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Leroy F. SEARLE
University of Washington, USA

The events of the last half-century are not only sufficient to destroy any
complacency about the future, they are profoundly resistant to any convinc-
ing theoretical simplification. The century just concluded is by any measure
the most extraordinary in terms of technical achievements, but it is also the
bloodiest and most violent period in recorded history. Events that a genera-
tion ago seemed to be historical singularities, markers of an epoch in our
ethical being in revulsion against genocide, not only have not stopped but
have been manifest on every continent, from Bosnia and Serbia, to Laos and
Cambodia, Rwanda and Burundi, and so on, seemingly without end, but also
without any compelling explanation and certainly without any intellectually
sovereign point of view from which to negotiate horrific differences at every
level. The so-called end of the cold war, moreover, has not been accompa-
nied by a lessening of tensions or hostilities, which continue as actions of
opposition driven by seemingly incommensurable ideas.

These are actions that cannot be explained as if they were merely emo-
tional or psychological: they are argued for, defended, often elaborately the-
orized, and for a time long enough to authorize a disaster, they are persua-
sive. Furthermore, it is not clear what it would mean to call such volatile
oppositions “political,” since in many instances, what is missing is a sense of
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legitimacy that enables institutions to function politically, with the support of
an identifiable constituency or polis. Instead, arguments are directed to an
already convinced faction or group — one might use the common metaphor of
“preaching to the choir” were it not for fact that it is not at all about devotion
or piety, but power — justifying extreme actions in the absence of broad-based
consensus or ground of popular support. It is against this practical background
that ours has become, with deep irony, a time of theory, not with any sense of
philosophical solidity through which theories have claimed to serve an explan-
atory function, but rather as a poorly disciplined dialectical exercise of spec-
ulation, a seeking to justify courses of action that are driven primarily by an
already present (but not necessarily well examined) sense of moral and prac-
tical priorities. This applies, with different consequences, both to affairs of
state and the state of intellectual exchange in the academy.

In the United States, for example, the vaguely political tone of much
discourse in the humanities derives largely from a commitment to such ideas
as equality, social justice, the sanctity of individual, ethnic, or sexual identity —
at the very same time when an elected government claiming only the slender-
est thread of technical legitimacy appears bent on following the example set
during the administration of Ronald Reagan of dismantling the very govern-
mental infrastructure that might serve to protect such interests. On every
side, theory comes into play less in the spirit of inquiry than of combat, with
the effect that theoretical arguments become rhetorical in a distinctly pejora-
tive sense, in the making of arguments that may forego even the pretense of
answering complaints against them by simply shifting the ground so as to
prevent beliefs held dogmatically from being called into question. The same
pattern is evident, with much worse consequences, in the arena of local and
international policy, where the focus appears to be how to make a case for
war. It is not my purpose to blame theory for these tragedies, but rather to call
attention to the practical consequences of hierarchical generalizations which
offer simple rules of conduct that lead to and appear to legitimize atrocities,
usually in the name of some fundamental principle or article of belief. From
the arena of academic discourse to urban battlefields throughout the world,
dogmatism and fundamentalism are in the ascendancy, at least for the mo-
ment, wherever we find an appeal to some absolute or universal principle that
shapes and conditions an entire frame of reference while it is held to be
exempt from questioning.
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It would be comforting to say that fundamentalism, whatever its focus, is
just bad theory, if it were possible for us to say with conviction that we know
how to tell the difference between bad theory and good. The altogether obvi-
ous point is that what may appear to one group as lunatic ravings is, to the
purported lunatics, the truth, already embedded in a view of the world and a
set of cultural practices that, invisible in itself, provides the ground for argu-
ments that do, in fact, guide action. In desperate conflicts where just being a
Jew or Muslim, a Tutsi or Hutu, or a member of this or that identity group, is
cause enough to be killed, it is not that such actions are senseless or without
reason: they are intentional; they are the following out of theories; they are
the embodiment or outgrowth of some privileged forms of argument. But just
so, they present a deeper problem in showing that any fundamental belief in
“reason’ as a presumably universal faculty is subject to the same stricture, as
people from every corner of the world proceed to conclusions that may strike
the outsider as monstrous or stupid, while they are accepted and endorsed by
the people involved as not only reasonable, but just, compelling, and perhaps
even necessary. While it would be unduly cynical to say that the principle of
“reason” may be merely that which conforms to already established beliefs,
the activity of giving reasons for what one does in the name of a collectivity
does follow this pattern, all too commonly along a pathway to death.

I realize that characterizing this as at once a problem of theory and a
matter of fundamentalism may itself exemplify, without clarifying, my point.
The distinguishing characteristic of fundamentalism is, as I see it, a demand,
even a need, for certainty, coupled with a willingness to act on what one
believes without tolerance for criticism, usually in the sincere conviction
that the truth, having been reached or revealed, does not require it—or more
often, will not even tolerate it. In this sense, the faith of the evangelical
Christian or the radical Islamist appears to either (and both) as undeniable
and necessary, and any criticism is immediately characterized as the perni-
cious work of the devil or the detestable act of an infidel. But this is also the
characteristic of “rational” belief as well, with the salient difference that in
the latter case, critical questioning is not automatically identified as it is in
virtually all religious traditions, with blasphemy, impiety, or infidelity. The
problem of rational belief is subtler by degree, in that the prevailing practice
of criticism itself may not even allow us to formulate radical questions by
ruling them out of bounds in advance as “irrational” and indeed, treats rea-
son itself as the absolute or fundamental principle that is not to be ques-
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tioned. While we may choose to be more amused than alarmed at the so-
called academic “culture wars,” they are comic only in that they do not usu-
ally lead to bloodshed. But in all seriousness, they demonstrate the naiveté of
thinking that anyone can make a direct appeal to “reason” as we have con-
ventionally defined it precisely because the battles are being fought out
between different and sometimes incommensurable worldviews, with no clear-
ly agreed-upon space or terms for translation. In this sense, the academic
culture wars are on the same continuum with frustrated politicians in Wash-
ington, D. C., turning “democracy” and “freedom” into cheap slogans for
justifying violent aggression against apparent enemies, militant settlers ap-
propriating someone else’s land as their own divine inheritance, or suicide
bombers shouting ‘God is Great!” before murdering scores of innocents. The
common thread is a rage against complexity, when one intuits that one’s pro-
fession, culture, identity, perhaps even one’s very existence may be under
immediate threat — with the concomitant feeling that the source of the threat,
being incomprehensible, must be evil.

If this is a crisis (and I think it is), I believe there are good reasons to
treat it as not directly a crisis of culture, nor of theory, nor even of reason, but
of reasoning itself. We cannot ignore it because it is manifest directly in
political form — or rather, war as the collapse of political form — but neither
can we end it by taking direct political action. The reason is quite simple:
political action as inherently civil always presupposes some standard of le-
gitimacy that cannot be imposed by force, but must be elicited and ratified
by free assent. As we now know from repeated and deadly experience, faith
in some exemplified political process (whether it takes the form of voting,
legislation, adjudication under law, democratic consensus, or submission to
some sanctioned authority) is neither universal nor Platonic, in the sense that
it only needs to be elicited dialectically to be accepted.> On the contrary, it is
something that has to be meticulously, painstakingly built, inculcated, and
nurtured across the multiplicity of institutions and conventions that make up
a functioning society. The perception of a world shrinking by way of elec-
tronic technology or the growth of international business serves primarily, in
this context, to underscore the enormous danger of multiplicity, in which the
inculcated sense of “justice” in one society may indeed have no translation
whatsoever into with what another society takes to be just.

We have so far burdened ourselves with innumerable clichés about the
value of multicultural diversity and the virtue of tolerance, without really
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taking the measure of how it is that this virtue ever came to be regarded as
such or what network of dependencies may be necessary to its acceptance. In
a post-colonial world, the agonized liberal conscience is better prepared to
see (and passionately oppose) the arrogance and stupidity of the colonial
overlords, than to recognize the arrogance and stupidity of subaltern peoples
coming into possession of their own freedom and sovereignty. Thus, we may
simply presume upon what we take to be rational discourse, calling on oth-
ers, in the words of Isaiah, “to sit down and reason together,” as if we all
followed the same rule of reason when it is obvious that we do not.

In the privileged West, a faith in reason has been, at least since Duns
Scotus, as firm, if not more firm, than faith in God; and it has been a primary
source of the vast project of modernism since the Renaissance. What Jean
Frangois Lyotard in his discussions of the post-modern has characterized as
“meta-narratives™ that have given shape to history and meaning to commu-
nal life, have been constructions of reason, narrowly considered, as the fac-
ulty of calculating desire: by two canonical principles, the law of contradic-
tion and the rule of the excluded middle, we form our arguments so as to
formally compel conclusions as objective and necessary — thereby leaving
out of the equation any consideration of the purpose or telos of the argument
itself. If we identify that element as ideological and set ourselves the task of
providing a critique of it, the principal result, tirelessly reiterated through
twenty-five years of clever deconstruction, is the recognition that we have in
our hands only the first beads in an infinite necklace.

Scotus understood this problem from the start as a metaphysical puzzle:
if the only modes of being we allow are matter and form, the only mode of
existence proves to be the existence of a thing, thereby leaving us in the orbit
of a vicious paradox that cannot identify any mode of being for such diverse
ideas as laws of nature and mathematical principles, or virtues such as love,
devotion, or faithfulness. The eventual triumph of nominalism over scholas-
tic realism appears, in this light, to have almost happened by default: having
no solution for the metaphysical puzzle of the formally abstract universal, it
was far easier to treat such things as arbitrary conveniences, mere names,
well in advance of Saussure’s simple minded notion of the arbitrary sign.

A faith in reasoning likewise defaults into a faith in objectivity by bracket-
ing out the very element of choice or election that guides us, or following Charles
Sanders Peirce, abducts us concerning where and sow to deploy our atten-
tion.* Ironically, the Catholic Church, in condemning Copernicus and Galileo
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and burning Giordano Bruno at the stake did more than it reckoned in strength-
ening a faith in reason by making it evident that the explicit claims of spirituality
or moral probity by themselves can be profoundly fraudulent and self-contra-
dictory, concerned more with holding power than with promoting virtue.

The modernist meta-narrative of rational progress, however, has gambled
everything on a utopian future, in a vision of a resolutely secular modern world
in which ancient mystification would be replaced by enlightenment and super-
stition would give way to science — and all the savage, heathen tribes mean-
while would be summarily ‘civilized’ out of existence, usually by the tactics of
“shock and awe” to which conquerors have always aspired. This irony inher-
ent in the modernist vision, moreover, is not something we latter day modernists
are the first to have seen, as Montaigne points out with a certain exuberance in
discoursing upon barbarism in his essay “On Cannibals™:

I find that there is nothing barbarous and savage in this nation, by any-
thing that I can gather, excepting, that every one gives the title of barbarism to
everything that is not in use in his own country. As, indeed, we have no other
level of truth and reason, than the example and idea of the opinions and cus-
toms of the place wherein we live: there is always the perfect religion, there
the perfect government, there the most exact and accomplished usage of all
things.’

The vexation of the modernist project in the West may be, from this
perspective, no more than the radical expansion of contact with other coun-
tries and customs, wherein it appears that there are many more kinds of bar-
barians than even Montaigne could have imagined. But irony will only go so
far: the constant temptation to have an end to argument, to come to a conclu-
sion traps even Montaigne into a praise for his cannibal as compared with
the civilized European that loses its balance over such questions as whether,
having killed a man, it is better to eat him or not.

The essential problem is that what guides our thoughts is all too often
independent of them, anterior to them, carrying us along a course of reason-
ing that becomes all the more myopic the longer it is continued. When Lyo-
tard, for example, fixes his attention on the meta-narratives as guides for
knowledge, he may very well miss the importance of the primary narrative,
the concrete, detailed story, and not its theoretical skeleton, rattling its bones
in deadly imitation of what got it started. The role we accord to knowledge
notoriously plays down wisdom because our faith in the reasoning that pro-
duces knowledge so often seems to us decisive, and itself independent of (if
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not alien to) our moral sense.

Thus in this era of the postmodern, instead of taking the point to be that
our meta-narratives are our theories, plain and simple, and they are what has
collapsed, we have indulged ourselves, no doubt thinking hard in the prolif-
eration of theories that hold sway not by giving exacting or perspicuous ex-
planations but more simply, by tapping into what is already believed, and
kept in relentless circulation as a set of quotable phrases, dialectical com-
monplaces, and simplified analytical strategies, but for all that, getting no-
where. Deconstruction, launched from a serious insight into the metaphysi-
cal quandary of representation, now may appear primarily as a set of tricks to
teach to sophomores still excited by local rebellion; while critical discourse
about power in the social field comes to resemble a video game in which the
objective is to find and obliterate The Oppressor.

I will come directly to my major claim in this paper: we find ourselves
in trouble over reasoning primarily because we have defined it so narrowly
and dogmatically that it compromises its own proper ground. In focusing on
strictly mathematical criterion of truth, or a narrowly empirical conception
of knowledge, we thereby compromise a broader criterion of legitimacy by
stripping away the multiplicity of factors that enter into complex judgments.
Bearing this in mind, it is just as silly to argue that all scientific statements
are socially conditioned or determined as it is to deny that social consider-
ations have anything whatever to do with science. In any particular case, the
broader question of legitimacy is the result of a complex negotiation that
usually starts as an educative process. Someone who is innocent of advanced
mathematics is simply in no position to judge contemporary work in physics,
or, for that matter, to really understand it, just as someone who has only
heard some rumor about a work of art is not in a very good position to ex-
press any opinion about it that commands our respect. Neither case consigns
the non-specialist to ignorance, but only to an essential modesty about how
far one’s understanding may extend. In speaking earlier of the “proper ground”
of reasoning, I take it, following the pragmatic maxim of Peirce, to be a
precise imagining of the consequences that may follow from conscious deci-
sions.® Reasoning, in this sense, is broader than inference, but it has the
same characteristic of allowing us to proceed from what we do know to
something which we do not, something that can only be formulated or dis-
covered by careful and meticulous attention to details. In this view, there is
no virtue in supposing the imaginative to be the counter-factual or the false,
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just as there is no point is supposing that reasoning grounded on imagining is
either opposed to, or can proceed very far without a reliance on a fairly
exacting, even technical sense of logic.

For something more than two millennia, reason and reasoning have been
generally articulated by opposing them to art, to imagination, to emotion, to
religion and politics, under the understandable but mistaken belief that the
process of our thinking can be “purified” of the very elements that enable it
in the first place. We could, of course, go back to Plato’s notorious gesture of
exiling the poets, but more to the immediate purpose is the doctrine cum
dogma since the 17" century that truth must be resolutely stripped of meta-
phor.” If we did that, such expressions as A=B would drop away in the wash,
inasmuch as the idea that one thing can be substituted for another depends
first of all upon the perception that the two items equated are, after all, sim-
ilar in some respect. All metaphor starts in the same place, along with all
attributive predications: when we say that something is something else (my
shoes are black, the cat is tame, the horse is lame) we are operating in the
arena of relations that gain their specificity by refinement, not by ceasing to
be inherently relational. To put the matter simply, if we were deprived of
metaphor we would be deprived of thought.

If we begin from the admission that all thinking, all reasoning, is funda-
mentally imaginative, meaning nothing more by that, for the moment, than
that we must picture or represent to ourselves, to our own minds, the substance
of what we are thinking about, then reasoning is absolutely dependent on rep-
resentation, carried out essentially as experiments with diagrams, explorations
aided by pictures, inquiries given shape by representations that are chosen (not
given) for their perspicuity relative to the subject of our thoughts.?

My second claim is therefore that when we consider artifacts and ob-
jects that are set aside as paradigmatically imaginative — poems and stories,
pictures, music, performances — it has been our collective custom to treat
them as objects about which to reason (when we do not puritanically con-
demn them as debased and corrupting), thereby occluding the recognition
that imaginative works are already primary forms of reasoning themselves,
enabled and sustained by reading and writing.’ This is, moreover, not re-
stricted by language or culture: imaginative reasoning is a common resource
everywhere. In cases where the semantic register is relatively accessible
(words and words applied to pictures), we may find ourselves abducted (not
necessarily in a good sense) by our antecedent sense of how words are ordi-
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narily used; but in the harder cases (of dance, sculpture, music) where there
is no immediate semantic register upon which to rely (Eb does not mean
“Earth”, pace Mabhler), we are less likely to see the reasoning, the examina-
tion or inquiry, because it requires time and training to perceive the integu-
ments of relation by which, say, a dance or a musical composition is held
together.

If we furthermore take the concept of truth to be a specialization of the
broader concept of legitimacy (for to say of a statement that it is true is to
vouch for its legitimacy), then our attention to a work of art, contrary to the
massive weight of the tradition that has demeaned it, exiled it, or put it aside
as for one’s idle time or entertainment, is as important as anything we can do
as human beings. Taking a work of art as an inquiry and an argument, more-
over, does NOT mean taking out the commonplaces from our handy theoret-
ical tool bag and disassembling it or working up a “reading” of it, informed
by this or that current ideological fashion. Less abrasively, one might simply
say that one cannot say anything interesting about a novel without really
reading it, or about a piece of music without hearing and studying it, on the
assumption that what has been made was made for a reason that we might
not be shrewd enough to guess. From the start, we should accede to the
primary intentionality (not the same as “meaning”) of the work as a made
thing. (I will take a polemical short-cut here to say that most of what elicits
our attention as “art” on this simple criterion fails miserably to hold it.) Those
works that do hold our attention, which cannot be exhausted by a single
reading or hearing or viewing, do not require definitions or categorial hedg-
es: they simply require our thoughtfulness, our curiosity, our own fund of
experience, and above all, our patience.

The theoretical impetus in such cases is all the more problematic since
the very richness of a metaphor (does, for example, Robert Burns’s “My
Love is like a red, red rose / That’s lately sprung in June” mean that my Love
has thorns, is seasonally afflicted by aphids, is vegetative and requires much
maintenance?) seems to demand some generalization that will curtail such
thematic excesses, but to theorize prematurely can only block a recognition
of the fact in virtually any poem, any deliberately made literary work, the
scope or application of one figure is constrained by another, as in this case,
the second line of Burns’s poem: “My Love is like a melody / That’s sweetly
played in tune.”!® The poem itself dynamically limits (without eliminating)
apparently vagrant implications — even though, in this case, it is entirely appo-
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site and to the point to recognize that love does have “thorns” — by setting
semantic and structural attributes within a rich, functional matrix for contem-
plation. The typical pattern, however, explored very ably by Sandor Goodhart,
appears to be that literary critics and theorists systematically reduce the actu-
al details of a text to a much simpler myth, story, or source — and treat the text
as identical in meaning to the very source that the literary author meticulously
transforms and criticizes in his or her work. When Chaucer is read almost as
if he were one of the Patristic fathers, or Shakespeare is treated as if Mac-
beth or King Lear could be reduced to stories in Hollingshead’s Chronicles,
we may suppose these are the pre-theoretical naive errors of the past — only
to miss the close similarity between such simplistic misreading and rhetorical-
ly sophisticated theoretical criticism, where a primary text is simply buried
by the intention to develop a “reading” that expropriates the text as an illus-
tration of a principle already decided upon in advance. By urging that we hold
back upon the invocation of the meta-narrative so as to see artistic works as
primary forms of reasoning, we may enable and invite a different kind of
theorizing in which the very point at issue is legitimation, not truth or knowl-
edge understood in an entirely conventional way, starting with a sense of
legitimacy in the activity of reading itself.

I will illustrate this point briefly by reference to Shakespeare’s The Tem-
pest, a text that has been for decades a target for criticism explicitly commit-
ted to principles of social justice, finding Shakespeare’s play (and particular-
ly his protagonist, Prospero) to be the very embodiment of imperialist arro-
gance, colonialist abuse, brutal dispossession, and racial demonizing of the
natives, as represented by Caliban. The overarching point of such criticism,
to give it its due, is that the founding of colonies, like reports of miracles,
covers up untold misery, and that the sense of justice grounded in a per-
ceived sense of unfairness seems, if not Platonic, then surely universal in
some sense. As Caliban complains, before the coming of Prospero, he had
the whole of the island, without constraint, but since (and notably, following
his attempted rape of Prospero’s daughter, Miranda) Caliban has been con-
fined and punished, dispossessed of the land that formerly was his. In many
respects, this situation (in one of the relatively few plays of Shakespeare
with an entirely original plot) encapsulates the political pages of any major
newspaper, in any region of the globe, for the last half-century or more.

For the sake of convenience, we may start with a broadly representative
case, a reading of The Tempest deployed by Ronald Takaki to shape the entire
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argument of his textbook, A Different Mirror: A History of Multicultural Amer-
ica, that consists almost entirely of virtuous commonplaces in the long and
hard fought effort to secure fair and equitable treatment of minorities in Amer-
ican culture. I note at the outset, moreover, that the very principles Takaki
invokes are themselves the result of decades, if not centuries, of cultural, philo-
sophical, and critical negotiation toward the objective of creating a just and
decent society in which, as Martin Luther King put it, children “will not be
judged not by the color of their skin, but the content of their character”!? — an
objective, significantly, shaped by a literary heritage of narratives showing in
concrete and material detail the shape and tone of racial and ethnic injustice.
The polemical moment of his argument is a sense of outrage, rightly and wide-
ly shared, that the principles of equality, having an essential role in conceptu-
alizing the specific legitimacy of a culturally democratic country, are so open-
ly and insidiously violated in practice. Takaki takes advantage of an already
well-developed body of responses to Shakespeare’s play to make it into a kind
of declarative and insidious testament to colonialist racism against indigenous
peoples and cultures. From the late 1970s to the 1990s, as Deborah Willis has
remarked, published criticism of The Tempest covered the extremes of Geof-
frey Bullough’s view in 1975 that the play “is not about colonialism” to the
opposite position, “from considering colonialism to be a non-issue to consid-
ering it to be the only issue.”"* But both extremes are easily shown to depend
not just upon different ideological orientations, but plain and simple misread-
ing of what the text actually says.

At either extreme, the tendency to treat the literary text as an object
about which to argue instead of as itself already a primary form of argument
leads readers to substitute for what the text says some analogue, partial source,
or item of common knowledge that is both simpler and less subtle. Thus,
Takaki draws upon widely circulated commonplaces, such as taking Shakes-
peare’s allusion to the “vexed Bermooths” to mean that the play is set in
Bermuda, and therefore the New World; or rearranging Caliban’s name as an
anagram for cannibal, or appropriating a possible allusion in the name of his
god Setebos to a Patagonian mythic figure, to conclude that Caliban is an
American Indian." By such means, The Tempest itself is made into a meta-
narrative of dispossession and racial injustice, where any oppressed or dis-
advantaged people are Calibans, while the early English colonists are taken
to be like Prospero in viewing “native people as savages.” Thus, according
to Takaki, Thomas Jefferson, “like Prospero before him,” sees “the triumph
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over the continent and the Indians as the movement from ‘savagery’ to ‘civ-
ilization’” (50); and is identified with all slaveholders whose four million
black slaves, “like Caliban,” “served the Prosperos of the master class.” (110)

While there have been more or less hagiological denunciations of such
interpretations as a violation of Shakespeare, the great English Bard, along
with further justifications, together foregrounding the perhaps inevitable pres-
ence of disparate contemporary ideological positions,'® the play is incompa-
rable more substantive, coherent, and subtle than such warring readings rec-
ognize. At the simplest level, inattentive readers may place the action of the
play in Bermuda only by failing to notice that the allusion comes when Pros-
pero asks Ariel, his magic making spirit, how he has disposed the King’s ship
and the rest of the royal fleet:

Safely in harbor

Is the King'’s ship, in the deep nook where once
Thou call’dst me up at midnight to fetch dew
From the still-vexed Bermoothes, there she’s hid;
The mariners all under hatches stowed;

and for the rest o’ th’ fleet,

Which I dispersed, they all have met again,

And are upon the Mediterranean flote

Bound sadly home for Naples,

Supposing that they saw the King’s ship wracked
And his great person perish.

It could not be more cl ear that Prospero’s island is in the Mediterra-
nean, just as it is obvious in the structure of the action that Prospero, former-
ly Duke of Milan was usurped by Alonso, the King of Naples, who has come
to marry off his daughter, Claribel, to the King of Tunis. A moment with a
map, even one as inaccurate as Shakespeare and his contemporaries might
have used, makes clear that the political ambitions of Alonso, the King of
Naples, not Prospero, are the very stuff of empire building, seeking by treach-
ery and alliance to wield dominating influence not just in Milan, the north-
ern-most city of Italy and Naples, its greatest western seaport, but on the
African coast at Tunis as well. The obvious geographical and political back-
ground of the play, that is to say, is absolutely European, and looking soberly
upon its long and deadly imperialist history, encapsulates the enormous risk
of a far-flung empire being built by conspiracy, force, including the callous
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will to offer his own daughter almost as a pawn to a marriage she does not
want.'® But what are the stakes, and what are the implications? First of all,
should he succeed, Alonso would have in place an empire greater than Rome
(which is, spatially, exactly in the middle of the triangle connecting Milan,
Tunis, and Naples) and more profitable by far than Carthage, since it would
not only contain Rome but would control access to Europe through Alps and
to the East by control of the shipping channel between southern Italy and the
closest place on the African coast, Tunis.

It is striking that this entirely obvious feature of the setting of the play
and the framing of its action has hardly entered critical discussion of the play
at all, but even more striking is the handling of Caliban. He has, indeed, been
racially demonized, treated as a dark skinned, sub-human monster, costumed
and so presented by directors quite consistently since the 19" century on, but
it does not happen in Shakespeare’s text.!” Caliban’s mother, Sycorax, is a
“blue-eyed hag,” a malevolent witch (as Prospero is presented as a virtuous
magician) marooned but allowed to live only because she was with child.
The all but universal treatment of Caliban as less than human derives from a
plain and simple misreading of these lines by Prospero, meant to chasten
Ariel, who is reluctant to help Prospero carry out his plot of self-discovery:

Then was this island

(Save for the son that she did litter here,
a freckled whelp, hag-born) not honored
with a human shape. (I, 1I, 281-84)

That is, the island was not honored with a human shape, except for Cal-
iban, freckled as would be any blue-eyed, fair-skinned person abandoned on
a southern Mediterranean island: he may smell bad, but he is just as Europe-
an as the Italians who encounter him. To put the case succinctly, Caliban is
not, in this play, judged by the color of his skin, but precisely and exactingly
by the content of his character: it is he, after all, who attempts to rape Miran-
da, using the language in which he learned to curse to lament that had Pros-
pero not prevented him, for he would have “peopled else / This isle with
Calibans.” (Lii, 350-51). For Prospero, moreover, the main concern is not
with recovering the kingdom he lost, by his own admission not just to treach-
ery but through administrative inattention: he is more concerned to secure a
husband for his daughter, and thereby a future for his family. It would be,
one might venture, a most peculiar father who would chose her would-be
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rapist for that role, even though it is striking by the end of the play, with the
failure of the multiple insane plots for power by men who, dreaming of being
home in Naples or Milan, are actually marooned on a desert island with no hope
whatsoever of getting off, that Caliban is the only one who clearly understands
what a fool /e had been to pick for his masters a drunkard and a buffoon, and
may be the only one who has really been changed by the events of the play.'

Having gone only this far toward a reading of The Tempest, I believe it is
sufficient to explore the claim that this play, considered as a paradigm of
humane reasoning, goes to the very heart of the question of cultural legitima-
tion, by presenting in an essentially diagrammatic form a matrix of relations
that does not reduce the complexity of social reality and allows us to return,
again and again, to its structure and its exact language to think our way through
fundamental political dilemmas without confusion — and without ignoring
essential elements that pertain to our own human make-up. The fact that this
claim may seem counterintuitive derives only from the habit of supposing
that literary texts are an expression of some simple theory, or a reflection of
some ideological commitment, instead of looking patiently at the evidence
that they are inductive and abductive experiments, which think in and through
the precisely embodied figures that constitute them.

What is most important in this claim is that a text is a carefully construct-
ed matrix of relations that is emphatically not dogmatic. From the perspective
of a conventional view of reasoning, this quality appears (and has been so
treated) as an objectionable ambiguity, preventing one from affirming a univo-
cal “meaning” for a text, but that is its exact and exacting virtue — and does not
in any way mean that where reading is concerned any reading is as good as any
other. A play like The Tempest, for example, is a thought experiment, in which
attention the entire matrix of the play — its characters, setting, structure, syn-
tax, and chains of consequential events — enable one to think through a finite
case to consider what happens IF. . .? Viewed in this imaginative and essential-
ly hypothetical mode, all the questions that the text may raise have sufficient
materials to answer, not categorically but pragmatically. For example, when
Shakespeare places the royal party on a desert island, and then proceeds to
show first, the diverse plots to seize power, in almost all cases by murderous
means, starting from Prospero’s brother, Antonio, persuading Sebastian that
they should murder his brother, Alonso, King of Naples, going on to the plot
among fools, with Stephano, Trinculo, and Caliban, the circumstances in the
first instance (murdering a king to seize his throne, though it is a thousand
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leagues away and for all they know, unreachable) make the conspiracy literally
an action by madmen who in the most immediate way do not know where they
are and have not given a thought to how they might (and might have to) live
there. In the second instance, the parallel between the cases of the court party
and Caliban and the fools, reinforces the point that such undertakings, Machi-
avelli notwithstanding, are self-defeating in both the short and the long run —
even though Prospero understand with exactitude that his real danger comes
from Caliban, whom Prospero acknowledges as his own as both an indication
of his intimate knowledge of Caliban, and as a metaphorical juxtaposition that
identifies Caliban’s qualities with Prospero himself, and more to the point,
with everyone who may just want to eat his dinner and enjoy his woman. The
point is made all the more solid, moreover, when Prospero, himself having
been usurped in Milan, treats Ferdinand (whom we soon understand to be the
groom most desired for Miranda) as a violent usurper of his island kingdom.

The critical fixation on ambiguity and mulitiplicity of meaning in artis-
tic works as either a scandal, a defect, some kind of intellectual misfortune,
stems from a model of reasoning that is anything but imaginative: it is, in the
strictest sense, dogmatic, even fundamentalist, not by insisting upon deci-
sion criteria, but by not recognizing the multiplicity of factors that come into
play in even the most ordinary practical events. In our impatience to assert
some fundamental principle of right or wrong, we are more likely to create
injury and confusion than to reach any stable sense that justice has been
done. The great irony is that all justice is, in a very basic way, poetic —
meaning by that not that it is unreal or false or unobtainable, but exactly the
opposite. It is that our sense of justice is inculcated as part of education, and
is profoundly and deeply shaped by the poems that we privilege, the texts we
most revere.'” Whenever we are tempted to suppose that there are universal
human rights, or inviolable principles of policy, it should be our first tactic to
consider the stories used to illustrate them, that show us concretely, why it is
wrong to allow gratuitous suffering, why it is impermissible and damaging
to our own nature as persons to use superficial appearances as a basis for
treating another group badly, and so on. Perhaps the most fierce academic
irony of our times is that in the interest of such virtues, the main tendency
has been to show increasing impatience with the literary, even, as in the
cases briefly examined here, to treat the literary as if it were complicit with if
not itself the cause of the very evils against which literary texts themselves
are the best and perhaps the only arguments.
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Correspondingly, when we consider the alarming rise of terror in our
own world, I would argue that our greatest risk lies in the dogmatic insis-
tence upon principles whose specific consequences are not concretely imag-
ined. For at least a half-century, we have enacted for ourselves a drama on
the world stage, worrying about the hegemonic ambitions or deadly poten-
tial of another, opposing group, forgetting all the while that hegemony also
means, as Gramsci was among the first to insist,”® gaining assent without
coercion. If a political party means to actually gain and hold power, it will
never do to neutralize or exterminate all one’s enemies, for the very effort to
do so creates an unending spiral of enmity. But this contemporary drama,
with its escalating deadliness, is a thoroughly wretched, abysmal play. It is
bad art, not even recognizing its own inherent characteristics as such, be-
cause the stage on which it is played out does not permit rehearsal, reconsid-
eration, contemplative consideration of consequences. A model of imagina-
tive reasoning, seen not as some piece of magic reminiscent of Prospero, but
as honoring the mental space in which we examine, contemplate, and imag-
ine a future, is, and always has been, the primary mechanism for reaching
assent without coercion. The immemorial work of poetry is to teach us to
think, to teach us to come to agreements without dogmatic exclusion, so as
to act as human beings, not as Calibans in an endless succession of cos-
tumes. It is an enterprise that we must renew, that we cannot neglect.

NOTES
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Harvard University Press, 1931-1958, rpt. 1960), on nominalism, 1.15-26; on abduc-
tion, 2.96-104.

S From: The Essays of Michel de Montaigne, trans by Charles Cotton, ed. by W.
Carew Hazlitt (New York: A. L. Burt, 1892), p. 210. (Original translation, 1685.)

¢ See especially Charles Sanders Peirce, “Issues of Pragmaticism: Six Characters
of Critical Common Sensism” in Collected Papers (Cambridge: Harvard University
Press, 1938-52), 5.438-452. The original form of Peirce’s maxim was this: “Consider
what effects that might conceivably have practical bearings you conceive the objects
of your conception to have. Then, your conception of those effects is the whole of
your conception of the object.” The later formulation cited here is: “The entire intel-
lectual purport of any symbol consists in the total of all general modes of rational
conduct which, conditionally upon all the possible different circumstances and de-
sires, would ensue upon the acceptance of the symbol.”

" The sources for this commonplace are too many to cite, coming into fullest
prominence in the late 17" and early 18" centuries, from Bacon and Hobbes, to Locke.
For a good general introduction to this topic, see Colin Murray Turbane’s classic
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MMPOBJIEMA MEXKYJIbTYPHOM KOMMYHUKAIIUA
B KOHTEKCTE ®NJTOCOPCKO-XYIOKECTBEHHOT'O
OCBOEHHSA COBPEMEHHOU PEAJIBHOCTH

Mapva PO3AHOBA

TeoperndecknM (GaxTopoM, BO MHOTOM OITPEIEIUBIINM COBPEMEHHBIE
WCCIIEIOBaHUSI KOMMYHHKAIINH, CTAJl IOBOPOT OT (PHIIOCO(CKON 1 HAYTHOH
pedekcuu K TeHCTBUTENLHOCTH sI3bIKa. Hauano mccimeoBaHmid sI3bIKOBBIX
¥ 3HAKOBBIX CTPYKTYp, ITOJIOKEHHOE B TIEPBOM TPETH MPOIIIOTO CTOIETHS
paboramu Paccema u ero yuennka ButreHmreitna, TpHHITUITHAIBHO H3Me-
HUJIO CaMO TIOHUMaHHe KOMMYHHUKAITH, a TAKXKEe METOJIBI €€ n3ydeHus. bia-
romapsi HOBOH yCTaHOBKE SI3bIK CTaJIM pacCMaTPHUBATh HE TMPOCTO KaK Cpej-
CTBO KOMMYHHUKAIINH, HO caMa KOMMYHHUKAIIS OKa3aiaach MPOCTPAHCTBOM,
3aKITIOYAIOIINM B c€0€ CTAaHOBJICHHE SI3BIKOBBIX (hOPM.

Mup B XX Beke cTajl HEMOHATHBIM JIJ1s ueioBeka. [IpesxHue cTepeoTHribl
W KM3HEHHBIE OPHEHTHUPHI TepecTaan paboTaTh, N3MEHIIIACh caMa HOpMa.
T'oBopst 0 HOpME, OTAETHPHOE BHUMAHHE HY)KHO YICTHThH €€ KPUTEPHSIM, YTO
0COOEHHO aKTyaJbHO IS TTOCTIeTHeH YeTBepTH Beka. [[pon3onuio cmemnienre
aKIEHTOB: M3 3alPETUTENFHON OHA TPEeBpaTHiIach B Pa3pelINTENbHYIO, a B
COCTMHEHHH C dTUKOH, (prtocodueii, MOTUTHKOM, Ha TTIePBBIN B3I, PHOO-
pera mpocTo aHOPMAITFHOCTh OTHOCHUTENBHO KIIACCHIECKUX MPUHIHIIOB. CyTh
TaKWX M3MEHEHHUH 00y CIIOBIIEHA JINIIH PACITUPEHNEM 00TaCTH KIaCCHIECKOM
panroHaIbHOCTH. B Hee OBIIO BKIIFOYEHO TO, YTO paHbIE OTBEPraioch KaK
HEeTmpHeMJIeMoe: TPaIuIiH, MI(OIOTHS, HHTYUTHBHOE TIOCTIDKEHHE peatb-
HOCTH U T. 1. [Ipoun3oriiuia nepecTpoiika NpUBBIYHOTO HaBblka moHuMaHud. Ho,
coBepIas KOMMYHHKATUBHBIE aKTHI, Y€JI0BEK, KaK M TIPEKIE, CTATKUBAETCS C
IpYyTUMH S ¥ TOIDKEH MIPH ATOM UX WHTEPIIPETHPOBATH, OCYIIECTBIATEH ped-
JIEKCHIO, OOBSACHATD W TIOHUMATh BBICKa3bIBaHU. VIMEHHO /ISl OTHX Ieneit
CTaJIM MHTEHCHUBHO pa3pabaTbIBaThCs Pa3IMuHbIE TEOPHUH KOMMYHHUKAIIAH.

KommyHUKamms omHOBpEeMEHHO BO3HUKJIA BO MHOTHX aKaJeMudec-
KuX aucruiuimHax. CBo# BKIaa B €€ pa3BUTHE BHECTH HE TONHKO TaKHe
BeIyIIre B JaHHOW 00IacTH Ha CETOAHSIIHAN I€Hb JUCIUILINHEI KaK MCH-
X0JIoTHus, coruonorus, hmiocodus, HO U auTeparypa. B XX cromernn
Hazpesia He0OXOAUMOCTD OTBIIEUEHUS KU3HEHHO-TIPAKTUYECKOTO CO3Ha-
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HHSL OT CBOMX HEMOCPEJCTBEHHBIX HOCHUTENEH, 4TOOBI ITOCPENCTBOM Iie-
PEOCMBICTIEHUS TPEACTAaBUTh €ro B (hHII0CO(CKO-XyM0KECTBEHHO-TTUTE-
patypHOii ¢opMe, TIe UCHOIB3YIOTCSA HOBBIE NMPAKTHKH (TakWe Kak HO-
BBIY pOMaH, IBOWHOE KOAWPOBAHHE, TACTHUII, CO3/IaHIe O€CCUTYaTHBHBIX
TEKCTOB H JIp.), CPEJICTBA INTEPATYPHOTO S3BIKA ( IIMPOKOE pacmpocTpa-
HEHHe ToTydaeT MeTadopa, METOHUMHUS, SJUTHIICKC- BCE TO, YTO COCTaB-
JIIET OCHOBY TOATHYECKUX aCCOIHUAIINI U BRIBOJUT CTIUIH (hHIT0co(CTBO-
BaHUSA 32 TPEACIBI JIOTHUYECKOTO MBIIINICHHUS ), 9TOOBI 3aT€M BHOBEL 00pa-
THTH K JIOAIM B QopMe, TPUOTKPHIBAIONIEH 3aBeCy HEMPO3PadHOCTH
HEIOAAI0IIEerocs 00BICHEHHIO Xaoca JeHCTBUTENBHOCTH. J{pyTrumMu ci1o-
BaMM, JINTEpPaTypa MOIy4daeT CBOM MaTepHal U3 OObIICHHOTO, KyJBTYPHO
00yCIIOBIICHHOTO cTI0C00a pa3MBITIUICHUH, HO (JOPMYITHPYET U mpeodpa-
30BBIBAET X TAKUM 00pa3oM, UTO 3aJI0KEHHBIE B HEW TEOpeTHUEeCKUe
KOHIIEIIIINH, B CBOIO OYEPE/Ib, OKa3bIBAIOT BIUSHIE Ha OOBIICHHOE MBIIII-
JIEHWE ¥ TIOBCEJHEBHYIO IPAKTUKY, H3MEHSS UX. A 3HAYUT, CBA3b MEXKIY
KyJIBTYypO#l U Teopreit oka3sIBaeTCs B3auMoooparHoii. KoMMyHUKaus B
JTUTEpaType B CHIIY €€ KyJIbTypHOW YKOPEHEHHOCTH U pe(eKCHBHOCTH,
MMeeT MpaKTHYeCcKoe 3HaYeHHe, B TOM YHCIIe W MOoJuTHYeckoe. Yacto
JTUTEpaTypy pPaccMaTpPUBAIOT KaK «HACOJOTHYECKHUH ammapar rocymap-
CTBa», HO HENb3s 3a0bIBaTh, YTO OHA TaKXXe M BOCIHUTHIBAET, JaeT IyB-
CTBO HOBH3HBI, CTpeMIIeHHE K aydmeMmy. O6pa3 ¢uimocodcTByIomero
«TUCaTeNs-MPOBUIIa» BHOBH NMPUBIEK K ce0e BHIMaHue B XX BEKe yxKe
B TOJIUTHYECKOM CMBICIIE, KOTAa JUTEpaTypy (ITO HAIpSAMYIO CBSI3aHO C
€e B3anMOoJIeCTBHEM C Ppumocodueil) cTaam HameIsITh COITHaIHHO-TIONH-
THYECKON MPO30PIUBOCTHIO, HEIOCTAIOIIEH BCEM OCTAIBHBEIM (hopMam
npaktuku. Kak mucan Captp, «1rpo3a — TOTBKO CaMbIi YIOOHBIN HHCTPY -
MEHT JJI peaJM3alHuy ONPEAEIeHHOTO 3aMbICIa), MOTOMY YTO, «KOTIa
aKKypaTHoO, ¢ 3a00TO# 0 TOYHOCTH, clIoBa cOOpaH®l B ()pa3bl, TO B HUX
MIPOCMaTPUBAETCS HAMEPEHHE ...0THATh IPYTHM TOTy4YeHHBIE BHIBOJBI.
...J'oBopuTH — O3HaUaAET NEWCTBOBaTH, JI00as Ha3BaHHAS BEIIb YK€ HE
Ta, KakoW ObLJIa JI0 TOTO, OHA MOTepsiia HEBUHHOCTEY.! CIOBO «aHTaXu-
POBaHHOTOY TIHCATENs OKa3bIiBaeTcs aeicTBrueM. OH oTnaer cebe oTUeT B
TOM, 9TO «0OHAXaTh O3HAYAET — U3MEHUTH. .. Eciii 001mecTBO BIPYyT yBHU-
AT ce0s1, caMm 3TOT (aKT yKe OCITapUBACT MPUHATHIEC IICHHOCTH U 00IIe-
CTBEHHBIN pexuM».? COBpeMeHHas JTUTepaTypa MOCTEIICHHO 0CO3Haa
TO, 9TO «OHA CaMa — UAeONOTHM». HO 3TO MMEET M TOJOKUTENBHYIO CTO-
pony. Jlns nHIMBHAA, 320pOMIEHHOTO B KaTacTpoduIeckoe MpOCTPaHCTBO
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COBPEMEHHOTO CYIIECTBOBAHUS W 3a0JyIMBIIETOCS B HEM, JIUTEpaTypa
SBISIETCS €Ba JIM HE €AWHCTBEHHBIM CPEICTBOM CAMOCOXpaHEeHUs, a Pu-
70cOo(CTBYIOINN THUCATETh CTAHOBUTCS OJHUM U3 NMEPBEUIINX MOpaJb-
HBIX JIesTeleil HEIHEITHETO MUpPa, TOTOMY YTO 3aKJIaJbIBa€T B CBOH TPY-
Il TIOJUTHHHO TYMaHHCTHYECKHH TMOTEHIINA, KOTOPBIA TaKk HEOOXOauM
CEroJIHS JIJIsl TPaBUJIbHOW MOMUTHUYECKOW opueHTauu. 1 eciu TeopeTu-
KU «0(HUIHAIBHOW» KOMMYHHKAIlNH, KaK MPaBHUiIo, paboTaloT HaJ MMOJ-
JiepKaHWeM TO3WIMY MPUBUIETHPOBAHHBIX W HanOoJee BIUATEIbHBIX
clioeB o0IIecTBa, TO JJUTEpaTypa B €€ coueTanuu ¢ prmiocodueii u Hare-
JICHHOCTH Ha 00IIe3HaYNMBbIC UIeH TyMaHu3Ma, popMupoBaHre 0a30BBIX
[IEHHOCTEeH, MOXKET JJaBaTh CMBICIIO)KM3HEHHBIE OPUEHTHPHI 03 OTIIAIKH
Ha COIMalIbHBIE T'pafaluy. 3aKOHOMEPHBIM SBISETCS TO, YTO MHOTHE
00pamarTcs K TUTepaTypHOMY CIIOCcO0y BBIpaXXeHUsI CBOUX UIEH, TOTO-
My KaK MCKYCCTBO CIIOBa B JIEMOKPaTHYECKHX OOIIEeCTBax IOIB3YyeTCs
Oecrnpere ICHTHBIMU BO3MOXXHOCTSIMHU «IIPOJUBATH CBET), BHIBUTATH aJTh-
TEpHATHBHI, 1aBATh MOJUTHUECKUE PEKOMEHIAINH.

Bonee Toro, B moatm3upytorieit Gprrocodckoi MBICIH OTKPBIBASTCS €€
CImocoOHOCTh 0OHAPYKEHUS TaK Ha3bIBAEMBIX CYObEKTUBHBIX UCTHH, OTHO-
CATIMXCS K JKENaHUSAM, YyBCTBAM, HHTYHIIMH. M 3Ta MBICITH MIPU3HAET UX B
KayecTBe OOBEKTHBHBIX HapaBHE C HEJOCTATOYHBIMHU JIJISI COBPEMEHHOTO
MUPOOIYIIEHHS KITaCCHIECKUMHI UCTHHAMH, TIPOBEPEHHBIMU Ha OTIBITE H
CTPOTO OTPaHUYEHHBIMHU B CBOEH OJJHO3HAYHOCTH PAIlMOHANBHBIM, HAY YHBIM
nmuckypcom. Llens enuaenns mureparypsl ¢ GHUIOCOPCKAM KOHIIETITOM CBO-
TUTCSI K TOMY, YTOOBI TPEICTABUTh 3HAHUE HE KaK MBICIIMMOE B TEPMHHAX
MIPOTHUBOIIOJIOKHOCTH 00BEKTa M CyOBhEKTa, HO KaK CYOBCKTHBHPOBAHHOE
3HaHHWE, B KOTOPOM IIPOMCXOIUT MPEOIONICHHE ITOM TPaAUITHOHHON AJIS Kiac-
cuieckoi ¢puocodun onmo3unnu. B coBpeMeHHBIX yCIIOBUSAX HETIpHUEMITe-
MOW SIBIIIETCS caMa BO3MOXXHOCTH CBEICHHS PAa3HOPOJHOTO MHUpPA K ABYM
MIPOTHBOIIOIOKHOCTSM, IPUYEM TIPH YCIOBUH, YTO OAHA U3 HUX 00513aTelb-
HO yCTaHaBJIHMBAET HaJ APYTOW CTPOTHUH KOHTPOIb, TEM CaMBIM HCKIIOYast
3apoXKICHUE JTI000TO AWAIOTA.

KommyH#uKaIms He CBOAUTCS K Ieperade U YCBOSHUI0 HH(POpPMAIHH.
3mech 0043aTeIbHO HATNYHE ONIPEIeTICHHOTO YPOBHS KOMIIETEHTHOCTH, CO-
OuroieHre S36IKOBBIX HOpM. Helb3s He yIuTHIBATh, UTO MPH CTOIKHOBEHH-
X C APYTHMH COOOIIeCTBAMH, OTHIM U3 CITIOCOO0OB MPEOAOTIEHHS YCTOSIB-
IIFXCSL HOPM, CIIOKHUBIIUXCS MPENPACCYIKOB, HIEOJIOTEM SBISIETCS HCCIe-
JIIOBAHUE SI3BIKOBOTO TOJIS B ACIEKTE BO3MOXXHOCTEW MOHUMaHUS U
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MepeBOAUMOCTH. Takoe mccienoBaHne HE MOXET OTPaHHYMBATHCS aJeK-
BaTHBIM NIEPEBOJIOM MHOCTPAHHOTO SI3bIKa, OHO BBIXOAWT 3a €T0 MPeIeIbl U
3aTparuBaeT MOHMMaHWE NCTOPHIECKOTO KOHTEKCTa, B3aMOIEHCTBHE TI0-
3HABaTENLHOTO M [EHHOCTHOTO, HAYYHOTO M BHEHAay4YHOTO. CII0XXHOCTD B
YCTaHOBJIEHUH KOMMYHHKAITUHU CBSA3aHa C TeM (PaKkToM, YTO Jake IJIS JF0-
IeH, MpUOOIEHHBIX K OJHOW KyJBType, OJHU U T€ JKE CIIOBA MOTYT UMETh
pa3Hble 3HAYCHHS, HE BCET/a MOAIAIONINeCs YeTKOH /e QUHUIIIH, HE TOBO-
PS yKe 0 TOM, YTO OTH 3HAYCHHS 329aCTyI0 IIePETaroTCsl KOCBEHHBIM 00pa-
30M. J[mamor BKJIFOYaeT B MPOIiecC KOMMYHHKAITMH U HHTEPIIPETAIIHIO T10-
HATHANA, KOHTEKCT H, YTO HEMAJIOBAXKHO, TBOPUYECKYIO HHTYHUIHIO, BOOOpa-
KEHHUE, 4eT0 HEBO3MOXKHO JOCTUYH 0€3 CPeICTB MO3THUECKOTO si3b1ka. Ho,
HECMOTpS Ha BCE NIEPEUNCIICHHBIE TPUEMBI, TIOCTPOSHHUE JUAIOTa Ha MTpaK-
THKE OKa3bIBAETCS HEMPOCTHIM.

ITo aTO¥ TeMe pa3paboTaHO MHOXECTBO KOMMYHHKATHBHBIX TCOPHH.
Hampumep, norndeckas Teopus quanora He MMOApa3zyMeBaeT B3aHMMOIPO-
HUKHOBEHHS CTOPOH, OTKpEITOCcTH J[pyromy. 3mech oOmieHne BO3MOKHO
TOJBKO B OXHOW 3apaHee BBHIOPAHHOW IIOCKOCTH, TO €CTh 0o J[pyroit
JOJDKEH BCTaTh HA MOW TIO3WINH, INOO ST BBIHYXKJEH NOTYMHUTHCS. [
Hpyroro S u dpyroit mis MeHsT — 00BEKTHI, HA KOTOPHIC MBI HAIIPABIICM
HaIll B3[JISABI C IETBI0 TO3HAHUS, MAaHUITYISIITNH U T. 1.. [Ipu Takom ob1e-
HUW MBI Yallle BCEro XOTHUM BHJETh B J[pyroM ckopee CXOICTBO C HaMHU
CaMHMH, HEKETH OTINYHSI, M €CITH HE JTOCTUTAETCS IeITb, 3aKITI0YaroIIasics
B «IIpUPYYECHAN» 3TOTO UyXKOro, TO 3TO U CO3AAET CaMyI0 OONIBIITYIO yTPO-
3y HaleMy MOHATHOMY, IPUBBIYHOMY H TIpefickasyemMomy Mupy. [IpotnBo-
MoJIOKHAsT (DEHOMEHOJIOTHYECKasi TPAJUIMs TEOPUH KOMMYHHKAIUH, BO
MHOTOM BEPHO JIeNIaeT aKIeHT Ha TOM, YTO TOJUTMHHBIN TUATIOT MOXKET pa3-
BHBATHCS TONBKO MPH yCIOBUU HAJUYHs JOBEPUTEITHHBIX UEIOBEYECKUX
otHOmeHnH. CiexoBaTeabHO, BCAKOE CO3HATENBHOE CTPEeMIIEHNE K eI ,
KakuMU OBl OJTarUMH HU ObUTH HaMEpPEHUS! yYaCTHUKOB, YHHUTOXAET Ha-
JIOT, TIOCKOJIBKY JIMYHBIE [IETTH OKa3BbIBAIOTCS, BO— MEPBHIX, MPErpaioil Ha
ITyTH HETIOCPECTBEHHOTO PHUHSTHS APYTOTO, @ BO-BTOPHIX, IPETATCTBY-
I0T PACKPBITHIO COOCTBEHHOW cyIMHOCTH.® U 3/1ech MBI CTaJIKHBaeMCs C
TaKoW CHTyaIllii, KOT/Ia BO3HUKAET BOMPOC: HE OKA3BIBAETCS JIM JaHHOE
TpeboBaHNE a0CONMFOTHOTO JOBEPHS CIHUIITKOM HUACAITBHBIM /IS JTFONIEH, TIpH-
HaJUIeKalIuX K OIHOM KYIbType, U B NMPHUHIIUIIE HEOCYIIECTBUMBIM JIJIS
YYaCTHUKOB, HMMEIOIINX KyJIbTypHBIE paznudusi? OTBET, KOHEYHO, JOJDKEH
HCKJII0YaTh COMHEHHE B CaMOW BO3MOXXHOCTH YCTAHOBJICHHUS JHANOTA.
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[IpakTrka moka3bpIBaeT, 4TO MPEXKAE, YeM yCTAaHOBUTH MOTMHHBIN THAJIOT,
YYaCTHHUKH JOJDKHBI MMETh B3aMMHBIA MHTEpEC APYT K APYTY, U3HAYAIb-
HYIO TIPEIpacToOKEHHOCTh K BOCIIPUATHIO OmNbITa J[pyroro, nHa4de oH
OyZeT OTTOPTHYT, OCTAHETCS He3aMEUeHHBIM, W B JIyUIIeM CiIydae — MoJI-
BEPTrHYT KPUTHIECKOMY OcMBIciieHn 0. KpoMme Toro, Bce, 4To Kacaercs 00-
mierus ¢ Yyxumu, Bceraa COnpsiKeHO ¢ HEKOTOPOH CTETIEHBIO HAIPSKEH-
HOCTH, HEJJOBEPHS Ml HEPEAKO COTIPOBOKAACTCS TIIYOMHHO WHCTHHKTHBHBIM
YyBCTBOM OTMACHOCTH. M B TO ke BpeMs Jaxke Takoe oOIIeHUe SBISETCS
MO3UTUBHEIM. OHO BBIBOAWT HAC M3 PAaBHOBECHS M, YTOOBI M30aBUTHCS OT
OTIACHOCTH yTPO3BI M HEOJOINMOTO OECITOKOWCTBA, HABESTHHOTO HEU3BECT-
HOCTBIO, 3aCTABIISIET HAC JIBUTATHCS, BRIOMPATh METOMBI 3aIIUTHI, BEIITH 3a
TIpeZIeNTbl CBOeH OTpaHMYEHHOCTH, BEICTPAanBaTh METOIBI KOMMYHHUKAIIUU U
HaIPSHKEHHO MCKaTh BO3SMOKHOCTh YCTAaHOBJICHHS JHAIIOTA.

[IpuxomuTcst KOHCTaTHPOBATH TOT (PaKT, UTO AHATTUTHIECKHE TIPAKTUKH,
METOAO0JOTUYECKHUM palnoHaInu3M He MO3BOJIAI0OT HAUTH Moaxos K JIpyromy.
ITormManne MOTYT OOecTiedrBaTh CKOpee HHTYHIINS, BOOOpakeHne, TBOp-
YEeCTBO W MPUHIUIUATBHAS OTKPBITOCTh. B 11e1mom, Isi KOMMYHUKaTHBHOM
MPAKTHKHN aKTyaJIbHOW CTAaHOBUTCS HE aKajemudeckas (Guiocodus, a Ku-
Basl, KOTOpask BOIIPOIIAET O YeJIOBEKEe, CMBICIIE €T0 MOCTOSHHO MEHSATOIIEHCS
KHU3HU, U KOTOpas MPEAINOIaraeT B3auMHOE KOHCTHTYHPOBAaHUE €IWHOTO
CMBICJIOBOTO TIOJISI TOHUMAaHFWIS, TIOMOTasi OCMBICIIATE TITyOMHHBIE OHTOJIOTH-
YecKHe M TCHUXOJIOTHIECKHe CBA3H 4eloBeka ¢ MupoM. Cama KOMMYHHKa-
THUBHAs MPaKTHKA B (popMe enrHEHHS TNTEPaTypPHOTO CIIoco0a OIMMCaHUI 1
¢$rIocoPpCKUX KOHIETIHNA HATPSIMYIO CBsI3aHa C OTKPBITHEM JIJIS €BpOIIeHcC-
KOTO MBIIUIEHUS TPAJULIMKU TO3TU3UPYIOLEH BOCTOUHON MyapocTu. U BO
MHOTOM B paMKax JaHHOH MPOOJIeMaTHKH MPOUCXOIUT CETOIHS BBICTpanBa-
HUe araiora GrrocoQCKuX KyIbTyp, TTIABHON IEIhI0 KOTOPOTO CITY>KHUT pac-
[IpEHe MAPOBO33PEHHUS, PACIIBET TPAIUINI C COXPAaHEHNEM WX WHIUBU-
JyalTbHOCTH.

JIro60e mpon3BeieHNE UCKYCCTBA KOHCTUTYHPYET CYKICHHE, IPECTaB-
5151 c000H 0COOBII CITOCO0 yCTaHOBICHU KOMMYHUKaun. U, mpex e Bce-
T0, 3TO KacaeTcs INTEPaTyPhl, TOCKOJIBKY SI3BIK YeJTOBEKA SABISIETCS YCIOBH-
€M ero CIIOCOOHOCTH BUAETD, ABUTATHCS, MBICITUTD, U KaXXI0€ U3 ATHX AEH-
CTBHUU OH mpeoOpaszyeT B KOMMYHHKaNHO. Jaxke ecnu yTBEpKIaTh, 9TO
MCKYCCTBO CYIIECTBEHHO HH HA UTO HE BIUSAET B 9TOM MHPE, BCE PaBHO IPH-
XOJIUTCS PU3HATH, YTO OHO 3aCTaBIISIFOT MBICIUTH U MEHSTH HAIIH YCTOSB-
IIHECs MPEICTABIEHHS O PUBBIYHBIX Beax.*
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B EBpore TenaeHIIsI CHHKPETHIECKOTO enuHCTBA (hrimocodcekoro u xy-
JIO’KECTBEHHOTO TTOJICH CBOE HanOoIee SIBHOE BRIpaKeHIE 0OOHApyKuia B hu-
nocodeknx mronax Opanrm (K. Hemes , I1. Pukep, FO. Kpucresa, XK. [lec-
coH 1 ap. ). Ho Bce ke OombImii MHTEpEC B TaHHOU CBSI3H BBHI3HIBACT €€ CTa-
HOBJIEHWE W BBI3pEBaHWE B aHATUTHYECKON Tpaguiuu. B sTom cmbicie
HE00XOIMMO YIIOMSHYTh (hPHI0CODCKO-INTEpaTypHOS TBOPUECTBO beprpana
Paccena, n3BecTHOro B OCHOBHOM KaK OJJUH M3 OCHOBATENEl aHATUTUYECKON
¢dbunocodun, GUIOCOPUH JOTHIECKOTO aTOMHI3Ma, HO CO BpEMEHEM 3aKOHO-
MEpPHO TPHUIIEANIETO K JUTEPATYyPHOU (OopMe M3IOKEHHUS U K TTOITUIECKUM
BO3MOYKHOCTSIM $I3bIKa, TEM CAMBIM CHITPABIIETO 3HAYUTENBHYIO POJb B CTa-
HOBJICHHSI COBPEMEHHOM KOMMYHHUKanu. Paccen oqHUM 13 TIEpBbIX B aHAJIH-
THYECKOH cepe BBICTYITIII B 3aIUTy MeTahOPUIHOCTH B S3bIKE, TOKA3bIBA,
YTO XOTS CTPOTHH WACATBHBIN S3bIK, KOHEUHO, O€3yTpedeH, HO MBI HE MOYKEM
TTOJIb30BAThCS IM B JKU3HU (COBPEMEHHBIE HCCIIEAOBAHNS aHITUHCKUX (DIITO-
co(hOB IMOATBEPAMIIH B paMKaX TEOPHH JIMHTBICTHUECKOW MHTEPIIPETAINH, YTO
HE CYIIECTBYET pa3HUIIBI MeXAy MeTadopol U CTPOTHM ITOHATHEM, OHA MO-
JKET BBITBUTHCS JIUIITH B OMPEICIIEHHOM KOHTEKCTE). YKe K CeperHe JBaIIa-
Toro cronerust Paccen B cBoeM JIMTepaTypHOM TBOPUYECTBE PACIINPSET ITOHS-
THE PaIOHAIEHOCTH, CTAHOBHUTCS MIPEABECTHIKOM ITOCTHEKIIACCHIECKOH pa-
[HOHAJIBHOCTH, KOTOpasi coueTaeT B cebe JIOTHYeCKHe OCHOBAHHS C
KYJIBTYpPHO-HCTOPUIECKUM KOHTEKCTOM. TOJEepaHTHOCTh MCKYCCTBa JIUTEpa-
TYPHOTO TTOBECTBOBaHUS MO3BONMIA Paccey 10 M3BECTHOW CTENIEHH BMEC-
TUTH B CBOM PabOTHI BECh MPE/IIIECTBYIOIINI OMBIT HE TOIBKO CBOEH KYIBTY-
PBI, HO M OIIBIT MUPOBHACHUS ApyruX KyaeTyp («[Ipodnema Kuras»®). bept-
pan Paccer cran ofHAM 13 TIEPBBIX 3aITaHBIX MBICIUTENEH, ICHO O CO3HABIIINM,
YTO C PE3KO BO3pOCIIEH KOMMYHHKAITUEH, Ype3BbIUaliHO MHTEHCUBHBIM B3au-
MOJIEHCTBHEM KYNBTYP, YeJIOBEYECTBO KaK HUKOT/IA HY)KIAeTCs B paBHOIIPaB-
HOM JIMAJIOTe, KOTOPHIH SBISETCS OCHOBOM B3aWMOIIOHHMAaHHS B COBPEMEH-
HOM Mupe. Bo MHOTOM Onaromapsi ero TpyJam u3Ha4daiIbHO c(hopMUpoBaBIIe-
€Csl B paMKax XyJI0’KeCTBEHHOTO MUPOBH/ICHHS MPEICTABIEHHUE O IIEIOCTHOCTH
MHpPa, BOSMO)KHOCTH PaBHOMPABHOTO COCYIIECTBOBAHUS PA3IMYHBIX TOYEK
3peHws, IIEHHOCTEH, TUTFopaTi3Ma METOI0B, TIOCTETIEHHO CTajI0 IIPOHUKATh U
B Apyrue obiacty 3HaHWSA. Bo MHOTOM o7 BIMSHHEM TakuX He3aypsTHBIX
MeIcuTeNel kak b. Paccen, eBporretickas ¢umocodrs moCTeeHHO 0TKa3a-
JIach OT MPUTSI3aHNHN Ha YHUBEPCATBHOCTh, MOHOJIOTH3M H TIPEACTABISET CO-
00lf MHOTOYPOBHEBBINA THAJIOT, B KOTOPOM JItOOBIe (PrutocoCcKue IMIKOIBI U
HampaBlIeHUS UMEIOT PaBHO3HAYHYIO IIEHHOCTb.
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Oco0y10 aKTyaTbHOCTh KOMMYHHUKATHBHBIE TEOPHUH TIPHOOPETAIOT B TTe-
pHOA TIT00ATN3aIMOHHBIX POIIECCOB B MUPE, KOT/Ia MBI IMEEM JieJI0 ¢ (hop-
MHUPOBaHUEM OTKPBITHIX, TECHO B3aMMOIEHCTBYIONINX M B3aWMOCBSI3aHHBIX
Kyneryp. Hama noBceqHeBHas cpena oOIIeHNsT HAIOJTHEHA MHOTOYHCIICH-
HBIMH CHMBOJIMYECKUMH KOJAMH, OTIPE/IeTICHHBIM HaO0pOM CPEACTB KOMMY-
HUKATUBHOTO B3aumMozeicTBus. [1pu obmennu ¢ JIpyruMu MBI HCTIONTB3yeM
MO/IENIN ¥ TAKTHKY ITOBEIEHUS, KOTOPhIE MPUHUMAJIHCH U, KaK IIPaBUIIO, 3aK-
PETUISIINCH B HAIIEH COIMOKYIIBTYPHOM Cpefie B X0/Ie HCTOPHIECKOTO pa3Bh-
THs. BMecTe ¢ HUMH MBI BOCTIpUHUMAEM M CTEPEOTHIIBI, KOTOPBIE, HAJI0 CKa-
3arb, HE BCeTa HeBepHEI. [Ipy CTOJTKHOBEHWY ¢ WHOM KYJABTYPOH HaI co0-
CTBEHHBIH HAaOOp CTAaHIApPTHHIX THIOB M MPABHUJ OOIIEHUS MOXKET HE
cpabarbIBaTh, a HECOBIBITUECS OKUAAHUSA MEXY YYaCTHHKaMHA KOMMYHH-
Kalli¥, YBeIHMUeHNe TPYAHOCTH B COTIACOBAHUHM HHTEPECOB 3a9acTyr0 000-
padnBAIOTCS IPUIMHON BOSHUKHOBEHUS KOHMIMKTOB. HeyMeHne HaiTH au-
ajior B XX BeKe MpHBEJIO K TOMY, YTO MOABJISFOIIAst 9aCTh KOH(PIUKTOB HO-
CUJa HalMOHANBHBINA Xxapakrep. [lomuTudeckas obcTaHOBKAa B MHpE HE
OTJIMYAeTCs] CTa0MIIBHOCTHIO, MHOTHE HHCTUTYTHI pab0TaroT HaJa TBOpUEC-
KHM CO3/IaHFIEM HOBBIX 3HAYEHHUU 1 CPEACTB KOMMYHHKAINHU. B paMKax Mex-
KyJIBTypHOW KOMMYHHUKAIIFH OHU TIOMOTAIOT C(hOPMYINPOBATh HEKHE 00IINe
W7ealTbl ¥ IIEHHOCTH (TOJIEPaHTHOCTh, paBHOTIPABHE TPAJAUIINH, ITHKA H TI0-
JUTHKA OTBETCTBEHHOCTH, ¥ JIp.). Ho potiecc co3manms eIMHOTO OISt KOM-
MYHHKAaTHBHOT'O B3aMMOJICHCTBHS HE MPOXOANT Tanko. Hampumep, mpuHs-
ThI€ H3HAYAIFHO B Ka4eCTBE 0a30BHIX TaKHE «OOIIeUeIOBEYECKIEY, YHIUBEP-
calbHBIE IIEHHOCTH KakK IpaBa 4dejoBeka (cOpMHUpOBABIINECS, KCTATH,
OTHOCHUTENFHO HeTaBHO — B 310Xy [IpocBemnienns) oka3bIBaloTCsl BO MHOTOM
HECOBMECTHMBIMH C TOJUTHYECKUMH M KyJIBTYPHBIMH OOBIYasiMA MHOTHX
ctpad Boctoka. U 3mech Ha TOMOIITL MOXKET MPUUATH 0OITUPHBIH humocod-
CKO-JINTEPATYPHBIA OMBIT, BRIPAXKAIOMINKA MOMIHHHYIO CYITHOCTE JTI000H
KYJIBTYPBI, TIPEICKa3bIBAIONIIH TEPCIIEKTHBHI B3aNMOACHCTBHUS PA3TMIHBIX
KOJIOB M CPEJICTB Tepenadrd HHPOPMaIlii, U BCETAa YyTKUH K HOBBIM TEH-
JEHIMSIM ¥ HOBBIM KOMMYHHUKATHBHBIM ITPAKTHKAM.

DaxTHYECKH, MOKHO CJIENaTh BHIBOJ O TOM, YTO HOBas JINTEPATypHO-
XyIOXKeCTBeHHAs (hopMa BEIpaKeHHS (GHIT0CO(CKON MBICITH, BO MHOTOM Chop-
MUPOBaBIIASCA O] BIUSIHUEM BOCTOYHOW MYIPOCTH, M SBISIOMIAs cOO0
pa3BUTHE KOMMYHHKAIIMA HA HOBOM YPOBHE, IOMOTAET YEITOBEKY HE TOIBKO
OCO3HATH €r0 MECTO B MHUpE, HO U OKa3bIBaeTcs 0a30i, Ha KOTOPOi ocyIe-
CTBIIIETCS CETONHS AMaiior KyiasTyp. HoBas meromonorusi CBOAMTCS K Ha-
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XOXKICHUIO TOHUMaHUS, OpUEHTHPYIOIIEroCs He CTOIBKO Ha CXOJICTBE, CKOJTb-
KO Ha pasnuumu. biaromaps 3ToMy MBI IOCTEIIEHHO YXOAWM OT 3alaJHOMN
MapaauTrMbl CO3aHNS IMHCTBAa B MHOTOOOpa3HuH 1 MepexonM K Ooree Hei-
TpaJIbHOMY MHOTOOOPA3MIO B €INHCTBE.

THE PROBLEM OF COMMUNICATION
AND PHILOSOPHICAL DEVELOPMENT
WITH RESPECT TO CONTEMPORARY REALITY

Maria ROZANOVA

State Petersburg University, Russia

Philosophy simultaneously reflects concrete aspects of culture
while being a product of its intellectual flourishing. The close intercourse
and interaction between nations and has given rise to the need to under-
stand the basis for these contacts and this communication. The most impor-
tant basis is founded on common values. Philosophy is the instrument that
helps us analyze the contemporary needs of mankind and choose and de-
fine the main values people hold in common throughout the world. In the
twentieth century, philosophy helped to develop bridges between different
individual and national outlooks.

The exchange of ideas between philosophers of West to East regarding
the specificity of cultural and philosophical existence has been fruitful, for it
has opened new horizons for Western philosophy. What appeared, at first sight,
to be two perfectly incompatible opposite cultures % East and West % has, in
combination, formed original unity. Which explains why the problem of com-
munication has become very popular. New theories of communication have
simultaneously arisen in many academic disciplines, until we now have a pleth-
ora of communicative theories reflecting many different viewpoints. For ex-
ample, the logic theory of dialogue does not refer to filose friendly exchanges
between participants based on openness to another. It refers only to a certain
type of dialogue: should another person accept my position or my principles,
or I should accept his? The purpose of this kind of dialogue is manipulation,
and the participants in and the substance of this communication are just ob-
jects. On the other hand, the phenomenological theory of communication says
that real dialogue can be possible only if the participants are open to each other
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and they exchange confidential human attitudes. In this type of dialogue, un-
derstanding can promote intuition, imagination, creativity and openness, where-
as analytical practice and methodological rationalism cut off the opportunity
for closeness. The latter approach has made a significant contribution in the
development of communications in diverse fields, including psychology, soci-
ology, philosophy, and also literature.

Literature is a special case. Literature is informed by ordinary reflec-
tions, but it formulates and transforms them in a way that the theoretical
concepts have influence on ordinary thinking and daily practice, thus chang-
ing them. So literary communication has a practical importance, including
political. It plays a very positive role. For the individual who has lost himself
in the catastrophic space of contemporary existence, literature gives the unique
means of self-preservation, humanistic potential, which is necessary for cor-
rect orientation.

For example, some of the ideas in Bertrand Russell’s literary work, “The
Problem of China,” can be helpful in solving actual problems in the dialogue
of cultures. In this book, Russell concludes that European values cannot be-
come common in every culture. For instance, the western ideal of human
rights is unacceptable to many people of other civilizations. It is not a “uni-
versal” principle .

At the beginning of the 20" century, Russell sought to protect China’s
distinctive culture from western rigid aggressive politics that were tending
to eradicate its originality by substituting the original Chinese values with a
European or American lifestyle. Russell sought to reverse the trend. Accord-
ing to his opinion eastern values such as tolerance can give a positive contri-
bution to western culture and to solve many problems in this way.

Russell was one of the first philosophers of the West to proclaim the
idea of real equal dialogue between different civilizations. Through this dia-
logue we gradually move from the western conception of creation of unity in
variety toward the more neutral variety in unity.

Russell research regarding China ascertained that analytical practice and
methodological rationalism do not allow understanding of other cultures. Only
a more phenomenological approach involving intuition, imagination, creativi-
ty and openness can provide understanding of other cultures. The rapidly chang-
ing world is too complex to be fully understood using classical philosophical
notions. Conventional philosophical discourse is too old, too simple, primitive
and rational for understanding, explaining and capturing the essence of the
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processes of the external and internal world. Literary language is much closer
to life as it allows for the expression of emotions, feelings and more subtle life
processes. Literary language is not so rigid and rational as the special language
of classical philosophys; its limits are not so narrow.

Bertrand Russell became one of first westerners to realized that the
increased communication of the modern age would lead to extremely in-
tensive interaction among cultures, and mankind, as never before, requires
equal dialogue based on mutual understanding. Thus, philosophy as es-
sence of culture appears not only the form of uniqueness of cultures, but
also their generality.
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BEYOND POSTMODERNISM:
TOWARD AN AESTHETIC OF TRUST

Thab HASSAN
Milwaukee, Wisconsin, USA

Introduction

My theme is the evolution of postmodernism, or rather, our own evolu-
tion in postmodern times. Since I owe readers clarity and concision, which
have all but abandoned us in academe, let me focus the issue at the start.
What lies beyond postmodernism? Of course, no one knows; we hardly know
what postmodernism was.

But questions have a way of inveigling an answer. I will offer a double
response in the form of two, major intertwined themes : postmodernism ex-
pands into geopolitical postmodernity while seeking to become a postmod-
ernism not of suspicion but of trust. The braided strands of this proposition
may define the cultural code of our moment. How?

What Was Postmodernism?

Let us step back for a moment. What was postmodernism in the first place?
I am not at all certain, for I know less about it today than I did some thirty years
ago. No doubt, that is because I have changed, postmodernism has changed,
the world has changed, and historical concepts, unlike Platonic Ideas or geo-
metrical forms, suffer the tyranny of time.

Of course, postmodernism was born in strife and nursed in contention; it
still remains moot. Lock ten of its foremost proponents in a room, and watch
the blood trickle under the door. Hype and hyperbole, parody and kitsch, me-
dia glitz and ideological spite, the sheer, insatiable irrealism of consumer soci-
eties all helped to turn postmodernism into a conceptual ectoplasm. I cite —
from an essay called “From Postmodernism to Postmodernity” — four current
exemplars of the phenomenon, nearly at random:

1. Frank Gehry’s Guggenheim Museum in Bilbao (Spain), Ashton Rag-
gatt McDougall’s Storey Hall in Melbourne (Australia), and Arata Isozaki’s
Tsukuba Center (Japan) qualify as postmodern architecture. They depart from
the pure angular geometries of the Bauhaus, the minimal steel and glass box-



es of Mies van der Rohe, mixing aesthetic and historical elements, flirting
with fragments, fantasy, and even vulgarity.

2. In arecent encyclical, titled “Fides et Ratio,” Pope John Paul II actu-
ally used the word postmodernism to condemn extreme relativism in values
and beliefs, acute irony and skepticism toward reason, and the denial of any
possibility of truth, human or divine — in short, from the Church’s point of
view, incipient nihilism.

3. In cultural studies, a highly politicized field, the term postmodernism
often surrenders to postcolonialism, the former deemed historically feckless,
being “unpolitical” or, worse, not political in the right way. Postcolonialism
is deemed a serious concept, postmodernism a light one.

4. In Pop culture, postmodernism — or PoMo as Yuppies call it insouci-
antly —refers to a wide range of phenomena, from Andy Warhol to Madonna,
from the colossal plaster Mona Lisa I saw advertising a pachinko parlor in
Tokyo to the giant, cardboard figure of Michelangelo’s David — pink dayglo
glasses, canary shorts, a camera slung across bare, brawny shoulders — ad-
vertising Kon Tiki Travel in New Zealand.

What do all these have in common? The answer is familiar by now:
fragments, hybridity, relativism, play, parody, pastiche, an ironic, sophistical
stance, an ethos bordering on kitsch and camp. So, willy nilly, we have be-
gun to gather a family of words applying to postmodernism; we have begun
to sketch a context, if not a definition, for it. (More ambitious readers can
consult Hans Bertens’ The Idea of the Postmodern, the best and fairest intro-
duction to the topic I know.)

But who needs definitions nowadays, anyway? The desert grows, the desert
grows, Nietzsche growled only yesterday, and our mouths now parch with de-
definition, with disbelief. Still, rather than construct bizarre tables, contrasting
modernism with postmodernism, as certain critics have done, I propose to en-
gage postmodernism in ways that may lead us through it, beyond it.

The Equivocal Autobiography of an Age

In 1784, Immanuel Kant asked, in a celebrated essay, “Was ist
Aufklirung?” The question was taken up by Michel Foucault, though we do
better to ask ourselves, in terms of this particular occasion, “Was ist Post-
modernismus?”’ How could we ever share the historical poise of the punctual
thinker of Konigsberg? Versed in suspicion, inward with incredulity, vota-
ries of decenterment, pluralist, pragmatic, polychronic, we can hardly privi-
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lege our moment as Kant privileged the Enlightenment. Instead, we betray
an abandon of belatedness, a delirium of reflexivity, a limitless anxiety of
self-nomination. Who am I, who are we — is that not the chorus of the mo-
ment? Perhaps postmodernism can be defined, after all, as a continuous ex-
ercise in self-definition. Or perhaps we can simply call it the equivocal auto-
biography of an age.

This is not altogether flip: two pivotal points are at issue here. One re-
gards the hermeneutic seductions of postmodernism in developed societies.
The other relates to the crisis of identity, driving geopolitics in the postwar
era (I will return to that idea in discussing postmodernity). Let me begin with
the former.

Autobiography, as we all know, is a verbal interpretation — not simply
recollection, not simply construction — of a life. So is postmodernism a col-
lective interpretation of an age. More than an artistic style or historical trend,
more than a personal sensibility or zeitgeist, postmodernism is a hermeneu-
tic device, a habit of interpretation, a way of reading all our signs under the
mandate of misprision. I simply mean that we now see the world through
postmodern-tinted glasses. Rabelais? Look at all those excesses of parody
and pastiche, all those paratactical lists. Sterne? Please, don’t be obvious.
Jane Austen? See all those self-reflexive ironies, those subtle deconstruc-
tions of squirearchy not to mention phallocracy. And so it goes (as Vonnegut
would say). Moreover, it’s all true, or at least partially true. But not even a
Jatwa would induce me to consider Rabelais, Sterne, and Austen postmod-
ern or, preposterously, pre-postmodern.

Certainly, we read history from the vantage of the present; certainly
we write history as narratives, tropic and revisionary. But this gives us
no licence to cannibalize our past to feed our flesh. History, too, has its
pragmatic truth, its otherness, which refuses assimilation to our needs,
our desires. History, too, requires our tact, our respect, our trust: I mean
that measure of intuition, empathy, and self-discipline enabling every cog-
nitive act.

I hope you do not think I have lost myself in the labyrinths of postmod-
ernism. Words like truth, trust, tact are key to the idiom of this paper, and I
will return to them, repeatedly. For the moment, however, I wanted simply to
suggest that postmodernism could be understood as a kind of autobiography,
an interpretation of our lives in developed societies, linked to an epochal
crisis of identity, the other pivotal point.



A Global Crisis of Identity

What, then, is that global crisis of identity? Look everywhere, the evi-
dence chills the blood, boggles the mind. Fortunately, some sane and read-
able books, like Michael Ignatieff’s Blood and Belonging and Amin Maal-
ouf’s In the Name of Identity, help us to awake from this particular night-
mare of history. The latter work is especially pertinent here, though I can
summarize its generous argument only in the baldest terms.

Maalouf calls for the acceptance of multiple and dynamic identities,
without prejudice to any; he rejects, in all of us, a single, static, essential
self, “deep down inside,” coercing other allegiances. And he insists on re-
spect, reciprocity, non-exclusiveness, in the exacerbated traffic between fields
of cultural force, anthropological zones, estates of personal being. Still, since
modernity is so often perceived as “the hand of the stranger” in many cul-
tures, the shadow of suspicion, indeed of outraged rejection, falls on the
West, especially on the United States. In this nexus, a free spirituality, loose-
ly attached, or even unattached, to the need to belong, may prove salutary.
Maalouf concludes by enjoining us to act and to dream:

We must act in such a way as to bring about a situation

in which no one feels excluded from the common civilisation
that is coming into existence, in which everyone may be
able to find the language of his own identity and some
symbols of his own culture; and in which everyone

can identify to some degree with what he sees emerging

in the world about him, instead of seeking refuge in an
idealised past (163).

That is, indeed, the practical dream of a pluralist postmodernity. But
how is that crisis of identity relevant to postmodernism itself? And how do I
distinguish between postmodernism and postmodernity?

In the past, I resorted to a neologism, “Indetermanence,” to interpret post-
modernism. I meant to designate two decisive antithetical, but nor dialectical,
tendencies: indeterminacy and immanence. (See “Culture, Indeterminacy, and
Immanence” in The Postmodern Turn and the “Postscript” of The Dismember-
ment of Orpheus.) Since then, the double process of “localization” and “glo-
balization,” as every CEO now glibly says, has become dire. What I had hinted
has become the daily grist of our news: I mean the sundry movements of seces-
sion, decolonization, separatism, on the one hand, and the fluent imperium of
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high-tech, media capitalism, on the other — cargo cults here, satellites there, the
Taliban in one place, Madonna everywhere. In sum, cultural postmodernism
has mutated into genocidal postmodernity (witness Palestine, Bosnia, Kosovo,
Ulster, Rwanda, Chechnya, Kurdistan, Sri Lanka, Sudan, Afghanistan, Tibet...).
But cultural postmodernism itself has also metastasized into sterile, campy,
kitschy, jokey, dead-end games or sheer media hype.

To these changes, the world responded with vast changes of its own,
changes that I describe as postmodernity.

From Postmodernism to Postmodernity

This brings me to the first, braided theme of this essay: namely, the
expansion of postmodernism into postmodernity. It is as if the breaks, the
indeterminacies, of the former have turned into tribalism (postcolonial fac-
tions), and the immanences of the former have accelerated world interac-
tions (globalization). I say “as if” because I distrust large and symmetrical
explanations.

In any case, the horrendous facts of postmodernity invade our lives con-
tinually: diasporas, migrations, refugees, the killing fields, a crisis of person-
al and cultural values seemingly without parallel in history. Therefore, we
may be forgiven to conclude: a specter is haunting Europe and the world —
the specter of Identity. Can we wonder that its ghostly steps lead everywhere,
from the jungles of the Philippines to those of Peru, from the ruins of the
World Trade Center to the wastes of Gaza, from the tenements of Belfast to
the mosques of Kashmir?

Some will proffer socio-economic explanations, the inequities of north
and south, west and east, which feed the iniquities of the world. Some will
adduce vast conflicts of civilizations, which, since 9/11, have given Samuel
P. Huntington renewed plausibility. And some will cite sociobiology, the “epi-
genetic rules” of E. O. Wilson or the “mass soul” of Elias Canetti, hard-
wired in our species. Yet none of these facts suffices alone, as Amin Maalouf
would agree.

Beyond postmodernism, beyond the evasions of poststructuralist theo-
ries and pieties of postcolonial studies, we need to discover new relations
between selves and others, margins and centers, fragments and wholes —
indeed, new relations between selves and selves, margins and margins, cen-
ters and centers — discover what I call a new, pragmatic and planetary civil-
ity. That’s the crux and issue of postmodernity.



But how establish this civility without borders?

Needless to say, short of omiscience, short of omnipotence, I find no
answer to this query. But I can try to put certain ideas, certain words, into
play, words that we have forgotten in academe, words that need, more than
refurbishing, reinvention. I mean words like truth, trust, spirit, all uncapital-
ized, in addition to words like reciprocity and respect, sympathy and empa-
thy, so central to In the Name of Identity. Here twines the second strand, or
major theme, of the essay.

Truth and Trust

If truth is dead, then everything is permitted — because its alternatives,
now more than ever, are rank power and rampant desire.

True (pun intended), we no longer share an absolute, transcendent, or
foundational Truth. But in daily life, we distinguish well enough between
truth and falsehood, from little white lies to darker deceptions. It is repug-
nant to pretend that the atrophy of transcendent truths licenses self-decep-
tion or justifies tendentiousness — truth is not pravda.

Truth is a single phoneme, but it carries the curse of miscellany, of sun-
dry semantemes. There is traditional truth: what myth and tradition hold to
have been always so. There is revealed truth: what a divine, sacred, or super-
natural authority declares as true. There is the truth of power: what a tyrant
proclaims, believe it or die. There is the truth of political or social or person-
al expediency: it would be good for the party, or for the community, or for
my own interest, to assume such to be the case. There is truth as correspon-
dence: in naive science and empiricism. There is the more sophisticated truth
of scientific falsification: a theory is held true until disproven. There is truth
as coherence: in the arts, especially music, in mathematics and logical sys-
tems. There is the truth of a poetic intuition: for instance, Yeats’s quip that
we “can refute Hegel but not the Saint or the Song of Sixpence.” There is
subjective truth: what you intensely feel or experience or desire becomes
incontrovertibly so. There are probably other kinds of imbricated truths, and
they all revert to some underlying axiom or belief.

William James knew this nearly a century before Rorty or Derrida. In
Pragmatism, he acknowledges the fecund diversity of truth, a truth, he says
“made, just as health, wealth, and strength are made, in the course of experi-
ence” (143). But this is not an invitation to cynicism, self-interest, or ideo-
logical mendacity. For at the heart of James’s own philosophical practice is
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an idea of trust: truth rests not on transcendence but on trust. This fiduciary
principle is epistemic, ethical, and personal all at the same time, since our
trust must also depend on another’s trust, and our faith, James remarks in
The Will To Believe, ““is faith in someone else’s faith, and in the greatest
matters this is most the case” (9). Hence the self-defeating character of rad-
ical relativism, of extreme particularism, which denies reciprocity, denies
both empathy and obligation.

Epistemic trust flows, in Western cultures at least, from evidence, logic,
dispassion, trial, doubt — from intuitions and speculations, too, that can earn
our unselfish assent. Altruism, like self-criticism, is conducive to trust. Such
trust, [ have said, is fragile. “How can one and the same identical fact expe-
rience itself so diversely?” James asks in A Pluralistic Universe (94f). And
in the end — I repeat, in the end — he answers that our “passional natures”
must decide “between propositions, whenever it is a genuine option that
cannot by its nature be decided on intellectual grounds” (W,11). But these
“passional natures,” I wonder, have they no cognizance of broader restraint,
a larger reference?

The question reclaims maligned universals. Both social determinism and
cultural constructionism find them anathema. Yet universals, not Platonic
but empiric, abound. For instance: languages; human emotions; marks of
status; ceremonies of birth, marriage, and death; gods, spirits, taboos and
their rituals; not to mention sociobiological imperatives like the sixty-seven
cross-cultural practices Wilson lists in Consilience (160f.). Human beings
are not a terra nullius colonized by myriad systems of signs. Human beings
also create themselves and recreate their environments, and chance and ae-
ons of biological evolution help shape their lives. (To hard-core cultural con-
structionists, I say: browse Matt Ridley’s The Genome Project or Steven
Pinker’s The Blank Slate to see the intricacies of “nature” and “nurture,” no
longer separable in their interactions.) In sum, human beings not only vary
infinitely; they also share a portion in the infinite.

Pragmatic or “soft” universals need not alarm us; they enable both indi-
vidual and collective judgments. Without them, the U.N. Declaration of Hu-
man Rights would vaporize; without them, Amnesty International would whistle
in the wind; without them, jurists at the Hague would sit in an empty court;
without them, Greenpeace or the Kyoto Protocols would founder in the Pacif-
ic. In short, without qualified generalizations, no appeal to reason, freedom, or
justice can stand; no victim can find redress, no tyrant retribution.



I am aware of the arguments against Truth (capitalized), from Nietzsche
to Derrida. Nietzsche offered the best challenge, first in his youthful essay
on “Truth and Lying in the Ultra Moral Sense,” then in his posthumous Wil/
to Power. Truth, he said in the earlier essay, is “a mobile army of metaphors”
(508); truth, he later declared, is an aspect of the “will to power,” thus a
“processus in infinitum, an active determining” (298). But the Truth he pre-
tends to rout is not pragmatic; it is universal.

William James, we have seen, also abandons the transcendental view of
truth, opening it to our “willing nature,” nudging it toward a “noetic plural-
ism,” a process more than state, subject always to contestation. Still, his
view makes place for a will to truth, as strong in certain human beings — the
great saints, artists, scientists, intellectuals — as the will to power or the will
to believe. Does not Oedipus embody, beyond a shady Freudian complex,
that miraculous will to truth — what interest can it possibly serve? — that
implacable will to truth, at the cost of self-destruction, entailing blindness,
bringing a deeper, luminous sight?

Oedipus here is apt. Truth, I have said, rests on trust, personal, social,
cognitive trust. But what is trust? Roundly, I answer: more than consensus,
trust depends on self-abnegation, self-emptying, something akin to kenosis.
It requires dispassion, empathy, attention to others and to the created world,
to something not in ourselves. But, ultimately, it demands self-disposses-
sion. That is why truth and trust remain spiritual qualities — not simply psy-
chological, not merely political, but, above all, spiritual values.

At the mention of spirit, some may grit their teeth. So, put spirit aside, if
you must; I will not insist on a willing suspension of disbelief. Consider
another line of thought. The humanities, by the very nature of their episte-
mologies, can not resist the incursions of history and politics, ideology and
illusion. But that is precisely why the humanities must not yield to their pro-
miscuous incursions, which would degrade knowledge, deface evidence,
defeat answerability. Truth does matter, as we know from Solzhenitsyn’s
Nobel Lecture (a single truth is more powerful than all the weapons of the
world, he claimed); as we have rediscovered in the Sokal Affair. Truth mat-
ters and the “calm sunlight of the mind” (5), as Susan Haack put it in her
wise Manifesto of a Passionate Moderate. We may be all biased, as the je-
june slogan goes, but we are not all biased about the same things, or to the
same degree, or in the same manner, nor, above all, do we all comply with
our biases invariably. Discriminations here are the life-blood of thought,
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nuance is mind. If nothing else, let us recover the truth of tact and nuance,
the trust of intellectual courtesy, which tacitly assumes self-control, if not
outright kenosis.

Realism and the Aesthetic of Trust

I come at last to the aesthetic, to the literary question, in my subtitle:
“Toward an Aesthetic of Trust.”

As you know, Beauty is back in the work of Elaine Scary, Wendy Stein-
er, Charles Jencks, among others — and I am immensely cheered. But I will
consider the aesthetic here from another ambit, that of realism. Realism, you
cry, in 2002, realism? A moment ago, I spoke of trust as a quality of attention
to others, to the created world, to something not in ourself. Is that not the
premise of realism?

Realism is no light matter: it touches the inviolable mystery of mind’s
relation to the world. It refers us to the enigma of representation, the conun-
drum of signs, the riddle of language, the chimera of consciousness itself. So
let us step gingerly here.

Elsewhere, I have presumed to remark on realism in science, philoso-
phy, painting, photography, and literature, concluding that realism, despite
its cunning, is a convention built on answerable faith — something like Santa
Claus. Ernst Gombrich summed it up in Art and Illusion with wondrous con-
cinnity: “the world,” he said, “can never quite look like a picture, but a pic-
ture can look like the world” (395).

And in literature? We all know the epochal work of Erich Auerbach, a
Teutonic hymn to mimesis. But a reader of that work may well conclude that
the great scholar regards the loss of mimesis in modernism with acute ambiv-
alence. The “uninterpretable symbolism” in the works of Joyce and Woolf; the
“multiple reflection of consciousness” leaving the “reader with an impression
of hopelessness,” “something confusing, something hazy...something hostile
to the reality which...[the works] represent;” the “atmosphere of universal
doom” and implied “hatred of civilization” (551) — Auerbach finds all these
distressing in modern literature. At the same time, he fairly recognizes that in
the work of Virginia Woolf “random occurrence” can yield “something new
and elemental...nothing less than the wealth of reality and depth of life in
every moment to which we surrender ourselves without prejudice” (552).

I am not sure that Saul Bellow or John Updike would disagree with
Auerbach. I am not sure that younger writers, like David Malouf (this the



Australian not the French Maalouf now) or Salman Rushdie or Vargas Llosa
or Michael Ondaatje would disagree either. I am not sure that certain quali-
fied postmodernists would fail to recognize the price literature has paid in
renouncing realism altogether. Hence, the innovative, not to say magical,
realism in such novels as Malouf’s Remembering Babylon, Rushdie’s Mid-
night’s Children, Vargas-Llosa’s The Notebooks of Don Rigoberto, Ondaatje’s
Anil’s Ghost (which the author claims to be an accurate description of life in
Sri Lanka, a claim similar to that of Garcia Marquez about life in his native
Columbia).

The critical point here is that literary realism, though it may not suffice,
remains indispensable; its discontents spill into, indeed inform, other genres.

Myself, I believe that Virginia Woolf’s strictures against certain realists —
Mr. Wells, Mr. Bennett, Mr. Galsworthy, as she called them with withering
courtesy — still stand. They are “materialists,” she wrote in The Common Reader,
by which she meant that “they write of unimportant things; that they spend
immense skill and immense industry making the trivial and the transitory
appear the true and the enduring” (187). That has ever been the banal flaw of
realism. Yet Woolf herself had great faith in the possibilities of the novel,
and in the same essay, “Modern Fiction,” she reminds us that there is no
limit to the novel’s horizon, “and that nothing — no ‘method,” no experiment,
even the wildest — is forbidden, but only falsity and pretense” (194).

Only falsity and pretense are forbidden: these words lead to my penulti-
mate section.

On Spirit and the Void

Falsity and pretence stand nearly antithetical to truth and trust. Hence
my interest in what I will call fiduciary realism, a postmodern aesthetic of
trust. Such an aesthetic would assume “negative capability” (Keats), but would
go farther toward self-emptying; as in Shakespeare, Kafka, or Beckett, it
would become acquainted with Silence, with the Void. For Nothing (Noth-
ingness) is the other face of fiduciary realism. Emily Dickinson expressed it
stunningly:

By lonely gift and hindered Words
The human heart is told

Of Nothing —

“Nothing” is the force

That renovates the World
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She might have said as well: “That renovates the Word.” For a realism
of faith must know that Silence or Absence is the ground of language, the
ground of Being itself. This idea, surely central to both modernism and post-
modernism, makes us all acolytes of the void. This intuition, central again to
postmodernism, surely engages spirit as I understand it. But how do I under-
stand, if not define, spirit?

For the last time, I need to step back a little, in order to see past, beyond,
postmodernism. By the late eighties, I have said, I began to wonder how
postmodernism could recreate its best self. Could it take a spiritual turn?
Could the materialist ideologies of the moment open or crack? And what
would spirit mean in our intellectual culture of disbelief? Certainly, it would
not mean atavism, fundamentalism, or occultism; it may not mean adherence
to orthodox religions — Christianity, Judaism, Hunduism, Islam — though it
would not exclude them.

I did not answer these questions, though I made a stumbling start in an
essay titled “The Expense of Spirit in Postmodern Times.” There, with some
encouragement from figures as diverse as Friedrich Nietzsche, William James,
and John Cage, I envisaged a postmodern, spiritual attitude compatible with
emergent technologies; with geopolitical realities (population, pollution, the
growing obsolescence of the nation state); with the needs of the wretched of
the earth; with the interests of feminists and minorities and multicultural
societies; with an ecological, planetary humanism; and perhaps even with
millennial hopes. I could so envisage the prospects of a postmodern spiritual
attitude, without occult bombinations or New Age platitudes, because spirit
pervades a variety of secular experiences, from dreams, creative intuitions in
art or science, and a sense of the sublime, to extraordinary, visionary states,
including the gift of seeing the eternal in the temporal, an apprehension of
primal relations in the universe. Indeed, spirit echoes even in geopolitics, as
in current debates of the idea of Forgiveness with regards to genocides ( see
the references to Ricoeur, Derrida, Morin, Kristeva, among others, in a re-
cent issue of PMLA).

Dictionaries offer many senses of “spirit.” These usually center on some-
thing fundamental to human existence yet intangible, an activating princi-
ple, a cosmic curiosity, a meaning, often religious or metaphysical in charac-
ter, shading into the ethical yet irreducible to it. This bedrock meaning is not
obsolete; for as Saul Bellow noted in his Nobel Lecture of 1976, when dis-
traction increases, so does the desire for essentials. Can that desire be alien



to our spiritual impulses? Is it not alive still in the work of another Nobelist,
Seamus Heaney, who spoke of poetry as a “matter of angelic potential, a
motion of the soul,” and of “tilting the scales of reality towards some tran-
scendent equilibrium” (192, 3)?

Yet spirit does not offer invariable solace. As mystics know — I am not
one — spirit is exigent; it has its harshness, its clouds of unknowing, its dark
nights of the soul. It may begin in agnosticism and end in despair. This is
particularly true in postmodern times, times of irony, suspicion, nihilism.
Yet even nihilism, at its best, can serve as a penultimate form of lucidity.
Thus, as I have insisted, a postmodern spiritual attitude may become deeply
acquainted with kenosis — self-emptying, yes, but also the self-undoing of
our knowledge in the name of something more fundamental than deconstruc-
tion: that is, in the name of Reality.

I have no space here to elaborate this concept of unknowing, of cogni-
tive undoing or nescience, a kind of intellectual via negativa. 1 need only
repeat that fiduciary realism — a postmodern realism, if any — demands faith
and empathy and trust precisely because it rests on Nothingness, the noth-
ingness within all our representations, the final authority of the Void.

But let me conclude now before I vanish into Buddhist nirvana before
your eyes.

Conclusion

My path has been sinuous. Perhaps I can make some amends by carrying
forthrightly the argument to its conclusion, a quasi-utopian conclusion, I admit.

What lies beyond postmodernism?

In the larger scheme, postmodernity looms, postmodernity with its mul-
tiple crises of identity, with its diasporas and genocides, with its desperate
negotiations between local practices and global procedures. To call this con-
dition simply postcolonial is to misperceive our world. For colonialism and
its afterglow cast only a partial light on our condition; colonialism is not the
whole of our history. In this regard, I regret that prominent postcolonial crit-
ics have sometimes chosen to tap the vast, often justified, resentments of our
moment instead of bringing to it fresh, equitable, and true discernment.

We, in our literary professions, must turn to truth, truth spoken not only to
power but, more anguished, truth spoken to ourselves. This can not be sectar-
ian, self-serving truth, which appeals only to partisans and subverts trust.

Trust, I have claimed, is a spiritual value, inward with self-dispossession,
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and in its postmodern form, familiar with the void. For only through nihilism
is nihilism overcome. Our second innocence is self-heedlessness, and beyond
that, “unknowing.” In the Japanese Hagakura, there is a shocking statement,
inviting meditation, not explication: “This man has worth. In the highest level,
a man has the look of knowing nothing” (26). I, for one, would trust such a
man. [ would also trust Voss, in Patrick White’s shattering novel by that name,
who at the end of his spiritual agonies in the Australian desert cries: “Now that
I am nothing, I am, and love is the simplest of all tongues” (291).

Does love have a place in an essay on postmodernism? It does. A postmod-
ern aesthetic of trust, I have argued, brings us to a fiduciary realism, a realism
that redefines the relation between subject and object, self and other, in terms of
profound trust. Are we not close here to something deeper than empathy, some-
thing akin to love? Are we not broaching, beyond realism, Reality?

An aesthetic of trust is, ultimately, a stance toward Reality, not toward
objects. At the far limit, such a stance demands identification with Reality
itself, dissolution of the distinction between the I and not-I. Emerson said it
famously in “Nature:” ““...all mean egotism vanishes. I become a transparent
eyeball. I am nothing, I see all” (10). That is the horizon, infinitely far, at-
tainable only by the elect, toward which fiduciary realism tends.

Irepeat: it is a horizon, seen and perhaps imagined but never reached. But
in the sublunary world we inhabit, fiduciary realism must content itself with
humbler aims. It needs only acknowledge its debt to spirit, its wide attentive-
ness, its intuition of kenosis. Such an intuition may also assuage the trials of
postmodernity, the clamors of identity — sages say, the solution to identity is,
get lost — thus linking our two themes, cultural postmodernism and global
postmodernity. Identities created by an assured way of being in the world flow
toward ultimate mysteries, sometimes called sacred, beyond the horizons of
their assurance. And they can do so without benefit of dogma — church, mosque,
temple, shrine — because spirit finally empties itself out of its own forms.

But even that acknowledgment may put on postmodernists too great a
demand. Perhaps it will suffice, on any good day, for fiduciary realism, to
follow the advice of David Malouf in Remembering Babylon:

...the very habit and faculty that makes apprehensible
to us what is known and expected dulls our sensitivity

to other forms, even with the most obvious. We must rub
our eyes and look again, clear our minds of what we are
looking for to see what is there (130).



Rub your eyes, rub them, please, without undue reflexivity, and without
prejudice to Creation. That is my charge to postmodernists, which I hope is
neither nostalgic nor utopian.
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XYIOXKECTBEHHBIN BKYC U
JAEMOHCTPATUBHOE IIOTPEBJIEHHUE

HOpame YEPHABUYIOTE

[IpoGteMbI KyJIBTYpBI CETOHS HAXOASTCS B IEHTPE BHUMAHHUS HE TOJb-
KO Y ryMaHUTapHBIX HayK — punmocodnn, HCKyCCTBOBEICHHS U T.1., HO JI0-
CTaTOYHO MHTEHCHBHO pa3pabaThIBAIOTCS CONMAIBLHBIMU HayKaMHt — COIIHO-
JIOTUEH, SKOHOMUKON B TAKUMU «IIPHUKIATHBIMID TACIUTUINHAME, KaK Map-
ketuHT. C IPUXOIOM B TPAAWIIMOHHO «TYMaHUTapHYIO» 007acTh Kak ObI
CIYXKUX» el TI0 IPUPOJIe AUCIUTUIHH, TPATUIIMOHHBIC TPOOIEMBI U TOHITHS
KyJIBTypbl «BBICBEUHMBAIOTCS» C APYTOW CTOPOHBI M TAKMM 00pa3zom obora-
IIaeTCs COBPEMEHHOE TIOHATHE KYJIBTYPHI B TIEJIOM.

OmHUM U3 TaKUX TPAAUIIMOHHO TYMaHUTAPHBIX TIOHATHIH SBIISETCS TIO-
HATHE XYIOKECTBEHHOTO BKyCa, KOTOPOE MPUCTAIHFHO aHATH3UPOBAIN TEO-
petukn dpunocodnn uckyccTBa, HaunHas ¢ X VIII Bexa. B XVIII Beke xymo-
JKECTBEHHBII BKYC MMOHMMAIIN KaK CyOBEKTUBHYIO CIIOCOOHOCTH OIOCPEIO0-
BaTh CO3€pIlaHNe OOBEKTHBHO CYMIECTBYIOMEH KpacoThl. B 3T0 Bpems
OKOHYATEITFHO CMEHWINCH YCTAaHOBIIEHHBIE €IIe B aHTUYHOM MHpPE KaHOHBI
KpacoThl, KOTOPBIE TOHUMAJIMCH KaK 3aJJaHHbIe TIPUPOIOH, M TPAHCIIEHICHT-
HBIE YEJIOBEYECKOMY OIIBITY.

Nnvmvanywt Kaat B «KpuTrke CrioCOOHOCTH CY>KIIEHHUSD) YTBEPK A, 4TO
XyII0’KECTBEHHBIN BKYC SIBIISICTCS aBTOHOMHO# chepoii, KoTopas He TIoaBep-
YKeHa BIFSTHUIO CO CTOPOHBI. IMEHHO KaHTOBCKast TEOPHS Xy/I0KECTBEHHO-
O BKyCa Jlajla Ha9aJio TEOPUH «UCKYCCTBa PaIi ICKYCCTBa», KOTOPas B CBOIO
O4yepelb CTalla ONOPOM /I 3aLIUTHUKOB TaK HA3bIBAEMOU «BBICOKOW», 3JIH-
TapHON KyJBTYpHl B IMCKYCCHH O JOCTOWHCTBAX W PA3IMIUIK MEXTY TO-
MTYJISIPHOM/ MacCOBOH («HU3KOW») KYJIBTYpOH ¥ DIIUTAPHOU KYJIBTYpOH WIIH
HMCKYCCTBOM KaK BBICIIIEH TYXOBHOW JAeATEIHHOCTHIO. CTOPOHHUKY dTOU Te-
OpHH BKyCa yTBEPKIAJIH, YTO UCKYCCTBO SBIAETCS peIIeKCHel Xy0KECTBEH-
HOTO TE€HUS, Ha KOTOPYIO HE JTOJDKHBI HAKJIA[IBaThCsl HUKAKHE COLMATHHBIE
Y SKOHOMUYECKHE OTpaHIUeHUS. XYIOKHUK-TEHUH - UCKITIOUNUTENbHAS JTHd-
HOCTb, KOTOpas, 1Mo cioBaMm Onyapna lllumnca, «He momkHa obparars BHA-
MaHHWe Ha aBTOPUTETHI U 3aKOHbBI 00IIecTBay.! HeKoTOphIe aBTOPBI XymT0XK-
HUKOB OOBSBHIIM OCOOBIM KJIACCOM, HOPMBI M CTPEMJICHHS KOTOPOW HeTo-
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HATHBI TpocTakaM. Buxrop [foro nmuca, 9To Xyg0>KHUKH OT POCTHIX «CMEp-
THBIX» OTIIMYAIOTCSI HE TOJIBKO CBOEH T€HHaIbHOCTHIO, HO OHH HCTIOITHSIOT
POJb «CBSIIEHHBIX» BOXKACH HApO/Ia.

B acretnueckux Teopmsax XX Beka HCKYCCTBO BCe OOJBINE HAaIMHACT
MMOHUMAThCA KaK CyOBEKTHBHBIN OIBIT, OTPAKAIOIINHA CYyTy0o JHMYHYIO HH-
TEPIIPETAINIO XYIOKHUKOM €TO OKPY’KAIOIIero MUpa. DCTETHYECKUH OITBIT
JUTIIACTCSI CBOCH OOBEKTUBHOM OCHOBBI, a TIOTBITKA HAWTH YHUBEPCATHHBIC
Y BeYHBIE CTaHIAPTHI XyJ0)KECTBEHHOTO BKYCa BBITVISIAT HILUTIO30PHBIMH.

B 1o Bpems, Kak 3cTETHUECKHE TEOPHH OTKAa3BIBAIOTCS MUCKATh 0OBEK-
THUBHBIE CTAHIAPTHI XyI0KECTBEHHOTO BKYyCa, pa3BUBAIOIINECS COITHATBHEIE
HAyK{ Ha9WHAIOT aHAJIM3MPOBATh, KaK pa3Hble CONMAJbHBIE CPEeIbl POPMHU-
pyroT BKyc. Hampumep, COIMONOTHS UCXOOUT U3 MPEANIOCHIIKH, 9TO TTOJIO-
KEHHE B COIMAIBHOW CTPYKTYpe, HApuUMep, Kiacc, BIUIET Ha HHTEPECHI,
MOBe/IEHNEe M yCTaHOBKH Jrofei. IIpencraBurenn conmmanbHBIX HayK TpH-
3HAIOT, YTO CTAHJAPTHI XYI0KECTBEHHOTO BKyCa MOT'YT MEHATHCS, OBITh pa3-
HBIMH 1 HECOBMECTUMBIMHU U BCE€ OHH COCYIIECTBYIOT B MHOTOKYJIBTYPHOM,
CJI0HO CTPaTH(HUITIPOBAHHOM COBPEMEHHOM OOIIIECTRE.

IIpoGmemsbI BKyca B COMATIBHBIX HAyKaX CTAN 00bEKTOM IPUCTAITBHO-
TO BHIMaHWSI ITapauIeIbHO CO CTAHOBJICHHEM COBPEMEHHOT0 00IIIecTBa Mac-
COBOTO TIOTPEOICHNS 1 MOSBICHUS HOBOTO MCTOPUIECKOTO (heHOMEHa — Te-
JIOHACTHUYECKOTO MOTPEOUTEINS, BEIXOAIA U3 HOBOTO CPEIHETO Kilacca.

OpnHOI 13 IEPBBIX MOTIBITOK COBPEMEHHOTO aHAJTN3a BKYCa B COITUATEHBIX
HayKax SBISIETCS paboTa aMepHKaHCKOTO dkoHOoMHcTa Topcreiina Bebnena
«Teopus mpazgHOTO KiTaccay, BeimeAmas 1899 romy. B atoii kaure aBTOp
BIIEpPBBIE BBOANT B HAyYHOE OOPAIEHIE CaMO MTOHITHE «I€MOHCTPAaTHBHOTO
MOTPeOICHNS» U MBITACTCS JeTAIBHO OOBSCHUTH IPUPOLY U MIPHUUHBI pac-
MIPOCTPAHEHUS TAKOTO MTOBEACHHUS. Teopus AEMOHCTPATUBHOTO ITOTPEeOIeHUS
YTBEPKAAET, YTO TIIABHBIM MOTHBOM, 00y CIIaBIMBAOIINM TOSIBIIEHHE HOBBIX
KeJIaHWH, sIBIseTCS 3a00Ta 00 YTBEP)KASHUH HITH YBETHICHNN COIIMATEHOTO
craryca. YToObl OHATH WHAYCTpHAJIbHBIE OOIIECTBA, HAAO BBISICHHUTDH, HE
KaK TIPOM3BOJATCS TOBApHI, HO KaK OHM MPHOOpeTatoT 3Ha4eHus. Taxoe 3a-
MeUYaHHe CTaJI0 BAYKHBIM JIOTIONTHEHHEM HaWBHOM TPaJAHWIINK MaTEepPHATUCTH-
YECKOTO YTHIIHTAPHU3MA.

T. BeGiien B cBOel KHUTE YTBEPXKAACT, YTO HHIUBUYaTbHBIC PA3THINS
Y TIOApakaHWe SBIAIOTCS OCHOBHBIMH MOTHBAMH B COIIMAJIFHOM B3aWMO-
neiicteum. llenp HakoruIeHNsT 60TaTCcTBa - HE TOJNBKO YBEIHMYUTH MOTpede-
HUE, HO  aKKyMYyJIHPOBaTh 3HAKH MTOYETa: HHCTUTYT COOCTBEHHOCTH cop-
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MHPOBAJICSl BO BpeMsI XHIIEHU JKEHIIINH Kak Tpodesi, Kak CPeCTBa IEMOH-
CTpaIliy MY’KCKOM BacTu. borarcTeo yka3siBaiio Ha «HCKIIOYHTEITHHOCTE)
Y UCTIOTH30BAIIOCH KaK CPEJICTBO IEMOHCTPAIINH CTaTyca, a TAKKe CTUMY-
JUPOBAJIO 3aBHUCTH M MOApAKAHHE.

B o0mectBe, OCHOBaHHOM Ha CTaTyce, COCTOSTENbHBI MHIANBU pac-
rmoJlaraeT ABYMSI OCHOBHBIMH CITOCOOAMH JUIS YTBEPXKACHUS COIMAIHLHOTO
MIPEBOCXOICTBA OOraTcTBa. ITO AEMOHCTPATHBHAS MTPA3THOCTD, T.€. IEMOH-
CTpaIusi BO3MOXHOCTH MOTPEOISITh BpeMs He ISl TPOM3BOICTBA U IEMOH-
CTpaTUBHOE MOTpeOIeHre, MOTUBOM KOTOPOTO SIBJISIETCS HE MpsiMast ToJb3a,
a IeMOHCTpanus (rMHaHCOBOTO IPEBOCXOACTBA. [leMoHCcTpaTnBHOE OTPEO-
JICHNE OTKPBIBAET IyTh HHAUBUAY K MPECTIKY B OOIIECTBE, B KOTOPOM 00-
raTCcTBO MPU3HAETCS OCHOBHBIM MTPU3HAKOM CTaTyca..

JemoHcTpaTtnBHOE TOTpeOIeHre CBSI3aHO C KyJIBTypOU ITUTHI, KOTOpast
TaKKe CUTHAM3NUPYET TMPEBOCXOACTBO CTaryca, TpeOys «KyJIbTypHOU JKU3-
HW: «3HAHUS MEPTBBIX SI3BIKOB M OKKYJIETHBIX HAayK; IPAaBUIHLHOTO THUCAHMUS,
CHUHTaKCHCa M TIPOCOIUH; Pa3HBIX (JOPM JOMAaITHEH MY3BIKH B APYTUX JO-
MAIITHUX UCKYCCTB; a B KOHIIE KOHI[OB, MOJAHOM OJIE/IbI, MEOEITH U IKHIIa-
e, UTp, CIIOpTa U MOPOANCTHIX KUBOTHBIX, TAKUX KaK COOAKH M CKaKOBBIE
nomagy. .. ».> Bee anurapHbie GOpMBI BKyca M KyJIBTypa CBUACTEIBCTBYIOT
0 TIPa3THOM MOTPEOICHNN BpeMeHH. XOPOIIHe MaHEePHI, pa3BIeUYEeHUS — ITO
MOJICTaBHOE TTOTpeOIeHNe, KOTOPOEe CUTHAIM3UPYET O CTaTycCe.

JleMOHCTpaTHBHOE pacTOYNTEIHCTBO BPEMEHH M BEIEH MMEET U JIPY-
TOW KYJBTYPHBIA CMBICIT: TIECTOBAHKE ICTETUICCKUX CTIOCOOHOCTEH: «pas-
BHTHIH BKYyC, paMHIPOBAHHBIE MAHEPHI K 00pa3 KU3HU SBIISIOTCS TIOAXOIS-
M JTOKa3aTeITECTBOM XOPOIIETO MPOUCXOKACHHSA, TOTOMY YTO XOpoIlee
BOCTIMTaHHE TPeOyeT BPEMEHH, CUIT ¥ PACXOJI0BY.>

T. Bebnen odeHsb SICHO TTOKa3all ClIO0c00, KOTOPBIM BKYC U OTHKET BBIC-
IIero KJlacca HauWHAET JOMUHUPOBATH B OOIIECTBE W CTAHOBUTCS OOIINM
CTaHIapTOM XOPOIIIETO BKyCa, KOTOPBIN KaXKIbIl cTapaeTcs MpuHATh. Conn-
aJTbHBIE TPYIIIBI MK KJIACCHI HE MBITAIOTCS MEPEHATh BKYC U MaHEPHI COIHU-
ATBHOM ANHTHI HANPSAMYIO, a CKOpee TeX TPy, KOTOpble 3aHUMAIOT TI0JI0-
YKEHHE HETIOCPEICTBEHHO HaJl HUMU. TakuM 06pa3oM B 00IIeCTBE CO3AaeT-
Cs1 MHOTOCTEIIEHHAs CHCTeMa BKyCOB M MaHep. BebieH 000011aeT CBOIO TOUKY
3pEHHUS CIEAYIOMNM 00pazoM:

«...KaXIbIi KJIacC UCIBITHIBACT 3aBUCTDh M TSHETCS K KJIacCy, CTOAIIEMY Ha
COITHAJIBHOM JIECTHHUIIC CTETICHBIO BBIIIE, ITPH DTOM PEAKO CpaBHUBAsA cebsic TEMH,
KTO HaXOAUTCS HUXE WIJIN 3HAYUTECIBHO OIIEPEKACT €r0. () HOpMa puitn4e-
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CTBYIOIINX JJOXOJOB, KAK U OCTaJIbHBIE HOPMBI OJIarONPHCTOWHOCTH, BBI3BIBAIO-
IIHE COMEPHUYECTBO, TPAKTUUECKH YCTAHABIMBAIOTCS TEMH, KTO 3aHHMAET Clie-
IYIOIIYIO CTETeHb MOYTeHHOCTH. TakuM 00pazoM, 0COOEHHO B OOIIECTBE, TAC
KJIaCCOBBIE Pa3JINyMs HECKOJIBKO pa3MBITHI, BCE KAHOHBI IIOYTEHHOCTH ¥ Oaro-
IPHCTOWHOCTH 1 BCE yCTAHOBKH HA ONPEACIICHHBIE YPOBHU OTPEOICHUS BOCXO-
JST TIOCTENEHHBIM 00pa3oM K 00bIYasM M IPUBBIYHOMY MBIIIIEHHIO CaMOTO
BBICOKOTO B COIJHAIEHOM H JCHEKHOM OTHOIICHHH KJlacca — MPa3gHOro Kiracca
Oorarsix. (...) IMEHHO 3TOT KJIacc OIpeeseT, Kakoif 00pa3 Ku3HU OyneT mpu-
HHUMaThCsl OOLIECTBOM KaK OarompusITHBIN U IIPECTIKHBII).*

T. Bebien yka3pIBaeT 1Ba CMBICIIAa IPEKPACHOTO: ICHEKHYIO KPacoTy
Y TaK Ha3bIBaEMYIO BPOXKICHHYIO WUIH HICTHHHYIO Kpacoty. [lenexxHas kpa-
COTa yBEJIMYNBAETCA B 3aBUCUMOCTH OT IOPOTOBHU3HHI TpeameTa. Ho cBs3b
MEXJIy KpacoTOM W LIEHOHW He SIBISAETCS TaKOoW MpsSMOM M 0CO3HaBaeMOM:
€CITM KaKOW-TM00 IpeIMET JIOCTABIIAET HE TOIBKO 3CTETHIECKOE YIOBOIb-
CTBHE, HO U MOXKET OBITh MCIIONB30BAH /IS MPAKTHUYECKUX IIeIeH, ero ac-
TeTHYecKas IIEHHOCTh YMEeHbIIaeTcs. | a30H, 3aBeIeHHBII CaT0BOJOM, MO-
XKeT OBITh OoJice MPEeKpacHBIM, YeM MACTOMIIE, XOTS 3TO TPYIHO CKa3arh,
s Ha HUX. [loMUMO TEeHeXHOUW KpacoThl, JIONW UMEIOT CIIOCOOHOCTH
OTIIMYUTH KUCTUHHYIO» KPacoTy OT «ACHeXHOW». Hampumep, 3Tn 1Ba mpuH-
ITATIa KPACOTHI B3aMMOJEHCTBYIOT B Moie. Mojia SIBIIsIeTCS THITHIHOH (op-
MO# pacTOYMTENbCTBA: KOTAA MOAA Ha KaKO- TO CTHIIb MPOXOAHT, Mpes-
MET TepsIeT IEHHOCTh, XOTA er0 (PU3UIEeCKOe COCTOSHHUE MOXET OBITh OT-
nunaHeIM. Onexaa sABiseTcs TIaBHBIM (OPYMOM JAEMOHCTPATHBHOTO
MOTpeONIeHNs TTOTOMY, YTO OHa BHaWMa. Ho Ha cMeHy MOABI BIUSIOT U
JIpyTHe IPUYHUHBL: e€CJIM OBl Ha Hee BIUsJIa TOJBKO JeHeXKHAas KpacoTa, OHa
ctaja OBl Bce JOpOXKeE, y)KacHee u rporeckHee. Ecnm 661 Mofa ciemoBana
TONBKO TPHUIINITY «UCTUHHOW KPAacOTBI», OHA MOCTETIEHHO MpHIiIa OBl K
coBepleHHOU kpacoTe. Ho 3To HuKora He ciyuutcsi. Mojia siBnsieTcs He-
MpeCcTaHHBIM KadaHUEM MEXAY dTUMH JAByMS MPUHIINIIAME: BPOXKJICHHBIN
BKYC MCIPABIIAET U3IUIIKA MOJIBI BpeMs OT BpEMEHH.

T. Bebien cuutai, 94To BKyC BYyJAbTapU3NpyeTCs, KOTAa CTaHAAPTHI XO-
poIIero BKyca CITyCKAarOTCS HIDKE IO JIECTHHUIIE COLMAIbHON HepapXuu.
BynerapHsiii BKycC MOSIBIIIETCS TOTA, KOT/a MOTpedIeHne U moTpediseMbie
MIPEIMETHI CTAaHOBITCS BCe Ooiee BaYKHBIMU CHMBOJIAMH CTaTyCa M KaXKIBIH
X0UeT MX MpHoOpecTH, KaKk TOIBKO Y HETO MOSBISETCS JOCTAaTOYHO JCHET
IIpenmeTs! Kak OBI OTPHIBAIOTCSA OT WX M3HAYAIBHOW CBS3H CO CTHJIEM JKU3-
HU. OHU CTaHOBATCA CBOOOTHO MEHIEMBIMH 3HAKAMHU CTHJIS )KU3HHU U COITHU-
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ATPHON 3HAYMMOCTH. DTO CO3/IAeT BIIEYATIIEHHE TIOBEPXHOCTHOCTH M 0€3-
BKycHs, 0 koropoMm mucain T. Bebnen. [loaToMy coBpeMEHHBIE TEOPETHKH
CUHUTAIOT, YTO OH CTaJl IEPBOOTKPHIBATEIIEM TEOPHU KUTYA M MOJIBI KMTYA.

Ha Teopuro memoncTparuBHOTO mToTpedienns T. Bebiena moxoxu 60-
Jiee TIO3THHE WCCIIEOBAHIS COITHATBHOTO COITEPHUYECTBA H PA3IINYNs, CPe-
IV KOTOPBIX Hambouree n3BecTHa Teopus (panimysckoro connomnora I1. Byp-
Ibe. DTH TEOPUH TIOAYEPKUBAIOT, YTO COIIEPHUUYECTBO 32 COIHAIBHYIO pec-
MeKTabeTbHOCTh CBSI3aHO C Pa3HBIMU CTHIISIMH JKM3HU U CKIIOHHOCTHIO
VIIYYIINTh U KYJIBTHBHPOBATH BKyC. BBIMIECTOSAIME KIIACCHI BCET/Ia CKIIOH-
HBI OTJIIMYUTH Ce0sl OT HUKECTOAIINX KJIACCOB, KOTOPbIE UM MOJPaXKaIoT.
[ToaToMy cTaHOBATCS BaKHBIMU PA3IAUHS B KAYECTBE U CTHIIE, PE3yIBTaTOM
KOTOPBIX SIBIAETCS TAaK HA3bIBAEMBIH SIATAPHBIN BKYC U 3CTETHKA.

HawnbGoiee BIusATEIPHOW COBPEMEHHON TEOpHEH BKyCa B COMMAIBHBIX
HayKax CTaja Teopus pazinueHus/pasrpanmdcHus (distinction) dpanirysc-
xoro conmoiora [Ieepa bypase. HamomoOue Bebnena, oH yTBEpKIaeT, 9T0
BKYC ()OPMUPYET COCTSA3aHHE 3a CTATYC: «XOPOIIHHA BKYC» SBISIETCS MapKe-
POM pasNUYeHus] B JBOWHOM CMBICIIE — pa3iudas M HAAENssl IIOYeTOM TeX,
KTO 3asBJISIET, 9YTO BIACIOT M. «BKyc kimaccudumupyer, ¥ OH KIaCCU(UIIH-
pyer kiaccudukaropa» (Taste classifies, and it classifies the classifier»).®
Ho B ommmunm ot BeGnena, bypane yTBepKaaeT, 9To BKYC HaIEsIeT mode-
TOM HE ITOTOMY, 4TO SIBJISIETCS CHTHAJIOM SKOHOMHYECKOTO O0TaTcTBa, HO KaK
BEIp@XEHHE OOraTcTBa, KOTOPOE TI0 CBOCH MPHUPOJIE SBISETCS KYITBTYPHBIM.
Bxyc ecT HepaBHOMEPHO pacIipeielIeHHas CTOCOOHOCTh TOCTyTa K CHMBO-
JTUYEeCKUM M MaTeprajbHBI KilaccaM 0ObEKTOB M MpakTUK. Bmecte ¢ ycra-
HOBKaMHU, pedepeHIisiMA, MaHepaMHi 1 MaHJaTaMH 00pa30BaHUS OH SIB-
JISIETCS] KOMITOHEHTOM KYJTBTYpHOTO KannTaja, KOTOPHIH IepegaeTcs BO Bpe-
MS CJOXXHOTO IpoIlecca CONMWAaNHW3aldi MOCPEACTBOM CEeMbU U
00pa3oBaTeIIbHON CUCTEMBI.

Bypape mombiTancs pa3BUTH CBOIO TEOPHIO O KyJIBTYPHOH MPHPOJE TT0-
TpeONeHns: yTBepKaast, 4TO MpHUpoa NOTpeOIeHNs ABIAETCS KyIbTYPHOU —
OTPeOIIsis, MBI FICTIONB3YEM H IEMOHCTPUPYEM Halll BKYC WIIH CTHITh. BKyc He
SBIISIETCS MHANBUIYaJIHHBIM KallPH30M — OH CTpaTH(UITMpoBaH. MBI MOXkeM
Ki1accu(UIHPOBATH CTPYKTYpY BKyca, pasznuyas
«rHTeeKTyanbHbIi» (highbrow), «memanckuit»(middlebrow) m
«Hepa3BUTHIN»(lowbrow) BKycC AJIst pa3HBIX THITOB KYJIBTYpPHIL. JTa KIIacCU(H-
KaIus BKITFOYaeT He TOIBKO pa3iinyre, HO M HepapXuio, Kak HalpuMep, MeKIy
TEMHU, KTO JIFOOUT OTIepy M TeMH, KTO JTI0OuT BapheTe. I1o maenuto I1. byprse,



58 Kpame YEPHABHYIOTE

3Ta KJIaccuUKaIs He ONMHUpaeTcs Ha caMH Beld (MX BHYTPEHHIOIO IIEH-
HOCTB) — 3TO KiIaccu(UKanus pa3HbIX CTPYKTYpP BKycCa M CETh OKUAAHAN O
npedepeHITUAX JTIOIEH M3 pa3HBIX KJIacCOB. DTa CeTh IpedepeHITHI COIH-
aJLHO Opranmu3yeTcs yepes «habitus» wim CTpyKTypbl CKITOHHOCTEH. Bypabe
WHTEpeCyeT OObSICHEHHEe, KaK 3TH THIIBI CTPYKTYp BKyCa ¥ CTHIIEH KU3HU
BO3HHUKAIOT U KaK OHU (PYHKITMOHUPYIOT conHaibHO. JleMOoHCTpupys Hain
BKYC, MBI YKa3bIBa€M JIPYTHUM O HaIlleH COMMATBbHOMN MO3UITMH. Ecii 51 BBIO-
paut omiepy, a He My3BIKaJIbHYIO KOMEIHIO, BBl MOYKETE CIENIaTh BBIBOJL O MOEM
00pa30BaHUH M KIIACCOBOW MO3UIINH, TOXO/IaX W COIMAIFHBIX aCTIHPAIHSIX,
a TaKke 0 COOTHOIICHUN MEXTy MOMM SKOHOMHYECKHUM U KYJIBTYPHBIM TI0-
noxeHneM. Bwl MoxeTe kiaccupuIrpoBaTh B CHCTEME KyJIBTypHOU Kitac-
cr(HKaIIH, KOTOPYIO 5 IPOIEMOHCTPHPOBaJ (MOH «BKyC»). Bkyc moHmMa-
€TCsI KaK «KyJIETypHO BEIOPaHHBIHY, a HE KaK BHyTpeHH:IsI IeHHOCTh. Ho BKyc
HE SBISIETCS COIMAIFHO BRIOPAHHBIM: BKYCHI TECHO KOPPEITHPYIOT C COIIH-
aJBHBIM pa3eNieHreM, B IEPBYIO ouepens KiaccoBbiM. CTparndukanus co-
[IUANTBHOTO TOPAa3/IENIeHNsI COOTBETCTBYET KYNBTYPHOU cTparudukanuu u
nepapxuu. PasHple BKyChl HIMEIOT pa3Hble CTENCHH CONHATHHON JIETUTHM-
HocTH B oOmiecTBe. KynbTypHast penpoayKIus Mo3TOMY BKITIOYAaeT pa3HbIe
(hOpMBI KOHKYPEHIIMA U BIACTH, B KOTOPBIX HHIANBHUIBI 1 MHCTUTYIIHHA CHIIb-
HO 3aMHTEPECOBAHEI, B TIEPBYIO OUepeb KOHKYpPEHITHEH 3a TOCTYI K [IeHH-
MOMY «KYJIBTYPHOMY KamuTaiy». B 3ToM mporecce KyiapTypa TOHUIMAETCs
KaK TI0JIe KJ1accoBOW O0OphOBI M KOHKYpeHIMH. Ho KymeTypa HE TOIBKO Jie-
TEPMHUHHPYETCS KIIACCOM, CKOpee KYJIbTypa caMa CTaHOBHTCS CPEICTBOM
KIJIACCOBOM KOHKYPEHIINW C TIIaBHOHM pOIbI0 B (DOPMHUPOBAHUH, PETPOTYK-
IIUH ¥ TpaHCOPMAIINH KIACCOBBIX CTPYKTYp. [IprMep ToMy — «HOBBIH cpe-
HUH KJ1acC», KOTOPOTO BHIJIENSIET HOBOE TIONOKEHHUE B TIPOU3BOACTBE (cepa
YCIIYT ¥ KYJIBTYpHast HHAYCTPHS), TIPOTHBOPEUHBAS MTO3UIUS B KIIACCOBOM
CTPYKTYpE ¥ JIEMOHCTPANHA BBICOKOTO W HU3KOTO KyJIBTYPHOTO KaIuTaIa.
DTO TOCTABISAET EMY HEYIOOCTBO B CBSI3U C CYIIECTBYIOIIEH nepapXxuei BKy-
Ca M B TO JK€ BPEMS TOOIIPSIET €T0 COOTBETCTBOBATH HOBOW CXEME KyJIbTyp-
HBIX Pa3MHYUil U JETUTUMHOCTEHN, KOTOPYIO OH MOJKEH MCIOIB30BaTh IS
3alIUThl CBOUX HMHTEPECOB B SKOHOMHUYECKOM, COIMAIBHON U KyJIBTYpHOMH
cepax. bypare pazandaer SKOHOMHYECKHUH KaUTal ¥ KyJIbTYPHBIA KalTv-
TaJ — aKKyMYJIHPOBAHHOE 3HAHNE W KOMIIETEHITUIO, KaK UCTIOIb30BaTh KO
JETUTUMHON KYIBTYPHI (HAlpuMep CIIOCOOHOCTH OIIEHWBATh COBPEMEHHOE
MCKYCCTBO HJIM 000PYIOBATH JIOM C «XOPOIINM BKyCOMY). Kaxkapiit u3 aTux
KaIUTaJIOB BKITIOYAET «HEPAPXHUU JETUTHMHOCTI»: HAIIpUMeEp, CYIIECTBYET
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«JIETUTUMHAS KYJIBTYPa» — BRICOKOE NCKYCCTBO M MY3bIKa, TSI KOTOPBIX BKYC
YCTaHABIMBAIOT MPU3HAHHBIE aBTOPUTETHI (KPUTHUKH, YICHBIE, KOJJIEKITHO-
Hepsl). Kak 9acTh Ki1accoBoro habitus BKYC SIBISETCS OMHAM U3 DJIEMEHTOB
cucTeMbl mpedepeHIIni U AUCTIO3UITHIA, KOTOPBIE BOCTIPUHUMAIOTCS KaK CBO-
00HO TIPUHSATHIE COIMATFHBIMU ar€HTaMH, HO KOTOPBIE BIIOJTHE OTPa’KaOT
WX 00BEKTHBHOE KJIacCOBOE TONOkeHue. HecMoTps Ha BUAMMOCTH, BKYC
SBJISIETCA PA3BUTOMN, a HE BPOXKICHHOW CKJIOHHOCTBIO.

1. Bypabe KpUTHKYET «YHCTYIO» ICTETUKY MPEKPACHOTO, KOTOPYIO pa3-
paboran . KanT. Ero riaBHBIN apryMeHT IPOTUB YnCcTO# dcTeTnkn M. Kan-
Ta COCTOWT B TOM, YTO OHA CKPBIBAET CBOE KIIACCOBOE MPOMCXOKICHHUE U
WHTEPECHI MOl KaXyIINMCcS OOBEeKTUBHBIM M HE3aMHTEPECOBaHHBIM (haca-
oM. 3HAMEHHUTY0 aHTHHOMHEIO BKyca WM. Kanra, copmynupoBaHHyIO B €r0
«Kputnke cnocoOHOCTH Cy>KAECHUS, 9TO YyBCTBO MPEKPACHOTO TPEOyeT, 4To-
051 OHO OBIIO yHHBEpcabHBIM — [1. Byp/be npITaeTcst pemuTs SMIupHyec-
kuM ciocobom. OH yTBEp)KIaeT, 4T0 BKYC MPAaBSIIETo Kilacca BCeraa eCTh
JIETUTUMHBIA BKyC 0011ecTBa. Ho 3TOT IErUTUMHBIN BKYC HE €CTh HCTHHHO
XOPOIIMHA BKYC: B JEHCTBUTEIHHOCTH HET HUKAKOTO MCTHHHOTO XOPOIIETO
BKyca. JIerHTUMHBIH BKYC PETEHIYET OBITh YHUBEPCAIHHO ACHCTBYIOIIUM
Y HEe3aWHTEPECOBAHHBIM XOPOIIINM BKYCOM, HO B AEHCTBUTEIHHOCTH 3TO €CTh
BKYC OJJHOTO KOHKPETHOTO KJIacca, IMPaBsIIero Kiacca.

HauGomnsmrero BauManwmst B aHaymze Bkyca [1. Bypase 3acimyxuBaer pac-
CMOTpPEHHE HOBBIX COITMATBHBIX TPYIIIL, TOAHUMAIOIIIXCSI BBEPX B COILHAIIb-
HOM TIPOCTPAHCTBE — 3TO HOBBIE OypiKya, KOTOpBIE UM TIPEICTABICHBI KaK
aBaHTap/l ICTETHYECKOTO M ITHYECKOTO OOHOBIIEHUS 00IIecTBa. DTH WICHBI
HOBOTO CPEIHETO0 KIlacca SBITIOTCS NACATFHBIME MOTPEOUTEISIMA — OHU JIe-
JIEFOT TEJJOHUCTUIECKYIO ATUKY TIOTPeOIeHUs, KOTOpast OMUPAETCsl Ha pacTo-
gutenscTBe. [lo Muenuto I1. bypabe, HOBBIe OypiKya MEHCTBYIOT Kak ObI B
MIEPEXOAHON 30HE U BTATHBAET B TOHKY MOTPEONEHNS U KOHKYPEHIIHH TEX, KO-
TOpBIE TAKUM 00pPa30M XOTAT BBIICIUTE ce0sl. JleicTBYs TakuM 00pa3oM, OHU
JIETUTUMHUPYIOT CeO0sl, a TAaK)Ke BKYC M CTHJIb KU3HH 3TOTO 3THIECKOTO aBaH-
rapza. OTa HoBas 9THKa, TOAXBadCHHAs aBaHTapIoM OyprKyas3wH, SBISETCS 110
CBOEM CYyTH — reIOHUCTUYECKOM 3TUKOM: HOBBIM 3TUYECKUI aBaHTap/ Mpe-
JlaraeT MOpaJjb YIOBOJIBCTBUH KaK AOIT. YIOBOIBCTBHE HE TOIBKO pa3peliaeT-
csl, HO U TpedyeTcsi, 000CHOBBIBAs €€ He TONBKO 3THUECKH, HO M HAy4YHO. !

OTa HOBas TeTOHUCTUYECKAs ATHKAa OYeHb (DyHKIIMOHAIbHA B KalliTa-
JINCTHYECKOH YKOHOMHYECKOM CUCTEME, OLIEHHMBAS JTIOJEH 110 UX CIIOCOOHOCTH
oTpe6aTh. CaMu e HOBBIE OypiKya JKearoT MOTPEONIATh MOTHBIC TIPEII-
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METBI. DTO XKeJaHWe MPEAToiaraet, 4To OoJbIlle HET OTpaHNYEHUI TpaIu-
IMOHHOW Mopaiu Ha ux mnoseneHue. Kak momguepknyn M. daitepcToyH,
MaJleHbKHe Oypikya Bypase He aqanTupyroT CTHIIb KU3HU HepeIeKcupys,
4yepe3 TPAAUITUIO WIIM TTPUBBIYKH. DTH HOBBIE T€POH TOTPEOUTEITHCKOM KYITb-
TYPHI I€TAFOT CTHIIh IPOEKTOM KU3HU: OHH HE TIPHUCOECTUHSIOTCS K KOHKPET-
HOMY CTHIIIO, HO CTapaloTCs COOTBETCTBOBATh MHTEPECAM CaMOTO CTHIIS.
DTHKa HOBOTO CPEIHETo Kilacca — 3TO ATHKA (aHOB: cTapas MOpaib J0JTa
omHpaach Ha MPOTHBOIIOCTABIEHNE MEXIY YIOBOIBCTBHEM H JOOPOM, TIO-
ompsiia oOIIyI0 MOIO3PUTEIHHOCTS K O4apOBAHHUIO U TIPUBJIEKATEITHHOCTH,
CTpPax yIOBOJBCTBUN U OTHOIIIEHHUE K TEITY KaK «CAEPKaHHOMY», «CKPOMHO-
My» B «00y3TaHHOMY », @ K&KI0€ YIOBIETBOPEHIE 3alPEIeHHBIX UMITYIb-
COB OTOXJIECTBIISUIO C BUHOH.?

HoBprlii k7acc 3aHMMaeT COBEPIIEHHO HOBYIO COIHANBHYIO TTO3HIIHIO,
KOTOpas BEITIAZACT M3 BceX (HOpPMaNbHBIX HepapXuid. ANanTHPYs HOBBIHA
CTHJIb KU3HU, OCHOBAaHHBINA Ha T€IOHU3ME, STOT HOBBIHM KJIaCC MOXET OTIIH-
YUTH Ce0S OT CBOUX CONHAIHHBIX KOHKYPEHTOB, CTABUT CE0sI B MPSMYIO 3TH-
YeCKYI0 M ACTETUYECKYIO OIMTO3UIIIIO IO OTHOIICHHUIO K TIPaBAIIeMY KIIaccy,
Opocas BEI30B JOMUHHUPYIOIIEMY JIESTUTUMHOMY BKycy. 711 HOBOTO cpeiHe-
TO KJIacca 3Ta Urpa pasnudus GyHKIIHOHUPYET 0cOoObIM 00pa3oM. Ero Ha-
KIIOHHOCTH ¥ TIpe(hepeHIINH MBITAIOTCA OTPUIATh 3HAYMMOCTB CTapoTo I10-
psaka. He canrasich co BKycaMu W CTHIIEM JKU3HH BBITIIECTOSIIINX, OH CTapa-
eTCAd YCTAaHOBUTH COBEPIICHHO HOBYIO HMEPAPXUI0 BKYCOB, TPEOYIOUIYIO
cTaryca JISTHTHMHOCTH WJIA XOPOIIIero BKyca. Takum obpa3zom, oH OpocaeT
BBI30B CTApOW KYIIBType, a HE KapbepUCTaM, MBITAIONUMCS TOAHATHCS T10
COLIMAJIBHOM JIECTHULIE.

JIro6oif aHamM3 COMMAaIhbHOTO MEXaHW3Ma Pa3INIUs U COTCPHUICCTBA
MOKA3bIBAET, YTO JUIA JIFOOOW TPYIBI B OOIIECTBE BCEINa CYIIECTBYIOT /1B
croco0a COIMaIbHOTO BO3BBIMIECHHS: CTPOTO MPUAEPIKABATHCS TPABHIT UTPHI
W CO37[aBaTh HOBBIE MpaBWia. byprbe, KaKeTcs, YTBEPKIAET, YTO HOBBII
BKYC, IPETEHAYIOMINI CTaTh HOBBIM JIETUTHMHBIM HITH XOPOIIIM BKYCOM, BCE-
TJ]a TIPUHAMAET COBEPIIEHHO Pa3IMIHYIO OT CTaporo Bkyca dopmy. st Toro,
YTOOBI KBaJTH(PUITUPOBATH JIETUTUMHBIHN BKYC, HaJI0 €TO MPEICTABUTH KaK BbI-
TIaJIafOIIII U3 BCEX KiaccrprKanmii u vepapxuii.” OTpHIlaHNE 3HAYEHHUS BCEX
KIaccu(puKannuii MacKApyeT (hakT, YTO B peabHOCTH HOBBIN BKYC TTPEACTaB-
JSIeT MHYI0 KOHKYPHPYIOIITY0 CHCTEMY KITaCCU(PHUKAINHN U pa3THIHA.

Hano otmeTnts, 9TO Takas cucTeMa KOHKYPHPYIOIINX BKYyCOB, KaK €e
nzobpaxaer bypase, He COOTBETCTBYeT XapaKTepy OBICTPO MEHSIOIIUXCS
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BKYCOB H CTHJICH COBPEMEHHOTO ITMKJIa MOJIBI. DTH BKYChI BCET/Ia IPE/ICTaB-
JISTIOT ce0s1 KaK HOBBIE M OTITMYAIOIINECS OT CTaphIX BKYCOB, HO OHU HE BCe-
ra OpocaroT BHI30B MPEABIIYIIMM BKYCaM M CTHJISIM TaKUM PaIMKaIbHBIM
criocoOoM. brIBIIast Moma mompocTy 3a0bIBaeTCS.

Jlemoncmpamusnoe nompeonenue, uoeHmumem u CIUIb HCU3HU 6
coepemMeHHOM 00ujecmee uzoounus.

Hcropuku 3xoHOMUKH oTMedaroT, 94To B 1950-60x rogax B CIIA u 3a-
nagaoi EBporie HaunHaeT hopMUpOBaTHCSA TaK Ha3bIBAEMOE OOIIIECTBO H30-
owmms (affluent society), IU1sI KOTOPOTO XapaKTEPHO MacCOBOE MOTpeOICHIE,
BBICOKHE TEXHOJIOTHH, MUPOBasi KOHKypeHIus. Bce Oomnbliee kommdecTBo
JofIel MOXKET TIO3BOJIUTH ce0e 3aHAThCS AEMOHCTPATHBHBIM IOTPEOIeHH-
eM. IloBrIcuBIIMIiCS YPOBEHE 00pa3oBaHms 001IecTBa GOPMUPYET MHCHHE,
YTO POCKOIIH ¥ He0Oy3MaHHOE PACTOYUTEIHCTBO HE SIBISETCS TOMHHUPYIO-
IIFM CHMBOJIOM CTaTyca, a CKOpee yKas3hIBaeT Ha ByJIbrapHOCTh BKyca. Jle-
MOHCTpaTHBHOE TOTpedieHne mpruodpeTaeT GopMBI, KOTOPBIE JEMOHCTPH-
PYIOT «pa3BUTHII» BKyC®.

UToOBI M30€KaTh OOBHHEHHH B BYJIBIapHOCTH, B OOIIECTBE U300HMITHS
JIEMOHCTPATHBHOE TOTPEeOICHIE OOTaThIX OPUCHTHPYETCS Ha 0c000 Opo-
THe ¥ JUISI MaCCOBOTO TIOTPEOICHNST HEOCTYITHbBIE BEIH (IKOHOMUCTHI 3TO
SIBIICHUC Ha3bIBaeT «3pheKkToM CHOOa»). B meMoHCTpaTnBHOE TOTPEOIcCHIE
BKITIOYAETCS CPEHUHN KIlacc, MOTpeOIeHne KOTOPOTO YKa3bIBaeT HE TOIHKO
Ha CTaryc, HO M Ha IIEHHOCTH H BKYC.

B coBpeMeHHOM «ITOCT-TPaIUIIMOHHOM O0IIIECTBE) COCYIIECTBYIOT MHO-
YKECTBO IIEHHOCTEH, COIMANBHBIX POJeil, aBTOPUTETOB M CHMBOJIHYECKHUX
pPECypCOB, HCIIONB3YS KOTOPBIE, MHANBHUI MOXET KOHCTPYHPOBATh CBOM CO-
UAThHBIN HAeHTHTET. «OTOCPEIOBAHHBIA OMBITY» OKa3bIBAE€TCSA B IEHTPE
COIMAJIbHON KU3HU. [lnropanu3M COBpEMEHHOM XKU3HU MPOSBISETCS TIO-
CPEICTBOM KOMMEPIINH, TOpOa, MyTEIIeCTBUNA, CPEICTB KOMMYHUKAIINH,
MapKeTHHTa U pekiiaMmbl. COBpeMeHHast THHAMUKA TUTFOPaTH3aIiH KYJIBTY-
PBI TTOMYUHSETCS SKOHOMHYECKHAM IENSIM — TIOTpeOIeHNE OIPEeNIoT He
COIIMOKYJIBTYPHBIE TIpaBa W MPUBUIIETHH, a MMOKYyTaTellbHAsS CIOCOOHOCTB.
Bemu ucnonp3yrorces Ui KOHCTPYHPOBAaHUS WACHTUTETA M 00pa3a KU3HU.
CoBpeMeHHOCTh OXBAaThIBAET MPOU3BOJICTBO, TOKA3 M B3aWMOAECHCTBHE MHO-
YKECTBA BO3MOXHBIX CTHJIEH JKU3HHU, KOTOPBIE HE MPETEHAYIOT CTaTh KYIb-
TYpPHBIM 3TaJIOHOM. JTO OOBSICHAET KPU3NC UICHTUTETA — MHIUBUIBI TOTIK-
HBI BEIOUPATh, KOHCTPYHPOBATH, YTBEPKAATH, HHTEPIIPETHPOBATH, COTIIACO-
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BaTh U JIEMOHCTPHPOBATH, KTO OHH €CTh WJIM MOTYT OBITh, HICTIONB3YS pa3-
HBIE MaTepHaIIbHBIE M CHMBOJIMYECKHE PECYPCHI.

[TapamrenpHO ¢ XapaKTEPUCTUKOW COBPEMEHHOCTH KaK 3MMOXH Macco-
BOTO KpH3WCa HISHTHTETA, MIOAYEPKUBACTCS Jpyras ee depra — noTpedu-
TENbCKHUN XapakTep KyIbTypbl. COBpEMEHHBIA HACHTUTET I BCETO MOXK-
HO TIOHATH 4epe3 o0pa3 moTpedneHus. MBI BEIOMpaeM CBOW HACHTHTET C
BUTPHUHBI Mara3wHa, HaIllN AeWCTBUS, ONBIT U TIPEIMETHI — BCE OHH BOCTIPH-
HUMAFOTCS KaK 9acTh IOTPEOHOCTH KOHCTPYHPOBATh H CAMOYTBEPKAATh CBOM
uaeHTuTeT. JlaXke caM UACHTUTET MOXKET IIOHUMATHCS KaK TOBap, KOTOPBIi
MOYKHO TIPO/IaBaTh.

MarepuaibHbIe 1 CHMBOJIMYECKHE PECYPCHI, TTOCPEICTBOM KOTOPBIX MBI
MIPOM3BOIUM | TTOJIACPKUBAEM HICHTUTETHI, Bce OONbIIe MPUHIMAIOT (Hhop-
My TOTPeOUTENBCKIX TOBAPOB U AEATEIFHOCTEN, Uepe3 KOTOPBIE MBI KOHCT-
PYHpYEM BHEITHOCTH ¥ OpraHu3yeM cBoOoHOE BpeMs. KoHchioMepr3M 3Kc-
TUTyaTHPYeT MAacCOBBIM KPH3UC WACHTUTETA, Mpeaiaras CBOM TOBaphl Kak
croco0 pemeHus IpooiieM HACHTUTETa B JeIaeT TOT Mporiecce 0ojiee WH-
TEHCUBHBIM, TIpejarasi Bce OObIe pa3HbIX EHHOCTEH W CTHIIEH KU3HU.
Kaxnoe neiictBre, cBsI3aHHOE C MOTPEOIEHUEM WM MOKYITKAMH OJEXKIBI,
€/Ibl, pa3BICUCHHUN — SBJSIETCS HE TOJIBKO PEIIEHHEeM KakK JeiicTBOBaTh, HO M
KeM ObITh. Beru, KoTopele 51 moTpedIsio, BEIPaXKaroT MOl HAEHTUTET, MOT
[IEHHOCTH, BKYC U T.A. J[Ba HOBBIX TEPMHHA — «IKCIIEPTH3A» U «CTHIH JKU3-
HI» — 0003HAYAIOT YePTHl COBPEMEHHOM KHU3HU, KOTOPBIE YIIPABISIOTCA U
OpPTraHm3yIOTCA 03a00YeHHOCTHIO COBPEMEHHBIM HICHTHUTETOM, H B TO K€
BpeMsI MOTYT OBITH NCTIONB30BAHBI [UISI CTYIICHHUS STHX YEPT.

CoBpeMeHHas KylbTypa — 3TO KyJIbTypa dKCIIEPTOB, €€ TIOAXO0/ KO BCEM
mpobremMam, BKIIIoYast MpoOIeMbl HACHTUTETA, TEXHOIOTHIECKHIL: BCe MPOo-
ONeMbI TOIKHBI OBITH PelIeHbl TEXHUUECKUMH METOJaMH, a IPOOJIEMBI HICH-
THUTETa MOYKHO PEIINTH TPY IIOMOIIIH Pa3HBIX ToBapoB. Hampumep, pexirama
KOCMETHKH PaCcUJICHSET JINIIO KESHITIMHBI Ha CEPUI0 «ITPOOIEM»: METIIKH IO
I1a3aMH, TOHKHE TYObl, HEBBIpa3UTEIbHBIE CKyabl. OHa BHYIIAET, YTO KaX-
IIYTO M3 3TUX MPOOIEM MOXKHO PEIINTb, TOKYTIast Hy>KHbIE TOBAPhI U TPOAYK-
THI. Pexiiama npencTaBiiseT co00i «KapTy COBPEMEHHOCTHY, aBTOPUTETHBIH
TUCKYpC 00 00BEKTaxX M MO3BOJSIET HAM COPHEHTHUPOBATHCS B COIMATIHLHOM
3HAYEeHNH BElIel B MUpe KoMMepIui. Takum o0pa3oM, pekiiama 3aMeriaeT
TaK¥e TPaIUIINOHHBIE aBTOPUTETHI, KaK PEIUTHS U TPAIUIIIH.

Bce 3T CTOPOHBI AKCIIEPTHU3HI COEAMHSIOT POEKT «51» C TOBAPHBIM
obmenoM. CTHITh )KU3HH TOXKE MOYKHO MOHATH KaK CPEACTBO, TOCPECTBOM
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KOTOPOTO WHIWBUABI YIPABIAIOTCS MOCT-TPAJUIIMOHHBIM HUIEHTUTETOM
1 OKCIUTYyaTUPYIOTCA KoMMmepirueit. CTHITh )KU3HU COOMpPAeT BEIH B OIpe-
JeJeHHOE IeJI0€ U peAYIHPYET ITI0paTN3M BeIOOpa. «S» craHoBHTCS TTe-
PEBOAMMBIM B TOTO, KOTOPHIH BllafieeT )KeJlaeMBbIMH BEIIaMU H CTPEMHUTCS
K UICKYCCTBEHHO CKOHCTPYHPOBAHHOMY CTHIIIO ku3HU. [loTpebnenne Bce-
T7la HOBBIX BeIel CTAHOBUTCS YacThIO, KOTOpAs 3aMelaeT HCTHHHOE pa3-
BUTHE «s1».° CTHIIb )KU3HH OTIUYACTCS OT TPAJUIUOHHOTO CTATyCHOTO
MOpSAKa, a TaKXKe OT COBPEMEHHBIX COIHANBHBIX CTPYKTYp(TaKuUX Kak
KJIACCHI, ATHUYECKHE TPYIIIIHI) B IByX acleKTax. Bo-TepBbIX, CTUIB XKU3-
HU YKa3bIBaeT Ha YUCTO KyJIBTYPHBINA NATTEPH: OH CAeJaH U3 3HAKOB, PeTl-
pe3eHTaINi 1 ABIAETCS TAKUM K€ HeCTaOMIHLHBIM U N3MEHYHBBIM, KaK 1
OHHU. BO-BTOPBIX, KXKABIM HHIAUBUI TEOPETUUECKH MOXKET TaK JKe mepei-
TH OT OJHOTO CTHJIS HU3HH K IPYTOMY, KaK OH TIEpEeIBUTAETCA OT OJHOU
BUTPHUHBI MarazuHa K Apyroi, ot onoro TB kaHana kK Apyromy, OT OJTHOM
MOJIKK cyliepMaKeTa K Apyroi. HectabmIbHOCTE COBPEMEHHOTO «sD» T10-
HAMaeTCs KaK OfFH W3 acleKTOB HECTAOMIHLHOCTH COBPEMEHHBIX (opM
COIMAJFHOTO WICHCTBA. | pyNITBI CTHIIEH KU3HU HE XapaKTEePHBI I 00-
IIECTB C XOPOIIO KOHTPOIUPYEMBIMH COIHATHHBIMI BOPOTAMH U JAOJTO-
CPOYHBIMHU 00s3aTeIbCTBAMU. [ pYNIIIBI CTHIIEH KU3HU SBISIOTCS «BBIO-
paHHBIMU 00IIIECTBAMUY, T/Ie YWICHCTBO SBISAETCS BEIOPAHHBIM, a HE MPHU-
MMACaHHBIM.

I'maBHas 3a060Ta 1715 COBpEeMEHHOTO HHANBUA, AT KOTOPOTO OTCYT-
CTBYIOT aBTOPHUTETHBIE KyJIbTYPHBIE IEHHOCTH — COOTBETCTBOBAThH OXU-
JAHWSIM CBOETO OJIMKalIero cOnUalbHOTO OKPYKEHUsS, MPUHATH aBTO-
pUTET KPaTKOBPEMEHHOTO MHEHHMs MyONNKH, MEeIHa, PeKIaMBbl, TPYIIIIHI
PaBHBIX 1O COIMATBFHOMY Io0XKeHn0. [loTpeduTensckas KynpTypa pas-
BHBaJach BMECTE C COBPEMEHHOCTHIO OT MPOCTOTO COLUAIBHOTO COTIEep-
HAYECTBa M KOH(GOPMH3MA, TI€ WHAWBHIBI HCTIOIB30BAIA BEIH TS CO-
IHAJBLHOTO TPOABMIKEHHS, K Oojiee omacHON GopMe — HaApPIUCCUIMY, —
TZle OHU CTPEMATCS K CBOEMY «s» Uepes3 MOoTpeOeHne, BHEITHOCTh H CO-
[AATBHBIA CIIEKTaKIb.

JaBun PusMaH npensioKui THITOIOTHIO CITIOCO00B MPHOOPETEHHS CO-
[AAJIEHOTO COOTBETCTBHUSA: B TPAJAUIIMOHHOM O0IIIECTBE POJCTBEHHBIE CBA-
3 M CTpax 3acCiIyXHTh O ce0Oe MI0X0e MHEHHE 3aCTaBIsSET MPUCTIOCOOUTH
BHEIIIHEE MOBEJCHUE WHIANBUIOB K (UKCHPOBAHHOMY COIIMAIEHOMY TIO-
panky. B smoxy nmubepanbHOTO KamuTaIn3Ma ATOT MOPSAOK PacIIeTIsieTcs
Ha MHO)X€CTBO HOBBIX CUTYallli, He HIMEIOIINX eANHOT0 Koja. [lepconainb-
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HBIH BRIOOp HOCUT CTPOTO HHAWBUY ATM3UPOBAHHBIN XapakTep. 31eCh BO3-
HUKaeT «BHYTPh HANpaBIEHHBI» THUN Xapakrepa. «Ha npyrux-nampas-
JICHHBIE» JTUYHOCTH BO3HHUKAIOT B MOCT-(QOPANCTKOM MHPE — MHUpE, KOTO-
PBIN OTIMYaeTCss OONBITUM TTIOPATU3MOM OJIarofaps Mena i COHaIbHON
MoOmipbHOCTH. Kapbepa nHANBH/IA 3aBIUCHT OT TOTO, «9TO JPYTHE TyMAIOT O
HEM»: YTOOBI ClleNaTh Kapbepy, HHANBH JTOJDKEH 3aHATHCS COOCTBEHHBIM
MapKEeTHHTOM, pa3BrBas 0COOYI0 UyBCTBUTEIHFHOCTD K JCHCTBUSAM U JKela-
HUSM JIPYTHX, €r0 MOCTOSHHO TPECIeqyIoT 3a00Ta 0 mpedepeHnnsx, BKy-
cax, BHEITHOCTH U TipaBuiax'’. [IpaBUIbHBINA CIIOCOO CaMOBBIPAKEHHUS UH-
TUBUAOB TpeOyeT NPUCIYIINBaHUS K BO3ZMOXHBIM BKycCaM JAPYTHX — Hal
«sI» TOMHUHHUPYET MOJia, TOTOMY YTO TaK MOXKHO M30€XaTh OMacHOCTH pas-
JUYEHUST OT TPEeOOBAHUH «JIPYyTUX». DTy BO3MOXKHOCTH OBICTPO IMOIXBATHI-
BaIOT IIPOU3BOJUTENN TOBAPOB, TOTOBBIE YCKOPHUTH KAueIH MOJIBL.

B yBenmmumBaromeMcs 1 aHOHUIMHOM COBPEMEHHOM COIHAIEHOM TIPO-
CTPaHCTBE HHIUBHUIBI YIaCTBYIOT BO MHOKECTBE TPYIII, KOTOPHIE HE BCETa
coBmnagaroT. [llupokmii criekTp CTHIIEH, 0 KOTOPBIX COOOIAeT Macc Meaua,
pacImmpsieT BO3MOKXHOCTH SKCTICPUMEHTHPOBAHKS C COOOH. DuTa OombIIe
He MPEeJICTaBIIeT cCOO0H TeCHO CINTOYEHHYO TPYIITy cTaTyca, Ho Ooiee pac-
MIPOCTPAHEHHYIO CUCTEMY XOPOIIIO 00pa30BaHHBIX U TeOoTpadieCcKi MOOHITh-
HBIX TPo(eCcCHOHAIOB 1 MEHEPKEPOB BHICIIETO dIIeNI0OHa. B TakoM KOHTeK-
CTe CIIOCOOHOCTh MAaHUITYIINPOBATh Pa3HBIMU KYJIETYPHBIMHA CHMBOJIAMH CTa-
HOBUTCS BaXXHBIM PECYpPCOM COIHATBLHOTO B3aWMMOJAEHCTBHS. 3HAHHE
KYJIBTYPHBIX KOJIOB, COOTBETCTBYIOIMX PAa3HBIM COITHAIBHBIM OKPYKEHUSIM
¥ YMEHHE COBEPIIATh KyJIbTYPHOE TIEpEKIIOueHIE B 3aBUCUMOCTH OT 00CTO-
ATEIHCTB CTAHOBUTCS OoJiee TOJIe3HbIM 3HAaHUEM, YeM 3HaHHWE OrpaHu4eH-
HO¥ c(ephbl CHMBOJIOB DJIUTAPHON KyIbTYPBL. BKyC CTaHOBHUTCS SIBHBIM BBI-
pakeHHEeM MHIWBHIYaAITBHBIX TIpedepeHIuii 1 InIHoTo BEIbopa. HepaseH-
CTBO, ONMHpAIOIIeecs Ha BKYC, MOKET CYyIIeCTBOBaTh, HO OHO CKOpee
WHAWBHUIyaJTbHO W HE BBIPAYKAET KJIACCOBOTO JIOMUHHUPOBAHUSI.

SIBHBIM CTAaHOBUTCSI TO, UTO BKyC OOJIBIIIE HE pacCCMATPUBAETCS KaK BbI-
pakeHUe YHUBEPCANBHBIX F BEYHBIX CTAaHAPTOB KPACcOTHI, TPOUCXOKICHNE
KOTOPBIX BBIXOZWT 32 PAMKH COIIMAIHHOTO OMBITA. BKYCHI SIBIIOTCS YaCTHIO
CHUCTEeMBI Kiaccu(pukammuu, KoTopas BeIpaxkaeT U (OPMUPYET COIHAIBHOE
B3aMMOJIeHiCTBIE. BKyCBl CTaHOBSITCS MHCTPYMEHTAMH JIJISI CO3/IaHUS CHM-
BOJIMUYECKUX TPaHUIL'!, CTeTIEHb HepapXU3alliui, Pa3InICHUs, PUTYTN3aI[HH
KOTOPBIX MEHSETCS BO BpEMEHH U IPOCTPAHCTBE.
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ARTISTIC TASTE AND CONSPICUOUS CONSUMPTION
Jurate CERNEVICIUTE

Kaunas Faculty for Humanities
Vilnius University, Lithuania

Artistic taste and contemporary culture: The problems of culture are
currently addressed not only by the humanities, but also by the social scienc-
es, primarily sociology and economics. These ostensibly “alien disciplines”
intruding in the traditional field of the humanities highlight traditional prob-
lems and concepts of culture from the new points of view, thus enriching the
contemporary discourse on culture.

Taste and the making of the modern Self: One of the traditional key
concepts in the humanities is that of artistic taste, which has been the object
of intensive analytic effort by the art philosophers since the 18" century.
These efforts have attempted to elucidate the relationship between subjec-
tive experience and the objective standards of taste and delineated in the 18"
and 19" centuries, and they have constituted the central thread in the devel-
opment of aesthetic thought during this time.

During this time, the power of rational thinking became the basis for aes-
thetic discernment, and also for economics, scientific truth and political legit-
imacy. Immanuel Kant asserted in his “Critique of Judgement” (1790) that
artistic taste is an autonomous realm free from external influences. Kant’s the-
ory of artistic taste served as the wellspring for subsequent the theories of “art
for art sake”. This theory gaveapologists for the “high” elite culture a weapon
in discussions concerning the differences between popular/mass (“low”) cul-
ture and elite (“high”) culture, wherein art was conceived as the highest spiri-
tual activity. Adherents of the Kantian theory of taste maintained that art is a
creation of artistic genius free from all social and economic restrictions.

The aesthetic theories of the 20™ century have viewed art as the expres-
sion of the subjective experience of an artist reflecting a purely personal
interpretation of the artist’s surrounding world. So aesthetic experience has
lost its objective foundations, and attempts to detect universal and everlast-
ing standards of artistic taste are now considered illusory.

Taste in the social sciences: The 20" century saw the emergence and
intensive development of the social sciences. Social scientists have ques-
tioned the impact of the social environment on the formation of aesthetic
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taste. Sociologists have assumed the position of an individual in the social
structure (say, membership in a specific class) influences their interests, be-
havior and attitudes. Social researchers maintain that the standards of artis-
tic taste can vary, differ and be incongruous in the multicultural, highly dif-
ferentiated and stratified context of contemporary society.

Taste and pecuniary competition: One of the first attempts at a scien-
tific analysis of taste in the social sciences was “Theory of the Leisure Class”
by American economist Thorstein Veblen, published in the 1899. Veblen
introduced into scientific circulation the concept of “conspicuous consump-
tion,” and he tried to explain in detail the nature and the causes of the prev-
alence of this kind of behavior.

According to Veblen, an individual who lives in a society founded on
status uses two main means to assert his social preeminence. One is conspic-
uous leisure, i.e. the demonstration of the power to consume time unproduc-
tively. The second is conspicuous consumption, which is motivated not by
the immediate utility of the object but by the goal of displaying financial
superiority. Conspicuous consumption gives an individual prestige in soci-
ety, where wealth is considered as the most important indication of status.

Conspicuous consumption is related to the phenomenon of elitism, with
its assumption of superior status. All elite forms of taste and culture evi-
dence the idle use of time. In such a culture, every valuable article must
comply not only with the requirements of beauty, but also with high price
standards. The requirements of price influence the tastes of people. The con-
spicuous waste of time and goods has yet another cultural sense: the cultiva-
tion of the aesthetic powers. The cultivated taste, refined manners and way
of life are an adequate evidence of “good ancestry” because good education
needs time and is expensive.

Taste and class domination: French sociologist Pierre Bourdieu ad-
vanced the most influential contemporary social scientific theory of the taste.
Bourdieu’s thinking is similar to that of Veblen. Bourdieu maintains that
taste is shaped by the competition for status: good taste is a marker serving
for distinction in a double sense: by distinguishing and by bestowing honor
on those who successfully claim to be in possession of an object. “Taste
classifies, and it classifies the classifier”. Differently from Veblen, Bourdieu
maintains that taste bestows honor not because it indicates economic wealth,
but because it is an expression of wealth, which is cultural according its very
nature. Taste is an unequally distributed access to power reflected in sym-
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bolic and material classes of objects and practices. Taste, together with the
attitudes, preferences, and credentials of education, is a part of cultural cap-
ital, which is transmitted in the socialization process by the family and the
education system. As an integral part of the class habitus, taste is one of the
elements in the system of preferences and dispositions which are perceived
by the agents themselves as freely chosen, but are in actually a reflection of
their objective class positions. Contrary to the appearance, taste is an ac-
quired, not an innate disposition.
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BOCITPUHUMAIOIIAIN KAK COABTOP
XVAOKECTBEHHOI'O ITPOU3BEIEHU A

Ceemanana MAX/TUHA

HckyccTBo mpeacTaBiseT cob0i CIIOKHYI0 MHOTOCOCTAaBHYIO CHCTEMY,
B KOTOPOH 00SI3aTeTbHBIME JIEMEHTaMH SBJISIOTCS aBTOP, XyH0KECTBEHHOE
MPOM3BEICHNE W €T0 BOCHpHHUMAONMH. OOBIYHO IEHTPATBHBIM SIPOM
MCKYCCTBa CYUTAETCSA CaMO XyJI0KECTBEHHOE Mpon3BeieHne. JJoBoIpHO Ya-
CTO TIPY TOM BCIIOMHHAIOT €r0 aBTopa. BocrprHUMArOMIwii e, Kak mpaBH-
JI0, paccCMaTpuBaeTCs KakK IMacCHBHOE, BCIIOMOTATENbHOE SBICHHE, JIUIIh
crocoOcTByIOIIee OBITOBAHUIO HCKYCCTBA B OOIIECTRE.

KnaccraeckuM TpyaoM, TOCBSIIIEHHBIM UMEHHO CTICIT(HKE BOCIPUSITH,
ocTaercs 10 cux nop crarbs B.®. Acmyca, HarncanHast B 30-¢ TOIBI B OITy0-
JTUKoBaHHasK UG B 60-¢ rombl. Pabora 3Ta Ha3pBaeTes «UTeHHe Kak TPy U
TBOpYeCTBO».' 13 Ha3BaHUsI MOHATHO, YTO MOCBSIIICHA OHA BOCIIPHSITHIO JITE-
parypsl. OqHaKO ITyOWHA UCCIIeIOBAHMS M ITUPOTA B3IISIIA TIO3BOIISIOT OTHE-
CTH TO, YTO aBTOP TOBOPHUT O UTEHHUH JIUTEPATYPHI, KO BCEM BHIaM HCKYCCTBa.
OcHoBHas Ues 3aKIF0YaeTCcs B TOM, 9TO OT YPOBHS Te€3aypyca BOCIpPHUHIMA-
FOIIIETO 3aBUCHT MOCTIKEHUE CMBICIIA XYIOKECTBEHHOTO 00pa3a mpon3Besie-
HUSI, C KOTOPBIM PEIATUEHT KOHTAKTHPYET.

Mario xTo 3HaeT, HapuUMep, YTo B KHUTE «I apeanmioa u Ilanmazpro-
anb» B 36-1 TaBe [1saT0# KHATH (B IIaBaX, CyMMa KOTOPBIX paBHA 9) Dpan-
cya Pabne Bnoxun TaifHbIe 3HaHWS, B TOM YHCIIE CBA3aHHBIE C XPOHOIOTH-
YeCKUMH MPEJICTaBIeHUAMH Kab0abl, KOTOPYIO MCIOIB30BaJ i MAaCOHBI.
Hemocpencteenno k kabbane oopamarcs ['ycras MaiipuHK, B poMaHax Ko-
TOPOTO OOPETAIOT PEATHHOCTH KaOOATMCTHYESCKUE 00pa3bl U MECTHUCCKAS
ToJToTUIeKa OOBIIeHHOH *U3HU. Ho HE Bce, yBIIeUeHHBIE TBOpYECTBOM Mu-
xanna byirakosa, 3HaIOT, 4T0O poMaH «Macmep u Mapeapumay HalicaH 1Mo
Bo3zciicTBHEM poMmaHa ['yctaBa Maiipunka «Aneen 3anadnoeo oxuay. Ha-
nmpuMep, B pomane bynrakoBa MHOTO ToBOpHTCS 0 MecsIe «Hucany. CIoBo
3TO OJIM3KO «HUCUH», 9TO O3HAYAET OTKPHITHIE, IBHBIE UyAeca. Takoe He3Ha-
HUE MeNIaeT MPOHWKHOBEHHIO B TIIYOMHHBIE CMBICIBI BOCIIPHHIMAEMBIX
MPOU3BEICHUH.

3a monroe BpeMsl CyIIeCTBOBAaHMS KaXKIbIi BHJT HICKYCCTBa BhIpaboTai
CBO Ha0Op BBIPA3UTEIHHBIX CPEICTB, KOTOPHIN TpeOyeT MpeIBapUTEIHHOTO
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OCBOCHHS ¥ 3HaHUA. Tak, HalpuMep, IIBET B MKOHE MMeIl OTIpe/IeJICHHOE 3Ha-
geHue. J[sg 3eMHBIX TTepCOHaKEH CHHUH IBET SABISICTCS aTpUOyTOM IEHT-
pPaTBHOTO JUIIA, TPUCYTCTBYS B OJEK/E KaK 00A3aTENbHBIN IEMEHT; BTO-
PBIM TIO 3HAYMMOCTH OKa3bIBAETCS KPACHBIN I[BET, KaK ITPABHIIIO, COTIPOBOXK-
JAIONTUH M300pakeHNe mapei, TpEeTHH 10 HepapXuH 3HAUYCHHUS JINIA CTaHO-
BUTCS 3eJIEHbIH UITH IPyTOi 1BET.

Bosbiioe BHIMaHHE BOCIIPHUATHIO HCKyccTBa yaeasut M.M. baxtun.’ Ox
paccMmarpuBall XyJ0KeCTBEHHOE TPOM3BEICHNE KaK TEKCT, CBA3HBIN 3HAKO-
BBIIf KOMIUTEKC, KOTOPBIH SIBIISIETCS IEPBUYHOM TaHHOCTBIO TS Xy 0KECTBEH-
HOM KynbTyphl. OH BBIIEISUT TMCEMEHHBIN U YCTHBIN, a TAK)Ke TIOApa3yMeBa-
eMblil TeKCcT. KaxIblii TEKCT XyAO0KECTBEHHOIO MPOU3BEACHUS UMEET
«CyOBeKTay, aBTOpa M «MCTONKOBaTeNs». CaM TeKCT, 1o MHeHNI0 M.M. bax-
THHA, BKITIOYaeT B ce0s 3aMbICeN U ero ocymecTBienne. Kak mpasuio, 3a-
MBICEJT pa3HUTCS OT €0 BOCTIPOM3BeIeH . baxTH cuuTal, 4To Mpu aHAIH-
3€ Xy/I0’KECTBEHHOTO MTPOU3BEEHIS PACXOXKICHHS, THHAMIYECKHIE B3aNMO-
OTHOIIIEHUS 3aMBICJIa U €r0 MPETBOPEHHs, NX 00pbh0a MOTYT TTOMOYb IPO-
HUKHOBEHHIO B CyTh XYIOXXECTBEHHOTO Npom3BeneHus. McroiakoBanme xe
TEKCTa MOXKET UMETh pa3Hble GopMel: 1) mpumepa, 2) BooOpakaeMoro TeK-
cTa, 3) KOHCTpyHpyeMoro Tekcra. JIroboe XymoKecTBEeHHOE TPOU3BEIeHUE
BCET/Ia CONEPKUT B ceOe MOTEHITNATBFHBINA JUAJIOT C BOCITPUHUMAIOIINM, Ha
KOTOPOTO OHO PACCUUTAHO.

AHaJN3y 3TaroB BOCTIPUATHS H300Pa3UTEIHLHOTO MCKYCCTBA MO CBSIIIE-
Ha ctathsd H.A. SxoBneBoii. OHa BeIENACT B HEM 9 (a3. Dto: 1) mpemronus
K BOCHPHSTHIO, 2) O€3MOJIBHBIN BIICUATIISIONTNI KOHTAKT, 3) BepOamn3amus
BIICUATIICHUS, 4) YIITyOJIeHNE W PalliOHATN3aIHsI KOHTAKTa, 5) BepOaTbHbII
aHaJIOT BU3yaIbHOTO 00pa3a, 6) COOCTBEHHO aHAJIN3 MTPOU3BEACHMS, 7) BO3-
BpallleHne K [MEeTOCTHOCTH BOCIPHATHSA, §) OTMpeesieHie KOOPIMHAT Xy/I0-
KECTBEHHOTO 00pa3a u 9)nccieoBaHne HCTOPUIECKON JMHAMUKH XyI0XKe-
CTBEHHOTO 00pa3a mpousBeneHus B 1esaoM.* Kaxxaplii McciemoBaresb BIpa-
B€ TT0-CBOEMY BBIJENATH MOPAIOK U KOJHMYECTBO IIAr0B B MOCTIDKEHUH XY -
JO’KECTBEHHOTO 0Opaza. Ho otHO B 3TOM MCCIIeI0OBaHUH HE BBI3BIBAET CIIO-
pa. JIroboe ToCTIKEeHHE XyIOKECTBEHHOTO 00pa3a 00sA3aTeIbHO MPOSBIIS-
eTCsl B ero BepOaNn3anni, 4To MOTIEPKUBACTCS MHOTHMH HCCIIEI0BaTENs-
MU. JeficTBUTENbHO, KOTJ]a HAC 3aXBaTUIIO KaKOe-TO TPOM3BEICHNE, MBI TO-
TOBBI MTOJIENTUTHCSI CBOMM BIIEUATIICHHEM C PYTUMH, OOJIeKast B CIIOBA TPO-
YUTAHHBIN cMBICT. U TeM camMbIM MPUBIIEKaeM K TIOHPABUBIIEMYCS U ITOJTIO-
OuBIIEMYCS IPOU3BEACHUIO TEX, KTO IPEACTABISAETCS HAaM CIIOCOOHBIM HMO-
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ITMOHAIBHO OTKIMKHYTHCS. He ciayuaiino coBpemennsii grmocod XK. [le-
n€3 ucan: «llucamens Kaxk mom, Kmo 8UOUM U CAbIUUM, — 60M Yellb Aume-
Pamypwl: nepexoo JHCU3HU 8 S3bIK, KOmopbwlil yupescoaem Hoeuy.’

Korma ToT mnm wHON XyZO)KHHK CO3[]aeT KOHKPETHOE TIPOU3BEICHNE,
OH, OCO3HAHHO TN O€CCO3HATENBHO, OPHEHTUPYETCS Ha OTIPEICIICHHBINA THIT
BOCIPHATHSA. ITO MOJKET OBITH CTPEMIICHHE 3aBOEBAaTh MTHOBEHHEIH yCIeX —
Y TOTJa aBTOpP BHYTPEHHE MOJIEIHPYET CTEPEOTHUITBI BOCIIPUSATHS CBOUX CO-
BPEMEHHHKOB, TIPUYEM TIPENCTABIsAA ce0e TOT MM MHOHM CIIOi oOIiecTsa.
Yare aBTOp UMEET B BHLy IPOCBEIICHHOTO YATATENS, CIYIIATeNs, 3pUTEIA,
KOTOPBII CMOXKET OI[EHUTH €0 HOBAaTOPCTBO, YBHI, JTUIIb B OyaymieM. B pe-
aJHHOCTH yCIEeX HOBOTO NMPOWM3BENEHUS MCKYCCTBA, KaK MPaBUIIO, TPYIHO
Mpeayraaarh. 31ech Bceraa MHOTO (pakTOpoB, BO3MEHCTBYIONINX Ha JKU3HE-
CIOCOOHOCTH TOTO MIT MHOTO TPOU3BENEHHUS ICKYCCTBA.

HckyccTBo mpencraBiseTr co0oit sa3eIk ocoboro poma. Kak mpaswuio,
Ka)KIBIH BUJ UCKyCCTBa 00JIajjaeT HabOpOM TOJBKO €My MPHUCYIINX 3HAKOB.
B ormnmmume ot mo00i 3HAKOBOW CHCTEMBI 3TH 3HAKH HE SBISIOTCS JIETKO
BEIYJICHSIEMBIMH, MEXaHUYECKH TIEPEHOCHMBIMH M3 OTHOTO TIPOM3BEACHUS B
npyroe. Eciu B 00bI9HOM 3HaKOBOH ccTeMe (hopMa 3HaKa IMEET MHHUMAITh-
HOE 3Ha4YeHHe, TO B UCKYyCCTBE MMEHHO (hopMa OKa3hIBAETCS BECbMa COJep-
KaTeTbHON M UMEHHO €€ TPHOPUTET POPMHUPYET TO WM HHOE COACpIKAHHE,
T.€. 03HAYaeMOe 3/IeCh 3aBUCHUT OT 03Ha4aromero. Kpome Toro, HEBO3MOKHO
COCTaBHTH CJIOBAPh ATUX 3HAKOB. Kakoif IpocToil 1 HETBOPUECKO# cTasna Obl
Torna pabora xynoxkauka! BoT mouemy MHOTHE y9eHBIE CUUTAIOT, YTO B HC-
KyCCTBE MOYXHO TOBOPHTb JIUIIH 00 3NIEMEHTax 3HAKOBOCTH, HO HE paccMar-
pHUBATh €T0 Kak 3HaKOByIO cucTteMy. CyIIecTByeT Takke MHEHHUE, 9TO UCKYC-
CTBO HCTIOB3YyET 3HAKU OKpY’Katolel yenmoBeka aericrsurenprocTH (JI. Uep-
TOB). MBI k€ IpuAep >KUBaeMCsl TOYKH 3PEHHS, TAKKE TMONYIHUBIIEH MIHPO-
KO€ pacripoCTpaHEeHHE B COBPEMEHHOMN HayKe, YTO OAHH YePThl 3HAKOBOCTHU
MIPUIIOKUMBI K UCKYCCTBY, Apyrue — HeT. [l03ToMy HCKycCTBO — 3HaKOBas
cucTeMa ocoboro poxa.®

Kak Obr To HE OBLTO, HO 3HAKOBOCTH MCKYCCTBA MPU3HAETCS CETOIMHS
BCEMH, KTO 3aHUMAeTCs UCCIEOBaHNEM ero crenu(PuKu. A 3TO KadecTBo,
NEHCTBUTENHHO TIPUCYIIEe UCKYCCTBY, POXKIAET ISl CO3/IaTeNsd HEOOXOaH-
MOCTB BBE/ICHHS 3HAKOB, KOJMPOBKH, MOJIEITMPOBAHHUS OTPaKaeMOTr0 MM MHUDA.
OpHaxo clnenyeT UMeTh B BUY, YTO HCKYCCTBO — JIOBOJIBHO CIOKHOE SIBIIE-
Hue. OHO — YHHUKAIBHBIA KaHAJ CBSI3M, B KOTOPOM HIIyIIee OT UCTOYHHUKA
nH(OPMAITIN CONEpKaHNUE MOXKET IIPH €T0 IPHUEME JIMOO0 PACTITHUPUTHCS (€CITH
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BOCIIPUHHUMAIOMINK paQUHUPOBAH, TIIyOOKO 3HAET 3aKOHBI S3bIKa JTAHHOTO
BHJIa HCKYCCTBA), TMO0 OCTaThCS 3aKOMUPOBAHHBIM (KOTA JIUITL Hanbosee
SIBHBIE, BHEIITHUE 3JIEMEHTHI (DUKCHPYIOTCSI BOCIIPHHUMAIONITIM U YTO CITy-
YgaeTcs JOBOIBHO YacTo). Kak mpaBuiio, COBpEMEHHUKH B CBOEM OOIIBIITHH-
CTBE HE B COCTOSHHM BOCTIPHHSTH HOBOE COZAEp)KaHNE, BRIpPAKEHHOE B He-
puBBIYHBIX (popmax. [ToaToMy mrodoe XyokecTBEHHOE MTPON3BENICHHE, €CITH
OHO HaCTOsAIIee, MOJTMHHOE, TOTEHIIMATHFHO OTKPBITO s Oymaymiero. Yem
00JIbIIIe B MPOU3BEICHUH 3aI0KEHA «30HA POCTay, TEM MPOU3BEICHUE IO~
TOBEYHEE W IIeHHee. B mocTmkeHn cMBICTIa OTIpeIeICHHBIM 3BE€HOM BBICTY-
MaeT XyJ0’KeCTBeHHas KpuTuka. Ho 70BOIEHO WacTo OHA CTONB GECIIOMOTII-
Ha ¥ 0e3JjapHa, 4TO BhI3BIBAECT HACMEIIKH HE TOJNHLKO TBOPIIOB, HO M KOJUIET.’

Ha BocmpusiTie Xyq0KeCTBEHHBIX MPON3BEACHUH BIHSIOT MOZa, aTMOC-
(epa axxroraxa, clraBa, IPOBOLIMPYS HHTEPEC M BHUMAHHUE K TPON3BEICHIUSM,
BHYTPEHHE HE 3aTparvBaloiM HEMOATOTOBIICHHOTO HHANBHA. Ha 3ape Bo3-
HUKHOBEHUS MCKYCCTBA aBTOP M BOCTIPHHUMAFOIINI OBUIH CIUTHI BOEAWHO.
1o mMepe cTaHOBJIEHNUS HCKYCCTBA, pa3AeICHHUS €T0 BHIOB, BRIPAOOTKH CPEICTB
BBIPA3UTENbHOCTH aBTOP U BOCIIPUHIMAIOIINI CTAIN OTHANSATHCS APYT OT APY-
ra. ABTOp CTaHOBUTCSI T€HEPATOPOM OTPE/IEIIEHHBIX CIOXKETOB, TEM, HJIEH, BOC-
MIPUHUMAIOIIHI — €TO TTACCHBHBIM TTOTpeduTeneM. JINIIb B HCTIOMHUTEThCKIX
BH[aX UCKYCCTBA MCIIOJIHUTENH OCTAETCSI aKTHBHBIM COaBTOPOM POH3BEIEC-
Hus. OHAKO MACCHBHOCTH BOCIIPUHUMAIOIIETO JIUING KaXymiascsa. MIMeHHO
OT HETO 3aBHCUT OBITOBaHNE XY/I0’KECTBEHHOTO MPOM3BeieHHs. J|OBOIBHO N~
POKO pacipocTpaHeHHas ceHTeHIs — « TamaHT Bcerma mpoObeTcs — coBep-
LICHHO HE COOTBETCTBYET JCHCTBUTEIBHOCTHU. TalaHTIIMBBIA BOCIPUHUMALO-
A MOXKET YBHUIETh TTyOMHHBIE CMBICITBI B TFOOOM MTPOM3BENICHUH, & HCTHH-
HBIN TIEAEBP BCETAA XPaHUT B ce0e IIIaCThl, KOTOpPBIE OYIyT OTKPHITH HOBBI-
MU TIOKOJICHUSMH BOCTIpHHUMArOIuX. [lleeBppl aHTHIHOCTH MTO-pa3HOMY HH-
TeprpeTupoBaiuch B CpenHeBekoBbe, Bo3poxkneHnn u ganee BIUIOTH O Ha-
IIIeTO BpeMEeHH, OTIINYAsCh OT UX MPOUYTEHHUS B TE BpEMeHa, KOT/la OHU ObLTH
co3manbl. B kauecTBe uaeabHOTO BOCTIPHHUMAFOIIETO MOYKHO TIPHBECTH UM
A.C. [lymkwna. Umerno A.C. [Tymkus BepBbIe «IIpodein maMaTHUK [leTpy
Bemukomy DTheHHa-Moprica DanbKoHEe TO-HOBOMY M IMEHHO TIOCTIE HETO T1a-
MSTHHK BOIIIEJ B COKPOBHIITHHITY ICKyCCTBA Kak «MemHbIi BcagHuk». Takum
00pa3zoM, IMEHHO JIEKOANPOBKA, BHECEHHE HOBOTO COMIEP KaHU B Y)K€ CO3IaH-
HBIA IpyruM aBTopoM mamMsaTHUK caenamd A.C. [Tymkiaa HeBOJIEHBIM COaB-
TopoMm DanpkoHe. TakuM ke 3HAYNTENTFHBIM BKIIAJIOM B UCTOPHIO BOCTIPHSI-
THSI XyJIO)KECTBEHHBIX ITPOU3BEACHUN MOXKHO CUMTATh aHAIU3 roprpera M.H.
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Epmomnoroit kuctn B.A. Cepora, cnenannbiii Cepreem DitzenmrerinoM. Te-
nepb BHE MOHTQ)KHOTO TIPHHIMTIA DW3EHINITEHHa TPOCTO HEBO3MOXKHO BOC-
MpUATHE ATOTO Tpom3BeaeHns. CTONb ke TIIyOOKHM M YHHUKAIBHBIM CTaHO-
BUTCSI OCMBICIIEHHE MHOTHUX III€IEBPOB MUPOBOM KUBOIIMCH B KHHOKAPTHHAX
A. Tapxrosckoro, C. [Tapamkanosa.

B Hame BpeMs pa3BUTHE TUTUTATBHBIX TEXHUK B HCKYyCCTBE CTABUT BOC-
MPUHAMAIOIIETO B OIMH PAJI C aBTOPOM, TIPEAOCTABIIASA €My aKTUBHYIO POJTb
B YEpEIOBAaHUH IEMEHTOB TKaHU TPOU3BENEHUS, UX PA3BUTHH, TOPOXK/IE-
HUU U T.1. TeM caMBbIM COBPEMEHHBIH 3Tall Pa3BUTHS NCKYCCTBA BRICBEUNBA-
€T POJb BOCTIPUHIMAIOIIETO NCKYyCCTBAa KaK aKTHUBHOTO COAaBTOpa XyHOXKe-
CTBEHHOTO ITPOM3BEACHUS, aKTyaIN3UPYsI MPOOIIEMY MTOJTOTOBKH ayTUTOPHH,
ee BOCIIMTaHMs, KOTOpas BO BCe BpeMeHa Obllla BaKHOW, a B HAIlle BPeMs
npuodpeTaet ocoboe 3HaueHUE. 100 MHOTHE TPOU3BENCHHS COBPEMEHHOTO
MCKyCCTBa TPeOyIOT OT BOCITPHHUMAIOIIETO CEPHE3HOTO COTpyAHNYecTBa. B
MPOTHUBHOM CITy4dae OHHM OCTAIOTCS HEMOHSATHIMH, IIPEBPAIasiCch B hparMeHT
MPOCTPAHCTBA, 00IAAATOIIETO ONIPEISIICHHON IIEHOM.

Taxum gBMKEHUEM, aKTHBU3UPYIOIIMM POJIb BOCTIPHHIMAIOIIETO, CTal
KOHIICTITYaJIH3M, TIOTyYHBIITHH pactipocTpanenue B konre 1960 — 70 rr. Cran-
KHBas ICKYCCTBO U HE-UCKYCCTBO, XyAOKHUKH 3TOTO HAIIPABIICHHS CTPEMSITCS
BBI3BATh 3PUTENS HA JUCITYT O IPHUPOJIE SCTETHIECKOTO, HAITOIHSAS CMBICIIOM
TO, UTO HAC OKpY»kaeT. /Iy KOHIlenTyann3Ma XapakTepHa CHCTeMa YMO3pH-
TEIBHBIX U a0CTParupoOBaHHBIX OT MaTepUATBHOW (OPMBI OTHOIIECHUH U
MoHATHH. YacTo MpH 3TOM HCTOIL3YIOTCS KHHETHUECKHE 0OBEKTHI (00pa-
IIEHNE K BUIEOBO3MOKHOCTAM 3JIEKTPOHUKH). KoHIIenTyanusm cymiecTBy-
€T B )KHBOIIMCH ¥ TI033UH, TIPOSBIISSI ceOs B padboTe He ¢ hopMaMHu, TPaTHITH-
SIMH, CTWJISIMH, @ C TEM, YTO UX 33/Ia€T: C MBIIIUIEHUEM, CO3HAHUEM, HJIE0JI0-
rueit. [loaToMy KapauHAIBEHO MEHSIETCSI B3ANMOOTHOIIICHHE BOCTIPHHIMATO-
IETO C MPOW3BENEHUEM HCKYCCTBAa. 3PUTENh BBOMUTCS B YMO3PHUTEIbHOE
MPOCTPAHCTBO, M €My HEOOXOAMMO CaMOCTOSITENIFHO pa3o0parbcs BO MHO-
KECTBE KOHTEKCTOB — ATHYECKUX, ICTETHUECKUX, COLMATBHO-TTOTUTHIECKHX,
MCTOPHUKO-KYIBTYPHBIX | T.J[. 3pUTENI0 HE0OXOANMO TBOPUECKH TPAKTOBATh
MPEIOKEHHYI0 KOHIENHI0. YacTo Mo3TOMY KOHIIENTYaIn3M Ha3bIBAIOT
3CTETUYECKOM MPOBOKAITUEH.

K sBneHnsM Xy0KeCTBEHHOTO TBOPUYECTBA, 00JIaAAr0IINM TaKOH 3Ha-
MeHaTeIbHOH 00paIeHHOCTHIO K BOCITPHHUMAIOIITIM, MOKHO OTHECTH KOM-
MBIOTEPHOE NCKYCCTBO U Mena-apT. BriepBrie MpUHIAIIBE H300pakeHHI C
MTOMOTIIBIO KOMITbIOTEpa ObLTH poaHanu3upoBansl ViBanom E. Crorepren-
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nom.® B ero crarbe ObLIM MOKa3aHBl METOABI 00pabOTKH MH(GOPMALUU K
M300pakeHUS C TMTOMOIIBI0 MAIIWHBI M KaK KOMIBIOTEP MOXET OBITh HC-
MTOJIB30BAH I UHTEPAKTUBHOTO B3aMMOIEHCTBHUS C H300pakeHUEM. DTO
OBLJT JINITH TEOPETUIECKHUIA MTEPHO]T B PA3BUTHH KOMIIBIOTEPHOTO HCKYCCT-
Ba. Peann3oBarh €ro okazaaoch He IPOCTo. Pa3BUTHE KOMIIBIOTEPHON TEX-
HHKH CITOCOOCTBOBAJIO PA3BUTHIO KOMITbIOTEpHOU rpaduku. TumoTu JkoH-
COH pa3BHJI pe3ynbTarhl, nonydennsie M. E. Crotepnenaom.’ Brociaeacteuu
T. XareH u ero COTpYIHUKH YTy CKOPOCTHBIE TPeoOpa3oBaHUS IS
TpEXMEPHBIX n300paxkenuii. '’

Kak npaBuiio, 3Ta koMIbloTepHas rpaduka paccauTaHa Ha HHTEPAKTHB-
HOE B3amMopaeicTBre ¢ MammHONH. C OCBOCHHEM KOMIBIOTEPHOU TpaduKu
MIPHIILUIO O0CO3HAHKE, 9TO OHA MOXKET OBIThH MICTIONIb30BaHAa U [Tl HY K] KHHE-
Matorpada, B aHUMaIMHA MYJIBTATDINKAIIMOHHBIX H300paxkernit. Hopman Mak
Jlapen B 1968 1. onmcan 0coOEHHOCTH KOMITBIOTEPHOW aHUMAIliH, Ha OCHO-
B€ KOTOPOX CTaJI0 BO3MOXKHO CO3/1aBaTh (DUIBMBI C TOMOIIBIO KOMITHIOTEPA.
B 1989 r. B Kapncpys 6611 ocHOBaH LleHTp NCKYCCTB M MeIHA-TEXHOJIOTHI.
B 1994 1. 31ech Obl1a Oprann3oBaHa MyIbTUMeARa-T1adoparopus. B Heil co-
3[1I0TCS] HHCTAJUISAIINH, KOTOPBIE TIO3BOJISTIOT BCTYTIATh B TUAJIOT C Pa3HBIMHU
KOHIICTIIUSAMHU MyJasTUMeana. MHCTUTYT BU3yalbHBIX Menua mpu Llentpe
WCKYCCTB M MEANAa-TEeXHOJOTHH M3aeT CHIMPOMHBIE M3JaHHs, B KOTOPBIX
MIpeICTaBICHBI pabOTHI XyIO)KHUKOB ME/INa-apTa.

Pa3BuTHE TEXHWKHU TO3BOJIIIO K HACTOANIEMY BpEMEHH HEMeIJICHHO
YBUIETH Ha AWCIIIeE PE3yNIbTaT H3MEHEHNH, BHOCUMBIX B IBIDKCHHUE H PUTM
OUHAMHYECKOTO M300pakeHus. HoBbIe TEXHOIOTHH MO3BOIIIM W3MEHUTH
AyIUTOPHIO — BMECTO COTHH 3pHUTENEH — yYaCTHIUKOB KOMMYHHKAIIAN, KOM-
MBIOTEP MOXKET MO3BOJHTH B JIF000E BpeMsl BOCTIPUHIMATh HEKOe ITPOM3Be-
JeHHe JTI000OMY KOJMHUYECTBY IIIOEH, pUYeM, U3MEHSS HE TOJIBKO ayJHuTO-
pHI0, HO U TO, YTO MPECTABICHO M0 Ty CTOPOHY 3KpaHa (HOBas apeHa ceTe-
BOI KOMMYHHKAIINH ), KOTZ[a 3pUTENh CTAHOBUTCS TBOPIIOM. B kauecTse mpu-
Mepa MHTEPECHO POU3BEACHNE, CO3IaHHOE KaK Pe3yIbTaT BECEION UIPhI, B
KoTOpoi y4yacTBoBaiiM koMmno3utop Kyomm ®ypykaBa, Menua-xya0KHUK
Macakn Oymxuxara U XyIoKHUK-TIporpaMMucT Bonbdanr Mysk (1999).
HazwiBaercs oo «Small Fishy, HO IMeeT M TIOA3aroN0BOK: «KamepHas my-
3bIKA C KapmuHKamu 0 Komnelomepa u ucnoarHumerneti». IlponseneHue
ATO TIPEACTABIIAECT CO00H 15 KOMIO3UITHH, KOTOPHIE MBI CaMH HCTIOTHSIEM,
BCTyTIasl B UTPY U 3aCTaBIISASA 3ByUaTh BCE HOBBIE M HOBBIE BapHaIliH.

HoBrsle MarepranbHBIe HOCUTENTH CITOCOOCTBOBAIH TOSBICHHIO HOBOH
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TEMaTHKH, KOTJIa MaTepruaIbHO-TEXHHUECKUN MPOTPECC CIMICS C HOBBIM
XyJIOKECTBEHHBIM CoJiepKaHieM. PeBororust B 00IacTH MCKYCCTB KOCHY-
JIach HE TOJIBKO O3HAYAIOIINX, HO W O3HAYAEMBIX, PACIINPUB TPAHHIIBI HC-
KyCCTBa, KOTOPOE TECHO COTPUKACAETCS C HAyKOW, MOTUTHKON M IKOHOMH-
koi. BocnpuHUMaromuil npu 3TOM y>Ke He TOJIbKO YYaCTHHUK KOMMYHHKa-
THUBHOTO akTa. Temeps yKe 0T MaTepHalIbHOTO MPOAYKTa UCKYCCTBO TEpe-
IO K HeMaTepHalbHBIM (JOPMaM, PacIioIOKEHHBIM B CETEBOM OOIIECTBE, B
KOTOPOM OILTadMBAETCS HE CaM MPOIYKT, @ BpeMsl, 3aTpadeHHoOe Ha ero To-
Tpebnenue. TakoBa, HaIpuMep, «BcTpeda Beaenyo» (blind date) kanamckoi
xynoxuaub! JIrok Kypmren. Croms e mokaszarenbHa paboTa aMepruKaHCKOTO
xynoxxHuka Kena ®aitHrosaa, OTIpaBIIsIONIEro 3pUTENIsi Ha 0XOTY 32 HECMET-
HBIM KOJJMYECTBOM KOTIOINAIINXCS 0331 dKpaHa OaHANBHBIX PEeKIaMHBIX
KapTHHOK. B HOBOM MCKyCCTBe IapCTBYeT MHTEPAKTUBHOCTD, KOTZIA KHCTh 1
MAIATPY CMEHWJIH KJIaBHaTypa U CEHCOPHL. Menna-TeXHOIOTHH OKa3alich
CBSI3aHHBIMH C Pa3HBIMHU BHJIAMH UCKyCCTBA — (oTorpadreil, KIHOMCKYCCT-
BOM, TEJIEBUJIEHUEM, My3bIKOHU. [[e1h10 3THX HOBBIX IIPOSIBIICHUI UCKYCCTBa
CTAaHOBHUTCS HE MPOCTO BOCIPOU3BECHHE JEHCTBUTEIHHOCTH, a CO3aHMe
BO3MOXKHOCTH aKTHBHO TOTPY3UTHCS B CO3/aBaeMBbI 00pa3 BUPTYaIbHOM
peasibHOCTH. TakoB, HAPUMED, HOBBIN BUJ KHHO3PEIUIIA — «AKTUBHBIN KH-
HeMaTorpady, Co3maHHbIN Ha 6a3¢ KOMIIBIOTEPHON TEXHUKH. 3PUTEITH TAKO-
ro (uIbMa MOTYT BO3/IEHCTBOBATh Ha Pa3BUTHE JEHCTBHUA.

HNmenHO Temeph, HA COBPEMEHHOM 3Talle Pa3BUTHS UCKYCCTBA CTAaJO
MOHATHO ¥ HAINIHO BHUJIHO, YTO TPOIIECC TBOPYECTBA M OBITHS MCKYCCTBA
JIOTIONTHSIETCS €T0 BOCIPHATHEM. Termeps B My3bIKE HCIIONHUTENb YK€ He
MPOCTO BOCIPOM3BOJUT TEKCT KOMIIO3UTOPA, HO CTAHOBHUTCS aKTHBHBIM €TI0
COaBTOPOM, JIOTIONHAS €r0 TeKCT. Tak u B APYTUX BUAAX UCKYCCTBA BOCIIPHU-
HUMAIOIIAN BOBJIEKAETCS B HTPY C TEKCTOM.

O TOM, YTO COBPEMEHHBIH BOCTIPUHUMAIOIINN JOJKEH YHOAOOUTHCS
TBOpITYy, MUIIYT MHOTHE COBPEMEHHBIE yUeHbIe, B TIEPBYIO ouepens (GpaH-
1y3ckue Teopetuku nocrmoaiepuusma: P. bapr, XK. eppuna, XK. Henés u np.

3mech, OTHAKO, BOZHUKAIOT IMPOOIEMBI CJI0KHOTO Pa3/eleHNs UCKYCCT-
Ba Ha hruTapHoe U MaccoBoe. Yxe Koncrantun JIeonTheB B koHile XIX Beka
MIPO3OPIIMBO MTUCAN O TOM, YTO TIPOIIECCHI IEMOKpPATU3allii, HapacTaloIINe B
9KOHOMHYECKOM, TTIOTUTHIECKOM, HHTEIIEKTY aJIbHOM H, KaK CIIEICTBUE, TAXKe
TIOJIOBOM PAaBEHCTBE B 00IIECTBE, B KOHEYHOM HTOTE MTPUBEIYT K TOCTIONICTBY
CKPOMHBIX, HE CIIUIIIKOM MHOTO Pa0OTArOIINX, OTHIONb HE CAMBIX YMHBIX, HO
OJIMHAKOBO MBICIIAIIUX Jitofel. K ToMy ke He OUeHb CHaCTIIMBBIX B CBOEH OU-
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HAKOBOCTH. B MaccoBo# KynbType MBI BUIUM WH(PAHTHIIN3HPOBAHHOE COMIEP-
xanue.!! Hayunoe 1 poaHHOE B HEM 00BEIUHSIOTCS, CO3IaBas yPOIITUBBIHA
CUMOMO03. A MHTEIUIEKTYaJl, KOTOPBIH XOPOIIIO 3HAKOM C KPYTOM HIICH B OYCHD
y3KOi 00MacTH, mepeHOCUT UX Ha c(epbl, He UMEOIHe OTHOIIEHHUS K eTo
CTHEHAEHOCTH, TEM CaMBIM JIeNIasi IX CHMBOJIOM TOPKECTBYIOIIIETO YeJIoBe-
Ka-Macchl. CBsI3aHO 3TO ¢ Ie(UIIMTOM JIFOEH, IMEIOIINX IITHPOKYI0 TYMaHH-
TapHyIO KylbTypy. Kak mpaBwiio, JrOIu, IMEIOIINE MYKECTBO MTOJIH30BaThCS
COOCTBEHHBIM YMOM, CMHPSIIOTCS C HEBO3MOXKHOCTBIO OBITH MTOHATHIMHU APY-
TAMH{ ¥ OTTOTO WCITBITHIBAIOT OIMHOYECTBO B 3TOM Mmpe. MaccoBoe o0ie-
CTBO MTOTPEONIEHNS] CTUMYJITUPYET MOSBIEHIE MacCOBOTO HCKYCCTBA. A Macco-
BBIH TIOTpeOUTENh TpeOyeT cpemHux moaeok. OOmecTBO MOTpeOIeHus yc-
pemHseT He TONBKO MPOAYKT, HO M CaMOTO MOTPEOHUTEN. YCpeqHEeHHBIE TIPO-
W3BEJIEHUS] OPUEHTHPOBAHBI HAa CTEPEOTUITHOTO BOCHPHHUMAIOMIETO. JTOT
COBPEMEHHBIA BOCIPUHUMAIOIIMM YacTO MOJIy4aeT BMECTO JTyXOBHOW MUIIU
HE TOJILKO MEePEXKEBAHHBIN, HO U TIEpeBapeHHBIN MPOoAYyKT. M MPUBBIK 3TO MO-
Tpebmsate. [loTpebdnenue Takoro «MCKyCCTBay CTAIO Ha MpeanpHHIMATEIhC-
KOW OCHOBE TIPHPaBHUBATKCS K JFOOBIM TOBapaM — efie, ONIeXKIe, peaMeTam
OBITa, KOCMETHKE M T.II. 3aCHJIbe aMEPUKAHCKUX OOEBHKOB, MacCOBU3AIIHS
MoTpeOIeHHsT BRIpayKaeT HaJUIOM B COBpeMEeHHOM Kynbsrype. C IpyToif cTopo-
HBI, TO, YTO MBI HAXOJUMCS Ha TICPEXOHOM 3Tare'?, MoTIepKUBacT CTpemMIie-
HUE UCKYCCTB K UX cuHTe3y. ClenyeT, OHaKo, TOMHHTE, YTO B JIFO00H CHUTya-
IIUH €CTh KaK MOJIOKUTEIbHBIE, TaK U OTPHUIIaTeNIbHBIE CTOPOHBL. CaMa Macco-
Bas KyJIbTypa 3aMHTEPECOBaHA B DJIUTAPHOM HCKYCCTBE, KOTOPOE BIIMBAET
KHUBYIO KPOBB B 3TO HCKycCTBO. [lo3TOMY CoaBTOp, MOTpPEOHTENH HCKYyCCTBA
Bceraa (opMupyeT IMEHHO TEX, KTO MOXKET OTIIYHUTH ITONTHHHOE TIPOU3BEIe-
HHUE UCKYCCTBA OT €T0 He MOMJIMHHON TOIENKH.

THE PERCIPIENT AS THE CO-AUTHOR OF ART

Svetlana MAKHLINA
St. Petersburg State Univesity of Culture and Arts, Russia

Art represents a complex, multi-constituent system in which the neces-
sary elements are the author, the piece of art, and its percipient. The central
core of art is usually considered the piece of art itself. Its author is also
frequently remembered. However, the percipient is generally considered a
passive auxiliary who merely facilitates the existence of art in society.
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In the Middle Ages, an artist bore in mind different levels of perception,
those of the simpleton (idiotae), layman, monk, and sage. The deep-laid mean-
ings and many-sided symbolism of the senses would open to consecrated
people (initiatio) — sages and monks. Their portrayals of meaning often be-
came the «Bible for ignorants» for some people, and a cause of reflection for
others. How often while perceiving pieces of art we appear in the role of
idiotae!

During the long history of art, every type of art has developed its own
set of expressive instruments, which require preliminary assimilation and
acquisition. It is not easy to perceive literature, though we know how to read.
It is likewise difficult to comprehend fine art, music, etc. Thus, apart from
the preliminary acquisition, it is necessary to comprehend the language of
this type of art.

It becomes clear the sense of a work is not perceived at once. Perception is
a creative labour similar to that of the creator. Perception is a complex process.

Any piece of art always carries in itself a potential dialogue with the
percipient. But text is inseparably linked with context. The text is opened
only in the situation of a chain of texts and these develop within pure con-
text. At times, we are completely unable to understand the text, and in
most cases this lack of understanding involves a certain profundity un-
available to our comprehension.

The role of percipient in art is rather large. Art represents a special kind
of language, and every type of art possesses its own set of inherent signs.

The role of percipient is extremely active.

A talented percipient is able to see the deep-laid meaning in any work of
art, and a true masterpiece always has layers of meaning which will be opened
by new generations of perceivers.

As a perfect example of a percipient is A.S. Pushkin. After Pushkin
«read» the monument to Peter the Great by Etienne-Maurice Falconet in a
new way, it went down in history as «The Bronze Horsemany.

Nowadays, the development of digital techniques in art puts the percip-
ient in the same rank as the author, thus granting him an active role in the
alternation of tissue elements of a piece of art, their evolution, generation,
and etc. The contemporary stage in the evolution of art highlights the role of
the percipient as an active co-author of a piece of art, which gives the prob-
lem of auditory training, which has been considered important throughout
the history of art, new special significance.
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This significance arises because many pieces of modern art expect
from the percipient significant cooperation. If the percipient fails to coop-
erate, the works remain misunderstood. They turn into fragments of space
of uncertain value.

To exemplify this phenomena of artist creations which have this remark-
able directedness to percipients we refer to computer art and media-art.

The revolutionary changes in the field of art have not only denotative but
also significant implications. The borders of art have expanded to include matters
of concern in science, politics and economics. In connection with this, the
percipient is not a mere participant in a communicative act. Now, art is con-
sumed. Instead of a material product which is bought and sold, art has turned
into material forms which are situated in a network society where you pay not
for the product itself but for the time spent on its consumption. (I have just
guessed at the meaning of this final sentence. It was not clear to me exactly
what the author intended, so I may have got it wrong.)

In this new art, interactivity rules. Brushes and palette have been re-
placed by keyboard and sensors. Media-technologies are concerned with dif-
ferent types of art — photography, cinematography, television, music, and the
objective of these new manifestations of art is not just the reproduction of
reality, but the creation of a possibility to plunge actively into the created
vision of virtual reality.

On the contemporary stage of art evolution, it has become clear and
obvious that the process of creation and the being of art are supplemented
with its perception.

However, here there appear problems of a complex division into elitist
art and art for the mass.

As arule, people who have the courage to use their own intellects put
up with the impossibility of being understood by others and they therefore
feel their loneliness in this world. The mass consumer society stimulates
the appearance of mass art. A mass consumer demands mass products, and
the consumer society thus averages not only the product but also the con-
sumer himself.

But mass culture is interested in elitist art, and this interest pours fresh
blood in this art. Therefore, the co-author, consumer of art can always tell a
genuine piece of art from its non-genuine forgery.
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MEXIYPEYbE

Baoum PABUHOBHY

Ilpo-3penue - Bo3-3penue

JTO COUYMHEHHUE MPEACTABIICT co00i noxman Ha VI MexayHapogHoM
(bHumocopCcKO-KyIbTYpOIIOTHUECKOM KOoHTpecce «JluddepeHnnanus 1 wH-
TEerparys MUPOBO33PEHHN: JMHAMHKA IIEHHOCTHBIX OPUEHTAIN B COBPEMEH-
HOH KyIBType». 10 cobbiTre ciryuninoch B CankT-IlerepOypre 29 okTsaOpst —
2 Host6pst 2003 roma. Bipoyem, 060 BceM 3TOM MOXKHO OBIITO OBI HE TOBOPHUT,
MTOTOMY YTO 3TO M TaK SICHO M3 Ha3BaHMS BCETO KOpIyca MyOmuKaInii, eciiu
OBl HE O/THO 0OCTOATENHCTBO: B [IporpaMme 3TOT0 MEpOIpUATHS MOH JTOK-
naj, mpousHeceHHbIH 30 OKTAOPs, B aHTIIMICKOM BapHaHTe ObLUT Ha3BaH BO-
JIT0 TIEPEBOAYMKOB Tak: «Mesopotamia: insight or view». Tak ObLT10 TIEpE-
BeZeHO Moe Medwcoypeube — He Kak TpeObIBaHNE MEXAY IByMs pedami, a
KaK JIpeBHee reorpaduveckoe Ha3BaHWE. DTO U MOCTYKHIIO TTOBOJOM IS
SIUTPAMMBI, KOCH 1 OBIT HauaT MOH JTOKJIaI:

Meconomamcroe ogypeuve

B nocneonux uucnax okmsabps
B3zeanun na xyoenvrue nieuu,
IIpo meancoypeuve 2060psi.

U som, meoc Tuepom u Eegppamonm,
Muposo3zspenuecku bayonus,
Meuycow, kax bpoyHosckuil amom,
Komopuiti monvko mem u scus.

fhk

Peur moiiner o meece Benmmmupa XireOHnkoBa «Xouy s». BoT Best oHa
LIEJTHKOM:

Il o mu p b: HeOnHM CKUHYIH, TIITHB, YSPHOCUHUE TAHWIIHINA U B TUISICh-
MeHaX TOJ] TyIy BBICOTOBYIO CMEXYHHO Jiep3ada CBEepIIar0T KPACOTHHHBIN
XOIl 710 3apu. YTPHUHS C BOCKOBAaTHIMH YCTaMH YIBIOCHEET, HE KaMeHHO U
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BJIACTHO TIPOCTHPAET HaJI 3eMJICH BCEJICHHOBYIO PYKY. 30pHIH-HEONdH, O71a-
TOCIIOBSKHH—30PUIH — CHITIATCS ¢ Heba Mrte0oit Heba ¢ COHHEIOMEH 3eM-
ne#t — HeOOoBBIE KpacHO-0arpstHbIe BETHI-Kapaedb. O, HebaTas ToHeOa MEHS
B Hest!

Hebak, Muperomniuii B30poM M 3]1aTOBOJTHAYEL BOJIOCEKOM, CTPOMHHUBET]
TUIEYaMH U IPSIMUBET] CTAHOM OepeT THEPOKOTHYIO CBHUPENb. ¥ TPOUb CKBO3b
BOJTHBI OETTM3H M YepHW3H npaBuT 4enH. [loBcrony yTpupu. Y1po.

S1: Muneb6a HeOCKOTO MOTOYa M HEOECKOW CHIIEOBI C 3eMHATON XWIIe-
0o0i1 He TIpenBemIacT MHE JOOPOTEIONMINX 3€JI0 Je. 3IOBBIA TOXKIb, TOKIb
311a, BIKY, oxugaet MeHs. imest ym ruOkuii kak y 60)kecTBa, Tak Kak JINIIh
TOYKa OOXKecTBa s, KaK W BCE KMUBOE, S HAIIEN OBl BHIXOJ TOCTOWHBINA U
TOYHBIN B yiaue.

P y 9 b u = a: OmynsiBaromuii MeHs B3opoM! Buayn Oy, HATIMEHHUK,
3THIX TIJIa3: HeKoraa ObUTM TPOMAJHBI KaK MHUp, OyAydd MPOIUTEIM U Oymy-
MM BCEJICHHOW, W BCEJICHHMYAMH OBUIH JIETCKHE B30PHYH, OyaydH mams-
TBIO Y OMHOTO M HaAeXIol y napyroro. U Bce ObutM OOKMYaMu. A HBIHE s
MEHBIIIEe CTPEKO3BI, M JIUIIb PHIOAKH ITYTAIOTCSI MOETO TOIIETO Tea.

Mectuth, McTuTh! O, McTeHetomui 3aMbicest! CaMoyOHiiCTBOBATHIC KPHI-
JIbsSI CJICTIH U3 JTHEH MPOXKUTHIX, M ITyTHHOW HEOSCHATON M YUCTOM, KeJTOMeI]
HAaBWHB W XaJMMeI] Bcex, JeTH, jetu! M, mogo6Ho muTy ocTaHaBIvBas B
ce0e 1 METITKOTCTBYS ITOJICTY BCEJICHHUYECH OMUTEHEH OeCCpOUHO, HOBBIH BH/T
Oeccpounst, OpeI3ra OeCCMEPTHBIX XIISI0CH U [ienai To, 9To TeOe MOACKaXKET
Hy)kaa. CaMOTCTBYS, HO HHOTCTBYS, CTAaHEIIb ITyTHHOH, I/ie 0€3yMCTBYIOT
KOCSIKH CTPacTEHOTUX (TPUBHIX) KOOBUIHII, HO, HECS CIIY)KOy MHOW MOXOe,
OyJernrb BOJIEH MacTh B TACTh 3€MHBIX JIOJIMH.

Bcecymun S MoxkeOHas CTpaHa BEJIMKA, U KTO Y3HAT PyOeKu?

<19117>

[TepBrrii cobnasH: eme pa3 (a MOXKET OBITh, €ITIE U eIlle) nepeunTars. 1
KaxIbid pa3 Beiryx. Ha ronoc. Kpemengo. Jlumunysugo. KonTpamyHKTHO 1
KaHTHIeHHO. CBONS Ha Hem W BHOBB BO3BOJIS Ha dd... Jlo yMorioMpadeHus,
MOTPY’XKasAcCh B TeMb U ACOPh 3a-yMbs Kak MpeA-yMbs. B 3ByKOByr0O MOIYB
ONIalIEHHOCTEH. . .

W BrpaBnay: «UnTaTh B 31paBOM yMe BO30paHsIo!»

Bospems BcnoMHMIT kamezopuueckuii umnepamus 3anpeTHbiii Kpyue-
HBEIX Anlekces EnrceeBuya, MpenmociIaHHbId UM K €10 e ¢ AJSTPOBBIM «3a-
YMHOU THUTE.
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Ho urenune yxxe Hadanoch, ¥ MPUTOM, HA/ICIOCh, B 37JpaBOM yMe (ITOKa
gT0). KpoMe Tor0, Kak pa3 30pasomy ymy M He 6030panuuts. [loroMy 910 Ha
TO OH U 3/IpaBBIi, YTOOBI TBITATH YMOM HE 37]paBO€, TO €CTh CBOE COOCTBEH-
HOE — YUTATEeIhCKO-aBTOPCKOE — 3a-yMbe—TIPE/I-yMbe.

[TepeunTan. ['yn-rym ocraercs. Bucut Tydeit-o6makom. Bopogaercs men-
BEXbE-CIIOHOBBE, HO M MPEET B YTPEHEIOIIEH BpEMHUPHE U CHHEH HeOeKETH.

Ho ognoro rynma-ryna manmo. [TotoMmy 910 3T0 Bce-Taku mbeca ¢ HaIMHUP-
HOH (M MHOTOMEPHO) IpamMaTypruel, W MOATOMY XOYETCS y3HaTh, B YeM
JeNi0. A pas3 JIeNo, TO U CMBICI TS AUCKYPCHBHOTO TTepecKas3a CynbOBI mep-
COHAXXEW B UX PEUYEBBIX KECTAX U B3aUMOJICHCTBHUSX.

YT0 %€ CIyYUIIOCh C 3TUMHU TIepcoHaxaMu — /Jenupem, A, Pyuvuneti u
Bcecywunen? Y 3170 Haz0 TOHATH — TIOBEPX, WITH TO-HAT TYIOM-TyaIoM. [1o-
HaJ 3BYKOpedhi0... Bo BCSKOM cirydae XodeTcs MOHATb.

Ho gectHOCTH panu, HagO MPU3HATHCS, 9TO JOTMPEKb BCETO T€POU ITON
ITbECHI TIPEACTABICHBI — KaXIBIH! — oOpa3zamu cBoeit peun. Ho repmernyec-
KUMH 00pazamu peur. [ epmeTrnaeckuMu o0pa3aMu repMeTudeckoit pean. 1
S KaK YUTaTeNb (CO-IMEHHBIN Teporo «S1») TIHIyCh 3Ty pedb MOHATH CKBO3b
Ty ¥ TYIL, 3BYK 1 3bIK. A JIJI51 5TOTO HaTOOHO TepMEHEBTUIECKH JIETePMETH-
3WpOBATH CIIOBA 3TOW pedH, YIUIOMIMB 3Ty pedb A0 s3bika. Ho si3pika Bce-
TaKu B OOJMYNHN PEUH.

CrpammBaro: Hy>KeH JIU I BceX 3THUX Hamob mepeson? M sto — co-
0J1a3H BTOPOT.

Puckny.

X0y A

J o nups: Inaap, HEGeca BCKUHYIUCH U TTO]T BRICOKOTOJIOCYIO AYAY,
CMEXO03BOHHO JIep3as U KPacHBO KPYKach, MOILTA BHIBOAUTH Y€PHO-CHHIOIO
CBOIO TAWHOMHCH JI0 3apH. Y TPO-BOCKOBBIE YCTa Pa3yiIbIONIIOCH, HO YKe He
KaMEHHO, HO BCE eIlle BIIACTHO MPOCTHUPAET CBOIO BCEOXBATHYIO PYKy HaJ
Bcero 3emiiero. HebecHo-30peBbie aHTEIRINKH OTaruMH BECTOUKAMH O MH-
JIOCTH K MPOCHITIAIOMIEHCS 3eMJIe YCHITAIOT €€ COO0I0 — I[BETaMHU-KapKaMH.
YToHYTh B mydnHe HeOec! Xo3siH Heba, ¢ YXOIAIIAM B30POM, HO IMTUPOKHUI
B IJIeYaxX W MPSIMOM CTAaHOM, B3BOJHHMII 30JI0TO BOJIOC, B35IB B PYKH CBUPEIH
THS 111 POKOYYIINX JKYPWINBBIX 3BYKOB. [lapsaT pannue caerupu ytp. Co-
OMparoTCs BMECTE Ha BOJTHAX OeM3H M uepHU3H. HaunHnaercs YTpo...

S: Moryun mMunoct Heba U CHIIbHA €T0 CHJIa, HO HUYETO XOPOIIEro
He xaeTcs. Jloxas 3ma oxxumaro. Biky ero. UMmes ym ru0kuii, kak y 0oxke-
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CTBa, XOTS 51 — €T0 TOYKA, KaK M BCE KUBOE, HO s HAIIEN OBl BBIXO TOCTOMN-
HBIA U TOYHBIN B yjade.

P y 95 u u a: OmynsiBarommii MeHs B3opoM! Tl HaAMEHHO BCEBEIYII,
BCMOTPHUCH B MOM TTOTYCKHEBIIINE TJ1a3a: HEKOT/a OHU OBLTH OTPOMHBI KaKk
MUp, OyydH TMPOILIBIM U OYAYIINM BCETIEHHOHN, M CAMH OHH OBIITH IE€THMHU
BCEJIEHHON W TO-IE€TCKU MPOCTOMYIITHO BCE3PIUNMH, Oyaydr MaMsThiO y
OITHOTO W HaJIeXkA0U y 1pyToro. M Bce OBITH IeTEMU O0TOB. A HBIHE ST MCHbB-
IIIe CTPEKO3bI, U TOJIBKO PHIOAKH MYTAIOTCS MOETO TOIIIETo Tela.

McTuth, McTuTh! O, MCTEHEIOLINH — KOCTeHEoIHMi — 3aMbicen! Camo-
yOUHCTBEHHBIC KPBUIhsI CIICTH U3 JTHEH MPOXKUTHIX, U MyTHHONW HeOSCHOUW M
YUCTOMH, JKEITAHHUK-TTUTOMEIT HaBUHE (? — B. P.) 1 anelHuK BceX, JICTH, JIeTH!
W, momoOHo muTy ocTaHaBmuBast B ceOe W Melas MoJIeTy OTHPHICKOB BCEJICH-
HOW (M TOXE BCEJICHHBIX), OeccpouHo Oymab MUTOM (KHMBH MTHOBCHHEM. — B.
P.), HOBEIM BHIIOM Oeccpounst, B30PBI3ToM O€CCMETPHBIX XJIIOCH, 1 Iemaii To,
YTO MOICKaXeT Hyk1ma. OcTaBasch caMuM co0010, HO O€3yMCTBYS, CTAaHEIITh
Ty THHOM, TJe 0€3yMCTBYIOT KOCSKH CTPACTEHOTHX (TPHUBBIX ), HO, HECS CITYXK-
Oy WHOMY MOTYIIIECTBY, Oy/€Ib BOJICH IAaCTh B MTACTh 3€MHBIX JIOJIHH.

B cecymuu s Moryyas cTpaHa BeJIMKa, M KTO 3HAET e¢ Kpasi?

<19117>

Ho agexBaten mu 3TOT Mo rrepeBon? U 31ech TOCMOTPHM. ..

Co0na3H TpeTuii: MoANpPaBUTh, MPUOIN3NUTE. Ho. .. COXpaHUTh epeBoI-
HOCTB: 00-yMHUTPH 3a-yMb. O-CMBICINTB, CMUKIIAPOBAThH A0 MPHUBBIYHOTO
Omaro3By4us Ty-TyI-3ByK-3bIK. «Ha (hreiite», HO «BOTOCTOUHBIX TPYO». [ 3u-
23u-2330 8230Mm. Ilompobyio. ..

Kyna noneBanmuce nebunu, munedol, monebwi? A xyna nebak ucues? Kax
eciu OBl OH OBLIT JICTIIaK KaKOH, BRIMIEAITNH 13 tecy. OTBedy, 11 IpuMepa,
TOJIBKO 32 HeOaKa, CTABIIETO B TIEPEBOJIE XO3AUHOM HeOd.

A mpaBuiasHO nH? Tlodyemy ke HE HAWICH MOIXOMSIINN HEOIOTHU3M,
CTaBINMI B ITepEBOIC BCETO JIUIIb JTOTH3MOM? MoOXeT OBITh, TONIPoO0OBaTh
BCE )K€ BHOBH HEOJOTH3UPOBATh, COMM3UB (DOHETHUECKH HECOIMKaeMOe:
Hebaxa ¥ xo3sauna Heba? Y Torna 3aBUCHET HAZ0 BCEM, YTO €CTh, MOIi He-
0yc, MBICTIEHHO OKJIMKAIOUINI abncCHHCKOTO Hezyca BO BCEBIACTHH HAJO
BCEM, YTO HU E€CTb.

Co0na3H 4eTBepTHIA. A ToUueMy HE OCTaBHUTH BCe, Kak Obuto? Uem, B
KOHIIE KOHIIOB, IJIOX Hebak, TIOHATHBIA 1 0e3 mepeBoaa B xossauna nebva?! N
Jlake — ecITi HEeMHOXKeUKo Hazaq — B Hezyca?
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Ho nonsatasli mu? [ToHATHO-HENTOHATHBIN — JUIs1 CTHXMH CTHXA, HO B JKe-
JIATeITLHOCTH BCE-TAaKH MOHATH, €CITH 3TO TP03a, IMTyCTh JaKE U B BUJIC ITHECHI.

Co0ma3H TOT ke — YeTBEPTHI: OCTaBUTh KaK €CTh, IIOCKOIBKY 3ayMb
HenepeBoauma. Benp

ObLIUHDL O HAWUX HAPOOAX
Huxozoa ne 38yuam 6 nepesodax
(M. Csemnog n3 ctuxoTBOpeHus «TanbsHe)

Ho mu1 He B Utamuu, a B Poccun. U moromy Tem Oonee nukozoa. ..

Ho... cobma3H msThIi (OH jk€ BHOBB ITEPBHIH ): TIEPEBECTH XOUETCSI, Ta0bI
MIOHATH, B €M JK€ JIEJI0 B 3TOH mbece. B cynp0ax — COBOKyIHOM cyanoe —
3TUX YeThIpex nepcoHaxeit: Joaupsa, A, Pyubunu u Bececywunu.

Ho Bce onn — peunt: He JJonupsb, a peus Jlonups; vue A, a peuv 31010 A, HE
Pyubuns, a ee peuw; He Bcecywunsa — peusb 3TOM camoit Beecywjunu.

XogeTcs IepeBeCcTy Ha SI3BIK, a IEPEBOINTCS BCE-TaKH Ha Pedb (JBOMHYTO)
ero (XmeOHMKOBa) M MO0 (TIEpeBOMUIMKA — TOIIMada — TojikoBarens). Ho u Ha
SI3BIK, YTO CTPAIITHO YIIEMJISIET: )KaIKo aBTopa, Ho 1 camoro cebs. [lepsoro —3a
yTpaTy pedn, BTOPOro (MEHs), OCTaBIIIETOCS C OCTATOUHOM MOTyPEeUbio U 00pe-
TEHHBIM TIOTYA3BIKOM. BOT OT4Yero Bce 3TH MATh NCKYIIEHNH — ISTh COOa3HOB.

A Ternieps OnpoOyro 1o yMy (3IpaBOMY) UCTOIKOBAThH 3ayMb, KOTOPAs
He TIepeBOMMAa U HE MUCTOJNKOBBIBaeMa. Ho XoueTrcst HCTOIKOBATh XOTS OBl
3Ty IpaMaTyprHIO PEYH, B KOTOPOiIl BEICBEUMBAETCS, KaK HA KPYTH, PYCCKUH
A3BIK, XOTSI ¥ XJIEOHUKOBCKHHA. A yX 3TO MCTOJIKOBaHHE OO53aHO JieUh Ha
S3BIK, TOTOMY YTO UCTOJIKOBaHHE — HUKOTAA He TiepeBo. OHO — rmepeckas u
MIPOCTO-TaKM 0053aHO JIeUh Ha A36IK. OHO-TO B OYIET TeM Medicdy: pedaMu-
peUYCHUSIMH (OPUTHHAJIOM U MOUM TIEPEBOIOM) CO CTpyHKaMu (y MEHS) WITH
¢ OBICTpUHAMU-CTPEMHHHAMHE peun (y XIIeOHUMKOBA).

Mexnay-peube... B HeHTpalbHOCTH SI3BIKOBOTO MOKOSI — YCITOKOEHHOCTH.

[lepeckaxy, B Mepy MOET0 TIOHUMAaHHS CMBICIIOB 3ayMH, M TTOTOMY HE
CMBICJIOB BOBCE, a CKOpee AMCKYPCOB YMHOU noumu 3ayMu (€CIH TOIBKO B
3ayMH U B CaMOM JIeTie coiepkutca yMm). Ilepeckas-mepeBon ¢ 3ayMHOTO Ha
yMHEIH?.. C «BHYTPEHHEPEUEBOT0» Ha «BHEIITHES3BIKOBOM» ?

[TepeckasbpIBaro 3T 06a 6 00HOM (IBa peUues3bIka, KOTOPHIE JOKHEI JICTh
Ha SI3BIK [TepecKas3a C yTpaTor COOCTBEHHBIX PEYEBHIX JKECTOB, HO 3aTO ajar-
THPOBAaHHBIX K BHEPEUECBBIM — BHES3BIKOBBIM — CMBICIIaM, B HEKOTOPOM poJie
KBa3MCMBICIIaM, HaCYITHO HEOOXOJUMBIM KyJIbTYPHO-KOJIT&KHBIM — IIUTAT-
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HBIM - alTUTAKAIASM-OKCIUTHKATIASIM, TIPOTYKTHBHO COTTPOBOXKTAFOIIIM KYITh-
Typy B €€ COOCTBEHHO MO3THIECKOI KpeaTHBHOCTH.

ITepeckasbiBaro...

Jlonups — 06X0TIHK JONBHETO MUPA, €T0 IyIa U CMOTPUTEIh — IPHTIIa-
IaeT B IOJMHY yTpa: COTHEYHYIO0, HaIHeOe CHYI0, 3BOHKYI0. Hauaryro ¢ ytpa
OBITE. Peuncryto, 1iBeTHCTYI0. BO3rOBOPHBINIYIO peubio-pekoro. OcBemeH-
HYIO YIIBIOKOW Havayia MHA. Ympupu-epemupu. JIeTHUE CHETHPH W YETH TI0
BoJIHaM. [ OpTaHHO U XypwINBO. UHCTHIN YepHO-CUHUM 3BYyK TalHBI.

BuyTpennss peus Jonups-TaiiHOBIIAIENbIIA.

Ho «5I» me pamo. Hoxnap 31a komutes B Oe3o0maunoct. U 310 «S»,
00KECTBEHHOE T10 TIPUPOJIE, XOUET MIEPEXUTPUTD OXKUTAEMBIH 3TBIBEHb. (3IThI-
BEHb — 3TO MOH PEUYEBOM JKECT HABCTPEYh PEUEBOMY K€ BEITamy «SI» Xieo-
HUKOBa, KOTOPHIH B CBOIO OYepe/lb HABCTPEUb peun Joiupsa — CBeTI0-0e33a-
OOTHO¥ peyn.

Ho BcrymaeT B moneMuky Pyusuns, HEKOTIA TIOTHOBOAHAS YHOuHa cO
CBOWIM JISTIOIIKOH 110 uMeHn Cmpyii, BEI3BOJICHHBIE U3 TOMTHKH MTPUIIOMHIHA-
Hus (JKykosckuit), a y XJIeOHIKOBA UX HET, a Moir ObI. [Ipormioe y Pyubu-
Hu TIOTHOBOIHO U Oymytee Toxe. Kak mup mpu Hagaie. Kak y merefi-60roB
MIpH Hadaje TBOPEHMs. A Telepb — B Cel MHT, B KOTOPOM Xy’Ke He OBIBaeT:
«...sl MEHBIIIE CTPEKO3BI, 1 TOIHKO PHIOAKH ITyTAIOTCS MOETO TOIIETO TENIay.

UucTelil a4, B TIEPEBOJIC TTOYTH He HyKmaromtuiics. OH He TepeBo-
JTINM, KaK He TiepeBoauM 1 cMmex («O, paccMelitech, cMexadn!»). CMex, OH U
B Adpuxke cmex. Kak, Bripouem, u mmad. OHE OXHOTIPUPONHEL. Peus Ha pedn
0e3 mepeBoia. be3bs3hIKo. ..

Uro xe nenars? Mcmumo, KUBS CUM MUATOM. M TIpr 3TOM OBITH CaMHIM
c00010, BMECTE CO BCEH MHOW — BOJHOM M 3€MHOM — KMBHOCTHIO. CaMHuM
c000t0, HO BCE K€ CiTya mHOMY MoryiiecTBy. He bory nu? Benp xaxmast
To4Ka O0kecTBa moo0Ha «S1». UToOBI COOCTBEHHOIO BOJIEH «I1aCTh B IMACTh
3€MHBIX JOJIHUH.

Peub rueBa, nogHaunBatoias peub «5». Peub Ha peub. U... Ha BCIO «J10-
JUHY POBHYIO» — BCEJICHCKHI BOMHCTBEHHBIN KJIMY. A yX Ha BCIO CTpaHy,
Tak HaBepHska. U naxe Bcecywuns ne 3HaerT, rje npeaen: «Moryuas cTpaHa
BeJMKa, U KTO 3HAeT ee kpas?» HammupHo u BcenedanbHo. U moToMy TOXKe
noumu 6e3 TepeBoa: Morydas — moxcebHas (0T Modxxcba — MOIb; HO U O0XK-
0a: 3aKMHATENbHAs HEBHATHIIA B (DMHANE JHAJIOTa PeYei — He S3BIKOB; 110-
ymu He S3BIKOB, XOTA U He 0e3 HUX). BOT 94TO Momydniock B MeXIypedbe:
MeX MPO-3pEHIEM 1 BO3-3pEHUEM, ITHITABIINMUCS BEICTPOUTH MHUP B MOITyCe
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MTOBEJIEBAHMS. 3€MITAPHOTO MOBEIEBAHNUS BCECHUIBHOW MTHIBI 110 UMEHHU
«Xouy Sl», kKak BceoxBaTeH U BceMmoryin Hebax — Xozaun Heba. Ho u cpe-
TUHHBI MexpedeBoit Heoyc (= Heryc), Tak ¥ He CKa3aBIIHICS B MEXKIype-
9he, HO OCTaBHUBIIHH CJIEIT CBOETO BCEMOTYIIECTBA B MOxkOe—0ok0e... Ho B
MOKOE He KaKoro-To TaM «S1», a cTpaHbl OeckpaiHei.

He 3emuwapa mm, Bce emie nuurymero cBoero /Ilpedcedamens? Ilosra —
Cpeu JBYX KEHCKHUX Npupoj Pyusunu u Bcecywyunu. A cam OH XOTb U TOY-
Ka, HO... bojcecmsa, n oTOMy cuiia TBOpSIIas, BceleHckas. JlommHaas-
TOJTbHAs Ha Oeckpait BO Bce CTOPOHBI. A pyOekel He y3HATh.

Emre pas: IToat!..

He BepuyTthes mu k Hebaxy?..

Ho u 3meck He o0onuiochk 0e3 pedun, XOTh U S3BIK TIpeodianain. BHOB
MEeXAypeube: pydbs U pydeiika, X0Ts U ¢ 1eMOC(PEHOBCKUMHU KaMyIIIKaMH-
KaMHSAMU. SI3bIKOBBIMH TIpeTTOHaMU-TIpenuHaHusIMA. C 3aKOBBIKAMH H 3aITs-
TBIMH — TIPETIMHAITUIIAMHA PEeYeH M0 XOIy KUPHWIUTMIECKNX TOKOB S3bIKa. B
SI3BIKOBOW CTUXUU TPE/I-PEUBSL. ..

W Tyt BionHe OyzmeT yMEeCTHOM elrie oaHa peduIeKCHs Ha pedb XIIeOHM-
KOBa. DTO CIOBHO MPO HEro ckazai modT JaBum CaMOnIIoB:

Hysicno ceba corceun,
Ymob npespamumucs 6 peus.

Nmenno tak XIIeOHUKOB B TIOCTYIIHIT (XOPOIIIO, YTO TONBKO (PUTyPaTbHO).

*kk

Taxk BOT...

Oo6pamych k meopenusam B. C. bubnepa, mouyBCTBOBABIIETO 3ayMb
meopenuii X1eOHUKOBA, HO Yepe3 Uit «BHyTpeHHer peum» JI.C. Beirorc-
KOTO, Pa3BUTYIO UM, B YaCTHOCTH, B paboTe « MBIIIUIEHUE U PEUbY.

[TomrpoGyto B3sATE U 3TOT ciex. [lompoOyro. ..

(ITocnemyroriee B3sATO U3 MIpeBOCXOaHOM paboTh! B.C. bubnepa «Hamu-
HaJbHas pycckas uaes? — Pycckas peds!», ormyOITMKoBaHHOH BO BTOPOM KHIK-
ke xxypHana «OxTs0pb» 3a 1993 rom.)

«HemocpencTBeHHO. . . OBITHEM YeTIOBeKa BHYTPH HETO CaMOoTO0 (BHYTPH €T0
JIMIHOCTHOTO OBITHS) BBICTYIIACT peys; YeTIOBEK CIBIIUT ceOs. OH He POCTo
ciermuT ce0st. OH MOXKET TIPOM3BONIFHO «CKa3aTh ce0s», OH MOXKET 3aCTaBHUTh
cebst BeICTyIIaTh ce0st camoro. U, maBHOE, OH MOXKET CITyIIaTh CBOE MOTYaHNE.
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[Ipogymaem Takoit oOpa3. ITo TOIBKO 00pa3, OTHIONs HE HAyIHAS TEO-
pusi, HeuTo uayIee ot Benmnmupa XireOHMKOBA (€CTM TOHUMATh €TO0 S3BIKO-
Bequeckre (paHTa3uy He KaK S3BIKOBENCHHE, HO KaK OYCHb TITyOOKue obOpa-
3BI PEUN — MBITIUICHHUS ).

[IpencTaBum, 9TO 3BYKH YeJIOBEUECKOM pedd (MMEHHO KaK MOMEHTHI
SIMHON PEeUH) — 3TO HHTEPHOPHU3UPOBAHHEIC (TOUHEE, elle He O0HAPYKCH-
HBI€) JIEHCTBYS 1O OTHOIIIEHHIO K ITPeIMETaM BHEIITHETO MHpa (BpameHus —
BBB! Ymapa — nppp! Komenus — «kocu, Koca, moka poca...»). B 3Bydanmne
BXOJIUT M COTPOTHBJICHHE MaTepuajia — JIepeBa, 3€MIIH, KaMHS; JIBIKEHUS
Cpa3y MEHSIOTCS, CTAaHOBITCS Ooyiee HAIlPsHKEHHBIMHU, TYTUMH, O0Jee M-
KHAMH, TTOTPY>KAIOIINMHICS, TNTACTUYHBIMH, TIPE00pa3yeTcs ¥ 3ByKOBOE — BHYT-
pEeHHEe — HATIOTHEHUE THX JBW)KCHUHN: P-BITh, I-UTh, T-UTH (TIOTPYKaTh B
ce0s1), 6-UTh (OBITH — OT ce0s1), O-BITH (B cebe). OxHO NBIKEHUE TIEPEXOINT B
JIPyTOe, OMHO MTPOTHBOACHCTBIE CMEHSAETCS WHBIM, 3BYYaHHS COSMHSIIOTCS,
CIIMBAIOTCS, PA3JeIAIOTCS... YK€ He YIOBUTh WX W3HAYAIHHOE MPOMCXOXK-
nerue. Y XiIeOHUKOBa 3TOT 00pa3 MpeAebHO TTOATHYEH. .. OH Pa3BETBISIET-
sl ¥ yIIIyOJIsieTCsl, OH CTAHOBHUTCS TIOOMOW BHYTPEHHEH pedn. ..

ITpon3BONBEHO BBI3BATh 3BYKH O3HAYAET «CIBIIIATH COOTBETCTBYIOIINE
JBMKCHHS U CONPOTHBIICHHSA, KaK caMoro ce0s, 3HaYHT y>Ke He TOJIBKO OCY-
MIECTBIIATH UX (YK€ He OCYIIEeCTBIIATH), HO OTCTPAHATHCS OT HUX (0T ceds).
ITornMats ux? MpICTHTD BX? YK€ MBICTUTE?..

UTto npoektupyet apxurekrop? 3manne, KOHTPOoGhOpPChl, KOJIOHHBI, JIeC-
THHANBI? HeT. 310 mumb cpemcTBo. ITo — TO, ¥mo MOIYUT. [ TaBHOE — camMo
MOJYaHue. APXHUTEKTOP MPOCKTUPYET. .. MyCTOTY. [[BrKeHne nronei B myc-
TOTE JIOMa; YIUIYy — IyCTOTY, CBA3BIBAIONIYIO AoMa. [opox — ocoOblil Tum
obmenns. O01eHre Kak BO3MOKHOCTD, KaK MPOMYCK, KaK «3JUTHIICHCY.

...BCTIOMHUM XJIEOHUKOBCKYTO TIO3THYECKYIO «TEOPHIO sI3bIKay. JleficTBre
(mpenMeTa WM Ha MIPEAMET), IPEBPAILIEHHOE B PE€4b, BO BHYTPEHHEE 3ByJa-
HUE, OKa3bIBACTCS ACATEIbHOCTBIO, 3AMKHYTOM Ha MeHA. UTOo ke BHYTpH MEHS
SBJISIETCS] TEM KaMHEM, 3eMJIEH, IepeBOM, KOTOPBIE ITOIBEPTAIOTCS «00paboT-
ke»? Tompko 51 cam. bombire HukTo. Ho KTO Takoit «s1 cam»? «S» — Bce OGomee
00OTaIeHHbI TEMH «AIUIUIICUCAMI KYJIBTYpPHBIX CMBICTIOB, KOTOPBIE pa3BH-
THI BO MHE BMECTE C BHEIIHEH PeYbio M KOTOPEIe Bce 0oJiee CBOOOIHBI OT HC-
XOJHBIX 3BYKOB-JIEHCTBUM, OT MOEH MPUPOAHOMN 3aII0OJIHEHHOCTH.

CMpICI BHYTPEHHEH pedr — N3MEHEHUE MEHS CaMOT0 KaK KYJIBTYPHOTO
cyObeKTa AesTenTbHOCTH, Kak ee moTeHImHu. Ho BMecTe ¢ TeM 310 — n3MeHe-
HUE MEHSA KaK MeTajlia, IepeBa, 3eMJIn. Beap UCTOK pedd, 10 KOTOPOTO S
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CHOBa JIOXOXKY, CBOpadMBasi pedb, 00OTAICHHYIO KYIbTYpOid, — CONIPOTHBIIE-
HUE TIpeaMeTa MOeMy JEeHCTBHIO, BOCIPOU3BEICHIE BO MHE, B MOEH IIJIOTH, —
JI-UTh, P-BITh, Py-OUTE. ..

Uewm Ommoxe st K caMoMy cebe (cBopaunBasi BATKH BHEITHEH pedun), TeM
cBOOOIHEE 51 MOTY TIPOITYCKAaTh B CBOCH BHYTPEHHEH pedn BCE OombITHe par-
MEHTBI CMBICTIa, MOHTHPOBAaTh BCE OOJIee OTNANCHHBIE KaApBI, COSNUHATH
HaKOpOTKe BCE OoJjice OTHalleHHBIC MOHATHA. TeM OombIle 3USHUN B MOCH
BHYTpPEHHEH ped, TeM OOJIbIIe ITyCTOT, MOJTYaHHs, HE 3aMT0JTHEHHOTO CIIOBa-
MH, TeM OonbIe mbiciu. TeM s kynbmypree moicaro. Bemb KaXaplid Takoi
MIPOITyCK — HOBasi BO3MOYKHOCTD 3aII0THEHHUS, BAPFUPOBAHUS, TOAPA3yMeBa-
HUS1, HOBast BOSMOYKHOCTh IIPOMOJTYaTh HOBOE (MBICIHTD). Ho uem cunbHee
c)kaTa ¥ COKpaIlleHa MOS BHYTPEHHS pedub, TEM pe3de BBICTyIaeT B HEl ee
HCXOHOE, «TUKOe» NEHCTBEHHOE MTPOUCXOKIEHHE, TeM MeHee OHa HH(DOP-
MaTHBHA, TeM OoJiee 5 JaeK OT KyIbTypHOTO ceOsl, 51 IEHCTBYIO Ha MOe «S1»,
KaKk Ha KaMeHb, JKeJe30, aepeBo. UeM Ooiee s TOXKIECTBEH C co00H, TeM
Ooiee s TOKIECTBEH C Opyeum BO MHE, TEM JABIIE S OT CaMOTO CeOsl.

OTO0 ¥ eCTh INaJIEKTHKA MBICITH KaK MO33HH.

Kaxnp1ii MBICIUTEIE — MTODT.

OH cocpenoToYnBaeT 3aJaHHYI0, IPAMMAaTHIECKH TIPABIIIbHYIO HEHT-
pa’TpHYIO pedyb B €€ XJIeOHMKOBCKOE 3€pHO, COCUHEHHBIE, OTTAIKHNBAIO-
HUecd, CXKaTble 3ByKU-AEHCTBHUS, PUTMbI-JIEUCTBUS, pUTMbI-BellId. Mex 1y
PEUbIO-KYJIBTYPOIl U PEUbIO-CTUXUEN U coBepIaeTcsi MbICHb. [103T «MuII0-
cTei0 boXxbei» BoImIomaeT mepBOHaYaIbHOE 3ByYaHUE B KUBBIX, 001Ie-
3HAYUMBIX CJIOBAaX, pUTMax, pu(pMax, M3HYTPH CHASTHHBIX B OAWH TOTOK
pedn, B OIHO TPOMaIHOE CIO0BO-3ayMb. 110331 cocTosach, KOTAa €cTh
IBYCMBICTHE: B TEKCTE — HOPMaJIbHAsI, HO MOJTUYECKH OpPTaHW30BaHHAS
pedb, B IOATEKCTE — CTUXHS PEYH, EAMHOE CIIOBO-MBICIB. ECi OTCyTCTBY-
€T OJIMH U3 CMBICIIOB, €CITH HEeT IBOMHOTO JBMKEHUS CIIOB, €CITH 5 HE yra-
IBIBAIO B TIOHATHBIX CIIOBaX M CTPOYKaxX HEMOHSITHOTO 3ByKOpsia (cTpami-
HO 3HAYUMOTO CBOEH HETOHITHOCTHIO, «BOT-BOT-IIPOM3HECEHUEM)), TO
MT0A3WHU HAMIPOYh HET, TOTAA «S1», anTareis, He MOTY peaTn30BaTh B SJUIHII-
CHCE CTHUXa CBOIO TUIHOCTb. ..

... X71eOHUKOB (WM BCSI PyCCKasl SI3BIKOBAsT CTUXHS IECATHIX TOA0B XX
BeKa?) MBITANICA YTOTMYECKU COSTMHNTD, BHETPAMMATHICCKH (MOYKET OBITH,
TOYHEE: B CHHTAKCHCE W CEMaHTHKE KOPHECIIOBHI M CMBICIOB) CIUIABHUTH
MIpOIIIOe — HacTosIIee U Oyaymiee s3bika (uctopun? cynpob1?). IleproBHOC-
JIaBSTHCKUE, APEBHECTIABSIHCKHE, 00IIECITaBIHCKUHE, MHIOEBPOTIEHCKHUE TyTII-
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KHHCKHE M TOTOJICBCKHE KOPHU M BETBH s3BIKa W OymemisHckue (!) Heoo-
TU3MBI («HEOSIH. ..») TIePETUIaBIsINCh B HEUTO SIUHOE M — HA MOMEHT —
1esocTHoe. Pe3kne oOphIBBI pUTMa M MTHOBEHHBIE TIEpEXO bl OT pa3Mepa K
pa3mepy, OT OTHOTO HHTOHAITMOHHOTO CTPOS K IPYTOMY ITPOUCXOIAHITH B TIpe-
JIeJTax OJTHOTO CTUXOTBOPEHUS, JasKe — OMHOM cTpodsl. Bo3HMKaeT kakas-To
«BCEIIEHCKasi CMa3by», B KOTOPOU CMBITHI TPaHH, pa30UTHI (M BHOBb BBICTPOE-
HbI) MOCTHKH Pa3HBIX PEUCBBIX U TICUXOJIOTHYECKHX 310X, OOHAPYKHUBAIOCH
(o4eHB KPaTKOCPOYHO. . .) HEKOE BHEBPEMEHHOE, BCEBPEMEHHOE, TO €CTh TOITb-
KO BO3MOYKHOE, — pPyCCKO€ CIIOBO, PyCCKOE CO3HAHHUE. ..

...00pa3 peun-maen, yraganHod XJIeOHUKOBBIM, — 3TO TpParndeCcKui
o0pa3 xocmpa. B oroHb HUAET BCce ApEeBECHOE, — U CyXHe APOBa, U JKHUBEIE
CTOJIETHWE JIEPEBbs, M KOPHU, U BETKH, U 3eJieHas U xKyxias TpaBa. OTOHb
cranuBaeT (M CIUIABIISIET) BCIO ATY JPEBECHOCTh B HEUTO LEIbHOE — Kpac-
Hoe, Oenoe, menensHoe. .. Bce MHAMBHIYyaIbHOE CTOpAeT, Ha MUT BCIIBIXH-
Basi HETIOBTOPUMOM MCKpOl. BembixuBas u cropasi B HEYJIOBUMOM TOXJIe-
CTBE BPEMEH U peueHuii. .. LlenocTHOCTE pa3pemaeTcs yHUITO)KEHNEM YHH-
KaJIbHOCTEW W equHCTBEHHOCTeH. HoBBIe croparomiue BeTBU (peUcHUs)
KBl pa3 MpeBpaIaloTcsl B HOBBIE — CBOCOOBIYHBIE — SI3BIKHU TJIAMEHH:
BHOBB M BHOBb MCUE3aI0T B PEYEBOM KOCTpE. ..

Wcxonnast xieOHUKOBCKas pedeBasi ujes (CIOBICHHAs B HEPACTOPIKH-
MOM CIIOBECHOM CIHTKE «BpeMs — Mmepa Mupay) kamapcucom gouina 821myos
HAYUOHAbHO20 COZHAHUSL, COCPEOOMOYUNACH U COXPAHULACH KAK HACYUIHBIL
«200086011 Kpy2» 8 Opese pocculickux cyoe6. Bipodem, cuira 3TOro mpencka-
3aHBS B TOM, YTO OHO HaBEKH OCTAETCS MPe/-CKa3aHbeM, BEUHBIM KAaHYHOM. . )

Bcé a10 — «peun, obpamernas cama k cebde» (J1.C. Boieomcekuil), TIe 3Ta
camas «cama Kk cebe» — o0pasyet «ppasy — CIIOBO — 3ByJaHHE, CIIUTOE B HEZle-
JMMYI0 MTHOBEHHYIO TOUKY, «ICTHMYFO) JIUIIb CBOUM MOTEHIINAIBHBIM Pa3-
BEPTHIBAaHHEM (BO BHEIITHIOIO PEYb) ¥ CBOMM ITPOIUTBEIM OBITHEM (BO BHETITHEH
pean)». (Oto Toxke B.C. bubnep — n3 crarbu «llorumanune JI. C. Berorcknm
BHYTpPEHHEH pedun 1 JIOTHKA TAAJIOTay, OITyOIMKOBAaHHOM B KHUTE «MeTomoIo-
TUYECKHE MPOOIeMbI TICHXOJIOTHH JIMIHOCTH» B Mockse B 1981 romy.) To ecTh
BHYMPEHHAS petib €CTh «II033HS CaMOM TTOA3UI», KOTZIA «B CIIOBO CIUIOYEHBI
cnoBay (b. Ilacmepnax) B MUTe HAYMHAHUN. HecKoHYaemblx HAUUHAHUL. ..

TTonpoOyro OIOKHUTE OUOTIEPOBCKHE PACTITU(PPOBKH HA XJIEOHUKOBCKYIO
3ayMb B TTbece «Xouy si». Hauny ¢ «SI» kak repost 31oit mbechl: «Muyebda Heo-
CKOTO MOTOYa 1 HeOeCKoM crieObl ¢ 3eMHATOM X1Ie00i He TIpeBEIIacT MHE
JIOOPOTEFOIINX 3€J10 JIeIT. 3IIOBBIH TOXKIb, JOXK/Ib 3714, BIXKY, OKUTAaeT MEH.
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Ho atoT dparment u3 «S» B oTBET HA Ympunio w3 /[orups ROTUHHOTO:
«3opnun-HeONYH, 01aroCIIOBSKHI—30PHYIHN — CHIITATCS ¢ HeOa Muyie6o Heba
C COHHEIoIEeH 3eMyeit — HeOOBBIC KpacHO-OarpsHbie IBETHI-Kapaedb. O,
Hebarast ToHeOa MeHs B Hes!»

U Tam, 11 TaMm MOAT CIBIIUT ceds U TOBOPUT cedsi — peubto. BHyTpeH-
HeH pedpio, SKpaHUPOBaHHOH MomdaHueM. Ceoum MOTIaHUEM, KOTOPOE OH
(moaT) Toke ciermuT. Cebs. Ho n npyroro ([oaups) xak cebs. Muneba —
xuneba — Heba — Hebuuu — muneba — morneba, 3en0 — 3106bl — 31d. ..

Pudmer u xopHeBHUIa kK MUpo3AaHuio. Cyuiaio my3siKy Mupo30aHus
(ecmm cierka moanpaBuTh Al biioka). H. .. ceds B Hem. Ho cebst oTcTpaneH-
HoTro. Kak 00beKTHBHPOBAaHHBIN 00pa3, KOTOPBIHA TYT JKE U BOSHUKAET B SI36I-
ke (= peun?) Pyubunu. SICHBINA U He 3ayMHBIH 00pa3, TIOYMHEBIIICH B OTBET
(BceM oOpazom

maxum obpasom) Ha 3aymb Joaups (= «S») u «S» (B oTBeT Joaupio),
YTOOBI TOHSIIN JIPYT ApyTa. Pyubunsa: «...A HBIHE S MEHBIIE CTPEKO3BI, U
JIUIIB PBIOAKH ITyTAIOTCS MOETO TOIIETO Tena.» BHYTpeHHsIs pedb OBHEITHH-
nack. «S» Pyybunu CTamo HE «D» CMpeKo3bl, a TIPOCTO €10 caMoi (1 maxe
MeHbIe!). A BOKpYT ITycToTa (TaMm, TAe paHee Obla pedb B €€ MpoTyOepaH-
11ax ¥ MepenBax).

[TosTopro B. C. bubnepa: «Uem Oomee s TOXKIAECTBEH C C000#, TeM 00-
Jiee S TOXKIECTBEH C APYTUM BO MHE, TEM JAJIBIIE 51 OT caMoro ceds». Pyuell
— cmpexosa (HO yxe 0e3 HeOunu — monedvl — munedvl — xuneowvl...). 3ByK
yImen — ocrajcst oopa3. Bua B3amen 3BykoBra. bykBo3pykoBua. Mex HUMHI
— moiruanue. [locpenn nByx Ha-peunii. Dmmmrcuc Medxcoypeuvs... B Hem —
S caM KaK BO3MOXHOCTb.

TaxoB anTrOpuTM MOATHYECKOTO Kak CyOCTaHINH. Tak «MEXAy pedubio-
KYJIBTYpO# 1 pEeUbIO-CTUXHUEH U COBEPIIACTCSI MBICTEY (hub.aep). MBICTH Kak
moa3us. CiioBo — 3ayMb — CJIOBOMBICITb. . .

BueBpemenHoe cBepilieHHe BpeMeH. .. Beerna npu Havasne. ..

Ho TonbKO Tak B MOXKET Obluiams nouea M Obluiams cyovba pu N30bI-

BaHWH MCKYCCTBA KaK HCKYCCTBEHHOCTH B JIAKYHAX MEXTypedunii.

*kk

A Temephs MOSl CTHXOTBOpPHAS BapHaIHs K TEME Medcoypeubs B ipa-
MaTyprudeckoi npose «Xoudy S», koTopas BCS €CTh M0O33Us BIEPEKOP
cBocH popMaTbHOM TPO3HOCTH U 3BI0KOH, IIIOX0 TIepecka3biBacMo Ipa-
MaTypTUHHOCTH.
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Mos sapuayus na memy...

MEK/]TYPEYBE

Meoicoypeuve — 0sa napeuws,
Ho monuanve nocpeou.
Cnpasa — anzenvckoe geue,
Cnesa oviprxa om CD.

Tom, kmo cnesa, MaHuM-MaHum
B memmwiii 3v1k K ucxody cui.
Tom, kmo cnpasa, msaHem-maHem
B Xopbl CTpOiTHBIE CBETUIL

Tonybv cuedichblil MOU U HEJICHDBLL,
Koeoa nucm pocoro ceeoxc,
Haezynu kynex naoeoicoet,

Ymobwl yoepocamvpcs MEX...

Ecnu Bpemst — mepa mupa —
Iloooiioem k Kouyy, ympy,
Kax neBONMBHBIN CBHIH 2QHPA,
Oo0unoxuil Ha nupy.

fhk

[Treca Bemummpa XieOumkoBa «Xody S1» BOCIIPOM3BOIUTCS ITO €T0 cOOpa-
HUI0 counHeHH B 3-X ToMax (CI10., «AxkameMudeckuii mpoekT», 2001. T.2).

HeorennMyto moMoITs B IepeBoie ¢ XJICOHMKOBCKOTO Ha MOM OKazalia
Haranss IlepmioBa Tem, 9T0 cocTaBmiIa CBOM BEIUKOICTTHBIN « CII0Baph HEO-
nmorn3mMoB Benumupa XieouukoBa» (Vien — Moskay, 1995), kouMm s u Boc-
TIOJT30BAJICSI.

INTERTONGUE: RE-COVERY - OUT-LOOK
Vadim RABINOVICH

Russian Institute for Cultural Research, Moscow

This paper involves the reconstruction of Velimir Khlebnikcof’s little
play “I want” in a modus of the beyond-clever tongue (insight) as the poetic
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substance of its relationship with language as the outer tongue. Before the
present reconstruction we have translated this play from beyond-clever (non-
understanding) to clever (normal understanding) with the loss of poetic sub-
stance and the acquisition of logical narrative. The results of our experiment
were related to Bibler’s conception of the two-tonal nature of poetic words,
the “language-culture” aspect and the “tongue-element”.

“Word-thought” grows in this intertongue region. Poetic language re-
fers synchronously to the text (“regulated language”), and also to the under-
text (“tongue-element”). The relationship between apophasis and percept
(the text “in total”’) attest (about untranslating of beyond-clevering from one
side and about eternal temptation to translate from other one in correlation
of object (poet substance) and method (humanitarian experiment)). One ex-
periment changes the cultural context from re-covery to out-look.

© Bagum Pabunosuy, 2004
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BAWET ITPOTUB POYJIMHT: TAK JIKH CTPAIIITHA
MAHUIIYJIALUA?"

Maxcum PABKOB

B oznrHoM 13 Hionbcknx Homepos «Hpio-Mopk Taiimc», Autonust baitet
MUIIET O TMOMYJISIPHOCTH POYIHHT Kak CBUIETEIHCTBE MAaCCOBOTO HETOCTAT-
Ka BooOpaskeHus («stunted imagination» — BOT TouHas popmyupoka). Dan-
Ta3usl CTAHOBUTCS MICTOYHHUKOM FJLTIO3WH BCECHIIHS M CITOCOOOM yCKOITb3a-
HUS OT peallbHOCTH. MHOTO MOXHO BO3pa3uTh 00 YMECTHOCTH 3THX apry-
MEHTOM U uX copazMepHocTu npenmery. Ho baiiet, kak mpeacraBusiercs,
uMeeT Oorpliee B BUY, YeM TPUBHAIBHO HETaTHBHYIO OIEHKY OecTcerie-
pa. baiter mpamatu3upyeTr cCHTyanuro, MMOYTH NPUITMCHIBAS MOMYISPHOCTH
PoynuHT 3HAYMMOCTH 3aKaTa [UBIIN3ANWH. POYITHHT HE IPOCTO He-IIeAeBp,
HO 3Hak ymagka. OCHOBHOU apryMmeHT baiier — 3To cpaBHeHHe PoymuHT ¢
JIPYTUMU THCATEIISIMH, CO3IaBaBIIMMHK (DaHTa3uiHbIN Mup. M PoymuHT oka-
3BIBACTCS, B HATEPIIPETAIINU baiieT, cOOpHO# CONTHKON pa3sHOPOIHBIX MO-
THBOB U3 ITPOIIIOTO KYJIBETYPHI U JINTEPATYPHI, @ TAKKE COBPEMEHHBIX CIOKe-
TOB, HaBESHHBIX TEJICBU3NOHHOM KyIBTYypOH, celebrity gossip 1 mpoyuM Xira-
MoM. Ee «BTOpHYHEIN MHp» JTUIIICH CHUTHI TONMKUEHCKOM haHTa3uK 1 TOHKOCTH
uponnu [Iparderra. PoymuHT UTpaeT Ha MOTPEOHOCTSAX ACTEH B JIATECHTHOM
neprosie B dcKanucTckon (hantaznu. Ho paBHBIM 00pa3oMm oHa WTpaeT u Ha
MOTPeOHOCTH B3POCIBIX CHOBA OKYHYTHCS B MHAP (paHTa3HH BOCHMIUIETHHX,
HEBUHHBIN U MPUMUTUBHBIN. MTak:

Ms. Rowling’s magic world has no place for the numinous. It is written for
people whose imaginative lives are confined to TV cartoons, and the exaggerated
(more exciting, not threatening) mirror-worlds of soaps, reality TV and celebrity
gossip. Its values, and everything in it, are, as Gatsby said of his own world when
the light had gone out of his dream, «only personal». Nobody is trying to save or
destroy anything beyond Harry Potter and his friends and family.

PoynuHr — MaHUTIYIISITOP CPETHETO CO3HAHUS, 0OPEUSHHOTO, BCIICICTBHE
¢1ab0CTH YMCTBEHHBIX CIIOCOOHOCTEH, Ha TO, YTOOBI MOAAATHCS KPACHBO
MOJTAHHBIM HILTIO3USAM U BOOOPa3nuTh ce0s1 BCECHIIBHBIM 32 HECKOBKO (DyH-
TOB, MOTPAYCHHBIX B KHI)KHOM MaraszuHe. Ho maxe 3to genaercs 6e3 mpe-
TEH3UH Ha TO, YTOOBI OBITh YMHEE CBOETO YHTATEISI — BTOPOCOPTHO. PoyuHT
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HE BBIXOJTUT 32 PAMKH OTPaHUYECHHOTO, MEIIAHCKOTO TOHUMAaHHSI MACTHKH 1
MAaru¥ M OIMacHOCTE!, KOTOPBIE MPEICTABISUTACH PEATbHBIMU ITPEKHAM KYJTb-
typam. CrioBamu baiieT:

Ms. Rowling, I think, speaks to an adult generation that hasn’t known, and
doesn’t care about, mystery.

TaxoBbI aprymMeHTHI baiier — Bkpatiie. DTH apryMeHTBI MOTYT paccMat-
pUBaThbcs Kak mpeyBenndeHue. Bo BCSkoM cirydae, TPYIHO MOHSATH, TOYEMY
BOCITPOM3BEIICHNE MHO)KECTBA OBITOBBIX JIETaJIeil COBPEMEHHOTO PeaIbHOTO
MHpa B MarmdeCcKoM — JieTasel, HeCyInuX MOpajJbHOe 3HaueHHE — O3HaYaeT
MEHee Cephe3HOE OTHOIIEHHE K Maruu M MEPBOOBITHOMY yKacy, 9eM BOC-
Mpon3Be/ieHNe ObITa CpeTHEBEKOBbS, KaK Y MHOTHX IPYTHX (paHTacToOB. PaB-
HBIM 00pa3oM, HEyOeTUTENbHO 1 IICHXOAHATUTHYECKOE TOJIIKOBAHNE TIOITY-
JSIpHOCTH POynmuHT: coBceM He O4eBUAHO, YTO B3POCIBIE U IETH OMHAKOBO
«HCTIONB3YI0T» PoymuHT. 31ech HaM MPOCTO HE XBaTaeT SMIUPHUIECKUX (ax-
TOB. BripoueM, ux He XBaTaeT JTI000MY TICHX0aHATUTHIECKOMY 0000IICHHIO
TICUXOJIOTHIECKIX PEaKITHIA.

B nenom, PoynuHr MOXKHO paBHBIM 00pa3oM MPEACTaBUTh KaK 3aKOHO-
MEpHOE€ pa3BUTHE, a He TajeHue xaHpa. Ho baifeT, kak mpeacTasisercs,
YTBep)KIaeT Takke U OoJbIliee, 4eM BHYTPIDKaHPOBOE CPAaBHEHHUE HE B MTOJIB3Y
Poynuar. OHA TOBOPUT 0 KpU3HCE KYIBTYPHI — Ha KOHKpEeTHOM Iipumepe. 6o
gutarenu PoyawHT — 3TO Iroan, XyAmne, 9eM MPeKHNEe TTOKOJICHHUS

They are inhabitants of urban jungles, not of the real wild. They don’t have
the skills to tell ersatz magic from the real thing, for as children they daily invested
the ersatz with what imagination they had.

W BOT 3TOT BOMIPOC MEHS M 3aHUMAET: MOXEM JI MBI IEHCTBUTEIHHO
MPOCIENNTE «KPU3UC KYIBTYPBD» B OMYAsIpHOCTH PoymiHr?

Ecnu mb1, Hanpumep, 3axymMmaeMcst HaJl TEM, 9YTO MOTHBHPYET MOCTYTIKH
repoeB Toi ke baiieT, To oTBeT OymeT B 3HAUNTEILHOM CTETIEHH — CKyKa, OITy-
IIeHNe KOHEYHOCTH CYIIECTBOBAHMS, BCE BO3MOXKHBIE HECOPa3MEPHOCTH Ha-
LIeH yeaoBeyecKol xu3Hu. OTHUM CI0BOM, 3aMMCTBOBaHbLIM 13 XIX Beka, —
cKyka. VIMEHHO CKyKa OTCyTCTBYeT KaK MOTHBAITH ¥ IBIXKYIIIas cuia B (paH-
TactTuueckoM mMupe PoynuHr — a Takke [putnema win Kunra. iMeHHO ckyka
MIPHUIAET PeaTbHOM JKU3HU U IETETHHOCTH CHITY JIETATU3UPOBAHHOCTH, KOTO-
pOii HET B KaHPOBOM pomaHe. Ho oTcyTcTBHE merany — mogo0HO 31Ty — HE
MIPOCTO OTCYTCTBHE, HO TIPOCTPAHCTBO, MTPEAHA3HAYEHHOE TS YETr0-TO.

Mup 1o PoynuHT HaXOAWTCS B COCTOSHHM AKCTPEMATBHOTO HaIpsKe-
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Hus. EcTb yrposa u, crnemoBarensHO, ecTh OABUT. EcTh 3110, 106pO, ecTh Te-
pO¥ M €CTh ero MUCCHs. TaM TOJBKO HET CKyKH. PeanbHble KOH(GIIUKTHI X MO-
pasTbHBIE AUIIEMMBI )KU3HH TIEPEHOCSTCS HAa MATPHUILY BEITMKOTO TPOTUBOCTOS-
Hus. Tem caMbIM OHH B 001IeM, 00ECIIEHUBATCS, TOTOMY YTO CAMBI HCTOY-
HUK KOH(IIMKTOB ¥ IPOTHBOPEUHI OTCYTCTBYET — BEINKOE ITPOTHBOCTOSHHUE
3aMeIIaeT MaJleHbKHEe TpareAny MOBCEAHEBHOCTH. BemmkoOpuTanus HOBOro
Teoopr3Ma TIepeBOIUTCS Ha S3BIK MArMUECKUX MPUKITIOYSHUH, HO 0e3 To-
Tepb B Y3HABAEMOCTH IS yuTaTens. YemoBedeckast orpanndeHHoCTh — Damk
—npuoOpeTaert, 6iarogaps MpUCyTCTBUIO BonmeMopTa, HHTPUTYIOMIYIO CBSI3b
CO BCEJICHCKMM 3JI0M JIbSBOJIBCKOTO MCKYIIEHUS, HE TEPSS CBOETO OBITOBOTO
KOMH3Ma ¥ 3HAUUMOCTH aJUIETOPHH TIONMUTHIECKON KOPPYTIIINH.

B stom s batier ypoH, HaHeceHHBIH PoymuHT UCKyCcCTBY (DIHTE3H.
Jpyras TouKa 3peHUsI COCTOUT B TOM, 94TO POYJIIMHT BCero JHIIb €CTECTBEH-
HOe pa3BuTHe )aHpa. Kak ObI TaM HU OBLTO, pa3BieKaTeIbHast COCTaBIISIIO-
I1ast OCHOBaHA Ha TIOMHATHU Tepos (M YUTATeNs) U3 MAPa CKYKHA B MU, T/Ie
CKYKH OBITh HE MOXKET.

CKkyKa, HalIpOTHB, IPOAYKT COATaHCHPOBAHHOTO, YMEPEHHOTO KJIMMa-
Ta, TIIe 3710 ¥ 100pO paBHO CIIA00CTH YEIOBEUECKHUE, a TAKKE IOCTOMHCTBA.
I'me 30:10TO — HE € TPYIOM KOHTPOIMPYEMBI HCTOYHHK 3714, a BCETO JIHIIh
OJTMH W3 MeTaJuIoB. [ 1e TpynHO HaiiTw Bpara, T/ie YelOBeKy JaHa BO3MOX-
HOCTB OBITh CaMUM COOOH, a TOITOMY HET TepOEB H 3JI0JIEeB, HET 3aITaHHBIX
HaBCeTIa poJiel, HeT Muccuid. [ e Oropokpar 1 mpoIaKHbIH MOJIUTHK — 3J10-
JIeV TIOCTIeTHeH WHCTAHIIMHM, & He MMapoAns Ha OoJblllee W BeTMIECTBEHHOE
3110, C KOTOPBIM UMEET CMBICIT B JaKe MPUATHO 00pOThCs. C KOTOPHIM TepOit
poxeH 60poThes. B To BpeMst kKak HUKTO, BUTUMO, HE POXKICH OOPOTHCS C
oropokparamu. Bo BcsaxoM cirydae, 3To Oblia OB MEHee 3aBHIHAS MUACCHS.

Mup PoynwHT 10CTaTO4HO CIIOXKEH U B TO e BpeMs y3HaBaeM. OH Ooree
y3HaBaeM, 4eM caMa PeabHOCTh, KOTOpasi CKopee CrocoOHa TPETOHOCHTh
CIOPITPH3BL. DTO MHpP 3aKOHOMEPHOCTH, KOTOPOI1 Hallla yMepeHHas! peaTbHOCTh
nieHa. 3aKOHOMEPHOCTD BBIPAYKAETCS B BUJIE KYIBTYPHBIX M OBITOBBIX KITH-
mie. B atoM mmane PoymuHT — cOopHuk kiuire. Ho ¢ qpyToif CTOPOHBI, KITHTIIE
— 9TO BCETO JIWIIb OTHOCUTENbHAs Kareropus. LllyTka, moBTopeHHass MHOTO
pas, oOparmraercs B Kinire. B koHedHOM HTOTE, TONBKO KIIHIIE U Pa3BIEKAIOT
myomuky. [appu IloTTep He cTamknBaeTcst ¢ MeHee CIOKHBIMH MTOTOKaMHU
WHPOPMAIIMHA ¥ MOPAJbHBIMUA BOIIPOCAMH, Y€M peaibHbIe He-BOJIIEOHNKH,
HO WH(OPMAITHISI IMEET CBOMCTBO HAKAIIIMBATHCA B OTIPE/IEIEHHOM HaIlpaBIIe-
HUH, IMEHHO HAIlPaBJICHWH OKOHYATEIbHBIX OTBETOB Ha CIOKHBIE MOPaITb-
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HBIE BOTIPOCHL. Yero Mbl HE IMeeM B pealTkHOM MHEpE, T/Ie MOpaJIbHEIE MPooIIe-
MBI paccachIBalOTCsl, @ HE PEIIAlOTCsI, MUCCHY HE 3aKaHIHUBAIOTCS, a yCTapeBa-
10T. Mup PoynuHT TakoB, 94TO B HEM JIeTallb BCETa YacTh IEJIOTO U 00peTaeT
CMBICIT KaK TakoBasi. B 3ToM Mupe HeT HU4ero OTAeNbHO JIeKaIlero, Bce yka-
3BIBAET Ha COOCTBEHHOE MECTO B IPHPOJIE.

Bonee toro, peanpbHOCTh HHAWBUAYAIN3UPOBAHA W O)KHBOTBOPEHA: B
mupe PoynuHT Bce TTOTHO OOTOB, BCE CyIIee — )KHBHOCTh KaXKIBIN pa3 B CBO-
€M 0Cc000M CMBICIe. DTO ymporraet, 0e3yCIoBHO, CHTYaInio0 Tepos. Ero
MOpaJbHbIE ¥ KOTHUTHBHBIE TPOOJIEMBI IMMaHEHTHBI CAMOMY MUY, B KOTO-
pOM OH XHBeT. B oTmrame ot peansHOCTH, ¢ (PaHTACTHYECKUM MHPOM MOXK-
HO BECTH TIEPErOBOPHI, TOCKOIBKY OH YIIPABISieM CTPACTSIMH M MOPAJIbHBI-
MU IIEHHOCTSIMH, a He 3aKOHaMu pupoxsl. Llens, Muccus, monBur ykopeHe-
HBI B JKHBOCTH BCETO CyIer0. MuUp — 3TO MHp CcTpacTeid, a He CTOIIKHOBEHUS
YaCTHII, MOPAJIBHBIX JAUJIEMM, & HE COXPaHEHUS YHEPTUH.

PoynuHT B 3TOM CMBICITIE TAET OHTOIOTHYECKOE OCHOBAHNE OTCYTCTBHUIO
ckyku. [lockonbKy ecim Bce MoTHO 60TOB, TO BCE COpa3MepHO YEIOBEKY, BCE
AHTPOTIOMOP(HO B MOPAJILHOM CMBICIIE, & CKyKa TIOPOKIAeTCsI IMEHHO He-
COpa3MEepHOCTHIO HHINBUIA U MEPTBOM MaTepUH BOKPYT.

B sTrom cmbicnie PoynuHr He-peanuctuuna. Ho B 3TOM ke cMBICie Hepe-
AIMCTUYHO BCE, 9TO PA3BJIEKAET, IOTOMY YTO Pa3BI€YeHNE — 3TO OTBICUCHUE
OT CKYKH, 3TO TIPEACTaBICHIE MUpPa COPa3MEPHBIM UEIOBEKY KaK OH €CTh.
HecopasmepHocTh, cTpamanue (peabHOE, HaBcerma, 0e3 CMBICHA), CKyKa,
BO3MOYKHO, TIOPOXKIAIOT BETUKYIO INTEPATYPY.

Bompoc, omHako, B TOM — H 37€Ch 51 IOOXOKY K CaMOMY BaKHOMY, — UTO
Baiier mokymraercst He TOJBKO Ha Pa3BIEKaTENFHOCTD IUTeparypsl. OHa OKY-
maeTcs Ha 00beKTHBHOCTH Mopasti. [loTomy 9To peanbHasi, 00IIeCTBEHHO IpH-
3HaHHAs MOpaJb — Bonpeku KaHTy — ormmpaercs Ha HepeallncTHIHOE, Maruyec-
KO€ TIpEeJICTaBIICHHE MHUpa KaK YIPaBIsieMOro IeHHOCTSIMU. POymiHT co3maer
WMEHHO TaKoW MHp, MPOIMUTAaHHBIA MOpaJIbHBIM cMbIcToM. Ee npousBeneHue
MOPAaJIbHO W MOPAITUCTUYHO, KaK TOHKAs, CJIOXKHAsI, TPOAyMaHHAasl ¥ OCHAIIIEH-
Hasl TapaboslaMy TIporoBeb. M Kak Beskasi IporoBes OHA TPSIMOJIHEHA U
mpocra. OHa oOparieHa He K HIeaJbHOMY WHIMBHIY — K KOHKPETHOM ITacTBe.
M5t aTOTO OHA Y3HAaBaeMa B JieTaisaX. Ee Mopaib — 9To 3a CIOKHOCTBIO COITH-
TFHOTO MHpA, MIPEICTaBICHHOTO BO MHOXXECTBE JIETaNei, CKPBIBAIOTCS BCE-
JIEHCKas! OTTACHOCTB, MHCCHSA H TIOJIBUT, K KOTOPOMY MOXKHO OBITH POXKICHHBIM.
PoymuHT ipoTrBOpednT B 3TOM cede: eHTpatbHast napabosa ImoBeCTBOBAHUS —
0 TOM, 9TO IPaBO POXKICHHUS BTOPIYHO MO OTHOIIEHHIO K TPaBy HHANBU/TyaTb-
HOCTH, HO KOHEUHBI MOPAJILHBINA BHIBOJ] B TOM, YTO BOT 3TOT FEPOU pOXKICH JIIst
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3TOM MuccHr. Ho 3T0 BCero JIMIIb OTpaXKeHHE MPOTHBOPEUHS JTFO00H MOpaIH,
KOTOpast OTPHIIAET BHAYAJIE TPAIMITIIO FIJI MECTHBIC HPaBBI BO UMSI HHAWBHUILY-
AJTbHO TIPOYYBCTBOBAHHOTO MOPATFHOTO 3aKOHA, & TIOTOM TIPHITHCHIBAET MHH-
BUIyyMY 3Ha49€HHE UCTIOHUTEIS MOPAJIHLHOTO 3aKOHA.

3nmechk PoynmuHT melicTBHTENHHO YHUKAIBHA: ¢ OJHOW CTOPOHBI, OBITO-
BOW U KyJIBTYPHO-HCTOPHYECKH KOMHU3M COBPEMEHHOTO HaM 001IecTBa BOC-
MIPOM3BOMIUTCS B IETANSIX, KOTOPBIE MPOTHBOpedrin 061 nyxy TomkueHa. C
JIPYTOil — 3CXaTOIOT sl MUCCHH HACTOIBKO CKOHIIEHTPHPOBAHA Ha OTHOM Te-
poe, 9TO Bce OCTaNTbHEIC OKa3bIBatoTCs B UTOre «sidekicksy mmbdo repost, miudo
Bpara. B atom, Bo3MOxHO, i baifleT U comepKUTCS yIaJoK: dKIEKTUKA
MOTHBOB TIPOIIIOTO W KOHIIEHTpAIMs MA(OTBOpUECTBA HA 3€MHOU KU3IHU
OJTHOTO TIEPCOHAXKA.

Poynuar anemmipyet k Mopamnucty B Hac. 9T0, BUANMO, TIPOUCXOIUT 32
c4eT DCTEeTHKH, KOTopas He TEPITUT IMOINI HECOPa3MEPHBIX C CHTYyaIlneH,
HE TEPIUT CHMBOJIMKHU W HEOCKa3aHHOCTH, HE TEPITUT HHCTPYMEHTAIHHOTO
WCTIOJIB30BaHMUS S3bIKA — JJIS TIepeiadrd MOPATbHOTO 3aKOHA.

B sToM cMEIcTe, PoynuHT meficTBUTEHHO ane/IupyeT K peOeHKY B HAC.
He naiing npaBun Wrpel B peanbHOM MHUpPE, MBI oOpamaeMcs K (aHTasuwu,
TIe MO’KHO BOOOpa3HuTh ceOst OTaropoaHBIM PhIIIapeM HMEHHO ITOTOMY, 9TO
TaM MpaBHiIa UTPHI HATUIIO.

Ho ecnmu danractuka PoymuHr, 3T0 KpymHEHee coObITHE Ha PHIHKE
muteparypsl 90-X, pooyrKaroIeecss B HOBOE THICAYENETHE, €CTh, 110 CYTH,
OYEHb CIIOKHAS MOpaJIbHAS MIPUTYA, C JOCTATOYHO MTPOCTHIM HPaBOyUYEHUEM
B HTOTE, TO HACKOJIEKO IMEET CMBICII TOBOPUTH O CMEHE BPEMEH, O HOBH3HE B
KyneType? OOImecTBo BCe TakXKe MPUBEPKEHO TPAIUIINN CO3/IaBaTh ymno0-
HYT0, YEJIOBEYHYIO, TIOJIE3HYTO U B I[EJIOM OY€HB ITOXBAIBHYIO MOPab B op-
Me 3aHSATHOTO M 3aXBaTHIBAIOIIETO, TO €CTh — pa3BIIeKaroero — Mudga.

PoynuHT co3naeT MopanbHEI OecTcemiep — COBpPEMEHHYIO U CIIOKHYIO
dhopmy puTan. OOIIECTBO HYKIAE€TCS B PAMATH3AINH CBOETO ITOJIOKCHHUS,
HO OJTHOBPEMEHHO M B MOPAITHbHOM yPOKe, YCTIEITHO BIy9IHBaeMOM OJrarosia-
ps OTOU mpamaru3arui. To, 9T0 MOKHO OBLIO OBl Ha3BaTh «TEMOU TPEBOXK-
HOCTH» TIPOXOINT HE BOMPEKH, a KaK YacTh OOIIETOo Mmpoliecca caMmoipama-
TH3aIlNH, Pa3BIEUYECHUS U MOPAIBHOTO yYpoka. B aTom orimmuue PoynwHr oT,
Harpumep, Jlennsio, y KoToporo TpeBora JKH3HEeHHa ¥ HEeTPeXoIsIa, a Tak-
Ke He HeCeT B ceOe MPOITOBEIH.

Hponust sxe B ToM, uto 1 baliet, u MHOTHE ApyTrUe yCMaTPUBAIOT B CIIOXK-
HOM, OECCMBICIIEHHOM M BJIaCTHOM MHpE COBPEMEHHOTO HaM Pa3Bieuenws ¢
MOpaJbHBIM YKJIOHOB — (PyHAAMEHTAIBHBIA KPU3HC, CMEPTEIbHYIO Omac-
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HOCTh. HoO 3TO M ecTh normka OecTcenepa: BOOOpa3uTh MU KaK MOJTHBIN
OTTACHOCTH W CKJIOHHBIH K KaracTpo(UIecKuM MepeMeHaM a 3aTreM JOMoJl-
HUTH OMTACHOCTDH MOJBUTOM, T€POEM, MUCCHEN.

Wponus erie v B TOM, 9TO TaXKe €CITH U COTIIACUTHCS C TeM, 4To PoysiHT
YMEJNIO UTPaeT Ha YeIOBeUeCKHX cIaboCTsIX, Ha CKIIOHHOCTH K JApamarn3a-
MU ¥ BO3BEJIMICHUIO Ce0sI Yepe3 MpeyBeTNICHNE OMTAaCHOCTH OKPYIKaloIIIe-
T0 MHUpa, TO 9TO MOXKET OBITh MHTEPECHEE — €CTECTBEHHEE — MPOSBICHUS
3THX cimabocteit? PoynmuHT TomynspHa, IMOTOMY YTO YeJIOBEK Ci1ad, IToToMy
YTO OH — YelOoBeK. baleT mporecTyeT MpOTHB MPOSBICHHS YeIOBEYECKUX
cmabocTel — a MOTOMY TIPOTHBOPEUYHUT cebe, BeIb ee TBOPUECTBO, CAMO CY-
IIIECTBOBAaHNE «BBICOKOH JIUTEPATyphD» OCHOBAaHO Ha MHOTOOOPAa3HBIX MPO-
SBJICHHSIX Y€JIOBEUECKOTO0, TO €CTh Pa3HBIX CIIa00CTEN.

Bricokas nmuTteparypa — BKIIto4as pou3BeieHus camoit baiieT —3To yToH-
YeHHBIN MPOAYKT apTUCTUIECKOTO OTUYKICHHUS YeIOBEUECKHX CIab0CTei,
a He oTpuIlanue ux. bectcemnep — 6onee mpsiMoe 1 TpydOe UX POSBICHHUE,
MaHUTIYIANAN ¢ HUMHU. TeMm caMbiM 00a Oiroke ApYT OpyTy, YeM MPHHITO
CUUTATh B CTAaHAAPTHON KPUTHKE UHIYCTPUHU Pa3BieueHui.

THREAT AND FEAT:
THE MANIPULATIVE STRATEGIES OF A BESTSELLER

Maxim RYABKOV

Central European University, Budapest
St. Petersburg Branch of the Russian Institute for Cultural Research

A.S. Byatt. Harry Potter and the Childish Adult, New York Times, 07.07.2003

This small paper considers the critique launched by A. S. Byatt against
the literary hype of our time surrounding the Harry Porter series by Ms.
Rowling. A. S. Byatt sees in Rowling’s popularity a generation crisis, a low-
ering of taste. Yet the arguments she offers fail to convince. On the contrary,
for all its entertainment value and therefore for all its lack of poetry, the
Harry Porter series appears to remain fully in line with the tradition of con-
veying a moral lesson through the lenses of childish fantasy. It digests, con-
centrates and domesticates rather common and laudable notions of good char-
acter and behavior.

(* PaGora BBITTONTHEHA B paMKax TpoeKTa, mopaepxkanunoro PO®U, rpaut

Ne 03-06-80217.)
© Maxkcum Psoxos, 2004
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HUI'OPb CEBEPAHUH: XAKEP U/UJIKM TBOPELL?

Banenmuna MAKAIITHHA

Pycckuii cemantudeckuii ciioBaps': XA’KEP, -a, M. Henosek, mocpe-
CTBOM KOMIBIOTEPHOW TEXHUKH He3AKOHHO TIPOHUKAIOIINH B DJIEKTPOHHEIE
CeTH, B Uy)Kue 0a3bl JaHHBIX C XYIUZAHCKUMU VT HPECMYNHbIMU TICTISIMU.
|| mpuit. xa’kepckuid, -as, -oe.

IMomynspHsIii ciioBaps HHOCTpaHHLIX citoB*: XA’KEP, a, m [anri. hacker
\ hack pa30ouBarh, JIOMaTh| — «8310MUUK)» 3AIMATH JTAHHBIX B KOMITHIOTEP-
HBIX CETAX C MEBI0 MOTyYeHHS TOCTYIa K Kakoi-J1. nH(opMauu (0OBITHO
3aceKkpeueHHoil).

Cnosaps MockoBckoro apro’: XA’KEP, -a, M. KoMiibroTepHbIii «nupamy,
HellezanbHo NOOBIBAIOIINY MHPOPMAITHIO B KOMITBIOTepHOH cetrn. OT aHTII.
to hack.

[Tomy>kupHBIM KYpCHUBOM 311eCh BEIACNIEHEI (MHOM — B. M.) coBa, B Ko-
TOPBIX, HAJIO [yMaTb, COCPEIOTOUEHA CyTh XaKePCKOH AATENLHOCTH: «83710M-
WUKY, «KNUPAM», HE3AKOHHO, Hele2dllbHO, XYIU2aHCKUe, npecmyntbie U T.1.
TakxuM 00pa3oM, He BBI3BIBACT COMHEHUH, 94TO Xakep — Bop. Kakwm xe oopa-
30M YKa3aHHYIO TEPMUHOJOTHIO TPAUMEHUTH K SIBIEHUSM KyIbTYPHI H, B 4a-
CTHOCTH, K TBOPYECTBY KOHKPETHOTO 1O3Ta?

B 1999 roay B uznarensctBe « TEPPA» B cepun «Haponnas nostu-
geckas OMOmoreka» Oblna BEITyIeHa MajdodopMaTHasi KHIKKA CTHXOT-
Bopenuit Uropst CeBepsarHa. M. JlaTeImeB BO BCTYNMUTEILHOW CTAThe K
W3IaHUIO TOTBITAJICS BBIPA3UTh MO BO3MOKHOCTH OOBEKTUBHBIA B3I
Ha TBopuecTBO CeBepsHUHA, IMeS B BUAY «CTAHOBIICHHE U MaJeHUE JTH-
TepaTyPHBIX peMyTalni, KOTOPbIE, KAXETCs, HUKTO BCephe3 He U3ydaiy:
«Urops CeBepsSsHUH — BOT camasi OUeBUIHAS KEPTBA IMPUCTPACTHBIX YCT-
peMIIeHN TT0 COOCTBEHHOMY BKYCY M C BBICOTBI COOCTBEHHBIX — M TOJTBKO
— mo3HaHUN (GOPMHUPOBATH MUTEpATypHBIE pemyTaruu!». OnpaBasiBas
CeBepsiHMHA, aBTOP CTaThU MUMIET O TOATE, YTO OH — IUJIOTHh OT TLIOTH
KyJBTYPHI TIPEIPEBOTIONMOHHON Poccumy, a ero mepBhIii COOPHUK CTH-
x0B «I' pomokumsamuii kyoox» (1913) — camast ynTaeMasi KHUTA B PyCCKOM
nos3un.* Bmecre ¢ Tem M. Jlarelmes He CMOT HE COTTIACUTHLCS C TEM, YTO
CeBepsaHUH — TIOAT, «JIHIICHHBIH YCTOWYNBOTO KyIbTYpPHOTO (yHIaMeH-
ta».> 06 sroM mucan eme Ocunm MangensintaMm: «be3HamexHo mepeny-
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TaB BC€ KyNbTYypHI, TO3T YMEET MHOTJA aTh O4apoBaTeIbHBIE (OPMEI
Xaocy, HapsameMy B ero mpeCcTaBICHHm.®

B mocnenneM mo BpeMeHH, BeCbMa COepKaTeIbHOM, THCCEPTAIHOH-
HOM HuccienoBanwnu TBopuecTBa Urops CeBepsiHIHA, B U3BECTHOM CTETIEHU
MTOJIBO/ISIIIIEM UTOT M3YYECHHIO €T0 HACTEANs Ha TAHHOM JTale, aBTop JaeT
€My OIICHKY KaK IO3TY, JIMpHUKa KoToporo (1o kpaitHeit mepe, 10-x romos
XX Beka) «boraTa pazHoodpa3ueM TeM, MOTHBOB, 00pa30B, CTHIIMCTHICC-
KM MHOTOIUTAHOBa, HEOMHOPOAHA». Takas «HEOTHOPOAHOCTH» KOCBEHHO
CBUJETENBCTBYET O TOM, uT0 CeBepsSIHUH MHOTOE 3aMMCTBOBAJ y CBOHX CO-
OpaTheB I10 TIepy — U HE TOJIBKO.

HUccnenosareny Hepenxo Ha3bBatoT CeBepsHWHA STIMTOHOM baimsMoHTa,
OJTHAKO TaKas XapaKTepPHCTHKA CIUIIKOM YIIPOIIaeT MpodieMy 3aMMCTBOBa-
Huit B mo33un CeBepsanHa. Tak, C. A. BuktopoBa gemaeT BBIBOI O TOM, YTO
«tBOpYecTBO CeBepstHIHA BOOPAJIO M BIUTAJIO B CE0Sl BCE OCHOBHBIC MOTHBBI
nckyccTBa CepeOpsiHOTO BeKa — HHUIIICAHCKHHA KYJIBT OTO0, CONOTYOOBCKHUI
MOTHUB «TBOPHMOM JIETEH/IBD, UPOHUIECKHE HIEMEHTHI «MEIIaHCKOH JIPaMBbD,
AKMEVCTUIECKYIO «TOCKY 10 KYJBTYpe», TUPHIECKYI0 HPOHHIO U PyTypHUCTH-
geckuii madoc». B mucceprammm B. A. BukTopoBoii TBopUeckas onorpadus
CeBepsiHHA TOHUMaETCS KaK «PEe3yNbTaT BEChbMa CII0KHOTO ¥ IPUXOTINBOTO
B3aUMOJICUCTBUS Xy 0KECTBEHHON MHANBUAYAIHLHOCTH 1103Ta He ¢ 00HOI, a
cpasy ¢ HecKonbKumu «mpaouyuamuy (BeIIeneHo MHol — B. M.). ABTop
MIPUBOIUT OOIIMPHEIN MepedeHs NCTOYHUKOB, M3 KOTOPHIX uepran CeBeps-
HUH: «...1m033us1 Uropst CeBepssauHa Hadama 20 Beka ... KOPHAMH YXOIHUT B
3aMaIHyr0 SCTETUIECKYIO TPATUIIHIO U PYCCKYTO MTOI3HI0 «IUCTOTO UCKYCCT-
Ba» XIX Beka. [Toatrueckuii si3pik Mropst CeBepssHUHA BOOPA «ITOITU3MBDY,
CaJIOHHOCTD 3alaIHOTO ACTETHU3MA U IeHAm3Ma (Tocieausis TpeTh XIX Beka),
«YTIOWTEIbHBIC ITA0JIOHBD) CTUXOTBOPHOW peud ModToB XIX Beka, a Takke
CHMBOIIUCTOB M «CIIOBOHOBIIIECTBOY (DyTypHCTOB, IPHEMBI CTOIWYHOM H ITPO-
BHHIIMATRHOU TpadoMarmu (0T rpada XBocToBa M0 KanmuTaHa JleOsakumHa),
pedeBbie 000pOTHI YIIMYHBIX 3a3bIBa U TYISK. MauocTis Urops CeBepsHu-
Ha — B «CTWJIMCTHUYECKOHN KOJoparype», B «CMEIIEHUH CTIIe». .. <...> IIpo-
Orema «4ayxoro romoca» B mo33un Urops CeBepsiHIHA, — 3aKITIOYAET HCCIIe-
JI0BaTeNb, — TIO3BOJISIET PACCMATPUBATh €T0 JINPUKY HE TOJBKO C JIUTEPATypo-
BEJYECKUX MMO3MUIINH, HO U KaK COIMOKYIBTYpHBIN (henomen».” Eme B. ITac-
TepHak ckazall 0 CeBepsHUHE: «..JIUPHK... IPH BCEil HEPSIUINBON TOMIJIOCTH
MTOpaKaBIINH UMEHHO 3THM PEIKAM yCTPOHCTBOM CBOETO OTKPBITOTO, PA3OM-
KHymozo dapa (BbIIEIEHO MHOU. — B. M.)»%.
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He ciyqaiino, mo mabmonennio B. A. Komrenesa n B. A. Canorosa Bo
BCTYITUTEIHHOM CTaThe K IIATUTOMHOMY COOPaHUIO COUMHEHHH 1mo3Ta, «Toph-
CeBepsiHUH — €IMHCTBEHHBIN TI0OAT, KOTOPHIN B pa3HOE BpeMs pa3HBIMU KpH-
THKaMH, UCCIIE0BATEISIMA ¥ aBTOpaMH YIeOHHKOB OBLT BKITIOUEH BO 8Ce JIH-
TepaTypHBIEC TEICHUS U HAMIPABJICHHU: Hadala BeKa — OT MPEACUMBOIM3MA 0
MOCTCUMBONIN3MAaY. Ha caMoM ferne He MPUMKHYBIINI HI K CAMBOIIUCTaM, HI
K aKMEHCTaM 1 TMPEeIIPHUHSIBIIN MOMBITKY CO3/1aTh COOCTBEHHOE JIUTEPaTyp-
HOE HampaBlieHHe — Aro-QpyTypu3Mm — Urops-CeBepstHUH, BOSMOXXHO, HAMETHI
HEKHUU «TpeTUi» MyTh JJIsl PyCCKOM 10331, Y Ha 3TOM My TH MO3T HE OCTAJICS
omuHokuM. Ilo muenmio B. A. Komenera n B. A. Camorosa, «ceBepsiHUHC-
KasD» BETBb HE UCUE3aeT U3 PYCCKOH 1Mo33un XX Beka. Pedurekcsl e€ mposBins-
IOTCSI B Pa3HOE BpeMsI M B Pa3HBIX CTHJISIX — OT YHCTO 3CTPaTHOM, pa3BiIeKa-
TEbHON TOA3UH JI0 U3BICKAHHOT0, TOCTPOEHHOTO Ha MHTEIIIEKTY aJIbHOM HIpe
TBOpYECTBA 00IPUYTOB WIIK COBPEMEHHBIX «KOHIIETITYJTUCTOBRY.”

B nocnennee BpeMst BicceoBaTENH MAITYT 00 UTPOBOM Hadaje TBOP-
gectBa CeBepsinnHa (0. B. babuduera, B. A. Komenes, B. A. Camoros, K. I.
Ucynos u ap.). [Toa3us BooOIe HeMBICIIMa 0€3 UTPHI, U TTIOHUMAaHUE T10-
33U KaK UTPHI, TABHO MMEBIIIEE MECTO B KYJIBTYpe, 0000IIEHHO BHIPa3n B
cBoeit 3HamennToii kuure «Homo Ludens» Moxan Xeitsuura: «Eciau mox
CephEe3HBIM TOHUMATh TO, YTO YAAETCS MCUEPITHIBAIOIIE BEIPA3UTh CIIOBAMHU
00ApPCTBEHHOH KU3HM, TO TIOI3WSI HUKOTJA HE OBIBA€T COBEPIIEHHO CEPhEe3-
HO#. OHa pacmonaraeTcs Mo Ty CTOPOHY CEPhEe3HOTO — B TOW MEPBO3TAHHON
CTpaHe, OTKyZla POAOM JETH, KUBOTHBIC, TUKApH, SCHOBHIIIBI, B IIAPCTBE
rpe3bl, BOCTOPTa, ONMbSHEHUS, cMexa. J{JIs MoOHUMaHuS T033UH HYKHO 00-
Jedpb ce0s AyIoro pedeHKa, CIIOBHO BOIIICOHOW COPOUKOM, 1 MyIPOCTH pe-
OeHKa TTOCTaBUTH BBITIIE MYJIPOCTH B3pOCIOTo. TakoBa MOHATAs M BHIPaKEH-
Has Buko yke 1Ba cTONETHs Ha3aj M3HAYAIbHAS CYIIHOCTH ITOA3WH, OJIIKe
BCETO CTOSINAS K YMCTOMY IOHSITHIO UTPhD». 0

Urpa, Bupouem, 3a9acTyio MOHUMAaeTCs Kak 0OMaH, a TO ¥ MOIIIEHHU-
4yecTBO. «poHU3MpYyomeey, urparolee Hauajo JUPUKHA He OBLIO BOCTIPHU-
HSTO YMTATEISIMU OJHO3HAYHO, «apleKHHCKUi» Mup Urops CesepsHIHA,
MUp 3CTeTa U ICHIIN, TYpMaHa U TeIOHICTa, YeJI0BeKa HOBOH 3TOXH U ITH-
BWJIN3AIIMH HE cpa3y ObUT pasrajan u moHsm, — nuieT C. A. Bukroposa.
E. IlepeMpImiieB B pelieH3MH Ha TIEPBBIE TPH TOMA MATUTOMHOTO M3TaHH
CeBepsHIHA, BRITIEAIIETO B W3maTenbcTBe «Logos» B 1995-96 ronax, 3a-
MEYAaeT: «...0CTAIHCH MOATHI U MIHCATENH, C KOTOPHIMH HE BEAAIOT, KaK 110-
CTYNIUTh, HE MOTYT IPENIOIOKHTD, 0 KAKOMY PaH)XXHPY WX CTaBUTh Ha
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KHIDKHBIE TTOJIKH. DTO MTOTOMY, YTO ¥ PYCCKOH JIUTEPATyphl €CTh TO, YETO HET
y JAPYTHX, €CTh MHASA KJIACCHKA, HUYETO OOIIEro ¢ MPU3HAHHOW HE MMEI0-
masi».'? K takoit «HeNMpU3HAHHON» KIIACCHUKE M MPHHAICKUT TBOPYCCTBO
Urops CeBepsiHIHA, OT KOTOPOTO B y4eOHHUKAX U XPECTOMATHUSIX COBETCKOTO
TIeproIa OCTaIach JUIIb Gpasa « 51, reanit Urops CeBepsHUH. ..», Aa U B TOH
(daro camo 1o cebe TToKaszaTeIpbHO) 3aMATYI0 3aMeHsUTH Ha THpe. CaMoHae-
STHHBIH SITUTOH, TICEBAOIO3T, OAHUM CIIOBOM — «Ha BOPE U IIIalka TOPUTY...

OpHako «BOPOBCTBO» 3TO — apTUCTHYECKOE, UTPOBOE (2 3HAYHT, TBOP-
YECKOe), KBOP» U HE CKPBIBAET, UTO «HATYBAET» MYOIUKY, TOCKOIBKY TPE/I-
JIaraeT eH JKe «IepeleTaHHbI» 10 HEY3HABAaEMOCTH «TOBapy» (KOTOPBIA K
ToMYy ke uneT Hapacxsar!). Tak B. A. [unsapoBcKkuii OMUCHIBAET apTEIh MTOP-
THBIX Ha XUTPOBKE, IIEPEIINBAIOIIYI0 BOPOBaHHEIE Bemu: «3 y3110B BEIHH-
MaloT JIOpPOTHE NIyOBl, JINCEH POTOHIIBI M TOPY pa3Horo miarba. Celyac Ha-
YIHAETCS KPOWKA U IIIUTHE, & yTPOM SIBIISIOTCS OAPBIIITHUKHI H OXAITKaMH HECYT
Ha 0a3ap MEXOBBIE IAIKH, JKUJIETHI, KAPTY3bl, ITAHBI.

[Monmuus wimeT uryOsl M pOTOHIIBL, @ X YK€ HET: BMECTO HHAX — IIAMKH
M KapTy3sm». '

[maBHas omacHOCTH MU 3TOM — BO BCAKOM CIydae, KOTZia pedb UAET O
M023WH — HE TIONYYUTh B pe3yibTare TPUIIKKUH kKapTan. OMacHOCTh BEJHKa,
MTOCKOJIbKY MHOTHE y4YacTBYIOT B MTpe, HO MaJo KOMY TaKoe «IIepeKpanBa-
HUe» ynaercs BroiHe. CeBepsSHUH CYACTINBO ITOW OIMTACHOCTH M30eKa: OT-
KPBITBIE 3aMMCTBOBAHUS U «TIEPENIENKI» HE 00EPHYIIHCH Yy HETO SITUTOHCTBOM,
a — B CHJIy TaJIaHTa TI03Ta/TBOPIIA — MOPOAVIIN HOBBIN «CKPEIIEHHBIN S3bIK,
HETIOBTOPHUMBIH HAMOCTHIIH («S1 Tparemuto *KI3HH IpeBparity B rpe3odapc. ..»).

CeBepsiHUH, TIpexe YeM KoHcTatupoBal: «J/la, crtama mupuka mctpe-
maHHbBIM Kiutiey («Kmagoumenckue moa3sl. [», 1914, ¢6. «Victoria Regiay),
yKe «BBITAID — «ITO HH CIOBO, — TO cropmpus» («IIpomory, 1911, ¢6. «I'po-
MOKHUTISIINN Ky00oKk»). To eCcTh, «IIepemnim BCe TO Ke «BOPOBAHHOE TPSIIIHE»
B HEYTO OPUTHHAIIEHOE.

ITpuBeay nmpumep. XpecTroMaTUHHOE CEBEPSIHUHCKOE CTUXOTBOPEHHUE
«Mopoxernoe u3 cuperan» (1912, ¢6. «'poMokuIsImmiA KyOoK») MpencTaB-
JIIeT cOOOW HE UTO MHOE KaK «IepeeIIaHHbIN (pPa3BepHYTHIN) KPHUK YITHY-
HOTO TOPTOBI[a, Pa3HOCUYHNKA MOPOKEHOTO:

Mopoorcenoe uz cupenu! Mopooicenoe uz cuperu!

THonnopyuu decams Koneex, uemvipe Koneuxu oyute.

Cyoapwiwunu, cyoapu, HA00 ib? — He 00P020 — MOAICHO be3 npenull. ..
Toeww denuxamnoeo, niowaos. npudemcst mosap no oyuie!
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A crugounoeo ne umero, GucmamKogoe 6ce pacnpoodl...
Ax, epadccoane, 0a neyoicenu 8vi mpebdyeme Kpam-opione?
Topa nonynsipums u3blCKU, YMOHYUMBCS GKYCAM HAPOOA,
Ha ynuyy cneyuu xyxons, ocumHnug sxcyecc 6 gupane!

Cupenv — cradocmpacmos smbnema. B aunoso-usHesiceHHoM KpeHe
3anvoucs, sodonaomnoe cepoye, 8 OVUWUCBLL U CAAOKUL NYUIOK...
Mopoorcernoe us cupenu! Moposicenoe uz cuperu!

i1, manvuuk co coummnem, nonpobyii! Eit boey, noxsanuutw, opysicok!

[IponcxokieHne 3TOro caMoro «MOPOXKEHOTO U3 CHPEHU» — HEOOBIK-
HOBEHHO: 3TO OCTPOYMHAs «II€pe/ieKay, Ha YTO B CTHXOTBOPEHUH HEIBYC-
MBICTIEHHO YKa3bIBaeTcs: «B miioBo-n3He)keHHOM KpeHe / 3aIbInch, BOJIO-
MaJIHOE CEP/ILIE, B NYUIUCTHIN U CIaAKUM MYIIOK. . .» MOpoXeHoe — «TyIIHC-
THIA M CIAJIKUH TYIIOK» — IIPUTOTOBJICHO M3 3aJIeZICHEBIIETO, 3aMOPOKEH-
HOTO cepyna (JIMITOBBIN — I[BET CEeP/IIia 1 IIBET MOPOXKEHOTO), TIPEXK/IE CTPYSI-
IETOCS BOAONAIaMH, — M OTOT «JISTUKATHBIN MPOAYKT («HE TOPOTO») TIpeI-
JlaraeTcsl MaJBIHKY, TOPTYIONIEMY COUTHEM — Oollee 4eM PO3andecKuM TO-
BapoM pasHocunka.'* Tak xkuBoe (cepiie) NpeBpaIlaeTcs B HEKUBOE (MO-
pOoXKeHoe), NBIKYyIIeecs (BOAOIa ) — B 3aCThIBINEE (JIEK), T.€. ECTECTBEHHOE
— B UICKYCCTBEHHOE, HO — CheI0OOHOE, JOCTYITHOE KaXa0MYy (yIo0oBapuMoe).

U Bce-Takm «BOPY» — Jaxke U IIOITHIECKOMY» — HEJIb3s HE PATaTh-
ca. Emy HeoOxommma «mackay, 1 CeBepsIHUH TaKOH «MacKoW» IMpemyc-
MOTpHTENbHO 003aBeincs. Umumk CeBepsHITHA — TOXKE HE OPUTHHAIBHEIH,
TOYHEe, ONATH K€ «BOpOBaHHBIN» — mox Ockapa Yainpma. B onucannu
benennkra JluBmmnma, BpodeM, OH IpenCTaeT BeCbMa HETPHUTIISIHBIM:
«OH [CeBepsHHUH ]|, BUIUMO, CTapacs MOXOAUTh Ha Yalibaa, ¢ KOTOPBIM
y Hero ObUTIO HeYTO 00Iee B HapykHocTH. Ho mo dero kasamachk MHE
JKankou pycckas uHtepnperauus Jopuana! [loMmsaToe nuio ¢ HE3a0pO-
BOW CEepoOBaTOM KOXKel, MPUITyXITHE BEKH, MYTHBIC 1a3a. OH Kak OyATo
TOJIBKO YTO MIPOCHYJICS TOCIIE ITOMONKHY U eIlle He yCIeJ MPUBECTH ce0s B
MOPSAOK. MeHS yAuBUIIa HEPSAIUIMBOCTD «U3BICKAHHOTO TPE33pay: Tpss-
HbIe, TABHO HE MBITBIE PyKH, 3aJIUTHIE «KPEM JI€ BHOJETOM» JIalKaHbI
yailIbJIOBCKOTO CIOPTYKA...

Ha Bomipocsl, ¢ KoTopbiMu K HeMy HHOTHA obpatmaics Kyins0uH, oH MHO-
TO3HAYNTENBHO MBIYajl WM OTBEYAN JABYMs-TPEMsI CIIOBaMH, BHITOBApUBAs
pycCcKoe «H» B HOC, KaK 3TO JEJIAl0T JIFOH, KEJAIOIINe MIeTOIbHYTh OTCYT-
CTBYIOIINM y HUX (DpaHIy3CKHUM IIPOU3HOIICHUEMY, 1
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He tonsko b. JIMBIMIKI, HO U MHOTHE COBPEMEHHUKU HAaXOJWIN MO3TA
TTOXOKUM Ha «OmuctarensHoro Ockapay. CeBepsHUHY ke TO, Bpoze OB, OT-
HIOAb HE ILCTHIIO: «JIT0mu, yBepsIroIme MeHs, 9To s oxox Ha Ockapa Yaitib-
11a, TOBOPSAT MHE JIEP30CTh: 51 OYEHbB JIFOOM0 Y aiiiib/1a, HO C MEHS TOCTAaTOYHO
OBITh TIOX0XKUM Ha ceOs1».'® ITO — OMATH UTPA, KHATYBATEIHCTBOY, TIOCKOIBKY
CXOJICTBO BCe-Taku Ob1T0, — HemapoM CeBepstHIH Hamucar 06 Y ainpe: «Bce-
JIEHET], 3aKITIOYEHHBIA B CMOKHHT A3HIINY, «APOHATIHNA Y ailiiba». CeBepsSHUH
¥ caMoTo ce0s B TIOA3UH 0CO3HABAI KaK «JIHPHIECKOTO HPOHUKAY», KHPOHHU3H-
pyrotee IuTsD (Cp. C MPUBEICHHON BBIIIE ITUTATONH XCH3MHTH).

B.A. Komenes numieT o TATepaTypHBIX «Mackax» CeBepsauHa u ['ymu-
n€Ba — AByX «aHTAarOHNCTOBY» B PYCCKOW MO33MH (MOIB3YSACh TEPMUHOIOTH-
eit H. C. I'ymunéna): ['yMuiIEB — «HOCHTEI JIMPUIECKOTO OOTMKA «UEIOBE-
Ka KHUTH», TOBeAEHHOTO 110 nec plus ultra <...>. CeBepsHUH ke — Hanbosee
€CTEeCTBEHHOE M 3HAUNMOE BEIpaXeHNE «JelloBeka ra3zeTsl». B. A. Komenes
mornaraet, 9to «['yMunéB ObUT €MHCTBEHHBIM W3 MHOTOYMCIIEHHBIX KPUTH-
KOB M PELIEH3eHTOB HaJalla BeKa, oOpamaBimxcs K mo33un CeBepsHUHA,
KTO YJIOBWJI TY €CTECTBEHHYIO OIIAaCHOCTH, KOTOpast HICXO/AMIIa OT HOBOH, «ca-
MO3BaHHOW» TUTEepaTypHOU «Mackm». Ctpamien He CeBepsiHUH caM 110 ceOe,
HE ero MHANBHIyaJhbHOE — HaXalbCTBO, O€3BKyCHE, MAaHEPHOCTh | T.II. SIB-
JIEHHE eTo — 0OPETIIETO TOJI0C «YeNIOBeKa I'a3eTh» — ITO MpeIaBepre TPIy-
IIEr0 pa3pylIUuTENs TON KyJIbTYphl, OJHUM U3 «KalTUTaHOB» KOTOpoil ['ymu-
nés omryman ceds. Het, He CeBepsiHUH COBEPIUT HOBBIN KyJIBTYPHBIN TIepe-
BOPOT — OH MPOCTO HanboJiee HATIIATHO IEMOHCTPHUPYET BO3MOXKHOCTH €ro
coBepiieHUs».!” B yCIOBUSAX COBPEMEHHOW KYIBTYPhI, BEPOSITHO, YMECTHO
TOBOPHUTH €Ille U O «4enoBeke VHTepHeTa», KeM, COOCTBEHHO, U SBISETCS
XaKep, COBEPIIAIOIINM 0YePEeTHON KyIBTYPHBIN EPEBOPOT.

Bmpouewm, y CeBepsiHnHa, «IIEpEKPANBAIOIIETO» «TYKOE» Ha CBOM Jal,
«Marepuai Bce-Taku octaercs npesxkHuM. 1 CeBepsHIUH 3aUMCTBYET €T0 13
JIByX OCHOBHBIX UCTOYHHKOB: 1) CYIIECTBOBABIICH JO HETO TI033UU | 2) CO-
BpPEMEHHON €My MacCOBOM KYJIbTYpHI.

B yxazannsiit nepuon B Poccuu yxxe cyiiecTBoBajia HOBas, XOTs U elle
(hopmupytoIasics, cucreMa — MaccoBas KynbTypa. I CeBepsHIH «XaKkepCTBO-
BaJ» IMEHHO B 3TOH CHCTEMe, «ITOJIBOPOBHIBAs» U3 HEE HJIeH, 00pa3bl, CHM-
BOJIBI, HACTPOCHHS U «BHEAPST» B CBOE TBOPIECTRO.

H. M. 3opkasi, ananmn3upysi 3peiuiiHbie GOpMBI XyI0KeCTBEHHON KYITh-
TYpBbI, OTMedaeT: «/{71s Toro 4ToOB! TEXHHKA /1alla NCKYCCTBY HOBBIE ICTETH-
yeckre GOpPMBI, HOBBIE XYIOKECTBEHHBIE CPENICTBA, IS TOTO YTOOBI UCKYC-
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CTBO OCO3HAJIO ¥ IPHUHSJIO €€, HE0OX0IUMO OBLIIO CIIEAYIONIee: HOBas TEXHU-
Ka JIOJDKHA ObLTa OCMBICITUBATHCS KaK HEUTO CYIIECTBEHHOE ISl TICHXOJIO-
THH YeJI0BeKa, a He TOJNBKO I MaTepHaIbHON KU3HH.

DTO CBA3aHO C HOBBIM CTPOEM CO3HAHMUSI JIFO/IEH HaIlleTO BpeMEeHH, Bpe-
MEHH HAayYHO-TEXHUYECCKOW peBorforuu. Turmorpadckuii craHok, m3o0pe-
TeHHBIN B XV cronmetun ['yreHOeproMm, He BRI3BAT K )KH3HHU HHU CTHXOB, HU
KUBOMHUCHBIX TIoJ0TeH. OH, Tak cKa3aTh, He OB OTPaKEeH HU B JIUTEPATYpE,
HU B UCKyCCTBE, HU B Qriiocouu. A BOT, K TIpUMEPY, JKeJIe3Has TOpora,
nosiBUBIascs B XIX Beke, cTana uist IUTEPATyphl 00pa3oM, CAMBOJIOM, OT-
paXCHHBIM U B TT03WH, U B 1Ipo3e» (Hekpacos, Bi. ComoBbes, biok). «Ta-
KO JKe ITyTh «IIPUBBIKAHUS B JKU3HU U B UICKYCCTBE TIPOXOIST aBTOMOOTITB,
tenerpad (OH IOPOIUT B TUTEPATYPE OCOOBIN «TeserpadHBIN CTHIIBY ), adpo-
TUTaH ¥ €T0 BO3AYIIHBIN BIACTEINH «aBUATOP», KaK Ha3BaH JIETUYMK B 3HAME-
HUTOM CTHUXOTBOpeHHH biioka. — TpyaHOo OBLIO COETMHUTH B CO3HAHUH BEKO-
BbI€ aHTHITOJBI — MAIIMHY W TBOPYECTBO, XyI0KECTBEHHOE U «MeXaHH4IeC-
koey». TpyaHo make TOT/Ia, KOT/a B pe3yiibTaTe TEXHUIECKOTO TIporpecca Be-
ke n3ooperenus: potorpadus, paauo, ponorpad, Tenerpad — mpoIHO
BOIIUTA B JKU3Hb U OBIT, CYIIIECTBEHHO U3MCHHB YeIOBeueckoe ObiTHe».!'s
CeBepsHIH jk€ CMEJIO ¥ TaXKe BBI3BIBAIOIIE BBOJUT B CBOM TOTHUECKHUI MUP
3TH «BETTHUKNE U300PETCHU»: A3PONIAH, MOMOP, ABMO, UWLOCCI, MAHE0 W JIP.

Xakep, 6€3ycIIOBHO, — HOCHUTEIIb MacCOBOM KynbTyphl. Kak, B cirydae ¢
«IIO3THYECKUM XaKepCTBOM), 3TO COBMEIIAETCS C «BBICOKHM HCKYCCTBOMY?
[Ipuseny ogun mpumep. CeBepssHUH OTKpOBEHHO He Jirodmn A. H. Beprunc-
KOTO, TOXKE APKOTO MPEACTABUTEISI MACCOBOM KyJBTYyphl Hadaiga XX Beka, O
YeM CBHUJIETENBCTBYET, HAIIPUMED, TaKOe BBICKa3bIBaHME TI03Ta: «B HacTos-
mee BpeMs y MeHs HeT OonmbmuHCcTBa U3 ero (P. Comoryba. — B. M.) kaur.
JIOCTATh UX 3aTPYAHUTENBHO: «KYJIBTYPHBII» BEK IaeT ceds 4yBCTBOBATH —
BEZlb 3TO HE HOTHI IIeceHOK BepTrruHckoro...».!” TekcTol mecen Bepruuckoro
C HOTaMH TOTZa MMPOKO M3naBaituch (BepTuHCKMiA, KCTAaTH, UCTIONHSI PO-
MaHCBI, B TOM 4YHncie, 1 Ha cTuxu CeBepsHUHA), U €ro KOHIICPTHI OBLIN He
MeHee TIOIMyJISIPHBL, YeM CeBepsSHUHCKHE Mmo330Beuepa. OqHako CeBepsHUH
CO3HATEIHHO ITOTAKAI BKYCaM TOJIIBI, IIOMHS TIPH 3TOM O «BBICOKOM HCKYC-
ctBe» («Most IByCMBICTICHHAS ClIaBa M HENIBYCMBICIEHHBIN TalanT»). OTpH-
narensHOe oTHomeHne CeBepsHWHA K BepTHHCKOMY cliemyeT, BEpOsSTHO,
00BSACHATH TeM, UTO BepTuHCckHii (110 KkpaifHel Mepe, B moHnMaHuu CeBepsi-
HUHA) HU Ha KaKyIO «IBYCMBICIEHHOCTH)» U He mpeTeroBai. U motomy Ce-
BEPSITHIH OTHOCHII €T0 K «TOI KyJIBType, KOTOPYIO CUUTA «THUJIOW:
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Lhwa ymonuenno uepcmeeem,
Tnuna kynomypa, kax poxgop...
«IIpomor» (1911, c6. «I'pomMokumsmmii Ky60x»)

Hpyroe neno, uro nonnManue CeBepsSHIHOM KYJIBTYPHI BEChbMa CIEIH-
(bugHO, M ATO — TeMa I OTHeIsHOTO HcciemoBanus. OgHako yxe B 1914
roxy Bn. XomaceBud B ctarbe «Mropps CeBepssHUH U QyTypHU3M» 3aMETHI:
«...HY)XHO e1Ie kenarb, 9To0b1 rops CeBepsHIH CO3HAI, YTO HUKaKas Hc-
THHHAS KYJIbTypa, KaK HEUTO XKMBOE W )KHMBYIIEE, THIION OBITH HE MOJXKET.
I'Hunast KyasTypa — He KyJIbTypa BoBce».?’

CeBepsHUH CO3HATEIHHO MPHUCIIOCAOIMBAET CBOE TBOPYECTBO IS TOI-
eI, 9TO B Havajge XX Beka OBIJIO SBIECHHEM MaleKo He CIUHUIHBIM.
W. A. byaunn koHCcTatTupoBa: «Pycckas muteparypa pa3BpalieHa 3a mocie-
THHE NeCSITUIeTHS HEOOBIKHOBEHHO. YIWIIA, TOJNMA Hadaja Wrparh OdeHb
OobiryI0 ponb. Bee — u muteparypa 0co0eHHO — BEIXOAWT Ha YITUILY, CBA3HI-
BaeTCs C HEIO M TIOATAaeT 1Moy ee BnusHue. 1 ynuia pazBpaiaet, HepBHPY-
€T y’Ke XOTS OBI TI0 OTHOMY TOMY, YTO OHa CTPAITHO HEyMEepeHHa B CBOHUX
XBallax, €Clid eil yroxaatoT. B pycckoit tuteparype Tenepb TOJIbKO «TEHUN.
W3ymurensublil ypoxaii! ['enuit bprocos, renntii ['opskuii, reann Urops Ce-
BepstHuH, biok, bensrii. ..».?! CeBepSHUH U HE OTKA3BIBAJICS:

Bo mne evruckusanu nounocme,
U3 6udy svinycmus ooHo.

Beov kmo sicueonucyem niouaos,
Tom nuwem Kucmvio niOUAOHOL.

«/IBycmpiciienHast cnaBay (1918, c6. «Comoseii»)

B «ABtronpenucnopum» k cOopHUKY « Tparemus Turana. Kocmocy (1923)
CeBepsHUH, TOCTEIICHHO OTXOS OT MPUHITAIIOB CBOETO TBOpUuecTBa 110 1917
rojia ¥ MpHOMIKAsACh K TPAAUINAM «KIIACCHIECKON» PYCCKOHM MOA3UH (SIp-
JaWTIIMM IPUMEPOM TaKoTO cOMmKeHus cTaneT coopuuk 1931 roma «Kiac-
CHUYECKIE PO3bD»), THCAJl, OTKPEIINBASCH OT CBOETO OBLIOTO ITOTAaKaHMS BKY-
CaM TOJIBI: « XyTOKHUK-WHANBUIYAIUCT, 3aXBadeHHBIN HACTPOEHHISIMU Macc,
— 3peTHIe YyAOBUIIHO OTBpaTHOE. .. HbIHE, OUNIIEHHBI MYKaMH, S JIeJIat0
B 3TOM KHHUI€ CBOJIKY BCEX METaHWI CBOETO JyXa W, IPUCTHLKEHHBIN Taje-
HUSMH ¥ OKPBUICHHBIH 03apPEHBSIMH, CTPEMITIOCH K BCEIICHCKUM BEPIITIHAM,
WIS BIIEPEIH CBOETO Beka, kak u momodaet [loaty Ucromy!»

B 2001 roxy BeITen U3 nieuarn nepBeIii ToM «CoBaps S3bIKa PyCCKOM
1mo33un XX Beka», OIMH U3 coctaButenen kotoporo B. I1. I'puropres B mpe-
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JTUCIIOBUY CTABUT TIEPE YATATEIIMH PUTOPHUECKHUIA BOTIPOC: «...NIOYEMY B
Ka4eCTBE MPENCTaBUTEIICH pycCKOM moa3umu XX BeKa U e¢ SI3bIKa OBIITH 13-
Opanbt MeHHO 3TH 10 TO3TOB —

Annencruu, Axmamosa, bnok, Ecenun,
Kysmun, Manoenvuwmam, Masikosckutl,
Ilacmepnak, Xnebnuxos, Ijsemaesa?

Pa3Be Tak yx MeHee TOCTONHO, CKaXKeM,

A. Benwviti, baromonm, bprocos, ByHumn,
Bonowwun, I'ymunes, Bau. Heanos, Knioes,

U. Cesepanun, Conoeyd, Xooacesuu, Caua Yep-
Hbll... 2 ». 72

CocraBuTens, KOHETHO, TyKaBUT. Bo BesikoM cirydae, Ha3wsiBast nMs Uropst
CeBepsiHUHA, KOTOPOTO BOCTIPHHUMAJIH W TIPOAOJIKAIOT BOCTIPUHUMATH KaK
«II03Ta TOJMIBI», (2 3HAYUT!) TICEBIOOATA, @ €T0 TBOPUIECTBO ACCOIMHPYET-
¢, TIIaBHBIM o0OpasoM, co ctpokamu «S, reamit Urops CeBepsHHUH...» U
«AHaHaCHI B TIIAMITAHCKOM.

beccriopHo, uTo CeBepsSHUH CTOSUT Y UCTOKOB OTEYECTBEHHON Macco-
BOY KyJBTypBIL. DTO OCO3HABAIIN YK€ COBPEMEHHHKH, HA3bIBABIIINE €TI0 KTI0-
9TOM CBOETO BPEMEHH, CBOEH TONIBI».>> B JIMBIIHII B BOCIIOMHUHAHUAX O (y-
TypusMme 3ameTin o CeBepsanHe: «OH elie He IMOI0IIeN K ITOPOTY PaHHETro
CHUMBOIIN3Ma, OPOJIHIT B TIPEIPACCBETHBIX €T0 CyMEpKaXx M, BOIIPEKHA COOCTBEH-
HOMY 3asIBIICHUIO:

...80 gpemera CesepsHuHa
Creodyem 3namo, umo 3a Ilywikunvim 6viau u bnox u
banomonm! —

3acThII Ha KynbTe JloxBuikoit u @odanosa, To ecTh Ha «HuBe» neBsHo-
CTBIX TOJZIOB...».2*

E. B. IBanoBa nosaraer, 4To, BOCKpelas ujieu aekaaeHToB 90-x rojos,
«CeBepstHUH 3acTaBIIIeT WX MPO3ByYarh MO-HOBOMY. Pycckue mexaieHTh
OTCTaWBaJIM CBOH HIEH B YCIIOBHSX BPaXX1eOHOCTH ¥ HETIOHUMAHHSI CO CTOPOHBI
YUTAIOIIEH MyOIIMKH, OTYET0 OHM TaK M OCTAJHCh OPOCKHMH JIO3YHTaMH,
MMEBIIIMMH CKYIHOE TBOPUECKOE MpeTBopeHne. Bo3pokaas »1r 3a0BIThIE HIEH,
CeBepsiHIH HaXOAUT TOT OCOOBIHN CTHITh, KOTOPBIH JleflaeT UX MPUTATaTeTbHBIMI
1 JOCTYITHBIMH JIJIST MAaCCOBOTO YHTATENS (ITOTICPKHYTO MHOK — B. M.), Tem
CaMBbIM MPHUIABAst ATUM HJIESIM HOBYIO TIOITHIECKYIO KUZHEHHOCThY.?
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B 10-e romer XX Beka Mrops CeBepsHUH, YUTABIINH, a TOYHEE HAarle-
BaBIIIHI CBOH «I1033b1» Ha MOTHB AMOpya3a Toma?® ¢ acTpabl, MOJb30Ba-
cs1 (haHTACTUICCKHUM YCIIEXOM Y TyOnku. bes ydera 3Toro 06cTosTenbcTBa
He 000MTHCh W COBpPEMEHHBIM HCCIeoBaTeNsiM TBopuecTBa CeBepsHUHA!
«Kuurn u kornepts! CeBepsiHUHA CTaH, HAPSIAY ¢ KHHEMAaTorpadoM U IIbI-
TaHCKUM POMaHCOM, (haKTOM MacCOBOM KyabTypbl Hadana Beka. CeBepsiHHH,
KaK 1 MasKOBCKHH, — MO3T VAW, TOAT TONMEL. OH TOXE IBITANICS JaTh
SI3BIK «0e3BsA3bIKOM» yaure. Ho ecimm MaskoBCckuii oOparmancst K «0oTBep-
KEHHBIM» Topoja, To CeBepsHIH — K TIECTPOMY TOPOJICKOMY JIFOAY: MeIla-
HaM, TUMHA3WCTaM, OETHBIM CTyIE€HTaM, TOPHHYHBIM M OeloIBeHkaM OH
TpepIaran s3Ik rpes3y; «[loa3oxornepTs CeBepssHUHA OBUTH TaKOU e TIPH-
metoit Poccuu 1910-x romoB, kak cuHemarorpad, BeICTyIIeHU Bapwu Ila-
HUHOH, AHactacuu BsuteiieBoit, «I1bepo»-Beprunckoro». M, kak 3aMeTnin
0 Cepepsianae B. A. Komrenes u B. A. Caroros, «IypHO# BKyC» BXOIHI B
MOATHYECKOE 33/TaHNE «II03TA YIIHIIBI, T0JTA TOJITEDY KaK HeN30eKHBIH dIie-
MEHT JIEMOKPATU3aI[HH U «3CTPATU3ANNNY T0I3UU».>

Ocun MaHpenpmTaM B CTaThe CO 3HAKOBBIM Ha3BaHWEM «Bwimam mu-
cax: «IlosTrueckas rpaMOTHOCTH HU B KOEM CIIydae He COBITJaeT HH C Tpa-
MOTHOCTBIO OOBIYHOM, TO €CTh YMEHBEM YUTATh OYKBHI, HU JaKe C JINTepa-
TYpHOUH HaYUTaHHOCTHIO. Ecin nuTepaTypHas HerpaMoTHOCTh B Poccuu Be-
JIUKA, TO MO3THYECKasi HETPaMOTHOCTD Uy/IOBHUIIIHA, U TEM Xy’Ke, UTO €€ CMe-
ITUBAIOT C OOTICH, M BCIKUH, YMEIOIIMI YATATh, CANTACTCS TOITHIECKH Tpa-
MOTHBIM. CKa3aHHOE CYTy00 OTHOCHTCS K IMTOTy00pa30BaHHON HHTEIIIUTCH-
TCKOH Macce, 3apakeHHOW CHOOM3MOM, TTOTEPSBITICH KOPEHHOE TyBCTBO SI3BI-
Ka, MEKOYyIIel TaBHO IPUTYTHBIITNECS SI3BIKOBBIE HEPBHI JJIETKUMU H JIEIIIe-
BBIMH BO30OYIUTEISIMHA, COMHUTENFHBIMA JIMPU3MaMH M HEOJIOTU3MaMH, He-
PEAKO YYXKIABIMHU M BPaXKIEOHBIMU PyCCKOM PEUEBON CTHXHUH.

Bor moTpebHOCTH 3TOW AEKIACCHPOBAHHON B S3HIKOBOM OTHOIICHHH
CpPEeIBI JOIDKHA YIOBIETBOPATH TEKYIIAs PycCcKasl MO33Hs.

CoBO, pOKIEHHOE B MIYOOYAWIIUX HEApax pPedeBOTO CO3HAHUS, 00-
CITY’)KMBaeT TITyXOHEMBIX M KOCHOS3BIUYHBIX, KPETHHOB W JIETE€HEPATOB CJIO-
Ba».?

Hano ckazarb, 4To pa3apa>keHHbIN «BbINaa» MaHenblTaMa sipko uii-
JOCTPHUPYET €ro MOJSPHYIO MPOTHBOIIOIOKHOCTh CEBEPSHUHCKOM JTHTEpa-
TYPHOH MO3WIIAN U «IOJIOKeHUIo». [lokazareiapHa B 3TOM CMBICIE Xapak-
TepUCTHUKA, TaHHAas MaHAenpIITaMy B MEMyapax COBpEeMEHHUIII: «MaH-
nensmTaM — He bamsmonT u He Urops CesepstnuH. OH — TTOAT Oojiee TTy-
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6okoro ckiama».”’

CeBepsHUH OTAaBasI ceOe B TOM OTUET, CHOPMYITHPOBAB TOUKY 3PEHUS
Ha coOCTBeHHOE TBOpUECTBO B coHeTe «Uropr-CeBepssHun» (1926), BKITIO-
YeHHOM B cOOpHHK «MemamboHbn (1934):

OH mem Xopowt, umo oM co8cem He mo,
Ymo oymaem o ném moana nycmas,
Cmuxo8 npuHyunuaibHoO He Yyumas,
Pas nem 6 nux ananacos u agmo,

Dokcmpom, KuHemamozpagh u iomo —
Bom, eom xyoa nmoockas muumces cmast!
A medicoy mem oyuia e2o npocmas,

Kax oenw secnvl. Ho 3naem smo kmo?

CeBepsHUH «IIOMIET HAaBCTPEUY» TOJIE CO3HATENFHO (YTO TONTO B
JIOJDKHOM Mepe He OBLIO TIOHATO HU YUTATENSIMH, HH JINTEPATYyPOBEIAMH),
Bcaen 3a Hapconom n bamsMoHTOM, MOZIa Ha KOTOPBIX HE ponuia 1t CeBe-
pSHUHA HE 3aMedeHHOH. Tak, OH MUIIET O CBOMX JETCKUX BIIEYATICHUAX B
«mosMe nmerctBa» «Poca opamxkeBoro yaca» (1923; peds uuer o ky3eHe Buk-
Tope U Ky3uHe Jlue, meproii moo6Bu CeBepsHUHA — B IBEHAIIATH JICT):

OHnu, 200amu 0OHOIemKU,

Jlem na name cmapuiue mens,
leporcanucy emecme u 6 beceoke,
Banvmonmom Haocona cmens,

B me onu exoouswem moavko 6 Mooy
«I100 nebom ceseprvimy...”’

He cnyuaitno eme b. M. Diixenbaym B cTaThe, HaITMCAHHON B HaJalle
1920-x rogos, cpaBamI CeBepssHUHA ¢ beHETMKTOBRIM: «...3ByYHEIH bene-
JUKTOB — (QUTypa CTOJIb e XapaKTepHas JJIsi COPOKOBBIX TO/IOB, Kak Urops
CeBepsiHUH JUIs Hamiero BpeMeHn».?! XapakTtepHo, 4To BO BpeMeHa beHe-
mukToBa (1o BeIpaxkennto B. C. baeBckoro, moata st «IyBCTBHUTEIBHBIX
qHUTaTEINCH C HEMPUTA3ATEIbHBIM BKYCOM»*? ) BOBHHKIIO €MKOE TIOHSATHE «0e-
HeaukToBmuHay (5. I1. ITomonckwit), Bo BpemMeHa CeBepsHUHA — «CeBeps-
auamHaY. C. A. BukropoBa B CBOEH auccepTaIliyl yTBEPKIACT, YTO «3a-
JIOp HECOOOPa3HOCTE», KOMI3M HECOOTBETCTBHIA, TTAPOIHS U aBTOTIAPOTHUS
onuTH B 11023uNn B. benenukToBa, K. ®odanosa (ogroro n3 kymupon Cee-
psHUHA — B. M.) ¥ Ip. OCMBICIIEHHBEIMH W HapounTHIMH. A v B. beHeankToBa
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MOTJIH OBl TIOYYUTHCS MHOTHE MOITHI-KOHIIENITYaTHCThI KOHI[a 20 Bekay.™

Henp3s HE OTMETHTH, YTO HEOCTATOK BKyCa, B KOTOPOM TaK 9acTo yII-
pexanu CeBepsiHUHA, BO MHOTOM OBLT CJIEZICTBHEM HEOCTATOYHOTO 00pa3o-
Banus. [ToaT yumiics B peanbHoM yuumnuiie B Yepenosiie Hosroposckoii ry-
OepHIH, KOTOPOE TaK M He 3aKOHYMII ¥ 0 KOTOPOM BermoMuHan B «Poce opaH-
KEBOTO Jacan:

Yepenogey, ye30ublii 20poo,

Hao Azo06poti pacnonoocén.

U 6 nem, cpedu kocmamuix 60poo,
Cpedu e2o 1oxmamsix JiceH,

A npoorcun mpu 3umsi, 8 Peanvrom,
<...>

Yuace scemy u nuuemy.

(IIpouty noxopno crucxoocoenwvsi!..)

3neck oueBuaHa ammmto3us [lymkuaa (« MBI BCe YIUINUCH TOHEMHOTY /
UemMy-HUOYIb 1 KaK-HUOYIB) ), U TOIBI CBOCH yueObl CeBepsiHIH OITHCHIBA-
€T BIIOJTHE B IMMyIMIKHHCKOM ayxe («Ywmram oxotHO Amynes, / A Iumepona
HE YUTAI»):

...51 CIA2AT 8 MO 8PEMSL CHLAHCYL,
Llsviprys yuebnux noo 3aoop.

<..>

Yuman, umo moabko Moe npoyecis...

[IpaBna, B otmmaue ot [lymkuna, CeBepstauH yumics He B [lapckocens-
ckoMm Jluree (kak HHOKeHTHH AHHEHCKHH, N30 paBIIHA COBCEM HHOU TyTh
B ITO33UH), & B 3alITATHOM PEATbHOM yUWIIHIIE, © MHOTOYHCIICHHBIE «MBIC-
nmm» CeBepsiHUHA, coOpaHHbIe UM B «biecTku (Adhopu3msel, COPpU3MBI, Tapa-
JIOKCHI)», TIO9ac BEChMa MMOBEPXHOCTHHI M Ja)ke HAWBHBI, €CITH HE CMEITHBI
(dTo, BIIpOvEeM, CaMOTO T103Ta HE OCTAHABIMBAJIO M HE CMYIIIAJIO).

B sTOM, C OHOM CTOPOHBI, — YTBEPKACHUE «IIPaBa HA UCKPEHHOCTH». B
peauciioBun K «I' poMokumsmeMy KyOky» nmommepskasimii Uropst CeBepsi-
HHHA KaKk HaumHaromiero no3ta ®Exop Comory6 3ameTiur: «Bois k cBoOoI-
HOMY TBOPYECTBY COCTABIISIET HEHAPOUHYIO H HEOTHEMIIEMYIO CTUXHIO JTyTITH
ero».* ITo Beipakenuto H. C. I'ymuinépa, CeBepsTHUH HacTaMBall «Ha ITPaBe
M0ATa OBITH NCKPEHHHUM JI0 BYJIbTapHOCTH», 1 CeBepsSHIHY, IO MHEHHUIO 1 y-
MUIIEBA, 3TO YIAIOCH IIEPBOMY U3 BCEX MOITOB».>* BO3MOXKHO, 110 3TOM NpH-
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gpHe TBOpUYecTBO CeBepsHUHA, KaK 1 OOTOTBOPUMON UM ITOTY3a0BITOH TTO-
aTecchl Muppbl JIOXBUITKOM, BBI3BIBAIIO U TIPOJI0JIKAET BBI3BIBATH CTOJIb pa3-
HOpEUYUBEIE CYXKICHUS.

C mpyToii CTOPOHBI — IOBEPXHOCTHOCTh M HAWBHOCTHh MOXKET OBITH HU-
YeM HHBIM, KaK «TOABITPHIBAHIEM) IPOCTOMY JIIOAY, B pe3yabTare Monaep-
JKUBaeTcs 00pa3 «Bopay, UMEIOIIETro, Kak MPaBUiIo, HE CITMIITKOM OJIaropos-
HOE TPOMCXOXKACHHE W 4acTo OMM3KOTO K 00pas3y «IIMBHIM30BAHHOTO Jia-
Kes» (XOpOIIo M3BECTHOMY B PYCCKOH JUTEpaType), MaIooOpa3oBaHHOTO,
HO C IIPETEH3HUEN Ha U3BICKAHHOCTh U UHTEIUIEKTYalbHOCTb. b. JIuBIIMII CBU-
neTenbeTByeT: «Hu omHOTO MHOCTpaHHOTO s13bIKa CeBepsTHUH He 3HAT, YIS
HE TO M3 YE€TBEPTOTO, HE TO M3 IIECTOTO Kilacca TMMHAa3WH, OH Ha DTOM U
3aKOHYMI cBOe 0Opa3oBanue. OHAKO HAJ0 OTJATh €My CIIPaBEIITUBOCTD, OH
B COBEPIIEHCTBE MOCTHUT UCKYyCCTBO May3, YMOIYaHHHA, OTHOCIOKHBIX Perl-
JIUK, BO3BE/ISA €TO B CHCTEMY, IIPEKPACHO MTOMOTABIIYIO €My TOJIeP)KUBATh
mo6o# pasroBop. BriocnencTBun, Mo3HaKOMUBIIHCE C HUM TOONIMXKeE, 51 HE
MOT HaJIMBUTHCS JIOBKOCTH, C KOTOPOH OH MaHEBPUPOBAJ CPEIN CaMbIX Ka-
BEP3HBIX TeM».*®

Kaxnplii XyJT0O’)KHUK — XaKep ¥ TBOpeEll OJJHOBpeMeHHO. TBopel He MO-
KET He OBITh XakepoM. Xakep MOXKeT He ObITh TBOpmoM. lIymkuH, Kak u
CemepsauH, — Xakep, XoTs u TBopel] (Adpam Tepm: «Ilycrora — comeprxumoe
IMymkuaa»®”). CMmemoe TeprieBckoe cpaBHenue Jlona I'yana / ITymkuna ¢
BYpAAJIAKOM — IO CYTH TIOAXONUT XaKepy, «BHIKAUNBAIOMIEMY» H — «HAKadH-
BaOIIEMYCsD» Ty>KOH HH(DOpPMAIIHEH (3aITOTHAIONIEMY ITyCTOTY ), KaK BaMITHP
— Yy)KOH KpPOBBIO.

Kto — Myapsiitf TBOpel uiiu pa3yMHbIN Jleam — MOr BOCKIUKHYTh: « Al
na ITymkuna! A na cykuH ceiH!»? HaBepHoe, HE TOT HH IpyToii. ITO, CKO-
pee, MPOTOTHUII COBPEMEHHOTO « Yes!» yIauInBOT0 Xakepa, COIMPOBOKIAEMO-
ro XapakTepHbIM sxecToM. Cp.: «Sl, rennit Urops CeBepsHUH ...».

IGOR SEVERYANIN: HACKER AND/OR CREATER?

Valentyna MAKASHINA
University of Kursk, RUSSIA

The works of Igor Severyanin, a Russian poet of the early twentieth
century, are so different and dissimilar we can say they have absorbed all the
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main motifs of the Silver Age art. Severyanin’s poetry has roots in both the
western aesthetic tradition and Russian ‘“Pure Ar” (“Art for Art”) of the 19"
century, which is why his lyric poetry can be regarded from the standpoint of
the history of literature and as sociocultural phenomenon.

This article analyzes the game-plan of Severyanin’s works, the problem
of borrowing, which is not feeble imitation (Severyanin is often called «an
Epigonus» of Balmont), the «masks» of the poet, and so on. Severyanin’s
works are analyzed as an example of «hackery». The poet takes the material
for his works from two sources, the poetry of the past and pop culture of the
early XX century. He borrows themes, characters, and artistic methods from
the first source, and he takes signs of the time and life (automobile, cinema-
tography, fox-trot) from pop culture.

Severyanin is a representative of pop culture. He deliberately created
for a crowd, and in this he followed V. Benediktov and S. Nadson. His po-
ems had great success with readers because they met the readers’ simple
taste.

Severyanin is veiwed as a hacker, a “poetic thief” who borrows infor-
mation from different sources «remakes» the received information so that it
cannot be recognized (while the material itself remains readily recogniz-
able), and who then returns the remade to admiring readers.

N. Gumilyov called Severyanin “a newspaper man” (contrary to «a man
of books» as he considered himself). In modern culture he might be called «a
man of the Internety.
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HNCKYCCTBO Ob UCKYCCTBE:
IMPEJTOMJIEHHUE KYJIBTYPHOI'O ITPOCTPAHCTBA
B «IIETEPBYPI'CKHUX CTUXAX» COBPEMEHHOI'O

KOPEVMCKOI'O ITO?TA YOH XEHYKOHA

Anacmacus I'YPHEBA

Yon XEHDKOH — OJMH M3 Hanbosee N3BECTHBIX COBPEMEHHBIX TTOATOB
Pecniy6mmku Kopes. ABTOp ceMU ITOATHYECKUX COOPHUKOB, OH TaK)KE U3BE-
CTEH KaK IMepeBOIYHK aHTIIMHCKON W UCTIaHCKOM 1mod3nn. dmirocodckoe 00-
pa3oBaHHE U yBIeUeHHE 3apy0eKHON TUTEpaTypoil ONpeeniIln HEKOTOPhIe
ocobGeHHOCTH TBOopuecTBa YoH XEHTKOHA-HOBATOpA KaK PEe3yNbTaT 3amaj-
HOTO BIIMAHUA. B TO ke BpeMms 3HaYNM U TPAJAUIIMOHHEIHN JIIEMEHT B TIPOH3-
BEJCHUAX TI09Ta, UCKYCHO COUYETAEMBI C HOBBIMHU M 3aMMCTBOBAaHHBIMH dITe-
MeHTaMH. Pycckunii untarens 00s3aH 3HAKOMCTBOM C TBOPYECTBOM ITO3TA
nepeBogaM Muxauna SIcHoBa.

JlanHOE coo0IIeHue TOCBSIEHO TeME UCKyccTBa B 1nkJie «lletepOypr-
CKHX CTHXOB)» OJTHOTO M3 CAMBIX M3BECTHBIX 1T03TOB Pectrybmmku Kopest Yon
Xénwkona. CTHXOTBOPEHHsI ITMKJIA TPEICTABISAIOT co00l ckopee cirydaii-
HBIE 3aMETKH HEXEITH MOCIIeI0BATEIbHBIN JTHEBHUK, UX CIIOKHO CUCTEMATH-
3upoBath. OHM CBSI3aHBI CIUHOW TEMOMH: TeMOW McKyccTBa. OOmel ux
OCOOCHHOCTBIO SIBIIIETCA AeTIeHHE Ha IBE€ YaCcTH Ha COJepKATeIHLHOM YpOB-
He, YeMy B OTJENbHBIX CIy4YasX COOTBETCTBYET KOMIIO3UIIMOHHOE CTPOCHNE
cruxa. Hekoe coObITrE (0003HAUCHHOE B TIEPBOM YaCTH ) BRI3BIBACT Y aBTOPA
PSIA accoIMAIi, KOTOPBIE, B CBOIO OY€peb, HAIOT IMOYBY ISl pa3MBIIILIE-
HUH (BTOpas 9acth). [1omoOHBIH CTHIIP MOXKHO COIIOCTABUTH C TPATUITHOH-
HBIMH KOPEHCKUMH 3CCE CYNXUb, HATICAHHBIMHU B TIPO3€.

3nech Cankt-IleTepOypr mOHUMAETCST aBTOPOM KaK CyTy00 KyJIBTYPHOE
npoctpaHcTBo. OKpyKaromas 00CTaHOBKA M COOBITHS 3HAYMMBI B HX CBSI3H
¢ uckycctBoM. OHO CTaHOBHUTCS CITOCOOOM BHIeHHS MUpa. B To ke Bpems,
MIOMHUMO Ha3BaHUH, B TEKCTAX CTUXOTBOPEHUI HET HUKAKUX YKa3aHUH Ha TO,
4TO nefictBrue nmpoucxoauT B Cankr-lleTepOypre. ABTOp HE YITOMHHACT BCE-
MHUPHO W3BECTHBIE CHMBOJIBI 3TOTO TOPOJa. XOTs, BEPOATHO, OHU HE3PHUMO
CO3/1af0T 3TO KYJIBTYPHOE T0JIe, B paMKaX KOTOPOTO aBTOP HaXOIUT UCKYCCT-
BO Jia)K€ B 3aropoJHOM JOMHUKE W aynutopHoil cteHe. [locemenue Iletep-
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Oypra mpeBpamaeTcsi B IyTelIecTBHE B MUP HCKyccTBa. OHO CIYXHT OC-
MBICIIEHUIO 3aKOHOB MICKYCCTBa, ICTOYHHKOB 1 MaciiTaba ero BO3MOXXHOC-
teii. Ilo MpICIN TMO3Ta, MUCCHS MCKYCCTBA 3aKIIOYAETCs B TOM, YTO OHO
TOBOPHUT O BEYHOM, OTHOBPEMEHHO CITy>Ka CTI0COOOM TPEOI0TIECHIS TOBCE/I-
HEBHBIX KH3HEHHBIX TATOT. McKyccTBO MoMoraer 4eoBeKy oOpaTuThCs K
CBOEMY BHYTPEHHEMY MHpY. Bce BBIIIEH3I0KeHHOE COOTBETCTBYET ITO3H-
MM aBTopa. B o1HOM U3 JaHHBIX MHE UHTEPBbIO YOH XEHUKOH OTMETHI,
YTO CBOE MMOAITUYECKOE TBOPUECTBO OH pacCMaTpHBaeT Kak oOpalieHue K
YUTATEISIM, 0COOCHHO MOJIOIOMY MTOKOJIEHHIO, C IIEeTBI0 TOMOYb COPHUEHTH-
pOBaThCS B COBPEMEHHOM MHpPE TEXHUIECKOTO IIPOTpecca U MaTepHaIbHbBIX
nieHHo cteid. OCOOCHHOCTH Pa3BUTHS OAOOHBIX HICH MOTYT OKa3aThCs HEO-
KUTaHHBIMHA JUTA pPyccKoro unTarens. OHHU OMpenenstoTcs KOPeHCKIM MH-
POBO33peHHEM aBTOpa. B TeKcTax CTUXOTBOPEHHWH NaHHBIC MIEH Pa3BHBA-
FOTCSI CIICAYIOIIAM 00pa3oM.

Ckpvimas Kpacoma.

JTO CTUXOTBOPEHHE MOCTPOCHO Ha 3BYKOBBIX aCCOITHAIIMSX; 3BYK CIy-
KUT TEHTMOTHUBOM TeKcTa. CyIIecTByeT CBS3b MKy 00pa3oM cTydalencs
B JIBEPH JKEHIITMHBI M paO0TOM CKynbIiTopa. Ee meicTBus MPUBOIAT K 0OHA-
PYXXEHHIO CKPBHITOH KpacoThl. [10100HO TOMY, HHCTPYMEHT CKYIIBIITOPA «BBI-
CTYKHBAET» U3 MaTepHalia KpacoTy, 00pas3, CKpHITHIN B HeM. VcKyccTBO CKyIb-
MITYPBI TAKXKE aCCOIUUPYETCS 37€Ch C THITMHOMN, CITyTHUKOM 3ByKa. CKyIb-
NITypa — BU3yaJbHOE HCKYCCTBO, OHO Pa3rOBapHBAET C CO3EpIIaTeNIeM MOJTYA.
JanHas nies CKOHIIEHTPUPOBaHa B 00pa3e «CTaTyd, CO3AAONMINX THIIHHY »,
TJIE CTaTyH, NCTIOTHEHHBIE BHYTPEHHETO CMBICIIA, CIIOBHO «BITUTHIBAIOT) 3BY-
KH OKPY’KaloIIeT0 MUpPa W HAIOJHSIOT MPOCTPAHCTBO THIMHMHON. Takke B
TEKCTe OOHAPYKUBAETCS 0c00ast CBA3b MEXIY 3BYKOM U BUoM. [103T Haun-
HaeT «IETUTh CTaTyI0» B CBOEM BOOOPaKEHHH, 1 TAKMM 00pa3oM BCTyTaeT
B KOOP/IMHATHI NCKYyCCTBA. DTOT TBOPYECKUH aKT BO3BEJIEH aBTOPOM HA YPO-
BEHb MHPOBOTO MacIiTaoda.

JTr0606b — moa énracmo

HckyccTBo TeaTpa v HCKyCCTBO MTO33UH CITYKaT AEKOpaIueil 3Toro CTu-
xoTBOpeHusl. OCHOBHBIMHU €IMHHUIIAMH, KOTOPHIMHU OTIEPUPYIOT JaHHBIE BUIBI
WCKYCCTBa, SIBIISIOTCSI, COOTBETCTBEHHO, JKECT/TI03a M CIIOBO. 31eCh Wrpa
aKTepa CTaHOBHTCS SI3BIKOM, TOCTYITHBIM HHOCTPAHHOMY 3PHUTENIO, B 4acT-
HOCTH, TIOJTY, IIO CYTH, KECT BBIOIHET (PYHKINIO CIIoBa. B maHHBIX cTpO-
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Kax aBTOp NMPHUBOINUT HHTEPECHOE COOTHOIIICHNE: (CIIOBO=IIBETOK)=TI00OBb.
Coneprkanue Mbechl MOTHOCTHIO MEPEIaHO HHOCTPAHHOMY 3PHUTEITIO TOCPE-
CTBOM YHHBEPCAIBHBIX 00pa3oB. B To ke BpeMms, JTIF000Bb IEpCOHUDHUITHPY -
€TCsI U CTAHOBUTCS OJTHUM W3 TJIaBHBIX JICHCTBYIONIMX JTUI] CTHXOTBOPEHUSI.
Jlis guratens mbeca, 3pUTeNIeM KOTOPOU SIBISIETCS MO3T, Pa3bIrPhIBACTCS
CaM¥M aBTOPOM H €r0 CIYTHHIICH, TF000BbIO.

Ta necxkocmo

DTO CTUXOTBOPEHNE OCHOBAHO HAa COOTHOIIEHHUH JIETKOCTH U TSKECTH.
JlerkoCTh acconmumpyeTcsi ¢ NCKYCCTBOM TaHIIA M TIPOSIBIIIETCS B IBHYKCHHU-
X TaH1opa. «Bo3aynrHOCTE)» ero MBIKEHHH TTOHUMAETCA KaK OTITO3UITNS
TATOTaM MOBCEIHEBHOW )XM3HH. B TO k€ BpeMmsl , IETKOCTh He MMPOTHBOTIOC-
TaBJSETCS TSHKECTH KaK TAKOBOW: TMO3T OnarogapuvT TaHIopa OypHBIMH arl-
JIOAVCMEHTAaMH «J10 OOIM B JAJOHIX». OTO AeT eMy WMITYIIbC JIETKOCTH.
Tax, TerkocTh OKas3pIBaeTCss 00peTeHHOM Yepe3 00ib. [TomoOoHBIM 00pa3om,
JIETKOCTB TAHIIOPa ABJISIETCA PE3YIBTaTOM TSKEIBIX YCUIIUH 3a CIIEHON. YCu-
TS ¥ TPYJ IOPOXKIAIOT JIETKOCTh, CIOCOOHYTO MPEO0IETh TSHKECTh, a TaK-
K€ TATOTHI 32 TIPe/IeTIaMy TeaTpa He TOIBKO B cIydae ¢ TaHIOPOM, HO U 3pH-
tenei. CrnenuduKy COOTHOIIEHUS JIETKOCTH M TSDKECTH B TAHHOM TEKCTE
MOYXHO CPaBHHTBD C JJATbHEBOCTOYHOMN KOHIETIIHEN eIMHCTBA M OOPHOBI ITPO-
THUBOIIOJIOKHOCTEH.

O, Kkpacoma.

OcHOBHasl Ujesi CTUXOTBOPEHHS CTPOUTCS HA CBSA3H BHYTPCHHETO U
BHEIITHETO, a TAKXKE UCKYCCTBA U TIPUPOJIBI. XyJI0KECTBEHHBIH 00bEKT (pe-
nmeedHOE N300pakeHNE JTMCTHEB Ha CTEHE) TIOMEIIEH B 3aMKHYTOE ITPOCTpaH-
cTBO. [IpocTpaHCTBO K€, B KOTOPOM pacrojaraetcs MPUPOJHbIA 00BEKT
(oceHHmMe NHCTHS 32 OKHOM), CBOOOIHO OT OrpaHndeHui. B To ske Bpems, ¢
TOYKH 3peHHUS HAOIOaTels, HAXOASIIETOCs BHYTPH, a UMEHHO [T09Ta, BHEIII-
Hee MPOCTPAHCTBO CIIOBHO OKa3bIBACTCS MIOMENICHHBIM B PAMKY OKHA U 5IB-
JSIeTCS YacThIO0 BHYTPEHHETO YOPAaHCTBA MTOMENIeHUs. BBUIy mpo3padyHocTu
OKHA, TpaHUIlell BHYTPEHHETO U BHEIIHETO, Mei3aX 32 OKHOM CTAHOBHUTCS
npoaokeHreM uHTepbepa. [logoOHoe MoHMMaHKe MTPOCTPAHCTBA KaK HMe-
IONIEr0 BECbMa YCIIOBHBIE TPAHUIIBI MEXKIY BHYTPEHHUM U BHEITHHUM MOX-
HO Ha3BaTh BIIOJIHE TPAUIIMOHHBIM (CP. CTPYKTYPY TPAIUIIHOHHOTO KOpeii-
ckoro goma). Ha KOMITO3MIIMOHHOM YPOBHE 3Ta HJIesl CTUXOTBOPEHUS 3aK-
JoYaeTcsl B JIByX MEPBBIX CIIOTax JBYX MEPBBIX CTPOK CTUXOTBOPCHHUS
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MTOCPEACTBOM X (DOHETHUECKON CTPYKTYPHI: 3ByKOBOE 1 KOMITO3UITMOHHOE
COOTBETCTBHE OTHOCIIOXKHBIX CJIOB, UMEIOIINX 3HAYEHIE «BHYTPU» U «CHa-
PYXI» M «CT€Ha» U «OKHO» (TpaHHIIBI TPOCTpaHcTBa). /[Ba BH/Ia TUCTHEB B
CTPOKaX CTUXOTBOPEHUS MPENCTABISIOT [BA MUPA, CYIIECTBYIOIINX T10 pa3-
HBIM 3aKOHaM: MUpP HCKYCCTBa M MHUpP NpHpoasl. COITacHO TEKCTY, MHP
MIPUPOMBI ACCOIMHUPYETCS CO CMEHOW BpPEMEH T0/a, C ITHMKIOM COOBITHH.
CymecTBoBaHHE TPEAMETOB NCKYCCTBAa CTATUYHO, OJHAKO OHM UMEIOT 00-
Jiee KOHKPETHBIE IPOCTPAHCTBEHHBIE XapaKTePUCTUKH. ECTeCTBEHHBII X0
OCTAaHaBITUBACTCS B XyIOKECTBEHHOM OOBEKTE, HO 3TO TIPOUCXOANT JIOKAITb-
HO, B TO BpeMsl KaK X0Jl IPUPOAHBIX SBJICHNN OXBATHIBAET BCEIIEHHY0. CXO-
CTBO JICTIHBIX JINCTHEB Ha CTEHE M JKUBBIX — 32 OKHOM HAaBEBAET PA3IyMbs O
TapMOHHH TIPUPOABI M UCKYCCTBA. JTa MBICIH aKIIEHTUPYETCSA B TEKCTE Ty~
TeM pU(PMOBKH COOTBETCTBYIOMINX CIIOB. J[11s BRIpa)keHUS Hen BCEOOIIero
COOTBETCTBHS aBTOP HCIIONB3YET IPHEM, KOT/Ia IEPBEIE CIIOTa BCEX YETHIPEX
CJIOB CTUXOTBOPEHHSI HIMCIOT OOIINH TJIaCHBIN 3BYK.

Hckycemeo

KoMITO3WITHOHHO CTHXOTBOpPEHHE, HE NMEIOIIee CTPOYHOTO YIICHEHHUS,
COJIEPKHT JIBE YACTH. DTa KOMITO3UITUS COOTBETCTBYET YETKO paseIeHHOMY
Ha JIB€ YaCTH CONIEP’KAHUIO TEKCTA: OTBIT MOCEHICHUS aBTOPOM HEKPOTIOJSI
nesiTeNiell MCKyCCTB U IIOTyYeHHBIE BIICUATIICHNS. 3aMETKH aBTOpa co3epIia-
TEIBHBI U MPEICTABIISIOT COO0H MOITUYECKYIO H HECKOIbKO (HUI0CO(CKYTO
TPAKTOBKY yBUAEHHOTO. [103T cTaHOBHTCS cBHIeTEIeM (PEHOMEHA HCKYCCT-
Ba M ero BO3MOXxHOCTeH. OHAK0, ero MHTepIpeTaIis HeTUITHIHA IS 3a-
nagHoro BocTpusATHs. CKyIBITypHBIE N300paKeHUS MBICTISTCS KaK MPOIOI-
YKeHHE KU3HH H300pakaemoro. Mes o mogoOHOM OTHOIIEHUHN MEKAY yMep-
ITAM YEJIOBEKOM M €ro M300pakeHWeM BOCXOIHUT K IPEBHEW KOpeickoit
Tpaaunui. OCHOBHAS UJesl CTUXOTBOPEHHSI: MAeS O IIUKIMIECKOM XapaKTe-
pe Kn3HU B UcKyccTBe. CIyKUTENh UCKYCCTBAa YMHUPAET, HO UCKYCCTBO JKHBO,
YTOOBI BEPHYTH €T0 K )KHU3HU - B HCKYCCTBE. VICKyCCTBO IOHMMAETCS 31eCh
KaK JKUBUTEIbHBIA UMIYIIEC. JTO TAKXKE CTUMYII IS MPEOAONEHUS TSITOT
XKU3HU. Ha KOMIO3WIIMOHHOM YPOBHE HJEH aBTOpPa MOTIEPKHYTHI C TIOMO-
IIHIO TIPE€Ma CEMaHTUIECKOTO KOJBIIA.

*kk

ACTIEKTHI ¥ IeTaJIH, KOTOphIEe MMPUBIEKIN BHIMaHne YoH XEHWKOHA, a
TaKkKe Crocod WX OTPAKEHHS B MOATHYECKOM CIIOBE IEMOHCTPHUPYIOT €T0
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TBOPYECKYIO MHINBUIYATbHOCTh. B TO ke Bpems ero BUACHHE U MTOHMMa-
HUE MHpa 00HAPYKUBAIOT TITyOOKHE CBS3H C COOCTBEHHOM KYJIBTYpHOU Tpa-
IUTIAeH. AHAIM3UPYyEMBbIe CTUXOTBOPECHHSI TIPEICTABIISAIOT CO00M 00pa3IIbl
CIIOKHBIX C TOYKH 3pEHUS] KOMIIO3HUIINN U 3BYKa MTPOU3BEICHNS, OTHAKO 3Ta
Mpo0bIeMa MOXKET MOCITYKUTh TEMON OTAEITHFHOTO UCCIIEA0BAHUS.

ART SPEAKING OF ART: THE REFRACTION
OF CULTURAL SPACE IN “PETERSBURG POEMS”
BY THE MODERN KOREAN POET CHONG HYON-JONG

Anastasia GURYEVA

St .Petersburg State University, Russia

Chong Hyon-jong is one of the most known modern poets of the Repub-
lic of Korea. The author of seven volumes he is also well known and loved
for his essays and translations of English and Spanish language poetry. Ma-
joring in philosophy at the University and years of voracious reading explain
some of the innovations in Chong’s poems, which reveal western influence.
At the same time there is a traditional element in his poems, reflecting the
skillfull mixing of new and borrowed elements. Russian readers are familiar
with Chong Hyon-jong’s poems, which have been translated into Russian by
Mikhail Yasnov. This paper analyzes five poems composed as a result of
Chong Hyon-jong’s visit to Saint Petersburg.

Lacking systematic organization these poems are more like random
sketches and thoughts than a consequent travel diary. They are united by
their topic: art. The common characteristic of the five poems is their division
into two parts that structurally support the contents. An event (named in the
first part) brings to mind a number of associations that provoke a reflection
(the subject of the second part). This style is juxtaposed with traditional
Korean prose essays, sup’hil.

Saint Petersburg is understood as an entirely cultural space. The surround-
ing and events are meaningful in their relation to art. Art becomes the way of
seeing the world. Except for the titles of the poems, the texts lack indications
to the city where the action takes place. The author does not mention the wide-
ly recognized cultural symbols of Saint Petersburg. Yet the cultural realm which
enables the author see art even in a suburban house or a classroom wall is
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nevertheless invisibly created by those symbols. Visiting Saint Petersburg be-
comes a trip into the world of art. Through his visit the poet realizes the laws of
art, the sources and the scale of its potentials. The poet ponders the mission of
art, which he sees as speaking about everlasting things and serving as the means
of overcoming everyday problems and life hardships. Art helps one realize the
inner world. Chong shared these ideas in one of our interviews. Chong sees his
poems as a way of helping the readers, especially the young generation, find
orientation in the world of technical progress and material values. Specific
features of the way the poet expresses his ideas may be new for a Russian
reader, but they reflect the Korean way of thinking.

Art makes the world discrete. Art forms the artistic “meta-world”. Chong
emphasizes the borders of this world in the five poems. As this world has
certain existential laws, art changes the usual pace of events and influences
the subjects and objects that happen to enter its borders.

© Amnacracus 'ypresa, 2004
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THE ORCHID AND THE BARBARIC YAWP:
TRANSLATING THE BORDERS
IN MAXINE HONG KINGSTON!'

Kam-ming WONG
The University of Georgia

“Even now China wraps double
binds around my feet.”
The Woman Warrior, 48
“It translated well.”
The Woman Warrior, 209

Shortly after the unnamed “I”” narrator told the story of Fa Mu Lan the
woman warrior, she observed, “Even now China wraps double binds around
my feet.” The term “double bind” alludes of course to the practice in tradi-
tional China of binding the feet of young girls to impede their normal growth.?
It was done presumably to make the women more sexually appealing or de-
sirable, and thus more marriageable. In order to ensure that their daughters
marry well, mothers who were victims themselves of this excruciatingly pain-
ful practice would impose, in a move that epitomizes the allure of internal-
ization or socialization, the same treatment on their own daughters. The ac-
tual consequence of such a practice, however, was to severely restrict the
women’s freedom of movement and to turn their deformed body into a sym-
bol of patriarchal power and control.> By the same token, the “I”” narrator
uses the term to capture in the book* the binary influence the Chinese tradi-
tion has on her as a girl growing up in American society and the tension she
experiences trying to negotiate the boundary of being “Chinese feminine”
and “American feminine”. On the one hand, Chinese stories such as Fa Mu
Lan and the martial arts movies she consumed elevated women to the status
of warriors who were often more powerful even physically than men. On the
other hand, even in the United States, the Chinese community clings to their
ancestral views and attitudes many of which are patriarchal in character and
orientation. Thus, the “I”” narrator as a young girl was encouraged to aspire
to be a warrior woman like Fa Mu Lan while at the same time bound to think
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and act as a submissive or slavish woman. To be American feminine, the “I”
narrator strives to breach the gender divide for sexual equality; to be Chinese
feminine she has to be a “quiet girl,” to be as expected a member of a “model
minority.” If we read the book as a journey undertaken by the “I” narrator to
discover her voice and in so doing construct her subjectivity and identity as
an Asian American woman she does so by unraveling these double binds. As
an American reader of Chinese descent, my aim in this paper is to show how
Kingston achieves her goal by listening with the ear of the other® and trans-
lating a host of borders. I shall begin by noting the Neo-Confucian genesis of
this double bind and contrast it with Confucius’ original teaching. Along the
way I shall detour briefly to glance “sidewise”” at a number of poems by
Walt Whitman and Emily Dickinson.

Rectification of Names

The China that wraps double binds around the “I” narrator’s feet inherits
its patriarchal norms and values largely from its Confucian tradition, especial-
ly the Neo-Confucian school founded by Zhu Xi in the 12 century.® As Neo-
Confucianism gradually became the dominant ideology of China in subsequent
centuries, its influence, particularly its preference for the collective and its
patriarchal bias against women, continued to be felt by Chinese communities
both within and without China. The treatment given the “I”’ narrator’s paternal
aunt, the “no name woman,” highlights such a preference and bias. The school
of thought as originally developed by Confucius and recorded in the Confu-
cian classics, however, tells in significant respects a very different story. Two
of his key concepts, namely rectification of names (zhengming) and compas-
sion/humaneness (ren)’, are particularly relevant to the “I” narrator’s project
and should be taken into consideration in our analysis.

Confucius formulated the concept of rectification of names in answer to
a question posed by one of his disciples about government. Confucius posits
the rectification of names as the first order of business in government. Un-
less names are rectified, he asserts, language (yan, the spoken word) will not
be attuned (shun). And unless language is attuned nothing gets done. The
result, Confucius predicts, will be the decline of ritual and music and the
misuse of law and punishment that in turn will make the people incapable of
knowing where to put their hand and foot (The Analects, 13.3). In another
dialogue, Confucius further defines the concept in terms of the relationship
between ruler and subject and between father and son by underscoring the
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importance of reciprocity in these interpersonal relationships (ibid., 12.11).
By this definition, a ruler is truly a ruler, a father truly a father, and a son
truly a son only if he relates to the other in a reciprocal manner that promotes
the authority of both. In fact, reciprocity is such an intrinsic part of Confu-
cian thought that he made compassion a defining quality of humanity. In
Chinese, the character ren is composed of the radical ren , which means
human, and the numeral er , which means two. To be truly human, one must
body forth this graph and interact with another human in as mutually benefi-
cial and empowering a way as possible.

That naming is of primary importance to the Chinese communities that
people The Woman Warrior is made immediately clear when the “I”” narrator
names the first chapter “No Name Woman.” Such a move at once highlights
the irony inherent in naming a chapter after a character without a name and
the punitive application of the Confucian precept by patriarchal culture. By
stripping the adulterous aunt of her name, her family is in effect putting
Confucian theory perversely into practice — to reciprocate a wrong that she
has presumably inflicted on her community by erasing any sign of her exist-
ence from the collective consciousness and memory. The juxtaposition of
this chapter heading with the title of the book, on the other hand, at once
links what the aunt has done with the heroic deeds of a woman warrior. By
refusing to name her lover the aunt has herself use anonymity to register her
defiance; by throwing herself and her yet-to-be-named new born into the
community well she asserts her autonomy at the expense of patriarchal au-
thority. In both instances the “no name aunt” has appropriated the power of
erasure and stood tradition and convention on their head.

The naming of Fa Mu Lan as the woman warrior par excellence like-
wise lends support to the importance of rectification of names while at the
same time undermines its authority. Disguising herself in the name of her
father, Fa Mu Lan achieves heroic status by transgressing gender boundaries
and thus the law of the father — a crime punishable by death.'” But her “per-
fect filiality” (itself a gender crossing that diminishes the role of the son) and
her voluntary domestication after the military campaign legitimize in the
eyes of patriarchal society and tradition her momentary transgression and
allows for her readmission into the patriarchal fold. Thus as an archetype, Fa
Mu Lan generates a dual if not contradictory influence on subsequent gener-
ations of woman warriors and contributes to the double binds that encircle
the “I” narrator’s feet.
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The name Fa Mu Lan itself embodies contradictory tendencies. To be-
gin with, it is a hybridized transliteration of the Chinese.!! The family name
Fa represents the Cantonese pronunciation of the graph for flower which in
Hanyu (the Han dialect)!? should have been transliterated as “Aua” while her
personal name has been transliterated as Mu Lan according to Hanyu pro-
nunciation. Thus the transliteration of the name Fa Mu Lan translates the
border between two Chinese dialects. Scholars of the Fa Mu Lan legend
have suggested that the story was of non-Chinese origin. Its retelling by the
“I” narrator thus translates racial and national borders. In the Analects Con-
fucius was recorded to have made disparaging remarks about non-Chinese
peoples and cultures, calling them “barbarians.” The appropriation of the Fa
Mu Lan legend into the Chinese literary tradition can thus be interpreted as a
transgression against the Sage’s teaching that was made possible by domes-
ticating the woman warrior and turning her into an exemplar of that cardinal
Confucian virtue, filial piety.

Like most if not all Chinese names, the name Fa Mu Lan has special
semantic significance: it means literally “Flower Wood Orchid,” or more
lyrically “Flowering Sylvan Orchid.”!? It is as feminine a name as a woman
can get. To give a woman warrior such a name is obviously a gender-cross-
ing act. The orchid is also a symbol of personal purity and integrity, an index
of individual devotion to state and society, in the Chinese literary tradition.'
It is a name that is shared by three of the “I” narrator’s aunts: Brave Orchid,
Moon Orchid, and Lovely Orchid. Interestingly while Fa Mu Lan is translit-
erated according to the way the name sounds, the aunts’ names are translated
according to their meaning. Such distinct treatment serves, I believe, two
complementary functions. It marks the translation of the aunts as fictional
characters across cultural, racial and national borders from China to the United
States while at the same time underlines in varying degrees their association
with the archetypal woman warrior. '

Of the three sisters, Lovely Orchid is mentioned only in passing a couple
of times in the book (pp. 119 and 207) and appears to play no larger a role than
represent a third or alternative kind of womanhood. The text confines her to
Hong Kong and provides little evidence if any of her border crossing activi-
ties. Moon Orchid is given far more narrative weight and space, but she is
invented by the “I” narrator admittedly out of whole cloth, largely to counter-
point the shaman sister Brave Orchid and to map the decline of a victim of
patriarchal oppression. Even so, her association with Fa Mu Lan and the lunar
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origin of her name, do allow her to translate cultural and national boundaries
when she plays mother to younger female inmates in an insane asylum. Nei-
ther Lovely Orchid nor Moon Orchid is shown to exhibit any awareness of the
double binds. As mother of the “I”” narrator, however, Brave Orchid is a wom-
an warrior in her own right. Her decision to become a medical doctor, her
struggles with ghosts real or imagined, and her enactment of Virginia Woolf’s
program of “a room of one’s own” in sisterhood with her school mates all
inscribe her as a worthy heir to Fa Mu Lan.'¢ But despite her skills in modern
Western medicine and her proven track record as a physician in China, Brave
Orchid, like her daughter, is doubly bound by China. She is prevented by ob-
jective conditions in her new country to translate her training and accomplish-
ments into her American experience. Having lost two sons in China, Brave
Orchid bore and raised six more children after she rejoined her husband in the
States. When she ventures to do battle with Moon Orchid’s errant husband, all
her bravery and strategic planning win the sisters only a free lunch. And more
tellingly, like numerous mothers before her in China, Brave Orchid herself
helps wrap double binds around her Asian American daughter’s feet. Her em-
igration to the New World has so disoriented and alienated her that Brave
Orchid could translate the life she lived in China to the American milieu only
through the stories she tells her daughter and by subscribing to the patriarchal
order prevailing in her “model minority” community — an order she had once
challenged so heroically back in China but must now submit to in her new
American environment.

Attunement: “The Ear of the Other”

The domestication of Fa Mu Lan, the erasure of “no name aunt”, and the
professional retrogression of Brave Orchid all suggest that none of them has
truly lived up to their names. In other words, their names remain in Confucian
terms not fully rectified. The inevitable consequence as predicted by Confucius
of such a lack is that language will not be attuned and interpersonal relationships
suffer due to a breakdown of meaningful communication. This is what happens
in The Woman Warrior. Out of fear of the unfamiliar or unknown, be it cultural
or linguistic, first generation Chinese immigrants like Brave Orchid and her hus-
band seek security and comfort in their ethnic community and become the “mod-
el minority”” whose silence is both admired and distrusted by the majority Amer-
icans. Within their own community the older generation for similar reasons finds
it difficult if not impossible to communicate with their American born children:
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Parents either tell their sons and daughters stories of old China to bind them to an
alien ancestry or refuse to address the present concerns of the younger genera-
tion. Thus Brave Orchid cautions the “T” narrator with the story of the “no name
aunt” to safeguard the daughter’s virtue. To break the silence, the “I”’ narrator
tortures her alter-ego “the quiet girl” to make her talk (171-181). To restore com-
munication within and without her ethnic community, the “I”’ narrator decon-
structs the story of “no name aunt,” revises the legend of Fa Mu Lan, and fabri-
cates the encounter between Moon Orchid and her husband. In the end, she
recreates the story of Ts’ai Yan to demonstrate her own independence. All in all,
what the “I”’ narrator has done comes down to, in Confucian terms, attune the
language she uses. Before we look at this all important episode that brings the
narrative to a close, however, we must first pause to consider what Confucius
means by the word attune.

The graph for “attune” in Chinese shun is composed of two parts: the first,
chuan, refers to a large river into which smaller streams converge; the second ye,
refers to the head. Etymologically therefore shun connotes something that fol-
lows like water in a river the natural flow of things. It functions generally as an
adjective as in the expression ming zheng yan shun (if the name is rectified
language will be attuned). Being attuned thus suggests an unimpeded flow. When
used in conjunction with language it describes a mode or process of communica-
tion where every participant is fully attentive to the feelings, thoughts, needs,
and wishes of others. To be attuned means in effect then to hear, indeed overhear,
with the ear of the other."” There can be little doubt that such attunement occu-
pies a central place in Confucius’ thought. In an autobiographical sketch attribut-
ed to him where Confucius takes inventory of his life-long achievements he puts
having his ear attuned above knowledge of the mandate of heaven: “At fifty I
knew the mandate of heaven; at sixty my ear became attuned” (2.4). No matter
how important knowledge of the mandate of heaven is, it is not enough to pos-
sess the knowledge alone. One must attune one’s ear to hear with the ear of the
other in order to communicate and share this knowledge with others in a lan-
guage that is equally attuned. Interpreted this way, Confucian attunement her-
alds the perspectivism of Zhuangzi, Whitman and Dickinson.

The Bird and The Butterfly: Zhuangzi, Walt Whitman,
and Emily Dickinson

The perspectivism implicit in this mode of communication is also a defin-
ing characteristic of Daoism whose naturalistic orientation otherwise contrasts
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sharply with the humanism of Confucius. The well-known parable of The
Butterfly Dream illustrates this point. The philosopher Zhuang Zhou once
dreamed that he was a butterfly, but when he awoke he wondered whether it
was not the butterfly who dreamed him. Meditation on this paradox led Zhua-
ng Zhou to conclude that there must be a distinction between himself and the
butterfly, between the dreamer and the dreamed and that this distinction is
what makes the transformation of things possible. The Butterfly Dream repre-
sents I believe border crossing of the highest order. In a move that anticipates
Charles Darwin, Zhuang Zhou projects himself into the heart and mind as it
were of a butterfly and seriously entertains the possibility of a complete rever-
sal of the subject /object position. It is a move that requires the momentary
suspension of one’s selfhood or identity and the ability to hear with the ear of
aradical other. It is a move, as I shall shortly demonstrate, that looks forward
to Walt Whitman’s “Out of the Cradle Endlessly Rocking” (American Poetry,
1.871-877) and Emily Dickinson’s “A Bird came down the Walk” (American
Poetry, 2.248). We should also note that the parable was narrated in the past
tense and in the third-person and that Zhuang Zhou insisted on there being a
distinction. I shall first consider the question of distinction and later relate it to
the questions of past tense and third-person.

To begin with the obvious, a distinction between philosopher and but-
terfly is always already generically determined. We might marvel with Dar-
win at the discovery that humans had once upon a time shared the same
ancestry with butterflies and birds, but homo sapiens do occupy different
positions on the evolutionary scale and end up being members of a different
species. Moreover, such a distinction carries linguistic and rhetorical impli-
cations. No matter how attuned Zhuangzi’s language is he was bound as the
rest of humanity to his mother tongue. And no matter how adept the philos-
opher is in hearing with the ear of the other, he had no technology at his
disposal to translate his parable into the tongue of a bird or butterfly. But the
very imagining in classical Chinese of a butterfly dreaming a philosopher
hints at the possibility of non-verbal or trans-lingual communications that
resonate with Confucius’ remark, “Does heaven speak?” (Analects, 17-19)
and the opening line of the Daodejing, “The dao [way, road, path, course]
that can be spoken is not the constant dao.”

Narrating the parable in past tense and third-person, on the other hand,
allows Zhuangzi to objectify an autobiographical experience while situating
himself as the third-term on the border. By occupying such a liminal position
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he was able to embrace at once both the perspectives of the dreamer and the
dreamed, be it/he a butterfly or philosopher. Rhetorically, as I have suggest-
ed above, this is the kind of move that Whitman and Dickinson make in their
bird poems. I shall have more to say about the affinity Kingston has with
Whitman later in this essay. For now I shall simply note that in “Out of the
Cradle Endlessly Rocking” the poet speaking in first-person recalls his boy-
hood encounter with a mocking bird when he “absorb[s/ed],” and “translate[s/
ed]” (871) its lament for the loss of its mate. Here as in Zhuangzi’s parable,
the speaker listens to the voice of a radical other with the ear of that other
and discovers the meaning of gain and loss, life and death by remembering
or recapturing the past. By “taking all hints to use them, but swiftly leaping
beyond them” (871), the poet projects himself — like the Chinese philoso-
pher — as the third-term onto the border that simultaneously unites and sepa-
rates him from the other and like the mocking bird objectifies an autobio-
graphical experience by mocking, transforming, and translating it into song.
We must keep in mind, however, that the distinction between self and other
is critical. Without it, as Zhuangzi so emphatically warns us, no transforma-
tion or translation is possible. Selflessness provides no basis for transforma-
tion in either direction. It is one thing to imagine Gregor Samsa transformed
into a man-sized bug, quite another to find oneself waking up one day mor-
phed into one. Or in the era of preemptive wars, the logic of unilateralism
must not be allowed to hold sway. Otherwise one country can readily mock
national borders with erasure.

Attuning her ear to hear with the ear of the other appears also to be the
objective that motivates the writing of Dickinson’s poem. The very first stanza
focuses attention on a border that separates two worlds:

A Bird came down the Walk —
He did not know I saw —

He bit an Angleworm in halves
And ate the fellow, raw,

It is a border marked by the distinctive perspective of the speaker, who
as we know is a female poet. There is something artificial or man-made
about “the Walk,” a space designated on earth for humans to walk on that
more likely than not has little categorical significance for a bird. The juxta-
position of the verbs “know” and “saw” also betrays a human perspective
linking as they do knowledge with perception. The noun “fellow” and the
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adjective “raw,” on the other hand, seem at once to divide and combine the
two worlds, personifying the angleworm but registering the poet’s distaste at
the bird’s uncouth feeding habits. The labeling of the bird as “he” bespeaks,
of course, the gendered bias of the speaker. Thus, if we follow Whitman’s
example by “taking all hints to use them, but swiftly leaping beyond them,”
we will arrive at a border that keeps the self and other distinct, a border that
is shaped and informed by all the details I have highlighted. And this I sub-
mit is precisely what Dickinson wants us to see. The line “He bit an Angle-
worm in halves” clearly codifies the bifocal vision the poet had of the world
she inhabits. The bird did not just peck any worm, an inchworm for example,
to pieces. Dickinson identifies it as an Angleworm, another name for earth-
worm, to highlight its use as bait in fishing and to accentuate the prominence
of angle, perspective or point of view. The image of a bird biting an angle-
worm in halves thus serves as a bait to attract the reader’s attention to the
splitting of the phenomenal world into two equal parts. The poem can there-
fore be read as an attempt by the speaker to reach out to the bird and bridge
the divide. I will leave a fuller analysis of this poem for another occasion.
For our purposes here I shall simply note with Dickinson that in the end the
bird remains out of reach but the line that separates its world from ours be-
comes “too silver for a seam,” a border translatable only beyond language.

“Does heaven speak?” — The Dao of Border Crossing

How does one imagine a butterfly dreaming oneself? Does the butterfly
have a tongue? How does one translate across species? Confucius raises a
similar question when his disciples lament his decision not to speak any-
more: “Does heaven speak?” (17/19) and assuming the answer to be nega-
tive, he remarks: “And yet the four seasons turn and the myriad things are
born and grow in it.” The opening lines of the Daoist classic Dadejing also
comments on the limitation of language: “The way that can be spoken is not
the constant Way; the name that can be named is not the constant Name”.
Thus, despite their differing approaches and orientations, both Confucian-
ism and Daoism recognize and indeed play with the paradox inherent in the
use of language for communication. To give expression to our feelings and
thoughts, we are bound to rely heavily on the spoken word, but verbalization
alone can never express the full range of how we feel and think. In other
words, for the self to relate to the other, to translate borders that keep self and
other apart, we must go beyond language and hear, indeed overhear, with the
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ear of the other all the overtones that emanate from different cultural, socio-
political backgrounds as well as cosmological and ecological environments.
This is what Emily Dickinson had attempted to do. In the remaining pages I
shall turn to look at how in the wake of Whitman Kingston strives to trans-
late similar borders.

Circling with the Barbarians

The Woman Warrior ends as it begins with Brave Orchid the mother and
the “I” narrator the daughter taking turns telling their stories. Thus in more
ways than one, the story of the woman warrior has come full circle. The
story of Ts’ai Yen as retold by the “I”” narrator counterpoints the story of Fa
Mu Lan, brings the process of story telling in the novel to a climax, paves the
way for the translation of cultural, racial, national and linguistic borders, and
helps the “I” narrator to assert her autonomy and thereby rectify her name.
Unlike Fa Mu Lan, Ts’ai Yen appears in the story as a poetess who is a
member of the majority Han people.'® Married to a “barbarian” chieftain for
twelve years and mothered two children by him, she nevertheless retains the
bias the Han people have against the barbarian tribes — a bias as I noted
above perhaps grounded in disparaging remarks that Confucius supposedly
made about non-Han cultures and peoples.'® Her attitude towards her barbar-
ian captors undergoes a fundamental change, however, when she discovers
in their music a note of yearning that resonates with her own:

Then, out of Ts’ai Yen’s tent, which was apart from the others, the barbar-
ians heard a woman’s voice singing, as if to her babies, a song so high and
clear, it matched the flutes. Ts’ai Yen sang about China and her family there.
Her words seem to be Chinese, but the barbarians understood their sadness
and anger. Sometimes they thought they could catch barbarian phrases about
forever wandering. Her children did not laugh, but eventually sang along when
she left her tent to sit by the winter campfires, ringed by barbarians. (209)

What happens is nothing less than a moment of epiphany triggered by
the moon that enables Ts’ai Yen to cross, in much the same way as Zhuang
Zhou in his butterfly dream and Whitman and Dickinson in their bird poems,
the borders that separate her from the radical other. It is a crossing that the
“I” narrator explicitly characterizes as translation. To fully understand the
import of this moment, however, we must take into consideration other fac-
tors that contribute to Ts’ai Yen’s transformation. It is significant that the
moment occurs on her way home to China after she is ransomed to give her
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clan Han descendants and at a point where the barbarians and her children
join her in reaching mutual understanding. The new found kinship with an
alien, apparently inhospitable people coupled with the realization, suppressed
but resonantly overheard here, that her own people have reduced her to a
reproductive agent must have dampened the joy she felt about her return to
her ancestral home. Under such circumstances, the circle she shares with the
barbarians marks the place where distinct cultures and nations meet and con-
tend. Only by occupying such a boundary position can Ts’ai Yen feel both
abroad and at home.

In the final analysis then, the image of a Han poetess sitting under the
moon by campfires ringed by barbarians and partaking their ritual and mu-
sic, is what makes her song “The Eighteen Stanzas of A Barbarian Reed
Pipe” so translatable. I would further argue that the figure of a circle is sim-
ilarly pivotal to the “I” narrator’s creative project. It harks back to numerous
occurrences of this same figure throughout the narrative. To recall but a few,
the villagers raided the family of the “no name aunt” by encircling them, Fa
Mu Lan wields her sword in circles and walks into battle in circling steps,
and an employer signals his dismissal of the “I” narrator by circling a date on
his calendar. Roundness, the “I”” narrator tells us represents wholeness of the
community for the villagers, and the transgression of the “no name aunt”
pollutes that roundness by drowning herself and her new born in the commu-
nity well.?° By placing Ts’ai Yen in a circle with the barbarians, the “I” nar-
rator has thus appropriated the circle and transforms it into a language that is
fully attuned. And by refraining from naming herself*! in the book, the “I”
narrator has rectified her own name by authoring herself as a true heir to
woman warriors like the ’no name aunt,” Fa Mu Lan and Ts’ai Yen.

In the beginning of this paper, I noted that Confucius posited as the
ultimate consequence of names not being rectified and language not being
attuned the inability of the people to know where to put their hand and foot.
I do not at this point fully understand why the image of hand and foot should
figure so prominently in Confucius’ formulation of the concept of rectifica-
tion of names. For the purposes of my argument here, however, I can hazard
the following reasons: first, the Chinese graph for human ren depicts a crea-
ture standing on his/her two feet, a posture presumably marks him/her as
distinct from other species;* second, a key Daoist concept, zhizu (content-
ment) literally means in Chinese “to know where to put one’s foot,” a state of
mind that is implied when Confucius remarks: “At seventy I followed my
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heart’s desire without overstepping the bounds” (Analects, 2.4); and third, a
Confucian critic concludes in a treatise on poetry, The Great Preface, that
when words alone fail to convey the poet’s intention, he/she begins to dance
it forth by moving his/her hand and foot (Owen, 40-41). Given the weight
that has been assigned “hand and foot” in Chinese culture, it becomes imme-
diately clear why it was so inhumane for the Chinese to have bound their
women’s feet and why the “I”” narrator should describe her dilemma in terms
of “China wraps double binds around my feet.” Only by circling back to the
legend of Fa Mu Lan and the story of Ts’si Yen and by deconstructing the
more ethnocentric and patriarchal aspects of Confucianism while translating
the various borders with them, I would argue, did the narrator succeed in
unwrapping the bindings that encircle her feet.

Coda: The Whitman Connection

For readers cognizant of Whitman’s lines “I celebrate myself/I sing my-
self,” the naming of Wittman Ah Sing by Kingston as protagonist in Tripmas-
ter Monkey crystallizes her affinity with the American bard. But for readers
attuned to her work, the connection was already evident in the ending of The
Woman Warrior.” The sentence that brings the narrative to a close, “it translat-
ed well,” strongly echoes the line already alluded to above, “cautiously peer-
ing, absorbing, translating,” from “Out of the Cradle Endlessly Rocking.” The
figure of the barbarians blowing their reed pipes joined by Ts’ai Yen in song,
on the other hand, recalls the lines from the concluding lines of “Song of My-
self”: “I too am not a bit tamed, I too am untranslatable,/I sound my barbaric
yawp over the roofs of the world”(American Poetry, 1.781). Like Whitman the
poet, the “I” narrator of The Woman Warrior” has “sounded the yawp” of the
barbarians. In both instances, a self has enlarged itself to embrace a radical
other by hearing with the ear of that other and by translating the borders that
keep self and other apart. But as it stands at the closure of the book, the line “it
translated well” begs a question: Does it refer to the song that Ts’ai Yen com-
posed? The music the barbarians played on their reed pipes? Or The Woman
Warrior as a translation of both? And in spite of the translation he has done of
the mocking bird’s lament, Whitman seems also to insist on the impossibility
of translation when he asserts, “I too am not translatable.”? The reason that
Whitman himself gives for his not being translatable is that he is like the hawk
“not tamed,” that is to say, not domesticated, bound, or caged. I would argue
that the contradiction apparent in Whitman’s retroactive translation of the
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mocking bird’s lament and his claim of hawk-like impermeability to transla-
tion is predicated on the contradiction willfully advertised in the lines: “Do I
contradict myself?/Very well then I contradict myself” (ibid., 780). Such an
admission of self-contradiction is in turn grounded parenthetically in the next
line: (I am large, I contain multitudes).”

The poet as embodiment of his/her life and work can never be fully trans-
lated because he/she is too large to be bound by a single translation or interpre-
tation. Yet for the “multitudes” he/she embodies to have tangible shape or
form, they must be contained. To point out that the constant dao can not be
spoken, we still have to speak it in our mother tongue. Whitman, I believe, is
making the same point. Read in this light, the line “it translated well” that
Kingston uses to cast light on Ts’ai Yen, the barbarians, and the “I”” narrator
sitting in a ring by the campfire actually wraps them in a double bind. Each self
or other is always too large and multitudinous to be translated all at once. By
translating Ts’ai Yen translating the barbarians, the “I”” narrator has incorpo-
rated their humanity into her own and discovered her individual identity and
voice. But Ts’ai Yen still returns to China in obeisance to the wishes of its
patriarchs, and the barbarians continue to bind reeds to their arrows to make
war. To translate well would then mean to be content with translating facets of
the other that are more hospitably translatable and to leave well enough alone.
Otherwise we would be turning a deaf ear to Zhuangzi’s warning that no trans-
formation is possible without there being a distinction between dreamer and
dreamed, between self and other. In the final analysis, therefore, to truly trans-
form herself into a woman warrior and thereby rectify her name, the “I”” narra-
tor must translate beyond the model set by Ts’ai Yen, learn to live among the
barbarians and when all is said and done feel at home.

NOTES

"'This is part of a larger project I have been doing on narrative theory. Up to this
point, I have applied the Confucian concept of rectification of names and attunement
along with Zhuangzian perspectivism as exemplified by the Butterfly Dream to a
study of traditional Chinese fiction. My analysis of Maxine Hong Kingston’s Woman
Warrior in this paper represents my first attempt to read Asian American literature in
the same terms. I will follow this with a look along similar lines in two separate
papers at China Men, Tripmaster Monkey, and The Fifth Book of Peace.

2 For an account of this peculiar custom, see Howard S. Levy, The Lotus Lovers:
The Complete and Erotic History of Chinese Footbinding (Buffalo, N.Y.: Prometheus
Books, 1992).
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3 The story, “The Oil Peddler Courts the Courtesan” (maiyoulang du zhan huakui),
features a vivid depiction of how helpless a woman could be with her feet bound. See
Y.W. Ma and Joseph S.M. Lau, eds., Traditional Chinese Stories: Themes and Varia-
tions (Boston/Worcester: Cheng & Tsui Company, 1986), 177-208. In a remarkable
move, the Chinese writer Li Ruzhen (c.1763-1830) reverses the gender roles in his
satiric novel Jinghua yuan (Flowers in the Mirror, A Romance) and has the feet of one
of his male characters bound in the Kingdom of Women. In this context, we should also
note that Kingston incorporates this episode into the beginning of China Men by attrib-
uting the experience to Tang Ao instead of Lin Zhiyang (pp.3-5).

41 will be using the more general term “book” instead of the genre specific “mem-
oir” or “novel” to refer to The Woman Warrior to sidestep the generic controversy
surrounding this work. Its use also anticipates my study of Kingston’s most recent
work The Fifth Book of Peace.

5 The myth of Asian Americans as a “model minority” originated with William
Peterson in 1966 and gained national acceptance in the mid-1980s. It highlights Asian
Americans, especially Japanese and Chinese Americans as “hardworking, intelli-
gent, and successful” who have realized the American dream through self-reliance.
Though initially meant to be complimentary, the label obscures discriminations Asian
Americans have faced in the present and the past and justifies the mistreatment of
other minorities such as African, Hispanic, and Native Americans. See Jean Yu-wen
Shen Wu and Min Song, eds., Asian American Studies: A Reader (New Brunswick,
N.J. and London: Rutgers UP, 2000), 370-374.

¢ In The Ear of the Other: Otobiography, Transference, Translation, ed. Christie
V. McDonald and tr. Peggy Kamuf (New York: Schocken Books, 1985), Jacques
Derrida grounds his comments on autobiography and translation in a passage from
Nietzsche’s Thus Spoke Zarathustra, highlights the image of the ear so prominently
displayed there, and argues that the ability to hear with the ear of the other informs
the production and reception of any creative work. In various interviews since the
1970s Kingston has also called attention to the importance of hearing and listening in
her own work. See Conversations with Maxine Hong Kingston, ed. Paul Skenazy
and Tera Martin (Jackson: University Press of Mississippi, 1998).

"Thave borrowed this word from Emily Dickinson’s line: “And then hopped sidewise
to the Wall” (American Poetry, 2.248). In the poem, the generic bird, once he has fed on
an angleworm, wisely steps aside “to let a beetle pass.” As I shall argue later in my
analysis of this poem, such a characterization by the poet/speaker of the bird’s action
simultaneously registers a convergence and division of two perceptions and worlds.

8 For a recent assessment of Confucianism’s relation with women, see Chenyang
Li, ed., The Sage and the Second Sex: Confucianism, Ethics, and Gender (Chicago
and La Salle, Illinois: Open Court, 2000). Howard Levy notes in The Lotus Lovers
that Zhu Xi (1130-1200) “who served as governor in Chang Prefecture,
Fukien...ordered that all women’s feet be bound to an excessive degree, causing
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them to be hampered in moving about. He relied on this to change their immoral
habits” (p.44). In this light it is noteworthy that Liu E should specify the size of
Yugu’s feet at 6 inches, twice the standard size of bound feet, as she, a young woman
of 18 or 19, offers a critique of Zhu Xi and Neo-Confucianism in the novel Lao Can
youji (Travels of Lao Ts’an, chap.11, p.101),

T have adapted the word “compassion” from Kingston to translate the Confucian
concept ren which is usually rendered as “benevolence.” Kingston uses this word
repeatedly in Conversations to describe the harmony that should underpin self’s rela-
tion to the other and to speak of the need for community building. For a provocative
attempt to harmonize this foundational Confucian concept with feminist ethics, see
Chenyang Li, “The Confucian concept of Jen [ren] and the Feminist ethics of Care: A
Comparative Study,” in The Sage and the Second Sex, 23-42.

10 Speaking in the first-person, Fa Mu Lan says in The Woman Warrior: “I never
told them [soldiers under her command] the truth. Chinese executed women who
disguised themselves as soldiers or students, no matter how bravely they fought or
how high they scored on the examinations” (p.39).

'In her article “A Chinese Woman'’s Response to Maxine Hong Kingston’s The
Woman Warrior,” Ya-jie Zhang identifies the heroine as Hua Mu Lan. Sau-ling Cyn-
thia Wong also notes in passing different ways of transliterating the name in her
article “Kingston’s Handling of Traditional Chinese Sources.” See Shirley geok-lin
Lim, ed., Approaches to Teaching Kingston’s THE WOMAN WARRIOR (New York:
MLA, 1991), 26-36. In the same article, Wong also examines Kingston’s treatment of
the Fa Mu Lan story.

12 Chinese has been referred to variously as Mandarin Chinese, Guoyu (The Nation-
al Language), Putonghua (the common tongue), or Hanyu (language of the Han peo-
ple). Putonghua is the standard term used on mainland China to downplay the cultur-
al dominance of the majority Han people. I have decided to use Hanyu in this paper
to underscore its ethnic association and implications. In Conversations, Kingston
talks about her effort to create a language in her writing that would resonate with her
mother tongue — what she calls “areal minority dialect in the southwest” [of China],
a “peasant, village dialect” (187).

13 Cheng Lok Chua, reading Mu Lan as the Chinese name for magnolia, translates
Fa Mu Lan as Magnolia Flower in his article “Mythopoesis East and West in THE
WOMAN WARRIOR” (Approaches, 149).

14 As such a symbol, the orchid is archetypically identified with Qu Yuan (ca.
340-278 BCE), the founding father of Chinese poetry, and figures prominently through-
out his signature poem “Li Sao” (“On Encountering Sorrow”, Hawkes, 21-34). King-
ston names a chapter in China Men “The Li Sao: An Elegy” (257-260).

15 In Conversations Kingston defends her decision to translate Brave Orchid’s
name as a way of debunking the practice of Pearl Buck to stereotype Chinese women
by giving them such names as “Peony” and “Plum Blossom” (165).
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18 For insightful comments by Kingston on Woolf’s concept of a room of one’s
own see Conversations, p.124.

17 For an in-depth discussion of “thinking as attunement” see Hall and Ames,
Thinking Through Confucius, 298-304. It would also be instructive to consider Con-
fucian attunement in light of Derrida’s view of the ear of the other.

18 The Cihai (Sea of Verbal Expressions) encyclopedia lists 53 minorities beside
the Han (p. 4174).

19 See for example Analects 3/5: “The Master said, *Barbarian tribes with their
rulers are inferior to Chinese states without them’” (Lau, 67). David Hinton, on the
other hand, has translated the same passage as: “The Master said: *"Those wild tribes
in the far north and east—they still honor their sovereigns. They re nothing like us:
we Chinese have given up such things’” (22).

2 In Conversations, Kingston reveals that the well is situated by the Hong family
temple and wishes that she had included in her book certain details she learned about
the scene when she visited China in 1984.

21 Kingston calls attention to this fact in Conversations (133).

2 An anecdote in the Zhanguo ce (Legends of the Warring States), generally
referred to as “hua she tian zu (drawing a snake with feet),” drives home this point
quite well. In it someone who draws a snake and adds feet to it to show off his facility
ends up losing the bet even though he finishes first.

2 In Conversations Kingston freely acknowledges her connection with Whitman
finding his all inclusive attitude towards gender particularly exemplary.

2 In Conversations Kingston frequently calls attention to her attempt to translate
Chinese myths, dialects, and various boundaries in her work. Her remarks often res-
onate with those Derrida makes in The Ear of the Other especially as they relate in a
postmodern vein to the question of ambiguity or indeterminacy in autobiography and
translation.
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HA T'PAHMIIE TEJIA U TEKCTA: IIUPUH HEIIAT

Jrwooeév BYTAEBA

TBOpUECTBO aMEPHUKAHCKOW XYIOKHHIIBI HPAHCKOTO TPOHMCXOKICHHIS
[Inpua Hemar — npuMep XymokecTBeHHOH auddepeHmanum MupoBo33pe-
Hui BocToka u 3amana v OMHOBPEMEHHO TIOITBITKA HHTETPAIlA BOCTOYHOM, B
MIEPBYIO OYEPE]Ib — UPAHCKOM, KYJIBTYPHI B 3allaJHBIN KYJIBTYPHBIA KOHTEKCT.
Bmpodewm, reomonmTryeckast epCeKTHBa — JalieKO He eMHCTBEHHAs B TIPO-
M3BEICHUSX XYIOXKHHIIBL, TEOTIOJTTHKA CKOpee CIIOCO0 CO3MaHMsI CEMHOTH-
YEeCKOM HaNpsKEHHOCTH, HHUIMHAPYIOIIEH TIOMCK OTBETOB Ha BEYHBIE BOTIPO-
cel ObrTHs. Tak, portorpadmu u3 cepun “Women of Allah” (VKenwunor Anna-
Xa), TIOJIOKHBIITHE HAYaJl0 €€ TBOPUECKOH Kapbepe, KPpUITOCEMUOTHYHEL, T. €.
SIBJISIFOTCS TAWHOM KaK TEKCT, M HEKPUIITOCEMIOTHYHBI B OJTHO U TO K€ BPEMSL.
B ochoBe cepuu — noeznka Hemar B 1990 rony Ha ponuny B Upan, neppas
nocye 16-71eTHEero mepepsrIBa, 3aCTaBUBIIAS XYIOKHHUITY OOPaTHTHCS K BOIIPO-
Cy ompefeneHnss COOCTBEHHON MIEHTHIHOCTH. B KauecTBe 0OBEKTOB HHTEP-
MIPETaITIH BBICTYIIAIOT HE TOIBKO GUTyphl skeHIuHEI (I Iupra Hemrar) u mais-
YHKa, HO ¥ HAaHECEHHBI Ha WX TeJla TEeKCT Ha MEepPCHICKOM s3bIke. TeKcT Ha
s3bIKe (papcH B 3amafHON ayTUTOPWH JIUIIIAETCS CBOEH OHTONOTHH, cOmMmKa-
SCh C TIPOM3BEICHNEM BHU3yalIbHOTO MCKYCCTBa: apaOckasi BA3b HAITOMHUHAET
IIBETOYHEIH y30p. [ padraeckuii mapamiennsm OyKBEHHOM BSI3U U IBETOUHOTO
OpHAMEHTa YCHIINBAETCS MX KOHKYPEHIINEH, B3anMOIOTIOIHSIONIEH TO3UIIH-
el B pamkax ¢ororpadudeckoir cepuu: TekcT (Whispers, Lesbo, Faceless,
Stories of Martyrdom etc.) versus y3op (Faith, Untitled, Bonding etc.). Bripo-
4eM, U B MYCYJIbMAaHCKOW ayJIMTOPUM TIEPCUJICKUI TEKCT BBICTYIIAE€T B CBOEH
HambOosee obmIel GyHKIINN — Kak 3HAaK CXOJCTBA U pa3uyns. B kadecTBe aj-
(haBUTa NCTIOIB3YyETCS apadCcKas BsI3b (CXOACTBO), TEM HE MEHEE, TEKCT MOXKET
OBITH TIOHATEH TOJBKO 3HAIOIINM ITEPCHICKUH A3BIK (pa3imuuue). B pe3ymsra-
Te, TEKCT Ha (papcu — curHam, TpeOyromuid pacimudpPOBKH MPAKTHICSCKH BO
BCEX BO3MOYKHBIX KOHTEKCTaX.

ITo U. I1. CMupHOBY, OWH U3 MTOITHIIOB TAWHON 3HAKOBOCTH, TIAPaJINT-
MaTH4ecKui mudp, MPEACTABIAET COOO0M MOACTAHOBKY 3HAKOB OJJHOTO THTIA
Ha Mecto apyroro (CmuprOB 1996, 23). Ilepcuackuii TekcT Ha GoTorpadusax
Hermrar — nepexon Ha APyTOii A3BIK, B APYTYIO CHCTEMY CPEICTB BHIPA3HTENb-
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HOCTH, BHEIITHEH — TpaduIecKoil — CTOPOHOH BCTPOCHHBIH B CHCTEMY BH3Y-
abHBIX cpercTB GoTorpaduu. [TockombKy B OCHOBE MapaIurMaTniaeckoro THIIa
KPHUIITOTEKCTA JISKHT (POITBKIOPHAS 3arajKa, TO KPUIITOTEKCT, KaK U 3arajKa,
«TPOU3BOJUT UCKITFOYCHNE NCKOMOTO TIPEeIMETa M3 TOTO KiTacca, KyJia OH BXO-
TTUT, WIIA BOOOIIIE M3 Kakoro-noo kimaccay (CymupHoB 1996, 24). Penpezenra-
TUBHOCTH (hOTOTpadQ¥H HCKITIOYaeT BepOATLHBINA TEKCT Kak H300pa3uTeIbHBIN
psa. Busyanmzanus BepOaIbHOTO TEKCTa, COMMKEHNE ero ¢ OPHAMEHTOM HC-
KJTFOYAFOT TEKCT B CUCTeMe oTorpadun Kak crrocod BepoaIbrHO-ITICHMEHHOM
KoMMyHUKary. HakoHerr, BEIOOp (apcy B KadecTBe MCIIONB3yEMOTO SI3bIKA
WCKIJTFOYAeT CMBICI TEKCTa JUTS PEIUIHEHTa (KaK 3alafHOT0, TaK ¥ BOCTOYHO-
T0), HE BJIAICIOMIETO TIEPCHUACKUM SI3BIKOM. OJHAKO HHTEPIIPETAINH TPEOYIOT
BC€ BHUJBI 3HAKOB, B T.4. HEIMHTBUCTHYECKHE 3HAKH COIIMOKYJIFTYPHOTO Xa-
paxTepa, OoJee Toro, caM aKT YTeHHsT HEBO3MOXKEH B paMKaxX OTHOHN M TOH ke
3HakoBoi cucteMsl (Ruthrof 1994, 89). Torma TOTrMYHBIM SBIISIETCS CYIIECTBO-
BaHUE CHCTEMBI, B paMKax KOTOPOI BO3MOYKHA MHTEPITPETAIHS BKITFOUYEHHOTO
B (poTorpadmieckoe m3o0pakeHNE TeKCcTa Ha papcu.

Hanecennsrit Ha Ten0 TEKCT GUKCUPYET B3I Ha MOBepXHOCTH. OT-
CYTCTBHE I[BETOBBIX IIITCH B 4epHO-Oenoit maaurpe dororpaduii Herrar!
numiaeT ¢pororpaduueckyro GUTYPaTUBHYIO PEPE3CHTAaTHBHOCTD MILTIO3UH
rmyounsl. Ha 6onmpmmHCTBE (hoTOoTpadwii xKeHImrHa 1/ peOeHOK (peke —
MY’KYIHA) TIPENICTABICHBI Jalleko HE B MOJHBIA POCT: KaMepa (parMeHTH-
PYET YeI0OBEUECKOE TENN0, BEIXBaThIBas TUIIO (Rebellious Silence), 9acTb muma
(Whispers, Speechless), tnaza (Offered Eyes), pyku (Faith, Stories of
Martyrdom, Guardians of Revolution, Bonding), mutio u pyku (Faceless,
Lesbo), noru (Allegiance with Wakefulness)... ®parMeHTaIus MOJIEITH IPH
(dhoToyBeNMMUESHNN IPUOITIKAST HAOIFOIaTe s K TOBEPXHOCTH TENa U, B UTO-
re, K TeKCTY KaK BH3YaJIbHOMY DPSITy. 3aKOHOMEPHO MPEAIIONIOKUTE CYIIe-
CTBOBaHHE BHUPTYaJIFHOTO CMBICIIA TIPEACTABICHHOTO Ha (oTorpaduu TeK-
cTa (curHu(UKaTa-KOHIIETITa €T0 3HAKOBOHM CTPYKTYPHI) KaK MPHUHAICKHO-
CTH TIOBEpXHOCTH ¢ororpaduu. OTHO U3 CICACTBHI MHUKPOCKOITHIECKOTO
3peHus, aHanora ()OTOyBEIHUYCHHS, — «H30JMPOBAHNE JeTaneld 0OBEKTOB,
HMCKa)KEHHE TIEPCIICKTUBEI M aKIICHTHPOBKA hakTypy» (SIMmonsckuii 2001, 49).
Ha dororpadusax [llupun Hemar ¢poroyBenmdeHHAs AeTaTh U3BIEKACTCS U3
CHUCTEMBI, TPUBBIYHBIE CBA3H Pa3pyIa0OTCs M 00pa3yIoTcs HoBbIe. Tak, KoM-
MTO3UIIIOHHOE COSANHEHNE PYK — KEHCKHX, IIOKPBITBIX OPHAMEHTOM H/HITH
OYKBEHHOM BSI3bIO, U IETCKUX, HEYKPaIIeHHBIX (Faith, Bonding), — BBI3bIBas
pa3HO00pa3HbIe aCCOIMAIINH, B T.4. U CEKCyasbHbIC,” TIPUBOIAUT K MOJTHOMY
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OTBJICUEHHUIO OT PYKH KaK OT YaCTH YEJOBEYECKOTO Teia. MyKCKoe JIHUI0
KOHTPACTHPYET C KeHCKUM (Whispers) He TOIBKO TI0 TEHIEPHOMY TTPHU3HAKY
WJIN 00paIeHHOCTH K 3puTeio (aHdac/mpod k), HO U KaK JIMIIO OpHAMEH-
TalmpHOE (MYXKCKOE) / JINII0 HeOpHAMEHTalIbHOe (KEHCKOE) BIIOTH JI0 pa-
CTBOpEHUS MPEAMETHOCTH JINIIA B OTIIIO3UIINH mekcm/benas cmpanuya. Ot-
HOIIICHUS MEX Ty 00heKTaMu (hoTorpadvi JeTCPMUHUPYIOT HHTEPIIPETAIIHIO
BITMCAaHHOTO B oTorpaduro TeKcTa, BEICTyNas OJHUM U3 MyTeH K pacKphI-
THIO CUTHH()HUKATa-KOHIIETITa 3HAKOBOM CTPYKTYPhI TEKCTA.

OnHAaKO «CHHTarMaTH4eckd W MapagurMaTHdecKd 3alln(poBaHHbIE
cooOmieHnst TpedyIoT OT HAaC OTKA3aThCs OT COCPEOTOUEHHOCTH IO MTPEUMY-
IIECTBY Ha BHEIIHEH CTOPOHE 3HAKa pajiyd TOTO, YTOOBI MBI YIITYOMUIIHCH B €70
BHyTpeHHIOI (hopmy» (CmuprOB 1996, 25). B doTtorpadudeckoit cepuu
“Women of Allah” Temo, muI0, pykn MOIEIH ONTHYCCKH PACTBOPSIIOTCS B
MIPOCTPAHCTBE TEKCTa-OpHAMEHTA, TPAHUIIA MEXKITy TEJIOM H TEKCTOM pa3Mbl-
Baetcs. Ha dororpadum 6e3 Hazsanwms (1996) yepHOE MOKPHIBAIO HA JKEHC-
KoU HUrype KOHKYpHUpPYET C IIBETOYHBIM OPHAMEHTOM Ha OOHA)KEHHOM Telie
MaburKa. TeKCT — MayTHHa, CETh® — CONMKACTCSI ¢ TOKPHIBAIIOM, HJIH Yajl-
pOH, B pe3yabTare, TEKCT Ha Gapcu — 3TO M KPUNITOTEKCT, © MacKa-Iiperpana
MEX/y TEIOM-CMBICIIOM W IMTO3HAOINM cyObhekToM. Torma memmdpyromee
MIPOHUKHOBEHHE B CMBICII KPUTITOTEKCTA Ha (hapCh aHAIOTHYHO IEMAaCKAPOB-
K€ — CPBIBAHMIO YaJIphl. B To ke Bpems Hepa3nedbHOCTh Tella U TEKCTa-OpHa-
MEHTa,* aHHYJIUPYS JUCTAHIIAIO MLy JIMIIOM H/HJIH TEJIOM M TIOKPBIBAJIOM,
MIPeBpaIIaeT CMBICH TEKCTA KaK SBIICHHS TITyOHUHBI B TPUHA/IJICKHOCTH TIOBEP-
xHOCTH. Xamu Jlabarmm orieHrBaeT Xyn0KeCTBEHHBIE YKCTICpUMEHTHI Herrat
C TPaIUIIMOHHBIM OZIETHIEM MYCYJIbMaHCKOH JKeHIIIMHBI Kak “‘the performative
disposition of veiling”, canras, uto Hemar “demystifies the act of veiling via
the orchestration of the face, simultaneous with the choreography of the body”
(Dabashi 2002, 43). Ha ¢otorpadusx XymTo>KHHUITEI JECEMHUOTH3AINSI COITH-
ANBHOW TMPAKTHKH HOIIEHHUS YaIpBI IEPEKIIMKACTCS C IECEMUOTH3AINEN TeK-
cTa-opHaMeHTa. B To ke Bpems gazipa, MyIBTHILTHIUPYCH U PEAYIUTUIIPY-
SCh B TEKCTaX-OpHAMEHTAX, ITO/IBEpraeTcs (HapsAy C OpHAMEHTAITbHOM BI3BIO
TEKCTa) BTOPHIHOMY TIPOIIECCY CeMUOTH3aUH. Yapa Kak MPOIOKeHHE KYiTb-
TYpPHOTO TeJla He TOJIHKO MapKHUPYET TEOTOIUTHIECKYIO W/HITH KYJIBTYPHYIO
OTHECEHHOCTb aBTOpa ¥ Mozien poTorpadui, HO ¥ BBICTYIAeT 3HAKOM HPaH-
CKOH KyJIBTYpBI, KaK, BIPOUEM, U KyJIbTYpHI B 1IeJIoM. Ecin cooTHECTH ¢ 9a-
PO TEKCT Kak O3Hayarolee KyJIbTyphl, TO TOTAA B XyIOKECTBEHHOM cCUCTEME
Hemrar kynbType BMEHSIETCSI POITb 3aBECHI, CKPBIBAIOIIEH HEKOE TPUPOITHOE
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TEJI0 — O3HaYaeMoe. B TakoM cirydae MHOPOIHOCTH TeKCTa Ha (apcu B He-
WPaHCKON ayUTOPHH KOPPECTIOHTUPYET C Pa3HOPOIHOCTHIO KYJIBTYPHOTO U
MIPUPOIHOTO TIIAHOB.

B Teopun TenecHoi Tpancdopmarmn [leiixa Axmaga Axca’ u (Shaykh
Ahmad Ahsa’i) Tes0 B CBOEM CyIIIeCTBOBAHUH M PA3BUTHH ITPOXOINUT YCTHI-
pe cTaiuu, IBE N3 HUX MOYKHO 0003HAYNUTh TEPMUHOM jasad (corpus) i IBe —
TepMuHOM jism (body):

«Jasad A is our corporeal body, the body we touch and feel. This body
<...> is like a garment that a man puts on and later casts off again. <...>
Jasad B is our quintessential body, the body that survives <...> the
decomposition of our Jasad A into its constituent elements, when upon death
its fire goes to Fire, air to Air, water to Water, and earth to Earth. <...> This
is the body in which humans are resurrected <...> what will resurrect is in
fact the caro corporalis but that it has been purified from its opacity and
density, while sustaining its identity and ipseity. This invisible luminous body
is our caro spiritualis” (uut. mo: Jabamm 2002, 47-48).5

[To muenuto Jlabammy, IlInpua Hemrar Bu3yanbHO KOHCTPYHUPYET U MaTe-
puanm3yeT caro spiritualis, KOTOpOE B UCIIaMe CIMTACTCS HEAOCTYITHBIM IS
genmopedeckoro 3peHns: “In Shirin Neshat’s ancestral culture, the physical body,
caro corporalis, is metaphorically identified as an item of clothing that one
wears. <...> As soon as the carnal coating is taken off, the quintessence of the
human body, its caro spiritualis, becomes “imperceptible to the sight of ordinary
humans” (Dabashi 2002, 50). Tora opraMeHTaIbHBIN TEKCT Ha (DapcH, C O1I-
HOW CTOPOHBI, TIOMOOHO OfIEXK/IE WM TOKPBIBATY, MACKAPYET YEJIOBEUECKOE
TEJI0 B €ro NIepBON CTaJNN CYIIECTBOBAHUS — caro corporalis, a ¢ IpyToi —
caM, Iofl00HO caro corporalis — TEIIECHOH OeX1e, CKpBIBACT caro spiritualis,
YETBEPTYIO CTAIHUIO TEIICCHOM ABOMIONNHN. B TO ke BpeMs caro spiritualis y
Hemar ects HeuTo Oombiiee, yeM HEKOE PUPOTHOE TEJIO, B3ATOE BHE MPE/-
CTaBJICHHOW TEKCTOM KYJBTYPHO-PENTUTHO3HOHN Tpaauinnu. COOTHECEHHOCTh
Tela ¥ TeKCTa 371eCh HHasl. ECIIi HCXOMUTD U3 TIONIOKEHUS], YTO CKPBITHIA CMBICTT
TIepCHICKOTO TeKcTa Ha (potorpadmsax Herar aHamorndeH cKpeIiBaeMOMY OfIEXK-
JIOW ¥ OPHAMEHTOM TeITy, TO TOTJ[a CMBICT TEKCTa M €CTh OTBET Ha 3arajiKy —
HCKOMOE caro spiritualis; TPOHUKHOBCHHE K€ B CMBICT TEKCTa aHAJIOTHIHO
OKOHYATEIILHOMY BOCKpEeCEHHIO B caro spiritualis. 1o . I1. CMupHOBY, HEOO-
X0omrMoe 1715t (GOPMHUPOBAHUS «s» TyOIHMPOBaHHE Tea, KOTOPOE OCYIIECTBIIA-
eT «S1-00beKT, KOHCTPYHPYIOIINH ce0e MIMETHIECKYTO MAacKy», OKa3bIBaeTCs
BO3MOXKHBIM OJ1arozapsi TOMY, YTO YEIIOBEK YK€ CONIEPXKHT B cebe IBOIHOE
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«I» — 00BEKTHOE U CyOBekTHOE. BHEITHUM 00pa3oM momoOHast BHYTPEHHSS
JIBYTEJIECHOCTh YeJI0BeKa BhIpaxkaeTcs B HomeHUH ofex el (CMupHOB 1999,
309). llInpua Hemar, mokpeiBas Temma poTomMoesneit opHaMEHTOM — MaCKUPY ST
uX, AyOIHUPYET TENO 1, TEM CaMBIM, PENPE3EHTHPYET MPOIECC CEMUOTH3AIINH.
IIpn 3TOM, OITHAKO, TTEpPEBOpaYMBAET MPUBBHIYHYIO CHCTEMY OTHOIIIEHHI: Mac-
Ka OKa3bIBAETCS JIMIIOM.

OxcnepuMenThl Lnpua Hemar, peceMaHTH3HPYOIIEH 9aapy 1 MTOKPHI-
BaJIO, OTCHUIAIOT K OCHOBHBIM IPUHITUIIAM MHCTHIECKOH 0331 cy(hru3ma, K
ctuxaMm Pymu. B mossum cydusma cBeTckas o0pa3HOCTh (cmpacmb, Kpaco-
ma, 6uH0), a B CIly4ae OpUCHTHPOBAHHON Ha cypuiickyto Tpaaunuio Hemar
— 00pa3HOCTD COIUATBLHO-TIONIUTHYECKAS (vaodpd, NOKPbI8aLo — DIEMEHTHI
TPaTUIIIOHHON OIEK Bl MyCYTbMaHCKOH )KEHIIINHBI) — 000padnBaIOTCSI CHM-
BOJIMYECKON TEPMHUHOJIOTHEH ITyXOBHOW TpaHcdopmarmu. B ctuxax Pymu
MOKPBIBAITY, TIeJieHe, Jape (MIOHNMAeMbIM B IIHPOKOM CMBICTIE, BIUIOTh JI0
MOKPBIBAJIA KaK TPAHHUIIHI MEXKIY TEJIOM U JyXOM, JKU3HBIO i CMEPTHIO, «9THM
U «T€M» MHUPOM, CJIOBOM H CKPBHITHIM B HEM CMBICIIOM) BMEHSETCS OXPaHU-
TenbHO-cOeperaromiast (GYHKIHS 10 OTHOIIEHHUIO K TalfHE, aCCOIUUPYEMOii C
DTyOMHOH; CpBIBaHHE K€ YaJpbl aHAIOTHYHO Tepexoy OT TITyOWHBI K TIO-
BEepXHOCTH. Tak, HICTUHHBIA CMBICII CITOB Cy(us1, 006IaaTenss MECTUIECKOTO
3HaHUS, HEIOCTYTIEH OKPYKAFOIINM €T0 OOBIYHBIM JIFOMISIM, HEBUIVM TS HUX,
KaK HEeBHIUM JIyX, 3aKIIOYEHHBIN B TEIECHYIO OIEXKIY:

My secrets are buried within my grief

Yet to the eye and ear, that’s no relief

Body and soul both unveiled in trust

Yet sight of soul for body is not a must. <...>

Our secrets unveiled, betrayed, defied.

Who has borne deadly opium like the reed?

Or lovingly to betterment guide and lead?

Of the bloody path, will tell many a tale

Of Lover’s love, even beyond the veil. <...>

All is the beloved, the lover is the veil.
(Rumi “The Reed Flute™)

He uckmrogeno Taxoke 3HakoMcTBO Hemar ¢ BO3HUKIIMM U3 cydr3ma
UACATUCTHICCKUM yUeHHeM Xy pydu3ma. OCHoBaTenb Xypypr3ma, B IPOIIIIOM
cyuit, @aznmammax Actpabaam (Fazalullah Astrabadi; 740—796/1339—1394),
aBTOpP HaIMCAHHOM Ha s3bIke dapcn «Kauru o Beanom», pa3zpadarsiBai KOH-
HENIHNIO CJI0Ba KakK BhICIIEH (hOPMBI 3ByKa, KOTOPBI, COOCTBEHHO, U pa3ies-
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€T MUD peaibHbIN U MUP TTOTYCTOPOHHMM. Daznauiax IPUITKCHIBA BBICIIAN
CMBICTT COCTABIIIOMNM cJIoBO OykBaM (huruf — OykBa), MpOYNTHIBAs UX B OK-
Py KaroIeM MHpE 1, B TIEPBYIO O9epelb, Ha JINIIE YeTOBeKa KaK 3HAK ITPeIHa3-
HadCHUS WM CyAbObl. XypyusM, momo0Ho kabbaje, B 4JaCTHOCTH KHHTE
“Zohar”, MECTHYECKH MHTEPIPETHUPOBAT YaCTH YEIOBEUCCKOTO Teja; Yello-
BEK B Xypy(]pH3Me paccMaTpUBaJICs KaK MPOsiBIEHHE OOKECTBEHHOTO Havaa,
pe3yJsbTaT 3MaHaiuu MupoBoro pazyma. TaitHa Mupa, B pe3yJibTare, Oka3blBa-
JIaCh HEPa3PhIBHO CBSI3aHHOM C TalHOW OyKB, yrajaHHbIX B 4ejaoBeke.® dorto-
rpadun upua Hemat u3 cepun “Women of Allah” BeIcTymaroT oTdacti
TIPOAOIDKEHUEM TPATUITNH Ka00assl M Xypyhu3Ma: 00EKTHB BHIXBATHIBACT U
aKIEHTUPYET OTpeIeIeHHbIE YaCTH YeTI0BEIECKOTO Tella — JIUI0, HOTH, PyKH;
HaHECEHHBIH JKe Ha TeJI0 TIOATUIECKUN TEKCT, KaK U BUIMMBbIE IPUCTATHEHOMY
B3NIIMY XypyducTa OyKBbI Ha JIUIIE, TPeOyeT cBOEH pacimdpoBKH.

B dororpadudeckoit cepun “Women of Allah” TekcT-opHaMeHT, 1T0-
IOOHO HYaape, CKphIBaeT Telo OT B3mmiaa. [lepcumckuii sI3bIK MacKupyeT
cMbIcH TekcTa. [lepexon k TekcTy Ha (hapcu — mepexos K Hepenpe3eHTaTuB-
HOCTH B paMKaX peNpe3eHTaTHBHOTO NCKyCcCTBa (poTorpadum; OmHaAKO, B pe-
3ynbTaTe nepeOKyCHPOBKH B3IIA/Ia MPOUCXOAUT OTKPHITHE CMBICIOBOM
TTyOMHBI TEKCTA, CYMIECTBYIOIIETO KaK MapajuielbHOe CMBICIOBOE 00pa3o-
Banue. Ecnu ucxonuth u3 nosoxeHud M. SIMIONBCKOTO, YTO «CBEPXKPYII-
HBIH TJTIaH TATOTEET K MHTEHCUBHBIM CO3EPIaHMSIM, B KOTOPBIX WHTEHCHB-
HOCTB IPUCYTCTBUS 3aCIOHSIET COOON MHTEIIEKTyaJIbHBI CHHTE3 B BOCIIPH-
atuu o0wsekTay (Ammonsckuit 2001, 50), TO UHTEHCUBHOE BOCIPHUATHE
JIOJDKHO UCKITIOUHTH Ha hoTorpadusax Hemar yBemndeHHBINA pparMeHT Tena
Y TIEPEKITIOUNTh CO3epIIaHne Ha TTOKPBHIBAIONINI TEJIO TEKCT KaK Ha HEKYIO
M30JINPOBAaHHYIO TEJECHYIO AeTallb. Toraa B pe3yisTare JeKOMIO3HUINN U
JIerepapXu3alui OpPHAMEHTANBHBIN TEKCT, B CIydae OOBIYHOTO TUTaHA BBI-
TTOJTHSFOIIMK JTEKOPATUBHYIO W/WIH (GOHOBYIO (DYHKIIHIO, BHIIBUTACTCS HA
niepeaHuii maH. [loBepXHOCTE e Telna, HalpOTHB, HAYNHAET MCIIOIHATE POJTh
Oymarw, hoHa, sl TeKcTa-coo0mmeHus. BHyTpeHHss hopMa 3HaKa — KOTHH-
THBHBIA KOMIIOHEHT BepOATbHOTO TEKCTA, BKIIFOYEHHOTO B XYIOXKECTBEHHYIO
cucremy (potorpaduu, — BOCCTaHaBIUBAETCS, OHAKO, HE IPOHIUKHOBEHHUEM
BO BHYTPEHHIOIO (popMy TeKcTa, HO KOHCTPYHPYETCS U3 COOTHECEHHOCTH
ceMuOTHKH (hoTorpaduu M MHTEPTEKCTA, K KOTOPOMY Ha (otorpadusax
Iupun Hemar orceutatot ctpoku Ha dapen.” B kauecTe pedepenTa, oTya-
CTH aBTOPE(IEKCHBHOTO, BRICTYIIAET TOT OOJIee IMUPOKUH HPAHCKUH TTOITH-
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YeCKHH KOHTEKCT, (PparMeHTOM KOTOPOTO M SIBJISIOTCS JaHHBIE CTPOKH, a
UMEHHO To3THdeckoe TBopuecTBO Dopyx Pappox3an (Forugh Farrokhzad)
U, BIpoueM, B MeHbIel cremenu, Taxepex Caddapzamex (Tahereh
Saffarzadeh). aTemmekTyanbHBIN CHHTE3, KOTOPOMY OTKa3bIBacT SIMITOIB-
CKHH B CBEpXKPYITHOM TUTaHe, peannsyercs B pororpadusx Hemrar B naTEp-
TEKCTYaJIHbHOM B3aNMOICHCTBHH TENIa-TEKCTa U MTOITUIECKOTO TEKCTa, CYIIIe-
CTBYIOIIETO B CO3HAHWH 3HAKOMOTO C MPAaHCKOW TO33WEH peluIineHTa ma-
pajuIeTbHO BOCIPUATHIO 00bekTa. Tak, (hoToyBennueHNE B PparMeHTaIus,
mpHUONIMKas K TOBEPXHOCTH Tela, MPUOIIMKAIOT, B pe3yabrare, K TOW TPy.I-
HOJTOCTYITHOH 30HE OJIM3KOTO B TEPMHHOJOTHH M. SIMIOIBCKOTO, KOTOpas
3alIHIIeHa «HEBEPOSITHON OIM30CTHIO K TAKOW 3aralouHOM, BETHO YCKOJb-
3aroMIeit MHCTaHINY, Kak Hate ,,5“» (SImmonsckuit 2001, 6).

Dopyx Dappoxzax (1935—1967), aBTop MOITHIECKUX COOPHUKOB
“Captive” (“Asir”, 1955), “Wall” (“Divar”, 1956), “Rebellion” (“Esyan”,
1958), “Another Birth” (“Tavallodi Digar”, 1964), ormyOIuKOBaHHOTO TIO-
cmeptHO cOoprmKa “Let Us Believe In The Beginning Of The Cold Season”
(“Iman Biyavarim beh Agnaz-e Fasl-e Sard”, 1974) u HeckonbKuX (HUITH-
MOB, TIpUBJIEKaeT BHUMaHHE KaKk CBOMUM TBOPYECTBOM — OJHA M3 Hamboiee
3HAYUTENBHBIX KEHCKUX (GUTYP B MIEPCUACKOH 1M033HH, TaK U pakTamu Ono-
rpaduu: B 17 JIeT BBIIIIA 3aMYK BOIIPEKH JKEJIAHUIO POJCTBCHHHUKOB, B 19
JIET TIOy4HyIa Pa3Boj U Oblila BEIHYK/IEHA OCTaBUTH ChIHA, KOTOPOTO C TEX
mmop OospIe He BUena, B 20 JieT ormy0IuKoBaia mepBeIii COOPHHUK CTHXOB H,
TIEPEKUB HEPBHBIN KPHU3HC, TPOBEJIAa HECKOIBFKO MECSIIEB B IICHXHATPHYIEC-
KOM KJIMHUKE, B HETTOMHBIX 30 JIeT yXe Oblia aBTOPOM YETHIpEeX COOPHUKOB
CTUXOB U QrtbMa o kononnu npokaxeHHbIX (The House is Black), B 32 roma
Tparnyecku morudiia B aBrokaractTpode. MoTuBHas CTPYKTypa HOITHIEC-
koro TBopuecTtBa ®opyx dappox3an 0603HaUCHA B HA3BAHUAX IIOITHIECKAX
COOpHUKOB: TUICHHHK, CT€HA, BOCCTAaHUE, HOBOE pokineHne. OOpas cTeHHl,
OJTMH W3 IIEHTPANBHBIX B €€ MT033HH, CTAJ 10 UPOHUHU CyAbObI HTOTOBBIM B
KHU3HU: aBTOMOOMITH POpyX, KOTOpask HAIPaBJIsUIach JOMOU TIOCIE TTOCeTIe-
HUSl MaTepH, Bpe3aycsi B CTeHY, KOTa OHA, HAXOMACh 3a PyJieM, MbITalach
n30eXaTh CTOJIKHOBEHHS CO BCTPEYHON MAITHHOM.

Jlmprdeckas reporHs MEPBBIX COOPHUKOB — «IITUIIA B KIIETKE), MOJIO-
Jlast JKEHIITMHA, YKeJIaroIas BBIPBaThCs Ha CBOOOTY M OTpaHWIEHHAs!, KaK KIIeT-
KO, COITMAbHBIMU KOHBEHIWSIMH. KOHKpEeTHas MO3THKa OAMHOYECTBA U
HECBOOOIIEI TIEPBOTO COOpPHUKA ¢ €ro MeTagopHIecKuM 00pa3oM IITHIIHI-
TJICHHUITHI TIEpepacTaeT BO BTOPOM COOpHHUKE B 0000IIEHHBIN 00pa3 TIIeHa,



HA I'PAHHIE TEJIA H TEKCTA: LIHPUH HEIIIAT 145

TEMaTH3UPOBAHHBIN B MOTHBE TPErpajbl, CTEHB KaK YHUBEPCATBHOHN Ipa-
HHUIIB MEXITY 00JTaCTSIMH CBOOOIBI U HECBOOOTHI:
Now, again in the silent night,
sequestrant walls, border walls
like plants entwine <...>.
(“Border Walls™)
Crena — Bropoii ian gotorpaduii Hemmar, BEIABATAIONTMX HA TICPETHAN
IaH GUTYpy KEHITUHEI (TIO TIOSIC WITH B TIOTHBIN POCT) WIIH KESHITUHBI U pe-
ocuka (Faceless, Rebellious Silence, Untitled 1996, Seeking Martyrdom Ne2).
ConoI0KeHHOCTh B paMKaxX OfHOH cepuu (hoTorpadwid, rie TEKCT HAHOCUTCS
Ha jumo wim teno (Whispers, Faceless, Stories of Martyrdom, Guardians of
Revolution, Rebellious Silence, Speechless, Lesbo), ¢ doTorpadusimu, e TEKCT
pacnomnaraercs Ha cteHe (Seeking Martyrdom #2), MpUBOIUT K MapaJICIA3My
TeJa U CTeHbI, aKIIEHTHPYS 00pa3 TeJIeCHO ONeXK/Ipl KaK TPaHUIIbI, 32 KOTO-
poit HaxomuTCs 061macTe CBOOOABI — caro spiritualis.® TlepBas BUIEONHCTA-
nsiiast npua Hemmar Anchorage, TeMaTnaeckn IpoaoibKAOIIast M pa3BUBa-
fomas gororpaduaeckyro cepuro “Women of Allah”, Obi1a cozmana ays or-
PEJICIIEHHOTO MeCTa — O3eMHOI dacTn bpykimHckoro mocta B Hero-Mopxke.
Takxum o6pazom, GrteM, n3odpakaromuii xxeamuny (Iupua Hemar) B Tpex
Pa3UYHBIX BUAAX e TEIFHOCTH (MOIUTBE, YIPAXKHEHUAX B CTPENBOE 1 TaHIIe
JIepBUIIIe), TPOCINPOBANICA HA AKPaH, BIUCAHHBIA B KUPIUYHYIO KIAIKy
MOJ3e€MENTbsl MOCTa — CTEHY, OUePUMBAIONIYI0 TPAHHUIIBI TPECTABICHHOTO B
(upMe Mupa, B KOTOPOM T€POMHS, YIIPAXKHSIICH B CTPEIh0e U TaHITys, Iepe-
XOJIUT, B CBOIO OYEPEIb, TPAHHUITY (CTEHY), PA3AEISIONIYI0 MY>KCKYIO 1 JKEHC-
kyto ceprr. [To3nHee B omHOM U3 KampoB dhuimbMa Soliloguy xamepa hukcu-
pyer pyku repounu (ILlnpun Hemar), oTyastHHO CKUMAIOIIHE TPy ThS PEIeT-
KM Ha OKHE 3[IaHHs — KaJp, OTCHUTAIONINNA K 00pa3y «ITHIBI B KIeTke». B
¢uneMe Rapture orpaHMYEHHOE CTEHAMH KPETIOCTH «MYKCKOe» MPOCTpaH-
CTBO IPOTHBOIIOCTABIICHO OTKPBITOMY OKEHCKOMY» HPOCTPAHCTBY MTyCTHIHH.
3necy Hemar npuberaer x mpo3pavyHOii CHMBOJIMIKE CTEHBI KaK penpe3eHTa-
LI KAHOHW3WPOBAHHOTO COITMAIBHOTO IPOCTPAHCTBA MYy CYIBMAaHCKOTO MY K-
YHHBI, KOTOPOE OH HE B COCTOSHHUH IMOKUHYTH (MYXXYWHBI B (prHaie dribma
OCTArOTCS B CTEHAX KPErmocTH). TakuM 00pa3om, co3maercs Kak o0pas IIieH-
HUKa-MY>X9WHBI, TaK ¥ HTHAU(GPEPEHTHBIN B TEHAEPHOM OTHOIIIEHUH YHHUBEP-
CaJbHBIN 00pa3 IJICHHUKA.
dappox3a MUPOKO UCTIONB3YyEeT MeTadopy OKHA KaK OTKPBITOTO B CTe-
HE MTPOX0/ia B IPYTOH MHP, B IEPBYIO O4EPEh, MUP APYTOT0 — HEBU3YaIbHO-
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TO — BOCIIPHUATHSA: B MUP 3allaXxOB, 3BYKOB, OIIyIIEHUI, MOIYaHUS U T.II., a
TaKKe OKHa KaK BBIX0J]a B CBOOOTHOE TIPOCTPAHCTBO:
<...> if you come to my house, friend
bring me a lamp and a window I can look through
at the crowd in the happy alley.
(“Gift”)
OKOHHOE CTEKJIO BBICTYITaeT KaK I'paHUIla MEXIy 30HAMHU OIOCPEaO-
BaHHOTO W HETIOCPENCTBEHHOTO, PENPE3eHTaTHBHOTO U HEepeNpe3eHTaTHB-
Horo. @oTorpadus, Kak 1 KapTHHA, — TPAKTHIECKH CTepTas MeTadopa OKHa.
®dororpadun Hemmrar cepun “Women of Allah” — okHa B peanbHOCTE HpaHC-
KOM aHTHIIAXCKOW PEBOJIOIMHU U OKHA BO BHYTPEHHUN MUP XyTO0KHHUIIBI.
Ilonck HOBO# HASHTUYHOCTH CONMIDKAET Xy/I0)KeCTBeHHbIe nckanus L1u-
pun Hemar u ®@opyx dappoxzan, nopoxaas CX0IHYIO — MPOIeCCyaIbHYIO,
WA TUTHAMAYECKYTO — MAEHTHIHOCTE. MccnemoBareny oOpariaioT BHUMaHNE
Ha HETUIHYHYIO JJIS )KEHCKON M, B OCOOCHHOCTH, KEHCKOH TTePCHICKOH T10-
93U WHTEPIIPETANIO ONIO3UINH JUHAMHUKH U CTaTuku B cTuxax dappox-
3an. Opgrako ecim st Pappox3aj BCTYIUIEHHE B HOBYIO HACHTHYHOCTH €CTh
CTaHOBJICHHE B HOBOM COITMAIbHOW POJH, OTIIMYHOUW OT TPaJUIIMOHHON pOJIH
eHbI 1 MarepH, To s upua Hemar, HOBast HAGHTHYHOCTH CKOpee MBIC-
JIUTCS KaK HOBask — MPAaHO-aMEPHUKAHCKas — TeOTOIUTHYECKast OTHECEHHOCTb.
B stom otHOmIeHnn mis Hemar akryamsHa moa3us Taxepex Caddapsamex
(1936 1. p.), pparMeHTH TEKCTOB KOTOPOH TakKe BCTpedaroTcs Ha (oTorpa-
¢usax. B ommuame ot @opyx dappox3anm, KoTopasi B CBOUX CTHXaX HE oOpara-
JIach K BOIIpOCaM MpaHCKOH U apabckoit maeHTHaHOCTH, Taxepex Caddapza-
JIeX — aBTOp, MPaKTUKYIOIIUH UCIIaM U YTBEPKIAIOIINI €r0 YHUBEPCATbHBIN
Ha/THAIIMOHAJILHBIN XapaKTep, 9TO B IIEJIOM CO3BYYHO T€ONOIUTHIECKAM HH-
tepecaMm [llupun Hemat, crpemsineiics COEIMHUTD MTPOTHUBOIOIOKHOCTH, B
T.4. Boctok u 3aman. Brpodem, HecMOTpsI Ha OTpeJielleHHOE pa3iindne KaKk
XyJIOKECTBEHHBIX TIO3UITNH, TaK ¥ BBIpa3uTeNbHBIX cpencts [lnpua Hemar n
Dopyx Dappox3zaz, obdiree s XyAOKHHIIBI ¥ TT03Ta TyBCTBO HECTAOMIIEHOC-
TH, CBA3aHHOE y 00eX C MoTepe 10 Pa3HbIM MIPUYHHAM POJHOTO J0Ma, TO-
pOXKIaeT OOMIHIA T IX TBOPUYECTBAa MOTHUB ITyTH-TIONeTa-0ercTra: y ®appox-
3a]1 M3 OTPAaHWIEHHOTO MMPOCTPAHCTBA IOMA-KJIETKH B YTOIIMYECKOE ITPOCTPaH-
CTBO CBOOOIBI OT COIMATBLHOCTH — IMPOCTPAHCTBO M0OBH, y Hemar u3
BOCHU3UPOBAHHOMN U MOJUTU3UPOBAHHON JIEUCTBUTENILHOCTH MIEpHOa aHTH-
ITaXCKOW PEBOIIONNH — TEJIECHOU TFOPBMBI — B CBOOOTHOE TYXOBHOE IMPOCTPaH-
CTBO TI0931H U JTIOOBH, a, B PE3yNbTaTe, 0CBOOOKICHNE OT ITPEXHEN NACHTHY-
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HOCTH — «KJIETKH» — Y 00€MX JKEHIINH.
XapakTepHoe, B IEpBYIO O4epelb, A1 IMUTPAHTOB, a TAK)Ke /IS BCEX,
TaK WIM WHa4de YTPATHBIINX POAHOM TOM, CTpEMIIEHHE K PAaBHOBECHIO H yC-
TOWYUBOCTH HAPSILy C HEOOXOMUMOCTBIO CMATYEHHUS TTOCTIEICTBUH TIPON30-
IIe/IIIel IepeMeHbl MeCcTa, COCTOSHUS U CTaTyca MHUIINAPYET BOSHUKHOBE-
Hue B o33un Dappox3aj TEMBI MMyTEMIECTBUS, B TIEPBYIO O4epeb, CEHTH-
MEHTAJIBHOTO Iy TEIIECTBHSI TI0 MaMSATH — TEMBI, KoTopas mogButcs y Hemar
Ipu Tiepexoae oT ¢ororpadun K BUACO:
At last one day...
I’ll flee from the illusion of conceiving doubt
And I'll radiate like a perfume from
the colourful flower of dreams
And I'll diffuse into the wavy hair of night’s zephyr
And travel to the very beaches of the Sun
In a silent world, within an eternity of calmness.
(“The Wall”)
[To U. I1. CMupHOBY, XyI0KHUK-aBaHTAPAUCT 3aHAMAET HCKITFOUNTCITh-
HYIO TTO3HIINIO M B OTPHUIIAEMOH, U B YTBEP)KIAEMOM UM CHCTEME, UTO CBUJIE-
TENBCTBYET O KOHTPAIAUKTOPHOCTH €ro 3CTeTHdeckoro cozHanus (CMHpPHOB
1982, 72—73). OMUTpaHT, KaK YEJIOBEK TPAHUIIBI, TAKKE CTPEMHUTCS 3aHSIThH
MapriuHaJIbHYIO MTO3HUIIMIO B 000MX MHPaX — B MUPE MPOIIIIOT0, C KOTOPHIM OH
paccraeTcs, 1 B HOBOM MFpE, KyJla OH CTPEMHUTCS BOMTH. XyI0KECTBEHHYIO
ro3uttuio [lmpua Hemar oTmndaer mBoiHass KOHTPATUKTOPHOCTE. C OMHOM
CTOPOHBI, aMEPHUKAHCKas XyIOKHHIIA NPAHCKOTO MTPONCcXoxaeHus, Hemar 3a-
HAMAaeT MapTrUHAIBHOE MOJIOKEHIE KaK Ha HpaHCKoH poauHe, Tak u B CIIIA;
mwupe — Kak Ha BocToke, Tak u Ha 3amage. C mpyroil CTOPOHBI, XyIOXKHUK-
ABaHTAPAWCT, OHA OalaHCHPyeT Ha TPaHUIle MTOCTMOIEPHU3MA H TIOCT-TTOCT-
MoJepHI3Ma. B pesynprare, KOHTPaIUKTOPHOCTh CTAHOBUTCS OCHOBHOW Xa-
PaKTEPUCTUKOM XyI0’KECTBEHHOTO MUPa XyAOKHHIIBI. 32 OUEBUIHON JUIS 3PH-
TeNsd W HEOTHOKPATHO OTMEYaeMOM HCCIIENOBATENsIMI B €€ TPOW3BEICHUIX
MIPOTHBOIIOCTABIEHHOCTHI0 MYCYJIEMaHCKOTO MHupa BocToka n mupa 3aman-
HOW IMBUIJIA3AITNH, 32 HE MEHEe OYEeBHIHOM MPOTUBOMIOCTABIEHHOCTHIO MY K-
CKOTO M KEHCKOTO MHPOB B MYCYJIbMaHCKOM MUpE (B JaJlbHEHUIIIEM aKIIeHTH-
pyemoii B prtbMax HemraT mapaenbHOM MpoeKiueil Ha Ba dKpaHa) CKPBI-
BaeTcs He CTONh OYeBHIHAS, HO, TIOXKAITYH, HE MEHee XyJ0)KeCTBEHHO 3HAINMAs
KOHTPaIUKTOPHOCTH CMBICIIOBOTO MHPa (POTOTPON3BEACHNS, BOSHUKAIOIIAS B
pe3ynbTaTe COSIMHEHNS PETPE3eHTATHBHOTO (PUTYPATUBHOTO U HEPETIPe3eH-
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TaTHBHOTO HE(YUTYPATHBHOTO CITOCOOOB KOHCTPYHPOBAHUS CMBICIIA.

®dortorpaduueckas cepus [upuna Hemar “Women of Allah” — ipu-
Mep Karaxpe3bl, KOTOPYI0 MOKHO 0003HAYNTh KaK KaTaxpe3y penpe3eHTa-
THBHYI0. Tak, BKIIOUeHHE TEKCTa Ha (DapCcH B XyA0KECTBEHHOE MTPOCTPaH-
ctBO ororpaduii lllupua Hemar ymenbmaer (B ayIuTOpPHH, HE BIIaICIO-
el MepCUACKAM SI3BIKOM, — aHHYJIUPYET) 00beM 3Ha4eHHUs TeKCTa Kak
coobmenwus. [Ipu aToM karaxpesa peopranuszyeT 00beM 3HAYEHUS TEKCTa
Ha (apcu B pe3ysabTaTe COSANHEHHS BU3YalIbHOTO W HEBU3YaITbHOTO XYIIO-
KECTBEHHBIX CPEICTB BBIPAXKEHUSA: (parMeHTH CTUXOTBOpeHUH Dopyx
®dappoxsan u Taxepex Caddapsamex cCBA3BIBAIOTCS B CO3HAHUHU 3pUTEIIEH/
YuTaTelel ¢ TO3THIECKUM TBOPUYECTBOM MPAHCKUX MO3TECC KaK €IUHBIM
TekcToM. KOHTpanKTOPHOCTD XyI0)KECTBEHHOW CHCTEMBI CMBICIIA, COENIH-
HAIOIIEH HEBU3YAbHBIA BepOaTbHBIN TEKCT U HeBepOabHBIC BU3YalIbHBIC
CpENCTBa, aKIEHTUPYET FeTEPOTeHHOCTh COCTABIIOMHUX (GoTorpadudec-
KYIO CEpHI0 KOMITOHEHTOB. YeloBeK B KaTaXpeCTHUECKOH KapTHHE MUpPa B
€r0 WHIWBHUAYAIIBHOM, COITMATLHON M POIOBON POJISX M300pakacTcs B Ka-
gecTBe yenoBeka oTayxaeHHoro (Cmupuos 1982, 79-80). B “Women of
Allah” B 30HE OTUYXICHHUS HE TOJIHKO YEIIOBEK Kak (pororpadymdecKuit
00BEKT, HO U TeKCT Ha (apcu. TekcT oTuykmaeTcs: Kak HeuUTrypaTuBHOE
CPEICTBO BHIPAXKEHMS, KAaK TEKCT Ha HE3HAKOMOM HEEBpOTEHCKOM W/WiTH
HeapaOCKoOM SI3bIKe, Kak (hparMeHTapHBIN TEKCT, 1, HAKOHEII, Kak TeKCT. Eciu
Y9ECTh, UTO B 30HE OTUYKIACHHS HAXOAUTCS SMUTPAHT B IEPHOJ ITepexoa
K HOBOW MIGHTHYHOCTH, TO TOT/Ia TEKCT Ha (apcH B KOHTEKCTE (POTOCEPUH
“Women of Allah” 3aHMMaeT MO3UITHIO CBOCOOPA3HOTO TEKCTa-IMHUTPAH-
Ta. C 0HOM CTOPOHBI, TEKCT Ha (DapcH OTACTIIICS OT PUTYpPAaTUBHOU peT-
pe3eHTaTUBHOCTH (oTorpadum, BU3yaTbHBIMHU CPEICTBAMHU pa3pabdaThiBa-
FOIIEeH MPAHCKYIO — T.€. ONIM3KOPOACTBEHHYIO — TEMY, C APYyTOH CTOPOHEI,
OH HE BOIIENI B CHCTEMY BepOaTbHBIX CPENCTB XyId0KECTBEHHOHN BBIpa3u-
TETBFHOCTH. B TO ke BpeMs MO3WIHA SMHUTPAHTA €CTh METAMO3UINS U, B
pe3ynbTare, TeKCT Ha (oTtorpadusx Hemrar koHCTpyupyeT HOBYIO, MeTa-
OTIHICAaTeNbHYIO, CHCTEMY CMBICIIA, HAXOsACh B IByX KOHTEKCTax, — (hOTo-
rpaUIecKoM U MOITHIECKOM. TekcT Ha (apcu OTHOBPEMEHHO 3aMEeIaeT
CTOSAIIUHN 32 HUM MOITHYECKUH TEKCT W MCKIII0YAET ero, COMMKasch ¢ op-
HaMEHTOM M BBICTyTasi KaK CaMOJOCTaTOYHOE XYAOKECTBEHHOE CO00IIe-
Hue. Tekct Ha dapcu, MPaKTUIECKH HEAOCTYITHBIN MPOYTEHHIO, hparMeH-
TapHBIA, — 3TO OCTAaTKH, WM OOJIIOMKH, BepOAIhHOTO HCKYCCTBa, OTCTY-
MUBIIETO TIepe]] BU3YaIbHBIM, U OTCHUIKA K HEMY.
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B moa3un ®appox3a ceMaHTHIECKHE MO CTEHBI, TIPErpaibl, MHAITUH-
pytomirie TeMy OercTBa-IyTelIeCTBHS, EPECEKAOTCS ¢ CEMAaHTHIECKUM 10-
JIeM B3IUIsI71a; COOCTBEHHO, B3N J{pyroro, NCKITIOYast U3 TOJST BOCTIPUSITHS
CyOBeKTa OKPYIKAIOIINI MUD, M CO3AAET MPETPaay MEXIy «S1» i Mupom:

With the cold moments of the past fleeting by,
Your wild eyes contained in your silent demeanor
build a wall around me
And 1 flee from you to a pathless path. <...>
But your eyes with their silent scream
Will blur my vision
Like your dark secrets that
Build a wall around me.
(“The Wall”)
dororpadudeckas cepust Hermar — momsiTka 3ayUKCHPOBATh M OTpa-
3UTh OOpaIeHHbI Ha cebs B3MIsIa cebs kak Jlpyroro. Ha GombmmHCTBE
(dhotorpadwuit B3 Hemar-monenn oOpaimieH kK 3puTeiio, B T.9. ¥ K ce0c B
Merano3unuu Haomronarens: Offered Eyes (1993), Faceless (1994),
Rebellious Silence (1994), Speechless (1996). B cirydae xe dpukcarnmm B3nsaa
Jpyroro (My>XK4uHBI, MaJTBIUKa) B3IsT Hemrar-monenn n3deraet BCTpedn:
Whispers (1997), Untitled (1996). Ha dbotorpadum Offered Eyes TexcT 110-
KPBIBAET MOBEPXHOCTH IIA3HOTO S0JI0Ka, TEM CaMBIM, BMEHSIS HE TOJTBKO TEITY,
HO W TJIa3y — HOCHUTENIO B3IVISAa — POIb TPAHUIIBI MEXTy MUpaMu. B To ke
BpeMs aBTOOOBEKTHAs (hoTorpadvst — 3TO IMMOMCK CBOETO 00pa3a, CaMOHICH-
tudukanus. Toraa ororpadus HAYMHAET BBHITONHATH (PYHKIIMH 3epKaa.
Nnes 3epkaibHOCTH yTBepKaaeTcs B cypax Kopana: TBapHBIN MUp
mogo0eH 3epKaiy, B kKoTopoe cMoTput bor. «MecueBm» (1273), ocHOBHOE
mpousBenieHNe Pymu, HammcaHHOe UM /IS 9JIeHOB Cy(uiickoro OparcTsa,
BKJTIOYAET 25 632 Oefita co CMEXHOM — «3epKalTbHOI — pu(hMOBKO# (aa — 60
— BB —IT). Wes 3epkambHOCTH 3aKJIIOY€HA B CAMOM Ha3BaHWH TIOOMBI, CO-
BITQJIAIOIIEM C Ha3BaHWEM TBEPIOH (OPMBI MMEPCHUIICKOHN MOIZUH — «MECHE-
BH», KOTOPOE TIEPEBOUTCS KaK ‘NBOMCTBEHHBIN . Cpemnu mocienoBaresiei
Xypydusma, ciaenbl KOTOpOro OTBEICKMBatOTCs B TBopdecTBe [lImpun Hemar,
— TIOPKCKHUH TI0AT, B MPONLIOM TpuBeprkeHer cydmsma Ceitnn Umanenmna
Hacumu (Imadeddin Nasimi; 1369—1417),° Bcien 3a xypyducramu pac-
CMaTpPHUBABIIHNA CJIOBO, OYKBY B Ka4€CTBE MUPOBOW MaTepUH M yTBEPKIAB-
IV TOXIECTBEHHOCTH YeJloBeKa bory i 00)keCcTBEHHOCTD YellOBeKa, B CBOIO
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odepeb, OTPAXKEHHOTO B OKPYIKAIOIIEM MHPE:
Bce 6 mupe — uenogex, on — ceem u muposoanve,
U connye 6 nebecax ecmo uenoseuuil iux.
(Hacumu 2001, 265)
B nostnueckom Hacnennn Hacumu ocoboe MecTo 3aHUMAIOT «3€pKaib-
HBIC» Ta3elld; B HUX oOpasyromue OCHT MONMyCTUIIHNS (MUCPA) 3€PKATHHO
MOBTOPSIIOT APYT Apyra.' PymMu WHTEpIpeTUpPYET 3epKaio Kak BHyTPEHHEE
3peHue, MPOTHBOIIOCTABIISA €T0 OOBITHOMY — BHEIITHEMY — 3PEHHUIO:
Close both eyes
to see with the other eye.
(Rumi. “A Community of the Spirit”// Persian Poets 2000, 93);
This mirror inside me shows...
I can’t say what, but I can t not know!
(Rumi. “The Shape of My Tongue”// Persian Poets 2000, 104)!!
B cirydae oTcy TCTBHS aBTOCO3€epIIaHUS TOTEHITHAEHAS THIIEPMHE3HS
geoBedeckoro 1asza (“An eye is meant to see things”; Rumi “Someone
Digging in the Ground” // Persian Poets 2000, 111)!?> upeBara omacHOCTBLIO
MOTEpH CYOBEKTHOCTH B 3ePKANTBHBIX OTpakeHUsAX. Eciu Beiren 3a M. Swm-
MOJTECKAM TIPUHATH TOUKY 3peHus CapTpa 0 HEeBO3SMOKHOCTH OJHOBPEMEH-
HOTO BOCIIPHSITHS MUpPA B o0parieHHoro Ha Hac B3naaa (Smmonsckuit 2001,
205),!* To HaxoaUT OOBSICHEHHUE CIIETIOTA KaK PE3y/IbTaT BCTPEUH C B3IISAIOM
Hpyroro. Berpeda ke ¢ oOpamieHHBIM Ha ce0si CBOMM COOCTBEHHBIM B3IVIS-
JIOM, OCO3HaHHE CYOBEKTOM CBOEH A-00BEKTHOCTH B PE3yJNIbTaTe MO3UITHO-
HUpPOBaHU ceOs Kak 3epKaTbHOTO 00bEKTa BHYTPEHHETO 3PEHHUS, €CTh, Ha-
MPOTHUB, aKTUBU3AINS TAMATH, BEAyIas K THIEP3PEHUIO U K OTKPBITHIO B
cebe TpaHCIeHICHTHOTO HavYajia. MOHUCTHYE CKU Cy(DHU3M, HATIISIITHIA OTpa-
KEHHUE B TI033uH Pymu, yTBepkaaeT equaeHue ¢ pyrum, yrmogooieHue Ty
Muctuka u bora. B pesynwrare, cyduii ecTh BIIOOICHHBIH, BO3TIOOICHHBIH
1 caMa JTI000BB, T.€. OMHOBPEMEHHO CyOBEKT, 00BEKT U CyOBEKTHO-OOBEKT-
Has cBs3b. Torma B3I Ha ceds B 3epKalie, JeMOHCTPUPYIOIIHA coenrnHe-
HUE CYyOBEKTHO-OOBEKTHOTO B TPOIIECCE CO3EPIIaHUs CBOETO 3epKaJIbHOTO
OTPaXEHUS, U €CTh aHAJIOT CY(PHUHCKON MUCTHYECKOM CBs3U: '
We are the mirror as well as the face in it.
We are tasting the taste this minute
Of eternity
(Rumi “Quatrains” // Persian Poets 2000, 110);
Pymu mumreT o 3epkaiie Kak 0 BO3MOYKHOCTH BBIXO/Ia B TPAHCIICHICHTHOE:!
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Like a bird that’s in flight without a care
How can I be aware, see what's around,
If there is no showing light or telling sound?
Seek the love that cannot be confined
Reflection in the mirror is object defined.
Do you know why the mirror never lies?
Because keeping a clean face is its prize.
(Rumi “The Reed Flute™)
B ctuxax ®opyx dappoxzan 10KkaIn30BaHHBIA B TPOCTPAHCTBEHHO-
BPEMEHHOM KOHTHHYYME TIO3THYECKUi 00pa3 BO3HUKAET B MIEPBYIO OUEpeIh
13 3€pPKAIbHOTO OTPAKECHHS; MTHOPUPOBAHHE KE «3€PKATBHOI CTaINH 3aK-
PBIBAa€T OCTY B HAEATBHOE YTOMMYECKOE IIPOCTPAHCTBO cBOOOABI. Kak n3-
BECTHO, IMIEPCOHOJIOTUYHOCTH CyOBEKTYy COOOIIaeT 0CO3HAHWE UM CBOEH
ob6bekrHOCTH. ! Illupun Hemmar — oqHOBPEMEHHO CYOBEKT U OOBEKT CepUU
“Women of Allah”, aBTOp 1 MOIEITH, TO3UIIMOHUPYIONTNH U TIO3UITHOHHUPYE-
MbId. [TapTUIIMIIUPOBAaB HE MPUHAJIEKAITUN €l OMBIT, TOMBICIHUB UYKO€
Kak cBoe U 3aHsB MecTo [[pyroro, Hemar BXoIUT B pOJib «OKEHIIIMHBI AJijia-
Xa» — )KEHIIMHBI-UPAHKHU B TIEPUO]T aHTHUIIaXCKoM peBomtonuu. [lepeiins 3a-
TEM B METAINO3UIHI0, OHA TPEOJ0JIeBAET y3KHE PaMKH CTABIIETO JTMYHBIM
OTIBITA W TIpeAJiaraeT CBOETo MPOUYTEHHE HeJaBHETO MPAHCKOTO MPOILIOTO.
Juis Hemmar kak BXOX/I€HHE B POJIb, TAK U METAITO3UIINS — CPEICTBO CaMoO-
no3HaHust. DopMupoOBaHHE CaMOCO3HAHUS TPOUCXOIUT Yepe3 OOHaApYKeHHE
CBOEH A-00BEKTHOCTH B OJHOBPEMEHHO CBOCH W He-cBoew ponu Jlpyroro,
SBJISTIOIIETOCS €€ TIPOCTPAaHCTBEHHO-BPEMEHHBIM JBOWHUKOM.
YMmbepro DKo paccMaTpuBaeT 3epKajia Kak B IIHPOKOM CMBICTIE TIPO-
Te3bl, T.e. KaK anmnapaTsl, paCIINpSIONIie TOTEHIINH OpraHa, B CIydae 3epKa-
na — B3sana (Eco 1986, 215— 237). 3epkano gaet BO3MOXHOCTb, C OIHOM
CTOPOHBI, Jy4llle YBUAETb MHp, C APYTOH CTOPOHBI, TOCMOTPETh Ha ce0s
B3IJIAIOM TIOCTOPOHHETO. B TO ke Bpemst 3epKajbHBIN 00pa3, o DKo, SBI-
€TCsl CKOpee TBOMHUKOM He 00BEKTa, a TOTO KOHTEKCTYaIbHOTO IIOJIS, B KO-
TOpOE BIUCAH OTPaKEHHBIH B 3epKajie 0OBEKT U K KOTOPOMY MOXKHO TOJTY-
YUTH TOCTYII, IEPEMECTHUB B3I C 3€PKATBHOTO OTPAKEHIS Ha CaM OOBEKT.
B 3epkanbsHOM OTpakeHNH TIPOUCXOAUT yABOSHHE OMHOBPEMEHHO Tela KaK
00BEKTa U TeJNIa KaK CyObeKTa, 00pameHHoro k cedbe oobekTHOMY (Eco 1986,
222). dotorpadus — 3TO «3aMOPOKEHHOE 3epKajIon,'é OTIIeUaToOK MK CIIeH,
OCTAaBJICHHBIA OTPaKCHHBIM B 00beKTHBE-3epKaie o0bekToM (Eco 1986, 234).
«Ot1cpodyeHHOE» OTpakeHHne — q00aBUM MbI. Ecim, crexys xonnemnuu Jlep-
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puma, paccMaTpuBarh ciell Kak MepBOHaYaIbHOE MPOCIeKUBAHIE H CTUPA-
HUE, TO TPoIIecc MPON3BOACTBA (hoTorpadum — HAYepTaHHE Cieaa — SBISIET-
Csl OMHOBPEMEHHO €r0 CTHPAHWEM B aKTaX BapbHUPOBAHUSA W MYJIBTUTUIHIIN-
poBanus GoTorpadmueckoro oopasza, Tak Kak B JIOOOM oTIedaTke (imprint)
“generic characters ultimately prevail over specific ones” (Eco 1986, 235).

[lInpun Hemrar B dhotorpadnueckoit cepun “Women of Allah” ucmons-
3yeT ce0s B KauecTBe MoIelTH; (DOTOOOBEKTHB, B PE3YIIBTATEe, HCITOIHAET POJIh
3epKaja, B KOTOpOM CYOBEKTHBIN B3I HemaT-Xy10:KHHIIBI BCTpeYaeTcst C
00BbeKTHBIM B3IsAI0M Hemmar-mMoens, akTHBH3HPYS BOOOpayKeHNE U ITAMSTh,
B T.4. AMSTh O HETPOXKUTOM — OTIBITE UPAHCKOW JKEHIIMHBI BPEMEH aHTH-
mmaxckoit pesosonini. CyObeKT, BIPoveM, HE TOJIEKO OCO3HAET CBOIO S-00bEK-
THOCTH, HO CTAaHOBHUTCS HEAMCTAHIIMPOBAaHHBIM OT oObekTa. Ha ¢ortorpa-
¢un cyOBeKT mpencTaeT Kak s-00BEKT B OMH U3 MOMEHTOB CBOETO BOOOpa-
aeMmoro omneiTa. PojeBas urpa, B pe3ynbrare, — CpelICTBO MPEOIOJICHUS HE
Hpyroro B cebe, HO [Ipyroro Kak ceOsl. YCIoBHe e A-00beKTHOCTH — BOCIIO-
MHHaHHWE O TIPOIUIOM, He IpHHAmIeKameM cyonsekty. [1o Oko, molyro 1mo-
MBITKY HHTEPIIPETAIINNA BOCTIPHHUMAEMOTO 00BheKTa MOKHO pacCMaTpHUBATh
KaK CEeMHO3HWC. 3epKaja CIIOCOOHBI B psfie CIlydaeB WHUIIMHPOBATH CEMU-
03HC, B TIEPBYIO 04YepPe/Ib, 3epKajia, NCKaXarolue oTpaxkeHne oobekra. do-
torpaduueckas cepust Hemrar “Women of Allah”, Hapymmas mocToBepHOCTH
poiu (B Tepro]] aHTHIIAXCKOM PEBONIONNN XyJOKHHUIA HAXOAWJIach HE B
Hpane, a B8 CIIIA), B TO e BpeMsI BMEHSCT XyIOXHUIIE OTCYTCTBYIOIITHI
OTIBIT U, KaK CJIEICTBHE, CEMHOTHU3NPYET aKT CaMOITO3HAHMS, KOTOPBIH H IK-
CINTMLIMPYET JaHHas cepus. BrpoueM, Tak kak, nmo Pymu, «BceBblHu —
3TO BBI», OTPAKEHHBIN B 3epKaJie IyIId, TO B3I Hemar-XymoKHUIBI Ha
ce0st kak Ha [[pyroro ecTh Takke MpeTeH3Ms Ha OCBOOOXICHHBINA OT Tele-
CHOCTH TPaHCICHJICHTAIBHBIH B3I 3epKanbHOE OTpaKeHHE, B HTOTE,
penpe3eHTupyeT 0ObEKTHBHOE EIMHCTBO CAaMOCO3HAHUSI.

3nHakoBas npuposna dpororpadun, yKa3pIBaromiei Ha 00BEKT B €T0 OTCYT-
CTBHE, MTPEACTABIAET COO0H OONBITYIO, IO CPABHEHHIO C «3ePKANTBHON CTaIH-
eil» CTeNeHb OTUYXIESHHS «5D» OT CBOETO OTpakeHMs1. DeHOMEeHaTbHOCTH (o-
TorpadMu COCTOUT B TOM, YTO OHA €CTh TPAHCIIEHANPOBAHKE, BBIXO]I 32 PAMKH
HEOOXOMIMOM JJIS1 3ePKATFHOTO OTPaKEHUSI CUTYALINH «3IEChY» H KTETEePhY.
Paccmarpusast cBoro poTtorpaduio 1 BCIOMHHAS 00CTOSTEIBCTBA, C HEH CBSI-
3aHHBIE, YEJIOBEK BO3Bpariaercs Bo Bpems dororpaduu. Co3maBacMbIi BOC-
TTOMHHAHUEM Pa3phIB MEX Iy BpeMeHeM, KoTaa Oblta cienana ¢pororpadus, u
BpeMEeHeM, B KOTOPOM HaXOJHUTCS pacCMaTPHBAIONINK (oTOrpaduio 4eIoBexk,
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CIY’KUT TTOKa3areieM MHTEHCUBHOW pe(IeKCHBHOMN EATETFHOCTH CO3HAHMUS
Ha/I BOCIIPUHUMAaeMbIM 00BheKTOM. BocTioMHHaHIE OKa3bIBAETCA CXOTHBIM C
Xy/IO’KECTBEHHBIM OIMCaHNEeM 00BEKTa, C IPEJICTABIICHHEM €T0 B XyIO)KECTBEH-
HOM TBopuecTBe. C OTHOI CTOPOHBI, MHULIIMUPYETCS peIekcHst, "3MEHEHNE
o0paza 00BeKTa, C APYTOil CTOPOHBI, TPOUCXOANT IUCCOIHAIINS aKTyaTbHBIX
CBsI3el 00pa3a, 00beKT HACHTH(PUIUPYETCS KaK YoKe U3BeCTHRIA. CBsI3aHHAS C
BOCTIOMHHAHHEM alTEPIIETIIH TPEICTAEeT HOBBIM CITOCOOOM HHTEPIPETAIIIT
00beKTa — OTCPOYCHHBIM BO BPEMEHH CTAHOBIICHHEM M Pa3BEPTHIBAHUEM €T0
KOHIIENTYaJIbHOH CTPYKTYPHI.

ITo Dxo, «hoTorpadudeckas cranus», aKIECHTUPYIOIIas 0OIIHE Xapak-
TEPUCTUKH 00BEKTa, B OTIMYHE OT «3€PKATbHON CTaaum», aKIEHTUPYIO-
meil B 00bekTe crenupuieckoe, B 4eI0BEUECKOM OHTOTeHE3€ HACTYIaeT
ropasno mo3aHee «3epkanbHOW» (Eco 1986, 234). B 10 e Bpems «doTo-
rpadudeckas cTaanus», Kak U «3epKabHas», €CTh CTaaus epexona ot Bo-
obpaxxaemoro k CumBonmaeckoMy. Torma pororpaduaeckas cepus Hemar
“Women of Allah” mo oTHomeHHIO K TpoIrieccy GOPMHUPOBAHUS «SI» XY-
JOXKHUIIBI €CTh aHAJIOT JIAKAHOBCKOHM CTaIuu 3epKajia (€ciu MOHUMATh ee
KaK Hadajo mepexoma oT Boobpaxkaemoro k CHMBOJIUYIECKOMY): CTaIH
KOHCTHUTYHPOBAHHS CTPYKTYPHl HOBOTO MHpA IOCIE TPaBMBI POXKICHUS-
SMUTpaNuH (HOBOTO POXACHWS), YCTAHOBIIEHHUSI OTHOIIEHUH C peasbHOC-
ThIO HEeJAaBHETO WpaHckoro mpomuroro (mo Jlakany, Innenwelt’a ¢
Umwelt’om). Cepus “Women of Allah” ecTs 0HOBpEMEHHO CO3aHUE XY-
TIOKHHTICH KOMIUIEKCa MPENCTaBICHUN 0 cebe («3epKalbHas CTagus») U
OTXOJ] OT COCPEIOTOYEHHOCTH Ha cebe, BKITIOYEHHE B CHCTEMY COIMATBHBIX
U KYJIBTYPHBIX HOpM («doTorpaduueckas cragus»).'s

[IpencraBnennsiii Hemar-monensio 00pa3 )KEHITUHBI-UPAHKA B TICPH-
OJ1 PEBOITIOIIIH, BHENITHUH 110 OTHOIIEHHIO K Hemar-aBTopy Kak ¢ HO3UITUH
JIOCTOBEPHOCTH/HEAOCTOBEPHOCTH OIIBITa, TAK M 10 XapaKTepy OIbITa U
KYJIBTYPHOH aMATH — CBOM/TyKOH, TOCPENCTBOM «TrOMeOMOpGHOM HacH-
THQUKAIHIY, TEM HE MEHee, CITOCOOCH MOBIHITH Ha (opMUpOBaHUE HO-
BOW MACHTHYHOCTH XyHOXKHHUIIBL. OHAKO B OTJIMYHE OT JIAKAHOBCKOH JTHa-
JIEKTHKHW TPaBMBI, pacKalbIBalONIel YelloBeka Ha (hparMeHTapHBINH BHYT-
PEHHHI OMBIT W BHEIIHIOIO HAEalbHYI0 (JOPMY 3TOTO OIBITa, KOTOpas
coOCTBEHHO W coolmaeT pparMeHTHPOBAHHOMY CYOBEKTY II€I0CTHOCTbD,
3epkanbHO-(poTorpadmaeckue orpakeHus B cepun “Women of Allah” ne
TOJIBKO COXPAHSIOT, HO Jake yCHJIMBAIOT (parMeHTanuio tena. Llemoct-
HOCTBH TEJIECHOTO 00pasa cyObeKTa B X0J¢ IPOCTPAHCTBEHHOW HICHTH(H-
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KaITi| €CIIA U IOCTUTACTCS, TO IPYTHM CIIOCOOOM.

M. Smnoneckuii Benen 3a K. I'punbeprom,' omuceiBas mepexom oT
WILTIO3MOHHOTO K TNTOCKOMY TIPOCTPAHCTBY HEpeNpe3eHTaTUBHOM KUBOIIHCH,
MCTIONB3yeT MeTaopy KapTHHBI KaK OKHA C HEMPO3PadHBIM CTEKIOM (M-
nonsckuit 2001, 23). dotorpaduu Hermar, pparmenTHpyromme 00beKT | Mo-
CPEICTBOM KJTUTPAGHH CTHPAOIINE PA3THINe MEXITy OOBLEKTOM M (JOHOM,
BBICTYTIAIOT JINIIIEHHBIMHU TIEPCIIEKTUBBL. JTO U €CTh OKHO, HE MTPOITyCKaloIIee
B3IJISI]T, B OTJIMYHME OT KAPTHHBI €BPOIIEHCKOTo THITA. OTCYTCTBHE MTEPCIIEKTHB-
HOTO BHJICHHA BIHCHIBaeT Hemrar B TpaauInio MEpCUICKOW MIHHATIOPHI: B
MUHHATIOpE «(PHUTYPHI ¥ TIPEAMETHI PacIiONOKeHBI Ha TUTOCKOCTH JIUCTA TI0-
nmo0HO KpacounoMy y3opy» (doppu 2002, 22). OdeBumHas ABYXMEPHOCTE,
BITpoYeM, 000paIIBaETCsl MHOTOMEPHOCTBIO M BCEBUACHUEM: JTUIIIEHIE H300-
PaKeHHS WILTIO3UX TTYOUHBI DJIMMUHUPYET BMECTE C POCTPAHCTBEHHBIM H3-
MepeHHeM BpeMeHHoe. M300pakeHre epexouT 13 BPEMEHH B BEYHOCTh.”
Ilepcunckne XymoXXHUKH, cO3/1aBasi MHHUATIOPHI, PUCOBAJH (JIIOZIEH, JIoIIa-
Jedl ¥ T.IL.) 10 MaMSATH, a He ¢ HaTypbl.>! OHU CUYNTAJIH, YTO TAKHM 00pa3oM
MOYKHO YBHICTH BCEJICHHYIO TaKOH, Kakoi BHen ee Astax. Cienora cunTa-
Jlach HarpasIoii, a He HeCYacTheM, TaK Kak, JIUIIas Xy[I0’KHAKA BHEITHETO 3pe-
HUS, OHA CITOCOOCTBOBaJIA PACKPBITHIO MTOTEHIINANIA BHYTPEHHETO 3PEHHS.

YcnoBHOCTE OecTIepCeKTHBHOTO H300payKeHNS — HE IMHCTBEHHOE CXOJI-
cTBO oTorpadmdaeckoit Maneps! [1lnpra Herrar ¢ nepcuackoit MUHAATIOPOT.
Tak, nkoHOOOpUECKast TEHACHIIHSA B HCIIaMe, 3aITpeTaBIasi BCE MOTBITKH PeTtl-
pe3eHTanu 00KECTBEHHOTO Havaja, B pe3yJibrare, 00epHyJIach CHMBOJIN3-
MOM cIT0Ba ¥ OYKBBI; HCKyCCTBO KaJUTUTpada OIeHNBAIOCH BBIIIE NCKYCCTBA
muauaroprcta (oppu 2002, 23). ITosTrdaecknii TEKCT, BCTABICHHBIN B TIPO-
ctpaHcTBO (hotorpaduit Hermar, nckomoe caro spiritualis, HOCUTETb CKPBITO-
TO CMBICTIA, 00IaaeT 0CO00H 3HAYMMOCTHIO TT0 CPAaBHEHHIO C U300payKEHUEM.
ABTOpCKast 3aKpeTIeHHOCTh TEKCTa Ha apcy — aHAIor HH(OpMAIAH O TIHIC-
1€, COMPOBOXKIABIIEH MPAKTUUECKH KAKJIbIM MEPCUICKUNA MaHYCKPHUIT; aB-
TOOOBEKTHOCTH (hoTorpadnii, MO3UITHOHUPYIOIINX XyAOKHIKA B KAY€CTBE MO-
JIENT ¥ TEM CaMbIM BU3yaJIbHO MapKUPYIOIINX aBTOPCTBO, — BAPUAHT aBTOPH-
3anuu npousBeneHus. [lepcruackne XynoXKHUKA-MAHHUATIOPUCTHI CO3HATEITHHO
OTKa3bIBAIMCH OT MHIMBHUIYaIN3allUN CBOUX PadOT (Kak MpaBWIIO, OHU HH-
KOTJIa HE OCTaBIISUTM Ha MUHHATIOPE CBOEH TIOATIHCH), B TO YK€ BPeMs PadOThI
BEJIMKUX MAacCTEPOB JIETKO Y3HABAEMBI: ITOJIIIFCHI0 — JIUIIOM XyJOKHUKa OblIa
€ro MaHepa mMchMa, €ro Bapualusl yCTaHOBJICHHOH Tpaauliue HopMbl. Bripo-
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yem, LlIupun Hemar mepeBopaunBaeT TpagullMOHHOE OTHOIIEHHE: HE M300-
pakeHHe JOTONHSET TEKCT, HO TEKCT JOTONHsIeT MUHHATIOpyY. [Ipn 3ToM oHa
10 CYIIECTBY OKa3bIBaeTCs ONMKe K MyCYITbMaHCKOMY B3IVISITy Ha MHp, Tak
KaK BH3yaJIbHOE UCKYCCTBO B II€JIOM MEPBUYHO IS MyCyJIbMaHCKOTO CO3HA-
HUs.? 31ech BXKHO €IIle pa3 MOIIEPKHYTh, 4TO «CTa s BOOOPaKaeMOroy ¢
ee «3epKasbHBIM S1» hopmupyercs, mo JlakaHy, Ha JOS3BIKOBOM YPOBHE, JI0
TOTO, KaK «9UCTBIN CyOBEKT» BCTPETUTCS C IIETIOCTHOCTHIO YETIOBEYECKOTO MIPa
OTIOCPEIOBAHHOTO 3HAHUS U OTIBITA.

Ecnm B mepcuackux pyKOMUCSX PACTUTENBHBIH OPHAMEHT COTPOBOXK-
JIaeT KaK caM TEKCT, TaK 1 MHHHATIOPBI-FIUTFOCTPAITNH, TO Ha GoTorpadusx
Hemrar pacturenbHBII OpHAMEHT 3aHUMAET B3aUMOIOITOTHUTEIHHYIO TIO3H-
MO TI0 OTHOIIEHHIO K BKJIIFOUEHHOMY B IMIPOCTPAHCTBO (OTOrpaui TEKCTY
Ha papcu.” B n300paxeHnH YeI0BeKa MUHHATIOPA, KaK MPABUIIO, aKI[CHTH-
pyeT He MHAMBHUAYAIBHOCTH, a onpenesieHHbd Tun. dotocepus Hemar
“Women of Allah” — Takke He MPOTOKONMPOBAHNE KOHKPETHO-UCTOPHYIEC-
KOTO OTIBITa, HO SIBHASI THUITH3AIHS KEHCKOTO 00pa3a Mmepro/ia aHTUIIIaXCKOH
peBomtoruy. XKIUBOMTHUCH MUHHATIOPHI TIPUCYTIA OTPe/IeTIeHHAs «KOHIICTIIINS
MuposnaHus»: «CocTosHUE TIEpCOHAXEH, HIOAHCHI HACTPOCHUS TIepeaaroT-
CSl PUTMOM W KOIIOPHTMOM, «aKKOMITaHEMEHTOM» Tei3axkHoro ¢ona. Ho
HE3aBHCHMO OT CIOKETa B PEIICHWH MUHHUATIOP COXPAHSETCS TIOCKOCTHO-
OpHaMeHTallbHOe eqHCTBO. [1000HBI TIOAX0/ HCKITIOYaeT OCTPOTY Jpa-
MatusMa. OTpyOJIeHHBIC TOIOBHI M paCCEUCHHBIC Tella Ha 110J1e 005 BOCTIPH-
HUMAIOTCS B €JMHOM y30pe ¢ KOBPOM I[BETOB, OPHAMEHTOM KOHCKHX ITOTIOH
n mutoBy (Hoppu 2002, 24). B cepun Hemrat “Women of Allah™ o6napyxku-
BaeM OJIM3KUI MOAXOM: Pealii BOCHU3UPOBAHHOM JTEHCTBUTEIEHOCTH Bpe-
MEH HPAHCKOH PEBONIOIMH BOCTIPHHIMAIOTCS B €IMHOM Y30p€ C PaCTUTEINb-
HBIM OPHAaMEHTOM U PEIIEHHBIM OPHAMEHTAIHFHO MOITHYECKAM TEKCTOM.
Conon0XEeHHOCTh OPYKHS U TEKCTa-OpHAMEHTA, C OAHON CTOPOHBI, KaK B
MePCUCKONH MUHHATIOpE, CHUMAET BHEIIHUH ApamaTu3M, cooOmiast GpoTo-
rpaduu 1pamMaTiH3M Ha YPOBHE TITyOMHHOTO CMBICIIA, C IPYTOH CTOPOHBI, YCH-
JUBAET €r0 BU3YAIbHBIM IIPEICTaBICHNEM TPAJAUIIMOHHON OMIIO3HUIINU HC-
KyccTBa (T1033WH) W KU3HY (BOWHEI M TIOJIUTHKH ).

TakuM oOpa3om, BIUCAaHHOCTE ¢ororpadwmii Hemrar, coderarommx
n300paxxeHre, TEKCT W OpHAMEHT, B TPAIUIUIO TTEPCHICKOW MHHUATIOPHI
0TYACTH YIIpa3gHAET BpeMeHHOe m3MepeHne ¢porocHuMKa. B “La chambre
claire” (“Camera lucida”) Poman bapt nmpoBoguT aHaIOTHIO MEXKITYy MEpT-
BEHHOU mpupoaoit pororpadyun u CMEPTHIO, CBA3BIBAS CO CMEPTHIO Kak c(o-
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TOrpapMPOBAHHOTO — HETIOBMYKHOTO 3arpUMHUPOBAHHOTO MEPTBEIIa, TaK H,
0TYaCTH, punctum — yKOJI B CEp/Ile, HAHOCUMBIN 3pUTEN0 KaKOH-HUOYIb
HE3HAYNTENbHOH aeranbio (ororpadun. doroyBennyueHne neTad, Kak U
CBEPXKPYITHEIH IIJ1aH, TATOTEET K «M30TMPOBAHHON MOMEHTAIBHOCTI (SIM-
nostbekuit 2001, 50), ¢ ogHOM CTOPOHBI, CO3MAIONIEH HHTCHCHBHOCTD TIPH-
CYTCTBHSA, C IPYroil — JMUIIAONEel 00bEeKT IBIKEHHUS BO BPEMEHH M, KaK
CJIENICTBHE, COOTHOCHMOM cO cMepThio. B cepun “Women of Allah” ¢oro-
rpadun, aKIeHTHPYIOIINE U H30JIHPYIONINE YaCTH YeJIOBEYECKOTO Teja, Cy-
MIECTBYIOT Hapsay ¢ poTorpadusmMu, rie TeI0 COXpaHsieTcsl KaKk KOHIENTY-
ajpHas CTPYKTYpa. [[Bmkenne horokaMepsl, TO MPUOIMKAIOIICHCS K 00bEK-
Ty, TO yHOAJSIOMENHCsS OT HETo, MO3BOJSET MPEOAOIETh HU30IUPOBAHHYIO
MOMEHTATBHOCTH ()OTOYBEITMIEHIIS, BEIBOJAILYO OOBEKT 32 paAMKH IPOCTPaH-
CTBEHHO-BPEMEHHOTO KOHTHHYYMa, U, B pe3ylibTare, HAMETUTh YTk K Tpe-
OJIOJICHHUIO CMePTH. BIipoueM, BO3MOKHOCTB BBIXO/IA U3 COCTOSTHUSI BpEMEH-
HOW CMEpPTH HaMe4YeHa CaMUM INPUCYTCTBHUEM TEKCTa B cucTeme (poTtorpa-
¢un. Tax, ¢ Toukn 3peHnus M. SIMIIOIBECKOTO, KOTOPBIA YTBEPKAAET, UTO «B
MPOIIecCe PEeTpPe3eHTHPOBAaHUS CyOBEKT yTpadnBaeT CBOIO WHAWBHIYallb-
HOCTBH M CTAHOBHUTCS ‘““UMICTBIM, O€3BOJBHBIM CyOBEKTOM TMO3HAHUA » (M-
nostbekmit 2001, 74), cBOETO poza CMEPTHIO SBIISETCS M CaM IIPOIece perpe-
3eHTHpOoBaHus. Torma B paMkax oTorpaduu Kak HCKyCCTBa, KOPPECTIOHIH-
pYIOIIEero ¢ TeMoi cMepTH, B cepur Hermar “Women of Allah” Beigensiercst
TEKCT, BBITIQAAOMINH 13 cephl perpe3eHTAINH 1, CIIeJI0BaTeNbHO, U3 che-
PBI CMEPTH, KaK MOKHO TIPEAIIONIOKHTH, Clieays oruke M. Ammnonsckoro, B
cepy Ku3HEHHOTO, B chepy BOIH.

Ilepetins mozmuee ot ¢pororpadum k Buneo, Llnpra Hemar nepemia B
UTOTE OT MAen OECKOHEYHOCTH BPEMEHH K HJIee €r0 NUCKPETHOCTH, T.e. U3
BEYHOCTH BO BpEMSI, IBIKYIIEECs, KaK U TE€POUHS BHUJEO, B OTPEICTICHHOM
HarpaBieHuu. Kak u3BeCcTHO, JIMHEHHOE BpeMSsl, OTHO U3 MPOABICHUI HEMU-
(udecKoro BpeMeHH, IPUCYIIE B OONIBIIEH Mepe eBPOIEHCKOMY CO3HAHHUIO.
PazButHe mpencraBineHUi O TMHEWHOM JBIKCHHH CBSI3aHO ¢ (hopMHUpoOBa-
HUEM UCTOPHYECKOTO CO3HAHMSA, C 0CO3HAHMEM HJIeH Havdalla i KOHIIA, U, KaK
CleZICTBUE — ABONIOLUHM, pa3BuTus. [lepexon Hemar k quHeHOMY JIBHOKe-
HUIO, KaK MPOCTPAaHCTBEHHOMY, TaK 1 Bp€MEHHOMY, 3HAMEHYET, C OHOH CTO-
POHBI, ee IBIKEHHE OT MYCYITbMaHCKON KyJIBTYpPhI B CTOPOHY KyJIBTyphI €B-
pOIIECKOTO THUIIA, C APYTOW — 3aBepIleHHE HAYABHON cTamguu rite de
passage,’* oTieNeHre OT MPEKHETO MUPA, U BCTYIUICHUE XYI0KHHIIBI B HO-
ByIO (pa3y Ha ee MyTH K HOBOW WACHTUIHOCTH.
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ON THE BOUNDARY OF BODY AND TEXT:
SHIRIN NESHAT

Lyubov BUGAEVA

Russian Institute for Cultural Research, St. Petersburg

This paper concerns works by Shirin Neshat, an American artist from
Iran whose works serve as an example of the differentiation of Eastern and
Western mentalities and at the same time as an attempt to integrate Iranian
experience into a new context and to re-conceptualize it. Meanwhile, the
geopolitical perspective is not the only one in Neshat’s works; geopolitics is
a means to create a semiotic tension and thus to actualize eternal philosoph-
ical questions. Neshat’s first photo series “Women of Allah” attracts atten-
tion by its enigmatic and crypto-semantic character: the artist covers the bodies
of photo models with text in Farsi. The Farsi language in Neshat’s photos
functions as a transfer into another language and into another system of ex-
pressiveness incorporated into the visual system of photography. The para-
digmatic code, which is a type of secret sign language, substitutes signs with
those of a different kind. The crypto-text, like a riddle or an enigma, ex-
cludes the sought-for-object from the system to which it belongs and from
any other system; and this is what Neshat’s photo series “Women of Allah”
demonstrates. The representative character of photography excludes the ver-
bal text. The visualization of the text, drawing it nearer to an ornament, ex-
cludes the text as a means of verbal communication. Finally, the choice of
the Farsi language excludes the meaning of the text for a viewer (both West-
ern and Muslim) who is unfamiliar with Farsi. However, the interpretation
of the Farsi text on the photos by Neshat provides a clue to the Eastern men-
tality placed within a Western context.

In the theory of bodily transformation by Shaykh Ahmad Ahsa’i, the
body in its existence and development passes through four stages; two of
them can be called ‘jasad’ (corpus) and the other two ‘jism’ (body). What is
to be resurrected is in fact the ‘caro corporalis’, though purified of its opac-
ity and density and revealing the invisible luminous body, which then be-
comes the ‘caro spiritualis’. Shirin Neshat in her photo series tries to con-
strue the ‘caro spiritualis’, which in Islam is considered imperceptible to the
sight of ordinary humans. The ornamental text in Farsi, on the one hand, like
a garment masks the human body in its first stage of existence — ‘caro corpo-
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ralis’. On the other hand, the Farsi text like the ‘caro corporalis’, which is
metaphorically identified as an item of clothing that one wears, hides the
‘caro spiritualis’, the forth stage of bodily evolution. If one is to identify the
hidden meaning of the Farsi text with the body hidden under the garment and
consequently with the sought-for-object ‘caro spiritualis’, then deciphering
the text will be an analogue of the final resurrection in ‘caro spiritualis’. The
photo series by Neshat explores the traditions of the mystical poetry of Sufism
and Rumi in particular, as well as the traditions of hurufism (huruf — ‘let-
ter’). As in hurufism, which prescribes high meaning to letters and reads
them in the surrounding world as signs of fate and destiny, Shirin Neshat
develops the crypto semantics in her photography. The article explores and
interprets Shirin Neshat’s crypto technique that, metaphorically speaking,
allows one to make visible the hidden and ciphered ‘caro spiritualis’, and
hence helps reconstruct partially some characteristics of the Eastern mental
landscape within a Western context.
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INPUMEYAHUA

! Cpenyt eMMHWYHBIX MCKITIOYEHHH — depHO-0ermast (pororpadus KEHITUHBI C
PYXbeM, pyKH KOTOPOH B ITepUaTkax HeO)KNIaHHO-KPACHOTO — KPOBABOTO L[BETA, U
yepHO-0Oenast pororpadusi KEHIIUHBI C PYXKbEM M KPacCHO-XKEITHIM TIOIBIIAHOM
(Seeking Martyrdom No2).

2 “This precision of balance [between controlling the visual while releasing the
sensual] can visually transform the clasping of two maternal hands into an embracing
vaginal hold of two infantile hands in the simulation of a fetus formation. This is the
mother-and-child: in the making. In another move with similar features, she can
aesthetically transform the dismissive clasp of the vaginal formation into the moment
of pregnancy into the inviting openness of a womb” (Dabashi 2002, 37).

3 M. SIMnonbCKHli HATIOMMHAET, CChUIAsACH Ha B. BeHbsIMUHA, 4TO JATHHCKOE CIIOBO
textum o3HadaeT ‘maytuHa’, ‘ceTh’ (SAmmomsckuii 2001, 160).

4 TTo muenmro Xamuma J{abamm, Terma Ha ¢poTorpadusx Hemar “are the sites of
critical contestations with the cultures that create, seal, and sign them. Bodies are the
signed and sealed signatures of a culture. In and of themselves bodies are already
inscribed, constituted, defined, veiled beyond recognition. Veils are just the slightly
more exaggerated veneers of cultured bodies” (Dabashi 2002, 45).

5 labGaru ccbliaeTcsl Ha aHTIIMICK I TiepeBox Kauru Axca’u “Kitab Sharh al-
Ziyarah” B: Corbin Henry. Spiritual Body and Celestial Body”: From Mazdean Iran
to Shi’ite Iran. Princeton, 1977. P. 180-221. /labamu cymMMHpyeT OCHOBHBIE OO~
KEHHS TEOPUH TeNeCHOCTH AXca’H:

We are born into the world in our:
Jasad A (Caro Corporalis)
Upon our death, our soul departs from our Caro Corporalis
and enters our:
Jism A (Astral Body)
After a cosmic pause and at the wake of the Day of Judgement
our soul moves from our Astral Body and enters our:
Jism B (Terrestrial Body)
And finally on the actual day of Judgement we are bodily
resurrected out of our Terrestrial Body and into our:
Jasad B (Caro Spiritualis)
(Dabashi 2002, 49).
¢3ameTnMm, 4TO UEH Xypy(hHu3Ma OObIrPhIBACT aApPECOBAHHBIN HETIOCPEICTBEH-
Ho K yuenuro dazaanaxa poMaH COBpEeMEHHOTo Typerkoro nucareinst Opxana [1a-
Myka «HepHas kHUray. ImaBHbii repoit ["aun “ineT nponaBUIylo )KEeHY U, BMECTE C
TeM, CTPEMUTCS pas3rajgarbh TallHy MHpa, IBITAasACh IPOYECTh KaKk OYKBBI HA CBOEM
JUIe, TaK U OYKBBI-KIIIOYH K TaifHe MHpa, paccesHHBIE B OKpYy’Kalommel IeHCTBH-
TENBHOCTH.
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" Tlo B. BeHbsMuHY, «XapaKkTepHOMN YepTOil HCTHHHOMW ayphI SIBIISICTCS OPHAMEHT,
OpHAMEHTAJIbHBIIl HUIMO, B KOTOPBIH, KakK B (Y TIISIp, 3aKIIOYECHBI IPEAMET WU CYIII-
HOcTh» (Benjamin Walter. Hashish, Beginning of March 1930. P. 328, mut. mo: Swm-
nonbekuit 1991, 85). Ha dotorpadusax Hemar apabckast BsI3b, HalOMHHAIOIIAS Op-
HAMEHT, 3aKJIF0YaeT B c€0e CMBICI TEKCTa, MOIEKAIINI PACKPBITHIO.

8 Cp. co cruxamu Pymu, yTBep)KAAIOIIEro, YT0 CTeHa — 3TO IUIOTh, KOTOPAst
OTZENSAET CTPAX/YIIEro — MHUCTHKA OT BOJBI — MCTOYHHMKA MO3HaHUS: “Die now,
die now, and break away from this carnal soul, for this carnal soul is as a chain and
you are as prisoners” (Rumi. “Die now” // Persian Poets 2000, 122).

Y Hacumu mucai Ha TpeX si3bIKax: a3epOaiKaHCKOM, apabCKoM U (apcH.

1 Hampumep:

Kopann meoux ycm — kax meod, kak me0 — mMeoUx ycm
Kopain,
OH cman ciauge HCU3HU MHe, OH MHe Claue HCUSHU CIA.
Cusanve 1yHbl — MO UK, MBOU UK — CUSAHbE JIYHb,
Ilynyoeo-an niamensv ugex, ux naamMeHb NYHYOB0-AJl.

(Hacumu 2001, 200)

' Tak, ¢ TOYKY 3peHust Cy(HU3Ma, TPEXU 3aTrPA3HIIO CEPILE YSTOBEKa, JTUIIIAS €T0
CIOCOOHOCTH OTpa)xaTh 00XKECTBO.
12Cp. y Hacumu:
«Bo B3mIs11€ UEI0BEKAa — CYTh BCEJIICHHOI,
Bce, umo Annax 3amvicaun u uzpexy

(Hacumu 2001, 294).

13 M. SImmonsckuii ceplmaercs Ha: Sartre Jean-Paul. Being and Nothingness. New
York, Washington Square Press, 1966. P. 346—347.

14 «BoCIIOMUHAHIE — JTO YTCHUE YEr0-TO HEBUANMOTO [UISl BHEIIIHETO HaOII0-
JlaTells, YTeHHEe CKPBITOro TEKCTa Ha CeTYaTKe, BEITECHAIOIIETO BUJCHUE aKTyallb-
HO CyIIecTByIoIIero. [71a3 yTpadnBaeT yCTPEMICHHOCTh Ha TUCTaHIIMPOBAHHOE.
OH kak 051 oOpamaeTcs BHyTphs caMoro ce0s. OOBEeKT 3peHus Tenepb OKa3bIBaeTCs
He BHE IIa3a, HO BHYTPH HETo, Ha COOCTBEHHOH ceTyaTke, KOTopas IepecTaeT pe-
TUCTPUPOBATh BHENIHNE O0BEKTHI M CaMa CTaHOBHUTCS 00BEKTOM 3peHUsD) (SIMITOb-
ckuii 2001, 150).

15 O s1-00bEKTHOCTH CaMO CO3HAHMS KaK YCIIOBUH (POPMUPOBAHHS «sD» cM.: CMup-
HOB 1999, 32.

16¢< ..> when dealing with such phenomena, we can never totally abandon the
memory of the mirror images, of which they are monkeys” (Eco 1986, 235). “Imprints
are not mirror images, but we read them a/most as if they were” (Eco 1986, 236).

17Kak 0 3epKaJbHOM OTPa)KCHHH CMOTPSIIEro PyMu roBopuI 0 mpopokax U o
CBATBIX:

«Teno cBATOTO, HCYE3HYB, CTAHOBHUTCS 3€PKAJIOM: B HEM TEIEepb OTPaXKaloTcs
JIMKH IPYTHX.
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He Oyuryit u He mroiicst: TBI ceOs OILTIOCITh, M YAaphl TBOU Ha TeOs ke MamyT.
Yponnue muk 3epkana? Her, To1. Tol Bunums Maputo ¢ Uucycom? [la, Tl BUIUIIE
ceOs1.

Ho cBATO# — 1 HE TO, ¥ HE ATO: JIUIIIH TBOE OTPAKEHBE OH MPEN TOOOIO ABISIET»
(M, 4, 2140-43). UnTepecHo, uto B pomane Opxana [lamyka «HepHas kHUTa» O9A4
IJIABHOT O TePOst, HOCSIIHUi po3padnoe ums [xemnsuts ([xanan an-mqua Pymm), onm-
CBIBAET COCTOSTHME YETIOBEKA, HAXOIAIIETOCS B TI0JIE 3PEHUS] HEKOTO BCEBHSIIETO
JYXOBHOTO M BHETEIIECHOTO — TPAHCIEHJCHTAIBHOTO 1a3a. «I a3y, co3naHHbINA
camuM [IxensiemM, — HE0OXOANMOE yCIIOBHE CyIECTBOBAHUS MOCIEAHEr0: «S co-
3man ero, a oH — MeHaA!» (Ilamyk 2002, 149); «5 ayBcTBOBAI, YTO CYIIECTBYIO, TAK
KaK Ka)kKAbIH MHUT HAX0XKYCh T10]1 HabmroneHneM. bynro, ecii 3ToT mia3 He Oyzet MeHs
BHJETD, 5 IEPECTaHy CyIIecTBOBaTh) (Tam xe, 150). B To xe BpeMs TpaHCIEHACH-
TaJbHBINA «IIa3» U ecTh caMm Jxensinb: «S1 cpa3y MOHsII, YTO TOT, KOTO S yBHIET
MBICJICHHBIM B30POM, HE €CTh MO€ Iofo0ue — 3710 st caM. M Tora st modayBCTBOBA,
YTO ONIYIAeMbI MHOIO B3I “TiIa3a’ — 3TO MOH B3I, To €CTh 5 CTas TeM, 9TO
elle HeTaBHO OBLIO «T71a30M», M HaOImona ce0st co CTOpOoHbD (TaM xke). B pesyisra-
Te, B3I Ha ceOsl CO CTOPOHBI, pa3roBOp ¢ COOOH «O3HAYAIOT TUXYIO JIPYKECKYIO
Oecemy co BTOPBIM, a TIOTOM M TPETBUM «sD», KOTOPOE MBI HOCHM B cebe» (TaMm ke,
151—152). ITo ITamyKy, «4UTaTh — 3TO 3HAYUT CMOTPETH B 3€PKAJIO; TE, KTO MOTYT
IIPOYECTh TalHy 3epKajia, MEPEXOasIT B 3a3epKasbe, a Te, KTO HE UMEET TOHSTHUS O
TaliHe OYKB, BUIAT TOJIBKO OaHampHOE oTpaxeHue cBoux jumy (ITamyk 2002, 440).

18 «YnBauBasiCh (B MUMHYECKOH MacCKe, B IPSIMOXOXKICHHUH, B ACHMMETPHH PYK),
TEJIO CTAHOBUTCSI CAMOOTHOCHUMBIM, OTJEISIETCSI OT CBOETO (PU3NYECKOTO OKpYXKe-
HUSI 1 TEM CaMbIM 00pETaeT BO3MOXKHOCTh OTCHUIATh K MUPY KaK K Ty’KOMY — KaK K
TpebyromneMy TI00aIb-HOTO 03HAYMBAHUS, YTOOB! OBITH APONPUHUPOBAHHBIM YeII0-
Bexom» (CmupHOB 1999, 195).

1 Greenberg Clement. The Collected Essays and Criticism. V. 3. Affirmations
and Refusals 1950—1956. Chicago, 1993.

2 Cp. B pomane Opxana [Tamyka «Mewns 30ByT KpacHbiit»: « Tl BUIHIIB, TOTO-
BbI Xocposa u IllnpuH NOBEpHYTH! APYT K APYTY, a GUTYPHI ClIETKa Pa3BEPHYTHI B
HaIly CTOPOHY. DTO ITOTOMY, YTO OHH 3HAIOT: OHN HAXOAATCSI HA MUHHUATIOPE, MBI
OyneMm Ha Hee cMOTpeTb. OHH CIOBHO JAlOT HAM IOHATH, YTO BBIIUIM M3 MaMSITH
Amnnaxa. Tam, Ha pucyHKe, BpeMsi OCTaHOBIIIOCH. M kKak ObI TOPOTUIMBO HU pa3BHBa-
JIUCH COOBITHS pacckasza, H300pakeHHOTO Ha PUCYHKE, TepOH OyIyT HEIOJBMKHBL,
OHU HE JBUHYT HU PyKOH, HY TEJIOM, HH Jaxe Ia3aMu. [ BMecTe ¢ HUMH 3aCTBIHET
BCE, YTO €CTh B CHHEW HOYH; M ITHIIA, JIETSIIAst B TEMHOTE CPEH 3BE3], HETIOBIKHA
B BeYHOCTH, OyaTo mpubduTas k HeOy. Ctapble MacTepa, OKHAaroIye 6apXaTHOU ThMBI
Asmaxa, XOpOIo 3HaJIH, 9TO €CJIH OHH OyIyT JHAMH, HEJETSIMH, HE IIEBETSICh, CMOT-
PETh Ha TaKWE PUCYHKH, TO JyIa UX B KOHIIE KOHIIOB PACTBOPUTCS B OECKOHEUHOM
Bpemenu pucyHka» (ITamyk 2002, 436-437); «nest 6eCKOHEIHOCTH BpeMeHH, B KO-
TOpy!o apaOcKkue Kaamurpadsl BEpWIN Ha MPOTSHKEHUH IISITUCOT JIET, BOIUIOTHIIACH
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HE B TeKcTe, a B pucyHke» ([lamyk 2002, 95-96).

21 Cp. y Iamyka: «ITOMHHTh — 3TO 3HATh YBHACHHOE. 3HATH — 3TO IIOMHHTb
yBHAEHHOE. BuaeTs — 3710 3HaTh, HE BcrioMuHast. [loiry4gaercst, 4To0 prucoBaTs — 3TO
3HAYUT BCIIOMHHATh ThMy. <...> Bce Benmkue mMactepa B CBOMX paboTax MoCpen-
CTBOM KPaCOK HIIYT Ty IITyOOKyT0o ThMy BHE BpeMeHm» (I[Tamyk 2002, 102); «Xymox-
HHUK PHCYeT HE Ty JIOIIA[b, KOTOPYIO OH BHUAMT, a Ty, KOTOpasl OCTalach y HETO B
TIaMSTH, KOT/Ia OH CMOTpEJI Ha Hee» (Tam ke, 108).

22 «AJTax co3maBajl MUp TaK, YTOOBI CHAYasIa €r0 MOYKHO OBLTO BHIETE. A TIOTOM
Jlall HaM CJI0Ba, YTOOBI MBI MOIVIM TIOJICITUTHCS YBUACHHBIM, HO MBI U3 3THX CJIOB
C/IeNany UCTOPUU U CUUTAM, YTO PUCYHOK CYIIECTBYET KaK JOMOIHEHHE K ITHM
UCTOpHSM. XOTsl, Ha CaMOM JIeJIe, pUCOBaTh — 3TO 3HAYUT UCKAaTh AJJIaxa U BUIETh
BCEJIEHHYIO TaKoi, kakoi Bumen on» (ITamyx 2002, 106-107).

2 3amerum, uyto [llupuH He eqUMHCTBEHHAS HPAHCKAS XYIOKHHUIA, TPOIOIDKAI0-
Imast TPaAUIHIO TIEPCUACKON MUHUATIOPEL. COeMHEHNE BU3YaIbHOTO U BEPOATIbHO-
TO psiia HaXOI¥M B rpou3BeneHmsx 3oxpada 3edepu (Sohrab Sepehri, 1928—1980).

2 Ecni IPUMEHHUTBH K SMHUTPALNH KaK K [IEPEXOJHOMY COCTOSIHHIO (pa3oByro Kare-
TOPH3ALMIO rites de passage, BEIIETSA, KaK U B 00psizie MEPEXOAa, NPENUMUHAPHYIO
(oOpsiz oTaeneHus), rumuHapHyro (IPOMEXYTOUTHOE COCTOSIHUE) VL HOCIIUMUHADHYIO
(o6psin Brmouenns) dazer (I'ernen 1999, 15, 24, 166), To, 04eBUAHO, UTO «dOTOrpa-
(huaeckas» craans TBopueckoit spomorn npina Hemar, npencrasnenHas cepueit
“Women of Allah”, 3HameHyeT npeTMMUHapHYTO (ha3y mpornecca nASHTH(HUKAINH Xy-
JOKHUIBI-(hoTorpada, a IMEHHO: OT/ETICHHE OT MPEIIECTBYIONIEr0 MeCTa OOUTaHUS
¥ 3aHIMAeMOMH MPEex /e MO3HIIH, COOTHOCUMOE C BPEMEHHON CMEPTBIO.

© JIro6oBs byraesa, 2004
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CEMHUOTHUKA N30BPABUTEJIBHOI'O HCKYCCTBA
NCIIAMA

Ceemnana MAX/IUHA

B coBpemeHHOM MHpE CTEPEOTHITHOE BOCTIPHSTHE HCIaMa Ha 3ara/ie CBsi-
3aHO C TEPPOPU3MOM, BOMHCTBEHHOCTBIO M arpecCHBHOCTHIO. [IoHATHO, UTO
9TO MCKaKEHHOE W HEBEpHOE IpeacTaBieHne. M Hu omuH 00pa3oBaHHBIA U
MIPOCTO JYMAIOIINK YeJIOBEK HE B COCTOSHUM pa3/ieisITh Takoe MHeHHe. 160
WCJIaM — PENTTHS, KaKk U Jro0ast Apyras, OTHIONb HE CBA3aHHASI C arpecCHen.
Hao6oport. Criia 3Tol pesTuruy B TOM, UTO €€ ITOCIIeI0BaTeNIeM MOXKET OBITh
000 YeI0BeK JTF000# HAITMOHATBHOCTH. BHIMaHME K UCIIaMCKOH KYITBTYPe
IO BITOJTHE TTOHSATHBIM IPUYMHAM B HaIlle BPeMS aKTyallbHO M BaJKHO.

OcobeHHOCTH FicTIaMa HEeTIOCPEICTBEHHO HAXOST OTPAKEHHE B UCKYCCT-
Be. Kak m3BecTHO, Mcimam BoOpan B ce0s 3JIeMEHTHl HyIan3Ma U XpHUCTHAH-
ctBa. VX 3HaKOBBIE 0COOEHHOCTH BBIPAYKEHUS CYIITHOCTH SIBIICHUI HAIIIIH OT-
pakeHre W B MyCYJIbMaHCKOM HCKyccTBe. KcTatn, U nynansm, U XpHCTHaH-
CTBO ITepepadoTalli MHOTHE S3bIYECKUE TPEICTaBIeHNs . TakuM 00pa3oM, B
HCKYCCTBE CEMHUOTHYECKHUH IJIACT ATUX CHMBOJIOB JOBOJIBHO MHOTOOOpPAa3EeH.
OpnHako ¥ caMm McilaM BHEC MHOTO HOBOTO, YTO HAIILTO OTPaKEHHE B 3HAKOBBIX
(hopmax Xyn0KeCTBEHHBIX TPOU3BeneHU. 1 3T0 BTOpOil ypOBEHH 3HAKOBOC-
TH 53bIKa MYCYJIbBMaHCKOT'O MCKYCCTBA. be3yCclI0BHO, KaXKIbIi HAPOI, KaXK IbIi
PETHOH CO BpeMeHEeM BBIpabOTaI COOCTBEHHBIE CHMBOJTMYECKHE 0003HaUe-
HUS T€X WIM WHBIX OCOOCHHOCTEH OKpYIKaloIe ux aercTBuTebHOCTH. Ec-
TECTBEHHO, YTO 3TO TAaK)Ke HAIUIO BOIUIOIIEHHNE B HCKyccTBe. [lomuMo cTa-
HOBJICHHSI CHHXPOHHBIX CHMBOJIIYECKUX CPE/ICTB, CYIIECTBYIOT U AHAaXPOH-
Hble U3MEHEHUS, B3aMMOJEHCTBYIONINE ¢ HUMH. [ OBOpS O 3HAKOBOCTH
HCKYCCTBA HCJIaMa, CIIETyeT UMETh B BU/IY, YTO HENB3sI B 9TOM HICKYCCTBE Bec-
TH pedb O 3aKOHYEHHOM OTOXKIECTBIICHHUH JIBYX SBJICHUN — 3HAaKa-QPOPMBI U
ero koHmenTta. «OrpaHIYeHHOCTh U KOHEYHOCTh 3HaKa-(hOpMBI MTPeooneBa-
€TCs YBEPEHHOCTHIO B 0ECKOHETHOCTH «BEIIN (MMEETCS B BHTy KaK IPON3Be-
JeHUS TeKOPaTHBHO-TTPUKIIAHOTO UCKYCCTBA, TAK U My3bIKaJIbHbIE TIPOHU3BE-
JICHVISI, B apXUTEKTYpHBIE (OpMBL, U T.II. — C. M.), B OyKBaJILHOM IIPE-BKYIIIE-
HUH 3aII0BETHOTO CMBICNa».! BOT moueMy MycylbMaHCKOE HCKYCCTBO CTONb
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MHOTO00pa3HO, TPUBIIEKATEIIHO M CETOIHS BHI3BIBACT HETIOICTIbHBIA HHTE-
pec Bo BceM Mupe. FlHTepec 3TOT BBI3BAaH U TEM, YTO HCKYCCTBO HCIaMa Ipe3-
BBIYAITHO KPACHBO. DTO HCKYCCTBO CTPEMHIIOCH ITPETBOPSTH SMOIIVH, BBI3BaH-
HBIE YYBCTBEHHBIM ITOCTIKEHUEM TIPEKPACHOTO B yMo3peHue. Takoe Bocpu-
ATHE CIEINAIbHO BOCIHUTHIBAIOCH W JOBOAWIIOCH 10 padMHUPOBAHHOCTH
TUTEPATyPHO-XYIOKECTBEHHOTO co3epianus (amada). Konmenmust KpacoTb
(hopMynHpyeTCst BO MHOTHX XaJucax: «AJuaxy JKaMIITYH Ba I0XHAOY-JI-/Ka-
Mana» («bor Kpacus u OH I00HT KpacoTy» ) — 04CHD H3BECTHBIN XaIiC, MHO-
TOKpaTHO MPUBOIUMBIA pa3HBIMHU aBTOpaMH. biIM30k eMy 1 ApyToii: «ABBaTy
Ma xayaka Aimaxy ai-akiay («Amam, seisromuiics [Ipopokom, ects o6pas
(cypar) mepBuaHOTrO Paszyma, a mepBUYHBIA pa3yMm OOHapyKHMBaeT B Aname
cBoro Kpacoty u packpbIBaeT CBOM KadecTBa U uMeHa. BeeBniHuii TBopen
cOTBOpHIT AJlaMa 1o 00pasily IepBUYHOTO pasyMay).> Kak MOHATHO W3 BhIIIe-
MIPUBEIEHHOT0, KPacoTa 3Ta TOHUMAETCS HE CTOJIBKO ACTETHUECKH, CKOIBKO
KaK BBIPOKEHHE COBEPIIIEHCTBA M MTPOTUBOTIOCTABIICHNS TOPBIHE U HEOMaro-
nmapHocth. Kpacora moHMMaeTcsl Kak KadecTBO BHYTpPEHHeEe, TyXOBHOE, a He
BHeIHee, pr3nonormyeckoe. U Bee ke, He3aBUCHMO OT MMPOYTEHHUH, ICKYCCT-
BO HICJIaMa HE MOJKET HE BBI3BIBATH BOCXHUIIIEHISI IMEHHO CBOEH ICTETHUYECKOM
MPUTTaTeNbHOCTHI0. JTO MPOSIBISETCS HA BRICTABKaX MCKYCCTBa MciaMa. B
[TeTepOypre B mociienHee BpeMsi IIPOIIIIO TPH TaKMX BEICTaBKA. B 1990 roay B
T'ocymapcTBeHHOM DpMHUTaKe TPOXOIMIIA BHICTABKA HCKYCCTBA HCIIamMa U3 KOJI-
JIEKIMH MTAMSATHUKOB UCIAMCKOM KYJIBTYpPbL.® ITO COOpaHHe CUUTACTCS OMHIM
13 Ooraredmmx B Mupe. Ho Ha 3To# BBICTaBKE SKCIIOHHPOBAJIKICH U IIEACBPEI
cobpanms metixa Hacepa ac-Cabaxa, 9acTh M3 KOTOPHIX ObIa mofgapeHa B 1983
rony HammonaneaOMy My3eto Kyseiita. Ha BeIcTaBKe OBIIH MIPEICTABICHBI
namsatHUKA WUpaka, Cupun, Typunn, Erunra, CeBeproit Adpuku, Mcnanum,
Wpana, Cpenneit Aznn u KaBkasza. B mapte 1993 roma mpoxofia BEICTaBKa
«Apabckuit Mup Ha 6eperax HeBbl», 3HAKOMHBIIIAS C apaOCKUMU KOJIICKITHS-
MU BocTogHOTO (hakynpTera [lerepOyprekoro yHuBepcutera 1 Myses aHTpO-
nojioruu ¥ 3THOTpaduu uM. Ilerpa Bemukoro (KyrcTkamepa). ITH KoJIek-
uu c(hOPMUPOBAIMCH B HAIIIEM BEKe, OJHAKO MPEIMETHI 3/1eCh COOMPAITUCH
emte co BpemeH Ilerpa Ilepporo. Hakonen, B 2000 roay B ['ocynapcTBeHHOM
DpMHUTaKe TIPOXONIIA BBICTaBKa «3eMHOE MCKYCCTBO — HEOECHAsT KpacoTay.
BricTaBka Ta Obla oprann3zoBana DpMuTakeM coBMecTHO ¢ @onmom HoBoit
Kupxu (Amcrepaam). Ha Heli ObITH TIpenCTaBICHBI HE TOJIBKO KOJUICKIIHS
DpmMuTaxa, HO U IPOU3BEACHHS U3 coOpannii My3es benaxu (Adwunsr), bpu-
taHckoro myses (Jlonmon), komekuu Hacepa JI. Xammmm (Jlormnon), My3es
Merpononuren (Horo-Mopk), Jloma pyxormceii (Cana).* BoictaBka 5Ta Obia
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TTOITOTOBJICHA ITPH HETIOCPEACTBEeHHOM yuactur M. b. [Tnorposckoro, mry6o-
KOTO 3HATOKa sI3bIKa UCKyccTBa reiama. OHa Oblia He3a0bIBaeMOM M BBI3BajIa
pe3oHaHC BO BceM mupe. Ha Hell BOOUMIO BO3ZMOKHO OBLIO ITO3HAKOMHTHCS
JIEHCTBUTEIILHO C HE3EMHOM KPAcOTOM MCKYCCTBA MClIaMa, B KOTOPOM B MaK-
poKocMe (MHPO3IaHNE) I MEKPOKOCME (Y€I0BEK) IIPEACTaBIICHA BCCOXBATHASL
1esfocTHOCTh CyIIero, CIOTHEHHOTO KPacoThI M COBEpIIIEHCTBA. Beck Mup B
WCIIaMe OTOXKIECTBILLICS C TEJIOM 4elloBeKa. TakoBo, HampuMep, ONMCaHHe
MHUpa B Cy(QHIICKOM COYMHEHUH «3epIajio B3BICKYIOMINX HCTHHBDY: «[OpbI
MMOJJOOHBI KOCTSM, JIEPEBbSI — BOJIOCAM Ha TOJIOBE, MAJIbIe PACTEHHS — MYIIKY
Ha Telle, Ha 3eMJIe — CeMb KIIMMAaTHYECKUX TOSICOB, a B TEJle YeJIOBEKa CEMb
YacTeil: ToNoBa, IBE PYKH, ABE HOTH, CITHHA ¥ )KHUBOT, B 3eMJIe — 3eMJIeTpsice-
HUE, B TeJle — YNXaHne, Ha 3eMJie PYyYbU — B TeJe — KPOBEHOCHBIE COCY/IBL.
CpaBHeHHE TOPEKHX M COJIEHBIX HCTOYHUKOB U BBIJICTICHHUH Tena (CIIe3bl, CITo-
Ha, ¥ T.1.). CpaBHeHHE Tena ¢ HeOoM: 12 3HAKOB 301Maka M 12 OTBepCTHH B
Tene, 28 crosaHoK JIyHel 1 28 HepBoB, 360 rpagycos u 360 >kui, ceMb IJIAHET
Y CEMb YTIPABIISIOIINX OPTaHOB, MHOJKECTBO 3B€3]] U MHOKECTBO «CHID TeJa,
Hebeca OKpYKaloT JIEMEHTEI, a TeNI0 OKpyKaeT 4 coka... BecHa momo6Ha kpo-
BH, JIETO — KETYH U T.IL».° Jlaxke 4eroBeyeckoe JUI0 BOCTIPHHAMAIIOCH KaK
OTPaXCHNE PA3NUIHBIX OHTOJIOTHYECKHX YPOBHEW MaKpOKOCMa, a POTUHKA
Ha JIUIIE BO3NMIOONICHHOW CpaBHUBAJIACH CO CMBICIOBBIM IIEHTPOM, CEpPIIIEM,
CTaHOBSICHh CHMBOJIMUECKIM IKBUBAJIEHTOM MHpa 1 JyXOBHOTO IIEHTpa YeJI0-
Beka. «PoiiHKa BBICTyTIaa CHMBOJIMYECKAM COOTBETCTBHEM O0KECTBEHHOM
CymaocTr B Ee TpaHCIIeHIEHTHOM acTeKTe, caMmo JIAI0 — CUMBOJIoM CyTITHO-
CTH B IMMaHEHTHOM actiekte (T.e. Cymuoctu ¢ Atpubytamu u MiMeHamn),
IJ1a3a ¥ TyOBI COOTBETCTBOBAIH ATpruOyTam Bemmans u Atpudyram KpacoTsr,
MyIIIOK Ha JIMIIE — MEePBOM M3 O0KECTBEHHBIX MaHU(ECTAINA, MHPY JTyXOB,
JIOKOHBI — MHOKECTBEHHOCTH, CKpbIBafomeli EAMHCTBO, — 4yBCTBEHHOMY
mupy».© HUeroBek, TAKUM 00pa3oM, BBICTYTIA 3HAKOM 000X MHPOB — MaKpO-
KOCMa M MUKPOKOCMa. A KHHTa U UCKYCCTBO — CIEAYIOIIMI 3Tan boxkecTBeH-
HOTO TBOpeHHs. Hepeako camu XymnoyKeCTBEHHBIE TIPOU3BENCHHS YIIOAOOMS-
JIUCH KPacoTe desioBedeckoro tena. Cremryer UMETh B BUY, 9TO B OTIIMYHE OT
IPYTHX PENUTHH, B McJIaMe He CYIIeCTBOBAJIO O(HUIIHAIBHOTO TIPOTHBOIIOC-
TaBIEHU [yXOBHOTO M CBETCKOT0, BCe OBIJIO MOAYMHEHO Hzee o mpeodmaaa-
HUH JyXOBHOTO HaJl MaTepHaJIHLHBIM.

LemocTHOCT, YHHBEpPCYMa MOPOXKIATACH B 3TOM HCKYCCTBE OBITHIHHBIM
HadasioM — AumaxoM. Jist Bcex pon3BeieHrH neiamMa XapakTepHO TPH YpOB-
HS BBIp@KEHHS. DTa MHOTOCIOWHOCTH CMBICIIOB MCKYCCTBA TIPEIONpe/iesieHa
MHOTOCJIOMHOCTBIO KOPAHUYECKHX TEKCTOB, TJI€ «CHMBOJI PAa3BOPAauMBAETCS B
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CMBICII, B HECKOJIBKO CMBICITOB». B KopaHe TeKkcT «CTaHOBHTCS 3HAYMTEIHHO
0oJIce HACKHIIIEHHBIM, YeM Ka)KEeTCs Ha TIEPBHIH B3I, .. 32 ppa3oil, Te3ucoMm,
CHMBOJIOM, 33 pacCKa3aMH M BEIPRKEHUSAMH CTOST 9acTO HE OJIMH, & HECKOIb-
KO CMBICJIOB MJIM YPOBHEH cMbIcaa».” B McKycCcTBe MepBbiii, Hanbomee 10c-
TYIIHBIA YPOBEHb BOCIPHUATHS — BBICOKOE€ MAaCTEPCTBO, BHI3BIBAIOIIIEE BOCXH-
IIEHNE W MTO3BOJIAIONIEE JIF000BATHCS STUMHU MPOon3BeneHsiMA. Bropoi, 60o-
niee TITyOOKHi — HA/IMTUCH, KOTOPBIE IPUCYTCTBYIOT BO BCEX BUAAX NCKYCCTBA.
IloHATHO, YTO OHH JOCTYITHBI TONBKO TE€M, KTO 3HaeT apaOCKHid s3bIK. OHU
naroT Ooree mTyOoKyto nHpopMaIHio. Brpodem, BO MHOTHX CTydasx HaIIlH-
CH M300pakaroTCs B TPYTHOMOCTYTTHOM IS YTSHHUS BUJE M MECTE, U UX BEIY-
mee BO3MEHCTBIE — KpacoTa MUCchMa | y3opa. HakoHerr, caMblil TITyOWHHBIH
CJIOH — PUTM y30pOB, KOTOPBIN ITPOOYKaail 6a30BbIe MOHATHS MYCYJIbMaHCKO-
TO MHUPOBO33PEHHS, €r0 BHYTPEHHHUE CMBICTBI. OTHAKO OHM BBIPAKAIHCH HE
TOJIPKO KOHKPETHBIMU 00pa3zaMy, KaKk 3TO XapaKTEepPHO Ui XPHCTHAHCKOTO
WCKYCCTBa, HO CTUMYJIHPOBAIUCH OTIPEICIIEHHBIMI CTEPEOTHITHBIMU HIESIMH
M OIIYIICHUSAMH O Hemo3HaBaeMoM bore, o pagoctn boxkecTBeHHOTO TBOpE-
HUS ¥ O TOM OJarOCTHOM PaiiCKOM MHpe, KOTOPBIH HaCTYIHT MOCIIe BTOPOTO
TBOpeHus — J[Hs cyna. OTa TpOWCTBEHHOCTh YPOBHEH BOCIIPHSATHS HCKYCCTBA
ucllaMa AUKTOBAIACH CPEIH MPOYEro YUeHHeM 00 mepapXxuu Tpex MUpPOB (B
cyduzme): MyJika, pkadapyTa 1 MajakyTa. «B MakpokocMe MyJK — 310 cdepa
YyBCTBEHHO BOCTIPHHIMAEMOTO, SIBIEHHOTO, TEIECHOTO; MaJIaKyT, HAIIPOTUB,
cthepa He BOCTIPHHIMAEMOTO YYBCTBaMH, HEIBIIEHHOTO, JYXOBHOTO; aba-
PYT — CBSI3yIOIIast MYJIK M MaJIaKkyT cepa neHcTBUS 00)KeCTBEeHHBIX MMeH. B
MHUKPOKOCME MYIIK — 3TO T€JIO0 YeJIOBeKa: TUIOTh, KOCTH, KPOBb U T.JI.; MaJia-
KyT — pa3yM H aTpHOyTHI YeJIOBEUECKOW CYITHOCTHU: KHU3Hb, 3HAHHE, BOJISI U
T.JI.; DKabapyT — BHEIIHUE YyBCTBA: 3pEHHUE, CIyX OCSA3aHUE H T.I., CBI3YIO-
IIHE TENECHYIO U AyXOBHYIO cepbi».® Cam marepual, U3 KOTOPOro ObLI clie-
JIaH TOT WJIM MHOM TIPE/IMET, yrKe HeC OTNpeIeNIeHHYTO 3HaKOBYTO Harpy3Kky. Liger
TaKXKe HEC ONpENeNeHHYI0 CEMAaHTHKY: 30JI0TOH CHMBOJIM3UPOBAII COIHIIE,
CUHUI — He0O0, 3eJICHBIN — caJl U pail, KpacHBIHN — AparomneHHbIe KaMHY. 3HaKa-
MU HeOa OBLTH PO3ETKH, MHOTOYTOIBHUKH, pOMOBI. 3HAKAMH CaJ1a BRICTYIIAIH
pa3HOTO poja MabMETThI, BAHOTPAIHAS JI03a, JIUCTHSI, IIBETHI U TUIOABI, Aepe-
Bb$I, KyCTBI, OyKeThI, TUKHE 1 JTOMAITHUE )KUBOTHBIC, APAKOHBI. 3HAKAMU KaM-
HEH CITy’kaT OpHAMEHTAIbHBIE POMOBI, OBAJIBI, «OKEMUY)KHHBD», KPHCTAILIIHI.
@urypsl JIto7Ieil MOTIIN BbIpaXKaTh aCTPOJIOTUYECKHE 3HAKHU. BaXXHBIM 311eMeH-
TOM 3HAKOBOCTH HCKYCCTBA MicJIamMa ObITO TaKKe HCIIOTb30BaHKE yCTOTHI. «B
MUHHATIOPHBIX N300paKEHUAX CYIIECTBYIOMIAsi BMECTO M300pa3uTEIFHOTO
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3HaKa IyCTOTa TeM He MeHee 3HaynMa, MO0 OHa SBISIETCS] CBHICTENECTBOM
HE3PHMOTO TIPUCYTCTBUS «Ben». M300paxeHns mpopoka Myxammasa, T.e.
3HaK{ €T0 TMPUCYTCTBHUS, MOTYT OTCYTCTBOBAaTh, HO MyXaMMa]| KaK «BEIIb»
peajieH U B CBOei «0e3-3HaKOBOCTH» (OM-HUIIaMH)».” BHHHAs CHMBOJIMKA
O3HadJaja oNbsHeHne JTF000BBI0 K bory. OCHOBHEIE HIEH, KOTOPOE BHIPAKAIIO
HCKYCCTBO HMcJIaMa — CyIITHOCTh bora i 00pa3 co3qaHHOTO MM IS TIPaBeHH-
koB Pas ([I>xanna — cax). Pait B Kopane — 310 mpeskzie Bcero caj, oasuc, ¢
KOTOPBIM CBSI3BIBAETCSI BCE TO, O YeM MeuTaeT OeqynH Oojee BCero — o BOfe,
MpoxJIajie, TeHH, Mokoe u Here. CeayeT IMeTh B BUY, UTO B OTIIMYHE OT XPH-
CTHAHCTBa M Oy/TN3Ma, HCKYCCTBO HCJIaMa MPHHINIHAIBEHO OBIIIO0 HEKYIBTO-
BbIM. U nvIiTs MeueTh 1 KaJumirpadus BeIpaXKasld B TIOHOW Mepe CaKpaTbHbIe
OCHOBBI KYIIBTYPBI.

3apomwics uciaaM B IUIOAOPOIHOM pernoHe bmmkaero Bocroka. He
CITy4JaitHO cpeTHEBEKOBBIC reorpadsl Ha3sIBaIN Apadckuii BocTok «rpybio
Mupay. JleHcTBUTEIRHO, 31eCh B TCUCHHE MHOTHX CTOJIETHI OUITOCH CepIie
MHPOBOM ITUBUIIM3AIMU. A FOXKHAsI 4acCTh TUIOJOPOAHOT0 ApaBHUICKOTO TO-
JyOCTPOBa HA3BIBAJIACH «CYACTIIMBOI OIaromapsi CBOEMY BBHITOTHOMY JKO-
HOMHYECKOMY TTOJIOKeHHI0. CIeTyeT UMEeTh B BHTY, YTO XO3STHCTBO C BBICO-
KOH TIPOM3BOMUTEIHLHOCTRIO TaBallo OOMIBHBIN JOCYT, HEOOXOMUMBIH IS
JIyXOBHOW M MHTEIJIEKTyalIbHOM ®U3HU. KpHU3uc B CBSI3U C IepeMeEIeHUEM
ToproBbix myTeit ¢ KpacHnoro mops k [lepcuickoMy 3aiuBy, Bpak/ia IieMeH,
KJ1accoBas 60pr0a, hopMHUpPOBAIM CTPEeMIICHHE K MOHOTeN3My. Pacman ka-
3aBINIEHCS He3BI0IeMON PUMCKOM IMIIEpHUH, BOWHEI, OCTpasi 00ph0a pesnru-
O3HBIX TE€YECHWH, YHUUTOKEHNE CTAPBIX COIHMAIbHO-YKOHOMHUYECKHIX OTHO-
IeHni cTanu 6a30d A CTPEMIICHUS K YeMY-TO HaJEKHOMY, UMEIOIIEMY
a0COJIOTHYIO IIEHHOCTh. Takoil penurueit spuiics uciam. MaTepHannoHa-
JIU3M HCJIaMa CII0COOCTBOBAI €70 IPEUMYIIECTBEHHOMY PAacIIpOCTPaHEHHUIO.
Myxamman moqarHII cede Mekky 1 Kaaba (MeTeopuT — «depHBI KAMEHB))
B Mekke cTaJia T1aBHBIM CBATHIIMIIIEM HOBOH penurun. Mciam BimTan B ce0s
MIPEICTaBICHNS MOHOTEUCTHYECKHX PEIUTHIA — HyJan3Ma U XpUCTHAHCTBA.
WMeHHO 5TH Tpy penTiy Ha3bIBaIOT aBPAAMUCTCKUMHU, TaK KaK B HUX KITIO-
4eBOI (PUTYPOH ABIISIETCS MpaoTel] ABpaaM, KOTOPBIA BO HMsI BEphI OBLI TO-
TOB MMPUHECTH B KEPTBY COOCTBEHHOTO CHhIHA. TPH CBAIICHHBIX MHUCAHUS HC-
TTOJIB3YIOT HE TOIBKO OOIIHNE CIOKETHI, HO W BOMpAIoT B cebs1 Ooree paHHNE
anmeMeHTHl. Tak, XpucTHaHCTBO B brubnuio BrimodaeT Berxuit 3aBet — Topy
nynees. Mcnam npusnaet Topy n EBanrenus. OmHako, B OTIIHMYNE OT UyAaN3-
Ma, B HCJIaM€ MOBTOPATH NIMEHA Alllaxa — 6J1aro4ecTHBOE /110, B TO BPEMS
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KaK B Mylau3Me ero nMs TabynpoBaHo. B oTimdme ot XpuCcTHAHCTBA, HCIIaM
HE pa3JelsieT CBeTcKoe U JyxoBHOe. [loaTomy moboe Xymoke CTBEHHOE TBOP-
YECTBO BCET/IA OTIPENENIeTCS PEUTHO3HBIM MUpooTTyIieHreM. Kopas, ko-
TOPBIN BKJITFOUMII B ce0s MICAaHMUs MPEABIAYIINAX PETUTHIA, TTIepepadoTa Tak-
XKe IpeBHeapaOCKue, sI3pYeCKre, Marndeckre U JeMOHOJIOTHYECKHE Tpe-
craBneHna. Kak u B XpucTHaHCTBe, B MCIIaMe YTBEP)KIAETCSA IEHHOCTh
notyctopoHHero mupa. [lonstHo, uto KopaHn, 3Ta cBsieHHast KHUTA, CTaIa
CPEIOTOYHEM XyIOKECTBEHHBIX Hael. KpoMe Toro, oHa 3a4acTyro BeICTyTIa-
€T ¥ KaK O0BEKT XyJ0KeCTBEHHO! MpakTHKU. KopaH — 3T0 HUCTIOCTIaHHOE
Annaxom nipaBuiibHOe [Tucanue. Hocurenem crmoBa Ajaxa ctail mocjaaH-
HUK Amtaxa u [Ipopok ero, Myxamman, celH A0 Aaxa u3 ropona Mekka.
Kopan mostomy TpeboBan u Hy>KAaJcs B XyJJO’)KECTBEHHOU MPAKTHKE B BBI-
pa’keHNH OTBIICYEHHBIX MICTHH B BHJIE CAMBOJIOB. BOT moueMy opHaMeHT Asist
3TOTO TOAXOAMIT OOJIBIIIE BCETO U CTAJT BAKHEHITUM BBIPA3UTENBHBIM CpEll-
CTBOM HCKyccTBa nciaMa. Ho caMbIM T1aBHBIM CHMBOJIOM OBLTa KaJUTUTpa-
¢bus — BeqyImui BU UCKYCCTBA UcIaMa. « ApabCKoe MIChMO JTaXke B 00JTb-
1Ieil CTENeHH, YeM SI3bIK, CTaJI0 CBSAIICHHBIM CHMBOJIOM HCIamay. '
[Tonauany npeemankn Myxammena (xamudbl) H30HPaTHCh BOHCKOM.
Aby0exp (573 — 634) — nepsrIii xanmud mocie MaroMera, IPUBENT B CHCTEMY
Kopan. B 661 1. Myawus — apabckuii HaMmeCTHUK B CHPHY — 3aXBaTHII BIIACTh
1 TIOJIOJKMIT Hadasto AuHacTry OMersoB — ctonmia Jlamack (BTopast mojJoBu-
Ha VII — nepsas nonsuna VIII BB). Xamdar A6OacuaoB — BTopast ITOJIOBHHA
VIII - IX BB. co cronmutieit barman. B VII B. Erumer Bommen B cocras Xanmuda-
ta. [IpakTiuecku rocymapcTBo Xanudar B mepruo CBOETO MOTYIIIECTBA 3aHH-
MaJt ipocTpancTBo oT Mcnanmm no Unma. B cepenune VII Beka apaOwI BTopr-
TUCh Ha Tepputopuio Mpana m Adranucrana. Biacte xamudara npexparn-
JIach 3]1€Ch JIMIIIb ¢ 3aBoeBaHMEM MOHTOJIOB. K cepenune IX B. BnacTs barnana
ocnabeBaet u uMItepus fpodutcs. Temeps oT Hee oTHamar0T cHavasa Erurmer,
3areM CeBepHast Adpuka, Cpennss Azus, Mpan, 3akaBkasse. B Erunre n va-
cTH ceBepHOH Adpuky Bonapmiach tuHacTAS OaTUMIIOB (TTOTOMKH JOYEPH
Myxammana — @arumer) — 909 — 1171 1T, tme O6b1U1a co3mana ciaoKHasI CHCTe-
Ma pPeTUTHO3HOTO yUSHHS, NMEIOIIas TaiHbIe MPUHIAITEI U 3HAYEeHUS, J0C-
TYIIHBIE TOJBKO TIOCBAIEHHBIM. 3aKOHOMEPHO, YTO B UCKYCCTBE 3TO POXKIAIO
MHOTO3HAYHOE TOJIKOBAaHHE ero 3ieMeHToB. PatnMuioB B Erunre cMeHHUIH
Atirooupt (1169 — 1252). [Tocre HUX BIAacTh Hepennia K MaMITIoKaM.
Cupmnto 1 Mecororamuto B X1 B. M 3aXBaTWIIH TYPKU-CENBIKYKH. Cellb-
JOKYKH CTaJIA PEBHUTEISIME OPTOJJOKCATBHOTO Mciama. iIMeHHO ¢ 3Toro Bpe-
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MEHH CIIOKUIIOCH KIIACCHIECKOe MyCylTbMaHCcKoe o0tmecTBo. «Torma xe mo-
BCEMECTHO PacIpOCTPAHIIINCh MHOTHE Xy/I0)K€CTBEHHBIE TPUEMBI, CTABIIINE
HaBEKH XapaKTepHBIMHU IS iciiama. [ 0BOps yIpoOIIeHHO, K MPAHCKOMY, BH-
3aHTHICKOMY ¥ apaBUHCKOMY CyOCTpaTy T00aBUIIHCH BKYCHI TIOPKCKOH CTe-
mu. CKIIaabpIBatoTCs 0osee MOCTOSHHBIE THITHI KYIIOJIOB 1 MUHAPETOB, CTaH-
JapTHBIE Y30pBI HOBOTO THITA. B OPOH30BBIX M3IENHSIX TOSBISETCS METHASL
U cepeOpsHbIC HHKPYCTAIMH, B KOTOPOH Y3HAIOTCS KUTAWUCKHE U HHINHCKIE
motuBbI».!! Kak Bugum, M. B. [TnoTpoBckuii yka3piBacT Ha HCTOYHHKH (HOP-
MHPOBaHHUS CEMHUOTHKH UCKYCCTBA UCIIaMa, KOTOPOE TP Pa3TNIHBIX BapH-
aHTax MPOSBISUIO €MUHCTBO CTHIIS B pa3HBIE SMIOXH W B Pa3HBIX PETHOHAX.
B NHauu MycyIpMaHCKUM 3Tal UCKYCCTBA CBSI3aH C BTOP>KEHUEM T'a3HEBU-
noB B XI B. 'azneBunos cmenwmn emmiickuii cynranar (XIII B.), 3aTem um-
repust Bemmkux Moroios (XIV — XVII BB.). B kynsType cmiiich MECTHEIE
TPaAWIINU U CUCTEMA UCIAMCKHX CPEICTB BBIPA3UTEIHHOCTH.

C 3amama MycyIpMaHCKOE TOCYAapCTBO TECHWIIHA KpeCTOHOCITEL B 1099 1.
Hepycannm 3axBaTHiIM KPeCTOHOCIIBI, YTO, HECOMHEHHO, TIOBITHSIIO Ha UCKYC-
CTBO, MO0 YacTO PEMETHI XPUCTHAHCKOTO W MCIIAMCKOTO MCKYCCTBa HCTIONHS-
JIMCh OJTHAMH ¥ TEMH K€ MacTepamu. Bce jke 3aKOHOMEpPHO, YTO IIEHTPhI My-
CYJIbBMAHCKOH YUE€HOCTH CMecTHIINCh B Ernmer m Marpu6. Marpu6 — 3amag —
MECTO PacIpocTpaHeHus uciama B Vcnanwm u ceBepHoil Adprke. ATDKup,
Tynuc, Mapokko Ha3zbBaIMCh Marpn0. AHIaTycus K HUM IpuMbIkaia. He-
CMOTpPA Ha Pa3IN4us, HCKyCCTBO MPEACTABILIIO COOON YEeTKO BHIPAKEHHOE
enuHCTBO. CHAvama o0a 3TH pernoHa ObUTH YacThio PuMckoit mmmepun. [Toc-
Jie ee rmajeHus Vcnanus normaia moj BIaasrdecTBo BecTrotoB, CeBepHas Ad-
puka — BuzanTmiickoi nmmiepun. B 711 romy apabo-6epOepckue Boiicka oMeli-
SIICKAX XaTU(OB BTOPIIIHCH Ha [[MpeHEHCKHIA TTOTyOCTPOB M3 CEBEpHON Ad-
PHYKH 1 pa3rpOMUIINA KOPOJIEBCTBO BeCcTroToB. Tak Mcrnanus crana mpoBUHIIMEN
Jamacckoro xamudara. 3arem onuH u3 OMEHsII0B TOTIUHII ceOe BCe My-
CYJIbMaHCKHE BJIaJIeHus M 0cHOBaJI KOpIOBCKUMil SMHUpaT ¢ IEHTPOM B TOPOJIE
Kopnoga. K X Bexy Mcnianusi craiia EHTPOM KYJIBTYPbI HE TOJIBKO /1715t BocTo-
Ka, Ho U 3amana. Ha tore — B mpenaropesax Creppa-HeBampl pacnonoxmiiach
crommuna [ panamckoro smupara, copmuponasmierocs B 1238 romy, — ['pana-
11a, KOTOPYIO apaObl Ha3bIBAJIM 3€MHBIM paeM, a IOJTHI BOCIEBAIN KaK «CBET-
Ty10 3Be3my HeOay. OIMHAKO W WCIIAHCKUM MYyCyJIbMaHaM IPHUXOIUIOCE 00-
POTHCS C aHAIOTOM KPECTOBBIX MTOXOJI0B — PEKOHKHCTOH. YCIIEXH PEKOHKHUCTHI
puBeNH K ToMy, uTo Kopmosa mana B 1238 roxy, [panamckuii sMmupar yaep-
JKaJIcs eITe IBa CTOJICTHsI, HO, B KOHIIE KOHIIOB, M OH majl B 1492 roxy.
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barman Obut 3axBaven Monronamu B 1258 1. Ilocie pacmana nMmmepun
A006aciioB BOHHUKIIM HOBBIE TOCYIApCTBa, I/I€ TOCIIONCTBYIONAS MYCYIIb-
MaHCKasl pPeJIUTus IUKTOBaJIa 0COOEHHOCTH MECTHOTO MCKYCCTBA.

B XI Beke Beixomisr u3 CpegHedt A3un TYpKH-CETbIKYKH 00pa30oBaH
00IIIpHOE TOCYIAPCTBO, 3aHSAB IEHTPANBHYIO YaCTh MAJIOA3UHCKOTO TIOTY-
ocTpoBa, Apasuto, Mecomnoramuto, Upan, AdranncraH, 10kHyI0 9acth Cpen-
Hert Asun. ['ocymapcTBo CenbkykoB co cronmtei Korus HazbBanoch Ko-
autickuit cynranar (1077 — 1307). Ero cMeHHIIO TOCTIOACTBO TypOK-OCMa-
HOB (TIpocymmecTBoBao ¢ Havaa X1V Beka g0 XX Beka). Typums ctana
MepeIoBOi AepKaBoil.

B nacrosmee BpeMs MycCylnbMaH B MHUpE CTaHOBHUTCS Bce Oosmbmie. B
AHTIIH, HAIIPUIMEP, «MX YHCIIO TOCTHUIIIO ABYX MIIUIHOHOBY, «B Poccnu mo
pPa3HBIM OLIEHKaM CETOAHS KUBET OT 11 10 22 MUJUIMOHOB MyCYyJIbMaH, MpHU-
HaIeKaNuX K 6oliee 4eM copoka 3THocaM. BTopoe MecTo 1Mo YiciIeHHOCTH
MOCIIe PYCCKUX 3aHUMAIOT TaTaphl — CBBIIIE 6 MIJUTHOHOB; Jjajiee OanIKupbl
— cBhIle MuUTHOHA; Ha CeBepHOM KaBkaze — uedeHITb — OKOJI0 MUJITHOHA;
aBapibl — 0onee 500 ToicsaY; KabapauHIBl — 360 ThICSTY» 12

Korma mMpl ToBOpHM 00 HCKyCCTBE HCIaMa, CIEAyeT UMETh B BHIY, YTO
OHO BeChMa pa3Ho00pa3Ho, OO MoApa3yMeBaeT HCKyCCTBO pa3HBIX HAPOJIOB,
MCTIOBEIYIOIINX UciaM. Tak Kak UciiaM HCIIOBEAYIOT OUeHb Pa3HbIe HApOIH,
TO €CTECTBEHHO, UTO B pa3HBIX PETHOHAX, B Pa3HBIX 3THOCAX MBI BUIUM OIIpe-
neneHable ornans. OIHAKO /ISl BCEro NCKYCCTBa McjaMa XapakTepHa orpe-
JleNeHHast 001Iasi ceMaHTHKa, 00bEANHSIONIAs pa3HbIe HAPABICHSI, CBSI3aH-
HBIE C STHHYECKHMHU 0coOeHHOCTAMH. 100 17 rctama He CyIIecTBYIOT pas-
HBIE HAIlUH, 8 BCE MyCYJIbMaHEe COCTABIIIOT €AMHYIO HaIHIo — yMMa. MickyccTBO
HCJTaMa BBIpaO0TaIO CBOI 0COOBII HEITOBTOPUMBIN S3BIK. B HEM ecTh 4epThl,
KOTOpPbIE MOJKHO HalTH M B XPHCTHAHCKOM HCKYCCTBE, HO MOYXHO BBIJICITUTH
Ha0Op OTIIMYUTENBHBIX YEPT, CO3AAMONINX EANHYIO XapaKTEPUCTHKY S3bIKa
MCKyccTBa Mcinama. [I0HATHO, YTO HCKYCCTBO HCTIaMa Pa3HbIX 310X U Pa3HBIX
PETHOHOB OTIIMYAETCS APYT OT MpyTa. OgHAKO 00IIHEe YePTHI 00BECIUHSIOT STH
pa3HooOpa3HbIe HampasieHus. HecMoTps Ha To, 9TO OHH JIETKO Y3HABAaEMBI,
HO OTIMCATh MX OKa3bIBAETCS HE TaK JIETKO.

Ms1 GyneM paccMaTpuBaTh JIHIIb CEMUOTHKY MYCYJIbMaHCKOTO HC-
KyCCTBa IIeproJia €T0 CIOXKEeHHsS U paciBeTa. CeMHOTHYECKUN acIeKT 3aJ10-
KEH B IIPUPOJIE UCKYCCTBA MCIaMa, MO0 3HAK KaK TAaKOBOHM BXOIWT B cdepy
HETNIOCPEICTBEHHOTO MHTEpPECa MYCYIIbMaH, 3a9acTyl0 CTaHOBSICh TTOBOIOM
JUTSL pacCy>KIeHHI 0 €T0 IPUPOAE U Ha3HAUYEHUH.
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[Inpoko pactipocTpaHEHO CTEPEOTHUITHOE MTPEICTABIICHHUE O TOM, UTO HIC-
KYCCTBO HCJamMa He MCIOIh30BaJI0 BO3MOKHOCTEH M300pa3HTEIHHOTO HIC-
KkyccTBa. Ha camom nene sTo He coBceM Tak. IIpopok BoccTtaBam mpoTHB
MOKJIOHeHHs uaoidaM. OH MOCTOSTHHO TPeOOBajl yHUITOXESHHS H300paKeHH
B JIOMax MEIWHIIEB M MEKKaHIIEB, TaK KaKk OHU OBUIH MPOSBICHUEM ITOKJIO-
HEHUS UA0JaM, KHAaBOKICHUSIM cataHbly. OOBSICHIIIOCH 3TO TEM, UTO B JIeHb
MO CJIEHETO Cy/a JIUTA, KOTOPBIX XYIOKHUK MTPEICTABIII, COUTYT C KAPTHHBI
Y TIPUAYT K HEMY ¢ TpeOOBaHMEM JaTh UM AyIIry. Torma 3TOT 4eJI0BEK, «My-
CaBBHP», HE MOTYIIINH 1aTh CBOMM CO3TAHHSM IYIIIH, OyJIeT COXKEH B BEU-
HOM orHe. Bor modemy, HanmpuMep, B eTepOyprckoit pykomucu «Makamy»
an-Xapupu Ha MUHHATIOPAX OCTPHIM HHCTPYMEHTOM «OTPE3aHBD) TOJIOBHI.
Tem camMbIM KakoH-TO 6J1arod4eCTUBBIA MyCYJIBMaHHH CIIAC 3TY PYKOIHCH OT
yHUaTOXKeHMs. CyIIecTBOBAIO ONPEEIEHHOE OTIHYNE BBICOKOH KYIBTYPHI
OT MaccoBOW. B BBICOKOW KyNbType JHUIa HE YHUUYTOXKAIWCh, a JEJIaTuCh
ITyCTBIMH JIJISL T€X, Y KOTO, M0 PETUTHO3HBIM COOOpaXeHUSIM, OHH JTOJKHBI
OBLTH OBITH CKPBITHI: MPOPOKH, MyxamMMmas, WICHBI €T0 CEMbH, XaIn oI, He-
KOTOpBIE MaxXH, XKeHITUHBI. [IycToTa i 1aBajga BOSMOXXHOCTH BHIPA3UTh T
MIPUHIIATIBL, B KOTOPBIX OTPAXKAJICS IJIs1 MyCYJIbMaH MPUHIIAIT OHTOJIOTHYEC-
KO 1 THYECKOH 3HAYNMOCTH YeJI0BEKa, €0 MeCTa M 3Ha4eHus B Mupe. Cxo-
HBIM SIBIIEHUEM B XPUCTHAHCKOM FICKYCCTBE MOTYT CIYXHTh «IHCKOIIOI00-
HBIe» JIHIIAa TiepcoHaxxelt padot Ilurepa bpeiirens. Y bpeiirens onu Bepa-
KA OTHOIIEHWE K YeJIOBEKYy KaK YacTH OE3HMKOW MacChl, TOMIYNHEHHON
0e3MMKIM 3aKk0OHaM. Bo MHOTHX ciTydasix OJfHH U T€ K€ JIIOIU B TIOBECTBOBA-
HUW M300pa)Kajuch MO-Pa3HOMY, B TMOCTOSIHHOW TuHamMuke. V3MeHsInch
YepTHI TN, KOCTIOMa. DTO OBIJIO XapaKTEPHO I BCETO MYCYJIbMaHCKOTO
WCKYCCTBa, HE3aBHCHMO OT €T0 NMPOCTPAHCTBEHHBIX W BPEMEHHBIX PaMOK.
Bor nouemy, Hammpumep, AGy-3aif1 MOT TIPEICTATh U CTAPIIEM, M MY KIHHOM
CpeIHUX JIET, ¥ IoHOIIeH, HanpuMep, B «Makamax» an-Xapupu bex3ana ai-
Bacwuru. Csi3aHo 3TO0 ¢ TeM, 9TO B HCJIaMe CYIIeCTBOBAJIO MPENCTABICHUE O
Pa3IMYNU BHEITHETO, MPEXOAIIETO OOMMKa YeI0BeKa U BHYTPEHHETO, HC-
TUHHOTO, YTO ¥ TOPOXKIAI0 MHOTOJIUKOCTh M OE3JIMKOCTh T€POEB B MUHH-
aTrope. M300pakeHus B CPETHEBEKOBOM MYyCYIIbMAaHCKOM UCKYCCTBE HE TIpe-
CJIeIOBAJIN 3pUTEIHLHOTO 3aKpeTIeHUs 00JIKa n300paxaeMbIx repoeB. Cre-
PEOTUTTHBIE N300PAKEHUS WIYHONHUKHUX)» MYXYUH M )KEHIIWH TUIAa Maxpyn
WJIA COYETAHUS )KEHCKHAX U MY)KCKHX JIUI] C KOCaMH OBLIH TOIBKO a0CTPaKT-
HBIMH 00pa3zaMu. Y3HaTh ux 0€3 HaJIICH FJTH BHE TEKCTOBOTO COMTPOBOXK/IE-
HUSI HEBO3MOXXHO.
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DTy MHOTOJIMKOCTb TIEPCOHAKEH B KHBOTIMCH H POOIIEMY «ITYCTBIX JIHID)
B KynbType nciama Ill. IllykypoB 0OBSCHSET ¢ CEMaHTHUYECKOW TOUKH 3pe-
HUS KaK «SIBJICHUE CXOIHOE M pelIaroliee oOHy 3aJaqy: OCMBICIUTH 00pa3
YeII0OBEKa B €T0 TITYyOMHHOM OHTOJIOTHYECKOM H3MEpEeHHI». YeToBeK «Ipe-
CTaeT B MEPBO3AHHOM W BHEBPEMEHHOM KOCMOTOHHYECKOM OOJHYbE, JTH-
HIasch Kak OONMKA, TaK M UIMEHU».'> B oTIn4ne OoT XpUCTUAHCKOU Tpajiv-
IIUH, B ACJIaMe M300pakeHNe OTTAIKHBAIOCH OT CIIOBA, €T0 HauepTaHWH.
IToaToMy OHO OBIIO acCONMAaTUBHBIM W aBTOKOMMYHHKAaTUBHBEIM. JIuIio de-
JIOBEKa BCe ke 00J1a1ano B MyCyIIbMaHCKON cpeie O9eBUTHON CaMOIIEHHOC-
Th10. He TombKo KeHImHbI, HO ¥ jiuma [ [popoka u ero ceMbH JOIKHBI OBLTH
OBITH COKPBITHIMH. Bripodem, 3TO OTHOCHIOCH W K uMeHaM. Mwms, JIuk u
CymrHOCTh OBIITH B3aUMOCBS3aHBL. JDTO pacwicHeHHWe W COKphiTHe ClioBa U
Nzo6pakenns (Mmenn u JInka) ykiaasiBacTcsl B XOPOIITO U3BECTHRIN (DakT
CBSI3W «HEMOTEI» M «CIJIETIOTBI», COOTBETCTBYSI MTOCIIEIOBATEIHLHOCTH aKTOB
«OTBEP3aHUS YCT» U «OTBep3aHusa oueil». Mepapxudeckas cBA3b MOHATHM
3nanmne — CiaoBo — 3peHne OTpa3mwiiach Ha N300pa3UTEITLHOCTH HCKYCCTBA
ucirama. MikoHobopueckne W UKOHMYECKHE YCTpeMJIeHUs ObUIA CBSI3aHBI
MexIy coboil. YacTo OHM CyIIeCTBOBAIN OMHOBPEMEHHO B MCIIaMe U XPHC-
traHcTBe. OTHAKO, B OTIIMYNE OT XPUCTHAHCTBA, B ICIIaMe MMPOTHBOIIOCTAB-
nerue Crosa u JInka Bcerma paspemanoch B monb3y Ciosa. U Bce xke: n300-
pakeHHS TOBOJIIBHO YaCTO BCTPEUAIOTCS B MyCYIBMaHCKOM HCKyccTBe. [IpaB-
J1a, N300 paKeHHE 3IeCh UTpaeT MOAYNHEHHYTO poiib. OHO THOO0 IoaBepracTCs
CHJIBHOIM OpHaMEHTAINH, JTHOO BBITECHIETCS B OTpaHWYeHHBIE Cephl Ha-
yKU uiu ObITa. BoT mouemMy B MCKycCTBE MCIaMa He CIOKHUINCh KAHOHBI B
n300pakeHnH YemoBeka. M300pakeHus B CpeTHEBEKOBOM MYCYJIbEMaHCKOM
MCKYCCTBE HE MPECIEA0BAIN 3PUTEIHFHOTO 3aKPETIICHHSI 00JTMKa N300paka-
eMbIX TepoeB. O6pa3 xanuda ObLUT THIICH SMOIEMaTHIHOCTH BH3aHTHHCKO-
ro umrneparopa. «M300pa3uTenbHBINA 3HAK B MyCYJIbMaHCKOM HCKYCCTBE BCE-
IJ]a OCTABAJICS 3HAKOM, N3MEHSIOIIUMCS BO BPEMEHH U TOJIBKO B COZHAHUH
HaOmonarens. M3o0pakenne He OBUTO aileKBaTHREIM camoMy cebe. CooTBeT-
CTBEHHO, M JIUI0 YeJIOBeKa BCET/Ia OCTaBaJIOCh IS MyCyJIbMaH HambOoee
YS3BUMBIM MECTOM: OHO JTHOO CKPBIBAJIOCH, TNO0 YHUUYTOXKAIOCH Ha U300-
paxeHusIX (OYKBaJIbHO WIIH CHMBOJIMICCKH), JIMOO TPECTABISIOCH MHOTO-
ukum».'* 31eck, 1o maeHuo IykypoBa, «COBMENIAIOTCS IBE CEMaHTHYEC-
KHe CHUCTeMbI M300pakeHmi, JBa MpaBuiIa STUKeTHOCTH. [lepBas cuctema
BBIpaXXKEHA C MPEAENTFHON SICHOCTRIO B KOMITO3UITNH CIICH, THIIE JIIOEH, UX
ofiex e, N300pakeHMIX KUBOTHBIX M (DaHTACTHUECKHX CyIIecTB. Bropas



CEMHUOTHKA H30BPASUTE/IBHOI'O HCKYCCTBA HCITAMA 173

JKe CIICTeMa OTpakeHa B MPUHITUITAX W300pa3uTEIHHOTO BOTLIOMIEHIS 00pa-
3a yemoBeka. OHa He MOMYMHSIETCS KAHOHY W BHEIITHE BHIPAKEHHOMY ITH-
KETHOMY MPEICTABICHUION.

JlelicTBUTENFHO, TOMUHUPYIOIIM CPEJICTBOM BBIPA3UTENFHOCTH MYCYJITh-
MaHCKOTO HCKYCCTBA SIBIISIETCS OPHAMEHT, KOTOPBIH BOCITPUHUMAIICS KaK «MY-
3bIKa 7151 Ta3y. [maBHas ero nenb — maandectamus Kpacorsl. OqHako, mo-
JNOOHO WKOHE, OPHAMEHT TIOCTOSHHO COXPaHSET CBOIO HEM3MEHHYIO, ITPHUCY-
IIyIO M3HAYATFHO 3CTETHUECKYIO M STHIECKYTO 3HAYMMOCTh. Jlaxe Torma, korma
KaJuurpadudeckue HAAMCH TPYAHBI ISl TIPOYTEHUS WIIA YCIIOKHEHBI 110
(dhopMme, ITO OTATH K€ AeTacT X TPYIHBIME I pacmrdpoBku. 1160 cTrib
MBIIIUIEHHSI MyCYJIbMaH MOJTHOCTBIO PacIoiaraeT K 3TOMY, OCHOBBIBAsI CBOIO
YHHBEPCATFHOCTh Ha Bepe B MorymecTBo (CJoBa, U3PEIEHHOTO WIIM Hadep-
TaHHOTO. CBsI3aHO ATO OBLIO ¢ TEM, UTO 3alpeT Ha N300paKeHUS KUBBIX CY-
IeCTB ceasl abCTpakTHOE MCKYCCTBO OpHAMEHTA TJIaBHBIM IPHEMOM IS
BBIPQYKCHHSI TOCITOJICTBYIOIIHMX B TOT WJIM HHOM TIeproj] B 00IecTBe Heit. Me-
tadopudeckas U30BITOYHOCT, OPHAMEHTAJLHBIX MOTHBOB ObLIa TpHU3BaHA
TIpUIaTh F000H hopMe ITyOMHHYIO M HEMO3HAHHYIO OCMBICJICHHOCT, TIPO-
THUBOTIOCTABIISAS PAITOHAIFHOMY ITOCTH)KEHHIO MTPEIBAPUTEIBHOE MPEIBKYIIIe-
HUeE, dSKCTaTHueckoe BocrpuaTrue. OpHaMEeHT B ICTIAMCKOM HCKYCCTBE BBITION-
HSIET POJTh UKOHBI B XpUcTHaHCTBE. OH MpezicTaeT Kak HEKHid TOCPETHIK MEKITY
3THM 1 ITOTyCTOPOHHUM MHPOM, TJie TPUCyTCcTBYeT bor. O6 3TOM MUIIyT MHO-
rue uccrenonareny. O0bscHseT 310 111, M. IIyKypoB TeM, 94TO «I10100HO TOMY,
Kak 0okecTBeHHOE CIIOBO CHU30MILIO B Tena boromarepn 1 Myxammaa, apad-
CKHE CakKpajbHble HauepTaHWsA, Oyaydd «BEIIbiOo» B ceOe, MPEABKYIIAOT U
MTOPOXKIAIOT B CO3HAHHUH BEPYIONINX HA/IEXKTy H YBEPEHHOCTH B BO3BPAILICHUHT
K TPAHCILCHICHTHBIM MCTOKAaM BhITHs». !¢

CyImecTByeT TpH THITA OpHAMEHTA: PACTUTENLHBIN (apabeck), TeoMeTpH-
gecknit 1 kayumrpadrueckmii. B Xamdare B VII B. ObuT BBIpaboTaH HOBBIM
THIT OpHAMEHTa — apabecka — CIOKHOE MOUTOHAITFHOE TIOCTPOSHHUE, COYETal0-
meecs ¢ apabCKM MIPHGHTOM — TIPSMOYTONBEHBIM (KKY()ID»), OKPYTITBIM («CYITBC»),
HacX, MyXaKKak, prKa, HACTaJHK. BCero OCHOBHBIMH MOYEPKAMHU CUHTAETCS
mecTb. OKPYIIIBIN «CYITBC» M €r0 MEHBIIHIA 110 pa3Mepy BapHaHT — «HACX» —
IJIaBHBIA CTaHTAPTHBINA ITOYEPK IS IEPETTUCKH pyKommceit. OH JIer B OCHOBY
regarHoro apadckoro mpudra. Cirerka pacTsHYTHIH 110 TOPH30HTAIN 1 BBEPX
COJIMTHBIN «MyXaKKaK» 1 €0 YMEHBIIIEHHBIN BapHaHT «paiixanm. CTpeMUTeNb-
HBIH HaKJIOH W TIOJYEPKHYTas 3aTHYTOCTh OYKB XapaKTepHBI ISl «TaBKHa» U
€ro yTOHYEHHOTO MajoTo BapHaHTa «PHKa» — CETOJHS TIABHBIN KypCHBHBIN
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nouepk. [Togepk «xydhm» — camblii TOpKECTBEHHBIH U yKpaIai 0co00 oQuIm-
anpHbIe criicku KopaHoB u 31anms. Apabecka — Hanbosiee THITHIHas OpHAMEH-
TaJIbHAs KOMITO3UIIMS. BIOCTIEACTBII STOT OPHAMEHT ITUPOKO PACIPOCTPAHIIICS
B EBPOIIEHCKOM HCKYCCTBE IO/ TEM )ke Ha3BaHueM. | lepoHadaibHO B OpHAMEH-
Te Tpeo0dIagaiy pacTUTENbHBIE MOTHBBL. OCHOBY €r0 COCTaBIISIIN 3aBUTKH BH-
HOTPaTHOM JI03BI, BOTIIOIIAS OJlaroBoIeHHE AJutaxa K JTFOSIM, KOTOPBIE TTOITB3Y-
I0TCS KpacoToit u 1uionaMu BuHorpaja. Kak nmumer b. M. ITuorposckuii, «B
apabecke eCTh IBa BHYTPESHHUX cMbIcTa. [lepBrrit — 6omee TiryOMHHBIA. OH BEI-
pakaeT BEYHOE JBIKEHHE W MHOTO0Opa3ue, KOTOPOE CO3BYYHO TTOHATHIO AJT-
J1axa v MPUCYTCTBYET B KAYK/IOM MOBTOPSFOIIIEMCS M HEKOHYAIOIIIEMCSI OpHAMEHTE.
Bropoii cMeic Goitee KOHKpeTeH — Tepes] HaMH TPOCIIaBJIeHHe W TF000BaHNE
MHPOM, CO3TaHHBIM AJIIaxoM ISl denoBeka... OpHaMeHT Kak Obl HILTIOCTPH-
pyeT u procodcKyro M KOHKPETHYIO CyTh O0kecTBa. HakoHerr — n3o0paxeHue
KpacoThl 1 YMHPOTBOPEHHOCTH Cafla C TUIOAaMH BBI3BIBAET B TIAMSTH KOPaHH-
YECKHE KapTUHKM paickux camopy.!” [lo3mHee HMOSBHICS THUPUX — JIMHEHHO-
TeOMETPHYECKHI OpHAMEHT Ha COYETAaHWH MHOTOYTOJIEHIKOB M MHOTOITyI€BBIX
3BE3I, COEIUHSS JIOTHYECKH CTPOT0e MaTEMaTHIeCKOe TOCTPOCHHE U Xy/I0XKe-
cTBeHHYIO (paHTa3mI0. [ eoMeTpryecknii OpHAMEHT MOT BBIpa)kKarh UeIo Heba,
HeC HACHIIIEHHYIO WACHHYI0 porpaMmy. OTaensHble TeoMeTprdecKre Qury-
PBI HACBHIIAINCH CHMBOIMYECKIAM W MaTMYECKAM CMBICIIOM. Tak, Marudecku-
YTHIMTAPHBIMEA ObLTH N300paKeHNS 3HAKOB 307Miaka U co3Be3anid. Hanecen-
HBIE Ha MPOM3BEACHUS JEKOPATHBHO-TIPUKIIQIHOTO HCKYCCTBA, OHU oOeperain
BIaJeIbIla. TamcMaHaMu MOTITH CITYKUTh 3Be3ma CymakiMaHa, 3Be3na Jlayma.
Beumi 1 npoune 3Haku. Bce OHM MCHONB30BAIUCH TSI Marudeckoil 3aiuThl.
Kak cunraer M. b. [TnoTpoBckuid, «. .. reoMeTpus ObIa He TOJIBKO METOIIOM, HO
Y CoZiepyKaHNeM UCKYCCTBa. .. IMEHHO B HTpe ABYXMEPHBIX M TPEXMEPHBIX IPO-
CTPAHCTB — OJIHA M3 MTYOWHHBIX MpENecTel MyCyTbMaHCKOTO OpHAMEHTay.!s
KpyroBas opHameHTabHast KOMITO3HIINS TPAKTOBAJIACh KaK TEOIEHTPUIECKast
KOHIICTIIINS MUPA U OBITHS, PACTHTEITLHBIN MOTHB CTAHOBHIICS 00pa3oM OOHOB-
neHust, /{pesa >KU3HM, BEYHO IPEKPACHOTO MEpa IIPUPOALI U T.11. Henb3s He co-
macuThes ¢ MHeHHEM M. b. TIHOTpOBCKOTO, BBICKa3aHHBIM IO OTHOILIEHHUIO K
ceMaHTHKe opHaMeHTa: «OCMeTnMCS ITPEATIONIOKHTE U 3aBUTh, 4TO 3TO CBsI3a-
HO ¢ TOHNMaHueM bora, ¢ TOTBITKOM paccKa3arh O HeM He TOJIBKO CIIOBaMH, HO
1 XYIO)KECTBEHHBIMH 3JIEMEHTaMH, aOCTPaKTHBIM OPHAMEHTOM paccKa3arh 00
abcrpaxrHoM. [loBTOpSIIOIIMIICS OpHAMEHT HEHABSI3UMBO, HO YITIOPHO M CKPBITO
MPUyYaeT YeJIOBeKa K OIIYIIEHHSIM, KOTOPhIe CPOAHN MHOTHIM TIPe/ICTaBICHH-
sM 00 AJiaxe, eIMHOM, €IMHCTBEHHOM M HETTOCTH:KIUMOM J100pom Teopie».'?
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OpHaMeHT HepeIKo BKITIoUai B ce0sl TEKCTHI, TaK Ha3bIBAEMBIN ITUTpa-
(brueckuii, kKaumMrpaduIecKuii opHaAMEHT. BerymuM BUAOM HCKYyCCTBA B
apabckux cTpaHax ObuTa Kammurpadus. Apadbckas rpaduka sSBIsIach T0MH-
HHPYIOIIEH CEMUOTHYECKON cucTeMol. Ee perynmupyromue GyHKIIAN TpO-
SBJISUTHCH BO BCEX BUJIaX IUIACTHYECKHX MCKYCCTB M M3SAIIHOM CIOBECHOC-
tu. [lepenucars TekcT u3 Kopana cuuranock mpaBeaHbiM jenoM. Kpacora
MMChMa CBS3BIBANIACH C JYXOBHO-HPABCTBEHHOW c(epol 4eloBeKa, ¢ ONv-
[IETBOPEHNEM MPEKPaCcHOTO, HanboJIee TOTHO BOIUIONMIEHHOTO B bore. Bot
oYeMy OPHAMEHT — He ITPOCTO OJIMIIETBOPEHHE TIPOCTO KPACOTHI, HO KPaco-
THI UMEHHO 00KeCTBeHHOM. J{J1s mchMa Mermorb30Banuch MuTatsl U3 Kopa-
Ha, OJIaroroXkeIaHus, MyIpble BRICKa3bIBaHMs, CTUXH. Kamrpadus Opura
HaJHAIMOHAIBHBIM 3JIEMEHTOM KYJIBTYPHI BO BCEX PETHOHAX, TIIE PacIpoCT-
panmics ucnaMm. Kammurpadudeckas HaImUCh TOBOIBHO YacTO TPYAHA IS
9TeHUS, 100 e¢ TepBas GYHKITNSA — YUCTO JekopaTtuBHas. OHa mpecienyeT
11eJTh B TIEPBYIO OYEPEb PAlOBATh IM1a3 OECKOHEYHBIM ITOTOKOM JTMHHH, YTO-
MAIOIINX B MEJIKUX Y30pax, BeIpakas 0ECKOHEUHOE ABIKEHIE, HEKOT/Ia Ha-
gatoe AmraxoM. [IogIMHHBIM CIMBOJIOM BEePBI €TUHOOOKMS cauTaeTcs 112
cypa — «Ounmenue». B mepeBozae B. [TopoxoBoif 0H 3ByYHT Tak:

1. Craocu: «on — Annax — eoun,

2. U3eeuen Annax ooumn,

3. He poocoan On, u ne b6vL1 podicoer,
4. U ¢ Hum nuxmo ne cpasnum».”’

TekcT 3To# cypbl KaTUrpadbl HOBTOPSITH U MOBTOPSIFOT HA PA3IMIHBIX
TIpeIMEeTax: CBeTHIIbHHKAX, (DaKeax, KasaMaanax (eHaisax), Japrax, u T.1.;
PEITUTHO3HBIX U CBETCKUX 37aHusAX. OH CTall BAXKHBIM DIIEMEHTOM MYCYIIb-
MaHCKOTO UCcKyccTBa. CieayeT NoMIepKHyTh, 4TO TeKCT KopaHa BKITIOUaeT B
ce0s1 HECKOJIBKO YPOBHEH: OT TIOHSTHBIX OOBIYHOMY YeJIOBEKY, Uepe3 Mpo-
HHUKHOBEHME B GUI0CO(CKUI CMBICH K YIITYOJIEHHOMY €To ToHuMaHuIo. Ta-
Kasi MHOTOCTYIIEHYAaTOCTh CMBICJIOB XapaKTEpHA W JJIs XyJI0)KECTBEHHBIX
AJIEMEHTOB HCKYCCTBa U OBITOBBIX IpeaMeToB. OTKa3aBIINCh OT H300pake-
HU — o1 BustHueM nynan3Ma («He cotBopu cebe kymupay — oJiHa U3 IJIaB-
HBIX €T0 3aroBeei), 0obIoe 3HaYeHNE IPHOOPEITN HE TOIBKO CYyphI, HO U
«XaJIUCB» — 3allUCH O BBICKAa3bIBAHUAX M MOCTYIKAaX Mpopoka. Tak opHa-
MEHT B3sUT Ha ce0sI pOJIb YHHUBEPCATLHON ACTETHUECKOM BBIPA3UTEIBHOCTH B
UCKyccTBe cnama. Kak mpumep MOXKHO MPUBECTH CO3/IaHHbIE TPy Mamitro-
Kax pykonucu KopaHa, KOTOpbie BKIIIOYAIOT B €05 3aMOTHSIONINA MHOTHE
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BBOJIHBIE CTPAHUIIBI TEOMETPUIECKUI OPHAMEHT, COIEP KAl MUCTHYIEC-
KM€ CMBICITHI B OECKOHEYHBIX CIUIETEHHSIX aOCTPaKTHHIX (GUTYp M JIMHUH.
OTH PYKONIMCHBIE KHUTH OTINYAIOTCS, CKaXXeM, OT «KeHpyaHCKHX» Kyhu-
geckux KopanoB Marpuba. Hammcanubie 3010TOM Ha cMHEM QoHE Kyhu-
YeCKUMH MMHUCbMEHAMU 0C000TO0 THIIA, COYETABITIETO B ce0e OKPYTIIOCTH OYKB
Y YTIIOBaTOCTh COSAMHEHNH, 3TH MAMATHUKHN KyJIBTYPHBI, IEMOHCTPHUPYS CBO-
eo0pa3ue NCIIAaHCKOTO MCKYCCTBA, BCE JK€ HAXOIMIIMCH B PYCII€ BRIPA3UTEINb-
HOCTH MYyCYIIbMaHCKOTO UCKyccTBa. Kamurpadudaeckne Haamucy 3HaMeHH-
TBIX OCMaHCKHX KayunrpadoB Xamuay/utel U Kapaxucapu MCHOIB30Bai
OYEeHb CIIOKHBIE MEJIKHE TMOYEePKH, HAIPHIMEpP, «PUKa» — MEJKHUE, TUNIOTHO
Tommsirecs: OykBbl. [[oMIMO 3CTeTHYECKOTO 3HAYEHHS, TAKOH ITOUEPK MMel
MPAKTHYECKAN CMBICHT — 9TOOBI Ha BAKHBIX JJOKYMEHTaX HEb3s ObLIO BCTa-
BUTH WM N3MEHHUTH 3HAYCHHE HATMCAaHHOTO. OCOOBIN CMBICT IMETH OCMaH-
CKH€ TaMTH — 3aMBICJIOBATO HAlMCAaHHBIE KaK rpad)nIecKue CHMBOIIB UMEHA
CYJITaHOB, IIOXOXHE Ha JIPEBHUE TIOPKCKHE POIOBBIE 3HAKH.

Jns mpeaMeToB pOCKOIM H300pa3sUTENbHOCTh BCE JKe JIOIMyCKalach.
O06pa3 yemoBeka, HeCMOTPS Ha OTPaHHICHHOCTH OOpaIIeHUs K HEMY, He ObLT
WCKJTIOUYEH W3 BHUMaHHS XyIOKHUKOB. ET0 M300paXkeHNsI MBI BCTpEYaeM B
WLTIOCTPAIUAX K PyKOMHUCSIM, Ha TpeMeTax MPHUKIaTHOTO NCKYCCTBA, He-
PENKO OH BCTPEYAETCS ake B MOHYMEHTAIbHBIX MAMATHUKAX. JTO MOTYT
OBITH M300paKEHUS TIPABUTENA Ha TPOHE, IPUABOPHEIX, BOWHOB, BIIFOOJICH-
HBIX, UTPOKOB B Hap/bl, KOHHBIX UTPOKOB B TMOJIO (JIFOOMMasi apuCTOKpPAaTH-
YyecKasi irpa MyCyJIbMaHCKOTO BocToka), OXOTHUKOB, MUPYIOMINX, CIyT. Bece
3TH N300paXKeHUS 4aCTO STUKETHBI — ITO3bI IEPCOHAXKEH, KOMIIO3HUITHOHHBIE
CXEMBI TIOCIMHKOB U MTUPOB T'epoeB, UX aTpUOyTHI (HaIpuMep, TUTPOBBII
kadTaH y Pycrama, pyoumnie MamkHyHa), CHCTEMa IIBETOIIOCTPOSHUS U ITPO-
CTpaHCTBEHHOTO pemieHusd. Hepeakn Takke M300pakeHUS TAHIIOPOB U
TaHIIOBIIHXII, My3bIKAHTOB C Pa3HBIMH MY3BIKAIbHBIMA WHCTPYMEHTAMU —
OyOHOM, TFOTHEH, apdoi, TymouKo# 1 T.1. JKaHPOBBIE CIICHBI HEPEIIKO BKITIO-
4aroT 300pakeHus JepeBbeB U 3Bepeil. IkoHoTpadudeckas cxema XpUCTH-
AHCKOTO HCKYCCTBAa, CHMBOJIMYECKOE 3HAYEHHE KOTOPOi OBLITO M3BECTHO HC-
JIAMCKUM XYAOKHHUKaM, 9acTO 3aMMCTBOBaIach. Tak, 3amMCTBOBaHa Oblia
XpUCTHAHCKas HKOHOTpadus n3odpaxenus «Bresn Xpucra B Mepycammy,
HarpuMep, B wumoctpanuax k «lllax-name» @upnoycu, «Xamce» Huzamu.
Xyno>XKHUKH MHUHHATIOPHOW JKMBOMHCH BoCTOka Hepemako oOparmaimch K
ckazanmio o I0cyde (Mycyde) — Hocube IpexpacHom. ITo ckasaHme Taxe
Bonwto B Kopan (12 cypa). Ckazanune «HOcyd u 3ymneiixa» momydmr pacipo-
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CTpaHEHHUE B CPETHEBEKOBOM uTeparype. Hanbosee momynsipHbI OBLTH TTO-
sMmbl @uppoycu, Padrysu, Jlypoeka, HO 0COOSHHOW H3BECTHOCTHIO TIOTH30-
BaJjics TekcT AGmypaxmana JlkaMu, FULTFOCTPAITH K KOTOPOMY aHAJIN3HPY-
et B. A. Hypmarosa.?! 310 cCBHAETEILCTBYET O OIIM30CTH U CBSI3U HE TOJIBKO
PENUTHH, HO ¥ HCKYCCTBa. Takoe MCIOIh30BaHNE UCKYCCTBA, IPEAIIECTBO-
BaBIIIETO BO3HIKHOBEHHIO HMCIaMa M BOBICUYEHHOTO B HOBBIE CHHTaKCHYIEC-
KH€ CBSI3H, BEJIO M K CEMAaHTUIECKUM M3MEHEeHMsIM. CMBICT CHMBOJIOB CTa-
HOBWJICS Pa3INYHBIM. J{0OBONBHO YacTo Tpu M300pakeHWH JIFOAEH MBI BH-
IUM HaJ TOJIOBOH HUMO, KOTOPHIN OBUI 3aMMCTBOBAH MYCYJIbMaHCKUM
HMCKYCCTBOM Y XpHcTHaHCTBa. CMBICT e ObLI coBceM nHOM. OH He ObLT 3Ha-
KOM KOH(peCCHOHAIBHOM MPUHAIEKHOCTH. B 3TOM MpOSIBIATIOCH KyIBTyp-
HOE CXOXJICHHE C XPUCTHAHCTBOM. BMecTe ¢ TeM B XpHCTHAHCKOM HCKYCCT-
Be (UTypa BOMHA Ha KOHE, TOPaKAIOIIETo 3Mesl, 3MeebopIia, 6630roBOpOIHO
uneHTuuIMpyercs kak ['eopruii [Tobenonocen. [ MycyTpMaHnHA Ke 3TO
mpocto ciokeT. CymuTs 0 ero colep>KaHNH MOKHO TIPH YCIIOBHHM YCTHBIX
yKa3aHWH WM TEKCTOBBIX MOACHEeHUH. Korma MbI BUIUM B MyCyTbMaHCKOM
WCKyCCTBe M300pa’keHNe IOHOIIN Ha KOHE, IPOH3AI0IIEeT0 KOIbeM 3Mesl, TO
3HaYeHHE JTOTO CIOKETa COBEPIICHHO OTIMYHO OT XPHUCTHAHCKOTO. 371ECh
OTHIONL He uMeeTcs B BuAy [eopruit [TobegoHocel, a Bcero JUMIL TTOBE-
CTByeTCS 00 OXOTe Iapsi MITH BUTS3S.

Hepenxo B mos3uu yepram Inila MpUAaBaINCh pa3BepHYTHIEC aJUTIO3H,
npuoOperasmye B cyhuzMe, HapuMep, 3Ha9eHHEe CHMBOJIOB-TEPMHHOB, KO-
TOPBIE MTOMISPKUBATICH B U300PKEHISIX. ITO OOBICHACTCS TEM, UTO JINTEPA-
Typa ¥ TI033WsI MPENCTABIUTACE 0CO00M ICTETUIECKOM MPOSKIMe MIpO3/1a-
HUS, YepraroIieil KpacoTy B AOCONIOTE — BBICIIIEM OHTOJIOTHYE€CKOM NCTOYHH-
Ke, U IOTOMY CTOJIb ACHCTBEHHO BN Ha 4yesloBeKa. Tak, B mo33uu Jxamu
I7a3a CUMBONM3HPYIOT ATpHOyTHl Benmnums, mpensarcTByomero Oam30CcTH
«pabax» c I'ocrmogom, ycta — AtpudyT KpacoTsl, acCOnUUpysICh C JKUBOTBOPHO-
CTBIO, MHJIOCEPIHEM, TOOPOTOIA, HE TOJBKO C KPACHOPEYHEM, HO U C MIEAPOC-
TBIO B MITocepaneM. JIOKOH 03HaYaeT WILTI030pHYI0 MHOKECTBEHHOCTH TBO-
peHHs, CKpBIBAIOIIEro JIMK ucTHHHOTO EnnHcTBa. [lanmeMer ¢ maBimHAME 110
CTOpPOHAM YacTO CIy)KaT CHMBOJMYECKAM OOO3HaUYeHHEM «JlpeBa KU3HI».
N3o6paxkeHne nepeBa MOIJIO OBITH SIPKUM 3HAKOM CIIOKOHCTBUS. Oper BHaya-
sie OBLT SI3BIYECKHM TOTEMOM, 3TOT COKPBITBIA CHMBOJIMYECKUI CMBICT MOT
COXpaHATHCS U B Ooriee o3Hee BpeMs. B nckyccTse ucimama oH, Kak MpaBu-
JI0, OJALIETBOPSIT TOPAYI0 MoIh mobenuTens. Kpome Toro, B mciaMckom mc-
KyCCTBE MBI BUAMM Pa3HOOOPA3HBIX JKUBOTHBIX — JIBBOB, JIOIIAJEH, KOPOB,
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OapanoB u T.1. Hepeako BcTpedaroTcst m300paskeHHUS pa3HbIX NTHII, CHUHK-
coB. TeneHOK CHMBOJIHM3MPOBAI POXKICHNE, KOPOBA — 3PENIOCTh M CO3/IaHHUE
MTOTOMCTBA, JIeB-0apc — rudensb. CoemuHeHNE 3THX TPeX W300pKEHHA B O
HOM TIpeiMeTe OBIII0 3HAKOM TPEX ATAIoB XKHU3HU. M300pakeHue 3aiiia B npaH-
CKOM CpPeTHEeBEKOBOM HFICKYCCTBE Yallle BCETO CBI3BIBACTCS C CIOKETaMH JTFO-
0OOBHOTO XapakTepa, a MaBJIMH OJUIETBOPSIET ITOXOTh U THEB, IOYEMY HEPEIKO
n3o0paxkenrne Amxama 1 EBBI COIPOBOXTAETCS 3MEEM 1 TIABITHHOM.

IToMuMoO prMEHEeHNST XPUCTHAHCKHUX MOTHBOB U TIPEJIOMIICHHS MX B HO-
BOWM CHCTEMe, MyCYITEMaHCKO€ UCKYCCTBO HCIIOIB30BANIO PHEMBI JOMYCYITh-
MaHCKHX CPEJCTB BBIPA3UTEIHHOCTH. M 3/1eCh TakKe MPOUCXOIUIIO HX TIepe-
ocMbIciieHre. Eciu B upaHCKo# IOMYCyIbMaHCKOM TpagUIINK [aBIUH — CUM-
BOJI OOTHHU AHAaXarbl, TO B MyCYJIbMaHCKOW TPAAHITUH OH ITPUBSI3aH K UCTOPUH
rpexomnageHus Anama u EBbl. OmsTh MBI BUAMM NMPOHUKHOBEHHUE U B3aWMO-
JIECTBUE IBYX CEMHUOTHUYECKUX CHcTeM. YacTo B ATHX M300paKeHHAX Tepe-
JTAIOTCS CTaHHapTHBIC GOPMYNIBbHEIE codeTanus Guryp. [ITHIRI 9acTo OBITH
CHUMBOJIAMH HEOECHOTO MUPA, IOV 1 YKUBOTHBIE OJTUIIETBOPSIIA 3€MHON MHP.
Kpacota cagoB cumBonm3upoBana Oieck pas M CBET NMpHONMIKeHns K bory.
OnHako 3T H300pa3uTeNbHBIE AIEMEHTHI Yallle BCETO ObLIN UCTIONB30BAHBI B
MIpeAMeTaxX POCKOIIH, IPeAHA3HAYaBIIIXCS ISl 3HATH. BaXXHBII 5ieMeHT nc-
JIAMCKOTO HCKYCCTBA — MPOSBIICHHE COIIMAIBHON CTPYKTYPHI B XyIO)KECTBEH-
HBIX TTAMSTHUKaX. Bce 9Ti n300paxeHus Bce ke ObUTN MpIMepaMy CMBICIIO-
BOIl MHOTOCJIOMHOCTH, OTChUIAsl OT 3HAKOMBIX BOCIIPOU3BEACHUN MTPEIMETOB
U SIBJICHUI peaIbHOTO MUpa K ITyOnHHOMY ToHMMaHuio Kopana. Makpokocw,
KyJIBTYpPa, @ UHOTIa ¥ MAKPOKOCM YeJI0BeKa BBIPAKAJIFCh CHMBOJIAMH, Yepe3
M300paKeHNE PA3TUIHBIX KUBOTHBIX, TITUI] U JTAJKe, KaK MbI BUJIEIH, YeJIOBe-
Ka. B HUX 1aH MHBapHaHT NETHHOCTH OBITHSA, IPOTHBOCTOSIIIETO CBOEH Kpaco-
TOM 6€300pa3HBIM TI0 CBOSH CYIITHOCTH pacray, Xaocy, CMEPTH.

JlexoparrBr3M — OCHOBa BCEX BHJIOB MCKyccTBa. CIIOKHBIN OpHAMEHTAJb-
HBI PUTM U TIOBBIIIEHHAS KOJIOPHCTUYECKAs! 3BYYHOCTH MTPOHM3BIBAIOT BCE
MIPOM3BENICHU MYCYJIbMAaHCKOU TpaIuIiK. B apXutekType 3To pa3Horo poaa
apku (CTpeipdaThle W TOAKOBOOOpAa3HEIE), KyIIojia, OMUPAIOIIHECsS Ha TPOM-
TTBI, MyKapHBI (CTaTaKTUThI) — IEKOPATUBHOE 3aITOTHEHNE CBOJIOB, HHUIII, Kap-
HU30B. B KyIbType ApaBHICKOTO TIOIYOCTPOBa MBI BUIUM CHHTE3 apabCKOi
JIOMYCYJTEMaHCKOW TPAIUINH C TOCTKEHUSIMH aHTUIHOU W JIPEBHEBOCTOY-
HOW KynmsTyp. Hambosee paHHMe TaMSITHHKH MYCYJIbMAHCKOH apXHUTEKTYPHI
HaxosaTcs B Cupun — Medets Ometissnos B Jlamacke (705 — 715 ). Onna u3
nepBeIX MeueTedt — Medueth Ckanbl (KyOb6ar-ac-Caxpa — kymon Ckaibl) B
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Hepycamume (687 — 691 rT.). B MUXpaOHBIX HUIIIAX, Ha ¢ppu3ax (MedeTh VOH-
Tynyna) Mel BUAUM >nUTpad@udeckuii opHaMeHT. B HUX, TeHCTBUTEIBHO,
aBTOPBHI CTPOTO CIIETYIOT KAHOHAM - HUKaKUX M300pakeHwii B HUX HeT. Og-
HaKO TPY 3TOM BCE YPOBHH KyJIbTYypPhI — PETUTHO3HBIN, PrIT0OCO(CKHIA, MHC-
THYICCKUH, TIOITHICCKIH, H300pa3UTEIHHBIN OKa3bIBAIOTCS BOSMOKHBIMH JIJIS
€€ CaMOOIMCaHMs. DTH MEIUAaTUBHBIC (GYHKITUN apaOCKOW MICHhMEHHOCTH
HamboJee SIPKO MPOSBISAIOTCS B apXuUTEKType. «BepTukanbHas cTpykrypa
MYCYJIEMaHCKOH MEYeTH BKIFOYaeT B ceOs TPU CHMBOJIMYECKUE 30HBI: YeT-
BEPHUK — CHMBOJI HIDKHETO MUPA, KYITOJl — CHMBOJI MUpPa BEpXHETo 1 OapadaH
— cBOeoOpa3Has 30Ha Mepexoa OT MHIpa 3eMHOTO K MUpy HeOecHomy. Hawn-
0oJ1ee CyIecTBEHHBIE C PEITUTHO3HON TOYKY 3PEHHUS HAIFICH HAHOCITCS Ha
Oapabane, T.e. OHU TOABISIOTCSA NMPEUMYIIECTBEHHO B TEPEXOAHOHN 30HE,
MecTe pa3beINHEHNs U HHTErPaIlii 36MHOTO U HeOECHOTO, HIDKHETO H BEP-
XHETO MHUPOB, MPOPAHUICCKOTO H CAKPAITLHOTO».>> AHAIOTUYHO CTPOUTCS
Y TOpPH3OHTANbHAS CTPYKTypa MedeTH. LleHTpaapHbBIN BXOJ U MUXpad He-
MIPEMEHHO U B IIEPBYI0 OYepeNb YKpaIIaIHCh rpaQuuecKuMA H300paKeHHS-
mu. [losiBneHne Hammuced Hal BXOAHBIMH JBEPSMH Ha HUX OOBACHIETCS
CHUMBOJIMYE CKUM 3HaU€HHEM IT0POTa, ABEPH B MYCYIIbMaHCKOU KYIBTypE, TaK
KaK JIBEpH, HalIpuUMep, pa3AessioT MpoQaHnIecKoe U CaKpaTbHOE MPOCTPaH-
ctBO. Ho B 3aropojHbix pe3ujieHIusx — komiuiekc Miarra, Kyceitp-Ampa
(xamudar OmetisnoB), ABopItel bamskyBapa n [[xaycaka, Camappsl, 3aMOK
Kacp-ams-Xeiip, aeopernt Kyceiip-Ampa (xanmudar A66acumoB) — HapsSAy C
OOJBIINM KONWYECTBOM OPHAMEHTAJBHBIX KOMITO3UITNH, WX ohopMIIeHUE
COZIEPHT U TIPUMEPHI CBETCKUX N300pakeHNH, IEMOHCTPHUPYIOIINX 0OIHK
YelloBeKa M KUBOTHBIX. [IpoomkeHneM 3THX MyCYyAbMAaHCKUX TPaadIi
SIBIIICTCS TBOPIIOBBI KOMILIEKC anb-xampa (Anmeramopa) B I'paname — ror
Wcmannu, ientp ['pananackoro smupara. B Ocmanckoit Typrnn MmedeTn Xo/I-
ku CuHana, moctpousiero B CtamOyie 6omee 80 Medereid, cTaau CHMBO-
JIOM MYCYJIbMaHCKOW apXUTEKTypbl. B HUX NCIIOIB30BAINCEH H3PA3IIHI, B KO-
TOPBIX Ipeodaian cuHuil nBetT. Hepenko Bo BHYTpEHHUX HHTEPhEPax BCTpe-
YaroTCsl OTPOMHBIE KaJUTHTpaduyeckre HaAIHCH.

B xHIXHOI MUHHATIOPE, pacIBET KOTOPOI OBLT CBA3aH C TPATUIIMOHHBIM
BHUMaHHEM K JINTEpaType, MPEeBATUPYIOT MIOCKOCTHOCTD, JIAIMMAAPHOCTb, Je-
KoparuBHOCTE. [Ipn AGGacumax OblIa Jake OCHOBaHA TEPEBOMUICCKAsT KOJUTe-
rus «JloM MyapocTmy, Tie IepeBOIMINCH APEBHETPEIECKHE U IUTMHUCTHYEC-
Kre KHUTH. TpyIpl aHTHYHBIX aBTOPOB MBI 3HAEM KaK pa3 1o apadCKUM IepeBo-
nam. B cBoro ouepens apabckuie TPpyIbl OBLTH ITepeBeICHBI Ha JIATHIHE. A apaOcKast
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TI0A3MSI OKa3aJia CHIIbHEHIIIee BISHUE Ha TIOCIIe Y OIIYIO JINTeparypy He TOb-
ko Boctoka, Ho n 3amana. [TncemMenHOCT Bo3HMKIA B FOxHOM Apaswm 3a 1000
net o Hamied 3pbl. [1033us 371ech 3MaBHAa BBICOKO YTHIIACH, TIOAT CIUTAIICS
HETIPUKOCHOBEHHBIM, JKeNaHHbIM TocTeM. «I1033us mycTeiHm» — Kachiapsl (Be-
TIMYaIbHbIE OfIbI) U «3aIUTavyKi OBUTH OCHOBOW ONYDKHE- M CPETHEBOCTOYHOTO
CTHIXOCJIOKCHUST Ha MHOTHE Beka. [ cpenHeBekoBoi apabCKoi JIUTEpaTyphl
OblTa XapaKkTepHa JECKPUTIITUBHOCTh — UCTIOIF30BAHNE TPAJIUIIMOHHBIX YCTOM-
YHBBIX JIEMEHTOB OITHCAHHS — HAIIPUMEp, CHUSIONINI ABOPEII, POCHCTas Po3a,
’KMBOTBOPHBIN 0T, CBETO3aPHBIH JIUK H T.I1. TO BIHSIIO M HA H300pa3uTeb-
HOE FICKyCCTBO, 0COOCHHO Ha KHIDKHYIO MUHHATIOPY, JIaBasi IIPOCTOp IS BOC-
Tpor3BeIeHNs TOAPOOHOCTEH. B MIHMATIOpE MBI BUINM TMHAMUKY Pa3BHTHS —
OT KaJuurpaduu — K 0TOOpaskeHUIO BeelleHHOM, CHauaia qeioBeka, oToM Iei-
3aka, Kora pacmmpsiiack Mikonocdepa u orcrynana Jlorocdepa pyKormcHOM
cTpanuIlpl. Takoe BBe/leHHE HOBOTO METAH3MIECKOTO MMPOCTPAHCTBA B KOHEY-
HOM WTOTE TIPHBEJIO K TOSBIICHUIO M300paKeHHS Tei3axa, HE3aBICUMOTO OT
CIOKETHOTO JIEHCTBIS. B apabo-MecormoTaMCcKoii MUHHATIOPE BBIACTISIOTCS Ta-
KHe TTAMATHHKH, Kak « MakaMbD» ajl- X apupH, WIDTFOCTPANnH K 0acHsIM «Kammma
n Jlumaay. OHA TIPENCTABILTIOT COOON HAIVIIMHBINA TIPUMEp TIEPEBOIa OTHOM
3HAKOBOI CHCTEMBI B APYTYIO. B HUX MPOUCXOMUT TIepeaKkIeHTHPOBKA U TIepe-
TPYIITAPOBKA CMBICIIOBBIX IOMHHAHT U300paKEHIIA, YTO TIPUBOIHUT K TIEPEBOAY
KOHCT@HTHOTO COOOIIEHUsI B ACCOMATUBHBIN KofI. IHTEpeCcHO, 4TO HILTIOCTPH-
POBAJIHICH HE TONBKO MOATHYECKHE TEKCTHI, HO M HAYYHBIE TPAKTATHI, HEPETKO
o OopMIIEHHBIE B CTUXOTBOPHOH (pOopMeE, HACTOIBKO OBIIIO Pa3BUTO JIUTEpPATyp-
Hoe TBOpuecTBO. [loaToMy MinTrocTpupoBaHa 3HaMeHNTast KHUTa «Papmakorno-
TS (XynokHUK AOmaax nox dapiem), « Anrekay, « Tpakrar 00 aBroMaraxy.
SpxuM TIpeacTaBuTeIeM Oarmaackod MIKOIBI KUBOITHUCH ObLT SIxbst HOH Max-
Myn ab-Bacern B Mecomotamuu (1237).

3emMHas TI000BE BBHICTYIIANIA CYOCTUTYTOM «JTF00BH HEOeCHOMY. TakoBEI
OBUTH KJTaccHueckue crokeTwl o Jleinmn m Mamxkuyne, Llupua n @apxaze,
HOcyde u 3ymeiixe.

CTporocTh ¥ OPraHUIHOCTH KOJIOPUCTHIECKOW TaMMBI, OTCYTCTBHUE Jie-
TaJN3aIiH, THITU3HPOBAHHOCTh OOJIMKOB JNEHCTBYIOMNX JIUI] — OCHOBHBIE
XapaKTepUCTUKH 3ToT0 HckyccTBa. B Crupun u Mpake B X111 — XIV BB. KHIXK-
Hasi MUHHATIOpa JOCTHIIIA BepIIMH MacTtepcTBa. OQHON M3 MPUYWH OBLIO
poHUKHOBEeHHE M3 Kuras crmocoba mpon3BoacTBa Oymaru. Knuralickue Biu-
STHVISI TIPOSIBUITUCH BO MHOTOM B KHHKHOM JKUBOITHCH, 0C00eHHO B X1V — XV
BEKax MOYTH BO BCEX PErHOHAX MYCYJIbMaHCKOTO HCKyccTBa. Ha Tepputo-
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pun Upana m Adranncrana apaOCkue 3aBOCBAaHUS CMEHUINCH MOHTOJIBC-
KHM BIIQJBIY€CTBOM, HO XyIOK€CTBEHHbIE TPAJAWIINN MPOAOIDKAIH PA3BH-
Batbes. Tameprnan (1336 — 1405) 3aBoeBan monmupa. CTonuiei cBoeii M-
nepun oH caenan Camapkanna. Croga OH NPUBE3 PEMECICHHUKOB M XYHIOXK-
HHUKOB cO Bcero cBeTa. /g smoxu TuMypumoB xapakTepHO pa3BUTHE
KHIDKHONW MHHHATIOPHI, TOCTUTIICH 0COOBIX BepmuH. 1{emodka mkor — re-
parckasi, Tedpu3cKast, ncaxanckas, IIpazcKast OMPeNeNMIi O CHOBBI BRIPa-
3UTEIBHBIX CPEACTB KHIDKHOM MIHHATIOPHI ATOTO perroHa. Jis Hux ObutH
XapaKTepHBI APKOCTh W MECTPOTa IBETa, MUCTHYECKas MeTa(hOpHIHOCTb,
CUMBOJIMYHOCTH N300paKeHNH M HHTEIJIEKTyalbHas abCTPaKITus, COUeTaB-
IIUXCSl ¢ MHTEPECOM K OBITOBBIM CIleHaM. Bbimaromumcss MacTepoM OBLT
Kamain-an-nua-bex3an (1455-1535). MmrocTpupoBaIiuch pyKOIHCH «XaM-
ce» (maTh modM — «CoKpoBHIIa TaHy, «Jleiima 1 MemxHyH», «XOCpPOB H
Inpun», «Cemb moptoB», «Mckanmep-name») Huzamu, «Kammna u Jum-
Hay, «lllax-mame» ®upaoycu, «IuBan» Xabusza, «tOcyd u ymetixay Jxa-
M, «Xadt ABpanr» Apudu u T.11.. bex3an mepeexan n3 ['epara B Tebpus,
TJIe TIPOIOIDKAIIUCH TE YK€ BBIPA3UTEIbHBIE CPEACTBA, XapaKTEepHbIE IS Te-
paTckoi mrkomisl. [IpomomkeHneM 3THX TPaguIui cTana ncdaxaHcKast KO-
JIa C BBITAIONTUMCS KUBOMHCIIeM Pe3oit AGbOacu. Peza A6Oacu ycTaHOBHI
KaHOH BOILIOMIEHHS KPAcaBIleB W KPACABUI[: T€POH H300PAYKAINCH C TIBIIII-
HBIMH YCaMH{ B CPOCIIIUMUCS OPOBSMH, FOHOIIIN U IEBYIIKH — C Y3KUMHU JI0a-
MH, OKPYTJIBIM JINIIOM 1 JToKOHaMH. [lepcuackas MUHHATIOpa cTalla OMHIM
U3 TUIHUYHBIX MPOSIBJIEHUN MYyCYIIbMaHCKON XY0KECTBEHHOM CUCTEMBI. Xy-
JOXXHUK TIIATENIbHO PACCUYMTHIBAN TPAECKTOPHUIO NIBIKEHUS 3PUTEIHCKOTO
B3MIIA/IA TT0 MUHHATIOPE, SBIISACH MPEIMETOM YTECHUS ISl MHTEIUICKTYaln-
3upoBaHHbIX dMonuit. [Tocrenenno k XVI Beky nuna nepcoHaxeil craHo-
BATCA 00JIee WHINBUAYATH3HPOBAHHBIMH, JIEMEHTH TOPTPETHOCTH BO3pa-
CTalOT. XyJOXKHUK CTAHOBHJICS TAKMM HHTEPIIPETATOPOM TEKCTA, KOT/a CBA-
IeHHOE 3HaHWe, 3HaK, HAUCMOCIAaHHBIH 3aKa3dMKy, «y3HaBajcI» U
OCMBICIIMBAJICSI B MUHHATIOPE KaK HUCIIOCTaHHOE 3HaHUe. Takum o0paszom,
MHHHUATIOpa MproOpeTasa TBOHHON CMBICI, KOTa INTEPaTyPHBIN CIOKET CTa-
HOBWJICS TTApaJUTrMaTHYeCKUM, a TUTEPATyPHBIA MTEPCOHAX BBICTYIIAN MPO-
TOTHIIOM HCTOPHUIECKOTO, IEMOHCTPHUPYS CUCTEMY KOJIOB, C TIOMOIIIHIO KOTO-
PBIX HE0OX0aMMO OBLTO MTPOYUTATH JINTEPATYPHBIN TeKCcT. MUHHATIOpa CO-
JepKajia HeCKOJIbKO CMBICIIOBBIX YpOBHEH, Hecia Ha cebe OTmedaTox
KOCMHUYECKOM TapMOHHH, 00J1afaia TepaneBTHIecKuM 3(hHEeKToOM, TTOTUHH-
(hopMaIoHHO OTpaskasi COBEPIIIEHCTBO MUPA, BN COOOH 1 TTaHETHUPUK, U
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¢dbunocodckuit TpakTat, U TpakTar 1mo Teosoruu. IlpoTtoTunamu m3o0Opake-
HUs ipaBuTeNei Opun Mickanaep (Anekcannp MakenoHckni) 1 XocpoB AHY-
IIMPBaH, COBMAas ¢ M300PaXEHHBIMH MPABUTEISIMHE JTHOO 30IHAKAITbHBIM
3HAKOM TOZ[a POKIEHHS — aCTPOIIOTHIECKUMH 00OCHOBAHHSIMHA M CHTYaIlH-
OHHO-XPOHOJIOTHYECKIMH COOTBETCTBHSMH FUTH TOOIECTAMH M TOCTOMHCTBA-
MU — MYAPOCTHIO, OCHOBAaHNEM MMIIEPUH, OTBAKHOCTHIO, MEIIEHATCTBOM U
T.1. XyAO)KHAK CTAaHOBHJICSI HEKUM MTOCPEAHUKOM MEXKY TPAHCIICHIEHTHON
CYIITHOCTBIO U M300paykaeMbIM. DTO B KAKOM-TO CTENIEHH COBMAIAET C TaKO-
T0 pojia SIBJICHUSIMH €BPOIEHCKOTO CpeIHeBEKOBbs. BcmomuuMm ciioBa A. S1.
I'ypeBnva 0 TOM, UTO «...CUMTAIOCHh BOSMOXKHBIM, IIOMHMO OYKBaJHHOTO,
(haKTHIECKOTO TMOHMMaHUS JFO00TO SIBICHHS HAWTH IS HETO M CHMBOIH-
YEeCKOEe MJTH MUCTHYECKOE TOJKOBAHHE, PACKPBIBAOIIEE TAHBI BEPh».>

Kuanxnas munuariopa ocManckot Typuuu cTaja moa4epKkHyTO peau-
crrdeckoi. OHa qake MO3BOIISIIA HILTIOCTPUPOBaTh uetoputo Ipopoxka. Ko-
HEYHO, JINIIO €TO HEe BOCIPOM3BOAMIIOCH, BMECTO HETo M300pakanmu Oeroe
nmokpeiBasto. C XV Beka B TypeIIKOW MUHHATIOPE BUIHBI BIUSHES TepaTCKON
mkonibl. B XVI-XVII Bekax BO Bcex permoHax MpOUCXOAUT OTPhIB MUHH-
aTIOPBL, )KUBOIHCH OT KHIDKHOTO JINCTA, PA3BUBACTCS WHANBHYaTbHBIH ITOp-
Tpet. [Ipumep Tomy — «XroHap-HaMe» (KHUTA TOJIBHUTOB). B MuHHaTIOpE
BBIpa0aTeIBaIach CUCTEMA BRIPAYKEHHS CKPBITOTO U ABJIEHHOTO, KOTZa, OTpa-
*asl )KU3HP IIaxa W IIaXCKOTO J[BOpa, XYIOKHUK JOJDKEH ObUT Tepenars B
CBOWIX TIPOM3BEIEHUSIX HE PEANBHBIN MTOBCETHEBHBIH MUP, HO I CAMOE CYTII-
HOCTHOE €ro ocMbIcienne. Hanpumep, B ykase maxa Mcmamna o Ha3Hade-
Hrn bex3ana rraBoit maxckoi KuTad-XaHbl TOBOPHUTCS O 30JI0YCHOM CTpaHu-
e CosHITa, JIa3ypHOM HeO0CBOIIE CepeOPSTHON POCCHITH 3BE3I, aJIOM ITOTOKE
30pb, T. €. 3Hakax (Ero) Omaromenus. XymqoKHUKY e MIPEATUCHIBACTCS CO-
BJIEYh IIOKPOB 3aBECHI C JINKA UCKOMOTO H JKEJIaeMOTO.

Te xe 0cOOEHHOCTH XapaKTEePHBI TSI IEKOPATUBHO-TIPUKIIATHOTO HC-
KyccTBa. iMeHHO B 3TOM 001acTH CO3/1aBaJINCh TIIaBHBIE IIEACBPHI MyCYITb-
MaHCKOTO MCKYCCTBa. SI3BIK 3TOTO HCKyCCTBa OBLIT MOHATEH OOIBIIMHCTBY
moziel ucimaMmckoro mupa. Cienyer ykaszarh, 9TO 3HaK B MyCYJIBMAaHCKOM
MCKyCCTBe mpuoOpeTan ocoboe 3HaueHne. HecMoTpst Ha TO, 9TO 3HAK U
BEI[b B CO3HAHUH CPEIHEBEKOBOTO HYEJIOBEKa HE OBLTM PaBHO3HAYHBIMH,
100 3HAK KOHEYEH W MCUEPIBIBAIOII, a «BEIIb» yCTpeMiieHa B OeCKOHed-
HOCTH ¥ €€ IMOTAeHHBII CMBICI HEHCUYepIIaeM, B TI0OOM MpeaMeTe JIeKopa-
THBHO-TIPUKIIATHOTO MICKYCCTBA BHIETTH HECKOIHKO YPOBHEW CMBICIOB. Bo-
MEPBBIX, BEBICOKOE MaCTEPCTBO U XyIOKECTBEHHOCTh MPUTATUBAIHN K ATUM
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npousBeneHUsM. Kak mpaBmiio, Bce OHH ObLTH CHAOXEHBI HAJITUCSIMHU, KO-
TOpBIE CITIOCOOCTBOBAIN YCBOSHHUIO JOIOTHUTENHHOW K YTHIUTAPHOW U
ACTETHYECKON (YHKIHAM ITHX IpeaMmeToB mHbopMmaruu. Ho mamee ObL1
6onee rTyOOKH ypOBEeHb MPOHUKHOBEHHSI B CYTh MYCYJIBMaHCKOTO MHPO-
BO33peHUs. PUTM y30p0OB, N300pakeHUsT CTUMYIINPOBAIIH TIPECTABICHIS
o Hero3HaBaeMoM bore. Kak mpaBmiio, OBITOBBIE PEAMETHI BBITIONHSIITH
ITOMUMO YTHJINTapHOH PyHKIMH QYHKITHIO TaTucMaHa-obepera, 3anturian-
IIIETO CBOETO BIIAJEIbIIA.

OpHO M3 pacpoCTPaHEHHBIX N3PEUEHHU CPETHEBEKOBOTO MCIAMCKOTO
Bocroka: «UepHuiia y4eHOro CTOJIb XK€ JOCTOWHBI YBAXKEHUS, KaK KPOBb
MydeHuKay». [IoHATHO, YTO YepHHUIBHUIIE M YePHIJIAM OTBOAMIIACH CHIMBO-
mudeckas poib. BoT moueMy B HpaHCKOM MCKYCCTBE YepHWIIBHHIIA HHOT/IA
BBIJIETIBIBAaETCS B (hOpME KYTIONBHBIX apXUTEKTYPHBIX COOPYKEHUH (MaB30-
JIesT, MEUETH) C HAIIUCSIMH, B KOTOPBIX OOBITPHIBACTCS CXOMHAS Tpadudec-
Kast (hopMa CIIOB «IEPHHUIIFHUIIA» U «CUACTHEY.

Hepenko n3nenus u3 KepaMHUKH BKIIOYAIN HE TOJHKO OPHAMEHTAIb-
Hble yKpalleHusd, HO U (UTYPKHU IO, KOTOPble CTAHOBHIIMCH YaCTHIO
OpPHAMEHTAJIBHOTO SA3bIKa. DTO XapaKTepHO OBII0, HAaIpUMEpP, B OONBIICH
YacTH JJIS IEPCUACKOTO M eTUIETCKOTO (PaTHMHUICKOTO HCKyCcCTBa. B mpaH-
CKOM KepaMuKe Hapsay ¢ JOMYCYyIbMaHCKHUMH N300paXKeHISIMHU, KOTOPbIE
MpHOOpETaNH 3/1eCh COBEPIICHHO HOBBIH CMBICI, 0OMIHHO HCITOJIB30BANIACh
snurpadrka, KOTopas IepeKoupoBaa 3HaYeHNS IOMYCyTbMaHCKHX N300-
pPaXEeHHH U CEMaHTHYECKH UX YIIOPsA0dnBaia. ITO OBUIO XapaKTEePHO s
BCETO HPAHCKOTO HCKYCCTBa, B KOTOPOM «IIPOUCXO M CO3HATENbHEIH MPO-
1ecc orbopa popm ¥ 3HAYSHHH U3 CTAPOTO MUPA C TENBIO YIOBIETBOPEHUS
3arpocoB Mupa HoBoroy.?* Kepamuueckue mznenus npu darumunax uc-
MTOJIB30BANI AMajieBbie Kpacku. VX romyboBaTsie coCcyapl MUHAH BKITIOYA-
T 1300 pa’keHUsI TOMHBIX JIEBYIIIEK, MAaHEPHBIX IOHOIIEH, JacKas ri1a3 BKy-
e C TUPUYECKIMH CTUXaMH, 00emas mpoxaaay 1 mokoi. Jlroctposas mo-
cyna Mcmamum Bkiodana B cebs coeIMHEHHE MYCYIbMaHCKUX U
XPHUCTHAHCKUX MOTHUBOB. OXHH M T€ K€ MacTepa BBITONHSIN MPEIMETHI
JUTSL pa3HBIX 3aKa34UKOB — MYCYJIbMaH U XpucTuaH. Kepammka ocMaHCKOH
Typuun mopoawiia «M3HUKCKUIY» CTHIIb PEATHCTHYECKH H300paKeHHBIX
TBO3JIWK, THAI[MHTOB, TIOJNHIIAHOB, KOTOPHIE BBITTOIHSIINCH KPACHBIMH U
CUHUMH KpaCKaMH.

Kopan ocyxmaer upesmepHoe GorarctBo n pockomb. Ho mzgenus u3
JParoleHHBIX METAIIIOB H KAMHEH BCE e CYIIeCTBOBAIH B MyCYIbMaHCKOM
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OBITy. VIX OJIECK OTOXKIECTBIISICS ¢ OJIECKOM IMOTYyCTOpOHHEro Mupa. Pas-
HOTO POJia 30JI0TBIE COCYHBI, YKpPAIIeHUs, OpYy)KHEe, HHKPYCTHPOBAaHHbIE
JIParoIIeHHBIMU KaMHSMH CBSI3BIBAJINCH ITOICO3HATEIHHO C PAaliCKUMH pa-
TOLIEHHOCTSIMH, a UX CBET BOCIPHUHHUMAJICS KaK OTONECK 00KECTBEHHOTO
cBeTa. boxXecTBEHHBIN CBET OMUIIETBOPSIICA M B XPUCTHAHCKHUX MAMSATHHU-
Kax, HO coBceM Mmo-apyromy. O6 3ToM MHOTO mucaiock. Tak, Hampumep,
CBETOBBIE OKHA B XpaMax, 30JI0TO H JKEJTHIH IIBET B M300pa3UTEIHLHOM HC-
KyCCTBE SIBJISUTHCH 3HaKOM O0JKECTBEHHOTO CBETA B MPOM3BEEHUAX XPHUC-
THAHCKOTO HCKYCCTBa. B McI1aMCKOM MUPOITOHMMAaHHUH CBET BOCTIPHHUMAJICS
Kak onrynieHue npucyTctsusa bora, cumBon Amnnaxa. [lepBbiM, 4TO co3nan
Aumnax, susercsa Ceet Myxammana — Hyp MyxamMman, Jlyx. Kak cauraer
OOoTBIIMHCTBO KOMMEHTaTOpOB, Hyp MyxaMmmas mogoOeH 4enoBeKy U Ha-
JIeJIeH MPUCYIIIUMHU €My TOJIOBOH, pyKaMH, HOTaMH, TyJOBHUIIIEM, TIIa3aMH,
yImamu 1 T.1. JIyd, HagaBIuii ¢BO# IyTh U3 CPEIOTOIHUS OBITHIHOTO Mpa-
Ka, OBLT SIBJICHHBIM OBITHEM, CO3UIAIONINM IIPEeKpacHbIe (OPMBI, OCBEIIAS
WX ¥ HaIlOJTHSS CBETOM M3HYTpH. CBETOBOW Jyd, yCTPEMIICHHBIN U3 HEsB-
JIEHHOTO bBITHS B SIBJICHHOE, pa3yMeeTcsl, OKa3bIBAETCS 1 TydOM O0XKECTBEH-
Horo TBopenusi. UMeHHO eMy mojipa)kaeT B CBOEM TBOPYECTBE MacTep —
peMecIeHHUK, MOAT, XynoKHUK. Ecim TBOper ncxoaui u3 CymHOCTH, SB-
TSI ee, TO XyINOXKHUK JIBUTAICS B OOPAaTHOM HaIlPaBICHUH — OT SBJICHUS
BEIIM K €€ macanbHoi dhopMme W rryomHHO#N cymHOoCcTH. Hyp («cBEeT») —
MOHATHE 0 O0KECTBEHHOM CBETE KaK O IIPOSBIEHUU O0KECTBEHHOW HCTH-
HBI, PEJTUTHO3HOTO 3HAHMS, 3AMMCTBOBAH MCIaMOM U3 Oojiee IpeBHUX pe-
nmuruii. B Kopane 310 MoxeT OBITh U caM AJTax, ¥ CBET OTKPOBEHUS, HUC-
MOCIAaHHBIN UM depe3 mpopoka Myxammaza.? Takum 0Opazom, COCYIbI U3
TOpHOTO XpycTans mpu PaTuMuIax TOIBKO CBOMM MaTepHaIOM HAMEKAIOT
y>Ke Ha TAMHCTBEHHBIE TITyONHBI 3HAHUS. JIaMITB 1 MHOTOYHICIIEHHBIE OPOH-
30BBIE U3IENNA TP MaMITFOKaX CTaJIH Xy/I0KeCTBEHHBIM 3HAKOM 3TOH 3110~
xu. Ha MHOTOUHCIIEHHBIX MOJIMTBEHHBIX KOBPHKAaX H300paXKanuch MUXpad-
HbIE HHIIW, B KOTOPHIX BHUCENA JIaMIla, HATIOMUHABIIAS O JaJIEKOM ITyTe-
BOJHOM CBETE. DTOT CBET (B pEANbHBIX MUXpadaX CUMBOJIUICCKHUN CBET
JTOTIOTHSUICS TAMTIOW ) OB MILTIOCTpAINeil K KOpaHUIECKUM CTHXaM, Ipo-
CJIABIISIFOIINM CBeT. BHN3Y 00BIYHO Ha 3THX KOBPUKaX M300pakalnch 1Be-
Thl, CAMBOJIU3UPOBaBILIUE paiickue caabl. B UpaHe cnoXuinuch OCHOBHbBIE
MpHEMBI KOBPOBOTO y30pa, IPEBPAIABIIETO X B TPOU3BEACHHUS JKUBOIIH-
cu. OCHOBHBIE THIIBI KOBPOB — CaJ0BbI€, OXOTHUYIBH, MEAAIbOHHBIE, IIBE-
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TOYHBIE. Bce KOBPHI MCITAMCKOW KYNBTYPhI — MIEPCUACKHE, TypelKHe, KaB-
Ka3CKHe, MarpuOWHCKNE M JIp. UCTIOIB30BaJN T€OMETPHIECKUE U PACTH-
TeJIbHBIE OpHAMEHTHI. | eoMeTpuieckre opHaMeHThI, KakK TIPaBHIIO, BOCXO-
IST K JOMCIIaMCKOHM cuMBOJNMKe. B mcmame onm wacto oOpacratot apabec-
kamu. PacTurensHBIE MOTHBEI 4acTO reoMeTpu3upytoTcs. Ho wacto B HUX
TIOSIBJISIIOTCS Y3HaBaeMble pacTeHusi. OCOOEHHO ATO XapaKTEPHO IS Tep-
CUACKUX KOBpOB. VIHOT/Ia B HUX MOSIBIISTFOTCS YKHBOTHBIE U JIIOIH, SBIISSICH
CUMBOJINYECKUM 3HAKOM «BpaT» K mo3HaHuio bora. KoBpsl, kak mpasmiio,
MOTYT JIaTh MPEAENbHO MMOTHOE MPeCTaBIeHe 00 NCKYCCTBE HcllaMa, TaK
KaK cojiepar B cebe TOYTH BCe XyJ0KECTBEHHbIE MPUHITUTIBI MyCYITbMaH-
CKOTO MCKYCCTBa M TIOYTH BECh €ro M300pa3uTeNnbHbIi penepryap. CToib
K€ HACBHIIIEHHBIMH CUMBOJIaMU OBLTH TKaHH, OONBITHHCTBO U3 KOTOPBIX
CHMBOJIU3UPOBAIO OOTAaTCTBO M BIacTh. Ha HUX wacTo nzobpaxkanuck (hu-
TYpHI JIbBOB, OPJIOB, CIIOHOB. B I03/1HAI Ieprof] CPeTHEBEKOBBS B OJ1€K B
MOMaaarT CIOXKETHI CO clieHaMu U3 «Jleinu u MemxHyHa», TUpOB, yBece-
JieHu# u T. 1. OCoOBIN TUT TKAHEH — THPa3Hl (PACIIUTHIE), U3 KOTOPHIX IT0-
3BOIISIIOCH JIENaTh OJIeX/IbI HanOoliee yBakaeMbIM rpakaanaMm. OHu OBLITH
aTpuOyTOM BIIACTH, OTIMYUBIINXCS BONHOB, YUEHBIX M IOJTOB.

Bce nckyccTBO ncitaMa ObUT0 OPHEHTHPOBAHO HA Pa3HbIE COIMAIFHBIC
ciou. B HeM ObUIH AIUTapHBIE W MAacCOBBIe mpon3BeneHus. OTHAKO SI3BIK
3TOTO MCKyCCTBa OBLI OMM30K M TOHSATEH JIOAAM HCIAMCKOTO Mupa. B mc-
KYCCTBE HCJIaMa MPUCYTCTBYIOT KaradaTudecKre, OCHOBAHHbIE Ha 3PUTENb-
HOM CXOZICTBE, U arnogaTrudeckne, MPOTUBOCTOSIINE HATYPAINCTHIECKOMY
BOCITPOM3BEACHUIO, METOIBI H300pakeH M. Kak mpasmito, n3o0pakeHue de-
JIOBEKa aro(arnIHo, B OTIIMIUE OT JKUBOTHOTO, BOCIIPOU3BO/ISI TyBCTBO TPAHC-
LEHACHTHOTO ¥ MIMMAaHEHTHOTO BOCTIPUATHS — JOMHUHAHTHI MyCYIbMaHCKO-
T'O CpeIHEBEKOBOTO co3HaHMA. Tak, n3obpakenne Myxammazia 9acTo CTpo-
WTCA Ha COYETAaHUM OOOUX ITHX METONOB. 3aBeca Ha JIHIE HIIH €TO
MHOTOJIUKOCTh PETPE3CHTHPYIOT HE3aBEPIIIEHHOCTH €ro 00pa3a, yKa3bIBaro-
IIero Ha CYIIEeCTBOBaHWE ero 0ojiee COBEPIICHHOTO oOnmKka. TepMuH M.
Onmane — «HOCTANBrUs 10 Palo» — MPUMEHNM T10 OTHOIICHHIO K MYyCYITb-
MaHCKOMY HCKYCCTBY KaK €T0 MarucTpajibHOMy MOTUBY. O/THa 3 OCHOBHBIX
TE€M MYCYJIBMaHCKOTO HCKYCCTBA — CaJ — SBIIIETCS MOTHBOM «HOCTAJIbIUU
110 paro». CeMaHTHYECKOE IIPOTHBOIIOCTABICHHE SIBIIEHHOTO (3aXUP) B CKPHI-
Toro (0aTHH) — OJJHA M3 OCHOBOIIOJIATAIONINX YCTAaHOBOK MCKYCCTBA HCIamMa
Ha BCEX JTallaxX ero pa3BUTHSA BO BCEX PETHOHAX U Ha CaMBIX Pa3HBIX YPOB-
HSX €r0 (PYHKIIMOHHPOBAHMS.
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THE SEMIOTICS OF ISLAMIC ART
Svetlana MAKHLINA

St. Petersburg State Univesity of Culture and Arts, Russia

Islamic culture is of special interests nowadays. The essential features
and peculiarities of Islam are reflected in art. As is generally known, Islam
absorbed essential elements of Judaism and Christianity. Moslem art con-
tains symbolic forms of expression from Judaism and Christianity, which in
turn reveal the earlier assimilation of many pagan ideas into Judaism and
Christianity. This makes symbols in art polysemantic.

Islam also introduced many new symbolic forms in works of art. In archi-
tecture, for example, the innovation is reflected in the vertical structure of the
mosque. The architecture of the mosque references three zones: the lower world
(the chetveric), the upper world (the dome), and a link between those two
realms (the drum). The symbolic form is also evident in the horizontal struc-
ture of the mosque, where a door separates the sacred and profane spaces.

The illumination of books has two meanings: on one hand, it serves to
illustrate the text, and on the other, it represents the idea of perfection of the
world and demonstrates the link between the visible and invisible realms.

Apart from the synchronous development of symbolical meanings there
are diachronic processes of development, and the two processes overlap. In
Moslem art it is impossible to identify the form of a sign and the concept it
embodies. The polysemantic nature of Islam art is conditioned by the com-
plexity of the texts of the Koran.

Ornament is a dominant means of expression in Moslem art. There are
three patterns of ornamentation: vegetable, geometric, and calligraphic de-
signs. The arabesque expresses eternal movement and the variety of the world.
It incarnates the essence of God and personifies the Garden of Eden. Geo-
metric ornamentation has a rich ideological program, with symbolic and magic
meanings. For example, the circular ornamental composition can represent a
Theocentric conception of the Universe and Being. In calligraphic ornamen-
tation, the multi-level structure of meanings increases. In figurative images
of animals and people, which are often seen in Muslim art, there is an adop-
tion of the Christian schemes. But the meaning is different. In addition to
Christian motifs, Islamic art uses pre-Moslem devices. But here again, the
meaning is transformed.
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The Moslem art is oriented to the society of Islam, which is distinct
from Judeo-Christian societies and earlier pagan societies. In Islamic art,
there are catechistic and apathetic [apofatic in Russian] modes of represen-
tation. According to Mircea Eliade, “Nostalgia on Paradise” is an arterial
motif in the art of Islam.
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CREATION AND HISTORICITY: POLITICSAND
AESTHETICSIN CONTEMPORARY AFRICA

Jean-Godefroy BIDIMA
College International de Philosophie de Paris

It is quite often the case (and this is still very much perpetuated!) that
products of African art (paintings, sculptures — cinema has escaped this enu-
meration) are not connected to a critique of the political economy. What should
one do? Production and creation are understood within and through symbol-
ism and myth. But production and creation, on which several studies have
been undertaken, can only have some pertinence when connected to a third
element that ensures the work of art a good share of communicability: the
reception. The link to symbolisms, to ‘naturality’ and to all myths allows for
the understanding of an object of art from its condition of possibility that is its
genesis. But the latter should also come to terms with itself through the gesta-
tion of the object of art outside of its place of production. The African object of
art thus enters a circuit where categories of accumulation, of expenditure, of
value and of profit have freedom of the city. At this level, it is not a question of
contemplating aesthetic values nor even the work of art as pleas for dissent
against the established order, and less for the ethic or cathartic value that an
object of art procures; it is rather a question of a special alchemy that makes a
product (the work of art) the producer of an added value and a plus-value. It is
this transformation of the aesthetic/cultural value into an economic value that
constitutes one of the components of the cultural industry phenomenon de-
scribed by Adorno and Horkheimer. The latter is linked to merchandise. And
yet, it is by returning art to a dual articulation between politics and utopia that
African art can express its historicity and its creativity.

Merchandising: consumption of folklore
and consummation of art

The new merchandise is here called folklore (which, in itself, is, on an
ideological level, the levelling of the cultural dynamic into a fixed object suit-
able for appropriation), which prolongs the old fantasy of exoticism as a place
to let off steam, a farm or a dump for all appetites and a few frustrations.!



190 Jean-Godefiroy BIDIMA

It is necessary to indicate the undeniable importance of the market with-
in the horizon of African art.

Granted, African objects of art sometimes served as a means of ex-
change before the colonial era, but there was not a complete desanctifica-
tion of the frame of reference from which African art understood itself.
The introduction of the market, therefore, made African art lose — as W.
Benjamin would say — its aura and its cultural value. The market carries
out a desanctification when a traditional object of worship is judged on the
same level as a simple object of coquetry. The market in this way frees the
African work of art from mythic time, circular and inaugural, to insert it in
a secularised temporality with its hesitations.?

If the market has its positive points to be underlined, these must be count-
ed along with all that the cultural industry has undertaken against the singular
dynamic that African arts could have had in their contact with Western culture.

The concept of cultural industry used by Adorno and Horkheimer in-
troduces the economic and all that is related to the media within the artistic
variant. What is essential here is to illuminate, through this notion, the
ideological relations that are woven between the work of art, productive
forces, social relationships, symbolic production and the entire process of
legitimisation. The work of art that freed itself from places of worship
entered into monetary mechanisms; aesthetic creation and canons are there-
fore merged and commanded by the meander of Capital. In this way, art
enters within a relative heteronomy.

The first heteronomy concerns the symbolic burial of the producer. Af-
rican objects of art, contrary to what happens with regard to Western objects
of art, are often sold without reference to the author.® Naturally, we would
say, “here is a Teke, Beti mask,” but we cannot determine exactly who the
author was. Two ideological occultations are outlined through the erasure of
the producers and the indexing of the tribe. a) It is a rampant form of the
ideology of unanimity thinking attributed to Africans. The reasoning is as
follows: since the African has a collectivist thinking and is incapable of say-
ing “I”, it is enough to identify from which community a work was produced
to know a great deal about it; one could even say that the author (the Subject)
is not important, since what counts is that it is the group which determines
everything. It is a Western reading, but tribalist: the individual in Africa does
not exist, only the group exists, and the sculptor, incapable of thinking, of
inspiration and of personal aspiration, speaks and sculpts only in the name of



the tribe, which he can never go against. b) Not paying attention to authors in
the market of African art by erasing the process of individuation, of engage-
ment and of the taking of responsibility that is the signature of a work of art
is symptomatic of egoism (which is a sort of infantilism!). The important
thing for the holder of an exhibition gallery is the price of “entry” as well as
the sales, and for the buyer, it is “the authenticity” of the mask. We do not ask
ourselves: who sculpted and in what conditions? The question would be rather:
“is this truly a Dogon statuette?” What comes first here is the delectation
that will procure the mask. By refusing the social conditions of the produc-
tion of such a mask or painting so as to consider only the work placed here
and now, we evade, first, the fact that the work is above all a “martyr”, or in
other words a witness to a social era with its violence; secondly, we cede to
the immediacy in erasing the procedural character of the work of art, and
finally, on the political level, we refuse to take the work as an echo which
makes reference to a cry. To confine oneself only to the institutional/tribal
provenance of a sculpture is to forget that the latter was perhaps a counter-
point or a contradiction within the tribal continuum. The work is first linked
to subjectivity, with its history, its sensitivity and its personal position of
class or caste within the tribe or the African State.

The market of African art creates a new religion obtained at the price of
exclusions and of the concentration of capital. The new authority is composed
of: a) a group of decision-makers (museum curators, the State sponsor,
merchants and critics of African art) within which one sets oneself up and
one is co-opted; b) designers and directors of African art exhibitions (the
means of organising a private viewing followed by a morning publication of
a descriptive commentary gives those who hold African art museums the
opportunity to fantasise about themselves as creators). Ultimately, between
the creator of African art and the potential and future spectator a screen is
erected which is a micro-society of money disguised within the promotion of
art: an oligarchy having its heads, its deputy heads, its quarrels, its passwords,
its affectedness, its informal network and its network of affinity. These “culture
societies”, at heart very mercantile, produce habits of look with the consumers
of African art, both in the West as well as in Africa and, in the end, we find
the consensus of an innocent, agreeable, tribal, mythological, original and
magical African art. What matters most in the case of these micro-societies
of culture is to read, through their activities, the geopolitics of Negro-African
art. The work remains to be done! This programme of promoting art through
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marketing often entails an unknown conservatism. In the market, an African
art object is seized through reified classifications and categories because it
is cut off from the base that produced this object. What ensues therefore is
a thoughtless reverence of African art objects. We exhibit them; we do not
critique them, as they are reduced to the rank of variety within the monotony
of the products offered. When all is said and done, we have in fact
dissociated art and critique in the African art object. Art enters henceforth
into the pettiness of the game of competition and the demand for critique is
subjected to the economic system. In addition, it is possible that “amateurs
of African art (are)...cornered...between a latent racism and an ill-advised
condescension, limited (as they are) by their cultural reference points.”
The market of African works of art organises: a) an unjust legal
appropriation: the person who decides the value or the non-value is the
holder of the purse; b) a false equivalence that erases the aesthetic distance:
a dissenting work and a conservative work are equalised by the sale, in
other words convertible into money.

Towers of politics: figures of art

— The politicisation: the visible and the “arcana dominationis.” — Art is
an activity of creation that changes into a created work. And yet, to say ‘oeu-
vre’ (work) implies manoeuvre, in the dual sense of a schemed object and an
object of scheme. The problematic of image is, in this sense, very political,
because, through its paintings and sculptures, we are referred to the problemat-
ic of Subject, of language, of creation, of presentation, of representation and of
law. A comprehension of African art that does not consider it as a plotting is
apolitical and ideological, very simply because all presence (of an art object) is
metaphor, simulation, screen and mirror at once, and this game of simulation
produces pretences, shams, intensities and thresholds. How does African art
participate in the manipulation of tribal or State law? How does the work ma-
noeuvre itself within the institution? How does the work dictate, translate and
feint the gambling dens of social legitimisation? What is the relationship be-
tween the work of art and institutional foundations? How does the work of art
as a ‘mise-en-scene’ (staging) transform itself into a work as a ‘mise-en-ordre’
(putting in order)? How does the work express and articulate symbols, the
indescribable and unpresentable of institutions?

Art has always been linked to political power in Africa. This power, as
the foundation of social praxis and as the manifestation and dramatisation of



attributes, has made use of art as an adjuvant to legitimisation. Art in itself
does not legitimise the practice of power, for which the foundation was most
often sacred; it served rather as mediation and a sign of distinction between
the visible (the king and his court) and the invisible (the imaginary and the
secret that surrounds all foundations of political power).

a) Artistic manipulation and the politics of temporality. The evaluation
of time is political in Africa: through it, one combines climatic elements
(counting the days, either according to the agricultural calendar, or accord-
ing to the rains, etc.), astronomical elements (full moon, sun, equinox, etc.),
natural factors (bird migrations, etc.) or, sometimes, one counts according to
classes of age and of generations. And it is at this level that a manipulation of
temporality takes place through politics via art. The sovereign can proclaim
himself the Sun and fabricate calendars where the ideograms or stylisations
of geometric forms exalt he or she who is the closest to the Sun, but also the
farthest, in other words the chief.’

b) Manipulation and political establishment of social divides through art.
Not all African societies have known centralised kingdoms (the Beti in Southern
Cameroon, for example), but the majority have given birth to flourishing em-
pires. Among these, art illustrates and demarcates social stratums in various ways.
For the Edo of Benin, social organisation was founded on three classes of age,
and for each corresponded a singular mode of self-positioning through hairstyle
and artefact symbolisms. Art, in this case, participates in power: through it, one
manipulates the affects because it represents the limitation of each class in its
reserved space. The norm that art here attempts to symbolise is not aesthetic, but
political; it guarantees the limit and the forbidden.

¢) Political manipulation through art: the place of the secret. All power
plays on several registers: it displays itself and it escapes notice, it is trans-
parent to better express its opacity, it is powerful and aggressive to reveal its
weakness. At this level, art occults in its demonstration. What is the role of
art in the management of the secret of power? In Bamileke country (Came-
roon), the society is rigidly hierarchical: “In each Bamileke gung kingdom
the organisation of the society is founded. ..on mkem mask societies...Social
stratification...is reflected in art and the material culture...”® The fo, or sa-
cred king, organises and inspires art; “the glorification of this exceptional
being of divine character is the essential theme of Bamileke art. This art is
monarchic in the sense that everything is carried out according to the fo...It
is the role of the latter...who influences the form and the style of Bamileke
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artistic production.”” Notable persons (mkanvu) exhibit their power through
masks, including the famous and formidable “Batcham,” which one can
only see from a distance. These masks have, it is said, a secret, and the
political function of the secret is to deliver the distant power, terrifying
and reassuring. Art at this level is truly performing the politics of the invis-
ible by exposing the visible.

d) Traditional art at the service of the authoritarian State. It has been
the case in the Ivory Coast that a mask, because of its sacred character, has
given both a traditional power and a political power to its holders. The
Guere masks® are divided into “pleasure masks” and into utilitarian “masks.”
Among these, there are “gendarmerie and police” masks, others “guard the
bush” and some belong to the chief. When a mask — that has a special
dignity — appears in the village, the chief goes to meet it. Certain families
whose influence had been reduced by colonisation maintained the masks.
After independence, the political power of the PDCI (the party in power)
relied upon the holders of these masks to govern certain regions. There is,
at this level, convergence of interests between the mystic and the political
to the detriment of art.

e) Art and political classification: the relationship between the visible
and the bond. All power binds and is dramatised. Through art, certain African
kingdoms developed a conqueror visual memory. This strategy existed for the
Bamun in Cameroon.’ Tribes defeated by them were despoiled of their objects
of art with the regalia of subjugated chiefs (fotie) becoming the property of the
Bamun king and being exhibited accordingly in the palace. The chiefs of the
defeated lineage received new insignia and ornaments. What is operating here
is a strengthening of power through the visible. Exhibiting the insignia of the
defeated rekindles the memory of the conquerors and calls to mind the submis-
sion of those defeated. The wearing of new insignia by the defeated expresses
real and symbolic bonds to power through the visible. The defeated were in
this way integrated into the art of the Bamun court and their works had to
adopt the Bamun style. This aesthetic bond of the defeated to Bamum art dem-
onstrates the complex relations between art, the visible, the symbolic notion of
the bond and the arcana imperii. How does the visible become integrated as an
essential dimension of political power?'® What is the connection between the
visible and the production of the political memory? How did the constitution
of the State in Africa instrumentalise art?



— From the ethnic group to States: politicisation. — The State did not
eliminate ethnic groups in Africa; on the contrary, these entered into a new
configuration that modified existence, permanence and consistency. Grant-
ed, “from the ethnic group to States” implicates a movement, but within a
cumbersome dualism (State-ethnic group). The ethnic group/State distinc-
tion is often artificial, it being a question of Africans’ access to politics. One
must point out this very Western statement in its formulation: in Africa, there
were societies with a centralised State and societies without States. The lat-
ter — one would think — owe their collective survival to parental bonds! and
access to politics in and of itself was sometimes refused them. But the ter-
ritoriality, the preserving of the unit, the obsession for social integration, the
competitions and the strategies that these incite, the decision-making func-
tions all emanate from power and are evident both at the contemporary state
level and at the tribal level.

a) Bureaucratisation of art. Post-colonial States assigned art a place: its
enrolment in the circuits of symbolic power, both at the national and interna-
tional level, and from here, the good conscience to “promote” and to protect
the “Arts.” Heads of State (above all Senghor) made themselves protectors
of the arts. There are Senghor, Mobutu and Bono prizes,'? cultural demon-
strations (the famous biennial of Dakar arts), “objectives” of the Ministries
of culture and “helping pushes” from organisations such as UNESCO. These
manufacturing, maintenance, and diffusion dispensaries for official culture
often forget the important parameters in all artistic activity: creation and
taste. Creation is always transgression, crossing a limit, an excess, negation
or dissensus. The creator in the administered culture (by prices, cultural as-
sociations, the State and international organisations), who receives a large
prize, will certainly be that “creator” who aligned himself or herself with
mediocrity, or in other words with that on which a consensus was reached.
And yet, nothing repels true creation as much as consensus and rapid ap-
proval. To subsidise or qualify the brilliance of a work, the experts carry out
a vote, and one takes the average to classify this so-called best painter. The
brilliance, taste and creation responsible for the guality are derived from an
arithmetic average (quantity). Some of the greatest well-known African art-
ists are those that that have been consecrated so by these limp consensus. A
creation is both incomprehensible and contradiction. A great African artist is
not he or she who sells a painting to a public with a questionable artistic
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competence, or who achieves “entries” into “international” galleries, but he or
she whose work, in its incomprehensibility, is a call, a horizon and a dissensus.

b) Art in liberation movements. In Mozambique, against Portuguese
colonisation,'® and in South Africa against the politics of apartheid, art dis-
tinguished itself in the denunciation of oppression. However, this art was — in
the context of painting, sculpture and even cinema — a prisoner of the figural,
because its concern was to communicate a sense to liberation from colonisa-
tion. One question remains unasked by these artists: what happens to art when
the latter leaves the prison of the figurative and the communicative to install
itself in difference, the non-identifiable and the non-appropriable? How does
art manage this ‘‘je ne sais quoi” (in the sense intended by B. Gracian)?

¢) State control and nationalist prostitution. Art also entered into post-
colonial Africa in dissent of the established order. The situation is described
in this way: “the dominant classes are conscious of maintaining political
and economic power...In the dominant classes, the intellectual, cultural
intermediary of the New regime...and the vulgus have an incredible con-
sciousness of the economic crisis, but they live it in two different manners.
The first is quartered in the anti-chamber of power...awaiting to be called
thanks to his or her integrated intellectual productions...exorcising him-
self or herself through a verbal game where the imaginary fills a deficien-
cy, while the illiterate expresses the crisis (in the) magico-religious.”' In
the face of this situation, the critic Biaya observes that with regard to Zair-
ian painting, the latter reads the collective memory in order to disclose not
only the complications, but also the self-representation, the dissent and
their relations with ethnicity. The Zairian crisis was thus represented through
a periodisation established through three types of painting: a) Mami Wata,
representation of the siren that one finds everywhere in Africa. Mami Wata
represents the golden age of the Zairian regime (1970-1985); b) Moko-
mboso and Mwambuyi, paintings that portray a situation of festivity. These
paintings, produced in Kisangani and Kananga, symbolise the situation of
crisis; and ¢) Inakale and Wasungila nganyi, represent zoomorphisation
and a generalised dereliction with a religious variant. This third series cor-
responds to the end of hope and the return towards the religious as a plea
for a solution to the problems associated with the economic crisis. Biaya
brings to light the relationship between myth and art, memory and painting,
social mirror and social classes, between ethnicity, the State and the social
dynamic, and above all the representation of hope through the canvas.



African art and the utopia: the challenge of modernity

Today, African art is held in false conservative excesses!® (eschatolo-
gies and Messianisms) that also carry the masks of all that constitutes the
categories of a regime of utopia: dissent against the established order, pro-
jection towards a beyond and prefiguration of image and future.

The intrusion of utopia into African art has therefore for its objective
the placement of art before its own critique, interrogating its archetypal re-
gime from which images burst. Utopia, more than any other exercise of the
imagination, serves to deliver images, hesitations and the commitments of
the community. The alliance between art and utopia in Africa gives the latter
the role of a laboratory for the signs and symptoms of the social imagination.
It allows, through art, for a revival towards the great anthropological frame
of reference that codifies the relationship of Africa to the world. The “art and
utopia” constellation is a detour mechanism that, in the face of the present
artistic object, rises to its possibilities, and thus, within African art, utopia
becomes an aesthetico-political strategy of analysis. The principle of renew-
al that determines the advancement of a society cannot do without utopia.
Renewal implies introduction, within the known, of an elsewhere; it is the
intrusion of a foreign element in the ambient norm. The convergence of these
elements establishes an anomic regime that blurs the reigning classifications,
and these new arrangements are prefigurations of utopia. The latter plays a
significant role in African modernity — through art — and on several levels.

a) Utopia/art: the problem of distance. Art and utopia speak of figures,
because in art there is the problem of figuration, and in utopia, history tries it
hand through the use of new figures. However, figuration introduces the
notion of meta-phore as a plea for representation and a crucible of returns.
African art is an activity of transfiguration. It lays itself out as metaphor in
two ways: the diaphore (that carries the visible towards the invisible), and
the epiphore (that sends the invisible back to the visible). The metaphor al-
ways involves a return that indicates the distance between two poles. It is
this distance that also permits the utopian dynamic. Utopia is the space be-
tween current living and future living. An art that no longer states its own
utopia, or in other words this distance, coagulates into an eternal pseudo-
figure that imposes stability and Becoming.

b) African/utopian art: the sketch-form. African art adopts the notion of
sketch-form that real utopia (E. Bloch) exhibits. This concept involves first
a reminder: do not forget the production in the product. Next, it stresses
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the perspective of the imagination that produces realisable forms from the
present. Finally, it is a concept that conserves within all finished data the
movement and the uncertain moment of the sketch.

¢) African/utopian art: the aura and the possible. The work of art unites
the meaning of a thing (figurine, painted canvas, etc.) with the meaning of a
person (author, sculptor, spectator, commentator or purchaser). This cou-
pling of meaning constitutes what Walter Benjamin'¢ calls the aura of a
work of art. The aura likes to think itself the nodal point of intersections
between the horizon of material possibilities and the horizon of human pos-
sibilities that the work of art contains. This nodal point goes beyond the
intentional project of the subject or the tribe from where the object of art
emerges; it also transcends the structure of the object of art. Neither subjec-
tivist (explanation of the object of art by its author or by its receiver), nor
sociological (explanation of the object by the tribe), nor “structuralist” (speak-
ing of the styles or of the materiality of the object of art), the approach of the
aura is chiasmatic since it transgresses the limitations for the considerations
of a work of art so as to restore its fleeting character. The aura indicates the
possible and suggests that the meaning of a work of art is not only behind
this work, nor even in front of the work, but also through it.

d) African/utopian art: hope and suffering. The trajectory of African art
must be situated within a catastrophic background. African art — unless one
adopts the reading of amateurs who expurgate it from the catastrophe of
colonialism and slavery — is inseparable from figures of catastrophe. These
are expressed through “professionals of melancholy” who are always crying
over Africa and for Africa. The rescue metaphor, following on the catastro-
phe represented by certain African intellectual currents, often forgets the
variant that the alliance between African art and utopia represents: the mem-
ory of suffering that founded a “docte” (learned) hope (docta spes Africa-
na)."” In the African memory of suffering, there is no dolour of powerless-
ness, but simply a power of pain that exhibits and adds to hope a hunger for
social justice. Utopia pushes African art to render its suffering explosive.

e) African/utopian art: tendencies and images. Real utopia, in the sense
of E. Bloch, has a critical function summarised in the following three mo-
ments: analysis, critic and project. Real utopia decomposes a reality (the
object of art) from the point of view of its possibilities. This analysis is dy-
namic — the utopia is neither the path, nor the destination, but the procedure
— and energetic (it mobilises desire). Utopia, contrary to what has always



happened, does not go towards the world so as to bring it new principles
from elsewhere, but develops new principles from the gestation of existing
principles. The critique here anticipates itself, destroys itself, revises itself,
and the true utopian project is in the notion of tendency. The important thing
is not the object of art, nor the content of the utopia, but the tendency that
these imply. The tendency is therefore that receding point that the work of
art harbours. The tendency indicates transfers, networks, movements and
self-critiques. The modernity of African art can only be effective if we find,
through art, the principle of renewal of African societies. For the moment,
the notion of tendency is misunderstood. At times, it is reduced to the rank of
style: the tendencies of African art signify the styles of African art. Often, it
is explained through economics: the tendencies of African art being Stock
market quotations. These flat conceptions of tendency fail to recall that each
historical situation secretes its latencies and nourishes its tensions that are
tendencies. It is this exploring tension of utopia that produces trial-images
and wish-images (E. Bloch). For the moment, images of African art are those
of consolation (7rostbilder), of melancholy, of African nationalism and of con-
templation by bureaucrats, collectors and Western mercantile antique dealers.

(Text translated from the original French version
by Janice GRIFFITHS)

NOTES

Tt is necessary historically to remember here Colbert’s mercantilism, which
required the exploit of the colonies in order to guarantee France’s independence; this
exploitation was to make use of everything so as to create new openings. Everything,
in other words, art as well. The latter was thus, above and beyond a denial of the
value of African culture, an instrument of degeneracy for African culture. Tourism, in
African countries for example, propagated a tourist art within a general context of
the imposition of capitalist models. In addition to pornography in art, tourism
developed the commercialisation of social relations. Cf. E. Adamah Desire,
L’insaississable africanite, these, Sorbonne, 1981.

21t is true that this secularisation reproduces, with the fetishism of merchandise,
anew divinity that is Capital. A fang mask that is sold in Berlin or in Yaounde enters
into a sacred space through the circulation of Capital. The latter, new divinity, has its
laws of appropriation, of evaluation, of circulation and of reproduction. These laws
govern desire (that of possessing a piece for which its rarity constitutes a quality).
The African object of art breaks from its alliance with the divine to consummate that
which is made with Capital.
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3 Kerchache and Paudrat (op. cit.) also critique this erasure of the author.

4 C. Azais, Le marche de I’art afiicain a Paris, Memoire, Univ. Paris I, 1980, p. 6.

5 Atthe Musee de I’Homme in Paris, we can consult a Fen or Nago (Benin) calendar.
There is a visible instrumentalisation of art through the manipulation of temporality
by the sovereign in this calendar.

¢ P. Notue, Batcham, sculptures du Cameroun, Musee de Marseille, 1994, p. 42.

7 Ibid., p. 43. Francine Ndiaye has worked on the emblematics of power in this
same sense, in Emblemes du pouvoir, Ed. Sepia, 1995.

8 Hans Himmelheber, Renforcement du pouvoir des masques Guere (Cote-d’Ivoire)
par une institution politique moderne, Presence africaine, ler Festival mondial des
arts negres, t. 2, Seminar, t. 23, p. 149-151.

? Ch. M. Geary. Art and political process in the kingdoms of Bali-Nyonga and
Bamun (Cameroon Grassfields), in A7t et politique en Afrique, Association canadienne
des etudes africaines, SAFI, 1989, p. 11-14.

12 Read in this regard F. Douglas, H. Cole, African art and leadership, Madison,
Univ. Wisconsin, 1972.

11 The objective of this point of view was to offer the family as a model and foundation
of all social order. By the family was meant the legitimisation of the Law of the father,
or his elders — in matrilineal societies, the elders were women — as the voice of children
not yet integrated into the Law (of the Father) by initiation was not valid.

12 See the thesis of Abdou Sylla cited subsequently.

13 See the majority of Samora Machel’s writings on revolutionary art.

14 TK. Biaya, L’impasse de crise zairoise dans la peinture populaire urbaine 1970-
1985, in Art et politique en Afrique noire, Association canadienne des etudes aftricaines,
SAFI, 1989, p. 96.

15 These false excesses, among African eschatologies and Millenarisms, are: the
Aladura movement in Nigeria, celestial Christianity in Benin, Harrism in Liberia and
the Ivory Coast, the Deima religion in central Africa, and Ethiopism and “Zionism”
in South Africa. Added to these movements are the new Pentecostals of American
origin, which join a defensive Islam and other Western and Asian sects.

1 W. Benjamin, [lluminations, trad. H. Zohn, Fontana, 1973, p. 244 and s.

17 The term docta spes comes from E. Bloch who was inspired by the term “docte
ignorance” of Nicolas de Cues. We have elaborated the concept of Docta spes Africana
signalling Bloch as the source in our work Theorie critique et modernite negro-
africaine. De I’Ecole de Francfort a la “Docta spes Africana,” Paris, Publications
de la Sorbonne, serie Philosophie, 1993, p. 344.

© Jean-Godefroy Bidima, 2003
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1
Rembrandt’s The Sacrifice of Isaac, Abraham’s Suspended Knife, and
the Face of the Other

Rembrandt’s painting The Sacrifice of Isaac (1635) hangs in the Her-
mitage Museum here in St. Petersburg [figure #1]. Rembrandt painted it when
he was twenty-nine years old in the same year that his first son was born and
then died in his infancy, a fact that perhaps lends a special poignancy to the
subject of the painting. In Genesis 22, God orders Abraham to take his only
legitimate son, Isaac, to the top of Mt. Moriah and to offer him there as a
sacrifice to God. Abraham obeys and sets out on a three-day journey. When
he nears the appointed place, he commands his two young servants to stay
behind, and he gathers wood for the sacrifice, taking Isaac with him. Abra-
ham builds the altar of sacrifice with the wood he had gathered. He binds
Isaac’s hands and feet, places Isaac on top of the pile of wood, and he then
raises his arm to execute God’s command. The painting depicts the moment
that follows from Genesis 22, specifically verses 10-12:

Avraham stretched out his hand,

he took the knife to slay his son.

But YHWH's messenger called to him from
Heaven and said:

Avraham! Avraham!

He said.:

Here I am.

He said:

Do not stretch out your hand against the lad,
do not do anything to him.!

The painting dramatically depicts a moment of interruption epitomized
by the knife that hangs suspended in the air — a baroque gesture? that we do
not find in earlier pictorial depictions by Caravaggio in his The Sacrifice of
Isaac (1603) [figure #2] or by Rembrandt’s teacher, Pieter Lastman. In both
the Caravaggio and in Lastman’s painting The Sacrifice of Isaac (c. 1612)
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[figure #3], which Rembrandt almost certainly knew, the knife remains firm-
ly in Abraham’s hand, whereas in the Rembrandt canvas it hangs in mid-air,
having been dropped by Abraham, whose right arm the angel has seized, thus
interrupting the apparently imminent slaughter. Violence, figured by the sus-
pended knife, is thus dramatically interrupted in Rembrandt’s powerful im-
age, painted in the 1630s, at precisely the moment when Rembrandt was
proving himself to be a “virtuoso of interruption.” 3

Rembrandt frequently depicted dramatic interruptions — and particularly
interruptions by the divine — in his paintings of the early and mid 1630s. Think of
Belshazzar's Feast [figure #4], also painted in (or around) 1635, which depicts
the God of the Hebrew scriptures’ admonitory and disapproving interruption —
through a mysteriously appearing inscription — of King Belshazzar’s excessively
sumptuous “pagan” drinking party in Babylon; Danaé [figure #5],1636, in which
the nymph Danag, bathed in a rapidly approaching golden light, is about to be
interrupted by Zeus’s amorous presence; the naked Susanna in Susanna and the
Elders [figure #6], who is surprised by elderly voyeurs; and the 1631 portrait of
the scholar in Young Man at his Desk who, in the English translation of the
Russian caption describing this painting hanging in the Hermitage [figure #7],
appears to have been “unexpectedly interrupted.” Simon Schama, in comment-
ing on The Young Man at his Desk and on another portrait of this period of
Rembrandt’s career, remarks that the subjects of these paintings “appear to have
been interrupted in the midst of their personal routine rather than made to ‘sit’
and assume the social mask required for dignified immortalization.” 4

Rembrandt’s 1635 painting of The Sacrifice of Isaac is true to the bibli-
cal text, which tells of how the messenger of God dramatically interrupts the
imminent action with that form of the negative imperative (’al [“do not”]
plus the imperative) that, in Hebrew, is especially reserved for expressing
immediately pressing, specific commands: “do not stretch out (al-tishlah)
your hand”; “ [and] do not do (ve ’al-ta‘as) anything to him.” At this stage
in his career, Rembrandt was particularly interested in rendering the dramat-
ic, human aspect of biblical stories. His paintings from this period were very
faithful to the biblical texts that inspired his visual renderings.

In Rembrandt’s painting, Abraham has covered Isaac’s entire face with
his left hand, suggesting at least two things. First, the father cannot bear to
have the son he loves, his only legitimate son, actually witness his own father
raising and lowering the knife that will enter his young and tender flesh and
end his life. For Abraham to allow Isaac to witness the killing, despite the
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divine source of the command, no doubt filled Abraham with shame, as well as
horror. Second, Abraham apparently cannot kill his son so long as he sees his
son’s face. Indeed, in the account of the threatened sacrifice in the Qur’an,
Abraham (Ibrahim, in Arabic), in order to fulfill God’s command, lays his son
down prostrate on his forehead (liljabeeni 37.103).° The implication here is
that if Abraham were to look directly at his son’s face, he would not be able to
kill him. In his commentary on this passage, al-Tabari (839-923) elucidates the
significance of Abraham’s placing his son face down. According to al-Tabari,
who cites a number of authorities, the son — it is unclear, in the Qur’anic ac-
count, whether this son is Ishmael or Isaac” — remarks to his father: “When you
lay me down to sacrifice me, turn me with my face down; do not lay me on my
side, for I fear that if you look at my face pity will overcome you and hold you
back from carrying out God’s command.”®

The face, in its vulnerability — as Emmanuel Levinas is fond of remark-
ing — speaks, and it says, “thou shalt not kill me.” For the first time in the
narrative, after the two set out together, Isaac speaks to his father, movingly
enunciating an otherness, an alterity that makes the apparent imminence of
the murder all the more shocking and even unimaginable. Isaac is carrying
the wood for the offering, and Abraham the cinders for the fire and the knife.
Finally, Isaac breaks the deadly silence and speaks to his father, addressing
him with the intimate *aviy (“my father”).'® His father returns the intimate
form of address: “Here I am, my son” (hineni v*niy, 22. 7). Isaac then asks his
father a very painful question: “Here is the fire and the wood, but where is
the lamb for the offering?”” Abraham replies, “God will provide the lamb for
the offering, my son” (b°niy, 22. 8), repeating again, for the third time in a
very brief space, this intimate form of address, this vocative: not just “son!”,
but “my son!” As Levinas remarks, “the Other does not appear in the nomi-
native, but in the vocative.”!! This passage, then, is framed by three voca-
tives — “my father” [’aviy] / “my son” [b°niy] / “my son” [bniy] — that are
made even more intimate by possessing (in the Hebrew) suffixes (aviy/b°niy)
that personalize the address (“my father”/ “my son”/ “my son” ) in a duet of
pressing question and immediate response that dramatically enunciates the
radical alterity of Isaac and of Abraham’s painfully enduring affection for
his apparently doomed son. After such an exchange, it will be very difficult,
indeed virtually impossible for Abraham to take Isaac’s life if he must look
his son in the face. Hence, in the Rembrandt painting, Isaac’s face is com-
pletely enveloped and obscured by Abraham’s left hand.
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Rembrandt’s Abraham, in order to go through with the slaughter, has
completely covered Isaac’s face.”> The angel is looking directly at Isaac’s cov-
ered — or, as Simon Schama perceptively observes, smothered — face.”* Abra-
ham, who has avoided looking at Isaac’s face, now looks directly at the face of
the angel, who almost dreamily gazes straight ahead, neither at Abraham nor at
Isaac. Who is this angel, this messenger of God who is the subject of Abra-
ham’s sudden attention and towards whose gentle face the eyes of the patriarch
are abruptly turned? And what is the significance of the interruption? I hope it
is not too bold to suggest that the angel or messenger (.mal’akh) of God is the
face of the Other — in this case the face of Isaac — suddenly commanding Abra-
ham not to kill him."* As Levinas insists, “the face speaks.””> God reveals
himself only by the trace He leaves behind in the face of the Other.'® Rem-
brandt’s painting dramatically depicts this moment of interruption, which is
figured not only in the suspended knife, but also in the “anguished face” of
Abraham who, as Schama finely remarks, has “the look of a madman unex-
pectedly paroled from hell.”!” In the Caravaggio painting, in contrast, Abra-
ham seems grimly determined to slay his son and annoyed by the angel’s sud-
den interference. The viewer of the Caravaggio painting is struck more by
Isaac’s vivid expression of absolute terror than by any sense of relief evident in
the face of Abraham. Rembrandt’s painting — in contrast to Caravaggio’s rath-
er cruel rendering' — is a dramatic example of the artistic representation of
transcendence in the ethical, Levinasian sense. Abraham, encountering the
messenger of God who is the face of the Other, experiences a transcendence of
his own ego in the direction of ethics, as he responds to and takes responsibil-
ity for the Other whose face says “do not kill me.”

For many readers, the point of the Abraham and Isaac story is the test-
ing of Abraham’s faith in God: so strong was Abraham’s faith that he would
even obey the divine command to murder his own son. This was Kierkeg-
aard’s understanding of the episode, which is central to the argument of
Fear and Trembling. In the Kierkegaardian construction, the religious di-
mension of experience demands a “leap of faith™ that takes one beyond
ethics. For Levinas, in contrast to Kierkegaard, it is the second divine com-
mand that is the apex of the story. In responding to Kierkegaard’s reading,
Levinas remarks, “Perhaps Abraham’s ear for hearing the voice that brought
him back to the ethical order was the highest moment in the drama.”"® It is
precisely this “highest moment in the drama” that Rembrandt’s dramatic
painting of 1635 depicts.
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I
From the Sacred to the Holy

The tension between the two commands in the biblical account of the
sacrifice of Isaac suggests that the story is narrating a transition, in religious
experience, from the “sacred,” associated with polytheism, to the “holy” (ga-
dosh, in Hebrew) of monotheism, a differentation of a world view that breaks
with the polytheistic past. Hence, this particular passage describing the Agedah
reiterates the movement of the Abraham narrative as a whole, which tells the
story of Abraham’s journey from the polytheistic world of Mesopotamia
westward to Canaan and what will be the monotheistic world of Israel.*

Levinas associated the “sacred” with the experience of participation in a
cosmic whole, in the manner discussed by the ethnologist Lucien Lévy-Bru-
hl (1857-1939). In the experience of the “sacred,” the distinction between
subject and object is blurred. The emphasis here is upon participation in a
totality of which you and I are mere parts. The holy (gadosh), in contrast,
requires my recognition of the absolute exteriority of the Other, of the neces-
sary separation of subject and object, self and world, self and other, of a
necessary atheism, a breaking with polytheism that can only recover a rela-
tionship to the divine through my responsibility for the Other. The emphasis
in the holy is upon my unique and inescapable responsibility for a unique
and irreplaceable Other. Mt. Moriah, where Abraham builds the altar upon
which he had intended to sacrifice his son, at first trembles with the dark
mysteries of the sacred, but then — with Abraham’s obedience to the second
command — it becomes a site of the holy.

Shalom Spiegel, similarly, views the episode as recording a “profound
revolution in the history of religion, when the primitive blood sacrifice was
abolished,” as suggested in the midrash of Rabbi Benaiah, “one of the last of
the Tannaim,”*! those Jewish scholars who lived from the first century B.C.E.
to the third century C.E. and whose views are recorded in the Mishnah, or
oral law. Spiegel goes on to remark:

The biblical account, then, came to enforce and validate a new way of
worship; and, too, it came to abolish and discredit the statutes of the ancient
world. The Akedah story repels once for all the primitive notion of the sancti-
ty of the human first born and its derivative demand for the literal sacrifice of
children. The Akedah story declared war on the remnants of idolatory in Isra-
el and undertook to remove root and branch the whole long, terror-laden in-
heritance from idolatrous generations.?
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Abraham’s faith consists, largely, in his pursuit of justice required by
obedience to the one God.”® Note the play on the word “one” — which echoes
the oneness of the one (ehad) God — in this passage: God tells Abraham to
offer “your only” (y°hid*ka 22.2) [legitimate] son. And when Abraham is
reprieved through his obedience to the second command, Isaac as the object
of human sacrifice is replaced by “one” (ehad) ram.** As Spiegel speculates:

It may well be that in the narrative of the ram which Abraham sacrificed as
a burnt offering in place of his son, there is historical remembrance of the
transition to animal sacrifice from human sacrifice — a religious and moral
achievement which in the folk memory was associated with Abraham’s name,
the father of the new faith and the first of the upright in the Lord’s way. And
quite possibly the primary purpose of the Akedah story may have been only
this: to attach to a real pillar of the folk and a revered reputation the new norm
— abolish human sacrifice, substitute animals instead.?

The Qur’an, like the Hebrew scriptures, sees Abraham’s faith as con-
sisting in the obedience to the command to be just, to be responsible for the
other person, an obedience that can be seen to accompany the transition from
polytheism to monotheism. Abraham’s position as a transitional figure from
the world of polytheism or pantheism to monotheism is clearly articulated in
Sura 6:75-79 on “Abraham’s Creed”:

75. Thus We showed Abraham the visible

and invisible world of the heavens and the earth,
that he could be among those who believe.

76. When the night came with her covering of darkness
he saw a star,

and (Azar, his father), said: “This is my Lord.”
But when the star set, (Abraham) said:

“I love not those that wane.”

77. When (Azar) saw the moon rise all aglow,

he said: “This is my Lord.”

But even as the moon set, (Abraham) said:

“If my Lord had not shown me the way

I would surely have gone astray.”

78. When (Azar) saw the sun rise all resplendent,
he said: “My Lord is surely this,

and the greatest of them all.”

But the sun also set, and (Abraham) said:
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“O my people, I am through

with those you associate (with God).

79. I have truly turned my face

towards Him who created the heavens and the earth:
I have chosen one way and am not an idolator.”?*

James L. Kugel sees Genesis 12, which tells of Abraham’s journey from
Chaldea, as articulating a transition from the polytheism of Mesopotamia to
the monotheism of Israel. Kugel cites many ancient biblical interpreters who
comment on the significance of Abraham’s relation to his native city of Ur in
Chaldea, which is in Mesopotamia.?” A number of these interpreters, as does
the previous passage from the Qur’an, present Abraham as an astronomer or
astrologer. Kugel observes that Abraham’s homeland, Chaldea, “was famous
for one thing in particular: it was the home of astronomy and astrology. So
great was the association between Chaldea and the study of the stars that the
very word ‘Chaldean’ came to mean ‘astronomer’ in both Aramaic and Greek.
Many interpreters therefore naturally assumed that Abraham the Chaldean
must himself have been something of an astronomer.” %8

i
Monotheism, Justice, Injustice

What we see in Genesis 22, then, is the differentiation of a monotheis-
tic worldview, and its attendant ethics of responsibility for the Other, of its
break with the cruelty often associated with the numinous and with the
sacred. But as we know all too well from the history of the world since the
advent of monotheism, violence has not vanished. On the contrary, it has
perhaps increased, as those who believe they have unique access to the
One Truth fight against those with competing claims. The differentiation
comes at a price. Even the most responsible of monotheists do not always
escape the peril of high self regard and a correspondingly low opinion of
the ethical stature of those who remain pagans or polytheists, or recipients
of historically prior revelations.

In Genesis 20, Abraham journeys to Gerar, a Canaanite city state in the
Western Negev. In the previous chapter, God had destroyed the city of Sod-
om. Now Abraham, well aware of the licentiousness of a number of the peo-
ple of Sodom, here feels he must present his wife Sarah (as he had earlier, in
Genesis12.12-14) to the officials as his sister (she is in fact Abraham’s half
sister) so as to save himself. He would put his life in danger, he believes, if
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he is viewed as Sarah’s husband, and thus as a sexual rival. Abimelech takes
Sarah. God then appears to Abimelech in a dream, telling him that he is
about to die because he took another’s — namely, Abraham’s — wife. Abimelech
pleads his innocence:

“My Lord, will you slay a nation even if innocent? Did he not say to me,
‘She is my sister’? and she, she too said, ‘He is my brother.” With a pure heart
and with clean hands I have done this.”

Abimelech’s question to God recalls Abraham’s to God two chapters ear-
lier (18.23). There Abraham proves the worthiness of his election by demon-
strating his concern for justice, even if this means that he may, as a result, incur
the disfavor of his all-powerful benefactor. Abraham presses God and asks
him if he will destroy the city of Sodom if His punishment would result in the
slaughter of innocents. He asks God, “Will you really wipe out the righteous
[zadik] with the guilty?” In Genesis 20:4, Abimelech asks a similar question of
God: “My Lord, will you slay a nation [goy] even though it is righteous [zadik]?”

Although Abraham is the first patriarch of what will be the monotheistic
religion of Judaism, with which God has a very special relation, the author plac-
es the polytheist Abimelech (a leader of a “nation,” [goy] i.e. a non- Jew) and the
monotheist Abraham on the same plane of importance by narrating episodes in
which each is granted the rare opportunity of engaging in a dialogue with God.
Both Abraham and Abimelech merit their visitations by God by proving them-
selves to be just men. Monotheism, I have been suggesting, differentiates itself
historically out of a polytheistic climate that permitted cruelties and injustices
such as human sacrifice. But while the historical differentiation of the monothe-
istic worldview and its attendant ethical imperatives must be acknowledged, it is
also true that avowed monotheists continually betray ethics — including that most
influential early monotheist, Abraham. Ethics is the acknowledgement of the
Other as Other, and the obedience to the command to be responsible for the
Other. This sense of the absolutely unassimilable otherness of the other person
will be betrayed if the subject makes unwarranted assumptions about the Other,
and thus does not view the Other as an occasion for the transcendence of the ego
but rather as a stereotype, as a construction — to employ the vocabulary of phe-
nomenology — of the intentional consciousness.

And this is precisely how Abraham mistakenly views the noble
Abimelech. How could a polytheist living in Canaan, Abraham had wrongly
assumed, be anything less than a rapacious immoralist? After his conversa-
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tion with God, Abimelech upbraids Abraham twice for placing him in the
position of potentially causing an unwitting offence against Abraham and
Abraham’s wife, Sarah, — and against God! — by telling the king that she was
his sister and not his wife. “What have you done to us, and how have I of-
fended you, that you should bring upon me and my kingdom such an of-
fense? ... And what did you see that you did such a thing?”” (20.10), Abimelech
asks Abraham. Abraham answers, “For I thought, there is surely no fear of
God (elohim) in this place and they will kill me because of my wife” (20.11).

Ethics (or holiness), Abraham learns, is not unique to self-declared mono-
theists. Polytheists may also act ethically. Similarly, monotheists betray God
and ethics by making unwarranted assumptions about polytheists and by view-
ing them, unjustly, as less than fully human. Worldviews, such as monothe-
ism, differentiate themselves historically, creating a before and an after, it is
true. But if the before and the after are understood as the absolutely false and
the absolutely true, the very meaning of the differentiation will be betrayed
and lost in the kind of violence to which we have grown accustomed in the
twenty-first century.
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Masoretic text, which gives ahar (“after” or “behind”) for ehad (one).

% The Last Trial, pp. 63-64.

% Al-Qur’an, a contemporary translation by Ahmed Ali (Princeton: Princeton
University Press, 1993), pp. 121-122.

¥ See James L. Kugel, Traditions of the Bible: A Guide to the Bible As It Was at
the Start of the Common Era (Cambridge, MA: Harvard University Press, 1998), pp.
244-274, which comments on Abraham’s journey from Chaldea in Genesis 12.

2 Ibid., p. 249.

© Steven Shankman, 2004
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_ HBETOBASI TPAKTOBKA
KUTAUCKOMU «KHUI'U IIEPEMEH» U-1II3UH

Bnaoumup I'PY3/[EB

[Ipennaraemsiii BammeMy BHUMAHHUIO MaTepHal SBISETCA (pparMeHTOM
Moeil KHUTH «3epKajio MUpay, KOTOpas CyIIeCTBYeT B dJIEKTPOHHOM BHIE U
XKJIEeT cBoero u3aarens. bomee moapoOHyr0 WHGOPMANIHIO TT0 KHATE MOKHO
HaWTH Ha caiite: /www.gruzdev.com/. OCHOBHas TeMa KHUTH — Pa3THIHbIC
ACIEKThI B3aUMOJICHCTBHS YEJIOBEKA U MUPA KaK EAUHON cUCTeMBI. UeloBek
BOCITPHHHMAET, HaOIIIOAAET, N3yJaeT, MO3HAET — MPOSBISIET — MUP, TEM ca-
MBIM yYacTBY$ B €T0 CO-TBOPEHHUH.

Wznaraemast KOHIIETIITNS TTPEACTABIISETCS Pa3BUTHEM, TaK HA36IBAEMOTO
«aHTPOITHOTO MPUHITUIAY, KOTOPHIH B KIaccuueckoM ompeaenennn Ctu-
BeHa XOKHUHTa 3By4UT Tak: « Mbl BUAUM BcelleHHyI0 Takoi, Kak OHA €CTh,
IIOTOMY 4TO, OyJh OHA APYTOH, HAac OBl 37€Ch HEe OBLIO, M MBI HE MOTIIH ObI
ee HabIoIaThy.

S 661 mepedpazuposain 310 Tak: «Mbl BUAUM BceneHHyo Takou, Kak
OHa €CTh, IOTOMY YTO MBI TaKHe, KaKue MBI €CTb. byab MBI JPyTUMHU, MBI
BHENA OB IpyTyto BeeneHHy o 1 KU B IPyTOM MHUDPE».

1 OBbI HA3BaJ 3TO «CYOBEKTUBHBIM AHTPOITHBIM MTPHHIIATIOM.

UenoBek KMBET B peajbHOM HETPEPHIBHOM MHpE, MOIB3YACH Mpea-
CTaBJICHUSMH O HeM, B3SITHIMH 13 nHPpopManmonaon MOJIEJIN mupa. 3ta
MOJIEIh, TIPEXKAC BCETo, TUCKkpeTHa (MH(pOopMaIus B TBOMIHON hopMe IHC-
KpeTHa, BOCIIPUATHE JUCKPETHO (amopruu 3¢HOHA), MBITIUICHUE THCKPETHO
4yepe3 coBo). MOXHO cKa3aTh, 9TO HAyYHBIE 3aKOHBI (PU3WUECKOM pealb-
HoctH cupaBemmuBel it MOJIEJIM 1 Bo MHOTOM SIBJISIOTCST TIPOCKITHEH
crioco6a BocupuATHs. MBI He MOXKEM CYTUTh O COOTBETCTBHH MOJIEIIH MHAPA
" pu3nIecKo peasbHOCTH, IIOTOMY YTO JIFOOOH OIIBIT, TI000E TTO3HAHME
OCYIIECTBIIIETCSA B paMKax MOJIENH, KOTOpas IIPH 3TOM Pa3BUBAETCS U yC-
noxkHAeTcs. OTHAKO MBI MOXXEM BO3/IEHCTBOBATH HA PEATBHOCTD, UCIOIb-
3y MOZEINb MUpa.

MoxHo cocnarbcs Ha TeopeMy Yuibsima Tomaca: «Eciu itonu onpe-
JEJSTFOT CUTY Il KaK pealibHbIe, TO CUTYaIlN! PEaTbHBI IT0 CBOMM ITOCTIE/-
CTBUSAM.
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Takoil peanpHOM MO MOCHENCTBUSAM CUTYyallMed MOXHO CUHUTATh MPO-
1iecc MO3HaHUA, TAKOM ke peaabHOM MO MOCIEACTBUAM CUTyallMe MOXXHO
CUHTaTh, HapuUMep, ObITHE bora.

[Ipu Taxoi KOHIIETIITUHN PUHIUITHAIHHO MEHIETCS poib yeioBeka. OH
OTISITH OKAa3bIBAETCS B IICHTPE MUPO3IaHUSI.

[Ipexxae gem mepeiTn K IBETOBOMY PA3IOKEHUIO, S JOJKEH KOPOTKO
OCTaHOBUTLCS Ha YepHO-OCIIOMN, TBONIHOM MOIEITH MHUpA.

[IposIBIEHHOCTH — 3TO CBOKMCTBO MHpPa OBITH BOCTIPUHATHIM. [IposiBiieH-
HOe 0OBEKTHBHO CYIIECTBYET B JMAMA30HE YEIIOBEUECKOTO BOCTIPHUATHS (B
YEIIOBEUECKOH TI0JI0ce). DTO HE 3HAYUT, UTO 3a MpeieiaMH YeJI0BEYeCKOi
MOJIOCKI MHP HE CYIIECTBYET, HO OH OCTaeTCs IJIsl HAC HENPOSBICHHBIM.
[IposiBeHHBIN MUD yCIOXKHSIETCS POBHO HACTOJBKO, HACKOIBKO PACIIHPS-
FOTCS HAIlli BO3MOXHOCTH €T0 BOCTIPUSATHS.

W Ha mane pu3nvecKkoi peaTbHOCTH, U Ha AYXOBHOM IUTaHE MTPOSBICH-
HOCTH OCYIIECTBIISIETCS Yepe3 Maphl MPOTHBOIIOIOKHOCTEH, Yepes3 ayallb-
HoCTh. [IpHHSATO TIpenanonarars CymecTBOBaHHUE JIBYX MPOTHBOIOIOKHBIX
HIeaTbHBIX KadecTB: MoOpo — 3110, Oemoe — depHoe, S — NHb. Beé€, uro
HAXOJUTCS MKy KpalHUMH KaueCTBAMH — 3TO MIX COUETAHUS B PA3THIHBIX
MPOTIOPIIHAX. DTO MPUHITUI JISKUT B OCHOBE KHTANCKOW KHUTH repeMeH M-
1[3uH. 31O — MHDOPMAITUA O MUPE B TBOMIHON (hopMme.

TIpencraBuMm Ternepb HEUTpaJbHBIA CEPBIN IIBET KaK M3HAYAIbHOE HE-
muddepeHrpoBaHHOe COCTOSHUE. Toraa MOsSBICHUE JTI000TO OTIUYHS B
MCXOIHOM CEpOM PaBHOIICHHO MOsABJICHHIO OnTa nHpopManmu. bonee Tem-
HBEIM TOH IPUHUMAEM 3a YCIIOBHO YEPHBIN, 00Jiee CBETIIBIN — 32 YCIOBHBIHN
Oenprit. TBOpeHNE, OCHOBAaHHOE HA CIIOCOOHOCTH pas3indarh, COCTOSIOCH. S
HA3bIBAIO 3TO «BHYTPEHHEE TBOPEHHUEN.

C TOUKH 3peHHs BOCTIPUATHS, TO, 9TO MPUHUMAETCS 32 MPOTHBOTIOIOXK-
HOCTB, €CTh IIOPOT UyBCTBUTENHHOCTH. [10pOT 4yBCTBUTENTFHOCTH — 3TO MH-
HUMAJBHO Pa3IMIUMOe OTINYHE, MMO3BoIIomee audhepeHnnpoBaTs a8a
COCTOSTHUSI, UTO TOKIECTBEHHO IPOSBICHHOCTH. 110BBITIIas 4yBCTBUTEND-
HOCTB, PacCIINpsisi BOCTIPUSTHE, YEIOBEK MPOSIBIIIET MUPO3IaHNE, yIaCTBYET
B CO-TBOPEHHH.

Bocmpusitre TUCKpeTHO, MOCIEAYIOMUI KaJp JOJDKEH OTINYaTbCs OT
MPEIBIAYIIET0, 9TOOBI HECTH HOTIOTHUTENbHYI0 HH(popMaruio. Bocnpusarue
MIPOUCXOINUT HA PA3HBIX YPOBHIX JUCKPETHOCTH (YaCTOTAaX KBAHTOBAHWS) C
WCTIOB30BaHIEM PA3IMIHBIX MEXaHU3MOB (MHTEJUIEKTYaIbHBIN, pe(rIeKcruB-
HBIH, YMOIIMOHATIBHEIN). BocnipusiTre He TOIBEKO TUCKPETHO, HO U IMHEHHO-
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MO CIIeA0BaTENbHO. VICIIONB3yS SI3BIK, MBI aBTOMAaTHIECKH OTAAaeM MPEIIoy-
TEHHNe MPUHIIUIIAM JIHHEHHOTO YIIOPAIOYSHHS B MBIIIUICHAN.

[TockombKy BOCIIpHSITHE W MBIIIIJICHHE TNCKPETHBI, OTKPHIBaEMbIE HAMU
3aKOHBI TIOCTPOEHUS (PU3NIECKON PeaTbHOCTH TOIAl0TCS MaTeMaTnde CcKo-
My MOJIEJIMPOBAHUIO U OKa3bIBAIOTCS TOXKACCTBEHHBIMH Ha BCEX YPOBHSIX.
Taxoke Bce 330TepHUecKue, CHMBOJIBHBIE M 3HAKOBBIE CHCTEMBI, COAEpIKa-
M€ OMMCAHUS ATHX 3aKOHOB, B3aWMOTPAHCQOPMHUPYIOTCA IPYT B IpyTa.
MoXHO CKa3aTh, YTO CO3HAHUE MPOEIHPYET MPUCYITHI eMy CIocod Boc-
MIPHUSATHSA HA OKPY KAIOIIHA MUD.

AJNTOPUTM pa3BUTHS BCEX TUCKPETHBIX CUCTEM MOAYMHEH €NNHOMY OII-
TuMansHOMY [ IprHIIHITY, OCHOBaHHOMY Ha IIPOCTOTE U PallMOHANBHOCTH. Paz-
BHTHE IIPOUCXOAUT B COOTBETCTBHH C psiioM OHOOHAYIN: HEUTO CYIIECTBYIO-
mmee (YMCiI0) Ha TIEPBOM dTalle CaMOOTPaXKAETCsl, CYMMHPYETCS C ITyCTOTOM,
MTOBTOPSIETCS; BCE TIOCIEAYIOMINE [ITIard OJWHAKOBBI H COCTOSIT B CyMMHPOBa-
HUW JIBYyX TOCTETHUX COCTOSIHMH (dmceln). PasBuBarormascs TakuM o0pa3om
MTOCIIEIOBATEHHOCTD CTPEMUTCS K TAPMOHUYIECKOMY COOTHOIIEHHIO (30JI0TO-
My CEYEHHI0) MEXKITY COCETHUMH YWICHAMH, YTO COOTBETCTBYET IBHKEHHIO TI0
JorapuMIdecKoi Criupaiy (PaKOBUHBI YIIMTOK M TAIAKTHKH).

N3BecTHO, uTO 0OparHas orapudmudeckoit GyHKINS €* ocTaeTcs He-
M3MECHHOW Tipn AuddepeHITUPOBAaHNN B HHTETpUpoBaHuH. OTCIOMa MOKHO
CeTaTh MPEAIOI0KEeHHE, UTO peaTn3allis HanooJee paluoHaI-HOTO IPHH-
[IMTIa Pa3BUTHSL, ONMUCHIBaeMOTo psigoM OuOoHaqIdH, MPUBOIANUT K TOMY, UTO
Ha HEKOEM HeaTbHOM MaTEMaTHIEeCKOM ITaHE MUP OCTAeTCSI HEN3MEHHBIM.
MOoXHO BCIOMHUTH OyIIHIICKHE TIPEICTABICHUS 00 MILTIO30PHOCTH MHUPA.

[Tepserit mar B psaay PuboHATIN — CaMOOTPaKEHIE — MOJKHO COOTHEC-
TH C YEJIIOBEUYECKIM CO3HAHHEM.

OTMeTHM 311eCh IPUHITHII, 3a10KeHHBIN B M-1131H. UeTHBIE Tekcarpam-
MBI [TOJTY9at0TCs IIEpEBOpadNBaHUEM (3€pKaJIbHBIM OTPAKEHHEM OTHOCHTEb-
HO OCHOBaHUS MJIM OTHOCHUTEIHHO JINHUH, Pa3/IETAIONIeH TPUTPAMMBI) TIpe-
JIbIAye HedeTHOW. VCKiItoueHrne COCTaBIISIIOT CUTYyalluu, IPU KOTOPBIX
NepeBepHyTasd rekcarpaMma TOXJJIECTBEHHA MCXOAHOM HeueTHOW. B 3Tux
ciyqasx (1-2,27-28, 29-30, 61-62) yeTHas rekcarpaMma IojrydaeTcs U3 uc-
XOITHOU WHBepcuel — 3ameHol VHb 3HakoB Ha SIH 1 HA0OOPOT.

B U-113uH anementsl MHb 1 SIH rpynnupyroTcs B COUETaHUAX 10 TPH,
o0pasys 8 Tpurpamm. TponyHasi cucTema moiydaeTcs He IMyTeM Jo0aBie-
HUS HOBOTO 3JIEMEHTA, a TPYIIITUPOBKON JIBYX MMEIOIINXCS B COYETAHUS 110
Tpu. B MaTremarrke Takas cucteMa CUMCIeHHUS Ha3bIBaeTCS TBONIHO-BOChME-
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PUYHOI, OHA JIEKUT B OCHOBE (D)YHKIIMOHHPOBAHMS KOMIBIOTEPOB. Takoe
MOCTpOCHHE HanboJee PallnoOHAIFHO M SKOHOMHO, TIOCKOITBKY «HE YMHOXKa-
€T CYIIIHOCTEM».

Coueranue TpUrpaMM 10 JBe JaroT 64 rekcarpaMMbl (4TO paBHO KOJH-
YECTBY KOJIOHOB TEHETHYECKOTO KOJIa - pa3MelleHne YeThIpeX OCHOBaHUMH
110 TPH).

OT TUCKPETHOH CHCTEMBI, OCHOBaHHOU Ha myansHoCTH (MHB — SH, gep-
HOE — 0eIT0e), MOKHO MTEPEUTH K TApMOHNYCCKOM ITBETOBOM MOICITH, TTOCTPO-
€HHOIl Ha B3aWMOIIEpeX0o/IaX TPeX OCHOBHBIX M TPEX JOTIOIHUTEIHHBIX IIBe-
TOB. 1[BEeTOBOI1 CITEKTp MpeacTaBiIsIeT CO00H CTeeHb Aud G epeHITHAINH CBe-
ta. Kak cBer mposiBisieTrcs depe3 TeHb, TaK I[BET MPOSBISAETCS depe3
JIOTIOTHUTENTFHBIHN [IBET, TPOTHBOJISKAIINI OCHOBHOMY Ha IIBETOBOM KpYyTe.

Xody 3aMETUTh, YTO CUUTAIO «CEMb I[BETOB PaIyTH» YCTONIHBBIM JIOXK-
HBIM CTE€PEOTHIIOM, BBEIEHHBIM HBIOTOHOM TOf BIMSHUEM KaOaIHUCTHKH.
Bce, uT0 cBs3aHO0 ¢ udpoit 7 MeeT OTHOMIECHUE K CHepUIeCKOr CUCTEME
(«Chepomnaamukay b. B. I'maakos, CI16 ['ocymapctBennstii [lomuTexandec-
KU YHUBEPCHUTET).

LBeToBOCTIpHATHE MHANBHIYAITHHO, HE HMEET «KaMEPTOHA», 3aBHCUT
OT HaJW4Ws WIK OTCYTCTBUSA (oHA. JlomOTHUTENBHBIE 1[BETA (HhU3HOIOTH-
YEeCKH CBA3aHBI C OCHOBHBIMH Yepe3, TaK Ha3bIBa€MOE, HETaTHBHOE OCTaTO4-
Hoe m300pakeHre. OCHOBHBIE M IOTIOJTHHUTEIHHBIE I[BETA HYKJAIOTCS IPYT
B PYTE W CBSA3aHBI Yepe3 YellOBeKa (TeOpHsl «BHYTPEHHETO TBOPEHHSD).

B3auMOCBSI3M OCHOBHBIX W JIOTIONHUTENHHBIX [[BETOB aHAJIOTHYHEI CO-
oTHomIeHUsIM Tpurpamm U-113uH.

IlomryuenHast BeTOBasi MHTEPIIPETAIIHS MPEACTABISIET COO0H HaeaThb-
HYIO CHCTEMY, B KOTOPOM J1Ba TPOTHBOIIOJIOKHEIX Hadana Mub u SIH (uepHOE
1 6eoe) B3auMOTIePEXOIAT APYT B IpyTa yepes IBeToBoe pasioxeHue. Cu-
cTeMa 3aMKHyTa M caMmojocTarodHa. B Heé Huuero Hemb3s NOOaBUTH HITH
OTHSTH, HE HapyIIas IIEeJIOCTHOCTH.

- IPENICTABIAETCA BO3MOXHBIM TIOCTPOCHNE Ha OCHOBE I[BETOBOTO pa3-
JIOKEHHS TAPMOHUYIECKOH JIOTUKH;

- CHCTeMY MO)XHO HCITONIB30BaTh JIJIs aHAIM3a JTI00BIX Kiaccu(puKann,
Oazmpyronuxcs Ha ABOMYHO-BOCEMEPHYIHOM CHCTEME CIHCIICHUS (Hanpumep,
KJ1accu(uKaIys TUIOB TUIHOCTH 110 FOHTY;

- U-1I3un HaumHaeTcs ¢ O6emoro u yepHoro nsera (1 — HeOo, TBOpUE-
CTBO, 2 — 3eMJIsI, UICTIOJTHEHHE), B TTOCIICIHEH YeTBEPTH UCXOTHBIC OSIbIi U
YepHBI HE MOSBIIIOTCS HA pa3y (o X. Apryaibecy ¢ rekcarpaMMmbl 49 —
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mpeoOpazoBaHNe — HAUYWHAETCS MEPHUOJ TIOCTUCTOPUH). AHTArOHUCTHIEC-
KH€ 3aKOHBI TIPOSIBIICHUS MHPA TIEPEXOIST B TAPMOHHIECKHE.

LlBeToBOE pa3noKeHHE MO3BOJSET MPEACTABUTh CYIIECTBYIOIINE 3HA-
KOBBIE ¥ CHMBOJIBHBIE CHCTEMBI HE TOJIBKO B IIBETE, HO M B TPEXMEPHOU U B
TUHAMIYECKO# dopme.

- COTpsDKEHHAS Iapa TETPadAPOB MPENCTABISIET COOO0M MEPBUYHBIN ITPO-
CTPaHCTBEHHBIA MOIYIIb;

- TOYKa COTIPSDKEHUS, B KOTOPOW OCHOBHBIE IIBETA MTEPEXOIAT B AOMOII-
HUTEIbHBIC (HETATHBHOE OCTATOYHOE M300paKEHNE) — MECTO YeIOBEKa B
COOTBETCTBHH C TEOpUEH «BHYTPEHHETO TBOPEHI.

ConpspKeHHYIO Tapy TeTPasapOB MOXKHO JOCTPOUTD T0OABICHIEM €IIe
JIEBATH TAaKHUX K€ COIMPSIKEHHBIX Map ¢ 00paTHOW MOCIeN0BaTETFHOCTHIO
[IBETOB (TMIPOTHBOIIONIOKHBIM CIIITHOM ). EIMHCTBEHHOE TIPAaBHMIIO TIPH MTOCT-
POEHUH: TPaHH COMPATAIOTCA O MPUHIIAITY OCHOBHOW — TOTIOITHUTENHHBIN
IIBET.

B pesynprare momydaercs mpaBHWIIHHBINA ABAAIATUTPAHHAK — UKOCA-
31p, BHENTHIE TPAaHU KOTOPOTO 00pa3yroTcs OEIbIMHU U YePHBIMH TPEYTOIb-
Hukamu (crapeie UHb U fIH), a BHyTpEeHHHE [IBETHBIE TPaHU COCTABIISIO-
X TeTpa’apoB (Monoasie HE 1 SIH) compsraroTcs Mo MPUHIUILY J0-
TTOTHUTEILHBIX MIBETOB. [Ipu mocTpoeHnn 6 BHyTpeHHUX T'paHeit u3 60 He
OymyT compsTaThCs 03 JOMOTHUTENBHBIX TocTpoeHu. [ToTpedyeTcs, aro-
OBl B oTIpesiesIeHHbIe pedpa HKocadIpa BXOAMIIN Ty9H ONpeeIeHHOTO I[Be-
Ta, TOTIOJHSIONIME BHYTPEHHIE TPAH! IO COTIPSKEHHS. DTH COTIIACYIOIINe
BHEIITHWE JIyYH TIepPeCceKaloTcs B IEHTPE UKOcadIpa u 00pa3yIoT pacioio-
KEHHYIO BIIOJIb BEPTHKAJIBHON OCH CHCTEMY COIPSDIKEHHBIX TETPadApOB
6ompmrero macmraba.

Hkocasap ¢ cormacyromyuMy BHEITHIMH JIy9aMH{ TIPENCTaBIsIET COO0H
OUHAMHYECKYIO, TIPOCTPAHCTBEHHYIO MOJENb pa3BuTHs. OCHOBHOW MPHH-
LUTT: UKIAYECKUHA MPOIEeCC BIIMCAH B MOJOOHBIN e IHUKJI OONBIIETO Mac-
mraba, HarmpaBlIeHHBIA BCTPEYHO (IpUMep: 30JMaKabHBIA KPYT U Tperec-
CHS PAaBHOJICHCTBHSA).

V Ilnarona B guanore «Tumeit» — 5 mpaBUIBHBIX MHOTOTPaHHHUKOB:
TeTpa’ap (OTroHB), OKTadIp (BO3MyX), Ky0 (3eMiis), mKocasap (Boma) U JI0-
nekasnp (quinta essential — msiTas cymHOCTh). OTCIONa BRIBOIUTCS BCS €B-
pomeiickas 330TepruiecKas CHMBOJINKa. MOXHO aHAJIM3UpOBaTh KabOau-
CTHYECKHE, PO3CHKPEHIIEpOBCKIE TuarpaMMel, nepeBo Ceduport, IIBETOK
KU3HH, MepKaly U MHOTOE JIPYTOe.
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IToxazaHa CBSI3b BOCTOYHBIX M 3aITaTHBIX 3HAKOBBIX ¥ CHMBOJIBHBIX CHC-
TeMm. Bce oHM B TOM MM MHON Mepe OTpa)karoT MPOCTPAHCTBEHHBIN ajro-
PUTM pa3BUTHSL.

THE COLOR LAYOUT OF THE I-CHING,
THE CHINESE BOOK OF CHANGES

Viadimir GRUZDEV

St. Petersburg, Russia

In this paper we examine correlations between Eastern and Western sym-
bolic and numeric systems. All of these systems seem to reflect the dimen-
sional algorithm of development described in our approach. The model is
based on an interpretation of the binary-octal code exemplified by the color
layout of the I-Ching, the Chinese Book of Changes.

© Bmagumup I'py3znes, 2004
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CTPYKTYPA U JTUHAMUKA 3PUTEJILCKOM AYIUTOPUH
IT'OCYJAPCTBEHHOI'O PYCCKOI'O MY3ES (1987 —2003)

Banepui KO3UEB

OdunmanbHO «TmepecTpoiika» B chepe M300pa3uTEIIbHOTO HCKYCCTBA
Havanack B [ocymapcTBenHOM PycckoMm my3ee B 1987 roxy, korma Oblina Kap-
QUHAJIBHO M3MEHEHA BBICTABOYHAS IONHMTHKA. BBICTaBKHM cOIMAMCTHYEC-
KOTO peaju3Ma yCTYIHIN MECTO BEICTaBKaM KJIACCHIECKOTO PYyCCKOTO aBaH-
rapjia, COBETCKOTO «aHJIerpayHa», HOBEHUIIero U aKTyaJlbHOTO HCKYCCTBA.
OIHOBPEMEHHO C 3THM OBIIO BIIEPBBIC MTUPOKO IMTOKA3aHO HCKYCCTBO pyoe-
ka XIX u XX BEKOB, a TakKe IMIPOBOAMIINCH MOHOTpahUUECKIE BEICTABKH
TpaguuronHoro uckyccrsa X VIII u XIX BekoB 1 MHOTOUHCIIEHHBIE TEMATH-
YeCKHEe BBICTABKH, BKIIIOYAs PEIUTHO3HOE HCKYCCTBO.

[Ty6rmuka ['PM, BocimTanHasi Ha MIPUHITUIIAX KPUTHIECKOTO U COIHMA-
JUCTHYECKOTO pean3Ma, CTOIKHYIIACh C HEBEPOATHBIM MHOTOOOPa3HeM Xy-
JIO’KECTBEHHBIX CHCTEM HMCKyccTBa XX Beka. [IpobimemMa ycyryOisiach Tem,
YTO TEPEOIICHKA IICHHOCTEH B XyIOKeCTBEHHOU cepe (m300pasuTensHoe
WCKYCCTBO, INTEpaTypa, My3bIKa, Tearp, KWHO) MIPOUCXOAMIA B KOHTEKCTE
KapIMHAJIbHBIX U3MEHEHUN U MOTPSACEHUH B SKOHOMUYECKOMN, COIIMATIbHOMN
Y TIOJTUTHYECKON KU3HU 00IIecTBa.

OdeBHIHO, UTO HOBAsI XyJOKECTBEHHAS «TapagurMay OblIa HaBs3aHA
«CBEpXy, BIIPOUEM, KaK M «COMMATNUCTHUECKUH peann3m» npexae. OqHaKo
WHTETpaus HOBBIX XYIOKECTBEHHBIX IIEHHOCTEH B OOIIECTBE 3aBUCHT HE
TOJIBKO OT «IIPEIIIONKEHHS», HO U OT «CIPOoca». AKCHOMATHIECKOE «CIPOC
POXIaeT MpemIoKeHHe» B HaIIeM Ciydae BBIIIAIAT POBHO HA00OpOT —
«TIPEATIOKEHNE POKAAET U POPMUPYET CIIPOCH.

[Ipunsna mu myonuka ['PM coBpeMeHHOE NCKYCCTBO M B KaKOH cTere-
Hu? [Ipomsonuia mu nuddepernumanyst aynuropuu I PM Ha BeIcTaBKax Tpa-
TUIIMOHHOTO M COBpeMeHHOTo ucKyccTBa? [Ipousonura mu Tpancdopmariis
XYIOKECTBEHHBIX IICHHOCTEH y moceTuTene [ PM?

OTtaen connuanbHO ICUXOJIOTHYECKHX HecnenoBanuii ' PM Ha mpoTsike-
HUM TiocyieqHux 15 ner uzyyan nocerureneit ' PM Ha 0CHOBHOM 3KCmoO3H-
MU ¥ Pa3IMIHOTO Poja BbIcTaBKax. OMHpasch Ha pe3yNbTaThl 3TUX UCCIIe-
JOBaHWH OyAeT cefaHa MOMNBITKA OTBETUTH HA TIOCTABJICHHBIE BOIIPOCHI.
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I'PM HagaJr 3HaKOMHUTH ITUPOKYTO MYOJIHMKY ¢ UCKyCcCTBOM XX Beka ¢ 1987
TOJ1a, KOT/Ia MPOIILIO HECKOIBKO BEICTABOK («I1. dmmonos» (1988), «K. Maire-
Bra» (1989), «CoBerckoe rckycctBo 20-30-x romoB» (1989), «B. Kanmumc-
kuid» (1989), mpu3BaHHBIX PEAOMIIUTHPOBATh PyCCKUM aBaHTap. Jis 6omb-
IIMHCTBA 3pUTeIeH 3T0 ObLTO aOCOMIOTHO HEU3BECTHOE M HOBOE HCKYCCTBO, K
KOTOPOMY COBEPIIIEHHO HE TTOAXO M MEPKH TPAIHIIMOHHOTO HCKYCCTBA.

Cormmonornaeckre UCCIIeIOBaHUS TOKa3alld, 9TO COCTaB MOCETHTe-
nert 'PM Ha 3THX BBICTaBKax MpeTepriesl CEphe3Hble UBMEHEHUS IO CpaBHe-
HUIO C BBICTABKaMH, ITPOBOMBIIUMHUCS B My3ee paHee. AyIUTOPHS 3THX
BBICTaBOK OKa3aJIaCh CYyIIECTBEHHO MOJIOXKE, UM ayIUTOPHS BEICTABOK Tpa-
JTUITMOHHOTO UCKYCCTBA.

Jaree, m3MeHEHUS 3aTPOHYIIN TPOHECCHOHANBHBIN COCTAB TIOCETUTEIICH.
BricTaBKH KIacCHYECKOTo pycCKOTO aBaHTapia 3HAYUTENBbHO OOJBIIE Imoce-
TIAJTH XyI0KHUKH U CTYICHTHI, M CYIIIECTBEHHO MEHBIIIE ITKOJIEHUKH 1 ITEHCH-
oHepbl. Ha BrIcTaBKaxX KITaCCHUECKOTO PYCCKOTO aBaHTap/a TaKkKe OKa3aloch
OoubIe HayYHBIX COTPYIHUKOB M TIPETIO/IaBarelieii By30B, TOT/Ia Kak Ha BbIC-
TaBKaxX TPaJUIIMOHHOTO UCKYCCTBA — yUUTENEH.

AyauTopus BRICTaBOK KJIACCHYECKOTO PYCCKOTO aBaHTap/a UMEET Cy-
MECTBEHHO 00JIee BEICOKHIA YPOBEHh 00pa30BaHUS.

Crnenyromiee OTIMYNE KACAETCS COOTHOIIEHHUS TOCTOSTHHBIX MTOCETHTE-
Jied W BIIepBbIC MpHUIIENIIUX B My3eil. Ha BbIcTaBKax KiIaccHU4ecKoro pyc-
CKOTO aBaHTap/a MOCTOSHHBIX TOCETHTENEH 0Ka3ajloch B HECKOIBKO pa3
OoJpIe, YeM BIepBbIe MPHUIIEANTNX B My3eil. To ecTh aynuTopHs BHICTaBOK
KIJTACCHYECKOTO PYCCKOTO aBaHTapia MMeJia OONBIIHA ONBIT OOIIEHHS C HC-
KyCCTBOM, YeM ayIUTOPHSI TPAAUIIMOHHBIX BHICTABOK.

Croip KapauHAJIbHBIE OTINYNS ayIUTOPUH TIEPBBIX BHICTABOK KJIACCH-
YECKOTO PyCCKOTO aBaHTap/a — BBICOKAS OIS CPer TIOCETUTENEH MOJIozie-
¥, TIOBBIIIEHHBI HHTEPEC K HUM CTYACHTOB, XyAOKHHUKOB, TIperojaBare-
JIei By30B M HAYYHBIX COTPYIHUKOB, BEICOKHUH YPOBEHB 00pa30BaHUs Imoce-
THTENEH, Ipeodiaganie MOCTOSHHEIX moceTuTenelr 'PM — MokHO OBIT0 OB
OOBSICHATD TMTONMUTHIECKUMH U COIMATBFHBIMU MpuunHamMu. MckyccTBo, Ko-
Topoe 6onee 5S0-Tr €T HAXOAMIIOCH IO 3AIPETOM 10 TIOIUTUIECKIM U Hjie-
OJIOTHYECKUM MPUYHUHAM, 1 HAKOHEII, peabuINTHPOBAaHO, HE MOXKET HE BBI3-
BaTh aXHOTaX. OJHAKO BBICTABKY CKAaHAAJIBHO MOIYISPHOTO COBETCKOTO
xynoxkanka W. [mazyHoBa B 310 sxe Bpems B Manexe (1988 rox), BeicTanBast
JUTHHHYIO OYepeib, TOCEIIAI IIPEUMYIIECTBEHHO WHKEHEPHI, IKOTHIKH
Y TICHCHOHEPHI, TO €CTh ayANTOPHS TI0 CBOMM TTapaMeTpamM ONM3Kas K ayIu-
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TOPUHW BBICTABOK TPAJAMIIMOHHOTO HCKyccTBa. ClemoBaTeNlbHO, BHICTAaBKU
KJIACCHYECKOTO PYyCCKOTO aBaHTap/1a He 0e3 BIMSTHHS MTOTMTHIECKHUX U COIIN-
ATBHBIX (DAKTOPOB AKTYAIH3UPOBAIN Ty YacTh ayqUTOpun Pycckoro my3ses,
KOTOpasi ObIIa TOTOBA M MOTJIa BOCTIPHUHATH HETPAAUIIMOHHOE MCKYCCTBO.
CoOCTBEHHO AT BBICTABKH B (hOpMHUPOBaAIH 3Ty ayauToputo. Jlo 1987 roa B
Pycckom My3ee mpoxonum 100 BEICTaBKHU TPAIUIIMOHHOTO HCKYCCTBA, TN00
BeIcTaBkH Cor03a XyJOKHIKOB MMPEUMYIIIECTBEHHO ITPIYPOYCHHBIE K KAKUM
6o obunesM. B My3ee ClIoXmIach TOCTaTOYHO CTaOHMIIbHAS ayIuTOPHS,
KOTOpasi HECKOJIBKO MEHSJIach OT BHICTABKH K BBICTABKE, HO ATH N3MEHEHHS
He OBUTH CTOJh KapAWHAIHHBIMHU.

Cpa3sy 3a cepueil BRICTABOK KJIACCHIECKOTO PycCKOro aBanrapaa B ' PM
MPOIILTU BBICTABKH MOCKOBCKOTO M JIEHMHTpajicKoro anjaerpaysjia 60 — 80-x
ronoB: « Tparzut» (1990) — xymoxanku Poccun B smurparmm, u «J{pyroe nc-
KyccTBO» (1991) — XymoxKHIKH MOCKOBCKOTO aHerpaynaa 60 — 70-x Tomos.

B 1990 rogy I'PM (coBmectHO ¢ IlapmwkckuM BrICIIMM HHCTHTYTOM
IJTACTUYECKUX MCKYCCTB) TMPOBEI akIio « TeppuTopus NCKyccTBa», KOTO-
past BKJIFodaja BEICTaBKy KilaccHueckoro aBanrapaa XX Beka (B. Kanmumc-
kuii, M. roman, K. Manesuu, H. I'abo, Paymen6epr, Tunarenun, OnbaeH-
Oypr, Ilomrak u 1p.) ¥ BEICTABKY «ATeNbe», Ha KOTOPOU OBLIN IpeIcTaBiIe-
HBI TIPOU3BEIEHNUS MOJIOABIX (PPAHITY3CKHUX U JCHHHTPAJCKUX XyJOKHHUKOB,
BEITIOJTHEHHBIX B T€USHHE MECSIa B MacTepPCKUX Pycckoro mysest.

[Noxxamyii, TOBKO BBICTaBKa « ATENTBE» IEMOHCTPHPOBAIIA AKTYATEHOE HITH
HOBeiiIee nckycctBo. Ho asist mupoxoit my 0Ky, IPUBBIKIIECH K TPaTUIHOH-
HOMY ¥ COBETCKOMY MICKYCCTBY, U KIIACCHYECKHI PYCCKHIA aBaHTap,] U HCKYC-
CTBO 3aITaJHbIX XYIOKHAKOB X X BeKa, M TBOPUECTBO XyHAOKHUKOB COBETCKO-
0 aHjerpayHza OblJI0 HE M3BECTHBIM U BOCIIPHHUMAJIOCH KaK HOBOE.

B 1991 romy B Pycckom My3ee ObuT co3man OTaes HOBEHIITNX TEICHHMA
(3aBemyromuii — A. bopoBCKwif), KOTOPEIH B TedeHHe 13 JIeT mociemoBaTeIbHO
Y IIeJICHANPABIEHHO 3HAKOMIII yOJIUKY C aKTyaJbHBIM PYCCKHM HCKYCCT-
BOM B KOHTEKCTE MHPOBOTO COBPEMEHHOTO XY/I0KECTBEHHOTO MPOIIECcCa.

Ha npotsbxernn 90-x romoB B I'PM mpoxomuio exerogHo oxoiio 40
BBICTaBOK, HE MEHEE YETBEPTH U3 KOTOPHIX OBLTH MOCBSIIEHB HOBEHIIIEMY 1
aKTyaJIbHOMY HCKYCCTBY.

OmHOBPEMEHHO C 3TUMH BBICTaBKaMH OBLIO IMTOKAa3aHO TBOPYECTBO XY-
nmokHUKOB KoHIa XIX — Hauana XX Beka — «B. Bacueros» (1990), «B. Ce-
poB» (1991), «Ha pybesxe BekoB» (1991), «A. Octpoymoa-Jlebenesa» (1996),
«CuMBoH3M B pycckoM HeKyccTBe»(1996-1997), «Mup uckycctBay (1999),
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a Takxe xynokaukoB X VIII u XIX BexoB — «A.W. Kynamxn» (1992), «1.E.
Permuny (1995), «I1. ®emoton» (1991), «K. Bpromnosy (1999-2000), « . Aii-
BazoBckuin» (2000-2001) n apyrue.

B oxtsa6pe 2000 — despane 2001 roga 8 'PM mpoxoaria BeICTaBKa
«UckyccTBO IpoTHB Teorpadum», mocesamennas 10-mertuto amepen
M. I'eibMaHa, Ha KOTOPOU IEMOHCTPUPOBATIOCH HOBEUIIIEE PYCCKOE UCKYC-
CTBO mociienHero Aecsatmietus. U, makoner, B gekadpe 2001 — mapre 2002
roma B 'PM mpomnura BeicTaBka «AGcTpakmus B Poccnn. XX Bek», KoTopast
NpeJicTaBUIIa KIIACCUYECKUM pyCCKUI aBaHTap/ U ero rnocjeaoBaTeiaei Bo
BTOpO# nojoBuHe XX BeKa.

Pe3ynbraThl COIMOIOTHYECKUX OIPOCOB Ha BCEX ITHX BBICTABKAaX, a TaK-
K€ Ha OCHOBHOW AKCTIO3HIINH, TIO3BOJIHITH CIIENATh CIIEAYIOIINE BEIBOIBI.

IToceruTen 0CHOBHOM 3KCIO3UILIUY OTIIMYAKOTCS OT IOCETUTENICH BpEMEH-
HBIX BBICTABOK TI0 PS/Ty COIHABHO-IEMOTpadMueCcKiX MMoKa3areyieid. YpoBeHb
00pa3oBaHMs 3pUTENeH TTOCTOSHHONW HKCIIO3HIINH CYIIIECTBEHHO HIKE YPOBHS
00pazoBaHuUs 3pHUTENICH BPeMEHHBIX BEICTABOK. Ha TIOCTOSHHOM SKCTIO3UITHH IO
CpaBHEHHIO C BPEMEHHBIMH BEICTABKAMH MEHBIIIE JIFOJIEH, Ubsi MPOEeCCHOHATb-
Hasl IeATeIHHOCTD CBSI3aHa C TBOPYECKOW PabOTOH (HaydHBIN COTPYIHHK, TIpe-
TIO/IaBaTeNh By3a, XyJOKHHUK, HCKYCCTBOBE/), HO OOJBIIIE YUUTENEH, ITKOTBHH-
KOB 1 ITEHCHOHEPOB. Ha MoCTOsHHOM SKCTIO3NIMY 3HAYUTENTFHO MEHBIIIE YKUTE-
neti [erepOypra: Ha OHOTO TOPOYKAHWHA MTPUXOAUTCS OMMH HHOTOPOIHHH, TOTIa
KaK Ha BPEMEHHBIX BBICTaBKax 3TO cooTHomreHune — 3:1. Cpenu moceTureneit
OCHOBHOM SKCITO3HIINH 3HAYUTEIEHO HIKE YPOBEHD XYIOKECTBEHHOTO OMBITA,
HO OOJIBITIE CITyYaHBIX 3pUTEJICH U BIICPBhIC TPUIIICAIINX B My3€H.

ITo cocraBy moceTuTesnei BpeMeHHbBIE BBICTABKH MOYKHO Pa3felUTh 110
TPaANIIMOHHOMY HCTOPUKO-XPOHOJIOTHYECKOMY MpuHIHUITY: 1. Pycckoe mc-
kycctBo X VIII — nepBoit monoBunbl XIX Beka, 2. ckyccTBO BTOpO# moo-
BuHBI XIX Beka (IlepenBmkankn), 3. MckyccTBO pydeska BekoB (koHer XIX
—Hauano XX Beka), 4. Kitaccnueckuit pycckuit apanrap (20-e — 30-e rombt
XX Beka), 5. CoBerckuit anmerpaynn (60-e — 80-e romgpr XX Beka), 6. Ho-
Beimme Tedenns. K coxanaeHnio, B 3TOM psALy OTCYTCTBYeT Oo(HUIIHAIBHOE
COBETCKOE MCKyccTBO. EnnHCTBEeHHAs OOIBIITast BRICTABKA ATOTO HCKYCCTBA
B 'PM «Arutarus 3a caactee» (1994) Brirrodana moMuMO 0(UITHO3HOH KH-
BOIIMICH ITPOM3BEIEHUS KIIACCHKOB PYCCKOTO aBaHTap/a U mapas MomyJIsIpHO-
CTHU Ha IaHHOH BbICTaBKE BO3MIaBUIM DmiIoHOB U ManeBuy.

IIpu mepexoze oT BEICTABOK N300pa3uTeIbHOTO NcKyccTBa X VIII — mmep-
BOoM monoBHHBI XIX Beka K HOBEHIITUM TEUECHUSIM U3MEHSIETCA BO3PACTHOM
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COCTaB MIOCETUTENIEH — YBEIUUMUBAETCS 10JI1 MOJIofekH 110 30 JIeT U yMEHb-
IaeTCsl 10JIsl OCETUTENEN cTapIie 55 JIeT, TO €CTh YeM «COBPEMEHHEE) UC-
KYCCTBO ITpEICTaBIICHHOE Ha BBICTABKE, TEM MOJIOXKE ayauTopust. Hanmpuwmep,
Cpeau ToceTnuTeNel BRICTaBOK «VICKycCTBO MPOTUB reorpadum» (aKTyab-
HOE MCKYCCTBO TOCieqHero aecsatmieTws) Mononexu (1o 30 mer) Ha 25%
OoJpIIie, UeM Ha BBICTABKaX MCKYCCTBa IepBoi mooBUHB XX Beka, Ha 15%
0oJpIIle YeM Ha BBICTaBKax MEPEIBIYKHUKOB M MCKyCCTBa pyOeka BEKOB U
Ha 7% 0oJbIe, YeM Ha OCHOBHOM SKCITO3UIIHH.

Uem Oomee «TpamgulIHOHHBIMY (OTCTOSIIMM OT HAC IO BPEMEHH) SBJIS-
I0TCS TIPE/ICTAaBJICHHbIE Ha BEICTABKE MTPOU3BEICHHS, TEM HIDKE YPOBEHB 00-
paszoBaHwms MyOMuKy. HaunHas ¢ BEICTAaBOK HCKYCCTBO pyOeka BEKOB (KOHET]
XIX — magaio XX Beka) ypOBEHb 0Opa30BaHUs IyOJUKH JENAeT PE3KUit
CKauOK BBEPX M MPOAOJIKAET MOIHUMAThCS Ha BhICTaBKax XX BeKa.

Uewm Oomee «COBpeMEHHOM (OKe K HaM TI0 BPEMEHH ) SIBJISICTCS BBIC-
TaBKa, TeM OOIBIIIE HA HEW MPeroiaBaTelieil By30B, HAYYHBIX COTPYIHHUKOB,
XYIOKHHUKOB, CTyZICHTOB ¥ MEHBIIIE IITKOJIbHUKOB.

Uem Oomee «TpaguIlOHHOW» SIBIISIETCS BBICTABKA, TeM OOJBINE HA HEi
CIIy4allHBIX, BIIEPBbIC NMPUIIEANINX B My3el MOceTUTeIe 1 MEHbIIIE TTOCTO-
SHHBIX nocetuteneit ' PM, To ecTh HIKE YPOBEHb XYJI0KECTBEHHOTO OIbITA.

Taxum o6pazom, B 90-e romoB B 'PM, Gmarogapst HOBO¥ BBICTaBOYHOM
MTOJTUTHKE, TPHOOIIABIIeH MyONnKy K pa3TUIHBIM dTallaM U HaIlpaBIEHUSIM
TPaJAUIIMOHHOTO U HETPAANIIMOHHOTO NCKYCCTBA, KaXXIbIi THUIT BEICTABKH 00-
peJ CBOIO COOCTBEHHYIO ayANTOPHIO.

Opnako, conragbHbIE M SKOHOMHUYECKHE KaTaKJIM3Mbl B HAIlIEH cTpaHe
HE OCTaBWJIH B CTOPOHE ¥ My3eiHYI0 Knu3Hb. C Hadaa mepecTpoiiku 3Ha4IH-
MOCTh «XyI0KECTBEHHOW KyJIbTypy» Kak c(epsl )KU3HEeAeITENbHOCTH CO-
BETCKOTO, a 3aTeM M POCCHHCKOTO YeJIoBeKa HEyKJIOHHA MMajgana. DTOT Mpo-
recc Hadascs B 80-e rozpl, HO OH HOCHIT ME/IJICHHBIH U TOCTENIEHHBIN Xapak-
Tep. B Hagane 90-x rogoB mpown3olia pe3kas AeBajJbBaIisl TPaAUIHOHHBIX
LIEHHOCTEHN U B IIOCTCOBETCKUI MEPHO]I «XyIOKECTBEHHAS KYJIBTypa» B Mepap-
XWH )KU3HEHHBIX OPUEHTANNH 3aHsI1a MPOYHOe TiepreprifHOE TTOJI0KEHHE,
TP 3TOM H300Pa3UTENHHOE HCKYCCTBO B CTPYKTYPE XYIOKECTBEHHBIX HH-
TEepPEeCOB HBIHEUTHETO YeJIOBeKa SIBIISETCS HAaMEHee MPeAIIOYnTaeMBbIM Cpe-
M TPYTHX BHUIIOB MCKyCCTBa (JINTEpaTypa, My3bIKa, TeaTp, KHHO), TO €CTh
«tepudepuns Ha nepudepun» KUIHEHHBIX OPHEHTANNNN COBPEMEHHOTO Ye-
noBeka. COOTBETCTBEHHO, IIPOU3O0IIIIIO PE3KOE CHIKEHUE KITOTPEOIICHIIDY Xy-
JI0KECTBEHHOU KYJIBTYPHI.
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HecomuenHo, Ha TOBEZIeHNE YeI0BeKa B chepe XyI0Ke CTBEHHOM KyITb-
TYpBI HETIOCPECTBEHHO BIUSIIA O€ CKOHEYHBIE IKOHOMUYECKHE 00BaIHI, Jie-
BanbBaruu, nedonrtel. Hanmpumep, B 1991 romy mocie pe3koro MOBHIIIIE-
HUS [IEH Ha KeJIe3HomopoxHbie OmieTsl B 'PM B 11Ba paza cokpaTmiioch
KOJTMYECTBO IKCKYPCHUH, TTIOCKOIBKY ITOJIOBHHA SKCKYPCHUH B My3€e IPUXO0-
JIVJI0CH Ha MHOTOPOJHHE TypUCTHYeCKue Ipynisl. 3a 90-e roasl mocemae-
MocTh ['PM cumsmirace B Tpu paza (B 1988 rogy myseit mocernmo 1622800
gen., B 2002 roxy — 576300 gen.).

[Ipu obmeM CHIKEHUH MocenaeMocTH B 90-¢ TOIbI IO YBETHMYCHUE
JIOTT HamOoIlee MOJIOBIX W HanOoJee MOXKHUITBIX 3pUTeNiel 3a CUeT yMEHb-
IIICHHS TIOCETUTENEH CPEeTHNX BO3PACTOB (SKOHOMHYECKH U COIIMAITEHO HAN-
OoJlee aKTHBHOM M, CJIEIOBATEILHO, YSA3BUMOM YacTH 001ecTBa). JTa TeH-
JISHITHSI TIPOSIBIJIACHh KaK B OTHOIIEHWH OCHOBHOM DKCIIO3WIINH, TaK U B OT-
HOIIIEHUH BCceX 0€3 MCKITFOYEHS TUITOB BHICTABOK.

B Tedenue nmocienHero ecATHIETHS HEYKIOHHO POC YPOBEHB 00pa3oBa-
HUS TyOMKY KaK Ha OCHOBHOM 3KCITO3UIINH, TaK U Ha PA3IMIHOTO POJa BbIC-
taBkax. [Io Bcem apyrum mapameTpam — npodeCCHOHABHBII cocTaB MyOIH-
KH{, YPOBEHB Xy[J0)KECTBEHHOTO OITBITA AyIUTOPUH — KAPTHHA HE OTHO3HAYHA.

OpHako, HECMOTPS Ha TIOCTOSITHHOE M3MEHEHHE ayJNTOPHUHU BBICTABOK,
0a30BBIE OTIIMYHSA MEX/Ty Pa3TMIHBIMA THITAMA BBHICTABOK M1 OCHOBHOM JKC-
MTO3UIINH COXPAHSIIHCH.

3a mpomeamue 15 et mpou30nuIN HEKOTOPhIE N3MEHEHHS CO CITUCKOM
HanOoJee MOMYILIPHBIX PYCCKUX XYTOKHHUKOB y ocetutenelr [ PM. Haubo-
Jiee AeMOKpaTnieckasl 1 HanMeHee MOJATrOTOBIEHHAS B XYIOKECTBEHHOM OT-
HOIICHHUH ITyOJTNKa Ha OCHOBHOM dKCIo3uIiny. CIIMCOK IIEPBBIX MIATH HAHOO-
Jiee MTOMYISPHBIX XyJOKHUKOB Y 3pUTENIEi 0CHOBHON IKCITO3UIIHH:

1993 — AiiBazoBckuii, bpromnos, Perun, Cepos, LnmkuH.

1998 — AiiBazoBckuii, bpromnos, Perun, lnmkwua, CepoB

2000 — Kynamxwu, Pertun, bpromtos, [umkua, BacHenos.

Hu oguH Xyq0KHHAK KIIACCHYECKOTO PYCCKOTO aBaHTapa He Habpasi HU
B OTHOM M3 3THX TpeX ompocoB 1% mpemamourenuii. Kak MOXXHO BHAETS,
ToJtbKO K 2000 romy mpon3onnia YacTHIHAs CMEHA MPUOPUTETOB B XyIOMKeE-
CTBEHHBIX MIPEIIOYTEHUIX, HO, TEM HE MEHEe, B TATEPKY JHAECPOB BXOIAT
TOJIBKO MPECTaBUTENN TPAAUIIMOHHOTO UCKyccTBa XIX Beka.

Ha BpeMeHHBIX BBICTaBKax, IJe myOnumka Oojee cnenuanbHas U B
XyI0)K€CTBEHHOM OTHOIIEHHWH Oojiee MCKYIIeHHas, mapaj Mpeamnodre-
HUU CIeAyIOUInil.
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«Mmup uckycctBay (1999) — Cepos, Kynnmxu, Bpydens, AiBa30oBCKUH,
JleBuTaH. XyqOKHUKH KIIACCHIECKOTO PyCCKOTO aBaHTapa Habpau Ha 3TOi
BEICTaBKe B cyMmMe 6,9% OT Bcex MpeanovYTeHu .

«ucyc XpuCToC B XPUCTHAHCKOM UCKYCCTBE U KynbType XIV — XX
BekoB» (2000 — 2001) — AtiBazoBckuit, bpronos, Permu, Manesnuu, Kynua-
xu, [rmkrH. Xyqo)KHAKA KIACCHYECKOTO PyCCKOTO aBaHTapia HaOpaim
Ha 3TOi1 BRICTaBKe B cymMme 6,2% 0T Bcex MpenroITeHn .

«U. AniBazoBckuit» (2000 — 2001) — AiiBa3zoBckuii, bpromnos, PernH,
umkun, Kyunsmku. XyToKHUKH KIIaCCUYECKOTO PYCCKOTO aBaHrap/aa Ha-
Opanu Ha 3TOH BBICTaBKe B cymMMe MeHee 2% OT BCeX MpemoYTeHUH.

«K.bprommos» (2001 —2002) — bpromios, AtiBazoBckuid, Kynamku, Pe-
i, ke, XyToKHIKH KITACCHYECKOTO PyCCKOTO aBaHTap/ia Habpain B
cymMme 2,7% OT BcexX MpeATIoYTeHAN.

«HckyccrBo mpotus reorpadumy (2000 —2001). B otmrane ot apyrux
BBICTaBOK B I'PM Ha nmaHHO# BEICTaBKe, T/€ OBIIO MPEACTABICHO aKTyallb-
Hoe UcKyccTBO 90-X rojjoB XX BeKa, BMECTO SIBHBIX JIUJEPOB B XyI0KECTBEH-
HBIX MPEANOYTEHUAX — MHOTOOOpa3ne. EQMHCTBEHHBINH XYIOKHUK, ¥ KOTO-
pOro 0Ka3aJloch JJOCTaTOYHOE KOJWYECTBO MpeanouTenuit, 3to — K. Mae-
BHY (5% OMpOIIEHHBIX HAa3BaJHM €r0 B Ka4eCTBE JIFOOMMOT0). XyI0KHHKH
KJIACCMYECKOTO PyCCKOTO aBaHrapnaa Habpamu B cymme 10,6% mpenmoure-
HUU (IIepBOE MECTO), Ha BTOPOM MECTE B Tapajie MOMyISIPHOCTH — Iepe-
neroxHAKA (10%), Ha TpeTheM MecTe — XyOoKHUKH pyderka XIX n XX BexoB
(8,8%), ueTBeproe MecTO y XyIOKHHUKOB ITepBOi omoBHHBI X1X Beka (6,3 %)
1, HAKOHEII, I TO€ MECTO — MPEACTABUTEIH HOBEUIIIETO U aKTyaJIbHOTO HCKYC-
ctBa (4,7%), TO ecThb Te, KTO paboTalOT B HACTOSAIIIEE BpEMSI.

«Pycckas abcrpakmmsa. XX Bex» (2001 —2002) — AtiBazoBckuit, Kyun-
ku, Manesud, Perun, bpromioB. Xy10o)KHUKH KIIaCCHYECKOTO PYCCKOTO aBaH-
rapna B cymme HaOpamm 11,5% mpemnodreHnii (4eTBepToe MeCTO B mapaje
MOMYJISIPHOCTH ), XyIoKHUKN KoHIA XIX — Hagama XX Beka — 15,9 % (Tperse
MmecTo), xynokauku X VIII — mepsoit nonosuab XIX Beka — 16,3% oT Bcex
MIpeAIouTeHnH (BTOpoe MeCTO), iepenBrkHUKN — 18,1% (mepBoe mecTo).

Kax M0>xHO BUJIETH, BKYChl OCHOBHOM YacTu nocetureneit [ PM Ha npotd-
»eHur 90-X TOIOB OCTAIOTCSl KOHCEPBATUBHBIMU M OTPaHIMYNBAIOTCS IPEUMY-
MIECTBEHHO TPAJAULIMOHHBIM UCKYCCTBOM XIX BEKa U JIUIIIb BO BTOPOM MOJIOBHU-
He 90-x Ha BBICTaBKax MCKyccTBa XX BEKa M HA TEMAaTUYECKHUX BHICTABKaX B
nepeyeHs HanboIee MPeANnoINTaeMbIX XYIO)KHIUKOB CTaJIM TIONaaTh MpeIcTa-
BUTEJH KITACCHIECKOTO PYCCKOTO aBaHTap/ia, TI€ CaMbIM TTOMYISIPHBIM XYIOXK-
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HUKOM, HECOMHEHHO, siBsieTcs K. Manesuu. B 3ToM cMbICIie ayniuTopust BbICTa-
BOK HOBEWIIIMX T€UCHHWH YHHWKaJIbHA — MOJHOE OTCYTCTBHE B TIPEIIOYTECHHSX
enMHOoO00pa3us M MIMPOKHUN JUana3oH Ha3BAHHBIX XYAOKHUKOB U IIPOH3BEIE-
HUN — OT IPEBHEPYCCKOM MKOHBI JIO MTPOU3BEICHUM, BHITTOTHEHHBIX B HACTOS-
11ee BpeMsi. 3HaMEHATEeNILHO TaKoKe TO, YTO XyAOKHUKH KIIACCHIECKOTO PYCCKOTO
aBaHTap/a B 3TOM ayTUTOPUH OKAa3aJICh Ha BEPIIIMHE HEPAPXHUH TIPEIITOYTEHIH.

AymuTopusi COBPEMEHHOTO MCKYCCTBa — 3TO, TIPEXKIIE BCETO MOKOJICHHE
MOJIOZIBIX JIFOZIEH, TPENMYIIIECTBEHHO CTYJICHTOB, a TAK)Ke JINIIA, 9bs Ipodec-
CH CBsI3aHa C TBOPUECTBOM U XYJIOKECTBEHHON KYJIBTYpPOU. Y MOKIIOHHUKOB
3TOTO NCKYCCTBA BEICOKHH YPOBEHB 00pa30BaHMA U XyAOKECTBEHHOTO OITBITA.

IIpaBna, HY>KHO IMETb B BHLY, YTO ayAUTOPHS aKTyaTbHOTO CKYyCCTBA TT0
CPaBHEHHIO C ayANTOPHEN TPaJUIIMOHHOTO NCKYCCTBA CPAaBHUTENBHO Y3Kasl.
MpaMopHBIii ABOPETI, TZE MPOXOASAT BRICTABKH aKTyaJIbHOTO HCKYCCTBA, ITOCe-
mraet B o mpumepHo 30 000 genoBek, 94To cocTaBisieT 5% OT BCcex MmoceTure-
neit my3est. Ho ecnu ydecTs, 9TO ayAUTOPHSI COBPEMEHHOTO UCKYCCTBa (op-
MHUpYyeTCS B HaIllel cTpaHe Bcero nocieanue 15 jet, a akTyaiabHOro UCKYCCT-
Ba M TOTO MEHBIIIE, TO HY>KHO TIPU3HATh YTO PE3YIBTATHl BIIEUATIISIOIIHE.

UeM «TpaIuIMOHHEe» HCKYCCTBO, MPEICTABICHHOE Ha BHICTABKE, TEM
OHO TIOTYJISIpHEE y MIUPOKOTO KPyTa 3pUTENel U TEM BBIIIE ITOCEIIaeMOCTh
BBICTaBKH. YeM «HOBee» MCKYCCTBO, TeM clienn(hUIHEe U YKe ero ayauTo-
pus. BeicTaBkH TpaauIHOHHOTO HCKyccTBa B 'PM mpuBiiekaroT B GombITIei
CTETICHH HOBBIX ITOCETHUTENEH, TOT/Ia KaK BEICTABKH COBPEMEHHOTO UCKYCCT-
Ba — MTOCTOSTHHBIX [TOCETHUTENEH.

Bo3Bparasich K TOCTaBICHHBIM BBIIIE BOIIPOCaM, MOKHO CKa3arh cie-
nytoree. 3a mpormenmue 15 jet, kaxkaas u3 BeIcTaBok (1. Pycckoe uckycer-
Bo XVIII — nepBoit nonoBunsl XIX Beka, 2. IckyccTBO BTOPOil MOJIOBUHBI
XIX Beka (Ilepeasmxankn), 3. IckyccTBO pyOeka Beko (koHern XIX — Ha-
gajgo XX Beka), 4. Kitaccnueckuit pycckuit apanrapn (20-e — 30-e rompr XX
Beka), 5. CoBerckuit annerpayHnn (60-¢ — 80-e rompr XX Beka), 6. Hopeitmme
TEUYCHM) 0Opesa CBOI ayIUTOPHIO, KOTOpasi UMeeT CBOM CIeIu(HIeCcKImi
conmanbHO-NeMorpadudeckuii mpoduis. C 0HOH CTOPOHBI, IIPOU30IIIO pac-
cnoenue ayautopun I'PM B Hawane mepecTpoiiku, ¢ Apyroi — B Pycckuii
My3ell 3a mpoiienniee BpeMs MPUILI0 HECKOJIBKO TOKOJIEHUH MOJIOAEKH.
IIpumepHO TpETh OCETUTENEH OCHOBHOM 3KCIO3UIIUU — BIIEPBBIE MPUILIEIT-
e B My3ei, 3HAYUTEIbHYI0 YacTh KOTOPBIX — HIKOJHHUKH M CTYAEHTHI.
VIMeHHO OHU SBIISIOTCS MTOTEHIATILHBIMH ITOCTOSHHBIMH ITOCETHTEISAMH Pa3-
JUIHOTO POja BBICTABOK M HEIIPEPHIBHO OOHOBILIIOT ayquTopuio [ PM.
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OnHako BOCTIPOU3BOACTBO ayauTopuu ['PM pe3ko CHHU3MIIOCH B Ha-
gane 90-x romgoB (B Tpu pasa). [Ipu ToM, 94TO BEICTaBOYHAS ITpOTpaMMa
My3esl B OTH TOABI MOCTOSHHO PacIIupsiIach — OTKPBUINCH TPU JIBOpIIA
(Crporanosckuit, MpamopHsiii 1 UHXXeHEpHBIH 3aMOK) C HOBBIMH DKC-
MTO3WIIMOHHBIMHA PO CTpaHCcTBaMHu. [1o-BHINMOMY, TPUYHHBI «00BajIa MO-
CEIaeMOCTH JIKAT BHE My3esl. DTO, IPEXK/e BCETO pa3pylIeHUe Tpaau-
IIHOHHOW CUCTEMBI JKH3HEHHBIX [IEHHOCTEH COBETCKOTO YelIOBeKa M I0-
WCK HOBOW HMIAEHTHYHOCTHU IOCTCOBETCKOTO HEeJIOBEKa, B KOTOPOH
XyZ0XKEeCTBeHHAs KyJIbTypa MoTepsiia ObUTYI0 3HAYMMOCTh U IIEPEeMeCTH-
nach Ha nepudepuio IeHHOCTHBIX OPUEHTAIUH.

Ecnu I'PM 3a 15 netr kapAuHAJIBLHO MEPECTPOUI CBOIO BHICTABOYHYIO
MOJTUTHKY ¥ COPMHUPOBAT AyTUTOPHUH IS PA3IMIHOTO THUIIA BBICTABOK, TO
00 Mepapxuu XyJ0XKECTBEHHBIX MPENMOYTCHUN ITOTO He CKaxem b. [lomas-
nsrotniee 00MbIMMHCTBO mocetuteneit [ PM npuaepKuBaroTcs KOHCEPBAaTHB-
HBIX XyI0KeCTBEHHBIX IIEHHOCTEH.

bosee nonoBuHbl BeicTaBOK B I'PM mocBsiieHsl HCKyCcCTBY X X BeKa.
OTH BBICTaBKU HMEIOT CBOMX MTOCTOSHHBIX MoceTuteneid. Ho campivu stro-
OMMBIMH Yy HUX OCTalOTCs XynokHukH XIX Beka — AiiBa3oBckuii, bproi-
noB, Penun, umkun, Kyunku. Y, Toapko y caMoit y3ko# 1 caMoii crie-
[AaTU3NPOBAHHON ayANTOPUHU aKTYallbHOTO HCKYCCTBA MHBIE IIPHOPHUTE-
1ol [Tapax momynsipHOCTH Y HUX BO3TIIABMIIN XYJAOXKHUKH KIIACCUIECKOTO
PYCCKOTO aBaHTapaa.

[TapamoxcanbHO, HO PakT. 3a BpeMs HpOIIEAIIee ¢ Hadana MepecTpoii-
KH BCE€ M3MEHMIOCH. MBI JKHBEM B COBEPILIEHHO JIpyToii cTpane. CMEHUIIOCH
HECKOJIbKO TIOKoeHui. Ho Hammm eHHOCTH, BO BCSAKOM clTydae, Xy[0)KeCTBEeH-
HBIE, TIPOIOJDKAIOT OCTABATHCS MMPEKHUMHU.

THE STRUCTURE AND DYNAMICS OF THE AUDIENCE
OF THE RUSSIAN STATE MUSEUM: 1987 - 2003

Valery KOZIEV
St.-Petersburg

The “perestroika” in the field of fine arts officially started at the Russian
State Museum in 1987, when the exposition policy was dramatically changed.
Expositions of socialist realism were replaced by expositions of the classic
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Russian vanguard, the Soviet “underground”, and the newest, present-day
art. Simultaneously, the art of the 19™ and 20" centuries was extensively
shown for the first time. Also some monographic exhibits of traditional art
of the 18" and 19" centuries were organised, as well as numerous thematic
expositions including religious art. The RSM’s audience, which was brought
up on the principles of critical and socialist realism, encountered an incred-
ible variety of artistic systems in the art of the 20" century.

What are the results of this process? Who visits the RSM’s various expo-
sitions and how has the audience changed during these past 15 years? What are
the audience’s artistic preferences and how have they been changing?

The RSM (I am not sure it should be RSM, but it reads better that way in
English.) Department of Social Psychological Studies during past 15 years
studied the RSM’s audience at the main exposition and at various exhibits.
Proceeding from the data obtained in these studies, an attempt was made to
answer the above questions.

The audience of the main exposition differs from that of temporary ex-
hibits in a number of social-demographic parameters. The educational level
of the main exposition audience is considerably lower than that of temporary
exhibits’ audience. The main exposition is visited by a smaller number of
people whose professional activity is associated with creative work (research-
ers, college professors, artists, art critics), and a larger number of school-
teachers and schoolchildren. At the main exposition, the audience comprises
far fewer residents of St.Petersburg. Among the main exposition visitors, the
level of artistic experience is considerably lower, and there are more people
who came to the Museum by chance or for the first time.

When moving from the fine arts exhibits of the 18" century to the first
half of the 19" century, to the latest trends, the age composition of the visi-
tors changes. The number of young people under 30 increases, and the num-
ber of visitors over 55 decreases, i.e. the «more modern» the art presented at
an exhibit, the younger the audience.

The more “traditional” (distanced in time from us) are the works of art
presented at an exhibit, the lower is the educational level of the audience.
Starting with art exhibits from the turn of the century (the end of the 19" and
the beginning of the 20" century), the educational level of the audience sharply
rises and continues rising with the 20™ century art exhibits.

The more “modern” (nearer to us in time) an exhibit, the more college
professors, researchers, artists, students visit it and the fewer schoolchildren.
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The more “traditional” an exhibit, the more casual people visit it who come
to the Museum for the first time, and fewer constant visitors of the RSM attend.
Those who attend “traditional” exhibits have a lower level of artistic experience.

The more “traditional” is the art presented at an exhibit, the more popu-
lar it is among a wide audience and the higher the attendance of the exhibit.
The «newer» the art, the more specific and narrower its audience.

The modern art audience comprises, first of all, the young generation
as well as persons whose profession is associated with creativity and artis-
tic culture. Admirers of this art enjoy a high level of education and artistic
experience.

Visitors of the newest trend exhibits in the Marble Palace constitute the
most specialised and unique audience of the RSM (according to the social-
demographic parameters).

Coming back to the above questions, one can say this: during the past 15
years, the RSM has dramatically revised its exhibit policy and formed an
audience for different kinds of expositions, each and all of them having their
own specific social-demographic profiles.

Quite another pattern occurs in respect to value orientation in the field
of fine arts. Artistic preferences of most of the RSM visitors in 1990s re-
mained conservative and limited mainly to the traditional art of the 19" cen-
tury. In the second half of 1990s, visitors to the 19" century exhibits started
preferring representatives of the classic Russian vanguard, K.Malevich be-
ing undoubtedly the most popular artist of this genre.

More than half of the exhibits at the RSM are dedicated to 20" century
art. These exhibits have their own constant visitors who still favour their
beloved artists of the 19" century: Aivazovsky, Briullov, Repin, Shishkin,
Kuindzhi. Only the narrowest and most highly specialised audience of present-
day art has other priorities. For them the popularity parade is lead by the
artists of the classic Russian vanguard.

Paradoxical as it seems, this is a fact. During the time elapsed since the
beginning of the “perestroika”, everything has changed. We live now in an
utterly different country. Quite a few generations have replaced each other.
But our values, at least artistic those, remain the same.

© Banepuii Kosues, 2004
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NEGATIVE THOUGHTS:
TIMELY MEDITATIONS ON THE NATURE OF VIOLENCE
TOWARDS AN AGONISTIC VIEW OF ARCHITECTURE

Frank WEINER
Virginia Polytechnic Institute and State University, USA

Not without cause did the ancients reserve the pantheon of
the compatible to Gods and Ideas, but obliged works of art to
enter the agon, each the mortal enemy of each.

Theodore Adorno, Minima Moralia

The reason of the stronger is always the best.
translation by Michel Serres
of Jean de La Fontaine’s fable, The Wolf and the Lamb

Introduction: violence and the agon

This essay will attempt to sketch out a beginning point for a better un-
derstanding of the idea of violence as it may relate to the culture and institu-
tion of architecture. In the background of these issues stands our present
global situation that could safely be characterized as tense and violent' . De-
spite the inherent dilemmas involved in taking up the question of violence a
moral critique of violence will be avoided. The focus will rather be on vio-
lence as an impassioned idea. The analysis will borrow from many fields
that have studied violence in their respective domains — philosophy, theolo-
gy, anthropology, literary criticism, psychology, and aesthetics. Lastly the
notion of violence will be investigated in the aesthetic realm where it mani-
fests itself through the idea of the agon? in which the work of one individual
overcomes the existence of the other. This “mimetic rivalry” as Rene Gi-
rard® terms it lies at the founding moment of human culture and the institu-
tions that form and sustain that culture.

The ancient Greek word agon is derived from the word ago which means
drive or lead. Agon means a fierce contest or battle between deserving ad-
versaries or combatants. Its first meaning is a gathering or assembly espe-
cially for public games. The agon is the contest for the prize at athletic games.
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It is the word from which our English word agony and antagonist is derived.
It is a kind of artful wrestling match that can bring out the best notions of the
spirit of authentic competition and rivalry between human beings. The agon
like a race is a test of strength and skill. In this sense there is no culture
without contest. True agonists compete or struggle against themselves and
the history of others who have struggled to bring out the best in themselves,
in search of a “betterable better”™* thereby asserting their own personality in
and through their work. In more general terms, “Agon emphasizes the con-
scious application of one’s powers for the achievement of a goal.”

The agon is not unrelated to a kind of play in which the sportive element
is wholly present. Here one should invoke the thought of Hans-Georg Gada-
mer and Johan Huizinga who have provided us with historical, ontological
and hermeneutical foundations for the idea of play®. The game or play is
constituted by the contest. In a true contest there can be only one winner and
one or others that are vanquished. When we consider the idea of ‘good sports-
manship’ we may fail to realize that this is an agonistic concept. If culture is
understood to have an inherent sportive dimension than the art of sportsman-
ship is a key element in the construction of culture.

In the ancient Greek world the agon manifests itself in the verbal duels of
two orators or exchanges between characters in a play and the chorus. It makes
its presence felt as a kind of rhetorical volleying or a kind of logos of play in
Gademar’s sense. This feeling of competitive dialog is present in the verbal
sparring that takes place between the characters of Sweeny Agonistes and Doris
in T.S. Eliot’s play Fragment Of An Agon a piece of which appears below:

Doris: That not life, that’s no life

Why I just as soon be dead.

Sweeney: That’s what life is. Just is

Doris: What is?
What’s that life is?

Sweeny: Life is death.

Doris: Oh Mr. Sweeney, please don'’t talk,
I cut the cards before you came
And I drew the coffin’

From the philosophically violent to the literary agonistic:
Ricouer and Bloom

Paul Ricoeur has written eloquently, from a theological, historical



232 Frank WEINER

and philosophical® perspective, on the idea of our consciousness of vio-
lence’ and the evil that is violence particularly as it affects an individu-
als relation to the State. Here the State is decidedly Machiavellian'® in
nature. Ricouer raises the issue of the apparent contradiction between
the claims of Christianity and the claims of the State. He poses a critical
question in the form of a quandary - If an individual shall not kill then
how is it possible for an individual to participate in a act of violence
sponsored by the State of which they are a member? The theological pro-
hibition against personal murder stands against the State sponsorship of
collective murder that permits the political maintenance of the State at
the expense of the individual.

Ricoeur lays out the twofold duality of the Christian admonition of turn-
ing the other cheek with the necessity of defending the existence of the State.
He views these as two interlocking and interdependent paradoxes (Christian
love and the notion of punitive violence) or as he terms them “pedagogies of
humankind”" - one of the idea of the Cross the other of the Wrath.

On the nature of violence in general Ricoeur has written that:

“ One must first gauge the length, width, and depth of violence, its move-
ment throughout the course of history, the sweep of its psychological, social,
cultural and spiritual ramifications, its profound enrootment in the very plu-
rality of consciousness.”!

Invoking the sense of the rootedness of violence is not a naive plea for
the elimination of violence but rather recognition of its permanence and im-
portance relative to our consciousness and the culture that stems from this
consciousness. Ricouer writes down the years 1789, 1871, 1914, 1944 and
how the terrors of our ‘history and psyche’ are inextricably bound and reso-
nate into the ‘deepest levels of our unconscious’. Today we can add 9/11/01.
As to the pervasiveness of violence itself Ricouer writes:

“To see that violence is always and everywhere, one has but to take notice
of how empires rise and fall, how personal prestige is established, how reli-
gions tear one another to pieces, how the privileges of property and power are
perpetuated and interchanged, or even how the authority of intellectuals is
consolidated, how the cultural delights of the elite depend upon the massive
workings and sufferings of the disinherited.” *

For Ricoeur violence is the foundation of the institution of the State and
not the other way around. Could this be applied by analogy to the making of
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architecture? This suggests that any desire for making institutions as archi-
tecture must claim that one of its primary obligations is based on an under-
standing of how as Ricoeur would state it - violence engenders the institu-
tion throughout the span of history.

In this light one should consider Louis Kahn as one of the last great
architects of the idea of institutions'#. He, better than most architects seem-
ingly had an instinctual grasp into the burden and cost in human terms that
creates and sustains institutions over time, whether they be at Dacca or Ex-
eter. Kahn wrote that, “Every building that an architect builds is answerable
to an institution.”!®> He felt that institutions were places that human beings
exercised common aspirations: such as a street, a library, or a school. Al-
though nowhere in his writings does Kahn explicitly link the idea of institu-
tions to a darker side of human existence one does sense (in the buildings
themselves) an awareness of the deeper significance of invoking the idea of
institutions in the making of architecture. Subtlety hinting that architects
should look further into the idea of institution Kahn wrote that, < I think the
institution is rather a less known thing.”'® Kahn’s meaningful use of primary
geometry in many of his projects makes one carefully consider the statement
of Michel Serres that, “...geometry begins in violence and the sacred.”!’
Perhaps one could speculate that well beneath the outward benevolence of
Kahn’s work is the specter of the violent and that this benevolence would not
be possible outside of an origin of violence.

Harold Bloom in his book called Agon: Towards a Theory of Revision-
ism'® places the concept of the agon at the center of what he terms an ‘anti-
thetical’ literary criticism and personal religious belief based on that of a
gnostic'. Bloom is writing from a perspective of Judaism rather than the
Christianity of Ricouer. In both cases the ‘violence’ of religious belief is
inherently linked to the act of criticism or philosophizing. For Bloom the act
of criticism is prior to poetry®’, poetry itself being a form of verse criticism.

Bloom’s position about the nature of criticism and the central role it
serves in poetry is grounded in American pragmatic?! tradition that flows
from Emerson to Rorty. Bloom is seeking a notion of a ‘self-reliant’ criti-
cism that has its founding American moment in the thought of Emerson.
He calls this overall project of criticism the ‘American Negative’ in an
attempt to distance itself from Hegel’s dialectic. For Bloom the individual
is essentially responsible to make a misreading of a poem based on their
own definition of self informed by their religious beliefs. He focuses on
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the experience of reading poetry rather than that of writing poetry. This
reading is fundamentally an act of usurpation of authority and violent by
nature. In his terms reading is a pragmatic transaction that comes at a cost
and a price. Readers are “... intrepid agonists who never yield up to their
own recalcitrance.”** This recalcitrance is defined by self-deception and
lies. Bloom here is being polemical to a fault and further suggests that
criticism should be ‘outrageous’.

Attempting to locate an early tradition to ground his application of the
agon to literary criticism Bloom writes of the ancient Greek agon between
the Sophists and Plato. This agon is not philosophic but rather sophistic
and rhetorical in character. In a reference to Untersteiner’s The Sophists
Bloom sees the founding and still dominant mode of early Greek Lyric
poetry in the doctrine of Protagoras as — “two logoi in opposition to each
other”? . In Protagoras’s athleticization of the logos we have two individ-
uals wrestling?* against each other over the truth. The individual logoi is
related to the notion of logos.* This polyvalent term so rich in meaning is
absolutely critical to both the history of Western philosophy (inclusive of
the sophistic tradition) and in the Bible. As a Pragmatist Bloom asserts that
the opposition of reasonings forces a stance on the part of an individual in
dialog and often vehement disagreement with another.

René Girard: mimetic desire and the murder of violence

René Girard’s book Things Hidden Since the Foundation of the World® is
a work of immense complexity that studies the structure of the phenomenon of
violence (what he terms ‘mimetic rivalry’) across the fields of religion, philos-
ophy, psychology and anthropology. Girard begins with notion of the founding
murder(s) that occurs in the Old Testament as the origin of all culture. In his
analysis of Old Testament scripture he finds countless examples of what he
terms the founding murder beginning with the story of Cain and Abel”’. These
often inexplicable acts of cruelty and violence then become the reconciliatory
basis for the making of a community that lives in memory of violence and
struggles for a peaceful existence by the establishment of laws and prohibi-
tions. This then becomes an endlessly repeated cycle that is only halted by the
non-sacrificial® crucifixion of Christ in the New Testament. The death of Christ
becomes the death of sacrifice and opens up an unprecedented opportunity for
humankind to end the cycle of mythic violence thereby creating the death of
all culture, myth, sacrifice and the origin of love. Girard writes that, “Instead
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of reading myths in the light of the Gospels, people have always read the Gos-
pels in light of myths.”” Girard is proposing that the structuralist reading of
myth should be grounded by the primary Judeo-Christian texts.

In the Old Testament there is a striking account of abuse and murder in
Judges Ch. 19:16-30.*° A sojourner arrives in the city of Gibeah seeking the
house of the Lord along with his concubine. After some difficulty he is invited
to lodge in the house of a local farmer. After sharing a meal, the men of the city
come to the door of the house demanding to see the stranger. The stranger then
offers his concubine to the men of the city who abuse her all night. The next
morning the concubine stumbles back to the door of the house and is brought
into the house by the sojourner. Verses 29-30 describe in excruciating detail
the account of the murder of the sojourner’s concubine.

“And when he was come into his house, he took a knife, and laid hold onto
his concubine, and divided her, fogether with her bones, into twelve pieces,
and sent her into all the coasts of Israel.

And it was so, that all that saw it said, There was no such deed done nor
seen from the day the children of Isreal came up out of the land of Egypt unto
this day; consider of it, take advice, and speak your minds.”*!

Girard would read the murder of the concubine as, “...an effective sac-
ralizing act of transference [such that] the victim should inherit all of the
violence from which the community has been exonerated.”*?> The concubine
becomes a ‘scapegoat’ for the community at large. In coming to terms with
an act of inexplicable violence the members of the twelve tribes of Israel are
forced to create a system of laws that will discourage such violent acts. The
instituting of the laws of Jewish culture, which is a culture based on laws,
originates from murder as the origin of that culture. The challenge of Moses
was to arbitrate and legislate against murderous violence, that of Jesus was
to turn away from murder by love*®. The relationship of the Old and New
Testaments is then a question of the relationship between law that stands as
a prohibition against violence and love that eliminates the need for violence.

Architecture versus Ideas: the agon of Adorno and redemptive negativity

Theodore Adorno in his Minima Moralia* a brilliant series of 153 short
aphoristic pieces raises the notion of the redemptive aspect of art through a
movement of Hegelian negation. Aphorism 47 titled De gustibus est dispu-
tatum® stands as one of the most remarkable statements of an intellect in
search of a dialectic of redemption. The vehicle for this redemption is the
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notion of the agon.

“ De gustibus est disputatum. — Even someone believing himself con-
vinced of the non-comparability of works of art will find himself repeatedly
involved in debates where works of art, and precisely those of the highest and
therefore incommensurable rank, are compared and evaluated against one
another. The objection that such considerations, which come about is a pecu-
liarly compulsive way, have their source in mercenary instincts that would
measure everything by the ell, usually signifies no more than that solid citi-
zens, for whom art can never be irrational enough, want to keep serious re-
flection and the claims of truth far from the works. This compulsion to evalu-
ate is located, however, in the works of art themselves. So much is true: they
refuse to be compared. They want to annihilate one another. Not without cause
did the ancients reserve the pantheon of the compatible to Gods and Ideas, but
obliged works of art to enter into the agon, each the mortal enemy of each.”*

Adorno further states that:

“The notion of a ‘pantheon of classicity’, as still entertained by Kierkeg-
aard, is a fiction of neutralized culture. For if the Idea of Beauty appears only
in dispersed form among many works, each one nevertheless aims uncompro-
misingly to express the whole of beauty, claims in its singularity and can nev-
er admit its dispersal without annulling itself.”*’

The lesson of this aphorism is that aesthetic tastes or affinities to this or
that work of art must be disputed and that the works themselves push each
other to the brink of elimination never co-existing. This aesthetically violent
disputation provides the charge to a culture that must avoid at all costs a state
of neutrality.

The distinction between works of art and Ideas that Adorno raises is of
the utmost importance. If architecture as the art of building is not an Idea
than what is it? One would think that knowledge depends on the very exist-
ence of Ideas or Eternal Forms. Ideas exhibit an internal coherence®® and
compatibility that architecture is unable to claim. No Idea is capable of anni-
hilating another Idea® . The existence of a square does not countermand that
of a circle. The cube does not obliterate the sphere. Ideas are all sustainable
truths capable of perennial and simultaneous existence. Ideas cannot be killed
and are impervious to violence. They have and always will co-exist. Ideas in
this sense are incapable of being owned by anyone and they have no alle-
giance but to themselves and no fate excepting their own. Ideas exist forever
in a state of eternity, we for only awhile. It is our very temporality that is an
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invitation to violence. It is also our temporality that makes possible beauty
and the sacred.

Works of architecture like humanity itself suffer a similar condition of
fatality and inability to co-exist peacefully. Architecture is not an Idea but
rather agonistic criticism of the poetics of construction or a form of tectonic
rivalry®. As Bloom suggests criticism is prior to poetry rather than poetry
being prior to criticism. Following upon Bloom it is not the criticism of our
architecture that is important but the architecture of our criticism.

Carlo Ginsberg has noted the connection of Adorno’s thought about the
non-comparability of works of art to the thoughts of Simone Weil and Paul
Valéry*' . Simone Weil takes the position that not only works of art that are
beautiful but also religions possess the qualities of absolute singularity and
non-comparability. She writes in The Notebooks of Simone Weil , that:

“When a thing is perfectly beautiful, as soon as we fix our attention upon
it, it represents unique and single beauty. Two Greek statues: the one we are
looking at is beautiful, the other not. The same is true of the Catholic faith,
Platonic thought and Hindu thought, etc. The one we are looking at is beauti-
ful the others are not. Thus those who claim that such and such a faith alone is
true and beautiful, although they are wrong, are in a sense more right that
those who are right, for they have looked at it with their whole soul.”*

For Weil individual works vie for our attention that can only be totally given
over to one. For her the fact that we think a work to be beautiful is a precondition
of our attraction to it. We are drawn into a work by its beauty that strikes us as
singular and unique. We, in her terms ‘feed’ off this beauty and develop a sense
of adherence to it. She sets up a comparison between our adherence to beauty in
a work of art with our adherence to a particular faith. In both cases there is an
affirmation for one sculpture or one religion and a negation of the other. The
agon then works against the ideal of contemplation. Ultimately according to
Weil our ability to fix our attention is an act of humility.

Ginsberg refers to Paul Valéry’s notion that works of art are ‘frozen
creatures’ in a museum that demand the non-existence of all the others. Here
the collection in a museum (and the museum itself) become the silent sym-
bol of a frozen agon. The museum as a type is the curatorial home of the
agon. History than becomes the record of the agonistic interplay between
works. This demand for non-existence personifies the works themselves as
if they were human capable of carrying on a conversation not unlike that
between two opposing logoi.
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Conclusion: from violence to the human sciences

This essay has attempted to argue that we should not underestimate nor
overlook the universal aspects of violence and agonistic discourse as it may
positively influence the way we conceive of architecture in an age of naive
violence. René Girard has made the observation still relevant today that, *
We are running away from universality.”** And that ,”"Nowadays people dis-
claim any certain knowledge and any authority, but with a more assured and
authoritarian tone than ever before.”** Have we yet taken adequate account
of how this might effect the making and teaching of architecture?. He adds
that ,”People are always on the look-out to catch their neighbors red-handed
in believing something or other.”*

Invoking the agon* in an age of unprecedented violence may at first glance
strike one as only adding to and perpetuating a form of thoughtless violence
for architecture. Yet the agon as a form of active oppositional dialog also gives
us a redemptive opportunity to re-claim a ground of legitimate discourse for
architecture. If discourse in architecture today has reached a point of illegiti-
macy than the comfort of an all too polite dialog is meaningless. This polite-
ness comes at great cost. One is reminded of the title of the influential architec-
tural journal Oppositions and it’s overt program to reinvigorate a polemical
discussion about the history, theory and criticism of architecture. Today archi-
tecture has been unable to lay out such a confident program for itself. Program
here is used in the sense that William James understood the term not so much
as ““... asolution, then, than as a program for more work, and more particularly
as an indication of the ways in which existing realities may be changed.”*’

It may not be a simplistic exaggeration to state that Architecture has lost
its logos and without this the word of architecture has lost its meaning. It is
insufficient for architecture to hold a worldview that is only grounded in the
visible we must also gauge the unseen. The reclamation of a meaningful
architecture may necessitate a return to understanding architecture as part of
the human sciences and religious belief as a basis of culture. The ‘human
sciences’*® may offer architecture much needed intellectual and poetic re-
sources in a time of great limitations. This paper began with the idea of
violence and ends with the idea of the humanism. There may be a tenuous
but necessary duality between violence and humanism of which architecture
is a part. This duality rests upon the agonistic interplay between the sciences
of the sacred and the poetic.
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NOTES

! As of completing this paper the war in Iraq continues into an uncertain phase,
there are uncertainties related to North Koreas nuclear weapons program and prob-
lems developing in Africa. These situations are all in the aftermath of the terrorists
attacks of “9/11” in the US and the ongoing the conflict occurring in Afghanistan.
Domestically in the US the so-called “serial sniper” case gripped the entire country.
There are other significant global situations too numerous to list here.

2 For initial thoughts on the notion of the agon I am indebted to John Bush, a
former student in the graduate architecture program at Virginia Polytechnic Institute
and State University. Mr. Bush was the beneficiary of a broad liberal and classical
education at St. John’s College before embarking on graduate studies in architecture.

3 René Girard is one of the few contemporary thinkers that has not banished the
notion of mimesis from our thinking. Girard’s position is that Plato’s inherent dis-
trust of mimesis did not allow the violent aspect of this idea to come forward and has
fundamentally affected our disdain for the concept of mimesis.

4 This is a phrase from Michel Serres, Hermes, p.18. For a full bibliographic
reference see note 18.

5 This definition of agon is from, The New International Dictionary of New
Testament Theology, general editor, Colin Brown, Vol. 1 ( Grand Rapids, Michigan:
Zondervan Publishing House, 1979), p.647.

¢ For the idea of play see Gadamer’s, Truth and Method and Huizinga’s, Homo
Ludens.

"T.S. Eliot, Collected Poems: 1909-1935 (New York: Harcourt Brace and Compa-
ny,1936), pp.79-85.

8 Besides Ricouer one should mention the thought Martin Heidegger relative to
the idea of violence. See, Martin Heidegger, An Introduction to Metaphysics , trans-
lated by Ralph Manheim, (New Haven: Yale University Press, 1987). Here Heideg-
ger lays out a ‘poesis of violence’. I am indebted to a colleague of mine Prof. Mark
Schneider for this observation.

? Paul Ricouer, History and Truth, (Evanston: Northwestern University Press,
1965) trans., Charles A. Kelbley. See Part II, Chap. 5, The Question of Power. Other
thinkersthat have detected the significance of the power of violence are Nietzche and
Foucault.

19 One wonders if there is any way to ultimately refute Machiavelli’s position as
he advocates in The Prince. Any discussion of violence must go through this individ-
ual and come to terms with his rather chilling assertions that have an operational
quality that makes them inherently applicable. There is a ruthless and irrefutable
dimension to Machiavelli’s text that one could describe as the modern invention of
political violence.

' Ricou er, History and Truth, p.238.

12 Ricou er, History and Truth, p.224
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B Ricou er, History and Truth, p.225.

14 See Richard Saul Wurman, What Will Be Has Always Been: The Words of
Louis I. Kahn, (New York: Access Press Limited and Rizzoli,1986. Kahn used the
word institution(s) numerous times in his writings. Prof. Micheal O’Brien a col-
league of mine at Virginia Tech indicated to me in his unpublished index of Wurmans
book that Kahn used the word institution(s) no less that twenty-four times in his
collected writings. In the current generation the architect Daniel Libeskind’s work
shows great insight into the questions of the nature of institutions and the question of
violence. See his Jewish Museum in Berlin and his current project for the rebuilding
of World Trade Center in New York.

As to the centrality and importance of the idea of institutions I would refer the
reader to Giambattista Vico, The New Science of Giambattista Vico, translated by
Thomas Goddard Bergin and Max Harold Fisch (Ithaca: Cornell University Press,
1961). In the introduction (p. xliv) the translators in characterizing the thought of
Vico write that, “Humanity is not a presupposition, but a consequence, an effect, a
product of institution building.”

15 Wurman, What Will Be Has Always Been, p.11.

1 Wurman, What Will Be Has Always Been, p.49.

17 Michel Serres, Hermes: Literature, Science and Philosophy, edited by Josué V.
Harari and David F. Bell, (Baltimore: The Johns Hopkins University Press, 1982),
p-133. For the general argument of this paper I would also refer the reader to Chapter
1, part 2, “Knowledge in the Classical Age: La Fontaine and Descartes and Chapter
2, part 10, “The Origin of Geometry”.

18 Harold Bloom, Agon: Towards a Theory of Revisionism, (Oxford, London:
Oxford University Press, 1983). I would like to acknowledge a colleague Prof. Scott
Gartner who pointed out this book to me. See also Bloom’s, Anxiety of Influence.

1 Bloom, Agon, p.12. Here Bloom explains that gnosis is opposed to philosophy
since it is religious knowledge. Gnosis rests upon a difficulty often characterized as
the ‘unknowability’ of God. The philosophical concept of knowledge comes up against
the realm of faith of which it can not penetrate employing the same reason.

2 Bloom, Agon, p.45.

21 As Prof. Gartner reminded me, the Greek word pragma means a thing made.
Can this thing made be understood as being instituted? Here the act of making and
instituting would be indelibly linked.

22 Bloom, Agon, p.29.

2 Bloom is quoting from Mario Untersteiner, The Sophists, trans. Kathleen Free-
man, (Oxford University Press, 1954).

2 The analogy of two individuals locked in verbal combat, as two wrestlers is
taken up by Werner Jaeger, Paideia: The Ideals of Greek Culture, Vol. 1, translated
by Gilbert Highet, (New York: Oxford University Press, 1967), p.315. Jaeger writes
that, “...In reading the Attic orators...we really feel that the logos is a wrestler stiped
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for the ring.” As a sport wrestling was held in the highest esteem by the ancient Greek
culture. One only has to note the many references to wrestling as a symbol that occur
in the Platonic dialogues.

% The term logos is an essential one in both Greek philosophy and in the history
of Christian theology. Its’ meaning becomes highly intertwined across these disci-
plines. Philosophically logos is a reasoned account or utterance. One of many expla-
nations offered in the New International Dictionary of New Testament Theology for
its philosophical meaning is that the logos embraces “ the whole empirical breadth of
everything which one has ascertained...[by reason]. Insertion in bracket is mine.
Theologically logos means the Word of God. John Ch.1:1 reads, “In the beginning
was the Word, and the Word was with God, and the word was God.” Word in this
sense is the quintessential origin and source. For more on the meaning of Logos see
the entries on, “Word” in the New International Dictionary of New Testament Theol-
ogy, p-1081-1146. See also the entry “logos” in F. E. Peter’s, Greek Philosophical
Terms: A Historical Lexicon, (New York: New York University Press, 1967),pp.
110-12.

% Rene Girard, Things Hidden Since the Foundation of the World, Research un-
dertaken with Jean-michel Oughourlain and Guy Lefort, trans. Stephen Bann and
Michael Metter,(Stanford, California: Stanford University Press, 1987). The title is a
reference to Matthew Ch.13:35. T would like to acknowledge a colleague of mine
Prof. Stephen Thompson who suggested that I look into Girard’s work on violence.

27 Here one should recall the story of Romuls and Remus in terms of the founding
of Rome.

2 The non-sacrificial reading of the death of Christ by Girard is based on the
Gospels admonition to turn the other cheek and to love one’s enemies. Therefore
Christ turned away from violence and his death was an end to violence and the vio-
lence that gave rise to culture before his death.

¥ Girard, Things Hidden Since the Foundation of the World, p.179.

% T would like to acknowledge a colleague of mine, Prof. Sal Choudhury, for
leading me to these important passages.

3! The passages quoted are from the King James version of the Holy Bible.

32 Girard, Things Hidden Since the Foundation of the World , p.169.

3 Girard rightly challenges the notion often put forward that Jesus is a second
Moses. This simplification marginalizes the efficacy of both Moses and Jesus.

3 Theodore Adorno, Minima Moralia: Reflections from Damaged Life, trans.
E.F.N. Jephcott, (London: NLB, 1978). First published in 1951.

3 T would like to acknowledge Prof. Mark Schneider, a colleague of mine in the
Department of Architecture at Virginia Polytechnic Institute and State University,
for the following translations and observation. The classic Latin phrase (De gustibus
non disputatum) translates to “There is no disputing about tastes.” The title of Ador-
no’s aphorsim ( De gustibus est disputatum) translates to “Tastes are disputable”.
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Adorno rather ironic twist on the original eliminates the negative.

3¢ Adorno, Minima Moralia, p. 75.

37 Adorno, Minima Moralia, p. 75.

38 The thought that Ideas have an internal coherence is influenced by a passage about
the coherence of intellectual activities that appears in Carlo Ginsberg, Wooden Eyes:
Nine Reflections on Distance, (New York: Columbia University Press, 2001),p. 110.

% Tshould point out that my agreement with Adorno regarding the nature of Ideas
and their compatibility is at odds with many contemporary thinkers such as Jacques
Derrida. Deconstruction would say that Ideas are inherently violent and it is this
very violence latent in all discourse that we had previously overlooked. See Derri-
da’s, Writing and Difference and his, Dissemination. Again I am indebted to Prof.
Mark Schneider for this observation.

40 Relationships of rivalry seem to be inherent to architecture and architects. There
is a street in Rome that contains two churches that appear to symbolize the necessary
agonistic relationship between works of art in the realm of architecture. Standing
several meters apart are the churches of S. Carlo alle Quattro Fontane designed by
Franceso Borromini (1638-41 and 1665-67) and S.Andrea al Quirinale (1658-70)
designed by Gianlornzo Bernini. Here one can feel a palpable tension between the
two works that manifests itself as a kind of urbanity of jealousy. Bernini is conserva-
tive and Boromini is radical. The buildings like the architects themselves are in com-
petition with each other. One thinks of the overt competition between Ghilberti and
Brunelleschi for the Bronze Doors of the Baptistry in Florence or the more subtle
(and not so sublte) agonistic interplay between Perret and Corbusier, Sullivan and
Wright, Van Eyck and Hertzberger, or between each of the ‘New York Five’. One
should not overlook the value of ‘jealousy’ between architectural educators as being
a positive influence on a school nor for that matter between students. Without the
existence of intelligent rivalry a vital and irreplaceable driving force is absent.

4 Ginsberg, p.136-7.

42 Simone Weil, The Notebooks of Simone Weil, trans. Arthur Wills, Vol. 1(Lon-
don: Routledge & Kegan Paul, 1956), p. 244-5.

4 Girard, Things Hidden Since the Foundation of the World , p.441.

4 Girard, Things Hidden Since the Foundation of the World , p.442.

4 Girard, Things Hidden Since the Foundation of the World , p.442.

 The borrowing of the notion of the agon should not be seen as a return to any
sort of nihilism, masochism, sadism, or fetishism that would appear to advocate vio-
lence for its own sake.

47 This quote of William James is referenced in Bloom, Agon, p.40.

* Thinkers that came before Girard such as, Whilhelm Dilthey and Whilhelm
Windelband in philosophy, Levi-Strauss in anthropology as well as Jean Piaget in
psychology have been profound discoverers and advocates of the ‘human sciences’.
The link between humanism, the human sciences and structuralism is an important
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one. One should remember that there was a pre-structuralist frame of mind that many
trace back to Giambattista Vico. Vico believed that man comes to dwell in one place
out of fear of the violent wrath of the sky (Jove), therefore architecture originated in
fear. It should be pointed out that the fruitfulness of his line of thought has not been
exhausted. I am not advocating a return to structuralism per se but rather a return to
the kind of theoretical speculation and scope of cultural inquiry that permeated Vi-
co’s thought.
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BJIUSIHUE JPEBHEMILNX TPAJIULIUI
HA APXUTEKTYPY AHTUYHOI'O XPAMA

LJmumpun MA/]YPOB

AHTHYHAS KyJbTypa 9acTO pacCMaTPHBAETCA B HEKOEM OTPHIBE OT MH-
POBOH KYJIBTYpHI TPEAMIECTBYIOMHX 31M0X. OTHacTH 3TO pe3ynsTaT HeJo-
CTaTOYHON MCCIIeJOBAHHOCTH JIaHHOTO Bompoca. M ecnu B Hayke ymanoch
MPOCIIEINTh TEHE3NC TPEeUECKON KEPaMUKH H €€ IITKOJ, TO B 00IaCTH TUTaCTH-
KH 3TOT BOTIPOC OCTAETCS JJAJIEKO HE H3YYECHHBIM H «EIIe XyKe 0OCTOHT JIeI0
¢ M3YUYCHHUEM T'eHe3Wca TPEUYeCcKoi apXuTeKTypsD» (Bummep, 1972, c. 74).
Crenyetr OTMETHTH, YTO ¢ MOMeHTa o0o3HaueHus b.P. Burmepom manHo#
poOIeMbl HayKoi HapaboTaHO TOCTATOYHOE KOITUIECTBO MaTepPHAIIOB, 1 HA
JTAHHOM JTarle, KaKk IPeCTaBIIIeTCs, MOKHO ClIeaTh HEKOTOpBIe 00001ato-
IIM€ BBIBOZBI 10 3TOMY BOIIPOCY.

Kaxk m3BecTHO, rpedeckass MUGOIOTHS U MTAHTEOH BOCXOIAT K XyppHTC-
kuM oOpasnaMm (bakaes, lymapes, 1985, ¢. 72-73). XyppuTtsl — MaHHEH B CXO-
msix K JIykaHy mpencTaBieHsl Kak repBbie MoperiaBaTeni B CpennzeMHOM
Mope. Eciau 3To IeiICTBUTENBHO TaK, TO CTAHOBUTCS NOHATHON IPUYHMHA CTONb
CHJIFHOTO BIIMSTHASL XYPPUTCKOTO MHpa Ha Hapoas! Cpean3eMHOMOPBSL.

Mapxk Burpyswuit [lommmon B cBoem Tpakrare I B. «O0 apXuTekType»
(1936, c. 100) coolrmmaeT ciemyromIe CBeICHUS: TIEPBLIA opaep [pennn —
JIOPUYECKUI BOZHUK CllydaiiHO Tpu 1ape Axeu Jlope, Tak Kak «...[PUHITUIT
COpa3MEPHOCTH TOT/IA eIlle He OBLIT OTKPBHITY.

B npesnetimem rpedeckom xpame VII B. 1o H.3. u3 Tupunda kanurensb
JIOPUIECKOTO OpJiepa MMeeT HanOoIbIliee CXOACTBO C MUKEHCKoM (Burmmep,
1972, c. 82). 10T (pakT MPOSCHIECT MPOUCXOKICHIE KOJIOHH JOPHUIECKOTO
opzAepa OT KOJOHH XYPPHUTCKHX XPaMOB, C TAKUM JKe CYKAIOMIMMCS KHU3Y
cTBOJIOM. ba3za KONOHH XyppHUTCKHX XpaMOB Pa3BHJIACH OT MOAISTOYHOTO
KaMHsI, MCTIOJIb3yeMOT0 B IPEBHOCTH KaK OCHOBAaHUE KOJIOHHBI.

Jlerenp1 0 co3qaHUN OPJEPHOM CUCTEMBI OJTHUM U3 BEIUKUX JesiTeNen
XapaKkTepHbl He ToIbKO i [IpeBHeii [pennn. Tak, Mo eruneTckuM npesa-
UM, mxorerr, acconuupyromutics ¢ [epmecom — J[xexyTu, ObUT co3mare-
JIEM ETHIIETCKUX apXUTEKTYpHBIX kKaHoHOB (Kirapk, 2002, c. 22).
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HawnbGonee mo3gawmii opaep — kopuH(CKUit OBLT co3maH, 1Mo Burpysuto,
apxutekropom Kammmmaxom Ho u B 3TOM oprepe, Hanmpumep, Ha KalUTeIn
xpama Anosutona B baccax wim xpama B At Xauym (I[Tnauksa, 1991, puc.
40, 41) MBI BUANM 3aBUTKH «MHPOBOTO npeBa». KoloHHA coXpaHsSeT CBOM
CaKpaJIbHBIA CMBICT U €€ N300peTeHHe He MOXET OBITH CBI3aHO C TEHHEM
TOJIEKO OfHOTO XymokHuKa (Burmep, 1972, puc. 231). Cxopee Bcero Kai-
JTUMax JIUIIG TPAJANT KalTUTEeNN MBIITHOCTh W YTOHYWII MPOTIOPIIMU OpAepa.
Ecmu MBI BCTTOMHIM TIpeIIeCTBOBABIINE aHTHYHOCTH PAaCTUTENHHBIE KalTH-
TEJH ETUIITSH, TO ToITydaeTcs, uTo Kammumax uermoap30Bal yke MMEIONTYIoCs
JI0 HETO TPAJAWIINI0 N300paXKeHUSI KaUTEIH KOJIOHHBI B BUJIE TTBIIITHOM pac-
TUTEIBHOCTH, OYE€BH/THO, TIPUAB 3TOMY BHY KOJOHHBI JIUIIH YIOPSAIOYCH-
HOCTP — OpJIep ¥ ONpeIeNeHHBIN T JeKOPUPOBAHUS B BIJIE IUCTOB aKaHTa.

[Tocre omycTOMMUTENEHOTO HAIIECTBHS «HAPOIOB MOPS» Ha AHATOJIHIO,
Mecomnoramuro u modepexxbe Erumnra, Ha pydexe 2 — 1 TBIC. 10 H.3.: «adu-
HSIHE... OCHOBAJIM OTHOBPEMEHHO TPHHA/ANATh KOJIOHUI, HA3HAYMIIN HaJ| OT-
JeTbHBIMH KOJIOHUSMH BOXK/IEH, a BRICIIYIO Ha3BaJIM 10 IMEHU CBOETO BOXK-
1 Mona, Monueit...». «BriociencTBuu OHU MOCTPOUIIH B UeCTh J[MaHbl Xpam
HOBOTO Opjepa» ITyTeM 3aWMCTBOBAHHS KEHCKHUX MPOIOPIUN «OHH TOJIO-
YKUIJIM BMECTO TTOJIOMIBEI 0a3uc; Ha KalMTENM OHH MPUAETIAIN C IPaBON U C
JIEBOM CTOPOHBI 3aBUTKH, CBUCAIOIINE, KaK Ha TPHYECKE 3aBUTHIE KYAPH; JIH-
LIEBYIO CTOPOHY OHH YKPACHIIH PaCIOI0KEHHBIMH HArmo1001e BOJIOC BOTHO-
00pa3HBIMHU PE3HBIMHU YKPAIICHISIMH (KUMaTHEM ) U CBHCAIOIITIMH (heCTOHA-
MH, a 110 BCEMY CTBOITY KOJIOHHBI CITYCTHIIM KaHHEIOPHI, CJIOBHO CKIIAQJKH
Ha croyiax (OJesHUAX ), HOCUMBIX KXEHIMMHAMH. TakuM 00pazoM, OHH H300-
penu 1Ba pa3IMYHBIX THTIA KOJIOHHEI: OHY — 0 BHY ITOX0XXYIO Ha OOHa)KEeH-
HOTO MY>KYHHY, IPYTYIO — IT0 CBOEMY YKPAIIEHUIO U COPa3MEPHOCTH HATIOMH-
HAIOMTYTO M3SIIHYIO keHmuHYy» (Mapk Burpysuit [ommmon, 1936, c. 100).

[Tonpobyem pazodparbes, ISHCTBUTETHLHO JTH HOHUMCKAsE KOJIOHHA IPE-
CTaBJIIET co00i o00Me KEHIITMHBI U SBISICTCS N300pETEHHEM IPedecKuX
ApPXUTEKTOPOB.

Hexoe monobvie kKaHHETMPOBAHHOTO CTBOJIA MBI MOYKEM BHIETh HAa AHa-
TOJIMACKUX TIedarsax u penbedax xerro (I'epau, 1987, puc. 11; ['omon, 1993,
puc. 78). M n3HagaibHO IpUHAAJIEKAIA 3eMJIs, KOJIOHU3UPOBaHHAs IpeKa-
Mu B Aznu. [loBepx ropbI-KOJIOHHBI XeTTH m300pakann 3Hak HeOa. Kak u
3HaK «MHPOBOTO JIPEBay, OH UMeeT crupaybHble 3aBuTku (I'epau, 1987, c.
179, puc. 11). Anajnoru4nslii 3HaK HeOa YUTACTCS HA KEPaMHUKe Kypo-apak-
neB (Kymmapesa, Uyounumswmm, 1970, puc. 44/54).
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B npeacraBnennn XeTToB «MUPOBOE JIPEBO» UMEIIO TIATh BETBEH. UeThl-
pe BeTBU OBLTH 0OpaIeHbI IT0 YeTHIPEM CTOPOHAM CBETA, a MATast IPOHU3BI-
Bajia BepxHue MHUpHI (Apma3unba, 1985, c. 154). MoxHo cka3aTh, 94TO 3TOT
CHMBOJI OT XETTOB, CO3/1aBasi HOHUICKYTO KOJIOHHY, TIEPEHSUIIN TPEKH, (IETHI-
PE€ BONOTHI-BETBH TI0 YETHIPEM CTOPOHAM CBETA, MMATAsl — OCh CAMOM KOJIOH-
HbI). [lomoOHas cuMBoONIMKa OBIIa XapaKTepHa I OMHHOKO CTOSIIETO KYIh-
TOBOTO CTOJ0A, HO B Macce KOJIOHHA/IBI Xpama KOJIOHHA MPHoOpeTana CuM-
BOJI CBSI3KH KEPTBEHHBIX PACTEHHUH — IJI0/IOB MOJIEH, MUTAIOIINX O0KECTBEH-
HYIO JKA3Hb M CTPAHCTBYIOIIKE AYIIH MPU MPOXOKICHUH HX Yepe3 MUP Te-
ueit (Kmapk, 2002, c. 109).

Crnemyet OTMETHUTH HEOONBIIYIO JIETaNb: KOJOHHBI B OKHE MakeTa JjoMa
u3 ['y3anub! ([pskonoB, 1968) uneHTHYHBI KoJTOHHAM KHOCCKOTO IBOpIIa.
U 0 He cayyaitHoCcTh — KHOCCKME MpaBUTEIN OCTPOUIIA CBOM JBOPEIL 110
obpasmam u3 MuTaHHU. A 3TO TOBOPHUT O TOM, UTO APEBHEHINNE IPEUSCKIEC
xpamsl (Bummep, 1972. ¢. 75-77), Tak ke MOTJIA UCIBITHIBATD IPSIMOE BITHSI-
HUE XyPPUTCKOTO MHUpA.

Xpam Ha BO3BBIIICHHOM IbEJIECTANIE C YETHIPEXCKATHOM KPBILIEH HAX0-
muics B YpaptckoMm Mycacupe (Ctpyse, 1941, c. 307). [Inardopma mox xpa-
MBI UCTIOJIH30BaNIACh MIOBCEMECTHO B MecomoTamMuH, a B JaJlbHEHIIIEM U B
I'pern. Kamennbie opTocTatsl, Kak Ha Xpame Aptemuasl Opdun IX B. 1o
H.3. u3 Cnaptel (Bumnmep, 1972, c. 78), emie paHee SBISITUCH XapaKTEPHBIM
MPU3HAKOM XPaMOBBIX ITOCTPOEK MUTAHHUHMCKIX XypPHUTOB.

TockaHckuit opep, o BUTpyButo, — 31€MEHT 3TPYyCCKON KYJIBTYPHI.
Ho mbI MOkeM 100aBHUTh, 9TO U SOIUACKHH OpJIep — TAK)Ke a3UaTCKOTO TIPO-
MCXOXKJIEHUS, TaK KaK aHAJIOTH €My BCTPEYAIOTCs B 3TPYCCKHUX TPOOHHMIIAX
barnuradua (Santangelo, 1960, c. 147) u B Uepserepu (Jlocera, Cumopos,
1988). Kamutens 3T0TO OpfAepa mpenacTaBisieT co00il Bce TOT JKe CHMBOI
«MHPOBOTO JPEBAY.

ITo muenuto .M. JIpIKOHOBA, 3TPYCKH — XyPPHUTOSI3bIUHBI, KX OCHOBY CO-
CTaBJIIIO TOPOJCKOE HaceneHre JIumnm, mepecenmBieecs BCISICTBHE KaKnX-
TO KaTakIm3MoB Ha Mtammiickuii momyoctpos B VIII B. o H.3. ([IpskoHOB, 1989).

Temeps xotenock Obl 00paTUTH BHUMaHNE Ha MAJEHBKYIO JI€Tajb, CO-
MPOBOXKIAIONIYIO 3HAKH ApPEBa CUPO-MHUTAHHUHCKOTO CTHIISL M 3TPYCCKYIO
KOJIOHHY 13 TpoOHUIIE «Pensedon» (Santangelo, 1960, ¢. 147). 3To ManeHb-
KW TPIIMCTHHUK, OTBETBIISTFOIIUIACS OT 3aBUTKA. DTOT JIMCTOYEK IIOBECTBYET
0 PacTHTEIHHOM MPOUCXOXKACHUU 3TOTO 3HAKA, M 3TOT )K€ MyYOK JINCTHEB
MBI BUJIUM B KalUTEIN MOHUHCKON KOJIOHHBI.
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Taxnm 06pazoM, KarTuTeIh HOHUHCKOHW KOJIOHHBI COBMECTHIIA B ce0e TBa
CHUMBOJIa: CHMBOJ He0a M «MHPOBOTO JpeBay. YeTsIpe 3aBUTKA €€ paBHO-
3HAYHBI YE€THIPEM BETBAM «MHPOBOTO JIPEBa», OOPAMIEHHBIM MO YETHIPEM
CTopoHaMm cBeTa. To ecTh, MBI BUJUM, YTO CUMBOJIMKA €€ BOCXOANT K JIPEB-
HEHIINM KaBKa3CKO-MECOTIOTaMCKUM 3HaKaM. B DpeTpuu, BeposiTHO, cyTie-
CTBOBAJI U TPOMEKYTOUHBIN THUIT MEXKTY S0JMHNCKON 1 HOHUICKOM KOJTOHHA-
MU, 9TO MOXKET MTOATBEPKIaTh HAIIK BBHIBOJBI O COBMEIICHUN JBYX CHMBO-
noB (Karouzov, 1981, c.183, Ne 1629).

KyneroBast kooHHa OBIITa CHMBOJIOM OCH MHpa — MHPOBOTO JpeBa U
Matepu-0oruan Muanasr (Mmrap, [laBymku, ActapTel). ITO MOCITYKUIO
OCHOBOTIOJIATAFOIIIAM CaKPATEHBIM 3JIEMEHTOM OpAEPHON KOJIOHHBI ITPH BO3-
BelIeHUM Xpama J{huaHsbl.

B ceBepo-cupuiickom ropoje lyaitpa paHHeIMHACTUYECKOTO TIEPUO-
Jla «XpaMbl IMEITH OTKPBITHIE IOPTHKH, IIONOOHBIE TEM, KOTOPBIE 3aCBH/IE-
TEITHCTBOBAHKI B CIIOSIX MPOTOMMMCHMEHHOTO Tieprona Temne-I"aBpa u, B cBOIO
04epe/b, COMOCTABISUIICH C )KHIBIMA MerapoHaMu OpOH30BOTO Beka AHa-
tonmmu...» (Jlmotim, 1984, c. 126).

TpamunmonHslid oM-xpam [purl- (xypputck.), pur(u)li (ITBK) — «mom,
xpam» (pskonoB, CtapoctuH, 1998); mypT (4yB.) — «ZTIOM»; CpaBHH Tpedec-
KO€ Ha0C — (OKWIINIIE, XpaM»| aHAIOTHYeH XpaMy C aHTaMU ¢ (IaHKUpPYTo-
IIFMH KOJIOHHAMH BBICTYNAIOIIMMH MIJISICTpaMy Ha acane. Jlom npeBHei-
IIUX 3EMIIEIENTBIIEB ACHCTBUTEIHFHO BHITIONHSIT OMHOBPEMEHHO 1 (DYHKIMHY Xpa-
Ma, TJIe TICHTPOM IIEPEMOHNH CITY>KHIIM O9ar U BO3BBIIIIEHUE-TTLeIECTal y 3a/l-
Hel cTeHb! JoMa HanpoTuB aBepH (Kymraapesa, Uyonaumsmnm, 1970, c. 164).

[Ipocnenum emie oqHY WHTEPECHYIO apajlielb B INIAHUPOBKAX JTOMOB
u xpaMoB. [IpeBHelIe KaBKa3CKHe U MECOTIOTaMCKHE JJoMa, ObUIH 00pa-
meHsl BXogamu Ha BocTok (Kymmaapesa, Uyonaumsumm, 1970, c. 70). To xe
XapakTepHO IS MX XpaMOB M TaKXKe — XPaMOB TPEKOB (Hampumep, Xpam
I'epst B Omuvmun ). 1o cBumerenscTBy A. DyKe, aHAIOTHIHO OPHEHTHPOBA-
JIA CBOM JoMa dyBamu B XIX B. , y HUX, KpOMe TOTO, Ha BOCTOK OBLITIO 00pa-
MIEHO CIeNaIbHOE OKHO I MOJUTB mere (Boiikuna u mp., 1993, c. 234).

ITpusparnsiii xpam III B. 10 H.3. B BaHM cOCTOUT U3 TpeX CTEH C OTKPHI-
TOH YacThIO, 00OPAIEHHOMH Ha BOCTOK. Y XEBCYPOB CYIIIECTBYIOT OOpaIicHHbBIE
Ha BOCTOK TPEXCTEHHBIE XPaMBbI C )KEPTBEHHHKaMH B HHUX, Ha3bIBa€MbIE TI0-
TPY3MHCKHU 268UMC Kapu — «Bopora Oora». «Bopora 6ora» ymomMmHaOTCS B
Ypaprckux Tekctax (Jlopakunanumse, 1978, c. 21). AHaTOrnIHBIN BU Xpama
MBI MOJKEM BCTPETHTS y ipeBHUX nHAekHIeB Mekcnku (Ferdinand, 1986, c.58).
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ITo ceenenuto aBropa X VIII Beka K. MunbkeBu4a, Ha 4yBalICKOM Kupe-
Meoa HaxOIWIOCh 3/1aHNe, NMEBIIee TOIBKO TPH CTEHBI: C 3araHOH, FOXK-
HOU U ceBepHOI CTOpOoHBI. BocTouHas cTopoHa octaBaiach OTKpbITON. BHYT-
pH 3TOTO 3MaHUS — CTOJ, TA€ OOBIYHO PAa3/ENbIBAIN KEPTBEHHBIX JKUBOT-
HEIX. [lepen > TiM 31aHMEM OBIBAIT )KEPTBEHHUK, TTOJOOHEIH CTOMY, JITHHHOM
CTOPOHOW OOpAaIIeHHBII Ha BOCTOK, M K BOCTOKY OT KOTOPOTO HaXOIMIUCH
cBsmeHHbIe nepesbs (Eropos, 1994, c. 210).

3ameuy, uto ckopelt Bcero K. MmpkeBrudeM 3adUKCHpOBaHa MIOCTPOM-
Ka He Ha Kupemeoe, SBIAIONIEHCS MECTOM MOKJIOHEHHS TyXaM IPENKOB U
CHMBOJIOM OCH MHpa (371€Ch He YMECTHEI «BOpOTa 60Tay), a Ha MeCTE IMMOKJIO-
HeHUs TBopIy Typa ¥ COIMpPOBOXKIAIONINAM €TO CHIIaM IPUPOABI — UYYK.

Kcrarn, nentpanpHas acTs CTOyHXEH KA ITPEACTABIAET COOO0M B IITaHe
MOZIKOBOOOPA3HYIO AYTY, OTKPBITON 4acThi0 OOpalIeHHOW Ha BOCTOK, a 3Ha-
YHT, 3TOT KOMIUIEKC CEMAaHTUYECKH COBIA/IAET C «BOPOTAMHU OOTay.

I'pexu mpencraBisim XxpaM, Kak oM 00KecTBa, epe]] KOTOPBIM ycTa-
HaBIMBAJICS alTapb. ECii cOEqUHUTE «I0M Oora» U «BOpoTa O0Tra, TO MBI
MOJTy9MM OCHOBOTIONIATAIOMINH /IS TPEYECKON apXUTEKTYpPHl XpaM B aH-
Tax, 00paIeHHBI BXOJAOM Ha BOCTOK C MPEACTOSIINM HEPE]] BXOOM Kep-
TBEHHHUKOM. SIpKUM IpHMEpOM TAKOTO CEMaHTHYIECKOTO Pa3BUTHS SABISET-
cs rpeko-axemenunckuit xpam IV — 111 BexoB B Okce (Baxm) (ITuawkss,
1991, c. 145), packomaHHBIA apXEOIOTHICCKON IKCIICIUITNEH MO PyKO-
BoACTBOM b. A. JIutBuHCKOTO. BOCTOUHAS YacTh XpaMa SBISUIACH BXOJOM
It OOTOB, Kak 3T0 ObLI0 B admHCKOM [lapdenone, 3amamgnas — s cMep-
THBIX JFofiel. IMEHHO 3Ty cuCTeMy NPHUMEHSUIH ¥ B BOCTOYHBIX Xpamax.
IIpumep: xpam ArTKOp — Bar (Xpam-ropa).

YV gyBarmieit ueTsIpe yIina 31aHus Ha3eIBaIOTCS cTost0aMu. UeTrIpe cTod-
0a meprKaT KpBINIY, CHMBOIH3UPYONTYI0 He00. B XyppuTCcKuX npemaHusm,
o yriiaM MUTaHHHICKON UMITEPHH HAXOIUIIHCh Y€THIPE CTONI0A, TTOIITHPAB-
mme Hebo. Pacax Xxpama B aHTaX UMeEET Ty ke cuctemy. [IpsMoyrompHHK
1athopMBbl Xpama — 3eMHas TBep/b, Y€THIPE KOJIOHHEI (pacaza CHMBOIN3H-
PYIOT YeTHIpe CTOJI0a, MTOAIEeP KIBAIOIIHEC HE00-PPOHTOH.

B 3aBepmieHue Bcero BIIECKa3aHHOTO, MOYKHO CJIEJIaTh BBIBO: CEMAaH-
THKa, OCHOBHBIE TIPUHIIHITBI CTPOUTENHCTBA U MJIAHHPOBOK aHTUYIHBIX Xpa-
MOB I'PEKOB HaXOAST CBOM MCTOKH B IoMax-xpamax KaBka3za 3 Teic. 10 H.3.,
MOJYYUBIINX TOCTYTIATeNIbHOE Pa3BUTHE B MEPBBIX MECOIOTAMCKUX TOCY-
nmapctBax. B cBoro odepenp, IpeBHIM I'peKaM MPUHAIIEKAT 3aCIyTa B YIIO-
PSAAOYMBAaHWH CYIIECTBOBABIINX /IO HUX IPEBHUX CHCTEM B OPIEP.
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THE INFLUENCE OF ANCIENT TRADITIONS
IN THE ARCHITECTURE OF AN ANTIQUE TEMPLE

Dmitri MADUROV

Russian Federation Ministry of Culture, Moscow

Many significant artifacts of antique and Greek culture, such as the pan-
theon of deities, the mythologies, and navigation, descend from Khurrian
tradition. The Doritos columns on most Greek temples in Tirinf dating from
the 7 century B. C. resemble Miken_columns, and these, in turn, obviously
imitate columns of Minoan temples, which were erected by the Khurrians.

According to Vitruviys data, after the Greeks captured Ionia they con-
structed a Diana temple giving female proportions to columns and ringlets to
capitals. But the Hittites, who possessed Ionia land in an antiquity, repre-
sented the sky with marks having spiral curls above mountains, columns
with imperial seals. A similar mark representing the sky has been found by
archeologists on ceramics from the ancient Transcaucasian culture.

In creating the Ionian column, Greeks adopted the «world tree» scheme
of the Hittites, with four volutes being branches on four parts of the world,
and the fifth being an axis of the column. The typical stand-alone cult col-
umn had a similar symbology, but columns in the colonnade mass of a tem-
ple had the additional symbol of a sheaf of oblational plants. These symbol-
ize fruits from the fields which sustain divine life and wandering souls as
they pass through the world of shadows.

The Tuscan order of Vitruviys is an element of Etruscans culture, and,
in the opinion of I.M. D’jakonova, Etruscans are khurrian-speaking people.
However we would like to point out that eolian order is also of Asian origin,
as evidenced by analogous in representations in the Etruscans tomb Bandi-
taccia and by reliefs in a tomb in Cerveteri.

Later corinthian columns near Vitruviys were created by the architect
Kallimahys and inspired by the image of a basket. The basket was penetrated
by acanthus and symbolized giving a young maiden to the order. In the col-
umn capital of this order we see the symbolic curls of “a world tree” and a
sheaf of grasses. This work of Kallimahys was based on ancient tradition.

Stone orthostates in an Artemida Orfia temple in Sparta dating from 9
century B. C. replicated a characteristic attribute of Mitanni khurrians tem-
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ple constructed in an earlier period, and the characteristic platforms under
these temples were used in Mesopotamia everywhere. In the early dynastic
period, temples in the city of Shuara (in the north part of Syria) had open
porticos turned toward the east. These porticoes were like those seen in
layers of the protoliterate period of Tepe-Gawra and, in turn, these can be
traced back to inhabited megarons of Anatolia bronze age.

The Gate Temple (Temple in Vani, 3 century B.C.) consists of three
walls with the open side facing the East. In ethnography, such temples are
called “a gate of the god”.

It should be noted that the central part of Stonehenge represents a
horseshoe-shaped arch, with the open part turned toward the East. This
complex construction also semantically coincides with “a gate of the god”.
For Greeks, a temple represented the house of a deity before which an altar
was established. Thus, the basic template of Greek temple architecture
combined “the house of the god” with “a gate of the god” , with an east
facing entrance and altars standing before the entrance. The entrance for
gods was in the east part of the temple, as in the Athenian Parafenon,
while the entrance for mortal people was on the western side. This system
also applied in temples of the East.

Accordingly to ethnographic and mythological sources, the facade of a
temple antes has the following semantic system. The rectangular temple plat-
form is the terrestrial stronghold, while the four columns of the facade sym-
bolize four columns supporting the sky, or a pediment. Semantically speak-
ing, the main principles governing the construction and layout of antique
Greeks temples were derived from the houses and temples of the Caucasus
in the third millennium B. C., where the forward development of the first
Mesopotamian states occurred.
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CEPI'EN JSITUJIEB:
MMAPAJTOKCBI PEKJIAMHOI'O TBOPYECTBA

Tamvana BYKHHA

CHOXHOCTb MTOJTOKECHHS COBPEMEHHOT'O KPpUTHKA 3aKJII0-
YJae€TCs B TOM, YTO OH I10 CTAPUHKE MBITACTCA aHAJIM3UPOBATH
«CTHUJIb aBTOPa», KTEKCT IPOU3BEACHNS», B TO BDEMS KaK aHa-
JIN3UPOBATH UMEET CMBICII CTPATETHUIO XyJOKHHUKA.

M. bepe

51 coBepIieHHO YO IEH, UTO U IPH HAJIIMYUH BCEX TIPeI-
CTaBUTENEH TBOPYECKOTO Hayaja... HH OIHA U3 3aTedl He
nmony4uia Ovl peanu3anuu, eciau 051 C.JlsaTumes. .. He IpHU-
BHEC CBOIO M3YMHUTEIBHYIO TBOPUECKYIO SHEPTHIO Ty/a, TIE
XyIl0’)KECTBEHHO-TBOPYECKHUX 3JIEMEHTOB OBIIO CKOIBKO
YTOIHO, HO TZi¢ HE I0CTABaJI0 NIABHOTO — OOBEIUHSIIOMEH
TBOPYECKON BOJH.

A. Benya

B 1908 romy ycrpourens Pycckux cezonoB B Ilapwke C.I1. JIsrunes
koppecnoraupoBan «IlerepOyprckoii razeTe» 0 CEHCAMOHHON TpeMbepe
«bopuca I'omyHOBa»: «B Xyn0XeCTBEHHOM OTHOIICHHWH BIICUATIICHHE OBLIO
Takoe, CIOBHO Haxomumibcs B batipotite. [IyOnrka OykBagbHO HE ABIIIANA
10 mocneaHer Hotel. Takoro 6marorosenus [laprk eiie He Buaen».! Cpas-
HeHue ¢ ballpoWTCKUM TeaTpoM — 3TallOHOM OTIEPHBIX TOCTaHOBOK B EBporie
koHMa XIX — Haganma XX Beka — He OBIIO IPEYBEITUICHUEM: OU4EBHIITHI «bo-
pHca» ONHCHIBAIIN OMIEIOMIISIONINI ycreX ne0rTa pycCKoi ormepsl 3a rpa-
HUTIEH, TIOJIOKUBITUN HaYaI0 TPUyM(aIbHOMY MIECTBUIO COYMHECHHS My-
COPT'CKOTO 110 €BPOINENCKUM ClieHaM U BceMupHo u3BectHocTH [Ilansnuna.
[Ipecca koHCTaTUpOBaja BOCTOPKEHHBIN IPUEM, OKa3aHHBIN COTUCTaM, XOPY
MapunHCckoro Tearpa, pexxuccepy A. CaHWHY H IeKoparopaM. DHTY3Ha3M
MapMKCKON MyOJIMKH, 0moOpeHre My3bIKalbHBIX apoutpoB K. Jlebroccw,
I1. Jlamo, I1. Irokxa, P. Pomrana u koHTpakT, 3akimodéHusi ¢ Grand Opera,
OTKpBIBaNN [lsTHneBy OnecTamiie MepcreKTUBh U JaTbHEHITNX JeMOH-
cTparuii pycckoi onepsl Ha 3amane. M 1eiCTBUTENBHO, YKE B CICAYIOIMEeM
roJly TpOCIaBlieHHas MATHIIEBCKas aHTpenpu3a BepHynachk B llapmik,
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CYIIEHCTBEHHO CMEHHB penepTyapHbIii Kypc. Pycckast My3bika B 5TOM ce30He
ObLTa TpeAcTaBiicHa OOMMUpPHON OaNETHOW MpPOrpaMMOMN, OMEPHBIN Ke
penepryap poccuiickuii umnpecapuo orpaHudui «IICKOBUTAHKOM»
H. Pumcroro-Kopcakosa n pparmentamu «HOnndm» A. Cepoa u «Pycianay
M. I'muHKw, a B TOCIIEAYIOMINE TOABI €IIIe Pexe 00paraics K OnepHOMY JKaHpY.

[lepeopuenramms opranmzaropa «Pycckux ce30HOB» KaxeTrcs eme 00-
niee HeoObsICHUMO# Ha (oHe HaOMomacMol moBceMecTHO B EBporie Hawanma
XX Beka TUCKPEIUTAINN aKaIEMUIEeCKIX OaJIeTHRIX Tpaauiui. Tak, B OTIH-
Yre OT OTIEPHOM, OaseTHast Tpyna MapurHCKOTO TeaTpa Ha MOMEHT OpTaHH-
3aIli¥ aHTPENPU3BI UCTIBITHIBAJIA JEPHUINT B KBATH(UIIIPOBAHHBIX ITOCTAHOB-
IUKax U HOBOM perepTyape, a Oymymmid xopeorpad «Pycckoro Gameray
M. ®okuH, HaAXOISICh Ha ITOICTYIIAaX K CBOCH pedopme, cMOT MPEIOKUTh [ -
THJIEBY JIUIIG /1Ba TOTOBBIX counHeHus («Llonennany» n «IlaBumson Apmu-
IeD»). Bo ®pantmm ke KpaHssS HEMOMYJIIPHOCTh aKaJeMIIecKoro OajieTa B
CpaBHEHHH € Topa3io 0ojee akTyaaIbHBIM OTIEPHBIM KaHPOM ITOBJIEKIIA pa3phIB
koHTpakra Grand Opera c JlaruneBeiM. @ypop Pycckoro GameTHOTrO ce30Ha
1909 roxa, mpeB3omeAmnii ONepHBIA TPUYM), BIIOTHE ONpaBIal PUCK aHT-
peripeHépa, 00ecIIedrB ero IpeIPHSTHIO ITOCENTaeMOCTb Ha ITPOTSHKEHNH ITOC-
nemyromux 20 JeT, oqHAKO He MOTHBHPOBAI, a, CKOpee, yCyryOuIl mapajok-
CaIbHOCTBH JIATTIIEBCKOTO BRIOOPA M €TO HEOXKHIAHHOTO PE30HAHCA.

HeomHokpaTHO MpHUBIEKaBIINI HCKYCCTBOBEIOB (PEHOMEH «KOMMYHH-
KabenmbHOCTI» «PyCCKHX CEe30HOBY» MHCHUPUPYET OCMBICITHTD 3aMBICEI HM-
mpecapmo B conuonparmMarindeckoM kitode. [lomoOHas Momens uecienosa-
HUS, TPaKTUKyeMas Kak 3apyOe)KHOU, TaK M OTEUECTBCHHON COIMOJIOTHEH
HCKYCCTBA’, MHTEPIPETUPYET MPODECCHOHATBHBIN MPOCKT KaK MAKMUKY
ycnexa, HaPaBJIEHAYIO Ha JJOCTHKEHNE BBICOKOTO COITMAEHOTO PEUTHHTA,
a TMOMYJIAPHOCTD, MPECTHXK, KOMMEPUYECKYIO YCIIENTHOCTh U KOMITETEHTHOE
Mpu3HaHue NPOoPEeCCHOHATIOB — B Ka4eCTBE KPUTEPHUEB COUUANbHOI nepc-
ReKmueHOCmU aBTOPCKOTO AUCKypCa, ONITHMATBHON peann3alui BO3MOX-
HOCTEH, NpeI0CTaBICHHBIX CUTYyalUEH.

[To yTBeprkneHIIO OpUTaHCKOTO HCcTOprKa D. X00cOayma, CAMITTOMOM KYITh-
TYPHO-MCTOPHUYIECKON 00CcTaHOBKHU pyderka XIX — XX BEKOB CTaI0 HAYAIO HAyY-
HO-TEXHUYECKOU peBomonu. @opcrpoBaHHbBIN BUTOK MTPOrpecca 03HaMEHOBAJI-
Csl HOBBIMH JTOCTVDKEHUSIMH HAayKH, KOTOPBIE IEMOHCTPHPOBAIICH Ha BeceMupHBIX
BBICTaBKaX KaK ITOKa3aTeNTb SKOHOMIIECKOT0 TpruyM(a eBpOTIeHCKIX TOCYAapCTB.
Bot HemomapIi crimcok uzoopemeruii, BHEAPEHHBIX B IPOMBIIIIICHHOCTS C Hava-
na XX Beka a0 ITepBoit MupoBo#t BOMHBI:



254 Tamvana BYKHHA

1901 — pacTBOpUMEIT KOde, Oe30macHas OpuTBa, TPOIUIEHOyC, oreparus 1mo
yAAJIEHUIO0 MOPIIIMH, CIIyXOBOM ammapar, JIeTCKUi KOHCTPYKTOP;

1902 — >nexTpudecKuii MbUIecoC, TYPUCTHISCKUA aBTOMOOHITEHBIH IIPHIIETT,

1903 — marauTodoH, CHOTBOPHOE, YIIUIHAS TeleQoHHAs OynKa;

1904 — naxeTnky 111 OBICTPOM 3aBapKH Yas, TEPMOC, DIIEKTPOMHUKCED, TaM-
Oyprep;

1905 — mumnepwusi, HEOHOBAS peKIIaMa;

1906 — cTupansHas ManTuHa, MOJIOKO B KAPTOHHOM YIIaKOBKE;

1907 — mororiee cpeacTBO, MapOXOABI-IAWHEPHI MIOBBITIICHHOTO KOM(OPTAa;

1908 — »nexTpudeckuii yTIOT, IIe/uto(daH, OTHOPa30BbIe OyMaXKHBIE CTaKaH-
YUKU;

1909 — >cxamarop B METPO, 3AKHUTAJIKa, JIEKTPOTOCTED;

1913 — nomaniHuii XonoAMJIbHUK, 3aMOK-«MOJIHHS;

1914 — nocynomocyHast MaIlIlHA.

Bo3zpocuras KoHKypeHIIHs Ha MUPOBOM PBIHKE 3aMETHO MTOBBICHIIA PEH-
Ta0eNPHOCTh KOMMEPUYECKIX HOBINECTB M H300pETEHMI 1 TIPHUBENa K BO3-
HUKHOBEHHIO MHOXXE€CTBA «ITMOHEPHBIX» MoHomonui («Dopmy», «PeHoy,
«Xapie MamwH KoMITanmy, « Kumert», «Candpumk», «Ilerncu-koma» u
IIp.), CTICITHATM3UPOBABIINXCSI HAa BBITYCKE YHUKATBLHOUW pomyKiun. HoBbri
COIUANTBHBINA (peTHIT WHAYCTpUATbHOTO 00mecTBa: Ilpeonpunumameinn-
Hogamop — ONEHWBAIICS aMEPUKAHCKUM COI[MOJIOTOM W IKOHOMHCTOM
. lllymMneTepoM Kak IIaBHBIH IBUrATeNb MPOrpecca’ M CUMBOIH3HPOBAT
Takue OOImecTBEHHBIE IEHHOCTH, KaK JOCTIKUTENbHAS OpPUCHTAIHS,
CKIIOHHOCTH K PUCKY, HHIUBUyalIN3M, KPEaTUBHBIN CTUIb MBITIUNICHAS U
BOCIIPUUMYHBOCTH K HOBIIIECTBAM.

OTOT CONMOKYNBTYPHBIN «MHTEPHEP» OKa3ajcs BeCbMa aKTyaJlleH s
JlarmneBa, 03a009€HHOTO MTOMCKAMH CTAOMIILHOTO UCTOYHUKA (PUHAHCHPO-
BaHUs «Pycckux ce3oHOBY. Upe3BbIualtHO BHICOKKE MTOCTAaHOBOYHBIE 3aTpa-
THI aHTPETIPU3BI M OTCYTCTBHUE MOCTOSHHBIX MEIIEHATOB OOy K IaTH UMIIpe-
Capyo NCKaTh IKCTPEMaJbHBIE ITyTH OKYaeMOCTH BKJIAJIBIBAEMBIX CPEJICTB.
He nmes npodeccronanpaoro 00pa3oBaHus B MCKycCTBax, Jarmmes, mpo-
3BaHHBIHN KYPHAINCTAMH «POCCHUCKAM OapHYyMOM), OKa3aJcs He3aMEHUM
JUTSL aHTPETIPU3BI OJlarojapst CBOeH JiereHapHoN MPeAPHIMYINBOCTH, OCY-
MIECTBIASA KaK ynpaplieHne (MHAHCOBON M aJMHUHUCTPATUBHON CTOPOHOM
MEPONPHUATHS, TaK U pa3paboTKy e€ pemepTyapHBIX cTpaTernii. MeHTab-
HOCTB K€ aHTpenpeHEpPa BITOJTHE COOTBETCTBOBAJIA IITYMITETEPOBCKOMY 3Ta-
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nony llpeanpuanmarens. Tak, dhaHarndHas menaeycTpeMIEHHOCTh, BCEIe-
J1asi MOTIIOMEHHOCTH CBOMMH HESIMH CBUIETENBCTBYIOT O NAPAHOUOANLHOU
aKIeHTyalnu JTHIHOCTH uMIpecapuo (o tumonoruu K. Jleonrapma) c
MPUCYIIUMHU DTOMY THITY JUOEPCKUMU KAYeCMBAMU U MeHMAIUMemom
uzpoxa.* ®akTel XU3HK J[ArHIeBa 00HAPYKUBAIOT TAKXKe P COBIIAIEHHIA C
paspaboranabpiMu Jx. JlarapamMom OnorpaduaecKuME TapaMeTpaMu Kped-
MUBHBIX UHHOBAMOPOEG: OyIyInii aHTpenpeHEp ObLT MepBBHIM PEOEHKOM B
ceMbe, B IETCTBE HE pa3 Mepeesrkali B APYTOd TOpojl, B CBOEM BOCTIMTAHUHT
WCTIBITAJ UCKITIOYHATENBHYIO POJIh dKEHCKOTO BIHSHUS (MaueXy U TETKH ), He-
CMOTPS Ha CBOHM CITOCOOHOCTH HE OBLI IIEPBHIM YUYSHUKOM B IIIKOJIE, M, HAKO-
HeIl, BRIOpaJI mpodeccrro BHE MO IPHUIIOKESHHS CBOMX OYIyIINX MHHOBAITHI
— OKOHYHJI FOpUANYEeCKHUi pakyasTeT.’ KpearTnBHOCTE «pOCCHICKOTO GapHy-
Ma» MOTJIa OBITh M CIIEICTBUEM TIOTYYSHHOTO UM I0OpUOULECKO20 00pa308a-
HUsA: HECTEPEOTHUITHOCTh MBINUICHUS — OAMH W3 TJIABHBIX KOMIIOHEHTOB
TICUXOJIOTHYECKOI MpodeccHorpaMMBbl IOPHUCTa.

CrnoxuBIIascs peIHOYHAS CHTYyalus MPOBOIMpOBaia JarmneBa Ha BBI-
00p PUCKOBaHHOM, HO ¥ HEBEPOSITHO MPUOBLTFHON B CITydae ycIiexa IKcnje-
peHmHoil («KTUOHEPHO» ) KOMMEPUIECKOM TAKTUKH, CBI3aHHOW C TIPOIBIKE-
HUEM PaJIUKATbHBIX HOBIIECTB.S Pa3MbIIIIISIS Ha/T CBOUM MpeIPHHAMATEIh-
CKHM OITBITOM B EChbMe penakmmu « Timesy (1929), mmmpecapro mpemncras-
151 cBor Ce30HBI B PAy CEHCAIMOHHBIX TEXHUYECKUX M300peTeHHi Toc-
neHero noxyBeka: «HoBas oleHka MOWX TEMEepenTHuX CHEeKTaKiIed — 3To
PSAA BOCKITUIIAHWNA: CIIEKTAKJIb «CTPAHHBII, «IKCTPaBaraHTHBIN», «OTTal-
KUBaromuiy... Ho crekrakib U JoKeH OBITh CTpaHHBIM. S BooOpakaro
YIWBJICHUE JIONEH, KOTa OHU YBUAETH TIEPBYIO 21eKMPUUECKVIO IAMNOUKY
WJTH Y CTIBIIIAIY TIEPBBIN meneoHublll 36YK. MOUM TIEPBBIM 21€KMpUiecKum
360HKOM IS IOHTOHCKOM TyOnuku 0p01H «IlomoBenkue mursickm» u3 « KHA3S
Hrops»».” (Kypcus Besze moit — 1.5.)

Wnest ananTipoBaTh OMBIT IPEYCIEBAIONINX IPOMBIIIIICHHBIX ITPEITPH-
ATHUH MOTJIa BOSHUKHYTH Y J{ATHIIeBa U BCIEACTBHUE CHEeYUDUKU €20 TULHO20
Kkpeamugnozo cmuis. COTIIACHO MCCIENOBAaHUAM TBOPUECKOTO TpoIlecca,
TeHe3UC N300pPETEeHNs U MPOU3BECHI UCKYCCTBA JIeXKaT B TPUHIIAITHAIHHO
pasHBIX cdepax MHTEUIEKTyadbHONW AeITeIhHOCTH. TaK, XylI0XKeCTBEHHOE
TBOPYECTBO 0053aTeIHHO MPEATIONAraeT TeHEPALINIO I8PUCTHUYECKOU MO0,
WJIH, TIO0 OTpeieieHnio M. ApaHOBCKOTO, «Ka4e€CTBEHHO HOBOTO TICHXHYEC-
KOTO 00pa30BaHMs,.. IMHCTBEHHOTO B CBOEM POJIE COETMHEHHS IIEMEHTOBY.
Texandeckne e N300pEeTeHNS HOCAT, KaK IPaBHIIO, KYM)IAMUBHbIL XapaKTep
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U «BO3HHKAIOT Oyaromaps HOBBIM CHOCO0aM KOMOWHAIIUU YyXe
CYIIECTBYIOIINX JIEMEHTOB TEXHUKH U UX MOCTEIICHHON MOIr(HUKAIII».’

YunteiBas psg Ouorpaduyueckux MaHHBIX J{ATHieBa, MOXXHO TIOJIararb,
YTO OH TATOTEN CKOpee K TBOPUYECTBY M300peTarers, 4YeM XyJIoKHHKa. Tak,
MIPUYHUHON MPEKPAIECHHS €T0 3aHATHIH KOMIIO3HUIINEH B FOHOCTH OBLIO, BEPO-
ATHO, HECOOTBETCTBHE XapaKkTepa OJapEHHOCTH MMIIPECAPHO TPEOOBAHIISIM,
TPaIUIIMOHHO MPEIBIBISEMBIM K ITpodeccrn komrnosuTopa. [IpucyTcTBoBas-
mvie Ha UCTIONMHEHUH J{srmmeBbiM B 1894 Tomy cOOCTBEHHOTO COYMHEHUS —
«Criensl y honrana» u3 «bopuca ['omynoBay A. [lymkuna, — yCIOslmana B
MY3bIKe SIBHOE BIHSHHE MyCcOprckoro, pa30aBleHHOE «HTATBSHIIHHOWN 1
yaifkoBrm3Mamu. O4eBUIHO, IS ACATEIFHOCTH KOMITO3UTOpa JlsTrineB He ObuT
B JIOJDKHOW CTETICHN HAZICTIEH ME0PUECKUM 8000DparceHuem, HeOOXOTNMBIM,
no ucciegoBanuw ncuxosora JI. boukapéBa, Ha HadyalbHOM 3Talme
KOMITO3UITNH — (hopMHUpOBaHWH 3aMbIciia. Moyc jke KpeaTuBHOCTH J{srue-
Ba, MPEATIONOKUTENHHO, TPHOIKAIICSA K MEOPUECKOMY MblULAEHUIO, TIPT
KOTOpPOM (DYHKITHH BOOOpPaKEHUS 3aIeHCTBYIOTCS T KOMOWHUPOBAHHS H
TpaHchopMauy 3aMMCTBOBAHHBIX HIEH.

DTa MoeNnb ACHCTBUIN B MPOOJEMHOHN CHTyarliy Obljla MHOTOKPAaTHO
peanmn3oBaHa /[ISTHIEBRIM-MEIIEHATOM, a B €T0 Pa0OTaxX IMOCTYINPOBaHA KaK
JIeSTeNbHOCTD, ITAPUTETHAS XyI0KECTBEHHOMY TBOPUECTBY. TaK, BHITYIIICH-
HBIE TTOJT €T0 PYKOBOJICTBOM HOMepa xypHaia « Mup nckyccrsay (1898—1904)
1 MoHoTrpadus o xynoxxauke /1. Jlesumkom (1902) cranm menespamu ogop-
MUmenbcko2o macmepcmed. B ogHOM ke M3 KpUTHYIECKUX OT3BIBOB JlsTH-
neB chopMyITHpOBa TPeOOBAHUS K 3TOMY BUIY HCKyCCTBa, KOTOPBIE Kaca-
JIUCh KauecTBa PEMPONAYKITHH, BEIOOpa mpudTa, 0QPOPMICHHS THTYIEHOTO
JIUCTa, pa3Mepa WIUIFOCTpallui, KadecTBa Oymaru u meperuiéra u T.1.'° B
OpTaHW30BaHHBIX UM BBICTaBKaX XymoxKHHUKOB (1897—1906) mmmpecapwo mpo-
JIEMOHCTPHPOBAJ, a B CTaThIX ACKIAPHPOBAI HOBOE UCKYCCHIBO IKCNO3U-
yuu, TOHAMAs BBICTaBKY KaK «HEKOEe XYJOKECTBEHHOE MPOM3BEACHUE, HEe-
KYIO TI09MY, SICHYIO, XapaKTepHYI0, a TIIaBHOE — I[EIbHYI0», B KOTOPOH «BCE
YaCTH JIOJDKHBI OBITh 00bETUHEHBI KAKUM-HUOY/Ib BHYTPEHHUM CMBICTIOM). !

JlaruneB Taxke OMHUM U3 TIEPBBIX MPEMTOKIIT TOHUMAHUE KHUNMCHOU
unrocmpayuy Kak CaMoIleHHOTO orryca: « EMMHCTBEHHBIN CMBICT HILTIOCT-
paIyH 3aKIF0YaeTcsl Kak pa3 B e€ MOTHOW CyOBeKTUBHOCTH, B BBIPAKEHUHU
XyIOKHIKOM €r0 COOCTBEHHOTO B3IIIsA1a Ha TaHHYIO TI0AMY, TIOBECTh, POMaH.
Wnnmroctpanns BoBce HE JOMDKHA HU TOTOJTHATH JINTEPATypPHOE MPOU3BE-
JIeHUe, HU CIMBAThCS ¢ HUM».'? AHAJOTHYHO WILTIOCTPAIMH, CBOIO Oest-
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menbHOCMb Kpumuka J{STruiaeB CauTal HCKyCCTBOM, KOHTEHHAIBHBIM TBOP-
YeCTBY XyHOXHHUKA, YTBEPXKAasi, 9TO «KpUTHIEcKas paboTa BOBce He pac-
TOJIKOBBIBAET JIUTEPATYPHOTO TIPOM3BEICHHUS, A JTUIIH OCBEIAET €TO HH/IH-
BUIYaIbHBIM B3DIISLIOM»."> O4eBUIHO, OJOOHOW aBTOHOMHOCTBIO OT
JpaMbl aHTPETIPEHED HANEISIT H 0eKOPpAYUOHHOE 0QOpMIeHUE CReKMaKIel,
OJTHUM W3 TIEPBBIX MPUBJIEKAs K 3TOH 3ajade XyIOKHIKOB-CTAHKOBUCTOB.

ITpoexTupys nporpammsl Pyccknx ce30HO0B, J{drumneB Takxe BOIIOMAl
TIPUOPUTETHBIN TSI HETO KPEaTUBHBIN CIICHApUii: MOTU(UKAIUIO MTPEIIIO-
YKEHHOTO 3aMbICiIa. BOCCTaHOBHTE 3TOT aTOPHUTM MO3BOJISIFOT OIIICAHUS TIPO-
1ecca KOJUIEKTUBHOT'O TBOpUECTBa KoJleraMu umipecapuo. Tak, A. benya
BcrioMuHaN o Jlsrunese: «CaMble HHUIIMATHBBI €T0 BBICTYTICHUH PUHAT-
nexanu He emy. OH OBLT cCKopee Oedern Ha 8bI0YMKY, HA udero. 3aTo OH C
YKATHOCTBIO JIOBWJI TO, YTO BO3HUKAJIO B TOJIOBE €T0 JIpy3eH, B 4EM OH UyB-
CTBOBAJI 3a9aTKH KU3HEHHOCTH. C yIIoeHneM IPUHUMAIICS OH 32 0CYU ecme-
JleHue dmux «He e2o» udei... B3sSB HaBsI3aHHOE NIeNI0 B PyKH, OH €TO
npespawiai 8 c0é, M 9acTo C 3TOTO0 MOMEHTA WHHUIIHATOPHI, BAOXHOBUTEIH
KaK-TO CTYNIEBBIBAJIIICh, OHH CTAHOBHJINCH HCIIOTHUTEISIMH COOCTBEHHBIX
3areit, HO yKe MOHyKaeMble «BoKIEM»».!* (Kypcus Besme moit — T'5.)

3aKOHOMEPHO MPEATON0KHITH, YTO, CO3/IaBasi 0 MIPUMEpy IpOIIBEeTa-
IOIUX WHAYCTPUATBHBIX MOHOIOIHH COOCTBEHHOE «H300pEeTEeHHE)» —
HoBr 6anmer — uMIpecapuo IOJDKEH OB CIeN0BaTh MPUHATOW UM WH-
TEPIPETANMOHHON MOJIENN: AKKYMYIUPOBAHUIO U mpaHchopmayuu
uU3bpaHHO020 NPOMOMund.

Uro xe KacaeTcs MPemeeHTOB CPEIH TeaTPATbHBIX «MOHOIIONU, TO
Ha Hagalio XX BeKa €AMHCTBEHHBIM MHHOBAIIMOHHBIM MPEATPHUATHEM, CO-
MTOCTaBUMBIM IT0 MacmTabaM ¢ JATHIEBCKAM MTPOEKTOM, OBLIT MY3BIKATHHBIH
teatp Puxapna Barnepa B baiipoiite. YHUKaJIbHBIE TTO3UIIMH «YHUCTOTO MO-
HOTIOJIMCTA) BarHEPOBCKOMY «H300PETEHHUIO» 00€CIIeIHBaII IIENbIHA PS KOH-
KYPEeHmHbIX HpeuMyulecme:

— MIPUHITUTTHATBHO HOBBIH 610 npodykyuu — CKOHCTPYHPOBaHHBIH Bar-
HEpPOM MY3BIKalIbHO-TeATPpaIbHBIN X)aHp Gesamtkunstwerk;

— CHeIMaliu3alus Ha OpUSUHALbHOU MmeMamuKe — TepMaHO-CKaHIHAB-
CKO¥ MHUGOJIOTHH;

— BO3BE/ICHUE IS TOCTAHOBKH «IIPOU3BEICHHS HCKYCCTBA OyIyIIIero»
CneyuanbHo20 3aid ¢ yCOBEPIIEHCTBOBAHHON KOHCTPYKITHEH;

— CO3IIaHUE COOCMBEHHOU WIKObl «BaTHEPOBCKUX» TIEBIOB (Jake Moc-
Jie OCBOEHUS Hacllensl KOMIIO3UTOPA BEIYITUMH ONEPHBIMH CIIEHaMH Oaii-
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POUTCKOE UCTIOTHEHUE, HAPSTY C MIOHXEHCKHM, COXPAHSIIO PEMyTaIHIO 00-
pasIoBoTo);

— criemuUUIECKUC npasuia nosedenus s ciaymiareneii (Hampumep,
paHHee Havajo CIeKTaKIel, 3ampeT OMo3/IaHuil U HECBOCBPEMEHHBIX arl-
JIONUCMEHTOR);

— papumemmblii penepmyap — TPUIIATUICTHAN MATCHT HA MIOCTAHOBKY
«ITapcudansy.

MaccoBoe najomMHuuecTBO B balipolT 1 monynsipHOCTh My3bIku Bar-
Hepa y MyONWKH, CpaBHUMAs C SIUAEMHUEH, CTaNH JIYIIIUMHA JT0Ka3aTeb-
CTBaMH ycCIieXa BarHEPOBCKOW WHHOBAIMOHHON cTparernu. OHU MPUBEITH
K OTKPBITHIO B KOHIIEe XX Beka «(pUINAIOB» BarHEPOBCKOW MOHOTIOIHH:
Tpynmbl anTpenperépa A. HelimaHa, racTpOMpPOBaBIICH CO CTICKTAKIIAMH
«Kompmma HubGemynray, a Takke crenuaibHBIX (adpuk B [epmanuu, mo-
CTaBJISBIINX B TEATPHl MUPa AEKOPAIMH OTep KOMIIO3UTOPA, U3TOTOBIIEH-
HEIE 110 OaiiporiTckuM 00pa3iaM. [1omoOHEIe ONITOBEIE SKCITOPTHHIE TOCTAB-
KH «HCKyCCTBa OyAyIIero» CIiocoOCTBOBAIH IIPEBPAEHUIO BATHEPOBCKUX
M3eIui B TOBap MacCOBOIO CIpOCa, COXpaHABIIUMNA B cTpaHax EBponbl u
CHIA cBoif mpHOpPUTET BOCTPEOOBAHHOCTH Ha MPOTHKCHUN HECKOIBKHIX
necsatunetuii. Hammpumep, B [1apmxe TodbKo B CHM(DOHHIESCKAX KOHIIEPTaX
Kononna B xonue XIX — nauane XX Beka COYMHEHUSI KOMIIO3UTOpa MPO-
3Byqasm moutu 400 pa3. B orHomennu ke omep, cam Jarumes B 1900 rogy
3aCBUJETENHCTBOBAJN OUEPENHYIO BOIHY HHTEpeca K TBOpUecTBy Barnepa
Y CTAaHOBJICHHE HOBOTO MCIOJHUTEIBCKOTO CTHIIS. '

OcBenoMn€HHOCTD JlATHIeBa B MOCTAHOBOYHBIX TPAIUIIMSIX HEMEITKO-
TO KOMITO3UTOpa HecryvaitHa. CTaB BarHEpOMaHOM Mocie nocerienns «Jlo-
surprHa» B Bene B 1890 roay u dectuBans B baiipoiite 1892 roma, mmpeca-
PHO BILTOTH IO OpTaHM3alnuu PycCKUX Ce30HOB OBLT MOCTOSHHBIM «IIOTpE-
outenem» My3bIkd Baraepa B Tearpax EBpombl. B Poccun ske oH HEOTHOK-
PaTHO BBICTYIAIT B POJIH TOOPOBOIHHOTO «KOMMHUBOSIKEPAy OaHPONTCKOM Mpo-
IYKITNH, TTyOIUKYS B CBOEM >KypHalie «MHp HCKyCcCTBa» MEPEeBOIbI BarHe-
POBCKHX TEOPETHIECKHUX TPYAOB, padot o HéM @. Hummre u A. JInmranbep-
e U COOCTBEHHBIC PEIICH3UN Ha crieKTakim « Tpuctanay u «I mbeam 60roBy
B MapunacKoM Tearpe. J{esTeNbHOCTh «areHTay Mo pacipoCcTPaHEeHUTO Bar-
HEPOBCKUX COUMHEHMH criofBuria Jaruiena (mepmna-nquieTanTal) maxe Ha,
BEpOATHO, TepBoe B Poccuu ncrionmHerne monomora u3 «llapcudans» Ha cBo-
eM consHOM KoHTIepTe B [lerepOypre B 1893 rony.
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OpHako co3/IaHue JHYHOHN TeaTpasbHOW MOHOIIONHH 0 00pas3Ily Bar-
HEPOBCKOTO TeaTpa aBTOMAaTHYECKH MPOBOLMpOBaIIO JlsTHIIeBa HA KOHKY-
PEHIMIO C COOCTBEHHBIM NPOTOTHIIOM — yX€ CYIIEeCTBYIOUIHM
MOHOTIOJIBHBIM TIpennpustueM. Crenuduky ISTHIeBCKOTO H300peTeHNHS,
OYEBHUIHO, OTIPEIEIIIIa HEOOXOAUMOCTD CO8Mewansb 08a CMpame2uieckux
Hanpagiexus: TPUHATHE BAaTHEPOBCKON MAKMUKU 6HeOpeHUA HOBULECING —
U oughghepenyuayuro'®, crpemicHrue MaKCUMaIlbHO JHUCTAHIIMPOBATHCS OT
KOHKypeHTa MyTEM MapKHPOBKH THAMETPATBHO MPOTHBOIOIOXKHBIX
XapaKTepHUCTHK CBOEH WHHOBAIMU. BOT ocroeubie nynkmbsl cmpamezuu
ycnexa pyccKoro UMIpecapHo.

JsaruneBckoe know how 3aKi09anoch B MPE3CHTAIMH HOBOTO 6udd
UCKyccmea: OCBOSHHUH M PEBOIOIMOHHBIX MTPeoOpa3oBaHIsIX XKaHpa, KOTO-
pbiii B Hadasie XX Beka KOTUPOBAJICS KaK HECO CTOSITEIbHBIN KOHKYPEHT OIle-
pe. Takxe kKak 1 «IIpoOW3BEICHNE UCKYCCTBA OyIyIIero», narmieBckuii Ge-
samtkunstwerk mexmapupoBan pammKalbHOE 0OHOBIEHUE 8CEX CBOUX
KOMHOHeHmo8, IPUIEM, HEKOTOPBIE M3 STUX HOBAIIWH, TPOBOIUMBIE XYIOXK-
HUKaMH-BarHepoMaHaMH, Takke OBLTH TIPSMO WIIM KOCBEHHO MHCITHPHPO-
BaHBI BATHEPOBCKUM TBOPUYECTBOM. Tak, OaleTHRI MUKCT 110 J{ATriieBy mpe-
oJIarajt HCIOJTHEHHE AEKOPaIliii U KOCTIOMOB Xy/I0)KHUKaMH-CTaHKOBHCTa-
Mu. [IepBBIM TakKUM OCYIIIECTBIEHHBIM OTBITOM Oymymux ycrpouteneit Ce-
30HOB OBLIO JeKoparmorHoe odopmienue «['mbemn 6oro» Barnepa, BbI-
noinHeHHoe A. benya u K. KoposunsiM nns Mapuunckoro tearpa B 1901
roay.!” Kpome Toro, M. ®okuH, 4bs HOBAIlMOHHAs Xopeorpadus okazaaach
pematomeit st GopMUPOBAHUS TOCTAHOBOYHOTO CTHIISI PyCCKOM aHTper-
PU3bI, OTKPHITO MTPU3HABAJ OJHUM U3 TTPOTOTHIIOB CBOETO «HOBOTO OajeTay
BarHEPOBCKYIO onepHyIo pedopmy.'® E€ TpaHchopmaliim y3HaBaeMEI:

— Ypa3gHeHue THMHIECKUX 0aleTHBIX GopM (pas de deux, pas de trois
W T.Jl.) pAaBHOCWJIBHO BarHEPOBCKOMY OTKa3y OT apui, AY3TOB U MPOYUX
OTICPHBIX HOMEPOB;

— Pa3paborka HOBOI XOpeorpadudecKoil TEXHUKH B3aMEH TPaIUIIHOH-
HBIX pas aneluTupyeT K MpoTecTy Barnepa mpoTHB KIMITUPOBAHHBIX dJie-
MEHTOB bel canto (Tpeneii, GHOPUTYD);

— OOparlieHne B Ka4eCTBE AIBTEPHATHBHI «aKpOOATHIECKOM» OameTHOM
TEXHHUKE K TTAHTOMHME COOTBETCTBYET AKTHBHOMY TPHUBIICUCHHIO JICKIIaMa-
IIMOHHOM (a HE apHO3HOM ) MEJIONAUKH B oriepax Barrepa;

— HusnoxeHue KynbTa MPUMBI-OallepuHbl (NYyTEM BBEJCHHS
CONBHBIX MYXCKUX TTapTHH U MOAPOOHOM pa3paboTKku mapTuii kopaeda-
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JeTa) aHAJIOTHWYHO BarHEPOBCKOW AMCKPEAUTANNH WHCTUTYTa MpHUMa-
JIOHH | primo uomo,

— OTtMeHa O6anmeTMercTepoM HEN3MEHHO O0paIEHHOH B 3aJT ITO3BI TAHIIO-
pPOB HArIlOMHHAaeT OTKa3 BarHepa OT «KOHIIEPTHOW» TPaKTOBKH OIEPHBIX
BBICTYIUICHHU. "

[Tomo6HO My3BIKaTBHOM ApaMe Baraepa, OTMEHHMBIIICH IpaBO TUKTATa
OTIEpHOTO TeBIIa KOMIIO3UTOPY, B ClIeKTakIsIX Pyccknx Ce30HOB cocTosiach
IMaHCUnayus My3viku, KOTOpas MpeBpaTHIaCh B TIOJIUTOH KOMIIO3UTOPCKIX
sKCTIepuMeHTOB. Kpome Toro, MpakTHKOBAJIOCh COUNHEHHE Xopeorpadun Ha
YK€ TOTOBBIM HETAHIIEBaJbHBIH MYy3BIKaIbHEINH TEKCT (B «KapHaBame»
P. llymana, «3omotom netymke» H. Pumckoro-Kopcakosa u T.11.).

OTKpPBITHIO HOBOW OTPACiA II0y-OM3HEca, OOBCTUHUBIIICH aBaHTAPIHBIC
XYIO)KECTBEHHBIE TEUEHHUS, COOTBETCTBOBAJIO U OCHOBAaHHE NPUBAMHOU
meopueckol 1abopamopuu: ecnu Baraep npeamounTtan paboTaTh ¢ HAYUHAIO-
M TIEBIIAMH, HE «UCTIOPYEHHBIMID) aKaIEMIIECKOH IITKOJIOH, TO «JISTHIIEBC-
KU KOMUTETY TOTIOIHSJICS B OCHOBHOM 3a CUET MPUITIAIEHHBIX aHTPEMpPEHE-
POM MOJIOZBIX KOMIO3HUTOPOB, JkuBomHUcHeB U TaHmopoB (M. CtpaBuHCKOTO,
C. Ilpoxodnena, @. Iymenka, XK. Opuka, B. Jlykemsckoro, H. I'oHuapoBoi,
B. Hwxkwunckoro, M. Pyounmreiin, T. Kapcasunoti, JI. Msicuna, O. CriecHBIIEBOH,
I bamanunBamze, C. Jludaps u ap.). Ota «banetHas (padbpuka» obecrieunna
MOHOTIONHUIO [IATHINeBa 3KCKII03UBHbIM penepmyapom, COCTOSBIINM H3
CHEITATBHO 3aKa3aHHbIX counHeHui (0aneTsl 1. CtpaBunckoro, C. [Ipokodnesa,
K. le6rocen, J1. Mutiio, ®. Ilynenka u mp.) wim nepepaOoTaHHBIX I OaneTa
HeTaHIeBabHBIX npousBenennii («lllexepaszama» Pumckoro-Kopcakosa,
«IIpurnamenne k Tanmy» K.-M. Bebepa), a Takke oTpecTaBpUpOBaHHBIX
KJIaCCHYECKUX ITIeAeBPOB (Harmpumep, «Kuzenb» A. Anana).

OUpMEHHBIM 3HAKOM JISATHUIEBCKOTO W300PETEHNS CTAIH MTPUCBOSHHBIC
«HoBbIM 6aneTom» MOTHBIE «pyCCKUE» akceccyapbl. CeKTaKIH aHTpenpH-
36l J{ATHIIeBa TOpa3miii eBpOTeHIIeB OTKPBITHEM paHee HEM3BECTHBIX KYIIb-
TypHBIX TuTacToB. OTHAKO B IEHCTBUTENHHOCTH «Pycckue ce30Hb) mpenyio-
YKWITH 3aTIaTHON ITyOJTUKE JTUTITH UMUOIHC POCCUICKON KYIBTYPHI («00pa3 s
JPYyTOTOY), IPEACTaBUB OT€YECTBEHHOE HCKYCCTBO HEPO(DUIMPYIOIIIM /IS
HETO >KaHPOM U CIENUalbHO 3aKa3aHHOM nporpammoit. TexHonorus uMu-
KEBOTO TBOPYECTBA MOTJIa OKa3aThCsA NMpPHBIEKATeNbHON I [lsrunesa,
MTOCKOJIBKY HJI€aTHhHO BOTUIOIIANIA N3ITI00IEHHBIN HMITpecapruo KpeaTnBHBIH
CIIEHApWii: MHTEPIPETANI0 N30PAaHHOTO MPOTOTHTIA. J{eaTeTbHOCTh UMHI-
KEBOTO areHTa 3aKIfovaeTcs B pa3paboTke cOOCTBEHHON KOHIETIIMH TIpe-
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3eHTHpYeMOor HHPOPMALINH, OPUEHTHPOBAHHON Ha 3aITPOCHI TOTEHIIHATBHOTO
KieHTa. MHCTpyMeHTapuil ke, UCTIONIb3yeMBbI UMHUKMEUKEPOM, KOoped-

JUPYET OCHOBHBIM NMPUEMaM BOOOPaKESHHS:

20
Mexanuzmol umudicenozuu

21
Onepayuu 6000pasxicenus

Mugonozuszayus — «IBIAETCA MOACTPOIKOMH Mo
yXKe CyNecTBYIONINH B MAaCCOBOM CO3HAaHHUH
mud» (99)

Memagopusayus — «1nna n coOBITHS peaTbHOI
CHTYaIlMH NePeKOIUPYIOTCSA B TEHCTBYIOMIMX JTHI
HOBO# HCTOpUH CO cBOei cutyanuei» (137)

Azzniomunayus — «COCINHECHUE HECOCTHHACMBIX
B PEaIbHOCTH Ka4yeCTB, CBONCTB, YacTeil
npeamMeToB» (64)

Ympuposka «HyXHBIX HaM XapaKTePHCTHK,
MOJTHOCTBIO YXOJs OT XapaKTePHCTHK, KOTOPbIE
HE SBISIOTCSA CHIBHBIMH C TOYKH 3PCHHS
noTpebuTens» (88)

Tunepbonuzayus — «yBeIUUCHUE WIN
YMEHBIICHHE [IPeIMeTa, U3MEHEHNE KauecTBa ero
yacreit» (64)

Manunynuposanue — «nepeHoc BHUMaHHUSA Ha
Jpyroit 06beKT», HEOOBIYHOCTH KOTOPOTO
«IIOJIHOCTBIO 3aTMEBAET AKTYallbHBIH 00BEKT»
93)

3aocmpenue — «oguEPKUBAHUE KaKHX-THOO
MpHU3HAKOBY (64)

AKyenmuposanue — «Kak yTanBaHue
uHdopmManum, Tak U BeimsiuuBanue eé» (130)

Henoapaxaemoe mactepcTBO JlAruiieBa-uMupKkMenKepa npru3HaBain
emé ero coBpeMeHHUKH. HarmpuMep, B Memyapax A. beHya 3adukcupoBan
mporiecc paboTel UMIIPECcApHO HaX COOCTBEHHBIM UMUKEM: «UTOOBI M-
MTOHUPOBATH 3arPaHUIHBIM JIIOASIM, Cepéxa TOBOIBHO yIadHO Pa3bITPHIBAI
Bonbmoro 6apuna, un grand seigneur en voyage (IIyTeIIECTBYIOMIETO BEIb-
MOXy). He mans neHer, oH ocTaHaBIMBAJCS B JIYUIIHX OTENSIX, pa3be3Kal
0 TOPOAY B 3aKPHITOM DKHUIAXKE, OJEBAJICS C OOIBIION M3BICKAHHOCTHIO,
BCTaBWJI B IJ1a3 HE HYKHBII €My MOHOKIIb, HE PacCTaBaJICs C MPEBBICOKIM
IAJIUHAPOM, a2 Ha CBOMX BU3UTHBIX KapTOYKax MpocTaBmil: «Serge de Di-
aghileff»... Koe-u4To B BBIpaOOTAaHHBIX MM I 00IIECTBa» MaHEpax
(ocobeHHO 3a TpaHuIieit) Hac MOKUPOBAIIO CBOMM IIPUBKYCOM parvenu (BbIC-
KOYKW ), HO JJIS 3aTPaHIYHBIX JIIOJIei OH OBLIT OKPYXKEH OPEOJIOM KaKOTO-TO
3aMOPCKOTO0, YyTh JIM HE DK30THUECKOTO OapcTBa — un vrae boyard russe
(Hacrosmuit pycckuii GapuH)».??

CospmaBast ke UMHDK CBoeMy On3Hecy, IsruneB, 0O9eBHUIHO, CHITpall Ha
BO3POCIIIEM B YCIOBHUIX KPH3HCA €BPOMOIEHTPHCTCKOM MapaurMbl HHTEpE-
Cce eBpOTIEHIIeB K SK30THIECKUM 1 IPUMHUTHBHBIM KyJI6TypaM. [1o 3amedanmro
nccnenosarens, ««Pycckue ce30HbI»... CTallil MEPBBIM BCEEBPOIICHCKIM, a
3aTeM M TI00aNbHBIM TPUYM(OM PErHOHAIBHOTO MCKYCCTBA, MEPBHIM
CHMBOJIOM TOTO, YTO «MHPOBasl JCPEBHS» BIACTHO MPEIBABISET MPETEH3NU
Ha JOMHHUPYIOUIME TO3UIUK B MUPOBOH Kyibrype».” CdabpuKoBaHHbIMH
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JsSTrneBbIM UMUK YTPUPOBAJ K30THUECKHE XaPaKTEPUCTHKH OTEUIECTBEH-
HOTO UCKYCCTBa, ACCHMHJIPOBAB TIO/I MAapKOH «PYCCKOTO» OaneTa aTpruOyTh
He3amaJHBIX KynbTyp. Tak, mporpaMMa MepBBIX JABYX CE30HOB Oblia
npencrapieHa, Hanpumep: «Ilomoenkumu isickamu» A. boponuna, «Kieo-
narpoi» Ha My3bIKy A. Apenckoro, C. TaneeBa u np., «lllexepazamoit» H.
Pumckoro-Kopcakosa, «OpHeHTATHSIMID) U3 MY3BIKH PYCCKHX KOMIIO3UTOPOB
u ckaamuHaBoB K. Cunamara, O. I'pura, a Takxke criekrakieMm «llupy, kKyma
BOIILTH B ToM gwrcie «Jlesrmaka» u3 «Pycmana» n «Mazypka» n3 «CycaHuHay
M. I'munkwu, «l'onak» M. Mycoprckoro u «Hapgan A. ImazyHoBa.

Cama e ujest Mpe3eHTHPOBATh N300PETEHHBIN OaJIeTHBIHN JKaHp B Kade-
CTBE IMU/IKA PYCCKOTO HCKYCCTBA KOPPECTIOHANPYET MHA(OTIOTeMe HEMEITKOH
KyneTyphl Gesamtkunstwerk’e P. Baraepa, KOTOPBIH MTO3UITMOHUPOBAI CBOIO
MY3BIKQTBHYIO paMy KaK HaIlOHAJIBHBIN YCOBEPIICHCTBOBAHHBIN SKBHBA-
nent onepsl. OMHAKO HA KOMMYHHKAaTHBHOM YPOBHE BarHEPOBCKHH IPOEKT,
OpPHEHTUPOBAHHBIN TPEX/Ie BCETO Ha COOTEUYECTBEHHHUKA, OTIEPUPOBAI TIpe-
UMYILECTBEHHO MEXaHU3MOM HallMOHAJIUCTUYECKON aruTauuu. J{aruieBckuii
e 0areT n3HaYaIbHO TUTAHUPOBAJICS KaK PYCCKHI «CyBEHHP» Ha AKCIIOPT (He-
Ciy4aitHo aHTpemnpm3a JlsSTuieBa Tak HUKOTAA W He MoObiBaja B Poccum),
MIO3TOMY €TO IEeMOHCTpaIws EBporie HocHa pexiammblil Xapaxrep.

Ha py6ex XIX — XX BeKoB IpHIIENCS MAK PEKIaMHON WHIYCTPHUU B
Espomie u CIILIA, Hadano SKCHepUMEHTAIBHBIX HCCIIEIOBAHNN PEKIAMHOTO
Bosnaeticteus (P. 3etidbepra, B. Mene, E. JIuznuHckoro) u mosiBeHne IepBHIX
PEeKIIaMHBIX areHCTB — TBOPUYECKHUX TPYIII, CO3AAIOUINX PEKIaMHBIE TEKCTHI
o 3aka3y. B koMMepueckol cTpareruy ASTHIEBCKOTO OajieTa peKIaMHOM
KaMITaHWH BCET/a YIeIsuIoch 0co00e BHUMaHWe: Hanpumep, Jarunes 3a60-
THIJICA 00 OpraHM3alluyl MAOIHCUTH yYaCTHUKAM IPEICTABICHHH B JTYHUIIHX
xypHanax [lapmka, a auiy 1 MporpaMMKH CHIEKTaKIIeH 0QOPMITSITH BEIy-
mye XyOOKHUKH aHTpenpu3sl. OmHako aMminiya penpeseHtanta Poccnn Ha
3amage («peKkIaMHOTO areHTCTBA» OT POCCHHCKON WHIYCTPHH 3PEJIHII) I10-
Oyxmano ycrpouteneit PycCkux ce30HOB ciiedosamuv cneyuhuyeckum 3aKo-
HaM PeKlamMHO20 HCAupa U npu Co30aHUU OANemHbIX CHeKMAaKell.

3AKOH I: PexnamHoe COOOIICHIE PACCINTAHO Ha ayTUTOPHIO, TEPBO-
HadaIbHO HE 3aMHTEPECOBAHHYIO B TIOKYTIKE, a, CJIeIOBATENBHO, ¥ B BOCTIPH-
ATAW caMol pekiambl. i mpeaensHOro YIPOIIeH!s Ipoliecca BOCIPHs-
THS peKJIAMHBIE TEKCTHI OOBITHO aKIIEHTUPYIOT HE ayIHalbHO-BepOaIbHBIE,
a 8U3VANIbHble UHHOPMAYUOHHBIE KAHAIbI, YTO W TIO3BOJSIET OCYIIECTBUTH
OayieT B OTIIMYHE OT OTIEPHI.
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3AKOH II: Cornacuo JIx. JIyrny, Bo3aeiicTBrEe peKiaMbl Ha KITUEHTA
MOCIIEIOBATENILHO MPOXOAUT HECKOJIBKO cTanuii.”* OCHOBHBIE 9mansl TOTO
Tporiecca, HEMoCPEACTBEHHO MPEIIIeCTBYIONTHE TTOKYTIKE (A ctivity), MOKHO
MPOCIIENNTh Ha IPAMEpE CIIEKTaKIIeH aHTpenpu3sl Jsarunesa:

Henpouseonvroe gHumanue TyOTNKU TIPUBIIEKATN TaKHe XapaKTepHc-
THUKW TIPEICTaBIEHUH, KaK

— HeoobluHocmb — kKocTioMOB JI. bakcta u I1. Ilukacco, xopeorpaduu
M. ®oknna u mractuku B. Hmxnrackoro;

— CEeHCAyUOHHOCMb — aKPOOATHIECKIX TPIOKOB TaHmopa JI. Mscuna n
BeIcTyIUICHUS Jomazaeh B «XKap-Iltume» M. CrpaBunckoro u «Ilapame»
3. Caru. Ha cencaruio, HeCOMHEHHO, OBIT pacCUNTaH M 3allJIaHUPOBAHHBIH,
HO HE OCYIIECTBICHHBIN 3aMbICET BRICTYIIICHHS TFoOomMITa maprkad . [a-
JIIIMHA B HOBOM amIuiya — OanetHod ponu B «lllexepasame»;?

— CKAHOAIbHOCMb — N3BECTHO, UTO JSTHIIEB OCTAJICS BIIOJIHE YOBIIET-
BOPEH CKaHAATBHBIMU NTpeMbepamu «DaBHay, «BecHbl CBsimmeHHO#» 1 «I1a-
paza» 1 3a BCIO CBOIO TeaTpajbHYIO Kapbepy HU pa3y He MPUOETHY K yCIyTraM
KJIaKepoB, BCEI/a «IIPEANOYHNTass TPOMKHH CKaHIal OTJIa4eHHBIM
arIoIuCMeHTaM». >

CocrosiHue ycmotiuuo20 HUMAaHUs BHI3BIBAECTCA Onaromaps pazHooo-
pa3uio pexiiaMHBIX COOOIEHHI: penepTyapHOMY M CTIJIMCTHYECKOMY
0OHOBIIEHHUIO TIPOTPaMMBI Kax1oro HoBoro Ce3oHa. [lognep:xnBaTs HEOCTa-
OeBaromuii MHTEpEC MyOINKH MIPU3BAHBI U KOMHO3ZUUUOHHbBIE NPUHIUUNDL
pEKITaMHOTO OOpAIeHUs: KpamKocms U Kowmpacmuocms. [Iporpamma nipes-
CTaBJICHWH JSATUIEBCKON aHTPETPU3bI CTPOMIIACH KAK KOMITHIISIIIASA HE CKOITh-
KHX KOPOTKHX CIIeKTakiew B onuH Beuep («[laBmmbon Apmuasny — «Ilomo-
Benkue rackm» — «lIupy»; nnmm: «Becna cesmenHas» — «Cunbuasn — «1lle-
xepa3aga»). CormacHO MCCIeIOBaHMUSIM IIBETOTICHXOIOTHH, IMOIUIO UHTE-
peca CTUMYIHPYET TaKiKe BO3ICHCTBHE CUHe-3€/EHOU YBEMOBOU 2AMMbL>,
BBIOPAHHOM, HaIIpuMep, 17151 0opMITeHHS TIepBOi KapTHHBI «I1lexepa3aas».

Bo3HUKHOBEHNE dicenanus CBI3AHO C CY22eCMUGHBIM 8030elicmeuem
AIIEMEHTOB PEKIIaMbl. DTOT 3P PEKT JOCTHTATICS:

— A8MOPUMEMHOCMbIO PEKIAMUCTO8, 3aBOEBAHHON PYCCKIMH KOMITO-
3UTOPaMM U XyJIO)KHUKaMH Tocje opranuzanuu JsrunessiM B 1906-1907
rojiax BBICTABOK M KOHIIEPTOB B [lapmke;

— CHUdICeHUeM dhheKmUsHOCmMU KOZHUMUBHBIX NPOYeccos TIOKyNaTenen
B pe3yNibTaTe MOBBIIIEHHON WHTEHCUBHOCTH I[BETOBOTO pa3IpaKUTEs.
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Hampumep, oueBuaIeB mopaxana SpKOCTh JIEKOPAITIOHHOTO O(QOPMIIEHUS
«3omororo nerymkay H. ['orgaposoi, «Iletpymkm» A. berya, «Curero 6oray
JI. bakcra;

— 8030elcmauemM Ha IMOYUOHATIbHYIO chepy 3pumenetl, 9TO OBIIIO 0CO-
OEHHO aKTyaJdbHBIM JJIs MyONWKH WHAYCTPHAIBHBIX CTPaH, KOTOPYIO
T. ATOpHO OTHOCWJI K KATETOPUHU IMOUUOHATNbHO20 Cllyuwiamensa. J[ns Takon
ayIMTOPUH BOCIIPHATHE MCKYCCTBA CTAHOBHUTCS «CPEICTBOM... BBICBOOOXK-
JNeHUSI MHCTUHKTOB,... MTOJABISIEMbIX HJIW CIEPKUBAEMBIX HOPMaMu
[MBUITH3AIMN» .28 IMOIMOHAIIBHBIN CITyHIaTe) b 0COOCHHO TOABEPIKEH JIEii-
CTBUIO ncuxuyeckozo sapasicerus. 11omoOHsIH 3 QexT mpon3Boain 3HaMe-
HUTBIC CIIEHBI MacCOBBIX Oe3ymMcTB M. ®oknHa (B «IlomoBenKuX misckaxy,
«lIlexepazane» u T.1.), KOTOpPBIE, IO BOCIIOMUHAHUAM COTPYIHUKA aHTpEI-
pusbl C. I'puropseBa, IPUBOAMIIN ITyOIHKY B DKCTa3.

ITo nccnemoBanuto Kyasryposora 3. dykca, B Ka4ecTBE BO30Y KIaroIIe-
TO cpeJicTBa B pekiiaMHoM kaHpe XIX — Hauana XX Beka Takke TpaJIulliOH-
HO MPUMEHSUTACE dpomuyeckie Mmomuewl.” Cyjisi 0 OT3bIBAM OYEBH/IIIEB, YCIIEX
JIATUIIEBCKOM aHTPENPU3bl BO MHOTOM OIPENEIsUT MPe/jIaraeMbIi €10 U POKHMA
ACCOPTHMEHT JPOTHUECKUX 3pENHI Ha TF000# BKyc. Hampumep, A. benya
BCITOMHHAJI, 9TO BO BpeMs ce3oHa 1909 roma myOIiKy mpUBIIeKal He CTOIBKO
«WBan ['po3sbrity ¢ OnrcrarensbHBM LIansmuHBIM B TIIAaBHOW POJTH, CKOJIBKO
Temas B ouH Beuep ¢ HuM «Kireomarpay co crpuntuzom Mer Pyonmamreiin.
ITocTaHOBOYHBIM «KOHBKOM» M. DoknHaA OblTa pexHccypa Oopruii (B
«lIlexepazanme», «Kieomarpe» u n1p.), BO BpeMsi KOTOPBIX Xopeorpad, mo
3aMedaHuio Kputuka A. JIeBuHCOHA, «mpeBpamian CieHy B TPOMaIHBIN
anmskoB».*’ B «®asre» K. Jlebroccu peqakTop maprkckoi razeTsl «Le Figa-
ro» I. KanpmeT OBII MIOKUPOBAH «HEMPUIHYHBIMHU IBYKECHUSIMI
B.Hmxunckoro.?! Croxker ke crekrakist «Mrpe» ¢ My3bikoit Jlebroccu ObLT
HHTEPIIPETHPOBAH ITyOIMKON Kak TOMOCEKCYaIbHBIH aBTOOMOTpadmuecKmit
manudect [srunesa u Huxunckoro.??

* k%

«Hammo BepuTh, UTO pyCCKUH TearpaIbHBIN IPHHITATI, TIOT00HO batfipoiTy
W TBOpUYECTBY Barnepa, He MOXKET OBITH JTUIITE BPEMEHHBIM yBICUCHUEMY, —
nucan srunes B 1910 roay.** Bepeus o npeanpruHUMareIbCKOR HHTEPIIPETa-
IIUU aHTPETIPEeHEPOM OMBITa OAHPONTCKOTO TeaTpa MO3BOISIET THIIOTETHYEC-
KH OTNPEICIUTh €r0 CTPATETHI0 KaK HepPeHoC NPOPbIGHbIX UHHOSAyuil. >
JelicTBUTENHHO, TPOABIIKEHHUE OTIEPHOTO JKaHPa HEN30eKHO ITOCTABUIIO OB
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ISTHIIEBCKYIO aHTPENPH3y B TIOJIOKEHHE OMITO3UITMOHHOTO KOHKYPEHTA Te-
atpy Barnepa. J{arumnes xe, o0manas peHoMeHATEHON KOMMEPUECKOH HHTY-
WIuei, BeposiTHee BCETo, MPEABUIET, UYTO pyccKas orepa, He UMesl CTOIb
WCKITIOYNTENBHOTO AKCIUIEPEHTHOTO TIOTEHITNANIA, HE CMOXKET BBIACPKUBATH
3Ty KOHKYPEHIIMIO Ha TPOTSDKEHUHM MHOTHX JIeT. B3sTHIN ke mMmpecapro
Kypc Ha TOTaJIbHOE OOHOBIIEHNE KOHIIETIIINY 0aJIETHOTO HCKYCCTBA TO3BOJIHI
Pycckum ce3oHaM cTaTh THAEPOM €BPOIIEHCKOTO MIoy-0n3Heca, TOOMBIINM
peKOpI [UITMTEIHHOCTH MPEeOBIBaHUS WHOCTPAHHBIX aHTpenpu3 B [lapmke.
Bonee Toro, n3dpannas JaruneBsiM KoMMepUYecKas TAKTHKA TTO3BOJIIIIA €TO
M300pETEHHIO Pealn30BaTh NIYMIIETEPOBCKHIA POTHO3 M OCYIIECTBUTE PO
«HAYYHO-TEXHUYECKOW PEBOIIOIII» B TeaTpe, peadmInTHpoBaB craryc Oa-
JIeTa ¥ yPaBHSB €T0 B MIPaBax C OMEPO.

SERGEY DIAGHILEV:
PARADOXES OF PUBLICITY CREATION

Tatiana BUKINA
The Academy of Music, Petrozavodsk, Russia

The presentation of a ballet program in Paris, under the aegis of “The
Russian seasons” by S. Diaghilev (1909), caused a great sensation and stag-
gered Europeans with its discovery of unknown cultural layers. However,
“The Russian Ballet” produced not a symbol, but an image of Russian cul-
ture. The genre was not actually representative of modern Russian and West-
ern art; the repertoire was designed specifically for that troupe. Diaghilev’s
choice for the project was evidently motivated by the specific social and
cultural situation in Europe between the 19 and the 20 centuries.

A scientific and technological revolution in Western Powers had begun
to raise the profitability of new industrial inventions and “pioneer”” monopo-
lies were appearing. Practical demands, the need to recoup astronomical ex-
penditure, and his personal creative style, his disposition to invention rather
than artistic creation, forced Diaghilev to mirror the experience of success-
ful monopolies by founding his own branch of show business — “the new
ballet”. The precedent set by R. Wagner’s theatre in Bayreuth — the unique
“theatrical monopolist” that offered an original conception of opera (Gesa-
mtkunstwerk) — was probably the model for Diaghilev’s innovation.
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At the same time, the risk of competing with his art prototype made
Diaghilev operate with an ambiguous interpretative mechanism, an assimi-
lation of Wagner’s innovative tactics and the creation of a contrary image of
his “product”. “The invention” appeared crossed these two strategies — the
ballet Gesamtkunstwerk — and it allowed the impresario to realize a “scien-
tific and technological revolution™ in musical theatre, which rehabilitated
the status of ballet.
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ITOUCKU AJIBTEPHATUBHOT O ITYTU
B TBOPYECTBE KJIOJA AEBIOCCHU

JIwooev KYIIEI]

Ho o0na eo3mooicnocms ocmaemes y Hac 6ce20a — 803-
MOJICHOCTb VIIOBUMb CESI3U MENCOY SIBNEHUSMU, CEMKA INMUX
ces3ell Modcem oKa3amuvCs peoKou Uil 2ycmoil — 8 3a8Ucti-
MOCIU OM HAULE20 COCTMOSAHUS, OM HAUE20 MHCeLAHUs NO
CcOOCMBEHHOMY NPOU3BONY PACHAACMAMb, YAPOCMUNIb
mup... U kax 6ol Hu 6unace 6 azonuu Xumepa, nopasicem-
HAs 3010MbIMU CIPELamMu, KaK Obl HU COYUTUCH ee PAHbl
KPOBb10 CAMO04eBUOH020, 00HO0OPA3HO20 ObIMuUs, — HUKA-
Kile KOpuu He CNOCOOHbL HU UCKPUBUMb, HUL YHUUIMOJICUNDb
moti ee30ecyujetl JIunuu, Komopas coeouHsien 6CKyIo moy-
Ky ¢ Opy2oii makoul dxce moykou, paou mozo 4mobsl 803-
Huxna Hoes, ne 6ce20a s61s10UAsCs 8 HEL08EUeCKOM 00-
AuYbe u mem bonee MauHCmMeenHas, yem boavuLe 8 Hell Y-
cmoti 'apmonuu.

C. Mamnapme

AHTHUYHO-KJIACCUIIICTCKAs IOMHHAHTA B COYETAHWU C TOCYAapCTBEH-
HO-KYJIETYPHOM IICHTpATN3aIHeH (PPaHITy3CKOH XyI0KeCTBCHHON TP HIIHH
1 €€ BBICOKUM «aCCUMUIIAIIMOHHBIM TIOPOTOM» BO MHOTO O0YCIIOBMIH 000-
CTPEHHOE BOCTIPHSATHE IyBCTBA HOBOTO» B TAPMIKCKON Xy 0)KECTBEHHOMH aT-
Mocdepe «fin de siecle.

OmurneTBOPsIsI CO00# 3amagHOeBpOTIeHCKOE NCKYCCTBO, [laprik sBIsICS
B TO BpeMsl YHHUBEPCAJIbHON MEpOU OIIEHKH BCEX SIBJICHUU MUPOBOM KyIbTY-
PHI, TIONABIINX B €0 «II0Je 3peHns». VICTHHHOE NMpu3HaHMe MOKHO OBLIO
MONYYUTh TONBKO B [lapmke: ObITH m3BecTHBIM B [lapmxe o3Hagamo momy-
YUThH «CEPTUQPHKAT KaueCTBa» U MUPOBYIO cliaBy. Hemapom, Hapumep, pen-
CTaBUTENIN MOJIOABIX HAIIMOHAIBHBIX KOMIIO3UTOPCKHUX KON BocTowuHO 1
Ceseproii EBpomns! (B ToM umcie u Poccun), BBITIIEANTHX HA MEPOBOH TIOA-
HWyM JIUIIb BO BTOpo# monoBuHe XIX Beka, CTpEeMHIIUCHh K JEMOHCTpallUU
CBOETO HCKyccTBa B cronmie Opannun. Camu hpaHITy3sl, KyIbTHBUPYS (e-
HOMEH «IaprKEIeHTPU3May, IOPOX TOAITYIHBAIN HAJl HUM; KaK eIKo 3a-
Metnia JleGroccH 1o MOBOAY TacTposiel 3HaMEHUTOTO HOpBeXkIa J. ['pura B
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[Tapmxe B 1903 romy (mepBble racTpoiid OBLIM MPEpPBaHBI UM JEMOHCTpA-
THUBHO B CBSI3H ¢ «enoM Jpeitdycay): «Dpantun (uumaii — [aprwxy, —J1.K.)
MIPUILIOCH 000MTHCH Oe3 r-Ha ['pura. Ho r-u ['pur He MOXeT, MO-BUIUMOMY,
obotiTuck 6e3 @paHITNH, IT0CKOJIBEKY CETOMHS OH PEUTHIT 3a0bITh IPOUCIIIE-
1ee M repeexai rpaHuily, 9TOOBI TPOTUPIKUPOBATH (PPAHITY3CKUM OPKECT-
pOM, OBUTBIM 0OBEKTOM €T0 CKaHJMHABCKOTO MPE3PeHHsL...». !

[[Iupora BneuaTiieHU#, npearaeMbix XyJA0KeCTBEHHOHM KynbType [1a-
prka pybexa BEeKOB, IUKTOBAJIAa HHCTPYMEHT OIIEHKH TOTO WJIM MHOTO SIBJIe-
HUS KYJIBTYPBI HITH HCKYCCTBA. BBITH «yBUACHHBIM-yCIbIIIaHHBIMY B [lapn-
K€ 03Ha4YaJI0 HE CTOJBKO IMTOKa3aTh MACTEPCTBO B OBJIAICHIH apCEHAIOM €B-
POTIEHCKON KYITBTYPBI, CKOJIBKO — «YOAUBUTH-TIOPA3UTH) MAPIIKaH, TPUBIIEYb
WX BHUMaHHE NCTHHHBIX €BPOIEHIIEB K «HOBOMY» sl HUX. Takas «Todka
0TCYeTa» CIIOCOOCTBOBAJA OIIYIIEHUIO €CIIM eIlle He PaBHO3HAYHOCTH He-
COBMECTHMBIX paHee UMEH U KYIBTYp, TO BO MHOTOM TI03BOJIsIIa HEUTpaIH-
30BaTh OMITO3UIIIIO MEKAY HUMH, TEM CaMbIM, CO3/1aBasi Pa3HOIIBETHYTO «MO-
3aMYHOCTBY, XapaKTEPHYIO IS XyI0KECTBEHHOTO MBIIIUTEHNsT X X BeKa, CO-
SIUHSIONIYIO B SJIMHOW KapTHHE MHPa HECOMIOCTABHMBIC PaHEE DIEMEHTBI.
Bo3MokHOCTH TakoTO COeAMHEHUST HEMHOTO TMOKe OBLTH POJEMOHCTPH-
pOBaHbI B HOBOW €CTECTBEHHO-HAYYHOU KapTHUHE MUpAa.

CnoxuBirascs B Hadasie XX BeKa €eCTECTBEeHHO-Hay4YHas KapTHHA MHpPa
KapauHAJIHHO U3MEHMIIA TIPECTaBICHNUS JTIoneil 0 QyHIaMEeHTANbHBIX OCHO-
Bax Mupo3nanusa. OO0IIas 1 creluaibHas TEOPHsI OTHOCUTEIFHOCTH AJTbOep-
Ta DHHIITEHA 1 KBaHTOBas Teopys Huibca bopa ceirpau mepBocTeneHHy 0
POJH B IEPEOCMBICIIEHUH CTAPhIX HAYYHBIX M prtocopckux uctuH. M xot,
Kak mcan Oprera-u-l'accer o KylsTypHO# CUTYyaIluH pyOeska BEKOB, «IyX ec-
TECTBEHHBIX HayK BUTAI B aTMOc(epe 00IecTBay, TeM He MEHee, CO3IaTeln
HOBOW HAayYIHOH KapTHHBI MHUpa — U DUHIITEHH, 1 bop — HEOAHOKPATHO yKa-
3BIBAJM HA TO, YTO Ha JOPMUPOBAHNE WX HAYYHOTO MBIIIUIEHHS U TeHEPAIIUIO
uyell orpoMHOE BIHSIHUE OKa3ana KyJlbsTypa (B IIUPOKOM ee oHuMaHun).*
CBOW Hay4HBIE OTKPBITHS yUeHBIE OCO3HABAIM MMEHHO Kak (DakT KyJabTYpHI.
OWHIMITEHH, OyTy9IH HE TOIHKO TIPEBOCXOAHBIM (DU3UKOM U MaTeMaTHKOM, HO
Y CKpUTIa4OM-TIOONTeNeM, Ha3Ball TeOprio bopa «HaWBEICIIIEH My3BIKATEHO-
¢TI0 B oOmactu Mbicim».* Cam jxe Bop He3amonro 10 cMepTH MpHU3HABAIICS,
470 (prIocodus B HEKOTOPOM CMBICIIE OblIa €r0 KU3HBIO.

Hay4nsie oTkpbITHS Hauana XX BeKa, IPeJI0KUBIINE YHUBEPCATbHbIE
MIPUHIINATIEI OCMBICIICHHAS MUpPA, BOSHUKIH B YCIOBHSX CHITHS OMIIO3UIINU
HayKH W HCKyCCTBa, pa3yMa W 4yBCTBa, CO3HATEIHHOTO U OECCO3HATENHHO-
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10.5 OTpOMHYIO POJTb B GOPMHUPOBAHIH 3TUX YCIOBHIH ChITpalia pOMaHTHUEC-
ckas KynbTypa XIX Beka ¢ ee CHHTE30M UCKYCCTB U ITPU3HAHUEM TEPBEHCT-
Ba MYy3BIKH B PSIy HCKyccTB. He MeHee 3HaunTeNbHBIM BKIIAI0M B U3ydeHNE
MHpa U YeJoBeka ObUIH mccienoBanus 3. Opetima, A. beprcona, a Takxke
teocodckue padotsl E. bnasarckoii, P. IlltaitHepa n apyrux.

[IpuHIMT ZOTIOTHATETFHOCTH, COSANHUBIIHN KOPITYCKYJIAPHYTO M BOJHO-
BYIO TEOPUH B KBAaHTOBOW (pr3rke, OBLT MpeyiokeH bopoM B kadecTBe YHHBEP-
CaJIbHOTO MpHUHIMMIA MbITIeHUsT XX Beka: bop HaXoaus TI00TBOPHBIM MPH-
MEHEHHE MPUHIIUTIA JOTIOTHATETHHOCTH U B OMOJIOTHH, TICHXOJIOTHH, COITHOJIO-
THH, UCKYCCTBE', HATTISITHBIM ke N300pakeHUeM-CHMBOJIOM TaKOTO TIPHHIIUTIA
BeMKHH (PU3UK TTOJTarajl ApeBHEKUTaickoe coeauaenwe ub u SIH. DtoT npuH-
ITHTI, CBSI3aBIIMH B €AWHYIO KapTHHY MHUPA pa3HbIe — MOPOH MPSIMO TIPOTHBOIIO-
JIOKHBIE — B3IVIIIBI 1 MOIETTH Mupa, bop copmymmposan B 1927 romy, a mmwpo-
KOe IpH3HaHNe B KaueCTBE YHUBEPCAIHHOTO MPUHIIMIIA MBIIUIEHNS XX BeKa
MIPUHIIUIT JTOTOJTHUTEIHHOCTH MOTYYrJI TUIIb HaurHast ¢ 1970-x rogos.

Emte co Bpemen O. KoHTa OBICTPEIN TPOTPECC €CTECTBEHHBIX HAYK B CO-
Ipy>KeCTBe ¢ OYpPHBIM POCTOM TEXHHYECKHUX HOBIIIECTB NCTIOABOIE (hOpMHPO-
BaJl B KyJBTYPHOM CO3HaHMH JIroAei koHIa XIX Beka (M1 0COOCHHO TBOpUe-
CKOH SITUTHI, YbH XyIOXKeCTBEHHBIE (DaHTa3MH OYIUIIN MBI BETUKUX (DH3HKOB
COBPEMEHHOCTH) HOBBIE TIPE/ICTABIICHHS U TIOHITHS O MHIPE, MECTE YeJIOBEKa
B HeM. U Kiox JleGroccn, Ubst MEHTAITBHOCTE CPOPMUPOBAIACh B XYIOKECT-
BeHHOM armocdepe [lapmxka «fin de siecle» u ubst puTypa cTana CHMBOIOM
9TOM KyJIBTYpBI, HHTYUTHBHO YJIOBHJI M TIEPENa B 3BYKaxX TO, UTO DWHINTSHH U
Bop BIOCII€ACTBIH 3areyaryieNd B CTPOruX MareMaTnueckux Gopmyrnax.s

B uckyccre npunyun oononnumenbHocmu SIBCTBEHHO MTPOSIBIISIETCS YKe
B koHIe XIX — Havane XX Beka B TBopuecTBe Kitoma JleGroccu — mepBoro
kommo3nTopa XX BeKa, OT KOTOPOTO BEAYT CBOIO T€HEAIOTHIO MTPU3HAHHBIE
TUAEPBI My3bIKaTbHOTO HCKyccTBa XX Beka: M. CtpaBunckuit, b. baptok, O.
Meccuan, I1. bynes, 3. Bapes, B. JliorocnaBckwii. B XymoxecTBEeHHOM MHPE
JleGroccu (B My3bIKE M €€ BOCIIPHSTHHN ), PABHO KaK 1 B OBITY, COCYIIECTBYIOT —
€000pa3HO MPUHIINITY JOMOTHUTETFHOCTH — TAKHE HECOBMECTUMBIE C TOUKH
3peHHs MPEKHUX MPEICTABIICHUH SBIICHNUS, KaK: MY3bIKa U mexHochepa, npu-
pooda u ypoanucmuiecKuil 1aHOuIAghm, CAMBOIaAMHU KOTOPBIX CTalTH «eCTe-
cTBeHHBIHN genoBek» JK.-XK. Pycco u Ditdenena GamrHs.

Bpewst xunzan u TBopuecTBa K. Jlebroccn — koner XIX-nagano XX Be-
Ka — 3HAMEHYeT cOo0O0# MOAbEeM U PacIBET HAYYHO-TEXHUYECKOW MBICITH B
EBpore, 3T0 Hawanmo «BeKa MEKTPUIECTBAY C €T0 UyAeCaMHt: dIEKTPUIECKH-
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MH JOPOTaMH W TI0€3/aMH, METPO, aBTOMOOWIEM, TH()TOM, KHHEMATOTpa-
tdhom, pororpadueii, 3ByKo3anuchio U Ip. TeXHU3AMMSI CPeIbl OOUTAHUS de-
JIOBEKA SBISUIACH OJHUM U3 Hambosee SPKUX MPOSBICHUH 00IIel TeHIeH-
MU — ypOaHn3anuu cTpa EBporbl.

B stoMm mporiecce @pannus kK Hadany XX Beka 3aHUMaja BTOPOe MECTO
(mocite AHTIIMM) TI0 KOJTMYECTBY TOPOJCKOTO HACEIEHUS U IO BBEICHHIO B TI0-
BCETHEBHBIN 00MXO/I TOPO’KaH TEXHUIECKUX HOBIIECTB (BeIb YK€ IepBast xKe-
ne3Has fopora nossuiiack Bo @paniuu B 1832 rojy, Bcero jBa rojia CIycTs
rmocie ee OTKpeITUS B AHDNH). ViMeHHO Bo PpaHIMK TPOBOIUINCH MTOYTH
Bce nepBbie Becemuphsbie BeicTaBku 1867, 1873, 1889, 1900 romos. Texuuue-
CKMMH JOCTOIIPUMEUaTeIbHOCTAMU BhICTaBKH 1889 roma, KoTopas mpousBeina
OrpoMHOe BIieyareHnue Ha Jle0roccn, Opun ABMKYIIHECS TPOTyaphl Bo J{Bopiie
Wunycrpun n Diidenena 6amras (cumBoi [lapmxka ceromns). A Ha BeicTaBke
1900 rona, HazBanHOM «TOrM Bekay, MUPOKON MOMYJISAPHOCTHIO TOJIH30Ba-
JIOCh OTPOMHOE «KojIeco 0003peHus» (93 MeTpa B JuaMeTpe).

Vxe B koHIte XIX Beka DiidereBa OanrHs cTajga CHMBOJIOM YpOaHHUCTHYE-
CKOlt apxuTekTypsl bymaymiero. Ho HanOosee sipkue nposiBieHus ypOaHm3Ma B
HCKyCCTBE Hadarna XX Beka Tarke accorumpyrorcs ¢ Opanmueis: «Ilacugpuk-
321» A. Onerrepa u «bomepo» M. PaBens — B My3bike, IPOEKTHI 1 Topoza Jle
Kop6ro3ne B apxutekType, KapTHHB M. YTpruio u @. Jlexxe — B KUBOMHCH.

SBHas renaenys OpaHnnu K ypOaHU3MY, BEPOSTHO, CBSI3aHA C TEM, UTO
o knaccudukanun H. ['ymuneBa gpaHiy3ckast KyJapTypa OTHOCHUTCS K KyiTb-
Typam, pactioJIOKEHHBIM B YpOaHUCTHUICCKOM JTaHmmadre. Ypoaruzarus Gppan-
ITy3CKOM KyJIBTYpbl UMEET JaBHIOIO MCTOPHIO W MHOTOYHCIIEHHBIE (haKTOPHI,
CIOCOOCTBOBABININE 3TOW TEHICHIIMU: 0CO00€ Pa3BUTHE CTPYKTYPHI TOPOIOB
C UX OOIIMPHBIMH MPEIMECThIMH, KOHIIEHTPAIIHS PON3BOZICTBA U €€ BBICO-
KU ypOBEHB, OOJIBIIIOE 3HAUEHHE IEHTPATN3AIIH TOCYIapCTBEHHON BIACTH
(maumnas ¢ JlronoBuka XIV) u oueHb CHIIbHOE BIFSIHHE CTONHIIEI — [laproka.
Opaniry3ckas KyJabTypa, IO CYIIECTBY, 3TO AaXe He KYJIBTypa TOpOIOB, a KyIIb-
Typa Ilapmxa, OTHIIETBOPSIONIETO COO0i HCTHHHO (QPAHITY3CKAN TyX.

[MTapwmwxckas kynmeTypa amoxu «fin de siecley» ¢ ee acCHMUISIITIOHHON TTPH-
pO/OiA, CO CBOMCTBEHHBIMH €1 3CTETU3MOM U JyXOM KYJIBTYPOKpPATHH CIIO-
co0CTBOBaJIa MIMPOKOMY TTOHUMAHHIO YPOAHHCTUYECKOTO Meii3aka, BIIEpBhIe
MTOSIBUBIIIETOCS B )KUBOTIMCH MMITIPECCHOHHUCTOB. B X mei3axkax CymecTBy-
eT monudouus ypdbannsMa u Japamadra. «B ormuame ot Mumre ninn Kyp-
6e», — kak yrBepxknaet W. Kanutrnna, — «MIpeccCHOHHUCTHI OBLITH TOpOXKa-
Hamu. J{axe eciu OHU W ceNmmInCch B mpuroponax Ilapmka mim gepeBHAX B
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€ro OKpyre, TO BO MHOTOM COXPAaHSJIN B3IVl TOPOKaHMHA HA TMIPHUPOAY U
yenoBeka... JKu3Hp ropoja Kak eJ0CTHOTO OpTaHu3Ma... TOCTOSHHO BOJTHO-
BaJI UIMITPECCHOHUCTOB. OHH OTKPBUTH 0C000€ 04apOBaHUE TIPUTOPOTHBIX
neiizaxel, yBUIEHHBIX UMEHHO TJIa3aMH, «BBIPBABIIETOCS Ha BOJIIO» TOPO-
aHuHa».” TakoBBI, HAPUMED, PEUHBIC TIeH3aXH (Pa3HOBHIHOCTD MAPHHBI)
DO. Mane u K. MoHe, yBHICHHEIE 3pUTEIIEM CIIOBHO U3 CKOJIB3SATICH 1m0 Tem-
3¢ wim CeHe JTOIKe; WK 3HAMEHUTHIN «bynsBap Karmrymuaok» Mowe, e ¢
BBICOTBHI «IITHYBETO TTOJIETa» TOPOICKON B CTAHOBHUTCS BIPYT TIOXOXKHIM Ha
MPUYYATINBOE PACTEHUE HITH JTY>KaHKy ¢ HEOOBIYHBIMH IIBETaMH.

Wnest mmpoko IOHUMaeMoro ypOaHHCTHIECKOTO Teii3axa Oblta peann-
30BaHa M B KOCMaHHOBCKO» pekoHCcTpyKInH [laprka (1852-1873). Hapsmy
C TIOSIBIIEHUEM TIEPECEKAIOIINX BECh TOPO JITUHHBIX, IPSIMBIX YIIUI-KOPH-
JIOPOB PACITUPHIICS U «3ETIEHBIHN TOSICY CTOIHUIIHI 32 CUET YBETNICHHUS KON~
yecTBa OyJIpBApOB U CKBEPOB U IIYTEM BKIIIOUEHHS B TOPOACKYIO CPENy IBYX
KPYTIHBIX JIECOTTIAPKOBBIX KOMIUIEKCOB: BeHceHckoro Ha BOCTOke U byioH-
ckoro — Ha 3amaje [lapuxa.

st JleGroccn — omHOTO M3 Hanbosee IPKUX MPEACTaBUTENEH XYIOKECT-
BEHHOM 37T TH DpaHIAN TOH ATIOXH — TOMA(OHMS yPOAHUCTHIESCKOTO U TIPH-
POIHOTO HaYaJ CTajla OCHOBOW €ro 0co0O0T0 IETOCTHOTO BOCTIPUSTHS MHpA.

Kion JleGroccu Ha3pIBaJ ce0s «TOPOICKHM YEIIOBEKOMY, a etnie 1 8-Tumer-
HUM IoHOIIIeH To0kIBaB B Poccuu, oH 01T oxapakrepu3osad H. pon Mekk B
nmrchMe K YaKOBCKOMY KaK «HACTOSIIINNA TApKCKU gaminy. Jlebroccn He
Jiesiaj MIChbMEHHBIX MMPU3HaHMH B 1100BH K [laprky, HO, ye3xkas, OH Bcerna
CTpPEMILICS BO3BPATHTHCS B «3TY Y KaCHYIO TAPIKCKYIO MOTomy». Takas «1eH-
TPOCTPEMHUTETHHOCTE)» CTAHOBHUTCSA XapaKTEPHOW AJISi KOMIIO3UTOpPa yXKe C
1885 roga — BpeMeHH NpeObIBaHUS €ro, Kak PuMmckoro ctunenanara, Ha Bui-
ne Mennun. B mucemax 1885-86 romos k O. Banne tonbiii Kiton sxamyercs
Ha JYIIEBHYIO JMCTaPMOHHIO, UCIBITEIBAEMYI0 UM B UTanmnu, u crpemMuTtcs
XOTh Ha MecsI mpuexarh B [lapmk. BepHyBmucs ke B koHIIe arpens 1886
ro/ia U3 TPEXMECSIHOTO «ITAPMKCKOTO OTITyCKay, [lebroccr B CBOeM IEpBOM
MMACHEME K TOMY ke anpecary (0T 5 Mas), cpaBHUBAI cBoe mocerieHne Chk-
CTHHCKOH KaITeJyIbl CO CTOHOM YeJI0BeKa, KOTOPOTO TamlaT Ha S11ad)oT, 1 BHOBb
moJaepKuBai: «/Jla, Bce 3T0, KOHEYHO, XOPOIIIO, HO COJIHIIE, AePEBhS — BCE
3TO MOXHO HaiTH 1 B [lapmke. MoxeT OBITh, OHH TaM M HE TAKOTO XOPOIIIe-
TO Ka4ecTBa, KakK 371eCh, HO 51 UMH JIOBOJIEH U Jake Haxoxy, 4To B [lapmke
OHHM JIydIlle, YeM 3/IeCh, a YTO KacaeTcs IIeJeBPOB, TO, K HECUACTHIO, OHU
HPaBWJINCH OBl MHE HECPABHEHHO OOJIBINE, €CIIM O HaXOMMINCh TOXKE TaM...



IIOHCKH AJIBTEPHATHBHOI'O IIYTH 273

TOT/Ia, HAKOHEIL, 51 IPUTION3 ObI TOCMOTPETH UX JiaXke Ha KoeHsx».'" U uepes
MIATHAZATH JIET TOCIE ATOTO «KPHKA YT, BO3BPATUBIINCH U3 CBOETO TypHE
1910 roga mo ABcrpo-Benrpun, xommo3utop npemtaraet JK.-XK. O6pu (B
nicbMe oT 8 ssuBaps 1911 roga) «BCIIOMHHUTH TaKXKe, YTO «HHUTIE TaK HE XO-
poto HaM, Kak B [Tapmke».!!

JleGroccu OBLT CBOMCTBEHEH THUIIMYHO YPOAHUCMUYECKUL 00paA3 JiCU3HIUL,
KoTza 0coboe 3HaYeHrE IprodpeTaeT (hakTop OOIICHHS ¢ €0 MOOMIEHOCTHIO,
KOHIICHTPHUPOBAaHHOCTHIO, HHTEHCHBHOCTBIO M pa3HO0OpasueM. B xorie 1880-
x 1 Hagasre 1890-x romoB KOMITO3UTOP OBLT 3aBCETAaTaeM apTHCTHICCKUX Ka-
(e u xkabape Ha MoHMapTpe; 0OIIEH3BECTHRI €T0 OOIIMPHBIE 3HAKOMCTBA TI0
«Chat Noir» ¢ TIpeICTaBUTENIAMHI Pa3TMIHBIX TIPO(hECCH, U HE TOIBKO apTH-
cTHYecKnX. ATio(he030M MOPa3UTENBHO TEPITUMBIX CyXIeHuit Jledroccu o My-
3BIKE TyXOBBIX OPKECTPOB U Kade-MaHTaHOB MOXKHO PacCMaTpUBarh BOCTOP-
YKEeHHBIE OT3bIBBI KOMITO3UTOpa O TBOpUecTBe maHcoHke [loms [lempme.

Otromenne Kitona ®paHIry3cKoro K mexHuueckum Ho8uiecmedm CBOETo
BpEeMEHH (TaKXKe SBIIONIIXCS HEOTHEMIIEMBIM IIEMEHTOM yPOaHHCTHIECKOM
cpenbl) OBUIO TOCTATOYHO KOPPEKTHBIM U CIIOKOWHBIM. B CBOMX MUChMax OH
YacTO YIIOMHHAJ SJIEKTPOIIOe3/1a M JIEKTPUIECKOe OCBEICHNE, NCKPEHHE BOC-
XHIaacs kuaemarorpadom, odoxan dororpaduposarbes.'? B anucromspun
KOMITO3UTOPA (TIICbMaX, CTaThsIX, PEIICH3MAX ) 4aCTO BCTPEUAIOTCS CPAaBHEHUS
Y COTIOCTABJICHUS MYy3BIKAIbHBIX BIEYATIICHUH C HOBUHKAMH TEXHUKH — aBTO-
Mobwuiem, MeTpo, mudrom. Tak, HampuMep, TPEACTABIIAA MTaprKaHaM DBap-
na I'pura, /[e0rOCCH-KpUTHK JaeT CIIOBECHBIN MOPTPET KOMITO3UTOPA, 3aMe-
Yast, YTO «ECIH CMOTPETh Ha HETO CIepeaH, TO OH IOXOK Ha TeHHAIbHOTO
¢dotorpadar.'* OcTpoyMHO ONMUCHIBAS CBOU BIIEUATICHHUS OT CUM(POHHYECKON
moasMe! «OKm3Hb Tepost» P. LlITpayca, Jlebroccr Ha3pIBaeT 3TO COUMHEHUE «KH-
Hematorpadueiny, Mpu3HaBas, 4To «9IeJI0BEK... IOCTPOUBIINHN TOA0OHOE TIPO-
M3BEJICHHE, OYCHB HETAJIEK OT TEHUATBHOCTHY. " A [UIs XapaKTePUCTUKHU TOH
qacTH PpaHITy3CKOH My3bIKH, KOTOpas «clienyeT 3a Baraepomy, Jlebroccn nc-
TTOJTH30BAJT BRIPAKEHUE U3 JIEKCHKH MEXaHUKOB, NCTIBITHIBAIOIINX IIOXO CMOH-
THPOBAHHYO MAIIIUHY — «ITAXHET MAcIoM», '

B 1913 roay JleGtoccr OTKPBITO TPU3BIBAET CO3MATENICH HOBOTO HCKYC-
CTBa «HE 0CTaBAThCS T03a/I1 TEHUATFHBIX H300PETEHUIT MEXaHUKOB!», a B K-
Hematorpade BUANT «HUTb ApHagHbBD I OyIyIIEro My3bIKaIbHOTO HCKYC-
cTBa.' B TO ke BpeMsi KOMITIO3UTOP HACTPOCH BEChMa CKETITHYCCKA OTHOCH-
TEIFHO MPUMEHEHUS! TEXHHIECKUX HOBIIECTB B COOCTBEHHO MY3BIKAIIEHOM
TBOpUecTBe. Tak, OH O4eHb €IKO BBICKA3bIBAETCS O «(DyTypHUCTHIECKON MY3BI-
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Ke», KOTopasi, TI0 €r0 MHEHHIO, «IIPETEH/IYET Ha TO, YTOOBI COETUHNUTE Pa3IIind-
HBIE [ITyMBI COBPEMEHHOH CTONHIIBI (HAYMHAS CO CBUCTKA TAPOBO30B M KOHYAS
KOJIOKOJTEIMKOM YeJIOBEKa, TIPEIararomiero CKienBars hapdop) Bo BceoOb-
emutroryto cumMQonuo». 1 nanee npoHnyHO 3aMedaeTt: « 9To O9eHb PaKTHI-
HO JUTSI KOMIUTEKTOBAaHUS OPKECTPa, HO JOCTHTHET JIM 3TO KOT/Ia-HUOY/Ib YI0B-
JIETBOPUTENHLHOM 3ByYHOCTH METAILTY prYECKOT0 3aBojia B ieicTBIU ?».!7 Oco3-
HaBas CBOE BpeMs, «KOTJA TeHW MEXaHWKH ITOCTUT HEOXXHJAHHOTO COBEp-
IIeHCTBay, JleGroccn omacaercst «3akabalieHHs 3ByKa, €r0 MariH, 3aKITF0YeH-
HOW B ITIACTHHKY, KOTOPYIO KaXIbIii CMOXET TPOOyXAaTh MO0 CBOCH TPHUXO-
TH».'8 Crieyst 9TOi MBICIH, OH TIPENIoNaraeT B TAKOM TEXHUIECKOM HOBIIIE-
CTBE BO3MOXKHYIO TIPHYMHY «OCKYJCHUSI TAMHCTBEHHBIX CHII HCKYyCCTBa» U C
TPYCTBIO PE3IOMHUPYET: «CTpaHHO, uTo (haHTa3wmu [Iporpecca mpuBoAAT K TO-
MY, 9TO BBl CTAHOBHTECH KOHCEPBATOPOM». B TakoM KOHTEKCTE €CTeCTBEHHBIM
BBIIISIIAT TIPHU3BIB [leOroccr «ocTeperarbcs MEXaHUKH STOTO YYIOBHIIA, KO-
TOPOE YK€ TONIOTHUIIO CTOJIBKO IPEKPACHBIX BeIei.

YpbanucTudeckas mpodiieMa TeXHH3AIMA UCKyCcCTBa OblIa HE eIUHCT-
BEHHOM, BBI3BIBABIIIEH HHTEpEC Y KoMITo3uTopa. OH HEOMHOKPATHO BBICKA3HI-
BaJI CBO€ MHEHHE M T10 JIPyTUM BOIIPOCaM, BOSHHKABIINM C ypOaHm3amuei
o0rIecTBa: O MOBHIIEHHON KOHIIEHTPAIIMY HaceeHns (CKyYeHHOCTH JIFOIei
B TOPOJIE M MECTaX OT/IBIXA); O B3ANMOOTHOIIIEHHUAX CTOJHIIBI M TPOBUHIIAAITB-
HBIX TOPOJIOB; O TIpo0iIeMe TIOCPEACTBEHHOCTH, COMIPUKACAIOMIEHCS C XapaK-
TEPHBIM 151 ypOAHH3UPOBAHHOTO COIIMYMa HUBEITMPOBAHUEM JTHIHOCTH ",

IIposiBUB cebst TOHKHUM TICHXOJIOTOM U TATBHOBHTHBIM «MY3bIKJTHHBIM TT0-
TATUKOMY, [leGrocc MpUBETCTBOBA SBIICHHE JETICHTPAIN3aIlAN B MY3bIKaIb-
HOM HCKYCCTB€, IPOHUIIATENIFHO TONIaras, 4To 3Ta JeneHTpatn3anms Bo OpaH-
ITMH TTO3BOJIAT AOCTUYb HECKOIBKUX LIENIEH: TFOOMTENN UCKYCCTBA B IPOBHHITH-
ANBHBIX TOPO/IAaX IOTyYaT NHTEIIEKTYaIbHOE YIOBJIETBOPEHHE UITH YAOBIETBO-
pEHrIe CaMOITFOOWIST; YITyUIlIeHHe B TPOBHHITHN BKyca K MY3BIKE, YIIyUIIIEHHE YPOB-
HSl TPOBUHITHAITBHBIX MY3bIKaTbHBIX T€aTPOB OyIeT CII0OCOOCTBOBATH COBEPIIICH-
CTBOBaHHIO OTEpHBIX TeaTpoB Ilapirka, kKoTopbie, HECOMHEHHO, BCTYTISAT B 3TO
«OMaropoHOE COPEBHOBAHHUE, YTOOBI YIEPKaTh IIEPBEHCTBOY. !

ITocTostHHO BO3BPAIIAsiCh MBICIIBIO K poOIeMe HOCPeOCMBeHHOCHU, KOM-
MIO3UTOP PACIINPSIT «0Opa3Hoe ToJe» ATOTo MOHATHA. Tak, B MUChME K JKeHE
Omme B 1910 romy, xapakTepnsys CBOIO KOMHaTy B roctuHuIle Bensr, Jlebroc-
CH YIIOPHO HCTIONB3YET SIMUTET «IOCPECTBEHHAS».” TpeMst roaMu Mo3Ke B
nucbMe K 1013 KOMIO3UTOP, C pa3apakeHueM ONUCKIBas AyX, napsiuii B [1a-
pIDKE, CTOIb HECOBMECTHMBIH C €r0 TOHNMAaHHEM UCKYCCTBa, HEJ[BY CMBICIICH-
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HO Ha3bIBaeT Bce 3T0 «IlocpeicTBEHHOCTHIOM, IPECIEAYIOIIEH €Tr0, 1 KOTOPOM
oH Ooutcsa.? B atom ke romy JeOr0ccH HEOMHOKPATHO IMyOIMYHO BBIPAXKas
CBOE OTHOIIIEHNE K MOCPEICTBEHHOCTH B MCKYCCTBE, C TPYCTBIO M HEMHOTO
HapOYUTHIM (haTaTM3MOM OTMedasi OCHOBHBIE UePTHI IOCPEACTBEHHOCTH: He-
CMETHOCTE, 0€CCMEPTHOCTD U TIOTPEOHOCTh B HEH JTIONei.

Heonnosnaunoe orHomenne [ebrocen k TexHOCdepe caenano BO3MOK-
HBIM «KOHTPAIYHKTHYECKOE COSAMHEHNE» YPOaHU3NPOBAHHON CPEIBI U ITPH-
pomHoro JaHamadTa U B KU3HH KOMIIO3UTOPA, X B €T0 ICTETHIECKIX BO3-
3peHMsX, ¥ B TBOPUYECTBE.

Kuzno

B3anMo0onomHUTETEHOCTD IPUPO/BI M ypOaHH3Ma KaK CyIITHOCTHAS Yep-
Ta MBITINICHNS 00HapykuBaeTcs yxe B AerctBe Jlebroccu. B 1907 roxy pe-
TPOCTIEKTUBHO OIMUCHIBAs CBOM BIiedarieHus o KanHax, rje oH Xui peGeH-
KOM y CBOMIX KPECTHBIX poautenei, Jledtoccn coodmaeT B muchme k XK. Jlro-
paHy: «MoH BOCIIOMHHaHHUSI 00 3TOM MeCTe BOCXOAST KO BPEMEHH, KOTna
MHe OBUIO IIECTh JIeT. I OMHIO TPOXOAMBIIYIO TIEPEN JOMOM KEJIEe3HYIO
JOPOTY ¥ MOpE BJIAJIH, Ha TOPU30HTE, OTYEr0 BpeMeHaMH Ka3ajioch, YTO OHA
BBIXO/IMJIA U3 MOPS HITU Ty/ia yXojuia (TI0 BallieMy yCMOTPEHHIO)». >

Crpemienue ropoxanuHa JleOroccu yexaTb U3 MpadHOTO MHOTOITaX-
HOTO JI0Ma | MOCETUTRLCS TOOIIKe K MpUpoIe peann3oBaioch B 1905 romy,
KOTZa OH 00OCHOBAJICS B 0COOHSKE BOTM3M ByTOHCKOTO Jieca 1 P OXKHIT TaM
13 neT, 1o xoH1a xxu3Hu. HecMoTps Ha TO, YTO JOM HaXOAWJICS HEAAIEKO OT
urnmnojapomMa JlomiaH U OKPYKHOHM >Kele3HOW JOpOTrH, CBEpXBIEUATIUTENb-
HBI KOMITO3UTOP OB IIOCTOSIHEH B HEKHOW MPHUBSI3aHHOCTH K CBOEMY JKH-
nuity. B muceme u3 Jle Myno B 1916 roay k cBoeMy uzparento iopany
Jlebroccu ¢ Hamexmoit coobmmaeT: «MHe He TepIUTCS BEPHYTHCS B MO CTa-
PBIN IOM, CO BCEMH €T0 HEOCTaTKaMH, HETIPHSATHOCTSIMH U TPYOHBIMU 3BY-
KaMM; OH 3HAaeT MEHS JTydIlle, YeM dTa CIy4ailHas JadHas MECTHOCTbH, pa3o-
YapoBaBIllas MEHS U TOJHKO OKa3aBIlasi MHE TUIOXYHO YCITyTy».2> A NEBATHIO
ro/IaMH paHee, B MChMeE K TOMY 7K€ KOPPECTIOHICHTY KOMITO3UTOP 9y Th HPO-
HUYECKH MTOBEPSET EMY CBOIO «KPAMOJIBHYIO» MEUTY — «BEPHYTHCS K cebe U
BHOBB OOpPECTH CBOIO JOPOTYIO OKPY)KHYIO JKEIIE3HYIO IOPOTY, Y€l TPOXOT
MHe OoJiee clalocTeH, YeM IUIecK BOIH».?¢ OHON U3 MPUYHH, YIOBIETBO-
PpSABIIEH B3BICKATENBHBIN BKYC [leOroccH, OBLI0, BEpOSITHO, CBOCOOpa3HOE pac-
TTOJIOYKEHHE JIOMa B TOH «HIeaTbHON TOUKEY, TIe «BCTPEUAIOTCS», HE TIO/IaB-
TSI APYT ApYTa, TOPOICKas U MPUPOAHAS Cpera.
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Camo cTpeMIIeHHe K 3TON «HAeaIbHOM TOUKe» MPEICTaBIIEeTCS BEChMa
HATJITHBIM, €CITH CXeMaTH9IeCKH H300pa3uTh «kapmy npoxcusanusiy Jlebroc-
cu B [lapmxe. PonuBmmch B mpeamecthbe [laprka (To ecTh, OyaydH 1Mo mpo-
HUCXOKICHUIO NCTHHHBIM TaMEHOM) U MPOXKuB 10 1867 roga B Komnmw, ce-
Mbs Jlebroccu mepeesxkaet B [lapmx B paiion Mormaptpa (Vintinille, 11).
o orwesna Jlebroccn B UTamnio oHW, CMEHHB HECKOJIBKO KBAPTHP, KUBYT
okono Bok3ana Cen-Jlazap. Ilocie Bo3Bpamenus B [lapmk B xonre 1886
roga Jlebroccu cHUMaeT Helaleko OT BoK3ayia KoMHary Ha rue de Londres,
42, a merom 1893 mepeezxaeT B kBapTupy Ha ynuie Gustave Dore, 10 (oxo-
o Bangomckoit mmomanu). C 1893 mo 1902 rox JleOroccw XUBET Ha rue
Cardinet, 58 — psimoM ¢ TTOMyTIPUTOPOAHBIM ToTAa paionoM [Taccu. K 1902
TO/Iy OTHOCHTCS TIOTBITKAa KOMIIO3UTOPA CTaTh 3eMJIeBIaieNblieM B buiieHe
(byprynamus), okoHunBIIasics HeynadHo. A ¢ 1905 rona, cmenuB benbaro (0ru3
Bepcains) na aBenro bymonckoro neca, 80, Jlebrocc 000CHOBAJICS cO CBOCH
XKeHOW DMMo¥ BONMM3M byroHckoro eca, mepeexaB B IBYXATaXKHBIA 0CO0-
HAK ¢ canukoM Square de Bois de Boulogne, 24 (ab1HE — aBeHto @opi).

N3 mpenMecths — B caMblii 1ieHTp [laprka ¢ ero ciMBOJIOM YpOAHHUCTH-
YeCcKOro ABMKeHHS — Bok3asoM Cen-JIazap u apTuctuyecknuM agyxomMm MoH-
MapTpa, B COUYETAHUH C PEIKHMH MOIBITKAMU XUTh Ha mpupone (burrew,
bensBio), — TakoB myTh [lebroccu B MOMCKaX CBOETO «MECTa», KOTOPOE OH
JIEHCTBUTEITHLHO HAXOAWUT B 0COOHSKe OJn3 ByltoHCKOTO J1eca — CBO# «IIeHTP
OTIOPBI, PABHOBECHSI, TADMOHUH ¥ €IUHCTBAY.

IIyTte JleOroccu Kk «uaealbHON TOYKE» B TOPU30HTAIHLHOM H3MEPEHUN
MIPOCIIUPYETCS U «TI0 BEPTUKAIM»: OT KOMHATHI B MHOTOKBAPTHPHOM JOME —
K OCOOHSIKY M «CITYCK» ¢ 4-5 3Ta)keil — B cajl CBOETO JI0Ma.

Ota e TeHIEHIH KOCBEHHO OTPa)XXaeTCcs W B MI3MEHEHWH OTHOIIECHUS
kommiozutopa k [lapmxky. Eciau B cepenune 1880-x romos on pBeTcs u3 Hra-
muu B [Tapmx, To yxke B 1898 roay ¢ merkoit 3aBuCThIO K XK. ApT™Many, «XH-
BYIIIEMY B ITPEKPACHOM CaIy Y MOPsI», KOHCTaTUPYET, UTO «OBITh TOPOXKaHHU-
HOM TSDKEII0», 0COOCHHO B ITOXYIO ITOTOY, I CO3HAETCS B MPHUCTPACTHN K
«yHOOHBIM 3aropoaHbIM xuaumam».”’ A 8 1904 roxy JleGroccr BhIKa3al nc-
KpeHHee COYYBCTBHE «OeIHBIM TOpOXKaHaM, KOTIa UM TMPHAETCS 0OpecTH
BHOBB OTOT HPOKIATEIN [Tapmk!».28

Icmemuueckue 63211061

[MomudonnarocTh BoctpusaTus [{edroccn ypOaHN3NPOBAaHHOTO M IPHPOI-
HOTO JIAaHIIA(TOB HAIIA OTPAYKEHUE U B OJJHOM U3 OCHOBHBIX MOHSITHH 3CTe-
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TUKH (HPaHITy3CKOTO MY3BIKAHTA — KICTUHHON MY3BbIKI». Ero IOMCKH «MCTHH-
HOW MY3BIKID» (TO €CTh MY3BIKH ByITyTIiero, «HOBOW MY3bIKI» ) BETUCH OHOBPE-
MEHHO ¥ TTapauIeNbHO B ABYX, Ka3aJIOCh OBI TPOTHBOIIONIOKHBIX, HAIIPABICHH-
SX: My3bIKa — TexHOc(hepa, My3bIka — mpupona. C omHoM CTOPOHBI, TI0 YOeXx 1e-
Huro JleGroccu, «HOBast My3bIKay He JIOJDKHA YCTYTIaTh TEXHUIECKOMY YPOBHIO
COBPEMEHHOTO MHUpa, ¥ KHHeMaTorpad TOKEH ITOMOYb B CO3IaHIN 3TON My3bI-
ku bynymiero. U kak oH 3aMedaet, 4yTh Iy TIUBO, B TuchbMe 1909 rona k JK.-)K.
O6pu: «JIeTo 51 TIpoBe B TEHU OKPY>KHOM JKeJIC3HOH TOPOTH, KOTOPAS ITPOXOIUT
TI0 COCEJICTBY C MOHMM JIOMOM, TIPOHHKIIFCH MBICITBIO, YTO pa3 y’K HEOOXOIUMO
CITyIIIaTh TIEHNE COJIOBBEB, TO TTAPOBO3HBIE CBUCTKM TOPA3/I0 JyUIe OTBEYAIOT
3a/1a9aM COBPEMEHHOTO MCKYCCTBa».? A ¢ JIpyroit CTOPOHBI, OH JICKIIAPHPOBAIT
HICI0 «MY3BIKH TIO]T OTKPBITBEIM HEOOM» 1 HACTOWYIHBO COBETOBAJ My3bIKaHTaM
YYUTBCS y TIPAPOJIBI, YTO TIPUAAI0 OBl MX MY3bIKE €CTeCTBEHHOCTH, BPEMEH-
HYIO TIOJIBIDKHOCTB, BI3YaJbHYIO M3MEHUYHBOCTh, KOMIUIEKCHOCTh OIIYIIECHUI
TIPY COXpaHEHNH B My3bIKE €€ Marui, TAMHCTBA, 330TepuaHOCTH. [ [pr3piBast co-
XPaHUTB 000 IIEHOH BOMITIEOCTBO, IPHCYIICe My3bIKe», JleOrocCcH mpoBo3T-
Jiamaj xpanuTesieM ee TalHbI «Hatil BKycy.

Teopuecmeo

CBoeo0Opa3Ho TpaKTOBaHHBIN JaHAMADT, B KOTOPOM CIICTEHBI KaK J1Ba
JIaBpa — YEIOBEYECKOE-KYIBTOBOC-TOPOJCKOE U MPUPOTHOE, — XapaKTepeH
JUTS My3bIKaJIbHO-TTO3THYECKOTO TBopuecTBa J{eOrocen. Tak, Hanpumep, Bo-
KaJIbHBIN UK «Proses Lyriques» («JImprueckue mpo3bl» ), HATUCAHHBIN TM
Ha COOCTBEHHBIC TEKCTHI, IPEACTABIISAET CO00H uemuvipe muna TakoTo AaHO-
wagpma-neuzasica, BeCbMa pactpoCTPAaHEHHBIX B KAMEPHO-BOKAIILHOM TBOP-
YeCcTBE KOMITO3UTOPA!

1.«O Réve» («O cHe»; mekopallvs ¢ TepOsSMH BarHEPOBCKUX OIEp) —
THUI UCHOPUKO-MUPOT0ZULECKO20 Neli3aiica,

2.«De Greve» («O Gepere»; akBapenbHas 3apHCOBKa Oepera Mops 1o,
BO BpeMs M TIOCJIe ITopMa ¢ PUTypKaMu TyIsIONINX JIEBOUYCK) — THIT Hell3a-
JHea «<MapuHl;

3.«De Fleursy» («O mBeTax»; poMaHTHIECKH TIeH3aX YToIKa Mmapka ¢ IBET-
HUKOM ¥ (DOHTAHOM) — THII HeU3aHca «OPAHMHCEPEU-CAd C (hOHMAaHOM,

4.«De Soirn («O Bedepe»; 0The3 TI0AEH Ha BOCKPECHBIH OTIBIX 3a T0-
PO — BOK3aJIbI, IO€3]1a, TOHHEIH, TOPOKHBIC 3HAKH, ¥ CIACCHHE OT 0e3yMUSI
TOPOJIOB M YENIOBEUECCKHX JAYII — B oOpalieHun Kk anrenam u Jlese Mapun)
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coemeuyenue «(ypoanUCmMuUYecKo2o neu3axncay ¢ «oubneiickumy.®

B cBoem BokanmbHOM TBOpUuecTBe yike B 1890-x romax Jlebroccu memaet
HECKOJIBKO TTOTIBITOK COETMHEHUS YeI0BeKa (M CBI3aHHOW C HUM ypOaHU3H-
pPOBaHHOW cpenpl) M IaHamadpTa. ITOT «CHHTE3)» OCYIIECTBISAETCS MTOCPEI-
CTBOM MOpPs, MOpckux Teizakeid B «Trois Mélodies» «(Tpex memomusxy
I1.Bepnena; 1891), gepe3 xpuctranctBo — B «Proses Lyriques» («JImprde-
CKHX TIpo3ax»; 1894), B 1OXpHCTHAHCKOM, aHTHIYHO-MH(OJIOTHICCKOM Bpe-
MeHHn — B «Trois Chansons de Bilitis» («Ilecusx bumutucy; 1898). ITyTemte-
CTBYsI BITyOb BEKOB ITyTeM OCCKOHETHBIX BOCIIOMHUHAHUH, KOTa BOOOpaxe-
HUE COEMHAET HE TOJIBKO 3IOXH, HO U YeJI0BeKa Topoia C MPUPOTHBIM JIaH-
nmmadToM, Jlebroccr cozmaeT B Hadajae XX BeKa «ITOAMBI ITAMSITHY, HATTOMH-
Hatomue Hoocdepy Teiispa ae lllapmena — BepHanckoro, B KOTOpO# deio-
BEK OCYIICCTBIISIET CBOIO CBSA3b ¢ mpupomoit uepe3 KOCMOC.

Wznrobnennsie 00passl B TBopdecTBe Jlebroccn — sryra, obmaka, Mope,
JIEPEBbS, COTHIIE — MIPECTABISAIOT COO0H HAaOOp OCHOBHBIX JIEMEHTOB BOC-
TOYHOH KOCMOTOHHH. A 0COOBI KOCMOTOHU3M <JIaHIIIA(PTHOW» MY3BIKH
(paHIly3CKOTO KOMIIO3UTOPA C €€ EHTPAIbHBIMA MOTHBAMU MOpA U pac-
meHuil BEI3BIBACT AJUTIO3UH C ANOHCKUM CA008bIM Reli3adiceM, I KOTOPOTO
XapaKTepHBI AIIEMEHTHI CHMBOJIMKH B pacdyeTe Ha BOOOpaKeHHE YeJIOBeKa,
JIOMBICTMBAIOLIET0 TOT WIX NHOHM NeH3ax.

B xoHTEKCTE «KOCMUYHOCTHY JleGroccr 0co3HaBaI HCTHHHYIO My3BIKY
(My3bIKy Bymymiero), 4bu 3JI€MEHTBI «BXOJIAT B cOCTaB beckoHedHOCTH.*
Ero omeHka TBOpuecTBa KOMITO3UTOPOB TakK)Ke MPOXOAHWT CKBO3b MPUIMY
«beckoneunoctu». Tak, nug M.C. baxa u JI. BerxoBena, mo maeHUt0 Jle-
Oroccu, My3bIKa ObliIa «roI0coM BceneHHoi», B OTIHYe 0T HEKOTOPBIX CO-
BPEMEHHBIX KOMITIO3UTOPOB, b€ TBOPUECTBO €TO B IETIOM IOJIOKHUTEITHHO MIPH-
Biekaio (s XK. MaccHe My3bIka — 3TO «Japyomias 4aCTHOCTEY, a @. JIuct
3aMmpocTo O0MIAeTCsl C MY3BIKOH, TIOPOH MPOCTO «caxas ee cebe Ha Kole-
Hu»).** [Tonaras, 4To My3bIKaHTBI HEAOCTATOYHO u3ydaroT «Kuury Ipupo-
IeD», Jlebroccy mpearan UM MPOYHUTaTh €€ HOBBIMH TNa3aMH ¥ TPOHHIIA-
TEIBHO YTBEPXKIAJ, YTO KUCKYCCTBO MOXKET OBITh I[JIe-TO Jajble...».>*

OmryieHre KOCMUYHOCTH B «MY3BIKATBHBIX JTaHmadTax» Jlebroccu kop-
penmupyeT AByM 0COOEHHOCTIM €TO MY3BIKAIBHOTO CTHIIS: CRAMUAIU3aAyUY 1
0Cco00OMY, MeOumamueHo cyobeKmusHOMY 60CHPUAMUIO 6PEMEHU.

KoMmo3uTOp MBICTIIT MYy3BIKQTHHYIO TKAHb CBOMX COYMHEHNN B HOBBIX
M3MEPeHHAX, oboramias TpaauIInOHHOE TSI My3BIKaJIbHOTO MCKYCCTBA TO-
PU30HTAIFHO-BPEMEHHOE Pa3BepThIBAHNE TIPOCTPAHCTBEHHBIM. Hcionb3ys
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B opTenmanHON QakType KpaltHuEe peTUCTPHI U MPUMEHSST MHOTOCIOWHBIE
TEPIIOBBIE M KBUHTOBBIE aKKOP/IBI C UX IIPOCTPAHCTBEHHO-aKyCTHIECKUM d(h-
(dhexToM, JleGroccH co3maBall OIIyIIeHHEe 00beMa, TIprUaaBas My3bIKE CBOE-
00pazHyIo «TITyOHHY-BBICOTY». Takoe BOCIpHSATHE MY3BIKH «C BBICOTHI IITHYb-
€T0 TT0JIETa» aCCOIUUPYETCA C MOTOOHBIM IPUEMOM B TOPOACKHUX Tei3axax
K. IMuccappo («byasBap Moumaptp») u I1. Cépa, KOTOpEIit 4aCTO MIOBTOPSIII,
YTO TIHIIET, KHaYMHAs C BO3AyXa». B cBOIO o4Yepenp, M My3bIKaIbHBIE U )KH-
BOMHUCHBIE MPUEMBI THIOJIOTHYECKH CXOAHBI C HOBBIM IMOHMMAaHHEM IPO-
CTpaHCTBa B ypOAHW3UPOBAHHOM cpenie — B3NS C BRICOTHI MHOTO3TaKHBIX
JIOMOB, KaK OTpa)XeHHE TEHACHIINH K PACIIMPEHHIO TIPOCTPAHCTBEHHOTO JIH-
ana3oHa B IIOBCEIHEBHOM XHU3HHU 4enoBeka KoHna XIX Beka.

3a c4eT peAKoi cMeHBI TAPMOHHH U 9aCTO MIOBTOPSIOIINXCS TAPMOHUYEC-
Kux 00opoToB Jlebroccu popMupyeT onpeeieHHbINA THIT IBMKCHUS B MY3bI-
Ke, I KOTOPOTO CBOMCTBEHHO MPEOBIBaHIE B OTHOM COCTOSHUH ITPH TIOCTO-
STHHOM OOHOBJICHHH — CBO€00pa3HOe «IJICHUE), aHATOTUIHOE OEpPTrCOHOBCKO-
My dureé. DTOT THIT ABMKEHHUS BBI3BIBAET ACCOIMAIIMN M C OCHOBHBIM TIPHH-
IIUTIOM HHIUHCKOTO MY3BIKaTbHOTO MBIIIIJICHUS — «IIPOIIECCYATEHOCTHION, TIIE
Ba)KEH MMEHHO TPOLIECC «Pa3BEPTHIBAHUSY), a HE YETKHUE NCXOIHBIC dIIEMEH-
1oL [IprMeuarensHO, 9TO KOTa KOMIIO3UTOP CTPEMHUTCS TIepeaTh YucTo yp-
0aHNUCTHYECKIE MOTUBBI, TO OH MPHOETAET K MCIOIH30BAHUIO TIPUHIIHIIA TIO-
BTOpa Ha BCEX YPOBHAX METPO-PUTMHIECKON OpPTraHU3aIlH MY3bIKAIEHOHN TKa-
HU, TEM CaMbIM, co3iaBast 3QpPeKT MeXaHUCTHIHOCTH.

[Toucku «anprepHaTrBHOTO My TH» Kitomom Jlebroccu ObUTH TIpOmoIIKe-
HBI B XX BEeKe HOBBIMHU IMOKOJICHUAMH (DPAHITY3CKHX KOMIIO3UTOPOB: TIOCTIE
ypb6anuctuueckoro aermkeHus «llacupuka» A. OHerrep mpuxomuT K «JIn-
Typrudeckoit» cumponun, a O. Meccruad TBOPUT CBOW KOCMOC, COSITHHSIS
XPUCTHAHCKO-UHIUNCKUE B3IJISABI K PUTMBI.

THE SEARCH FOR THE ALTERNATIVE WAY
IN CLAUDE DEBUSSY’S CREATIVE WORK

Lyubov KUPETS

Petrozavodsk State Conservatory, Russia

This paper investigates the problem of reciprocity between urbanism
and the natural landscape in chamber-vocal works of Claude Debussy, in the
specific context of French artistic culture in the 19" and the beginning of the
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20% centuries. It regards the synthesis of urbanism and nature as a character-
izing feature of the composer’s artistic thinking connected with elements of
the eastern culture and cosmogony. The author demonstrates this synthesis
by focusing on two peculiarities of Debussy’s musical style: spatiality and
the new understanding of time
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CEPI'Ed PAXMAHHHOB:
PEJIMI'MO3HASI CUMBOJIMKA U 3BOJTIONUA
KPUTEPUA HEHHOCTHU

Jdwomuna CKADTBIMOBA

Pycckoe mpaBocnaBre HCKOHHO OBLITO CBA3aHO C MY3BIKAJIEHBIM UCKYC-
CTBOM, MY3bIKa BXOIWJIa KaK 00sI3aTeIbHBIN KOMIIOHEHT B 00psa OOToCITy-
skernst. OCHOBOIT LIEPKOBHOTO [IEHHs CTal Tak HasbiBaeMbiii SHAMEHHbBIN
PACIIEB, sBuBmImAiics sspualitimM HAITMOHAIBHBIM IJIACTOM OTCYECTBEHHOM
MY3BIKaITbHOW KynbTypbl. Hanbosee mmpokoe pa3BUTHE TPAIUIUSI PYCCKO-
TO MY3BIKaJIFHOTO CPETHEBEKOBhS prodpena Ha pyoeke XIX-XX Ba. Ilep-
BEIH mar ObLT caenad I1. YalikoBCKHM, 3aTeM K IIEPKOBHOM My3bIke B MOCK-
Be oOparminchk A. I'pevanmHoB u M. Unmonuntos-MBanos, A. Kacramsckmii
n Bukt. Kanmanankos, I1. UecHokoB, A. Hukonbsckuit u np. B IletepOypre
yxke B 80-¢ TOIpI B pa3IMYHBIX KaHPaxX MEPKOBHOW MY3bIKH CTaH paboTaTh
M. bamakupes, H. Pumckuii-Kopcakos, 3arem A. Apernckuit u A. JIsaoB.

Cpenu MHOTOYHMCIIEHHBIX JyXOBHBIX TPOU3BEICHUI ATOTO BPEMEHH 0CO-
060e MecTo 3aHMMAIOT epkoBHEIE TBOopeHnsa C. PaxmannHoBa — «Jlutyprust
cB. Moanna 3naroycra» u «BceHomHoe O/1eHne, MPeacTaBIIONIIe COO0H
a0CONIOTHYIO BEPIIMHY JaHHOTO JKaHpa. YHUKAJIBHOCTh PaxMaHWHOBa ere
U B TOM, YTO y HETO 3HAMEHHBIA PaceB SIBISIICS MHTOHALIMOHHOW OCHOBOU
HE TOJILKO €T0 JYXOBHBIX, HO M cBeTCKuX mpom3BeacHmit (I, I cumbonmm,
Tpetuii hoprenuanHbiii KoHIEPT, «CHM(POHUYECKUE TAHIBD U JIP.)

Ctuxus 3HaMEHHOTO pacrieBa — OOJbIas M Ype3BBIYAHO BaKHAS 00-
JacTh TeMatn3Ma PaxMaHnHOBA, CBA3aHHAS C KPYTOM APEBHEPYCCKOTO KYIIb-
ToBOTO MeHus1. Ormopa MemTo Ui KOMITO3UTOpa Ha 3aKOHOMEPHOCTH PYCCKHAX
[IEPKOBHBIX HAITEBOB HECOMHEHHA. B ero TeMarn3Me TpyHee BBISBUTD CBSI3b
C PYCCKO# HapOJHOU MECHEM, HEeXKENMU CO 3HaMEHHBIMHU MeEJNOAUsIMHU. TBOP-
YecKoe IPOHNKHOBEHHE B AyX U XapaKTep JPEBHETO HAIIMOHAIBHOTO TLTac-
Ta PyCCKOM MY3bIKH OBLT HACTOIFKO OPTAHUYHBIM M TTTyOOKHM, YTO MHOTHE
OpUTHHAJIHFHBIE €T0 MEJIOANN HEOTIMIMMEI OT 3HAMEHHBIX.

PaxmaHNHOB OyKBaJIFHO OTKPBIJI CTHXHIO 3HAMEHHOH MEITOAWKH, KaK 3TO
OBLTO ClIeTaHO €ro MpeNIIeCTBEHHHKAaMHU M CTapIIUMH COBPEMEHHUKAMHU B
OTHOIICHUH PyCCKOW HApOMHOM MecHU. « 51 000 IepKOBHOE TTEHUEY, — TO-
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BOPIJI OH, — «BEJb OHO, KaK ¥ HApPOJHBIC TIECHH, CIIYKUT MEPBOUCTOUHHU-
KOM, OT KOTOPOTO TIONIA HAIlla PyCCKash My3bIKay.!

KommoznuTop oTHOCHIICS K IPEeBHUM paclieBaM HAaCTONBKO OEpekHO U
BIYMYHBO, UYTO CaM YHTAJ KPIOKU U TIEPEBOIUIT UX ¢ pyKkomvich.? OH MUPOKO
Pa3BUII B CBOEM TBOPUYECTBE 3TOT OPUTHHAIBHBIH TIACT, COOOIINB HOBOE 3BY-
YaHWe M CaMOoil 3HAMEHHOW MENOIUKE, U Yepe3 Hee CBOUM HM3ITFOOJICHHBIM
uzaesM. PaxmMaarnHOB 0000MIIHIT 3aKOHOMEPHOCTH 3HAMEHHBIX PAaceBOB, 3HA-
YUTETHHO MEPENHTOHNPOBAII, PACIIMPHII X 00pa3HO-COepKaTeIbHBIN ypo-
BEHb 1 (PAKTHYIECKHN CO3/1aJ1 COOCTBEHHYIO CHCTEMY CHMBOJIOB Ha X OCHOBE.

HemnpemenusiM aTpuOyTOM IIPaBOCIaBHOTO OOTOCITY)KEHHUS SBISIETCS U
mupokast chepa KOJIOKOJIBHBIX 3BOHOB (komokoasHOCTS). Konmokoms-
HOCTB — €III€ O/IHa TOYKA COTIPUKOCHOBEHNUSI PaxMaHMHOBA C IIEpKOBHBIM YH-
HoM. OHa, pa3BUBAsCh U BOMIOLMOHHPYS, MPOILIA Yepe3 BCE TBOPUIECTBO
KOMITO3UTOpa OT A0-aue3 MuHopHou Ilpemtoauu, yepe3 kantary «Komoko-
J1ay JI0 TIOCTeHETo omyca. KookombHOCTE, TOMYYHBIIAs B €T0 COUNHEHHSIX
JTUPUAKO-3TTUIECKYIO WU TPareJuitHO-PIIoco(CKyI0 OCHOBY, IPEICTABISIET
co00# TIyOOKO HaIMOHABEHOE, HCKITIOUNTEIFHO CaMOOBITHOE SBICHHUE B
pycckoii Mmy3bike. OHa Tak ke, Kak U c(hepa 3HaMEHHOTO paclieBa, craja B
ITyOOKO PYCCKOW CTHIIMCTHKE MY3BIKH KOMIIO3HTOpPA €Ile OJHUM HaIHo-
HaJHHBIM CHMBOJIOM. «PaxMaHuHOB U Poccust — 3Heprus 3TUX UMEH B3au-
MOOBEIIECTBIIEHA B KOJOKOJIBHOCTH, KOTOpAasi OT Hadal CTAaHOBHUTCS OCHO-
BOH M IEHTPaJIHHBIM CHMBOJIOM (pOpMHUpYIOIIEHCS B My3BbIKE KOMIIO3UTOpA
HAI[MOHAJIBHON KapTUHOH MHpay.’

HarmoHapHBIE 271€MEHTHI, CBS3aHHBIE C KOMIOKOJIBHOCTHIO M 3HAMEH-
HBIM PacIeBOM, JIOCTATOYHO YaCTO BCTPEUAIOTCA U y IPYTHX PYCCKUX KOM-
mo3uTopoB. OIHAKO, TPIMEHEHNE UX MIPEeICTaBUTENIMU « MoTydel KydKkm»
1 YallkoBCKUM, C OJJHOM CTOPOHBI, U PaXMaHWHOBBIM, C IPYTOM, OTHIONb HE
OJHO3HAYHO. Y TIEPBBIX, NIABHBIM 00pa30M, Y KYUKHCTOB, 3TH AJIEMEHTHI
TIPEX]Ie BCETO CBSA3AHBI C SITOCOM, HCTOpHeH, ObIToM. Y PaxmaHmHOBa — 3TO
ocobas oOmmpHas WHTOHAITMOHHO-00pa3Has cdepa, CylmecTBeHHAsS 9acTh
€r0 XyIOKECTBEHHOH ICTETHKH.

B My3bIKe KOMITO3UTOpA YacTO MPHCYTCTBYET eIIIe OJTH CUMBOII, Ha ITep-
BBII B3IVIS/I, HE CBSA3AHHBIN C HAIIMOHAIHFHBIMH KOPHSIMH €r0 TBOPYECTBA.
3910 Dies irae («/lens THeBa») — HadabHAS (Ppaza OMHON U3 YACTEH KaTOIH-
YECKOTO peKBHEMA, CO3MaHHOTO (PpaHIHCcKaHCKUMHU MoHaxamu B XIII Beke.
OTOT MOTHB MHOTO Pa3 WCIOIH30BAJICS HEKOTOPHIMH 3aITaJHOEBPOIIEHCKHU-
MM KOMITO3UTOpaMU-POMaHTUKaMHU, Harpumep, I. bepnuozom, @. Jlucrom,
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K. Cen-Cancom, a Takxke pycCKHMHU My3bIKaHTaMmHu — I1. YalKoBCKUM,
M. Mycoprckum, A. [11a3yHOBBIM U MHOTHUMU APYTUMHU.

N3BecTHO, uTO PaxMaHMHOB WHTEpECOBAJICS HAIIEBOM, UTO €TO CTABIIAS
TpaANIIMOHHON 00pa3Hasi TPAKTOBKA, YCTAHOBUBIIASCS B MY3bIKE JIPYTHX
KOMITO3UTOPOB, OKa3axach OJM3Ka ACTETHKO-(QOHITOCOPCKAM B3ITIAIaM KOM-
MMO3UTOPa, 0COOCHHO B IMO3THUH MTepro] TBOpUYecTBa. OO 3TOM, B YaCTHOCTH,
CBUJIETENBCTBYIOT BociomuHanus U. Sccepa: «PaxMaHMHOB cTasl U3bACHATH
MHE, 9TO €r0 BeChMa 3aHUMAeT B HACTOAIIEe BPEMS 3SHAMEHUTHIN CpeTHEBe-
KOBBIH HarreB Dies irae, KOTOpPBIi OOBITHO M3BECTEH My3bIKAaHTaM (B TOM YHCIIC
¥ €My CaMOMY) JIUIIb 110 €T0 JBYM—TPEM HadalbHBIM (pazam, CTOIb 4aCTO
MPUMEHSIEMBIM B Pa3IMYHBIX MY3bIKAIBHBIX MPOU3BENICHUAX B KadeCTBE
«TEMBI CMePTH», — THIIeT Sccep.* AMEpPUKAHCKI MY3BIKOBE] Iajiee OTMe-
gaeT, uTo «Menonus Dies irae nmena st PaxmMaHUHOBA TITyOOKO CUMBOIIH-
YecKoe 3HaYCHHE, TaBHO YK€ OTBEUaBIIIee KAKUM-TO HEOTBSI3UMBEIM €T0 Y-
MaM, OCOOCHHO K€ B TTOCIIEIHHE TOIBL;... OH B HEll BHYTPEHHE OITYyIIANT Ka-
KHE-TO BHEMY3bIKAIIbHBIC DIIEMEHTHI».

CypoBbIii KOIOPHUT CPEAHEBEKOBOTO HAIEBa, TEKCTOBOE COAEpIKaHUE,
MTOBECTBYIOIIEE O HEM30e)KHOCTH HACTYTUICHHS «JTHS THEBAY, allOKAJIATITH-
YeCKHe KapTUHBI, IPEIIIECTBYIONIINE 3TOMY JHIO, CTIOCOOCTBOBAIIH yTBEP-
KJICHHUIO HaleBa B My3bIKe KaK CHMBOJIA TPO3HOTO POKa, MPEJBECTHHUKA
BceoOIIe rudeny.

[Tono6Hyr0 00pa3HO-TICHXOIOTHIECKYIO TPAKTOBKY IPHIABAI 3TOMY Ha-
nieBy 1 PaxmannnoB. Ho ecim apyrue KOMIIO3UTOPHI TIPUBIIEKAIN €T0 CKOpee
Kak SPKYI0 WDTFOCTPAIIHIO, 9aCTO NANEKYI0 CTHIIMCTHYECKIM OCOOCHHOCTSIM
WX OPUTHHAIBHOTO S3bIKa, TO PaxMaHMHOB MOAXOMMI K IUTHpOBaHMIO Dies
irac 3HAYUTEIBHO OOJIee OPTaHUIHO, HCXOMIS U3 CBOCOOPA3HO MPETBOPCHHBIX
B €I0 MEJIOJIFIKE HAIIMOHAJHBIX YePT, OKa3bIBABIIMXCS B KAXKIOM JJAHHOM CITy-
gae CTPYKTYpHO U 00pa3Ho OMM3KUMU K cdepe HareBa. Dies irae moimydaer y
HETO MIMPOKYIO, pa3BUTYIO (GHIOCO(CKYIO OCHOBY, HCKITFOUUTENBHYIO BBIpa-
3UTENBHYIO CUITY, THTCHCUBHOE pa3BUTHE. B Mo3IHEM «Tparnaeckom» mepuo-
nie TBopuecTBa PaxmanuHoBa Dies irae mosiBisieTcs: 0OBIYHO Kak (haTabHBIH
BEIBOA (Panconus Ha Temy Ilaranmnau, Tpetbs cumbonns, «Cumborngeckne
TaHIB»). U 3T0, OueBMAHO, HE CIy4aifHO, MO0 MHPOBO33PEHUE XyHTOKHUKA,
OKAa3aBIIIETOCS B UYXJIOM €My MHUpE, TKEIIO MEPEXUBABIIIETO Pas3IyKy C po-
JIMHOMU, CTIOCOOCTBOBAJIO CO3MAHUIO TPATHICCKUX KOHIIETIITHIH.

WuTepecHa 3ak0OHOMEPHOCTH UCTIONBE30BaHUS KOMITO3UTOPOM JIHIIH TIEp-
BOH, HaYaJIbHOM (Ppa3sl 3aymoKoitHOTO ecHoneHus. Ha 3tot dakt obparni
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BHuMaHue 1 U. Sccep, KoTophlii o mpockde PaxmMannHOBA MTPEI0CTaBUI eMy
BeCh My3BIKaJIbHBIM MaTepPHall HaIleBa, €0 TEKCT B PYCCKOM IIEPEBOJIE M ICTO-
pHUYeCcKyTO crpaBKy. My3bIKoBe]] COOOIIAET, UTO MOCTe TIATENbHOTO U3yde-
HUS TTOJTHOTO HarleBa PaxMaHMHOB «1ajIbIlie BceM N3BECTHOM HadalbHOM (pa-
361 HE TIOIIEN B IMOCIEAYIOINX CBOMX COYMHEHUSIX. «5] TIOMHIO», — MUTIET
nanee Slccep, — «HUCIBITAN Jake C ATOH CTOPOHBI HEKOTOPOE pa3odapoBaHIe,
KOTJIa BIIEPBBIE YCIIBIIAT. .. HcTonHenne ¢ Hpro-Mopkeknm cuMdoHaecKinm
opkecTpoM 310 nipousseaenue (Parncoauro Ha Temy Ilaranunu — J1.C.)».6

MBI CKJIOHHBI BHIETh, IO KpaliHEH Mepe, TPH NPUYHHBI TOMY (akTy,
410 PaXxMaHWHOB HCITOJIF30BaAN JIUIIb HAYaIbHYIO KpaTKyio (pa3y HareBa
WJIM WHOT/IA TaXKe €To MepBhIe YeThIpe 3ByKa. IMeHHO 3Ta HadabHas 9acTh
HareBa OKa3bIBaeTCsl Hanbosee OIM3KOH paXMaHWHOBCKAM TeMaM, HITyTITUM
OT KOJIOKOJTbHOCTH M 3HAMEHHOCTH (CTUXHH 3HAMEHHOTO pacneBa). [lomnmo
TOTO, KPaTKOCTh, aOPUCTUIHOCTH ATOH (Ppa3bl, B 0COOCHHOCTH €€ UCXOI-
HOTO YeTHIPEX3BYYHOTO MOTHBA, COOTBETCTBOBAJIN HOBOMY THITy TEMAaTH3-
Ma, cOPMHPOBABIIEMYCS Y KOMITO3UTOPA B CPEAHUN TIEPHUO]] TBOPIECTBA U
HamboJIee pa3BUBIIEMYCS B IO3IHUH — TaK HA36IBAEMOMY MHKPOTEMAaTH3MY.
Kpome Toro, ncronp30BaHNe TONBKO HECKONBKUX MEPBBIX 3ByKOB HaIleBa
TTO3BOJIMIIM €MY CO3/IaTh ellle OJJH, HapaBHE C KOJIOKOJIIbHBIM M 3HAMEHHBIM,
ahopU3M—CHUMBOJI, OJTUIICTBOPSIONIHHA 00pa3 CMEPTH M THOCITH.

Hrak, B TBOpUECTBE PYCCKOTO KOMIIO3UTOpA SIBHO 0003HAYAIOTCS TPHU
MOTHBA-CHUMBOIJIA, cesi3aHHBIE ¢ PETATHEH — KOJIOKOIBHOCTh, 3HAMCH-
HOCTB, Dies irae. OHH MOWCTHHE 00J1a1al0T BCEMHU KaueCTBAaMH, KOTOPBIC JAf0T
rostHOE TIpaBo HazBark WX MOTUBAMU-CHUMBOJIAMU, cBS3BIBatOITUME
MIPOIIIBIE KYIBTYPhI C HACTOSAIIMMH M OymyniMy. « BepTrkaibHO POHU3BI-
Basi KyJBTYpHBIE TUTIACTHI M CBSI3BIBAS MPOIIIIOE, HACTOSIIEE U OyIyIiiee, CIM-
BOJTBI HE TOJIHKO BBIMTOJIHAIOT (DYHKIIMIO TaMSATHy», — TumIeT A. Maromenosa, —
«HO 1 OepyT Ha cebs MEXaHN3M €INHCTBA, EPEHOCS TEKCTHI U3 OTHOTO ITIac-
Ta KyJIBTYpHI B IPYTOH U, OCYIIIECTBIISISI TEM CAMbBIM ITaMsTh 00IIIEeCTBa O cede,
CHMBOJIBI HE TIO3BOJISIFOT PACMacThCs KyJIbType Ha H30IMPOBAHHbBIE XPOHOJIO-
rudeckue miactel».” IogoOHoe onpernencHue GyHKIMNA CUMBOJIOB, Ha HaI
B3IISIT, OPTaHWIECKH TIEPEHOCUTCS M HA paXMaHHHOBCKOE TBOPUECTBO, HA POITH
€ro MOTHBOB-CHMBOJIOB, TIPEJICTABIISIONIMX «MHOTOE JJAHHOE KaK OJHO». >

My3bika PaxmannHOBa, ee 00pa3HOCTh, OCHOBaHHAs, KaK y)Ke TOBOPH-
JIOCh, HA PETTUTHO3HBIX CUMBOJIAX, B 00IIEH TyXOBHOH MapagiurMe ero TBop-
YeCTBa MOAKYTIAIOIIIE «ITPOBOLUPYIOT) BO3MOKHOCTB TPAKTOBATh TBOPYECTBO
3TOTO XYIOKHUKA B chepe peTurno3HON MpoOIeMaTHKH, a CaMOTO ero CUH-
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TaTh 9yTh JIU HE PETMTHO3HBIM OPTOIOKCOM. BHIMIMO TO3TOMY B ITOCIIETHEE
JecATuIeTre (371ech poiib ChIrpalia, KOHEYHO, H OTKPBIBIIASICS TETepPh CBO-
0o01a BEpOMCIIOBEIOBAHUS) TOBOJILHO SICHO 0003HAYMIIACH TCHACHIIUS Pac-
CMaTpUBaTh Jake€ CBETCKHE COYMHEHWS PaxMaHWHOBa MCKIIOYUTEIHHO
CKBO3b IIPU3MY PEITUTHO3HO-PIIOCODCKIX KOHIICTIIIHH.

Peur uper o HekoTOphIX padotax (Hampumep, W. demunoit, H. bekero-
Boi, I'. KastormHoii)’ , B KOTOPBIX pEIMTHO3HO-TIPABOCIaBHAS OPUEHTALIHS X
aBTOPOB TTO3BOJISIET UM BHUIETh B 3HAYUTEIFHEHUIIINX TPON3BEICHMUIX KOMIIO-
3UTOpA JIMIIIb «CBSIIEHHBIC CIEbl U TAMHCTBEHHbBIC YPOKH BceessbiiHeroy. '
OT1H pabOoTHI N300MITYIOT IUTATAMH, TIOAOOHBIMHU MPUBEACHHOM, 1 (DaKTHICC-
KH «YKJIapIBAIOT» PaxMaHWHOBA M €70 TBOPYECTBO B TECHBIHN Py TSP penTH-
osnoctu. [. Kanommua, Harmpumep, mpsiMo TOBOPHT 00 3ToM: «Y PaxmaHwHO-
Ba cMM()OHUYIECKHE TIPOIIECCHI BOCCO3AIOT TIPABOCIaBHOE MEPEKUBAHUE CO-
OopHOCTH Kak BoccoeanHenue B bore, [lyxe u uctune».!! B padote 0. [Tancosa
TOPXKECTBYIOT 00pa3bl «boXkecTBEHHOI rapMOHUI (TaK O3ariiaBiIeH OIFH U3
PAa3/IENIOB €10 CTaThH), KCBSIICHHBIC CIIC/IBI U YPOKH BceBbiiHeroy. 2

ABTOpHI YITOMSHYTHIX paboT, moctossHHO utupys H. bepnsesa, A. Jlo-
ceBa, E. Tpybenkoro, . MnbuHa, IPOXOIAT MEMO, Ha HAIIl B3TIISI, CHMIITO-
MaTHYHOTO JIJIs1 IOHAMAaHUS TaHHOW MpoOIeMbl BRICKAa3bIBAHHSI MTOCIIETHE-
ro: «Pycckoe MCKyccTBO HAMHOTO JIerde TIOHSATh, €CJIA BCE MPOU3BENCHUS
PYCCKOW TI033WH, )KUBOTIFICH U MY3BIKH TIOIBEPTHYTH BOIIPOCY, HE CTPEMHT-
s M B HAX HA BOJIO U, TI0 MepPEe HEOOXOIMMOCTH, K BOILUIOIIEHUIO KaKasi-ToO
MoTaeHHasi, MOKET ObITh, OECCIIOBECHAS, MOXKET OBITh, BOBCE HE CBSI3aHHAs
¢ Bepoit MonuTBay.!?

B 10 ke BpeMs1, ipobiieMa 0CMBICTICHHUS TBOPUECKOM TUIHOCTH Paxma-
HUHOBA B CBETE €r0 PETMTHO3HOCTH SBISIETCA aKTyaJIbHOH HE TOJIBKO B ce-
pe ouorpaduvecKoi, JMIHOCTHOM.

Pemrats »3TH BOTIpoCH! BOOOIIIE CIIOKHO 110 IPHYKHE Oolee, 4eM CeMHu/Ie-
CSATHJIETHETO MOJTYaHUS O HHX, a B OTHOIIEHUH PaxMaHWHOBA ellie 1 10 MOTH-
BaM JIMYHOCTHOTO XapakTepa, B YaCTHOCTH, 330TEPHUYHOCTH ero HaTypbl. O
PETUTHO3HOCTH, OTHOIIEHHUIO K BOTIPOCAM PETMTHH MOXKHO CYAHTh JIHIIH 110
JIByM ero pasroBopaM — ¢ Y. YamiuHbsiM U ropas3jao paHee B Poccuu — ¢
M. larunsH, a TaK’Ke M0 HEKOTOPHIM BOCIIOMUHAHUSIM COBpEMEHHUKOB. [10-
KazaTeJIeH B 3TOM OTHOIIIEHUH paccka3 YarimHa o Jpy» ecKOM Bedepe B IoMe
B. Topoguiia, korya BETUKHU aKkTep MPU3HAJICA, YTO OH HEBepyrommi. «Pax-
MaHHHOB OBICTPO BMemaycsi: — A Kak K€ MOXET CYIIECTBOBAaTh MCKYCCTBO
0e3 penmuruu? — Ha xakoe-To MrHOBEHHE s cMerancs. — S mymaro, 9To MBI
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TOBOPHM O Pa3HBIX BEMIaX, — CKa3all 5. — S| MPeICTaBisIio ce0e PEUrHi0 KaK
BEpy B HEKYIO JOTMY, & HCKYCCTBO, II0-MOEMY, OCHOBAHO OOJIbINIE HA TyBCTBE,
4eM Ha Bepe. Tak e, Kak ¥ pejuTusl, — OTBeTHII PaxMaHuHOBY.'* DTOT pasroBop
MIPUBOANT K MBICIH, YTO PaXMaHMHOB MPUHIMA PEJIUTHIO TOJBKO KaKk HEKOE
PEMIrHO3HOE YyBCTBO, 3aKITIOYEHHOE B yenoBeke. B pasroeope ¢ M. Illarunsu
KOMIIO3UTOP BBIPaXKaeT COMHEHHUE B CyIecTBOBaHKUH [ opHero mupa. '’

[IpoTrBOpEUNBBIE CBENEHMS O €r0 PEITUTHO3HOCTH COEPKATCS B BOCIIO-
MWHAHHUAX COBPEMEHHHKOB, XOPOIIO 3HABIIMX KOMMO3uTopa. BoT MHEHNE
A. OccoBckoro: «PaxMaHMHOB HUKOT/Ia HE TIPHUHAIEKA K TIPABOCIAaBHIO, M
«JIuTyprusy Oblia HanFicaHa UM HE U3 PETUTHO3HBIX MO0y KIeHHH. . .. He Hamo
OBITH BEPYOIINM, HE HAJIO 3HATh JOTMaTOB M PUTYaJIOB IPABOCIaBHOM IIepK-
BH, YTOOBI TOYYBCTBOBATH XYI0’KECTBEHHYIO BBIPA3UTEIHHOCTH M ITOA3HUIO 3TOM
MY3bIKI». ' TTo MEEHMIO M. BarpiHOBCKOTO, «OH TATOTEN K PEIUTHO3HOMY M
HapoZHOMY B My3bike».!” « 51 He 3ameuan B Cepree BacuibeBrde mposiBiIeHUsI
PENUTHO3HOCTH, HE CIIBIXaJT, YTOOBI OH XOFJI B IIepKOBb. OIHAKO, IPOIIIAsCh
C IETbMH, OH TPOTaTEILHO KPECTUII MX CBOEH OOJIBIIION KPaCHBOM PYKOM», —
munret A. Tonsaenseiisep.'® C. Carvna, HEMOCPEACTBEHHO U MHOTO 00IIAsCh
¢ kommozuTopoM B Poccuu 1 3a py6eskom, coobmaet: «OH HE pa3 10 JKEHUTh-
OBI TIPOCHIT MEHS COITPOBOXK/IATH €0 B IIEPKOBB, KOTIIA TOBEJ, ¥ HACTaWBaJl Ha
TOM, YTOOBI 5 ToMa HUKOMY HE TOBOPHMIIA, UYTO OH roBeeT».

Kak BuaHO 13 cKa3aHHOTO, TI0 3TOMY BOTIPOCY HET EIMHOTO MHEHUS, U B
HACTOSIIIEe BPeMsI €T0 Hellb3sI OHO3HAYHO pa3pemnTh. 110 MOHATHRIM TTpH-
YIHAM TeMma 3Ta Oblia abCOMOTHO 3aKPBITa, @ B UMEIOIINXCS HCTOYHHKAX
BO3MOYKHBI IIEH3ypHBIE TPABKHA. YUHUTHIBasI MEHTAJIUTET SMOXH, Paxmanmu-
HOB HE MOT OBITh aT€UCTOM B IOJIHOM 3HaYEHHWH 3TOTO CJIOBA, OHAKO, HET
OTIpEIETICHHBIX JAHHBIX, YTOOBI CYUTATD €r0 U PETUTHO3HBIM OPTOIOKCOM.

Hymaercs, 9TO penurro3Hble CUMBOJIBI, TPOHU3BIBAIOIINE BCE TBOPUE-
cTBO PaxMaHMHOBA, CYIIIECTBOBAIN B €T0 YEIIOBEYECKOM M TBOPIECKOM CO3HA-
HUM KaK HEKHe BEYHbIE HAIIMOHAIBHO-3CTETHUECKIE, KYJIBTypHBIE IEHHOCTH,
cranoBmirch MHOTO3HaYHEIME CUMBOJIAMU POCCUN-PY CH, xoTopyto
OH JIF00MJ 0€33aBETHO. 37eCh MOKHO BCIIOMHHTH A. Brioka: «9T10 Benukoe,
HE0003puMOe, MTPOCTOPHOE, TOCKINBOE U 0OETOBAaHHOE, YTO MBI TIPHUBBIKITH
Ha3BIBaTh MO cT0BOM Pychk».2’ EMy Bropin u Y. Bynun: «Eciu ObI s 9Ty «HKO-
HYy», 9Ty Pych He o0, He BUiai, H3-3a Yero ke OBl 1 TaK CXOIWII C yMa BCe
3TH TOJIbI, M3-3a Y€r0 CTPaJai Tak OCCIPEPHIBHO, TaK JIIOTO».”!

Kpurepuit neHHoCTH TBOpUeCcTBa PaxMaHMHOBA CKJIaIbIBAJICS HETIPOCTO.
B Teuenne cemuaecaTy €T ero AyXOBHBIE TIPOU3BECHNS HE UCTIONHSIINCH U
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HE M3/1aBAINCh, a PETUTHO3HBIE CHMBOJIBI, BO MHOTOM OTIPENIEIISIONINE €T0
TBOPUYECTBO, TIIATEIHFHO 3aMaTINBAINCh. HeBO3MOXKeH ObLT Hay4dHBIH, TTpaB-
JTUBBIN aHAJIM3 HE TOJIBKO TyXOBHBIX, HO M TEX CBETCKUX COYMHEHH KOMIIO3H-
TOpa—«OeIOAMHUTPAaHTa», OCHOBY KOTOPBIX COCTaBIISII CUMBOJIBI — 3HAMEH-
HBIN pacrieB W KOJIOKOJBHOCTh. ECTECTBEHHO, YTO B 3TH TO/ABI B OTHOIIIEHUH
ero «JIntyprum» n «BceHOmHOro OAeHUs» KPUTEPUi IIEHHOCTH CYIIEeCTBO-
BaJI JIMIIH CO 3HAKOM MHHYC. B HUX ycMaTpHBanocCh JIUIIb OTPaKEHUE HIeH-
HBIX TIPOTUBOPEYHI B TBOpUECTBE PaxMaHWHOBA, «IT€PEKUBAIOIIETO MICTH-
YeCKHe HACTPOEHUs. VICTHHHAS ke XyI0oKeCTBEHHAsT 3HAYMMOCTbh, CMBICT 1
COZIEprKaHFe €r0 CBETCKUX COUMHEHHH, B IIEIOM, MICKaYKaJTHCh.

B nocnennee necstuierne o0o3HauMIack oOparHast TeHAeHus. Hamu-
YHe CHMBOJIOB, CBSI3aHHBIX C MPABOCIIAaBUEM, B IIPOM3BEACHUIX PaxmMaHnHOBa
CTaHOBUTCS B PsAE My3BIKOBETUECKIX pab0T OCHOBOTIONATAIONINM KPUTEPH-
€M OIIEHKH MY3BIKH KOMITO3UTOpa. ITa TEHICHITUS TaKKe He MPEACTABISIETCS
TepCIeKTHBHOM. HeoOXxommM 0CTOpOsKHEIH, Oepe)KHBIN TOIXO0IT HCCIeI0BaTe-
JIeH K 9TOH Ba)KHOH mpoldireMe, nHaue Gurypa BeIHKoro nesra Poccum mipen-
CTaHeT B HeM30e)KHOM MCKaKeHUH. JlyMaeTcst, 9T0 IMEHHO TaKUM TIOIXOZ0M
oTIMYaeTcs paboTa KPYITHEHIIIero 3HaTOKa Pycckoi My3biku A. KanauHcko-
TO, TJIe JaeTcs, Ha Halll B3NS, UCUEPIIBIBAIOIINI Ha JAHHOM dTare OTBET Ha
BOIIPOC O PENUTHO3HOCTH PaxMaHMHOBA M OTPa)KEHUH €€ B €T0 TBOPYECTBE:
«PaxMaHMHOB HE CTaBWJI IepeT COO00H MpoOIeMy PeTUTHH B HAYIHOM, (HIIO-
co(cko-1Io3HABaTENFHOM TUTAHE.. .. He ObLT OH, Kak TOBOPHUTCSI, W IIEPKOBHBIM
yesoBekoM. Ho penurust v 11epKoBb, Kak TPaIuIMOHHBIA U HETIPEMEHHBIH 3J1e-
MEHT PyCCKON >KU3HHU U OOIIECTBEHHOTO OBITa, KAaK HEYTO CO3BYYHOE IOHS-
THIO O HAIIMOHAIBHOM PYCCKOM YyBCTBE, HECOMHEHHO OBLTO Omm3ko Paxma-
HUHOBY B Ka4€CTBE HEKOEH JAaHHOCTH, 00JIa/IaBIIeH HETIOCPEICTBEHHBIM SMO-
[IHOHAJIBHBIM BO3JEHCTBUEM U OTPOMHOM MOSTHYECKON 3HAYNMOCTHIOY. 22

S. RACHMANINOYV: RELIGIOUS SYMBOLISM
AND THE EVOLUTION OF THE CRITERION OF VALUE

Liudmila SKAFTYMOVA

St. Petersburg Conservatory, Russia

Russian Orthodoxy has always been connected with musical art. Music
has always been an obligatory part of divine service. Znamennyj raspev,
which was the brightest layer of musical culture in all of Russia, became the
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basis of church singing. The traditions of the Russian musical Middle Ages
were most intensive developed at the cusp between the 19" and 20" centu-
ries. The first step was taken by P. Tchajkovsky, later by A. Grechaninov and
L. Ippolitov-Ivanov, A. Kastalsky and V. Kalinnikov, P. Tschesnokov, A. Ni-
kolsky and others who paid attention to the church music in Moscow. In St.-
Petersburg in the 1880s, M. Balakirev, N. Rimsky-Korsakov, then A. Aren-
sky and A. Lyadov began working in different genres of church music.

Rachmaninov*s choral compositions, “Liturgy of St John Chrystostom”
and “All-Night Vigil”, are at the top of this genre and have a significant
place among numerous sacred works of this period. Rachmaninov is original
because his znamenny raspev was the intonation basis not only for his sacred
works but also for his secular ones (The 1 and 3™ symphonies, The 3" Piano
Concerto, The Symphonic Dances, and others).

Perhaps this explains why in recent decades we have begun to under-
stand Rachmaninov from the standpoint of his religiousness and thereligious
and philosophical concepts of his compositions. In general, these questions
are complicated because they have been ignored for more than 70 years, and
they are especially complicated by Rachmaninov’s personality, for example,
his reserved nature. We can assess his religiousness and his attitude toward
religious questions on the basis of his two talks with Ch. Chaplin, a much
earlier conversation in Russia with M. Shaginjan, and also on the basis of
reminiscences from his contemporaries (A. Osovsky, M. Bagrinovsky, A.
Goldenweiser and others). These sources allow us to make broad comments,
but they provide no answer to the questions that we are interested in.

Nevertheless, there is a recently developed trend to consider even Rach-
maninov’s secular works only in the light of their religious and philosophi-
cal meanings and to find only religious symbolism in them. Although some
experts explain the composer’s works using the words and concepts of reli-
gious philosophers of the Silver Age (N. Berdyaev, L. Iljin and others), their
arguments are not very convincing.

The question is whether their insights comprise a tribute to the vogue or
a new understanding of the greatest Russian composer’s work?

The melodic and images in the general spiritual paradigm of Rachman-
inov’s works are “provoke” one to interpret them religiously. These features
include Znamenny raspev and the tolling of a bell (kolokolnost), and even
the Dies Irae which crowns the tragic-apokalyptical concepts of his late works
and sacred music. However, in the human and creative mind of the composer



290 JIoomuna CKAD®TBIMOBA

all these elements existed as eternal national-aesthetic values and polyse-
mantic symbols of old and new Russia. The aforementioned authors, while
they constantly quote Russian philosophers, do not give proper weight to
symptomatic understanding, perhaps best stated in this quote from I. Iljin:
Russian art is much easier to understand if all the works of Russian poetry,
painting and music are questioned as to whether they contains a certain co-
vert and perhaps silent or maybe even non-religious prayer inside them that
is aiming for liberty and when necessary toward realisation.

The value of Rachmaninov’s works has been established in a complicated
manner. During 70 years the sacred works by this “white emigrant” composer
were neither performed nor published; even their presence was slurred over.
The earnest scientific analysis of the text of his secular works with Raspev had
not yet manifested. During this period his works “Liturgy” and “All-Night
Vigil” clearly had a negative value. There was only a reflection on the ideolog-
ical contradictions in the works of Rachmaninov by philosophers who saw in
them an “experienced mystical mood” . The artistic value, meaning and sub-
stance of Rachmaninov’s secular works was largely distorted.

In the last decade a different trend has emerged. The presence of ele-
ments directly connected with Russian Orthodoxy (Znamenny raspev, toll-
ing of a bell (kolokolnost)) has become a fundamental criterion for appreci-
ating the composer’s music. It seems a reasonable answer to the question
about Rachmaninov’s religiousness and its reflection in his works is given
by A. Kandisnsky, the leading expert on Russian music: Rachmaninov didn’t
pose for himself a problem of religion in the scientific, philosophic or cogni-
tive field... He was not, as they say, a man of the Church. But religion and
church as a traditional and sine qua non element of Russian social life, as
something consonant to a notion of Russian national sensibilities, were in-
dubitably close to Rachmaninov as a certain fact that possessed an immedi-
ate emotional influence and enormous poetical importance.
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«IIJ-TAM UEPEMHN» B. MAPTBIHOBA:
HOMO ERRANS "
JAPEBHEPYCCKOE IIEBYECKOE UCKYCCTBO

Hpuna BPOBHHA

Yuuxanonocmo «Ilnaua Hepemuuy kax pasz 6 mom, ymo oH
cyujecmayem Ha 2paHuye Xy0orecmeeHHo20 U CaKpaibHO2O,
nepexcusaemcs 00HOBPEMEHHO U KAK A6JleHuUe UCKYCCmE8d, U
KaK MONUmME0CN08Ue.

11. Ilocnenos.

«3eMHY0 KU3Hb IPOKUB JI0 TIOJIOBUHEI, / 51 3a0ymuiics B cyMpaqHOM
Jecy...» — Tak ckazaHo B «boxxecTBeHHOM komeaumn» Jlanre.

ITo MHEHHIO MOCKOBCKOTO KoMIio3uTopa B. MapTbeiHOBa, B CErOAHSAII-
HEM MHpE, TJIe CMECTHIINCH BCE TOYKU — OTIOPHI M 3PEHIIS, YETTOBEK MPUCYT-
CTBYET B Ka4eCTBe homo errans — «uenogexa 3aonyousuie2ocs. J1is toro,
YTOOBI HAWTH CBOM MYTh B ATOM «CyMPadHOM JIECY», €My, ITOI0OHO Teporo
JlanTte, Hy>)keH NPOBOJHUK, « Beprunuii».

®durypa Bepruus B «boxecTBeHHON KOMEIUN» — 3TO HE TOJIHLKO U HE
CTOJBKO (PUTYpa BENHMKOTO M03Ta, CKOIBKO (purypa rypy. «Jlanre cnemyet
3a Beprunmem... kak 4enoBeK, )KaKIYIUH 00pecTH TyXOBHbIE OpUEHTH-
PBI, 32 YEIOBEKOM, 00TaIal0IINM 3HAHHUEM dTUX OPUEHTUPOB H SBIISIONTIM
CBOCIO JMYHOCTHIO COBOKYITHOCTH 3HAKOB M CUMBOIIOB JAYXOBHOM Tpaju-
uuu.... Bxons B koHtakTt ¢ Beprunuem, JlaHte compukacaercsi co Bce
AHTUYHOW TpaIuINell U depe3 Hee MOIKIII0YaeT CBOE CO3HAHUE K TYXOB-
HOMY OTBITY J[peBHETo Mupa, OecpeneabHO paciIupsis TOPU3OHTHI CBOCH
MCTOPUYECKON TaMSATH B 00peTast 9yBCTBO JYXOBHOM OpHEHTAIINH BO BCE-
JICHHOM. ..», — roBopuT B. MaprbiHoB'.

Kaxnpiit MoxkeT BCTpeTUTh ceoeco Beprunud. Jlnga B. MapteiHoBa Ta-
KUM BeprunmeM okazanoch ApeBHEPYCCKOE MeBYECKOe NCKYCCTBO. [IpeBHe-
pycckoe IIepKOBHOE TIEHHE SBHIIOCH JIISI KOMITO3UTOPA IEJI0CTHOW, CHHKpE-
TUYECKON CHCTEMOH B IPOTHBOBEC COBPEMEHHOMY CO3HAHHIO — Pa30pBaH-
HOMY U ¢parmeHTapHOMY. IMEeHHO Ha QyHIaMeHTE APEBHEPYCCKOU
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MIEBYECKOH CHCTEMBI KOMIIO3UTOP BBICTPOMII 3[aHNE CBOETO TBOPUYECTBA, T/Ie
3aTeM IMOSBHITUCH «ITAXH», TOCTPOSHHBIE 1T0 KAaHOHAM 3arlaTHOEBpPOTIeiic-
KO MY3BIKH, B YaCTHOCTH, Ha OCHOBE TPUTOPHAHCKOTO XOpayia v TOIH(Oo-
Huu CpenHeBekoBbS U Bo3poxkmeHus.

B.M. MapThIHOB NPUHAIJIEKUT K TOMY THUITY KOMIIO3UTOPOB, KOTOPBIM
YIaJIoCh HAaUTH CBOM, TITYOOKO CBOCOOPA3HBIA U HEMTOBTOPUMBIN ITyTh B MY-
3BIKTBHOM HcKyccTBe. Yuennk H.H. CunenpaukoBa, on B 70-¢ IT. pa3pabo-
TaJ CBOIO OPUTHHAIBHYIO BEPCHIO CEPUIHON TEXHHUKH, pad0Tal B SKCIIEPH-
MEHTaJbHOM 3MIeKTPOHHOM cTyauu E. Myp3uHa, UCTIbITa BIUSHUE POK-MY-
3pika U (onskiopa. C cepenuasl 70-X IT. TBopuecTBO B. MapTeiHOBa
pa3BHBaeTCA B pyciie MUHIMAaIN3Ma, OJTHAKO OH HE TPUIePKIUBACTCS CTHIH-
CTHKH KJIACCUYECKHX, aMEPUKAHCKIX 00pa3IloB 3TOTO HANPaBIEHUS, a Ha-
XOIIUT HOBBIE PEMIeHNs TPo0IeM BpeMEeHH!, BHECYOBbEKTHBHOCTH MY3bIKaIIb-
HOTO TIPOIecca U «HOBOH IMPOCTOTHI», IOCTABIICHHBIX «minimal arty.

C 1978 mo 1984 IT. KOMITO3UTOP TEPESIKUIT TIEPHOJ] «TBOPUECKOTO MOJTIA-
HUSD», OIJHAKO B TO e BPEMsI 3TO OBLT IEPHO]] HHTEHCUBHBIX JYXOBHBIX TTOMC-
KOB, OITPEACUBIINIA JaJIbHEHIITYIO TBOPUECKYIO HBOJIIOLIMIO KoMITo3uTopa. FMimeH-
HO B 3T0 BpeMs B. MapTeIHOB 0oOparaeTcs B ipaBociiaBie U HAYMHAET H3ydaTh
JPEBHEPYCCKHUE MEBIECKUE PYKOIFCH, PEKOHCTPYHPYET 3HAMEHHYTO JINTYPTHIO
XVI Beka u cTpodHyI0 (MHOTOTOJIOCHYTO ) TUTYpruto X VII Beka, a TakKe CTaHO-
BUTCSI MpENoAaBaTesieM PEereHTCKOM MIkoibl U JlyxoBHOH akamemuu Tpowuiie-
Cepruesoii TaBpbL. B 3TOT mieprof «yxoia OT My3bIKID OH, He COYMHSISI KOHIIEp-
THBIX TIPOW3BENICHNH, TIFICAT ICKITFOYUTEIBHO OOTOCITy>KeOHbIe TiecHoTeHus. 13
OITBITA M3yUYCHUS TPAIUITIH OOTOCITY)KEOHOTO TIEHHS | ITPENOoJaBaHms €r0 UCTO-
pun B JlyXOBHOI akaieMIH B JaTbHEHIIIEM BOSHIUKIIO TPH MOHOTpaduu B. Map-
TeIHOBA: «VcTOpHst GorocmyskeOHOTO TTIeHws», «IleHue, urpa U MoJIHUTBa B pycC-
CKOlt OorocimyeOHo-TIeBaeckoil cucteme» u «Kymerypa, nkoHocdepa u 60ro-
cirykebHoe TieHrne MocKoBCKoi Pycmy.

OTH KHHTH 110 CyTH — caMopedIrexcus B popMe UCCIeTOBAHUS PEB-
HEPYCCKOTO 00TOCIYy)KeOHOTO TTeHHs], T.K. IMEHHO B IPEBHEPYCCKOH TEeB-
yeckou Tpaauiuu B. MapThIHOB HCKaJl OTBETHI HA T€ BOMPOCHI, KOTOPHIE
BOJTHOBAJIM €ro Kak kommosutopa. [loatomy, mo cobcTBEHHOMY mpH3Ha-
HHAIO KOMIIO3UTOPA, HAIMMCAaHWE DTHX KHHUT OBLIO JUISI HEro <GKM3HEHHO
BXHO». JTO OBUI IMMOWCK BBIXOJA M3 TBOPUECKOTO KpH3Hca (HalMCaHWE
TEOPETUUYECKHUX TPYAOB XyIOKHUKAMHU U KOMIIO3UTOPaMH BO BPEMS KpH-
3MCOB M IEPEIIOMHBIX MOMEHTOB TBOPYECTBA — SIBIICHHE, BCTPEYAIOIeeCs
JIOCTAaTOYHO YacTo), ¥ 3agadeit B. MapTeiHOBa OBIIIO «HE CTOJIBKO HCCIIe-
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JIOBaTh 0OTOCITYXKEeOHOE TMEHNUE, CKOIBKO CIEIOBATh €My, TOJ0OHO TOMY,
kak Jlante ciaemoBan 3a Beprunuem».? MHOTHE BBICKA3bIBAHUS B ITHX
KHUTaX MOTYT OBITh OTHECEHBI HE TOJIBKO K IPEBHEPYCCKOMY TIEBUYECKO-
MYy HCKYCCTBY, HO M K OOJBIITOI YaCTH MY3bIKaJIbHBIX COYMHEHUH caMOTO
B. MaptbiHoBa.

1o MHEHHIO My3BIKaHTA, K HACTOSIIEMY BPEMEHHU KOMITO3UTOPCKOE TBOP-
YeCTBO UCUEPITANO ceOsl, HACTYITHIIT «KOHEI| BpeMEHH KOMITIO3UTOPOB».> B cBo-
€M pa3BUTHHU KOMITO3UTOPCKAs My3bIKa, BOSHHUKINAS B €BPOTIEHCKON KYIIBTY-
pe Ha OCHOBE TYXOBHOW MY3BIKH, BCE JAAIBIIE OTXOANUT OT CAaKPAITBHOTO Ka-
HOHA. HoBammm MMEIOT CMBICH TOT/A, KOTZA COXPAaHAETCS JKUBAas CBA3H C
KaHOHOM — IyCTh W oTnajieHHas. OJHAKO IeTh HOBAIMiA HE MOXKET OBITH
6eckoneuHON. COBpEMEHHBII KOMITO3UTOP AODKEH «YMEPETh KaK KOMITO3H-
TOPY», YTOOBI TTepeT HUM OTKPBUICS MHUP HEaBTOPCKOHM, KAHOHWYIECKOI My3BI-
KM — JYXOBHOW MY3BIKH W (DONBKIIOpA, MY3BIKH TPAIUIHOHHBIX KYJIETYP.
TaxoBO MapTHIHOBCKOE TOHUMAaHHNE «CMEPTH aBTOPay.

[IponsBeneHws MEPBHIX KOMIO3UTOPOB — MacTepoB noiudonuu Cpen-
HEBEKOBbS 1 Bo3poxkeHus1, Kak M3BECTHO, OBLIM OCHOBAHBI HA MOTHU(OHU-
gecKo# pa3paborke cantus firmus’a, TpPUTOPHAHCKOTO HAIeBa, IIOMEIICHHO-
TO B MapTuH TeHopa. B. MapTeIHOB CTPEMHUTCS BO3POANUTH HE TOIBKO CaMy
KaHTYCHYIO TEXHHKY, HO U cantus firmus B mmpokoM cMmbIcie ciaoBa. Mero-
JIUYECKHe 3JIEMEHTHI IPEBHUX CHUCTEM OOTOCITY)KEOHOTO TEHWs, 3aJI0KEH-
HBIE B OCHOBY COBPEMEHHOTO MPOU3BEIEHUS, JAIOT STOMY IPOU3BEICHUIO
CMBICT, AYXOBHOE 00OOCHOBAHHE M, TAKUM 00pa30M, OIIPaBABIBAIOT CAMO ETO
CYII[ECTBOBaHKE, TONOOHO TOMY, KaK KOTJa-TO HameB cantus firmus «ompas-
JIBIBAJD) CYIECTBOBAHNE CTAPUHHBIX MOTU(POHUIECKNX COUNHEHHN.

B. MapreiHOB cunTaeT MOA00HBIH METON COUYMHEHHSI MY3BIKH (HOpMOit
KaHOHMYECKOTO TBOPUECTBA, JJIS1 HETO BayKHEE MOBTOPEHHE APEBHHUX CAKPAITh-
HBIX MEJNOTUYECKUX (hOPMYII, HEXKENIN TIOUCK HOBBIX 3ByKOBBICOTHBIX OTHO-
nieHuid. Ero CTHIIb MHOTIA HA3bIBAKOT «HEOKAHOHUYECKUM». B cBoeM TBOpye-
CTBE KOMIIO3UTOP CTPEMHUTCS K OOBEKTHBHOCTH BBICKAa3bIBAHMS, CBOHCTBEH-
HOI BHEABTOPCKOM MYy3bIKE M K apXETUIMYECKON TeUCTBEHHOCTH apXauku. B
pe3ynbrare, JeKIapupyst OTKa3 OT WHAWBUAYAJIFHOTO KOMITO3UTOPCKOTO CTH-
JI51, OH CO3/IaeT POU3BEICHNS, KOTOPHIE HE YKIIAABIBAIOTCS B PAMKH TIPHBBIY-
HBIX MY3bIKAJTFHBIX JKaHPOB, TPOU3BENEHIISL, KOTOPHIE HEBO3MOKHO CITyTaTh C
COYMHEHHSAMH IPYTUX KOMITO3UTOPOB. «ETO My3bIKa OMTPOKUIBIBAET BCE TIPE/I-
cTaBlieHHs 00 aBTOPCKOI My3bIKe, HE TIepecTaBasi OBITh aBTOPCKOIL, HE yTpa-
YHBas CBOEH abCOIOTHOM HETOBTOPUMOCTH U YHUKAIBHOCTI.*
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B uucine counnenuit B. MapTeiHOBa, OpUEHTUPOBAHHBIX HA TTPUHITUTIBI
JIPeBHETO OOTOCITYKeOHOTO TIeHHUs, 0cOOeHHO MHTepeceH «ILirau Mepemum»
JUTsL cMeTTaHHoTo Xopa a capella (1992 r.). XKanp «Ilmaua Uepemuny», co-
IJIaCHO MIAPTUTYPE, 3TO «KHUTA, TIOJIOKEHHas Ha neHuey. «llmau» HamrcaH
CTIEITHATLHO JUTS aHCaMOJIS APEBHEPYCCKON TyXOBHOM My3bIkH «Cupun». B
CBOWX TIOWMCKAaX JKABOTO, HEMY3€HHOTO 3By4YaHHs IPEBHEPYCCKHIX MECHOIIE-
HUAW aHCcaMOIb OOpaTHiICS K TPATUITIH CTapOOOPSIIEB U K (POTHKIOPHOM
MaHepe reHus. B pe3ynbrare BO3HUKIO YANBHTEIHHO COBPEMEHHOE MPOYTe-
HUE IPEBHEPYCCKUX MY3bIKAIbHBIX TEKCTOB, B TO )K€ BPEMS COXpaHHBIIIEE
IyX CTapUHBI.

B «Ilmaue Mepemun» B. MapTbhiHOBa UCIIOIB30BaHbl JIEMEHTHI JPEB-
HEPYCCKOTO MEBYECKOTO NCKYCCTBA, TPUTOPHAHCKOTO XOpalia, BU3aHTUHCKO-
To M DaJKAaHCKOTO OOTOCTYKEOHOTO TIEHHS, a TAKXKE MPUHITUIBI (OpMO00-
pa3oBaHMUs, XapaKTepHBIE 11T MUHIMaIN3Ma.

Texct «Ilnaga Uepemun» (Ha mepKOBHO-CIABIHCKOM SI3BIKE) IIEITUKOM
B34T U3 kHUTH «Ilnau Mepemun» BeTxoro 3aBera, rjie MOBECTBYETCS O Pa3o-
penun Mepycannma BaBUIOHCKMMHU Boickamu B 558 T. 10 H.3. BeTxo3aser-
HBIE COOBITHA MTPOYNTAHBI KOMIIO3UTOPOM KaK MMPooOpa3 COBPEMEHHOTO CO-
CTOSTHUSI MHPa 1 Y€JI0BEYECKOH TyIIn. B KOHIeNny COUnHEeHHS [EHTPalTb-
HOHM CTAaHOBWTCA HJIES PACIEPKOBICHUS MHUpA, YTPATUBIIETO BEpy; MHUpA,
ogo6Ho Mepycanmmy, mpencTaBisonero coooi pyuHsl. [loaTomy counne-
Hue B. MapTteiHOBa — He TOJNbKO Tutay o Mepycanumy, HO U mJ1ad 1o CoBpe-
MEHHOH IuBHIN3anuy. « MUp B TOM BHZIE, B KOTOPOM OH JIOCTAJICS HaM, TIpe/i-
CTaBJIIET COOOM PYHHBI BO BCEX CMBICIIaX — U B 9KOJIOTHYECKOM, ¥ B HPaB-
CTBEHHOM, M B 3CTETHYECKOM, U B TBOpueckoM. cTopnyeckum aHamorom
3TOTO COCTOSTHUA SIBJSIETCA pa3pylieHHbIN Mepycanum, oriakuBaeMbIi po-
poxoM Mepemueti [...] EqMHCTBEHHOM peabHON M KOHCTPYKTUBHOM aKITHEH
B HAIllEeM MUPE MOXeET OBITh TOIBKO PUTYaJIbHOE TIOBTOPEHHE IIPOPOIECKOTO
1ava, 100 JINMIb MOKAsSHHO OTIaKaB COOCTBEHHOE MPENaTeIbCTBO, MBI MO-
KeM HaIeAThCs Ha TO, YTO KOTJa-HUOYIs HaM yAacTCsl BOCCTAHOBHTH U pa3-
PYLICHHBIA HAMU MUDP».

bubneiicknii TEKCT, TTOJI0KEHHBIA B OCHOBY COUMHEHUS, TTPEACTABIISCT
coboit akpocTux. B xaxxmoit mecue (mase) «Ilmaga» cogepkurcs 22 cTuxa,
10 9nCITy OYKB IpeBHEEeBpEHCKOTO andaBuTa. B ApeBHUX sI3bIKax 4rcia, Kak
W3BECTHO, 0003HAYAINCH TIPY MTOMOIIH OYKB. [[03TOMY Ka)KABIi CTHX B aK-
pocTHXe, HauWHAsACh C OMHOW M3 OYKB JIpeBHEEBpPEHCKOTO andaBuTa, TeM
CaMBIM TIOJTy4YaeT U CBOE YHCIIOBOE 3HAYCHHE.
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B KOMITO3UITMOHHOM CTPOEHUH KaxJo¥ raBsl B. MapThIHOB clienyeT
OCOOCHHOCTSIM CTPOEHUS TUTEPaTypHOTO MepBorcTOUHNKa. Ha3zBanus Oyks
JpeBHEEBpEICKOTO ajdaBuTa, OTACTUBIINCE PH TIEPEBOAEC KHUTH Ha Tpe-
YECKHUH M IIEPKOBHOCIIABIHCKUN SI3BIKH OT COOCTBEHHO TEKCTOBOW MaTEPHH
«ILmaga», odpenn camocrosTensHOE ObITHE. «BykBay TiepecTaeT OBITH TIPO-
CTO 0003HaYEHNEM, OHA CTAHOBUTCS OTAEIHHBIM 3BydaHneM, poHeMoit. TekcT
obpeTaeT ABYXBAPYCHOCTH. B. MapTHIHOB MIMPOKO HMCIIONB3YET ATY TBO-
HYIO CTPYKTYPY TEKCTa, IPKO BBISBIISS €T0 «CKPHITYIO TonudoHuio». iMeH-
HO B3aWMO/IEHICTBHE, MPOTUBOIIOCTABJICHNE W B3aUMOIOIIOTHEHHNE pacIieBa
OyKBBI 1 THTOHHPOBAHMS TEKCTa CTHXa UTPAET B COYMHEHNUH CTPYKTYPO0O-
pasyromryro posib. Onupasich Ha YUCIOBbIE 3HAUYEHHS OYKB U FICTIONB3YsI YHC-
JIOBYIO € TPUPOAY 3BYKOBBIX OTHOIICHWH W MY3BIKAIFHBIX WHTEPBAJIOB,
KOMITO3UTOP BBICTPAMBAET CIOKHYIO KOHCTPYKIMIO COYMHEHHS, OCHOBAH-
HYIO Ha XpUCTHAHCKOM YHCIIOBOM CUMBOJIMKE. B Kak101 I71aBe KOMIIO3UTOP
o0wequHseT 22 OyKBHI anidasuTa B rpymisl o Gopmyre 7x3+1 wm 3x7+1.
Kax m3BecTHO, urciio 7 0603HavaeT B XpUCTHAHCKOW TPaIHITIH YHUCIIO TOJI-
HOTBI MHpA, TTOJTHOTHI TBOPEHUS, YUCIO 3 — gucio Tpournpl, a equHAUIa —
gucno Exuroro bora. Ynceno 8 (cymma wrcen 7 u 1) — 9uciio BOCKpeceHUs,
YHUCIIO «OYAYIIETO BEKay.

«TonoxxuTe KHUTY Ha TEHHUE, MeTh N0 KHUTe — 3HAYUT MMOBTOPHUTDH €€
CaKpaJbHBIN CMBICI YePEe3 €€ CTPYKTYPY», — clipaBemiuBo 3amedaeT M. Ka-
TyHsiH.S OJTHaKO B MY3bIKaJIbHOH TPakTOBKE MapThIHOBA CTPYKTYpa TEKCTa
KHATH HE TIPOCTO BOCTIPOU3BOANUTCS, TIOBTOPSIETCS, HO U TIEPETOIKOBBIBACT-
cs1. DTO HOB03a8emHOe TIPOUTEHNE BETX03aBETHOTO TIava. XPHUCTHAHCKAs
YHUCIIOBasl CHMBOJIMKA HAKIIAJBIBAETCS HA YHCIOBYIO CHMBOIUKY OmOIeiic-
KOTO TEKCTa, HATIOIHSISI €€ HOBBIM CMBICIIOM.

OO0pareHre K BETX03aBETHBIM COOBITHSM C TOYKH 3pEHHUS MX HOBO3a-
BETHOTO W TIPOBHUICHIIMABHOTO 3HAYEHUS, KOT/Ia BETX03aBETHBIE COOBITH
TPAKTYIOTCS Kak TTpooOpa3 Oymaymeit HCTOpUHN YeI0oBEIeCTBa, BOOOIIIE MTPH-
CYIIe XPUCTHAHCKOMY MHPOCO3EPIIaHHIO.

Kaxmas rmaBa «[lmaga» y MapreiHoBa HaumHaeTcs [Ipomorom (kpome
WTOTOBOM, ITSITOM TIaBbl, MHTOHAITMOHHO poacTBeHHON «IIpomoram»). Tek-
CTOBOI1 OCHOBO#1 ITPOJIOTOB CTAJIO HAJNFICAHNE B IIEPKOBHO-CIIABSIHCKOM TIe-
peBone brubmmu, npensapsiromiee TekeT «ILtagay: « M OBICTH IO BHET/IA B IJICH
otBeneH 0e M3pamns n Mepycanum omycromeH Osmre, csaae Mepemus mpo-
POK TTAYyII] ¥ PHIIAION] PhIIaHUEM CHM Haj MepycamuMoM 1 mimaronarie.»
Bce nponoru aBnsAOTCS MOAOOUSME APYT IpyTa, IPHUYEM KaKIBIH TOCIEny-
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toruii [poror sBnsieTcs ycaoKHEHHBIM BAPHAHTOM ITPEIbIIYIIEro. ITo KaKk
651 onuH [Ipoor, MOCTOSTHHO Pa3BUBAIOIINICSA BO BPEMEHH, HO TTpephIBae-
MbIY T71aBaMHu, [Iposior, yTparuBIIni CBOM MIpEeNBaApSIIONIANA XapaKTep U Mpe-
BpATHUBIIHUICS B 3ByKOBYIO KOHCTAHTY COYMHEHUSI.

Ecnn putmugeckas crpykrypa tekcra «llimaga» n ero ¢popma (nenenne
Ha cTpo(bI ¥ Ha TIIABBI) TOYHO OTPAKAETCS My3bIKATEHBIM TEKCTOM, TO KOH-
KpEeTHBIE TICHXOJIOTHYECKHE OTTEHKH TEKCTa, MOTYJISIINH €r0 CMBICTIA 0CTa-
I0TCA 3@ TIpefielaMi MY3bIKQTbHOTO BOIUTOMIEHUSI. CMBICT U SMOIIMOHAIIb-
HBIH «3apsi» OTAENBHOTO CII0BA W (Ppasbl He YKPYIHSIOTCS My3bIKATbHON
WHTOHAINEH, HE IETAf0TCS «BBITYKIBIMI», HO OOBbEUHSIIOTCS C OCTAIBHBI-
MH DJIEMEHTaMH TEKCTa — B €AUMHBINA 3BYKOBOM 00pas3.

Brraecenue 3a CKOOKH TICHXOJIOTHYECKU-CYOBEKTUBHOTO TITaHA — TIPO-
QyMaHHas 3CTeTHYecKas TO3WINSA, ONMPAIOIIAscA Ha 3HAHWE CTHIINCTHKH
3HAMEHHBIX MECHONIEHU. Peub uieT He 0 uepeie pa3HbIX NepeKUBaHUM, a 0
€IMHOM TIOJIE TIEPEKUBAHMS, O TIOTPYKEHUH B OJTHO COCTOSTHHE. DTO TPHH-
IIUTI, ANHBIA 111 MUHIMaJIN3Ma U JPEeBHEPYCCKOTO MTEBYECKOTO UCKYCCTBA.
ITpusenem BrickaszsiBanue I1. ITocnenosa o Mmunumanusme: «IIponecc, men-
JIEHHO pa3BEepTHIBAIOIUIICS Ha HAIIHX TIa3aX, IPOTEKAET B MPEIeNax OIHO-
ro oOpa3Horo kauectBa. MUHIMAINCTCKast My3bIKa HE CTPEMHUTHCS HIYETO
COOOIINTH, OHA €CTh — KaK €CTh BCEJICHHAs!, KOCMOC, KaK ecTh Bpems».” T1o
CYTH JIeTia, 3TO COCTOSIHUE NpeObl8aHUs, CBOUCTBEHHOE U TyXOBHOM MY3bIKE.

B cBocit kaure «llenne, urpa ¥ MOJIMUTBA B PYCCKOM OOTOCITYKeOHO-
neByeckoil cucreme» B. MapThIHOB BBIIENSET TPU OCHOBOIOJIATAIOIIUX
MIPUHIIATIA, TIPUCYIINX PEBHEPYCCKON IIEPKOBHO-TIEBYECKON CHCTEME: ITO
MIPUHIINIIEI TIOBTOPEHHS, BapHAIMOHHOCTH W IEHTOHHOCTH. Te e camble
MIPUHIIAIIBI COCTABIIAIOT OCHOBY MY3BIKAJIbHON KOHCTPYKITNH «Ilmaday.

[IpuHIAT TEHTOHHOCTH (OT JIaT. cento — «JIOCKYT») — ATO MPUHITAIT MO-
3aMYHOTO COOMPAHUS MECHOTIEHUS 3HAMEHHOTO pacleBa U3 pa3TUIHbIX M0-
MEBOK (KPaTKUX MEOUIECKIX 00pa30BaHM, 3aKPETUICHHBIX TPaIUIINeH U
KaHOHOM), COOTBETCTBYIOIIHNX TJIACy 3TOTO TeCHONeHus. T.e. caM MHTOHa-
IIMOHHBIN MaTepuai, U3 KOTOPOro coOMpaeTcsl Meonus MeCHOIEHus, He
SIBIISIETCS] YHUKAJIHHBIM, a CyIIECTBYET 3a IpeJIelaMy TAHHOTO TIECHOTICHHS.

Kommno3uTop mupoko ucronb3yet B «Ilnauey» 1eHTOHHBIN MPUHITUI 110~
CTpOEHUS My3bIKanbHOU hopmbl. CaMo pa3BUTHE My3BbIKaTBHOW MBICIIH, CaMa
MEJIOANKA B COYMHEHUH CTPOSITCS 10 0COOBIM 3aKoHaM. Y MapTsIHOBa HET
MEJIOANY B MIPUBBIYHOM, KJIACCHYIECKOM ITOHMMAaHUH 3TOTO ciioBa. EcTe Mo-
HOJIUS, y30P, CKIIAIBIBAIOIIIMIACS U3 PA3TUIHBIX MEJIOANYECKHUX MIEMEHTOB U
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SYEeK: TIOTIEBOK, MEJIOAMIECKIX 000POTOB, MEIONNIECKUX (PUTYp, 3BEHHEB
CEKBEHIINH (CEeKBEHIIHS — Pa3BUTHE MOTHBA IIyTEM €ro IMOBTOPEHUS Ha pas-
HOW BBICOTE, B PE3yNIBTaTe YeTo OH MPHUHUMAET Pa3HYIO JIAZOBYIO OKPACKY).
Kommozutop mpuberaet B «Ilmaue» k TeXHHKE KOMOWHATOPUKH, KOMOWHH-
POBaHHUS TOTOBBIX WHTOHAIIMOHHBIX (POPMYI — DIIEMEHTOB BH3aHTHUHCKOTO
Oorociryke0HOTO ITeHUS, IPEBHEPYCCKOTO MTEBYECKOTO UCKYCCTBA, OaIKaHC-
KOTO 0OTOCTYXKEOHOTO ITEeHUSs, TPUTOpHAHCKOTO Xopaua. [Ipu sToM komITo3u-
TOp OTIMpaeTCs Ha TaK HA3bIBAEMBIil 9KCTEHCUBHBII THIT MEJIOIUIECKOTO pa3-
BEPTBHIBAHUL,® CMBICIIOM KOTOPOTO SIBJISIETCS MTPOJJIEHHE OHOTO COCTOSHUS,
CTpEeMJICHHE K KOHTHHYaJbHOCTH T€USHHUS MY3bIKA. Menoandeckast JTNHHS
KOHCTPYHPYETCS ITyTeM CEKBEHTHOTO HAaHM3BIBAHUS MEJIOAMYECKUX QUTYp
M X UHBEPCHH, yCEUEeHUSI OCHOBHBIX MOTHBOB W, HA00OPOT, «BBIpaIINBa-
HUSD O0Jiee MPOTIKEHHBIX METIOANYECKUX 00pa30BaHNH, ITMPOKUX CEKBEH-
THBIX 3BEHBEB WX KPAaTKOTO MHTOHAIIMOHHOTO 3epHa. BeTpedaercs m oOpar-
Hasl CUTyalHs: B BOJIHOOOPa3HOM MENONIeCKOH TMHIH ITOCTETIEHHO KpHC-
TaJUIN3yeTCs OTUYETINBOE, KPaTKOE 3BE€HO CEKBEHITHH.

ITpu xoMOmEUpOBaHNH Menoandeckux (popmy:n B «I1nade» BaskeH mpuH-
IIUT HeTIpecKa3yeMocTu. Hampumep, Mpu MCIIONB30BaHUH TAKOTO «IIPENl-
CKa3yeMOTO» THITa MEIOANIECKOTO Pa3BUTHS, KaK CEKBEHITHS, MEXKTY €€ 3Be-
HBSMH BAPYT BOZHUKAIOT «ITOCTOPOHHHE» 3BYKH, «JIOMAIOIINE» MHEPITHIO
MEJIOANYIECKOTO IBHKEHHSI.

ITomo6HBIi MeTO COYMHEHNS OIM30K METOTY IPEBHEPYCCKOTO PacIeB-
nuKa (He UCCIeI0BaHue, a «CIIeIOBaHUE» NIPEBHUM CHCTEMaM 00TOCTyke0-
Horo 1ieHuns1). CpenHeBeKoBas IIEHTOHHAS TEXHUKA 0)KMBAET B COBPEMEHHOM
MIPOU3BEACHNN, JIPEBHHUE MENOINIEeCcKre (popMyITbl KOHCTHTYHPYIOT MOHO-
nuueckyro Tkanb «Ilnada». KommosuTop, cocnasirch Ha TepmuH K. JleBu-
Ctpoca, Ha3bIBaeT TAKOW METOJ TBOPUECTBA «OPUKOIIAKEM.

Jpyroii npuHIINI, HE MEHEE BaXXKHBIN 1711 B. MapThiHOBa — 3TO OBTOpE-
aue. [ToBTOpsseMOoCTh (pEeNeTUTHBHOCTE) — BaKHOE, (PyHIaMEeHTaIbHOE CBO-
CTBO MUHUMAJIHCTCKON My3bIkH. OOpamiasich K APEeBHEPYCCKON TpaaHIINH,
KOMITO3UTOP TOBOPUT O TIOBTOPEHHWH KaK OCHOBE BCSKOTO OOTOCITY)KEHUSI.
«...MnucycoBa MonmmTBa Kak OBl HE3PUMO MPUCYTCTBYET B KAXKIOM OOTOCITY-
XKeOHOM TeKCTe, 00ecTIeunBasi CMBICIIOBOE €IIITHCTBO CHCTEMBI TEKCTOB. .. YTo-
OBI 00ecIIeunTh BpEMEHHYIO MPOTSHKEHHOCTh KOHTHHYYMA, TIPEIEThHO KpaT-
Kast MucycoBa MONMHTBA JTOJDKHA HEMPECTAHHO MOBTOPSATHCSA, M UMEHHO 3TO
MTOBTOPEHHE, 3TO OECTIPECTAHHOE BO3BpAIllEHHE K Ha4ally CTAHOBUTCS OCHOB-
HBIM CTPYKTYPHO-apTHKYJSIIMOHHBIM PHUHIIMTIOM OOTOCITYKeOHOTO TEKCTO-
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BOTO KOHTHHYYMA. .. TIOBTOPSIOIINECS TPYIITHI TEKCTOB 00pa3yoT KOHIIEHT-
pudeckne KpyTH, pacxomsmmecs: oT MicycoBoii MOIHUTBEL H OXBAaThIBAIOIIHE
Bce OOJBIIHE IPOMEKYTKH BpeMeHH. HanMeHbIM 13 KPyToB SBISIETCS Cy-
TOYHBIN O0TOCITY>KeOHBIH KPyT . . . CIeayomuii — CeAMUYHBIHN, FUTH HETETHHBII
OorocyxeOHbIi KpyT. .. HakoreTr, Hanboee 0OMMpPHBIM U3 00TOCTYKEOHBIX
KpPYTOB SBJISIETCS TOOBOM OOTOCTY»KEOHBIN KPYT, COCTOSIITHN U3 MOJIHTBEH-
HBIX TEKCTOB, MPEHA3HAYCHHBIX JUIS YTCHHS Ha POTSDKCHUH TO/Ia. . .»°

CoenuHssch MEXITY CO00, OOTOCTYKEOHBIE KPyTH 00pa3yoT MHOXKE-
CTBO Pa3HOOOpA3HBIX COYETAHWH, B YE€M IMPOSBISACTCS TPETHHA MPHHIIAI —
MIPUHIINT BapUAITMOHHOCTH. BapHaHTHOCTD — 3TO BaKHOE CBOWMCTBO JPEB-
HEPYCCKOTO TIeBUECKOTO NCKYCCTBA, B KOTOPOM MHOTOE TIepeaaBaioch yCT-
HBIM TIyTeM. JTO TaKXe 0COOEHHOCTh BCAKOW TPAJAMIIMOHHON KyJIBTYpHI, B
OCHOBE KOTOPOH JI€KUT KAHOHUYECKUM TUI TBOPUECTRBA.

B «Ilnaue Mepemun» BakeH Kak MPUHIUII TOBTOPEHUSI, BO3BPAIICHUS
PUTMO-MENOINIECKON CHUCTEMBI K ICXOHOMY COCTOSTHUIO, KPyTOBOTO, KOH-
[EHTPUYECKOTO CTPOCHUS MY3BIKATHOW (hOPMBI, TaK ¥ TMPUHITUI BapHaIn-
OHHOTO Pa3BHUTHS, TOCTEIIEHHOTO «PACKPBITHS, Pa3BEPTHIBAHUS MY3bIKaIb-
HOTO MaTepuaa.

Kommozummst «Ilimaga» — 310 cBoeoOpa3Hoe «pOHA0», TAE PO TOBTO-
pstomerocs pedpena urpaet [ponor. «lloBropsromeecs Bpems — 3TO Bpe-
Mms Boray, ckazan Asryctun.' Henurelinoe, MUKINYECKOE CTPOCHIE MY-
3BIKAJIBHOTO TMIPOIIECCa, OCHOBAaHHOE Ha MEPUOINIECKOM MTOBTOPEHUH Me-
JIOIWYECKOTO MaTepuata, IpeBpariaeT BpeMs IPOU3BEACHUS B CTATHIHBIN
00pa3 BeyHOCTH. My3bIKa — 3TO 03BYUCHHOE BPEMsI, CAMOU MaTepHeH My-
3BIKH sIBIsIETCA BpeMs. [loaTomMy nuienne BpeMeH! — 3TO JIUIIEHNE MY3bI-
KU €€ MaTepHaIbHOCTH.

Kaxnas rmasa «[1naua» uMeeT HUKINYECKOE CTPOEHUE.

Hanpumep, B mepBoii m1aBe MOXKHO YBHUIETH TPH (asbl pa3BuTHs. B kax-
noH (ha3e My3bIKaJIbHOE pa3BUTHE HAMPABIEHO IO ITyTH PACIIMPEHHUS 3BYKO-
BOTO JMana30Ha, KK IbIi HOBBIH CTHX BKITIOYAET B MY3bIKaJIbHYIO TKaHb OTUH
HOBEIH 3BYK. [locTeneHHoe pacuperne Auarna3oHa oT OJHOTO 10 CEMH 3BY-
KOB SIBIISIETCS TIPAKTHUECKUM BBIPQKEHUEM YHCIIOBOW CUMBOJIMKH, 3AJI0KEH-
HOI1 B ocHOBE «I11mauay. AIropuTMm, 3aKJIF0UEHHBIN B KaXKJI0M paszfielie, He «Ipo-
CUMTHIBACTCSD) CITYIIATEIEM, OTHAKO OCHOBAaHHOE Ha 3TOM aJITOPUTME ITOCTe-
TIEHHOE PacKpbITHE, PACIIMPEHNE MY3bIKaFHOTO MPOCTPAHCTBA M3 OTHOM
3BYKOBOW TOUYKH, PaBHO KaK W HEYKIIOHHOE HapacTaHNe 3MOIMOHAIBHOTO Ha-
MIPSDKEHNS, HEMIOCPEACTBEHHO BIHSIOT Ha BOCTIPHSTHE CITYTIATES.
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Korna npensinymas ¢aza mocturaet yncia «7», HaunHaeTcs Clenyo-
mast (aza, KOTopast BHOBb IPOXOJHT BECh MyTh OT €IMHMIIBI, YHUCOHA, 10
MOJTHOTO CEMUCTYIIEHHOTO 3ByKopsaa. Ho mpu aToMm kaxkaast gasa mMeeT CBOU
otiuuwmsl. [lepBas daza — moka3 neHCTBYOMUX JTUI] (MYXCKOH Xop — 0000-
IMeHHO-acKeTHIecKoe Hadaso, aneT [ u aneT 11 solo — Havamo TMaHOCTHOE) U
HamOoJee sicHas pabora ¢ unciioM. Bropas dasza — obocTpenune nepexuna-
HUS, KHAKIOHEHHE» B CTOPOHY IKCIPECCHH, OM3KOW HApOTHOMY TLIady, -
MIPOXOAMT TIO 3HAKOM aJbTOBOW mapTwH. B TpeThel (asze mpocTpaHCTBO
pacmmpsieTcs, MOSIBIIETCS 3€PKaIbHOCTH (OMHOBPEMEHHOE 3BYYaHHE MEJIO-
JIUYECKOl JIMHUY U ee WHBEPCHH), TIOBECTBOBAHNE PACCIIANBAETCs, IPHo0-
peTasi MECTHYECKOE M3MEpEHHe.

OO6paruMcs Tenepsb K MPOCTPAHCTBEHHON CTOpOHE counHeHus B. Map-
THIHOBA. B 3Byuanmm m000T0 X0pa, Kak W OpKecTpa, MPUCYTCTBYET HEKUN
crepeodonndeckmii 3G HEKT, CBI3aHHBIH ¢ MECTOIIOIOKCHIEM HUCIIOTHUTE-
Tei: mepexo; My3bIKalIbHOTO 3BYYaHUs U3 TeMOpa B TeMOp, iepeMeInieHne
€ro W3 MapTHH B MAPTHIO — 3TO, IO CYTH, €TO TIepeMeIIeHHE B peaJbHOM,
aKyCTHYICCKOM IPOCTPAHCTBE. ITOT dPPEKT yCHIINBACTCS, €CITH UCTIOIB3Y-
€TCSl HAMEPEHHBII KOHTPACT U MPOTHBOIOCTABIIEHHE MTAPTHH, T.€. KOHTPACT
B MPOCTPAHCTBE 3BYKOBOM, MY3BIKaJIbHOM, TOAPAKAIOIIEM CTEpeOQOHUH.
Hcnonb3oBanue pa3iuyHONW XOPOBOM ITJIOTHOCTH M JMHAMUKHU MOPOKIAET
3¢ hexT mpubIIKEeHN-yIaNeHI, (aKkTypa BIUSET Ha OIYIIEHUE «CTYIICH-
HOCTH», KOHIIEHTPUPOBAHHOCTH MYy3BIKAJIbHOTO IIPOCTPAHCTBA WIIH, HA000-
POT, ero pa3peKeHHOCTH, ITUPOTHI, TPO3PATHOCTH.

«Imaay Mepemumy» mpucyia BHYTpeHHsS aHTH(HOHHOCTE. M3maBHO B
XPHUCTHAHCKOH IIEpKBH OBLIO IMPUHSTO MCIIONHEHNE TIECHOTICHUH aHTHU(OH-
HO, TIOTIEPEMEHHO JIByMs XOpaMH, YTO CHMBOJIM3HPOBAIO COBMECTHOE TIe-
HHE XOpa 36MHOTO W XOpa HeOECHOTO (aHTEIBCKOTO).

B «Ilmage Mepemum» aHTH(OH — OAUMH U3 CaMbIX OCHOBHBIX IIPUEMOB
TeMOPOBOH JApaMaTyprH.

Tloutn B kaxxno¥ rmaBe counHeHua B. MapThIiHOBa UCIIONB3YETCS MIPHU-
€M TIOCTENEHHOTO HAMOIHEHUS MY3BIKAJIBHOTO MpocTpaHcTBa. [IpuHImm
MOCTENIEHHOT O HAITOJTHEHHS «BBICBEUMBAETY MOTEHIIMAIBHOE IIPOCTPAHCTRO,
03BYYHMBAET €T0. JDTO CBA3aHO C CEMAHTHKOM IUTada, MOCTETIEHHO 3aITOJTHSIO0-
Iero co0oii Bce.

[TomMuMO TIpUHITMTIA HATTOTHEHHS, IPHCOETNHEHUS K My3bIKaJIbHON TKa-
HU HOBBIX 3BYKOB U HOBBIX (DAKTYpPHBIX IIACTOB, KOMIIO3UTOP UCTIOIB3YET
MY3bIKaJIbHO-TIPOCTPAHCTBEHHYIO MeTa(opy JIECTHHIIBI, HITH, KaK TOBOPH-
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nu B JIpeBHeit Pycu, nectBuiipl. JlecTBUIIa — CUMBOJ TyXOBHOTO BOCXOXK-
nenusi. Bo Bropoit maBe «Ilnavay kaxaplii mociaeAyOmUi CTUX HaYWHA-
€TCS TOHOM BBIIIIE TIPEBITyIIero. Beas moKasHHBIN I1ad — 3TO, TIPEXK/Ie
BCETO, YCHIIME BOCXOXKICHHUA.

Ocoboe 3nauenne B «I[1mage» mproOpeTaroT mpoCTpaHCTBEHHO-aKy CTH-
geckue 2 (HEeKThI. 31ech BaxkHa MTPO3pavIHOCTh COUETaHUI TOJI0COB, TPOCBE-
YHBaHHE WX APYT depe3 Apyra. Kommo3utop mpuMeHseT mprueM «pa3MbiBa-
HUSD» METOIMYECKNX KOHTYpPOB, HE paad HESICHOCTH WX, HO paau ocoboit
MPOCTPaHCTBEHHOCTH 3By4aHus. B «llmade» HeoqHOKpATHO BOSHUKAET 3(h-
(heKT pacciIoeHHsI My3BIKAIbHOTO MTPOCTPAHCTBA. DTOT MPUHITUAT Hanboee
SBCTBEHHO BBICTYIIAET, KOT/Ia CIIOM IIPOCTPAHCTBA CMEIIAIOTCSI IPYT OTHOCH-
TEJIHHO JIpyTa W BO3HUKAET 3P PEeKT MHOTOKPATHOTO dXa. Jpokanne, Koie-
Oanwe 3ByKa IoJ00HO HEPOBHOMY MEPIIAHUIO TAaJIEKUX 3BE37] B HOYHOM Heoe,
TO TIOSBISIONINXCS, TO MCYE3AIONINX B KOJIEOAHUSIX BO3MYIIHONH CpPEIBI.
«ITmaw» cIOBHO 3BYYHT CKBO3b MIPETOMIISIFOIIYIO TIPH3MY naiu. BemommHa-
eTcs ontrueckuit 2 PexT paayru (KoTopasi, Kak U3BECTHO, ABIsIETCS B bro-
JIUW CHMBOJIOM 3aBeTa MEXy borom u Jromemu).

[Ipumepom Takoro hoHM3Ma MOXKET CITY>KATh MIPHEM CMEIICHHUS MEJIO-
JIYeCKOM JIMHUH TI0 TOPU30HTAJIH, KOT/Ia T0JI0Ca «OTCTAI0T) OMH OT APYTO-
ro (BTopas r71aBa, 4eTBEpTas I1aBa).

Bo3nukaer 3¢ hekT MHOTO-TOJIOCHS, TOJIOMICHHS, OyaTo OB JoNeTaro-
IIEeTO0 ¢ pa3HbIX ToueK. MOHOAWYECKask TeMa 3ByUUT «OCTPAHEHHOY, MUCTH-
yeckd. [lomoOHOe cMmeleHne 3acTaBisieT BCIIOMHUTD HKOHOITUCH C €€ «JIe-
(hopMarusIMI» IPOCTPAHCTBA, N300pakaeMOTr0 OJHOBPEMEHHO C Pa3HBIX TO-
YeK 3pEeHUSI.

IToMuMO Ha3BaHHBIX MPOCTPAHCTBEHHBIX MPUHIUIIOB, B. MapThiHOB
OYeHb IMUPOKO MPUMEHSET IPUHITUN 3€PKATEHOCTH, CHMMETPHH, TPOSIBIIS-
fo1uii ce0s Ha pa3HBIX YPOBHSAX MY3bIKAITbHON KOHCTPYKITHH.

Bo MHOTHX My3BIKaIBbHBIX ITOCTPOEHUSX MapTBIHOBA OIIyIIAETCS, a
WHOTIIA ¥ 3pUMO TPUCYTCTBYET HEKUH «TOPH30HTANBHBIN CTEPKEHB». JTOT
CTEepKEeHb 3aCTABIISIET BCIOMHUTH U O BU3AHTHCKOM FICOHE, 1 O KCTPOKE» B
3HaMeHHOM IeHuH. CTpoKa — CpeHI YPOBEHb 0OMXOTHOTO 3ByKOpsiaa. Y
MapThIHOBa «CTPOKa» MPEBpAIIaeTCs TO B OCh CAMMETPHH, TO B OTIOPHBIH
3BYK, K KOTOPOMY ITEPHOANYECKH BO3BPAIIa€TCs HAIlEB, TO B HCOH HITH XOPO-
BYIO TI€/IaJTb.

MOXHO Tak)Ke TOBOPHUTH O MPHHIIATIE MTPOHUIIAEMOCTH MY3BIKaJIbHOTO
MIPOCTPAHCTBA: HECMOTPSI Ha Pa3leIeHre My3bIKaTbHOTO MaTepHalia MeXIy
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pasHBIMA MAPTUSMU, Pa3HBIMHA TOJIOCAMH, OHU M T€ K€ WHTOHAIMH IIPO-
HUKAIOT B pa3InIHbIe cephl My3bIKAIFHOTO TPOCTPAHCTBA.

IIpoHnITaeMoCTh 3ByKOBOTO MPOCTPAHCTBA, MPO3PAYHOCTh (DAaKTYpHI,
3epKaJbHOCTh 3BYKOBBIX CTPYKTYp, ITOI00ME KaK MPUHITAIT MY3BIKaJIHbHOTO
pa3BUTHS («TO e Bcerma WHoe», kKak roBopui A. dou BebepH, u 3TH ero
CJIOBA 3aTeM TOIXBATHIIA U CIENaIN CBOUM JIEBU30M MHHHUMAIHCTHI) — 3TO
SIBIICHISI OTHOTO ICTETUIECKOTO mopsaka. OTpakeHne — BayKHAs KaTeTOPHs
BOCTOYHO-XPHCTHAHCKOTO OOTOCIOBHS. DTO M MUP KaK OTPaKEHHE U MO0~
Oue HeOeCHBIX apXeTUNoB (/loHuCHIT ApeoTiaruT) 1 3eMHas JKU3Hb KaK «TyC-
KJoe crekyioy (arm. [laBern), CkBO3b KOTOpOE MBI HESICHO pa3indaeM odepra-
HUs bertust. CioBo B courtHEHNH MapThIHOBA HE TOIBKO PacTIeBaeTCs U ITHT-
Cs, HO M MHOXKHTCS B ¢ dekTax dxa — Kak ObI IPOX0oIs depe3 HEKYIO CPey,
npeTeprieBasi B Hell peBpalieHus, Kakue, 1o Meiciu Juonucus Apeonaru-
Ta, IpeTepneBaeT HH(OpMaIs, CITyCKAIONIasIcs C BEpXHUX, HEOECHBIX YPOB-
Hell uepapXuu U JOCTUTAIOIIAs 3€MJIHM B HESICHOM BUIE, YTPATUB YacThb ceOsl.

IlepxoBHoe nenue B JlpeBHel Pycu Ha3bIBaIu «aHIEIONIACHBIMY, «aH-
TeJIOTI0T00HBIMY.

B. MaprtsiHOB nuiieT B cBoeM uccienopanuu: «IIprupona aHreanckoro
MIEHUST MOXET OBITh YIIOM00IeHA IPUPOJIC OTPAKEHHUS, NOO aHTEeIIbI, Ha3bIBa-
eMBIe ellle «BTOPBIMU CBETaMI», He TOTJIOMIAI0T COO0I0 ATOMCTUYHO OOXKe-
CTBEHHEBIN cBeT, ncxonsmuii or Ceera IlepBoro, HO TOOOHO 3epKaiaM OT-
pakaroT ATOT CBET BOBHE, CBETSICh CaMH WM OCBemas Apyrux». W mamee:
«...yMECTHEE TOBOPHUTH CKOPEE HE CTOJIBKO O COOTBETCTBHUHU CTPYKTYP, CKOJIb-
KO O CHMMETPHYECKOM 3€PKATbHOM OTPaKEHUH CTPYKTYpPBI HEOECHOTO TIe-
HUS B CTPYKTYpe TEeHHSI 3eMHOTO. 3epKajIbHOCTh MPOSBIIIETCS PEXK/Ie BCe-
TO B POTUBOIIONIOKHOM HAIIPABIEHHOCTH. . . IBIYKCHUN, KOO €CJIH B aHTeIIb-
CKOM TIEHUH [BHXEHHE CBS3aHO C HUCXOXJEHHEM, TO B 36MHOM
0orociryeOHOM MEHUH JIBIKEHUE CUMBOJIM3UPYET BOCXOXKACHUE».!! BhITh
MOXET, B 3THX CJIOBaX KPOETCS pa3raKa CTOIb YaCTOTO NCTIONB30BAHMS «3€p-
KagpbHOCTH» B «llmadey», Tem Oonee 4TO, B OCHOBHOM, OHA HCIIONB3YETCS B
30HaX HAMOOJBIICH CaKpaTn3aIiy TeKCTa (Ha3BaHUSI OYKB).

Bragumup MapThIiHOB U3BECTEH CBOEH KOHIIETIIIMEN CO3/ITaHUS «HOBOTO
CaKpaJIbHOTO IpoCTpaHcTBay. CakpaabHOE MPOCTPAHCTBO 3HAMEHHOTO pac-
MeBa, IPUTOPHUAHCKOTO XOpaa, BA3AHTHIICKOTO OOTOCTY:Ke0HOTO ITeHUs yT-
paTuIIo CBOIO TIOJTHOTY | CHITY B COBpeMEHHOM Mupe. B. MapTeiHOB 3a1aeT-
s TICNTBIO CO3AaHuMs (VITH XOTS OBl IIONBITKU CO3IaHHsT) HOBOTO CaKpaJhLHOTO
MPOCTPAHCTBA, MIPOCTPAHCTBA BOKPY2 OOTOCTYKEHHS, T1Ie, Ha EPEKPECThe
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Pa3TMYHBIX TPAIUIIHHA OOTOCITYKEOHOTO TICHHUS, MY3BIKH 0apOKKO U (DOTBK-
JI0pa, a TaK)Ke COBPEMEHHBIX TEXHUK KOMITO3UTOPCKOTO MMICEMa, MOXKET BO3-
HUKHYTHh HOBBIN KyJIBTypHBINA CHHTE3. CIIOBO «IIPOCTPAHCTBOY MOHUMAETCS
KOMITO3UTOPOM CHMBOJTMIECKH, KaK HEKOE «MECTOY, TI€ MOKET BOSHUKHYTh
3TOT cuHTE3. B TO e Bpems, «HoBoe cakpaimpHOE MPOCTPAHCTBO — 3TO B
MIEPBYIO OYepellb HOBOE aKyCTHYECKOe MPOCTPaHCTBOY. Il KoMImo3uTopa
CTaHOBHUTCS BXKHBIM PACITOJIOKEHIE HCITOTHUTEIIEH B IPOCTPAHCTBE, «KaXkK-
Jasi TOYKa MPOCTPAHCTBA JIOJDKHA CTaTh HCTOYHUKOM 3ByKax.'2

Ha nam B3mmsan, npoctpancTBeHHBIE 3 dekTrI «Imaga» Takxke CBsI3aHBI
C TIOMIBITKOM CO3/TaHUSI HOBOTO CAaKpaJhbHOTO MPOCTPAHCTBA.

To, uto B Berxom 3aBeTe OBIIIO €AMHBIM TEKCTOM (aKPOCTHX) B JalTb-
HEHIIeM pasJeNnnioch, CO3/1aB Ba CTPYKTYPHBIX YPOBHS TEKCTa. DTH YPOB-
HU B cCOYMHEHNHU B. MapThIHOBa MTPECTaBISIOT 1B IJTaHa OBITHS: MHUP JIOJTb-
HUU U MUP TOPHUH.

B npeBHepycckoit Teopun My3bIKH BEIPAOOTAIOCH TIOHATHE TaifHO3aMK-
HeHHOCTH. [IpocTpaHHbIe MeTM3MaTHYeCKHe pacieBbl PUTHBIX (HOPMYIT OT-
MeJaJTi 30HBI HAaOOJIBITICH CakpaIi3aIiiy OorocayxeoHoro Tekcra. B «Ilma-
ge» B. MapTeiHOBa 30HAMH HAHMOOJBIIEH CaKpaIN3aliH SBJISIOTCS PACTICBEI
OyKB IpeBHEeBpelickoro andasuta. Menn3Marndeckue pactieBbl OyKB ITPOTH-
BOCTOST CHJLTA0MUIECKOMY pactieBy Tekcra. Kak u puThl, 0003HaueHUS OYKB —
3TO BBIXOJ 3a MPEJIeITbl TEKCTA, 32 TIPEIEITBI CII0OBA B CBEPX-CIIOBO, 3TO armoda-
TUYECKHE MIEMEHTHI TEKCTa.

Kak u pute1, 370 0CcTpOBa BHEBpEMEHHOCTH (BCIIOMHUM 3aMedanne M.
BpaxxankoBa 0 puTe Kak «CBOCOOPa3HOM OCTPOBE B 3HAMEHHOM PAacIIeBe» ).

[Ipu rocrioncTBe cTaTWKK, B COYMHEHWN €CTh IJIaBa, IIe BpeMs Kak Obl
«CBOpAYUBAETCS», CTAHOBACH O0JIee CHKaTbIM 1 IWHAMHYHBIM. JTO — YeTBep-
Tas maBa. MOXXHO CKa3arh, YTO YETBEPTAs II1aBa BHITIOIHSIET POJIb PEANCIIO-
BUS, TIPOJIOTA K TISATOH II1aBe, 3TO MPOPHIB, HEKOE OTKPBITHE, 32 KOTOPBIM ClIe-
nyet abcomroTHas craruka (huHaa. [oBops 0 4eTBepToi TI1aBe, MOXKHO TIPO-
BECTH aHAJIOTHIO C «MHOTOTIIaCHEM», HaOITFOaBIIMMCS BO MHOTHX XpaMax J0
pedopmbl marpuapxa HukoHa. MOTHTBEL, KOTOpBIE TOKHBI OBLTH CIIE0BATh
OJTHA 3a JIPYTOM, B NEHCTBUTENFHOCTH, «HAKIJIQABIBASCEHY PYT HA JpyTa, I1e-
JIUCh W YUTAJINCh OTHOBPEMEHHO, PaJF COKPAIIEHU BpeMeHH cIyXO0bI. Tak
B yeTBepToi miaBe «Ilmaga» «mMommTBa unTaemas» (CTUXH, «IUTKOMY ITPOU3-
HOCHMBIC Oacamul 1 TCHOPaMH) U «MOJIUTBA IToeMash» (pacreBhl OyKB) codeTa-
IOTCSl B OJHOBPEMEHHOCTH. «YNTOK» HE MpeKpalaeTca HA Ha MTHOBEHHE, U
MBI YK€ He MOYKEM OTIIYUTD, TJIe KOHYAeTCS OIMH CTUX ¥ HAYMHAETCS CIIey-
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forid. OTH ABa (haKTypHBIX IDIACTA CYIIECTBYIOT ITOYTH aBTOHOMHO JIPYT OT
Ipyra. B TakoMm pacciioeHnu My3bIKaJbHOM TKaHH HaM BUIWTCS yKa3aHUeE Ha
JIBe, HE TIepeceKaromuecs, cheprl OBITHS: TOBECTBOBAHHE O 3¢MHBIX COOBITH-
SIX ¥ TIPOTIEBAHHE CaKpaATBbHBIX OyKB, ITpeBpaIaronieecs B PO MOIUTBBI. Mox-
HO BCIIOMHHTBH APEBHEPYCCKYIO HKOHY C €€ TIPUHIIUTIOM COBMEIIIEHHS B OTHOM
M300pakKeHNH Pa3HOBPEMEHHBIX COOBITHH, a TAK)KE Pa3THMYHBIX cep OBITHS.
Ho, o0penuHss nx B €TMHOM H300paykeHUH, MKOHOTIMCEI] BCET/Ia 9€TKO OTTpa-
HUYMBaeT Nono0HbIe cepsl IpyT OT Apyra. BakHBI Kak €AMHCTBO ¥ B3aUMO-
MIPOHUKHOBEHNE, TaK W TPAHHUIIA.

OTOT MPUHIUTT OOBEAMHEHNUS, M, OMHOBPEMEHHO, Pa3TpaHHUYEHHUs T10-
CTOSTHHO TIPUCYTCTBYeT B «Ilmauey.

B mATO# T71aBE MTPOUCXOANT TIOTHOE YHUYTOKEHUE, «CHATHE MY3bIKaITh-
HOTO BPEMEHH, a Tope Tpopoka Mepemrn aynecHpIM 00pa3zoM mpeodpakaercs B
MonuTBy. Jlaxke cama riiaBa HocuT Ha3BaHue «MonuTsbl MepeMuu npopokay.

My3bIKanbHOE CTPOEHHUE MSATOW TIIAaBBI MPENeTbHO MPOCTO: TICAIMO-
IIMsl Ha OJTHOM 3BYKE BpeMs OT BPEMEHH «PaCI[BEUMBAETCS» KaKOU-ITHOO
MEJOAMIECcKOl GUTYPOH U3 TeX, UTO YIOTPEOISUITHCh B COUMHEHUH paHee.
@uUrypsl NOSBISIIOTCS B ONMPEICICHHON O4epeHOCTH, OT CaMOM 3JIeMEeH-
TapHOU K Oosiee cI0KHBIM. BepoaTHO, KOMIIO3UTOpP OCO3HAHHO JOOMBaeT-
Csl IPOCTOTHI M ACKETUYHOCTH MY3BIKAJIFHOTO O()OPMIICHHS TPEXCTHIIUH.
«PUTyansHOCTE» M YCEpAHOCTH MoJIeHUH («I'ocTionu moMuiIyin» — cBO€00-
pasHas «CyTy0ast eKTeHHI») He JOJDKHA 3aTMEBAThCSl KPACUBBIMH aKyCTH-
geckuMu dpPekramu. Bee criel gymm coOMparoTes Ha TOBTOPEHUH 3TOTO
MOJIUTBEHHOTO «pedpeHay. CMBICI OCTAIBHOTO TEKCTa He Tak BaxkeH. CeMb
TPEXCTUIINH TTOYTH TOYHO TOBTOPSIOT APYT Apyra. To e MOXHO cKa3aTh
u o ipuneBax «locrogau, momunyi». [IpuHIMI MOBTOpa BEIXOAUT Ha Mep-
BBIU TUTaH, KaKoe-TM00 MY3bIKaTbHOE Pa3BUTHE OTCYTCTByeT. Kirrou Haii-
neH. U Hy)XKHO JuIb GecripecTaHHO MOBTOPATH MOJIUTBY, KOTOpAas U SIBIIS-
€TCs ATUM KITF0YOM. PuTyansHOE TOBTOpEHHE OTHOTO ¥ TOTO )K€ MaTepra-
Jla BOCTIPHHUMAETCS KaKk HEYTO HEMOABI)XHOE, HEM3MEHHOE, TP BCeH
aKTHUBHOCTH PUTMHUYECKOTO JBUKEHHUS.

B ¢uHansHO# TiTaBe «[1maday, kKoTopas yKe He SBISIETCS aKpOCTHUXOM,
«OyKBBD» 00PETAIOT TOJI0C U YETKUI CMBICII — OHU 3aMEHSIOTCS «CaMBbIM Kpat-
KUM MecHoneHueM mnpapociaBHoi LlepkBu» — «l'ocnioau, momumnyii». Mo-
TuTBa, Kotopas npocut ['ocioga odparuts k Cebde ceparia aronei. MomuTsa,
B KOTOPOI 00BETUHIETCS] BOCXOXKACHNE C HUCXOXKJEHIEM U CMBICIT CJIOBA C
€ro TAMHCTBEHHOW, BHECIIOBECHOM CYIIIHOCTHIO.
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B. MapTbIHOB MUMIET O TOM, YTO BECh YHH OOTOCTYXEHHS BBIPOC U3
Kpatkoil IMCyCoBOI MOJIUTBBI, pa3pacTasich U3 Hee TOJ00HO BETBAIIEMYCSI
nepeBy. MokHO cka3zarb, uto «Ilmad Mepemumn» BrIpoc u3 ere 6oee Kpar-
KON MOJIUTBBI — «I OCTIOH, TTOMIITY ).

Tema «Ilmagay B counnennu B. MapTeIHOBa 0CO3HaHA KaK TITyOOKO CO-
BpEMEHHAs W Tparndeckas. B oTindre oT SMOIMOHAIFHON CAEPKAHHOCTH
3HAMEHHOTO pacleBa M MEIUTATHBHOW CO3EPIaTEIbHOCTH MHHHMAJIHCTC-
KX counHeHnH, «Ilmas» OynopaxxuT ciaymmarers SMOIMOHAIBHBIM U TyXOB-
HBIM HanpsikeHneM. «IcKyccTBO cTapuHHOE — NKOHOITHCH, MO3aNKH PaBEH-
HCKHE, HCKYCCTBO | ThICSAYENeTHS 10 TOTHUKH, TO, 9TO MBI BUTUM B AHTH(}O-
Hapuu win B ['pamyane, B TpUTOPHAHCKOM KOpIycCe, — 3TO HCKYCCTBO,
yTBepkaaroniee bora. A HCKycCTBO COBpeMEHHOE — B3bICKytoliee boray, —
roBoput B. MapteisoB."? Oco0yt0 BEIPa3UTEILHOCTD U B TO JKE BPEMsI «HAJI-
CyOBEKTHBHOCTB», PUTYaIbHOCTh, B KOHEUHOM CYETE — MUCTEPHATBHOCTh
npunaet 3By4danuio «llragay HaponHas MaHepa HHTOHHPOBAHUS.

Ha ocnoge «Ilnaua» B. MapteiHoBa A. BacmiibeBsIM OBIT TIOCTaBJICH
CIEKTaKJIb, B KOTOPOM BBICTYTIIEHHE XOPHCTOB MPEBPATHIIOCH B HEKOE CaK-
paJibHOE JIEUCTBO.

“THE CRY OF JEREMIAH” BY VLADIMIR MARTYNOYV:
HOMO ERRANS AND OLD RUSSIAN ECCLESIATICAL
SINGING

Irina BROVINA
St. Petersburg, Russia

In Dante’s “Divine Comedy” the main character says that after having
lived half of his life he lost his way in a gloomy forest.

In the opinion of Moscow composer Vladimir Martynov, a human liv-
ing in the contemporary world, where all the points — the points of view and
the points of rest — have shifted, may be defined as human errans — “a man
who lost his way”. Like the character in Dante’s poem, the human needs a
guide. Vergilius, the guide in Dante’s poem, represented “the totality of the
marks and symbols of spiritual tradition”.

Everyone can meet his own Vergilius. For Vladimir Martynov, the guide
is Old Russian ecclesiastical singing. For Martynov, old-russian ecclesiasti-
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cal singing is an integral syncretic system opposite to the torn and fragmen-
tary contemporary consciousness.

The text of “The Cry of Jeremiah”, a “book put to singing” is taken from
the Old Testament book of “Jeremiah” that describes Jerusalem being de-
stroyed by the Babylonians. The events told in the Old Testament are inter-
preted by the composer as a prototype of the condition of the contemporary
world. The idea of the world living without church, which is ruined like
Jerusalem, is the centralconcept of the work. Thus, Martynov’s musical piece
is a cry not only for Jerusalem but for modern civilization as well.

The human can lament the fall, but the cry is also an expression of hope
for regaining the lost wholeness. In some mysterious way there is comfort in
tears, and there is joy in crying.

Cry and prayer are inter-permeable and inter-reversible in Martynov’s
work. The cry is heard through prayer, and the prayer is heard through the
cry. With this juxtaposition of prayer and cry, we notice the development of
the musical image moving from cry to prayer. While the first movement is
the cry of despair, the naked cry full of expression, the final movement is
pure prayer. It is beyond the time.

In “The Cry” the composer uses combinatorial techniques. He com-
bines the set of formulaic intonations that are the elements of Byzantine
church singing, Old Russian ecclesiastical singing, Balkan church singing,
and Gregorian choral music. This combination of different Christian church
singing traditions symbolizes the stones of the destroyed Jerusalem, and it
gives hope for the restoration of its wholeness.

Martynov’s method of composing is close to the one used by an Old
Russian church chorister. The medieval centon technique is revived in this
contemporary work. Ancient monodical formulas constitute the melodic struc-
ture of “The Cry”.

Vladimir Martynov views his method of composing music as a form of
canonical work. Repeating the sacral formulas is more important for him
than a search for new sound combinations. Nevertheless, “The Cry” is not
only repetition; it offers a new, contemporary understanding of both the orig-
inal text from the Bible and the borrowed melodic elements.

The new elements are apparent in the form of the work, in its structure,
in the combination of different melodic elements and in the method of com-
bining old Christian singing traditions with specific features of musical think-
ing of the 20" century. The symbolical meaning of numbers, which actually
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constitutes the form of the work, is typical for both the today’s music and for
that of the Middle Ages. Over all, the work is composed in the modern tech-
niques of minimalism.

In “The Cry” the composer resolves the themes using techniques of min-
imalism, i.e. the technique of multiple repetitions. Analogies for the con-
stant variation, repeating, the return of melodical structures, and the circular
development of intonation can be found in the system of “eight tones” used
in the Orthodox Church service.

Thus, the theme of the “The Cry” is deeply contemporary and tragic.
Unlike the emotional reserve of znamenny raspev and the contemplative
meditation of the works of minimalism, “The Cry” excites the audience
with its emotional and spiritual intensity. Specifically, the folk music manner
of intoning (voicing) (The work was composed especially for the vocal
group “Sirin” known for its specific way of singing.) imbues “The Cry”
sound with super-subjectivity, rituality, and mystery. As, according to the
composer, “The Cry” is a “constructive act” called to restore “the world
that we destroyed”.
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