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THE ROLE OF DIGITAL GAMES IN THE PRACTICE
AND INNOVATION OF PROMOTING CHINA'S
OUTSTANDING TRADITIONAL CULTURE

Summary: As an emerging form of contemporary me-
dia, digital games are gradually evolving into a key vehi-
cle for promoting the innovative dissemination of China's
outstanding traditional culture. This paper clarifies the
intrinsic connection between digital games and cultur-
al heritage, systematically examines the diverse modes
of presentation of traditional cultural elements within
digital game contexts, and analyses their dissemination
pathways through specific case studies. Research indi-
cates that digital games primarily achieve cultural trans-
mission through three main channels: the translation of
cultural symbols, the dissemination of knowledge systems,
and the expression of value concepts. The effectiveness of
this transmission can be comprehensively assessed across
three dimensions: deepening of understanding, interactive

As the spiritual foundation and cultural marker of
the Chinese nation, China's outstanding traditional
culture, in the new era of the rapid change of digi-
tal technologies, faces the dual task of preservation
and innovation. Digital games, as one of the most
influential forms of digital media at the present time,
thanks to their unique capacity for interactive expe-
rience, immersive storytelling and emotional reso-
nance, are reconceiving the established models and
the logic of disseminating traditional culture.

In recent years the international influence of do-
mestic digital games has been steadily growing.

engagement, and behavioural transformation. Currently,
digital games have evolved from mere tools of cultural dis-
semination into agents of cultural innovation, demonstrat-
ing significant advantages in enhancing the interactivity
and reach of dissemination. However, they simultaneous-
ly face practical challenges such as balancing in-depth
cultural exploration with entertainment experiences, and
ensuring adaptability for cross-cultural communication.
Future development requires further optimisation of game
interaction design, the promotion of deep integration be-
tween cultural elements and game mechanics, and the es-
tablishment of a sustainable path for the inheritance and
innovation of traditional culture.

Keywords: digital games, outstanding traditional Chinese
culture, cultural dissemination, innovative development.

According to industry data, the actual volume of
sales on foreign markets of independently devel-
oped Chinese games in 2024 reached USD 18.557
billion, which is 13.39% more than in the previous
year, which is significantly higher than the world-av-
erage rate of growth of the games market of 3.31%
[2]. Particular attention is deserved by the fact that
domestic games carrying within themselves fea-
tures of Chinese culture have become an important
window for foreign players for becoming acquaint-
ed with Chinese culture. Such representative works
as 'Black Myth: Wukong' (1) and 'Genshin Impact'
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(2) have not only achieved commercial success on
the world games market, but have also, thanks to
high-precision digital recreation of cultural herit-
age and innovative interpretation of cultural mean-
ings, provoked broad international interest in and
discussion of traditional Chinese culture.

In this developmental context the cultural com-
ponent of digital games is becoming ever more
noticeable, going beyond the bounds of a simple
entertainment product and turning into an impor-
tant vehicle of cultural dissemination. According to
data from the report 'Digital Games as a Means of
Actualisation and Dissemination of China's Intangible
Cultural Heritage', in 43 popular domestic games the
use of elements of intangible cultural heritage, such
as Nuo opera (masked opera), Suzhou embroidery,
and paper cutouts, has evolved from simple back-
ground decoration to the interactive and tangible
core of the gameplay [1]. How to bring about the
key transition from 'the embedding of cultural ele-
ments' to ‘the transmission of cultural value' is be-
coming the central problem facing the high-quality
development of the Chinese games industry.

Digital games are a form of entertainment activ-
ity, based on digital technologies, using interactive
media for the participation of individuals or groups.
In comparison with traditional media, digital games
possess three distinctive characteristics: firstly, in-
teractivity: the player by means of their actions di-
rectly influences the course and the outcome of the
game, forming a complete cycle of ‘human-com-
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Il 1. A mask from a 'Nuo' performance in the game 'Inside
the Peach Blossom Spring There Is a Home': Zhong Kui.
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puter interaction’; secondly, immersiveness: thanks
to audio-visual artistic design and the construction
of a narrative, an absorbing experience is creat-
ed, which deeply immerses the player in the virtu-
al world; thirdly, narrativity: by means of a system
of tasks, the development of a plot and the crea-
tion of characters, an integral story-world is built,
transmitting certain value concepts.

These characteristics distinguish digital games
from traditional media forms, such as cinema and
literature: the player in the course of the game is
not simply a recipient of cultural information, but
also a participant in and a co-author of cultural
content. This unique media property endows digi-
tal games with a special potential and value in the
area of the dissemination of culture.

China's outstanding traditional culture repre-
sents the spiritual wealth formed by the Chinese na-
tion in the course of a prolonged historical process,
encompassing ideological concepts, moral norms,
literature and art, folk traditions, crafts, and much
else. Its principal content includes such ideological
entities as 'humaneness', 'the people as the foun-
dation’, 'sincerity’, as well as diverse forms of ex-
pression, such as traditional opera, martial arts, and
traditional crafts. In the age of digitalisation, China's
outstanding traditional culture faces the task of 'cre-
ative transformation' and 'innovative development'.
Creative transformation requires the modernist re-
construction of traditional culture in accordance
with the features of the age and the needs of de-
velopment, and the endowing of it with new forms
of expression; innovative development, in its turn,
emphasises the necessity, on the basis of contem-
porary practice, of expanding and improving the
content of traditional culture, making it compati-
ble with contemporary social development. Digital
games are an effective path for achieving this goal.

Traditional cultural heritage has long relied upon
such modes as oral transmission, written sources,
material exposition, and so on, which in contempo-
rary society encounter difficulties connected with
the uniformity of channels of dissemination and the
passive character of experience. The appearance of
digital games has opened up new possibilities for
overcoming these difficulties.

Games destroy the spatial and temporal limita-
tions of the dissemination of culture. Players can
interact with traditional culture at any time and in
any place through the game, without being limit-
ed by the opening hours of a museum or by geo-



graphical location. For example, the high-precision
digital recreation of such cultural-heritage objects
as the painted statues of the 28 constellations in
the Yuhuangmiao Temple in Shanxi (3), the Shijia
Pagoda (Yingxian Pagoda) (4), and others, in the
game 'Black Myth: Wukong' (1), allows players from
all over the world to 'travel' through these cultur-
al monuments without leaving home.

Games create an immersive cultural experience.
Traditional expositions are essentially 'observation’,
whereas games are 'participation’. For example, in
the game ‘Tachuayuan shenyou youren jia' (5), play-
ers can not only see the twelve Nuo opera masks
from Chizhou (6) (lll. 1), but also, through the plot of
the game, learn the cultural stories standing behind
each mask [4]; the game 'Jianwang 3' (7), together
with cultural institutions and national custodians of
intangible cultural heritage from Quanzhou, Yili, and
other places, turns traditional arts, such as Nanyin
(southern music), puppet theatre, and the zanhua-
wei traditional headdresses, into an interactive ex-
perience inside the game, allowing players not only
to 'see' intangible heritage, but also to 'participate’
in it [5]. Such an experience of participation deep-
ens cultural perception from 'knowing' to ‘feeling'.
According to statistics, the number of Chinese play-
ers has reached 660 million people, with the over-
whelming majority of them being young people.
Games are becoming an important bridge connect-
ing traditional culture with Generation Z, allowing

the ancient civilisation to enter their spiritual life in
a form pleasing to young people.

The dominant paradigm of disseminating tradi-
tional culture in domestic games has passed through
a historical evolution. At the early stage the para-
digm of the ‘cultural symbol' prevailed, which placed
emphasis on the embedding of elements of tradi-
tional culture at the surface level of the game, for
example, character skins, scene decorations, and
the like. Although this paradigm was a necessary
stage of the development of the industry, it had not
yet touched the deeper dimensions of the interac-
tion between human, game mechanic, and culture.

At the present time academic circles and the in-
dustry are promoting a transition from the paradigm
of the 'cultural symbol' to the paradigm of the 'cul-
tural mechanic' [1]. By 'cultural mechanic' is under-
stood the incorporation of cultural logic into such
basic elements of design as game rules, modes of
control, systems of development, and mechanisms
of feedback. For example, in some games attempts
are being made to turn the philosophical concept
of 'the mutual generation of yin and yang' into a
system of development, and to integrate the idea
of 'the unity of Heaven and Man' into the design of
the interaction of the character with the surround-
ing environment. When players follow these rules,
they not only control the game, but also embody
these cultural concepts in practice. Such a deep em-
bedding makes the transmission of cultural values

Ill. 2. Promotional image of the game 'Black Myth: Wukong'.
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Ill. 3. Screenshots from the game 'Black Myth: Wukong'.

not simply an optional supplement, but an insep-
arable part of the gaming experience.

The game 'Black Myth: Wukong' has achieved
new heights in the digital reconstruction of cultur-
al heritage (lll. 2).

On the technical level the game uses technolo-
gies of high-precision digital modelling for the dig-
ital recreation of such cultural-heritage objects as
the painted statues of the 28 constellations in the
Yuhuangmiao Temple in Shanxi, the Shijia Pagoda
(Yingxian Pagoda), the Xuankong hanging mon-
astery, the Dazu rock carvings in Chongqing, the
Xiaoxitian Monastery in Xi county of Shanxi prov-
ince, the Lingyin Temple in Hangzhou, and others.

'‘Black Myth: Wukong' is not limited to visual sym-
bols, but deeply embeds traditional culture into the
game mechanic and the structure of the narrative.
Thanks to its rich narrative metaphors and a deep
interpretation of the cultural elements of the nov-
el 'Journey to the West', the game artfully recon-
ceives traditional symbols, integrating the cultural
meanings of Buddhism and Daoism into the gam-
ing experience [6].

As regards the deep embedding of cultural sym-
bols, the game uses the Buddhist concept of the
'six roots' (8) as the central narrative frame. The
plot of the game revolves around the search for
the 'six roots' of Sun Wukong, which correspond
to the eye, the ear, the nose, the tongue, the body,
and consciousness. This design not only popular-
ises Buddhist concepts, but also allows the player,
through the game mechanic, to experience person-
ally the meaning of the 'six roots": with the acqui-
sition of each root the abilities of the character are
strengthened, simultaneously deepening the play-
er's experience and cultural understanding (lll. 3).

As concerns the structure of the narrative, the
game borrows the traditional form of the zhang-
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hui novel (division into chapters), comprising sev-
en chapters: 'Prologue’, 'The Flame Envelops the
Black Clouds', 'The Wind Rises in the Dusk’, ‘White
Dew Is Born at Night', 'The Bending Melody of the
Purple Mandarin Duck’, 'Sunset Dust', 'The Untra-
velled Path'. On the basis of the zhanghui structure,
the game combines cinematic complex narrative
devices: one explicit and one hidden plot line con-
stitute the basis of the narrative, while subjective
narratives from various points of view enrich the
multidimensionality of interpretation. The game
also uses such media forms as the 'Book of Shad-
ows' (Yinshen tu) and animated clips at the end
of chapters, in order to enrich the viewer's expe-
rience. With the exception of the 'Prologue’, each
chapter is concluded by an animated short film
corresponding to the search for the 'six roots’;
these animations serve not only as a connecting
link between the stages of the narrative, but also,
thanks to their unique ritual character, provide the
player with a visual reward and emotional conso-
lation upon completion of the level.

Digital games are reconceiving the basic logic of
preserving traditional culture, creating an unprece-
dented model of cultural dissemination. The digital
representation of visual symbols, the game-based
transmission of elements of intangible heritage, the
plot-based incorporation of value concepts: all this
opens up new paths for the creative transformation
and the innovative development of China's outstand-
ing traditional culture. Moreover, in this process games
have surpassed the role of a simple ‘cultural vehicle'
and have turned into 'an agent of cultural innovation’,
demonstrating a unique value in the area of media
convergence, of innovations in interactive mechanisms,
and of the global dissemination of culture.

Game engines are becoming a new type of vehi-
cle for storing cultural memory, and technologies of
digital light and shadow impart a ‘dynamic cultural
expression' to static cultural heritage. This 'dynam-
ic' characteristic is in fact the key value of digital
games for the preservation of traditional culture:
they do not simply place traditional culture into a
digital museum for storage, but give it a new life
in digital space, integrate it into the spiritual life of
contemporary people, and participate in a global
cultural dialogue. In the future, only by adhering
to a cultural mission within technological innova-
tions will digital games be able to become a gen-
uine cultural bridge, connecting tradition and the
future, China and the world.
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MPAKTUVKA N MHHOBALLW B OBJIACTU
PACMPOCTPAHEHUA NYYLLNX TPAANLLNIA
KNTAVNCKOW KYNbTYPbI MOCPEACTBOM
LLNOPOBBLIX TP

AHHoTauumsa: Fe/s5c6 00HOU U3 HOBbIX hOpM co8pemMeH-
Holx Medua, yugpossle uzpsl NOCMeneHHO CMaHoeamcs
KJI04e8bIM HocumeseM, cnocobcmayrowum UHHOBAYUOH-
HOMY pacnpocmpaHeHuro y4uiux mpaduyuli kumadickol
Kysiemypel. B 0aHHOU cmamee packpbieaemcs 8HympeHHss
8536 MexOy YugpossIMU Uzpamu U Ky/lemypHbIM HaC/le-
duem, cucmemamudyecku uccedyromcsi pasHoobpasHsle
¢opmbl npedcmasnieHus 3n1emeHmMo8 MpaduyuoHHOU Ky/b-
Mmypbl 8 U2poBbIX CYEHapuUsx, d makxe aHau3upyrMmMcs
KOHKpemHble npumMepsl npakmu4eckux nymeti ux pacnpo-
cmpaHeHus. ViccredogaHus nokaseisarom, 4mo yugpossie
uepsl ocywjecme/isgom nepedady Ky/semypel 8 OCHOBHOM
uepe3 mpu kaHana: nepegod Ky/lbmypHbIX CUMB0/I08, pac-
npocmpareHue cucmem 3HaHUl U 8blpaxeHue YeHHoCm-
Holx udeasos, a 3¢pghekmusHOCMb UX pacnpocmMpaHeHus
MOXHO KOMNJIEKCHO OYeHUBAMb HA Mpex ypOBHSX: ye/y-
6./1eHuUe NO3HAHUSA, UHMepaKkmueHoe y4yacmue U mpaHc-
¢dopmayus nosedeHus. B Hacmosuwjee spems yugposele

Bolzatollasncs TpaguLUMOHHas KuTanckas Kyb-
Typa, ABAAACH AYXOBHON OCHOBOW W KyJbTYPHbIM
MapKepOM KNTaNCKOW HaLMK, B HOBYHO 3MOXy Obl-
CTPOW CMeHbl LNPOBbIX TEXHONOMUIN CTasKnBa-
eTcs C ABOMHOM 3aZauYeil COXpPaHEHMS N UHHO-
Bauui. Undposbie nrpbl kak ogHa U3 Hanbonee
BAUATEIbHbIX GOPM LUPPOBLIX MEAUYMOB B Ha-
cTosllee Bpems, bnarofapa CBOEn YHUKaNbHOMN
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u2pbl 380/1HOYUOHUPOBAIU OM NPOCMO20 UHCMpPYyMeHma
Ky/ibmypHoU nepedayu kK cybvekmy Ky/bmypHbIX UHHO-
sayul, deMoOHCMpuUpys 3HaYUMesbHsle npeumMyujecmsd
8 NJIaHe NosblWeHUs UHMepakmueHocmu U pacuupeHusi
oxeama, HO 8 Mo Xe 8peMs CMAJKUeascs C pedbHeIMU
8b61308aMU, MAKUMU KAk nouck 6anaHca mexoy 2/1y60Kkum
usydeHueM Ky/ibmypbl U pa3sjiekamesibHbiM 0NbIMoM, d
makxe adanmayusi K MexkybmypHoUl KOMMYHUKAYuU.
Ana daneHeliwezo pazsumus Heob6xo0UMO ONMUMU3UPO-
8ame Ou3aliH uepogo2o 83aumodelicmaus, cnocobcmeo-
8ame 2/1y60koli UHMe2payuu Ky/mypHslX 31eMeHmMoe
C U2po8bIMU MexaHU3Mamu u ebipabomams ycmolyu-
8bIli Nymb 019 UHHOBAL{UOHHO20 Hacaedus mpaduyuoH-
HoU Kysnemypel.

KnroueBble cnoBa: yugpossie uzpsl, ayquwiue mpaduyuu
KUMQtickol Ky/iemypsl, Ky/lbMypHAs KOMMYHUKAYUS, UH-
HOBAYUOHHOE pasgumue.

CNOCOBHOCTM K UHTEPAKTUBHOMY OMbITY, UMMep-
CMBHOMY MOBECTBOBAHUIO ¥ IMOLIMOHaNbHOMY pe-
30HaHCY, NepeoCMbICNINBAIOT YCTOABLUMECH MOJe-
JIN VI IOTUKY PacnpoCTpaHeHns TPagnLMOHHOM
KyabTYypbl.

B nocnesHuve rogbl MexayHapogHOe BAVAHME
OTeYeCTBEHHbIX LIMGPOBBIX UFP HEYKJIOHHO PacTéT.
CornacHo oTpacneBbIM AaHHbIM, GakTMYecknii 06b-



éM Npogax Ha 3apybexHbIX pbIHKaX CaMOCTOATE b~
HO pa3paboTaHHbIX kuTarickux urp B 2024 rogy ao-
ctmr 18,557 mapg aonnapos CLUA, uto Ha 13,39%
6onblle, Yem B NpeAblayLemM rogy, 4To 3HaunTeNb-
HO Bbillle CPeAHEMMPOBOrO TeMMa PocTa pbiHKa Urp
B 3,31% [2]. Ocoboro BHMMaHMA 3acayxmnBaeT TOT
daKT, UTO OTeyecTBEHHbIe Urpbl, Hecylme B cebe
4epTbl KNTANCKOM KyAbTypbl, CTaAn BaXKHbIM OKHOM
42151 3apyOeXXHbIX UTPOKOB A8 3HAKOMCTBa C KUTaiA-
CKOW Ky/NbTypou. Takne penpe3eHTaTUBHbIE MPOU3-
BegeHus, kak «Black Myth: Wukong» (1) n «Genshin
Impact» (2), Lo6UANCh He TONIbKO KOMMEpPUEeCKOro
ycnexa Ha MMPOBOM UFPOBOM PbIHKe, HO 1 6iaro-
fapsA BbICOKOTOYHOMY LMPPOBOMY BOCCO3JaHUIO
Ky/NbTYPHOTO HacneAns 1 MHHOBALMOHHOW MHTep-
npeTaLmmn KyabTyPHbIX CMbIC/IIOB BbI3BaAW LLUMPOKNI
MeXAYHapOAHbIN MHTEPEC N JUCKYCCUIO O TPaAun-
LMOHHOWM KMTaNCKON KyabType.

B 3TOM KOHTeKCTe pa3BuUTUA Ky/bTypHas cocTaB-
narowasn umdpoBbIX Urp CTaHOBUTCA BCE bonee 3a-
MEeTHOM, BbIXOAA 3a paMKW NMPOCTOro pa3ssiekaTeb-
HOro NPOoAyKTa v NpeBpaLLasch B BaXKHbIA HOCUTENb
pacnpocTpaHeHuna KyabTypbl. COrnacHO JaHHbIM OT-
yéta «Llndposble nrpbl Kak CPeACTBO akTyanmsaLmm
1 pacnpocTpaHeHnsa HemaTepranbHOro KyabTypHOro
Hacneansa Kutas», B 43 nonyasapHbIX OTe4eCcTBeHHbIX
nrpax NpPUMeHeHne 31eMeHTOB HemaTepuanbHOro
KyNbTYPHOrO Hacneams, Takux Kak HyLon (onepa ¢
MackaMu), CyuKoyckas BbllUMBKa, ByMaXkHble Bbl-
pe3ku, 3BOFOLMOHNPOBANO OT MPOCTOro GOHOBO-
ro Aekopa 0 MHTEPaKTUBHOrO N 0CA3aeMoro aapa
nrposoro npouecca [1]. Kak ocyLLecTBUTb KNHOUEBOW
nepexos OT «BHeAPeHNS KyNbTYPHbIX 31€MEHTOB»
K «TPaHCAALMN KYAbTYPHOW LLEHHOCTW» CTaHOBUT-
€A LEeHTpasbHON NpobiemMon, CTosAWwen nepes Bbl-
COKOKa4yeCTBEHHbIM Pa3BUTMEM KUTaNCKOW Urpo-
BOW NHAYCTPUN.

Lindposble nrpsl — 310 GopMa pasBaekaTesbHON
AeATeNbHOCTY, OCHOBaHHasA Ha LMPPOBbIX TEXHONO-
rMAX, NCMOb3YHOLas NHTEPaKTUBHbIE HOCUTENN ANA
yyacTvsa oTAeNbHbIX AnL, uan rpynn. Mo cpaBHeHMto
C TPaAVLMOHHBIMUN Meana, LndpoBble Urpbl obna-
JatoT TpeMA OTANYNTENbHBIMU XapaKTepucTMKamMm:
BO-NMEPBbIX, MHTEPAKTUBHOCTb: UTPOK C MOMOLLIbHO
CBOVIX AEVCTBUIA HanpAMYLO BAUAET Ha XOA4 1 pe-
3yNbTaT Urpbl, GOPMUPYA MOAHLIN LKA «YenoBe-
KO-KOMTMbIOTEPHOTO B3aVIMOAENCTBUSA»; BO-BTOPBbIX,
MMMEpPCMBHOCTL: Baarofaps ayAnoBU3yanbHOMY Xy-
[0XEeCTBEeHHOMY f1M3alHy 1 MOCTPOEHWIO NOBECTBO-
BaHWA CO34aéTCA 3aXBaTbIBAOLW NI OMbIT, KOTOPbIWA
rnyboKo morpy>aeTt urpoka B BUPTyanbHbIN MUP;

B-TPETbMX, HAPPATMBHOCTbL: C MOMOLLbIO CUCTEMBI
3aZlaHnli, Pa3BUTUSA CHOXETA U CO3ZaHuWs MepcoHa-
XKeW CTPOUTCA LLeJIOCTHBIN MUP UCTOPUK, TPaHCAN-
pYyHOLWNA onpesenéHHble LLEHHOCTHbIE KOHLLEMLUW.

TN XapaKTepUCTUKM OTANYAIOT LidPOBbIE UTPbI
OT TPAANLMOHHBIX Meanadopm, Takmx Kak KMHO ©
NnTepaTypa: Urpok B NpoLLecce Urpbl ABASETCS He
MPOCTO MoJyyaTenemM KyabTypHOU MHPOpMaL MK, HO
N YYaCTHUKOM 1N COaBTOPOM KYJIbTYPHOFO KOHTEH-
Ta. 9TO YHUKaNbHOE MeJUHOE CBOWCTBO Hajens-
eT uMbpOoBble UrPbl OCOBLIM MOTEHLMANIOM U LLEH-
HOCTbIO B 061aCTU pacnpoCTpaHeHns KyabTypbl.

Bbigatolancs TpagnLMOHHas Kutanckas KyabTy-
pa npezcTaBaseT cobow gyxoBHOe 6oraTcTBO, CHop-
MWPOBaHHOE KUTaCKOW HaLuen B Xoae AIMTeNbHO-
ro MCTOPMYECKOrO NpOoLLecca, BKArOYaroLee B cebs
naenHble KOHLUENUMUW, MopaibHble HOPMBI, INTepa-
TYPY W UCKYCCTBO, HAPOAHbIE TPAAULIUW, peMEcna U
MHoroe gpyroe. Eé ocHoBHOe cosep>kaHune BKIIO-
YaeT Takne UAeoIornyeckme CyLHOCTH, KaK «Ty-
MaHHOCTb», «HapPOJ Kak OCHOBa», «MCKPEHHOCTb»,
a Takxxe pa3HoobpaszHblie GOpPMbI BbIpaXKeHws, Ta-
Kune Kak TpaZuLMOHHas onepa, 6oeBble NCKYCCTBa,
TPaAnLMOHHbIe peMécna. B anoxy undposusauum
BbIJAOLLANACA TPAAMLMOHHAs KMTackas KyabTypa
CTaNKMBAETCS C 3aja4eit «TBOPUECKON TpaHchopMa-
LUUMU» U «MHHOBALMOHHOIO pa3BuTUs». TBOpYecKas
TpaHchopMaLma TpebyeT MOLEPHUCTCKON PEKOH-
CTPYKLU TPAAVLMOHHOW KyNbTypbl B COOTBETCTBUM
C OCOBEHHOCTAMM 3MOXN U NOTPEBHOCTAMMK pas-
BUTWS, HaZlesleHWs €€ HOBbIMU GOpMamMu Bbipaxke-
HWS; NHHOBALMOHHOE Pa3BUTHE, B CBOO OYepesb,
nos4épkmBaeT He0HX0AMMOCTb Ha OCHOBE COBpe-
MEHHOW NPaKTUKN paclnpsaTb U COBEPLLIEHCTBO-
BaTb COAEp>KaHWe TPAAULIMOHHON KybTypbl, Aenast
€€ COBMECTMMOW C COBPEMEHHbIM OOLLECTBEHHbIM
pa3sutmeM. Lindbposblie urpel asastotcsa adbdekTns-
HbIM MYTEM AN AOCTUXEHUS 3TON Lenu.

TpasnuMOHHOE Hacaesmne KynbTypbl OATOe Bpe-
Ms MoJiaranoch Ha Takme cnocobbl, Kak ycTHas re-
pesaya, MMCbMEHHbIE UCTOYHMKMW, MaTepuaibHas
3KCMO3MLMA U T.4., KOTOPble B COBPEMEHHOM 06-
LLEeCTBE CTAJNKMBAOTCA C TPYAHOCTAMM, CBA3aHHbI-
MU C ogHOOBpa3neM KaHa0B PacnpoCTpaHEHUs 1
MacCMBHbIM XapakTepoM onbiTa. [MosBaeHve und-
POBBbIX UrP OTKPbIJIO HOBbIE BO3MOXHOCTU A5 Npe-
OZONIEHUSA 3TUX TPYAHOCTEN.

Wrpbl paspyLuatoT NpoCTpaHCTBEHHO-BPEMEHHbIE
OrpaHVyeHns pacnpocTpaHeHuns KyabTypbl. Virpoku
MOTyT B3aVMOZENCTBOBATb C TPAAULMOHHON KybTy-
poi B Ntoboe Bpems 1 B NItOOOM MecTe vepes urpy,
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He orpaHMuMBancb Yacamm paboTbl My3ea UAn reo-
rpadmyecknm nonoxeHvemM. Hanpumep, BbICOKOTOY-
Hoe LMdpPOBOE BOCCO3AaHNE TaKUX OOEKTOB Ky/lb-
TYPHOro Hacneams, Kak packpalleHHble ctatym 28
co3Be3auii B xpame HOnxyaHmsio B LaHbew (3), na-
roga Wwnuza (naroga HcaHb) (4) v apyrux, B urpe
«Black Myth: Wukong» (1) no3soaseTt urpokam co
BCEro Mmpa «nyTelecTBoBaTb» MO 3TUM Ky/abTyp-
HbIM NaMATHWKaM, He BbIXOAA U3 AOMa.

Vrpbl co3aatoT UMMEPCHBHbIN KYbTYPHBbIA OMbIT.
TpaguMOHHbIE 3KCMO3MLMN — 3TO B OCHOBHOM
«HabarogeHme», Torga Kak Urpbl — 3TO «yyacTme».
Hanpumep, B urpe «TaoxyatoaHb LI3HbIO KOXKIHb
U3s» (5) UTPOKN MOTYT He TONIbKO YBUAETb ABEHAA-
LaTb Macok Hyurol n3 Yuuxoy (6) (Un. 1), HO n ye-
pes3 CHOXeT Urpbl Y3HaTb Ky/bTyPHbIE NCTOPUN, CTO-
Awme 3a Kaxzaon mackoin [4]; urpa «L3sHbBaH 3»
(7) COBMECTHO € Ky/NbTYPHbIMU yUpeXAeHNAaMU v
HaLMOHaNbHbIMU XPaHUTENAMWN HEMATEPUATbHOTO
Ky/IbTypPHOTrO Hacneama ns Liroanbuxoy, Vian n apy-
rMx MecT npespalyaeTt TpaguMLMOHHbIE UCKYCCTBA,
Takve Kak HaHbMHb (FOXXHaf My3blka), KYKONbHbIN
Teatp, TPaANLMNOHHbIE TONIOBHbIE YOOPbI Li3aHbXy-
aB3li, B MHTEPAKTUBHbIA OMbIT BHYTPW UIpPbl, MO3BO-
NAA UTPOKaM He TONbKO «BUAETb» HEMaTepmanbHOe
Hacneaue, HO U «yyacTBOBaTb» B HEM [5]. Takol
OMbIT yyacTma yrnybnser KyabTypHOe BOCNpuUATHeE
OT «3HaHWUA» J0 «4yBCTBOBaHWUA». COrnacHo cratu-
CTVIKE, KONYECTBO KNTANCKUX UTPOKOB JOCTUMIO
660 MUANMOHOB YenoBsek, NPUYEM NojasasaroLLee
60NbLIMHCTBO U3 HUX — MONOAEXb. Vrpbl cTaHO-
BATCHA Ba>XHbIM MOCTOM, COEANHSAIOLLMM TPajuLin-
OHHYHO KY/IbTYpY C NOKOAeHWEeM Z, N03BOIAA APEB-
Helr UMBUAM3ALIMY BXOANUTb B UX SYXOBHYHO XM3Hb
B GOpMe, MPUATHON AN MONOAbLIX JHOLEN.

JoMuHupytowas napaamurMa pacnpocrpaHe-
HWA TPaAULIMOHHOM KybTypbl B OTEUYECTBEHHbIX
nrpax npoLuaa NCTOpUYeCcKyro 3BOAOLMIO. Ha paH-
HeM 3Tane npeobnasgana napagurma «kyabTypHOro
CMMBOa», KOTopasa Jenana akLeHT Ha BHeApeHnN
3/1eMEHTOB TPaANLMOHHON KyAbTypbl Ha NOBEPX-
HOCTHOM YPOBHE Mrpbl, HANPUMEP, CKUHbI NEPCOo-
HaXkeW, AekopaLmm CLeH 1 T.N. XoTs 3Ta napajgnrma
6bl1a HEOHXOAMMbBIM 3TaNOM Pa3BUTUA UHAYCTPUN,
OHa eLé He 3aTparneana rnybuHHble N3MepeHna
B3aMMOJENCTBMA «4eN0BEK — UIrPOBasa MexaHun-
Ka — Ky/nbTypa».

B HacTosLee BpeMs akagemMmnuyeckme Kpyrm m
WHAYCTPUA NPOABUTatOT Nepexos OT napajurMmel
«KYJIbTYPHOTO CUMBOJIa» K NMapagurme «kyabTypHOW
mexaHukm» [1]. Mo «KynbTypHOM MeXaHWKOM» no-
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HUMaeTCA BKAFOUEHWE KYNbTYPHOM JIOTUKM B Takune
6a30Bble 3N1eMeHTbl An3aiiHa, Kak UrpoBble NpaBu-
Na, cnocobbl yrpaBieHUs, CUCTEMbl Pa3BUTUSA, Me-
XaHW3Mbl 0bpaTHOM cBA3N. Hanpumep, B HEKOTO-
PbIX Urpax NpeAnpPUHNUMaIOTCA NOMbITKW NPeBPaTUTb
dnN0CoPCKyHO KOHLENUMIO «MHb-fH B3aUMHOrO Mo-
pPOXAEHMA» B CUCTEMY Pa3BUTKA, a UAEHD «eANH-
CTBa yenoBeKka U Heba» UHTerpupoBaTh B AM3aiH
B3aMMOJENCTBUA NMepCoHaXxa C OKpyxatoLel cpe-
JoW. Koraa nrpoku cnesyroT 3TM NpaBuaam, OHWU He
NPOCTO YNPaBAsAOT UTPOK, HO W MPaKTUUYECKK BO-
NIOLWArT 3TV KyAbTypHblE KOHUenumu. Takoe ray-
6okoe BCTpamBaHve fenaeT nepeaady KyabTypPHbIX
LEHHOCTEeW He MPOCTO HeobsA3aTesIbHbIM AOMOAHE-
HMEeM, @ HEOTbEMIEMOW YacTb UFPOBOrO OMbITa.

Wrpa «Black Myth: Wukong» pocturna HoBbix
BbICOT B LIMGPOBON PEKOHCTPYKLMN KYAbTYPHOrO
Hacnegusa (Un. 2).

Ha TexHn4eckom ypoBHe nrpa ncnonb3yeT Tex-
HOJIOrMMN BbICOKOTOUYHOIO LMGPOBOro MOAEIMpPOBa-
HUA 418 LMPPOBOro BOCCO3aHUA Taknx 06BbEKTOB
Ky/NbTypPHOrO Hacneans, Kak packpalleHHble CTa-
Tyn 28 co3Be3anin B xpame tOrxyaHmso B LLaHbcy,
naroga WWnuzsa (naroga VHcsaHB), BUCAYMIA MOHa-
CTbipb CHO@HbKYHCbI, HackanbHble penbedbl Jau3zy
B YyHuUWMHe, MoHacTbipb CAocuTAHb B ye3ae CucaHb
nposuHUnK LaHbcK, xpam JIMHbUHBCHI B XaHUXOY
N APYruX.

«Black Myth: Wukong» He orpaHunuyvBaeTcs Bu-
3yaNbHbIMW CMMBOJIAMU, HO TyOOKO BCTpamBaeT
TPaAVLIMOHHYIO Ky/lbTYPY B UTPOBYHO MeXaHUKY U
CTPYKTYpy noBecTBOBaHuWs. brarogaps 6oratbiM Hap-
paTMBHbIM MeTadpopaM 1 rNy6OKOMY OCMbICAEHUIO
Ky/IbTYPHbIX 31€EMEHTOB poMaHa «[lyTeluecTBue Ha
3anag», Urpa UCKyCHO NepeocMbICANBaET TpaanLn-
OHHble CUMBOJIbl, MHTErpUpPYA KYAbTypPHbIE CMbIC/bI
6ysan3ma 1 faocm3mMa B UTPOBOM onbIT [6].

B nnaHe rnybokoro BCcTpanBaHuA KyabTypPHbIX
CMMBOJIOB Mrpa UCMoAb3yeT BYAANNCKYHO KOHLEeMN-
LM «LIEeCT KOpHen» (8) B KayecTBe LEeHTpaabHOM
HappaTuBHON pamku. CrHOXeT Urpbl BpaLLaeTcs BO-
KpYr noucka «wwectn KopHen» CyHb YKyHa, KOTOpble
COOTBETCTBYHOT rnasy, yXy, HOCY, A3bIKy, TeNy W Co-
3HaHWIO. ITOT AM3aliH He TOIbKO MONyAspu3npyet
OyAANNCKNE KOHLEMUMM, HO U MO3BOJSIET UTPOKY
yepes MrPOBYH MeXaHWKY IMYHO NEPEXNTb CMbIC
«LIEeCTN KOPHEW»: C ObpeTeHneM KaxA0oro KopHs
CNOCOBHOCTUN MepCoHaXxa yCUAMBAOTCS, CUHXPOH-
HO yrnybnsas onbIT UrpoKa v Ky/JbTypHOE MOHUMa-
Hue (Vn. 3).



YTo KacaeTca CTPyKTypbl MOBECTBOBAHMA, Urpa
3aMMCTBYET TPaAMLNOHHYIO GOPMYy pOMaHa-uXy-
aHbXyali (pa3brBKa Ha rnaBbl), BKAHOYas CEMb 1aB:
«[ponor», «[nama oKyTbiBaeT YEPHbIe Tyuun», «Be-
Tep NogHMMaeTCa B cyMepkax», «Poxaaetca be-
Nnas poca Houbto», «M13rnb menogmm nypnypHow
YTKN-MaHAapUHKN», «3akaTHas nblib», «Henpon-
AEHHbIN NyTb». Ha OCHOBE CTPYKTYpPbI YUXKyaHbXy3M
nrpa covetaet KnHemaTtorpapuyeckme CnoxHble
HappaTuBHble MPVEMbI: OAHA ABHaA N OAHa CKpbITas
CHOXKETHbIE JIMHNM COCTaBASAOT OCHOBY MOBECTBO-
BaHWS, a CyOBbEKTUBHbIE MOBECTBOBAHMA C Pa3HblX
TOYek 3peHnsa oborallatoT MHOrOMePHOCTb MHTep-
npetauunun. Virpa Takxe ncnoab3yeT Takme Meguva-
dopmbl, kKak «KHura TeHel» (MHbLISHB Ty) U aHWMa-
LMOHHbIe POIMKM B KOHLLE rnaB, uTobbl oboratntb
OnMbIT 3puTena. 3a ckaroveHnem «lponora», Ka-
XAas rnaea 3aBepluaeTcs aHUMaLMOHHbBIM KOPOT-
KOMeTpaXKHbIM $pMABMOM, COOTBETCTBYHOLLMM MO-
NCKY «LLIeCTU KOPHEeN»; 3TV aHMMaLUKN CyxaT He
TO/IbKO CBA3YIOLLMM 3BEHOM MeXJy 3Tanamu no-
BECTBOBaHWSA, HO 1 Baarojaps CBOEW YHMKaNIbHOM
pUTYanbHOCTW MPeAOCTaBAAOT UTPOKY BU3YyaibHOE
BO3HarpaxzeHune 1 3MOLMOHaAbHOE yTelleHne Mno
3aBepLUEHNN YPOBHS.

LindpoBsble Urpbl nepeocmbicanMBatoT 6a3oByHo
NOTUKY COXpaHeHUa TPaANLLMOHHOW KyabTypbl,
co3saBas becnpeLeseHTHYO MOZeNb KyabTyp-
HOro pacnpoctpaHeHus. Lindposoe npeacTas-
NleHve BU3yaNbHbIX CUMBOJIOB, UTPOBasa TpaHC-

NAUMA 3N1eMeHTOB HEMATEPMANbHOIO HacaeA s,
CHOXXEeTHOE BK/HOUYEeHME LLeHHOCTHbIX KOHLEenuuii
— BCE 3TO OTKPbIBAeT HOBble MYTN AN TBOpYe-
CKOW TpaHchOpMaLUMM U MHHOBALMOHHOIO pas-
BUTMA BblAatowenca TpaguLMOHHOM KNTaNCKOM
KynbTypbl. Bonee Toro, B 3ToM npouecce urpsbl
NPEeB30LWAN POJb MPOCTOro «KY/JbTYPHOTrO HOCK-
TeNs» N NPeBPaTUINCh B «CyObeKTa KybTypPHbIX
WHHOBALNI», AEMOHCTPUPYS YHUKANBbHYHO LLeH-
HOCTb B 06/1aCTV KOHBEPreHUUN Meama, UHHO-
BaL W MHTEPAKTUBHbBIX MEXaHU3MOB U rnobanb-
HOrO pacnpoCTpaHeHUs KyabTypbl.

VrpoBble ABUXXKM CTAHOBATCA HOBbLIM TUTMOM HO-
CUTEnNs AN XpaHeHUs KyJbTypHON namsTH, a Tex-
HOJIOTUWN LLUPPOBOTO CBETA U TEHWU NMPUAAOT CTa-
TUYHOMY KYJIbTYPHOMY HaCeANIO «AMHAMUYECKOe
KyJbTYPHOE BblpaXKeHne». 3Ta «gMHaMuyeckas»
XapakTepUCTUKa N eCTb KJroUeBas LLeHHOCTb Lmnd-
POBBIX UFP ANA COXPAHEHUS TPAANLNOHHOMN Kyb-
TYpbl: OHM He MPOCTO NMOMELLAT TPAAULIMOHHYHO
KynbTypy B LMGPOBON My3eli Ha XpaHeHWe, a AaroT
el HOBYHO XW3Hb B LIUGPPOBOM MPOCTPAHCTBE, UH-
TErpupyHoT eé B AyXOBHYHO XWU3Hb COBPEMEHHOTO
yesioBeEKA M Y4YacCTBYHOT B 1106aN1bHOM KyJbTYpPHOM
Ananore. B byayliem, TObKO NPUAEPXKMBAsACh Kyb-
TYPHOW MUCCUM B TEXHOJNOTMYECKUX MHHOBALMSAX,
LuMdPOBbIE UTPbl CMOTYT CTaTb HACTOALLUM KYy/b-
TYPHbIM MOCTOM, COEANHSAOLWMM TPpaguumm un by-
ayuiee, Kutai n mup.
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