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PEOAKUMOHHAA CTATbA

YBakaeMble umMTaTen !

MbI pajbl MpeacTaBUTh BaM OYEPeIHON HOMEp Hallero
SKYpHaJla C ero TPaAguMLMOHHBIMM PyOpUKaMu, B KOTOPbIE MbI
MOCTapaMCh BKJIIOUUTb MaTepuasbl, 3aKJiouampinue B cebe
MPUHIIUIIMAIBHO HOBBIE€ ACIIEKThI 3CTETUYECKUX MCCIeI0Ba-
HUI MM MaTepuasibl, TPAKTYIOI[ME TIPUBBIUHbBIE NIJIST 3CTETH-
YeCKOT0 MBIIJIEHUS TTPo6IeMbl C HOBOW CTOPOHBI. Pemaxiinst
B CWJIy HEKOTOPBIX ITpo6ieM Oblja BBIHYXKIEHA CIOelaTh 3TOT
HOMEp CABOEHHBIM, XOTSI B Ja/JbHeIIeM Mbl HaMepeHbI CO-
6/1101aTh IMTPUBBIYHBIN PESKMM UETHIPEX BBITYCKOB B TOfI,.

Oco6biM 06pa3oM MbI XOTenu Obl MPUBJIEYb BHUMaHUE
KOJJIET K TOMY, UTO HauMHas C 3TOr0 HOMepa, Halll KypHa
BKJTIOUAeTCsl B paboTy M0 MyOaMKaLM MCCAeA0BaHNii, ITPOBe-
IeHHBIX B paMKax opraHun3oBaHHOM B 2020 rogy B MI'Y umenu
M.B.JlomoHocoBa crneuuanbHoii TemaTuueckoi IIkonbr «Co-
XpaHmeHue MUpo8020 KYJbMYPHO-UCMOPUUECKO20 HACAedus»
(https://philos.msu.ru/science/science_school/oss_2). IIpurna-
IIaeM BCeX McCcaemoBaTesieii, paboTalIIMx B 3TO 006IacTH,
MIPUCHUIATh CTATbM CO CIIELMAJbHOV ITOMETKOV Ha3BaHUS
[ITkOJTBI B CHOCKE TI0C/IE Ha3BaHMUSI CTAThN.

Kak 1 mpexme, Mbl KIE€M Ballli OPUTMHAJIbHbIE TEKCThI
1o agpecy aestheticauniversalis@gmail.com

XKemnat Bam Bcero Haujayumiero,

C.A./I3ukeeuu,
2nasHulli pedakmop AU
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EDITORIAL

Dear readers,

We are glad to present you the next issue of our journal
with its traditional headings, in which we have tried to include
materials that contain fundamentally new aspects of aesthetic
investigations or materials that interpret the problems
familiar to aesthetic thinking but seen from a new pint
of view. The editorial board, due to some problems, was forced
to make this issue double, although in the future we intend
to maintain the usual schedule of four issues a year.

In a special way, we would like to stress attention of our
colleagues at the fact that, starting from this issue, our journal
joins the work on the publication of researches carried out
within the framework of the special thematic School
«Preservation of the World Cultural and Historical Heritage»
(https://philos.msu.ru/science/science_school/oss_2)
established at Lomonosov Moscow State University. All
researchers working in this area are invited to send articles
with a special footnote mentioning the name of the School
after the title of the paper.

As ever, we are expecting for your papers on the editorial
address aestheticauniversalis@gmail.com

I wish you the best,

Sergey Dzikevich,
AU Editor-in Chief

Vol. 3—4 (11-12). 2020 5






NAMATU BNAOVMUPA
MNUPOHOBA / IN MEMORY
OF VLADIMIR MIRONOV






IIpogpeccop B. B. Muporos /Professor V.V. Mironov 1953 — 2020

JKypHan Aesthetica Universalis («BceoOuiasi 3cTeTMKa»)
C TYOOKMM CO’Ka/IeHMeM BBIHYXXIEeH MH(OPMUPOBATh 3C-
TeTUYecKoe coo0mecTBo 0 ToM, uyTo 20 okTsaops 2020 ro-
Ja CKoHYayicss AekaH ¢wmiocodckoro daxkynbrera MIY
umeHu M.B.JlomoHOcOBa, 4jieH-KoppecnoHaeHT Poccuii-
CKOJV akajeMum Hayk, nmpodeccop Biragumup BacuiabeBuu
MwupoHoOB.

IIpocdeccop B. B. MUpOHOB ObLI IIMPOKO M3BECTEH
KaK CIHeIMaJMuCT B 00JIaCTM OHTOJOrMM U MeTadu3UKu,
a Takke YHMBEPCAJIbHO 3PYAVPOBAHHBIN TEOPETUK U Op-
ranusatop ¢pmiaocodckoro oopasosanmusa. Kak gekan ¢pu-
nocodckoro cdakyaprera MI'Y mmenu M.B.JlomoHOCOBa
Baagumup BacunbeBuu MHMPOHOB OKasajl HEOIEHVMYVIO
NoAJEepP;KKY MHOTMM HAy4YHBIM IIPOEKTaM B OOJIacTM 3C-
TeTUKM U, B TOM 4YKUCIe, B OCHOBAHUU IKypHa-
na Aesthetica Universalis («<BceoG1iast 3cTeTUKa»).

Aesthetica Universalis with great regrets must inform

the aesthetic community on October 20, 2020, the Dean
of the Faculty of Philosophy at Lomonosov Moscow State

Vol. 3—4 (11-12). 2020 9



University, Corresponding Member of the Russian
Academy of Sciences, Professor Vladimir Vasilyevich
Mironov, died.

Professor V.V. Mironov was widely known as
a specialist in the fields of ontology and metaphysics, as
well as a universally erudite theorist and organizer
of philosophical education. As the Dean of the Faculty
of Philosophy of Lomonosov Moscow State University,
Vladimir Vasilievich Mironov provided invaluable support
to many scientific projects in the field of aesthetics,
including the founding of the journal Aesthetica
Universalis.

MexcdyHapoOHstli pedakyuoHHbili cosem u pedaKyuoHHAs KOJL1e2ust

HYpHANa
International Editorial Council and Editorial Board of the journal
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X OBCAHHUKOBCKAS
MEXIYHAPOLHAS
SCTETUYECKAS
KOH®EPEHLMS (OM3K X) /
X OVSIANNIKOV
INTERNATIONAL AESTHETIC
CONFERENCE (OIAC X)






IIpogeccop M.®. OscsnHukos / Professor M.F. Ovsiannikov

JCTETUYECKUE UCCIEJOBAHNS ITOCTCOBPEMEH-
HbIX COLMO-KVJIBTYPHBIX ITPOLIECCOB: ITPOBJIEMbI
N ITAPAJIUT'MbI

X OBCSAHHUKOBCKAA MEXXKIYHAPOIHAS 3CTETUYECKAS KOH-
OEPEHLIVA
(OM3K X)
MOCKOBCKWI T'OCYJIAPCTBEHHEIM YHUBEPCUTET IMEHU
M.B.JIOMOHOCOBA
®unocodckuit hakynbTeT
Kadenpa scTeTuku
22 — 23.11.2021
HABOP CTATEH

[TosmHelimmii mepuon, HOBEJIIel MCTOPUM OXapaKTepu-
30BaJICA MpolleccaMy, OOHAPYKMBAIOIIMMM TIPU3HAKU TeX
COLIMO-KY/IBTYPHBIX TpaHcopmainuit, KOTOpble IONYyUMIN
B MCTOpPUYECKON Kiaccudukamum crenuduueckoe Ha3BaHMe
«nepexooHas 3noxa». VIcTopusi eBpomneicKoii KyJbTypbl MOPO-
Iuia OBe KPYMHBIX IMEePEeXOAHBbIX 3IMO0XM, Ha OCHOBAHUM KO-
TOPBIX U CHOPMUPOBAIOCH ITO TOHSITHE: Tepexof, OT AH-
TUYHOCTU K CpenHeBeKoBbIO U OT CpenHeBeKOBbsI K HoBOMY
BpeMeHU. AJlbTepHaTUBHbBIE (POpMbl HU3HU U POpMbl MbluLle-
Hus (TepMuH V. Xeit3MHTY), BOSHUKAIOWIME CUHXPOHHO U na-
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pannienvHo Ae3VHTerpalyuy MPeXHUX — BOT UTO COCTABIISIET
OCHOBY KyJIbTYPHOI OMHAMMUKM TPAH3UTUBHBIX 3I0X. TO, UYTO
MOMYYMUIO TIpeBapuUTeIbHOE HAaMMEHOBAaHME «COCTOSIHUE
noctmomepHa» (TepmuH @. JImorapa), a 3aTeM U HEKOTOpbIe
YTOUHUTEbHbIE XPOHOJIOTMUYECKMEe KOHIIeNTya/lbHbie 000-
3HaueHus1, OOHApyXMBaeT TEeHIEHIMM BBUIUTHCS B IIOJHO-
dbopMaTHYIO TEepPEeXOAHYI0 SII0XY, aHAJIOTMYHYIO M0 TTyOuHe
MPOLIECCOB HAa3BaHHBIM IpPeAIIECTBYIOMM OBYyM. Eciu aro
OKa)XeTCsl CIIpaBeAjIMBbIM, TO Mbl HAXOAMMCS B CaMOM Haua-
Jle 5TUX TPAaH3UTMBHBIX IIPOLIECCOB, @ HEe B MX 3aBepllalo-
mux ¢asax, Kak 3TO IpexrionarajM aBTOPbl HEKOTOPbIX
M3 YKa3aHHBbIX YTOYHSIOLMX MapKUPYIOUIMX KOHLENTOB. Op-
ranm3atopbl OMOK X mpepjiaraloT B3IVISIHYTh Ha 3CTeTHUYe-
CKMe SIBJIeHUS TeKyllell TPaH3UTUBHOM 3IOXM C TOYKU 3pe-
HUSI 0OLIEMCTOPUUECKOI CUCTEMbI KOOPIMHAT.

Hacrosias KoHdepeHIMsI, KaK MpeanoiaraeTcs, O0CyIuT 3a-
SIBJIGHHYIO 3CTETMYECKYIO ITP06IeMaTUKy TPAaH3UTUBHBIX CO-
IMO-KYJIBTYPHBIX IPOLIECCOB B paMKax CJIeAyIOIUX TeMaTnue-
CKUX pa3jgeiioB:

1. CraHOB/IeHMEe HOBBIX (JOPM 3CTETUUECKOI AEITETbHOCTH.

2. CTaHOB/IeHVE HOBBIX (JOPM 3CTETHMUYECKOTO MBIIUIEHMSI.

3. IUCro3UIIMOHHbIE XapaKTEePUCTUKHU IIOCTCOBPEMEHHOI0
Cy0'BEKTa 3CTETUYECKOTO BOCTIPUSATHS.

4. I'moxkanusanysi HOCTCOBPEMEHHOVI cpebl Ye/I0BeYeCKOro Cy-
1IeCTBOBaHMSI.

5. ITocTcoBpeMeHHbIE MeAUa 3CTETUIECKOI T KOMMYHUKALIVN.
Ms1 npocuMm Bac nmpuciiaTs CBOIO CTaThIO € IIOTHBIM VIMEHeM,
yKasaHueM Baieit akageMuuecKoil Wi Apyroii npo@uibHO
npodeccoHATBbHO MO3ULMY, TEMbI COOOIIEHNsI, AaGCTPAKTOM,
KJIIOUEBBIMM (JIOBaMM, CCbUIKAMM IOC/Ie OCHOBHOTO TeKCTa,
Book Antiqua, 12, narepBai 1. Ball TEKCT Ha pPyCCKOM SI3bIKE
JOJDKEH MMeTb IOJIHbIN NepeBOoJ, Ha aHIVIMVICKUI SI3BIK C Te-
MU Ke mapamerpamu. 061t 06beM 06eux Bepcuii — He Goiree
15 cTpanuu.

IToxkanyiicTa, mepen MMeHeM BCTaBbTe Yepe3 KONMMpPOBaHMe HO-
Mep U TeMy CeKIIMOHHOJ JVICKYCCUM.

Kpaitamii cpox BeIicbUIKM — 1 mast 2021 1.
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B TemaTnueckoii cTpoke nucbMa yKakute «OMOIK X».
Mb1 gagum Bam otBert 1o 1 uions 2021 r.
Coopuuk crateit OMIK X GyaeT onmyo/JMKOBaH 0 Hayaaa KOH-
depeHnuy B Buje cenaJIbHOTO BBITYCKa JKypHaia Aesthetica
Universalis (Bceo6iast acTeTnka).
IIpuce1aiiTe CBOM CTaThy ¥ 3aJaBaiiTe JIIOObIe BOIPOCHI, CBSI-
3aHHbIe ¢ HaMmepeHueM yyacTBoBaTh B OMD3K X no agpecy Opr-
Komurera aesthesis@philos.msu.ru
C HauyywWuMu NOMEeAaHUIMU OM UMEHU
Opexkomumema,
I3ukeeuu Cepezeii Anamonvesuu,
doyenm Kagpedpsl scmemuku Guaiocopckozo
@axynemema MI'Y umenu M.B.JlomoHocosa,
3amecmumens 3agedyrouiezo Kageopoii
no HayuHoti pabome,
conpedcedamens U UCNOJIHUMEJIbHBLLL CeKpemapb
Opzkomumema OMBK X

AESTHETIC STUDIES OF POST-MODERN SOCIO-
CULTURAL PROCESSES: PROBLEMS AND PARADIGMS

X OVSIANNIKOV INTERNATIONAL AESTHETIC CONFERENCE
(OIAC X)

LOMONOSOV MOSCOW STATE UNIVERSITY
Faculty of Philosophy
Department of Aesthetics

22 — 23.11.2021
CALL FOR PAPERS

The later period of modern history was characterized
with processes that reveal signs of those socio-cultural
transformations that have received the specific name
«transitional era» in the historical classification. The history
of European culture gave rise to two major transitional eras,
on the basis of which this concept was formed: the transition
from Antiquity to the Middle Ages and from the Middle Ages

Vol. 3—4 (11-12). 2020 15



to the New Time. Alternative forms of life and forms
of thinking (the terms of J.Huizinga), arising synchronously
and parallelly to the disintegration of the previous ones —
this is what constitutes the basis of the cultural dynamics
of transitive eras. What was tentatively named «the
postmodern state» (the term of F.Lyotard), and then some
clarifying chronological conceptual designations, reveals
a tendency to spill over into a full-format transitional era,
similar in depth to the processes mentioned in the previous
two. If this turns out to be true, then we are at the very
beginning of these transitive processes, not in their final
phases, as the authors of some of the specified specifying
marking concepts assumed. The organizers of OIAC X offer
to look at the aesthetic phenomena of the current transitive
era from the point of view of the general historical
coordinate system.

This conference is supposed to discuss the stated aesthetic
problems of transitive socio-cultural processes within the
following thematic sections:

1. Becoming of new forms of aesthetic activity.

2. Becoming of new forms of aesthetic thinking.

3. Dispositional features of the postmodern subject of aesthetic
perception.

4. Glocalization of the postmodern human environment.

5. Post-modern media of aesthetic communication.

We kindly ask you to send us your paper with your full name,
the name of your academic position, the title of your
presentation, abstract, key words, references after the main
text, Book Antiqua, 12, interval 1. Your English text must
have full Russian translation with the same parameters. The
total volume of the two versions must be no more than

15 pages.

Please, before the name paste the number and the theme of the
panel discussion you have chosen.

The deadline is May, 1, 2021.

Mark the theme of your letter «OIAC X».

We’ll answer on acceptation to June, 1, 2021.

16 Aesthetica Universalis



The book of OIAC X proceedings will be published as the special
issue of Aesthetica Universalis theoretical quarterly until
November, 22, 2021.
Don’t hesitate to write me to ask your questions on all aspects
of your participation and send your papers to the address of the
Organizing Committee aesthesis@philos.msu.ru
With the best wishes,
Sergey Dzikevich,
OIAC X Organizing Committee
Co-chairman and Executive Secretary,
Associate Professor of the Department
of Aesthetics
at Faculty of Philosophy
Lomonosov Moscow State University,
Vice-head of the Department for scholarly affairs

Vol. 3—4 (11-12). 2020 17






TEOPUA / THEORY






VIOLA HILDEBRAND-SCHAT?

VER- UND ENTWURZELUNG, METAPHERN
VON PERMANENZ UND TRANSITORISCHEM

ZU STRATEGIEN DER GEDENKFUNKTION VON KUNST

Abstrakt

Diese Publikation widmet sich den Problemen, ulturelles und
historisches Gedachtnis mittels zeitgendssischer Kunst
auszudriicken. Der Autor analysiert im Detail Aspekte der
Moglichkeiten der kiinstlerischen Kommunikation zur Schaffung
reichhaltiger Botschaften mit solchen Inhalten, die in der Lage sind,
auf die schmerzhaften Herausforderungen zu reagieren, die sich
sowohl aus den traumatischen Prozessen der historischen
Vergangenheit als auch aus den Beziehungen ergeben, die sich
derzeit bilden.

Stichworte

Erinnerung, Nacherinnerung, zeitgendssische Kunst, soziales
Trauma, stadtische Umgebung, interkulturelle Themen.

Sicher steht es aufler Frage, dass Kunst in vielfacher
Hinsicht dem Gedenken dient und in dieser Funktion auch
gezielt eingesetzt wird. Zu denken ist hier nicht allein an
Denk- und Mahnmailer, sondern ebenso an all die

'Dr. Viola Hildebrand-Schat ist Spezialistin fiir Kunst- und
Literaturwissenschaft. Sie ist Lektorin der Goete-Universitat in Frankfurt am
Main und der Moskauer Lomonosow-Universitat. Thre
Forschungsschwerpunkte sind die Korrelationen zwischen Text und Bild,
insbesondere die kiinstlerische Inspektion des Buches. Fiir weitere
Informationen: www.hdschat.de.
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Gegenstdande, die als Souvenirs von Reisen heimgebracht
werden und durch ihre Form oder Technik an alte
Handwerkstradition, Gebrdauche und fremde Kultur erinnern
sollen. Dem Gedenken dienen auch ganze Ausstellungen,
insbesondere wenn sie retrospektiv nach dem Tode eines
Kiinstlers, in Verbindung mit Jahrestagen oder besonderen
Ereignissen ausgerichtet werden. Doch auch losgelost von
solchen spezifischen Zusammenhidngen wird Erinnerung
immer wieder Gegenstand von Kunst. Der Zusammenhang von
Kunst und Erinnerung ermisst sich u. a. aus der Fiille zur
Kunst, die im Zuge der Gedenkkultur entsteht. Ein nicht
geringer Teil steht in unmittelbarem Zusammenhang zum
Holocaust, so dass nur exemplarisch einige der jiingsten Titel
genannt sein sollen.!

Erinnerung als Thema der Kunst, Kunst als Reflexionsform
und die Fiille der daraus hervorgehenden Strategien und
Methoden sind nicht neu, weil sie fiir das Kunstschaffen
ebenso wie die -werke grundlegend sind. So hat Kunst von je
her dazu gedient, Situationen oder Personen im Bild zu
fixieren, um sie fiir die Zukunft im Gedichtnis lebendig zu
halten. Gleichzeitig ist Kunstschaffen nur moglich, weil ein
Erinnern an Wahrgenommenes, Gesehenes und Erlebtes
moglich ist und so zum Gegenstand der Bildaussage werden
kann. So sind Strategien des Erinnerns als Basis kiinstlerischer
Aussage uneingeschrinkt nach wie vor aktuell. Das beweist
die Kunst der 1970er Jahre, die mit der Aufarbeitung von Krieg

! Baer, A., Sznaider, N. The Memory and Forgetting in the Post-Holocaust
Era: The Ethics Of Never Again, London And New York: Routledge, 2017;
Seymour, D.M., Camino, M. (Ed.): The Holocaust in The Twenty-First
Century: Contesting/Contested Memories, New York; London: Routledge,
2017; Aarons, V. (Ed.): Third-Generation Holocaust Narratives: Memory
in Memoir and Fiction, Lanham: Lexington Books, 2016; Fehr, M. Kunst Als
BewufStsein Von Geschichte. Sigrid Sigurdssons «Vor Der Stille» // Ders.,
Barbara Schellenwald (Hg.): Sigrid Sigurdsson. Vor Der Stille. Ein Kollektives
Gedichtnis: Koln, 1995.
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und Nationalsozialismus begann, ebenso wie das
Kunstschaffen der nachfolgenden Generation, die ausgehend
von der Ubermittlung der Erinnerung sich noch wiederum der
Thematik zuwendet, dies aber gleichsam um die Dimension
der eigenen Reflexion erweitert, weil sie das eigene Erleben
der Erinnerns der Elterngeneration einbeziehen.! Erinnern
und Erinnerung erweist sich also als hochst vielschichtig, weil
der Riickgriff auf Vergangenes immer zugleich auch auf die
Zukunft hinfiihrt, fiir die die Vergangene aufbereitet und
prasent gehalten wird. Die hochst unterschiedlichen Weisen,
mit der Vergangenheit umzugehen, bedingt auch die
Unterschiedlichkeit der Werke, die im Zuge von Gedenkkultur
entstehen. Nicht nur prdgen sich hier unterschiedliche Stile
aus, sondern ebenso die einzelnen Kiinstlerindividuen, die ihr
je eigene Vergangenheit haben, die von familidre und
nationale Herkunft, einer damit verbundenen Geschichte und
Sozialisierung verkniipft ist. Eben diese wiederum pragt auch
die Wahrnehmung, die sich aus dem personlichen Erleben
heraus unterschiedlich gestaltet.

Verband sich die Erinnerungsfunktion in den letzten
Jahrzehnten des 20. Jahrhunderts in Westeuropa iiberwiegend
mit dem Zweiten Weltkrieg, dem Nationalsozialismus und

! Die mit den 1970er Jahren aufkommende Neue Figuration, vertreten u.
a. durch Kiinstler wie Anselm Kiefer, Georg Baselitz, Markus Liipertz,
Gerhard Richter, Sigmar Polke und die als Neue Wilde bezeichnete
Berliner Gruppe um Jorg Immendorff, Helmut Middendorff, Bernd Zimmer,
Rainer Fetting, Bernhard Koberling, Salomé, stellt vor dem Hintergrund
des wirtschaftlichen Aufschwungs gezielt die Frage mnach den
Geschehnissen der jlingeren Vergangenheit, was sich vor allem in der
Themenstellung der Arbeiten bis in die 1990er Jahre hinein niederschldgt.
Erinnerung, auch in Verbindung mit dem Holocaust, ist auch zentrales
Thema der Arbeiten von Christian Boltanski. Die Auseinandersetzung mit
der Vergangenheit ist aber ebenso Thema einer jlingeren Generation, fiir
die u. a. William Kentridge, Kara Walker und Shirin Neshat zu nennen
sind.
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dem Holocaust, treten in jiingerer Zeit die an
Migrationsbewegungen und den damit verbundenen
Erfahrungen von Heimatverlust und Fremde hinzu.
Nationalsozialismus und Holocaust werden insbesondere von
einer Generation von Kiinstlern thematisiert, die, weil in den
1930er und 1940er Jahren geboren, diese Zeit mit eigenen
Erinnerungen verbindet oder aber unmittelbar durch die
Elterngeneration damit verbunden ist, wiahrend die
Auseinandersetzung mit den verschiedenen Formen von
Migration und Alteritdt eine um 10 und 20 Jahre jiingere
Generation beriihrt, sich aber bis in die Gegenwart fortsetzt,
nicht zuletzt angestofSfen durch Verdnderungen, die
Globalisierung und weitere Kriege mit sich bringen.! So
unterschiedlich die historischen Ereignisse sind, wird die
Auseinandersetzung mit ihnen aber in jedem Fall von
Erinnerung mitbestimmt. Die transferierte Erinnerung, die
insbesondere das unmittelbare Erleben bestimmt, hat
Marianne Hirsch als Post-Memory bezeichnet. Post-Memory
bzw. auch Re-Memory wird ausgelost durch eine durch
Narration und Bilder vermittelte Erinnerung.? Post-Memory
hat Hirsch eindriicklich am Beispiel der durch den Holocaust
aus ihren Heimatlindern Vertriebenen beschrieben. Sie legt
dar, wie fiir die Betroffenen die auf immer verlorene Heimat

1 Als monumentale Erscheinungen treten vor allem das Steelenfeld
in Berlin von Peter Eisenmann und der Neubau des jlidischen Museums,
ebenfalls in Berlin, hervor. Zu nennen sind weiterhin die unterirdische
Bibliothek von Micha Ullmann (Bebelplatz/Opernplatz in Berlin),
1994/95 wie auch das vor dem Jiidischen Museum am Judenplatz in Wien
aufgestellte Holocaust Memorial von Rachel Whiteread, das in einem
Negativabguss der Bibliothek des jiidischen Museum besteht.

% Hirsch, M. Past Lives: Postmemories in Exil // Poetics Today. Vol. 17. No. 4;
Creativity and Exile: European/American Perspectives II. Winter 1996. S.
659—686. Vgl. auch Vgl. Young, J.E. Nach-Bilder des Holocaust, in: After
Images. Kunst als soziales Gedédchtnis, Neues Museum Weserburg Bremen
2004. S. 25—32.
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weiterhin in der Erinnerung erhalten bleibt, und auch dann
noch weiterexistiert, wenn die erinnerten Orte selbst
tiberhaupt nicht mehr auffindbar sind. Selbst im Falle sie
faktisch noch bestehen, haben sie sich doch so verdndert, das
sie sich nicht mehr mit der Erinnerung in Einklang bringen
lassen. Post-Memory ist im Gegensatz zur Erinnerung von
einem tastenden Suchen, von Versuchen der imagindren
Rekonstruktion gepragt, die nicht von Gegebenheiten,
sondern nur deren Abbilder geleitet wird. So bleiben die in der
Erinnerung evozierten Bilder unscharf und entsprechen
niemals den tatsdchlichen Gegebenheiten. Eine besondere
Rolle nehmen in diesem Zusammenhang Fotografien aus der
Vergangenheit ein, da sie der Vermittlung zwischen
denjenigen dienen, die das auf den Bildern erfasste tatsdachlich
noch erlebt haben, und denjenigen, die gidnzlich auf das
Erzdhlen und Zeigen der Bilder angewiesen sind, weil sie die
abgebildeten Szenen nicht anders als von den Bildern kennen.
Dafiir ist es nicht einmal von Belang, ob es sich um
individuelle  Bilder oder allgemeine, beispielsweise
Postkartenansichten, handelt, da es nicht um ein
individualisiertes, sondern ein allgemeines, generalisiertes
geht. Die Fotografien fungieren dabei gleichermafien als
indexikalische Spur wie auch materielle Verbindung zwischen
Vergangenheit und Gegenwart, sie vermitteln zwischen dem
unmittelbaren Erinnern und dem indirekten, nur durch
Vermittlung aufgerufenen Erinnern, der Post-Memory. Auch
Harald Welzer hat wiederholt darauf hingewiesen, dass
allgemein Erinnern niemals gleichzusetzen ist mit dem
Vergegenwirtigen und Objektivieren von vergangenen
Ereignisse, da es immer auch eine die gegenwartiger
Bewusstseinslage und aktuelle Gegebenheiten
miteinbezieht.!

! Welzer, H. Das kommunikative Geddchtnis. Eine Theorie der Erinnerung.
Miinchen, 2002.
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Fiir die kiinstlerische Auseinandersetzung mit der
Vergangenheit bedeutet das, dass auch wenn die Geschehene
selbst unverdnderlich sind, doch ihre Darstellung durch das
Kiinstlerindividuum, unabhdngig von dessen personlichem
Stil, durch die Erinnerung tiiberformt wird, und da diese
Erinnerung je nach Gruppen, Zeitpunkt, Ort und Kontext
einen andere sein wird, wird es auch bei gleichen
Referenzbeziigen, zu unterschiedlichen Ausdrucksformen
kommen.

So sehr sich auch die politischen Hintergriinde
unterscheiden, die wie im Nationalsozialismus Deportation
bedingen oder wie in den Kriegen in Syrien oder Afrika zur
Flucht fiihren, verbindet die unterschiedlichen Schicksale die
Erfahrung mit Entwurzelung. Das Zuriicklassen des Vertrauten
und die Begegnung fiihren zu Erfahrungen von Fremdheit und
Heimatlosigkeit. Sie sind das unabdingbare Schicksal der
ungewollten, erzwungenen Reise, die Deportation, Flucht oder
Emigration bedingen. Und sie stehen dem Vertrauten der
Heimat, einem Gefiihl von Geborgensein in der Familie, der
Sippe und der eigenen Kultur entgegen. In diesem
Zusammenhang spielen Boden und Erde eine besondere Rolle.
Vor diesem Hintergrund enthalten Erde, Erdboden in der Kunst
und erdgebundene Manifestationen, wie sie sich u. a.
in einigen Arbeiten von Lois Weinberger und Hans Haacke
zeigen, eine bedeutungstrichtige Aussage. Allein sprachlich
manifestiert sie sich in Redewendungen, das «Ergreifen der
Scholle» bedeutet Landbesitznahme, Ausdriicken wie
«Muttererde»  oder  «Mutterboden»,  «Bodenhaftung»,
«erdverbunden», «Erdung», verweisen in der einen oder
anderen Weise auf eine tiefe Verbundenheit mit dem Erdboden.
Jacob Grimm widmet in seiner Deutschen Mythologie im Kapitel
zu den Elementen der Erde eine ausfiihrliche Darstellung,
in der er den Stellenwert der Erde als heilige Substanz darlegt.
Sie ist das ndhrende, das kraftspende Element, aus dem Baume
und Friichte erwachsen, und in das sie, wie alles Irdische ,zur
Erde zerfallen» wieder zuriickkehren.!
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Der Verwurzelung in der Erde geradezu kontrdr entgegen
steht das Motiv der Reise, als deren Dreh- und Angelpunkt der
Bahnhof gelten kann. Der Bahnhof eignet er sich als Metapher
des Transitorischen, das sich weder mit einem Hier noch Dort
verbindet, und in der immer auch in Erwartung des
Unbekannten ein Moment der Ungewissheit mitschwingt.
Gerade im Gedenken an Deportationsziige, die mit Ende der
1930er Jahre aus Bahnhofe vieler Stadten Deutschlands gen
Osten fuhren, wird der Bahnhof als Ort kiinstlerischer
Intervention genutzt, so in einer Arbeit von Shimon Attie,
aber auch einer von Lois Weinberger, um nur zwei Beispiele zu
erwdahnen. Erde als Material, Bahnhof als Ort als Mittel
kiinstlerischen Arbeitens im Zusammenhang von Gedenken
sind nur zwei Aspekte unter vielen, von denen aus die Frage
gestellt werden kann, inwiefern Kunst den Geschehnissen der
Vergangenheit entsprechen kann.

Erde als Metapher fiir Ortsverbundenheit

Erde als naturgebundenes Element ist haufig im
kiinstlerischen Arbeiten zum Einsatz kommender Gegenstand,
gezielt als Metapher fiir Erdgebundenheit innerhalb eines
politikgeschichtlichen Zusammenhangs, in dem Vorstellungen
von Ortsgebundenheit und Heimatbezug mitschwingen, wird
sie am Beispiel zweier Arbeiten plausibel, die an
unterschiedlichen Orten zu unterschiedlichen Zeiten
entstehen und deren eine von Hans Haacke, die andere von
Lois Weinberger stammt.

Haackes Arbeit entsteht auf Einladung des Deutschen
Bundestages, ein Konzept zur kiinstlerischen Gestaltung des
nordlichen Lichthofs im Reichstagsgebdude zu entwickeln
(Ill.1). Haacke legt ein mehrteiliges Konzept vor, dessen

1'Vgl. Grimm, J. Deutsche Mythologie (Berlin 1875 — 78) Neu gesetzte,
korrigierte und iiberarbeitete Ausgabe. Marixverlag, P6fSneck — Miesbach,
2007.
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wesentlicher Teil in einem flachen, rund 20 mal 7 Meter
grofSen Becken besteht, das mit Erde befiillt werden soll,
in der im Laufe der Zeit die Samen aufgehen sollen, die in der
Erde bereits vorhanden sind, ohne dass sie gezielt von einem
Gértner gesidt werden. Quer iiber die Flache zieht sich der aus
Neonrohren geformte Schriftschriftzug «Der Bevolkerung»,
zundchst als Geste des Kiinstlers zu verstehen, mit der er seine
Arbeit der BevoOlkerung widmet, im Weiteren aber auch als
eine der Bundestagsabgeordneten, die der Kiinstler zur
Teilnahme an der Werkentstehung eingeladen hat. Um den
Kasten im Lichthof zu fiillen, sollte jeder aus seinem
Landkreis einen  Zentner Erde  mitbringen. Den
partizipatorischen Anteil an der Arbeit hat Haacke als offenen
Prozess geplant, so dass neu gewahlte Abgeordnete weiterhin
mit einem Kiibel Erde ihren Beitrag leisten konnen. Damit
gelangten aus allen Gebieten Deutschlands Samen in das
Pflanzbecken, die im Laufe dessen Bewuchs bestimmten. Uber
die dicht an dicht stehenden verschiedenen Pflanzen soll auf
die Unterschiedlichkeit der Bevolkerung hingewiesen werden,
die weniger aus den regionalen Beziligen hervorgeht, als
vielmehr einer multinationalen Durchmischung, die verstarkt
in den letzten Jahrzehnten des 20. Jahrhunderts in den Blick
tritt.

Weiterer Bestandteile der Arbeit sind ein Internetauftritt
und eine WebCamera. Uber die Webside konnen die
Informationen zum Konzept, u.a. auch die Namen der
beteiligten Bundestagsabgeordneten abgerufen, weiterhin
aber auch die Verdnderungen beobachtet werden, die sich im
mit Erde gefiillten Becken vollziehen, denn von der im
Gebaude installierten, auf den Hof mit dem Becken gerichtete
Kamera werden die Bilder in Echtzeit iibertragen.

Mit dem Schriftzug zwischen den Pflanzen reagierte
Haacke auf die 1916 am Westportal des Reichstagsgebaudes
angebrachte Inschrift «<Dem deutschen Volke» und machte
durch die Ersetzung von «Volk» durch «Bevolkerung deutlich,
dass der Text in seiner urspriinglichen Formulierung keine
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Giiltigkeit mehr haben kann. Doch eben diese Verdnderung
10ste heftige Diskussionen aus, waren doch iiber die Ersetzung
grundlegende Fragen zum Verstdndnis von Nation und
Nationalitdt beriihrt worden, innerhalb derer unweigerlich
auch die Verdnderung der Bevolkerung Deutschlands in den
Blick geraten musste, die sich seit Kriegsende vollzogen hatte.
Zunachst durch die Zuwanderung von Fremdarbeitern in den
Jahren des Wirtschaftsaufschwungs, dann nach dem Ende des
Kalten Krieges, unter dem Einfluss von Globalisierung hatte
sich die Bevolkerungsstruktur deutschlandweit verdandert, war
von einer anhaltenden Durchmischung unterschiedlicher
Nationalitaten gezeichnet.! Unausgesprochen ist die
Ersetzung von «Volk» durch «Bevolkerung» auch ein Rekurs
auf die nationalsozialistischen Anliegen, die Reinheit der
deutschen Rasse zu wahren und alles Fremde daraus zu
verbannen. Indem nun Haacke von dem Begriff «Volk»
Abstand nimmt, kehrt er dessen Unangemessenheit hervor,
die angesichts der zuriickliegenden Geschehnisse sich noch
verscharft hat. Nicht nur fiihrt er mit dem Ausdruck
«Bevolkerung» vor Augen, dass der nationale Anspruch auf das
Volk in Deutschland nicht mehr haltbar ist, ebenso betont
oder ermutigt er gar dazu, das Multinationale der
in Deutschland Lebenden wahrzunehmen. Die Durchmischung

! Zur Diskussion vgl. «Der Bevolkerung». Aufsdtze und Dokumente zur
Debatte um das Reichstagsprojekt von Hans Haacke, hrsg. v. Michael Diers
und Kaspar Konig, Koln 2000. Eingebracht in die Diskussion wurde im
Weiteren, ob der Kunstbeirat nicht berechtigt sei, {iber die Installation eines
Kunstprojektes zu entscheiden, wenn dieses mit politischen Implikationen
an so bedeutender Stelle, wie dem Sitz des Deutschen Bundestages, realisiert
werden sollte. Als Reaktion auf die inner- und auflerparlamentarische
Diskussion beschiftigte sich der Kunstbeirat auf seiner 6. Sitzung vom 25.
Jan. 2000 zwar erneut mit Haackes Projekt, stellte aber seine friihere
Entscheidung nicht wieder zur Abstimmung, sondern bestitigte sie lediglich
und betonte, dass er in der Widmung «Der Bevolkerung» keine Distanzierung
zur Giebelinschrift am Reichstagsgebdudes sehe.
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reflektiert auch der Pflanzenwuchs, der bald nach Einrichtung
der Arbeit sich am Becken zeigt. Einerseits erinnert es iiber die
Erde, die es fiillt, an die Blut- und Bodenpolitik der
Nationalsozialisten, fiihrt diese =zugleich aber iiber die
Durchmischung der Pflanzen ad absurdum. (Einige der
Abgeordneten haben auch Erde aus ihren Heimatlindern
mitgebracht.)

Anfangs kam angesichts von Haackes Arbeit aber auch
ganz allgemein das Verhiltnis von Kunst und Politik und von
offentlichen Auftraggebern und Autonomie von Kunst zur
Sprache. In diesem Zusammenhang wurde auch der
kiinstlerische Wert von Haackes Arbeit angefochten. Die
gesamte durch das Werk ausgeloste Diskussion war jedoch Teil
von  Haackes  Konzept. Das  Infragestellen  von
Gewohnheitsrecht, von nicht thematisierten politischen oder
sozialen Missstinden ist mit praktisch jeder seiner
kiinstlerischen Arbeiten verbunden. Seine Arbeiten beriihren
Schwachpunkte, geben damit aber auch AnstofS, iiber die
durch sie aufgerufenen Themen nachzudenken.

Verwurzelung und Entwurzelung als Metapher

Erde und das in ihr liegende Leben haben auch in den
Arbeiten von Lois Weinberger einen zentralen Stellenwert.
Grundsatzlich beschiftigten den Kiinstler der Naturraum, die
okologischen Strukturen und das Zusammenspiel von Mensch
und Natur, das sich in Nutzung und Ausbeutung von Natur
ebenso zeigt wie im Schutz der Natur. Das komplexe
Beziehungsgefiige verdeutlicht er tiber Arbeiten mit
freiwachsenden Pflanzen, die sich ihr Territorium erobern,
sich neuen Gegebenheiten anpassen und gegen bestehende
Bepflanzung  durchsetzen. Sie  finden sich  auf
stickstoffhaltigen Boden, an nicht vom Menschen kultivierten
Orten, an den Riandern von Wohngebieten, auf Baustellen und
Abraumhalden und gelten gemeinhin als Unkraut, werden also
direkt durch das Anfiigen des Prifix als eine dem niitzlichen
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Kraut entgegengesetzte, ungewollte und ungeliebte
Bepflanzung stigmatisiert. Die sich hier bekundende
Verwerfung findet sich auch in der offiziellen Diktion, sie als
Ruderalpflanzen zu bezeichnen, abgeleitet von «Rudera» als
Bezeichnung fiir Schutthaufen oder Triimmer, die sich auch
in Begriffen wie «rudimentér», also «nicht voll ausgebildet»,
«verkiimmert» oder dem Franzosischen «rude» fiir «rau»,
«grob» wiederfindet.

Ruderalpflanzen stehen auch im Fokus der Arbeiten
Weinbergers, die er 1997 auf der documenta X zeigt (111.2).
Auch wenn Weinberger an verschiedenen Stellen der
Ausstellung seine Arbeiten zeigt, legt er den Schwerpunkt
doch auf das Geldande des alten Hauptbahnhofes, der seit dem
Bau eines neuen Bahnhofs auf der Kasseler Wilhelmsh6he nur
mehr fiir den Regionalverkehr genutzt, vor allem aber
widhrend der documenta in den Ausstellungsablauf
eingebunden ist. In einem Seitenfliigel des Bahnhofsgebadudes
installiert er eine Arbeit, die als Zelle betitelt, zwar keine
Pflanzen enthalt, aber grundlegende Aussagen zu den seinen
Arbeiten zugrundeliegenden Konzepten liefert. Auf dem
FufSboden lagert eine alte Matratze, neben der ein Lexikon
seltener Pflanzen, ein altes Schild aus einem Luftschutzkeller
mit der Aufforderung, mit dem Licht zu sparen, und einige
Fotographien liegen. Beide Fotos geben den Kiinstler wieder,
eines im Portrit, das ein russischer StrafSenkiinstler erstellt
hat, das andere auf freiem Feld vor dem Brandenburger Tor
in Berlin mit einer GiefSskanne in der Hand. Ein weiterer Teil
der Arbeit besteht in einer Telefonzelle aus der ehemaligen
DDR, die mit herausgerissenem Horer deutlich Spuren von
Vandalismus zeigt. Vom Innenraum aus durch das Fenster ein
Stiick Vorplatz mit aufgerissenem Strafenpflaster zu sehen,
wo sich bereits Pflanzen breit zu machen beginnen, die jedoch
absichtsvoll vom Kiinstler mit aus Osteuropa importierten
Samen gezogen wurden.! Einen ganz  &dhnlichen
Pflanzenwuchs hat Weinberger auch zwischen den Schienen
der Gleisanlage des Bahnhofes initiiert, die jedoch innerhalb
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der schon vorhandenen Vegetation nicht auffallen — ein
Aspekt, den der Kiinstler durchaus im Auge hat und der Teil
seines Konzeptes ist. Seine Arbeit am Gleis wird von den
documenta-Besuchern dennoch beachtet, weil sie durch
Ausstellungsfiihrer und Beschilderung auf sie hingewiesen
wird.? Durch den expliziten Hinweis sehen sie sich veranlasst,
iiber etwas nachzudenken, was sie im Normalfall iibersehen
héatten. Weinberger zieht damit eine Parallele zu einer
Haltung des Verdridngens oder Ubersehens, die in den Jahren
der nationalsozialistischen Herrschaft vorherrschte. Wie
Reglementierungen des jlidischen Lebens von der nicht
jidischen Bevolkerung nicht weiter beachtet wurden, wurden
auch die sich immer weiter zuspitzenden Diffamierungen und
schliefflich auch die Deportationen nicht thematisiert, weil
vorgeblich nicht wahrgenommen.

So ist es auch kein Zufall, dass Weinberger sich fiir die
Einrichtung seiner Arbeit fiir den Bahnhof entschieden hat.
Vom Kassler Bahnhof aus fuhren seit Beginn der 1940er Jahre
Ziige ab, die Juden aus ganz Nordhessen in die
osteuropdischen Gettos brachten, nach Riga, Majdanek und
Theresienstadt. Zuvor waren sie in den Turnhallen von zwei
Biirgerschulen in der Schillerstrafle zusammengetrieben
worden, also auf jedem Geldnde, auf dem sich heute die
Arnold Bode-Schule befindet die Arnold Bode-Schule befindet.
Um zum Bahnhof zu gelangen, bewegte sich der Menschenzug
also durch die gesamte Innenstadt. Wie aus den Akten
hervorgeht, war dieser = Weg war  von der
nationalsozialistischen Biirokratie aufs Genauste
ausgearbeitet und festgelegt worden. Zu den alten
Dokumentationen gehoren auch Aufnahmen von der
Biicherverbrennung auf dem Friedrichsplatz und von der

1'Vgl. Ruderaleinfriedung, 1993.
2Lois Weinberger: Das iiber Pflanzen ist eins mit ihnen, Kassel 1997,
Bahngleis mit einheimischer Vegetation und Neophyten, Lange 100 m.
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Zerstorung der Synagoge an der Bremer Strafie. All dies sind
Belege dafiir, wie auffillig die Ausschreitungen im
offentlichen Raum in Erscheinung traten und kaum einem der
in Kassel Lebenden entgegen sein diirften.

Mit seiner Arbeit am Gleis veranlasst er die documenta-
Besucher zum Hinschauen, um gerade durch dieses
Hinschauen einen Bogen zu den historischen Ereignissen zu
schlagen, die sich in der Form so u. a. nur so abspielen
konnten, weil die Bevolkerung gerade nicht hinschaute. Auch
wenn der Anblick eines massenhaften Aufmarschs von iiber
2000 Menschen in keiner Weise mit demjenigen der subtilen
Durchmischung heimischer und osteuropdischer Graser
verglichen werden kann, so wird doch die Absicht des
Kiinstlers deutlich. Dem Wegschauen in der Vergangenheit
stellt er das gezielte Hinschauen gegeniiber, dass, gerade
weil der Gegenstand als solcher, kaum sichtbar wird, umso
mehr zum Nachdenken Anlass gibt. In Verbindung mit der
unfern eingerichteten Zelle wird der Bezug zugleich
weitergefiihrt, also durch das Schild aus dem
Luftschutzkeller auf die die Kriegsverwaltung und durch die
auf dem Boden verstreuten Unterlagen und das zerstorte
Telefon auf ehemalige DDR und schliefflich auch Russland
gelenkt, deren kommunistische Systeme  Praktiken
beinhalteten, die denen des nationalsozialistischen
Verwaltungsapparates nicht undhnlich waren. Der Blick auf
die DDR ist auch insofern von Belang, als hier die
Aufarbeitung des Nationalsozialismus nicht erfolgte, sich der
Staat vielmehr nach dem Krieg von den
nationalsozialistischen Geschehnissen distanzierte und auch
wahrend der allgemeinen Entnazifizierung fiir sich
in Anspruch nahm, nichts mit der jiingeren deutschen
Vergangenheit zu tun zu haben. So konnten gerade hier,
mehr noch als in der Bundesrepublik, fiir Deportation und
Konzentrationslager Verantwortliche wieder zZu
verantwortungsvollen Posten in der offentlichen Verwaltung
gelangten.
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Wird iiber die gezielte Wahl des Bahngleises als Ort fiir die
Bepflanzung der Hinweis auf Deportation in den Vordergrund,
so sind aber auch nicht die weiteren Beziige zu iibersehen, die
der Kiinstler in die Arbeit mit aufnimmt. Bedeutsam ist
in diesem Zusammenhang, dass die Samen der von ihm am
Gleis angesiedelten Pflanzen aus osteuropdischen Ldndern
stammen. Da der Hinweis auf Osteuropa ja auch in den
Relikten der Zelle anklingt, fiihrt Weinberger {iber die
Erinnerung  daran, dass der grofSte Teil aller
Konzentrationslager in Osteuropa angesiedelt war, auf jiingere
Tatsachen hin, wie wiederholte Einwanderungswellen von
in den verschiedenen Landern Osteuropas lebender
deutschstimmiger Biirger wie auch in der Sowjetunion
lebender Juden. Grund solcher Migrationsbewegungen sind
Repressalien, denen sich die Menschen ausgesetzt sehen.!
Ihre Schwierigkeiten sind jedoch nach der Emigration nicht
tiberwunden, da sich die Integration im neuen Lebensumfeld
als schwierig erweist. Lebensgewohnheiten und Sichtweisen
weichen von denjenigen der in Deutschland Lebenden ab und
werden von diesen als fremd empfunden oder soweit ignoriert,
dass das mitgebrachtes Wissen und Konnen keine oder nur
wenig Anerkennung findet. Diese Stigmatisierung ist umso
signifikanter, als im deutschen Sozialsystem durchaus Mittel
vorgesehen sind, die Einwanderer zu integrieren. Stattdessen
werden die Einwanderer als Fremden gesehen und in jenes
seltsame Spannungsfeld geriickt, das sie weder als Freunde
noch als Feinde ausweist. Diese Ambivalenz, die bereits im
Begriff des Fremden liegt, 16st Irritation aus und tragt, wie
John Hutchinson eindriicklich darlegt, dazu bei, das Fremde
mit dem Pejorativen zu assoziieren.? Durch das Fremde oder

1Zur Einwanderung von Russen nach Deutschland vgl. Ausst. Kat.
Ausgerechnet Deutschland! Jiidisch-russische Einwanderung in die
Bundesrepublik, hrsg. von Dmitrij Belkin und Raphael Gross, Berlin 2010.

2Vgl. Hutchinson, J.M.C. Strangers and Weeds // Weinberger, L. Bonner
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auch nur Anderen gerdt das vertraute Ordnungsgefiige ins
Wanken und 16st im Extremfall Angst aus, weil sich das
Andere, das sich nicht in die vorhandenen Systeme, die
geldufigen Systematisierungszusammenhinge fiigen ldsst,
Chaos auslosen konnte.

Allgemeinen Vorurteilen folgend gelten osteuropdische
Gepflogenheiten als veraltet und damit als nicht
konkurrenzfihig in der Sozialwirtschaft. Wie die aus
Osteuropa eingefiihrten Pflanzen, die im kultivierten Umfeld
als Unkraut ungewollt sind und die angestrebte Asthetik
storen, werden auch die Einwanderer als Fremdkorper
stigmatisiert. Weinberger sucht nun darauf hinzuweisen, dass
das Fremdartige und im gepflegten Kontext der Normen als
Anstofdig empfundene, nichts weiter als eine sich selbst
regenerierende Natur ist, die als «Modell fiir alternative
Lebensstrategien»® dienen und dariiber als politische
Metapher wirksam sein kann.*

Die Gleisbepflanzung beinhaltet also weitreichende
Aussagen, die sich vor allem im Kontext von Weinbergers
Oeuvre erschliefSen. So ist die Translokation von Pflanzen
metaphorischer Ausdruck fiir gesellschaftliche Phdnomene
wie Exil, Deportation und Migration, innerhalb dessen die
Pflanzen oder ihre Samen stellvertretend an die Stelle der
Menschen treten. Zumeist verortetet der Kiinstler seine
Intervention innerhalb eines gleichermafien kulturell, sozial
wie auch okonomisch determinierten Interessengefiiges. Das
von den eindringenden Pflanzen eroberte Territorium

Kunstverein. Katalog. Dublin, Innsbruck, 2002. S. 54, 55; ders.: A Biography
of an Invasive Terrestrial Slug: The Spread, Distribution and Habitat
of Deroceras Invadens // NeoBiota, Bd. 23, 2014. S. 17—64.

5Hegyi, L. Lois Weinberger, der Gastgeber. Interpretation als
Integration // Weinberger, L. Museum Moderner Kunst Stiftung Ludwig
Wien, 2000. S. 9.

4Vgl. Rollig, S. Moglichkeiten von Differenz // Weinberger, L. Museum
Moderner Kunst Stiftung Ludwig. Kat. Wien, 2000. S. 38—42.
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analysiert er unter sozialen Gesichtspunkten und legt dabei
offen, wie sehr die Kategorisierung als Unkraut eine soziale
Zuschreibung ist, die auf okonomische Belangen, wie sie
insbesondere in der Landwirtschaft, bei der Bodennutzung fiir
den Feld- und Gartenbau zum Tragen kommen,
zuriickzufiihren ist, die auf einer blofSen, aber dem System
immanenten Kostennutzungsrechnung basieren.

Dabei erweisen sich die von Weinberger eingefiihrten
Pflanzen im neuen Kontext {iberlebensfahig und bestidndig, sie
integrieren sich in die vorhandenen Gegebenheiten soweit,
dass bald keine Unterschiede mehr zu erkennen sind. Die
Anpassungsfahigkeit der Vegetation lasst sich wiederum als
Metapher fiir die spatestens mit der zweiten Generation der
Einwanderer erfolgte Assimilierung lesen, der nur mehr wenig
von der Fremdheit anzumerken ist, die einst den Eltern zu
schaffen machte. Gleichzeitig hat sich auch die Gesellschaft
verdndert. Unter dem Einfluss von Globalisierung verschieben
sich die nationalen Bezugsfelder, die Bevolkerung einzelner
Linder weist einen weit starkeren multikulturellen
Hintergrund auf als noch in den ersten Jahrzehnten nach dem
Krieg, worauf ja auch Haacke in seiner fiir den Reichstag
geschaffenen Arbeit anspielt.

Der Bahnhof als Ort des Gedenkens

Weinbergers im Rahmen der documenta X geschaffene
Arbeit auf dem Kasseler Bahnhof greift also weit iiber die
nationalsozialistischen = Bezlige hinaus, erweist sich,
insbesondere auch angesichts der Fliichtlingswelle und den
dadurch bedingten Integrationsmafsnahmen, als zeitlos aktuell
und unterscheidet sich darin von anderen kiinstlerischen
Interventionen, die dem Gedenken der Deportation dienen.
Hingegen bleibt der Bahnhof als Ort kiinstlerischer
Intervention im Gedenken an den Holocaust interessant.

In diesem Zusammenhang steht auch eine Arbeit, die
Horst Hoheisel 1993 am Kopf eines der Gleise am Kasseler
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Bahnhof installiert hat (Ill.). Sie besteht in einem
Gepiacktransportkarren aus den 1930er Jahren, der — wie
immer wieder moniert wird — kaum als Denkmal
wahrgenommen wird, weil er im fliichtigen Voriibergehen fiir
ein Dienstfahrzeug der Deutschen Bahn gehalten wird. Dabei
ist der Wagen mit holzernen Werkzeugkisten der Kasseler
Firma Henschel beladen, in denen sichtbare mit Papier
umwickelte Steine lagern. Die Steine sind Teil der
Denksteinsammlung, die Hoheisel im Rahmen eines mit
Schiilern durchgefiihrten Projektes angelegt hat. Jeder Stein
steht fiir einen der deportierten und ermordeten Juden, auf
den Papieren sind die Namen, Adressen, Geburts- und
Deportationsdatum  festgehalten, haufig erginzt um
personliche Statements der am Projekt Beteiligten.! Doch
gerade damit, dass der Gepackwagen auf dem Bahnsteig wie
verloren wirkt, eine Marginalie der bahnhofstypischen
Betriebsamkeit bildet, erinnert Hoheisels Arbeit auch an eine
der mit den Deportationen verbundenen perfiden Praktiken,
mit denen die zur Deportation Bestimmten {iber ihre
Destination hinweg getauscht werden sollten. Thr Gepiack
wurde in einen gesonderten Wagon verladen, der jedoch den
Bahnhof nicht mit dem Zug verlief3, weil er zuvor abgekoppelt
wurde. Die Besitztiimer waren damit fiir die Deportierten so
verloren, wie fiir viele wenig spater auch ihr Leben.

Auffallig ist nun, dass der Kiinstler selbst auf seiner
Homepage diese Arbeit nicht ausweist, obwohl er sich immer
wieder mit dem Nationalsozialismus auseinandergesetzt und
in diesem Zusammenhang eine Reihe von Denk- und
Mahnmailern geschafften hat.? Lediglich wihrend der

'Vgl. Schulz-Jander, E. Erinnerung hat keine Gestalt // Ausst. Kat.
Zermahlene Geschichte. Kunst als Umweg. Kat. Weimar 1999. S. 131—134,
hier 132.

2 Zu diesen Arbeiten gehort auch eine Rekonstruktion des Aschrott-Brunnens
in Kassel gehort. Der Brunnen war 1939 im Zuge der nationalsozialistischen
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documenta 13 lenkt das Kiinstlerduo Janet Cardiff und George
Bures Miller die Aufmerksamkeit auf Hoheisels Werk durch
eine eigene Arbeit, dem Video-Walk, der die Besucher mit
Kopfhorer und Smartphone ausgestattet iiber den Bahnhof
fiihrt und dabei auch vor dem Gepicktransportkarren Halt
machen lasst, wihrend eine Stimme aus dem Kopfhorer die
Vergangenheit in Erinnerung ruft.>

Hoheisel steht seiner eigenen Arbeit mit den Steinen
inzwischen skeptisch gegeniiber, weil er — insbesondere
wihrend der documenta X — feststellte, dass Reisende den
Steinen auf dem Karren weitere aus dem Schotter vom Gleis
aufgelesene hinzufiigten. Sie folgten damit dem jilidischen
Ritual, Gedenk- und vor allem Grabstitten mit Steinen zu
ehren. Diese Tradition geht zuriick auf einen Begrabniskult
der Vergangenheit, wo es notwendig war, frische Grabstitten
mit Steinen vor Tieren zu schiitzen. Fiir den Kiinstler stelle
sich daraus die Frage: «Konnen deutsche Nichtjuden jlidische
Rituale, jlidische Art zu trauern in einem Denkmal
verwenden? Heute sage ich: Nein! Das Denkmal im Land der
Tater mufd ein ganz anderes sein. Ein Denkmal gegen Tat und
Tater.»*

Dass wiederholt und verstirkt wihrend der letzten
documenta-Ausstellungen das Gedenken an
Nationalsozialismus und Judenvernichtung zur Sprache
kommt, steht in Zusammenhang mit der Entstehung der

Ausschreitungen zerstort worden, weil ihn ein jiidischer Industrieller der
Stadt gestiftet hatte. Hoheisels Arbeit ist keine Rekonstruktion im iiblichen
Sinne, da der Kiinstler vom alten Brunnen lediglich die Form hat abgiefsen
lassen, um sie dann kopfiiber im Boden zu versenken und nur die ehemalige
Beckenumrandung, die im Grundriss erscheint, gibt einen Hinweis. «Das
eigentliche Denkmal», so Hoheisel, «ist der Passant, der darauf steht und
dariiber nachdenkt, weshalb hier etwas verloren ging.»

5 Vgl. Begleitbuch documenta 13, Ostfildern 2012. S. 334.

4Zit. in: Schulz-Jander, E. Erinnerung hat keine Gestalt // Ausst. Katalog.
Zermahlene Geschichte. Kunst als Umweg, Weimar 1999. S. 134.
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documenta selbst. 1955 von Arnold Bode ins Leben gerufen,
sollte die erste Ausstellung die wichtigsten aktuellen
Kunstrichtungen zeigen, die sich auflerhalb Deutschlands
wahrend des Nationalsozialismus entwickelt hatten, von
denen aber in den Jahren nach dem Krieg noch nicht viel
bekannt, geschweige denn zu sehen war. Es galt auf
kiinstlerischem Gebiet einen Nachholbedarf zu befriedigen,
um Deutschland allméhlich wieder in das internationale
Kulturgeschehen einzugliedern.!  Anders als andere
regelmifiige internationale Ausstellungen, wie beispielsweise
die Biennale in Venedig, war die Kasseler documenta von
Anbeginn an mit kulturpolitischen Funktionen assoziiert. Zu
ihrer ideologischen Ausstattung gehort auch der
Freiheitsbegriff, der zwar fiir alles Kunstschaffen gelten sollte,
sich aber in den ersten documenta-Jahren noch in besonderer
Weise gegen den sozialistischen Realismus durchzusetzen
hatte. Die Favorisierung der abstrakten Kunst bei den ersten
drei documenta-Ausstellungen widerspiegelt den Ost-West-
Konflikt des Kalten Krieges. Entgegen der von realistischen
Tendenzen dominierten Kunst des vom Sozialismus diktierten
Ostens standen die abstrakten fiir die freie kiinstlerische
Entfaltung der Kunst im Westen.?

Weinbergers und Hoheisels Arbeiten sind nur zwei
Beispiele fiir den Bahnhof als Ort kiinstlerischer
Interventionen, die dem Gedenken der Deportation dienen.
Ein weiteres Beispiel besteht in Arbeiten von Shimon Attie,
der zundchst mit einer Folgen von unter site unseen betitelten
Werken Bekanntheit erlangte. In verschiedenen Stiddten

1 Zur documenta-Griindung vgl. Kimpel, H. Documenta: Mythos und
Wirklichkeit, K6ln 1997.

2 Zur Konfrontation von Abstrakt versus Realistisch als politisch motiviertes
Statement vgl. Guilbaut, S. Wie New York die Idee der modernen Kunst
gestohlen hat. Abstrakter Expressionismus, Freiheit und Kalter Krieg,
Dresden, Basel 1997.
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Deutschlands hatte der Kiinstler dafiir die ehemals von Juden
bewohnten Viertel aufgesucht und die gegenwartige Situation
mit derjenigen vor dem Krieg abgeglichen. Dazu projizierte er
alte Aufnahmen der Héuser als Dias auf die neu errichteten.!
Da haufig auf den Bildern auch die Bewohner der Hauser
in Erscheinung traten, lebte iiber die Lichtbilder an den
Hauswinden die Vergangenheit wieder auf, trat wie bei einem
Palimpsest das Ausgeloschte wieder in Erscheinung. Die
Bilder entfalteten ihre  Wirkkraft angesichts der
Wiederbelebung einer Vergangenheit an genau jenem Ort, der
vor Augen stellt, dass diese Vergangenheit unwiederbringlich
verloren ist. Damit erweist sich Atties Arbeit als unmittelbares
Abbild jenen Konstrukts, das Hirsch als Post-Memory
bezeichnet hat.

In Kooperation mit Matthias Maile erstellte Attie fiir den
Dresdner Hauptbahnhof 1993 eine mit Ziige betitelte Aktion.?
Auch hier nimmt die Projektion alter Aufnahmen einen
zentralen Platz ein. Auf die Mauern, Ziige und Gleise
projizierte er die Gesichter ehemaliger jiidischer Einwohner,
deren Bilder der Kiinstler von Mitgliedern der jilidischen
Gemeinden bekommen hatte (Ill.4). Das Prinzip ist das gleiche
wie bei site unseens, erhalt aber zusatzlich eine Erldauterung
durch die jiddischen Zeitung The Future aus dem Jahre 1923,
deren Titelseite unweit der Informationstafeln auf den Boden
projiziert wird. Auch wenn wohl der Text von den Wenigstens
gelesen wird, wirkt doch die fremde Sprache wie ein Signal
und liefert Anhaltspunkte, in welchen Kontext die geisterhaft
aufscheinenden Gesichter einzuordnen sind. Zusitzlich
lieferte Attie in einem Text noch eine explizite Erlduterung
seiner Aktion. Er stellte die Frage nach den Personen, nach

1Zu diesem Werkzyklus vgl. Muir, P. Shimon Attie’s Writing on the Wall.
History, Memory, Aesthetics, Farnham/Surrey, 2010.

2Vgl. Apel, D,. Memory Effects: The Holocaust and the Art of Secondary
Witnessing, New Brunswick 2002. S. 60—63.
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ihren Woher und ihrem Wohin und gab auch gleich die
Antwort, dass es sich hier um wahrend des
Nationalsozialismus deportierte Juden handle. Die Aktion
begann am 9. November, dem Jahrestag der
Reichskristallnacht, und war wihrend der folgenden zwei
Wochen aktiviert. Uber ihr anschlieRendes Verschwinden
symbolisiert sie sinntrachtig die Abwesenheit jeglicher
Spuren, die auf Bahnhofen an die Deportationen erinnern
konnten. Die fiir zwei Wochen aufgerufene Erinnerung an die
Vergangenheit ist so temporar wie ein kurz aufblitzender
Gedanke. Die im Bahnhof ein- und ausfahrenden Ziige
erweisen sich formlich als Vergegenstindlichung des
Transitorischen, das dem Temporéare eigen ist. Bahnhofe sind
grundsatzlich kein Ort des Verweilens, stehen vielmehr fiir
einen zwischen Ankunft und Abreise liegenden undefinierten
Zustand, einem voriibergehenden Verweilen. Vor allem
verbinden sich Bahnhofe mit Reisen und dem mit jeder Reise
verbundenen Moment des Ungewissen.

Eine dhnliche Installation hatte Attie auch im Hamburger
Hauptbahnhof realisiert, hier allerdings sich ganz auf die
Projektion von Gesichtern konzentriert, ohne zuséatzliche
Texte. Auch hatte ihm die Bahnhofsverwaltung untersagt,
Bilder auf die Ziige und die Gleisanlagen zu projizieren, so
dass die Gesichter der Deportierten nur an den Wanden zu
sehen waren.

Obwohl zwischen den erdbezogenen Arbeiten Haackes und
Weinberges einerseits, den in wund an Bahnhofen
durchgefiihrten Projekten andererseits praktisch keine
formalen Zusammenhdnge bestehen, entstehen sie doch alle
gleichermafien im Zeichen des Gedenkens der jiingeren
Geschehnisse der Geschichte, und alle Arbeiten finden sich im
offentlichen Raum, an Orten, die nicht nur allgemein
zuganglich sind, sondern — wie insbesondere die Bahnhofe —
besonders stark frequentiert sind. Allen Arbeiten ist weiterhin
etwas Transitorisches eigen, entweder, weil sie wie Haackes
und Weinbergers Pflanzen einem natiirlichen
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Wandlungsprozess unterstehen, oder weil sie wie Atties
Diaprojektion und der Video-Walk von Cardiff und Miller nur
fiir eine festgelegte Dauer bestimmt sind. Solche Temporalitit
mag Ausdruck einer Unsicherheit dariiber sein, wie mit dem
Gedenken an den Holocaust umzugehen ist. Immerhin fallt
auf, dass Auftrdge fiir Mahnmailer des Holocaust erst rund
40 Jahre nach den Geschehnissen vergeben werden, und dass
wiederum die in diesem Umfeld errichteten Mahnmadler
in Formen bestehen, die die tradierte Vorstellung von
Denkmal verkehren. Prominentes Beispiel ist die von Jochen
und Esther Gerz in Hamburg Harburg errichte Saule, in deren
Bleiummantelung Passanten einen Kommentar hinterlassen
konnten. Die Sdule wurde dann im Laufe der Jahre immer
weiter in den Erdboden abgesenkt, bis schlieflich nur noch
eine Dokumentation von ihr zeugt. Auch die auf dem
Saarbriicker Schlossplatz von Gerz verlegten Pflastersteine
tragen ihre Gedenkinschrift auf der dem Boden zu- und somit
dem Blick abgekehrten Seite. Als «Negativ-Denkmal»
bezeichnet auch Hoheisel seinen in den Boden versenkten
Abguss des Aschrott-Brunnens in Kassel, mit dem er an die
nationalsozialistische Zerstorung des ehemals vom jiidischen
Industriellen Sigmund Aschrott der Stadt gestifteten Brunnen
erinnert und damit das Gedenken an den Holocaust aufruft.
Die Frage, inwieweit auf die Geschehnisse um den
Nationalsozialismus und den Holocaust durch Kunst
entsprochen werden kann, ldsst sich kaum abschliefSend
beantworten. Sicher zeigen die vorhandenen Beispiele das
Bemiihen sensibler Auseinandersetzung, sie liefern AnstofSe
zum Nachdenken und vor allem tragen sie dazu bei, dass die
Geschehnisse nicht im Vergessen der Vergangenheit
abtauchen. Doch die Geschehnisse in ihrem vollen AusmafS zu
erfassen und {iber Mahn-, Denkmailer oder Kunstwerke
wiederzugeben, ist wohl unmoglich.
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Ill. 1. Hans Haacke. Der Bevilkerung. Berlin, 2000 / Unn. 1. Xauc
Xaake: Hacenenue, bepaun, 2000.
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Ill. 2. Lois Weinberger. Das mit Pflanzen ist eins mit ihnen.
Kassel, 1993 / Hnn. 2. PacmeHnus u mo, umo eduHo ¢ Humu. Kac-
cenb, 1993.

Ill. 3 Horst Hoheisel. Denksteinsammlung, 1993 / nn. 3. Cobpa-
Hue molcnaujux, 1993.
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Il. 4. Shimon Attie. Ziige, Hauptbahnhof. Dresden, 1993 / Unx. 4.
HIumorn Ammu. Iloe3da, uenmpanwvHsili 60k3an, 1993.
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BUOJTA XUNbAEBPAHA-LLAT?

YKOPEHEHME W/ OTPbIB OT KOPHEN:
META®OPbI MNEPMAHEHTHOTO
N TPAH3MTOPHOIO

K BOIIPOCY O CTPATETHAX ®YHKLIMHW ITAMATH B HC-
KYCCTBE

Tlepesoo HemelK020 opuzuHana Ha pycckuii sa3vik Enuzasemot Jozadku-
Hoti, Upunst Conomonosotl, Apumst Heknodosoii*

AHHOmMauyusa

V3maHne NOCBSIIEHO MPo6ieMaM BbIPAKEHVSI KyTbTYPHO-UCTOPU-
YeCKOil MaMsIT! yepe3 COBpEMeHHOe VCKYCCTBO. ABTOD JeTalbHO
aHaMM3UpPYeT acIeKThl BO3MOKHOCTEN Xy 0KeCTBeHHOJ KOMMYHM-
KaLyu 7151 CO3IaHMsI HACIIEHHBIX COOBIEHNIT C TAKUM COZepsKa-

! lokrop Buona Xunsdebpauo-Illam — crenuUaaucT Mo TEOPUM UCKYCCTBA
u nutepatypbl. OHa $BJseTCs IpenomaBaTeneM YHuBepcurtera [éte
Bo ®pankdypre-Ha-MaitHe (TepmMaHusI) U IPUTIALIEHHBIM MIPeoiaBaTeieM
Kadenpbl BceoObIeil MCTOPUM MCKYCCTBA MCTOpuUUYeckoro dakyabrera MIY
uMmenu M. B. JlomoHocoBa. Ee OCHOBHbBIe HayuHble MHTEpPEChl BKIKYAIOT
B ce06s B3aMMOCBSI3M MEXKIY TEKCTOM U M306paskeHMeM, B UaCTHOCTH, XYI0-
SKECTBEHHBIM OOJIMKOM KHUTHU. [IJIs1 TTOJTyUeHMs AOTIOTHUTEIbHOM MH(pOpMa-
mun: www.hdschat.de.

Y Enuzasema [loeadkuHa — COTPYOHUK My3sesi apxXUTEKTypbl UMEHU
A.B.IllyceBa B Mockse; Mpuna Conomonosa, Apura Hexnrwodosa mpencraBis-
10T Kadenpy BceoOIleii MCTOPUM MCKYCCTBA MCTOPUUYECKOTo daky/abTeTa
MI'Y umenu M.B JlomoHocoBa. ITepeBoj, BbIIIOJHEH IO, 0611l pemaKkiyei
Cmenana BanesHa (ripodeccop Kadempbl BceoOleii MCTOPUM MCKYCCTBA
MOCKOBCKOTO TOCYyZapCTBEHHOTO yHMBepcuTeTa umMeHu M.B.JlomoHOCOBa,
IOKTOp  MCKYyCCTBOBeleHMs, ujeH PemakiumoHHOW  komermun AU,
vaneyans@gmail.com).

46 Aesthetica Universalis



HIEM, CTIOCOOHBIM OTBETUTH Ha 60JIe3HEHHbIE BhI30BbI, BO3HMKAI0-
II/e KaK B pe3y/bTaTe TPaBMUPYIOUIMX MPOIECCOB MCTOPUUECKOTO
TMIPOIIIIOTO, TaK M B OTHOIIIEHMSIX, KOTOpbIE B HACTOsIIee BpeMst hop-
MMUPYIOTCSI.

Knioueesle cnosa

[TaMsTh, IOCT-TIaMSATh, COBPEMEHHOE MCKYCCTBO, COIMaTbHast TPaB-
Ma, TOPOJICKast Cpefia, KpOCC-Ky/IbTYPHbBIE TPOOIeMBbI.

He BbI3bIBaeT COMHEHMUS, UYTO MCKYCCTBO BO MHOTUX
CMbICIaX CIY>KUT [TaMsSITM M B 9TOV cBOeii QyHKIMM TIpUMe-
HSeTCS LieJieHanpaBiaeHHO. TyT MMEIOTCS B BUAY HE TOJIBKO
MaMSITHUKA M MOHYMEHTBbI, HO TaKke U BCEBO3MOXXHbIE
IMpeaMeThbl, KOTOpble IIPUBO3SITCS OOMOI U3 ITyTelleCTBUM
KaK CYyBeHMPbI, ¥ CBOei (OpMOIii WIM TEXHUKON MO/DKHbI Ha-
TIOMMHATh O peMeciaX, 00bIuasix M Uyskoit KynbType. [lamsTu
CJTy’KaT Takxke Iiejble BbICTaBKM, OCOOEHHO KOTAA OHM yCTpa-
MBAIOTCS TIOCJIE CMEPTU XyJOOXXHMKA, B CBSI3U C FOJOBIIMHAMU
UM 0coObIMM COOBITHMSIMM. HO gaske B OTpbIBE OT TaKMUX CIle-
unbuUeckx CBsI3eii BOCIIOMMHAHMEe CHOBAa M CHOBAa CTaHO-
BUTCS 0ObEKTOM MCKYCCTBA. B3amMMOCBSI3b MCKYCCTBA M BOC-
MOMMHAHMS TMOHMMAETCsl Takke Kak HalloJHeHMe MCKYCCTBa,
KOTOpO€ BO3HMKAeT B paMKax KylabTypbl NmamsaTtu. Hemasnas
YacCTh €ro HaxXOOUTCS B HEPa3pbIBHOM 4acTy C XOJIOKOCTOM,
TaK YTO AJisl IpUMMepa HYKHO Ha3BaThb JMIIb HECKOIbKO
HeJaBHMX IMyOIMKaimii'.

! Baer, A., Sznaider, N. The Memory and Forgetting in the Post-Holocaust
Era: The Ethics Of Never Again, London And New York: Routledge, 2017;
Seymour, D.M., Camino, M. (Ed.): The Holocaust in The Twenty-First
Century: Contesting/Contested Memories, New York; London: Routledge,
2017; Aarons, V. (Ed.): Third-Generation Holocaust Narratives: Memory
in Memoir and Fiction, Lanham: Lexington Books, 2016; Fehr, M. Kunst Als
BewufStsein Von Geschichte. Sigrid Sigurdssons «Vor Der Stille» // Ders.,
Barbara Schellenwald (Hg.): Sigrid Sigurdsson. Vor Der Stille. Ein Kollektives
Gedéichtnis: Koln, 1995.
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[TaMsTh KaK TeMa MCKYCCTBA, MCKYCCTBO Kak dopma pe-
bnekcun U U306MIME UCXOOAIMUX U3 HEE CTpaTeruit U MeTo-
JIOB He HOBBI, [IOTOMY UTO OHM SBJISIOTCS BMeCTe C IIPOU3-
BEeIEeHMSIMM OCHOBOIIOJIATAOLIMMM IJIs1 TpoLiecca CO3OaHus
MUCKycCTBa. TakK, MCKYCCTBO BCerga CIYKWIO 3alevyaTIeHUIo
Ha KapTMHAX CUTyaluil WIM JIOJei, YTOObl COXPAaHUTh UX
B MaMsITU Ha Gymyiiee. B To ske BpeMs, TBOPUYECTBO BO3MOXK-
HO TOJBKO IIOTOMY, YTO BO3MOXXHO BOCIIOMMHAaHME O BOC-
MIPUHSTOM, YBUIEHHOM U, CI€I0BaTelbHO, CTABIIMM OOBEK-
TOM WM300pa3uUTeIbHOrO BbICKa3biBaHUs. TakuMm o06pasom,
CTpaTerny MaMsTU KaK OCHOBBI XY OXKeCTBEHHOI'O BbIpaxke-
HUSI TIO-TIPESKHEMY LIMPOKO aKkTyaabHbl. OO 3TOM CBUAETENb-
CTBYeT MCKyccTBO 1970-X romoB, HauyaBlleecsl C MepeoleHKU
BOJHBI ¥ HAIMOHAI-COLMANN3Ma, & TaK)Ke TBOPUYECTBO CJie-
JIyIOUIero MOKOJeHMs, KOTOpoe, ONnupasich Ha IPOLIECChl Ie-
peHoca mMaMsTM, CHOBA BO3BpalllaeTcsi K 3TOM TeMme,
M B TO JXe BpeMsl pacuiupsieT eé B IIPOCTPAHCTBE COOCTBEH-
HOJ peduiekcuM, KOTOpasi BKIOYAeT UX COOCTBEHHBIN OIBIT
aMsITU TIOKoJeHus1 poputeneii'. TIOMHUTb U BCIIOMMHATb,
TakMM 00pa3oM, OKa3bIBaeTCsl OUYeHb CJIOXKHO, MOTOMY UTO
obpaleHue K IMPOIUIOMY BCerga CBSI3aHO C Oymymmm, st
KOTOpPOTO MpOILIOe TOATOTaBAMBaeTCsI U coxpaHsieTcs. Ca-
Mble pasHOOOGpa3Hble CIOCOObI OOXOXKOEHMS] C ITPOLUIBIM

1B 1970-x IT. BO3HMK/IO HOBOE COOOIIECTBO, IMPUHAIJIEXAIME K KOTOPOMY
Xymoskuuky — AHcenbMm Kudep, Teopr Basenuir, Mapkyc Jlronepii, Tepxapz,
Puxrep, 3urmap Ilonbke — u mpoBo3miacuBiiast cebss «HOBbIMM AUKUMU»
GepnMHCKas TPyIa, caokuBLascss BOKpyr Mopra Mmmenmopda, TenbmyTa
Munnennopda, bepuna Liummepa, PaitHepa ®ertuura, Bepuxapga Kobep-
muura u CajoMme, IieJeHapaBJIeHHO Ha (OHE SKOHOMMYECKOTO TOAbeMa
CTaBMJIa BOMIPOCHI O COOBITUSX HeJABHEro MPOIIJIOro, UTO 3a4aBajio TeMaTu-
YeCcKuii Kypc ux paboraM BIUIOTh A0 1990-x romoB. Takke MamsiTh, CBSI3aH-
Has ¢ XOJIOKOCTOM, SIBJISIETCS LIeHTPalbHOI TeMoit Tpoussenenuit Kpucrua-
Ha bonraHcku. B TO ke BpeMsi MPOTUBOCTOSIHME C MPOLIJIBIM — 3TO Takke
TeMa MOJIOZLOro IOKOJIEHUs, B YaCTHOCTH, YuinbsaMma KenTpumxka, Kapsl Yo-
kep, lllnupux Hemiar.
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00yC/IaBIMBAIOT pas3Inyus IIPOM3BEIEeHU, BO3HMKAIOIINe
B paMKax KyJbTYpbl MaMSITU. 3[€Ch OTPA’KAITCSI HE TOJbKO
pasJnyHble CTWIM, HO U WHOUBULYAIBHOCTU XYOOXXHUKOB,
KaXIbII M3 KOTOPBIX MMeEET COOCTBEHHOE ITPOIIIoe, CeMeii-
HOe ¥ HalMOHAJbHOE IIPOUCXOKIEHME, CBS3aHHBIE C HUM
UCTOPUIO U couManusanuioo. UMeHHO 3TO, B CBOIO Ouepelb,
M BIMSET Ha BOCIpusitue, GOpMHUpPOBaHME KOTOPOIrO 3aBU-
CUT OT IMYHOTO OMBbITA.

OYyHKUMS MaMiaTU B IocdiegHue pecatunetuss XX Beka
B 3amagHoii EBpome 6buTa B OCHOBHOM CBSI3aHa co Bropoit
MUPOBOJ BOWHOM, HALMOHAI-COLMMAIN3MOM U XOJIOKOCTOM,
B IOCJIefHee BpeMsI K HMM IIPUCOeOVHUINCh TakKKe MUIpa-
LIMOHHBIE TlepeMellleHNUsI M CBSI3aHHbIA C HUMM ONBIT YTPaThI
POOMHBI M OTUYKAeHMs. HalnmoHasn-coumann3M U XOJIOKOCT
CTanu OCOGEHHOW TeMO¥ MJISI TIOKOJEHUS] XYHOKHUKOB, [IJIs
TOKOJIEHUST XY[IOKHUKOB, KOTOpbIE, TIOCKOJbKY POOUINCH
B 1930-40-e IT., CBI3BIBAIOT CeOS C STUMM COOBITUSIMM OJ1aro-
Iapsi JTMYHBIM BOCIIOMMHAHMSIM MJIM OKa3bIBAKTCS COeOu-
HEeHHBLIMI C HUMM HENOCPeACTBEHHO Yepe3 MOKOJIeHMe POay-
Teneit. IlojemMuka 1Mo IOBOAY pPas3IMUHBIX (HOPM MUTpaLIU
M  KyJIbTypaJbHOW MHAKOBOCTM 3aTPOHy/Ja IIOKOJIEeHUe
Ha 10 u 20 jeT MOOXe U MPOIOJIKAETCS BIUIOTh 4O HACTOSI-
1ero BpeMeHU, He B IOC/IeAHIO ouepedb B CBSI3U C U3MeHe-
HMSIMM, BbI3BaHHBIMM II06a/M3aIein 1 MO3aHeNIIMY BOJi-
Hamu!. Kak 6bI HM OTIMYAINACh MCTOPUYECKME COOBITUS, UX
M3yueHue B JIIOOOM C/lydyae TakkKe OIpeaeseTcsl MaMsThIO.
MapuanHa Xupil 0603HauUMIa JOCTYIIHOE IepeHOCY BOCIIO-
MUHaHMe, OIpenessiollee, B YaCTHOCTU, HEOCPEeACTBEHHbIN

! Cpenu MOHYMEHTATbHBIX COOPYKeHUit Bbimesisiiorcest 1ltenendenbn pa6o-
Thl TleTepa Aji3eHMaHHa M HOBOe 3maHue EBpeiickoro myses, o6a B Bep-
muHe. TIOMMMO 3TOTO 3aCHyKMBAIOT BHMMAaHMUS TOA3eMHas GuOIMOTERA
Muxu YnbmanHa (Ba6enbrutai/OrmnepHiuial, Takke B Bepnuue, 1994—95),
u MmeMopuan XomokocTta Pauen VYaiiTxpen, BO3BedeHHBI Iepe[l 3L4aHUEM
EBpeiickoro mysest Ha IOmeHIuial, B BeHe U TpeCTaBISIOMINA co60ii 3ep-
KaJIbHBIN CIenoK 6MbamoTeky EBpeiickoro mMyses.
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OTBIT, KaK TOCT-TIaMsTh. [IOCT-TIaMSITh MM TMOBTOpPHAs Tia-
MSITh 3aIycKaeTcsl MaMsThI0, OMOCPeIOBaHHOI IOBECTBOBA-
HUeM ¥ wu3ob6pakeHussMu'. SIBleHMe TMOCT-TIAMSITU XMPIIl
BITEYAT/ISIIONIE OMMCA/Na Ha IpUMepe TeX, KTO ObI M3THAH
B pe3ynbraTe X0JIOKOCTA M3 CBOMX CTpaH. OHA paccKasbIBaeT
0 TOM, Kak PonguHa, morepsiHHAsE HAaBCETAa, OCTAETCSI B IMaMsI-
TU MOCTPAJABIIMX U MPOJODKAET CYLeCTBOBATh Jlaxke TOTHA,
KOTZIa MeCTa, KOTOpble IIOMHST, ke He IOAJalTCsl 0OHapy-
keHM10. Jlaxke eCyi OHM BCe ellle CYIIeCTBYIOT Ha CaMOM [ie-
7le, OHM HACTOJIBKO M3MEHWINCh, UTO UX YK€ HEeBO3MOKHO
IPUMMUPUTH C IAMATHIO. B OT/IMUMe OT mamsiTy, MocCT-mamsiTh
XapaKTepu3yeTcsl MpeJBapUTEeIbHBIM ITOMCKOM, IOIMbITKAMMU
BOOOpaXkaeMoil PEeKOHCTPYKIMM, KOTOPasi PYKOBOACTBYETCS
He O0OCTOsITe/IbCTBAMM, a TOJBKO uX obpasamu. Ilostomy
M300paskeHNs], BbI3bIBA€MbI€ B TIAMSTH, OCTAIOTCSI PAa3MBbIThI-
MM M HUKOT[Aa He COOTBETCTBYIOT DPeaIbHbIM OOCTOSITENb-
crBam. @ororpadmy U3 MPOILLIOTO WUrparT OCOOYI0 pOJb
B 9TOM KOHTEKCTe, TaK KakK OHU CJIY’KaT TOCPeJHUKOM MeXITY
TeMM, KTO Ha CaMOM JieJie ellle Tepesku1 To, YTO ObUIO 3arie-
YyaTaeHO Ha CHUMMKAaX, M TeMM, KTO IIOJHOCTbIO 3aBUCHUT
OT pacckasa U 1oKasa WITICTpalyit, IOTOMY YTO OHM 3HAIOT
M300paskeHHbIe CILIEHbI HMYEM He OTIMyamluecs oT (HoTo-
rpadwuit. [I1s1 3TOro Jaxke He MMeeT 3HAUeHUs, SIBJISIIOTCS JIU
dororpadmm MHAMBUIYaTbHBIMM WIM OOIIMMM, HAIPUMED,
BMUIOBBIMM OTKPBITKAMM, TIOTOMY YTO 3TO He MHIMBUIYau-
3MpOBaHHas], a 00OILIero xapakrepa, 0600lLIeHHas KapTUHKA.
dororpadun GyHKIMOHMPYIOT U KaK MHIEKCHBIN CIefl, ¥ KaKk
MaTepuaabHasl CBSI3b MeEXAY MPOILIBIM M HACTOSIIIMM; OHU
SIBJISIIOTCSL TIOCPeJHMKAMM MEXAY MPSIMOi MaMsITbI0 M KOC-

! Hirsch, M. Past Lives: Postmemories in Exil // Poetics Today. Vol. 17. No. 4;
Creativity and Exile: European/American Perspectives II. Winter 1996. S.
659—686. Vgl. auch Vgl. Young, J.E. Nach-Bilder des Holocaust, in: After
Images. Kunst als soziales Gedédchtnis, Neues Museum Weserburg Bremen
2004. S. 25—32..
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BEHHO} MaMSIThlO, KOTOpAasi BbI3bIBAETCS TOJbKO Yepes3 MO-
CpegHMYecTBO, IMOCT-MaMsIThiO. Xapaibh Benbliep Takke
HEOJHOKPAaTHO OTMeYas, YTO MamsiTh B I1IeJIOM HUKOTHA
He MOXeT ObITh IpMpaBHEHA K BU3yaau3aluyu U 00beKTHUBa-
LMY TPOLLIBIX COOBITUI, TaK KaK OHa BCerjga CBsi3aHa C Ha-
CTOSIIIMM COCTOSIHMEM CO3HAaHMSI U TeKyUMMU OOCTOSITeNb-
crBamu’.

1St Xyo0KeCTBEHHOTO MCC/IelOBaHMs MPOIIJIOrO 3TO 3Ha-
YUT, YTO Aaxke eCIu Camo Ipou3oLIelIee yXe He U3MEHUTb,
BCE XXe yepe3 XYA0KeCTBEHHYI0 MHIAMBUAYAJIbHOCTh — He3a-
BUCMMO OT INePCOHAIBbHOTO CTUJISI — U Yepe3 BOCIIOMMHaHMe
ero npeAcTaBAeHUI0 IpuaaeTcs HoBast hopMa, U, Tak Kak 3TO
BOCIIOMMHAHME MOXET Pas3auMuaTbCs Y pa3HbIX TPYMIl, B pa3-
HOe BpeMsl, B Pa3HbIX MeCTaX U KOHTEKCTaX, OHO, HECMOTPS
Ha oIHaKOBbIe pedepeHINY, TPUHUMAET pasinuHble POpMbI
BBIPKEHUS.

Kak 6bI HM OT/IMYa/ach MOMUTUYECKAST TIOJOIIeKa, KOTO-
pasi oOyc/oBWIa OenopTauyuyu IMpy Hauu3Mme, MIM KOTOpasi
MIPUBOIUT K GercTBy u3-3a BoitH B Cupuu u Appuke, 3Tu pas-
JIMYHbIE CyIbObI 00BEAMHSIET OIBIT «OTPHIBA OT KOPHETi». Pac-
CTaBaHMe C AOBEPEeHHbIM M 3HAKOMbIM (OPMMPYIOT U OIIBIT
OTUYKIEHHOCTM U YTPaThl poauHbl. OHU SIBJISIOTCS HeU36eX-
HOJ Cynb60¥t HEBOJbHOTO, BBIHYXIEHHOTO MyTelecTBUs, KO-
TOpoe 00yCIaBAMBAIOT AeropTauus, 6ercTBO WX SMUTPALAS.
M oHM IPOTMBOIIONOKHBI JOBEPUTETBHOMY OTHOIIEHUIO K Po-
IVHe, YyBCTBY 3alMILEHHOCTU B CeMbe, IPUHALJIEKHOCTU PO-
Iy ¥ COOCTBEHHO Ky/bType. B 9T0i1 cBsI3M 0c06YI0 POJIh UTpa-
10T [TouBa u 3emsist. Ha atom doHe 3emisl, TOUBa U CBSI3aHHbIE
C HUMM «3eMHbIe» MIPOSIBJIEHUST B MICKYCCTBE HECYT CMBbICJIOCO-
JlepkaTe/ibHOe 3asiBjieHMe, KaK 3TO BUAHO, Cpeay IpoyYero,
13 HEKOTOPbIX pabor Jlouca Baitn6eprepa u XaHca Xaake. Yke
JIMHTBUCTUYECKM OHO TIPOSIBJISIETCS B UAMOMATUYECKMX BbIpa-

! Welzer, H. Das kommunikative Geddchtnis. Eine Theorie der Erinnerung.
Miinchen, 2002.
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JKeHMSIX, KaK «3aXBaT KJIOUYKa» O3HAuvaeT OBIaZieHue 3eMmileii,
TaKkye BbIPAKEHUS, KaK «MaTb-3eMJISI» WM «BEePXHUM CIION
TOYBBI», «3a3eMJIEHHBII», «3a3eMJIeHMe», TaK WIM MHAUe OT-
HOCSITCS K IIyOOKO# CBSI3M € 3eMyiéil. SIko6 I'puMm B cBoeii
«Hemenxoit Mudomorum» mogpooHO OMMUCHIBAET CTUXUIO 3eM-
7Y, B KOTOPOJi OH OOBSICHSIET BayKHOCTb 3€MJIM KaK CBSIIIEHHO
cybcTaHUMM. 3eMJIT — 3TO IUTATeNbHbIN, SHEPTUUYHBIN 371e-
MEHT, U3 KOTOPOTO pacTyT AepeBbsl U IUIOAbI, U B KOTOPBIN
OHM BO3BpPAlllAlOTCS, KaK U BCe 3eMHOe, «pa3jararTcs B 3eM-
JI0»!

VKOpeHeHMI0 Ha 3eMJie pe3KO MPOTMUBOIIOCTABIE€H MOTUB
MyTeleCTBUS, LEHTPAJIbHBIM M OCEBbIM MECTOM KOTOPOTO
MOKHO CUMTaTh BOK3aja. OH BhICTyIIaeT MeTadopoii Iepexon-
HOT'0, KOTOPO€e He CBSI3aHO HU C «TaM», HU C «31eCh», B KOTO-
pOM Bcerga IMPUCYTCTBYET MOMEHT HeolpeneleHHOCTHU
B OXMIAHMM HEU3BECTHOro. B mamsTh O AenopTalyOHHBIX
rnoe3nax, KOTopele B KOHIe 1930-X romoB yXOAWJIN CO CTaH-
LIMIi MHOTMX HEMELKMX rOpooB Ha BOCTOK, BOK3aa UCIIOJ/b-
3yeTcsl KaK MeCTO XY[IOKeCTBEHHOV MHTepPBEeHIMM B paboTax
Illmmona Atrtu u Jlouc BajiHOGeprep, U 9TO TOJIBKO ABa IpU-
Mepa. 3eMysl KaK MaTepual, KeJle3HOLOPOXKHAsI CTaHLIMS KaK
MeCTO, KaK CpelCTBO XYAOXKeCTBEHHOIO TBOPYECTBA B KOH-
TEKCTe TeMbl BOCIIOMMHAaHMII — OTO JUIIb [Ba acleKkTa
M3 MHOI'MX, KOTOPbIE CTaBSIT BOIIPOCBHI O TOM, B KaKoOil CTelre-
HM MCKYCCTBO MOKET COOTBETCTBOBATh MPOMCILIECTBUSIM IIPO-
1JIOTO.

3emia Kak memagopa NpueA3aHHOCIU K Mechy

3eMJIsT KaK 3JIEMEHT, CBSI3aHHBIM C MPUPOLOI, 4acTO UC-
TOJIb3YeTCsl B Xy[A,0’)KeCTBEHHOM TBOPYECTBe, B YaCTHOCTH, KaK
MeTadopa MPUBS3aHHOCTU K 3eMJe B MOJUTUKO-UCTOpUYe-

1 Cm.: Grimm, J. Deutsche Mythologie (Berlin 1875 — 78) Neu gesetzte,
korrigierte und iiberarbeitete Ausgabe. Marixverlag, Pofneck — Miesbach,
2007.
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CKOM KOHTEKCTe, B KOTOPOM PEe30HUPYIOT MOHSTHUS TIPUBSI3aH-
HOCTY K KOHKPETHOMY MeCTY U poJiiHe. ITO CTAHOBUTCS 060C-
HOBAaHHBIM Ha IMpMMepe [BYX MPOU3BEAEHUIA, CO3JaHHBIX
B pa3HbIX MeCTax B pa3HOe BpeMms, OOHO — XaHCOM Xaake,
npyroe — Jloucom BaiitH6eprepom.

Pa6oTa Xaake BBITIOTHSIETCS 1O MPUTIALIEHUI0 HEMEeI[KO-
ro ByHaecrara co3gaTh KOHIIENT XyO0XXeCTBEHHOT0 0GopM-
JIEHUSI CeBEPHOTO CBETOBOrO Kojoaua/asopa (Man. I1). Xaake
rpenJjiaraeT MHOTOYACTHBIM KOHIENT, OCHOBHASI YaCTh KOTO-
pOro COCTOMT U3 HeraTyOOKOTO pe3epByapa MpPUMeEpPHO
20 Ha 7 MeTpoOB, 3aIlOJHSIEMOr0O 3eMJI€i, B KOTOPOM CO Bpe-
MeHEM [IO/DKHBI BCXOOUTH YK€ MPUCYTCTBYIOIIME TaM CeMe-
Ha — He TIOCaXeHHbIe Ie/leHallpaBJeHHO CaJOBHUKOM.
[lo Bceil TOBEepXHOCTM TMPOTSIHYAach ChHOpMUPOBaHHAS
M3 HEOHOBBIX TpyO Haamuch «HacemeHuio», KOTOPYIO
B IIePBYI0 ouepefpb caefyeT MOHMMATh KakK YKeCT XyA0KHUKA,
KOTOPBIM OH CBOIO pabOTy IMOCBSIIAET HACETEeHUIO, HO TaKXkKe
M Kak OJHOTO M3 COTPYAHMKOB OyHAecTara, KOTOPbIX Xy/IOX-
HUK TPUITIACUI K YYacCTUIO B CO3AaHMM mpoeKkta. UToObl 3a-
TIOJTHUTh pe3epByap B CBETOBOM [BOpe, KaxkAblii IO/DKEH
ObUT TIPUBE3TU LIEHTHED 3e€MJIM U3 CBOEro 3eMeJIbHOTO OKpY-
ra. KomrnoHeHT «coyuyacTtusi» B pabore Xaake 3arlaHMPOBaI
KaK OTKPBITHIN IPOIIeCC, TaK UTO HOBOM3OpaHHbIE IEITyTaThI
TaKke MOTYT BHECTU BKJIAJ B Buie Kaaku 3emin. Takum 06-
pasoM B IIBETOYHBIV pe3epByap MOINaAaaM CeMeHa U3 BCeX
perMoHoB ['epMaHuM ¥ omnpepensyiu ero pocT. PasinuHbie
pacTyliye «IjieyoM K IUievy» pacTeHUs! OO/DKHbI HalloOMM-
HaTb O pa3HoOOpasuu cpeay HaceaeHMs], KOTOPOe B MeHb-
nieii CTereHy MPOUCXOOUT U3 PErMOHAJbHBIX IMPEAIIOCHUIOK,
YyeM M3 MHOTOHAIMOHAJbHOTO CMeELIeHUs, KOTOpOe OYeBUJ-
HO YCUJIMBAETCS B OC/AeHMe gecsaTiwieTust XX Beka.

Ipyrue cocTaBHbIE YaCcTy — BbIXOJ, B IHTepHeT 1 BebO-Ka-
Mepa. Ha caiiTe MOXHO HaiTuM MHGOPMAIIMIO O KOHIIEINTE
MPOeKTa, B TOM YMCJIe MMeHa Yy4yaCTBOBABIUMX [OEIyTaTOB,
a Takke Hab6mOAeHMS 3a M3MEHEeHUSIMM, MPOUCXONAIIUMMU
B 3aII0JIHEHHOM 3eMJIeil pe3epByape, TaK KaK yCTaHOBJIeHHas
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B 3[laHMM KaMepa HaIlpaB/ieHa Ha BHYTPEHHMUI ABOp C Oac-
CeifHOM M TiepemaeT M300paskeHNsI B PeKMMe peabHOIo Bpe-
MeHU. JTOI OKPY>KEHHO 3e/IeHbI0 HAANMUCbI0 Xaake OTBETUI
Ha pa3sMelleHHy0 B 1916 1. Ha 3amagHOM IopTajie Pelixcrara
dbpasy «Hememkomy Hapomy» ¥, 3aMeHMB CJIOBO <«HApoOmI»
Ha «HaceJIeHue», JaJl IIOHSITh, UTO ITOCBSIIeHe He MOXKET UC-
M0/Ib30BaTbCsSl B TMepBOHAuYa/lbHOV GopMynupoBKe. OmHaKO
9Ta 3aMeHa BbI3BaJla OypHbIe OMCKYCCUM, TTOCKOJIbKY OHA 3a-
TpoHy/la (QyHIaMeHTa/lbHble BOIPOCHI TMMOHMMAHUSI HaALUU
Y HALMOHAJTbHOCTY, B PaMKaX KOTOPbIX HEM36EKHO HOIKHBI
YUUTBIBATHCS U3MeHeHMSI B UMCJIEHHOCTU HacejneHus ['epma-
HUM, TIpoM3oIleiine II0cCjJe OKOHYaHMs BoitHbl. CHauana
10 IMpUYMHE MMMMUTPALMM MHOCTPAHHBIX PabOUMX B TOMBI
9KOHOMMYECKOTO IOAbeMa, 3aTeM II0C/ie OKOHYAHMS XOJIOI-
HOJi BOJHBI IO, BAMSHMEM II06aaM3anyuu CTPYKTypa Haceje-
HUS 10 Bcelt 'epmaHuM M3MeHW/IACh UM XapaKTepyu30oBajach
MPOJO/DKAIOIIMMCST  CMellleHMeM pPa3/MYHbIX HaIMOHA/IbHO-
creii!. 3amMeHa C/I0Ba «HApOI» Ha «HACEIEHME» MMIUIMIUTHO
CBSI3aHA CO CTpPeMJIEHMEM M30aBUTHCS OT acColyaruii ¢ Ha-
LIMOHAJI-COLUATUCTUUECKMM PEXMMOM, KOTOPbIi CTaBMUJI CBO-
eif 11e/Ibl0 00ecIeunTh YMCTOTY HEMEIKOV pachl, UCKIIOUMUB
3 Hee BCe MHOPOIHBbIE 3/IeMeHTbl. [IMCTaHIIUPYSICh OT Tep-
MMHa «Hapopd», Xaake BbISIBISIET €0 HEYMECTHOCTh, KOTOpast

! Cm. nuckycenio 06 atom: «Der Bevolkerung». Aufsdtze und Dokumente zur
Debatte um das Reichstagsprojekt von Hans Haacke, hrsg. v. Michael Diers
und Kaspar Konig, Koln 2000. B ge6aTax 06Cy>Kgancst BOIPOC BOTIPOC O TOM,
He uMeeT i1 COBET 110 UCKYCCTBY MpaBa MPUHUMATH pellieHyre 06 OCyIIecTB-
JIEHUY XyI0KECTBEHHOTO MPOEKTA, €CJIU OH JO/DKEH GBITh Pean30BaH C Mo-
JIUTUYECKMMM TIOATEKCTaMM B TAaKOM BakHOM MeCTe, KaK pPe3uIeHIIMs
HeMelKoro byHecrara. B kauecTBe peakiuy Ha BHYTPEHHIOI ¥ BHELIHIOW
TapiaMeHTCKYIO0 AucKkyccyuio COBeT MO MCKYCCTBY Ha CBOEM IIECTOM 3ace[a-
Hum 25 stuBaps 2000 r. BHOBb paccMOTpesT MpoeKT Xaake, HO He MOCTaBUII
Ha TOJIOCOBaHME CBOE IpeIbImyllee pelleHue, a JIUIIb TIOATBEPAUI €ro
¥ MOJUYEPKHYI, YTO OH He PacCMaTPUBAET MOCBSINEHUE «HACETEHMIO» KaK
IUCTaHIMpOBaHMe OT GPOHTOHHO HaAMMICK Ha 3gaHuu Peiixcrara.
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cTajja 0COOEHHO OUYeBMIHONM Ha (OHE MPOIIeHIINX COOBITUIA.
BeipakeHremM «HacejeHMe» OH HE TOJIbKO IMOKa3bIBaeT, YTO
HallMOHAJIbHbIEe TMPUTSI3aHMS Ha «Hapom» B [epmaHuu
He MMEIOT OCHOBAHMI, HO IPU3bIBAET U AaKe IMOATAIKMUBAET,
K TOMY, YTOObI IPMHMMATh BO BHMMAaHME MHOTOHAIMOHAJIb-
HOCTb >xuTeneit T'epmanmuu. CmelleHMe TaKKe OTpa’kaeTcs
B ITpPOILIecce pOCTa pacTeHuii, cTe6iu KOTOPbIX CTaaM 3aMeT-
HbI BCKOPe Toc/ie Hauasna paboT. C 0mHOM CTOPOHbBI, HATIOMHSI-
onjas KIyMmOy 3eMJisi OTChbUIaeT K Hal[MOHaJI-COLMaauCThye-
CKOJl TIOUTUKE KPOBU U IOYUBBI, HO B TO K€ BpeMsl C IIOMO-
IIbI0 POCTKOB PAaCTUTEIbHOCTU OHA TOBOLUT 3Ty MOIUTUKY
1o abcyppa. (HekoTopbie useHbl TTapJiaMeHTa TOKe TPUBE3N
IIOYBY U3 CBOUX CTPaAH).

IlepBOoHaua/IbHO, OOHAKO, B CBSI3M C TBOpPYECTBOM Xaake,
00CYKAAMMCh OTHOIIEHUS MEXIY MCKYCCTBOM M TTOJMTUKOIA,
a Takke MeKay MyOoaMUHbIMY 3aKa3uMKaMu M aBTOHOMME 1C-
KyCCTBA B II€JIOM. B 3TOM KOHTEKCTe OblIa TaKKe IMOCTaBIeHa
[0l COMHEeHMe Xy OoXXeCTBeHHas LIeHHOCTh TBOpUYecTBa Xaake.
OpHako BCSI AMCKYCCUS, BbI3BaHHAs paboToii, GbUIa YaCTbhIO
KoHLenuu Xaake. Borpoc 06 06bIYHOM IpaBe, HEYIOBIETBO-
PEeHHBIX MMOMIUTUYECKUX MIIM COLMAIbHBIX IIPeTeH3UsIX CBSI3aH
MPaKTUYECKM CO BCEMMU ero XyL0KeCTBEHHbIMU IIPOU3BeNeHN-
svu. Ero paboTsl 3aTparnBaioT ciabble MeCcTa, HO OHU TaKKe
IAlT TOMYOK K pasMBILUIEHMSIM Haj, TeMaMM, KOTOpble OHU
MIPOBO3IVIALIAIOT.

KopHu u ux ympama xax memacgopa

[TouBa 1 3a/i0’)keHHAas1 B Heil )XKM3Hb 3aHUMAKOT LEHTPasb-
HOe MecTO Takke B paborax Jlouca BaiitH6eprepa. XyIoKHUKA
OCHOBATe/IbHO 3aHMMAIOT NPUPOLHbIE IMPOCTPAHCTBA, IKOJI0-
rmyecKkye CTPYKTYPbI U B3aMMOJENCTBMEe YeloBeKa U MPUpo-
Ibl, TIPOSIBJISIIONLEECS KaK B €€ MCIIONIb30BaHUM U UCTOILEHUN,
Tak " B ee 3amyTe. OH MOKAa3bIBAET CJIOKHYIO CTPYKTYPY OTHO-
IIeHMi1 yepe3 paboThl CO CBOOOAHOPACTYIIMMM PACTEHUSIMU,
KOTOpbIe 3aBOEBBIBAIOT CBOIO TEPPUTOPHIO, TIPUCIIOCAOINBA-
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IOTCST K HOBBIM YCIOBUSIM M 3aIIMIIAIOT €65 OT CYIeCTBYIONINX
1Mocafok. ix MO>XKHO BCTPETUTh Ha a30TUCTBIX MTOYBAX, B Me-
CTax, He BO3/e/IbIBaeMbIX UYeJIOBEKOM, Ha KpasiX >KMJIbIX paio-
HOB, Ha CTPOMIVIOLIAAKAX M 3aBajax (pynHax) U, Kak IpaBuio,
CUMTAIOTCSI COPHSIKAMM, ITO3TOMY OHU KJIeMSTCS Hemocpe/-
CTBEHHO uepe3 Ao6aBeHNe MPUCTABKY KaK «ITPOTUBOITOCTAB-
JIeHHbIE» TIOJIE3HBIM TpaBaM, HeXejaTelbHble U HETI00MMbIe
HacaxaeHusl. BeipakeHHOe 31eCb OTTOPXKEeHMe, TakKKe BCTpe-
yaeTcsl B 0bUIMaNbHOM peun, rjae Takue pacTeHus] Ha3bIBaloT
pyAepaabHbIMM, UTO MPOUCXOAUT OT «rudera» Kak TepMMHA
1 0603HAUYEeHUsT Ky4u OOJIOMKOB WMJIM OGJIOMKOB, KOTOPBIi
TaKKe BCTpPeYaeTcsl B TaKUX TEePMMHAX, KaK «pyauMeHTap-
HbIi», T.e. «HE ITOJIHOCTbIO Pa3BUTHIN», «aTPO(OUPOBAHHBIN»
WM BO (DPAHIY3CKOM SI3bIKE «TIpyObIif» IJjisi 0003HAUEHUS
«HEOTeCaHHbIN», «CyPOBbIN».

PynepanbHble pacTeHMsI SIBJSIIOTCSI TakKke TeMOil pabor
Baiin6eprepa, KoTopbsle OH mokasaa B 1997 r. Ha documenta
X (Mna. 2). HecmoTpst Ha TO, UTO BaitHGeprep paBHOMEpPHO
pacIioyioXXWI CBOM PaboThl B PasJMUHBIX TOYKAX BBICTABKM,
[JIaBHBIM ITYHKTOM [IJIsI HEro SIB/ISiIach TEPPUTOPUS CTApOTO
JKeIe3HOLOPO’XKHOTO BOK3aja, KOTOPbIii C MOMEHTa CTPOU-
TeJIbCTBA HOBOJ JKeJIe3HOAOPOKHOM CTaHLIMM B KacCeIbCKOM
BubresibMcxés MUCIOAb3YEeTCS TONbKO AJIS1 PETMOHA/IbHBIX T1e-
peBo30K. B mepuop nposenenus documenta, ogHaKo, OH CTajl
YacThIO BHICTABOYHOJ MPOrpaMMbl. B 60KOBOM Kpbljie 3[aHUS
BOK3ajla OH YCTaHaBJIMBaJI paboTy 1mon HasBaHMeM «KieTka»,
KOTOpasi, XOTs pellleHa 6e3 pacTUTeIbHOCTU, BCE Ke comep-
KUT yKa3aHMs Ha OCHOBOIIOJAarampluye Ajsi ero TBOpPYeCTBa
KOHUenuuu. Ha momy JIeKuT cTapblii MaTpac, psaomM ¢ HUM —
SHUMKIIONIeMS] PEIKUX paCTeHMii, cTapas BbIBeCKAa U3 GOM-
6oybeskuiia C TPU3BIBOM K SKOHOMMM CBeTa, a TaKxKe
HeckonbKo doTtorpaduii. Ha cHMMKax 3areuatieH XyJ0XKHUK,
NpUYeM OAVH U3 HUX — TOPTPET, CAENTaHHbII PYCCKUM YINY-
HbIM MacCTepoM, APYroil — CAenaH Ha OTKPBITOM II0jIe Iepe[
BpangeH6yprckumMu BopoTamu B BepiuHe c Jsieiikoit B pyke.
Ipyras yactb paboThl BK/IOYaeT Tese(OHHYIO OYyIKY BpeMeH
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I'7IP, meMOHCTPUPYIOIIYI0 BHIPBAHHYI0 TPYOKY — SIBHBIV CJIe]I
BaHJaIM3Ma. Yepe3 OKHO KOMHATbhl MOYKHO YBUIETb 4YacCTb
repefHero IBopa C pa3dUTOi MOCTOBON, CKBO3b KOTOPYIO
y’Ke HauMHAIOT MpobuBaThcs pacTeHusi. [IpuBe3eHHbie 13 Bo-
CTOYHOV EBpOmBI ceMeHa GbUIM HaMepPeHHO IMPOPOIIEHbI XY-
IOKHMKOM Ha aTom Mectel. [Toxoxkee o3eyeHeHKe BaitHGep-
rep MHULMMPOBAJI Ha KeJIe3HOAOPOKHBIX pesibcaX, KOTOphIe,
OHAaKO, He 3aMeTHbI IMOCpenu yKe CYLIeCTBYIOLIEro JaH[-
madra. dTa HEBUIMMOCTb YUUTHIBAETCS XYAOKHUKOM U SIB-
JISIeTCS YacThio ero KoHuenuuu. Kak 6s1 To HM 6b1710, TTOCETH-
temu documenta 3ameuarT paboTy Oaromaps yKasaHUSIM
9KCIIO3UILIMOHHBIX MTyTeBOAUTENEN U IKCILIMKALINMIAZ. DKCILIN-
UMTHOE yKa3aHMe Ha OCMOTpD 3acTaBjseT MX 3aAyMaTbCs
0 TOM, YTO OHM OOBIYHO YITyCKAIOT U3 Buay. Takum ob6pasom,
BajiH6eprep mpoBOAUT Tapajuieb C YCTAHOBKAMM Ha IO/AaB-
JIeHMe WIX UTHOPMPOBaHME, KOTOphbIe MPeoOsafgaay B TOIbI
HalMIOHAJI-COLIMAJINCTUUECKOTO TOCHOACTBA. Tak e, Kak
He MpMHMMAaJach BO BHMMAaHME perlaMeHTalus eBpeiicKoi
SKM3HU HeeBpeyCcKMM HaceleHMeM, He oOCyXmaanach Bce 6o-
nee octpast nuddamaius, a B KOHLIe KOHIIOB U JleriopTaius,
MTOTOMY UTO UX SIKOOBI He 3aMevaJin.

He siBnsteTcst coBmageHmneM u TO, 4TO BaitHGeprep m3opan
BOK3aJI B KQUeCTBe MeCTOpacHoiokeHus cBoeir paborsl. C Kac-
CeJIbCKOTO BOK3asia ¢ Havasia 1940-X romoB OTIPaBISUIMCH I10-
e3]la, IepeBo3MBIlNe eBpeeB CO BCEro ceBepHoro I'ecceHa B BO-
CTOYHOEBPOMENCKMe KOHLEHTpAalUMOHHbIe Jarepsi B Pure,
Marinaneke u TepesueHwranre. CHavama UX CTOHSUIM B TUM-
HaCTUYeCKue 3aJibl JBYX FOPOACKUX Ko Ha llInnnepurrpacce,
Ha MeCTe KOTOPBIX CEerofHs pacrosjaraeTcsl IKoia ApHOIbAA
Bome. UTo6b1 m06paThcs AO BOK3aja, KOJOHHBI (3aK/IIOUYEH-

! Cm.: Ruderaleinfriedung, 1993.

2 Jlouc Baitn6eprep. Pactenus u Bce, uto enuuo ¢ Humu. Kaccens, 1997, sxe-
Jie3Hasi Jopora ¢ MeCTHOJ pacTUTEeNIbHOCTbIO ¥ HOBBIMM MOCAAKaMU, IIMHA
100 m.
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HbIX?) MPOXOAMJIM Uepe3 BeCh ILIeHTp ropoga. Kak ciemyer
"3 JOKYMEHTOB 3TOT MapHIpyT ObLI AEeTaJbHO pa3paboTaH
M YTBEPXIEH HalMOHAI-COIMATMCTUIECKO OIpPOKpaTHEi.
K crapoit mokymeHTaIumu OTHOCSITCS Takxke dororpadbmm co-
JOKeHMsT KHUT Ha Opuapuxciuial, M paspylieHus] CMHaroru
Ha bpemepurrpacce. Bce 3To cBUIeTeNbCTBYET O TOM, HACKOJIb-
KO 3aMeTHBbIMM ObUIM OeCUMHCTBA B 0OIIECTBEHHOI cdepe
U BPSIL, JIM KTO-TOO0 13 xkuTeseit Kaccenst MOr MM IMPOTUBOCTO-
SITh.

CBoeit paboTroii Ha MyTsIX BaitHOGeprep moGyxkmaeT roce-
TuTeneit documenta MPUCMOTPETbCS, UYTOOBI uepe3 3TO
«IIpUCMaTpUBaHMe» MepedpoCUTh MOCT K MCTOPUUYECKUM CO-
OBITUSIM, KOTOPble MOIJIM pa3bIlPaThCsl TOIbKO B TOM, a Apy-
re B MHOI ¢opMe, MOTOMY UTO HacejlleHMe KakK pa3 He Ipu-
cMaTpuBasIoCch. Jlaske ecaM KapTHHA MaccoBOrO Mapiia 6osee
2000 yenoBeK HMKAK He MOXeT CPaBHUTBHCS C TOHKUM CMe-
HieHreM aboOpUTreHHBbIX M BOCTOYHOEBPOIECKUX TpaB, 3a-
MbICeJT XyOOXKHMKa BIIOJHE siceH. OH MPOTMBOIMOCTaBJISIET
MOMBITKAM 3aKpbITh IVIa3a, XapaKTepHbIM [Jis1 IIPOILIOTrO,
LleJleHalpaB/JeHHOe BCMaTpuBaHue, KOTOpOe, MMEHHO IOTO-
My, YTO OOBEKT KaK TaKOBOJ efBa 3aMeTeH, JaeT TeM 6O0Jb-
LM TIOBOJ, IJISI pasMbIlIeHUI. B CBSI3M C yCTaHOBIEHHOM!
HeMnoAa/JeKy «KJIeTKOM», aCcCOLMAaTUBHBIN pSiI, IIPOAOIKAETCS
Jajee, TIPOXOAs uepe3 3HAK OOMOOyOeXMIina K BOEHHOMY
yIpaB/ieHMI0, yepe3 pa3bpocaHHble 0 3emyie TOKYMEHTbI
M YHUUTOXXeHHOMY TenedOHy M, HaKOHell, no ObiBieit [P
n Poccuu, 4UbM KOMMYHUCTUYECKME CUCTEMbI BKIIOYAIN
MPaKTUKY, HE YyXKIble HAUMOHAI-COIMUATUCTUUECKOMY ar-
rnaparty nopasjeHus. B3amisg B cropony I'IP akTyajieH IIO-
CTOJIbKY, TIOCKOJIbKY 3[1€Ch He INPOMUCXOAWIa MepeolieHKa Ha-
LIMOHAJ-CoLIMain3Ma — II0Ce BOVHBI TOCYAApCTBO CKOpee
IUCTaHLIMPOBAJIOCh OT HALMOHAI-COLMATUCTUUECKUX COOBI-
TUIL ¥ Jaxe BO BpeMs 00Ieit AeHauMbUKaIUM YTBEPKIAIIO,
YTO He MMeeT HMKAKOrO OTHOILEeHMSI K HelaBHEMY HEMEILKO-
My mpouuiomy. Takum o6pas3om, U Oaske B OoJblieii cTere-
HU, yeM B DenepaTuBHO PecriybnyuKke, OTBeTCTBEHHbIE
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3a OernopTranuio ¥ KOHLEHTPAUMOHHbIe jarepsl Juiia MOIIU
BHOBb 3aHSTh OTBETCTBEHHbIE O/DKHOCTM B OpraHax rocy-
IapCTBEHHOTO yIIpaBIeHMS.

Eciu B HaMepeHHOM BbIOOpe TOPOXKHBIX PeibC Kak MecTa
O3eJieHeHMsl Ha TepBblil TUIaH BbIIABUTAETCS OTChUIKA K Jie-
MopTanuu, TO Heb3s YIyCKaTb M3 BUAY U APYrue CChLIKU,
KOTOpbIe XYAOXKHMK BKJIIOUAaeT B CBOe Ipou3BeneHue. Baxk-
HBIM B 3TOM KOHTEKCTe SIB/ISIeTCS TOT (aKT, YTO ceMeHa I1o-
Ca’keHHBIX MM Ha peJibCax PacTeHUil MPOUCXOIST U3 BOCTOY-
HOeBpoIielickux cTpaH. [IockonbKky yka3aHue Ha BocTouHyio
EBporty npucyTcTByeT M B pennkrax «Kmetku», BaitHGeprep,
ONMpasiCb Ha MaMSITh, MIPUBOAUT K TOMY, YTO OOJBUIMHCTBO
BCEX KOHIIEHTPAIMOHHBIX JIarepeii ObIJI0 PacIiookeHo B Bo-
cTouyHO EBporie, 1, OpueHTUPYsICh Ha Gojiee MO3IHME COObI-
TUSI — YKa3blBaeT Ha MOBTOPSIOLIMECS BOJHBI MMMUTPALIUU
rpaXIaH HEMELIKOTO MPOUCXOXKAEHMS, TPOKUBAIOLIMX B pa3-
JMYHBIX cTpaHaxX BocTouHoit EBporibl, a Takke eBpeeB, Mpo-
skuBawlux B CoBeTckoM Corose. [IpMUnHONM TaKuX MUTpaLu-
OHHBIX TlepeMelIeHMA, SIBJISIOTCS pelrpeccuu, >KepTBaMm Ko-
TOpbIX Jitooyu cebs Bumenu!. OmHAKO IOCTAEe SMUTPAIUU UX
TPYZHOCTY He 3aKaHUYMBAIOTCS, TaK KaK MHTErpauusi B HOBYIO
KM3HEHHYI0 Cpely OKas3bIBaeTcsl (IOXKHONA. [IpuMBBIYKM
M B3MISIABI OTJIMYAIOTCS OT TeX Xe y xkurtenei [epmanun. [To-
CIeIHMMM MUIPAHThl BOCIIPUHMMAIOTCS KaK YyXepOOHbIe
WX UTHOPUPYIOTCSL A0 TaKOW CTeIreHM, YTO BHOCUMMbIE 3Ha-
HUSI MU HaABBIKM, IMOJYYAIOT MaJo WIX BOOOIe He IOIydyaroT
NpusHaHMs. dTa CTUTMaTMU3alus TeM 6ojiee BaXkKHa, UYTO CO-
1ManbHas cucrtema I'epmanum, 6e3ycIoBHO, MpeaycMaTpuBa-
eT CpelCcTBa JJis MHTErpauuu MMMUTPAHTOB. BMmecTo 3TOTO,
MPUE3KUX CUUTAIOT UYKMMM U TIOMEIAIOT B CTPAHHYIO 06-
J1aCTh HANPSDKEHHOCTM, B KOTOPO OHM HE CTAHOBSITCS HU

'O wummurpaumm pycckux B [epMaHMIO CM. KaTajor BbICTaBKMU:
Ausgerechnet Deutschland! Jiidisch-russische Einwanderung in die
Bundesrepublik, hrsg. von Dmitrij Belkin und Raphael Gross, Berlin, 2010.
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Ipy3bsIMM, HM BparamMu. JdTa aMOMBAJE€HTHOCTb, YK€ 3ajlo-
JKeHHAasl B MOHSITUM «UYKOTO», BbI3bIBAET pasapakeHne U, Kak
BIIEYAT/ISAIONIe OeMOHCTpupyeT [IKOH XaT4MHCOH, CIT0CO06-
CTBYeT acCOILMMPOBAHMIO €r0 C YEeM-TO IeiiopaTuBHbIM!. U3-
3a «4y)XKOTrO» WM Aaxke MPOCTO» APYroro», 3Hakomasi CTPyK-
Typa IOpsiAKa MPUXOAUT B BOJTHEHME M B KPaMHUX CIydasix
OKa3bIBAETCS B CTpaxe mepes TEM XaoCOM, KOTOPbIi MOXKET
BbI3BATh «APyroe» B CBI3U C OTCYTCTBMEM IIpaBa MHTEIPUPO-
BaTh B CYLIECTBYIOIIME CTPYKTYPbl CBOM IPUBBIUHBIE CUCTE-
MaTU3UPYIOLIE CBSI3N.

CornacHO pacnpoCTpaHeHHbIM MpeACTaBAeHUSIM, BOCTOU-
HOEBpPOIlelicKMe TIPUBBIYKM TPU3HAIOTCS YCTapeBLIMMU U,
C/1eI0BaTeIbHO, HEKOHKYPEHTOCIIOCOOHBIMM B COIMAIbHOI
3KOHOMMKe. Kak u mmriioptTupyembie 13 BocTouHol EBpormbl
pacTeHusl, KOTOpble HeXXesaTe/lbHbl ITOJOOHO COPHSIKAM B Yyke
BO3/IeJIaHHOI Cpeflle, M KOTOpble HapyIIAIOT >KeJTaHHYI0 3CTe-
TUKY, TaK ¥ MMMUIPAHTbl CTUTMATU3UPYIOTCSI KaK UyKepOJ -
Hble Tesa. BaiiHOeprep MbITAeTCS ITUM MOTYEPKHYTH, YTO TO,
YTO SIBJISIETCSI YYSKIOBIM U B KYJIbTUBUPYEMOM KOHTEKCTE HOPM,
BOCIIPMHMMAETCSI KaK OCKOpOUTeNbHOe, SIBJsSeTcS He 6oiee
yeM CaMOpereHepupylrouieincss npuponoi, KOTOpas MOKeT
CIIY>)KUTh «MOJeJIbI0 [IJISI aJIbTEPHATUBHBIX KM3HEHHbBIX CTpa-
Ternii»? u, TakuM 06pa3oMm, O6bITh 3P GHEKTUBHOI B KauecTBe
TIOJIUTUYECKOI MeTadophI®.

OseneHeHMe MyTeil COmEPKUT B cebe Takke AATEKO UAY-
1Me 3asBaeHMs], KOTOpble PacKpbIBAIOTCS B MEPBYIO Oouyepenb

1'Vgl. Hutchinson, J.M.C. Strangers and Weeds // Weinberger, L. Bonner
Kunstverein. Katalog. Dublin, Innsbruck, 2002. S. 54, 55; ders.: A Biography
of an Invasive Terrestrial Slug: The Spread, Distribution and Habitat
of Deroceras Invadens // NeoBiota, Bd. 23, 2014. S. 17—64.

2 Hegyi, L. Lois Weinberger, der Gastgeber. Interpretation als Integration,
in: Lois Weinberger, Kat. Museum Moderner Kunst Stiftung Ludwig Wien,
2000. S. 9.

5Cm.: Rollig, S. Moglichkeiten von Differenz, in: Lois Weinberger, Kat.
Museum Moderner Kunst Stiftung Ludwig Wien, 2000. S. 38—42.
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B KOHTEKCTe TBopuecTBa BaitHOGeprepa. Tak, mepemelneHue
pacTeHuit siBjsieTcss MeTaGopUYECKUMM BbIpaskeHMeM TaKUX
COLIMA/IbHBIX SIBJIEHUI, KaK M3THaHMe, NeropTaius U MUTrpa-
LM, B paMKaX KOTOPBIX pacTeHMSI WM UX CeMeHa 3aHMMaloT
MeCTO Jifofieit. B 6OMbIIMHCTBE CTyYaeB XyIOKHUK JIOKATU3YeT
CBO€ BMeEILATEeIbCTBO B paMKaxX KyJIbTypPHO, COLIMAIIBHO U KO-
HOMMYECKM OIpeAeIeHHOTO Kpyra MHTEepecoB. 3aBOEBAHHYIO
BTOPTLUMMMCSL PACTEHUSIMU TEPPUTOPUI0O OH aHaAIU3UPYET
C COIMAJbHOIM TOUYKM 3peHMSsI, MOKa3bIBas TaKMM 0OpPa30M,
B KaKOJi CTeIeHM OIpeesieHNe COPHIKa KaK COPHSKA SIBJISIET-
CS1 COLMAJIbHBIM KOHCTPYKTOM, KOTOPBI B CBOIO OUYepelb CBSI-
3aH C 9KOHOMMUYECKMMU MpobiieMamMu, Hallpumep, B CeTbCKOM
XO3SJACTBE, B YaCTHOCTH, B 3€MJIEIIOJIb30BAHMUM [JI51 TIOJIEBBIX
M CafioBOAUECKMX paboT, KOTOpble OCHOBBIBAIOTCS Ha OLHOM
JIULLIBb FOJIOM, HO MPUCYLIEM CUCTEMeE pacueTe 3aTpart.

BBemenHble BaitHOeprepoM pacTeHMsl IOKasajy B HOBOM
KOHTEKCTe CBOI0 >KM3HECIIOCOOHOCTh ¥ BbIHOCJIMBOCTH; OHMU
VHTETPUPYIOTCSI B CYIIECTBYOIINE YCTOBUSI HACTOMBKO ITy6O0-
KO, YTO BCKOpE MCU€e3aloT BCSIKMe pasinuus. IIpucrnocabnnBa-
€MOCTb 3eJIeH!, B CBOIO0 ouepefb, MOKHO CUYMTaTh MeTadopoii
yOaBILIeics acCMMMWISILMMU, CaMOTO MO34HEro, BTOPOTO MOKO-
JleHUss MMMMUIPAHTOB, UYTO TeNepb JMUILIb CJerka 3aMeTHO
10 TOV CTPAaHHOCTM, KOTOpasi KOrAa-To 6ecriokomiaa poauTe-
neit. B To Xe BpeMst U3MEHWIOCH U 061ecTBo. [Tof BAusHMEM
mI06aM3alyy CMEIaTCs HalMOHa/lbHble cepbl mesaTesnb-
HOCTU. B HaceyneHMM OTHE/NbHBIX CTPAH IMPOSBJSETCS TOPasio
60Jiee CUITbHBIN MYJIBTUKY/IBTYPHBIN (DOH, UeM B IepBbIe ecsi-
TUJIETUS TI0C/Ie BOVHBI, Ha UTO TaKKe CChbIAeTCs Xaake B CO-
30aHHOM UM 1151 Pejixcrara mpous3BegeHuN.

Bok3an Kak mecmo 018 pasmolilieHuii

Takum o6pasom, pabora BaitH6eprepa Ha Kaccembckom
BOK3aJie, cO3[laHHasi B paMKax documenta X BBIXOIUT IaJIEKO
32 paMKM HALMOHAJI-COIUATUCTUYECKUX OTChIJIOK M JTOKa3bl-
BaeT CBOI BHEBPEMEHHYIO aKTyaJlbHOCTb, OCOOEHHO B CBSI3U
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C BOJTHOJ OesKeHIIeB M BbI3BAHHBIX €/ MHTErpalMOHHbIX Mep.
B sToM oTHOmeHuu pabora BaitHOeprepa oTmMuyaeTcst OT IPo-
YMX XY[OOKEeCTBEHHBIX MHTEPBEHLMI, CO3MaHHBIX B IaMSTh
0 Jernopranuu. JKeyie3HOLOPOKHBIN BOK3asl, HAIIPOTUB, OCTa-
eTCsl MHTepPEeCHbIM MeCTOM Xy[IOKECTBEHHON! WMHTepBeHL UM
B [TaMSITh O XOIOKOCTe.

B 3TOM ke KOHTEKCTe HaxXOAMUTCS OfHa paboTa, KOTOPYIO
Xoper Xoxaiizenb ycraHoBuI B 1993 rogy B Haudane OTHOTO
13 1yTeil Ha Bok3ase Kaccenst (M. 3). OHa cOCTOUT U3 Garasxk-
HOJ Tenlexkku 1930-x rogoB, KOTOpasi — Kak HaM CHOBA U CHO-
Ba HAllOMMHAIOT — €[Ba JIM BOCIIPMHMMAETCS KaK IMaMSITHUK,
MIOTOMY UTO MMMOXOZAOM €€ IIPMHUMAIOT 3a CTy>KeOHbBIN BaroH
komriauuyu Deutsche Bahn. IIpu 3TOM BaroH sarpyxkeH mepe-
BSIHHBIMU SIIMKAMU [J1s1 MHCTPYMEHTOB KacCesbCKOM (MpMbI
Henschel, B KOTOpbIX MOXHO YBUAETbH JeXallyie KaMHM, 3a-
BepHyTbIe B 6ymary. OHU SIBJISIIOTCSI YaCThIO KOJUIEKIIMY MEMO-
pUaTbHBIX KaMHell, Koropast 6buia cobpaHa Xoxaiizenem
B paMKax IPOBENEeHHOr0 BMECTe CO IIKOJIbHMKAMM IPOEKTa.
Kaxxgpiit KamMmeHb 0003HAauaeT OZHOTO U3 IEeMOPTUPOBAHHBIX
" YOUTBIX €BpEeEeB, a MMeHa, Ha JIMCTaxX OyMary 3amuChbIBAlOTCS
azpeca, 1aTbl pPOXKIEHUSI U AeNopTalyy, 4acTo AOIOTHSIeMbIe
JIMYHBIMM KOMMEHTApUSIMU TeX, KTO y4aCTBOBAJ B IIPOEKTe.
Ho nMeHHO moToMy, YTO 6GarakHblii BaroH Ha Iatdopme Ka-
JKeTCSl TIOTePSIHHBIM, CO3[aBasli UTO-TO BpOAE MapruHaIum
B TUIIMYHON CcyeTe BOK3aja, pabora Xoxeii3eas] TakKKe Haro-
MUHaeT 06 OHOV M3 CBSI3aHHBIX C AEMOPTAMSIMU BEPOIOM-
HbIX TPAKTUK, KOTOpble OBbLIM HampaBieHbl Ha COKPbITHE
OT JernopTUPYEeMbIX MCTUHHONM Lienu «IepeceneHusi». Mx 6a-
TaX 3arpy’kajics B OTAEIbHbBIN BaroH, KOTOPBIN JaKe He TTOKU-
JlaJl BOK3aJl BMeCTe C I0e3/10M, [IOTOMY YTO ero 3apaHee OT-
ueruisuin. TakuM 06pa3om, IenopTupyeMbie TUIIATNUCH CBOETO
MMYILIECTBA, @ HEMHOrO IIO3Ke€ MHOrMe M3 HUX JUILINCDH
Y XXU3HMU.

[lpyMmeyaTesnbHO, YTO CaM XyJOXHMK He BbIKIAJbIBAET
9TOT MPOEKT y ce6sT Ha CTpaHuIle, XOTSI OH ITOCTOSTHHO paboTa-
eT C TeMOJi HallMOHA/I-COI[MaaM3Ma 1 B paMKax 3TOr0 HampaB-
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JIeHMST CO3[daj LeJblii PsIi MeMOPMAJOB ¥ IMaMSITHUKOB!.
Tonbko BO Bpemsi documenta 13 mysT XymoOsKHUKOB [IsKaHeT
Kapoudd n Ixopmka bypeca Muiepa ¢ IIOMOIIbIO CBOEro
0o0beKTa IpuBIeKaeT BHMMaHMe K pabore Xoxeitzens: «Video-
Walk», KoTOpast «IpOHOCUT» TIOCETUTeNel, OCHAIleHHbIX Ha-
YIIHUMKaMM ¥ cMapThOoHaMu, T10 sKele3HOL0POXKHOMY BOK3aly,
Ienasi OCTAaHOBKM Tepe[; 6araxkHO TeeXKoi, B TO BpeMs Kak
TOJIOC 13 HAYIITHUKOB BbI3bIBAET B MX ITAMSITH MPOIITOe?,
Mexmoy Tem caM X0xaii3e/ib CKeITTUYeCKM OTHOCUTCS K CBO-
el paboTe ¢ KAMHSIMU, TaK Kak OH 3aMeTUI — 0COOGEHHO BO Bpe-
Ms documenta X — 4TO MyTelIeCTBEHHMKM K KAMHSIM B BaroHe
I00aBJISIIV TpaBUit C JKeJIe3HOMOPOKHBIX ITyTei. VX meicTBus
CJleloBaqy €BPEfiCKOMY pPUTyaay MapKUPOBaHUS KaMHSIMU
MeCT MaMsITV 1 orpebeHust. JIJaHHast TpaAUIIMs BOCXOAUT K I10-
rpebaJibHBIM Ky/IbTaM ITPOILUIOTO, KOTHAa HEeoOXOAMMO ObLIO
OTPaXIaTh CBEXKVE MOTM/IbI KAMHSIMM OT SKMBOTHBIX. TaKM 06-
pasoM, XyJOXKHMK 333aJICSI BOIIPOCOM : «MOTYT /it HEMIIbI HE €B-
peiicKoro MpOUCXOKAEeHMSI B HEKOTOPOM MEMOPUAIIbHOM CO-
OPY>XEeHUU UCIIONb30BaTh €BPeiCKIe PUTYaJIbl, IPUMEHSTD €B-
perickuii crrocob BeIpaskeHust ckop6u? CeromHs s ropopio: Her!
[TaMSITHUK Ha 3eMJIe TTPECTYITHMUKOB IOJIKeH ObITh COBEPIIEHHO
npyruM. [TaMSITHUK ITPOTUB IIPECTYITHOCTH U TIPECTYITHUKOB»®.
Tot dakT, 4TO BO BpeMsI MOCAeAHMUX BbICTABOK «JlOKyMeH-
Thl» HEOAHOKPATHO M MHTEHCUBHO B (DOKYC MoIazana BOIpoc

'K stM pa6oTaM OTHOCMTCSI PEKOHCTpYKIms ¢oHTaHa Ampor B Kaccene.
OH 6b11 paspymeH B 1939 romy Bo BpeMst 6eCropsiIKOB, YUMHEHHbBIX HAIIMO-
HaJI-COIMAIMCTaMM, TaK Kak GbII ToJapeH TOPOIy eBPeiCKUM ITPOMBIIIIIEH-
HMKOM. Pabotbl Xoxeii3enss He SIBJISIOTCS PEKOHCTPYKIMEH B OGBIYHOM
CMBICTE, TaK KaK XyJOKHMK TOTbKO BbLIMI (OpMY CTaporo GpoHTaHa, YTOOBI
3aTeM IIOTPY3UTh ero 1o CaMyl0 BepXYIIKY B 3emiio. «Hacrosiuuii mamsT-
HMK, — TOBOPUT X0Xali3e/lb, — 3TO NMPOXOXXUi, KOTOPBI CTOUT Ha HEM U Y-
MaeT 0 TOM, [I0YeMY 37,eChb UTO-TO IIOTEPSIIOCH».

2 Cm. Begleitbuch documenta 13, Ostfildern. 2012. S.334.

51ut. mo: Schulz-Jander, E. Erinnerung hat keine Gestalt // Ausst. Katalog.
Zermahlene Geschichte. Kunst als Umweg, Weimar 1999. S. 134.
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0 HAUMOHAJI-COLMaNM3Me ¥ WCTpeOleHuM eBpeeB, CBSI3aH
C BO3HMKHOBeHMeM camoit documenta. OcHoBaHHas
B 1955 romy ApHonbaom bope, repBast BpICTaBKa JOJIKHA Oblia
II0Ka3aTh Hanuboee BaskHbIe HAIIPABIEHNSI COBPEMEHHOI'O MC-
KYyCCTBa, KOTOpble pa3BUBAJNUCh 3a Ipedenamu lepmaHuu
BO BpeMS$ HalMOHAJI-COIMaaN3Ma, HO KOTOpbIe B IOC/IEBOEH-
HbI€e TOAbI GbUIM MaJIO U3BECTHBI — He TOBOPSI YK€ O TOM, UTO-
ObI BbICTaB/IEHBI. [IJIs1 TOCTEIIeHHO peuHTerpauuu l'epmaHum
B MEKAYHapOAHYIO KYJbTYPHYIO Cpeny HeoOXoamumo ObLIO pe-
IIATh Ipo6JIeMy OTCTaBaHMS B XYIOXKECTBeHHON cdepel.
B oTinume OT APYrMxX peryaspHbIX MeXIYHAapOOHbBIX BbICTA-
BOK, TaKuX KaK BeHeluaHcKas OueHHasie, KacCeJbCKast
documenta ¢ caMoro Havajia accolMMpoBasach ¢ QyHKIUSIMU
KYJIbTYPHOI TOAUTUKU. B UMX uIeosornuyeckoe oOcCHalleHMe
BXOJIMJIA ¥ KOHIIEIIIMSI CBOOOIbI, KOTOpasi MO/KHA OblLIa Mpu-
MEHSTbCSI KO BCEMY XYyI0KeCTBEHHOMY TBOPYECTBY, HO KOTO-
pas B IepBble rofbl IpoBemeHus documenta moykHa Obuia
0COOBIM 00pa3oM YTBEPKIATh Ce0S MPOTUB COLMAIMCTUYE-
ckoro peanusMma. IIpenroureHue, oTnaBaeMoe abCTPaKTHOMY
MCKYCCTBY Ha MepBBIX Tpex BbicTaBKax documenta, oTpaskaeT
KOHMIMKT Mexay BocTokoM 1 3amasom B ITepuo, «XOI0IHOM
BOJHBbI». B MUKy AUKTyeMbIM COLIMIN3MOM PeaTUCTUUECKUM
TeHIEeHUMSIM, KOTOpble JOMMHMPOBAJIN B MCKYyCCTBe BocCTO4U-
HOro 6ji0Ka, BBIOOP B IOIb3Yy abCTpakiUyM 0O003HAUMI KYpPC
Ha CBOOOMIHOE XYI0KeCTBeHHOe pa3BUTME MCKYCCTBA Ha 3aria-
ne’.

Pabortbl BaitH6eprepa u Xoxei3esst — 3TO TOJBbKO IBa ITPu-
Mepa, B KOTOPbIX CTAHIIMS CTAHOBUTCS MECTOM XYO0XKeCTBeH-

106 ocuoBaumm documenta cm: Kimpel, H. Documenta: Mythos und
Wirklichkeit, K6ln 1997.

20 MpOTMBOCTOSTHMY abCTPaKUMK U peann3Ma Kak MONTUTUYECKOM 3asiBiie-
Hum cM.: Guilbaut, S. Wie New York die Idee der modernen Kunst gestohlen
hat. Abstrakter Expressionismus, Freiheit und Kalter Krieg, Dresden, Basel
1997.
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HOTO BMeIIATe/NbCTBa, PAa3BUBAIOILETO TEMY MTAMSITH O JIeTop-
tayuu. [Ipyroit mpumep — pabora IllvmoHa ATTH, KOTOPBIi
BIIEPBbIE CTaJI U3BECTEH Garomapsi cepuu paboT 1Mo, Ha3BaHMU-
eMm «site unseen». B pasnuuHbix ropogax l'epmaHum XymoKHUK
IMOCeTUJT HeKOTda HaceJeHHbIe eBpesiMU paliOHbl, M CpaBHUBAJ
HbIHeIIIHee I10JI0KeHN e C JOBOeHHBbIM. [IJIsI 3TOTO OH MpoeLy-
poBaii ctapbie ¢poTorpaduy JOMOB B Bue ¢JiaiiIoB Ha (acabl
HOBOCTpoeK'. Tak Kak KUTeIM STUX JOMOB YacTO IOSIBJISIACH
Ha M300pakeHMSX, IPOIIIOe OKMBAJIO Ha CBETOBBIX ITOJIOTHAX,
MMOKPBIBAIOIIUX CTEHbI JOMOB, ¥ KaK B IMaJUMIICECTE CTEPThIE
CJIOM MOSIBJISTIACh BHOBB. DT 00pas3bl MOKa3bIBaIM CBOIO e¥i-
CTBEHHOCTb Iepel JUIIOM HOBOTO MepeXMBAHUS MPOILIOTO
B TOM CaMOM MeCTe, I/ie OUeBUIHO, YTO 3TO MPOILIoe 6e3B03-
BpaTHO yTepsiHo. Takum o6pa3om, pabora ATTM CTAHOBUTCS
HenmoCpeACTBEHHbIM OTPa)keHMEeM KOHCTPYKTa, KOTOpPbIi
Xup1I Ha3BaJj IOCT-MaMSIThIO.

B 1993 romy B coaBTOpcTBe ¢ MaTrTnacom Maiinem ATTU
OpraHM30BaJI aKLMIO Ha3BaHHYIO «Iloe3max». B Hell Takke KO-
YeBYI0 POJib UTrpaeT Ipoekius crapbix dororpaduii. Ha cre-
HbI, 110€3/1a U PeJIbChl OH MPOELUPOBAI JIMIA €BPEMICKUX XKU-
TeJieii, KOTOphIe TOMYYaa OT WIEHOB eBpeicKux obuimH (M.
4). ToT ke MPMHLMII, YTO U B «Site unseen», ogHaKO HOIION-
HEeHHbIN uauiickoit raszetoit «The Future» 1923 roga, TUTY/b-
HBII JIUCT KOTOPOJi MPOeIMPOBAJICS Ha MOJ oA uHpopmalu-
OHHBIMM Tab6j10. ITyCTh TEKCT YMTAETCS C TPYAOM, HO UYKOIA
SI3BIK JEMCTBYET KaK CUTHAJI U JaeT OMOpPHbIe TOYKU, B KOH-
TEKCTbl KOTOPbIX MOXHO MOMECTUTb MPU3PAYHO BO3HMKAIO-
nive nuia. Kpome toro, ATTM gaj B TEKCTe YeTKOe OObsiICHe-
HMe cBoeit AKiyu. OH 3aaan BOIPOC 00 3TUX JIIOISIX, O TOM,
OTKyZa OHM INPpUOBLIM M KyJda HaIpaBjsIMCh, a TaKKe cpa-
3y K€ JaJl OTBET, YTO 3TO ObLIM €BpeM, IeNOpPTUPOBAHHbIE
BO BpeMs HallMOHaJ-CoMaan3Ma. AKIMS Hayaaachb 9 HOSIOPS,

106 stom 1uKiae pabor cm.: Muir, P. Shimon Attie’s Writing on the Wall.
History, Memory, Aesthetics. Farnham/Surrey, 2010.
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B TOAOBIIVMHY XPYCTaJbHOW HOYM, M MPOLJIUIACH B TE€UYEHUE
IByX Hepmenb. llocnenyromyumM CBOMM MCYE€3HOBEHMEM OHA
B 3HAUUTEJIbHON CTEIEHU CUMBOJU3UPYET OTCYTCTBUE KaAKMX-
nn6o caefoB, HAMOMMHAKIMX HaM O AelopTaluysx Ha BOK3a-
nax. [lamMsTh O MPOLLIOM, KOTOPasi BbI3bIBAETCS HA [IBE Hele-
JIM, SIBJISIETCSI BPEMEHHOM, KaK KpPaTKOBpeMeHHasi MUTaroLas
MbICTb. [Toe3a, mpubbIBaOLMe M OTObIBAOIIME CO CTAHIINM,
SIBJISIIOT CBOMMM (popMaMy OOGBEKTMBU3AIMUIO TPAH3UTOPHO-
CTU, TIPUCYLLIEN TeMIIOpaJibHOCTU. Ha cTaHMSIX He HPUSITHO
3a7ep>KUBaThCS, JIIOAM Ha HUX MTPeObIBAIOT B HEOTIpeieIeHHOM
COCTOSTHUM MEXKIY IPUOBITMEM ¥ OTHE3JO0M, BPEMEHHOI 3a-
gepxku. IIpexxne Bcero, CTaHUMU aCCOLUMUPYIOTCS C ITyTelle-
CTBUSIMM M MOMEHTOM HeOIIpele/lIeHHOCTH, CBSI3aHHBIM
C K&XIbIM ITyTeLIeCTBUEM.

ATTM peanu30Ba/ MOAOOHYI MHCTLISAIMI0O HAa IIABHOM
BOK3asie ['ambOypra, HO 3[eCb OH TOJHOCTbIO CKOHIIEHTPUPO-
BaJICSI HA MPOEKIMU JnI, 6e3 COMPOBOAUTENbHBIX TEKCTOB.
BoksanbHasg agMMHUCTpaLUS TaKKe 3ampeTuiia emy Ipoenu-
poBaTh M3006pakeHNs Ha Moe3[a U pebChl, TaK UTO JMUla Je-
MOPTMPOBAHHBIX ObUIM BMUIHBI TOJIBKO Ha CTeHaX

XoTsI MexOy CBSI3aHHBIMM C 3eMyieii paboramu Xaake
1 BaitHGepra, ¢ OZHOJ CTOPOHBI, U MMPOEKTAMM, OCYIIECTBJIS-
eMBIMM Ha BOK3ajlaX M BOKPYT HUX, C APYrOi, IPaKTUUYECKU
HeT (OpMa/IbHOTO KOHTAKTa, BCe OHM B PaBHOJ CTelleHU BO3-
HMKAIOT B MaMATh O HEJZABHMUX MCTOPUUYECKUX COOBITUSIX,
M Bce paboThbl HAXOASTCS B OOIIECTBEHHBIX MPOCTPAHCTBAX,
B MeCTaX, KOTOpble He TOJBKO OOIIEeIOCTYITHbI, HO U — Kak,
HaIMpUMep, KeJe3HOJOPOKHbIE BOK3aJbl — OCOOEHHO OXKMB-
neHbl. Bce paboThl MPOJOIKAIOT HOCUTH TPAH3UTOPHBIN Xa-
pakTep. Bo Bcex HUX eCTb HeUTO Ipexojsdiiee, OO0 MOTOMY,
YTO, KaK M pacTUTENbHOCTh Xaake 1 BaitHGeprepa, oHU TO[I-
BepkeHbl eCTeCTBEHHOMY IIpoleccy M3MeHeHUi, I1bo, Kak
U cnaip-mpoekuuss ATtTM M Bupeomnporyinka Kapaudda
u Mwiiepa, OHM pacCUMTaHbl TOJBKO Ha (UKCMPOBAHHYIO
IIUTENbHOCTb. Takasi TEeMIIOPAJIbHOCTh MOKET ObITh BbIpake-
HMEeM HEYBepEeHHOCTU B TOM, KakK CjlelyeT OTHOCUTBCS K Ia-
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msaTU 0 X0JIoKocTe. TeM He MeHee, 3aMeTHO, UTO PacIlopsiKe-
HUS O MeMopuajax XOJO0KOCTa W3HAITCS JIUIIb CITYCTS
40 neT mocsie COOBITUIA, ¥ YTO B CBOIO OYEpeIb MEeMOPUAIbI,
BO3BeJleHHbIe B 3TOVi CpeJe, CYIIeCTBYIOT B ¢opMax, gedop-
MUPYOIIUX TPagULMOHHOE IMpeACTaBleHNe O MeMopuaie.
SIpKMM TIpMMepoM SBJIseTCs KOJIOHHA, BO3BeJeHHas loxe-
HoM U Actep lepi; B rambyprckoM paiioHe I'apOypr, B CBUH-
I[OBOJ1 060JI0UKE KOTOPO# IMPOXOKME MOIJIM OCTaBUTh KOM-
MeHTapuii. 3aTeM Ha MOPOTSHKEHUM MHOIMX JieT KOJIOHHA
OmyCKaslach Bce IMTy6GxKe U ITyOske B 3eMJIIO [0 TeX IMop, TOKa,
HaKOHell, 0 Hell He OoCTajiach TOJIbKO JOKyMeHTauusi. Ha Gy-
JBDKHMKAX, YJIOXKEeHHbIX Ha miowaau Illnoccrinan B Tepie
(CaapOprokKeH), Takke MMeeTCs HaAIliCh Ha CTOpPOHe, obpa-
IIEeHHOM K 3emJe, M, TaKMM 00pa3oM, HeBUAMMOI. Xoxaii-
3e/Ib TaKKe OIMChIBAET KaK «HEraTMBHBIN ITaMSTHUK» CBOM
yTOIJIEHHBbIN B 3emse ¢doHTaH AmpoT B Kaccenme, KOTOpbIM
OH HaloOMMKHaeT O pa3pylleHuM HalMOoHaI-COUMaINCTaMMu
(dboHTaHa, MOJapeHHOTr0 TOPOAY €BPeiiCKUM TTPOMBIILIEHHN-
KOM 3UTMyHAOM AMIPOTTOM, M, TaKMM 06pa3om, Mpu3bIBAET
K namsaty o Xosmokocte. Ha Bompoc 0 TOM, B KaKOil CTeleHu
COOBITHSI, CBSI3aHHBIE C HAIMOHAT-COLMAIN3MOM U XOJIOKO-
CTOM, MOYKHO OTBETUTb C IIOMOIIbIO MCKYCCTBA, BpSA, U
MOXHO JAaTh McCUepIbIBaloLMii oTBeT. KOHEUHO Xe, Cylle-
CTBYIOLME TPUMEpPHI MOKA3bIBAIOT YCWIMUS IO IeTUMKATHOMY
MU3YYEHUIO, OHM [AIOT NUILY AJs1 pa3MbILUJIEHUI U, Tpexze
BCET0, OHU CITIOCOOCTBYIOT TOMY, UTO COOBITUSI HEe TTOTPYXKAKOT-
csl Ha THO ucTopunu. Ho MOHSTH COOBITHS B UX MOJIHOM 00be-
Me M BOCIIPOM3BECTU UX Yyepe3 MOHYMEHTbI, MaMSITHUKU WU
MPOU3BeEeHNSI UCKYCCTBA, BEPOSITHO, HEBO3MOXHO.
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THE CONCEPT OF BEAUTY AND ART
IN TRADITIONAL INDIAN AESTHETICS

Abstract

The article’s main focus is a peculiar understanding of the concepts
of beauty and art in traditional Indian aesthetics. It starts with

a brief discussion of various external and internal factors that
influenced the development of Indian aesthetic cannon and original
features of the concepts of beauty and art. The author outlines that
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in comparison to aesthetic traditions of other great civilizations

in Europe, the Middle East and East Asia, traditional Indian
aesthetics and art differ by a larger diversity of their historical and
regional forms, more clear-cut literature-centric orientation, and
larger impact of mythology, religion and philosophical metaphysics
on development of aesthetic ideas. Also, traditional Indian
aesthetics and art emphasize the principles of symbolic thought and
the search for metaphysical hidden manifestations of beauty much
more. The article particularly deals with a discussion of the
relationship between Indian aesthetics and art, showing that
traditional Indian aesthetics is characterized by the original
hierarchy of arts, in which the most predominant ones are those that
derive from the rich Vedic cultural tradition, namely poetry and
drama. Finally, a thorough investigation of the system of the main
traditional Indian aesthetic categories reveals its overarching subtle
psychologism that embraces a wide gamut of emotional experiences,
ranging from ascetic austerity and isolation from the nonsensical
external world to celebration of passionate and hedonistic pleasures
of life.

Key words

Hindu traditional aesthetics, beauty, art, mythology, religion,
metaphysics

The Characteristics of Traditional Indian Aesthetics

India is one of the oldest cradles of world civilization with
a long cultural history that encompasses about five thousand
years. The cultural values created in this country have left
a distinct imprint on human history. When researching the
philosophical, aesthetic, and artistic traditions that have
formed on the Indian subcontinent, we use the general
concept of India to denote not some political formation, but
the totality of a multitude of states, of related nations and
tribes that have existed for millennia, constantly shifting their
territorial boundaries and replacing one another — a totality
that created cultural, aesthetic, and artistic values that
acquired forms characteristic of the Indian subcontinent.
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Since time immemorial, the culture of India has interacted
with those of neighboring countries and peoples. The Indian
subcontinent was constantly invaded by Aryans, Persians,
Greeks, Huns, Arabs, Mongols, and many other conquerors, all
of whom left their mark on Indian cultural history by bringing
new myths, principles of thought, and styles of art.
By assimilating these external influences, the powerful
cultural tradition of India became increasingly rich and
multifaceted.

The connoisseur of Indian aesthetics and art Radhakamal
Mukerjee observes that metaphysics, religion, mythology, and
art have become, in the cultural history of India, more
significant factors in the life of society than state institutions,
politics, and conquests (Mukerjee, 1959, p. 9). A distinctive
feature in the development of traditional Indian culture and
aesthetics is the extremely close interweaving of aesthetic
ideas, mythology, art, religion, and philosophical metaphysics.
We encounter rudiments of Indian aesthetic thought in the
mythology of the Indian subcontinent, in the cults and beliefs
of the various nations and tribes that settled in this region.
Old myths and the rich world of their images constantly
nourish Indian aesthetics and art. Later, with the formation
of the influential traditions of Brahmanism, Buddhism,
Jainism, and Hinduism with their developed philosophical
metaphysics and world of religious images, there appeared the
need to create religious art, to symbolically render or
naturalistically depict didactic religious legends. At the same
time, there was a growth in the sacralization of Indian
aesthetic thought and art and in tendencies toward symbolism
and canonicity.

Indian aesthetic thought is closely interwoven not only
with mythology but also with principles of philosophical
metaphysics. Indians generally tend toward metaphysical
thinking and theorizing, toward seeking the invisible essence
behind phenomena. The relationship between aesthetics, art,
and philosophical metaphysics is revealed by Ananda K.
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Coomaraswamy, who indicates their shared symbolical basis.
«According to the common understanding of humanity,» he
emphasizes:

art and metaphysics are alike: for observe (1) that on the one hand,
the natural language of metaphysics is precisely symbolism and (2)
on the other, that it is just the symbolic character of art which
distinguishes the work of art from natural species. So what is meant
by «aesthetic experience» and by «perfect understanding» are one
and the same; each being the consummation of an act of non-
differentiation, in which our consciousness identifies itself with an
intelligible form.

(Coomaraswamy, 1981, pp. 156—157)

In comparison to the aesthetic traditions of the West,
India, like China and Japan, has a more holistic worldview —
one that encompasses the totality of a multitude of different
principles and in which, in the great torrent of existence, one
opposite is inseparable from another. Kapila Vatsyayan aptly
observes:

The division of life and art into categories based on binary opposites
is only one dimension of the Indian world-view. Sacred and profane,
celestial and terrestrial, religious and mundane, are differentiated
categories, but are always viewed in a relationship

of complementarity rather than polarities. Thus, one element can be
transmuted into the other, and vice versa. The sensuous can become
devotional, the devotional spiritual, and the physical metaphysical.

(Vatsyayan, 1982, p. 92)

The relationship between the religious worldview of the
Indians and their aesthetics is far more complex than is
usually depicted in the works of many Western researchers.
Many of the traditional movements, schools, and conceptions
of Indian aesthetics are actually directly connected with the
religions of the country or its individual regions. This
influence is expressed more in a canonized outer form,

74 Aesthetica Universalis



symbolism, and iconography than in a deep, universally
human content. Whenever aesthetic thought and the artistic
culture closely connected with it achieved great heights
in India, their independent value and autonomy in regard
to religion inevitably became clear. Even the aesthetic thought
and art defined by the strictest rules and canons feel the
refreshing influence of secular folk culture. This impulse
forces the ideologues of all the most influential religious
movements to constantly seek compromises with the
traditions of living folk culture.

When we examine the archaic strata of traditional Indian
aesthetic thought, well-founded doubts arise about whether it
is correct to use the modern term aesthetics because
in monuments of the Vedic Period we do not encounter clearly
crystallized aesthetic theories. Aesthetic views were not
separate from the Vedic worldview — from a mythological,
religious, artistic understanding of the world, from reflection
on the ritual process.

When Sanskrit treatises on aesthetics later evolved under
the influence of Indian mythology, religion, and philosophical
metaphysics, they stood out for their surprising canonicity
and continuity of ideas — characteristics which can be
explained by the orientation of their authors toward the old
sacred sources of the Vedic Period and of Brahmanism,
Buddhism, Jainism, and Hinduism.

Traditional Indian aesthetics devotes much attention
to the psychology of art, i.e. to the effect of art on a person
and to aesthetic understanding. This distinctive feature, which
separates Indian aesthetic thought from that of the West, is
due to the tremendous attention theoreticians devote
to personal psychology and to the subtlest experiences.
Treatises deal at length with the effect of poetry, drama,
music, the fine arts, and aesthetically performed ritual on
human consciousness and with their ability to promote
personal growth from primitive sensuality to the highest
stages of spirituality. The psychological orientation of Indian
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aesthetic thought is reflected in the main categories (rasa —
aesthetic experience or aesthetic mood, bhava — aesthetic
feeling, dhvani — aesthetic suggestion) that dominate many
treatises on traditional Indian aesthetics. «It is never stressed
sufficiently that in the traditional Indian psychology,» writes
Grazia Marchiano:

to which the theory of aesthetic enjoyment owes so much,

a hierarchy between intellectual and sensory faculties is based on

a distinction not between high and low functions, as has been
characteristic in the dualistic Cartesian approach to the body-mind
complex, but between gross and subtle levels of perception,
cognition and insight. Indian doctrines are of one mind about the
fact that at subtler levels of perception, the entire apprehension

of the world picture changes and that the path to sensual refinement
passes through an intensification of feeling.

(Marchiano, 2010, p. 180)

Indeed, the Indian aesthetic tradition is dominated by the
classification and analysis of aesthetic experiences in general
and not by the description of specific personal experiences.
In other words, despite a strong psychological element, the
devaluation of the individual is manifest.

In essence, this emphasis on literature separates the
traditional aesthetic thought of India from that of the Far East
(China, Japan), where, because of the visual associative
understanding of reality characteristic of pictographic writing
and because of the cult of natural beauty, works devoted
to landscape painting predominate. They are the pinnacle
of Chinese aesthetic thought. In Japan, because of the special
role of tanka, renga, and haikai poetry and because of the
influential Heian literary tradition, there is a more nearly
equal relationship between the aesthetics of the fine arts and
that of literature.

Unlike the Far East, where treatises on aesthetics are
usually succinct and metaphorical, limiting themselves
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to dealing with a few of the most important (as seen by the
authors) aesthetic problems, in India they often acquire from
the Upanisads a tendency toward the abstract speculative
treatment of problems. Works on philosophical aesthetics
stand out for their elaborate metaphysics and emphatic
symbolism, while they avoid the aesthetic intuitivism and
metaphoricity characteristic of Chinese and Japanese works.

The Concept of Beauty and Art

Although the Sanskrit aesthetic tradition contains
constant polemics between various aesthetic systems and
theories, at the same time it is characterized by tolerance,
a consistent exaltation of past traditions, and their further
development, correction, and synthesis. In the course
of millennia, this receptiveness to ideas can be clearly seen
in the works of the most eminent aestheticians, such as
Bharata, Bhamaha, Dandin, Vamana, Anandavardhana, Bhatta
Nayaka, Abhinavagupta, Jagannatha, and many other leading
figures in Indian aesthetics.

Metaphysical symbolism left a distinct imprint on the
structure of Indian treatises on aesthetics and on the
principles for the development of their most important ideas.
When discussing symbolism in Indian aesthetics and art, we
should not forget the exceptional importance of literature,
especially drama, which exerted a tremendous influence on
various manifestations of aestheticism and art. The
symbolism of Indian aesthetics and art is directly related
to the special significance of Sanskrit and its semiotics.
Sanskrit stands out for its abundant synonyms with varied
connotations, its stylistic versatility, and its multitude
of diverse parallel and complementary forms of artistic
expression and, therefore, of hidden symbolical meanings.
Chantal Maillard, who has devoted much attention
to analyzing various aspects of symbolism in Indian art,
emphasizes that Indian art does not merely consist
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of narratives derived from the Sanskrit literary tradition,
mythology, and religion. «Firstly,» she maintains:

the function of the symbol is to substitute a reference whose
ineffability makes it require something visible to allow us to access it
as we access worldly things. Nevertheless, the symbol, unlike the
sign, is not the product of a simple convention, but rather
participates in what it symbolises. The symbol is an essential part

of a unity formed by the symbol and the symbolised. Therefore, the
work, or the symbolic object, is not a mere representational
composition. [....] Art presents the trajectories or lines of power

of a number of forces, so as to be used.

(Maillard, 2010, pp. 194—195)

Over many centuries, India developed distinctive concepts
of aestheticism and beauty that differ markedly from what
became established in the West under the influence
of classical 19™-century aesthetics, which was influenced,
in turn, by the aesthetics of Classicism, the Enlightenment,
and Hegelianism and was one-sidedly focused on the artistic
culture of Classical Antiquity and the Renaissance. These
attitudes, which were inherent in classical Western aesthetics
and art history, interfered with an adequate grasp of non-
European artistic traditions, including Indian ones, based on
different aesthetic concepts.

For the ancient Greeks, divinity was the ideal embodiment
of human existence, which their artists sought to express
by creating idealized human images of supreme physical
beauty (the sculpturesque was the essence of classical Greek
aesthetics), but in the Indian aesthetic tradition the outward
beauty of the human body is not given great significance
because the main accents of aestheticism in most of the
dominant movements of traditional aesthetics and art are
transferred to the area of spiritual values. Unlike the younger
civilization of the Greeks, therefore, India has since remote
antiquity usually proclaimed the unconditional primacy
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of spiritual beauty over that of the body, although even here we
see something close to the Greek principle of kalokagathia —
an affirmation of the unity of beauty and goodness and of the
beauty of goodness. For example, in a famous text of the
Mahabharata we encounter fragments, important for
understanding what is distinctive in the Indian aesthetic
tradition, that affirm that, when the spirit disappears, so does
beauty, and a body without spirit becomes its opposite —
ugliness: beautiful are only those who are pure of heart or
goodness is all-powerful and, therefore, beautiful.

When we compare Indian and Greek aesthetic ideals
regarding the human body, we immediately see, in addition
to the similarities, essential differences. For example, when
Indians exalt a woman’s beauty in their works of sculpture and
painting, they usually emphasize her fertility or physical
details symbolizing ideal erotic sensuality. Thus, too, woman
is celebrated here, primarily in sculpture, as a symbol
of motherhood, fertility, and erotic sensuality. Moreover, there
is no room here for ugliness; all images seek to recreate
a spiritual ideal based on the canonical ideal created
by a specific period, religious tradition, or regional school.
However, the traditional Indian ideal of manly beauty differs
even more from that of the ancient or modern West. First
of all, we should note here that in the multicultural space
of a huge subcontinent influenced by many traditions
of thought, religion, aesthetics, and mythology ideals
of manly beauty have changed rather much in the course
of history and in specific regions. When ascetic religions were
dominant, there emerged the spiritual beauty of human
asceticism, moderation, tranquility, and concentration. More
liberal forms of Hinduism brought a rebirth of attention
to earthly sensuality, which was spread especially by various
Tantric movements.

In general, however, traditional Indian aesthetics and art
do not attach significance to the beauty of a man’s body or
to a muscular or regular figure. What is emphasized instead
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are such qualities as wisdom, concentration, dignity, pride,
nobility, and high social rank. These were expressed through
various trappings with a symbolical meaning or through
details in clothing.

It should be remembered that the diverse and influential
philosophical, aesthetic, and religious movements of India
proclaimed liberation (moksa) the highest ideal of human life
and that they understood aesthetic and artistic creation as one
of the ways of achieving this goal. Thus, according to the
authors of aesthetic treatises, the various canonical artistic
images that gave meaning to the ideals of specific religions
were supposed to reveal the search for the highest principles
and ideals of existence through various states
of consciousness, of concentration or enlightenment. The
Indian aesthetic tradition usually relied on two basic concepts
in the description of states of meditation, or contemplation:
first of all — dhyana, and second — samadhi. The first term
emphasizes an act of concentration such that consciousness
remains focused on a specific object, while the second refers
to total, or complete, concentration of the mind on the
specific object of meditation. In both of these instances,
however, concentration and liberation from the deceptive joys
of the outer world were understood as an expression of life-
wisdom, to which a special aesthetic value was given. This
inner radiation of wisdom is what the followers of a specific
aesthetic or artistic tradition sought to convey in the form
of sensory images. This goal is especially clear in Buddhist and
Jain classical art, which seeks to convey spiritual tranquility
and concentration.

In order to convey human spiritual states as subtly as
possible, traditional Indian aesthetics elevates the importance
for the artist of a multifaceted education, of psychological
training, and of a knowledge of the means of expression
in allied art forms. It also formulates the canonical principles
of artistic creation and of ideal proportions and actualizes the
importance of hidden, ineffable meaning and of disinterested

80 Aesthetica Universalis



aesthetic experience. Here, the worlds of beauty and art are
mainly connected with inner concentration and emotional
experience and are inseparable from attention to the inner self
and introspective understanding. Unlike the West, where
beauty is so objectified that it becomes alien and distant from
the individual, in India it is interpreted as something highly
subjective. This difference is one of the reasons that explain
the subtle psychologism of Indian aesthetic thought and the
special attention given to aesthetic understanding and taste.

A researcher into the early tradition of Indian aesthetics
and art, Swarajya Prakash Gupta, correctly notes the
fundamental formal and stylistic differences between the
Harappan civilization, the Pre-Maurya Period, the Maurya and
Sunga' dynasties, and the traditions of Kusana architecture
and fine arts and raises a well-founded question: «What can
we consider authentic «Indian art’?» He raises other, no less
important questions that are also relevant to the study of an
extended period in the cultural development of Indian
civilization: «What factors unite this obvious diversity? Let us
begin with the diversity: what are the factors involved
in artistic change?» (Gupta, 1990, p. 5)

When wandering about in Paris through the halls of the
marvelous Guimet and other museums with good collections
of Indian art, one is immediately struck by the extraordinary
diversity of the artistic forms of Indian civilization, by the
strangest interweaving of influences, stylistic forms, symbols,
ornamental structures, and a multitude of other formal
elements from different civilizations — an interweaving that
can be explained by the special historical development
of Indian culture. Indeed, for centuries on the huge Indian
subcontinent, various empires, kingdoms, dynasties, and
religious traditions existed, coexisted, and supplanted one
another. Different peoples lived side by side, and their
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mythologies, religions, languages, philosophies, and aesthetic
traditions spread. Many of the most varied styles
of architecture, sculpture, painting, music, drama, poetry, and
other art forms constantly intermingled, and different ideals
of aesthetics and beauty influenced one another. Only with
great qualifications can this diversity be reduced to more or
less unified formulas.

Obviously, by being near the trade route that linked the
main Eastern and Western civilizations, the Great Silk Road,
India experienced not only the cultural influences that spread
from neighboring countries but also powerful waves of foreign
conquests and invasions that left deep marks on the history
of her culture, aesthetics, and art. Here, one should speak
about the most varied influences: Mesopotamian, Aryan,
Assyrian, Persian, Greek, Byzantine, Central Asian, Syrian,
Arab Muslim, Tibetan, Mongolian, Chinese, British
colonial, etc.

The early period in the development of proto-Indian
civilization was strongly marked by Mesopotamian influences,
which can be seen in the protohistoric archaic civilizations
of Harappa and Mohenjo Daro. Their high level of culture is
attested by what archaeologists have discovered: cities with
a developed infrastructure and marvelously beautiful 5000-
year-old sculptures whose forms resemble those that
blossomed 2500 years later in ancient Greek civilization.

The penetration into the Indian subcontinent
of distinctive artistic and ornamental forms and symbols that
flourished on the Iranian plateau increased especially around
the 6™-4™ century B.C. and did not disappear in later times
because the peoples who had settled in Iran and India were
connected for millennia by close political, commercial, and
cultural ties. Indian rulers absorbed many of the forms
of imperial rule, architecture, and the fine arts that had
developed in Iran and became the property of later Indian
culture. Traces of Greek cultural and artistic influence can be
seen in the Gandhara sculpture of the Greco-Buddhist School,
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which blossomed after Alexander the Macedonian’s campaigns
of conquest. Other influences — Syrian, Central Asian,
Tibetan, Mongolian, and Chinese — are more noticeable only
in specific regions, in individual fields of culture and art.
Influences brought by the Arab caliphate — by conquerors —
rippled across the greater part of the Indian subcontinent and
left clear traces in various fields of culture.

Over the centuries, all these influences commingled
in Indian civilization: some of them left clear traces and took
firm root in the tradition of Indian culture, aesthetics, and art,
while others were less noticeable, even ephemeral. Thus,
Indian aesthetics and art experienced and absorbed many
powerful and less noticeable external influences, which were
eventually assimilated and became part of the Indian aesthetic
and artistic tradition.

Characteristic of the creators of traditional Indian
aesthetics are an affirmation of the close interconnection
between different art forms and the exaltation of a syncretic
mentality and of the universality of the themes being
developed. In all spheres of creative activity, in the
intermediate fields of arts, crafts, and learning, they discerned
unified creative principles. This view arose from the
concept — crystallized, according to the authoritative Russian
Indologist Vyacheslav Ivanov, in the oldest Vedic texts —
of taksati («<he fashions [a work of art]»), the meaning of which
is identical to that of the Greek tekhné and the Roman ars and
encompasses the most diverse forms of human creative
activity (Ivanov, 1979, P. 7—38).

Arts in the narrow sense, crafts, and learning are regarded
as various forms of a single creative activity closely connected
with the mythology, religious ritual, philosophical
metaphysics, and caste structure of Indian society. In ancient
and medieval India, cultic art was not considered creative
work in the modern sense. It consisted of objects created
by artisans who relied on secret canonical traditions formed
over the centuries — objects whose functions, as in Christian
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Europe, were usually connected with specific cults and
religious rituals:

To begin with, the purpose of traditional work is never «to do art»
but to embody the canons, rhythms and matter-spirit life lines

of which the universe is made for the intimate participation of those
who contemplate the object. From all this, it follows that the artist is
nothing but a worker who knows how to skilfully apply the rules
which have been taught by wise seers. Consequently, the work is
commonly anonymous, a reason why it is not fit to speak here

of originality, at least not in the sense we moderns do, that is, as the
possession of special or new characteristics.

(Maillard, 2010, pp. 190—191)

Despite the many established stereotypes in the West, we
must acknowledge that the way followers of traditional Indian
aesthetics view art and its place and purpose in society is
much closer to the medieval culture of Western Europe than
to what we see in China and Japan. This relationship was
probably determined by the obvious parallels between
hierarchical social structures and by the similar role
of aesthetics and artistic values. In his essay «Understanding
Indian Art,» Ananda K. Coomaraswamy not only highlights
the universal meaning of traditional Indian aesthetics and art
but also reveals their inner connections with the Christian
aesthetics and art of Western Europe. As he explains:

What the world then understood by «art» was everywhere the same,
viz. a right way of making things, recta ratio factibilium, literally the
«right reason of things required to be made». Those who
understood this «right reason» were called «educated», those who
merely found a specific pleasure in the product without knowing
what it was all about, «illiterate»: docti rationem artis intelligunt
indocti voluptatem.... This is the pleasure of the intellect, felt in the
presence of intelligible things, and quite distinct from the
pleasures of sensation which may be occasioned by the aesthetic
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surfaces when these are considered apart from their symbolic
content.

(Coomaraswamy, 1981, p. 141)

This scholar correctly observes that in both India and
medieval Europe any attempt to limit the aesthetic pleasure
caused by art to feelings alone would be, in Scholastic terms,
«aesthetic illiteracy.»

When leafing through books devoted to the Indian
tradition of aesthetics and art, we find many different
coexisting views on this country’s art, its nature, and its
functions. This is not surprising, for in different regions of this
huge country and during various historical periods we
encounter a multiplicity of distinctive forms.

For this reason, views and interpretations directly depend
on the object chosen for study, on when and where it appeared
in the long history of Indian civilization. For example,
a famous connoisseur of Indian art, Stella Kramrisch,
maintains that Indian art is neither religious nor secular
because the content of Indian life is not entangled in the
Western dichotomy between religious faith and worldly
practice. All aspects of life are included in a single hierarchy
of values on a physical, psychological, and metaphysical level.
In this harmonious body of diverse values, each member with
its partial functions harmoniously interacts with the Norm
of the Beyond (Kramrisch, 1955, p. 10). Hence follows the
conclusion about the emphatically naturalistic character
of Indian art.

This view is opposed by the eminent French Indologist and
art historian Jeannine Auboyer, who for her part points out
that traditional forms of aesthetic and artistic expression were
closely connected with the Indian worldview. Thus, art for
art’s sake is foreign to Indians — as well as the concept
of exaggerated naturalism. They also dissociate themselves
from the exaggerated emotionality and subjectivism of the
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Romantic tradition in Western aesthetics and art because for
the Indian artist expressing his own innermost feelings and
experiences is not the most important thing. The essence
of a work of art is, as it were, enclosed in its utilitarian
function — the main one for the artist, who has not yet been
differentiated from the artisan and who in his work is
primarily oriented toward canonical requirements defined
by a specific religious or aesthetic tradition and cultivated for
centuries. Thus, beauty as understood in the Romantic or
Classical aesthetics of the West does not receive the same sort
of attention in traditional Indian aesthetics as in modern.
According to Jeannine Auboyer, beauty does not even have
a place in the canonical code of Indian art because this strict
canon primarily gives a clear definition of the main
requirements for creative artistic activity (Auboyer, 1968, p.
15). Moreover, the Indian concept of aestheticism, as we have
mentioned, was powerfully influenced by the mythic images
and the religious and philosophical ideas dominant during
different periods of historical development and in specific
regions.

With the rapid spread of Buddhist influence, architecture
and art eventually adopted the aesthetic ideals of Buddhism —
ideals that in the course of centuries underwent a dramatic
transformation. Early Buddhism was primarily shaped
by a community of poor wandering monks for whom
asceticism and seclusion from the outer world were
programmatic provisions. Continuing the ideological
traditions of the Vedas and Brahmanism, the followers of early
Buddhism renounced worldly pleasure, property, and caste
membership, joined monasteries, and devoted themselves
to an ascetic way of life. In this way, the first monastic
institutions in human history were established with their
characteristic ritualized way of life and value systems. Set
against any and all forms of outer existence, Buddhist monks
sought to eliminate aesthetic elements of luxury and
sensuality from religious consciousness, and early Buddhist
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ideologues viewed art with detachment; many of the oldest
Buddhist siitras openly condemned art. In different texts we
even encounter prohibitions against looking at pagan temples
and pictures. This orientation also reflected the ascetic
teachings proclaimed by Buddhists about the transitoriness
of human existence, the prevalence of suffering in the world,
and nirvana.

As the Buddhist movement grew stronger, philosophical
Buddhism became religious, and many of the programmatic
provisions of early Buddhism changed. There were many
diverse reasons for this change, but it is obvious that the ideas
of early Hinayana Buddhism — highly ascetic, full of complex
philosophical metaphysics, and difficult to understand —
threatened this movement with isolation because they could have
turned this teaching into a barren abstract scholastic
construction. For this reason, objectively changing conditions
of life, competition with influential Brahman and Jain
opponents, and the struggle to preserve their own influence
forced the leading Buddhist hierarchs to reassess many earlier
attitudes. This move highlighted the distinctive nature
of Buddhist aesthetic ideals and attitudes toward beauty.

In ancient and modern Western civilization, beauty is
a value that, as it were, is given meaning in an object, but
in Buddhism the goal of life is itself already aesthetic, and its
value is discerned in the ability to be satisfied with the advantages
of an ascetic way of life. This position leads to the renunciation
of many nonessential things, the cult of wandering in the
boundless universe, and the pursuit of nirvana as the aesthetic
goal of Buddhism. Seen from this aspect, line, form, color,
harmony, etc. lose their meaning in the Buddhist concept
of beauty because, in order to feel pleasure in this beautyj, it is
completely unnecessary to surround oneself with works of art.
Eventually, most followers of Buddhism switched from the
hardship of pilgrimage to settled monastic communities, and
orthodox Hinayana Buddhism was replaced in many regions
of India by the more democratic teachings of Mahayana.
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A qualitatively new, rich world of Buddhist monastic culture
took shape with complex rituals and concrete vivid teachings
about paradise and hell, which in Buddhist legends and sitras
acquired a colorful aesthetic form. In the siutras, paradise is
depicted as a place emanating high divine radiance, light, and
beauty, where a wonderful world of nature and animal life
thrives. In order to show the authenticity of this image of the
world and of the many Buddhist religious teachings and
legends that sprang from it, there was a need for art that could
give symbolical meaning and visual reality to this world
created by the imagination and at the same time validate the
basic aesthetic ideals proclaimed by the followers
of Mahayana.

Thus, as Mahayana Buddhism acquired the features
of a world religion, it began to appeal to a world of aesthetic
values, and after creating a unified system of arts, it not only
officially acknowledged the importance of art for religion but
also began to effectively use the opportunities it provided
to illustrate religious truths and ideals. In this way,
in classical Indian culture, there emerged in connection with
the growing influence of Buddhism and closely related
Jainism the sacralization of many fields of culture,
philosophy, aesthetics, and art, and new forms of sacred art
took shape with their own distinctive aesthetics and
iconography. There began one of the greatest periods in the
history of world art, that of Buddhist architecture, sculpture,
and painting, in which the canonical forms of Buddhist art
with their amazing suggestiveness and harmony flourished:
the architecture of Sanchi, Ellora, and Elephanta, the
sculpture of Gandhara and Mathura, and the painting
of Ajanta. Later, the Buddhist art forms that were flourishing
in India spread to the farthest corners of the Asian continent
and became an inseparable part of the aesthetic and artistic
culture of China and Japan. Still later, exhausted Buddhist art
forms were replaced by others connected with Hinduism and
various Tantric movements.
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Thus, some Indian arts are in large part faithful to beauty
and emotional pleasure (these creative forms are tolerated but
express lower human strivings), while others stimulate
ecstatic religious experience and belong to a much higher
spiritual level. Among the Ilatter, there occur various
formalized diagrams — mandalas and yantras, which
in Buddhism, too, symbolize the unity of the detached and
concentrated consciousness: reintegration from the many
to the One, to that Absolute Consciousness, entire and
luminous, which Yoga causes to shine once more in the depths
of our being. Thus, Indian aesthetics and art were directly
connected with a specific tradition worshipped by its followers
or arose from the canonical requirements of treatises. The
treatises of a specific tradition usually contain variations on
several of the same themes and urge following canonically
defined requirements. On the other hand, however, without
forgetting the function of works of art, each aesthetic and
artistic movement connected with a specific philosophical and
religious tradition emphasizes different aspects
of aestheticism and the expression of harmony: Buddhism
stresses tranquility, concentration, and asceticism; Jainism —
a feeling of human spiritual harmony with the surrounding
world of nature and animal life; Hinduism — earthly human
feelings, which in the canon allow various nonessential
deformations of the human body; Tantrism — human passions
with an emphasis on the erotic sensuality of the human spirit
and body.

This distinctive feature of Indian aesthetics and art
explains why, for example, classical Greek sculpture was
primarily oriented toward conveying the harmonious outer
form of a beautiful, athletic, well-proportioned man’s or
woman’s body, while for Indian art the most important idea
was to express not outer physical, but inner spiritual beauty.
As the latest research into Indian medical achievements
attests, the Indians understood human anatomy no worse,
in fact, far better, but their artists’ attention was directed
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toward something else — entrenching the priority of spiritual
values. For Indian artists, according to Michel Delahoutre,
«every image breathes an air of dhyana, or contemplation»
(Delahoutre, 1996, p. 39). Thus, the ideal of this ascetic
aesthetics concentrated in a world of spiritual values could be
a human body, deformed by many years of spiritual searching
and marked by the hardships of life, that had achieved wisdom
and was often already old. In other words, the highest beauty
could be embodied in an old, life-weary ascetic or yogin,
in whom the most important things are spirit, concentration
of consciousness, and the ability to dissociate oneself from the
superficiality of outward beauty. And finally, in the cultural
tradition of India old age was firmly connected with wisdom,
to which many philosophical and religious traditions attached
great importance and to which special aesthetic value was
given in artistic images.

That the Indians understood very well the importance
of a harmonious and beautiful human body is attested not
only by wonderful sculptures from various periods dating back
to Harappa and from the Buddhist, Jain, and other traditions
but also by Kalidasa’s words in his work Kumarasambhava (The
Birth of Kumara):

Like a picture brought to life by a brush,
like a lotus opened by the rays of the sun,
her body, symmetrical and beautiful,

was made manifest by fresh youth.

(Smith, 2005, Canto 1:32)

A famous collection of early canonical Buddhist texts, the
Dhammapada, maintains that if a man has the habit
of reverence and ever respects the aged, four things will
increase to him: life, beauty, happiness, power. The Pali term
dhamma is the equivalent of the Sanskrit dharma, which is
derived from the root dhar «to hold’ and means that which
supports the world and society. Thus, this contextual concept
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can be translated as «rule, duty, moral law, public statute,» all
of which help maintain cosmic and social order. Alongside
life-wisdom, order, and happiness, this fundamental concept
of Indian speculative tradition also includes, as a necessary
element of wuniversal harmony, beauty — which was
characterized more by its inner form than by the outer one
exalted in Greek art. When art forms shaped by ascetic Indian
aesthetic doctrines were first encountered, this special
concept of outwardly ugly «spiritual beauty» could not fail
to provoke a reaction in the West, which was under the spell
of Hellenomaniac mythology. Such is the difference between
the ideals formed by the Indian and the Greek aesthetic
traditions and, under this influence, between their canonized
models of artistic creation.

Because the Indian tradition of art, with the exception
of the Greek-influenced Gandhara School of Buddhist
sculpture, was dominated by the ideal of inner spiritual beauty
or its sensual opposite, Western Orientalists and specialists
in aesthetics and art thought for a long time that on the
Indian subcontinent only the Buddhist school of Gandhara
sculpture produced works of traditional figure art that have
undoubted aesthetic value. This opinion was due to their
obvious similarity to the tradition of sculpture in Classical
Antiquity.

After studying how the sculptures of Gandhara were
received in the West, Mario Bussagli, a disciple of the famous
Indologist Giuseppe Tucci, pointed out that this school was
usually understood on the basis of aesthetic criteria formed
in the West over centuries as a completely autonomous and
formally original phenomenon equal to Western art in its
aesthetic value because it had preserved formal similarities
to the tradition of Greek sculpture and had revealed close
connections between the aesthetic and artistic traditions
of Asia and Europe (Bussagli, 1996, pp. 31—38). The rest
of traditional Indian art with all its diversity did not fit into
the Eurocentric aesthetic schemes of the West, which had
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been defined under the strong influence of Hellenomaniac
mythology and emphasized the special importance of ancient
and Renaissance art. The West, therefore, long understood
these other works as consisting merely of exotic and inferior
art forms to which «true» aesthetic value was alien.

This was one of the most important reasons why Indian art
had such difficulty achieving recognition in the West.
However, the paradox of such a purely Eurocentric assessment
was precisely that the Gandhara School was one of the least
«Indian» in its fundamental aesthetic principles of all the
schools of sculpture in this country. This fact became clear
only when the systematic translation of Indian philosophical,
religious, and aesthetic treatises was begun during the first
half of the 20" century. The nature of the aesthetic ideas and
ideals proclaimed in these treatises began to emerge, and the
preconditions were created for a better understanding of the
distinctive character of Indian aesthetics and art.

Despite these changes, however, for most of Western
society the rich tradition of Indian aesthetics and art still
remained for a long time a marginal phenomenon, one valued
only by a rather narrow circle of intellectuals and specialists
in the aesthetics and art history of Eastern countries. Before
World War II, the situation was somewhat better only
in France, which had strong traditions of receptiveness
to world culture and art as well as of Oriental, comparative,
aesthetic, and art-historical studies. After World War II, when
the activities of many centers for comparative and Oriental
studies blossomed, when more texts were translated and more
reproductions of works of art became available, the situation
changed rapidly, and the preconditions were created for the
powerful wave of Postmodern Orientalism that spread
throughout the world during the 1970s and 1980s. Ultimately,
this wave entrenched the view that Indian, Chinese, Japanese,
and Arab traditions of aesthetics and art have their own
distinctive features and are no less valuable than that of the
West.
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The Principle of Hierarchy in Indian Aesthetics

The distinctive nature of Indian aesthetics is shown by the
Indian attitude toward the hierarchy of the arts. The
development of aesthetic thought was strongly influenced
by the rise of various arts in the artistic hierarchy. This
influence was different during different centuries and
in different regions. «The hierarchical conception,» writes
Thomas Munro:

pervades Indian aesthetics also in that (a) some kinds of art are more
valuable than others in aiding this ascent and (b) some kinds

of aesthetic experience are more advanced, spiritual, de-
individualized, and universalized than others. On the highest level,
awareness of the difference between subject and object disappears
and no external, sensory stimulus is needed.

(Munro, 1965, p. 76)

In the artistic hierarchy of traditional Indian aesthetics,
the most important and most independent arts are poetry,
music, and architecture. Painting and sculpture are
understood as subordinate to architecture. Indian £sthetics is
primarily concerned with three arts, poetry, music and
architecture. Asthetics, therefore, as philosophy of fine art,
has to deal with the philosophic views of these arts, known as
Rasa-Brahma Vada, Nada-Brahma Vada and Vastu-Brahma
Vada. The literature directly connected with the most archaic
poetic tradition is traditionally considered a higher art. This
view can probably be explained by a rich, unbroken epic and
philosophical tradition that encompasses more than five
thousand years. We should not forget either that since the
times of the Vedas literature has been closely connected with
cultic hymns and that poetry has often been considered
a sacred art. Therefore, since ancient times the hierarchy
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of the arts has been unconditionally dominated by poetry, the
most perfect form of which is drama. «Poetry,» writes Kanti
Chandra Pandey:

is the highest of all arts. And drama is the highest of all forms

of poetry. The problem of aesthetics as philosophy of fine art

in India, therefore, has been studied, not with reference to music, or
plastic or pictorial representation, but mainly in the context of the
dramatic presentation. In the main, music and scenic
representations have been regarded as auxiliaries to the drama. The
reason is obvious. The varied situations of life, which Art makes its
province to depict, lend themselves to a more successful
representation in drama than in any other class of art. For, drama
appeals to the eye and the ear, the senses, which are regarded as pre-
eminently «aesthetic’. Drama marshals all other arts, including that
of poetry, to its aid.

(Pandey, 1959, vol. I, p. 1—2)

The rise of poetry in the artistic hierarchy determined and
stimulated the creation of theoretical treatises devoted
to poetry and drama. It is no accident that in India the
treatises devoted to poetics and dramatic art are not only
closely interwoven with the general problems of aesthetics but
also pretend to the role of the highest and fundamental
science about an aesthetic understanding of the world and
about artistic creation. Thus, in India aesthetics, as «the
philosophy of fine arts,» primarily reflects on the patterns
in the synthetic art of drama. The main aesthetic principles
and categories created for drama were later applied to other
arts.

It is precisely in the treatises devoted to poetic and
dramatic art (the natyasastras) that the most important
teachings about rasa (aesthetic experience) unfold. During the
Vedic Period, the hierarchy of the arts was unconditionally
dominated by poetry, which had begun a dialogue with the
world of the gods; therefore, in the early stage of development
of Indian aesthetic thought and art, the aesthetic principles
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of other kinds of art were greatly influenced by the special
importance in the artistic hierarchy of poetry and of drama,
which had developed from it. Later, with the appearance of the
need for the visual embodiment of religious ideals,
architecture flourished along with the closely allied fields
of sculpture and painting. In the early aesthetics of the fine
arts during the Classical Period, we can feel the strong
influence of dramatic art and, later, of music. These changes
are abundantly illustrated by old Indian aesthetic treatises,
in which we encounter many references to the aesthetic
principles of various kinds of art.

Conclusion

Thus, after discussing and comparing the traditional
aesthetics and philosophy of art of India, the main stages
of their development, and their leading schools, conceptions,
and concepts, and after highlighting their main typological
features and their relationship to the aesthetic traditions
of other great civilizations, we may state that their
distinctively Indian nature is primarily revealed in their
connection with the practical needs of a specific historical
epoch, with its dominant philosophical, religious, and ethical
ideas, and with its main tendencies in the development
of culture and art. Despite external influences and the
diversity of historical forms of development, traditional
Indian aesthetics has certain specific features that
distinguish it from the great traditions of Antiquity, the
West, the Near East, and the Far East. In comparison
to these civilizations, the traditional aesthetics and art
of India stand out for their greater diversity of regional forms as
well as their clearer literary orientation, their semiotic focus,
and the more obvious impact of mythology, religion, and
philosophical metaphysics on their development.

Moreover, traditional Indian aesthetics and art laid
greater emphasis on the principles of symbolical thinking
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and the search for the hidden nature of metaphysical
phenomena, for manifestations of ineffable beauty. And
finally, they are characterized by a subtle psychologism
permeated by a broad gamut of emotional experiences —
with dispassionate ascetic rigorism and dissociation from the
meaninglessness of the external world at one extreme and
a passionate, hedonistic enjoyment of life and fullness
of being at the other. Obviously, we may discern more
rationality in the aesthetic and artistic traditions of Classical
Antiquity and the West and more artistry and refinement
in those of the Far East, but the mature Indian tradition
of aesthetics and art primarily enthralls us with the diversity
of its proclaimed aesthetic and artistic ideals. These and
other features of the Indian aesthetic and artistic tradition
spread not only in the Indian subcontinent but also in other
parts of Asia. They underwent fundamental changes
in Southeast Asia, China, Korea, and Japan, where the
influence of many of the ideas and principles of Indian
culture, religion, philosophy, aesthetics, and art can be
clearly seen.
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CEPTEV O3MKEBMY!

HAKOTNJIEHWNE QCHOBAHWUW OJ14
ONN0COOCKON ANBEPCUNDUKALINN
[MPEKPACHOI'O B ACTIEKTHbI
BO3BbILWEHHOIMO?

A6cmpakm

HacTtosmias ctaThsi OCBsILIeHa MPOLeCcCY KPUCTANIU3aLUN COOep-
SKaHMST TTIPOTOKATEropuiM BO3BBIIIEHHOTO B PUMCKOM pUTOpUYe-
ckoM nuckypcee. [Tonpo6HO aHanM3upywTcs B3MsAgb! [IceBno-JIoH-
ruHa, CeHekn, KBuntunmana, TaunTa, co3maBiive KpUTUIeCKOM
OCHOBaHMe 111 GOopMMUPOBAHMST KaTErOPUAIbHOTO COLePsKaHMUs
BO3BBIIIEHHOTO, TTPOC/IeskeHbl JlalbHelIIe HarpaBieHusl pa3Bu-
TUS 9TOM KII0YEBOI KaTeropuy B eBPOIEIiCKOl 3CTeTUUeCKOo pe-
dbnexcun.

Knrouesosle cnosa
IIpexkpacHOe KaKk KOMMYHMKALMS, PUMCKask pUTOpUUeCcKas KyabTy-
PbI, IPO6IEMBI CTUISL, MAEHTUGMKAIINS CTUJIEN, BO3BBIIIEHHOE KaK

npo6nema ctuis, [ceBao-Jlouruu, Ceneka, KBuntunua, Tarur.

1. K eo3eviutenHomy: eknaod CeHeKku

! Cepeeti /[3ukesut — MOCKOBCKMIT TOCYJAPCTBEHHbBIN YHUBEPCUTET MMEHMU
M.B.JlomoHOCOBa, dumocodckuit dakymbreT, Kabeapa 3CTETUKM, NOIEHT,
3aMeCTUTEb 3aBEAYIOIIEro 10 Hay4yHOl paboTe, MOIEHT, KaHAUAAT (GUIo-
codbckux Hayk, IaBHbIA pemaktop AU, dzikevich.sergey@gmail.com,
+7 905 568 00 76.

? Hacrosiuast myoamMkanys coeiada B paMmkax padotsl konsl " «CoxpaHeHue
MUP08020 KYJIbINYPHO-UCMOPUUECK020 Hacnedus» B MI'Y umenu M. B. Jlomo-
HOCOBA.
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Pumckoe o6miecTBo KoHIIa I Beka 1o H.9. u I Beka H.3. Cy-
IIeCTBEHHO OTIMYAIOCh M0 ¢opMaM CBOE KM3HM OT TOTO I10-
JIMCHOTO YKJIaJa, C KOTOPbIM KOTJa-TO ObLI CBSI3aHA Mjesl Ka-
JIOKaraTuu Kak MCTOYHUK BCEX IOHSITUITHO-KAaTeropuajbHbIX
3CTeTUUECKUX MOUCKOB. MbI MMeeM Jeji0 C IMOCJIeTHUMM Iecsi-
TiieTusimu Pecry6MKu, 3a KOTOPbIMM HacTynaet VMmMmepus.
CmeHa pecnyOaMKaHCKOM ()OPMBbI IIpaBJIeHMS BJIaCThIO MPVH-
LIeTICOB ITPOMCXOAUT He MHaue, KakK B pe3y/bTaTe BHYTPEHHEr 0O
pasioKeHMsI, UCTOIEHUSI TIepBOJi. DTO U OILYIIAIOT Te Hanbo-
Jiee CIIOCOOHbIE JIIOIYM, KOTOPbIX Mbl HAa3BaJIM JIIOAbMU C TTOBbI-
IIEHHOM 3CTEeTUYECKON YYBCTBUTEIbHOCTBIO, 3aCTaBJISIONIAS
UX PaCIIpOCTPaHsTh B OGIIECTBe UAEM, BhIpaxKkalolye dyx ape-
MEHU.

[TogoGHbIe BbIpakeHMsI YYBCTBOBAHMSI OOIECTBEHHBIX ITe-
peMeH He SBJISIIOTCSI 3CTeTUYECKMMMU TIOTOMY, UTO BOBJIEKAIOT
B Cebs Impexk/ie BCero 1eJIOCTHbIE M He3aMHTepecoBaHHbIe MH-
TeJIJIEKTYyaJIbHO- OpraHuMUYeCKye peakUuuy Tex e, KOTopble
X TeHepUPYIOT. B rmepexogHbie 3110XM MOJ00HbIe UyBCTBA CTa-
HOBSITCSI 0COOEHHO 060CTPEHHBIMM U TO, O UeM MbI CTAHEM Ja-
Jlee TOBOPUTDH IIPEACTaB/sSIeT CO00¥ KaK pa3 XapaKTepHYIo
dbopmy 060CTpeHMsT ICTeTUYECKOI YYBCTBUTEIbHOCTY B TIepU-
OJ 0CEeHU aHMUYHOCMU. DTOT TePUOJ, YCWIUSIMU Hanbosee 4yB-
CTBUTEbHBIX JIIOZIEV BIIEpBble MPMOABIIsIET BCEMUPHOMY OIIbI-
Ty 3CTeTUYecKoi pedekcuu IMMPOTOKaTeropuaabHylo hopmy
BO3BBILIEHHOI'0, KOTOPAs MOCAeAYIIUMMI BpeMeHaMU TOJIbKO
Joruuecku obpabaTsiBaeTcs. IHTepec K 3Toit opMe B Iociie-
Iylolye BpeMeHa OymeT pas3jMuyHbIM, Kak IpaBWIO OH OyaeT
0COGEHHO MHTEHCUBEH B CBSI3Y C KAKMMM-TO KPU3UCHBIMU 00-
IIECTBEHHBIMM COOBITMSIMM, HO pa3 mnpuobpereHHass ¢opma
060011IeHHOT'O MBIIIJIEHNST He McUe3aeT y:Ke HUKOIma, U Jajiee
peduiekcust 6ymeT onmupaThCs yke Ha Hee.

[TosToMy manbHeiIIe TeOPeTUKM BO3BBIIIEHHOTO OyayT
CChLIaThCA Ha JIoH2UHA, TIOTOM OH CTaHeT B yTOUuHeHuu Ilces-
do-JIoHeuHoM, a Hallla 3ajaya COCTOUT B TOM, UTOOBI yCTAHO-
BUTb 3TO HAUYaJIbHOE TEeOpeTUUYecKoe COfepskaHue, KOTOpoe
Jlajiee YTOUHSIETCS M 00oraujaeTcs Imocaenyloueil MCTopueii.
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JlJist 3TOTO HaM U CJielyeT BCTaTh Ha YTOYHEHHbIE BpeMeHHbIe
Mo3uLMK co3manus Tpakrata «O BO3BbIIIEHHOM» — I B. H.3. —
" IaKe, 711 TOTO, YTOOBI HE YITYCTUTh MCTOPUUYECKUX JIeTasIel,
omcmynums HecKoJIbKO dajiee 82J1y0b 8pemeHL.

MbI cOBepIIeHHO BBIHYXXIEHBbI 3TO CIeaaTh MOTOMY, YTO
B IIPOTOKATEropuaabHOM 3CTETUUECKOM IMUCKypCe, MOPOAVB-
1meM TeKCT «O BO3BBIIIEHHOM» MbI BUIVM HE CTOJIbKO YCTPEM-
JIEHHOCTb B Oydywjee uepe3 meopemuuecku yCmaHasausaemyio
ceepxyenv — upneain ['ocymapcTBa B cBeTe uiaeu biaara — ckosb-
KO HOCMaveuto 10 0CYyWecmeieHHOMY 8 NPOUL/IOM, YCMAHOB1eH-
HOMy npedkamu nopsdky. DTOT TOPSIAOK, AAaBLIMIA «30J0TO
BeK», YTpaueHHbI BCIeICTBYE HeOpeXXeHMs, ITPOUCXOLSIIETO
M3-3a HPpaecmeeHH020 ynadka, Vi CJieAyeT 8epHYMb.

dunocodcekast peduiekcusi CTAaHOBUTCS Y3KOHAIpaBJIeH-
HOJA: el He Hy>KHa 6oJIblile BCeobIasi MyApOCTh, HO He HYKHA
M MYAPOCTb CTSDKaTeNbHO-MaTepuaibHas, et HyskHa IMOYuo-
HAIbHAsL MeXHOJI02Usl HPA8CMBEHH020 0300p08JIeHUSl KOHKpeT-
HOT'O MHJMBU/IA yepe3 KpelieHe B IICUXMKe peasbHO ObIBIle-
ro, HO yTpaueHHOro ob6pasua. ®uiocodus ¢ TaKMMM 3a1a4aMu
He 3a0bIBaeT ypoku dumocodmu abCTpakTHOM, HO Mpucacab-
JIMBaeT UX K CBOMM LIeJIsIM, Yepe3 MMMaHeHTHO MOPOsKAeHHbI
MMM 0COOBIV CTUJIb HPABCMBEHHO020 NOC/IAHUS — VHOT/IA TEeKCTa,
MHOT[Aa YCTHOTO Ayuajiora — MMelluii ocoboe Ha3BaHMe «Jua-
mpuba».

Iunatpmba TmepBOHAYAJIbLHO IIpeJIionaraja MMEHHO YCT-
HbIt nuasor. Yto mpexcraBisyia coboii Auatpuba B 3TOM
YMCTOM BUAE MOXHO y3HaTh, ITO3HAKOMMBIINCH C GecemaMu
ocBoboauBierocss paba dnuxkmema (ok. 50 — ok. 135 H.3.),
3alMCAaHHBIX €ro BepHbIM YYEHMKOM W II0C/IeoBaTeIeM
®naBuemM AppMaHOM B TO BpeMs, KOrJa y OIUKTETa ykKe
OBLIM ¥ CBOSI CJIaBa, M CBOSI WKOJIA. DTIUKTET OCTAJICS, IO OC-
HOBaTeJIbHOMY MHEHMI0O MHOTMX HerpaMOTHbIM — TO JIA
10 OOCTOSITeNbCTBAM, TO JIM CO3HATEIbHO, He BUIS B yMe-
HUM YUTATh M TMcaTh HeobxomumocTu. Eme Gymyum pabowm,
BO BpemeHa Hepona, oH cryman B Pume Gecenpl BbIIaole-
rocsi B MeToAMueCckoM IuiaHe opatopa MycoHus Pyga, nopa-
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3MBIIME €ro, Kak BUAHO IO TOMY, UTO OHU M3MEHWJIN €ro
KU3Hb.

HaMm KaxkeTcsi, UTO BAMSITEBHOCTb 3TOM YCTHO KOMMYHM-
KallMM MMEHHO II03TOMY M Ka3ajaach BIIOJIHE OOCTATOYHOI:
MMEHHO 6/IUsiHUe B HaMOOJIbIlIeli CTEeIIeHM COOTBETCTBYET 3a/a-
yaM Takoit ¢uaocodpun. 3ameTum, K TOMY >Ke, YTO 3aINCh
He B COCTOSIHMM IepelfaTb BCE CWJIbl TAKOTO BAMSIHUS, MO-
CKOJIbKY OHO IlepeiaBajoCch He TOIbKO CJIOBaMU, HO ¥ SHEPIUY-
HOJ IMPOKOAMIUIUTYIHON KECTUKYIISLMEN, BbIpa3sUTEIbHON
MMMMKOM, UCKYCHBIM BJIaJleH/EM IrOJI0OCOBBIMU MOLY/ISLMUSIMU.

ONUKTETy He ObIIO HYKIbI eaTh AMaTpuby Ipyroi KoM-
MYHMKalMel KpoMe IIpearojaraBiieiics B y3KOM M UMUCTON
dbopme, HO OHa GbUIAa B OOIIECTBE B IIEJIOM, U, TIPEKIE BCETO,
B o0mecTBe 06pa30BaHHOM, IPUBBIKIIEM K IOJITOBPEMEH-
HbIM HOCUTENSIM MHbOPMALMM, KAKUM SIBJISIETCST NUCbMEHHbIL
mexcm. TIoaToMy OYeHb CKOpPO AuaTpuba CTAaHOBUTCS o00Ouweli
opmoli unocopckoli KOMMyHUKAYUU, YTO COBEPIIEHHO Oye-
BUAHO B Havaje Mmmepunu. C.C.ABepuHIIEB, MOAPOOHO MC-
C/IeIOBaBIINIT 0COOEHHOCTM TO3[IHEeI aHTUYHOCTU B Pa3InUU-
HbIX CBOMX paboTax, FOBOPUT O pacmpocTpaHeHuu (opmbl
IuaTpubpl Tak: «Ilepecekasl >KaHpPOBbIE I1€PETrOPOIKM,
0 BCeW JuTepaType 3MOXU paHHEeN UMIIEPpUU TIPOXOLUT BIIU-
sSHUe... AMaTpuosl. dopma IMATPUObIL... CTaBIIass K 3TOMY
BpeMeHU YHUBepCaabHOV (HOPMOI1 MOMYISIPHOTO MOPATUCTU-
yeckoro (gpumaocodcTBOBaHMS, OKA3bIBAETCS HAJOJITO BakHeli-
muM (hepMeHTOM 6cez0 JumepamypHozo pa3eumusi B 1eJI0OM:
apeajl yCBOEHMS] TPUMEOB OMATPUOBI PACIPOCTPAHSIETCS
0m pumckotl camupsl 00 paHHeXpUCMuUaHcKoll nponogedu».

[T Hac oyeHb BAXKHO BUJETH, UTO (POpMOLl KYIbmypHO20
obpaweHus unei, n3 KOTOPHIX MOSIB/ISIETCS ITPOTOKATErOpMab-
HOe coJlepskaHye BO3BBIILIEHHOTO, SIBJISIETCS JiumepamypHas ou-
ampuba. dTa (popma v oripefenuia To co0epHcaHue U3 KOTOPOro
3aTeM BbIPOCJIO BO3BbILIEHHOE Kak nporokareropusi. C.C.ABe-
PUHILIEB CIeAyIOIIMM 06pa3’oM XapaKTepu3yeT OCOOeHHOCTU
IuaTpuobsl Kak ¢opMbl: «PomoBbie uepThl AMaTpMUObI — yCTa-
HOBKAa Ha KPUTUYECKOE OTHOLIeHMEe K MUPY, CTppeMJIeHKe
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K OCTPOil TOCTaHOBKE pPagMKaJIbHBIX STUUECKMX BOIIPOCOB
" K 6€CKOMITPOMMCCHOMY UX PEIIeHNUIO, ... HapsiKeHHast U Cy-
X0BaTasi, HO B TO K€ BpeMsl K1Basi M paCKOBaHHAsl MHTOHALIMS,
06BITPBIBAHIE KUBOTO ,,[IPMCYTCTBUS  OTIIIOHMPYIOIIErO aBTO-
py ciayuartess (YMTaTesns) — BCe 3TO B COBOKYITHOCTU OIpee-
JISIeT JINLO LeJI0V UCTOPUKO-JIUTEePATYPHOI STTOXW».

JKaHp nuTepaTypHOI AMaTpubbl ObI B COBEPIIEHCTBE
ocBoeH JIyyuem Anneem Cerexoti Mnadwum (OK. 4 T. 10 H.9. —
65 I. H.3.) ¥ BbIpPOXEH UM Haubosiee XapakKTePHO B TAKOM €ro
COUUHeHUU Kak «HpascmegeHHble nucoma K Jlyyunuw». Viccneno-
BaTeaM OTMEYAIOT TO OOCTOSITENBCTBO, UTO 38 STUMM NUCbMA-
MU CTOUT «Oombliiast auTepaTypHasi Tpaauius, u CeHeka, 06-
palasich K pyry, B TO ke BpeMsl BIIOJIHE OCO3HAHHO CO3JaBaJl
JUTEpaTypHOE NMPOU3BENEHNEN.

CeHeka C OONBIIMM BHMMaHMEM M3y4al PUTOPUUECKYIO
TPaAUIIIO, HAKOIMBIIYIO K €T0 BpeMeHM 3HAUUTE/IbHbI OTbIT
M3yUeHUs MHCTPYMEHTOB 8epOaibHO-IMOYUOHABHO20 BIUSHUS
MCTOYHMKA TIOCTaHUs Ha ero ayautopuio. bomee Toro, sTta
(dbopma HpaBCTBEHHOTO TTOYY€HMS TTO3BOJISIA €My ITPUMUPUTD
MpOTUBOpeUMe MeXOYy OOSI3aHHOCTSIMM, IpPennCaHHbIMMU
cmapwvim pumckum dosizom (officium), u docyzom (otium), K KO-
TOPOMY, KaK IpPeAIonarajiochb, OTHOCSITCSI BCe 3aHITUSI HeJes-
TeJIbHOTO xapakTepa. CeHeKa BCeraa TSAroTel K 3TUM I0Ce -
HUM, B TOM YMCJIe ¥ TIOTOMY, UTO pM3MUYeCKM Bcerga 6but cao,
MTOCKOJIbKY CTpajaja XpOHMYECKMM 3abosieBaHMEM (BEPOSITHO,
OpPOHXMAIbHOM acTMOI1), OT KOTOPOTO B T€UEHMe TOJrOro Bpe-
MeHM 6bLT JIeunThes B Erutre.

Orer, aBTOpa «IIncem», Jyuuit AnHeit CeHeka Crapiinii,
pUMCKULi 8CAOHUK, BOCITUTAI CBIHOBEM, M3 KOTOPBIX COUMEHHbIL
eMy OBLT MJIAAIINM, B CTPOTOM YBa)KeHUM K IIPUOPUTETY [IOJI-
ra. CaM OH TOJIbKO Ha 3akaTe JieT MO3BOJINII cebe 00paTUThCS
K COOCTBEHHO MHTE/UIEKTYaJbHBIM 3aHSITUSIM, 3aIlucaB st
IeTeii BOCIIOMMHAHMS O [OeKJIaMalMsiX BUIHBIX OPaTOpPOB,
CJIBILIAHHBIX UM BO BpemeHa ero mosnofoctu B Pume (CeHeka
pPOIMIICS B TOPOJEe, KOTOPBIN Telepb Ha3biBaeTcs: Kopmosa, Mc-
rmanust). Crapmnit 6par CeHeku, AHHelt HoBar, mpoien BCiO
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JIECTHUITY PUMCKOJ CTy>KObI ¥ 3aKOHUMJI ee B paHre KOHCYJIa.
CpenHuit u3 cpiHOBel, AHHeli Myia, OCTa/lCs YaCTHBIM JIU-
IIOM, TaK YTO MJIAAIINMI AO/KeH ObLI, HECMOTpPS Ha CBOe
He30pOBbEe U C IOHOCTU MPOSIBJIEHHBIN MHTEpeC K MHTeJIeK-
TyaJIbHBIM 3aHSITUSIM, JO/DKEH ObLI YKPEeIUTb B I7la3ax pPUM-
CKMX TpakAaH IIpe[CcTaB/ieHVe 00 00pa3I[OBO-pMMCKOM Xa-
paKTepe CBOei ceMbU U BCTATh HA ITYTh CIYXeHUS1 Pumy.

B cuny MHOMBUOYaTbHBIX 0COOEHHOCTEN, YacThi0 Ha3BaH-
HbIX HaMM, 3TO CIy>KeHMe CTalo IJiS Hero noCmositHHuIM npe-
odosieHueM 8HYympeHHUX hpomugopeyuti, SMOIIMOHATbHBIM pa3-
pellieHMeM KOTOPBbIX U CTaJIM ero COYMHeHUSsI, B TOM 4Yucje
n «Ilucbma K Jlyumnuio». CeHeka Mnammmit He ObUT CTOJb
LIeJIHOJM JIMUHOCTBIO, KaKoi, BUAMMO, ObL1 ero oten. OH,
110 MHOTYIM CBUJIETeIbCTBAM, ObIJI BOOOIIE, IO CBOMM MOpPaJib-
HbIM KauecTBaM, JajieK OT COBepIlIeHCTBa, YTO TOUYHO BhIpaske-
HO B ero 6muorpadum hakToM IJIUTENIHHOTO HaCTaBHUYECTBA
oynyiiemy umriepatropy Hepony.

Tem He MeHee, Mbl He IO/DKHBI MIPEYBEIMUMBATH 3TO 00-
CTOSITENbCTBO, 3asBJISISI, KAK HEKOTOpbie aBTOPhI, uTO CeHeka
HeMCKpeHEH U JeK/IapaTBeH B CBOMX COUMHEHMSIX. MbI Iosa-
raemM, OH o0palllaeTcsi B CBOMX AMaTpubax Kak JUTePaTypPHbIX
npousBemeHusix CeHeKa KaK aemop U KakK o00pa3 asmo-
pa He ToxkgecTBeHHbl. O6pa3 aBTOpa uaeasieH B MOpPaJIbHOM
OTHOILIeHMM, OH — alter ego 6uorpaduyeckoro aBTopa, Ha3Ha-
yeHMe KOTOpPOro eCTh 0bimosaHue UCMuHH020 00712a B Aylle
o6uorpacduyeckoro CeHexku. Yepes 3TOT XyIOKECTBEHHbI 00-
pa3 aBTOpa HPaBCTBEHHBIX IOCAAHMIT 00pauiaemcs Ko 6cem,
B TOM YMCJIe M He B ITOCJIEIHIOW ouepenb — K cebe camomy. Ta-
KM 06pasoM, MbI IT0JIaraeM, UTO JIMTEpATypHasi AuaTpuba
KaK >KaHp eCcTb MopajbHas peduiekcusi, HallpaBjieHHasl,
B MIEpPBYIO ouepedb, HA CAMO0B8038bllUieHUE aBTOPA K UCTUHHOMY
JIOJITY, @ BO BTOPYIO ouepellb, Ha BO3BbIlIAIOlee BIAMSHIME 3TO-
ro MpuMepa, MPOMU3BOAMMOE €ro IMOUUOHANBHOU IKCNno3uyuet
B JIyllle BHEIIHETO peluIineHTa.

TexHoMOrMYeCKM KiaroueBble TeKCTbl CeHeKU, mpecienylo-
e 9T 3SMOLIMOHAJbHbIe IIeIM U M3BeCTHble Kak «Hpas-
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CTBEHHbIE TMMCbMa K JIYIMIMIO» TIOCTPOEHBI TaK, UTOObBI J10-
OUTBHCS nepemeHsl K BO3BBIIIEHNIO KaK B COOCTBEHHOI Aylile,
Tak U B Ayuue unrtatensi. CeHeKa Py 5TOM ONMpPaeTcsl Ha BeCh
TEOPETUYECKUI OMBIT MO3TUKU U JINTEPATYPHOI PUTOPUKMH,
HaKOIUIEHHBI! K €r0 BpEMEHM.

Tak, MK ero mnuceM, HECMOTpPsS Ha TO, YTO Kaxaoe
M3 HMUX TIpeNCTaBiseT OTHOelbHbIVi (parMeHT, o6pasyeT
HEKOTOPYI0 UeJIOCMHYK UCMopur OTHOULIeHWIA ajpecaTa
M agpecaHTa, UYTO ITOAYEPKMBAETCS HeM3MEHHOJ Gopmoit
obOpalieHMst TepBoro Ko BTopoMy <«CeHeka npueemcmeyem
Jlyyunusi!» B Hauaje KaXOOro IMCbMa M HEU3MEHHBIM Xe
npomanueM «byds 3dopos» B KOHIle. DTO TO3BOJISIET pac-
CMaTpMUBaThb BCE, UTO HAXOOUTCS B IMPOMEXKYTKe KaK IIpU-
HaJJIeXkHOe K eJUHOMY PA30MHKHYmMoMmy deticmauro.

BHewH s CTOPOHA 3TOr0 JEVCTBUS TPeNCTaBisieT coOoit
aroJIoTui0 TIEPBEHCTBA (pu3uueckozo 300posbs Tiepel BCeMMU
IPYyTUMM LeJISIMM, Tepexofsiias 3aTeM B pa3BopauyMBaHue
KapTUMHBI HEOOXOAMMOCTU HPABCMBEHH020 300p08bs, TIO-
CKOJIbKY BBISICHSIETCSI, UTO OJarornoiayyHoe uesnogeueckoe Cy-
IIeCTBOBaHME MOXKET ObITb TOJBKO €IVHCTBOM II€PBOrO
" BTOPOTO.

BHympeHHss1 CTOpOHA 3TOTO AeiCTBUSI MpeAIionaraeT 0Co-
Oble MpyeMbl, BHIpabOTaHHbIE HE CTOBKO TPAOULIMSIMU JOKa-
3al0I1lero, CKOJIbKO yOexcdaroujezo mocaanus. ITOT BUA, 0COOOIA,
cumbynesmuueckoti TIpO3bl TpeAIionaran ocobblit  Habop
CPenCTB, ONpeaesBIIMICS TeM, B UeM MMEHHO JIOJIKeH ObIThb
ybexxmeH cobeceqHMK opaTopa. B IMpuHIMIIE, 3TO BOCXOOUT
K ApucrtorteneBoit «[loaTuke», KOTOpasi, Kak Mbl BUIEIN, CO-
nmepskajna B cebe TpeGOBaHMe KPUTUYECKU OMPENENSITh B Kaxk-
OOM TIOCTaHUM TIIATeJbHO OTOOGpPAHHbBI U aAeKBaTHbBIN
CPeAcTB, MOJOOHO MCKYIIEHHOMY JieKapio, OIpeaesiomyuMn
Habop cpencTB JsieueHus: Gomesuu. Ilocmemyromiee pasBuTue
U TIO3TUKU, U PUTOPUKM BbIPAOOTAIM BeCbMa TOYHBI MHCTPY-
MeHTapuit MOJ0OHBIX KOMMYHUKATUBHBIX CPE/ICTB.

CeHeka TposIB/IsIeT ce6s1 B CBOMX IMMUChbMax KaK MCKYIIEeH-
HbI/I 3HATOK TOJOOHBIX MHCTPYMEHTOB YOEXKIAIOUIETO BIIMSI-
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HUS Ha pelunmerTa mocaanust. OH u36upaet 13 BCeX BO3MOX-
HbIX PUTOPUUYECKUX CPEICTB aHTUTE3Y U MeTaboTy.

AHmume3a genaeT BO3MOXHBIMM B mucbmMax CeHeKU BbI-
pasuTenbHbIe MPOTUBOIOCTABAEHUS] PA3IUUYHBIX CTOPOH CY-
IeCTBOBAHMS Yel0BeKa, CO3JaHMe KOHTPACTHOCTU TeX SIBJie-
HUI, C KOTOPBIMM IIPAKCUC CTaJKuBaeT 4eynoBeka. [Ipexne
BCEro, 9TO MO3BOJISIET PELUIIMEHTY XMUBO YYBCTBOBATb MPOTU-
BOpeuyre MeXay CIydyarllMMUCSI 0OCTOSTeNbCTBAMU JKU3HU
" TpebOBaHMUSIMU [I0/ITA.

Co3maB Takoii SMOLMOHAIbHBIN (oH, CeHeKa MeHSIeT TO-
HAJIbHOCTh CBOEN peuu, mpuberas K memabose. ITOT MpuUeM
MO3BOJISIET MIePETH OT ONMMCAHUS K HEIIOCPeCTBEHHOMY 603-
gvlwarowemy 6o3deticmeuro. Bo3BblllleHMEe TOCTUTAETCS Meit-
CTBUTEIbHBIM HAPACMAHUEM 3HEP2UYHOCMU TEeKCTa: aBTOp Iie-
pexoauT oT GeccTpacTHOM ¢ukcauuyu GakToB K JeKaaMaluu
C yAapeHMsIMM Ha KJIIOUEBbIX B MOPaJbHOM OTHOILIEHUM JI€K-
ceMax.

[Ipy 3TOM MpOHMYECKas OTCTPAHEHHOCTbh OT BBIHYXKIEH-
HBIX TTOBEPXHOCTHBIX YCIOBHOCTE SKM3HU CMEHSIeTCSI HETOZ,0-
BaHMEM OT MePCIEKTUBBI ITOTHOV BOBJIEYEHHOCTM BHYTPb 3TUX
YCJIOBHOCTEI, 3aCTaB/SIIOIIMM UYYTKYIO OyIIy aBTOMAaTUYEeCKU
OmpnpsiHyms OT OKPYKaIOUIMX HeIpPY>KeCTBEHHbIX pasymy 00-
CTOSITENbCTB. [IOCKO/IbKY JKe 3T OOCTOSITEeNbCTBA, KaK paHee
ObLJIO COOOIIEHO aHTUTETUYECKY, HAXOASTCS MMOBCIOAY BOKPYT
" IaXKe T1Of, HOTaMM, M UMEIOT TeHAEHIMIO 3aCachlBaTh Yel0Be-
Ka B CBOIO TOJILTY, OMNPSHYMb Oywla MOoXcem moJisKo 868epx.

PenumnneHT, Kak BHYTPeHHMI (CaM aBTOpP, KaK MbI TOM-
HMM), TaK ¥ BHEIIHUI OO/DKeH Y)KAaCHYTbCSI BCEMM Pa3yMHBbI-
MM CUJIaMM CBO€} OyIIM MepCHeKTUBONM CIUTHCS C KOCHBIMU
06CTOATENbCTBAMY, OYAYYM 3aCOCAHHBIM B UX ITyOb, CTATh 00-
HUM U3 3mux oo6cmosimesibcma. Y>kac 3TOrO CTAHOBUTCSICS TeM
6osiee HemlepeHOMMMbIM, YeM B Oosbllieit cTereHn CeHeka fe-
JIaeT yJapeHue Ha TOM, UTO IMOA0OHas MOoTeps NHAVBUIYAITb-
HOCTHU, SIBJISIIOIIEVCSI He0OXOAMMBIM CIeICTBYEM PAa3yMHOCTU
IyIIY, npomuseoeecmecmeeHHa Ajisl 4eloBeKa KakK CYLU[HOCTU
M TIOTOMY PaBHO3HAaYHa JJ1s1 HETO cmepmu.
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Oco60it cTemeHu, CTeIIeHM MOoueyHOll KOHYeHmpayuu, BbI-
3bIBAIOIEI HEIOCPeICTBEHHbIV HeM36eKHbIV BO3BBIIIAIONINIA
OTK/IMK, MeTabosa gocTuraet Torma, korga CeHeka KOHIIEH-
TpUpyeT BHMMAaHMe HAa TOM OOCTOSITe/IbCTBE, UYTO CMEePTh pa-
3yMHOJ Aymu A0 GU3MYecKoit cMepTu Oosee ykacHa, 4eM
MpoCcTo (pu3MYecKoe MCYE3HOBEHME ¥ COOCTBEHHO OHAa TO
MOJIbKO U S187151eMCsl NPOMUB0eeCcmeecmeeHHol CMepmuto ueno-
geka. YeuiieHye 4yBCTBA y)Kaca M OMep3eHMsl OT 3TOM BecbMa
BEPOSITHOI BO3MOXHOCTU 00 CmeneHu Hecmepnumot KyasMmu-
Hayuu M camocoxpalsiujee omcmpaHeHue om Hee 6 €eOUuH-
CMBEHHOM B03MOMCHOM HANpAsejeHuu om Hee, gedyujem Oyuly
BHYMPEHHe20 U BHeUlHez0 peyunueHma eéeepx U ecTb GuHab-
HOe KOMMyHMKaTuBHOe HamepeHue CeHeku. Toabko peann-
30BaB ero cojepykaTesbHO, OH MOXeT (POpMabHO 3aBepUIUTD
CBOJl TEKCT, HAMEPEHHO COCTaBAE€HHBbIA U3 OUHAMU3ZUPYIO-
KX, ycunusawwux oelicmeue nociaHus Kak uMnysscda, KOpoT-
KUX — «pybieHHbix» — (dpas mocienHeil U3 HUX, BbIpaskalo-
mieii crienuduyeckoe noxenanme — «byds 300pos».

Takum o6pasom, Kaxmoe mucbMo CeHeKM JOIKHO BO3BbI-
1IaTh BHYTPEHHETO ¥ BHEUIHETO peLMIIMeHTa K ONpeseeHHO-
My acIeKkTy 3TOTO I|eJIOCTHOTO 6J1arormosyunsi, Ha3blBaeMoro
cyacTbeM. Pa3soMKHyTOe [OeiiCTBMe NPUBOAUTCS B €AUHCTBO
coryacueM 3TUX acIleKTOB, MOCKOJIbKY B HUX BCSIKMI CyOBEKT
HaxXOAUT MYTU pa3pelleHus] CaMbIX Ba)KHBIX IMPOTUBOpeUnit
MesKkay TpeboBaHUSIMM 00/12d Y TATOTEHMEM K docyey. DTU Mpo-
TUBOpPEUMSI pa3pelialTcs pa3BegeHneM 08yx rocyaapcTB: 00J-
HeHcmaywuezo, «<BMeIaiInero 60ros u JoHei» U ciyuarule-
20Cs1, K KOTOPOMY «MbI IIPUIIMCAHBI IT0 POXAEHUIO».

Cny>kuTb CjiefyeT TMepBOMYy, M €My MOKHO CJIY>XKUTb
M Ha [ocyre, IpUYeM Ha AOCYyre Jaxke U MpeArouyTUTeTbHee.
[Ipu CIy>keHUM OOJKeHCTBYIOIEMY TOCYAApCTBY AOJT CTaHO-
BUTCS [IOCYTOM, IMOCKOJIbKY IIpefrojaraeMoe I10J AOCYyroM
co3eplLaHue Cyllero CTaHOBUTCSI OOATOM. Beicuiee rocymap-
CTBEHHOe, MyOIMYHOe CIy>)KeHMe, TaKMM 00pa3oM, ecThb Aesi-
TeJIbHOCTD, OIpenensieMasl co3eplLaHnueM, KOTopoe mpencTas-
ns1eT cob6oii 6osee IEHHYIO YaCTh 9TOTO eIMHCTBA.
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Takoe coBepilieHHOe CJIy>)KeHMe eCTh CO3epliaHye BeIndus
BCETr0 COTBOPEHHOrO0 06O0roMm, rpaskgaHcKasi OOIIMHA B CBOUX
rpenesiax MO/DKHA U3MEpPSIThCST X00om conHuad. dtum CeHeka
B MHBIX 00CTOSITEIbCTBAX PEKOHCTPYUPYET CTapylo TeopeTuye-
cKyto cxemy IlnaToHoBa «['ocygapcTBa», Ie COBepIlIeHHbIN Io-
CYIapCTBEHHBIN MAesiTelib Nno 00CMOUHCMEY 3TOTO 3aHSTHe
He Moxcem He 6bimb GhuI0codoM.

Kak MbI mOMHMM, 3TO 03HauvaeT y IllaToHA TO, UTO TOJIBKO
ceem memacgu3suueckozo conHya — uaeu biara — MoxeT WTIO-
MMHUPOBATh rOCYAAPCTBEHHOMY OESTENI0 NO/IKEHCTBYIOIINIA
006IIIeCTBEHHBIN MOPSIAOK KaK (pparMeHT BCeoOInero mopsaka
CYLIEero, ¥ TOJbKO 3TOMY BBICIIEMY IOPSIAKY OH O/DKEH IOJ -
paxkaTh B 3aKOHOJATEIbHONM UM YIPABJSIOLIEH NesTeIbHOCTU.
CeHeka rogpasyMeBaeT TO e camoe, MMes B BUAYy BO3BbIIlIe-
HJe UCIIOTHEeHMS 0/ra K CO3epLLaHMIo, U BCe 5Ke MbI JOJIKHbI
BUAETh pasjinyye: pyUMCKasi MOpajab IOApasyMeBaeT Mmpexae
BCEro MMEHHO [IeSITeJIbHOCTD, a He CO3eplLiaHue.

[lnatoHn B obpase Cokpara, BeiBeeHHOM B «locymapcTBe»
BbIpakaeT yMO3peHMe ujeasia KajoKaraTuy Kak HeM3MeHHO-
r0, CTATUYHOTO 0e30esimebH020 CO8epuleHcm8ad, K KOTOPOMY
cinenyeT cTpeMuThesl. CeHeKa ke B CBOUX MMChbMax B 00pase ux
aBTOpa BbIpakaeT 8038bluleHUe JessimelbHOCMU K HauBbICIIEMY
addekTy, cokpalamilemMy U3IUIIHNE AMHAMMUUECKMEe TPOSIB-
JIeHus.

dcTeTnvyeckuM KaHOHOM IlaToHa SIBAsIeTCs udeanbHoe no-
3HAHUEe ¥ OHO BbIPaXkaeTcsl B IPOTOKATETOPMUAIbHOM COJepsKa-
HUM, OTHOCSILLIEMCSI K meopemuueckoli obaacmu, U 30eCcb OHO
CTAHOBUTCSL CMAmMu4eckum, 3a6epuleHHbIM CO8eUeHCMB0M, TO
eCTb NPeKpacHsIM. ICTEeTUYECKUM KaHOHOM CeHeKkM SIBJISIeTCS
udeanvHas dessmenvHocms VI OHa BbIpaXkaeTcsl B MPOTOKATEro-
PUATIBHOM COJEpP>KaHUM, OTHOCSIIENCS K MPaKTUIYecKoil obia-
CTU U 3[eChb OHO CTAaHOBUTCSI OUHAMUYECKUM, He3a8epUuleHHbIM
C08epueHCME0M, TO €CTb 6036blULEHHBIM.

DCTeTUYeCKMIT KAHOH BO3BbIIlIeHNS BbipaxkeH CeHeKOo MH-
TerpajibHO U TIOJTHO, C 0COOBIM BHMMAaHMEM K IVMHAMMUYECKOIA,
Pa3syMHO-3MOLIMOHA/IbHOV CTOPOHE 3TOTO SIBJIEHUS B 3agepuid-
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towem (CXXIX) mocmanuy u3 uukiaa «HpaBcTBeHHbIe MMCbMa
K JIyiunuio». ABTOp HampasisieT 3[1eCh, KOHIIEHTPUUECKM 3a-
MbIKasi BUAMMYIO Jlocesie pa3001eHHOCTb IMOCIaHMi, 1 3aCTaB-
715151 BCe UAeliHOe cofiep>kaHue TOCAaHuit 00paujamecs, Yupky-
Juposams 6Hympu, BIIyOb CBOEJi OylIM M B PaBHOI Mepe
BIJTYOb JYIIM BCSIKOTO BHEIIHETO PELUIMEHTa UHMeZPaibHOe
Memabonuueckoe sonpouladue. PuTopudeckye BOIpocChl Mogpa-
3yMeBalOT OTBeT, MeTabonnuecku ChOPMYIMPOBAHHBIN BO-
MPOC MOApPasyMeBaeT ero B ABVDKEHMM AYILIM BOIPOIIAeMOro.

Takum ob6pa3oM, camoe BakHOE, Yero KIeT OT CBOUX I10-
cnannit CeHeka B cebe, Kak U B JII0O0M unMTaTeNle, 3aKII0UYEHO
B CAMOM CyUu,eCmeeHHOM U3 31mM020 Heu30excHozo omeema 6 dyuie
Ha (GUHAIbHBIN PUTOPUUECKUII BOIIPOC MOCTeIHEro U3 mmceM
obcykmaemoro IMkaa. TOMBKO 3TO caMoe CyIIeCTBEHHOe
B INICUXOJIOTMYECKOM OTHOILIEHUM [OeiCTBME BCEro LMKIIA M0-
CJIaHUI MOXKET COCTaBUTh MX MHTETPaJIbHbIA CMBICI TOJIBKO
OHO, CJIef0BaTeIbHO, MOXET IPETEeHA0BAaTh U Ha POJIb NPOMo-
KamezopuanvH020 Co0epiaHusl, UMIUIMIIUTHO 3aKpervisieMoro
CeHekoJi 3a OOHOM M3 MHOXECTBA JIEKCEM, KOTOPbIMM OH
TIO/Ib3YeTCs B Pa3HbIX LeJsX.

Wtak, CeHeKka ciemyonMM o6pa3oM KOHCTPYMpPYeT CBOJA
MHTErpajbHbIi MeTabOoIMUeCKNuii BOIIPOC, KOTOPBIN TO/KEH
MPOH3UTh 060JIe3HEHHO-BO3BBIIAKIINM VMITYIBCOM BCSKYIO
HaJleJIeHHYI0 pa3yMOM U HebeCuyBCTBeHHYI0 nymry: «Tak
He XOuYellb JiY, OCTaBUB BCe, B UeM HellpeMeHHO Oyjelllb I0-
6exieH, MOTOMY YTO TPAaTUIb CWIbI HE Ha CBOE [Ieo, Bep-
HYThCS K COOGCTBEHHOMY Oiiary? B uem oH0? B TOM, 4TOOBI UC-
npasums u ouucmums dyuty, KOTopas conepHuuasa 0st ¢ 6ozamu
U NOOHAACY 8blUle Uenoseueckux npedenos, BUAS Bce Ojisi cebs
moavko 8 cebe camoti. Tol — pasymuoe cyuiecmso! UTo ecTb
meoe 621a20? CosepuieHHulli pasym! IIpU30BYU €ro K camoti 8b1co-
Koti yeaiu, 4To6bI OH A0poc J0 Hee, HACKONILKO MOXCEN.».

Mb1 Buaum, yto CeHeka AECTBUTEIbHO KOHLIEHTPUPYET
BHYTPU OYIIU, «B HEIl CaMOl» OTBe[leHHbIe eli pa3yMHbIe CU-
JIbI, UYTOOBI CLIEIaTh ee CIIOCOOHO BO3BBICUTD UeJIOBEKA 10 JI0-
CTOIHOTO €ro MpUponbl 6Giara. SMOLMOHAIbHO-BO3BBIIIAIO-
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as HaIpaB/JIeHHOCTb HPaBCTBeHHON pednekcunu CeHeRu
OueHb TOYHO BbIpakaja yX ero MepexomHOi 3MOXM, O KOTO-
POM MbI TOBOPWIM BbIllle, KaK M 3apOKAABIIAsICS B TO XKe Bpe-
MS1 M Ha TOJ 3Ke IOoYBe XPUCTUAHCKAs MHTEeJIeKTya/IbHas Tpa-
IUIVsI, B KOTOPOi 8038bluleHuUe uenoseka Kk bozy uepes ucxooHoe
Heobxo00uMoe cMupeHue ecTh IJITaBHAsl TeMa BCeX TTOMBIIIIEHMIA,
YacTh U3 KOTOPBIX OACT UMNAUYUMHYI0 XPUCMUAHCKYHO dcme-
muKy Kak Ha 3araje, Tak 1 Ha BocToke.

WccnenoBaTenu He CAydyaliHO 3aMeyalOT 3TO CXOICTBO
mexny CeHeKOM M XpUCTMAHCKMMM aBTOpaMu. s HEKOTO-
PBIX OHO OKa3aI0Ch AaXke JOCTATOYHBIM JIJISI TOTO, UTOOBI CUM-
TaThb CeHeKy XPUCTUAHCKMM aBTOPOM JOXOAUIIO IaXe 10 TOrO,
YTO YKa3bIBAIM Ha SIKOObI MMEBIIYI0 MECTO TIEPEIMUCKY MEXIY
Cenexoit n anocrosiom I[lasiomM. PaszymeeTcs, Bce 3TO MMOPOXK-
JeHMsI HEKPUTUYECKOTO yMa, KpUTHUYECKME Ke aBTOPbI r0BO-
pSIT 06 3TOM KaK HeBepOSITHOM IpeyBe/IMueHUN.

MbI 3aMeTuM OT ce06sl, YTO TOJOOHbIE CJIydayu BbIJAaBaTh
Kejaemoe 3a [IeJiCTBUTENIbHOE B CUJie TeMaTUUYEeCKOrO CXOZ-
cTBa ObLIM Hepenku. Hampumep, HEKOTOpble XPUCTUAHCKME
aBTOPBI JoIycKaau, 4To CokpaT ObUT CIlaceH BMeCTe C BeTXO-
3aBeTHbIMM MpaBefHMKaMM XPUCTOM, KOTAA OH CITYyCKaJICs
3a rociefHUMM B afi. VICTMHHOeE Ke OTHOLIeHMe XPUCTUAHCTBA
K 9TOMY BOIIPOCY IPEKPACHO BBIPA)KEHO BeCbMa CBEAYLIUM
B TeOJIorMuecKkux Bompocax laHTe B ero «boskeCTBeHHOI KO-
Meauun», TOe BCe BbI3bIBAIOIME yBa)keHMEe XPUCTUAH aHTUY-
Hble aBTOPUTETHI IIOMELIEeHbI B IIePBbIN KPYT aja.

CnepyeT Takke M00aBUTb K 3TOMY, YTO OOIIEM3BECTHOE
KPUTUYECKOe OTHOIIeHMe K (pumocopum BoobIIe ObIIO OIHO
"3 OTJIMYUTENbHBIX YepT paHHEro XpUCTMAHCTBA U OHO OBLIO
chopmyaMpoBaHO MMeHHO aroctoaoM I[laBaom. IlosTomy
BpSJI JIM BO3MOSKHO, YTOObI OH BeJI TIePENMCKy C YeJIOBEKOM,
COOJIasHSIIONMM BO3MOKHYIO TMacTBy ['ocriofa paccyskaeHms-
MU, BO3BBILIAIIVMU YeI0BeKa 4O COCTOSIHMS COTIePHMUYECTBA
c 6oramu, TOrga Kak CBOO 3a7auyy OH BUAENI B TOM, YTOOBI OHU
CKJIOHWJIM KOJI€eHM mepel Borom M Tak MOYyBCTBOBAJIU CBOIO
MIPUHAIJIEXXHOCTD K €r0 BO3BBILIEHHO IIPUPOJIE.

110 Aesthetica Universalis



TeM He MeHee, Mbl JOJKHbI OTMETUTh, UTO NOUCK 80368bl-
weHuss 6bUT XapaKTepeH MJiT 000MX 3TUX aBTOPOB B HACTOSI-
TeTbHOM pPeKOMEeHJAIMM MPEeBbICUTh B TOMCKE CBOEI HpaB-
CTBEHHOJI TMO3UILMM OOCTOSITETbCTBA 3€MHbIE, CTyJarolecs.
9To O6bLIM pasHble TEHOEHLIUU PAa3BUTUS MHTEJUIEKTYaTbHOM
KYJBTYPBI B OHO ¥ TO Xe BpeMs ¥ Ha OJHOI U TO¥ Xe Teppu-

TOPUMN.
CeHeKka BbIpakaJl TEeHAEHLIMIO Pas3sBUTHUS 3deepuuarouielics
Kynemypel, a amnocton [laBem — Kyasmypsl cmaHosswelics,

HO 06e OHM KaK 3a COJIOMMHKY XBaTaJuCh 32 CAMOIOCTaTOUHbIE
CUJIBI IYILIY, B BO3BBIIIEHNY JaBaBLINe HaJexX Ay Ha [TPOOJDKe-
HJe YeJI0BeueCKOi sKM3HM B IPOTUBOBEC BUTABILIEMY B BO3/Yy-
Xe OLIYLIEeHMIO ee KOHIAa. XPUCTHAHCKas [apagurMma BO3BbIlIe-
HUS yepe3 okaxkeTcs 6osee 3¢ HeKTUBHOI, COOTBETCTBYIOLIET
BbI30BaM BpeMeHU. OHa CJIOKUT BOKPYT B TeUEHME CIeAyIolet
TBICSIYM JIeT — ThICcsIuM JieT CpeHEBEKOBbSI — BEJIUKUIA YHU-
BEPCYM €BPOIEeNCKOI XPUCTUAHCKONM KyJIbTYpPbI, U3 KOTOPOTO
BBIIIyT BCe eBpoIeiickie Hauuu 1 Bce Gopmbl mocaeayouiei
KU3HU U IIocIefytoniero MmoinuieHnst Hoporo BpemeHnu, B pam-
KaxX KOTOPBIX Mbl BO MHOTOM ITpe6GbIBa€M U HbIHE.

MpbI 06s13aTe/IBHO PACCMOTPUM Jajiee pa3BUTHE XPUCTUAH-
CKOJ TeHAeHLUM AuBepcU@UKaluyu IMPeKpacHOrO B BO3BbI-
LIeHHOe, JaBlleil OCHOBaHME XPUCTUAHCKOM MMIUIULIUTHOM
3CTeTUKM, 0OpaTUBIINCH K TpyaaM ABryctuHa ABpenus. Te-
repb ke HaM Heob6XoaMMO 3aKOHUMTD Halll 9KCKYPC B MOCIe]I-
HMIT TIepuoj aHTUYHOM SCTeTMUecKoi pediekcuu, maBIINUi
CaM MBICJIUTENIbHBIM MaTepuaJl O BO3MOKHOM 3CTETUYECKOM
KaHOHEe BO3BbIIIEHHOTO, ChOPMYAMPOBAaHHOM B TekcTe IIceB-
no-JIouruHa «O BO3BBIIIIEHHOM».

MbI BUAenu Te UCTOKM, KOTOPbie MOTIJIM TTOATOTOBUTD UAEN
3TOrO0 TeKCTa B MupoBo33peHun CeHeku. [locMOTpUM Ternepn,
€CTb JIV OHM U KaKOBBI OHYM B APYTUX IBYX CETMEHTax Mpearo-
jaraemMoro Kpyra upeii, u3 KOTOPOTrO BbIIIEN 3TOT TEKCT —
y KBuHTHnana u Tauura.

[lpexxme, yeM Mbl MCIIOJHMM 3asiBI€eHHOE HaMepeHue,
MbI IO/DKHBI ellle pa3 MPOSICHUTh T€ OCHOBAaHMS, Ha KOTOPBIX
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Mbl MOXXEM, OCTaBasiCb HA MO3UILMSIX KPUTUUECKOTO MBbIIIIe-
HUSI, CPaBHMBATh CTOb PA3HBIX 1O CBOMM TeMaTUYeCKUM
npedepeHIMAM aBTOPOB. To, YTO MX OOBEAVHSET U TO, Of-
HOBpPEMEHHO, UTO MHTepecyeT Hac, OTHOCUTCS MCKIIIOUYM-
TeJbHO K 37IeMeHTaM pegekcusHoll popmsl X COOOGIIEHUA,
a Takke B COIEpPKaHMIO M TPOMCXOXKIEHUIO COOCMBEHHO pe-
(gnexcuu omHocumenvHo ¢opmol 3GGEKTUBHOTO, MPEXIE BCe-
rO CJI0BECHOro, CooOIlleHMs. B 3ToM cmbiciie, Mbl OTHOCUM
BCe, YTO TOBOPMM ceityac o auBepcudUKaLyuy MPeKpacHOTro
B BO3BbIIIIEHHOE MCK/IIOUUTENIbHO K OUCKYCCUM BHYTPU PUM-
CKOJl pUTOPUYECKON KyIbTYpbl OTHOCUTEIbHO aJleKBaTHOI
dbopMbl KyIBTYPHOTO CJIOBECHOTO COOOIeHMs. s mepuona
IesyHTerpauuu Pecnybnmmukm m cTaHoBiieHUs Vimmepum pu-
TOpUYecKasi KyJabTypa — YHMBEpPCaJbHbI/I HOCUTENIb BCeEX
MBICIMMBIX JJOCTOMHCTB PMMCKOT'O TpaskAaHNHa.

Bcs cuctema BocmiMTaHUSI COCpeOTOYEeHA BOKPYT Hee, eil
ompenesieTcss XU3HEHHBbIN MyTh 4eloBeKa, OGiaromapsi opa-
TOPCKUM JOCTOMHCTBAM CZelaly Kapbepy MHOTMe BbIIaloLu-
ecst GUrypbl pUMCKO¥ UCTOPUM, B TOM UMC/IE U Te KOTOPbIX MbI
3ech yrioMuHaeM. Beicokass — BUPTyO3Hasi — Ky/lbTypa Ha-
MpaB/IeHNs peun K keJaTelbHOI 1en 6bl1a TeM IpedepeHT-
HbIM, & MHOTAA M MCK/IIOUUTENbHBIM (KaK 3TO ITOKAa3bIBaeT
omnMCcaHHbI Hamu ciaydaii CeHekn) GakTOpOM, JeiiCTBUTENTbHO
6036bICUBWUUM U3 UCTOPUYECKOI 6€3BeCTHOCTU MX B TOJIOXKe-
HIe repoeB PUMCKON MCTOpuUM. 3a BBICOKOE MCKYCCTBO peun
MIO3TOMY M MCTST COpasmepHo, Tpebys 3a Hee BBICOKYIO IIeHY,
YyacTo yrpoxkasi caMoii KM3HU UCTOYHMKY peueit. Tak, oT ca-
MOJ XU3HM, KOTOPYIO TaK BbICOKO cTaBwi CeHeKka B CBOUX
HPaBCTBEHHBIX MMCbMax K JIyIMInio, OTBeprasi camoyouiicTBO
B NIpMUHIINIIE, UMEHHO Yepe3 caMOoyOMiiCTBO 3aCTaBMUJI €ro OT-
Ka3aThCs €ro «yueHuK» HepoH.

[ToaToMy cOBepiIeHHO 3aKOHOMEpPHO, YTO K BpeMeHaM
MO3AHeN pecmyonnKyu o6CYKIeHMe BCero, YTo KacaeTcs [o-
CTOMHCTBA, OJ1ara, IMOJIOKEeHMSI, CAMUX OCHOBAHMIA JKU3HU TIe-
pPeHOCUTCS B 06/1aCTh OUCKYCCUit O dosxeHcmayowell u npuiu-
uecmeytoweli ¢opme c108ecH020 co00UWjeHUsl. IDTU AUCKYCCUMN
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IOBOJIBHO CKOPO BBIABMHY/IM B psifi Haubosee HEOOXOOMMbBIX
OTepaTUBHBIX TEPMUHOB JIEKCEMY «CMUIb», KOTOPask UCXOAHO
ob03HaYa/Ma CneyualbHo N0020MOBJEHHbIl UHCMpymMeHm 071s
nucema, a B pe3yjibraTe cTajia 0003HavYaTh cneyuaibHo npooy-
MAHHbIT UHCMPYMeHMAaputi C108eCH020 CO00UieHUSI.

Takum obpa3om, Bce MPo6IeMbl BUPTYaJIbHO BhIPAXKAIOTCS
B JUCKYCCUSIX O CTUJIe, i TO, YTO TOBOPUM MbI Ceiiuac O BO3BbI-
LIEHHOM, OTHOCUTCSI, B IIEPBYIO OYepenb, K 8036bILUEHHOU pa3-
HOBUOHOCMU CcmuJisi, U TOJILKO TIOTOM, uepe3 desupmyanusa-
YU B HEM MOYKHO PEKOHCTPYMPOBATH BCE OCTA/IbHbIE aCIIE€KThI
copepskaHusi. IMEHHO IO 3TO¥ MpPUUYMHE MbI JOKHBI 06pa-
TUTBCSI K TOMY cliendryeckoMy 3HaUe€HUIO paclIMpUTeNbHO-
ro 3HaYeHMs CI0Ba CTWIb, KOTOPOE CTaIu CBSI3bIBATh C JIUTE-
paTypHOM JesTeIbHOCTbI0 CeHeKN.

VimeHHO cmusiucmuueckas 60pvba, Kak MbI TI0JIaTaeM U UYTO
rocTapaemcsl 1Mokas3aTh, SIBWIACh HEIOCPeACTBEeHHbIM (haKTo-
pOM, CBSI3aBIIMM hoc1edosameslbHslM meopemudeckum ¢op-
ManbHO-pedeKCUBHbIM 8USIHUEM CTOTb PA3HBIX aBTOPOB, KakK
Ceneka, KeuaTHanan u Tauut. TonbKoO MPOOOKEHMEM 3TOI
uenu (GopMasbHO-pPedIeKCUMBHOTO BIMSIHUS, 3aK/IIOYAIOIIero-
C1 B YTOYHEHMM BUIOBOTO TEPMMHA  «B036bIUEHHDLU
Cmup» ClIenyeT, najee, OObSICHITh BO3MOKHOCTb OTHECEHUSI
uaeit tTpakrata «O BO3BBIIIEHHOM», KTO ObI HM ObUI €T0 aBTOP
K Kpyey uodeli Ceneku, Keunmunuava u Tayuma, mocKoOIbKY ApY-
TUX BOXKHBIX UL, 00WUX O/ HUX 8CeX, KPOME TeOPEeTUKO-CTH-
JIUCTUYECKUX, B UX TEKCTaX HEe 0OHAPYKMBAETCS.

Ins Toro, 4YTOOGBI CHenaTh IIOJIHBIM IIpe[CTaBIeHe
00 MCXOMHOM ITyHKTE TOTO TEOPEeTUKO-CTUIMUCTUUECKOTO IT0-
CJIedyIoLero BAMSHMS, O KOTOPOM Mbl TOBOPWIM BbllIe
M KOTOPBIA MBI CBS3bIBAEM C JIMTEPATYPHON AeSITeIbHOCThIO
CeHekM, MbI OOJDKHBI BCIIOMHUTb O TOM, YTO OH IIPOSIBUJ
cebsT He TOJbKO Kak aBTOp MpO3auvyeckux JauaTpuo,
HO U Kak aBTop mpaeeduti. Tparenuu CeHeKM, HalMCaHHbIE
Ha TpPaguLMOHHbIE TEMbI B TIOJTHOM COOTBETCTBUM C Tpebo-
BaHUsAIMU ApucroreneBoit «Iloaturu» («Memes», «Dempa»r,
«Dempar», «IOUIl» M 1Op.) U IPeACTaBisSiole coboil Kak
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TEKCT MO3TUYecKoe IMpou3BeneHme, coboit Heumo npuHyunu-
1bHO HOB80€ VIMEHHO B (OpMasibHO-BbIPA3UTEIbHOM OTHO-
meHun. Tparemuyu CeHeku, BpeMsI HAINMCAHUS OTHETbHbBIX
13 KOTOPbIX YCTAHOBUTb B TOYHOCTM HEBO3MOXHO M3-3a OT-
CYTCTBUSI JOCTAaTOUHBIX CBeIeHUIi, OUeHb OTINYAIOTCS OT EB-
PUMUAOBBIX, CTOJMb LIEHMMBIX, KaK Mbl IMOMHUM, ApUCTOTe-
neM.

[Ipu Tex CXOACTBaX CIOXKETOB, KOTOPbIE MbI 3aMEeTUJIN, 3TO
pasauume 0COGEHHO OYEeBMUIHO, TMOCKOAbKY OHO 3aK/IIOUYeHO
B cMeHe IpedepeHIii, 3aKII0UaIIX B cede SMOLMOHAIb-
HYI0 6a3y BiausiHusl. Y ApucToTesis sta 6a3a 3ak/aoueHa B noo-
paxcanuu deticmeuro, y CeHeKM — B deknamayuu Kaxk IpUHIATIe
OopraHu3aluy TeKCTa.

CeHeka He 03ab04eH TeM, UTOOBI IPEACTAaBUTh 3PUTEITIO
delicmeue yenocmuoe u 3aKOHUEHHOe, OH NPOOUT ero Ha psf,
CIIeH C TIpefebHbIM 3MOIMOHAIbHBIM HaMNpPsIKEHMEM, OCTaB-
711 OCTaJIbHOE JIUILDb JJIs1 BHEITHe CBsI3U. DTU CLeHbl MpeJ-
MOYNTAIOTCS MUMEHHO MTOTOMY, UTO B HUX 3P deKT Aekiamann
Haubosee OpraHMYeH ¥ MOXKET ObITb OPTaHM30BaH HAMITY4-
MM 06pasom.

3mech Mbl BUAMM PeIINTETbHbIV KOHTPACT PaCcCyIOYHOCTHU
repcoHaxkeil ¢ MX THIATETbHO OTOOPAHHBIMM CTATUUYECKUMU
yepTamMy ¥ MMMAHEHTHBIX XapaKTePUCTUK pedy, HAChIIIeH-
HOJ Pa3/IMUYHBIMM PUTOPUUYECKUMMMU MpYeMaMu. B Takux Kito-
YyeBbIX CILleHaX TOPsKeCTBeHHbIe IJIMHHbIe TacCaXy, CMEHSIOT-
€Sl KpaTKMMU CeHTeHLMSIMM; HaTHeTalol/ie SMOLUM TTOBTOPbI
CO3Ja0T MaTeTnueckuii 3cddeKr; MpauHble ONMUCAHUS TPU-
POIHBIX TTepeAaloT TUIepOoIMYecKoe BoIpaskeHe BHyTpeHHe-
IO COCTOSIHMSI BHEIlIHEe CTaTUYHBIX ITepCOHaXKeiA.

CeHeka, TakuM 006pa3oM, IIaBHBIM CpeJCTBOM Iepeaaun
SMOLIMY JleJlaeT He pa3BUTHeE AEeMCTBYS, a pa3BUTHE Peun, UC-
MOJIb3YS TOT 3Ke IpMeM, KOTOPbIii Mbl Buaenu B «<HpaBcTBeH-
HBIX TMCbMax K JIyLuanio» (MpOTUBOIIOCTaBIeHNe, TlepeMeHa
TOHA). HoBiiecTBO, BHeceHHOe CeHeKO B Tpareauio 3aKioda-
JIOCh B ee pumopuueckoli cmuausayuu, 34ech Mbl HAXOOUM pe-
3y/IbTAaT TOTO K€ TLIATeJbHOTO MoA00pa IMOLMOHATbHO-aIeK-
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BAaTHBIX CPEACTB COOOIEHMSI, YTO ¥ B HPABCTBEHHBIX MMCbMax
K Jlynunuto.

B mocnenHux, SBASIOMIMXCS, KaK Mbl MOKa3aau, JUTepa-
TYpHbIM TMpou3BeneHueMm, CeHeKa MUCIIONb30BaJ KOPOTKUeE,
«pybseHbie» Gpa3pl MpefenbHO KOHIEHTPUPYS [eiCTBMe aH-
TUTE3bl ¥ MeTabosIbl, HAalpaBJIeHHOe Ha BO3BbILIEHME YMTA-
Telass HaJ IOBCeIHEBHbIMM OOCTOSITebCTBaMu. Ilo 3Toi
MpUYMHEe Mbl MOIIM ObI Ha3BaThb 3TO €ro COYMHEHME pumo-
puueckoli cmuaudayuell 4acmuio20 nucbmd, TOE BaKHENIIUM
peLIMIIMEeHTOM SIBJISIETCSI CaM aBTOp. B Tpareausx mMbl Haxo-
OUM Ty e MYyJIbCUPYIOLIYI0 CJIOBECHYIO apUTMUIO, BbITAIKU-
BAIOLIYI0 M3 IyIIM MOBCEAHEBHbIE MEePEXXUBAHNSI U HAIIOIHS-
IOLIYI0 ee Y)KacOM M CTPaxOM, OT KOTOPOTO €eOMHCTBEHHOe
CriaceHye OyIIM 3aKIYEeHO B BO3BBILIEHUM, MOCKOJIbKY BCe
C/I0Ba MpUHAAJIekaT o6pa3aM C KECTKO 3aJaHHBIMM Xapak-
TePUCTUKAMMA.

B Tparemusx, pasymeetcs, CeHeKa OpraHusyeT pPUTM
He IMPY TIOMOIIM «py6ieHbIX» ¢pas, a MHaUe — MO3TUYeCKUMMU
raccakaMy pasHol IJIMHBI, IOBTOPAMM U T.J., TO €CTb OH Ha-
XOOUT 3[eChb CPEeACTBA PUTOPUUYECKONM CTUAM3ALNUU, COOTBET-
CTBYIOIIYE YCWIEHUIO NEeVCTBUSI MMEHHO BepOasibHOI YacTu
Tpareiuu, TOTAQ, KaK B IMCbMax pPUTOpPUYECKME IIPUEMBI
IOOJKHBI OBLIM YCUIIUTD AEeiiCTBMEe YaCTHOTO MmocaaHusi. MHo-
rve aHaJIUTUKU YKa3bIBAlOT HA TO, YTO Tpareauu ero Bpsig JIu
NpefHasHAvya/IUCh JIS1 CLEHMYEeCKOM IMOCTaHOBKM, M TOTAa
CTAaHOBUTCSI OCOOEHHO OUYEBUAHO, YTO aBTOP PACCUUTHIBAI
MMEeHHO Ha TOT 3(pdeKT Tparmyeckoro, KOTOPbIil ero Mo3TU3 M-
pOBaHHAs PUTOpPUKA MPOU3BENET B Aylle UMTATENS] WIN CIIy-
uiaTesis, a Mbl IToJlaraeM Takke, YTO B IIePBYIO odepenb —
B nyiue camoro CeHeKu.

Takum 06pa3oM, CKIaIbIBA€TCSI HEKOTOpOe OCHOBaHMeE
IJIS1 TOTO, YTOOBI YCMOTPETh CTVJIMCTUYECKYIO aHAJIOTUIO MEK-
Iy HpaBCTBeHHbIMM MucbMamyu CeHEKM U ero TparegusiMmu.
l'ait Kanurysia B HacMellIKy Haf, pacrnagamllMucs Ha d71eMeH-
Thl COCTABASIOUMMM IHUceM K JIyUWINIO HasBajl CTUIb UX
«1meckom 6e3 m3BecTu». Ecu MMeTh B BUAY Ty Xe pUTOpUUe-
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CKYI0 2JIeMeHTM3alMI0 Tpareayii, pacnajaloinmxcsi, Kak MbI
BBIIIIE TIOKa3a/M, Ha OTHeJbHbIe JeKJIaMallMOHHO HAaChIIeH-
Hble MMO3TUYEeCKMe pedeBble SIMM30MAbI, MaJIO CBSI3aHHbIE IIPO-
MEeKyTOUHBIM JeliCTBMEM, TO Mbl IOJIYUYMM TOT K€ CaMblii «I1e-
COK 6e3 13BeCcTu».

K aTromy Ham ocTaeTcsi 4O6aBUTh TOTBKO TO, UTO MMEHHO
1ofo6HOe KOHCTPYMpPOBaHME TEKCTA U3 0MAeNbHO paccuumaH-
HbIX pUMOpUYECKUX 31IEMEHMOB U COCTABJISIET TO JINTEPATYPHOE
HOBIIIECTBO, 3@ KOTOPBIM YKpeNnujoCh Ha3BaHMEe <«HOBbINA
ctiib» CeHeku. CTWIb 3TOT, KaK Mbl BUAMM, He BOCIIPUHU-
MaJjicsl OMHO3HAYHO, HO MMEHHO Ojaromapsi ero HOBU3HE
" HEeOObIYHOJ CUjIe SMOIMOHAIbHOM €MKOCTM OH CTaJl upes-
BbIUAITHO MTOMY/ISpeH.

Bce TepmMuHOMOrMUecKue IpuoOpeTeHMsi, CBSI3aHHbIE
c obcyskgeHueMm TekcToB CeHeKM KacaloTCs MMEHHO AOCTO-
MHCTB U HEeIOCTAaTKOB €ro «HOBOTro CTwisi». Ilockonbky CeHe-
Ka IJITaBHBIM MHTEerpajbHbIM 3G (GEeKTOM CBOMX TEKCTOB ITOJIa-
ral HpaBCTBEHHOJ BO3BblllIeHMEe MAVyIIM, 3Ta IUCKYCCUS
0 CTujIe ¢ HeoOXOAMMOCTbIO BbIIMJIACh B OOCYXIEHMEe npupo-
Obvl 8038bllUAoule20 delicmeusi mekcma u, IO cyuiecmey npo-
O71emMbl, OTUYACTY ¥ BO3BBIILIEHHOTO BOOOIIE.

VIMeHHO TaKOBO IIPOMCXOKIEeHMe 3CTETUUYECKO MPOTOKa-
TErOPUM BO3BBIIIEHHOr0: IIPeKpacHbIil, T.e. HaIpaBJIeHHO
JeVICTBYIOIIMIT TEKCT, TOMBIIIJIeHHbII B KOHKPETHOM Hampas-
JIGHUM CBOEro JeiCTBUS MOpPAJbHOTO BO3BBIIIEHMS, 00ule-
CMBEHHO aKMyaibHO20 8 IN0XY PA3JI0HEHUS. pumMcKoli Pecnybnu-
KU u cmavoénedus Mmnepuu. 3TOT TeOpeTUUYECKUI OMBIT, KaK
U BCSIKUI OPYTOil OCTAeTCs, 3aneudamseHHslll 8 ceoell Jozuue-
cKoli popme, c UeTIOBEUECTBOM HaBCermaa.

IuBepcudukaius MPeKpacHOro, BbIpaskeHHas! B IIPOTOKA-
TEropyuy BO3BbIIIIEHHOTO B TeKkcTe [IceBao-JIOHIMHA, YKPEITUTCS
3aTeM B CTaTyce 3CTeTHuYecKoii KaTeropuu B HoBoe Bpems, B CO-
BepIIeHHO MHbIX YCJIOBUSIX. ITO IIPOU30IAET 8HEUIHE B PE3YIIb-
TaTe MepeBoga Tekcra «O BO3BbIIIEHHOM», caeaHHOM byaiio,
HO 8HYMpeHHe — B pe3yabTaTe TOro, UYTO 3TOT OTAEIbHBbIN Teo-
peTuyecKuit MHCTPYMEHT CHOBA CTaJI COIMaIbHO BOCTPeOOBaH.
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Bce acreTuueckue KaTeropuu SIBUIUCh 3aKOHOMEPHBIMM
pesyabTaTaMy pa3BUTUS COLMAIbHO-IETEPMUHMUPOBAHHOTO
3CTEeTUYECKOTO OIbITa, OHU UMEIOT 2eHEeMUUecKy C653b, BOC-
X0 K MUCXOIHO MPOTOKaTeropmuu rpekpacHoro. OgHako, mo-
SIBUBLIMCH OFHAXKABI MOJ, AeiiCTBMEM OIpeAeeHHbIX 00CTOSI-
TEeNbCTB JXU3HU, OHU CTaau ¢GakTamMu J102Uu4eckozo OTbITa
M CTaJM BBI3BIBATHCS M3 ITOTO OIbITA COBEPUWEHHO 0maesb-
HO KaK OT CBOero OOIIero reHeTMYeckKOoro MCTOYHMKA, TaK
U OpyT OT Apyra.

I[pouiecc nuBepcuduUKaM MPEKPACHOTO B BO3BIIIIEHHOE
ObLT TTIEPBBIM MCTOPUUYECKUM ITPOIECCOM 3TOTO POAaA, ITO3TOMY
Jajiee Mbl yoeauM emy CTOJIb MIPUCTAJIbHOe BHUMMaHMe. Ham
HeOoOXOIMMO TOUHO BBISICHUTb, KAK UMEHHO OTHENbHbIN UCTO-
pUUYECKM JIOKAJIbHbIN JIOTMUECKUI TIPOLLeCC MOXKET BbIIMBATh-
Cs1 B YHMBEPCAIbHYIO JIOTMUYECKYI0 (PopMy 3cTeTHuecKkoit kaTe-
TOPUN.

IJisT 3TOTO Mbl [O/DKHBI PAacCCMOTPETh paclpoCTpaHeHMe
nuckyccum o ctuine CeHeKM, KOTOpoe, COGCTBEHHO U TIPUBEIO
K MosiBjieHnto Tpakrata «O BO3BbIIIEHHOM». Kak BBISICHUTCS
MMEHHO POJTb PacIpoCTpPaHUTeNeN U pacwupumeneti codepxa-
Hus amoti duckyccuu cbirpany Ksuutuiavad u Tauur.

2. K so3evtiuennomy: eéxnad Keunmunuana

Camoit 3ameTHO¥ (purypoii B 60pbbe mpoTUB «HOBOTO CTU-
ns» CeHeku cran Mapk @abuti Keunmunuau (30 (110 HEKOTO-
pPbIM MCTOYHMKAM 35) — 96 (110 HEKOTOPBHIM JAHHBIM OKOJIO
100) r.r. H.3.) pogmics, kKak u CeHeka Ha Tepputopuu Mcna-
HUM, HO, B OTJIMYME OT HETO HE B CEMbE JIIOOUTEISI PUTOPUKM,
a B ceMbe NMpodeccruoHaabHOTO PUTOPA, KAKMM OH CTaJl U CaM.
Putopuueckas gesdTeJibHOCTb KBUHTW/IMAHA ITpoxoAauia B Pu-
Me, TAe Mpu umIiiepatope BecrmacuaHe 6butia BIiEepBbIe yupe-
kaeHa Ty6mmuuHas (CyliecTBOBAaBIIAS 3a CYET TOCYIapCTBA)
LIKOJIa TPEeYeCKOro M JIAaTMHCKOTO KpacHOpeuus.

Crnioco6HOCTH, TIO3HAHUS U TeJaroruyeckue BO33peHMsI
KBuHTMAMAHA GbUIM CTOb CEPbE3HBI U CTaM CTOJIb IIMPOKO
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M3BECTHBI, YTO OH BO3IIaBWI Kadeapy JIATUHCKON PUTOPUKH,
a BIIOC/IEACTBMM MMIepaTop JoMulIMaH MPUTTACUI ero ObITh
BOCIMTATE/IeM CBOMX BHYYaThIX IUVIEMSIHHMKOB. Ham ciemyeT
OTMETUTDb 3TO 0OCTOSITENIbCTBO, TaK Kak KBMHTMIMAH, BCeraa
CTaBUBIINII 11€JIbI0 CBOMX MTOMBILIJIEHUI, KaK ¥ CeHeka, MUMeH-
HO BJMSIHME Ha Yel0BeKa, CTal M3BeCTeH BO MHOIOM MMEHHO
KaK TeOpeTMK IeAaroruku, a Kak IMPakTUK B 3TOi obiactu
BCTyII ¢ CeHeKo B UCTOpUYECKOEe COTIEPHMUYECTBO.

OmHako 3Ta CTOpPOHA €ro ComepHUYecTBa ObLIa, KaK Mbl
MOHMMaeM B CBeTe CKa3aHHOTO O 3HAaUYeHUM PUTOPUKHU, TIPO-
M3BOJHON OT COIIePHMYECTBA TeOpEeTUUEeCKOoro. B Havane cBo-
eii mesTenbHOCTM KBMHTW/IMAH, BO3MOXHO B pycie oOlieii
TMIOIYJISIPHOCTY, COUYBCTBEHHO OTHOCUJICSI K «<HOBOMY CTUJIIO»
Ceneku. OmHAKO MO Mepe JaJbHeNIIero pa3BUTus OH Bce 60-
Jlee CTaJl HAxXOOUTh <«IeCOK 06e3 M3BeCcTu» MCKYCCTBEHHOI
M HEHYKHOM KOHCTPYKILMelN U TMPU3bIBaTh K eCTeCTBEHHOMY
M CTPOTOMY KpacHOpeunio, 6e3 pyoyieHHbIX ¢pa3 U mareTuye-
CKM-HaCBILEHHO JeKIaMaluu.

[Tonemyuke MPOTMB KOMMYHUKATUBHBIX HEHYKHbBIX U OT-
BJIEKAIOIIMX OT IVIAaBHBIX LieJiefi PUTOPUUYECKOTO MCKYCCTBa
NIpUOOPETEHNIT «HOBOTO CTWIST» KBUHTMIMAH TOCBSITUII OT-
IelbHOe courHeHMe «O TpuUYMHAX IIOpPUM KpacHOpeuus»,
He COXpaHMBIIMIACSI OO Haliero BpeMeHu. OmHAKO IJIaBHOE
COuMHeHMe, 3pesioe U MociaefoBaTelbHOe counMHeHne KBUH-
TWIMaHa, SBJSIOLIeecs] pe3ylbTaTOM ero IJIUTEeIbHOI Teope-
TUYECKOI paboThl U 0006IIeHMEM ero OOIIMPHOI MpernoaaB-
TeJIbCKO-MeJarornyeckoil MpakTUKM BIOJIHE HaM [OCTYITHO
nmon, HasBaHueM «OO6yueHue opartopar» (Institutio oratoria)
" cocTaBjseT 12 KHUT.

B cBoeMm rnmaBHOM Tpyae KBMHTW/IMAH Tak ke MpenocTepe-
raeT OT YBJ€YEHUS COMHUTETbHBIMU MPUOOPETEHUSIMU «HO-
BOrO CTWISI», TIpefocTeperasi, BIPOYeM U OT apxamuyecKux
KkpaitHocreti. [To mEHeHMI0 KBMHTW/IMAHA, CllefyeT OPUEeHTUPO-
BaTbCSl Ha MAeaq 0Opa30BaHHOTO OpaTopa, KOTOpPbBIi, Kak
M IJ151 BCSIKOTO PUMJISIHMHA, [JIS1 HETO He OTBJIeUeH, a BIIOJIHE
KOHKpDETeH M HaXOAUTCS B PMMCKOM IPOLLIOM. TakuMM OCy-
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1IeCTBJIEHHBIM M€aI0M OpPaTOPCKOTO BKyca OKa3biBaeTcs Lu-
LIepPOH, KOTOPbIN «IOJIKEH OBbITh MOCTAaBJIEHHBIM Tepes HaMMu
obpasiom». 3aaya 06pa3oBaHMsI OpaTopa, a, CJieJ[0BaTEIbHO,
M BOOOIINE BCSIKOTO Y/AYYIIAIOMIErO BJIMSIHUS, 3aKI0YaeTCs
B BO3BBIIIEHNM K 3TOMY BHEBpEMEHHOMY 00pa3Ily M3 JI0OBIX
M3MEHUYMBBIX KOHOMUIMI, Jaske TeX, K KOTOPbIM OH ysKe COBep-
LIEHHO He MOAXOAUT. BO3BblIllleHNe OpaTopa 3aK/II0UeHO0 B Ma-
CTepPCKOM CTpeMJIEHMM K 3TOMY 00pasily, 4TO Ipearoiaraer
obpeTeHNe U BCeX OPYIUX AOCTOMHCTB, MblCAUMbIX HEOMUYH(-
daembiMu om Hezo.

BbIcOKOEe MCKYCCTBO OpaTopa 3aK/IUYeHO B UyBCTBe Oa-
JlaHCa MeXAY CTapbIM CTUJE€M KakK BBICOKMM M 3MOLIMOHAJIb-
HO JTOMMHMPYIOIIMM UM HOBBIM CTMJIEM KaK HeEIOCpe[CTBEH-
HOV cpemoit oOmeHusi. VIMEHHO B 3TOM 3MOIMOHAIbHOM
BOCXOXAEHUM, TEePCIeKTUBa KOTOPOrO OTKPBIBAETCS yUEeHMU-
KY, 3aK/II0OUEHO €ro BO3MOXHOE€ BO3BBbILIEHME BO BCEX BO3-
MOSKHBIX 3HAUEHUSX, HO MpeXae Bcero, B cruie. KBUMHTMIN-
aH, TakuM o00pasoM, OTXOOUT OT <«aOCOTIOTHON KPUTUKU»
«HOBOTO CTU/sT» CeHeKu: «IecoK 0e3 M3BeCT» CTAHOBUTCS
B €ro IOHMMAaHUM TOV HEOoOXOOMMOM KOMMYHMKATUBHOM
TOYBOJ, C KOTOpPOIl HauMHAEeTCsl BO3BbIllIEHME, I103TOMY
¥ caM OH He 0e3 OXOThl M CO 3HAHMEM [iejla MCIIOIb3yeT
HeKOoTopble 13 mpruemMmoB CeHeKMu.

Tpyn KBunTuinaHa o 06 o6yyeHuM opaTopoB BOOOIEe OT-
JIMYAETCS OTIMYHOM METOAMYEeCKON cucTeMmaTtusalyeit, MOX-
HO ke CKa3aTb, UTO OH IPEACTaBJISIeT CO00Ji T'MTaHTCKYIO
" TIOZIPOGHYIO Memoduueckyr cxemy pumopuku, 0CO6eHHO ecu
BCIIOMHUTb MCXOLHOE Trpeyeckoe 3HayeHue 3TOT0 C(JIOBa
(skhema), KOTOpOMY COOTBETCTBYET pyccKoe «obpa3zel». McTo-
puueckuit ¢pparMeHT 3TO¥ cXeMbl (IJITaBHBIM 00pa3oM, IepBast
IJlaBa JeCSITO KHUTYM) YUUTHIBAET U IKCIIOHMPYET BEChb OITbIT
MpeaiIecTBYIONIEel aBTOPY aHTUYHO! PUTOPUKINA.

OTOT OMBIT, N0 MbICAM KBMHTW/IMAHA, OOKEH YCBOUTH
opaTop B CBOEM MacCTE€pPCKOM pOCTe U U3 HEero OH AOJIKEH uep-
MaTh MaTepuasl sl Hagjexaleil KOHCTPYKLMM BCSIKOTO CBOe-
O BBICTYIUIEHMS KaK BasKHEJIIel 13 CBOUX MPaKTUUEeCKUX Lie-

Vol. 3—4 (11-12). 2020 119



seiti. MbI CO CBO€Ji CTOPOHBI TOGABMUM, UTO M3JIOXKEHUE ITUM
BEJINKMM PUMCKMM METOAMCTOM B C’KaTOM, HO BeCcbMa TOY-
HOM ¥ JOXOIUMBOM BUJ€e OOJIbILIOTO KOJIMUYECTBA BasKHbBIX CBe-
JeHUI O pa3IMYHbBIX ITIePCOHAMUIX U UAESIX aHTUIHOM KYJIbTY-
pPbl OKa)XeT HEeOLEHMMYIO ITOMOILb BCSIKOMY COBPEMEHHOMY
MCCIENOBATENI0 WM CTYOEHTY B OCBOEHUM BaKHEMIUNUX MPO-
671eM CTaHOBJIEHMSI KIaCCUUECKOTO TYMaHUTAPHOTO 3HAHUSI.

Yro ke KacaeTCs BakKHeiIei IPaKTMYeCKOi ILeau opa-
TOpa, Kak ee MbICAMA KBUMHTWIMAH, TO €/l JODKHO COOTBET-
CTBOBAThb BCECTOPOHHE ero oOyvyeHMe C CaMbIX PaHHUX JIET,
BKJIIOYalollee B cebs He TOJMbKO TeopeTUuecKue 3HaHUS,
HO UM PUTOpUYECKME YIpakKHEeHUs, MpUoOpeTeHNe HaBHIKOB
pasfeyieHus] peuu, ee JIOTMUYEeCKOTO KOHCTPYMPOBaHMS, HaJ-
JeXallero ocHalleHUsl ee Tpomamu U ApyrumMu GhopMaibHbI-
MM 5JIeMEeHTaMM DPeYeBOIl KyJbTYpbl. BBICOKMII CTWIb peun
JIOJKeH ObITb abCOMIOTHO eCTeCTBeHHBIM, ITO3TOMY OOyue-
HUIO PUTOPUYECKMM CpeNCTBaM JOJ/DKHO COOTBETCTBOBAThb
BOCIIMTaHMe COOTBETCTBYIOIMX MOPAJIbHBIX KauecTB OyayIe-
ro oparopa. To/sibKO B CJlyyae, eCii OpaTop MpuobpeTeT Io-
IOOHOe eIMHCTBO, CTU/Ib €ro CTaHeT AEeNCTBUTETbHO BbBICO-
KUM U eCTEeCTBEHHBIM.

OpaTopckoe MCKYCCTBO 3aK/IIOUEHO He B YOeKIeHUM Ofl-
MIOHEHTOB C IIeJIbI0 0O0CHOBATh CBOIO TOYKY 3PEHUS U B IIe-
penade BAMSIHMS, 3@ KOTODPBIM CjefyeT IMpPaKTUUYeCKuil pe-
3y/IbTaT, a B CO34aHUM BBICOKOTO MMPOU3BEAEHUS OPaTOPCKOTO
uckyccrBa. Llenu crsskaTenbHble J0XEHCMBYUWUM 00pa3om
MPeNNoaraloTcsl MOAUMHEHHBIMU CaMOAOCTATOYHOM Lienu
MCKYCCTBA OpaToOpa, 3aK/IYaollelicss B MPOU3HECEHUN IIpe-
KpacCHOJ — BBICOKOJ MO CBOEMY CTWIK — peuu. Hampumep,
eI opaTop, MPOM3HEeC MPEeKpPacHyl peub B Cynde, HO Mpo-
1lecc IpoOUTpaH, OpaToOp BCe PAaBHO OOCTUT CBOEI MpaKTuUye-
CKOJ1 LIeJIN.

Takum o6pasom, 1iejib 06yueHMs] M BOCIIUTAHUS €CTh 803-
gbluleHue Oywu yueHUKd K CIIOCOOHOCTYM CO3[aBaTh BBICOKME
110 CBOMM CTMJIUCTUYECKMM [AOCTOMHCTBAM IIpOU3BELEeHUS
OpaTOPCKOTO MCKYCCTBA, HE3aBMCUMO OT TOTO, KaK, COOOpasHO
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MPAaKTUYeCKMUM LIe/sIM, OHM TOApasaesiioTcss Ha BuAbl. I[o-
clefHMX KBUMHTW/IMAH HACUMTBIBAET TPU: JEMOHCTPUPYIOILME
(IpeBO3HOCSAIIME WM HUCIPOBEPrawlInyue); pacCykpawliue
(aHanMM3 OCHOBaHWUI CYXXAEeHUS); cyasinue (peun B CygOoroBo-
peHun).

[MaBHBIM CpeACTBOM, CO3AAIOIIMM 3CTETUUYECKMe TOCTO-
MHCTBA MPOU3BeHNEeHUsI OpPaTOPCKOTO MCKYCCTBa B JIIOOOM
U3 9TUX BUIOB OPATOPCKOTO UCKyCcCTBa KBMHTWIMAH Toiaraet
COOGCTBEHHO €hoco0 ee npousHeceHusl. IMEHHO B CBSI3U C 3TUM
OH 006Cy>KIaeT MpobaeMy COOTBETCTBMSI MHTOHAIMOHHBIX TTPU-
€MOB, BHyTpeHHEMY HaCTPOEHMI0 opaTopa, YTOObI peub Mpo-
M3BOJMJIA BIlevaT/IeHe eCTeCTBEHHOI'O BbIpaxkeHMsI COOCTBEeH-
HOT'O OTHOLLEHUSI UCTOYHMKA peuy K IPOUCXOASILEMY.

Bce aTo mocturaetcs, B IepBYI0 ouepenb, COBEPIIEHCTBO-
BaHMEM TEeXHUKM peuy, BepHee — OCO3HaHMEeM MCTUHHOTO
KOMMYHMKAaTUBHOTO 3HAYeHUs 3TOM TeXHUKU. KBUHTUIMAH
paccMaTpuBaeT MPoLecC YCTHOM peun husnuyecku — Kak Bbl-
TJIKMBAaHME ONpPeAeIeHHbIX ITOPLUIA BO3AyXa C OnpeAeleHHbI-
MU TMIPOMEXYTKaMy BpeMeHU. DTO [aeT OTUeT/IMBOe 3HaHue
TOro, YeM MMEHHO [JO/DKHO YIIPaB/IsITh OPaTOpy: ONMMCAaHHBIN
MPOLIECC €CTb CNOHMAHHLIL pumm pedu, UMEHHO ero cjieayer
BBECTU B CMBICJIOBOE COOTBETCTBME C ITIaBHOV LIeJIbI0 PEUN.

JLJ1s1 3TOTO OpaTOP AO/IKEH KOHTPOJIMPOBATh CBOE A bIXaHUe,
MTOCKOJIBKY 3a7lauya COCTOUT B TOM, YTOOBI TaM MOBBIIIATD WA
TTOHVKATh TOJIOC, T 3TO HEOOXOIMMO C TOUKM 3peHMSI CMbICIIA,
TaM JeJaTh May3bl, IOe OHM ONPaBAAHbI C TOYKY 3PEHMSI CMbIC-
J71a, a BOBCE He TaM, 7€ OH OT M3HEMOYKEHMSI He MOKET 60JIbIlie
M30aTh HU 3ByKa. OpaTop 06s13aH /1 JOCTVIKEHMS 1€JIM CBOETO
MCKYCCTBA YCKOPSITh WIN 3aMeJISITh, WJIN ITOAAePKUBATh OJHO-
06pa3HbIi TEMIT peUM JIJII SMOLVMOHAIbHO TOAAEPKKU PUTO-
puueckux Guryp, oH Takxke IO/KEH CO3[aBaThb MHTOHAIMOH-
HYI0 HaIllpaBJIEeHHOCTb BOCKJIMLIAHUIA, BOIIPOCOB, KOHCTATALUA
MOZIYJISIUMUSIMU CBOero ronoca. K TexHuke npomsHeceHus peun
OTHOCUTCSI TAK’KE COOTBETCTBYE TOJIOCOBOJ paboTe TIIATENTbHO
OTOOGpaHHBIX MJIS1 AAHHOTO TMOCAaHUSI MUMMUUYECKUX BbIpaKe-
HUIA, JKECTOB ¥ OOIIETO MOIOKEeHMS KOpITyca opaTopa.
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Oparop mo/mKeH BO3BBICUTHCSI IO IMOHMMAHMSI TOTO, YTO
eIUMHCTBO €ro MOPAJbHBIX U TEJIECHBIX XapaKTePUCTUK, CO00-
IIIeHHOJ B CTPOTO BbIBEPEHHOI ITapTHUM COCTaBA€HHOTO I10Ca-
HUS eCTb €IMHCTBEHHO} BO3MOKHOE CpeliCTBO, MOCTUKeHUS
COKPOBEHHOIJ1 11eJI OpaTopa — BTOPTHYTHCS B IICUXUKY peLy-
M1eHTa, HAlIPaBUTb B OIpedeleHHOM HampaBieHUM ero UyB-
CTBAa M MBICUJIM, M, €CIM 3TO BO3MOXKHO, M3HYTPU IIOBIUSITH
Ha ero jajbHelilliee IOBeJeHNE.

B cBsI31 ¢ HEOOXOIMMOCTBIO JOCTOBEPHOJ Mepeaaum COOT-
BETCTBYIOLINX 5MOILINIA, KBMHTU/IMAH MOgHMMAaeT TpagullMOH-
HbI} BOIIPOC O MOJApakaHMU B MUCKYCCTBe. B CBSI3M € 3TUM Cile-
IIyeT 3aMETUTb, UTO €r0 COBEPIIEHHO He BOJIHYET 00CYKIeHIe
OHTOJIOTMYECKOJ CTOPOHBI BOIIPOCA, KaK 9TO OBbLJIO BasKHO, XO-
TS M TI0-pasHomy, Aj1s [1naToHa u ApUcToTers.

OHTosiorMyeckasi CTOpOHA  IofApakaHMsI  BbIBeleHa
3a CKOOKM B 3TO BpeMsl. KBUHTW/INaHa MToAgpakaHue MHTepecy-
eT C TOYKM 3peHMUsI ero pecypcoB caenaTh peub 6osee Ippex-
mueHoli. B 3TOM — 3cmemuKko-KOMMYHUKAMUBHOM — CMbIC/Ie
OH, pa3yMeeTcsi, ropaszio 6ke cToUT K «[1oaTuKe» Apucro-
TeJisI, HO OT ee OOIIero, 3CMemuKko-oHmMOI02UUECK020 ee KOH-
TEKCTa OH yJaJeH y)Xe KyJbTypPHO-MCTOPUYECKON OMCTaHIIU-
eii. KBMHTU/IMaH MOKa3bIBaeT COBEPIIEHHYI0 HEOOXOAMMOCTh
MoJpakaTe/JIbHbIX MPUEMOB, yKa3blBas JMIllb Ha TO, UYTO BCe-
raa cieayeT MOAXOAUTb K HUM MMEHHO KaK K CO3HAMEeNbHO UC-
NoJ1b3yemMblM Npuemam KOMMYHUKAIIVNA.

OTO O3HAYaeT, UTO OpaTop AO/IKEH BCerja OTaaBaTh cebe
OTUYeT, KaKyl0 MMeHHO (QYHKIMIO TofpaxkaHye BbITTOIHSIET
B IaHHOM IIaccake peun u, 3aTeM, Kak 3TO paboTaeT Ha MHTe-
rpajbHVIO 1ieJIb, KOTOPYIO MbI YKa3aau Bbiliie. CemoBaTelbHO,
HeOoOXOIMMO 00CYKIAaTh HE OHTOJIOTMYECKYIO IIPUPOAY U THO-
CEO0JIOTMYECKYIO JIOMYCTMMOCTb ITOApa’kaHusl, a ero 00 ero
macuimabsl OTHOCUTENbHO [PYTMX IPUEMOB, €ro npuiuuue,
aymeHmuuHoCmMs ero Mogo06us CMbICJTY ¥ CO00pA3HOCMb €To UC-
II0/Ib30BaHMSI B JaHHOM MecTe 06I1Iero rjiaHa nocjaaHus.

B cBs131 ¢ 3TMM KBUHTHUIMAH 3aTparuBaeT BOIIPOC O HaJjie-
KaleM 3HaHUM UM GOPMUPOBAHMM HABBIKOB UAEHTU(UKALIUN
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pAasnuUHbIX pumopuueckux cmuseti. 34ecb caenyeT 3aMeTUTh,
YTO OH BIEpBbIe, 3340AT0 OO0 ToseMuku HoBoro Bpeme-
HU CpaBHMBAET CJI08€CHOE UCKYCCMB0 C U300pasumenbHbiM —
SKMBOIIMCBIO U CKYJIBIITYPOJ B JINILE CAMbIX 3HAUUTEIbHbIX aH-
TUYHBIX NIpeCTaBuUTesNe. V3 3TOro pasnnyeHus CpeCcTB 3CTe-
TUYECKOTO COOOIIeHMsI, HOCSIEero XapakTep MMIUIMIUTHOM
3CTeTUKO-KOMMYHMKATUBHON KIaccu@uKauuym BbIBOOUTCS,
KaK MbI [T0j1araeM, " Kaaccuguxkauyus cmusneti cyoe6H020 KpAcHO-
peuusi. DTO OYEHb BXKHO B PyCJie 3CTETUKO-PUTOPUYECKOI pe-
dbnexkcuyn KBuHTMIMAHA, TOCKOIBKY OH IOJIaraeT, YTO IOCTO-
SIHHOEe ITIpOM3HEeCeHMe peueil B CyOOrOBOPEHUM — JIydllas
MpaKTHKa AJis1 opaTopa.

PasnuueHne ctuieit cyieOHOM peuyn Kak pa3 U SIBJISIETCS
TOW HenocpedcmeeHHOl memamuueckoli 001acmolo, KOTOPas
MpY KOHLIEHTPMPOBAHHOM ee TOC/IeAyIoleM pPacCMOTPEeHUU
npuBeneT AuBepcu@uUKanuy IPeKpPacHOTO B BO3BBINIEHHOE.
[IpekpacHasi cyge6Hast peub NOKHA OBITH 10 CBOEMY CTUIIIO
BBICOKOJ, HO 3TOMY BBICOKOMY CTWJIIO JO/IKHO COOTBETCTBO-
BaTb paBHO3HAauHOe ero GopMa/ibHbIM IIpM3HAKAM COZEepsKa-
HMe, MHaye TaKoil CTU/b JACT COBEPIIEHHO IPOTUBOIIOIOXK-
HbIli 9@ dekT. KBMHTWINAH BbIENsSeT U UCCIeqyeT BO3MOXKHO-
CTU Tpex CTUIel CyOSaIIMX pedeil: aTTUYeCKUil (IpeBHMIA,
KpaTKNUiA, YMCTbIA, CUAbHBIN); a3MaHCKUA (HAMbIIIEeHHbIN
U MYCTOM); POAOCCKUI (CpeSHUI MeXIy HUMM, CMEeIIaHHBIN).

Ammuueckuti CTUIb TATOTEEeT K TPaAMLMOHHBIM (opMaM
JIUTEPATYpPhl, CIAOKUBIIMMCS B €BPOMENCKUX TpeueckKux I0-
nmucax, u, mpexnue Bcero B AbuHax. OTOT CTWIb B SJUVIMHUCTHU-
YeCKOM MUpe MPAKTUKOBAJIN T€, KTO OTKPBITO Aesaj CTaBKYy
Ha aBTOPUTET YYEeHOCTU. TakK, «ydyeHble» IO3Thl CTaparoTCs
IaThb HOBYIO XKM3Hb (pOpMam, OTBEPTHYTbIM BpeMeHeM, MC-
MOb3YIOT TIPUEMbI APeBHUX aBTOPOB U UX JIeKCUKy. C aTTu-
YeCKMM CTUJIeM, [IJs KOTOPOro XapaKTepHO TATOTeHue
K Kpamkocmu, npocmome u siCHOCMu CBSI3aHO 3CTEeTUKO-UJIe0-
JIOTMYECKOe [BVOKEHME B PUMCKON KyJbType, IOIy4YMBIIEe
Ha3BaHME «aAmMmuKu3m». ATTUKU3M CTPEMUTCS 3aKOHCEPBU-
pOBaTh U KaHOHM3UPOBATh >KaHPbI U MPUEMBI 38 YTO OH Ya-
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CTO aCCOLMMUPYETCS C puMckum kaaccuyu3mom. CTporocTpb at-
TUYECKOTO CTWJISI, MCIIOJIb30BaHMe PEeBHUX SI3bIKOBBIX (PopM,
pasymeeTcs, CIIOCOGHO IiepenaTb BelauYMe U BbICOTY, IIO-
CKOJIbKY [JIpeBHME 0e3yCIOBHO BOCIIPMHUMAJIM ITOKOJIEHUS
MIPeIKOB Kak Oosee 8blcokue. TeM He MeHee, KPUTUYECKUIL
MOJIXOM, TTOKAa3bIBAeT, UTO TOHOOHBIN CTWJIb CIIOCOOEH BbI-
3BaThb KoMuueckuit addekT, Korma apxamsalusi ype3MepHa
VI Pe3KO KOHTPACTUPYET C MOBCEAHEBHBIMU PEATUSIMU.

A3uaHckulli CTWIb, WJIM TaK Ha3bIBAEMOE <«a3MaHCKOoe
KpacHopeuue» IPOUCXOIUT He U3 eBPOMeiCcKMUX II0IMCOB,
a u3 Masoit Asun. OHO XapakTepu3yeTcsl MbIIIHbIMU (popma-
MM, 6Ge30THOCUTETbHBIMM K COIepKaHWUI0, 00sI3aTeTbHbIMMU
I[BETUCTBIMM 000pOTaMM peuy, 4ero ObI OHA HM Kacaaach.
O™ QopmanbHble IpMeMbl IOBBILIEHUS YPOBHSI 3MOIMO-
HaJbHOTO (hoHa 6e3 Hamjexalleii TeMbl CIIPaBemJIMBO Kpu-
MuKoéaiu 3a 6blCOKONApPHOCMb, HANbIWEHHOCMb, NYcmomy.
OpHako, Mbl TOHMMAaeM, 4YTO TaKo¥i 3(deKT MoXKeT ObITbh
He Bcerpga. K a3sMaHCKOMYy KpacHOpPEUYMIO TeHeTUYeCKM BOCXO-
IOUT «HOBBI cTuUab» CeHeku. Mbl BUIeNM, YTO B IMCbMax
M B Tpareausx 3TOT CTUJIb JaeT pa3Hble 3CTeTUdeckue IUIO-
Ibl.

Podocckuii cTUIb, TPOUCXOKIEHME Ha3BaHMUSI KOTOPOTO
OUeBM[HO, TI0 TE€M 3Ke MpUUMHAM Teorpadnueckoro XapakTe-
pa, npomexcymoueH, CuHmemuueH, Kpocc-kKynomypeH. OH xapak-
TepU3yeTCsl KakK CpeaHUii MeXIy OByMs MepBbIMMU, Haubosee
YPaBHOBEUIEHHBI. DTU XapaKTePUCTUKN AeNIal0T BO3MOXHBIM
CBeJleHMe K MMHUMYMY HeXXenaTeabHOro 3ddexra 13-3a CTU-
JIMCTUYECKUX [OTPEIHOCTENA.

CnenmyeT 3aMeTUTh, UTO KBMHTU/IMAH BBICTYIIAeT B IIpOBe-
JleHUM CBOEro pa3rpaHMYEeHMs] MeXOYy CTUISI KaK Mocaef0oBa-
TebHBIN ¥ JOOPOCOBECTHBIV aHAINTUK. OH HE 3aHMMAeT B UX
OTHOLIEHUM UIEO0JOTUYECKM aHTaXXMPOBAHHONM MO3ULIMU, KaK
9TO YacTo GbIBAJIO B ITOJIEMUKE ITPEICTaBUTENIEN «aTTUKU3Ma»
" «a3maHcTBa». Oparop mo/DKeH u3ouparh Hamubonee saddek-
TUBHBIN CTWIb. Hanbonee s¢phekTMBHBIM CTUIEM OyIeT TOT,
KOTOPBIV COOTBETCTBYET COAEP’KaHMIO CYAOTOBOPEHMS U, UTO
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He MeHee BasKHO, KaK Mbl IOMHUM, IICUXOPU3UUECKOMY CKJIa-
Iy opaTtopa.

B c¢Bs131 ¢ 3TMM KBUHTW/IMAH gaeT 1 60j1ee TIIyboKy — 3C-
TeTUKO-IMHAMMYECKYI0 XapakTepPUCTUKY BO3MOKHBIX CTUIIEN,
IaBasi MM Y)Ke He CUTyaTUBHbIe, a CylleCTBeHHbIe Ha3BaHMS.
ATTUYeCKUI CTUb B 3TOM PaCCMOTPEHUM IAeT CTUb MOUHbLI,
MO3BOJISIIOLINIA TOYHO U3I0KUTh OOCTOSITE/IbCTBA Jleia, Kak UX
BUJIUT OpaTop, U TeM CO3[aTh BIleyaT/ieHue 00beKTUBHOCTH,
BeJIMYECTBEHHOTO JOCTOMHCTBA. A3MAaHCKUIL CTU/b JAeT CUjlb-
Hblll, BBI3BIBAIOIINIE B CyLIATENSIX CUIbHBIE SMOLIMM IIPOTUB
VX BOJIM ¥ TIO3BOJISIIOLINIA [TI03TOMY ITepe6opOTh aske M HeBbI-
rofHble 00CTOSITENbCTBA Jena. Pomocckuii CTUIb JaeT ygemy-
wuii, coenMHSIIONMIA B cebe NOCTOMHCTBA TOYHOCTU U UUCTOM
KpPacoTbl PUTOPUUYECKUX ITPUEMOB.

CoBepIIeHCTBO MCKYCCTBa OpaTopa, Kak Mbl IOMHUM, 3a-
K/IIOYAeTCs] He B IIpeATIOYTeHUY OFHOMY M3 CTUJIeii, He B ap-
ryMeHTaluM WK AeKiIamMaluu, 1, TeM 6osee, He B IpaKkTUUe-
CKOM MCXOfe Jena, a B CO3JaHUM Hadnexauwezo 3¢gdexkma
6 dywe crywamerneti. OTOT 3GdeKT, I0 MHTETPATbHOMY CMBbIC-
Ty 6cez0 copepkaHMs HacTaBlieHUlI KBMHTMIMaHa opaTopaMm
3aK/II0YaeTCsl B TOM, YTOOBI C/IyIIaTeny IOYYBCTBOBAIU 8bCO-
my pevyeBOro NPOU3BeLeHMs], SBIEHHOTO VM.

[IpousBeneHne OpaTOPCKOTO MCKYCCTBA, TAKMM 0Opa3oM,
IO/DKHO [aBaTh Jyllie CayuiaTess nodsem, a 3K OH cIenaeT Be-
DOSITHBIMU >KeJlaTe/IbHble IeJICTBYS, CBSI3aHHbIE C TEM, UTO €ro
BbI3Basio. Takum obpa3om, Tpyn KBuHTMUAMaHa NpencTaBisieT
cob0ii  aHanUTHUUYeCKOe  MCCIefOBaHME  CTUIUCTUYECKUX
CPeICTB CTUMY/SILMM B CJIyLIaTele HYMPEHHezZ0 OWyujeHus
MomansHo20 3IMOYUOHANBHO-UHMELIEKMYANbH020, Op2aHuue-
CKU-uHOuBudyanvsHo2o nodsema. ITOCKOMBKY TOJ, BO3BbIIIEH-
HBIM TPYAHO MOApa3yMeBaThb, YTO-IMO0 OMJIUUHOE OT TOJBKO
YTO OMMCAHHOTO BHYTPEHHETO OLIYIIeHNs, Mbl MeeM OCHO-
BaHMe 3aK/II0UNUTh, YTO B TpyAe KBuHTuamaHa «0O6 obyueHUMn
OpaToOpOB» yKe ObUIM 3aK/II0YeHbl HEKOTOPbIE CYIeCTBEHHbIE
9JIEMEHTbl VMIUIMIIUTHON AuBepcuUKaIUM IPeKpPaCHOro
B BO3BBIIIEHHOE.
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3. K eo3estiuennomy: exnad Tayuma

JIutepaTypHast AesiTe/IbHOCTb [1y61us (HEKOTOPbIe MCTOY-
HUKM roBopsaT — Iasn) Kopuenus Tayuma (55 — 112 (1m0 HeKo-
TOpPBIM AaHHbIM 120) oTHOCUTCS K KOHIY I — Havany II Beka.
Tak ke, kak 1 CeHeKa, OH POAMUJICS B CEMbE PMMCKOTO BCAAHN-
Ka 1 paHO OOHAPYKMUJT MHTEPeC K 0paTOPCKOMY MCKYCCTBY.

TauuT 0671311 3HAUNTEILHBIMM OPATOPCKMMMU CIIOCOOHO-
CTSIMM ¥ ObLJT OMHUM M3 CAMbIX BbIIAIONIMXCST Y4eHMKOB KBUH-
TWInaHa. bimaromapsi cBOMM CIIOCOOHOCTSIM ¥ OOpa3OBaHMIO,
TauuT coenas oueHb XOPOIIYIO Kapbepy, 3aKOHUMB €€ B Ha M0-
CTY IIPOKOHCY/IAa A3UMN.

ITomo6HO CeHeke, TaUMUT CTPEMMJICS HAlTHU pa3pelieHyue
Mpo6IeMbl YK€ YIOMSHYTOTO HaMM ITPOTMBOPEUMS] MEXKIY
JIOJITOM U AOCYTOM B PUMCKOM 3HAY€HUM 3TUX CJIOB, U TaK K€
Halles ero B CO3aHUM JIMTEPATYPHBIX TPOU3BENEHU, 3aKITI0-
YyaBIIMX B cebe HPaBCTBEHHYIO peduekcuio. OmHAKO IUTepa-
TYPHBII OIIBIT HPABCTBEHHOIO IMoucka Tauura OTAMYaeTCs
oT TakoBoro y CeHeKM Mpexkzie BCero TeM, UTO OH M30upaer
B KaueCcTBe ero BbIpakeHUsI He OTBIE€YEeHHOe, a KOHKpPeTHOoe
coaepskaHMe A1l CBOMX ITOYYEeHMIA.

Tamut, He OBIBIIMII IO MPOMCXOXKIEHUIO apUCTOKPATOM,
HO OH OBLT 35ITeM BbIIAIONIErocst MoaKoBoaa 0ms ArpmKosbl
MOKOpUTENs bputanuu, u, He UCKIIOYEHO, YTO TI0ITOMY OYEHD
MOCAEIOBATEIbHO IepsKaJiCs apUCTOKPaTUUeCKU-KOHCepBa-
TUBHOJ JTMHUM B onIpefeneHnM AOIKHOTO ¥ BO3MOXKHOT0. Mbl
rojaraemM, YTO €ro IJiaBHble — MCTOpUYECKMEe- TPYZAbI, SIBJIS-
IOTCSI TIO CYILEeCTBY ucmopuueckumu duampubamu, VU B Hau-
OO0JIbIIIEl CTEIIEHM COMlepKaT B cebe, 10 TOMbKO UTO YKa3aHHOM
TIpUUMHe, TPU3HAKM yXo0sujell Kyivmypaol.

ComepskaTe/IbHO 3TO BBIPAsKAETCS B TOM, YTO UJeal OTHO-
meHusl K >KU3HM TauuT paccMaTpuUBAEeT UCKIHUUMENbHO pe-
MpoCneKmueHo: TOCJIeIHNM MepuoIoM, KOTia 3TO uzeasa Obul
TpefCcTaB/ieH B YMCTOM BuUe, ObLIIO 8pemst 3akoH08 JleeHadya-
mu mabnuy. Bpemsi Imnepun, 0 KOTOPOM IMPUXOOMUIOCH TTHU-
catb TauuTy B €ro INIaBHBIX TpyAax «Mcmopuu» M «AHHAbL»,
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JaneKko YKIOHMIOCh OT 3TOTO Mjeana, M, TeM He MeHee, OH
CUMTaT HeOoOXOAMMBIM MMUCATh O HUX MPOCTO U SICHO, UYTOOBI
«He 3aMa/lYMBaAIMCh NOOpOJEeTeNnM M UTOObI ITypHbIE CJIOBA
" fesia 60sTMCh TIOTOMCTBA U TT030pax.

[nmaBHOe BHMMaHMe TalUT yaensyl MMeHHO MOTUBAIUU
MMOCTYIIKOB MCTOPUUYECKUX HesiTesNeil M mojaaraa, 4YTo Caydaii,
B TOM 4YMCJie M TaKoi, Kak HaMepeHMe uejoBeKa, elBa Jiu
He paBeH B CBOEM BJIMSHUM Ha XO[ UCTOPUM BAMSIHUIO CyIobObI
Y HeOOXOAMMOCTHU. ITO OCOOEHHO SICHO BbIpakaeTcsl B IIpeJ-
MOYTEHUM CBOMM HAMEpPEeHHO CIIOKOWHBIM (6e3 2Hesa u npu-
cmpacmus (sine ira et studio)) TOHOM B PaBHOI Mepe OITUCHI-
BaTh KaK BCe OOCTOSITENILCTBA JESIHUI, TaK U UX MMOCTeNCTBHS.
Bce oTmeuaroT, yto y TauuTa Ha repBOM IJIaHe, IIpU BCeit 1Mo-
YTU 6e3yIpPeyHoi JOCTOBEPHOCTH U3JIOKEHUS COOBITUI, CTO-
UT Ha TepBOM MeCTe He BbISICHEHMe TPUUMH U CIeACTBUIA,
a MUMeHHO onucaHue cobbimuti Kak onslma, 4YTo JaeT OCHOBaHMe
roJjiaraTh, UYTO MOHOMOHHOE ONUCAHUE «BCEX OOCTOSITENbCTB,
MOXOXKMX OIHO Ha APYroe ¥ HaBOISIIUX CKYKY» €CTb 0C00blil
pumopuueckuii npuem.

OH 3aK/II0YaeTcsl B TOM, UTOObI MMEHHO 06e3 CMeHsl MOoHA
00paTuTh yMTaTeNs] K HEOOXOAMMOCTM BHYTPeHHel paboThl,
KOTOpasi CMOKeT TOAHSTh ero HaJ HaBOASIIMMM OZHOOOpas-
HOCThIO KOHIMIIMIT OOGCTOSTENbCTBAMM CylecTBOBaHMUS. OT-
MeTMM, YTO 3TOT IpPUEM He TOJbKO COOTBETCTBYeT CTOMYe-
CKMM TIpe[CTaBJeHUsIM O 6yiare, K KOTOPBIM, MO-BUIMMOMY,
TaroTen Tanut, HO M CO3BYYHBI Pa3HbIM MCTOYHMKAM PUTOPU-
YeCKoi KyJIbTypbl, OTHOCSIIMMCS KaK K aTTUYecKoi, Tak
M K a3MaHCKOi Tpaguuuy, OajiaHC MeXAY KOTOpPbIMM Taiut
UIIET B MOJTHOM COOTBETCTBMM C HaCTaBJIEHUSIMU CBOETO yuu-
Tenst KBuHTUAMAaHA.

Vicropuueckue TekcThbl Tauura IpeacTaBIsiioT cob0ii Bep-
IIMHY ero TBOPYeCTBa, ¥ Mbl IIPUBEJIM Bbillle KPAaTKYIO UX Xa-
PaKTEePUCTUKY IJISI TOTO, YTOOBI JaTh B HAIlIEM TEKCTe 4epes
3Ty BepIIMHY MpeCcTaBIeHNe O JIUTepaTypHOM oIbiTe Tamura
B ero yenocmuocmu. PasymeeTcsi, putopudeckasi pediekcus,
HaBBIKM K KOoTOpo# Tauut nonyumn y KBUHTUIMAHA, fana eMy

Vol. 3—4 (11-12). 2020 127



BO3MOYKHOCTH OJIeCTsIle TTOKa3aTh B CBOMX MCTOPUYECKUX pa-
60Tax BenuuMe BO3BbILIEHHOTO AyXa YeJIoBeKa, COXPaHSIoIero
BEPHOCTh CTAPOPUMCKOMY JIOJITY B CaMbIX HeOJIarompusiTHBIX
IL71s1 9TOrOo 00CcTOsITeNbCTBaX. OgHAKO 3TO — pe3y/bTaT 3CTeTH-
KO-PUTOPUYECKUX Pa3MbIIUIEHUI, MeXOY TeM, KaK I[eI0CT-
HOCTb JUTEepaTypHOro ombiTa TamuTa BKIOUYAeT B ce0s1 U 3KC-
IIMLUTHYI0 GOPMY 3cmemuKo-pumopuueckoli pegekcuu.

Hanucas B 98 1. «JKusHeonucanve ArpuKOJbl», KOTOPOMY
MbI [l YoKe KPaTKylo CoAepKaTeabHO-CTUIMCTUUECKYIO Xa-
paKkTepuCTMKy, TalUT NuUIeT B TOM >Xe rofgy odyepk «lepma-
HUsl», KOTOPBII yKe BCeleNo TMOCBSIEeH OMMCAHUI0 UCTOPUM,
reorpadun, yKjiaaa sku3Hu, HpaBOB U 00bIUaeB 3TOV TepPUTO-
pun. CiiefyeT 3aMeTUTb, UYTO U 3[eCh TalUT CTPEMUTCS BbIpa-
3UTh HEKOTOPOE MIOy4YeHue.

Ile0 B TOM, UTO OH He CIIOCOOeH BOCIPMHMMATD Kak ca-
MOZOCTAaTOUYHYIO HUKAKYIO KyJIbTYPYy, KpOMe COOCTBEHHO PUM-
CKO1, I aHAJIU3UPYET 0OCTOSITEIHCTBA ITPOBUHIIMATIBHOM SKMU3-
HU I71aJs Ha Hee IJla3aMM PUMJISHMHA, TO €CTh C IMO3ULUU
HaJIeKallero pMMCKOTO 3[eCh YIIpaBAe€HMUSI U COOTIOmeHUS
puMcKkux MHTepecoB. [loyyeHne BpIpaxkkaeTcsl 34ech TauuTom
He CTOJIbKO SIBHO, CKOJIbKO MHTOHAILIMOHHO: OH TaK >Xe, KakK
U B «Arpukone», rpuberaer K MCIIOTb30BAHUIO TOCTOMHCTB
«HOBOTO CTUJISI»: QaHTUTE3aM, TOUEUHbIM CEHTEHIMSIM, Kpacod-
HbIM CpaBHeHMSIM. Pasiuume MeXAy OOBIZEHHOI TeMOii
M THIATEJbHO IPOAYMaHHOM (OpMOIi, CBOWCTBEHHOI HpaB-
CTBEHHOMY IIOYYEHMIO O COOTHOLIEHMM O0jra U AOCyra, Kak
pa3 M CoOOWaeT 3TOMY TPAKTaTy >KejlaTelbHOe OeiiCcTBMe
CKPBITOTO, HO HACTOSITEIbHOTO TOCYJapCTBEHHOT'O BBICOKOTO
roCyJapCTBEHHOT'O MBIIIEHMSI.

PanHue Tekctol Tanura, JaBiie emMy ONbIT TPAKTUUYECKO-
rO UCIIO/Ib30BaHMSI YPOKOB KBUMHTWMIMAHA, BUAMMO, CAENaIN
IJISI Hero HeoOXOOMMBIM OTUYETIMBOE OCMbBICIEHMEe 3TOTO
ONbITa. BbIpakeHMEM 3TUX TEOPETUYECKUX Pa3MbIIUIEHU
TauuTa MO MOBOAY CTU/SL CTAJ0 €IUHCTBEHHOE ero CIenu-
aJbHO-pUTOPUYECKOe TIpousBeneHne «/uanoz 06 opamopax».
dopma Amasora, 4YTo, Kak Mbl mojaraemM, O6bpuia M3opaHa Ta-
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IIMTOM He CJIyyaifHO, OHAa BHyTpeHHe-pedIeKCMBHBIM MCTO-
KaM 5TOro IpOM3BeNeHMus: B MAylle aBTopa IPOUCXOLUT
CTOJIKHOBEHMeE, TlepeceuyeHue CTUIUCTUUYECKUX WUIOei, KOTO-
pble U BBIPAKAIOT peuy PasiMyHbIX ITIePCOHAKEN.

CrnenyeT 3aMeTUTh TaKXKe U TO, YTO B 3TOM COUMHEHUU
y Tanura HameuaeTcs riepexof K MPeaIouYTEHNI0 TOCTOMHCTB
KpPaTKOTO ¥ TOYHOTO aTTUYECKOrO CTWsl, KOTOPBIA U MO3BO-
JIUT emMy B UCTOPUUYECKUX IPOU3BEIEHUSX OIMUCHIBATL CTO/b
pas3nuyHble COObITUS «6€3 THeBa U MPUCTPaACTUsi». Mbl Takxke
BUIMM 3TO B OCOOEHHOCTSIX M306paHHOI TamuTom hopMbI ero
COUMHEHMSI: OHA TIPeCTaBIsIET COO0V U3SIITHOE U TOYHOE Clle-
noBaHue auanoram LluiepoHa, o6pa3OBOTO, KakK MbI ITOM-
HUM, OopaTopa B IoHuMaHuu TanuToBa yunrens KBuHTHINA-
Ha. Tekct TauuTa, TakKMM 06pa3oM, yke caMoit ero dhopmoit
npeJHa3HAaueH NPUOAVMKEeHNIO, BO3BBILIEHUIO €ro aBTopa
K 9TOMY IIPU3HAHHOMY M eany CTPOroro KpacHoOpeuusl.

Tema aBTOpUTETA U YUYUTENIBCKOTO BIMSHUS COCTABJSIET
¥ 3aKOHOMEPHYIO OCHOBY COOBITUMITHOTO COIEPsKaHMs Juajiora.
B HeM y4acTBYIOT Ipyrue yuuTessi KpaCHOpeuusi, C KOTOPbIMU
obmasics Tauut — Mapk Anp u HOnuit CekyHp, Ipuileaiie
B 1oM Kypuauust MatepHa TpeTbero puTopa ObIBIIETO makxie
u aemopom mpazeduii, B UeM Mbl MOXXeM YBUJIETb SIBHbIE TIPU-
3HaKU JIUTEePaTypPHOro onbiTa CeHEeKN.

Yunrensa Tauurta npuiin K MatTepHy oTOMY, YTO TOT pe-
W1 YOAIUTBCS OT MPaKTUUYeCKOr0 KpacHOpeuusi U Bcelelio
MOCBSITUTH CeOSI MMO3TUYECKOMY TBOPUYECTBY. TeMaTudyecku
pasroBop IepcoHaxkel mnpousBeneHus Tanura npencrabiisieT
€060t M03TOMY CpaBHEHMe JOCTOMHCTB 3TUX ABYX HopM Bep-
0a/JIbHOJ KOMMYHMKaLMM. PasBuUTHe 3TOI peueBoil CUTyalun
npoucxoaut y Tauura B BYX YaCTSIX.

B mepBoit 4acTM CpaBHMBAKOTCS OOCTOMHCTBA I1033UU
M KpacHOpeuus. ATIp TosiaraeT MO33MI0 3aHITHMEM Oecriones-
HBIM, MEXY TeM, KaK KpacHOpeuye CII0COOHO MPUHEeCTH opa-
TOPY I0JIb3Y, 1aB €My IT0YET, CJIaBY, BBICOKOE ITOJIOKEHME B 06-
miecTse. MaTepH OoTBeUYaeT eMy TeM, UTO I10/Ib3a 3Ta BHEIIHSS,
MeXIy TeM, KakK T033MsI CIIOCOOHA [aTh aBTOPY BHYTpeHHe
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yIIOBJIETBOPEHME, TAPMOHMIO B €0 AyIlle, a KpaCHOpeuue CTs-
’KaTeJIbHOE JO/DKHO ObITh PACCMOTPEHO C 9TOM TOYKM 3PEHMUSI
KaK 3aHSTMe COMHUTETbHOTO pona. OHO, roBoput, MaTepH fe-
JIaeT KOPBICTHBIX OPATOPOB HU B JOCTAaTOYHOI CTereHu paba-
MM B IJIa3ax IMOBEJINUTeNe, HM B AOCTATOUYHOI CTEeIeHU CBO-
OOIHBIMY C TOUKM 3PEHMS PABHBIX UM.

Bropasti yacTb Gecebl HAUYMHAETCS C MPUXOZOM HOBOTO
yYacTHMKA — MOKJIOHHMKA CTapuHbl Meccasbl. PeueBast cUTy-
anusl OyMayiora MeHseTcsl, 00palasich B CTOPOHY OCHOBHO¥
po6ieMbl, paay KOTOPOJ M GbIIO HAIMMCAHO 3TO MPOU3BELe-
HUSL. DTOT Iepexo/; MOKHO Ha3BaTh aHTUTETUYECKUM, OH pe3-
KO MeHSeT TOUKY 3peHMsI Ha 00CyKaaeMyIo Ipobiemy.

Meccana, TpuUBEpKEHel] aTTUYECKOTO KpacHOpeuus,
yTBepsKAAeT, YTO Mpobaema olieHKM (GopM CIOBECHOTO UCKYC-
CTBA 3aKJIIOUAETCS MPEXKIe BCEro B KPUTEPUM €r0 COBEpIIeH-
cTBa. B KpacHOpeunu ke, COBpeMeHHOM MM, BOOOI1ie Habmoaa-
eTcsl Yok, puyeM Meccana BUAMT 3TOTO yIagKa MpUInMHY
B HEJOCTAaTKaxX PUTOPUYECKOrO 0OyUeHNsI, B TOM, YTO OHO CTa-
JI0 HeJOTYCTVMO ITOBEPXHOCTHBIM.

Anp TPOTMBOPEUYUT €My, BbIABUTASI B OIIO3UIAIO ITOMY
COOOpaKeHMIO Te3UC O TOM, UTO HaOMIOJaeTcsl He YAoK,
a HeYTO eMy IMPOTUBOIONIOKHOEe. OH YTBEPKAAeT, YTO KPaCHO-
peurie U3MEHUJIOCH TI0]], BIUSIHMEM M3MEHEHU KU3HU U 8KY-
cos, craBuve 6Gosee TpeGOBaTeIbHBIMM K HI0OaHCaM (GOpMBbI
peun. CremoBaTesnbHO, 10 €ro MBICIY, HOBOE KpacHOpeuwue,
CyMeBIllee COOTBETCTBOBATh 3TUM Oojiee CIOXKHBIM TpeboBa-
HUSM CTajio Gojilee COBepIIeHHBIM, YeM IpeXXHee C ero IMpo-
croToii. [IpocToTra, TakKMM 06pa3om, MOKET ObITh MCTOJIKOBaHA
" He KaK SICHOCTb, KOTOPYIO 3alMIIAI0T apXaMCThl, a KaK Ipu-
MUTUBHOCTD U I'PyOOCTb.

[To3uius TanyuTa B OTHOIIEHUM 3TOV MPOGIEMbI BbISICHSI-
eTCSI TOJIBKO B 3aK/IIOYUTENbHOM cTaauu auanora. [puem, ka-
KM TaluT MepexoauT K MHTErpaJbHOM YacTy PacCyKIeHUs
TaKKe MOKHO Ha3BaTh aHTUTETUUYECKUM, ITOCKOIbKY OH BHOBb
KapAMHAIbHO MEHSIeT TOUKY 3peHMsI Ha TpobaeMy. DTO U3Me-
HEeHMe 3aK/TI0UaeTcs B TOM, UTO 3a/1a4y CJIOBECHOTO MCKYCCTBA
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He CJefyeT pacCcMaTpuBaTh KakK abCOMIOTHO CaMOAOCTaTOY-
Hble. Hu 1ossusi, HM KpacHopeuue He MOTYT ObITb OCHOBa-
TEJIbHO PacCMOTpPEHbI BHE T'OCYyIapCTBEHHOTO KOHTEKCTa, BHE
00IIeCTBEHHOI'O Meana, KOTOPhIM MOKET OBbIThb TOJIBKO MC-
KOHHBIM PUMCKUI TOJIT.

B 3TOM KOHTEKCTe CTaHOBMUTCS SICHO, YTO CTapoe KpacCHO-
pedne YIIIo BMeCTe ¢ PeciyO/JIMKaHCKOM BOJIbHOCTHIO, TEIIEPb,
B YCJIOBUSIX MMIIEPUM, KaXKIbIII MOKET MOJb30BaThCsl «Oyara-
MM CBOEro BeKa». JTO 03HA4aeT, YTO OH MOKeT BIaJaThb B HU-
YTOXXECTBO, HO MOXXET ¥ BO3BBIIIATHCS 0 Measa, OTKPbITOrO
1S cebs.

MaTepH, KaK BBISICHSIETCS B 3TOM CBETe, PEIIMB OTONTU
OT CTy’keOHOTO KpacHOpeuusi B CTOPOHY OecIiebHOM YMCTO
T093UM VIMeJI BCe OCHOBAHMS TaK CHeIaTh: B ITOBPEXKIEHHBIX
YCIOBUSIX HET MecTa IPaKTMUeCKOMY KpacHOPeuuio, COBMe-
CTMMOMY C MOpaJbHBIM MaeasioM. [Io3TOMy Takoe COOTBET-
CTBME OH BIIpaBe B C(JIOBECHOM TBOpPUYECTBE OTBJIEUEHHOM.
C Ipyroii CTOPOHBI, 3TO COOTBETCTBME HE MOXET BbIPAa3sUTbCS
B UCMUHHO BeJUKOM KpacHOPeUYMM, ec/M ToCydapCTBEHHbIe
MpO6JIeEMbI OCTaBJI€HBI COBEPIIEHHO B CTOPOHE. VIHTerpaabHOe
pelieHue mpo6ieMbl 3aKIOYEHO B TOM, YTOOBI HAWTU COOT-
BETCTBYIOIIMI CTUJIb JJISI TAKOTO MX OOCYKIEeHMUS, KOTOPbIi
OCTaBJISIET T'OBOPSIINEr0 CBOGOMHBIM B OTHOLIEHUM €ro coob-
CTBEHHOTO MCKycCTBa. TaKoil CTW/Ib, KaK 3TO CTAHOBUTCS CO-
BEPIIIEHHO SICHBIM, AOJIKEH ObITh OTCTPAaHEHHBbIM, He Jesao-
MM aBTOpa 5MOIMOHAJbHO 3aBUCUMMbBIM OT TOTO, YTO €My
MIPUXOAUTCSI TOBOPUTb. DTOT CTWIb BHEIIHE OOJIKEH OBITh
OMKe aTTUUYECKOMY, IMOCKOJbKY OH IO3BOJISIET TOYHO Iepe-
IaTb CYTh Jejia, HO U3JIUIIHSIS apxau3aliusl TaKoii eI MOXKeT
TOBPEeOUTD, ITOCKOJIbKY ITEPEHOCUT BejiMuye MPOIIOro Ha TO
B TeKyIlei XMU3HM, YTO TaKUM He MOKeT sBJsTbcs. CiemoBa-
TeJIbHO, MCTUHHO BEJIMKOe KpacHOpeuye, 10 KOTOPOro cieayeT
BO3BBICUTBCS TOIKHO 3aK/IIOUAThCS B IMIPUCIIOCOOIEHUM aTTU-
YeCcKOTO CTUJISI K peueBOii IpaKTUKe HaCTOSIIEro BpeMeHMH,
KOTopast Oy#eT AJjisl 3TOTO CTWiIs o6pabaThiBaeMbIM MaTepua-
jJoM. B utore, aBTop GYAET OTHENEeH OT OIMChIBAEMbBIX COOBI-
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TUI HeCKa3aHHOI, HO SICHO Pa3/IMuMMOli peuesoli ducmaHuyueti,
YTO, B YaCTHOCTU, M TIO3BOJIMT €My TOBOPUThH «b6e3 TrHeBa
U TIPUCTPACTUSI» O HETABHUX UCTOPUUECKUX COObITHS. TakKuM
o6pasomM, TalUT HAXOAUT B 3TOM JIMAJIOTe BEPHYIO CTUIUCTU-
YeCKylo MO3ULMIO [IJIs ce0si: OH JOJIKEH peueBbIMU CpeJiCTBa
IMCTAHLVPOBATBCSI OT COOBITMIL, OOECIeunTh CBOIO HecMme-
IIAHHOCTb C HUMM U CBOK MOPAJIbHYI) aBTOHOMMIO OT HMUX,
COXpaHsIs IIPU 3TOM IOJIHYIO COAEePsKaTeIbHYI0 JOCTOBEPHOCTD
COOBITUITHOTO PSIAA.

EnuHcTBEHHOE CpefCTBO [JIsl 9TOTO 3aK/IH0YaeTCsl B BO3BbI-
IIEHUM HaJ, YUIOBHOCTSIMM KaK aTTUMYECKOro, TaK M «HOBOTO»
ctuis. TallUT JOJKEH 8038bICUMBCS MOPANBHO JJISI TOTO, UTOOBI
MMeTh BO3MOKHOCTh HE3aBMCUMMO, a 3HAUMUT OeCCTPacTHO Ha-
6momaTh MPOUCXOsIee, OH AO/DKeH MOPaJIbHO CTaTh HAd Co-
Ovtmusmu; TauUT IO/DKEH 8036bICUMBCS CMUIUCMUYECKU, UTO-
Obl aIeKBaTHO IlepeAaTb pe3yJabTaTbl CBOUX HAOIIOmEeHMI
C 9TOJ BbICOKO MO3ULIUN.

Bo38bluieHHblli cmusib, TaKUM 00pa3oM, €CTb CTU/Ib, COOT-
BETCTBYIOLMII BHYTPEHHEMY YYBCTBY MOPJIbHOI'O BO3BbIIIE-
HUSI, TIOCTPOEHHBIV U3 TeX HAJIMYHBIX 3JI€MEHTOB, KOTOpDbIE
MO3BOJISIOT MOHSATHO JJISI APYTUX MepefaTh 3TO COOTBETCTBUE.
OtoT ctwib TalUT U MPAKTUKyeT B CBOei McTopuorpaduue-
CKOJ1 TIpo3e, TO3BOJISIONIEN eii ObITh aKTyaJIbHOI B €ro BpeMs
nuTepaTypHOii Popmoii, TO eCTb AUaTPUOOI, HO B TOXKE BpeMsi
SIBJISIIOIIENICST M TIPOTOTUIIOM OoJjiee TO3AHel, HaydHOii B CO-
BpeMeHHOM CMbICJie, UCTopuorpadmn.

B ucropuorpadpuyecknx texcrax TamuT MCIIONb3yeT I0-
CTOMHCTBA aTTUYECKOTO CTWJISI, CTPOTO M IIPOCTO WM3Jaras
10 TOIAaM ITPOMCXOAMBILIME COOBITUS, 3Ta aTTUUYECKAs] CTPO-
TOCTh ITO3BOJISIET OCOGEHHO OTTEHUTh 3JIEMEHThI Tparusma
B HEKOTOPBIX COOBITHAX. OOHAKO OH MCIIONb3YyeT CeHeKMaH-
CKMe TIpUeMbl, MeHSSl TeMII peuu, U BMeCTe C 3TUM 3acCTaB-
JSIT M UCTOpUYECKOe BpeMs UATU TO ObICTpee, TO MeJeH-
Hee; «pyOsi» OTTEHKM HEKOTOPBIX M OCTaBJIssI MHOTOe AO.IY-
MaTh YMTATeNI0, U TakKuM o6pa3oMm [esasi BpeMs Gosee win
MeHee 3MOILIMOHAJbHO HACBIIIEHHbIM, & 3HAUYUT, O6ojee WiIn
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MeHee IJTyOOKMM 10 3HAUeHUI0 — Oojiee MM MeHee 3HAuM-
TeJIbHbIM.

bnaromapst guanory o6 opatopax TamuT meiiCTBUTENIbHO
BO3BBICUJICS OT BOCXBJIUTEJS XXU3HM CBOero Tects HOnmst Ar-
pPUKOJIbI U ObITONIMCATENS BpuTanum u F'epmanum o0 BeIMKOTO
UCCIeloBaTessl BpeMeHU B CBETe IPOLIJIOro, 4TO IO3BOJISIET
MPUOMU3UTBCA K TOM IPOCTPAHCTBEHHO-BPEMEHHO! aHao-
TUM BeIMUUSI, KOTOPOM B HOelICTBUTENIbHOCTU COOTBETCTBYET
KaTeropusi BO3BbIIIEHHOTO. TO ObIJIO pe3yabTaTOM OCMBbIC/Ie-
HUS YpOKOB CeHeKkM B CBeTe YPOKOB KBMHTMIIMAHA.

OnmHaKoO MHTEpecHO, UTO MMEHHO 3TO cofepykaHue ObLIO
BJIO’KEHO B ycTa «duaocody» B aHOHMMHOM TpakTaTe «O BO3-
BBIILIEHHOM», BIIOCJIEACTBUN CTOIb €CTECTBEHHO B CBETE yKa-
3aHHBIX PUTOPUUYECKUX UCTOKOB, HO CTOJIb HEOCTOPOXKHO IIPU-
mMcaHHOM BbigawiieMmycs purtopy III B. Kaccuio JIoHTMHY.
MIMeHHO TMOCPeICTBOM IIOA0OHON TPAHCASLMUY IPOU3O0IIIA
[IPOTOKATEropuajbHas MHCTUTYLIMOHAIN3ALUS TOTO COOepsKa-
HMSI, KOTOpPO€e HaMM TOJIbKO YTO GbUIO OIMMCAHO.
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Abstract

This article is devoted to the process of crystallization of the content
of the proto-category of the sublime in Roman rhetorical discourse.
The views of Pseudo-Longinus, Seneca, Quintilian, Tacitus, which
created a critical foundation for the formation of the categorical
content of the sublime, are analyzed in detail, further directions

of the development of this key category in European aesthetic
reflection are traced.
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1. To the Sublime: Seneca’s the Contribution

Roman society at the end of the 1st century BC and 1st
century A.D. significantly different in the forms of its life from
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the polis structure with which the idea of kalokagaty was once
associated as the source of all conceptual-categorical aesthetic
searches. We are dealing with the last decades of the Republic,
followed by the Empire. The change of the republican form
of government by the power of the princeps occurs only as
a result of internal decay, the depletion of the former. This is
what the most capable people, whom we called people with
heightened aesthetic sensitivity, feel, forcing them to spread
ideas expressing the spirit of the times in society.

Such expressions of the feeling of social change are not
aesthetic because they involve primarily the integral and
disinterested intellectual-organic reactions of those people
who generate them. In transitional epochs, such feelings
become especially heightened and what we will talk about
further is just a characteristic form of heightened aesthetic
sensitivity during the autumn of Antiquity. This period,
through the efforts of the most sensitive people, for the first
time adds the proto-categorical form of the sublime to the
world experience of aesthetic reflection, which is only
logically processed in subsequent times. Interest in this form
in subsequent times will be different, as a rule, it will be
especially intense in connection with some crisis social
events, but since the acquired form of generalized thinking
never disappears, and further reflection will be based on it.

Therefore, further theorists of the sublime will refer
to Longinus, then he will become Pseudo-Longinus
in refinement, and our task is to establish this initial
theoretical content, which is further refined and enriched
by subsequent history. For this, we should take the specified
time positions of the creation of the treatise On the Sublime —
the 1st century A.D. — and even, in order not to miss the
historical details, to retreat a little further into the depths
of time.

We are absolutely compelled to do this because in the
proto-categorical aesthetic discourse that gave rise to the text
On the Sublime we see not so much an aspiration for the future
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through a theoretically established supergoal — the ideal of the
State in the light of the idea of the Good — as nostalgia for the
order established in the past, established by the ancestors. This
order, which gave the «Golden Age», was lost due to neglect
due to moral decline, and should be returned.

Philosophical reflection becomes narrowly focused: it no
longer needs universal wisdom, but it does not need
materialistic wisdom either; it needs emotional technology for
the moral recovery of a particular individual through anchoring
in the psyche of a really former but lost model. Philosophy
with such tasks does not forget the lessons of abstract
philosophy, but adapts them to its goals, through a special
style of moral message immanently generated by them —
sometimes text, sometimes oral dialogue — which has
a special name «diatribe».

The diatribe originally involved oral dialogue. What the
diatribe was in this pure form can be found out by reading the
conversations of the freed slave Epictetus (c. 50 B.C. — c.
135 A.D.), recorded by his faithful disciple and follower Flavius
Arrianus at a time when Epictetus already had his own glory,
and its own school. Epictetus remained, in the fundamental
opinion of many, illiterate — either due to circumstances, or
deliberately, not seeing the necessity of reading and writing.
While still a slave, at the time of Nero, he listened in Rome
to the conversations of the outstanding in methodological
plan Musonius Rufus, which amazed him, as is evident from
the fact that they changed his life.

Epictetus did not need to make the diatribe
a communication other than that intended in a narrow and
pure form, but it was in society as a whole, and, above all,
in an educated society, accustomed to long-term carriers
of information, which is a written text. Therefore, very soon
the diatribe becomes the general form of philosophical
communication, which is quite obvious at the beginning of the
Empire. S.S. Averintsev, an outstanding Russian scholar, who
studied in detail the features of late Antiquity in his various
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works, speaks of the spread of the form of the diatribe as
follows: «Crossing the genre barriers, the influence of... the
diatribe passes through the entire literature of the era of the
early empire. The form of the diatribe... which by this time has
become a universal form of popular moralistic philosophizing,
turns out to be for a long time the most important enzyme
of all literary development as a whole: the area of assimilation
of examples of the diatribe extends from Roman satire to early
Christian preaching.»

It is very important for us to see that the form of cultural
circulation of ideas from which the proto-categorical content
of the sublime emerges is the literary diatribe. This form
determined the content from which the sublime as a proto-
category then grew. S. S. Averintsev characterizes the
peculiarities of the diatribe as a form in the following way:
«Generic traits of the diatribe are the attitude towards
a critical attitude to the world, the striving for an acute
formulation of radical ethical questions and for their
uncompromising solution, ... tense and dry, but at the same
time alive and uninhibited intonation, playing with the living
Lpresence” of the listener (reader) opposing the author — all
this together determines the face of the whole historical and
literary era».

The genre of the literary diatribe was perfectly mastered
by Lucius Anneus Seneca Junior (c. 4 B.C. — 65 A.D.) and is
expressed by him most characteristically in such a work of his
as The Moral Letters to Lucilius. Researchers note the fact that
behind these letters is «a great literary tradition, and Seneca,
referring to a friend, at the same time, quite consciously
created a literary work.»

Seneca studied the rhetorical tradition with great
attention, which by his time had accumulated considerable
experience in studying the tools of the verbal-emotional
influence of the source of the message on its audience.
Moreover, this form of moral teaching allowed him
to reconcile the contradiction between the duties prescribed
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by the old Roman duty (officium) and leisure (otium), which
was supposed to include all non-active pursuits. Seneca
always gravitated towards these latter, also because he was
always physically weak, since he suffered from a chronic
disease (probably bronchial asthma), for which he had been
treated in Egypt for a long time.

The father of the author of The Letters, Lucius Anneus
Seneca Senior, a Roman horseman, raised his sons, of whom
his name carrier was the youngest, in strict respect for the
priority of duty. He himself only at the end of his years
allowed himself to turn to his own intellectual pursuits,
writing down for children the memories of the recitations
of prominent orators, heard by him during his youth in Rome
(Seneca was born in a city that is now called Cordoba, Spain).
Seneca’s elder brother, Anneus Novatus, climbed the entire
ladder of Roman service and finished it with the rank
of consul. The middle of the sons, Annei Mula, remained
a private person, so the youngest, despite his ill health and
from his youth showed an interest in intellectual pursuits,
should strengthen in the eyes of Roman citizens the idea
of the exemplary Roman character of his family and embark
on the path of serving to Rome.

Due to the individual characteristics, part of which we
have named, this service became for him constant overcoming
of internal contradictions, the emotional resolution of which
became his works, including The Letters to Lucilius. Seneca
Junior was not as integral a person as, apparently, his father
was. According to many testimonies, he was generally,
in terms of his moral qualities, far from perfect, which is
precisely expressed in his biography by the fact of long
mentoring to the future emperor Nero.

However, we should not exaggerate this fact by stating,
like some authors, that Seneca is insincere and declarative
in his writings. We believe that he addresses in his diatribes as
literary works of Seneca as the author and as the image of the
author are not identical. The image of the author is ideal
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in moral terms, he is the alter ego of the biographical author,
whose purpose is existence of the true duty in the soul of the
biographical Seneca. Through this artistic image, the author
of moral messages appeals to everyone, including, not least,
to himself. Thus, we believe that the literary diatribe as a genre
is a moral reflection aimed, first of all, at the self-
sublimation of the author to true duty, and secondly, at the
uplifting influence of this example, produced by his emotional
exposure in the soul of an external recipient.

Seneca’s technologically key texts that pursue these
emotional goals and are known as The Moral Letters to Lucilius
are structured to bring about a change for sublimation both
in his own soul and in the soul of the reader. At the same time,
Seneca relies on the entire theoretical experience of poetics
and literary rhetoric, accumulated by his time.

So, the cycle of his letters, despite the fact that each
of them represents a separate fragment, forms a certain
integral history of the relationship between the addressee and
the addressee, which is emphasized by the invariable form
of the first address to the second Seneca welcomes Lucilius! at
the beginning of each letter and the invariable goodbye Be
healthy at the end. This allows us to consider everything that
is in the gap as belonging to a single open action.

The external side of this action is an apology for the
primacy of physical health over all other goals, which then
turns into an unfolding of the picture of the need for moral
health, since it turns out that a prosperous human existence
can only be the unity of the first and the second.

The inner side of this action presupposes special
techniques developed not so much by the traditions of the
proving message as by the convincing message. This type
of special, symbuletic prose presupposed a special set
of means, determined by what exactly the speaker’s
interlocutor should be convinced of. In principle, this goes
back to Aristotle’s Poetics, which, as we have seen, contained
the requirement to critically define in each message carefully
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selected and adequate remedies, like a sophisticated healer,
determining the set of remedies for a disease. The subsequent
development of both poetics and rhetoric has developed a very
accurate toolkit of such communication means.

Seneca manifests himself in his letters as a sophisticated
expert in such tools of persuasive influence on the recipient
of the message. He chooses antithesis and metabolism from
all possible rhetorical means.

The antithesis makes possible in Seneca’s letters expressive
oppositions of various aspects of human existence, the
creation of a contrast in those phenomena with which praxis
confronts a person. First of all, it allows the recipient to feel
vividly the contradiction between the circumstances of life
and the demands of the debt.

Having created such an emotional background, Seneca
changes the tone of his speech, resorting to the metabolole.
This technique allows you to move from description to direct
uplifting influence. The elevation is achieved by a real increase
in the energy of the text: the author moves from impassive
fixation of facts to declamation with emphasis on the morally
key lexemes.

At the same time, an ironic detachment from the forced
superficial conventions of life is replaced by indignation at the
prospect of full involvement inside these conventions, forcing
a sensitive soul to automatically detach itself from the
surrounding circumstances unfriendly to reason. Since these
circumstances, as previously reported antithetically, are
everywhere around and even underfoot, and tend to suck
a person into their thickness, the soul can only recoil upward.

The recipient, both internal (the author himself, as we
remember), and external should be horrified by all the rational
forces of his soul at the prospect of merging with inert
circumstances, being sucked into their depths, to become one
of these circumstances. The horror of this becomes the more
intolerable, the more Seneca emphasizes that such a loss
of individuality, which is a necessary consequence of the
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intelligence of the soul, is unnatural for a person as an entity
and therefore is equivalent to death for him.

Metabolization reaches a special degree, the degree
of point concentration, which causes an immediate inevitable
uplifting response, when Seneca focuses on the fact that the
death of a rational soul before physical death is more terrible
than just physical disappearance, and in fact it is only the
unnatural death of a person. Strengthening the feeling
of horror and disgust from this highly probable possibility to the
degree of intolerable culmination and self-preserving detachment
from it in the only possible direction from it, leading the soul
of the internal and external recipient upwards, is Seneca’s final
communicative intention. Only having realized it
meaningfully, he can formally complete his text, deliberately
composed of dynamizing, strengthening the effect of the message
as an impulse, short — «chopped» — phrases of the last
of them, expressing a specific wish — «Be healthy.»

Thus, each letter from Seneca should uplift the internal
and external recipient to a specific aspect of this holistic well-
being called happiness. Open action is brought into unity
by the agreement of these aspects, since in them every subject
finds ways to resolve the most important contradictions
between the demands of duty and the attraction to leisure.
These contradictions are resolved by the separation of two
states: the must, «containing gods and people» and the
happening, to which «we are attributed by birth.»

One should should serve to the first, and one can serve it
at his leisure, and at the leisure it is even preferable. Duty
becomes leisure in the service of an owed state, since the
contemplation of existence implied by leisure becomes duty.
The highest state, public service, therefore, is an activity
determined by contemplation, which is a more valuable part
of this unity.

Such perfect service is the contemplation of the greatness
of everything created by God, the civil community within its
limits should be measured by the course of the sun. With this,
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Seneca, in different circumstances, reconstructs the old
theoretical scheme of Plato’s State, where a perfect statesman
by the merits of this occupation cannot but be a non-
philosopher.

As we remember, this means in Plato that only the light
of the metaphysical sun — the idea of the Good — can
illuminate for a statesman the obligatory social order as
a fragment of the general order of existence, and only this
higher order must he imitate in legislative and governing
activity. Seneca means the same thing, referring to the
elevation of the duty to contemplation, and yet we must see
the difference: Roman morality implies above all activity, not
contemplation.

Plato in the image of Socrates, deduced in The State
expresses the speculation of the ideal of kalokagatya as an
unchanging, static inactive perfection, to which one should
strive. Seneca, in his letters, in the image of their author,
expresses the elevation of activity to the highest effect,
reducing unnecessary dynamic manifestations.

The aesthetic canon of Plato is ideal knowledge and it is
expressed in proto-categorical content related to the
theoretical area, and here it becomes static, complete
perfection, that is, beautiful. Seneca’s aesthetic canon is the
ideal activity. And it is expressed in proto-categorical content
related to the practical area, and here it becomes dynamic,
unfinished perfection, that is, sublime.

The aesthetic canon of elevation is expressed by Seneca
integrally and fully, with special attention to the dynamic,
rational-emotional side of this phenomenon in the final
(CXXIX) message from the cycle The Moral Letters to Lucilius.
The author directs here, concentrically closing the previously
visible disunity of the messages, and forcing the entire
ideological content of the messages to move around,
to circulate within, deep into his soul and equally deep into the
soul of every external recipient, integral metabolic
questioning. Rhetorical questions imply an answer, the
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metabolic integral question implies it in the movement of the
soul of the questioned person.

Thus, the most important thing that Seneca expects from
his messages in himself, as in any reader, lies in the most
essential of this inevitable answer in his soul to the final
rhetorical question of the last of the letters of the cycle under
discussion. Only this psychologically most essential action
of the entire cycle of messages can make up their integral
meaning, only it, therefore, can claim the role of proto-
categorical content, implicitly assigned by Seneca to one of the
many lexemes that he uses for different purposes.

So, Seneca constructs his integral metabolic question
in the following way, which should pierce with a painfully
uplifting impulse every intellectually endowed and celestial
soul: «So, don’t you want, leaving everything in which you will
certainly be defeated, because you waste your energy on
something else, return for your own good? What is it? In order
to correct and purify a soul that would compete with the gods and
rise above human limits, seeing everything around for itself only
within itself. You are an intelligent being! What is your good?
Sacred mind! Call him to the highest goal so that he grows up
to it as far as he can.»

We see that Seneca really concentrates within the soul,
«in itself» the rational forces assigned to it, in order to make it
capable of raising a person to a good worthy of his nature. The
emotionally uplifting orientation of Seneca’s moral reflection
very accurately expressed the spirit of his transitional era,
which we talked about above, as well as the Christian
intellectual tradition that was emerging at the same time and
on the same soil, in which the elevation of a person to God
through the initial necessary humility is the main theme all
thoughts, some of which will give implicit Christian aesthetics
both in the West and in the East.

It is no coincidence that researchers notice this similarity
between Seneca and Christian authors. For some, it even
turned out to be sufficient to consider Seneca a Christian
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author, even to the extent that they pointed to the alleged
correspondence between Seneca and Apostle Paul. Of course,
all this is a product of an uncritical mind, but critical authors
speak of this as an incredible exaggeration.

We will note from ourselves that such cases of wishful
thinking due to thematic similarities were not uncommon. For
example, some Christian authors admitted that Socrates was
saved together with the Old Testament righteous by Christ,
when he descended to hell for the latter. The true attitude
of Christianity to this issue is perfectly expressed by Dante,
who is very well versed in theological issues, in his Divine
Comedy, where all ancient authorities that command respect
for Christians are placed in the first circle of the hell.

It should also be added to this that the well-known critical
attitude to philosophy in general was one of the hallmarks
of early Christianity and it was formulated precisely
by Apostle Paul. Therefore, it is hardly possible that he was
in correspondence with a person who seduces the possible
flock of the Lord with reasonings that elevate a person
to a state of rivalry with the gods, while he saw his task in so
that they bow their knees before God and so feel their
belonging to his sublime nature.

Nevertheless, we must note that the search for elevation
was characteristic of both of these authors in their insistent
recommendation to transcend earthly circumstances in the
search for their moral position. These were different trends
in the development of intellectual culture at the same time
and in the same territory.

Seneca expressed a tendency towards the development
of a culture that was ending, and Apostle Paul — a culture that
was becoming, but both of them, like a straw, grabbed at the
self-sufficient forces of the soul, in elevation gave hope for the
continuation of human life as opposed to the feeling of its end
in the air. The Christian paradigm of elevation through will be
more effective, meeting the challenges of the time. For the
next thousand years — thousands of years of the Middle

144 Aesthetica Universalis



Ages — it will fold around the great universe of European
Christian culture, from which all European nations and all
forms of subsequent life and subsequent thinking of the New
Age will emerge, within which we are in many respects
to this day.

We will certainly consider further the development of the
Christian tendency to diversify the beautiful into the sublime,
which gave the foundation for Christian implicit aesthetics,
referring to the works of Augustine Aurelius. Now we need
to finish our excursion into the last period of ancient aesthetic
reflection, which gave the very material of thought about the
possible aesthetic canon of the sublime, formulated in the text
of Pseudo-Longinus On the Sublime.

We saw the sources that could prepare the ideas of this
text in the worldview of Seneca. Let us now see if they exist
and what they are in the other two segments of the supposed
circle of ideas from which this text came — in Quintilian and
Tacitus.

Before we fulfill the stated intention, we must once again
clarify the grounds on which we can, remaining in the position
of critical thinking, compare authors so different in their
thematic preferences. What unites them and, at the same
time, what interests us, refers exclusively to the elements
of the reflexive form of their messages, as well as to the content
and origin of the actual reflection on the form of an effective,
primarily verbal, message. In this sense, we attribute
everything that we are talking now about the diversification
of the beautiful into the sublime exclusively to the discussion
within the Roman rhetorical culture regarding the adequate
form of cultural verbal communication. For the period
of disintegration of the Republic and the formation of the
Empire, rhetorical culture is the universal bearer of all
conceivable virtues of a Roman citizen.

The entire system of education is centered around her, it
determines the life path of a person, thanks to oratorical
merits, many outstanding figures of Roman history, including
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those whom we mention here, have made their careers. The
high — virtuoso — culture of directing speech to the desired
goal was that preferential and sometimes exceptional (as the
case of Seneca described by us shows) factor that really raised
them from historical obscurity to the position of heroes
of Roman history. For the high art of speech, therefore,
revenge is commensurate, demanding a high price for it, often
threatening the very life of the source of speech. So, from life
itself, which Seneca put so highly in his moral letters
to Lucilius, rejecting suicide in principle, it was through
suicide that his «disciple» Nero forced him to give up.

Therefore, it is quite natural that by the time of the late
republic, the discussion of everything related to dignity,
goodness, position, the very foundations of life is transferred
to the field of discussions about the ought and befitting form
of verbal communication. These discussions pretty soon
brought the lexeme «style» to a number of the most necessary
operational terms, which initially denoted a specially prepared
tool for writing, and as a result began to denote a specially
thought-out toolkit for verbal communication.

Thus, all problems are virtually expressed in discussions
about style, and what we are talking about now about the
sublime refers, first of all, to the sublime mode of style, and only
then, through devirtualization, all other aspects of the content
can be reconstructed in it. It is for this reason that we must
turn to that specific meaning of the expansive meaning of the
word style, which has come to be associated with Seneca’s
literary activity.

It is precisely the stylistic struggle, as we believe and what
we will try to show, that was the direct factor that linked the
consistent theoretical formal-reflexive influence of such different
authors as Seneca, Quintilian and Tacitus. Only the
continuation of this chain of formal-reflexive influence, which
consists in clarifying the specific term «sublime style», should
further explain the possibility of attributing the ideas of the
treatise On the Sublime, whoever its author is to the circle

146 Aesthetica Universalis



of ideas of Seneca, Quintilian and Tacitus, since other
important ideas common to all of them, except for theoretical
and stylistic ones, are not found in their texts.

In order to make a complete idea of the starting point
of that theoretical and stylistic subsequent influence, which
we talked about above and which we associate with Seneca’s
literary activity, we must remember that he proved himself not
only as the author of prosaic diatribes, but also as the author
of tragedies. The tragedies of Seneca, written on traditional
themes in full accordance with the requirements of Aristotle’s
Poetics (Medea, Phaedra, Oedipus, etc.), as a text were poetic
creations, that appeared something fundamentally new
in formally expressive attitude. The tragedies of Seneca,
of some of which the time of writing cannot be determined
exactly due to the lack of sufficient information, are very
different from Euripides’, that, as we remember, are so valued
by Aristotle.

Given the similarities in the subjects that we have noticed,
this difference is especially obvious, since it lies in the change
of preferences, which contain the emotional basis of influence.
In Aristotle, this basis lies in imitation of action, in Seneca —
in declamation as the principle of organizing the text.

Seneca is not preoccupied with presenting the viewer with
an integral and complete action; he splits it into a series
of scenes with extreme emotional stress, leaving the rest only
for external connection. These scenes are preferred precisely
because in them the declamation effect is the most organic
and can be organized in the best way.

Here we see a decisive contrast between the rationality
of the characters with their carefully selected static features
and the immanent characteristics of speech, saturated with
various rhetorical devices. In such key scenes, solemn long
passages are replaced by short sentences; repetitions that
intensify emotions create a pathetic effect; gloomy
descriptions of natures convey a hyperbolic expression of the
internal state of outwardly static characters.
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Seneca, therefore, does not make the development
of action the main means of transmitting emotion, but the
development of speech, using the same technique that we saw
in The Moral Letters to Lucilius (opposition, change of tone).
The innovation introduced by Seneca to the tragedy was its
rhetorical stylization, here we find the result of the same
careful selection of emotionally adequate means
of communication as in moral letters to Lucilius.

In the latter, which, as we have shown, is a literary work,
Seneca used short, «chopped» phrases, maximally
concentrating the action of the antithesis and metabolism,
aimed at raising the reader above everyday circumstances. For
this reason, we could call this work of his a rhetorical
stylization of a private letter, where the author himself is the
most important recipient. In tragedies, we find the same
pulsating verbal arrhythmia pushing out everyday experiences
from the soul and filling it with horror and fear, from which
the only salvation of the soul lies in elevation, since all words
belong to images with rigidly defined characteristics.

Thus, there is some basis for discerning a stylistic analogy
between Seneca’s moral writings and his tragedies. Guy
Caligula, in a mockery of the disintegrating components of the
letters to Lucilius, called their style «sand without lime.» If we
bear in mind the same rhetorical elementization of tragedies,
which disintegrate, as we have shown above, into separate
declamatory-rich poetic speech episodes, little connected
by an intermediate action, then we get the same «sand
without lime.»

To this we can only add that it is precisely such
a construction of the text from separately calculated
rhetorical elements that constitutes the literary innovation
behind which the name «new style» of Seneca has become
firmly established. This style, as we can see, was not
perceived unambiguously, but thanks to its novelty and
unusual power of emotional capacity, it became extremely
popular.

148 Aesthetica Universalis



All terminological acquisitions associated with the
discussion of Seneca’s texts relate precisely to the merits and
demerits of his «new style». Since Seneca considered the
moral elevation of the soul to be the main integral effect of his
texts, this discussion of style necessarily resulted
in a discussion of the nature of the uplifting action of the text
and, in relation to the essence of the problem, partly sublime
in general.

This is precisely the origin of the aesthetic proto-category
of the sublime: beautiful, i.e. directionally acting text, thought
in the concrete direction of its action of moral elevation,
socially relevant in the era of the disintegration of the Roman
Republic and the formation of the Empire. This theoretical
experience, like any other, remains, imprinted in its logical
form, with humanity forever.

The diversification of the beautiful, expressed in the
proto-category of the sublime in the text of Pseudo-Longinus,
will then strengthen in the status of an aesthetic category
in modern times, in completely different conditions. This will
happen externally as a result of the translation of the text On
the Sublime by Boileau, but internally as a result of the fact that
this separate theoretical tool has again become socially
in demand.

All aesthetic categories were natural results of the
development of socially determined aesthetic experience; they
have a genetic link, going back to the original proto-category
of the beautiful. However, having appeared once under the
influence of certain circumstances of life, they became facts
of logical experience and began to be evoked from this
experience completely separately from both their common
genetic source and from each other.

The process of diversification of the beautiful into the
sublime was the first historical process of this kind, therefore
we will pay such close attention to it below. We need to find
out exactly how a separate historically local logical process can
result in a universal logical form of an aesthetic category.
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To do this, we must consider the spread of the discussion
about the Seneca style, which, in fact, led to the emergence
of the treatise On the Sublime. As it turns out, it was
Quintilian and Tacitus who played the role of disseminators
and extenders of the content of this discussion.

2. To the Sublime: Quintilian’s Contribution

The most signicant figure in the fight against the «new
style» of Seneca was Marcus Fabius Quintilian (30 (according
to some sources 35) — 96 (according to some sources about
100) AD), who was born, like Seneca, in Spain, but, unlike
him, not in the family of a lover of rhetoric, but in the
family of a professional rhetorician, which he became
himself. Quintilian’s rhetorical activity took place in Rome,
where, under the Emperor Vespasian, a public (state-
funded) school of Greek and Latin eloquence was first
established.

The abilities, knowledge and pedagogical views
of Quintilian were so serious and became so widely known
that he headed the department of Latin rhetoric, and later the
emperor Domitian invited him to be the tutor of his great-
nephews. We should note this circumstance, since Quintilian,
who always set the goal of his thoughts, like Seneca, precisely
the influence on a person, became known in many respects
in exact sense as a theoretician of pedagogy, and as
a practitioner in this area he entered into historical rivalry
with Seneca.

However, this aspect of his rivalry was, as we understand
in the light of what has been said about the meaning
of rhetoric, derived from theoretical rivalry. At the beginning
of his career, Quintilian, perhaps in line with its general
popularity, was sympathetic to Seneca’s «new style». However,
as he developed further, he increasingly began to find «the
sand without lime» (as Seneca’s style used to be called) as an
artificial and unnecessary construction and to call for natural
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and strict eloquence, without chopped phrases and
pathetically saturated declamation.

Quintilian devoted his special essay called On the causes
of the deterioration of eloquence to the polemic against
communicative acquisitions of» the new style» that were
unnecessary and distracting from the main goals of rhetorical
art, which has not survived to our time. However, the main
essay, a mature and consistent work of Quintilian, which is the
result of his long theoretical work and a generalization of his
extensive teaching and pedagogical practice, is quite available
to us under the title Institutes of Oratory (Institutio oratoria)
and comprises 12 books.!

In his main work, Quintilian also warns against being
carried away by dubious acquisitions of" the new style»,
warning, however, against archaic extremes. According
to Quintilian, one should be guided by the ideal of an
educated orator, who, as for any Roman, is not abstract for
him, but is quite specific and is in the Roman past. Cicero
turns out to be such a realized ideal of oratorical taste, who
«must be set before us as a model.» The task of the education
of an orator, and, consequently, of any enhancing influence
in general, is to rise to this timeless model from any
changeable condition, even those to which he no longer fits.
The rise of the orator lies in the masterful pursuit of this
model, which presupposes the acquisition of all other virtues
that are thought to be inalienable from him.

The high skill of the orator lies in a sense of balance
between the old style as high and emotionally dominant and
the new style as the immediate medium of communication. It
is in this emotional ascent, the perspective of which opens up
to the student, that his possible elevation in all possible
meanings lies, but above all in style. Quintilian, thus, departs

1See Quintilianus, Marcus Fabius. Institutio Oratoria / Translated
by H.E. Butler. Cambridge: Harvard University press, 1920.
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from the «absolute criticism» of «the new style» invented
by Seneca: «sand without lime» becomes, in his
understanding, the necessary communicative soil from which
the rise begins, therefore he himself, not without willingness
and knowledgeably uses some of of Seneca’s tricks.

Quintilian’s work on orators’ education is generally
distinguished by an excellent methodological systematization,
one might even say that it represents a wide and detailed
methodological scheme of rhetoric, especially if we recall the
original Greek meaning of this word (skhema), which
corresponds to the English «pattern». The historical fragment
of this scheme (mainly the first chapter of the tenth book)
takes into account and exhibits all the experience of the
ancient rhetoric, previous to the author.

This experience, according to Quintilian, must be learned
by the orator in his masterful growth, and from it he must
draw material for the proper construction of any of his
speeches as the most important of his practical goals. We, for
our part, add that the presentation by this great Roman
methodologist in a concise but very accurate and intelligible
form of a large amount of important information about
various personalities and ideas of ancient culture will provide
invaluable assistance to any modern researcher or student
in mastering the most important problems of the formation
of classical humanitarian knowledge.

As for the most important practical goal of the orator, as
Quintilian thought it, it should be fully consistent with his
training from the earliest years, which includes not only
theoretical knowledge, but also rhetorical exercises, the
acquisition of skills in the separation of speech, its logical
design, proper equipment its paths and other formal elements
of speech culture. The sublime style of speech should be
absolutely natural, therefore, teaching rhetorical means
should correspond to the education of the corresponding
moral qualities of the future speaker. Only if the speaker gains
such unity will his style become truly high and natural.
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Oratory is not about convincing opponents in order
to substantiate their point of view and the transfer
of influence, followed by a practical result, but in the creation
of a high work of oratory. The acquisitive goals are
appropriately assumed to be subordinate to the self-sufficient
goal of the orator’s art, which is to utter a beautiful speech
that is high in style. For example, if a speaker delivered an
excellent speech in court, but the trial is lost, the speaker still
achieved his practical goal.

Thus, the goal of teaching and upbringing is elevation
of the student’s soul to capability to create works of oratory,
sublime in their stylistic qualities, regardless of how,
in accordance with practical goals, they are divided into types.
Quintilian mentions have three of them: demonstrating
(exalting or subverting); reasoning (analysis of the grounds for
judgment); judging (speech in court pleadings).

Quintilian believes that the main means that create the
aesthetic merits of a work of oratory in any of these types
of oratory is the actual way of pronouncing it. It is in this regard
that he discusses the problem of the correspondence
of intonational techniques, the internal mood of the speaker,
so that speech gives the impression of a natural expression
of the source’s own attitude to what is happening.

All this is achieved, first of all, by improving the technique
of speech, or rather, by realizing the true communicative
meaning of this technique. Quintilian considers the process
of speaking physically — as pushing out certain portions of air
at certain intervals. This gives a clear knowledge of what
exactly the speaker should control: the described process is
a spontaneous rhythm of speech, it is this that should be
introduced into semantic correspondence with the main
purpose of speech.

To do this, the speaker must control his breathing, since
the task is to raise or lower his voice where it is necessary from
the point of view of meaning, to pause where they are justified
from the point of view of meaning, and not at all where he is
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from exhaustion can no longer pronounce a sound. To achieve
the goal of his art, the orator is obliged to accelerate or slow
down, or maintain a uniform tempo of speech for emotional
support of rhetorical figures, he must also create the
intonation direction of exclamations, questions, statements
by modulating his voice. The speech delivery technique also
includes the correspondence to the vocal work of the facial
expressions, gestures and general position of the speaker’s
body carefully selected for a given message.

The orator must rise to the understanding that the unity
of his moral and bodily characteristics, communicated
in a strictly verified batch of the composed message, is the
only possible means of achieving the orator’s secret goal —
to invade the recipient’s psyche, to lead his feelings and
thoughts in a certain direction, and, if this is possible from
within to motivate his further behavior.

In connection with the need to reliably convey the
corresponding emotions, Quintilian raises the traditional
question of imitation in art. In this regard, it should be noted
that he is not at all concerned with the discussion of the
ontological side of this problem, as it was important, although
in different ways, for Plato and Aristotle.

The ontological side of imitation is bracketed at this time.
Quintilian is interested in imitation in the aspect of its
resources to make speech more effective. In this — aesthetic-
communicative — sense, it, of course, is much closer
to Aristotle’s Poetics, but from its general, aesthetic-ontological
context, it is already removed by a cultural-historical distance.
Quintilian proves the absolute necessity of imitative
techniques, pointing out only that one should always
approach them precisely as deliberately used communicative
techniques.

This means that the speaker must always be aware
of exactly what function imitation performs in a given passage
of speech and, then, how it works for the integral goal that we
indicated above. Consequently, it is necessary to discuss not
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the ontological nature and gnoseological admissibility
of imitation, but its scale relative to other methods, its
decency, the authenticity of its similarity to meaning and the
appropriateness of its use in a given place of the general plan
of the message.

In this regard, Quintilian raises the issue of proper
knowledge and formation of skills in identifying different
rhetorical styles. It should be noted here that for the first time,
long before the controversy of the New Age, he compares
verbal art with fine art — painting and sculpture represented
by the most significant ancient representatives. From this
distinction between the means of aesthetic communication,
which is in the nature of an implicit aesthetic-communicative
classification, we believe that classification of styles of judicial
eloquence is also derived. This is very important in line with
Quintilian’s aesthetic-rhetorical reflection, since he believes
that constant speaking in court is the best practice for an
orator.

The distinction between styles of judicial speech is
precisely that immediate thematic area, which, with its
concentrated subsequent examination, will lead to the
diversification of the beautiful into the sublime. An excellent
judicial speech should be high in style, but this high style
must correspond to the content equivalent to its formal
characteristics, otherwise such a style will give a completely
opposite effect. Quintilian identifies and explores the
possibilities of three styles of judging speech: Attic (ancient,
short, pure, strong); Asian (pompous and empty); Rhodes
(middle between them, mixed).

The Attic style gravitates towards the traditional forms
of literature that have developed in the European Greek city-
states (policies), and above all in Athens. This style was
practiced in the Hellenistic world by those who openly relied
on the authority of scholarship. Thus, the «learned» poets try
to give new life to forms rejected by time, use the techniques
of ancient authors and their vocabulary. With the Attic style,
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which is characterized by a tendency towards brevity, simplicity
and clarity, the aesthetic and ideological movement in Roman
culture is associated, which is called «atticism». Atticism seeks
to conserve and canonize genres and techniques for which it is
often associated with Roman classicism. The severity of the
Attic style, the use of ancient linguistic forms, of course, is
capable of conveying greatness and height, since the ancients
certainly perceived the generations of their ancestors as
higher. Nevertheless, a critical approach shows that such
a style can cause a comic effect when archaization is excessive
or in stark contrast to everyday reality.

The Asian style, or the so-called «Asian eloquence», does
not come from European policies, but from Asia Minor. It is
characterized with magnificent forms, irrespective of the
content, obligatory flowery turns of speech, whatever it may
concern. These formal methods of raising the level of the
emotional background without a proper theme were rightly
criticized for pomp, bombast, emptiness. However, we
understand that the effect may not always be like that.
Seneca’s «new style» genetically also goes starts from Asian
eloquence. We can see that in letters and in tragedies, this
style gives different aesthetic results.

The Rhodes style, the origin of the name of which is
obvious, for the same geographical reasons, is intermediate,
synthetic, cross-cultural. It is characterized as the average
between the first two, the most balanced. These
characteristics make it possible to minimize the undesirable
effect due to stylistic errors.

It should be noted that Quintilian advocates in drawing
his distinction between style as a consistent and
conscientious analyst. He does not take an ideologically
biased position in relation to them, as was often the case
in the polemics of representatives of «Atticism» and
«Asianism». The speaker should choose the most effective
style. The most effective style will be the one that
corresponds to the content of the judgment and, what is no
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less important, as we remember, to the psychophysical
makeup of the speaker.

In this regard, Quintilian also gives a deeper — aesthetic-
dynamic characterization of possible styles, giving them not
situational, but significant names. The Attic style in this
consideration gives an accurate style that allows you
to accurately state the circumstances of the case, as the orator
sees them, and thereby create the impression of objectivity,
majestic dignity. The Asian style gives a strong one, evoking
strong emotions in the listeners against their will and
therefore allowing to overcome even the unfavorable
circumstances of the case. The Rhodes style produces
a flourishing rhetorical technique that combines the virtues
of precision and pure beauty.

The perfection of the orator’s art, as we remember, lies not
in the preference for one of the styles, not in argumentation or
recitation, and, moreover, not in the practical outcome of the
matter, but in creating the appropriate effect in the soul of the
audience. This effect, according to the integral meaning of the
entire content of Quintilian’s instructions to orators, is
to make the listeners feel the height of the speech work
revealed to him.

A work of oratory, therefore, should give the listener’s soul
an uplift, and only it will make possible the desired actions
associated with what caused it. Thus, the work of Quintilian is
an analytical study of the stylistic means of stimulating in the
listener the inner feeling of a total emotional-intellectual,
organically-individual rise. Since it is difficult to mean by the
sublime anything other than the inner sensation just
described, we have reason to conclude that some essential
elements of the implicit diversification of the beautiful into
the sublime were already contained in Quintilian’s work On
Teaching Orators.
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2. To the Sublime: Tacitus’ Contribution

The literary activity of Publius (some sources say — Gaius)
Cornelius Tacitus (55 — 112 (according to some sources 120)
refers to the end of the 1st — the beginning of the 2nd
century. Like Seneca, he was born into a Roman horseman’s
family and showed an early interest in public speaking.

Tacitus possessed considerable oratory and was one
of Quintilian’s most prominent students. Thanks to his
abilities and education, Tacitus made a very good career,
ending it in the post of proconsul of Asia.

Like Seneca, Tacitus sought to find a solution to the
problem of the already mentioned contradiction between duty
and leisure in the Roman sense of these words, and he also
found it in the creation of literary works that contained moral
reflection. However, the literary experience of Tacitus’ moral
search differs from that of Seneca primarily in that he chooses
as its expression not abstract, but concrete content for his
teachings.

Tacitus, who was not an aristocrat by birth, but he was the
son-in-law of the outstanding commander Julius Agricola, the
conqueror of Britain, and it is possible that therefore he very
consistently adhered to the aristocratic-conservative line
in determining what is necessary and possible. We believe that
his main — historical — works are essentially historical
diatribes, and to the greatest extent contain, for the reason
just indicated, signs of a passing culture.

This is meaningfully expressed in the fact that Tacitus
considers the ideal of attitude to life exclusively in retrospect:
the last period when this ideal was presented in its pure form
was the time of the laws of The Twelve Tables. The time of the
Empire, about which Tacitus had to write in his main works
History and Annals, deviated far from this ideal, and,
nevertheless, he considered it necessary to write about them
simply and clearly, so that «the virtues and the bad words and
deeds were afraid of posterity and shame.»
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Tacitus paid the main attention precisely to the
motivation of the actions of historical figures and believed
that the case, including such as the intention of a person, is
almost equal in its influence on the course of history to the
influence of Destiny and necessity. This is especially clearly
expressed in the preference, in our deliberately calm (without
anger and attachment (sine ira et studio)) tone, to describe
in equal measure all the circumstances of the acts and their
consequences. Everyone notes that in Tacitus in the
foreground, with all the almost impeccable reliability of the
presentation of events, it is not the elucidation of causes and
effects that is in the first place, but the description of events as
an experience, which gives reason to believe that the
monotonous description of «all circumstances similar to one
other and boring» is a special rhetorical instrument.

It consists in drawing the reader to the necessity of inner
work, which can raise him above the circumstances of existence
that induce monotony of conditions, without changing his tone.
Note that this technique not only corresponds to the stoic ideas
about the good, to which, apparently, Tacitus gravitated, but
also consonant with different sources of rhetorical culture,
relating to both the Attic and Asian traditions, the balance
between which Tacitus seeks in full accordance with the
instructions of his teacher Quintilian.

The historical texts of Tacitus represent the pinnacle of his
work, and we have given above a brief description of them
in order to give in our text through this pinnacle an idea of the
literary experience of Tacitus in its entirety. Of course, the
rhetorical reflection, the skills for which Tacitus received from
Quintilian, gave him the opportunity to brilliantly show in his
historical works the greatness of the exalted spirit of a person
who remains faithful to the old Roman duty in the most
unfavorable circumstances. However, this is the result
of aesthetic-rhetorical reflections, while the integrity
of Tacitus’s literary experience also includes an explicit form
of aesthetic-rhetorical reflection.
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Having written in 98 The Life of Agricola, to which we have
already given a brief substantive and stylistic description,
Tacitus writes in the same year the essay Germany, which is
already entirely devoted to the description of the history,
geography, way of life, manners and customs of this territory.
It should be noted that here, too, Tacitus seeks to express
some lesson.

The fact is that he is not able to perceive as self-sufficient
any culture, except for the Roman itself, and analyzes the
circumstances of provincial life stroking it through the eyes
of a Roman, that is, from the position of proper Roman
governance here and respect for Roman interests. The lesson
is expressed here by Tacitus not so much explicitly as
intonation: he, like in Agricola, resorts to the use of the merits
of the «new style»: antitheses, dotted maxims, colorful
comparisons. The distinction between an everyday topic and
a carefully thought-out form inherent in the moral teaching
on the relationship between duty and leisure is precisely what
imparts to this treatise the desired action of the latent but
imperative state high state thinking.

The early texts of Tacitus, which gave him the experience
of the practical use of the lessons of Quintilian, apparently
made it necessary for him to clearly comprehend this
experience. The expression of these theoretical reflections
of Tacitus about style was his only specially-rhetorical work
Dialogue about Orators. The form of dialogue, which, we
believe, was not chosen by Tacitus by accident, it is to the
inner-reflective sources of this work: in the author’s soul there
is a collision, an intersection of stylistic ideas, which express
the speeches of various characters.

It should also be noted that in this work, Tacitus outlines
a transition to a preference for the merits of a short and
precise Attic style, which will allow him to describe such
different events in historical works «without anger and
preference.» We also see this in the peculiarities of the form
of his composition chosen by Tacitus: it represents an elegant
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and accurate adherence to the dialogues of Cicero, an
exemplary orator, as we remember, in the understanding
of Tacitus’ teacher Quintilian. Thus, the text of Tacitus, by its
very form, is intended to bring its author closer to this
recognized ideal of strict eloquence.

The theme of authority and teacher’s influence is also the
natural basis for the event content of the dialogue. It involves
other teachers of eloquence with whom Tacitus
communicated — Marcus Aper and Julius Secundus, who came
to the house of Curiatius Maternus, the third rhetorician who
was also the author of tragedies, in which we can see clear signs
of Seneca’s literary experience.

The teachers of Tacitus came to Maternus because he
decided to retire from practical eloquence and devote himself
entirely to poetry. Thematically, the conversation of the
characters in the work of Tacitus is therefore a comparison
of the merits of these two forms of verbal communication. The
development of this speech situation occurs in Tacitus in two
parts.

The first part compares the merits of poetry and
eloquence. Apr considers poetry to be a useless occupation,
while eloquence can bring benefit to the orator, giving him
honor, glory, and a high position in society. Maternus replies
to him that this benefit is external, while poetry is able to give
the author inner satisfaction, harmony in his soul, and
acquisitive eloquence should be considered from this point
of view as an occupation of a dubious kind. It, says Maternus,
makes self-serving orators neither sufficiently slaves in the
eyes of the rulers, nor sufficiently free from the point of view
of their peers.

The second part of the conversation begins with the arrival
of a new participant — an admirer of the old days of Messala.
The speech situation of the dialogue changes, turning towards
the main problem for which this work was written. This
transition can be called antithetical; it sharply changes the
point of view on the problem under discussion.
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Messala, an adherent of Attic eloquence, argues that the
problem of assessing the forms of verbal art lies primarily
in the criterion of its perfection. In the eloquence of their day,
there is generally a decline, and Messala sees this decline as
the reason for the shortcomings of rhetorical teaching, that it
has become unacceptably superficial.

The position of Tacitus on this problem becomes clear
only in the final stage of the dialogue. The method by which
Tacitus moves to the integral part of the reasoning can also be
called antithetical, since it again radically changes the point
of view on the problem. This change lies in the fact that the
tasks of verbal art should not be seen as completely self-
sufficient. Neither poetry nor eloquence can be thoroughly
considered outside the state context, outside the social ideal,
which can only be the primordial Roman duty.

In this context, it becomes clear that the old eloquence has
gone along with the republican liberty, now, in the conditions
of the empire, everyone can enjoy «the blessings of their age.»
This means that he can fall into insignificance, but he can also
rise to the ideal, open to himself.

Maternus, as it turns out in this light, having decided
to move away from official eloquence towards aimless pure
poetry, had every reason to do so: in damaged conditions
there is no place for practical eloquence compatible with the
moral ideal. Therefore, he is entitled to such a correspondence
in abstract verbal creativity. On the other hand, this
correspondence cannot be expressed in truly great eloquence if
state problems are left completely aside. The integral solution
to the problem is to find the appropriate style for such
discussion that leaves the speaker free about his own art. This
style, as it becomes quite clear, should be detached, not
making the author emotionally dependent on what he has
to say. Outwardly, this style should be closer to the Attic, since
it allows you to accurately convey the essence of the matter,
but excessive archaization of such a goal can be harmful, since
it transfers the greatness of the past to something in the
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current life that cannot be. Therefore, the truly great
eloquence to which one should rise must lie in the adaptation
of the Attic style to the speech practice of the present tense,
which will be the processed material for this style. As a result,
the author will be separated from the described events by an
unspeakable but clearly distinguishable speech distance,
which, in particular, will allow him to speak «without anger
and bias» about recent historical events. Thus, Tacitus finds
in this dialogue the correct stylistic position for himself: he
must distance himself from events by means of speech, ensure
his non-confusion with them and his moral autonomy from
them, while maintaining the complete substantive reliability
of the event series.

The only means for this is to rise above the conventions
of both the Attic and the «new» style. Tacitus must rise morally
in order to be able to independently, and therefore
dispassionately observe what is happening, he must morally
stand above the events; Tacitus must rise stylistically in order
to adequately convey the results of his observations from this
high position.

The sublime style, therefore, is a style corresponding to an
inner sense of moral elevation, built from those available
elements that make it possible for others to convey this
correspondence understandably. This style is also practiced
by Tacitus in his historiographic prose, which allows it to be
an actual literary form in his time, that is, a diatribe, but at
the same time being the prototype of a later, scientific in the
modern sense, historiography.

In historiographic texts, Tacitus uses the merits of the
Attic style, strictly and simply describing the events that took
place over the years, this Attic severity allows especially
to highlight the elements of tragedy in some events. However,
he uses Senecian techniques, changing the tempo of speech,
and at the same time forcing historical time to go faster and
slower; «Chopping off» the shades of some and leaving a lot
for the reader to think out, and thus making the time more or
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less emotionally saturated, and therefore more or less deep
in meaning — more or less significant.

Thanks to the dialogue about the orators, Tacitus really
rose from the praise of the life of his father-in-law Julius
Agricola and the painter of Britain and Germany to the great
explorer of time in the light of the past, which allows one
to approach the space-time analogy of greatness, which
in reality corresponds to the category of the sublime. This was
the result of reflecting on Seneca’s lessons in light of the
lessons of Quintilian.

However, it is interesting that it was precisely this content
that was put into the mouth of the «philosopher» in the
anonymous treatise On the Sublime, which was subsequently
so natural in the light of the indicated rhetorical sources, but
so imprudently attributed to the outstanding rhetorician
of the 3rd century. Cassius Longinus. It is through such
a translation that the proto-categorical institutionalization
of the content that we have just described has occurred.
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EBFEHMW KOHOPATbHEB?

3AKPbITAl PbIbHASl BbICTABKA.
PEKOHCTPYKLINS?

OB30P CITELIMAJIBHOI'O ITIPOEKTA VIl MOCKOBCKOU
MEXXTYHAPOIHOM BUEHHAJIE MOJIOZIOTO HCKYC-
CTBA

[Ipomienimasi BbICTaBKa IPEeACTaB/IsIET CO00I IpuMep
OCMBICTIEHUSI BO3MOXXHOCTEM MHTEPTEKCTYyIbHOTO ITOAXOAA.
M cxXomHbIM 0OBEKTOM XYHOXKECTBEHHON peduieKCum SIBJISIeTCS
coctosiBiIasicss B 1935 r. BpICTaBKa XMBOMMUCHBIX U rpaduue-
CKMX paboT, IMOCBSIIeHHAas pabOTHMKAM PbIOOTOBHOM IIPO-
MbIIIIJIEHHOCTU. BbicTaBKka-1935 mnpencrasisia cob60it mpumep
WUTIOCTPATUBHOTO TOAXOJa K u3o00paskeHMI0. BbicTas-
Ka-2020 sgBsieTcs «<KOIMEN KOMMM»: CBOeOOPa3HO peKOHIIeIT-
TyaJiM3alei BbICTaBKY, IpoBefeHHoi B 1990 r. (1o moTuBam
BbICTaBKM-1935), Ha3BaHHON «3akpbiTasi PpiOHass BpicTaBKa»
(aBTOpsl — E. Enmarvua u Y. MakapeBuu). TepMuH «3aKPbIThI»
obnmagaeT pasHOOOPA3HBIMM KOHHOTALMSIMM, UTO CTaJlO OT-
IIPaBHOM TOYKOVM KOHLeNTYyaJbHOrO npoekTa E. Enarunoi u Y.
MaxkapeBnua. B ommmune or «HaiigmeHHoro oomekra» («found
object»; «objet trouvé») BeicTaBKa-1990 pedepupyer K «yTe-
PIHHOMY OOBEKTY»: He COXPaHWIOCh HM OZHOTO 3KCIIOHATA
¢ BbICTaBKM-1935. Tem He MeHee, COXpaHMJICS KaTajor 3TO
BBICTABKM M0J, HEOOBIUHBIM Ha3BaHMeEM «3aKpbITasl BbICTaBKa»

! Egzenuii Kondpamees — 1.0. 3aBefyouiero kabenpoit acretnkn ¢urocod-
ckoro (akynbreta MI'Y umenu M. B. JIoMOHOCOBa, 3aMeCTUTENb IIABHOTO
pemakTtopa AU, kondratievea@yandex.ru.

2 ABTopckumit komnekTuB Wuctutyra «BA3A» mox pykoBoxactBom SI. T'mH-
36ypra u [I. XBopoctoBa. MockBa, 21 okTsa6pst — 22 Hoss6pst 2020.
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(Takoe Ha3BaHMe KaTajloOra, o-BUAMMOMY, CBSI3aHO C TEM, UTO
BBICTAaBKa Obla afpecoBaHa MCKIIOUUTENIbHO COTPYIHMKAM
NpodWIbHOTO MUHMUCTEPCTBA PHIOHON MPOMBINIEHHOCTH). E.
Enarmna u M. MakapeBudY IMOCTaBMUIM Ilepel cO00il 3amady
MPOHMUECKOW KOHI[ENTYaJbHOM «PEeKOHCTPYKINMM» HEU3BECT-
HOT'O U CKPBITOTO apT-00beKTa, NI HAa3BAHHOTO B KaTasore.

Pabora ¢ kaTajoraMu U IlepeMeHHO} HeM3BEeCTHOM — Xa-
paKkTepHbIii 11 KOHUenTyanusma npuem (JI. Pyounmreiin, 1.
Kab6akos, X. Cokom). MOXHO Takke YIIOMSIHYTb U Oojiee paH-
HMe TIpUMepbl TMOAOOHBIX XyOOXKEeCTBEHHBIX pedepeHLnii:
«Creptoiii pucyHok [e Kynuura» («Erased De Kooning
Drawing», 1953) P. Paymen6epra (R. Rauschenberg); nmosectb
«3omotbie miogbl» («Les Fruits d’or», 1964) H. Cappor (N.
Sarraute). «Bocco3maHue» OPUTMHAIBHBIX YTEPSIHHBIX PaboT
1935 1., 0 KOTOPBIX COXPAaHWJIOCH JIUIIb BepOaM3UPOBAHHOE
CBUIETEeNIBbCTBO, TPOU3BOAMIOCh B 1990 r. B hopMe MHCTAIIIS-
1uii, ¢pororpaduit 1 accambiskeit. MIHTepecHO Takke, 4TO
M 3KCIIOHATHI BBICTaBKM-1990 He COXpaHMIUCH, XOTSI OCTAACh
ux (GOTOmOKyMeHTalysi. ABTOPCKMII KOJIJIEKTUB BBICTAB-
K1-2020 mpumenwnn nipuemM yHubukanyum: pabotsr 2020 r. Ha-
TTOMMHAIOT «cIiennduyeckme 00beKThl» («specific objects») 1.
Isxannma (D. Judd) (M. 1).
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Unmoctpaumu / Illustrations

Hnn. 1. YHuguyuposaHHsle yumamel, 3ak10UeHHble 8 KPY2, CO-
cedcmayrom ¢ pazHoob6pasHviMu apm-obsekmamu u pomozpagu-
amu /

Ill. 1. Unified quotes enclosed in a circle are adjacent to various
art objects and photographs

Vol. 3—4 (11—12). 2020 169



Wnn2 /1. 2

170 Aesthetica Universalis



Hnn.3
KpoMe 3aK104umesnsH020 3ajd, 8 KOMopom NosieNsilomcst «Hatii-
OeHHble 00BeKMbl» 8 8Ue He UMEWUX HA38AHUS NPeOMemos
(unn. 4) / I11.3 except for the final hall, in which «found objects»
appear in the form of untitled objects
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Hnn4
3pumensam npednazaemcs camocmosmenbHo nodobpams s
Hux HazeaHus. B yenom, svicmaska ¢opmupyem HO8blll ceMaH-
muuecKkuti ypoeeHs, nepekooupyowuli Kak apm-o06seKkmsl, maxk
u sepbanvHvie mamepuasist 8 popmam dokymeHmauuu. Pop-
mam dokymeHmayuu 00CmamouHo Wupoko NPUMeHsIemcst 8 Co-
8PEMEHHOM UCKYCCMEe U IKCNO3UYUOHHOLI hpakmuke: paboma
X. Cokona «bymaxHas namame» (2017) deMOHCMpUpo8anacy
Ha 8bicmaske HomuHaHmos Ipemuu Kanounckozo-2019 / 111.4
Viewers are invited to choose their own titles for them.

In general, the exhibition forms a new semantic level, re-coding
both art objects and verbal materials into a documentation
format. The format of documentation is widely used in the

contemporary art and exhibition practice: the work of Kh. Sokol
«Paper Memory» (2017) was demonstrated at the exhibition

of the nominees for the Kandinsky Prize-2019
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Hnn.5
ceudemesibcmea uHdycmpuaibHol ucmopuu 8 mysee Llenmpa
meopueckux unoycmpuii «@abpuka» 8 Mockee / Il.5
evidence of industrial history in the museum of the Creative
Industries Center «Fabrika» in Moscow
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Hnn.6

ZokymenmaneHas cmpykmypa «3akpsimoti Pei6HoU Boicmasku.
Pexoncmpykuus» -2020 coomseemcmeyem ¢popme npomoKoabHO-
20 8bICKA3bIBAHUS, CMABSAUE20 YEeTbI0 Y3HABAHUE NOCPedCmeom
@uxcayuu onsima Habnwdamens. Onpedensemolii mepmMuHoOM
«3axkpuimoltii», mapwpym ssicmasku-2020 sicmpoeH mak, umo-
Obl peKOHCMpPYUpo8ams IKCnePUMeHMalbHolli npoyecc Habode-
HUS 3a CMAHOB/IeHUeM WUPOKUX UHMepmeKCmMYanbHblX KOHMeK-
CMo8 MOCK08CK020 KoHyenmyaausma / I11.6
The documentary structure of the «Closed Fisheries Exhibition»
-2020 corresponds to the form of a protocol statement, which
aims at recognition through the fixation of the observer’s
experience. The «closed» route of the 2020 exhibition, defined
by the term, is built in such a way as to reconstruct the
experimental process of observing the formation of broad
intertextual contexts of Moscow conceptualism
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Hnn.7

Boicmaska «3axkpvimas PeibHas Beicmaeka. PekoHcmpykyus»

-2020 npedcmasnsem coboli 00pasey muwamensbHoz0 1abopa-
MOPHO20 Ucc1ed08aHUsl, yOauHslll npumep peuHmepnpemayuu
Hacnedus MOCK0B8CK020 KOHYenmyaau3ma u, 8 yeiom, ucmopuu

Hogeliwie20 omeuecmeeHH020 uckyccmea / I11.7
The 2020 exhibition is an example of thorough laboratory
research, a successful example of reinterpreting the heritage
of Moscow conceptualism and, in general, the history
of contemporary Russian art
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EVGENY KONDRATYEV?

CLOSED FISHERIES EXHIBITION.
RECONSTRUCTION?

REVIEW OF THE SPECIAL PROJECT OF THE VII MOSCOW
INTERNATIONAL BIENNALE OF YOUNG ART

The exhibition is an example of rethinking the potential
of intertextual approach. The initial object of artistic
reflection is an exhibition of paintings and graphic works, held
in 1935, dedicated to workers of the fishing industry. The
1935 exhibition was an example of an illustrative approach
to depiction. The 2020 exhibition is a «copy of a copy»: a kind
of reconceptualization of the exhibition held in 1990 (based
on the exhibition-1935), called «Closed Fisheries Exhibition»
(authors — E. Elagina and I. Makarevich). The term «closed»
has various connotations, which became the starting point
of the conceptual project of E. Elagina and I. Makarevich.
In contrast to the «found object» («objet trouvé»), the
1990 exhibition refers to the «lost object»: not a single object
from the 1935 exhibition has survived. However, the catalog
of this exhibition named unusually «Closed Exhibition» has
survived (this title of the catalog, apparently, is due to the fact
that the exhibition was addressed exclusively to employees
of the relevant ministry of fisheries). E. Elagina and I.
Makarevich set themselves the task of an ironic conceptual

! Evgeny Kondratyev — Temporary Head of the Department of Aesthetics at
Lomonosov Moscow State University, Faculty of Philosophy; AU Deputy
Editor-in-Chief. kondratievea@yandex.ru

2 Creative team directed by Y.Ginzburg and D.Khvorostov, The Baza
Institute. Moscow. October, 21 — November, 2020.
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«reconstruction» of an unknown and hidden art object which
had been just marked in the catalog.

Working with catalogs and variable unknown is a typical
conceptual technique (L. Rubinstein, I. Kabakov, Kh. Sokol).
Earlier examples of such artistic references can also be
mentioned: «Erased De Kooning Drawing» (1953) by R.
Rauschenberg; the novel «Golden Fruits» («Les Fruits d’or»)
(1964) by N. Sarraute. The «reconstruction» of the original lost
works of 1935, of which only verbalized evidence has survived,
was carried out in 1990 in the form of installations,
photographs and assemblages. It is also interesting that the
objects of the 1990 exhibition were not preserved, although
their photographic documentation remained. The creative
team of the 2020 exhibition applied the method of unification:
the works of 2020 resemble «specific objects» by D. Judd
(I 1).
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[MPAKTUKW / PRACTICES






MPUHA NOBEMBASA!

XYOOXXECTBEHHbIN MEPEBOA KAK
SJIEMEHT MEXKYJ/IbTYPHOWU
KOMMYHUKALWNW: «UEHHOCTWU»
N «TPYOHOCTN»

A6cmpakm

B craTbe paccMaTpMBaeTCsl Xy 0KeCTBEHHbII ITepeBOJ KaK 3JIeMEeHT
MEXKY/IbTYPHO! KOMMYHMKAIVY, OMPENENSIOTCS. €ro GYHKIMN

B JIByX CEMMOTUMYECKMX CUCTEMAaX- TeaTpe ¥ JIUTepaType, a TaKxKe
(akTOpHI, BAMSIIONINE HA CTU/Ib U KAUeCTBO IepeBofa. 3aTparmpa-
eTcsl TeMa J[paMaTUYeCKUX IepeBOOB B CTUXAX, Iie ITepeBOIUMK
Hapsioy C aBTOPOM BBICTYIIaeT B POJIM TBOPIIA-1103Ta, MIPUMEHSIST
pasyinyHble BbIPA3UTENbHbIE CPENCTBA SI3bIKA TIEPEBOZA HE TOTBKO
C LIebI0 MaKCUMAaTbHOTO COXPaHEHMsI TICUXOMVMHTBUCTUYECKO aT-
Mocdepbl TPoM3BeLeHNsI, HO U ero 3CTeTUUYeCKOi afarnTaiun.

Knioueesle cnosa

XymoskecTBeHHBII IIepeBo], crenyduKa, 3cCTeTHUecKas HarpaBieH-
HOCTD, B. lllekcniup, A.C.ITymkuH, T.JL.Ilenknna-KynepHuk.

JIt06071 TEKCT B KyJbType MHOTO(YHKIIMOHAJIEH, TO €CTh
BBITIOTHSIET HECKOJbKO (DYHKIMIT; XYIOKECTBEHHBIN TEKCT
SIBJIIETCSI TOMY TIOATBepXKIeHueM: «BCSIKMit XymoskeCcTBEH-
HBI/i TEKCT MOXET BBIIIOJHUTH CBOIO COLMAIbHYIO (DYHKIMIO
JIUIIb TIPY HAIMYUM ICTETUYECKON KOMMYHMKAIMU B COBpe-

! Upuna Jobusas — [OLeHT Kadeapsl MCKYCCTBOBEIEHNS

Bricurero teatpanbHOro yumnuma (MHctutyta) umenu M.C.llenkuHa npu
Marsnom TeaTpe, COMCKaTe/lb YUEHOI CTelleHM KaHIuaaTa UCKyCCTBOBEeHNS
(TUTUC).
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MEeHHOM eMy KkosuiekTuBe» [Jlorman, c. 180]. OTm cmoBa
[0.M.JloTmaHa oOIpenensiioT KOMMYHUKATUBHYIO 3HAUYMMOCTD
TEKCTa M BaXKHOCTb ero BocmpusTusi unrareseM. COOTBeT-
CTBEHHO, aKLEHTbl B MCCAeJOBAaHUM TEKCTa CMEIAITCI —
OH CTaHOBUTCS He TOJbKO MCTOYHUKOM MHIOpMaLH,
HO ¥ KOMMYHMKATUBHOV eOUMHULIEN, «MHAUBUOYAIbHONM pe-
yeBOil peanusaumein cucremsl s3bika» (M.B.Anmmmosa) [Ann-
MOBa, . 47]. B npousBeneHnn XymokeCTBEHHONM JIMTEPATYPhI
KOMMYHUMKATUBHAST QYHKIMS SIBASETCS Bemyllei, U Xymose-
CTBEHHO-3CTeTMUYeCKOoe CofepkaHue OTIMYaeT HallpaBieH-
HOCTb Ha BOCIpUSITME YUTaTessl, CIyllaTenas, 3pUTens.
B nporuBoBec peannuctuyeckomy Iiepesony (M.A.KamkuH,
A.B.®EnopoB), 1e/Nbl0 KOTOPOTO SIBIASETCS «BOCCO3JaHMe
0OBEKTMBHOM peasbHOCTH, KOTOpasi COOEPKUTCSI B TEKCTe
MOJINHHMKA, CO BCEM €ro CMbICJIOBBIM M OOpa3HbIM Oorart-
ctBoM» [KamkmH, c. 532], XymokeCTBEHHbI IepeBof, 6a3u-
pyeTcsl Ha TeKCTe OpUTMHAIa, HO 00JIaJjaeT CaMOCTOSITEIbHO-
CThI0, TaK KakK €ro OOBEeKTOM SBJISIETCSI He CTOJIBKO Cam
TEKCT, CKOJIbKO €ro CMBbIC/, TIPeIOMJIEHHbII B CO3HAHMUM aB-
TOpa U MepeBoUMKa COOTBETCTBEHHO.

HccnemoBaTenyt OTMeUaOT TPeOGOBaHMS K XYI0KECTBEHHO-
MYy IIepeBOAY: TOYHOCTb, C’KATOCTh, SICHOCTb, TUTEPATYPHOCTD
[AnumoBa, c. 51—52]. BmecTe ¢ Tem, cBO60OAA M3TOKEHUST CBSI-
3aHa MMEHHO C CYOBEKTUBHOM COCTABJISIONIEN, CTpeMIeHNEM
repenaTh aBTOPCKMUI 3aMbICe.

UnraTenbCckoe U 3PUTENbCKOE BOCHPHUSTHE MMEET CBOIO
criendUKy M 9T pasanuus 3aJa0T TpeOOBaHMS K TIEPEBOLY.
Pexxnccépamu oTMedaeTcs 3HAUYMMOCTD SI3bIKA CLIEHUYECKOTO
JIyanora He TOMbKO IJISI PUTMMUYECKOTO PUCYHKA CIEeKTaKJISs,
HO ¥ [IJIS1 9CTE€TUYECKOTO ero BOCIpusiTus. [lepeBounK OKa3bl-
BaeTcs nepej OWIeMMOi: TUTepaTypHO TOUHbBIN TeKCT HeoO-
XOOUM Uil BOYMUYMBOTO IPOYTEHMsS, pa3bopa TeKCTa Pou
M BOCIIPUSITUSI MaTepuaia peXXmuccépoM U aKTEPOM, a CIeLu-
db1Ka KOMMYHMKALUMM CO CIylIaTeneM TpebyeT TpaHchopma-
LM TeKCTa, OPMEeHTUPOBAHHBIX Ha CHeuudUKy BOCHPUSTUS
"3 3aJla — OLHOKPAaTHYI ¥ MIHOBEHHYIO, «3[1€Ch U ceifuac».
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OTcrofia BbIAEMSIOTCS TIepeBObI OIS MyOaMKaLuu U JaabHel -
LIero YTeHus U OJIs1 CLEeHMYECKOM peJaKLuy U MOCTAHOBKU.
Takum 006pa3oM TEKCT pa3ABauBaeTCsl U MPUHAIIEXKUT Cpasy
IBYM CEMMOTUYECKUM CUCTEMaM — JIMTepaType U TeaTpy.

OcHOBHbIe (YHKIMM XYIOKECTBEHHOTO TeKCTa — CO3[a-
HIe XYIOKeCTBEHHOro o6pasa M 3CTeTHUecKoe BO3[eiCcTBue
Ha uuTarensi. OYHKUMS XyOOXXECTBEHHOrO IIpOM3BedeHMS,
npexe Bcero, KOMMyHMKaTUBHas. Jpyrast GyHKUUS Xyg0xKe-
CTBEHHOTO TEKCTa — 3CTeTUYecKasl, MO3TOMy 0coboe 3Haue-
Hue uMeeT hopMa usnoxkeHus. OT TOTO, Kak BOIIOLIAETCS CO-
IepskaHue, 3aBUCUT LIEHHOCTb MPOU3BEAEHMS U YPOBEHb €ro
BO3JEJCTBUS Ha uyMTaTess, 3puTensi. IMeHHO scTeTuMyecKast
HAIlpaBJI€HHOCTb MPOM3BENEeHUS OTIMYAeT XyIOKeCTBEHHBIN
CTWJIb OT APYIUX Pa3HOBUAHOCTEN KOMMYHMUKALMU. DCTETUYE-
cKast GyHKIMS BO3HMKAET B pe3y/ibTaTe B3aMO/ECTBUS BCeX
CTWIEBBIX 0COOGEHHOCTEN, KOTOPbIE€ MCIIOMb3YIOTCS B Xy/IOXKe-
CTBEHHbBIX TEKCTaX.

Ecin HayuyHbIV TEKCT TpebOyeT OT mepeBOgUYMKa CTPOTOTO
COOTBETCTBMSI KOHKPETHBIM CIlelMaan3anusiM, TO XyIooXKe-
CTBEHHBII HaChIIEH S3bIKOBBIMU CpefCcTBamMu U Tpebyer, mo-
MMMO 3HaHMI1 SI3bIKa, TBOPUYECKOTO MOAXOAA K €ro BOIUIOLIe-
HMui0. bonbiioe 3HaueHue [Jig IepeBOAUYMKA MMeeT pPaBHO-
3Ha4YHOe BjaJleH)e POLHOrO sSI3bIKa U S3bIKA MepeBoaa, a Tak-
ke 00pa3HOCTb MbIIIeHMS. 3afaua MepeBOAUMKa — He Ipo-
CTO COXPaHUThb CoAepkaHue, HO U NepefaTb CTU/Ib, COXPaHUTD
>KaHPOBBII XapakTep, IPMMeHUTb He0OXOIMMble CpefCTBa XY-
IOKECTBEHHOJ BbIPA3UTETbHOCTH, X 3TO OCOOEHHO aKTyaJTbHO
IJIS1 CTUXOTBOPHOI (opMbl. Y KaXIOro MepeBOAUMKa ITPOSIB-
JISIIOTCSI UHAUBUIya/IbHbIe 0COOEHHOCTHU, KOTOPbIe CKJIaIbIBa-
I0TCSI B aBTOPCKUI CTUJIb, UMEHYEMBbIii UAMOCTUIIEM.

3ajaya nepeBOgUYMKA XyI0XKECTBEHHOM TUTepaTypbl — CO-
30aTh MOJHYI0 UAEHTUYHOCTb OPUTHMHAJIA C TIEPEBOJHBIM TeK-
CTOM, YUMTBHIBAsI BCEe HIOAHCHI $I3bIKA, MCTOPUMU, KYIbTYpBHI,
SKAHPOBBIX XapaKTEPUCTUK, IMOITOMY YHUBEPCAJIbHBIX DEKO-
MeHJaUuii MO0 IlepeBOny XyOOXKeCTBEHHbBIX IPOU3BeIeHUI
He CyILleCTBYeT.
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OmHMM U3 TIePBBIX CITEIMaTbHBIX UCTOYHMKOB B 00aCTU
Teopun IepeBoma ctana kuura K.M.Uykosckoro n A.B.®emo-
poBa «VICKyCcCTBO MepeBoia», TOe KIoueBoe MOHSITHUE TPaKTO-
BJIOCh He TOJBKO KaK BbICIIAs CTylleHb MacCTepCTBa,
HO U B puocodCcKOM acrekTe — KakK peIMTMO3HO-TIpakTuye-
CKOe YCBOeHMe XyI0XKeCTBEHHOT0 MUpa, COeqMHSIollee B cebe
ob6pa3oBaHMe, 3HaHME, IIeHy U YeslioBeueckoe obiieHue [Mc-
KYCCTBO IlepeBoja, c. 137].

C pa3BuUTHMEM COBPEMEHHOTO S$I3bIKO3HAHMS TOCTOSHHO
MEHSIIM U pa3BUBAIM JPYT ApPyra JUHTBUCTUUYECKME KOHIIEM-
UMM XyA0XKeCTBeHHOro nepesopa. B. H. Komuccapos — oguu
M3 KPYIMHENIIMX OT€YECTBEHHBIX TEOPETUKOB — BbIJEJISIeT ue-
ThIp€e JIMHIBUCTUUYECKMX TEOPUM TTepeBOAa U BHYTPU HUX JaeT
omnpenenenusi. Tak, ¢ TOUKM 3peHUS JEHOTATUBHOM Teopum
XYI0KeCTBEHHBIN MepeBO, — 3TO «IIPOIIeCC OTOOPaKeHMSI IIPU
MOAIEpPsKKe CJIOB TepeBoja [IeHOTaTOB, M300paskeHHbIX
Ha s13bIke opurnHana» [Komuccapos]. CemaHTuueckasi Teopus
pacKpbIBaeT XyA0KeCTBEHHbIV MepeBOo/, KaK «BbISIBJIEHME CYIII-
HOCTY 3KBUBAJIEHTHBIX CBSI3€ii MEXIY COLep>KaHMeM TOLJINH-
HMKa 1 nepeBona» [Komuccapos].

[IpencraBiisisi MHOSI3BIYHBIN OPUTMHAA Haubosiee IOJHO,
MepeBOIUMK MaKCUMMaJIbHO COXpaHsieT GUTYphbl peun KaK Bax-
HYI0 COCTaBJISIIOILYIO0 CTWISI TIpom3BefeHusi. TeKCT mepeBopa
IIOJIKEH OTUYeTIMBO 1aBaTh MpecTaBieHne 00 31oxXu, B KOTO-
poit ObLI CO3maH OpuUTMHAMa. «Y KakOOi 3IOXM, — IIMCas
K. YUyKOBCKMIT, — €CTb CBOV CTWIb, ¥ HEOOIYCTUMO, YTOOBI
B MOBECTM, OTHOCSLIENCS K TPUALATBIM rofaM IPOILIOro Be-
Ka, BCTPEYaIuCh Takue TUIIMYHbIE CJI0OBA OE€BSHOCTBIX TOAOB,
KaK HaCTpOeHMs], MepexXuBaHUs, MCKaHUs, CBepX4YesoBeK...»
[AckyccTBO mepeBona, ¢. 117]. st oTpaskeHUsT STIOXU, TIOMMU-
MO MCIO/Ib30BaHMUS YIIOTpeO6/isieMbIX CI0B, M36eraHus JeKCu-
KM, 3apoAuBiIelics B 6osiee MO3OHME TIEPUOIbI, TTePEeBOTUNK
MOJKeT MCII0/Ib30BaTh apxau3Mbl — JieKcuueckue, Mopdoro-
rM4YecKe U CMHTaKCUMIecKue, Co3aBasi CTUIU3aLMIO.

Bonplie, yeM MHAMBUIAYATbHOCTh CAMOTO IlepeBOAUMKA,
B TEKCTe JOJDKHBI OTPAasKaThCsl XapakTepHble YepPThl OPUTUHA-
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B. Mlexcmmp A.C. Tymkun

Of govemment the properties to unfold, Bau 00BACHATE OpABICHEA HAdana
Would seem in me to affect speech and Hanmmeey Gsino 6 Amd MeHA Tpy#oM —
discourse; He myxH0 BaM HEYBEX COBETOB. — 3HAHBEM
Since I am put to know, that your own IIpeermue camMa Bl Beero. MEe ToabR0
science, Bo BceM Ha Bac 0CTANOCE IOMOMKETECA.
Exceeds, in that, the lists of all advice Hapopsesni ayx, [2aroHSI], X0A mpaBacHEbA
My strength can give you: then no more re- | IlocTaram Bel BepHeH, 9eM KTo © To HE OBUT.
mains Bot BaM Hagas: skexaTersEo 6 HaM O5LI0,
But that to your sufficiency, as your worth 1s Urob or mero He [oTmATHYIHCE] BEL
able, ITosBats K HaM AHTKENIO.

And let them work. The nature of owr people,
Owr city’s mstitutions, and the tenms

For common justice, you are as pregnant in,
As art and practice hath enriched any

That we remember: there is our commission,

From which we would not have you warp. —

Call hither,

1 say, bid come beforeus Angelo. —

Tao. 1.

Jla, ero XyAOKeCTBeHHble ¥ 3MOILMOHAJbHbIE BIeYaTIeHUS.
11 aneKBaTHOCTYU MOAJIMHHUKY MepeBOAYMK UCIIOAb3YeT CO-
OTBETCTBYIOIIME o06pasbl, IOAOMpPAET CUHOHMMBI, OIHAKO,
Hen30eKHbI KaK MOTepsl YaCTy MaTepuasia, Tak M ero 3aMeHbl,
¥ SKBUBAJIEHTBI UM IPUBHECEHNEe HOBOTO.

NsBecTHO, uTO A.C.ITyIIKMH IBITAICS IIEpEeBECTU KOMEINIO
[lexkcrinpa «Mepa 3a Mepy», HO 3aTeM OCTaBMJI CBOE HaMepe-
HMe U BOCCO3[ajl MpOou3BeneHNue B CBOeN mosMe «AHIXKeN0»,
SIBNISAIOIENCST (haKTUUeCKy repecka3oM HIeKCITMPOBCKOTO TBO-
peHusi. Ha nmpumepe dparmeHTa (BCTYMUTEIbHOTO MOHOJIOTA
T'epiiora) pas6epém nepeBop A.C.ITymkuna u T.JL.IIenkuHO¥-
Kyniepuuk. B mostuueckoit Bepcun repesona A.C.IIymkuHa
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B. Mlexcomp

T.JLIenkaaa-Kynepaak

Of government the properties tounfold,

Would seem in me to affect speech and discourse;
Since I am put to know, that your own science,
Exceeds, in that, the lists of all advice

My strength can give you: then no more re- mains
But that to your sufficiency, as your worth iz able,
And let them work. The natwe of our people,

Our city’s institutions, and the terms

For common justice, you are as pregnant in,

Bau OOACHATE, B M

YIOpaBIeHEH ,

CYIIHOCTE

CumTan 051 4 HITHMEEH TPaToH <108,

Paz MEe H3BECTHO, 49T0 IO3HAHRA BAITH
Ham=oro opeBocxoaar Bee COBETEL,
Kotopsie 1 Mor 65! gars. Ocranocs
Obneus HaM  TOMBRO 5TOH BIACTEEO BAIH
BEICOKEE JOCTOHHCTEA - H K eIy

Hx oprverwTs. Jyx Hamero Hapoaa,

As art and practice hath enriched any VCTaBBI [OCYAApCTBA B A3BIK

That we remember: there it our conumission, 34K0HOE HAX ZEAETE BEI TyUIIE,
From which we would not have you warp. —
Call hither,

I zay, bid come before us Angelo. —

Borade Bpl B OIOBITOM H SHAHBEM,
UYem kKTO-1HOO HA TAMATH MOei.
Bot nomsoMouse! CaegyHTe eMy. -
(Taem evy noaroMoube)

IIpocaTe AEmKeno IpEETE cloa.

Tab. 2.

MBI BUIUM

OueBNAHO, YTO B [IEpEBOJie PYCCKOTO MO3TAa-KIaCcCUKa 3BY-
YUT JIAKOHUYHOCTb — €My YyXZ0 MHorowioBue lllekcripa.
OH CyleCcTBEHHO COKpalllaeT TEKCT MOHOJIOra, XOTS HEeKOTO-
pble MCCIeoBaTeNN MOTUEPKMUBAIOT, YTO €ro OOLINMIT CMBICT
repefiaH JOCTaTOYHO BepHO [JonuHuH, c.47].

CpaBHMM 3TOT ke (parMeHT C Bepcueii mpodeccruoHaIb-
Horo rnepepomuuka T.JI.IlenkmnHoi-KynepHUK:

[TepeBon T. Jl.IllenkuHoii-KynmepHuk oTimvaercs Hambo-
Jlee TIOJIHOWM Iiepefaveil TEKCTAa OpPUTMHANA MO OO0BEMY —
3a CUET COXpaHEHMSI KOIMUEeCTBa CTPOK U CJIOTOB, UTO JJIS1 Hee
SIBJISUIOCHh 3HAUMMBIM (pakTopoM. E€ puTMMKa cTuxa Hambosee
6mm3ka opurmuHamy. CuMTaeTcs, UTO Jyullie repeBOAbl Xy/I0-
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>KeCTBEHHOJ JIUTepaTyphbl BCerga cogepskaT yCIOBHbIE M3Me-
HEHMSI OPUTMHAJIA, KOTOPble HEOOXOAMMBI IJIsi BOCCO3IaHUSI
eqMHCTBa GOPMBbI U COEPSKaHMSI.

Xy[oKeCTBEHHbIVI MepeBOol, MpeabsBIsSieT K IepeBOgUM-
Ky — He3aBUCUMO OT TOTO, IE€PeBOAUT OH IPO3y WIM I03-
3UI0 — IITyOOKOTO MOHMMAaHMSI COiepskKaHMsl, IIOMCKA BbIpas3u-
TeNbHBIX CPENCTB [Jis BOIUIOIIeHMs obpasa. I[loaTuyeckue
MpOM3BeeHMs TPeACTaB/SIOT HaMOObIIYIO TPYAHOCTb B 3TOIA
IesiTeIbHOCTU, TaK KaK CaM IMO3TUYECKUI SI3bIK COUYMHEHMUIA
MMeeT CBOM JIeKCUUYeCKMe, rpaMMaTUIecKue, CTUINCTUIECKe
ocobeHHOCTH. [T03TOMY MPUEMBI ¥ METOABI IepeBOJa MPO3bI
He BCeraa MOTYT ObITh aIeKBaTHO MCITOIb30BaHbI ITPY IIEPEBO-
Iie TI0933UN.

ToBOps 0 ApamaTuU4yecKux IepeBofax, CJieayeT OTMETUTb,
YTO OTIPABHOM TOYKOM CIE€HMYECKOTO AEeMCTBUS SIBJISIETCS
C10BO. JIMTepaTypHOe MpOM3BeNeHMe MOKeT CyIleCTBOBaThb
KaK CaMOCTOSITeJibHOe TBOpeHMe aBTopa. ClieHa IpeBpallaeT
JUTepaTypHOe Mpou3BefeHye B NMoanGOHMUECKUI I1anor eé
YUYaCTHUKOB: PEXUCCEP U aKTEP MOMONHSIOT ApamMaTypra Mu-
3aHCLeHaMM, OBVKEHUEM, PUTMOM; XyOOXKHUK MPOU3BOOUT
JeKopaLyy; KOMIIO3UTOP CO3LA€ET U BbICTPAMBAET MYy3bIKa/lb-
Hoe odopmiieHMe; B CO3AAHUM CLIEHMYECKOTO MTPOU3BeeHMs
YYaCTBYIOT OIIepaTop IO CBETY, P HEOOXOAMMOCTY — XOpeo-
rpad, KOCTIOMepbl, TpUMEPbI. KOHeYHbIM 3B€HOM 3TOJi LIeIou-
KU SIBJISIETCS 3PUTEIb, KOTOPbII BOCIIPMHMMAS 3aMbICeNl aBTO-
pa 4epes3 TO, UTO Iepefana aKTEépckash Urpa, CO3HaéT CBOM
CJIOV MPOU3BEAEHMS, BBICTYIIAeT COaBTOPOM aBTOpY. [lepeBon-
UMK JKe SIBJISIETCS BaXKHEMIIMM 3B€HOM B 3TOM Ierouke, I0-
poxkpasi (pakTMyeCcKu HOBOe OpUTMHAJIbHOE IpOM3BeeHMe.
[TocTaHOBKA SIBJISIETCS OGHON U3 «TPYAHENIINX BUIOB Xy 0XKe-
CTBEHHOTO IepeBOAa, HO MMEHHO B TPYAHOCTU €ro LIeHHO-
CTU», KAK TOYHO OTMEeYaeT XapaKkTep 3TOr0 0COO0TO MCKYCCTBA
}0.M.JlotmaH [JIotmaH, 2005, c. 606].
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LITERARY TRANSLATION AS AN ELEMENT
OF CROSS-CULTURAL COMMUNICATION:
ITS «VALUES» AND «DIFFICULTIES»

Absrtract

The article considers literary translation as an element

of intercultural communication, defines its functions in two semiotic
systems — theater and literature, as well as the factors affecting the
style and quality of translation. The topic of dramatic translations

in verse is touched, where the translator, along with the author, acts
as a creator-poet, applying varied expressive means of the
translation language not only to maximize the preservation of the
psycholinguistic atmosphere of the w, but also its aesthetic
adaptation.

Key words

Literary translation, specific, aesthetic orientation, W.Shakespeare,
A. Pushkin, T.Shchepkina-Kupernik.

Each text within the culture is multifunctional, meaning
that it performs several functions; the literary text is
a confirmation of this: «Any literary text can fulfill its social
function only in the presence of aesthetic communication
in its modern association» [Lotman, p. 180]. These words
of Yu. M. Lotman determine the communicative significance
of the text and the importance of its perception by the reader.
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Accordingly, the accents in the text study are shifted — it
becomes not only a source of information, but also
a communicative unit, an «individual speech realization of the
language system» (M.V.Alimova) [Alimova, p. 47]. In fiction
communicative function is the leading, and literary and
aesthetic content is characterized by the focus on the
perception of the reader, listener and viewer. As opposed
to realistic translation (I.A.Kashkin, A.V.Fedorov), which aims
to «recreate the objective reality contained in the original text,
with all its semantic and figurative richness» [I.A.Kashkin, p.
532], the literary translation is based on the original text, but
has independence, since its object is not so much the text
itself, so its meaning, refracted in the mind of the writer and
the translator respectively.

Researchers indicate the requirements for the literary
translation: accuracy, compactness, clarity, literariness
[Alimova, p. 51—52]. At the same time, the freedom
of expression is associated with the subjective component, the
desire to represent the writer’s message.

The reader’s and viewer’s perception has its own specifics,
and these differences set the requirements for translation.
Directors indicate the importance of the language in stage
dialogue not only for the rhythmic illustration of the play, but
also for its aesthetic perception. The translator faces
a dilemma: a literarily accurate text is necessary for
a thorough reading, analysis of the role text and the
perception of the material by the director and the actor, while
the specifics of communication with the listener requires
a transformation of the text, focused on the specifics
of perception from the audience — a single and instantaneous,
«here and now». Hence, translations for publication and
further reading and for stage editing and staging are
distinguished. Thus, the text is forked and belongs to two
semiotic systems at once — literature and theater.

Basic functions of the literary text are the creation
of a literary image and the aesthetic influence on the reader.
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Literary work function is primarily the communicative
function. Another function of a literary text is aesthetic
function, so the form of presentation is of particular
importance. The value of the work of art and the level of its
influence on the reader, viewer, depends on how the content is
expressed. It is the aesthetic orientation of the work of art
that distinguishes the literary style from other varieties
of communication. The aesthetic function arises as a result
of the interaction of all stylistic features, which are used
in literary texts.

If the scientific text requires the translator to strictly
comply with particular specializations, then the literary text is
saturated with linguistic means and requires, in addition
to knowledge of the language, a creative approach to its
realization. It is of great importance for the translator to have
an equal knowledge of the mother tongue and the target
language, as well as figurativeness of thinking. Translator’s
task is not just to keep the content, but also to represent the
style, to preserve the genre, to apply the necessary means
of literary expression, and this is especially true for the
poetical form. Each translator shows individual features that
make up the writer’s style, called the individual style.

The task for the translator of the literary works is
to create a complete identity of the original by means
of the translated text, considering all the intricacies
of language, history, culture, genre features, so there are no
universal recommendations for the translation of literary
works.

One of the earliest first specialized sources in the field
of translation theory was The Art of Translation, the book
written by K.I.Chukovsky and A.V.Fedorov, where the key
concept was interpreted not only as the highest level
of mastery, but also the philosophical aspect — as religious
and practical acquisition of the literary world, combining
education, knowledge, value and human interaction [The Art
of Translation, p. 137].
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With the development of modern language studies
constantly changed and developed each other linguistic
concepts of literary translation. V.N.Komissarov — one of the
largest domestic theorists — distinguishes four linguistic
theories of translation and gives definitions within them.
Thus, from the point of view of the denotative theory, the
literary translation is «the process of displaying, with the
support of the words of translation, the denotations, depicted
in the language of the original» [Komissarov]. Theory
of semantics defines literary translation as «revealing the
essence of equivalent links between the content of the original
and the translation» [Komissarov].

By presenting the foreign-language original as fully as
possible, the translator preserves figures of speech as an
important component of the style of the work of art. Text
of the translation should give a clear idea of the era, in which
the original was created. As K.I.Chukovsky wrote: «Every era
has its own style, and it is unacceptable that in a story,
referring to the thirties of the last century, one would find
such typical words of the nineties as moods, experiences,
strivings, the superman...» [The Art of Translation, p. 117].
In order to reflect the era, in addition to using commonly
spoken words, avoiding the vocabulary originated in later
periods, the translator can use archaisms — lexical,
morphological and syntactic, thus, creating stylization.

More than the translator’s own individuality, the text must
reflect the features of the original, its literary and emotional
impressions. In order to be adequate to the original, the
translator uses appropriate imagery, selects synonyms, but the
loss of some part of the material, its replacement and
equivalents, or the introduction of new material is inevitable.

It is known that A.S.Pushkin tried to translate
Shakespeare’s comedy «Measure for Measure», but then
abandoned his intention and recreated the work in his poem
«Angelo», which is actually a retelling of Shakespeare’s work
of art. Let’s analyze the translation using the fragment (Duc’s
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‘W. Shakespeare

A.S. Pushkin

Of govemment the properties to unfold,
Would seem in me to affect speech and
discourse;

Since I am put to know, that your own
science,

Exceeds, in that, the lists of all advice
My strength can give you: then no more re-
mains
But that to your sufficiency, as your worth is
able,

Ban 00BACHATS IpaBIcHHA Hadaaa
Wamumme 651710 6 U1 MCHA TPYIOM —
He my:xHO BaM HHYBHX COBETOB. — 3HAHBEM
IIpespme camu BRI Beero. MHe TombKO
Bo Been Ha Bac 0CTAIOCH MOOKHTBCA.
Hapoxasii nyx, [3axoHEI), X0 IpaBIeHbsL
Tlocmrron BB BepHeil, weM KTo 0 To HH OBLT.
Bot BaM Hakas: :eIaTEIBHO O HaM OBLTO,
Uto6 oT Hero He [oTmATHYIHCE] BBL

IlosBate k HaM AHIKETO.

And let them work. The nature of owr people,
Our city’s mstitutions, and the tenms

For commeon justice, you are as pregnant in,
As art and practice hath enriched any

That we remember: there is our commission,

From which we would not have you warp. —

Call hither,

I say, bid come beforeus Angelo. —

Tab. 1.

introductory monologue) written by A.S.Pushkin and
T.L.Shchepkina-Kupernik as an example. Let’s evaluate the
poetical version offered by A. Pushkin:

It is obvious that the Russian classical poet’s translation is
laconic —-Shakespeare’s verbosity is unfamiliar to him. He
significantly reduces the text of the monologue, although
some researchers emphasize that its general meaning is
expressed quite correctly [Dolinin, p.47].

Let’s compare Puskin’s translation the version of the
professional translator T.L.Shchepkina-Kupernik:

T.L.Shchepkina-Kupernik’s translation is distinguished
by its fullest expression of the original text in volume — due
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W. Shakespeare T L. Shehepkina-Kupernik
Of government the properties to unfold, Bavy DOOACHATE, B 4eM  CYIHOCTS
Would seem m me to affect speech and YIIpaBIcHHA,
discourse; Cupran Obr 4 p3mrmiHe 1paTol caos,
Smee 1 am put to know, that your own science, Paz MHE HIBECTHO, UTO IOIHAHLA BAIH
Exceeds, in that, the lists of all advice HaMHOro IpeBocXoLAT Bee COBETBL
My strength can give you: then no more re- Koropsie 1 Mor 651 gats. OcTanocs
mains Q0meds EaM  TOIBKO 9ToH BNACTHIO Ball
But that to your sufficiency, as your worth is BricorEe JOCTOHHCTEA - HK eIy
able, W x nprversts. Jlyx Hamero Hapoga,
And let them work. The nature of our people, VCTaBHE FOCYAPCTEA H ASBIK
Our city’s institutions, and the terms 34aKOHOB HANIMX 3HACTE BB JIYYIIC,
For common justice, you are as pregnant in, Boraue BBl ¥ OITBITOM H 3HAHBEM,
As art and practice hath enviched any ey xTo~mm00 Ha maMaTa MocH.
That we remember: there i our commission, Bor nomsEoMouse! Cremylite eny. -
From which we would not have you warp. — (Taem evy nonnoroqse)
Call hither, Ipocure Agmxeno opeiTy croaa.
I say, bid come before us Angelo. —

Tab. 2.

to preservation of the number of lines and syllables, which
was a significant factor for her. Her rhythmic verse is the most
similar to the original.

It is believed that the best translations of literary works
always contain conditional changes to the original, which are
necessary to recreate the unity of form and content.

Literary translation requires the translator, regardless
of whether he is translating prose or verse — to have a deep
understanding of the content, to search for expressive means
in order to express the image. Poetical works present the
greatest difficulty in this field of work, since the poetic
language of works itself has its own lexical, grammatical, and
stylistic features. Therefore, the techniques and methods
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of translating prose cannot always be adequately used when
translating poetry.

When speaking of dramatic translations, it should be
noted that the starting point of the stage action is the word.
The literary work can exist as an independent creation of the
writer. The stage transforms the literary work into
a polyphonic dialogue of its participants: the director and the
actor complement the dramatist with mise-en-scenes,
movement, rhythm; the artist produces scenery; the composer
creates and arranges the musical design; the light operator, if
necessary, the choreographer, costume designers, makeup
artists — participate in the creation of the stage work. The
final link in this chain is the viewer, who perceives the writer’s
intention through what is expressed by the play, creating his
own layer of the work, acting as co-writer with the writer. The
translator is the most important link in this chain, creating,
in fact, a new original work of art. Staging is one of the «most
difficult types of literary translation, however, it is in the
difficulty that makes its valuable,» as Yu. M. Lotman, precisely
describes the special character this art [Lotman, 2005, p. 606].

References

1. Alimova, M. V. Osebennosti i osnovnie kriterij perevoda
khudozhestvennogo texta [Text] / M.V.Alimova // Vestnik RUDN,
seriya Russkij i inostrannie yaziki i metodika ikh preodavanija. 2012.
Ne2. P. 47—52. (Features and Main Criteria for Translation

of Literary Text. (In Russian)).

2. Dolinin, A. A. (2001) Pushkin i Anglia // Vsemirnoye slovo:
mezhdunarodniy zhurnal. N214. P. 44-51. (Pushkin and England.
(In Russian)).

3. Zaharov, N.V. Sravnitelnij analiz russkih perevodov pervoj sceny
«Mery za meru» W. Shakespear / Gorizonty gumanitarnogo znaniya.
2017. N26. P. 103- 134. URL: http://journals.mosgu.ru/ggz/ article/
view/646. (Comparative Analysis of Russian Translation of the First
Scene of «Measure For Measure» By W. Shakespeare. (In Russian)).
4, Iskusstvo perevoda: Kornej Chukovskij. Principy
hudozhestvennogo perevoda. Andrej Fedorov. Priemy i zadachi

Vol. 3—4 (11-12). 2020 195



196

hudozhestvennogo perevoda. Leningrad: Academia, 1930. (The Art
Of Translation. Korney Chukovsky. The Principles of Literary
Translation. Andrey Fedorov. Techniques and Tasks of Literary
Translation.. (In Russian)).

5. Kashkin, I.A. Dlya chitatelya-sovremennika: stat’i i issledovaniya.
M.: Sovetskij pisatel’, 1977. (For the Contemporary Reader: Articles
And Researches. (In Russian)).

6. Komissarov, V.N. Teoriya perevoda: Lingvisticheskie aspekty.

M. Vysshaya shkola, 1990. (Translation Theory: Linguistic Aspects.
(In Russian)).

7. Lotman, Yu. M. Struktura hudozhestvennogo teksta. M.:
Iskusstvo,1970. (The Structure Of The Literary Text. (In Russian)).
8. Fyodorov, A.V. Osnovy obshchej teorii perevoda: lingvisticheskie
problemy. M.: Vysshaya shkola, 1983. (Fundamentals of General
Translation Theory: Linguistic Problems. (In Russian)).

Aesthetica Universalis



OrnasneHue

PEOAKHMOHHAA CTATbA .................................. 4
EDITORIAL ... .. . . 5
IMAMSTHU BJIAIUMHPA MUPOHOBA /IN MEMORY

OF VLADIMIR MIRONOV ... .. ... ................... 7
X OBCAIHHUKOBCKAS MEXIITYHAPOTHAS
ICTETUYECKASI KOH®EPEHILIMS (OM3IK X) / X
OVSIANNIKOV INTERNATIONAL AESTHETIC
CONFERENCE (OIACX) ... .. ... i, 11
TEOPUS / THEORY ... . ... ... ... .. ... ... ... .. ......... 19
VIOLA HILDEBRAND-SCHAT ... ... .................... 21
VER- UND ENTWURZELUNG, METAPHERN VON
PERMANENZ UND TRANSITORISCHEM ... .......... 21
[lustrations / yumioCcTpamum .............................. 43
BUOJIA XUJIBAEBPAHO-IIAT ... ... .............. 46
YKOPEHEHME U OTPBIB OT KOPHEN: META®OPHI
MMEPMAHEHTHOT'O 1 TPAH3UTOPHOTO ............. 46
UCTOPUMA /HISTORY ... ... ... .. ... ... . ... 69
ANTANAS ANDRIJAUSKAS ... ... . . 71
THE CONCEPT OF BEAUTY AND ART
IN TRADITIONAL INDIAN AESTHETICS .............. 71
CEPTEM O3UKEBWY ... ................................... 99
HAKOITJIEHME OCHOBAHUI [IJISI ®UJI0CODCKON
IUBEPCUOUKAIIMN ITPEKPACHOI'O B ACITEKTEI
BO3BBIIIEHHOIO ...................................... 99
SERGEY DZIKEVICH ... ... .. .. ... . .. .. .. . . ... .. ... 134

COLLECTING OF FOUNDATIONS FOR
PHILOSOPHICAL DIVERSIFICATIONS OF THE
BEAUTIFUL INTO ASPECTS OF THE SUBLIME ........ 134



OB3OPBI/REVIEWS ... ... ... ...
EBTEHUM KOHAPATBEB ... ... ..........................
3AKPBITAS PEIBHAS BBICTABKA.
PEKOHCTPYKUMSA ... ... ... . ...
Wnmoctpauyu / [llustrations
EVGENY KONDRATYEV ... .. ...
CLOSED FISHERIES EXHIBITION.
RECONSTRUCTION ...... ... .. .. ... .. ... ... ...
ITPAKTUKU / PRACTICES
UPUHA JIIOBUBAA ... ... . .
XYIOYXECTBEHHBIN ITEPEBOJI KAK SJIEMEHT
MEJKKYJIFTYPHOY KOMMYHUKAIIUU:
«ITEHHOCTW» 1 «TPYITHOCT»
IRINA LIUBIVAIA .. .
LITERARY TRANSLATION AS AN ELEMENT
OF CROSS-CULTURAL COMMUNICATION: ITS
«VALUES» AND «DIFFICULTIES»






Aesthetica Universalis

Vol. 3—4 (11—12). 2020

Co3maHo B MHTEJUIEKTYAIbHOM U3AaTeNbCKO cucteme Ridero



	РЕДАКЦИОННАЯ СТАТЬЯ
	EDITORIAL
	ПАМЯТИ ВЛАДИМИРА МИРОНОВА / IN MEMORY OF VLADIMIR MIRONOV
	Х ОВСЯННИКОВСКАЯ МЕЖДУНАРОДНАЯ ЭСТЕТИЧЕСКАЯ КОНФЕРЕНЦИЯ (ОМЭК Х) / X OVSIANNIKOV INTERNATIONAL AESTHETIC CONFERENCE (OIAC X)
	ТЕОРИЯ / THEORY
	VIOLA HILDEBRAND-SCHAT
	VER- UND ENTWURZELUNG, METAPHERN VON PERMANENZ UND TRANSITORISCHEM

	Illustrations / Иллюстрации
	ВИОЛА ХИЛЬДЕБРАНД-ШАТ
	УКОРЕНЕНИЕ И ОТРЫВ ОТ КОРНЕЙ: МЕТАФОРЫ ПЕРМАНЕНТНОГО И ТРАНЗИТОРНОГО


	ИСТОРИЯ / HISTORY
	ANTANAS ANDRIJAUSKAS
	THE CONCEPT OF BEAUTY AND ART IN TRADITIONAL INDIAN AESTHETICS

	CEРГЕЙ ДЗИКЕВИЧ
	НАКОПЛЕНИЕ ОСНОВАНИЙ ДЛЯ ФИЛОСОФСКОЙ ДИВЕРСИФИКАЦИИ ПРЕКРАСНОГО В АСПЕКТЫ ВОЗВЫШЕННОГО

	SERGEY DZIKEVICH
	COLLECTING OF FOUNDATIONS FOR PHILOSOPHICAL DIVERSIFICATIONS OF THE BEAUTIFUL INTO ASPECTS OF THE SUBLIME


	ОБЗОРЫ / REVIEWS
	ЕВГЕНИЙ КОНДРАТЬЕВ
	ЗАКРЫТАЯ РЫБНАЯ ВЫСТАВКА. РЕКОНСТРУКЦИЯ

	Иллюстрации / Illustrations
	EVGENY KONDRATYEV
	CLOSED FISHERIES EXHIBITION. RECONSTRUCTION


	ПРАКТИКИ / PRACTICES
	ИРИНА ЛЮБИВАЯ
	ХУДОЖЕСТВЕННЫЙ ПЕРЕВОД КАК ЭЛЕМЕНТ МЕЖКУЛЬТУРНОЙ КОММУНИКАЦИИ: «ЦЕННОСТИ» И «ТРУДНОСТИ»

	IRINA LIUBIVAIA
	LITERARY TRANSLATION AS AN ELEMENT OF CROSS-CULTURAL COMMUNICATION: ITS «VALUES» AND «DIFFICULTIES»





