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PEJAKIIMOHHAS CTATbS

YBaskaeMble unuTaTenn!

C HaCTOSIIIIero HoMepa Mbl XOTe/u 6bI CAEIaTh Halll KypPHa
6oiee yIOOHBIM [IJIST UMTATeNIeli M MX CChIIOK Ha Hallle U3JaHue:
Kakgast myonmukaius OymeT MMeThb IIONHbIe ¥ PaBHOLIEHHbIE
BepCUM Ha PYCCKOM M aHIMIMIACKOM SI3bIKax. DTOT Ilar caeaaeT
Aesthetica Universalis BasxHOVI TIIOIIAAKOM IJISI MEXKIYHAPOTHO-
IO 3CTETUYECKOTO OMajiora C aKTMBHBIM Y4acTHEM POCCUIICKUX
YYaCTHUKOB.

Mbl IPUBIEKIN TAIAHTAUBBIX U XOPOIIO MOTUBUPOBAHHBIX
IepeBOIUMKOB U3 akageMuueckoi cpeabl MI'Y umenu M.B.JIo-
MOHOCOBA [IJISl TOTO, YTOOBI ITEPEBOAUTD TEKCThI C PYCCKOTO S3bI-
Ka Ha aHIJIMICKUIT ¥ HA0OOPOT, YTOOBI CIeIaTh STOT IE€pPEBO]
BO3MOYXHBIM ¥ COZlepsKaTeTbHbIM.

Pepakuus KOET Ballu CTaTby Ha azpec
aestheticauniversalis@gmail.com

Bcero Hammyuiiero,
C.A./[3ukesuu,
2naeHulii pedakmop AU



EDITORIAL

Dear readers,

From this issue we would like to make our journal more
comfortable for readers and their references: all publications
we’ll have full Russian and English equally valuable versions. It
will be a serious step for Aesthetica Universalis to become an
important medium for international dialogue on aesthetic
problems.

We’ve built a team of talanted and well-motivated
interpreters from Lomonosov Moscow State University academic
circles to translate your texts from Russian into English and
vise-vers and to make the dialogue possible and mutually
useful.

The Editorial Board expects your papers at the address
aestheticauniversalis@gmail.com

All the best,
Sergey Dzikevich,
AU Editor-in-Chief






TEOPHUS / THEORY






OUJIUIIII CEPC!

 ®Oummnn Cepc — dpanity3ckuit ¢punocod, UCTOPUK U TEOPETUK UC-
KYCCTBa, TpernofaBaTesib 3CTeTUKU U UCTOpUM UcKyccTBa B (MHCTUTYT
pPEeIUTMO3HOTO MCKyccTBa I1apyyKCKOro KaTOAMYECKOTO YHMBepCUTeTa
u lllkona apxurtekTyps! Ilapmk-JIs Buiner). OcHOBHas HaydHasi crie-
UManm3anus — npobieMbl ICUXOIOTUY XyN0KeCTBEHHOTO TBOPUYECTBa,
BHYTpPEHHe! MHCIMpauuyu XyIOXKHUKA, MHIUBUIAYATBHOCTU TBOpYe-
CKOTO OIbITa. B pycie aTux uHTepecoB mpodeccop @. Cepc IaUTeNb-
HOe BpeMs JIeTaJbHO 3aHMMAEeTCsl MPO6IeMaTUKOM TBOPYECTBA M Ha-
YYHOI [esiTeIbHOCTY, & TaKXke 3MUCTEeMOJIOTMYECKMMM acleKTaMu
TBOpuecTBa B.B.Kanauuckoro. K my6nmkaimsimM Ha pycCKOM SI3bIKe OT-
Hocsitest: Cepc, @. B mipegaBepun 3anpenenbHoro / Iep. C. IOy6uHa.
M.: IIporpecc-Tpagunus, 2001; Cepc, @. ToTasibHOe MCKYCCTBO U €ro
meccuaHckoe comgepxkanme / Ilep. A. KysHenosoit // Kpematuk. N24.
2016; Cepc, @. lIpobaema KOMIO3UIMU B UCKYCCTBe aBaHrapza Ilep.
¢ H. CmonsHckoit // Tloucku HOBOTO s13biKa B (utocoduu. Jlaypear
Bonbiioit HaUMOHANBHOV TPeMUM 3a U3JATENbCKYI0 AesITeTbHOCTD.
OcHoBHbIe nybnukaimn: «KanguHckuii: unocodus abCTpakinm, Me-
Tadusnueckuii o6pas» (1995), «/Iuanor ¢ Ipou3BeIeHNeM: VICKYCCTBO
u Kputuka» (1995), «O ama: ouepk [amaucTCKOTO MepekuMBaHus 06-
pasa» (1997), «VIkOHBI U CBSITbie O6Gpasa: penpeseHTalMss TPAHCIEH-
meHTHOCTU» (2002), «ABaHrapi: Mexay MeTapusuKoii M UCTOpUein»
(xkumra 6Gecer ¢ XK. Konbo, 2002), «BHyTpeHHUI OT3BYK: IMUAJOT O XY-
JIO>)KeCTBEHHOM U AYXOBHOM onbITe B Kutae u Ha 3amaze» (COBMeCTHO
¢ W. 2ckanm, 2003), «Anekcauap Pomuenko u rpymma ,,OKTSOpb »
(2006), «PeBomtonis aBaHrapga» (2012), «3aragka Mapcens dromaHa»
(2014).
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KAHOUHCKUIN: UJEU XYIO0KHUKA

U MUCTUYECKUU OIIBIT!

(ITepeso0 ¢ pparyysckozo Apursl Ky3Heyogoti npu pedakyu-
OHHbBIX KOHCYIbmayusx Bpuanel Bepz?)

A6cmpakm
Bcio xm3Hb KaHAMHCKMIT OCTaBaICs MBICTUTENEM, UYbM UAEY ObLIM OC-

HOBaHbI Ha MPAKTUYECKMUX TMOMCKAX B 00JACTM MCKYCCTBAa. B 0HOCTU
OyoyLINI XYIOKHUK MTOYYNT 00pa3oBaHye, OATOTOBMBIIIEE €r0 K Ha-
yuHOI mesTenbHOCTM. B 1896 romy, xorma KaHauHCKOMY GbIIO TPUJ-
1IaTh JIET, MY NPEAJIOKWIN YHUBEPCUTETCKYIO Kadenpy. OH oTKasaucs
OT MpodeccopCKoit Kapbepbl Pajix TOTO, YTOOBI MMOCBITUTD CE6ST JKUBO-
MUCH, OCTaBasicb IpM 3TOM MCCIefoBaTeleM U IpernojaBaTereM
(B yacTHOCTH, OH pa6otan B MOCKOBCKOM YHUBEPCUTETE), ITyOIUKYsI
MHOTOYMC/IeHHbIe TEeKCThbl, CBUIETEeNbCTBYIOIINE O CTPOTOCTM ero Ha-
YYHOTO MOAX0Ja.

HapeneHHblil MO3TUUYECKUM AapoM, KaHAMHCKUIA cO3aBal TakKkKe Cle-
HUYeCKMe KOMIIO3UIIMM; BEIMKOJIENHO Biajes si3bikaMu (B TEPBYIO
ouepenb PyCCKUM M HEMEIIKMM), OH CMeJIO MCIIONIb30Bal UX 60raTcTaa,
He GbUI YYKA, CIOBOTBOPUYECTBY. B 06y1acTit Teopuu OH BbIpaboTasl co-
BOKYITHOCTb TMPaBWI ¥ MIPUHIIUIIOB, CJIOBaph ¥ TPAMMATUKY MCKYCCTBA:
TEOPUIO I[BETA, TEOPHIO (GOPMBI ¥ TEOPUIO KOMITO3UIMM. Ero pasmbiii-
JIEHVSI OCHOBBIBAIOTCSI HA OITBITE UCIIONIb30BaHMSI SI3bIKA COOCTBEHHBIX
CPeICTB MCKYCCTBA M TPUHLMIIOB KoMmo3uiuu. KanauHckuit pac-
CMaTpUBaeT MCKYCCTBO Kak ycuine, HalpaBjieHHOe Ha MOUCK UCTUHBI:
IIJIST HETO CYIIECTBYET XYAOXKECTBEHHBIN IMyTh [MO3HAHUS, Y 9TOT MYThb
BEET K TMYHOCTHOMY U KOJUIEKTMBHOMY COBEPILIEHCTBOBAHUIO.

Ho B nepBy10 ouepenpb Teopusi KaHAMHCKOrO CBSI3aHa C XyL0XKeCTBEeH-
HOV TIPaKTUKOM, C CAaMUM aKTOM XYIO0XXeCTBEHHOTO TBOPEHUS, KOTO-
PpBbIii OH CTaBUT

Ha nepBoe MecTo. Ero Teopusi poxxgaeTcss U3 3TOM MPaKTUKU. MbIC/Ib

! AHI/IMiicKast Bepcusl CTaTby 6yIeT IOMeIleHa B CIeAYIoIeM HOMepe
skypHana. — Ped. The English version of the article will be published
in the next issue of the journal. — Editorial Board.

2 Apuna Kysneyosa -  (GUIONOr, IepeBOIYMK, TOCTOSHHBINA YIACTHUK
cemyuHapa @wmmnna Cepca "XyZoKeCTBeHHBIV aBaHTrapl U COBpeMeH-
HOCTb'; Bpuana Bepe - TICUXOJOT, MCC/Ie0OBaTeNb KuHeMaTorpada c

MO3UIIMI IICUX0aHaIn3a.
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KaHOMHCKOTO B TOM ke Mepe OTHOCUTCSI K GOTOCTIOBMIO MCKYCCTBA:
TBOPUECKMII aKT Xy[JOKHMKA — IIPOJOJIKeHMe aKTa BoKeCcTBEHHOTro
TBOPEHMS M IIPU3BIB K YCTAHOBJIEHUIO MUPOBOJ TADMOHMN.

Knwouesste cnoea

B.B.KaHauHCKMI, TICUXOMOTUSI XYAOKECTBEHHOIO TBOPYECTBA, XYyLO-
SKeCTBEHHAs MPaKTHUKa, TBOPUYECKMIT aKT, MUCTUUECKMIA OIIbIT, TEOJIO-
ruJyeckoe MOHMMaHMe TBOPUECTBa.

Ipunyun eHympeHHeii Heo6xodumocmu

OprauusymoiyumM eHTPpOM MbIcaM KaHAMHCKOTO SIBJSETCS
TIPUHIIUIT BHYTPEHHEe Heo6X0AMMOCTH, KOTOPbIV OH OIpenerns-
eT KaK «NpUHYUn yenecoobpasHozo 3ampazueédaHus 4eaoseueckol
dywu'» («O IyxoBHOM B mckycctBe») [Kandinsky, 1989: 112].
BHYTpeHHSIS He06XOIMMOCTh CBsI3aHA C CepHeYHbIM IMO3HaHU-
eM, KOTOpoe, COXpaHsisi BCI0O CTPOTOCTb HAYYHOTO TMOAX0Aa, SIB-
JIIeTCSI pe3yJabTaTOM 5MOIMOHAIbHOTO, a He KOHIeNTyaJbHOTO
BO3IeliCTBUS.

Ero onpenenenus B 11e/I0M O60JIbIlle BOCXOIAT He K KOHIIEI-
TaM (TMOHSATUSIM), a K TeplenTtam (OIIyIeHUsIM), TO CBOETO po-
Ia OTUETHI O MEepeXXUTOM ombiTe. OHM ONpenensioT MpOViAeH-
HBIIi TIyTh, Ha KOTOPOM OH XOUE€T YKa3aTb MCXOOHbIE TOUKMN>

! Kypcus aBTOpa.

2 OnpenenieHye VCXOAHOM TOYKM 3aHMMAET BAXHOE MECTO B TEOpUU
Kanauuckoro. Tpu riaBHble MCXOAHbIE TOYKM — ITO TeOpUs IBETa
(kpacok), Teopust GopM U TEOpUsT KOMITO3MULIMMU. Besikuit pas mns Kau-
JIVHCKOTO «3TOM MCXORHOVM TOUKON SIBJISIETCS B3BelllMBaHUe BHYTPEH-
Hero 3HaueHus] MaTepuasa Ha OOBEKTMBHBIX Becax, T. €. MCCIeAoBa-
HMe — B HACTOSIIIIEM CJTy4yae IIBETa, KOTOPBIN B 06IIEM U I1€JIOM TO/KEH
BO BCSKOM C/Iydae [IeiicTBOBaTh Ha Kaxkaoro uenoBeka» [Kandinsky,
1989: 141]. HamoMHMUM, YTO MCXOJHOM TOUKOI /151 TEOPUM LIBETa SIBJISI-
eTcs HabmomeHue HaJ TeIUIbBIMU UM XOJIOAHBIMM KOHTpPACcTaMM U Ha[l
TEMHBIM WM CBETJIBIM TOHOM, AJi1 Teopuyu GopM — 3TO caMa TOUKa,
B3aMMOJeliCTBMEe MeXOy MHCTPYMEHTOM U OCHOBHOI IJIOCKOCTBIO, CO-
Jepskaiias B ce6e Bce BO3MOKHbIE GOPMBI B TOTEHIIMAIIE, A AJIS TEOPUA
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U BCe TIoIeAyoIye aTamnsl. Ero mo3HaHue HeOoTAeIMMO OT XKU3-
HU TeM 0ojiee, YTO MMEHHO CaMa KM3Hb, MOKHO CKa3aTh, SIBJISI-
eTcs1 0O6bEKTOM 3TOrO TMO3HaHMUSA. IT03HAHMS, UYTKOTO K ITOI
HeU3MepuMoO TPeBOCXOAsIIeli ero MAaHHOCCTU — pealbHOCTU
SKU3HM, — KOI[a Iebl0 SIBJISIETCS BOBCEe He IMOHMMaHMe (160
OHO TIPEeJIoNaraeT MPUCBoeHNe U 06beKRTUBaLMIO). Ilenbio mo-
3HaHMSI TaKkKe He SBJSETCS aHa/Iu3, OeJCTBYIOIIMII METOAOM
pacuwieHeHMs, a CJieloBaTeabHO, pacCMaTPUBAIOIINIi 37IeMEeHTHI,
OTCeUYeHHbIe OT XMBOTO Iienoro. Jns KaHAMHCKOro, Kak U IJis
TpagUIIMM UKOHOIMMCHU, HACAeTHMKOM KOTOPOI OH SIBJSETCH,
IO3HaHMeE CBSI3aHO C JIMYHOCTHOM 3TUKOM, HEIITUUECKON (mpe3-
80MYOpeHHOL)®> M MUIOCepHHOI. 3Iech IpeajaraeTcs OHTOJIO-
rmyeckuii ethos, BbIOOP criocoba CyIeCTBOBAHUS Mepe, JIUIOM
A6comoTa.

DTO ceplleuHoe MT03HaHMe OTJINYAeTCS TeM, UTO OHO UCXOIUT
U3 JIMYHOTO, XMBOTO OMNbITA, OCHOBAHHOTO HE Ha TeOPeTUUYECKOM
3HaHUM, HO Ha udee co3epyarusi. Peub UIeT 0 TOM, UTOOBI CYMETb
YBUIETh CMBIC/I CYIIECTBOBAHMS 32 Yepeoi MeCTPhIX COOBITHIA.
Takas «JIerycraiys» ro3TUIeCKOro ¥ MKOHOTrpaduueckoro BKyca
KM3HM eCThb caMa MCTMHA, a UCTMHA U eCTb XU3Hb — TaKOB
CMBIC/T PYCCKOTO CI0BAa «MCTMHA» IO HabmomeHuio IlaBma dio-
PEHCKOT0, BIeHN e KOTOPOoro 613Ko KaHAMHCKOMY, TaK ke Kak
u nonxop, o. Ceprus Bynarakosa (IBOIOPOIHOro 6paTa XymOsKHM-
Ka)*.

KOMIIO3UIMM — 3TO TOUKA B IIeHTpe KBaapaTa. Kaxkaplit U3 3TUX ciayda-
eB IIpeJCTaB/IsIeT COO0I0 MYTh (XPOMOTEeHeTUUYeCKMit, MopdoreHeTnue-
CKMIT ¥ KOMIIO3UIIMOHHBII), XapaKTepU3yIOUInii pa3BepThIBaHME BCEX
TBOPUECKMX BO3MOKHOCTe. CM. 06 aTom: [Sers, 1995, 2016].

5®. Cepc ucmonb3yer mpuiaraTejlbHOe neptique, OT rped. nepsis,
O3Hayallllee ackeTMyeckoe Tpe3BeHMe, IMpefIncbiBaeMoe aBTOpPaMMU
«JlobpoTtoniobusi». (IIpum. nepes.) IIIIOAOM aCKeTMYECKOTO OTKA3a SIBJISI-
eTcsl OuMlilleHye cepAla, enawliee BO3MOXKHBIM BOCHPUSITME OOXe-
CTBEHHOTO BJOXHOBEHMS (CM. mpuMeu. 21).
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O6peTeHnue MCTUHBI TTPOUCXOOMUT, TaKMM 00pa3oM, uepes
SKMBOE, 3pMMOe U MO3TUYecKkoe BoruiomeHue. [Ipomomkas pac-
CYXXIeHMSI B 3TOM XXe JTyxe, MOXXHO CKa3aTh, UTO uzes (3TUMOJIO-
TMYECKM CJIOBO B TPEYECKOM BOCXOOUT K IVIATONy «BUOETH») —
3TO TO, UTO S 3aMeualo, YTO IIPOMU3BOAUT Ha MeHs BrevaTiaeHue.
910 dywesHas subpayus, VCIIbITAHHAS IIPU SIBJIEHUYM VUICTUHBI —
TOT >Ke «BOCTOPI», UTO cOTpsic ayury Anemu KapamasoBa u ro-
pen B cepAliax yYeHMKOB Ipu BCTpeue B Dmmayce. CozepiiaHue
TauHCTBA, M3HAYAJbHO MpeaHa3HaUeHHOe IS YeloBeYeCKoro
cepAla, yTBepKOaeTcsl B 00pase, HO CXOAUT HA HET MpU JT060ii
TIOITBITKE PAlIMOHAbHOTO OOBSICHEHMSI.

VI3m006/1eHHBI MHCTPYMEHT KaHAMHCKOTO — 3T0 MeTadusu-
yeckoe 1300paskeHue, IBJSONeecss OMHUM U3 MOTYCOB UIEN CO-
3epuanus. MOXHO omnpefennTb MeTadusnuueckoe 1300pakeHne
KaK 3pUTETbHYIO aKTYyaJM3allMI0 CKPBITOI peasbHOCTH, OOHAPY-
SKMMOJ TOCPEeICTBOM MMUCTUUYECKOTO OIbITA M ITO3BOJSIOIIE
BBIXOJ, 32 IIpeZebl BUAMMOrO M IPEOIOIEHME TPaHNLL YeloBeve-
CKOTO BOCHPUSTUS (HAIIpMMeDp, IIPOCTPaHCTBEHHO-BPeMEHHBIX)
MMyTeM IPUMUPEHUST TTPOTUBOMONIOKHOCTEN: TYXOBHOE / MaTe-
puajgbHOE, YacTHOe / Bceobiiee u T. I. TepMuH «MeTadusnye-
CKoe M306paskeHue» mapamoKcaaeH caM 1o cebe, IOTOMY UTO OH
NojJipasyMeBaeT BO3MOKHOCTb BOOUMIO YBUIETh HEBUIVIMOE, 3a-
npepenbHoe. HoO yMeCTHbBIM ero fefaeT MMeHHO TO, YTO HeBUIM -
MO€ MOXEeT MPOSIBIASITBCA B BUAUMOM. DIOpPEeHCKMI UCXOOUT
M3 OIBITA CO CBETOM, AOKAa3bIBas MeTadu3nueckue BO3MOKHO-
T BUAMMOTO. OTIBIT MeTahU3UIECKOTO U300 paKeHNS HATMJe-

4 dnopeHcKMit CpaBHUBAET 3TUMOJIOTUIO CJIOBA UCMUHA B PEBHEEB-
peiickoM, rpedyeckoM, JaTbIHM U pycckoM. CraBsiHe, Habmo#asi CMeHy
MIPUPOIHBIX IIMKIIOB (3MMHEe YMUPaHUe, BeCeHHee BOCKPeCeHe), CUn-
TaloT, YTO UCTUHHBI He COOCTBEHHO SIBJIEHNS, a ABMKYIIAST UMM KU3Hb.
Tak, MCTVHA O3HAYaeT «IPeObIBAIOIEe CYIIECTBOBAHME»; ITO «KUBY-
miee», «KMBOE CYIECTBO», «IbIIIallee», T. €. Bajelollee yCIOBMEM
SKU3HU U cymiecTBoBaHus» [Florensky, 1975: 17].
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CTBYeT B TaKMX pa3HbIX KyJIbTypax, KaK [1aJeojuUT, BOCTOUHAs
U BU3AHTUICKAs TpaguLU UIN UCKYCCTBO MOA€pHU3MA, BKIIIO-
yas M COBpeMeHHbIe « IPUMUTUBHBIE» KYIbTYPbl, KaK 3TO IIPO-
neMOHCTpupyeT KauauHckmit!.

ITonamue 800xHOBeHUA U €20 UCMOKU 8 meopuecmea Kanounckozo

bnarogaps KanamMHcKOMYy, TTOHSITME BIOXHOBEHMSI, KOTOpOe
3HAUUTETbHO obecieHmwn umen CIMHO3BI UM KpUTUdeckas u-
nocodus, CHOBa 3aHMMaeT CBOe€ MeECTO B XYHOKeCTBEHHOM
TBOpuecTBe. KauauHckuit Beput B Besenus Casitoro Jlyxa.

OH uepmaeT M3 BCeX BO3MOXXHBIX MCTOYHMKOB BIOXHOBE-
HMSI, U 3TO CBSI3bIBAET €ro OAHOBPeMeHHO U C BocTokom,
u ¢ 3amagoM. TIpUHITUIT BHYTpPeHHel Heo6X0IMMOCTH, KaK ObI-

1V ucrokoB upgeit anbmanaxa Der Blaue Reiter («Cunuit Bcagauk») —
naTynuumn Kangmackoro n ®panna Mapka. [IlyxoBHOe Havanio — uC-
TOYHMK BCEX BEJIMKUX ITPOU3BENEHMUI MCKYCCTBA, KaKUM Obl HU OBLIO
UX TIPOUCXOKIEHME U 3T0Xa, MPUHAIJIEKAT I OHU K GOTBKIOPY WIN
K MIPOCBEIeHHOl KylIbType. BriepBbie B 3TOM ajibMaHaxe TOSBISIOTCS
PSAIOM PernponyKIMY HOBEMIINX MMPOU3BEIeHNUI MUCKYCCTBA, IPaBlOPbI
Ha JepeBe U3 CTApMHHBIX PYKOIMUCEH, MpOM3BeAeHUs AHTUYHOCTU
U «IIPUMUTUBHOE MCKYCCTBO», SITIOHCKME 3CTAMIIbl, KUTACKasl KUBO-
MUCh, TOTUYECKAsT CKYJIbITYpa, JEeTCKUe PUCYHKU U KapTUHBI AHPU
Pycco. ITponsBenenns [leioHe MOMeEIIAIOTCS PSiAoM ¢ b I'peko, l'oren
COCE/ICTBYET C aHTUYHBIM O6apenbedom, [TMkacco — ¢ AeTCKUMU PUCYH-
kamu, Ce3aHH — c BbiluuBKamu XIV B., Ban 'or — ¢ IMOHCKMMM 3CTaM-
namu. IIpefnouTeHre OTOAeTCSI HAPOJHOMY MCKYCCTBY, MapMOHeTKam
A 6aBapCKMM CTEKISTHHBIM KapTMHKAaM, a TakKe IIaBHBIM ITpOV3Be-
JIeHMSIM COBpPeMeHHbBIX XYIOKHMKOB, TakMx Kak IIuKacco M, KOHEUHO,
Martucc, KOTOpblii, cornacHO KaHamHCKOMY, ChIrpasl BaXKHENIIYI0 POIb
B COBpEMEHHOM BIIeHUM 1[BeTa U (OPMBI.

2 Tak, Kangyackuii mimeT B «KeabHCKOM nekuynu» B 1914 romy: «Posk-
JleHMe XyOOXKeCTBeHHOTO TMpOM3BeAeHUsT HOCUT KOCMUUYeCKMil Xapak-
Tep. Coszpmatens mpousBeneHust — yx» [Eichner, 1958: 110].
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JI0 CKa3aHo, ompefensieT YCIOBUS TBOPUYECKOTO BAOXHOBEHUS,
rapaHTUpys «llejecoobpasHoe 3aTparuMBaHyue YeoBeuecKoit
oymmm» [Kandinsky, 1989: 118]. BHyTpeHHSSI He06XOOUMOCTb
eCThb (JIeOCTBME «TPeX MMUCTUUECKUX HeoOXOOMMOCTel»
[Tam sxe: 132]: XyOOKHUK eCcmecmeeHHbiM 00pa3om TIPUXOOUT
K BBIp@KE€HMIO TOTO, UTO IMPUCYIle MMEHHO €My, ero 3Ioxe
U UCKYCCTBY B LieoM. KauecTBO XymOXeCTBEHHOTO CO3JaHUS
M3MepSIeTCsl «IeecoobpasHbIM 3aTparMBaHMEM UeI0BeUeCcKoit
IyIIM», OHO OCHOBBIBAETCSI He Ha BUPTYO3HOCTU XY[OKHMKA,
ellle MeHee Ha ero 4YeJOBeUECKOM «sI», HO Ha TOM BIIOXHOBe-
HMM, KOTOPOE ABMKET UM, TEM CaMbIM OOBEIMHSIS €ro CO BCEM
Yesi0BeyeCcTBOM.

[lepBorpuuMHa BIOXHOBEHMUS KOPEHUTCS B JUYHOCTU XY-
IokKHMKA. TTOCKOMBbKY Kakblii UelOBeK MMeeT CBOe IpeaHa-
3HaueHMe, XyIOKHUK eCTb TOT, KTO CefyeT 3TOMY IpeaHa3Ha-
YEeHMIO 3aHMMAasiCb TBOPYECTBOM. Ero camMoGBITHOCTb CBSI3aHa
He C Kakoi-To (OpMaJbHO HOBOW «MaHepoi MUChbMa»,
HO C 0COOBIM MPU3BAaHMEM K CBUIETEILCTBY 00 MCKIIOUNUTENh-
HOM JIMYHOM JyXOBHOM OIIbiTe. BTOPOI MCTOUHUK BIOXHOBE-
HUSI — 3TO SI3bIK 3MOXU UM KYJbTYPHOI Cpefibl, HAI[MOHA/Ib-
HBIV SI3bIK. JTOT BKJAJ, XapaKTepu3yeTcsl He C TOUYKM 3peHus
«CTUJISI», HO KaK BHYTPEHHSISI LIEHHOCTh MYZPOCTU SAHHOTO Ha-
popa. 3mech He TMPOCTO OTOXKIECTBAeHME C ITMOXO0i MM Halu-
eli, HO M HeKas MCKJIIUYUTeJIbHas muccus. Bcé 3To o3Hauaer,
YTO 4Ye/IOBeUYeCTBO YXOBHO COBEPIIEHCTBYETCS B TeueHUe Be-
KOB M YTO KaX[asl 310Xa M Hallus UrpaloT CBOIO pOJib B 3TOM
MOCTyNaTeIbHOM JBIOKeHUMM. HakoHel, TpeTuit MCTOYHUK
BHYTpeHHeil HeoOXOOMMOCTY HAXOOMUTCS BHE JUUYHBIX OCOOEH-
HOCTel XyJOXXHMKA, er0 HallMOHAJIbHOM MPUHAIJIEKHOCTU UIIN
€ro MCTOPUYECKOl 3MO0XM. JTO BBICIIEe BIOXHOBEHMe, MUTAI0-
mee TIyOMHHOE COmepskaHMe MCKYCCTBA, HAYaj0 YHUBEpPCAIb-
HOE: «YUCTOE ¥ BEUHO XYIOXKecTBeHHoe» (rein und ewig
kiinstlerisch) [Tam >xe: 133, 134].

Pa3Hble MCTOYHMKYM NIUTAAM TBOPUYECTBO KaHAMHCKOrO B XO-
Ile ero ctaHoBJieHusl. [lepBbIit U3 HUX — CBITOOTeueckuit. [lo-
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CJIOBHO Ha rpeyeckoM «Jlo6poromobue» (PLhokaiia) O3HAYAET
«II060Bb K KpacoTe» MM «KpacoTa J06BU». DTO Ha3BaHMe HO-
CUT COOPHUK TYXOBHBIX MPOM3BEIEHMIT CBSATHIX OTIIOB, COCTAB-
JeHHbIi ¢B. Hukomumom CBSITOTOpIEM M OIyGIMKOBAHHbIN
B Beneryu B 1782 r.!. B Poccum 310 M3maHme MMeI0 OrpOMHbIA
ycriex. OHO OTPa3suI0 MUCTUYECKUIA OIBIT BOCTOYHBIX MOHAX0B,
IIJISI KOTOPBIX IlecTas 3anoBedpb biaxkeHcTBa 13 HaropHoii mpo-
noBegu Uucyca: «bimaxkeHHBbI UMCThIe cephieM, 60 oHM Bora
y3psiT» [Md 5:8] — 6bu1a He MeTadopoil, a peaaTbHOCTHIO, TIOTO-
My uTo Bor ecTb cBeT u gBnsercs OH MUMeHHO B cBeTe. [IoaTomy
MpaBoOC/aBHble MUCTUKM CBUIETENbCTBYIOT O CBOEIl BCTpeue
He ¢ BojkeCcTBEHHOI CYITHOCTBIO, HO ¢ Ero sHeprueii B Buae 60-
>KeCTBEHHOT'O CBeTa, KOTOPbBI CTAHOBUTCSI BUAVMBIM IJISI Yes0-
Beka. Jta Tpaguums moxonuT mo cB. Cepadrma CapoBCKOTO yke
B XIX B. U JIO)KUTCSI B OCHOBY «6OTOCTIOBUSI CBETa», KOTOpPOE
B TOM MM MHON Mepe yHacienoBanu KanauHckuii u dmopeH-
CKuit, HO Takke u Muxaui JlapuoHoB u Hatanbs I'oHUapoBa ¢ ux
JIYyUM3MOM U Jaxe B KaKOM-TO cMmbicie Kasumup MasnmeBuu
CO CBOMM CYIIPEMaTU3MOM.

V 9710711 ke Tpaguuyuy KaHIMHCKMIT 3aMMCTBYET 60Tr0oCIOBYe
TBOPYECKOTO >KecTa, Mmomapaxalroilero bokecTBeHHOMY TBOpe-
Huo. ®unocod Anexkcanap Koxkes, miemsiHHUMK KaHAamHCKOTrO,
TOBOPUT 06 abCOMIOTHOM KapTUHE:

B o6ieM, He SBISSICH «M306pakeHMeM» 00beKTa, caMa «TOTaJbHasi»
KapTuHa — 06bekT. KapTuubl KaHOMHCKOTO — He MpeaMeTHast JKIUBO-
MCh, HO HaIMMCAaHHbIE OOBEKThI: 3TO OOBEKTHI HAa TOM K€ OCHOBaHMMA,
Ha KaKkOM JIepeBbsl, TOPbI, CTY/Ibsl, TOCYAAPCTBA... SIBJISIOTCS 06bEKTa-
MM; HO 3TO KMBOIIMCHbIE OOBEKThI, «06beKTUBHAS» KMUBOIMChH. «To-
TaJbHas» KApTYHA CYLIECTBYET TaK, KaK CYIIeCTBYIOT 00beKThI. TO eCTh
OHA CYyLIeCTBYeT aGCOMIOTHO, @ HE OTHOCUTENbHO; OHA CYLIECTBYET

' TlonHOCTPIO OH Ha3bIBaeTCs «loOpPOTOMIOOME CBSIIEHHBIX TPE3BO-
MYZIPIEB, COOPaHHOE M3 CBSTHIX 1 GOrOHOCHBIX OTIIOB HAIIMX, B KOTO-
poM, uepes3 AeSTeNbHYI0 M CO3epllaTelbHyI0 HPaBCTBEHHYIO (MIOCO-
Gburo, yM ouMIIiaeTcs:, MPOCBELaeTCs: ¥ COBEPIIEHCTBYETCSI».
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HE3aBMCMMO OT CBOMX OTHOIIEHMI C 4eM-TMGO OTIMYHBIM OT cels;
OHA CYIIECTBYET TakK, KaK CyllecTByeT Mup. BoT mouemy «TOTaIbHAsS»
KapTUHA SIBJSIETCS TaKXKe U «abcomoTHoit» [Kojéve, 2001: 35], [A. Ko-
KeB, 1997: N96]

Kocmoronms crana pyisi KaHOMHCKOTO MOMENbI0 Xymoske-
CTBeHHOTO TBOpuecTBa: «Kaxkmoe mpousBemeHMe BO3HUKAET
Y TEXHUYECKU TaK, KaK BO3HUK KOCMOC, — OHO ITPOXOAUT IyTeM
KaTacTpod, MOoJOOHBIX XaOTUIECKOMY PEBY OPKECTpPa, BhIIMBA-
IOIIEMYCSI B KOHIe KOHIIOB B CMM(OHMIO, MMS KOTOPOii — My-
3pika chep. CosmaHue TMPOU3BENEHUSI €CTb MUPO3TaHME»
[Kandinsky, 1974: 116]. XymoXeCTBEHHOe TBOPUYECTBO TpebyeT
OTpeNieJIeHHOTO aCKeTUYeCcKoro (Tpe3BOMYIpPeHHOro) MOoABUTa
¥ JTI060BHOTO MPUSTUSI MUPA, IO TIPMMEpPY OTHOIIEeHUsT BceMo-
TYIIEro, Ybe yaaJeHye OCTaBIIsIeT MeCTO IJIsl AeCTBUS TTPUUMH-
HO-CJIE[ICTBEHHBIX CBSI3eli B MUpe U MPOSIBIEHNIT CBOGOTHOI BO-
JIU Y YesoBeka'.

!3mech MOXHO BCIIOMHWUTH TMpeKpacHbie c1oBa CuMOHBI Baiiib
0 M106BY K MUpY: «J[1000Bb K TOMY, KaK YCTPOEH MUP, K €r0 Kpacore...
eCTh IOMoJHeHMe 10681 K 6mmkHeMy. OHa MPOMUCTEeKaeT U3 TOTO JKe
UCTOYHMKA, YTO U CMupeHue bora, TBopueckoe ynajseHue bora. bor
Jal CyIIecTBOBaHME BCEIEHHOM, pellMB He YIPaBsATh €1, XOTs
Mor 6bI, HO OH TIPeANoYesl OCTaBUTh BMECTO Cebsl, C OMHOM CTOPOHBDI,
MeXaHUYeCKyl0 HeOo6XOOMMOCTh, TMPUBSI3aHHYI0 K MaTepuy, B TOM
YyuciIe M K MCUXMYECKOil MaTepuu Oy, C IPYroi CTOPOHBI — CYTY-
6yI0 HE3aBMCUMOCTb MBICJIAIIMX CYIIecTB. JIt06s GIVKHETr0, MbI O[T -
pakaeM GOKeCTBEHHOIi JII06BM, COTBOPUBIIIE) HAC M HAM TOHOGHBIX.
JT106s1 MMp, MbI TOApakaeM GOKECTBEHHOJI JII0OBY, CO3MaBIlIeil HAITy
BCEJIEHHYIO M ee 4acTh — Hac caMux. YeloBeKy He3aueM OTPeKaTbCs
OT BJIACTM HAJ, MaTE€PUAIbHBIM U TICUXUYECKUM MUPAMM, TOTOMY UTO
OH M Tak 3TOi BjacThio He obnamaer. Ho Cosjmarenb Hamenmsa1 €ero
HeKMM 06pa3oM 3TOJ BJIaCTH, BOOOpaskaeMoii 60KeCTBEHHOCTbIO, UTO-
ObI OH TOKe MMeJ BO3MOXXHOCTD, maxke Oyayuy Ero TBopeHmeMm, OTKa-
3aThCS OT CBOe 6oxkecTBeHHOCTM» [Weil, 1950: 161, 162].
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Onst KaHAMHCKOTO camoe TopasuTenbHoe TposiBieHue OT-
KpoBeHMs1 [lyxa — 3TO CylieCcTBOBaHME BHYTPEHHero 3aKOoHa,
KOTOPBIN Tpuilles Ha CMeHy 3aKOHa BHeIIHero, JaHHoro Mou-
celo. HpaBcTBeHHble TpeOGOBaHMs 6OJbllle He HalIaraloTcs
M3BHE, OHM CTAHOBSTCSI JIMYHBIM BBIOOPOM uesioBeKa. [TosaTomy
CYIIEeCTBYeT G/I1M30CTh MEXKAY OTKPbITMEM BHYTPEHHErO 3aKOHa
M TeM, UYTO B IPaBOCIABHONM Tpaauiium «JoO6poTomobus» Ha-
3bIBAETCS «CepHevyHoll MOIUTBO». B ucuxasme peub uuer
0 HeIlpeCTaHHO} MOJIMTBe, KOTOpasl [IJisi MHOTUX OTIIETbHUKOB
¥ MUCTUKOB 3aMeHWIa TPaAULMOHHYIO IUTYPTUI0. Beryrnenue
B 3py CesiToro lyxa OTMeUYeHO IIepexOoAoM OT BHEIIHeil MoO-
JIMTBBI K MOJIUTBE BHYTpPEHHeN u cepaeuyHoit. Pa3zBe mor KaH-
IVHCKUIA, TTy60KO PYyCCKMiI UeoBeK, IMPOATHM MMUMO 3TOrO,
He TIONBITaBIIMCh MPVMEHUTh MOAOOHBIN OIMBIT B 00IACTU
n306paxkeHusa? IIpaBowiaBHast JIUTYPIUSI TOXKE UMeEET 080LHYH0
npupody, CIOBECHYI0 ¥ u300pasuTenbHyio. CBSTbie 00pasa,
MKOHBI, YUaCTBYIOT B JUTYpruu HapasHe co Cr1oBoM Boxkbum!.

! Bropoit Hukeiickuit cob6op, Ha KOTOPBI HANPSAMYIO cchitaotcst Tpu-
IEeHTCKMIT ¥ BTopoit BaTuMKaHCKMiT cO60PbI, YTBEPKIAET COTTIACOBAHME
¥ B3aMIMOCBS$I3b pe-Tpe3eHTaluy TAMHCTBA U eBaHTeIbCKOTO IMOCIaHus,
TIOCKOJIBKY M TO M JIpyroe OCHOBaHO Ha OTKkpoBeHuu. MIKoHa u eBaH-
reibCcKasi MPOTOBeb COITIACYIOTCSI MeXAY Co00it, B3aMMHO OTChUIAIOT
IPYT K IPYTY, YKa3bIBAIOT JPYT Ha Apyra, pacKpbIBalOTCS OPYT B Apyre:
«...COXpaHsieM BCe LiepKOBHbIe TMpefaHusi, YyTBEPKAeHHble MUCbMEHHO
UM HermucbMeHHO. OJHO M3 HUX 3aroBefyeT MAeNaTh >KMBOIMCHbBIE
MKOHHbIE M300paKeHMs, TaK KaK 3TO COMIACHO C VICTOPMEI0 €BaHTesb-
CKOJ1 IIpOIOBeny, CIYKUT MOATBEPKOeHMeM Toro, uro bor CioBo uc-
TUHHO, a He NIPMU3PavYHO BOUETOBEUMIICS], M CIIYSKUT Ha M0/Nb3y HaM, I10-
TOMY UTO TaKye Bellu, KOTOpble B3aMMHO JAPYT ApPYyra OObSICHSIIOT, 6e3
COMHeHMSI M [OKa3blBalOT B3aMMHO Ipyr Apyra» [Lamberz, Uphus,
2006: 317-345]. Mbl BUAMM 3[eChb MMUCTMUECKOE, KaTEeXU3aTOpPCKOe
1 60rocayke6HOe TIpu3BaHKe COBOKYITHOCTY CJIOBAa-o6pasa — CIIYKUTD
BCTpeye co XpUCTOM U €BaHTe€TbCKOMY CBU/IETETbCTBY.
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IlyxoBHas1 peBOJIIOLINSI MOKET OCYIIeCTBMUThCS Takke U B cdepe
U300paxkeHuss, M JIUTYprus Tomy mnpumep. JXuBomucHast a6-
CTpaKLMS — 3TO 3pUMOe BOILUIOIIeHMEe CepAeUHOl MOJTUTBLI.

I[Tomumo cCBSITOOTEUYECKON Tpasuunu, KaHOMHCKKUIA BOOX-
HOBJISIICS ellje U TeM, UTO OH Ha3bIBaJ «HOBbIM POMAaHTM3MOM>».
06 3TOM CBUAETENBCTBYET €ro mmchbMo K Ywmuty ['poxMaHy
ot 21 Hos16pst 1925 ropa:

OpHax bl BBl OGPOHMIIN CIIOBO <POMAaHTU3M», U 51 GbUT 3TOMY paf <...>.
V nac ectb ceropus Neue Sachlichkeit! — Tak mycTsb ke Gymer u Ka-
KOJ-HUOYAb (MM BIIOJHE OIpe[e/eHHbl ) HOBbII poMaHTU3M. MHe
3aX0TeJI0Ch TOIZAa HAaIyucaTh 06 3TOM, S [yMaJl IIOCBSITUTh POMaHTU3MY
I71aBy B HOBOM M3aaHuy «O JlyxoBHOM». C Tex IOp IIJIaH MOeVi KHUTU
M3MEHWICSI, ¥ OHa BBIXOAMT B BUAE [IBYX Pa3HbIX MOHOrpaduii —
«Touka U JIMHUS Ha TIJIOCKOCTU» OyzeT nepBoii <...>. CMbICI, cogepa-
HMe UCKYCCTBa — 3TO UAET OT poMaHTuU3Ma. <...> Kaxercs, B 1910 roxy
s1 Hamucaa «POMaHTHYeCKMIt 1eii3ak», He MMEBIIN HUYero ob6Inero
C POMaHTM3MOM B M3HAYATBHOM CMbIC/E c1oBa’. S co6upaoch CHOBA
MCIIONb30BaTh 3TO ONpeAeTeHMe... TPSIAYLIINI POMaHTU3M OyJeT Io-
HacTosIeMy [y60K, ITpeKpaceH... 3TO Kak MIbl6a Jibla, BHYTPU KOTO-
poit mbutaeT orous. [Grohman, 1958: 180, 181]

IMogo6HO poMaHTMKaM, KaHOMHCKMUIT BOCIIpUMHMMAET IIPU-
pony Kak TMpou3BefeHMe MCKYCCTBA B IOJHOM CMBICJIE CJIOBa;
TaK >Xe, KaK ¥ OHU, OH PacCMaTpPUBAET TBOPUYECTBO KakK OpraHu-

! Peub umer 0 T. H. «<HOBOJ BelleCTBEHHOCTI», HAIIPABIEHNY, BO3HUK-
uieM B lepmaHuyt B 1920-e rogpl, KOTOpOe MPebsIB/ISIIO MOIUTUIECKIE
¥ COIIMAa/IbHbIE TPeOOBAHMS K MCKYCCTBY.

2 «Romantische Landschaft», 1911. dta KapTuHa ocranach y I'abpuene
MIOHTEp, UYTO U 0OBbSICHSET OMMOKY KaHIMHCKOTO B HaTupoBke. Ha Heit
1306paskeHbl TPU BCAAHMKA, CITYCKAIOIIMECsS C BO3BBINIEHHOCTH. Ileii-
3aX eZ]Ba HaMeYeH, CBePXY IOMUHUPYET SIPKO-KpacHOe COJHIIe, C KOTO-
PBIM KOHTPACTUPYeT OOJIbIIOe YEPHOE TSITHO CHMU3Y U cripaBa. Ciesa
[IOJHMMAeTCs CKajla, OYeHb ITOXOkasd Ha ckany u3 «Kommosuuum II»
1910 roma. KanauHCKMUiI NpMUBOOUT NpUMep NPOU3BENEeHMSI Ha TeMy
Arnokanuricuca.
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yeckoe 11ej10e, Haxomsiee MOMHOTY BbIpaKeHMSI B CMHTE3€e MC-
KYCCTB, ¥ BMECTE C HUMM OH IIOHMMAaeT TBOPYECTBO KaK MOJIEe/b
OIS 4eJIOBEUeCKOTo moBemeHus. JKMBOIMMCHAsT perpes3eHTarus
MOSKET IOCTUUYDb «Bellb B cebe» (UTO mpemuyBcTBOBaa yxke Ilo-
TIeHraysp, TOBOpsSl 0 MY3bIKe), B TO BpeMs Kak [JIsl TeopeTude-
CKUX (GMIOCOMCKUX PaCCYKIEHUI 3TO HENOCTYIIHO: COIJIACHO
KaHTMAHCKOM KPUTHKE, UX POJIb COCTOUT B TOM, YTOOBI 0becrie-
YMBATh AIIPMOPHbIE YCIOBUS ISl MUpa heHOMeHOB. VICKyCcCTBO
CITIOCOOHO SIBUTh BBITME B caMoOil ero MCTUHE, MOKHO CKas3aTb,
B CaMOi1 ero >kKu3Hu. DTO OUeHb TOYHO IOYYBCTBOBas Xaiimer-
rep, TOBOPSI O TOM, UYTO MCKYCCTBO IIPM3BaHO B3SATh Ha cebs 3a-
mauy Metadusuku. Bor mouemy KaHauMHCKMIT 106aBIsIET:

MHe 6bI Tak XOTeIOCh, YTOObI BCe HAKOHEeI MOHSIIM, YTO HAaXOOUTCS
no my cmopoHy MoOejl KMBOIUCK (ITIOTOMY UTO MeHSI MHTepecyeT MC-
KITIOUMTETBHO U TOJBKO 3T0); «hopMaibHast mpobieMa» BCeraa urpaia
IJI1 MeHsI TOAUMHEeHHYIO pojib, GopMa Gblia JIMIIb CPEICTBOM IJIS 10-
CTVDKEHMSI LI, U <...> eCJIU $1 TaK MHOTO M TaK TIIATeIbHO paboTaro
HaJ Hew, TO JUIIb 3aTeM, YTOObl HMPOHMKHYTb BHYTPb (OPMBI.
[Tam sxe: 180]

Ero momuck ropasmo MeHbIle CBSI3aH ¢ (popMabHBIMM HOBA-
TOPCTBOM, UYeM C pacKpbITMeM cMbIcia. B aTom maen KaHauH-
CKOT'O TIOJTHOCTBIO COBIAAAIOT ¢ Mbicasimu dnopeHckoro: «Ta-
KuUM 06pa3oM, KM3HEHHOCTb MCKYCCTBA 3aBMUCUT OT CTeMeHU
00beJMHEHHOCTY BIIEUAT/IEHUII U CTIOCOO0B UX BbIpaskeHUit. Vic-
TUMHHOE UCKYCCTBO €CTh €IVHCTBO COJEPKaHMUS U CIIOCOO0B BBI-
pakeHUs1 3TOrO copepskanusi» [Florensky, 1992: 57]. Kpome Toro,
yMeHMe BOC-TIPOU3BOANTH BbITHE B €ro UCTUHE, deslamb €20 Ha-
Jiuuecmeyioujum', TPU3bIBAThL ero IPUCYTCTBME OCBOOGOXKIAET
OT oyanu3ma MeXOy BHYTPEHHUM (KOTOPOe MOIJIO ObITh CTaTh
CYOBbeKTMBHBIM) M BHEIIHMM IpeIMeTHbIM MupoMm. Ho 3To
yIpasgHeHMe MPOUCXOAUT He B BOOOpakeHUM, KaK Y POMaHTU-

! ABTOp yIoTpe6sieT I1aron présentifier — HOCTOBHO «IaBaTh MPUCYT-
ctBue». (IIpum. nepes.)
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KOB, KOTOpbIe, COIIaCHO ompeneneHuio bopjiepa, BUOAT « 4u-
CTO€ VMCKYCCTBO» KaK HEUTO CITOCOOHOE « CO3/IaBaTh IUITHOTUYE-
CKYI0 MAaruio, 3aK/II0Yamollyi0 B cebe OZHOBPEMEHHO OOBEKT
U CYyODbeKT, MMUP BOKDPYT XYOOXKHMKA M CAMOTO XYIOXKHMKa»
[Baudelaire, 1971: 119]. KanAMHCKUIT TOBOPUT O HOB0M POMAaH-
TU3Me, IOTOMY YTO TaM, I[le KIacCMYeCKuii pOMaHTU3M BUAEN
IyXOBHBIV B3MIsH (das geistige Auge) B 8000paxeHUU XYTOXKH-
Ka, OH BUAUT ero Bo BcTpeue ¢ Codwmeir, TIpemyapoctbio Bo-
Kbeit, umess KOTopoii Oblia Tak mopora o. Cepruio Bynrakosy.
Paznuune 3mech QyHIaMeHTaabHO, MMEHHO «OiaroyxaHue»
aroii [IpemynpocTH, ollyliaeMoe B pa3yMHOM YCTPOJCTBE BCe-
JIEHHOJ, BJIeUeT XYyJOKHMKA B €r0 «reoMeTpUUeCcKuit mepuomI».

Taxke KaHIMHCKMUI BIOXHOBISIETCS KUTAMCKUM Tpamguiiv-
OHHBIM UCKYCCTBOM. Ero iyxoBHOE POJICTBO C MyApelamMu, Ipu-
HaJIJIeKaBIIMMU K 9TOM BeIMKOIM Tpaauiiuy, 0OHapYKMBaeTCs
B CaMOM XYIOKHMUECKOM >KeCTe U B ero pa3MbIIIIeHUM Haf,
(hopmoii, TOFOGHO APEBHUM KUTANCKUM XYIOXKHMKAM, ITOCBSI-
TUBIIMM CeOSI TTOMCKY «IePBOMPUHLIMIIA» (/ii). ITO LEHTPaIb-
HOe TMOHSTHE B KUTaiCKoi puiocobum MCKyCcCTBa, O3HAYaloliee
BHYTPEeHHMI TIPUHIINII, KOTOPBII HAMpaB/seT CO3UIaHMe U CTa-
HOBJIEHMe abCOJIOTHOMN CYIITHOCTM BCEX Bellleii U sBieHuit. Byk-
BaJIbHO 3TO CJIOBO O3HAuaeT «IIPOXWIKA B HedpuTe»; HO TaKKe
9TO KOHTYPbI U JIMHUU CKaJl, IBV>KeHMS MOTOKOB BOAOIaa UIn
BeTBJIeHMe pacTeHuit. KuTtaickuii XygO>KHUK CTPEMUTCS Tiepe-
JIaTh OyX MUPO3JAHMS B €r0 CTAHOBJIEHMM, M306eras HEeImoaABIK-
HOVi BUAMMOCTHU Bellleit MJIU «IIOCTOSIHHOM dhopMbl». UTO ke Ka-
caeTcsl OMHAMMKM TI€PBOMIPUHIINIIA, KOTOPBI/ TIPOSIBISETCS
B pocTe 6amMOyKa, TO 9TOT MEPBOMPUHIIUIT CIIOCOOEH BHI3HIBATD
K SKM3HU JII00bIe BO3MOKHbIE (POPMBI, TTIOAO0OHO MMEPEMEHUYMBBIM
06;7aKaM, HAITOMMHAIONIMM TO MPOMMIb YeJIOBEKA, TO KUBOT-
HOE, TO TOpYy. XYIOKHUK O€KUT OT YCTOWNUMBOCTU IIOCTOSTHHBIX
dbopm», TTPEUCTIONHSSICh AMHAMM3MOM TBOpeHMsl. CBOOOIHbBIE
dopmbl KanauHCKoro 1 Bcs ero Teopusi popmoreHesa OCHOBaHa
Ha OMHaMMKe CTOJIKHOBEHMIT M KOHTPAacTOB, & BOBCE He Ha 3a-
CThIBIIMX (opMax. VIMEHHO 3TO COCTaBisSIeT paguKaJIbHYIO HO-
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BU3HY U 3HAUMMOCTb €TI0 TBOPYECTBA.

Ho, momuMo 3TOTO, €elle 0OOHO KI0YeBOe NoHsTue KaHauH-
CKOTO, «BHYTPEeHHMUII DPe30HaHC», MOYTU OYKBaJIbHO COOTBET-
CTBYeT KUTAiICKOMYy TEPMUHY YUiOHb, O3HAYAIOLEeMy DPEe30HaHC
IbIXaHUM MM OLYXOTBOPEHHBI pUTM. Y KaHAMHCKOTO BHYT-
PEHHMII Pe30HAaHC OCHOBHBIX 57IEMEHTOB MCKYCCTBA, HallpuMep
Kpacok, Gopm, 3BYKOB, CJIOB U T. I., — 9TO UX 6jaroyxaHue, ux
BO3JeJiCTBMe Ha OYUIY 3pUTeNsT WM CIyIIaTess, UX Icuxmde-
ckasg (yHKUMA M TIyOMHHOE 3HAaueHMe. BHYTpeHHMIT pe3o-
HaHC — 3TO >XM3HEHHas OMHaMMKa BCSKON cTmuxuu. Tak, Lieb
SKUBOIIUCH, TI093UM U MY3BIKM COCTOUT HE CTOJIBKO B ONMUCAHUM
BHEIIHMX aCIeKTOB peajbHOCTY, CKOIbKO B CTPeMJIEHUM YIIO-
BUTb BHYTPEHHMEe IPUHLUIIBI, 3ajaooliye CTPYKTYpy Beliei
U SIBJIEHUI ¥ UX B3aUMOCBSI3b. [IpyrMMu CJIOBaMy, CYIIHOCTb
MCKYCCTBA 3aK/II0UYeHa He B MeXaHMYeCKOM BOCIIPOM3BOACTBE
3pMMbIX (opM (3TO ObLIa ObI 3aaUa peMeCIeHHMKa) — OHa CO-
CTOUT B MOCTIDKEHUM BHYTPEHHEN MNpUPOAbI PeasbHOro, IO-
CTYIIHOM JIMILB IIBITAVMBOMY YMY.

bin30cTh K 3TMM MAeIM OILYILAETCS UM B IO3TUYECKOM
TBOpUecTBe Kanauuckoro. B Kutae xymoxkHuK u mpicautens Cy
JyHno yrBepxpaer 1o nosony Bau Bes, skusuiero B VIII B.
VM CUMTABLIETOCS! TIE€PBBIM KUTAVCKUMM YYEHBIM 3PYIUTOM:
«Kaxkmoe ero CTMXOTBOpeHME — CJIOBHO KapTMHA, Kaxzaas
"3 ero KaptuH — mosma» [Sers Ph., Escande Y., 2003: 11]. 3ta
¢dpaza 6mm3ka K cmoBam KaHOMHCKOro, mucaBmiero o6 o6iieii
NpUPOLe XKUBOMUCU U TI033UM, KOTOPAS JenaeT eCTeCTBEHHbIM
repexop, OT OOHOM K APYroii:

Kaxkpas nmognuHHas KapTMHa — 3TO CTUXOTBOpeHue. [loto-
MY UTO 11033MsI TBOPUTCSI HE TOJNBKO CIOBAMU, HO YIIOPSIA0YEH-
HBIMU, CKOMIIOHOBAaHHBIMM KpacKaMy; TaKMM 06pa3oM, >KMBO-
MUCh eCTh IO3TUYECKOoe TBOpeHMe B Kpackax. OHa obmanmaer
COOCTBEHHBIMM CPEICTBAMU ITPOSIBJIEHNUS «UUCTOI 1M033um». Tak
HasbIBaeMasl «abCTpaKTHas» KUBOIUCH «pa3roBapuBaeT» (MK
«ITOBECTBYET») UCKIIOUUTENbHO >XMBOMMUCHBIMM dopMamMu —
B 9TOM €e MPeVMYIILECTBO Nlepe], 10331eil C10BecHOM. cTOUYHMK
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060X SI3BIKOB OMMH, KOPEHb y HUX OOVH: MHTYUIIMS = OyIla»
[Kandinsky, 1933: 10].

HapomHast MyapocTb, BOCIIPUHSITas €llle B JEeTCTBE, OT HSI-
HM, TaKKe CTaja OGHMM M3 BaKHEHMIIMX MCTOYHMKOB BIOXHO-
BeHus 11 KaHAMHCKOTrO, KOTOPBIi ObUT OYEHb MPUBSI3aH K Ha-
POOHBIM CKaskaM ¥ TpaguumsiMm. JKMBOMMUCH, MO33US U Oaske
creHorpadus KaHOMHCKOTO MABMKMMBI CKa304YHBIM AYXOM,
TIOJTHBI BOJIIIEOHBIX TTepcoHakeit. OH cobupan sy6Ku, 6rmaroue-
CTUBbIE ¥ HaMBHBIE 3CTAMIIbI, MJUTIOCTPMPOBABIIME PYCCKME Ha-
pOIHbIE JIeTeHIbl U TMpenaHus: dra ¢ ee U3OYIIKOI Ha KypbuX
HOXKax, 3mMeii-TopbIHbIYU, HeCYIINii IlapeBHY, ero 6uTBa ¢ VBa-
HYIIKOM, Tpu 60orareips, Anemia I[TomoBu4, Jo6pbiHsg Hukutuua
" B ocobeHHOCTH Uimbst MypoMell, CTPeSIonuii U3 JyKa, — BO-
TIOMEHNST XpabpoCTy, CMEKAIKM M CYIIBI; CBSITOVM Huil, TIbIBy-
IV B JIOJKE ITPOYb M3 CBOETO MOHACTBIPSI, B ITYCTBIHIO, Y T. .

Eme ero mopasmio BHyTpeHHee YOPAHCTBO KPECThSIHCKMUX
1306: OHM OBLIM TaK YOMBUTEIBHO PACIIMCAHbI, UTO HAXOIMBIIIAS -
cs1 TaM MeGenb ¥ YTBaph — JIABKM U CYHAYKM — CJIOBHO pacTBO-
psiJIach B IIBETHBIX Ma3KaxX M OpHaMeHTax. OTU M36bI BINIOTHYIO
TIO/IBEJIN €T0 K ITePeJIOMHOMY OTKPBITHIO:

SIpko TIOMHIO, KaK S OCTAaHOBWJICSI Ha TIOpOTe Iepef, 3TUM
HeOXXMUIaHHBIM 3penuiieM. CTom, JaBKM, BaskHAs ¥ OTPOMHAs
reub, IIKadbl, MOCTaBLbI — BCe ObUIO PACIMCAHO IMECTPBHIMU,
pa3MammcTeIMU OpHaMeHTaMu. [To cTeHaM JIyOKM: CMMBOIMYE-
CKM TIpeACTaBJIeHHbIl 60raThipb, CpakeHMe, Kpackamu Iepe-
maHHast mecHs. KpacHblii yros, Bechb 3aBENIAHHBIN MMCAHBIMU
¥ TIeYaTHBIMM O6pasammu, a Tepel HUMMU KpaCHO-TeIUISIascs
JamMIiajika, 6yaTo YTO-TO PO cebs 3HaIomasl, IMpo cebs KUBY-
11asl, TAMHCTBEHHO-IIeNYyIlasi CKpOMHas ¥ ropaast 3se3aa. Ko-
rIa s HaKOHeIl BOIIeJ B TOPHMUILY, SKMBOMMCH OOCTYIMIA MeHS,
u st Bomen B Hee! («Crymenn») [Kandinsky,1974: 118].

ITyTh BHYTPU KPECThSIHCKOJ 136bI BEIET OT MaTePUaIbHOTO

! MbI mOmOMHMIN TIepeBof, cornacHo 3amevanusm JK.-K. Mapkage.
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K IOYXOBHOMY, OT PacIMCHOI yTBapu K JyOKaM, Ha KOTOPbIX
1300pakeHbl GOTAThIPU M CBATHIE, MTOC/TEOHME — Ha «IIMCAHbIX
M TIeYaTHBIX 00pa3ax», BUCSIIMX B KPACHOM YIJTy, a OT HUX —
K Meplawlieit JamIlagke, MOJIYaJIMBOMY BOIUIOUIEHUIO TIa-
MEHHOJ MOJIUTBbBI. BXxoms B 3Ty «Bojiie6Hble oMa», KaHgmuH-
CKUIi UyBCTBYET, UTO MOTPYKAeTCs B SKUBOIMUCh, OTKPBIBAET I
cebst, YTO Terepb OH MOXKET XKUTb BHYTpu Hee. OH 3aMeyaer,
YTO TIOXOKee YYBCTBO OXBATHIBAJIO €ro B MOCKOBCKUX II€PKBSIX,
TpeXke Bcero B YCIeHCKOM co6ope MOCKOBCKOTO Kpemis. «Be-
POSITHO, MMEHHO ITyTeM TaKuX BIedyaT/IeHMii BO MHe BOILIOIIA-
JUCh MOM JajabHelIne kejlaHus, e B UCKyccTBe. HecKombko
JIeT 3aHMMaJOo MeHs MCKaHue CPeNCTB [Jis BBeLeHUs 3pUTeNs
8 KAPMUHY TaK, YTOObI OH BpaIlaJICS B Heii, CaM03a0BEHHO B Heli
pactBopsuicst» [Tam ke: 109]. Ho BakHeMIIMM MCTOYHUKOM
BIOXHOBeHMST 11 KaHIMHCKOTO GbLIM €ro CHbI, IIPOpovYecKye
BUAEHMS U TaKe MOPOI0 FOPSIYEUHbI Opel: HampuMep, 3a60/1eB
oM, OH YBUIE B IMXOPAJOUHOM COCTOSTHUY TEMY CBO€i1 6y-
nyuent «Kommosunun Il», mocesiteHHon muctepun CriaceHus
yejioBeuecTBa. VICKyCCTBO sKMBOMMCH, BhILIEIIEl 13 MKOHOITNUC-
HOJi Tpaaulum, MMeeT MecCMaHCKoe TpefHa3HaueHue, Kak Cum-
TaeT KaHIMHCKWIA, Bepsiinii B 8U3UOHEPCKUE OMKPOBEHUS TIPO-
POKOB — OJHO M3 OCHOBaHMIT 6M6/eIICKOI TpaaUIMM, COIIaCHO
KOTOpoMy Bor sIBjisieTcs JII0AsIM TTOCPEACTBOM CHOB M BUIEHMUIA.
C 0co6bIM BHMMaHMEM MTO3TOMY OH OTHOCUTCSI K CHAM ¥ BUfe-
HMSIM, 3aleyaTieBasl UX B CTUXax U B KUBONUCHU. [IjIs1 HEro xy-
JIIO)KeCTBEHHOe TBOPYECTBO IMPU3BAHO YIOPSIIOYUTb, UCTOIKO-
BaThb BUIEHME B TOM IIPOSIBJEHUM BbICIIEN MYIPOCTH, KaKUM
IBJIsIeTCss KoMmmo3uiusi. InaBHoe BugeHMe KaHAMHCKOTO — 3TO
o6pa3 CTpalllHOTO CyAa M KOHIIa BpeMeH, TO, HaJl YeM BeJUMKUit
YUUTEIb CBITOOTEUECKON Tpamuiuu, mpernogobHsiit Mcaak Cu-
pUH, TpenJjiaraeT COCPeJOTOYEHHO Pa3MbILUISITh B MOJIUTBE,
TpeiBapuUTeIbHO TTOTPY3UBIINCH B cOo3epliaHue npuponbl. Tax,
BUJIeHME 3aKaTHOTO yaca Haja MocKBoii, MeTadusmyeckuii 06-
pa3 [locnegHero cyma, cTajao IIaBHOW Temoit TBopuecTBa KaH-
IVHCKOTO: 3TO CJIEAYeT U3 ero AyXOBHOI 6uorpadum, mostmye-
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ckoro anbboma 1913 roma «3Byku» (Kldnge)!, 06 3TOM roBOpuT
u 00okka KHUTK «O JI[yXOBHOM B MCKYCCTBE», YBUIEBIIAS CBET
3a JIBa rofia 10 3TOro ajibboma.

Cocmaeﬂmou;ue JlemMeHmeol U uHcmpymeHmapuﬁ xyaomecmdeuuozo
meopuecmea: CuHme3 ucCKyccme u Hayxku

[MepBoHauanbHO KHUra «Toyka M JMHUS Ha IUIOCKOCTH,
BKJIAJ B aHa/JM3 3JIEMEHTOB >KMBOIMUCU», MU3mMaHHas KaHauH-
ckuM B 1926 rony B Bayxayce, mo/kHa ObUTa HOCUTDb TaKOi 3aro-
JI0BOK: «TpakTaT O rapMoOHMM B JXMBOIIMCUM» CO CJIEAYIOIIUM
I10[33aroIoBKOM: «TpakraT 0 KoMmo3uuyn». llenb, KOTOpyo OH
MOCTaBUJI mepeln cob0il B 3TOM IIPOU3BEIEHUM, — W3YUUThb
CpeficTBa XyIOKeCTBEHHOTO TBOpPYECTBA, KOTOpbIe y KaXIOTo
M3 MCKYCCTB OYIyT CBOMMM, OOHAKO MX PE30HAHCHI MOXKHO
OTpefeNuTb UCXOMS U3 KOHTPACTOB BUTAIbHBIX HAMPSIKEHUIA,
KOTOpbIe UX ONpenessioT M 3aBeplIaloTCs TPOVCTBEHHBIMU CU-
creMaMy. Pe30HaHCHI 3JIEMEHTOB pasiMUYHBIX (OPM MCKYCCTBA,
SKUBOTIMCU, MY3bIKU, TI033UMU MOTYT COOTHOCUTBLCS APYT C IpY-
rom. Ha ocHoBe 3T0ii pa3paboTKM MOXKHO OIpPemesisTh pasand-
HbI€ BU/IbI KOHCTPYKIMIT M KOMITIO3ULIMY TPOU3BEAeHUSI.

KaHaMHCKMIT JOCTUraeT BBICIIEN TOUKM B CBOMX TeOpeTuue-
CKMX pasMbIIUIeHUsIX 06 MckyccTBe. OH nuiiet: OmHOM U3 BaxK-
HeMIIMX 3aJayd 3apOKIAoIIeics ceifuac HayKu 00 MCKYCCTBe
MOT ObI OBITH ITOAPOOHBIN aHAINU3 BCEIT MCTOPUM MCKYCCTBA pas-
HBIX BPEMEH M HapoAOB C TOUKM 3PEHMS TEOpPUM 3JI€MEHTOB,
KOHCTPYKILIMII M KOMIO3UIMIT C OGHOM CTOPOHBI, a C APYroi —
YCTaHOBJIEHMSI, BO-IIEPBBIX, POCTa B 06JIACTM TpPeX BOIPOCOB:
IyTb, TEMII, HeOOXOOMMOCTb OOOTralieHMs] XyIOKeCTBEHHBIX
CpPeACTB, BO-BTOPBIX, CKAUYKOOOPA3HOTO pPa3BUTHUS, KOTOpPOeE

! KauauHCKMit cobupasics M3OaTh PYCCKYI0 BEPCUMIO 3TOrO anbboma,
HO 3TO €My Tak " He y#ajioch. Hy;kHO OTMETUTh MpeKpacHoe u3aaHue,
OCYIIIeCTBJIEHHOE Y)Ke B Haiy gHU Boprcom CokonoBbiM: KaHOuHcKull,
B. 3Byxu, Mocksa, Kyukoso nosne, 2017.
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B MCTOPUM MCKYCCTBA COBEpILAETCsl MO OIpee/leHHOM TMHUU
pasBUTHS, BO3MOKXHO BOJHOOGpa3HOi. [lepBas yacTh 3TON 3a-
Jlauy — aHaAM3 — TPAHUUUT C 33[a4aMy «IIO3UTUBHBIX HAYK».
Bropast yacTb — BUJ pa3BUTUS — IPAHUYUT C 3agavyamu puiio-
couu. 3mech 06pasyeTcs y3JM0BOi MyHKT 3aKOHOMEPHOCTU Ye-
JIoBevyeckoro pa3sutus B resiom [Kandinsky, 1991: 18, 19].

B srom 3asaBnenum KaHAMHCKUIT yTBepXaaeTcs B uee
0 TOM, YTO UCKYCCTBO SIBJIIETCSI HE IPOCTO NapaiurMmoii yenose-
YeCKOro JIeiiCTBUSI, — B HAYYHOM IUIaHe, B cepe aHTPOIIOIOTUA
OHO UTPAET Ty XXe pOJib, UTO M MaTeMaTHuKa [Jis eCTeCTBEHHBIX
HayK. OObsICHEHMEM 3TOV YAMBUTENbHOV 0COOEHHOCTM MOKET
OBITH TOT (PAKT, UTO XyIOKECTBEHHOE TBOPYECTBO — MECTO pa-
IMKaJIbHOTO CIBMTa B yejloBeueckoM co3HaHuM. KauecTBeHHast
OlIeHKa, BOCXOsInast K cepe abCoTIOTHOIO, CTAHOBUTCS Ha Me-
CTO KOJIMUeCTBEHHOI OLleHKY, IPUHaJ ieKalleil perucTpy OTHO-
CUTENIBHOTO. JTa KaueCTBEHHas OLleHKa rapaHTMpOBaHa CBOUM
OTHOIIIEH/EM C abCOMIIOTOM MCTUHBI, CIIPaBeIIMBOCTU U KPaco-
Thl, & TAK)Xe Te€M, UTO OHA PacKpbIBaeTcs B MO3HAaHUU cepAla,
pPacIaxHyTOr0 HABCTpeuy OeCKOHEUHOMY WMCTOYHMKY CYIIECTB
U sBAeHuit. I TYyT MOKHO TOKMHYTb TPaHUIIbI UCKYCCTBA U JO-
CTUYb OCHOBOIIOJIATraloLero eAMHCTBA:

WccnepoBanye gOMKHO IPOXOOUTH OUYE€Hb TOYHO, ITeJaHTUU-
HO TOYHO. Illar 3a mrarom HagO MPOWTU 3TOT «CKYUHBIN MYTb»,
He ymycKasi U3 BUIY HU Majeiilliero u3MeHeHUsI B xapakrepe,
CBOJCTBAx " B JIefiCTBUM OTAEJbHBIX 371eMeHTOB. TOMbKO 3TUM
MyTeM MMKPOCKOTIMYECKOTO aHa/M3a HayKa 00 MCKYCCTBE MPU-
IeT K BCeoObeMITIONIEMY CMHTE3y, KOTOPBIii B KOHIIE KOHIIOB
paCIpOCTPAHUTCS [AeKo 3a Ipeleibl MCKYcCTBa B 006/acCTb
«eIVTHCTBA» «4eJIOBEUECKOTro» U «60KeCTBEHHOTrO» [Tam ske: 21].

[TepBsIii mar B HayKe 06 MCKYCCTBE — BBISIBJIEHME PE30HAHCA
anemeHmos. KaHOAMHCKUIT KOHCTaTUPOBaA ABOMCTBEHHYIO IPU-
pomy s7eMeHTOB!. DieMeHT MaTepuaan3yeT BHyTPEeHHee comep-

1I/IBBECTHO, YTO 3JIEMEHTBbI MCKYCCTBa MMEIOT ﬂBOﬁCTBEHHym npupo-
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sKaHMe, C KOTOPBIM OH CBsI3aH I10 caMoii cBoeit pupome. Ecyiu 6b1
cofepskaHye MUCKyCcCTBa ObUIO JIUIITb BHEIITHUM, TO 3JIEMEHT OCTa-
BaJICST OBl BCETO JINIIb YaCThI0 MUMETUUECKOI MUJUTIO3UM: CKYU-
HbIM TIOBTOPEHMEM BHEIIHEl peaJlbHOCTU, MaTePUaTbHbIX 06b-
€KTOB. IMUTaIMs OMacHa TeM, YTO OHA MOXET MEePEKPBITh 06O
MUCTUHHOE cofepykaHue, MOMellaTh HaiTU [OJiS Hero COOTBET-
CTBYIOIIYIO BHENIHIOO (hopMy. Pe30HAHC 3/IeMEHTOB U YesloBeye-
CKOJi IyIlIXM pacKpbIBaeTcsl He uepe3 BHeITHee COOTBETCTBUE,
HO uepe3 BHYTPEHHIOI He0o6XOmMMOCTb. UMCTBIN 37eMeHT MUC-
KyCcCTBa MaTepuaau3yeT UYUCTO U BeUHO Xy OXXeCTBEHHOE;
TaK ke ¥ MpeaMeThl 3TOro Myupa OoJbliie UX CaMUX, OHM BOCXO-
OSAT K €OMHOMY IepBONPUMHLMIY — K TBOpsiein mup boxe-
CTBEHHOV NpeMynpocTu. Pe30HaHC 3/1eMEHTOB OCHOBBIBAETCSI
Ha BHYTPEHHEM ¥ O6BeAVHSIONIEM UX BUTATbHOM AVHAMMU3ME.
ITOT OMHAMM3M, OOHAPYKUBAIOLIMIT TPOUYHYIO TIPUPOIY?, eCcTh

ny. Tak, Kpacku, GOpMbI U 3BYKM MMEIOT BHENIHIOI ITPUPO.Y, CBSI3aH-
HYIO C BHEIHeJ CTOPOHOI Beleli. JKenThlii MOXKeT acCOLMUPOBATHCS
CO BKYCOM JIMMOHA MJIM C )XKapOM COJIHLI4, C MIPOH3UTENbHBIM 3BYKOM,
C CUTHAQJIOM TpeBOTM U T. M. HO Te ke camble 37eMeHThbI 00/1alaioT
elllé M BHYTPeHHell MpUPOAOI, KOTOpasi OTKPbIBAeTCS HaM IMPU TIPO-
OGy’KIeHUM Hallleil COOCTBEHHOI YyTKOCTM K TyXOBHOMY. Torma mposiB-
JIsleTCsl BUTAJIbHBIN TMHAMM3M, 6HYMPEHHULl Pe30HAHC 3JIeMEHTOB, CO-
CTABJISTIONIUI A3blK Oywlu, KOTOPbIM IIOMb3YeTCS XYOOXKHMK. B 3Tux
TeopeTUUecKux HabmomeHnsax KaHOMHCKUIT BbIIENSeT BHYTPEHHME
DPE30HAHCHI I[BETOB, TOUKM, JIMHMIT U POPM, a TaKKe «OCHOBHOI IJIOC-
koctu» (Grundfliche), koTopas SIBisleTCSI HOCUTeNeM M306pakeHus.
OH TaKke COOTHOCUT UX C 3JIeMEHTaMM, CBSI3aHHBIMU C OAPYTUMU TU-
nmaMyu BOCIPUSITUSI, B YaCTHOCTU C MY3bIKaJIbHBIMU 3JIeMeHTaMU.
B >KMBOMMCHOM, ITO3TUMYECKOM U CLIEHMYECKOM TBOpUYECTBe, PaBHO
KaKk U B IIperofaBaTe/lbCKoil paboTe, OH MOCTOSIHHO M3Yy4asl 3TU BHYT-
peHHMe De30HaHChl U UX B3aMMOOTHOIIEHMSI, To[Bepras MpoBepKam
CBOJ1 COGCTBEHHBII TPy, @ TaKKe pabOThl YIEHUKOB U Peakuyuu 3pu-
Tensl.
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ITyTeBOJHASI HUTh B TEOPUSIX KPACOK, TOUKM 1 (hOPMbI, OCHOBHO¥
TJIOCKOCTH (TIZIOCKOCTU-TUYHOCTH, ABOIHOTO U3MepeHUs U qua-
TOHAJIbHOI'O CTPYKTYPUPOBAHMS) [TaM ke]. DTOT [OAJIUHHBIV OH-
TOreHe3 OCHOBHBIX 3JIEMEHTOB SKMBOIIMCH 3aKIaabiBaeT QyHIa-
MEHT [IJIsS CO3BYUMsI 3JIeMEHTOB, 6a3y IS IOCTPOEHUST CMHTe3a
MCKYCCTB. DTO COOTBETCTBYME OTPAKAET e4MHOPOLHOCTD S/IeMeH-
TOB U CBSI3b Xy[IOKECTBEHHOT'O TBOPUECTBO ¢ TpOUYHOI1 [Ipemy-
POCTBIO, OTIpeensIoneil 3aKOHbI SKU3HNA.

Cnenyromias 3amavya HaykKu 06 MCKYCCTBE COCTOUT B OIIpe-
IelleHUM KOHCcmpyKyuu mpousBeneHusi. KoHCTpyKuus — 3TO
OpraHMyeckoe codveTaHyue 371eMeHTOB. Yepes oObemyHeHME
pPasINYHBIX JIEMEHTOB B €MHOe 11ejl0e OHa JejlaeT UX KUBBI-
Mu. B camomMm peine, ecyiu 6bl XyIOKECTBEHHOE TBOPUYECTBO ObI-
JIO OTPaHUYEHO JINIIb BHYTPEHHUM pPE30HAaHCOM 3JIEMEHTOB,
MICKYCCTBO MOIJIO ObI JOCTaBISITh JIMIIL yAOBOMbCTBME. Torma
KaK KOHCTDYKIMSI AejaeT Mpou3BeleHue IeJ0CTHBIM, U 3TO
He IIPOCTO IpuOaBjieHMe Pe3OHaHCOB, — OHO OOpeTaeT CBOIt
CMBICJI B CTOJIKHOBEHUM 37IEMEHTOB. TaK, pe30HaHChl BCTpeyva-
IOTCSI IPYT € OPYyroM Jinbo I0 MPUHIIUITY eOUHCTBA, MO0 B Ma-
Hepe MPOTUBOMOCTaBJeHUs. B mMepBOM ciiyuae KOHCTPYKLMS
TpoOU3BeINeHNs] TPeNCcTaBiaseT cob0i Jupuueckyrw TapMOHMUIO;
BO BTOPOM C/Iydyae 3TO GymeT rapMoHust dpamamuueckas. KoH-
CTPYKIMS, TakKuM 0OpasoM, IPOTUBOIIOCTABJISET 3€MEHThI
B UX BUMAJIbHBIX HANPSIHEHUSIX.

Bepmimua Hayku 06 MCKYCCTBE — 3TO y4eHMe O KOMIIO3M-
uuu. B Teopun KaHIMHCKOTO O rapMOHUM KOMITO3UIIUSI UMEET

2Teopus 1BeTa TaKkKe OObBEOHMSIET IBE TPUALbI: CUHUIA, KEITbIN,
3eJIeHbIil; KPacHbI, OpaHKeBbIit, GuoseToBbiii. Teopus Gopm, poxk-
JAoIIMXCs M3 eOVHONM TOYKM, 3aBepliaeTcs Tpuajioil — KBafpar,
TPEYTOJbHUK, KPYT. [IJIsT KakOOro U3 JIeMEHTOB OOHApYKMBaeTcs [Iy-
XOBHbII pe30HaHC 6rarofapst HAOIIOJEHNI0 HaM HATIPSDKEHUSIMU VITH
BHYTpeHHell OuHaMMKoOit camoro snmeMmeHTa. CMm. 06 astom: [Sers,
1995; 2016].
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[IePBOCTEIIEHHYI0 Ba)kHOCTh!. B camMoM [esie, KOHCTPYKI[MS
caMa 1o cebe MOMKET 3aMKHYTb IPOM3BedeHME B ITOPOUYHOM
Kpyre CHUCTEMBI, MCXOAS M3 IPOCThIX (POPMAIbHBIX ITOCTY/IA-
ToB. 1 KaHAMHCKMII He pa3 roBOpua 06 OIACHOI JIOBYIIKE
«gekopaTuBHOCTU». Ho KoOMMO3uLus, BOOXHOBJIEHHAsI BHYT-
peHHeli HeoOXOOMMOCTbIO, OyIeT OKOHYATEIbHbIM BOILIOIIE-
HMEM, 3aBepIIeHNEeM ITPOU3BeAeHMs: OHa HOPMUPYET TO «Iie-
Jl0e, KOTOpoe Mbl Ha3bIBaeM KapTuHOI». Mcxoms us o6ieii
SKU3HM 9JIEMEHTOB, JIMIIb COMVKEHHBIX B KOHCTPYKLIMM, KOM-
MO3ULIMS CO3JaeT TapMOHMIO Uepe3 «IOAUYMHEHME ITYXOBHBIM
3akoHaM». Takke eIy KOHCTPYKLMSI €CTh KOMOMHMpPOBaHMeE
KUBBIX 3JIEMEHTOB, TO KOMIIO3MIMSI — 3TO IOUCK UX BHYT-
peHHeli JIOTMKM, M 1leJib €€ — coOupaHue pas3pO3HEHHBIX
dbopM B TrapMOHMYECKOE €AVHCTBO, KOTOPOE pPaCKPbIBAET
CMBICJ, CO3MIaeT ero. B KOMMO3ULIMKU Xy[IOXKeCTBEHHOe TBOP-
YecTBO MpUOIMKaeTcs K 60KeCTBEHHO IpeMyapocTi, a B ca-
MOM JIyUIlleM C/Iyyae COBIIafaeT ¢ Hero?. KaHAMHCKMII IUIIeT

1 TepMUH «KOMITO3ULIMSI» MOKET MMeTh Y KaHOMHCKOTO IBa pasHbIX
sHaueHust. CHavasia OH yIOTpeO6/sieT ero MJis MoApasie/ieHUs CBOMX
KapTuH Ha «BrneuatieHus», «mrposusauumn» u «Kommnosuuun»: Bre-
yaTIeHus — HeKue 3aMeTKM, pUKcalui MposIBIeHNii BHEIITHETO MUpa,
VIMIIpoBU3alUy IPUXOAST U3HYTPpH, a KoMmosunym cyTb KOMOMHALIUN
TOTO M Jpyroro. B 6ojee MMPOKOM CMBbICTIE CO3AABaTh KOMITO3UIIMIO
(CO-4/IeHSITh, CO-UMHSTh, CO-TI0/IAaTaTh) — 3TO COEAVHSTb B OPraHU30-
BaHHOE 1IeJI0e TO, YTO YeJIOBEUeCKMii OIMbIT BOCIIPUHMMAET KaK 6ecrio-
PSAIOYHYIO TOC/AeNoBaTeabHOCTh. KoMIo3uiius, ciaefoBaTe/bHO, €CTh
MHCTPYMEHT BBISIBJIEHUSI CMBIC/IA: OHA eCTb OCMBICTIEHHOE YIIOpsioye-
HMe 3JIeMeHTOB, IpefHa3HAuUeHHOe [Ji Tepefauyu 3pUTeIo0 WiIN CIy-
1IaTeso OLUYTYMOTO U pellarollero rnepexxuBaHus UCTUHBI.

2BoT noueMy XyAOKHMK CO3[aJ BCErO AeCsTh «KOMITO3ULIMI» (B TIep-
BOM CMbIC/Ie ¢10Ba). KoMmo3uiys BeIpaxkaeT JOTUKY COTBOPEHUS MMU-
pa. B cBoit «reHuanbHbli» epuon, mexay 1908 u 1912 rr., Kanaguu-
CKUIA CO3JaeT aloKIUITUYECKMEe KOMIO3UIuU. B «HeHappaTUBHBIN»
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B pabore «O JI[yXOBHOM B MCKYCCTBE»:

U 11BeT, KOTOPBIL caM SIB/ISIETCSI MaTepuaaoM JJjisl KOHTpa-
MTYHKTA, KOTOPbI/i caM TauT B cebe Ge3rpaHMUHbIE BO3MOXKHO-
CTU, IPUBELET, B COeAMHEHUN C PUCYHKOM, K BEJIMKOMY KOHTpa-
MIYHKTY SKMBOIMCU, KOTODPBIN €l JACT BO3MOKHOCTb IPUATU
K KOMIIO3UIIMM; U TOTHA KMUBOIMUCH, KaK IOUCTUHE YMCTOE JC-
KycCTBO, OymeT cayxkuTh BoskecrBeHHomy [Kandinsky, 1989:
128].

JIyx06Hblii onbim Kaxk anucmemonozus

B cBoeit kaure «O JIlyxoBHOM B UCKycCTBe» KaHIVMHCKNI IM-
TUPYET €BaHIe/JbCKYI0 IPUTYY O TaJaHTax [TaMm xe: 141]. dra
npuTya gaHa Mucycom, 4To6bl OOBSICHUTh YUeHMKAM HeOOX0mu-
MOCTb 3aCTaBUTh IIOMOHOCUTD Japhl, TOTyUYEeHHbIE IO 6/1aroga-
™ [Md 25:15; JIk 19:12]. B komMeHTapusx cB. epoHuma cjioBy
«TaJlaHT» JAIOTCS caMble pa3HOOOpa3sHble TONKOBaHMS. EnuH-
CTBEHHBI TAJIAHT, « CKPBITHI B 36 MJTIO» JIEHMBBIM paboMm, KOTO-
pbIit OTKa3bIBaeTCS OTIaBaTh €T0 TOPIYIONIMM, O3HaYaeT OIMHO-
KUt yM, 3aCTBIBIINIT B CAMOIOBOJIBCTBE U ITIOTOMY O€CIIOMHBIIA.
IBa TajmaHTa, 3apaboTaHHble BTOPHIM paboM, IpeACTaBISIOT
MYIpPOCTb Bepbl U Te Aapbl, UTO MPEyMHOXMUINUCh OT BeTxoro
K HoBomy 3aBery. IIaThb TayJlaHTOB, JaHHbIE IEPBOMY pady
U IPUHeCIINe OPYyTHe TSITh, OIPeAeSIOTCS KakK MITh YYBCTB Ue-
JIOBEKa, MOIIlb KOTOPBIX yABaMBaeTcs MpM ITyXOBHOM caMopac-
KpbITVK. JIyXOBHOE CaMOpPacKpbITHe, OOpalleHMe TISITU UYBCTB
K IyXOBHOMY — BaskHasl TeMa 151 oTioB LlepkBu. Tak, TenecHoe
3peHye OTBep3aeTcs IS 3pUMblX OTKPOBEHMIA B 006J1aCTH TyXOB-
HbBIX peanuii.

BocTouHOe XpUCTMAHCTBO, ¥ B OCOOEHHOCTY MOHAIIECTBO
CBSITOOTEUECKONM TpaguiMy, KOTOpOe OKa3aJdo 3HauuTelbHOe

nepuop, nocie 1914 rona, oH pacckas3bpiBaeT O BO3MOXHBIX MUpax U Cy-
IIecTBax, O TOM, Yero He MOXeT IIPOJeMOHCTPMpPOBaTb HaM HaykKa,
HO YTO VICKYCCTBO CTIIOCOOHO «BO-00PasuUTh».
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BJIMSIHME Ha PYCCKYIO KY/IbTYpPY, CBUIIETEIbCTBYET O MUCTUKAX,
CTSDKaBIIMX BUAEHMS TAaKOT'O POMa TeM, UTO OHM GYKBaJIbHO BOC-
MPUHSIIM 1IEeCTYI0 3arnoBeApb biakeHcTBa: «bjaskeHHbI UMCTbIe
cepauem, n6o onu bora y3psrt» [Md 5:8]. s otiioB Lepksu 310
BBICKa3bIBaHME OTHIO[b HEe 0O6pPa3HO, 9TO MPU3BIB K TyXOBHOMY
JleJlaHu1I0, TIOTOMY UTO BOor MOskeT SIBUThCSI B BUJie CBeTa TOMY,
ybe cepille YMCTO, a Aylia cMupeHHa. [Togo6Ho PIopeHCcKoMY,
KaHauHckuit coxpaHsieT HaydHbIl TTOAX0/ K BOIpocy 0 MeTadu-
3MYECKOM M300paskeHMM U TyXOBHOM OITbITe. ETO Tpymbl CBUE-
TeJIbCTBYIOT O Hamuuuu Metoaa. OH uccienyeT CBOU MpeMeThbl
B JIBa JTalla: CHavaja (UKCUPYET CayualiHbliii OTIBIT, KOTOPbIN
MO3BOJIMJI €My YBUAETh BO3MOXKHOCTM, O KOTOPBIX OH [axKke
He MMoJo3peBasl. 3aTeM OH ITPOBOAMUT OIIBITHYIO NPo8epKy, Ipey -
Ha3HAUeHHYIO [JiS TTOATBEpPsKAeHUST MTPeAIioiaraeMbIX BO3MOX-
HOCTe ¥ IJis1 OoIpejiesieHusl YCI0BUIL, KOTOpbie MO3BOJISIT UC-
MOJb30BaTh UX B XyN0XXeCTBEHHOM TBOPYECTBe.

VIMeHHO Tak OH MCC/IeAyeT pe30HAaHC 3JIeMeHTOB. B oTpo-
YyecTBe OH Iepexxmil OIbIT (CIy4aiHbIi) BOCIPUSITUS KPACOK,
BBIXOOSIINX U3 TIOOMKA, B KaueCTBe KMBBIX CyIlecTB. B «Cry-
neHsx» KaHAMHCKMII pacckasbiBaeT, KaK, HAKOIIMB [I€HET,
B BO3pacTe TPUHAILATUA WM YeTHIPHAAIATU JIET OH CMOT Ky-
MMUTh cebe AMMYEK C MACISHBIMU KpacKamyu. OTKpbIB TIOOUKU
U BUIS, KaK OTTyJda BBIXOAST KpacKu, OH UyBCTBYET, UTO OHU
SKMBBI, O apeHbl CBOVICTBAMM [IJISI «Ja/IbHEeJIeil caMOCTOSITe Tb-
HOM >XM3HMU» Ha MNOJOoTHe. MIX camocTosITesbHAas1 XU3Hb TauH-
CTBEHHA: OHM «CYIIECTBA... JXMBbIe caMy B cebe». DTO ObLIO
(byHmameHTaIbHOE OTKPBITHUE: BHYTPEHHSIS KM3Hb MOKET ObITb
JOCTYIHA >KMBOIIMCY MOTOMY, UTO CaM COCTAaBJISIOIIMIT €€ 3jie-
MEHT, KpacKy, HaJieJieH JUUYHBIM CYIeCTBOBAHMEM U BHYTpEH-
HUM Pe30HaHCOM: KpacKa TpebyeTcsl IJisi KapTUHBI HE TOJBKO
pagy KONMMPOBaHMSI BHEIIHEro oOJIMKa MPeaMeTOB, OHa ob6ja-
JaeT CBOei cOOCTBEHHOII KM3HbIO, CIIOCOGHO 00IAThCI C Ue-
JIOBEUECKOi AYIIOi HEe3aBUCUMO OT JIIOOOTO M300paskeHUs] —
U 3TO [OKa3bIBaeT OIyIleHUe «KUITyue IIaJ0BAUBBIX» KPAaCOK,
BBIXOSIIINX U3 TIOOMKOB.
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Hekoe 06CTOSITENILCTBO KM3HM CTAHOBUTCS COOGBITMEM, WT-
poit cyuasi! M OTKpbIBAeT HEM3BeNAHHYIO peajbHOCTh. B uact-
HocTy, KaHOAMHCKMIT y3HAeT 0 6BITUM KPAacOK, KOTOPOe CBSI3bIBA-
eT uX ¢ BbITMeM Mupa. ITO MOIVIO ObI OCTATbCSI MUMOJIETHBIM
BIIEUAT/IEHMEM U T103a0BITHCS, €C/M ObI BUIE, 32 TEM HE Moce-
JIIOBajX HOBbIE OIIBITHI, IMOATBEPXKIAIOII/E TEe3UC O CaMOCTOSI-
TEJbHOM KU3HM 3JIEMEHTOB MCKYCCTBA. ITU HAOIIOMEeHUS U3JI0-
SKEHBI B €T0 BeIMKUX TeOPeTUUYECKMX TEKCTAaX, B IEPBYIO OUepenb
B KHUrax «O JIlyxOBHOM B UCKYCCTBe» U «TouKa U JIMHUS Ha IJ10C-
KOCTU».

Teopetnueckuit Tpyn KaHOMHCKOro 06 MCKYCCTBE HMKAK
He SBJISIETCSI UMUCTO MHTEJUIEKTYyaabHOM KOHCTpykuuei. Co-
OpaHHbIe BMeCTe CBMUIETEIbCTBA O PAa3HbIX MOMEHTAX JIMUHOTO
OIBITA YAOCTOBEPSIIOT €T0 OCHOBHBIE OTKPBITUS. OH OMUCHIBAET
peasibHO TIPOYYBCTBOBAHHbIE MM HATIPSDKEHUSI MEXKIY /eMeH-
tamu. OH MoJiBepraeT CBOM OMBITHI BHYTPEHHEl OlleHKe, BbIpa-
60TaHHOI OGnaromapss 0COO0MY BHYTPEHHEMY COCTOSIHUIO —
mpe3geHHOMY (HenmuueckoMy) 8HUMAHUN0?, BETUKOI TPamuIun

! Cirydait urpaet OrpoMHYIO pOjib B TBOPYECKOM M (MI0COPCKOM YT
KaHOMHCKOTO, ¥ OH MPUHMMAET ero Kak «HUYTO, U3 KOTOPOrO MOXKET
POIMTBCS BCE», COTVIACHO BhIpaskeHMI0 Kbepkeropa, KOTOpbI paccMar-
puBaj Clyyail Kak «3Hak, [oJlaBaeMblii BEUHOCTbIO BpeMeHHOMY». Pa3-
Hble MOMEHTBI KM3HYU KaHAMHCKOTO TOBOPSIT O ero MHTepece K OCMbIC-
JIEHHOMY MOMEHTY 6bITus1 — Kaiipocy (Kaupdc) — Kak B CTMXaX, Tak
" TIpu GUKCALMM KU3HEHHBIX MOMEHTOB; K ITPMMepY Orfa OH 3aMeTWT
COOCTBEHHYIO KapTUHY, CTOSBINYI0 Ha GOKYy, M He y3Ha/l €€, YBUMEB
B Hell HeuYTO «HeomucyeMo rnpekpacHoe» [Kandinsky, 1974: 109]. 3To
MpUsITHE Caydasl AeflaeT XyLOKHMKA IMpeAlleCTBeHHUKOM [BVKEHUS
Iaja: meHb OCHOBaHMs mamausma B Lliopuxe B 1916 romy Xyro bamib
OTMeTWJI BbIPasKeHMeM IIpu3HaTeabHOCTy KaHagMHCKOMY.

2 TpesBeHHOe BHMMaHMe — 3TO BHMMaHME, OCHOBaHHOE Ha BO3[Ep-
SKaHHOCTH, TIOHMMaeMol OJJTHOBpeMEeHHO KakK TejecHasl YMCTOTa U Kak
OuMIlieHre TIOMBICJIIOB Paay TyXOBHOTO TpeoOpaxkeHms. Ilapamgurmy
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ucuxasma. VMeHHO Tak BUTA/IbHble HAIMPSIKEHUS TeIIoro
U XOJOJIH JIBMKeHMEM OT TEMHOTBI K CBETY) BALyT «KMU3Hb TeO-
puM Kpacok. Tak HaOGIIOmeHMsT HAJ TOYKOM, MCTOYHMKOM BCeX
dbopM, 3HAUUTETBHO O00OTaTATCS pasMbIIUIEHUSIMM 00 3pe
[TnaHka, a ocMbIC/IeHME (B €r0 MapMKCKMUX KOMITO3UIIMSIX) BO3-
HMKHOBEHMSI OMOJIOTMUYECKON JKM3HM —  HaAOGIIOOeHUSIMU
3a MUKPOOpPTaHU3MaMu®,

BTopoii npuMep nepexona OT CJyyasl K ONBITHOV MPOBEPKE
OTHOCUTCS K CMHTe3y MUcKyccTB. CHavana KaHauHCKumit repecka-
3bIBaeT CBOM CHHECTETUYECKUIl OMBIT, MepesKUThbIli BO Bpems
TpefcTaBieHs BarHepoBcKoro «JlosHurpuHa» [Kandinsky, 1974:
98]. My3bika 3acTaBujia €ro MbBICIEHHO YBUAETh «€T0 KPacKu»,
Kpacku «ero vaca» (3akata Hajg MOCKBOI). DTU KpacKu CTOSUIN
y HEro «Iiepef, rjia3aMu», B TO BPeMSI Kak «OelleHble, TIOYTU
0e3yMHbIE JIMHUM» PUCOBAIUCH Tepen HuM. OH yOeskmaeTcs,
YTO Ilepefiaya «ero yaca» OCyLiecTBMMa B My3bIKe, U [eaeT Bbl-
BOJI, UTO OHA TaKkKe MOXKeT ObITh BOCIIPOM3BeeHa U B SKUBOIIM-
cu. TIpousBeneHMe MCKyCCTBa CITIOCOOHO BCEM CYIIECTBOM ITO-
IPY3UTDb UeJIOBEKA B COCTOSIHME BUOpaUyy, M60 OHO CTAHOBUTCS
MeCTOM BCTPeuM C YeJoBeYeCcKoi AYIIOi, KaK TOTbKO HauMHaeT
TOBOPUTH MOCPEACTBOM CBOMX 37IEMEHTOB — B JAHHOM C/Iy4yae
3BYKOB — Ha SI3bIKe IYIIIN.

OrpITHAS MTpOBEpPKa HalaeT MOATBEPKIEHME B CO38YyUUU 3/1e-
MmeHmos. HanoMHuM, 4TO /151 KaHAMHCKOTO TPy LIBETA: XKEThIA,

Tpe3BeHMsI MOKHO OMPEeNeUTb KaK BHYTPEHHMI COBUT, IepeMeHy CO-
3HaHMSI, OTKPBIBAIOIIYIO [yIlle HOBble M3MepeHUs] ObITUSI BCJIEACTBMUE
BHYTPEHHEr0 OUMIIEHMs, OTKa3a OT WJUTIO30PHOI ku3Hu. Ilapagurma
Tpe3BeHMsT — OCHOBa J[yXOBHOTO B MCKYCCTBe, MO0 OHa eCTh yCJIOBUE
M060TO0 TYXOBHOTO OMbBITA. DTO JBVWKEHME, MPUBOMSAIIEE K OTKa3y
OT BTOPUYHBIX 3JIEMEHTOB ObITUS pagy BCTPeUM C CO-BoITreM.

5 B 6mbnmnoTeke KaHAMHCKOTO HAXOMMUTCS HEMAIO VILTIOCTPUMPOBAHHBIX
HayYHbBIX TPYIOB I10 3TMM TE€MaM, OUE€BUIHO, UTO OHU CITYSKUJIM UCTOU-
HMKOM €ro pa3sMbILIUIEeHNIT UJIN 3Ke UX MO TBePsKIaln.
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KpacCHbIN, CUHUII — U 3TO LIeHTPAJIbHbI/i MOMEHT B €r0 TEOPUN
KpacoK — COMKAIOTCSI C TEOMETPUUECKUMMM YITIaMM, COOTBET-
CTBEHHO C OCTPBIM, MPSIMbIM, TYIIBIM, YTO BBIBOOUT HEMOCpPe[-
CTBEHHO K TpeM OCHOBHBIM (Gurypam: TpeyroabHUKY, KpPYyTY,
KBapaTy'. TO CPOACTBO BAsKHO IS BCeit MbIcay KaHIMHCKOTO.
lIBeTOBas TpMaza ecTb CBOErO pofa CKphITasl MOAe/b yeioBeye-
CKOTO TepeXkuBaHus B chepe BHYTpeHHEro pe3oHaHca. Bo3meii-
ctBUe cosupaweli [Ipemynpoctu ans KaHAMHCKOTO, KaK U 71t
@IOPEeHCKOr0, pa3sBopauMBaeTCs Mo TPOUUHOMY 06pasiyy. Heco-
MHEHHO, TI0 3TOi puurHe KaHAMHCKUIT yTBepXKAaeT, UTo, CO-
IJIaCHO MPUHLIUITY COOTBETCTBUS 37IEMEHTOB, CYIlleCTBYeT IPUH-
LIMIT TIepeHoca, IMO3BOSIMNIA TI060My (EeHOMEHY BHEIIHEro
WM BHYTPEHHEro MMpa HailiTu CBOe BbIpakeHue B JIMHUU. Vc-
KyCCTBO, TaKMM 06pa3oM, oOpeTaeT CTaTyC MHCTPYMEHTA IT0O3Ha-
HMSI, KOTOPBI I[ETMKOM peajin3yeTcs] B OPraHUu4ecKoi 1en0CT-
HOCTU CUHTe3a UCKYCCTB. VI He ciaydairiHO KaHAmMHCKMIA, Kak
1 ONOpeHCKUI, BUOUT MOAENb CUHTE3a UCKYCCTB B XPUCTUAH-
CKOW TUTYPTUM, U B TIEPBYIO OUEpeb B €€ BU3AHTUICKO-CIaBsSIH-
CKOM BapMaHre.

Haxonka KauauHcKkoro peBosioiiMonHa?. OHa JIEKUT B OC-

1 DTa TpoiicTBEeHHAs] CTPYKTypa 3aK/IouaeT B ce0e BCe UYBCTBEHHBIE
37eMeHThl. B cBouX nexkuusx B bayxayce KaHAMHCKMIA faeT auarpaMmy
OTHOIIEHUI MexXny ¢opmaMy, KpackamMy, 4YyBCTBaMM U T. [M.»
[Kandinsky, 1975: 381]. B 3Toit HOBOJILHO CXeMaTUYHOI guUarpaMme
MYy3bIKaJbHbIe TPUAIbl — 9TO « CUIBHBIN CPEIHUI CIAOBIN» U «pe3Kuii
CITOKOJHBII TIy60KMiT» yAaeJIeHO MHOTO BHUMMaHMsS B KHure «O JIyXoB-
HOM B MICKYCCTBE», TaK)K€ OHM ObUTM MPEeIMETOM OKMBJIEHHOTO 06CYK-
JleHUs C My3bIKaHTaMM U3 OKpy>keHUs1 Kanguuckoro. iMeHHO Ha Tpua-
JlaX OCHOBAHbI MOMBITKM OCYLIECTBJIEHMS CMHTE3a VICKYCCTB B ajibooMe
«3BYKU» WIN B TeaTPaJTbHbIX IOCTAHOBKAX, MPeAIIPMHUMABIINXCS B Te-
YeHMe BCell TBOPUYECKOV JKU3HU XYH,0)KHMKA.

2B paMKax 3TOJ CTaThy HEBO3MOYKHO ITOKAa3aTh BCe GOTaTCTBO OTKPHI-
Tnit Kaggmackoro. it MOHMMaHMS MX 3HAYMMOCTM B O6/IacTy B3au-
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HOBE KOHIIETIIMM CMHTEe3a UCKYCCTB U co3maeT 6a3y st popmy-
JVUPOBKM TIOHATUSI MeTapU3NIECKOTO MCKYCCTBA, MOTOMY UTO
npepJjaraemMasi UM mpoticmeeHHasl CTPYKTypa 371eMeHTOB elaeT
ero pasBuUTMeM TPOUYHOI IIpeMyapocTM, KOTOPOM, COITIaCHO
PYCCKOJi MMCTMUUYECKOI TpaguliMK, OIpeNeNseTcs CTPYKTypa
Teopenus®. BoT moueMy co3faHyue IpOU3BeNeHUsT — ITOUCTUHE
aHaJIoT COTBOPEHUSI MUPA.

TpeTuii npuMep OTHOCUTCS K Ka4yeCTBEHHOMY CABUTY (MU
CMeEIEHMIO), TO €CTb K Iepexony OT KOJIMYECTBEHHON OLIeHKU
pPeabHOCTH K KaYeCTBEHHOI, OT OTHOCUTEIbHOTO K aGCOMIOTHO-
MYy, UTO Oy#eT MOIJMHHONM IMepeMeHOl CO3HaHUS (MeTaHO¥is)
XynoxkHMKa. OH MepexXuBaeT UCKIIUNTENbHBIN ONBIT BO BpeMs
CBOEIl Hay4HO# I1oe3gku B Bosoromckywo rybepHmio. Bxops
B KPECThSTHCKME M30bI, OH UCITBITHIBAET OCOObIE MEePesKMBAHMS.
EMy KaxkeTCsl, UTO OH OKa3bIBaeTCsl BHYTPU KapTUHBI. Y30pHas
pPOCIIUCh Ha OBITOBBIX MpeIMeTaX Kak Obl CTUPAET UX MaTepu-
aqbHOCTb U YCTPaHSeT NMPUKIALHON XapakTep, Co34aBas YMCTO
SKMBOITMCHYIO BCeJIeHHYI0. JIyboUuHbIe KapTUHKM, IIOKPhIBAOIIME
CTeHbI, HATIOMMHAIOT €My O CKa3kaxX M ObUIMHAX ero AEeTCTBa,
I71a3 BJIeUeTCs K KpaCHOMY (TO eCTh KpacuMBOMY) yriay. Bce 3To
CJIOBHO TIOATBEPXKIAeT 6aroroBeHue Imepen OOKeCTBEHHBIM
MPUCYTCTBMEM — OTHEM JIAMIIa[Ibl, TOPSIIEi mepesn o6pa3aMu.
JKuBomnucHoe MpOCTPaHCTBO CTAHOBUTCS ONYLIEBJIEHHbIM, Ha-

MOJECTBMUSI MCKYCCTB OTChbUTaeM K Hamemy uspanuio [Kandinsky,
1991: 89, 90] (B ocoberHoCTH MpuM. 18 1 19).

5 Ina OIOpeHCKOro YMCIO TPM XapakrepusyeT BokecTBeHHBI abco-
JIIOT, OHO TIPUCYIIle TBOPEHUIO KaK (MyHIAMeHTaIbHas JKM3HEHHAs Ka-
Teropusi, camasi obuiasi xapakTepucTuka ObITUSI. TpueIMHCTBO UIIO-
craceit Hemenumo. OHM <«M3BEYHO [eNalOT Apyr apyra». Tpouna
He CJleficCTBMe Halleit KoHuenuuu bora, 3To comepkaHue caMOro OIIbI-
Ta BoskecTBEHHOrO, OTKPBIBLIETOCS pa3yMy B BbICIIEll peasbHOCTMU.
OHa pmaHa Kak 3/MeMeHT, KaK M3BeYHOe SIBJieHue, CTPYKTypupyloliee
peanbHOCTb [PrnopeHckuit, 1990: 51].
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TIPaBJIEHHBIM B CTOPOHY «60KECTBEHHOT0». DTO OCHOBOIIO/IAra-
fomuit onbiT. CamMa apXUTEKTypa KPEeCThbSTHCKUX 130, KOTOpbIe
OH HasbIBaeT «Bonmie6HbiMMu»! [Kandinsky, 1974: 108], yrpaun-
BaeT MaTepuaabHOCTb, PACTBOPSIETCS B KMBOIMCHON POCIUCH,
KOTOpasi ero OKpY>Kujia ¥ B KOTOPOit OH TOHET, 6y1arogapst KOTo-
poJi ero Iyiia pacKpbiBaeTcs Ijis1 HOBOro mepexoga — B Llap-
cTBUe Boxkue. DTOT ITyTh BEHET K CBETY uepe3 ynopsiaouyeHue,
yepapxusaluio Belleii M caMol XXM3HU. MaTepuaabHbIii MUP
CJIOBHO CIBUTAeTCSI B CTOPOHY M PacKpbIBaeT IyTh K aOCOJIOT-
HOMY, ¥ 3TOT CIBUT OCYILIECTBJISIETCSI 6y1aroapsi MUpy SKUBOIIU-
CU ¥ BHYTpU Hero. Bepudukanus y KaHAMHCKOTO OCYIIeCTBIIsI-
eTcs yepe3 TBOPUYECKMII MPOLlecC, HAXOASIIMIA TTOIHOTY CBOEro
BeIpakeHus B Komnosuuyn. B pacckasze o poxmeHun «Komiio-
sunuun VI», co3ganHoii B 1913 rogy [Tam xe: 134—138], Takoii
CABUT COBpellleHHO oueBuieH. Tema KapTuHbl — noron. CHava-
Jla OH Hamucaa KapTUHY Ha CcTekie’, He oYeHb 3HAUUTETbHYIO,
rIe co3aa Kakue-To (GONbKIOPHbIE MM BhIMbIIIJIEHHbIE 00pa-
3bl, B IiyXe CBoeit cepun «Bagatelles» (6e3menuiibl), HO OGHOBpPE-
MEHHO B Heli ObUIM U Cepbe3HbIe JIEMEHTBI: JIIOAM U JKUBOTHbIE,
roAxBaueHHbIe BOJOBOPOTOM. Ilo3ske, He YHAOBIETBOPUBIINCH
COenaHHbIM, OH MUIIET KapTUHY MacJiOM Ha XOJICTe, TJle CIOKeT
uUcyesaeT, YCTYIUB MECTO CBOEeil «BHYTPEHHEN CYIIHOCTU». Bu-
nenue Tloroma mpeBpallaeTcss B BOPOHKOOGPA3HOE NBUKEHUE,
BTSTMBAIOIlee B CeOSl 3pUTeIsl HABCTPeuy IyTaliei MycToTe
6Ge3nHbI’.

Ho XymoXHMK TMO-TIpeXXKHeMY He YIOBJeTBOpPeH, U TOorna
B ero yMe 3apoxknaeTtcs ¢uHaIbHasT KoMno3uius. B «Kommosu-
uyuu VI» Mbl MOXeM BUAETb pasryl KOCMUYECKUX CTUXUIA C ak-

!B pycckom TekcTe KaHOMHCKMIT UCIIONb3YeT CJIOBO «HEOOBIKHOBEH-
Hble». Bo dp. mepeBome — «maisons magiques» (Bose6HbIe MY Maru-
yeckue usbbl). ([Ipum. nepes.)

2 «Ilotom», 1911 (paboTa yHUUTOKEHA).

5 UmnipoBusanys «Ilorom», 1913.
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IIeHTaMM Ha 3usioieil 6e3mHe, 3aMeTHOI B TpeX MM YeThbIpex
MecTax I10 KpasiM KapTUHBI, HO TakK)ke — U B OCOOEHHOCTU —
B CaMOM eé€ IeHTpe. JTOo Iyraloiias 6e3qHa, HeM3MepyMo OIac-
Hasg rmy6ouHa. Hamg 6esmHoit U Hag 3MeeM, deit o6pas coxpaHeH
B KOMITO3ULIMHU, XYOOKHUK pacrioyjiaraeT MpOCTPAaHCTBO OOsKe-
CTBEHHOM 3allUThl, HEKOE ITapeHue, CUSIIoIee U MOKOHOe (OH
CpaBHMBAET 3TO C PYCCKOI MMapoBoit 6aHeil), rae JUIIbL HaMeUe-
Ha (popMa KoBUera, BOIUIOIIEHME 3alIUThI. I TYT CABUT B CO3HA-
HMUM TIpeBpalIaeTcsl U3 CIYYaifHOTO MPOMCIIECTBUSI B COOBITHE,
U3 TIOBCETHEBHOTO OIbITA POXIAeTCS OCMBIC/IeHMe, a Bpems
CTaHOBUTCS BEUHOCTBIO.

KouctpykTuBHble nuHun B «Komnosuuyum VI» co3maroT KOH-
LIeHTpMUUecKoe NBMKeHMe, KOTOPOe OCTaHaB/IMBAETCS B TOUKE,
OTMEUEeHHO} MOJIHMEN B IPaBOi BepXHeil 4acTu Haf T'OJI0BOM
3Mes-IpakoHa. DTO TOYKa 3aBepiieHUs eHTPOCTPEMUTETbHON
IVHAMMKU TIOJIOTHA, UMEHHO B 3TOM MecCTe JIIOAU U KUBOTHBIE,
ruouyuue B Ilotorme, 6yayT IOIIOIIEHbI O6e3MHOM — Kak JieB
M KaK 4yeoBeK, 3aMbIKalollue ABIDKeHMe. [IMHaMKU3M CMSTYEH
B «/MmpoBu3amum» ¥, HAIPOTUB, MOMAUYEPKHYT B CTEKISTHHOI
KapTuHe — «BreuaTneHun», HO B 0COGEHHOCTY — B «KOMITO31-
uuu». OTTyma, pa3BOpPaunBasiCh K LI€HTPY, KOBUer IMpaBegHMKa
CMOXeT OOCTUYb BO’KeCTBEHHOTrO IMOKOS. DTO MeCTO OCYIeCTB-
JIeHUSI TIOCJIEIHETO 3CXATOJIOTMYECKOTO CIBUTra, MECTO obpeTe-
HMSI CMBIC/IA: BBIOOD YelIOBeKa MEXKIY T'OJOBOKPYKUTETbHBIM
MajleHueM M CIriaceHueM, MeXmy Oe3THOI M Bepoil, HUTUIU3-
MOM M BHYTPEHHMM 3aKOHOM. «BrieuaT/iieHue» MpelCcTaBisier
3peNuie TATOCTHBIX MaTepPUAIbHbIX OOAMYMI, CITydaiftHOCTEl,
okpyxatomux CobpiTre. «<MIMIpoBU3aLnus» MPeNCTaBISIET BHYT-
PeHHMI KM3HEHHbI OIbIT, BBIBOASILMIA 3pUTENS 3a Mpefdesbl
camMoro ce6st. «KOMMIO3UIIMSI» — BBI3OB, SKEJIAHME BBISIBUTD
CMBICJI, HAXOOSIIMIICS TI0 Ty CTOPOHY BUAMMOTrO. IMEHHO OHa,
COGCTBEHHO, M CTAaHOBUTCS MeTa(pU3UUECKUM U306paskeHueM,
3HAUMMOCTbh KOTOPOTO CTPOMTCSI HA OIBITE CABUTA: Tepexon,
OT BHEIIIHUX 06Pa30B K BHICIIEMY CMBICITY.

HakoHell, CTOUT BCIOMHUTb O CaMOM BaXXHOM OTKPBITUU
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Kauguuckoro. OHO BBI3BAHO €r0 CUHECTETUYECKMM OITBITOM,
0 KOTOPOM MbI y3Ke YIIOMMHAIU U KOTOPbIii eCTh K/TI0YU K CUHTe-
3y MCKYCCTB. DTO OMBIT dywesHoli subpayuu. KauguHckuit yoe-
IUJICS Ha CBOEM OIIbITe XYOOKHMKA M My3bIKaHTa, UTO AyIla
CIIocoOHAa K BOCIIPUSITUIO HEKOTOPBIX PE30HAHCOB, 3aCTaBJISIO-
mux e€ BMOPMpOBaTh. DTa BUOpAIMSI JAaeT YBEPEHHOCTb, YTO
ITOCPEICTBOM IIPUPOABI WJIM VICKYCCTBA JOCTUTHYTA OIMpeneneH-
Has 1IeJib, 2 MMEHHO BCTYIUIEHME B OUAJIOT C YeJI0BeYecKoii ay-
110¥i. Pe30HaHChI, O KOTOPBIX UAET peub, CyTh TAPMOHMM, BbI-
IIeiIe U3 onpeaeleHHbIX 6a30BbIX CEHCOPHBIX TOHATBHOCTEIA.
OTU TOHAJLHOCTHU, BU3YaJIbHbIE, CIYXOBbIE UJIV MHBIE, MOTYT MC-
XOAUTb U3 TPUPOIbI WM POXKIATHCS B XOIe TBOPUECKON [esi-
TETBbHOCTY (B IIMPOKOM CMBIC/TIE CJIOBA), UbM «Leau (a MTOTOMY
M CPelCTBa) OOMHAKOBO BEJIMKM, a 3HAUNUT, M OOMHAKOBO CUJIb-
Hbl» [Kandinsky, 1974: 92].

DTU pe30HAHCHI JIEMEHTOB IIPUPOABI M UCKYCCTBA — MaTe-
pUS «SI3bIKA TYINN», IPUHLIMIT J€CTBUSI KOTOPOTO — MHTYULIMSI,
a OKOHYATeNIbHOE COCTOSIHME — CTSDKaHMe «YMHOTO Ceppliar.
bnarogmapst 3TMM pe3OHaHCaM IPOVCXOOUT WMCKIIOUMTETbHAS
BCTpeYa C KMBBIMU CYIIECTBAMMU U C MUPOM. 3a BUAMMBIM I10-
KPOBOM IPUPOMBI U IMOBCETHEBHO SKM3HM CKBO3UT MU3HAYAIIb-
Hasg U OJarockiaoHHas IIpeMympocTb, oOycTpauBarolias MMUp,
KOTOpasi MOXeT ObITh BbIpaskeHa C TMOMOIIbI0 XyIOKECTEeHHOI
KOMITO3MIIMM B 00XOf BCSIKOM (DUrypaTMBHOCTU. B MckyccrBe
BHYTPEHHSISI CTPYKTYpa 9TOM PeaJibHOCTM BBIPAKAETCS C ITOMO-
IIbI0 3JIEMEHTOB: Kpacok, GopM, 3BYKOB U T. [I., OBUKUMBIX
BHYTPEHHMMM HAIPSDKEHUSIMY U )KM3HEHHBIM TMHAMMU3MOM.

Ciry4yaifHbIii OMBIT AYIIEBHOM BUOPALIM OH MCITBITAI, TIISIAS
Ha 3aKaT cojHIa HaJ MOCKBOI1:

CorHIle TUIaBUT BCIO MOCKBY B OZ[VH KYCOK, 3ByYallliit KaK Ty6a, CUJIb-
HOJI pyKOJi IOTpsIcaloImii BClo nyury. HeT, He 3TO KpacHOe eIMHCTBO —
JIYYIINIA MOCKOBCKMIT Yyac. OH TOJBKO MMOCTAEIHWUI aKKOPA, CMMQpOHUMY,
pa3BMBaLIel B KaXJOM TOHE BBICUIYIO XM3Hb, 3aCTABJSIONIEN 3BY-
yaTh BCl0 MockBy nomo6Ho fortissimo orpomHoro opkectpa. Po3oBbie,
JIMIIOBbIE, Gesble, CUHME, TOMy6ble, GUCTAIIKOBbIE, TNIAMEHHOKPACHbBIE
IloMa, LIepKBY — BCSIKAs M3 HUX KaK OTHe/lIbHAs [eCHb, — OelIeH0-3e-
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JIeHas TpaBa, HU3KO TYASIINe AePeBbsl, UM Ha ThICSIUY JIAZ 0B ITOIOIINIA
cHer, uin allegretto rospIX BETOK U Cy4beB, KpaCHOE, SKECTKOe, Hero-
KoJe6MMoe, MOTYaIMBOE KOJIBI[O KPEMIIEBCKOI CTEHBI, a HaJl HEIO, BCE
npeBbllas o601, MOAOOHAs TOPXKECTBYIOIEMY KPUKY 3a0bIBILETO
Becb MUD aIVTyiisi, Genasi, IJIMHHAsA, CTPOMIHO-Ccepbe3Has uepTta MBa-
Ha Benukoro. U Ha ero AJIMHHOI, B BEUHOI TOCKE MO HeGy HAIPSKeH-
HOJ1, BBITSIHYTO} Illee — 30JI0Tas IVIaBa KyIOJa, SIBJSIOWAst co6olo,
cpeny IPYrUx 30/I0ThIX, CepeOPSIHBIX, TIECTPBIX 3B€3]] 0OCTYIMBILMX ee
Kynosios, ConHie MockBel. Hanmcatb 9TOT Yac Ka3ajoCchb MHe B IOHO-
CTY CaMbIM HEBO3MOXXHBIM M CaMbIM BBICOKMM CYaCTbeM XyIOXKHMKA
[Tam xe: 91, 92].

OmnbIT BepubMKaMM — 3TO criocob mepenaun (TpaHcdepa)
oueBUAHOTO'. KaHAMHCKIIT TEMOHCTPUPYET ITOT OIBIT B CBOEM
€IVHCTBEeHHOM [OLIeAillIeM 10 HaC JAeliCTBUTEIbHO «CUHTeTHYe-
CKOM» Tpou3BeleHUM — anbbome «3ByKM» (Résonances /
Klange) 1913 ropa [Sers, 2015]. Takast mepefavya TOXIEeCTBEHHA

! Mbl ompemensieM IIPOLECC Ie€pefauyy OYEBUIHOIO CIEAYIOIMM 06-
pasoMm: «CioKHas, MapafgoKcaabHAs M HEYJIOBMMasl peasbHOCTh —
TTOCKOJIbKY OHA BOCXOJUT K SKMBOMY OTIBITY — MOXKET CHEeNaTbCsl Oue-
BUJHOM C IIOMOIIBI0 IpUemMa nepenauu (WM mnepeHoca). JTa mepepa-
Yya IPOUCXOAUT TIOCPENCTBOM DENpe3eHTally, TO eCTh PealbHOCTb
SIBJIEHUSI, O KOTOPOM MJeT peub, MpM3BaHa PaCKPbIThCS, IPeACTaTh
3aHOBO B JIMYHOM OITbITE, HO B KaKOi-TO MHOI (opme, UTO Mpearno-
jaraeT cBefieHue eé K camoit cytu. CBeleHMe CIOXKHOM peasbHOCTH
K TIPOCTBIM COCTABJSIONIMM 3JIEMEHTaM M HOBO€ DPa3BEPThIBAHME
B HEMOCPEACTBEHHO [OCTYITHOI ¢opme, Graromaps OCBOOGOKAEHUIO
OT 3MOIIMOHAIbHBIX MYTAaHUIIBI, — 3TO OCHOBA ITpollecca Bepuduka-
LMK, TIPOBEPKM Ha MCTUHHOCTh TIpK Tepemauye oueBuMmHOro. Cam
TIPUHIIATT KOMITO3UIIMYM TIPUBOAUT K CUCTEME Tepefauy OYEBUIHOTO.
KoMmosuiims Kak yIopsgoueHue BeNET K BbIIBIEHMIO CMBICTA.
C 3TOro MOMEHTa POIOUTCS uies Iepexofa OT KOMITO3UIUU, UMUTHU-
pyioleit BUIAMMYIO peaqbHOCTh, K TaKO# cucTeMe, KOTOpasi MOIJIa Obl
(YHKIIMOHMPOBATh CXOAHBIM C HEl 00pa3oMm. JIeiiCTBUTENbHO, 61aro-
Japsi 9TOMY CMEIEHWIO TIOSIBJISIETCS BO3MOXKHOCTb COCPEIOTOUMUTHCS
Ha caMOM IaBHOM» [Sers, 2012: 163].
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VIOPSIIOYEHMIO BUIEHMS, CTaBIIEMY BO3MOXKHBIM Ojaromapst
IYXOBHOMY VITOIOOJEHMI0. DTO WMTOT ITYXOBHOTO PaCKPbITUS
cMmbicia. KoHKpeTHO, Kak U B caydyae pa6oThl Hag «KoMmosuim-
et VI», B3SO XyOOKHMKA CHava/la OCTaHAB/IMBAETCS Ha peasb-
HBIX 3JIEMEHTAX M COOBITUSAX JKU3HM, MBITASCh BOMTU C HUMU
B AYXOBHBIN pe30HaHC. Torga OHM CTAHOBSTCS MpeaMETOM Ha-
cTosimiero mpeobpaskkenusi. Mbl HaGmOmaeM 9TO KakK B CTUXaX,
TaK ¥ B SKMBOINCH, IIOTOMY UTO B 3TOM aib6OMe COTIOCTaBJISIOT-
€S CTUMXOTBOpeHMs KaHIMHCKOro M ero rpaBIOpbl Ha AepeBe.
I'paBIOpBI He SBSIOTCS WUIIOCTPAUUSIMU. B HMX MbI BCTpeuaeM
BCe IVIaBHbIe Te€Mbl €T0 >KMBOIMMCH, TMOCBSIIeHHbIE pa3MblIlie-
HUIO O CyabOe uesoBevecTBa: IT0TOM 1 MCTOPMS M30PaHHOIO Ha-
poma, obpeTeHue CBATOCTM B KpelleHuu, rageHue 3eMHOIO
I'paga u 3amemnenne ero HebecHsiM Mepycannmom, OTKpOBeHME
o CnaceHun BMeCTe C LIeHTPaJIbHON U Besmecylieit Temoi Boc-
KpeceHUs] MepTBbIX. ['paBiopbl KaHAMHCKOTO B yIIPOLIEHHOM BU-
Il BOCIIPOM3BOIST TEMBI €r0 IJIABHbIX KAaPTUH'.
PacnionoskeHHble PSAOM C TpaBlOpaMy, CTUXM XYAOKHUKA
TOBOPSIT MOMEHTAX ITOBCEIHEBHON KM3HM, CHAX WIM K€ SIBJISI-
I0TCSI KPaTKMMM MCTOPUSIMM, IIPUTYAMM, HAIIOMMUHAIOIIMMMU
HemnpepbIBHOE pa3MblliieHye. IIyTeBOogHOM HUTBIO 3/1eCh GymeT
pacKkpbIiTHe CMbICIA Yepe3 BHYTPEHHMII OIbIT, yIpaKHeHUE
B COCPEIOTOYEHNMM BHUMAHMS? M Pa3IMUYeHny 3HAMEHMA, BeIy-
X K PMHAIBPHOMY OTKpOBeHMI0. CTUXM BBIPACTAIOT M3 HAPOL-
HBIX CKa30K MM 31eMeHTOB Muda. CoueTaHye CTUMXOB U IPaBIOp
Ha JepeBe OTBeuaeT MoTpe6HocTH KaHaAMHCKOro 10 KOHIIA IPo-
SKUTH B CTUXAX HEMPOSBIeHHbIE I CMYTHbIE MEUTHI 1 CHbI Uesio-
BEUeCKOJ KU3HU U MMPUIATU K OCMBICJIEHUIO BCETO 3TOTO B 1306-
paskeHMM, UCTIONb3YS ero B KaueCcTBe MHCTPYMeHTa pasjindyeHusl.
Bepudukaiius, KoTopyio ocyurectsisier KaHIMHCKMIA, OCHO-

YnraTenp Haiimer HariggHOe OOBSICHEHNE B YIIOMSHYTOM BbIIIIE TEK-
CTe, CONPOBOXKAAIIEM hakcummIIe.
2 Cm. mpum. 21.
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BaHa Ha Iepegaue OYeBUAHOTO: XKM3HEHHbII OIMBIT, BOSHUKIINIA
U3 CTeUEeHMsT 06CTOSTENbCTB, KAXKETCSI MY CJIUITKOM HEBHSITHBIM
M CMYTHBIM [IJIS TIOHMMaHUS €ro UCTMHHOro cmbicyia. Ho 3To
STOT CMBICI MOXET IIPOSIBUTHCS TIPU UCIIO/Ib30BaHMM IEPEHOCA,
OCYIIECTBJIEHHOIO 4Yepe3 KOMIIO3ULIMIO. DTO IIepeHOC OXHOM
KOHKPEeTUKU B IPYIYIO, Ilepefaya OLHOrO MaTepUaJbHOTO OTbITA
C IOMOIIIBIO APYTOTO, — @HAJIOTMYHOTO, TOXIEeCTBeHHOro. OnHa-
KO Xy0’KeCTBEHHAsl KOMITO3ULIVSI pACKPbIBAET JOCTYII K CMBICTY,
MOTOMY YTO OHa ynopsifounBaeT. OHa eCcTh Mepefaua yepes pe-
Tpe3eHTaINio, TO eCTh peaibHOCTh IIepBOro peHOMeHa MIpU3Ba-
Ha PacKpbIThCS, SIBUTH CeOSI 3aHOBO B UYBCTBEHHOM OIIBITE,
HO B MHO¥ opMme. Korma 3akaT conHIia Hag MOCKBOJ CTAHOBUT-
CsI XyA0XKeCTBEHHOM KOMITO3UIMe, 3TO MpeaIioaaraeT, yTo dje-
MEHTbI, COCTABJISIBILIME 3TO 3pejuiie, CBeleHbl K CBOMM OCHOB-
HBIM pe30HaHCaM, HaXOASIIMM CBOE MECTO B KOMMIO3ULIMU. ITO
KOpeHb abCTpaKIMu, KOTOpast eCTh MPU3bIB KO BHYTPEHHEMY IIe-
peocmbicienuio. JKuBomucHas aGCTpakiys He ecTh abstractio
ab, Ho abstractio ad. Bor mouemy Kanguuckuii, Iycoypr u Koskes
MIPeAIIOUNTAIM TEPMUH «KOHKPETHOE MCKYCCTBO». AGCTpak-
LM — 3TO He OTKa3 OT PeajbHOr0, HO PaCKPbITHE HAaBCTpeuy BbI-
TUIO, TO PACKPbITHE, K KOTOPOMY IIPU3BaHO MCKYCCTBO, HGepyliee
Ha ce6s 3amauM MeTadusuku. CBeeHMe CI0KHOM KM3HEHHOI
peaJibHOCTU K ee IIPOCThIM 3/IeMeHTaM M HOBOe pa3BepThiBaHMeE
UX B HEINOCPeICTBEHHO OOCTYIHON (opme, 0CBOOOXIEHHOI
OT SMOLIMOHAJIbHBIX TIOMEX, — BOT OCHOBA ITpollecca Bepuduka-
LMK, YCTAHOBJIEHUSI MUCTUHBI, PACKPBITUSI HABCTpeuy buiTHio
B XyJOXeCTBEHHOV KoMmo3uiiuu. PaszmbinuieHne KaHAMHCKOTO
o CTpaiHoM cyfie — aydiiuii ToMmy pumMep. IMeHHO 3Ta TeMa
BBI3BIBAET IIOJHOTY AYIIE€BHOI BUGpaLIUN.

ImaBHOe BuAéHue KaHAMHCKOTO — 3TO OTKPOBEHME KOHIIA
BpeMeH, TO, Ha 4éM mpeIll. Mcaak CUpUH COBETOBAI COCPENOTO-
YUTHCS MOC/Ie co3epiaHust npuponabl. s KaHAMHCKOTO 3akar
Hag MocCKBOJi — mOMCTHHEe MeTadu3nuueckuii o6pas, OTKphIBa-
IOIIMIA  Tiepexof, OT co3epuaHus TBopeHuit IIpemyapoctu
K IIPOPOYECKOMY MJIM alOKJIUTITUUECKOMY BUIAEHUIO. DTO IO -
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TBEPXKOAET ero TeOpU0 BIOXHOBEHNS, BEIPAKEHHYIO TIOHITUEM
«BHYTpeHHeli Heo6XoauMocTu». KpUTHUKa Mpopodeckoro BIOX-
HOBeHMd (0T CriHO3BI 00 Dpeiifa) COCpeloTOUHA Ha ulee, UYTo
TIPOPOK SIBJISIETCS SKEPTBOI 3a6/MyKAEHMs, Ta/UTIOUMHAILINY, Y-
TaemMoi ero cy6beKTMBHBIM BooGpaxkeHumem. Ha camom peine
COH WM BUAEHME MPOPOKA PaAUKaAIbHO OTIMYAETCS OT rajljIio-
LIMHALMK KaK pa3 CBOe 8HympeHHell nociedosamenbHOCMbH.

HetctBo KaHOMHCKOrO 6bI0 OTMEUYEHO CHOM, KOTOPBIl OH
TIOMHMJI BCIO >KM3Hb. OH BCIIOMMHAET:

Yro Takoe coH? Hy 1Mo3uTHBHAS, HM OKKY/IbTHASI HAYKM He JA0T SICHO-
rO OTBeTa Ha 3TOT BoIpoc. UTo KacaeTcsl MeHs, TO 5 3HAK, YUMo COH MO-
JHem npoaumsb ceéem Ha 8Cro NOCNedYIOUYI0 HU3Hb U 8ciedcmaue 31mozo —
unu 6nazodaps amomy — obnadaem onpedenswouwjeli #usHes cuiol. <...>
B 4—5 yteT s Bumea COH, KOTOPBIN IMOKa3ajl MHe Hebeca M KOTOPbIif
M TIOHBIHE KaK eIVHCTBEHHOEe BOCIIOMMHAHME YBJIEeKaeT MeHs
¢ HeocmabeBaroleit cuaoii. MHe KaskeTcsl, YTO 3TOT COH CO BpeMEeHEeHM
[l MHE CIIOCOGHOCTh OT/IMYATh BEIeCTBEHHOE OT JYXOBHOTO, IIOUYB-
CTBOBaTh pasauuue (= CaMOCTOSITENbHOCTb CYIECTBOBAHUS 06OMX
3JIeMEeHTOB), IIePeXMBATh ITOCPEACTBOM VHTYUIMA, ¥, HAKOHEI], OIly-
TUTh OyX KaK SAPO BHYTPY OTUACTHM UYKAOI €My, OTYaCTM UM OIIpee-
JIIEMOIA, OTYaCTM MM OrPAHMUYEHHOI BeIeCTBeHHO 000J0uKM!.
[Kandinsky, 1980:166] [Hahl-Fontaine, 1993: 24, 25].

KaugyHCKuUiT OMSITh UM OMAThH OyIeT BO3BpalllaeTcsl K TeMe
cHOB 1 6pefa®. OH CUMTAET, UYTO B XYJOKHMKE HEPA3PBIBHO CBSI-
3aHBbI IBa 3JIeMEHTAa, MePBbIif — 3TO «BHYTPEHHMIA, TO €CTh Ue-
aJIbHbI MU, CHOBUIEHME XYIOKHMKA U MPU3bIB CHOBUIEHMS,
KOTOpO€ CTPEeMUTCSI CTaTh BEMeCTBEHHON peabHOCThIO»,
" BTOpOi — «dopma, Tpebyemasl [JisT OTBETa Ha 3TOT MPU3BIB,
MMEHHO Ha Hero, ¥ VHCTPYMEHTBI [Jis1 BOIUIOLIEHUS: JIMHUU
¥ KpacKM I10 IMYHOMY BIIOXHOBEHMIO». VI OH MuIIIeT:

! KypcuB Haii.

2 MblI y3ke TIPUBOIMIN Pacckas O TU(O3HOM BUIEHMUM, BIOXHOBMBIIEM
XYOOKHMKA Ha CO3HaHye cepuy KapTuH, MPUBEOIINX €ro K altoKaJuI-
TU4ecKkoii penpesenTtauny «Kommnosuuuu I[I» B 1910 rony.
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V3Kke IeTCKue TOAbl MHe GbUTM 3HAKOMbI MyYMTETbHO-PaJOCTHBIE YaChl
BHYTPEHHEro HampspKeHMs!, Yachl BHYTPEHHUX COTPSICEHUI, HEsICHOTO
CTpeMJIeHNs], TPe6YIOIIero MOBeIUTENbHO Yero-To elile HeolpeieneH-
HOTO, JHEM CKMMAIOLIEro Cepilie M IeNalollero AbIXxaHyue IOBepX-
HOCTHBIM, HATIOJHSIIOIETO YLy 6eCITOKOMCTBOM, 8 HOUbIO BBOASILETO
B MUp (GaHTACTMUECKUX CHOB, TOJHBIX Y Y)Kaca, U cyacThbsi. Kak MHO-
r'Vie IeTU ¥ IOHOILY, I TIBITAJICS MUCATh CTUXY, KOTOPbIE IIOTOM ITOPBaJ.
TTOMHI0, UTO PMCOBaHME M HECKOJIBKO IT033Ke JKMBOIMCH BbIPbIBAIN Me-
HSl U3 YCJIOBMIA 1€/ ICTBUTENbHOCTH, T. €. CTABWIM MEHsI BHe BpeMeHM
M TIPOCTPAHCTBA M TPUBOOMIM K caMo3abBeHmio» [Kandinsky, 1974:
99, 100]

Ero cBupeTenbCTBO TOBOPUT O CUJie BO3AEICTBUS CHA WU
IIPOPOYECKOTO BUIOEHUS — MUCTUUYECKOTO WIM JIeTUpUs.
Ho rnaBHOe B 3TOM — OTHOIIIeHME MeXAY UCTOUHMKOM BIIOXHO-
BEHMS ¥ CAMUM TMO3TUUYECKUM U SKMBOMMCHBIM TPOM3BeIeHMEM.
OTKpBITHE KOMIIO3ULIMM 3aCTaBUJIO €ro 3a6bITh 0 OECIIOKOICTBE
M CcTpaxax, IOTOMY UTO OHA eCTh OCMbICIIeHMe, YIIOpsiloueHue;
C e€ MOMOIIBIO 8epuduyupyemcs 8HympeHHuti nopsidoK sudeHus.
KanauHCcKMii TpupgaeT KOMIIO3UIIMM OTpOMHOE 3HaueHue:
MMEHHO OHa JaeT BO3MOXXHOCTb UCK/IIOUUTb rUI0oTe3y CIMHO3bI
n ®peiiga 0 ra/UIIOLUMHALMSIX Y TIPOPOKOB; B CaMOM [ieye, OC-
HOBHAs XapaKTepPUCTHUKA Ta/UTIOLMMHALIMM COCTOMUT B TOM, YTO
OHa OCHOBaHAa Ha HeCYIeCTBYIOIEM, B ee UCTOKe HeT peaqbHOl
MpenIochyIku'. Bes KOMIO3SKUIIMOHHAS paboTa COCTOUT B TOM,

! BO3MOXHO, UTO CTpeMJIeHME BepPUGUIMPOBATh [MPOPOUECKME BUIE-
HMs1 GBLIO CBsA3aHO it KaHAMHCKOro ¢ KaKOi-TO JIMYHOM HeO6X0AMMO-
CTBIO: MOXKET OBITh, OH OIacajics cCaMOybuiiCTBa, 3Has O Cybbe CBOEro
poACTBeHHMKA, Icuxuarpa Bukropa Kanamuckoro (1849-1889), mo-
KOHUMBIIIETO C CO60Ji B BO3pacTe COpOKa JieT. YUeHbIii ONucan CUHIPOM
KanauHckoro-Kinepam6o (CMHAPOM TICMXMUYECKOTO aBTOMAaTU3Ma),
a TaKke OMyOIMKOBAJ Ha HEMEIIKOM TPYA O PasinumMu MEXKAY TICeBIO-
M UICTUHHBIMMU TaJUTIOLHAUMSIMU. [Ipy 3TOM OH M caM CTpajgasl rajiko-
uyHauusIMyu. YyBCTBYSI, KaK OOOCTPSIIOTCS CUMIITOMbBI 3ab60JIeBaHMS,
¥ Xenast u3beskaTh 6e3yMusi, OH IIPepPBas KU3Hb, PUHSB GOJIBIIYIO T0-
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YTOOBI OIpENETUTh CMBICJIOBOI TOPSIIOK, TO €CTh MOC/IeI0Ba-
TEJIbHYI0 OPraHM3aIuIo IeJIOT0 KaK OmMKpOo8eHUsl, ICTOUHNKOM
KOTOPOTO SIBJIIETCSI MpaHcyeHoeHmHoe. Ecay 1o33ust U KUBO-
MUCh UMEIOT OFHY TIPUPOAY, TO UX GYHKIUM pas3anyHbl. KaH-
IOUHCKUIA YHUUTOXKWII PAaHHME CTUXM, CKOPEe BCETO, TOTOMY, UTO
OHU ObUTM TIPOCTO OTPAKEHMEM €r0 «CMYTHOTO 6eCITOKOICTBaY,
He BBIBOIWJIU 3a TIPeJiesIbl IOHOIIECKOTO «sI», TOTHA KaK PUCOBa-
HMe U KUBOMMCH MOJOKWIN KOHEI 3TOMY CMSITEHUIO, ITOMOT/IN
MpeofoieTh BHYTPEHHUI pa3nan M 6ecrokoiicTBO, TeM Ooree
MYyUYUTETbHOE U BIACTHOE, UTO y HETO He GBLIO OINpeeIeHHOTO
npenMerta M 1iein. PucoBaHMe CTao BBIXOJOM, OTKPBIB BO3-
MOYXHOCTb OKa3aThCSl «<BHE BPEMEHM U ITPOCTPAHCTBA», a TAKKe
TepeiiTy OT JUYHOTO KO BceobmieMy. KaHIMHCKMIT OMMChIBAET
3/leCchb TIPOSIBJIEHME BHYTPEHHE! HeoOXOAMMOCTHU, KOTOPYIO OH
ornpenenut B KHuUre «O JTlyXOBHOM B MCKYCCTBe» KaK JVHaMMKY,
PAaCKPBIBAIOIIYIOCS Uepe3 JIMYHOCTh XyJOKHMKA Y BBIBOZISIIIYIO
3a MpeZesTbl IPOCTPAHCTBA M BPEMEHM K «BEUHO XYIOXKECTBEH-
HOMY», K MECTy BCTpeUM C MOYIION, ITOCKOJIbKY BHYTPEHHSS
HeOOXOIMMOCTb SIBJISIETCSI «IIeJIeCO0OPA3HBIM 3aTparuBaHUEM
YyeJIOBEUECKOit Iyim». Y eci SKMBOTIUCH TIPEJCTABIISIETCS BBIXO-
IIOM, TO MMEHHO IIOTOMY, UYTO OHAa CO3UJAeT IOPSAOK Iocpem-
CTBOM KoMMo3uiuu. OH nuieT B cBoeit ctaTbe « O XyIOXKHUKE»
(deBpanp 1916 r., CTOKroIbM), UTO M300paKeHME «He JuTepa-
TYPHBII pacckas, HO CyMMa He TOAHAI0Ierocsl OMMCAHUIo pe-
aJIbHOTO OTIBITA, M3 KOTOPOTO POKAAETCS MPOM3BemeHue. DTOT
SKU3HEHHBIN OTBIT MPUHAIJIEKUT MUPY, HEIOCTYITHOMY JIUTEpa-
TYPHBIM «CPEJCTBaM BbIpaxkeHMs1». OH MOXET SIBUTbCSI Ha CBET
6naromaps 6eccIoBeCHOMY MCKYCCTBY, C IIOMOIIbBIO CPEICTB JaH-
Horo uckyccrBar». [Kandinsky, 1979: 17].

HcKyccTBO, CJIeqoBaTeIbHO, PACCMATPUBAETCS MM Kak Teyp-
ruyeckast MMUCcusi, OHO ecTb popma Jloroca. KaHayHCcKuMii ocTai-
CS1 BEpeH 3TUM UIesIM, HaMepeBasiCh CO3/1aBaTh <MCKYCCTBO, KO-

3y Mmopdus.
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Topoe GymeT ciaykuth BoxxectBeHHOMY» [Kandinsky, 1989: 132]
Ecnu, cornacHo Xaiigerrepy, MCKyCCTBO OO/DKHO CTaThb HOBOWA
MeTadU3UKOM, TO IMIPUUMHOIM ITOMY CTaJIO «3ab6BeHMEe ObITUS»,
Bemylee K TEXHUUECKONM SKCIUTyaTaluu, MPUCBOEHUIO MMpA.
Terepb MOXXKHO CKa3aTbh, YTO 3TU IMPUYMHBI YOBAUBAIOTCS: MUC-
KYCCTBO OepeT Ha cebs 3agaum MeTahU3UKU B IIPOILIecce XUBOTO
ombITa MMo3HaHus [lepBoHavasa — 1O CaegaM M 3HAKaM WA SKe
1o maHudecTanusaM 3Toro IlepBoHauana, a C APYroil CTopo-
Hbl, — B KOMIIO3UIIMOHHOM IIpoliecce, B BO3MOKHOCTU CABUTA,
repexoia OT BHENIHEr0 K BHYTPEHHEMY, OT BUIMMOCTEN
K CMbICTY. VIMEHHO 3TOT KauyeCTBEHHbIN CABUT TO3BOJMSIET CO-
BEPIINUTh CKAYOK 13 MeTadu3nuecKoro TYIMKa «3a0BeHUsT ObI-
TUSI».

KaHayHCKMIT TPEeBOCXOMHO BOILIOIIAET 3TOT TUIT MCKaHUIA
M BHYTpeHHMX TpeboBaHuit. OH yCTaHABAMBAET, UTO uepes
MPOIECC CO3UAAHMS KOMITO3UIIMU MCKYCCTBO MPU3BAHO K BEPU-
ukauyum, momcky umcrtuHbl. Korma rumoresa Ta/uTIOLMHALIMIA
yCTpaHeHa, IyXOBHAs PeaJbHOCTh TBOPYECKOTO BAOXHOBEHMS
He BBI3bIBAET COMHEHUIi, & MCKYCCTBO OOpeTaeT ITOJTHOMOYMS
st Bepudmkanuyy. Torga sKMBOIMMCHAS abCTpakIus — 9TO yAa-
JIeHMe OT BHEIIHEero, BUAMMOIO, KOTOpOe CIIOCOOCTBYET PasBu-
TUIO HENITUYECKOro (Tpe3BOMYIOPEHHOr0) BHUMaHMSI, O3B0 -
eT COCPelOTOUMUTBCS Ha CMbIC/Ie SIBJIEHUH, TO eCTh Ha UX CBSI3U
¢ IlepBoHauajioM: Ha OCylLIeCTBJIEHMM [OapoB bora B mupe
M Ha camopackpbiTuu Ero 6maroit Bonau, maHHOi B O6GeToBa-
HMUM. BOT nmoyemMy mIaBHbIMM B TBOpUecTBe KaHAMHCKOTO CTaau
JIBe TeMbl: KpacoTa Iipuponasl u Bennkoe BockpeceHne meprt-
BBIX, ITEPEXKUTOE UM KaK OIBIT OTKPOBeHMsT ICTUHBI, KaK BeCTb
o CriaceHuM YeoBevYeCTBA — B BUIEHMM 3aKATHOTO COMHIIA
HaJ «CKa304YHOJ MOCKBO1».
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EMILY CHRISTENSEN!

«AMBIVALENT» IMAGES: WASSILY
KANDINSKY’S ABSTRACT-ORIENTALIST
PAINTINGS?

Abstract

In the years 1909—1911, Wassily Kandinsky sought to change art —
but not simply for the sake of it. He wanted to create art capable
of generating a spiritual epiphany in his viewers. To achieve this he
strove for both a suitable formal element (abstraction of forms) and
spiritual content. It was essential to Kandinsky that the paintings be
recognised by his viewers as spiritual. Orientalist subject matter
offered him this opportunity. This paper proposes that in a group
of five paintings completed during this important period of transition,
Kandinsky turned for inspiration to his personal experience of «the
Orient’: photographs and sketches from his trip to Tunisia in 1904—
1905 and two exhibitions in Munich in 1909 and 1910. Kandinsky
quickly discovered that it was not only the spiritual associations that
helped him achieve his objective; the visual material from his trip
to Tunisia presented an approach to the dissolution of form. Bodies
were veiled and hooded; architecture appeared reduced to flat planes
and geometrical shapes. Content and form combined to propel him
towards abstraction in a manner not available with any other thematic
subject. Postcolonial studies of Orientalist art suggest that it typically
involved the implicit or explicit support of an imperial agenda: the

! Emily Christensen — The Courtauld Institute of Art.

2 The Russian version of the article will be published in the next issue
of the article. — Editorial Board. Pycckuit iepeBop, 3Toii CTaTby OyneT
MOMeIlleH B CJIeAyolneM HoMepe KypHaia. - Ped.
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domination of «the Orient’ by «the West’. This interpretation
oversimplifies what Kandinsky did with his abstract-Orientalist
paintings. Kandinsky’s paintings engaged with Orientalist themes, but
they were not conventional Orientalist works. Analysis reveals that he
rejected as many dominant power structures as he accepted. This
complex interplay of acceptance and rejection, or what Homi Bhabha
expressed in terms of conflicting desire and derision led to the
creation of quintessentially "ambivalent’ images.

Introduction

Starting in 1909, Wassily Kandinsky transformed art: he
formulated the concept of abstract art and then experimented
until he was able to paint it. Abstraction was arguably the most
influential innovation in art of the twentieth century, and
Kandinsky is seen as one of its founders.! For Kandinsky,
however, abstraction of form was not an end in itself: in his
book On the Spiritual in Art he explained that «art is [...] a power
that has a purpose and must serve the development and
refinement of the human soul.»? He believed this could be
achieved through abstraction, but only if it conveyed spiritual
significance. This study proposes an entirely new understanding
of Kandinsky’s art in these critical years: his formal and
thematic dependence on «Oriental» themes.

This study will examine a group of five paintings to reveal

! Rose-Carole Washton Long, Kandinsky: The Development of an
Abstract Style (Oxford: Clarendon Press, 1980), p. 1. See also Alfred H.
Barr, «Cubism and Abstract Art’ in Abstraction: Documents
of Contemporary Art, ed. by Maria Lind (London: Whitechapel Gallery,
2013), pp. 28—33.

2 Wassily Kandinsky, «On the Spiritual in Art’, in Kandinsky: Complete
Writings on Art, Volume One (1901—1921), trans. by and ed. by Kenneth
C. Lindsay and Peter Vergo (London: Faber and Faber, 1982), pp. 114—
219 (p. 212).
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how content and form combined in these works in a manner
uniquely suited to propel Kandinsky towards a new type of art.
These paintings, which I will refer to as "abstract-Orientalist"
paintings, have never previously been examined as a distinct
group through the lens of postcolonialism. There are more
paintings from this period with Orientalist references, but
unfortunately space dictates a narrow focus in the present
article.! Kandinsky assigned these paintings titles that include
the words "African”, "Arabs” and 'Oriental".? Today we
understand the three terms above to mean different things with
distinct geographic, political and historical connotations; for
Kandinsky, however, and for his contemporaries, these terms
were interchangeable and related not to specific geographies,
but rather to a culturally constructed idea.®* Kandinsky’s
manipulation of this idea in his early abstract art forms the
subject of this study.

Kandinsky’s artistic objectives during these years centred
around the desire to produce «spiritual» art. His book On the
Spiritual in Art, written in 1909 but not published until 1911,

1See, for example, Emily Christensen, «The Tunisian Sources
of Wassily Kandinsky’s «Improvisation on Mahogany’», The Burlington
Magazine 159 (September 2017): 714—719. A comprehensive study
of Kandinsky’s abstract-Orientalist paintings forms the subject of the
author’s PhD at The Courtauld Institute of Art, London.

2 Kandinsky assigned titles to his paintings in German until the year
1916, and recorded the titles in his Handlists, the hand-written lists
of his paintings. See Hans K. Roethel and Jean K. Benjamin, Kandinsky:
Catalogue Raisonné of the Oil Paintings, Volume One: 1900—
1915 (London: Sotheby Publications, 1982), p. 23. For ease of reference,
English translations of the titles will be used in the text of this study.
5Edward W. Said, Orientalism (London: Routledge & Kegan, 1978;
reprint, London: Penguin Books Ltd, 2003), p. 1.
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was his major intellectual contribution in the period under
examination here.! In his book, he articulated the view that art
is ’spiritual bread for the spiritual awakening now beginning’
and believed it could lead viewers, and ultimately society as
a whole, to a «spiritual turning point».2 The intellectual
landscape that Kandinsky inhabited was in the throes
of responding to Nietzsche’s proposition, «God is dead!», which
Kandinsky cited in his book.> Raised in the Russian Orthodox
tradition, Kandinsky was never an atheist, but like other
cosmopolitan intellectuals across Russia and Europe, he was
looking for a new solution to what J.J. Clarke has described as:

a pervasive cultural disquietude, an uneasy awareness
of fault lines running deep into the strata of European cultural
life, down through levels of politics, religion, and philosophy,
giving rise to a sense of some fundamental breakdown at the
heart of the West’s intellectual, spiritual and moral being.*

Kandinsky’s drive to produce «spiritual art needs to be
understood in this context. And, like many of his predecessors
and contemporaries, Kandinsky believed that «the West» that he
inhabited was materialistic and spiritually corrupt. Like them,
he turned to «the Orient’ to fill the spiritual void.>

! Kandinsky also wrote several smaller articles and edited and
contributed to The Blaue Reiter Almanac, but as the latter largely
reiterated his views on abstract painting first propounded in «On the
Spiritual in Art’, the Almanac will not be examined further here.

2 Kandinsky, «On the Spiritual in Art’, p. 138. «The Spiritual Turning
Point’ is the title of Chapter 3 in «On the Spiritual in Art’.

5 Friedrich Nietzsche, The Gay Science (Cambridge: Cambridge
University Press, 2001), p. 120. And see Kandinsky, «On the Spiritual
in Art’, p. 139.

4].]J. Clarke, Oriental Enlightenment: The encounter between Asian and
Western thought (London: Routledge, 1997), p. 28.

5 See discussion in Clarke, pp. 16—34.
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Although Russian, Kandinsky lived in Germany during the
period under examination here and had done since 1896. This
paper does not seek to deny his Russianness, nor his feelings
about Moscow which he described on several occasions
in spiritual terms. Nevertheless, Kandinsky was raised
in a multilingual, metropolitan household, grew up in rapidly
modernising Russian cities, and spent his formative artistic
years in Munich, studying the European artistic tradition. This
paper proposes that when Kandinsky referred to «the West», he
was referring to the modern, increasingly homogenous
metropolises across Europe, extending into Russia, and his view
of «the Orient» was framed in opposition to this construction
of «the West».!

A key element of Kandinsky’s understanding of «the Orient’
was a three-month trip to Tunisia that he took with his partner
Gabriele Miinter in 1904—1905, during which he produced
hundreds of sketches, approximately thirty tempera paintings
and several oils on board.? In addition, Kandinsky and Miinter
between them took more than one hundred and eighty
photographs of their surroundings.> This Tunisian material is

'In addition, studies show that while there is some evidence that
Russian academics were more willing to challenge the notion that «the
Orient” was a homogenous whole, this was primarily within St
Petersburg University; meanwhile the general public perceptions and
stereotypes paralleled those in Germany. Vera Tolz, Russia’s Own
Orient: The politics of identity and Oriental studies in the late Imperial
and early Soviet periods (Oxford: Oxford University Press, 2011).

?Vivian Endicott Barnett, Kandinsky Drawings: Catalogue Raisonne,
Volume Two: Sketchbooks (London: Philip Wilson Publishers, 2007),
Vivian Endicott Barnett, Kandinsky Watercolours: Catalogue Raisonne,
Volume One: 1901—1921 (London: Sotheby’s Publications, 1992), and
Roethel and Benjamin.
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important for two reasons: it shows that Kandinsky had already
engaged with conventional Orientalist themes; and it provided
a visual resource for his subsequent abstract-Orientalist works.

The Abstract-Orientalist Paintings

The most literal representation of Tunisia in Kandinsky’s
abstract-Orientalist paintings occurs in Arabs I (Cemetery) (Fig.
1) of 1909. It is among his earliest paintings to experiment with
abstracted forms in a context other than landscapes. Dominated
by bright, warm vyellows and contrasting, cool blues, the
painting provides direct references to Kandinsky’s trip
to Tunisia, and evidence of his reliance on the artistic outputs
from that trip. Roger Benjamin has identified two specific
photographs which Kandinsky has «amalgamated’ in order
to produce this image: Tunisian Village (Fig. 2), which provides
the background of the wall with arch and doorways, the steps
down, and the twisted, pollarded tree; and Ottoman Cemetery,
Tunisia (Fig. 3), which provides the rows of turban graves.* The
four partially-abstracted figures appear to be loosely based on
sketches and photographs from the trip. The two seated figures
wrapped in burnous cloaks, one at the far left and one at the far
right of the canvas, appear in multiple gouache paintings from
the trip.

Two other paintings from 1909 show Kandinsky developing
his Orientalist theme by reference to Tunisia while introducing
increasingly abstract forms. He described this practice as
follows:

I dissolved objects to a greater or lesser extent within the

5See the discussion on authorship of the photographs in Roger
Benjamin with Cristina Ashjian, Kandinsky and Klee in Tunisia
(Oakland, California: University of California Press, 2015), p. 78.

4 Benjamin with Ashjian, pp. 93—94.
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same picture, so that they might not all be recognised at once
and so that these emotional overtones might thus be
experienced gradually by the spectator, one after another.!

Improvisation 6 (Africans) (Fig. 4), shows two turbaned
figures in the foreground, in front of a white building with
a green dome and a series of abstracted shapes delineated either
by black lines or by contrasting blocks of colour. The building
resembles the Tombs of the Beys, in Kandinsky’s painting Tunis
Street (Tombs of the Beys) (Fig. 5), with its blank white walls and
green tiled, domed roof. The Pencil sketch for Improvisation
6 (Africans) (Fig. 6) bears an even closer resemblance (although
reversed) to the Tombs of the Beys, showing not only the dome,
but also the small turret in the corner, which Kandinsky
subsequently omitted from the oil painting. The turbaned
figures, meanwhile, recall those from his Pencil sketches
of figures in costume and Pencil sketches of male and female figures
(Figs. 7 and 8) and photographs including of Courtyard of the Dar
El Bey Mosque with traditionally dressed visitors (Fig. 9).

A closely related painting is Orientals (Fig. 10) of 1909. The
figure on the left with dark brown skin, small feathered hat
(known as a cechia) and loose white trousers that become tight
around the lower legs is identifiable from a photograph taken
by the artists in Tunisia, namely the right-hand figure in Three
dark-skinned men in elegant clothes in front of a café (Fig. 11). The
composition suggests people sitting in a cafe, a common theme
in Orientalist art and popular photography, and a subject
Kandinsky painted in Tunisia, in his work Moorish Café.>

!'Wassily Kandinsky, «Cologne Lecture’, in Kandinsky: Complete
Writings on Art, Volume One (1901—1921), trans. by and ed. by Kenneth
C. Lindsay and Peter Vergo (London: Faber and Faber, 1982), pp. 392—
400 (p. 393).

2 See discussion in Benjamin with Ashjian, pp. 30—31.
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Arabs II and Arabs III (with Pitcher) both from 1911 show
Kandinsky conflating his visual references to Tunisia with
Persian and possibly Syrian influences in broad stereotypes
of Orientalism. Before discussing these paintings individually, it
is important to note that by naming the pair Arabs II and Arabs
III (with Pitcher), Kandinsky made a deliberate link back to the
first of his abstract-Orientalist paintings: Arabs I (Cemetery).
Stylistically the three are dramatically different; the titular link
suggests that his intention was to link the paintings by theme.
The titles prepare the viewer to search out, even in the most
dissolved forms, conventional images of «the Arab’, and,
by implication, to make the association between Orientalist
themes and spirituality. In Arabs II', the composition is centred
around a group of galloping blue horses ridden by the abstracted
forms of men in flowing white burnouses. Of the figures in the
lower right corner, the red ones are barely discernible other than
by the turbans on the backs of their heads, while the small
figure pointing to the riders clearly has dark skin and a red
cechia hat reminiscent of the left-hand figure in Orientals.

In Arabs III (with Pitcher) (Fig. 12), only the title allows the
identification of the almost entirely dissolved shapes in the
upper left and right of the painting as riders on galloping or
rearing horses ridden by men in white burnouses and wearing
turbans. The reclining woman and the pitcher are, by contrast,
easily identifiable. The reclining woman with her exotic veil and
chin in her hand does not appear in sketches or photographs
from the trip to Tunisia. It seems most likely that she was
introduced as a visual cue to the Orientalist theme of the

! Unfortunately, this painting is owned by a private collection and the
author was unable to obtain permission to reproduce this image.
A reproduction of the image can be found in the artist’s catalogue
raisonné. Roethel and Benjamin, p. 360.
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painting, particularly given that the «Oriental’ horsemen are
almost entirely dissolved into abstract shapes. The presence
of a reclining woman in Orientalist art is one with which
Kandinsky and his viewers would have been familiar from
innumerable Odalisques painted since the eighteenth century,
all erotic fantasies based on assumptions around the availability
of sexual encounters in «the Orient’.!

Ambivalence and Postcolonial Theory

Before proceeding further with an analysis of these
paintings, it 1is necessary to address the treatment
of postcolonial theory and its related terminology used in this
study. The decades-long debate around «Orientalism’ has been
highly charged. The term itself is burdened with a multiplicity
of meanings, and will be largely avoided in this paper in favour
of the adjective «Orientalist’ (in relation to art or themes) which
is used here to reference an affinity with a genre of painting
produced mainly in Europe during the nineteenth and twentieth
centuries featuring largely imaginary scenes of people and
places outside of Europe, often in the Middle East and Northern
Africa. The term «Orientalism’ will be used sparingly
to reference the postcolonial debate around the meaning of «the
West’s’ engagement with «the Orient’. Other than the brief
outline below, this paper does not purport to reproduce
a history of the debate, but rather extends some of its most
important ideas to an analysis of Kandinsky’s abstract-
Orientalist paintings.

Postcolonial interpretations of Orientalism began with the
publication in 1978 of Edward Said’s book Orientalism. Said

! Christine Peltre, «Et les Femmes?», in De Delacroix a Kandinsky:
L’Orientalisme en Europe, ed. by Roger Diederen and Davy Depelchin
(Paris: Hazan, 2010), pp. 157—165.
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criticised the Orientalism practiced by «the West’” on «the
Orient’ and analysed it in terms of Foucauldian discourse and
the relationship between truth and power. For Said, the study
of «the Orient’ is not and never was a neutral academic exercise
in pursuit of truth.! On the contrary, he argued that
Orientalism is a manifestation of the power relationship that
underlies the broader «Western’ imperial project, and as such it
says more about the moral and political concerns of «the West’
than it does about any «Oriental’ reality.? The proliferation
of inverted commas in the preceding sentences reflects the
sensitivity which surrounds these terms in the wake of the
debate.? For the purpose of this study, inverted commas will be
used for these essentialised terms to represent the way in which
they were used by Kandinsky (and others) in the period.

While Said’s work did not engage significantly with
painting, his arguments were systematically applied
to nineteenth century French Orientalist painting by Linda
Nochlin in her article, «The Imaginary Orient’.* Nochlin’s
article translates the standard themes of Orientalist ideology
into the visual language of painting: among them, the mystery

! See Foucault’s statement that «truth is a thing of this world. [...] Each
society has its regime of truth, its «general politics» of truth.» Michel
Foucault, «Truth and Power’ in Paul Rabinow, ed., The Foucault Reader
(London: Penguin Books, 1984), pp. 51—75 (p. 73).

2 Said, pp. 11—12.

3 Not the least of which was Said’s use of the term «the West’ in his
criticism of how «the West’ essentialises «the Orient’, which has itself
drawn criticism for essentialising «the West’. See for example, John M.
MacKenzie, Orientalism: History, theory and the arts (Manchester:
Manchester University Press, 1995), p. 5.

4Linda Nochlin, «The Imaginary Orient’, Art in America, 71, (May
1983), pp. 119—131, 186—191.
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of the East, the vice of idleness, the harmonious religious
practices, and of course lasciviousness and the sexual
availability of submissive women. All of these appear
in Kandinsky’s Orientalist paintings and need to be examined
both in relation to their status as century-old themes, and
to their particular manifestation in his twentieth century
modernism. Significantly, Nochlin also identifies four
conspicuous absences in Orientalist art: the absence of history,
in which the Oriental world is «a world without change, a world
of timeless, atemporal customs and rituals, untouched
by historical processes;’ the absence of the Western colonial
presence; the absence of artistic interpretation, bringing with it
the implication of scientific objectivity; and finally the
«apparent absence of art’, the eradication of all artistic traces
to create a «pseudo-realist’ painting.! These, as shall be seen
below, provide a method for interpreting the complex interplay
of the conventional and the unconventional in Kandinsky’s
abstract-Orientalist works.

The criticisms of Said have been manifold.? A significant
critique for present purposes comes from J.J. Clarke in his book
Oriental Enlightenment. Clarke accepts much of Said’s analysis,
particularly his exposure of hidden and suppressed ideological

! Nochlin, p. 122.

2 These include, most famously, Bernard Lewis’ accusation that Said’s
book was anti-Zionist, anti-Semitic, anti-American and motivated
by hostility: Bernard Lewis, Islam and the West (Oxford: Oxford
University Press, 1993). See also John MacKenzie’s concern that Said
presents an unchanging Western imperial intention over a span
of 150 years, a well-argued critique, but one that is less relevant to this
dissertation: MacKenzie, Orientalism: History, theory and the arts.
A book summarising the critiques and comments on Said’s Orientalism
is A.L. Macfie, Orientalism (London: Longman, 2002).
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agendas, but he argues that Said’s analysis is too restricted in its
dogmatic identification of Orientalism with the dominant
imperialist ideology.! Clarke asserts that in some cases it also
represents, «a counter-movement, [...] albeit not a unified or
consciously organised one, which in various ways has often
tended to subvert rather than to confirm the discursive
structures of imperial power.»* It was not, he argued, simply
a question of «power’ and «domination’; it was an attempt
to confront the structures of knowledge and power and
to engage with «Oriental’ ideas in ways that confronted the
«painful void in the spiritual and intellectual heart of Europe’.?
Elements of this interpretation are anticipated by Kandinsky’s
work.

Homi Bhabha has proposed, in his complex, multi-
disciplinary chapter, «The Other Question: Stereotype,
discrimination and the discourse of colonialism’, an alternative
to the binary oppositions identified by Said.* Bhabha also
largely agrees with Said’s thesis that Orientalism is a «regime
of truth’ which creates «the Orient’ as a unified zone of the
world.” He produces a more subtle reading, however, with his
focus on stereotyping.® He is not interested in the stereotype as
a wholly positive or negative characterisation; rather, he
explores its inherent «ambivalence’: an expression
of ««otherness» which is at once an object of desire and
derision.»” Looking at Kandinsky’s abstract-Orientalist

! Clarke, Oriental Enlightenment, p. 25.

2 Clarke, p. 9.

5 Clarke, p. 34.

4Homi Bhabha, The Location of Culture (London: Routledge, 1994), pp.
94—120.

5 Bhabha, p. 101.

¢ Bhabha, p. 95.
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paintings as ambivalent images allows the complex nature
of this important and underestimated group of paintings to be
revealed. At one level, the Orientalist themes express
Kandinsky’s yearning for the spirituality he associates with «the
Orient’ while simultaneously exposing his tendency to reduce
«the Orient’ to a homogenous, undifferentiated whole. And at
another level, he relies on conventional Orientalist themes that
play to the desires of his viewers while simultaneously rejecting
artistic conventions through his dissolution of form.

Exhibitions as Catalysts

The intellectual catalyst for Kandinsky’s abstract-Orientalist
paintings was, this study proposes, two exhibitions in Munich
in 1909 and 1910, both of which he reviewed for the Russian art
journal Apollon.

In 1909, Kandinsky visited «Japanese and East Asian Art».
Featuring 1,276 works, this exhibition took place at what turned
out to be the start of Kandinsky’s intellectual commitment
to spiritual content in his art.® He wrote about the exhibition:

Here, along with the truly Oriental gift for combining the
subtlest details into an overall consonance, one finds landscapes
of an extraordinary breadth and abstraction in the handling
of colour and form, subordinated to a sense of rhythm that is
the pure expression of a unique, wholly artistic temperament.
Again and again, so much that is part of Western art becomes

" Bhabha, p. 96.

8 Jens Kroger, «The 1910 Exhibition «Meisterwerke
Muhammedanischer Kunst»: Its protagonists and its consequences for
the display of Islamic art in Berlin’ in After One Hundred Years: The
1910 Exhibition «Meisterwerke muhammedanischer Kunst’ Reconsidered
ed. by Andrea Lermer and Avinoam Shalem (Leiden: Koninklijke Brill
NV, 2010), pp. 65—116 (p. 72).
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clear when one sees the infinite variety of the works of the East,
which are, nonetheless, subordinated to and united by the same
fundamental «tone’! It is precisely this general «inner tone’ that
the West lacks. Indeed it cannot be helped: we have turned, for
reasons obscure to us, away from the internal and toward the
external. And yet, perhaps we Westerners shall not, after all,
have to wait too long before the same inner sound, so strangely
silenced, reawakens within us and, sounding forth from the
innermost depths, involuntarily reveals its affinity with the
East — just as in the very heart of all peoples, in the now darkest
depths of the spirit, there shall resound one universal sound,
albeit at present inaudible to us — the sound of the spirit
of man.!

Coming at a time when Kandinsky was seeking new content
that would be identifiably spiritual, this exhibition revealed the
potential to achieve his artistic objectives by reference to the
«Oriental gift’ with its «inner tone’. Although there is no way
of knowing definitively whether the exhibition inspired his links
between «the Orient’, spirituality and abstraction, or whether it
coincided with ideas he had already read about, its powerful
effect on Kandinsky at this formative time is evident from the
quote above.

It is noteworthy that the language of the quote closely
resembles the language he used in his introduction to On the
Spiritual in Art, written the same year: «This all-important spark
of inner life today is at present only a spark. Our minds, which
are even now only just awakening after years of materialism, are
infected with the despair of unbelief.»? Certainly if the

!Wassily Kandinsky, «Letters from Munich (1)», in Kandinsky:
Complete Writings on Art, Volume One (1901—1921), trans. by and ed.
by Kenneth C. Lindsay and Peter Vergo (London: Faber and Faber,
1982), pp. 54—59 (p. 59).
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exhibition inspired him to revisit his sketches and photographs
from his only experience of «the Orient’ (Tunisia) he would have
discovered two distinct stimuli for the development of his art:
spiritual content and partially-abstracted forms. The visual
material from his trip to Tunisia would have presented him with
established assumptions around «QOriental’ spirituality, offering
him a subject matter that projected the «inner tone’ he sought.
Meanwhile, his newfound interest in the dissolution of form
would have recognised the opportunities inherent in robed,
veiled and hooded bodies and in architecture that appeared
to be reduced to flat planes and geometrical shapes. This
combination of content and form proved uniquely suited to his
artistic objectives.

If the exhibition in 1909 helped Kandinsky establish a link
between «the Orient’, spiritualism and abstraction, the
exhibition in 1910 confirmed it. Kandinsky reviewed the
exhibition «Masterpieces of Mohammedan Art’ in one of his
«Letters from Munich’ for Apollon Magazine, writing that it «<has
far exceeded all hopes.»® The exhibition, held in Munich
between May and October 1910, displayed over 3,600 objects
and was described by Kandinsky as «a huge collection of the
most diverse objects, which are, almost without exception,
of the first quality.»* In the article, Kandinsky wrote over two
pages about the profound impact the Persian miniatures had on
him. In one passage, he explained his reaction to them:

It seemed unbelievable that this could have been created

2 Kandinsky, «On the Spiritual in Art’, pp. 1—2.

5Wassily Kandinsky, «Letters from Munich (5)», in Kandinsky:
Complete Writings on Art, Volume One (1901—1921), ed. by Kenneth C.
Lindsay and Peter Vergo (London: Faber and Faber, 1982), pp. 73—
80 (p. 73).

4 Lermer and Shalem, p. vii; and Lindsay and Vergo, p. 73.
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by human hands. Standing before it, I felt it had come into being
of its own accord, as if it had come down from heaven, like
a revelation. This was one of those occasions when the spirit
partakes of spiritual refreshment for which it has been waiting,
searching, without knowing where to find it.!

He wrote about another work:

Horses! I remember one drawing of a team of black horses
running as if pursued by devils from right to left across the
picture. [...] The heads of the horses in the most distant rows are
turned in such a way that they appear nearer to the viewer, so
that not one single head should be concealed. [...] Imagine them
obscured, and the whole strength not only of the linear
composition, but also the whole «inner harmony» of the picture
would be lost.?

Like the exhibition the previous year, this exhibition
induced a sense of revelation and «spiritual refreshment’ that
closely matched his response to the art in the «Japanese and
East Asian Art’ exhibition. Also in the 1910 review he expressed
the art from the «East’ as originating in the artist’s «internal
world’, in the same way that he had referred to its «inner tone’
the year before. He again deplored «Western art’, this time
describing it as decadent and buried under «the stifling
accretions of the materialism of «yesterday»».> Finally, both
responses, in their description of his spiritual epiphany,
supported his belief in art’s power to impact its viewers.* His
articulation of the dynamic relationship between an artwork

! Kandinsky, «Letters from Munich (5)», p. 74.

2 Kandinsky, «Letters from Munich (5)», p. 75. The influence of Persian
miniatures on Kandinsky more broadly, is explored in Fereshteh
Daftari, The Influence of Persian Art on Gauguin, Matisse and Kandinsky
(New York: Garland Publishing Inc., 1991).

3 Kandinsky, «Letters from Munich (5)», p. 74.

4 Kandinsky, «Letters from Munich (5)», pp. 74—75.
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and its viewer in these exhibitions revealed the impact he
sought with his own paintings.

Kandinsky’s Use of Stereotypes

It is evident from these two reviews in Apollon magazine,
and from the titles of his paintings, that Kandinsky conflated
Japanese, Chinese, «East Asian’, «the East’, Tunisian, Persian
and «African’ under the umbrella terms «Eastern’ and
«Oriental’. In relation to the «Japanese and East Asian Art’
exhibition, he used the terms «Asiatic’, «Japanese’, «the Orient’,
«Oriental’, «the East’, all to refer to the art in the exhibition.
Modern readers are left without much indication of their precise
origin. Writing about «Masterpieces of Mohammedan Art’, he
focused specifically on Persian miniatures, but referred to the
exhibition again as «the exhibition of Eastern art in Munich’.!
Despite Kandinsky’s embrace of «Oriental enlightenment’ in the
constructive sense proposed by Clarke, it is difficult to avoid the
conclusion that Kandinsky was an Orientalist artist of the type
described by Said:

Orientalists [...] conceive of humanity either in large
collective terms or in abstract generalities. Orientalists are
neither interested in nor capable of discussing individuals;
instead, artificial entities [...] predominate.?

For Said, all use of stereotype is necessarily negative. But
while the quote above appears to be true of Kandinsky, it seems
incorrect to follow this observation with Said’s ultimate
proposal that Kandinsky must, therefore, have been acting
in support of the «Western’ colonial agenda.® To do so would be
to oversimplify Kandinsky’s engagement with Orientalism.
Bhabha’s writing on stereotypes provides an alternative

! Kandinsky, «Letters from Munich (5)», p. 73.
2 Said, p. 154—155.
5 Said, pp. 11—12.
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interpretation; for Bhabha, stereotypes are a site of ambivalence
because of their inherent duality as objects of simultaneous
desire and derision.! The desire expressed by Kandinsky is
evident in his expressions of yearning for the «inner tone’ or the
«profundity of inner expression’ he believed these «Oriental
artists’ capable of. The derision is present not only in his
dehumanising generalisations of Japanese, Chinese, Persian,
Syrian and other artists as generically «Oriental’ or «Eastern’,
but also in a more insidious manner. His brief paragraph
describing the Persian miniature that elicited his epiphany
employed five adjectives from a conventional vocabulary
of Orientalist writing: «barbaric’, «sensuous’, «cunning’, and
twice the term «primitive’.? These are value-laden terms with
established connotations in Orientalist literature, discussed
in depth in Said and Nochlin, of containment, domination and
derision in the creation of a justification for imperialism.3 It is
equally evident, however, that that was not Kandinsky’s
objective in the context of his panegyric on Persian miniatures.
It seems rather to be an example of what Said wrote about when
he described the essentialising impact of Orientalism on mental
processes:

My point [...] is to emphasise the truth that the Orientalist,
as much as anyone in the European West who thought about or
experienced the Orient, performed this kind of mental
operation. But what is more important still is the limited
vocabulary and imagery that impose themselves as
a consequence.*

Kandinsky’s use of essentialising language was almost
unconscious, what Said would describe as «latent’, and the

1 Bhabha, p. 96.

2 Kandinsky, «Letters from Munich (5)», p. 74.
5 Said, p. 40

4 Said, p. 60.
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negative connotations conflict with the apparent intention
of his review.! Bhabha’s reading of stereotypes, therefore, as
ambivalent expressions of desire and derision reflect the
tension between Kandinsky’s conventional, essentialising
Orientalism, and his assertions of «the Orient’s’ superiority over
«the West’. It provides a more nuanced reading of Kandinsky’s
engagement with Orientalism than is available in Said’s binary
universe and thus provides a useful lens through which to view
Kandinsky’s abstract-Orientalist paintings.?

Said wrote of Orientalism that, «<what mattered was not Asia
so much as Asia’s use to modern Europe.»® This could be
rephrased: what mattered was not «the Orient’ so much as «the
Orient’s’ use to Kandinsky. Orientalist themes and their veiled
forms were uniquely suited to Kandinsky’s objective
of developing art capable of provoking spiritual revelation in his
viewers. Kandinsky’s personal associations between «the Orient’
and spiritual enlightenment were revealed in his reviews for
Apollon. Crucially, these associations were not only Kandinsky’s:
given his focus on the impact of his art on his viewers, he may
have employed Orientalist themes precisely because he would
expect his viewers to make the same associations between «the
Orient’ and spirituality.? Writers on visual culture have noted
the «explosion of the visual image’ in the late nineteenth
century in Europe, and the repertoire of Orientalist themes that
formed part of this.> This was «the Orient’s’ use to Kandinsky:

1 Said, p. 201.

2Bhabha, p. 95.

3 Said’s italics. Said, p. 115.

4Rémi Labrusse, «Islamic Arts and the Crisis of Representation
in Modern Europe’, in A Companion to Islamic Art and Architecture
(London: Wiley-Blackwell, 2017), pp. 1196—1217 (p. 1198).

SVolker M. Langbehn, «Introduction: Picturing Race: Visuality and
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he relied upon the hidden assumptions underlying Orientalist
visual imagery as a strategy for achieving his artistic goal
of spiritual enlightenment with regard to his viewing public.

«Ambivalent» Images

The projection of spiritual content in Arabs I (Cemetery) is
explicit: set in a Tunisian cemetery, veiled mourners are seated
amongst anthropomorphic turban tombs. The focal point for the
scene is the ambiguous interaction between the figure in a blue
robe with a striped turban that echoes the stripes on the grave
markers and the shrouded figure facing him, standing with arms
outstretched and head bowed. The sense of ritual conveyed
by this pair, combined with its setting, announces its spiritual
theme clearly to the viewer. In Improvisation 6 (Africans), the
theme is less explicit and the forms more abstract. Kandinsky
painted the two figures in the act of either wrapping themselves
in their burnous cloaks, or removing them; in either case, what
interested him was the enveloping cloak, a reprise of the
Orientalist fantasy of the mysterious, exotic Orient.® The
formal effect, meanwhile, is to partially abstract the bodies,
whose limbs are concealed beneath their robes. In Orientals, the
composition suggests people sitting in a café, a common theme
in Orientalist art and popular photography, and a subject
Kandinsky painted in Tunisia. Beyond that, it suggests
a timeless and idealistic social harmony, which could be an
attempt by Kandinsky to project his esoteric beliefs that, as he
wrote, «in the very heart of all peoples [...] there shall resound
one universal sound [...] the sound of the spirit of man.»

German Colonialism’, in German Colonialism, Visual Culture and Modern
Memory, ed. by Volker M. Langbehn (New York: Routledge, 2010), pp. 1
—36 (p. 3).

¢ Nochlin, p. 119.
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Improvisation 6 (Africans) and Orientals manifest
Kandinsky’s stated intention of dissolving objects to a greater or
lesser extent within the same picture: some figures are
recognisable, others become apparent only after close
examination, while some patches of colour appear to lack form
entirely. As this was done with the stated intention of ensuring
that «particular overtones might be experienced gradually
by the spectator’, it would appear that Kandinsky assigned
(presumably spiritual) «overtones’ to the recognisable objects
in the paintings: the robed and turbaned «Oriental’ men, and
the domed religious buildings.

Arabs II with its flat picture plane and superimposition
of multiple horses and Arabs III with its robed horsemen,
reclining woman and pitcher show Kandinsky combining
iconography from his trip to Tunisia with inspiration from
Persian miniatures, and possibly Syrian ceramics, bringing them
together under generic Orientalist titles in a conflation of visual
stereotypes that mirrors his conflation of written stereotypes.
The ambivalence of the resulting images is evident in his
representation of «Arabs’ as simultaneously homogenised and
romanticised; in Bhabha’s words, they are simultaneously
derided and desired. The almost abstract forms of the visual
stereotypes act to reinforce and multiply the ambivalence of the
images: the «Arabs’ in the paintings are designed to be
recognised by the (Western) viewer because of their familiarity
as stereotypes; and yet, the strangeness of their abstracted form
is both confounding and disconcerting.

The process of development towards abstraction in his
abstract-Orientalist works reveals Kandinsky’s constant
awareness of the dynamic relationship between his paintings
and their viewers, and his desire to create art that «has
a purpose and must serve the development and refinement
of the human soul’.! A passage from Said that subsequently
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formed the central part of Bhabha’s chapter on stereotypes
suggests a way of understanding this:

Something patently foreign and distant acquires, for one
reason or another, a status more or less familiar. One tends
to stop judging things either as completely novel or as
completely well-known; a new median category emerges,
a category that allows one to see new things, things seen for the
first time, as versions of a previously known thing. In essence
such a category is not so much a way of receiving new
information as it is a method of controlling what seems to be
a threat to some established view of things.?

For Bhabha, this describes the ambivalence that goes
beyond the binary notions of the dominant coloniser and the
colonised subject in Said’s book and suggests an object that
«vacillates between delight and fear’.’ In this way, Kandinsky
can be seen to introduce his progressive abstraction as «versions
of a previously known thing’, where familiar Orientalist themes
are a method for controlling the threat posed by these new
abstract forms. In this inversion of the discourse, the «patently
foreign’, «Oriental’ subject has become the familiar.

Conclusion

Kandinsky achieved extraordinary artistic innovation in the
years 1909—1911. The significance of his engagement with
Orientalist themes in enabling this achievement has thus far
been overlooked. This study has found that in his abstract-
Orientalist paintings, content and form combined in a unique
synthesis to propel him towards abstraction. These works reveal
Kandinsky reprising familiar Orientalist stereotypes of timeless,
anti-materialistic spirituality, in order to lead his viewers

! Kandinsky, «On the Spiritual in Art’, p. 212.
2 Said quoted in Bhabha, p. 104.
5 Bhabha, p. 105.
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towards an acceptance of his radical formal innovations. While
some postcolonial studies suggest that stereotypes support an
imperial agenda of domination over «the Orient’ by «the West’,
this interpretation oversimplifies what Kandinsky achieved with
his abstract-Orientalist works. These paintings engage with
certain aspects of the dominant power structure while
simultaneously challenging others. The resulting complex
interplay of desire and derision makes them quintessentially
ambivalent images. Their role in the development of one of the
twentieth century’s most influential artistic innovations
deserves to be celebrated.
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Figure 1. Wassily Kandinsky, Arabs I (Cemetery), 1909, oil on
cardboard, 71.5 x 98 cm. Kunsthalle, Hamburg. © bpk-Bildagentur.
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Figure 2. Gabriele Miinter, Tunisian Village (Zaouia of Sidi Bel-
Hassen, Tunis), 1905, photograph, dimensions unknown. Gabriele
Miinter und Johannes Eichner Stiftung, Munich
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Figure 3. Gabriele Miinter, Ottoman cemetery, Tunisia, March
1905, photograph, dimensions unknown. Gabriele Miinter und
Johannes Eichner Stiftung, Munich.
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Figure 4. Wassily Kandinsky, Improvisation 6 (Africans), 1909, oil
on canvas, 107 x 99.5 cm. Stddtische Galerie im Lenbachhaus,
Munich.
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Figure 5. Wassily Kandinsky, Tunis Street (Tombs of the Beys),
1905, oil on canvas board, 24 x 35 cm. Centre Pompidou, Paris. ©
MNAM-CCI, Dist. RMN-Grand Palais.
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Figure 6. Wassily Kandinsky, Pencil sketch for Improvisation
6 0f 1909, c. 1908—1910 (possibly 1909), pencil on paper, 13.2 x
8.1 cm. Stddtische Galerie im Lenbachhaus, Munich.
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Figure 7. Wassily Kandinsky, Pencil sketches of figures in costume,
1904— 1905, pencil on paper, 16.6 x 11 cm. Stddtische Galerie im
Lenbachhaus, Munich.
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Figure 8. Wassily Kandinsky, Pencil sketches of male and female
figures, 1905, pencil on paper, 12 x 19.1 cm. Stddtische Galerie im
Lenbachhaus, Munich.
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Figure 9. Gabriele Miinter, Courtyard of the Dar El Bey Mosque
with traditionally dressed visitors, 1905, photograph, dimensions
unknown. Gabriele Miinter und Johannes Eichner Stiftung, Munich.
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Figure 10. Wassily Kandinsky, Orientals, 1909, oil on cardboard,
69.5 x 96.5 cm. Stddtische Galerie im Lenbachhaus, Munich.
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Figure 11. Gabriele Miinter, Three dark-skinned men in elegant
clothes in front of a cafe, 1905, photograph, dimensions unknown.
Gabriele Miinter und Johannes Eichner Stiftung, Munich.
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Figure 12. Wassily Kandinsky, Arabs III (with Pitcher), 1911, oil on
canvas, 106 x 158 cm. National Gallery of Armenia, Yerevan.
Alamy Stock Photo.
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ELENA DZIKEVICH, SERGEY
DZIKEVICH!

SHAKESPEARE AS A PHILOSOPHER
OF MIND AND INTERTEXTUALITY (THE
CASE OF HAMLET)

Abstract:

All authors writing on Shakespeare’s plays — being philosophers
of language or not, being theoreticians or not — can’t escape from one
detail: almost everywhere his language provokes some quantity
of possible interpretations competing with one another in spectators’
minds. These authors — especially if they are theoreticians and surely
if they are philosophers of language — can have different and
sometimes opposite points of view on the nature of Shakespeare’s
language and, consequently, its meanings. Some of these points
of view are very exotic — for instance, what could be changed
in understanding of Shakespeare’s language if this language had been
invented by Francis Bacon? We think that ideas of this sort must be
explained with the only reason: Shakespeare’s language is really
of philosophical virtues. But we are sure that these virtues are his own
achievement, they were elaborated by him as the implicit discourse
of his specific and highly personalized manner to work with language
and texts. Thinking on philosophical universality of many passages

! Elena Dzikevich — Professor, PhD, Moscow, Russia, High Theatre
School named after M.S.Schepkin of Maly State Theatre, Department
of Philosophy and Culturology; Sergey Dzikevich — Associate Professor,
PhD, Lomonosov Moscow State University, Faculty of Philosophy

Department of Aesthetics, AU Editor-in-Chief
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of Shakespeare’s texts we’ve developed the following version of this
phenomenon: 1) this universality is real, not metaphorical; 2) this
universality comes from intertextuality of Shakespeare’s plays; 3) this
universality is especially evident in Shakespeare’s playwrights because
he realized the theoretical meaning of his creative operations with text
as special kind of re-writing old stories in which the everlasting
elements were supposed to be kept and stressed to carry out the
fundamental meaning of the text to which such a procedure has been
applied; 4) there are reasons to think that because Shakespeare many
times repeated this procedure he elaborated an implicit discourse on
their textual essence; 5) because this discourse was based on the
essence of what is now called intertextuality we could evaluate
Shakespeare as an implicit theoretician of this subject-matter; 6) this
evaluation gives us some adding instruments in understanding
Shakespeare’s intellectual heritage and provides us an opportunity
to re-look at its possible theoretical connotations that we propose
to see in philosophy of mind.

Key words
Intertextuality and Shakespeare, the origins of literature intertext

of Hamlet’s tragedy, intertextual meaning of Hamlet’s tragedy,
intertextual changes in understanding the message of Hamlet,
Shakespeare and philosophy of mind.

1. The Origins of the Intertext of the Danish Prince’s Tragedy

Let’s turn to the very essence of fact that in his playwrights

Shakespeare preferred to deal with pre-told stories. The first
thing that must be said in this article is that we don’t want
to look at this fact from the point of view of differing original
and non-original plots or even creatures. We choose another way
to evaluate this fact: in the order of establishing a new story
Shakespeare used as basic mean repetition of an old one. He
without doubts was inspired with some story but none of his
creatures could be named repetition in its wholeness: he
repeated only such elements of previous stories or their versions
with which he was inspired and so which couldn’t be omitted
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("...repetition is a necessary and justified conduct only
in relation to that which cannot be replaced», it’s what Gilles
Deleuze rightly tells us on such cases!).

Here we want to show, basing on the case of Hamlet — the
longest of Shakespeare’s playwrights — that this manner of re-
writing stories was a necessary and justified conduct in his
strategy of creative activity dedicated to establishing absolutely
authentic and unique events on the scene. We also hope
to demonstrate that Shakespeare turned such a great master
of this creative repetition — using this mean as his basic method
of producing playwrights and performances — that he couldn’t
escape from thinking on its nature.

Not only practice of creative repetition as this great person’s
manner to write scripts we mean in this text; we mean a detail

! Deleuze, Gilles. Difference and Repetition / Translated by Paul Patton.
N.Y.: Columbia University Press, 1994. P. 1.
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that is deeper and more representative for showing reality of his
reflective relation to repetition as strategy and method. This
detail is the fact of Shakespeare’s control of the place
of repetition within every playwright. In this aspect we
mentioned that Hamlet is Shakespeare’s longest play not
occasionally: we could see how repetition is developed and
controlled in time and is fully realized as creative base. So
Hamlet seems to provide us the best ground to investigate if
there was an implicit but special logic of repetition
in Shakespeare’s creative mind.

Let’s look from this point of view at well-known words said
on Hamlet by William Hazlitt: «Hamlet is a name; his speeches
and sayings but the idle coinage of the poet’s brain. What then,
are they not real?»! Hazlitt as we know continues his reflection
on Hamlet’s reality into inner world of readers: «They are as real
as our own thoughts. Their reality is in the reader’s mind. It
is we who are Hamlet.»? He finishes his thought trying to catch
the essence of Hamlet’s effect on readers and spectators: «This
play has a prophetic truth, which is above that of history.»* This
sentence, affirmed by extraordinary influence of this
Shakespeare’s play, we could accept as the most suitable
proposal of Shakespeare’s original creation in the story
of Hamlet: in the playwright Shakespeare created the mental
content effecting as a prophetic truth that is above the truth
of history. Comparing Shakespeare’s story with those that are
pre-told let’s try to find textual elements capable to provoke
feelings described by Hazzlit.

Evidently he turns to the story firstly written by Saxo
Grammaticus in Deeds of the Danes* (Danish chronicles) in Latin

! Hazlitt, William. Lectures on the Literature of the Age of Elizabeth and
Characters of Shakespear’s Plays. L.: George Bell and Sons, 1900. P. 74.

2 Ibid.

% Ibid.
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(Gesta Danorum) in 12th century. As it used to be with texts
of this kind it exposed well-known, even famous stories that had
earlier been told orally for a pretty long time. Moreover, it is
a rule that such texts include pure mythology and their
authors — trying to develop mythological plots into sources
of facts in which readers must believe — executed some analysis
of poetry thanks to which these plots had earlier appeared. The
logic of this examination of poetry is transparent: if some
events or deeds inspired poets it’s the best proof that events or
deeds were real and outstanding.

Gesta Danorum is not some exclusion: in its sixteen books
we at first find exposition of regional mythology (the first half,
books 1 — 9) that finishes with enthronization of Gorm
the Old’ as King of Denmark. At this point the poetical and
factual kinds of reality with which the text deals are connected
in one storyline because Gorn was the first documented Danish
King. Then (the second half, books 9 — 16) the author tries
to draw a picture of factually based events of mediaeval Baltic
region in which Denmark was involved.

It’s symptomatic that Saxo Grammaticus who united
mythological and historical events used a very interesting
expressive mean to reach this unity in his text: in the first half
he combines prose and verses® making imagination of the total

4We used English translation: Saxo Grammaticus. The History of the
Danes. Books I — IX / Translated by Peter Fisher. Edited and with
commentary by°Hilda Ellis Davidson®. 2 vols. Cambridge: Cambridge
University Press, 1979—1980.

S http://www.goodreads.com/book/show/677058.Saxo_Grammaticus

6 http://www.goodreads.com/author/show/4913993.H_R_Ellis

Davidson

" http://en.wikipedia.org/wiki/Gorm_the_Old

8 On Saxo’s style, including mixture of prose and verses, see the article
by P.Fisher whose translation we used when preparing this publication:

95


http://www.goodreads.com/book/show/677058.Saxo_Grammaticus
http://www.goodreads.com/book/show/677058.Saxo_Grammaticus
http://www.goodreads.com/book/show/677058.Saxo_Grammaticus
http://www.goodreads.com/author/show/4913993.H_R_Ellis_Davidson
http://www.goodreads.com/book/show/677058.Saxo_Grammaticus
http://www.goodreads.com/author/show/4913993.H_R_Ellis_Davidson
http://www.goodreads.com/author/show/4913993.H_R_Ellis_Davidson
http://en.wikipedia.org/wiki/Gorm_the_Old
http://en.wikipedia.org/wiki/Gorm_the_Old
http://en.wikipedia.org/wiki/Gorm_the_Old

heroic reality.’ In this context in the early part of the first half
of Gesta Danorum (books III, IV) appears the story upon which
Shakespeare based his tragedy of Hamlet, Prince of Denmark,
and this story we can evaluate as the main content of its
intertextual meaning.

This story is called Vita Amlethi (The Life of Amleth) and as
a fact of text it is combined written re-telling of several earlier
oral legends. We don’t need to repeat events of the life
of Amleth in details — they are well known — we’ll just fix the
parallel characters that allowed Shakespeare to keep
intertextual meaning of the chronicle story!® (see the following
table).

Saxo Grammaticus Shakespeare

Amleth, Prince of Denmark Hamlet, Prince of Denmark
Horwendil Hamlet’s father

Gurutha, daughter of Rorik Gertrude

Feng King Claudius

An unnamed «fair woman» Ophelia

An unnamed evesdropper Polonius

Two unnamed retainers of Feng Rosencrantz and Guildenstern

Here we’ll take the central figure of Amleth-Hamlet on
which all lines of the intertext of the story are crossed to try

Fisher, Peter. On Translating Saxo into English // Saxo Grammaticus:
A Medieval Author between Norse and Latin Culture / Edited
by Karsten Friis-Jensen. Copenhagen: Museum Tusculanum Press,
1981. P. 53—64.

°0n poetical qualities of Saxo’s text see: Fris-Jensen, Karsten. Saxo
Grammaticus as Latin Poet: Studies in Verse Passages of «Gesta
Danorum». Rome: «<’Erma» di Bretshneider, 1987.

10 Spelling of the persons mentioned in the chronicle, Shakespeare’s
characters’ names, as well as his own name, is different in different
sources but it’s easy to identify them in every case.
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to refine this intertextuality from later elements among which
we’ll have a good chance to identify as Shakespeare’s creative
transformations. We see how Amleth appeared: a person called
Horwendil, the brave, strong and lucky Danish lord and pirate,
together with his brother Feng (Shakespeare calls this character
Claudius), was appointed by King Roderick (Rorik) sitting then
in Denmark to govern the province of Juteland; Rorik gave
Horwendil his daughter Gurutha (Gertrude in Shakespeare’s
Hamlet) to marry because he had earlier killed King Coller
of Norway (Fortinbras of Shekespeare’s playwright) in the single
combat, took his treasures and brought them to Rorik.

From this marriage of Horwendil and Gurutha Amleth (re-
named into Hamlet by Shakespeare) was born. This is the point
where the tragedy starts. Amleth was born as Danish prince,
very possible King of Denmark in future. Feng, Horwendil’s
brother and Amleth’s uncle, wishing to rule Juteland alone,
killed Horwendil. Moreover, he must have thought not only
of Juteland, he must have wished to turn King of Denmark too,
so it’s very possible that before the murder he had turned
Gerutha’s lover and executed the murder with her — Amleth’s
mother’s — assistance. The social level and the dirty personal
secret are mixed at this point: the point of the beginning of the
real — psychological — intertext of this story. Then Shakespeare
deals with this basis. Let’s look at how Shakespeare’s creative
method (surely, we speak of it as a model) of repeating and
differing works starting from this point where the intertextual
beginning of this tragic story is constituted.

2. Mental Experiment of Repetition and Difference of the Tragic

For Shakespeare it wasn’t important whether Hamlet’s
father was a real king or not, and moreover — King of Denmark,
we see how free he was in relation to possible historical details.
He reveals such a free reference to the historical provenance
of the story as if he had really been a Romantic poet that he was
supposed to be by many theoreticians of Romanticism among
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whom S.T.Coleridge seems to be the most conceptual in this
evaluation of Shakespeare’s kind of creativity.! Shakespeare
caught the main factor that determined the structure of the very
tragic action of a character like Amleth.

Coleridge, for whom Shakespeare and his Hamlet were very
valuable for his own mental experience,> wrote on the origin
of Hamlet as intellectual reality of his author’s mind: «I believe
the character of Hamlet may be traced to Shakspere’s deep and
accurate science in mental philosophy.»®> We not only agree
with this interpretation, we want to make this idea
epistemologically stronger, more concrete, to make it closer
to current practice of gnoseological investigations. We think
that there are some reasons to interpret Shakespeare’s creative
action with Hamlet’s character as one of the earliest cases
of mental experiments with which later philosophy of mind was
concerned.

This way we interpret the following Colredge’s words: «this

' And implicitly he was a poet of the kind that much later Romantic
theoreticians made the model of poetry and creativity in general and
this is analogical to how we identify him as an implicit philosopher
of mind and intertextuality. Because creative imagination was the
fundament of the method of repeating and differing we agree with
many ideas of Coleridge on Shakespeare in general and Hamlet’s origins
especially: see: Coleridge, Samuel Taylor. Lectures and Notes on
Shakspere and Other English Poets. L.: George Bell and Sons, 1904).

2 «,Hamlet“ was the play, or rather Hamlet himself was the character,
in the intuition and exposition of which I first made my turn for
philosophical criticism, and especially for insight into the genius
of Shakspere...». This is how Coleridge evaluated circumstances
of Shakespeare’s creative work on Hamlet for his own theoretical
positions and investigations (Coleridge, Samuel Taylor. Lectures and
Notes on Shakspere and Other English Poets. L.: 1904. P. 342).

5 Ibid. P. 343.
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character must have some connection with the common
fundamental laws of our nature may be assumed from the fact,
that Hamlet has been the darling of every country in which the
literature of England has been fostered. In order to understand
him, it is essential that we should reflect on the constitution
of our own minds.»' Thus in this aspect — as the result of the
mental experiment on this situation — we are going to look at
creative additions that Shakespeare made to the previously
existing intertext of the story about the Prince of Denmark.

Let’s look more attentively at those details with which
Shakespeare dealt in his work: it was not only the half-
mythological story of Amleth that we already know but also
some theatrical reality that had already been constituted to the
time when he created his Hamlet. We mean the very play
of Amlet-Ham (b) let, tragedy of revenge as a genre, ghost as
a type of scenic character. Shakespeare didn’t invent them, he
used them as experimental instruments.

About the time of creation of Hamlet we must remark that it
is still a problem of discussion where it was localized
in Shakespeare’s existential and creative biography. We could
easily imagine that the very idea of the playwright was in a very
long process of development in the creator’s mind and it could
easily appear that the mental experiment on Amleth’s case not
only resulted in the character of Hamlet and in the playwright
of the same name but gave Shakespeare some key ideas
concerned with disposition of human psychological nature and
human communication that he applied to many of his creative
tasks.

Among such ideas the most important, as we think, is the
one that is directly involved in Shakespeare’s creative
experience of all kinds. It’s division of what could be
communicated with language from what could not be

! Ibid.
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communicated with language and so must be associated with
silence. This theme has already been investigated in special
works! and we don’t plan to stress attention on it now but we
must mention it to show the final (in our understanding) point
of Shakespeare’s reflection. Repeating and differing of the tragic
appeared in language and silence we here propose as
Shakespeare’s covered but actualized plan on which creation
of Hamlet was based — and it was his original thought and his
authentic intention in the work on this text.

Investigating Shakespeare’s text on Hamlet we can notice
only one special mean that could be included to the playwright
as a result of the mental experiment we have described. This is
the figure of the Ghost as the carrier of Hamlet Father’s
participation in the story that was supposed to be performed
according to the Shakespeare’s script.

For Shakespeare, as we think, the Ghost is fixing some very
concrete mental content. The Ghost of Hamlet’s Father is the
field reminiscence in Hamlet’s mind — and everybody’s mind
when a person is involved in an extreme existential situation.
This character expresses interior but intersubjective content
of one’s mind when anybody faces the Danish Prince’s
condition. This content consists of remindings, recollections,
reflective and imaginative ideas constituting in one’s mind
earlier absent but very significant things: moral motivations for
extraordinary actions including the right and the duty
to execute revenge.

!For instance: Hecker, Pierre Alexandre. The Shakespearean Stage:
Language and Silence. D.Phil. University of Oxford. 1999. Roland
Barthes examined the special role of silence in his writings on Racine
and the classicist discourse (going one step after Shakespeare’s
theatrical innovations): Barthes, Roland. On Racine / Translated
by Richard Howard. Berkeley and Los Angeles: University of California
Press, 1992.
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We propose that in the case of creating the character of the
Ghost Shakespeare researches how what we have just described
must happen in human mind. And, returning to our idea that
unity and opposition of language and silence in human
communication is the covered but basic aim of his cognition, we
must fix that the Ghost — a bodiless speaker — could be the
only scenic opportunity to include into the action the inner
speech that is speech in silence — pure phenomenon of mind at
work.

First of all Shakespeare deconstructs the given intertextual
conditions of Amleth’s revenge known from the story of Saxo’s
chronicle and its later retellings. Then he reconstructs them
in a new literature case of Hamlet with modification of some
details (repetition of the tragic situation). Because in the Saxo’s
and later versions Amleth’s actions and their motivations are
described very mythologically, Shakespeare must to settle
personal disposition of the tragic passing through Hamlet’s
mind (difference of the tragic) using mental experiment. The
result of this experiment, as we have fixed it, was actualized
in the character Hamlet’s Father’s Ghost — Hamlet’s mind
talking to itself.

To verify this hypothesis we could point at the following
details and passages of Shakespeare’s text. Hamlet is
a Wittenberg student and we remember that he wished to return
to his studies but he was refused in «going back to school
in Wittenberg» by his uncle (act I, scene 2). Horatio, his fellow
student as Hamlet calls him in the same scene of the same act,
in scene 1 was asked to talk to Hamlet’s Father’s Ghost because
Horatio was a scholar. He was also asked in the role of a scholar
(an expert) to examine, to identify and to comment appearance,
behavior and sense of the Ghost.

So Hamlet is a scholar too, a person with abstract reflective
experience and — the one who wants to return to his
scholarship. This is the context that allows us to think
of theoretical level of his thinking and of philosophical content
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of his ideas, visions and emotions. Moreover, all this mental
subjects are concentrated in the Ghost whose message, as
Horatio says, only Hamlet could understand because the Ghost’s
words were predestinated to him: This spirit, dumb to us, will
speak to him.

And, finally, the main detail that shows us the message will
be spoken in inner speech is revealed to us in the following talk
of the two scholars (also in act I, scene 2) :

Hamlet. /.../

My father — methinks I see my father.
Horatio. O, where, my lord?

Hamlet. In my mind’s eye, Horatio.

We see that all psychological conditions were settled in the
two earliest scenes of the first act and the mental experiment
could be executed as it was done by Shakespeare and we can try
to interpret it. This will be the following stage of this
investigation and the theme of another article.

3. Conclusion: an Integral Approach to Shakespeare as a Philosopher

There are a lot of works dedicated to possible philosophical
meanings of Shakespeare’s heritage, some of them are well
localized and the others are well generalized. The both trends
of searching the correct approach to Shakespeare’s
philosophical ideas that were revealed rather artistically than
logically have serious reasons because Shakespeare was
a person of Renaissance type. For minds of this type, as we
know, feeling of totality of the universe and investigating
interest to its local phenomena were equally strong cognitive
motivations of all forms of activity. After 300 years from
Shakespeare’s birth we have an opportunity of an integral
glance on philosophical meanings covered in Shakespeare’s key
texts among which Hamlet must be the most representative.

As for interpretations of Shakespeare that were specially
based on Shakespeare’s dramas the most remarkable case —
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where the trends to localization and generalization are happily
united — we undoubtedly find in Colin McGinn’s text on
Shakespeare’s philosophy that is widely known.! From the
point of view we have just proposed for Hamlet in this article it’s
very significant that McGinn was specialized in philosophy
of mind and just before the text on Shakespeare he had
published two investigations on objects and insight of mind,
and the last is connecting images, dreams and meanings.?

We think it’s a very productive precedent of analysis
of Shakespeare’s dramas according to philosophy of mind
criteria. We also think it must be associated with idea
of Shakespeare’s possible mental experiments with content
of consciousness that he seems to execute in all his playwrights
basing on repeating and differing the intertextual stories. There
is a hope that this kind of interpretative work could be valuable
both for philosophical understanding of Shakespeare’s dramatic
heritage and to practice of its theatrical performance in future.
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EJIEHA JI3UKEBUY, CEPTEN
N3UKEBUY!

IIEKCIINUP KAK ®NJI0COP CO3HAHHUSA
1 MTHTEPTEKCTYAJIBHOCTH (CJTYUYAI1
«TAMJIETA»)

A6cmpakm

Bce ABTOPBI, KOTOPbIE€ MUIIYT O ITbeCax H.[eKchpa — SIBJISIKOTCSI OHU
d)I/IJ'IOCO(l)aMI/I sSI3bIKa MJINM HET, ABJJAKTCS OHUM TeOpeTUKaMM B006H.le
WM HET — He MOTYT He OTMETUTDb OJHY A€TaJ/Ib: [IOYTU Be3[e €ro A3bIK
IIpOBOLMPYET HEKOTOpO€ MHOXXECTBO BO3MOXKHBIX I/IHTepl‘[peTaHMf/[,
COPEBHYIOLIMXCS APYT C APYTOM B CO3HAHUM 3pUTeNeil. ITu aBTOPbl —
B 0C068HHOCTI/I eC/IM OHU TE€OPEeTUKN U, KOHEUYHO, eC/I1 OHU d)I/IJ'IOCOdeI
SI3bIKa — MOIYT MMETb pas3/IMuHble M 4aCTO IPOTMUBOpeYalue Opyr
IPYTY TOUKY 3peHus Ha pupony si3bika lllekcnmpa u, ciegoBaTenbHO,
Ha ero 3HaudeHus. HEKOTOprE TOYKM 3pEeHMs SABJIAIOTCA Be€CbMa 3K30-
TUYEeCKMMNU — HallpUMep, YTO MOJXKET 6bITb M3MEHEHO B IIOHMMaHUn
s3bika Illekcnmpa, eci Obl 3TOT SI3bIK GbUT M306peTeH DpaHCUCOM
bakoHom? Mpl rnosaraem, 4To muaem 3TOro poga Moryrt 06’I:$ICHHTI:CH
TOJIBKO OJHONM mpuuyuHO: lllekcnup MCHIONb3yeT $3bIK, KOTOPOMY
CBOJICTBEHHBI ,Eef/[CTBI/ITeanO cbuﬂocod)cme Kauecmeda. O,ZLHaKO MBI
YBE€pEHDI, UTO 3TN KaueCTBa IpeacTaB/IsaioT C06017'I e20 cobcmeeHHoe 00-
CmuxceHue, OHN Bpra60TaHLI M B KauyeCTBe MMIIIMIUTHOIO 6ua<ypca

! Enena [3uxesuu — mpodeccop kabenpsl dGumocodmm u KylabTypo-
noruu Bwicuiero TearpanpHoro yumiauia umenu M.C.IlenkuHa mpu
Manom Teatpe; Cepeeli /[3ukeeuu — OOLEHT Kadempbl 3cTeTUKu (pu-
nocodcekoro daxynbrera MI'Y mmenu M.B.JIoMOHOCOBa, IIaBHbI pe-

maktop AU.

105



ero 0co60ii ¥ BecbMa IepcoHaaM3UPOBAHHO paboThI C SI3bIEOM U TEK-
cramy. Pasmpiuuisii Hag GuiaocodcKoil YHUBEPCATbHOCTHIO MHOIMX
naccaskeit lllekcpoBBIX TEKCTOB MbI MIPUILIIY K CJIEAYIOLMM BepCUsIM
06bSICHEHYST 9TOTO peHOMeEHA: 1) 3Ta YHUBEPCAIbHOCTD SIBJISIETCS JIei-
CTBUTENIbHOI, a He MeTa(opuuecKoit; 2) 3Ta YHUBEPCATbHOCTh MMEET
VICTOKOM MHTEPTEKCTYaabHOCTh lIleKCrMpoBBIX IbeC; 3) 3Ta YHUBEP-
CaJIbHOCTh OCOGEHHO OueBMIHA B ApaMaTtypruu Lllekcrmpa, MOCKOIbKY
OH OCO3Ha/l TeOpeTMYeckoe 3HaueHMe CBOMX KPeaTMBHBIX [1eViCTBUIA
C TEKCTOM KaK CIeIMaabHO} Pa3HOBUIHOCTU NEPenucsi8aHus cmapuix
ucmoputi, B KOTOPbIX 8eUHble JIEMEHTBI JOKHbBI ObLIY GbITh COXpaHe-
HbI M YCUJIEHBI AJISI TOTO, UTOOBI MepeaBaTh GyHIaMeHTabHOE 3Ha-
YyeHye TeKCTa, K KOTOPOMY 3Ta Mpoleaypa Oblia MpuMeHeHa; 4) ecTb
OCHOBaHMS MoMaraTh, YTO, MIOCKOJBKY lllekcrup MHOro pas MOBTOPSII
9Ty IMPOLIeAYPY, OH BbIpaboTal MMILUIMIIMTHBIN OMCKYpC HA MIpUMepax
MX TEKCTYaJIbHOM CYIIHOCTH; 5) TIOCKOIBKY €ro AUCKYpC 6bL1 OCHOBaH
Ha CYHIHOCTY TOTO, YTO Tellepb Ha3blBaeTCsl MHTEPTEKCTYalbHOCTbIO,
MbI MOXXEeM OLLeHUTHb [HeKchpa KaK MMIUVIMIUTHOTO T€OpPeTUKa 3TOro
npeaMeTa; 6) 3Ta OLlEHKA JAaeT HaM HEeKOTOpPble JOIOJIHUTEIbHbIE VH-
CTPYMEHTHI 1JIs1 TIOHMMaHMS MHTe/UIeKTyaIbHOro Hacienus lllekcrimupa
¥ IIpeloCcTaBiisieT HaM BO3MOXHOCTb II0-HOBOMY ITOCMOTPETh Ha Teo-
peTuyeckye KOHHOTAIMY, KOTOpble MbI IpefIoaaraeM BUIeTh B (u-
Jjocobu COSHAHUS.

Knrouesste crosa

WHTtepTekcTyanpHOCTh M lllekcnyup, MPOMCXOKIeHMe JUTePaTypHOTo
MHTepTeKCcTa Tparenuy amiiera, MHTepTeKCTyaJlbHOe 3HaueHue Tpa-
regyy l'amieTa, MHTepTeKCTya/lbHble M3MeHeHMs] TOHMMAaHMS 110CIa-
Hus Tpareguu llekcnupa «Tamer», lekcnup u dunocodust cosHa-
HUSL.

1. Hcmoku unmepmexkcma mpazeduu 0amckozo npuHya

HaBaiiTe 06paTMMCS K Camoil CyumrHoCcTM Toro (akTa, UTo

Illekcrup MpearnouYnTas UMETh IeJI0 C PACCKA3AHHbIMU paHee IC-
Topusimu. IlepBoe, UTO CJielyeT OTMETUTh B 3TOi CTaThe, 3a-
K/TIIOUAeTCsT B TOM, UTO Mbl HE XOTeJM 6bl CMOTPETD Ha 3TOT (aKT

C TOYKM 3peHMS Pa3INdeHUs OPUUHAJIbHOCMU U
HeopuzuHAaIbHOCMU CIOXKETOB WM IPOU3BeNeH. Mbl n361-
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paeM APYToil Crtocod OIeHKM 3TOTO (aKTa: AJIsT TOTO YTOOBI CO-
310aTh HO8YI0 ucmopuio, lllekcriup MCIoMb30BaJI IPMEM nosmope-
Hus ctapoit. OH, BHe BCSIKOTO COMHEHMSsI, BOOXHOBJISICSI HEKOe
MUCTOpMeH, HO HM OJHO U3 ero MpOoMU3BeHNeHUii He MOXeT ObITh
Ha3BaHO MOBTOPEHMEM B CBOeN yesocmHOCmu: OH No8mopsii
TOJIbKO T€ 3JIeMEeHThI MPeAIeCcTBYIOINX UCTOPUIT WIN UX Bep-
CUii, KOTOPBIMM OH OBUI BIOXHOBJIEH ¥ KOTOpbIE MO3TOMY
He MOIIM GbITh IpOmyIeHsl (“...I0OBTOpeHye ABISeTCs HeoOX0-
IVMBIM ¥ 060CHOBaHHBIM [IeJiCTBYEM JIXIIb B OTHOIIIEHUU TOTO,
YTO He MOKeT ObITb 3aMEeHEHO», KaK CIIpaBemMBO OTMeuaeT
JKusb [enes IpMMeHUTENbHO K ITOA06HBIM Cryyasm').

! Tlpu moAroToBKe Kak aHIIMIACKOTO TEKCTa MbI MUCIIONb30BaIN Mepe-
BOJ TekcTa [lesie3a Ha aHIMIMIICKuIt A3bIK: Deleuze, Gilles. Difference and
Repetition / Translated by Paul Patton. N.Y.: Columbia University Press,
1994. P. 1. [Ipy 1oAroTOBKE PYyCCKOTO TEKCTA MCIOAb30BaH CylIeCTBYIO-
il pycckuit nepesog: Jenes, JKuns. Paznuume u noBropenue / Ilepe-
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3mech Mbl XOTeau Gbl MOKa3aTh, OCHOBBIBASICh Ha Ciydae
Tparenguu «['amiieT,» camoii AnuTenbHoOM u3 nbec llekcnmpa, 4To
9Ta ero MaHepa Nnepenucwi8aHus VCTOpUii 6Gbuta Heo6X00UMbIM
u 060cHOBaHHbIM delicheéuem B €er0 CTpaTermy TBOPUECKOi mes-
TeJTbHOCTHM, TIOCBSIEHHOM CO3MaHMI0 abCOMIOTHO ayTeHTUUHbIX
M YHUKaJIbHBIX COOBITHI Ha ciieHe. MbI Takke HaZeeMcsl IIpofe-
MOHCTPUPOBATh, UTO IlleKcrup CTas CTOMb BEIMKUM MacTepOM
KpeamugHoz0 N08MOpeHUs, UCIIONb3ys 3TO CPEICTBO KaK CBOI
0a30BbIii METOM, CO3IaHMs IbeC U CIIEKTaKJIei, YTO OH He MOT
1306e5KaTh OCMbBICIIEHVST €T0 IPUPOMBI.

B 3TOii cTaThe MBI MMeeM B BUAY He TOJbKO IMPAKTUKY Kpe-
aTMBHOTO TIOBTOPEHMSI KaK MaHepy 3TOro BeJMKOro 4elioBeKa
CO37aBaTh CBOM CIIEHApPUM, MBI IMEEM B BUAY OOCTOSITEIHCTBO,
KoTOpoe 6osiee TIIyOOKO M PENpe3eHTAaTUBHO [JISI TOTO, YTOObI
OOHApPYKUTb €ro pedIeKCMBHOE OTHOIIEHME K ITOBTOPEHUIO
KaK CTpaTerMu ¥ MeTOAy. DTO OOCTOSITENBCTBO 3aKIIOYAEeTCs
B (akrte koumposns IllekcmMpoM MecTa IOBTOPEHUSI BHYTPU
KaXX[0M Tbechbl. B 3TOM acliekTe Mbl HEUIYyYaliHO YIIOMUHAJIN,
yto «[amyer» — camas myuTenbHas mbeca lllekcrmpa: Mbl MO-
KeM BUJIEThb, KaK TIOBTOPEHME Pa3BMBAETCSI M KOHTPOIUPYETCS
BO BPEMEHM U KaK OHO ITOJIHOCTBHIO OCO3HAHHO B KauecTBe Kpe-
aTMBHOTO OcHoBaHMus. IlosTomy «[amieT», KakK HaM KasKeTcs,
MpefoCTaBIsIeT HaM HAaWIYULIyI0 TIOYBY /ISl MCCIeNOBAHUS TO-
ro, 6bUIa M HesBHAs, HO CIelMaabHasl J02UKA NOB8MOpPeHUs
B TBOpUecKkoM co3HaHuu lllekcrmpa.

IaBajiTe IOCMOTPUM C 3TOJi TOUKM 3PEeHMs Ha XOPOIIO U3-
BECTHbIE CJIOBA, CKasaHHbIe 0 I'amyieTe YUIbIMOM X33JIUTTOM:
«aMJIeT — 3TO MMSI; er0 peuy U BbICKa3bIBaHMS — He UTO MHOE,

Bop, ¢ dpaniry3ckoro H. B. MaHbKOBCKOI1 (comepskaHue c. 3—7 u BTOpast
yacTb ¢. 215—382), 2. I1. I0poBcKoii (repBast yacTb ¢. 9—215). YkaszaH-
HBIJ IMaacccak HaXoOMTCS BO BBeleHUM «I[IOBTOpeHMe ¥ pasinume»,
npeznociaHHoM Jlesie3om CBOeMy COUMHEHMIO M pa3MeLeHHOM B U3-
JIaHMM YKa3aHHOTO MepeBoja Ha c. 13.
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Kak pasMeHHasi MOHeTa yma moaTa. UTo X U3 TOro, pa3Be OHU
He peanbHbI?»! X33UTT, KaK Mbl 3Ha€M, IIPOIO/IKAET CBOE pac-
CykmeHue o peaqbHOCTU ['aMiieTa B HampaBJieHUM BHYTPEHHEro
Mupa untartesns: «OHM Tak ke peajabHbl, KaK HAIlIM COOCTBEHHbIE
Mmbicau. VIX pealbHOCTb — B pasyme uurarens. [amier — 3TO
Mbl.»? OH 3aBeplIaeT CBOIO MbICIb TIOIMBITKOM YIOBUTH CYII[-
HOCTb BO3[IeMCTBUS Tpareguu «['amieT» Ha yMTaTe/eit U 3puUTe-
Jieli: «JTa mbeca COAePXUT UCTUHY OTKPOBEHMSI, KOTOPasl BhIIIe
MICTVHBI MCTOPUM.»® DTO BbICKA3bIBaAHME, TIOPOKIEHHOE KCTpa-
OpAVHApHBIM BAMsSIHMEM mbechl lllekcrimpa, Mbl MOXeM MpU-
HSITh KakK Haubojiee YIOBJIETBOPUTEIBHOE IIPENTIONOKEHNE
006 opuruHaibHOM TBOpeHMUM Illekcnupa B ucropum o 'amiiere:
B 3TOVi Ibece lllekcrup co3man uHmesieKmydanpHoe cooepicaue,
deiicmayrowjee Kak UCMUHA OMKPOBEHUs., KOMOpas ebluie UCTNUHDL
ucmopuu. CpaBHuBasg ucropuio lllekcrnupa ¢ uctopusmu, pac-
CKa3aHHBIMM [0 HErO, MbI MOMbITAEMCSI HANTU TeKCTya/ibHbIE
9JIEMEeHTbI, CIIOCOOHbBIE CIIPOBOIMPOBATh UYBCTBA, OMMCAHHbIE
X333/IMTOM.

OueBUAHBIM 06Pa30M OH 0OpamIaeTcs K MCTOPUM, BIIEPBBIE
3anucaHHolit CakcoHom Ipammamukom B «[lesHUSIX OaT4aH»
(maTCKMX XpOHMKax, Ha3blBaeMbIX Ha JATMHCKOM si3bike Gesta
Danorum)* B XII Bexe. Kak 6bIBaJI0 C TEKCTaMM ITOJOOHOIO PO-

! Hazlitt, William. Lectures on the Literature of the Age of Elizabeth and
Characters of Shakespear’s Plays. L.: George Bell and Sons, 1900. P. 74.

2 Ibid.

5 Ibid.

4Mbl MCIIONB30BaIM aHINIMIICKOe M3gaHue: Saxo Grammaticus. The
History of the Danes. Books I — IX / Translated by Peter Fisher. Edited
and with commentary by°Hilda Ellis Davidson®. 2 vols. Cambridge:
Cambridge University Press, 1979—1980.

S http://www.goodreads.com/book/show/677058.Saxo_Grammaticus

6 http://www.goodreads.com/author/show/4913993.H_R_Ellis

Davidson
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Ja, 3TU XPOHUKM SKCHOHUPOBAIU XOPOIIO M3BECTHbIE, Haxke
3HAMeHUTbIe UCTOPUM, KOTOPbIE A0 3TOTO PAacCKa3bIBAINUCh YCT-
HO B Te4yeHMe IJIUTEeTbHOTO BpeMeHu. bosee TOro oka3bpIBaeTCs
MIPaBWJIOM, UTO MOAO6GHbBIE TEKCTHI BKIIOYAIOT UMUCTYIO MUDOIIO-
TUIO, a X aBTOPBI, CTapawiuecs: nepepaboratb MudoIornye-
CKMe CIoXeThbl B (DaKTbl, B KOTOpbIe UMTATENSIM IpeAJaraaoch
BEPUTbH, IPEAIPUHMMAIN HEKOTOPbI aHAINU3 110331, 6i1aroga-
psI KOTOPOI 3TU CIOKeThI MOSIBWINCh paHee. Jloruka 3TOro mc-
CJTemoBaHMS TTO33UM MTPO3PaYHa: eI HEKOTOPbIe COOBITUS MU
IesTHUST BOOXHOBJISUIM TI03TOB, 9TO OBLIO JYUIIMM J0Ka3aTesb-
CTBOM TOTO, UTO 3TM COOBITUS WUIM OesSHUS ObLIM peasbHbIMU
Y BBIAIOIIVMUCS.

Gesta Danorum — He UCK/IIOYEHME: B NI€CTHAALLATY KHUrax
9TOW XPOHMKU MbI B IEPBYI0 O4Yepelb HAXOOUM SKCIO3UIIUIO
permoHa/ibHO Mudosorumu (mepBasi MOAOBMHA, KHUTU 1—9),
KOTOpas 3aBepuiaeTcs MHTpoHu3anueil ['opna Crapiiero B Ka-
yecTBe Koposs [Janun. B 3TomM IyHKTe mosTuyeckast u pakTmuye-
CKasl CTOPOHA peaJbHOCTY, C KOTOPOW UMEeT [IeJI0 TEKCT, COely-
HSIIOTCSI B €IMHYIO JIMHUIO TTIOBECTBOBAHMS, ITOCKOALKY ['OpH GbIT
MEepPBBIM JOKYMEHTUPOBAHHBIM AATCKUM KoposeMm. [lanee (BTO-
pasi MoJIOBMHA, KHUTU 9—16) aBTOP MbITAETCSI HAPUCOBATh Kap-
TUHY OCHOBaHHBIX Ha (paKTax COOBITMII CpegHEeBEKOBOTO 6ai-
TUICKOTO PETMOHA, B KOTOPbIE OblyIa BOB/IeUueHa JIaHmsl.

CumntomaTnuHo, 4To CakcoH I'paMMaTUK, COeIMHMBIINIA
MUGOMOTUYECKME U MCTOPUYECKMEe COOBITUSI, MCIIONb30Bas
OUeHb MHTEepPeCHOEe BBIPA3UTEIbHOE CPENCTBO IJISI TOTO, YTOOBI
IOOGUTHCS eOUHCTBA CBOETO TEKCTA: B IMEPBOJi MIOJIOBMHE OH UC-
MOJb3yeT MPO3y U CTUXU, CO3[aBasl BIleUuaT/ieHNe repomnveckoin
peanbHOCTH.! B 3TOM KOHTEKCTe B mepBoit yactu Gesta
Danorum (xkauru III, IV) mossiseTcss UCTOpUS, Ha KOTOPOi

10 mostnyeckux KauvecrBax Tekcra CakcoHa I'pammaruka cm.: Fris-
Jensen, Karsten. Saxo Grammaticus as Latin Poet: Studies in Verse
Passages of «Gesta Danorum». Rome: «’Erma» di Bretshneider, 1987.
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[Ilexkcrinp ocHOBan Tpareauio lamiera, mpuHIa JJaTCKOTO, U 3Ty
MICTOPUIO MbI MOKEM OIIEHUTH KaK IJIaBHOE COIepsKaHMe ee MH-
TepPTeKCTyaIbHOTO 3HAUEeH M.

dTa uctopusi HocuT HasBaume Vita Amlethi («)Kusup Amie-
Ta») U Kak (PakT TeKkcTa MmpeacTaBisieT co60ii KOMOMHAIUIO 3d-
NUCAHHbIX TIEPECKAa30B HECKONbKUX YCMHbIX jereHa. Ham Her
He06XOIMMOCTH TepeckasbiBaTh COOBITHS KU3HM AMIeTa B Je-
TaISIX — OHM XOPOIIO M3BECTHbI — MbI IIPOCTO 3aduKcupyem
rapasuiesbHble TTepCOHaXXM, KOTopble mo3Bomm [llekcnypy co-
XpaHUTh MHTEPTEKCTYaJbHOE 3HAYEHME MCTOPUM U3 XPOHMUKMU!
(cM. TabaUILy HIUKE).

Caxcox I'pammamux Illexcnup

AmreT, TpUHL, OATCKUi lamneT, OpuHL, #aT-
CKUA

XopBeHaun Oren 'amyieta

T'ypyTa, nous Pepuka leptpyna

®enr Koponb KnaBanit
Be3bIMSIHHAST «BOJIIIEOHMIIA» Odemnsa
BesbIMSHHBINI comisimaTai TTonoumnit

IlBa 6e3bIMsIHHBIX CTyTY DeHra _ PoseHkpaHi u [MibaeHCTEPH

3mech Mbl PaCCMOTPUM LIEHTPaJIbHYIO GUrypy Amiera-Tam-
JleTa, Ha KOTOPOJi MepeceKaloTcsl BCe JMHUM MHTEePTeKCTa 3TOi
MUCTOPUM, IJISI TOTO, YTOOBI OUMCTUTH 3Ty MHTEPTEKCTYaIbHOCTD
OT MO3AHENIINX 37IeMEHTOB KOTOPbI€, MbI ITIOJTYyUMM CYaCTIUBBIN
IIaHC MAEHTUUIMPOBATh KaK KpeaTMBHbIe TpaHcHOpMaLuu,
npuBHeceHHbIe lllekcrpom. Mbl BUIMM, KaK MOSIBUIACh QUry-
pa Amsera: yeloBeK MO MMeH XOPBEeHIWJ, CMesblii, CUJIbHbINI
U YOAWINBBIA NATCKUIM NPaBUTENb U MUPAT, BMECTE CO CBOUM
6patom @enrom (y [llekcrupa oH mpeacTaBieH B o6pase Kimas-

! Hamcaume MMeH IepCOHAa/Mii, YIIOMMHAeMbIX B XpoHMKe CakcoHa
I'pammaTuKa, mepcoHasxkeit Illekcmmpa, Tak ke, Kak 1 ero CO6CTBEHHOTO
MMeHM, Pa3IMYHO B PA3IMYHBIX MCTOUHMKAX, HO UX JIETKO UAEHTUDU-
UMPOBATh B KAXIOM CIyYae.
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nus) 6bLT HasHaueH KoposeM Pompukom (PepuKoM), ITpaBUB-
myM Toraa B JJaHuy, 6bITh €r0 HAMECTHUKOM B IpOBUHIIMM FOT-
naugusi; Pepuk otman XopBeHAWIY B XeHbI CBOI0O A04Yb [ypyTy
(Teptpyny B «TamiteTe» Illekcriupa), TOCKOIBKY paHee TOT yOus
Kkopons Hopeeruu Komnepa (@opmunbpaca B 1ibece Illekcrinpa)
B JIMYHOM IO€IMHKe, 3aXBaTU/I ero Ka3Hy U Npuse3 ee Pepuxy.

Ot aroro 6paka XopBeHawna ¥ [ypyThl U ObLT pOKIEH AM-
nerT (nmepeumMmeHoBaHHbIN Illekcrimpom B lamiera). MMeHHO
B 3TOM ITyHKTE€ M KODEHUTCSl 3aBsi3Ka Tpareguu. AmieT ObLI
pOKOEeH KaK OATCKUI1 MPUHI, BeCbMa BEPOSTHBI KOpoJb [a-
HuM B 6ymoyuieM. @enr, 6paT XopBeHawIa 1 OSas AmieTa, BO3-
SKeJIaBIINIA yIIPaB/sITh IOTnaHauel eqMHOAMYHO, youn XopBeH-
ouna. bomee Toro, OH, IO BCel BEPOSITHOCTM, AyMa He TOJbKO
0 IOTmanguyu, HO BBIHAIIMBAN TUIAHBI CTaTh TaKKe KOPOJIEM
Bceit JlaHuu, TT09TOMY BechbMa BO3MOXKHO, UTO OO0 yO6MiicTBa OH
cran ar060BHMKOM [ypyThl U COBEpIIMI YOMIICTBO MpU ee —
maTepu Amiieta — nomouu. CoumanbHbIii YPOBEHb M HEUUCTO-
IUIOTHASI JINYHASI TaliHa IepeIuieiuch B 3TOM ITYHKTE: IyHKTE
Hayajaa peajlbHOr0 — ICUXOJIO0TUYECKOTO — MHTEPTEeKCTa 3TOM
ucropun. 3areMm llexkcnup MMeeT OeN0 MMEHHO C 3TUM OCHO-
BaHueM. [laBaliTe TTOCMOTpPUM, Kak TBOpueckuii meton, lllekc-
nupa (KOHEYHO, Mbl TOBOPUM O HEM KaK O MOJEIN), 3aK/Iva-
IOIIMIiCS B TOBTOPEHMM M pasiuueHuu, paboTaeT HauMHas
C 3TOrO ITyHKTA, B KOTOPOM 3aKJII0UeH MHTepPTEeKCTyalbHbI UC-
TOK 3TO} Tparmuyeckoit UCTOPUM.

2. MbicaieHHbLll IKCnepuMeHIn NOBMOPeHUs U pasiuyeHus mpazuye-
CK020

Ins lllexcriupa 6b17I0 HE BaskHO, ObUI M oTell ['amiera pe-
aJbHBIM KOpOJIEM MM HeT M, TeM 6ojee, KopoiaeM JaHum: Mbl
BUIVM, HAaCKOJIBKO OH CBOOOZEH B OTHOIIEHUM MCTOPUYECKUX
nmetaseit. OH 06HApPYKMBAeT CTOMb CBOOOIHOE OTHOIIEHNE K UC-
TOPUYECKOMY IPOBEHAHCY 3TOJ MCTOPUM, KaK eciau 6bl OH OH
Je/ICTBUTEIBHO ObLT POMAHTUUYECKUM IT03TOM, KaKMM IIperosa-
rajach, YTO OH ObII TEOPETUKAMM POMAHTMU3MA, Cpedy KOTOPhIX

112



C.T.Kombpumk KaskeTcsl Hambojee KOHIIENTYaJbHBIM B OIl€HKE
tBopuecTsa lllekcrupa.! lllekcmup BhIXBATWII IIaBHbI (HakTOp,
KOTOPBIiT OTIPeIeInI CTPYKTYPY CaMOTO TParmyeckoro AeiiCTBUS
TepCcoHaka, IIogo0OHOro AMIIETY.

Kombpumk, gnst kotoporo Illekcriup ¥ ero l'amiera 6bLin
OYeHb BaXHbI [JISI €r0 COGCTBEHHOTO MEHTAJbHOIO OIIbITa,’
Hamycaa O TMPOUCXOXKAeHMM lamieTa KaK MHTE/UIEKTYaabHOI
peabHOCTM pasyMa ero aBTopa: «S§I Iojarair, YTO XapakTep
TamyieTa MOKeT GbITh BO3BeHEH K ITTYOOKOMY M aKKypaTHOMY
ucatemopannio Illekcimpa B duaocodpum cosHanus (mental
philosophy).»®> Mbl He TOIBKO COITIACHBI C 3TOM MHTepIIpeTa-
1[Mei, Mbl XOTeNN Obl SMUCTEMOIOTUYECKU YCWIINTD U KOHPEeTH-
3MpPOBATh 3Ty UIEI0, YTOOBI COMM3UTD €e C TEKYIeil THOCe0o-
TMUYEeCKOM MPaKTMKOI THOCEOJOTMUEeCKUX MCCIemoBaHMil. Mbl
TIoJlaraeM, 4TO eCTh HEKOTOPbIe OCHOBAaHMS MHTEPIPETHPOBATh

'Y umnauyumuo oH ObUT TIO3TOM TOTO THUIIA, YOTOPbI ropasmo MO3sKe
POMaHTUYECKME TEOPETUKU CHENaan MOJebl0 TI033UU U TBOPUECKOI
IesITeTbHOCTHIO BOOOIIE M 3TO aHAIOTMYHO TOMY, KaK Mbl UAEHTUDU-
MPYEM €ro KakK UMIUIMIIMTHOTO dbuaocoda CO3HAHUS U MHTEPTEKCTY-
ampbHOCTU. TIOCKOIBKY meopueckoe 8000paxceHue ObLIO (PYyHIAMEHTOM
MeTo[a MTOBTOPEHMUS U pa3iuveHus, Mbl COITIaCHbI CO MHOTMMMU MUJIesI-
mu Konvpuodxca o Illlekcnivpe BooGIIe M O TMpoucxokaeHunu lamiiera
B ocobeHHocTH, cM.: Coleridge, Samuel Taylor. Lectures and Notes on
Shakspere and Other English Poets. L.: George Bell and Sons, 1904).

2 ««T'ammeT» CTas Mbecoit, in, BepHee, caMm [aMyIeT cTajl TepcoHaxkeM,
B MHTYUIIMM U 3KCIIO3UIMM KOTOPOTO $I BIIepBbIE CAenaa IOBOPOT
K cBoeil ¢uaocodCcKoit KpUTUKE, ¥ 0COGEHHO IJISl TOTO, UTOObI 3aIiisi-
HYTb BO BHYyTpeHHMI1 mup reHms Ilekcrnmpa...”. 3TO — TO, Kak
Konbpuk oleHuBaa 06CTOSTENbCTBA TBOPUECKOH paboThl Illekcmupa
HaJ FaMJIeTOM C TOUKM 3peHMsI CBOel COOCTBEHHON TeOpeTUYeCKoii 1Mo-
suuum u uccinepoanuii. (Coleridge, Samuel Taylor. Lectures and Notes
on Shakspere and Other English Poets. L.: 1904. P. 342).

5 Ibid. P. 343.
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KpeaTuBHOe [nelicTBue lllekcnupa ¢ mepcoHaskem 'amiera Kak
ONVH M3 CaMbIX PaHHUX CydaeB MbICJIEHHBIX 3KCIIEPUMEHTOB,
C KOTOPBIMU TT033Ke CTaja cBsizaHa puiocobust CO3HAHMS.

VIMeHHO B 3TOM KJIIOU€ MbI MHTEpIIpeTHpyeM cjioBa Kombpu-
IXa O TOM, YTO «3TOT MEPCOHAX AOMKEH MMeTb HeKOTOpYIo
CBSI3b C OOMMMM (YHIAMEHTAIbHBIMY 3aKOHAMM Hallleil TIpu-
POJbI, KOTOpPbIE MOTYT OBITh ITOMBIIIJIEHBI HA OCHOBAaHUM TOTO
(axra, uto F'amieT cTajg JOPOro B KaXKOOM CTpaHe, IJe pacipo-
CTpaHuIach aHIIMICKasl auTeparypa. s Toro, 4To6bl MOHSTh
€ro, CYIIeCTBEHHO TO, UTOObI MbI AYMaJIM O KOHCTUTYLIMYU CBOUX
cobcreHHax co3Hauuit.»! CremoBaTebHO, B 9TOM acCIeKTe —
KaK pe3yabTaT MbICJIEHHOI'O SKCIIEpMMEHTa HaJl 5TOM CUTyalu-
eii — Mbl cOOMpaeMcsl pacCMaTpMBaThb TBOpUYECKMe Ipupalie-
HUs, coenaHHble lllekcmupom K paHee CylleCTBOBAaBIIEMY MH-
TepTekcTy ucropuu o [Ipuniie [laTckom.

IaBaiiTe MmocMoTpuM Oojiee BHMMATEIBHO Ha Te IeTalu,
¢ xoropsiMu Illekcnup MMen neno B cBoeil pabore: 3TO ObLIA
He TOJIBKO Tomymudoornueckasi Amyiera, KOTopas HaM Telepb
M3BECTHA, HO TaKKe ¥ HEeKOTOpasl TeaTpajabHas peaibHOCTb, KO-
TOpAast y>Ke CJIOKMIACh K TOMY BpeMeHM, Korga O6bUT CO3JaH ero
TamuteT. MBI MMeeM B BUIY Ibecy 06 Amiete-T'am (6) jeTe, Tpa-
refuy BO3Me3Aus Kak KaHpe, Tpu3pake Kak ClleHU4eCKOM mep-
coHaxe. Illekcrup He U306peN UX, OH UCIIOIb30BA UX KaK 9KC-
TepUMeHTaIbHble UHCTPYMEHTHI.

O spemeHu co3danus I'amnema Mbl JOJDKHBI 3aMETUTh, UTO
BCe ellle OCTAeTCsT OMCKYCCHMOHHOI Mpo6ieMoii, Ime OHO JIoKa-
JIM30BaHO B €r0 9K3UCTEHIIMAIbHOI U TBOPUECKOI 6uorpadmn.
MbI MOKEM JIeTKO AOIYCTUTh, UYTO caMa Mesl MbeCbl HaXOOu-
Jach B TPOIECCE TBOPUYECKOI pa3pabOTKM B pasyme TBOpILA
B TeUYeHMe IJIUTEIbHOTO BpeMEHM, M MOXKeT JIerKO OKa3aThbCsl,
UTO MBICJ€HHBIN 3KCIIEPUMEHT Haj, caydyaeM AmieTra MOTydui
pe3y/ibTaT He TOJIBKO B BUJAE MepcoHaka ['amiera u B OFHO-

! Ibid.
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MMeHHOW mibece, HO pAan lllekcnupy HEKOTOpbIE KIIIOUEBbIE
uaeu OTHOCUTENbHO JUCIIO3UIIUMYM YeTOBeueCKoil HATyphl U Ue-
JI0BEYEeCKO KOMMYHMKAILMM, KOTOPble OH MPUMEHWI KO MHO-
TMM TBOPYECKUM 33a4aMm.

Cpenyu aTux upaeit, Kak Mbl JyMaeM, Haubosiee BaXKHOI SIB-
JisleTcsl Ta, KOTOpasi HEIOCpPeNCTBEHHO BOBJIeUEHA B TBOpUe-
ckuit onbIT lllekcriupa Bcex BUOOB. DTO pasfeleHue TOro, 4To
MOXKET nepedasamucs ¢ NOMOWbIO A3bIKA, VI TOTO, UTO He MO}icem
TepenaBaThCs C TTOMOIIBIO SI3bIKA M TOTOMY JTOJIKHO GBITH dc-
COUUUPOBAHO C MUWUHOL. DTa Tema yke Oblla MCCIeIOBaHa
B CHelyanabHbIX paboTax,' ¥ Mbl He IUIAHUPYEM KOHIEHTPUPO-
BaThb BHMMaHMe Ha Hell ceiiyac, HO Mbl JOJDKHBI YIIOMSIHYTh
0 Heil JJ1s1 TOTO, YTOOBI YKa3aTh HA KOHEYHbIN (110 HALIeMy I10-
HMMaHNIo) IMyHKT pednercun llekcrmpa. IToBcTOpeHne U pas-
JMYEeHMe TParuueckoro 0OHaPYKMBAEeTCs B SI3bIKe U MOTYAHUNA,
KOTOpbIe MbI 3[1€Ch MpeAIogaraeM KaK CpPbIThIii HO BBITIOTHEH-
HbIli 1ad Illekcrupa, Ha KOTOPOM OBLIO OCHOBAHO CO3[aHMe
lamiteTa — M 3TO 6bUIA €T0 OPUTMHATbHAS MBICIb U €r0 ayTeH-
TUYHAsI MUHTEHLVS B €r0 TEKCTE.

Uccnenys tekcr lllekcnupa o l'amiete, Mbl MOXXeM 3aMeTUTD
TOJIBKO OJHO CIIeIMaJbHOE CPEeACTBO, KOTOPOE MOKET OBbITb
BKJIIOUEHO B IIbeCY, KaK pe3y/bTaT MbICJIEHHOI'O 3KCIIEPMMEHTA,
KOTOPBIN MbI onucanu. 3To — ¢urypa [Ipuspaka, Kak BOILIOIIE-
HUS NOPUCYTCTBUS OTLA [amieTa B 3TOM MCTOpUM, KOTOpOeE
JOJKHO GbUIO GBITH MPEACTAaBIEHO COITIaCHO cueHapwuio Illekc-
nupa.

Hna llekcriupa, kKak Mbl monaraeMm, IIpuspak Qukrcupyer

! Haipumep: Hecker, Pierre Alexandre. The Shakespearean Stage:
Language and Silence. D.Phil. University of Oxford. 1999. Ponan Bapt
MCCIeqO0BaI 0COOYI0 POb TUINMHBI B €0 TEKCTax 0 PacuHe M Kiaccu-
IMCTUYECKOM IucKypce: Barthes, Roland. On Racine / Translated
by Richard Howard. Berkeley and Los Angeles: University of California
Press, 1992.
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OYeHb KOHKPYTHOE MBbICI€eHHOe cofepskaHue. IIpuspak oTia
l'amiieTa — 5TO I10I€ BOCTIOMMHAaHMA pa3dyma 'amiieta — u pasy-
Ma BCSIKOTO Yejl0BeKa, KOT[a uesioBeK BOBJIEUEH B 3KCTpeMalib-
HYI0 3K3MUCTEHLMAJIbHYI0 CUTYyalMi0. JTO MEPCOHAX BbIpaxkaeT
BHYTpEHHee, HO MHTEPCYOBEKTMBHOE COMEpPXKaHME CO3HAHUS
M1060r0 YenoBeKa, KOrJa OH CTAJKMBAETCS C TOJOKEHVEM
[MpuHna JaTtckoro. 3TO comaepkaHMe COCTOUT MX BOCIIOMMHA-
HUII, TPUTIOMMHAHUIT U UAel BOOOpaskeHMUs, KOHCTUTYUPYS
B pasyMe JIl060ro uejoBeKa paHee OTCYTCTBOBABIINE, HO OYEHb
3HAUUTeNIbHbIE BelllY: MOpaJbHble MOTUBALIUHU JIJISI SKCTPAOPAU-
HapHBIX OEMCTBUIA, BK/IIOYAs MpaBO M OOJT MUCIIOJHEHUS BO3-
Me3ausl.

MpbI mpeonaraemM, uTo B cydae co3gaHus obpasa IIpuspa-
ka llekcnup uccienyet, Kak TO, YTO MbI TOJIBKO YTO OIMCAJIH,
JIO/DKHO TIPOUCXOOUTHh B UeI0BeYeCKOM COo3HaHuu. U, BO3Bpa-
mash K uzee 0 TOM, UYTO Uest eJUHCTBA U TIOTUBOCTOSTHUST SI3bI-
Ka ¥ MOTYaHUS B YeJIOBeUeCKOli KOMMYHUKAIIUYU TIPeICTaBIsIeT
€000Ji CKPBITYI0, HO 6a30BYIO Ie/Tb €r0 MO3HAHMS, MbI JO/IKHBI
3auKcUpoBaTh, 4TO IIpMuspak — 6GecTeaeCcHbIi MCTOUHUK pe-
Yy — MOT ObITh €OVMHCTBEHHON CII€HMYECKO) BO3MOKHOCTHIO
IJISL TOTO, YTOOBI BKIIOUUTD B CLIEHMUYECKOI eiicTBYe BHYTPEH-
HIOIO peub, KOTOpasl MpeACTaBiseT cob6Ooil peuyb Mpu MOya-
HUU — YNUCTBIN (peHOMEH CO3HAHMS B IEMCTBUNA.

[Ipexxme Bcero, Llekcrup HeKOHCTpyUpyeT OAaHHble MHTEP-
TeKCTyaJbHble YUIOBUSI BO3Me3aust AMieTa, MU3BeCTHOTO U3 UC-
TOpuM 13 XpoHMKM CakCOHA U MO3aHeNIINnX mepeckasos. [IoTom
OH PEKOHCTPYUPYET UX B HOBOM JIUTEPATYpHOM ciayuyae amiera
¢ monudukalmeit HeKOTOPbIX JeTaneit (IOBTOPEHME Tparmde-
ckoii curyaruu). ITockonbky B Bepcum CakcoHa u 6osiee Imo3f-
HUX OeicTBUS AMieTra M UX MOTMBAalLMsI OIMCHIBAETCS OYEHb
vudonornuecky, [lekcnup mokeH BBICTPOUTD CBOIO COOCTBEH-
HYIO AUCTIO3UIIUIO TPArMUeCKOro, MPOXOASIero yepe3 CO3SHaHue
FamiieTa (pasnuueHue TParmyeckoro), MUCIO0JIb3ys MbICIE€HHBIN
SKCIIepUMEHT. Pe3ynbTaT 3TOro 5TOr0 3KCIepUMMeHTa, KaK MbI
OTMEeTUJIM, ObII BOIUIOLIEH B 00pase IIpuspaka orua lamiera —
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co3HaHMs FaMyieTa, TOBOPSIIErO C CAMMUM COOOIA.

11 TOrO, YTOGBI MTOATBEPAUTD ITY TUITOTE3Y, MbI MOIJI ObI
yKasaTbh Ha CJIeyoIlye JeTaau U MOBOpOThI TeKcTa Illekcrmpa.
TamyieT — BUTTEHOEPrCKUiA CTYIEHT ¥ MbI IIOMHMM, UTO OH XO-
TeJl BEPHYTbCS K CBOMM 3aHSITMSIM, HO eMy OyJIO OTKa3aHO
B TOM, YTOOBI «BEpHYThCS Ha3aq K yuebe B BurreHbepre» ero
napneit (akt I, cuena 2). Topaiuno, ero cTyaeHYeCKuit IpyT, Kak
Ha3bIBaeT ero I'amiyieT B TOJ Ke CIleHe TOTO JKe aKTa, B ClieHe
1 6bUI TTOMpOIIEH MOrOBOPUTH ¢ IIpu3pakom oTiia l'amiera Kak
yuyeHblii. Ero Taxke mOnpocuin B KaueCTBE yYeHOro (3KCIepTa)
MUCCIeoBaTh, WAEHTUPUUMPOBATH U ITPOKOMMEHTUPOBATD
BHEITHMI 0O/IMK, TTIOBeleHe 1 YyBCTBO [Tpu3paka.

IMosTomy TaMiieT — Takke yU€HBbIi, YeJIOBEK C OMBITOM ab-
CTPAaKTHOM pedUieKCuM — TOT, KTO XOUeT BEPHYThCS Has3ap
K CBOMM YY€HBIM 3aHATUSIM. DTO — TOT KOHTEKCT, KOTOPbIi
MO3BOJISIET HAM IyMaTb O TEOPETUUYECKOM YPOBHE €ro MbIIIie-
HUSI U O GUIOCOPCKOM COAep)KaHUM €ero WAei, B3IISIIOB
u sMo1uii. boree TOro, BCce 3T MeHTabHbIE MPeaMEThI CKOH-
LIeHTpupoBaHbl B [Ipu3pake, ybe nowiaHme, Kak roBoput l'opa-
110, MOXeT IMOHSITh TOJAbKO ['amiyeT, moTomy 4To cioBa IIpu-
3paKka ObLIM IIpemHa3sHaueHbl eMy: «JTO OyX, HEMOJi HOJisg Hac,
OyIeT rOBOPUTh EMY».

U, HakoHell, I71aBHas AeTallb, KOTOpas MOKa3bIBaeT, UYTO 3TO
rocaHye 6ymeT BbICKa3aHO BO BHYTPEHHE peun, 00HapyKMBa-
eTcs HaM B CJIefylollleCc pasroBope 3TUX [BYX YUeHbIX (Takxke
aKrT I, cuieHa 2):

TI'amnem. /.../

OTel; — MHe Tpe3uTcs, 51 BUKY CBOero oTiia
TIopayuo. O, rne, moit bor?

TI'amnem. Bo B30pe Moero yma, ['opaiuo.

MbI BUAUM, YTO BCE TICUXOJIOTUYECKUE YCJIOBUS ObLIU BbBI-
CTPOEHBI B JIBYX CIleHaX MepBOTO aKTa, I MbICJIEHHBI 3KCITepu-
MEHT MOT OBITb BBITIOJTHEH B TOV (opMe, Kak 3TO ObIIO CIeIaHO
[llekcIMpOM, ¥ MBI MOXEM MPEATPUHSTDH MOMBITKY MHTEPIIPE-
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TUPOBATh ero. JTO Oy#eT CIenymolleii CTaaneil 3TOr0 UCcIeno-
BaHMS U TEMOJL IPYTOIi ITyOIMKALIIN.

3. 3aknwoueHue: unmezpansHuiii nooxod K Illekcnupy Kak ¢unocogy

CylecTByeT MHOKECTBO paboT, MOCBSIIIEHHBIX BO3MOKHBIM
3HaueHusIM Hacrtenus lllekcmypa, HEKOTOpbIE M3 KOTOPBIX HO-
CIT BecbMa CITeNMaJM3VPOBaHHbIN, HEKOTOpble — BeechbMa
060061IeHHbIIT XapakTep. O6a 3TM HaAMpaBJIeHUS! MOUCKA KOP-
PEeKTHOro roaxofa K gurocodekum umesm Illexcmmupa, KOTOpbie
BBIPaKEHBI CKOpee XyI0KeCTBEeHHO, HEXKeJI JIOTMYeCK, MMeIoT
cepbe3Hble OCHOBAaHUS, MOCKOIBKY Illekcrmp ObLT JIMYHOCTHIO
pEHeCCaHCHOTO TuIa. i1 YMOB 9TOTO TUIIA, KaK Mbl 3HAeEM,
YYBCTBO 1I€JIOCTHOCTY YHUBEPCYMA U UCCIIeNOBATETbCKIUIT MHTE-
pec K ero YacTHbIM (peHOMEeHaM ObLIM OUe€Hb CUMJIbHBIMM KOTHU-
TUBHBIMM MOTMBALIMSIMMU IJIs1 BceX popMm mestenbHOCTH. Yepes
605ee, yem 300 jseT rowie pokaeHus [llekcnypa Mbl UMeeM BO3-
MOYXHOCTb MHTETPATbHOTO B3MIsSIAA Ha Gutocodckme 3HaUEHMS,
CKpBITbIE B KIIIOUEBbIX TekcTax lllekcrmpa, cpemyt KOTOPBIX
«TamMyeT» SIBJIsIeTCS Haubosee pernpe3eHTaTUBHbIM.

Uto kacaercs mHTepnpetauuii lllekcrupa, KOTOpbIe CIELy-
aapbHO ObUIM OCHOBAHBI Ha €ro Ipamax, Haubosee 3aMeyaTesb-
HBII CTy4ait — B KOTOPOM TeHIEHIMY K JIOKaIM3aLuUy ¥ reHepa-
JU3aUNUY CYACTIIMBO COENVHUINCH — Mbl HECOMHEHHO HaXOAVM
B HIMpOKOM3BecTHOM TekcTe Konmua MakruHHa o ¢umocodumn
Illekcrinpa.! C Touky 3peHust Ha I'amiiera, KOTOPYIO B TOJ CTa-
The MbI TOJIBKO UTO IPEIJIOKUIN, OUeHb BaXKHO, YTO MaKIMHH
crielManu3upoBaics Ha ¢uaocobuu CO3HAHUST M Hemocpem-
CTBEHHO Tepen, TeKcToM o Illekcnipe oH OIMyGaMKOBaJI ABA UC-
c1enoBaHusl 06 06beKTax M MHcaiiTe CO3HaHMS, M IOCIemHee
M3 HUX KacaeTcs: 06pasoB, BULEHMIT 1 3HAUCHMIA. 2

! McGunn, Colin. Shakespeare’s Philosophy: Discovering the Meaning
Behind the Plays. Hammersmith: HarperCollins, 2006.
2 See: McGinn, Colin. Consciousness and Its Objects. N.Y.: Oxford
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Mp&I TToj1IaTaeM, UYTO 3TO — OUEHb IMPOIYKTUBHBINA IpeLieIeHT
a”anm3a apam lllekcrupa cortacHo KputepueB dunocodum co-
3HaHM. MbI TaKKe 110/1araeM, 4TO OH JOJIKEH ObITh aCCOLIUMUPO-
BaH BO3MOXKHBIX MBICJIEHHBIX 3KCIIEPMMEHTOB C COAEpsKaHMeEM
CO3HaHMEeM, KOTOpbIe, KaK KaskeTcs, OH BBITIOIHSIT BO BCEX CBO-
UX Tbecax, 6a3Mpysach Ha IIOBTOPEHUM U pasIMyeHnn MHTePTeK-
CTyalIbHBIX MCTOpMIA. ECTh Hamekma, 4To 3TOT BUI MHTEPIIpeTa-
LIMOHHOJ paboThl MOXKET OGbITh IIeHeH Kak ISl (GuiocodpCKoro
TIOHMMAaHKS ApaMaTUUecKoro Hacienus lllekcnupa, Tak U Mpak-
TUKMU €0 TeaTPaJbHOTO MpeACTaBIeHNs B OyOyIIeM.
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JIAJA BAJIAIIIOBA!

B. B. KAHAVHCKUW U AHIVIMVICKAS
XVIOXXECTBEHHAS KU3Hb 1900-1910-X
TOJIOB. MAJIOU3BECTHBIE CTPAHUIIBI
TBOPYECKOI1 BUOI'PA®UNU MACTEPA

A6cmpakm
CTaThsl MOCBSIEHA MaJOM3BECTHBIM B Poccuy (aktam BOCIIPUSATHUS

tBopuecTBa Kanauuckoro B Bpuranun B 1900-1910-e roxpl. Paccmar-
puBast MICTOPMIO SKCIIOHMPOBaHMS paboT KaHIMHCKOrO, a 3aTeM 3Ha-
KOMCTBO C ero Teopyueii uepe3 my6nmkanyy Cazgiepa, aBTop IPUXOINUT
K BBIBOZLY, YTO MHTEpec K TBOPYECTBY MacTepa, ero uiesiM IpOXonui
B KOHTEKCTe BCeoOILIero HallOHAIbHOIO YBJIeUeHMsT TPO6IeMaTHUKOI,
MOJHMMAEeMOJ XyNOXKHMKOM B KHMIe «O NYXOBHOM B UCKYCCTBE», —
UAesM CUHecTe3Ny, abCTPaKTHOM >KMBOINMCM, PUTMA, ICUXOIOTMU
nBeTa. MHOrVe 13 JKMBOIMCHBIX SKCIIEPUMEHTOB B GPUTAaHCKOM MC-
KyCCTBe IPOXOIVIN TapaiielbHO TBOpYecTBY KaHayHCKOro, HeKoTo-
pble U3 HUX — IIOf ero BIMSHMEM, HO ¥ B TOM M JIPYTOM C/Iy4yae 3TO
GBI JINIITh HEOOJIBIIION [TepMoI, 3aKOHUMBIIMIiCS 1920-Mu rogammn.

Kniouesste cnosea

Kanpunckwuii, ®pssk Parttep, Maiikn Caggyep, Maiikn Caggneitp, Pox-
>xep @paii, xypHan «Putm», xxypHan «bnact», Banecca Bemn, rpymnma
«Biymcbepu».

Kanguackuii 1 Aarnusi. JaHHas TeMa, a TakKKe acIeKkT ee
pPacCMOTpeHMS, IIPeiCTaB/IsIeT 0COOBI MHTEPEeC, TOCKOJIbKY BOC-

1 Jlada Banawiosa - KaHOAUIAT MCKYCCTBOBENEHMS, IPUIIAIIeHHbI JIeK-
TOP YHUBepCUTEeTa DCcekca, Bennkooputanus.
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TIpUSITHE SCTETUKM U TBOPUECTBA MacTepa — CBOeobOpa3Hoe 3ep-
KaJIo, B KOTOPOM OTPAKAIOTCSI TEUEHMUSI U UAEU OPUTAHCKOTO
KYJIbTYPHOTO COOOIIeCTBa TOTO BpeMEHM. B OT/IMUMe OT HaIMOo-
HaJIbHO-PYCCKOTO MCKYCCTBA, O KOTOPOM Oy[eT CKa3aHO HIIKe,
TBOpPYECTBO KaHIMHCKOTO BOCIPUHUMATIOCh B MHOM KOHTEK-
CTe — B KOHTEKCTe COBpPEMEHHBIX MOMCKOB (GOPM HOBOTO MO-
JIIePHMUCTCKOTO MCKYCCTBA, aBCTPAKTHOTO MCKYCCTBA U AYXOBHO-
CTU B UCKYCCTBe.

1900-e romsl B Bputanum xapakTepusyloTcsl 0COObIM MHTe-
pecoM K pycckoi KyiabType. Ha mpotrskeHuu Bcero XIX Beka,
BIUIOTb [IO aHIJIO-pyccKoi AHTaHThl 1907 roma, aurioMmaTuye-
CKye OTHOLIeHUsI Mexay BemukobpurtaHueir u Poccueir 6bu1n
HEM3MEHHO BpaXgeOHbIMM. Ho cpeny MHTe/TUTeHUIUU YCUTU-
BaJIOCh YBJIeUEHME KaK JOCTIDKEHUSIMU PYCCKOM JIUTepaTypbl —
Toncroro, [ocroeBckoro, TypreHeBa u YexoBa, — TakK U pyc-
CKMMM HApOOHBIMM TpaguULUSIMU. B auTepaTypHBIX Kpyrax
B&XXHYIO pPOJib B KauecTBe NepeBofumka TypreHesa, Toncroro,
HoctoeBckoro u apyrux wurpana KoHcraHums [apHeTT. OHa
JIMYHO 3Haja MHOTMX BBIJAIOIIMXCS MUcCaTeseil, U ee epeBOAbl
OKa3ain omnpenessiollee BAMUSHME Ha KIIOUEBbIX MOIEPHUCT-
CKUX mmcareseit, Takux Kak [I>kozed Konpan u Katpuu MaHc-
¢unp. [1] DHTY3Ma3M OPUTAHCKON MHTEUIUTEHIIMU T10 OTHO-
IIeHUI0 K PYCCKOV >KMBOMMUCH, MYy3bIKe U TaHIy JOCTUT CBOEro
nuka B «mome Ha Poccuio» B 1910-1920-e rogpr. [2] OgHuM
M3 HampaBJeHMII 3ABapAMaHCKO pycoduamu ObLIM ITporpec-
CUBHbBIE MHTEJUIEKTYasbl, OYapOBaHHbIE KYJIbTYpPOIi PYCCKOTO
KpPeCThSIHCTBA C MX HAPOAHBIM MCKYCCTBOM U DPEJIUTUMO3HBIMU
obpsimamu. IlepBOOTKpbIBaTeNeM B 3Toii obmactu 6bi1 Credan
'paxeM — BAMATENbHBIN MMCATENb-TyTellleCTBEHHUK UM pOMa-
HNCT, YbM KHUTU — B TOM umcie «HeoTkpsitast Poccusi» (1912)
n «C pycckuMu namoMHuKamu B Uepycamum» (1913) —
BO MHOTOM CHOCOGCTBOBaIM (HOPMMUPOBAHMIO 06pasza PycCKoit
KPEeCTbSTHCKOV >KM3HM KakK MPOCTON KpacoThl U AYXOBHOU Iie-
noctHOCTU. [3] Ecnu I'paxem nmpowiasisii AYXOBHOCTb Poccun,
ee 6/MM30CTh K BOry, yTpaueHHYIO 3allafHbIM XPUCTUAHCKUM
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MMPOM, [PYTyI0 YacThb MHTEUIUTEHIIMM TIPUBJIEKATIO PyCcCKoe
HapogHoe TBOpYecTBO. CrapaHusimu KH. Mapmum TeHuieBovi
B coTpynHudectBe ¢ ®psnkom Partepom B 1908 romy B JIOH-
IOHCKOM AnbOepT XO/Ie COCTOSIach BBICTABKa, Ha KOTOPOIi
Obl7Ia TpefcTaBjleHa «HeO-pyccKas» IIKOJa HapOOHOTO MCKYC-
CTBa C TPaAULVOHHBIMU CJAaBSIHCKMMM TEMaMM U PeMECIaMU.
[4] Cenbckas Poccus crama st MHOTMX OOBEKTOM HOBOM aH-
TPOIIOJIOTUM, TIPOCTOTA KPECTbSHCKOM KU3HU U peMecIeHHbIe
usgenuss u3 TajalikMHa pPe3OHMPOBAIM GPUTAHCKOMY COBpe-
MEHHOMY MEHTa/INTETY, YBJIEUEeHUIO CebCKOM UAUIUENR, uae-
SIMM TBVDKEHMSI «MCKYCCTB M peMecen». Hambomee BAUSATEND-
HBIM M3 BCEX, B OCOOEHHOCTM HA MOIEPHMCTCKYIO JIMTEPATYPY,
6b1u Ballets Russes, BIiepBble IIOKa3aHHbIe B BennkoOpuTanum
B 1911 rogy. OTM JTOHOOHCKME CIIEKTaK/IM, 3aayMaHHble Cepre-
eMm [sruaeBbIM, TIPUHECTM C cO00i HOBBIE MIeM IMpeacTaBie-
HMSI, clieHorpaduy U XyIOKeCTBEHHOTO 3penuiia — Ty Gopmy
CUHeCTe3MM, KoTopas MHTepecoBajia MHOTMX MpencTaBuUTesein
KYJIbTYPHOM MHTEeTUTeHIINMA. [5]

ABaHTapIHYI0 CTOPOHY PYCCKOTO M300pa3sUTETbHOTO MCKYC-
CTBA BIIEpPBbI€ MOKHO OBIIO YBUIETh B BemmMKko6GpuTaHny B pyc-
CKOM CceKIuM Bmopoli nocmumnpeccuoHuCmckoli 8bviCmasKku
1912 ropa, opraHuM30BaHHON apT-KpUTUKOM Bloomsbury Group
Pomskepom ®@paeM, B KOTOPYIO He ObLIM, OGHAKO, BKIFOUEHBI pa-
60Tbl Kanguackoro. [6] V3kas nopbopKa CTpaH U XYIOXKHUKOB,
BbIOpaHHBIX ®dpaem Ij1s1 BbICTABKU — «AHIIMsI, @panius, Poc-
cusi», — He ocTanach He3aMmeueHHOI. Tak, Pynept bpyk, mo3Ha-
KomuBIuiics ¢ KanaMHckum B MioHXeHe B Tepuof, U3ydeHus
HeMelIKOro s3bIKa B sHBape-Mae 1911 ropa, mucan: «Kajib, YTO
KOMUTET He CMOT BK/IIOYUTb paboThl IpO6Cio, SIBIEHCKOro
n KanguHckoro u3 MiwoHxeHa, IlexireiiHa u3 BepnnHa u Ko-
KOIIKYM 13 BeHbl, KOTOpbIe MUIIYT KapTUHBI, IO KpaliHel mepe,
CTOJTb K€ XOPOIIIe U MHTepPeCHbIe, KaK 1 OOIBIIMHCTBO U3 37€Ch
TnpeficTaBieHHbIX. KaHAMHCKIIA, B YaCTHOCTH, SIBJISIETCST YOVBU-
TeJIbHbIM YIYIIEHMEM, YUUTHIBAsSI, UTO OH BBICTABISUICS B 06b-
eOVHeHUN XYI0KHUKOB AAA (Accoyuauus O6BeduHeHHbIX XYOoxC-
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Huxos — Allied Artists Association) B Jlougone ¢ 1909 ropga, u ero
Teopun 6osiee JOCTYIIHBI, YeM Y OONBIIMHCTBA PYCCKUX XYIOXK-
HMKOB, IOTOMY UTO OH MUIIIET HA HEMEIIKOM sI3bike. TeM He Me-
Hee, PYCCKMIT XyTOXHUK Bopuc AHper, KOTOpBIi caenan BhI6OD
oT umeHu dpast, BO3MOXKHO, HAXOAUJICS MO, BAUSHUEM TeHIeH-
Uy K 6ojsee HAIMOHAIBHOMY TUITY PYCCKOTO MCKYCCTBA, YTO
B OIpefe/ieHHO CTeleHM MCKIYaNI0 PYCCKUX XYHIOKHUKOB,
SKUBYIIUX U paboTatomux B lepmanmm». [7]

Accoyuauyus 006seduHeHHblx XydoxwHuxos (AAA) — TepBas
TUIOMIAKa SKCIIOHMpOoBaHusT pabor KaHauHckoro, 6pl1a co3ma-
Ha B 1908 romy paHHMM 3HTY3MaCTOM MOJEPHUCTCKOTO MUCKYC-
crBa B Ay ®psHKkoM PaTTepoM, 3HAMEHUTHIM OPUTAHCKUM
KPUTUKOM UM KypaTOpOM rajiepeit u BbICTaBOK. llenb Accoyua-
yuu, aHasora nmapmxkckoro «CanoHa He3asucuMplx», 3aKa04anach
B TOM, YTOOBI Xy OKHUKM MOIJIM «CBOOOZHO MPESCTaBSTh CBOU
paboThl Ha Cyn OOIIEeCTBEHHOCTM 6e3 BMeIIaTelIbCTBA KaKOIo-
160 ToCcpenHNKa, 6yIb TO IUIEP WIK XyJOKHUK», UTO, B CBOIO
ouepelb, JOKHO GbUIO OOJIETYUTH MOCTYI K 9KCIIOHMPOBAHUIO
«TIPOTPECCUBHBIM» XYJOXKHMKAM, B TOM UMC/Ie MHOCTPAHHBIM.
OmHOBpEeMEHHO C BbICTaBKaMM Accoyuayuu HavyajioChb M3OaHue
sKkypHana Art News u TiepBoit apT-ra3eTsl B Benukobpuranum —
The First Art Newspaper in the United Kingdom. IlepBasi Mexny-
HapogHas BoicTaBka AAA 1908 ropa, nnpoxogusiias B Post Aj-
6ept Xosmne u cocrosBiias u3 3000 paboT, BKIHOUANa PYCCKYIO
CeKUMI0 (MCKYCCTBO M peMec/ia), OpTaHM30BaAHHYIO C TTOMOIIbIO
SIHa XoneBuHcku. B 1909 rogy Ha Btopoii BeicTaBke B Posin Anb-
6ept Xosne meMOHCTpUpoBaoch 6omee 1000 paboT, B OCHOBHOM
OPUTAHCKMX XYOOXKHUKOB, a TakKKe IepBble paboThl Bacumims
KaHauHCcKOro — fBe KapTuHbL «KenTsiii M pO30BbIA» U «3UM-
HMiT meisax» (06e 1909), mo apyrum cBemeHusM — «Ileit3ax
MypHay ¢ 3esneHbIM fomoM» (1908) u «Kenras ckama» (1909) —
¥ IBeHaAIaTh Kcytorpaduii. [8] PaboTbl KaHAMHCKOTO ITPOI0I-
SKaJIM BKJIFOUAThCST B BbICTaBKU AAA (3a uckiaoueHnem 1912 ro-
nma) mo 1914 roga, Korma ¢ HayaJoM BOJHBI GOJIbIINE BbICTABKA
AAA TIpeKpaTWINCh, HO HeOOJbIIME 3SKCIIO3ULMK TTPOXOIUIIN
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B raniepesix Grafton Galleries no 1920-ro.

Yepes ®psHka Parrtepa ero npysbst — Majikn Cagep 1 ero
cblH Maiikn Cagjelip — mo3HakoMmanch ¢ KanauHckum. OHU
aKTMBHO MHTEPEeCOBaIMCh MCKYCCTBOM — OTelL, KaK KO/UIEKLVO-
Hep, a CbIH, HeIaBHMI1 BBITYCKHUK OKCHOpACKOTO YHUBEPCUTE-
Ta, KaK MOucaTeab [ HOBOTO XYOOXECTBEHHOIO >KypHasa
Rhythm. Ha momeHT BeTpeun ¢ Kanamuckum Maiikn Capjiep siB-
JISICS TIPE3UIEHTOM aBaHTapAHOM MOAEPHUCTCKOM IpyTimbl The
Leeds Arts Club, ocHoBaHHOi B 1903 romy Anbbpenom Opeii-
IDKEM U 0ObeOVHUBIIEN PAIUKAIbHBIX XYJOKHUKOB, MBICIIUTE-
neit, mpocBeTuTeneit u mucareneit Benukobpuranum. I'pynmy
OT/IMYaia CUJIbHAs CKIOHHOCTb K KyJbTYPHBIM, MOAUTUYECKUM
M TeopeTUYecKUM MIesM, UCXOOSAIUM B TO Bpems u3 [epma-
Huu. [9] 3a mecTp MecseB OO Havasna nepernucku ¢ Kangus-
ckuM Capjierip Haval IpPOSIBISTb MHTEPEC K TeOpUsIM LBeTa.
B 1911 romy Ha BhicTaBKe AAA OH KyIWI 1IeCTh (110 APYTUM CBe-
oeHusiM 4deTbipe) Kcwiorpaduit KaHamHCKOTO U3 ero KHUTHU
Klange. B aBrycre 1911 roma KanguHcKuit oTmipaBuia Partepy
«16 HeGONMpIIMX TEKCTOB» U onucanne Klange: «,,COUMHEHUS IS
CLIeHBI“, KOTOpbIe BYAYT COCTOSITh M3 KecTa (OBVKEHME ,TaH-
1a“), uBeTa (OBMOKEHME KXUBOIMUCH) U 3BYKA (MYy3bIKaIbHOE IBI-
sKeHue — 3TO OyeT JenaTh U3BECTHBIN KOMIIO3UTOP [apTMaHH)
10 NIPUHIUITY YuCcTOro Teatpa». [10] B orBete PaTTep Hanucain,
YTO Tepenas TekcTbl Canieipy, «KTO Ky KCuiaorpadmmu», 4To
MOUIY>KMJIO HAa4aIOM Ba)XKHOJ Iepenucky Mexny HUMU (repe-
MMCKa XpaHUTCST B apxuBe Mmy3sest Tate Gallery). 2 oxTsi6ps
1911 ropma Capneiip obpatwica K KaHAMHCKOMY C MPOCb6OIi
O BOCITPOM3BEAEHUM OFHON U3 Kcuorpaduein B eXXeKBapTalb-
HOM 3KypHaje Rhythm, oxapakTepu30BaB ee KaK «XyI0KeCTBeH-
HYI0 DEBOJILMIO», MMEIOIIyIl0 OrpoMHOe 3HadeHue. [11]
B mucbme or 6 okTsa6ps KaHmuHcKuit mo6iarogapui 3a Mpu-
CJIaHHOe M3maHme Rhythm, maB cBoe coracue Ha ITyOaMKaluio,
OIHOBPEMEHHO BBIPa3yB PaLOCTh, «<UTO TaK Ha3blBa€MOe IBU-
>KeHMe MOLEPHUCTCKOTO UCKYCCTBA OTPAKEHO B JKypHaje U Bbl-
3bpIBaeT MHTepec B AHruu. Mucrep Bpyk u3z Kembpumska, — mu-
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meT KaHOMHCKMIL, — Takke pacckasaa MHe 00 3TOM IIPOIUIOi
3UMOIA. 5] IpeoCTaB/IsII0 BaM MJIaH-TPOCIIEKT Xy/A05KeCTBEHHOTO
MepPUOLNYECKOTO U3LaHMsI, KOTOPOeE 51 OCHOBAa. [lepBblit HOMeD
IOJDKEH TOSIBUTHCS B stHBape. Takke B 9TOM Mecsiie 6ygeT u3-
naHa Most Kuura ,,O IyXOBHOM B 1cKyccTBe”. Sl mpunuiio Bam Ko-
nuto. [ToskasyiicTa, HaMIINUTE O CBOUX BIleUaTIeHUsIX». [12]

B xoHi1ie neta 1912 roga Capjiep peaioxKui CbIHY TOCETUTD
KaHaMHCKOrO, MOC/ae Yero MmocaefoBaj0 MUCBMO C MPOChOOI
0 BcTpeve. KaHAMHCKUIT TIpUIIACUII UX B 3arOPOIHBINA TOMMUK
Hegasieko oT MypHay. 16 aBrycta 1912 roga oHM npoBenu npu-
SITHBIN NleHb, MO pacckasy Cajjepa, B OXMBJIEHHO! Gecene.
B nucbMe K skeHe Ha CJIeLyIolIuii eHb OH OMMUChIBAeT MHTEpPbeP
KOTTe[I3Ka M HeKOTOopble CKIOHHOCTM KaHaMHCKOrOo:

«Bce oueHb mpocTto. Ha cTeHax HeOGO/bIINE KapTUHBI
Ha CTeKJie, OUeHb SIpKUe, PeIUTUO3HbIE CHOXKETbl B OCHOBHOM —
GaBapCKye KpecThsIHCKME paboThl BOCEMHAIIATOTO BeKa M Ha-
MMCAaHHbIE COBPEMEHHMKOM B MypHay, paboTalolero B Tpagu-
LMSIX CTApoOro MCKYCCTBA, HEKOTOPble M3 HUX (MUCTUUYECKMUE
U B IPUMUTUBHOM CcTUje) — camoro Kanauuckoro. OH MCITbI-
TBIBAE€T BOCXMINEHME U TITYyOOKOe YBaskeHMe K KUTACKOMY MC-
KyCCTBY U xapakTtepy. CKJIOHeH (XOTsS M BOBCe He HaBSI3UMBO)
TOBOPUTH O PEJUTMO3HBIX BelaX U OYeHb MHTEPecyeTCs MMU-
CTUYECKUMM KHUTAMU U KU3HSIMM CBSITHIX. Y HEro ObLI CTpaH-
HbII ONBIT VCLIeTIeHUs Bepoii». [13]

IMoesngka cieMeHTHpoBaia apyxk6y KanmuHckoro ¢ Came-
poM. Mcromnb3ys CBOM JIMUYHbIe CBsI3U ¢ Bacunnem KaHIuHCKUM
B MionxeHe, Cazjiep co30a/l 3aMedaTeNbHYI0 KOJUIEKIUIO SKC-
MPECCUOHMUCTCKOTO U aGCTPaKTHO-3KCITPECCMOHUCTCKOTO MICKYC-
CTBa TOTO BPEMEHM, KOT[Ia TAKOe MCKYCCTBO GbLIO MO0 HEU3-
BECTHO, 60 OTKIOHEeHO B JIOHIOHe [Iaske M3BeCTHBIMM ITpOTIa-
raHguCcTaMy MOAEpHM3Ma, TaKuMM Kak Pomkep ®paii. Haubo-
Jlee 3HAUUTEIbHBIM B €ro Ko/uieKumy Obu1 «®parmeHT II ms
Kommosunuu VII» (1912) KaHauHCKOT0, KOTOpas 4eMOHCTPUPO-
Bajach B Jluace Ha BbICTABKe B JIMOCKOM KiIybe WMCKYCCTB
B 1913 ropgy. Cazyiep cTaa OOHMUM U3 IIePBbIX, KTO MPUOGPEN ero
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paboThl B AHIVINM, C TOPAOCTbIO TTOKA3bIBask X CBOUM TOCTSIM
B JIupce, B TOM 4KcC/e TOTAANIHEMY AUPEKTOPY HallmoHanibHOM
TIOPTPETHOI Tajiepeu 1 OAHOMY M3 OCHOBaTeselt KypHasia bep-
nmnHITOH Yapnsy Ixxony Xonmcy. [14]

BocxuieHne oTiia ¥ CbIHA €r0 TBOPYECTBOM OBIJIO BBICOKO
OIIEHEHO XYIOXXHUKOM, U B TedueHue Mecsia Capjieitp obecre-
yuy cebe MMpaBa Ha epeBoj;, paboThl «O TYXOBHOM B MCKYCCTBEY,
TIOJTHBII BapMaHT KOTOPOTo 6bUT Oy0IMKoBaH B 1914 romy.

Ho Haubosnbiyio BaskHOCTh uMesu myonukaiiuyu Cageiipa,
MpelIeCcTBYIONe KHUTe, — KOMMEHTapuu U 0030p Teopuu
KaHauHCKOT0, KOTOpbIe BIlepBble TO3HAKOMMJIM aHTJIUIICKOe XY-
IOKeCTBEHHOE 0OIIeCTBO ¢ uaesiMu macrepa. JKypHan Rhythm,
B KOTOPOM OBbUIO HaledyaTaHO OONBIIMHCTBO M3 3TUX CTaTei,
6611 co3mad B 1910 romy okchopackum apyrom Capjeiipa JIko-
HOoM Mappu ¢ yuactuem Capjieiipa. Rhythm mposiBisin ocobbiit
MHTEepeC K PyCCKOMY MCKYCCTBY M JIUTepaType — IedaTal 3Cce
Bgu. VBanoBa «TeaTp Oymymiero», mpo3y Jleonuma AHApeeBa,
pucyHku u Jsmtorpaduu Hatanpu TOHYapOBOI, pelleH3UU
Ha TIOCTAHOBKM pycckux OayetoB Cepres [IsruieBa, paccKasbl,
HamnucaHHble B cTuiie Tonctoro u JloctoeBckoro. OmHAKoO B 1ie-
JIOM >KypHaJI TIPOBOAMI MHTEPHAI[MOHATbHYIO XyIOXXEeCTBEHHYIO
nonuTtuky. HapaBHe ¢ KoppecrnoHAeHTOM u3 Poccuu, KOTOpyo
npeacTasasin Muxann JIMKMapaonyno — auTepaTypHbIli cekpe-
Tapb Aupekuun MockoBckoro XynoskeCTBEHHOTO TeaTpa, cekpe-
Tapb pemaKkuyy KypHaia «Becbl», OMMH U3 BeOYIIMX YIaCTHMKOB
KpY>XKa MOCKOBCKMX CMMBOAUCTOB 1900-X rofioB, B MSATOM BbI-
ITyCKe KypHaja 6bUTM IMepeuncieHbl KOppecrnoHaeHThI U3 [Tapu-
*a, Hpro-Mopka, Mionxena u Bepnuna. [15]

VHTepec K pyCccKoil KyJlbType B cpefie 6PMTaHCKOTO MOAED-
HM3Ma Ha JAHHOM 3Talle BO MHOTOM OOBSCHSUJICS PaCTYIIUM
B AHIJIMM MHTEPECOM K OYXOBHOM 3CTETUKEe, MHTEPECOM, KOTO-
pbIit BBIPOC U3 Pa3IMUYHbIX MCTOUHMKOB, BK/IIOUAsi BUKTOPUAH-
CKYI0 MOJTy Ha CIMPUTU3M, TeocodcKoe IBUKeHMe Havala Beka
M HEraTMBHYIO Peakilyio B HEKOTOPBbIX Kpyrax Ha SMITUMPU3M.
BriIroueHue pycckoro M3o6pasuTeIbHOrO UCKYCCTBA, B TOM UMC-
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Jle pycckoro 6ajerta, ONpenenuio MO3UMLINIO KypHana Rhythm
Ha IepegHeM IJlaHe MOIEepHM3Ma M CIIOCOOCTBOBAJIO MPOIBU-
SKEHUIO SKYPHAJIOM CaMOOBITHONM MHTepHpeTaly MOCTUMIIpec-
CMOHM3MA, COCTOSILEro M3 aHIMI0-aMepUKaHCKMUX (HOBUCTOB,
MIOT/IAHACKMX KOJIOPUCTOB U PYCCKUX XYIOKHUKOB — ['0OHYapo-
Boit 1 KaHauHcKoro.

Ballets Russes TpenjIosKuIyi HOBBIM MOIIHBIN 3CTeTUYECKUIA
OmBIT — cuHecTe3ni0. CHHecTe3Ms] CTaHOBUIACH Bce Gosiee IMo-
MyJSIPHBIM sIBJIeHMeM B Hauvaie XX BeKa, O YeM CBUIETeNb-
cTByeT «IIpomerteit» Anekcanmpa CkpsiouHa (1910), mpencras-
JeHHbI camMuM CKpsSIOMHBIM B BpuTaHMM, — KOMITO3ULIMST TSI
(doprenmano, opkecTpa, Xopa " KIaBMpa C IoacBeTKoi. U mos-
ke — «AOCTpaKTHasi KMHeETMYecKas KOJIJIa)KHasl >KMBOIIMCH
co 3BykoMm miau CButkom» (1914) Iynkana ['paHTa, BKIOYaB-
masi abCTPaKTHBIN Y30p M3 HAPMCOBAHHBIX IMPSIMOYTOIbHUKOB
Ha CBUTKe OyMary, KOTOPBII IPOCMATPUBAJICSI udepe3 OTBep-
CTHE B OCBElIeHHOIi KOpo6Ke Ion 3BYKM Amaskuo u3 IlepBoro
BpanpeH6yprckoro KoHiepra Baxa. IMeHHO Ha 3TOJ aKTyaslb-
HOJ XyHOOKeCTBEHHOI mpobjeMaTiKe ocTaHaBiauBaeTcs u Caf-
Jelip B CBOeM IepBOM KOMMeHTapuu Teopuu KaHAMHCKOrO
B craThe «IIucbma BuHceHTa BaH Tora» B oceHHeM HOMepe
skypHana Rhythm 1911 roma. PaccmatpuBasi GyHKIMIO 11BeTa —
y Ban T'ora, koTopblii, Kak orMeuaeT CafJjeiip, HUKOTAA He UC-
TOJIb30BAJI IIBET, YTOOBI «CO3MIaTh MIUTIO3UIO», a CKOpee «Iepe-
IaTh 6ojee TIyOOKMII CMBICI»; Y MMIIPECCMOHMCTOB, KOTOPBIX
OH He ObII CTOPOHHMKOM, UX TEOPUM «HAMEPEHHO pasmeeH-
HOTO» I[BETa, KOTOPBI «CIMBAICS GbI B I71a3y C JO/DKHOTO pac-
cTostHUSI» [16]; OBMUCTOB, COXPAaHMBIIMX LIEIOCTHOCTH KaXKIOTO
1IBeTa, — KPUTUK oOpaliaeTcs K Teopuu cuHecresuy Kanmyu-
CKOT0. «BO3MOKHOCTB C/IBIIIATH LIBET, BUJIETh 3BYK, IPUKACATh-
Cs K pUTMaM M Tak Jajee, — 3aKIOUYaeT OH, — CJIUIIKOM CU-
CTeMHasl Teopus, KOTOPYI0 MOXHO ONpeIelnTb KakK MPOCTYIO
uaelo: ,IIBeT IepefaeTr 6ojee HEMOCPEICTBEHHO M TOHKO BO3-
3BaHue K Jyie, yem ¢ioBa“». [17] Ilpu 3TOM, KaK 3aKaHUMBAeT
Capjteitp, «boyee mIyboKOoe 3HAUYEHME» IBeTa MO/DKHO OBITh
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HeCOMHEeHHbIM, HO He chopMynupoBaHHbIM. B mapre 1912 ro-
Ia B Art News Canselip nuuiet: «s aymato, KaHAMHCKUIA CKIIO-
HSIeTCS K HAyYHOMY B HEKOTOPbIX CBOMX Teopusix. HopmanbHOe
MCKYCCTBO He 00s3aTeJIbHO O3HavaeT HayyHoe, U IJIaBHOI
OTIaCHOCTBIO 3TOJ HOBOW Maeu — pasBuUTve GOPMYJIbI, IO KO-
TOPOJI BIIEYAT/IEHUSI OT KAPTMHBI OYAYT KaK Obl M3TOTOBJIEHBI
Mo peuenty. Takasi JMHUSI JOJIKHA BO3OYAUTh, TAKO LIBET —
YCTIIOKOUTB». [18]

OcHoBHas ctaTbst Capjieiipa, MOCBSIeHHAs] aHAIN3y TBOP-
yectBa KanguHckoro — «Ilocne I'oreHa», — mosiBMjIach BECHOM
1912 roma. B camom HasBaHum Capjieiip Kak ObI IMPOJOJIKaeT
uaen KanHamMHCKOro, u3n0kKeHHble UM B KHUre «0O AYyXOBHOM
B McKyccTBe». [lo cmoBam KaHamMHCKOro, Ayx 3T1OXM B Hauase
XX Beka CBSI3aH C OyXOM <«IIPUMUTUBOB», MOCKOJIbKY XYyIOXK-
HUKM OOOMX TePUOAOB CTPEMUIUCH BBIPA3UThb «BHYTPEHHME
MCTUHBI», He 3a00TSICh O «BHeIIHel ¢dopme». Ho TonkoBaHMe
CapgyeiipoMm wmckyccTBa KaHAMHCKOTO KaK MOPOAO/DKATENs
«HEONPUMUTHUBM3Ma» [OoreHa OIMpaeTCs He TOJAbKO Ha Teo-
puio KaHAMHCKOrO, HO M IMTyOOKO CBSI3aHO C TeMM Ipoliecca-
MM, KOTOpbIe MPOUCXOAUIM B HEMeIIKOM MckyccTBe. Tak, xy-
IOKHUKYU TpyIinbl Die Briicke, st KOTOPBIX CTUIb MPUMUTUBA
ObLT HEKOTOPBIM COLMATbHBIM aKTOM B MCKYCCTBe — 60pb60it
C KOHCEepBAaTUBHBIM CO3HAaHMEM B HEMEIIKOM MCKYCCTBe, TaKXKe
UCIONAb30Ba/IM  BbIpa3uTeNbHblE CpeNCTBA M MOPUMMUTUBA,
U TpamuuuoHHoi mjs lepmanuu rpaBopbl. Der Blaue Reiter
(Tonyboii écadHuk) ke B NPUMUTHUBE IIpuUBJIeKanu Gomee Mu-
CTUMYECKMEe AacCIeKThl, OCOGEHHO €ero CBSI3b C JYXOBHBIM
M CBEepXbeCTeCTBEHHBIM, COlepskaTelbHas ¥ obpasHas UMCTO-
Ta, OTMYAlONiasi ero OT COBPeMEHHOro Mupa MaTepuanmusma
U OyXOBHOTO pacrmaza, roBops ciaoBamMu KaHAMHCKOro. ITO
«MOCT B MMP JAyXa», Kak Bbipaswics ®pani] Mapk. Ilenbio BbI-
CTaBOK Tpymmbl (mekabpb, 1911, u BecHa, 1912) 6bLIO MOA-
YEepKHYTh CXOJICTBO Pa3IMUUYHBIX MOAXOIOB K CO3JAHUI0 UCKYC-
CTBa, HAWTM TOUKM COMPUKOCHOBEHUSI MEXAY MPUMUTUBHBIM
U COBpeMEHHbBIM.
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Oy xygoskHUKOB, yTBepxkaan Kanamuackuii, B Hauane XX
BeKa BBIXOMIT M3 <«KOIIMapa MaTepuaain3mar, YCTPeMJISSICh
B CTOPOHY «00Jiee TOHKUX IMOILMii». JIuTepatypa, My3bika U UC-
KYCCTBO MPUOIIKAIOTCS IPYT K APYTY C TOUKU 3PEHUS «IYXOB-
HOTO pa3BUTHUSI», ITOTOMY UTO «CTPEMSTCS K abCTpPaKTHOMY,
HeMaTepuaibHOMY». OfHA U3 TEePBbIX TEOPETUUYECKUX TUCKYC-
cuii 06 abCTPaKTHOM MCKYCCTBe, KHMIa ObLIa ITOCBSILEHA OIpe-
JleJIeHUI0 COBPEMEHHOTO COCTOSIHUSI TYXOBHOCTM B MCKYCCTBe.
Hanmomuaum, My3bika st KaHIMHCKOTO — «Iy4IIMil YUUTEIb»,
IIOTOMY YTO OHA PaCKphIBAeT «3TO COBPEMEHHOE CTpeMJIeHMe
K PUTMY B XMBOIIMCHU, K MAaTEMAaTUUECKOMY, aOCTPAKTHOMY IT10-
CTPOEHUI0, K MOBTOPSIOLIMMCS LIBETOBBIM HOTaM, K CO3JaHUIO0
1iBeTa B JBWKeHUM». BTOpas mosoBMHA KHUTU, KaK M3BECTHO,
TTOCBSIIIIEHA IICUXOJIOTMYECKOI paboTe 11BeTa», B KOTOpoii KaH-
IVHCKUI M37araeT CBOI0 TEOPUIO O TOM, YTO pa3HbIe IBeTa CO-
37aI0T pa3Hble Tcuxudeckue 3h@eRTsl, MM «TIyXOBHYIO BMOpPa-
LIMIO», M UTO pa3Hble (GOPMbI MMEIOT CBOIO MHIAMBUAYATbHYIO
«IYXOBHYIO IIEHHOCTb». [19] «M3 3TOI1 KHUTHK, — 3aKkiatouaeT Caf-
Jielip, — BBITEKAIOT JBa OCHOBHBIX YTBepPXKAeHMS. [1epBblit — 3TO
daxkTmuecku yrBepskaeHne ITaHTeM3Ma, YTO CYIIECTBYET ,UTO-
TO" 3a BHEIIHMMM (PAKTOPAMM, OOLIMMU IJisl TIPUPOMBI U UeJIO-
BeuecTBa. MIMeHHO Tak cuuTajl BopacBopT (3HAMEHWUTBIN aH-
[JIMACKUI MBICIUTENb-MUCTUK XIX BeKa, CO3[4aBIIMii OCHOBY
6puTaHCcKoit HaTypdwiocodun), HO OH TOAXOOUI K BOIIPOCY
CYOBeKTMBHO, JOBOJILCTBOBASICh OIMMCAHVEM ITEPEKMBAHMIT CBO-
€ro AYIIeBHOTO OOIIEHMSI C OKpyKaloleil ero mpupomoii. Ho-
BO€ Xe MCKYCCTBO, — 1Mo MHeHuto Cajjielipa, — HOKHO BBICTY-
naTh B KayecTBe IOCpeJHMKA MAJisl APYIUX, rapMOHMU3UPOBATh
BHYTpeHHM Klang (3ByK) BHEIIHEN MIPUPOIBI C YETOBEUECKUM,
3a/1a4a XyJOKHMKA — MPeayrafaTh ¥ BbISIBUTH OOIIMEe OCHOBBI,
Jexxanie B OCHOBe 060oux. BTopoe yTBepKieHme, — IUIIET
KPUTUK, — €CTeCTBEHHO BBITEKaeT U3 MepBoro. McKyccTBo, KO-
TOpO€e BUIUT CBOEN 11e/ibl0 BbIpasKeHle BHYTPEHHEe IYII JII0-
Ieit u Beleil, HeM36€XKHO OYIET OTKIOHATbCS OT BHELIHUX
ycIoBHOCTel (OopMbI U 1[BeTa. TO €CTh 3TO GYeT onpene/ieHHO
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He-HaTypaJMCTUYHO U aHTU-MaTepUaaIucTuIHo». [20]

Teopust «BHyTpeHHero 3ByKa» KaHAMHCKOro Hapsioy C Teo-
pueii IiBeTa 0Ka3aJuCh MOJHOCTHIO CO3BYUHbBI 0OCYKIABIIMMCS
B TOT nepuof B Bputanuu xynoskecTBEHHO-3CTeTUUECKUM We-
sIM. DCTeTMKa XXypHasa Rhythm Bo MHOTOM 3V3KAMIACh Ha Ypes-
BBIUAITHO TIOITYJIIPHOM B AHITIMK B Havasie XX Beka ¢umocoduu
Beprcona. Tonmbko 3a mepuop 1909-1911 rogoB B 6pUTaHCKUX
KypHasax 6s110 onmy6nukoBaHo 6oiee 200 crareii o ero Teo-
puu. [21] Kak 3asBis1 ocHOBaTeNb XXypHaia Rhythm Iskon Muz -
IaToH Mappu B ctaThe «VMcKyccTBO 1 pumiocodusi», MOOEpHU3M
«TIPOHMKAET TOJ, TOBEPXHOCTb BHEIIHETO MUPa», yKa3biBas TaK-
>Ke Ha TO, YTO IVIaBHOJ LIeJIbI0 JKypHaa SIBJSIeTCs pacipocTpa-
HeHMe Teopuii beprcona B AHMMu. [22]

s MHOTMX MOIEpPHUCTOB uaeu BeprcoHa mOCTy>XKUInU MUH-
CIIVIPUPYIOIIMM MCTOYHMKOM OCBOOOXKIEHMSI OT TPamMUIIMOHHO-
CTY MBIIIJIEHUSI B TIOUCKAX TOTO, UYTO BeprcoH Ha3Bal «Hemocpes -
CTBEHHBIMM JAHHBIMM CO3HAHUSI». DCTETUUECKME CIIOCOOHOCTU
YyeJi0BeuYeCcTBa, COVIaCHO beprcoHy, JOKa3bIBaIOT, YTO Mbl MOXKEM
TOMIYYUTb OCTYII K CBOEV MHTYUILIUMM UM BHYTPEHHEeN! KU3HU,
IeMOHCTPUPYS 3TO Ha NIpUMepe XYAoXKHUKA, KOTOPbIii OIIyLiaeT
SKU3Hb, «TIOMellas ceOGsl BHYTpb 00beKTa» U pa3pyias «6apbep,
KOTOPBIN MPOCTPAHCTBO CTABUT MEXY HUM U €T0 MOJEJTbIO».

B anamuze Teopum KanamuHckoro Capmeip anmenupyer
K MIesM, YK€ 3HAKOMbIM UMTATEISIM I10 MyOauKanusm B Rhythm
¥ IPYTUM U3TaHUSIM, — 6eprcoHOBCKOI (rtocoduu, B yacTHO-
CTU, UJee «UMITYJbCa KU3HMU», COeOUHSIONIel MCKYCCTBO BCeX
3M0X, «He BO BHelIHel (opMe, a BO BHYTPEeHHEM CMbIC/IE».
B cBoem 0630pe Capjieiip Takke OCTAHOBWJICSI HA MHBIX YTBEP-
skpeHmssx Kanamuuckoro, commskarorero ero ¢ beprconom, — To,
YTO XYAOXHUK B TOM MIM MHOM CTENE€HU MOXKET <«IOHSTb, UTO
JIEXKUT B OCHOBE XM3HU, KOTOPAsl BIOXHOBJISIET €r0» U «0 COBpe-
MEHHOM CTPEMJIEHUU K PUTMY B JKUBOTIUCU». [23]

[MocenHee mososkeHMe Takke He ObLIO YHUKAJIbHBIM IJISI
CBOEro BpeMEHM, KOr[a TEPMMUH «PUTM» OXBATbIBAlI Pa3HO006-
pa3Hble XyIOXKeCTBeHHble IBIDKeHMs. Bcero 3a HeCKOIbKO
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HeJlleJib 0 BbIXOJla TepBOTO HoMepa XypHana Rhythm Pomxkep
@paii nucam B JOUCKYCCMM O TIOCTMMIIPECCMOHU3MeE, YTO
«PUTM — 3TO (PyHIaMeHTaIbHOE U XXU3HEHHO BaskHOe KauecTBO
SKMBOMUCH, KaK U BCeX MCKYCCTB; MpeACcTaBleHe — BTOPUYHO
10 OTHOLLIEHUIO K 3TOMY». [24]

Vimest v TepMMHOMOTUSI pUTMa GbTM HACTOIBKO PacIpoCTpa-
HeHbl Cpeay OPUTAHCKMX MCKyccTBOBemoB, uto I. MaxkKos,
xpanurtens Tate Gallery, paspaboTaq TeOpHUIO KIACCUUECKUX
M POMaHTUYECKUX PUTMOB JIJISI KJTacCUPUKaIUMU MUCKYCCTBA BCeX
nepuogoB. 0630pbl  «IIOCTMMITIPECCMOHUCTCKUX  BBICTABOK»
®pas IpMBBIYHO OIMMCHIBAIM paboThl MaTucca ¢ TOUKM 3peHUs
pUTMa KaK MOMCKMY MaTuccoM «abCTpaKTHOV TapMOHUM JTIUHUHA,
puTMa». [25]

ApTr-xkpuTuK XypHana New Age Xanmim Kaprep (KOTOpPBIi
BO MHOTOM CITOCOOCTBOBAJ MPOIABMKEHUIO XYIOKHUKOB
Rhythm) B cBoeit kuure «HOBBIVI AyX B ApamMaTypruyu U UCKYC-
cTBe» (1912) oTMeyaeT, UYTO «OrpOMHO€E 3HaueHMe PUTMaA B JKU3-
HM YK€ HauMHaeT OIIYIIAThCSI». PUTM ObLI OOHMM U3 UYeThIpex
«COBpPEMEHHBIX NPUHLMUIIOB» KapTepa Hapsigy C <«IIPOCTOTOA,
eIMHCTBOM, HEeIpepbIBHOCTbIO», KOTOpble OT/INYaIM, IO €ero
MHeHUI0, MOCKOBCKMI Xy OKeCTBEHHBI TeaTp U ASATUIeBCKue
6asieThl OT cOBpeMeHHOro teatpa B JIoHmoHe u Ilapioke. OpgHa
13 IPUYMH 3TOrO, o cyioBaMm Kaprepa, 3akiatoyanach B TOM, YTO
«pycckue creHorpadb» 06HAPYKWIN, UYTO «MUCTULIM3M» — 3TO
«OTIpemesieHHas] Belllb, MMeEIoMass CWIy W >KU3HECIoco6-
HOCTb». [26]

B peuensun mis xkypHana The Egoist Kaprep cpaBHMBaer
kuury Kanpmuckoro ¢ pab6oroit KnaiiBa Bemna «VCKyccTBO»,
OIyOIMKOBAHHOM BecHOV 1914 roma. YumuThIBas BOCXUIIEHME
Kaprepa myxOBHOCTBIO B MCKYCCTBE U B YACTHOCTU PYCCKUM UC-
KyCCTBOM, HEyAUBUTEIbHO, YTO OH OTHAeT Ipenrnoyrenue KaH-
JIVHCKOMY, KOTOPOTO Ha3bIBaI «IyXOBHBIM TapMOHMCTOM», KO-
TOPBIIi BEPUT, UTO «UCKYCCTBO MPOXOAUT Uepe3 MUP KaK MOTOK
myxa». [27]

ITo cnoBam ®psnka Parrepa, puTM 6bUT «MarM4ecKuM CJI0-
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BOM TOro mepuopar. Jlaske eciy «MHOTOUYMCIEHHbIE IOIbITKA
OTIpeNenuTh ero ObLIM He O4YeHb YOemUTeIbHbIMU», «KaKIbIi
3HaJI, 4YTO 3TO 3HAUUT». [28]

OnHako peneHsuu Ha Teopuy KaHIMHCKOro He OGbUIM OTHO-
3HauHbiMK. Tak, CosomMoH MWri, pelieH3eHT >XypHaia New
Statesman  OLeHWJI  LeJIeyCTpeMJIeHHOCTb  KaHauHCKOro,
HO BCe >Ke Ha3Baj ero KapTUHBI «3arafloYHbIMU», TIOTOMY YTO
OHM HATIOMMHAIM €My «yBeJMueHHble (hoTorpadum GakTepuii»,
KOTOpbIe He YOeKIAIT B TOM, UYTO ero (hopMbl «IeiiCTBUTETbHO
abcrpakTtHbl». The Saturday Review OT3BIBJICh O KHUTE KakK
Yype3MepHO MHTEIEKTYa/JIbHOM, 3allyTaHHOM, pacIbIBYaTOM,
OKKYJIbTHOV M  UIOETUCTUUECKOI;  (Guiaocodpckoit  (XOTs
¥ BO MHOTOM HEO60CHOBAHHOI), TICUX0JIOTUYECKOi ¥ JOTMAaTy-
yeckoit. PenienseHT The Athenaeum (BeposTHO, IxkoH Mappu)
TTOXBATMJT KIacCU(PUKAIMIO IBETOB XYIOXKHMKA 38 VICKIIOUEHN-
€M «3eJIEHOT0», KOTOPbIi KaHaMHCKMIT accCoLMUPYeT C «OypiKya-
3Meli» — CaMOA0BOILHOM, MHEPTHOM U OTpaHUUYEHHOM. [29]

Camjeiip, KpuUTMKOBaBIINMI KaHIMHCKOTO 3a M3IUIIHIO
Hay4YHOCTh B 0630pe 1912 roma, BO BBeIeHMM K IepeBOIY
1914 roma yke KPpUTUKYeT XyOOKHUKA 32 OTCYTCTBUE SICHOCTU:
«(hunocopusi, 0COGEHHO B pyKaxX HEMEIIKOrO MucaTess, Ipef-
CTaBJjIsIeT HeucuepriaeMble BO3MOXXHOCTU [IJiSI PacCIUIbIBYATOTO
M BBICOKOIIAPHOTrO $3bIKa». [30] BO3MOXHO, CBOeil KPUTUKOI
oInpeJe/eHHbIX MOMeHTOB Teopuu KaHauuHckoro Camjieiip Iibi-
TaJICSI TOBOPUTb C TOYKM 3pEeHMUS] aHIIIUICKOTO KYJIbTYPHOTO
MeHTa/InTeTa, MpU3HaBas ee CJIOXKHOCTh U CIIOPbHI, €10 BbI3BaH-
Hble, TeEM CaMbIM B 3TOi1 CBOe0OpasHOii (hopMe IbITAsICh JOHE-
CTU CyTb IO aHIJIMIICKOTO uuTaTess. B TO ke Bpems KpUTUKA
06HaXXM/Ia UCKITIOUMUTENBHOCTD PSfia UAEH XyooKHUKA, 06paTuB
BHMMaH}e Ha TeOpMI0 M TBOpYeCTBO KaHOMHCKOTO TeX, KOTO-
pble CMOIJIM UX OLI€HUTb.

®psHK PaTTep 6bIT OMHUM U3 HEMHOTUX PEIleH3eHTOB, OfI-
HO3HAYHO OLIeHMBIIMX KHUTY KaHAMHCKOTO Kak «Haubosee sic-
HOe ¥ apryMeHTMPOBAaHHOEe U3JIOKeHMe Iieyieil abCTpaKTHOI
SKUBOIIMCH, KOTOpasl elle He O6bl1a HamMcaHa». [31] B 1913 romy
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rociie BeicTaBKu AAA, Pomkep ®pait HanmuiieT B CBoeM 0030pe
I aMepUKaHCKOTO skypHayna The Nation: «Ha CETOHSIIIHUIA
IeHb JIYUIIMMM KapTMHAMM TaM MHe ITOKa3aJuchb TPpU paboThI
KaHauHCKOro», MOCKOAbKY OHM MMEKT CaMyl0 «OIpeleneHHYI0
U IyGOKYI0 BBIPA3UTENIbHYIO CUITYy». DTO «UMUCTasl BU3YyajabHas
MYy3bIKa», YOeKIaromas «B BO3MOKHOCTM SMOIMOHATLHOTO BbI-
paKeHUSI TOJOOHBIMM aOCTPAKTHBIMM BU3YaJbHBIMM 3HAKa-
Mu». [32]

Korzma B ampene 1914 roga nosiBuiach MOJHASI aHIJIMIACKAS
Bepcus «O OyXOBHOM B MCKyCCTBe», KaHOMHCKMUI, HECMOTPS
Ha ompefeNeHHYI0 KPUTUKY, TeM He MeHee OCTajcsl OBOJeH
pe3y/lbTaTOM €e BOCIPUSITUS B GPUTAHCKOM XYIOKeCTBEHHOM
coobmiectBe. B mucbme K Camjeiipy OH mucaj: «Ijsl MEHS 3TO
MOCTOSTHHAS pafioCTh 3HATh, [UTO €CTh| TaKMe APY3bsi MOETO UC-
KyCCTBa B laJIeKO AHIIMHK, Kak Bol 1 Bam oter». [33]

Ho penyrauus KaHauHckoro B JIOHOOHe yKpemmiach
He TOJIbKO 61arogaps mybaukauysiv Camjieiipa, HO U MOAIepsKKe
co cTropoHbl ®pas, HeCMOTpS Ha TO UTO M3HAYaJbHO OH
He BKIOYMI KaHOMHCKOTO B PyCCKYI0 ceKiuio Bmopoti Ilocmum-
npeccuoHucmckoli evicmasku. 11 mapra 1913 roga Canjiep Hanm-
can KauguHckomy: «Mwuctep Pomkep ®pait roctun y Hac
U OueHb MHTepecoBasicsd Bammmu pucyHkamu. OH CIIpPOCUII,
He OIOJDKY JIU S UX i1 BBICTABKM, KOTOPYIO OH M HEKOTOpbIe
IIpy3bsi OPTAaHU3YIOT Ha Cyiefylolieii Hepene B JIOHIOHe, U, KO-
HEYHO, S C PajloCThI0 cormacuics». Takum obpasom, Kanmuu-
CKMi1 GBI MpeICTaBIeH Ha TPYIIIOBON BbicTaBKe Grafton Group
B ranepee Alpine Club Gallery B mapTe 1913 roga. [34] ®pait BbI-
COKO OT3BIBICS O <«BU3YJIbHOM My3bike» KaHOMHCKOTO
B 1913 rogy, paboThl MacTepa IMUPOKO 06CYKAATNUCH MOCTE IKC-
MTOHMPOBaHMS Ha BbICTaBKax B JIoHmoHe B 1913-oMm. [35]

B 1914 romy Beimepskku u3 pa6oThl KanmuHckoro «O TyxXoB-
HOM B MCKYCCTBe» ObUIM HarledyaTaHbl B JXypHase Blast. Blast —
MOJIEPHUCTCKUI XypHaJ BOPTUIM3MA, OCHOBAaHHBIN YUHJIXe-
MoMm JIptoucom mnpu copevictBumu I3pbl IlayHpa. I[Ipepreueri
BOPTUIIMCTOB, KOTOPbIE IPOTUBOCTOSIIN MMIIPECCUMOHU3MY, BbI-
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crynun Poxxgep ®paii, MpOaOKUBIINI UM OOPOTY CBOMMU BbI-
craBkamu 1910-ro u 1912 romos. CBoelt 1iebl0 XKypHa/I BUAEN
MIPOABISKEHME HOBBIX HAIpaBJeHMii B IUTEpPAType U M300pasu-
TeJIbHOM MCKycCTBe. HeCMOTpsI Ha KOPOTKYIO XXM3Hb — BBILIIO
TOJIBKO JIBA BBIITyCKa XypHaia B 1914-om m 1915 ropax, Blast
OKasaj MOIIHOe BIMSHME Ha (HOPMMUPOBAHME U TIPOABIKEHME
mopepHusMa. OCHOBHbIE XYAOXHMKM, HA KOTOPBIX OKa3aliu
B Ja/ibHelileM BausHue uiaeu KaHAMHCKOro, MpUHAJJIEKATIN
KpyTy, accouuupyiomerocsi ¢ Blast. Cpeny XymosKHUKOB-aBaH-
rapIuCcTOB, KOTOPhIe OBICTPO OTpearnpoBanu Ha uaen KanmuH-
ckoro, 6put Yunpxem Jlblouc! u dusapp YomcBopT (o6a yum-
auch B MoHxeHe B 1906 rogy).

B mepBom HOMepe kypHasa Blast (uionb, 1914) ¢ manude-
CTOM BOPTUIIMCTOB TOSIBWICS OT3bIB Ha KHUTY KaHIMHCKOTO
XYOOKHUKA-BOPTULIMCTA OnBapAa YOACBOpTa, HalleuaTaHHbIN
psgoM ¢ m3obpaxkeHMeM KapTuHbI YomcBopTa «3mydueHue»
(1913). B cBoelt peueH3un SaBap YOOCBOPT MMUILIET: «3TAa KHU-
ra sIBSIeTCS Ba)KHEMIIMM BKJIaJOM B IICMXOJIOTMIO COBpEMEH-
HOTO MCKYCCTBA. BbicOKOe To/iokeHMe aBTOpa KakK XYAOsKHMKA
npugaeT paboTe 3HAUYNTENbHYIO II€HHOCTb. IIpeKpacHble Xy-
OOKHMKM, KaK MPaBUIO, KpaiiHe HEOXOTHO WM HeCITOCOOHBI
BBIpa)XkaTh CBOM MAeu 6ojiee ueM OgHMM cpencTtBoM. OgHaKo -
H KaHamHCcKMiI — ncuxomor M MeTadusuK C peaKoil MHTYUIIN-
eil ¥ BOOXHOBEHHBbIM 3HTY3uasMoM». [36] s JIprouca nMeHHO
Kkewtorpaduy KaHIMHCKOTO M «OpUTMHAJIbHOE U pPe3Koe» UC-
MO/Ib30BaHMe 1BETOBBIX COUETAHMII CTaBUIM €T0 BbIllle APYrux
XYIOKHMKOB-aBaHTapaAUCTOB. JIbIOMC OCOOEHHO IIEHWI €ro
UIeyu O HeCOIJIaCOBaHHBIX 1JBETOBBIX TapMOHMUSX, TOAXOLSILINX
IJISI COBPEMEHHOJ, Oosiee OYpHOI 3TOXM, MO €ro MHEHWUIO.
Ha Tom arare Takske CyIeCcTBOBajia TeCHasl CBSI3b BO33peHUIt
XYOOXKHUKA C [OYXOBHBIM 3BOTIOLMOHM3MOM KaHAMHCKOTO,
0 4YeM, B OIpefeieHHON CTeleHU, CBUIETeIbCTBYeT MHTEepec

! https://www.tate.org.uk/art/artists/wyndham-lewis-1502
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JIptouca K o mryi.

ITpo6nemaTnka 1BeTa U (GOPMbI, CUHECTE3UU, OIIYIIEHUS
M BOCIIPUSITUSI KUBOIIMUCH, €e BO3eiiCTBUSI Hanbosee BCero o6-
cyknanuch B rpynme Bloomsbury group. OCHOBHBIM MCTOYHU-
KOM HOBBIX MAEi OJIs1 XYLOKHMKOB TPYHIIbl CTalM IMOCTUM-
MPeCCUOHMCTBI, KOTOpble ObUIM TIPeNCTaB/IeHbl JIOHIOHCKO
KYJIbTYPHOJ OOIIEeCTBEHHOCTM BIIEpBble HA ITPOCTIABIEHHONM
BBICTaBKe, OpraHM30BaHHOI Pomkepom Ppaem, «MaHe U MOCT-
umMmmpeccuounuctol» (Grafton Galleries, Jlounon) B 1910 romy, —
pabotel Ce3anHa, Ban T'ora u Matucca. Kak ropopmia Banecca
Benn, XxymoXkHuIla TPYIIbI, «BbICTaBKa MMeJa PeBOMIOLMHHOE
3HAuUeHMe, YKasaB IIyTb K BHE3aITHOMY OCBOOOKIEHUMIO».
TBopuecTtBo BaHeccol Benn gBisieT ofuH U3 SIPKUX OPUMEPOB
9KCIIEPUMEHTUPOBAHMS C LBETO-3MOLMOHAJbHBIMU XapaKTe-
PUCTUMKAMM B abGCTPAKTHOM >KMUBOIMCH, KOTOpbIE ITPOXOIUIIN
B rpyre Baymcbepu. [37] DMOIMOHATbHbIE KAYeCTBa BbhIpaxe-
Hbl B ee KMBOIMCKU Uepe3 HIOAHCHhI TOHA U (aKTyphl, a LBET
MeHSIeT OTIBIT Pa3IMUHBIX HOPM.

«Bomnbllloe BOCXMINEHME IIBETOM»: 3TO OBLIO OIpemesisio-
MM BOCIIOMMHaHueM BaHecchl best o Hanps>keHHOM Tiepuoe
Xy[IO)KeCTBEHHOI'0 3KcIlepuMeHTa Havana 1910-x ropos. [38]
[lo mHeHu0 uckyccrBoBena @®psncuc CHoAOMHI, B HEMAaJIOW
CTeleHM Ha SKCIIEPUMEHTHI C LIBETOM XYAOKHMIIbI OKa3bIBaJia
Teopusi u paborel Kannuuckoro. [39] «4 monarato, — mmcana xy-
IOKHUIIA, — YTO 3TO OBUIO Pe3yAbTATOM IOMBITKM CHaYasIa Ipe-
BpaTUTh BCe B IBeT». «3TO, KOHEYHO, 3aCTaBWIO MEHS CKJIO-
HUTBCSI K Pa3pylIeHMIO0 MPOYHOCTU 00beKkToB». [40] B pabore
1912 ropa «ITnsek B CragjieH » MHTEeHCUMBHBINM CMHMI 1IBET Mepe-
JaeT CJIOKHBIM SMOILMOHA/IbHBIN pe3oHaHC: cuHMil uBeT CaHT-
AJiBca (pacIlOJIOKeHHOTO Ha 3amaJHOM ITo0epekbe AHIINM,
B Kopuyosie), mycToThbI ¥ 605KeCTBEHHOTO CBeTa, ofgessHus boro-
pomuibl, ¢ orrosockamu Ilbepo Nenna ®dpaHyecka u [IKOTTO
U TeMOJ MaTepPUHCTBA KaK MeCTO «IBOICTBEHHOCTU U TIOTEPU».
B 1914 rogy mosiBuiaach IepBasi YMCTO abCTpaKTHasI pabora xy-
IOKHULIBI — <«AOCTpakTHasi KOMITO3MIMSI», B KOTOPOI SICHO
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MPOCTIeXUBAETCS BAUsSHUe uaert KaHguHCKOTo, Kak U B IIPOU3-
BeJIEHUYM APYTOTO XYIOKHMKA rpymnimbl IyHKaH ['paHT, ero «A6-
CTPAKTHOM KUHETUYECKON KOJJIKHOM >KMBONUCU CO 3BYKOM»
1914 ropa, craBiieit BayKHbIM 3TarlOM B pa3BUTUM UAEN O LIBeTe,
MYy3bIKe 1 aOCTPaKIUN.

Kak ormeuaet Anpman [U110, caMbIM criennpmuIecKuMm, yCToi-
YNMBBIM, HO HaUMeHee M3BeCTHBIM BaMsIHMeM KaHIMHCKOTO cpe-
IV GPUTAHCKUX XYOOKHMKOB TOTO Iepuoga 6buIo Ha [Ikelimca
Byma. 3ToT XymoskHMK Bocxuinascst Kaunuuckum. B mepuon 06y-
yeHus B 1909 rony B MapyokcKoii, a 3aTeM JJOHA,0HCKOM Xyh0Ke-
CTBeHHOIi mikose Percyval Tudor-Hart’s Byn Hauana co3gaBaTh
CBOIO TEOPHUIO 1]BE€Ta, OCHOBAHHYI0O BO MHOTOM Ha Teopuu KaH-
IMHCKOTO, B 0COGEHHOCTY Ha Mlee COOTBETCTBUS MEKIY IIBETOM
U My3bIKaJIbHBIM TOHOM. Kak coaBtop ¢ K. OrmeHom m A.
Puuapacom pab6oThl «OCHOBBI 3CTETUKM» (HE OIMyOGIMKOBAHHOI
oo 1922 ropa), Byg mucain o repekxuBaHMM UM HACTAKIEHUN UC-
KyCCTBOM, BKJ/IIOUYasl KOHUeNUuw cuHectesun. Kak n KaHanH-
CKuit, Byn u ero coaBTOpbI MPUIMUCHIBAIM 3MOLMSIM LBETOBbIE
a¢ddexTo. HoBaTopckas Teopus Bacwims KanguHckoro «O my-
XOBHOM B UCKyccTBe» (1912), rme oco60e MeCTo yIensioch LIBETY
KaK «BMOpalyyM AYIIN», TICUXOJOTUUECKOMY BO3JIEICTBUIO I[BE-
TOB, 6blJIa CO3BYYHA B3MISAaM Byma, OTpakeHHBIM B €ro KUBO-
MMCHBIX paboTax, IJe KOPPeCIOHAVMPOBAaHME IIBETOB CITYKUT
crieruuueckuM QyHKIMSIM, U M300paskeHye KaK Obl BUOPUPYET
U pe30HUPYET 3a IpeferaMu Xoucra. [41]

OnHMM U3 MeHee TOKYMEHTUMPOBAHHBIX BAMSIHUII KaHAUH-
CKOTO Ha XyIOOXXHUKOB, COTJIACHO TOMY Ke UCC/IeloBaTento, ALl -
puany I'mio, 66110 Ha CrieHcepa Topa, yuactHMKa Bmopoti ITocm-
umnpeccuoHucmckoti esicmaseku Pomxkepa ®pas. B koHie jeTa
1 oceHbo 1912 roga oH cospmai 6omee gBaaiiaTy mosoreH. OmHoO
n3 Hux — (bo6osoe none), 1912 — cBoero poaa BeIpaskeHMe JOJ-
ra nepen KanamHckum. M3BeCTHO, 4TO HAa AaHHOM 3Tare ['op
pa3pabaTbiBaJl COOCTBEHHYIO IIBETOBYIO cucTtemy. JIpyrom Iopa,
KOTOPBII HEMOCPeACTBEHHO Mpu3HaBal BausiHMe KaHAMHCKOTO,
6bu1 Kpucrodep HeBuncon. Bo Bpems oGyuenuss B Ilapwmke
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B 1900-e rogbl, HeBMHCOH COMM3UIICS C PYCCKUM KPYTOM XY/IOXK-
HMKOB, Cpelyi KOTOPhIX OH ObII M3BeCcTeH KaK HUBMHCKMIAL.
ITo Bo3Bpamennu B AHIIMIO HeBMHCOH 3as1BUJI O pafgyiKaJIbHOM
M3MEHEHUM B CBOEM TBOPUECTBE: «SI HEIOBOJEH pelpe3eHTa-
TUBHO JXMBOIMCHIO. MeHsI, KaK M MHOTUX IPYTUX, IPUBJIEKaeT
abCTpaKTHOE MCKYCCTBO M IIBETOBbIE rapMOHMM KaHIMHCKO-
ro». [42]

Takum o6pasoM, 0606IIas ckasaHHOe, ellle pa3 06paTUM
BHMMAaHMe Ha TO, YTO SKCIIOHMPOBaHMe MepPBbIX paboT KangnH-
CKOTO, a 3aTeM 3HaKOMCTBO C ero Teopueit B bputauuu, npoxo-
IIAJI0O B KOHTEKCTe BCeOO6Iero HalMOHaJbHOTO YBIeUeHMS MMPOo-
671eMaTUKOI, TIOFHMMAEMO XYLOKHUKOM B KHUTE «O TyXOBHOM
B MCKYCCTBe». ileyn CMHecTe3uu, TyXOBHOM abCTPaKTHO KMBO-
MUCH, «BU3YAJIbHOM MY3bIKM», TICMXOJIOTMM IIBETA U PUTMA,
«BHYTpEeHHero 3ByKa» KaHIMHCKOTO TOSIBMINCh B Bputanum
BO BpeMs KapAMHAJIbHbIX MHHOBALIMIA B MCIIOJIb30BAaHUM I[BETA
B MCKYCCTBE, B IepMOJ MOVCKOB B CO3JAHMUM IIBETO-3MOILMO-
HaJIbHOM SKMBOIIMCKU U LIBETO-(OPMbI. MHOTME U3 3TUX KUBO-
MMMCHBIX SKCIIEPMMEHTOB MMPOXOAMIN IapajlieIbHO TBOPUECTBY
KaHamMHCKOro, HEKOTOpble M3 HUX — IIOf, €ro BIIMSTHUEM,
HO ¥ B TOM U IPYTOM CJIy4ae 3TO ObLI JINIIb HeOOMbINOH Iepuo,
3akoHuMBIIMIicsS 1920-Mu rogamu.
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Abstract

The article is devoted to the little-known in Russia facts of perception
of Kandinsky’s work in Britain in the 1900—1910s. Considering the
history of exhibiting Kandinsky’s works, and then familiarity with his
theory through the publication of Sadleir, the author comes to the
conclusion that the interest in the work of the master, his ideas took
place in the context of the general national interest in the problems
raised by the artist in the book «Concerning the Spiritual in Art» — the
ideas of synesthesia, abstract painting, rhythm, psychology of colour.
Many of the pictorial experiments in british art took place in parallel
with the work of Kandinsky, some of them — under his influence, but
in both cases it was only a short period ended in the 1920s.
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Kandinsky and England. This topic, as well as the aspect

of its consideration, is of particular interest since the perception
of aesthetics and creativity of the master is a kind of mirror
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which reflects the currents and ideas of the British cultural
community of the time. In contrast to the national Russian art,
which will be discussed below, Kandinsky’s work was perceived
in a different context: in the context of the modern search for
new forms of modern art, abstract art and spirituality in art.

The 1900s in Britain are characterized by a special interest
in Russian culture. Throughout the 19th century, up to the
Anglo-Russian Entente in 1907, diplomatic relations between
Great Britain and Russia were invariably hostile. But among the
intelligentsia there was increased enthusiasm for the
achievements of Russian literature — Tolstoy, Dostoevsky,
Turgenev and Chekhov — and Russian folk traditions. In literary
circles Constance Garnett (and others) played an important role
as a translator Turgenev, Tolstoy, Dostoevsky. She personally
knew many prominent writers, and her translations have had
a defining influence on key modernist writers such as Joseph
Conrad and Catherine Mansfield. [1] The Enthusiasm of the
British intelligentsia for Russian painting, music and dance
reached its peak in the «fashion for Russia» in the
1910s-1920s. [2]

One of the directions of Edwardian Russophilia was the
interest of progressive intellectuals, fascinated by the culture
of the Russian peasantry, with their folk art and religious rites.
One of the pioneers in this field was Stefan Graham, an
influential travel writer and novelist whose books — including
«Undiscovered Russia» (1912) and «With Russian pilgrims
to Jerusalem» (1913) — largely contributed to the formation
of the image of Russian peasant life as a simple beauty and
spiritual integrity. [3] If Graham glorified the spirituality
of Russia, its closeness to God, lost by the Western Christian
world, another part of the intelligentsia was attracted
by Russian folk art. Through the efforts of Princess Maria
Tenisheva in collaboration with Frank Rutter in 1908 in the
Albert Hall held an exhibition which presented the «neo-
Russian» school of folk art, with traditional Slavic themes and
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crafts. [4] Rural Russia became for many an object of new
anthropology, the simplicity of peasant life and handicrafts at
Talashkino resonated British modern mentality, passion for
rural idyll, the ideas of the movement «arts and crafts».

The most influential of all, especially for modernist
literature, were The Ballets Russes, first shown in Britain
in 1911. These London performances, conceived by Sergei
Diaghilev, brought with them new ideas of representation,
scenography and artistic spectacle — the form of synesthesia
that interested many representatives of the cultural
intelligentsia. [5]

The avant-garde side of Russian fine art was first seen
in Britain in the Russian section of The Second Post-
Impressionist Exhibition in 1912, organized by art critic of The
Bloomsbury Group Roger Fry, which did not, however, include
the work of Kandinsky. [6] A narrow selection of countries and
artists chosen by Fry for the exhibition — «England, France,
Russia» — did not go unnoticed. Rupert Brooke wrote in the
Cambridge Magazine in November 1912: «it is a pity that the
Committee was unable to include works Erbsloh, Jawlensky and
Kandinsky from Munich, Pechstein from Berlin and
of Kokoschka in Vienna, who wrote of the picture, at least as
good and interesting as most of here are. Kandinsky,
in particular, is a surprising omission, given that he had
exhibited at The Allied Artists Association in London since 1909,
and his theories are more accessible than most Russian artists
because he wrote in German. However, the Russian artist Boris
Anrep, who made the choice on behalf of Fry, may have been
influenced by the trend towards a more national type of Russian
art, which to some extent excluded Russian artists living and
working in Germany.»[7]

The Allied Artists Association (AAA), the first exhibition site
for Kandinsky’s work, was created in 1908 by the early
modernist art enthusiast in England, Francis (Frank) Rutter,
a famous British critic and curator of galleries and exhibitions.
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The purpose of the Association, an analogue of the Paris Salon
des Indépendants, was to allow artists to «freely present their
work to the public without the intervention of any intermediary,
be it a dealer or an artist», which in turn should have made it
easier for «progressive» artists to exhibit a number of foreign
works. Simultaneously with the exhibitions of the Association
began publishing The Art News magazine and The First Art
Newspaper in the United Kingdom. The first international
exhibition AAA in 1908, held at Royal Albert Hall and consisting
of 3,000 works, included the Russian section (arts and crafts),
organized with the help of Jan Holewinski. In 1909, the second
exhibition at Royal Albert Hall showed more than 1,000 works,
mostly by British artists, as well as the first works of Vasily
Kandinsky — two paintings «Yellow and Pink» and «Winter
Landscape» — both 1909; according to other sources — «Murnau
Landscape with a green house» (1908) and «Yellow Rock»
(1909) — and twelve woodcuts. [8] Kandinsky’s works continued
to be included in AAA exhibitions (except in 1912) until 1914,
when the great AAA exhibitions ceased with the outbreak of the
war, but small exhibitions were held in The Grafton Galleries
until 1920.

Through Rutter, his friends, Michael Sadler and his son,
Michael Sadleir, met Kandinsky. They were actively interested
in art — his father as a collector, and his son, a recent graduate
of Oxford University, as a writer for the new art magazine
Rhythm. At the time of his meeting with Kandinsky, Michael
Sadler was President of the avant-garde modernist group The
Leeds Arts Club, founded in 1903 by Alfred Orage, and united
radical artists, thinkers, educators and writers of Great Britain.
The group was strongly inclined towards cultural, political and
theoretical ideas emanating from Germany at the time. [9]

Six months before the start of correspondence with
Kandinsky, Sadleir began to show interest in colour theories.
In 1911, at the AAA exhibition, he bought six (according
to other sources four) Kandinsky woodcuts from his book
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Klange. In August 1911, Kandinsky sent Rutter «16 small texts»
and a description of Klange: «compositions for the stage», which
will consist of a gesture (the movement of «dance»), colour (the
movement of painting) and sound (the musical movement —
this done by the famous composer Hartmann) on the principle
of pure theatre.» [10] In response, Rutter wrote that he gave the
texts to Sadleir, who bought the woodcuts, which was the
beginning of an important correspondence between them
(correspondence is stored in the archive of the Tate Gallery).

On October 2, 1911, Sadleir asked Kandinsky to reproduce
one of the woodcuts in the quarterly magazine Rhythm,
describing it as «an artistic revolution» of great importance. [11]
In a letter dated October 6, Kandinsky thanked Sadleir for the
edition of Rhythm he had sent, giving his consent to the
publication, while expressing joy, «that the so-called movement
of modern art is reflected in the magazine and is of interest
in England.«Mr. Brooke from Cambridge», Kandinsky writes,
«also told me about it last winter. I'm providing you with
a prospectus of the periodical art I founded. The first issue
should appear in January. Also this month my book «Concerning
the Spiritual in Art’” will be published. I’ll send you a copy.
Please write about your impressions.» [12]

At the end of the summer of 1912, Sadler shared with his
son a desire to visit Kandinsky, followed by a letter asking for
a meeting. Kandinsky invited them to a country house near
Murnau. On August 16, 1912, they had a pleasant day, according
to Sadler, in a lively conversation. In a letter to his wife the next
day, he describes the interior of the cottage and some
of Kandinsky’s tendencies:

«It’s very simple. On the walls are small paintings on glass,
very bright, religious subjects mainly-Bavarian peasant works
of the eighteenth century and written by a contemporary
in Murnau, working in the traditions of old art, some of them
(mystical and primitive style) — the Kandinsky. He has
admiration and deep respect for Chinese art and character.
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Inclined (though not intrusive) to talk about religious things
and is very interested in mystical books and the lives of saints.
He had a strange experience of healing by faith.»[13]

The trip cemented Kandinsky’s friendship with Sadler. Using
his personal connections with Wasily Kandinsky in Munich,
Sadler created a remarkable collection of expressionist and
abstract expressionist art of a time when such art was either
unknown or rejected in London by even well-known modernist
propagandists such as Roger Fry. The most significant in his
collection was «Fragment II for Composition VII»,
1912 by Kandinsky, which was shown in Leeds at an exhibition
at The Leeds Art Club in 1913. He was one of the first to acquire
his works in England, proudly showing them to his guests
in Leeds, including the Director of the National Portrait Gallery
and editor of the Burlington Magazine, C. J. Holmes. [14] The
admiration of the father and of the son for his work was highly
appreciated by the artist, and within a month Sadleir secured
the rights to a translation of the work «Concerning the Spiritual
in Art», a full version of which was published in 1914.

But the most important were the publications of Sadleir,
preceding the book — the comments and an overview
of Kandinsky’s theory — which for the first time introduced
English art society to the ideas of the master. Rhythm magazine,
where most of these articles were published, was created
in 1910 by the Oxford friend of Sadleir, J. M. Murry. Rhythm
showed a special interest in Russian art and literature. For
example, it published Vyacheslav Ivanov’s essay «Theatre of the
future», prose by Leonid Andreev, drawings and lithographs
by Natalia Goncharova, reviews of productions of The Russian
Ballets by Sergei Diaghilev, and stories written in the style
of Tolstoy and Dostoevsky. Along with correspondents from
Paris, New York, Munich and Berlin, which were listed in the
fifth edition of the magazine, Russia was represented by Mikhail
Lykiardopulo — the literary Secretary of the Directorate of the
Moscow Art Theatre, Secretary of the editorial Board of the
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journal Vesy, one of the leading members of the circle of the
Moscow Symbolists 1900s. [15] Russian culture and modernism
were associated with a growing interest in spiritual aesthetics,
an interest that grew from various sources, including the
Victorian fashion for spiritualism, the Theosophical movement
of the early 20t century, and a negative reaction in some circles
to empiricism. The inclusion of Russian fine arts, including
Russian Ballets, defined the magazine’s position at the forefront
of modernism and helped promote the magazine’s original
interpretation of post-impressionism, consisting of Anglo-
American Fauves, Scottish colourists and Russian artists
Goncharova and Kandinsky. Ballets Russes offered a powerful
new aesthetic experience in which the boundaries between
sound and image were no longer fixed — called «synesthesia’.
Synesthesia became more and more popular in the early
twentieth century, as evidenced by the «Prometheus»
of Alexander Scriabin (1910) — a composition for piano,
orchestra, choir and clavier with lighting. And later «Abstract
Kinetic Collage painting with Sound or Scroll» (1914) by Duncan
Grant, which included an abstract pattern of painted rectangles
on a roll of paper that was viewed through a hole in a lighted
box to the sounds of Adagio from Bach’s First Brandenburg
Concerto. Exactly these issues Sadleir points in his first
comment on Kandinsky’s theory in the article «Letters
of Vincent van Gogh» in the autumn issue of Rhythm magazine
in 1911. Considering the function of colour in van Gogh
paintings, who, as Sadleir notes, never used colour to «create an
illusion», but rather «convey a deeper meaning»; the
Impressionists, whom he was not a supporter of their theory
of «intentionally divided» colour, which «<would merge into the
eye from a proper distance» [16]; the fauves, who preserved the
integrity of each colour, the critic refers also to Kandinsky’s
theory of synesthesia. «The ability to hear colour, see sound,
touch rhythms, and so on», he concludes, is «an overly systemic
theory that can be defined as a simple idea: colour conveys
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a more direct and subtle appeal to the soul than words.» [17]
Certainly, Sadleir finishes the «deeper meaning» of colour must
be certain, but not formulated. In March 1912, in Art News,
Sadleir wrote: «I think Kandinsky tends to be scientific in some
of his theories. Normal art does not necessarily mean scientific,
and the main danger of this new idea — the development of the
formula by which the impression of the picture — will be as if
made by prescription. This line should exite that colour calm
down.» [18]

The main article of Sadleir, devoted to the analysis
of Kandinsky’s work — «After Gauguin» — appeared in the
spring of 1912. In the title Sadleir as it continues the ideas
of Kandinsky, set out in his book «Concearning the Spiritual
in Art.» According to Kandinsky, the spirit of the era in the early
twentieth century is associated with the spirit of «primitives»,
as artists of both periods sought to express «internal truths»,
not caring about «external form». But Sadleir’s interpretation
of Kandinsky’s art as a follower of Gauguin’s «neo-primitivism»
is based not only on Kandinsky’s theory, but also deeply
connected with the processes that took place in contemporary
German art. The artists of the group Die Briicke, for whom use
of expressive means of primitives and traditional German prints
was a social act in art — a struggle with conservative
consciousness in German art. Der Blaue Reiter in primitivism
attracted more mystical aspects, especially its connection with
the spiritual and supernatural, meaningful and imaginative
purity that distinguishes it from the modern world
of materialism and spiritual decay, in the words of Kandinsky. It
is a bridge to the spirit world, as Mark put it. The aim of the
group’s exhibitions (December 1911 and spring 1912) was
to emphasize the similarity of different approaches to the
creation of art, to find common ground between the primitive
and the modern.

The souls of artists, Kandinsky argued, in the early
twentieth century out of the «nightmare of materialism»,
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rushing towards «more subtle emotions.» Literature, music and
art approach each other from the point of view of «spiritual
development», because «they strive for abstract, immaterial».
One of the first theoretical discussions about abstract art, the
book was devoted to the definition of the modern state
of spirituality in art. We recall that music for Kandinsky is «the
best teacher», because she reveals «this is a modern desire for
rhythm in painting, for mathematical, abstract construction, for
repetitive colour notes, to create colour in motion.» The second
half of the book is known to be devoted to the «psychological
work of colour,» in which Kandinsky lays out his theory that
different colours create different mental effects, or «spiritual
vibration,» and that different forms have their own individual
«spiritual value.» [19]

«This book concludes Sadleir, suggests two main claims. The
first is actually the assertion of Pantheism that there is
»something® behind external factors common to nature and
humanity. That’s what Wordsworth (the famous English thinker-
mystic of the XIX century, who created the basis of British
natural philosophy), but he approached the question
subjectively, content with a description of the experiences of his
spiritual communication with the surrounding nature. The new
art, according to Sadleir, should act as an intermediary for
others, harmonize the inner Klang of the external nature with
the human, the artist’s task is to predict and identify the
common foundations underlying both. The second statement,
the critic writes, naturally follows from the first. Art that aims
to the expression inner soul of people and things will inevitably
stray from the outer conventions of form and colour. That is, it
will definitely be non-naturalistic and anti-materialistic.»[20]

The theory of «internal sound» Kandinsky, along with the
theory of colour were fully consonant, discussed at that time
in Britain artistic and aesthetic ideas. Aesthetics of Rhythm
magazine is largely based on the extremely popular in England
in the early twentieth century Bergson’s philosophy. In the
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period 1909—1911 alone, more than 200 articles on his theory
were published in British journals. [21] As stated by the founder
of Rhythm magazine John Middleton Murry in the article «Art
and Philosophy», modernism «penetrates the surface of the
outside world», pointing also to the fact that the main purpose
of the magazine is to spread Bergson’s theories in England. [22]
For many modernists, Bergson’s ideas served as an inspirational
source of liberation from traditional thinking. According
to Bergson, humanity’s aesthetic abilities prove that we can gain
access to our intuition or inner life by demonstrating this
through the example of an artist who feels life by «placing
himself inside an object» and breaking down «the barrier that
space puts between him and his model».

In the analysis of Kandinsky’s theory, Sadleir appeals
to ideas already familiar to readers from publications in Rhythm
and others — Bergson’s philosophy, in particular, the idea of the
«impulse of life» connecting the art of all ages, «not in the
external form, but in the internal sense.» In his review, Sadleir
also focused on other statements Kandinsky, bringing him
closer to Bergson — that the artist in one way or another can
«understand what lies at the heart of life that inspires him» and
«about the modern desire for rhythm in painting». [23] The
latter provision was also not unique for its time, when the term
«rhythm» covered a variety of artistic movements. Just a few
weeks before the release in the first issue of Rhythm, Roger Fry
wrote in a discussion about Post-Impressionism that «rhythm is
a fundamental and vital quality of painting, like all arts;
representation is secondary to it.» [24] The idea and
terminology of rhythm were so common among British art
historians, so that the Keeper of the Tate Gallery D. S. MacColl
developed a theory of classical and romantic rhythms to classify
the art of all periods. In reviews of Post-Impressionist
exhibitions Fry habitually described the work of Matisse
in terms of rhythm, as Matisse’s search for «abstract harmony
of line, rthythm.» [25] Art critic of New Age magazine Huntly
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Carter (who contributed greatly to the promotion of Rhythm
artists) in his book «A New Spirit in Drama and Art» (1912),
notes that «the great importance of rhythm in life is already
beginning to be felt. <Rhythm was one of four modern principles
that Carter, along with «simplicity, unity, continuity», which
distinguished, in his opinion, Moscow Art Theatre and
Diaghilev’s Ballets from modern theatre in London and Paris.
One of the reasons for this, according to Carter, was that
«Russian set designers» found that «mysticism» is «a certain
thing that has power and vitality.» [26] In a review for The
Egoist, Carter compares Kandinsky’s book to Clive Bell’s «The
Art», published in the spring of 1914. Given Carter’s admiration
for spirituality in art, and Russian art in particular, it is not
surprising that he prefers Kandinsky, whom he called
a «spiritual harmonist» who believes that «art passes through
the world as a stream of spirit.» [27] According to Frank Rutter,
rhythm was the «magic word of that age.«<Even if numerous
attempts to define it were not very convincing, «everyone» knew
what it meant.» [28]

However, reviews of Kandinsky’s theories were not
unambiguous. So, Solomon Eagle, a reviewer of The New
Statesman magazine, appreciated Kandinsky’s commitment, but
still called his paintings «mysterious» because they reminded
him of «enlarged photos of bacteria» that do not convince him
that his forms are really abstract». The Saturday Review
described the book as overly intellectual, confusing, vague,
occult, and idealistic; philosophical (though Ilargely
unwarranted), psychological, and dogmatic. A reviewer for The
Athenaeum (probably Murry) praised the classification of the
artists colours, with the exception of «green», which Kandinsky
associates with the «bourgeoisie» — smug, inert and limited.

Sadleir, who criticized Kandinsky for being too scientific
in a 1912 review, in an introduction to the 1914 translation
of Kandinsky’s ««Concerning the Spiritual in Art” already
criticizes the artist for his lack of clarity: «philosophy, especially
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in the hands of a German writer, presents inexhaustible
opportunities for a vague and arrogant language.» [30] Perhaps
his criticism of certain points in the theory of Kandinsky Sadleir
tried to speak from the point of view of the English cultural
mentality, recognizing its complexity and the controversy
caused by it, thereby in this peculiar form trying to convey the
essence to the English reader. At the same time, criticism has
exposed the exclusivity of a number of ideas of the artist,
drawing attention to them those who were able to evaluate it.

Frank Rutter was one of the few reviewers who
unambiguously assessed Kandinsky’s book as «the most clear
and reasoned statement of the abstract goals painting that has
not yet been written.» [31] In 1913, after the AAA exhibition,
Roger Fry wrote in his review for the American magazine The
Nation: «to date, the best pictures there seemed to me three
works by Kandinsky», because they have the most «definite and
deep expressive power.» It is» pure visual music», convincing
«the possibility of emotional expression by such abstract visual
signs». [32]

When in April 1914 was published a full English version
of «Concerning the Spiritual in Art», Kandinsky, despite some
criticism, nevertheless was satisfied with the result of its
reception in the British art community. In a letter to Sadleir, he
wrote «for me it is a constant joy to know [that there are] such
friends of my art in distant England as you and your father.»[33]

Kandinsky’s reputation in London was strengthened not
only by Sadleir’s publications, but also by Fry’s support, despite
the fact that he initially did not include Kandinsky in the
Russian section of the Second post-Impressionist exhibition. On
March 11, 1913, Sadler wrote to Kandinsky: «Mr. Roger Fry
visited us and was very interested in your drawings. He asked if
I would lend them to an exhibition he and some friends are
organizing next week in London, and of course I gladly agreed».
Thus, Kandinsky was presented in the group exhibition of The
Grafton Group in The Alpine Club Gallery in March 1913. [34] Fry
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spoke highly of the «visual music» of Kandinsky in 1913, and the
master was widely discussed after exhibiting at shows in London
in 1913. [35]

And in 1914, excerpts from Kandinsky’s work «Concerning
the Spiritual in Art» were published in the magazine Blast. Blast,
the modernist magazine of Vorticism, was founded by Wyndham
Lewis with the assistance of Ezra Pound. His goal was
to promote new trends in literature and fine arts. Despite the
short life — only two issues of the magazine in 1914 and 1915,
Blast had a powerful influence on the formation and promotion
of modernism. The main artists who were further influenced
by Kandinsky’s ideas belonged to the circle associated with
Blast.

Among the avant-garde artists who responded quickly
to Kandinsky’s ideas were Windham Lewis and Edward
Wadsworth (both studied in Munich in 1906). In the first issue
of Blast magazine (June 1914) with a Manifesto of Vorticists
there was a review of the book by Kandinsky by the artist-
vorticist, Edward Wadsworth printed next to the image of the
painting Wadsworth «Radiation», 1913. In his review,
Wadsworth writes: «this book is a major contribution to the
psychology of contemporary art. The high position of the author
as an artist gives the work considerable value. Fine artists tend
to be extremely reluctant or unable to express their ideas
in more than one medium. However, Mr. Kandinsky is
a psychologist and metaphysicist with rare intuition and
inspired enthusiasm.» [36]

For Lewis, it is Kandinsky’s woodcuts and «original and
sharp» use of colour combinations which put him above other
artists of the avant-garde. Lewis particularly appreciated his
ideas about inconsistent colour harmonies, suitable for
a modern, more turbulent era, in his opinion. At that stage,
there was also a close connection between the artist’s views and
Kandinsky’s spiritual evolutionism, as evidenced, to a certain
extent, by Lewis’ interest in Feng Shui.
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The problems of colour and shape, synesthesia, sensation
and perception of painting, its effects were most discussed
in The Bloomsbury group. The main source of new ideas for the
artists of the group were Post-Impressionists, who were
presented to the London cultural community for the first time at
the famous exhibition organized by Roger Fry «Manet and
Post — Impressionists» (Grafton Galleries, London) in 1910 —
the work of Cezanne, van Gogh and Matisse. As Vanessa Bell
said, the artist of the group, «the exhibition was
of revolutionary value, specifying the path to sudden freedom».
Creativity for Vanessa Bell is one of the clearest examples
of experimentation with colour-emotional characteristics
in abstract painting, which took place in The Bloomsbury group.
[37] Emotional qualities are expressed in her painting through
the nuances of tone and texture, and colour changes the
experience of different forms.

«Great admiration for colour»: this was Vanessa Bell’s
defining memory of the intense period of the artistic
experiment of the early 1910s. [38] According to art critic
Francis Spaulding, to a large extent, the experiments with the
colour of the artist provided the theory and work of Kandinsky.
[39] ««I believe, wrote the artist, that this was the result
attempts first turn all in colour.» «This, of course, made me lean
towards the destruction of the strength of the objects.» [40]
In the 1912 work «Beach in Stadland» intense blue colour
conveys a complex emotional resonance: the blue colour of St.
Ives (located on the west coast of England, in Cornwall),
emptiness and divine light, the robes of the Virgin, with echoes
of Piero Della Francesca and Giotto and the theme
of motherhood as a place of «duality and loss». In 1914 there
appeared the first purely abstract work of the artist, which
clearly shows the influence of Kandinsky’s ideas, as in the work
of another artist group Duncan Grant, his «Abstract Kinetic
Collage painting with Sound» in 1914, which became an
important stage in the development of ideas about colour, music
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and abstraction.

As states Adrian Glew, the most specific, stable, but least
known influence of Kandinsky among British artists of that
period was on James Wood. He absorbed lessons on the theory
of colour, especially the position of the correspondence between
colour and music tone, when he studied in 1909 in Paris, and
then the London art school Percyval Tudor-Hart’s. As a co-
author With K. Ogden and A. Richards of the «Fundamentals
of Aesthetics» (unpublished until 1922), Wood wrote about
experiencing and enjoying art, including the concept
of synesthesia. Like Kandinsky, Wood and his co-authors
attributed colour effects to emotions. The innovative theory
of Vasily Kandinsky in «Concerning the Spiritual in Art»(1912),
where a special place was given to colour as a «vibration of the
soul», to the psychological impact of colours was in tune with
the views of Wood, reflected in his paintings, where the
correspondence of colours serves specific functions, and the
image as it vibrates and resonates outside the canvas. [41]

One of the less documented influence of Kandinsky, points
Adrian Glew, was the art of Spencer Gore, a member of Roger
Fry’s Second Post-Impressionist exhibition. In late summer and
autumn 1912, he created more than twenty paintings. One
of them — Beanfield, 1912 — is a kind of expression of debt
to Kandinsky. It is known that at this stage Gore developed his
own colour system. Gore, who directly recognized the influence
of Kandinsky, was a friend of C. R. W. Nevinson. While studying
in Paris in the 1900s, Nevinson became close to the Russian
circle of artists, among whom he was known as Nevinski. Upon
his return to England, Nevinson said about a radical change
in his work: «I am dissatisfied with representative painting. Like
many others, I am attracted to abstract art and Kandinsky’s
colour harmonies.»[42]

Thus, summarizing the above, we once again draw attention
to the fact that the exposure of the first works of Kandinsky, and
then familiarity with his theory in Britain, took place in the

156



context of the general national interest in the problems raised
by the artist in the book «Concerning the Spiritual in Art.» With
his ideas of synesthesia, spiritual abstract painting, «visual
music», the psychology of colour and rhythm, and «internal
sound», Kandinsky appeared in Britain during the radical
innovation in the use of colour in art during the search for the
creation of colour-emotional painting and colour-form. Many
of these pictorial experiments took place in parallel with the
work of Kandinsky, some of them under his influence, but
in both cases it was only a short period that ended in the 1920s.
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KJIAWB BEJIJT

HCKYCCTBO U BOMHA

(TTepesod ¢ anznutickozo Eezenus [Jobposa')

Abcmpakm
Jcce KnaiiBa Benna «VIckyccTBO M BOJiHa» Ha MePBBIN B3NS MOXET

110Ka3aThCsl MyOMMUMCTUYECKUM TeKCToM. HenmieHHoe ameyuisumii
K JIMYHOMY OIIBITY, ABVOKMMOe MacdocoM XyHOKeCTBEHHOIO Ipou3Be-
IleHus, OHO obnazaeT u nadocoM uccnenoBaTeNbCkuM. OTTaIKMUBAsCh
OT 6a30BbIX 3CTETMYECKUX TOHSITHUI, CChLIAsICh HA XPECTOMATMIIHbIe
MUCTOpPUYECKMEe TIPMMepbI, COBpEMEeHHBIII eMy KOHTeKcT, Bemt B no-
CTYIHO opMe JOHOCUT KakK A0 IIMPOKOro YMTaTesNs], TaK U 10 Bemy-
IMX MBICIUTENEl ero 3MoXy CJIOXKHBbIe, Tpebylolue IoKa3aTelbHOii
6a3bl MBIC/IM O CYLIHOCTM MCKYCCTBA. [7IaBHOI NMHMEN CTaTby MOXHO
Ha3BaTh PacCykIeHMe O TOM, UTO MCKYCCTBO HE MOXKET ObITh MaTPUO-
TUYHBIM WM HEMaTPUOTUUYHBIM. VICKyCCTBO, I10 er0 MHEHMIO, He MO-
KeT MpUHAIeXaTh TONbKO HalMy, CTpaHe, OHO BOOOIIe He JOIKHO
He MBICJIUTBCS B 3TUX KATETOPUSIX.

«He BpeMs [ij1s1 UCKYCCTBa» — pacxoxas (pasa BpemeH I1epBoit Mupo-
BOJi BOVHBI. CerofgHsl B MegMa-OUCKypce BPSAL, 1M MOXKHO BCTPETUTD
nomo6Hoe cykaenne. Ho Tema, paspabateiBaemasi bemiom, He TepsieT
CBO€Ji aKTyaJIbHOCTU. IIpoM3BefeHus] MCKYCCTBA, B UMCIO KOTOPBIX
BXOIAT M BblAAKOIIMECS TBOPEHMS MPEXKHUX UCTOPUUYECKUX TMMEPUOOOB
M CErofHs CTAHOBATCS «KePTBAMM» BOOPYKEHHBIX KOH(IMKTOB, MIPU-

! Egzenuii /Jo6poé — acnmpaHT Kadempsl acTeTnku bummocoderoro da-
KyabTeTa MI'Y umenu M.B.JlomoHOCOBa, cekpeTapb penakiuu AU. A6-
CTPAKT K MyOGIMKaLMM BKIIOYAeT B ce6s1 KOMMEHTapuii aBTopa IepeBo-
Jla K IyOIMKyeMOMY TeKCTy, KJIIoUueBble CJIOBA OTPAXKAIOT MTOHMMAaeMYyIo
MM TeMaTHYeCKYIO [IPVHALJIEKHOCTb TEKCTA B 3CTETUYECKOM AVICKYypCe.
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yeM B CaMbIX Pa3IMYHBIX KYJIbTYPHBIX perMoHax mupa. OTHoIIeHue
K MICKYCCTBY KaK K BbIPaKeHMIO IMaTPUOTU3Ma U TOCYAAPCTBEHHbIX UH-
TEpPeCcOB TAKXKe COXPAHSIETCSI B COBPEMEHHBIX MYOIMLIMCTUYECKUX,
a ropyac M TeopeTU3MPYIOIIMX TeKCTaX, MHOILAa OHO HacTOMYMBO
rpejaraeTcsl O6IECTBY KaK HEKMII JOMUHMUPYIOLIVI CTAHAAPT OTHO-
LIeHMs coLMyMa K QYHKUMSIM MCKYCCTBA, CBOZS €r0 MMEHHO K KPUTHU-
KyeMoi1 Beniom orpaHnueHHOV GyHKIIVMOHATBHOCTY M IIPeBpaIas 3To
OTHOILIeHJe B CypPOTaTHBIN «MEeiHCTPUM».

[IpMEeHUTETbHO K 3TOMY TEKCTY MOXKHO TOBOPUTb 06 aHain3e Co6-
CTBEHHO IOHMMAaHMSI NMAaTPUOTU3MA, MMIUIMLIMTHO IIPeNCTaBIeHHOM
B JAHHOM 3CCe M Pa3BOSLIEM MHTEPeChl OGIIECTBa M KOHKPETHOI
roCcyfapCTBEHHOM cucTeMbl. B aToM cmbicie Bems pasBoguT uHTEpe-
Cbl BpuTaHCKOM KOMOHMATbHON MMIIEPUM UM MHTEpPEeChl GPUTAHCKOTO
IPaXAAHCKOTO OOIECTBA C €r0 KYJIbTYpPOii M KyIbTYPHBIMY VHCTUTY-
LMSIMM, TIPMYEM yKa3blBasi Ha KOHKPETHbIe UX CIydyau, HaxonMBIIe-
cs1 B 3a0BeHMM M COBEPIIEHHO BHE 30HbI BHMMAaHMS BOMHCTBYIOIIMX
«MaTpuoToB». Ha Takoe MOHMMaHMe HATaIKMBaeT U MPUHAAJIEKHOCTD
Bemna k rpynne Brymc6epu, M3BeCTHOV CBOMM aHTarOHMCTUYECKUM
HaCTPOEHMEM I10 OTHOLIEHUIO K BUKTOPMAHCKUM II€HHOCTSIM U KOJIO-
HUAJIbHOM MOAUTHUKE UMIlIEpMM. B aTOM acriekre Besn mpeaBocxuiia-
eT ¥ MHOTYe HampaBjeHus] GyayIero mocTKOMIOHUAIbHOTO 3CTeTHYe-
CKOTO MBILIUIEHMSI, ¥ HOBBIE IO3UIMM B OTHOIIEHMM apT-MMpa Kak
aBTOHOMHOJ 00671aCcTy, KOTOpbIe K cepennHe XX BeKa CTAHYT HOMM-
HUPYIOIIMMM B aHIVIO-CAKCOHCKOM UM KOHTMHEHTaJbHOM 3CTeTHhYe-
CKOM MbILIUIEHUM.

Knrouesste cnosa
Knaits Bemn, rpymmna «Baymc6epu», mpekpacHoe, MCTUHA, CYI[HOCTb
MCKYCCTBA, 3CTeTHYecKast IeHHOCTb, ITaTPUOTU3M, UCKYCCTBO.

Moit 3HaKOMBI paHIy3CKUii XyOOKHUK, HEKOTOPOe BpeMst
MMPOXKMBABIUNI B AHIVIMM U MMMUCABIINII TIEpeOlleHEHHbIE, HA MO
B3IVISIT, TIOJIOTHA, 3TMM aBTYCTOM OTObUT Ha (DPOHT, MOKMHYB
CBOIO JXKeHY U MITepsix geteli. CTOMb MevYaabHbIMM Ka3aluCh ero
MepCIeKTUBbI, YTO OfHA OJaroskesaTesibHas OaMa Hamucana
CBOMM GOTaThIM [PY3bsIM, TAaKUM K€ I[EHUTEISIM MCKYCCTBA,
YMOJISISI UX TIPUOOGPECTU KapTUHY-IPYTYIO ¥ IOMOYb TE€M CaMbIM
ceMbe UX 060JIeHHOro Cyap0oit mobumna. Kaxkmplii mocumTat
CBOMM JOJITOM OTKa3aTbCsl, AaB MOHAThH laMe, UYTO ceifyac yxxe
He JI0 MCKycCTBa. Peub He 1I1a PO 6J1aTOTBOPUTETBHOCTD: BO3-
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MOXKHO, OHM Hake ObUIM 3aIlMCaHbl B MAPOUYKy BIIMSITEIbHbIX
(oHIOB, UTO CTOWIO UX CJIyTaM MOJTOBUHBI 3apIIATHI.

Bripouem, 6;1ar0TBOPUTENBHOCTD HAXOAMTCS BHE MOETO TOJIS
paccMoTpeHus. UTO ke BbI3bIBA€T MOJ1 HEMOAAe/IbHbIN MHTEepeC
B 9TOI MCTOpUM, TaK ITO eIMHOIYIINEe, B KOeM 06pa3oBaHHbIE
JIIOJIM COTJIAIIAIOTCS, YTO Ceiiuac He BpeMs IJ1s UCKYCCTBA. A MH-
TepecyeT MeHs 3TOT BOIIPOC IO TO¥ MpUUMHE, UTO B MOC/IeHee
BpeMSI 5T B3sUT Ha ce6s 3a4a4y TOBOPUTH O TOM, UTO MHTEJIUTEH-
IIMSI He TI0JIaraeT VICKYCCTBO HUYEM GOJbIINM, HEeXKeTU U3SITHOe
BpeMsIpenpoBoXkAeHMe. BoliHa TOMbKO MOATBEPAUIA 3TY TOUKY
3peHus], 3aCTaBUB MeHSI UCKpPeHHe YIAMBUTHCS CBOe} IpaBoTe.
Co Bcex CTOPOH TOJNBKO U CIIBIIIHO: «He BpeMs ajist MckyccTBal»
Te ranepeu 1 BbICTaBOUHbBIE 3ajIbl, KOTOPBIE ellle He 3aKPbLINCh,
B OOJIBIIMHCTBE CBOEM ITOCEIAI0TCs JINIIb 6e340MHbIMY na 6e-
KeHIlaMu. Ewiu nuTepaTypHble BKYChl UUTATENS] U BBIXOAST
3a TIpeesbl ra3eT, TO OHM YIIMPAIOTCs B BUpLi Muctepa Bar6m!
uiu ke B mpo3y lepbepra Yamiaca. [lake Ha KOHIepTaxX Hallu
VIIM MICTeP3aHbl HAIIMOHAIBHOM CEPOCThIO 1 6AHATBHOCTSIMY Ha-
mmx COX03HMKOB. BOT OHO, «He BpeMms [j151 UCKYCCTBa». XOPOIIUii
BK yC MpPM3HAH HeNaTpPUOTUYHBIM. UeslOoBeK >Xe, OCTaBLIMUIACS
HepaBHOAYIIHBIM K KMBOMMUCH, TI033UU UM MYy3bIKE, CUMTAETCS
YyTh JIX HE BAPBAPOM.

Te nroau, 4TO BO BpeMeHa CIIOKOMCTBUSI U MUPaA OTHOCSITCS
K MCKYCCTBY KaK K COIPSIKEHHOMY C TIPeKpPacHbIM, IOJDKHBI,
ToJIaraio, eCTeCTBEeHHBIM 00pa3soM ITOHSITh, UTO Ceifuyac MCKyC-
CTBY He BpeMmsi. VX oOXMIaHMUs, UTO 3TO TMOHMMAaHMUe MPUIeT
U K TeM, JIJII KOTO UCKYCCTBO MPEBOCXOAUT BCE LIEHHOCTU MMU-
pa, s cuMTar HeompaBAaHHbIMMU. [IJIST TeX, KTO K UCKYCCTBY OT-

1 3deapd I'aponwvd Bez6u (1871 — 1929) — aHIIMIACKMI TIO3T, ITyOIUIVICT
M KYPHaIUCT, u3gaBimii 6e3 manoro 50 kuur. Ero TBopuecTBo 6bLI0
IMPOHM3aHO MOIUTUYECKOV caTupoit. Takske 3aHMMAICS UCC/IeTOBAHMUSI-
MM XPUCTUAHCKOM penuruu. (31ech U gajiee NpuMevaHus MepeBogum-
Ka. — E/I.)
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HOCUTCSI CEPbEe3HO, IJISI KOTO MICKYCCTBO — BEUHBIN MCTOUHMK
CUMJIBHOTO YYBCTBA, CaMa MbICJIb O TOM, YTO Ceifyac He BpeMs
IJIST ICKYCCTBA, KaskeTcsl Hesteroit. Tak ke, KaK M XpPUCTUMAHCKO-
My MUCTUKY XIX Beka Henera MbICIb O TOM, UTO rOAMHA CTpa-
IaHMII He BpeMs JJIsSI PEIMTMO3HOrO KcTasa. YelmoBek, Crocob-
HBIVi Ha SKCTATUYECKOEe IepekuBaHue, Oyob TO PEIUTrMO3HOe
WM 3CTEeTUYECKOe, YMeeT pasiuuaTh Leau U cpeacrtBa. Takue
JIIOOM 3HAIOT, UTO MMIIEpUU U JI06ast BaCcTh BOOOIIE, MOIUTH-
yeckye CUCTEMbI UM MaTepualibHOe 6aromoiayuyme, Ja U cama
SKM3HDb LIeHHBI TOJIBKO KaK CpeiCTBa [Jis TeX, ueil 06pa3 MBbIII-
JIeHUs caM II0 cebe gBiseTcsl 11e/bio. COOTBETCTBEHHO, Te
MpeIMeThI, UTO IJI1 OOJBIIMHCTBA 00JIaJaloT IePBOCTEIIEHHO
Ba)KHOCTbIO, KaKyTCS LEISIMM, OJISI MUCTUMKOB U XYIOKHUKOB,
HaJeJISIoNMX UX BTOPOCTEINEeHHBIM XapaKTepoM — BCEro JIMIIb
cpenctBa. OHM He MOTYT OCTaBUTh MBICIIb 00 MCKYCCTBE, MPO-
MEHSIB ee Ha OyMy O BOifHe, Bedb KaK TOJbKO OHM 3a6ymyT
06 MCKYCCTBEe, MUP CTaHET HeIOCTOIHBIM ITOBOIOM [JISI MBICIIA.
Iy HuX GOpMbI OOIIECTBEHHOV OESITEIBHOCTY U CBSI3aHHbBIE
C HMMM TIPOLIECCHI PEeJIeBAHTHBI JIMIIb B CBSI3U C BJIMSHUEM
Ha TO, 4TO 00/IafaeT OJIs HUX UCKIIOUMTEIbHBIM 3HAUEHMEM —
Ha YIIOeHMe MCKYCCTBOM MJIM JKe Bepoif, IPyrMMM CJI0OBaMU —
Ha aGCTpaKTHOE MbIIIJIEHVE Y Ha YaCTHbIe OTHOLIEHMS.
Heob60ocHOBaHHO OXMIATh OT HAC, YTO MbI OymeM HaIlpaB-
JISITh BCE Hallle BHMMAaHMe Ha TO, UYTO OOINEeCTBOM ITPM3HAETCS
abCoMIOTHBIM 6J1arOM, M Ha CPeNCTBa, KOTOPbIE MOKHBI IIPU-
BeCTM Hac K Hemy. Kpome TOrO, eciu 6bI MbI Taske KeJajau pas-
MBIILIJISITh TOJIBKO B 3TOM HampaB/eHMM, Mbl ObI BPSII IV CMOT/IN
JOCTUYb IOJOOHO y30CTM. XYHOKHUK OOJbIle BCETO MPOYEro
JIOJKEH TIOCBSIATh CBOM MBICJIIM MCKYCCTBY, pumocodp — wmc-
THHE, MUCTUK — BOry, 3cTeTUMK — IIpeKpacHOMY, JIOOSIIuii —
JM06MMbIM. @aKThl TAKOBbI, YTO MbI He IIPArMaTUKN; Mbl HE MO-
SKeM IIPOCTO MPUCIIOCABIMBATHCSI K 06CTOSATEIbCTBAM, a 3HAUNT,
Mbl JTOJIKHBI JOBOJIbCTBOBAThHCSI TE€M, UTO OOIIECTBO HAC IPU-
3HaeT HeGJaropasyMHBIMU M HEMMaTPUOTUUYHBIMU. MbI He SBJISI-
eMcsI X03sieBaMM CBOe¥ cyabOobl. Ho eyt Mbl JepskKuMcs 3a CBOU
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MpeaCcTaBAeHMsI O TOM, UTO SIBJSIETCSI BeJIMYailliMM B MMpe, TO
U 3TO Bejinyaiiiiee JepsKUTcs 3a Hac.

Kpusuc otmennn arHiieB OT KO3JIUIL, CBOUX OT UYXXUX — Celi-
Yyac He TaK BaXXHO, OT «CBOUX» UJIM OT «UYKMX» ST TIUIITY — Tellepb
MbI 3HA€M, KTO JIIOOUT UCKYCCTBO MCKPEHHE, a KTO — U3 YYBCTBA
posra. Ceituac S He Jal0 MOPaIbHBIX OLI€HOK. S yKasbIBalo JUIIb
Ha TOT (akT, 4TO ropopsume «HeT BpemMeHM, 4TOOBI TyMaThb
06 MCKYCCTBE» IIPU3HAIOT, UTO AJISI HUX Pa3MBIILISTh VI He pas-
MBIIIJIATH 006 MICKYCCTBE — Mpo6ieMa HeKoero Bbibopa. S Bcerma
NPUIOEPKUBAICS TOM TOYKU 3peHUs, UTO HET HUYEro JYpHOTrOo
B TOM, YTOOBI TIOTEPSITH Ce0ST B 9KCTa3€e aKTa TBOPEHMS UM aKTa
cosepranusa. UTo MOXKeT ObITh JYUIIEe MOCTUKEHUSI KPaCOThI?
[To6ykaaTh MOJO6HOTO UesoBeKa K OTKAa3y OT JIYUIIero u mepe-
HaIpaB/IeHMI0 YCUJIMIE HA CPeNiCTBA K XOpOIleMy KaKeTcsl MHe
abCcypaHbIM 3aHSTHMEM. S Bcerma MpUaepsKUBaICS STOTO B3I/sAAA
¥ He MOTY IpeICcTaBUTh OOCTOSITEILCTB, CIIOCOGHBIX €ro M3Me-
HUTb. Te, KTO ero oTBepraeT, KTO OTPUIIAET, UTO eAMHCTBEHHO
BO3MOKHbIE 11/ — COCTOSIHMS UejioBeKa (B TOM UMCJIe 3CTeTH-
YyecKoe Co3epIiaHue), — STU JIIOAY CTaBST Ce6sI B MHTEJIeKTYasIb-
HYIO TTIO3UIINIO, HA MO B3IISIM, KaKYIIYIOCS HECOCTOSITENTbHOIA. 51
He co6Mpaloch BCTYIMaTh C HUMM B CIIOPBI, IO KpaiiHeil mepe
JIO Tex TOop, TTOKyZla OHM He BTOPTraloTcsl B Hallle MPOCTPAHCTBO,
MIPUBHOCS B HETo jiMiieMepue U XaHxecTBo. [1o ux MHeHMI0, eCTh
Belly, Kygaa 6ojiee IieHHbIe, YeM MMPEKPACHOE, MCTMHA U UX I10-
CTVDKeHMe. S| HMKOrga He COIJIAIlyCh C STUM: s Oyay MpOTeCTo-
BaTh JINIIIb TOTZA, KOTZA 3aCTaHy MX 3a TOPECTHbIM 3a/laMbIBaHM -
eM PYK HajJ pyuHamu PeiiMmckoro co6opa.

He nmpousHocuTe mMeHM UCKycCcTBa Beye. 1o KpaliHe Mepe,
YCTBIAUTECh MCIIOAb30BaTh €ro s IIOIUTUYECKUX IieJieit.
U masika momoigeT OJis TOro, 4To6bl 1o6uTh HeMileB. ITo6eiiTe
UX, eXeJIM CMOXKeTe: cjie3 110 HMM BMeCTe C UX MUIUTapu30BaH-
HOJ BepXYIIKOM BHYTPU MeHS HeT. I He U3 TeX, KTO 6yIeT pbI-
IaTh 110 TIpyccun. Ho XOTb 1 Kaxkasi rajika Xopoiila, HeKOTOpbie
xopoty yepecuyp. Kpome TOro, Kakum 651 HM OBIJIO Hallle OTHO-
menue K O@paHium 1 ee Hapomy, 6yIeT cripaBeaIMBbIM HAIIOM-
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HUTb, UTO €I V3K DpaHITy3CcKMe COMIAThI MCIIOIb30BaIN COO0p
B KauecTBe HAOIIOMATENIbHOTO MYHKTA (UTO KaykeTcs MpaBIoIlo-
IOOHBIM), HEMIIbI MMeEJIM Ha 3TO IPaBO 110 3aKOHAM BOJHBI.
B aToM ciryyae MMeHHO (paHITy3bl TIEPBBIMM HAPYUIMIN 3aKOH,
COTVIaCHO KOTOPOMY, KaK OHU Terepb TOBOPST, MCKYCCTBO U €ro
TpeaMeTbl He [O/KHBI BOBJEKATbCS B BOEHHbIe [eCTBUS,
HO JOJDKHBI HAXOAUTHCS B TIONOKeHUM HelTpanuTteTa. JIMUYHO g
OTPUIIAI0 BO3MOXKHOCTb MOABEpraTh 0OBEKThI MCKYCCTBA OIac-
HOCTY VJIM paspylleHuIo, TPy JII0ObIX 00CcTOsITeNbcTBaX. OmHAKO
OOJITOBHSI TIPABUTENbCTB, KOTOPbIe MPUHMMAIM ydacTue B Ha-
MepeHHOM paspyiieHuu JleTHero mpopiia B IlekuHe, 06 akTax
BaHAQIN3MA, a TAK)Ke UX MOIBITKY BBICTABUTD Ce6sT MOOOpHMKA-
MM UCKYCCTBa — 3TO He IIPOCTO JiulieMepue, HO, B TIEPBYIO OUe-
penb, TIyNnocTb. CHEKTaK/Ib, YCTPOEHHBIV €BPOMENCKUMU COJI-
JaTaMy ¥ TIONUTUKAMM, paHee MOATOJKHYBIIMMMU KUTaMIeB
TPOMKMMM CJIOBAMM TIPO 3aIIUTY UX CBOOOIbI M PEIUTUM K pas-
PYIIEHNIO MTPEKPACHBIX 00Pa3I[0B BOCTOUHOTO MCKYCCTBA, KakK
M CHEeKTaK/b, KOTOPbIM 5 Ha3bIBal0 XHbIKAHbE O PyMHaxX IMO3[-
Heil ToTuKu JIEBeHAa M paHHel TOTUKM Pelimca, MPOM3BOAST
Ha MeHs BIevaT/IeHue, 1o ¢JIoBaM ¢GpaHIly30B (eCau UX YYBCTBO
I0MOpa He TOCTpafano Gojbllle ueM MX HMaMSITHMKM), " un peu
trop fort "L

PejliMc sgBisieTcs MM Ke SBASUICS (He yBepeH, MpeacTaB-
JISITB JI HAM TO, UTO CYIIECTBOBAJIO 10 60MOapAMPOBKY, MU Ke
JIy4llle MpeacTaB/sITh, YTO OCTAIOCH ceityac), — PeiiMc sBsieTCs
WJIU 3Ke SIBJISITICSI TUIIMYHOI moctpoiikoit XIII Beka, Kak U 60/Ib-
IMIMHCTBO M3 HMX, HA MOJ B3IISAA, He OO6/Mamalouieil Miam ske
He ob6JamaBIieil 60JIbIION XyIOKECTBEHHOI 3HAUMMOCThI0. Hu-
KTO He OTPUIIAET, YTO ITO JIMIIIb OOBEKT, TOUETHBIN JJIs1 cCOXKaie-
HMS, Kak U, 1ojaraw, MOHCTPYO3HbIii KeslbH 1 MeMopuas puH-
1a Anbbepra. Ho ceituac coskajeHus, B OTIMUME OT MCKYCCTBA,
HaxodsTcs BHe (okyca Moero paccMoTpeHus. IToaTomy s mos-

1 (bp.) HeckonmbKo mpeyBennueHHbIM.
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SKEH OTMETUTh, YTO He 60MObBI YHECM 3HAUUTENbHYIO YacTh 3C-
TeTUUYEeCKOii IeHHOCTU PeiiMmckoro cobopa. Ha camoM [fene, oH
OBLT YHUUTOKEH ellle 38 HeCKOJIbKO JIET IO 9TOTO COOBITUS — pe-
CTaBpalMOHHBIMM paboTaMM, KOTOA MMHMUCTEPCTBO MCKYCCTB
MOCTaBUJI0 HOBEHbKMUIT BepX 1IepKBU. TOMbKO BUTPAXK U CKYJIbII-
Typa OKOJIO ABEPIIbl B CEBEPHOM TPAHCEITE, a Takke HeCKOIbKO
duryp XII — navana XIII B., M36erHyBIIMe pecTaBpalyiu, CTAIU
BEJIMKOVI IoTepeit Iyt Mupa. [IJis Hallero yaqo6cTBa, Mbl MOKEM
TaKke BCIIOMHMTb, UTO BUTpaXX cobopa He IleJl HU B Kakoe
cpaBHeHMe ¢ BuTpakamm Illaptpa wiu Bypska, a craTyu Iio-
u3silHee MOXKHO JIMIle3peTh BO MHOXeCTBe POMAaHCKUX IepK-
Beil. $I rOTOB CAyIIATh C 3aCTYKMBAKOIIVMM BHUMMAaHUS TEPIEHN-
eM 0 TOM yuiepbe, KOTOPbIi 6bIT HaHeCeH PeitMckoMy co6opy,
HO ecu 6bl, ckKaxkeM, a66aTcTBo CeH-PeMu 6Gblyia TTOBPEXKIEHO,
ObLJIO OBbI KyIa CJIOKHEE MPOCTUTh OTBETCTBEHHBIX 3a paspylie-
Hue. llepkoBb CeH-Pemu — meneBp XI Beka, OH OCTaBaICs UM
U TOTAA, KOT/A 51 BUJEJT eT0 B MOCAeqHMII pa3, Io-TIpeskHeMY I10-
paKawIMii HaC CBOMM BeJIMUMEM UM KpPacoTOH, maxke HeCMOTPS
Ha TOT (pakT, 4TO (PpaHIy3CKMe apXUTEKTOPbI BpensT eil 60/Ib-
1e, YeM MOIJIY ObI HEMeIIKMEe KAaHOHWPBI.

JTO omMOKa AaHIJIMIACKUX 3IUT — 3aBepsATb BeCb MUD
B TOM, UTO OHM CTaBSIT IIPeIMET MCKYCCTBA BBIIIE ITOGEIbI; MUD
3Haer jyuliie. PasBe 3TO He Te ke caMble JIIO[IM, KTO Telepb Io-
BOpPUT HaM, 4YTO He BpeMs IJis MCKyccTBa? Ilpecrano au um
U JAJbHOBUIHO JIM KJIEMUTh UX COOCTBEHHBIN Kiaacc B [epma-
HUM 3a TMomo6HOe TpeHebpekeHre MCKYCCTBOM, Kakoe IIpe-
KpacHO IeMOHCTPUPYIOT ¥ OoHM caMu? Korma HeMIlbl pa3rpabu-
au JIéBeH u obcTpensiv PeiiMc, HalllM TIOIUTUKU U Ta3eThl
BHE3AITHO OOHAPYKUJIM, UTO MCKYCCTBO — J€JI0 CBSITOE, a JIo-
IJ, er0 HeyBakawllyue, — BapBapsl. Cornaurycb ¢ 3TuMM, HO Ka-
KM 06pa3oM 60raThlil KIacC B AHIJIMU TPOSBUI K UCKYCCTBY
noutenue? Kakue >KepTBbI, MaTepuajibHble, MOpaJibHble WJIU
BOeHHbIe GbUIM MMM CAeNaHbl? 3mech, B GoraTeiilieii B Mupe
CTpaHe, ¢ KaKUMU CJIOKHOCTSIMM MbI CTaJIKMBAaEeMCS, UTOOBI CO-
OpaTh IMapy ThICAY (YHTOB Ha TOKYIIKY IPOM3BEIEHUST MCKYC-
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cTBa. Kakylo MHCTUTYLIMIO MbI 00fe/IsieM TaK ITOMJI0, Kak obme-
nsiem Haumonanbnytwo Tanepero? Kro-HuGymp BcTpevan Goraua,
KOTOPBI ObI OTKA3aJICS OT MOKYIKYM HOBOMOJHOTO MOTOLIMKI/IA
pagu mpowusBefeHus reHusa? Kak cMeIOT Jayu, KOTOpble Ha-
TOJTHU/IM HalIM YAUIIBI CTAaTySIMM, CAeNaBIIMMM HAC MOCMeIIN-
meM I Bceii EBpOIbI, OO, He CIIOCOGHBIE ITOTPATUTh
HECKOJIbKO TMHEN, YTOObI CITacTy KapTUHY, JIIOAU, CBOei 6/1aro-
TBOPUTETbHOCTBIO TIOPTSIIiEe apXUTEKTYpy, T€, KTO MO3BOSIOT
XYIOKHUKAM CTpafiaTh U 'MOHYTb, BKIAAbIBasl JeHbIU B APKY
AnMmupanTeiicTBa, — KaK CMeIOT MOO6GHbIE JIIOAY BBICTABISATH
cebs1 TTOOOpHMKAMM KYJIbTYpPbl M BBIpaskaTh CBOM M3paHEHHbIE
YyBCTBA B OJHOIEHCOBBIX raseTreHkax? Bo BpemeHa wmupa
M CIIOKOVCTBMSI OHU TIPUBBIKIM TPEJCTABISATh MCKYCCTBO CBO-
MM X0061 M CpeiCTBOM yBeceleH!s, B BOEHHOE BpeMsI OHM I10-
TpsCAalOT MM OYATO KaKOi IajaKoi, IMbITasChb BHYIIUTbH CTpax
CcBOMM BparaM. IIpeskHee o6paiiieHie 6bUIO BYJIbrapHbIM, Tere-
pelliHee — U TOTO Xy3Ke.

MbI MOXXeM M3MEePUTh BCIO UYBCTBUTEIbHOCTb 3TUX TTOJIUTH-
KOB-IIMJIETAHTOB, KOIJa MPUCIYIIMBAeMCsS K UX GOpPMOTaHMIO
PO MaTPUOTUYECKOe MCKYCCTBO M XBaTaeM UX, KaK M XBaTaJIu
TpeX/ie, Ha TIOMbITKe 3alPeTUTh HEMEIIKYI0 My3bIKy. «IlogariTe
HaM MCKYCCTBa MaTPUOTUYECKOTO», — CJIBIIIUM MBI UX BOIUIb.
Mory1io in 6B TOTBKO MCKYCCTBO OBbITh MAaTPUOTUYHBIM WJIU JKe
HenaTpuoTu4yHbIM! Takke OHM MOTYT B3bIBaTh U K IaTPUOTUYIE-
cKoii MaTeMmaTuke. CyIIHOCTb MCKYCCTBA COCTOUT B BO3GYKIe-
HMM 0COBOTO TUIIA SMOLIMI, Ha3bIBAEMbIX 3CTETUUECKUMU, OHA,
MTOIOOGHO YYBCTBY BEPbI WJIM CTPACTU K IMOMUCKY VCTUHBI, IIPEOIO-
JeBaeT IpaHuUIIbl HallMOHaIbHOro. Ocobast BasKHOCTh MCKYCCTBA
OCHOBBIBAEeTCSI Ha CIEeAYIOLIeM: ero BeJlMKoJIenue, CpaBHUMOe
C BeJIMKOJIEINIMEeM UCTUHBI I BEPBI, SIBJISIETCSI CUITOi, 06parniai-
mielics K TeM HallMM CTOPOHaM, KOTOpble HaxOAsTCsl BHE 3aBU-
CMMOCTY OT BpEMEHM ¥ MeCTa, OT OGIIeCTBEHHbIX WJI YaCTHbIX
uHTepecoB. [IponsBeneHe UCKYCCTBA 3CTETUUECKU YIOBIETBO-
psieT Hac TakK Xe, KakK M UCTUHHOE YTBepKIeHMe YO OBIeTBOpSIeT
HAaC MHTE/IEKTYaJIbHO, OyIb OHM CO3aHbl B [epMaHum Miu rae-
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160 emie. KeM oHM co3maHbl, KOrga U rme — OOGCTOSITeNbCTBA,
BOJIHYIOIIIME, TTOXKaJTYii, TOJTbKO apXeoJiora.

He cyiiecTByeT Kak TaKOBOTO MCKYCCTBA IATPUOTUUECKO-
ro. KauecTBa CTUMXOTBOpEHMSI, KapTUHBI MMM CUMGOHUM, TIO-
OykOaloliye OlleHUBATh IPOM3BENEHlME KaK MaTpPUOTUUeCKOe,
LIeJIMKOM ¥ TIOJIHOCTbIO ITOOOYHBI ¥ HE MMEIT HMKAKOIro OT-
HOILIEHMSI K 3CTeTUYECKOi 3HauummocTu. <«IlaTpuoTuueckiie»
COHeThl BopzacBopra, 6yayun o6beKTaMy MCKYyCCTBA — Ja ele
M KaKoi 3HAauMMOCTU! — IIEHSITCS UMTaTeJIMU U B Bepnuue,
u B JlonmoHe. OHM HAINpSMYIO aIle/UIMPYIOT K ICTETUUECKOI
YYBCTBUTEIBHOCTH JII000T0 HEMIIa, CIIOCOOGHOTO YMTaTh Ha aH-
[JIMACKOM ¥ BOCIPUHMMATH IT033UI0, TAKKE SIBCTBEHHO, KakK
M K YYBCTBUTEJIbHOCTM JIFOOOrO aHIIMuYaHuHA. Ho ecnm 4eso-
BEeK He MMeeT HUKAKOM 3CTEeTUUYECKOM UYBCTBUTEIBHOCTU, OH
He CIoco6eH MX OLIeHUTh, HEeBAXKHO, IIe 3TOT UYeJOBeK POXK-
nmeH. CocTosiHMe yMa, KOTOpPOe CO3[aeTcsl MCKYCCTBOM M KOTO-
poe MOXeT KaK BOCHPMHMMATh MCKYCCTBO, TaK M pearupoBaTh
Ha HEro, — 95TO COCTOSIHME MOKET ObITh HalIeHO y IpeacTa-
BUTeJIel 1000/ HAallMOHAJBHOCTU. I He TOBOpPIO O TOM, 4YTO
VICTUHHBIN TATPUOT He CIO0CO6eH IEeHUTh MCKYCCTBO, S JIUIIb
TOBOPIO O TOM, UTO B MOMEHT BOCIIPUSITUSI 3TOT UeJIOBEK II0-
IPY’KaeTcsl B MUp, Te MaTPUOTU3M CTaHOBUTCS GECCMBICTEH-
HbIM. EciiM maHHOe TOrpykeHue OTCYTCTBYeT, TO M ITOHMMa-
HMe MCKyCCTBa He mocTturaetcs. HeymecTHO oTpunath (axt
TOrO, YTO B HACTOSIIIee BpeMS aHIJIMYAHMH CIIOCOOEH HailTu
YTO-IM60 3IMIIATUUECKM 3HAUMMOE B WOESIX M BOCIIOMMHAHU-
SIX, aCCOIIMMPYEMBIX C MMO33ueit BopacBopra. BeposiTHO TO, UTO
(dbpaHIy3 MOXXeT O6HAPYKUTb CXOXMe MIOeU UM BOCIIOMMHAHMS,
accouuupyemble ¢ MY3bIKOi, Hanpumep, baxa, HEIPUSATHBIMMU.
Ho 3Tu uaeu u BOCIIOMMHAHMS HE SIBJISTFOTCSI YaCTbI0 MY3BIKU.
OHM MpPeaCcTaB/IsIIOT COO0I JINIIb COOTBETCTBMUS, IIPUBHOCUMBIE
BHescTeTnueckuMm. YeysoBek, CIOCOOHbBIM CKas3aTh, UTO OoJjee
OH He MOXXeT I[eHUTb MY3bIKy Baxa, B NMpUHIMIIE IpU3HAET,
YTO OH He CIOCOOeH M HUKOTJA He ObUI CITOCOGEH I[EHUTh MY-
3BIKY JIIOOOTO APYroro KOMIIO3UTOPA.

171



CylecTByeT JMUIIb ABA IIOHSTUS, IIPEBBIIIE OCTAIbHBIX
MPUAAIOIUX [IEHHOCTh IUBWIM3ALUK: VCKYCCTBO UM MBICb.
OueBMUIHO, YTO [aske Te, KTO He MOXKeT oueHuTb Kpacory
u VIcTUHY, BO/DKHBI JepskaTh 3TO B TojioBe. BMecTo TOro, 4TOObI
Beszle GOpsinaTh M36UTON (Dpasoit «He BpeMs IJISI MCKYCCTBa»,
OHUM [OJ/DKHBI PajoBaThCsS TOMY, UTO Jaske B CTOJIb CMYTHbIE
BpeMeHa HaXOISTCS Te, KTO MPOJO/IKAaeT TBOPUTb U MBICIUTD.
o Tex mop, CyHmIeCTBYIOT YYBCTBO MCKYCCTBA M HE3aMHTEPECO-
BaHHAsl CTPACTh K UCTMHE, MUD MPONOIKAeT 06/IalaTh MPaBOM
Ha Kakoe-TO yBakeHMe K cebe; HO KaK TOJNbKO BCe MCUE3HET,
MCYEe3HET U ITO YBakeHMe, Ha UYbe MECTO IpUIEeT MOoIHOoe 6e3-
pasmnune. CyllecTBOBaHME MMpPA, HATIOJHEHHOIO INTYTIOCTHIO
1 6eCUyBCTBEHHOCTDBIO, HE CIIOCOOHOTO K 3KCTATUUYECKUM Iiepe-
SKUBAHUSM 3CTETUKM U MeTabM3UKU, He 0COGEHHO U KelaeMo.
MoskeT 6bITb, M MYAPO BECTM BOWHY paay LUUBUIMU3ALUM; ITO
BOIIPOC BEPOSITHOCTEN, KOTOPBINE S ceifyac He 0O6CYKAAI0.
Ho BoitHa, 3acTaBisioNiasi OTKa3aThCs OT MCKYCCTBA U MBICIH,
BHE 3aBUCUMOOCTM OT TOJIUTUYECKUX OOCTOSITEIBCTB, — 3TO
rnmobefa BapBapMaMa M Karactpoda s yejgoBeuecTBa. Hapog,
3aMUIIAIINI IMBUIM3ALNIO, JO/DKEH OCTABaThCS IMBWIN30-
BaHHBIM, TOJIbKO TOTJA TOT HapOH MOXXET BBIATY LMBWJIN30-
BaHHBIM M3 YKAcoOB JI060I YTOMUTEIbHO! BOWHBL. TOIBKO
B 9TOM C/Iy4ae Halus Croco6Ha o6paIaTh CBOIO CUITy BO 6yaro.
Heo6xomymo, 4TOObI B 3TUX JIMIIEHUSIX ¥ CTPAJaHUSIX OCTaBa-
JIUCh JIIOOV, KOTOpbIE MPOAOJIKAT CAYKUTH LeJIIM HaMHOTO 60-
Jlee BBICOKMM, UeM eIV OTAeIbHOTO0 rOCyAapCcTBa UM 00beny-
HeHMs TocymapcTB. Bo BpemeHa Oypyu M BOJHEHMII MMEHHO
Ha TUIeYM XYOOXHUKOB U (DuocodoB JOXKUTCA OOSI3aHHOCTD
MO IEPKUBATh CBET pasyMa. OHU BBIMONHSIOT 3Ty paboTy Gec-
CO3HATeNbHO, HUKOMY He Melllasl ¥ MPOCTO 3aHMMASICh CBOUM
ZIeI0OM.

XyooskHUKM ¥ Quiocodsl U Apyrue CIYKUTETU UCTUHBI
M KPacoThl, HA CAaMOM JieJie, SIBJISIIOTCS ITOJJVMHHBIMU CITy>KUTE-
JSIMM TIMBUIM30BaHHOCTU. Elle pa3 CKaskeM, 4TO UX HUKTO
He BbIOMpAI U He Ha3HAuaj, OHU He SIBJISIOTCS B OOJBbIIMHCTBE
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CBOEM CBSITBIMM U GIarOHPaBHBIMM, OJHAKO MMEHHO OHMU MO -
IepXKMBAIOT CBET pasyMa. Tak KaK MMEHHO UX MBICIM U UYBCTBa
MOTYT OBITh TeMMU MasikaMM, CBET KOTOPBIX JIBETCS [1aJeKo
3a Mpefesbl peciyoauK u umiepuit. Tak Kak UX YyTKOCTb U UX
MHTepechbl yHUBepcaabHbl. Tak KaK OHM MOTYT PacTBOPUTHCS
B abcTpakTHOM. Tak Kak MX LIAPCTBO HE B 3TOM Mupe. VIMeHHO
ITI03TOMY TOJIbKO OHM BO BpeMeHa BCeoObIero pasobiienmns, 6em-
CTBUII ¥ HEJATbHOBUIHOCTY MOTYT TOAIEPKMBATHL OTOHb
B 9TOM CBeTW/JIbHUKe. 1 TeM He MeHee, HeIIpeAYMBIIIJIEHHO OHU
CITY>KaT U Ha 671aro rocygapctsa. IToKyma OHUM yB/IeUeHbl, UX 6J1a-
ropesiHust 6e3B03Me3[IHbI, a paboTra Mpu 3TOM upesmepHa. V160
OHM XKMBYT He BHEIIHEN CIy:K007 TyMaHM3MYy, HO CIyKEHMEM
CBOEMY VMICKYCCTBY ¥ BHEUEIOBEUECKON CTPACTH; CITY>KEHMEM UC-
KpPeHHMM HACTOJIbKO, UTO MMEHHO Yepe3 Hero OHM CITacaioT
Mup. I103BOAMM ke UM NPOJOKUTL CBOM Pa3MBIILIEHMS O I10-
MCKEe VICTMHBI ¥ KPacoThl. TI03BOIMM ke UM GeCrpensiTCTBEHHO
BIVISIIbIBAThCS B Ge306/1auHoe HeGOo, MOKyHa JIIOAM, SKUBYIIE
B KMBOTHOM TpYZeE, CMOTYT IOZHSATH B30Phl Ha HE MEHSIOMINX
CBOE TOJIOKeHMe Ha HEOOCKIOHE 3Be3]I.

Mens equa in arduis!: coxpaHsiiTe CITOKOIiCTBME U YpaBHO-
BEIIeHHOCTh, KOTZA BOKPYT OYyIIyeT yparaH, YCTPEMMUTE CBOIA
B3I/ISIT, HA OODBEKTHI, HECIIOCOOHbIE OBITb pPa3pPYIIEHHBIMMU.
ViMeHHO TaK ¢ Tpezjaral MOCTYNaTh B 3TU AHU, UMEHHO TaK

1 «B 6eme He 3abbIBali XpaHUTh CIIOKOMCTBME Ayxa» / «XpaHUTh CTa-
paiicst criokorictBue nyxa Bo nuu Hamactu». 3meck K. Benn orceuiaet
yuTaTess K IepBoii crpoke oxbl Foparust K Jenuto (Topayuti. Opbl. O10-
npl. Catupsl. [Tocnanusi. — M.,1970. — C. 96). [lepedpas 3T0i CTPOKU
HIMPOKO M3BECTeH MMPOBOMY UMTATeN0 10 MEepBbIM JABYM CTPOKaM
ctuxoTBopeHusa Penpsipma Kumnnmura «Ecmm» (1910). Cxopee Bcero,
Besty 6bIJI0 M3BECTHO JaHHOE CTUXOTBOpPEHME, HO OTChUIKa K P. Kur-
JVHTY B TIpou3BefeHusIX bemna u rpymmbel BiiymMc6epy HEBO3MOXKHO,
TaK KaK WIeHbl 3TOT0 KPysKKa OTKPBITO BBICTYIAIN MIPOTUB BUKTOpUaH-
CKMX B3IVISIIOB B MCKYCCTBE, KOTOPBIX puaepskuBaics P. Kurniamsr.
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cyieflyeT OTHOCUTBCS K pumocodam u xymoskHukam. Korma pum-
CKJe JIeTMOHePbI BOILIM B CMpaKy3bl, OHM OOHAPYKWIM TaM Ap-
XMMe/ia, MOIIONIeHHOTO MaTeMaTu4eCKUMU pa3MbIIIEHUSIMMU.
OH CKJIOHWICS HaJ CBOMMU uepTeskaMyu M OaXe He TMOIHSI
Ha PUMJISTH TOJIOBbI. OHU YOUIIU €70 CUSIIVM.

MHe xoueTcsl yoepeub TeX MWJIBIX, IIMBWIN30BAHHBIX JIIO-
Ileil, TOBOPSIIMX O TOM, UTO HbIHUYE He BpeMsl JJisi UCKYCCTBa,
OT TIPUUYMHEHUS Bpe/ia, a TakkKe OT TOro, UTO OHU IMOMPOCTY MO-
TYT BBIIJIIAETh IIYIIbIMKM. Bce Mou «yioBa ceifyac oOGpalieHbl
MMEHHO K HMM, a He K pwmiocodam, He K XymoxkHukam. OHU Ha-
XOSATCSI B OTPOMHOJ4 OIAaCHOCTHM CTaTh TPYOBIMM M HeJIeIbIMU,
rOBOPSI ITOOOHbBIE CI0BA, KOTOPbIe UX Bparu HMKOTAA He M03BO-
JIAT UM 3a0bITh, 00PAaTUB MPOTUB HUX. OHM HMUKOTJA He IOKa-
SKYTCST HAM yCTpaIIaiIIMMM, 0COGEHHO MTOTOMY, UTO MCKYCCTBO
6eccrpaniHo. VICKycCTBO He CIIOCOGHO YMEpPeTh, KaK He CIoco6-
HO YMepeThb CTpeMJIeHNe TTOCTUYb UCKYCCTBO. VICTOpUS He YUUT
HUYEMY TaK SIBHO, KAK MMEHHO 3TOMY. XYIOKHUK UAET Ha aKT
TBOPYECTBA, UYBCTBYS HEIPEONONMMYIO0 IMOTPEOHOCTh B HEM,
M Mbl HacjaaxaaeMmcsi UCKyCCTBOM, JaXe He CMOTPS Ha TO, YTO
HaIllM THU OBICTPOTEUYHBI. XYTOKHUKA U T€, IJIST KOTO MCKYCCTBO
TIpeJiCTaBIsIeT UCTMHHYIO BaXXHOCTh, MOTYT ITOTEPSTH CBOIO 3HA-
YMMOCTh B UeJIOBeueCKoit Macce, HO uepe3 CBOIO IBUIKYIO Bepy
OHU TIOKOPSIIOT U TIOBEJIeBAIOT MMPOM, HECMOTPSI HU Ha Kakue
BOJHBI.

HckyccTBO MpopoikaeT CylecTBOBAaTh: MUpP HUKOIIA
He OGbUT CTOTb 6OTAT Ha Pa3fopPbl, YTOOBI JTIOIU UCKYCCTBA TOTE-
psITM CBOIO Bepy. B KOHIle KOHIIOB, MOTYT JIM OHU 3Ty Bepy Te-
psaTb? VCKycCTBO He CTaHOBUTCS MeHee BaskHbIM M3-3a TOTO,
YTO HEKOTOpble JIIOAM IUIOXMe, a OOJbLIIMHCTBO BOOOINE HU
Ha YTO He TOAHBbI; B OGSI3aHHOCTM XYMOKHMKA HE BXOIOUT UC-
MpaBjieHNe 4YeioBeueckKux HpaBoB. «IIycTh O TOTepe TOW Tpy-
CTUT,» — mucan YsH Xao (1032 — 1085), kutaiickuii O3T IMOXU
Cyu (960 — 1279), — «cam 6eper, HO He ThI»'. ICKyCcCcTBO Iepe-
>KMBAJIO IHU, KyJa XyKe HbIHeIHuX. Tak, Mexxay 937 u 1069 ro-
oamu, eciu Beputh I[nabepy?, EBpomy 48 jer Tepsaim uyma
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u ronop. Ot KoHctaHTMHOMONS 10 [JeBoHA MUpP GBI HAIOMHEH
crpaganusamu. KaHHMO6amM3M ObLT MTOBCEMECTHBIM SIBJIEHUEM.
Ha pbiike B TypHIO Ipo/iaBaiach yesioBeunHa. JIiogy ObuiM Ha-
CTOJIBKO 06EeCCUIIEHBI, UTO BOJIKM CTau X0351eBamMyu EBpOIIBI.
BoiiHa Ka3anach eIMHCTBEHHBIM BUIOM JAESITEIbHOCTH, C KOTO-
PBIM JIIOOM XOTb KAaK-TO CITPABJISUIMCh: OyleM HamaesThbCs, YTO
yecTh TOraa 6/r0ach, ¥ UMEHHO B COOTBETCTBUM C Hell coxpa-
HsUIcsl GamaHc Mexxny Heiictpueil, ABCTpueit M KOPOJIEBCTBOM
Wranuu. Y Hag BceM 3TUM BUCEJT IPO3HBIM ITPOPOUECTBOM IIPU-
OGmoKaroImuiics KoHel cBeTa. VI Bce JKe MCKYCCTBO MEPEXRUIIO
M 3TOT MPauHblil Iepuof. BCTyIsieHMe B HOBOE ThICSTUeeThe —
BpeMsl, KOTr[ia JII0AY UCKYCCTBA, KasKeTCs, TIOYTU He MOTYT OIIM-
6aTbcst. TakMM 06pa3oM, 3CTETUUECKOE UYBCTBO, BO3BEIMUMBAS
CITOKOMCTBME HAJ, CMSITEHMEM, TTO3BOJIMIIO YeJIOBEKY M36ETHYTh
J00bIe 6eibl ¥ BbIPA3UTh CeOs B BEJIMKOI POMAHCKOM apXUTEK-
Type ¥ CKYJIbIITYpe — HETJIEHHOI U 6eccMepTHOi ciaBe Cpef-
HMX BEKOB.

! CTuxoTBOpeHne, LUTUPYeMOe aBTOPOM, O3arjiaBjieHo «Xpam Xyaii-
HaHb». CyllecTByeT IlepeBOf, OAaHHOTO CTUXOTBOPEHMUS Ha PYCCKUI
a3bIk (Meuwjepsaxog b. Ctuxy 1000 mo3TOB. AHTO/IOTMSI KUTAMCKOI 103-
3umn «imn» VII — XVI BB. B HOBBIX mepeBojax bopuca MeiepsikoBa.
[URL: «http://baruchim.byethost8.com/index.html», gaTa o6pamenmns:
15.10.2018]). OmHAKO BBUAY TOTO, UTO MEPEBOJUMK CMeIlaeT aKIeHT
TOC/IeIHE CTPOKY, He MPeCTAB/ISIeTCS] BO3MOXKHBIM IMPUBECTU COO06-
Pa3sHyI0 C aHIIMicKoi 1uTary. I[lepeBOm CTUXOTBOpPEHMS, OAU3KUit
K ero aHIMIMIICKOMY BapMaHTy MPUBOIUTCS HIDKe: S ceBep C I0rOM MC-
xonw1. VIcKaJt TIpUIOT, rie Mor... / CMOTpWM: PeUHOit Yk 6epeskoK I1o oce-
Hu nipoppor! / Ho 4To ¢ Toro, 4YTo BeTep CBEJ C IPUOPEsKbsT BCe IIBEThI? /
I[TycTh O MOTEpPE TOV IPYCTUT caM Geper, HO He ThI. (E.Z.) YsH Xao, BbI-
pakast [aoCcckoe OTHOILeHMeE K JKM3HM, TOBOPUT O Hellenecoobpa3HOCTHU
JIMYHOTO IEePEeXMBAaHUS B CBSI3U C MPUXOLOM OCEeHU (CMMBOJ TPYCTHU
Y TOCKM B CPeIHEBEKOBO KUTANCKON TTO33UN).

2 Paynw I'naGep (985 — 1047) — GypryHACKMit MOHAX ¥ XPOHUCT.

175


http://baruchim.byethost8.com/index.html

briBasu BOJHBI, TI0 pa3Maxy COIIOCTaBMMble C HbIHEITHeIA.
MoskeT 6bITh, OBUIM U ellle MacliTabHee. VIMIepuu yxomuin
B HeOBITHUE, U C TAKMUM K€ YCIIeXOM CEeromHSIIHMEe CTPaHbl MOTYT
KaHyTb B JleTy. MCKyCCTBO IepexxuBeT M 3TO. UTO OCTanIOCh
oT Erumnra momMuMo ero rpaHaMO3HBIX CTpoeHuii? B BaBuioHe
erle o0 MPUXoaa acCUPUIIIEB ObIIM KOPOJIM Y TIPUHITI, YMHOB-
HMKM, TeHepaJibl U Kpellbl, HO ¢JlaBa U U3BECTHOCTb 3TOM CTpa-
HbI He JIonia 6bI J0 Hac, ucyessia Obl MOA00HA MOPOKY MU CHY,
ety 6bI He COXpaHMBIIME CBOE BEIMKOJIENNE CKYJIbIITYPbI UC-
ye3HYBIIMX ITyMepoB. Ky6mait XaH, mokopurenb Kurtasg u 6ud
Bcero BocToka, KUBET JIMIIb B CTUXAX aHIVIMIICKOTO 1Mo3Tal, B TO
BpeMSI KaK MCKYCCTBO MM MTOPABOIIeHHbIX — MOAJMHHOE CUSHYE
A3uy ¥ BOCXMIIEHME JJIS TIOJIOBUHBI MUpa. BeITh Wi He GbITh
B MBICJISIX 06 MCKYCCTBE — 3TO He MpobseMa Boi6opa. McKyccTBO
roBeJsieBaeT MbICIbI0. C TaKUM ke YCIIeXOM MOXXHO MPeJIOXKUTD
XYIOKHUKY He [IbllaTh, Ipenjarasi He 3aHMMAaTbCsS TBoOpYe-
CTBOM. XyIOKHUK BCETIa OYIET OCTaBaThCSI XYIOKHUKOM: U Ha-
CKOJIBKO $1 MOTY CYIMUTb, IyX ellle He pourpbiBaa Mmatepun. Ec-
JI OpeBHMeE CeHelllayiX AbsIBOA, OTHSI M Meua, UyMbl U rojaona
He CMOIJIM BOCIIPEISITCTBOBATh Ue0OBEKY CO37aBaTh M UyBCTBO-
BaTh, 1 TeM 6ojiee He MOTY IPeACTaBUTb, UTO SKYPHAIVUCTHI
M TIOIUTUKY BMECTe C MHEPTHBIMU MYHAMPAMU U BOUHCTBYIO-
MMM KIMPUKAMU TIPEyCIeloT B 3TOM fene. Eine He ObIBaiIo
910X, KOrja 6bI He 6bIIO BpeMeHM JIJIT MUCKYCCTBa. Jlaske B caMble
TeMHbIe TO/Ibl 3CTETUUECKOe YyBCTBO SIPKO cusiyio. Pa3Be He 1ie-
JleBpbI aTTUUECKOI KOMeIuu CO3[aBajauCh B IMePUOJ, KaTacTpo-
(dbuyeckoii BoitHbI? U pa3Be He B 1667 romy AHIIIMS cTpajasia
OT CBOEIO «BeIMYAIIEro YHIKeHUsI»2? I UMEHHO B 3TOM TOLY
BBIXOIOUT BeJIMUaiiiasgs® M3 CO3MAHHBIX B AHINIMM SIMYECKUX
TTO3M.

1 «Ky6na-xau» — mmoama Camroansa Tatinopa Konvpuodxca (1772 — 1834).
2B 1667 rony Humepnauapl otHuMaioT y Aumiy Cypunam (FBuany).
5 Peupb uzer o mosme ona MunsmoHa «II0TepsiHHbIA paii».
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[eiicTBUTENIPHO, HEMHOIME MOTYT OLIEHUTh M IIOHSTh CBOE
BpeMs. J(heMepHOCTh, KOeil MOmepHYThl BOIbI IIPOILIOTO, YbM
BOJIHBI ObUIM MOZOGHBI rOopaM, HaM KaskKeTCSI CIIOKOMHBIM, IIe-
YaJIbHbIM M CEpbIM 03epOM, C e[lBa PasInNuMMOii psiObi0 Ha I0-
BEpPXHOCTHU, M3 KO€if, OMHAKO, POKIAIOTCS HEBEPOSTHbIE OTHU
MCKYCCTBa U MbIC/IK. BO3MOXKHO, 3TO HeBepHOe, COMBIIIeecs: BOC-
MIPUSITHE JIIOMEe, HIUTHUPYIOIMX AprcTodaHa, HO He C/IbIIIaBIINX
06 aduHCcKOM MmonkoBoIe KoHOHe, UyTh /I He HAaU3YCTh 3HAIO-
mux «[loTepsHHbBIA pait», HO 3a6BIBIIMX, KTO MModemun B Jlo-
yCTOMTCKOM CpakeHUM, KOTOpOe MO3BOJISIET UM IIPOBO3I/IAIIATh
B CBOEIT YBEPEHHOCTH, UTO Ceifuac He BpeMsl IJIs MCKyCCTBa. Tak
JaBajiTe IMO3BOJIMM Ke MM CaMMM CYIUTh O TOM, KaKyio Qpurypy
MOSKHO BbIMapaTh U3 UCTOPUU. UTO 6bIIO ObI, €c/iv 6bI HACTYIINII
IeHb, Korga TpuauatuieTHuii Illekcrup mpuHeC MpUCAry, —
[0 KpajiHeil Mepe, MOXHO CIelaTh IPeNIoNOoKeHue, UYTO OH
YMeJI IT0JIb30BaThCS OPYKMEM, — U OTIIPABUIICS C SKCIIEAUIIMOH-
HBbIM KopITycoM B ITopTyrainio, pacIpoIlaBIiich CO CBOMM Ipa-
TOLIEHHBIM IIYTOBCTBOM? CKOJb Ie4albHbIM GbIT ObI 3TOT I€Hb:
He CYIIeCTBOBAJIO 6bI «Tpareuii MeCTu», U JINIIb IT030pHAas 0ca-
ma Kammuca ocramace B mcropun. CoipaThbl, CpPemy KOTOPBIX
6511 651 Illexcriip, HECOMHEHHO ObI 1IJIM Ha 9TOT MOABMUT Ha 6y1a-

I'0 CBOE CTpaHbI.
JloHOoH, AHenus, 1915 e.

177






OBb30Pbl / REVIEWS






EBIEHUI 1OBPOB,
KPVICTUHA JIOTMHOBA!

MEXIYHAPOJTHASI KOHOEPEHIIUA
IT10 ITPOBJIEMAM TEOPHH NCKYCCTBA
B MI'Y UMEHHU M. B. TJOMOHOCOBA

A6cmpakm

IauHblit 0630p nocssieH VIII MexxayHapomHOii HayuHOl KOH(epeH-
VY «AKTyaJIbHbIE TTPOGIEMbI TEOPUM U UCTOPUU UCKYCCTBA» U B CKa-
TOi (hopMe TpenoCTaB/sieT CBeeHMsT O BhIGOPOUYHBIX MOKIaZax psaa
CeKIINIA.

Kniouegste croea
WcKycCcTBO, UCTOPUS UCKYCCTBA, TEOPUS UCKYCCTBA

MacmTabHbIX ¥ KaueCTBEHHbIX KOH(bepeHIIN, MOCBSIIeH-
HBIX MCCIeHOBAHMUSIM B 00JIACTU TEOPUM U MCTOPUM MUCKYCCTBA,
CYIIECTBYeT He TaK MHOTo, ¥ MexayHapomHasi KOH(bepeHLus
«AKTyaJIbHbIE MPOOIEMBI TEOPUU U MCTOPUM MUCKYCCTBA» SIBJISI-
eTCsl ONHOM M3 HUX.

«AKTyaJibHbIe TIPOGIEMbI TEOPUM U UCTOPUM UCKYCCTBA» —
Hay4YHbIi (GOPYyM MeXKIyHApOIHOIO 3HaueHus. Kaskablie gBa ro-
Ia KOoH(epeHLMsT IPOBOOUTCS B ABYX YHMUBepCUTeTax MOCKBBI

! Egzenuti [Joopos (cekperapp pemakuum AU) u Kpucmuna Jlozunosa
(PR-pedepenT pemakiuu AU) — crienyanabHble KOpPPeCIIOHIAEHTbI Ha-
1Iero M3gaHusl, akkKpegUTOBAaHHbIE Ha OIMChIBAEMON KOHGepeHIu
TSI OCBEIEHMSI STOTO COOBITHS.
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n CaukTt-IleTepbypra moouepemHo — B MOCKOBCKOM rocymap-
cTBeHHOM yHuBepcureTte uM. M. B. JlIomonocoBa u B CaHkT-Ile-
TepOyprckOM TOCYIapCTBEHHOM YHMBepcuTeTe. B atom romy
IJIOIaAKOoM BeICTynua MIY, K KOTOpOMY BIIEpBBIE B UCTOPUU
KoH(pepeHMu mpucoenuumwiack locynapcTBeHHasi TpeThsaKoB-
CKasl rauepes.

3asBieHHas Tema VIII MexnyHapomHoit HayuyHOV KoHbe-
peHIMM «AKTya/lbHblEe TIPOGIEMBI TEOPUM U UCTOPUMU WCKYC-
cTBa» — «['paHMIIBI ¥ TOPU3OHTBI» — MPOILIA CKBO3b CTPYKTYPY
BCeX CEKIMOHHBIX JOKIALO0B, UTO MO3BOJMJIO OpraHM3aTopam
OXBAaTUThb BHYLIUTEIbHOE KOIMYECTBO TEMAaTUUECKUX T10JIei nC-
TOPUM UCKYCCTBA B €0 PeTPOCIekTBe U reorpadmmn.

B HacTosmemM 0630pe 6yayT pacCMOTPeHbI BHIOOPOUHBIE JI0-
KJIaJbl HEKOTOPOrOo KOJIMYeCTBa CeKLUMIT U3 IporpaMmbl Bceit
KoHpepeHIIUH, poieiei ¢ 2 mo 6 oktsiops 2018 roma.

2 okma6ps, 0eHb nepeblii: NaeHapHoe 3acedaHue

KoHdepeHius 6buta OTKPHITA BO BTOPHUK JAHBIO MMaMSITU
IekaHy ucropuueckoro daxynbrera MI'Y Tyuxkosy Heany HeaHo-
suuy, yireniiemy 13 kusHu 22 ceHts6ps 2018 roga. Ha oTKpbI-
TUM BBICTYIIMJIM 3aMeCTUTeIb JeKaHa MUCTOPUUECKOTro (aky/ib-
TeTa 10 Hay4uyHOoi pabote Andpees Imumpuii AnekcaHdposuu, oyi-
pekTop MHcTUTyTa uctopuu CIIGIY /aydos A6dyana Xamudosuu
U reHepasbHbI OupekTop locymapcTBeHHOV TpeTbIKOBCKOI
raniepeu Tpezynosa 3envpupa Hcmaunosna. Manvyesa Ceemnaxa
Bnaducnasosna i Cmartokosuu-/lenucosa Examepuna Hpwesha
MIPeACTaBUIN TOMa «AKTYaJbHBIX ITPOOGIEM TEOPUM U UCTOPUU
MUCKyCCTBa» IO HOMepamu 7 U 8, BBINYLIEHHbIE
B 2017 n 2018 ropy.

Tomac Ho6n Xoy (IOro-3amamubiii yHuBepcutet, CIIIA) BbI-
CTYIIUJ C OOKIAAOM «Pumckas netizaxcHas xueonuce, 6ykoauue-
cKas aumepamypa u uzo6pemerue ,,NAHOPAMHOLL U6 8 patioHe
Heanonumarckozo 3anusa: 32110 u3 Cmabuti», mpeicTaBUB KOH-
LIENT «ITaHOPaMHOJ BMJIJIbI», KOTOpas «BOMpaeT B cebs» IMpu-
pPOIHbIE OKPECTHOCTM, OTHOBPEMEHHO C ITUM CO3[aBas Co6-
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CTBEHHbIVI 06pa3 BHe IpUpoAbl. JOKIaAUMK yOenmn ocoboe
BHMMAaHME POJIM CaOB, KOTOpbIe BBICTYMAJM B BUAE apXUTEK-
TYPHBIX peIleHuii, HeOOXOAMMBIX IJISI OCYIIECTBIEHMS TTOCTaB-
JIEHHBIX 3a7au.

Annan Joue (Oxrchopackuii YHuBepcurer, Benmkobpura-
HMS) B cBoeM moknage «Cesamas Cogusa u 2opusonmst Mmnepuu»
pacckasan o nepkBu CesaToit Cobum Kak 0 MecTe, 3aK/IHOYaio-
meM B cebe IpaHMIbI U reorpaduueckue mpemenbl Mmmepun,
a Takke o Cgroit Codpum Kak o Haumbosee SIPKOM IMpuUMepe
B BuszaHTuu, rie ykazaHHbIe IIpeesibl (00JMUII0BKA) Mpe/icTaBie-
HbI PU3UYECKHA.

IDicosanna Ilepuru @onezanu (YpOUHCKUIT YHUBEPCUTET UM.
Kapno bo, Utanust) B cBoem poknage «llo2paHuiHsie UKOHO2pa-
duu: epaHuysl 8U3yanbHOL KOMMYHUKAYUU 8 pacnpocmpaHeHuu
xpucmuaHckux doem 8 Eepone panHezo Ho8020 8pemeHu» 3aTpo-
HyJIa, TIOMMMO IIPOYEro, COLEPXKaTe/lbHOE pasauume MeXIy
«Tpounieit BerxosaBeTHoii» AHmpes PybneBa u «ABpaamoM
u Tpems aHrenamu» JlymoBuko Kappayum, pacckasaB Takke
0 JorMaTuyeckux kaptuHax KpaHaxa B KOHTEKCTe JI0TePaHCKO-
ro TosikoBaHu4 [ucanus.

3 okmsa6ps, deHv 6mopoii

B cpemy Hauanu cBoio pabory ciemyiomye cekiun: «Mckyc-
cTtBO BocTokar»; «BOCTOYHOXPUCTUMAHCKOE MCKYCCTBO»; «EBpoO-
nerickoe UckycctBo CpegHux BeKOB»; «MckyccTBO PeHeccaHcar.
B koH(epeHnI1i-3ae HoBoit TPeTbSIKOBKM B 9TO Xe BPeMSI ITPOXO-
ouna cekuus «MckycctBo XX BeKa M COBPEMEHHOCTU».

Cekins «MckyceTBo BocToka» cobpana muccienoBaTeneit Bo-
CTOYHOI'0 MCKYCCTBA TaKUX KYJAbTYPHBIX ITPOCTPAHCTB, Kak WH-
nusi, Umnepusi Benuknx Moronos, benranus, bypstus, Tatap-
ctaH, Snonus, Kurait, Kopes. B cekuun «BocTouHOXpUCTUAH-
CKO€ MCKYCCTBO» MOYXHO OTMETUTb HECKOJbKUX TOKIATUMKOB
13 ApMeHM, KOTOPbIe HapsIAy C OCTa/IbHBIMM YYaCTHUKAMM pac-
CMaTpPUBAIM KYJIbTOBbIE COOPYKeHUS M 00bEKThI MCKYCCTBA BO-
crouHoro xpuctuaHctBa ¢ VI mo XIX BB. Cexkiusi «EBpomeiickoe

183



uckycctBo CpeqHUX BEKOB» OTKPbUIACh NOKIagaMU O POMaH-
ckom uckycctse XIII Beka, a 3aTem nepeluia K 3anafHOeBPOIIe-
CKOMY MCKYCCTBY B 11eJIoM. B TemaTukax «MckycctBo PeHeccaH-
ca» GBIJIO OCBOEHO ITOHSITHE TPAHMUIIBI B KOHTEKCTE UTATbSIHCKOIM
¥ QpaHIly3CKOi KMBOIMUCU U CKYIbITYPbI, @ 06 MUX BIMSHUU
Ha MCKYCCTBO CBOMX CTpPaH pacckasaau Aokaamunku u3 Kurpa,
I'penuu u lBenuu. Cexkuys «MckycctBo XX BeKa M COBPEMEHHO-
CTV» ObLIA MPeCTaBIeHa TPeMS ITOACEKIMUSIMU: «APXUTEKTYpa:
MeXIy KJIaCCULM3MOM U MOLEPHMU3IMOM», «ABaHTap/: 3a Ipefe-
JlaMU KapTUHbBI», «Poccus u 3amnaf;: yUIOBHOCTb TPaHUIL».

Esponeiickoe uckyccmeo CpedHUX 8eK06

Mopnepatopom cekuyuu BeicTynimia [loxcudaesa AHna Bnadu-
MuposHa (HauuoOHaMbHBINA WMCCIE€L0BATENbCKUI YHUBEPCUTET
«BpIcIIasi IIKOJAa SKOHOMMKW»), TOATOTOBMBINAS OOKJIA[
«Om HoHuueckozo mopsi do Maaca: zpaHuysl pachpocmpaveHus
mpaduyuu Iene3uca 1opda Kommona 8 3anadHoesponetickoti uko-
Hoepaguu Comeoperust mupa 6 VIII-XII eexax».

B cBoem moknage «Yyscmeo Puma» ¢ XII eeke: Hukonaii Ma-
Hbsikyyust 06 ukoHe Cnacumens uz Sancta Sanctorum» Onee Cepze-
esuy BockobotiHukos (HauyoHaIbHbIA UCCIeI0BATEIbCKUIA YHU-
BepcuTeT «BpICIIas NIKO/Ja 3KOHOMMKW»), MCIIONb3Ysl TpPaKTat
Hukonass MaHbSIKYIIMM, pacckasaja 00 MCCIemOBaHMM BayKHOI
st CpenHeBeKkoBbsl MKOHBI «Acheiropoeton». 3Ta mxkona Cna-
CUTENIST UTPaeT OOJIBUIYIO POJb JIJIS KATOMMYECKO Cpelbl U ce-
rogHs. He orpaHnumBasicb TpaJIULMOHHONM TOYKONM 3peHusl, CO-
[JIJaCHO KOTOPO} TpaKTaT HamucaH Al NoAAepykaHusl cTaTyca
MKOHBI KaK 60TOOTKPOBEHHOTO TBOPEHMSI U €€ IJIaBeHCTBYIOIIe-
ro Mecra Ha aatape JlaTepaHCKOV 6a3WIMKM, aBTOP KOCHYJICS
psiia MHTEpPeCHBIX MOMEHTOB: BO-TI€PBBIX, M3yUEHUS TPYyHOB
MaHbsSKyLIMM KaK OJHOTO U3 IEePBbIX UCTOPUKOB UCKYCCTB, KTO
MOJIb30BAJICSI MPU CO3TAHUU TEKCTA PUTOPUYECKOI JIOTMKOIA;
BO-BTOpPbIX — OTHOLIEHMSI aBTOpa K BHEIEPKOBHOI cpefe
U KPUTUKE CPeOHEBEKOBOM HM30BOM KyJAbTYPbI (B 4aCTHOCTH,
cMexa).
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Bormpochkl MKOHOMIUCK B CBOMX AOKIa[AX TAKKe 3aTPOHYIU
Ilyzauesa HpuHa BsauecnasoéHa (MOCKOBCKUIT TOCYyNapCTBEHHDIN
yHuBepcuteT um. M. B. JlomoHocoBa), u ITonybesa UpuHa Bane-
pvesia (CaHKT-TleTepOyprcKmii rocygapCTBEHHbBIII MHCTUTYT
SKMBOTIUCU UM. PeniiHa).

Supuko Iuyyonu v Iucynus Honnunu (Yausepcurtet «Jla Ca-
nueHuna», Pum, Wranus) mnpenctaBuiIn AOKAanbl: «llanepmo
8 X1V gexe: mMexncdy namuHaHaAMU U KamaioHyamu» u «Y npedenos
Heanonumauckozo koponeecmea. Knases Taparmo OpcuHu Oenb
Banvyo 6 Conemo».

Ezoposa Anacmacus Cepzeesra (MOCKOBCKMI TOCYAapCTBEH-
Hbli yHUBepcuTeT uMm. M. B. JIoMOHOCOBa) B CBOEM IOKJaze
«Komnosuyus ,,Cemuuacmmoe Koneco” u eé céssb co cpedHeseKosoli
nponoeedsio» paszobpania MMHUATIOPY o3aHero CpenHeBEeKOBbSI,
MIpoaHaIM3MpPOBaB TpaHchopMaluio KoHienTa «CeMuuacTHOrO
KoJjieca» B 3asIBJIEHHBIN nepuop. «CeMuyacTHOe KOeco» — OfHa
U3 [BEHaJll ATV MMUHMATIOP KOUIEKIUU «3epLajio TeOoJOTUM».
BriepBble TepeBefleHHbIE HA PYCCKMIA SI3bIK TE€KCThl BHYTPU MMU-
HMATIOPHI [TOMOTJIY ITOHSTh MeXaHM3M PabOThI WILTIOCTPATUBHOM
TaOGMUIIBI ¥ OOBSICHUTD ee QYHKIMIO. Pa36upas a7IeMeHTbl TaH-
HO MMHMATIOPBI, aBTOP BbIBeJIa KOHLIEMIMIO, COTTIACHO KOTOPOA
«CeMMYaCTHOE KOJIECO», TIOMUMO O0JIaflaHMsI XYIOKECTBEHHOI
LIeHHOCTBI0, BBITIOJHSJIO U MparMaTuueckue 3afadyu, a MMeHHO
CJTY>KUJTIO CPEJICTBOM OTTauMBaHMSI MHEMOHUYECKUX TeXHUK.

Hckyccmeo XX eeka u coepemeHHOCMU

Ileuénkumn Unwva EezeHvesuu (POCCUIACKMIA TOCYOapCTBEHHbIN
TYMaHUTAPHBI YHUBEPCUTET) MPeCTaBWI NOKIa «[laniaduaq-
cmeo 8 anoxy modepHusma: Hean Konmosckuli u e2o cmpauHabtii
nyme» B TIOACEKIUU «APXUTEKTypa: MEXITY KIaCCUIIM3MOM
U mopepHusmMom». JoknamguMk pacckasan o VBane JKonTos-
CKOM, PYCCKOM M COBETCKOM apXWUTEKTOpe, Ublo Ouorpaduio
MOXXHO Ha3BaThb «MaUIaAMaHCKuM Mudom». IMasmagmMaHCcTBO
JKonToBCKOTO MpefCcTaB/sieTcsl aBTOPY cofepskaliyuM Tpu cyle-
CTBEHHBIX acreKTa: OTKpbITHe Hacienus Ilamnaano, OMbIT ero
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ampornpuanum yepes moesnky B UTasuio M OMbIT anponpuanumn
yepe3 nepeBoy, «UeTbIpex KHUT 10 apXUTEKType».

Jlvicenko Okcana AnekcaHoposHa (TocymapcTBeHHbI Pycckuii
My3eil) B cBoeM fokiane «Cynpemamuueckue pamost Hukonas Cye-
muna. K eonpocy 06 asmopckux pamax Xyo0omcHUKo8 pycckoeo aeaH-
2apda» B TOACEKIUM «ABaHTap[;: 3a MpeaeaaMiu KapTUHbI» 000-
3HauUWIa «IIOTPaHMYHOCTb» KAPTUHHBIX PaM B paMKax HayYHbIX
MHTEpeCcoB 1cCaef0BaTeseil 1 BbIABUHY/IA TOYKY 3PEHMS, UTO XY-
JOKHUKU PYCCKOTO aBaHTrapAa MpuaaBajiv paMamM Takoe e 3Ha-
yeHMe, Kak U UX TpeAIIeCTBeHHUKM, UCIOIb30BaB [JisI 3TOTO
npumep CyeTuHa, yueHUKa U copaTHMKa MaeBuua.

Hoxnan I'paxyesoii Ekameputst Onezo8Hsl (IHCTUTYT BCEOO-
uieii ucropuu PAH) «HoHKOH(OpMU3M 8 COBEMCKOM U UCNAHCKOM
uckyccmee: napaiienu u npomueopeuus» B nopcexuumn «Poccus
¥ 3amnaz: YCIOBHOCTb IpaHUI» ObUT ITOCBSIIIEH BbISIBIIEHUIO Ta-
panneneitr B uctopuum CCCP u UVcmaHum C cepeavHBI
1950 mo 1970 romoB U MCKYCCTBY HOHKOH(pOpMMU3MA (B TOM UMC-
Jie, TI0 OTHOIIEHMIO K MCITAaHCKOMY MCKYCCTBY TOTO BpEMEHN).

4 okma6ps, deHb mpemuii

B uetBepr B MI'Y OTKpBLINUCH Caenyroliye cekuum: «Mckyc-
cTBO [IpeBHero mupar», «Bu3aHTUIICKOe U IIOCTBU3AHTHUIICKOE
uckycctBo» u «EBpomeiickoe wuckycctBo HoBOro BpemeHM».
Ha nByx monjankax l'ocymapcrBeHHOV TpeThsIKOBCKO rajiepeun
npoxonunu cexuum «Pycckoe uckyccrso XVIII Beka», BHe fene-
HMS Ha nopcekumu, U «MckycctBo XX BeKa M COBPEMEHHOCTU»,
MpeicTaBJIeHHAsT MOACEeKIMSIMMU «BbhICTABKM U KypaTOPCTBO: Me-
XaHU3MBbl pernpe3eHTauun» U «CoBpeMeHHOe MCKYCCTBO: KypC
Ha TOPU30HT».

«HMckyccrtBo [IpeBHEro Mupa» He CTaBMJIO OTrpaHMuYeHUi
Ha reorpaduio MCCaeqOBaHMUS, MOITOMY MOKIAAUUKU CEKIIUU
(mpuexaBiive, B TOM uucie, u3 Bemuko6puranuy, BeHrpum,
Tepmanuu, I'peniyiy 1 Utanmuu) aHaaus3upoBaan MCKyCcCTBO AHa-
tonmuu, Kputa, Adun, Cupaxkys, Kumpa, Ilepcun, Accupun,
WpaHa, 1. 1. Cexuns «BusaHTUiiCKoe M MOCTBU3AHTUIICKOE UC-
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KyCcCTBO» cobOpana wuccieoBaTesneir He TOIbKO 13 Poccun,
HO U u3 I'penun, Typumm u Uspanns. Cekuus «EBpomeiickoe
nckyccTBO HoBOro BpeMeHM» OTKPbLIACh MCCIE€NOBAHUSIMU Py-
6exka XVII — XVIII BB., nepeiigs 3atem K XIX B. U 3aBepIIuB
pabory moknagamy o GMHCKOM aBaHrapae u dbotorpabuyeckoit
Kojutexkuyuyu I'aBpuiibl PromyHa. Ha cexkuyum «Pycckoro nckyccrsa
XVIII Beka» ObUIM PAcCMOTPEHBI IPOOJEeMbI 6ajsieTa U CIeHO-
rpaduu, TIpeACTaBJeHbl WMCCAEAOBAaHUS TIO0 apXUTEKTYpe,
ckynbriType u noprpetram. Cekumsi «MckyccTBo XX Beka U CO-
BPEMEHHOCTU» Tereph OblIa MpeCcTaBieHa He TPeMsl, a ABYMs
MOACEKIUSIMM: «BbICTaBKM M KYypaTOPCTBO: MeXaHMU3MbI perpe-
3eHTaUUM» U «CoBpeMeHHOe MCKYCCTBO: KYpC Ha TOPU3OHT».

Busaumutickoe u nocmeu3aHmuiickoe ucKyccmeo

3oumakuc Aganacuti T'eopeuesuu (MOCKOBCKUIT Trocymap-
CTBEHHBI yHUBepcUTeT uM. M. B. JIoMOHOCOBa) OTKpbLT paboTy
CeKLMM OKIamoM 06 «HKoHozpapuu pasHoanocmonsHozo Kocmol
Bmoautickozo (1779—1962)», IOCBITUB ayAUTOPUIO B UCTOPUIO
MKOHOTrpadMueckoro obpasa CBSITOTO, ITPOCIABIEHHOTO JIAIIb
B XX Beke. [IpoaHan3upoBaB uMemoIIecss Ha JaHHbIIT MOMEHT
1300paxkeHNs1, JOKJIaIUMK O3HAKOMWJI CIyIIaTeseil C pe3yabTa-
TaMM MOCAeSHUX UCKYCCTBOBEOUECKUX MCCIeL0BaHUIA, HEKOTO-
pble 13 KOTOPBIX YTBEPXKAAIOT CyllleCTBOBaHME MPUKM3HEHHOTO
obpasza cBgToro. HaumHas c roga My4eHMUYECKON KOHUMHBI
B 1779, HapogHoe nounTaHue Kocmbl DTOMNIACKOTO BBIPA3UIOCh
B (QeHOMEHe He TOAUYMHEHHBIX e€OMHOMY M306pa3suTeTbHOMY
KaHOHY M306paskeHUsIX MPaBOCIaBHOTO MydeHMKa. OTAeabHO
OBLJIO OTMEUYEHO, UYTO PACIPOCTPAHEHME WKOH ITPOVICXOAMIO
110 MIMPOKOMY reorpadudeckoMmy ropm3oHty (BamkaHckuii mo-
JYOCTPOB) U TPEOJ0JIeBaI0 TrOCyJapCTBeHHbIE U PEeIUTMO3HbIE
TPaHUIIBI.

Eseponeiickoe uckyccmeéo Hoeozo epemeHu

Aepamuna Enena EgzenvesHa (MOCKOBCKas rOCyLapCTBEHHAs
akamemust xopeorpaduu) BeICTyIMIa ¢ Joknanom «Ipag de Ke-
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Joc. ,,Benukuii anmuksap® u Hogvle 20pu3oHmot 8 uckyccmee X VIII
cmosiemusi» M 3aTPOHY/Ia 0COOEHHOCTY KIACCUIIUCTUUECKO-TTPO-
CBeIlleHYeCKOro TMepuopa, BhiAeanB Ha obiieM ¢oHe rpada me
Kemoca.

3ee3duna Onus HuxonaesHa (Myseu MockoBckoro Kpemis)
MOATOTOBUIA JOKnag, «Hamwopmopm ,Vanitas® 30eapma Koanu-
pa u xkHuea amb6nem Ircopdxca Yaitimepa». PacKpbIB Tiepes CIylia-
TEJISIMU CUMBOJIMKY HaTIOPMOPTOB, aBTOP UCCAeL0Baaa TBOpYe-
CKyI0 MaHepy M TpaHchopMaluio CTUIST XyOOXKHMKA JaBapTa
Komnupa.

Hckyccmeo XX eéeka u coepemeHHOCMU

B nopcexumy «CoBpeMeHHOe UCKYCCTBO: KypC Ha TOPMU30HT»
TIOHSITVE TOPMU30HTA NpoaHanusupoBana Kouemkosa EkamepuHna
CepzeesHa ~ (MOCKOBCKUIA  TOCyJapCTBEHHbIII  YHUBEpPCHU-
TeT M. M. B. JIOoMOHOCOBa), KOTOpas UCII0Ab30Baia IIPMUMep Be-
IyIIMX TBOPILOB site-specific art. B cBoem moknane «[opu3oHm
KaK cUMB0aUHecKas Kamezopusi 6 CO8pPeMeHHOM catim-cneyuguue-
CKOM UCKYcCmee» OHa ToKa3saja, KakKMM 06pa3oM COBpeMeHHOoe
MCKYCCTBO NOJUEPKMBAET, aKLIeHTUPYeT U CMeIaeT JIMHUIO TO-
PU30HTA, a TaKKe Kak 3T TpaHchopmaluy CBSI3aHbI C aBTOP-
CKOI1 uaeei U BAMSIIOT HA CMMBOJIMYECKUI CMBIC/I, 3a7105KeHHBII
B apT-00BEKT CO3/IaTeIeM.

Hoxknan Peimuunoil Enenst HukonaesHs! (I'ocymapcTBeHHast
TpeTbsakoBcKas ranepesi) «Poccutickuti niakam koHya XX — Ha-
uan XXI eexa Kak Jabopamopust UCKYcCmed 8pemMeHU nepemeH»
3aTPOHYJ NMPo6IeMaTUKy (GOpMUPOBaHKS HOBOTO TUIACTUYECKO-
o S13bIKA aKTyaJIbHOTO MCKYCCTBA. JOK/IaIuMKOM ObLIM YIIOMSI-
HYTBl M TPOAHATU3UPOBAHBI PAOOTHI TAKUX XYMOKHMKOB, KaK
Wropb MaiictpoBckuit, Edum LIBuk, JleB ITomsiHCKuMii, Bragu-
vup Yaiika u AHpapeii JIOTBUH, a TaKKe YIIOMSHYTO 00benyuHe-
Hue Ostengruppe.

5 okma6ps, 0eHb uemeepmoiii

B natuuny B MI'Y 6b1IM IPOYMTAHbBI JOKJIAIbl CIEIYIONINX
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cekumii: «MckycctBo [IpeBHero mmpar, «JIpeBHepycckoe UCKyC-
cTBO», «Teopus uckycctBa» U «VCKycCTBO mpocTpaHcTBa. I'pa-
HUIIBI U TOPU30HTBI». Ha AByX 1uiomagkax TpeTbsIKOBCKOI raje-
peu 6bUTM OCBEIeHbI BOMIPOCHI CEKINit «Pycckoe ucKyccTBO XIX
BeKa M aKkaJeMuuecKkasl TpaguLnus» U «IKCIIO3ULUS MCKYCCTBA
XX—XXI: MypoBoit orbIT». CeKinsi «IKCIMO3ULNS UCKYCCTBa XX
—XXI: MMUPOBOIi OIBIT» IIPOMOJIKIIIA CBOIO PabOTy U Ha CIeayIo-
Iyt NeHb, 6 OKTSIOPSI, BILIOTh A0 3aKPbITUS KOH(PEPEeHIIUMN.

Cexkumst «MckyccTBO [IpeBHEro mmpa» 3aBeplinia CBOXO
paboTy AoKIamamy IO cKynabnType. Ha «IIpeBHepycCcKOM McC-
KyccTBe» (BIIOTh A0 [lo3dgHero CpenHEBEKOBbSI) OOKIALUUKNA
CeKUUU UCCAeNoBaIM pa3HOOOpa3Hble 00BEKTHI MCKYCCTBA 3a-
SIBJIEHHOTO Tiepuopa. «Teopusi MCKycCTBa», MpeAcTaBUBIIAs
METOIOUKU U TeopeTudeckue paspaboTKM YCIOBHBIX «IPAHMUIL»,
Obl7Ia TIOfe/IeHa Ha YeThipe IMOACeKimu: «['paHulibl U OpUeH-
TUPBbI», «[OPU30OHTHI U IpaHULIbl», «Meayua U OTMeHa TPaHUL»,
«[lorpaHnyHas cutyauusi». B paboTe ceKUMM OPUHSIIM yda-
ctue uccnenosarenn u3s l'epmanuu, Yexum, Utanum, Uspamis
u CrmoBakuu. TemaTuka cekumu «VCKyCCTBO MPOCTpPAaHCTBA.
I'paHMIIbl ¥ TOPMU3OHTHI» ObLIa CHOKYCMPOBAHA HA aHAIM3E OT-
pakeHMSI TIPOCTPAHCTBA B apXUTEKType, >XUBOMUCU U TeaTpa
(ot HOpesHent I'peuunu go 2010 ropos). Cekums «Pycckoe uc-
KyccTBo XIX Beka M akageMuyecKkas Tpamuiivs» Oblia cocpe-
JOTOYeHa Ha 3asBJIEHHOM Ilepuoje 0TeYeCTBEHHOI'O MCKYCCTBA
M aKaJeMMUYecKoi KMBOIIMCK; TeM He MeHee, TOKIaTuMKyu 006-
CYyIVIM M HayBHOE HApPOIHOE VICKYCCTBO, ¥ MeOesbHbIe U3Me-
Jusl, U I0BeIMpPHOe MacTepcTBO. CeKumsi «IKCIMO3UIUST UCKYC-
ctBa XX — XXI: MMPOBOJ ONBIT» 3a0CTpuUIa CBOM MHTepec
Ha HauboJsiee aKTyaJbHBIX BOIIPOCAX MICKYCCTBOBEIEHMS B paM-
Kax MyseeBefeHMs], KypaTOPCKMUX IMPAKTUK U KOJIEKLIMOHUPO-
BaHUA. 5 U 6 OKTIOpS OOCYKHEHMSI MHUIMUPOBAIU IIPEICTa-
BUTEIN BeOYIIUX PYCCKUX MY3€eB U NOKIaAUYMKU U3 ABCTPUH,
dnounu, Ucmanum, Yexun, Bemmuxkobputanuu, HumepnaaHIoB,
®paHuuy,
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Monbuin, Bonrapum, dctounu u lrepmanum.

Teopus uckyccmea

3axapuenxo Hpuna HuxonaesHa (Poccuiickuii ToCyqapCcTBeH-
HbII TYMaHUTAPHBIV YHUBEPCUTET) B paMKax noacekuum «I'pa-
HUIIBI M OPUEHTUPBI» MOCBITUIIA CBOW AOKIan Teme «HMcmopus
UCKYCCMea 6 2paHuyax eu3yanpHozo apxuea: Abu Bapbypz u AHdpe
Manvpo» 1 paccMoTpesna KOHLEeNTyaIn3aluuio Moaxona K UCTo-
pUM MCKYCCTBa KaK K BU3yaJbHOMY apXuBy, ClejliaB akleHT
Ha [IBYX Xy[IOXXECTBEHHBIX KOHLEMIMSIX, SIBUBIIUXCS MPOTUBO-
TTOJIOSKHBIMM MOJeIIMU (DOPMMUPOBAHUS 3HAHUIA U peleNnuun
UCKyCCTBa, — «Amace MHemMo3uHbI» Bapbypra u «Boobpaskae-
MOM My3ee» Manbpo.

Kouexosckas Huxka AnekcanoposHa (HalMOHaIbHBIN MCCIe-
JIOBATe/JbCKUII YHUBEPCUTET «BbIciiast IIKoIa 3KOHOMMKM»)
B nopcexkuuy «[OpM3OHTBI U TpaHUIIbI» IpelCcTaBulIa OOKIIAL,
Ha Temy «Bapounslli opHameHm Kak npobaema NnozpaHuuHoCmu
u nepeceuerHus 2pavuy: B. beHvsamuH, JXK. /lenes, . AHKepcmum»,
pacckaszaB 0 ¢eHOMeHe 6apOYHOr0 OpHAMEHTAa, KOTOPBI COB-
MelllaeT B ce6e HECKOJIbKO YpPOBHEN MepeceueHMs] TPaHUII,
Ha TpuMepe TPYAOB TpeX ero uccienoBaTeneil — BeHbsiMMHA,
Henesa u AHKepcMMTa.

Hopmuosa Mpuna BacunvesHa BbICTynuIa B moacekiuu «Ilo-
rpaHMUHAast CUTyalus» ¢ AoKIagoM «KoHuyenyus aHumanucmuye-
CK020 00pasa 8 pycckom u esponetickom uckyccmeosvanuu. Cospe-
MeHHblll 832710 Ha npobiieMsl HaHpa» M 0603HAYMIIA OCHOBHbBIE
aCMeKThl aHUMAIUCTUKM KaK M300pasuTeTbHO-TIACTUYECKOTO
dbenomena.

Hckyccmeo npocmpaHcmea: 2pasuubl U 20pU30HINsl

Knumenko HOnus T'aspuunosHa (MOCKOBCKUIA apXUTEKTYp-
HbIIT MHCTUTYT (locygapcTBeHHasl akajieMusi)) B CBOEM JIOK/afe
«06pa3 naowadu 8 MOCKOBCKOM 2padocmpoumesnvbcimee 3IN0Xu
KIAccuyusma: mexcdy npoeKkmom U peaibHOCmbulo» pacckasasa
O TIepBBIX MPOEKTHBIX TJIAHMPOBOUYHBIX JTOKYMEHTaX M ITOIbIT-
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KaxX pa3paboTaTh CUCTEMY HOBBIX IUIOIIAell, BhI3BABIIYIO aK-
TUBHOE IPOTUBOMENCTBME MECTHBIX apXUTEKTYpPHBIX OpPraHOB
BJIACTH, a TaKKe y[eanaa BHUMaHue TEPMUHY «IUIOIaAb» U ero
MCTOJIKOBAaHMIO Pa3/JIMYHBIMM TPYyNIlaMM HaceJleHUs] TOTO Bpe-
MEHM.

Hoxnan bop3oeoii Examepunst BukmopoeHst (TocymapcTBeH-
HbIl Pycckuit my3seit) «Kozda zopu3oHmsl meopuecmed cujibHee
meppumopuanvHelx epavuy (no3duas epaguxa C. M. JiizeH-
wimetiHa)» GbUT MOCBSIIEeH rpaduKke Jii3eHIITeHA KaK SICHOMY
0TOOpakeHMI0 BHYTPEHHETO MMpa peskuccepa. B moknage 6buin
paccMOTpeHbl TBOpYeCKMe paboTbl M OCHOBHbIE KOHIIEITHI,
Ha KOTOPBIX 3VDKOMIIOCH MPeAcTaBaeHne Jii3eHIITeliHa 0 MUpe,
UX YHUKQJIbHOCTb M €CTeCTBEHHOCTb B YCJIOBMSIX MOMHOTO KOH-
TpOJisl, & Tak)ke BO3HMKAlOIee B XOJle TepeoCMbICeHNsT 3apy-
OEKHBIX TEHAEHIINI aBTOPCKOE eCTECTBO.

Kymeiinuxosa Huna CepzeesHa (CaHKT-IleTepOyprckuii rocy-
JapCTBEHHbIN aKaJgeMUYeCKUI MHCTUTYT KUBOIIUCH, CKYJIBIITY-
pbl 1 apxuTekTypsl um. U. E. PentnHa) npencrasuia goknan «Co-
8pemeHHOe xpamosoe uckyccmeo Cavkm-Ilemep6ypza. TenoeHyuu
u npobnemsl paszsumusi», B KOTOPOM ITOCBSITWIA ayOUTOPUIO
B MpOOIEeMaTUKy Pa3BUTUSI COBPEMEHHOTO XPaMOBOTO CTPOM-
TeIbCTBA, 3aK/IIOYMB, UTO COCTOSIHME XPaMOBOTO MCKYCCTBA
CaukT-IleTepoypra u Poccuu B 1iesioM orpemensieT Hauaao XXI
BeKa KakK HOBbIN 3Tall B pa3BUTUM KY/IbTYphI IPaBOC/TIaBHS.

OmoenvHoe ynoMuHaHue: nocmepHoie 00K1adsl

B cunmy cBoMx crnenuuueckux 0COOEHHOCTE IMOCTepHbIe
IOK/Iaabl MOTYT BbI3BaThb MeHbIlIe BHMMAaHMSI M MHTEpeca II0-
IaBJISIIOIIEro GOJBbIIMHCTBA CIyIIATeNTel, HO MX Ha/IMUMe BbITO/I-
HO JIOITOJIHSIET JII06YIO CEeKI[MI0, eC/IM /10 KaCaeTCsl OCBEleHNs
OOMBIINMX MAaCCUBOB MaTepuasa 1/ Wiu OTCYTCTBUSI HeO6X0oIMO-
r'0 KOJIMYECTBA BpeMeH! Y JOKIaguMKa.

Ha xoHdepeHIMM OGbUIO IpeACTaBJIeHO OGOJbIIOE KOamye-
CTBO ITOCTEPHBIX MOK/IAN0B, II0 CBOEMY CONEPKAHMIO CKOHIIEH-
TPUPOBAHHBIX HAa Pa3/IMUHBIX TEMax M IIpobIeMaTHKaX.
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ITocTepHsiit moxknan Trwonauosoli Oxcavl EezenvesHvt 1 Be-
puxcrukosoii Tamesinsl QununnosHsl (CaHKT-IleTepOyprcKuii ro-
CyIapCTBEHHbIN aKaJleMUyeCKuii MHCTUTYT XKUBOTIUCH, CKYJIbII-
Typbl U apxutektypsl uM. U. E. Penumua) «[lumep Canpedam
u [ropoxco de Kupuko: SHuema npocmpaHcmea epemeHu 8 Hueo-
nucu XVII u XX eexo8» 3aTPOHY/I MpoOIeMy BpeMEHM U IIPO-
CTPaHCTBa B TBOPUECTBE YIIOMSHYTbIX XyIOXXHUKOB.

C MoOMOIIIbI0 Pa3BEPHYTOrO MAaCcCHBa TEKCTA U GOMBIIOTO KO-
AM4YecTBa WUIIOCTPATUBHOTO MaTepuasna NOKIaJUMKU TOKasa-
au, 4dro Ilurep Suc CaHpenam, HUAEPIAHIOCKUNA XyOOKHUK
u rpasep XVII Beka, 1 [I>xopmKko ne Kupuko, UTAIbIHCKUNA Xy-
IOKHMK XX BeKa, IbITAIUCh M300pasuTh BpeMs U IIPOCTPaH-
CTBO B pasfejieHHble CTOJNIETUSMU TepUOAbl BpeMeHM, Korga
«PeaMCTUUeCKUii METO/, MCUEPIIaB BO3MOKHOCTH, 06paIiaeTcs
K CMMBOJY», M BOCIIPOM3BOOWIM IyX BPEMEHU C IMOMOILIbIO ap-
XUTEKTYPHBIX KOMIIO3ULIMIA. JIOKIaguMKM 3aKIIOUWIN, YTO
u CaHpenam, U ge Kupuko ucnonab3ymT CXOXye MpUeMbl, IIbITa-
SICb IOCTUYDb TTOJIHOTO ITePEe0CMBICTIEHUS CTIOKUBIIMXCS Xy 0XKe-
CTBEHHBIX Tpe[CcTaBIeHNi, U TBOPUECTBO Je Kupuko MOXHO
paccMaTpuBaTh B CTPYKTYpPe JIOTMUECKOTO TIPOIO/IKEHMST TPaHC-
dbopMmupyouieiics uaen «IIpocTpaHcTBa-BpeMeHn» CaHpenama.
CXoxue TOMBITKM TOMCKA MHOT006pa3usi MpPUEMOB XYIOXe-
CTBEHHOI'O BBIPaKEHMSI M ONVHAKOBbIE MCTOPUYECKUE U KYJlb-
TypHbIe 06CTOSITENIbCTBA JIUIIIb MIOATBEPKIAIOT, TEM CAMbIM, BbI-
CTPOEHHYIO «OOUTHOCTH MPOOIEMaTUKM UCCIeIOBAHMSI».

IMocrepHsiit moknan Konocosa Bnadumupa Ilasnosuua (T'ocy-
JapcTBeHHbIN dpMmuTax) «Tpaduyuu u uHHosayuu 68 opesHezpe-
ueckoil apxumexkmype: Onslm NPUMeEHeHUs cMamucmu4ecKux me-
mo0o08», COTIPOBOKIAEMBbIi HOBIINM KOIUYECTBOM IYMCTOTPaMM
M IMOTPaMM, MPOMJITIOCTPUPOBAJI CXOACTBA U PA3INIMS COOPY-
>KeHUI OPUYEeCKOro opepa, pacroioXkeHHbIX B Pa3HbIX Permo-
Hax CpenmszeMHOMODBs. VCMONb3yeMbIli CTaTUCTUUECKUIA Me-
TOJ, — aHaIM3 [JIABHBIX KOMIIOHEHT.

IMocrepHsIit moknan Tpycosoii Ionunsl AnekcanoposHat (I'ocy-
JapCTBeHHbII IpMuUTaK) «Tpaduyuu u nepcnekmuesl Xyooice-
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cmeeHH020 Hacnedus JKana Oziocma JJomMuHuka SHepa 8 uckyccmae
u meopuu Mopuca [enu Hauana XX eéeka», COIPOBOXAAEMBIN
GOJIBIINM UUTIOCTPATUBHBIM MaTepUaaoM, GbIT OCBSIIEH IPo-
671eMe OCMBICJIEHUS ¥ TIePEeOMBICTIEHMsI TBOpPUeCTBa JHIPa B pa-
6otax [lenn.

TBopuectBo JKana Oriocra JIomuHnKa JHrpa, PpaHIry3cKoro
akagemucra XIX Beka, HAIIJIO OTpa)keHUe He TOJIbKO B TBOpUe-
CKMX TTPOU3BeAEHNSIX HDPaHITy3CKOTO XymokHMKa Mopuca [eHn,
HO U B €ro TeopeTuueckux paborax. JJOK/IagunK IIOCTaBUjIa CBO-
eif enbio chopmMuUpoBaTh INpeacTaBieHne [leHn o HacTeouu JH-
rpa B KOHTEKCTE «OOIeCTBEHHO-TIOJIUTUUYECKOI Mo3UImmu» Jle-
Hu. CunbHOEe BAMsIHME Ha JleHM U ero COpaTHMKOB, 3aMeTusa
JOKJIaIuMK, OKasaly «pojib JUHUKM B paboTax JHrpa, COIIACO-
BAHHOCTb €r0 KOMITO3UIINI, KJIaCCUYEeCKe OPUEHTUPBI, HO TaK-
ke U HeoOXOIMMOCTD TPUCTAIbHOTO HAOMIOEeHMsI 3a HATYpOii,
medopmaiivis GopMbl ¥ cBOGOIHOE OOpallleHyre ¢ aHaToMueli
pagy HauOOoJblleli BbIPasUTENIbHOCTH, MOAUYEPKMBAHME WHAM-
BUIYaIbHOCTM». XOTb M3HAUYAJbHO aKaJeMuueckass OCHOBa
U Bumenach Ajs1 [IeHM BBIXOAOM [JisI COBPEMEHHOJ 310X, TeM
He MeHee, (JIOM, Ha KOTOPOM pa3olUINCh B3MISAbl [leHun
U QpaHIly3CKMUX aBaHTapIMCTOB, 3aK/IIOYAICS B HexkeaaHuu [le-
HU TIPOAO/KATh MHTEPIPeTUPOBATh TBOPUYECTBO JHTPA B pyciie
HoBoro BpemMeHU, B ero IpUBEPKEHHOCTU CIOXKUBILIEMYCS T10-
HMMaHMIO Hacjlenus akaJeMMCTa, ero PeIUrMo3HOCTM U KOH-
CepBAaTMBHBIM IPaBbIM COLMATBHO-TIOIUTUYECKUM YOEXKIeHM-
SIM.

3aknrouerue

Ha mpecc-koHbepeHIM, COCTOSIBIIENCS 6 OKTSIOPS, ObLIU
TIOIBEIEHbI UTOTY MeponpusTus. Bo BpeMst paboThl KOHpepeH-
MY OBLIM OCBeleHbI 6ojiee TPeXCOT MOKIAI0B, B IOATOTOBKE
¥ 06CYKIeHUM KOTOpbIe MIPUHSIIM yUacTye JOKIAAUMKA U TOCTHU
13 Gosiee YeM [BafALIATY CTPaH. B 11eJl0M, MOXKHO CKa3aTh, UTO
coObITME OBUIO OPraHM30BAHO ¥ IIPOBEIEHO HA BHICOKOM
ypoBHe. IIpoiiecc KaueCTBEHHOTO IIpeABapUTEIbHOTO O0TOOpa
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IOKJIAZ0B, JIOTMYHO CTPYKTYPMPOBAHHbIE CEKILIMM, XOPOIIO BbI-
CTPOEHHbIE JIMHUYM BBICTYIUIEHWI JOKIAAUMKOB U COOITIONEeHME
periaMeHTa B OUepemHOii pa3 MOATBEPIMUIM BbICOKMIT HAyUHBbII
cratyc Mepornpusitus. HachllleHHOe IUIeHapHOe 3aceJaHue
M YeThIPHAAIATh MHTEPECHbIX CEKI[Uil, YCIENIHO MPOIIeAIINX
B IHM KOH(epeHIInM, CTaIM TToKa3aTejaeM OOIIMPHOCTY IPaHUI]
KYJIbTYPHBIX TOPU30HTOB, KOTOPble HEOOXOAMMBI JIJIT KOHKpe-
TU3AIMU U arperanyy MUPOBOTO 3HAHMS.
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EVGENIY DOBROV, CHRISTINA
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INTERNATIONAL CONFERENCE ON ART
THEORY PROBLEMS AT LOMONOSOV
MOSCOW STATE UNIVERSITY

Abstract

This review is dedicated to the 8" International scientific conference
«Actual Problems of Theory and History of Art» and briefly summarizes
selected papers of several of the conference panels.

Key words
Art, history of art, theory of art.

«Actual Problems of Theory and History of Art» is
a scientific forum of international importance. The conference is
interchangeably held in Lomonosov Moscow State University
and in Saint Petersburg State University. This year, the
conference took place in Moscow from the 2™ to the 6%
of October. For the first time, the State Tretyakov Gallery was
the other platform discussion of the event.

«Borders and Horizons» was the official theme of the 8"
International conference «Actual Problems of Theory and
History of Art». It ran through the structure of every panel,
which allowed the organizers to seize upon a massive number

! Evgeniy Dobrov (AU Edtitorial Secretary) and Christina Loginova (AU
PR-referent) were AU official observers at the conference.
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of issues in fields of the history of art related to its
chronological and geographical spread.

This review summarizes selected papers of several of the
conference panels.

October, 2, the first day: Plenary session

The conference was open with the tribute to Ivan Tuchkov,
the Dean of the Faculty of History at Lomonosov Moscow State
University, who had passed away on the 22" of September. The
speakers of the welcome speech were Dmitry Andreev, the Vice
Dean for Scholarly Afairs, Abdulla Daudov, Director of the
Institute of History at Saint Petersburg State University, and
Zelfira Tregulova, Director General of the State Tretyakov
Gallery. Svetlana Maltseva and Ekaterina Stanyukovich-Denisova
presented two volumes (7, 2017 and 8, 2018) of articles Actual
Problems of Theory and History of Art.

Thomas Noble Howe (Southwestern University, USA) made
a report on «The connection between a revolution in Roman
landscape painting, bucolic literature and the invention of the
panoramic villa in the bay of Naples in the late republic and early
empire: the perspective from Stabiae». He presented the concept
of «panoramic» villa that combines the integration of nature
into itself and the creation of external images apart from
nature. The speaker also pointed out the importance of the
gardens which served as architectural constructions and fixed
specific problems.

Allan Doing (University of Oxford, United Kingdom) with his
report on «Hagia Sofia and the horizons of Empire» told about
Hagia Sofia as a place that embodies the borders and the
geographical horizons of Empire. Hagia Sofia, he claimed, is the
greatest Byzantine example with these borders (decorative
stonework) physically presented.

Giovanna Perini Folesani (Carlo Bo University of Urbino,
Italy) made a report on «Borderline Iconographies: The limits
of visual communication in conveying Christian dogmas in early

196



modern Europe». She described, among other things, structural
differences between Andrey Rublev’s Old Testament Trinity and
Ludovico Carracci’s Abraham and the Three Angels. She also
told about Cranach’s Dogmenbilder in terms of Lutheran
interpretations of the Scripture.

October, 3. The second day

On Wednesday, at MSU there were the following panels:
«Oriental Art», «Eastern Christian Art», «Western European
Medieval Art», «Renaissance Art». Meanwhile at the conference
hall of the New Tretyakov Gallery there was the panel «20th-
Century and Contemporary Art».

The panel «Oriental art» gathered those scholars who
research such cultural regions as India, Mughal Empire, Bengal,
Buryatia, Tatarstan, Japan, China, Korea. In the panel on
«Eastern Christian Art», several presenters from Armenia, who
studied houses of worship and works of art from Eastern
Christianity in the 6—19" centuries. The panel on «Western
European Medieval Art» opened with the presentation of papers
on Romanesque art and then continued with Western European
Art in general. In the «Renaissance Art» panel the term «border»
in the context of Italian and French paintings and sculpture was
investigated. The researchers from Cyprus, Greece, and Sweden
highlighted the influence of this period on their cultures. The
panel «20th-Century and Contemporary Art» was devoted
to three subsections: «Architecture: Between Classicism and
Modernism», «Avant-Garde: Beyond the Picture» and «Russia
and the West: Conventional Borders».

Western European Medieval Art

Anna Pozhidaeva (The National Research University «Higher
School of Economics») was a chairperson of this panel. She also
presented her paper «From Ionian Sea to Meuse: Limits
of Extension of the Cotton Genesis Tradition Influence in West-
European Iconography of the Creation of the World in 8" — 12t
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Centuries».

The paper «Rome Feeling» in the 12th Century: Nicolas
Maniacutia on the Lateran Saviour Icon» was narrated by Oleg
Voskoboynikov (The National Research University «Higher
School of Economics»). This icon plays a prominent role in the
Catholic community nowadays. Looking beyond the traditional
notion, in accordance with which Nicolas Maniacutia wrote his
text to prove this icon’s status as a divinely revealed creation
and hence its high status on Lateran Basilica’s chancel, the
speaker touched upon several interesting points. To begin with,
he focused on Nicolas Maniacutia as one of the first art
historians; next, Oleg Voskoboynikov spoke concerning
Maniacutia’s attitude to the churchless public, and his criticism
of the medieval culture of the lower class (in particular, the role
of laughter).

Icon-paintings investigations also were touched on by Irina
Pugacheva («Meliore di Jacopo. Evolution of the Image of the
Mother of God in Tuscany in the 13th Century on the Example
of the Work of a Master») and Irina Golubeva («Rome or Florence?
The Attribution Problems of Hagiografic Fresco Cycle of Saint
Francis in Upper Church of San Francesco in Assisi in studies
of 21st Century»).

Enrico Pizzoli and Giulia Pollini from the Sapienza University
of Rome represented following papers: «Palermo in the I14th
Century: Between Latins and Catalans» and «At the Borders of the
~Regnum® of Naples. The Princes of Taranto Orsini del Balzo
in Soleto».

Anastasia Egorova (Lomonosov Moscow State University)
in her paper «The Wheel of Sevens Illustration and Its Connection
to The Medieval Sermon» inquired into the medieval miniatures,
analysed the transformation of the concept of «the Wheel
of sevens’ in the period in question. «The Wheel of sevens’ is
one of 12 miniatures of the Speculum theologiae collection.
Recently translated texts inside the miniatures helped
in understanding the mechanics of the illustrative table and
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explained its function. Investigating the element of this
miniature, the speaker explained the concept that «The Wheel
of seven’ has not only aesthetic value, but also had pragmatic
relevance as a tool to sharpen mnemonic techniques.

20™-Century and Contemporary Art

Ilia Pechenkin (Russian State University for the Humanities)
told about «Palladianism in the modernist era: Ivan Zholtowsky
and his singular route» in the «Architecture: Between Classicism
and Modernism’ subsection. The speaker told about Russian and
Soviet architect Ivan Zholtowsky which biography can be
observed as «the legend of Palladianism». He declared that
Zholtowsky’s Palladianism has three core aspects: the Palladio’s
heritage discovery, Palladio’s appropriation through the Italy
experience and Palladio’s appropriation through «Four Books on
Architecture’ translation.

Oksana Lysenko (State Russian Museum) presented the
research «Suprematist Frames of Nikolai Suetin: On authentic
frames of Russian Avant-Garde artists» in the «Avant-Garde:
Beyond the Picture’ subsection. She marked the «borderline’
state’ of picture frames in terms of researchers’ scientific
interests and declared that Russian avant-garde artists attached
great importance to picture frames — as well as their
predecessors had done. She used an example of Suetin, the
student and the follower of Malevich.

Ekaterina Grantseva (Institute of World History of Russian
Academy of Science) with her paper on «Nonconformist art of the
USSR and Spain: Parallels and differences» in the «Russia and the
West: Conventional Borders’ subsection revealed the parallels
between the USSR and Spain histories from the mid-1950s till
1970s. She observed it through nonconformist art (in particular,
with regard to the Spanish art of that period).

October, 4. The third day

On Tuesday at MSU there were following panels: «Art of the
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Ancient World», «Byzantine and Postbyzantine Art», «Early
Modern European Art». Two platforms of Tretyakov Gallery
hosted panels of «18"-Century Russian Art» and «20"-Century
and Contemporary Art». The last one was made up by three
of the following subsections: «Exhibitions and Curatorship:
Mechanisms of Representation» and «Contemporary Art:
Heading to the Horizon».

The panel «Art of the Ancient World» did not set limitations
on the geographic spread of the research, therefore the speakers
(it is worth noting, some of them had come from Great Britain,
Hungary, Germany, Greece and Italy) analysed the art
of Anatolia, Crete, Athens, Syracuse, Cyprus, Persia, Assyria,
Iran, etc. The panel of «Byzantine and Postbyzantine Art»
gathered research not only from Russia, but also from Greece,
Turkey and Israel. The panel on «Early Modern European Art»
opened with research on 17—18" century art, continued with
19* century art and ended with papers about Finnish Avant-
Garde. «18™-Century Russian Art» panel worked with research
relating to ballet and scenography, architecture, sculpture, and
portraits.

Byzantine and Postbyzantine Art

Afanasy Zoitakis (Lomonosov Moscow State University)
opened the panel with a paper on «Iconography of St. Cosmas
of Aetolia (1779—1962)», introducing the audience to the history
of the iconic image of the saint, who was just honored in the
20" century. He analysed the whole body of iconography of this
saint and reported that according to the series of some art
studies, some of this saint’s iconic images were created in his
lifetime. Starting from the year of his martyr’s death, the folk
esteem of Cosmas of Aetolia was centred around the
phenomenon of the orthodox martyr’s iconic images without
a specific canonical iconography being associated with him. It
was also observed that these icons had a wide geographical
spread (some of them have been found in Balkan Peninsula).
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Thus, they overcame state and religious borders.

Early Modern European Art

Elena Agratina (Moscow State Ballet Academy) in her paper
«Comte de Caylus. «The Great Antiquarian’ and New Perspectives
in the 18"-Century Art» focused on the personality of Count de
Caylus, proto-archaeologist, antiquarian and man of letters
while touching on the particular qualities of Classicism and age
of Enlightenment.

Yulia Zvezdina (Moscow Kremlin Museums) prepared the
paper «The «Vanitas’ of Edvard Collier and the Emblem Book
of George Wither». She revealed the meaning of symbols in the
still-life paintings and traced the transformation of Edvard
Collier’s style.

20™-Century and Contemporary Art

Elena Rymshina (The State Tretyakov Gallery) with her paper
on «Russian Poster of the Late 20" and Early 21° Centuries as
Artistic Laboratory in the Time of Change» told about the forming
problems of new visual language of contemporary art. She
mentioned and analysed the pieces of Igor Maistrovsky, Efim
Zwick, Lev Pomyansky, Vladimir Chaika and Andrei Logvin, and
Ostengruppe.

October, 5. The fourth day

On Friday, at MSU there were the following panels: «Art
of the Ancient World», «Russian Medieval Art», «Theory of Art»,
«Art. Space. Borders and Horizons». Two platforms of Tretyakov
Gallery contained the following panels: «19%-Century Russian
Art and the Academic Tradition» and «Challenges in Displaying
Modern and Contemporary Art Collections». The last one
continued on the next day until the end of the conference.

«Art of the Ancient World» concluded with papers about
sculpture. The presenters in the «Russian Medieval Art»
(including the later Russian Middle Ages) panel investigated
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various works of this of period art history. The panel «Theory
of art», which examined several methods and theoretical
insights into conventional «borders’, was divided into
4 subsections: «Borders and Landmarks», «Horizons and
Borders», «Media and Cancellation of the Borders» and
«Borderline Situation». The participants of this panel were from
Germany, the Czech Republic, Italy, Israel, Slovakia and Russia.
The panel «Art. Space. Borders and Horizons» was focused on an
analysis of the reflection of the concept of space in the art
of architecture, painting, and theatre (From Ancient Greece
to 2010 a.d.). The panel «19™-Century Russian Art and the
Academic Tradition» was centred on the specified Russian art
and academic painting. However the speakers also discussed the
native folk art, old-Russian furniture, and jewellery. The
«Challenges in Displaying Modern and Contemporary Art
Collections» panel covered the topics of contemporary issues
in art studies in the context of museology, curatorship, and
collecting. On the 5™ and 6™ of October, the discussion was
moderated by representatives of leading Russian museums and
several foreign countries, such as Austria, Japan, Spain, Czech
Republic, Great Britain, the Netherlands, France, Poland,
Bulgaria, Estonia and Germany.

Theory of Art

Irina Zakharchenko (Russian State University for the
Humanities) presented her paper «History of Art within the
Boundaries of the Visual Archive: Abi Warburg and André
Malraux» in the «Borders and Landmarks’ subsection. The
speaker presented the problem of conceptualization of art
history as a visual archive. She marked two artistic concepts as
opposite models in knowledge forming and art reception — the
Mnemosyne atlas of Abi Warburg and the Imaginary Museum
of André Malraux.

Nika Kochekovskaya (The National Research University
«Higher School of Economics») presented her paper «Baroque
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ornament as a problem of borderline and crossing borders: W.
Benjamin, G, Deleuze, F, Ankersmit» in the «Horizons and
Borders’ subsection. She told about the phenomenon of baroque
ornament that has the multilevel of border crossing using the
papers of notable researches Benjamin, Deleuzem and
Ankersmit.

Irina Portnova (Peoples’ Friendship University of Russia
(RUDN University)) told about «The Concept of Animalistic Image
in Russian and European art History. A Modern View on the
Problems of the Genre» in the «Borderline Situation’ subsection.
The speaker defined the main aspects of animalistic image as
visual and plastic phenomenon.

Art. Space. Borders and Horizons

Julia Klimenko (Moscow Architectural Institute (State
Academy)) told about «The Image of the Square in the Moscow
Urban Planning of the Epoch of Classicism: Between the Project
and Reality». The speaker mentioned first project planning
documents and the attempts to develop new squares system
that faced the local architectural authorities’ opposition. She
also payed specific attention to the meaning of the term
«square’ and its interpretation by different groups of people
from that time.

Ekaterina Borzova (State Russian Museum) in her «When the
Horizons of Creativity are Stronger that the Territorial Boundaries
(Late Drawings of S. Eisenstein) ” observed Eisenstein graphics as
the representative of the master’s inner world. She told about
his pieces and his main concepts concerning the whole world,
the originality and naturalness under the total control
conditions, the essence that had derived from his
reconsideration of Western trends.

Nina Kuteynikova (Saint Petersburg Academy of Arts)
presented her paper on «Contemporary St. Petersburg Religious
Art. Tendencies and Problems of Development». She told about the
problems of contemporary religious art development and
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concluded that the religious art condition in Saint Petersburg
and Russia generally determined the beginning of the 21%
century as the new era in the Orthodox culture development.

Special mention: posters presentation

When it comes to the specific of posters presentation
section, we can obviously say that they do not receive as much
attention and interest of wider audience as the usual
presentation does. Nevertheless, these posters being presented
are a great addition if speakers have a huge amount of material
to elucidate and/or not enough time to make a decent report.

There were many posters presentations concentrated on
different themes and problems at the conference.

The poster of Oksana Tjupanova and Tatiana Verizhnikova
(Saint Petersburg Academy of Arts) titled «Pieter Saenredam and
Giorgio De Chirico: the Spatial-Temporal Enigma in Painting of the
17" and 20" Centuries» was devoted to the problem of time and
space in the mentioned artists’ oeuvre.

Using the detailed data and many artworks’ copies authors
declared that Pieter Saenredan, 17t century Dutch painter and
engraver, and Giorgio De Chirico, 20th century Italian painter,
both tried to depict time and space in different centuries when
«the realistic approach has turned to a symbol while in lack
of possibilities». Both of them fixed the spirit of time using
certain architectural compositions. The authors concluded that
artists had used similar techniques trying to achieve an absolute
traditions rethinking, and, therefore, De Chirico’s oeuvre could
be observes as a logical continuation of Saenredam’s spatial-
temporal ideas. Similar attempts in which they both tried to find
multiple methods of artistic expression and same historical and
cultural circumstances they had been put in certified the
«common issue of the research’.

The poster of Viadimir Kolosov (State Hermitage Museum)
titled «Traditions and Innovations in Ancient Greek Architecture.
The Experience of Statistical Method Application» has illustrated
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the similarities and the differences of the Doric order buildings
placed in different Mediterranean regions. The poster had huge
amount of data, histograms, and charts. The method the author
had used is the Principal components analysis.

The poster of Polina Trusova (The State Hermitage Museum)
titled «Tradition and Perspective of Ingres’s Art in the Theory and
Practice of Maurice Denis in the Early 20™ Century» was devoted
to the problem of understanding and reconsideration the
Ingres’s oeuvre in Denis’s pieces. The poster had many images
of art works.

The art of Jean Auguste Dominique Ingres, French academic
art painter of the 19™ century, could be found in artistic and
theoretical works of French painter Maurice Denis. The author
aimed to form Denis’s views on Ingres’s art in the context
of «social political attitude’ of Denis. The great influence on
Denis and his colleagues were in «the role on Ingers’s line, the
composition coherence, classic guidelines, the necessity
to observe nature closely, the shape deformation, and free views
on anatomy concepts to perform the most expressive
individuality’. Even though at first Denis saw academic rules as
a solution for contemporary era, the breaking between him and
French avant-garde artists had come. Denis did not want
to interpret Ingres’s oeuvre as part of the new era, and he
remained to think about Ingres as he used to do before, what
made a great sense considering his religious and conservative
right-wing social and political views.

Conclusion

On the 6™ of October the results of the conference were
summarized. During conference’s work, more than three
hundred papers were presented. The speakers and guests of the
conference arrived from more than twenty countries.
In conclusion, it is worth noting that the organisation of the
conference allowed it to run smoothly. The process
of qualitative preparatory selection of papers, the competent
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structure of the panels, well-shaped papers and strict time
limits were yet more proof the high status of this event. The
intense plenary session and fourteen interesting panels,
successfully held during the conference, became the mark
of breadth of cultural horizons, which are essential for the
concretization and the aggregation of world knowledge.
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Bubnuomexka ¢unocogckozo pakynemema MI'Y: Ha noakax cmei-
Jaxa — u30aHus, UHUYUUPOBaHHsle Kagedpoli scmemuKu 6 pas-
Hole 200bl, HA cmonuke — nepasle déa Homepa AU: mpaduuus npo-
dosmrcaemcs. Ipezenmayus é Gubauomexe Obl1a 0eKOPUPOBAHA
sHcussimu posamu / On the bookshelves there are editions initiated
by Department of Aesthetics at Faculty of Philosophy, Lomonosov
Moscow State Iniversity in different years, on the table — the first
two issues of AU: the tradition goes on. Presentation at library was
decorated with living roses.
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Enena Pomarosa (Poccutickast Akademus xy0oxecma), uieH pe-
daxkyuoHHoli kosnezuu AU ¢ Hawumu Homepamu / Elena Romanova
(Russian Academy of Arts), the member of the Editorial Board, with

AU issues
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Ilpesenmayus HauuHaemcs / Presentation is starting
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Cneea Hanpago: B. B. MupoHo8 — dekaH ¢usocogckozo paxkynsb-
mema MI'Y., A.Il.Ko3bipes — 3amecmumesib 0eKaAHA N0 HAYUHOLI
pabome, C.A.J3uxesuu — 2naesmwiii pedakmop AU, E.A.Koudpa-
moes — u.0.3asedyoujezo kagedpoti acmemuxe, 3amecmumens
2nasrozo pedakmopa AU / Right to the left: Vladimir V. Mironov —
Dean, Faculty of Philosophy, Lomonosov Moscow State Unoversity,
Alexey P. Kozyrev — Vice Dean for Scholarly Affairs, Sergey A.
Dzikevich — AU Editor-in-Chief, Evgeniy A. Kondratyev —
Executing Head, Department of Aesthetics, AU Deputy Editor-in-
Chief
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IIpusemcmeenHtoe cno8o dekaxa B.B.MupoHoea HO80OMY #ypHAany /
The Dean Vladimir V. Mironov’s greeting speech to the new journal
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AU ydensiem MH020 8HUMAHUS NPOOIEMAM UCKYCCMBd, NOIMOMY
npe3eHmayus #ypHaid 3aKOHYUNACh 8 XYyOOXeCMEeHH Ol 2anepee
Cogito: enaemslii pedakmop 06pamu BHUMAHUE HA CIOXCHOCMU
0ydyweti pabomel #ypHAIa No aHaiozuu ¢ Kpacomot 3moti xene3-
Holi po3sl (paboma JIvsa ITanuerko) / AU devotes great attention
to problems of art so presentation finished at Cogito Art Gallery:
the Editor-in-Chief pointed at the beauty of this iron rose
(contemporary sculpture by Lev Panchenko as analogy of the
journal future work
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