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B3aumopencTBume TeaTpanbHOW XKYPHaNUCTUKU
M TeaTpanibHOW KPUTUKN B COBPEMEHHbIX cCpeaAcTBax
MaccoBOW UHcopmauum

AHHOTAIIMA

AnnnueB A. E. BzaumopneiicTBue TeaTpajabHON KYPHAJHCTHKH M Tea-
TPaJbHON KPHTUKH B COBPEMEHHBIX CPeJCTBAX MaccoBOii MHpopManuu.

C nosBrenueM IlHTepHeTa TOSBIAETCS U HUHTEPHET-)KYypPHAINCTHKA,
M0-CYILIECTBY, OHA SIBIETCS TE€ATPaJbHOW KPUTUKOW, TOJIBKO MpETepreBlleH ce-
prE3nbIe M3MeHeHHs. B nocieaHue roapl B mpodecCHOHAIBHBIX KPyraX BEIyTCs
OXXMBJIEHHBIC JUCKYCCHU O COCTOSHHM M TIEPCHEKTHBAX TeaTpajbHOW KPUTHKU
Kak 1npogeccuu, 0 MpUpojie TeaTpasibHON KPUTHKH, e€ CaMOHUICHTH(UKAIIMHU B CO-
BPEMEHHOM HMH(OPMAMOHHOM TPOCTpaHCTBE. [J1aBHAs 1enb JaHHOW CTaThbH —
OIIPEAEINTh CTENIEHb M OCHOBHOHM XapakTep B3aMMOAEHCTBHUS KYPHAINCTUKU
Y TeaTpaJibHOM KPUTHKH B COBPEMEHHBIX CPEJICTBAX MaCCOBOW MH(pOPMAIINH.

Kak BBIBOZ, KOHCTaTHUpyeTcs, 9TO VIHTEpHET BAMSET Ha BCEX M HA BCE, M3-
MEHSISI OTHOILICHHE K TeaTpabHOMY MCKYCCTBY, @ TaK)KE€ COBPEMEHHYIO TeaTpalib-
HYI0 KPUTUKY U TeaTpalbHYIO JKypHaIUCTHKY. OHAKO MpU 3TOM HE CTOUT 3a-
ObIBaTh, 4TO He MHTEpHET, a TOIbKO MpodeccuoHabHas TeaTpajgbHash KPUTHKA
ObuTa M OCTAETCsl MUTATENBHON CPeIoH JUIsS HAyYHOH JesITeIbHOCTH TeaTpoBEI0B
1 NCKYCCTBOBEIOB IPH CO3AaHUH MCTOPUH JPAMaTHUECKOTO, OTIEPHOTO U OaseT-
HOTO Tearpa.

KuroueBsble cjioBa: TeaTpanbHas KPUTHKA, XKypHanucTuka, Marepuer, CMU.
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AHOTALIA

AnniveB O. €. B3aemonisi TeaTpajbHOI KYPHATICTHKH |1 TeaTpaJIbHOI
KPHTHKH B Cy4YacHUX 3aco0ax MacoBoi indopmarii.

3 nosiBoto [HTEpHETY 3’SIBISIETHCS i IHTEPHET-)KypHAJIICTHKA, 110 CyTi, BOHA
€ TeaTpaJIbHOIO KPUTHKOIO, SIKa 3a3Hajla cepio3HMX 3MiH. B ocTaHHI pokn y npo-
(beciitHIX KOJaxX TPUBAIOTH )KBaB1 TMCKYCIi PO CTaH Ta MEPCIIEKTUBHU TeaTPaIbHOL
KPHUTHUKH SIK Tpodecii, Ipo Npupojy TearpaibHOI KPUTHKH, il camoiieHTHiKalito
y cydacHoOMY iHpopMariiitHoMy TipocTopi. [0J10BHA MeTa JaHOI CTaTTi — BU3HAUH-
TH CTYIIHb 1 OCHOBHHII XapaKkTep B3a€MOII1 )KypPHAIICTHKH 1 TeaTpaibHOI KPUTH-
KH B Cy9acHHUX 3aco0ax MacoBoi iH(popMaIlii.

SIK BHCHOBOK, KOHCTaTy€ThCs, 1110 [HTEpHET BIUIMBA€E Ha BCiX Ta Ha BCe, 3Mi-
HIOIOYH BITHOIICHHS JI0 TeaTpajbHOr0 MHUCTELTBA, a TAKOXK Cy4acHY TeaTpajibHy
KPUTHKY 1 TeaTpanpHy XypHaIicTuKy. OJHAK TP I[-OMY HE BapTO 3a0yBaTH, IO
He [HTepHeT, a TinbkK npodecioHalibHa TeaTpaibHa KPUTHKA OyIla 1 3aiIaeThes
MTOKMBHUM CEPEIOBHIIEM ISl HAYKOBOI JisUTBHOCTI T€aTpO3HABIIB 1 MUCTEITBO-
3HABIIB [IPY CTBOPEHHI 1CTOPIi IpaMaTUuHOro, ONEPHOTo Ta OAJIETHOTO TeaTpy.

KarouoBi ciioBa: TearpanbHa KpUTHKa, )KypHaiicTHKa, [HTepreT, 3MI.

ABSTRACT

Annichev O. Ye. The interaction of theatrical journalism and theatrical
criticism in the modern media.

Background. Topicality of the theme. With the advent of the Internet, In-
ternet journalism has appeared. In relating to theater, in essence, it is theatrical
criticism, which has only undergone major changes. In recent years, there have
been lively discussions in professional circles about the state and prospects of
theater criticism as a profession, about the nature of theater criticism, its self-iden-
tification in the modern information space. Round tables with the participation
of leading theater critics are devoted to the issues of the current state of theater
criticism, a number of relevant materials have been published in specialized publi-
cations, often with indicative headings: “Who needs theater critics?” [1], “Theater
criticism: final or transformation?” [9]; interviews of theater critics, in which they
uphold the positions of the profession and, at the same time, speak about urgent
problems and the need to update it taking into account rapidly changing realities:
with S. Vasilyev [2], N. Pivovarova [5], Ya. Partola [6]; discussion articles on the
status and prospects of the profession by M. Harbuziuk [3], M. Dmitrevskaya [4],
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N. Pesochinsky [7], I. Chuzhynova [10], S. Schagina, E. Strogaleva, E. Gorokhov-
skaya [11]. Thus, there are several points of view on this topic: that theatrical jour-
nalism has replaced theatrical criticism; that theatrical critics of the old school did
not have time to adapt to the changing world and use new tools in this profession,
and young critics just occupy their niches in the youth media and on the Internet;
that the profession of a critic does not go beyond the framework of participation
in expert councils, jury membership, attendance at theater festivals, and writing
reviews on request. The question, however, is still open.

The main goal of this article is to determine the degree and main character of
the interaction of journalism and theatrical criticism in modern media.

Results of the study. Those who are seriously engaged in theater studies and
academic theater criticism feel the need for specialized publications, the number
of which in Ukraine is reduced to a minimum. Therefore, those who had the op-
portunity to publish reviews in the socio-political periodicals, have to combine
three professional areas in one, becoming a theater journalist.

Academically trained theater critics can write and often write good books,
but, as a rule, do not know how to write for newspapers and magazines. But gra-
duates of journalistic departments who write about the theater are not familiar with
professional terminology, which is able to give a correct assessment of the pre-
miere performance. The question arises: how to combine those and these, that the
theater journalism was both fascinating and acute, and moderately scandalous, but
at the same time accurate and high-quality? To grow such specialists is a matter of
work, there can be no conveyor system here. Modern theater criticism, gradually
becoming obsolete, rather survives from the common theatrical space.

The theater critic cannot be a free artist, and live on the money from the results
of his work, because in non-capital cities the number of journals in which the theater
specialist would have had time to publish his works has decreased by several times.
In cities such as Poltava, Sumy, Chernigov, the issues relating to theatrical premieres
are not covered by critics (they are simply not there), but by journalists who write
on various topics and rarely specialize in one. The substitution of theatrical critique
by journalism is quite natural, for example, for cities where there is no professional
training of theater critics, however in Kiev, Kharkiv and Lviv theater studies con-
tinue, and a certain number of graduates hope for the viability of this profession.
Theatrical criticism and theatrical journalism are in their own way demanded in
certain circles. Criticism is closer to theaters, journalism — to the audience.
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It is difficult to debate with this statement that new epoch came with the
Internet. Now, the spoken word has a completely different value. For example,
a word thrown on Facebook can have the same effect on public opinion as a big,
built, hard fought text. This does not mean that you do not need to write large texts
and publish them on paper. You just need to understand and accept the new reality,
its advantages and disadvantages, its danger and its benefits. It is a very important
problem of our consciousness and the problem of our theater.

The Internet has given a new push to the development of new type of me-
dia-translations, actively working in social networks. Sites appear on the network
where online remote screenings of performances are held. They provide Inter-
net audiences with the opportunity to be acquainted with the history of national
and world theater art; they are introduced to modern avant-garde performances.
Of course, this also brings the theater closer to a wide, as a rule, young audience
and opens up new opportunities for a different kind of theater journalism.

Conclusions. Thus, the Internet becomes an active means of influencing the
minds in the modern media space. The Internet influences everyone and every-
thing, changing attitudes towards theatrical art, as well as contemporary theater
criticism and theater journalism. However in this case, it is essential to remember
that not the Internet, but only professional theater criticism that has been and re-
mains the breeding ground for the scientific work of theater critics and art histori-
ans, while creating the history of dramatic, opera and ballet theater.

Key words: theater criticism, journalism, Internet, media.
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IocranoBka mpodaembl. C mosBieHueM VHTepHeTa NOSBISETCA
U HMHTEPHET-)KyPHAJIMCTUKA; 10 CYIIECTBY, OHA SIBIISETCS TeaTpaabHON
KPUTUKOM, TONBKO MpETEpHeBIIe CepbE3HbIE U3MEHEHHs. B nociennue
rofpl B Mpo(ecCHOHANBHBIX KPyrax BEIyTCsS OKUBIEHHBIC TUCKYCCHU
O COCTOSIHMM U TEPCHEKTHBAX TeaTpalbHOW KPUTHKM Kak IHpodeccu,
0 TIPUPOJIE TeaTpaJbHON KPUTUKH, €€ CaMOUICHTH(UKAIIMA B COBPEMEH-
HOM MH(OPMALIMOHHOM IIPOCTpaHcTBe. BonpocaM coBpeMEHHOTo cOCTOs-
HUS TEaTPaJIbHOM KPUTHUKH IOCBSIILIEHBI «KPYTIIBIE CTOJIBD) C YUACTUEM Be-
IOYLIMX TeaTPOBEIOB, B CIICLUAIN3UPOBAHHBIX H3IAHUAX OMYOJIMKOBAH PSII
COOTBETCTBYIOIIUX MaTepHAJIOB, YaCTO € MOKA3aTEIbHBIMY 3arOJIOBKAMU:
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«Komy myxHBI TeaTpoBensi?» [1], «CydacHa TearpanbHa KpUTHKA: (iHAT
yu TpaHchopMmaiisi?» [9]; HHTEpPBbIO TeaTpajJbHBIX KPUTHKOB, B KOTOPBIX
OHHU OTCTAaMBAIOT MO3MLUHU NMPO(ECCHH U, B TO K€ BPEMs, TOBOPST O Ha-
CYIIHBIX TPOOIeMax 1 HEOOXOMUMOCTH €€ OOHOBJICHUS C YUYETOM OBICTPO
Menstromuxcst peanuii: C. BacunbeBa — «lIpodecist TearpaibHOro KpuTH-
Ka icHye B gemto auctpodivHomy Bursiai» [2], O. 3unnosa — «Haunnas
¢ Ta0ypetku. UTo MOMKEH YMETh COBPEMEHHBIN TeaTpoBen (MHTEPBHIO
¢ H. IMusoBaposoii) [5], . Kyknunaa — «Tearposen: “MHorue u He 3Ha-
IOT, YTO €CTh Takas npodeccus”» (uHrepBbto ¢ f. [lapronoit) [6]; auc-
KyCCHOHHBIE CTaThbU O COCTOSIHUM M NepcieKTuBax npogpeccun — M. I'ap-
Oy3tok «TearpanpHa KpUTHKA B YKpaiHi: pexXuM mepe3aBaHTaXeHHs » [3],
M. [Imutpesckoii «O npupoje tearpaibHol kputukm» [4], H. Ilecounn-
ckoro «Kputrka u kxputuka: nse Oonbmrue pasHumb» [7], Y. UyknHoBo#
«Mawmo, s Tearposnasenb» [10], C. lllarunoii, E. Ctporanesoii, E. T'opo-
xoBckoi «Kpmsuc camonaentudukanum» [ 11]. Borpoc, Tem He MeHee, Bcé
enl€ 0CTaeTCsl OTKPBITHIM.

[maBHas meab NaHHOW CTaTbU — ONPENENIUTH CTENEHb U OCHOBHOM
XapakxTep B3aMMOJECHCTBYUS KypHAJIUCTUKU U T€aTPaJIbHON KPUTUKU B CO-
BpPEMEHHBIX CPE/ICTBAX MAacCOBOW MH(oOpManuu.

Te, KTO cepbe3HO 3aHUMACTCS TEATPOBEICHNUEM U aKaJIeMUUYECKOH Te-
aTpaJibHOH KPUTHKOMU, UCTIBITHIBAIOT HEOOXOIMMOCTH B CIICIIUATU3UPOBaH-
HBIX W3aHUSX, YUCIIO KOTOPBIX B YKpaHE COKPALICHO 0 MUHUMYyMa (CO-
BCEM HEJIaBHO MPEKPATHII CBOE CYILIECTBOBAHKE BEAY LU KypHaJ CTPAHBI,
MOCBSAILIEHHBIN Tearpy — « YKpauHCcKuid Teatpy). [loatomy Tem, KTo momy-
YHJI BO3MOKHOCTh ITyOJIMKOBATh PELIEH3UN B 001 CTBEHHO-TTIOJIMTHYECKUX
NEPUOANICCKUX M3JJaHUSX, IPUXOAUTCS COBMEIIATh TPU MpodeccHoHalb-
HBIX HalpaBJICHUS B OZHOM, CTAHOBSICh TEaTPaJIbHBIM KYPHAIUCTOM.

AKaJeMHYeCcKH TTOATOTOBICHHBIE TeaTPOBEABI MOTYT HAIKUCaTh U Ya-
CTO MUIIYT XOPOUINE KHUTH, HO, KaK IIPABUJIO, HE YMEIOT IUCaTh AJIs ra3eT
U JKypHJIOB. A BBIIYCKHUKHU KYPHAJIMCTCKUX (DaKyJIbTETOB, IMUIIYIINE
0 Tearpe, He 3HAKOMBI ¢ NpodecCHOHANbHOW TEPMHUHOJIOTHEH, Croco0-
HOH IOMOYb B IPAaBUJIBHOW OLICHKE IIPEMBEPHOIO CHEKTakis. Bo3Huka-
€T BONPOC, KaK COETUHUTH TeX M APYTUX, YTOOBI TeaTpajbHas KypHaIH-
CTHKa ObLIa U yBIEKAaTEILHON, M OCTPOH, U B MEPy CKaHIAaJIbHOM, HO IPH
9TOM — TOUYHOH M Ka4eCTBEHHOM? BRIpACTUTEL TaKUX CTICIIHAINCTOB — JCIIO
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MITY9HOE, 37IeCh HE MOXKET OBITh KOHBeWepHoW cructembl. COBpeMeHHAS
TearpajibHas KPUTHKA ITOCTEIICHHO M3KUBAET ceOsl, CKOpee, BBKUBACTCS
13 00IIero TearpasbHOTO MPOCTpaHCTBA. KPUTHKN HA3BIBAIOT HECKOIBKO
NPUYHH, TI0YEMY B UX IPO(ECCHU HACTYIHII IIEPUO]] KpU3HUCA.

Bo-nepBbIX, HU3KHE TOHOpapbl. Bo-BTOPHIX, HEOOXOIUMOCTH «BHE-
IpuThCs» B eaarnoe CMMU, koTopoe Ob110 ObI 3aMHTEPECOBAHO B U3TAHUH
TeaTpajbHBIX PELEH3NH, aHOHCOB U TBOPYECKUX MOPTPETOB aKTEPOB, pe-
JKUCCEPOB U TeaTpaJIbHbIX XyI0KHUKOB. Ho eciin naxke BaM 1oBe3€ET, U BbI
CTaHETe COTPYJIHUKOM TaKOTO M3/aHHs, BAC MOCTEIIEHHO «IepedopMaru-
PYIOT» B KYJIbTYpPOJIOTa, 3aCTABUB OIUCHIBATH XYA0KECTBEHHBIEC BHICTABKH,
MPE3eHTANNHN; OOSIKYT CIymaTh cMM(OHHYECKHE KOHIEPTHI, CMOTPETh
0aneTbl, BHUKAaTh B OIMIEPHOE MUCKYCCTBO U HAPOJHOE TBOPUYECTBO, & 3a ITO
«MMIIOCTHBO TTO3BOJIATY» JaBaTh B MeYaTh MPOQEeCCHOHATBHbBIE PEIICH3HH,
HO aJaNnTHpOBaHHBbIE K MOTPEOHOCTSM CpPEIHECTATUCTUYECKOro uuTare-
as. TyT TearpaibHbId KPUTUK M UCHBITAET TO, YETO HUKOMY HE MOXKela-
elllb — OKAa3aThCsl Tiepel BEIOOPOM: KaK JOCTOMHCTBO COXPAaHHUTh U BCEM
MOHATHBIM OBbITBE? [loMHMO TOTO, TeaTpajbHBIM KPUTHKAM MPUXOIUTCS
MIPHUCTIOCAOIUBATHCS K TPEOOBAHUSAM PETAKTOPOB U CTHIIMCTHKE MTEUYaTHBIX
U3/1aHUH, HOBBIM (hOpMaM U )KaHpaM. BociuTaHHBIH B CypOBBIX YCIOBHSIX,
MHOTO(YHKITHOHATBHBIN KYPHAIUCT-KYIBTYPOJIOT TIOHEBOJIE CTAHOBHUTCS
YHHBEpCAJIOM, CIOCOOHBIM aHAJIM3UPOBATH U TPAHCIMPOBATH JIIOOYIO0 MH-
(hopMmaIuio 0 KyJasTypHOM COOBITHH, TEATPAILHOM CIEKTaKIe Wi PecTh-
Basie. Ho, k coxasienuto, He Bce Ha TaKOe CITIOCOOHBI.

B npuBunernpoBaHHOM MOJIOKEHUH HAXOASTCS CTOJIMYHBIE T€aTpalb-
HbIE KPUTUKA. Y HUX OOJIbIIIE BOZMOXXHOCTEH IJIsl peasin3aiui COOCTBEH-
HBIX MIPOQEeCCHOHATBHBIX aMOMIIMH B IeUaTH, HA PaJNO0 U TEJICBHICHUH,
BCJIEJICTBHE OOJiee MIUPOKOTO Pa3BUTHS BEIIATEIBHON CETH, MPEICTaB-
JIEHHOM rOoCylapCTBEHHBIMHM M YaCTHBIMM Menua-kaHamaMu. B Xappkose
CETOIHSI MOJKHO Ha MPHUOIMKEHHOM K NpodeccHoHaIbHOMY YPOBHE Olie-
HMBaTh TOJLKO OJHY Mporpammy — 7 kaHana «Kynbsr¥Ypay, cCo31aHHYIO BbI-
nyckHHIIeH XapbKOBCKOTO HAallMOHAJIBHOTO YHUBEpCUTETa HCKyccTB Eie-
HO# ['puropreBoii. Bece ocTanbHble nepenaun co ciydyallHbIMU, HE UMEIO-
HIMMHU K Tearpy HUKAKOTO OTHOIICHHMS, BEeAyIIUMH — «BedepHuii kode»
n «KynsrypHas Ctonuuay — He BBIAEPKUBAIOT HUKAKOW KPUTHKH, U TOJb-
KO ITOTOMY, YTO TeaTpasibHbIe KPUTHKHU K HAM OJTM3KO HE TIOAITYCKAIOTCSl.
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TearpanbHbIll KPUTUK HE MOXKET OBITb «CBOOOIHBIM XYIOKHHKOM
1 KUTh Ha JIEHBTU OT PE3yJbTaTOB CBOETO TPy, IOTOMY YTO, KaK MBI yXKe
CKa3aJIi, B HECTOJIMYHBIX TOPOAAX B Pa3bl COKPATWIIOCh KOJMYECTBO M37a-
HHUI, T/Ie TearpoBe MOT ObI ITyOIMKoBaTh cBou paboThl. YikpauHckrne CMU,
CHELNAIN3UPYIOIIUECS HA TeaTPaIbHOM HUCKYCCTBE, CYIIECTBYIOT, B OCHOB-
HoM, B Kuese u JIbBoBe. B Takux roponax, kak [lonrasa, Cymsl i UepHu-
TOB BOIIPOCHI, KacarolIlecs TeaTpaibHbIX PEMbEpP, OCBELIAIOT HE KPUTHKH
(MX TaM HONPOCTY HET), a KYPHAJIUCTBI, KOTOPbIEC MUIIYT Ha Pa3HbIC TEMbI
1 PEAKO CHEeUAIU3UPYIOTCS Ha KaKOM-TO OIHOM. BbiTecHEeHHE TearpaibHOM
KPUTHKH JKYPHAJIMCTHUKOM BIOJIHE €CTECTBEHHO, HAIIPUMEp, JUIs TOPOJIOB,
r7e HeT Ipo(eCCHOHANTBHOM MOATOTOBKY TeaTpoBeioB; B Kuese xe, Xapbko-
Be 1 JIbBOBe 00yueHHE TeaTpOBEIOB MPOIOIKACTCS, U ONpeeEHHas YacTh
BBIITYCKHUKOB HOAET HAAEXKIbI HA )KHU3HECIIOCOOHOCTh ATON NPOGeCcCHH.

BesycnoBHO, 3aMeHa B pernoHax MpoQeccroHaIbHOW KPUTHKH Tea-
TPaJILHOM KYPHAJIMCTUKOHN BIUAET HA KAYECTBO OLIEHKU CIIEKTAKIISA, MEHSI-
eTcs e€ ypoBeHb. JKypHanucTsl 6e3 JOIKHOTO 00pa3oBaHus OepyT Ha ceOst
MIpaBO MUCATh PELIEH3UN Ha CIIEKTAKIIU, C HE3HAHUEM JIe]1a BHICKA3bIBAIOT
cBOE CyObEKTMBHOE MHEHHE Ha YPOBHE «IIOHPABUJIOCH) WM «HE IIOHpa-
BUIIOCH». OCyKJaeM, HO TOHUMAaeM: YTO ObI MbI HM TOBOPWJIN, 9TH /IBa Ha-
MIpaBIICHUS CYIIECTBYIOT U B3aUMOEUCTBYIOT. TeaTpanbHas KpUTHKA U Te-
aTpajbHas >KypHAJUCTHKA IO-CBOEMY BOCTPEOOBAHBI B OIpPENETEHHBIX
kpyrax. Tearpam OnmKe KpUTHKA, 3pUTEIAM — KypHalUCcTUKA. B TO ke
BpeMsi, XapbKOBCKHE 3pUTENH, YIaCTBOBABIIKE B OJUII-0TIpOCe, TPOBEAEH-
HOM aBTOPOM CTaTbU, TOBOPUJIU, YTO OHHM YUTAIOT PELIEH3UH, HO HE MOTYT
OTJIMYNTH KPUTHKA OT )KypHAJIUCTA. FIM Ba’KHO MOy4YUTh CBEICHUS 00 ap-
TUCTaX B YBUIEHHOM CIIEKTaKJIE, TPOYHUTATh YbE-TO MHEHHE U 3aTEM COIIO-
CTaBUTb €I0 CO CBOUM.

Oxa3zpIBaeTcs, TOJIBKO HaM, CHEIHAINCTaM, MPOYUTABIINM peIeH-
3MI0 J)KYPHAJIMCTA U PELIEH3UIO TEATPAIbHOTO KPUTHKA, BUJIHA IPUHIUIIH-
anbHasd pa3HUIA MEXTy HUMH. Y TeaTpajlbHOrO KPUTHKA B3IVIAJ BCETna
1yOKe, OH YMEET BBIIENUTh T€ MOMEHTBI, KOTOPBIE KYPHAJIHUCT BOOOIIE
He BuauT. U mbl ynusisiemcst: «OH, 1a Beab 3To0 cpaszy OpocaeTcs B 1iazaly.
Oxka3zbIBaeTcs, TOIBKO HaM, U3y4YaBIINM TEOPHIO JIPaMBbI.

TpynHO CHIOPHUTH C TEM, YTO C Ha4aIoM 3pbl FIHTepHETa B Hallly )KU3Hb
BOIIJIA «ApyTas peadbHOCThY». M ceiliuac COBEPIIEHHO APYTYI0 HEHHOCTh



122 2018w Bun. 51 m JIpobreau e3aerodii mucmeumea, nedazoziky ma meopii i npaxmuxy oceimu ¢ )

nMeeT mponzHec€HHoe cioBo. CiIoBo, OpoIIeHHOE, K IpuMepy, Ha «Detic-
OyKe», MOXKET UMETh TaKoe e BO3JeiicTBUE Ha OOIECTBEHHOE MHEHUE,
KaK OOJIBIIIOH, BEICTPOCHHBIN, BBICTPAIaHHBIA TEKCT. JTO HE 3HAYUT, UTO
HE HaJI0 NMcaTh OOJIBIINE TEKCThI M M3/1aBaTh UX Ha Oymare. [Ipocto Hy)HO
MIOHSTh ¥ MPUHSATH HOBYIO PEAIIbHOCTb, €€ TIPEUMYIIECTBA U HEIOCTATKH,
e€ onmacHOCTH 1 e€ Oiara. To OYeHb BayKHasI MPOoOIeMa HAIIeTO COZHAHUS
1 IpobJiemMa Halero Tearpa.

ITozanpoiislii, NpOUUIBINA, J1a U HBIHEIIIHUM BEK OTMEUYEHbI TIEPUOJIH-
YECKHU BCIIBIXUBAIOIIMMU JTUCKYCCUSAMU 00 yIajike Tearpa, 00 HCUS3HOBE-
HUM TeaTpaIbHOTO MCKYCCTBA; JUCKYCCHHM HAa4YalliCh C BO3HUKHOBEHHEM
kuHematorpada. [oBopuim, 4yTo Tearp 00s3aTeNbHO YCTYIUT TIOJI HATHU-
CKOM HEMOT'0 KHHO; pexXHCccEPBI B Hauase MPOIUIOTo Beka ropsiao 3To ocra-
pPUBAIIN U 3a5BJISUIH, 9TO TOJBKO B TE€ATPE MOKHO YCIIBIIIATE )KUBYIO PEYb.
3arem ObLT H300peTEH 3ByKOBOI KMHEMAaTOrpad, 1 BCe CTapble apryMeHTHI
HeHaonro yraciu. [[oToM mosBUIOCE TeNeBH/ICHHUE, U BHOBH BCIBIXHYIIH
cropsl ¥ 00cyxkaenns. Ho 1o cux mop tearpaibHOE HCKYCCTBO HE 3a0BITO,
TEaTpoM MHTEPECYIOTCS, KaK M PaHbIle, OIyIIas HCOOXOJUMOCTD B HEM.

WNnTepHeT manm HOBBIH BHUTOK pa3BUTHIO €M OJHOTO BHIA Me-
IUa-TpaHCISIIMKA, aKTHMBHO paboTaloUmiero B IMPOCTPAHCTBE COLCETEH.
B cetu mosiBIsAtOTCS CaiTHI, HA KOTOPBIX YCTPAWBAIOTCS JAUCTAHIIMOHHBIC
MOKa3bl CIIEKTAKJIeH B OHMaiH-pekuMe. OHHM mpemocTaBisior WHTep-
HET-ayIUTOPUH BO3MOXKHOCTh 3HAKOMHTBCS C UCTOPHEW OTEYeCTBEHHOTO
U MHUPOBOTO TE€ATPAJIbHOI'O UCKYCCTBA, 3HAKOMAT C COBPEMCHHBIMU aBaH-
rapAHBIMU CIIeKTaKIsIMU. KoHeuHo e, 1 9T0 MpuOmKaeT Tearp K MHpo-
KO, KaK MpaBUIIO, MOJIOAOH, ayTUTOPUN M OTKPHIBAET HOBBIE BO3MOXKHO-
CTU JId pa3sBUTHA UHOI'O BUa TCanaJ]I)HOI‘/'I KYPHAJIUCTUKU.

Taxum oOpa3om, HTEpHET CTaHOBHUTCS aKTHBHBIM CPEICTBOM BO3-
JEHCTBUS Ha yMbl B COBPEMEHHOM MeAMa-mpocTpancTse. [losTomy OH,
KaK M JIpyrue KOMIBIOTEPHBIE TEXHOJOTHH, yiKe SBIsieTCs 3P )EeKTUBHBIM
MEXaHHW3MOM TTOBBIIIEHHS OOIIECTBEHHOTO MHTEpeca K XyI0KeCTBEHHOM
KYJIBTYpPE€, HC TOJILKO «JA0CTAaBJIAA HA JOM» IMMOTCHUHUAJILHOMY 3PpUTEIIO HE-
00XOMMYIO aKTyal bHYI0 WH(GOPMAIMIO, HO W TIOMOTasi €My HAyYHUThCS
rny6>1<e BOCHIpUHHUMATh UCKYCCTBO, IIPOHUKAA B TOHKOCTH BBIPA3UTCIIbHBIX
BO3MOYKHOCTEH JJpaMaTHYECKOro Tearpa. JTO TOBOPUT O TOM, UTO TaKas
0co0eHHOCTh VIHTepHEeTa, KaK TPaHCTPAaHNYHOCTh, TOMOTAET TeaTpaIbHO-
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MY HCKYCCTBY, B YaCTHOCTH, NaéT BO3MOXKHOCTh JKUTEIO YKpaWHbI 3Ha-
KOMUTBCSI C PEIIepTyapoM 3apyOeikKHbIX TeaTpoB. JIFOIU MOTYT CMOTPETh
camble pa3HbIe CIIEKTAKIIA HE3aBUCHMO OT PACCTOSIHUH; (PUHAHCOBBINA BO-
IpOC B TAKOM CIIydae TOXKE He SBIsieTcsl MpoodieMoid. Kro-To MoxeT Bo3-
pasuTh, YTO TaKUM 00pPa30M HCYE3aeT 0COOBIH AIPPEKT «IPUCYTCTBUN) —
pasymeercsi, 3TO OylleT OTIIMYaThCsI OT MPOCMOTpa M3 3PUTEIHHOTO 3aja.
Ho B MHTEpHET-BapUaHTE €CTh U CBOM ILTFOCHL. ECITM BOCIIPUHUMATH KOM-
MBIOTEP KaK CPEICTBO BOIUIOIICHHS XYI0KECTBEHHOTO 3aMbIcia, a Hrep-
HET — KaK cpeny, I/ie MyOIuKyI0TCs U XpaHsTCs BOIJIOUIEHHbIE HAEH, TOT/IA
OTHOIICHHUE K MUPPOBOMY HCKYCCTBY TIEPECTAHET OBITh BPAKIACOHBIM.

BriBoasl. Bo 6aro Bce aTi HOBIIeCcTBA WK BO Bpea? O0 3ToM cIio-
pAT MHOTHE muccienoareny. Ha Hamn B3misi, TeaTpaM HYXHO IPaMOTHO
1 3QPEKTUBHO UCTOJIL30BATH BCE MMEIOIIUECS CETO/IHS PECypChl U BO3-
MOXHOCTU. He cekper, 4To COBpEeMEHHBIC PEKUCCEPHI U UX TTOMOIHUKH
M0 JIUTEPATYPHO-APAMATYPriuuecKoil yacTu Myt Ha MHTepHeT-caiiTax
MOAXOOSAIINE ITBECHI 1JI1 HOBBIX CHeKTaKJ]eﬁ, a TO U 3aMMCTBYIOT ITIOCTAHO-
BOYHBIC PEIICHUSI CIIEKTAKIICH.

WuTepHeT BIMsIeT Ha BCEX U Ha BCE, M3MEHSISI OTHOIIICHUE K TeaTpalib-
HOMY HMCKYCCTBY, a TaKXe — OOJIMK COBPEMEHHOH TeaTpalibHOW KPUTUKU
U TeaTpasibHOM )KypHaTUCTUKU. OJTHAKO IPU STOM HE CTOUT 3a0bIBATh, UTO
He VHTepHeT, a ToJNbKO MpodeccroHalbHas TearpajbHas KPUTHKA Oblia
1 ocTaéTcs MUTATELHON CPEeoN /ISl HAYYHOM JIeITENbHOCTH TeaTpOBe-
0B U UCKYCCTBOBEAOB IIPU CO3AaHNUU NPaBAUBLIX JOKYMECHTOB BPEMCHH,
KOTOPBIC BIIOCIIJACTBUN CTAHYT CTPaHUIAMH UCTOPHU JPAMaTHYECKOTO,
OIIEPHOTO ¥ OAJIETHOTO TeaTpa.
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