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EDITORIAL

Dear readers!

You receive the first AU issue in 2019. You see we have
finished the search for our design and we would like to look the
way as we are looking now.

We are permanently working to make the contets of the
journal universally interesting — as our title promisses. So I am
happy that in this issue we both continue the previous
publications and introduce the new authors and new views on
the aesthetic field.

In 2019 we are staying in touch with you, please write about
all that you think on aesthetics to the editorial address:
aestheticauniversalis@gmail.com

Sincerly yours,
Sergey Dzikevich,
AU Editor-in-Chief
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NATALLIA STELMAK
SCHABNER!

RESOLVING THE PARADOX OF FICTION:
ACTIVE RECONSTRUCTION AND
EMOTIONAL DISSONANCE

Abstract

Why does fiction move us? Jenefer Robinson (Deeper than Reason)
argues that emotions begin as immediate, physiologically-based
appraisals that kick in before cognition, so belief in what sparks the
emotion is not necessary. But how would fiction, which we experience
through cognition, trigger such appraisals? I argue that writers such as
Dostoevsky use narrative devices such as ambiguity, unreliable
narration and complex emotional states or «emotional dissonance»
in characters to move us emotionally. These techniques engage us
in a process of active reconstruction of a narrative’s content, mirroring
how we engage with experience, thereby creating real emotional
responses.

Keywords

Dostoevsky, Tolstoy, Jenefer Robinson, emotional dissonance, active
reconstruction, Paradox of Fiction, realism, modernism, imagination,
mental content.

! Natallia Stelmak Schabner — Ph. D. in Philosophy, CUNY (City
University of New York) Graduate Center, teaching at City College and
Hunter College CUNY, New York, USA, nsschabner@gmail.com
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Emotional responses are an essential part of both everyday
life and our imaginative engagement with fiction. Jenefer
Robinson, in her book Deeper than Reason, claims that «emotion
processes... work just the same way when we respond
to characters and events in novels, plays, and movies, as they do
when we respond to people and events in real life» (Robinson
105). I am inclined to agree with this, but there appears to be
a problem in her account of how we get to that emotional
process in «the fictional case,» since in reading literature the
trigger for our emotional process is not perception but cognition
(the result of reading and understanding the words of a novel or
story). I propose to take a close look at Robinson’s account
of how we can have genuine emotions regarding fictional
characters, and offer a different answer to the problem
by examining the intrinsic characteristics of literature that
trigger our emotions, and how writers such as Dostoevsky
engage the reader with the characters in his novels. I will argue
that understanding literature engages the same mental faculties
that are engaged in response to our experience of our lives, and
that this active response is sufficient to explain our emotional
involvement.

To demonstrate how her theory could be applied
to literature, Robinson focuses primarily on two 19th century
novels, Tolstoy’s Anna Karenina, which often seems to be the
standard point of reference in discussions of this topic, and
Edith Wharton’s The Reef, to which she gives a close reading.
Because Robinson equates our emotional response to fiction
with our emotional response to film and theater, her decision
to limit her discussion to traditional realist novels makes sense,
since these novels work by an accumulation of sharp, finely
observed details, so the reader is able to easily imagine or create
a mental image of what is described.

However, since the turn of the 20th century, realism is an
approach that has been employed primarily by writers
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of popular fiction, which appeals to a less sophisticated
audience than the audience for serious literature. Nevertheless,
readers have still been emotionally moved by the works
of writers who have broken from that tradition. So the question
is how to explain that engagement. The purpose of this paper is
to address that lacuna.

I have chosen Dostoevsky as the primary example for my
discussion because if Tolstoy can be considered as the
perfection of the 19th century realist tradition, Dostoevsky is
one of the first writers to break from that tradition. He, unlike
Tolstoy, creates a new model for 20th century literature, and his
influence can be seen in writers like Joseph Conrad, William
Faulkner, and Virginia Woolf.

Robinson offers a new theory of emotion, and through that
theory she finds a solution to the paradox of fiction. She
characterizes the paradox of fiction in terms of acceptance
of the following three propositions:

(a) We often experience emotions for fictional characters
and situations known to be purely fictional,

(b) Emotions for objects logically presuppose beliefs in the
existence and features of those objects;

(c) We do not harbor beliefs in the existence and features
of objects known to be fictional.

While she admits that «temporarily we stop paying
attention to the fact that characters are fictional» (Robinson
150), her solution to the paradox is to deny (b) and claim that
emotional responses to fiction are «always based on a non-
cognitive and automatic appraisal from which emotions follow
like reflexes or startle mechanisms» (Robinson 149).

My problems with her account are twofold. First, as I have
said, our experience of literature comes through cognition, not
through the senses, and that seems to raise the stakes on the
question of belief, since our cognition of what we are reading
ought to include our belief that it is «just fiction» (more on this
below). I am sympathetic with Robinson’s assessment that the
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suspect proposition in the paradox is (b), but will argue that
while emotions do not presuppose an explicit belief in the
existence of the objects of those emotions, they do presuppose
an absence of active disbelief in the existence of those objects.
The task of novelists who want the reader to respond
emotionally to their work, then, is to engage the reader’s mind
in such a way that disbelief in existence becomes no longer an
issue.

Second, while literature can trigger simple, monolithic
emotions, such as «Poor Anna,» it can also trigger more
complex, fine-grained and sometimes even simultaneous
conflicting emotions (horror at Raskolnikov the murderer,
compassion for Raskolnikov the loving brother and son). I find it
hard to see how her affective appraisal theory allows for this
in response to fiction.

Robinson’s argument omits almost any discussion
of precisely how an author works to make the reader respond
emotionally to the novel. There is the sense that assuming the
author wants the reader to feel emotion, she will feel it.
Empirically, this is obviously not true. The question then is why
she reads Anna Karenina and is moved to tears and I read it and
am left cold (even though I might be willing to accept that it is
a great work of literature). Her reply seems to be that not feeling
emotion is an inappropriate response and indicates that
something must be lacking in the reader: Such a reader must
have a «low emotional IQ.» But while I might not shed tears over
Anna, it might be that when I read Tess of the d’Ubervilles 1 cry,
proving that I can respond emotionally to literature, so maybe
my IQ is not so low after all.

Rather than looking at the reader to resolve this dilemma,
another place to inquire might be the works themselves and the
techniques the author uses to trigger emotions in response
to the content of our thoughts about the novel or story. I will
argue that the emotional engagement a reader feels with the
work of literature, and the resulting emotions, can be seen as
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a result of those techniques. Making the characters and
situations convincing and plausible, an author is able to trigger
emotions. Moreover, compelling the reader to actively
reconstruct what is going on in the fiction functions to make it
more convincing and plausible because it relies on the reader’s
normal default assumptions.

I will demonstrate with examples from Dostoevsky’s novels
how such techniques as ambiguity, unreliable narration,
polyphony and the dialogical style of writing can lead the reader
to experience a novel realistically. Those techniques indeed
contribute to engaging the reader as an active participant in the
events and thinking of characters the way we think of real
people — to actively reconstruct the story narrated in a novel. My
point is not to deny that Tolstoy or Wharton inspire emotions,
but to move the discussion forward, into modern fiction, where
the techniques employed are less about detailed physical
descriptions of the scenes and characters, and more about
engaging the reader’s mind. I will return to these issues after
a discussion of Robinson’s account of emotions.

Emotion as a process. Affective appraisals

Robinson’s account of emotion is based on her affective
appraisal theory, which she supports by appeal to a range
of evidence (see Robinson, Chapter 2) from psychology and
neurophysiology (see for example LeDoux, The Emotional Brain).
It assumes that emotion is a process that starts with a non-
cognitive response or appraisal of the situation, followed
by a physiological reaction and finally by cognitive monitoring
of the situation. She says that emotion always involves these
three phases.

Affective appraisals for Robinson happen automatically and
unconsciously. «I shall assume that they (affective appraisals)
are ,non-cognitive,” in the sense that they occur without any
conscious deliberation or awareness, and they do not involve
any complex information processing» (Robinson 45). In other
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words, an affective appraisal is like a jolt, which doesn’t bear
any cognitive or semantic content. When she uses OFFENCE! or
BAD! or NO! to characterize an affective appraisal, Robinson
deliberately puts those words in bold, so they are not to be
confused with a concept or any propositional content. They are
pure biological jolts that immediately result in physiological
changes such as physiological arousal or change in facial
expression, increased heartbeat etc., followed by a cognitive
monitoring of the situation.

This seems to make most sense when we talk about simple
perceptions such as hearing a loud sound triggering our
emotional responses. As she says, «I can be afraid without
judging that there is a snake before me; I may merely register
a curly stick-shape on the forest floor» (Robinson 55).
Nevertheless Robinson claims that we can have affective
appraisals as a result of complex thoughts and beliefs. For
example, she says: «When I catalogue my emotion as
«resentment’, I am implicitly adverting to a situation in which
(I think) I have been treated badly and (I think) I don’t deserve
it, and it well may be that these thoughts play a causal role
in the emotion process: indeed my affective appraisal
of Offence! may be an affective appraisal of the situation as
I thought it to be» (Robinson 91).

Robinson says theorists who consider emotions as kinds
of judgments, rather than as triggered by something non-
cognitive, have not shown the linkage between cognition and
emotion. By her account, «what turns cognition into emotion is
an affective appraisal and its concomitant physiological
changes» (Robinson 62). To demonstrate how cognition turns
into emotion she takes the example of a realization, after long
study, that one’s stock portfolio is performing badly. This is
realized only after lengthy cognitive evaluation, but once it is
realized an affective appraisal occurs. «We can think of the
affective appraisal here as a kind of ,,meta-response,” evaluating
in a rough and ready way — for example, as bad for me or good
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for me — an already existing cognitive evaluation»
(Robinson 62).

The acceptance of this point is crucial to accepting her
account of how we can feel emotions from fiction. It may be
thought paradoxical to call something caused by cognition an
«affective appraisal» in Robinson’s sense, since cognition deals
in concepts and affective appraisal is a non-conceptual
response, but for the purposes of this paper I will not dispute it
with regard to the stock portfolio. There is, however, a difficulty
with drawing a parallel between this case and having an
emotional response to reading fiction. Robinson says that we
can have emotion as a result of the content of our thoughts. The
stock portfolio is real, and we know that as we are thinking long
and hard about it. Part of the content of our thought about it
must be that it is real, and thus the effect of its collapse on us
will be real, too. But when we read fiction, the content of our
thoughts about the characters and situations in the fiction
cannot include the belief that they are real; so how can
something we do not think real be either bad for me or good
for me?

To get around this, Robinson says we «stop paying
attention» to the part of the content of our thought about Anna
that she is not real, but just a fictional character. Yet this seems
to reintroduce the paradox, because it seems implausible that
we could silence that voice that says, «It’s just a novel.» Though
her terminology is different, this still sounds like she’s saying
we suspend our disbelief. But if affective appraisals occur
automatically as a result of the contents of thoughts, why
wouldn’t the appraisal take into account the part of the content
that marks the case as fictional? I will argue, contrary
to Robinson, that we cannot simply «stop paying attention»
to this voice. The writer, through narrative techniques, must
silence it. We must think about the fictional characters in the
same way we think about real people, and writers achieve this
by making us actively reconstruct the stories they tell.
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Emotions in literature

If we are talking about responding emotionally to a movie or
play, Robinson’s account is understandable. Watching a movie,
we may know we are in a theater watching something projected
on a screen, but nevertheless our senses — at least our sight and
hearing — are being bombarded, as they are when we walk down
the street. And because of the darkness of the theater, the lack
of any other activity around us, our attention is completely
focused on the screen. So then the sight of the green slime
(to take the standard example from Kendall Walton — see
«Fearing Fictions») surging suddenly, apparently coming right
at us, is enough to make us jump in our seats, just as is the
sudden scream of the heroine, even though we might
immediately laugh at ourselves. We’ve had an affective appraisal
(Danger), followed by physiological changes (jumping in our
seats) and then cognitive monitoring (it’s just a movie, silly).
Watching a movie, our senses can fool us into responding — at
least momentarily — to something we know is not real.

While the technique of the traditional realist novel may
seem analogous to this, in that it essentially is about giving
detailed, vivid descriptions of the physical world, the very fact
that our senses are not involved in how we respond to Anna,
requires that the triggering of emotions must work differently
for literature. Because our experience of literature comes
through our cognition, we cannot experience emotions when we
read unless we engage cognitively with the characters and
situations we are reading about.

Having an emotional response requires more than just being
able to imagine the character or situation, though it is
dependent on imagination. As Richard Moran points out,
reading a brief «just the facts’ description of a novel — the Cliff
Notes — we might imagine the characters and situations, but it
is unlikely we would have an emotional response. «A poor young
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student murders two old women to steal their money, starts
to feel guilty and finally confesses to the police,» gives «just the
facts» of Crime and Punishment. It might trigger our
imagination, but it will not trigger anything like the emotional
response of actually reading the novel. With a flat summary, we
still imagine what is described, but without the vividness of the
qualitative experience of reading Crime and Punishment.
Reading the novel we are vividly entertaining the possibility
of the imagined.

Writers use different narrative techniques to create this
response. The narrator in the traditional realist novel is as a rule
omniscient and impersonal, even though the narrator will
generally color the portrayal of characters in such a way that the
reader’s response to them is guided in one direction or another.
Strangely enough, Robinson attempts to deny this when she
argues against Noel Carroll’s notion of «prefocusing,» which she
says «assumes that the writer can succeed in a relatively
straightforward way in fixing the reader’s attention on certain
aspects of a scene, character or event, and that she can describe
these aspects in such a way that a particular emotional response
is more-or-less assured» (Robinson 183). Her argument against
this is that «when we read a novel, we are always «filling in the
gaps’ in the text» (Robinson 184). However, it is the novelist
who has chosen where those «gaps’ are, just as she has chosen
what to describe and how to describe it. This «filling in the
gaps» I call active reconstruction.

Authors’ approaches to fiction have changed since Tolstoy
and Wharton. Writers such as Dostoevsky, who break from the
realist tradition, exploit the fact that our understanding
of fiction comes not through our senses, but through our minds.
Critics who have attacked him for failing to use the kind
of detailed «stage directions» seen in the realist masters of the
19th century miss the point. He is not interested in physically
detailed description. Instead, with Dostoevsky, the narration
itself is just the foreground, the way it is when a friend tells us
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a story about people we both know. Listening to a friend’s story,
we know she has opinions about the real people she is
describing that we may not share, and we know that her account
is colored by those opinions. We know she may have a goal
in telling us the story, that she is presenting the people
in a certain light. We weigh her account against what we know
and feel about the people involved, knowing that the truth
of the matter is possibly very different from the way it is being
presented. We may doubt many aspects of the story she tells,
but we use it as part of how we try to find the truth of the
matter, to actively reconstruct what really happened to the
people who are separate and independent of the way the story
was told.

There is a similarity here to the way Dostoevsky works
in Brothers Karamazov. From the very start of the book, we are
constantly aware of the narrator. He intrudes with asides;
admits his lack of knowledge about certain aspects of the
characters; and recounts rumors and stories he’s heard that he
cannot vouch for but includes anyway. Adding to the confusion
is that the voice of the narrator is very much like the voice of the
brief introduction, which is titled «From the Author,» in which
the «author» (Dostoevsky, perhaps) says that the reader might
be surprised that he chose Alyosha as the hero for this book, and
goes on to say that really this book, which tells of something
that happened 13 years ago, is only a prelude to another one
about Alyosha «in our present, current moment» (The Brothers
Karamazov 3). In this discussion he talks about Alyosha as
a person who exists outside of the confines of the novel, so the
reader is forced to think about him as a person, not as a fictional
character.

It is not at all clear who the narrator is, other than that he
lives in the town where all this happened, and seems to have
had some limited contact with the participants in the story. But
throughout the novel the reader is constantly reminded that
someone is telling the story, as the narrator comments on his
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own reaction to things, admits to the uncertainty of certain
facts or explains why he has given certain details. These
intrusions and asides create doubt about the narration itself.
There is an «as if” quality — it is suggested that the narrator is
guessing about the characters and events that are outside and
somehow independent of the narration, and about which there
might be a different account. Once the reader realizes that the
narrator is guessing about the characters and events, she is
immediately put in the position of questioning and even
doubting the narrator. She does so as if there is a reality that the
narration is about, and as if there is a truth about that reality
that can be learned, analogous to when she listens to a friend
telling a story, or more generally when one is uncertain about
real-world events.

Examples can be found on nearly every page of Brothers
Karamazov, but I will provide just a few to illustrate what I mean
(in each, the italics are mine):

And here the young man comes to live in the house of such a father,
lives with him for one month, then another, and they get along
famously. This last fact especially astonished not only me but many
others as well.

(The Brothers Karamazov, 17).

Here we see the narrator surprised by something within his
own narrative, which indicates that what he is relating
happened separate from him. That others were also surprised
tells us that the events described were seen not just by him:
There could be other accounts of the events which we are not
getting, because we are listening only to him.

The elder spoke, however, in a more fragmentary way that has been set
forth here or in the notes that Alyosha later wrote down. Sometimes he
stopped speaking altogether, as if he was gathering his strength, and
gasped for breath, yet he seemed to be in ecstasy. He was listened
to with great feeling, though many wondered at his words and saw
darkness in them.
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(The Brothers Karamazov, 164).

The narrator tells us that what he is saying is not an
accurate account of the events, and we see that what we’re
reading about is at two removes from us — the narrator’s
account comes from Alyosha’s account, which is also not
accurate. Then, in the as though and as if, we see he does not
know the old man’s state: He can only describe what he
observed. But when we think about that, we must wonder how
the narrator knows that it did not occur as it is written, or how
the old man spoke, since he was not there.

The importance of the ambiguity or unreliability illustrated
in these examples is that when we doubt the narrator’s
knowledge, we are making an assumption that there is
something that can be known more fully. That is, we are
separating the text we are reading from what the text is about.
There is a narration and a subject of that narration, and we
begin to think about them as separate.

When this technique of narrative uncertainty is applied
to the characters, it creates the sense that they are not
controlled by the author. The narrator doesn’t know everything
about them because they are people who have secrets. The
reader is forced to look beyond the novel and think about them
as though they are independent, as though they can decide what
they will do, as though they are writing their own story. Thus
the reader is engaged as if by real people, who are not controlled
by the novelist. Dostoevsky’s approach is to convince the reader
that the characters aren’t completely knowable, in just the same
way that the people around us in real life are not completely
knowable.

To look outside of Brothers Karamazov, there is a scene
in Demons when Liza may or may not have tried to slap
Stavrogin (Nikolai Vsevolodovich). I quote it at length because it
illustrates so many aspects of the techniques I have been
discussing:
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And yet it was at this point, they say, that another extremely
mysterious event took place, and, I confess, it was rather for the sake
of it that I have referred to this visit in such detail.

They say that when everyone trooped out, Liza, supported by Mavriky
Nikolaevich, suddenly, in the doorway, in the crowd, ran into Nikolai
Vsevolodovich. It should be mentioned that since that Sunday morning
and the swoon, though the two had met more than once, they had not
approached each other or exchanged a single word. I saw them run
into each other in the doorway: it seemed to me that they stopped for
a moment and looked at each other somehow strangely. But it is
possible that I did not see very well in the crowd. It was asserted, on
the contrary, and quite seriously, that Liza, having looked at Nikolai
Vsevolodovich, quickly raised her hand, right up to the level of his
face, and would certainly have struck him if he had not managed
to draw back. Perhaps she did not like the expression on his face or
some smirk of his, especially then, after such an episode with Mavriky
Nikolaevich. I confess I did not see anything, but on the other hand
everyone asserted that they did see it, though certainly not everyone
could have seen it in that turmoil, even if some did. Only I did not
believe it at the time. I remember, however, that the whole way back
Nikolai Vsevolodovich looked somewhat pale.

(Demons 334).

The narrator tells us his whole point in relating the long
scene that precedes this incident is to tell us about this
moment, but he can’t even say what really happened. When it
comes to the effect whatever did happen might have had on the
two participants, he can only hypothesize about one, Liza, and
only describe the appearance of the other, Stavrogin, after it was
all over. They are left to themselves.

The effect of all this on the reader is twofold:

First, cognitively, we are encouraged to infer and draw
conclusions about «what is really going on» in the fiction. Once
we start thinking that way, our mind is put into the kinds
of patterns it follows in thinking about reality, mobilizing our
default assumptions and the reasoning that flows from them.
The reader must actively reconstruct the events from the
narration. Of course, if asked, I will say I don’t believe Liza and
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Stavrogin exist. But nevertheless, reading Demons, I think about
them as if they did.

Second, emotionally, I am less confident about what
I should feel, because I am not confident that what I am being
told is true. This brings me to my second concern with
Robinson’s account.

This scene, like so much in Dostoevsky, leaves us like a man
at sea. The relationship of Liza and Stavrogin is one of the main
threads of the novel, and yet this instant is emblematic of how
we have to come to terms with what goes on between them.
Without direct, concrete descriptions of their interaction, and
without a narrator we can rely on to tell us, or at least indicate
to us how we should feel about either one of them or their
relationship, we are carried on waves of uncertainty. We do not
know where the current is carrying us, and it is often too strong
to resist. We cannot see the shore; all we see around us are
rising and falling waves and do not know whether to try to swim
against them or let then carry us where they will.

This is what I call emotional dissonance — a state in which
we experience two or more conflicting, perhaps contradictory
emotions at once. As a result of this emotional dissonance, just
as with dissonance in music, we feel anxiety and a yearning for
resolution, which might bring about a sophisticated and
potentially even more powerful emotional response than we
would have in situations when we have simple, clear emotions,
since the force and resistance of conflicting emotions can result
in those emotions becoming more intense.

One of the key elements in a character that will engage
active reconstruction is when we see or feel that the character
experiences emotional dissonance. This is because in our lives,
the emotions we feel almost always contain this dissonance, and
if a character in fiction is to «come to life,» she too must
experience this. Thus, readers of Anna Karenina are moved
by Anna, who is torn by her love for Vronsky and the knowledge
that pursuing that love will mean that she must leave her son,
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whom she also loves. Although another character, Levin, is
given just as much weight in the novel as Anna, and even
though the novel ends with Levin, not Anna’s suicide, the vast
majority of readers seem to pay him no mind. This, I would
argue, is because Tolstoy does not present him as a man
in emotional turmoil. It is not just in serious fiction that this is
true. The favorite formula of romance novels is the good girl
who falls in love with the bad boy, knowing he is somehow bad
for her.

In perhaps the most obvious example, oddly enough from
the formally most traditional of Dostoevsky’s four «great»
novels, Crime and Punishment, readers are drawn to Raskolnikov
because from the first page, indeed, from the first sentence, we
sense his emotional dissonance — from how he pauses on the
street «as if in indecision» and from his conflicting feelings
about how to pass by the door to his landlady’s apartment.

Raskolnikov is an ax murderer and rationally speaking we
should feel repulsion towards him, especially since the narrator
does not excuse him or offer any mitigating circumstances for
why he carried out this brutal act. While we are shocked and
horrified by Raskolnikov’s murders of the two women, we
cannot help feeling sympathetic to him as well. In part this is
because we also see Raskolnikov’s deep love for his mother and
sister, we see his generosity and his intelligence. But where
Dostoevsky breaks with traditional realism, and what creates
emotional dissonance, is that he takes us so deeply into his
mind and emotions. As Mikhail Bakhtin says, Dostoevsky
«constructs the hero not out of words foreign to the hero, not
out of neutral definitions; he constructs not a character, nor
a type nor, a temperament, in fact he constructs no objectified
image of the hero at all, but rather the hero’s discourse about
himself and his world» (Bakhtin 53). This is what Dostoevsky
calls «realism of a higher kind.» We see from within
Raskolnikov’s mind that he too feels revulsion, even when he is
contemplating what he is planning to do — even as he cannot
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name it, but at the same time feels himself somehow compelled
towards it. We see that like any decent human being he is
horrified by the thought of murdering the old money lender,
while he attempts to argue himself into it with his proto-
Nietzschean ideas, and all the while seeing chance or fate
somehow directing and aiding his actions. It is the intensity
of this emotional dissonance that makes Raskolnikov one of the
most compelling characters in literature.

Robinson never directly addresses this kind of emotional
state, only discussing conflicting or mixed emotions in her
recounting of how Patricia Greenspan shows that «emotions
have different formal logical properties from judgments or
beliefs» (Robinson 20). But her emphasis on what Kivy (see
«Deeper Than Emotion») calls the «garden variety emotions»
and on affective appraisals as broad-stroke responses based on
«important» biological needs and wants, make it difficult to see
how such sophisticated, fine-grained or ambiguous emotional
states would fit into her system.

I would argue that some amount of emotional dissonance is
a characteristic of any successful work of fiction. Dostoevsky
and the writers of the last hundred years whom he influenced,
however, have sought a higher level of dissonance, and have
been less likely to provide a calming resolution than traditional
realists.

Reading Anna Karenina, it is likely we might feel a conflict
between our affection for Anna and our disapproval of her
cheating on her husband, even if he isn’t as dashing as Vronsky.
These emotions clash within us, but all the while there is
a feeling of order and inevitability about it. As much as these
emotions conflict, we would not think of trying to argue Anna
out of her affair. We can feel that a resolution is coming, and
though it is in a decidedly minor key, it is a resolution.

Given Robinson’s focus on traditional realists, this might
explain her emphasis on the value of literature as providing us
with a coping mechanism for dealing with our own strong
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emotions. Our sadness at Anna’s death is mitigated by the sense
of order about it, which is in some way comforting, reassuring.
To look at another of Dostoevsky’s novels, by contrast, in Idiot,
when at the end Rogozhin has stabbed Nastasya Filippovna
to death in his bed and Myshkin has sunk back into idiocy, there
is no comparable sense of order, no comfort. There is no clue
of how we are to cope with this horror. We are in a fog
of uncertainty; we are at sea.

Conclusion

When we are thinking about fiction, the question we ask is
not whether the characters exist, but whether we respond
emotionally to them. Therefore, in the paradox of fiction,
I agree with Robinson that proposition (b) is false. I agree with
Robinson that we can have an emotional response to the
content of our thoughts, even when we know that the thought is
about something that does not exist, but argue that this is only
true when we are actively engaged with the thought. When we
are not, it will not trigger an emotional response. To have an
emotional response to Crime and Punishment, we need not
believe that Raskolnikov exists, but we must actively reconstruct
Raskolnikov’s story.

Perhaps because she does not seem to require anything
beyond a simple thought for emotions to be triggered, Robinson
seems uninterested in what role the literary techniques
employed by an author or even the quality of writing might play
in contributing to our emotional response. I have focused on
Dostoevsky not to deny that Tolstoy or Wharton elicit strong
emotional responses from many readers, or to imply that those
readers are somehow wrong to respond emotionally to Anna
Karenina or The Reef. Instead, I looked at Dostoevsky
to emphasize the role a writer’s techniques play in creating an
emotional response, and to show that there is not just one
way — traditional realism — to do that. While traditional
realists rely on detailed description to create vivid imaginations,
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Dostoevsky and many writers influenced by him use narrative
techniques such as ambiguity and unreliable and intrusive
narrators to make the reader think about characters and
situations in the same way she thinks about real people and
events.

In both cases, the reader’s emotional response to these
kinds of techniques is often emotional dissonance, the
experience of simultaneous conflicting or contradictory
emotions. One reason that emotional dissonance is so powerful
when we feel it as a result of reading fiction is that we so often
feel it in our own lives. Indeed, it is more common than the
«garden variety of emotions», which seem to be what Robinson
too often refers to in her affective appraisals. We feel sympathy
for someone while at the same time feeling disapproval or even
revulsion for what they have done. We like someone, though we
feel our friendship for them is bad for me. We enjoy putting
ourselves in situations where we are afraid. Most powerfully
perhaps is love, which is often a state for which we can give no
good reasons. It can happen that our love flares up strongest at
moments when we most strongly feel some weakness or flaw
in the character of the person we love. Our lives do not resemble
traditional realist novels, with their sense of moral and formal
order, much as we might like them to.
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HATAJIbS CTEJIbMAK
INEVBHEP !

PA3PEIIAS ITAPATTOKC
XVIOXXECTBEHHO¥ JIMTEPATYPBI:
AKTUBHOE BOCITPOU3BEJEHUE

Y SMOLIMOHAJIbHBIN JUCCOHAHC

A6cmpakm

[ToueMy MbI TEPEXKXUBAEM IMOLIVIN, YUNTAS XYLOKECTBEHHYIO JIUTEPATY-
py? Ikenudep PobuncoH «Deeper than Reason» («InyGxke, uem pa-
3yM») [I0JIATAEeT, YTO IMOLMY 3aPOKAAIOTCS KaK HeMe [ ieHHbIe, husmo-
JIOTYeCcKy 0BYCIOB/IEHHbIE OLIEHKY, KOTOPbIE OIIEPEKAIOT MbIIUIEHNE,
U T09TOMY y6eXIeHue B CYIeCTBOBAHMM TOTO, UYTO BbI3bIBAET HAIIK
aMoumu, HeobsizaTenbHO. HO Kak Xy[OKeCTBEHHAs! IMTepaTypa, KOTo-
PYIO MbI [IEPEKMBAEM MBICIEHHO, MOYKET BbI3BIBATH Y HAC TaKUe OLeH-
ku? 51 mymaro, nucaTeny, ogo6Hbie [J0CTOEBCKOMY, BbI3BIBAIOT HAIIK
9MOLIMY, UCTIONB3YSI TAKME [TOBECTBOBATEIbHBIE TEXHUKM, KAK Heorpe-
[eJIEHHOCTb, HEJOCTOBEPHOE TTOBECTBOBAHME U TAKKE CJIOKHBIE IMO-
LMOHA/IbHbIE COCTOSIHUSI, UM IMOYUOHAbHbIL OUCCOHAHC, TIEPCOHAKEA.
JaHHBIE TEXHUKM BOBJIEKAIOT HAC B IIPOLIECC AKMUBHO20 80Cnpou3sede-
HUsl c00epHcaHus PacCKa3bIBAEMOrO, OTPAKasi HALI KM3HEHHBII OIIBIT,
M TaKMM 06pPa30M CO3JAI0T PeaabHble IMOLMOHATbHBIE PEAKLIUA.
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Knwouesste cnoea

IocroeBckuit, Toncroit, Oxkenndep POOMHCOH, SMOLMOHAIbHBIA AMC-
COHAHC, aKTMBHAsI PEKOHCTPYKUMS, TapajoKC XyooKeCTBeHHOI JIuTe-
paTypsl, peaausm, MOIEePHU3M, BOOOpaskeHMe, MHTE/UIEKTYalIbHOe CO-
Iep>KaHue.

DMOIIMOHabHbIE peakiUy — 3TO CYIeCTBEHHAs 4aCTh Kak
TTIOBCEHEBHOI KM3HM, TaK U HAlllero BOOOpaskaeMOro BOBJIeUe-
HMS B pacckasbiBaemoe. [IxkeHudep Po6GMHCOH B CBOei KHUTE
«Deeper than Reason» yTBepKIaeT, YTO «IMOLIMOHAIbHbIE TTPO-
LIeCChI... TIPOSIBJISIIOTCS OAMHAKOBO MPU peakluyM Ha MepcoHa-
kel ¥ Ha TIPOUCXOosIinee B pOMaHax, TeaTpaibHbIX MOCTaHOB-
Kax u QuibMax M TIpM peakiMyu Ha JIOJei U Ipoucxonsiiee
B peajibHOM XMU3HU». §I comiacHa C Hel B 3TOM, HO CUMTAI0 IIPO-
61eMaTUYHBIM €€ OObSICHEeHME TOT0, KaK Mbl BOBJIEKaeMCS
B 3TOT 3MOLIMOHAJ/IbHBIM IPOLECC IOJ BO3OENACTBMEM TEKCTOB
XYI0KeCTBEHHOI MUTepaTyphl, TaK Kak MpuU UTEHUU JIUTEPATy-
pBI Halll 9MOILIMOHAbHBIN MPOIeCC BbI3bIBAETCS He OILyIeHMUsI -
MM, & OCMBICJIEHMEM, TO eCTh pe3yJIbTaTOM Halllero 4TeHUs
¥ TIOHMMAaHMSI CJIOB poOMaHa WM pacckasa. I mompoOHO pac-
CMOTPIO JaHHOe POGMHCOH OOBSICHEHME TOro, KakK MbI MOXKEM
UCHBITHIBATh MCKPEHHME SMOLMM MO OTHOILIEHUIO K BBIMBIII-
JIeHHBIM TIepCcoHaXxkaM, U TPeIJIOXKy Apyroe pelieHue TaHHOI
Mpo6ieMbl. [IJIs1 3TOTO ST MOIBITAIOCh OTBETUTH Ha BOIIPOC O TOM,
KaKMM 06pa3oM XyIoKeCTBEHHbIE TeKCThI BO3JI€/ICTBYIOT Ha Ha-
1M 3MOIMU, PACCMOTPEB MPUEMBI, MIPU MOMOIIM KOTOPBIX Ta-
KHe mucaTenu, Kak JJocToeBCKuii, BOBIEKAIOT UMTATENS B COMe-
peXuBaHMe MepcoHakamM poMaHa. §1 puBeny JOBOIBI B IOIb3Y
TOTO YTBEPKAEHMS, UYTO TTIOHUMMaHMe JIUTepaTypbl 3afeiicTByeT
Te Xe YMCTBEHHble OCOOEHHOCTM, KOTOPbIE AKTyaJU3UPYIOTCS
U TIPY KU3HEHHBIX TTepesKMBAHUSIX, M UTO TaKasl akTMBHAS aKTy-
anu3aius SBISIeTCS OOCTATOYHOM [Ji1 OOBSICHEHMS Halllero
3MOLMOHAILHOTO YYaCTUSI.

Yro6bl MPOJAEMOHCTPUPOBATh, KaK €€ Teopus MOXKET ObITh
TIpMMeHeHa K JuTeparype, POGMHCOH 0OpamiaeTcss B OCHOBHOM
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K OBYM JINTepaTypHbIM TIpousBedeHusiMm XIX Beka: pomaHy
JI. H. Tonctoro «AHHa KapeHnHa», KOTOpBIi 3a4acTyl0 CUMTAET-
CsI UCXOOHOW TOYKON B AUCKYCCUSIX HA 3Ty TeMY, U DOUT YOPTOH
«Pug». Tak Kak POOMHCOH CpaBHMBAET HAIIy 5MOIVMOHAIbHYIO
peaxkiuio Ha Xy[IOKeCTBEHHYIO JIMTepaTypy C Hallell 5MOLMO-
HaJIbHOM peakiyeil Ha KMHOGMIbMBI M TeaTpajbHble CIeKTaK-
JIY, eé pellleHMe OrPpaHMUNTDb NMpeaMeT OUCKYCCUU BO3AEMCTBU-
eM JIMIIb PeaJuCTUUYEeCKUX TPaIULIVOHHBIX POMAHOB MMeEeT
CMBICJI, TIOCKOJIBKY 3TV POMaHBbI CO3/aBaauCh MOCPEICTBOM aK-
KyMYJSIIUY YeTKUX, TOHKO TTIOAMeUYeHHbIX eTaelf, Tak 4To Yu-
TaTeJIo JIETKO MPECTaBISITh UM CO3JaBaTh MbICIEeHHbIE 00pa-
3bI ONIUCHIBAEMOTO.

Ha py6eske XX Beka peannsM 6OJbIIIEl YacThIO CTAJ IIpUMe-
HSITBCSI MUCATEISIMU TTOMY/ISIPHBIX POMAaHOB, aJlpeCOBaHHBIX Me-
Hee B3bICKATeIbHON ayIuTOPUN, YeM ayaUTOPUST CePbE3HOI JIN-
Teparypbl. TeM He MeHee U CETOOHSI UMTATeNU MCIbIThIBAIOT
SMOLIMM, unTas paboThl MucaTesel, epeoCMbICIMBIINX TPaLy-
Iy peanmsMma. Bormpoc B TOM, Kak OOBSICHUTb TaKOe BO3[eil-
CTBME, IO CUX IIOP OCTaBaJICSI OTKPBITHIM. Llebio Moeii paboThl
OymeT 3aIlOJTHUTD 3Ty JIAKYHY.

Pomanbl J[0CTOEBCKOTO ObUTM BBIOpAaHbI MHOIO B KauyecTBe
OCHOBHOTO IIpUMepa IJjisi pacCCMOTPEeHMS, Tak Kak, ey Tonctoin
CUMUTAETCS STAIOHOM Tpaauiuii peannsma XIX Beka, To JlocTo-
€BCKUIT ObLT OGHMM U3 MEePBBIX MMyCaTeNIel, MOPBABIINX C STUMU
TpaguuusimMu. JJoCTOeBCKUIA, B OTIn4uMe OT ToICTOro, Co3aai HO-
BYI0O MOZenb JuTepaTypbl XX BeKa, U ero BIUSIHUE OIIyTUMO
Ha Takux mnucareneit, kak [xozed Konpaz, Yumnbam dDonkHep
n Bupmkuuust Bynd. PoO6MHCOH TpefjaraeT HOBYIO TEOPUIO
9MOIIMIi, MOCPeLCTBOM KOTOPOJ OHa HaXOOMUT pellleHue Iapa-
IOKCa XyA0XKeCTBEHHO uTepaTypbl. OHa XapaKTepusyeT rnapa-
JIIOKC JIUTepaTypbl B COOTBETCTBUM C TMPUHSITUEM CIELYIOIIUX
MPeAToChIIOK:

(a) MbI 4acTO UCIIBITBIBaEM 3MOLIMM 10 OTHOLIEHUIO K JINTe-
paTypHBIM MEePCOHaKaM U CUTYaIUSIM, 3HAS, YTO OHU BBIMBIII-
JIeHBI;
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(6) OMoLMM K KaKMM-TO BellaM JIOTMYECKN IpeAronaraior
yOeXKIEHHOCTh B peaJlbHOM CYIIECTBOBAHMUM ITUX Belleil U Ux
0COBEeHHOCTe1;

(B) HeBO3MOKHO MMeTh YOEKIEHHOCTb B PeajbHOM CyIlle-
CTBOBAaHUM Belllelt, 3Hasl, UTO OHM BbIMBIIILJIEHBI.

IMpusHaBast TO, YTO «Mbl BpeMEHHO IlepecTaéM o6pamaTh
BHMMaHMEe Ha TO, YTO IT€PCOHAXM BBIMBIIIIEHb» (POOMHCOH,
150), PoOMHCOH pelllaeT MapajgoKC, OTpuUIilas MpenrnochliKy (6)
¥ YTBEPKOAst TOT (aKT, YTO SMOIMOHATbHbIE PeaKIUyM Ha XyI0-
>KeCTBEHHYIO JIUTEPATYPy «BCerJla OCHOBBIBAIOTCSI Ha IMOJCO3HA-
TEJbHBIX UM aBTOMATUUECKMUX OILIEHKAX, KOTOPbIE BBI3HIBAIOT
SMOIMM TTOJO6HO peduiekcaM M MexXaHM3MaM crpaxa» (Po6uH-
COH, 149).

JTO 06BsICHEHME MPOOIEMAaTUYHO MO ABYM IpuuuHaM. Bo-
TepBbIX, KaK ObLIO CKAa3aHO paHee, Hallle TEepPEXXMBAHUE JIUTE-
paTypbl OCYILIECTBIISIETCS TTOCPEACTBOM KOTHUTUBHON JesITelb-
HOCTHU, 06e3 yyacTusi OpraHOB UYBCTB, M 3TO [ejaeT elé Gonee
OCTPOI1 MpobiieMy Y6EKIEHHOCTM, TaK KaK Hallle OCMBbICJIEHME
MMPOYMTAHHOTO JO/DKHO BKIIIOYATh HAMIy YOEKIEHHOCTH TOTO,
YTO 3TO «BCEro JIUIIb BBHIMBICET» (TIOAPOOHEe 06 3TOM HIKE).
Corariasichb ¢ ouleHKoi POGMHCOH O TOJO3PUTENbHOCTU TMPef-
MocbUlkM (6) B Mapagokce, s MTOKaxXy, YTO, XOTSI SMOILUMU
He TpebOyIT UCKpeHHe! YOesKAEHHOCTY B CYIIECTBOBAHUM 00b-
eKTOB 3TUX 3MOIMIi, OHU TMPEeLNoaralT OTCYTCTBUE aKTUBHO-
ro HEBepUs B CYIIECTBOBaHME 3TUX 06BEKTOB. IIo3TOMY 3amaua
mnycaTeseif, >XeJamluX BbI3BATh 3MOIMOHAJIbHYIO Ppeakinio
y umMTaress Ha UX MPOM3BeNeHUs], — 3a/ieliCTBOBaTh MbIIIlie-
HMe uuTaTeass TaKuM o6pa3oM, UTO6bI HeBepue B PeasbHOCThb
BbIMBIIIUIEHHBIX COOGBITMII OKa3a/J0Ch HECYIIECTBEHHBIM IIpe[-
MEeTOM [JIs1 OOCY>KIeHMS B JAHHOM OVCKYCCUN.

Bo-BTOpbIX, B TO BpeMs Kak JuTepaTypa MOKET BbI3bIBAThb
MIPOCThIe MOHOMUTHBIE 3MoIuK (GemHast AHHA!), OHa Takke MO-
SKeT MpoOYKaaTh U 6ojiee CIOKHbIE YTOHUEHHBIE SMOIIUM (YKac
10 OTHOIIIEHMIO K PaCKOJIbHMKOBY KaK K yOUiille ¥ OGHOBPEMEH-
HO COYYBCTBME PacKOJIbHMKOBY Kak JIIOOSIEMY GpaTy U ChIHY).
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MHe CJIOKHO cebe MpeacTaBUTh, KaK TEOPUS 3MOIMOHAIbHBIX
OIIEHOK, TpeayokeHHass POGMHCOH, MOXET O6BSICHUTh MOA06-
HbIE CJIOKHBbIE PeaKIMy B OTHOIIEHUU XY 0XKeCTBEeHHO IuTepa-
TYPBI.

AprymenTtanusi POOMHCOH OCTaB/JsIeT B CTOpPOHE BOIIPOC
0 TOM, KaKk MMEHHO aBTOP JAOCTUTAeT 3MOIMOHAIbHON peakinn
yyTarenass pomana. [logpa3zyMeBaeTcs, UTO YMTATENb OymeT me-
peXxuBaTb 3MOLMM TIPM OJHOM >KeJlaHMM aBTOpa BbI3BaThb MX
y untarens. OueBMIHO, UTO Ha caMOM Jiejie 3TO He Tak. Torma
BO3HMKAaeT BONIIPOC: IToueMy uTeHMNe «AHHbI KapeHMHOI1» BBI3bI-
BaeT y PoOGMHCOH C/1€3bl, HO OCTaB/sSIeT PAaBHOLYLIHON MeHS
(TIpy MOEM COTIaCUMU C TE€M, UTO 3TO BeJIMKOe IIPOM3BeIeHNe JIN-
Teparypbl). CKopee Bcero, POGMHCOH OTBETUT, UTO OTCYTCTBMUE
SMOIIMII — HeyMecTHasl peakiius, KOTopasi CBUIETe/JbCTBYeT
0 KaKOM-TO OYeBUJHOM HeJOCTaTKe y uuTaTess. Y Takoro YmTa-
TeJsl MOJIKeH ObITb «HU3KMUII KO3(D(PUIIMEHT SMOLMOHAIBHOTO
pasBuTHsi». Ho XOTS 1 MOTY He MPOCIe3nTbCs 06 AHHE, BO3MOX-
HO, 5 3a11auy, untast «Tacc u3 poga o’ dpbepBusiieii», MOATBEP-
XOast 9TUM MOIO CITOCOOHOCTh SMOLMOHAJIBHO pearupoBaTh
Ha JUTepaTypy U OYEBMUIHOCTH TOTO, UTO MOI KO3(puUIMEHT
SMOIIMOHA/IbHOTO Pa3BUTHS He TaK YK HU30K.

MoskeT OBITh, YeM MCKaTh pa3pelieHue 35TOM IUIeMMBbI
B uMUTaTenae, HAaM CTOMT MCCIe[O0BaTh ellle OJHY KOOpAMHATY —
CcaMO TpoM3BeleHMe U TEXHUKM, KOTOPble aBTOpP MCIIOJb3YeT,
yTOOBI BbI3BIBATH Y HAC IMOIMM B OTBET HA Hallle MbICJIEHHOE
TpeJicTaBjieHle CollepsKaHusl poMaHa Wi pacckasa. S mpuBeny
JIIOBOIBI B MOJIb3y TOTO, YTO SMOILMOHAIBHOE COy4acTHe, KOTO-
poe uuTaTenb IepeXuBaeT, UMTasl JUTepaTypHOe IMpou3Bene-
HME, M YUTATETbCKME SMOLMU MOTYT OBITh PaCCMOTPEHBI Kak
pe3yabTaT NpMMeHeHUsT 3TUX TexHUK. Co3haBasi mepCoHaXKen
Y CUTyauuu y6eauTeNnbHbIMM M MPABAOTONO0OHBIMM, MUCATETD
CIIocOOeH OBJIaieBaTh HAIMMM SMoOIMSIMM. Bosee Toro, nure-
paTypHOe IpousBefeHKue IpuobpeTaeT GojbIille yOeaUTeTbHO-
CTU ¥ TPaBIONOmo6Ms B TOM C/Tyyae, KOrJa aBTOP 3acTaBIsieT
YyyuTaTENsI aKTUMBHO PEKOHCTPYMPOBATH BBIMBILIUIEHHBIE COObI-
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THUsI, OIIMPAsICh MPU STOM I10 YMOTYAHMIO Ha CBOY COOCTBEHHbIE
TIPUBBIYHBIE COOOPAKEHMS.

Sl mpogeMOHCTPUPYIO Ha MpuMepax U3 pomMaHOB JlO0CTOeB-
CKOTO, KaK Takue TeXHUKM, KaK HeolpeneleéHHOCTb, HeJJOCTO-
BEpPHOE ITOBECTBOBAHME, MOMUMOHUS U AUATOTUYECKUI CTUIb
MMCbMa, MOTYT IIPUBECTU YUTATEJIS K peaIbHOMY IepeskMBaHNIO
pomMaHa. C ITOMOIIbIO TAKUX TEXHUK aBTOP aHTaKMUPYET UMTaTe-
JIS1 B KQUeCTBe aKTMBHOTO YYACTHMKA BBIMBIIUIEHHBIX COOBITMIA
¥ TIOATAJKMBAET YMTATEIS K TOMY, YTOOBI OH TyMaJ O IepcoHa-
’Kax poMaHa KaK O peajbHbIX JIIOASX, — AKMUBHO 80CC030a8asl
pacckasbpiBaeMoe B pomaHe. CyTb MOero Te3uca COCTOUT
He B OTPpULIAHUM TOTO, UTO TOJNCTON Man YOPTOH SMOLIMOHATBHO
BIOXHOBJISIIOT Hac, a B MPOABIDKEHUM OUCKYCCUM BIEpEN, B CO-
BpeMEeHHYIO JIUTepaTypy, B KOTOPO} peske MCIIONb3YIOTCS Jie-
Ta/IbHbIe (PU3MUECKMe OIMCAHMS CIIeH U IIepCOHaKel 1 KOTopast
6ojiee HalleJieHa Ha 3aMeliCTBOBAaHME HAIIero MbIIUIeHus. S
BEPHYCh K ITOI TeMe Tocjae OO0CYKIeHUs] Teopum smoluit Po-
OMHCOH.

Amouus Kak npoyecc. IMOUUOHANIbHBIE OUEHKU

Teopust sMonMii POGMHCOH MCITONb3yeT TOHSITHE 3MOIVO-
HaJIbHOM OIIeHKM, KOTOpOe OHa OOOCHOBBIBAET C ITOMOIIbIO
TICUXOJIOTUYECKUX U HepohU3MOIOTUUECKUI TaHHBIX (cM. Po-
6uHCOH, rmaBa 2 U LeDoux, «The Emotional Brain»). CormacHo
PoOuHCOH, 3MOLMSI — 3TO TIpOIlecc, KOTOPbIVi HaYMHAETCS
C HEKOTHUTUBHOW peakly MU OLIEHKM CUTYyalMu, 38 KOTOPO¥i
atemyeT (pusMonmornueckast peakiusl M, HaKOHeIl, KOTHUTUBHBIN
MOHMUTOPUHT CUTyalnyuu. POGMHCOH CUMTaeT, YTO BCSIKasl 3MO-
LIMSI BCera BKIIOUYAEeT B ce0s 3T Tpu ¢asbl.

DMOIMOHATbHbIE OILIEHKM, COIIaCHO POGMHCOH, IMPOMCXO-
IISIT aBTOMAaTUMYeCKM UM HEeOCO3HAHHO. «§ TMpenmosarai, 4To
OHM (3MOLIMOHAJIbHbIE OLIEHKM) — <«HEKOTHUTUBHBI» B TOM
CMBIC/IE, UYTO OHM TIPOUCXOJISIT BHE BCSIKOTO CO3HATEIBHOTO 00-
IYMBIBAaHMSI MM COOOpaskeHMsI M OHM He BKIIOUAIOT HUKAKOTO
CJIOKHOTO OCMbICTIeHUsT MHbopmanuyu (Po6uHCoH, 45). Ipyru-
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MM CJIOBaMM, SMOIIMOHAJIbHbIE OIIEHKY TOHOOGHBI TOTYKAM,
He HeCylIMM HMKAKOrO IMO3HABaTeJIbHOTO MJIM OCMBICIEHHOTO
comep>kaHMsl. XapaKTepusysl SMOIMOHAJbHbIe OIIeHKM, TaKue
Kak Ockopo6menue! wim Ilmoxo! wim Het!, Po6MHCOH creny-
aJbHO BBIJENSAET UX JKUPHBIM HIPUATOM, UTOObI HE CMeIIu-
BaTh UX C KOHIEMIMSIMM WIN C JIIOOBIM CMBICIOBBIM COZEpsKa-
HMEeM. DTO — YNCTO OMOJIOTMYECKMEe TOMYKM, HeMeOJIeHHbIM
pPEe3y/IbTATOM KOTOPBIX SIBJITIOTCS (U3MONOTMUECKUE U3MEHe-
HMSI, TaKue Kak (U3MOIOTMUeCKOoe BO3OYKIeHMe WIM U3MeHe-
HMe BbIpaKeHMs JIMIla, TIOBBIIIEHHOe cephledueHue U T.n.,
33 KOTOPBIMM CJieiyeT KOTHUTUBHbBIIN MOHUTOPUHT CUTYaIIUN.

JTa Teopus, TNOXaTyii, MMeeT CMbICA MPUMEHUTETbHO
K IIPOCTBIM ONTYIIeHUsIM. Korma Mbl CIBIIIUMM IPOMKMIA 3BYK, MbI
SMOLIMOHA/IBHO pearupyeM Ha Hero. Kak roBoput Po6MHCOH, «S
MOTY MUCITYTaThCs, Aaske He TIOHMMAas TOTO, UTO Iepefo MHOI —
3Mesl; IJIs 9TOTO OCTAaTOYHO YBUAETH YIABIIYI0 U3BUIUCTYIO
BETKY B Jiecy» (PobuHcoH, 55). Tem He MeHee, POGMHCOH yTBep-
KIOAeT, YTO Mbl MOXEM IlepekMBaTh 3MOLMOHAIbHbIE OLEHKU
TaKke B KAUeCTBE pPeakIMM Ha CIOKHbIE MBICINM U YOEXKIEeHMS.
«Korpma s xapakTepu3syo MO 3MOLIMIO KaK BO3MYyIlleHue, — 3a-
MeuaeT POOMHCOH, — 5 MM€I0 BBUIY CUTYAIMIO, B KOTOPOIi (KaK
s IyMalo) KO MHe OTHECIUCh IJIOXO, TIPU TOM, YTO (Kak s Iy-
Malo) S 9TOrO He 3aCTykKuiaa. DT MOU COOOpaskeHUsT MOTYT UT-
paTh NMPUUYMHHYIO POJib B SMOLIMOHAIBHOM IIPOLIECCE; MOSI SMO-
LIMOHaIbHAs OlleHKa

OckopOeHne! MOKeT SIBJISITbCS SMOLIMOHAIbHOI OIIeHKO
CUTYaLMM TI0C/Ie TOTO, KaK 5 e€ ocMbic/maa» (PO6GMHCOH, 91).

POGMHCOH CUMTAET, UTO TEOPETUKY, KOTOpble pacCMaTpuBa-
10T SMOIIMHU KaK pacCykKIeHusl, He B COCTOSTHMU OObSICHUTD CBSI3b
MeXIy MMOo3HaHMeM U sMmouuen. Ilo eé MHeHUI0, «TO, UYTO Mpe-
BpalllaeT MO3HaHMe B IMOLIMIO, — 3TO 3MOILMOHA/IbHAs OlleHKa
¥ CIeqylolye 3a TaKOil OIEHKOI (U3MOIOTMUeCKUe U3MeHe-
Husi» (Po6buHCOH, 62). YTOOBI IPOAEMOHCTPUPOBATh, KakK
OCMBIC/IEHME CUTYallUM MOXKET MPUBOAUTb K 3MOLMOHATbHOM
peakuyy, POGMHCOH MPUBOAUT IPUMEP OCO3HAHMS TOrO (haKTa,
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4TO Jesa ¢ eé moprdeneM Ha PbIHKE MHBECTUIMIA UOYT OYeHb
10x0. [ToHuMaHMe 31oro GaxkTa MPUXOAUT TOILKO IOCIe M-
TEeJIbHOTO KOTHUTMBHOIO aHa/IN3a, KOTOPOe B pesyibTare 1 06y-
CIaBJMBAaeT SMOLMOHAIbHYIO OLIEHKY. «MbI MOXeM IymaThb
06 3MOLMOHAJIbHOI OLleHKe KaK O ,MeTa-peakuum, KoTopas
obecrieunBaeT Takue rpyobie U 3apaHee M3BECTHbIE OLEHKM KAk,
HaIlpyMep, IJIOXO JJIsI MeHsI WM XOPOIIO A1 MeHs1» (Po6uH-
COH, 62).

MHeHue POGMHCOH O TOM, KaK MePeKMBAIOTCS SMOLUM TIPU
YTeHUM XYHOKECTBEHHOI JIUTEePaTypPhbl, BHITEKAET U3 U3JIOKEH-
HOTO BbIlle aprymeHTta. HaswiBaTbh BCie[ 3a POGUMHCOH HEUTO
BbI3BaHHOE MbIIIJIeHVeM «3MOLYOHANbHOI OlleHKOJ» MHe Ka-
KeTCSl TapajoKCalbHbIM, IIOCKOIbKY MBILIJIEHNE OINepupyeT
KOHLEMIMAMY, a SMOLMOHAJIbHAS OLEHKA — He KOHIENTYyalb-
Hag peakuus. ONHAKO B paMKax 3TOi paboThl s He 6yay BCTY-
naTh B Crop ¢ Po6uHCOH 0 moprdene Ha PbIHKE MHBECTUIMIA.
BMeCTo 3TOro s 3aMeuy, 4TO aHaJIOrUs MeXIY IepesKMBaHMUIMMU
I10 TOBOLY MHBECTULIMIA M SMOLVOHAJBHBIMU PEaKUMSIMU TIPU
YTeHUM Xy[O0KeCTBEHHOM JIMTePaTypbl MHE IIPeCTaBISIeTC s CO-
MHUTE/IbHOI. POBMHCOH yTBEPKIAET, YTO Mbl MOXEM 3MOIMO-
HaJIbHO pearupoBaThb Ha COAEpKaHMe HallMX COBCTBEHHBIX
MbIc/aeit. OgHaKo, JOJIr0 U YCepAHO u3ydasi (POHIOBBIN PHIHOK,
MbI XOPOILO 3HaeM, YTO OH peasieH. I To, 4To OH peasieH, JOJK-
HO 6bITh YaCThIO CONEPKaHMA HAIMX MBICJIEH, ¥ TO3TOMY I10-
CIeCTBMS ero 6ynyT [ Hac Takke peanbHbiMu. Ho, Korma Mbl
YMTaeM JIUTepaTypy, COfepsKaHMe HAUIMX MbICJeil O BbIMBILI-
JIEHHBIX TIePCOHAXKAX ¥ CUTYalUsAX He MOXKET BK/IIYaTh B CeOs
Bepy B peaJbHOCTh UX CyLlecTBOBaHMUA. KakuMm ke Torma ob6pa-
30M TO, O UéM MbI He JyMaeM KakK O PeajbHOM, MOXKeT ObITh
IIOXO JJ1s1 MEeHs 160 XOPOLIO /ISl MeHs?

VKJIOHSSCh OT MPSIMOTO OTBETAa Ha 3TOT BOIPOC, POGMHCOH
TOBODPMT, UTO MbI IIEPECTAEM y/eIsATh BHMMAHME TOV 4aCcTy Ha-
IIMX MbICIeil 06 AHHe, YTO OHA HepeajbHa, HO SBJSIETCS BbI-
MBIIIJIEHHBIM MTepCcoHakeM. Ho 3TOT apryMeHT BO3BpaliaeT Hac
K TOMY K€ T1apafloKCy, OT KOTOPOTO Mbl IIbITAIUCh YiiTu. Kakum
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06pa3oM HaM yIaeTcs 3aCTaBUTh 3aMOJTYATh TOT IOJIOC, KOTOPbIit
TOBOPUT HaM: «3DTO BCETO JIUIITh poMaH»? OTBeT POGMHCOH, (XOTS
OHA U UCIIONB3YET APYTYI0 TEPMUHOIOTUIO) COCTOUT B TOM, UTO
MbI IIPMOCTAaHAB/IMBAEM Hallle HeBeplue B peasbHOe CYIeCTBOBA-
HMe repost. Ho ecnu sMoioHanbHble OL@HKM BbI3BIBAIOTCS aB-
TOMATUYECKM B KaueCcTBe peakluy Ha cofepskaHMe HaIllUX MbIC-
JIeii, TIoYeMy K€ TOTHA TaKyue OIeHKM He YUMTHIBAIOT TY 4acCTh
MBICJIUTEILHOTO COMePsKaHMsI, KOTOpasi ITOMeYaeT OIMMCAHHYIO
B XyIOKECTBEHHOM ITPOM3BEIEHUY CUTYAIMIO0 KaK BbIMBIIIIEH-
Hy10? B oTinune oT POGMHCOH ST He CUUTAI0, YTO UMTATETb MOKET
MIPOCTO «IEePecTaTh yAeIsTb BHMMaHME» 3TOMYy rosocy. Iuca-
TeJIb JOJKEH 3aCTaBUTh 3aMOIYaTh 3TOT I'0JI0C C IIOMOIIBIO CIIe-
IMATBbHBIX TTOBECTBOBATENbHBIX TEXHMK. Ilncarenu IMO3BOJSIOT
HaM JOyMaTb O BBIMBINUIEHHBIX IepCOHaXXaX TakK Ke, KaK Mbl
OOBIYHO JyMaeM O peaibHbIX JIIOASX, BBIHYKIASI HAC aKkmueHo
80cco3dasams TO, 0 YEM OHU PaCcCKa3bIBAIOT.

Amoyuu 6 1umepamype

Eci mbl BeiéM peub 06 SMOLIMOHAIBHON peakyy Ha KMHO-
bwbM MM TeaTpaabHYIO TOCTAHOBKY, MOXKHO COTJIACUTHCS C 10-
Bogamy Po6uHCOH. XOTS BO BpeMsI KMHOIIPOCMOTpPa MbI 3HAEM,
YTO Mbl B KMHOTeaTpe UM CMOTPUM Ha 3KpaH, Halll OpPraHbl
YyBCTB — I10 KpaliHeil Mepe, Halll 3peHye U CJIyX — VCIbIThIBA-
10T TaKue >Xe BO3[elCTBYS, KaK ¥ BO BpeMsI PeayibHOV MPOTYIKN
o ynuile. Yl u3-3a TeMHOTBI B 3aJI€ ¥ OTCYTCTBUS HEOKMTAHHBIX
COOBITUIT BOKpPYT HAc, Hallle BHMMAaHMe ITPUMKOBAHO K 3KpaHy.
B 3T0J1 cuTyauum gOCTaTOYHO YBUIETh 3€I€HOro ciarima (ecin
JCIIONb30BaTh CTaHOAPTHLIN puMep Kenmanna YonToHa — CM.
«Fearing Fictions»), KOTOpbIi BHE3aIMHO TOSIBISIETCS U, KAKETCS,
XO0YeT HaC HaCTUTHYTh, YTOOBI 3aCTaBUTh HAC IIPbITaTh Ha HAIIMX
cuaeHusx. [Iomo6HYI0 peakiiio MOKET BbI3BaTh Y HAC ¥ BHE3ar-
HbIIl KPUK reporHU GUIbMa, XOTS B TAKUX CYYasiX Mbl OGBIUHO
Ccpa3y HauMHAEM CMeSTbCSI Haj, caMMMM co00ii. MbI Mepeskuiin
SMOIMOHAIBHYIO OIleHKY (OIMacHOCTh) C MOCIAeAyomuMu Gu-
3MOIOTUYECKUMU U3MeHeHUsIMU (MOATPhITMBAHME Ha HaIIUX
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CUJIeHUSIX) U 3aTeM — KOTHUTUBHBI/I MOHUTOPUHT (3TO IIPOCTO
KMHO, B3m0p). TakuM 06pa3oM, Hpy MPOCMOTpe KMHODUIbMa
HalIM OpraHbl YyBCTB MOTYT OAypPauMTh HaC, BbI3bIBasl peaKiinio,
IyCTh ¥ MTHOBEHHYIO, Ha TO, YTO, KaK MbI 3HaeM, HepeaJibHO.

XoTs TexHMKa TPaAULMOHHOTO pealMCTMYecKOro poMaHa
MO’KeT KasaThCsl aHAJOTMUYHOM, MOCKOJIbKY OHa Ipearosaraer
SKMBBbIE U JieTajbHble OmucaHus (GuU3nMyeckoro Mupa, OueBU/[I-
HbII (DAKT TOTO, YTO HAILIM OPTaHbl YYBCTB HE YUACTBYIOT B TOM,
Kak MbI pearupyeM Ha AHHY, ITIOATBEPKAAET, UTO JTUTEepaTypHbIe
Npou3BefeHusl MO-APYyroMy akKTMBU3UPYIOT 3MoLuu. Eciu Mbl
MBICJIEHHO He TIOTpYy’kKaemcsl B TO, YTO UMTAaeM O MepcoHaxkax
U CUTyalMSIX, Mbl HEe MOXXeM OIIYIIaTh 3MOIMM, IOTOMY YTO Ha-
11e epeXxXuBaHue TUTePaATYPbl OCYILECTBIISIETCSI KOTHUTUBHO.

IMepeskuBaHMe SMOLMOHATBHONM peakiuu TpebyeT GoJbliie-
ro, 4eM CITOCOOHOCTb BOOOpAsUTh MEPCOHAKEN U CUTYaLuH,
XOTSI OHO U 3aBUCUT OT BooGpakeHust. Kak 3ameuaeT Puuapn
MopaH, Mpu 3HAKOMCTBE C KpaTKMM COJep>KaHMeM poMaHa
WIX C €ero CHXKeTOM Mbl MOXKEeM IpPeACTaBUTh IepCOoHasKelk
M CUTyaluu, HO MAaJOBEPOSITHO TO, UTO MbI OTpearupyem
Ha HMUX SMOIMOHAJBHO. «BeqHbIil MOMOMOi CTyIeHT YOUI TO-
IIOPOM JIBYX CTapbIX SKEHIIVH, YTOOBI YKPACTh UX JEHbIM, BIIO-
CJIeICTBMM OH pacKasiicsi M Bblman cebsl MOMUIMMU» — TaKoBa
KOHCTaTauusl pakruueckoro marepuaina «[IpecTyrieHnst u Ha-
Ka3aHusl». DTOT IepecKas, BO3MOXHO, 3aCTaBUT Hac MpejcTa-
BUTh TO, UYTO MPOUCXOOUT B pOMaHe, OAHAKO He BbI30OBET
TOJ K€ SMOIMOHAIbHOI peakiny, Kak Mpu ITyOOKOM, Cepbe3-
HOM TIpOYTEeHMUM 3TOro pomMaHa. KpaTkoe comepykaHue pomMaHa
TI03BOJIIET HaM IIPeICTaBUTh cebe mpoucxonsiiee, HO 6e3 Toit
SKMBOCTM, KOTOpasi BO3MOKHA TOJIbKO IIpU MOSHOIIEHHOM Tiepe-
KMBAaHUM Mpolecca uTeHus «IIpecTyruieHMs M HaKasaHUS».
Unurass poMaH, MbI SICHO TIpeAcTaBisieM ce6e BO3MOXKHOCTb BO-
0bpaskaeMoro.

[MucaTenu WMCHONB3YIOT pasJnyHble I[1OBECTBOBATE/NbHbIE
TeXHMKM, YTOOBI ITPOBOLIMPOBATh TAaKYI0 peakuyio. Pacckazumk
B TPAAULIMOHHBIX PeINCTUUYECKUX pOMaHax, Kak MpaBuio, Bce-
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MOTYIIL ¥ 6e3/IMK, Jaxke ec/i OH OOBIYHO IPUYKpAIIMBaeT Iep-
COHAasKel, YTOOBI BbI3BATh HYKHYIO peakuuio umrtaress. Kak Hu
CTPaHHO, POGMHCOH IBITAETCSI OTPUIIATh 3Ty «CTPATETMUECKYIO»
pOJIb paccKa3umMKa, KOrga OHa CIOPUT C MIeelt «IIpeaBapuTeib-
Hovi porycupoBku» Hoenma Kapposta, koTopasi, Kak OHa yTBep-
JKIAeT, IoApasyMeBaeT, 4YTO IMMCaTelb MOXeT HalpsMylo
ycremHo GMKCUPOBAaTh BHUMAHME YMTATENS HA TOM WJIM MHOM
acrieKkTe CIIeHbl, TePCOHAaXka WM COOBITUSI, TAPAHTUPYST TaKUM
06pa3oM omnpeneneéHHYI0 SMOIMOHAIbHYIO peakinio (POOMHCOH,
183). PoGMHCOH ompoBepraeT 3Ty IPeINoChUIKY, YTBEpPKOas,
YTO «KOTHA MbI YMTAEM POMaH, MbI BCETMA ,,3aIOMHIeM ITpobe-
Jbl B Tekcte“» (Po6uHCcoH, 184). S co cBoeii CTOPOHBI yTBEp-
K[IA10, UTO MYCATENb CaM pellaeT, Iae pa3MenaTh Takue mpobe-
JIbI, TOYHO TakK ke, KaK OH CaM BbIOMPAET MPeaMeThl ¥ CIIOCOGbI
XyIOXKeCTBEHHBIX OIMMcaHuii. Takoe 3aIlojHeHNe IPo6eoB
B ITIOBECTBOBAHUY 51 HA3BIBAIO AKMUBHBIM 80CNPOU3BEJEHUEM.
[Togxom aBTOPOB K XyA05KECTBEHHO JIMTEpaType U3MEHUICS
co BpeM€H Tonctoro u YOpTOH. [IoCTOeBCKUI U ApYyTUe MucaTenu,
KOTOpBbIE MPOPBIBAIOT C TPAAULIMSIMU peanusma, UCHOIb3YIOT TO
06CTOSITEIBCTBO, UTO HAIlle TTOHVMMAaHUE JTUTEPATYPhI OCYIIECTB-
JISeTCS He yepe3 OpraHbl UyBCTB, a MOCPEACTBOM HAalllero yma.
Kputukm, ormeuvasuine, 4yto JOCTOEBCKUII MOTepIies] Heyaauy
B MCIIOb30BAaHUM [ETAIbHOM «CLEHMUYECKOV TMOCTaHOBKUY,
CBOMCTBEHHOV MacTepam peannsma XIX Beka, yITyCTUIIN CYThb €ro
TexHUKN. OH He IIbITAaeTCs CTPOUTD JieTajbHble hu3uuecKye omm-
ca"us. OmnucaTenbHOE NMOBeCTBOBaHME i1 [IOCTOeBCKOTO SIBJISI-
€TCsI IIPOCTO IepeaHMM IIJIaHOM, ITOAO06HO paccKasy aApyra o 3Ha-
KOMBIX HaM mopsx. Ciylias pacckas gpyra, Mbl 3Ha€M, YTO €ro
OINMCaHMe ITUX JIOfAel TpeACTaBIeHO B CBETE €ro MHEeHMUS
0 HUX, — MHeHUs], KOTOpOe Mbl MOXEM He pa3fessiTh, TaK KaK
3HaeMm, 4TO OHO BJMSIET Ha pacckas3biBaeMoe. Mbl Takke 3HaeM,
YTO BO3MOSKHO I1€JThI0 9TOTO paccka3a MOXKET ObITb ITpeCTaBIe-
HMe JIIofeli B onpefeléeHHOM cBeTe. Mbl CpaBHMBAEM 3Ty BEPCUIO
C TeM, UTO CaM¥ yMaeM 00 3TUX JIIOASIX, YTO YyBCTBYeEM. [Iis HaC
OYEeBMUIHO, UTO UCTUMHHOE IOJOXEHMe Bellel, BO3MOXHO, Ha-
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MHOTO OT/IMYaeTCsI OT TOr0, KaK MpeCTaBsSIOT 3TO HaM. MbI MO-
’)KeM COMHEBAThCS BO MHOTMX acIleKTaxX pacckasa JIpyra U UC-
TIOJIb3yeM 3TOT paccKas, UTOObI akmMusHO 80CC030a8dmp TO, UTO
JIeJiICTBUTENIbHO TIPOMU30IIJIO C JIIOAbMM, KOTOpPbIe OTHEeIbHBI
¥ He3aBUCUMBI OT TOTO, UTO M KaK O HMX PacCcKa3bIBaloT.

[Moxoxkuii mpuém JlocTOeBCKMIT UCTIONb3yeT B poMaHe «bpa-
Tbs1 Kapama3soBbi». C caMmoro Hauajia KHUTY MbI IIOCTOSIHHO OCO-
3HAéM MPUCYTCTBUE paccKazumka. OH MOSIBISIETCSI CO CTOPOHBI,
MPU3HAETCSI B TOM, UTO, B CYIIHOCTM, MaJi0 3HAaeT O IMepCcoHa-
’KaxX, U TepecKa3biBaeT CIVIETHU M POCCKA3HM, KOTOpbIe TOe-TO
YCIBIIIAI U 32 JOCTOBEPHOCTb KOTOPBIX HE MOXET py4daTbCsl —
HO IIpM 3TOM BCE Ke BKJIIOUaeT UX B CBOV paccka3. Bmo6aBok
K 3TOMY HappaTMBHOMY OecHopsSiAKy, IOBECTBOBaHME pacCKa3-
YKKa Ha MPOTSHKEHUM BCErO0 POMaHa IMepeKaMKaeTcsl C IMOBeCT-
BOBaHMEM B KPaTKOM BBeIeHMM C 3arojloBKoM «OT ImcaTesisi».
B stom BBemeHuM mucatenb (BO3MOXKHO, IIOCTOeBCKMUIT) TOBO-
PUT, UYTO UMTATEIb MOKET ObITh YAMUBIIEH, UTO OH BhIOGpa ANEry
repoeM CBO€Ji KHUTU, UTO B NEMCTBUTEIBHOCTU 3TO KHUTA, KO-
TOpasi paccka3blBaeT O TOM, YTO MHpom3ouuio 13 jgeT Hasam,
¥ BCEro JIUIIb MPeIUCIOBUE APYroii KHUTU 06 AJElle «B Halle
BpeMs, MMEHHO B Halll TEIlepellHNI TeKyIuii MoMeHT» ([locTo-
eBCcKuit, T. 14, 6). B aTOM BBeeHNUM OH rOBOPUT 00 AJElIe Kak
0 JIMYHOCTH, CYIIECTBYIOLIEN 3a mpemenamMy TpaHUI, POMaHa,
YyTOObI 3aCTaBUTh YMTATENS OyMaTb O HEM KaK O JIMYHOCTH,
a He KaK O BhIMBIIIJIEHHOM IIepCOHaKe.

UuTaTenio COBCEM He SICHO, KeM SIBJISIETCSI pacCKa3uuK, IO0-
MMMO TOTO, YTO OH KMBET B TOPOAMIILIKe, ITle BCE MPOU3OIILIO,
U, TO BCeil BUAMMOCTM, MMeeT OTpaHMUEHHBIVi KOHTAaKT
C yJyacTHMKamu pacckasa. Ho Ha MpoTsokeHUM BCero Mmpou3Be-
JEHUS YUTATEN IMOCTOSSHHO HAllOMMHAETCs, YTO KTO-TO pac-
CKa3bIBaeT MUCTOPMUIO, TaK KaK MMOBECTBOBATEIb KOMMEHTUPYET
CBOIO COOCTBEHHYIO peakIMIi0 Ha MPOMCXOIsiee, MPU3HAET
HeomnpeaeIEHHOCTh HEKOTOPbIX (PAKTOB M/IM OOBSICHSET, Ioue-
MY OH MpeJoCTaBWI HaM Te WM MHbIe AeTaau. OTU BTOPKeHUS
U OTCTYIUIEHUSI CTaBSAT II0J, COMHEHMe caMO MOBeCcTBOBaHUe.
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IMoBecTBOBaHME BEIETCS B MOJAIBHOCTU «KaK OYATO»: MPEATIO-
JlaraeTcsi, UTO TTOBECTBOBATE/b BbICKA3bIBAET IOTaAKU O Tepco-
HakaX M COOBITMSIX, HE3aBUCUMMBIX M KaKUM-TO 06pasom
000CO6IEHHBIX OT ITOBECTBOBAHMUS, IJISI KOTOPBIX CYIIECTBYET
Ipyroi BapuaHT pacckasa. Kak TOIbKO 4MTaTeab OCO3HAET, UTO
paccka3uMK CTPOUT AOTAAKM O IMEePCOHakaX U COOBITUAX, OH
HeMe[JIeHHO 33JaéT eMy BOIIPOCHI U Iaxke MOABepraeT COMHe-
HMIO ero paccka3. OH [eiCTBYeT Tak, KaK OYATO CYIIeCTBYET
peasbHOCTh, O KOTOPOIT BeHAETCS MOBECTBOBaHME, U KaK OYATO
CYIIECTBYET UCTMHA 06 3TOJ peaJbHOCTH, KOTOpash MOXKeT ObITh
rnosHaHa. Takoe MOBeCTBOBaHMe BIIOJIHE aHAJIOTMUYHO pacckasy
yejl0oBeKa, KOTOpBbI/i He BIIOJHE yBEepeH B CBOMX 3HAHMUSIX
00 OIMMCHIBAEMbBIX MM COOBITUSIX B peaIbHOM MMUPE.

Takoro popa mpuUmepbl MOXHO HalTU TMOUYTKU HA KaXKOOM
ctpanuile «bpaTbeB Kapama3oBbix»; s NpUBeNY HEKOTOpbIe
M3 HUX, YTOOBI MPOMJUTIOCTPUPOBATD, UTO I UMEIO B BUAY (Kyp-
CUB Be3zie MOW):

M BOT MOIOLOJ UYelIOBEK IIOCeJNSeTCS B JOME TaKOIO OTLA, KUBET
C HMM MeCSIL ¥ APYTOiA, ¥ 06a YKMBAIOTCSI KaK He Hazo jyuiie. [locned-
Hee daxice 0C06EHHO YOUBUJIO HE MOILKO MeHS, HO U MHO2UX OpY2UX.

(JocToeBckuit, T. 14, 16).

3mech MbI BUOMM, KaK pPacCKasuMK YOMBISIETCS 4YeMY-TO
B COOCTBEHHOM ITOBECTBOBAHMM, ¥ 3TO O3HAYAET, UTO OH CChILJIa-
€TCS Ha YTO-TO, UTO ITPOMCXOINUT HE3aBMUCUMMO OT Hero. OmucaH-
HOe COObITHE GBUIO YBUAEHO UM OCMBICJIEHO HE TOJIbKO paccKas-
YMKOM, HO U APYTMMMU JIIOAbMM (TaK KaK OHO YOMBUIO MHOTUX
IOpyrux). BO3MOXKHO, CYIIECTBYIOT IpyruMe BepCUM OMMChIBae-
MBIX COOBITHI, O KOTOPBIX HAM HUYEro HeM3BeCTHO, IOTOMY UTO
MbI CJTyIIIaeM TOJIbKO PAacCKa3uuKa.

Crapell, BIIpOYEM, 2080pUN OMPbIBOUHEE, UeM 30eCb OblLI0 U3NOMEHO
u Kax 3anucan nomom Anéwa. IHOTa OH IpeceKkas rOBOPUTH COBCEM,
Kak 6bl COOMPAsCh C CUIAMM, 33[bIXaJICsI, HO ObUT Kak 6bl B BOCTODTeE.
Cnyuraay ero ¢ yMuIeHMEM, XOTsS MHOTME U OUBUINCH CJIOBAM €ro,
¥ BUZIEN B HUX TEMHOTY...



(JocToeBcKkuii, T. 14, 149).

Paccka3uuk mpM3HAETCS: TO, O YEM OH TOBOPUT, He SIBJISIET-
Cs1 TOUHOJ Bepcueit coObITuii. Boiee TOro, MEXIy paccKasom
M COOBITMEM CYILECTBYeT ABOIHAS OUCTAHIMS, [IOCKOIbKY Bep-
CuUsl paccKka3unKa OCHOBBIBAETCSI Ha Bepcuy AJIENIN, KOTOpasi TO-
ke HeTouHa. [lanee, B kKak Obl ¥ Kak 6Y0mo, Mbl BUAMM, YTO pac-
CKa34YMK He TTOHMMAET COCTOSIHMS CTapMuKa: OH MOXKET OINICATh
TOJIKO TO, YTO HaGiofaa. 3agyMaBIIiCh 06 3TOM, HaM J11060-
MBITHO, OTKYAA pacCKa3uuK MOXKeT 3HaTh, YTO BCE HA CAMOM [ie-
Jie CJIYYMIIOCh He TaK, KaK 3TO ObLIO OMMUCAHO AJIENIEN MU OTKY-
la OH 3HaeT, KAK MMEHHO CTapuK TOBOPMUJ, Bedb pPacCKa3uMK
IIPY 3TOM He TIPUCYTCTBOBAJI.

BakHOCTh HeompenenéHHOCTU UM HeJOCTOBEPHOCTH, TIPO-
WUTIOCTPUMPOBAHHAS HA 3TUX IIpMMepax, COCTOMT B TOM, 4UTO,
KOTAa Mbl COMHeBaeMCsI B 3HAHMM pacCKa3uuka, Mbl JejlaeM
MIPeIOI0KEeHNE, UYTO CYIIeCTBYET UMo-1mo, UTO MOXKET OBbITh I10-
3HaHO 60Jj1ee MOJMHO. [IpyrMMM CJIOBaMM, MbI Pas3jIiMIaeM UMUTae-
MBI/i HAMU TEeKCT U TO, O YEM ITOT TeKCT. CyIecTByeT NOBeCTBO-
BaHMe M TeMa 3TOTO MOBeCTBOBAHMS, U Mbl HAaUMHAEeM AyMaTb
O HUX B OTIeIbHOCTU.

Korma sTa TexHMKa HEOIpeneNéHHOCT ITOBECTBOBAHMS
MIPUMEHSIeTCS K ITIepCOHaXkaM ITOBECTBOBAaHMS, 3TO CO3IAET OIIy-
1eHne, YTO OHM He KOHTPOJMPYIOTCS aBTOpPOM. Pacckasumk
He 3HAaeT BCEro O HMX, TaK KaK OHM JIIOIM, Y KOTOPBIX €CTb CBOU
cekpeTbl. UnTaTen b BbIHYKIEH CMOTpPEThb 3a Iipefenbl poMaHa
U IYyMaTh O €ro reposix Kak O He3aBUCKUMBIX JTUYHOCTSIX, KOTO-
pble kak 6y0mo MOTYT peuiaTh TO, UTO OHM OYOYT HenaTh, U Kak
6y0mo OHM IUIIYT CBOJ COGCTBEHHBII pacckas. Takum o6pasom,
YUTaTeNb OKa3bIBAETCSl KAk Obl 3aXBaueHHBIM (Kak OymTo) pe-
aJIbHBIMM JIIOObMM, He KOHTPOJIMPYEMbIMM ITMcaTesieM. MeTop,
IIOCTOEBCKOTO COCTOUT B TOM, UTOOBI YOEOUTb UMUTATENS, UTO
Hallle 3HaHMe O IIepCOHakaX poMaHa BCeraa OCTAETCs TaKUM JKe
HEeIOTHBIM, KaK ¥ Hallle 3HaHMe 06 OKPY)KaIOUIMX HAC peaJbHbIX
JIIOJTSIX.

ITomumo cieH n3 «bpatbeB Kapama3oBbIX» MOXHO IIpUBe-
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CTU B KayecTBe mpumepa CleHy B «becax», B KOTopoi JIusa,
MOXKET ObITb, MBITAJACH, & MOKET ObITh, M HET IaTh MOUWEUNMHY
Hukonato BceBonomoBuuy CraBporMHY. S MpuBemy OOIIMPHYIO
LMTATy, TOCKOJIbKY OHA WJUIIOCTPUPYET MHOTO acIleKTOB TeX-
HMK, KOTOPBIE S aHaAM3MPOBaJa BbIIIe:

U opHaxKo ke, TyT, TOBOPSIT MTPOU3OILEN €1l€ OAVH Ype3BbIUaifHO 3ara-
IIOYHBIN CTy4Yaii, ¥, MPU3HAIOCH, 711 HErO-TO 6osiee ST U YIIOMSIHYJ Tak
OAPOGHO 06 3TOJ MmoeszKe.

ToBOpSIT, YTO KOTrJa Bce Iypb60it 6pOCHMINCh BOH, TO JIn3a, MOAgepsKi-
Baemass MaBpukuem HwmkomaeBmuem, BIPYT CTOJIKHY/IACh B [IBEPSIX,
B TecHOTe, ¢ Hukonmaem BceBonmomosmuuem. Hamo ckasath, O BpeMeHMU
BOCKDECHOTO yTpa ¥ OOMOpOKa OHUY 06a XOThb M BCTPEYAIUCh pas,
HO JpyT K JPYry He MOAXOOMIM HUYEro MeXAy co6oil He ckaszaau. S
BUJIeN, KaK OHM CTOJIKHYJIMCH B IBEPSIX, B TeCHOTe, ¢ Hukonaem BceBo-
JIONOBUYEM. ... 51 BUfes, Kak OHM CTOJIKHYJIMCh B ABEPSIX: MHe I0Ka3a-
JIOCh, UTO OHM 06a Ha MTHOBEHME MPUOCTAHOBMIIACH U KAK-TO CTPAHHO
Ipyr Ha apyra nomisaenu. Ho s1 Mor Xymo BUIETh B ToIe. YBepsin,
HaNpOTUB, Y COBEPIIEHHO Cepbe3HO, uTo JIn3a, B3mIsHYyB Ha Hukonas
BceBonmogoBuya, 6pICTPO MOIHSIA PYKY, TaK-TakKyM BPOBEHb C €ro JIn-
1IOM, ¥ HaBEpHO Obl ygapuia, ecyii Obl TOT HE YCIIeN OTCTPAaHMUTHCS.
MoskeT 6bITh, €1 He ITOHPAaBWJIOCh BhIPAKEHME JIMIA €r0 MM Kakasi-
HMOYAb YCMeIlka ero, 0co6eHHO ceifuac, mocie Toro 3mu3ona ¢ Mas-
pukuem HuxonaeBuuem. IIpM3HAIOCh, I caM He BUJIeJI HUUYETO, HO 3aTO
BCE YBepsUIM, YTO BUJENM, XOTS BCe-TO YK€ HUKAaK He MOIIM 3TOTO
YBUZIETH 32 CYMaTOX0J4, a pa3Be MHble. TOTBKO S 3TOMY TOTZA He IOoBe-
pwi. [ToMHI0, OoHaKo, YTo HuKoai BceBoIomoBMY BO BCIO 0GPATHYIO
JIOpOTy ObLT HECKOJIBKO O/efeH.

(OoctoeBckuii, T. 10, 260—261)

Paccka3urMk coo6IIaeT HaM, YTO OMMCHIBAET OOJTYIO CIIEHY,
MpeIIecTBYIONIYIO JaHHOMY 311304y TOJbKO /ISl TOTO, YTOGBI
pacckasaTb 00 3TOM IIOCJAeIHeM MOMEHTe, HO IpM 3TOM OH
He MOXEeT Jlajke CKasaTh, YTO peaibHO MPOM30ILI0. Paccka3umk
MOXXeT TOJbKO JOTambIBaThcsa 06 3SdderTe CayuMBIIErOCT
Ha 060X AENCTBYIOIMX JIUI], BHICKA3bIBasi CBOU IMPEATIONOXE-
HMS TI0 TIOBOAY JIM3bI M OMMUCHIBAsSA, KaK BbINISAUT CTaBPOTMH.
O6a mepcoHaxka TpPeNoCTaBlIeHbl caMuM cebe. DTU TEXHUKU
OKa3bIBAIOT ABOSIKMI 3G (EKT HA UMTATEJIS :
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Bo-nepBbIixX, OHM 3a7€iiCTBYIOT HAlllii KOTHUTUBHbIE CITOCOO-
HOCTH, MOOYKIast HAaC JeIaTh IPEIIONIOKEHNS U BBIBOIBI O TOM,
«YTO JEeCTBUTENbHO MPOUCXOAUT» B poMaHe. Korga mMbl Hauu-
HaeM MbBICJIUTH MOJZOOGHBIM 00pa3oM, Halll YM (QYHKIMOHUPYET
aHAJIOTMYHO TOMY, KaK 3TO MPOUCXOAUT B C/lyyae MbIIIJIeHUS
O peayIbHbIX Belax, UCITOAb3YS MPU 3TOM I10 YMOTUYAHUIO TE Ke
caMble MPeAIIoChbUIKM U easi C MX MOMOIIbIO Te XXe CaMble BbI-
Boabl. TakuM 06pa3soM, UMTATeb JODKEH aKMUBHO 80CNPOU3B0-
OJump COOBITHS, O KOTOPBIX UIET peub B ITIOBECTBOBaHMM. KoHeu-
HO, eC/iM MeHsI CIIpOCST, TO S CKaXy, UTO He Bepio, uTo JIusa
u CTaBporuH cyuiectsyloT. Ho Tem He meHee, unTas «becos», s
IyMalo O HUX Tak, KaK 6yATO OHU CYI[eCTBYIOT.

Bo-BTOpBIX, UTO KacaeTcsl 3MOILMi, s He BIIOJHE yBepeHa
B TOM, YTO S JIO/DKHA YYBCTBOBATh IO MOBOAY MPOUYUTAHHOTO,
ITOCKOJIbKY COMHEBAIOCh B IPaBIOITOIOOHOCTM PaccKa3bhiBaeMo-
ro. 3To BO3BpalllaeT HaC KO BTOPOMY IMPOOIEMaTUYHOMY MO-
MEeHTY Teopuy POGMHCOH, KOTOPBI Mbl OGCYKIA/IN BBIIIE.

JTa ClleHa, KaK MHOTMe Jpyrue B Mpou3sBeAeHusx JJocToes-
CKOT0, OCTaBjsSieT HaC B OTKPbITOM Mope. OTHomeHus: JIn3bl
u CtaBporMHa — OfHa U3 OCHOBHBIX HUTEN pacckasa, ¥ JaHHbIN
MOMEHT UTpaeT 0COOYI0 POJIb B HAIlleM MTOHMMaHUY 3TUX OTHO-
meHuil. be3 mpsMbIX, KOHKPETHBIX OMMCAHUIT UX OUATOTOB
1 6e3 pacckasumKa, OT KOTOPOrO MOXKHO ObITIO Obl ITOMTYUUTh [10-
CTOBEpHbIE CBEAEHMS, UJIM XOTS ObI TOJYUYUTH YKA3aHUSI HA TO,
YTO MbI JO/KHBI YyBCTBOBATh IO OTHOIIEeHMIO K JInse u CtaBpo-
TMHY ¥ UTO MbI JO/DKHBI IYMAaTh 006 X OTHOIIEHMSIX, MbI packa-
YyMBaeMcsl Ha BOJHAX HeompeneléHHOCTU. Mbl He 3HaeMm, Kyaa
TeueHMe HeCET Hac, ¥ 3a4acTyl0 He MOXXeM MPOTUBOCTOSITh €ro
mory. Mbl He BUAMM Gepera M 4yBCTBYEM JIUIIb ITOAHMMAOIIN-
ecsl 1 najarlinye BOKPYT HaC BOJHbBI; Mbl HE 3HAeM, MOMbITATh-
CSI M HaM IUIBITH IPOTUB TEUEHMS WM, Ha060POT, ITO3BOIUTD
3TOMY TEUEHUIO HAC YBI€Yb.

DTO TO, UTO SI Ha3bIBAIO IMOUUOHANBHBIM OUCCOHAHCOM — CO-
CTOSTHMEM, B KOTOPOM MbI IlepekuBaeM IBe WiIM Oojiee KOH-
(GaUKTYOMNMX, BO3MOXKHO MHPOTUBOIIOJIOKHBIX, SMOIMUMU OIHO-
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BpeMeHHO. Kak pe3y/nbTaT 3TOr0 3MOYUOHANbHO20 OUCCOHAHCA,
TOYHO TakK 3Xe, KaK U B C(JIydae MYy3bIKQJIbHOTO JIMCCOHAHCA, MbI
YyBCTBYEM TPEBOTY U CTpeMJIeHMe K pa3pelleHUI0 CUTYaluM,
KOTOpPOE MOKET BbI3BaTh 00jlee YTOHUEHHYIO M MOTEHIMAIbHO
60jiee CUIbHYIO SMOIIMOHAJIbHYIO peakiuio, 4YeM Ta, KOTopas
BO3MOKHA IIPU ITepeKMBaHUM 00jIee SICHBIX U IMTPOCTHIX SMOLIMIA.
Cua u conpoTuBiieHMe KOHPIMUKTYIOIIMX SMOIMIT B UTOTE YCU-
JIMBAIOT MHTEHCUBHOCTD UX ME€PEKMBAHMS.

[MaBHBIM CBOJCTBOM IepCOHAa’Ka, KOTOPbIii BbI3bIBAET B HAC
akmusHoe 8ochpou3ssedeHue, SIBJISIETCSI TO, UTO IEPCOHAXK Iepe-
SKUBAET IMOUUOHANbHBILI OUCCOHAHC, KOMOpPbili UNTATENb MOXKET
BUJETh M UYBCTBOBaThb. Korga Mbl IepekuBaemM 3MOLMU B pe-
QJIbHOM XXU3HU, TAKOM AMCCOHAHC IIOUYTH BCeraa SIBASeTCS UX CO-
CTaBJISIIONIEN, U, eC/IM JTUTEePATyPHBIN MEePCOHAX BOIUIOLIAETCS
B JIUTEpAType, OH TOXe O/DKEH MepeXuBaTh 3MOIMOHAIbHBIN
IuccoHaHc. ITosTomy untatenu «AHHbI KapeHMHOIT» UyBCTBYIOT
SMOLMM K AHHe, KOTOpas KojeGyieTcs MeXOy e€ J060BbIo
K BpoHCKOMY 1 3HaHMEM TOTO, UTO M3-3a TAKO JIIO6BU eif TIpu-
IETCS TTOKMHYTh CBOETO ChIHA, KOTOPOTO OHA TOXKeE JII0OUT. XOTs
JleBUHY, IpyromMy mepCcoOHaXy, MPULAETCS CTOMBKO JKe 3HaUMMO-
CTU B pOMaHe, Kak U AHHe, U XOTSl pOMaH 3aKaHYMBAETCs TI0-
BeCTBOBaHMeM O JIeBUHE, a He 0 caMoybuiicTBe AHHBI, 60JIbIIas
YyacTb 4YuTaTeseit, oueBUIAHO, He AyMalOT O HéM. UuraTenn
He myMaloT o JIeBuHe B TaKOJ Ke CTeIeH!, Kak 06 AHHe, S CuUn-
Taw, IMOTOMY, 4TO TOJICTOJ He MpeCTaBiseT ero Kak 4yejgoBeKa
B 5MOILIMOHAJBHOM 3aMellaTeNnbcTBe. Takas TeHAeHIus Habo-
JlaeTCsl He TONMBKO B CepbE3HOI auTeparype. Popmyina, mpearo-
yyTaeMass pOMaHTMUECKMMM pOMaHaMM OCHOBaHA Ha CIOXKeTe,
110 KOTOPOMY XOpOIIlasi IeBYIIIKa BIIOGISIETCS B IJIOXOTO IOHOIITY,
3Hasl, YTO OH KaKMM-TO 00pa30M IUIOXO IOBIMSIET Ha Heé.

OTO MOXeT MMOKa3aThCsl CTPAHHBIM, HO B CAMOM TPaAUIIMOH-
HOM M3 YeTbIPEX pOMaHOB [lO0CTOEeBCKOTO, a MMeHHO B «IIpe-
CTYTIJIEHUU Y HaKa3aHUN», YMTaTesei MpUTAruBaeT PacKoIbHU-
KOB, TTIOTOMY UTO Mbl MOXeM IepeXUBaTh €ro IMOYUOHATbHbIL
JUCCOHAHC YKe C TIEPBOI CTPAHMUIIBI U JaXke C IIepBOTO MpPeaJio-
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SKeHUST — C TOTO MOMEHTA, KOTJla OH OCTaHAaBJIMBAEeTCS Ha YIULLe
«KaK OyITO B HEPEILIUTETbHOCTI» U UCITBITHIBAET ITPOTUBOPEUM-
BbI€ UYBCTBA I10 MOBOAY TOTO, UTO O/DKEH NPONTU MUMO JBEepU
XO3SVIKM CBO€ KBapTUPHI.

PacKoIbHMKOB — yOuiila, 1, palMOHaJIbHO PAaCCyKAasi, Mbl
IOJDKHBI UCIIBITBIBATh OTBpAllleHMe K HeEMY, OCOOEHHO MOTOMY,
UTO pPacCKa34MK He OMpaBAbIBaeT ero U He MpejjaraeT HUKaKux
CMSITYAIOIIVIX 0OCTOSITEILCTB €TI0 3BEPCKOMY YOUIICTBY TOTIOPOM.
XOTs1 MbI IIOKUPOBAHBI U yKacaeMcsi TOMY, UTO PacKOIbHUKOB
yOUI OBYX SKEHIIMH, Mbl HE MOXXeM OJHOBPEMEHHO He COUYB-
CTBOBATbh eMy. YaCTMUYHO OTOMY, YTO MbI 3HAEM O CHJIBHO JII00-
BU PackonbHMKOBA K €ro MaTepu U CcecTpe, a TaKKe O ero yMme
u wenpoctu. Mlcnonb30BaHMe IOBECTBOBATENbHON TEXHUKHM, Ha-
MpaBJIeHHO Ha co3gaHue 3¢ PeKTa IMOUUOHANBHO20 OUCCOHAHCA,
3aCTaB/IsIeT HAC IMTyOOKO MPOHMKHYTHCS MBICISIMU M SMOLIMSIMU
PackonpHuKOBa. IMeHHO B 3TOM [IOCTOEBCKMIA pPaCcXOOUTCS
C TpagUUMOHHBIM peann3MoM. Ilo cioBam Muxawia baxTtuHa,
IlOCTOEBCKMIT «CTPOUT Teposi He M3 UYKMX [IJisi Hero CJios,
He U3 HeWTpaabHBIX OINpeAeleHuil, OH CTPOUT He XapakTep,
He TUII, He TeMIlepaMeHT, BoobIie He 06beKTHBIN 06pa3 repos,
a UMEHHO CJIOBO Tepost 0 cebe caMOM M 0 CBOEM Mupe» (BaxTuH,
71). 3TO TO, 4TO JJOCTOEBCKUII HAa3bIBAeT «peaju3M B BbICLIEM
cMbicie». Mbl BUOAMM IMa3aMM caMoro PacKonbHMKOBA, UTO OH
TOXXE UYBCTBYET OTBpalleHue, 06myMbIBasi CBOE Oymyiee Ipe-
CTyIUIEHME, He 6yIydu ITpU 9TOM B COCTOSTHUM Taske Ha3BaTh CJIO-
BOM 3ayMaHHbBIi UM MOCTYTOK, HO YyBCTBYSI, UTO OH CKJIOHSIET-
CsI K 9TOMY MTOCTYTIKY C HETTPEOA0AUMOI CuIoi. Mbl BUAUM, 4TO,
Kak ¥ J1I0607 MOPSIIOYHbIN YeIoBeK, PacKOIbHUKOB MIPUXOIUT
B Y)Kac OT OJTHOI MbICIM 00 yOUICTBE CTapyXM-IIPOLIEHTIIMIIBI,
HO IIPY 3TOM IIBITaeTCS YOeOUTh ceOsl C IIOMOIIBI0 CBOUX ITPOTO-
HUIIIIEAHCKMX MIeM B MPaBOMEPHOCTM 3TOTO IOCTymnKa. Pac-
KOJIbHMKOB BUOUT, UTO IMAHC M CyAb0a HEYKJIOHHO BeOYT €ro
K MpecTymieHnio. IMeHHO MHTeHCUBHOCTb 3TOTO 3MOUUOHAb-
H020 duccoHaHca aenaeT PackolbHMKOBA OJHMM M3 CAMbIX 3aXBa-
THIBAIOIIVX IEPCOHAXKeN B IUTepaType.
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POGMHCOH He paccMaTpMBaeT IMOAOOHBIX 3MOIVOHATbHBIX
COCTOSIHMIA, HO 3aTparMBaeT Mpo6jaeMy KOHMIMKTYIOIINX WU
CMeIIaHHbIX 3MOLMIA B CBOEM aHaiu3e IlaTpuiiuu ['puHCHO3H,
KOTOpasl IOKa3bIBaeT 4YTO «(pOpPMaJIbHbIE U JIOTMYECKME Kade-
CTBa 3MOIIMIT OTIMYAIOTCSI OT TeX, KOTOPbIe TIPUCYIIU CY>XKIeHU-
aM wm yoesxxgeHusim» (Po6uucoH, 20). TTockonbKy Po6uHCOH
CTaBUT Ha MepBbIii I1aH To, 4yTo [TuTep KuBu (cMm. «Deeper Than
Emotion») HasbIBaeT «CafoOBbIM pa3sHOOOpasueM 3SMOIMIT»
M OMMCBhIBAEeT 3MOIMOHA/IbHBIE OlleHKM KaK peakiuy MIMpOKOro
pasMaxa, OCHOBaHHbIe HA «BaKHBIX» OMOJOTMYECKUX HYKAAX
U >KeJaHUSX, €€ MOAXO[, 3aTPyIAHsSIeT MOHMMaHMe TaKoro poja
YTOHUYEHHBIX, ITOJIHBIX HIOAHCOB M HEONpeNeéHHOCTEN 3MOLM-
OHAJIbHBIX COCTOSTHUIA.

Sl momnaraio, YTO IMOYUOHAIBHO20 OUCCOHAMC, TIPUCYTCTBYIO-
LN XOTh B KAKOM-TO CTeNeHMU, SIBJISIETCS HEeOTbeMJIEMON CO-
CTaBJISIIONIEl JII060T0 COBPEMEHHOTO YCIIEITHOTO JIUTePaTypPHO-
ro mpousBeneHus. JJOCTOEBCKUII M TMUCATENM IOCAeTYIONIero
CTOJIETHSI, HA KOTOPBIX OH OKa3aJl BIMSHMeE, MPeObhIBaIN B ITOUC-
Kax BBICHIEr0 YPOBHSI [OMCCOHAHCA, BEPOSITHOCTb CIIOKOWMHOI
pasBsI3KM B UX MPOM3BeAeHUSIX HeBeKa, ey CpaBHUBATh UX
C TPAAULIMOHHBIMY PEATUCTUYECKUMU TTPOU3BEIEHUSIMMA.

IIpnu npoutennn «AHHBI KapeHNHO» eCThb BepOSITHOCTD TO-
rO, UTO MbI ITOYYBCTBYEM KOHQIMKT MEXIY Halleil IMpUBsI3aH-
HOCTBIO K AHHE ¥ HalllUM HeomoO0peHueM e€ M3MeHbI MYKY, Ia-
K€ ec/iM OH He TaKOW IpMBJEKaTe/bHbIM, KaK BpoHCKUIL. U
SMOIIMM CTAJKUBAIOTCSI BHYTPU HAC, HO B TO ke BpeMsl IMPUCYT-
CTBYET YyBCTBO IOPsIAKA U HeusbeXXHOCTH. HecMoTpst Ha Hakas
KOHGIMKTA 3MOIMIA, HaM He IPUAET B TOJIOBY IOIBITATHCST YTO-
BOPUTH AHHY IIPEKPATUTH €€ JIIOOOBHYIO CBSI3b. MbI MOKEM UYB-
CTBOBATb IPUOIIKEHME Pa3BsSI3KM, XOTb ¥ B HApaCTAIoOIeM MU-
HOPHOM KJTI0ue, — HO BCE >Ke pa3BI3KMU.

Tak Kak PO6GMHCOH cocpemoTauMBaeT BHMMaHMe Ha Tpajau-
IIMOHHOM peaji3Me, 3TO OOBSICHSIET e€ aKIIeHT Ha LIeHHOCTb JIN-
TepaTyphl B CO3JaHMM 3aL[UTHOTO MeXaHM3Ma, KOTOPbIii T03BO-
JIIeT HaM CIIPaBJIAThCS C HAIIMMMU COOGCTBEHHBIMMU CUTbHBIMMU
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sMouusaMu. Harra ropecTs 1o OBOIY cMepTy AHHBI O61eryaert-
CS1 OIIYIIEHVEM TOPSIIKA B TOM pasBsI3Ke COOBITUI, KOTOpast CO-
30aéT cBoeobpasHbIit KOMGOPT U yTelleHue. B oTimune ot sT0-
ro, poma JlocToeBckoro «Mamor», B KOTOpoM POroskmH B cBoeit
KpOBaTu 3aKoyiojl HOXXKOM HacTacbio OUAUIIIOBHY ¥ MBIIIKUH
COIIeN C yMa, He HEeCET ONIyIIeHus Mopsaka u komdbopTa. Mbl
B TIOJTHOM HeBeJeHUM OTHOCUTEJIbHO TOro, KakK HaM XUTb
C 9TUM Yy>kacoM. MbI B TyMaHe HeyBepPeHHOCTHU, Mbl B OTKPBITOM
Mope.

3aknroueHue

Kormpa mbl gymaeM O XydOXeCTBEHHON JUTepaType, Mbl
He 3aJIlaéMCsI BOIIPOCOM O CYIIIeCTBOBaHUM IMepCoHaXKel, a crpa-
IBaeM cebs, pearMpyeM JM Mbl Ha HUX SMOIMOHAIbHO. IT0-
9TOMY S COrIacHa ¢ POOMHCOH B TOM, UTO B ITapafoKCce XymosKe-
CTBEHHOJI JIMTepaTypbl HEBEpHA Mpenrochlika (6). S cornacHa
¢ POGMHCOH, YTO MbI MOXEM SMOIIMOHAJIBHO pearupoBaTh
Ha cofiepskaHMe HalllMX MbIC/el, Jaxke KOTOa 3HaeM, 4YTo JyMa-
€M O TOM, Uero He cymiectByeT. OGHAKO S CYUTAI0, UTO ITO BeEP-
HO, TOJIbKO TOT/A, KOT/Ia MbI AKMuUBHO 80CNpouU3800UM 3TU MbIC-
nu. Be3 Takoro BOCIPOMU3BEAEHUS 3MOLMOHAIbHbBIN OTKIUK
He BO3HMKHeT. UTOObI SMOIIMOHATBHO pearnpoBaTh Ha «IIpe-
CTyIUIeHMEe U HaKa3aHue», HaM He HY>KHO BepuTb B TO, 4TO Pac-
KOJIbBHMKOB CYIIECTBYET, HO MbI AOJIKHBI AKMUBHO 80CNPOU3E0-
Jdums pacckas o PackonbHUKOBE.

Bo3MOXHO, MOCKOAbKY POOMHCOH cumMTaer, YTO AJISI BO3-
HUKHOBEHMS SMOIMII JOCTAaTOUHO CaMbIX IIPOCTBIX MBbICTIeN],
OHAa He 3a/HTepecoBaHa B aHa/lIM3e POIU JINTEePATyPHBIX TeX-
HMK WIM JaXKe POJIM KauecTBa MMCbMa, OKa3bIBAKOIINX BIUSIHUE
Ha Halll SMOLMOHAJIBHBIN OT3bIB. §I cocpemoToumia BHMMaHUE
Ha JIOCTOEBCKOM He MJIsI TOTrO, UTOObI OTpHUIIaTh, UTO ToiCTOI
uwin YOPTOH BbBI3BIBAIOT CUJbHBIE 3MOIMOHAJbHbIE DPeaKIU
Yy MHOTMX UuTaTeseil, ¥ He TI0TOMY, YTO CUMTAl0, YTO 3MOIIMO-
HajibHble peakly, KOTOpble BbI3BIBAKT «AHHA KapeHunHa»
" «Pud» SIBISIOTCS B KAKOM-TO CMBbIC/IEe OMMO0UYHBIMU. S 06pa-
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TUIach K JIOCTOEBCKOMY, YTOOBI MOAYEPKHYTb POJb, KOTOPYIO
My1caTeNbCKMe TEeXHUKM UTPAIOT B CO3JaHUM 3MOLMOHAIBHOTO
OT3bIBA, U IOKa3aThb, UTO TPAAMUIIMOHHbBIN peaqn3M He SBJSIeT-
Cs1 eIMHCTBEHHO TeXHUKOI Takoro pojaa. B To BpeMs Kak Tpa-
IUILIMOHHBbIE PeaJMCThl I0JIaraloTcsl Ha AeTajbHble OIMMCAHUS
IJIST OKMBJIEHMSI Halllero BooOpaskeHmst, [IOCTOEBCKUII M MHO-
rve Ipyrue IucaTeNM, Ha KOTOPBIX OH OKasald BMSHME, UC-
TO/b3YIOT TIOBECTBOBATE/IbHbIE TEXHUKM HEOIpeleIéHHOCTH,
BTOPKEHMSI ¥ HeOOCTOBEPHOIO MOBECTBOBAHMSI, UTOOBI 3acTa-
BUTb YUTATEJS IyMaTh O TIePCOHAXKaxX U CUTYaAIMIX TaK ke, Kak
OH IyMaeT O PeaJbHbIX JIOASIX Y COOBITUSIX.

B 060Mx ciy4asix SMONIVOHATbHBIA OT3bIB UMTATE/ST HA XY-
JIIOKeCTBEHHbBIV TeKCT, HallMCAaHHBIM MPU MOMOIIYM TaKUX TeX-
HMK, YaCTO OKAa3bIBAeTCS IMOUUOHANBHBIM OUCCOHaHcoM. OpHa
U3 IPUUMH TAKOI'O CUJIBHOIO BIUSHUSI IMOYUOHAbHO20 OUCCO-
HaHca, BO3HUKAIOIIETO MPY YTeHUM XyI05KeCTBeHHOI IuTepaTy-
Pbl, COCTOUT B TOM, UTO KaXK[blii YMTATE/Nb YaCTO UCIbITHIBAET
MoA0OHbIE 3MOLIMOHAJbHBIE COCTOSIHUSI B PEAJbHOM KU3HU.
OMOIIMOHATbHBIN AMCCOHAHC 60jIee pacrpoCTpaHeH, UeM «Caio-
BOe pasHooGpasye 3MOIMiT», Ha KOTOpoe POGMHCOH OUYeHb Ya-
CTO CChLJIAETCS B €€ SMOLIMOHATbHBIX OlleHKax. Mbl COUyBCTBYeM
KOMY-TO, XOTSI OMHOBPEMEHHO He O0f00psieM ero IMOCTYITKOB MU
Jla’ke MCITbITBIBAEM OTBpallleHMe K TOMY, UTO OHM caeanu. Ham
HPABUTCSI KTO-TO, XOTSI Mbl UYyBCTBYEM, YTO Hala apyxk6a
C 9TMM 4€JIOBEKOM ILToXa OJIs Hac. Mbl JII06MM IToMeLaTh cebst
B CUTyallMM, B KOTOPBIX Mbl MUCIIBITbIBAEM CTpax. IMCCOHAHC
OIIYTUM C COKPYIIUTENBHOM CUIION 0COOEHHO B JIIOOBM — COCTO-
SIHUM, KOTOPOMY MbI 3a4acTyl0 He MOXeM AaTh MPaBUIbLHOTO
06bsiIcHeHNST. MOJKeT CTyUMUThCS TaK, UTO Hallla JI0O0Bb BCIIBIXM-
BaeT Haubojiee MOIIHO B T€ MOMEHTBI, KOIIa Mbl Haubosee siB-
HO OIIyIlaeM KaKyIo-TO (JIabOCTb MM HEJOCTaTOK B XapaKTepe
JI00MMOTO uejioBeKa. Halliy sku3HM He ITOXO0XKYM Ha pOMaHbI Tpa-
IUITMOHHBIX PeaJuCTOB C MPUCYIIMM MM MOpaabHbIM U dop-
MaJIbHBIM TTOPSIIKOM, aske ec/iv Obl Mbl OUEHDb 3TOTO XOTEJIN.

CcbLiku

52



Baxmun, M. M. TIpo6nemsl oatuku JoctoeBckoro. MsmaHue BTOpoe.
Mocksa: CoBeTcKuii mucartesb, 1963

Zocmoesckuti, @. M. TlonHoe cobpaHue COUMHEHM B TPUILATY TOMaXx.
Jlenuurpapn: VsgatensctBo «Hayka», 1976.

Kivy, Peter. Critical Study: Deeper than Emotion // British Journal
of Aesthetics. 46. No. 3. 2006. P. 287—311.

LeDoux, Joseph. The Emotional Brain: The Mysterious Underpinnings
of Emotional Life. New York: Simon & Schuster, 1996.

Robinson, Jenefer. Deeper Than Reason: Emotion and its Role
in Literature, Music, and Art. Oxford: Clarendon Press, 2005.

Walton, Kendall. Fearing Fictions // The Journal of Philosophy. 75. No.
1.1978.P. 5-27.

53



SALOMEJA JASTRUMSKYTE!

! Saloméja Jastrumskyté, PhD., researcher, painter, graphic artist,
photographer, art critic and poet. She was born in 1975, in Skaudvilé
near Tauragé. In Vilnius Academy of Arts in 2011, she defended the
doctoral theses «Synaesthesia phenomenon conceptual
transformations in 19th-early 20th century. Western art theory and
practice. Critical analysis [art studies, philosophy of art]». Flemish
Ministry of Education and Science funded scientific research internship
at the Institute of Electronic Music and Psychoacoustics (IPEMA)
Ghent University, Belgium in 2006-2007. From 2002 until
2011 Saloméja was a lecturer in Telsiai department of Vilnius Academy
of Arts and from 2004 to 2006 a lecturer in the Department
of Humanities in Siauliai University. In 2005 she started working in the
Culture, Philosophy and Art Institute (Lithuanian Culture Research
Institute) and continued as a scientific researcher since 2014. Saloméja
is an author of more than 40 academic publications, presented
34 personal art exhibitions in Lithuania, USA, Germany, Finland,
Belgium, Latvia, Estonia and other countries, participated in more than
60 group art exhibitions in Lithuania, USA, Finland, Latvia, Estonia and
other countries. Jastrumskyté is a member of Lithuanian Artists’
Association (LAA). Research areas: synaesthesia, aesthetics and
philosophy of art, Lithuanian culture and art, cultural studies,
comparative studies of culture and art, visual culture.

54



THE AESTHETICS OF SYNAESTHESIA.
A CRITICAL APPROACH

Abstract

First of all, the aesthetics of synaesthesia is the compilation of diverse,
mostly non-historical vectors with sensory interactions, which
permeate the human-made culture. In traditional aesthetics of the
19th-20th centuries, most often they are recognised in the plane of art
and interactions between different types of art. Over time, it has been
discovered that they cover all embedded, conscious or non-articulated
vital human activities, which unfold sensorially in communication
within the conditions of megasocium, which has no historical
analogues. The aesthetics of synaesthesia also includes multifaceted
and not necessarily homogeneous manifestations, integrated and
interacting in a sensual human plane. In the traditional aesthetic
thought, which prevailed almost until the end of 20th century, the
programmed cases of interaction between different arts were mainly
concerned with interpretations of the synaesthesia phenomenon,
which showed an attempt to predispose and limit synaesthesia in the
Western aesthetic tradition as yet another, even though a controversial
aspect. In the 21st century, with the growing number of synaesthesia
research such situation became questionable and the aesthetic
articulation of synaesthesia moved not only beyond the boundaries
of art, encompassing all human activity in the living world, moreover,
the aesthetics of synaesthesia covered the self-perception of the
individual recognising the interactions of multilayered senses
in a natural and legitimate way of experiencing the world, which
primarily has aesthetic value for a person.

Keywords
Synaesthesia, aesthetics, senses, embodiment, perception, art.

The aesthetics of synaesthesia are multidimensional, mostly
non-historical vectors of sensory interactions, which
spontaneously permeate the human world of cultural values and
symbols, especially its artistic plane, as well as the epitomised,
conscious or non-articulated, sensually embedded vital and
creative human activity. The material basis of such aesthetics is
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the human senses, not only perceived as the conductor
of empirical experience but also as the plastic, universal and
creative foundation of human aesthetic existence and artistic
forms of self-expression. Artistic activity, unlike philosophical
thinking, has been widely based on the body as its instrument
and the material of the artistic process from its inception, while
the embodied senses in their operation reflect the human’s vital
and creative activity, influenced by a variety of cultural factors.
The link between all of the above factors is a fundamental
precondition for the aesthetics of synaesthesia.

In the Western classical aesthetics tradition, synaesthesia is
usually defined as the derivative of the concepts of Greek origin
(syn-together and aisthesis—perceive) syn—aisthesia, thus
defining the fundamental contour of the concept
of synaesthesia, expressing temporally posterior unification
of individual senses rather than their primaeval unity. The
Greek roots in synaesthesia essentially refer not to the
individual sensory experience but more to the social
phenomenon. The verb sunaisthanomai and the noun
sunaesthesis, which were primarily used by Aristotle, marked the
same phenomenon or sense formation experienced by many
individuals, which establishes the encounter of the living entity
with the world or with itself’.

In addition to the traditional conception of synaesthesia
based on the abstract etymological system, various normative
definitions of embedded and/or inculturated synaesthesia are
gaining strength in modern aesthetics. They are usually still
partial, based on one or another synaesthesia or aspect, but
already unanimously claiming to be congenital, rare, selfish,
automatic and with some other condition. These and similar

! Butler Sh. and Purves, A. (2013) Introduction: Synaesthesia and the
Ancient Senses. In Sh. Butler and A. Purves (eds) Synaesthesia and the
Ancient Senses (pp. 1). Durham: Acumen.
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concepts refer to the body as the foundation of the phenomenon
of synaesthesia and treat culture as an infinite set
of expressions.

On the other hand, synaesthesia is usually defined as the
interaction of senses (but not the unity) in the act of sensorial
experience, or as the transfer of modality of one sense into the
modality of another sense. Again mechanicality and
artifactuality of traditional Western synaesthesia can be traced
here. Consequently, the frequency of non-synaesthetic
expression in artworks does not determine the nature
of aesthetics of synaesthesia, which is close to the interactions
of different arts as the extension of the theoretical constructs
of traditional aesthetics. On the contrary, the rational
mechanical structure of synaesthesia, which makes it suitable
only for artefacts and not for the full sensorial dissemination
of aesthetic experience, is anticipated in advance much faster.
Therefore, in many cases in traditional aesthetics, synaesthesia
is simply identified with the interactions of the arts, and in the
artistic sphere; it is not considered that it is only one of the
number of areas of sensorial and aesthetic human expressions,
which can be encompassed and covered by synaesthesia.

Such universality of synaesthesia is already found
by Maurice Merleau-Ponty in the phenomenological
acclamations of the synaesthetic experience, which is
interpreted as all-inclusive and natural. 1t can be stated even
easier: the synaesthetic experience is just an aesthetic
experience par excellence if we acknowledge that the aesthetic
experience must consist of an indivisible universe of senses.

Here are some definitions of synaesthesia, which basically
refer more to the transfer of characteristics of one sense
to another sense, and it is rarely spoken of specific sensorial
association. It is worth pointing out this feature of Western
synaesthesia—a particular sensorial transfer, which permeates
synaesthetic phenomena. The Western mechanics of the
scientific synaesthesia definition are somewhat reminiscent
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of the dynamic transfer of mental data, intrinsic to the
phenomenon of psychoanalysis at a similar time. This aspect
deserves a separate cultural and historical study, which focuses
on a Western specific unifying mechanism. Here is a group
of synaesthesia definitions, on which aesthetics of synaesthesia
rests. «Synaesthesia is the phenomenon, in which the
stimulation of one sense modality gives rise to a sensation
in another sense modality», as Crétien van Campen and Clara
Froger! state. Also «the term synaesthesia suggests that the
joining of sensations derived from different sensory domains»,
as proposed by Reuven Tsur? (2007:30) Michael J. Banissy, Clare
Jonas, Roi Cohen Kadosh delivers the definition with the most
frequent elements: «synaesthesia is a rare experience, where
one property of a stimulus evokes a second experience not
associated with the first»®> (2014:5). In the definition
of synaesthesia, Julia Simner also emphasises the transfer
of sensorial modalities: «for people with synaesthesia,
sensations in two modalities are experienced when only one is
stimulated [...]»*. Myrto 1. Mylopoulos and Tony Ro highlight
the atypicality of synaesthesia: «synaesthesia is a fairly common
condition, in which individuals experience atypical responses
(such as colour experiences) in association with certain types

! Campen, C. Van and Froger, C. (2003) Personal Profiles of Color
Synesthesia: Developing a Testing Method for Artists and Scientists,
LEONARDO, 36 (4), 291.

2 Tsur, R. (2007) Synaesthesia as a Neuropsychological and a Literary
Phenomenon, Issues in Literary Synaesthesia, Spring, 41 (1), 30.

5 Banissy, M.J., Jonas C. Kadosh C.R. (2014) Synaesthesia: an
Introduction. In M.]. Banissy, C. Jonas and C.R. Kadosh, (eds),
Synaesthesia (pp. 5) 5 (1414). Frontiers Media SA.

4 Simner, J. (2015) Why are there different types of synesthete?
In M.]. Banissy, C. Jonas and C.R. Kadosh (eds) Synaesthesia (pp. 8).
Frontiers Media SA.
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of stimuli (such as non-coloured letters)»!. Shane Butler and
Alex Purves open up the anthropological perspective
of synaesthesia and the individuality of the synaesthetic effect
on a person almost coinciding with aesthetics. They note:
«synaesthesia is best known as the name of the condition
of those individuals who regularly experience one kind
of sensory stimulus simultaneously as another and who
universally regard their atypical kind of perception as a gift
rather an affliction»2.

In order to reach the deepest essence of synaesthesia, firstly
it should be rethought and explored as one of the possible
sensorial and aesthetic paradigms of the Western world. In reality,
the non-critical prominence of highly complex and multi-
layered phenomenon of synaesthesia, bringing it to the
programmed interactions of the arts or, in other words, syntheses,
which was intrinsic to many of the most influential
manifestations of art and its theory in the 19th and 20th
centuries, in fact, is the heritage of the romanticism and
consequent various neo-romantic aesthetic  theories,
in particular the aesthetics of symbolism. In the well-established
tradition of Western aesthetics and art theory, the concept
of synaesthesia refers to this phenomenon in the form of an
artificial, concentrated structure, without the primaeval, innate
and embodied being. This structure of the concept becomes
decisive for the spread of the entire Western synaesthesia
tradition and the universal aesthetics of synaesthesia.

In fact, the various manifestations of synaesthesia are found

! Mylopoulos, M.I. and Ro, T. (2015) Synaesthesia: a Colorful Word with
a Touching Sound? In M.]. Banissy, C. Jonas and C.R. Kadosh (eds)
Synaesthesia (pp. 11). Frontiers Media SA.

2 Butler, S. and Purves, A. (2014). Introduction: Synaesthesia and the
Ancient Senses. In Sh. Butler and A. Purves (eds) Synaesthesia and the
Ancient Senses (pp. 1). London and New York, Routledge.
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in many parts of the cultural and artistic phenomena
of romantic and post-romantic epochs, especially in the
juncture of the developing poetical, musical and artistic
expression. It is no coincidence that since the 19th century
through the whole 20th synaesthesia became widespread in art
practices century, and its research intensified in a wide range
of scientific cognitive fields (aesthetics, art philosophy, art
psychology, literary science, psychology, neurophysiology,
sensory  cultureology, sensory anthropology, sensory
archaeology, etc.)

Over the last decade, new cognitive trends of synaesthesia
phenomenon have emerged; a crucial review of previously
dominated theories and, in general, synaesthesia studies have
started with an attempt conceptually summarise the
achievements and failures in this field. These radical shifts
in theoretical thought are evidently demonstrated by the
qualitative new programmed editions for the first time
in history, dedicated to synaesthesia research as if generalising
the earlier scientific achievements, such as the encyclopaedia
of synaesthesia, prepared and published in Oxford six years ago:
Julia Simner, Edward M. Hubbard (ed.), Oxford Handbook
of Synesthesia, Oxford: Oxford University Press, 2013. Other
significant publications include: John E. Harrison, Simon Baron-
Cohen (ed.), Synaesthesia: Classic and Contemporary Readings,
Wiley, 1997; Ophelia Deroy, Sensory Blending: On Synaesthesia
and Related Phenomena, Oxford: Oxford University Press, 2017;
Maria José de Cérdoba!, Dina Riccd?, Sean A Day® (ed.),

%ZZSean+A+Day%22
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Synaesthesia: Theoretical, artistic and scientific foundations,
Fundacién Internacional artecitta, 2014; Aleksandra Maria
Rogiwska, Synaesthesia and Individual Differences, Cambridge:
Cambridge University Press, 2015 and others.

Influential theoretician Jonathan Cohen, summing up the
shifts, which emerged in the synaesthesia research over the last
few decades, remarkably observes that, despite undoubted
achievements, this phenomenon remains puzzling: «it is very
little known or completely unknown what synaesthesia is».
However, even in such a vague paradigm of the current
development of synaesthesia aesthetics, there are undoubtedly
different directions of its effective development. It is no
coincidence that some authors attempted to eliminate the
above-mentioned uncertainties by determining definitions
of synaesthesia and their classifications when others looked into
the variety of its forms or to synaesthesia as a phenomenon
of psychological nature, or as a question of being inherited or
acquired, etc.!

Richard Shusterman, one of the most influential
representatives of the modern pragmatic aesthetics, draws
attention to the somaesthetics with a possibility of creating it
in the form of continuation to Alexander Gottlieb Baumgarten’s
Aesthetica (1850/1758)? (Shusterman, 264-265), this way
moving the sensations of sensorial interaction and origins
of the aesthetics of synaesthesia in the body, rather than in the
art outside the body. He is convinced that the aesthetics
of synaesthesia has to encompass more fully the multiple

1 Cohen, J. (2017) Synesthetic Perception as Continuous with Ordinary
Perception, or: We’re All Synesthetes Now. In (ed) O. Deroy Sensory
Blending: On Synesthesia and Related Phenomena. Oxford: Oxford
University Press.

2 Shusterman, R. (2000) Pragmatist Aesthetics-Living Beauty,
Rethinking Art. Rowman & Littlefield Publishers.
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sensorial interactions and their aesthetic values regardless
of their field of expression. Here there comes an understanding
that the aesthetics of synaesthesia is not just the aesthetics
of the interactions of art as such or the branches of art.
Restricted by artistic interactions, the aesthetics of synaesthesia
remains a replica of traditional aesthetics, which represses the
multilayeredness of the senses, unable to grasp and utilise the
essential assumptions of aesthetic science.

The phenomenon of synaesthesia in Western civilisations
was most often observed only in the context of aesthetic and
artistic creation. In Eastern civilisation, synaesthesia (as it is
understood in the East) covered much more cultural aspects,
especially related to the sphere of aesthetic perception, art
psychology, and the most sensitive emotional experiences.
These aspects of synaesthesia theory and art practice were very
important in Indian traditional aesthetics and were reflected not
only in the Upanishads, but even in the fundamental «rasa»
category of the famous aesthetic tractate Natyashastra, which
appeared at the beginning of our era and contained very
important semantic meanings to the phenomenon
of synaesthesia, like «juices of life», «taste», «smell», «aesthetic
experience», «aesthetic mood», «aesthetic pleasures» and
others. The field of exploration of synaesthesia phenomena
drawn by Upanishads and Natyashastra has originally revealed
itself in the conceptions of Alankarika and the most famous
representatives of the School of the Kashmir, strongly
influenced by Tantrism.

No less important consideration to the problem
of synaesthesia was also focused on East Asian Chinese (Daoist,
Chan Buddhist, Tantric) and especially Japanese (Shinto, Zen
Buddhist, Tantric) aesthetics and art theories, which always
paid special attention to the psychological aspects of artistic
interaction, which determined the attention in the fundamental
categories of Japanese aesthetics to the problems of art
psychology. Many similar things can be found in the Arabic-
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Muslim world, which has gained great influence in Sufi
aesthetics. However, the development of synaesthesia issues
in the evolution of the aesthetic thought of the Eastern nations
is a separate complex field of problems, which requires
independent and thorough research, so at this moment it is
deliberately left out of the scope of this research, continuing
only with the Western aesthetic thought.

The main area of synaesthesia expression in the West was
the problematic field of various types of art, first of all, the
interaction between painting and music, and poetry and music,
directly related to various psychophysiological reactions of the
human body. The long way had to be covered over two centuries
until synaesthesia was perceived not as something arriving out
of the artistic plane but as something visiting this plane or
being deliberately used there, depending on the worldview and
aesthetic provisions of the respective period. Two periods
of ascent are observed in the synaesthesia studies. They were
the penultimate two decades of the 19th century: «beginning
in the 1870s, the number of published studies about
synaesthesia grew tenfold, reaching its peak in the decade of the
1890s»! (Harrison, 2001:27) and the last two decades of the
20th century. If the concept of synaesthesia emphasised
romanticism at the end of the 19th century, so by the end of the
20th century, it emphasised the embodiment and sensorial
alternativeness of synaesthesia. The 19th-century approach has
led to the use of modernism-based programmed synaesthesia
models, while at the end of the 20th century, the established
model of the synaesthesia embodiment drew up the social,
global and general human trajectories of synaesthesia,
suggesting a specific synaesthetic epistemology. The latter
shaped the new forms of synaesthesia in articulation and

! Harrison, J. (2001) Synaesthesia: The Strangest Thing. Oxford: Oxford
University Press.
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embodiment in culture.

It should be noted that the first two decades of the 21st
century no longer emphasise synaesthesia as a subordinate
art-the anthropological point of reference also changes the axis
of the aesthetics of synaesthesia. Nowadays, the aesthetics
of synaesthesia is generally perceived as a universal part of the
human sensorial system, which can occur in any cultural context. It
is important and remarkable that the synaesthetic event is the
act of aesthetic perception, i.e. the synaesthetic experience
essentially coincides with the aesthetic, so it only remains
to articulate this coincidence with the help of philosophical
aesthetics.

It is also worth saying that synaesthesia has not been pulled
away from aesthetics in Eastern cultures. Therefore these
reconstruction processes are more characteristic of Western
synaesthesia concept. They appear even when Western
scientists begin to investigate cases of synaesthesia in Eastern
cultural structures (e.g., Chinese, Indian).! The mechanical
model of synaesthesia, which has also come to Western
aesthetics through the complex nature of the Greek word
concept, which provided a dynamic connection between the
conjoining parts, and through the Bertrand Castel’s clavesin
oculaire-the apotheosised thought experiment, with all its
essence belonging to the mechanical imagery of Enlightenment,
is a feature of Western synaesthesia and its aesthetics. Thus, the
initial embodiment of synaesthesia in the artistic, artefact
medium is an implication of this mechanicism.

It will be noted later in the article that the area of aesthetics
created by Baumgarten in philosophy has also been constrained
by the power of Enlightenment mechanics, encompassing the
entire cultural field with belief to the power of construction, and

! Sanford, W.A. (2009) Singing Krishna: Sound Becomes Sight
in Paramanand’s Poetry, SUNY Press.
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exactly like Romanticism this mechanical power of mind will be
replaced again with all-encompassing spiritual continuity
of faith. Although Baumgarten’s work has clear assumptions,
which accept aesthetics as an indivisible automatic process
arising from human sensual continuity (these preconditions
turn out to be close to the concept of spontaneous, involuntary
synaesthesia, which has been developed at the end of the 20th
century, but acceptable models of thinking of the 18th century
hide such aesthetic origins of a thinker. The basic focus of his
aesthetics concentrated on the sensation and the generated
aesthetic experience. In general, the concept of «sensation»
to the 18th-century philosophical array was a foreign body, and
this situation was saved by Baumgarten giving a lower status
to aesthetics than to gnoseology.

Interestingly, the Oxford Handbook of Synesthesia, published
in Oxford in 2013, has a separate chapter entitled «What exactly
is a sense»' (Keeley 2013: 941—959). So the fundamental
matter, which enables the 18th-century aesthetics as an
independent branch of philosophy and the 20th-21st-century
synaesthesia as a union of the independent and enormous
scientific object, is the sense. It is the sense as such, which was
left in the margins of Western aesthetics and art, not carefully
thought through, unfocused, accidental, and as if unnecessary
for the existence of what exists only because if it. Meanwhile,
the Western thinking tradition has designated thousands
of pages to the problems of body-mind relationships. However,
the sense-body relationship as such in aesthetics has been
overlooked.

The ratio of senses and the base of their activity and body
has not been thoroughly articulated for a long time, and today

! Keeley, B.L. (2013) What exactly is a sense. In (eds) J. Simner and E.
Hubbard Oxford Handbook of Synaesthesia (pp. 941-959). Oxford:
Oxford University Press.
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still lacks this expression, even with a sufficiently large volume
of synaesthesia research. The senses, sensations in the research
of different directions and artistic practice and the speculations
of philosophical aesthetics were wusually operated as
autonomous structures, as if they were detached from the body,
disembodied, abstract or symbolic, acting as separate,
independent elements, from which special cultural, aesthetic,
artistic forms were constructed, i.e. imagined, metaphorically
speaking, some kind of «sensory vault», where synaesthetic
events can spread. It was this generalised, rationalised sense
of autonomy, which was and still is one of the essential features
of the phenomenon of Western synaesthesia and its aesthetics.

This fundamental assumption of discrete and autonomous
senses in the aesthetic conception of synaesthesia is not yet
properly understood and thought out. Research of this
problematic field raises more questions than there are clearly
eloquent answers. What could be called as aesthetics
of synaesthesia was mostly the artistic programmes proclaiming
the unity of senses to serve one or another aesthetic, even
ethical purpose but with almost no indication of its sensorial
existence and the foundation for functioning, principles and
conditions.

It can be said that besides the theoretical reception
of synaesthesia, the mosaic of modern Western aesthetics would
be incomplete, incoherent, and the created images would
remain unrecognisable. Besides, the emergence of synaesthesia
in Western culture coincides with the beginning of the
representational crisis, or otherwise looking at the significance
of this event, merges with phenomena and problems of the
representational crisis, reflects them and presents possible
alternatives to their solution. Consequently, synaesthesia
returns to the scene of Western aesthetics and art when their
powers are almost exhausted and compromised. At that time
when Western culture was shaken by strong dramas and
fractures in the turn of the 19th-20th century, the intensified
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search for new art ideas and forms of creative self-expression
in the main centres of artistic culture, opened up new
possibilities for art interaction. Therefore, the panorama of the
emerging contemporary modernist art, as never before, was
marked with the breakthroughs of synaesthesia. Accordingly,
synaesthesia could not be only a peripheral compensation case
for the old weakening Western aesthetic and artistic tradition
(there were many and varied possibilities for such
compensation), so it uncovered the overly distorted and
restrained, repressed system of senses in traditional aesthetic
structures.

Whereas the decades of the most turbulent artistic and
aesthetic changes in the 19th-20th centuries are related to the
release of various repressive mechanisms (one of the most
striking examples is the emergence of psychoanalysis, which
derived from the shifts of the fundamental Western thinking
traditions towards the subconscious structures and the
perception of the nature of human physiological existence
labelled with the libido symbol), the rise of the importance
of synaesthesia can also be seen as one of the forms
of liberation of the human sensual being. This liberation
of sensations begins in the middle of the 18th century and, with
the culmination of modernist art and aesthetics, also comes the
excitement of sensual experiences and the ultimate forms of its
implementation. As the peak of this implementation,
synaesthesia constantly appears from the depths of cultural
subconsciousness in various configurations. Synaesthesia
becomes the highest aesthetic category in romanticism and
symbolism epochs, and even in the era of modernism, it is even
proclaimed as a new stage of aesthetics, which conforms to the
spirit of a new dynamic epoch where the highest human
aesthetic, artistic inclinations and needs are fulfilled. Although
it is not yet understood that this romantic, symbolic and
modernist apotheosis of synaesthesia is the continuation of the
mechanicism of Enlightenment in aesthetics, art, philosophy,

67



and even in the knowledge of embodiment and it should only be
accepted as one of the stages of elaboration of synaesthesia and
its aesthetics.

No human-specific phenomenon has attracted such
enormous and ever-growing interest as synaesthesia, which,
according to Julia Simner and Edward Hubbard, shows an
incredible thing-not all individuals have the same
understanding of the world (Simner, Hubbard 2013: xx).! The
discovery of such a fact shakes the fundamental foundations
of human self-consciousness, radically moves the so-called
«consciousness problem of others» when acting and
communicating in the world is guided by the notion that other
people perceive the real world more less in the same way, which
allows the coordination of the actions. However, since the first
established cases of its historical empiricism such as Georg
Tobias Ludwig Sachs in 1812, synaesthesia has already proved
to be closed and immanent to such extent that it cannot be
guessed, nor decoded, nor to be communicated. It is even more
surprising why, for so long, synaesthesia, being closed for
communication and with no elementary constants found, could
have been so desirable and so widely used in Western art.

Here the 18th-century origin of rationalism can be felt
again, which mechanically connects all possible elements
to processes and structures, without going deeper into their
unarticulated individuality, which is probably the essence of the
concept of Eastern synaesthesia (in the Japanese language there
is no such concept corresponding to Western synaesthesia). The
unarticulated, nonlinear individuality in synaesthesia, just like
in aesthetics, has been perceived and recognised only in the
21st century after facing the dynamic, connective, continuous

! Simner, J. and Hubbard, E. M. (2013) Overview of Terminology and
Findings. In (eds) ]J. Simner and E. Hubbard Oxford Handbook
of Synaesthesia (pp. xx). Oxford: Oxford University Press.
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and communicative structure of megasocium and its volume,
in which the narrowly understood rationalism of Enlightenment
could hardly function. The larger the society is, the more
irrational it is, the more it reveals the nonlinear features
of human nature.

It is no coincidence that the strongest and brightest
prospects of synaesthesia in the third decade of the 21st century
are foreseen precisely in the socio-cultural, socio-
anthropological medium (Howes, Classen, 2013)!, accepting
that the artistic dimension has also become an unstructured
mega dimension for aesthetic perception. It can be assumed
that the aesthetics of synaesthesia is a distinct readiness
to perceive artistic structures, which are completely new with
their origins and their managed contexts. Such aesthetics
of synaesthesia could no longer remain as narrow speculative
aesthetics of local artistic phenomena. It may have remained
suchlike (although with reservations) until the 19th-20th
century, but its strange expansion in the last century shows
quite a different picture.

Huge numbers of communicating human populations,
which have not existed until now, shift the exploitation
of human sensorial system differently also from an aesthetic
aspect. Equally, scientific research reveals that synaesthesia
constants become synchronised particularly through the large
numbers of populations. More and more individuals are
discovered who more or less identically understand sensorial
interactions (currently 150 synaesthetic combinations occurring
in the population are found). Therefore, looking at the
perspectives of art and aesthetics in the coming decades of the
21st century, the aesthetics of synaesthesia cannot be confined
as an inert and retrospective phenomenon. In the way,

! Howes, D. and Classen, C. (2013) Ways of Sensing—Understanding the
Senses In Society. London and New York: Routledge.
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synaesthesia was involved or prevailed in the 19th or 20th
century in an aesthetic environment, and it turns out to be
increasingly distinct from how it appears in the 21st century
in human sensorial activity. One of the most prominent features
of the integration of synaesthesia in Western culture is that,
over time, it progressively blends and becomes identical
to aesthetic experience, and more precisely, with this process
the repressed and disrupted continuity of Western aesthetics
comes back.

Synaesthesia does not coincide with the passive,
uninterested act of aesthetic observation, which was thoroughly
explained in German idealistic aesthetics, especially
by Immanuel Kant. Synaesthesia approaches the so-called non-
classical aesthetics and philosophy of art (Arthur Schopenhauer,
Sgren Kierkegaard, Friedrich Nietzsche, Henri Bergson),
relaxing the vital powers of human experience, which are
subordinate to the irrational elements of will, intuition,
spontaneous creativity of the spirit and exalt the existential
experience of an individual. This is also confirmed by the fact
that already in the middle of the 19th century, in line with the
ideals of romanticism, it was perceived and accepted that
synaesthesia is extremely individual, authentic and
unrepeatable, even the experience of an emphatically subjective
nature is not communicated.

Although romanticism artists were still allured by the elitist,
subjective and solipsist model of synaesthesia, symbolism has
given it a shape of the new announced message, an invitation,
a promise, speaking of which it is the beginning
of consolidation of a special romantic elite synaesthesia
pattern, reserving selectivity, uniqueness, and social exclusion
to synaesthetic experience until present day. It should be noted
that the elitism of synaesthesia is one of the most visible
features, differentiating the aesthetics of synaesthesia
of romanticism, and especially of symbolism and partly of the
modernism, and deserves separate theoretical attention.
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The relevance of the aesthetics of synaesthesia is also
closely related to the change of the conception of the individual.
The phenomenon of synaesthesia could only play an important
role after the formation of certain concepts of inner human
experience, his feelings, empathy and senses. It is debatable
how much power these new concepts have gained in society,
how far they have become widely accepted, universal and
exciting. The relevance of synaesthesia in a certain period
depends on a dual plan: how a person is assessed, his or her
individual sensual and sensorial experience, and how clearly the
concept of synaesthesia has been formulated to become the
basis for variations of individual perception. If to start with
romanticism, both plans were well formed and started
to coincide.

It can be assumed that by no means synaesthesia is not
a superficial ripple of aesthetics and artistic shifts, on the
contrary, it is a wuniversal phenomenon, fundamentally
challenging the structure of human senses, on which the
Western aesthetics rests more or less uniform. Therefore, the
exploration of theoretical concepts, manifests and other
programme documents, their selection from a multitude
of synaesthesia-based artistic and cultural phenomena, would
reveal one of the fundamental aspects underlying the outline
of Western aesthetics and art theory. The universality of the
meaning of synaesthesia, the spontaneity of its manifestations,
aesthetic plasticity, semantic capacity and other spacious
dimensions are not a coincidence, error or compensation
of Western aesthetics. The artistic approach connecting all
senses has been alien to Western aesthetics for quite some time,
and therefore it was discarded, so one of the challenges of this
study is the need to legitimise it in principle.

It is worth to mention that there is no fundamental
difference in modern synaesthesia epistemology between the
West and the East, universalist tendencies tend no longer form
opposition structures, but there are some differences in the
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epistemological assumptions of synaesthesia and especially
in the aesthetics of synaesthesia. Here is an interesting parallel.
Until the end of the first decade of the 21st century, the
neurophysiological synaesthesia paradigm developed by the US
scientist, neurologist Richard Cytowico, who has dedicated his
life to the study of synaesthesia, was the most influential in the
world. From the 8th decade of the 20th century the 1980s,
creator of this astounding paradigm turned the eyes of science
and art to synaesthesia as a very important but natural feature
of the human sensorial system. A closer look into the
foundations of Cytowico’s theory distinguishes the influence
of non-classical philosophy (e.g. Arthur Schopenhauer) of the
19th century, as well as early pragmatic aesthetics (John
Dewey), the phenomenology of religion, psychedelics, mystical
experience, Zen meditation and others.! Aesthetics and art
occupy an exceptional place in Cytowico’s theory, and his whole
theory is essentially directed to expand and stir up the inert
Western concept of aesthetics. Since the second decade of the
21st century, the new wave of scientific interest for synaesthesia
is also associated with the theory of another outstanding
personality, the Indian scientist and neurologist Vilayanur
Subramanian Ramachandran, considered to be the most
renowned neuroscience representative of the present, which,
unlike Cytowico’s theory, is not exclusively dedicated to the
study of synaesthesia. It gives special attention to this
mysterious sensorial phenomenon and opens up synaesthesia
in the enormous context of modern neuroscience, culture and
art, covering both the East and the West.? Again, attention
should be drawn to the fact that Ramachandran’s synaesthesia

! Cytowic, R.E. (2002) Synaesthesia: A Union of the Senses. The MIT
Press: A Bradford Book.

2 Ramachandran, V.S. (2011) The Tell-Tale Brain: Unlocking the
Mystery of Human Nature. New York: W. W. Norton & Company, Inc.
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research is exclusively used to seeing all the aesthetics and art
through synaesthesia prism, thus assessing the place and
influence of synaesthesia on the everyday life of a person and
the daily aesthetic experience.

In turn, synaesthesia encourages dialogue, because, as
a special phenomenon, it is primarily a peculiar, non-
compromising carrier of aesthetic. It is no coincidence that
artistic manifestations of synaesthesia appeared in art history
much earlier than the existence of such a phenomenon was
empirically confirmed, even before synaesthesia was legalised as
an authentic experience of the individual. However, Douglas
Kahn! (Khan, 1999:120) states that synaesthetic systems were
legitimised because of the existence of genuine synesthetes and
their authentic experience, no matter how little was known and
confirmed. At the beginning of the 20th century, artists had
a high interest in the phenomenon of synaesthesia, and because
of the influence of Schopenhauer and Nietzsche’s musical ideas,
a lot of influential concepts of modernist art opened up and
urged scholars of various fields to review the inertial concepts
of synaesthesia and try to move it from pathology, a la mode
of 1890, or at least out of cultural marginalism. It is important
that this process, even in the postmodern culture, under the
influence of extremely pluralistic attitudes, is far from being
exhausted.

The abundant repositories of modern synaesthesia research
reveal that much of the synaesthetic experience has aesthetic
value to an individual (not necessarily synaesthetic experience
has to be accepted as one of the main categories of classical
aesthetics—the beauty, although this approach was followed, for
example, by I. Richards’® and Alfred North Whitehead?).

! Kahn, D. (1999) Noise, Water, Meat: A History of Sound in the Arts.
Cambridge, Massachusetts, London, England: The MIT Press.
2 Richards, LA. (1922) The Foundations of Aesthetics. George Allen and
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In other words, synaesthesia complements and extends the
human aesthetic existence. Moreover, if empirical research,
statistics, and aesthetics of pragmatism are currently used
to support this, then artistic-central, panaesthetic epochs,
which held art as one of the essential areas of human existence,
embodied and established synaesthesia in artworks. Since art
has now lost its essence, identity (institutional art theories
of George Dickie, Arthur Danto, etc.), cultural universality and
significance, the consistent continuity of individual art
branches, as it is emphasised, for example, by the widely
escalated end of painting (then how it is to speak about the
unity of arts, the present-day ideal of romanticism and
symbolism), the aesthetics of synaesthesia or articulated
synaesthetic aesthetics also had to move out from art and
colonise other areas of everyday human existence.

Synaesthesia occupies an exceptional position in human
self-esteem. In  philosophy and aesthetics, regard
to synaesthesia has just begun to rise. The phenomenon
of synaesthesia is potentially interesting from the point of view
of philosophy for several reasons. One reason is that proof
of the existence of an intermodal phenomenon of sensations
can affect the solution of the problem of the individualisation
of philosophical senses, as well as the answers to such tricky
questions about the relationship between individual senses and
the details of the experience of each sensorial modality. Another
important relevance in reasoning for the philosophical approach
to synaesthesia is that sensorial systems, such as sight or
hearing, are usually considered as paradigms of modular
cognitive systems. Simply, these systems cannot be rationally
influenced by beliefs or other high-level cognitive states, or

Unwin: London.
5 Whitehead, A. N. (1920) The Concept of Nature. London: Cambridge
University Press.
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even affected by other parts of the perception system. Until
recently, philosophers and psychologists have discussed
whether synaesthesia is a mistake in such cognitive systems, or,
on the contrary, synaesthetes use the possibilities of an
additional perception model compared to individuals without
this feature. A more in-depth look at these intriguing debates
would reveal a hierarchical derivative specific to romanticism
and symbolism flourishing between the synaesthesia as
a psychic, open to transcendence, i.e. additional extraordinary
awareness, and the state of daily, pragmatic, «blind» senses. For
example, Fiona Macpherson' (2007:65) assumes that if
philosophical theories match the research of synaesthesia
in different theoretical contexts, it can be expected that the
synaesthetic experience at the epistemological and even
ontological level is identical to the non-synaesthetic.

Finally, there is a sequence of other equally important
questions. Is the aesthetic value of the synaesthetic experience
recognised and defined as such, or is it constructed? How is the
aesthetic concept of synaesthesia integrated into programmes
of individual art movements? What place (secondary or main)
does it occupy? What makes synaesthetic experience aesthetic?
Alternatively, does the synaesthetic element give the object,
including the object of art, aesthetic value? Has the synaesthetic
experience of an artwork been identified with its aesthetic
experience? l.e., is the synaesthetic experience an alternative
to aesthetic experience or a parallel?

Each of the raised questions is very complex and needs to be
discussed in detail. Historical and cultural circumstances have
led Western cultural and scientific synaesthesia being left aside

! Macpherson, F.  (2007) Synaesthesia, Functionalism and
Phenomenology. In (eds) M. Marraffa, M. De Caro and F. Ferretti
Cartographies of the mind-philosophy and psychology in intersection
(pp. 65—68). Series: Studies in Brain and Mind, (4), Springer.
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as a strange, incomplete, and inadequately cognisable
coincidence. However, this gap may turn into a niche with
a unique and realistic structure-the aesthetics of synaesthesia.
To justify this position, it is important to select and systematise
facts in the field of art and culture history, which diversity and
combinations could have led to the existence of a distinct
aesthetic strain, not like a peripheral branch (like
in a conversation about the aestheticisation of specific human
activities, which have spread after the shifts aesthetics after
1980), but like the fundamental difference resulting from the
dual mode of sensation: differentiated and unified.

Western aesthetics is the aesthetics of divided senses. This
difference is particularly evident when compared to the
concepts of aesthetics of the Eastern nations (Indians, Chinese,
Japanese). Western aesthetics is aesthetics of divided senses,
once made or naturally predetermined fatal choice-selecting
a mosaic of individual senses instead of their conglomeration.
This point of choice is hardly traceable, because the treatment
of this choice, as far as it can be found in the sources, is
culturally conditional and polished. So it is not too abstract
to talk about the aesthetics of choice, which has formed the
whole landscape of Western aesthetics, even if this choice is an
anonymous collision or breakthrough of historical-cultural
currents. Examining these problems, rather often the negativity
of the synaesthesia phenomenon was emphasised, its possibility
was shown as suspicious, even appealing to the basic concept
of «beauty» of classical aesthetics stating that the creation with
confused senses becomes ugly. It is surprising that reflections
of this initial turning in the interpretation of synaesthesia are
found in the works of Arthur Schopenhauer, which were
spiritually close to romanticism and the flourishing of its
synaesthetic aesthetics, where the repulsion to the
entanglement of sensations can be seen. However, in the
culmination of already revolutionary tensions in the classical
modernism art, the synaesthetic flow becomes almost a major
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aesthetic category expressing its innovative maximalist
attitudes. It is amazing what kind of modulation it acquires, for
example, in abstractionism or futurism, this once again shows
that synaesthesia marks a fundamental, not fully developed
opportunity of Western aesthetic.

There is a suspicion that synaesthesia is hidden in the very
heart of traditional aesthetics, so we cannot tear it away and
look at it through the prism of the aesthetics. By no means,
synaesthesia is not a single object among many others, actually
or potentially aesthetic objects. Also, synaesthesia is not the
single art practice among many art practices or theories.
Expression «aesthetics of synaesthesia and the theory of art»
can only foresee one more aesthetically acclaimed research
object. However, the package of linguistic expressions seems
to be insufficient to reverse the connotation in a particular
direction to show that synaesthesia grows out of the array
of aesthetics and its stem, wraps it around, questions it and
essentially shows its disharmony and boundaries and variability.

In such a subtle reversal of thought lies the problem, which
is often overlooked in the research of synaesthesia and art
relationship. Usually, synaesthesia and its manifestations in art
and aesthetics are studied on the basis of established concepts
of aesthetics, their periodisation and generally accepted
concepts. However, assuming that synaesthesia is a potential,
but unselected and displaced direction of traditional Western
aesthetics, such research finds itself at least in the trap of the
logic, i.e. it has to be defined what is searchable with what has
been used for the search. Moreover, the definition appears to be
the one, arriving from the same traditional aesthetic positions.
However, it is indeed possible to find an alternative line
of aesthetic development, especially becoming more apparent
from the beginning of romanticism to the postmodern, resting
on a deep and primaeval plan of Western aesthetics.

In the case of synaesthesia, there is a presumption that
synaesthesia goes beyond the significant postulates of such
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aesthetics, such as the purity and discreteness of sensations, the
attribution of aesthetic experience from cognitive and so on.
Primarily aesthetics were formed to define and explore certain
sensorial models and their systems, which are embodied among
other things. However, as the Western tradition of aesthetics
evolves, everything that has pointed to corporeality, sensitivity
and sensuality is pushed to the periphery of such aesthetics and
even beyond it.

Therefore, aesthetics and art theories, which in one way or
another sought to restore these sensory losses, began to emerge
in the Western aesthetic horizon. Synaesthesia began
to penetrate through the thick layer of traditional aesthetics
indirectly, but emergence and formation of various new,
buffered branches of the same aesthetics eventually changed it,
especially since the moment when it became possible rationally
mark the appearance of so-called non-classical aesthetics. Such
aesthetic drift was accompanied by the corresponding
metamorphosis of the art. It can be asserted that the
appearance of synaesthesia in the traditional panorama
of Western aesthetics was prepared by the fundamental changes
of the same aesthetics, crushing many of its artificially
strengthened, historically conditional and contingent
postulates. It is because of such an automatic process that
synaesthetic aesthetics and art theory have become possible.

Here some other important questions arise. What
assumptions would be appropriate if to speak of the specific
situation of synaesthesia in Western classical aesthetics, of its
strange silences or sudden distinctions in the history of ideas
and art? What are these assumptions: cultural, anthropological,
historical, aesthetic etc.? What other supports are needed
to sense this ambiguous, non-homogeneous, even unnatural
state of synaesthesia in Western aesthetics and cultural
tradition? Where does the alienation of synaesthesia, its
disconnectedness, transcendence, and ultimately the
speculative nature of its ontological nature, leaps of its

78



rejection or apotheosis come from? The state of synaesthesia
in aesthetics is not natural, but where do the origins of this
unnaturality lie? Clearly, they lie not in the nature of the
phenomenon itself, if to obey the essentialism, but in the
situation of this phenomenon. However, what determines the
specific situation of synaesthesia in the present case
in aesthetics? Why is the need to constantly declare the
confirmation of syntheses of the senses and arts, the global
system, integrity, necessity for integrity and requirements?

Although it is defined as an exchange of immanent capacity
for individual senses («the transfer of one-sensation modality
to modality of another sensation», etc.), exchange, linkage (each
of the concepts draws a different trajectory of the link
of synaesthetic sensations, but this is not yet considered in the
theoretical dispersion of synaesthesia, and the linguistic
contour of the synaesthetic relationship is even more
neglected), but most often referred to as non-artistic synthesis,
which is the roughest stage of synaesthesia articulation.
However, synaesthesia is referred to and perceived as something
above the sensations, a particular «superstructure», in which
symbolic exchanges can be carried out. The modality of the
sensation and its immanent ability to experience being is too
multilayered, holistic, undifferentiated in itself, and possibly
appearing only through the entirety of sensations, then in this
aspect synaesthesia is no longer reflected and becomes
intangible when it appears in the cluster of modalities, which
are considered as objects.

Aesthetics is a normative rule. By its very nature, the
division of arts according to material and sensation is
normative. The intentions of aesthetics of synaesthesia, which
are still strongly expressed in the articulations of romanticism,
symbolism, modernism, and even postmodernism, emphasising
the hierarchy, will eventually liberate itself from these
principles of classical Western aesthetics and move
to a fundamentally new stage of art and aesthetics
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development. The internal transformations of aesthetics
of synaesthesia testify its autonomy, necessity and vitality,
challenge conceptual differences in perceptions of senses and
arts, avoiding the position of undifferentiated aesthetics, but
raising new or expanding rudimentary ways of aesthetical
perception.

Precisely, philosophical and aesthetic methods, which
rejected the spatial and temporal distance between the different
thresholds of presence and experience (intuitionism,
phenomenology, partly post-structuralism), the best felt the
synaesthetic pulsation beyond the distinctions (types of art,
sensory moduses, distancing of critical positions). The
aesthetics of synaesthesia are always a halfway, equilibrium,
bargain, even at the heart of denial. Synaesthesia is the
relativity of traditional aesthetics, its liberation and staying
alert in any state of the art.

Synaesthesia is an alert, translucent, transparent entity
of the historical ideas, which pulsates, sometimes with
purposeful expression, but never appears clearly enough.

The feeling is free from the associations; it is the initial
material of the aesthetic relationship. Therefore, aesthetics and
art theory can only be fundamentally renewed by focusing on
the concept of sensation, its change and potential. Since the
19th century, the fastest developing conception is the concept
of the unity of the senses (and of the arts), unfolding all the
theories of synaesthesia. The possibility that the perception
of senses, currently existing only in the latent state, can arise
and become relevant (and in this case, synaesthesia due to its
actuality has flourished over the last two centuries) cannot be
rejected, and even it can become necessary for the formation
of a living, ever-changing context of aesthetics.

The founding of the aesthetics of synaesthesia is not the
intention to create an indestructible aesthesia/syn—aesthesi
dichotomy, i.e. it is not intended to contrast the aesthetics
of synaesthesia to aesthetics as such, just like refusing of its
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particularity and the existence of aesthetics as a separate part
of the whole, especially a marginal one. The aesthetics
of synaesthesia is the latent state of the same Western
aesthetics and its tradition.

Starting from the 19th century and at the present time, the
sensorial and aesthetic position of synaesthesia has become the
most influential, most developed, all-encompassing, breaking
out from the Ilatent state (which can be identified as
fragmentary derivatives of the synthesis of senses and arts,
inclusions in art history; and indeed, it may be assumed that
retrospective recording of synaesthesia samples is indeed the
proof of the existence of such latent synaesthesia state in the
culture), which emerges in the bright forms of symbolic,
modernist, postmodernist art. The increasing momentum
of synaesthesia intensity can be seen here. There is undoubtedly
another potential, «dormant», irrelevant (what factors can
suddenly turn them into the actual and developing?) concepts
of sensorial states, which can be activated in the culture at any
time and emerge in new, alternative forms. An—aesthesia, hyper—
aesthesia and other sensorial/aesthetic states appear
in fragments but periodically in aesthetics, cultureology and
anthropology. What does this mean?

By presupposing the above mentioned hypothetical
sensorial and aesthetic states, the situation of synaesthesia and
its aesthetics can be better understood. After all, it is also
a cultural idea, which has suddenly passed from latent to active
and progressive state, and it can return into a passive, irrelevant
state at any time. Although synaesthesia is seen currently as an
energetic challenge to the outdated tradition of Western
aesthetics, the prospect that the synaesthesia paradigm may
also experience the sunset cannot be excluded. The
transformations of contemporary art, which are directly related
to the potential of synaesthesia and which continue exploiting
it, in turn, actuate its development. The potential
of synaesthesia cannot be absolutised and indiscriminately
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claimed that the aesthetic potential of synaesthesia would never
exhaust itself. It is not known what activates and moves
sensorial paradigms; these studies have just started in the
grounds of Western humanities.

Therefore, synaesthesia should be considered and studied
not as an absolute but as one of the possible sensorial/aesthetic
paradigms of the Western world. The uncritical exaltation
of synaesthesia, which is now characteristic of many artistic and
theoretical manifestations, is indeed a heritage of romanticism.
In this perspective, synaesthesia is given a profile of a wave,
rolling over the human sensorium and creativity. The spread
of synaesthesia, named under the metaphor of wave, can trigger
the new phenomena or fade away, leaving the aesthetics
of synaesthesia open to development and possible termination.
Meanwhile, a theoretical or plastic form of synaesthetic
thought/artefact with strict boundaries is meant to be pushed
aside from the path of the history of ideas. Therefore, when the
spread of aesthetics of synaesthesia and art theory is critically
evaluated, its instability, plasticity, the conditionality
of individual manifestations, incompleteness and uncertainty
has to be kept in mind.

Obviously, the aesthetics of synaesthesia and art theory
embody and conceptualise many artistic and aesthetic
phenomena as well as concepts, which are not included in the
area of attention of classical aesthetics. Although the
development of synaesthesia at a certain stage can be observed
and confirmed as a coherent sequence of chronological events
and concepts, the aesthetics of synaesthesia appears as a self-
reflective phenomenon of the history of ideas, which oversteps
the historicity in constantly changing shapes.

Synaesthesia often remains outside the epistemological
boundaries of the aesthetic field. The synaesthetic experience
and characteristics of the artwork implicated by synaesthesia
are not considered as aesthetic, resulting from this unique
phenomenon. Synaesthetic works, their aesthetic quality, the
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position in the totality of arts are usually considered on the
categorical basis of the classical aesthetic system. Meanwhile, if
to take synaesthesia as an exclusive, authentic, biological or
psychological experience, or interpret synaesthesia as an
intellectual synthesis of senses and media, in both cases it
transcends the boundaries of traditional aesthetic categories,
disrupts a well-established discourse between the art
philosophy and aesthetics with a whole range of unresolved
issues indicating inadequacy of such access.

Synaesthesia cannot cope inside a narrow axiological
aesthetic space, so it is still difficult to determine what it
expresses and what its value is for human experience.
Synaesthesia and the artwork concept of being a finite and
passive artefact, typical to classical aesthetic attitudes, does not
exhaust it. It can be said that the synaesthetic work is an open
work-opera aperta—if to rely on the concept of Umberto Eco, but
the openness of the synaesthetic work is deeper than the
dichotomous open/closed or active/passive divide. Finally, the
phenomenon of synaesthesia is not eliminated by the
contemporary concept of interactivity in aesthetics, although
there are promising liberalisations in theatrical, cinema,
musical gesture, music embeddedness and other theoretical
planes. In these cases, the concept of synaesthesia reveals
a highly undifferentiated level of sensorial and aesthetic
relations and partly overcomes conceptual contradictions, such
as the problem of the sense of divisibility and the totality, and
because of such a connotation, the concept of synaesthesia can
be more often observed in the context of postmodern aesthetics.

Such understanding of synaesthesia highlights the
beginning of the affect, involuntariness, spontaneity,
characteristic to the aesthetic experience, so the origin of the
aesthetics of synaesthesia was related to the fundamental
transformation of Western philosophy, emphasising the
authenticity, spontaneity, uncontrollability and flow of human
being and experience. The fundamental principle of Western
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aesthetics tradition to treat sensorial data as structures, things
opened up. Therefore the inequality of feelings at first is
assessed by their ability to form stable aesthetic layers and
forms.

The senses and sensations, in any case, should remain
(become) the axiom of aesthetics. However, the tradition
of Western aesthetics was expanding for a long time through the
assumption of strange insensitivity, in general, the absence
of any, solid or partly assembled sensorium. The latter was
usually used only for epistemological whims. The sensations are
transformed into empirical vassals, while the basis and vector
of aesthetic experience are often left unclear in the field
of aesthetics. Are the senses so transparent and so unobtrusive
that they can be ignored in the universal processes of aesthetic
discourse? The tradition of aesthetics emerged as a silent denial
of sensuality, but its critique periodically erupted in one form or
another. The essential contribution of synaesthesia changing
the paradigm of the traditional Western aesthetics would be the
return of the senses as such.

Synaesthesia does not coincide with the passive,
uninterested aesthetic observation act, which was broadened
by the German idealistic aesthetics, especially by Immanuel
Kant. Baumgarten’s contribution to aesthetics is revolutionary
because it has recognised the aesthetic experience as being
of bright and sensorial rather than intellectually
representational or cognitive nature! (Guyer, 2005:269).
Baumgarten considered aesthetic goals a necessity to improve
sensorial knowledge as such. He explained the aesthetic
pleasure not as a sensorial perception of perfection but as its
improvement. However, laying the foundation of aesthetics on
a hard-to-define sensorial system is like constructing something

! Guyer, P. (2005) Values of beauty-historical essays in aesthetics.
Cambridge: Cambridge University Press 269.
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in a swamp. Baumgarten’s task of improving sensorial
experience led to special educational aesthetics. However, this
project was soon interrupted by the rationalisation
of aesthetics. The rationalist line, saturated with the attitudes
of the Enlightenment, separated Western aesthetics from its
synaesthetic foundations and the aesthetics of synaesthesia and
pushed it into the latent state for a long time.

Conclusions

After briefly discussing the paradigmatic attitudes
of classical and new synaesthesia and the radical theoretical
transformations, which emerged in recent decades, there is
a move on to the formulation of principal conclusions. First
of all, the study has shown that synaesthesia has always been
sidelined in the tradition of Western culture, aesthetic thought
and art practices, as a path to the great but unused potential for
creative activity, although retrospectively it can be traced
in many different contexts and sources. Such a latent state
of synaesthesia is neither casually nor sequentially evolved but
probably imposed by the formulated conventions along the path
of repressive development of Western civilisation.

Secondly, since Alexander Gottlieb Baumgarten’s Aesthetica
(1850/1758), from it and beyond (German romanticism, neo-
romanticism, symbolism, the tradition of British sensualism)
the aesthetics were discovered as a new conscious and
legitimised area of human experience and thought it had to rise
as especially pure sensorial and ultimately corporal and intellectual
discipline. However, as a separate and distinctive field of thought
in the age of rationalism and prosperity especially of German
philosophy of classical idealism, this field of aesthetics did not
escape the influence of the dominating ideological medium,
which imperceptibly permeated and overwhelmed the
construction of synaesthesia theory projects by Baumgarten and
his abundant German successors. Probably, this penetration
of rationalism in the aesthetic field has led to its further
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distancing from the non-tactile sensual experience towards
artificial structures, which represent the mind but not the
sensual experience. Thus, while Baumgarten’s Aesthetica
remains the signpost of the Western aesthetic origins (actually,
quite symbolic), its potential and primary tasks after the
establishment of suggestive non-classical and romantic art
philosophy projects, which indulged the selfishness of artists,
have almost been forgotten, and the consistent reception
of formulated ideas has also ceased, and it became distorted
by the trend of scientist, pragmatic, neo-positive aesthetic
theories.

And finally, despite the many ideological transformations,
which were discussed earlier, it can be acknowledged that the
tension of aesthetics of synaesthesia as the of deep sensorial
and corporal discipline remains in the evolution of Western art
and constantly reveals its intrinsic rebellions, as if the very
nature of aesthetics continually rose against its assumed
constraints. This happens in constantly rising epistemic
fractures, and especially in the 20th-century continuing artistic
outbreaks of art self-denial, such as the problem mentioned
above of anti-essentialist art theories, responding to Georg
Hegel’s end of the artistic expression, which, although perceived
very naturally, expresses paradoxical tightness and inadequacy
of Western aesthetics.

Thus, sensuality in itself in Western aesthetics remained
like a forbidden marginal area destroying the garden of regular
Hegelian systems and violating the universal discipline
of aesthetics. Because of the fact that the spread of aesthetics
was developing separately from the senses, the new attention
determined a rather grotesque theoretical situation, a kind
of «added aesthetics», «aesthetics of individual senses»,
concerned with the rehabilitation of individual sensory entities,
as if it would not have anything in common with the realisation
of the essence of aesthetics, or as if a common array
of aesthetics would never have arisen as a reflection on the
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sensory act. For the aesthetics of synaesthesia, such
a theoretical slope is dangerous, because there is a tendency
to create it as an added and peripheral, rather than
fundamental, critical aesthetics. That is why talking about the
senses and sensations in aesthetics is cautiously strange.

Indeed, the sensation as a subject of theoretical dispersion
and later its avoidance in the aesthetics of Western synaesthesia
shows the anomalous state of the latter. Can synaesthesia
smooth out this distortion, if it is not questioned that, in the
aesthetics of synaesthesia but only on a different scale, the
fundamental deformities of Western aesthetics repeat
themselves? Such synaesthesia and its aesthetics could easily
continue even extending it beyond the perspective of traditional
aesthetics. Hence, the aesthetics of synaesthesia, as a radical
contradiction of exhausted classical aesthetics, must be
introduced by reflecting on the meaning and position of the
senses as such, challenging the assumptions, which distort this
perception, recognising that synaesthesia is a purely sensorial
phenomenon and not merely a result of imagination and
intelligence. Fundamental rehabilitation of the senses in the
theoretical field of the current aesthetic of synaesthesia would
irreversibly shift its axis, stimulate new methods of artistic
perception and analysis, new principles of aesthetic experience
and create new concepts. However, it may also be that
synaesthesia with its aesthetic potential will be confined inside
the eroding circle; in order to create a new aesthetics based on
synaesthesia, it is necessary to justify the presence and
necessity of synaesthesia in the origins of aesthetics.
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CEPIT'E1 I3UKEBUY

ITPEPBAHHBIV ITPOEKT BAUHAUS:
KPATKAS NCTOPUSA U HEKOTOPBIE
ICTETUYECKUE B/IMSAHNSA

A6cmpakm

HpOEKT Bauhaus npenrosaraj B3aMMOAOIIO/IHEHME Pa3/IMYHBIX KaHa-
JIOB IIOJIYUYE€HMUS YEJIOBEKOM 3CTEeTUYECKO I/IH(bOpMa].[I/II/I B peaanoﬁ
COLMANMbHOM XU3HU. I/IHI/H.U/IaTopr M pgesTeqM 3TOro IIPpOeKTa 3TOro
6ecnpeue,ueHTHoro IIPpOeKTa YyOeJsin 60J1pIIIOE BHMMAaHME COIIpsIKe-
HUIO pa3/IMYHbIX TMOTOKOB 3CTeTUUYECKO I/IH(bOpMaLU/II/I B peaJIbHbIX
SCTETUUECKUX peaKuuigX, MPUCTaJIbHO MCCIEOO0BaIM IIPOHECChl 3MO-
IIMOHAJIBHOTO COIIPSDKEHMS PAa3/IMYHBIX ITOTOKOB 3CTeTUUYECKOM WH-
(bOpMaLIVII/I B 4YeJI0OBeYeCKOi TCUXUKe, IIoIyuyMBIIie TeOpeTnyYeckoe
Ha3BaHMe CUHeCTe3uu. VMiMeHHO II03TOMY Bauhaus ¢ camoro Hauasna
¥ 00 KOHIIa HOCMJI XapaKTep ITPOoeKTa, CBSI3aHHOIO C LeJIOCTHBIM I10-
HVYMaHNeM 3CTeTUYECKOTro MMpa 4YeJOBeKa U BpraGOTaH KakK IIpo-
rpaMMy COOTBETCTBYIOLIMX JUCCaeqoBaHMii, Tak U IIPUMHIOUIIBI I1IOATO-
TOBKM YHMBEPCaJIbHbBIX ,ZU/I3aI7[Hep0B ONTUMAJIbHOM cpenbl yejioBeue-
CKOro CyuieCTBOBaHMSI. HpepBaHHbIﬁ BapBapCKOﬁ BJIAaCTbIO HAIIMCTOB
BeJIMKUI KyJIbTypHI)II‘/’I IIPOEKT Bauhaus MIPOAO/DKUIICS B BBIHY)KOEHHO
Ppa3poO3HeHHbIX, K COXKaJIeHUIO, IeiCTBUSIX ero VIHULIIMATOPOB U IIN-
TOMLEB BHE MHCTUTYLUUU U BHE Fepmam/m. B cuiny 3TOM pa3po3HeH-
HOCTU TeOopeTuyeCKoe M IIpaKTU4yeCKoe BJIMSIHNEe Bauhaus ObiBaer
TPYAHO YBUAETb KaK €IMHYIO TeHOEHLMUIO. Hacrosmasi cratbs npen-
CTaBJIIE€T OOHY M3 IIOIIBITOK KpaTKOﬁ, HO CHCTeMaTuyecKoi PEKOH-
CTPYKUIUNM TEOPETUYECKOro M IPAKTUYECKOIro Haciaegus 9TOM LIKOJIbI
¥ HEKOTOPBLBIX ee BJIVISTHUIA.
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Knatouesste cnoea
Bauhaus, acTeTyka, MCKyccTBO, JM3aiiH, CUHECTe3UsI.
Ymo makoe npoekm Bauhaus

st TOro uTo6bl BBISICHUTH YaCTHbIE KOHIIENTYalbHbIE I10-
3ULINUY BHYTPU PasHOOOGPa3HbIX TEOPETUUECKNUX, 06pa30BaTeIb-
HBIX M TBOPYECKMX pa3pabOTOK, CBSA3AHHBIX C MHCTUTYLIMEN
Bauhaus cremyeT 4eTKO YCTAHOBUTH LIEJIOCTHBIN CTPYKTYPHBIN
TIOHSITUIHBIN KapKac CyIeCTBOBABIINIT B HEll C MOMEHTA CO3/a-
HMSI A0 HAaCUJIbCTBEHHOTO IIpeKkpaleHus] HalMCTaMu ee Jes-
TeJibHOCTH. [IJi 3TOTO, KaK M BCerma, BakeH JIeKCMUeCKMii aHa-
JIV3 BasKHEMIINX TePMIHOB.

Bauhaus — Haubosee M3BeCTHas 4acTb 6ojee OGMIMPHOI
JIEKCUUYECKOV KOHCTpyKUuu Staatliches Bauhaus, craBuieii Ha-
3BaHMeEM repMaHCKOI IIKOJIbl YHMBEPCAJIbHOTO AM3aiiHa COLM-
aJIbHOTO IIPOCTPaHCTBAa, OCHOBAaHHOM B Belimape Baasmepom
I'ponuycom (1883—1969). PykoBoguiau MHCTUTYLMEN MOCIeNO-
BaTe/NbHO: caM Banbrep I'ponmyc, 1919—1927; Xaunec Metiep,
1927—1930; Jlrodsuz Muc 8an dep Pos, 1930—1933). OHa GyHK-
umoHuposana ¢ 1919 o 1933 rop, nocjiefoBaTeNbHO B TPEX Me-
CTax B CJIemyloliye BpeMeHHbIe oTpe3ku: Beiimap, 1919—1925;
Heccay, 1925—1932; bepaux, 1932—1933. Ecin miepBasi 4acTb
Ha3BaHMs OblJIa B OCHOBHOM CBsI3aHa ¢ 6a30BbIMM MCTOUHMKAMU
(buHaHCMPOBaHMS, TPEIOCTABSIBIIMMUCS ITPAaBUTENbCTBOM T0-
PUHIUU U He uMeJa 3CTeTUKO-KOHIENTYaJbHOM Harpysku, TO
6a3oBas jiekcema Bauhaus B HasBaHMM MHCTUTYLIMM ObLIA TIPU-
3BaHa HECTU ee B IOJIHOW Mepe: OHa MOXKET ObITh IepeBeIeHa
KakK «[IOCTpOEeHNe JOMa» Y KOHIIENTYyaJIbHO 3TO OTpakaeT MPUH-
LIMITBI PA3yMHOTO ¥ TapMOHMYHOIO YCTPOWCTBa MPOCTPAHCTBA
YyeJI0BeYeCKOro B3aMMOIeCTBHUS.

KoHuenTyanbHas cxeMa, OTpaykamomiasi CTPYKTYpy 00ydeHMst
Bauhaus, 6s11a paspaborana Bambrepom I'ponmycom B 1922 ro-
oy [win. 1]. [IporpaMma CTaBUT «CTPOUTENILCTBO» (Bau)
B ILIEHTP BCeX BUAOB [esITeTbHOCTM, HO PeryjaspHbIii Kypc
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Mo apxXuTekType 6bUT BBedeH B Bauhaus Tombko B 1927 rony,
K HeMy ObLIM OOMYIIEHbl TOJIbKO CaMble TaJaHTIMBBIE CTYIEH-
Thl. B Hauase yuyeGbl OHM TMPOILIM TOM OCHOBHOJ ITOATOTOBKMU
10 TaK Ha3bIBa€MOMY IpeIBapUTEIbHOMY KypCy, Ha KOTOpPOM
OHM MOTIJIM SKCIEPUMEHTUPOBATH C IIBEeTOM, (OPMOIi U MaTe-
puanaMu 6e3 KaKux-MO0 KOHKPETHBIX Iiejeil. B 3aBucumocTu
OT MX MHAMBUAYaATbHOI YCIENIHOCTM 3a 3TUM IocaenoBasa
MpaKkTuyeckas paboTa B MacCTePCKUX U COMYTCTBYIOUIUX IMUCIIV-
winHax. CTygeHThl MOCTyIaaM Ha CeMMUHAphbl B KaueCTBe «yde-
HMKOB» M IO/DKHBI OBLIM CHATh 5K3aMEeHbl Ha «yUYeHUYEeCTBO»
B TeueHMe OIpeneieHHOro Tepuoma BpeMmeHu. Hecmorps
Ha PsiIT TTIOCTOSTHHBIX M3MEHEHMI B pacIlOIOKeHNH, TIPEITOAaBa-
TeJIbCKOM COCTaBe, YUeOHBIX MporpaMMax M 06pasoBaTeIbHOI
acTeTuKe, Bauhaus Kak 06pa3oBaTeabHOM MHCTUTYINY YIATOCh
3aBO€BaTh MEXKIYHAPOAHYIO PEeNyTaluio 6arogapsl MHHOBAIIVI-
OHHOJ1 paboTe B 06JaCTM apXUTEKTYpbl, Au3aiiHa MHTepbepa,
MIPOMBIIIIJIEHHOTO IM3aiiHa ¥ peMecsa.

Bauhaus kak MHCTUTYIMS BO3HMK Ha (OHE pagMKaIbHbIX
9KCIIEPMMEHTOB BO BCeX BUIaX MCKYCCTBA U CTPEeMJIeHUST UCKYC-
CTBA K YAOBJIETBOPEHMIO TAPMOHMYHOMY CYIIIeCTBOBAHUIO 06IIIe-
CTBa (KaK 3TO ObUIO MpeJIoxkeHO [IBMsKeHMEM 110 BOCCTAHOBJIE-
HUIO MICKYCCTB U peMecesl B BpuTanuu 1 KOHIEeMIUSIMIY MOJIepHa
BO Bcex crpaHax EBporisl 1o [lepBoii MupoBoOIi BOJHBI). B I'epma-
Huu ¢ 1907 roma Deutscher Werkbund (Accormaiinsi HeMeLKux
HaI[MOHAIbHBIX 113aliHepOB) aKTUBHO COHeEiCTBOBaIa MPUMM-
peHMI0 pemecesl M IIPOMBINUIEHHOCTM, TTO3TOMY HEKOTOpbIe
U3 [U3aiiHepCKUX KOHIIEeMINii, TPaguUIIMOHHO CBSI3bIBA€MbIX
¢ Bauhaus, 6butM yacTuyHO paspaboTaHbl B I'epMaHuu elie
10 CO3[IaHUS 3TO UHCTUTYLUN.

Opnoit u3 Begymux puryp B Werkbund un 6bu1 Mosomoit ap-
xuTekTop Banbrep I'pormyc. Cam I'pormyc, HaxXOAsSIIMUIACS IO
CUJTBHBIM BIMSIHMEM apxXuTeKTopa mpodeccopa ITemepa Beperca
(1868—1940), xoTOpHBIT ObLI YOEXKIEH B €IMHCTBE M300pasu-
TeJTbHOTO MCKYCCTBA, peMece ¥ apXUTEKTYPhbl U MCKaJl JI00bie
BO3MOXXHOCTU JIS €T0 BOIUIOLIEHMSI, YTO OCOOEHHO SICHO WJLITIO-
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CcTpupyeTcs ero paboramu st KoHilepHa AEG [ij1s1, KOTOpPbIit OH,
KaK M3BECTHO, pa3paboTasl IeJIOCTHbI KOPIOPATUBHBINA CTUIIb,
HaUYMHABIIMIICS OT TOBAPHOTO 3HAKa U IM3aiiHa peKJIaMHbIX U3-
JaHUIl U 3aKaHUMBABLIUICS OM3afHOM KOHEUHOW NPOLYKIUU,
a TaKkKe apXMUTEKTYypoil 3aHuii U pa3paboOTKOii MHTEPHEPOB
MPOM3BOJICTBEHHBIX MTOMeIeHuit. B 06acTy pa3paboTKM TaKuX
LIeJIOCTHBIX KOHLeNuuii bepeHC, HECOMHEHHO, CTal OOHUM
M3 MMOHEPOB [mt. 2—12].

Bepenc Obu1 CBs3aH 0OCOOGBIM 00pa3soOM, 3aMETUM MEXKIY
MpoYMM, CBOeii pabotoii ¢ Poccueit: oH paspaboTan apxXUTEK-
TYPHBIII TIPOEKT TepMaHCKOTO I10COJbCTBA Ha lcaakmeBCKO
momanu B Cankr-IleTepbypre [mmr. 13], 9TO 3maHMe COXpaHU-
JIOCh IO CUX TIOP 3a UCK/IYEHMEM COPOLIEHHON C BepxHeil ua-
¢t (acama CKyIbIITYPHONM I'PYMIITBI M YPOHA HAHECEHHOTO WMH-
TepbepaM BO BpeMsl MOTPOMOB Iowie Havasia [lepBoit MUPOBOIL
BOJHBI ¥ OOBSIBIEHUSI O BCTYIUIEHMM B Hee Poccuy B KauecTBe
Bpara KoaJIMIuu, rae Haubosee akKTMBHYIO Pojib urpana l'epma-
Hus [wii. 14, 15].! 3atem Bepenc pa6oraqm B KOHIlEpHE
Hoechst, 1 xoTs ero pabora Tam He 6bIa TaKOi MacIITabHOI,
Kak B AEG, 1 6blyla BBIMOJIHEHA B APYrOM CTuje, OH pa3pabo-
Taja LeJOCTHBI U B BBICHIEN CTENeHU BIIeUATISIONINIA TPOEKT
apXUTEKTYpHOTO KOMILIeKca 3TOi Kopropaumu [wi. 16]. be-
PeHC MOAep>XKUBal MUAeI0 1[eJIOCTHOTO MPOEKTUPOBAHMUS OIpe-
IeleHHBbIX Cpef, OesiTeIbHOCTU M UIEH 1eJ0CTHBIX CTPYKTYD
TOATOTOBKM CITEI[MaIMCTOB JJIS TaKoil paborbl. O6pa3oBaTelb-
Hasl MHCTUTYIMS C TaKOM CTPYKTYpoOi1 Oblia GecrperieneHTHOM
¥ M3HAYaJIbHO JO/DKHBI OblyIa MpemioskeHa I'pormycomM. B masb-

! IHTepeCcHO OTMETUTb, YTO APYroii BaskHbIA MCTOYHUK MUIEN, ITOBIIN-
SBIIMX Ha mpoekT Bauhaus, Bacunnit KaHguMHCKMIT, HAXOOUIICS B Ie-
puon, o0bsIBIeHMS BOVHBI B I'epMaHuy, OH ObLT BBIHYXKIEH STUMMU 06-
CTOSITE/IbCTBAMM BepHYTbCSI B Poccuio, OTKy#ma OH BHOBb IpuefeT
B [epMaHMIO TOMBKO MOC/Ae OKOHYAHUS BOVHBI U MTPUCOEOUHUTCS K OC-
HOBbIBaeMoMy 'pormmycom Bauhaus.
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HejilleM pemalIUM (pakTopoM [JisI pa3sBUTUS B3IVISIIOB
Bauhaus 6b11 BbIGOp IIperomaBaTeneil. ponuycy yoanoch 3apy-
UUTHCS TOAAEPKKON M3BECTHBIX XYOOXKHUKOB-aBaHTapAMCTOB,
cpeoy KOTOpBIX OB M BeEpHYBIIMIiCSI B [epMaHMio ITOoCie
HeyJayHOM IIOMBITKM peanusauyuy cBoux upaeil B COBETCKOM
Poccum (ripoext TAXH) Bacunuti KanduHckuti.

B Beiimape mpuBe4eHHbIe XyOOKHUKM ITPOBOAIN OOyUe-
HMe Kak «<MacTepa ¢opM» BMeCTe C «<MacTepaMu Tpyaa» — MOATO-
TOBJIEHHBIMM B MTPAKTUUYECKMUX HABBIKAX pabOThI C MaTepuaiamMu
crienManucraMmu. Bce cemuHapsl, Kak U MpeABapUTeNIbHbIN Kypc,
6bUTM cHOPMUMPOBAHBI 1O, BIMsIHUEM HoxanHeca MmmeHa, aBTo-
pa [eTalbHOV KOHLEMLMWM XPOMaTUUYECKO KOMMYHUKALVN.
BmecTo TOro, UTO6BI 3aCTABJISITH CTYAEHTOB KOITMPOBATh C MOZE-
JIet, KaK 3TO OBLIO CIeJIaHO B TPAOUIIMOHHBIX aKaJeMUSIX MCKYC-
CTBA, OH MMOOMIPSIT MX CO30aBaTh CBOM COOCTBEHHbBIE TBOPUECKME
3aMBbICJIbI, OCHOBAHHbIE HAa MX COOCTBEHHBIX CYOBHEKTUMBHBIX
NpeLCcTaBleHMSIX. B IpeBapuUTeIbHOM Kypce OH IIpernofaBasl oc-
HOBBI CBOJCTB MaTepuasoB, cocTaBa 1 Teopum 1peTa. [locie oTb-
e3ga TTeHa IpeaBapUTeIbHBIN Kypc ObUT pasgeneH Mmexkay Jlac-
710 Moxoti-Hadem u Hozedom Anvbepcom. Moxoii-Hanb cmecTin
aKkIeHT C XyA0XKeCTBeHHbIX BOIIPOCOB HA TeXHMUECKME U pa3pa-
60TajI yIpakHeHMs, TO3BOJISIONIE OCBOUTD ITPOLIECC CTPOUTENb-
CTBa M CBOIiCTBA MaTepuajioB. AbGepc ObLT OTBETCTBEHEH
3a 0O3HAKOMJIEHME CTYLEeHTOB C MeTOoLaMM peMeciia U Hajjaexa-
1ero MCIo/b30BaHMs CAaMbIX BaXKHbIX MaTepuasaoB. BHe mpenBa-
puTenbHOTO Kypca Bacunmii Kanguuckuii u I[ayns Knee [omnonHsi-
1 06pa3oBaTeNbHYIO ¥ TBOPUECKYIO paboTy B 06/1aCTU TeOpUn
dbopm u uBeTOB, a Ockap [llnemmep obydan aHaIU3Y U U306paxe-
HMIO YeJI0BeveCcKoro tena. [IpenomaBannuch M HEXyH0KeCTBEHHbIE
OVUCUUIUIMHBI, TakKMe, Kak MaTeMaTHKa U CBOWCTBA CTPOUTENb-
HBIX MaTepuasoB.

ITocne niepeesna B Heccay Mapcenws bpotiep BO3IIaBIsI CTO-
JIIPHYI0 MacTtepckylo, I'epbepm Baliep — TIeYaTHYIO M peKIaM-
HYI0O MacTepckyw, XuHHepk Illenep — MacTepCKyl0 POCIUCH,
Hocm IlImudm — CKyJIbOTYPHYIO MacTepcKylo, a Iynuma
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IlImonbyne — TKALKYI0 MAaCTEPCKYI0. B momonHeHne K 06yu4eHnIo
3asBjieHHas 1ieJib Tellepb 3aK/ovanach B IPOBeJeHUM MTPAKTU-
YeCKUX SKCIIEePUMEHTATbHbIX paboT, B YaCTHOCTU, IJISI CTPOM-
TeJIbCTBA JOMOB ¥ BHYTpeHHeIi OTHENKY, a Takke B pa3paboTke
TUTIOB MOZeJeil [IJisl CelyaJucTOB IMIPOMBIIIIEHHOCTU U peme-
cent. Texuuyeckue 1 popMasibHbIEe SKCIIEPUMEHTHI ITPOBOIUINCH
B MaCTepCKMX Ha IIMPOKOI OCHOBE, UTOOBI pa3paboTaTh MPOTO-
TUIIBI IS TIPOMBIIIVIEHHOTO TIPOM3BOACTBA U [IaTh BO3MOX-
HOCTb IIMPOKMUM CJIOSIM TIOKYTIaTesel ITOKyIlaTh KaueCTBEHHO
BBICOKOKaUYeCTBeHHbIe, HO JOCTYIHbIe M0 IleHe ToBaphl. Teope-
TUYeckoe obyuyeHre ObUIO MOCTABAEHO Ha Gojiee IIMPOKYIO OC-
HOBY, ¥ B IPOrpaMMy OOYUYeHMSI ObUIM BKIIIOUEHBI VHKEHEPWUSI,
TICUXOJIOTHSI, 9KOHOMMKA GM3Heca U Apyrue mpeameThbl. MacTe-
POB Temephb Ha3bIBAIM Ipodeccopamu, a CTYAEHThI MOTyUMUIN
mumioM Bauhaus.

ITog, pyKOBOACTBOM TpeTbero nupekropa, Jlrogsura Muca
BaH nep Pos, Bauhaus B KOHEUHOM UTOre MPEBPATUIICS B CBOE-
ro poja KOJUIeIK TEXHOJOTUIl IS MPOEKTUPOBaHMS HOBBIX
MMPOCTPAHCTB YeJI0BEUYECKOr0 B3auMMomelcTBus. Muc BaH nep
P03 yMEHBIIMI CTPYKTYPY U BaKHOCTb PabOThI B MaCTEPCKUX.
IMocMOTpUM, Kak pa3sBMUBAIMUCh MPU ITOM XapaKTepHble KOH-
tenuyuyu Bauhaus mo KOHKpeTHBIM CTagMUsIM, M KaKOe MeCTO 3a-
HMMAaJI0O B B HMUX IIPOCTPAHCTBO TeaTpa M nepdopMaTUBHbIE
KOMMYHMKAIUMN.

Bauhaus e Beiimape, 1919—1925

B 1919 romy BanbTep I'pormmyc o6benuHsieT Belimapckuti uH-
cmumym u3obpasumensHbix uckyccme (Hochschule fur Bildende
Kunst) wu  Belimapckywo  WKOMY  UCKYCCMmé U pemecel
(Kunstgewerbeschule) ayist cosmanus Bauhaus. I'ponmyc mpumia-
naeT MBeiIapckoro XyaokHuka MoxanHeca UTTeHa, HeMeIKO-
aMepPUKaHCKOTO XyOOoXXHUKA JIuoHens @atiHuHzepd U HEMELIKOTO
ckynbnitopa Iepxapoa Mapkca, KOTOpble BMeCTe CTAHOBSITCS
IITaTHBIMM TIpernofaBaTe/sIsMM LIKOIbL. B ciemymwoliem romy oH
I06aBIISIET K HUM HEMEIIKOTO XYIOKHMKA, CKYJIBIITOPA U AU3aii-
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Hepa Ockapa lllnemMepa M miBeiIlapckoro xymoskHuka [laysmas
Krnee, a B 1922 rogy — yInoMsIHyTOrO HaMM BBILIE M XOPOLIO M3-
BeCTHOTO B ['epMaHuM MO TOBOEHHOI OEeSTEIbHOCTU PYCCKOTO
XyIoxxkHUKa Bacuimna KaHOMHCKOTO M (BpeMeHHO) ellle OLHOTO
PYCCKOTO CHenyaaucTa — XyLOXHMKa M apXuTeKTopa-KOH-
CTPYKTUBUCTA Db JIUCUYKO20.

B mpocnekte Bauhaus I'porinyc dbopmyaupyeT Tpu OCHOB-
Hble 1eu: 1) 06beIMHUTb BCEe BUIBI MCKYCCTBA, YTOOBI ITO3BO-
JIUTh XYAOKHMKAM, CKYJbIITOpaM U peMeCieHHMKamM TapMo-
HMYHO paboTaTh HaJ COBMECTHBIMMU ITPOEKTaMM; 2) MOBBICUTH
CTaTyC MacTepoB, 3aHMMAIOIIMXCS MPUKIATHBIM U eKOPaTUB-
HBIM MCKYCCTBOM, [0 TOTO K€ YPOBHS, UTO U TeX, KTO 3aHMMa-
eTcs M300pa3suUTeNbHBIM MCKYCCTBOM; 3) IlommepskuBaTh Tec-
HYIO CBSI3b C PYKOBOAMUTENSIMM OCHOBHBIX peMeces U oTpacieii
B cTpaHe, 4TO6Gbl 00ecreunTh paboTy IIKOIBI B COOTBETCTBUM
C ¥IX OCHOBHBIMM TPEOOBAHUSIMIU.

I'pornyc 66T TBepAO yOEXKIEH B IUIOMOTBOPHOCTU TOTHYE-
CKOJM M peHeCcCaHCHOM Tpaauliuii, COIJIAaCHO KOTOPbIM apXUTEK-
TYPHO-CTPOUTENIbHbIE PAaGOTHI SIBJISIOTCS K/IIOUEBBIM 3JI€MEH-
TOM BCeli TBOpPYECKOI IesiTelbHOCTU. Harpumep, OH cumuTaer
CO6OpBI MPEKPaCHbIMM IPUMEpPaMM XYIOKECTBEHHOTO COTPYI-
HUYECTBA MEX[y apXuUTeKTopamu, Au3aliHepamMu, CKyIbIITOpa-
MU, XyIOKHMKAMU U peMecIeHHKaM¥, 3aHUMAaIoIUMUCS BUT-
paxkamu, pe3b0oii 1o JepeBy, MO3aMKOIi, MeTa/NI006paboTKOI,
OCBEIIEHHBIMU DPYKONMUCSIMM, [OEKOPATUBHOM IITYKaTyPKO
¥ KaMeHHOM Kiaakoii. IIo ero MHeHUIO, apXUTEKTOPbI, XyI0XK-
HUKM, CKYJIBIITOPBI U ApPyTryUe MacTepa AOKHbI BHOBb MPUINTHU
K TIOHMMAHUIO CIOXKHOWM XymOXXKeCTBEeHHOJ MNpUPOIbl 3maHUS,
a He MPOJOKATh OTBJIEKAThCS HA MPOM3BOLCTBO «CAaJTOHHOTO
MCKyccTBa». 3amaueit Bauhaus sBnsiercss obydyeHue «yHUBep-
CaJIbHOTO AM3aliHepa», CIIOCOGHOTO paboTaTh C PaBHBIM TBOP-
YeCKUM ITOTEHIIMAJIOM B 00J1aCTSIX apXMUTEKTYpbl, peMeces VK
TIPOMBIIIJIEHHOCTY U Jaske CTaBUTh Iepel co6oil cBepx3amaun
MMPOBO33PEHUECKOTO XapakTepa, MoJo6HO rOTUUYECKUM MacTe-
pam.
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BaxkHoe BnausHue Ha GopmupoBaHue uzaeii Bauhaus B Beii-
MapCKuil mepuop oka3sbiBal MoxaHHec VITTeH, KOTOPbIN IIperio-
IaeT TpedBapUTeIbHbIN Kypc. Bce cTymeHThI 06s13aHbBI HAYaTh
yueby C IIeCTUMEeCIYHOTO Kypca, KOTOPbIMi OXBaThIBAeT IPUH-
uumbl GOpMbI, IIBeTa M aTPUOYTOB PasIMUYHBIX MaTEPUAJIOB,
" TIOOIIpPSIET YUaCTHUKOB PA3BMBATH CBOUM TBOpPUYECKME CITIOCO6-
HOCTU. WTTeH, ubM TlearoTMuyeckue UuJeu HaXOHSITCS TIOf
CUJTBHBIM BJIMSIHMEM HEMEIIKOTO 3KCIIPEeCcCMOHM3Ma, 0COGEHHO
rpynnbl Der Blaue Reiter B MioHXeHe U aBCTPUIICKOTO 3KCITpec-
cuonucta Ockapa Kokowku (1886—1980). Bnausuue HTTeHa
NPUBOAUT K mpurnamenunto Bacunusa KaHauHCKOro, ocHOBare-
5t Der Blaue Reiter, mocie yero cam MTTeH BCKOpe BBIHYKIEH
yiATH B OTCTaBKy. Ero cMeHM BeHrepckuii ausaitHep u ¢oTo-
rpad Jlacino Moxoit-Haab, KoTopblit ¢ omoopenust ['ponmyca me-
HSIeT TIpeIBapUTENbHbIN KypcC, YTOOBI OTPasUTh O0/iee CUIbHYIO
TeHJIeHIIMIO OT MPUKIATHON 3CTeTUKU.

B muTore xpoHo/MOrus BeiiMapCKOro rnepuoaa pasBUTus Uaei
cBommTCs K ciaenyiomemy. C 1919 roga o6yuyeHune MCKYyCCTBY Ha-
YMHAETCS B ayIUTOPUSIX, @ B MACTEPCKUX MTPOBOISTCS peMeCieH-
HbIe KypChI pabOThI IT0 METALTY, IIEPEIIeTY, TKAUECTBY, ITeYaTu
u pucoBauuio. C 1920 mobGaBiieHbl IOIOJHUTEIbHbBIE MacTep-
CKHMe: MO CKyJAbNType U3 JepeBa U KaMHs, TOHYapHOMY ey,
POCTIVICHU TIO CTEKJY U pocmucu cTeH. K aTomy BpeMeHM yuebHast
MporpaMma B II€JIOM COOTBETCTBYET peMeCIeHHOMY O0yYeHMUIO.
B 1921 ronmy Teo san [ycbypz, nuaep TO/UIAHACKOIO Ou3aiiHep-
ckoro nBwkeHust De Stijl, HauMHaeT uMTaTh JeKIuu B Bauhaus
U CTaBUT MOJ COMHEHME 3SKCIPECCUMOHUCTCKUE TeHIeHLIUN
U OpMeHTalMI0 Ha peMewIo B miKone. OH BBICTYNAeT 3a HOBYIO
KOHIIEIIIMI0 KOHCTPYKTUBUCTCKOTO AM3aiiHa, CIIoCOGHOTO K 3¢-
(bexTMBHOMY MaccoBOMY Ipou3BOACTBY. B 1922 romy I'pommyc
B OTBET Ha 3TO, IlepecTpauBaeT CBOIO IepBOHAYATbHYIO KOHIIEM-
uyio Bauhaus. OTHbIHE aKLIEHT Je/IaeTCs Ha CO3JaHUM ITPOEKTOB
Iy3aiiHa B COOTBETCTBMM C ITPOMBINIEHHBIM ITPOU3BOACTBOM.
IepBas BbIicTaBKa paboT cTyAeHTOB Bauhaus OTKpbIBaeTCs B al-
pene. B 3To BpeMsl MacTepcKue N0 TKAYECTBY M TOHUAPHOMY [ie-
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Jy WUrpaloT BeOyllyl Pojib, MOCKOJbKY OHM SIBJISIIOTCS €IVH-
CTBEHHBIMU, KTO BHOCUT CYIIIeCTBEHHBIV BKJaJ B COIepsKkaHue
MHCTUTYIMM TIpOJaskeit cBOUX pabor.

B 1923 rogy B LlropuxckomM My3ee OeKOPaTUBHO-IIPUKIIAZ,-
HOTO MCKYCCTBA TIIPOXOOMT BBICTABKAa pabOT MacTepCKux
Bauhaus. Kpome TOro, MHCTUTYLMSI Y4acTBYeT B JIMMIIUICKOI
sSpMapkKe, AeMOHCTPUPYSI CBOM TKaHble MaTepuabl, KepaMUKY
¥ MEeTaJZIOKOHCTPYKIMK. B aBrycre B Bauhaus npoxomuTt Hemenst
BBICTABOK, JIEKI[MIT U Apyrux mepornpustuii. Illkona momyyaer
MIMPOKYIO M3BECTHOCTD OGy1aromapst MPOAYKUMM JIJIST MACTEPCKUX,
apxXuTeKTypHble IPoeKThl Banbrepa ['ponnyca, B TOM uncie K-
nepuMeHTaNbHbI oM Am Horn B Belimape, KOTOpBIiI 060py-
JIOBaH MAacTepPCKMMM UIKOJbI. ['pornmyc mpepjaraet HOBbI fe-
Bu3 Bauhaus: «VICKyCcCTBO ¥ TEXHOJIOTMSI — HOBOE €IMHCTBO»,
OTpaXawluii TpMMaT UHAYCTPUAJIBHOTO NMPOMU3BOLCTBA, KOTO-
pbIii CTAHOBUTCSI HOBBIM OPMEHTUPOM [JIs1 BCeit MesITeIbHOCTU
UHCTUTYIUMN.

1924 rom MOXHO OXapaKTepu30BaThb KaK HeoIlpedeeHHbIN
B TeOpeTUYeCcKOM OTHOIIEHUU TOJl, B 3TO BpeMsl JOMUHUPYIOT
CKOpee He TeopeTuvecKyue AVCKYCCUU, a OUCKYCCUM 00 MCTOU-
HuKax duHaHcupoBaHusg. Bauhaus mo-TmipeskHeMy 3aBUCUT
OT TOCYZAapCTBEHHBIX CPENCTB NPaBUTEIbCTBA TIOPUHIUN.
B despane 1924 roma BHOBb COOPMUPOBAHHOE HALIMOHATIUCTH-
Yyeckoe IIPaBUTENbCTBO COKPATWIO (GMHAHCUPOBAHME IIKOJIBI
BIIBOE€, UTO IMPUBEJIO K er0 OKOHYATeTbHOMY 3aKPBITUIO TOA, CITY-
ctsi. B aT0it cutyaiuyu I'ponmyc uileT aabTepHATMBHbIE MCTOY-
HUKKY GUHAHCUMPOBaHME U MHUIMUPYET cosmaHue Kpyr apyseii
Bauhaus. Tem He MeHee, 3aMeTUM, YTO ITOT KPYT He GbLT 00b-
eIHeHeM C/TydaiiHbIX B OTHOILIEHUM UJell MHCTUTYIUU JII0-
Jleii: B ero coCcTaB, B YaCTHOCTM, BXOAMJIM TaKkue XapaKTepHbIe
MpeJiCTaBUTeNM UHTEeNIEKTYyaIbHOM KYJIbTYpPbl CBOETO BpeMeH!,
Kak Mapxk Ilazan, Anvbepm IiiHwmelin v Tepxapm TaynmmawH.

Bauhaus e Jeccay, 1925—1932

B 1925 romy Bauhaus BHOBb OTKpbIBaeTcsi B [leccay,
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B Tpymme 3[aHuii, COpoeKTUpPOBaHHbIX [pomnuycom [mmn. 17,
18]. B mapTte ropopckoit coBer [eccay npuHuMaeT Bauhaus
B KaueCTBe MYHMUMIIQJIbHOM IIKOJbI. 3aHATUSI HAUMHAIOTCS
B Hauase ampens. B Jleccay He MpOAO/KAIOTCS HM TOHYApHbIE
MacTepcKue, HU MacTepcKue CKYAbIITYpbl U3 JepeBa U KaMHSI.
I'pornyc OOGBSIBISIET O HOBOI IpOrpamMMe HAyYHOTO MPOEKTU-
pOBaHUS [Js1 CO3JaHUS COBPEMEHHOTO >KMUIMIHOTO CTPOU-
TeJIbCTBA, OXBAThIBAIOIIEr0 BCe, OT CaMOTO MPOCTOro IMpeamMmeTa
JoMalIHero o6muxoma A0 IOJHOI CTPYKTYphl. B uioHe I'pormmyc,
Moxoii-Hans, Knee, Kauguuckuit u ITum MoHOpuaH M3OaoT
nepBble KHMTM Bauhaus, mpaBa Ha KOTOpble MPUHAIJIEKAT
HeJaBHO co3JaHHOl KommaHuu Bauhaus Ko. B  okTsabpe
1926 roma craTyc mKOAbI OPUIIMAIbHO TOBBIIIEH; MacTepa uc-
KyCCTBA TIOBBIMIAIOTCS [0 IpPOGeccopoB, C 3TOT0 BpeMeHU
Bauhaus monmyuaet mopTtutyn «lIllkona musaitHa». Kypc obyue-
Hus B Bauhaus B 3To BpeMs IIpMpaBHMBAeTCS K OOYUYEHUIO
B YVHUBEpPCUTETE, YTO MOJATBEPXKIAeTCSI COOTBETCTBYIOIIUM M-
momMoM. B mekabpe B Jleccay OTKpbIBAeTCs BIIeUaTIISIIONIEe HO-
BOe 3maHMe IIKOJMbl Bauhaus, cmpoektupoBaHHOe I'pormycom
¥ OCHAIIeHHOEe COGCTBEHHBIMM MACTEPCKUMM IIKOJIbI, KOTOPOE
CIT0COOCTBYET OBICTPOMY POCTY MEKIYHAPOTHOTO aBTOPUTETA
IIKOJIBI.

B ampesne 1927 roma B Bauhaus 6b11 cO3aH OTOEN apXUTEK-
TYPbI TI0J, PYKOBOACTBOM ITpodeccopa MIBEHIIapCKOTO apXUTeK-
Topa XaHHeca Meiiepa, mapTHepa IO apXUTEKTYPHOM MpPaKTUKE
I'ponnyca. B 1928 romy T'ponmyc yXOmUT B OTCTaBKy C IOCTa
nupekTopa Bauhaus, 4To6BI COCPEIOTOUNTHCS HA COGCTBEHHOI
apXUTEeKTYpHO MpaKkTUKe, U OH Ha3bIBaeT Meiiepa CBOUM Mpe-
€MHUKOM. IDTO IPUHOCUT CMellaHHble pe3ynbTaTbl. C OLHOM
CTOpOHBI, Mejiep HabmomaeT 3a nmpuobpeTeHneMm Bauhaus gByx
€ro CaMbIX BaKHbBIX CTPOUTETbHBIX KOMUCCUIL: TIITU KBApTaIOB
KBapTup B ropope [leccay u rojgoBHOro oduca demepaabHOit
nrkosibl mipodcoio3oB I'epmanuy (ADGB) B BepHay. OueHb pa-
LMOHA/IbHAs MeTo#oyioruss Meliepa B COUETaHUU C UCIIOIb30-
BaHMEM CTaHJapTU3UPOBAHHBIX aPXUTEKTYPHBIX KOMIIOHEHTOB
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DI CHYDKEHMSI 3aTpaT IOKa3bIBaeT MPUBJIEKATEIbHYI0 KOMOM-
Hanuio, 1 Bauhaus Jo/DKHBIM 06pa3oM MOIyYaeT CBOIO MEPBYIO
MpU6BLTL B caedyiomeM rogy. OmMHOBpeMeHHO KakK IocaeoBa-
TeJIbHbI/i KOMMYHUCT Mejiep IPUBHOCUT CUJIBHBINA ITONUTHYE-
CKMIT aKLleHT B yuebHYI0 mporpamMmy. CTymeHTbl CTAHOBSITCS
aKTMBHBIMU B JIeBOi1 noantuke. Kpome toro, Mejiep mneiTaeTcs
opraHusoBaTh Iporpammy obmena ¢ BXVYTEMAC, coBeTCKUM
aHajioroM Bauhaus. 3To mpoBoLMpPYeT BBICTYILUIEHWSI MPOTUB
MHCTUTYIIMM CO CTOPOHBI HAIMCTCKUX 3IEMEHTOB Pa3IMUHbIX
YPOBHeEIA.

B aro Bpemst Mogenyu Bauhaus MCITOIb3YIOTCS 711 MAaCCOBOTO
TPOM3BOJICTBA JBYMSI IMPOMU3BOAUTENSIMU OCBETUTENbHBIX MPU-
60poB. To ke camoe MPOUCXOONUT C HECKOIBKMMM TKAIIKUMU V-
3aiiHamy Bauhaus. Ynoto crymenToB Bauhaus yBemuumBaeTcst
o 166; Kpyr npyseit Bauhaus B HacTosiiiee BpeMsI HACUMThIBAET
460 ueHOB.

BecHoit 1929 roma B basenbckom My3ee TeKOPaTUBHO-TIPU-
KJIAJTHOTO MCKYCCTBA IIPEICTABIEH perpe3eHTaTUBHBIN o6pasels
paboTel cTymeHTOB Bauhaus. B uione macrepckue o MeTasly,
M3TOTOBJIEHMIO KOPITYCOB M POCIIMCK CTEH ObLIM OOBbeIVHEHbI
B ouH OTHen odopmiieHMs] TMoj PyKOBOACTBOM Mpodeccopa
Anvppeda ApHoma. ITO yCUIUBaeT MEPBEHCTBO apXUTEKTYpPbI
B mporpamme: Bauhaus mpoekTupyet 3maHuUs, KOTOpble 3aTeM
obopynyioTcs ero mactepckuMmu. K koHiy roga B Bauhaus or-
KpbIBaeTcs otaen dororpadumn.

B 1930 rony nonutuveckas gesiTeJbHOCTb Meliepa B KOHeu-
HOM MTOTe OKa3bIBAETCS CAMIIKOM aKTUBHO JIJisl TTPOIOJIKEHUS
pykoBojicTBa Bauhaus. /3-3a aToro oH 6611 yBoJieH I'pormycom,
M Ha CMeHY eMy Ipuilie]l M3BEeCTHbBIN MpeCcTaBUTeb MUHMMA-
Ju3Ma (HampaBjeHMe B AM3ailiHe, BbIpa’kaBlllee CBO€ OTHOIIe-
HMe K (GOpMOOOpPAa30BAaHMIO B JIEBU3€ «MEHbIIE 3HAUUT OONIb-
me») — apxutektop Jlrogsur Muc BaH gep Pos (1886—1969).

Mwuc Bau mep Pos pecTpyKkTypupyeT yueOHYIO MpOTrpaMmy,
B KOTOpOJ B pe3y/ibTaTe OKa3bIBaeTCs MSTh pasfesoB: CTPOU-
TeJbCTBO, IU3alH MHTepbepa, TKauecTBo, hoTorpadms u u306-
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pa3suTeIbHOE MCKYCCTBO. YUeGHBIN Ipolecc MHOoayumn 6Gojee
MHTErPUPOBAHHBIN IpaduK M ObLT COKpAllleH TM0 y4yeGHOMY
BpeMeHM 0 TSITU CeMeCTPOB. 3aHSTUS IO apXUTEKType Ipu-
o6penu GOJBITYI0 BAXHOCTb U CTAIU CUIBHO OPUEHTUPOBAHBI
Ha 3CTETUKO-TeopeTuyecKyue BOIMPOCHI, a 3HAUeHMe ITPOMBIII-
JIEHHOTO AM3aiiHa HeCKOJIbKO CHIDKEHaA.

B 1931—1932 rogax HeCMOTpsI Ha Bce ycuaus Muc BaH gep
Pos, HampaBjeHHbIe HA TO, YTOOBI M36aBUTH IIKOIY OT JIEBOTO
TIOJIUTUYECKOTO MMUIKA, MECTHbIe HalMICThl MTPOBOISAT KaMrla-
HUIO ¥ BBIUIPBIBAIOT BHIOOPHI B HOst6pe 1931 roma, obemast 3a-
KpbITh Bauhaus. B okTs6pe 1932 roma ropozckoii coset Jleccay,
B KOTOPOM BO300/aaM HAUMUCTBI, PACIOPSIAMICS 3aKpPbITh
Bauhaus.

Bauhaus e Bepnune, 1932—1933

B konue 1932 roma, ucmonb3ys CpeCcTBA OT MPOJAKU TOHO-
papoB Bauhaus, Muc BaH gep Pos apeHayeTr 3a6poOIlleHHYIO Te-
nedounyio habpuky B bepnuHe, rae OH BHOBb OTKpPbIBAET IIKO-
JIy KaK 4acTHbIVi MHCTUTYT. C 14 CTyIleHTamMu M HeCKOJIbKUMU
BMeCTe COTPYIHMKaMM (U3 BbIAAIOLINXCS XyOOKHUKOB B X UUC-
710 BxogasaT Bacunuit Kanauuckuii u Mosed Anbbepc) OH BbIKM-
BaeT B TeueHMe MPUOMU3UTENBHO 6 MecsleB, IOKa HaVCThI
OKOHYATE/JIbHO He 3aKpOoIoT ero B amnpesne 1933 roma. Muc BaH
nep Pos uaronsiercst 3 F'epmanny, 6OBIIMHCTBO ITIpeIoaBaTe-
Jiell SMUTpUPYeT B pas3iauuHbie cTpaHbl (Bacunuit KaHgmuHCKMiA
nepeesxkaetr B0 ®paHuuio, rae XMBET A0 KOHIIA CBOE KU3HU
B 1944 ropy).

Bauhaus u ezo Hacnedue: cucmemHas OU€eHKa

Bauhaus ocTaBui pasamMuHOe Hacjaedye B pasaMyHbIX 00/1a-
CTSIX XYIOKeCTBEHHO MPaKTUKU U TeOpeTUUeCKoii MbICu. I1o-
CKOJIbKY BCE€ OHM MBICJIMIMCh KaK B3aMMOAOIIOMHSIONINE, OT-
Ie/bHbIe 06JIaCTY AOKHBI PACCMaTpPMBAThCS MCKIIOUUTEIbHO
B cpaBHeHuMu ¢ apyrumu. C 9TOj 1e/IbI0 MbI aeéM HaBUTaILlMOH-
HbIT 0630p, OPUEHTUPYSICh Ha CXeMaTUUYeCKU TMpeaCcTaBIeHHbIe
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BHauaJjie CTPYKTYpHbIe TipeficTaBieHus: BaibpTepa ['ponuyca.

Kak mbI ToMHUM, Juiiib B 1927 romy Bauhaus Hauas mpe-
jlaraTh KJIacChl MO apxumekmype, TaK UTO TMPOEKTbI, COOTBET-
cTBylomye umesm Bauhaus ¢ 1919 mo 1927 ron (KOHKYPCHBIN
npoekT gy 6amHu Chicago Tribune (Umkaro), mom 3omMMmep-
denbaa (Bepnun), nom Orre (Bepnuu), mom Ayaspbaxa (Mena),
KoMIuiekc Bauhaus 1926 roma B Jleccay) — 6butM 1O GOJbIIeit
YyacTy IepCOHANbHOII pa3paboTKoii I'pormyca, MHOTIA B COTPY/-
HUYEeCTBe C APYTUMU apXUTEeKTOpPamMu, B YaCTHOCTH, ¢ Meliepom.
Pab6ora crymenToB Bauhaus B aToT mepuop 6blyia Hampas/ieHa
Ha OTHOENKY U OOYCTPOIICTBO B paMKax I3TUX apXUTEKTYPHbBIX
MPOEKTOB, BK/IKUasl BHYTPEHHIOIO OTHEIKY M peMec/ieHHble pa-
60TbI, TakKMe Kak IIKadsbl, CTYJbsI ¥ TOHUYApHbIE u3menus. IIpu
Meiiepe Bauhaus momyumsn mBe KpyIHbIe apXUTEKTYpHbIE KO-
MMCCUM, M OHY TaKKe ObLIY MOTHOCTHIO OCHAIIIEHBI MaCTePCKU-
mu. IIpu Muce BaH nep Po3 mIKoila He BhIMIpasa HajabHeNImmnx
MMPOEKTHBIX KOMUCCUIA.

HecMorpst Ha To, uTo Bauhaus mpopaBuran omnpeneieHHbIi
CTWIb TIOMY/SIPHOTO CTaHOAPTU3UPOBAHHOTO apXUTEKTYPHOTO
IM3aiiHa, uaeu KOTOPOro pasfesuiuch Opyrumu mpodeccuo-
HaJIbHBIMM apXUTEKTOpaMMU IO Bceit [epMaHuM, OH He BKIIOYAI-
cs1 B pabouye KUIble MacCUBbI, KaK MHOTA TPUXOAUTCS CIIbI-
martb. PasBuTHME KPYMHOMACHITAOHBIX >KMUIUIIHBIX IMPOEKTOB
IJ1s1 pabounx He ObUIO IIABHBIM IpuopuTeToM I'pormyca, Meiie-
pa u Muca BaH nmep Pos. Takoro poma apXuMTeKTypHbIe pabOTbhI
Ha CaMOM Jiejie BBIMOTHSIUCh TOPOJICKMMU apXUTEKTOpaMi BHe
Bauhaus Ttakummu, kak lauc ITénsyue, BpyHo Taym v 0cOGEHHO
ApHcm MB3ii, KOTOpble SHEPTUYHO OTKIMUKHYJIUCH Ha ObellaHue
«MWUHUMAQJIbHOTO SKUJbsI», 3alMCAaHHOE B HOBOJ KOHCTUTYLIUU
Beitmapa, ¥ BHewIM OOBINOI BKIA B ITOCTPOMKY THICSY COILIVI-
anbHO TPOTPECCUBHBIX €IUHUI] KWUJIbS B ropojax ['epmaHUN.
CTub apXMTEKTYpHOTO Au3aiiHa, pa3paboTaHHBIM BambTepom
I'porycoM, cTan M3BeCTeH KaK MeXIyHapOOHbBIN CTU/Ib COBpe-
MEHHOI apxXUTeKTyphl, a 3aTeM pacnpoctpanuics B CIIA, roe
ero pasBMBaaM U NpoABUTaAU U caMm I'pornmyc, 1 Muc BaH nep
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Po3, 1 HekOTOpbIE JIpyrue 3MUTPUpOBaBIiMe 13 EBporbl apxu-
TEKTOPBI, Kak, Harpumep, Puuapo Hetimpa (1892—1970).

3aTeM 9Ta IMpakTHKa 6bljia MPOJO/IKEHA B APYTMUX CTpaHax.
B wacTHOCTH, GBIBIIMIT B paHHMIi ITEPUO UCTOPUM TOCYIAPCTBA
Vispauib ero cronuueii Tens Asus, KOTOPbIN JOJIKEH ObLI ObITH
OBICTPO ¥ pAlMOHAJIBHO 3aCTPOE€H, B OCOOEHHOCTM B CBSI3U
C BBITTOJTHEHMEM CTOJIMUHBIX (PYHKIMI, BO MHOTOM peIIuy 3Tu
mpo6eMbl Grarofgapsi apXMTEKTYpPHbIM uaesiMm Bauhaus, B Ha-
CTOsIllee BpeMsl 1eJIOCTHbIe paliOHbl TaKOM 3acTPOIKM pac-
CMaTpMBAIOTCS KaK UCTOPUKO-KY/IbTYpPHbIe MaMSTHUKU B 3TOM
cTpaHe. Bcero B ropope OKOMO 4 ThICSIU 3[aHUI, MTOCTPOEHHbBIX
B cTwiie Bauhaus.

OTOT TOpPOA, MOKeT pacCMaTPUBAThCSI KakK MPeKpacHO COo-
XpaHsSIeMblil TaMSITHUMK ayTeHTUYHOM peanu3aliuy 11eJ0CTHOTO
npoekta Bauhaus [win. 19, 20]. Haubosnee KOHIIEHTPUPOBAaH-
HBIM BUJ, 3TA 3aCTPOiKa MMeeT B LieHTpe ropoha M Ioayduia
M3-3a KJIMMATUUYeCKM OINpaBIAHHBIX UM TEXHOJOTUYECKU II0-
HSTHBIX CBET/IBIX TOHOB MaTepualoB MeCTHOTO IMPOUCXOXKIE-
HUSI HasBaHue «benozo 20poda». DTa 4YaCTh CTaja OXPaHHO
30HOi1 1o pemenuio IOHECKO, mpuuyeM B OOGBSICHUTEIbHOI
YacTy YKa3bIBaJOCh UTO OCHOBAHMEM [IJIT TOTO SIBJISIETCS Tap-
MOHMYHOE MpUMeHeHMe UIeli COBpeMeHHOTO TpafoCTPOeHUs
K peaqussM ¥ KOHKPETHbIM TpebOBaHMSIM AAHHOTO PEermoHa.
B 3acrporike Tenb ABMBa IPUHMMAJIM y4acTUeE TaKue MUTOM-
bl Bauhaus, kak dpux Mendenscon, 3eee Puxmep, JKena Asep-
0yx. 3aMeTuM, YTO B 3aCTPOiiKe, B COOTBETCTBUM KaK IOTpe6-
HOCTSIM TOpoja, Tak M KoHUemnuusiMm Bauhaus ectb 3maHus
BCeX Ha3HAUeHMif, KaK >Kuible, Tak U mybnauuHble. K umcry
MOC/eqHUX OTHOCSITCSI M 30aHusl, CofepiKalliye MPOCTPaHCTBA
¢ mnepdopMaTMBHBIMM (GYHKOMSIMM. B ux uucie — 3gaHue
Ype3BbIUaifHO BaXXHOTO JJIs M3PaMIbCKOM KyJbTypbl TeaTpa
Habima («CiieHa»), Kak IepBoHauajabHOe [W1. 21], Tak U me-
pecTpoeHHoe [uil. 22, 23] XapaKTepu3ylTCsl BCeMM IPU3HA-
KaMM TIPOCTPAHCTBA «TOTAJIBHOTO TeaTpa», IMPOpPaboTaHHOTO
BHYTpu Bauhaus. CiegyeT Takke OTMETUTb, UTO BTOPOI Bapu-
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aHT MHTepeceH Takke NOIMOIHUTENbHO TeM, UTO B HEM YXKe
CTaBWJINCh U COXpaHeHWUSI U MepeJauyu B COUETAaHUM C HOBBIMU
OMIUSIMU KYIbTYPHO-UCTOPUUECKOV MAEHTUUHOCTU apXUTeK-
TYPHOTO OOJIMKa TOpOAa B COOTBETCTBMU COXPAHHBIMU Tpebo-
Banusimu IOHECKO.

B To BpeMs Kak apXMTeKTypa Bcerga Obuia MepcrieKTUBHOM
1enpio obyueHus B Bauhaus, mjiss Hauama KOJIIEKTUB COCTOSIT
TOUTU U3 XYTOKHUKOB: CHauasna Jinonens @aitHuHrep u MoxaH-
Hec UtTeH; 3aTem [eope Myxa, Ockap lllnemmep, Ilayns Kiee,
Bacunnit Kanguuckuii u Jlacio Moxoii-Hagb. 9Ty Bbigalonimecs
TperofaBaTeau o06ecreumin ypOBeHb TEXHUYECKOTO U CTUIIU-
CTUYECKOTO 00yUeHMSI, KOTOPbIi peiko O6b11 paBHbIM. OCHOBHAS
IIeJb COCTOSUIAa B TOM, YTOOBI CTMMY/IMPOBATh M OTTAuYMBATh
TBOPYECKUI1 IOTEHIMAN CTYy[IeHTa, 4 He U3y4aTb, KaK pUCOBAIN
crapble macTrepa. BeimyckHuku Bauhaus mosTomy ocTaBuiin
BKJIaJl B pa3BUTME MMUPOBOIi KMBOIMCU, KOTOPbIil TPYIHO 06B-
eIMHUTb KaKMMU-TO ITPU3HAKAMU.

Macrepckast neuamHozo npouzeodcmea paboTayia TOIbKO TO-
rma, Korga Iikosia Haxoawiach B Belimape. Ero XymoskeCcTBeH-
HBIM MieonoroMm 6buT JInoHens daltHMHTEp, a HEMOCPECTBEH-
HBIM UCITOJTHUTENIeM pabot — jautorpad Kapna 3ayéuyep. OTKpbI-
Tasl AJjis1 MUCTO/Ib30BaHMSI KaK MepCOHA/IOM, TakK U CTyAeHTaMu,
macTepckas BbIycTUAa «JlBeHaAaaTh rpaBip» @alHuUHrepa,
a tTakke noprdonmo Bauhaus u nHMUIIMMUpOBanIa MpoeKT «HoBas
eBporerickas rpaduka», OCBelIaloIii BCe OCHOBHbIE TeHJIeH-
MY MEKIYHApOJHOTO aBaHrapga — OT (QyTypusma 10 nana,
KOHCTPYKTMBU3Ma U Cloppeanu3ma. Kpome Toro, meuaTHasi Ma-
cTepckas B3sila Ha cebs BHEITHME KOMMCCUM, TaKue KaK U3To-
ToBNeHMe nurtorpadmit miua [ura Mounnmpmuana u Anexcamopa
Poduernko. MacTepckast Takke OblIa MMOHEPOM B 00JIACTU TUIIO-
rpaduky u rpaduku, co3gaBas IUIAKAThl M TUIIOTpaduKy s
PasINYHBIX BHYTPEHHUX MPOEeKTOB. OHM BKIIOYAIN MPOU3BOZ-
CTBO OTKPBITOK Bauhaus, mMpoko pacmpocTpaHeHHBbIX B BuUe
OPUTMHA/IbHBIX TpauuecKux MUHMUATIOP, Yeil mpudT u 1306-
pakeHMe CTalu BaXXHbIM peKJIaMHbIM CPeCTBOM [JISI IITKOJIbI.
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Bauhaus okasasn rry6okoe BiAusiHME Ha rpaduyeckylo, rpaduye-
CKyI0 M, B OCOOEHHOCTM, HIPUGDTOBYIO KYyJAbTYPbI, HauMHAS
CO 3HAMEHUTHIX HIPUGTOB 6e3 3acevek, BOCXOOSIINX K paspa-
6oTkam Basprepa I'pormyca.

B reuenmne Beitmapckoro nepuopa B Bauhaus paboranu gse
OTHebHbIE MACTEPCKIME CKYIbNMYPbl: OMHA AJIS pabOThI IT0 KaM-
HIO, Ipyras [jisl pe3bObl 10 JepeBy. IleppoHauanbHo MoxaHHec
UtTeH pykoBommi oboumu, a B 1922 romy ero cmenmn Ockap
[Inemmep. PykoBogsiyumM MacTepoMm (T1035Ke M3BECTHBIM CBOUM
HabopoM Imaxmar B cTuie Bauhaus) 6bur ckymbrnrop Hosed
Xapmeuz. B leccay B 1925 rogy Mocrom IlImuaTom 6b11a opra-
HM30BaHa eyHas MacTepckas.

B Beiimape, ymensst oco6oe BHMMAaHME apXUTEKType, CTY-
IEHTBl paboTaauM B OCHOBHOM HaJ, apXUTEKTYPHOI CKY/IBIITY-
poii. Tak, Hanpumep, B 1921-1922 romax mepeBsiHHasE MacTep-
cKasi co3pana penbedbl M JepeBsSHHble M3Jenusl IJjsi Aoma
Anonbda 3ommepdenbna, CrIpoeKTUpoBaHHOTO [pormmycom
u Meiiepom, B TO BpeMs Kak B 1922-1923 kaMeHHass macTep-
CKasl MpOM3BOAWIA HACTEHHbIE YKpaIIeHUs AJIT COOCTBEHHBIX
IIKOJIbHBIX 3maHuii Bauhaus. Ecau mepBoHavalbHbIN aKLEHT
B Beiitmape ObUT ceslaH Ha CBOOOTHOM XYHOKECTBEHHOM TBOP-
YyecTBe, KJIaCChl CKYIBITYPHI B Jleccay Gosbllle KOHIIEHTPUPOBA-
Jquch Ha o6pasoBaTeNbHBIX aclekTax. Macrepckas Mocra
[IIMmuaTa MpoBeia BBOOHBIN KypC ITO CKYJBIITYpE, B TO BpeMs
KaK CTYIEHTBHI TaKoKe U3ydaiu cieHorpaduio, co3gaHue Make-
TOB, & TaKXXe apXUTEKTYPHYIO CKY/BbIITYDY.

Ju3atiH IpeIMeTHO Cpenbl IINPOKO MU3Yy4asCs CTyLeHTaMu
Ha OCHOBaHMM Ooyiee paHHero mpumepa Yuiabsma Moppuca
B AHIMK. VIHTEpeCcHO, YTO CaMbIM MPOAABAE€MbIM KOHEUYHBIM
npomykToM Bauhaus 6bpumn 060om. Kpome Toro, Kak MbI BUIEINA,
HEKOTOpbIe 13 MOjiesieli STeKTPUUECKUX OCBETUTETbHbIX TPU60-
POB M TKalkue Momenu Bauhaus 6bumM MPUHSTHI BeIYIIMMU
MIPOMU3BOIUTESIMU JJIs MAacCOBOTO IMPOMU3BOAICTBA, Bauhaus Tak-
ke TIpeyciel B COBpeMeHHOM au3aiine Mmebenu. Hampumep
B 1925 romy Mapcenb Bpoitep B Bo3pacTe 23 jieT CIlenyaabHO
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paspaboran kpewio anasi Bacwims KaHOMHCKOTO, Ha3BaHHOE
B ero uecTb Wassily (Model B3 Chair) [mmn1. 24, 25]. 3TOT MUHU-
MaJTUCTCKU-KOHCTPYKTUBUCTCKUIT OGBEKT, COCTOSALIMIT U3 Me-
Ta/UTMYECKUX TPYOOK M TIOJIOC TKaHM (3aTeM ObLIM 3aMeHEHbI
KO’KaHbIMM) KaK IIOJIOKWJI OCHOBaHMe HallpaB/JIeHUN Iu3aiiH-
IIPOEKTUPOBAHUS B HECKOJIbBKUX HAIPaBJIeHUSIX IU3aiH-TIPOeK-
TUPOBaHUSI (HaIpuMep, Kpecjaa Tpyo6uaTo-6pe3eHTOBOI KOH-
CTPYKLMU MPeANnoaarajiuch B CTaBIIel 3aTeM XPeCTOMAaTUITHON
IoBOeHHOV Mmogenyu Auape CuUTpoeHa, KOTOpasi IOTOM MacCOBO
MPOU3BOMIACE OTHO MMEHHOI bupmoit rmocie Bropoit mupo-
BOJ BOJMHBI), TaK M HAXOOUTCSI B AKTUBHOM ITIPOMU3BOACTBE
M0 HACTOSIIIMIT MOMEHT (ero MOXXHO 3aKa3aTh IOf, YKa3aHHBIM
umeHeMm Wassily mo HTepHeTy). DTOT MpuMep BecbMa perpe-
3eHTaTMBEH [ TOHMMaHUs XapaKTepa BIMUSIHUSI TeopeTude-
CKMX upAeit M nusaitH-pa3paboTOK Ha [ajbHelllee pa3BUTHE
3TOrO0 BUJA NEeATENbHOCTU.

ITymu danvHeiiuiezo pacnpocmpanerus udeii Bauhaus

BonbIIMHCTBO aHAIMTUKOB IIPU3HAIOT, UTO Moxaxox Bauhaus
K AM3aiiHy OKa3aj 6osbllioe BIAMSIHME HAa MCKYCCTBO M apXUTEK-
Typy B 3anangHoit Esporme, CeBepHoit Amepuxke u HMspawuie,
He B MOC/IEeNHIOI Oouepenb MOTOMY, UTO MHOIME U3 €ro BUS-
TeIbHbBIX YUMTeel MOKMHYIM [epMaHio U 3aHsIIM IperofaBa-
TebCKMeE MOJDKHOCTY 3a pybeskoM. Bambrep I'pommyc u Mapcenb
Bbpoiiep npenogaBanu B ['apBapcKoi BhICIIEN IIKO/IE I13aiiHa,
OKa3aB BJIMSHME Ha TaKUX YUEHUKOB, Kak Mo Mun Ileti [w. 26],
Jloyperc Xannpuu [vn. 27] v ITon Pydonvg [wnn. 28]; I'epbepm
Batiep opraHu3oBaa U CIPOEKTUPOBAJI KPYIHYIO BBICTaBKY pa-
60T Bauhaus B Mysee coBpeMeHHOro uckycctsa B Hpro-Mopke
B 1938—1939; Muc BaH gAep Pos mepeexan B Umkaro, roe OH
M0JIb30BAJICS TOKPOBUTENLCTBOM QPuiaunna IwoHcoHa (1906—
2005) — ogHOTO U3 CaMbIX BIMSITENIbHBIX aME@PUKAHCKUX apXU-
TEKTOPOB CBOEr0 BpeMeH!, C KOTOPBIM OH I03Ke MPOeKTUPOBal
3HAKOBOe 3aHKe Seagram — U CTaJ OOHONM U3 BemyIux Guryp
B aMepUKaHCKOM apxuTekType; Moxoii-Hanb Takske 060CHOBAJI-
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cs1 B Uukaro u ocHoBas 1mikony HoBeiit Bauhaus ¢ dumanTpomnom
Yonmepom Ilenke. IleyaTHUK U XyIOXHUK BepHep /Iptoc niperio-
maBanm B KomymO6uiickoM M BallMHITOHCKOM YHMBEPCUTETAX,
a Mosed Anbbepc unTas AeKIuM B SKCIIepMMeHTalbHOM U BIIM-
sTeNbHOM Kojutemke Biak MayHTUH, 3aTeM BO3IJIaBUI (aKy/ib-
TeT apXUTEeKTYpbI M AM3aiiHa B MenbckoM yHuBepcuTeTe.
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1. Banvmep I'ponuyc: cmpykmypa obyuenust 8 Bauhaus / Walter
Gropius: Bauhaus Learning Structure
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2. ITemep Bepenc u mosapHulii 3Hak AEG / Peter Behrens and AEG
trade mark
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3. Pexnama anekmpuueckux 1amn / Electric lamps advertizing
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4. Pexnama anekmpuueckux xfcjd / Electric clocks advertizing
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6. BHewHuti apxumexkmypHulii 061uxk komniekca AEG / External
architectural appearance of the AEG complex

116



7. [usaiin unmepovepa xomnaexca AEG / Interior design of the AEG
complex
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8. Jusatix anexmpuueckux uacos / Electric clocks design
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9. luzaiin anekmpuueckux seHmuasimopos / Electric fans design
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10. [luzaiin anekmpuueckux uaiiHuxoe / Electric pots design
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11. Jusaiin anexkmpuueckux namn / Electric lamps design
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12. Jluzaiin anekmpousmepumensHozo o6opydosarus / Electric
measuring equipment design
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13. ApxumexkmypHulii npoekm 30aHust noconscmea IepMaHckoll
umnepuu 8 Cankm-ITemep6ypze /Architectural project of German
Empire Embassy in St. Petersburg
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14. CxynvnmypHas epynna, ykpawasuiast pacao 30anust nocosib-
cmea I'epmanckoii umnepuu 8 Cankm-ITemep6ypze no npoekmy
Ilemepa Beperca ¢ zpynnoti cmpoumeneti 30avus / Sculpture group
which decorated the facade of German Empire Embassy in St.
Petersburg with the group of the building constructors
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15. 30anue 6e3 ckynvnmypHoli 2pynnel, COpOUIEHHOU MOANoLi 8aH-
oanoe 6 aszycme 1914 200 / The building without the sculpture
groupe dropped by the crowd of vandals in 1914 August
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16. Ilpoexm Ilemepa Bepetca dns Hoechts / Peter Behrens project
for Hoechts
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17. BuewHuii 8ud akademuueckuti komniaexca 30anuii Bauhaus, no-
cmpoeHH020 no npoekmy Banosmepa I'ponuyca / External
appearance of the Bauhaus academic complex projected by Walter
Gropius
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18. [luzaiin aydumopHozo npocmpancmea 8 komniekce Bauhaus /
Design of the auditorium space at Bauhaus complex

19. Hoeu Bauhaus e Tenw Asuse / Bauhaus ideas in Tel Aviv
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20. 3acmpoiixa Tenv Asuea cmasna HauboJiee CUCMEeMAamuUecKoli
peanusauueti ypbanucmuueckux pacuemos Bauhaus / Tel Aviv
construction turned the most systematic realization of the Bauhaus
urbanistic accounts
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21. ITepsoe 3danue meampa Habima e Tenv Asuse / The first
building of Habima Theatre in Tel Aviv
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22. BHewHUll 0671UK peKOHCMPYUPOBAHHO020 30aHus meampa
Habima / External appearance of the reconstructed building
of Habima Theatre
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23. Jlusatin BHympeHHe20 NPoCMpPaHcmeda peKoHCMpyupo8aHH020
meampa Habima / Internal space design of the reconstucted
Habima theatre
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MODEL B3 CHAIR
"WASSILY CHAIR”

MARCEL BREUER
5-26

MARCEL BREUER DEMGNED THE MODEL B‘i CHAIR

ADMIRATION OF THE DESI\_’N

24. Kpecno Wassily 6bi10 paspabomario Mapcenem Bpoiiepom ons
Bacunus Kanodurckozo / Wassily Chair was designed for Wassily
Kandinsky
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25. Kpecno Wassily esinyckaemcs 0o cux nop u moxcem 0sims 3aKd-
3aHo uepe3 Uumepnem / Wassily Chair is still manufactured and
could be offered via the Internet
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26. IIpoexkm University Plaza dns Hoto-HopKckozo yHU8epcumema

ObLn 8binoniter Mo Mun ITeem 8 nyuwiux mpaouyusx Bauhaus /
Uiniversity Plaza project for New York University was executed

in the best Bauhaus traditions by Io Min Pei
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27. IIpoekm npocmparcmea Freeway Park Jloypenca XannpuHa
8 Cusmmue / Larrence Halprin’s Freeway Park project in Seattle
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27. 30anue paxynemema apxumexmypel u dusatina Henvckozo
YyHUgepcumema 6si10 chpoekmuposaHo Ilaynem Pydonsgom / The
Faculty of Architecture and Design Building at Yale University was

projected by Paul Rudolph
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SERGEY DZIKEVICH

INTERRUPTED BAUHAUS PROJECT: A BRIEF
HISTORY AND SOME AESTHETIC
INFLUENCES

Abstract

The Bauhaus project assumed the complementarity of various
channels for a person to obtain aesthetic information in real social life.
The initiators and the actors of this unprecedented project paid great
attention to the conjugation of various streams of aesthetic
information in real aesthetic reactions, closely studied the processes
of emotional conjugation of various streams of aesthetic information
in the human inner world that is theoretically called synaesthesia.
That is why Bauhaus from the very beginning and to the end had the
character of a project related to holistic understanding of the aesthetic
world of a human person and why this institution developed both the
program of relevant researches in this field and the principles
education for universal designers of the optimal environment
of human existence. The great cultural project of Bauhaus interrupted
by the barbaric Nazi power was continued in unfortunately divided
activities of its initiators and students outside the institution and
Germany. Because of this divided character it’s diffucult to observe
this influence with the first glance. This article presents an attempt
of a brief but systematic reconstruction of the theoretical and practical
heritage of this school and some of its external influences.

Keywords
Bauhaus, aesthetics, art, design, synaesthesia.

What the Bauhaus project is

In order to find out the conceptual positions within the
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various theoretical, educational and creative details related
to the Bauhaus institution it is necessary to clearly draw the
structural conceptual framework that existed in it from the
moment of its creation to the forcible cessation of its activities
by the Nazis. For this, as always, lexical analysis of the principle
terms is important.

Bauhaus is the most famous part of the more extensive
lexical structure of Staatliches Bauhaus, which became the name
of the German school of universal design of social space
founded in Weimar, Geermany by Walter Gropius (1883—1969).
Led the institution consistently: Walter Gropius himself, 1919—
1927; Hannes Meyer, 1927-1930; Ludwig Mies van der Rohe, 1930
—1933). It functioned from 1919 to 1933 consistently in three
places at the following time intervals: Weimar, 1919—1925;
Dessau, 1925—1932; Berlin, 1932—1933. If the first part of the
name was mainly related to the basic sources of funding
provided by the Thuringian government and did not have an
aesthetic conceptual meaning the basic lexeme of the Bauhaus
in the name of the institution was designed to bear it fully. It
can be translated as «construction of a home» and conceptually
it reflects the principles of a reasonable and harmonious
arrangement of the space of human living and interaction.

A conceptual scheme reflecting the structure of Bauhaus
learning was developed by Walter Gropius in 1922 [ill. 1]. The
program puts «construction» (Bau) to the center of all activities
but the regular architecture course was introduced in Bauhaus
only in 1927 and only the most talented students were admitted
to it. At the beginning of their studies they completed a year
of basic training in the so-called preliminary course in which
they could experiment with color, shape and materials without
any specific goals. Depending on their individual success this
was followed by practical work in the workshops and related
disciplines. Students entered the seminars as «pupils» and had
to pass an «apprenticeship» exam for a certain period of time.
Despite of constant changes in locations, learning plans and
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educational aesthetics, Bauhaus as an educational institution
managed to gain an international reputation for its innovative
work in the field of architecture, interior design, industrial
design and crafts.

Bauhaus as an institution arose in the earth of radical
experiments in all forms of art and the desire of art to satisfy the
need in harmonious existence of society (as proposed by the
Movement for the restoration of arts and crafts in Britain and
the Modern style practice in all countries of Europe before the
First World War). Since 1907, Deutscher Werkbund (the
Association of German National Designers) has actively
promoted the reconciliation of crafts and industry in Germany,
so some of the design concepts traditionally associated with
Bauhaus were partially developed in Germany before the
establishment of this institution.

One of the leading figures in Werkbund was the young
architect Walter Gropius. Gropius himself, strongly influenced
by the architect Professor Peter Behrens (1868—1940), who was
convinced of the unity of fine arts, crafts and architecture and
was looking for any possibilities for its realization that is
especially clearly illustrated by his works for the AEG concern
for which as it is known he developed a holistic corporative
style starting from the trademark and design of advertising
media and finishing with the design of the final products as
well as the architectural appearance of buildings and the
development of production interiors. In development of such
holistic concepts Behrens undoubtedly was one of the pioneers
[ill. 2—12].

In his creative work Behrens was connected in a special way,
let’s note by the way, with Russia: he developed the
architectural design of the German Empire Embassy located on
St. Isaac’s Square in St. Petersburg [ill. 13], this building still
pexists except for the sculpture group dropped from the top
of the facade and damage to interiors during vandalic attacks
after declaring of Russia’s entering into the First World War as
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the enemy of the coalition in which German Empire took the
most active part [ill. 14, 15].! Then Behrens worked for the
Hoechst concern, and although his work there was not as
extensive as in AEG and it was done in a differing style, he
developed a holistic and highly impressive project of the
architectural complex for this corporation [ill. 16]. Behrens
supported the idea of holistic design of all environments and
the idea of holistic training institutions for such work. An
educational institution with such a structure was unprecedented
and was initially proposed by Gropius. In the future the choice
of teachers was a decisive factor for the development of Bauhaus
views. Gropius was able to enlist the support of famous avant-
garde artists among whom was Wassily Kandinsky, who had
returned to Germany after an unsuccessful attempt
to implement his ideas in Soviet Russia (the State Academy
of Artistic Sciences project).

In Weimar attracted artists conducted training as «masters
of forms» together with «masters of craft» — specialists trained
in practical skills of working with materials. All the seminars, as
well as the preliminary course, were formed under the influence
of Johannes Itten, the author of the detailed concept
of chromatic communication. Instead of forcing students
to copy from models, as was done in traditional academies
of art, he encouraged them to create their own creative ideas,
based on their own subjective ideas. In the preliminary course,
he taught the basics of material properties, composition and
color theory. After the departure of Itten, the preliminary course
was divided between Laszlo Moholy-Nagy and Josef Albers.

LIt’s interesting to know that another key figure that in further events
influenced on Bauhaus, Wassily Kandinsky, was during declaration
of the war in Germany and was forced by these circumstances to return
to Russia from which he come back to Germany only after the end
of the war and joined Bauhaus being established by Gropius.
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Mokhoi-Nagy shifted the emphasis from artistic issues
to technical ones and developed exercises fok learning processes
of construction and qualities of materials. Albers was
responsible for familiarizing students with the craft techniques
and the proper use of the most important materials. Outside the
preliminary course, Wassily Kandinsky and Paul Klee
complemented educational and creative work in the field of the
theory of shapes and colors, and Oscar Schlemmer taught
analysis and imaging of the human body. Non-artistic
disciplines, such as mathematics and the physical properties
of building materials, were also taught.

After moving to Dessau Marcel Breuer headed the carpentry
workshop, Herbert Bayer the print and advertising workshop,
Hinnerk Scheper the painting workshop, Jost Schmidt the
sculpture workshop, and Gunta Stolzl the weaving workshop.
In addition to training the stated goal now was to conduct
practical experimental work, in particular, for the construction
of houses and interior decoration, as well as to develop types
of models for industry and crafts professionals. Technical and
formal experiments were conducted in workshops on a broad
basis in order to develop prototypes for industrial production
and to enable wide sections of buyers to buy high-quality but
affordable products. Theoretical studies were put on a broader
basis, and engineering, psychology, business economics and
other subjects were included in the curriculum. Masters were
now called professors, and students received a Bauhaus
diploma.

Under the leadership of the third director, Ludwig Mies van
der Rohe, Bauhaus eventually turned into a kind of technology
college for designing new spaces of human interaction. Mies van
der Rohe reduced the structure and importance of the work
in the workshops. Let’s see how the characteristic concepts
of Bauhaus developed at specific stages, and what place was
occupied by the theater space and performative
communications in them.

142



Bauhaus in Weimar, 1919—1925

In 1919, Walter Gropius combines the Weimar Institute
of Fine Arts (Hochschule fur Bildende Kunst) and the Weimar
School of Arts and Crafts (Kunstgewerbeschule) to create the
Bauhaus. Gropius invites the Swiss artist Johannes Itten, the
German-American artist Lyonel Feninger and the German
sculptor Gerhard Marx, who together become full-time teachers
of the school. The following year, he adds to them the German
artist, sculptor and designer Oscar Schlemmer and the Swiss
artist Paul Klee, and in 1922, the above mentioned and well-
known in Germany for the pre-war activities the Russian artist
Wassily Kandinsky and (temporarily) another Russian
specialist — the artist and constructivist architect El Lissitzky.

In the Bauhaus program, Gropius formulates three main
tasks: 1) to unite all types of art in order to allow artists,
sculptors and craftsmen to work harmoniously on joint projects;
2) to raise the status of masters engaged in applied and
decorative arts to the same level as those engaged in the visual
arts; 3) to maintain close contact with the leaders of the main
crafts and industries in the country to ensure the work of the
school in accordance with their basic requirements.

Gropius was firmly convinced of the fruitfulness of the
Gothic and Renaissance traditions, according to which
architectural and construction works are a key element of all
creative activity. For example, he considers cathedrals to be
excellent examples of artistic collaboration between architects,
designers, sculptors, artists, and involved in stained glass, wood
carving, mosaics, metalworking, illuminated manuscripts,
decorative plaster, and stonework. According to him, architects,
artists, sculptors and other masters should understand the
complex artistic nature of building, and not continue to be
distracted by the production of «salon art». The task of Bauhaus
is to train a «universal designer» who is able to work with equal
creative potential in the fields of architecture, crafts or industry,
and even set himself super-tasks of the highest metaphisical
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level like the gothic masters did.

An important influence on the formation of Bauhaus ideas
in the Weimar period was provided by Johannes Itten who
taught the preliminary course. All students were required
to begin their studies with a six-month course which covered
the principles of form, color and attributes of various materials,
and encouraged participants to develop their creative abilities.
Itten’s pedagogical ideas were strongly influenced by German
expressionism especially the group Der Blaue Reiter in Munich
and the Austrian expressionist Oscar Kokoschka (1886—1980).
The Itten’s influence leads to the invitation of Wassily
Kandinsky, the founder of Der Blaue Reiter, after which Itten
himself soon had to retire. He was replaced by the Hungarian
designer and photographer Laszlo Moholy-Nagy, who, with the
approval of Gropius, changes the preliminary course to reflect
a stronger trend from applied aesthetics.

As the result the chronology of the Weimar period
of Bauhaus educational development looks the following way.
Since 1919, art education begins in the auditorium, and in the
workshops handicraft courses on metal, binding, weaving,
printing and drawing are held. From 1920 the additional
workshops were added: on sculpture of wood and stone, pottery,
glass painting and wall painting. To that period the program is
relevant to education in crafts. In 1921 Theo van Doesburg, the
leader of the Dutch design movement De Stijl, began to lecture
at Bauhaus and put under doubts and critisim expressionistic
trends and craft orientation in the school. He advocates a new
concept of constructivist design capable of efficient mass
production. In 1922 Gropius in response to this rebuilt his
original concept of Bauhaus. Henceforth, the focus is on
creating design projects in accordance with industrial
production. The first exhibition of works by Bauhaus students
opens in April. At this time the workshops for weaving and
pottery play the leading role since they are the only ones who
make a significant contribution to the maintenance of the
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institution by selling their works.

In 1923 an exhibition of works by Bauhaus workshops is held
in the Zurich Museum of Decorative and Applied Art.
In addition the institution participates in the Leipzig Fair
displaying its woven materials, ceramics and metalwork.
In August, the week of exhibitions, lectures and other events
took place in Bauhaus. The school is widely known for its
products for workshops, the architectural projects of Walter
Gropius, including the experimental house Am Horn in Weimar
which is equipped with the school workshops. Gropius proposes
the new motto of Bauhaus: «Art and technology is the new
unity» reflecting the primacy of industrial production which
becomes the new benchmark for all activities of the institution.

1924 can be described as theoretically indefinite year, at this
time, rather than theoretical discussions, discussions about
sources of financing dominated. Bauhaus is still dependent on
the public funds of the Thuringian government.
In 1924 February the newly formed nationalist government cut
school funding in half which led to its final closure a year later.
In this situation Gropius is looking for alternative sources
of funding and initiates the creation of the Bauhaus Circle
of Friends. Nevertheless, we note that this circle was not
a union of random people regarding the ideas of an institution:
its structure, in particular, included such characteristic
representatives of the intellectual culture of that time as Marc
Chagall, Albert Einstein and Gerhart Hauptmann.

Bauhaus in Dessau, 1925-1932

In 1925 Bauhaus was reopened in Dessau in a group
of buildings specially projected and designed by Gropius [ill. 17,
18]. In March, the city council of Dessau accepts Bauhaus as
a municipal school. Classes began in early April. In Dessau
neither pottery workshops, nor workshops of wood and stone
sculptures continued. Gropius announces the new program
of scientific design to create modern housing, covering
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everything from the simplest household items to the full
structure. In June Gropius, Moholy-Nagy, Klee, Kandinsky and
Pete Mondrian publish the first books of Bauhaus the rights for
which belong to the newly established company Bauhaus Co.
In October 1926 the school’s status was officially upgraded:
masters of art rise to professors, since that time Bauhaus
receives the subtitle «The School of Design». The course
of study at Bauhaus at this time is equivalent to university
studies which is confirmed by the relevant diploma.
In December the impressive new Bauhaus school building was
opened in Dessau, designed by Gropius and equipped with its
own school workshops, which contributes to the rapid growth
of the international authority of the school.

In April 1927 a department of architecture was created
in Bauhaus under the guidance of Swiss architect Professor
Hannes Meyer, one of Gropius’ partners in architectural practice.
In 1928 Gropius resigns from his post as director of Bauhaus
to focus on his own architectural practice and he calls Meyer his
successor. It brings mixed results. On the one hand, Meyer
oversees the acquisition by Bauhaus of his two most important
building commissions: five apartment blocks in the city
of Dessau and the head office of the German Federal School
of Trade Unions (ADGB) in Bernau. Meyer’s very rational
methodology, combined with the wuse of standardized
architectural components capable to reduce costs, proves an
attractive combination, and Bauhaus properly earns its first
profit next year. At the same time, as a prorgpam communist
in politics, Meyer brings a strong political emphasis to the
curriculum. Students become active in the left politics.
In addition Meyer is trying to organize an exchange program
with VHUTEMAS, the Soviet equivalent of Bauhaus. This
provokes opposition to the institution from the Nazi elements
at various levels.

At this time, Bauhaus models are used for mass production
by two manufacturers of lighting fixtures. The same thing
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happens with several Bauhaus weaving designs. The number
of Bauhaus students increases to 166; the Bauhaus Circle
of Friends currently has 460 members.

In the spring of 1929 a representative sample of Bauhaus
students was presented at the Basel Museum of Decorative and
Applied Art. In July the workshops on metal, case construction
and wall painting were merged into one design department
under the supervision of Professor Alfred Arndt. This
strengthens the primacy of architecture in the program:
Bauhaus designs the buildings which are then equipped with his
workshops. By the end of the year the photography department
opens in Bauhaus.

In 1930 Meyer’s political activities were ultimately too
active to continue the leadership of Bauhaus. Because of this, he
was dismissed by Gropius, and was replaced by a well-known
representative of minimalism (the direction in design that
expressed its attitude to shaping in the motto «less means
more») — architect Ludwig Mies van der Rohe (1886—1969).

Mies van der Rohe restructures the curriculum in which as
the result are five sections: construction, interior design,
weaving, photography and visual arts. The study process
received the more integrated schedule and it was reduced to five
semesters in study time. Classes in architecture have become
more important and have become strongly focused on aesthetic
theoretical issues, and the value of industrial design is
somewhat reduced.

In 1931-1932 despite the efforts of Mies van der Rohe to rid
the school of its left-wing political image local Nazis electoral
campaign promising to close Bauhaus and their victory in the
city elections in November 1931 did their dirty work. In October
1932 the city council of Dessau in which the Nazis prevailed
ordered the closure of Bauhaus.

Bauhaus in Berlin, 1932—1933

At the end of 1932 using funds from the sale of Bauhaus fees
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Mies van der Rohe rents an abandoned telephone factory
in Berlin where he reopens the school as a private institution.
With 14 students and several colleagues (with artists, and
Wassily Kandinsky and Josef Albers are among them) Bauhaus
survives for about 6 months until the Nazis finally shut it down
in April 1933. Mies van der Rohe was expelled from Germany,
the majority of teachers emigrate to various countries (Wassily
Kandinsky moved to France where he livds until the end of his
life in 1944).

Bauhaus and its heritage: system assessment

Bauhaus left different heritage in various areas of artistic
practice and theoretical thought. Since they were all thought
of as complementary, certain areas should be considered
exclusively in comparison with others. To this end, we give
a navigation overview, focusing on the structural scheme
of Walter Gropius presented in the beginning of the article.

As we remember it was not until 1927 that Bauhaus began
offering classes in architecture so projects matching the ideas
of Bauhaus from 1919 to 1927 (competitive project for the
Chicago Tribune tower (Chicago), the house of Sommerfeld
(Berlin), the house of Otte (Berlin), Auerbach’s house (Jena), the
Bauhaus complex of 1926 in Dessau) were mostly personalized
by Gropius, sometimes in collaboration with other architects,
in particular with Meyer. The work of Bauhaus students during
this period was aimed at finishing and arranging within the
framework of these architectural projects, including interior
decoration and handicraft work, such as cabinets, chairs and
pottery. Under Meyer, Bauhaus received two major architectural
commissions, and they were also fully equipped with
workshops. Under Mies van der Rohe, the school did not win any
further project commissions.

Despite the fact that Bauhaus promoted a certain style
of popular standardized architectural design the ideas of which
were shared by other professional architects throughout
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Germany it was not included in the working-class residential
areas as it sometimes could be heard. The development of large-
scale housing projects for workers was not the main priority
of Gropius, Meyer and Mies van der Rohe. This kind
of architectural work was actually carried out by urban
architects outside Bauhaus such as Hans Poelzig, Bruno Taut and
especially Ernst May, who vigorously responded to the promise
of «minimal housing» written in the new Weimar constitution
and made a great contribution to the construction of thousands
of socially progressive housing units in German cities. The style
of architectural design developed by Walter Gropius became
known as the international style of modern architecture and
then spread to the USA where it was developed and promoted
by Gropius himself and Mies van der Rohe, and some other
architects who emigrated from Europe, such as Richard Neutra
(1892—1970).

Then this practice was continued in other countries.
In particular, the city of Tel Aviv, that in the early period of the
history of the state of Israel was its capital, which was to be
quickly and efficiently built up, especially in connection with
execution of its metropolitan functions, largely solved these
problems thanks to the architectural ideas of Bauhaus. Now the
integral areas of such constructions are considered as historical
and cultural monuments in this country. There are about
4 thousand buildings built in the Bauhaus style in Tel Aviv.

This city can be regarded as a beautifully preserved
monument of the authentic implementation of the holistic
project of Bauhaus [ill. 19, 20]. This mode of city constructing
has the most concentrated appearance in the center of the city
and it has received the name «The White City» due to the
climatically reasonable and technologically reasonable bright
colors of materials of local origin. This part became a protected
zone according to the decision of UNESCO and in the
explanatory part it was indicated that the reason for this was
the harmonious application of the ideas of modern town
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planning to the realities and specific requirements of the region.
Such prepared in Bauhaus architects as Erich Mendelsohn, Zeev
Richter, Zhenya Averbukh took part in the development of Tel
Aviv. Note that in the city planning, in accordance with the
needs of both the city and the concept of Bauhaus, there are
buildings for all purposes, both residential and public. The latter
include buildings that contain spaces with performative
functions. Among them is the building of the Habima (Scene)
Theater which is extremely important for Israeli culture both
in the the original [ill. 21], and the rebuilt [ill. 22, 23] versions.
The both projects are characterized with all the signs of the
«total theater» space worked out inside the Bauhaus. It should
also be noted that the second option is also interesting
in addition to the fact that it has already been preserving and
transmitting in combination with the new options for the
cultural and historical identity of the architectural appearance
of the city in accordance with the unchanged requirements
of UNESCO.

While architecture has always been a promising goal
of studying at Bauhaus, for a start, the team consisted almost
of artists: first Lyonel Feininger and Johannes Itten; then Georg
Mucha, Oscar Schlemmer, Paul Klee, Wassily Kandinsky and
Laszlo Mokholy-Nagy. These outstanding teachers provided
a level of technical and stylistic instruction that was rarely
equal. The main goal was to stimulate and hone the creative
potential of the student, and not to study how the old masters
painted. Graduates of Bauhaus therefore left a contribution
to the development of world art which is difficult to identify
using some certain signs.

The printing workshop worked only when the school was
in Weimar. His artistic ideologue was Lyonel Feninger, and the
direct performer of the work was lithographer Karl Zaubizer.
Opened for use by both staff and students, the workshop
released Feininger’s Twelve Engravings, as well as the Bauhaus
portfolio, and initiated the New European Graphics project,
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covering all major trends of the international avant-garde —
from futurism to dada, constructivism and surrealism.
In addition, the printing workshop took over external
commissions, such as making lithographs for Pete Mondrian
and Alexander Rodchenko. The workshop also pioneered
typography and graphics, creating posters and typography for
various internal projects. They included the production
of Bauhaus cards, widely distributed in the form of original
graphic thumbnails whose font and image became an important
advertising medium for the school. Bauhaus had a profound
impact on graphic, graphic and, in particular, font culture,
starting with the famous sans-serif typefaces that go back to the
designs of Walter Gropius.

During the Weimar period, two separate sculpture workshops
worked in the Bauhaus: one for stone work and the other for
wood carving. Initially, Johannes Itten supervised both, and
in 1922 he was replaced by Oscar Schlemmer. The master (later
known for his Bauhaus style chess set) was the sculptor josef
Hartwig. In Dessau in 1925 a single workshop was organized
by Yost Schmidt.

In Weimar, focusing on architecture, students worked
mostly on architectural sculpture. For example, in 1921-1922,
a wooden workshop created reliefs and wooden products for
Adolf Sommerfeld’s house designed by Gropius and Meyer while
in 1922-1923 the stone workshop produced wall decorations for
Bauhaus own school buildings. If the initial emphasis in Weimar
was on free artistic creation the sculpture classes in Dessau
focused more on the educational aspects. Jost Schmidt’s
workshop held an introductory course in sculpture while
students also studied set design, mock up, and architectural
sculpture.

The design of the subject environment has been widely
studied by students based on the earlier example of William
Morris in England. Interestingly, the best-selling Bauhaus end-
product was wallpaper. In addition, as we have seen, some
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of the electric lighting models and the Bauhaus weaving models
were adopted by leading manufacturers for mass production,
Bauhaus also excelled in modern furniture design. For example,
in 1925, at the age of 23, Marcel Breuer specially designed
a chair for Wassily Kandinsky, named after him Wassily (Model
B3 Chair) [ill. 24, 25]. This minimalist and constructivist object
consisting of metal tubes and strips of cloth (then replaced with
leather ones) laid the foundation for design directions in several
design segments (for example, armchairs of a tube-and-canvas
design were evidently based on this Bauhaus prototype in the
pre-war famous «automobile for people» model of Andre
Citroen that the company started to produce after the Second
World War), and this model is in active production now (it can
be easily ordered under its autentic name Wassily on the
Internet just now). This example is quite representative for
understanding the nature of the influence of theoretical ideas
and design developments on the further development of this
type of activity.

Ways to further spread the ideas of Bauhaus

Most analysts admit that Bauhaus’s approach to design had
a great influence on art and architecture in Western Europe,
North America and Israel, not least because many of its
influential teachers left Germany and occupied teaching
positions abroad. Walter Gropius and Marcel Breuer taught at
Harvard Design High School, influencing students such as Io
Min Pei [ill. 26], Lawrence Halprin [ill. 27] and Paul Rudolph [ill.
28]; Herbert Bayer organized and designed a major exhibition
of works by Bauhaus at the Museum of Modern Art in New York
in 1938—1939; Mies van der Rohe moved to Chicago, where he
enjoyed the patronage of Philip Johnson (1906-2005) — one
of the most influential American architects of his time with
whom he later designed the Seagram building — and became
one of the leading figures in American architecture; Moholy-
Nagy also settled in Chicago and founded the New Bauhaus
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School with the philanthropist Walter Pepke. Typist and artist
Werner Drews taught at Columbia and Washington Universities,
and Joseph Albers lectured at the experimental and influential
Black Mountain College, then headed the architecture and
design department at Yale University.
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KANDINSKY: ARTISTIC THOUGHT AND
MYSTICAL EXPERIENCE!

Abstract

Kandinsky remained a lifelong thinker whose thinking was based on an
exploratory practice in the field of art. His intellectual training
prepared him for a university professorship, which he was offered
in 1896, at the age of thirty. He turned it down, however, to devote
himself to artistic creation, but he remained a scholar and teacher
throughout his life, notably at the University of Moscow, publishing
many texts that attest to the rigor of his thought.

A poet since childhood, Kandinsky also wrote stage compositions,
using a very rich language, both in Russian and in German, without
shrinking from the unexpected use of the existing vocabulary, or from
the invention of new words. In the theoretical field, he proposed a set
of rules, principles, a vocabulary and a grammar for the art: a theory
of color, a theory of form and a theory of composition. This theoretical
reflection is based on his experience of the language of the pure means
of art and of principles of composition. Kandinsky approached art
in its striving towards truth: for him, there is an artistic way
of knowledge [artistic way of gaining knowledge], which leads to an
individual and collective betterment. But his theory is above all related
to an artistic practice that comes first, from which it emerges.

! Translated from the French original by Sergey Dzikevich and Evgeny
Dobrov (AU) with consulting assistance by Céline Surprenant (Associate
Researcher with the Chair of Modern and Contemporary French
Literature, Collége de France)
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Kandinsky’s thinking also concerns the theology of art: artistic
creation involves the artist in the creative gesture of the Lord and calls
him to contribute to the harmony of the world.

Keywords

Wassily Kandinsky, psychology of artistic creation, artistic practice,
creative act, mystical experience, theological understanding of artistic
creation.

Principle of internal necessity

At the heart of Kandinsky’s thought we find the principle
of internal necessity, which he defined as the «principle
of purposefully touching the human soul».! The internal
necessity is linked to the knowledge of the heart, knowledge
that, without giving up rigor, is the result of an emotional and
non-conceptual approach. His notions are in general not so
much concepts as rather percepts or affects, which are reports
of experience. They identify the course of a realized
progression, the starting points? and the steps of which

! Kandinsky, V., On the Spiritual in Art, in: Kandinsky, Complete
Writings on Art, Edited by Kenneth C. Lindsay and Peter Vergo, Boston,
Mass, G. K. Hall & Co, 1982, p. 160.

2 Identification of the starting point takes on great importance
in Kandinsky’s theoretical thought. The three basic starting points are
the theory of colors, the theory of forms and the theory of composition.
For Kandinsky, each time, «this starting point consists in the weighing-
up of the inner value of one’s materials on an objective scale, i. e. the
examination — in our case — of color, which by and large must affect
every man» (ibid., 177). Let us recall that in color theory, the starting
point is the observation of the contrasts between hot and cold and
between light and dark, in the theory of shapes, it is the point, the
contact between the instrument and the basic plane, which contains
in itself all folded forms, and in the theory of composition, it is a point
in the center of a square. In each case, it is a path (chromogenetic,
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Kandinsky wanted to indicate with them. Its knowledge is
inseparable from life, and all the more so that one can say that
its very object is life. Mindful of this particular which exceeds
it — the reality of life — its goal is not understanding (com-
prehendere), because to understand implies an appropriation
and requires us to make of this datum an object. Its purpose is
not analysis either, because analysis proceeds by dissection, and
thus reflects on the living from precisely isolated elements
of life. For Kandinsky, as in the tradition of icon painting,
of which he claims the inheritance, this knowledge is linked
to a personal ethics, neptic® and charitable. It is an ontological
ethos, a life project before the absolute.This knowledge of the
heart is characterized by personal experience, the vital
experience, which does not proceed from the concept, but from
the contemplative idea. It is about seeing the meaning of life
revealed in the spectacle of the world. This tasting of the poetic
and iconographic flavor of life is truth itself, and truth is life —
that is the meaning of the Russian word istina (truth), according
to the philosopher Pavel Florensky, whom Kandinsky was close
to, and who was also close to Sergei Bulgakov, Kandinsky’s
cousin.* The meeting of truth therefore goes through this visual

morphogenetic or compositional) that characterizes the deployment
of all creative possibilities. On this subject, cf. Sers, Ph. Kandinsky,
Philosophie de I’art abstrait, Paris: Hazan, 1995, 2016.

5This nepsis is the renunciation that the Fathers of the Philokalia
advocate. The fruit of this renunciation is the emptiness of the heart
which allows the reception of divine inspiration. See note 38.
4Florensky analyzes the variation of the word truth in the Hebrew,
Greek, Latin and Russian languages. The Slavs, observing the
successive cycles of nature (the destruction of winter, and resurrection
of spring) consider that it is not phenomena that are true, but life.
Thus, istina means: what exists, what breathes. To know the truth is
to come into contact with a living reality. See Florensky, P. La Colonne
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and poetic fruition. In this way, the idea — a term whose Greek
etymology is the same as the verb to see — is what I perceive
and which affects me. This vibration in the face of a proven truth
is found in Alyosha Karamazov’s «trembling soul» as in the
burning hearts of the disciples of Emmaus. The contemplation
of the mystery, first intended for the heart, is expressed in the
image, but fades in the explanatory discourse. Kandinsky’s
favored instrument is the metaphysical image, which is one
of the modes of the contemplative idea. We can define the
metaphysical image as the visual actualization of a hidden
reality, which is observable in the mystical experience and
which involves a passage beyond appearances through the
transgression of human limits, for example spatio-temporal
ones, and through the reconciliation of opposed categories:
material/spiritual,  particular/universal, etc. The term
metaphysical image covers a paradox, since it is a question
of giving to see what is beyond the visible. But what gives it
relevance is that this beyond is given to see in the visible realm.
Florensky starts from the experience of light to demonstrate the
metaphysical capacity of the visual. The experience of the
metaphysical image is attested in as heterogeneous foci as those
of prehistory, of the Far Eastern tradition, the Byzantine-
Slavonic icon or contemporary culture, through primitive
cultures, such as Kandinsky will show.>

et le fondement de la vérité / Transl. by C. Andronikof. Lausanne: LAge
d’Homme, 1975. P. 17 sq.

S This is Kandinsky and Franz Marc’s great intuition, who stood behind
the almanac Der Blaue Reiter. The Spiritual inspires all great works
of art, whatever their origin and whatever their time, whether they
belong to popular or educated culture. For the first time, the almanac
combines reproductions of modern works and woodcuts together with
Ancient documents, Ancient works and primitive art, Japanese prints,
Chinese paintings, Gothic sculptures, drawings of children, and
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The inspiration notion and the great Kandinsky’s springs

With Kandinsky, inspiration, which Spinozist thought or
critical philosophy had considerably devalued, resumed its place
in artistic creation. Kandinsky believed in a dictation from the
Spirit.>* He was aware of several sources of inspiration that
connected him both to East and West. The principle of internal
necessity, as we saw, holds the conditions of artistic inspiration,
while guaranteeing the purposefully touching the human soul.”
The internal necessity comes from «three mystical sources»®:
the artist is naturally led to express his own, what is peculiar
to his era and to art in general. The quality of artistic creation is
measured by the" purposefully touching the human soul», which
is not based on virtuosity, and even less on the ego of the artist,
but on the inspiration that flows through it and that unites all
humanity.The first origin of inspiration lies in the personality
of the artist. Each soul being endowed, so to speak, with
a particular mission in the world, the artist is the one who
accomplishes this mission through his work. His originality is
thus not linked to his formal «way» (maniére) but to his vocation
as a witness to a personal spiritual experience. The second

paintings by Henri Rousseau. A work by Delaunay faces Greco’s,
Gauguin’s meets an antique relief, Picasso’s meets children’s drawings,
Cézanne’s meets a 14th century’s, Van Gogh’s meets Japanese prints.
The illustration focuses on folk art productions, such as puppets and
Bavarian glass films, and important works by contemporary painters,
such as Picasso and, of course, Matisse, who, according to Kandinsky,
played a key and capital role, for color and form.

¢ For example, Kandinsky wrote in the 1914: «The birth of a work is
of cosmic character. The originator of the work is thus the Spirit»
«Cologne Lecture», in: Kandinsky, Complete Writings on Art, op. cit.,
P. 394.

" See: Kandinsky, V., On the Spiritual in Art, op. cit., P. 165.

8 Ibid. P. 173.
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origin of inspiration is in the language of the time or the
cultural milieu, the nation. This contribution is characterized
less as a «style» than as an inner value of wisdom, not only with
respect to the identity of the time or the nation, but to its own
message. This implies that humanity progresses spiritually
through the ages and that every era and every nation plays its
role in this march. Finally, the third origin of internal necessity
escapes the personal peculiarity of the time or of the nation. It
is the spiritual inspiration that nourishes the message of art
in so far as it is universal: the «element of the pure and eternally
artistic [rein und ewig kiinstlerisch]».'Different cultural sources
have enriched Kandinsky’s course. The first is the philocalic
source. Philokalia literally means «the love of beauty», or «the
beauty of love». It is called as such in the 1782 anthology
published in Venice by St. Nicodemus the Hagiorite (St.
Nicodemus of the Holy Mountain).? This anthology, translated
into Russian under the title Dobrotoloubiye, was a huge success.
There is in it the mystical experience of the Eastern Fathers for
whom the sixth Beatitude pronounced by Jesus during the
Sermon on the Mount: «Blessed are the pure hearts, for they will
see God»® is not to be taken in the metaphorical sense, but
literally, for God is light and it is as light that He manifests
Himself. Thus the Eastern mystics attest to the meeting of God
not so much in the form of his essence, but rather in that of his
energy, in an intense light, which is revealed to man. This
tradition, which goes up to St. Seraphim of Sarov in the 19th
century, founded the «theology of light», in which Kandinsky

! Ibid.

2 The full title: Philokalia of the Neptical Fathers, Composed from the
Writings of the Holy Fathers who Bore God and in Which, by a Wisdom
of Life, Made of Asceticism and Contemplation, the Intelligence is
Purified, Illuminated and Attained Perfection.

5Mt., 5, 8.
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and Florensky’s preoccupations are manifestly inscribed, as well
as those of Mikhail Larionov with Rayonnism and Natalia
Goncharova, and even, in a certain sense, those of Kazimir
Malevich in Suprematism. Kandinsky also draws from this
tradition a theology of the creative gesture as one that is
analogous to the divine gesture. The philosopher Alexandre
Kojéve, nephew of Kandinsky, speaks of the absolute picture:

In a general way, the «total» table, not being the «representation»
of an object, is itself an object. Kandinsky’s paintings are not paintings
of objects, but painted objects: they are objects in the same way as
trees, mountains, chairs, states... are «objects»; only they are pictorial
objects, «objective» paintings. The «total» table is as are the objects,
that is to say, it is absolutely and not relative; he is independently
of his relations with anything other than himself; he is, as is the
Universe. And that is why the «total» table is also an «absolute»
table.!

For Kandinsky, cosmogony is the model of artistic creation:
«Technically every work of art comes into being in the same way
as the cosmos — by means of catastrophes, which ultimately
create out of the cacophony of the various instruments that
symphony we call the music of the spheres. The creation
of a work of art is the creation of the world.»? Artistic creation
implies a neptical renunciation and a loving reception close
to the withdrawal attitude by which the Almighty authorizes
worldly causality and human free will.3For Kandinsky, the most

1 Kojéve, A. Les peintures concrétes de Kandinsky // Revue de
métaphysique et de morale. Avril-Juin. 1985. We refer here to the text
under the same title and published in La lettre volée (coll.
Palimpsestes), Bruxelles, 2001. P. 35. (the author’s emphasis).

2 Kandinsky, V. Reminiscences, in: Kandinsky, Complete Writings on Art,
op. cit., p. 373.

5 We must here evoke Simone Weil’s beautiful text on the love of the
world order: «The love of the order of the world, of the beauty of the
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striking feature of the Revelation of the Spirit is the appearance
of the Inner Law, which replaces the external law given
to Moses. Moral rigor is no longer imposed on me from the
outside, rather it becomes my personal project. Now, there is
a kinship between the discovery of the Inner Law and what is
called the «prayer of the heart» in the Byzantine-Slavonic
tradition of the Philokalia. This is the inner prayer practiced
by the spiritual masters of the hesychast tradition, which is also
called «permanent prayer» and which replaces for many mystics,
especially hermits of the desert, the traditional external liturgy.
The transition to the spiritual age is marked by this passage
from externally manifested prayer to inner prayer or prayer
of the heart. How could a Russian like Kandinsky not be tempted
by the rapprochement with the question of the image? In fact,
the liturgy of Orthodox Christianity is a double liturgy, based
both on the word and the image. The holy image, the icon, is
liturgy as much as the Word.* The revolution of the Spirit can

world is [...] the complement of the love of one’s neighbor. It proceeds
from the same renunciation, the image of the creative renunciation
of God. God makes this universe exist by consenting not to command it,
although he would have the power to do so, but to let instead command
in his place, on the one hand, the mechanical necessity attached
to matter, including the psychic matter of the soul, and, on the other,
the autonomy which is essential to thinking persons. Through the love
of one’s neighbor, we imitate the divine love that created us and all our
fellow men. By the love of the world order we imitate the divine love
that created the universe of which we are part. Man does not have
to give up ordering matter and souls, since he does not have the power
to do so. But God has given him an imaginary image of this power, an
imaginary deity, so that he too, although a creature, can be drained
of his divinity.» (Weil, S. Attente de Dieu. Paris: La Colombe, 1950. P.
161—162).

4The Council of Nicaea II, to which the Councils of Trent (Mansi 13,
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to perform as well in the field of the image, since the liturgy
of speech gives the example of it. Pictorial abstraction is an
evidence of the prayer of the heart. In addition to his philocalic
inspiration, Kandinsky is animated by what he calls a «new
Romanticism». He confessed it himself when writing to Will
Grohmann:

You once dropped the word romanticism, and I rejoiced [...] Today we
have a Neue Sachlichkeit’> — well, there is also one (or the new
Romanticism. The urge took me one day to write something about it
and I thought about devoting a new chapter to Romanticism in The
Spiritual’s new edition. Since then, the outline of my book has
changed, and it appears in the form of separate monographs —Point
and Line to Plane is the beginning [...] it is the nostalgia
of Romanticism that inhabits without his knowledge today’s man [...]
The meaning, the content of art is Romanticism. [...] I think I painted,
in 1910, a Romantic landscape that had nothing to do with the first

378—379) and Vatican II (Lumen Gentium 67) refer explicitly, affirms
the agreement and interdependence of the re-presentation of mystery
and evangelical proclamation, both based on Revelation. The
representation of painted images and evangelical preaching are
in agreement, mutually indicated, and signified by each other: «We
keep, without introducing anything new, all the ecclesiastical
traditions, written or unwritten, that have been established for us. One
of them is the representation of painted images, because it agrees with
the history of evangelical preaching, in view of the belief in the true
and not illusory incarnation of God the Word and for our utility. For the
things that are capable to be understood themselves throughh one another
unequivocally also have their explanation one by the other»(Lamberz, E.,
Uphus J.B. Concilium Nicaenum II-787 // The cecumenical Councils
From Nicaea I to Nicaea II. Turnhout: Brepols (Corpus Christianorum).
2006. P. 317—345). We can see here the mystical, catechetical and
sacramental vocation of the text-image set in the encounter with Christ
and in the evangelical witness.

5 This is the direction of the Nouvelle Objectivité, which ties political
and social imperatives to art.
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Romanticism.!

Like the representatives of Romanticism, Kandinsky looked
at nature as he looked at great works of art; as they did, he
considered the work as an organic totality flourishing through
the synthesis of the arts; and with them, he saw art as the
paradigm of human activity. A pictorial representation has the
capacity to reach the thing in itself, as Schopenhauer already
foresaw for music, while it remains forbidden to the theoretical
philosophical discourse, that Kantian criticism confines to the
simple role of providing the a priori conditions of the
phenomenal world. This is what Heidegger felt when he
expressed the idea that art is called to take over from
metaphysics. That is why Kandinsky added: «I would really like
that what is behind my painting be finally understood (for that is
what and precisely this alone interests me exclusively; ,the
question of form* has never played for me but a subordinate role
[...] for me form merely a mean to an end and [...] if I am so
minutely and extremely concerned, including in theory, with
form, it is because I want to get inside it.»? In this quest, it is
less the formal innovations that matter, than the unveiling
of meaning. Kandinsky fully agreed with Florensky, when he
wrote: «The life of art depends on the degree of fusion between
impressions and modes of expression. True art is the unity
of the content and modes of expression of this content.»®

! Romantische Landschaft, 1911. The painting remained in the hands
of Gabriele Miinter, which explains Kandinsky’s dating error. We see
three horsemen descend from a height. The landscape, just sketched, is
dominated by a bright red sun which corresponds to a large black spot
down to the right. On the left is an erect rock, very similar to that
of Composition II, 1910. The example given by Kandinsky is therefore
a work whose theme is apocalyptic.

2Letter of November 21, 1925, quoted in: Grohman, W. Wassily
Kandinsky, Life and Work, New York, Abrams, 1958. P. 180—181.
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In addition, this ability to re-present Being in its truth,
to presentify it, that is to say, to make it present, to summon its
presence, ends up erasing the dualism between interiority,
which would be subjective, and the exteriority of the world
of objects. But it is not abolished through the imagination, as
was the case with Romantic authors or the defiance
of Baudelaire, who considered that «pure art» was able
to «create a suggestive magic containing both the object and the
subject, the world external to the artist and the artist himself.»*
Kandinsky spoke of new Romanticism, because whereas
Romanticism saw the spiritual eye (das Geistige Auge) in the
painter’s imagination, he saw it in the meeting with Sophia, the
Divine Wisdom, dear to Father Sergey Bulgakov. The difference
is fundamental and it is the perfume of this wisdom, manifested
in the order of the world, which he looked for in his geometrical
period. His inspiration is also nourished by the Chinese
tradition. His relationship to the behavior of scholars of this
great tradition is reflected in his pictorial gesture and in his
reflection on form, which are reminiscent of those of Chinese
painters attached to the search for the «constant internal
principle» (li). This notion, central to the philosophy of art
in China, refers to the internal principle that governs the
formation and becoming of all that exists. Literally, the word
means «vein in the jade»: it is the vein in the rocks, the spurt
of the waterfall or the tree structure of plants. The Chinese
artist seeks to transcribe the spirit of the universe in the
making, well away from the fixed appearance of things, or
«constant form». The dynamics of the constant internal principle,

5 Florensky, P. La liturgie comme synthése des arts // Pére Paul
Florensky. La perspective inversée suivi de L'Iconostase / Transl. by F.
Lhoest). Lausanne: LAge ’Homme, 1992. P. 57.

4 Baudelaire, Ch. Lart philosophique // Baudelaire, Ch. Ecrits sur Iart.
Paris: LP, 1971. T. 2. P. 119.
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which is found in the growth of bamboo, it has the capacity
to bring out all possible forms, as can be observed in moving
clouds which draw successively a profile, an animal or
a mountain. The artist escapes the banality of the «constant
form», letting himself be inhabited by this dynamic of creation.
Kandinsky’s free forms and his theory of form are based on the
dynamics of thrusts and contrasts, rather than on established
forms. This is the radical originality and relevance of his work.
Another key concepts of Kandinsky’s thought, the «inner
resonance» almost literally translates, moreover, the Chinese
word giyun, which also means the resonance of breaths.
In Kandinsky, the inner resonance of art’s basic elements, for
example colors, forms, sounds, words, etc., are their perfume,
their action on the soul of the spectator or the listener, their
psychic function and their profound meaning. This inner
resonance is the vital dynamic of the element. Thus, painting,
poetry or music are much less about describing the outward
aspects of reality than about grasping the internal principles
that structure and connect things. The essence of art, in other
words, is not the mere mechanical reproduction of formal
appearances, which is the matter of the craftsman, but the
grasping of the inner nature of reality that only an attentive
mind can accomplish. Such proximity is felt in Kandinsky’s
poetic work. In China, the Chinese painter and philosopher Su
Dongpo claims about Wang Wei, who lived in the eighth century
and is considered to be the first Chinese scholar: «In each of his
poems, we can see a painting, and in each of his paintings, we
can read a poem.»! Such a sentence is close to what Kandinsky
writes when he describes the community of nature between
painting and poetry that makes the transition from one to the

! Sers, Ph., Escande, Y. Résonance intérieure, dialogue sur I’expérience
artistique et I’expérience spirituelle en Chine et en Occident. Paris:
Klincksieck, 2003. P. 11.
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other very natural:

Every true painting is poetry. For poetry is not done only
through the use of words, but also through organized, composed
colors; thus painting is a pictorial poetic creation. It has its own
ways of being «pure poetry». It is the so-called abstract painting
that «speaks» (or «recite») by its exclusively pictorial forms —
which is an advantage over the poetry made with words. The
source of these two languages is the same, the root is common:
intuition = soul.!

The wisdom of the people, whom he discovers with his
nurse, is also an important source of inspiration for Kandinsky,
who is attached to popular myths and traditions. Kandinsky’s
pictorial, poetic and even scenographic work is thus inhabited
by legendary figures. He collects loubki, that is, images
of popular devotion, naive prints illustrating Russian tales and
legends: those of the semi-benevolent witch Baba Yaga, who
lives in an isba mounted on chicken legs; those of the evil
dragon who demands his ration of fresh flesh in the form
of pretty princesses and which is defeated by the simple young
man with a pure heart; the three brave knights Aliocha
Popovich, Dobrynia Nikitich, and especially Ilya Muromets, the
archery, who represent courage, knowledge, and strength; those
of St. Nil, who leaves his monastery by boat for the mystical
desert, etc.

Peasant houses have also struck him: they are entirely
variegated and the objects they contain, such as tables or
coffers, disappear as objects to merge into color. These houses
themselves lead him to a new and decisive discovery:

I still remember how I entered the living room for the first time and
stood rooted to the spot before this unexpected scene. The table, the
benches, the great stove (indispensable in Russian farmhouses), the
cupboards, and every other object were covered with brightly colored,

! Kandinsky, V. Lesprit poétique // Journal des poétes. 1.1933.
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elaborate ornaments. the buffets, all were painted with ample and
variegated ornaments. Folk pictures (loubki) on the walls: a symbolic
representation of a hero, a battle, a painted folk song; The «red»
corner (red is the same as beautiful in old Russian) completely covered
with painted and printed pictures of the saints, burning in front of it,
the red flame of a small pendant lamp, glowing and blowing like
a knowing, discreetely murmuring, modest and triumphant star,
existing in and for itself. When I finally entered the room, I felt
surrounded on all sides by painting, into which I had thus
penetrated.!

The route to the Russian peasant house leads from the
material to the spiritual, furniture painted with popular
engravings, which are images of heroes or saints, from the latter
to the icon or icons of the «red corner», and from there, to the
light of the little suspended lamp that burns like a silent
oration. Upon entering these houses, which he describes as
«magical», Kandinsky feels surrounded with painting; he has
entered into painting. He discovers that it is possible to inhabit
painting. He realizes that it is the same feeling that animated
him when he was in Moscow’s churches, especially in the
Dormition Cathedral in the Kremlin. «It was probably through
these impressions, rather than in any other way, that my further
wishes and aims as regards my own art formed themselves
within me. For many years I have sought the possibility
of letting the viewer ,stroll“ within the picture, forcing him
to become absorbed in the picture, forgetful of himself.?»

But Kandinsky’s most important source of inspiration is
in dreams, the prophetic vision, and sometimes even delirium,
like the one he experienced when typhus struck him, and which
gave him a glimpse of the theme of Composition II, devoted
to the mystery of the salvation of men. Pictorial art, heir to the
tradition of the icon, has a prophetic vocation according

! Kandinsky, V. Reminiscences, op. cit. P. 368—369.
2 Ibid. It is the author who emphasizes.
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to Kandinsky, who believes in visionary prophetism,
a fundamental fact of the biblical tradition in which God
manifests itself in the form of dreams or visions. He therefore
pays particular attention to these dreams and visions, which he
transcribes into his poems or puts into form in his pictorial
work. For him, the artistic creation has the function of putting
things in order, of deciphering the vision through this exercise
of wisdom, which is the composition. Kandinsky’s main vision,
that of the end of time, is that on which St. Isaac the Syrian, one
of the greatest masters of the philocalic tradition, recommends
one to concentrate his or her meditation after meditating on
nature. It is thus the twilight on the city of Moscow, the
metaphysical image of the Last Judgment, which is the
dominant theme of his work, as the 1913 book of his spiritual
autobiography, the album Resonances/Sounds (Kldnge / Zvuki)!
or the cover of On the Spiritual in Art two years later.

Elements and Instruments of Artistic Creation: The Synthesis of Art
and Science

Initially, the book Point and Line to Plane, a Contribution
to the Analysis of the Pictorial Elements, published by Kandinsky
in 1926 at the Bauhaus, was to be entitled: «Treatise on
Harmony in Painting» with the subtitle: «Treatise of the
Composition». The objective Kandinsky sets himself in this book
is to study the materials of artistic creation, the nature of which
is different for each art, but whose resonances are identified
from the contrasts of the vital tensions that define them and
which lead to Trinitarian systems. The resonances of the

! Also translated «Sounds», see Complete Writings on Art, P. 291—339.
Kandinsky had planned a Russian version of this album under the title
Zvouki, but this project could not succeed. We must salute the fine work
of Boris Sokolov who has managed to producethis Russian version:
Kandinskij, V. Zvuki [Résonances]. Moskva: Kuckovo pole, 2016.
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elements in the various forms of art, painting, music, and poetry
are in correspondence. This study allows us to identify the
different modes of construction and composition of the work.
Kandinsky reaches in it the peak of his theoretical thinking:

One of the most important tasks for the incipient science of art would
be a penetratig analysis of the whole history of art. On the one hand, it
should examine the elements of art, the methods of construction and
composition employed at different times by different peoples. On the
other, it should seek to determine the nature of growth in each
of these three areas — the path by whitch enrichment was achieved, at
what pace, and the necessity of its attainment — as well as how the
development of art probably occurs in fits and starts, representing
perhaps in the whole history of art a definite line of development —
possibly an undulating line. The first part of this task — the analytic
part — verges on the tasks of «positive» science. The second part — the
manner of development — verges on the tasks of philosophy. Here is
tied the thread of order that runs through human development
generally.!

In this statement, Kandinsky confirms the idea that art is
not only the paradigm of human action, but that, as it were, it
plays a role at the scientific level in the field of anthropology,
which is equivalent to that of mathematics in the natural
sciences. The explanation of this astonishing privilege lies
in the fact that artistic creation is the privileged place
of a radical shift. The qualitative evaluation, which is the
register of the absolute, replaces the quantitative one, which is
the register of the relative. This qualitative evaluation is
guaranteed in its relation to the absolute of truth, justice and
beauty, by the fact that it is based on the knowledge of the
heart, a kind of knowledge that opens to the infinite source
of things and beings. We can then leave the limits of art and
reach fundamental unicity:

! Kandinsky, V. Point and Line to Plane, in: Kandinsky, Complete
Writings on Art, op. cit., P. 535.
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The examination should proceed with painful, pedantic precision. This
«tedious» path should be measured pace by pace — not the tiniest
change in the substance, in the qualities, or in the effects of each
individual element should be allowed to escape the attentive eye. Only
by a process of microsopic analysis will the scence of art lead an all-
embracing synthesis, wich will ultimately extend far beyond the
boundaries of art, into the realm of «union» of the «<human» and the
«divine».!

The initial task of the science of art is to identify the
resonance of the elements. Kandinsky found the double nature
of the elements.? The element materializes the interior content
to which it is precisely related through its own nature. If the
content of art were external, the element would only contribute
to the mimetic illusion: it would amount to a boring repetition
of external reality, of the objects of the world. It would be
a dangerous repetition too, because it would obscure the true
content, it would prevent it from finding its external form. It is

! bid. P. 537.

2 We know that the elements of art have a double nature. Thus, colors,
shapes or sounds have an external nature associated with the
appearances of things. Yellow can evoke the acidity of the lemon or the
heat of the sun, a shrill sound, a warning signal, etc. But these same
elements also have an inner nature, which is accessible to us when we
open ourselves to the spiritual capacities of our own senses. At that
moment, a vital dynamic emerges, the inner resonance of the elements,
which constitutes the language of the soul, which the artist uses. In his
theoretical observations, Kandinsky thus releases the inner resonances
of colors, point, lines and shapes, as well as those of the «basic plane»
(Grundfldche), which is the support of the image. He also relates them
to the elements related to the other senses, in particular the musical
elements. In his pictorial, poetic and scenographic work, as well as
in his work as a teacher, he never stops to explore these inner
resonances and their relationships, putting them to the test of his
experience, that of his pupils and that of the public.
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not external coherence that can account for the resonance of the
elements for the soul, but inner necessity. The pure element
of art materializes the pure and eternal Artistic, in the same way
that the objects of the world beyond themselves refer to a single
common principle: Creative Divine Wisdom. The resonance
of the elements is based on the internal and vital dynamic,
which connects them. This dynamic, which turns out to be
Trinitarian,! is the leading thread of color theory, point and
form theory, and basic plane theory (plane-person, two-
dimensionality, and diagonal structuring).? This true ontogeny
of the basic elements of painting lays the foundation for the
correspondence of the elements, the basis for the synthesis
of the arts. This correspondence shows the genetic unity of the
elements and the link between artistic creation and Trinitarian
Wisdom, which defines the laws of life.

The next task of the science of art is to define the
construction of the work. Construction is the organic
combination of elements. It makes the different parts become
alive through the whole. In fact, if the artistic creation was
limited to the internal resonance of the elements alone, art
would remain at the stage of mere delight. But construction
makes of the work a whole that is not a mere addition
of resonances, but one which takes its meaning in the
confrontation of the elements. Thus, the resonances meet either
in a unified, or in a contrasted way. In the first case, the
construction of the work is a lyrical harmony; in the second

! Thus the theory of colors brings together two ternaries: blue, yellow,
green; red, orange, purple. The theory of forms, all derived from the
point, opens on the square ternary, triangle, circle. For each element,
a spiritual resonance emerges from the observation of the tensions or
the internal dynamics of the element itself. In this regard, cf. Sers, Ph.
Kandinsky, philosophie de I’art abstrait. Op. cit.

2 Ibid.

174



case, it is a dramatic harmony. Construction thus juxtaposes the
elements in their vital tensions.

The achievement of the science of art is composition.
In Kandinsky’s theory of harmony, composition plays an
essential role.! Indeed, the construction itself can lock the work
into the vertigo of systematization, from simple postulates. And
Kandinsky has repeatedly expressed his fear of falling into the
«decorative». As for composition, which is inspired by inner
necessity, it completes the work: it forms the «all that one
names painting (tableau)». Starting from the common life of the
elements simply confronted to one another in construction,
composition establishes harmony through the «conformity with
spiritual laws». Thus, while construction is a combination
of living elements, composition is a search for their internal
logic, which aims to bring together isolated forms into
a harmonic unity that reveals their meaning, which makes
sense. In composition, artistic creation comes close to Divine
Wisdom, it joins it in the best case.? Kandinsky writes in On the

! The term «composition» has two different meanings in Kandinsky. He
uses it first when he distributes his paintings into Impressions,
Improvisations and Compositions: Impressions are notations from the
outside world, Improvisations come from the inner world and
Compositions combine both. In a broader sense, to compose for him is
to unite, in a set organized according to meaning, what human
experience otherwise presents as a disorganized succession.
Composition is thus an instrument of the unveiling of meaning: it is
the reordering of the elements according to the meaning aimed at
offering the viewer or the listener a decisive and sensitive experience
of the truth.

2 This is the reason why the artist has only painted ten «compositions»
(in the first sense of the term). Composition manifests the logic of the
creation of the world. In his «brilliant» period, from 1908 to 1912,
Kandinsky created his apocalyptic compositions. In his non-narrative
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Spiritual in Art: «Color, which itself gives materiality
to a counterpoint and contains infinite possibilities, will lead,
together with drawing, to the great pictorial counterpoint, will
be completed by reaching the composition and, having truly
become an art, will serve the Divine.3

Spiritual experience as epistemology

In On the Spiritual in Art, Kandinsky cites the Gospel parable
of talents.* This parable is given by Jesus to make his disciples
understand the need to bear fruit from the gifts of grace.” In the
St. Jerome’s commentary, talents take on a very rich meaning.
The unique talent, buried or put in a cloth by the lazy servant
who refuses to make it fructify, represents the solitary, necrotic
or self-glorified reason, and thus remains unproductive. The two
talents, which the second servant redoubles, represent the
intelligence of faith and works, which are doubled between the
old and the new Covenant. The five talents given to the first
servant and who brigns back five others are identified as man’s
five senses, whose power is redoubled by their spiritual opening.
The spiritual opening of the senses is a familiar theme in the
Fathers of the Church. Thus, the bodily eye opens to the visual
revelation of spiritual realities.

Eastern Christianity, and in particular the monachism of the
philophilic tradition, which has considerably influenced Russian
thought, bears witness to the mystics who attain this type
of vision, by literally taking the sixth Beatitude of Matthew’s
Gospel: «Happy are the pure hearts, for they will see God.»® For

period, after 1914, he tells us about possible worlds and beings, what
science cannot show us, but that art is capable of imaging.

5 Kandinsky, V., On the Spiritual in Art, op. cit., P. 173.

4 Cf.: Ibid., P. 177.

S Mt. 25, 15; Lc. 19, 12.

6 Mt. 5, 8.
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the Fathers, this announcement is not metaphorical, it is an
indication of the experience to be realised because it is possible
to reach the vision of God in the form of light, when the heart is
pure and the soul in peace. Like Florensky, Kandinsky remains
in a scientific state of mind in the face of the question of the
metaphysical image and the spiritual experience. His writings
show that he advances in a very methodical way. He explores
things in two stages: first, he notes the occasional experience
that led him to discover unsuspected possibilities. As a result,
he conducts a verification experiment to confirm the possibilities
that have been identified and to define the conditions that allow
them to be open to artistic creation.

This is how he explores, for example, the resonance of the
elements. He underwent early (occasional) experience whereby
he felt that the colors coming out of the tube were like living
beings. In Reminiscences Kandinsky says that after saving for
a long time at the age of thirteen or fourteen, he had managed
to buy a box of paint. He had then felt, by opening the tubes and
seeing the colors coming out of them, that the latter were real
beings available for «necessary incarnations» on the canvas.
Colors have a mysterious existence: they are «beings», «living
in themselves and for themselves». This experience is
fundamental: interiority can be represented in painting because
the very element of painting has a personal existence and an
inner resonance: the color is not only required in the painting
to simulate the appearance of things, it has a life of its own and
speaks to the soul independently of any definition, which is
demonstrated by this episode of «playful» colors coming out
of the tube.

The occasional experience in this case is an event,
a coincidence!, and which makes one aware of an unexplored

! Chance plays a large role in Kandinsky’s philosophical and creative
journey, and he welcomes it as «that nothing from which everything
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reality. Here, Kandinsky discovers that there is a being of colors
that connects them to the Being of the world. But this could
remain a fleeting impression that would quickly forgotten
without the continuation of the auditory experiments, which
will confirmed the discovery by establishing the character of the
life of the elements. These observations are presented in his
great theoretical texts, in particular On the Spiritual in Art and
Point and Line on Plane.

Kandinsky’s theory of art is by no means an intellectual
construction. The story of his accumulated experiences confirms
this basic discovery. He describes the tension of the elements as
he experienced it. He submits them to an inner evaluation, fruit
of a special attention, neptic attention?, which is in the great
tradition of hesychasm. Thus the vital tensions of heat and cold
will animate the theory of colors, accompanied by the

can come out» according to Kierkegaard’s formula, which considered it
a «wink from eternity to time». Various episodes of his life attest
to Kandinsky’s interest in a meaningful kairos, as evidenced by his
poems and his own testimony, for example when he is confronted
by a picture of him lying on its side, which he does not recognize, and
to which he suddenly find a strange beauty (Cf.: Kandinsky, V.
Reminiscences, op. cit., p. 369). This welcoming of chance makes the
artist a precursor of Dada, whose foundation by Hugo Ball in Zurich
in 1916 is marked by a tribute to Kandinsky.

2 Neptic attention is an attention based on sobriety, conceived both as
purification and as mastery of the senses towards the Spiritual. The
neptic paradigm can be defined as the shift that opens the soul to new
dimensions of existence as a result of this purification, of this
renouncement that separates man from the illusions of the world. The
neptic paradigm is at the basis of On the Spiritual in Art because it is the
condition of all spiritual experience. It is a movement that leads to the
release of circumstantial elements to welcome and live the event, the
meeting of the Being.
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movement of black to light. In the same way, the observations
on the point, the origin of all the forms, are visibly enriched
by a meditation on the Planck era, as the rumination of the birth
of life in his Parisian compositions relates to the observation
of nature’s micro-organisms.!

The second example of the transition from an occasional
to a verifying experience concerns the question of the synthesis
of the arts. Initially, Kandinsky recounts a synesthetic
experience he experienced during a performance of Richard
Wagner’s Lohengrin.? The music made him see mentally «his»
colors, those of «his hour» (that of the sunset over the city
of Moscow). The colors were «in front of his eyes», while «Wild,
almost crazy lines» were outlined in front of him. He finds that
achieving «one’s time»® is possible in music and concludes that
it must be possible in painting. Art is able make the whole being
vibrate, because it is a place of communication with the soul, as
soon as it begins to speak the same language through the
elements — as here, the sounds.

The verifying experience will see the correspondence of the
elements confirmed. Recall that for Kandinsky, the yellow —
red — blue ternary, which is at the core of color theory, comes
close to that of the acute — right — obtuse angles, which leads
directly to the ternary of the basic surfaces. This kinship is
important to Kandinsky’s thinking. The ternary of colors is
a kind of hidden model of human sensitivity in terms of inner
resonance. The action of Creative Wisdom, for Kandinsky as for
Florensky, unfolds in a Trinitarian way. And this is certainly
what allows Kandinsky to affirm that, as a corollary to the

! Kandinsky’s library contains several illustrated scientific works on
the subject which have obviously served as a basis for this meditation,
or in any case, have confirmed it.

2 Cf.: Kandinsky, V. Reminiscences. Op. cit., p. 364.

5 Ibid.
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principle of the correspondence of the elements, there exists
a principle of transposition, which allows any phenomenon
of the external or inner world to find its linear expression. Art
thus acquires its status as an instrument of knowledge that
flourishes in the synthesis of the arts as an organic whole. It is
important to note that, like Florensky, Kandinsky sees the
model of the synthesis of the arts in Christian liturgy, more
particularly, in that of the Orthodox tradition.

Kandinsky’s solution is revolutionary.! His conception
of the synthesis of arts, and the notion of metaphysical art are
based upon it, because the ternary structuring of the elements
he proposes makes it a deployment of the Trinitarian Wisdom
announced by the Russian mystical tradition as the structure
of Creation.? This is how the creation of a work is truly
analogous to the creation of the world.

A third example concerns a qualitative shift, that is, the
transformation from a quantitative appreciation of reality
to a qualitative approach, a transition from the relative to the
absolute, which is the real artistic metanoia. Kandinsky’s casual
experience takes place during a study trip to Northern Russia.
He meets peasant houses of the province of Vologda, in which

11t is impossible in this presentation to develop the richness of the
Kandinskian solution in all its magnitude. For the relevance
of Kandinsky’s correspondence of the arts, we refer to our edition
Kandinsky W. Point et ligne sur plan, Paris, Gallimard, 1991 P. 89—
90 (in particular our notes 18 and 19).

2For Florensky, the number three, which characterizes the absolute
of God, is peculiar to beings as a fundamental category of life, it is the
most general characteristic of being. The triune number of divine
hypostases can not be deduced. It is an « infinite fact». It is not
a consequence of our conception of God, but a content of the very
experience of divinity in its reality superior to reason. It is given as an
element, an aspect of the infinite fact that structures reality.
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he enters with great emotion. The young man has the
impression of entering painting. The variegation of painted
furniture erases their materiality and attenuates their
functional character to form a pure pictorial universe. The
popular images, the loubki, which cover the walls, remind him
of the legendary myths and tales of his childhood, his eyes are
attracted to the icons of the «red corner», the beautiful corner.
They attest to the veneration of a divine presence manifested
by the light of the little traditional lamp, lit in front of the holy
representations. The pictorial world becomes a habitable place,
oriented towards the «divine». This experience is fundamental.
The very architecture of these peasant houses, which he calls
«magical homes»! becomes immaterial, fails in front of the
pictorial motley that encircles it, in which he immerses himself
and opens his mind to another journey, a passage to the
Kingdom of God. It is a route that leads to the light through
a reordering, a hierarchisation of things and life. The material
world is rocking and unveiling the path to the absolute and this
shift is effected in and through the pictorial universe.

The verifying experience in Kandinsky occurs through the
creative process, of which he finds the fulfillment
in Composition. In the account he gives of the genesis of his
Composition VI, carried out in 1913,2 the shift is made explicit.
The painting deals with the deluge. At first, he paints
a somewhat anecdotal picture under glass 1, in which he enjoys
representing some popular or fanciful forms, close to what he
did in the Bagatelles series, and which accompany the serious
elements: men and animals engulfed in turmoil. Then,
dissatisfied, he creates an oil on canvas in which the motif
disappears in favor of its «inner essence». The vision of the
Flood becomes a vertigo experienced when faced with a whirling

! Kandinsky, V. Reminiscences, op. cit., p. 369.
2 Ibid.
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movement of sorts that sucks the viewer into the abyssal dephts
of an agonizing void.!

But he is still not satisfied, and that is when the final
composition emerges in his mind. In Composition VI, we observe
the unleashing of cosmic forces, with an accentuation of the
abyss that transpires in three or four places on the periphery,
but also and especially, in the center of the painting. It becomes
a frightening abyss, of a depth that one feels unfathomable and
formidable. Above the abyss and the snake, whose figure is
preserved in the composition, the painter installs a zone
of divine protection, which is like a kind of reassuring luminous
flotation (what he calls the atmosphere of the Russian steam
bath), from which one can read in a very subtle way the shape
of the ark, which is transported there. The shift then occurs
from the circumstance to the event, from everyday experience
to the senses, and from time to eternity.

The lines of construction of the Composition VI work carry
everything in a concentric movement that ends at the point
marked by a lightning above and to the right of the serpent-
dragon’s head. This is the concluding point of the centripetal
dynamics of the painting, in this precise place where the
characters and the animals drowned by the Flood will sink into
the abyss, like the lion and the man who overhangs it. The
dynamic, very attenuated in Improvisation, is, on the other
hand, very powerful in the fixed under glass, which is an
Impression, and especially in Composition. At this point,
bifurcating toward the center, the ark of the righteous will be
able to enjoy rest in God. This place, where the ultimate
eschatological shift is made, is thus the place of meaning: man’s
choice between vertigo and salvation, abyss and confidence,
nihilism and inner law. Impression thus represents the spectacle
of heavy material appearances, of circumstances surrounding

1 bid. P. 385 sq.
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the event. Improvisation represents the inner, vital experience
that takes the viewer beyond himself. As for Composition, its
challenge is to show meaning through appearances. It is the
latter that properly speaking constitutes the metaphysical
image whose relevance is based on the experience of a shift:
that of from appearances to the senses.

By way of concluding, let us quote Kandinsky’s most
determining discovery. It is provoked by his synaesthetic
experience, which we have already mentioned, and it gives the
keys to the synthesis of the arts. This experience is that of the
vibration of the soul. Kandinsky noted in his experience as
a painter and musician that the soul is receptive to certain
resonances, which makes it vibrate. Such a vibration brings
certainty that the means of nature or art have attained their
goal, which is to say, the human soul. The resonances
in question here are harmonics developed from certain basic
sensory tones. These tones, which are visual, auditory or may
still concern the other senses, are emitted by nature or
by artistic activity (in the broad sense), of which «the means are
equivalent», «so great, so strong».!

These resonances of the elements of nature and art are the
material of a «language of the soul», whose mode is intuition
and which leads to the knowledge of the heart. Thanks to these
resonances, there is a very special encounter with the life
of beings and the world. Through the spectacle of nature and
everyday life appears the primordial and benevolent Wisdom,
the organizer of the world, which artistic composition can
express, even outside of any figuration. In art, the inner
structure of this reality is manifested through elements, colors,
shapes, sounds, etc., animated by tensions and vital dynamics.

The occasional experience of the vibration of the soul is
therefore good for him in front of the sunset over the city

! Ibid, P. 360.
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of Moscow:

The sun dissolves the whole of Moscow into a single spot, which, like
a wild tuba, sets all one’s soul vibrating. No, this red fusion is not the
most beautiful hour. It is only the final chord of the symphony, which
brings every color vividly to life, which allows and forces the whole
of Moscow to resound like the fff of a giant orchestra. Pink, lilac,
yellow, white, blue, pistachio green, flame red houses, churches, each
an independent song — the garish green of the grass, the deeper
tremolo of the trees, the singing snow with its thousand voices, or the
allegretto of the bare branches, the red, stiff, silent ring of the Kremlin
walls, and above, towering over everything, like a shout of triumph,
like a self-oblivious hallelujah, the long, white, graceful, serious line
of the Bell Tower of Ivan the Great. And upon its tall, tense neck,
stretched up toward heaven in eternal yearning, the golden head of the
cupola, witch among the golden and colored stars of the other cupolas,
is Moscow’s sun.

To paint this hour, I thought, must be for an artist the most
impossible, the greatest joy.!

The verifying experience is of the order of the «transfer
of evidence».? Kandinsky shows its development in the only

! bid.

2 We define this process of transfer of evidence as follows: «A complex,
paradoxical and elusive reality — since it is of the order of vital
experience — can be brought to light by a process of transfer. This
transfer proceeds from representation, that is to say, that the reality
of the phenomenon in question is made to unfold itself, to present
itself anew to experience, but in another form, which presupposes that
it is brought back to its essential features. The reduction of a complex
reality to its simple elements and its redeployment in a directly
accessible form — because freed from the scrambling of the
emotional — are the basis of the process of testing the truth in the
transfer of evidence. It is the very principle of composition that leads
to the system of the transfer of evidence. The composition as
a reordering is intended to lead to an unveiling of meaning. From there
springs the idea of moving from a composition imitating reality to an
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synthetic work by him, to which we have access, the 1913 album
Resonances (Klinge).® This transfer is equivalent to a reordering
of vision, made possible through spiritual likeness. It is the
culmination of the spiritual opening of the senses. Concretely,
as during the elaboration of Composition VI, the artist’s gaze is
initially focused on the elements of the world and the events
of its existence and seeks to discover their spiritual resonance.
They are then the object of a real transfiguration. We see it
in his poetic as in his pictorial writing, since the album
confronts Kandinsky’s poems and his woodcuts to one another.
These latter are not illustrative. There bear all the major themes
of his pictorial meditation on human destiny: the Flood and the
story of the people of God, the fulfillment of the figures
of holiness through baptism, the collapse of the City of Men and
its replacement by the heavenly Jerusalem, the unveiling of the
mystery of salvation with the central and omnipresent theme
of the Great Resurrection. Kandinsky’s engravings popularize
the themes of his large paintings.*

Together with these, the artist’s poems present us with
everyday experiences, dreams, or short fables, narratives that
correspond to an uninterrupted meditation. The leading thread
of this writing is the unveiling of meaning through inner

organization that would function in a similar way to it. Effectively, and
thanks to this displacement, it becomes possible to focus on the
essentials» (Sers, Ph. La Révolution des avant-gardes, 'expérience de la
Vérité en art. Paris: Hazan, 2012. P. 163).

5 Cf.: Sers, Ph. Résonances: Kandinsky et la nécessité intérieure, Paris,
Hazan, 2015 (accompanied by a facsimile reprint of the album Kldnge
of 1913 and with the unpublished translation of the poems by Philippe
Soupault). See also the english translation: «Sounds» in Kandinsky, V.
Complete Writings on art, op. cit. P. 291—339.

4The reader will find the demonstration of all these points in the
quoted text, which accompanies the facsimile.
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experience, the exercise of attention and the discernment
of signs up to the ultimate revelation. Poems feed on tales or
mythical elements. For Kandinsky, the meeting of poems and
engraved woods, therefore, responds to the need to live
completely the raw dream and the confused life of men
in poems, and to live the image as a clarification, an instrument
of discernment.

Kandinsky’s account is based on a transfer of evidence: the
experience of life, arising from the flow of circumstances,
appears to him as difficult to grasp in its real meaning. It can
become so through a transfer made in the composition. It is the
transfer from one kind of concrete to another, from a material
experience to another analogically identical material
experience. But the artistic composition allows access
to meaning because it reorders. It is a transfer by re-
presentation, that is to say that the reality of the first
phenomenon is made to unfold, to present itself again
to sensible experience, albeit in another form. When the sunset
over Moscow becomes an artistic composition, this presupposes
that the elements that constitute its spectacle are reduced
to their essential resonances so as to find a place in the
composition. It is the root of abstraction, which is a call for
interiority. The pictorial abstraction is not abstractio ab, but
abstractio ad. This is why Kandinsky, Doesburg and Kojéve
prefer the term concrete art. Abstraction is not a forgetting
of the real, but the opening to Being, this opening to which art,
taking over from metaphysics, is called. The reduction
of a complex (vital) reality to its simple elements and its
redeployment in a directly accessible form — because freed from
the scrambling of the emotional — are the basis of the process
of testing the truth, of this opening to Being, in the artistic
composition. Kandinsky’s meditation on the Last Judgment
provides the best example of this, since it makes his whole soul
vibrate.

Kandinsky’s main vision is that of the end of time, the one
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on which St. Isaac the Syrian, as we have seen, recommends
to concentrate one’s attention after contemplating nature. For
Kandinsky the sunset over Moscow is the metaphysical image
that opens the passage between the contemplation of the works
of Wisdom and the prophetic or apocalyptic vision. In this, he
validates all his theory of inspiration, formulated in terms
of «inner necessity». In fact, the recurrent criticism of the
prophetic inspiration, which goes from Spinoza to Freud,
focuses on the idea that the prophet is the victim
of a misguidance, of a hallucination that feeds on the subjective
imagination of the Prophet. Now, the prophetic dream or vision
are radically different from the hallucination in view of the
coherence of their object.

Kandinsky’s childhood was marked by a dream that
accompanied him all his life. He told it:

What is a dream? Neither positive science, nor that which deals with
supra-sensible things, can offer a definitive answer to this question. As
far as I'm concerned, I know that a dream can shed light on the rest
of a life and constitute in this or for that reason a determining force in life
[...] At four or five years old, I had a dream that showed me the sky and
which, even today, as a mere memory, captures me with a force that
has lost none of its intensity. It seems to me that this dream has given
me over time the faculty of distinguishing between the physical and
the spiritual, of feeling the difference (= autonomy of two elements
in existence) and of living it effectively, and now to feel the spirit as
a nucleus in the body envelope which is partially foreign to it, partly
determined by it for another inhibited by it.!

Kandinsky returns several times to the question of dreams
or even of delirium.? For him, two elements are indissolubly

! Kandinsky, W. Die gesammelten Schriften / Bern: Benteli, 1980. P.
166. It is we who emphasize.

2 As we saw, he recounted that the delirium brought about by typhus
inspired him for the series of paintings which led him to the
apocalyptic representation in Composition II, 1910.
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linked in the artist, the first is «an inner world, that is to say, the
ideal, the dream of the artist and the call of the dream that
wants to be concrete reality», and the second «the form required
to answer this call, only to him and the instruments of this
realization: lines and colors of personal inspiration». And he
writes that he lived in his childhood «hours of inner thrill,
of confused nostalgia, which imperiously requires from you
something incomprehensible, which during the day oppresses
the heart and makes the breath superficial, fills the soul with
worry and at night makes us live fantastic dreams, full of terror
and joy. Like many children and adolescents, I tried to write
poems that I tore up sooner or later. I still remember that
drawing put an end to this state of affairs, that is to say, that
I lived out of time and space, so that I also lost the feeling
of myself.»!

In his testimony can be read the strength of the dream and
the prophetic, mystical or even delirious vision. But the most
important is the relationship between these sources
of inspiration and his poetic or pictorial creation. The
composition puts an end to its distressing anxiety because it is
a reordering according to meaning, that is to say that it checks
the coherence of the vision. Kandinsky attaches extreme
importance to composition, because in so doing, it eliminates
the Spinoza’s and Freud’s suspicion, when they considered the
prophetic vision as a hallucinated perception; indeed, what
characterizes the hallucination is that it is purely imaginative
and that there is no reality at its source.? All the work

! Kandinsky, V. Reminiscences, op. cit., P. 364.

2 In this search for the verification of the prophetic vision, it is possible
that Kandinsky is driven by a kind of personal urgency: to avoid the
temptation of suicide that his older cousin Viktor Kandinsky gave up at
the age of forty (1849—1889), which helped to define the Kandinsky-
Clérambault syndrome. Viktor Kandinsky, a victim of hallucinations,
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of composition is to determine the order of meaning, that is
to say the coherence of an organized whole, as a revelation
resulting from transcendence.

If poetry and painting are of the same nature, they have
different functions. Kandinsky’s soon destroyed his first poems,
because they were only the witness of his confused nostalgia,
probably revolving around his teenage ego, while the drawing
put an end to this confusion, helped him to overcome the inner
turmoil of restlessness, rendered even more unbearable through
the demand that accompanied it, and which had no object, no
identifiable purpose. The drawing offered him a solution, he
says, allowing him an exit «out of time and space» and
a discovery of the universal. Kandinsky describes here the
movement of inner necessity, which he will define in On the
Spiritual in Art as a dynamic leading, through the person of the
artist, beyond space and time, towards an artistic universal. The
place of communication of the soul, the inner necessity being
«the principle of effective contact with the human soul». And if
drawing represents the solution, it is good that it is
a reordering, which operates through composition. He writes
that the image «is not a literary narrative, but the sum of the
indescribable lived realities, from which the work originates.
This experience belongs to a world inaccessible to literary
»~means”. It can only see the light of the day thanks to art
without words, that is to say, through the means of expression
proper to this kind of art.»®

Art is therefore considered to carry a theurgical mission, it

had published a book in German to distinguish them from pseudo-
hallucinations based on real content. But, suffering more and more and
fearing madness, he ended up by putting an end to his life by taking
a massive dose of morphine.

3Kandinsky, V. «On the Artist», Stockholm. Février. 1916, in:
Kandinsky, Complete Writings on Art, op. cit., P. 407.
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is a form of the Logos. Kandinsky remains imbued with these
ideas when he wants to create «an art that will serve the
Divine.»! If for Heidegger, artistic activity is called upon
to relay metaphysics, it is because the latter has sank into an
oblivion of being, in a movement that ends in technique
of boarding and appropriation of the world. We can therefore
say that it is for two reasons that art takes over, on the one
hand, in a process of vital experience of the Origin of things on
the basis of the traces and signs that are given by It or even
in relation to the manifestation of this Origin of things, on the
other hand, as we shall see in the specific process
of composition, in its shift from exteriority to interiority, and
from appearance to meaning. It is this qualitative shift that
allows the jump out of the metaphysical impasse of the
forgetfulness of being.

Kandinsky admirably embodies this type of concern and
research. At home, in the process of composition, the verifying
vocation of art is established. Since the hypothesis
of hallucination is discarded, the spiritual reality of inspiration
is imposed, and art intervenes as a verifying instance. As for
pictorial abstraction, it is a withdrawal of external appearances
that allows a neptic kind of attention, focused on the meaning
of things, that is to say, their link to the origin: the fruition
of the gifts of God in the nature and the unfolding of His
benevolent self, which is revealed in the Promise of Salvation.
Thus Kandinsky’s central theme is the beauty of nature and the
announcement of the Great Resurrection, summed up for him
in the decisive sensory experience of the revealed Truth, that
of the Salvation of Humanity that he experienced from the
sunset over the city of Moscow.

! Kandinsky, V., On the Spiritual in Art, op. cit., p. 173.
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AHTAHAC AHJIPUSTYCKAC!

®OYHIAMEHTAJIBHBIE ITPYHIIUIIBI
TPAIULIIOHHOM APABO-
MYCVYJIbMAHCKOH 3CTETHUKU

U CUCTEMA BAJKHEMIIINUX UCKYCCTB

A6cmpakm

Apabo-MycynbMaHCKast 3CTETMKA 3apoauiIach Ha cThike BocToka u 3a-
1ajia, BBIMOJIHSSI VICTOPUUYECKYI0 MMCCMIO COeIMHEHUS] KY/IbTYpPHBIX,
3CTeTUYECKMX U XYHOXKeCTBEHHBIX TPAIMINI PA3HOPOLHBIX IVIBUIIN-
sanumit. OHa BIMTaja B CeBsl 3CTETMUECKME MAEM SJUIMHCKOTO MMpa,
UYeNCKOM, erurneTcKoi, MecoroTaMCKO, MepCUICKOi U MHANIACKON
KYJIBTYD, @ TaKKe HeKOTOPbIX CTEITHBIX HAapOJOB, CKPENMB MX TPaju-
LMOHHBIMM 3CTETUYECKMMM TIPEACTABIEHUSIMM TIOJTYKOUEBBIX apaboB.
Apabo-mMycylbMaHCKasi 3CTeTHKA OTIMYAETCs] OT MHOUIACKOM, KuTaii-
CKOJ4, SITIOHCKOJ, IpeBHerpevYecKoii 1 3anagHoi 3CTeTUYeCKUX Tpagu-
umit 6omee y3kuM pedieKCMBHBIM OMAra30HOM CUCTEMbI MCKYCCTB
¥ OIHOBPEMEHHO C 3TUM — CUJIbHEMIINM BiusHMEeM (GyHIaMeHTalb-

! Aumanac Andpusyckac pogwics B ropone Kaynac (JIutsa). AkameMmuk
JINTOBCKO# aKaJieMuy Hayk, Mpodeccop ryMaHUTAapHbIX HAyK (IO MPo-
dumio «ucTopusa punocodun»), 3aBeAyOLUNI OTAEIOM KOMIApaTUBM-
CTCKOJ KyJIbTYpOJIOTMM JIMTOBCKOTO MCCIE€[0BATENIbCKOTO MHCTUTYTA
KYJBTYPBI, Tpodeccop BUIbHIOCCKOI XyIOsKeCTBEHHOI akalieMuu, rpe-
3uAeHT JIMTOBCKO 3cTeTuYecKoi accounanuu. YieH MexxnyHapogHOro
pemakIMoHHOro coBeta. PasBepHyTast 6uorpadudeckas cripaBka rmome-
mieHa B AU. Vol. 2 (2). 2018. HacTosiuit mepeBof, BbITIOJTHEH aBTOPOM
¢ aHmniickoro opuruHaina. E-mail: aandrijauskas@gmail.com
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HBIX OCHOB MIEOJIOTMYECKUX MTOCTYIaTOB KopaHa Ha 3cTeTMyeckoe co-
3HaHMe. ITO U OGYCIOBUIIO OCOGYI0 MEpapXMI0 MCKYCCTB VMCIaMCKOI
[MBUIN3AIMY, B KOTOPO# BeyIllee MeCTO Ha MPOTSKEHMM PasIMUHbIX
SBOJTIOIMOHHBIX TIEPMOOB B PA3HbIX PErMOHAX 3aHMMAaIX TPU Buaa
MCKYCCTBA — TI033MsI, KAUTUTPAbust ¥ apxUTEKTypa, B TO BPEMS Kak
OCTaJIbHbIE MCKYCCTBA, HECMOTPS Ha MX Ba)KHOCTb, B OCHOBHOM GbUIN
BBITECHEHbBI HA BTOPOII TUIaH.

Knwuesste cnoea

Wcnamckast KylIbTypa, apabo-MycyJIbMaHCKas TPagUIMOHHAsI 9CTEeTH-
Ka, MpeKpacHoe, TapMOHMSI, MICIAMCKUE UCKYCCTBA, CUCTEMA MCKYCCTB,
apxuTeKTypa, Kayumrpadus, MMHMATIOPA, TI033Usl, My3bIKa, TPUKIIAI-
HOE MICKYCCTBO, OPHAMEHTAJIbHBIN CTPYKTYPaIU3M.

MHorue uccaegoBaTesn UCIaMCKOi Mian apabo-MyCyTbMaH-
CKOJM IMBWIM3AIMU BOCXUIIAINCh €€ HEBEPOSITHO OBbICTPHIM
paciiBeTOM U MpM3HaBaAM 3a Hell UCKIIOUUTeTbHOe MeCTO B UC-
TOPUYM MUPOBOJi KYIbTYPbI, GUI0cobUM, 3CTETUKU U UCKYCCTBA.
ITox BAMSITHMEM BOMHCTBEHHBIX apabCKuUX IJIEMEH, OCHOBAaHHAS
Ha HOBOVM Bepe MCIaMCKasi LMBUIM3ALMS pPacopoOCTpaHUIACh
no EBpasum u CeBepHoit Adpuke, or McmaHum Ha 3amaje
no HpoHesun Ha BocTtoke. Mciaam Bo3HUK B Hauase VII Beka,
HO CITyCTSI BCETO JIUIIb [IBa CTOJIETUSI CTaJl MUPOBOI penurnein
U BIIUSITENIbHBIM COIIEPHMKOM OCHOBHBIX penuruii bivokaero
Bocroka, Unguu u Kurtas.

B oTnuune oT pUMIISIH, TTIONABIINX MO/, KyJITYPHOE BIUSIHUE
IpeBHelt I'peliin mociie ee 3aBOeBaHMSI, CPAaBHUTEIbHO HEMHO-
TOUMC/IEHHBINI TOrma apaOCKuii Hapod CMOT HaBs3aTh Oojee
IPEBHMM HapoJaM C TIYOOKMMM KyJbTYPHBIMM TPaAULIVSIMU
CBOJ SI3BIK, CTaBIIMI CBSIIIEHHBIM U YHUBEPCAIbHBIM, KOTOPbBIN
BBITIOJTHSUT TaKylo ke pojib B apabckom Xamuare, Kak rpeye-
CKUI1 TIPU SJUTMHU3ME UK JIAThIHb B CpelHeBeKOBOIi EBporte.

Y>ke BO BpeMeHa MmepBOii MyCy/bMaHCKOl OUMHACTUu B Me-
IVHe apabbl CMOIM PACIPOCTPAHUTH CBOM TECHO CBSI3aHHbIE
C MCJIaMCKOWM penurueit 3aKOHbI Ha aKTMBHO IIO/ABJsieMble
MeCTHbIe KyJbTypHbIe Tpaguuuu. Ilociae mepeHoca CBO€N CTO-
Jibl B JIlaMack — BasKHEMIINi G/IMsKHEBOCTOUHBIN KyJIbTYPHBIN
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LIEHTP, HAYaJuCh WMHTEHCUBHBIE TIPOLIECChI B3aMMOZENCTBUS
MeXAY KyJbTYPHBIMM TPAAUIIUSIMU CUPUIACKOTO, TPEUuecKkoro,
€TUIEeTCKOro, eBpelickoro, BU3aHTUIICKOTO, IePCUACKOTO U Apy-
I'MX GIVKHEBOCTOUHBIX HapOmoB. ITpoliecc mepcuMaHu3aim ycu-
nucs, Korma cronuia Xanudarta nepemectmiack B bargan. Ilo-
cne npuHaTua Ucnama u KopaHa, yeii CBSIEHHbBIN SI3bIK CTall
roCyIapCTBEHHbIM, MHOTME TIOKOpeHHbIe apabaMy Hapombl
C JIpeBHENIMMU KyJIbTYPHBIMU TPAAULIMSIMU CTIM CO3UAATH
IIEHHOCTM HOBOJT apab0-MyCy/IbMaHCKO IIMBUIN3aLIUNA.

JcreTnka apabo-MyCyIbMAaHCKOTO MHupa pa3BMBaIACh
B ABYX OCHOBHBIX HarpaBjeHmsix: 1) dwmnocodckas screTuxa
" 2) UCKycCTBOBemyeckass 3cTeTuka. duaocodckas scTeTuka
6blJIa HAIPSIMYIO CBSI3aHA C pa3BuUTHEM (QMIOCOGCKOI MBICTN.
K VIII Beky mpo6iiema B3ayMOCBSI3M MEXIY 3HaHMEM ¥ Bepoit
y:ke 0003HAUMIaCh, M Jaske TEOJOTMUYECKM OPUEHTUPOBAHHBIE
IIKOJIbI peliaju ee, OTHaBasi MPUOPUTET 3HAHMUIO. B 1iemom,
Apabckumit xanudar oTmaBa IpeanoyTeHue 3HaHMIO B 60JIbIieit
CTeleHu, YeM 3TO Aenana cpemgHeBekoBas EBpoma. @aHaTtusm
apabCKoil TEOJNIOTUM BO MHOTOM MpPeyBeJIMUeH 3arafHoi JIUTe-
paTypori.

B VIII Beke B apabckoit ¢pmmocodckoit 3cTeTHKe MPOSIBUINCD
IIBé OCHOBHbIE TeHAeHIMN: 1) Hamyparucmuueckas (panbcada/
dbunocodust), opreHTUpYOILAsiCS HAa MOIENM paHHei (umaoco-
buu 1 Ha mocTVKeHMST 3HAHUS, U 2) cxonacmuueckas (Kajaam/
dunocodckoe paccyskneHyne), OpueHTUPYIONIASICS Ha CHEeKYJIs-
TUBHYIO Teojioruio. [locremoBarenyu 310l Gosee MO3MHEN TeH-
JIeHIIMN TI07arajanch Ha CUMBOMYECKU-aAJIJIETOPUYECKYIO U Tep-
MEHEeBTUUECKYI0 MHTepIpeTaluio peIurMo3HbIX TeKCTOB.
ITo mepe pacnpocTpaHeHus AaHHBIX upaeit B VIII Beke mosiBu-
Jlacb BIMSTe/bHAs IIKona MymaxkaiiumyH (OuanekTuueckas),
a 3 Hee HayaJla pa3BUBAThCS CBOOOIOMBIC/SIIAS LITKOJIA MyMmd-
sunumos (mu ‘tazilah — cemapatucr).

C X Beka yxe Apyroe HarpasieHue awapumos (Ash‘ariyah)
3aBOEBBIBAET IIPOYHYIO peryTainio. OHO 6bIJIO HA3BaHO B UECTh
OCHoOBaTess anb-Amiapu (ymep B 935 romy), yCTaHOBMBIIIETO TTE€P-
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BEHCTBO MpuuuHbl (aql) Hag penurnosHoi Tpaguiueit (naql).
CaMbIM BJIMSITEIbHBIM €0 IocjiemoBaTesieM ObLI anb-Tasainmn.
OCHOBHOJ XapaKTePUCTUKON TMepeuncIeHHbIX IIKO s16/1H0Mmcs
CUMB0IUMECKAS U a/1e20pUHECKasl UHmMepnpemayuu 0CHO8HbIX No-
noxcerduti Kopana. B acTeTMueCKuX KOHUEMIMSIX TEOJIOTUYECKOI
TeHAeHLMM Bcemorymmii (Annax) OTOXOECTBJSETCS C Cylle-
CTBOBaHMEM UM CTAHOBUTCS BaKHENIIel OTIIPaBHOI TOYKONM [JIs1
3CTeTUYECKUX CYKIeHMi. Tak MOSIBASIOTCS Takue BaKHbIe KaTe-
ropuu apabcKoii 3CTEeTUKM, Kak mkamMaib (jamal), T. e. umgeab-
Has 60kecTBeHHas KpacoTa, 1 axajat (jalal), T.e. 6oskecTBeHHOE
Besqnume. [laHHbIe KaTeropyuu, a Takke TapMOHMS U COBepIleH-
CTBO CTAaHOBSITCSI HE TOJIbKO OCHOBHBIMM CUCTEMOOPTraHU3YIO-
MIVIMM 3CTETUYECKMMU KaTeTOPUSIMMU, HO U QyHIaMeHTaTbHBIMU
KOHIIeIITaMy apabCcKOit 9CTeTUKN.

OtnpaBHOI TOuKOi 1yist pumocodckoit 3cTeTMKU apabos
CTaau 3CTeTUYEeCKue UOEeU IPEKOB, CUPUIiLIEB, TIEPCOB, UYEEB,
BU3aHTUILIEB, MHIYCOB U JPYIMX HApOAOB, HACESIOMMUX Xain-
dat. T'peyeckme M IIIMHCKME SCTETUUECKME TIPEICTABIEHUS
OOBIYHO PACIPOCTPAHSIUCH TOCPEAHUKAMU — CUPUIACKUMU
M nepcuackumy  mkonamu Tonpumiamypa (Gondéshapir)
B VpaHe. B To Bpems Kak MI€OJOTU XPUCTUAHCKUX JOTMATOB
OTPULIAJIM TIPUHIIUIIBI Tpeueckoit dwiocobun, YHUUTONKAIN
sI3pIYeCK/e TeKCThl, IpecyieoBaiM TpeuecKux MbICIUTeNeln
M 3aKpbIBaIM OMOMMOTEKM, SIBASBIIMECS IeHTpaMyu 3HaHU
(Omecca /489/ n Anekcaumpus /529/), paH cTaJl TJIaBHBIM IIPU-
OexuIIeM AJisI MHOKECTBA YMOB, CTPaHO, GIaronpusTCTBYIO-
e COXpaHeHUI0 TPEXHUX TPaaAULNit U 3apOXKIEeHMI0 HOBBIX
3CTEeTUUECKUX U XYA0XKEeCTBEHHBIX HaIlpaBIeHUIA.

Korga apa6er mokopwim MpaH, mepcsl IO IIpaBy ONTYIIAIN
CBO€ KY/IbTYpHOE TPeBOCXO/ICTBO. MpaHCKye 1eHTPbl Y4eHOCTHU
M MUCKYCCTBA JTOMMHMPOBAAM Ha MPOTSDKEHMM BCEro paHHero
mepuoma apabo-MycCyJbMaHCKOM  IMBUIM3aluu. Pa6otas
C apabCKuM SI3bIKOM, MHOTME BIMSATE/IbHbIE IPeICTaBUTEIN
MepCUICKON MHTeTUTeHIIMY — Guaocodbl, MO3THI, XYIOXKHU-
KM — [adyM MOIIHBIA MMITYJIbC IJIS paclpoCTpaHeHUs upaeit

194



apabo-MyCyIbMaHCKOI IMBUAM3AUK. VicmaMCcKuit Mup BCKOpe
aCCUMMIMPOBA TIePCUACKYI0 KYJAbTYpY, a TepCUACKUe XymooxK-
HUKU Y peMeCIeHHUKHM yKe paboTaiu ¢ 3aKa3aMy CBOUX Melle-
HatoB oT CaMapkaHza mo I'mbpanTapa.

ITo cyTu, mpemcraBuTeM apabo-MyCyIbMaHCKO (utocod-
CKOJV 3CTeTUKM ObUIM YOEKIEHBI B IIPEBOCXOACTBE CBOEN KYIlb-
TYPHO, 3CTETUYECKON U XYA0XKeCTBEHHON TPaguLIUK U He uMe-
JIV TICUXOJIOTMYECKUX KOMITIEKCOB TTepel, aHTUYHOM VITM JII000ii
IPYTOil 3CTeTUUYECKON Tpaauimeil. ITO SIBCTBYeT U3 TEKCTOB
anb-®apabu, n6H Cuubl, M6H Xasma, M6H Apabu, M6H Xaabay-
Ha, alb-BupyHu, nbH Pymima, KpUTHUECKY HAIIPaBIeHHBIX MTPO-
TUB T€OPUI1 aHTUYHBIX MbIC/IMTENei. Hanmpumep, Pygaku HenBy-
CMBIC/IEHHO YTBEPXKJaJl, YTO TOT, KTO UIET UCTUHY, HE CMOXeT
€ee HaliTM B MCCOXWIMX MCTOYHMKaxX Jmiansl (1). Emy BTOpman
MBIC/IATETV-9HIIUKIONeAUCThl MOH CuHA U anb-BUpyHM, KOTO-
pble, TIpU3HAaBasi, YTO MOUCK UCTUHBI €CTh OCHOBHAS yepTa rpe-
yeckoil ¢uaocodun, OTHOBPEMEHHO 3aSB/SIIM, UYTO TPEKU
He MOIJIM OCBOOOAUTHLCS OT a/IETOPUM, PETTUTUM Y OKOB MMM Ke
M306IMYeHHbIX 3aKOHOB.

Ha 3amame cyiiecTBYIOT pasjauuHble B3I/ISIIbI HA 3CTETUKY
un dburocodpuio uckycctsa apabo-MyCcyTbMaHCKOTO MUpa. IJTU
TOUKM 3peHMUs 3HAUUTENbHO TpaHCHOPMMUPOBAIMUCH 3a MOCIEN -
Hue 30—40 jeT, Tak Kak 3a 3TO BpeMs 6bUIM IepeBefeHbl Ha 0C-
HOBHbIE €BpOIeJiCKMe SI3bIKM U TMPOaHaIU3UPOBAaHbI IVIaBHbIE
KJlaccuueckme apabckue TeKCThl. Hapsimy ¢ mcciemoBaTensmu,
BBICOKO IIEHUBIIVMU JOCTVDKEHUST apabo-MyCyJIbMaHCKO acTe-
TUKM U Guaocodum MCKycCTB, TakKMMM, Kak Jlyu MacCUMHbOH,
®panuecko I'abpuanu, Anexcanap Ianagomysno, Puyaps ITTUH-
rxay3eH, Oner I'pabaps, JKopsk Mapca, Aupu CrupneH, ApTyp
CaragmeeB, Buuente Kaurtapuuo, Banepust T'oncanec, lapud
[llykypoB u apyrumu (2), eCTb U y4ueHble, Goyiee caepsKaHHbIe
B OILleHKe 3TUX HocTwkeHuit. Tak, 'yctaB damyHn I'proHebaym
MPU3HaBaJ, UYTO MbICJIMTENMU MYCYJIbMaHCKOTO MMpa JOCTaTOUHO
[TyOOKO ITPOaHAIM3UPOBAIM 3aKOHOMEPHOCTU MHBIX MCKYCCTB
(XymoskeCcTBeHHbIe 3aKOHBI [T033UM U MO3TUYECKOe TBOPUECTBO),
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TeM He MeHee, [I0 er0 MHEHMIO, OHM He CO3[aJIi HY IIeJIOCTHYIO
3CTETUYECKYIO CUCTEMY, HU OOCTOSITEIbHYIO JINTEPATYPHYIO 3C-
TeTuKy. OHY BeMKOJIEITHO Pa3BWIN MOTHOTY TOITUYECKUX TeX-
HUK, TPOIOB, 06Pa30B MOITUYECKOTO SI3bIKA, MOAAPWIM HaM
MHOXXECTBO TOYHBIX TIPO3PEHMIT HA MPUMEPE OTHENbHbBIX CTUXO-
TBOPEHMH, MOITUYECKME MOTUBBI, KaUeCTBEHHbIE XapaKTepu-
CTUKM TOTO WIM MHOrO mosta. OgHAKOo 3TM, 3a4acTyl0 TOHKME
¥ B OOJIBIIMHCTBE CTydyaeB MeTtadopuyecku cHopMypoBaHHbIE
TIpeACTaBlIeHMs TOYTM HMKOTOA He CO3JAI0T OCHOBAaHMS IS
dbopmynMpoBaHUsI OGHO3HAYHOTO 0ObICHEHMS (3).

Hopuc Bexpen-A6ycend, apTop MmoHorpapuu «IIpekpacHoe
B apabCKoii Ky/JabType», BBIOABATAET CXOxKue MbICau. [Ipu 3TOM
OHA KOHIIEHTUPYETCS Ha HECKOIbKO MHBIX aCIleKTaX M3y4aeMoro
BOIpOCca. B yacTHOCTH, YTBEPKIAET, UTO MYCYIbMAaHCKUIT MUD
TaKKe UTHOPUPYET ICTETUYECKME TeOPUM, M, HECMOTPSI Ha TO,
YTO MUIIYTCS TPAKTAThl, IOCBSIIeHHbIE My3bIKe U TT033UM, yUe-
Hble He 0CO60 3aMHTEpPeCOBaHbI B BOMPOCAX M3SIIHBIX WC-
KyCCTB (4).

CpaBHMBasT XapaKTepHbIe YepThl apabo-MyCyIbMaHCKOIi 3C-
TETUKM U TEOPUU JIUTEPATYPhI C TPAOULIMSIMM aHTUYHONM U 3a-
TaHOI 3CTeTuKy, ['proHe6ayM OOBSICHSIET OCHOBHBIE OTIMYMS
apabCKoil 3CTETUUECKOI MBIC/IN, OCBEIaeT BOSHUKAIOIINE B I10-
JIEMMKEe PACXOXKAEHUS TI0 PSIy SCTETUUYECKUX BOIPOCOB apabo-
MYCYJIbMaHCKOTO MUPA, U AejlaeT KpUTUIEeCKMe BbIBObI O 1e/ISIX
Y MPAKTUUECKUX OOCTUKEHUSIX MCIaMCKOI 3CTeTUKU. B npyroi
cBoelt craThe ['proHe6ayM yKa3bIBAET, YTO OONBIIMHCTBO 3CTETH-
YeCKUX TPeICTaBIeHMI MbICIUTENel apabo-MyCyTbMaHCKOTO
MMpa CBSI3aHbI C ONpeAesISIoIMU OIUAAKTUYeCKMM ITpobiiema-
Mu. Hampumep, oHU yAessiioT 0co60e BHUMaHKe HauMHAIIUM
TBOPILIAM, TOJIBKO OTIIPABJISIIONIVMCS B ITyTENIECTBME B MOVCKAX
BCTPEYUM C MOIJIMHHBIM MICKYCCTBOM: HACTaBJISIOT, KAk CTaTh Ma-
cTepamMu B u36paHHON cdepe MCKYCCTBA; COBETYIOT, KaK IO3ThI
IOJDKHBI TIOCTUTaTh 3aKOHBI IPaMMAaTMKM, CMHTAKCYCA, TOHKO-
CTU TIPOCOAUM, PUTMa, OPHAMEHTALMM, UMUTALIUM; KaK TOBO-
IOUTh IO COBEPIIEHCTBA MHAVBUIYATbHBIN CTWIb M CO3[aBaTh
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TIPOU3BEIeHNsSI VICKYCCTBA, CIIOCOOHBIE BBIAEP)KATh MCIThITAHME
BpeMeHeM.

B apabckux MCKycCTBOBeOUECKUX TpakTaTax ['pioHebayM OT-
MeuaeT MCK/IIOUMTEIbHOE BHUMaHMe, yaelsieMoe MpobaeMam
IUIAKTUKU, 3CTETUYECKMM KaHOHAaM IIPOIIJIOr0, cCaMOBbIpaske-
HUIO XyOOKHMKA, UITYIIEr0 GIM3KUX MTOITUUECKUX accolmanmit
C BOCIIPYHMMAIOIIMMM €0 TBOPYECTBO M C MCTOKAMM COOCTBEH-
HOW XY[O0KeCTBEHHOW Tpasunuu. B TO >XKe BpeMsI OH BUAUT
OTaCHOCTH, 06YC/IOBJIEHHbIE TTPUBEPKEHHOCThI0 KAHOHMYECKOI
TpaguUIY, KOTOPbIe CKOBBIBAIOT XYIOXKHMKA B €TI0 CTPEMJIEHUSIX
U TIOMCKaX, OTPAaHUYMBAIOT MTPOSIBJIEHUSI €T0 TBOPUYECKOW MHIM-
BuayasbHoCcTH. CliemyeT IpMU3HATDh, YTO B GOJIBIIMHCTBE apabo-
MYCYJIbMaHCKMX  XY[OXXeCTBEHHO-KPUTUUECKMX  TpPaKTaTOB
¥ 0COGEHHO TPaKTaTOB, IMOCBSIIEHHBIX MO33UM U JIUTEpaType,
JOMMHUPYET OMajeKTHKa MBICM: B HMX OOJIbIIOe BHUMAaHMe
yIeneHo OUCKYCCUSIM 00 2JeMeHTaxX TBOPYECKOTO IMOTeHIaa
XYIOKHMKA, MPOo6jeMaM TEeXHUKM M MacTepCTBa, a TakKe pas-
BUTUIO TBOPYECKUX CITOCOOHOCTEN, KAK BEPHOTO IMYTU K JTOCTU-
SKEHUIO XY[,05KeCTBEHHbBIX BbICOT U IIPU3HAHUS.

BrI3bIBaeT HEKOTOpbIe BO3pakeHMs mosuums ['proHebayMma,
COIJIACHO KOTOPOi MBICIUTENM apabo-MyCyIbMaHCKOTO Mupa
He TPUOIU3UINUCH K CO3TAHMIO IEJTOCTHOM 3CTETUYECKON CH-
CTeMBI UJIM ICTETUKM JINTEPaTyphbl, a B OOJIbIlIEll CTeleHu pas-
BUBAJIM TUITBI MO3TUYECKON TEXHUKU U Teopum Quryp peun,
OCHOBBIBAsICb Ha CBOMX KPUTUUYECKUX 3aMeUYaHMSIX K OTHeNlb-
HBIM CTUXOTBOPEHUSM, MO3TUYECKUM TeMaM TOTO WM MHOTO
nmosta. OH BbIABUTAET Ccepbe3Hble TIpPeTeH3UM KO Bceit
(in corpore) apabo-MyCyJTbMaHCKOI TPagyLMKM ICTETUKMU U Du-
Jocobun McKyccTBa 6e3 JOCTATOUHBIX HA TO OCHOBaHMIL. Bojb-
IIMHCTBO IIpefcTaBieHuii ['ploHe6aymMa OCHOBAHbI Ha MpUMe-
pax apabo-MyCyJIbMaHCKOJ MCKYCCTBOBEOUECKON 3CTETUKU
U He MPUHMUMAIOT B pacueT puimocodckyio 3CcTeTUKy u pumaoco-
dbuio mckyccTBa, 6a3MPYIOMMUXCS HA MHBIX KOHIIENTYaJbHbIX
MIPUHLIUTIAX.

B cBOMX KaTeropuuHbiXx 0600mIeHUsIX ['proHEe6ayM KaK Obl
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VIIYCKaeT M3 IO/ 3peHMs] KOHIIENIUM Haubosee BIUSITEIbHBIX
TIOABVDKHUKOB mtocodckoit scTeTuku U ¢umocopuu MUCKyc-
cTBa: MOH Pymina, anb-®apabu, n6H Cuubl, M6H Xa3sMa, aib-Ta-
3anu, ubH Apabu, MGH-XanbayHa. Hx usnioxeHus scmemuueckux
udeii no KoHyenmyaibHocCmu, 21y0UHe U MHO202PAHHOCIMU meope-
Mu4ecko20 AHAIU3A 3HAUUMENBHO NPesoCxXoouIu meopuu ¢uno-
cogckoli acmemuku, co30aHHble KAK AHMUUHBIMU, ThAK U UX cO8pe-
MEHHUKAMU — 3aNA0HbIMU MbICTUMENSAMU N030HE20 CPeOHe8eK08bs1
u daxce pereccarca. TpeaB3sITOCTb BBIBOAOB I'proHe6ayma, CKO-
pee Bcero, 06bSICHSIETCS TeM, UTO OOJIbIIast YaCTh OCHOBHBIX TEK-
CTOB apabo-MyCyTbMaHCKO GMI0CcoPCKOM ICTeTHKM U HUITOCO-
¢buu nckyccTBa B Ty HOpY ele He 6bUTa TPeIMETOM IEeTaTbHOTIO
¥ [Ty6OKOTO MCCIeIOBaHMsI CO CTOPOHBI 3aI1aIHOr0 HAayYHOI'O CO-
06111eCcTBa, MOCKOJIbKY IIEPEBOMbI TEKCTOB, KaK 1 MCCIeN0BaTe/b-
CKMe IIpOrpaMMbl, CBSI3aHHbIE C HMMM, €Ille OTCYTCTBOBAJIA.
He 6b110 Jaske aHTOIOTUIT TEKCTOB C Pa3sBEPHYTHIMU U HETaJIb-
HbIMM KOMMEHTapUSIMM, KaK M HayUHbIX KOMIUIEKCHBIX, 8 TAKKe
CPaBHUTEIbHbIX MCCAEIOBaHMIA, MOCBSINEHHBIX MaHHBIM IIPO-
61eMam.

OO6GBEKTUBHO TOBOPS, B OTIMYME OT apabo-MyCyIbMaHCKOIi
MCKYCCTBOBEIUECKOM ICTETUKH, LIEeHTPaJIbHOE MECTO B KOTOPOit
3aHMMAIOT SMIMPUUECKME U IUIAKTUUECKIME TTPO6IeMbl, GUI0-
codckast acteTura U Gpuiocodust UCKyccTBa (QOKYCUPYIOT CBOE
BHMMaHMe Ha (QyHIaMeHTaJbHbIX BOIIPOCAX IIPUPOIbI IcIemu-
ueck020, NPeKPAacHo20, 2ApMOHUU, COBEPUIEHCMBA U CYTU UCKYC-
cmea, Ha CyObeKTe 3CTETUUECKOrO TBOPUYECTBa, ero MoTeHIale,
XyIOKeCTBEHHOM IIpoliecce 1 pasHoo6pasuy GaKTOpPOB, BIMSIO-
IIYX Ha HEro, OTHOIIEHUM MCKYCCTBA K PeaJbHOCTY U MHOXKe-
CTBe APYTMX BOMpOocoB. IIpeacTaBUTeNM pasIUMUHBIX HaIlpaBje-
HUIT U IIKOJ M0-Pa3sHOMY MHTEPIIPETUPOBAIN LIEHTPAIbHYIO 3C-
TeTUUECKYI0 KAaTEeropmio NnpekpacHozo. TepmumMoe OTHOIIEHUE
K Pas/JMUYHbBIM 3CTETUYECKUM IMPEICTaBJeHMUSIM O IIPEeKPacHOM
SIBJISIETCSI OMHOI 13 Hauboiee XapaKTepHbIX YepT pasBUTON Gu-
nocodckoit acTeTurM U Gunocouu UCKyccTBa MyCyTbMaHCKOTO
Mupa. 3mech 3CTeTUUECKMe YepThl JIETKO YraAbIBalOTCS BO MHO-
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SKeCTBe PpasaMUYHbIX (eHOMEHOB, KoTopble, mo dapabu, MOH
Cune, n6H Xasmy, n6H Apabu, n6H XanbayHy, HaJeIsSIoT Yeso-
BeKa YYBCTBOM BHYTpPEHHEro 3CTeTUYECKOTO Y/IOBJIeTBOPEHUS
" TIO3BOJISIIOT €MY COBEPILIEHCTBOBATH Ce0sI, B TO BpEMS KakK, CO-
[JTAaCHO TaH-3CTeTMYECKMM MpencTaBaeHus My anb-dapabu,
MpeKpacHoe Aaxe «M3jieuMBaeT ueloBeKa, MpefoCTaBisis emMy
CMBICJT €T0 CYIIEeCTBOBAHMS Haubojee MPOHUMKHOBEHHBIM 06pa-
30M» (5).

Hekoropbie apabo-MyCyIbMaHCKME MBICJIUTEIN TOHUMAIOT
MIPEeKpPacHOe KaK 0OBEKTUBHYIO COCTABJISIIONIYIO OBITHSI, COOTHO-
CUMYIO C TIpUHUMIIAMU (QYHKIMOHMPOBAHUSI TAPMOHUM U KOC-
MOCa, OKpY’Kalollero 4eJioBe4ecKuit Mup; Ipyrue acCOUUUPYIOT
MpeKpacHoe C KaTeropmusiMyu rapMOHUM U COBEPILEHCTBA; TPEThS
IPYIITa MBICIUTENE COOTHOCST IIPEKpacHOe CO BCeOOIIMM 3CTe-
TUYECKM UHTEPIPETUPYEMBIM CMBICJIOM GOXKeCTBEHHOI JTI06BM;
yeTBepTas — C aKTOM GOKECTBEHHOTO TBOPEHMS U OJIU30CTHIO
60KeCTBEHHBIX (hOPM ITPEKPACHOTO C TAPMOHMEN YEJTIOBEUECKOTO
Teja; MATasl TPyIna — ¢ 06beKTUBHBIMM 3aKOHAMM TapMOHUM,
CYMMETPUU U TIPONOPIMOHATBHOCTU. BUIHBINA apabCKuil MbIC-
auTenb MOH XanbIyH, IpUBEpsKeHel] IMocIeqHel 13 0603HaYeH-
HBIX TOYEK 3peHus1, mucai: «Ecay moCcTuraeMblii 06 bEKT rapMo-
HUYEH 10 CBOMM YepTaM U ouepTaHUSIM, JapOBAaHHbIM €My TO¥
MaTepueit, U3 KOTOPO¥ OH ObUT CO3/1aH, TAKMM 06pa3oM, UYTO OH
COOTHOCUTCSI C COTIPSDKEHMEM UJlealbHOM TapMOHUU U CUMMeT-
puM (M UMEHHO B 3TOM HaXOAUTCS CYTb ITPeKPacHOTO M KPacoThl,
¥ He BaKHO, KaKoil MMEeHHO 0CO3HaBaeMbIii 06BEKT 0OCYKIAeT-
Cs1), TO AAHHBIN O0OBEKT FapMOHMYHO COOTHOCUTCS C TTIOHMMAe-
MBIM JIyXOM, OILYLIAIOUIMM YIOBOJbCTBUE, MTOCTUTAS UTO-TMO0
npusTHOe. VIMEHHO TaK JIIOOM, YYyBCTBYOIME JI060Bb IPyT
K IPYTY, BBIPAKAIOT CBOe 6e3yCIOBHOE BOCXUIIEHME, TOBOPSI, UTO
MX IyX BCTYIAeT BO B3aMMOJIECTBME C JyXOM JIIOOMMOTO Uesio-
Beka» (6).

Cospareny 3peyoil KJIacCUMueckoil apabo-mMycCy/TbMaHCKOM
3CTETUKM, 007181251 OCTPHIM UYBCTBOM TapMOHMM U ITPEKPACHO-
ro, pacumpuin chepbl 3CTETUUECKOTO U XYI0XKeCTBEHHOTO, BO3-
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BBICMJIM XYIOKECTBEHHYI0O BCECTOPOHHE O6pasOBaHHYIO JINU-
HOCTb U YCWIWJIM QHTPOIOIEHTPU3M, UHAVBUIYATIU3M, KPUTH-
YeCKyI0 MbIC/Ib, a TaKKe YKpPelwIx Bepy B HAyUHbI MIpOrpecc.
OTU 3CTeTHUECKMe UAeM HAIOMMHAIOT BO3POKAeHUYeCKMe Teve-
HMS B 3allaJlHOeBpoIIelickoit acTeTuke. [Io Mepe TOro, Kak apa-
60-MyCy/lbMaHCKasl IMBUIM3ALMS TIpeTeprieBajga 3HAUUTENb-
HbIl KyJAbTYPHBIN MOIbEM, aHTPOITONIOTMYECKAsT MTPobIeMaTnKa
¥ 3aKpervieHue TYMaHUTAPHBIX ¥ YHUBEPCATUCTCKUX TEHIEeH-
1M1 UTpaau Bce 6ojiee 3HAUMMYIO POJIb B 3CTETUUECKOIM MBICINA.
IaHHbIe TeHAEHLUMM OTpaXKaau IIpeacTaBJIeHUs] UCIAMCKUX
MBICJIUTENIEN U XYHLOXHUKOB O 4eJioBeKe B ero KOCMOJoruye-
CKOM, OHTOJIOTMYECKOM, 3THMYECKOM, ICTETUMUYECKOM U OPYIUX
acrekTaxX. PacripoctpaHeHue NPUHIAIIOB «KpacuBOro o6pasa
SKU3HM» TOJNBKO IOATBEPKAANIO POCT 3HAUEHUS ICTETUUECKUX
IIEHHOCTel ¥ UX BIAMSHMUSI Ha IPyTrMe IIeHHOCTHbIE CHUCTEMBI.
IaHHbIe KyAbTYpHbIE CIBUTH, XapaKTepHbIe JJIs1 peHeCCaHCHOTO
MMPOBO33peHNs], HAMPSIMYI0 acCOLMUPYIOTCSI C BO3POKAEHMUEM
3CTETUYECKUX M/IeaoB MIPOILIEIIero «30JI0TOr0 BeKa», KOTOphIe
B apabo-MyCYlIbMaHCKOI UMBUAM3ALMM ObLIM 3aIledyaT/IeHbl
B pa3inMuHbIX GOpPMax UCKYCCTB.

Ceoeobpa3sue ucKyccmeosedueckoli Icmemuxu

YTo6bI MONOKUTH HAYaI0 CBOUM MeajqaM, OCHOBATeIN apa-
60-MYCY/IbMaHCKOJ IIMBUIU3ALMM CTPEMUIUCH K YHUBEPCAIb-
HOCTY ¥ PAcIpPOCTPaHEHUIO CBOMX UEH Tak ke, Kak 9TO Aeaan
M TIpeACTaBUTeNM OPYyTMX HuBwInsanuit. OHUM UCXOOUIU
M3 eCTeCTBEHHBIX JISI YeJoBeKa CTpeMJIEHUSI K IMPeKpacHOMY
M TATU K PA3IMYHBIM (popMaM 3CTETMUECKOTO OIbITA, VICIIOb-
3ysT BO3MOYKHOCTM XY[IOXK€CTBEHHO BbIPA3UTEIBHOCTM Pa3HbIX
BUJIOB MCKYCCTBAa. VCKycCTBOBemueckasl 3CTeTMKa apabo-my-
CY/IbMaHCKOJ LMBUIM3ALMUY 3HAUMTETBHO OTIMYAETCS OT BbI-
HIEYTIOMSIHYTOJ KOHIIEIITYa/IbHO, a IoJuac Jaske CHeKy/ISITUB-
HoVi punocodckoit acTeTkM 1 GMI0COGUM UCKYCCTBA <CBEPXY».
[MaBHBbIE TeOpeTHYeCcKye 0O0OIIEHNS U UAEU UCKYCCTBOBEIUE-
CKOJM 3CTETUKM «CHU3Y» OepyT CBOe HAYaJIO B OCMBICJIEHUM TeX
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KOHKPETHBIX XyIOOXECTBEHHBbIX 3a7aud ¥ 3aKOHOMEpPHOCTEIA,
C KOTOPBIMMU XY[IO’KHUK TTOCTOSTHHO CTAJIKMBAETCSI B TBOPUYECKOM
npotiecce.

C ppyroit CTOpOHBI, UCIaMCKasl MCKYCCTBOBeOUeCKas 3CTe-
TUKA U POACTBEHHAsl eii Teopusi UCKYCCTBA POKIAIOTCS U pac-
KPBIBAKOTCS MEXIYy MUpaMM 3alafHbIX M BOCTOYHBIX LIVIBUIN-
3alMif, OTpaskasi CBOI0 MCTOPUYECKYI0 MUCCUIO COeOUHEeHUs
KYJIbTYPHBIX, 3CTETUUECKUX U Xy[IOXKeCTBEHHBIX TPaAuULIuii pa3-
JUYHBIX HuBUIN3anuii. Co3gaTent UCKyCCTBOBEAUYECKON 3CTe-
TUKU TIPOMYCKAIOT uepe3 cebst SCTeTUUeCcKue MUIeu, XapaKTep-
Hble [ 3/UIMHM3MA, MyZausma, 30poacTpusma, Ma3geusma,
MaHUXENCTBa, TPaguULUi erureTCKoi, MeCONOTaMCKOM, mep-
CUACKOM, MHIOMICKOM, CEMUTCKOM M psfa KOYEBBIX KYIbTYDP,
M COEOUHSIOT UX C apabCKMMM 3CTETUUYECKUMMM BO33PEHUSIMMA.
OJTa reHeTHYecKas AyaJbHOCTb ¥ OUEBUOHAS TMOPUIHOCTb MUC-
JIAaMCKOJ MCKYCCTBOBEAUECKON OSCTETUKM U XYH0XKeCTBEHHO-
KPUTMUYECKOI MBICJIM HE TOJbKO He yracja B MOCIenyIolieil uc-
TOpUM apabo-MyCyIbMAHCKOI 3CTETUKM, HO Jaxke YCUJIMIIACH,
CoyeTasiCh ¢ 6a30BBIMU ITOCTYJIATAMM MCIAMCKOJ 1I€0NOTUMN.

TpaguLMoHaIN3M — OMpemessonas yepta apabo-Mycyib-
MAaHCKOJM MCKYCCTBOBEIUECKOJ 3CTeTUKM — Oojiee SIPKO BbIpa-
skeHa, yeM B ¢unocodckoit actetTuke. OH MCXOOUT U3 ca-
KpaJbHbIX MCTOKOB TOCIIOACTBYIOIIMX Ha BeplIMHE Mepapxun
MCKYCCTB XyHIOXKeCTBEHHBbIX (opm. IToMMMO OCHOBHOI, C ca-
MOTrO Havajia IVIaBeHCTBYIOIIei apabCcKoii TpaguLiuu, o Kpaii-
Heli Mepe eljé TPU OCHOBHbIE MOTOKA MCKYCCTBOBEIUECKOI
MBIC/IM TIOCMEHHO paclBeTaiM B MOPOCTPAHCTBE MCIAMCKO
UMBWIN3ALUMM — nepcudckasi, T03XKe 3aMelleHHas mypeukoli
(ocMaHCKOi), a ele Io3gHee — UHOO-UCAAMCKOL (MOTOJIb-
CKOI1), Ha KOTOPYIO B 3HAUUTEIbHON Mepe TOBIMSIIM TepCuf-
CKMe KyJAbTypHble M Xy[dOXXeCTBeHHble Tpaauuuu. Kakmyio
U3 HUX MOXHO OXapaKTepu30BaTh dYepe3 O0COObIii TreHeswuc,
pasInyHble TOCMOACTBYIOIIME CTWIM MCKYCCTB, a TaKke yepes
BHMMaHMe K KOHKPETHbIM (opMaM 3CTETUUYECKOI BbIpasu-
TETbHOCTH.
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OpyruM BaskHbIM (DaKTOPOM, OIpemessioluM CBoeo6Gpasye
apabo-MyCyIbMaHCKOI MCKYCCTBOBEIUECKOI SCTETUKU, SBIISIET-
Cs1 MiepapxXusi UCKYCCTB, B KOTOPOJ HA MPOTSIKEHUM PSIa IBOJIO-
LIIMOHHBIX TIePUOAO0B U B Pa3/JIMUHBIX PErMOHAX COPeBHOBAIUCh
3a MepPBEeHCTBO TPU IIaBHBIX BUAA MCKYCCTB — M033Us, KalIU-
rpadus u apxutektypa (B BocTouHOV A3um Bemymiymu ObLIU
Kaymurpadus, sKMBOIMUCD U MT033UsT), B TO BpeMsI KaK Jpyrue Bu-
Dbl TBOPYECTBA, Jaske Haubojee 3HaUMMbIe B IPYTUX IUBUIM3A-
LIMSIX, 6T OTTECHEHBI Ha Iepudepuio.

3mech HeM36EKHO BO3HMKAET (YHIAMEHTAJbHBII BOIPOC,
OCTaBJIIEMBIii 32 I'PaHbI0 OOCYKIEHUII cBoeobpasusi apabo-mMy-
CYJIbMaHCKOJ Xy[IO’KeCTBEHHOM TPAAULIMN: UTO SIBJISIETCS CBSI3Y-
IOMYM 3BEHOM MEXAY JIOKIbHBIMU TPAgUIMUSIMU U OOIMMU
hopMamy MCIaMCKOI 3CTETUYECKOI MBICJIV M UCKYCCTBA, KOTO-
phble TO3BOJISIIOT Kaaccu@UIMpPoBaTh MX KaK eCTeCTBEHHYIO CO-
CTaBJISIIONIYI0 MYCYJIbMAHCKOM 3CTeTUKM M XyOOKeCTBEHHOI
npakTuku? OTBeuast Ha 3TOT BOIPOC, ppaHIy3CKUiT MCTIaMOBe]
Jlyu MaccMHBOH IIpeAriojaraeT, 4YTo «apabo-MyCyabMaHCKast
KOHIIEMIMST MCKYCCTBA SIBJISIETCSI TIPOU3BOAHON OT OCHOBOIIONA-
raliux TOCTYIaTOB MYCYJIbMAHCKOV MeTapu3uKy, MepPBbIM
npuMepom KoTtopoi siasietcss Kopan» (7). OTcioga BbITeKaeT
MHOXeCTBO APYIUX 3CTEeTUUECKUX MOIOKEeHUI, Kacalouuxcs BO-
MPOCOB WIIIO3UM U TPAHCIIEHAEHTHOCTU MUPA, OKPYKAIOIIero
YyeJioBeKa,  MbIC/Ib, UTO TONBKO BcemepskuTesib MOXKeT ObITh CO-
37aTesieM IIOCTOSTHHOTO CYIIero.

OO6GBEKTUBHO CBSI3b 3CTETUKU CO CBSIIIEHHOI KHUroit Kopa-
HOM, KOTOpasl laeT Hauyajio MycyJbMaHCKOMY duiocodCKo-pe-
JUTMO3HOMY KOHLIETITY YeJloBeKa U er0 OKPY>KeHMs, 3HaUUTeNb-
HO MOBJMSIJIA HAa 3CTeTUYECKME U XyIOKeCTBEeHHbIe B3IJISIbI,
YTBEPAMBIIMECS B MCAAMCKOM LMBUAM3ALMM. OTa CBSI3b KakK
YCTOUMBOE COMPSIKEHME Pa3JINUYHBIX TPAgUIMIl ICTETUKHU U UC-
KyCcCTBa B apabo-MyCyIbMaHCKOM MMpe CTaHOBUTCSI He MPOCTO
3HAUYMMOJ, HO JIaske KJII0YOM K ITO3HAHUIO MYCYJIbMAaHCKOM hu-
n0coCcKoit U MCKYCCTBOBEIUECKOI 3CTETUKM. 13 3TOTO CBSIIEH-
HOTO TeKCTa MPOMCTeKaeT MHOXeCTBO OCHOBOIIO/IAralomnx Mu-
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POBO33pEHUYECKUX TIOJNIOKEHUI, OMpPeIeNsIionuX CcBoeobpasue
MCIIaMCKOJ 3CTeTuvYecKoy Tpamuuuu. B atom acriexkre Kopan —
NOMCTMHe QYHOAMEHTaabHbI TEKCT [JIs MOHUMaHUSI BaXKHel-
MIMX YePT ICTETUKM apabo-MyCyJIbMaHCKOM IIMBUIN3AINN, CBSI-
LIeHHBIN TeKCT, 10 CBOEeI 3HAUYMMOCTY He yCTyHaloLuii, Halpu-
Mep, Tope st nymeeB uiu Bubamu ojist XpUcTuaH.

B dokyce BHMMaHMS M3yuaeMoii pobiaemsl HaxoguTcst Ko-
paH, KOTOPBIi B apabo-MyCyIbMaHCKO KyJIbTYPHON TpaguIllUuu
MOHMMAETCsI BepYIOIMMM Kak 6e3ycioBHOe cioBo locronHe,
¥ KOTOPBIN IIO3TOMY He MMeeT OTHOIIEHMSI K M033UMU, SBJISIO-
IIeiicst INIb Pe3yJIbTaTOM UYesIoBeueckoro BoobpaskeHus. Kopax
IJISL cOo3paTeneil TPaaULIMOHHONM MCIaMCKOM 3CTETUKM A6151emcsl
smecmunuwem abcontomHozo U UCKIIOUUMENbHO20 CO8epUEeHCM8a
KOMNO3uyuu, Cmpykmypel, A3blKa, cucmemsl 00pas3os u npexpac-
HO20; CemoBaTeIbHO, OH He 00JideH nepesodumscsa Ha Opyzue
A3vIKU, 6edb nepesod moxcem usspamums cno6o ITocnoda. B cuny
YIOMSIHYTBIX TIOJIOKeHUI yke Ha paccBeTe opMupoBaHus apa-
60-MyCy/IbMaHCKOJ 3CTETUKMU TEOJIOTU TIPUIIIA K OCHOBOIIO/A-
ramimemy BbiBony: Kopax ecms emecmunuwje abcoiomHol ucmu-
Hbl, M020a KAk noa3us — 6cez0 JUlib pe3ysbmam ueno8eueckozo
80006padceHUs], pACX00AU€20Cs C UCMUHHbIM 8blCKaA3bleaHuem. T1o-
stomy KopaH, 168755Cb c85UeHHbIM MEKCMOM HecpasHeHHOU 60-
MHECMBEHHOU Kpacome! U 3cmemuueckoll yeHHocmu, 0bll 8 KOpHe
omdenieH om ho033uu, HECMOMpPs HA MO, UMO NO033Usl MHO2UMU
npedcmasumensamu  apabo-mycyJbMAaHcKoll UCKYcCcmB08eduecKoll
aCMemuKu CuuUmManacy BBICIIMM U3 MCKycCTB. Takum o6pasom,
acTeTUYecKasl Mepapxusi, HakjaiblBaeMasi Ha MMP MCKYCCTBa,
MOHMMAJIaCh KaK BTOPMYHAS IO OTHOIIEHMIO K BbICIIEl GOKe-
CTBEHHO Mepapxun.

HecMoTpss Ha pasrTpaHmuyeHyue OOKECTBEHHOV M 3eMHOI
LIEHHOCTHO-3CTETUYECKUX CUCTEM, IIPOMCTEKAIOLIee U3 Penurn-
O3HBIX BO33peHMIt Vcmama, HEKOTOpble apabCKyue MbICTUTENN
NBITAINCh OTPAAUTb MCKYCCTBO OT BIMSIHUS PEeIUTUU, YTBEP-
SKIAsl, UTO «Peurus U 033Ul ITOIHOCTHI0 Pa3/INYaloTCs 110 CBO-
el CyTU ¥ JIMIIEHbI CBI3YIOMMX UX cKpen» (8). Kopudeit apabo-
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MYCYJIbMaHCKOM MCKYCCTBOBEIUECKOI MBICIM MOH Pammk mom-
YyepKMBajl aBTOHOMHOCTb MCKYCCTBA (IT033MsI 3/1eCh TOHMMAETCS
Kak BbICIIas ero ¢gopma) o OTHOMIIEHMIO K hutocodum 1 UCTO-
pun: < dunocodus, 1 UCTOPUS — OTHeNbHbIe 06/1aCTH, HE OT-
HOCSIIMECS K [T093UU, U eCJIM UTO-TO U3 HUX He MONaJaeT B Hee,
TO 3TO IO/DKHA ObITh Mepa. Ho He HYKHO IISIAETh Ha HUX Kak
Ha OTIopy U yIIoBaHMe, Belb M033UsI — TO, YTO BOJIHYET, TpOTaeT
IyIIy, TIOTpsicaeT cepaiia. 1o — cdepa moasmu. Pagu sToro oHa
CO3JaHa — U HU JJig 4ero apyroro» (9).

Mmnozonaanogocms KoHuenyuii «uckyccmea»

BoMbIIMHCTBO aBTOPOB, MUIIYIIMUX 00 MCIaMCKOM MCKYCCTBE
(fann)!, MCIIOAB3YIOT pSII TEPMMHOB, TAaKMUX, KaK <«MCKYCCTBO
Wcnama», «MyCyJIbMaHCKOE MICKYCCTBOY», «MCKYCCTBO MCIaMCKUX
TepPUTOPUIT», «apabo-MyCYJbMAHCKOE MCKYCCTBO». AHAIM3U-
pys cBOeoOpasye MCIaMCKOM MCKYCCTBOBEOUECKOM 3CTETUKMU,
cJlemyeT OTMETUTb CJIOKHOCTh ¥ MHOTOTPAaHHOCTb €€ KOHIIem-
uuit. TIpy M3yyeHUM IPOCTPAHCTBA MCIAMCKOI IVBWIM3ALUU
MICCIe0OBATENN TOTb3YIOTCS Pa3IMUHBIMM KOHIIETTIMSIMY TOHM-
MaHUs VICKYCCTBA, PaCIIPOCTPaHEHHOTO Ha OOIIMPHOI TepPPUTO-
puu oT ATnaHTUKM 00 VHOOHe3uM, HaCelleHHO! MHOXEeCTBOM
HapOJOB, HAXOMSIIMXCS HA PasHbIX YPOBHSIX KYJIbTYPHOTO pas-
BuTus. Cpegyt HMX ObUIM KaK Hapombl, 06jamaBInyve 60raThbIMu
KYJbTYPHBIMM U XYIOOKECTBEHHBIMY TPAAUIUIMU (erUIleTCKasl,
cupuiickasi, rpeueckasi, mepcuackasi, MHAMICKAs), Tak M Kode-

' Tlpum. 1ep.: mom TepMuHoM «fann» MOHMMAIOT pasHOBUAHOCTH TGO
KHIKHO-IIMChbMEHHOTO, JIM60 YCTHO-Pa3TOBOPHOIO BbICKA3bIBAHMSI, Xa-
pakTepu3yIolerocs mo chepam o6IeHMs pasTIMUYHBIMU OCOGEHHOCTSI -
MM Ha3HauyeHMs, HaIPaBJIEeHHOCThIO COfepsKaHus, cBoeoOpasmemM ¢Gop-
Mbl ¥ TTOCTPOEHMSI TEKCTa B KOMIIO3MIIMOHHO-TEMAaTUUECKOM IUIaHe,
pasMepoM ¥ ONpeOeNeHHO CUCTeMOJ JIMHTBOCTUIMCTUYECKUX
cpencts [A6oymnatud Xamsa, 1970]. OgHako, B aHIIMICKMX TIEPEBOAAX
YacTO BCTPEYAETCsI TOXKAECTBO CJI0B «fann» u «art».
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BbIe HApoIbl (6ep6epsl, TIOPKM, MOHTOJIBI M IPYTYe CPAaBHUTEb-
HO HeGOJIbIIMe HAPOTHOCTH).

VauTeiBasi 3To, (PpaHIy3CKMI MCIAMUCT PYCCKOTO ITPOUC-
xokmenust Omner I'pabapp OlleHMBAET reHe3uc cBoeoOpasus apa-
60-MyCyIbMaHCKOM XYIOKeCTBEHHOM TpaAuIMu MOCPEICTBOM
IBYX Pa3JIMYHBbIX IyTell MO3HAHUS: 8ePMUKAIBHO20 U 20PU30H-
manvHozo. TIepBblil IIyTh — 8ePMUKAIbHBLI YTTYOISIeTCSI B IPEB-
HIOI0 JOMCIAMCKYIO XYIOKeCTBEHHYIO Tpajguiuio, K IIpuMepy,
B Mcmanum mo apabckoro 3aBoeBaHMsI, Ha IPOTSIKEHUM BECTIOT-
ckoro mpasieHus (B LleHTpanbHOM A3uu — 31oxa goapabekoit
Corpuansl). B nocnepyomuii nepmuop nciaMmusanuu 3TUx Tep-
PUTOPUIL TEM He MeHee MPOCTYIaayu MHble, 6oee TpeBHME 1IV-
BWIM3AIMOHHbIE YPOBHU M3-TI0 apabu3upOBaHHOTO KYJIbTYpP-
HOTO CJIOS.

IMocpencTBOM 20pU30HMAIBHO20 YPOBHS aHAM3a MOKHO Ha-
O/I0maTh KYJAbTYpPHbIE COBUTM, MpOsiBMBIIMecs B IX Beke, Ha-
npumMep: UCKyccTBO KopAoBbl MO CBOUM CTUIUCTUUYECKUM OCO-
6eHHOCTSIM CTOSITO Oiiske K oTnasieHHOMY CamapKaHAy, Hexkenu
K Onusnexaineit xpuctuaHckoit Komrmocrene. ITapagoKcaabHO,
HO B 700 rony >xutenu Kopgossl u skutenn CamapkaHia, CKopee
BCEro, Ja’ke He CJIBIIIAJIN O CYIeCTBOBAHUM APYT APYra, a OKOIO0
800 roga y>ke o6a 3Ty Topofa CTaly YacThIO0 eOUHOI UCIaMCKOI
UVBUIU3ALINNA.

DTU MpUMepPbl KOMITaPaTUBMUCTCKOTO aHaJM3a HATJISIHO T10-
Ka3bIBAIOT 3CTETUYECKY0 MHOTOTPAHHOCTb M MHOTOCIOMHOCTD
MCTOPUUECKOTO Pa3sBUTUS TPAAUIIMOHHOTO MCIAMCKOTO MUCKYC-
CTBa, OOYC/IOBJIEHHBIX pa3HOOOGpasyeM MUCTOKOB, CMeNIeHMEM
pasIMYHbIX Tpaauiuit u GopM MCKYCCTBA, KOTOpPbIE B CBOIO OYe-
penb MpemoIpenenin CBoeobpasie MCIaMCKOTO MCKYCCTBa,
3HAYMTETbHO OTIMYAIONIETOCS OT APYTUX HOPM TPAAUIIMOHHOTO
JMICKYCCTBA, TaKMX, KAK MHAMUICKOE, KUTANICKOE, SITTOHCKOE.

C Ipyroit CTOPOHBI, aHAIU3UPYS Pa3IUYHbIE CIIOCOOBI TIPO-
SIBJIEHMSI 3TOTO MCKYCCTBA, ero (popmbl, KAHOHOHBI, CTUJIM, CUM-
BOJIMYECKME KOABI Ha IUMBUIN3AILMOHHOM TMPOCTPAHCTBe Xalu-
daTa: ApaBuiickoM IOJIyOCTPOBe, TeppuTopun Marpuba (cpen-
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HeBeKkoBble rocynapctBa CeBepHoit Adpukn), biamskHem Bocrto-
ke, B Mecomnoramuu, Masnoit Asumn, LieHTpanbHoil Asun, AHOa-
aycum, CUIMIIUKM, MyCYJIbMaHCKOM VHOAUM U IPYyTUX PeruoHax,
Heu36eKHO CTaJKMBaeMCs C pa3sHOOOpasHbIMM (GOpMaMu, Te-
MaM¥, KOMIO3UIIMOHHBIMY, TEXHUYECKUMMU, CTPYKTYPHBIMU pe-
HMIeHUSIMU U CIIoco6aMy MHTePIIpeTaly XYI0KeCTBEHHBIX SIB-
nenuit. Y, HaKoHell, Kakoit 6bI cdepsl apabo-MyCyIbMaHCKOTO
MCKYCCTBA HY KacaJiCsl aHa/IN3, B KAKI0M U3 HUX HAXOAUTCS T10-
pasuTebHOE pasHooOGpasye MCTOPUUYECKUX U PETrMOHATbHbIX
dopm mckyccrBa. OTCIO/Ia €CTeCTBEHHO BO3HMKAIOT BOIPOCHI:
YTO O6IEero MeXKmy STUMMM, IMOpPOii TaK OTUAIIIMMUCS IPYT
oT gpyra (opMamM MCIaMCKOTO MCKYCCTBA; YTO SIBJISETCSI OC-
HOBHOJ1 4epToi1, 06beIMHSIONIEl 3TU (GOPMBI MCKYCCTBA, PA3HO-
xXapakTepHble TI0 XYy[0KeCTBEHHOMY YPOBHIO U 3CTeTUYeCKO¥
IIeHHOCTH; B KaKOJi Mepe MOXHO TOBOPUTH O L€IOCTHOM «KOM-
IeKkce McCIaMckux (opM MCKyCcCTBa», perpe3eHTUPYIOMINX
B TOJ MJIM MHOI CTeNeHM eUHYI0 apabo-MyCyIbMaHCKYIO XyI0-
JKECTBEHHYIO TPaaULIIO?

Ucxonst U3 HUX, MOKHO TIPEIIOI0OKNUTh, UTO, CKOpee BCero,
OBIITHOCTh XYIOKECTBEHHBIX (POpPM, XapaKkTepHas IJIsI UCTOPU-
YeCKOTo pasBUTHUs apabo-MyCyIbMaHCKOro Mupa, 6blj1a pacipo-
CTpaHeHa I10 BCeli TeppUTOPUM UCIAMCKOI BOEHHOM, MAE0IOT -
YecKOil ¥ KyJbTYPHOM SKCIIAaHCHMM, KOTOpasi CHMHTE3MpOoBasa
" yHUGUUMPOBAIA pa3iMuHble perMOHaIbHbIe 0COOeHHOCTH UC-
KYCCTBa JAHHOM LMBUIM3AIMOHHON cucTtembl. OcO6eHHO Tec-
Hasl CBSI3b MEX[Y 3CTeTUYEeCKOV MbICIbI0 U XYHO0KeCTBEHHO
MPaKTUKOM YCTAHOBMJIACH B 3TIOXY paciiBeTa Kjaaccuyeckoii apa-
60-MyCy/IbMaHCKOI I[MBUIM3AIMM, KOTAA MHOTME U3 BBIJAIO-
IIUXCS MPECTaBUTENe MCKYCCTBOBEIUECKOM ICTETUKU SIBJISI-
JIUCh TaKXke MacTepamu OTHeIbHbIX BUAOB UCKYCCTB. IloaToMy
Mpo6JIeMbl, BO3HMKAIOIIME B chepe UAeONOTUN U ICTeTUIECKO
MBICJIM, OAVHAKOBO CJIIOKHBIM 06pa3oM IPOSIBJSIIOTCS M B pas-
JUYHBIX (popmMax UCKyCCTBa.

®paHLy3Cckuii uciaMuct JJoMmmHMK KieBeHOT 1monaraer, 4To
TepMMH MCIAMCKO€ MCKYCCTBO <«PeIpe3eHTUPYeT TBOpPYECKMe
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IUIObI, KOTOPble HEBO3MOXHO pacCMaTpMBaTh KaK IMPOCTYIO
OGIITHOCTh Pa3HOIUIAHOBBIX XYIOXKEeCTBEHHBIX 00BEKTOB. B maH-
HOJ LIEJIOCTHOCTM MbI MOXEM YBUIETbh 0ObeIMHEHHbIE MTPOTU-
BOIIOJIOXKHbBIE 10 CBOMM KauyeCTBaM CUJIbI, KOTOpbIE CIMBAIOTCS
B eIMHOI 1eHTPaJbHOI TOUKE, M 3TU Pa3HOOOpasHbIe CUJIbI TS-
TOTEIOT K CPeIVMHHOMY OO0beguHsomemMy momwocy» (10). dTor
TIOJIIOC U eCTh TPASULIMOHAIUCTCKAs UCIaMCKas UIEe0Iorus, KO-
TOpasi B CBOEM UCTOPUUECKOM Pa3BUTUM MEPEIIETAETCS C OCHO-
BOTIO/IATAIOIMMM YCTAHOBKAMM MCIAMCKOM MCKYyCCTBOBeAYe-
CKOW 3CTeTUKU.

OpuzuHansHOCM® UCTAMCKOLI XydoxcecmeeHHOI mpaduyuu

JKopsk Mapca, npyroit ¢hpaHITy3CKuii MCCaeqoBaTelb MCIaM-
CKOIt KyJMbTYpHOI Tpaguliuu, B cBoeit kHUre «L’art musulman»
(McmaMckoe MCKycCTBO, 1962) onpemenseT UCKYCCTBO apabo-my-
CYIbMaHCKOM UMBUIM3ALMUU «KaK TIOCTefHee U3 UCKYCCTB, POXK-
JeHHOe B ApeBHeJIleil KOabIOenu KyJbTypbl 3aramgHoi A3un»
(11). 3mecy Mapcs momuepKuBaeT, YTO OPUTHHAIbHOE UCIaAM-
CKOe WMCKYCCTBO SIBJSIETCS CaMOl MO3[HeN BeIMUKON XyoxkKe-
CTBEHHOVI Tpamuieit, opopMuUBIIIENiCS JUITbL K COPOKOBBIM TO-
gam VII Beka B 3anagHoil A3um, Tpaguiuein, KoTopas rnopasxaer
CBOMM BelIMUYMeM M pa3MaxOM pacipocTpaHeHusi. Hecmorps
Ha CXOXeCTb C [PYTMMM BbIAAIIVMUCS XyLOKeCTBEHHBIMU
TpaguIUSIMM, OHa OblJa CIIOCOOHA SBOJIOLIVIOHUPOBATh, Me-
HSITbCSI, BIIUTHIBATb B CE6ST OIMBIT Pas3s/JIMYHbBIX KYIbTYPHO-MCTO-
PUYECKUX TIJIACTOB, OCTABUB INIYOOKMIi Ciel, B MCTOPUM MUPO-
BbIX IMBUIM3ALIMIA.

Tesuc Mapcs mosgHee pasui u gomonHua Omner I'pabapsb.
B cBoem Tpyzne «®opmMupoBaHue UCIaMCKOTO UCKyccTBa» (1973),
TTOCBSIIIIEHHOM €ro reHes3ucy ¥ CB0eoOpasuio, OH BbIABUTAET IBE
OCHOBHbIE ruroTe3bl. COriacHO MepBOii, CyLIeCTBYeT HEKOe Lie-
JIOCTHOE ¥ CaMOOBITHOE MYCY/IbMAHCKOE UCKYCCMB0. DTa TUTIOTe-
3a CTaBUT PSIJi, €CTECTBEHHBIX BOIIPOCOB:

— YTO MOHMMaAeTCs MO, «MyCyJbMaHCKUM» B JaHHOM CJIO-
BOCOYETaHUMN,
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— HACKOJIbKO OOOCHOBAaHHO OHO IIPUJIOXKEHO K IOHSITUIO
«UCKYCCTBOY,

— K KaKMUM paspsilaM MCKYCCTBA alipuOpPU MOKHO OTHECTU
pou3BeAeHMs UCJIaMCKOTO MUpa,

— BO3MOXHO JIM UX CpaBHEHMe U COTIOCTaBIeHMe C XyaoxKe-
CTBEHHBIMU SIBJIEHUSIMU OPYTUX LUMBUIN3ALMIA?

OueBugHO, 4TO Ha GOpPMMUpPOBaAHME UCIAMCKUX XyIOxkKe-
CTBEHHBIX TPAOUIINIA, 3aPOAUBIINXCS B IPEBHUX [MUBMIN3ALSIX
IOMC/IaMCKOTO BpeMeHU Ha Tepputopum Xamudara, 6osblnoe
BJIMSIHME OKasajiu IpollBeTaBIIye paHee Quiocodckue U Xymo-
>KeCTBeHHble TedeHMs. VcaMCKOe MCKYCCTBO He TOJbKO acCU-
MWJIMPOBAJIO JOMUCAAMCKME 3CTeTUYeckue ¥ XymosKeCTBeHHbIe
Tpaguuuu bamskHero Boctoka u Mecororamuy, HO M BOUTAJIO
pasymuHble GopMbI McKyccTBa [IpeBHeir I'penyu, Erunra, Bu-
3aHTuu, Puma, Cupunu, Ilepcun, OpesHeit Nyneu, Uuguu, Ku-
Tasl, a TaKKe HEKOTOpbIe XyIOoKeCTBeHHbIe (POpMbI TBOPUECTBA
HapoJ 0B, HAXOAMBINMXCS Ha TTepudepun UCIaMCKOro MuUpa, Ta-
KMX, KaK CKuGbI, MOHTOJIbI, Hapoabl CpemgHeil A3uu, 3amagHble
adpuKaHIIbl, 6epbepsl U ApyTrue.

C npyroii CTOpOHbI, IpU aHaaM3e GOpM MCKYCCTBA B apado-
MYCY/IbMaHCKOM IIMBUIM3AIMOHHOM TIPOCTPAHCTBE, HEb3S UT-
HOpUpoBaTh Jpyrue ¢GOPMbI MCKYCCTBA, MOJHOCTHIO WIM Ya-
CTUYHO OTMEXeBaHHbIe OT MYCYJIbMaHCKOJ Bepbl U CO3JaHHbIE
MOJ, BAMSHMEM KyJIbTYPHOM WIN PEIUTUO3HONM Tpaguuuii nyga-
3Ma, XpUCTUAHCTBA, B TOM 4YMCIe apMSHCKOM U TPy3UMHCKOM
LIepKBel, a Takke 30poacTpu3Ma, MaHMXENCTBa, Ma3ganu3Ma,
OymnusMa, MHOYM3Ma U OPYruX BepoBaHuii. OCOOeHHO 3aMeTHO
BJIMSIHME Ha MCIaMCKOe WMCKYCCTBO XYIOKeCTBEHHBIX (GopM
U KYJIbTOB UYOENCKUX U XPUCTUAHCKUX HAPOHOB: apMSIHCKOTO,
I'PY3MHCKOTO, KOIITCKOTO, HECTOPUAHCKOTO U IPYTUX, Y3Ke UCITbI-
TaBIIMX Ha cebe BO3IENCTBME KYJIbTYphI McaMa. IMEHHO ITo-
3TOMY UCKJIOUMTENbHYIO BaXKHOCTD JIJIS1 MCCIeoBaTesei ucaam-
CKOI MCKYCCTBOBEIUECKON 3CTeTUKU MPEeACTaBIsieT OCO3HAHMe,
YTO KOHIEMLMS UCIaMCKOTO MCKYCCTBa MepenojiHeHa pa3HbIMU
CEMaHTUYECKMMM 3HAUEHMSIMM, KOTOPbIe OOBIYHO COOTHOCSTCS
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C KOHIEMIUSMU <«XPUCTUAHCKOTO MCKYCCTBA», «OYIIMCTCKOTO
MCKYCCTBa» MM «JIa0CCKOTO MCKyccTBa». OmHaKO Hapsioy C pac-
CMOTPEHHOJ  MHTepHpeTauyeil TepMMHA  «MUCIAMCKUII»,
B TEKCTax, MOCBSIIEHHbIX 3CTETUKe MCaama, CylleCcTByeT MHasl,
60j1ee pacIpoCTpaHeHHAas] MHTEepIIpeTalusl MCIaMCKOrO MCKYC-
CTBA — 3TO «KYJIbTypa, IJe GOJMBIIMHCTBO ee obuTaTtesnei, uim
XOTs1 ObI TIpaBsIlas TUTA, UCTIOBEAYEeT MCIaM. B JaHHOM CITy-
yae, KOHIIENT MYCY/IbMaHCKOTO MCKYCCTBA OT/IMYAETCs 0 CBOe-
MY OIpe/ie/IeHMI0 OT KUTaCKOTO, MCIIAHCKOTO M MCKYCCTBa KO-
YeBHMKOB B TOM CMbIC/Ie, YTO OH He OCHOBaH Ha ,MC/IaMCKOM "
TeppuTopum uin Hapozge» (12).

[Tpoiiecc B3auMoAeicTBMUS MeXIY pa3HOPOAHBIMY MeCTHBbI-
MM 3CTETUYECKMMU TPAOUIIUSIMU U UX CAUSIHUS C YHUBEPCA/b-
HbIMM TTOJIOKeHMSIMM MeTadu3uky KopaHa B 5110XY ITepCuICKOi,
MOTOJIbCKOM ¥ TIpaBsiell TypelKOoil AWHACTUII 3HAUUTETbHO
TpaHchOPMMUPOBA CTMIIMCTUYECKIE YePThl MCIaMCKOTO UCKYC-
CTBa M HMBEJIMPOBAJ PETMOHAbHbBIE Y BCEOOIIVE XYIOKECTBEH-
Hble KOHIIENLMY, BbITeKAIoIIye 13 UCIaMCKOM UIe0I0TUMN.

Takum 06pasom, COIIACHO METKOMY 3aMevaHuio AJiek-
cangpa Ilamamorynoca, BAMSITEIBHOTO (PAaHITY3CKOTO MCKYC-
CTBOBE/IA, JOCTATOUHO JIUIIIb IPUIJISIAETHCS K apXUTEKTYpe, Ipu-
KJIATHBIM ¥ U3SIIHBIM MCKYCCTBaM, Kauurpabuu, MMHKATIOPE,
BCJTYIIAThCSI B MY3bIKaJIbHbIE KOMITO3ULIVM, CO3/TaHHbIE TIOA, BJIV -
STHMEM 3CTeTUKM apabo-MyCyJbMaHCKOV IUBUIM3ALNUM, UYTOOBI
TTOCTUYb 3TY CBSI3b, HECMOTPS Ha 00WIMe TeUeHui, paciiBeTaio-
IMX TOJ, CeHbI MUIAMCKOWM XyIOKeCTBEHHOW Tpaguluu. JTU
(bopMbI MCKYCCTBa MPUIAIOT OPUTUHAIBHOCTb (heHOMeHY apabo-
MYCY/IbMaHCKOM 3CTETUKU U Xy 0KEeCTBEHHO MPaKTUKM, OIIpe-
JIesieMOMY TTPUHAIEXXKHOCTBIO MC/IAMCKOM TPaaAUIINY SCTETUKU
M UCKYCCTBA, C YCTOMUMBBIMU, TOJBKO MM OJHUM IIPUCYIIUMU
0cob6eHHOCTSIMM. IT03TOMY He ceayeT OTHOCUTh JAaHHbIA HeHo-
MeH K UIIyMepCKOM, aCcCUpPUICKONM, MepCUACKON, UYHeicKoii,
MOHTOJIBCKOM, KOMITCKON UM BU3AHTUICKON KyJIbTYPHBIM Tpa-
IuiusaM. Ero HysKHO paccMaTpuBaTh UCKIIOUMTENbHO Kak apa-
60-MyCy/IbMaHCKMIT (heHOMEH MCKYCCTBA, C IPUCYIIMMU eMY O -
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HOMY crienuduyeckuMy yepraMu, KOTOpbie, B CBOIO ouyepelb,
YyeprawT CUIY B IeperiaBIeHHbIX IPEBHUX 1 COBPEMEHHbBIX eMY
KOHIIEMIMUSIX MCKYCCTBA, OMHOBPEMEHHO COXPaHSIIONIMX B cebe
ctenpl 0603HAUYEeHHBIX Tpaguiumii (13).

AHaIM3UPYs OPUTMHAIBHOCTH apabo-MyCyIbMaHCKOTO MC-
KyCCTBa, MOXHO YBUIETh Ba)XKHOE pas3jauuue MEXOy BU3yasb-
HBIMM U BepOalbHbIMM (OpMaMM MCKYCCTBA. IeiiCTBUTEIBHO,
otHoweHus1 mexxay BU3VYAJIBHBIM mu CJIOBECHLIM B mcnam-
CKOW M XPUCTMAHCKON TPaauLMSIX WMCKYCCTBA CYIECTBEHHO
pacxofsaTcs. B XpMUCTMaHCKOM Xyo0XXeCTBEHHOM CO3HAaHUM TI0-
yMTaHMe BU3YyaJTbHOTO ob6pa3a XpucTa IperncTasisercs 6osee
BaKHBIM, HEXXeJIM MOUYTUTEIbHAs IMTOKOPHOCTh CI0BY. DCTETUYE-
CKOe CO3HaHMe B apabo-MyCyJIbMaHCKOM MUpe TMOTYMHEHO
TIPOTUBOIIOJIOKHBIM ~ IIPMHLIMIIAM. 31ech CJIOBO 00jagaer
HeCpaBHEHHO GOJIbIIMM 3HAaUeHMeM, a U300paskeHne eMy yCTy-
1aeT, ¥ IOTOMY M300paskeHMe CBOOMUTCS IO MHOXKeCTBa ab-
CTPaKTHBIX (GOpPM, OpHaMEHTaIbHBIX CTPYKTYp U apabecok. Mo-
SKeT CO3[aThCSl HEBEPHOE BIIeYaT/ieHue o 60jiee HU3KOM YPOBHE
3CTETUYECKOT0 CO3HAHUSI U XY[OOKEeCTBEHHOTO TBOPYECTBa
B MCJIaMCKOM Mupe. Ha camom mejie mporecc abcTparupoBaHus
KaueCTBEHHO OTJIMYAeTCSI OT IIPOCTOTO MOApakaHMs, CBOJi-
CTBEHHOTO PeajMCTUYECKOil TpaguIuM UCKYCCTBA, U TpebyeT
60iee BHICOKOTO YPOBHS XYI0XK€CTBEHHOTO 0606IIeHMsI, MHTEeI-
JIEKTA U SPYOULINM, HEOOXOOUMBIX IJISI CO3MAHMSI, TTIOHMMAaHMUS
M BOCHPUSITUSI CIOKHBIX IPOOJIEM aOCTPAKTHOM KOMITO3ULIVIN,
a TaKkKe M3BICKAaHHBIX Y30POB, apabecok, OpHAMEHTATbHBIX Xy-
JIOKeCTBEHHBIX CTPYKTYP M UX MHTErpaiuu B XyH0KeCTBEHHO-
3CTeTUUEeCKOe MPOCTPAHCTBO. 37leCh HAMpPalIMBaeTCs aHATIOTUS
OT/INYMS MEXIY 3JIeMEeHTapHOI U BbICIlleli MaTeMaTUKOi, KO-
rIa IoCaeqHss IpeArioaraeT abCcTpakTHOEe MbIIIJIeHNe U 6ojee
BBICOKMI1 YPOBE€Hb MHTEJIJIEKTA.

Ncnamckasi KOHLEMIMST UCKYCCTBA, BO3SHUKINAS B pe3y/ibTa-
Te CJOKHOTO KYJbTYPHOTO ITpoliecca, CHauajga BIIMTaaa B cebs
Xy[IokecTBeHHble (popMmbl, nosBuBIIeecs B VII Beke Ha Biaik-
HeM u CpenHeMm BocToke, a Mo3gHee — Lie/Iblii CIIEKTP Xy 0xkKe-
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CTBEHHBbIX SIBJIEHMIA, Pa3BUBIINXCS B IIMBUIN3AIMIOHHOM apease
MPOXXUBAHUS MCIAMU3MPOBAHHBIX HApomoB. OpUTMHAIBHOCTD
MCIAMCKOTO MCKYCCTBA IPOSIBJISIETCS B pa3HOOOpa3HbIX hopMa-
JIM30BaHHBIX CTPYKTYpax, HAMIPSIMYIO CBSI3aHHBIX C TPaAUILINOH-
HBIMM ¥ KAHOHMYECKMMM YCTaHOBKAMM ¥ TPeOOBaHMSIMU B3au-
MOZENCTBMUSI BUIOB TBOPYECTBA, OCHOBAHHBIX HA CTPOrUX
MepapxXnueckux MPUHIUIIAX: B apXUTEKType, MeKOPaTUBHBIX
BUIAX UCKYCCTBA, MT033UM, KatUrpadmu, MUHKATIOPe, MYy3bIKe,
a Takke B TaKUX BUIAX MPUKIAIHOIO MCKYCCTBA, KaK CO3/IaHMe
KOBPOB, KepaMMKa, MO3anukKa, BUTPaxK...

Cucmema, uepapxus u 63aumoces3b ucKkyccme

IIpu paccMOTpeHUM CUCTEMbI UCKYCCTB apabo-MyCylabMaH-
CKOTO MUpa ¥ CpaBHEHUM ee C MPeJCTaBAeHUSIMU O CBSI3SIX UC-
KYCCTB B JPYTMX LUMBUIU3ALMSX, BBISIBJSIOTCS OTIMUMSI U CXOZ -
CTBO BO B3IVISilaX Ha B3aMMOZENCTBME MEXIY MCKYCCTBAMU
B MYCYJIbMAaHCKOJ scTeTuke. HecryuaitHo omguH u3 Kopudees
apabckoit  acretTuku  anb-®Papabu  obpamiaeT  BHUMAaHME
Ha BHYTPEHHIOIO CBSI3b MeXAy pazHooOpasHbIMM hopMamu Xy-
IO’KeCTBEHHOTO BbIpaxkeHUs. OH muieT: «Mbl Tosaraem, 4To
CylIleCTBYeT oIpefeieHHOe POACTBO MEXIY MO3TaMM U Xy 0XK-
HUMKaMM. MokeM COIJIaCUTBhCS, YTO MaTepuajbl UX MCKYCCTB
pasanMuHbl, HO UX GopMbI, 3G(EKT BO3MENCTBUS, eI eOVHbI,
WIN TIO0 KpaliHeil Mepe cxoxxkme. VCKyCcCTBO T0O33uM BO3ZIeli-
CTBYeT uepes3 CJI0BO, MCKYCCTBO KMBOMIMUCKM — uepes I[BeTa, UX
addekT packpbiBaeTcs B MMMUTALMM, a L[eJb UX COCTOUT B IO-
KOpEHUM UeI0BeYECKOTO BOOOPaKeHMSI M UYBCTB, MCIOIb3YS
BO3MOXXHOCTU MoapaskaHusi» (14).

B3aumopericTBMe MeXTy pa3sHbIMM BUIAMM MCKYCCTB B apa-
60-MyCyIbMaHCKOM MUPE CTAHOBUTCSI OUE€BU/THBIM Ha MpUMepax
COBEPILIeHHOr0 BOIIIOIeHMs. TaKk, apXUTeKTypa MeueTeil TeCHO
COYEeTAeTCs C MPUKIAAHBIMMU MCKYCCTBAMM M Kaymurpadueit.
Msrkue, U3BUIUCTbIE JIMHUM MHTEpbepa U 3KCTepbepa MeveTH,
COCTaBJISIONIME CPeoTOUYMEe XYHA0KeCTBEHHOTO 3aMblIC/ia, MHTe-
TPUPYIOT B cebe BCe TPM OCHOBHbBIE YaCTU apXUTEKTYPHOI CTPYK-
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TYpbl MEUET) — KBaZpaT OCHOBHOTO dhacaza, KyIos 1 6apabaH —
B 1IeJIbHYIO CUCTEMY, CUMBOJIMUECK! OJTUIIETBOPSIOINIYIO0 MOJIe/b
Mubuueckoro Mupa. Kammmrpadbwdeckue Hammmucu, obuiame
NpeAMeTOB IMPUKIATHBIX UCKYCCTB, MO3aMKa, BUTPAXKU, CTEKOIb-
yaTtas KepamMmka, QassHcoBas IIMTKA, abCTpaKTHbIE TOHUYapHbIe
U3Ienus, UHKPYCTalUyUU U3 IparolieHHbIX MeTa/IJIOB, ODHAMEHTA-
MeHTaJbHble MOPECKOBBbIE U apabeCcKOBbIe JIEeMEeHTHI... Haubo-
Jiee 3a/1eiiCTBOBAHbI B CpeHel COCTaBJISIOINIeN JaHHOM KOMIIO-
3ULMOHHON CTPYKTYpbl — B OapabaHe, COeIMHSIIONIEM KYIION,
CUMBOJIU3UPYIOMIVIT MUP HeGeCHbIN, C HYDKHUM KBajgpaToM da-
cajia, CMUMBOJIM3UPYIOLIUM MUP 3eMHOI. Tak, rapMOHMYHOE B3a-
MMOJENCTBME MeXAY Pa3sHOPOIHBIMM MCKYCCTBAMU HE TOJBKO
MpUAAeT 0COOYIO 1IeJIOCTHOCTh apXUTEKTYPHBIM (opMaM Mede-
TU, HO M OKa3bIBaeT BAMSHME HAa CO3HAHME BepYIOlero, CuxoJio-
IMYeCcKy yske HaCTPOEHHOTO Ha PeJIUTMO3HYI0 MeqUTaINIO.

He meHee BbIpakeHO M BHYTPEHHEE B3aMMOIENCTBME MEX-
Iy CpeACTBAaMM XYHOKeCTBEHHOTO BbIPOXKEHUSI B MCIAMCKOI
myHuaTope. OTIMYHAs OT BOCTOYHOA3MATCKONM Ieli3a’KHOM
SKUBOMMCHU, THe Kajuurpaduueckme Haamucu 6bUIM B GOIbIIMH-
CTBe (JIyuaeB CBSI3aHbl C IMOIMOHAIbHBIMU IePeKMBAHUSIMU
XYIOKHMKA, CTOJKHYBILEroCsl C TepBO3/IaHHON KpacoToi mpu-
pOIbI, B TEpPCUACKON, 0cOGeHHO B 6Gojiee TMO3OHEN TyperKoit
MMHMATIOpe, OHM SIBJISUIUCh TTOOOYHBIM CpPEICTBOM XYIOXKe-
CTBEHHOT'O BBIPaKE€HMSI, OMOTaIOIIUM YyIepKMBaTh paBHOBE-
Cie BO B3aMMOJIeICTBUM MeXIYy OCHOBHBIMU KOMIIO3UIMOHHBI-
MU 3JIeMeHTaMU KapTUHBI.

TocriopcTByMONIME TIpeCTaB/JeHUsI O CUCTeMe U MepapxXuu
MCKYCCTB B MCIAaMCKOM UMBUIM3AIMM ObUIM OTIpeAeeHbl PSOOM
06CTOSITENIBCTB, IVIABHBIM M3 KOTOPBIX ObLT TekcT KopaHa, B Mc-
JIAMCKOJ 3CTETUUYECKON TpaguIMy ITOHMMAEeMblii Kak Bepbasib-
Hoe BbipaxkeHMe boxbeir Bonmu. CJIOBO u OBPA3 B mciaMcKom
XYI0KeCTBEHHOM CUCTeMe MOIJIM PacCMaTpUBAThCS Kak JiBe To-
JIIpHbBIE JIPYT K APYTY CYUTHOCTU, MEXITY KOTOPbIMU U GOopMUPO-
BaJIOCh MepapxXuyeckoe B3aMMOJIEiCTBME MeXIy MCKYCCTBAMIM.
CBsleHHOe MycaHue ¥ apabCKuii SI3bIK SBJSIOTCS BeIyIIMMU
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dakropamu, chopMUpOBaBIIMMY MepapxXxUUYeCcKylo MOMe/lb apa-
60-MYCY/IbMaHCKOJ 3CTETUYECKOM CUCTeMbl MCKycCcTB. CXOmHast
posib 6blJIa y MO3TUMYECKOTO CJI0Ba B MHIMIICKON BeIUUYECKOI
Ky/lbType, a B [lomHe6ecHOl rOCHOACTBYIONIME B CUCTEME MUC-
KYCCTB BU3yaJbHble BUJIbI BHITEKAIN U3 KUTACKOr0 nepormda
U Kayuurpaduueckoro obpasa.

I pyruM BaskHBIM KpuTepyueM GopMUPOBaAHUS XyT0XKEeCTBEH-
HOJ CHCTEMbI U MepapXuu UCKYCCTB B ICTETUKE apabo-MyCyIb-
MaHCKOTO MMpa SIBJISIZIOCh HaJleJieHWe BBICOYANMIIMM CTaTyCOM
1M033uM, Kaumurpaguu u apXuTeKTypbl M UX OTAeNeHMue OT UC-
KYCCTB, OTOXIECTBJISIEMBIX C peMeciamMu. Tak, apxXUTeKTypa,
IpY TOM UTO OHA acCCOIMMPOBAJIACh C OGJIATOPOTHOI MUCCHUEN
CTPOUTENbCTBA MeUeTH, JoMa ['0CroaHs, MoCTeNeHHO TPOUTPhI-
BaJia 3TO HeIlaCHOe COTIePHUUECTBO MEKAY TpeMsl UCKYCCTBaMMu
MMEHHO M3-3a CBO€ii GIM30CTM K peMeciaM M B CUJIy 3TOOTO
kputepusi. CemoBaTenbHO, 00pamasiCh K MPUOPUTETY TOTO MU
MHOTO BUJa UCKYCCTB B UX MepapXuu, TOIbKO ABa BEIUKUX UC-
KyCCTBa, HAIpPSIMYI0 aCCOLMMPYIOTCS C pacIrpocTpaHeHueM 60-
’KeCTBEHHOT'O C/I0Ba: T033Ms, CBSI3aHHAs C ayJuaJbHbIM BbIpa-
KeHMeM, U Kamurpadus — C BhIpaskKeHMEM BU3YaIbHBIM. JTU
IOMMHMpYIOIIME B3IISAObI B apabo-MyCyJIbMaHCKOI 3CTeTHUKe
MePeKINKAIOTCS C GOMBITMHCTBOM TEKCTOB, ITOCBSIIIEHHBIX 3CTe-
TUKe U XyJO0XXeCTBEeHHOI Teopuu, KOTOpble, BIIpOUEM, Ha3bIBa-
0T apXUTEKTYpy OLHUM U3 BaskHeMIIMX UCKyccTB. OgHaKo cy-
¢bum, omnmoHMpyss OpTOHOKCaM, OTHABaIM (TIOMMMO ITO33UMU
U Kaymurpadun) Mepapxmuueckoe MpearnouTeHne My3bike U Tec-
HO CBSI3aHHOMY C Hell TaHIly.

WTak, mpu pacCMOTpeHUM ICTETUKY apabo-MyCyIbMaHCKOTO
Mypa OOHAPYKMBAIOTCSI OIM30CTb U CXOACTBO C CUCTEMOI
Mepapxum UCKyCCTB M BocTouHoasmaTckumm (Kuraii, dmoHus,
Kopest) nipencraBieHUsIMU, TakKux, HAlIpUMep, KaK CBSI3aHHbI
C PYKONMCHOVM KHVDKHOWM KYJIbTYPOW MCKIIOUUTEIBHO BBICOKUIA
CTaTyC M033uu U Kaumrpadun. HaBomsimuit Ha pasMbIIIEHNUS
9MOILMOHAIbHO HATIOJTHEHHbIN MTO3TUYECKMIT MUD C €T0 BbIpasu-
TeJbHBIM SI3bIKOM BOCHPUMUMUYMB K 3¢ deKkraM BHEITHEr0 MUpa,
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a u3sIHas Kayumrpadudyeckast MaHepa IMChbMa C ee BCeOXBAThI-
Balolllell co3eplaTeabHON CyThIO, COITIACHO MCIaMCKUM MBICIN-
TeJISIM, IPOHMKAET BO BCe BUAbI MCKYCCTBA MCIaMCKOTO MUPa.

PaccMoTpeHHbIe XapaKTepHble YepThbl BO3BBIIIEHUS TTO3TU-
YeCcKOro C/I0Ba M CBSI3aHHOTO C HMM CaKpaJbHOrO MMCbMa 00b-
SICHSIIOT, ITI0YeMY KajumMrpaduuecky M300paskeHHbIE IIUTAThI
n3 Kopana B apabo-MyCyJbMAaHCKOM 3SCTETMKE BBIMOTHSIOT
dbyHKIIMM, pomHSIIMe UX IO Ha3HAUEHUIO C MKOHOMMCHOM BU-
3aHTUICKOM >XKMBOIIMChIO, @ TAKXKe C PeIUTMO3HOM >KMBOIIMCHIO
3aIaJHO-XPUCTUAHCKOM, MHIOUICKOM, KUTAMCKONM, SITOHCKOM
U OPYIUX UMBUIN3ALNIA. ITOT (aKT OOBSICHSIET U IPYIYIO XapaK-
TEPHYIO UepTy KYJAbTYPHOTO U Xy 0XeCTBEHHOIO pa3BUTMS apa-
60-MYCY/IbMaHCKOJ UMBUIM3ALMUU: OTCYTCTBME CBSIIEHHOI
MKOHOTpaMM B MCIAMCKOV XyIOKeCTBEHHON KYJIbType, KOM-
IMEHCHMPOBAHHON KayummrpadguueckuMyu GparmMeHTaMyM CBSILIEH-
HOTO KOPaHMYEeCKOTO TeKCTa, BCTPeUaloUMMUCS B SXUBOTIMCHBIX
M MPUKIAIHBIX popMax MckyccTBa. OH Ke MOTYEpPKUBAET UC-
KIIOUUTENBHYIO POJIb Ka/UITUTPahUUECKOM 3CTETUKM, HECYIIEei
OTTIEYATOK CBSIIEHHOTO B hOPMUPOBAHNUY ICTETUKM APYTUX BU-
OB MCJIAMCKUX MCKYCCTB — apXMUTEKTYpbl, MPUKIAAHBIX MUC-
KYCCTB, KOBPOAEIUS ¥ MMHUATIOPHI.

B apab6o-mycya1bMaHCKO MepapXuu UCKYCCTB JXKUBOIIVMCH OT-
BOAUTCS 6ojiee CKPOMHAsI POJib 10 CPaBHEHUIO C KMBOIMCHOI
TpaguLuell aHTUYHOCTH, CPeJHEBEKOBOTO XpPUCTUAHCTBA, VH-
ovu, Kurast u SInonun. VCTUHHBIM MIPEACTaB/sIeTcs] TOT (aKT,
YTO BO3MOXKHOCTU KUBOIIMCHOTO OTOOGpakeHMsI B JAHHOI Tpa-
IULIMM Ha CaMOM Jiejie OrpaHMUYeHbl MCAaMCKON PeIuTruo3HOM
MIeoNoTMell, TOrma KaK CKY/IbIITypa BOOOIIe BbIBOAM/IACH
3a paMKM 1306pasmUTeIbHOTO T10JIs. B To Bpems Kak B IpoCTpaH-
CTBE Pa3JIMUYHbIX [IVMBUIM3ALMIA (OPMBI BU3YaIbHOTO MCKYCCTBA
(CKMBOMIMCh U CKYJABOTYpa) 3aHUMAa/IM BBICOKOE TIIOJIOXKEHME,
B apabo-MyCyJbMaHCKOM MMpPE OHU IOIBEpPrajycCh >KEeCTKUM
OTpaHMYEHMSIM, OOO3HAUEHHBIM MCAAMCKOM pEeIUrMo3HOM
upeonoruen. Ho pu 3TOM pOACTBEHHOE XKMBOMUCU UCKYCCTBO
MMHMATIOPHI ¥ KOBPOZeIye MpoLBeTany, 06agast BBICOKUM CO-
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LIIMAJIbHBIM CTAaTyCOM MO[, BAUSIHMEM NepCUACKON KyJIbTypbl, ac-
CUMMWJIMPOBAHHOJ OCMaHCKOJ ¥ MOTOJIbCKO TPagUIIUSIMMU.

Bo3sebvlueHue noasuu

VICKITIOUMTETbHBII 3CTETUUECKUIT CTATYC M033uM (aaubd) u ee
NoAgbeM B MepapxXuy MUCKYCCTB acCOIMMPOBAINUCH C Pa3BUTHUEM
ITyOOKO TOYMUTAEMBIX IPEACTABIEHUII O MOITUUECKOM SI3bIKE
U MMpe, CO3JAaHHOM U 3amaHHOM TekcToM Kopana. CormacHo
aMepUKaHCKOMY aBTOPUTETHOMY 3KCHEPTY MO33UM U TOITUKU
apabo-MyCylIbMaHCKOI muBWIM3anuu Buuenrte KauTapuHo,
«Cpeyt APYIUX TyYMaHUTAPHBIX KYJbTYPHBIX JOCTVMKEHUI eCTb
TOJIbKO HECKOJIbKO, CPAaBHMMBIX C apabCKoii M033ueit o ee 1eH-
HOCTHOV UCKITIOUMUTENbHOCTU» (15). MHOTrMe BeMKue MbICIUTE-
JI Y TIO3THI TPAKTOBAIM MO33UI0 KaK BbICIlIee MCKYCCTBO, PO/I-
HMK MO3HaHUsA 06 apabCcKOM MMpe, KHUTY MYAPOCTH, MUCTOUHUK
JIOCTOBEPHOTrO MCTOPUYECKOTO OnbITa. [10331s, cTOsIIas BO I/1a-
Be Mepapxmuy UCKYCCTB, Y>Ke C TIepBbIX MOMBITOK ee TeopeTnye-
CKOT'O OCMBICJIEHMSI B apabCKOii 3CTeTUUeCKOi Tpaauluu Oblia
oTHesieHa OT penurumn, burocodmn, UCTOPUM, ITUKU U APYIUX
cdep HayyYHOrO 3HAHMS. VIMeHHO oTciofa 6epeT Hauajao Bo33pe-
HMEe Ha apabCKy0 IMO33UI0 KaK MCKYCCTBO MCKITIOUUTEIbHO
BaKHOCTHU, IOPOXKAEHHOM CUJIBHEMIIIMM TBOPYECKMM aKTOM BO-
obpaskeHMsI.

BOABIIMHCTBO 3HAMEHUTHIX MO3TOB MCIAMCKOTO MUpa, CO-
34aBaBlMe TPAKTaThl MO 3CTeTMKEe MO33UM, CTAHOBUIUCH ee
TeopeTUKaMM. DTOT CIIaB TEOPUU U NPAKMUKU OTIPeesi Bbl-
COKUIi 9CTeTUYEeCKMii YpOBeHb M033UM U MO3TUKU. MHOTHe aB-
TOPBI TPAKTATOB He OrPaHUYMBAIUCH OMMCAHMEM CBOeoOpasus
ITO3TUYECKOTO TBOPUYECTBA, HO U YINTYOJISITUCh B MHbBIE 3CTETUYE-
CKMe MPO6IeMBI: CYIIHOCTb, MCTOK M OCOGEHHOCTb MCKYCCTBA,
TBOpEIl ¥ €ero TBOPYECKMil IMOTEeHIMaa, BOOOpaskeHMe, CBSI3b
C TIpUPOIOIt U TpaAuliMe, MPoLecc XyI0KeCTBeHHOTO TBOpYe-
CTBa, CTWIb, HOBU3HA, UMMUTALMS U Ipyrue QPyHIamMeHTaTbHbIe
3CTeTMYecKue BOMpochl. MccmemoBaHue 00603HAUEHHBIX IPO-
671eM, TTPOVCTEKABIINX U3 OCO3HAHMS YACTHOCTEH MO3TUUECKO-
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T'O MICKYCCTBA, pa3BUBAJIOCh BMECTe C HUMM, CO06pa3ysich C 0bIeit
Mpo6IeMaTUKO 3CTeTUKH, GUI0CcOIUM UCKYCCTBA Y TEOPUU UC-
KycctBa. CiieloBaTe/IbHO, MO3THKA KaK HayKa O IT033MM, aHa/INU-
3UPYIOIIas MHOTME 3CTeTUUeCKMe MpoOaeMbl, Ha MPOTSHKEHUU
BEKOB Oblja Haubosiee BaxkHOI cdepoit apabo-MycyIbMaHCKOM
3CTETUYECKON MBICJIN.

Apabo-mycyTbMaHCKasl MO3TMKA pa3BMBAlIach B ABYX OC-
HOBHBIX HAaIlpaBJIeHMSIX: B Kiloue abCcTpakTHOI (GumocodcKoii
acTeTuyeckoit mbicau (Anb-®apabu, moH Cuna, ubH Pyiim)
M B KOHTEKCTE XYLOXKeCTBEHHO-KPUTUUYECKOI MBICIHU, a TakKe
COOTHOCUMBIX C Heii mpobieM puaocodCcKo-3CTeTUIECKOTIO Xa-
pakrepa (M6H anb-MyTas3s (861—908), n6H Kyraitba (828—889),
Kymama m6H Ixadap (873—932/948), amb-AMumu (X B.), U6H
Pammk (XI B.), ap-Pasu (XIII B.) u gpyrue).

B apabckux TpakTaTax, Tak ke KaK M B MHIUINCKUX, HEU3-
MEHHO OCBeILlaeTCsl TaMHCTBEHHAs CUJIa MO3TUYECKOrO MCKYC-
CTBa BMECTE C €ro CIOCOGHOCTBIO BMSTH Ha AYX, ITUUECKUE
uaeanbl U XXU3Hb yenoBeka. CTOUT TaKKke OTMETUTD, YTO B T103-
TUYECKUX TEKCTax ¥ TpaKTaTax MogyepK1UBaeTCs BaXKHOCTh pas-
HOCTOPOHHETr0 06pa30BaHys IJIsS 1I03Ta, ero MO3HAHMI O TIpe-
IIECTBYIOIIUX TPAAULIMSIX, COBEPIIEHCTBOBAHUSI JIUYHOCTU
M pasBUTUSA CIIOCOGHOCTell He TONMBKO B BBIGpPaHHOI cdepe,
HO U COTPSDKeHHbIX 06macTsax. CornmacHo ap-Pasu, B 0HOI NI
CTPOKE MCTUHHOJ MO33UM YaCTO «TOCTUTAIOTCSI BEJIUKUE BEIIN,
Belb OHAa YyCMMPSIET YMbl UM TIpeBpalllaeT APEBHIOI BpPaskay
B IpykOy. I Ha060pOT, GBIBAJIO M TaK, YTO OTHO IBYCTUIINE
Ppa3kuUrajio po3Hb U HAIIOJHSIO PeKU KPOBbIO» (16).

Heob6xoamumo B3MISIHYTh Ha OEMCTBUTENbHYIO IIPUUMHY pac-
LiBeTa M033MM U ee MeCTa Ha BepIIMHE MepapXui UCKYCCTB, KO-
TOpasi KOPEHUTCSI B caMOM apabCcKoM sI3bIKe, a 3a0[HO Ha TO,
KakuM 00pa3oM uepe3 06pasbl ITyCTHIHYM BbIPAXKaJoOCh MCKITIO-
YUTeJIbHOe TOUMTaHMe TMO3TUYECKOTO CJIOBa, IecCeH, JiereH,
repenaBaeMbIx IIOKOJIEHMSIMM M3 yCT B ycra. JluTepaTypa
B apabo-MyCyJbMaHCKOM MUpPE HMKOTZA He JOCTUTaja TaKoTo
cTaTyca M IpeBO3HOIleHUs, KaK Mo33usi. CpaBHUTEIbHO Mef -
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JIEHHO pa3BMBABIIAsICS Mpo3auuecKast Tpaauius apabcKoii am-
TepaTyppl, 0 TOYHOMY 3amMedaHuto llapng Ilemtata, Bcemy
obs13aHa IMepcun, HO He I'penyin (17).

IMostsl, Hanipumep, Barrmap n6H Bypg, (714—783), nOH amnb-
Mykadda (721—757), A6y Hysac (756—814), mucanu Ha apab-
CKOM $I3bIKe, POOMBIIMUCH IIpU 3TOM Ha Teppuropum VpaHa
C IPOIBeTaBIIEei MO3TUYECKOI Tpaaullueii, 0COOEHHO CUITbHOI
B PaHHWUII MEepPUOM, pPasBUTUSI apabCKOii KIaCCUUECKO MO33UN.
OTM TMO3THI pa3paboTany IMIMPOKOE UM OTKPhITOE MMUPOBO33pe-
HHe, He OTIMpaBIlieecs Ha OTAeNbHbIe TeJOHUCTUYECKMEe MOTUBBI
caTypHajuii U BocmeBaHmue BuHa. I[loasust A6y HyBaca cyiie-
CTBEHHO IOB/IMSIA Ha IOC/Ief0BaTelbHOE pasBUTUE IepCuf-
CKOJ MO3TUYECKOM TpaguLUK U CTaja UCTOUHUKOM BIIOXHOBE-
Hus gnasg Omapa Xaiisima.

W3 mHOXecTBa GOpM, pacKpbIBIIMXCS B JIOHE MYCYJIbMaH-
CKOJ LIMBUIM3AIMM, GEHAT — MOITUUYECKOe IBYCTUINME, METPU-
yeckass eqMHMUIA HAIMOHAJIbHOV (apabCKOi, MepCuaCcKoid, Ty-
peLKoi, MHAUICKOMA U Op.) 1T033UM HapoAoB BocToka o3Havana
SMIIATUYECKM CKOHIIEHTPUPOBAHHYIO U MeTahOpUUecKu BbIpa-
SKEHHYI0 MBICJIb — UCK/IIOUUTENbHOCTh €CTh B €€ COMPSDKeHHO-
CTU U KpacoTe. DTa peaxasl ClIOCOGHOCTh B apabo-MyCyabMaH-
CKOIt MO3TMUUECKOl TpaaAuliuu OoTpaXkaeT BepIIMHY MacTepCTBa,
JOCTUTaeMyI0 HaCTOSIIMM T03TOM, IMOCKOJIbKY Takas JIJaKOHUY-
Has Gopma Mo33uUM SBISET 3aBEPIIEHHYI0 M MAaKCUMAIbHO eM-
KYIO MbIC/Ib B BUJe 3aKOHUEHHOTro Oeitra. [IBYCTUINMS B CBOIO
ouepenb MAOT MMITYJIbC ISt GOpMUpPOBaHMs Oojiee CITOKHBIX
(opM BOCTOYHOTO CTUXOCIOXKEHMsI: pybam, Tasenu, KachImbl
U IPYTUX.

Hocranbruueckue neATMOTUBBI BO3BpallleHUSI K CTapbiM
BpPeMeHaM CTaJIM MOSIBJSIThCS B IX B. CO CTpeMUTEIBbHBIM MTOAb-
eMOM apabcCKoii Ky/lbTypbl, HalmoMuHawero BospoxkmeHue,
B TO BpeMsI KaK IT033USI JOUCIAMCKMX BpeMeH OOBSIBIISIACH
BMECTWININEM TIePBUYHON TapMOHUM U MCKIIOUUTEIbHON
10 CBOEJ 3KCTPAOpOMHAPHOCTU U TIyOMHE 3MOIIMOHAIbHOTO
NepeXXMBaHUS MbICIM, HEOOCTMKMMBIM MealoM KpacoThl,
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HEUCCSIKaeMbIM MOTOKOM MCTMHHOTO XynoXecTBa... C pocToMm
3HAUeHUS MMOITUUECKOTO MCKYCCTBA U TTOHMMAaHMUS BaXHOCTU
COXpaHeHUsI TpaguIuii B KyiabType Xanudara HaUMHATCS BaXK-
HbIIl mepuon c6opa, M3yUeHUS] UM CUCTeMaTU3aluu o6pasiioB
CTapoii MO33UM U COCTaB/IeHME TTO3TUUECKUX aHTOIOTUIA.

B X Beke ITO3ThI ¥ TEOPETUKM HOBOTO MOKOMeHusT — MOH Ky-
Taitba, nbH Pammk, m6H amb-Acup (1160—1233) oTkasannch
OT OpeBHEeN IMO3TUYEeCKOV Tpaguliuy B IOAb3Y MO33UM, OCBO-
OOXKIEHHO OT YCJIOBHOCTE!M KJIaCCMUYECKOM ICTETUKM, TTPEKHUX
KaHOHMYECKUX YCTAHOBOK M MMUTAIIUU CPEACTB 3CTETUUECKOTO
BbIpakeHMs1. B cBOMX Tpygax OHM pasBMBAIOT 'yMaHUCTUYECKME
Y YHUBEPCAIUCTCKUE TeHAEeHIMM, HAalllyTIbIBalOT OPUTMHATbHbIE
CpencTBa XyA0XKeCTBEHHOTO BbipakeHMs1. B Teuenmne X—XIII Be-
KOB /IBe TI0O3TMYecKye (cTapasi M HoBasl) TPaAULIUMU U TECHO CBSI-
3aHHbIE C HUMU TeOopeTUIeCcKue UCCIef0BaHNUsI — MO3TUKH, TIe-
perieTascb MeXIy cob60i, 06yCIOBMUIM 3010TOI BeK apabCKoit
JIUTepaTyphl ¥ 1I033UM, KOTaa apabckast M033usl, CMHTEe3UPOBaB-
uiasl IpeBHME TpaguLiMiM U HOBbIe MO3TUYECKME 3a[auM, [TOPO-
IWUIN ey TUTeSIAy BeJIMYaiimxX M03TOB M TEOPETUKOB, U3 KO-
TOPBIX [0 MaclITabaM CBOEro TaJlaHTa BBIAEISIUCh VOH ab-
XyceitH (969 — mexxny 970 u 1016), n6u anb-Acup (1160—1233)
u ap-Pasu (XIII B.). B TO >xe camoe BpeMs IIPOUCXOAUT CTPEMU-
TeJIbHBI B3JIET MUCTUUYECKU-OPUEHTUPOBAHHON MOITUYECKO
Tpaguuuu cyues, mucaBIIMX Ha apabckom (MOH Apabu, ajab-
®apun) u nepcunckom (Pymu) s3pikax.

Korma monuTuueckme U KyJbTYpHbIE TPOLIECCHl B MEPUO],
pacnaga Xanudara Ha 3akaTe AuMHacTuM A66acumoB Habupaan
CUJTy, Ha HEKOTOPBIX TEPPUTOPUSIX HAOIIOFAJICS paciBeT CO-
TIePHMYABIINX MEKAY CO00¥ HAIIMOHAIbHBIX MOITUYECKUX TPa-
ouiuii. C OZHOV CTOPOHBI, UX IIpPeACTaBUTEIM OOpauaanch
K HOBBIM TeMaM, IpuAaBaju Oosblllee 3HAUEHME BHEIIHUM
dbopMaM, ¥ TIOCTENMEHHO OMCTAHIVPOBAINCH OT MCKPEHHOCTU
paHHe! IyCTBIHHOM I1033UM GeAyMHOB, a C APYroil CTOPOHBLI,
B CBOEM TBOpYECTBE OHM IIO-Pa3HOMY acCOLMMPOBAIUCH
C SI3bIKOM M TIO3TUUYECKUMMU TPagUIMSIMU KOHKPETHBIX permo-
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HOB, UTO [aJI0 CBOU IIJIOABI B JalbHeNIeM Pa3BUTUM TTepCUf-
CKOI1, TypelKol U MHAO-UCIAMCKOV T033UMN.

Hecmorps Ha mcnammsanuio M apabusanuio MpaHa, mipen-
MIpMHYMaeMbIX apabaMy Ha MPOTSDKEHUM TPeX CTOJNEeTHi, B Ka-
YeCTBe MPOTUBOCTOSTHUSI MMITEPCKOI apabCcKoil MIeoaoTuy ObuT
OCYLIECTBJIeH OBOPOT K PAaHHUM ITePCULCKUM JINTePATyPHbIM
TpagunusaM. ITo mepe M3MeHeHUS TTOMUTUYECKOTO ¥ SKOHOMMU-
YeCcKoro BausHUS 1ieHTpoB Kamdara BriepBble HA TEPPUTOPUA
WpaHa nop, BausgHuem ®duppoycu (okono 932—1020), npussi-
BaBIIIETO CBO¥ HApOJ, BEPHYTHCS K MCTOKAM HAlIMOHAIbHOI T03-
3UM, BO3HMK/IA OPUTMHAIbHAS HeO-TIepCUJICKAsT MO3TUYeCKast
TpaguLIs, TOABVSKHUKYM KOTOPO 3aMMCTBOBaIM y apaboB 1 ac-
CUMWINPOBAJIU TTO3TUYECKMEe (HOPMBbI, MOIENIN, TEMbI, MOTUBBHI,
06pa3sbl, JKaHPbI, GOPMbI CTYJIMCTUYECKOTO BBIPASKEHMS, CTUXO-
TBOPHbIE pa3Mephl U Jake B 3HAUUTEIbHOM Mepe JIeKCuJyecKue
enuaunbl. dupmoycu, Caamm, Xadbus, Pymu, Huszamm, Omap
Xariam, @apun-an-ouH ATTap CO3aBaii HOBble MOTUBBI JIMPU-
YeCKOJ, MHTEINIeKTYJIbHOM, MPUABOPHONM U 3pOTUUYECKOI IM03-
3UM, MPOHM3AHHON CAaMOOBITHBIM HEPCUIACKUM (DOIBKIOPOM.
OTa mosTnyeckast TpaauIIys, BIIMTABIIAs B ce6S1 MOTUBBI TeJlec-
HOJ JII06BM U 3POTM3MA, XapaKTePU3YeTCs] UyBCTBEHHOCTHIO
¥ GOJBIIOI CBOOOMOI MHTEPIIpETALUM Pas3sIMUHBIX ITOITUYe-
CKUX TeM, TIOBJUSBIINX HAa pa3BUTHe 3analHO} KypTya3HOit 110-
33UM NO3JHEro CpeJHEeBEKOBbS M peHeccaHca.

[Mo3ke aHAMOTMYHbBIE MPOIECCHI MTPOUCXOOWIN B IMOXY
MpaB/ieHus1 Typelkoi nuHactuu B AHatonuu, rae ¢ XI mo XVI
BB. O/M3Kasl MepPCUACKON Tpamauiiuy paduHMUpPOBAaHHAS MMOITHU-
YyecKasl TYpPKOSI3bIUHAS M033MsI TTOCTeNeHHO 3aHMMasa Beayuue
nosunuu. Hamnbosee n3BecTHBIE ee MPEACTAaBUTENN, TaKue, KaK
IOnyc Ompe, Hacumu, ®usynm, PeBanu, Xasyiv 1 baksl pa3Bu-
BAJIM CXOXME€ TEMbI, BIOXHOBJIEHHbIE SCTETUKOI ¥ JIFOOOBHOI
aupukoii cydpues. B XVI Beke B MepcuaCKOi U TyperKoi Mmos-
TUYECKUX TPAOULUIX HaAvajach S5M0Xa JTOMMHUPOBAHUSI TaK
Ha3bIBA€MOI'0 «MHIUICKOTO CTUJISI» B [IO33UMN.

219



B3ném uckyccmea kannuzpaguu

B apabo-Mycy/nbMaHCKOIM KyabType Kayurpadust (XaTT),
KaK ¥ 1033usl, G/M3Ka CBSIIEHHBIM TEKCTaM, M 3TOM CBSI3bIO
OHA BO3HOCUT CeOsl Ha BepIIMHY Mepapxuu MCKyccTB. Kammm-
rpadusi B MCIAMCKOM XYHOOKECTBEHHOW KYJIbTYpe SIBJISETCS
B HEKOTOPOM CMBbIC/Ie aJbTePHATUBOIM MKOHOTIpahUUeCKOn XKu-
BOITMCK, OOTOTBOPMMOI B HAPYIUX IMBWIN3AIMSIX. BO3BbIlIe-
HMe 3cTeTudeckoro dGeHomeHa kauurpadbuyu B uepapxuy uc-
JAMCKUX MCKYCCTB OOYCIOBIMBAIOCh (QyHIAMeHTaTbHbIMMU
npencraBieHusiMu MciraMa, Tak KakK MCKYCCTBO Kayumurpadum
HaIpsIMyl0 COOTHOCWJIOCh C BeluMuMeM ClI0Ba BOXbero u ero
MMPOHMKHOBEHMEM B pPasiMyHble KyIbTypHble cepbl. B KoHIle
KOHIIOB Kayurpadus obpesa CTaTyc CBSANMEHHOTO CMMBOJIA MUC-
JaMcKol uBuIn3anuu, gaxe IIpopok Myxamme[ B MCIaMCKO
KyJIbType HecayJyaiiHO M300paskaeTcs C IepoM M MEeUOM B py-
Kax.

Bunnbiii dpanIrysckuit ncaamuct Jiym MacCMHbOH, YIemsiB-
it 60JIbIIOe BHMMAaHME B3aMMOOTHOIIEHUIO MCTaMCKOTO TeK-
CTa C 3CTeTUYECKMMM MUPOBO33PEHMUSIMU apaboB, OTMeUas, YTO
cpemy OPYIUMX CEMMTCKMX SI3BIKOB apaOcKuit andaBUT OaM30K
K COBEPILEHCTBY U 61arofapsi ero IjaBHOM CTPYKType Haubosee
MOAXOOUT s Ka/umurpadmuueckoro crocoba u306pakeHus.
B TekcTax, MOCBANEHHBIX Pa3IMIHBIM chepamM r'yMaHUTApPHOTO
3HAHMS, OCOGEHHO B TMO3TUUYECKUX, BCTPEUAETCS MHOKECTBO
SMOIMOHA/IbHBIX OI[€HOK, BOCIIEBAIOIINX KPAacOTy M 3JeraHT-
HOCTb Kayumurpacdmnueckoro IuchbMa, U3SIITHOCTb KakK «HeCcpaB-
HEHHYIO» B ee Cujie 3MOI[MOHaNMbHOTO 3(deKTa, Kak «camoe
6/1aropogHOE U3 MCKYCCTB», «3€pPKaj0 OYIIN», «TOJIOC CepAlar»
U T. 1. Be3ywioBHO, apabckasi MMCbMEHHOCTh JTaske 6e3 yroMu-
HaHMST COOTHOCMMBIX C HEJt MUCTUUYECKMUX CUJI O6IamaeT Kpaco-
TOJ, IJIACTUUYHOCTBIO M300pakaeMbIX 3HAKOB, CIIOCOGHOCTHIO
K CTMJIMCTUYECKO} TpaHchopMmaluu — BCE 3TO IIpeBpaliaer
Kayumurpaduio B yTOHUEeHHOE MCKYCCTBO.

Haser cakpampbHOCTM, TIPUCYIIMIT UCKYCCTBY Kaymurpadumn,
TpMBJIeKaJ 0CO000e BHMMAaHME CO CTOPOHBI MHTE/IEKTYaTOB
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Y XYIOOKHMKOB, 0OpaIIalomyXcsl K MOMCKaM HOBBIX CPEACTB 3C-
TETUYeCKOTo U XyI0KeCTBeHHOT0 caMOBbIpaskeHMs1. Beib Kamim-
rpaduyecKuii TEKCT COeAMHSUT B cebe Ba YPOBHS BhIPA3UTENIb-
HOCTU: BU3YANbHLIU U KOMMYHUKamu@Hsill. TToCKOMbKY JaHHOe
MCKYCCTBO (PYHKIIMOHMPOBAJIO OMHOBPEMEHHO U KaK TPaHCISITOP
BU3YaJIbHO CUCTEMBI, ¥ KaK PacIpoCTpaHMUTeNb MHMDOpMaLN,
CO BpeMEeHEeM 8U3YaIbHAsl (PYHKYUS cmaid nPesocxooums KOMMY-
HukamueHyw. [eiiCTBUTENbHO, Kaaurpadus OTIMYAETCS
OT IPYTUX BU3YaTbHbBIX BUOB MCIAMCKOTO MCKYCCTBA UCKITIOUM-
TeJIbHOV 3PeNUIHOCThIO, U3SIIECTBOM, KPacoTOi U HeOXUIaH-
HBIMU CTUJIMCTUYECKMMU MeTaMop¢o3aMu.

ITo Mepe pasBUTHUS KHUKHOTO JIejia M POCTa 06bEMOB KHIK-
HOV TPOIYKLMM, TOSIBUIMCh MPOQeCcCHOHaTbHbIE COOOIIEeCTBa
KHIVDKHUKOB, MMycapeil M KaurpadoB, KOTOpbIE IMOMyYaIu BCe
OOJBINYI0 OOLIECTBEHHYIO 3HAUMMOCTD C PACIIBETOM KiIaccuye-
CKOJT KyJAbTYphI apabckoit muBmmusaiyu. Kanmurpadsl JoCTUT-
JIM BBICOKOTO COLIMAJILHOTO CTaTyca B apab6o-MyCylIbMaHCKOM
00611ecTBe, MOCKOABKY MOIJIM MCKYCHO 3alyChIBaTh U Iepefa-
BaTh JIIOOSIM cJ10BO boxkbe. HeMelknii crieliaancT, TOHKMIT 3Ha-
TOK MCIaMCcKoi Kayuurpadgumu AuHemapu IllumMmenb 3aMeuaer,
YTO «JI000Bb K Ka/NTUTrpaduy HACTONBKO YKOPEHEHA B MCJIaM-
CKOJ1 KyNMbType, 4YTO 6bLIO 6bI CTPAHHO, ey Obl OONBIIMHCTBO
apabCKuX IpaBuTesel He IPUIaBaIM TAKOTO BHUMAHMS 1IeCTO-
BaHMIO STOT'O 6JIarOpPOIHOr0 MCKyccTBa» (18).

IpeobGnagatomiasi 4YacThb IIpaBUTENENi pasHBIX PErvMOHOB
apabo-MyCyIbMaHCKOTO MMpa, a TakKkKe WIeHbl UX ceMeil BO-
[T B MICTOPMIO KaK TaJaHT/IMBbIe MacTepa Kayuurpadum. U6H
Mymia (886—940), Bemymmit kKayumrpag smoxu A66acumos,
MMHUCTP bBarmamckoro xammudara, YpoXaeHHbIi barmana,
HO TEepPCUACKOTO MPOUCXOKIOEHMS, Chenan MUCKIIUNTEeTbHbIN
BKJIaJ, B pa3BUTHE 3CTETUKM KJIACCUUECKOI MCIaMCKOM Kajuim-
rpadun. EMy cTaBaT B 3aCTyTy IUIOAOTBOPHYI0 MHOTOIPaHHYIO
KYJIbTYPHYIO U Xy[IOXECTBEHHYIO JesTelbHOCTb. IHTe/IeKTyall,
TOTOMCTBEHHbIN Kayuurpad, OH 3aHMMaJT pa3Hble BbICOKME afl-
MMUHUCTPATUBHBIE TTO3UIMM Ha MPOTSIKEHUM BCei CBOeN >KU3-
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HM, TOCTUTHYB B KOHEYHOM MTOTe NOKHOCTM BU3Mpsi. OH 60-
rotBopma Kaumrpadumo. W Bo3BblIeHMEe KaJaurpaduu
B Mepapxuyu MCKYCCTB MPOM3OIII0 BO MHOTOM OJarogapsi ero
yeunusim. CUMTaeTcsl, YTO MMEHHO OH BB B OOMXOI KypPCUB-
HBIV CTU/Ib KAJUTMrpadum myaym, IPUBHEC €r0 B IMIPOCTPAHCTBO
apabo-MyCyIbMaHCKOI KyJIbTYPbI, a TaKKe pa3sBUJI ITPOIOPIIV-
OHATBHYI0 CUCTEMY KJIACCHMYECKON MCIaMCKOM Kaymurpaduu,
B KOTOPO} MCKIIOUMTEIbHOE BHMMAaHME MPUAABAIOCh CTPOroi
MPOIOPIMOHATBHOCTM Pa3HbIX 37IEMEHTOB HIpudTa.

B XI Beke screTmyeckue MPUHIOMUIIBI MOH MyJUIbl B Hajb-
HeJIeM ObLIM PasBUTHI M YCOBEPIIEHCTBOBAHbBI IPYTUMM ajer-
TOM KaJIuUrpaduyeckoil scTeTukM MOH aib-BaBBaboM (YM.
okono 1022). BocTOpskeHHBIVI MOKJIOHHMK U KOJJIEKIMOHED
Kayunrpadguueckux 06pasnoB u6H Mysia co3a BAUSITENbHYIO
mKomy Kaurpadgumu B bBarmame, KoTopasi ITOMMHMpOBasia
BIUIOThH [0 MOHTOJIbCKOTO 3aBOoeBaHMUs. [ TOro, 4ToObl Kave-
CTBEHHO OII€HUTb COOTHOIIEHMEe Kamurpa@uyeckux sJIeMeH-
TOB, OH M300pes BCIIOMOTATEIbHYI0 CUCTEMY, ITO3BOJISBIIYIO
M3MEpPSITh M CPaBHMBATHb BBICOTY UM INMPUHY KaxkaOii OYKBBI.
Ora cucrtemMa KaMrpa@uyeckoin 3CTETUKY CWJIbHO IOBIMSIIA
Ha pa3BUTHUE MOMYISIPHOTO Ka/TUTrpauuyeckoro CTUJST HACX.
Macrep-kayuurpad abbacumackoir smoxu SIKyT anb-Mycracumu
(ym. 1298) cny>kun B bargaze npu npu OBOpe IOCAeSHero mnpa-
BUTEJIS 9TOV OUHACTUM, 3aHMMAsl JO/DKHOCTD IIABHOTO KaJlIy-
rpacda u cekpeTaps BIUIOTh 0 3aKaTa A6G6ACUICKOI OMHACTUN.
OH CTaHOApTMU3UPOBA IIECTh OCHOBHBIX Ka/uMrpaduuecKux
ITIOYEpPKOB, T.e. OCHOBY apabCKOii MUMCbMEHHOCTM (HACX, CYIbC,
MYXaKKakK, paiixaHy, pyKaa " TayKu).

It ycuaeHus: SMOLMOHAIbHOrO 3(deKTa, KOTOpbIii Mpo-
M3BOIUT Ha BEPYIOINEro OOKECTBEHHOE CIIOBO, Kaymurpadude-
CKMe HaAINUCHU MOo-pasHOMY OpHaMeHTUPOBAINUCH, YKpaIIaancCh
apabeckaMy, JMHEHBIMU TEKCTypaMM M abCTPaKTHBIMU Teo-
MeTPUYECKUMM CTpyKTypaMyu. OpHaMeHTaJIbHO M3yKpalleH-
HbIIl apabckuit MpUQT, TPOHU3AHHBINA MPUIATHBIMU [JIs I1as3a
JIeKOPAaTUBHBIMM 3JIEMEHTAMM CTAHOBUTCSI TIPMBBIUHON [eTa-
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JIbI0 YOpaHCTBa B MCJIAMCKOM MCKYCCTBe. MICKYCCTBO KayUIUrpa-
¢buy He TOMBKO BIUTANO GOraThle TPAOULIVIM, MPEIIIECTBYIO-
mye eMy B apabo-MyCy/lIbMaHCKOl KyJAbTYpe, HO U IIpeTepIieno
3HAUMTEIbHbIE TIePEeMeHbI B CBOUX (PYHKIIMSIX.

ITo mepe pa3sBuTUS apabCKOi MMCbMEHHOCTU Kayumurpadu-
yeckye CTWIN pas3feuauch Ha OBa Pa3IMUHBIX HAITpaBIeHMS:
TaK Ha3bIBaeMble zeomempuueckue (80CMoUHbvle Kydu) U pasBu-
BaroImecs ¢ X BeKa pa3po3HeHHble TIPOIUCH (HaCX, CY/IbC, pyKaa,
ouBaHu U 1ap.). C coBepUIeHCTBOBAHMEM MCKYCCTBA KayUIUTpa-
dbum apabckuii, MepcUaCKui, TypelKkuii CTUIM KaJaurpaduye-
CKOTO MMChMa Pa3BUBAIUCH U PACIPOCTPAHSIUCH B Pa3HBIX pe-
T'MOHAX YK€ B COUeTaHUM C MECTHBIMY TPAIUIIVISIMMU.

Haumnas ¢ X Beka B YCJIOBUSX CTPEMUTENIBHOTO Pa3BUTUS
KaJmurpad@uyeckoil KyJabTypbl HEKOTma IMOMyIspHble (GopMbl
C YIJIOBaThIMM GYKBaMM TIOCTENIEHHO 3aMEHSUIUCH TTO[ BIAUSIHU-
eM IVMHAMWYHOCTU MycbMa 60jiee OKPYIJIBIMU CTUISIMU: CYJIbC,
HAcx, MyXaxkkax, patixaHu, matioxcu, pykaa v npyrue. OHU 1103BO-
JISUTM MacTepy paciiMpsATh BO3MOXKHOCTY CIIOHTaHHOTO CIT0Cco6a
mucbma. HoBbie, 6oree M3SIIIHbIE M CBOOOMHbBIE CTWIIM KaJlI-
rpaduy UCIIONMb30BAIMUCh HAa MPOTSKEHUM Beeli anoxu Abbacu-
OB B BeOyIIUX II€HTpax MYCYJbMAaHCKOM KYIbTYpbl — TaKUX,
Kak Jlamack u ocobeHHO Barmam. OHM HavyaauM aKTUBHO BTOP-
raThCs U B APYyTMe BUABI MCKyccTBa. OKpyias U IjIaBHAs Kasi-
nurpaduyeckast popMa cTaja BaXKHbBIM 3JIEMEHTOM MHTEPbEPOB
M JeKOpaTMBHOTO ybpaHCTBa. BmecTe ¢ 0603HAUeHHBIMMU IIe-
CTbI0 OKPYIJILIMU CTWMJISIMM, JIOKQJbHbIE CTUIM ITOSIBJISUTUCH
¥ PacIpoCTpaHsIMch B Marpube 1 AHZaIyCcumn.

Tpamuius apabckoit Kaymurpadum mosske 6bpL1a aCCUMUI-
poBaHa M pa3BuTa BeauMKMMM MacTrepamu Ilepcupackoin
u OcmaHckoi uMmnepuii. Y3 Bcex oopMIIEHHBIX B ITePCUICKOM
KYJIbTYPHOM ITPOCTPAHCTBE CTUJIEN CBOEI 0CO00II 3CTETUUECKO
KpacoToii (opM BBIAENSIETCS MAAIUK, THEe JUHUS 3aIMCaHHbIX
OYKB IIJIaBHO Te€peTeKaeT BHU3 ¥, MPOXO[s TOPU3OHTATbHYIO
JIMHNIO, BCTpeYaeT HIMKHUIT GYKBEHHBIN ypoBeHb. Taaauk ObuT
HMIMPOKO PACIIPOCTPAHEH B YOPAHCTBE U MEPCUICKOM UCKYCCTBE
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MMHUATIOpbI. Aslb Tabpusu, XyIOKHUK U Kajumurpad, SKUBIIIT
B Hauvaje XV BeKa, GbI BEIMKMM MAacTepOM 3STOTO CTUJIS.
ITo mpoiiiecTBUM HEKOTOPOTO BpemMeHU, B XV BeKe CTaHOBUTCS
TIOMY/ISIPHBIM CTWIb OU6aHU, PA3BUBLIMIACS U3 CTUIS MAALUK.
OH OT/IMYaeTCs CBI3YIOMMMM OYKBbI IMHUSIMMU, TUTABHO MTOIHM-
MaloUMMUCS BBEPX. DTUM CTUJIEM MpenoYnUTalu MMOIb30BaTh-
¢ mucapu. Takke OH IIMPOKO MCHOMb30BaIcsS B OCMaHCKOM
MMIIEPUM Ha CYJITAHCKMUX TepPCOHATbHBIX 3HAKaX, CBOEro poja
dakcuMmiie — WK Tyrpax, 4eit 3CTeTUUeCcKuil oGIMK MpecTaB-
JISITICST CBepX3HAUMMBbIM. Kaskmblit cy/nTaH o6/1aman OpUrMHaIb-
HOJ TIeYaThi0 C KaTMIpaduIecKuM TEKCTOM, TIIATEIbHO MUC-
MOJTHEHHBIM MCKYCHBIMM MacTepaMMu.

Bonbioe pasHoobpasue 06pasiioB BBICOKON Kayummurpaduu
MOXXHO OOHapyKMUTb He TOJbKO Ha Oymare, OHM BCTPEUalOTCS
BO BHYTPEHHUX MHTepbepax CBETCKUX U CBSIIEHHBbIX CTpoe-
HUIi: Ha MOTOJKAX U CTeHaX, B POCIUCSIX KOBPOB. VIHTepbepbl
U 3KCTepbepbl MeyeTell U MaB30JieeB, KOBPbI U JeKOpaTUBHbIE
3JIEMEHTHI B M300MIMM YKPAIIAINCh KauurpaduuecKuMM TeK-
cTaMu, comepsKaliMMyu Boimepskky 13 Kopana. Apabecka — n-
HEVHBIA PUCYHOK, UCKPUBJSIOMUICI M Pa3BOPauUUBAIOLIUIACS
B BapualusxX TeOMETPUUECKUX U PaCTUTEIbHBIX CTPYKTYD,
MaJbMeTT U IIBETOYHBIX KOMIIO3ULIMI — SIBJSIETCS OCHOBHBIM
MUCIaMCKUM Xy/I0’KeCTBEHHbBIM MOTUBOM JieKopa.

B mycynbMaHCKOV apXUTEKType, MHTepbepe, JeKOPaTUBHO-
MIPUKIATHOM MCKYCCTBe Kajumrpaduyeckye HaAmuCu Ha apab-
CKOM, IIE€pCUICKOM, TYpPELKOM M APYIUX SI3bIKaX BBIIIOJIHSIOT
He TOJIbKO BaXKHYIO 3CTETUUYECKYI0 QYHKINIO 06 beIVHEHUS pas-
JVYHBIX 9JIEMEHTOB B €MHYIO XyIOXXeCTBEHHYIO c1CTeMY, GopM
9CTETUYECKOTO BBIPAKEHUSI — B YHUDUIMPOBAHHYIO KOMIIO3M-
LMOHHYI0 CUCTEMY, HO M pacCKpbIBalOT MCIAMCKYI0 TPUPOLY
Mpou3BeAeHusT MCKYCCTBA, HEOTHEeNMMOro OT YTUIUTAPHOM
dbyakuyy. VssmiHas rm6KocTs apabekoro mpudTa u ero 6;aro-
POIHBIN apTUCTU3M CIIOCOOCTBYIOT peann3aliy YHUBEpCasb-
HbIX U crenuduueckux ¢yukuuit. Kammurpabus, B omimume
OT Ipyrux (opM MCIaMCKOTO MCKYCCTBa, Graromapsi CBOei CBSI-
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IIEHHOM M CMMBOJIMYECKOI CyTy OblIa BO3HECEHA 0 TaKUX BbI-
COT, YTO MOIJIa BBOAMTh CO3€pLA0IIero B MUpP MCKYCCTBa, Ie
TpeaMeThl CaKpaJbHOTO 3HAUeHMs B MEPBYI0 ouepenb OTpaska-
IOT 3CTeTUYECKMe CBOJICTBA ¥ BOCIIPUHUMAIOTCS MCKIIOUNUTENh-
HO KaK 06pasiibl MCIaMCKOJ XYI0KeCTBEHHOI TPaauIIAA.

Mup e muHuamiope

HoBble rpaHyM MyCyJbMaHCKOTO 3CTETMUYECKOTO (eHOMeHa
pPacKpbIBalOTCSI B 3HAMEHMTBHIX MMHMATIOpax-UUTIOCTPALUSX,
YKpalllaIyuX MaHYCKPUIITBI ePCUICKUX, TYPeIIKUX U MOTOJb-
CKUX MacTepoB. M3-3a TOro, yTo MMHMATIOPHI MTePBOHAYATBHO
BOCIIPUMHMMA/INCh KaK BTOPOCTEIIEHHOe ABYMEpPHOe MCKYCCTBO
KHIDKHOM WJUTIOCTpaliMy, OHU MMeJIU MeHbIlle OrpaHuYeHUi],
MpeanMCaHHbIX UCIaMCKOM UAe0norueii, YeM MOHyMeHTaabHas
M CTAaHKOBasl XMBOMMUCb. MMHMATIOPHI, yallle Co3/aBaeMble IS
WUTIOCTPaUMM KJIacCUYecKoi JIMTepaTypbl U T033UM, TOCpe-
CTBOM BU3YaJbHOTO SI3bIKA OTOOpaskanmy Haubosee 3HAUYMMBbIE
3MU30/Ibl UCTOPUM UCTAMCKMUX HAPOMOB, a TaKkKe KU3HU UX Mpa-
BUTeJIEl B Yachl 3a60T U OTIbIXA.

MCcKyCcCTBO MMHMATIOPbI B3aMMOJEICTBYET C HEKOTOPBIMU
9CTeTUYECKMMM YCTAHOBKAMM paHHe GpecKoBOil U CTAHKOBOJ
SKUBOMIMCU, PA3BUTHE KOTOPBIX MPUOCTAHOBUIOCH T10 MPUYMHE
3aMpeToB, HaJlaraeMbIX UCIaMCKOM uaeonorueit. Bmecre ¢ pac-
IMIpeHueM TpeACTaBIeHUIT 0 «KpacMBOM 00pase KM3HM» pac-
MPOCTPaHSINCh paduHMUpPOBaHHASA KHMKHASI KyJAbTypa U KOJ-
JIEKIIMOHMPOBaHME pPeAKUX MaHYCKPUIITOB. IOTO TMOCIYXXUIO
TOTYKOM K Pa3sBUTUIO UCKYCCTBA KHMUKHBIX MUHMATIOP, aBTOPBI
KOTOPBIX MPOAOIKUIN U YCOBEPIIEHCTBOBAIYN TPALAULIUM UIIITIO-
CTpaluM CakKpaJbHBIX PYKOIMCHBIX KHUT. XapaKTepHble [ 3a-
MaJHOM XKMBOMMUCKU B3aMMOMENCTBME MEXKAY CBETOM UM TEeHbIO
¥ pellleHye CTI0KHBIX MTPo6IeM SKUBOIMCHO MePCIIeKTUBBI UY3K-
IIbI MCJTAMCKOM MUHMATIOPEe, pa3pabaThIBaloIeli CBOM CPeACTBa
XYy 0XKeCTBEHHOTO BbIpaskeHMsl. VICKyCCTBO KHUKHOI MUHUATIO-
pbI JOCTUTAET COBEPUIEHCTBA B MEPCUICKOM KyIbTYPHOM IpO-
CTPAHCTBE, a TaKKe B Ky/bTypax OCMaHCKOM ¥ MOTOIBCKOI UM-
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Tepuii, UCTIBITABIINX BAMSHME TIePCUICKON TPagULIUNA.

ABTOpPUTETHBINI 3KCIEPT B 06/7aCTM UCIAMCKON MMHMATIO-
pbI, aBTOP ISITUTOMHOTO ucciaenoBaHus «Esthétique de I’art
musulman — la peinture» («dcTreTuKa MyCyJIbMaHCKOIO MCKYC-
CTBa — XUBONUCL», 1974) Anekcanpp Ilanagonysino ygenser uc-
KITIOUMTEIbHOE BHUMAaHMeE MUCCIeAOBAHUIO JAHHOTO (heHOMeHa.
OH pasnuyaer [Ba Mepuona B UCTOPUM Pa3BUTUS MUHUATIOPHI.
ITepBbIiI OTHOCUTCSI KO BpeMeHaM 3alipeTa M300paskeHUs Ku-
BBIX CYIIEeCTB Ha MMHUATIOPE B COOTBETCTBUM C OPTOLOKCANb-
HBIMM PEIUTMO3HBIMM TPEANIUCAHUSIMM, KOTAA XYOOXKHUKU
He HaXOJIWIN CIIOCOO0B ¥ BO3MOXKHOCTEN IJIST X IIPEOIOIeHMSI.
BTopoil nepuon xapaKTepusyeTcsl 3CTETUUECKOM pPeBOIOLMEN,
KOTOpasi 060raTiniia MyCyJbMaHCKOE MCKYCCTBO MCKITIOUUTETbHO
B&KHBIM COOBITMEM: IMOSIBUJIOCH KAayeCTBEHHO HOBOE OCBOGO-
JIUBIlIeeCs OT PeNUTMO3HOTO BAUSIHUSI U YCJIOBHO aBTOHOMHOE
MUCKYCCTBO (19).

IpeBHejiMe U3 HbIHE M3BECTHBIX 00Pa3l0B KHDKHBIX MMU-
HMATIOP UCIAMCKOTO Iepuoza, COBCeM HeIaBHO OOHApYysKeHHbIe
Ha Tepputopunu Cupumn, emie mouTu He HeCyT CIe0B McaamMmmu3a-
. BO3MOKHO, UCTOKM MCKYCCTBA MMHMATIOPBI, CIeIyeT WUC-
KaTh B MpaHe u LleHTpanbHOM A3Mu, MMeBIINX Oojiee TeCHbIe
cBsa3u ¢ KurtaeMm, rmge yke CyIeCTBOBAIM AaBHMe GoraTbie Tpa-
IULUU WIITIOCTPUPOBAHUST KHMUT.

B XII Beke B [lepcuu nosmyumsia pasBuUTMe HOBAsI TPagUIINS
[IBETHOJ MMUHMATIOPHI: POHU3AHHbIE TUPUZMOM U CybUICKUM
MUCTUIIM3MOM M/UTIOCTPALIMM MO3TUYECKUX c60pHUKOB. Ocoboit
MOMYJ/ISIPHOCTBIO TTO/Ib30BAIMCh KHUTYU C SPKUMU IIBETHBIMMU UJI-
JocTpauusaMu, usnanHoie B XIII Beke BO BpeMeHa 3aBO€BaHMUS
MoHro/iamu VMipaHa. B 3T0o BpeMs SHIIMKJIONIeAUCT U UCTOpUK Pa-
i anb-JuH (1247—1318), dbakTudeckyu SBASBIIMIACI BUSU-
peM, OCHOBaJI U3JaTelbCKuit 1eHTp B Te6puse, roe 220 Kaum-
rpadoB, SKMBOMMCIEB-UJUTIOCTPATOPOB, ITEPENMCUNKOB TEKCTOB,
MAacTepOB 10 30JI0TY, [lepervieTy 1 Koxe, UCII0/b3ysl 6yMary BbI-
coyajiilero KauecTna, COBMECTHO paboTaiu Hall CO3JaHyeM Iie-
JIeBPOB KHMKHOT'O MCKYCCTBA.
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Ha nepcupackyio LIBETHYI0O MMHUATIOPY TOBIMSIIM TaKKe
TpaOIULMM BU3AHTUINCKOM U apMSHCKOI MUHUATIOPHOM >KUBO-
nucu. Busantuiickas Tpaauiusi MMHUATIOPBI OTAMYANach TSATO-
TeH/eM K 3MOLIMOHAJIbHOMY HACBIIIEHUIO I[BETOB U MSITKOMY
JIMHEITHOMY PUCYHKY, YTO HaXOAUJIO OTK/IMK Y epCUACKUX Ma-
crepoB. Takke B MepCUICKUMX MUHMATIOPAX BUIHBI Clefbl ap-
MSIHCKOM TpaguluMy WIIOCTpauuii EBaHrenms, OT/IMYaOInXCs
pPa3pO3HEHHO! KOMITO3UIIMEN UeIOBEUECKUX GUTYD U SIPKUMU
LIBETOBbIMU pelieHussMU. [lo3mHee mepcuackue MacTepa McKa-
M BAOXHOBEHME U HOBBIE 3CTeTUUYECKME MPUHIIUIIBI U TeMbl
B TPaAUIIUYU KUTANCKUX UUTIOCTPUPOBAHHBIX U3TaHUIA.

IMepuopd sKCIIEPMMEHTUPOBAHUSI M TIOMICKOB HOBBIX (hOpM
3CTETUYECKOTO BBIPKEHUS [JIsI MaCTepOB IMEePCUICKOTO U Ty-
PEelKOTO MPOUCXOXKOEHUSI B UX COMEPHUYECTBE 3aKOHUYMJIICS
B cepenuHe XIV Beka. A B Hauase XV BeKa B 3HAMEHUTHIX IIIKO-
nax Illupasa, Tebpusa, Bargaga 1 CamapKaHaa YTBEpPKIAINCh
KJIaccuueckue GopMbl 3peioro MyCY/JIbMaHCKOTO KAHOHA MUHM-
aTIOPHOM >KMBOIMCK, OCHOBHbIE KOMIIO3ULIMOHHbIE CXeMbl UJI-
JIIOCTPUPOBAHMUSL JIereHA, M TI05M, 3CTeTUUYeCKMue IPUHLIUIIBI
u300pakeHus MMpaBuUTeieit, 6aTaJlbHbIX CII€H, TPa3IHEeCTB, pa3-
BJIEUEHUI, SKUBOTHBIX, OXOThI U APYTUX MOMYISIPHBIX CIOXKETOB.

[leHHOCTh PYKONMCHBIX M3OAHUII HaOpSIMyK 3aBucena
OT OOWINSI MUHMATIOP, KauecTBa MCITOJTHEHUST M MUCIIOIb30BaH-
HBbIX MaTepuasaoB (30/I0TO, cepebpo, Koxka, KaueCTBEHHbIe Kpac-
K1 u 6ymara). C pa3sBUTHEM KHUTOM3OATEIbCKOTO Meja POCan
MOTPEGHOCTh M CIIPOC HAa MaHYCKPUIITBI C OOMJIMEM KPYITHBIX,
BBICOKOTO XY[0KeCTBEHHOTO YPOBHS WutiocTpanuit. Tpaguiiu-
OHHAas CTPYKTYypa PYKOMMCHBIX U3IaHUI IOCTEIIEHHO MEeHsIach:
TeKCThI, yTpauKuBas MpexHee 3HaUeHMe, 06bEKTUBHO COKpala-
JUCH B TIOJIb3Y MJUTIOCTPAIMii, KOTOpbIE, BCe Goee JOMUHUPYS,
MIPUIABAIN COBEPIIEHHO MHOM 0O6MMK KHMUraMm. Tak, BU3yalbHO
MpeobiafaBIiasl WITIOCTPAVS CTajla BaXKHENIIMM CpPeICTBOM
nepenaun MHboOpMaIuu. ITOT CABUT B COOTHOILIEHUU TEKCTY-
aJIbHOTO U BU3YaJIbHOTO B UCTOPUM KHUKHOI KyJIbTYpPhI TTOBJIM-
SIT Ha 3HAUUTENbHBIV POCT COLMAIbHOIO CTATyCa XyOOXXHUKOB-
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MMUHUATIOPUCTOB (KOTOpble ¢ XVI Beka yKe Hauyaau TMOLIIUCHI-
BaTh CBOV MJLTIOCTPAIMI), a TAKKe Ha LIEHHOCTh UX PadorT.
PasHble XyZOKHUKU-UUTIOCTPATOPBI B TBOPUYECKOM IpOLIeC-
ce IO0-CBOEMY IMMPOYUTHIBAIM MUCXOLHbIE IOIMY/SPHbIE CHKETHI
U MOTUBBI. Hampumep, cyiiecTByiOT 6omee 250 BapuaHTOB UJI-
JIIOCTPALIMIT TOJBKO K OOHOM KHUre Huszamu «Xamce» («[Iarepu-
1a», T.e. MSITh TO3M), CaMOe paHHee U3JaHNe KOTOPOIl MOSIBU-
JIoch OKOIo 1318 roma. DTM BapMaHThl KHUTY ObUIM YKpaIIeHbI
BBICOYAJIIIIEro KauecTBa MuHMaTopamMmu. Haubosmee pacmpocTtpa-
HEHHbBI U TOYUTAEMbIiI B MCJIAMCKOM MHUpe MepPCUICKUIA 31oC
«[MTaxname» («Llapckast KHUra»), IMOCBSIIEHHBIN UcTOpUM MpaHa
U OTpasuBLIKI ucTopuueckuii myTthb [IpeBHei [lepcuu mo mpo-
HMKHOBeHMS uciama B VII Beke, momyuyus, HaBepHOe, caMoe
60JIBIIIOe YMCIO Pa3IMYHBIX Bepcuit. Ho camoii 3HaMeHUTOl
cTajia snmuyeckas nosma duppoycu, Co3LaHHAS MO MOTMBAM
«[IlaxHame». [TepBble MITIOCTPUPOBaHHBIE U3naHus «lllaxHame»
Boixogmiu B XIII—XIV BB. VX 3akasbiBaiu U MpuobpeTany Mo-
TyIIleCTBeHHbIE UCIaMCKue mpaBuTeny. VumocTpauum K mosme
CO3[IaBaJMUCh CaMbIMM TaJaHTAMBBIMM MacTepamu. OTHenbHbIe
M3OaHNSI COMep KM BhIIAIONIMECST 06pa3Ilbl MePCUICKUX KHIDK-
HbBIX WUTIOCTPAIUIA, YMCI0 KOTOPBIX MHOTAA AocTturano 300.
Vmagok MCKYCCTBA MMHMATIOPHI O0003HAUMJICS BO BTOPOIL
ronoBuHe XIV Beka, Korga Impeo6iamano MpocToe KOMMpoBaHue
paHee CO3JaHHbBIX paboT. [1o MpoIIecTBUY HEKOTOPOTO BpeMeH!
CBOIO JIeSITEIbHOCTb BO30GHOBWIM IJIaBHbIE IIEHTPBI IMEepPCUI-
CKOJ MMHMATIOPHONM >XMBOIMCKM — BHauvane barman, Illmpas
u Te6pus, a 3arem Camapkaug v KassuH. B 3Ty 31oxy pa3BuBa-
eTCsl HOBbINM, 3akpenuBuuiica B XV—XVI BB. cTuwib Kiaccuye-
CKOVi MMHMATIOPBI, CTABIINI OMHUM U3 BasKHENIINX (HeHOMEHOB
MCIaMCKOTO MCKYCCTBA, MO MpUUMHE KaHOHU3UPOBAHHBIX 3CTe-
TUYECKUX TpebOBaHMII K CTWINCTMKe. HecMOTps Ha TO, 4YTO
110 CPAaBHEHMIO C MPe0bIagaBIIMMY paHee TPAAUIUSIMU TeIlephb
XYIOKHUKAM ITPeIOCTaBISIOCH 60JIbIle CBOOOIBI B BHIOOpE TEM,
OMHAKO KAHOHBbI M300paskeHMs] TPAIMUIMOHHBIX CIIeH U JIofaeit
pa3/IMUHBIX PAHTOB OCTABAIUCH HE3bIOJIEeMbIMMU, MTPUMEHSIUCH
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Te K€ KOMITO3ULIMOHHbIE U 3CTeTUUYeCKMe MPUHIIUIIbI: CTUIM3a-
LMs, JeTalu3aluusi U CUMBOIM3AIMs, TIPOHM3aHHbIE Pa3sHOOO-
pasHbIMM MeTadopaMu.

Bo Bpemena mpasnenus Tumypumos B XV Beke Te6pus, l'e-
pat u Iupas crajiu OCHOBHBIMU IIeHTpamyu GHOPMUPOBAHUS
ctunsa snoxu. Torga mepcuiacKkoe MCKYCCTBO KHVDKHOM MILIHO-
cTpauyuy gocturiao anores. B muumnaTtiopax XVI 1 XVII BB. KaHO-
HU3UPOBAINCh CHOPMUPOBABIINECS paHee KOMIIO3UILIVMOHHbIE
TIPUHITUIIBI, XyI0KeCTBeHHbIe (GOPMBI U CIOKeTbl. OOIIMUM IS
HUX SIBWJIOCh M300paskeHMe Ha ¢oHe Ieii3aska KPYITHBIX Guryp
C OBWJIbHBIMMU JIMIIAMU, TIOBEPHYTHIMM B CTOPOHY WM B IIpO-
¢unbp. OgHaKo MX OTIMYAIOT pa3sHOOOpa3Me TeEM U MOTUBOB, I1e-
pernieTalonuxcs C perMoHaJbHBIMM CTUJISIMM M 3aMeTHbIe Cie-
IIbI IPUCYTCTBUSI MUHOUICKO-MOTO/IbCKO TPaaULINNA.

Pa6orel MacTtepoB TeGpusa OYApPOBBIBAIOT JMPUUECKUMU
MOTHMBaMM, TIPUYYIJIMBBIM TepervieTeHNeM JIMHUIA U papuHu-
pPOBaHHBIM KoJIopuTOM. Hapsay ¢ usobpaskeHmeM Jofeit 6;1aro-
POIHOTO COC/IOBMSI, TI03TOB, BOMHOB, AepBUIlIeit U CIIeH U3 XKU3-
HU CcypueB, B WITIOCTPAIUAX IPUCYTCTBYIOT TAKKe Iei3aKu,
SKMBOTHBIE ¥ NTHULIbL. MuHMaTiOpbl Tebpusa OTIMUAOTCS POC-
KOIIHBIM IEKOPOM, apabeckaMy U U3bICKAHHBIM PaCTUTEIbHbIM
opHaMeHTOM. KHMKHbIe uTocTpaiuu Ilupa3ckoit MIKOMBI,
KPYITHOTO IIeHTpa IO MPOM3BOACTBY M PaACIIPOCTPAaHEHUIO MMU-
HMATIOp, OTIMYAIOTCS IpeobiiafaHueM HPUPOIHBIX MOTUBOB
M OCOOBIM BHMMAaHMEM K KOMITO3MLIVIM, XapaKTEePHBIX IJIS KU-
TalCKOM XMBOMNMCHON TpaguliMM: BbICOKAsl JMHUSI TOPU3OHTA,
yCcTpeMJIeHHbIe BBBICh CKaJIbl M 30JI0TUCTOE Hebo. B MuHMATIO-
pax MIMPa3CKOTO CTWIS IOMMHUPYIOT 00pasbl HaTypaabHOI
npupoabl. 306 paskeHus Jofeit BCTpeuarTcs ropasmo pexke. Ux
urypsl BBIIISOST BBITSIHYTBIMM M TpanyosHbiMu. Kmaccuue-
CKasl IlepcuacKkasi MMHMATIOpa B UCIIOIHEHMM JIYUIIIMX MacTepPOB
BIIEUAT/ISIET 3PEJIOCTHI0 KOMIIO3UIIMOHHOIO PEIIeHNsT, TApPMOHM-
el 1IBeTa ¥ eJMHCTBOM CTUJISL.

Tpaguuuu MepcuaCcKoM MUHMATIOPBI MPOJOKUIN U pas-
BUIM JaJibllie TypelKue U MOTOJIbCKME XYAOKHUKU, KOTOpbIe
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B Hauaje XV Beka chOpMyIupoBaaM OCHOBOIIOJAraolme
MPUHIUIIBI KOMIO3UIIMOHHOW KOHCTPYKUMM >KUMBOOUCU. ITO
MPOCIeXMBAETCsI Ha MpUMepax WIIIOCTPaLUii pOMaHTUUECKUX
I05M U MUCTOPUUYECKUX CHDOKETOB, I[le NMPOTAaroHMCTaMU BBICTY-
najau JereHAapHble Tepou, MpPaBUTENM U BOUHBI, KOTOpbIE
M300pakaNCh B ClleHax OaTanmii 1 ku3HM nBopa. CornacHo
Cusasymy Jamanry, azep6aiiIsKaHCKOMY MCCIeO0BATeN0 MCIaM-
CKOTO MCKYCCTBA, «B TIOPKCKOI MMUHMATIOpE, B OTINYME OT €B-
pOMeiickoro 1M300pasmUTeNbHOTO MCKYCCTBa, KapTMHA Mu306pa-
’KaJla He CIOKeTHOe [eliCTBMe, a CYTh CTOSIel 3a HUM UIEeN.
OTO OCYIIECTB/SIOCh C TOMOINBI0 M300paskeHUsI B KapTUHE
uIeu ClKkeTa, BpeMeHU U MecTa [OeMCTBUS, BBICTYIMAMIINX
TpeMsl OCHOBHBIMM NpMHUUIIAaMU ee cTpoeHus». (20). Typel-
Kast TpaauIMs MUHMATIOPBI OIM3Ka MePCUICKOV CBOMMM MCTO-
KaMM, HO BBIJIE/IsIIach OONbIIMM BHUMAaHMEM K KOHTYPHBIM JI-
HUSM U SIPKOCTU IIBETOBBIX pelieHuii. MOroabckasi Tpaauiusi,
TakK >ke MUTaBIIASICS U3 MepCUACKOi, OTAaBajga MpeArouTeHue
yKe IPYTroil KOTOPUTHOM NaJUTPE U €€ HACBIIEHHOCTH.

Mys3sikanvHas acmemuka

Myspika  (musiqgah), T[Iy6oKO  ITpoaHAJIM3MPOBAHHAS
BO MHOKECTBE IIOCBSILEHHbIX €/ TeopeTuYeCcKMx MCCIem0Ba-
HMIA, UTpaja BaXXHYIO POIb B Pa3sBUTUM apabo-MyCyTbMaHCKO
9CTETUYECKONM Tpaguuuy. MacCMHBOH OTBOAMI MY3bIKe 60JIb-
III0e MEeCTO B M3YYEeHUM CPEeICTB XYIOKECTBEHHOJ BbIpasy-
TeTBHOCTY MCIAMCKMX HapomoB. IocpeicTBOM BCECTOPOHHETO
aHa/iM3a MY3bIKAJIbHbIX (GOpM, HAPAOAY C IOITUYECKUMM, OH
CTPEMWICSI Pas3spylIUTh PACIIPOCTPAaHEHHbIE CTEPEOTMUITbI, CBSI-
3aHHbIe C OTPUI[AHMEM CMBICIOBOTO HATIOHEHUSI MCIaMCKOTO
mckyccTBa. CaM haKT CyIIeCTBOBAaHMS MCKYCCTBa (M IIpexie
BCEr0 MY3bIKM) B MYCYJbMaHCKMX CTpaHax, [0 ero MHEHWUIO,
OompoBepraeT 3TU CTepeoTurnsbl. OTHOBPEMEHHO C TpaguLueit
my6uuHoro ureHuss KopaHa, MpakTUMKyeMOTO BO BCEX MYCYJ/Ib-
MaHCKMX CTpaHax, HEeCMOTpS Ha pasHoob6pasyue HapofoB,
yTBepOMIach ¥ eOuHas MysbIKajbHasi KOHIEMUMS. Bymyun
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HeMaTepuaJbHbBIM MCKYCCTBOM, MYy3blka O6blla CBOOOAHA
OT orpaHuueHuit B ee dopmax. Ha camom Jfene peunTaTUBHOE
yrenne KopaHa 6bIO OIHOBpPeMEHHO U noasuell, M MYy3blKoll,
Jaxke TIpUIallleHVe K MOJUTBEe TMOYTU BCerga MpOM3HOCUIOCH
Hapacries.

VicToku apabCcKoi My3bIKM OaTUPYIOTCS MTPUOGIMU3UTENbHO 11
BEKOM [I0 Hallieif 3pbl. 3Ta My3bIKa/IbHasI Tpaauius GopMupo-
Bajlach Ha ApaBMIICKOM IOIYOCTPOBE, Te MTPOKMUBAIN KOUueBbie
IJieMeHa U CyIeCTBOBaAM UX EeHTPbl TOProsau. [loHavyamy 3To
OBLIM TIPOCTBIE PUTMUUYECKM OeTyMHCKME MeJOOUM, BIIATAB-
1Me 371eMeHTbl CUPUICKOM, MeCcOIOTaMCKOM U MPAHCKOM My-
3bIKJIbHBIX Ky/IbTYp. My3blKalbHasi 3CTeTHKA, OTPa’KaBllas
OPUTMHAIIBHOE DPAa3BUTME apabCKOVi MY3bIKAJIbHON KyJIbTYPbI,
obopmunace B VII—X BB. IOH BO3AECTBMEM KOCMOTOHUYE-
CKUX Teopuii IpeBHUX LUBUIM3ALUI 3TOTO pernoHa. Ilepuop,
npasyieHns: OMesiICcCKOM OUMHACTUM TaKkKe SIBASETCS BaKHBIM,
HO TIO[JIMHHBIA MOIBEM ITPOM3OIIEN B 310Xy A6G6acumoB. ITO
OBLT pacLBeT MY3bIKJIbHOM TeOpUM U TPaIAUIIMOHHON MHCTPY-
MEHTAJIbHOM 60raTo OpPHAMEHTMPOBAHHON MY3BIKM CUMMET-
PUUYHOTO U HEeCMMMeTPUUHOro Tuma. PacmpocTpaHeHMe 3CTe-
TUYECKUX TPUHIIUIIOB «KPacUBOro o6pasa KMU3HMU» B HEPUOT
671aTOlEeHCTBMS apabo-MyCy/IbMAHCKOM LMBUAM3ALNM ITOCTY-
SKMJIO MMITYJIbCOM [1J1S1 Pa3BUTHUS CBETCKOI MY3bIKaJIbHOI 3CTe-
TUKU U TPOGeCCMOHATIbHOM UCTIOTHUTEIBCKOM KYIBTYPhI. B 3TO
BpeMs 3HaHMe MY3bIKaJbHOI TEOpUM, Urpa Ha PasaUyHbIX MY-
3bIKJIbHBIX MHCTPYMEHTaX CTaJy HeoTheMJIEMOI YacThio Xy-
JIO’KeCTBEHHO U Pa3HOCTOPOHHE 06pa30BaHHOIO YeI0BeKa.

«B oTHOIIEHNM MY3bIKM, — 3aMeuyaeT MacCMHbOH, — MOKHO
CKa3aTb, U IPUTOM CO BCEI OUYEBUAHOCTBIO, YTO MYCYJIbMaHCKMe
TEOPETUKY TIOb30BAINCH MPOU3BEIEHUSIMU Tpeueckux (Guiio-
codoB, KOTOPBIX OHM OojIee UaM MeHee MOHsUIM. He MeHee mo-
CTOBEPHBIM SIBJISIETCS JIpyroe BAMsSHMeE, MPOHUKIIIee, BEPOSITHO,
u3 Unnum depes Ilepcuio» (21). «BpaThsl YMCTOTbI» — COOOBIIE-
CTBO MHTEJJIEKTYaJIOB-3HLIMKIONEANCTOB, YIeHaMu KOTOPOTO
6puTM anb-®apabu, n6H CuHa, anb-llupasu, amb-Amynou, ub6H
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XanpayH, Cadu ag-IInd u A6 anb-Kagup, mosiBuBIieecs B bac-
pe B X BeKe, CTaJIO BIUSTEIbHBIM 00beAVHEHNEM MHTEJIEKTYa-
JIOB-MBIC/INTE/IEI, UbM TPYAbI ObUIM TOCBSIIEHbI B TOM YMCIIe
M apabo-MyCyJIbMaHCKOJ MY3bIKAJIbHOM 3CTETUKE. DTU SHIUK-
JoniequMuecky 06pa3soBaHHbIE M UCTUMHHbBIE 3HATOKM Pa3IMUHbBIX
BUJIOB MICKYCCTB BbIPaOOTa/IM MIPUHIIAIIBI MY3bIKATbHOM 3CTETH-
KU, TIOCTUTHYB CUJTy 3MOLIMOHAJbHOTO BO3JENCTBUSI MY3bIKU,
BJIMSIIONIEI Ha TyXOBHOE pa3BUTHeE TMUHOCTHU.

«BpaThsl UMCTOTHI» CO3a/IM TPOCTPAHHBIN U Pa3BEPHYTHIN
TPaKTaT, TIOCBSILEHHBINI MY3bIKQJIbHOV Teopuu, B KOTOPOM
ONIYIIAIOTCS OT3BYKM NPEBHUX BABMJIOHCKUX aCTPOIOTUUECKUX
Teopuit, udaropenckux, MepCuaCKUX, MHIAUNCKUX U OpeBHe-
UYyOeCKuX MY3bIKaJbHBIX BO33peHMil. MX KocMmosormudeckasi
TeOpUsT MY3bIKM BKIIIOUAET B cebs yueHMe 0 rapMoHuM Hebec-
HbIX cep, TTPOUCXOXKIeHMe, KOMIIO3UIMIO, TOHA, MHTEpPBAaJIbI,
PUTMBI U [Apyrue BbIpasuTeIbHble KOMIIOHEHTbI MY3bIKU. WX
IUCKYCCUM TIOCTOSSHHO CBOOMJIMCh K POACTBY MY3bIKQJIbHbBIX
MIPMHIIUIIOB MaTeMaTU4YeCKMM — B3WIAAYy, ITpeobiagaBiiemMy
B IO3[JHEN apabCcKoii scTeTuKe. BhICOKME My3bIKaJbHbIE TOHA
371€Ch OTOX[ECTB/ISIUCh C TEIJIOM, B TO BpeMsl Kak HU3KKUE —
¢ xonomom. Ha aTom mosokeHUM pa3BUBajiach YHUKAJIbHAS T€O-
pusl TapMOHMYECKUX OTHOIIeHuii. Hewry4yaiiHO rapMOHMS eCTh
dbyHmameHTanbHasT KaTeropusi B My3bIKaJIbHOM 3cTeTnKe «Bpa-
TbE€B UMUCTOTbI», TJIABHBIM 3CTETUUECKUIT KPUTEPHUil 1€HHOCTU
U JONTOBEYHOCTU MY3bIKJIbHOTO TPOU3BEIEeHMUSI.

CoBpeMeHHUK «BbpaTheB UMCTOTBI» — OJECTSIINUIA MY3bI-
KaJIbHbI/ TEOpeTMK M UCIOAHUTeNb anb-Papabm — Hamucal
VHUKQJIbHBI MO CBOEi MHOTOTPaHHOCTM M TIyOMHE TpaKTaT
O MYy3bIKQJIbHOI 3CTeTuKe «Bennkasg KHUTAa O MY3bIKe», TIe
00001V MMEWIIMecs: 3HAHUS O TIPeUuecKux, MepCUACKuX
U OPYTUX 3CTETUUYECKUX TEOPUSIX MY3bIKM HAa KaueCTBEHHO HO-
BOM YpPOBHE TEOpPeTMUYECKOrO CMHTe3a. J[Ba ApyruMx apabCcKux
MBICIUTENIST U TyMaHucTa MOH CrHa 1 M6H XalbIyH Takke ObI-
JIM U3BECTHBI CBOMMM OPUTMHAIbHBIMM B3MISAAMM Ha Mpobe-
Mbl MY3bIKQJIbHOM 3CTeTUKU. [loguepKkuBasi BaXXHOCTb MY3bIKU
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B MepapXuu MCKYCCTB, MOH XaJbIyH pacCMaTpUBal MY3bIKY
He TOJbKO KaK MCKYCCTBO, KOTOPOE€ MOXHO BBIIEIUTH B UMC/IE
BEJIMKMUX MCKYCCTB, HO M, momo6Ho KoHdyimio, HasbiBam ee
HEIoCPeCTBEHHBIM OITpefeNnTeIeM YPOBHS DPA3BUTUSI KOH-
KPETHOTO UCTOPUYECKOTO Iepuoja 6ot KyabTypbl. COrIacHO
aToMy Kopudero apabCcKoii KyJabTypbl, YNadok 8 My3viKe ompd-
Hcaem 6one3Hb obujecmed, CuzHAIU3Upyem o e20 KpusucHoOM CO-
CMOSIHUU, He2aMUBHbBIX NPOSBIEHUSX 8 COYUANBHOL U KYAbMYPHOU
HCUBHU.

Apabckast Teopusi My3bIKM OJIM3KO COOTHOCUTCSI C TEOPETHU-
YeCKol peueniuein MUCIOJMHUTENbCKOM Tpaauuuu. B paHHUM
Tepuop, pasBUTUS apabCKoil My3bIKJIbHOM KYJIbTYpPbI TOCIIOZ-
CTBOBAJIa YHMCOHHASI BOKAJbHAsl My3bIKa C MeJIOAUSIMM, Oas3u-
PYIOIIMMMCS Ha CEMUTOHMKe. MacCuHbOH, o6palnasich K aHa-
M3y apabCKoro MY3bIKAJbHOTO MaTepuana, muiieT: «IIpexme
BCEro Mbl OGHApYXMBaeM raMMy C OU€Hb Y3KUM MHTEpBaJIOM,
TPETU U YeTBEPTU TOHA, paclipeneleHHble HeperynsipHo. [omoc
He BBIXOIUT 3a PAMKM OU€Hb OTPAHMUYEHHOTO MHTEpBasia, 4TO
YKa3bIBaeT Ha CPABHUTEIBHO BBICOKUIT YPOBEHDb Pa3BUTUSI ITO-
r0 MCKYCCTBA, TaK KaK OHO TpeOyeT COBEPIIEHHO I0-0C060MY
Pa3BUTOrO CJIyxa. BONBIIMHCTBO €BPOIIEiileB, CIyIlas BOCTOY-
HYI0 MY3bIKY MJIM BOCTOUYHBIX ITE€BIIOB, UCITBITHIBAIOT TTyOOKYIO
CKYKY, TOCKOJbKY MM KaXKeTCSl, UTO 3BYYUT BCE BpEMs OIHA
M Ta Xe HoTa» (22). B apabckux Menomusix, B MHTepBaJie OC-
HOBHBIX €IMHUI] MUCITONIb30BAIMCH MTOMYTOHA M MUKPOMHTEPBA-
JIbI, TIPUIAIONIME UM OTTEHOK MOHOTOHHOCTH. [To3Ke, C ycuie-
HMEM BJIUSIHUSL OPYTUX MY3bIKQJbHbBIX TPaAUIINiA, 3HAUMMOCTD
MHCTPYMEHTAJIbHON MY3bIKM B apabo-MyCyJbMaHCKOM MUpe
BCe Bo3pactasia. B TpaguMuyuoHHOM apabcKoii My3bike ObUIO 3a-
Je/iCTBOBAHO MHOXXECTBO MY3bIKQJIbHBIX MHCTPYMEHTOB, CpeIu
KOTOpPBIX B IIEPBYI0 Ouepenpb CAemyeT YIOMSIHYTb CTPYHHbIE
(pebab, kamanua, kaHyH, yd), nyxoBble (Hell) M ymapHbie (0ypad,
maobna).

My3sbIika apabo-MyCyTbMaHCKOTO MMpPa PasmUTeIbHO OT/INYA-
eTCs OT MPUBBIYHOI HaM 3amagHOoi My3bIKM OCOGEHHBIM BHU-
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MaHMeM K SICHOMY PUTMY, MeJIoouKe ¥ urpe (GuiaurpaHHo
CTPYKTYPUPOBaHHBIMM TOHaMU. Oco60 BaskKHYIO POJIb B OpraHu-
3alMY KOMITO3UIIMOHHO CTPYKTYPbI My3bIKaJIbHOM TKaHU IIPU-
obpeTaeT MCIIONIb30BaHME PUTMUUECKUX CTPYKTYP MTOCPEICTBOM
HeOOJNBIIIOr0 MHCTPYMEHTa 0apabaHHOTO TMIIA, KOTOPBINA CHU-
CTEMHO OpraHu3yeT MOPSAOK PUTMUUYECKUX CTPYKTYpP, Kak Obl
PEryaupYys B3aMMO/IeICTBME MEKAY OCHOBHBIMY TaKTaMU U Me-
snogusimu. C Opyroii CTOPOHBI, OTKPBITAsl 3aMafHON KyJabTypoit
o oHmus 6bUTa Uyskaa apabckoit Mysbike. TOUHO Tak ke, KaK
¥ MMHMATIOPA, My3bIKa apab0o-MyCyJIbMaHCKOTO MUpPa PacKpbI-
BaeTcs B IIPOCTPAHCTBE, OUePUEHHOM IIJIOCKOCTHBIMM OpHAMeH-
TQJIbHBIMM ¥ MAaCTEPCKY OPraHM30BAHHBIMY MUKPOUHTEPBAIIb-
HBIMM CTpyKTypaMu. TeM He MeHee 3/IeMeHThI criennbnyecroin
apabCKoif My3bIKM MPOHUKIIY B 3aMTaJHYI0 MY3bIKATbHYIO KYiIb-
TYpYy ¥ OKa3ajay BAMSHME Ha ee JajbHelilee pasBUTHe, Mpexmie
BCETO B TeX CTpaHaX, Iie COXPaHUINCh CIeIbl BEKOBOJT apabu3a-
uyn (Mcnanus, IMopryraaus u IosgHee ¢paHOy3ckuii IIpo-
BaHC), a 4epe3 HUX — Ha MY3BIKAJIbHYIO KYIbTYPY APYTUX 3a-
MaJHBIX HApOAOB. 3HeCh CaeayeT HAIlOMHUTb, YTO MMEHHO
”3 MYCYJIBMAHCKOTO MMPA, B YaCTHOCTMU, MUCIaMU3MPOBAHHOTO
fora Ucmauum Anpamycum, Cuiyiny, IIpoBaHca MpPOMU3OILIU
MHOTME U3 3BYyYalIuX Y MMOHbIHE MY3bIKAJbHBIX MHCTPYMEHTOB,
CUMTAIOIIMXCS €BPOIEiCKUMM, TAKUX, KaK JIIOTHS, CKPUIIKA, -
Tapa, Queitta, pasHOOOpasHbIe yIapHbIe, COBEPIIMBIINE ITyTe-
IIeCTBME M3 MCIAMCKUX CTPaH B MUP 3alafgHONM IMBWIN3AIUA.
Taroke CYIIECTBYET BepCHsl, UTO CUCTeMa CJIOTOBBIX Ha3BaHMIA
HOT MMeeT apabcKkyue KOpHM.

Mmnozoo6pa3sue popm apxumexmypot

ApxutekTypa (MMapax), ropaxaroumas 3KCIpeccueil CBoux
cTwieii ¥ pa3sHoo6GpasveM PErMOHANbHBIX aPXUTEKTYPHbBIX
dbopm, moucTuHe cTaja MpegMeToOM 0CO00ii rOpAOCTM B PSIOY
IPYTUX KYTbTYPHBIX TOCTYDKEHMI apabo-MyCyIbMaHCKOM IIMBY-
nu3auyy. JJOCTUTHYB BbICOT XYI0KeCTBEHHOTO YPOBHS, OHA CTa-
JIa BBIOEISATHCS CJIOKHOCTHIO KOMIIOSUIIMOHHBIX PpelIeHMUiA,
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HeTPUBUAJIbHBIM I10JIETOM MHXXE€HEepPHOJ MBIC/IM, OPUTMHATIbHO-
CTbI0 KOHCTPYKTMBHBIX peIIeHMii, pa3HOOOpas3ueM ITPOEeKTHbIX
CXeM, UCITOIb30BaHMEeM Pa3IUYHBIX 3JIEMEHTOB U CPeACTB Xy 0-
SKeCTBEHHO BbIPA3UTEIbHOCTY, M3bICKAHHOCTHIO IEKOPaTUB-
HbIX YKpallleH!ii 1 BHYTPeHHEero uHTepbepa. BoabIIMHCTBO MY-
CYIbMAHCKMX IIpaBuUTeEl ObUIM BEJIUMKUMMU CO3UAATENSIMU
U IeApbIMM MelleHaTaMM, KOTOpble CTPEMUINCh ITOCPeICTBOM
BO3Be/IeHNS BeJIMUeCTBEHHBIX apXUTEKTYPHBIX COOPYKeHMU, CO-
yeTalmux B cebe KpacoTy KaMHs, JeKopa M BHYTPEHHEro
y6paHCTBa MOMeIleHMii, yBEKOBEUMUTDb CBOIO MTPeIaHHOCTh MC/Ia-
MY U OCTaBUTb TTaMSITHbIN CJIe[l B UCTOPUNA.

Bricmim JoCTHMsKeHMEeM 3CTeTUMKU U MCKYCCTBA MYCYJIbMaH-
CKOJi apXMUTEKTypbl MPUHITO CUUTATh APXUTEKTYPY MeueTeid.
[loMrMO HMX pacCIpPOCTPAaHEHHBIMM TUIIAMU aAPXUTEKTYPHBIX
COOpYKEeHMiI1 ObUTM Memapece, MMUHAPEThI, MaB30JIeM, IBOPIIbI,
3aMKM, 3alIMTHbIE CTeHbI YKpeIUIeHUi, KapaBaH-capau, 6aHu,
KpPbIThle PBIHKM. DCTETMKA MCIAMCKOI apXMUTEKTypbl pa3BUBa-
Jlach IpeXIe BCEro Iof, BIAMSIHMEM Oojiee APEBHUX TPaIUIIAIA,
npouBeTaBmux Ha bivskHem BocToke u B Mecororamum, a Tak-
ke KYJIbTYPHBIX IOCTMXXEHUI acCUpuUiiCKoro, BaBMJIOHCKOTO,
MEePCUSICKOTO, IpPEeBHEUYAEICKOro, BM3aHTUIICKOTO, PUMCKOTO
U Ipyrux Hapo#oB. OMHAKO MCIaM U HallpsSIMYIO accouumupyemast
C HMM MCIaMcKas 3CTeTuKa MMPUBHEC/TM HOBble HOpPMAaTMBHbIE
¥ KAaHOHMYEeCKMe YCTAaHOBKY U CUMBOJIMUYECKe KPUTEPUM, KOTO-
PbIM O3 Hee MPOIO/IKaIN C/IeIOBAaTh pa3Hble MCIaMMU3MPOBAH-
Hble Hapopbl. C APYroii CTOPOHBI, HA YHMBEPCAIbHbIE TIPUHIIN-
bl UCIAMCKOM apXUTEKTYPHOM 3CTETUKU U B3aUMOJENCTBUE
MeXAYy MCKYCCTBAaMU Ompee/ieHHOe BO3/IeliCTBMe OKa3aau pas-
HOOOpa3Hble MECTHbIE pEeruMoHajbHble CTUIM CaKpaTbHO
U CBETCKOJ apxuTeKTypbl. CylllecTByeT HEMHOIO CIlelyaan3u-
POBaHHBIX OPUTMHAIBHBIX apabCKUX TPAKTATOB, MOCBSIIEHHBIX
3CTeTUKe apXUTEKTypbl. B OCHOBHOM B HUX CUCTEMaTU3UPOBA-
JIUCh TJIaBHbI€ apXUTEKTYpHbIe MPUHLIUIIBI CTPOUTEIBCTBA, CO-
JepXaIuch TeXHUUYeCKue 3HaHUS, a MOMUMO HUX — HEKOTOpPbIe
CBefleHMsSI O TIpaBUTeNSIX, MelleHaTaX UM apXUTeKTopax. ITU
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TpaKkTaThl Hauboyee GIM3KO COOTHOCSTCS C MHIOMICKON apxu-
TEKTYpOJi 3CTEeTUKOI BacTy-lacTpa. VX oueBMOHOE CXOACTBO
TO3BOJISIET, B YaCTHOCTM, IPEATIONIOXUTDb, UTO apXUTEKTOD, SH-
LVKJIOIeOUCT U 3pYOUT anb-Amug (940—971) ucxomun B cBOUX
paboTax U3 MONOXKeHU MHIMUIICKOI apXUTeKTYPHOM 3CTeTUKH,
TIOYepPIIHYTOM U3 TPAKTaTOB «ATHU-TTypaHa» U «MaHacapa mmi-
na-macrpar.

[peo6nagatonieii GopMoit KyJbTOBOI apXMUTEKTYphbl B apa-
60-MyCyJIbMaHCKOM MUpe Bcerma ObLia MeueTb, 3aJaHHast MC-
JIAMCKMMM PeIUTMO3HBIMM LIeJIIMM, OHa CTajla B IIEPBYIO0 OYe-
penb pUTYaIbHBIM MeCTOM [Ij1s1 CO0pa BepyOIMUX U COBEPIIeHUS
MOJIeOHOB. B 3aBMcHMMOCTM OT Ha3HaueHMsI, QYHKIMIA U pasMe-
pOB, MeueTH IMOAPa3IeNsiINCh Ha HECKOIBKO TUIIOB: LIEHTPAIb-
Hasl CTONMMYHAs MedeTh (Kabupe), KBapTajJbHas MeUyeTb, COOOP-
Hasi MevyeTh (KyMa-MeueTb) M MyCa/ljla — OTKpPBITas MJI0IIAab,
Ha KOTOPO¥ cOOMpaNCh BEPYIOLIME MIJIST PUTYATbHBIX 06PSIIOB.
B LieHTpa/sbHON 4acTM MHTEpbepa KaXIOV MeYeTM HaXOOUTCS
MMXpab — HUIIA B CTeHe, oOpalleHHast K Mekke.

C TeueHMeM BpeMeHU cPOPMUPOBAINCH TPU OCHOBHBIX pe-
TYIOHAJIBHBIX TUIIA aPXUTEKTYPHOI KOMIIO3UIIMM MeUeTy: apad-
CKU, WUpaHCKUI (TIepCUACKUI) M OCMAHCKUIL (TypelKuii).
PaHbllle OpyruX MOSBUICS apabCKuili CTWIb WIM TUIIOCTWUIb,
C MacCUMBHBIMM KOJIOHHaMM, XapakKTepHbIMU Ijs1 OBOPLOB. OH
pacopoCTpaHsSICS B TeUeHMe MepBbIX BEKOB YTBEPKIOEHWUS UC-
Jamckoit upgeonoruu. Medetb OmelisimoB B [laMacke, medyeTb
n6H TynyHa B Kaupe, meueTs YK6a maM Benukas MeueTh Kaii-
pyaHa, KopmoBckast co6opHast meueTb (MeckuTa) — B CTONUIIE
AHpmanycum, JONTYe BeKa CUMTaBIIAsICS caMoii OONbINOI Meve-
ThI0O B MUpE M OJHMM U3 BBIJAIOMIMXCS 0OPas3OB apabCKOTo
CaKpaJIbHOT'O 3044eCTBa.

Hauwnnas c XII Beka Ha Tepputopuu Mipana u B LleHTpanbHO
A3um mop, BAMSIHMEM TEePCUNCKON apXUTEKTypPHOM Tpaguiiuu
CTAHOBSITCS TOIYJSIPHBIMM TaK Ha3blBaeMble UeTbIpex-aiiBaH-
Hble MeueTM (aliBaH — CBOAYAaTas HUINA). DTU MeUeTU UMEIOT
BBICOKME HUIIIY C YeThIPbMSI apKaMy U CBOAYAThIE HUIIU, BbIXO-
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Jsiue BO BHYTPEHHUI IBOP, a Takke YeThIpe aliBaHa U 1BA MU-
HapeTa Ha mIaBHOM (dacaze. Takke UMeeTCs 3aJI IJIT MOJIEHW,
C KyrosioM 6e3 IMOAIepKMBAIONIMX ero KOoMoHH. Meuets Illaxa
B Mcdaxane, Tonmy6as meueTh B Tebpuse, IIITHMUHAS MeUETh
B HaTaH3e SB/ISIIOTCSI BEJIMKOJIEITHBIMY IIPYMepaMu 3TOTO apXu-
TeKTYPHOTO TUIIA.

TpeTtuit u camblii MO3GHUI OCMAHCKUI CTUJIb apXUTEKTYPbI
MedveTell HalpsIMyl0 acCOLMUPYETCS C pPacLBETOM OCMAaHCKOW
apxuTekTypHoil Tpaguuuu B XV Beke. C 3axBaTom KoHCTaHTH-
HOTIOJISI TypKaMU, MOSIBUJICSI HOBBIN CTUJIb apXUTEKTYphl Meye-
Teit, 6M3KuMit Mo BHeliHeMy Bumy K Co6opy Cssatoit Codun.
MornenbHble 3a/1bl B TYPELIKMX MeYeTsIX BbIIIOJIHEHbI HE B TUIIO-
CTWIe, HO MMEIOT BHyTpeHHee CBOOOJHOE MPOCTPAHCTBO IO
OTPOMHBIM KyTioyioM. [IpM3HAaHHBIMM OOpasaMy TYPEIKOTO
ctuns aBistiotest Cyneiimanne u Fony6ast meuets Ctambyna (Me-
yeThb CynTaHa AxmeTta), a Takke Cenumue (meuetb Cenuma II)
B DOMpHe.

B snoxy puHactum OmensigoB HAvyalICs epuos, MHTEHCUB-
HOTO PasBUTHS ICTETUKM apabo-MyCYIbMaHCKOI apXUTEKTYPhI,
KOTAA UMBWIM3ALMOHHBIN 1IEHTP MepeMecTUsICS B CTOMUILY
BamskHero Bocroka — [lamack. Bo Bpems mpaBieHus Xannuda
anb-Bamupma 1 (705—717) B Tpex BaskHEMIINMX KyJbTypPHBIX IIeH-
Tpax Xanudara CTPOMIUCH BeIMKOJNEITHble aHCaMOIM Ky/IbTO-
BOJM apxUTeKTypbl: MeueTb IIpopoka B MeguHe, mepycaamm-
CcKue meveTb Anb-Akca u psgoM ¢ Heli Kymosm Ckanbl, a Takoke
Bonpumiasi meverh [lamacka. [To3ke, BO BpeMeHa MpaBieHUS
9TOM IMHACTUM TIOSIBUJINCH BeJIMUeCTBEHHbIE MedeTu: MOH Ty-
nayHa B Kaupe, Benukas meuets Kaitpyana B CeBepHoit Adpuke
(Ha TeppuTOpUM cCOBpeMeHHOro TyHuca) M YIIOMSIHYTasl BbIlIe
Bonburasg meuets KopioBEI.

IMpencraBuTeNM pa3BeTBIEHHON AuHAcTUMU AG6GACUIOB, IIO-
6emnuBinne OMeisimoB, B permoHax XanudaTa BO3BeIM MHOXKe-
CTBO apXUTEKTYPHbBIX COOPY>KEHMII Pa3IUUYHbBIX CTWUIeN, 1ieneit
M Ha3HAueHMsI, KOTOPhIE, K COXKAIEHMIO, COXPaHWINCh hparMeH-
TapHO. BakHeimmMu LeHTpaMyu ab66acuACKOi apXUTEKTYpPbI
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SIBJISIMCH OBIBIIME B pa3sHOe BpeMsl CTOJAMIIAMM ISTOI AyHA-
ctunm — barpmag, Camappa, Pakka, roe B pesynbraTe paspyliu-
TEJIbHOTO MOHTOJIbCKOTO HAIIECTBYMSI OCTaIaCh JIUIIb HEOObIIAs
YacTh apXUTEKTYPHBIX aHcaM6ieit Toit smoxu. Ho maske Ha MxX
rprMepe MOXHO 3aMEeTUTh OOIIYI0 YepTy — MOHYMeHTasb-
HOCTb, CBOMCTBEHHYIO ITEPCUACKONM apxuTeKkType smoxu Cacca-
HMUIoB. KaXmblii M3 YIIOMSHYTBIX TOPOIOB ObLI paspylieH
BO BpeMeHa MOHTOJbCKOTO 3aBO€BaHMS, U JIUIb OTHeIbHbIe
(bparMeHThl OBIBIIMX CTPOEHMII, CO3MAHHBIX U3 OOOXKEHHOTO
KUpHuya, COXpaHWINCh A0 HAIIUX AHET.

Bonbmias meuets B Camappe BbIAeIsSIeTCs M3 MHOKECTBA Be-
JIMKUX apXUTEKTYPHBIX IIEZEBPOB ab0aCHACKOM 3IMOXM CBOMM
52-MeTpOBBIM CHMpPAJIEBUIHBIM MMUHAPETOM ajib-MalBus, Ko-
TOPBIN B CBOEI HVDKHEN 4acTu OOCTUTAET B MIUPUHY 33 METPOB.
JTOT MMHApeT CBOMM CUJIy3TOM HAarlOMMHAeT apXUTeKTypHbIe
dbopMbl 1IIyMepCcKO#, aKKaiCKOM U acCUpUitCKoit LMBUIM3A-
LU — XpaMbI-3UrTypaTsl. [10 apxuTeKTypHOMY CTWIIO bonbiias
MmeueTb CaMapphbl CXOXKa C TOpa3go MeHbIllei Mo pa3MepaM Ka-
MUpcKoit MeueTbio MOH TymyHa. IIpy pacCMOTpPeHMM OCHOBHBIX
HampaB/JIeHnii PasBUTUS apXUTEKTYpbl A6G6GACHMOOB, ClemgyeT
YIIOMSIHYTh MaB3osielt CamaHUI0B B Byxape, OCTpOeHHBII OKO-
70 900 roma, KOTOPBI BbIAEISIeTCS M3bICKAHHOCTHIO BHEIIHEro
apxXUTeKTypHOro gekopa.

K koHI1y rocriogcTBa auHacTuu A66acumoB B 969 romy Haum-
HaeTcs 31oxa npasiieHus PaTMMMIOB, OCHOBABUIMX HOBYIO CTO-
muiy Xamudara B Erunrte (psmom ¢ coBpeMenHbIM Kaupom).
B srom ropozie 6bUIO BO3BENEHO MHOXKECTBO aPXUTEKTYPHBIX
COOpY>KEHMI: OLHMM M3 CaMbIX BIIEUAT/ISIOUMX 10 KPAcoTe SIB-
nsieTcs HebGoblas MO pa3mMepy MeueTb adb-AkMap (JIyHHas),
TTOCTPOEHHAS U3 CBETVIO-ceporo KaMHs B 1125 romy. DTo mepBast
MeveTh, KOTOpasi TapMOHUYHO BIKCANach B YoKe Pas3BUTYIO TO-
POICKYIO CEeTh Y/IUIl TAKMM 00pa3oM, UTO ee IeHTpaJbHas OChb
Obla oOpamieHa K Mekke. BHyTpM MeueTy pacIionaraeTcs
He601b111071 (10x10 MeTpOB) BHYTPEHHUIT IBOPUK, OKPYKEHHBbI
apkanHoii ranepeeri. MeueTh MMeeT HU3KUIA KyIIOJI, 3aTO BeJIu-
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KOJIerTHOe YOpaHCTBO (GpOHTANIbHOM yacTu dacama, ¢ oominem
rapMOHMYHBIX MOPTUKOB U Hutl. Ha ¢acane ¢ 06emx CTOPOH Ha-
XOJISITCSI CBOAUAThIE HUIIM, C YHUKATbHBIM, XapaKTE€PHBIM TOJb-
KO [JJI1 MyCyJbMaHCKOJ CaKpaJIbHOM apXUTEKTypbl JEKOPOM —
MyKapHamu, MpeAcTaBIsSomyuMy co60it 37eMeHTbl KpacouyHOi
JIETTHMHBI B BUZIE CTAIAKTUTOB.

CaMbIM OTHAEHHBIM Ha 3amajie 04yaroM MCIaMCKOW apXu-
TeKkTyphl Xanudara 6pu1a AHmamycust (Anb-AHpanyc) Ha [Tupe-
HeJickoM nomnyoctpoBe. Kopnosa, CeBunbs u I'paHazna cranm oc-
HOBHBIMM LIEHTPaMU apXUTEKTYPBI B ITOM perMoHe. YKe B 3TI0Xy
OmeiianoB 6bpl1a Bo3BemeHa Bosbiras meuetTh KopmoBel. B To
BpeMs B CeBMJIbe ObLJT COOPYKEH BEJIMUECTBEHHBIN MOHOIUTHBIN
YeThIPEeXYTOMbHbIN MUHApeT XUpaabAbl Kak YacTb apXUTEKTYp-
HOTO aHCaMOJIT MedveTy, YCTOSIBIINIA B XOMe pa3pyIIUTeTbHbIX
penurnosHeIX BoMH. OH OTIn4aeTcs OT ABYX APYIUX CTPOEHUI,
HaxomMBIIMXCST B Marpube, GIM3KMX aTbMOXaICKOMY CTUIIIO,
CBOEI1 TapMOHMYHOM (OpMOIt U BEIMKOJIEITHBIM BHEIIHUM
M BHYTPEHHMM OpHaMeHTOM. HecMOTps Ha peKOHCTPYKIMIO
BepxHel yacTu Xupaiblbl XPUCTUAHCKUMU apXUTEKTOPaAMU, KO-
TOpast MCKaswuja IeJIbHbIN 06IMK MUHAPETa, eT0 OCHOBHAS YacCTh
MIPOMIOJIKAET TOPaskaTh CBOUM CTYIMCTUYECKUM 671aTOPOACTBOM
U CYOTUIBHBIM JTEKOPOM. APXUTEKTYPHBIN CTUIb XUPATb[IbI,
HECOMHEHHO, OKa3saj BAMSHME Ha IMOSBUBIIYIOCS MO3LHEE 3a-
MaIHYI0 CpeIHEBEKOBYIO TOTMKY, YCBOUBIIYIO FapMOHMIO (OpMBbI
U BHYTpEeHHero yopaHCTBa.

I pyroit 1eieBp apaObCKoii apXUTEKTYPbl AHIATyCUK GBI CO-
30aH B MTOWIeAHEM MYCYJIbMaHCKOM KyJIbTYpHOM IleHTpe Mcna-
HuM — B I'paHane. Aibrambpa — JBOPIIOBbIN CaI0BO-TIaPKOBBIf
a"HcaMb6nb TpaBuTeneit I'paHagckoro smuparta. OH BKIIOYAaeT
B ce6sT TBOPIIOBYIO KPEITOCTh CO MHOXKECTBOM OOOPOHUTETbHbIX
6ameH M APYIUX CTPOEHWUIl, OOHECEHHYI0 3al[UTHOM CTEHOIA.
BHYyTpM MMeloTCs 3aibl AJI IPUEMOB, COeIMHsIeMble KOPUA0pa-
MM C pa3HOOOpa3HbIMM apKaMy, BHYTPEeHHMEe IBOPUKMY, C CallaMu
1 doHTaHamu. [IBOpel] OKpYyKayiy MapKu, ¢ IPygaMy U ajiesiMHI.
BenuecTBEHHBIN aHCAaMO/Ib AJIbraMOpbl BITEUAT/ISIET KOHCTPYK-
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TUBHBIM apXUTEKTYPHBIM pellleHeM, OPUTMHATIbHOM aCUMMeT-
PUUYHOM KOMIO3UIIMe, M3bICKAHHBIM BKYCOM B MCIIOTHEHUU
BHEIIIHETO ¥ BHYTPEHHEro IeKopa, YMeJbIM IT0J60pOM CTpPOU-
TeJIbHBIX MaTePUAJIOB, C Y4€TOM UX TEKCTYPBI U IIBETA JIJISI AOCTU-
>KeHUS BbIPa3UTEIbHOCTYU Xy 0XKECTBEHHOTO 3aMbICiIa.

TeomeTpuueckas JaKOHMYHOCTb ¥ OPraHUUYHOCTh IKCTEPhe-
pa U MHTepbepa aHCaMOJIS C JMXBOV KOMITEHCUPYIOTCS y30p-
HOCTbIO, MCIOAb30BaHMEM OPHAMEHTOB, I[BETHOV MO3aUKMU,
apabecok ¥ Kamurpaduueckux Hapgmuceit. VCKIIOUMUTETbHOE
BHMMAaHME YeNsVIOCh BHYTPEHHEMY YOPaHCTBY — MO3auKa,
BUTPaXU, MHKPYCTAllMM U3 JparolieHHbIX KaMHel, Mpamopa
U 6JIaTOPOIHBIX METAJVIOB, TMIICOBAsI JIEITHMHA, pe3bba, Kepa-
MMKa, M3pasibl — BCe 3TO BeJMKOJENMe YKpallaeT CTeHbI
M CBOJIbI 3aJ10B.

IIpy paccMoOTpeHMM CTUJEN aHOATYy3CKOM apXUTEKTYpPbI
M yOpaHCTBA B CBSI3Y C aHAIM30M (GOPM MCIaMCKOI apXUTEKTY-
pbl, IPOHMKILE} Ha TeppUTOpUIo IInpeHeickoro mosiyocTposa,
cllelyeT BbIAENUTb YHUKAIbHBIA apXUTEKTYPHBIN CTUIIb — MY-
Jexap (MOMyYMBIIMI Ha3BaHMeE OT MYCYJIbMAaHCKOW penurmos-
HOJ TPyIIIbI MyZexapoB). B cTuie mymexap s/1eMeHThl apa6-
CKOro U 6epbepcKoro 304YecTBa Ieperuieiuch C TOTUYECKOI,
rpedyeckoil ¥ pUMCKOI TpaauLusIMu. Myzaexapbl, OCTaBasiCh My-
CybMaHaMM, He TIOKMHY/IU MOJIyOCTPOB MOC/Ie 3aBOEBAHUS €ro
XpUCTHMAHAMM B Xofe BOMH PeKOHKUCTBI. Kcrionb3ys CBOM Ta-
JIaHT, HaBBIKM M TPAAULIMOHHbIE MCIAMCKME Xy OXKeCTBEHHbIE
MIPUHLMIIBI, OHM TIpUHMMAIM aKTMBHOE ydyacTue B CO3ITaHUU
06BEKTOB XPUCTUAHCKON apXUTEKTYPbl M MCKYCCTBA. SIpKUM
06pa3sIoM 9TOTO CMHKPETUUECKOTO CTUJIS SIBJISIETCST BEJTMKOJIETT-
HblMi aBopeln, Anbkacap B CeBwibe. II0 cBOMM pasmMepaM OH
yCTyIaeT KOMIUIEKCY AJbramoOpbl B I'paHaje, HO BITeUatssieT
rapMoHueli B COYeTaHUM Pa3HbIX 3IEMEHTOB apXUTEKTYPHBIX
CTWIeH, apKoK, OalllHeH, VIOTHBIX BHYTPEHHMX JBOPUKOB, a Ta-
KKe cagaMy, 60raTbIM YOPaHCTBOM M IIPUUYIJIMBOI JIEITHUHOIA.
MOXHO YBUIE€Th MHOXECTBO IPUMEPOB TAaKOTO B3auMMOOOOra-
menus B aHcambOisx Tepyans, Caparoccel, Tomemo, a Takke
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B aparoHCKUX Xpamax.

IOpyrMM Ba>kKHBIM apeajoM pa3BUTUSI UCAAMCKON apXUTeK-
Typsl cTana LeHTpanbHasi A3us MOC/e MOHTOJIbCKOTO 3aBO€Ba-
HUs, Koraa TuMyp, oOCHOBaTelb MOILIHOM umMmnepun TUMypUIOB,
U ero NocaefoBaTe/IN 3aHSIIMCh BOCCTAHOBIEHMEM YHUUTOXKEH-
HbIX roponoB. CyAs Mo mjaaHamM BocCTaHOBJeHMs CaMapKaHAa,
MepBa, Byxapsl 1 Ipyrux, ropoAcKoii LieHTp GopMUpoBajia Kpe-
TOCTh, C pe3ueHIMelt mpaBuTens. 1o cocelcTBy pacrosara-
JIUCh aIMUHUCTPATUBHbBIE 3TaHNS, MEeUETH U GOJbIIas PhIHOY-
Has TIomanb. PAmomM Haxoomauch 6acceiiHbl, (GOHTaHbI B OKPY-
SKEHUM CaJioB, MMeJIach CMCTeMa BOJOCHAOGXKeHMS, ¢ KaHaJaMu
" pesepByapaMu. Perrpe3eHTaTuBHAS 4acTh ropoma 6puia 06my-
MaHHO CIUTaHMPOBAHA: OIOsICAaHA CUCTEMOI HaJesKHOM 3alUThI,
C KaMeHHOJ CTeHO ¥ KPeIKMMMU BOpOTaMM. 3a TOPOACKOI CTe-
HOJi CITIOHTaHHO (OPMMPOBAUCH ITPeIMeCTbsl, Te pacrojara-
JIUCh JIETHME Pe3UAEHLMM 3HATH, ABOPIbI 6IaropogHbIX 0CO0,
HeOOoJIbIIEe MEYETH, MECTa JIJISI pa3BJIeueHn i, a TAKKe KUIUIIA
MPOCTBIX TOPOKaH U peMeCIeHHUKOB.

OcmaHckasi umnepusi, yTBepauBiiasicsa B Manoit Asumn
U nokopusiass KoHcraHTUMHOMOML B 1453 rogy, BCKOpe Iepe-
HSIJIa BU3AHTUIICKOE KyJbTYPHOE HacleAue U apXUTeKTypPHYIO
TPaguLINMIO, YTO He MOIVIO He M3MEHUTb OOJMK OCMAaHCKMUX TO-
ponoB XVI Beka — 3TO KyIIOja M apku TPaHIMO3HBIX pa3Me-
poB. TeHMa/IbHBIV TYpeUKUiA apXUTEKTOP apMSHCKOrO MpOUC-
xoxkaeHnsi Mumap CuHaH, 3KCIIepUMEHTUPYS B TTOMCKaX HOBBIX
MIPUHIMIIOB KOHCTPYKIIMM U pelliasi CJIOXKHbIe apXUTeKTypHbIe
3aJaun, CO30aJl UCKIIOUUTEIbHbIE apXUTEKTYpHbIe TBODEHMUSI.
OH TpoCIaBMU/ICS MHOKECTBOM BeIMUYECTBEHHBIX aHcaMbieit
MeueTel, B KOTOPbIX, CMHTE3UPOBAB BU3AHTUICKME U Tpaau-
IIMOHHbIE UCIAMCKME apXUTEKTYpHbIE 3JeMeHThI, pa3paborasn
HOBBIE CITOCOOBI KOHCTPYKIMM KYTIOJIBHOM ¥ TOMYKYIIOAbHOM
apXUTEKTYpbl, KOTOpPbIe TT03BOMIN CO3[ATh 3CTETUUYECKU UHOI
06K BHYTPEHHErO MPOCTPAHCTBA 3MaHuii. EMMHasT KOMITO3M-
IIMOHHAs CUCTeMa apXUTEeKTypbl M [AeKopa B €ero MeueTsx
BKJIIOYA/Ja pa3/iMdHbie MUHAPEThI, ICTETUUYHO ODOpMIIEHHbIE
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YOJIMHEHHble BHYTPEHHME IBOPUKM, TMABUIbOHBI, pe3epByaphl
C BOZLOVi U CaZlOBO-IIapKOBbBIE 30HBI.

Meuetu lllex3ane, Cyneiimanue u Cenummue SIBISIOTCS ap-
XUTEKTYpHbIMU IiefeBpaMu CuHaHa. [loc/ienHiol0 U3 HUX OH
caM CUMTaja HaWIy4yllMM M3 BCEro MM CO3LaHHOro. [leiicTBu-
TEJIbHO, IO KOMIIO3UIIMM U B3aUMMOZENCTBUIO Pa3lUYHBbIX CO-
CTaBJISIIONIVX YacTeii aHcaMOsis, a TakKe MO ee M3bICKAHHOCTU
U KpacoTe, HeCMOTpPsI Ha KOMITAKTHOCTb, CemMue MpencTaBisi-
eTCSl YHUKAJbHBIM U HempeB30JeHHbIM TBOPEHMEM apXUTEK-
Topa. JcTeTuueckuii o6mMK Cenumue, OCHOBBIBAIOIIMIICS
Ha MpUHLMINAX UAeaJlbHO MPOIOPIMM, C BHYTPEHHUM JBOPU-
KOM, OKPYXKeHHBbIM apKagamu, 1 ¢ GOHTAHOM B IIEHTpe, HaIlo-
MMHaeT mMeuyeTy apabckoro rumoctuisi. Yeteipe 70-MeTpoOBOIi
BBICOTBI CTPOViHbIE U U3SIIHbIE MUHAPETHI MPUIAIOT WIIIO3UI0
JIETKOCTY U TapeHUs] B BO3JyXe BCEMY apXUTEKTYpHOMY aH-
camb6iio Meyety. CMHAH OKa3asl OTpOMHOEe BJIMSIHME Ha BCe T0-
clefyiollee pa3BUTME MCAAMCKOM apXUTEKTYPHOM 3CTETUKMU,
3aKkpernw GpyHAaMeHTalIbHbIe MPUHIIUITBI OCMAHCKOM apXUTeK-
Typbl, XapaKTepHbIMM YepTaMM KOTOPOM CTajM BeHUYAKIIUiA
COOpPYKEHME OTPOMHBIN KYTION ¥ OGIIMPHOE MPOCTPAHCTBO IO
HMM B MOJIUTBEHHOM 3aJie.

Anuoez u umozoewlii KomMmmeHmaputi

ITogBomst UTOTM aHa/IM3a B3aMMOIEIICTBUS BaskKHEMIINX MC-
KyCCTB apabo-MyCyJTbMaHCKOI IMBUIU3AIMM, MOKHO KOHCTa-
TUPOBaTh, UYTO MIEOJNOTMS MciAamMa ObLla K HUM 6ojee Toje-
paHTHaA B CpaBHEHUM C JIATMHCKMUM 3arafioM M BU3AHTUIICKUM
XpUCTMAHCTBOM. MeiaMcKasi MCKYCCTBOBemueckasi 3CTeTMKa
M Xy[OOXXeCcTBeHHas] MpaKTMKa, BeKamMyu BOUTHIBAsL U IOIJIOINIAs
paHee CyllleCTBOBaBIlIMe B IIMBUIM3AIMOHHOM IIPOCTPAHCTBE
3CTeTUYEeCKNe U XyJ0KeCTBeHHbIe Tpaauliuy ApaBuiicKOTO TI0-
JayocTpoBa, Marpub6a, Erunra, Jleeanta, Mecororamuu, VMpaHa,
LeHTpanbHO A3uu, nciamMu3UpoBaHHOro [IlupeHenckoro mno-
JIyOCTpOBa, apabusupoBaHHONM wactv WHawm, Typoum, cTpaH
1okHOJ Caxapsl, chopMupoBaia 6ojee Wiy MeHee YHUPULIN-
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POBaHHYI0 apabo-MyCYyJbMAaHCKYI0 CUCTEMY 9CTEeTUYECKUX
U XYOOXKeCTBEHHBIX TpefAcTaBieHuiti. OmHAKO B OTIMYME
OT XPUCTUAHCKOI, OYAAMCTCKOM, MHAYUCTCKOM U TAHTPUCTCKOIM
TpaguLNii, apabo-MyCyJTbMaHCKast 3CTETUKA, UCIBITAB CUIbHOE
BJIMSIHME MCJIAMCKOJ MOeoJorMu, BCe Ke ocTaBajiach de facto
6osiee CBOGOIHOV OT PEIUTUM B CBOMX ICTETUUECKUX YCTAHOB-
KaxX, OOXOHmsl >KecTKue TpeOOBaHMSI PEIUTMO3HbIX KaHOHOB.
[IpuunHOIi TOMY SIBJISJIOCh OTCYTCTBME B MC/IaMe BAUSITEIbHO
1IePKOBHO Mepapxuu, IpeicTaBUTeIM KOTOPOI OCYIeCTBIISI-
Ju 6bl KOHTPOIb HaJ 3CTETUUYECKUMMU U XYIOKEeCTBEHHBIMMU
mpoileccamiu. ITOMY CIIOCOGCTBOBAIA YCTAHOBKA KOPaHMUECKOI
MeTapM3UKM, COIJIACHO KOTOPOIA, KaKIbIii BepyoIiIuii B Ajiaxa
6e3 MOCPeTHUKOB CTPEMUTCS K JMYHOCTHOMY IIOVMCKY CBOEW
BepbI.

C ZIpyroii CTOpOHBI, MOAbEM UCKYCCTBOBEIUECKOI 3CTETUKU
MCIaMCKOM IMBUAMU3ALUM HATIPSIMYK COOTHOCUTCSI C «30JI0TBIM
BEKOM» MU3SITHBIX U MPUKIAIHBIX MCKYCCTB, BO3BBIIIEHMEM ap-
XUTEKTYPbI U IPYTUX BUIOB XyLOKECTBEHHOTO TBOpuecTBa. Cie-
JlOBaTeIbHO, MOCTMKEHME [JIABHbIX UAei U IPUHLIUIIOB 3CTETH-
K apabo-MyCy/IbMaHCKOTO MUpa IpeIrionaraeT MpoaBMKeHe
OT crienu@UKM XyIOKECTBEHHOM MPAKTUKM K TeOpPeTUYeCKUM
06061eHnsIM. OCHOBHOE TeueHMe MCIaMCKOM MCKYyCCTBOBEIUe-
CKOJ1 3CTEeTUKM B OOJIbILIEli Mepe CBSI3aHO C MCCAeIOBaHMEM JIu-
TepaTypHOTO TBOPUYECTBa, MpeXae Bcero nossun. [logobHo MH-
IUIACKOV TpaguLyy, OHa GOJIbIlle COCPeIOTOUYEeHA Ha MpobaeMax
TO3TUKM B TIpollecce MO3HAHUSI TeOpeTUUYeCKuX 3aKOHOB I03-
3UM, HEXXENM Ha OCMBICIEHUM 3CTETUUECKMUX 3aKOHOMEPHOCTEeN
apXUTEKTypbl, Kayumrpadum, JUTepaTypbl, My3bIKM U APYIUX
BUJIOB MICKYCCTB.

AHanu3 B3aMMOZENCTBUS MeXAY PasjauyHbIMM BUIAMU UC-
KYCCTB B apab0-MyCyJIbMaHCKOM IIMBUIM3AIMIOHHOM IIPOCTPaH-
CTB€, COMPSDKEH C OMpeeleHHbIMM CIOKHOCTSIMM. C OIHOJ CTO-
POHBI, B OONBIIMHCTBE CTPAH ¥ PETMOHOB, BOIIEMNINX MO3IHEE
B apabo-mycynbmanckuit Xanudar (Erunet, Cupus, Ilagectuna,
IMepcus, Apmenus, I'py3us, Upak, Upax, Cuiiunns, yacts Mcma-
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HuM v UHOaum), yske CyIeCcTBOBAIM MECTHbIE YCTOSIBIIMECS 3CTe-
TUYECKME TPaaAUIUK U GOPMbI UCKYCCTBA.

Kpome Toro apabo-mycynbMaHCKasi MCKYCCTBOBeTUYECKast
3CTeTUKA U CUCTeMa MCKYCCTB OTAMYAIOTCS OT MHAUICKOM, KU-
TaCKOM, aHTUYHOM M 3aIlaJHOM 3CTETUUECKUX Tpamauumit 60-
Jlee y3KUM IIOJIEM XYyHOKeCTBEHHO-pedIeKCUBHONM CUCTEMBI
u Oonee IMTyOOKMM IIPOHMKHOBEHMEM IIOCTYJIATOB MC/IaMa
B cepbl UCKYCCTBA M ICTETUUECKOTO CO3HaHMs. PasButue uc-
KyCCTBOBETUECKOM 3CTETUMKM, B TEPBYI0 oOuepedb COOTHOCS-
meiicsl ¢ pacrnpocTpaHeHMeM BIOXHOBJIEHHON O0KeCTBEHHBIM
CJIOBOM I1033UM (B MEHbIIIEN CTeNeHU JTUTepaTypbl U KaJUIUrpa-
¢bun), CTAaHOBUTCSI OCHOBHBIM OOGBEKTOM TEOPEeTUUECKOIo
OCMBIC/IEHVSI TIPUPOMABI ICTETUUECKOTO, a TaKke IMpollecca Xy-
JIO’KECTBEHHOTO TBOPUYECTBA U €T0 IIOMOB. ITOT ITyTh HAYUHBIX
M3bICKAHW TTPOTUBOCTOUT aHAIN3Y «CBEpPXy», MpuUcyiieMy u-
nocodckoit acretuke u Guimocodun MCKycCcTBa, B KOTOPBIX
BHMMaHMe KOHIIEHTPUPOBAJIOCh Ha ¢uiocopckux mpobieMax
B3aMMOAENCTBUSI UCKYCCTB.

Haub6onee cymecTBeHHbIe GAaKTOPBI, OMIpeaesIBIINe CBOE00-
pasue ¢peHOMeHa MCIaMCKOTO MCKYCCTBA, B XO/Ie Pa3BUTUS UCTO-
pUM TIepMAaHEHTHO MEHSUTMCh TaK JKe, KaK MEHSUIMCh BpeMs
OT BpeMeHM IOTOKM, MUTABIINE 3Ty KYJIbTYPy BIOXHOBEHUEM.
Ha panHewM sTarie popmMupoBaHus apabo-MyCyTbMaHCKO MCKYC-
CTBOBEIUECKONM 3CTETUKU KJIKUEBYI POJIb UTPAIM CUPUIICKHUE,
MeCOITOTaMCKIe, UyIeiickue, SJUIMHUCTUYECKME, BUAHTUIICKIE,
HEeCTOPMAHCKMe TPpaauiiuu, obecrieunBaBInye apabcKyo 3CTeT-
Ky OGOJIBIIMHCTBOM OCHOBOITOJIAraloIINX 3CTETUYECKUX TPeIy-
CaHMii, a TaKKe BMU3YaJbHO BOCIIPMHMMAEMBIMM CTPYKTYpaMU,
TMO3TUYECKMMM CUMBOJIaMM U MeTadopaMu. DTO MPUIAET 0CO-
6yI0 BaKHOCTb BO B3aMIMOIECTBUM MCIAMCKUX MCKYCCTB OpHA-
MEHTAJbHBIM CTPYKTypaM, TeOMeTPUUECKUM BU3YaTbHbIM (op-
MaMm, apabeckaM, CTUIM30BAaHHBIM PACTUTEIbHBIM U KMBOTHBIM
obpaszaM.

Ha 6omee mo3gHeM arare pasBUTUSI UCIAMCKOe MCKYCCTBO
VICIIBITAJIO CUJIBHOE BJIMSIHYME 3CTETUMYECKOTO HACAemusl U XymIo-
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SKeCTBEHHBIX CTHUJIeH, 0(OPMMBIIMXCSI BO BpeMeHa IIpaBjIeHMUs
nepcuackux auHactuii CacaHUZOB UM AXeMEHMUAOB, a TMOC/e
MOHTOJIbCKOT'O 3aBOE€BAaHMSI — MOHTOJIbCKOJM, KUTaCKOM, MH-
JIUIACKOM, OCMaHCKO ¥ KONTCKOM Tpaaunuii. Cies KoueBbIX Ha-
POIIOB B MICKYCCTBE 6OJIbIIE OLIYIIAJICSI B CEBEPO-BOCTOUHBIX pe-
rMOHAX MCIAMCKOTO IMBUIM3ALMOHHOIO IPOCTPAHCTBA. XOTS
B XOAe [IaJbHEeNIIero MCTOPUYECKOro IIpoiecca pasjinyHble
BHEIIIHVME WUIEeU U XyOOKeCTBEHHbIe (OPMbI CIMBAINUCH B €IV-
HBII TTIOTOK MCaMCKOM 3CTeTUUEeCKO MbICU U UCKYCCTBA, B OT-
IeTbHbIX YacTsIX apabo-MyCyJIbMaHCKOTO MMpa B3auMMO[eii-
CTBME BUIOB MCKYCCTB MPOUCXOAMIO C COXpAaHEHMEM MeCTHBIX
0COOEHHOCTEN, ITOM, BIMSIHMEM PErMOHAJIbHBIX MHOMUTUYECKUX
U KYJbTYPHBIX TPAgULIIA.
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MAPAT A®ACVIJKEB

9CTETUKA KAHTA B CBETE
COBPEMEHHOI HAVKUA

A6cmpakm

B craTbe maeTcst 0630p MPUHIMIIMAIBHO BaXHOW MCTOPUKO-3CTETH-
YecKoi Ipo6JaeMaTMKy, CBSI3aHHON C TeopeTuuyeckumu wumessmu U.
KaHTa. ABTOp paccMaTpMBaeT MX B CBSI3M C IMO3THEMIINMMU MHTEp-
MpeTauysIMy 3TUX MPo6IeM, JTaHHBIMY HayUHbIX MCCIENOBAHMIA U Xy-
IIOKeCTBEHHOI IpakTMKoi. Hacrosimmii 0630p OCOGEHHO BakeH
B CBSI3Y C MHOTOYMC/IEHHBIMM B HACTOSIIIMIA TTEePUOZ, OITBITAMU Teope-
TUYECKOTO TTePeOCMbICJIEHUST ICTETUYECKMX KIACCUMUECKOTo Tepuosa.

Kniouegwle cnosa

OmyuieHne, BocIpusiTue, 06pas, paccyok, pa3yMm, uiesi, cxema, BKYC,
JICKYCCTBO, TBOPUECTBO, urpa, Y. HorotoH, Y. Japsus, K. Mapkc.

OpHaxkmpl IepeunThiBas KaHTa, s ob6paTwyi BHMUMaHMe
Ha ero ¢pa3sy: «[Ipupoma JaeT MCKyCCTBY IIPaBWIO» U He TIpuaal
eMy 0cO0O0T0 3HAaUeHMS — BeIb BCE B UTOTe IIPOMU3OIILIO OT ITPU-
ponbl. Ho B mpeminectBytomeir Kauty ¢umocopuu u screTuke
[TpocBenienust — paryoHaausMe JlekapTa, Cy0beKTUBHOTO Ue-
anusma bepkiu, metadusmku Bonbda u BaymrapreHa npupoa
B KOHTEKCTe MCKYCCTBa He pacCMaTpuBanach.

3gech 1 sBUACS KaHT M MOMbITa/ZICS HA MHBIX HAaYYHBIX OC-
HOBAHMSIX PEINTh MPo06aeMy IMO3HAHUM M TBOPUYECTBA B HayKe
M MCKYCCTBE KaK CMHTe3a MaTepMalIbHOTO M MAealbHOTrOo, Oy-
XOBHOTO M 3MOLIMOHA/JIBHOTO. IIpy 3TOM OH MCXOOWMJI U3 TOTO,
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YTO MpeaMeThl MUpaA YeIOBEK BOCIIPMHMMAET KaK CyOBEKTUB-
Hble TIPe[ICTAaBJIEHNUSI He IMAaCcCUMBHO, KaK 9TO ObUIO XapaKTepHO
OIS TIpeAIecTByOIINX eMy dunocodoB AuTuHOCTH, CpemHe-
BeKOBbsI M IIpocBemieHus, a aKTMBHO ¥ TBOPYECKM U, TIO €ro
TEepMMUHOJIOTUM, He hepyenyueli BOCIPUHSATHIX IPEIMETOB,
a mpaHcyeHdeHmanvHoli annepuenyueii. CyObeKkT, IO TeOPUU
KaHra, co3maeT uxX B cBOEM BOOOpakeHMM KaK (POpMbI BOCIIPU-
HSITBIX TIPeIMETOB ¥ COOTHOCUT MX C Paccymkom, KOTOpPBIi
OTO3HAB MX COmepKaHue, majee «BO3HOCUT» UX K Pasymy, Ko-
TOPBIII OIpenenseT UX 1Le1ecoo0pasHOCTb /IS MPaKTUUYECKOTO
MIPYMEHEHUST U YOOBIETBOPEHMSI TOW WM MHOI MOTPEeOHOCTU
YyeJIoBeKa MM 0DIecTBa.

Bce aT0, Ha TepBbIif B3MISA, KasKeTCS SICHBIM M TTOHSTHBIM,
3a OJHMM MCKITIOUeHMEM — OTKyJa B pacCyKke TMOSBUINCH
anpuopHbie GOPMbI U COIepsKaHye MPU BOCIPUSITUM BCEX BO3-
MOXXHBIX ITPeIMETOB, €C/IM OH He MOT BBINTHU 3a IIpeiesibl CBOEro
CYOBEeKTMBHOIO ObITUSI B OOBEKTUBHBI MUP TIPUPOIBI 1 06IIe-
CTBA.

KaHT mpemioxkmuia uHOe pelieHus Mpo6aeMbl ITO3HAHMUS
¥ paspaboTai cxemy mpoliecca CoeIMHEeHMs] YyBCTBEHHBIX 06pa-
3a BOCHPUHSTBIX MPEIMETOB C IMOHSITUSIMM pacCylKa CIemylo-
myM o6pazom. OH MUIIIeT:

J1s Ka)KAOTO SMIIMPUYECKOTO TIOHITHSI TpeGYyeTCsl TPU aKTa caMofesi-
TeJNIbHOM CIoco6HOCTM To3HaHus: 1. Cxeamsigamue (apprehensio)
MHOT006pa3sHOro [comepykaHusi] cosepuanms. 2. Annepyenyus, T. e.
CUHTETMYECKOe eIVHCTBO OCO3HAHMSI 3TOTO MHOroo6Gpasusi B IIOHSI-
MM obbekTa (apperceptio comprehensiva). 3. H300paxenue
(exhibitio) mpenmeTa, KOTOPBIVi COOTBETCTBYET 3TOMY IMOHSITUIO B CO-
3epaHuy. [Iis IepBOro akTa Tpebyercs

BOOGpakeHMe, IJIs1 BTOPOTO — PACCYHOK, AJISI TPeThero — CII0COGHOCTD
CYKIeHMsI, KOTOpasi, e/ JIeJI0 UAeT 00 SMIVPUYECKOM ITOHATUY, 6Y-
IIeT OIpeieNsIoleli CIOCOGHOCTBIO CYKIEHISL.

(1, c.124)
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Takum o6pasom,

Cxema cama 110 cebe eCTh BCEra JIMIIb IPOAYKT BOOOPasKeHMsI, HO TaK
KaK CMHTE3 BOOOpaskeHMsI MMeeT B BUAY He eOMHMYHOE co3eplaHue,
a TOJIbKO eIMHCTBO B OINpEeJIeHM YyBCTBEHHOCTHM, TO CXeMY BCe JKe
cIefyeT OTIMYaTh

oT o6pasa.

2, c. 222)

V6o cxema — ddopmanabHass abCTpakTHAs BO3MOXKHOCTh
ompeneneHNs] KOHKPEeTHO MeCTO JJiT o0pasa B paccyake cpenu
IPYTUX BOCIIPUHSATBIX paHee 00pa3oB IPEIMETOB U SIBJIEHMUIi
nevicTBuTeNbHOCTU. Ha aTOM ocHOBaHMM KaHT Bce pe3y/bTaThl
MIPEKHUX BOCHPUSITUIA 0600IIMII B CUCTEME ITOHSITUI UM KaTe-
ropuit paccygka. Tak,

...cXeMa KOJMM4ecTBa — MOPOXKAeHMe (CMHTe3) CaMOro BpeMeH! B II0-
CIef0BaTebHOM CXBAThIBAHMM MPEIMETa, CXeMa KauecTBa — CUHTE3
ouIyLIeHUs (BOCTIPUSITHSI) C MIPeACTaBIeHMeM O BpeMeHM, T. €. HamloJM-
HEeHJe BpEMeHH, CXeMa OTHOLIEHUS] — OTHOLIEHVE BOCIIPUSTUI MeXK-
Iy c060it BO BCSIKOE BPEMS. ..

(2, c. 225—226)

Ha stom ocHoBaHum KaHT MpouU3BOANT, IO €r0 YOEKIEHUIO,
PEBOJTIOIIVIOHHbII TTEPEBOPOT B TEOPUM TMO3HAHMS, TaK KaK 06-
mast QyHKUMS ITUX KaTEropuii 3aK/II0UaeTCsl B TOM, YTOOBI MO -
YUMHUTb BOCIIPUHSTHIE MPEAMETHI U SIBJIEHUS 00ILIEMY TPaBUITY,
COIVIACHO KOTOPOMY

...TPAHCUEHOEHTa/IbHAasA MCTUHA, IpealIeCTBYOas BCSIKOM SMIINPU-
YeCcKoii UCTUHE U Jeyalomias ee BOSMO)KHOIL/'I, COCTOUT B 06H.IeM OTHO-
IIIeHUU K 3TOMY OIIBITY.

2, c. 226)

Takum 06pa3oM, cxeMa Kak IIPOAYKT BOOOpaskeHMsl, BO Mep-
BBIX, CMHTE3MPYET B UMCTBIX MOHSITUSIX MHOTO0Opasue co3epria-
HMI1 OTIEIbHBIX IIPEIMETOB KaK alipyopy MEePBUYHOTO YPOBHSI,
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a BO-BTOPBIX, KaK CXeMa BBICIIETO YPOBHS allpMOPY CUHTE3UPY-
eT BCe KaTeropuyM paccyika B €OVMHCTBE M pasHoo6pasmu ux
dyHKIMIA.

ITo cytH, 3TO popMasbHasT cXxeMa AMaIeKTUUECKOTO 00bemy-
HEHMsI B CO3HAaHUM eJUHCTBA U Pa3sHOO6Gpas3ust Uiau pazHoobpa-
3Us B €QUHCTBE IPU BOCIPUSITHS TIPEAMETOB JEeHCTBUTETbHO-
CTH.

KakoBo mpoucxoxmeHue cxeMmbl KaHTOM He orpemeneHo
M KaXeTCsl MM 3araJlouHbIM M Helo3HaBaeMbIM. U, 1O ero 3a-
KITIOUEHMUIO,

JTOT CXeMaTM3M Halllero paccygka B OTHOLIEHUM SIBJI€HUI U UX Y-
CTOJ GOPMBI €CTh CKPBITOE B ITYGMHE UeI0BeYeCcKOi TyIIu UCKYCCTBO,
HaCTOSIIME TIPYEeMbl KOTOPOTO HaM BPSII, JIY KOTga-inbo yaacTcs yra-
JIaTh Y TIPUPOJIBI Y PACKPBITb.

(2, c. 223)

Ho, Ha camom pesne, 3TO 0Ka3aaoCh BO3MOXKHBIM, 60 cama
MpuUpoja Kak MCTOYHMK 3HAHMS MCKOHHO OpraHM30BaHa Kak
IUaIeKTUIeCcKoe eqMHCTBO Pa3HO0Opa3us B eOVHCTBE ee 00beK-
TOB M CTUXUIHBIX SIBJIEHUI, UTO 1 CHOPMUPOBAIO BHYTPEHHME
CTPYKTYpbhl MO3Ta aJleKBaTHO OpraHmsalum TNpuponbl. KaHT
«yragau» B MPUPOAE U JOTUYECKUM ITyTeM 060CHOBAT BO3MOXK-
HOCTb ¥ HEOGXOAVMOCTD TMOA0OHOI CXeMbI KaK Criocoba rapMo-
HMYECKOTO B3aMMOAENCTBUS UelOBEeKa M OKPYXKAIOILEN ero npu-
pOJIbI.

CoBpeMeHHasl Hayka MIPUHIUIBLI OpraHU3auy TPUPOTHOTO
MaKpo — ¥ MUKPOMMPA U3YUUIa JOCTATOUYHO OAPOGHO U B MH-
TepecylolMM Hac acliekTe MPUIIJia K 3aMedaTeTbHOMY BbIBOZY:
NpUpPOLHas cpena 3eMiy Ha BCeX ee YPOBHSX OpPraHu30BaHa Kak
eOVHCTBO B PAa3HOOOpasuyu wiu pasHoobpasue B eAUHCTBE,
a o CyTU — KaK 3cmermuueckas NpocmpanHcmeeHHo — duHamuue-
cKas cmpykmypa.

Hampumep, onpeneneHHbie Buabl Gropsl 1 PayHbl B CBOUX
npefeax IPeACTaB/ISIOT HEMCUMCIMMOe pasHoobOpasue B UX
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CTpPOEHUM U 3BOJIONMK. HO HET HM OJHOI TOUHOI KOMMM JIUCTA
Ha JIepeBbsX, JepeBa B JieCy WK caZy, HU OJHOM MeXaHUYeCKOM
KOIIMY KMBOTHBIX MJIM HACEKOMBIX OIHOTrO BUAA. M MOCKOIBKY
B MIPOAOJDKEHME IOJTOM SBOMIOLMY TIPedKy deoBeKa 3aHMMa-
JIUCh COOMPATENTBCTBOM CheIOOHBIX pACTEHMIA, & 3aTEM U OXOTOIA
Ha OVKUX SKUBOTHBIX, TO B IIPOIIECCEe U pPe3y/abTaTe UX YTUIUTApP-
Hasl TOJIe3HOCTb M X (OpMbI MMM ObLIM BOCIPUHMMAEMbI
¥ SMOLMOHAIIBHO OCBOeHbI. TO eCTh, 3amevaTiieHbl B GM3MOIO-
TMYEeCKUX CTPYKTYpaxX MX MO3Tra M HPU BOCIPUITUU UMU ITUX
dbopM yke He TpebGOBaIOCh YCUIIMIT IS MX pacriosHauus. M oHu
BBI3BIBAJIM YYBCTBO YIOBJIETBOPEHUSI HE TOIbKO CBOEI MPUTOJ-
HOCTBIO JJISI TIUIIY, HO M CBOMM BMUIOM — I[BEeTOM ¥ (HopMoi,
KOTOpbI€ CUTHATU3MPOBAIN 06 3TO¥ MPUTOTHOCTH (MU HEIIPU-
rogHOCTM). MOXKHO CKasaThb, UTO IJIMTENbHBIN Hepuoa cobupa-
TeJbCTBA ¥ OXOTHI CTAJI €CTECTBEHHOI IITKOJION «3CTEeTUYECKOTro
BOCITUTaHMSI» HAIIUX Ja/IeKUX ITPeIKOB.

TakoBa Ipupoja B ee eOMHCTBE M Pa3sHOOOpasuy BCEX ee
npeaMeTHbIX GopM. Ho He TOMbKO mpupoda, HO U MUPOBOE Ue-
JIOBEYECTBO, KOTOPOe TMpeACTaBIseT co60it aHTPOIIOIOrMYeCcKoe
eIMHCTBO U TIIPM 3TOM OTPOMHOE pasHooOpasye PacoBbIX, Qu-
3UYECKUX OCOOEHHOCTE IO IIBETY KOKM, BHEIIHMX OOIVKOB,
o6bIuaeB, MOBEAEHMIO B 06IIECTBE, B 6BITY T. I. COOTBETCTBEHHO
TOT K€ 3aKOH eIMHCTBA ¥ pa3HOOOpa3usl IPOSIBJISIETCS U B Mlea-
JM30BaHbIX (OpMax TyXOBHOTO MMpa YejloBeuecTBa — B (uiIo-
coun, Hayke U peauruu. U e B HayKe eIMHCTBO OTKPBITHIX
3aKOHOB — MaTeMaTUKu, GusuKe, 6MOJIOrMUM, KOCMOJIOTUM T10-
CTEIIeHHO BO3PacTaio, OUMIIASICh OT PasIUYHBIX MUDUUECKUX
Y PEIUTMO3HBIX 3a0Ty;KIeHui, To B hunocoduu, HauMHas C aH-
TUYHOCTH, COXPAHUJIMCh BCe ee TreHMalIbHbIe TIPEICTaBUTENN —
ITnatoH, Apucrorens, Kaut, I'erenb, Mapkc ¥ HEKOTOpbIE OpY-
r've, Tak Kak coBpeMeHHast puaocoust Comep>kKUT UX OTKPBITUS
KaK HeoOXOAMMbIe 3TAIlbl €e MUPOBOTro pasBuTus. 1 He ciydaii-
HO cuMTaercs, 4yTo Gumocodust Kak TaKoOBas SIBJISIETCS ee MCTO-
pueit.

B XIX, XX, XXI Bekax HayKa " ee TeXHOJIOTUYeCKOoe Mpume-
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HeHMe JOCTUITIM BBIJAIOIIMXCS Pe3yIbTaTOB BO MHOTMX 00ja-
CTSIX TIPUPOIBI, OOIIECTBA, aHTPOIIONIOTUY, KYJIbTYPbl U UCKYC-
CTBa.

Ha ¢one 3TMx mocTmskeHuin Mmetadusudyeckast METOIOIOT S
MccIeloBaHMs ITO3HaHMS M TBopuecTBa KaHTa ycTymaeT, Ha Halll
B3IVISIT, OVAJIEKTUYEeCKOMY METOAY, BO3HMKIIIEMY BII€pBbie Oj1a-
rogapst Teopus ssomonus Y. TapsuHa, ¢umocoduu I. B. d. Te-
reias u passutoit K. MapkcoM OmajieKTU4eCKOil MeTOmOJIOTUM
MCCIIeOBAaHMUM aHTUYHOM Gumocoduu 1 HAyKM, ITePBOOBITHOTO
1 6yp>Kya3HOTo 06IIIecTBa.

Boob6ie, KaHT BhIHYKIEH ObLI HAUMHATh CBOE MCCIeIOBa-
Hue puaocodun U 3CTETUKU A0 TEOPUM SBOTIOINM — KaK CO-
JepskaHye paccyka COBpeMEeHHOI0 4yejoBeka. M 3To ckasajoch
Ha omnpeneneHuyu KaHToM Ioc/IemoBaTeIbHOCTU IIPOLiecca, Co-
[JIAaCHO KOTOPOMY IJIaBHAasl PojIb Obla MpegHa3sHaueHa pacCyaKy
KaK pes3y/abTaTy MO3HaHMs 6e3 onpeiesieHust ero ein. B 1o Bpe-
M Kak Pa3yM, BhIpaskaroluii HOTPeGHOCTM KaK LI/ TO3HAHUS
U TIPeIMETHI X yIOoBJIeTBOpeHyst KaHTOM ObLIM He OIpe/e/ieHbl
IIJIST 4ero ObLI NpeJHa3HaueH BOCIPUHSTHIN M MO3HAH PacCy/-
KOM MpeaMeT.

He «ryualiHo ke coBpeMeHHas HayKa IPOUCXOXIEHMe
SKM3HM HAUMHAET C IIPOUCXOKAEHNE KIETKMU, 3eMJIM C ITIepBOHAa-
YaJbHOTO B3PbIBA, YEJIOBEKA C IEPBOOBITHOTO CyllecTBa — 06e-
3bSIHbI, @ CTAaHOBJIEHME €ro IYXOBHOTO MMpPA M B YaCTHOCTU
BO3HMKHOBEHME €ro MepBUYHBbIX (OPM ITO3HAHMS C UYBCTBEH-
HOTO ONIYIIeHUM IIPeIMEeTOB TOW MM MHOIM MOTpeOHOCTM dYe-
JoBeKa. VI ydyimmum mpuMepoM B YTBEPKIEHUM TaKOi MeTOmO-
JIOTUM MOTYT CIYKUTh uaeu K. Mapkca o MpuHIIMIIAX HAYYHOTO
MCCIeIOBAHMS UeI0BeUeCKoii UyBCTBEHHOCTM. MBI UMTaeM:

YyscmeeHHOCM®. .. [OIDKHA ObITh OCHOBOII Bceit HayKu. Hayka siBisieTcst
OeticmeumenvHoll HAYKO UIIb B TOM C/Iy4ae, €CIM OHa MCXOOUT
Y3 YYBCTBEHHOCTM B €€ [IBOSIKOM BUIE: U3 UY8CIMBEHHO20 CO3HAHUS
Y 4y8CmMEeHHOl nompeGHOCMU. ..

(3, c.124)

256



TakuM 06pa3oM, UMEHHO MOTPeGHOCTh JOIKHA ObITh Iep-
BBIM 3BEHOM M IMOOYOUTEIbHOM MPUUMHONM mo3HaHusa. Y Kau-
Ta JXe MOTPeOGHOCTh MO3HAHUS U ee 1iejib, OIpemeseMast pas-
YMOM SBJISIIOTCA TOCJAeOHUM 3BEHOM B IIpOllecce IO3HaHUU
TIPUPOIHBIX U OOIIECTBEHHBIX IIPEIMETOB U SIBIEHMIA.

Hanee, KaHT mcxonui n3 mpuUpoAbl HE TOJIBKO B TEOPUM I10-
3HAHUSI, HO U B XYOOXKECTBEHHOM TBOPYECTBE, MpeBapuB ero
uccaenoBaHye CJIEAYIUM OpeaeneHueM:

T'ennit — 3TO TajaHT (IPpUPOLHOE IapoBaHMe), KOTOPbIN JaeT UCKYC-
cTBY MnpaBwmio. [I0CKONbKY TalaHT, Kak MPUPOXKIEeHHas: TPOLYKTUBHAs
CIMOCOGHOCTb XYAOXKHMKA, CaM TMPUHAJIEKUT K MPUPOJE, TO MOKHO
6bUT0 GBI CKA3aTh M TaK: TeHUI — 9TO MPUPOXKAEHHbIE 3aaTKU OYIIN
(ingenium), yepe3 KOTOpble MPUPOJA AAeT UCKYCCTBY ITPaBUIIO.

(4, ¢.322—323)

KaHT [osIcCHSIeT 3TO CJIEAYIOLIMM 06pa3soM:

...TaK Kak 6e3 TMpegueCcTBYMero nmpasmjia HM OOHO IPOM3BEOCHME
HeJIb34 Ha3BaTb MCKYCCTBOM, TO IIpUpoaa B Cy6'b€KTE (VI 6)1aroz[apﬂ
PacCIIOIOKeHUIO ero CHOCOﬁHOCTeﬁI) JAO0/DKHA OaBaTb MCKYCCTBY ITpaBU-
Jia, T. €. U3AIIHO€E MCKYCCTBO BO3MOKHO TOJIBKO KakK IMPOM3BEOEHME Ire-
HUS.

(4, c. 323)

KanT npensaraer aBa croco6a MpyMMeHEHUST 3TOTO «IIPaBU-
Ja» B MCKYCCTBe. B KauecTBe IepBOro IpoM3BeleHMe TeHUs
JO/DKHO OBITh OPUTMHAIBHBIM M 00pPa3LOBbIM U B TO ke BpeMs
«IIO0Ka3aTe/lbHbIM», TO €CTb CO3LaHHBIM He IIOCPeNCTBOM IOApa-
KaHUST YeMy-TO HU ObUIO, & CAMO JIO/DKHO CITYKUTD JIJISI TIOApa-
>KaHMS B KauyecTBe «Mepwia» OLeHKV NTPOM3BeNeHNI CKYCCTBa
nogpaxkaresneii reausi. COIaCHO BTOPOMY IIPaBMITy 0OOCHOBAH
0COOBIif XapaKkTep B3aMMOAEMCTBUSI BOOOpaXKEHMSI M paccygKa
B XY[IOXXeCTBEHHOM TBOpYecTBe. 11 ey B mpoliecce MO3HaHUS
BOOOpaskeHMe IOIKHO COIIACOBBIBATHCS C MOHSITUSIMU PaCcCyL-
Ka, TO
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...B 9CTETMYECKOM OTHOIIEHUMU, HA060POT, OHO CBOGOAHO [aBaTh IIO-
MMMO YKa3aHHO} COITITaCOBAaHHOCTM C TOHSTUSIMM (HO HENPUHYXK-
IIEHHO) OoraTblii comepskaHMeM, XOTS ¥ HepasBUTHIN, MaTepuan Ajs
paccynka, KOTOpBI pPacCyloK B CBOeM TIIOHSTUM He TPUHMUMAI
BO BHMMAaHME, HO KOTOPbI/i OH IIPUMEHSIET HE CTOJIbKO OOBEKTUBHO
IUTSI TIO3HAHMSI, CKOJIBKO CYOBEKTUBHO IS OKMBJIEHVS TIO3HABATE b-
HBIX CUJL...

(4, 333—334)

To ecTb, BOOOpaskeHMEe MTOMMUMO COIJIACOBAHMSI C TTIOHSTUSI-
MM paccydgka [Jig II03HaHMS, OOHOBPEMEHHO WIpaeT poJib
B XYIOXKECTBEHHOM TBOPYECTBE KaK OKMBIISIIOIIMII TTPUHIINII,
KOTOPBIt TIPMBOAUT IyIlIeBHbIE CUJIbI XYIOXHMUKA B ABIDKEHME
MU Urpy. B pesynbTaTe MpOAYKTMBHOE BOOOpaskeHMe CII0CO6-
HO M3 MaTepuajia ecTeCTBEHHOJ IMpUPOIbl CO3HaBaTh KaK Obl
IpYTyl0 TPUPOAY, a MMEHHO 3CTeTudyeckue WAeu, KOTopbie
CTpeMSITCSI K pasyMy 3a IIpeleibl 3MIMPUYECKOTO OIIbITa
K M300pa’keHMI0 MHTEJJIEKTYAJbHBIX UOEN M UX BHYTPEHHUM
CO3epIAHMSIM KaK BUIMMOCTIM OOBEKTMBHOI pPeabHOCTH,
YTO MO3BOJISIET BOOOPasKeHUIO COeIaTh HATIAOHBIMM UOEU pa-
3yMa O pasjMyHbIX (PaHTACTMUYECKUX CYIIeCTBaxX afa WM pasi,
CMepTH, 3aBUCTH, CJIaBy, JIIOOOBb M pasauMuHble H06pomeTenn
WJIN TIOPOKMU JIIOAE.

O6paTVM BHMMaHMe Ha OIpefe/ieHye IPUPOIbI B ICKYCCTBE
Kak 3CTeTuuYeCcKux udeli MM BHYTPEHHUX CO3epIaHuit, KOTOPbIX
BoOGpaskeHMe MPeICcTaBseT B BUae 00beKTUBHOI pPealbHOCTH,
a He KakK (QuU3MUYECKOil peaJibHOCTU. A TI0 CYTU, KaK CUMYJISIKD
umu paHToM co3HaHMs. Ho Kak Torma GbITh C ONpedeleHeM
TBOPYECTBA B M300PA3UTENbHBIX MCKYCCTBAX — CKY/IBIITYPBI, ap-
XUTEKTYPHI U T. 1.

[anee, MOABOMASI UTOTU CBOETO MUCCIeAOBAHMSI, IPUPOMABI 3C-
TeTUYECKOTO U Xy[0sKeCTBeHHOTo TBopUecTBa, KaHT Ha BOIIpoOC,
YTO BaKHee B MPOU3BeAeHUSIX UCKYCCTBA — HEMOCPeICTBEHHOe
BOoOGpaskeHMe UM BKYC (KaK ITOHSTHE paccygKa — arpuopu Io-
MMHMPYIOIIETO HaJl YyBCTBAMMU M BOOOPaKeHMEM) U JTaeT CAedy-
0L OTBET.
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B camom mene, Bce 60raTCTBO BOOOpaskeHMSI B €r0 HE OCHOBAHHOI
Ha 3aKOHAX CBOOOIE He MOPOKIAeT HMUYEro, KpOMe HENeIOCTH; CIIo-
COGHOCTBH Ke CYKIEHMS €CTh CIIOCOOHOCTh MPUCIIOCO6/ISTh BOOOpake-
HMEe K paccymky. BKyc, Kak M CIIOCOGHOCTb CyKOeHMUsSI BOOOGILE, eCTh
IUCHUIUIMHA (MM BOCIIMTAHME) T€HUs, KOTOpasi OUeHb MOfIPE3bIBAET
€My KpbUIbSI ¥ IeaeT ero OJarOHPaBHbIM WM OTHUIM(OBAHHBIM;
B TO JX€ BpPeMsI BKYC PYKOBOAMT MM, [[TOKa3bIBasi], Kyoa M KakK JaIeKo
OH MOXXET MITH, OCTaBasCh MPU 3TOM IeJeCO0OpPasHbIM; U TaK Kak
BKYC BHOCUT SICHOCTb ¥ TOPSIIOK B ITOJIHOTY MbIC/IEN, TO OH Jiefia-
€T UIey YCTONIMBBIMM, CITOCOGHBIMY BbI3BIBATH JJIUTENBHOE U BCEOO-
1iee ofo6peHne, GbITh TPeeMHUIIAMY APYTUX [1aeit] u

MMOCTOSIHHO Pa3BMBAaTh KY/IbTYpY. EC/n, ciemoBaTeIbHO, IPYU CTOIKHO-
BEHUM 3TUX JIBYX CBOMCTB B KAKOM-I160 MPOM3BEOEHMM HALO YeM-
HUOYIb MMOKEPTBOBATh, TO JKEPTBA, CKOpee, MO/KHA GbITh IPUHECEHA
CO CTOPOHBI TE€HMSI; ¥ CIIOCOGHOCTD CYKIEHMSI, KOTOpast B IeiaxX W3S -
HOTO VMCKYCCTBA BBICKA3bIBAETCSI MCXOMS U3 CBOUX MIPUHIIUIIOB, TTO3BO-
JIUT OTPaHUYAUTDb CKOpee CBOGOY ¥ 60raTCTBO BOOOpaKEeHMSI, UeM pac-
CYIOK.

(4, c.337)

DTO YOMBUTEIBHOE ¥ HEOXKUTAHHOE orpeeeHne GyHKINK
MCKYCCTBA HAaINlOMMHAET WEOJIOTMYECKYI0 (OPMYITy COLMaIM-
CTUMYECKOTO peayin3Ma C ero «IIpaBuWjIoM» — U300paskaTh peasb-
HOCTh He caMy IT10 cebe, a B CBeTe MIeayoB KOMMyHM3Ma. KaHT
e/1Ba JIU TIpeIBUIe] HEUTO MOI06HOe B OyAyIeM U JIMIIh OTpa-
31 OGIIECTBEHHYIO CUTYAIMIO B 310Xy [IpOCBeleHs 1 B Kaue-
CTBE TIPUYMHBI OTPAHUYEHMS] CBOOOBI TBOPUECTBA, ITUM UAEI0,
COITIaCHO KOTOPOW MCKYCCTBO B 310Xy IIpocBenieHus TOKHO
OBITh TMOHSTHBIM JJISI MPOCTOTO HApOIa COOTBETCTBEHHO €ro
YPOBHIO Pa3sBUTHSI.

IMosuuust Kanra B onpeneneHnu poiau MCKYCcCTBa B 06Iile-
CTBe He IIOKasajlach YMeCTHOM ImmosTtaM M mucarensm Espo-
nel — lere, lllunnepy, leitne, BaiipoHy, a Poccum Ilymkuny,
JlepMOHTOBY, KOTOpbI€ 3Ha/IM O TOUYKe 3peHus KaHTa, HO KOTO-
pbIM Omiske ObLIa (POpMMPOBABLIASICS POMAaHTUUYECKasT MO3U-
1Ms abCOMIOTHOM cBOGOABI reHys. Tak, HeCOMHEHHO MO3ULIMN
Kanra mnsBectnnl A.C.IlymikuHy, y Kotoporo B «EBreHum OHe-
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ruHe» JleHCKuUii — «MOKJIOHHMK KaHTa M mosT». OgHaKo Kak
MOC/Ief0BaTENbHbI POMAaHTUK HOPMBI U IpaBuUjia BHEXYIOXe-
CTBEHHOTO MPOUCXOXKAeHUs [IyIKMH HeOGHOKPATHO oABepral
COMHEHMIO U KPUTUKE B T€UEeHME CBOEN TBOPUYECKON MPAKTUKU.
IIosT BCIO CBOWO TBOPYECKYIO >KM3Hb MCHBITHIBI IJIaCHOE
U HeIJIaCHOe JaBJieHMe BJIaCTU yepe3 roCygapCTBEHHYIO 1[eH3Y-
py, a B IIOCAeOHMEe TOObl — uepes3 JMUHYI LieH3ypy Hukomas
[TepBoro. Bot xapakrepHas no3unus [IymikuHa Ha 3T HACUIIb-
CTBEHHbIE «ITpaBuUia»:

3aBuceTb OT Ijapsl, 3aBMUCETh OT HApOAA —

He Bce 11 Ham paBHO? Bor ¢ HUMM.

Hukomy

Oruera He 1aBaTh, ce6e IMIIb CAMOMY
CITy>KUTD ¥ YTOXKAATB; IJIST BIACTY, IJISI IUBPEN
He rHyTH HM COBECTH, HY TIOMBICJIOB, HU IIIEN;
ITo mpMxOTH CBOEV CKUTATHCS 3[1€Ch U TaM,
JIMBsicb 605KECTBEHHBIM ITPUPOLBI KPACOTAM,
U nipen co31aHBSIMM VICKYCCTB M BJOXHOBEHBSI
Tperena pagoCTHO B BOCTOPTax YMUIEHBSI.
Bort cyacTbe! BOT mpasBa...

(5, c. 381)

[lepeiimeM K 0030py METOHOJIOIMUYECKUX MPEIIIOCHITIOK
M pe3yJbTaTOB ero 3CTeTUMKU KaHTa, yuuThiBass BpeMsi U COCTO-
ssHue Guaocodun U 3CTETUKU B MEPUON, €r0 KM3HU U TBOpUe-
cTBa. Bpems mepexoma ¢uiiocoduu M 3CTETUMKM OT pallOHa-
mm3Ma [lekapra, cyObeKTMBHOTO upaeanusma Oma m Bepkim
K HoBomy BpemMeHM paHHero KanuTaju3Ma IMpU MOHapXudye-
ckux pexumax B EBpome u Poccum. B 3tux ycinoBusx KaHTt
SIBWJICSI 3aUMHATeIeM HaydHo# ¢umocopuu 1 3CTETUKM, COCpe-
JOTOUMBIINCH IJITABHBIM 00pa30M Ha CyObeKkTe M QYHKIUSIX ero
MpeACTaBIe i, BOOOpasKeHMsI, pa3yMa, pacCyaKka B 3CTeTude-
CKOM BOCHPHUSITUM U XYHOKeCTBEHHOM TBopuecTBe. Ha mx oc-
HOBE OH TIOCTPOMJI CBOIO CUCTEMY JIOTMYECKUX I OKa3aTeIbCTB
¥ 060CHOBAJ pes3yIbTaThl CBOEII ICTETUKU. B 3TOM IpuMeHe-
HUU CBOETro MHTeNJeKTa OH Ipofesaa TMOMUCTUHE TUTaHUYe-
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CKyI0 paboTy, CO3MIaB CJIOKHBIN MHTEJIEKTYalIbHbIII KOHCTPYKT
B3aMMOCBSI3aHHBIX ¥ B3aMMOOIIpenesseMbIX TMOHSITUIA U UAeit,
M3JI0’KEHHBIX OUeHb CIOXKHBIM SI3BIKOM C IIPOCTPAHHBIMM HEOJ -
HOKPaTHBIMM TTOBTOPEHUSIMM OTHUX U TeX Ke MO3UIIMIA C pas-
JIUYHBIMU CMBICJIOBBIMU TOOABIEHUSIMNA.

B wurore, morpyxkasicb B 3cTeTuMKy KaHTa, BCIO 3HEpruio
Y CTIOCOGHOCTY TIPUXOIMUTCS HAIIPSITaTh Ha ee OCBOEHME U TIOHU-
MaHMe ee pe3yJbTaTUBHBIX 0000meHuit. MHOro JeT Hasaf
10 3aKa3y OJHOTO M3 BeOYIIMX TOTJA OTeUeCTBEHHBIX U3MaHMit
MHOJ1 6bUTa HaTcaHa KHura o6 scretuke Kanra (6). B Heilt, Kak
TOTA Ka3aJloCh, ObUI M3JIOKEH OOBEKTMBHBIN B3IV Ha Hee,
HO BpeMsI TpebyeT mepecMoTpa HEKOTOPBIX MTO3UIINIA B ITUX BO-
Mpocax.

B pesynbraTe mociemyoOIMX pasMbIIUIEHUIT, MHe KaxKeTcs,
yTO 3cTeTMKa KaHTa mMMeeT ompeme/eHHble HEIOCTATKM HemO-
CTaTKM, 0COGEHHO 3aMeTHbIe B CBETEe COBPEMEHHBIX IMpeaCcTaB-
nennit. Hampumep, yousiseT To, 4To KaHT KakK COBPeMEHHUK
l'eTe, lllnnnepa, I'eitHe, Pycco M MHOTUX APYTUX TOITOB U IMCA-
Tejelt MpU UCCIeNOBAHMS XyIOKECTBEHHOTO TBOPYECTBA MCXO-
IUAT U3 UIOeU TPUPOIbI, KOTOpasl AAeT MCKYCCTBY «IIPaBUJIO»,
¥ OCHOBHOE BHMMaHMS yae/sieT B3aMMOOTHOIIEHUSIM PacCyaKa,
BOOOpaxkeHMsI, pa3ymMa UYyBCTBEHHOCTH, HO He TOBOPUT O AYXOB-
HOM COMepsKaHMUM MCKYCCTBA M €ro POIM B O6IIEeCTBEHHOI Ki3-
HM — KpOMeE TOTO, YTO OHO «OXMBJISET» U aKTUBU3UPYET AY-
IIeBHbIE CJIBI YeJIOBEKA. DTO MPUBEJIO K ToMY, uTo KaHT, 1Mo ero
MIPU3HAHUIO, HE CO3Ja JOKTPMHAIBHYIO — HAYUYHYIO 3CTETUKY,
a JINIIb TPEeATIOChUIKY JIJISI ee TaJbHeMIero pasBuTusl.

OCHOBHOJ MPUYMHOM 3TOMY OBIJIO COCTOSIHME U YPOBEHD
PasBUTUS HAYKU U GuIocouu TOro BpeMeH!, a IIaBHOe — elle
He OblJIa CO3[aHA TeOPUM SBOIONMM, M KaHT B CBoeM cTpemJie-
HUM K CO3JAaHMM HayuyHO! (unocodpumu 3a obpasel; METOHOO-
UM VICCIIeIOBAHMST TIPUPOIbI M UeJIOBEKa B3sUI TBOPUECTBO U.
HpioTOHa, peaMeT MccaenoBaHus KoToporo 6uu1 Kocmoc ¢ ero
MeXaHMYeCKY OJHOOOpasHBIMM IBVDKEHMSIMM HebGeCHBIX TeJl,
YTO MO3BOJISIO €My CO3JaTh 3aKOHBI MX B3aMMHOIO IPUTSIKE-
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HUS ¥ OTTAJIKVBaHMsI B He6€CHOM KPYrOBOPOTE Pas3/JIMYHbIX I/1a-
HeT U 3Be3[. YpoBeHb NMOHMMaHusI KaHTOM mpegmeTa 3CTeTUKN
oripefenuau TOT clenuduyeckuii pesyabTaT ero Teopun
M (PYHKIIMM UCKYCCTBA, KOTOPBI B MPUHIIMIIE HE COOTBETCTBO-
BaJl ypPOBHIO ICKYCCTBA €ro BpeMeHM!.

KaHT paspabaTbiBas 3CTETHKY Ha OCHOBE THOCEOJIOTMYECKO-
rO0 MHCTPYMEHTapus CBOEro BpeMeH!, BHe MCTOPUYECKOTO pas3-
BUTUS TIpeaMeTa — CofmepskaHus ¥ GopM MCKYCCTBA B €r0 BUJIO-
BOM pa3sHOOOpasuy. 3a MUCKIIOUeHMeM OO0CHOBaHUM (PYHKIU
MICKYCCTBA B COBPEMEHHOM €My OOIIeCTBe, BIIepBble OTKPOBEH-
HO MPU3HAaB ero 3aBUCUMMOCTb OT BKyCa, a 10 CYTU OT MOJIUTUYe-
CKOJM KOHBIOHKTYPbI CBOErO BPEMEHMU, IOJ, BAUSHUEM KOTOPOM
MIPOUCXOAUT KOMIIPOMMCC MEXAY TOCIOACTBYIOIIEN UIEe0I0rU-
eil U peasibHOI MPaKTUKOI McKkyccTBa. U B aTom cmbicie KaHT,
10 CyTH, 060CHOBAJI B TIOHSATUM BKyCa 3aBUCUMMOCTb MCKYCCTBa
OT UOEOJOTMM UM BJIACTU B €BPOIeiCcKoi ucropun. Tak 4yTo
He Bcs 3cTeTuka KaHTa ocTanach B IPOUIJIOM B CBOeH «My3eii-
HOJi» YHUKAJIbHOM LIEHHOCTU, HO KOe-UTO U A0 CUX IIOpP He MOoTe-
PSIIO CBOEJ aKTYaJIbHOCTMH.

YUuuThIBasl 3TU YPOKU KJIACCUUECKOV MCTOPUM DCTETUKMH,
cjlefyeT, 3aK/II0UNTb, YTO COBpEMeEHHAs 3CTeTUKA JO/KHA cove-
TaTh THOCEOJIOTUIO ¥ peasibHYI0 MCTOPUIO MCKycCTBa. TeM 6ortee,
B OT/IMUMe OT MeJIJIeHHO 3BOJIOMM UCKYCCTBA B MPEXHNME 3T10-
xu, XX CcTojetue C ero YCKOPeHHbBIMU TeMIlaMU DPa3BUTUS
B HeIpeAcKasyeMbIx (OpMax M METOOOB TBOPUYECTBA ITOPOIUIN
MHOYeCTBO HallpaBJeHUI Y TeYeHUII — B Havajle BeKa UJIe0J0-
TMYECKM 3apsDKeHHBIX MPOTUB OYPsKyasHO# KyJbTypbl — Aafa-
U3M, cioppeanusm, GyTypusmM. A 3aTeMm Iocie Bropoit MupoBoii
BOJMHBI — MOIM-apT, BO3HMKIIMI B AHnMM u CIIIA kak mpoposn-
SKeHMe PeKIaMbl ¥ Hauajaa 3CTeTMYeCcKOoi JeMOHCTpauu obiie-
CTBOM €ro MacCOBOTO IOTpebieHMs, a TaKKe MCIIONb30BaHMe
HAyKM ¥ TEXHUKU i1 CO3MaHMSI PA3IUUHBIX apT-TPaKTUK (pe-
ou-moiimbl M. [liomana, menkorpadus D. Yopxona, 6omba
«®-111» [I. Po3enksucra, rurantckue MoHymeHTbl K. OngeH-
Oypra a Takke IpPOuU3BeNeHMs B TBOPUECKUX TEXHOJIOTUSIX Iep-
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dbopmaHca, 6omu-apTa, JI9HI-apTa, KOHIENTyaau3Ma u T. i. 13-
BJIEKasl OIBIT M3 CBOEr0 BEIMKOTO MPOILIOTO B 06pase CTPOro
Y IMCKYPCUBHO SICHO BBICTPOEHHOJI, HO He COOTHECEHHOII ¢ ap-
TUCTUUYECKUMU TIPAKTUKAMM CBOEro BpeMeHM 3CTeTuku KaHrta,
COBpEMEHHAsl 3CTETMKA [OJKHA OTPakaTh YKAa3aHHYIO BbIIIE
IMHAMMKY, & TAKKe ¥ Te MHOTO SIBJIEHMS, KOTOpble BO3HUKAIOT
B TEKYIIlEM BpeMeHM ¥ He YKa3aHbl B 3TOM IIE€pPeYHe.
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MARAT AFASIZHEV

KANT’S AESTHETICS IN THE LIGHT
OF MODERN SCIENCE!

Abstract

The article provides an overview of fundamentally important historical
and aesthetic issues related to the theoretical ideas of I. Kant. The
author considers them in connection with later interpretations
of these problems, research data and artistic practice. This review is
particularly important in connection with the numerous experiments
in the present period of theoretical rethinking of the aesthetic
classical period.

Keywords

Sensation, perception, image, reason, mind, idea, scheme, taste, art,
creativity, game, I. Newton, C. Darwin, K. Marx.

Once re-reading Kant I paid attention to his phrase: «Nature
gives art a rule» and did not attach much importance to it —
after all, everything eventually came from nature. But in the
preceding to Kant philosophy and aesthetics of the
Enlightenment — the rationalism of Descartes, the subjective
idealism of Berkeley, Wolf’s and Baumgarten’s metaphysics
nature was not considered in the context of art.

Here Kant came on the theoretical scene and he tried on

! TMepesog Cepres 3ukesnua (AU).
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other scientific grounds to solve the problem of cognition and
creativity in science and art interpreting it as synthesis of the
material and the ideal, of the spiritual and the emotional. At the
same time he proceeded from the fact that a person perceives
the objects of the world as subjective representations not
passively, as it was typically supposed by previous to him
philosophers of Antiquity, the Middle Ages and the
Enlightenment, but actively and creatively, and, in his
terminology, not by the perception of perceived objects, but
by transcendental apperception. The subject, according to Kant’s
theory, creates them in his imagination as forms of perceived
objects and relates them to Reason, which recognizing their
content, then «elevates» them to Mind, which determines their
expediency for practical application and satisfaction
of a particular need of a person or society.

And all this, at first glance, seems clear and understandable,
with one exception — where did apriori forms and their content
appear in human mind when it perceives all possible objects if it
could not go from its subjective being into the objective world
of nature and society.

Kant proposed an alternative solution to the problem
of cognition and developed the scheme of the process combining
sensory images of perceived objects with the concepts of mind
as follows. He’s writing:

To every empirical concept, namely, there belong three actions of the
self-active faculty of cognition: 1. the apprehension (apprehensio)
of the manifold of intuition; 2. the comprehension, i.e., the synthetic
unity of the consciousness of this manifold in the concept of an object
(apperceptio comprehensiva); 3. the presentation (exhibitio) of the
object corresponding to this concept in intuition. For the first action
imagination is required, for the second understanding, for the third
the power of judgment, which, if it is an empirical concept that is at
issue, would be the determining power of judgment.

1, p. 23)
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Thus,

The schema is in itself always only a product of the imagination; but
since the synthesis of the latter has as its aim no individual intuition
but rather only the unity in the determination of sensibility, the
schema is to be distinguished from an image.

2, p. 273)

For the scheme is a formal abstract possibility
of determining specifically the place for an image in the mind
among other images of objects and phenomena of reality
perceived earlier. On this basis, Kant summarized all the results
of previous perceptions in the system of concepts or categories
of reason.

So

...in the case of magnitude, the generation (synthesis) of time itself,
in the successive apprehension of an object; in the case of the schema
of quality, the synthesis of sensation (perception) with the
representation of time, or the filling of time; in the case of the schema
of relation, the relationb of the perceptions among themselves
to all time...

(2, p. 275—276).

Thus, the scheme as a product of imagination, firstly,
synthesizes in pure concepts the diversity of contemplations
of individual objects as a priori primary level, and secondly, as
a higher level scheme, a priori synthesizes all categories
of reason in unity and diversity of their functions. In essence,
this is a formal scheme of dialectic unification in the
consciousness of unity and diversity or diversity in unity in the
perception of objects of reality. What the origin of the scheme
of Kant is undefined and seems to them mysterious and
unknowable. And according to his conclusion

This schematism of our understanding with regard to appearances and
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their mere form is a hidden art in the depths of the human soul, whose
true operations we can di- B 181 vine from nature and lay unveiled
before our eyes only with difficulty.

2, p. 273)

But, in fact, it turned out to be possible because nature itself
as the source of knowledge is originally organized as
a dialectical unity of diversity in the unity of its objects and
elemental phenomena which formed the internal structures
of the brain adequate to organization of nature as the whole.
Kant «guessed» in nature and in a logical way substantiated the
possibility and necessity of such a scheme as a method
of harmonious interaction between man and his natural
environment.

Modern science has studied the principles of organization
of natural macro- and microworld in sufficient details and,
in the aspect of interest to us, came to a remarkable conclusion:
the natural environment of the Earth at all its levels is
organized as unity in diversity, or diversity in unity, and
in essence as an aesthetic spatial-dynamic structure.

For example, certain types of flora and fauna within their
limits represent innumerable diversity in their structure and
evolution. But there is not a single exact copy of a leaf on trees,
a tree in a forest or a garden, not a single mechanical copy
of animals or insects of the same species. And since, in the
course of long evolution, the ancestors of man were engaged
in gathering edible plants and then in hunting wild animals,
in the process and as a result, their utilitarian suitability and
their forms were perceived and emotionally mastered by them.
That is, they were sealed in the physiological structures of their
brain and when they perceived these forms they no longer
needed effort to recognize them. And they evoked a feeling
of satisfaction not only with their suitability for food but also
with their appearance — color and shape — which signaled this
fitness (or unsuitability). It can be said that a long period
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of gathering and hunting has become the natural school
of «aesthetic education» of our distant ancestors.

Such is nature in its unity and diversity of all of its objective
forms. But not only nature but also mankind which is an
anthropological unity and at the same time a huge variety
of racial, physical characteristics in skin color, appearance,
customs, behavior in society, in everyday life, etc. Accordingly,
the same law of unity and diversity also manifests itself in the
idealized forms of the spiritual world of humanity —
in philosophy, science and religion. And if in science the unity
of discivered laws — in mathematics, physics, biology,
cosmology gradually increased being cleared from various
mythical and religious errors then in philosophy, beginning
with Antiquity, all its ingenious representatives — Plato,
Aristotle, Kant, Hegel, Marx and some others, since modern
philosophy contains their discoveries as necessary stages of its
world development. And it is not by chance that it is considered
that philosophy as such is its history.

In the XIX, XX, XXI centuries, science and its technological
application achieved outstanding results in many areas
of nature, society, anthropology, culture and art. In the light
of these achievements Kant’s metaphysical methodology for the
study of cognition and creativity is inferior, in our opinion,
to the dialectical approach that was first offered by Ch. Darwin’s
evolutional theory, G.W.F. Hegel’s philosophy and dialectical
methodology developed by K. Marx.

In general, Kant was forced to begin his study of philosophy
and aesthetics before the theory of evolution — as the content
of the reason of modern man. And this affected Kant’s
determination of the sequence of the process, according
to which the main role was assigned to reason as the result
of knowledge without defining its purpose.

It is not occasional that modern science begins investigation
the origin of life with the origin of the cell and begins
investigation of the Earth from the initial Big Bang, and
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becoming of a man — from a primitive being, a monkey, and
formation of his spiritual world and, in particular, the
emergence of his primary forms of cognition — from the sensual
feeling of objects of a particular human need. The best example
in the statement of such a methodology can be the ideas of
K.Marx about the principles of the scientific study of human
sensuality. We read:

Sense-perception (see Feuerbach) must be the basis of all science. Only
when it proceeds from sense-perception in the twofold form
of sensuous consciousness and sensuous need...

(3, p. 303)

Thus, it is the need to be the first link and the driving force
for knowledge. In Kant, the need for knowledge and its purpose,
determined by reason, are the final link in the process
of knowledge of natural and social objects and phenomena.

Further, Kant proceeded from nature not only in the theory
of knowledge but also in artistic creation, anticipating his study
with the following definition:

Genius is the talent (natural gift) that gives the rule to art. Since the
talent, as an inborn productive faculty of the artist, itself belongs
to nature, this could also be expressed thus: Genius is the inborn
predisposition of the mind (ingenium) through which nature gives
the rule to art.

(4, pp. 186)

Kant explains this as follows:

...since without a preceding rule a product can never be called art,
nature in the subject (and by means of the disposition of its faculties)
must give the rule to art, i.e., beautiful art is possible only as a product
of genius.

(4, p. 186)
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Kant offers two ways to apply this «rule» in art. As a first,
the work of a genius must be original and exemplary and at the
same time «indicative», that is, not created by imitation
of something but itself must serve as an «yardstick» for
evaluating the works of art imitators of genius. According to the
second rule, the special nature of the interaction of imagination
and reason in artistic creativity is substantiated. And if in the
process of knowing the imagination should be consistent with
the concepts of reason, then

...in an aesthetic respect, however, the imagination is free to provide,
beyond that concord with the concept, unsought extensive
undeveloped material for the understanding, of which the latter took
no regard in its concept, but which it applies, not so much objectively,
for cognition, as subjectively, for the animation of the cognitive
powers...

(4, p. 194)

That means that imagination in addition to coordination
with the concepts of reason for knowledge at the same time
plays the role in artistic creativity as the animating principle
that brings the artist’s spiritual forces into motion or play. As
the result, productive imagination is able to create, as it were,
from a material of natural nature, a different nature, namely
aesthetic ideas that tend to the mind beyond the limits
of empirical experience to portray intellectual ideas and their
inner contemplation as appearances of objective reality, which
allows the imagination to visualize the ideas of the mind about
various fantastic creatures of hell or heaven, death, envy, glory,
love and the various virtues or vices of men.

Let us pay attention to the definition of nature in art as
aesthetic ideas or inner contemplations, which the imagination
represents in the form of objective reality, and not as physical
reality. And in fact, as a simulacrum or phantom
of consciousness. But how then to be with the definition
of creativity in the visual arts — sculpture, architecture, etc.
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Further, summing up his research, the nature of aesthetic
and artistic creativity, Kant answered the following answer
to the question of what is more important in works of art —
direct imagination or taste (as the concept of reason is a priori
dominant over feelings and imagination).

For all the richness of the former produces, in its lawless freedom,
nothing but nonsense; the power of judgment, however, is the faculty
for bringing it in line with the understanding. Taste, like the power
of judgment in general, is the discipline (or corrective) of genius,
clipping its wings and making it well behaved or polished; but at the
same time it gives genius guidance as to where and how far it should
extend itself if it is to remain purposive; and by introducing clarity and
order into the abundance of thoughts it makes the ideas tenable,
capable of an enduring and universal approval, of enjoying a posterity
among others and in an ever progressing culture. Thus if anything
must be sacrificed in the conflict of the two properties in one product,
it must rather be on the side of genius: and the power of judgment,
which in matters of beautiful art makes its pronouncements on the
basis of its own principles, will sooner permit damage to the freedom
and richness of the imagination than to the understanding.

4, p. 197)

This surprising and unexpected definition of the function
of art resembles the ideological formula of socialist realism with
its «rule» — depicting reality not in itself, but in the light of the
ideals of communism. Kant hardly foresaw something similar
in the future and only reflected the social situation in the
Enlightenment and the reason for such a restriction of creative
freedom and expressed the idea that art in the Enlightenment
should be understandable for ordinary people according to their
level of development.

And naturally, Kant’s position in defining the role of art
in society seemed appropriate to European poets and writers —
Goethe, Schiller, Heine, Byron, and Russia to Pushkin,
Lermontov, Tolstoy, Dostoevsky, who knew Kant. But they were
more attracted to his theory of knowledge and the moral
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problems of freedom, religion. However, it is possible that not
all of them have fully studied his aesthetics. Otherwise,
a reaction would follow which, truth on another occasion, was
expressed by A. S. Pushkin. The poet throughout his creative life
experienced a public and unofficial pressure of the government
through state censorship, and in recent years through the
personal censorship of Nicholas the First. And here is the
typical answer of the poet:

Dependent from th’king, dependent from th’people —
Does matter it for us? God stays with ’em.

To no one

Deliver a report, and only to yourself

To serve and satisfy; for power, for uniform
No crooking conscience, nor ideas, no bows;
Just from my wil to go here and there
Admiring beauties of God’s nature,

Before the fruits of art and inspiration

To stand in trembling of delight appreciation
That’s happiness! these are the rights...!

(5, p. 381)

Let us turn to an overview of the methodological
prerequisites and the results of Kant’s aesthetics within the
state of philosophy and aesthetics of his period. Transition
of philosophy and aesthetics from rationalism of Descartes, the
subjective idealism of Hume and Berkeley to the New Era
of early capitalism with monarchical regimes in Europe and
Russia: under these conditions, Kant was a real pioneer
of scientific philosophy and aesthetics concentrating mainly on
a human surbject and the functions of his ideas, imagination,
reason, aesthetic perception and artistic creation. On their basis
he built his system of logical evidence and substantiated the
results of his aesthetics. In this application of his intellect he

I This a free translation specially made for this article. — S.D.
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did a truly titanic work creating the complecated intellectual
construct of interrelated and mutually definable concepts and
ideas a priori set out in a very complex language with extensive
repetitions of the same positions with different semantic
additions.

As a result, plunging into the aesthetics of Kant, all energy
and abilities have to be strained on its development and
understanding of its effective generalizations. Many years ago
on the order of one of the leading domestic publishers I wrote
a book about Kant’s aesthetics (6). In that edition I tried to give
an objective review of Kant’s aesthetics but time requires
rethinking of some positions in relation to this theme.

As a result of subsequent reflections it seems to me that
Kant’s aesthetics has certain drawbacks, especially visible in the
light of modern ideas. For example, it is surprising that, as
a contemporary of Goethe, Schiller, Heine, Rousseau and many
other poets and writers, the study of artistic creativity proceeds
from the idea of nature, which gives art a «rule», and focuses on
the relationship of reason, imagination, intelligence, reason but
does not speak about the spiritual content of art and its role
in public life — except that it «revives» and activates the mental
strength of a person. This led to the fact that Kant, by his
admission, did not create a doctrinal — scientific aesthetics but
only prerequisites for its further development.

The main reason for this was the state and level
of development of science and philosophy of that time, and
most importantly was that the theory of evolution had not been
created yet, and Kant, in his quest to develop a scientific
philosophy, took the work of I. Newton, whose subject was
Cosmos with its mechanically monotonous motions of celestial
bodies, which allowed it to set the laws of their mutual
attraction and repulsion in the celestial gyre of various planets
and stars. The level of Kant’s understanding of the subject
matter of aesthetics determined the specific result of his theory
and function of art which in principle did not correspond to the
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level of art of his time.

Kant developed aesthetics based on the epistemological
tools of his time, outside the historical development of the
subject — the content and forms of art in its species diversity.
Except for the substantiation of the function of art in modern
society, for the first time frankly recognizing its dependence on
taste, and in fact on the political conjuncture of its time under
whose influence there is a compromise between the dominant
ideology and the real practice of art. And in this sense, Kant,
in fact, substantiated in the notion of taste — the dependence
of art from ideology and power in European history. So, not all
the ideas of Kant’s aesthetics remained in the past in their
«museum» unique value but something still has not lost its
relevance.

Taking these lessons from the classical history of aesthetics
it should be concluded that modern aesthetics should combine
theoretical epistemology with real history of art. Moreover,
in contrast to slow evolution of art in previous eras the
twentieth century with its accelerated pace of development
in unpredictable forms and methods of creativity initiated many
new trends — at the beginning of the century ideologically
charged against bourgeois culture — Dadaism, surrealism,
futurism. And then after the Second World War — pop art that
emerged in England and the United States as a continuation
of advertising and the start of aesthetic demonstration by the
society of its mass consumption, as well as the use of science
and technology to create various art practices (reday mades
by M. Duchand, silk works by A. Warhol, the F-111 Bomb by D.
Rosenquist, giant monuments of K. Oldenburg as well as works
in creative technologies of performance, body art, land art,
conceptualism, etc. Taking experience from its great past in the
image of a strictly discursively lined up but not clearly
correlated with artistic practices of his time Kant’s aesthetic
theory modern aesthetics should reflect the above exposed art
dynamics as well as those of many phenomena that occur in the
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current time and are not specified in this list.
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BBICTABKA «®UJIOCODPUS
KAHOHA» 20 —
26 SIHBAPA 2019 TOJA

®omoceccus u mexkcm Eezenus Kondpamwesa (AU)

Ha BbicTaBke «®umtocodusi KaHOHa» ObUIM IPeCTaBIEHbI
pasHoOOpa3Hbie IIPOM3BENEHMSI: OT SKMBOMMCU, OOpallleHHOI
K peIUruMo3HOi TeMaTHuKe, OO0 MKOHOIIMCU. IKCIIOHUPOBAINUCH
OIHOBpPEMEHHO PaboThl ¥ MOJIOOBIX M IPU3HAHHBIX ABTOPOB:
xyaoxkHuKoB E. MakcumoBa, A. KopHoyxoBa, cKyabnTopoB C.
KonenkoBa, A. bypraHosa, JI. bapaHoBa, C. AHTOHOBA, MKOHO-
nucieB U. 3apoH, A. JTamaHckoro, C. PxxanuipiHoii. Kpome pa-
60T, BBITIOIHEHHBIX B TPAAUIMOHHBIX M300Pa3UTEIbHbIX TEXHN-
KaX, ObLIM BBICTABJIEHBI KapTMHbI B aBaHTApIHOM CTUINCTUKE,
a TakKe KOHIIEITyaJbHble 00BEKTHI, UCIIOIb3YIOIINE HOBBIE XY-
JOXeCTBEHHbIe MaTepuasibl. KypaTop BbICTaBKM AjieKcaHAp A.
BypraHoB pMMeHW IVIOTHYIO0, TaK Ha3bIBAEMYIO «IITIaJIePHYI0»
pasBecky M KOHTpacTHOEe COIOCTaBjieHMe 3KCIIO3UIIMOHHOTO
MaTepuaia.

BrictaBka «®umocodusi KaHOHa» CTaja XOPOIei Mo -
KOJ [JISI 3CTETUUECKOTO OCMbBICIEHUS] MOHSITUI «PeIUTM03HOe
MICKYCCTBO», «[IEPKOBHOE MCKYCCTBO», KKAHOH», <MKOHOTPADUSI».
BpICTaBOUHBINT UM My3€iHbBIII KOHTEKCThI SIBJSIIOTCS BaskKHBIMU
MHCTUTYIMOHAIBHBIMU (OopMaMy Mpe3eHTaluM PeTUTMO3HOTO
U LIePKOBHOT'O MCKYCCTBA, CITIOCOOCTBYIOT IMAIOTy MEXKIY MCTO-
PUUYECKMM HacaenyeM M HOBBIMM (OpMaMy M300pasUTETbHOTO
MCKYCCTBA, CBSI3aHHBIMMU C PEJIUTMO3HBIM OITbITOM.
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1. Aguwia evicmasku / The poster of the exhibition.
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2. O6wuti 8ud 00Ho20 u3 3anoe sxkcnosuyuu / The general view
of one of the exhibition halls

3. M. Ilex. bnazoseujeHue / M. Zech. Annunciation
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4. A. Bypeanos. Pacnamue / A. Burganov. Crucifixion
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5. A. Konodpauwies. TuxguHckuii 06pa3 Bozomamepu / A.
Kondrashev. The Tikhvinsky Image of God’s Mother
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6. B. Muxatinos. Xpamosstii sumpaxc / V. Mikhailov. The Temple
Stained Glass.
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7. E. MapwesaH. U3 cepuu «Pecmaspayus» / E. Maryan. From «The
Restoration» series
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8. M. Bypzanosa-Snmanckas. [epmenesmuka mamepuana: /lasy-
pum, /luonmas, Kunosaps, A3ypum / M. Burganova-Yaltanskaya.
Hermeneutics of materials: Lapis lazuli, Dioptase, Cinnabar,
Azurite
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JANUARY 20 — 26.2019
MOSCOW ARTISTS' UNION
EXHIBITION
«PHILOSOPHY OF CANON»

Photosession and text by Evgeny Kondratyev (AU)

The exhibition «Philosophy of Canon» presented a variety
of works: from paintings, devoted to religious themes, to icon
painting. There were exhibited works of both young and
recognized artists (painters E. Maximov, A. Karnaukhov,
sculptors S. Konenkov, A. Burganov, L. Baranov, S. Antonov,
icon painters I. Zaron, A. Lavdansky, S. Rzhanitsyna). The works
executed in traditional pictorial techniques, as well as avant-
garde paintings and conceptual objects using new artistic
materials were presented. The exhibition’s curator, Alexander A.
Burganov, used a dense, so called «tapestry» hanging and
contrasting comparison of the exhibition material.

«Philosophy of Canon» as a public event became a good
ground for aesthetic reflection on the concepts of «religious
art», «church art», «canon», «iconography». Exhibition and
museum contexts are important institutional forms for
presentation of religious and cathedral art moderating the
dialogue between the historical heritage and the newcoming
forms of art dealing with religious experience.

287






OIVIABJIEHUE

PEIAKIIMOHHAS CTATBS ... ... . 4
EDITORIAL ... ..o 5
UUTAVWTE BOTOM HOMEPE ... . . . . .. ... ... . ... ... 6
TEOPUISL ... . 6
UCTOPUYISL .. 6
TEPEBOJIDBL .. .. 6
OB3OPDBI .. ... 7
TIPAKTUKU ... 7
READ INTHISISSUE ... ... ... . . . 8
THEORY ... 8
HISTORY ... 8
TRANSLATIONS .. 8
REVIEWS 9
PRACTICES ... .. 9
TEOPUSI/ THEORY ...................................... 11
NATALLIA STELMAK SCHABNER ... .......... ... ....... 13

RESOLVING THE PARADOX OF FICTION: ACTIVE
RECONSTRUCTION AND EMOTIONAL DISSONANCE 13
HATAJIbS CTEJIbBMAK IIEMBHEP ... ... ... . ... . . ... 32
PA3PEIIAS [TAPAZTOKC XYZIOXKECTBEHHOM
JINTEPATYPbBI: AKTMUBHOE BOCITPOV3BEIEHUE

1 DMOLIMOHAJIBHBIN JUCCOHAHC .............. ... 32
SALOMEJA JASTRUMSKYTE .. ... ... ... ... ....... .. ... 54
THE AESTHETICS OF SYNAESTHESIA. A CRITICAL
APPROACH . ... .. . . . 55
UCTOPUS /HISTORY .................................... 91
CEPTEM I3UKEBUY ...... ... . ... . ... 93

TTPEPBAHHBII [TPOEKT BAUHAUS: KPATKAS
NCTOPMA U HEKOTOPBIE 3CTETUYECKUE
BIIMAHUIA ... . 93



SERGEY DZIKEVICH .......... ... ... ... ... ... ... 138
INTERRUPTED BAUHAUS PROJECT: A BRIEF HISTORY

AND SOME AESTHETIC INFLUENCES ............... .. 138
IMEPEBOJDBI / TRANSLATIONS ... ... ... ... ... .......... 155
PHILIPPE SERS . ... ... ... .. .. .. L 157
KANDINSKY: ARTISTIC THOUGHT AND MYSTICAL
EXPERIENCE ... .. ... ... ... 157
AHTAHAC AHIOPUAYCKAC ... ........................... 191

OYHOAMEHTAJIBHBIE ITPMTHIIUIIBI
TPAJIMIIIOHHOM APABO- MYCYJIbMAHCKOI
SCTETUKU U CUCTEMA BASKHEMIIIMX UCKYCCTB .. 191

OB3OPbI/REVIEWS ... ... ... .. ... . ... ... 249
MAPAT AQACKXKEB ... ... .. ... ... ... 251
SCTETUKA KAHTA B CBETE COBPEMEHHOM HAVKM 251
MARAT AFASIZHEV .. ... .. 264
KANT’S AESTHETICS IN THE LIGHT OF MODERN
SCIENCE ... ... . . 264
IMPAKTUKHN / PRACTICES ....... ... ... ... .. .......... 277
BbICTABKA «®HNJIOCODVSI KAHOHA» 20 —
26 AHBAPA 2019TOOA ... .. .. ... .. ... ... ... ... ....... 279
JANUARY 20 — 26.2019 MOSCOW ARTISTS'
UNION EXHIBITION «PHILOSOPHY

OF CANON» ... 287






Aesthetica Universalis

Vol. 1 (5). 2019

Co31aHO B MHTEJIEKTya/IbHO M31aTeNibckoit cucteMe Ridero



	РЕДАКЦИОННАЯ СТАТЬЯ
	EDITORIAL
	ЧИТАЙТЕ В ЭТОМ НОМЕРЕ
	ТЕОРИЯ
	ИСТОРИЯ
	ПЕРЕВОДЫ
	ОБЗОРЫ
	ПРАКТИКИ

	READ IN THIS ISSUE
	THEORY
	HISTORY
	TRANSLATIONS
	REVIEWS
	PRACTICES

	ТЕОРИЯ / THEORY
	NATALLIA STELMAK SCHABNER
	RESOLVING THE PARADOX OF FICTION: ACTIVE RECONSTRUCTION AND EMOTIONAL DISSONANCE

	НАТАЛЬЯ СТЕЛЬМАК ШЕЙБНЕР
	РАЗРЕШАЯ ПАРАДОКС ХУДОЖЕСТВЕННОЙ ЛИТЕРАТУРЫ: АКТИВНОЕ ВОСПРОИЗВЕДЕНИЕ И ЭМОЦИОНАЛЬНЫЙ ДИССОНАНС

	SALOMĖJA JASTRUMSKYTĖ
	THE AESTHETICS OF SYNAESTHESIA. A CRITICAL APPROACH


	ИСТОРИЯ / HISTORY
	СЕРГЕЙ ДЗИКЕВИЧ
	ПРЕРВАННЫЙ ПРОЕКТ BAUHAUS: КРАТКАЯ ИСТОРИЯ И НЕКОТОРЫЕ ЭСТЕТИЧЕСКИЕ ВЛИЯНИЯ

	Иллюстрации
	SERGEY DZIKEVICH
	INTERRUPTED BAUHAUS PROJECT: A BRIEF HISTORY AND SOME AESTHETIC INFLUENCES


	ПЕРЕВОДЫ / TRANSLATIONS
	PHILIPPE SERS
	KANDINSKY: ARTISTIC THOUGHT AND MYSTICAL EXPERIENCE

	АНТАНАС АНДРИЯУСКАС
	ФУНДАМЕНТАЛЬНЫЕ ПРИНЦИПЫ ТРАДИЦИОННОЙ АРАБО- МУСУЛЬМАНСКОЙ ЭСТЕТИКИ И СИСТЕМА ВАЖНЕЙШИХ ИСКУССТВ


	ОБЗОРЫ / REVIEWS
	МАРАТ АФАСИЖЕВ
	ЭСТЕТИКА КАНТА В СВЕТЕ СОВРЕМЕННОЙ НАУКИ

	MARAT AFASIZHEV
	KANT’S AESTHETICS IN THE LIGHT OF MODERN SCIENCE


	ПРАКТИКИ / PRACTICES
	ВЫСТАВКА «ФИЛОСОФИЯ КАНОНА» 20 — 26 ЯНВАРЯ 2019 ГОДА
	JANUARY 20 — 26.2019                MOSCOW ARTISTS'  UNION          EXHIBITION              «PHILOSOPHY OF CANON»


