8 CKaxXy, 4TO Tbl HE CMOT.
A 5 NPOCTO NPOLOMKY XUTb KaK paHblie, Oyay NblITaTbCs YAEpPHaTb CEMbIO BMe-

¥ «C® o3HaYaeT CaliHC-DUKILH, CNeKYNaTUBHBIA MEMUHM3M, CaliHC-haHTE3M, CNEKYNITUBHYIO
habynsaumio, cUMEHTUHECKUIA DaKT, a ellle — cnneTeHHble urypoi» (Xapaysi, 2020, c. 28).
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CTe, MOTOMY YTO 3TO MOM A0NT...» (Ce30H 2, cepus 5, 2019). Knbopru HyxaatoTcs
B CBSI3U; BMECTE OHW KOOPAMHMPYIOT CBOM YCUAUS 1 CNoCoBHOCTU. KocMuye-
CKoe nyTewecTsune conm3nno cembto POBUHCOHOB, Befb B M3MEHMBLUMXCS YC-
NOBUSIX OHM MOCTOSIHHO AONONHSIOT APYr APYra, BbDKMBAsh Ha HE3HAKOMbIX MNa-
HeTax 1 B Hem3BefaHHbIX M1pax. Ha 3emne kaxablli paboTtan B cBoel obnactu:
BOEHHble KOMaHAMPOBKM [PKOHA, NPOEKTMPOBAHWE KOCMUYECKMX Kopabnel
MopwH, y4eba aeTeli — BCe 3TO Pasfensno cembio, 0COHEHHO Noce nafeHus
MeTeopuTa, M3MEHMBLUEro XMU3Hb YenoBeyecTBa. COBMECTHas AesTeNsHOCTb
B KOCMOCE CTafia CBOEro pofa CnaceHvem 1 fana YieHam CeMbi BOSMOXKHOCTb,
BbDKMBAs!, y4aCTBOBATL B NAETEHUW CETU. «Mrpa B BEPEBOYKy» NPOAOMKMAACS,
pOX[as BCe HOBblE U HOBbIE Y30pbl. KnbopraHmyeckoe coobLecTBO NOCTOSIHHO
WnpuUTCS.

Puc. 8. lokTop CmuT. Kagp 13 cepnana «3aTepsiHHble B KOCMoce», 2018-2021

Fig. 8. Doctor Smith. Still from Lost in Space, 2018-2021*°

KpuTukys B3rmaasl [. Xapayai u T. MopToHa (MopToH, 2022) o conuaa-
pU3aumnn ¢ ApYrMMM NpeacTaBUTENs MU Kak XKUBOW, Tak U HEXWBOW NPYPOAHI,
COBpeMEHHbIN nccnegosatens M. Komnaumapuc nUWeT: «...eAnHCTBEHHAN UC-
KpeHHss MOCTaHTPONOLEHTpUYecKas Mo3nLms NOCTPOEHUS SMNATHN K HeYeno-
BEYeCKUM [PYruM COCTOUT B TOM, HTODObI MPaKTMKOBaTb OTHOLWEHWS C yrpo30oi,
MOHCTPOM...» (Kompatsiaris, 2018, p. 16). Takxe OH aKLEHTUPYET BHUMaHME Ha
cnocobe popmMmnpoBaHms coobulecTsy [. Xapayaii u T. MopToHa Yepe3 addek-
Thl: «...apPeKTUBHOE OTHOLEHME K HeYelOBeYeCKOM MHAKOBOCTU, OCHOBaHHOE
Ha HEKPOBHOM POACTBE, SBNSETCA STUYECKMM MNEPaTUBOM Ha (DOHe pacTyLle-
ro Hepas3nuuus Mexay Npupoaok v KynbTypol» (Kompatsiaris, 2022, p. 6). Ecau
CO BTOPbIM aCNEeKTOM KPUTMKW COrNacuTbCsl CIOKHO — AOCTAaTOYHO elle pa3

mediaviewer/rm4195385345?ref_=ttmi_mi_all_sf_701 (29.09.2023)
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06paTuTh BHUMAHME Ha HeOBXOAMMOCTb MbllNeHWs, noadepkusaemyto /. Xa-
payail, — TO NepBbI aCNeKT KPUTUKK HYKAAeTCst B NPOsicCHeHUN. [JoCcTaTouHO
Nerko B3aMMofeliCcTBOBaTbL C TEeM, YTO He NPeACTaBAsSeT yrpo3bl, HO €N Yrpo3a
NPUCYTCTBYET, TO KaK e KnbopraHnyeckoe cooblecTBO € Hel cnpaBnseTcs?
O6paTnMCcs K pemeliky cepviana. B Hauane KaxeTcs, 4TO Mbl MeeM Aeno
C HaCToSMMK MOHCTpamu. [lokTop CMUT (puc. 8), Hanpumep, yxe He Bpaxe-
CKNIA WNWOH (Takow xe 106ponopsaoyHbIin YenoBeK, HO PYKOBOACTBYOLMIACS
B CBOEN [eATeNbHOCTM LEHHOCTAMMW Apyroro oblecTsa), a onacHas npecryn-
HUUa, ybuiiua 1 MolweHHwuLa. Ee nosefgeHve HenpeacKasyemo 1 acoumanbHo.
OnacHOCTb, MCxoasLLas 0T pobOTOB, TakKe yBennunsaeTcs. OHM ABNSIOTCS yxe
He CO3[aHVIAMM YenoBeKa (C NpeacKkasyemMblM C TEXHONOMMYECKO TOUKN 3peHus
noBefeHneM), HO YY)XIUMU B MOIHOM CMbIC/1E 3TOFO CNI0BA, UHOMNAHETHbIMY Cy-
wectsamu. Kpome Toro, nnaep pobotos BPT (BTopoit poboT-npuienet, Kak ero
Ha3Ban Yunn) (p1c. 9) CTaHOBUTCS BparoM BCex N0AeN U MUYHbIM BparoM Yunna.

Puc. 9. BPN (BTOpoii po6oT-npuiuened).
Kagp n3 cepuana «3atepsiHHble B KOCMOCe», 2018-2021
Fig. 9. The second alien robot (SAR). Still from Lost in Space, 2018-2021%¢

OfHaKO K KOHLY cepuana nx MOHCTPYO3HOCTb MPeoAoNeBaeTca No Mepe
MPOroBapyvBaHvs aHTAroOHVCTaMn CBOVX UCTOPWIA. B pe3ynbraTe pacKpbiBaeT-
€St TPArv4YHOCTb CUTyaumu aokTopa CMUT 1 BPM. PeMeiK CHAT KaK MHOXECTBO
nepenneTeHHbIX UCTOPWIA, KOTOPbIE MPOXMBAIOT U PAcCKa3biBalOT BCE repou.
MOHCTPOM e Ka)eTcs TOT, Ybsi UCTOPUS OKa3blBaeTcs Hanbonee TparnyHow,
TEMHOW 1 3amnyTaHHOW. [1pOroBOPUTL CBOKD UCTOPUIO — 3HaYUT NPEOAoNeTb
CBOO «MOHCTPYO3HOCTb». TaK, JOKTOP CMUT B KOHLE KOHLIOB OTKa3blBaeTCs OT
yOuWiACTBa KanuTaHa Kopabns, MCKyNaeT CBOK BUHY U NPVHMMAETCS B CEMbIO.
BPIM npun3HaeTcs, 4To OH YU CBOMX Cco3aaTenel, ogHako oH 6onblie He BepuUT

mediaviewer/rm720274945?ref_=ttmi_mi_all_sf_428 (29.09.2023)
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B BO3MOXHOCTb B3aMMOAENCTBIS C APYrMMY BLUaaMM (B TOM YKUcCne C MtoasMu),
a MOTOMYy XenaeT OCTaTbCsa UX BparoM. OH MPOTbIKAEeT cepaue Yunna, ofHaKo
Po60T, 3HaBWWI 06 3TOM, CNEeLManbHO NMOMELLAET CBOE «CO3HaHMe» B cepale
Yunna v TeM CaMblM CNacaeT XM3Hb APYrY, a TaKke YH1YTOXaeT BPT1. B obowmx
CNyYasx < MOHCTPbI» paccKasanu CBOM UCTOPUN 1 CaMu Bbibpanv CBO CybOY.

B pewmelike Noka3aHo W B3aVMMOAENCTBME C HeYenoBeYeCcKUMy bruonoru-
YeCKMMY BMAAMU, MOTEHUMANBHO OMAaCcHbIMUW A5 YenoBeka. POOMHCOHbI MOHK-
MatoT PUCKM MaTepuanbHOro B3aMMOAENCTBUS, OCODEHHO Ha Hew3BedaHHbIX
NAaHeTax, HO rOTOBbI 10 MOCNEAHErO AePXKaTbCs BMECTE U BbKMUBATh. Hanpw-
Mep, XyKW, Noefatolle KamMeHb 1 YyTb He CTaBLIME NPUYMHON CMEPTU AeTeit
PobuHCOHOB (ce30H 3, cepus 1, 2021), He Hanyranu repoes, He MoKas3anucs UM
MOHCTPaMU, HO BbIHYAMAN UX BBICTPO aHaNM3MpoBaTh CUTYALMIO U NPUHUMATb
peleHns, 4Tobbl BbDKUTb Ha NpOCTOpax BceneHHom.

OT «3EM/IN KAK JOMA» K «<KOMMOCTY BCE/IEHHOM»

MOXHO yTBEPXAaTh, YTO «3aTEPSIHHbIE B KOCMOCE» (1965-1968) CHATLI Kak
MAMKOCTPaLMS «Te3nca O YeNOBEYECKOM UCKIYNTENBHOCTWY, KPUTUKYEMOTO
COBPEMEHHBIMY YYEHbIMW 1 MOCTryMaHucTaMut’. POBMHCOHBI Npr3eMnsoTes
Ha HEM3BEAAHHYIO MIAHETY, HaNaXNBakoT ObIT, MPY 3TOM HE OCTaBASAS HALEKbI
HaWTX BO3MOXHOCTb YNeTeTb. B Ka4oW HOBOW Cepuu B WX Narepb NpuxoasT,
npuneTaioT, MMBo 0BHapYXMBAKOTCH HENoAaneky pasnyHble MHOMMAHETHbIe
CO30aHus, KOTopble NMPeAcTatoT nepeq «NaaHeTapHo» cembelt kak byaTo ans
TOro, 4Tobbl NMPOAEMOHCTPUPOBATHL CBOE COOTBETCTBME/HECOOTBETCTBME 3a-
AaHHbIM POBUHCOHAMY TYMaHUCTUYECKUM KpuTepusiM. CemMbst MOMOTaeT Hyx-
AaloLWMMCs B MOMOLLM, NPEOAONEBaeT TPYAHOCTU U cObnasHbl, 063aBOAUTCS
APY3bsMU 1 NobexaaeT BparoB. 3eMst OCTaeTCs ee POAHbIM JOMOM, KyAa XO-
YeTCs BEPHYTHCS; repoun MeyTatoT 06 3TOM, @ MHOrAa MPY NOMOLLM MHONNaHEeT-
HbIX TEXHONOT WA UM aXKe yaaeTCs HEHALONTO BEPHYTLCS Ha 3emnto. Hanpvimep,
B 15 cepun 1 ce3oHa Yunn okasbiBaeTCs Ha POAHON NnaHeTe, UCNoAb30BaB A1
nepemMeLLeHns MHOMMaHeTHbIV annapar.

B Bepcun 2018 roga KapTvHa MeHsAeTcd. 3eMns BCe MeHble N MeHblue
npurogHa ANs CyWecTBOBaHMs. B yCIOBUSAX IKONOMMYECKOW KaTacTpodsl Ha
POAHON nNnaHeTe POBUHCOHbI BUASAT MyTb CNaceHust He B TOM, YTODObl OCTaBaTb-
s Ha 3emMe 40 KOHLA, HO B TOM, 4TODbI yNeTeTh 1 0CBaMBaTh KOCMOC. OHU yxe
He CKy4atoT Mo 3emne Kak no oMy, He MeYTaloT Tyfa BEPHYTLCH; rMaBHOe A4

" Bonee NogpobHO O Te3unce 0 YeNOBEYECKOW NCKIIOYNTENBHOCTM 1 €ro ONPOBEPKEHUM B HaYKe 1
unocoduu, a Tarke NMTEPATYpPy Mo 3TOMy Bonpocy cm.: eddep X.-M. (Weddep, 2010).
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POOVHCOHOB — ObITb BMECTE YT € ApYrom. MprMepom TOMY CIYKAUT OAHa 13
CUEH cepuvana, B KOTOPOW CeMbsl BbIHYXAEHa pa3fenmnTbes, AeTU KONOHUCTOB
yNeTaT, cnacasch OT poboTOB, a B3POC/ble OCTAtOTCS Ha «Pe3ontoTe»; [HxoH
1 MOPVH NepexnBatoT KpU3NC B OTHOLWEHWSIX, TEPSIOT «40M». Tak, BO3BpaTVB-
WWCb Ha cBolt «OnuTep» (Kopabnb POGUMHCOHOB, YacTb «Pe3ontoTa»), [PKOH, He
3acTaB MOpUH, MUWET el 3anncKy Ha xonoaunbHuke. CHavana oH nuweT: «I’'m
home» (<5 goma»), HO NOTOM MUCNpaBAseT 3anuck Ha: «I'm back» («4 BepHyncs»)
(ce3oH 3, cepusa 1, 2021). 3necb no3mums, NpeacTaBneHHas B cepviane, u no-
3nums [oHHbI Xapaya pacxoasaTcs. MccneposaTenbHua npeanaraet «octa-
BaTbCA...<...>...Ha noBpexaeHHol 3emne» (Xapayai, 2020, c. 18). Kocmmnyeckas
NepcneKTVBa, PAaCcKpbIBaOWAsCs B cepuarne, BbIXOAWT 3a Npefessl IKOLeHTpH-
yeckoro®® noaxona Xapaysin. 3emns nepectaeT ObiTb JOMOM, Ky[la XO4eTCs Bep-
HYTbCS (Tenepb AOM Tam, e cembs).

MeTadopa «3emnn kak AoMa» OCTAeTCs HacTbo HOBOBPEMEHHOTO AMCKYP-
Ca 0 YenoBeKe v NpUpoae, nepenncaTtb NpaBuaa KOTOPOro Xapayait neitaeTcs
NoCPeacTBOM TOrO, YTO OHa Ha3blBaeT «CrnekynaTnaHo dabynaumnein» (Xapay-
3K, 2020, c. 19). Kak cynTaeT aBTOp HacTosen paboTbl, coxpaHeHve Xapayai
MeTadopbl 3eMM Kak oMa U Ta pofib, KOTOPYHO 3Ta MeTadopa UrpaeT B ee Teo-
pVK, POAHNT NOCNEAHIO C MOAEPHOW durnocoduelt 1, B 4acTHOCTK, C heHoMe-
HONOrMel, TeM CamblM He NMO3BONSAS UCCNefoBaTeNbHILE CAeNaTh War, Heobxo-
AMMbIA NS M36aBNEHNS OT reoLEeHTPUYECKON NepCneKTUBbI.

MonbITKy NPeofoneTs reoUeHTPY3M B MbILAEHWUM NPEANnPUHUMAET CO-
BPeMEHHbI 6puTaHcknin hmnocod Aunnan Tpurr, onupatolmiics Ha dheHome-
Honoruto 3. lyccepna n M. Mepno-loHTu. o cnosam Tpurra, ang 3. ['yccepns
3emns SBNSETCS UCTOKOM, KOHCTUTYMPYIOLLMM YenoBevecKoe Teno 1 vyenose-
4ecKuIn ONbIT, MPUMOPAMANbHBIM JOMOM, 1, Kak clefacTsue: «[lo Tex nop, noka
ByayT CyllecTBOBaTh YenoBeYecKue Tena, 3Tv Tena byayT npussizaHbl K 3eme,
KOTOPYIO HVKOTAA He yAacTCs No-HacTosLEMY OCTaBWTb, HE3aBUCMMO OT BO3MOX-
HoCTel TeppadopMMPOBaHNS APYroi 3eMnn B3ameH ToK, KoTopas Oblna MOKMHY-
Ta» (Tpurr, 2013, ¢. 37). Mbicnb yccepns BMNoAHe YKNaAbIBAETC B KNACCUYECKMit
HappaTvB 06 WM3Ha4YanbHOW LeNbHOCTU, NMPEeALlecTBYOLeA POXAEHNIO CybbeK-
TUBHOCTU. [. TpUIT NPU3bIBAET «OTKa3aTbCs OT NMPUBEPIKEHHOCTU TPaHCLeHAeH-
TanbHOMY OTHOWEHWID Mexay 3emnelt u Tenom» (Tpwrr, 2013, c. 38). Ero «eHo-
MEeHOMOMNs NO3BOMUT pacCMaTpMBaTb TeNo Kak dparMeHT MaTepuanbHOCTH,
KOTOPbIV ABNSETCS KaK HeNoBeYeCKMM, TaK 1 Heyenoseveckum» (Tpurr, 2013, ¢. 38).
OcCHOBbIBasACh Ha No3aHUX paboTax M. Mepno-ToHTK, Tpurr pa3pabaTbiBaeT NOHS-

8 310 onpepeneHvie cnemyeT NMOHMMATb NPEXAe BCEro OYKBaNbHO: KaK «TO, YTO MPUBSA3aHO K
0lKOG, K IOMY WAV KUIULLLY», M LB BO BTOPYIO O4EPE/lb — B PACXOKEM CMbIC/IE «TOTO, YTO MMEET
OTHOLIEHME K 3KONOrni».
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TN «4yXKOV CyObeKTUBHOCTU». Henosedecknii cybbeKT, 0bHapyxus cebs B Mupe,
Hnaroaaps KynsTypHbIM NPaKTUKaM MHKOPNOPUPYeT B Cebst UCTOPUM 1 B KAKON-TO
MOMEHT «OOHapYKMBaET B NMPOLWAOM YTO-TO TaKoe, YTO MOAPbIBAET €ro YyBCTBO
NPVHAANEXHOCTY. . .<...> ITOT NpeaWecTBYOWMIA UCTOK OTMeYaeT ans cybbekTa
TOYKY AMCCOHAHCA, HEMOCTVIKMMYIO MacCy MaTepranbHOCTH, KOTOpasi CTaHOBMTCS
MEeCTOM NapannenbHou nctopum» (Tpurr, 2013, ¢. 39). 310 «mHOe npouinoe» Mep-
no-ToHTY paccMaTpUBaET, OCHOBBIBASICH Ha aHaNM3e NOHUMaHNS YeN0BEeYECKOro
Y YKMBOTHOTO. VICTOK SIBASIETCS VXKE He M3HAYanbHOM LieNbHOCTbIO, HO «<MeTaMop-
ozom» (Merleau-Ponty, 2003, c. 268). XXnBOTHOE COCTOSHME He npealecTsyeT
4eNloBEYEeCKOMY, HO COCYLLECTBYET C HUM. Mepno-ToHTY aHanu3npyeT CTpaHHble
CBSI3M YEOBEYECKOrO U KMBOTHOrO, HasbiBas Mx «nepenneTeHviem» (Merleau-
Ponty, 2003, c. 271). Ho Tpurr naet aanbuie Xapaya 1 Mepno-MoHTn: «MeHHo
B351B OTHOLWEHMS YENOBEYECKOTO 1 XMUBOTHOIO, Mbl CMOXEM NPUBAN3NTHCS K MO-
HUMaHWNIO OTHOLWEHMS YeNoBeYeckoro 1 Yyworo» (Tpurr, 2013, c. 39). BHyTpu ve-
NI0BeKa HaXOAMTCS He TOMbKO XKUBOTHOE, HO U HEYTO NPUHLMMNMANBHO YyXKOe, Npw
3TOM KOHCTUTyMpYytoLee Hac camux. [onyckas Te3nc O BO3HUKHOBEHUM XKU3HW
B KOCMOCe, TpUIT AenaeT BbIBOA, YTO 3eMNs OKA3blBAETCS YIKe He OMOM, HO Ky-
CKOM MaTepuu B MaTepunanbHOM «KOMMOCTe BceneHHow».

B cepunane 2018-2021 ronos POBUHCOHbI y)Ke He TOCKYIOT No 3emne (aom
Tam, rae cembsl), OHU NPU3EMASIOTCS Ha PasHbIX NaHeTax, B3auMO4enCTByOT
C VHOMNaHeTHOW NPUPOAOH, ULLYT NoaxoasLiMe aNns BbKMBaHMS 1 paboTbl/no-
YMHKM 060PYA0BaHUS XUMUYECKIME 3neMeHTbl. OHM COCYLLECTBYIOT C Yy)XKOM, He-
3eMHON NPUPOAOH, B3aMMOAENCTBYIOT C HEl, ONMpasch Ha cneunanbHO YCBO-
EHHble UMW Hay4Hble 3HaHuMs. 1 gaxxe PoboT, KOTOPbIN Kak B cepuane 1965-1968
rofoB, TaK 1 B MONHOMETPAXHOM dunbMe Obifl NOPOXKAEHVEM YEN0BEYECKNX
TEXHOIOMWI, B HOBOM BEPCMM OKA3bIBAETCS HACTOSLUMM YyKuM. CTOUT OTMe-
TUTb, 4TO B Cepuane naaHeTbl HacTo NMOKasaHbl HAXOAALMMUCS Ha rpaHn rnbe-
nm (Hanpumep, NnaHeTa co3aatenelt Po6oToB, yHUYTOXeHHas BPM (puc. 10));
1 B caMoM fiene, 1eicTBrs POBUHCOHOB U APYrMX SKMNaxel «Pe3ontoTa» Bnos-
He 06OCHOBAHHO MOXHO Ha3BaTb, Nepedpa3snpys Xapayai, <MCKYCCTBOM BbDKU-
BaHWs Ha MOBPEXAEHHbBIX NMAaHeTax».
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Puc. 10. MoYT YHUYTOXEHHAs NNaHeTa co3gaTeneii poboToB.
Kapp 13 ceprana «3aTepsiHHble B KOCMoce», 2018-2021

Fig. 10. Nearly destroyed planet of Robot Builders. Still from Lost in Space, 2018-2021*

3AK/TIOHEHUE

/Tak, cpaBHVB penpeseHTaLmu 06pa3oB CeMbM B OPUTMHANbHOM Cepua-
ne «3aTepsiHHble B KOCMOCe» U pemeiike 2018-2021 rofioB, Mbl MOXeEM CAenaThb
psfa BbIBOAOB. CeMbsi OAMHAKOBO OCTAETCS OCHOBOW 0BLIECTBA KaK C MO3MLUK,
npeanonaraemoit KOHCTUTYUMEN MOAepHa, Tak M C No3uummn Knboprnsaumm
1 CBSI3aHHOM C Hel heMUHUCTCKON YCTaHOBKM; Bonee Toro, ceMbsi Heobxoavma
AN BbPKMBaHWS. PoOpMUpPOBaHME KMOOPraHnyeckmx coobulecTB naeT nocpea-
CTBOM MNNETeHNs CETEN, a He CNeloBaHMUs TOW UAX MHOW naeonornn. Bee YneHs
KnbopraHuyeckoi ceMbl 0b6n1aaatoT 3HaYNMbIMU MPOhECCUOHANbHBIMK 1 NNY-
HbIMW Ka4eCcTBaMmu 1 JOMONHSAOT APYr ApYra, OHW OTKPbLITLI A1 HOBbLIX B3auMO-
OENCTBUI C MHAKOBbLIM, OHWM PACCKa3blBAKT CBOM UCTOPUM W CAbILLAT UCTOPUK
apyrvx. KnbopraHnyeckas cembs MOHUMAET PUCKK, CBA3aHHble C MaTepuasb-
HbIM B3aMMOAENCTBNEM, HO MPW 3TOM rOTOBA BMECTE ©KUTb Ha MOBPEXAEHHbIX
nnaHeTax», byab TO 3eMNs UK Apyras nnaHeTa. [NaBHoe — AepxaTbCsi BMeCTe,
Beflb «OM TaM, re CeMbsi». Takas «nporpaMma» no3BonsgeT YneHam knbopra-
HMYECKOW CEMbU HEe TONbKO BbKMBATb, HO U, Urpasi B BEPEBOYKY, CMNETaTb BCE
HOBbIE Y30PbI-MUPbI, PACLIMPAS COOBLIECTBO U Beas €ro K MPOLBETAHMIO.

¥ VicTouHnk n3obpawerus cM. / See the image source: URL: https://www.imdb.com/title/
tt5232792/mediaviewer/rm2213447169/ (29.09.2023)
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[ocT3oMbU:
NOCTIyMaHW3aLUmsa MOHCTPA
B COBPEMEHHbIX PUIBbMaX O 30MOU

AHHOTaums. MocTryMaHnam — Grnocodus Halero BPpeMeHW, Kak HasblBaeT
ero dunocod dpaHyecka ®eppaHao — KpaiiHe BOCTpeboBaH M KaK TedyeHwvie
MbIC/IW, 1 KaK TEOPETUYECKMIA MHCTPYMEHT A5 aHanm3a NonyaspHOI KynsTypsl.
MexancumnarHapHas obnacte nccnegosanuii zombie studies Takke akTUBHO
pa3BuBaeTcs. BcTaTbe fokasbiBaeTcs, 4Tozombiestudies—nerutrmMHas obnacts
Hayku. Ee npeacTaBUTENM aHANM3MPYIOT 30M6M B pamMKax COLMONOMMM, STUKH,
HeipOHaYKM, MEXAYHaPOAHbIX OTHOLWEHWIA, NUTepaTypOBeAeHUA U T.4. [p1 3TOM
MHOTUE 13 TeX, KTO M3y4atoT 30MbK, MCMoNb3yoT Grnocoduto nocTrymMmaHn3Ma B
KayecTBe TeOPETMNYECKOrO MHCTPYMeHTA. [JO CVX MOp Y4eHble B OCHOBHOM 6blv
YBfleYeHbl OflHWM HappaTMBOM O 30M6WM — 30M6uM-anokanuncucom. OfHako
aBTOP CTaTbV OTMEYAET, 4TO CYLLECTBYET PYroli HappaTune 0 30M6U. HekoTopble
Ha3bIBAIOT €10 «PasyMHbIM 30MOV» — NPOUCXOANT FyMaHK3aLms 30M6u. B aToM
HappaTvBe 30MbU nepeonpefenseTcs, U cTaHaapTHas geduHUUMS 30MOU He
noaxoauT. [Ins TOro 4Tobbl PACKPbITL HOBbIN 06pa3 30MbK, aBTop 0bpallaeTcs
© Hayxa K Teopuun MOHCTPa. Tak 4To CBOeObpa3Has ryMaHm3aLms 30Mby Kak MOHCTpa
MOXeT OblTb OXapaKTePU30BaHa Kak NOCTryMaHm3auus. MoCKoAbKy B aHHOM
CNyyvae nepeonpeaensieTcs knaccuyeckuii obpas 3oMbw, A1 HOBOTO «MOHCTPa»

HAYKA TENEBUAEHMA 19 (3), 2023 153 THE ART AND SCIENCE OF TELEVISION


mailto:https://orcid.org/orcid-search/search%3FsearchQuery%3D0000-0001-5449-1050?subject=
mailto:apavlov%40hse.ru%20?subject=

HaM HeobXoAMMO HalTK HOBbLIV TePMUH. ABTOpP CTaTbi NpeanaraeT HasbiBaTb
HOBBIX Pa3yMHbIX 30MBU «MNOCT30MOM», MOHCTPYO3HOCTb KOTOPOTO TOXE [0/KHA
6bITb Nepeonpefenera. [ins 3Toro asTop obpaliaeTcs K GunbMam, B KOTOPbIX
npeacTaBneH 3TOT HappaTve — «[leHb MepTBeLoB» (1985), «Tenno Hawux Ten»
(2013), <HoBasi apa Z» (2016).

KntoueBble cnoBa: npaxtuyeckas dunocodms, 3o0MOU, MOHCTP, NOCTryMa-
HW3M, zombie studies, nocT3oMbu, counansHas Gunocodus, bronaHk, Kanw-
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Post-Zombie:
Posthumanization of a Monster
in Zombie Movies

Abstract. Posthumanism—or, as the philosopher Francesca Ferrando calls it,
the philosophy of our time—is in high demand both as a current of thought and
as a theoretical tool for analyzing popular culture. The interdisciplinary field
of zombie studies is also actively developing. The article proves that zombie
studies are a legitimate field of humanities and social sciences. Scholars
analyze zombies within the framework of sociology, ethics, neuroscience,
international relations, literary studies, etc. As a theoretical tool, many of those
studying zombies apply the philosophy of posthumanism. Until now, scholars
have mostly been fascinated by the one zombie plot: the zombie apocalypse.
However, there is another zombie-related narrative. Some call it a sentient
zombie, humanizing the undead. In such a narrative, zombies are redefined,
and to them the standard definition of a zombie no longer fits. A new image of
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the zombie can be revealed through the monster theory. The peculiar
humanization of the zombie as a monster can be characterized as
posthumanization. Since the classic image of the zombie in this case is
redefined, we need to find a new term for the new monster. The author
proposes to name the new sentient zombies post-zombies and suggests that
their monstrosity should also be redefined, supporting these ideas through the
analysis of Day of the Dead (1985), Warm Bodies (2013), and The Girl with All the
Gifts (2016).

Keywords: practical philosophy, zombie, monster, posthumanism, zombie
studies, post-zombie, social philosophy, biopunk, capitalism, representation

BBEJEHWE

B HacTosee Bpems 30M6Y — HeBeposTHO BOCTpeboBaHHbIM 06pa3 B co-
BpemMeHHo KynbType. Couvonor Toaa MnatTc npeanaraeT Takoe onpeaeneHune
AAHHOro MepcoHaXa MonynsapHON KynbTypbl: «<30MbU B OBWIENPUHATOM MO-
HUMaHWUM — 3TO TPYMbl, BOCCTaBLUME U3 MEPTBbLIX M Xaxaylie YenoBeveckoi
nnotu» (Mnatte, 2017, c. 151). B camom obuiemM Buae Takas aebrHULMS BepHa,
HO HyXAaeTcs B yToYHeHun. CerofHs nofg 30MOU MOXHO NOHMMATb He TOoNb-
KO XMBBIX MEPTBELOB, HO Y MHDULMPOBAHHbIX Ntofel!, eAMHCTBEHHbI MOTVB
KOTOPbIX — YTONUTb CBOW FONOA 3a CHET NoefaHns YeNoBeYecKow NoTu nan
MHOUUMPOBATb, €CIM pedb O BUpPYCe, HeMHMDULMPOBAHHbIX MtoAen. BaxHo
OrOBOPUTBLCS, 4TO A0 1968 roga nop 30MbU NoHWManucs NnMbo noau, 3oMou-
pOBaHHble C MOMOLLbIO KONAOBCTBA BYAY, MO0 NtoAM, CO3HaHME KOTOPbIX ObIN0
NOAYMHEHO MHOMNaHeTsHaMu, U Ap. Mocne Bbixoaa dunbma ropmka PomMepo
«HOYb XMBbIX MEPTBELIOB» B 1968 rofy TepMMHOM CTanu 0603Ha4aTb MOHCTPOB,
OMNMUCaHHbIX BbllUe — YMEPLWWX 1 BOCCTABLUMX C OFPaHUYEHHbIMU XN3HEHHBIMU
DYHKUMAMU KaHHMHBaNoB?, B HAaCTOALWLMIA MOMEHT 30MBK MOBCEMECTHO Hacens-
0T KyNbTYPY — OHW B KOMUIKCaX, N1TepaType, BUAeOUrpax, cepnanax u, KoHey-
HO, B KMHemaTorpade.

MocTryMaHm3Mm, 4To 6bl MOA HUM HU NMoApasyMeBanu, 3a HEeCKONbKO NeT
CTan NnonynspHLIM NPeaMETOM Hay4HbIX MCCnefoBaHwI. [axe ecnm He KacaTbes
€ro rpoMaHow aHros3bl4HON BubAnorpadun, B nocneaHee BpemMs B Poccum

» o«

! «Hanpumep, B “28 gHsx cnycTs” “30M6K” — XU1BbIE )KePTBbI BUPYCa ApoCTu; BMECTO Tpaguum-
OHHBbIX LWapKatoLwux 30M61 PoMepo, Mo cnosam cleHapucTa Anekca lapnaHga, OH npuwen K
cBOel uctopuu vyepes “naeto brnbma o beratowmx 3omoun”» (Garrett, 2017, p. 21).

? POMEpO He XOTeN CBA3bIBATLCS C TEPMUHOM «30M6M», OIHAKO UCTOPUS CAOXKMUNACH TaK, YTO
VIMEHHO ©KWBbIE MEpPTBELbl», NPUAYMaHHbIE PEXMCCEPOM, CTANM CUHOHUMUYHbI MOHATUIO
«30M6W.
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HEe TONbKO aKTUBHO NepPeBOAsTCS KHUMW (BpaiaoTTu, 2021, ®eppanpao, 2022b)
v cTaTbh (GeppaHao, 2022a) No TeMe, HO 1 OTeYeCTBEHHbIE YYeHble MNOTHO 3a-
HUMaloTCst Bonpocom (KaTepHsbliia, 2019, KpumaH, 2019). Kak ntobuT noBTOpSTH
®paHyecka deppaHao: NOCTryMaHM3M — 370 BUNOCOMUS HaWEro BpeMeHM
(PeppaHao, 2022b, c. 22). Mpu 3TOM pasHble aBTOPbl MbICAST NOCTTYMaHN3M
NO-pasHOMY: /15 OfHWX 3TO HEODOXOAMMOCTb NEPEOCMbICINTL CTaTyC YenoBe-
Ka 1 4eIOBEYHOCTU B KOHTEKCTe HOBelLWMX TexHonorui (Wasson, Alder, 2014,
p. 1-16), Ansg Apyrux — 370 HEOOXOAMMOCTb NMEePEeOCMbICIEHNS OTHOLWEHWNIA Ye-
NoBeKa 1 MUpa/BCENEHHON W, COOTBETCTBEHHO, (DOPMUPOBaHME HOBOTO MOCT-
4enoBeYeCcKoro MMPoOBO33peHns (bpanaoTtu, 2021). B naHHOM MUcCnenoBaHUN
peyb OYAET MATU NPO NOCTIYMaHW3M BO BTOPOM 3HAYEHUU.

Llenb HacTosWEro MCCNeA0BAHNS COCTOUT B TOM, YTOObI NepeonpeaennTs
«MOHCTPYO3HOCTb» 06pa3a 30MOU U XyAOKECTBEHHbI HAappaTWB O 30MbU C
nomMoLLblo dhunocodur NoCcTrymaHm3mMa, obpallasch NpenmMyLecCTBEHHO K CO-
BPEMEHHbIM aKageMnyeckuM nccnefoBaHnsm 3omMou. COOTBETCTBEHHO, YTOObI
[OCTUYb 3TON Lenn, HEOOXOAMMO PELINTL Creaytoline 3adaqn. Bo-nepsbix, no-
Ka3aTb, KaK B COBPEMEHHbIX UCCeA0BaHUSAX 30MBY UCNONb3yeTCs dhurnocodus
NOCTryMaHu3ma. Bo-BTOPbIX, NPOCNEANTD, KaK B Hay4YHOW nnTepaType nepeoc-
MblCNsieTCst 0bpa3 30MbY, KOTOPbIV NPEBPALLAETCS U3 MOHCTPA B MOCTHYENOBEKa
(posthuman). B-TpeTbux, Ha NpuMepe HECKONbKUX GUNbMoB («[eHb MepTae-
LoB», 1985, pexxnccep [ropmk Pomepo; «Tenno Hawmx Ten», 2013, pexuccep
[xoHaTaH /lnBaiiH; «HoBas apa Z», 2016, pexunccep Konm MakKapTui) nokasats,
Kak POPMUPYETCS HOBbINA HAPPATWB O 30MOU — «TOCTYENOBEYECKUIA 30MOW».
MeTogonormyeckyio 6asy MccnefoBaHmns COCTaBAST MNOCTTYMaHUCTUYECKME
Teopun (Npexae BCEro KOHUENUMM MOHCTPYO3HOCTM), COBPEMEHHbIe 1cce-
[0BaHUs 30MbBY (C aKLLEHTOM Ha MOCTIYMaHWCTUYEeCKMe NPoYTeHNs 0bpasa), a
Tatoke — case studies. MockonbKy B JaHHOM Cly4ae nepeonpefensiercs Knac-
CcUYecknii 0bpas 3oMbu, 15 HOBOTO MOHCTPa HaM HeObXOAMMO HaWT HOBBIN
TEpMUH. 5 Npeanarato HasbiBaTb HOBbIV 06pPa3 PasyMHbIX 30MOU «MOCT30MOM»,
MOHCTPYO3HOCTb KOTOPOTO, KOHEYHO, TOXE 0/MKHa ObiThb NMepeonpeaeneHa.

MNOCTTYMAHWN3M UAET B ZOMBIE STUDIES

Ecnm nocTryMaHuam — 370 061aCTb HayuYHbIX MCCNefoBaHWNA, NernTumM-
HOCTb KOTOPOW Heobsi3aTeNbHO OTCTanBaTb, TO MO MOBOAY TOTO, HACKOMBKO
BaXKHbl 30MBW A5 HAayKK, HEOBXOAMMO cAenatb peMapky. MoCcKonbKy 30Mbu
— OAMH M3 CaMbIX MOMYASPHbIX MOHCTPOB MOMYNSPHON KyALTYPbI, NPenMy-
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L|eCTBEHHO aHOsA3bIYHbIE YYEHbIE VKe AaBHO 3aHUMAOTCS UCCNeA0oBaHVeEM
TeMbl. [1po 30MOM MULWYT B PasHbIX acrneKkTax — UCMOMb3YIOT KaK Mofenb B Te-
OpUM MEXOYHaPOAHbIX OTHOWeHMI (Drezner, 2011), obCyxaatoT NprKnagHble
npobnembl MopanbHol dunocodun (Hall, 2019), pasMbINAIOT O HKX B KOHTEK-
cTe HelpoHayku (Verstynen, Voytek, 2014), n3ydyatoT penpeseHTaummn 3oMou B
nutepatype (Bishop, Tenga, 2017), B Buaeonrpax (Backe, Aarseth, 2019), B kiHO
(Hubner, Leaning & Manning, 2015, p. 41-87). Y4yeHble MOCBALAOT COOPHMKY
OThEeNbHbIM 30MOU-hpaHLWM3aM, HanpuMep, «Xoaaunum mepTteelam» (Keetley,
2014), unv pexuccepam, BHeCWMM OONbLIMIA BKNAA B 3TOT MOMKAHP xOppopa
zombie movies (h1nbMbI 0 30M6M).

[leno He orpaHmnymBaeTcs ToAbKO NybnmKaumusmu. MiccnegoBanms 3oMou
y)Ke AaBHO MHCTUTYyanusupyioTcs. Tak, B 2007 rogy 6bin ocHoBaH «LleHTp 13-
yyeHus 3oMbu» (Zombie Research Center) (https://zombieresearchsociety.com).
3TO He CTONbKO Ppa3BfieKaTesbHbINA MPOEKT, CKOMbKO HayYHO-MPOCBETUTENb-
CKWUIN — Ha CcaliTe LeHTpa NpefcTaBNeHO MHOTO MONe3HbIX 1 Cepbe3HbIX MaTe-
puanos. B 2014 rogy B n3gatenscTse yHuBepcuTeTa VHAMaHbI Bbllwen COOpHUK
«[op paboTsl B LleHTpe mn3yveHuns 3ombu» (Comentale, Jaffe, 2014), B koTopom
KONNEKTMB YYeHbIX OCBETU/T TeMy C CaMbIX PasHbiX PaKypcoB. MccnegoBaHus
30MbYM HaCTONbKO OBWHMPHBI, H4TO VX TpebyeTcs cMcTemaTn3npoBaT — 3a Mno-
CNnefHvie HeCKONbKO NeT BbIWAW ase Honbline aHTonornm — «3oMbu-praep»
(Murphy, 2019) n «Teopus 3ombu. Pugep» (Lauro, 2017). TemMoli 3aHMMatOTCA ¥
OTeYeCTBEHHble yyeHble — Moo nybavKys nepeBofHble cTaTby (Mnatre, 2017)
WA Ha A3bike opuriHana (O3renann, 2012), nmbo npepnaras aBTOPCKWM B3rNsg
(OaHunnoga, 2020). Kak B1uanM, TeMa 30MbU Hencdeprnaema, a UCCnefoBaHms
30MbY yKe AaBHO MONYYUNN NerMTUMHOE Ha3BaHue zombie studies (Garrett,
2017, p. 21-34).

MOCKONBbKY 30MBM — BaXHash YacTb MOMYISPHOM KyMbTypbl 1 0bNacTb
aKageMUyecKyx WTYANIA, a MOCTIYMaHN3M CErOfiHst — OfHO 13 NMepCneKTUBHbIX
HanpasneHuin paboTbl B TyMaHMTaPHbIX HayKax, MOXHO OXMWAaTb, YTO y4YeHble
MbITaNMCh OCMBICTIUTL 30MOU B 3TOW DUNOCOMCKON ONTUKe. YKe TPEThE Aecs-
TUNeTUe NccnefoBaTenn, paccmaTpuaas 30M6u, MPOYNTLIBAOT ITUX MOHCTPOB
NOCPeACTBOM TeOpWiA MOCTryMaHn3Ma. OfHaKo MOCKONbKY aBTOPbI NMPUAEPXM-
BalOTCA pasHbIX NPeACTaBNeHNIA O NOCTTYMaHM3Me, UCMob3yloT COBEPLWEHHO
Pa3nVYHbIN TEOPETUHECKNI MHCTPYMEHTAPUIA 1 SMMUPUYECKMIA MaTepurar, Mbl
nosnyJaem Lenyto NanuTpy TOro, YTO MOXHO 6bIN0 Obl Ha3BaTb NOCTTYMaHUCTY-
HeCKMMU MPOYTEHNAMY 30MbBU.

Kak oTmeyaeT Toap Mnatrc, cTpax nepeg 30MoM MOXHO 0OBACHUTB C TOY-
KV 3peHns 3BOMIOLMY — PACMPOCTPaAHEHNEM pa3Hbix (OB — CTpaxoM MHDeK-
LMW, NOTepU aBTOHOMUM, CMepPTU. ECv e 00BACHATD 1X C TOUKM 3PEHNS Kymb-
Typbl, 30MBY — 3TO MOHCTP, OTODPAXAIOLLMIA aKTyasbHble COLiMalbHble CTpaxy
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(MnatTc, 2017, ¢. 151). O6pa3 30M6M HACTONBKO YHUBEPCANEH, YTO MOXHO €ro
MHTEpPNPETUPOBaTL KaK anferopuio Yero yrogHo — Kak CTpax Teppopu3Ma,
pabouyero knacca, naHaemun 1 T.4. (Masnos, 2023). O4eHb 4acTo 06pa3 30M6K
MCNONBL3YIOT B LUENAX KPUTKKKM KanuTanmama. OgHa 13 caMblX pacnpocTpaHeH-
HbIX MPOLLeAyp NPV TPAKTOBKe 30MOM 3aKI04AETCS B TOM, YTO aBTOPbI, AaXe 1C-
NOMb3yst TEOPUM NOCTTYMaHK3Ma, CBSA3bIBAOT TEMY MPEVMYLLECTBEHHO C Kanw-
Tann3MoM. SIpKMM NprYIMEepPOM TaKoro noaxoda sensetcs ctates Capsl [xynset
Naypo 1 KapeH 3mMbpu «MaHubecT 30Mb1: HeyenoBeveckoe COCTOSIHUE B 3MOXY
pa3BMTOro Kanutanuama» (Lauro, Embry, 2008) unu ctates Lepun BUHT «O6b-
EKTHbIM NMOCTryMaHn3M: Heonmbepanmnam, 61MononuTrnka 1 3omMbm» (Vint, 2017).
HeKoTopble TEeKCTbI, KOTOPbIE MOCBSLEHbI MOCTTYMaHM3MY U B KOTOPbIX paccMa-
TPVBaOTCS 30MOU, 4aCTO B HA3BaHMW He CofepaT C/oBa «30MbW» 1 BbINOHeE-
Hbl MO0 B pamKax nccneaoBaHuii MoHcTpa (Gomel, 2020), nMbo B pamkax 1c-
cnenoBaHus rotukm (Gardner, 2020a, Heise-von der Lipp, 2019). OaHako MHorve
y4eHble BbIHOCAT 06a KNoYeBbIX CNI0BA B 3ar1aBus CBOMX paboT. 3aeck Takke
NoaXOAbl COBEPLIEHHO pa3Hble. Tak, flapc LLMaiHK B cBOeW KHUIW «bronaHk-
AVCTONWW» yaensieT TeMe 30MBY 1 NOCTIyMaHM3My Lienyto rmapy «11 ceHTabps
1 NOTPaYeHHble BMYCTYIO XKU3HW NOCTYeNnoBeYecKkmnx 3oMbu» (Schmeink, 2016),
a Crelicy 3660TT B MOHOrpadhun «ANoKanuncmnc HeXXMTK. Bamnunpsl n 3oMbu B
ABafLATb NEPBOM CTONETUM» PACCMaTPUBAET BAMMMPOB M 30MOM C TOYKM 3pe-
HVS NOCTryMaHuCTYecknx rmbpunaos (Abbott, 2016). HakoHel, cbopHUK 3cce
nof pepaxumnen debopsl Kpuctu n Capsl [xynbeT /laypo «Yx nydwe yMepeTs.
3BontoumMs 3oMbKM Kak noctntopen» (Christie, Lauro, 2011) HenocpeacTBEH-
HO MOCBSLLEH MEpPeoCMbICNIEHNIO CTaTyca 30MOU B COBPEMEHHOM KyabType.
BO3MOXHO, NyYLWNM CMOCOOOM TUMNOMOTM3NPOBaTb 3Ty NANUTPy MHEHWR By-
AeT pasfenvTb (MccnegoBaHus) 3oMbu HappaTuea (zombie narrative) Ha ABa
TUna.

Havbonee nonynsipHbiM 13 3TVX ABYX TMMNOB ABASETCS OAMH. Tak, Toag
MnatTc yBepeH, 4To «CoBpeMeHHas GopMa UCTOpPUiA O 30MBU — 3TO 0BbIYHO
anokanunTU4eckue NpUTYKN O pa3BanumBatollemMcs (MK yke pasBanmBluemcs)
0bLecTBe, rae rpynna BbKMBLUMX HaxoAUT KnaycTpodobHoe ybexuile oT non-
4nW HeXxUTb» (MnaTTc, 2017, ¢. 151). K coxaneHuto, MHOTMe aBTOpPbI, TPaKTy-
folme 30MBM C NO3MLUMIA NOCTIYMaHK3Ma, 0bpalLLatoTcs MEHHO K HappaTuBay
3oMbu-anokanunncuca (zombie apocalypse). Hanpumep, /lapc WmMaliHk nonara-
€T, 4TO co3epLas 30MbU, 'yMaHUCTUYECKMIA CYObeKT BMANT cebs UcHe3atoLwmM,
nornoLaemMbiM HOBOW (DOPMON coumanbHOCTU. TaknM 06pa3oM, NOBECTBOBA-
Hve 0 30MOU CTaHOBUTCS HOPMOV HaCKIbCTBEHHOTO, NpeobpasytoLlero 0b-
HoBNeHWs. PunbMbl TUNA «28 AHelt cnycTs» (2003) packpblBatoT NOCTHeNoBeYe-
CKYH BO3MOXHOCTb MOMIHOM 3aMeHbl YenoBeka B popme «obLyectsa» 30Mou. U
4enoBeK — B ero ryMaHWCTUYeCKOM, NPUBMAETMPOBAHHOM MOHATUM — CTaHO-
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BUTCS NEreHfol — BbITECHEHHON MOAENbIO, HEMPUTOAHON AN HOBOW peanb-
HOCTW 1 HOBOW POpMbI «colmanbHocTm» (Schmeink, 2016, p. 233-236). OTmevy,
4TO TaKoW B3MNsif KaxeTcs 6onee nobonbITHbIM, HEeXenun Teanc Jeinna Hukep-
Hokepa, BbICKa3aHHbIM B CTaTbe «[loyeMy 30MbU MMEIOT 3HaYeHME: HEXNTb KaK
KpUTWYeckmnin noctrymaHuncT» (Knickerbocker, 2015).

HukepboKkep paccy)KAaeT O TOM, Kakoe 3HaqeHue UMeeT CErofHs peHec-
CaHC 30MOUM Ans KynbTypbl, 1 GopmynvpyeT Tpu Te3nca. Bo-nepsbix, 30Mou
npeBpaTUNCs B OMOTEXHONOMMYECKNI 3KBMBANEHT Kbopra 13 Hay4How daH-
TaCTUKK. [103TOMY Tenepb KMOOPT 1 30MbY OTPaXaloT OAMHAKOBbIE TPEBOTY,
BbINOJHSAS CXOAHYIO KYNBTYPHYIO YHKLMIO. BO-BTOPbIX, NPEBPATUBLUVCH B APY-
rovi BU, NIOAM CTanu NOCTAIOALMU, U X BOHA C He10BEYECTBOM MOXOXa Ha BO-
MHY C anoKanunTu4ecknMm knbopramu. Tak, 30MbU-anoKanumncuc CTaHOBUTCS
BbIMbILEHHbIM MOBOPOTHBIM MOMEHTOM B UCTOPUK 3BOOLUMK. B-TpeTbux,
Koraa B 1960-x rogax BMeCTO CBepXbEeCTECTBEHHbIX 30MOV (ByaY 1 NpULLIENnbLbl)
NOSBUNCS €CTeCTBEHHbIN 06pa3 (BMPYChI, BOEHHbIE SKCMEPUMEHTSbI), 3TO ObIN0
peakuMen Ha MHCTPYMeHTaNbHbIA PasyM U LEHHOCTU ryMaHyviama. C TO4KM 3pe-
HVs HukepboKepa, 3TO OTpaXKaeTcsi B UCTOPMSX O 30MOU-4yMe, BbI3BAHHOI re-
HETUYECKMMM IKCNEPUMEHTaMM. MO3TOMY 30MBU HOBOTO ThICAYENETHS MOXKET
HbITb NPOYMTAH KaK 0b6paseLl, aHTUIYMaHUCTUYECKOTO, KpUTUYECKOTO NMOCTrY-
MaHu3Mma (Knickerbocker, 2015). 4 66l X0Ten 06paTUTb BHUMaHKE Ha COBEPLUEH-

HO MHOMN HappaTuB KABMOB O 30MOU. HO ANst 3TOr0 HaM HEOBXOAVMO BBECTM B
noBecTBOBaHMWe urypy MOHCTpa.

MOCTTYMAHU3ALNA MOHCTPA

PaHee peuyb WNa ToNbKo 06 0HOM Tune 3oMbu-HappaTuea. Ecav ans nep-
BOrO TWMa HappaTBa O 30MbYM (30MOM-aNOKaNMNCKC) BaXHO COLManbHoe, TO
eCTb HOBas (pe)opraHu3aumns obuecTsa, TO AN BTOPOro TWMa HappaTuea uMe-
eT 3HayeHue BHyTpeHHee — 06pa3 caMoro MOHCTPA, BKMOYast ero BHYTPEHHUIA
MVP. MHOT e aBTOPbI, KOTOPbIE TEOPETU3UPYIOT MMEHHO 00pa3sbl 30MbU, a He op-
raHM3aumo obulecTsa, Yepes npusmy hrunocodun NocTryMaHm3ma, MCronb3yoT
KOHUeNT MoHcTpa. MaTpurcns MakKopmak copmynmposana KoHUeNnuUmio noct-
FYMaHMCTUYECKOIM TepaTonornm (Tepatonorns — Hayka, U3y4aiollas natonorm
Pa3BMTYVA OPraHmM3MoB). Mcxos U3 maBHOroO nockina Texcta MakKopmak, ctaHo-
BUTCS NOHSITHO, KaK OHa NOHMMAET NOCTryMaHn3m. C ee TOUKM 3PEHNs, MOHCTPbI
NO3BONSIOT PACWMPUTh FPAHULI HALIETO MbILLEHWS O YeNOBEYECKIMX BO3MOXHO-
CTSIX, MOKa3blBasi MyTb K TOMY, HTOBbI CTaTb KEM-TO pYrM (bonee cnpaBeanvBbim).
OHa He ONM1CbIBAET MOHCTPA, TO eCTb He 0OPALLAETCS K ero BHeWHUM XxapaKkTepu-
CTVIKaM, HO TONbKO 0603HaYaeT, YTO MOHCTP SIBNSIETCSH KaTann3aTopoM BCTpeyu:
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«MOHCTP MOXET OIHOBPEMEHHO OTHOCUTBLCSA KO BCEMY, YTO OTKA3bIBAETCS ObITh
4eN0BeKOM, 1 K TOMY, YTO AeNaeT YenoBeKa, CTONKHYBLIerocs ¢ HUM, NoCcT4yenose-
Kom» (MacCormack, 2020, p. 523). KaxxeTcsl, 3TOT aKLeHT Ha YenoBeke B onpepaene-
HUWM NPOTVBOECTECTBEHEH N5 0bLLero nockina NocTrymanun3mMa. Npeacrasnsercs,
4TO B pamKax M3yYeHust MOHCTPOB (30MbYM B YaCTHOCTH) Kyfia MHTepecHee He To,
KaK YenoBeK CTaHOBMTCA MOCTHENOBEKOM, HO KaK MOCT4eN0BEKOM CTaHOBUTCS
MOHCTP.

Tak, XOTs U He 3aTparvBas Temy nocTryMmaHunama, Mapk prosed Pob6bMHC
paccyxpaaet 06 3noxax amepukaHckux hrunbmMoB yxacos (Robbins, 2020). OH Ha-
3bIBAET TPV 3Tana CTaHOBNEHNS aMEPVKAHCKOro XOPPOpa: MOAEPH — NOCTMOAEPH
— MeTamofepH. [1ns xoppopa MofepHa xapakTepHas OuHapHas onno3nuus ye-
NOBEK/MOHCTP. B 3TOM KOHbNMKTE NobexgaeT Yenosek. B xoppope nocTMogepHa
BVHapHas onmno3nuUMs MOHCTP/4enoBeK nepeBopaynBaeTcs. MOHCTPOM CTaHo-
BMTCS CaM YeNOBEK, 4TO Mbl Habntogaem B unbme hropmxa Pomepo «/leHb MepT-
BeLoB» (1985), 0 KOTOPOM peyb noiaet aanee (puc. 1). bonee Toro, Teneps Nobe-
3 OKa3bIBaeTCs 33 MOHCTPOM, [JaXe eC/IN OH OCTaeTCs MOHCTPOM, YrPOXatoLLMM
4enoseky. B xoppope MeTaMoAepHa TeHAeHLMA NOCTMOLEepHa YCUNNBaeTCs: Ye-
NIOBEK AEMOHW3MPYETCS, B TO BPEMS Kak MOHCTP rymaHusunpyetcs. B metamopep-
HWCTCKOM XOppOpe NPOTMBOCTOSHME YeNOBEKA 1 MOHCTPA CTaHOBUTCS BEYHbIM,
1 HUKTO He nobexpaeT. MoXHO cKa3aTb, MOCTTyMaHW3M B 3TOM MaHe NpeBoCxo-
AVT MeTamofepHu3M. CKaxeM TaK, B CUTyaLmn NOCTIYMaHMU3Ma MOHCTP ¥ YenoBeK
VLLYT CNOCOBbI COBMECTHOW XM3HU — B TEOPKM Ha OHTONOTMYECKOM YPOBHE, a Ha
NpaKTVKe — B NPOAYKTax MAacCOBOW KyNbTypbl BOOOLLE ¥ B HEKOTOPbIX (MOCTTyMa-
HUCTMYECKINX) HappaT1Bax 0 30MBU B YaCTHocTw.

Puc. 1. Kagp n3 ¢unbma «[leHb MepTBELOB», peX. [pxopax Pomepo, 1985
Fig. 1. Still from Day of the Dead, directed by George A. Romero, 1985

* VicTouHUK n300paxeHns cM. / See the image source: https://m.imdb.com/title/tt0088993/
mediaviewer/rm2333073152 (23.09.2023).
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KakvimM 06pa3oM MOHCTP «30MbBV» MOXET MOMOYb HaM B MOHVMMAHWK YenoBe-
ka? Tak, B COOTBETCTBMM C INaBHbIM MOCHIIOM HEKOTOPbIX BEPCUIA MOCTTYMaHV3Ma
nonynspHas KyasTypa (Cpean npoyero) MOXeT CnocobcTBOBaTL Nepeonpenene-
HUIO HaLIEero MblleHns nocpeacTsoM penpesertauumin (Hauskeller, Philbeck &
Carbonell, 2015). Wnw, no kpaliHei Mepe, MOCPeACTBOM MHTEPMNPETaLMiA 3TVX pe-
npeseHTauwmin. B TOM CMbIC/E, YTO CIOKET, 06pa3bl U KOHMAVIKTHI TOrO AW UHO-
ro NPOAYKTa HYXHO rPamMoTHO OMKCaTh W [AOHECTU 3TO OMuUcCaHue Ao YuTarens/
3puTens. MHorve yveHble UCcneqyoT NoCTryMaHM3M MMEHHO B 3TOM acrekTe,
paccMmaTpyBas pasinyHble MPOAYKTbl MACCOBOW KyNbTYpbl. Hanpumep, Mbl MOXeM
NOCMOTPETb Ha PunbM «BoiHa MMPOB Z» (2013) CKBO3b MpY3My NOCTIYMaHM3Ma,
TO €CTb C TOYKW 3pEHUs penpe3eHTauumn YenoBeka/MOHCTpa. 3oMbu 3aech sB-
NSHOTCA 0BbIYHBIMU MOHCTPaMK (C TOV peMapKoOW, YTO OHM O4eHb CHbHbIE 1 Obl-
CTpble), CTPEMSLUMMUCH YHUHTOXKUTD HeN0BeYeCTBO. [NaBHas MHTPUra CIOXeTa B
TOM, 4TO 30MBU He BUASAT M He YyBCTBYIOT OOMBHOIO YenoBeka, TO eCTb Takoro,
KOTOPbI OTNIVHAETCS OT HOPMbI. HenoBeK He BUAMM AN 30MOW, eCnvi OH cnab, bo-
NeH, SBNSETCS HOCKTENEM KaKOro-TO BMpYyca. TO eCTb 3TO U3MEHEHHBIN YenoBeK,
rvbpwg. He rbpug 30Mou 1 Yenoseka, Kak B cydae ¢ GuabMOM «Tenso Halmx
Ten» (2013) u cepranom «Bo nnotu» (2013-2014), HO rMbpwMA YenoBeKa C YeM-To
elle — C BUPYCOM, OMNyxonsiMu, GaKTepusiMu. B 1aHHOM Cydae NoCTryMaHUCTH-
YeCKoe COCYLIeCTBOBaHVe 4efoBeka M 30MOU (Tenepb 30MOU Heobs3aTenbHoO
NCTPEBNSATL) BO3MOXKHO MOTOMY, YTO YeN0BeK NPUOBPETaET YTO-TO HevenoBeye-
CKOE, CTaHOBSICb MOCTHEN0BEKOM. W ecniv 30Mb1 — 3TO XMBOW MepTBeLl, TO eCTb
TO, 4TO MEepPTBO, HO COOTHOCUTCS C XKM3HbIO (XORWT, BUAMUT, KycaeT), TO Mocpef-
CTBOM 60N1€3HM (BO3IMOXKHO, CMEPTENBHOW, 1U, MO KPaiHel Mepe, yrpoxatoLei
WNW HaHOCsWel Bpef 300POBbIO) XIMBOK YeNoBeK TakKe NpuobpeTaeTt sneMeHT
«MEpPTBEHHOCTWM». TeM CambiM 30MOU MOMOTAOT MPUMMPUTBECS YENOBEKY W MHbIM
hopMaMm *M3HW. B KAKOM-TO CMbIC/IE 3TO NMPSMOE OTPaxeHKe hrUnocobum paHHKX
cunbmoB [asraa KpoHeHbepra, npuayMaBLIEro, Hanpumep, <TBOPYECKYO hopmy
paka», KoTopasi 03BONSNa YeN0BEKY BbINTY 3a Npeaensl Yenoseka. OAHaKo B faH-
HOM C/ly4ae Mbl UMeeM Aeno MMEeHHO C YenosekoM. Kyaa niobonsiTHee B3rmsiHyTh
Ha TpaHCchopMaLMio 30MOU — 13 MOHCTPa B MOCTYENOBEKa — CYLIECTBa, HEKOrAa
BbIBLIErO YeNOBEKOM, YTPaTHBLLErO B cebe YenoBeyeckoe 1 BePHYBLIEro HeKoTo-
pble YenoBeyecKyre YepTbl 0bpaTHO. [aBaiiTe BepHEMCS K OnpefeneHmio 3oMou,
gaHHoMy Toagom M11aTTcoM. 3TO OXMBLUMA MEpTBEL/3apaXeHHbIN, Kenatwuii
YHUYTOXUT/MHPUUMPOBATL XUBLIX NHOAEN. HaumHas ¢ «Houm xwmBbIX MepTBe-

* IHHW BRemnk, nnnocTprupyst CBOK KOHLEMUMIO HEONNOEepansHOM rOTUKK, OTMEYAET, YTo B
OT/IMYME OT HOBATOPCKOM KHWUMM ee afanTauus yTBepKaaeT HeonmbepanbHyto Maeonoruio.
Cpenu npoyero bneink oTmeyaeT: «fpaHb MeXay YyAOBULLHOM OPAO 30MBU 11 YE€N0BEYECTBOM
He cTupaetcs» (Blake, 2018, p. 201).
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LoB» [hxopmKo PoMepo, 3a peaknM UCKKYEHMEM 3TOT 00pas He MeHsICS B CBOEM
Cyl|ecTBe B Te4eHuWe AOAroro BpemMenu. [pu ToM, 4To npeTeprnesan U3MeHeHus B
Apyrux acnektax. Tak, B 1985 rogy B hunbMe «Bo3BpalleHme XIBbIX MEPTBELOB»
(pexwuccep [3H O’BIHHOH) BMECTO MEANEHHbIX, €/1e BONOYMBLIMXCS 30MOU Obinn
MOKa3aHbl aKTVBHble, ObICTPbIE XIBble MePTBeL|bl, LieNbio KOTOPbIX ObIIO CbecTb
MO3rV XUBbIX MtoAen (puc. 2). HekoTopble yueHble Aaxe NMOCBATUN CHOXETY yBe-
NIVYEHUs CKOPOCTU ABVXKEHWS U CUbl 30MOU CBOM nccneposanus (Dendle, 2011).
B ToM e camom 1985 rogly Bbilna TPETbS YacTb TEMATUYECKOW TpUornm Pomepo
«[leHb MepTBeLOB» (BTOpas cepus — «PacceT MepTBeloB» (1979)). KpuTuk Kum
HbtomaH B cBoelt KHure «KolwMapHble drbMbl» 3asiBK, 4TO KapTiHa «Bo3spalie-
HIE XMBbIX MEPTBELIOB» CTana CYMBOMOM MOCTMOAEPHVCTCKOW penpeseHTaLmm
30Mbu, B TO BpeMs Kak KapTuHa Pomepo ocTaBanacb MOAEPHUCTCKON (TO, YTO
Ha3biBaeTcs «modern horror») (Newman, 1989, p. 207). Ho, BO3MOXHO, dunbM Po-
Mepo bbin Kyga 6oniee NOCTMOAEPHUCTCKUM (B TOM MiaHe, 4TO OH NpeaBOCXMLLa
NOCTryMaHu3Mm), eClM paccMaTpuBaTh ero TeMaTUYeCKn, a He CTUANCTUYECKU, K
YeMy Mbl BCKOPE BepHEeMCS.

Puc. 2. Kapp 13 punbma «Bo3BpalleHmne XuBbix MepTBeLoB», pex. f13H O’baHHOH, 1985
Fig. 2. Still from The Return of the Living Dead, directed by Dan O’Bannon, 1985°

Cneunanuct B obnactv zombie studies Kaiin Ynnbsm Bulion Toxe cpaBHMn
[ABa yKa3aHHbIX hunbMa He B Nonb3y Bepckn O'B3HHOHA, 3a5BMB, YTO B TOT MOMEHT,
Korga «Bo3BpalleHue XrBblX MepTBELOB» BEICTYNUAN B MpOKaTe Kyaa nyywe
«[lHs MepTBeLOB», aMeprKaHCKas 0OWECTBEHHOCTb MepecTana MHTepecoBaThCs
Cepbe3HbIMY U MNYOOKMMYM Pa3MbILINEHNAMUN O XOAAYMX MepTBeLax, MPeanoyTs

> VIcToYHUK 1306paxeHus cm. / See the image source: https://m.imdb.com/title/tt0089907/
mediaviewer/rm2301331457 (23.09.2023).
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BMECTO 3TOr0 «TaKMe MaHepHble Y IOMOPUCTUYECKME MHTepNpeTaunm, Kak
“Bo3BpallieHVe X1BbIX MepTBeLOB” — ManobloMmKeTHas KoMeaus, Kotopas Ha ABa
Mecsilla onepegwna Gunbm PoMepo no nokasam B KMHOTeaTpax v Mpes3oluna ero B
(DMHAHCOBOM OTHOLWEHMWM, OCTaBMB MHOTO3Ha4YMTeNbHOCTb POMEPO AaneKo no3agw»
(Bishop, 2019, p. 203). dakTM4eckn PoMepo Npeaoxuna To, 4To, Mo KpalHel mepe,
HEKOTOPbIX KPUTWKOB M YHEeHbIX 3aCTaBIUO0 PbsiHO 3alUMLATh «/JeHb MepTBeLoB». Ero
NOAX0 MOXHO ObIN0 Bbl YCNOBHO HA3BaTb «MOCTIyMaHM3aumein 30Mou».

Kak oTmeyaeT ToT e buwon, B «[IHe MepTBbix» POMEpO MbiTancs 0603Ha4nTh
abCoMOTHO HOBYIO TPAeKTOPUIO NoaXKaHpa (PuabmMbl 0 30MBK) — KOraa NoasM
BCe yYallle OTBOAMIMCE POAW YYAOBULIHBIX aHTArOHWCTOB, @ 30MBUM NPUMePSNN Ha
cebsi BCe Bonee Tparmyeckre posu, KoTopbiM BbI10 MOXHO COMYBCTBOBATS (Bishop,
2019, p. 203). [leno B TOM, 4TO B «[lHE XWMBbIX MepTBeLoB» Hbif NokasaH 30Mbu,
0BHaPYKUBLIMI 3NeMeHTapHbIE MbICIUTENbHbIE CMOCOOHOCTU, a TakKe — YyBCTBaA.
BUWON Ha3bIBAET 3TOT CIOXKET «TyMaHu3aLvein 30Mb1». To eCcTb hakTuyecKy 30Mou
Tepsi OCHOBHOW MPY3HaK CBOEro onpefeneHns — 6ecco3HaTenbHo Npecnefosats
BCE XMBOE U NoeaaTtb Na0Tb. B TeMaTMYeCKOM OTHOWEHWN, KOHEYHO, 3TO Obina
He3aMeueHHast peBonoLYIs. Tako HappaTUB CTaHET BOCTPebOBaH ropa3ao no3aHee.
Tak, Kennu FapaHep oTMeYaeT, 4To 30MOU Kak MoCTYeN0Bedeckyto hurypy MOXHO
pacCMaTpUBATb Kak BO3HMKLLYIO 13 1BYX HAaNpaBneHWii AnTepaTypbl 0 30MOU. [epBoe
“ Hanbonee N3BECTHOE — TPALMLUMOHHBIA HAPPATVB 0 30MbW, NONYASPU3NMPOBAHHBIN
[xopawem Pomepo. B 3TOM HappaTvee NOCTanoOKanuMNTMYeckuii nangwadt
HaBOAHEH 30MOU, NNLEHHbIMY CO3HAHMS. TaK Kak y 30MOKM B AaHHOM Cly4ae HeT
VIHAMBWAYANbHOMO CO3HaHMS, TO OHM (DYHKUMOHMPYIOT Kak «poit». OaHaKo, 3aMeyaeT
FapaHep, eCTb 1 BTOPO HAappaTyHB, KOTOPbI OHa Ha3bIBaET «30MbK-MeMyap» (Zom-
bie Memoire), xoTs, HaZO NPU3HATb, OH YaCTO U CBSA3aH C NepBbiM. B pamkax 3Toro
HappaTXBa NosBASIOTCS 30MBU, KOTOPbIE PA3BUAM UM BOCCTAHOBUAM Pa3yMm. BaTom
HappaT1Be aKLEHT 1eN1aeTCs He Ha anoKanuncuce, Ho Ha SK3MCTEHUMANbHON TpeBore
pasyMHbIX 30MOM O CYLLECTBOBAHWM B Ka4eCTBe He MOAJAIOWMXCS KaTeropusaLyin
huryp B MUpe brHapHbIx onno3uuuii (Gardner,2020a, p. 521-522).

BO3HWKHOBEHWE NMOCT30MBEU

B kunematorpade [hropmK Pomepo Bbin NepBbIM, KTO PELIW NEPEOCMbICANTb
CBOI0 e KoHUenuuio 3oMbu. C Te4eHUEM BPEMEHU NOSBUANCH U Apyrue
NprMeTsl 30MOU, KOTOPLIN Bonee He NognagaeT nof onpefeneHve, KOTopoe
npepnoxun, Hanpumep, Toaa Mnatrc. Mpuyem Yacto 30MbK B KuHemaTorpade
Ha4YMHaNM BO3BPAWIATLCA YaCTUYHO UM MOMHOCTBIO K COCTOSIHUIO Pa3yMHOro
YenoBeKa — Heobs13aTeNbHO KMBOTO — UKW e NepecTaBani ObiTb arpeccuBHbBIMU
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M npuobpeTanu HekoTopble YyBCTBA. Kak OTMeYanoch Bbile, 3TOT CIOXKET
MOXHO Ha3BaTb «MOCTryMaHu3auuel 30Mbu». CyluleCcTBYOT pa3Hble cTpaTerum
nocTrymMmaHu3aumm 3omMbu. Hanbonee nokasaTenbHble MPUMEPDI, Y KaXKAOMO U3
KOTOPbIX €CTb CBOW HIOAHChI, 3TO dMunbMbl «drao» (2006), «Tenno Halwmux Ten»,
«HoBas 3pa Z» (2016), cepnan «Bo nnoTw». B cnyyvae Takux GpaHLns, Kak cepus
dvnbmoB «ObuTens 3na» (2002-2016) v nepsbIi ce30H cepuana «OfaHu 13 Hac»
(2023) — Kkak 1 «ObuUTeNb 3na», CTaBWNIA aganTauyein BUAEOUTPbl, — NEPCOHaXM
3nvic (co3paHHas TexHonornyeckn) u Inam (MHbOUUMPOBaHHas Yepes yKyc)
He TepstoT CBOM pa3yM, HO MepecTatoT ObiTb NOAbMY B OOBIYHOM MOHUMAHWN.
MOCKO/IbKY BO BCEX 3TUX KeliCax Mbl HE MOXEM NPUMeHSTL K 30MbK onpefeneHue,
AaHHoe MnaTTcom, cnefoBaTenbHO, B HUX peyb O APYroM. Mbl MOXEM Ha3BaTb 3TOMO
MOHCTPa — NOCT30MOU®. 3TO WMPOKas KaTeropws, B KOTOPYKO MOTYT MONAaCTb Kak
Te 30M6U, KOTOPbIE BbIAN YCMUPEHBI («DUA0») AN U3MEHWAV NULLEBbIE NPUBbIYKM
(«[leHb MepPTBeL0B»), TaK 1 Ha3BaHHbIE Bbile I11C U InuK. B nepBomM ciydae peysb
YCJIOBHO WAET O NOCT-30MOU (30MbBY He BO3BpALLAET pa3yM BCELIENO), a BO BTOPOM
— 0 Nocm-30M6Y (pa3yMHble CYLLECTBA, He YTPaTUBLUME UK BEPHYBLUME Pa3yM).
[anee Mbl pazbepem fiBa Kelica, CieNaB akUEHT Ha Hanbonee BaXKHOM U3 HIX.
Tak, B ubMe «Tenno Halwux Ten» 30Mbu BO3BPALLAETCS K COCTOSIHUIO XMBOTO 1
pa3yMHOro YenoBeKa NOCPEACTBOM N0OBM — cepple raBHOMo repost HaunHaeT
BUTbCS, KPOBL CHOBA TeYb MO XKUAaM 1 BMECTO PblYaHWs OH flaxe CNoCObEeH CKa3aTb
«4TO-HNOYb Yenoseveckoe» (puc. 3-4). U faxe camble BOMHCTBEHHO HACTPOEHHbIE
NO OTHOLIEHWIO K 30MBY repou NMPU3HAIOT, YTO KYBble MepPTBeLbl MOTYT BHOBb
06paTUTLCs B XMBbIX Ntofeln. C 0AHON CTOPOHbI, 3TO O4eNoBeYnBaHe 30MbH
ABNSETCS WaroM Ha3af B paMKax TeOpUM NOCTIyMaHWU3Ma, TaK KaK B LAaHHOM Cllyyqae
4enoBeK CTaHOBMUTCS MEPUIOM MOHCTPA, ¥ MOHCTP AO/MKEH OTKa3aTbCs OT CBOEW
MHaKOBOCTYM Pafv MUPHOTO COCYLLECTBOBaHMA. ECv Bbl 3TO OblN He roNANBYACKMI
30MKOM (30MOU-KOMEWS), @ TOHHEE POM3OMKOM (POMaHTUYECKast 30MOU-KOMEaNS),
TO kyaa 6onee paguKanbHbIM BapraHTOM ObIN0 Bbl, Civ Bbl rNaBHas repouHs
NPUHSNA HOBYIO MOCTYENOBEYECKYIO KOHCTENNSLMIO, CTaB 30MOU 11 06peTs Nt060Bb B
HOBOM [¥BHOM MUPe NocTMtoaen. Kak 3to chopmynmnposanm Capa ynseT Jlaypo 1
KapeH 3mMbpu, ncnonb3ys naeto GpaHko MoppeTw: ByaeT v pa3Bsizka YyA0BULLHbIM
pacnafgom Unn YyaecHsiM ocBoboxaeHnem? (Lauro, Embry, 2008, p. 108). C apyroi
CTOPOHbI, B KOHLE Mbl BUAUM, KaK OMH 13 NepcoHaxel 30Mbu npurnawaet
KEHLLVHY-4enoBeKa, KoTopas MOMOTa HEYKMIOXKEMY MepPTBeLY PaCKpPbITh 30HTUK,
CNpSATaTbCS OT AOXAS BMECTE C HUM. BCe rOBOPUT O TOM, YTO Y HIX ByaeT pomaH.

® BriepBble 3TOT TEPMUH B KOHTEKCTE 30MOM 1 MOCTTyMaHu3Ma ynoTpebunn [ebopa Kpuctm
n Capa [bxynset flaypo B 2011 rofy, CKasas, 4TO «Mbl Y)KE XIMBEM B Nepuof NoCT30MbB1», HO
OHW He KoHUenTyann3uposanu cnoso (Christie, Lauro, 2011, p. 2). Kpome Toro, ecnu y aBTopos
TEPMUH NOMeLLeH B TEMMOPaNbHbI KOHTEKCT, TO 8 Npeanarato NoHsATUeE Ans OnncaHns HOBOMO
TMNa MOHCTPa.
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To ecTb B cBOEM 60/bLIMHCTBE 30MBUM NPOWM NPOLECC HENOAHOTO 0bpallEeHNs

(BMAMMO, MHOTUE ellle He NoNBUAN), HO BbINM MHTErPUPOBaHbI B 06LLECTBO.
MpUMepHO O TOM Xe OCHOBa CtoxeTa cepuana «Bo nnoTu», B KOTOPOM

30Mb6U BbIM BO3BPALIEHBI K XKU3HM 1 Ternepb OMKHbI HAUTKU CBOE MecTo B

nepey4pexaeHHoM obuecTse. Ho 30eCh Kak pa3 1 HaumHaloTCs HOBbIE COLManbHble
KOHMANKTbI.

Puc. 3. Kagp 13 dunbma «Tenno Hawmx Ten», pex. [pkoHataH /Ineaiid, 2013
Fig. 3. Stills from Warm Bodies, directed by Jonathan Levine, 2013"

Puc. 4. Kagp u3 dunbma «Tenno Hawmx Ten», pex. [pkoHataH JIneaiid, 2013
Fig. 4. Stills from Warm Bodies, directed by Jonathan Levine, 2013®

" NcTouHMK n3obpaxerns cM. / See the image source: https://m.imdb.com/title/tt1588173/
mediaviewer/rm4036668672 (23.09.2023).

8 NcTouHMK n30bpaxerns cM. / See the image source: https://m.imdb.com/title/tt1588173/
mediaviewer/rm3059985408 (23.09.2023).
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CaMbIM paiKanbHbIM U CIOXKHBIM MPUMEPOM MOCTTyMaHm3aLUmm 30Mou
B KMHO, BO3MOXHO, ABAsSeTCs hunbM «HoBas apa Z». Poccuiickie ancTpubbio-
TOPbI XOTENU NPeACcTaBMTb KapTHHY Kak Npofo/mKeHne «BoMHbI MMPOB Z», AaB
CBOW BapvaHT Ha3BaHus. B opuruHane 310 «/leBylKa co Bcemu fapamu» (The
Girl with All the Gifts) — knHoaganTauns ogHoOVMeHHOro poMaHa Maiika Kapu,
BblWwegwero B 2014 rogy. [elicTBME NEHTHI MPOUCXOAUT B MUPE, 3aPaXKEHHOM
MyTaHTHbIM rpubkom Ophiocordyceps unilateralis (tatoxe Cordyceps — rpu-
60K, caenaBWnin U3 ntoaet 30Mbu Bo BceneHHon dhpaHWwm3sl «OAHN 13 Hac»),
npeBpaLiatoliMM XHMBbIX B HEPA3yMHbIX MNOXUpPaTenen YenoBeyeckor naoTu.
[naBHas repouHs — MenaHu, ManeHbkas aeBovka-3oMou (puc. 5). Mpu 3ToMm
Menanu v gpyrne MHbOULMPOBaHHbIE AeTU, MOAOOHbIE el, pa3yMHbl, OAHAKO
npu BUAe Mogent vx TAHET K YenoBeyveckon nnotu. Jlioaun, cobmogas TeXHUKY
6e3onacHoOCTUW, NpuayMann CneymnansbHyio Masb, KOTopas He MO3BONSET AETAM
CAblWaTh Ux 3anax. MenaHu U Apyrue 3anepThbl B IKCNeprMeHTaNbHOM LEeHTpe,
rA€e yYeHble MLLYT NekapcTso. Mucc XeneH XIOCTUHO Y4UT A€Tei U UCMbITbIBA-
eT cumnaTuio kK MenaHu. Mocne Toro, Kak Ha 6a3y NnpobupatoTcs 3oMbu, Mena-
HY, YYUTENbHMLA, YYEHbIV 1 HECKONIBKO BOEHHbIX YOEratT, He Tepsis Hagex bl
HaliT1 NekapcTBo. dWIbM 3aKaHYMBAETCS TeM, YTO MenaHu HaMepeHHO BbiMy-
ckaeT cnopsl Ophiocordyceps unilateralis, 4ToObl 3apa3nTb OCTABLIMXCS XKMBbIX
Ntofel BO BceM Munpe. BAoxHYB Cnopbl rpubka, 1tobol YenoBeK NpeBpaTuTCs B
30M6u. Kak oTMeYaeT B CBOeN cTaTbe 0 pomaHe EnaHa fomens, MenaHun — ro-
pa3ao 6onblie, YeM HECMOMOLLHbBIN pebeHOK-KepTBa, Tak Kak BOObLIe-TO OHa
yCTpouna reHouma Bcero yenosedectsa (Gomel, 2020, p. 227). Mpu 3ToM [omMenb
cynTaeT, 4To «[leBylika co BCeMU Aapamu» — He TONbKO POMaH 0 30MOU, HO U1
Knaccuyeckas yTonws, Tak Kak 34ech rHunas TenecHoCTb 30Mbu NpeobpasyeT-
cs B yTonmnyeckyto hopmy Hosoro Yenoseka (New Man).

Puc. 5. Kapp 13 ¢punbma «HoBasi apa Z», pex. Konm MakkapTu, 2016
Fig. 5. Still from The Girl with All the Gifts, directed by Colm McCarthy, 2016°

? VicTouHuK n30bpaxeHns cM. / See the image source: https://m.imdb.com/title/tt4547056/
mediaviewer/rm2913351680 (23.09.2023).
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Kak MOHCTp MenaHun oTpa)aeT ABONCTBEHHOCTb CBOEW PONU HEBUHHOMO
pebeHka v 30MbK-Meccnm. Ho MOXHO NK, 3aaeTcst BOMPOCOM [oMenb, cHnTaTh
ee nocryenosekom? Cama fomenb B 3TOM COMHeBaeTCs. Bo-nepsbiX, Menanu
He SBNSeTCS MPOAYKTOM OUOTEXHOMOrMYECKON Moanduraumm. Bo-BTOpbIX,
MenaHn He MOXeT cuMTaTbCs NpefcTaBUTeNneM NocTrymaHuamMa. «ke reHoumng
NPeXHEro YeNoBEYECKOro BMAa OCHOBAH Ha 3BOMOLUVOHHOM UCHUCAEHUN KOH-
KypeHUMM 1 BbKMBaHMS. OHa TakKe He UCMbITbIBAET HUKAKOMO COYYBCTBMUS K
APYTUM HeYenoBeYeCKUM XKUBOTHBIM, YOEXAEHHas!, YTO Pa3yMHble ronoaHble
[Tak B pomaHe Ha3sbiBatoT 30MbU — A.lN.] HaXoAATCS Ha BeplVHe NWLLEeBON Lenn
B CUNy cBoero uHTennekta» (Gomel, 2020, p. 230). MenaHu He xenaeT fectabu-
NM3MPOBaTb UAEH YeIOBEKA, HO TOJIbKO peanu3oBaTh ee yxe 6e3 camux nioaen.
B KoHue dunbma MenaHu v apyrvie pasymHble geTu-30Mbu CUasT Ha 3emre, a
MUCC XIOCTVHO, HaBCeraa 3anepTas B NOMeLLeHN, Yepes ABEPb 3aHMMaETCs UX
oby4yeHnem, Nnpoceellas HOBbI B/, KOTOPLIN ByaeT HacensaTb 3eM/0 — MocT-
30Mbu. Kak aTo dhopmynmnpyeT lomens, HeBegomoe byayliiee Tenepb MOXeT HbiTb
NpeacTaBneHo TONbKO 30MOU — YyLOBMLIEM BTOPOCTENEHHOCTH, MOBTOPEHYIS 1
nepepaboTkn (Gomel, 2020, p. 231).

ECnn CMOTpeTb Ha 3TO C TOYKM 3PeHUst COUManbHOW OpraHu3aumm v
yTOMWK, TO, KOHEYHO, 06pa3 MenaHu He CBs3aH C penpeseHTaumeit NocTryma-
HUCTUYECKMX NMPOEKTOB. HO YeM 3TO KMHO OTAMYaeTcs OT «Tenna Hawux Ten»?
B nocnefHeM 4enoBe4ecTBO BOCCTaHaBAMBAET CTaTyC-KBO, BO3BpaLLas 30MHu K
XU3HW 1 COCYLLEeCTBYs C HUMU. B «HoBol ape Z» yenoBeyecTBo vcyesaeT. Ecnm
B «Tense Halwwx Ten» NocT3oMbu ryMaH1u3npytoTcs, To B «<HoBoM 3pe Z» OHW aM-
6rBaneHTHbl. ECam cyanTb NO NOCTYNKy MenaHu, TO OHK elle 1 aHTUTYMaHHbI.
C ofiHOW CTOPOHbI, Nepea HaMu NPeaCcTaeT HOBbI MUP-Hbe3-4enoBeka, C Apyron
— Mbl MOHWMAEM, YTO COCYLLECTBOBaHMWeE Mtofei 1M NoCT30MOU HEBO3MOXHO.
B apyrom koHTekcTe CaHHM XOKMHC 3aMEeTNAE, YTO CMECh Hay4YHOM aHTacTu-
Ku, D3aHTE3M 1 xoppopa Heobxoanma Aans aectabunmnsaunmn poaoBo kaTero-
PUN «4eN0BEK», 1 3Ta fecTabunr3aums No3BOASET HaM BCEM CTaTb MOHCTPaMM
(Hawkins, 2020). K coxaneHuto, B «<HOBOI 3pe Z» 3pUTeNto CNOXKHO OTOXAECT-
BNSTH Cebsi C MOHCTpamu, Tem Honee YTo MOASIM B NPUHLMME B HOBOM MUpe He
OCTaeTcs MecTa. XOTs, BePOSTHO, Takas KapTuHa NpeacTaBAseTcs nannnmnei
AN HEKOTOPbIX MOCTITYMaHWCTOB.

3AK/NTHOYEHNE

NTaK, uenb HacTosLlero UCCNefoBaHysa COCTOsIa B TOM, YTODbI C MOMOLLbIO
cunocodum NoCTrymMmaHr3Ma NepeonpeaeniTb «<MOHCTPYO3HOCTb» 06pa3a 30Mbu
nocpeacTBOM 0bpalleHns K IBYM TUMNaM XyAOKeCTBEHHOMO HappaTviBa 0 30MbMu.
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CoOTBETCTBEHHO, 1151 3TOr0 BN NOCTABAEHb! 1 NOCNEA0BATENBHO PELUEHbI Clle-
Aytolne 3afaqn. Bo-nepBsbix, 6bI10 NOKa3aHO, Kak B COBPEMEHHbIX MCCnefoBaHM-
AX 30MbU aKTUBHO UCNONb3yeTCs hunocodrs NocTrymaHama. Bo-BTopbix, 66110
NPOAEMOHCTPUPOBAHO, KaK B HAay4YHOW nuTepaType nepeocmbicnseTcs 0bpas 3oM-
61, KOTOPbIA NOCPeACTBOM UHTEpPNpeTaLMii NpeBpallaeTcs 13 MOHCTpa B MOCT-
yenoseka (posthuman). To ecTb cBoeobpa3Has rymaHm3aLmns 30Mbu Kak MOHCTpa
MOXeT ObITb OXapaKTepu3oBaHa Kak MocTrymMaHmn3aums. B-TpeTbux, Ha npumepe
HECKONbKMX KNtoYeBbIX GUAbMOB («[leHb MepTBeLoB», 1985, pexxiccep [xopmK
Pomepo; «Tenno Halwwx Ten», 2013, pexwuccep [hkoHaTaH /InBaiiH; «HoBas apa Z»,
2016, pexwvccep Konm MakkapTu) Mbl Npocneanan, Kak hopMmnpyeTcs HOBbIN T1N
HappaTVBa O 30MOKN — «MOCTHENOBEYECKNIA 30MOU». TO €CTb «<MOHCTPYO3HOCTb»
06pa3a 30Mbu bbiNa nepeonpeaeneHa kak «MocT3oMbw».
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Modes of Monstrosity in Visionary
and Outsider Art:
From divine to Machine and Back

Abstract. The art of visionaries and outsiders is a space of fantastic narratives,
authorial mythologies, and hybrid identities. Their personal religious doctrines
and pseudohistorical epics generate monstrous bodies and entities combined
with characteristics of the divine, human, and machine.

The article examines the representations of monstrosity in visionary and
outsider art, art brut, and art of the insane of the 20th and early 21st centuries,
investigating the representations of monsters in the artworks of Karl Brendel
(Karl Genzel), Bernard Schatz (L-15), and Allen Christian.

The general characteristics of monstrosity in visionary and outsider art
of the 20th and early 21st centuries are the visionary nature of images,
multiculturalism, hybridity, the combination of the scientific, pseudoscientific
and religious narratives and popular culture. In the early 20th century, religion
had a significant impact, manifested in the hybridization of religious images
and pseudo-anthropomorphic distortion in art. In the second half of the 20th
century, space narratives had a great influence and were embodied in images of
aliens, the cosmos, etc. The turn of the 20th and 21st centuries was the time for
rethinking technology, and the symbiosis of human and technology, the origin
of species and alternative theories of evolution became popular themes.
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CyBopoBa A.A. MogyCbl MOHCTPYO3HOCTUW B BU3MOHEPCKOM U1 ayTcanaep-
CKOM MCKYCCTBE: OT HOXECTBEHHOrO K MalWMHHOMY 1 0bpaTHo // Hayka
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MoZyCbl MOHCTPYO3HOCTM

B BM3MOHEPCKOM

VM ayTCanAEePCKOM VCKYCCTBE:

OT DOXKECTBEHHOTO K MalWMHHOMY
1 0bpaTHO

AHHOTaUMSA. VICKYCCTBO BM3MOHEPOB U XYAOXHMKOB-ayTCalnaepoB — npo-
CTpaHCTBO (haHTaCTMYeCKVX HappPaTMBOB, aBTOPCKOV MU ONOrnm 1 rubpua-
HbIX MAEHTUYHOCTEN. VX NNYHbIE PennrMo3HbIe AOKTPUHBI 1 KBA3UUCTOPU-
4ecKue 3MoCkl FreHepUPYIOT MOHCTPYO3Hble TeNa W CYLWHOCTH, B 00pa3HOCTM
KOTOPbIX COEANHSIOTCS XapaKTEPUCTVKN DOXKECTBEHHOTO, YE€N0BEYECKOTO 1
MalVHHOTO.
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B cTatbe nccnegytotcs penpeseHTauny MOHCTPYO3HOCTM B BU3MOHEPCKOM 1
ayTCaiiepCKoM UCKYCCTBE, ap-bptoTe 1 TBOpYeCTBe AyLeBHOOONBHbIX XX 1
Hayvana XX| BeKa, 1 aHann3npytoTCa penpeseHTaumm MOHCTPOB B TBOPYECTBe
Kapna bpeHpens (Kapna leHuens), bepHapaa Laua (L-15), AnnenHa Kpuctu-
aHa.

OBWMMMN XapaKTEPUCTMKAMM MOHCTPYO3HOCTM B MCKYCCTBE BU3MOHEPOB ¥
ayTcalnaepoB XX v Havana XX| Bexa BbICTYNatoT: BU3MOHEPCKIMI xapaKTep 06-
pa3oB, NOMMKYBTYPHOCTb, TMOPUAHOCTb, COEAMHEHNE HayYHbIX, MCEBAOHA-
YYHbIX V1 PENUTNO3HBIX HAPPATUBOB ¥ MAacCOBOW KynbTypbl. B Havane XX Beka
CUABHBI BANSAHUS PEUTMO3HON KapTVHbI MMPa, YTO NPOosBAsSeTCs B rMbpw-
AV3aunmn Pennrmo3Hbix 06pasos 1 NCeBLoaHTPONOMOPHHOM UCKaXKeHN B
nckyccTee. Bo BTOpoi nonosuHe XX BeKa KOCMUYECKME HappaTUBbl MMenu
OrPOMHOE BAVSIHME 1 BOMAOWANNCh B 06pasax npuenbles, KOCMoca U T.0.
Pybex XX 1 XXI Beka Obln BpeMeHeM NepeocMbICIeHNst TEXHONOTMIA U CM-
61032 Yenoseka 1 TEXHONOTUW, MPOUCXOXKAEHVE BUOB U anbTepHaTUBHbIE
3BO/OLMOHHbIE TEOPUN TaKXKe CTanu NONYAAPHbIMU TEMaMMN.

KntouyeBble cnoBa: MOHCTPOOrAs, BU3VOHEPCKOE WCKYCCTBO, ayTcavifep-
CKOe WCKYCCTBO, ap-OptoT, WCKYCCTBO AYWEBHODOOMbHbIX, MOCTIYMaHW3M,
aHTpoNoMopdKr3M, MOHCTPYO3HOCTb, Kapn BpeHaens (Kapn MpeHuens), bep-
Hapa Wad, (L-15), Annex Kpuctunan

BnarogapHocTu. VlccnefoBaHve BbINMOHEHO 3a CYeT BHYTPEHHErO rpaHTa
PIIY nm. A V. TepueHa (npoekT N2 5BT).

INTRODUCTION

After years of studying naive and outsider art, and various related forms
of non-professional creativity (self-taught art, art brut, visionary art, neuve
invention), | determined that these objects constantly evade definitions and
boundaries. In the very term outsider art there is a certain slyness, because for
all the alienation of outsiders, their art is still connected with culture. A visionary
reveals echoes of an objective world in their unreal ontologies. An outsider or
a visionary is most often, in fact, unconsciously appropriating what has been
produced by global or local culture. These boundaries and vertexes, conventions
and gaps between outsider art and the art of “insiders” should be a special area
of this study. The optics of this article is an attempt to determine the specificity of
monstrosity in visionary and outsider art.!

! Colin Rhodes, Art Historian and one of the most famous specialists in outsider art, underlines
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Over the past decades, monster studies have been aimed both at
developing the theory (Cohen, 1996; Picart & Browning, 2012) and various aspects
of the representation of monsters in history and modern culture (Weinstock,
2014; Koenig-Woodyard et al., 2018). However, a dedicated study of monstrosity
in visionary and outsider art has not taken place yet.

This study examines the representation of monstrosity in visionary and
outsider art and the characteristics attributed to monsters. The research problem
lies in the necessity to study the image of the monsters in visual representation:
gods and goddesses, aliens and “intergalactic angels,” etc., since most of the
existing studies do not cover this theme, and the representation of monsters
is understudied. The object of my analysis is visionary and outsider art, which
include characters representing monsters of various types. For this study, |
obtained material from analyzing three artists, Carl Brendel (Karl Genzel), Bernard
Schatz (L-15), and Allen Christian. Carl Brendel (Karl Genzel) was chosen as he
presents outsider art of the early 20th century and different discursive poles that
are of interest forthis study. The othertwo artists—Bernard Schatz (L-15) and Allen
Christian—present visionary and outsider art of the second half of the 20th—early
21st century and belong to a different sphere of non-professional art (persons
who weren’t forcibly isolated), which allows us to study the representation of the
intergalactic and technical monsters. The aim is to identify the peculiarities of
the monster representation in visionary and outsider art in the perspective of
posthuman turn.

The objectives of the study include the following steps:

« to interrogate the concept of monsters in the perspective of posthuman

turn;

« to study different approaches to the concept of monsters and to identify

strategies for constructing the otherness in visionary and outsider art;

« to identify the features of monstrosity in visionary and outsider art;

« to analyze the works of Carl Brendel (Karl Genzel), Bernard Schatz (L-15),

Allen Christian for the representation of monstrosity, to identify common

representation strategies based on them.

The methods of formal, semiotic, and narrative analysis will be used to
identify monster representation patterns in visionary and outsider art. The

that the definition of terms has always been controversial. He defined outsider art as synonymous
until the 1980s with art brut. The “iconic” figures of outsider art were socially or culturally
marginal figures: usually undereducated, sometimes alien to the prevailing dominant culture,
many had been diagnosed as mentally ill. Also, Colin Rhodes argues with the positions of Jean
Dubuffet and Roger Cardinal in the definition of spiritualist mediums, such as Augustin Lesage
and Madge Gill and others with visionary experience, as outsider artists. Following this position,
outsider art and visionary art are intercrossed fields.
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following discourse theory and various types of statements are used as research
materials: visual art, texts by artists and researchers, images and narratives of
popular culture.

OUTSIDER AND VISIONARY ART IN THE CULTURE OF THE LATE 19TH—EARLY
21ST CENTURY

During the history of outsider art, its conceptual frames and boundaries
have been quite volatile. In certain periods of the existence of the term, outsider
art included self-taught art, art of the insane (artworks of persons with mental
disabilities), and art of social outcasts. For many centuries (Middle Ages,
Renaissance, Enlightenment), the phenomenon of outsider art was not described
through conceptual frameworks, although individuals who today can be considered
as outsider artists created their artworks. The first precedents of terminological
meaning and systemic description appeared at the turn of the 19th and early 20th
centuries. Outsider art has a discursive character and, despite the emergence of the
term in 1972, it included earlier art phenomena: art of the insane (Hans Prinzhorn)
and art brut (Jean Dubuffet). The person who coined the term outsider art, Roger
Cardinal, emphasized the specificities of this type of art, explaining that it is not
measurable only by the boundaries of mental dysfunction:

| should point out that the criteria for Outsider Art (art brut) are sufficiently
flexible to embrace not only art arising within the context of extreme mental
dysfunction but also art produced by individuals who are quite capable of handling
their social lives but who recoil, consciously or unconsciously, from the notion of art
being necessarily a publicly defined activity with communally recognized standards.
(Cardinal, 2009, p. 1459)

Nevertheless, the term outsider art is sometimes criticized in contemporary
institutions, exhibition practice and activism because of the change in the discourse
of mental and physical disability, as well as the transformation of social boundaries.
Also, the criticism of the concept is due to a change in the structure of art, the
institutional boundaries within art are becoming more transparent, both the works
of outsiders and insiders are included in large exhibitions of contemporary art and
museum expositions. Nevertheless, it is premature to talk about the irrelevance and
non-functionality of the term. In spite of discussions about the usage of this term
(Hahl et al., 2017), the discourse of art authenticity is essential and widespread in
museums and art business. All of the above leads to the active use of terminological
frames “art brut,” “art of the insane” in the context of historical collections and
outsider art to describe diverse phenomena of contemporary non-professional and
non-institutionalized art.
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Under these circumstances, a new, posthuman metaphysics can recognize,
as the a priori ontological locality of knowledge produced by someone, the
impossibility of knowing the Universe. Thus, new horizons of the ethics of outsider
creativity, rather than aesthetics, are opened. Outsiders create the space of their
worlds, which do notimitate anything, but, on the contrary, have an ontological and
creative self-sufficiency. In the construction of outsider ontology, we find narratives,
languages, images, and symbols appropriated and reshaped in our own way.

The creativity of outsider artists often has a complex character. Drawings and
canvases, texts and videos produce a distinct universe, organized according to the
creator’s ontological attitudes. In the history of outsider art, there are dozens of
harmonious, well-structured ontological systems. Cultural attitudes, national and
religious narratives, personal semiology and traumas become a basis for individual
ontologies, demonstrating their enormous variability. Similar author’s ontologies
of outsiders, embodied in various creative forms, unite the worlds of physical
objects and states, mental images, scientific hypotheses, fiction and nonfiction,
phenomena of media culture.

When outsiders create monsters, one otherness produces another. Outsider’s
monsters are a part of outsider ontologies, in which being is built according to its
own laws, including its own structure, form and properties of being, space, time,
and motion.

MONSTER STUDIES AND THE POSTHUMAN TURN
IN INTERDISCIPLINARY PERSPECTIVE: THEORETICAL ASPECTS

Initially, let us explain some theoretical approaches on monster studies
applicable to analysis of visionary art and outsider art. Who are monsters? Where
they may be found? In 2017, Mittman wrote about the opportunity to locate the
monstrous, because they dont lie solely in its embodiment, its location, the
process(es) through which it enacts its being. The crucial importance of the
monsters is (perhaps primarily) in its impact on culture in general (Mittman, 2017).

In one of the most significant texts dedicated to monster theory, Monster
Culture (Seven Theses), Cohen (2016) emphasizes that the monster is a cultural
phenomenon, and we should strive to understand cultures through the monsters
they inhabit. Cohen’s Monster Culture (Seven Theses) may be analyzed in the
perspective postmodern and posthumanism studies. Due to the object of this
research more relatable theses are chosen.

The first thesis is, “The monster’s body is a cultural body”:

Vampires, burial, death: inter the corpse where the road forks, so that
went it springs from the grave, it will not know which path to follow.
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Drive a stake through its heart: it will be stuck to the ground at the fork,
it will haunt that place that leads to many other places, that point of
indecision. Behead to corpse, so that, acephalic, it will not know itself as
subject, only as pure body. (Cohen, 1996, p. 4)
The monster’s body quite literally incorporates fear, desire, anxiety, and
fantasy (ataractic or incendiary), giving them life and an uncanny independence.
Even more essential in the perspective of this study is the following
characteristic, mentioned by Jeffrey Jerome Cohen in the third thesis, “The monster
is the harbinger of category crisis.” The main point of this thesis is, “The monster
always escapes because it refuses easy categorization” (Cohen, 1996, p. 6). For the
reason of its ontological liminality the monster “notoriously appears at times of crisis
as a kind of third term that problematizes the clash of extremes” (Cohen, 1996, p. 6).
The idea of monsters as a concept recalls us to radical rethinking of boundary and
normality. As Cohen wrote, “the monster resists any classification built on hierarchy
or a merely binary opposition, demanding instead a ‘system’” allowing polyphony,
mixed response (difference in sameness, repulsion in attraction), and resistance to
integration” (Cohen, 1996, p. 7).
The fourth thesis leads straight forward to the idea of outsider art: “The
monster dwells at the gates of difference.” The author claims that,
The monster is difference made flesh, come to dwell among us. In its
function as dialectical Other or third-term supplement, the monster is
an incorporation of the Outside, the Beyond—of all those loci that are
rhetorically placed as distant and distinct but originate Within. Any kind
of alterity can be inscribed across (constructed through) the monstrous
body, but for the most part monstrous difference tends to be cultural,
political, racial, economic, sexual. (Cohen, 1996, p. 7)
To summarize the characteristics of monstersin culture, S. Erle and H. Hendry
(2020) outline the following:
«monsters serve as metaphors for anxieties of aberration and innovation;
« monsters represent evil or moral transgression and each epoch,
evidences a “particular type of monster”;
« social and cultural threats come to be embodied in the figure of a
monster and their actions literalize our deepest fears.
The concept of monsters in the perspective of posthuman turn interrogates
R. Braidotti, P. MacCormack and other researchers. A posthuman is one of the basic
ideas of posthumanism, understood “as a point of assembly of mythical, chimerical,
technological, social, biological; as a further deconstruction of humanistic ‘Vitruvian
man’” (Kriman, 2020, p. 58). As R. Braidotti (2013) and Fr. Fernando (2019) wrote, the
main features of posthuman are post-anthropocentrism, post-dualism, and post-
humanism. Following the analysis of these concepts in the context of philosophical

HAYKA TENEBUAEHMA 19 (3), 2023 183 THE ART AND SCIENCE OF TELEVISION



anthropology, the tendency to de-anthropologization is becoming more visible.
The destabilization of previous opposites such as man/woman, culture/nature, etc.,
outlined as the key position of post-anthropocentrism approach of posthuman.
One of the most distinguished examples of this deconstruction are post-gender
beings such as Dolly the sheep cloned in 1996 (Braidotti, 2013, p. 74). Also, the
embodiment of post-anthropocentrism both natural and produced (OncoMouse),
represents impossibility of hierarchy (Haraway, 1997, pp. 51-52).

The comprehension of the concepts of monsters or monstrosity in literature,
contemporary research and culture based at the intersection of the humanities and
social sciences showed that in contemporary culture monsters have become “more
humane than ever before” (Erle & Hendry, 2020). They demonstrate characteristics
of human beings:

Monsters are strong, resilient, creative and sly creatures. Through their
playfuland invigorating energy, they can be seen to disrupt and unsettle.
They still cater to the appetite for horror, but they also encourage us
to feel empathy. The encounter with a monster can enable us to stop,
wonder and change our attitudes towards technology, our body and
each other. (Erle & Hendry, 2020)

P. MacCormack in Posthuman ethics: Embodiment and cultural theory
interrogates the posthuman from a transhumanist perspective. In her point of view,
posthuman is an attempt of “thinking the new grand narrative of the human itself”
(MacCormack, 2016, p. 8). The category of the human is questioned “in order to
exclude any limitations or accountabilities in reference to immanent existences of
other lives, including other ‘human’ lives, be they considered majoritarian human or
minoritarian flesh” (MacCormack, 2016, p. 8). The rethinking of characteristics which
made minoritarians the object of former oppression—the incomplete, the hybrid,
the germinal—are offered as a future design for the infinite human.

As MacCormack sees the features of the posthuman, it can be “as ethical,
material, experimental, creative and yet which escapes definition—the organically
human but inhuman, the a-human, the nonhuman, the infinite wonders of diverse
human forms” (MacCormack, p. 79). Monstrosity is presented as “a spectacle of flesh
(in ‘deformity’),” “capability (in diffability for example),” it includes patterns of non-
specular expressivity (in the spectrum of unremarkable behavior) (MacCormack,
2016, pp. 79-80). But despite of the attempts to build the catalog of monstrosity,
its contingent is uncontainable: “Monsters have been studied from the mystical
to morally objectionable, and currently include a constellation of disparate
corporealities from diffability studies to perpetrators of school massacres, online
roleplay gamers to queers” (MacCormack, 2016, p. 80).

The definitions of monsters given by MacCormack (MacCormack, 2016) are
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discursive:

1) they are not not-monsters, not us, not normal (MacCormack, 2016,
p. 82);

2) the monsters are creatures in between, the mixed, the ambivalent

(MacCormack, 2016, p. 86) (the same characteristics were also given

Braidotti). There is also a resistance to any singular definition of
subjectivity, “reflecting the ‘holes’ of discourse enclosed simply as
‘other” (MacCormack, 2016, p. 88);

3) they are the others, but their otherness has a discursive character (the
very flesh of the other that is usually subjugated). As MacCormack
wrote, “an event of the human cannot be posthuman if it stands in
opposition to a less attractive, oppressed or suppressed other who
both threatens to re-emerge in order to subsume it, but also reminds
it of the irrefutable necessity for dominance in the quest for liberation
from the flesh” (MacCormack, 2016, p. 83);

4) the quality to be in between provide the hybrid character of monsters:
“the monster operates through this system of hybridity” (MacCormack,
2016, p. 82);

5) the monsters are perceived as a mystical or aberrant grotesque
(primarily defined through ‘mal’formation of the flesh) (MacCormack,
2016, pp. 85-86). But in order for old monsters to be replaced by new
monsters “there will always be a form of monstrosity devalued beyond
all others” (MacCormack, 2016, p. 87);

6) “monstrosity requires a certain lawlessness” (MacCormack, 2016, p.
92), so monsters show the triumph of pure singularity;

7) monsters are the reflection of exclusion: “monsters are lesion bodies
that majoritarian regimes say must be excised from the body politic,
the corpus, for the benefit of all” (MacCormack, 2016, pp. 92-93).

Monster studies may be applicable in several disciplines: as a part of culture
and gender studies, art criticism, etc. The range of multidisciplinary connections
brings into focus the pertinent theoretical and methodological challenges relating
to how the monstrous finds application not only in critical thinking but also in art
andvisual culture. Let us turn to the theory and methodology of discourse, based on
the writings of Michel Foucault (Foucault, 2002; Foucault, 2003) and postmodernism
and posthumanism theory (Deleuze & Guattari, 1977). Recent interdisciplinary
investigations of monsters or monstrosity (Kriman, 2020; Erle & Hendry, 2020) find
Foucault’s theory appropriate for monster studies.

Moreover, the approach of Michel Foucault’s writings—both theoretical and
conceptual—is applicable to developing the methodology of monster studies in
outsider art (Foucault, 2003). Foucault in his lectures on Abnormal (Foucault, 2003)

HAYKA TENEBUAEHMA 19 (3), 2023 185 THE ART AND SCIENCE OF TELEVISION



outlines three different figures of monstrosity: the “human monster”—someone
or something having the “capacity to create anxiety (...) due to the fact that it
violates the law” (Foucault, 2003, p. 56); the “individual to be corrected”; and the
“masturbator” breaking the moral law. Foucault in his Abnormal interrogates the
shifting relations between the normal, the abnormal, and the sexually deviant to
explain monstrosity. Also, in support of the convergence of Foucault’s optics and
the approaching posthuman turn, it will be persuaded that Foucault emphasized
the quality of or “blending” of species, sexes and forms (Foucault, 2003, p. 63).
Summarizing this, monsters in visionary and outsider art might embody some
cultural unconsciousness, cultural body. Monsters, represented by visioners
and outsiders, became the dialectical Other and recall us to radical rethinking of
boundary and normality.

Analyzing outsider and visionary art, art of the insane, we are handling a
double discursive construction. On the one hand, these authors, as artists and
personalities, are excluded (or rather, expelled) from the limits of the norm,
pushed into the space of pathology (or some kind of human zoo); on the other
hand, the images they produce are a priori encoded as abnormal or pathological.
The statements of outsiders (textual, visual, performative) are a priori regarded as
pathology due to their predetermined exclusion. Imagery and aesthetics of outsider
art, often fed by the mainstream of culture, seem to function in a dual coding mode:
the created images are recoded in an unconventional logic. Thus, outsider art is
a constructed discourse, where the monstrous is both excluded from the cultural
context and reflects it. For examining the idea of monstrosity, this exclusion and
recoding are crucial. Foucault’s discourse theory shows each analyzed case as a
separate discourse which intersects with other discursive formations.

I will consider both the local outsider’s narratives (each of them formed
a unique discourse) and the discourse of monstrosity in this research, without
analyzing other intersectional discourses. In the discourse of monstrosity, research
optics will be aimed at tracking the posthuman turn—from a deconstruction of
humanistic “Vitruvian man” to the appearing of the main features of posthuman:
post-anthropocentrism, post-dualism and post-humanism, the disappearance of
binaries, hierarchies and connections.

In the perspective of discourse theory, the following scheme of analysis is
proposed:

« definition of the discourse of the outsider or visionary multiverse
(based on the available statements of the authors or evidence about
them);

«identification of double codification (connection of the exclusion of the
author and understanding the creator as an excluded person);

« definition of the monstrous in the perspective of non-conventional
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appropriation of images and narratives of the dominant culture,
conventions and breaks with it;

« interpretation of the language used, symbols and techniques in the
outsider object in terms of comparison with the characteristics of
monstrosity indicated above (also via semiotic analysis).

The research material was the cases of artists Carl Brendel (Karl Genzel),
Bernard Schatz (L-15), Allen Christian. The choice takes into account the following
factors: the presence of sufficient material to identify the discourse of the author’s
multiverse, the necessary corpus of images of the monstrous, the presence of
articulated / amenable to deconstruction elements of analysis. Thus, the following
works of the named authors are distinguished:

« Carl Brendel (Karl Genzel) (1871-1925) (Three Head-and-feet Figurines
(n.d));

«Bernard Schatz (L-15) (1931-2015) (Raku Solid Bodly Porcelain Sculptures
(1987), Inter-galactic Angels (1987; different series));

« Allen Christian (b. 1957) (Found objects and Objects (n.d.)).

WEIRD GODS OF CARL BRENDEL (KARL GENZEL)

Carl Brendel (Karl Genzel) (1871-1925), his life and work, was described in an
extensive monograph by Hans Prinzhorn in his book (1922), Artistry of the mentally
ill. Brendel is one of the Ten Schizophrenics who was given the pseudonym Karl
Brendel. Karl Genzel was born in Thuringia, worked as a bricklayer, plasterer, and
molder. He had signs of mental illness, and was hospitalized in the early 20th
century for schizophrenia, after “a series of prison terms for increasingly violent
behavior, and a partial amputation of one of his legs” (Borum, 2023).

Prinzhorn characterized Genzel's delusion as religious, so his artistic
productions in the asylum were uniquely abstracted, carved figures with some
religious motifs (Prinzhorn, 1922). Before schizophrenic manifestation, Genzel
had carved wooden figures for his children, and in the asylum, he began to mold
obscene shapes from chewed bread. As Jenifer P. Borum described:

He soon began to carve animal figures in wood, and increasingly
inventive forms, often with religious overtones. Focused on the figure of
Jesus Christ, Genzel forged a visionary mode of figuration that included
hermaphroditism, and variations on the convention of the crucifix that
evolved into creatures with giant heads supported by stork-like legs.
Genzel’s facility for abstracting the human figure was recognized by Paul
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Klee, who imitated and refined his compositions, a modernist homage
to the raw power of his Outsider muse. (Borum, 2023)

Brendel created odd, hybrid figures, embodied a kind of conditional, “broken”
anthropomorphism. Obviously, Brendel manifested himself as a demiurge, who
sustained new forms of being that have recently appeared from available pieces of
matter, lumps of a human. Although they resemble a person in their elements, they
are habitual, non-human forms of life.

The three figurines of the head and legs, that Prinzhorn reproduced in his
book, are a good example of the author’s monstrosity (Fig. 1-2). They consist of
absolutely round heads with conditional faces with eyes, noses, mouths, ears. One
of the heads bears the features of masculinity—with a mustache and a beard; the
others two have details resembling penises. But an exceptional oddity is that these
figures are in their cephalopod-like appearance—they have no bodies and arms
(only one conditional arm is located between the legs). Thus, the figures represent
radical oddness. They are conditionally monstrous for us, but, apparently, not for
Karl Brendel.

To summarize the case of Karl Brendel, it is possible to identify the following
patterns of the monstrosity construct:

« it is a precedent of double exclusion, the author was excluded in the
social field and repressed by the psychiatry (the division into norm and
pathology), and his art, by categorization’s grids, is outside the bounds
of conventional art;

«the objects of Karl Brendel are practically not amenable to classification
and nomination, and attempts at this nomination were manifested in
comparison with so-called “primitive” African art;

« the images of the monstrous are marked by radicalized hybridity,
contrary to the attitudes rooted in a European culture of the early 20th
century;

« deconstruction of dichotomies and / or rejection of them,
which manifests itself in the unification of the earthly and divine,
anthropomorphic and non-anthropomorphic, human and animal
principles.
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Fig. 1-2. Three Head-and-Feet Figurines: Front and rear views, Wood (Carl Brendel, n.d.). Photo
from the 1922 book Bildnerei der Geisteskranken by Hans Prinzhorn?

2 See the image source: https://digi.ub.uni-heidelberg.de/diglit/prinzhorn1922/0174/image
(03.10.2023)
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INTER-GALACTIC ANGEL L-15 (BERNARD SCHATZ)

Space themes have been developing in visionary and outsider art since
the turn of the 19th and 20th centuries. The presentation of this topic in fiction,
cinema, television series, comics, and news stimulated the emergence of many
outsiderontologies. The central placeinthem was occupied by the structure of the
Universe, interplanetary and intergalactic travel, life on other planets, alternative
evolution and the origin of man, the theory of panspermia, space aliens and their
technological development. A significant density of cosmic ontologies can be
observed in artworks of outsider artists, whose personal formation occurred at
the beginning of the cosmic era—the 1960s.

Bernard Schatz (1931-2015), an American visionary artist, experienced a
psychic breakdown—a vision of intergalactic angels, and then took the name
L-15. His history can be analyzed as an outsider ontology, which includes
performance (performances on television shows (Fig. 3-4), specific public self-
presentation (Fig. 5), and performance of music), sculptures and objects from
different materials, and memories and entries of visionary revelations.

In his texts, Bernard Schatz describes a meeting with intergalactic
angels, a peculiar procedure for initiating and recognizing himself as part of an
intergalactic community, as well as some events of his life. The text of 1986, which
retrospectively describes the moment of Schatz’s meeting with aliens and his
transition to a different status—L-15, may be the most significant (based on the
artist’s biography of the mid-50s):

Two months ago the most amazing thing happened. | found myselfin
a hospital being examined for the cause of extensive internal bleeding.
At one point in the investigation (which took a number of days—the
‘cause of the bleeding’ mysteriously was never found) they took me
to the x-ray department for the notorious Barium x-ray examination.
(L-15. Artist Compound, n.d.)

This boringly begun narrative is interrupted by the space motif, setting
the boundaries of another intergalactic ontology. The story, which began as an
informational text, further preserving this structure and logic, is transformed
from a description of everyday reality into an unfolding of a cosmic ontology:

Well, as soon as my body was bombarded with x-rays (and cosmic
energy released) the room became filled with a wonderful golden-
blue light, and two beautiful figures became manifest to me. They
were about 7 feet tall, had glorious rainbow colored wings, and were
clad in magnificent glowing gold raiments. They signaled to me to
be silent about their presence, and came and touched me. At once
| became filled with an inner peace (I believe that at that instant the
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bleeding stopped) and a wonderful feeling of happiness. They spoke
to mein a foreign, or rather an alien tongue—which for some reason |
could understand. (L-15. Artist Compound, n.d.)

Fig. 3-4. Cheyanne Schatz. Screen captures from The Steve Allen Show. August 2, 19633

3 See the image source: https://www.youtube.com/watch?v=-U4tffpljko (03.10.2023)
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These shining messengers were Intergalactic Guru-Angels who could
influence Bernard’s past. From that moment on, the aliens accompanied him,
appearing and disappearing unnoticed by other people and speaking to him in
a strange musical language, similar to the melody of a harp. The alien creatures
have revealed that obscure physiotherapist Bernard Schatzis also an Intergalactic
Angel Guru and is 28 million years old (28,918,357 to be exact) and has traveled
across more than 16 million celestial bodies (L-15. Artist Compound, n.d.).

Thus, hundreds and hundreds of objects created by L-15 over many decades
are variations of representations of Intergalactic Guru-Angels. He made the huge
series of Intergalactic Angels in Glazed Porcelain on Velvet Fabric Bodies (1987);
Intergalactic Angels in Glazed Porcelain on Wire Bodies (1987), Intergalactic Angels
in Glazed Porcelain on Wire Bodies (1987) and others. Therefore, L-15 explores
the inhabitants of a metaverse generated by him. Since, according to Schatz,
the number of Intergalactic Guru-Angels is huge, he shows us many variations
of them. Unlike his memoirs, the angels do not have visual intersections with
the images of Christian angels at all. Rather, they resemble something hybrid,
composed of the motives of nature—both wildlife and inanimate nature. These
can be “tadpoles” with comet tails (Intergalactic Angels in Glazed Porcelain on
Velvet Fabric Bodies) or some entities resembling birds and airplanes at the same
time (Intergalactic Angels in Glazed Porcelain on Wire Bodies). But in a few cases,
they do not carry any chaotic connotations.

Fig. 5. A Folk performance by L-15. L-15 combines the old Cheyanne Schatz performance
style with a Visionary Folk Art presentation from the Jargon Society in Blacksburg, VA, 1985

The theme of the monstrous is continued by Bernard Schatz in his peculiar
studies, which he presented as visual artifacts. Forexample, hisidea of an alternative

* See the image source: https://www.youtube.com/watch?v=-U4tffp1jko (03.10.2023)
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evolution is provided in Sculls of Missing Link (n.d.)—ceramic braincases of extinct
animals which once existed, according to Bernard.

Another version of the monstrous is a series of Raku Solid Body Porcelain
Sculptures (1987), which seems to represent the chthonic spirits of the earth. As
if the clay from which these creatures were molded turned out to be animated,
able to move and express emotions. Also in this series, one can trace a certain
anthropomorphism—outlined “eyes” and “mouth,” with some semblance of body
and hands.

To sum up the study of the history and narratives of L-15 (Bernard Schatz), the
following patterns of the monstrosity construct were revealed:

«Bernard Schatz, on the one hand, was a somewhat isolated person due
to his mental status, but, on the other hand, American multiculturalism
and the emerging postmodern attitudes in art do not make him an
outcast or totally excluded;v

«Bernard Schatz wasincluded in discourses related to American popular
culture (participation in shows with various performances), interest in
aliens and extraterrestrial civilizations, contemporary art;

« the L-15 multiverse was not fully integrated with current scientific or
religious concepts due to various integration paths. But at the same
time, L-15 formed a fantastic hybrid far from the mainstream;

«in creating images of the monstrous, L-15 generates hybrid entities that
fitinto the concept of in between, the mixed, the ambivalent: his beings
simultaneously bear the features of the human and alien or chthonic;

« his monsters have a hybrid character embodied in formal markers
and descriptive language. Hybrids have an unconventional character
for accepted discourses, cosmic narratives are combined with religious
ones.

HOUSE OF BALLS BY ALLEN CHRISTIAN

Allen Christian (b. 1957), a.k.a. Mr. Lucky or The House of Balls Guy is a self-
taught artist who makes a sort of cyborgs from different things such as electric and
garden tools, wire, etc. He was born in Minneapolis, the sixth of nine children, “his
fifth grade art teacher arranged Saturday drawing classes for him at the Minneapolis
Institute of Arts, but the young artist quit after several sessions” (American Visionary
Art Museum, n.d.). In his childhood, Christian spent very happy hours in his father’s
basement workshop.
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During his four years of military service, based mostly in Europe, Christian
was inspired by cultures possessed of “a vast history, where art was valued as
a social treasure” (American Visionary Art Museum, n.d.). Christian had been
working as an electrician during the 2000s, and later he had “enchanted visitors”
to his Minneapolis-based House of Balls. This jam-packed studio was filled with
found objects and recycled art. To give characteristic to his art, Christian says he
“discovered the essence of humanity through found objects and through inanimate
objects that are cast-offs. | try to give these inanimate objects a new lease on life, to
imbue them with emotion” (American Visionary Art Museum, n.d.).

Allen Christian explains the idea of his creativity:

It's about an experience that | want to give somebody. Something of
live a different person. | begin at a second grave that | do an image of
Christ through seeing myself and an admiration that | got to give me
a sense of identity (...) | purposefully take things to rearrange them
in a way that | find beauty and sometimes other stories. (...) It’s really
trying to get people, to their own life, some specificity about art, how
you can rearrange the elements of your life to give meaning, to give
individuality and give your life meaning. (...) It's a way for me to look
outside and for me to look inside myself. Over a short period of time,
they came to appear to me as a kind of experiment and playing with
public engagement. This is about my outgrowth. (Allen Christian, n.d.)

At the House of Balls, there are many found objects that Allen Christian
transformed into anthropomorphic creatures. (Fig. 6). Sometimes this can be
done without any alteration at all, as in the case of electrical appliances—central-
symmetrical dials are easily recognized by us as a smile and eyes (here, his
experience as an electrician helps him). In other cases, he does customization,
connecting several utilitarian objects. A shovel makes a face with slitted eyes, a
pitchfork becomes sharpening hair, a large glass light bulb and jaw-wire and eye-
socket details transforms into a “skull.”

But often anthropomorphic images have more complex characteristics: these
are faces cut in metal, found object faces and figures assembled from a variety of
metal and other details. These domestic cyborgs are part of our everyday life, they
accompany us throughout our lives—electrical appliances, lamps, agricultural
implements (Fig. 7). And after its utilitarian life, we do not send all this household
stuff to scrap; we do not throw it in a landfill, but, as it were, we give it, so close and
already humanized, a place to live next to us. Actually, all these “home” cyborgs do
not embody horrors and fears at all, but, on the contrary, goodness and hope.

Christian’s way of interpretation of “domestic cyborgs” correlates with the
idea of Donna Harraway’s A Manifesto for Cyborgs: Science, Technology, and Socialist
Feminism in the 1980s:
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A cyborg is a cybernetic organism, a hybrid of machine and organism,
a creature of social reality as well as creature of fiction. Social reality
is lived social relations, our most important political construction, a
world-changing fiction. (...) Thisis a struggle over life and death, but the
boundary between science fiction and social reality is an optical illusion.
(Haraway, 1985, pp. 65-66)

Fig. 6. Found Object. Allen Christian, n.d.®

Fig. 7. Object. Allen Christian, n.d.®

> See the image source: https://www.houseofballs.com/?pgid=jx3g2r1z-477e13e5-daf1-48dc-
8aba-db409898dcc4 (03.10.2023)

® See the image source: https://www.houseofballs.com/?pgid=jx3g2rlz-b7532fe9-ec79-42fc-
958d-367bfcddf8ac (03.10.2023)
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To summarize the case of Allen Christian, the following aspects of the
representation of monstrosity have been revealed:
among other analyzed authors, Allen Christian is the most integrated
into American society: this is due to the changing culture and the
rooting of the principles of post-industrial culture, which emphasizes
the special significance of individuality;
in the Allen Christian multiverse, man and machine are equal partners:
itis not technology that serves humanity or enslaves it, but some kind
of symbiosis is built. Another unusual context is caring for a robot, a
mechanism, a car—in the Allen Christian multiverse, they are likened
to pets or relatives who need care that was previously shown only to
human beings;
from the point of view of formal and semiotic optics, Allen Christian’s
monsters are transhuman hybrids, “domestic cyborgs” with
emotional, humanistic, and technological components that do not
come into conflict.

CONCLUSION

The study reveals that the symbolical and discursive characteristics of
monstrosity and otherness in the case of each artist appear in different ways.
The art of outsiders and visionaries represents the exclusion of the excluded.
The construct of double isolation—social (often including physical, intellectual,
and mental aspects) and cultural—creates situations for these artists to function
outside of existing conventions. Images of culture penetrate the multiverses of
outsiders, but are codified by them in a specific way, and, being returned back
to the cultural context, are subjected to double codification in the course of
interpretation.

To understand the constructs of monstrosity, the discourse of this phenom-
enon is principal: outsiders (especially in the period of modernity) are monsters
themselves in the optics of the cultural community, the view of their art is similar to
the view of the “human zoo,” it is valuable for its strangeness sought by European
culture. That is, in the MacCormack’s categories, they themselves are not non-mon-
sters, not us, not normal. Monsters spawn monsters as their friends, theirinner circle,
their gods (Carl Brendel, (Karl Genzel)), mentors (Bernard Schatz (L-15)), relatives
(Allen Christian).

As we approach modernity, the time of the formation of the posthuman
turn, it becomes clear to mankind. The wildness, the irregularity of Karl Brendel’s
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images of phallic gods, even for a researcher, required special cultural “props,”
while at the beginning of the 21st century, Allen Christian’s domestic cyborgs are
understood by the townsfolk. That is, monstrosity of the outsiders functions in
culture, including the reception of this imagery.

For all the specificity of monstrosity, in these visionary and outsider art
images, there are the key theoretical characteristics of this category designated by
Donna Haraway, Jeffrey Jerome Cohen, Patricia MacCormack, Michel Foucault.
Outsiders’ monsters are in between, the mixed, the ambivalent, to a much greater
extent than the monsters spawned by mainstream culture.

The general characteristics of the representation of monstrosity in visionary
and outsider art of the 20th—early 21st centuries are: visionary nature of images,
multiculturalism, hybridity, the combination of scientific / pseudoscientific,
religious narratives and images of popular culture. In the early 20th century,
religion had a significant impact, manifested in the forms and symbols of art—
the hybridization of religious images and pseudo-anthropomorphic distortion.
The second half of the 20th century had an active influence of “space” narratives
embodiedintheimages of aliens, cosmos, etc. The period at the turn of the 20th—
early 21st centuries is the time of the rethinking of technology, neighborhood,
and symbiosis of man and technology (technological monsters, “machine
body,” animation of the machine), and the themes of the genesis of species and
alternative evolutions.

The results of this paper can contribute to further studying of how otherness
and monstrosity are represented in visionary and outsider art. Also, it may show
different results when looking at a different set of non-professional artists, which
provides opportunities for future research.
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