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PEJAKIIMOHHAS CTATbS

OMBOIK IX: 3CTETUYECKUE
@®YHKIINU DKCITO3ULIMOHHBIX
WHCTUTYLIUI

B IIOCTCOBPEMEHHOJ¥1 KVJ/IBTYPE

DKCMHO3UIIMOHHbIE MHCTUTYLIMU TPEBPATWINCh 3a TIOC/IeN-
Hue 50 yteT u3 06IIeCTBEHHBIX YUPEKAEHUIA C Y3KUM ITpoduiemM
Myseedukauuy, o6pas’oBaHMs, peKpealluy U pas3BIeUeHUS
B KJII0UEBbBIE I[eHTPbI (POPMMUPOBAHMS MATTEPHOB COLIMAIBLHOTO
B3aMOJeICTBMS, KJIacTepbl reHepaluy KpeaTUBHbBIX TPEHI OB
BO BCeX BUIaxX AeSITeJbHOCTU. B OCHOBe 3TOro JieskaT MOCTeIeH-
HO HaKaIlJIMBaBIIMECS M3MEHEeHMs, [TPOU30IIe e 3a 3TO Bpe-
MsI ¥ IPOCTHpalOlIyecs OT M3MeHeHMs 3CTeTUUECKOTO peskuMa
B3aMMOIECTBUSA IYyOMMKM C SKCIOHMPYEMBIMM OOBEKTAMU
[0 CMeHbl CAaMMX OpraHM3alMIOHHbIX OCHOBaHMI1 TOBCEIHEBHO
JesTeIbHOCTM SKCITOHUPYIIMX MHCTUTYIMin. OM3IK IX umeer
LIeJIbI0 TEOPeTUYECKM MHTEPIIPEeTUPOBATh M3MEHEHUS 3CTeTH-
yeCKUX QYHKINIA SKCITO3UIIMOHHBIX MHCTUTYIIMIA B ITOCTCOBpE-

MEHHOI1 KyJIbType.
Cepeeii /I3ukesuu,
2nasHwlii pedakmop AU,
conpedcedamens Opekomumema OMIK IX
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EDITORIAL

OIAC IX: AESTHETIC FUNCTIONS
OF EXPOSITIONAL INSTITUTIONS
IN POSTMODERN CULTURE

For last 50 years expositional institutions have transformed
from narrowly profiled societal settlements with functions
of museefication, education, recreation, entertainment into key
centers elaborating new patterns of social interaction and
clusters generating creative trends of all kinds of activity. These
transformations are based on slow changes of that period
starting from contacts of the audience with exposed objects and
finishing with the very organizational foundations
of expositional institutions everyday activity. OIAC IX has the
aim to give theoretical interpretation of the changes
in aesthetic functions of expositional institutions

in postmodern culture.
Sergey Dzikevich
AU Editor-in-Chief,
OIAC IX Organizing Committee Co-chairman
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HAVUYHDbBIE CTATbUA /
PROCEEDINGS






BUOJIA XWIbJEBPAH/I-IIIAT!

K BOITPOCY O METUAJIbHOM
ITOJIOJKEHNM KHUTY XYTO>KHHUKA

B MHCTUTYIIMIOHAJIbBHOM

N AKAJTEMHWYECKOM OITIOCPEJOBAHNN

ITepesod ¢ Hemeykozo Eezenus /Jobposa’
Abcmpakm

Kuura XygoskHMKA TPEACTABIISIETCS CIOKHBIM MPegMEeTOM [Jis pac-
CMOTpPEHMSI 10 MHOTMM TipuunHam. C OIHOI CTOPOHbI, TIOYTU HEBO3-
MOKHO BBISIBUTbH XyJOKECTBEHHbIE OCOOEHHOCTM, XapaKTepHbIe MJis
9TOrO Poja apT-O0O0BEKTOB, C IPYroii — HEeOoOXOOMMO OTBETUThH Ha BO-
MPOC, KaKOV TUII KHUTY TIOJTHOMIPABHO MOXKET CUMTAThCS KHUTOM Xy-
noxxHMKa. [Ipexme BCero CTOUT OTMETUTh, UTO MTOHMMaHMe KHUTY KaK
MPOU3BEIEHNST UCKYCCTBA OBICTPO AOCTUTAET CBOUX Ipenenos. Tpym-
HOCTM 3TOTO POJa BJIMSIOT ¥ Ha aKaZeMUUYECKYIO CPey, SIBJISIONIYIOCS
B JAHHOM C/Tyuyae CBOeo6pa3HbIM IMOCPEAHMUKOM, MeAATOPOM. B Teue-
HME MHOTMX JIET HU MCKYCCTBOBEOUECKME, HU JIUTEPATYPOBEAUECKIME
JCC/IeOBaHMsI, HI Jayke MCCIemoBaHMsl, ITOCBSIeHHbIe KHUIe KaK Ta-
KOBOI1, HE 6bUTM CITOCOGHBI OTMIPENETUTh 0ObEKT, HAXOASIIUICS KaK Obl

! Buona Xunvdebpand-Illam — MCKyCCTBOBE[, U TuTepaTypoBes. IIpero-
naet B YauBepcutete l'ete, ®paHkdypT-Ha-MaiiHe, Tepmanus u B MI'Y
umenu M.B.JlomoHocoBa. Cpefy ee OCHOBHBIX HaYUYHBIX MHTEPECOB —
B3aMMOOTHONIIEHUSI TEKCTA M M300pakeHMsl, B UYACTHOCTY, XYHOXKe-
CTBEHHAs SKCIIepTMU3a KHUTH, 3-nouTa viola@hdschat.de

2 Eezenuii lo6pos — urnen penxosieruy AU.
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MeXKOy KHUTOJ M MPOM3BeJeHeM MCKYCCTBA. B HemaBHEM MPOLIIOM
pasanyHble MPOEKThI CTPEMMUJIUCH BOCIIOIHUTh 0603HAYEHHYIO JIaKy-
Hy, paboTasi OMHOBPEMEHHO C BOIIPOCAMY MHIEKCALMM U OMOCPenoBa-
HMsS, TpeAJiarasi pasjiMuyHble BapuaHThl 0603HAUEHMS KOHKDPETHOI
opMbI KHUIM, KHUTHU XyOOXKHUKA.

Knwuesste cnoea

Kuwura, IIpousBeneHne UMCKyCcCTBa, XyaOKeCTBEeHHOe M3OaHue. IMMpou3s-
BeJeHMe KHIMXHOIO MCKYCCTBA. 3KCIIOHMPOBaHMeE HpOI/ISBe,EleHI/II‘;[
KHMYKHOI'O MICKYCCTBA.

Kuyura xymokHMKa MpPeaCTaB/sieTcs MPeaMeTOM, CIOKHBIM
IJISI PACCMOTPEHMST B KOHTEKCTE €€ BOCIIPUSTHS. SIBISSICh AOPO-
roit KHUTOJi, OHa HeJJOCTYITHA GObIIVMHCTBY 6MOIMOTEK. Bymyun
IO CYTU CBOEIi ITPOM3BeIeHMEM MCKYCCTBA, OHA He BCerma Mmpu-
3HaeTcs TaKoBBIM. IIogo6GHOE aMOMBAJIEHTHOE ITOJIOXKEHME OHa
3aHMMaeT M B aKaJeMMYeCcKOM [OMCKypce, Ihe ee TUOpMIaHAas
IpMpoAa — KHUTA U XYI0KECTBEHHbI i 00beKT — IIPEMSITCTBYeT
yKa3aHUIO ee MpUHaAIeXXHOCTU. [Iomo6HOe HeOTHO3HAUHOE TT0-
JIOXKEHME 3VDKAETCS HAa KaTeropuabHbIX BOIPOCAX, TAKUX KaK
XapaKTePUCTUKA 00beKTa ¥ (HOPMYIMPOBKA €ro MOHSATUIAHOIO
comepskaHusl. [JaHHOE TIPOTMBOPEUNEe MOKET BMSITh Ha BOCIIPH-
sITYe, OMHAKO CYLIECTBEHHOI POy [Py 9TOM He urpaer. [Ipmumn-
HbI 3TOT'0 KPOIOTCS B XapaKTePUCTUKAX KHUTY XYIOKHMKA: XOTSI
OHA U SIBJISIETCS KHUTOM, omHOI (OopMOIT KHMUra XymOSKHMKA
He OTPaHUYMBAETCS, YTO BHIBOJUT €€ 38 PaMKU TPAJUILIMOHHOTO
(Hampumep, AJist OUGIMOTEUHbIX PEECTPOB) TIOHMMAaHUST KHUTH.
OTCYTCTBME HEKOTOPBIX 3/IEMEHTOB, XapaKTEPHBIX [JIST KHUT
B ITPMBBIYHOM ITOHMMAaHWUM, OOBSICHSIETCS eIlle ¥ TeM, UTO KHUTY
XyIOOKHMKA IIPEsKIe BCero CyiefiyeT pacCMaTpMBaTh Kak apT-06b-
€KT, TJie OHA CO3[IaeT CBOI0 COOCTBEHHYIO (DOPMY MCKYCCTBA Ha-
PSIY C KMBOIMMCHIO, CKYJIBIITYPO#, apXUTEKTYPOil M MHCTAJLIS-
uueit. Kak mpousBemeHne MCKyCCTBA, KHUTA XYIOXKHMKA ITPOTH-
BOIIOCTAaB/IsIET Cce6s1 TOMY BEKTOPY pPacCMOTPEHMSI, KOTOPbIii
[pearosaraeT B Heii IIPesKkae BCero TeKCTOBYIO CPeay M BhIBOIUT
TeM CaMbIM ee 3a Tpefeibl XyIoKeCTBEHHOTO KOHTEeKCTa. I'i-

18



O6puaHas MpUpPoaa JaHHOIO MpeaMeTa, ConpsukeHue GopM KHU-
M U 00BbeKTa MCKYCCTBA, YaCTUYHO BBIBEM KHUTY XyOOKHMKA
3a IIpeesibl OISl MHTEPeCcOB OTpaciieii 3HaHMsI, U3yJaloNnX UC-
KYCCTBO, a TaKke TeX AUCIUILIVH, KOTOPble MCCIeOYIOT KHUTMU.
ITomo6Hble KOMMYHMKATUBHbIE TPYTHOCTM TIOBIMSIIM U Ha UC-
TOPMIO KOJUIEKIIMOHMPOBAHMSI KHUT XYIOOXKHMKA, a TaKKe
Ha SKCIIOHMPOBAHME ¥ OIOCpeNOBaHMe OAHHBbIX IIPEeIMETOB.
[Mocmemumii akT oTpaxkaeT cuTyalusi, KOormga o6beKkT, 0603Ha-
YeHHbIII KaK KHUTA XYIOOKHMKA, OTCYTCTBOBAJI B 0Oa3ax My3eeB
u 6ubIMOTEK, He MMesI CBOeil peecTpoBOii KOOVPOBKM, U, COOT-
BETCTBEHHO, He BBIBOAWICS Uepe3 COOTBETCTBYIOLIMIA MTOMCKO-
BOJ4 3a11poc.

o npoﬁ}lemax UHCMUMYYUOHA16H020 NOJI0OMCEeHUs

B03MOKHOCTh HAXOXKIEHMST KHUT XYIOKHMKA BO MHOTOM 3a-
BUCHUT OT UX PACIIOJIOKEHUST B GMOIMOTEUHBIX M MYy3€MHbIX Ka-
Tajorax ¥ cucTeMax KiaaccuduKaimm, IpyruMiu CJIOBaMM, OT UX
OTIMCAaHMS M KaTeropmsaluy B JAaHHBbIX cucTteMax. [0 Tex mop,
TI0Ka BOIPOC C OmpeneeHueM KHUTK XYIOXKHMKA OCTaeTCs OT-
KPBITBIM ¥ HET 4eTKOi (OpMYIMPOBKM, KaKOii MMEHHO TIpe-
MeT CJIefyeT COOTHOCUTb C TepMMHOM «KHura XymoskKHMKa»,
[IpaBOBOE TMOJIOKeHMe ¥ Kiaaccuukaimsg KHUT XyOOKHMKA
He MOTYT ObITh OTIpeie/IeHbl ¥ YCTaHOBJIEHBI.

Ecnu B clioBoCOUeTaHUM «KHUTA XYAOKHMKA» MbI CTABMM aK-
LIeHT Ha CJIOBE «KHMUra» U MbITaeMCsl 06paTUThCS K 6MOIMOTeKe
KaK K €e MHCTUTYLMY, TO MbI CTJIKMBAeMCSI C IIPOOIeMOii TIpu-
obpeTeHUsT 6GMOIMOTEKAMU TTOAOOHBIX KHUT. XPeCTOMAaTUITHbIM
MIPUMEPOM SIBJISIETCSI CUTyalus, Korga 6mbnmuoreka Kourpecca
OTKJIOHM/IA KHUTY Jna Pymies «IBafuarh IIeCTh 3alIpaBOYHBIX
CTaHILIMI», OTIIPABJIEHHOI UM Tyma 1o moute. Kuura, ceromst
SIBJSIONIAsACS OO6IIenpM3HaHHBIM IIPOM3BEIeHNEM MCKYCCTBA,
BEpHY/Iach K CBOEMY aBTOPY IO IIPUYMHE TOTO, UTO HE COOTBET-
CcTBOBasia OMOMMOTEUHbIM cTaHAapTamM. OCOOEHHOCTM TaHHOW
KHUTY, BBIIENSBIINE €€ U3 UMCIa OOBIYHBIX TOMOB (HaIlpumep,
MICITO/Ib30BaHMeE YIIaKOBOYHON G6yMaru B CTPYKType KHUTU) BbI-
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3BaJIM OTKPOBEHHOE pasapaskeHue OMOIMOTEUHBIX IKCIIEPTOB.
IanHas creiGuUUHOCTb 6blJIa MAPKMPOBaHa CJIOBOCOUETaHMEM
«HeHOoCTOMHAas 6MOIMOTEKN», M KHUTA 6bljIa OTK/IOHeHa!.
OpHako Oaxe B MaTepuaJbHOM IIaHE KHUTA XYHOKHMKA
MOKeT 006JIafaTh OCOOEHHOCTSIMM, MPEISTCTBYIOIIVMU €e CO-
OTHECEHMIO C KHUTOJM KaK TakoBOM. Hampumep, KHUTU XyOOXK-
HMKA B paMKax OBWKeHUS @DIIOKCYC BBIXOIST 3a IIpemebl
(OpMbI KHUTU U SIBJISIIOTCS Oe-()aKkTo SIIMKaMy, yeMogaHaMu
U IPYTMMM KOHTeliHepamli, B KOTOPBIX TeuaTHble MaTepuasbl
COCTaBJISTM JIUIIb HEOONMBUIYI0 YaCTh KOHTEHTA. JTU (OpPMBI,
nosiBuBIIMecss B 1960-x romax, MOAXBaTbIBAJIMChb MOJIOIbIMU
XymoskHUKamMu. Takke MOXHO BCIIOMHUTH BBIITYCKM >KypHasia
«Tigel & Tumult», muiTe HeMHOTME U3 KOTOPBIX MOXKHO COOT-
HECTM C TPaAUIMOHHONM IeyaTHONM mpomykumeit?. [Man. 1]
AcuMMeTpusi ¥ MaTepuaibl, HeCTaHJAapTHbIe MJiS Te4YaTu, SiB-
JISTIOTCSI JIIIIb He3HAUMTEIbHBIM OTKJIOHEeHMeM Ha ¢GoHe HoMe-
pa, BBIIIOJIHEHHOTO M3 KOHCepBHON 6aHKM. [Mn. 2] IlogobHble
MU3IaHUS CIOKHO OTHENIUTb OT MHOXeCTBa ApPyrux ¢GopM uc-
KyCCTBa, TOYTY HEe COMPUKACAIONINXCS ¢ KHVKHBIMY hopMamu
U ke mupe — ¢ (popmamm mybnmmkanuu. Kak u mpoume
dbopMbl TTyOMMKALMI, KHUTU XYOOKHMKA HE COOTBETCTBYIOT
TIOHSITUIO TIPOM3BEIEeHUSI MCKYCCTBA, TaK KaK IPOU3BeAeHMe
MCKYCCTBA [OO/DKHO 06j1amaTh TaKMM KavyecTBOM KaK emyH-

1Cm. Gesprich Hans Eckert mit Christian Scheffler, ehemaliger
Mitarbeiter der Stadt- und Universitédtsbibliothek Frankfurt am Main
am 16. Februar 2014, uurt. no: Hildebrand-Schat, V., Schnelling, H.
Handverlesen. Kiinstlerbiicher und Pressendrucke aus der
Universitatsbibliothek Johann Christian Senckenberg Frankfurt am
Main. Berlin: Erzeugnisse der Eremitenpresse von V.0., 2015. S. 18.

2 Zeitschrift fiir Tiegel & Tumult. Uberkulturell, offenherzig,
handgedruckt. Kassel 1.1986 — 22.1991; 24.1992 — 25.1992, vorhanden
unter der Signatur Wm 636 in Universitdtsbibliothek Johann Christian
Senckenberg, Frankfurt am Main.
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CTBEHHOCTb OPUTMHAJA, WU XK€ YHUKAJIbHOCTb. VIMEHHO ITO-
9TOMY TNpU3HaHME B KaUyeCcTBe MPOM3BEIEeHMIT UCKYCCTBA TaKUX
KHUT, KaK KHUTU [OBMKeHUs OIIOKCYC MM HOMepa KypHasa
«Tiegel & Tumult», Takke BCTpeYaeT COIMPOTUBIIEHNE.

HecomHeHHO, M3gaHMsI, KOTOpble He ITOANAIOTCS OMOIMO-
rpadudeckoit KoguuUKauyun, CTAJIKUBAIOTCSI C OIPEemeIeHHOr0
poJa CJIOKHOCTSIMM IPU UX BKIIOYEHUM B OMOMMOTEUHBIN ap-
XuB. Peikyie ¥ B 0COGEHHOCTM JOPOTHE U «XPYIIKME» IK3EMILISI-
pbI HE MOTYT MTOKUAATh OMOIMOTEKY, M UMTATETb MOXKET ITO3Ha-
KOMUTBCSI C HUMM MCKIIOUMTEIBHO B UMTATbHBIX 3anmax. Tor
(axT, 4TO pSA, KHUT IOATIAZAET IOA 3TO IpaBuio 6e3 ybemu-
TeJIbHbIX OCHOBaHMI, MOXKET 00BSICHATHCSI KOHKPETHBIMY TTPUH-
LMIIAMM OTHOEJIbHO B3ATOi 6ubmmoreku. Elfe 6osblieil 3a60Thl
TPeOYIOT KHUTH, UbSI COXPAHHOCTh M3HAYAIbHO 3aTPyAHEHA U3-
3a popmata m3gauusa. TakoBa, Hampumep, KHUra «JIepeBo Ko-
IOB» amMepuKaHCKoro mmcartenst IxkonataHa Cadpana Poepa.
CTpaHMIIbl, U3 KOTOPBIX BbIpe3aHbl OTHEIbHbIE CJIOBA U IIJIbIe
CTPOKM, TpeOYIOT Upe3BblUaiiHO OGepeXHOro obpaiieHus. [H.
3] llpopesu B nucTax BCerga MOTYT pacIIMPUTHCS OT HEBEPHOTO
VI PE3KOTO OTKPBITUSL WIM TMPOCTOTO IT€pPEeIVCThIBAHMS.
HecmoTpss Ha cBOM OCOGEHHOCTM, KHMra OblIa HOMyIIeHa
K OOBIYHOI Mpomaske ¥ MCIIOAb30BAHUIO €€ B JOMAIIHUX YCJIO-
Busix!. MOXHO HOJITO CIIOPUTH O TOM, CTOUT JI PacCMaTpuBaTh
«JlepeBo KOHOB» KaK KHUTY XYIOXKHMKA M MOXHO Ji 6paTh I10-
IOOHbIe HEOOBbIUHbIE KHUTY M KHUTY XYOOKHMKA AOMOM. DakT
octaetcs ¢akrtoM, Kuura Cadpana ®oepa — SIpKuii IpuMep TO-
ro 6e3BBIXOIHOTO ITOJIOKEHMSI, C KOTOPBIM CTaJIKMBAETCS OIl€HKa
MOJOGHBIX KHUT 10 UX MaTepPUAIbHbIM ¥ MeAVaTbHbIM COCTaB-
JISTIOLIVIM.

HexoTopast TepMuHoOIOTMUYecKasi HeOIpeaeleHHOCTh U Mpa-
BwIa 06pPabOTKM M BHECEHMS] KHUT B KaTaJOTU BIMSIIOT IOPYT

! Ha maHHBI/ MOMEHT KHUIa HaXOOMUTCS B pacCMaTPUBAeMO 6MO/ImMo-
TeKe TOJbKO B UMTAJILHOM 3aJie.
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Ha JIpyra M TeM CaMbIM YCYTYOJISIOT TOJOXKEeHVEe KHUTU XYIOXK-
HMKA, a TAKKe 3aTPYIHSIOT MCCaenoBaHus ee eHOMeEHA B Iie-
aoM. OTCYTCTBUE YeTKOM, OJHO3HAUHOM KaTeropmsaliuu, cjie-
JloBaTeIbHO, OKa3bIBAeT BIMSIHME U HA OTIOCPEIOBaHNE, TIOTOMY
YTO OIOCpPEeIOBaHME JOCTYITHO JIMIIb TOTHA, KOTHA €ro OObEeKT
BBIpaKeH B TepMiMHaX. OTHAKO 3TOT 0O0BEKT YCKOMb3aeT OT IIPu-
CTaJbHOTO BHMMAaHMSI MccileqoBaTens. 3auyacTylo B CUTYaLUU,
KOT[la KHUTA XYOOKHMKA SBJISIETCS] YaCThIO KOJUIEKIMM, OHA TI0-
MeyvaeTcsl COBepIIeHHO pa3HbIMM TepMUHAMM, HaTlpuMep, «Uj-
JIOCTPUPOBAHHASI KHUTA», «KpacUBasi KHUTa» WIM JKe CIUIIKOM
IIMPOKUM TIOHSATUEM «CHEIMATbHAS KO/UIeKuMs». O6mmmM st
JAHHBIX TEPMUHOB SIBJISIETCSI TOJMBKO (DAKT TOTO, UTO BCE OHMU
MOIYT BK/IIOYaThb B Ce6s KHUIY XyookHMKa'. IIpm momucke
110 YKa3aHHbIM K/TIOUEBBIM CJIOBaM CIIMCOK HaliIeHHBIX 00beK-
TOB OyIeT IJIMHHBIM, U CpeIy HUX He OyIeT CrenuagsbHoro 060-
3HAUEHMUS JIJIT KHUTY XyTOKHUKA.

[Tpo6emMa 3akiaOUYaeTcs B OMOIMOTEUHON CUCTEME KIacCu-
duxkauyu. OHa pacronaraeT HelOCTaTOYHbIM KOJIMUECTBOM BO3-
MOXXHOCTEV JIJIS1 BBISIBIIEHUST MCKITIOUMTEIbHBIX 0COOEHHOCTENA,
BBIXOISIIIMX 3a PaMKM OOBIYHOI creruduranyum KHUr. eii-
CTBEHHBIM Cpe[CTBOM pacCIiO3HABAHMUS XYIOXECTBEHHBIX KHUT
asisietcss RDA (Resource Description Access) — 6MGIMOTEUHBIN
CTaHZAPT IJ1s paboThl C KaTaJIOrOM. B cBoeit paboTe OH YUMUTHI-
BaeT TaKke MY3eiiHyI0 crneuuuKkaiyo, KoTopas paboraeT Kak
IOTIOJTHEHYE K OMOMMOTEUHOM, BBIXOIS 32 PAMKM TeX XapaKkTe-
PUCTUK, OT KOTOPBIX OTTAJIKMBAIOTCS GMOIMOTEUHbIE ITPOTPaM-
MbI2. Ceromust RDA cTaHOBUTCS Bee 6ojiee HOCTYIHBIM IS IN-

! Tog, mumekcom Wm, Hampumep, TakKe CTOSIT KHUTY, KOTOPbIE CYMTa-
IOTCSl «II€HHBIMM» M3-32 UX CTOMMOCTM, HO KOTOpPbIE COBEPIIEHHO
He COOTBETCTBYIOT KPUTEPUSIM KHUTU XYHOKHMKA, 32 UCKIHUYEHUEM
OPUTMHA/IbHBIX ITEUAaTHBIX MPOM3BEIeHN U hakCUMuUIIe.

2 TlepBblil IepeyeHb OCHOBHBIX MOHATHUII RDA 6511 OIy6IMKOBaH B aB-
rycte 2011 roma B Peectpe oTKppITEIX MeTagaHHbIX (OMR).
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POKOTO UCMOMb30BauusA!. TakuM 06pa3soM, CETOfHS Pas3INUHbIe
cdepbl MOTYT GbITh OObEAVHEHBI OJHOV MPOrpPaMMOii TTOUCKA,
YTO IOMOraeT B KOHKpeTU3aluy IMOMCKOBOTO 3ampoca.
Bo3HuxkawlIiue B OTOeNbHBIX MHCTUTYLIMSX BOIIPOCHI O CTa-
Tyce KHUTU XyOOKHMKA CBUIETENbCTBYIOT 00 OTKPBITUM CAMOTO
obbekta. Ha mpoTsskeHMM MHOTMX JIeT KHUTa XyOOKHMKA
He ObUIa TPEeOIMETOM OTHENbHON Y4YeOHOM IUCHIUIUIVHBL.
[To pa3HbIM MpUUMHAM Monurpaduueckoe meno, JUTEPaTypO-
BelleHl)e ¥ MCKYCCTBO3HaHMe UTHOPUPOBAIY KHUTY XYLOKHUKA
Kak sIBJIeHMe, He PacCMaTpuBasl ee B PaMKaX OTAENbHbIX CEMM-
HapoB WM Xe Jiekuuii. OLHAKO B MocjaegHee BpeMsl KHUTa XY-
OOKHMKA Havaja TomnaaaTh B (OKYC pas3IMUHBIX MCCIeHoBa-
HMit. BbIIO pacrio3HaHO 0cob6oe ee KAyeCTBO COUeTaTh B cebe
OOHOBPEMEHHO MaTepuaibHble U MeAValbHble KOMITOHEHTBI
CeMUOTUYECKUX TPOIieccoB. O MOTPe6GHOCTM B OMOCPEIOBAHUM
KHUTY, TOAYEPKUBAWILEN ee MaTepUaJbHOCTb U MeIMallb-
HOCTb, TOBOPUT COTpyInHMULIA Pypckoro yHuBepcureta MoHMKa
[Imuti-dmanc. Kak suTeparypoBenl, OHa (OKYCUPYETCS
Ha TEeKCTaxX KHUT XyJOKHUKA. [laHHbIe TEKCThI Y)Ke B Mpoliecce
CBOEro CO3JaHMs B3aMMOJENCTBYIOT C KHUIOM Kak C IpeagMe-
TOM, OTpeesisis ee MaTepuaabHbie M MemuaabHbie CBOICTBAZ.
Annet TunbepT uccienyeT KHIUKHOE TTPOCTPAHCTBO HA MpUMe-
pe penpMHTHBIX u3dauuii u nepeusdauuii’. Takke TOCTOMHO
YIIOMMHAaHUS KPaKoBckoe oObennHeHMe «JluTepaTypa», 3HaUe-
HMe KOTOPOTO ITOAKPEIUISIETCSI HOBBIMMU ITyONMUKAIIMSIMMU U BbI-

1Cm. TIIpecc-pemms  Hemelkoil  HaIMOHAIbHOM  6GUOIMOTEKM
oT 1.10.2015 http://www.dnb.de/DE/Aktuell/Presse/
erschliessungRDAstart.html (maTa o6pamennsi: 30.06.2018).

20pHa ¥3 caMbIX IOCMeAHMX Dyoimraumii: Schmitz-Emans, M.
Wendebiicher — Spiegelbiicher. Uber Kodexarchitekturen in der
Buchliteratur. Berlin: 2018.

5 Gilbert, A. Wiederaufgelegt. Zur Appropriation von Texten und
Biichern in Biichern — Wiesbaden: 2014.
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crymwienussvu!. Kpome TOro, KHura XymoKHMKA KaK XYmDOXKe-
CTBEHHBIVI OOBEKT BCE Yalle CTAaHOBUTCSI OOBEKTOM HAYUHBIX
uccaenoBaHuii. IlpyMepaMu MOTYT CITYSKUTb HaydHbIE ITPOEKThI
HImutn-Omanc u Yappusa DpHCTA, a TaKKe CTAaHOBSIIMECS
MHOTOUYMCJIEHHBIMM CITPABOYHbIE MOCOOMS M COOPHUKU paboT,
TTOCBSIIIEHHBIX AAHHOMY IpeaMety. [Togo6HbIe TPOEKThI MOXK-
HO HAaWTM B KOHTEKCTE MCCAeIOBAHMIA, TIOCBSIIEHHBIX WUTpe
¥ IBWKEHMIO, B BepiMHCKOI ToCcymapCcTBEHHON GMOIMOTEKeE.
B HUX B KauecTBe IpMMepa CPeACcTBa XyIOKECTBEHHOTO BbIpa-
SKeHMST IPUBOOMUTCS psif, Gopm mybamrarit?,

Memoduueckuii nalopanusm u onocpedoeaxue 8 KOHIMeKcme KHuz2u
XYOOXMCHUKA

HasBaHHbIe acreKkThbl CO37al0T OCHOBY IJIs1 akaJleMUueCcKoro
ornocpenoBaHysi. OHO MOXET UCIOAb30BaTh METObI Pa3IMYHBIX
IUCHUIUIVH IPUMEHUTENbHO K UCC/IeJOBAaHUIO KHUTYU Xy 0XHU-
Ka. [IoHATUITHO-MeTOA0IOTMUeCKUI aniapaT UCKYCCTBO3HAHMS,
BK/IIOUAIONINIT B ce6s MOAXOMbI K SKMBOITMCU, apXUTEKTYype,
CKY/IBIITYpe UM MHCTAUISILIUU, COTEPKUT KOHILIEMTYa/JIbHbIN Kap-
Kac, KOTOPBIiI MOKeT ObITh MPUMEHEH K JII060MY XYIOKeCTBEH-
HOMY 00BeKTY (006/1a[aiolIeMy CBOMM 00pa3soM 1 HaJeJIeHHOMY
IMPOCTPAHCTBOM), B TOM YMCJI€ M K KHUTE XyOOXKHMKA. [lanbHeli-

! Cp. Bazarnik, K. Liberature. A Book-bound Genre. — Prag: Joyce &
Liberature, 2011. Fajfer, Z. Liberature. Collected Essays 1999—2009, ed.
by Katarzyna Bazarnik. — Krakau: 2010.

2B kauectBe mpumepos: Hildebrand-Schat, V. Die Kunst schlagt zu
Buche. Das Kiinstlerbuch als Grenzphdnomen. Lindlar: 2013; Kunst
verbucht. Handschriften und friihe Drucke als Quelle der Inspiration fiir
das Kiinstlerbuch. Berlin: 2015; Schmitz-Emans, M., Bachmann Christian,
A. Biicher als Kunstwerke. — Berlin: 2013; Schulz CH.-B. Poetik des
Blatterns. NY: Hildesheim, Ziirich, 2015; Bachmann Christian, A., Emans
L., Schmitz-Emans, M. Bewegungsbiicher. Berlin: 2016; Barbarino, Ch.
Das Buchkunstwerk von Gerhard Altenbourg. Berlin: 2018
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III/i€ TOYKM COITPMKOCHOBEHMS HaXOASTCSI B VICC/IEIOBAHUSIX KU-
HO- U MeJIMa-TIpOCTPaHCTBA, YbM METOABI UCC/IeTOBAHMS] TEXHU-
YeCKUX MOMEHTOB MOTYT ObITh MPUIOKEHBI K TAKOMY OOBEKTY
KaK KHUTA Xy OKHMKA.

[[IMpoKuit MEeTOLOIOTUYUECKUIA allapaT, HeOOXOOMMBbIN ISt
MCC/IeOBAaHMUS KHUTY XYIOXKHUKA, TeM Ooyiee BaskeH, UTO XyIO-
’KeCTBeHHbIe KOMIIOHEHTbhI MOMOOHBIX KHUT OTHIOAb He SIBJISI-
IOTCS MCK/IIOUMTENbHO BHEIIHMMM ITposiBieHusMu. O6 3ToM
HEOJJHOKPAaTHO YIIOMMHAJIIOCh B MCCAeNOBaHMUSIX, B TOW WU
MHOWM CTeIeHM ITOCBSIIEHHBIX KHUTE XYIOXKHMKA U KHUKHO
dopme B menom'. IxkoaHHa IpyKep TOBOPUT O «KHMKHOCTU»
(«bookness»), 4TOOBI TTOIUEPKHYTh CMBICIOOOpa3yiolee 3HaUe-
HMe COBOKYITHOCTM Xy[OXXeCTBEHHBIX, MaTepUaabHbIX U MeOu-
allbHBIX KauecTB KHuru?. J[Ixkeccuka IIpeccMaH MCIIOIb3yeT
cxomHblit TepMuH («bookishness») miast o6o3HaueHuss ocobeH-
HOCTel, BBITEKAIOIIMX 13 BHEIIHel KOHIIEeIIIUM TeKCTa, KOTO-
past BK/IIOUaeT B cebsl CBSI3aHHbIE C KHUIOI M o6Gpasyoliue,
KOHCTUTYUpYIOIIE KHUTY (akTophl’. Bpi6paHHble MMM Tep-
MMHBI TOUePKMBAIOT B3aMMOCBSI3b MaTepuaabHOM U Hemarte-
PUATBHONM COCTABISIOIINX, 06Pa3yIOMNX TO, YTO B KOHEYHOM

!Tlon, 3aronoBkomM «KHIDKHasi jauTepaTypa» Monuka IIMuti-dmaHc
Ha3bIBAET TaKMe TEKCThI, KOTOPbIE ObUTM HAIIMCAHBI C [ENbI0 UX ITy6ITN-
KAl Ha KHYDKHOM HOCHTEJIe WU B IIPOCTPAHCTBE MeIua.

2 CrenyuKa KHUKHOM Cpelibl COCTOUT B ee «KHMKHOCTU», CBOeobpas-
HOJ MIEHTUYHOCTM, BBITEKAIONIE U3 ICTETUUECKMUX ACIEKTOB, KYJIb-
TYPHOTO U MeTa(p31UeCKOro IIPOCTPAHCTBA, a TaKke (GopMabHOTO 00-
nuka cMm. Drucker, J. The Century of Artists’ Books. — NY: 1995. — P. 9.

5 Pressman, J. The Aesthetic of bookishness in the twenty-first-century
literature // The Michigan Quarterly Review. V. XIVIII‘. 1. 4.
Bookishness: The New Fate of Reading in the Digital Age, Fall 2009. P.
465—482.
4 https://quod.lib.umich.edu/m/mqr/act2080.0048?c=mqr;c=
mgrarchive;g=mqrg;rgn=main;view=fulltext;xc=1
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uTore GymeT Ha3BAHO KHUTOM XYOOKHMKA WM K€ KHUTOI BO-
oobe!.

[MTockonbky hopMa 1 06IMK KHUTM HeloCpeACTBEHHO CBsI3a-
HbBI C ee BOCIPUSTMEM, BOIIPOCHI O TTOATOTOBKE MaTepUaIbHOI
COCTaBJISIIONIEl KHUTHU, TaK CKa3aTh, KHMKHOTO Teja, OCTAlOTCS
aKTyaJbHbIMU. B 4acTHOCTH, MHTepeC MpeLCcTaBisieT copepxka-
HMe, TO eCcTb «(OPMbI UYTE€HMSI», CO3aHHbIE aBTOPOM B TEKCTe,
a TaKke ero MoHMMaHue GOPMbI U MaTepuasa OymyIieil KHUTK.

Takue coobGpaskeHUs] MPUOGPETAIOT BCE GOMBINYIO aKTyaslb-
HOCTb 6/1arogapsi pacnpoCcTpaHeHUI0 HOBbIX (OPM Meua, a TaK-
SKe IUTUTATIN3ALUU Cpelibl B 11eJIOM, KOTOpasi MU3MeHsIeT YCIOBUS
MPOM3BOJCTBA, PACIIPOCTPaHEHUS U BOCTIPUSITUSI KHUT. Bynyliee
TTOJIO’KEHVE KHUTY OTHOCUTENbHO MPAKTUUYECKOi nHbopMaIm-
OHHOIJ1 cpefibl ¥ YyBCTBEHHOT'O OTbITA, TTOCAEICTBUSI 3TOTO M0JI0-
SKeHUSI 11T KOHIETITyaIu3aluu 1 o6/MKa OyIymmx Meaua rmoka
He OIpeJiesIeHbl.

W3 comocraBneHnsi MaTepuaJbHOM U HeMaTepUaIbHOM CO-
CTaBJISIIONIE} KHUTY CTAHOBUTCSI OUEBUAHBIM pasjnyye B o6pa-
meHuu ¢ Heii. OTHASISICh OT BOIIPOCa, Kakoit 13 ABYX (hOpMaToOB
JIy4Ille, CTOUT OTMETUTbD, YTO HEOCTIOPUMBIM SIBJISIETCSI TOT (DaKT,
YTO MaTepuas U cpefla ONpenensiioT BocopusiTue KHUru. [lomu-
MO TOTrO (paKTa, UTO BHIOOPY HIpMdTa ¥ GyMaru Bcerma rmpuaaBa-
JI0Ch GOJIBIIIOE 3HAYEHME JIJISI YATATETHCKOTO OIIbITa, OUEBUTHO,
YyTO rep@opMaTUBHbBIE ACTIEKTHI KHUTU TOKE UTPAIOT He MocIe -
HIOIO POJib. B KOHTEKCTe KHUTU Xy[IOKHMKA JaHHbIe TIPMEMBbI 3a-
YacTyl MCIOIb3YIOTCS OCO3HAHHO, TIpeciefys olperereHHbIe
XyIOKeCTBeHHbIe 1e. TakuM 06pa3oM, CTAHOBUTCS SICHO, UTO
9TU KHUTU He TIPOCTO CJIYXKAT CPeiCTBOM UTEeHUS] MJIM KOHTel-
HepOM JJ1s COiepsKaHMsl, a SIBJISIIOTCSI 06beKTaMM, COfepsKaTeb-

! B TO BpeMs KaK TePMMUH «KHUTa XYIOKHMKa» ObIT BBEIEH, HO He GbII
yeTKO onpeneneH, Monuka IIMuTn-9maHc uCHOOAb3yeT TEPMUH
«KHIMKHAsI JIUTepaTypa» IJIS JIMTePaTyPHBIX TEKCTOB, BbICKA3bIBAHMS
KOTOPBIX CYII€CTBEHHO BBIMTPHIBAIOT OT AM3aiiHa KHUTM.
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HOCTb KOTOPBIX COBOAZAET C UX MPEeAMETHOCTHIO.

[MosToMy Tipu onocpeAOBaHUM KHUTU XyOOXXHMKA BO3HMKA-
eT BOIIpOC 00 OCHOBOIMOJIATAMIIEM [JI MpeaMeTa IPUHIINUIIE,
KOTOpBIt B TO K& BpeMs JO/DKeH YUMTHIBATh crielnuduueckme
IIST KOJIJIEKLIVI 0CO6eHHOCTHM. B JaHHOM KOHTEKCTe TPUHIIAIIN -
aJIbHOTO 3HAUYeHMs He UMeeT (HaKT TOTO, SIBSIETCS JIM KHUTA XY-
IOKHMKA YacThI0 OMOMMOTEUHON WM MY3€iHOV KOJUIEKIUMA,
TTOCKOJIbKY KPUTEPUU IJIsI paboThl C STUMM KHUTAMM IODKHBI
OBITH OTpeAe/eHbl JAaHHBIM MPUHUINUIIOM. IIpMHMMAast BO BHMMA-
HMe TOT (aKT, YTO OGMOIMOTEKM OTKPBIBAIOT JOCTYH K OCOOBIM
KHUTaM, YTO O3HavaeT He TOJbKO 03HAKOMUTEJIbHBIV TPOCMOTP
9TUX KHUT, HO ¥ paboTy ¢ HMMM, ObIIO ObI IIEJIECO0OpA3HO pac-
CMOTpETh BOIPOC O TOM, He CJIeAyeT JiM NMPUMEHSTh K KHUTaM
XYIOKHMKA 0COObIe, CrelaabHble ITPaBuia, OTIMYHBIE OT TEX,
YTO IIPUMEHSIIOTCS K KHUTaM JPYToro TUIla, HaXOASIIMMCS B ap-
XUBe.

31ech Mbl CTAIKMBAEMCS C MOIMBITKOM IT€pecMOTPeTh CTaTyC
KHUT XyHookHUKa. Orpepesnissi JaHHble KHUTY Kak ITpOM3BeJe-
HMSI MCKYCCTBA, MHCTUTYLIMSI, BO3MOXHO, paspeunT gujieMMy,
BBITEKAIOIIYIO 13 KOHCEPBATUBHBIX MPeANCcaHmii, C OTHOM CTO-
POHBI, U HEOOXOAMMOCTHIO perjaMeHTUPOBAHHOrO obpaile-
HUSI — C IPyroit. DTO O3HAUYAeT, UTO ImparMaTtudyeckye ¢pakTopbl
KacaTeJbHO JaHHOTO TUIIA KHUT O/DKHBI pacCMaTpuUBaThCS Ha-
psny ¢ hakTopamMu 3CTETUIECKUMA.

Ha sToM ¢oHe, B CBOIO ouepeb, BUIHO, YTO KaKuUM ObI 3HA-
yeHMeM He 00J1aiaia TepMUHOMOTMYeCKas puKcatmst ajist uccie-
JIOBATEeIbCKUX CUCTEM, €e CMBbICI MPaKTUYeCKu yTpauumBaeTcs,
KOTZAA pedb 3aXOOUT O KOHKPEeTHOM mpenmere. Beab Ha3BaHUe
KHUTHU, UMS XyOOXXHMKA TIO CYTM CBO€ii Majlo0 UTO TOBOPSIT
O BHYTPEHHMX 3aKOHOMEPHOCTSIX CaMOil KHUTU. B OCHOBe KaK-
JIOVi KHUTY JIEXKUT KOHLeNIMS, 3aJaHHAasI ee co3/aTeneM — aBTO-
pOM WM XYOOKHMKOM. OTa KOHIEMIMS BCeraa HarpaBjieHa
Ha TO, YTOOBI BBI3BATh Y pELIMIIMEHTA OIpee/ieHHble UyBCTBA
WU 3Ke TepemaTh HEKOTOPYIO MbICTb. TakuM 06pa3oM, OTHIesb-
Hble KOHIENINM, peayin30BaHHble B KHUTe, MOTYT OTIMUYATHCS
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IPYT OT Opyra Takke CUIbHO, KaK, HalpuMep, CpegHeBeKOBas
¢burypa MaJIoOHHBI OT COBPEMEHHBIX CEPUITHBIX CTATYITOK.

s ormocpemoBaHus 3TO O3HayaeT, YTO Kaskaasi KHUTa Xy-
OOKHMKA IO/DKHA MHIOMBUAYAJTbHO pPAacCMaTPUBAThCS, B TO
BpeMsl KaK XapaKTepHble [Jid Hee 0COG6eHHOCTM TOJIKHbI ObITh
MCCIIeIOBaHbl M U3JIOKEHBI. B pemKMx ciaydyasx IJjsi 9TOrO J0-
CTaTOYHO OOPATUTHCSI K PasBOPOTYy KHUTU. B jyuimem ciaydae
MOSKHO MPUBECTM B KauecTBe IMpuMepa CTUIUCTUUECKOe CBOe-
obpasue KHUTH. B TO ke BpeMsl KOHIIeMIus OO/KHA BMeIaTh
B ceOs He TONbKO 3CTeTMUECKUe KauecTBa, HO M YUUTHIBATH
MaTepuanabHble ¥ (QYHKIMOHAJIbHbIE CBOJCTBA. DTO MOXHO
clenaTh, HaIIPUMeD, OIMChIBASI KHUTY Uepe3 ee 1M300pasuTelb-
HYIO KaHBY, OTPa’k€HHYI0 Ha HEKOTOPOM KOJMUYECTBE CTPAHMUII.

CrenmyeT Tak)ke OTMETUTb, UTO KHUTA, BHIXOASIIIAS 3a ITpefe-
JIbI IIPOCTO TEKCTOBO Cpebl (UTO OIMATh-TAaKM 0O3HAUYAET €e OI10-
cpefoBaHMe WM MeAUaJbHOCTb), AO/DKHA 06JafaTh MaTepu-
aJbHBIMM TMapaMeTpaMu, Oabbl YMTaTeNlb, €€ PelUIIMEHT, MOT
MMeTh BO3MOXKHOCTb Uepes pa3Hble KaHaIbl BOCHPUSITHUS ITO3HA-
KOMUTBCSI C MaTepUaJbHBIMU IlapaMeTpaMy U IMPOMOPLMSIMU
KHUTU. [Mnn. 4].

OmHaKo KaK MOXKET IIPOSIBISITbCS MM GbITh BbIPaskeHO, ap-
TUKYIMPOBAHO ONOCpeIOBaHMe B Y3KOM KOHTEKCTe OTHeNbHOI
JAexkuuyu iy cemuHapa? IIoCKOMbKY B Maease B paMKax IMO#o06-
HBIX aKaJeMMYECKMX O0Opa30BaTeIbHBIX ITPOEKTOB TOJIKHBI
OBITH IIpEeCTaBJIeHbl OPUIMHABI KHUT, TO JAHHbIE MEPOIpPUS-
TUSI OO/DKHBI IPOBOAUTHCS B MPOCTPAHCTBE KOHKPETHBIX OU6-
JIMOTEUHBIX MM MY3€ifHbIX KO/UIEKIIMSIX. DTO, pasyMeeTcs, IMo-
TpebyeT M3BECTHOI TOTOBHOCTM OOO3HAUEHHBIX IMPOCTPAHCTB,
KauvecTBa M KOJIMYECTBA UX IIaTHOopM.

Ocob6ble KHUTHM, IIPEICTaBJSIONIMEe TOPAOCTh OMOIMOTEK
¥ My3eeB, OObIYHO TOCTYIHBbI VCKTIOUUTETbHO B UUTAIbHbIX
3ajaX. UMTaAbHBINA 3] OTAMYAETCS IO CBOEii OpraHM3anuu
OT TIPUBBIYHOTO OMOIMO-MYy3€ifHOTO IPOCTPAHCTBA — TaM
HeJIb3s1 TPOMKO TOBOPUTh, UTO 3aTPYOHSET IPOBEeAEeHME TaM
JIEKIMOHHBIX ¥ CeMMHApPCKUX 3aHATUIL. B 1IesIX COXpaHHOCTH
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M COIJIACHO TMpaBujiaM OuOIMOTEK MOJOOHbIe KHUIY Hejb3s
BBIHOCUTDb. TakMM 00pa3oM, 3aHSITUS, MOCBSIIEHHble KHUTAM
XYIOKHMKA, BOSMOKHBI B Ipeaenax GMOIMOTEKM, eCIU TOIbKO
6MOIMOTEKA TOTOBA IPEIOCTABUTh OTHEIbHOE IMOMeNIeHue s
IOMOOHBIX 3aHSATUIL. B [JOIOHEHME K 3TOMY, [IJISI JOIIOJIHM-
TeJIbHOM COXPaHHOCTM KHUTM OHA BBIZAETCS MO, IMPUCMOTPOM
COTpymHMKA 6MOIMOTEKN. Bce BhIIEN3TOKEHHbIE ITPOLENYPbI
TpeOyIOT OT 6MOINOTEK MOTOMHUTEIbHBIX PACXOMIOB, U MaleKo
He BCe MOTYT IO3BOMIUThL cebe MOgo6GHOT0 poma MepOIPUSITHUS.

Ipumepur akademuueckoli pa6omst ¢ KHU20Ti Xy0OHCHUKA

B xauecTBe NMpuMepoOB YCTONUYMUBOTO COTPYAHMNUECTBA MEKITY
OMOIMOTEUHO ¥ aKageMUUeCKOil MHCTUTYLIUSIMY MOKHO IIPU-
BECTM [Ba KPYMIHBIX IIPOEKTa: BO-NE€PBbIX, MapMXKCKyl0 IIaT-
dbopmy, usBecTHYIO mof ab6peBuaTypoit LivrEsC, cyiecTByio-
myio Ha 6ase bubmmorekn YKaka [yce!, a BO-BTOPBIX, CUCTEMY
OPAC, B KOTOpOJ 3ammcaHbl MepPUOAMKA UM KHUTU XYAOKHUKA
B COCTaBe YHMBEPCUTETCKOi 6ubnmoreku HMorana Kpucrtuana
3eHkeHbepra.

LivrEsC (Livre: Espace de Création) cTrasa pe3yibTaToOM CO-
TpymHMYecTBa Mexxny bubnuorexoit XKaka [ece u YHuBepcTu-
tom [Tapuk 111 B nmepuog mexay 2010 n 2014 romamu. bnarogaps
3TOMY ITPOEKTY 6bIO OLIMGPOBAHO MHOKECTBO KHUT XyIOKHMKA
u 6bUTM COBPaHbI MCCIEAOBAHMS O CO3TAHMUU U TTPOUCXOKIEHUN
OOMbIIMHCTBA U3 HUX. OCHOBHOE BHMMAaHMeE yIe/sI0Ch BMECTH -
MOCTM TEKCTOB, & TAK)KE MPOCTPAHCTBY KHUTY KaK 06JIaCTY B3au-
MoOIecTBus MexXOy wu3obpaxkeHuem u TekcTtom?. Ceituac
Ha cajiTe MpOeKTa MOXHO MPOCMOTPETb OTAEeNbHbIe CTPaHMUILIbI
KHUT ¥ MOJYYUTh COOTBETCTBYIOIIME OMOaMorpaduieckmue mJaH-

U http://my.yoolib.com/bubljdlec/. (maTa obpaimenns 11.01.2019).

2 www.livresc.org. OTBeTCTBeHHbIMM 3a IpPOoeKT 6puin Codu JleceBuu
(Bibliothéque littéraire Jacques Doucet) u dneH KamreitHonb-KaTtenb
(Université Sorbonne Nouvelle-Paris 3, CNRS).

29



Hble. Kaskgast KHMUra COIPOBOXKIAETCS MOAPOOHBIM aHATM30M,
KOTOPBIN JOMOMHSET KOHTEKCTYyaaIn3alui0 KHAT HapsiLy C Ucciie-
JIIOBaHMSIMM TeHe31ca U KOHIIeIIIUMN.

Haunnsie, BKaoyeHHbIe B OPAC Bubnmoreku dpaHkdypTcKo-
TO YHUBEPCUTETA, OCHOBAHbI Ha IVIOAOTBOPHOM COTPYOHUYECTBE
¢ UHCcTUTYTOM MCTOpUM UCKYCCTB Ipyu YHUBepcuTeTe ['eTe B me-
puog, ¢ 2012 o 2015 rogpr'. TeopeTndeckast paboTa ¢ KHUTaMU
TpMBeJia K 60Jiee IMMUPOKUM BOIIPOCAM OITOCPEIOBAHMS, TaK KaK
CKOpO CTaJI0 OYEBUIHO, YTO KHUTY JAHHO TPYIIIIbI MOKHO Haii-
™M B 6uOIMOTEKE, MPUOETHYB K TIOUCKY, OTTAIKWBAIOIIEMYCS
OT CIeLlMaabHO 33JaHHbIX ITapaMeTpPOB: Ha3BaHMe KHUTU U UMS
apropa. M3 rpymmsl o603HaueHnit Wm (rme Wm o3Havaer 1eH-
HbBI/ ¥ COBPEMEHHBIN; IPYIIia OT/IMYAEeTCSI CBOE HEOOHOPOOHO-
CTbI0) 6bUTV BbIOpAHBI HA3BAHMS, TOATIAAAIONINE 101, KATETOPUIO
KHUTY XYOOXHMKOB. OCHOBHBIMM KPUTEPUSIMM OTOOpa ObLIU
3KCIEePUMEHTaIbHbIe POPMBI TM3aiiHa, KOTOPbIe 0COOBIM 06pa-
30M XapaKTepu3YIOT B3aMMOMENCTBME TeKCTa, M300pakeHUs,
MaTepuana M BbICKa3biBaHMS. BbIJIO MOKa3aHO, YTO pasianyue
MeXIy TeYaTHbIMU U3TAHUSIMU U KHUTAMU XYL OKHUKOB, KOTO-
pOe YacTo UCIOIb3yeTcs B BOMPOCAX OIpejiesieHNsI, He SBJSIeTCs
TTOKa3aTebHbIM. DTO ObIIO BUIHO IO OMMCAHMUSM, CO3IaHHbIM
CTyIeHTaMM K BBIOPAaHHBIM O6BEKTaM. DTU OMMCAHUS ITOMUMO
aHanu3a U MHTepIpeTalyy Takke KOHTEKCTyaIu3UpOBaIM KHU-
™ XygokHUKa. s 6osiee TMOMHOTO MCCIAOBAHMS KaTayor
MpefoCTaBiseT CeqyoIlyl0 BO3MOXHOCTh: BO3MOXHA Bbifaua
MHTEpeCy0Iero 3K3eMIUIsipa Mo YTBePXKIeHHOMY ITPOeKTY. DTOT
MPOEKT CIYKUT HEKOTOPHIM PYKOBOJICTBOM [IJIs1 MCITO/Ib30BaHUS
06paboTaHHOII YacTM KaTajora, MapKMPOBAaHHON WHIEK-
com Wm.

! Tlpoektom pykoBoamna Buoma Xwuiabme6panm-Ilat. OH duHaHCKUpPO-
BaJICcs 3a cueT cpeacTB PoH/IA KyAbTypbl [ecceHa, YHUBEPCUTETCKOIT 6116-
muorteku MoranHa Kpucruana 3eHkeH6epra, @oHma HEMEIIKOM HayKu,
®onpa XaitHia Hukegopda u accotnmanyeit mpyseii [ete-IHCTUTYTA.
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B mporiecce McienoBaHmsI KHUT XYOOXKHUKOB CTalIO SICHO,
YTO OIMCaHMS, KOTOpbIe MAOMONHSIOT 6ubmuorpaduyecke
IaHHbIe, CIIOCOOHBI IIepefaTh UAEI0, HO, pasyMeeTcs, UX Hemo-
CTaTOYHO, YTOOBI OXBATUTh KHUTY B IIOJIHOM OObemMe. VHbie
0COOEHHOCTM BOCIIPMHMMAIOTCS TOJILKO TOIZA, KOrma B3auMo-
JeVICTByelllb C KHUIOM HaIpsIMyl0, HalpuMmep, JUCTas ee,
a MHOTAA M JIUCTasl B OIpeJleIeHHOM TeMIle UM e C orpene-
JIeHHBIM PUTMOM, 3aJaHHbIMM caMoOl KHUroi. Hampumep, BbI
MoskeTe IoAyMaThb O KuHemartorpabudecknx addekrax u 3By-
KaX, KOTOpbIe CO3[al0TCS PasaMUYHBIMU TUIIAMU KHIUKHOI 6y-
Maru. JTO XapaKTepHO U IJs IephOpMaTUBHBIX AacCIIEeKTOB
KHUTY, KOTOpbIe ObUIM BaskKHOM YaCThI0 XYHOKECTBEHHOM Ma-
Hepbl TaKUX XYIOOXKHMKOB, Kak Bonbd ®ocrenb. Hampumep,
COBMECTHBII repdoMaTuBHbIi pomaH Pocrens u IMurepa daxk-
ke «Postversandroman» (1971) mipeajaraeT mpeoaoseTb paMKu
KHUTY, pa300paB ee ¥ UCIIOIb30BaB KaXKIYIO U3 ee yacTeil Kak
PYKOBOZCTBO K maeiicTBuiol. Il yIOOHOIO pasmesieHus KHUTK
Ha YacTU XYOOXHMKM OTKa3aJaMCh OT METOMOB CTaHIapTHOI
MyOMMKALNY, UCTIONb3YS IJIS COeNVHEHMS] CTPAHWUI, KHVDKHbIE
BUHTBI. ABTOPBI APYTMX ITPOEKTOB MOTYT, HA0OOPOT, YCIOXK-
HUTh OTKpbIBaHME KHUTK. [IpyMepaMy MOMOOHBIX paboT SIBIISI-
oTca kHurn Tomaca baeHma u Beponuku IIsmepc, KOTOpblie
MUCIIO/Ib30BA/IM YIAKOBKY KHUT KaK YacTb CMbUIOBOTO Cofepyka-
HUS CBOMX pabor?. MOXHO IIPOIO/DKUTH STOT MJUTIOCTPATUB-
HbIii sl MPUMEPOB, HO CTOUT CKa3aTb, YTO MPUBEIEHHBIX YXKe
JOCTATOYHO, YTOOBI ITOKA3aTh, YTO CMBIC U (OopMa ITOJOGHBIX
KHUT J@BHO BBIILIN 3a Ipefesbl UX MepernierTa.

1 Vostell, W., Faecke, P. Postversandroman. Neuwied: Luchterhand,
1972, 170 Seiten, 22 x 31 cm.

2Pa6orsl Tomaca  Baenma, com. Ilo cchuikam:  https:/
www.bartlebysbooks.com/ (mata o6pamenus: 29.12.2018) u http://
bartlebybooks.eu/, ux o6ospeBaer Beponuka Illenepc: Schdpers, V.
Biicher / Books. Berlin/Offenbach: 2014.
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Hmozoebsle 66160061 N0 akademMuuecKomy onocpedosaHuro

Haske ecmy He 6paTh BO BHMMAaHMe MPUBeAEHHbIe MaCIITA0-
HbI€ TTPOEKThI, MOXKHO OTIPENIEIUTDb CITEKTP KPUTEPUEB, KOTOPbIE
MOTYT OBITh ITOJIE3HBI IJISI aKaJeMMUYEeCKOTO OITOCPemOBaHMS.
TTOCKOIBbKY KHUTM XYIOXKHMKOB YacCTO He IMPedOCTaBIISIOT MH-
dbopmanuio o cebe uepes BCIIOMOTATeIbHBIN aIlmapaT BBeIeHMit
M KOMMEHTapyueB, HAPYIIAIOTCSI CTaHOAapTHbIE ITPOIeAypPbI
TIpeAIIMCAaHNST KHUTe UCKIIOUNTEIbHO TEKCTOBOI Cpefbl, Hafe-
JIEHUSI CTATyCOM HOCUTENSI TEKCTa, YTO, BO3MOSKHO, SIBJISIETCSI
TepBBIM IIArOM K IMTOHMMAaHMIO KHUTY XYIOKHMKA KaK IIPou3Be-
IeHUST ICKYCCTBA.

[MepBUYHBIA 3Tan UCCIEIOBAaHMUSI BO3MOXKEH Ha 06a3e MeTo-
OB, OOIIMX IJIST ITPOU3BEOEHMIA UCKYCCTB. [IpyrMMu CJIOBaMu,
CcHavaja TMpoBOOMUTCS (oOpMajabHOE OIMCaHMe, a 3aTeM, YKe
Ha CJIeqyIONeM ISTare, MCCIeI0BaTe/lb CTPEMUTCS BBISICHUTD,
ToYeMy 3a/Ie/ICTBOBAIMICh T€ MJIM MHbIe MaTepuabl M KaKOBO
MX 3HaueHue B 06IIeM KoHTeKcTe. KpoMe Toro, aHanmsa Takke
Tpe6yYIOT OTHebHbIe 3JIeMEeHTbl HAIlOTHEHUS U 0QOPMIEHUS —
TEKCT, U300 paskeHNsI, MaTepua.

B nm060M crydae M3ydeHMe KHUTY JOJIKHO COTIPOBOXKIATHCS
TTIOCTOSTHHBIM TT€peX0OM OT OMMCAHMSI OCHOBHBIX Pe3Y/bTaTOB
K paboTe ¢ mo60UYHBIMM, PACIIUPSIOMIUMIM BeTKAaMM MCCIe0Ba-
HMSI, HAIlpMMep, COIMOCTaBjaeHueM MHQOpMAaIMM O MpeaMeTe
MCCIeNOBaHMsI, KHUTe XYOOXKHMKA, C JIMYHOCTHIO €e aBTopa,
a TaKKe ero MeTodaX, XapaKTepHbIX IMOAXOHAX M HAaCYI[HbIX
Mpo6JIeMax, ¢ KOTOPbIMM aBTOpP paboTas. 3mech BOSHUKAET BO-
IIPOC, B KaKOil Mepe CYIIeCTBYIOIIE MPEACTABIEHUS O XYI0XK-
HUKe, Co3JaTele KHUTU, MO/DKHBI IEPEeHOCUTHCS Ha 3Ty KHUTY,
WIY IIMpe Ha Ipou3BeleHue B 1eJoM. IIpu 3ToM uaeTt paboTa
" ¢ GaKTUUECKMMM JaHHBIMM (TOAOM BBIITYCKa U IIp.), UTO OIpe-
JensieT KOHTEKCT MPOUCXOXKIEHMS KHUTU (HalpuMmep, SIBJseT-
CSI I OHA Pe3y/IbTaTOM paboThl OTHOIO XyAOKHMKA MU ITepdo-
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MaHca TPYTIIbI JIOfein).

IaHHas mpoleaypa MOXeT 0606IIaThCsl yepe3 aHalu3 Co-
JlepskaHuUsI ¥ KOHTEKCTyaiu3aluy OTJeabHbIX (aKTOpPOB U 3je-
MEHTOB KHUIM KakK TaKoBOW. Kakue KOHKpeTHbIe acCIeKThbl
IAHHbIX XYIOXECTBEHHBIX OOBEKTOB OYyOyT PacCMOTPEHBI
10 OTHENbHOCTM M KaKkoe 3HaueHyue UM OymeT IpuUIaBaThCH,
orpefensieTcsl B KaKIOM KOHKPETHOM CTydae.
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ANTANAS ANDRIJAUSKAS

PIERRE BOURDIEU’S CONTRIBUTION
TO THE SOCIOLOGY OF ART

Abstract

The article considers Pierre Bourdieu’s principles of sociological
analysis, his sociology of art, and its relations with earlier traditions
of art sociology. It starts by discussing Bourdieu’s major works and
paying peculiar attention to his concepts of socialization, social space,
art, habitus, cultural field, artistic field, field of literature, nomos,
cultural capital, symbolic capital, and taste. The article also considers
Bourdieu’s sociology of meditation, the expertize of art consumers, the
formation of personal symbolic capital, and the power games on the
fields of art and literature. The author claims that the originality
of Bourdieu’s sociology of art consists in its concentration on the
social environment of an artist rather than on his personality and
work. Such an approach is new in comparison with the earlier tradition
of art sociology which orients itself to scientific methodology and rests
on ideas of art history and the philosophy of art history. In other
words, the tradition underlines the word «art» in the title of the
discipline Art sociology whereas Bourdieu amplifies the importance
of what encompasses the meaning of the second word — «sociology».
This shift signifies radical changes in the history of art sociology and
methodology.

Key words

Bourdieu, Francastel, sociology of art, socialization, habitus, nomos,
capital, taste.
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A glance at the origins of French sociology of art

The sociology of art did not emerge in a straight line but
developed in waves with peaks and troughs. In this wavy line,
the main peaks — which are especially clear in the French
tradition, which became the leader in this field — are primarily
connected with the rise of strong personalities and the schools
they developed during the main periods of theoretical thought.
For this reason, we will focus on the development of French
sociological thought, which has the greatest unbroken
traditions and which most consistently reflects not only the
unfolding of new ideas and methodological approaches but also
the main stages in the development of the sociology of art into
an independent field of scholarly research.

During the early stage of French sociological aesthetics and
of the sociology of art that was crystallizing within it, these
ideas were those of the Enlightenment about the social
conventions of art. They were further developed during the 19t
century by culture and art historians, of whom Hippolyte Taine
stood out in influence during the second half of this century.

During the first half of the 20t century, in France, Germany,
Hungary, Russia, and other countries, sociological aesthetics
emerged and was gradually transformed into an independent
scholarly discipline — the sociology of art. At this time, Charles
Lalo and Etienne Souriau — the leading representatives
of French sociological aesthetics — developed their conceptions.
Distinguishing the relatively independent field of the sociology
of art, the proponents of sociological aesthetics also grasped
that art does not exist in isolation from social processes, but
develops in close interaction with the economic and cultural
level of a society, its needs and dominant ideals, and many other
factors that determine the need for works created by artists and
the patterns in how they are valued, how they function, and how
they affect social consciousness. After adopting these views, the
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founders of the sociology of art focused on researching the
relationship between society and artistic activity, the function
of art in civilization, culture, and society, the various social
functions of art, the institutional connections of art, art and its
apprehenders, and many other problems in the relationship
between art and society.

As the sociology of art developed, two basic tendencies
eventually emerged: one of them theoretical and the other
empirical, or applied. The proponents of the first tendency
further developed the theoretical and methodological positions
that had emerged in works by Hippolyte Taine, Jean-Marie
Guyau, Emile Durkheim, Max Weber, Georg Simmel, and other
founders of the sociology of art. They focused on how art is
socially determined, how civilization, culture, and art are
interrelated, how the government, institutions, and various
social groups affect the development of art, and other
theoretical aspects of the relationship between art and society.

During the postwar years, alongside the so-called social
history of art (Arnold Hauser, Michael Baxandall, Francis
Haskell, Enrico Castelnuovo), which was developing in other
countries, as the sociology of art was splitting off from the
sociology of culture and art history, another highly influential
figure emerged — the famous French art historian Pierre
Francastel, whose research theoretically grounding the
independent status of the sociology of art was developing under
the powerful influence of the strategies, methods, and
categories of art history and other historical disciplines.

Francastel and institutionalization of sociology of art

Pierre Francastel (1900—1970) is the leading founder of the
fundamental principles of the French sociology of art. He was
one of the few thinkers of his time who did not yield to the
popular wave of empiricism and sought to preserve a high
theoretical level in the study of the sociology of art. He applied
his theoretical principles in many of the works he devoted
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to various artistic problems. Setting aside the question of what
is aesthetic, Francastel mainly focused on the relationships
within the complex «society-art-society,» on the interaction
of technique, science, the plastic arts, and social structures, and
on how a work of art functions amid these various social
structures. In 1948, in Paris, he founded the most influential
center for the study of the sociology of art. Because of intense
scholarly activity by Francastel and his followers, this discipline,
formerly called sociological aesthetics, ultimately came to be
known in the scholarly world as the sociology of art (Francastel
1970, 8). Francastel was critical in his assessment of earlier
sociological aesthetics and emphasized its methodological
immaturity and the vagueness of its problematics. He aptly
noted the paradox that the most important ideas in this field
were developed not by aestheticians, but by sociologists. The
main defect of his studies was purportedly that he sought
to apply the problematics of the sociology of art to other
disciplines.

Francastel sought to establish the sociology of art as a field
of learning, to summarize the protracted discussions about its
goals, methods, and possibilities, and to determine its
relationship to other allied fields. He interpreted the sociology
of art not as an auxiliary field in between art history, aesthetics,
and sociology, but as an independent discipline with its own
specific object of study, structure, apparatus of categories, and
methods for researching art.

He considered the sociological method an extremely
important instrument for knowing art — one that helps define
the historically developing patterns in artistic creation and that
reveals the multifaceted connections between art and society.
Here, art is primarily interpreted as a language of plastic
structures and an organic part of the artificial milieu around
man. Moreover, as it develops the plastic language of each age,
it is also an important means of human communication. Finally,
as a distinctive system of signs that reflect the patterns in the
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external world, it organically combines two aspects, the
spiritual-symbolical and the material, which depends on the
level of technical development. Because art has many strata, it
cannot be interpreted only in terms of itself or be studied
separately from the complex of social relationships that
affect it.

Moreover, Francastel understood a work of art not only as
a natural object but also as the product of certain systems
of visual models and different symbols and signs (Francastel
1979, 11). He qualified this assertion by indicating that one
should not connect the distinctive nature of art exclusively with
systems of language and signs because art is, first of all, a form
of ideology, and different systems of signs are only the way
in which this form is expressed. Because, he maintained, there
is a direct connection between ideology and social structures,
art, by reflecting the spiritual needs of an age and its economic
and technical level, allows the researcher to know the inner
mechanisms of how artistic culture functions in a society.

On the basis of his understanding of the social functions
of art, Francastel formulated the main tasks of the sociology
of art in this way: 1) to explicate, in sociological terms,
a typology of groups and civilizations; 2) to create a sociology
of the work of art as an object of civilization; 3) to explain the
characteristics of figurative objects and of the means of artistic
expression; 4) to study the sociology of various forms
of expression and the relationship of individual aspects
of a work of art to the world around it; 5) to solve the problems
of the comparative sociology of art (of symbol and sign); and 6)
to define the place of the sociology of art in an industrial
society.

Pierre Bourdieu and sociology of the artistic field

In France, after a routine ebb following the stormy events
of 1968 and Francastel’s death in 1970, the leading figure of the
second half of the 20™ century in sociology and the sociology
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of art emerged — the polymath Pierre Bourdieu (1930—2002),
whose conceptual work of a high theoretical level on the
problems of the sociology of art attests that this discipline had
entered a qualitatively new stage of development. In works
by Bourdieu and the proponents and followers of his school, the
sociology of art is already a discipline dominated by methodological
approaches and research strategies adopted not from history, but
from sociology. From now on, in France and in other countries,
a marked part of the research conducted in the sociology of art
can be classed with the ever-growing torrent of studies being
developed under the influence of sociological methodology.
These radical changes are clearly shown by the specific
sociological methods (statistics, questionnaires, interviews,
observations) widespread in studies on the sociology of art and
by the various interdisciplinary approaches employed using the
methodologies of the humanities and the social and exact
sciences. From our viewpoint, the maturity and specific nature
of the sociology of art as a field are not primarily shown by its
object of study nor only by its dominant system of specific
categories and their hierarchy. Rather, they are shown by its
methods for studying its object — methods that do not ignore
the importance of empirical statistical data, questionnaires,
observation, and other interdisciplinary methodological
approaches and research strategies.

This fundamental shift in the sociology of art can be clearly
seen in Bourdieu’s «sociology of the artistic field» (sociologie du
champ artistique) and in the works of his school and followers. It
attests that the creators of the now mature sociology of art had
grasped the distinctive nature of their goals, object, structure,
system of fundamental categories, methodological approaches,
and research strategies. Furthermore, they had liberated
themselves from the influence of allied systems of sociological
knowledge: the social history of art, which is part of history;
sociological aesthetics, which is part of philosophy; and cultural
history, which is part of culturology. They were working on the
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level, now dominant, of sociological knowledge. Among all
these disciplines — history, philosophy, the history
of civilizations, culturology, anthropology, ethnology, art
history, etc. — there are many areas of mutual contact, but each
of these fields has tasks, goals, basic categories, priorities, and
methods that differ in many specific respects.

The name of Pierre Bourdieu and the rise of the school he
created are connected with a new stage in the development
of the sociology of art — one characterized by many innovative
ideas. The universality of his scholarly interests and creative
activity is manifestly attested by an impressive bibliography
that includes 47 books and over 500 articles. Bourdieu
distinguished himself not only with his exceptional
industriousness but also with his unique ability to work with
others, to gather around himself promising young people, and
to infect them with his creative enthusiasm. This latter ability
helped him form one of the most influential contemporary
schools of the sociology of art. Works by the proponents of this
school amaze us with the diversity of their themes, the
originality of their formulations and treatments, and the
abundance of their interdisciplinary research methods.

In the pleiad of famous French postmodern thinkers,
Bourdieu is one of the leading figures in the social sciences, for
he achieved much in establishing the academic status of the
sociology of art. This scholar developed the idea of the absolute
hegemony of sociology in today’s humanities. In his sociology
of art, this tendency unfolds through the unconditional
subordination of aesthetics, the philosophy, history,
psychology, and criticism of art, and other fields that study the
relationship between art and society to the questions answered
by this young discipline.

Moreover, in Bourdieu’s works we see a reaction against
both abstract theorizing and shallow positivism — an attempt
to overcome these extreme positions. He was a conceptual
thinker of a high theoretical level and with philosophical
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ambitions. In connection with poststructuralism and
postmodernism he developed many of the theoretical concepts,
methodological approaches, and research strategies that have
become established in today’s humanities and especially in the
social sciences. Bourdieu’s sociological methodology integrates
the fundamental principles of theoretical and empirical sociology;
he worked on a high level not only as a conceptual theoretician but
also as a practitioner who professionally employed various
empirical research methods.

After more than a decade since this thinker’s death, we can
now dispassionately assess his contribution to the social
sciences and humanities. When looking back at the history
of the sociology of art during the second half of the 20" century,
we must acknowledge that many of the concepts, methods, ideas,
and categories that Bourdieu developed several decades ago have
preserved their relevance and become an important turning point
in the further growth of today’s sociology of art. Not many
contemporary thinkers, more than a decade after they have
died, are so widely commented on both in their own countries
and abroad. Pulsating with lively ideas, Bourdieu’s texts stir the
reader’s imagination to this day and provoke heated polemics
between his passionate followers and opponents.

In France and the French-speaking cultural space, the
impact of the ideas developed by this thinker is powerful and
multifaceted, and during the last two decades of his life it was
felt far beyond the borders of his country. «Pierre Bourdieu,»
Craig Calhoun writes, «was the greatest sociologist of his
generation. His work has had a profound influence not only
in France but also throughout the world. In the United States,
this influence was undergoing a great resurgence at the very
moment when Bourdieu passed away, in January 2002.»!

! «Pierre Bourdieu a été le plus grand sociologue de sa génération. Son
ceuvre a eu une influence profonde non seulement en France, mais dans
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(Calhoun 2005, 441)

In a discussion of Bourdieu’s contributions to contemporary
scholarship, Nathalie Heinich justifiably states that his work is
«central to the sociology of art»? (Heinich, 2008, p. 57). Indeed,
the influence on today’s sociology of art of the works and ideas
of this universal man of learning, of the concepts he introduced
into scholarly discourse, is profound and multilayered because
he gave the sociology of art the status of a solid academic
discipline, influenced the development of this field in many new
directions, and armed it with promising new ideas and
interdisciplinary methodological approaches.

Bourdieu studied at the famous forge of French
intellectuals, the Ecole normale supérieure [* (ENS), where he
attended lectures given by Louis Althusser, Gaston Bachelard,
and Alexandre Koyré and took an interest in Marxism,
poststructuralism, and the classics of sociology. In 1964, he
formed a close relationship with the scholars working at the
prestigious Ecole pratique des hautes études (EPHE), and
probably under the influence of the historians of the Annales
School, he plunged into the study of everyday culture. Starting
in 1975, he worked with a group of scholars at the prestigious
Ecole des hautes études en sciences sociales (EHESS). That same
year, with the support of the historian Fernand Braudel, he
established a journal that achieved broad international
recognition and is considered the best publication in its field —
Actes de la recherche en sciences sociales, which he edited until
he died. In 1981, he became a professor of sociology at the

le monde entier. Aux Etats-Unis, cette influence était en plein renouveau
au moment méme ou Bourdieu disparaissait, en janvier 2002.»

2«l’ceuvre de Pierre Bourdieu est centrale pour la sociologie de
l’art»

5 http://fr.wikipedia.org/wiki/%C3%89cole_normale_sup%C3
%A9rieure_(Paris)#cite_note-7#cite_note-7
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Collége de France, and in 1985 — director of the Centre de
sociologie européenne. In 1993, he founded the Merleau-Ponty
Club, and in 2000, at the Collége de France, he began teaching
a seminar devoted to Monet and French painting.

Bourdieu developed his conception of the sociology of art
from a covert polemic with the proponents (Arnold Hauser,
Frederick Antal, Michael Baxandall, Francis Haskell, Enrico
Castelnuovo) of the then dominant Francastel School and of the
so-called social history of art — proponents in whose works the
specifically sociological aspects of the sociology of art constantly
«drown,» as it were, in the torrent of art-historical problems
arising under the influence of historical methodology.

From Bourdieu’s viewpoint, the sociology of art has all the
characteristics that define it as an independent field of scientific
knowledge. This view is based on the conviction that the
sociology of art is effective when it clearly defines the limits
of its competence and clarifies the distinctive nature of its
object of study and its methodological approaches. Indeed, as it
follows the path trodden by sociology as a whole, it achieves an
ever-firmer grasp of its specific object of study, structure, tasks,
research strategies, methods, and main problems. «As I see it,»
Bourdieu explains:

the sociology of cultural works must take as its object the totality
of relationships (objective and also conducted in the form
of interactions) between the artist and other artists, and, beyond that,
the totality of agents engaged in the production of the work or, at
least, of the social value of the work (critics, gallery directors, patrons,
etc.)!

1 «Selon moi, la sociologie des ceuvres culturelles doit prendre pour
objet ’ensemble des relations (objectives et aussi effectuées sous forme
d’interactions) entre [’artiste et les autres artistes, et, au-dela,
I’ensemble des agents engagés dans la production de ’ceuvre ou, du
moins, de la valeur sociale de ’ceuvre (critiques, directeurs de galeries,
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(Bourdieu 1980, 209).

Thus, Bourdieu saw the main object of study in this
discipline as knowledge not of the nature of art, but of the social
milieu around it. Hence follows what is characteristic of his
conception of the sociology of art — special attention to those
social (cultural, economic, political, ethical, aesthetic, etc.)
factors that are reflected in works of art, accompany them, and
determine their specific features.

An important advantage of the sociological analysis
of literature and art, according to Bourdieu, is the possibility
of avoiding the alternative of subjectivism as opposed
to objectivism, i.e. of avoiding the subjectivity of aesthetic
consciousness typical of traditional aesthetic theories.
By focusing on the specific social factor of milieu, with a broad
reliance on interdisciplinary and comparative approaches, the
scholar is able to comprehensively analyze what falls within his
field of study — social ties, tensions between agents, the
relationships between their positions — and to grasp the
circumstances behind their origin and functioning.

Apart from this shift of attention from art itself to various
aspects of its social context, Bourdieu’s conception also
contains other principles that attest to his movement away from
the earlier tradition of the sociology of art. First of all, this
scholar fundamentally changed the strategies for doing
sociological research, refined the methods for working with
statistics in sociological questionnaires, and introduced into
survey questions a greater range of different answers. Hence
follow new and broader possibilities of scientific interpretation
and, moreover, a greater number of different ways in which
to analyze the data obtained. This shift toward an empirical and
statistical methodology led to more precise and balanced

mécenes, etc.).»
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conclusions when researching literature and art and opened up
broader possibilities for a more varied interpretation of the data
obtained from sociological analysis.

Les reégles de I’art and habitus

In 1992, Bourdieu’s fundamental work on the sociology
of art, Les régles de I’art (The Rules of Art), saw the light of day.
In this book, he develops earlier ideas as well as a new project
for a science of art, according to which «The true subject of the
work of art is nothing other than the properly artistic manner
of apprehending the world, that is, the artist himself, his
manner and his style, infallible marks of the mastery that he has
of his art»! (Bourdieu 1992, 412). Here, he deals with various
aspects of the different rules, unarticulated but rigorous, that
define literature and art and with the complicated relationships
between many of the participants in these fields.

In Bourdieu’s texts, the field emerges as a clearly structured
social space containing different positions, and the characteristics
of each position directly depend on the place it occupies in the field
and not on the subject that occupies it. The focus of his sociology
of art gradually shifts to the highly complex hierarchical
relationships that involve the main participants in the literary
and artistic fields (artists, the works they create, critics,
collectors, historiographers, the custodians of art, its
consumers, and dealers), the most diverse cultural and artistic
institutions (museums, exhibition halls, galleries, salons, art
schools, courses, art academies), and many other agents

! «Le véritable sujet de I’ceuvre d’art n’est rien d’autre que la maniére
proprement artistique d’appréhender le monde, c’est-a-dire l’artiste
lui-méme, sa maniére et son style, marques infaillibles de la maitrise
qu’il a de son art.»
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in these fields. Thus, the metaphorical concept field here refers
to the complex fabric in the social space of various relationships
between different positions.

In our treatment of Bourdieu’s sociology of art, we are
primarily interested in those fields that pertain to the aesthetic
sphere; therefore, we will now consciously ignore the economic,
political, legal, and other fields and concentrate on analyzing
the literary and artistic ones. «The literary field (etc.),» Bourdieu
writes:

is a force field acting on all who enter it, and [it does so]
in a differentiated manner according to the positions they occupy (i.e.,
to take some very distant points, that of the author of successful plays
or that of an avant-garde poet), [and] at the same time as a field
of competitive struggles that tend to preserve or transform this force
field!

(Bourdieu 1991, 4—5).

From the sociologists of art who analyze the social ties that
function in the fields of literature and art, Bourdieu demanded
three necessary interconnected operations that are also closely
connected to levels of social reality. The first is an analysis
of the positions of the literary and artistic fields within the
broader field of power, to which these positions are related as
microcosms to a macrocosm. The second is an analysis of the
inner structure of specific literary and artistic fields, which are
understood as universes subject to their own distinctive laws
of functioning and transformation. In other words, this is an

1 «Le champ littéraire (etc.) est un champ de forces agissant sur tous
ceux qui y entrent, et de maniére différentielle selon la position qu’ils y
occupent (soit, pour prendre des points tres éloignés, celle d’auteur de
piéces a succeés ou celle de poéte d’avant-garde), en méme temps qu’un

champ de luttes de concurrence qui tendent a conserver ou a
transformer ce champ de forces.»
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analysis of the structural relationships between positions or
between different individuals or institutions acting in a specific field
and competing among themselves for artistic legitimacy. Finally,
the third level of analysis consists of explaining the formation
of the various habitus that occupy the different positions of the
agents in the fields being analyzed — positions that are the
consequences of a specific social trajectory.

Thus, Bourdieu radically reformulated and changed the
main accents of the problems dealt with in the earlier tradition
of the sociology of art. Instead of the traditional explication
by followers of the sociology of art of how one or another
creator became what he is, he interpreted the tasks of the
sociology of art in an essentially different way — tasks that
follow from the fundamental positions of sociological
methodology. These positions, Bourdieu was convinced, are
presupposed specific historical states of the literary or artistic
field and open up for the creator the opportunity to express
himself to the potencies lying in these positions.

The originality of Bourdieu’s thinking is also highlighted
by his distinctive system of fundamental categories in the
sociology of art and by his special attention to the subtlest
connotations of highly individual, often metaphorical and
contextual concepts. The creation of a system of concepts
markedly differing from earlier ones expresses this scholar’s
desire to better know various aspects of the interaction between
art and society and to connect their analysis with personal
experiences. What follows is Bourdieu’s style of writing texts —
closely connected to his concepts, sometimes criticized,
complex, often bogged down, and enriched with unusual
metaphorical concepts reflecting various philosophical subtexts.

In comparison to earlier conceptions, Bourdieu’s sociology
of art stands out for its system of original fundamental
categories, of which the most important are socialization, social
space, artistic space, habitus (Latin, «appearance, exterior of an
organism’), cultural field, artistic field, literary field, nomos
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(Greek, «law’), cultural capital, symbolical capital, taste,
penchant, etc. (he adopted the concepts cultural capital and
habitus directly from his teacher Louis Althusser). Like this
scholar’s conception of the sociology of art, this system
of categories, the complex hierarchical interdependent
relationships between its segments, and its inner structural
connections developed gradually in texts on different problems
until it acquired the form of an open mutable system
of contextual and situational categories with many
connotations of meaning.

The point of departure for this system of categories in the
sociology of art is socialization and the allied category of social
space, which by connecting the world of literary and artistic
works with the cultural history of humankind and the
transmission of knowledge open up from one generation
to another the space for the unfolding of other categories. First
of all, Bourdieu defined the relationship of social space to the
different economic, political, legal, cultural, scientific, artistic,
literary, etc. fields unfolding in it. Here, each specific field is
a microcosm that comprises a certain part of the macrocosm —
the shared social space. Moreover, each of these fields has its
own set of rules, of which the most important is the nomos,
which cannot be mechanically transferred to the space
of another field of activity. For example, in the artistic field,
which interests us the most, the nature of the nomos is revealed
in the so-called «art for art’s sake» movement, which emerged
in Western artistic culture during the second half of the 19
century.

Ultimately, social space or milieu gives birth to habitus —
a system of unyielding innate penchants that later become
personal preconceptions that determine specific social
practices. This category of Bourdieu’s with its many different
meanings and connotations primarily refers to the fundamental
principle that in cultural and artistic history regulates people’s
attitudes, penchants, actions, perception of the world,
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mentality, judgments, manner of speech, main forms of creative
activity, so-called «good» taste, lifestyle, etc. The purpose
of habitus is to overcome the superficiality of structuralist
approaches and the exaggerated psychologism
of phenomenology.

Species of capital and symbolic power

Social space combines within itself many different fields,
each of which — for example, those of science, art, literature,
fine art, etc. — is relatively independent of the others. Moreover,
each specific agent can, at one and the same time, be in several
different fields. Finally, the inner structure of these fields
influences, in one way or another, the behavior of each subject
that enters their space. For this reason, every field in Bourdieu’s
conception is an arena of diverse battles between the subjects or
social groups within it. The people who occupy dominant
positions in a specific field usually make an all-out effort not
only to keep them but also to expand the spheres of their power
and influence. Conversely, the persons who have been
marginalized seek by all available means to change the existing
levers and other sources of power.

In order to reveal the distinctive nature of Bourdieu’s
conception of the sociology of art, we must unavoidably
ascertain the meanings of other fundamental concepts —
cultural capital, artistic capital, symbolical capital — because they
help us better understand the social processes taking place
in the fields of literature and art. In the battle between
competing forces within a specific field, people employ different
types of capital: 1) economic, which consists of material and
financial resources; 2) cultural, which consists of knowledge
recognized by society, the quality of one’s education (scientific
or academic capital), and knowledge of various cultural codes;
3) social, which is directly related to membership in a specific
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social group; 4) artistic, which is connected with a profound and
multifaceted knowledge of the world of art; and finally, 5) highly
complex symbolical capital, which consists of the social prestige
accumulated during a lifetime of activity, of the renown and
recognition one has acquired.

Of all these types of capital, the most important is the
symbolical, which is interpreted as a kind of economic and
cultural capital that is widely recognized by society. It is known
through specific prestigious categories recognized in a specific
cultural field. These can be special ancestry supported
by historical memory or documents, prestigious institutions
of higher education, distinguished names, various academic
regalia, diplomas, awards, association with prestigious
institutions, membership in an academy, etc. In any discussion
of symbolical capital, one should also remember the so-called
academic aristocracy, which stands out for its special regalia,
names, and significant academic and cultural capital. In the
academic milieu and other social organisms it stands out for its
essentialism, its conscious rejection of a definition of its nature,
the freedom of its opinions, and its liberation from petty and
insignificant rules.

The growing complexity of literature and art, authorial
emphasis on descriptions of the inner experiences of their
heroes, and the emergence of formal plastic problems in fine art
are also directly connected with new challenges for the
apprehenders of works of art. For this reason, ever-greater
importance pertains to the specific abilities of apprehenders and
critics to analyze, with the professionalism of a specialist, the
hidden meanings encoded in works of art. However, this is only
one half of the problem under consideration because, apart
from the growing complexity of works of art, no less
complicated games also develop among the agents in a specific
field — the struggle for a privileged position in the space of that
field. Hence follows the increasingly important role of various
mediators — between the artist and the apprehender, between
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the artist and the dealer.

This complex of problems is related to the sociology
of mediation, which is considered a separate field in today’s
sociology of art, and to the totality of agents and various social
relationships acting in it. Hence arise new concepts that
in postmodern culture, in the fields of literature and art, define
the ever-growing world of mediators between the creators of art,
its apprehenders, and dealers. These mediators in the field of art
are the important connecting link that is alone qualified and
able to bestow recognition (which is directly connected with
symbolical capital) on a specific creator and value on the works
he has created.

In this way, Bourdieu plunges into a discussion of the role
and functions of art critics, the managers of publishing houses
and art galleries, etc. in the social processes that unfold in the
spaces of these cultural, literary, and artistic fields. Here,
mediators acquire the functions of double agents, as it were,
and it is precisely through their efforts that economic logic
penetrates into the elite core of a specific field. Mediators have
to coordinate the conflicting interests of the participants
in a field: those of creators, for whom economic considerations
are often alien, and those of dealers, who must sell the products
of artistic creation in a commercial marketplace. In the cultural,
literary, and artistic fields, this interaction includes many
functioning mechanisms — social hierarchy, patronage,
commissions, advertising, and other activities hidden from the
eyes of ordinary people.

In Bourdieu’s sociology of art, apprehension is interpreted
as a distinctive form of cultural decipherment that is directed
toward revealing the meanings of various literary and artistic
codes. In this part of Bourdieu’s sociology of art, we can discern
analogies to Aby Warburg’s and Erwin Panofsky’s theory
of iconological interpretation. In brief, in the act
of apprehension the cultural code of the author of a work of art
must coincide with the apprehender’s code; otherwise, a danger

56



of misunderstanding arises. Thus, in this sense a work of art as
a totality of symbolical codes comes alive and reveals itself only
to an apprehender who is able to assimilate these codes, i.e.
decipher their hidden symbolical meanings. Moreover, the
apprehender’s competence is determined by mastery of the
auxiliary instruments necessary for authentic apprehension, i.e.
knowledge of the interpretive schemata for various works of art
as well as the many other factors that are a precondition for
acquiring artistic capital. This competence is determined
by advance knowledge of rigorous artistic principles and the
ability to place apprehended phenomena in specific classes and
systems of symbols. Here, competence is also connected with
the classification of artistic images according to their stylistic
attributes.

From Bourdieu’s viewpoint, the emergence of a competent
connoisseur of a specific cultural or artistic field as of the art
of living and thinking is a more complex phenomenon than the
simple assimilation of theoretical and practical principles. In his
treatment of these problems, he elevated the direct
relationship, widespread in traditional Eastern (Indian, Chinese,
Japanese) systems of aesthetic education, between a teacher
and his students. In this relationship, the student follows
a teacher to whom he has completely entrusted himself and
through constant close association unconsciously absorbs his
teacher’s way of thinking, norms of behavior, views of life and
the world, and basic principles for apprehending and evaluating
cultural and artistic phenomena. Moreover, this way
of nurturing competence is inseparable from knowing the
history of each specific field of culture and art and from being
able to discern the traditions, movements, and schools of the
past as well as the great masters with their distinctive styles, the
inner structures of a work of art, and the means of artistic
expression and to sense tendencies that hold promise for the
future as well as many other matters. Hence follows one of the
main features of those personalities who stand out for their
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competence: the emergence of a personal opinion qualified
to evaluate phenomena — an emergence inseparable from
personal effort and the quality of the education acquired. When
educational opportunities are equal, Bourdieu was convinced
that qualitative differences in cultural and artistic competence
are determined by one’s social origin, the family milieu in which
one matured, and the quality of the various institutions
of learning in which one was formed.

Moreover, the social processes taking place in the fields
of culture, literature, and art fundamentally differ in almost
nothing from the ones in economics, politics, and other fields.
The same power games take place here (a constant struggle
directed toward transformation or the preservation of stability),
and competition often acquires highly refined, subtly masked
forms. In these fields there are painful encounters with the
assessments of various socially engaged persons and groups
who claim «absolute objectivity» and with their decisions
to «reject» or «accept» works submitted for various
competitions, projects, and programs. Here, the most
convoluted mechanisms operate to form cultural and symbolical
capital. Some receive laudatory reviews, tendentious
attributions of greater merit, shrewd advertising, regalia, and
awards, i.e. they score more points. Others, in contrast, receive
anonymous negative reviews, or the results of their work are
otherwise belittled, and the size of their symbolical capital is
thus tendentiously formed.

Hence follows the special problem of the legitimization
of any kind of creative activity. For this reason, one of the main
difficulties in the struggle in literature and art is to clearly set
the boundaries of these fields and the legitimacy of the
participants in this struggle. To say about a specific work, for
example, that it is not science, not literature, not painting or
not a promising subject for analysis, not the real problem, etc.
means in reality, through the use of various instruments
of power, to question or reject the legitimacy of its existence or,
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in other words, to eliminate it from the competitive space,
to excommunicate it, to thrust it into the margins of the literary
or artistic field. Such cleverly manipulative social games
connected with isolation and marginalization are an effective
way of eliminating a competitor from a specific field or devaluing
his symbolical capital when other, more honorable means
of competition do not work. In the cultural history of the human
race, this tendentious method of expulsion from a field to its
margins has often been employed by conservative ideologues
and functionaries at centers of power in their struggle with new
phenomena in culture, science, literature, and art and with the
proponents of these innovations, who have threatened the
privileged positions occupied in a specific field by those at the
top of the old hierarchy. By appealing to many examples drawn
from the history of civilization, Bourdieu showed that, usually,
the higher a country’s intellectual and humane culture, the
more powerful its mechanisms of social legitimization and
cultural self-preservation. In these instances, a clearer system
of cultural hierarchy is dominant, and symbolical capital is less
connected with the structures and personalities at the top of the
political and business hierarchy.

Thus, Bourdieu’s sociology of art primarily developed
directly from his general sociology, of which it is an inseparable
part. In comparison to the theories of his predecessors, it stands
out for its manifestly sociological orientation, its organic
combination of empiricism and theory, and its employment
of many new sociological methods and concepts, of which the
most important are socialization, social space, field, habitus,
and various forms of capital. Emphasizing the special
importance of sociology among the social sciences and
humanities, Bourdieu directly connects it with the special role
of socialization in the history of the civilization, culture,
literature, and art of the human race. The function
of socialization is in essence to transmit the knowledge
accumulated in the history of human culture — and thus, too,
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of art and literature — to new generations. Hence emerges the
most important specific object of the sociology of art — the
social milieu in which works of literature and art function.

First of all, what we see in Western scholarship since
Bourdieu’s death is the dominance of a new sociological trend
in the sociology of art and the gradual displacement of the
earlier art-historical approach to the margins of academic
discourse. This process has primarily been influenced
by changes in the cultural and aesthetic consciousness
of postmodern society, by the emergence of new cultural and
artistic practices, by the growing commercialization of art, and
by shifts in the hierarchy of the arts and in research strategies
and methods. On a purely sociological level, this process is
directly connected with Bourdieu, with the establishment
in various fields of sociological research of the ideas and
methodologies propagated by the journal he edited and the
school he founded. Hence follows the dominant view in the
academic world that the sociology of art is not an art-historical
discipline, but an inseparable part of sociological knowledge.

Moreover, there have been rapid developments in France
and other Western countries during this period: a fundamental
change in conceptual theoretical attitudes, the emergence
of new fields and problems to be studied, the growing
differentiation of research in the sociology of art, the
specialization and professionalization of scholarship in specific
fields of research, the growth of interdisciplinary interests, and
the intensifying contacts between this discipline and other
fields in the humanities and social and exact sciences (history,
aesthetics, philosophy, literary studies, art history,
anthropology, political science, law, etc.). There has been
special growth in the role of economists and statisticians, who
were formerly ignored by researchers in the sociology of art, for
example, in the popular study of the economic activities of the
painting market (le marché de la peinture) and art industry as
well as of museums, galleries, and many other mediators
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(dealers, collectors, experts, etc.). The economic and statistical
methods that Bourdieu emphasized are widely employed by his
followers. Fundamental changes are emerging in the growing
torrent of research in the sociology of art; ever-greater
importance is attributed to various aspects of the culture and
art industry: the politics and administration of art; its market,
evaluation, and institutions (museums, galleries); the
singularity, social status, and identity of the artist; the criteria
for selecting works of art for collections; the reasons behind
increases in the market value of art; the patterns in these
increases; etc.

During the last few decades, studies on the reception and
mediation of art have grown in importance and become almost
classical themes in today’s sociology of art. The spread of these
studies has been markedly promoted by the growing activity
of scholarly research centers and the cultural and educational
services at the great museums of various countries and by the
growing number of workers at these institutions — people with
diverse academic backgrounds for whom sociological research is
an important part of their activity. The strategies of great
museums are also changing because their curators, aware of the
economic benefit, are changing their traditional ways of serving
a passive stream of visitors and are devoting ever-greater
attention to various untraditional events that attract public
interest and to sociological studies of their economic
effectiveness.

This orientation toward economic goals and toward
increasing the number of visitors is also changing the nature
and goals of the research being performed by the scholars
connected with these museums. For this reason, alongside the
study of art history, which has traditionally been dominant at
the research centers associated with great museums, increasing
importance is being attached to what is connected with the
successful day-to-day economic operations of these museums —
the practical and applied sociological problems of the reception
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and mediation of art. Thus, what is changing at museums is not
only the proportion of traditional art historians to sociologists
of art but also the understanding of the importance
of researching the reception and mediation of art. These
changes are elevating the academic status of research into the
sociology of art, and they are promoting an increase in the
number of specializations and workers in this field, in their
professionalization, and thus in the financing of effective
research and in the stream of scholarly works connected with
various aspects of museum activity.

While Bourdieu was still at the peak of his renown, some
of his followers, who were doing empirical, statistical, and
various applied research, broke with his emphatically
conceptual methodology with its powerful charge
of poststructuralist and critical thought. This tendency to make
the sociology of art more empirical and to bring it closer
to other, applied fields has emerged in the more than twenty
monographs published during the Ilast two decades
by Bourdieu’s most talented disciple, Nathalie Heinich. Unlike
Bourdieu, who always emphasized the superiority of sociology,
its style of research, and its methodology in regard to other
social and humane disciplines, Heinich is more moderate in this
respect. Her position is closer to that of relativism, which
recognizes the value of various systems of scientific knowledge,
the tools they employ, and the information they provide. She
delves more deeply than Bourdieu into other problems posed
by the sociology of art and enjoys, as it were, the intellectual
freedom that comes with being liberated from her teacher’s
powerful influence. At the center of her attention is a clearly
visible shift toward the fine arts, comparativism, the artist’s
identity, his social status, the reception of art, meditation, and
various aspects of the activities of museums. In recent years,
Heinich has mainly worked on commissioned research projects
that lead to various monographs.
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Conclusions

Thus, unlike the earlier tradition in the sociology of art,
which developed under the influence of aesthetics and the
philosophy and history of art and was oriented toward the
methodologies of philosophy and history, in Bourdieu’s
conception the focus shifts from an analysis of the artist and his
works to a sociological study of his milieu. In consequence,
in the two parts of the name of this discipline — the sociology
of art — not only is there a fundamental shift from the second
part, art, to the first, sociology, but the principles of sociological
analysis also become completely dominant. In Bourdieu’s
conception, this shift spreads in various directions and marks
a radical change in the ideas and methods of the sociology
of art.

In addition, in the poststructuralist aspects of Bourdieu’s
sociology of art we will easily encounter many features
of postmodern thinking. They are primarily connected with an
emphatically critical view of earlier traditions in the social
sciences and humanities and with the goal of radically
reassessing these traditions. For this reason, in Bourdieu’s
works we immediately notice the demolition of the artificial
boundaries and partitions set up by universities between
different fields of the humanities and social sciences and
a special attention to phenomena on the margins of academic
study as well as an untraditional interpretation of many of these
phenomena and the creation of a distinctive system of highly
individual and contextual categories.

Finally, in comparison to his predecessors’ conceptions,
Bourdieu’s sociology of art attaches markedly greater
importance to interdisciplinary studies and different
complementary research strategies and methods. Here, the
patterns opened up by one discipline demand that other fields
of learning enhance their research tools. Bourdieu recognized
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this close interaction between different disciplines only on the
condition of the unconditional hegemony of sociology. The
world he draws of unfolding forces and tensions in the
development of culture, literature, and art at the turn of the 21
century is not a carpet collage of unambiguous fragments, but
a clearly defined hierarchical structure formed by the logical
activity of many factors and penetrating all the pores of the
social organism of postmodern culture.
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AHTAHAC AHJIPUSTYCKAC!

BKJIAJI IIBEPA BYPOBE B COIMOJIOT'NIO
HNCKYCCTBA

ITepesod ¢ anenutickozo Anekcandpst ITanueHkosoli*

A6cmpakm

B craTbe paccMaTpMBalOTCSl MPUHIMIIBI COLMOIOTMYECKOTO aHalIM3a
Ibepa Bypabe, ero coumomnorus UCKYyCCTBA U ee CBSI3b C 6oyiee paHHM-
MU TPagULUMSIMU COLMONOTMM MCKyccTBa. CTaThs HauMHAeTCs C 06-
CYKIEHMsI OCHOBHBIX paboT Bypabe, ocob6oe BHUMaHME YOENSETCS ero
KOHIIEMIIMSAM COLIMaan3alnuy, CoUMaabHOTO MPOCTPAHCTBA, MUCKYCCTBA,
rabuTyca, KyJIbTypHOTO TIOJSI, XYAOXECTBEHHOTO TIOJsI, TIOMS JIMTepa-
Typbl, HOMOCA, KyJAbTYpPHOTO KamuTajaa, CMMBOJMUYECKOTO KamuTaia
U Xy[IOXKeCTBEHHOTO BKyca. B cTaTbe Takke pacCMaTpMUBAIOTCSI COLMO-
JIoTUST MemmMauuyu Bypabe, sKcmepTusa IOTpebuTeneii MCKYCCTBa,
dbopmupoBaHMe JMYHOTO CUMBOJIMYECKOTO KamuTana, WUTPbl CUI
Ha TOJIAX VICKYCCTBA ¥ JIUTEPATYPbl. ABTOP YTBEPXKAAET, UTO CBOEO6-
pasue COLMOIOTUM UCKYCCTBA Bypaibe COCTOUT B ee COCpelOTOUeHUNM
Ha COLMAIbHONM Cpelle XyNOKHMKA, & He Ha ero JMYHOCTU U TBOpUe-

' Aumanac Amudpusyckac — AxageMuk JIMTOBCKOI aKageMuM Hayk,
npodeccop TyMaHUTAPHBIX HAYK (MO MPOGMII0 «UCTOpUS (UIOCO-
un»), 3aBemyloIINiI OTHENIOM KOMITAPATUMBUCTCKOIN KY/IbTYpPOJIO-
iy JIMTOBCKOTO MCC/IEOBATENBCKOTO MHCTUTYTA KYJIbTYPBI, Mpodec-
cop BUnbHIOCCKON XyIOKeCTBEHHON akageMuu, npesugeHT JIMTOBCKOMI
3CTETMYECKON accolaln.

2 Anexcandpa IManuerkosa — actiupauT Kadenpsl dumocoduu moamuTu-
Kuutmpasa dunocodceroro pakynprera MI'Y umenn M.B.JlTomoHOCOBA.
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cTBe. Takoi MOAXO[ SIBJISIETCSI HOBBIM ITO CpPaBHEHUIO C 6osiee paHHeik
TpaguIMeil COLMONOTUM MCKYCCTBA, KOTOpAsi OPMEHTUPYETCS] Ha Ha-
YYHYI0 METOHOJIOTMIO ¥ ONMPAeTcs] Ha MIEU WCTOPUM MCKYCCTBA
u dwiocodmm UCTOPUM UCKYCCTBA. VIHBIMM CIOBAMM, TPAgULMSI TIO[-
YepKUBAET CJIOBO «VMCKYCCTBO» B Ha3BAaHMM OUICLMIUIVMHBI «COIMOJIO-
I'MsI ICKYCCTBA», TOTa Kak Bypabe ycuauBaeT 3HaueHMe TOTo, 4TO 3a-
KIoyaeT B cebe 3HAUEHME BTOPOTO CJIOBA — <«COIMOJIOTHSI». DTOT
COBUT 3HaMEHYyeT paauKajbHble M3MEeHEeHMs] B MCTOPUM COLIMOIOTUM
¥ METOMO/IOTMM Y ICKYCCTBA.

Knwuesste cnoea

Bypabe, ®paHKacTesb, COLMOIOIMS VCKYCCTBA, COLMANM3aIusi, Tabu-
TyC, HOMOC, KaITUTall, BKYC.

B32710 Ha ucmoKu ypaHyy3cKoii coyuonozuu ucKyccmea

Co1monorust UCKycCTBa pa3BUBaaach He IO MPSIMO JIMHUN.
B 3TOJ1 BOJIHE CITafioB U ITOABEMOB IJIaBHbIE BEPIIVHBI, 0COOEH-
HO SIPKO TPOSIBUBIIMECS BO (PpaHIy3CKOM TpPaguLvu, CTaBIIENH
JIUIEPOM B 3TOI 06/1aCTH, CBSI3aHbI IIPEKAE BCErO C IOTHEMOM
CWIbHBIX JIMYHOCTEN M MIKOA. [1o 3TOi mpuumHe MbI OCTaHO-
BUMCSI Ha pasBUTUM (GPaAHIy3CKOV COIMOIOTUYECKO MBICIH,
MMeolleil Hepas3spbIBHbIe TpaauiuuM U Haubosiee IOC/IeIOBa-
TeJIbHO OTpaskarollieii He TOMbKO pa3BepThbiBaHME HOBBIX WAL
U METOJIOJIOTUYEeCKUX TI0IX0/I0B, HO 1 OCHOBHbIE 3TAlTbl TpeBpa-
IIEHNST COIMOIOTUU VICKYCCTBA B CAMOCTOSITENIbHYIO 00/1aCTh Ha-
YYHOTIO UCC/IeqOBaHMSI.

Ha panHeMm sTame pa3BuTus (GpaHIy3CKOi COIMONIOTMYe-
CKOJ 3CTeTUKU U KPUCTA/VIM30BaBILIENCS B Hell COLIMOIOTUM UC-
KyCCTBa OCHOBHbBIE uaeu OblIM maesmu [IpocBeleHust O Couu-
aJIbHBIX YCJIOBHOCTSIX MCKyccTBa. OHM pa3BUBAIMUCh B TeueHUeE
19-ro Beka MCTOpMKAMM KyJAbBTYPbl U MCKYCCTBA, M3 KOTOPBIX
0COOBIM BJIMSIHMEM BO BTOPOJi IOJIOBMHE 3TOIO BeKa BbIEISIICS
Unmonut TaH.

B mnepBoii nmonoBuHe XX Beka BO ®DpanHuuu, T'epmanHuu,
Benrpumn, Poccun u gpyrux cTpaHax coyuosiozuueckds cmemu-
Ka BO3HMKJIA M IOCTENEHHO TpaHCcpopMMpoBalIach B CaMOCTO-

66



SITeIbHYI0 HAYYHYIO AUCHUIUIMHY — COYUOJI02UI0 UCKYCCMmad.
B sto Bpems lllapns Jlano u dtbeH Cypmo — Bemyluye mpen-
craBuTenu GpaHIly3CKOi COIMOMIOTUYECKON 3CTeTUKM — pas-
pabaThIBaIM CBOM KOHIIEMIMM. BbIIEISIs] OTHOCUTEIBHO CaMo-
CTOSITEJIbHYIO 00J71aCTh COIMOJIOTUM MCKYCCTBA, OHU TTOHUMAJIH,
YTO MCKYCCTBO HE CYILIECTBYET B OTPbIBE OT COLIMAIbHBIX IMPO-
1IecCOB, a Pa3BMBAeTCSI B T€CHOM B3aMMOMENCTBUM C IKOHO-
MMWYECKMM U KyJIbTYPHBIM YPOBHEM OOIIECTBA, €ro MOTpeGHO-
CTSIMM, MAeanaMu, a Takke MHOTMMM ApyruMu GdakTopamiu,
OTpenesiouMU COLMAIbHYI0 TMOTPeGHOCTh B MPOM3BEIEHM-
SIX, CO3[IaHHBIX XyOOXKHMKaMU. VX MHTepecoBaaM 3aKOHOMeEp-
HOCTU OII€HKM MCKYCCTBA, OCOOEHHOCTM (YHKIVMOHMPOBAHUS
MCKYCCTBA M €ro BO3JAENCTBME HaA OOIIeCTBEHHOE CO3HaHMe.
[TpuHSB 3TU B3IVISbI, OCHOBATEIM COLIMONIOTUM MCKYCCTBA CO-
CPeIoTOUMINCh, Ha MCCAeIOBaHMM B3aMMOCBSI3YM OO6IIECTBa
U XyJIOXeCTBEHHOM MesITeTbHOCTU, POJIM UCKYCCTBA B KYJIbTYype
¥ 06IlecTBe, Pas3JMUYHbIX COLMAIbHbIX (PYHKIMUSIX UM MHCTUTY-
LIMOHAIbHBIX CBSI3SIX MCKYCCTBA.

[To mepe pasBUTUS COLMOIOTUM MCKYCCTBA, B KOHEUHOM
cyeTe, MOSIBUJINCH [BE OCHOBHbIE TeHAEHIIUI: OTHA U3 HUX MeOo-
pemuueckasi, a Apyrasi amnupuyeckas, wiv npukaadHas. CTOpoH-
HMKU T1epBOi TeHAEeHIIUY Pa3BUBAIN TeOpeTUUeCcKre U MeTOH0-
JIOTMYeCcKMe IIONIOKEeHMs, BO3HMKIIME B paborax MmmonuTta
Tana, XKana-Mapu Tioito, Omunsa [diopkreiima, Makca Bebepa,
leopra 3ummMmerns U SPYTUX OCHOBOMOJMOXXHUKOB COLIMOIOTUM UC-
KyccTBa. OHM OBUIM COCPeNOTOYEHbI HA TOM, KaK MCKYCCTBO CO-
LIMaJbHO JeTePMUHMUPOBAHO, MHTEPECOBAIMUCh KaK LIMBUIN3A-
1M, KYJIbTYpa, OOIEeCTBO M MCKYCCTBO B3aMMMOCBSI3aHbI, ¥ TOM,
KakK rocyapCTBO, MHCTUTYThI U pa3jiMuHble COIMaIbHbIE TPYII-
bl BAMSIOT Ha pa3BUTHE MCKYCCTBA, a TAKKe Ha APYIUX Teope-
TUYECKMUX aCIIeKTaxX B3aMMOOTHOIIEHMI MCKYCCTBA U 00OIIecTBa.

B mocneBoeHHbIe TOMIbI HAPSITY C TaK HAa3bIBAeMOI COYUATb-
Hotll ucmopueti uckyccmaa (ApHosnbp, Xay3sep, Maiiki bakceHmon,
O®psHceuce Xackemn, JHpuUKO KacTenbHYyoBO), pa3BMBAaBILENCS
B IPYTMX CTpaHax, M0 Mepe OTAeNeHMS] COLMONIOTUM UCKYCCTBA
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OT COLMOJIOTUM KYJAbTYPbl M UCTOPUM MCKYCCTBA, TMOSIBUIACh
elle ofHa BecbMa BIMsSITelbHasI GUTypa — U3BECTHBIN PpaHITy3-
ckuil uckycctBoBen, [Ibep dpaHKacTenb, UbM WUCCIEOOBAHMUSI,
TeopeTUUeCKy OOGOCHOBBIBAIOIIME CAMOCTOSITEIbHbIN HayUHbI
CTaTyC COLMONIOTUM UCKYCCTBA, Pa3BUBAIUCh O[T, BAUSIHMEM UC-
CeJoBaTeNbCKUX CTpaTeruii, MeTOA0B M KaTeropuii UCTOpuUu
MCKYCCTBA U APYTUX UCTOPUUECKUX AUCITUTIINH.

IMeep Ppankacmens u UHCIMUMYUYUOHANUZAUUS COUUONO0ZUU UCKYC-
cmea

IMbep ®pankacrenb (1900—1970) — OCHOBOMOMOXHUK (PyH-
JaMEeHTATbHbBIX MTPUHLIUIIOB (PaAHIy3CKOM COLMOIOTUM UCKYC-
ctBa. OH OBLT OMHUM V3 HEMHOTMX MBICIUTENIEN CBOETO BpeMe-
HM, KTO He TMOAJaJICS MOIYJISIPHON BOJMIHE SMIMPU3Ma U CTpe-
MUJICSI COXPaHUTh BBICOKUII TeOpeTUYeCcKuii ypoBeHb B U3y4de-
HUM TIPOBIEM COLMOJIOTMM MUCKYCCTBA. PpaHKacTeab TPUMEHWIT
CBOM TeopeTuMyecKyue MPUHLMUIBI BO MHOTMX paboTax, TOCBS-
MIEeHHbIX Pa3JIMYHbIM XYHAOKECTBEHHBIM MIpobseMam. OcTaBiisist
B CTOpPOHE BOIIPOC O TOM, UTO TaKOe 3CTeTHKa, OH B OCHOBHOM
COCpeIOTOUMICSI Ha OTHOIEHUSIX BHYTPM KOMILIEKca «00Ime-
CTBO-MCKYCCTBO-001IeCTBO», HA B3aMMOECTBUM TEXHUKM, Ha-
VKM, U300pasUTENbHOIO MCKYCCTBA M COLMATbHBIX CTPYKTYD,
a TaKke Ha TOM, Kak IIpou3BeeHe UCKYCCTBa QYHKIIMOHMUPYET
Cpeoy pas3INYHbIX COUMANBbHBIX CTPYKTYP. B 1948 rony B ITapu-
K€ OH OCHOBAJI BJIMSITEIbHBIN LIEHTP M0 U3YUYEeHUIO COIMOIOTUN
MUCKyCCTBA. biaromapss MHTEHCUBHOV HAy4YHOM JesITeIbHOCTU
@paHKacTenss U ero mocjiefoBaTesneli 3Ta OUCHUIUIUHA, pAHee
HA3b16a6WASCSA COYUO0JI02UUECKOLl ICMEMUKOLL, 6 KOHEUHOM cueme,
cmana u3eecmHd 8 HAYyUHOM MUpe KakK COUUOa02Us UCKyccmeda
(Francastel 1970, 8). ®paHkacTe/ib KPpUTUUECKM OIl€HMBAJ MIPe/i-
IIECTBYIOIIYIO COIIMOJIOTMYECKYIO 3CTeTUKY U TIOJUEepKUBaI ee
MEeTOIOJIOTUUYECKYI0O HEe3PEeJIOCTh M PacCIIbIBUaTOCTh ee Mpobiie-
MaTuku. OH TOUHO OTMETWJ Tapajiokc, UTO 8axcHeliuiue udeu
8 amolti obnacmu paspabamsléanucy He Icmemukamu, a cOyuoso-
2amu.
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@dpaHKacTe/lb CTPEMWICS YTBEPOUTb COLMOJIOTUIO MCKYC-
CTBA KaK 3peyyl0 06/1aCcTh HAYYHOTO MO3HAHUS, TTOABECTU UTOT
3aTSIHYBIIMMCS AUCKYCCUSIM O ee 1eisIX, MeTOAAX U BO3MOXHO-
CTSIX, OTIPENENUTh €€ CBSI3b C IPYTMMU CMEKHBIMU 06IaCTIMMU
HayyHoOro Mo3HaHusg. OH TpaKkTOBaJl COILMOJIOTMIO MCKYCCTBA
He KaK 8cnomozameibHyt 0071acmb Mexcdy UCKYCCMB08EOEHUEM,
acmemuxoti u coyuonozueti, a KaKk co8epueHHO CamMoCmosimeb-
HYI0 OUCYUNJIUHY CO CBOUM CheyuuuecKum 00BeKmom uydeHus,
cmpykmypoti, annapamom kamezopuii u memodamu uccnedosa-
HUs ucKyccmaa.

@®paHKacTe/lb CUUTAA COLMOJIOTUYECKMII MEeTOH BasKHBIM
MHCTPYMEHTOM ITO3HaHUS MCKYCCTBA — TaKMM METOLOM, KO-
TOPBIN TOMOTAeT OMpene/nTb UCTOPUUYECKM CKIAIbIBAIOIINMECS
3aKOHOMEPHOCTM B XYI0KECTBEHHOM TBOpPYECTBE M PacKpbiBa-
€T MHOTOTpaHHbIe CBSI3Y MEXKAY MCKYCCTBOM M OOIIE€CTBOM.
30ech MCKYCCTBO TPAaKTyeTCsl, MpeXAe BCero, Kak SI3bIK Tia-
CTUYECKUX CTPYKTYp M OpraHuyeckas 4acTb MCKYCCTBEHHO
cpenbl BOKPYT uejioBeka. bosiee Toro, 1o mepe COBepIIIEHCTBO-
BaHMS IUIACTUYECKOTO SI3bIKa B KaKAOM 3Talle pa3sBUTUSI UC-
KYCCTBO TaKke CTaHOBUTCSI B&XKHBIM CpPEJICTBOM YeIOBEUeCcKO-
ro obmenus. HakoHell, Kak cBoeo6Gpa3Hasl CUCTEMa 3HAKOB,
OTpaKalIIMX 3aKOHOMEPHOCTU BO BHeIIHEM MMpe, OHO Opra-
HMYHO coueTaeT B cebe OBa acreKkTa, JyX08HO-CUMBOUUECKULI
U MamepuanbHulli, KOTOPbIN 3aBUCUT OT YPOBHSI T€XHUYECKOTO
pasBuTus. IIOCKOMBKY MCKYCCTBO MMeEEeT MHOTO CJI0eB, OHO
He MOXeT MHTepHpeTHupOBaTbCS TOJbKO B TepMMHAX CaMOTro
cebst WM MU3yYaThCsl OTHAEIbHO OT KOMIUIEKCA COIMATIbHBIX OT-
HOILIeHUH, BAUSIIOIIMX Ha Hero.

Bosiee Toro, ®paHKacTe/nb MOHMMA MIPOU3BEIEHME MCKYC-
CTBa HE TOJbKO KaK IPUPOIHBIN OOBEKT, HO M KaK ITPOIYKT
OIpe/ie/IeHHbIX CHCTEM BU3yaJbHBIX MOENell M pasIUIHbIX
cMBOJIOB 1 3HaKoB (Francastel 1979, 11). OH 060CHOBBIBA 3TO
yTBepXAeHMe yKaszaHMeM Ha TO, UTO He CjedyeT CBSI3bIBAThb
MIPUPOAY UCKYCCTBA UCKIIOUUTEIBHO C CUCTeMaMy Si3bIKa M 3Ha-
KOB, ITOTOMY UTO MCKYCCTBO — 3TO Ipexie Bcero hopma uaeo-
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JIOTUM, @ Pa3/INUYHbIE CMCTEMbI 3HAKOB — 3TO TOJIBKO CITOCO6 BbI-
pakeHUsT 3TOi popmbl. TTOCKONBKY CYIIECTBYET IpsIMasi CBSI3b
MeXKIy udeosozuelli M COYUANbHbIMU CMPYKMYpamu, VICKYCCTBO,
OTpaskast TyXOBHbIE MOTPEOHOCTU SMOXM U ee SKOHOMMUYECKUIt
U TeXHUYEeCKUil ypOBeHb, MO3BOJISIET MUCCAeNoBaTe/ll0 MO3HATh
BHYTPEHHME MeXaHM3Mbl (YHKLUVOHUPOBAHUS XYIOKECTBEH-
HOJ Ky/IbTYpbI B 001I[eCTBE.

Wcxonst 13 cBOEro MOHMMAHMSI COLMATbHBIX GYHKIMIA MC-
KyccTBa, ®paHkactenb chopMyanpoBad OCHOBHbIE 3aJjauM CO-
LIMOJIOTUM VICKYCCTBA CIeAYIOINUM 06pa3oM: 1) sKCINIMIIVIPOBATh
B COLIMOJIOTMUECKUX TepMMHAX TUIIOJOTUIO TPYNI U LIMBUIM3A-
LMi1; 2) €cO30aTh COLMOJIOTMIO MPOMU3BENEeHMS MCKYCCTBa Kak
00beKTa IMBUIM3ALMN; 3) OOBSICHUTh OCOOEHHOCTY OOpa3HBIX
00BEKTOB ¥ CPeACTB XyOOKEeCTBEHHOrO BhIpaskeHus; 4) U3yuUThb
COLIMOJIOTMIO PAa3/JIMUHBbIX (DOPM BBIPasKEHUSI U OTHOIIEHMUS OT-
JleJIbHBIX aCIeKTOB TMPOM3BeeHNsT UCKYCCTBA K OKpyXaloleMy
MUPY; 5) pellnTh Mpo6aeMbl CPAaBHUTENIbHOM COLIMOIOTUU UC-
KyCCTBa (CMMBOJIa M 3HaKa); 6) ONpeIeNuUTb MeCTO COLMOIOTUMA
MCKYCCTBA B MHAYCTPUAILHOM OOIIECTBE.

ITvep Bypove u coyuonozus xyoorcecimeeHHo2zo nojs

[Mocite 6ypHBIX co6bITHIT 1968 Toma, 3axmecTHYBIIMX PpaH-
unio, u cmeptu @paunkacrenss B 1970 rogy, Bemyreit urypoit
BTOPOJi TMOMOBMHBI XX BeKa B COLIMOJIOTUMU U COLIMOJIOTUU WUC-
KyccTBa — crtan apysut Ilbep Bypabve (1930—2002). KoHuenTy-
ajbHble paboThl ero, o6yajaolie BBICOKUM TEOPETUUECKUM
YPOBHEM, CBUIETEIbCTBYIOT O TOM, YTO COLMOJIOTUM MCKYCCTBA
BCTYIIMJIA B KaueCTBEHHO HOBBIM 3Tam pas3BuTus. B paborax
bypabe, a Takke CTOPOHHMKOB U IOC/IE€AOBATeNe ero IIKObI,
COYUOI02USL UCKYCCMBa Yxce 8as1emcst QUCYUNIuHol, 8 Komopot
domuHupylom memodonozuueckue nooxodsl U ucciedosamenvckue
cmpamezuu, 3auMCME08AHHblE HE U3 UCMOpUU, d U3 COYUOI02UU.
OTHbIHe BO @paHLIMM U B APYTUX CTPaHaX 3HAUMTeEIbHAsI YacCTh
MCCIe0BAHMIA, TTPOBOAMMBIX B 0O7aCTM COLIVMIOJIOTUM MCKYC-
CTBA, MOXET ObITh OTHECEHA K IOCTOSTHHO PACTYIIEMY ITOTOKY
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MCC/IeOBaHMiA, pa3pabaThiBaeMbIX IIOA, BAMSHUEM COLIMOJIOTY-
YeCcKoil MEeTOHONOTUU. ITU paauKaJbHbIe W3MEHEHMUS SIPKO
TIPOSIBJISIIOTCSI B KOHKPETHBIX COLIMOJMIOTMYECKMX MeTojax (cra-
TUCTMKA, aHKeTHPOBaHMe, MHTEPBbIO, HAOMIOAEHMUS), IMIMPOKO
pacIIpoCTpaHEeHHBIX B MCCIEIOBAHMUAX IO COLVIOOTUU MCKYC-
CTBa, a TaKke B Pa3JMUYHBIX MEKIVCIUTUIMHAPHBIX IMTOIXOAAX,
MIPYMEHSEMbIX C MCIIOJIb30BAaHMEM METOMOJIOTMII TyMaHUTap-
HBIX ¥ TOYHBIX HayK. C Hallleii TOUYKM 3peHMsI, 3PesIOCTb U CIie-
IUGUUHOCTh COIMOJIOTUM MCKYCCTBA KaK 06JIaCTU MCCIedoBa-
HUS TIPOSIBJIIIOTCS TIPEXXIE BCEro He B O0OBEKTE ee MU3yUeHUS
M He TOJbKO B JOMMHMPYIOIIEN CUCTEME KOHKPETHBIX KaTero-
puit U UX Mepapxumu, a, CkKopee, B ee MeTOAX U3yUeHUST 00beK-
Ta — MeTOAaX, He UTHOPUPYIOUIUX BaKHOCTb IMITMPUYECKUX
CTAaTUCTUYECKUX OAHHBIX, aHKETUPOBAHMS, HAOTIONEHUS U IPY-
I'MX MEKIUCUUIUIMHAPHBIX METOMOJIOTMYECKUX MTOIXO0N0B U UC-
CJ1e,0BaTeNbCKUX CTPATerni.

JTOT (GyHOAMEHTaJbHbBIN COBUT B COLIMOJOTUM MCKYCCTBA
OTYETIMBO TMPOCIEKMBAETCS B «COLMOMOTUM XYIOKECTBEHHOIO
ronst» (sociologie du champ artistique) Bypnbe u B paborax ero
IIKOJIBI M TIOC/IeoBaTeneil. OTO CBUAETENbCTBYET O TOM, UTO
CO37aTeM HbIHE 3PeNioifi COLMONIOTUM WMCKYCCTBA OCO3HAIU
cBoeobpasme CBOMX Ilejieif, 00beKTa, CTPYKTYpPbI, CUCTEMBbI
(byHmamMeHTaIbHBIX KaTEropuii, MEeTOMOJIOTMUYECKUX TOIX0I0B
M MICCTIeA0BATeNbCKUX cTpaTeruii. Kpome Toro, oHM ocBo6omm-
U cebsl OT BAMUSIHUSI POICTBEHHBIX CUCTEM COILMOIOTMYECKOTO
3HAHMS: COIMAJIBHOM MCTOPUM MCKYCCTBA, KOTOpAsl SIBIISIETCS
YacCTbI0 VICTOPUM; COLIMOJIOTUYECKONM 3CTETUKM, KOTOpasl SIBJISI-
eTcsl 4yacTbio Guwiocobun; M UCTOPUM KYJIbTYPbI, KOTOPAsI SIBJISI-
€TCs YacThio Ky/IbTyposioruu. OHu paboTany Ha YPOBHE COILMO-
JIOTMYECKOTO 3HAHMS, HbIHe AOMUHMpYIoIeM. Cpeau BCex 3TUX
IUCUMUIVINH — UCTOpUU, bumocobmm, UCTOPUM IIUBUIU3AIINIA,
KYJIbTYPOJIOTUM, aHTPOIIOJIOTUM, STHOJIIOTUM, UICTOPUU UCKYCCTB
M Op. — eCTb MHOTO 06/acTeil B3aMMHOTO KOHTAaKTa, HO KaXK-
Iast U3 3TUX obyacTeii MMeeT 3aJaun, 11eJI, OCHOBHbIE KaTero-
pUM, IPUOPUTETHI M METOJIbI, KOTOPbIE€ OTJAMYAIOTCSI BO MHOTMX
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OTHOILIEHUSIX.

Nwms4 IIbepa bypabe 1 paciiBeT CO34aHHOM UM IIKOJIbI CBSI3a-
HbI C HOBBIM 3TallOM B Pa3BUTUU COLIMOJIIOTUM UCKYCCTBA — ITa-
IIOM, XapaKTepU3YIOUIMMCSI MHOXECTBOM HOBAaTOPCKUX WIEN.
O6 yHUBEpPCAJbHOCTM €ro HayYHbIX MHTEPECOB U TBOPUYECKOIA
IesTeIbHOCTY HAIJISIGHO CBUAETENbCTBYEeT BHYIIUTENIbHAST 610-
nuorpadusi, BKIovalonas B cebs 47 kuur u 6onee 500 crareii.
Bypabe oTamMyancst He TOJMIbKO VICKTIOUUTETbHBIM TPYIOII00MeM,
HO M YHUKAJIbHOI CITOCOGHOCTbIO paboOTaTh C APYIUMM, COOU-
paTh BOKPYT cebsl MepCIeKTUBHBIX MOJIOMbIX JIIOEH, 3apaxkaThb
MX CBOMM TBOPYECKMM 3HTY3Ma3MOM. ITa MOCIEIHSST CII0Co6-
HOCTh TIOMOTJIa eMy COpMMPOBATh OIHY U3 CAMBIX BIMUSTEb-
HbIX COBPEMEHHBIX IIKOJI COLMOIOTUU UCKYCCTBA. PaboTsl mpu-
BepyKeHIIEB ITO IIKOJIbI MOPAkaloT HAC pasHOOOpa3ueM CBOUX
TeM, OPUTMHAIBHOCTHIO (GOPMYIUPOBOK U TPAKTOBOK, OOMIMEM
MEXIUCUUIUIMHAPHBIX METOA0B UCCIeNOBaHMS.

B mtesnme u3BeCTHBIX (DPAHIY3CKMX MBICUTENEN ITOCTMO-
IepHa Bypabe sIBsieTcsl OMHOM U3 BemylnuxX Guryp B COLMab-
HbIX HayKax, M60 OH MHOIOro AOOMJICS B YCTAaHOBJIEHUM aKa-
IeMMYeCKOTrO CTaTyca COLMOJNOTUM MCKYCCTBA. IJTOT YYEHBI
pasBUI udeio abCcontomHOLl 2e2eMOHUU COUUONO2UU 8 COBPEMEH-
HbIX 2YyMAHUMAPHBIX HAYKAx. B ero cOLMOIOTMM MCKYCCTBa 3Ta
TEHJEHLIMS Pa3BOpauMBaeTcs uepe3 06e3yCJIOBHOE MOAUMHEHME
3CTeTUKY, duwiocodnn, MCTOpPUM, TCUXOIOTUM, KPUTUKU UC-
KyCcCTBa U JPYTMX 06jacTeif, M3y4yaloIIUX OTHOIIEHMS] MEXKIY
MICKYCCTBOM U OOIIECTBOM, BOIIpOCaM, Ha KOTOpbIe OTBEYAEeT
3Ta MOJIOAAst AUCIUTIINHA.

Bonee Toro, B pa6orax Bypabe MbI BUAMM peakIuio Kak
MPOTUB abCTPAKTHOTO TEOPETU3UPOBAHMS, TaK U IIPOTUB II0-
BEPXHOCTHOT'O MO3UTUBMU3MA — IOIBITKY IPEOLOJIETh ITU Kpaii-
Hue no3unyu. OH 6bUT KOHIIENTYaJIbHBIM MBICJINTENEM BbICOKO-
IO TEOPETUUYECKOTO YPOBHS U C (GUIOCOPCKUMU aMOUIUSIMUA.
B pycre uaeil noCTCTpyKTypain3ma U NOCTMOLEPHMU3Ma OH pas-
paboTay MHOTME TeopeTHMYecKyue KOHIEMINUM, MEeTOHOJIoTUYe-
CKMe TIOOXOObl M MCCAedoBaTe/lbCKMe CTpaTerny, KOTOpbIe

72



YTBEPAWINCH B COBPEMEHHBIX T'YMaHUTAPHBIX U OCOOEHHO CO-
MaabHbIX Haykax. Colyonoruueckass MeTomonorus Bypabe
06BeduHsem yHoameHmanvbHble NPUHYUNBL MeopemuuecKoli U M-
nupuueckoli couuonozuu; OH paboman HA BbICOKOM YPOBHE
He MOJIbKO KaK meopemuK-KOHYenmyanucm, Ho U Kak npakmuk,
NpopeccuUoHanbHO NPUMEHSBWUT pasiuyHble IMNUpuUecKue me-
1006l UCCIE008AHUSL.

ITo mpoimectBuy 6Gosiee JecATH JIeT TOC/Te CMEpPTU ITOTO
MBICJIUTEISI Mbl MOXEM OeCHpUCTPacTHO OIEHUTb €ro BKJIa
B 00IleCTBeHHbIE ¥ TYMaHUTapHble HayKu. OIsabIBasICh HA UC-
TOPUIO COLIMOJIOTUYM UCKYCCTBA BTOPOI MOMOBMHBI XX BeKa, MbI
IOJDKHBI IPU3HATD, MO MHO2Ue KOHYenyuu, memodsl, udeu u Ka-
mezopuu, paspadomatHsie Bypove Heckonvko decsmunemuii Ha-
3ad, coOXpaHuu ce0i0 akmyanibHOCMb U CMAJIU 8AXCHbIM NOBOPOM-
HbIM NYHKMOM 8 dabHeliulemM pazsumuu co8pemMeHHOLl coyuoiozuu
uckyccmea. He MHOIrMe cOBpeMeHHbIe MBICIUTENM, Oojlee uem
yepe3 AeCsThb JIeT Moc/ie CBOeil CMepTH, TaK MIUMPOKO KOMMEeHTH-
PYIOTCS KaK B CBOMX CTpaHaX, Tak U 3a pydexkom. ITymbcupys sku-
BBIMM UIESIMU, TEKCTbI Bypabe U T10 ceit AeHb 6ymopaxkaT BOo6-
paskeHye YMTATEeNS U MPOBOILMPYIOT OYPHYIO TTOJIEMUKY MEXKITY
€ro CTPaCTHBIMMU MOCTEIOBATENSIMU U IPOTUBHUKAMMU.

Bo ®paniuy 1 GppaHKOSI3bIYHOM KYJIBTYPHOM ITPOCTPAHCTBE
BIVSTHUE Wi, pa3pabOTaHHBIX STUM MBICIUTEIEM, SBIISIETCS
MOIIIHBIM ¥ MHOTOTPaHHBIM, U B TeUeHMe TOCTAeqHNUX ABYX Jecs-
TUJIETUI ero KM3HU OHO OIIYIIAJ0Ch JajeKo 3a ImpefAenaMu ero
ctpanbl. ” IIbep Bypabe, — mumret Kpeiir KanxyH, — ObLT Beu-
YalimMM COIMOIOTOM CBOETO TokoyieHusl. Ero TBOpuecTBO Oka-
3aJ10 Iy60Koe BIMSIHME He TOJMbKO BO OpaHIMK, HO U BO BCEM
mupe. B Coequuennsix IlITaTax 3TO BAUSHME [TEPEKUBAIO 6OJIb-
IO/ TOABbEM B TOT CaMbIii MOMEHT, KOTrga Bypabe CKOHUaICS
B stuBape 2002 roga.»(Calhoun 2005, 441)

O6cykmast Bkiad Bypaobe B coBpeMeHHYI0 Hayky, Hatann
XaliHUX CHpaBemJIMBO YTBEPXKIAET, UTO ero paboTa SIBJSIETCS
«IeHTpaJbHOI B comyonioruu uckyccrBa» (Heinich 2008, 57).
HelicTBUTENbHO, BAMSIHME HA COBPEMEHHYIO COLIMOJIOTUIO WC-
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KyCCTBa TpOM3BeAeHUi U Uiel 3TOr0 BeJIUKOTO YUYeHOro, ero
KOHIIEeMIMI, KOTOpble OH BBeJ B HAy4YHbIN IUCKYPC, SIBISETCS
Iy60KMM ¥ MHOTOC/IOMHBIM, ITOCKOJBKY OH MPUZAAJT COLVONO-
TMMU MUCKYCCTBA CTATyC COMMUAHOV HAyYHOM IUCHUILIUHBI, TO-
BJMSIT HA pa3BUTHE 3TOI 06IACTY BO MHOTMX HOBBIX HarpaB-
JIEHUSIX, BOOPYXMJ €e I[epCHeKTUBHBIMM HOBBIMU UL EIMU
Y MEKAVCUUIUIMHAPHBIMM METON00TUUECKUMU MOIX0NAMU.

bypabe yumicss B 3HAMEHUTOM Ky3HMIle QpaHIy3CKUX WH-
TeJIJIeKTyasi0B, Bpicieii HOpMaabHOM (Tegarormyeckoii) Mrkose
(Ecole normale supérieure), tme oH Toceman aekuuy Jiyu Anb-
Tioccepa, 'acrona banuispa, a Takke Anexkcanzpa Koiipe u uH-
TepecoBaICcs MapKCM3MOM, TOCTCTPYKTYPIM3MOM U KIaCCUKO
counonorunu. B 1964 rony y Hero CJIOXXUIUCh TeCHble OTHOIIIe-
HUSI C YYEeHbIMM, PabOTaBIIMMM B MPECTVSKHONM [TpakTuueckoit
mKoje BbICIIMX uccnesosanuii (Ecole pratique des hautes
études), 11, BEPOSITHO, IO, BAUSIHMEM MCTOPUKOB IHIKOJIbI «aHHA-
JIOB» OH YINIyOWJICSI B M3y4YeHMe TTIOBCeIHEeBHOM KynbTypbl. Haum-
Hast ¢ 1975 roga, oH paboTast ¢ TPYIMIION YUYEHBIX B IIPECTUKHOM
Boicureit mKkone coumanbHbx Hayk (Ecole des hautes études en
sciences sociales). B ToM 3Xe rofy Npu TOAAEpPKKE MCTOPUKA
®epHaHa bpopens oH co3man >KypHas, MOAYYMBIIUIA LIMPOKOE
MEXIyHapOLHOe MIPpU3HAHNE U CUMTAIOIIMUIACS TYyYIIUM U3LaHU-
eM B cBoeii obnactu — Actes de la recherche en sciences sociales,
KOTOPBIN pegakTUpOBaJl 40 camoit cmepTu. B 1981 romgy oH cran
npodeccopom coumonoruu B Komnexk me ®panc, a B 1985 rogy —
IupexktopoMm lleHTpa eBpomneiickoii conmonoruu. B 1993 ronmy
Bypabe ocHoBas kiy6 Mepino-ITontn, a B 2000 rogy B Kostex me
®paHC OH Hayaja IMpPernoAaBaTb KypC, IOCBSIILIEHHBbII MoOHe
” GpaHIly3CKOI JKUBOIIUCH.

Bbypaibe pasBui CBOW KOHIEMIMIO COIMOJIOTUMM MCKYCCTBA
M3 CKpBITOM IIOJNIEMUKM C CTOPOHHMKamM (ApHOJbI Xaysep,
@penepuk AHTanb, Majikn bakcenpomn, ®psHcuc Xackemwt, JH-
puko KacrenbHyoBo) rocrnoactBoBasiieit Torga [lkonsr @paHka-
CTeNss M TaK Ha3bIBaeMOW COLMAIbHOIM MCTOPUM UCKYCCTBA —
CTOPOHHMKAMM, B Pab0TaxX KOTOPBIX COIMOIOTMYECKIE aCIIEKTBI
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COLIMOJIOTMM MCKYCCTBA ITOCTOSIHHO «TOHYT» B IOTOKE XYmOXe-
CTBEHHO-UCTOPUUYECKUX TIPO6IeM, BOSHMKAIOIINX IO BIAMUSHU-
€M UCTOPUYECKOii MeTOIOMOTMA.

C Touky 3peHust Bypabe, colmonorust UCKyccTBa obnagaer
BCEMU XapaKTePUCTUKAMM, OIIPeIeIsIIOIIMM €€ KaK CaMOCTOSI-
TeJbHYIO 00JIaCTh HAYYHOIO 3HAaHMS. DTa TOUYKA 3PEHUS OCHO-
BaHa Ha yOEXKIEeHWUM, UTO COLMOJIOTUS MCKycCTBA 3bdeKTnBHA
TOIIA, KOTHA OHAa UEeTKO OMpedesseT TPaHUIbl CBOeil KoMIIe-
TEHIIUM U TIPOSICHSIET OTJUUUTEIbHBIN XapaKTep CBOEro 00bek-
Ta UCCAeNOBAHMUS U CBOUX METOMOJOTMUECKUX MOAX0H0B. Jleii-
CTBUTEJIbHO, CJlefysl II0 IIyTU, IIPOMIEHHOMY COLIMOJIOTUEN
B 1I€JIOM, OHa JOCTUIaeT Bce 6ojiee YeTKOro IMOHMMaHMS CBOero
KOHKPETHOTO 06beKTa MCCIeJOBaHMsI, CTPYKTYpbI, 3ajau, UC-
CJIeloBaTeIbCKUX CTpaTeruii, MeTONOB UM OCHOBHBIX MHPOGIEM.
«ITo MoeMy MHEHUIO», — 0OBSICHSIET Byprbe:

COLIVIOJIOTMST KYJIbTYPHBIX MPOU3BEIEHMI HO/IKHA PacCMaT-
pUBaTh B KauecTBe CBOEro 06beKTa BeCh KOMILJIEKC OTHOIIEeHMIt
(0OBEKTUBHBIX, a TaKKe OCYIIECTBJSIEMBIX B (hopMe B3auMO-
IeNCTBUI) MeXKIY XYOOXKHUKOM M APYTMMM XYOOKHUKAMMU, U,
TIOMMMO 3TOTO, BCEX ar€HTOB, 3aHSThIX IPOU3BOACTBOM IIPOU3-
BeIeHMs WK, TI0 KpaliHeii Mepe, COLMAaIbHOM LIEHHOCThIO TIPO-
usBefeHus1 (KPUTUKOB, MOUPEKTOPOB Tajiepeil, MeIeHaTOB
UT.I.)

Takum 06pa3oM, IIaBHBIM 00BbEKTOM MCCaeAoBaHMs Bypabe
BUJIENT 3HAHME He npupodsl UCKYCcCMead, a coOyuanvHoli cpedsl 80-
Kpye Hezo. OTCiOma CyiegyeT TO, YTO XapaKTepHO MJIT €ro KOH-
LEMIMM COLMONIOTUM UCKYCCTBA — 0COO0€e BHMMAaHMe K TeM CO-
IMaAbHBIM  (KYJIBTYPHBIM, SKOHOMMWYECKUM, HOIUTUIECKUM,
9TUYECKUM, SCTETMUYECKMM U T.h.) ¢akTopaM, KOTOpbIe OTpa-
SKAIOTCSI B MPOM3BEIEHMSIX MCKYCCTBA, COIPOBOXKIAIOT UX
U OIIpenessiioT UX crielupuueckue 0CO6eHHOCTM.

BaskHBIM MPEUMYLIECTBOM COLIMOJIOTMUYECKOTO aHajM3a JIn-
TepaTypbl ¥ MCKYCCTBA, IT0 MHEHMIO Bypabe, SIBsSIETCS BO3MOXK-
HOCTh M30€XaThb aJbTepPHATUBbI CYObeKTUBM3Ma B IPOTUBOBEC
06BEKTUBM3MY, T. €. U36eXKaThb CYOhEeKTUBHOCTY 3CTETUUYECKOTO
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CO3HaHMS, XapaKTepHOM ISl TPaAUIIMOHHBIX SCTETUYECKUX
Teopuit. CocpefoTOUMB BHUMaHME HA CHelMUPUIECKOM COLM-
aIbHOM (haKTOpe Cpefibl, IIMPOKO OMMPAsiCh HAa MEKIVCIIUTIIN-
HapHbBII ¥ CPAaBHUTEIbHBIN TOAXOMAbI, YUEHBINI CITOCOGEH BCe-
CTOPOHHE TIPOAaHaIM3UPOBATh TO, UTO BXOOMUT B €ro 006/acTb
MCCIeA0OBAaHMUSI — COLMA/IbHBbIE CBSI3M, HANPSDKEHHOCTb MEXITY
areHTaMy, OTHOIIEHMST MEXKAY UX MO3UIUAMMU — U MOHSTh 06-
CTOSITENIbCTBA, CTOSIIIVME 3a MX IPOUCXOKIEHMEM M (YHKIMO-
HUPOBaHMEM.

[ToMyMoO 3TOTO CMeIleHMs] BHMMAaHMS C CAMOTO MCKYCCTBa
Ha pas3jMyHble aCIeKThl €r0 COUMATbHOTO KOHTEKCTA, KOHIIeI-
uus Bypabe comepkuT M Apyrue TIPUHITUIIBI, CBUIETETbCTBYIO-
IIyie O €ro OTXOIe OT 6ojiee paHHEN TPAIAUIIUU COIMONOTUM UC-
KyccTBa. [Ipexkme BCero, 3TOT yYeHbIi KOPEHHBIM 06pa3oM Mu3-
MEHMUJI CTpaTeruy MPOBEIEHMST COLMOJIOTUYECKUX MCCIedoBa-
HUIA, YCOBEPIIEHCTBOBA METO/bI PAGOTHI CO CTATUCTUKOI B CO-
IMOJIOTMYECKMX AHKETax, BBEJl B BOIPOCHI OIpoca GOJbINNIA
CTIEKTP pa3/JIMYHBIX OTBeTOB. OTCIOAA BBITEKAIOT HOBbIE U 6O-
Jlee IIMPOKME BO3MOKHOCTM HAy4HOV MHTepIipeTauum u, 60-
Jlee TOTO, OOJbIlIee KOTMYECTBO PA3IMUHBIX CITIOCOO0OB aHaIM3a
TIOJTyYEeHHBIX JAHHBIX. JTOT COBUT B CTOPOHY SMIIMPUUECKOI
M CTATUCTUYECKOM METOMOJIOTMM TIpUBEJN K OOJiee TOUHBIM
M B3BelIeHHbIM BBIBOJAM IIPU WUCCIAENOBAHUM JIUTEPATYPbI
M VICKYCCTBA M OTKPBUI Oojiee IMPOKME BO3MOXKHOCTY IJIsT 6O-
Jlee pasHOOOPA3HOI MHTEpIIpeTaluM AAHHBIX, ITONYUYEHHBIX
B Pe3yJIbTaTe COIMOIOTMYECKOTO aHaIM3a.

«Les régles de ’art» u 2aéumyc

B 1992 ropmy yBupena cBeT GyHmameHTanbHasi pabora Byp-
Ibe TI0 COLMONIOTUYU UCKyccTBa Les régles de I’Art (IpaBwiia uc-
KycCTBa). B 9TOii KHUTe OH pa3BUBaeT He TOJNbKO paHHee U3-
BeCTHble MJleM, HO Takke CO3JaeT HOBbIN HPOEKT AJis HayKu
06 MCKYCCTBE, COIIACHO KOTOPOMY «MCTMHHBIM IPEIMETOM Xy-
IO’KeCTBEHHOT'0 IIPOM3BeleHNs SIBJISIeTCSl He UTO MHOe, KaK co0-
CTBEHHO Xy[OKECTBEHHAsl MaHepa BOCHPUSTUSI MMUPa, TO €CThb
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caM XYIOKHMK, ero MaHepa ¥ ero CTuib, 6e30II160YHbIe 3HAKU
MacTepCcTBa, KOTOPBIM OH BjajieeT B cBoeM ucKyccTtBe» (Bypabe
1992, 412). B aroit pabore bBypabe paccMaTpuBaeT pasivuHbIe
aCIeKThl pasHbIX IIPaBUJI, pa3PO3HEHHBIX, HO CTPOTMX, KOTOPbIE
OMpenensiioT U TUTePATYPy, U UCKYCCTBO, a TAKXKe CI0KHBbIE OT-
HOLLIEHMSIMU MeXAy MHOIMMMU YUaCTHUKAMU 3TUX TOeN.

B Tekcrax Bypjbe «Ione» MpeacTaeT Kak 4emko cmpykmy-
pUpoBaHHoe COUUAIbHOe NPOCMPAHCMB0, codepicaujee pasiui-
Hble Nno3uyuu, npuyem Xxapakmepucmuxu Kaxcdoli nosuyuu Ha-
npaMyl 3aeucsim om Mecma, KOomopoe OHa 3aHumaem 6 noJe,
a He om 3aHumarwezo ee cybsekma. lleHTp ero coumonoruu
MCKYCCTBA MOCTEIEHHO CMeIaeTcsl K OYeHb CJIOKHBIM Mepap-
XMYECKUMM OTHOILIEHMSIM, B KOTOPBIX YYacTBYIOT OCHOBHbIE
YYaCTHUKU JUTEPATYPHOTO M XY[IOKECTBEHHOIO TONein (Xy-
IOKHUKU, CO3JaBaeMble MMM MPOU3BENEHUs, KPUTUKU, KOJI-
JIeKIIMOHEPBI, McTOprorpadsbl, TMOMEUNTENN UCKYCCTBA, €0 I0-
TpebuTenu ¥ IOUiepbl), caMble Pa3sHOOOpPa3HbIE KYIbTypHbIE
U XyJOOXeCTBEHHbIe YUpeXOeHUs (My3eu, BbICTABOUHBIE 3aJIbl,
rajepeu, CaJIOHbI, Xy[IOKeCTBEHHbIE IIKOJIbI, KypChl, Xy[OXKe-
CTBEHHbIE aKaJleMuu) M MHOTME OpPyrue areHTbl 3TUX IMOeii.
TakuMm o6pa3om, MeTadopuyeckoe KOHIENTYaJbHOE Noje OT-
HOCUTCSI K CJI0MCHOU MKAHU 8 COYUANbHOM NPOCmpaHcmee pas-
JUYHBLX OMHOUIEHULL MeXAY pa3HbIMU NO3UYUSMU.

B Hameli TpakTOBKe COLIMOIOTUYM UCKYCCTBA Byp/ibe HaC MH-
TePecyroT TPeXe BCero Te Mo, KOTOPble OTHOCSTCS K 3CTeTU-
yecKkoit cepe; MOITOMY MbI Ceifuac CO3HATETbHO MPOUTHOPUPY-
€M 5KOHOMMYECKOe, TTOUTUYeCcKoe, TIPaBOBOe U Apyrue Mojs
U COCPeIOTOUMMCS Ha aHaju3e JIUTePaTypHOro U XyH40XKeCTBEeH-
HOro. «JIutTepaTypHoe 1nosne», — nuiiet bypape:

9TO TIOJNe CUJ, NEMCTBYIOIIee Ha BCeX, KTO BXOIUT B HETO,
¥ OHO Jenaetr 370 AuddepeHIIMPOBaHHLIM 06pa3soM B 3aBUCH-
MOCTY OT 3aHMMAaeMbIX MMO3ULINI (HarIpuMep, eciy 6paTh HEKO-
TOpble OYeHb OTHAJeHHbIe TOUKM — 3TO aBTOP YCHEIIHbIX MbeC
WM TI03T-aBaHTapAMCT), U B TO K€ BPeMSI 3TO 0jie KOHKYPEHT-
HOJi 60pbObI, KOTOpasi CTPEMUTCS COXPAaHUTh WIM IIpeodpaso-
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BaTh 3T0 nosne cui (Bourdieu 1991, 4—5).

OT cOUMONOTOB MCKYCCTBA, aHAIM3UPYIOLIMUX COLMATbHbIE
CBs13M, QYHKIMOHMUPYIOUIME B TOJSIX JUTEPaTypbl U UCKYCCTBA,
Bypabe TpeboBas Tpyu HeOOXOAMMbIE B3aMMOCBSI3aHHbIE OTepa-
LM, KOTOpbIE TaKXXe TeCHO CBSI3aHbl C YPOBHSIMMU COLIMATbHO
peanbHOCTU. [lepBasg Takasl onepauus — 3TO aHAIU3 MO3ULUNA
JIUTEPATyPHOTO ¥ XyAOKECTBEHHOTO ITOjIeli B paMKax Oosee
IIMPOKOTO TIOJS BJIACTH, K KOTOPOMY 3TU TO3ULIMU OTHOCSITCS
KakK MMKPOKOCMbI K Makpokocmy. Bropasi — aHa/in3 BHYTpeH-
Hell CTPYKTYpPbl KOHKDETHBIX JUTEPATYPHBIX U XYHOKECTBEH-
HbBIX T10JIeii, TIOHMMaeMbIX KaK BCeJleHHble, TTIOAUMHEeHHbIe CBO-
MM OCOOBIM 3aKOHAM (PYHKIIMOHMPOBAaHMUS U TpaHCHOpMaLIN.
WHBIMU CJTIOBAMU, 3MO0 AHAIU3 CMPYKMYPHbIX c8s3eli Mex#dy no-
3UYUAMU WU MeXCOY pasIudHbIMU UHOUsUdamu uiu uHcmumyma-
Mmu, deticmeyroujumu 6 onpedesieHHOM Nojie U KOHKYPUpYIOWUMU
Mexdy coboiil 3a xyooxcecmeeHHYI JieeumumHocms. HakoHer,
TPEeTUil YPOBEeHb aHa/IN3a COCTOUT B 06BbsICHEHUU (HOPMUPOBA-
HUSI Pa3HOOOPA3HBIX 2a0umMycos, KOTOpble 3aHMMAIOT PA3IUY-
Hble TO3UIMM areHTOB B aHAIM3UPYEMbIX IMOMSIX — IO3ULIUU,
BBITEKAIOIIe U3 ONpee/IeHHOM COIMaTbHOM TPaeKTOPUN.

Takum obpaszom, Bypabe papukanbHO nepedopMyanpoBa
M MI3MEHWI OCHOBHbIE aKILIeHTbI ITPo6ieM, pacCMaTPUBABIIIXCS
B 0Oojiee paHHEN TpaauIIUM COLMOJOTMM MCKYCCTBA. BMecTo
TPAgUIIVIOHHOTO OOGBSICHEHUSI TOCIENOBATENSIMY COLVIOIOTUA
MCKYCCTBA TOTO, KaK TOT MM MHOI TBOpeI] CTaJ TeM, KeM OH
SIBJISIETCSI, OH TPAKTOBaI 3aa4M COLMOJIOTMM UCKYCCTBA IPUH-
UMITMAIBHO MHAUe — KaK 3a7jaui, BbITeKawlye u3 QyHaamMmeH-
TaJbHBIX TIOJIOKEHUI COI[MOIOTUYECKO MeTOA0/MOTUN. ITU TIO-
3uLMK, 1o ybexmeHuio bypabe, mpenrosnarailoT KOHKpeTHbIe
MCTOpPUYECKME COCTOSIHUSI JUTEPATYPHOTO WM XYHOKECTBEH-
HOTO TOJSI M OTKPbIBalOT TBOPILYy BO3MOXXHOCTb CaMOBbIpaxke-
HMSI [0 TTIOTEHIMATBHO TOCTUKMUMBIX TTO3ULINIA.

OpurnHaabHOCTb MbIlLIeHUsI Byplibe moguepKuBaeTcs Tak-
5Ke ero cBoeo6pasHoii CUCTEMOI GYHAAMEHTATbHBIX KaTErOpuit
B COIIMOJIOTMY MCKYCCTBA M OCOOBIM BHMMAHMEM K TOHYAMIINM
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KOHHOTALMSIM CYIy0o MHOMBUAYaAJTbHBIX, YacTo MeTadopuue-
CKUX U KOHTEKCTYaJIbHbIX MOHSATUI. CO30aHMe CUCTEMbI TTOHSI-
TUIA, 3aMETHO OTIMYAIONIeicsl OT paHee CYIIeCTBYIOIIUX, OTpa-
>KaeT cTpeMyieHMe Bypabe TiiaTe/lbHee UCCIeN0BaTh Pa3iMUHbIe
acreKkThbl B3aMMOJEICTBUSI MCKYCCTBA M 00IleCcTBa U CBSI3aTh UX
aHaaU3 C JUYHBIM OIBITOM. UTO KacaeTcsl CTWISI HaIlMCaHUS
TeKCTOB bypabe, TO OH TECHO CBSI3aH C €ro KOHUeNUUsIMU, NHO-
IJla KPUTUKYETCS], TAK KaK SIBJISIETCS] CJIOXKHBIM, 4aCTO 3aIlyTaH-
HbIM, HaCbIIIEHHbIM HEOOBIYHBIMM MeTahopuuecKuMy KOHIIEeI-
TaMM, OTpasKaIOIMMMK pas3IndHbie Grmocodckie MoATEKCTHI.

ITo cpaBHeHMIO ¢ Golee paHHUMY KOHIEMIMUSIMM COIIVOJIO-
Ml MICKycCTBa bBypabe BbIfenseTcss CBOeM CUCTEMOI OpPUTHK-
HaJIbHBIX (YHIAMEHTAJbHbIX KaTeropuii, Hambosee BaKHBIMU
13 KOTOPBIX SIBJISIIOTCSI COLMaIN3alys, COUMagibHOe MPOCTPaH-
CTBO, XYIOKeCTBEHHOE IPOCTPAHCTBO, 2abumyc (JiaT. «BHEII-
HMI BUI»), KYIbTYpPHOE TI0JIe, Xy OXKeCTBEHHOE I0jle, JUTepa-
TypHOe TIi0jie, HOMOC (Tped. «3aKOH»), KYJIbTYPHbI/ KamuTall,
CUMBOJIMYECKUIT KalUTal, BKYC, MPeIpPacCIIONOKeHHOCTh U 1.
(OH TepeHsT TOHSTUS KYJAbMYpPHO20 Kanumaia w ezabumyca
HerocpeACTBEHHO y cBoero yuntens Jlyu Anbrioccepa). ITomo6-
HO KOHLEMIUM COLMOJIOTUM UCKYCCTBA, 3Ta CUCTEMa KaTero-
puit, CJI0KHBIE Mepapxuueckye B3aMO3aBUCHMMbIe OTHOIIEHUS
MeXAy ee CerMeHTaMM U ee BHYTPEeHHUEe CTPYKTYpHble CBSI3U
MOCTeNIeHHO Pa3BUBAIMCh B TEKCTaxX MO Pa3IMYHBIM IMpobie-
MaM, IOKa He Ipuobpenn GopmMy OTKPBITOM M3MEHUMUBONM CH-
CTeMbl KOHTEKCTYaIbHBIX U CUTYAalIMOHHBIX KaTerOpuit CO MHO-
TMMIM KOHHOTALUSIMM CMBICJIA.

OTnpaBHOI TOUKO AJI1 3TOM CUCTEMBI KaTerOpuii B COLMO-
JIOTUM UICKYCCTBA SIBJIIETCS cCoyuanu3ayus v CBsi3aHHas ¢ Heii ka-
TErOpUsl COYUAIbHO20 NPOCMPAHCMEad, KOTOPasi, COeIUHSIST MUD
JIUTEPATYPHBIX U XyIOKECTBEHHBIX MPOU3BEIEHUN C KYIbTyp-
HOJ MCTOpMeEl JyeoBeYeCcTBa U IepenaBasi 3HaHUSI, OTKPbIBAET
OT OAHOTO TOKOJIEHUS K IPYrOMY MPOCTPAHCTBO [J1s1 Pa3BePThI-
BaHMA Ipyrux Karteropuii. Ilpexnme Bcero, bypave ompenennn
OTHOILIEHME COLMATIBHOTO MPOCTPAHCTBA K Pa3/IMUHBIM 3KOHO-
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MMWYECKUM, TOJIUTUUYECKMM, IMPaBOBBIM, KYyJIbTYPHbIM, Hayd-
HBIM, XYI0KeCTBEHHbIM, JUTEPATYPHbIM U Ip. MOJSM, PACKPbI-
BalONIMXCS B HEM. 3/1eCh KaXK[l0e KOHKpeTHOe Iojie — 3TO MUK-
POKOCM, KOTOPBIii BKIIOUAET B ce0s ONpeneeHHYI0 YacTh MaK-
pokocMa — 06Iero coluaabHOrO MpOCTpaHcTBa. Bonee Toro,
Ka)kIoe M3 9TUX I0JIeli MMeeT CBOi Habop MpaBWiI, U3 KOTOPBIX
HaubojIee BasKHBIM SIBJISIETCSI HOMOC, KOTOPBIiA HE MOKET ObITb
MeXaHMuyecKy IepeHeceH B IPOCTPAHCTBO Jpyroro moss. Ha-
TIpMMeEp, B MHTEPECYIONIEeM Hac O0JbIlle BCErO XYI0KeCTBEHHOM
rojie IpUpoJa HOMOCA PACKPbIBAETCS B TaK Ha3bIBaeMOM ABU-
SKEHUUM «UCKYCCTBO pajy MCKYCCTBa», BO3HMKIIEM B 3amagHO
XyIOOXKeCTBEHHO KyJIbType BO BTOpOI nonoBuHe XIX Beka.

B KoHeyHOM cueTe, coliMaabHOE MPOCTPAHCTBO WM Cpefa
MOPOXKIAeT 2adumyc — CUCTEMY HEIIOKOJIEOMMBIX BPOSKAEHHbIX
MpeApacnosoXXeHHOCTel, KOTOpble BIOWIEACTBUU CTAHOBSITCS
JUYHBIMU TIpeOyOesKIeHUSIMMU, OTpPemesIoNMMI KOHKpPeTHbIe
colManbHble MPaKTUKU. JTa KaTeropus Bypabe c ee MHOXKe-
CTBOM pa3/IMYHBIX 3HAUEHUI1 M KOHHOTALMI MpexIe BCEro OT-
HOCUTCS K GYHIAMEHTAIbHOMY ITPUHLINITY, KOTOPBIN B KYJIbTYP-
HO-XY/IOKeCTBEHHOM MCTOPUM peryaupyeT OTHOLIEHWUS JIIOfeli,
MpeApacrnoaokeHHOCTH, TTOCTYIKM, BOCIPUSITHE MUpPA, MEHTa-
JIUTET, CY>KIeHMsI, MaHePY peul, OCHOBHbIE (DOPMBI TBOPUECKOTA
IesTeIbHOCTY, TaK Ha3bIBa€MblIil «XOPOLINMit» BKYC, 06pa3 sKu3-
HM U T. A. 3afa4a 2abumyca — TPeoAoieTh OBEPXHOCTHOCTh
CTPYKTYPAIUCTCKUX TIOAXONOB U TpPeyBeIMUeHHbIN TCUXO0O0-
rM3M (peHOMEHOJIOTUN.

Buodst kanumana u cumeonuuecKkas 61acmeo

Co1naybHOE MPOCTPAHCTBO OObEIMHSIET B cebe MHOKECTBO
pas3IMYHBIX TT0JIel, KaXKIoe 13 KOTOPbIX — HallpuMep, HayKa, 1c-
KYCCTBO, IUTEpaTypa, ©300pasuTebHOE VICKYCCTBO U Ip. — OT-
HOCUTEJIbHO He3aBMCUMO OT OCTa/IbHbIX. KpoMe TOTO, KaXK[bIii
KOHKDETHBbI/I areHT MOXEeT OJHOBPEMEHHO HaXOIUThCS
B HECKOJIbKMX Pa3JIMUHBIX TOJISIX. B KOHEUHOM cueTe, BHYTpeH-
HSISI CTPYKTYpa 3TUX MOJIel TaK WM MHAue BIVSIET Ha TOBeIeHe
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KaKIOro CyObeKTa, BXOASAIIEr0 B MX IPOCTpaHCTBO. Ilo aToit
NpUYKMHe Kakgoe Moje B KOHIenuuu bypabe sIB/sIeTCS apeHOoi
pa3sHOO6GpPa3sHbIX OUTB MEXOY CYObeKTaMM MM COLMATbHBIMU
rpynnamu BHYTPU Hero. Jltlogu, 3aHMMarolie JOMUHUPYIOLIMe
MO3UIIMM B OTIPe[leJIEHHOM I10jie, OOBIYHO ITPMIATAIOT BCE YCU-
s, YTOObI HE TOJBKO COXPAHUTh UX, HO U PacCUIMPUTD Chepbl
CBO€#1 BJIACTU U BIMSIHUS. Y1 HA060pOT, MapruHaIM3MpPOBaHHbIE
JINIIA CTPEMSITCSI BCEMMU JOCTYITHBIMMU CpefCTBaMU U3MEHUTD CY-
[[eCTBYIOIIME PbIUaTu U UCTOUHUKU BIACTHU.

st TOro 4TOOBI BBHIIBUTb OTIMYMUTENbHBIN XapakTep KOH-
LeINLIUM COLMOJIOTUMU UCKYCCTBA Byprbe, Mbl HEM30EKHO TOIK-
Hbl YCTAaHOBUTHh 3HAUeHUS APYTUX (YHIAMEHTAIbHbBIX TIOHS-
TUIA — KyJAbTYpPHOTO KamnuTana, XyJOoKeCTBEeHHOTO KamuTasa,
CMMBOJIMYECKOTO KaluTanaa, — IMOCKOJbKY OHM TOMOTYT HaM
JTydille TIOHSITh COLMAaabHbIE MPOIIECChI, TPOUCXOSIINE B TIOMSIX
JIUTEpaTyphbl ¥ UCKYCCTBA. B 60pbOe MeXITY KOHKYPUPYIOIIVMMU
CuJlaMM B paMKax ompeJe/IeHHOTO T0JIs1 JIIOAY UCTIO/Ib3YIOT pas-
JINYHbIE BUABI KanuTana: 1) SKOHOMUYECKUI, KOTOPbI COCTOUT
M3 MaTepUaJIbHbIX M (MHAHCOBBIX PECYpPCOB; 2) Ky/IbTYPHBIN,
BKJIIOUAIONIMII B ceOsl MpM3HAHHbIe OOLIECTBOM 3HAHMS, Kaue-
CTBO O6pa3soBaHMs (HAay4HbIi MIM aKaJeMUUYeCKuii KarTa)
U 3HAHUSI PA3IUUHBIX KyJbTYPHBIX KOMOB; 3) COLIMAJIbHBIIA,
HeTOoCpeICTBEHHO CBSI3aHHbIN C MPUHAAJIEXKHOCTbIO K OIpee-
JIEHHOV COLMAa/JIbHOM rpymre; 4) XyOOoKeCTBEHHBIN, KOTOPbI
CBSI3aH € MIYOOKMM M MHOTOTPAaHHBIM 3HAHMEM MMPA MCKYC-
CTBa; M, HAKOHEIl, 5) Upe3BbhIUYAIHO CJIOXKHBII CUMBOIMYECKUIA
KarnuTaj, COCTOSIINI U3 COIMaTIbHOTO MpecTka, HaKOIJIEHHO-
TO 3a BCIO XM3Hb, IPMOGPETEHHO M3BECTHOCTU U TIPU3HAHUS.

V3 Bcex 3TMX BUIOB KaluTalia Haubosee BaXKHBIM SIBJISIETCS
CUMB0JIUHECKUTl, KOTOPBIV TPAKTYEeTCS KaK BUJ, IKOHOMUUECKOTO
U KyJIbTYPHOTO KamuTasnaa, MOJYYMBIIUI HIMPOKOE MpU3HAHUE
B obmiecTBe. OH y3HaBaeM 4yepes MPeCTVKHbIE KaTeropuu, pu-
3HAHHbIE B OIpeIeIeHHOM KY/JIbTYPHOM IT0Jie. ITO MOXKET ObITh
ocobast pomoCIOBHAS, MOOKPEeIIeHHAs! MCTOPUUECKOI TTaMSIThIO
WM JOKYMEHTaMU, IIPECTVKHbIE BbICIINME yUeOHbIe 3aBefeHmsI,

81



BbIJAIOLINMECS MMeHa, pa3indHble akageMuuecKe perajiuu, ou-
TIJIOMbBI, HAarpaabl, aCCOIMALMY C TIPECTVDKHBIMY YUeOHBIMM 3a-
BeJIEHUSIMM, WIEHCTBO B akageMun u ap. IIpu qo60M o6Cyskae-
HUM CUMBOJIMYECKOTO KanuTajla ciefyeT TakKe MIOMHUTD O TaK
Ha3bIBAae€MOJ aKaJeMUuecKoii apuCcTOKpaTUM, KOTOpasl Bbless-
eTCsl CBOMMMU OCOOBIMM PerajusiMy, UMEeHaAMM U 3HAUUTETbHbIM
aKaJeMMnuecKuM U KyJbTYPHBIM KallUTaJIOM. B akamemMmueckoin
U IPYTUX COLUATbHBIX CPefax OHa TaKKe BbIIENSIeTCs] CBOUM 3C-
CeHILIMaJIM3MOM, CO3HaTeJbHBIM OTKA30M OT OIIpeae/ieHMs CBO-
eif Tpuponbl, CcBOGOMOII CBOMX MHEHMI, OCBOOOXKIEHMEM
OT MeJIKMX He3HAUUTEeTbHbIX ITPaBuI.

Bospacraromnias c710)kHOCTb INTePaTypPbl U UCKYCCTBA, aBTOP-
CKMIt aKLIeHT Ha OINMCAHUSIX BHYTPEHHUX IePeXMBAHUI CBOUX
repoeB, MosiBieHne GopMaTbHO-TIACTUYECKUX ITPOOIeEM B 1306-
pPasuTEbHOM UCKYCCTBE TaKKe HAaNpsSMYIO CBSI3aHbI C HOBBIMU
BBI30BAMM JJIsI BOCOPUSITUS TIpOU3BeeHuii uckyccTBa. [1o aToit
MpUYuHe Bce OoJblllee 3HAUEHME MPUOOpeTaeT XapaKTepHas
CITOCOOHOCTb BOCIPUHMMAIOIIVX M KPUTUKOB aHAIM3UPOBATD
¢ npodeccrOHaIM3MOM CITeMalCTa CKPBIThIE CMbICIBI, 3aKO-
IVIPOBaHHbBIE B MPOM3BeIeHMSIX MCKycCTBa. OJHAKO 3TO JIMIIb MO-
JIOBMHA pacCMaTpMBaeMOli IpO6IeMbl, IOCKOIbKY, ITOMMUMO
YCJIOXKHEeHUSI TPOM3BeleHUI MCKYCCTBa, He MeHee CJIOKHBIe ITPOo-
1lecchl Pa3BMBAIOTCSI U Cpeay areHTOB B T0OJie — IMPOUCXOAUT
60pb0a 3a MPUBWIETUPOBAHHOE IOJIOKEHVIE B IPOCTPAHCTBE 3TO-
ro noss. OTcroma BeITEKaeT Bce Oojiee BaxkHas POJIb Pa3IMUHBIX
MOCPEIHUKOB — MEXOY XYOOKHMKOM U BOCIPUHUMAIOLINM,
MeXAY XyIOKHUKOM U TOPTOBLIEM.

DTOT KOMIUIEKC Tpo6ieM CBSI3aH C COIMOJIOTMEN Memua-
LIMM, KOTOpasi B COBPeMEHHOI COIMOJIOTUM MCKYCCTBA CUYMTA-
eTCsl OTHAEIbHBIM IT0JIEM, BKIIOUAKIIMM B Ce0S COBOKYITHOCTD
JIeJICTBYOIIMX B HEM areHTOB U PA3/IMYHBIX COLMANBHBIX OT-
HomeHui. OTCIOIa BO3HMKAKOT HOBBbIe KOHIEMILMM, KOTOpPbIe
B TOCTMOAEPHUCTCKONM KyJbType, B TOJSIX JUTEPATypbl U UC-
KYyCCTBa, OMNpeAeNsiioT TOCTOSHHO PacTyIliuii MUp TOCPeqHU-
KOB MeXAy TBOpILIAMM WMCKYCCTBA, €ro BOCIHPUHUMAIOIIUMU
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U guaepaMu. DTU TOCPeOHUKU B 06IaCTM MCKYCCTBA SIBJISIIOTCS
BaXHBIM CBS3YIOIIMM 3BEHOM, KOTOpOe CaMO Mo cebe KBasIu-
GbuiMpoBaHO ¥ CIIOCOOHO [apoBaTh MpU3HaAHME (KOTOpOe
HEITOCPENCTBEHHO CBSI3aHO C CUMBOJMYECKMM KalUTaIOM)
KOHKpeTHOMY TBOpPIY ¥ LI€EHHOCTh CO3JaHHBIM MM IIPOM3Be-
IEHUSIM.

Takum o6pasoM, Bypabe morpyskaeTcss B 06CyKIeHe poiu
¥  QYHKIMIT MCKYCCTBOBEIOB, PYKOBOIAUTEJE U3MaTeIbCTB
U XyIOKECTBEHHBIX Tajiepeil U T. . B COUMAIbHBIX ITPOIECCaX,
KOTOpbIE€ Pa3BOPAUMBAIOTCS B MMPOCTPAHCTBAX KY/JIbTYPHOTO, JIN-
TEPATYPHOTO U XYIOKECTBEHHOTO TMojieil. 3[ech MOCPEeTHUKU
MpuoOGpeTaroT Kak Obl (QYHKLUMM ABOWMHBIX areHTOB, M MMEHHO
6raromapsi MX YCWIMSIM SKOHOMMYECKas CxeMa IPOHMKaeT
B SIAPO 3JMThI KOHKPETHOro mojist. IlocpeqHmMKamM MpUXOOUTCS
COIJIaCOBBIBATh MPOTUBOPEUMBLIE MHTEPECHl YUaCTHUKOB TOTO
WM MHOTO TIONSI: TBOPIIOB, KOTOPBIM 3a4acTyI0 UYXKIbI 9KOHO-
MMUYecKkme coobpaxkeHuss, ¥ AUIEPOB, KOTOPHIM IIPUXOIUTCS
MPOJABaTh MPOLYKTHI XYIOKECTBEHHOIO TBOPUECTBA HA PhIHKE.
B KyJIbTYpHOM, JIUTEPATYPHOM M XyOOKECTBEHHOM IIOJISIX 3TO
B3aMMOJIE/CTBIE BK/IIOUAeT B ce0si MHOKECTBO (DYHKIMOHUPY-
IOMIVX MEXaHM3MOB — COIMAIbHYIO Mepapxuio, MaTPOHaX, KO-
MMUCCUM, peKIaMy M OpyTMe BUABI HeATeIbHOCTY, CKPBIThIE
OT IV1a3 MPOCTBIX JIIOJET.

B coumonoruu McKyccTBa Bypabe BOCIIpMSITME TPAKTYeTCs
Kak cBoeoOpasHast (GopMa KylIbTYpPHOI AemmbpoBKY, HapaB-
JIEHHOJ Ha pPAaCKpbITME CMBICJIOB Pa3JMUYHBIX JIATEPATYPHBIX
M XYIOXXEeCTBEHHBIX KOMOB. B 3TOI 4acTu COIIMONIOTMM MCKYC-
cTBa Bypmbe MbI MOXeM OGHapyKUTb aHAJOTUU C Teopueit
MKOHOJIOTMYECKOi MHTepIpertaiuu A6y Bapbypra u ODpBuHAa
[Tanodcku. Takum 06pa3oM, B aKTe BOCIPUSITUSI KYIbTYPHBIN
KO aBTOpa IIPOM3BeIEeHMsI MCKYyCCTBA [O/DKEH COBIAAaTh
C KOIOM BOCIIPMHMMAIOLIEr0, MHAue BO3HMKAET OMAaCHOCTb
HerMoHUMMaHMsl. Bojee TOro, B 3TOM CMbIC/IE IMPOM3BeIeHME
MCKYCCTBA KaK COBOKYITHOCTb CMMBOJIMYECKUX KOIOB OXMBAET
M PacKpbIBAETCS TOJBKO TOMY BOCIPMHMMAIOUIEMY, KOTOPBIi
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CIIOCOOEH YCBOUTDb 3TU KOMbI, T. €. memmdpoBaTh UX CKPBIThIE
CUMBOMINYECKMEe 3HaueHus. Takke KOMIIETEHTHOCTb BOCIIPU-
HUMAIOIIero oImpefensieTcsl BaZieHueM BCIIOMOTaTeabHbIMMU
MHCTPYMeHTaM¥, HeOOXOOMMBIMM [IJIs1 TOIJMHHOTO BOCIIPUSI-
THUS, T. €. 3HaHMEM MHTeprnpeTallMOHHBbIX CXeM [IJiS pasjauu-
HbIX TIPOM3BENEHMII MCKYCCTBA, & TakKe MHOTMMU [ODPYTUMU
(akTopamu, KOTOpbIe SIBJISIIOTCS IIPEANOCBIIKON IMpuobpere-
HUSI Xy[IOXXeCTBEHHOTO KamnuTasa. JTa KOMIIETEHTHOCTb OIIpe-
JlensieTcsl TepelloBbIM 3HAaHMEM CTPOTUX XYIOKeCTBEHHbIX
NPUHIIUIIOB U YyMeHMeM paclpele/nTb MOCTUraeMsble SIBJI€HUS
B OIpefeseHHble KJIaCChl M CUCTEMbI CMMBOJIOB, a TaKKe CBS-
3aHa C KiIaccudpMKalymeil XymosKeCTBEHHBIX 00pa3’oB IO MX
CTUIUCTUYECKUM TTPMU3HAKAM.

C Ttouku 3peHust bypape, cTaHOBIeHME KOMIIETEHTHOTO KC-
repTa 1 3HATOKa OTpee/IeHHOM KyJIbTYPHOM UMK XYH,0KEeCTBEH-
HOVi cepbl, SKUBYIIETO ¥ MBICJSIIETO MCKYCCTBOM, — SIBJIEHME
0oee CIOKHOE, YeM IIPOCTOe YCBauMBaHME TeOpPeTUUeCKUX
U IIPaKTMUYECKUX IIPUHIUIIOB. B cBoet TpaKTOBKe 3TOJ mpobiie-
MaTMKM OH BO3BBICMJI MPSIMYIO CBSI3b MEXIY YYUTeIeM U ero
yUeHMKaMM, IUMPOKO PaclpoCTpaHeHHYIO B TPaAUIIMOHHBIX BO-
CTOYHBIX (MHAUMCKUX, KUTAMCKUX, SAIIOHCKMUX) CUCTeMaxX 3CTe-
TUYECKOTO BOCIIUTAHUS. B TaKMX OTHOIIEHUSIX YUEHUK CIeAyeT
3a yUMTEJIEM, KOTOPOMY OH ITOJTHOCTBIO TOBEPUJ cebsl 1 uepes
MIOCTOSTHHOE TeCHOoe 00lieHKue 6ecco3HATeNbHO BIUTHIBAET 06-
pa3 MbIIIEHUS] CBOETO YUYUTeJIsI, HOPMbI TOBeAeHUs, B3I/IsAbl
Ha XU3Hb U MUP, OCHOBHbIE TTPUHITUIIBI BOCIIPUSITUSI U OLI€HKU
KYJIBTYPHBIX U XyJ05K€CTBEHHBIX SIBJIEHUIA.

Kpome Toro, aroTr croco6 BOCIUTAHMUSI KOMIIETEHTHOCTU
HEOTHEeIMM OT 3HAHMSI VICTOPUM Kaskmoii KOHKPETHOI 006/acTu
KYJIBTYPBI ¥ ICKYCCTBA M OT CITOCOOHOCTY pas3nyaTh TPAaUIUNA,
IBVKEHMSI Y IIKOJbI MPOIIOTO, B TOM YMCIe OTINYUTETbHbIE
CTWJIM BEJIUKUX MaCTepOB C UX BHYTPEHHUMMU CTPYKTYypamu
Mpou3BeAeHMs UCKYCCTBA U CPeliCTBAMMU XYN0XKECTBEHHOTO BbI-
pakeHMs, a TaKKe OT YMEHMSI YyBCTBOBATh TeHMAEHIUU, KOTO-
pble cyauT Oyaymiee U T. A. OTCIOna BBITEKAET OAHA U3 ITIAaBHBIX
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OCOOEHHOCTEl TeX JMYHOCTEl, KOTOpble BBINESIOTCS CBOEit
KOMIIETEHTHOCTBIO: NOs8eHUE JIUUHO20 MHEHUs, K8aaupuyupo-
8aHHO020 071 OUEHKU s16JlIeHUll, TIOSIBJIEHMEe, HEOTIeINMMOe OT JINY-
HBIX YCWIMII M KauecTBa ITOJIyUeHHOro o6pas3oBaHus. bypabe
ObLT YOEXKIEH, UTO Korma o6pa3oBaTeibHble BO3MOXKHOCTM PaB-
HbI, KaUeCTBeHHbIe Pa3/MuMs B KYJIbTYPHOM U XYH0KeCTBEHHO
KOMIIETEHTHOCTY OTIPENEISIOTCS COIMATbHBIM MTPOVCXOXKIEHN -
eM 4Yeji0oBeKa, CeMelHO}M cpenoii, B KOTOpPOJ OH pOC, 4 Kaue-
CTBOM yUeOHBIX 3aBeleHMI1, B KOTOPBIX OH YUWICS U HGOPMUPO-
BaJICST KaK 9KCIIEPT.

Bosnee Toro, colmasibHbIe TTPOIIECCHI, TPOUCXOAsIIMeE B che-
pe KyJAbTYpbl, JUTEPATypbl M MCKYCCTBA, MPAKTUYECKM HUYEM
He OTINYAIOTCS OT IMPOIIECCOB, ITPOVCXOASIINX B 3KOHOMMKE,
TIOJIUTUKE U APYTUX cdepax. 3mech MPOUCXOIAT Te JKe caMble
CTONTKHOBEHMST CUa (IIOCTOSIHHAsE Gopbba, HalpaBieHHas
Ha IMpeoOpasoBaHMe WIM COXPAaHEHME CTAOUIbHOCTH), @ KOHKY-
pPeHLIMS YacTo IpuobpeTaeT BechMa YTOHUYEHHbIE, TOHKO 3aMac-
KMpoBaHHbIe (POPMBI. B 3TUX mONSIX CJydaroTcsl 6oe3HEeHHbIe
CTOJTKHOBEHMSI OIIEHOK PAasJMUYHBbIX COIMAIbHO aHTaXKMPOBAaH-
HBIX JIUII ¥ TPYIIN, MIPETEHIYIONMX HA «a6COMIOTHYIO 06 BEKTHUB-
HOCTb», U X PeILIeHU «OTKIOHUTb» WIN IIPUHSITh» IIPOU3Be-
IeHus U paboThl, MpeACcTaBJIeHHbIe Ha pasIMyHble KOHKYPCHI,
IIPOEKTHI ¥ MPOrpaMMbl. 3[IeCh MeiiCTBYIOT caMble 3alyTaHHbIe
MeXaHM3Mbl (OPMUPOBAHUST KYIBTYPHOTO M CUMBOJIMYECKOTO
KanuTasga. HekoTopsle MOMyYaloT XBasieOHbIE OT3bIBbI, TEHIEH-
IIMO3HbIE TIPUITMCHIBAHMUS OOJBIINX 3aCAyT, MPOHUIIATETHHYIO
peKIaMy, perajquy ¥ Harpajpl, T. €. HabMpaloT GOJIbIle OYKOB.
Ipyrue, HATIPOTUB, TIOTYYAIOT AHOHMMHBIE OTPUIIATETbHbIE OT-
3bIBBI, PE3Y/IbTAThI UX PAOOTHI TEM MJIM MHBIM 06pPa3’oM yMassi-
IOTCS, @ pasMep MX CUMMBOJMYECKOTO KamuTana GhopMupyeTcs
MPEeB3SITO M HEOObEKTUBHO.

OTciofa BeITEKAaeT 0cobast mpobaeMa JeruTUMaIun Jo60ro
BUJA TBOPYECKON HesTenbHOCTU. II0 3TOI mpuuymHe ORHOM
M3 IJIaBHBIX TPYOHOCTEl GOpPHOBI B JIMTEpPAType U MCKYCCTBE
SIBJISIETCSI YETKOEe OIpeleseHMue TPAHUI] ITUX TONe U JIeru-
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TUMHOCTY YYaCTHMKOB 3TOJ G0pbObI. [OBOPUTH O KOHKPETHOM
TBOPUYECKOM TIPOM3BENEHUY, UTO 3TO HE HayKa, He JUTepaTy-
pa, He XMBOIIUCh MM He TMEepCHeKTUBHbIN MpeaMeT OJjs aHa-
Mu3a, He peasbHas mnpobiemMa U T. A. B JeHCTBUTEIbHOCTU
03HAYaeT MoABepraTb COMHEHUIO WIX OTBepratb 3aKOHHOCThb
€ro CyIIecTBOBaHMS, MCIIONb3Yys pasauMyHble WHCTPYMEHTHI
BJIACTH, WU, OPYTMMMU CJIOBaMM, MCKIIOYATh €ro M3 KOHKY-
PEHTHOTO ITPOCTPAHCTBA, OTIyYaThb OT OOIIECTBa, 3aroHSTh
Ha 3aJIBOPKU JIMTEPATYPHOTO MM XyOOKECTBEHHOrO mosns. Ta-
Kie XUTPOYMHbIE MaHMUITYJISITUBHBIE COIMAJbHbIE WUIPBI, CBSI-
3aHHbIE C M3OJSIMeN U MapruHaau3auueit, SIBASIOTC IPdek-
MUBHBIM CNOCOOOM YCMPAHeHUsl KOHKYpeHma u3 onpeodeneHH0z0
nosis uiu desanv8ayuu ezo0 CUMBOJIUUECK020 Kanumana, 8 cayuae,
Kozda dpyzue, 6onee 6nazopodHsie cpedcmea KOHKYpeHyuu, He pd-
6omarom. B MCTOpUM KyJABTYPhI 3TOT TEHIEHIIMO3HBI METOI
M3THAHMS C TIOJIST HA €r0 OKPauHbI YacTO MUCIIOMb30BAICS KOH-
CepBaTUBHBIMM UAEOJIOTaMM M UMHOBHMKAMU B UX OOpbbe
C HOBBIMM SIBJIEHMSIMU B Ky/JAbType, Hayke, JIMTepaType U UC-
KyCCTBE U CO CTOPOHHMKAMM 3TUX MHHOBAIMl, KOTOpPbIE YyIPO-
SKaIy TIPUBWIETMPOBAHHBIM TO3UIIMSM, 3aHMMAeMbIM B OIpe-
IeJeHHOl 00/1aCcTy TeMM, KTO HaXOOWICS Ha BepIIMHE CTapoii
mepapxuy. OOpaTUBIINCh, KO MHOTMM IIpUMeEpaM U3 MUCTOPUU
uuBMIM3aum, bypabe mokasai, 4To, Kak MpaBUiIO, YeM BBIIe
VMHTEJUIeKTyaJIbHASl KY/IbTypa CTPaHbl, TeEM MOIIHee ee Mexa-
HU3MbI COIMAIBHOM JETUTUMAIIMK U KyJIbTYPHOTO CaMOCOXpa-
HeHMsI. B 3TuxX cryyasx TOMMHUpPYeT 6Gojlee yeTKasl CUCTeMa
KYJbTYPHOI Mepapxum, a CUMBOMMYECKII KalluTal MeHee CBSI-
3aH CO CTPYKTYpaMU U JUYHOCTSIMU Ha BEPIIMHE TMOJUTUYE-
CKOI1 U 1e7I0BOV epapxXun.

Takum 06pa3oM, COLMOIOrUS UCKycCcTBa Bypabe pasBuiach
HEeMoCpeICTBEHHO M3 ero OOIleil COLMOIOTUM, HeOTheMIEMOIt
YacTbI0 KOTOPOI1 OHA siBisieTcs. [0 CpaBHEHUIO C TEOPUSIMU €TO
MpeIIeCTBEHHMKOB OHA OTJIMYAETCS SIPKO BbIPaskKeHHOIi COLIMO-
JIOTMYECKOM HaIpaBJIeHHOCThIO, OPTaHUYECKUM COYETAHUEM
SMIIUPU3MA U TEOPUMU, UCTIOTH30BAHMEM MHOTUX HOBBIX COLIMO-
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JIOTUYECKUX METOMOB M KOHIIEMIMii, U3 KOTOPBIX Hambosee
B&XHBIMM SBJISIOTCSI COLManM3alusi, COLMaAbHOE MPOCTPaH-
CTBO, TIOJIe, 2abumyc ¥ pasinyHble GopMbl KamuTaaa. ITomuep-
K1Basi 0co60e 3HAUEHMEe COLMONIOTUM CPEIM TYMaHUTAPHbIX Ha-
VK, Bypape npsmo cBsI3bIBaeT ee ¢ 0c060it pobIo coyuanudayuu
B MCTOPUM LUBUIN3ALUK, KYJIbTYPBI, JUTEPATYPbl U UCKYCCTBA
yenopevyecTBa. OYHKIMS COUMANN3ALUN, TI0 CYTH, 3aKITIOUAETCS
B Mepefiaye HOBBIM IMOKOJIE€HUSIM 3HAaHUI, HAKOTIJIEHHBIX B UCTO-
pUM Ye0BevYeCKol KyJIbTypbl — a 3HAUMT, M UCKYCCTBA, U JIUTE-
paTypbl. OTCIO/Ia BO3HUKAET BaXKHENIIN crieruduueckuii 06b-
eKT COIIMOJIOTMM MCKYCCTBA — COYUANbHASL cpedd, 8 KOomopol
(QYHKYUOHUPYOM NpoU38edeHUs Iumepamypsl U UCKYccmaeda.

[Mpexne Bcero, To, YTO Mbl BUAMM B 3alaJHON HayKe MocCje
cMmept Bypabe, — 3TO JOMMHUPOBaHME HOBOTO COYUOJIO2UYE-
(K020 HAIpaBJIeHUSI B COLIMOJOTUM MCKYCCTBA U TOCTENEHHOE
BBITECHEHME TIPEXXHET0 Xy 0)KeCTBEHHO-UCTOPUUYECKOTO MOAXO-
Ia Ha mepudepuio akageMUIecKoro AucKypca. B mepyio oue-
pellb, HA 3TOT MPOLECC IOBJMSUIM U3MEHEHUS B KYJIbTYPHOM
M 9CTEeTUMYECKOM CO3HAHMM ITOCTMOJEPHMUCTCKOTO OOIIeCTBa,
MOSIBJIEHNE HOBBIX KYJIbTYPHBIX U XYAO0KECTBEHHBIX IPAKTUK,
pactymiasi KoMMepiuaamM3anus MCKyCcCTBa, CABUTU B MepapXun
MUCKYCCTB M B MCCAENOBAaTENIbCKMUX CTpaTerMsix U MeTOHax.
Ha 4ucro couymonormyeckoM ypoBHE 3TOT IPOILecC HeNocpes-
CTBEHHO CBsI3aH ¢ Bypabe, C yCTaHOBIEHMEM B Pa3IMUHBIX 0671a-
CTSIX COLIMOJIOTMYECKMX MCCAeNOBaHUM UOe UM MeTOmOJIOTHIA,
MponaraHAMpPyeMbIX M3aBaeMbIM UM KyPHAJIOM U OCHOBaHHOM
MM 1IKosoi. OTcioma ciegyeT 20cnodcmayioujee 8 akadeMudeckom
Mupe MHeHue, UmMoO COYUO0JI02Usl UCKYCCmea — MO0 He Xyooice-
CMEeHHO-UCmopuieckas OUCYUNIUHA, a Heomsemiemdsl Uacme Co-
YU0102UHEeCK020 3HAHUSL.

Bonee Toro, B aTOT nepuog, B0 ®paHuuy U OPYTUX 3aMa HbIX
CTpaHax NMPOM30LLIN CTPEMUTENbHBIE TTIepeMeHbl: KODEHHOE 13-
MeHeHMe KOHIIeNTYyaIbHbIX TeOpPeTUUECKUX YCTAHOBOK, MOSIBIe-
HJe HOBBIX 06J1acTeit 1 mpobieM, TPeOYIONIX U3YUeHUS], YCuUIe-
HKe nuddepeHIMaUNM UCCIeNOBaHUT B 06/1aCTM COLMOIOTUU
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MICKYCCTBA, CIelyanu3aius u npodeccroHaam3anmuss HayUYHbIX
MCC/IeOBAHMII B KOHKPETHBIX 06JIaCTSIX, POCT MEKIUCIIUIIIN-
HapHbBIX MHTEPECOB, aKTUBMU3ALVSI KOHTAKTOB MEKIY 3TOi duC-
LIUTUTMHOM Y IPYTYMMM 001aCTSIMM 'YMaHUTAPHbIX M TOUHBIX HAYK
(uctopus, acTeTuka, puiocodus, TUTEPATyPOBEIEHNE, UCTOPUS
MICKYCCTBA, AQHTPOITOJIOTUSI, TIOJIUTOJIOTHUS, IOPUCIIPYIAEHIINS
u ap.). Oco6eHHO BO3pOC/ia poib SKOHOMUCTOB M CTAaTUCTOB, KO-
TOpbIe paHee UTHOPMPOBAJIMCH VCCIEIOBATENSIMI B 00/1aCTY CO-
IIMOJIOTUM MCKYCCTBA, HaIIpUMep, B MOMY/ISPHOM MCCIeTOBaHUU
9KOHOMMYECKOT IesITeTbHOCTM PhIHKA skuBomucu (le marché de la
peinture) M XyIOXeCTBEHHOM MHAYCTPUY, a TAKKE MY3€€B, Taje-
peit ¥ MHOTUX IPYTUX ITOCPEeTHUKOB (OMUIEPOB, KOJUIEKIIMOHEPOB,
9KCIIEPTOB U JIp.). DKOHOMUYECKIME U CTATUCTUUECKME METOMBI,
KOTOpbIE BbIJENSUT Bypabe, MMUPOKO UCTIONb3YIOTCS €r0 MOCIeI0-
BaTensamu. OyHIaMeHTalIbHbIe M3MeHEeHMs TPOUCXOIST B pacTy-
IIeM TIOTOKe VMCC/IeOBaHN B 00/aCTU COIMOIOTUY VICKYCCTBA;
Bce Gosiblliee 3HAUEHME TIPUAAETCS Pa3IMUHbIM aclieKTaM KyJ/Ib-
TYPbI ¥ XyO0KECTBEHHOV MHAYCTPUMN: TTIOTUTHKE U MEHEIKMEHTY
MICKYCCTBA; €T0 PBIHKY, OLIEHKE ¥ MHCTUTYTaM (My3esiM, Tajepe-
SIM); YHUKAJIbHOCTH, COLIMATbHOMY CTaTyCy ¥ UTEHTUIHOCTU XY-
IOKHMKA; KPUTEpUSM OT6Opa IPOM3BEeNeHMiT MCKYCCTBa [IJIs
KOJIJIEKIINIT; IPUUMHAM YBEIMUYEHUS] PbIHOYHOI CTOMMOCTU UC-
KYCCTBa; 3aKOHOMEPHOCTSIM B 9TUX YBEJIMUEHUIX U T. [I.

3a nocjiegHye HEeCKOJIbKO JecSITUIeTU MCC/IefoBaHMs BOC-
MIPUSATHUSL M Medualiy MUCKYCCTBA IIPMOOpen Bce Oosbliee 3Ha-
YyeHMe M CTaIM TTOUTH KJIaCCMYEeCKMMY TeMaMy B COBpPeMEHHOI
COLIMOJIOTUY MCKYCCTBA. PacmpocTpaHeHUIO 3TUX MCCIeTOBaHMit
3aMeTHO CITOCOOCTBOBAJIA PACTYINAst aKTMBHOCTb HAYYHO-MCCIIe-
JIOBATEJIbCKUX I[EHTPOB U KYJIbTYPHO-TIPOCBETUTEIBCKUX CIYKO
MpY KPYITHBIX My3esIX Pas3jIMUHbIX CTpaH, a TaKkKe pacTyliee
YMCIO PaGOTHUKOB 3TUX YUPEKAEHUIT — JIIOE C PasTIMUHbIM
aKaJieMMYeckKuM 00pa3oBaHMEM, /IS KOTOPBIX COLMOIOTMYe-
CKMe UCCAeIOBaHMs SIBJISIIOTCS Ba’KHOM YacCTbi0 UX HEeSITeTbHO-
ctu. [onuTHKa KPYIHbIX My3€eB MEHSETCS ellle ¥ TTOTOMY, UTO
MX KypaTopbl, OCO3HABass SKOHOMMYECKYIO BBITOAY, MEHSIOT
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CBOM TPaIgUILIMOHHBIE CITIOCOGBI OOCTY>KMBAHMS TTACCMBHOTO IT0O-
TOKA ITOCETUTEJIEN U YOEISIoT Bce 6ojblliee BHMMAaHME Pa3INy-
HbIM HETPAAMIIMOHHBIM MEPONPUSITUSIM, BbI3BIBAIOIIUM OO6IIe-
CTBEHHbIII MHTepeC, a TAKKe COLMOIOTMUECKUM UCC/IeIOBaHUSIM
UX 9KOHOMUYECKOI 3(PHEKTUBHOCTH.

DTa opMeHTalMsl Ha S5KOHOMMYECKMe 1M U Ha yBeauueHue
Yuciia IOCeTUTENeN Takke MeHsIeT XapaKTep U 1eJin UCC/ieIoBa-
HUt, TPOBOAMMBIX YUEHBIMU, CBSI3AHHBIMM C 3TUMU MY3ESIMU.
[To sTO¥ IpUYMHe HAPSIy C U3YUYeHUeM UCTOPUM UCKYCCTBA, KO-
TOpasi TPaAULIMOHHO JOMMHMPOBAIa B UCCIeA0BATeNbCKUX 1[eH-
Tpax IpM KPYITHBIX My3esX, Bce GoJjiblliee 3HaUeHMe MPUIAeTCS
TOMY, UTO CBSI3aHO C YCIIEIIHOM MOBCEAHEBHON X035ICTBEHHOM
JesITeTbHOCThIO 3TUX My3eeB — MPAKTUUYECKUM U TMPUKIASHBIM
COLIMOJIOTMYECKMM IPO6aeMaM BOCIPUSITUS M MeIualuu MUC-
KyccTBa. TakuM 00pa3soM, B My3esIX MEeHSIeTCS He TOJbKO OTHO-
1eHMe TPagUIIMOHHBIX UCKYCCTBOBENOB K COLIMOJIOTaM MCKYC-
CTBa, HO U TOHMMaHMe BAXXHOCTU MCC/IeNOBAHUSI BOCIIPUSITUS
M MeAualyu UCKYCCTBA. DTU M3MEHEHUS MOBBIIIAIOT aKageMu-
YeCKMil CTaTyC MCCIeNOBAHMUI B 00JaCTM COIMONIOTUM MCKYC-
CTBA, CITOCOOCTBYIOT YBEIMUEHMIO YMC/Ia CIIeIIMATbHOCTEN U pa-
OOTHMKOB B 9TOJ 06/1aCTH, UX MpodeCcCMOHANN3aIMK, a SHAUNT,
u ¢uHaAHCUpOBaHUIO 3(DGhEKTUBHBIX MCCIENOBAHUI U IIOTOKA
HayYHbIX PabOT, CBSI3aHHBIX C PasAMUYHBIMM aCIIeKTaMM My3eii-
HOI1 eI TeJIbHOCTHU.

B 1O Bpemsi Kak Bypabe Obln ellle Ha IMKe CBOEI CJIaBbI,
HEKOTOpble ero TociefoBaTeNnM, 3aHMMAaBIIMECS SMIOUpUYe-
CKUMM, CTAaTUCTUIECKUMU U Pa3TUIHBIMU TPUKIASHBIMU WUC-
CJ1efOBaHUSIMMY, TIOPBAIM C €ro MOAYEePKHYTO KOHIIeNTYyalbHO
MeTOJIO/IOTHel C ee MOIIHBIM 3apsiloM ITOCTCTPYKTYPaauUCT-
CKOM M KPUTUMUYECKOM MBICIM. DTa TeHAEHLMS COeNlaTh COLMO-
JIOTUIO MCKYCCTBa Oojiee SMIIMPUYECKON U HPUOIU3UTL ee
K JIpyrMM MPUKIaIHBIM 00aCTIM IpOsIBWIaCh B Gojee uem
IBaAIaTV MOHOTpadusIX, OMyOIMKOBAHHBIX 3a MOCIETHNE IBa
JecsITUIeTUs] CaMbIM TaJaHTIMBBIM yuyeHUKOM bypabe, Harta-
ym XaiviHux. B otimnuue oT Bypabe, KOTOpPBI Bcerma Iomuep-
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KMBaJ MPEBOCXOACTBO COIMOJIOTUM, €€ CTUIb MCCIeTOBaHUS
¥ ee METOHOJIOTMIO T0 OTHOWIEHMIO K IPYTMM COLMATbHbIM
¥ TYMaHUTapHBIM AUCIUILIMHAM, XaifHUMX B 9TOM OTHOIIEHUU
6onee ymepeHHa. Ee mosuumst 6iske K IMO3UIMU PEISITUBU3-
Ma, KOTOPbIii MpMU3HAET L€HHOCTb PasAMUYHBbIX CHCTEM Hayd-
HOTO 3HAHUS, MCIIOJb3YEMbBIX MMM MHCTPYMEHTOB U IIpPENO-
craBiasiemoit vy uHpopmaimn. OHa TIy6Gke, yeM Bypabe,
BHMKAET B Apyrue mpobieMbl COLMOMOTMIM MCKYCCTBA M HACIa-
SKIAeTcs, TaK CKa3aTh, MHTEJIEKTYaJIbHOI CBOOOMIOIL, KOTOpast
TIPUXOAUT C OCBOOGOKAEHMEM OT MOIIHOTO BIMSIHUSI €e yuuTe-
7. B 1leHTpe ee BHMMAaHMUS — OTUYETIMBO BUIMMBIA COBUT
B CTOPOHY 1306pasUTEIbHOTO MCKYCCTBA, KOMITapaTHBU3M, Ca-
MOOBITHOCTh XYIOXKHIMKA, €r0 COLMAJbHbINA CTAaTyC, BOCIIPUSI-
THE MCKYCCTBA, MeOMTALMsI, pas/iMuHble acIeKThbl IesTeIbHO-
¢t MyseeB. Haranu XallHux B IOCjaegHMe Tombl paborasna
B OCHOBHOM HajJ 3aKasHbIMM MCC/I€HOBATETbCKMMM IPOEKTa-
MM, KOTOpbI€ TIPUBE/IN K Pas3IMIHbIM MOHOTPAdUSIM.

3aknioueHue

Takum o06pasoM, B OTIMUME OT Oojee paHHEN TpaguLuu
B COLIMOJIOTUM MCKYCCTBA, KOTOpasi pa3BMBaIach Moj BAUSHMUEM
3CTeTUKRY, Gumocodun M UCTOPUM MCKYCCTBA, a TakkKe ObLIa
OpPMEHTMpOBaHA Ha MeTOHNONOruI0 (uaocodum U UCTOPUN,
B KOHIeNUMK Bypaibe akileHT CMeIaeTcsl C aHa/In3a XyooXKHMKa
M ero NpousBeleHUil Ha COLIMOJIOTMYECKOe UCCIEeNOBaHMUE ero
OKpYy>XeHMs. B pe3ynbTaTe B IBYX YaCTSIX Ha3BaHUS ITOM OUCLU-
TUTMHBI — COYUON02UU UCKYCCMBA — TIPOUCXOIUT He TONbKO (PyH-
JaMEeHTaJbHbI COABUT OT BTOPOI YacCTH, UCKYcCMed, K TEePBO,
coyuoaI02uU, HO M TPUHIIUIIBI COLIMOOTUYECKOTO aHaaM3a CTa-
HOBSITCS TIOJTHOCTBIO TOMUHUMpPYIOIMMHK. B KoHLenuuu Bypabe
3TOT CIBUT PACIIPOCTPAHSIETCSI B Pa3JIMUYHBIX HalpaB/IeHUSIX
U 3HAaMeHyeT paguKaJlbHOe M3MeHeHMe Uieil U MeTOL0B COLIMO-
JIOTUM UCKYCCTBA.

Kpome TOro, B MOCTCTPYKTYPINCTCKMUX aCIeKTax COIMOJIO-
UM UCKyccTBa Bypaibe Mbl JIeTKO CTOJIKHEMCSI CO MHOTMMM 0CO-
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OGEHHOCTSIMM TIOCTMOAEPHUCTCKOTO MbIIIeHus. TIpexkae Bcero,
OHM CBSI3aHbI C KATETOPUYHO KPUTUMUYECKMM B3IJISIIOM Ha 6ojiee
paHHMEe TpaAUIMM B COIMAIbHBIX M TYMaHUTApPHBIX HayKax
U C Le/IbI0 PAAVKAIBbHONM MEePeoleHKU 3TUX Tpaauuuii. [1o sToi
npuurHe B pabortax Bypape Mbl cpasy ske 3aMeuaeM paspyiie-
HME MCKYCCTBEHHBIX TpaHULl U TeperopofoK, yCTaHOBIE€HHBIX
YHUBEPCUTETAMM MEXKIY PasaMUHbIMM 00aCTIMM TYMaHUTap-
HBIX U COIMAJIbHBIX HayK, ¥ 0co60e BHMMAaHME K SIBJIEHUSIM
Ha nepudepun akageMUUIecKoro U3ydeHusl, a TakKe HeTpaau-
LIIMOHHYI0 MHTepIpeTaluyio MHOTUX U3 3TUX SIBJIEHUI U CO3[a-
HMe CBOeo6pasHoil CUCTeMbl CYyTy60 MHAMBUIYAIbHBIX U KOH-
TEeKCTYyaJbHbIX KATETOPUIA.

HakoHell, 1m0 cpaBHEHMIO C KOHLEIUUSIMU ero Ipejiie-
CTBEHHMKOB, COLIMOJIOTUSI UCKYCCTBA Bypbe mpugaeT 3amMeTHO
Oonblllee 3HAUEHME MEKIVCHUIUIMHAPHBIM MUCCAeIOBaHUSIM
U Ppa3IUYHBIM B3aMMOZOIOJTHSIOIINM  UCCAeI0BATEIbCKUM
CTpaTerusM U MeTo/iaM, TO eCTb MOJIeJIY, OTKPbITble OJHO AuC-
LIMUIUIMHOM, TPeOYIOT, YTOObI APyrye HayuyHble 00JIaCTy yaydlla-
7 CBOM MCC/IeloBaTeIbCKEe MHCTPYMEHTbI. Bypabe mpusHaBal
9TO TeCHOe B3aMMOJEeiCTBMEe MeXAY PasJIMYHbIMM OUCIIATIIN-
HaMM TOJIKO TPU YCIOBUM OGE€3yCIOBHOI TereMOHMUM COIIMOJIO-
M. Mup, KOTOPBIi i OH M300paskaeT pa3BOPAUYMBAIOLIMMUCS CHU-
JaMM M HaNpsSbKeHUSMM B Pa3BUTUM KYJIbTYPbI, JUTEPaTyphl
M UCKYyCCTBA Ha pybeke XXI BeKa, — 9TO He KOJ/UIAX U3 HEIBY-
CMBICJIEHHBIX (DParMeHTOB, a YETKO OUepUeHHas uepapxuieckas
cmpykmypa, copMUpoBaHHas! JIOTUYHOM aKTUBHOCTHIO MHOTUX
(akTOpOB ¥ TPOHM3BIBAIOIIAS BCE TIOPHI COIMATIBHOTO OPTraHu3-
Ma MOCTMOAEPHUCTCKOT KyIbTYpBhI.
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CEPT'EN I3UKEBUY!

VHCTUTYLIMOHAJIbHAS
TPAHCO®OPMAIINS ITPOCTPAHCTB
9KCITO3ULIU UCKYCCTBA

B IIOCTCOBPEMEHHO¥ KYJIBTYPHOI
CPEJIE

A6cmpakm

B HacToseit cTaThe IpeAnpUHUMAETCS MMOIbITKA aHaIM3a KITIOUeBbIX
aCIeKTOB M3MeHeHMsI BaXKHEeMIIMX aclTeKTOB (DYHKIMOHAIbHOTO IOJIO0-
SKeHMsI SKCTIO3ULIMOHHBIX IIPOCTPAHCTB, IMPEACTABIISIONINX IIPOU3Bee-
HMSI VICKYCCTBA OOIIECTBY, B MTOCTCOBPEMEHHOI KYJIbTYPHO-COL[MAb-
HOJ cuTyauyu. DTU IMPOCTPAHCTBA MEPEeCcTanu ObITh TOYKAMMU TOJIBKO
TOYKaMM 06pa30BaHMsI, pa3BlIedeHMst 1 peKpealnu, HO IPEeBPATUIIUCh
B BaKHe1Iie MCTOUHMKY (GOPMUPOBAHMS TIPEACTABIEHUN O JOKEH-
CTBYIOLIEI IIKale aKTyaJbHbIX COLMATbHBIX LIEHHOCTE, pacimpocTpa-
HsIEMbIX Yepe3 KaHajIbl 3CTeTUYECKOI KOMMYHMKAIMN. B 9TOM cMbIcie
npou3solien GpakTUUeCKUii KapaAMHAIbHbIA MepecMoTp MO3ULUA IKC-
TTO3MLMOHHBIX MHCTUTYLMI B COLMAIbHOM MHDPACTPYKType CO BTO-
PUYHBIX ¥ JOTIOTHUTENbHBIX Ha IEPBUYHBIE M CUCTEMOOGPA3YIOLINeE.
CHayasia HOBbIE MPOABUHYTbIE rajiepen, a 3aTeM TBOPYECKHMEe KIacTe-
PBI ¥ My3€y TPAaAUIVMOHHOTO TUIIA CTAIM MPOCTPAHCTBAMM, MTPOLYLIM-
pPYIOLIMMY MHHOBALIMOHHBIE COLMATbHbIE MATTEPHbI YETOBEYECKOTO
CYIECTBOBAHMS, B3aMMOAENCTBUSI M OTHOIIEHUSI K OKpYyKaloliemy
Mupy. OCHOBHBIE TIPOLIECCHI TOTO POAA MOMYYAIOT B HACTOSIIIEM CO06-

! Cepeeti /I3ukeéuu — 3aMeCTUTEIb 3aBeyIOMIEro Kadempoi 3CTeTHKM
dunocodcekoro dakynbrera MI'Y numenu M.B.JIoMOHOCOBA IO HAyUHOI
pabore, raBHbIi pegakTop AU.
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meHnM GopMy 3CTeTUKO-KOHLIENITYaIbHOTO BbIPasKeHUSI.
Knwuesste cnoea

dcreTnyeckoe, AMUCKYPCUBHOEe, GOPMBI XU3HM, GOPMbI MBIIUIEHMS,
Ky/IbTYPHO-TICUXUYECKMIA TUI JIMYHOCTY, SKCIO3MULMOHHAs Tpuajza
B IIOCTCOBPEeMEHHBII epUoS.

Acmemuueckoe u 6uc1(ypcueuoe, cou uccnedo8aHuti IcmemuyuecKkozo

[Ipesxge, yeM MPUCTYIUT K OOCYKIEHUIO TpaHCHOpMUPO-
BaHHOTrO (YHKIMOHA/IA MIPOCTPAHCTB SKCIIOHUPOBAHMS TIPOU3-
BeJleHUI UCKYCCTBA, HAM C/e[lyeT BHECTU SICHOCTb B 6a30BYIO
KOHIIENTYAJbHYI0 TEPMMHOJIOTHIO, Kacalollylcs Ti000i obra-
CTU 3CTETUYECKON aHAIUTUKU. B 9TOI 061aCTV MbI ITOAIEPKIU-
BaeM B 001acTV GyHIaMEHTATbHOI STMCTEMOJIOTUM TTpobieMa-
TUKM 3CTeTudeckoro monsi [Berleant, 1970] pasBeneHue Bceii
nHbOpMaIUM NIBe MPUHIUIIMAIbHBIE MTO3UIMKU. VX Mbl MMenu
YK€ HEeCKOJIbKO CJTyyaeB SKCIIOHMPOBATh ITOAPOOHO B pasyiny-
HbIX acmekrax [[3ukeBud, 1998, 2004, 2011, 2015], 3mech MbI
dbopmynupyem MCKIIOUMTETHLHO CaMOe CyIleCTBeHHOe, U3 TOro
YTO K HUM OTHOCUTCSI. BO-TIepBbIX, Mbl IOHMMAaEM 3Icmemuue-
CKOe KaK HeOTUY)KIaeMoe OT SMOIIMOHAIbHOTO OIbITa CYyOhEKTa,
BO-BTOPBIX, OHIMOJI02UYECKULl cmamyc 3cmemuyeckozo0 B CBSI3U
C 9TUM TaKOB, UTO OH SIBJIIETCSI MIPOM3BOJHBIM OT OHTOJIOTUYE-
CKOTO CTaTyca MCUXUYECKOTO MMUPA CyObeKTa. DTU TOJOKEHUS
C HeMu36eKHOCThIO IOAPA3YMEBAIOT, UYTO peasibHble (heHOMEHbI
3CTEeTUYECKOTO HaXOASTCS TIPU er0 KPUTUUECKOM MTOMBIIIIEHUA
B Tpefenax TUIIOTETUUECKON JIOTUYECKON eIVHUIIbI, KOTOPYIO
MbI MOXEM Ha3BaTh OOEMOM TOHSITUSI «3CTETUUYECKUI OIIBIT».
OHTO/MIOTMYECKMMM UM SMUCTEMOJIOTMYECKMMU KOppeisiTaMmu
9TOJi JIOTUUECKO! pPeaqbHOCTU SIBJISIETCSI BCe MHOroo6pasue 3c-
TETUYECKOTO OITbITA PEeabHbIX CyOBEKTOB, 3aCBUIETENbCTBO-
BaHHOE KaK B HEIIOCPeACTBEHHOI (hopMe, SKCIIpeccuu (acmemu-
yeckas KOMMYHUKAyus), Tak M B ONOCPenoBaHHONM hopme, 06b-
sICHeHUM (OUCKYPCUBHASL KOMMYHUKAYUST), MEKIY KOTOPBIMU pac-
rojiaraeTcst IpoMeXyTOYHasi KOMMYHUMKATUBHOV Heompee/ieH-
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HOCTU, PEMMUHUCLIEHLIIMU (HAppamueHasi K8Aa3UuKOMMYHUKAYUSL).
OueHb BaXKHO C TOUKM 3peHMsT PyHAAMEeHTATbHOI TeOpUM KOM-
MYHMKAIMM ¥ HAIIero Criocoba MOMBIIIIEHMS pasauduii yKa-
3aTb Ha TO, MOYEMY PEMMHMCLIEHLMSI 3CTETUUYECKOTO OIIbITA
U CBSI3aHHAs C HUM HappaTMBHas NPaKTUKa He SIBJISIOTCS KOM-
MYHMKalMeli B CTPOTOM CMbICJIE CJIOBA: MOJy4Yawllasi CTOpPOHA
3/1€Ch TIOJTHOCTBIO He OT/Ie/IeHa OT COOOINA0NIEel CTOPOHBI, a IT0-
TOMY HEBO3MOXHA (uKcaiusi 06paTHOM CBSI3M, KOTOpasi eciau
OHa MPUCYTCTBYET B ITOAOOHOM OIIbITE SIBJISIETCS He Ooiee, yemM
TUIIOTETUYECKON pealbHOCTbIO, MPOLYLIMPOBAHHOM UIPOI BO-
ob6paskeHus1 camMoii coobiaromnieii cTopoHbl. OCHOBaHMUS MOA06-
HOTO pa3BefeHMsl BIIEpBble OTYETIMBO YIOMMHAIOTCA KaHToM
B ero BBefeHun K «Kpurtuke uncroro pasyma» [Kanr, 2007].
Vka3aHHbIE TIONOXEHUS TPeOYIOT HEMEIJIEHHOTO IOTIO/HE-
HMST pasfeseHus: TUMoTeTUYecKoro Kiacca eHOMeHOB 3CTeTH-
YECKOTO, COCTaBJISIONIETO OOBEM TOHSITUS «ICTETUUECKMUIA
OTBIT» Ha JBa TMIIOTETUUYECKUX MOJKIAcca, BUAbI B 3TOM POJe,
«UHMepCcyOseKMUBHbLI ICmemuueckuti onsim» U «uucmo cyosex-
mueHwlli acmemuueckuli onstm». Mbl IO/KHBI IIOHMMATh IIOZ,
MepPBbIM HEOOXOAMMbIE [IJIS1 OCYLIECTBJEHUS UYelOBEKa Kak
MPUBUJIETUPOBAHHOTO CcyObekTa [MaputeH, 1988] 6a3oBbie
aJanTaliOHHble BO3MOXHOCTM, Jesaloliyie BO3MOXXHBIM IIO-
IOGHBI OHTOJIOTMYECKUII CTATYC. B YIIOMSIHYTOI HaMu TepBOii
«Kputnuke» KaHTa M3yuyeHMe 3TUX BO3MOXHOCTE OTHOCUJIOCH
K TOMY, YTO OH B CBO€il TepMMHOJOTMM Ha3bIBaq TPaAHCIEH-
IeHTa/JIbHOM 3CTeTukoi. IIpekme Bcero, 3TO OTHOCUTCS, KakK
u 3adUKCUPOBAHO B 3TOM 4vacTu «KpuUTHKM ymcToro pasymar
K IepexXMBaHUSIM BpPeMEHM U IIPOCTPAHCTBA, I1O3BOJSIOIINM
YeJIOBEUECKOMY CYOBEKTY OBITUMIICTBEHHO IO3UIMOHUPOBATD
cebs. K aToMy OTHOCATCS 3aTe€M U HEKOTOpBIE T033Ke TOSIBIISIIO-
myecs: epexkuBanusl GyHIaMEHTATbHBIX COIMATbHBIX 00CTOSI-
TeNbCTB (Kak, HalpuMep, MepeXuBaHUE HEOOXOMMMOCTU MO-
paabHOTO 3aKOHA), KOTOpbIE ceifyac OOCYKAATh MbI He OymeM
M3-3a CIeLMaJbHOr0 XapakTepa Iogo6HOoro obcyxmeHus. Ilon
BTOPBIM K€ MbI IIOHMMAaeM Te MHOTOOOpa3Hble IMOIMOHAb-
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Hble JaHHbIe, COMPOBOXAAIINE YUCTO UHAUBUIYATbHBIN Xa-
pakTep OCYIIEeCTBJIEHUSI YeJIOBEUECKOT0 CYObeKTa B MUPE, CBSI-
3aHHBIN C €r0 YHUKAJIbHOV KOTHUTUBHOM CTPYKTYPOI, KOTOpas
B HEOOXOOMMOM HaM SIMUCTEMOJIOTMUYECKOM acIleKTe OJIKHA
ObITh 3a(MKCUPOBAHbI TEPMMHOM <«IIOPOT SCTETUUYECKON UyB-
CTBUTEIbHOCTU», O3HAUAIIMM YHUKATbHYIO TOUKY Ilepexoja
JIOKJIbHBIX 9MOIIMIi B reHepaJu3pOBaHHOE COCTOSIHHME.

dcTeTUUeCcKoe BKIIOUAET B ceOs Kak SIBJIEHUS MepBOro, Tak
U SIBJIeHUS BTOPOTO Pojia, KOTOPbIe Pa3jIMyaroTCsl YMCTO aHA/IM-
TUYECKHU, TO eCThb IUCKYPCUBHO, TpUUYEM B AUCKYpPCE B BbBICOKOII
CTerneH! CIelMaJn3upoOBaHHOTO, B HEIOCPeICTBEHHOM JXe 3C-
TETUYECKOM OITbITE€ OHM ITpaKTUUYeCKM HepasJanuuMmbl. B uccie-
JIOBATEIbCKOM OTHOIIEHUM MHTEPCYOBEKTUBHbIN U YUCTO CyOb-
eKTUBHBIN aCIIeKThI 3CTETMUECKOTI0 Pa3IMYalOTCs TakKe IaaeKo
He BCerga, XOTs MepBbIii aclleKT, COOCTBEHHO ¥ 0603HaUeHHbIIi
KaHTOM Kak TipeMeT TpaHCLEeHJEHTaJIbHO! 3CTETUKU TIpel-
CTaBJISIET COO0¥, BHE BCSIKOTO COMHEHMUSI, meopemuyecku nepeeH-
Ccmeyuwulli ¢ anucmemonozutecKkoli mouku 3peHus caoii uccuedo-
8aHull, DAWOIIMI METONOJOTMYECKIe OCHOBAHMUS IJISI U3YYEeHUS
Mpo6IeMaTUKY BTOPOTO acIeKTa.

B o6macTu mcciemoBaHMii 3CTETUKO-IKCIIO3UMOHHOIM IPO-
6/1eMaTUKM [JIS1 HaC JOJIKHbBI CJIOKUTHCSI Ha OCHOBAHMM CKa3aH-
HOTO [iBe 3MMCTeMOJIOTUYecKe JOMMHAHTBI: 1) ¢ KOMMYyHMKa-
TUBHOI TOUKM 3peHMS JI00ast SKCIIO3UIIMUSI OTHOCUTCS B IIEPBYIO
ouepenb K acmemuueckoli, a He OUCKYpPCUBHON (hopMe KOMMY-
HUKALMU U 2) TTOCKOJIbKY 3KCITO3UIIMOHHAS KOMMYHUKAIINS SIB-
JIsieTcs MyGIMYHOI, TO eCTh aipecoBaHa He MHAUBUAYATbHO-pe-
aJIbHOMY C TICMXOJIOTUYECKOI TOUKM 3peHUs pellUuII1eHTY, a pe-
LIMUIIMEHTY, TpeAcTaBisgioieMy coboii Momenb OIpeaeneHHOo
TEeKYIIei COLMaAbHON MCUXUKU, TO B UCCIEI0BATE/IbCKONM 3CTe-
TUKO-3KCIIO3UIIMOHHOM Mpo6/eMaTrKe aKIeHT OOJIKeH ObITh
cresiaH Ha UHMepcyoseKmueHoOM achnekme 3CTeTUYECKOro.
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COBpEMEHHOC, nocmcoepemeHHoe U nocm-coepemMeHHoe

Ianee Mbl CTaIKMBaeMCs C OCHOBAHUSIMM MMOCTPOEHUST MO-
Jlesin TeKyllel coluaabHOM MCUXUKYU PeLIUITUEHTOB SKCIIO3UIIM-
OHHBIX COOOILIEeHMI, KOTOpas JACT HaM K/II0Y K IIOHMMAaHMIO TeX
MHTEPCYOBEKTUBHBIX IIPMU3HAKOB 3CTETUYECKOT0, K KOTOPBIM 3C-
TeTMUYECKoe COOOIIeHNe SKCIO3UIIUMU pedepupoBaTh, IJIsS TOTO,
YTO6BI OBITh MaKCMMAJIBHO SICHO PacIiO3HABAEMbBIM M ITOTYUUTD
HauBBICHIYIO 3(PGEKTUBHOCTL. DTY OCHOBAaHMS JIeskaT B 006/1acTu
M3YYEHUS KYIbTYPHOI TICUXUKU, €CIY TOBOPUTb TOUHE — B 06-
JIACTU KYJbMYPHO-NCUXO002UUEeCKOL munoaozuu. 30ech Mbl TO/IK-
Hbl UMETh JAEJI0 CO CIAOKHOI M, 6ojiee TOro, YUIOKHSIIOIECs
K TEeKYIIEeMY MCTOPUYECKOMY BpeMeHMU, ITpobaeMaTUKe UCTOPU-
YeCKOV KyJIbTYPHO-TICUXOJIOTUYECKO TUIIOIOTU3alum, K KOTO-
POl MBI MIMeY BO3MOXKHOCTb OOPaTUTHCS B CBSI3U C APYTUMU
3aauaMu B ofHO u3 pabor [[d3ukeBuu E. A., [I3ukeBuu, C.A.,
2016, 7—25]. He moBTOpSISt BCeli apryMeHTaIuu, IpUBeIEHHOM
B 9TOM M3TAHNUM, 0OPATUMCS K TOMY, YTO OTHOCUTCS K 9KCITO3M-
IIMOHHO-3CTeTUYECKOII ITpobieMaTuKe.

MbI JO/KHBI OTHABaTh cebe SICHBIM OTYeT B TOM, UTO JI06ast
3KCIIO3UIIMS TIpU3BaHa BOBJIEKATh B CBOE IMPOCTPAHCTBO peliy-
MIMEHTOB [JIs TIepegauy MM HaChIIIEHHOTO 3CTETUYECKOTO CO06-
1eHUS, U3MEHSIONEero X 3MOIMOHA/IbHOE COCTOSIHME B OTIpe-
IleJIeHHOM HaIlpaBJe€HNUM, YTOObI MI3MEHUTh OTHOIIEHNME K KPYTy
Mpo6JieM, CBSI3aHHBIX C KOHTEHTOM 3KCHO3SUIIMM U ee Ou3aii-
HOM. ITOmOOHBI OTKIMK BO3MOXKEH TOJBKO B TOM CJTy4yae, eciu
KOHTEHT ¥ AM3aiiH 3KCIO3UIMY COOTBETCTBYIOT HaJJjIeXallyM
06pasoM comepsKaHMI0 SMOIMOHAIBHOIO OIbITA CYy6bheKTa, KO-
TOpOe, COOCTBEHHO, MOIPa3syMeBaeTcsl Mpyu KPUTUUECKOM YIIO-
TpebIeHUM TEPMUHA «3CTETUUECKIUIA OITBIT».

I Toro, 4To6bl 06ECITeUYnTh MAKCUMAIbHYI0 3(hdEKTUB-
HOCTb 3CTETMUYECKOIO COOOGIIEHMSI SKCIIO3ULMOHHOIO IMPOEKTa,
ero aBTOPBI JOJIKHBI Ha paHHel CTafuy MOATOTOBKM IPOEKTa
MpeyCMOTPETh TOT TUIT SMOIIMOHAIbHBIX pedepeHInii, KOTO-
pblIit HaMbOIee COOTBETCTBYET OXKIIaEeMOMY HallpaBIeHMIO0 IMO-
LIIMOHAJIbHBIX ITepeMEeH B IICUXVMKE PELUIIMEHTOB M B HaMOOIb-
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IIeil cTeleHM XapaKTepeH M paclpoCTpaHeH B JTaHHOM MeCTe
¥ B JaHHOE BpeMs B BO3MOKHOI ayIuUTOpUM SKCHO3ULIUH. Pasy-
MeeTcsl, B TOM CTyJdae pedb UAeT 0 06 MHTePCyObeKTUBHOM ac-
TIeKTe 3CTETUYECKOTO OIbITA, IMOCKOJbKY UMCTO CYOBEKTUBHbIE
€ro CTOPOHBI MMPOTHO3UPOBATh HEBO3MOXKHO C MPOIECCYATbHOI
TOUKM 3PEHMS, a TaKKe Hellesiecoo6pasHo C TOUKM 3PEHMs BO3-
MOYXHOTO KOMMYHUKATUBHOTO 00beMa ayauTOpum J060ro myo-
JIMYHOTO SKCIIO3UI[MOHHOTO IIPOEKTa.

OnHako WMHTEPCYOBEKTUBHOE COAEPKAHME 3ICTETUUYECKOTO
OTIbITA BEChbMa HEOZHOPOOHO M IMPUIETCS BBICTPOUTb HEKOTO-
PYIO MEepapXMI0 3JIEMEHTOB €ro COAEepsKaHusl, [Jisl TOTO, UTOOBI
BBISIBUTh CPeIM HUX CYIIECTBEHHbIE, ¥, UCIIONb3Ys UX KaK JI0-
MMHAHTbI, TIOTYYMUTDb CPENCTBA BAMSHMS U Ha APYIUe 3JIeMEeHThI,
CBSI3aHHbIE C HMMM aCCOLMATUMBHBIMM CBSI3SIMU IJISI CO3HAHMS
TOJ OTHOCUTETbHO 3aBepIIeHHOV KapTUHBI MMpa, Pagy KOTO-
PO 3CTETUYECKMIT OTIBIT M CKIAIbIBAETCS B IICUXUKE YesloBeye-
CKOTO CYOBEKTa B pPe3y/bTaTe 380JHYUOHHO NPUOOGpemeHHbIX
adanmueHsix ceolicme TCuxodusnoMOTMYecKoii CTPYKTYphI Ue-
JIOBEUECKOTO TUIla. ITO — (PyHOaMeHManbHAs OHIMO02UUeCcKas
Xapakmepucmuka 4eI0BeYeCKOro CyObeKTa KaK aKTyaJbHO Cy-
IIECTBYIOIIEH CYIIHOCTH, ¥ TIOSTOMY He YUUTHIBATh ee NPy pac-
yeTe pedepeHInii 3CTETUUECKOTO COOOIIEHNSI He TPeACTaBIs-
€TCSI BO3MOXXHBIM, IIOCKOJIBKY C 3TMM TMPSMO CBSI3aHbI Kak
€r0 IMOYUOHAILHASL PACNO3HABAEMOCMb, TAK U IMOYUOHANBHAS
udeHmuguxayus, 4To, COOCTBEHHO, ¥ 00eCIIeUMBAET KOMMYHUKA-
MUGHbILI ycnex BCSKOTO SCTETMUYECKOrO COOOIIeHMs, U, B TOM
yyciie, 9KCIMO3UIIMOHHOTO ITPOEKTa.

B pesynbraTe OKa3bIBaeTCs, UTO €C/IM MCTOUHMUKY 3CTETUUE-
CKOTO COOOILIEeHMS, HaIpuMep, SKCIOHMPYIOIINe MHCTUTYIIUHU,
IUIAHMPYIOT COOBITMS B CBOMX IIPOCTPAHCTBAaX KaK YCIIENIHbIE
B 5MOIMOHAJbHOM BJMSIHMM HA PELMUINEHTOB, UM OCTaeTCs
TOJIbKO BBICTPOUTh HEKOTOPYIO CETKY KPUTEPUEB, XapaKTepusy-
IOIIVX COIepsKaHye MHTEePCYObeKTUBHOTO 3CTETUUYECKOTO OITbITa
ayauToOpun. ITO TpedyeT MOIeNUPOBaHMsI MHBAPUAHTHBIX, UIU
JUCNO3UYUOHHBIX XaPaKTEPUCTUK ITOTO OIIBITA, UTO, B CBOIO OUe-
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penb, BO3MOXHO TOIbKO Ha OCHOBAaHUM KY/AbMYPHO-NCUXO0N02U-
4ecK020 VHCTPyMEHTapyus UCTOPUYECKOr0 Xapakrepa.

OCHOBHOI KpUTepuii, KOTOPBII1 HaeT IMOLOOHBIN MHCTPY-
MEHTapuii 3aK/II0YaeTcsl B MOHATUU KYJAbIMYPHO-UCMOPULECKO20
muna AuYHOCMU, KOTOPBIN IIpeAronaraeT, B TOM YKC/Ie ¥ MHBa-
pMaHTHbIE KOHTEHTBI 3CTETNYECKOIO OIbITa, XOTSA B KYJIbTYPHO-
MCTOPMYECKO! aHaIUTUKe OHM MOTYT 0003HAYAThCS OPYTUMMU
TepMmuHaMyu. K KyJabTypHO-MCTOPUMYECKMM XapaKTepUCTUKaM
MHTEePCYObeKTUBHOTO 3CTETUUYECKOTO OIIbITa OTHOCSITCS IIpesKie
BCero Te, KOTOpble YCTAaHaB/IMBAIOTCS Ha OCHOBAaHMM aHaIM3a
XapaKTepHbIX NUK0B8bIX hepexcusanull [TepmuH A. Macnoy: Mac-
noy, 1997]. K HuM OTHOCUTCSI, TIPEX/e BCEero, He MMEIOIINA IUC-
KYPCUBHBIX KOPDEJISITOB, OIBbIT BHYTPEHHETr0 SMOLMOHAIbLHOIO
OCBOEHMSI TEMITOPAIBHBIX Y ITPOCTPAHCTBEHHBIX 0OCTOSTETHCTB
CYIIECTBOBAHUS YEJIOBEUECKOTO CyObeKTa B Mupe. [IMKoBbIe Te-
peXXMBaAHMUSI, eC/IM UMeTh B BUAY (OPMBI UX BHEIIHEro BbIpaske-
HMS, B KYJIbTYPHO-UCTOPUUYECKON aHAIUTUKE MMEIOT, KaK MbI
M 3aMeTW/IM BbIllle, HE 3CTETUUYECKYID TEePMMHOIOTUYECKYIO
dbuxcauyio ¥ 0603HAYAIOTCS, HAMPUMeEp, KaK (POpMbl HUSHU
u (opmbl mbiusenus [TepmuHbl M. Xeiisunru: Xeiisunara, 1988]
MIPeNICTABIISIIOT COO0IT UppayuoHaibHble, HeAUCKYPCUBHO MOMUBU-
pOBaHHblE ACNEKMbl MaTepPUATbHBIX U MHTE/JIEKTYaJbHBIX YK/Ia-
JIOB COLMAIbHOTO B3aMMOZEeNCTBYS JII0feil 1Sl COCYyILeCcTBOBa-
HUS B OIIpefie/lIeHHOe BpeMs Ha OIIpe/ie/IeHHO TepPpUTOPUN.

CpaBHUTENBbHOE KY/IbTYPHO-IICUMXOJIOIMYECKOe MCCIeloBa-
H1e GOpM XM3HU U HOPM MBIIIJIEHUS Y TTO3BOJISIET MTPEATIONO-
SKUTh HEKOTODbIe YCTOYMBbBIE MCTOPUYECKM IpeeMCTBEHHbIE
OVUCHO3ULMM XapaKTePUCTUK 3CTETUYECKOTO OIBbITa, KOTOpPBIE
" QUKCUPYIOTCS KaK M3BECTHbIE MCTOPUKO-KYIbTYPHBIE TUITHI
JIMYHOCTM, XapaKTepHble IPeyMYyILeCTBeHHO 111 EBpomnbl: yeno-
eex AHmuunocmu, uenogek CpedHesekosbs, uenosek Hogozo epe-
MeHu. Bce 9TV TUIIBI IIUTENbHBI BO BpeMeHM, UMerT ¢a3bl re-
He3uca, BKIIOYASI CMAHOBJEHUe, KYyAbMUHAYUW W Oe3uHmezpa-
yuw. Vicropuueckasl JiuTeJbHOCTb 3TUX (a3 pasianyHa, HO CO-
crasiseT B EBpomne A Kakgoro TUIa IPUMEPHO OKOJIO ThICS -
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yy jeT, ¢asbl TeHe3uca UMeIOT pasjIndHylo JTUMHAMUKY, ITPUUM-
HbI ¥ UCTOPUYECKMe MTPOSIBIeHNSI, OTHAKO IJIs1 HUX XapaKTepHbI
¥ HEKOTOpbIe CPAaBHUTENIbHO YCTaHABIMBAEMbIe O6IINe 3aKOHO-
MepHocTH. Tak, mo3gHue ¢dasbl, hasbl Je3uHTerpauyun xapakre-
PU3YIOTCSI HATIPSKEHHOM BHYTPEeHHeN peduiekcueit, CKeICUCOM,
MeJIaHXO/IMel, YyBCTBOM KOHIIA BpeMeHM BOOOIe U cTpemie-
HMEM 3aKpenuTbCs BO BpeMeHM Kak uepe3 ¢GopMain30BaHHOE
LIMTUPOBaHMe HacjaeAus IMPOIIOro, TaK U uepe3 IOIMbITKU CO-
3[aTh AaHAXPOHMYECKME IBPUCTUUECKME IPOEKThl OYmyIIero.
MIMEeHHO 3TO, B 4aCTHOCTM, NOKa3biBaeT V. XejisuHra B cBOeM
YIIOMSIHYTOM TEKCTe, aHaJIM3UPYS TO, KaKk «B OJHO U TO Xe Bpe-
MS ¥ Ha ONHOI U TO¥ 5kKe TeppUTOPUM» TIpeKpaiaanch Gopmbl
SKU3HM U MbIIuTeHuss CpemHUX BEKOB M 3apOXKIaanCh HOPMBbI
KM3HM M MblieHus: paHHero HoBoro BpemenHn. I[lociegHee
¥ GbUIO MPOIIECCOM 3aPOKIEHMUS KyIbTYPHO-IICUXOIOTMUECKOTO
TUNa JIMYHOCTU HOBOro BpemMeHM, WiIu COBPEMEHHOTO €BPOIIei-
CKOT'O 4YejIoBeKa, KOTOPbI yepes3 KyIbTYPHYIO 3KCIaHCUIO pac-
MIPOCTPaHWICS 3aTeM U Ha Jpyrue KyJbTypHbIE PETMOHBI.
[MockoAbKYy KyJAbTYpPHO-TICUXOJIOTUYECKUIT TUIT JUYHOCTU
HoBoro BpemeHM SIB/ISIETCSI HA HACTOSIIMIA MOMEHT aKTyaJbHO
CYIIEeCTBYIOIIMM, MbI MOXeM OOOCHOBaHHO PEKOHCTPYMPOBATh
TOJIbKO, COOCTBEHHO, Ty pPaHHIOW ee (a3sy, Gasy cmaHosneHus,
KOTOPYIO aHanu3upoBan M. XeiisuHra 1 MHOTMe pyTye aBTOPSI,
TOCBITUBIIIME CBOM MCCIemoBaHus aTomy nepuopy. O mpoiiec-
cax, TpaHULIaX ¥ XPOHOJIOTUM (Gasbl KY1bMUHAYUU TOBOPUTH BCE
emnle Mpo6IeMaTMYHO, MOCKOIbKY HoBoe BpeMsi ocraeTcs ere
OTKPBITBIM U KYJAbBTYPHO-TICUXUYECKUI TUIT JTUUHOCTU, Xapak-
TEPHBII ITOMY UCTOPUUECKOMY TTepUOAY, BUAUMO, TIepeXuBaeT
dasy Jdesunmezpayuu. IMnupudeckas (QuKcauus IPOILIECCOB
Ie3MHTerpaluy, BbIPa3UBIIASICS B CBOVICTBEHHBIX MO3AHUM da-
3aM TIPEXKHUX MCTOPUYECKUX TEPUOIOB MHTEPCYOBEKTUBHBIX
nepexusaHusXx KOHUa epemeHU, HEOOXOOMMOCTM 3aKpPENUThCS
B OBITUM uepe3 (opManbHoe YUmuposdHue ONnvima NpouLi1ozo
U 3KJlekmuyeckoe ModenuposaHue U3 ero 3MeMeHTOB IIPOTOTUIIOB
dhopM kM3HM U MbIIeHUS 6yayiiero. Omkpslmocms 3TOTO 1e-
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puoa, MpenCcTaBIIsIoNero coboii He3aBepIIeHHYIO NepexodHyo
anoxy [tepmuH T.H.I'panoBckoro: I'paHoBckuii, 2017], onpene-
JIIeT CJIOKHOCTb ee BHeITHel M BHYTpeHHel XpOHOJIoTM3aIum,
a Takke MIeHTUOUKALUIO TeKYIIMX KyIbTYPHO-TICUXMUECKUX
MPOLIeCCOB, U, CAedoBaTe/lbHO, OMUCIO3UILMOHHBIX XapaKTepu-
CTUK MHTEPCYOBEKTUBHOIO 3CTETUUECKOTO OITbITA, CBOVCTBEH-
HBIX peliMIIeHTaM M03JHero COBpeMeHHOr0 TUIIa.

[MaBHast TPyIHOCTb OMpene/eHMs] KIoUeBbIX pedepeHImii
9CTETUYECKUX COOOIIEeHNIT B TeKYIIuit mepuos no3aHero HoBo-
rO BpEMEHM 3aK/II0YaeTcs] MMEHHO B KyJIbTYPHO-IICUXOJIOTUYE-
CcKoii mnepuopusauuu HOBOro BpeMeHHM, KOTOpasi OCTaeTcs
BO MHOIOM OTKPBITOI ITPOO6JIEMOJi MOTOMY, UTO 3TOT IEePUO
oCcTaeTcsl He3asepuleHHbIM. VIMEHHO TTO3TOMY OObIYHBIE — pe-
mpocnekmueHsle — METOHOJIOTUY VICTOPUUECKON MIOeHTUhMKA-
1y QopM KU3HU U MBIIIEHNUS, CBSI3aHHbIE C YCTAHOBJIEHMEM
ucmopuueckoti ducmaHyuu HeBO3MOXHO KOPPEKTHO NMPUMEHUTh
B JAaHHOM CJTy4ae. JTO 0OCTOSITENILCTBO OMpenessieT IPUHIIUIIN -
aabHYI0 HAay4yHYIO IIpefBapUTeIbHOCTb TEPMMUHOIOTUM, CBSI3aH-
HOW C MCTOPUYECKON U KYJIbTYPHO-TICUXOIOTUYECKO UIIEHTU-
dbukaumeii sspnennit nosgHero HoBoro BpeMeHNM.

HamomHuMm, 4TO B 3TOM OTHOUIEHUYM 3aKOHOMEPHO OCTAIOT-
Cs1 IMCKYCCMOHHBIMM 6a30Bble MapKepHble HaMEHOBAaHUS 3TO-
rO TeKyllero nepmuozga, npepjioxkeHHble B cBoe BpeMsi @. JIno-
tapoM (postmodern, postmodernism) [JInorap, 1998] u 4.
I>xeHkcoM (post-modern, post-modernism) [[I>xeHkc, 1987]. 9t
TepPMUHOJIOTUYECKME Pasanuusl, TOAbKO (UIONOTUYECKU CBSI-
3aHHBIE C OCOOEHHOCTSIMM SI3BIKOB ITPOVCXOKIEHMSI, B Jeii-
CTBUTEBHOCTY OIpeaeeHbl IBYyMsI ¢dakTopaMu: crenydpude-
CKMMM METOAOJOTUYECKUMU Pa3IUUUIMU KOHTUHEHTATIbHOTO
M aHIJIO-CAKCOHCKOTO IMCKYPCOB U Pa3jiMuMUSIMU B TTIOHMMaHUU
KyJIbTYPHO-TICUXMYECKOl NuHaMMKMu B paMkax HoBoro Bpeme-
HM B €r0 CaMOMy OJM3KOMY K TEKYIIeMy MOMEHTY ITepuomy,
KOTOpBI/f Mbl MOKeM Ha3BaThb HOBeUWUM, WIN CO8PEMEHHbIM
9TaoM MUCTOpUM 4yenoBeuvecTBa. CiaemyeT 3aMeTUTh, UYTO 3TO —
B CYIIHOCTU pas3/iMYHble TEPMUHBI, TTOCKOJbKY OHU 0603Haua-
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10T TIOHSITHSI, BhIpaskalolie Kak CyleCTBeHHbIe MPUHIMUITNATb-
HO pasJjiMuHbie TMPOIeCcChl KYIbTYPHOM TMCUXUKU Mo3aHero Ho-
BOTO BpeMeHIN.

Y. II)keHKC TOOYEpKMUBAeT B CBOeil aHanuTuke, 4yto K.-OD.
JInorap, MCIO/Nb3ysl CAUTHOE HaMyucaHue B CBOEM TepMUHe
postmodern B YTy CaMOii MPUPOMABI ITO SI3BIKOBOI KOHCTPYK-
MY BOJTBHO WJTM HEBOJIBHO (PUKCUpPYET BHMMAaHME Ha Mpolieccax
3asepuieHusl TeHJeHui, ayTeHTUYHbIX 1Jid HoBoro BpemeHH,
MO3TOMY C TaKMM JKe yCIIeXOM BMeCTO TepMuHa postmodernism
B Bepcum JIMoTapa BIIOJIHE MOT Obl OBITh MCITOJIb30BAH TEPMUH
late modernism. Cam ke [[)KeHKC mpeJjaraeT COCpefOTOUYUTH
BHMMaHMe Ha 803HUKHOBEHUU AbMEPHAMUBHbBIX MeHJeHYull, OT-
JIMYAIOINXCST OT BCEX TeX, KOTOpbIe ObUIM XapakTepHbI 11 Ho-
BOT'O BpEMEHU, B TOM UMCJIE U €0 MO3IHeH (a3bl, UMEHHO STUM
1IeJIsIM, TI0 €T0 MHEHUIO, M COOTBETCTBYET pasfessionlasi KOH-
cTpyKumsa post-modernism. Mpl moMHUM no3unuio 1. Xeiisunry,
DUKCUPYIOIIYIO CUHXPOHHOCMb VI NAPALIENIbHOCMb TeHIOEeHII
3aBepIIeHMs] CTapbIiX GOPM KU3HU M MBIIIUIEHUST M 3apOXKIEHMS
HOBBIX B ITepexoJiHbie 3I0XM, U Tellepb Mbl MOXXEM XOPOIIIO T0-
HSITh, UYTO KOHCTPYKIMS postmodernism TIpenrionaraet oTpaske-
HMEe U U3ydeHMe TeHJEeHIMii MepBOro THUIA, a KOHCTPYKIUS
post-modernism TpeqIionaraeT OTpakeHue U u3ydeHne TeHIeH-
LIMIA BTOPOT'O TUIIA.

B cTpaTermueckux 1enssx pasBUTUSI IKCIIO3UIIMOHHBIX WH-
CTUTYLIMI, KOHEYHO, CTOUT COCpeNOTOUYUTh CBOE BHMUMaHUe
VMEHHO Ha TeHJEHIIMSIX BTOPOTO TUIa, 60jee TeTaIn3upoBaH-
HOMY pacCMOTPEeHMIO KOTOPBIX M TOCBSIIEHO JajlbHeiiliee co-
Iep>kKaHyue HaCTOSIIIEero coobiieHust. Pasymeercs, peub MoiimeT
06 06111elt AMUCIIO3UIMOHHOI OIleHKe KOMMYHMKATUBHOM mes-
TEJIbHOCTY SKCITO3UIIMOHHBIX IPOCTPAHCTB B 001Ieil nHpopMa-
LIMOHHOV cpefie, yKa3biBaeMble MapaMeTpbl 3CTETUUECKUX DPe-
(hepeHIMIT KOHKPETHBIX 3KCITO3UIVOHHBIX WHCTUTYLIMIA U UX
MPOEKTOB JIOJIKHBI KOPPEKTMUPOBATHCS B COOTBETCTBUM C KYJlb-
TYPHO-PErMoOHaIIbHOM CrelMOUKON UX JTOKaTU3aIUiA.
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KommyHukamueHsle hyHKUUU NOCM-COBPEMEHHBIX IKCNOZULYUOHHBIX
npocmpancme

Ilpexae Bcero, ciemyeT o6paTUTh BHMMAaHME HA TO, UTO
KOMMYHMKAIIMOHHBIM aHAIU3 OeSATeTbHOCTU IKCIIO3UIMOHHbIX
MHCTUTYIIUIA Y 3CTETUYECKUX pedepeHnuii KOHKPETHBIX IMpPOo-
eKTOB He MOXXeT pacCMaTpMBaThCSl BHE KOHTEKCTa 6a30BbIX
MapamMeTpoB IOMMHUPYIOIIMX GOPM M CPEOCTB ITyOIMUHOIM
KOMMYHMKAIIVM, CBOMCTBEHHBIX aHAIM3UPYEMOMY KYJIbTYPHO-
TICUXUYECKOMY 3Tary ucTopuu. I10sTOMy maniee KOMMYHMKA-
TUBHbBIE (YHKIIUYU TIOCT-COBPEMEHHBIX SKCIO3ULIMOHHBIX ITPO-
CTPaHCTB OGYyIyT pacCMaTPUBATHCSI B HEIIOCPEICTBEHHON CBSI3U
C 00mMMM MapaMeTpaMy LMPKYISIUKY ITy6nmuHoi MHpopMa-
IIMY B COLIYMeE ITOCT-COBPEMEHHOIO TUIIA.

MbI yKe MMeNIu BO3MOXHOCTh CHOPMYIUPOBATh HEKOTO-
pble TIO3UIIMM B OTHOIINEHWM 3asBJI€HHOJ MpPOoOJeMaTUKU pa-
Hee, TIPMUYEM B OTHOIIEHMM OUE€Hb KOHKPETHBIX 3CTeTUYECKUX
TIO3UIINIA, HATIpMMep, TaKMX, KaK OTHOIIEeHMe CyObeKTa K MakK-
POTIPOCTPAHCTBEHHBIM I1apaMeTpaM KyJAbTYpHOTO Iieii3aska
B CBSI3U C MMATTEPHAMU ICTETUUECKUX OTHOIIEHUH, CIOKUBIIN-
MMCSI BHYTPM COBPEMEHHOI'O MCKyCCTBa [cM.: [I3ukeBud, 2019].
B ykasaHHOIl myGnmkaiuu 06CYyKAanach mpobiema, C OFHOI
CTOPOHBI, CBSI3M 3CTETUUYECKMX OTHOIIEHMI, CTABUIMX BasKHbI-
MM BHYTPEHHMMM IIpobGlieMaMy COBPEMEHHOIO MCKYCCTBa
C 00OCTOSATENIBCTBAMM CYIIECTBOBAaHMSI OOIIECTBA B IIEJIOM,
a C APYroil CTOPOHBI, IMpobeMa CYIIeCTBEHHOTO MOoCpegHuYe-
CTBA COBPEMEHHOTO MCKYCCTBA B pacnpocmpaHeHuu nammepHos
aCmemuueck020 OMHOWEHUs AlbMEePHAMU8H020 muna K COI-
aJbHOM AEeCTBUTENLHOCTY BOOOINE M K HENoCpenCcTBEeHHOI
Cpefie YeJIOBEUECKOTO CYIECTBOBAHMSI B YACTHOCTM, HATIPUMED,
K TOpPOICKOMY Ileii3axky. VIMEHHO 3T Ipob6jeMaTUYecKue ac-
MEeKThl, HO B 0Oojiee OOIIMPHOM KOHTEKCTE IIpeaIioaraeTcs
MPOAHAIM3MPOBATh B 3aK/TIOUMUTETbHON YaCTM HAIIEro TEeKyIe-
T'O PacCy>KIeHMsI.

B HeKkoTOpOM OTHOIIIEHMM BecbMa IieJlecO06pPa3HO HAIoOM-
HUTb TO OGCTOSATENTHCTBO, UTO JTFO60I IKCIIO3UIIMOHHBIN MTPOEKT
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(Kak MHCTUTYLMS, TaK ¥ KOHKpPETHasl 3KCIO3UIMSI) BIMCAH
B MPEBBIMAONINI UX 3CTETUKO-KOMMYHMKATUBHbBI KOHTEKCT.
dro 6a30Boe, UCXOMHOE [JII KOMMYHUKATUBUCTUKU OOCTOS-
TebCTBA — TO, UTO BCSKOE COOOIIEHME IUPKYIUPYET B YCIO-
BUSIX OTIPENEIEHHOTO ()OHA M PACIIO3HAETCS B YCJIOBUSIX Cpedol
OHOPOIHBIX COOOIEHMIT — Mbl HaMepPEeHbl PaCCMOTPETH TIPU
MTOMOIIM MHCTPYMEHTAPUST CUCEMHOU, CmMpPYKmypHoll U, oTua-
CTM, CEMUOMUYECKOU aHATUTUKU. YKa3aHHOe O06CTOSITeNbCTBO,
BHE BCSIKOTO COMHEHMSI, PacIIpPOCTPaHSIEeTCs U Ha BCe 3CTeTude-
CKMe cooOueHus, U pacyeT uX 3)(PeKTUBHOCTY HEBO3MOXKEH
6€e3 yKa3aHHbIX aHAJIUTUYECKMX KOMIIOHEHTOB.

IIpexxge Bcero, o6paTuM BHMMAaHMe Ha TO, UTO J00ast (Kak
VHCTUTYIMS B IPOCTPAHCTBEHHOM OTHOLIEHMM, TaK M IU3aitH
KOHKPETHO? 3KCIIO3ULINM) TPEACTABISIOT CO60i CUCTEMBI 3C-
TeTUUYECKUX COOOIIeHN, BOBJIEUeHHbIe B Oosiee KPYITHbIE CHU-
CTeMbI 3CTETUYECKUX COOOILIEHNUIA, B OTHOIIEHUY KOTOPBIX OHU
BBICTYIIAIOT KaK MOJCUCTEMbI. DTa Mepapxus He sIBsieTcst Gop-
MaJIbHO, TIOCKOJIbKY BCE 3TM COOOIIEHMS MOANAAal0T oM, Me-
DY 3CTETUUYECKOTO BOCIPUSITHS, CTAHOBATCS (pakTaMu MX 3CTe-
TUUYECKOTO OITbITA, IIPUYEM, CIeqyeT 0c060 OTMETUTh, UYTO PeYb
uger o6 OOHMX M TeX e JIomsx. laBaiiTe pacCMOTPUM 3TO
Ha TIPUMEpPe TOJIbKO OJHOTO KaHa/la TOCTaBKU ICTETUUYECKOI
nHdopMaluu, BU3YaTbHOTO, KOTOPbIi Mbl M30MpaeM B CUITY
ero GecripeleeHTHOI BasKHOCTY [AJIT PacCIpOCTPaHEHMS COIIM-
aIbHO 3HAYMTENbHOI MHGOPMAIIUIN.

B 3TOM OTHOIIEHMM BeChbMa MTOKa3aTesIeH MPUMep TaK Ha3bl-
BaeMoOJ1 8U3yanbHOL IKCNO3UYUOHHOL mpuadsl, Ha KOTOPYIO CUM-
TAeTCs 1e/1ecO06Pa3HBIM OPUEHTUPOBATHCS B Cpefie mpodeccu-
OHAJIbHBIX KypaTopoB. IIpearosaraercsi, 4YTo nepesiii nemeHm
3TOM Tpuaabl — BU3YAJIbHOE MpeacTaBaeHMe SKCIIO3ULIMOHHOM
MHCTUTYIIUU U ee TIPOEKTOB 8 apXxumekmypHoli 20podckoli cpede.
JTO OTHOCUTCS KaK K BM3YaJIbHOMY OOJIMKY CaMOii 9KCITO3MUIIN-
OHHOJ MHCTUTYLIMM, KOTOPbII AO/DKEH JaBaTh OTYETIMBBIN CUT-
HaJI y6iMKe 0 ee 0co6bIX PYHKIMSIX B TOPOMICKON MHAPACTPYK-
Type U TOPOMACKMUX KYJIbTYPHbIX KOMMYHUKAIIUSIX, HO 3TO TaKKe
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KacaeTcs ¥ MH(POPMAaIIMOHHOTO COMIPOBOKAEHMST BCEX MMPOEKTOB
rajiepen, Mpesxkae BCero, B HEMOCPEeICTBEHHO OM30CTY UHCTU-
TyIuu. dTU MHbOPMaIMOHHbIe Mepbl HallpaBjieHbl Ha TIpUBJIe-
YyeHMe BMU3YyaJTbHOTO BHMMAHMS U Ha MepeCcTPOIKy MCUXUKU pe-
LIMIIMEHTOB B PEXUM BOCIHPUSITUSI HACBIIEHHBIX 3CTETUUECKUX
coobIeHnit. Bmopoii anemeHm 3KCIOSUIIMOHHONM TpUagbl — Ia-
paMeTpbl BHYTPEHHETO AM3aiiHa TOUKM, IPeaCTaBsIONeN IIpo-
MU3BEEeHNSI MCKYCCTBA, B CUCTEMY KOTOPBIX KakK MOACUCTEMA
BIIUCBIBAETCS mpemutl 3/1eMeHm — OU3aiiH KOHKPETHOM 3KCIIo-
3ULUU (OeTaay TaK Ha3blBA€MOI 3KCIIO3UIMOHHOM apXUTEKTY-
PbI, CIIelMaIbHO pa3paboTaHHbIe CXeMbI Pa3BeCKM M YCTAHOBKMU
apredakToB, IeMOHCTpalMM Meaua-apTa, pasMelleHus COMpo-
BOAUTENIbHOM MHPOpMAIMK, TEMATUUECKOTO 30HMPOBAHMS IKC-
MO3UIIMM U IPyTMe CIOCOObI OKKYHAIMM SKCITO3UIMOHHOTO
MIPOCTPAHCTBA, 0OecneuynBaloye MpeayCMOTPEHHbII NHCTUTY-
1Meit peXXM KOHTaKTa PeLUITMEeHTOB C 3KCIIO3UIMelT).

DTV mapaMeTpPbl OCTAIOTCSI 6a30BBIMU, X HEBO3MOXKHO UTHO-
PUPOBATDb HYU MPU KaKMUX OOCTOSTENbCTBAX, X MOKHO JIUIIIb YIU-
TBIBATh C TOV MM MHONM CTENEHbI0 KOMMYHMKATUBHOM 3dhdek-
TUBHOCTBIO. Jlasniee, Mbl JOKHBI TPOAHAIN3UPOBATH U3MEHEHUS
B OENCTBUM 3TUX MHBAPUAHTHBIX TapaMeTPOB 3CTETUYECKOI
KOMMYHMKAIMM B NTOCT-COBPEMEHHOI KYIbTYPHO-TICUXUYECKOI
cuTyanyuu. Mbl TOMKHBI Cpa3y ¥ OUeHb OTYETIIMBO CHOPMYINPO-
BaTh OAHO JOMMHMPYIOIEee 0O6CTOSITENbCTBO OMpeesioliee Ha-
60p [OUCHO3UIIMOHHBIX KOMIIOHEHTOB WHTEPCYOBEKTUMBHOTO
OTIBITA TTOCT-COBPEMEHHOIO Mepuofaa. JTO 0OCTOSITEILCTBO 3a-
KITIOYAeTCS B HAJIMUMM IKCMeppumopuaisHo nepedasaemolx nam-
MepHOo8 8U3YATIbHO-3CMemuueckux HoOpm, KOTOpble B HaYaJIbHOM
CTaA MTOCT-COBPEMEHHO KyIbTYPHO-IICUXUYECKO JVHAMUKNA
HavyajIM pacipoCTPaHSIThCSI KUHEMAMOozpagom, 3aTeM Ipuodpen
YCTOMUMBBIII KOMMYHUKATUBHBIN XapakTep Graromapst mesnesu-
0eHuU0, VI OKOHYATEIBHO 3aKPEeImINCh B KaUeCTBE TOMWHUPYIO-
I1ero BU3yaabHO-3CTETUUECKOTO dakTopa B MHmepHem-KoMMy-
HUKayuu, 0cCO6eHHO B COLIMAbHBIX CETSIX.

Ilepeoiii anemenm Tpuagbl MpeAnoaaraeT MPUHLUIIUAIBHO

105



VMHbBIE CIIOCOOBI 3CTETUYECKOJ HAaBUTALIMM PEIUIIMEHTOB ITOCT-
COBPEMEHHOTO TUIIa B TOPOACKON cpeme. HaBuraims mpoucxo-
IUT He CTOJIbKO MyTeM HeIOCPeICTBEHHOTO 3PUTETbHOTO KOH-
TaKTa C TOPOACKUM JIaHAMadTOM, CKOJIbKO Uepes CIMYeHMe T0-
POIOCKMX MHQPOPMAIIMOHHBIX CHCTEM C cUCTeMaMyu MHTepHeT-
HaBUTAIMM. BOJMBUIMHCTBO I€/IeBbIX ITOCETUTENel SKCIIO3UIIV-
OHHBIX MHCTUTYLMI U UX TIPOEKTOB IUIAHMPYET CBOI BU3UT 3a-
paHee, YTOUHSIET CXEMbI PACIIOJIOKEHMS Ha CETEBBIX pecypcax
¥ KOHTPOJIMPYET CBOE IBYDKEeHME Mpy moMoIny cMapTtdona. Cre-
IOBATEJIbHO, 3TA YaCTh BU3YaJIbHO-3CTETUUECKO TpUa bl IOCT-
COBpeMeHHOI MH(POPMAaIIMOHHOI cpefie B 3HAUUTEIbHOI cTerne-
HMU ITpuoOpeTaeT BUPTyaIbHbIN XapakTep. Pabora ¢ Heit mpenrio-
JIaraeT CO3JaHye BU3YATbHON MAEHTUIHOCTM YPOAHUCTUYECKO-
ro obnmka uepes, dororpadumu, BUAEOPOIUKU U UHGIOTPaADUKY
Ha OCHOBHOM CaifTe MHCTUTYIIUK B IHTepHeTe U MOIIEPKKY ee
B COLIMA/IbHBIX CETSIX, arperatopax MpoduIbHbIX HOBOCTEI U CO-
3[aHMe CIelMaIM3MPOBAHHbBIX NpuUIoMeHuli myus cMmapTdoHax
Ha 1atdopmax iOS u Android. imeHHO 3/eMeHTHI AyM3aiiHa
BUPTYJIbHOV KOMMYHMKaLVY B CeTM COCTABJISIIOT B ITOCT-COBpe-
MEHHBI IepuoM, OCHOBY BU3YaJbHO-ICTETUUECKOM MHCTAJIIS-
LMY SKCITO3UIIMOHHBIX MHCTUTYLIMI B TOPOACKYIO COLIMATbHYIO
MHQPACTPYKTYPY.

Bmopoii anemenm mpuadsl CBSI3aH CO CTPATErUSIMU OKKyTIa-
UMY KOHKPETHBIX 3KCIIO3UIIMOHHBIX MPOCTPAHCTB, CO3LAHMEM
TMOPUIOHBIX AUTUTAITBHO-(GU3UUECKUX KOMITO3ULIUI, VICTIOIb3Y-
IOMUX KaK SKCIO3UIMOHHO-apXUTEKTyPHbIe, TaK U 3JEKTPOH-
HbIe CPeICTBA TOTAJbHOTO BOBJIEUEHMS PEIIUITVEHTOB B CUCTEMY
9CTETUYECKUX COOOIIEHMIT KOHKPETHOTO IIPOEKTA. DJIeKTPOHHbIE
KOMIIOHEHTbI [TOJIKHBI JOCTPauBaTh pPeajbHOCTh (U3UUECKOI
SKCMHO3ULMK 0 TOTO, CTaHAAPTa, KOTOPBIN MOCT-COBpPEMEHHbIN
PEeILUIMEHT TMPUBBIK Moay4aTh B CeTU: CChIIKM, BO3MOKHOCTD
HeMe[JIEHHO JOOTIOHATh CTaTUUeCKe M300paskeHNs IBUKeHM-
€M, 3BYKaMM, OTKJIMKaMM ITyOIMKM, BO3MOKHOCTHIO BCTYIATh
C HUMU B IUAaJIOT ¥ BUPTyaJbHOE B3aMMOIEIiCTBME B PESKUME pe-
aJIbHOTO BPEMEHM.
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Tpemuii snemeHm mpuadsl BKIIOUaeT B cebsl aKTMBHOE MUC-
MO/Ib30BaHMEe B JKCIO3UILMSIX KaK IPOU3BEIEeHMIi, CO3TaHHbIX
TIpY TPAAUIIMOHHBIX XYIOKECTBEHHBIX TEXHMK, TaK IIPOU3Be-
IeHUui, B CO3MaHMM KOTOPBIX OGbLIM MCITONIb30BaHbI ajabTepHAa-
TUBHBIE XYIOXKECTBEHHbIE TEXHOJOTUM BCEX IPOVUCXOXKIEHMIL,
a Taxke HOBble UM HOBelmue menaua. IlociegHee co3maeT TOT
HEeOOXOOMMBI PEXUM ICTETUYECKUX pedepeHInii, KOTOPbIi
SIBJISIETCS  CJIOKUBIIMMCSI KOHCEHCYCOM TIOCT-COBPEMEHHOTO
my6IMYHOTO BKyCA.

Anmanranys SKCIIO3UIMOHHONM TpUaabl K OMCIIO3ULIMOHHBIM
rapaMeTpaM MHTEPCYObEKTUBHOIO 3CTETUUECKOrO OMbITA ITOCT-
COBPEMEHHOTO KYJIBTYPHO-TICMXUUECKOTO TUIIA MO3BOJUT 3KC-
TMO3UIMOHHBIM MHCTUTYLMUSIM OUBEPCUPULMPOBATh TE COLM-
ajbHble (QYHKUMYM, KOTOpbIE CJIOKUIMCh B MPEIIIECTBYIOIIVE
repuopabl. O6bIYHO cpeay TakKuX (PYHKUMIT ITepeuncIssioTcs Ta-
K1e, Kak o6pasoBaHue, pacliMpeHie Kpyrosopa, paspjaeueHue,
MHOIJA ajbTepHATMBHbIe MHBeCTULIMM. [IoCT-cOBpeMeHHbIe 3C-
TeTMYeCKye IapaMeTpbl SKCIIO3ULNIA JAal0T BO3MOXKHOCTh, CO-
XpaHsIsl yKasaHHbIe QYHKIMUY JOMOJHUTh UX QYHKIMSIMM amar-
Taly K CJIOKHBIM COUYETAHMSIM PasHOPOOHONM WHMopMaLun
Pa3IMYHOTO YPOBHS UM PA3IMUHOM IPUPOIbI, KaTapTUUECKOi
KOPPEeKLIUM M3ObITOUHBIX COIMANbHBIX HANpPSKeHU, CUHepre-
TUYECKOT'O YIIPaBIeHMS HOBbIMM UMITYIbCAMM B Pa3INMUHBIX BU-
Jax IesiTeTbHOCTU B YCUIOBUSIX MOCT-COBPEMEHHBIX ITepen30bIT-
KOB uHMopMaLuy 1 geduinTa CBO60IHOI0 BpeMeHM!.
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Abstract

This article is an attempt of re-thinking the situation with art-spaces
under post-modern conditions in culture. Scholars must pay attention
to the fact that psychical types of the role that art plays in societal
connections and social affairs is permanently changing and now days
it’s the result of fundamental transformation that can’t be divided
from other institutional changes in culture. These changes could
hardly be understood without reconstruction of psychical dispositions
that are characteristic for different periods of history. Here we try
to do such a work that could help to evaluate the place of art-spaces
in the contemporary type of society.
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Before starting to discuss the transformed functionality
of the spaces for exhibiting works of art we should clarify the
basic conceptual terminology relating to any area of aesthetic
analytics. We support in the field of fundamental epistemology
of the problems of the aesthetic field [Berleant, 1970] dividing
information of all types into two fundamental kinds. We have
already had several cases to expose this point of view in detail
in various aspects [Dzikevich, 1998, 2004, 2011, 2015] and so
here we formulate only the most essential of conclusions from
it. First of all we understand the aesthetic as inalienable from the
emotional experience of a human subject and the second that
must be mentioned is that we propose the ontological status
of the aesthetic in this regard is such that it is derived from the
ontological status of the psychical world of a human subject.
These provisions inevitably imply that the real phenomena
of the aesthetic are, in the critical mode of thinking, within the
limits of a hypothetical logical circle, which we can call the
volume of the concept «aesthetic experience». In ontological
and epistemological aspects correlates of this logical reality is
the whole variety of aesthetic experience of real human subjects
revealed both in direct form of expression (aesthetic
communication) and in an indirect form of explanation
(discursive communication) between which there is an
intermediate area of communicative uncertainty, reminiscence
(narrative quasicommunication). It is very important from the
point of view of the fundamental theory of communication and
we would like to say that in this way of thinking reminiscences
of aesthetic experience and associated narrative practices are
not cases of communication in the ex sense of this term: the
receiving side here is not completely separated from the
communicating side, and therefore it is impossible to fix the
feedback which if it is present in such an experience is nothing
more than a hypothetical reality produced by the play
of imagination of the very source of communication. The
grounds for such division were first clearly mentioned by Kant
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in his introduction to «Critique of Pure Reason» [Kant, [998].
This classification of human information needs immediate
addition in division of the abovementioned hypothetical class
of aesthetic phenomena constituting the volume of the term
«aesthetic experience» in two hypothetical subclasses, kinds
in this genus, «intersubjective aesthetic experience» and «purely
subjective aesthetic experience.» We must nderstand that the first
kind of aesthetic experience includes information that is
necessary for the implementation of a human being as
a privileged subject [Maritain, 1988], the basic adaptive
capabilities that constitute the very ontological status
of a human subject. Mentioned in the first «Critique» of Kant
the study of these possibilities was related to what he is in his
terminology called transcendental aesthetics. First of all it
refers as it’s supposed in this part of his «Critique of Pure
Reason» to the experiences of time and space enabling human
subjects to position themselves in existence. To this area also
belong some later appearing in Kant’s critical analytics
experiences of fundamental social circumstances (as, for
instance, experience of necessity of the moral law) that we
won’t discuss now because of the special nature of such
discussions. Under the second we suppose the diverse emotional
data accompanying the purely individual nature of the
implementation of human subjects in the world associated with
their unique cognitive structure which in the epistemological
aspect we need must be fixed with the term «the border
of aesthetic sensitivity» meaning a unique level where local
emotions are coming into generalized state. The aesthetic
includes both the phenomena of the first and of the second
kind, they are practically indistinguishable in direct aesthetic
experience being differed analytically only, or discursively, and
moreover, in a highly specialized mode of discourse. In research
perspectives intersubjective and purely subjective aspects of the
aesthetic are also rarely divided although the first aspect which
Kant  actually  designated as the  subject-matter
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of transcendental aesthetics is without a doubt a theoretically
superior layer of research from the epistemological point of view
that provides methodological grounds for studying the problems
of the second aspect.

In the field of research on aesthetic and expositional issues,
two epistemological dominants should constitute for us on the
basis: 1) from a communicative point of view any exposure
refers primarily to an aesthetic rather than discursive form
of communication, and 2) since exposure communication is
public, that is, addressed not to a recipient as separated person
but to a recipient which is a model of a certain current social
psyche then in an aesthetic inestigation of expositional
activities the emphasis should be placed on the intersubjective
aspect of the aesthetic.

Modern, postmodern and post-modern

The next that we face is the reason of constructing a model
of the current socio-psychical attitude of the public
of expository messages which will give us the key
to understanding those contents in the intersubjective aesthetic
that the message of an exhibition must be addressed to in order
to be clear and recognizable. These grounds lie in the field
of study of the cultural psyche, or to speak more precisely —
in the area of cultural-psychological typology. Here we have
to deal with complex and, moreover, very complicated to the
current historical time problems of historical cultural and
psychological character that we have had an opportunity
to discuss with different purposes [Dzikevich, E.A., Dzikevich,
S.A., 2016, 7—25]. Not repeating the whole argumentation
provided in that publication let’s turn to this kind of problems
as it refers to expositional aesthetics.

We must make clear that any exposition is designed
to involve recipients into its space to convey a rich aesthetic
message that could their emotional state in a certain direction
in order to change the attitude to the circle of problems related
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to the content of the exposition and its design. Such a response
is possible only if the content and design of the exposition
correspond appropriately to the content of the emotional
experience of the subject which, in fact, is covered with the
critical use of the term «aesthetic experience».

However, the intersubjective content of aesthetic experience
is highly heterogeneous and we’ll have to build some hierarchy
of elements of its content in order to identify among them the
most significant ones, and using them as dominants we’ll have
to provide influence on other elements to create the kind
of relatively complete picture of the world for which aesthetic
experience develops in the psyche of the human subject as an
evolutionary acquired adaptive properties of physiological
structure of human type. This is a fundamental ontological
feature of the human subject as relevant to existing wholeness
of the universe and therefore it’s impossible not take it into
account when calculating the aesthetic references of a message
because this is directly related to both his emotional recognition
and emotional identification which, in fact,
determines communicative success of every aesthetic message
including an expositional project.

As a result it turns out that if sources of aesthetic
communication, for example, exhibiting institutions, plan
events in their spaces as successful in emotionally influencing
for recipients they are supposed to build up a certain grid
of criteria characterizing the content of the intersubjective
aesthetic experience of the audience. This requires modeling
the invariant, or dispositional, characteristics of this experience
which, in turn, is possible only on the basis of cultural and
psychological tools of a historical character.

The main criterion that such a toolkit provides is the
concept of a cultural-historical type of personality which
presupposes among other properties invariant contents
of aesthetic experience although in cultural-historical analytics
they can be marked by other terms. Cultural and historical
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characteristics of intersubjective aesthetic experience include,
first of all, those that are established on the basis of the analysis
of characteristic peak experiences [A. Maslow’s term: Maslow,
1997]. They before all presuppose having no discursive
correlates emotional experiences of temporal and spatial
circumstances of the existence of a human subject in the world.
Peak experiences, if we take into account the forms of their
external expression, in cultural-historical analytics, as we have
noted above, have no aesthetic terminological fixation and are
marked, for instance, as forms of living and forms of thinking
[terms of ]. Huizinga: Huizinga, 1988] represent irrational, non-
discursively motivated aspects of the material and intellectual
ways of social interaction of people for co-existence at a certain
time in a certain territory.

Comparative cultural-psychological study of forms living
and forms of thinking suggests some sustained historical
continuity of the dispositional characteristics of aesthetic
experience which is recorded as a well-known historical and
cultural types of personality, characteristic mainly for the
Europe: a man of Antiquity, a man of the Middle Ages, a man
of the Modern Time. All these types have long time history with
phases of genesis including the becoming, culmination and
disintegration. In Europe the historical duration for each type
have about for thousands of years, the phases of genesis have
different dynamics, causes and historical manifestations but
also they are characterized with some relatively general
processes. So, late phase, phase of disintegration is
characterized with intense internal reflection, skepticism,
melancholy, sense of the end of times in general and the desire
to gain a foothold in time both through formal citation of the
heritage of the past, and through attempts to create heuristical
anachronistic projects future. This, in particular, shows
J.Huizinga in his aforementioned text analyzing how «at the
same time and on the same territory,» were going on the forms
of living and thinking of the Middle Ages and were becoming
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form of living and thinking of the early Modernity. The last was
the birth of cultural-psychological type of personality of the
Modern Time, or a modern European man which through
cultural expansion later spread to other cultural regions.

Since the cultural-psychological type of personality of the
Moden Time is currently existing we can reasonably reconstruct
only its early phase, the formation phase which was analyzed
by J. Huizinga and many other authors who devoted their
researches to this period. It is still problematic to talk about the
processes, boundaries, and chronology of the culmination phase,
since the Modern Time is still open and the cultural-
psychological type of personality that is characteristic for this
historical period seems to be undergoing a phase
of disintegration. The empirical fixation of the processes
of disintegration, expressed in intersubjective experiences of the
end of times characteristic for the late phases of the previous
historical periods, the need to gain a foothold in being through
formal quoting of the experience of the past and eclectic modeling
of prototypes of forms of living and forms of thinking for future
from its elements. The openness of this period which is an
incomplete transitional era [term of T.N. Granovsky: Granovsky,
2017], determines the complexity of its external and internal
chronologization as well as identification of current cultural and
mental processes, and, therefore, dispositional characteristics
of intersubjective aesthetic experience of recipients belonging
to the late modern type of personality.

The main difficulty in determining the key references
of aesthetic messages in the current period of the late Modern
Time lies precisely in the cultural and psychological
periodization of the Modern Time, which remains largely an
open problem because this period remains incomplete. That is
why the usual — retrospective — methodologies of historical
identification of forms of living and thinking related
to establishment of historical distance cannot be correctly
applied in this case. This circumstance determines fundamental
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scientific preliminaryness of the terminology associated with
the historical and cultural-psychological identification of the
phenomena of the late Modern Time.

Let’s remind that it’s characteristic in this respect that the
base marker names for the current period, proposed by F.
Lyotard (postmodern, postmodernism) [Liotard, 1998] and Ch.
Jencks (post-modern, post-modernism) [Jenks, 1987] are subjects
of discussion. These terminological difference, only
philologically associated with the peculiarities of the languages
of origin, is in fact determined by two factors: the specific
methodological differences between continental and Anglo-
Saxon discourses and differences in the understanding of the
cultural and psychical dynamics in terms of the Modern Time
into its closest to the current time period which we may call the
latest or namely modern stage in the history of mankind. It
should be noted that in this case we actually deal with different
terms conceptually denoting fundamentally different processes
of the cultural psyche of the late Modern Time.

Ch. Jencks emphasizes in his analysis that F. Lyotard using
fusion in his postmodern term due to the very nature of this
language construction voluntarily or involuntarily fixes his
attention on the processes of completing trends that are
authentic for the Modern Time therefore the term Iate
modernism could well be used instead of the postmodernism term
in the Lyotard version. Jenks himself proposes to focus on the
emergence of alternative trends that differ from all those that
were characteristic for the Modern Time, including its late
phase, these goals, in his opinion, are consistent with the
separating construction of post-modernism. We remember the
position of J. Huizinga which fixes the synchronism and
parallelism of tendencies of completion of the old forms of living
and thinking and the emergence of the new ones in transitional
eras, and now we can well understand that the construction
of postmodernism involves the reflection and study of the trends
of the first type, and the construction of post-modernism
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assumes a reflection and the study of trends of the second type.

For the strategic purposes of developing exhibition
institutions, of course, it is worth focusing attention precisely
on the trends of the second type and so the further content
of this article is devoted to a more detailed consideration
of them. It’s natural that because we will talk about a general
dispositional assessment of the communicative activity
of exposition spaces in the general information environment,
the indicated parameters of aesthetic references of specific
expositional institutions and their projects should be adjusted
in accordance with the cultural and regional specifics of their
localizations.

Communicative functions of post-modern exhibition spaces

First of all, one should pay attention to the fact that the
communication analysis of the activities of expositional
institutions and aesthetic references of specific projects cannot
be considered outside the context of the basic parameters of the
dominant forms and means of public communication that are
characteristic for previously analyzed cultural and psychological
stage of history. Therefore, the communicative functions
of post-modern exhibition spaces will be considered in direct
connection with the general parameters of public information
circulation in a post-modern type of society.

We already had the opportunity to formulate some positions
in relation to the stated problems earlier, and in relation to very
specific aesthetic positions, for example, such as the subject’s
attitude to the macro-spatial parameters of the cultural
landscape in connection with the patterns of aesthetic relations
that have developed within contemporary art [see: Dzikevich,
2019]. This publication discussed the problem, on the one hand,
of the relationship of aesthetic relations that have become
important internal problems of modern art with the
circumstances of the existence of society as a whole, and on the
other hand, the problem of the significant mediation of modern
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art in the dissemination of patterns of aesthetic attitude of an
alternative type to social reality in general and to the immediate
environment of human existence in particular, for example,
to the urban landscape. It is these problematic aspects but taken
in a broader context that are supposed to be analyzed in the
final part of our current discussion.

In some respects it is very advisable to recall the fact that
any exhibition project (both institution and specific exhibition)
is inscribed in an aesthetic and communicative context that
exceeds them. This is the basic circumstance that is initial for
communicative science — that every message circulates on
a specific background and is recognized in a homogeneous
message environment — we intend to consider using tools
of systemic, structural and, in part, semiotic analytics. This
circumstance, without a doubt, applies to all aesthetic
messages, and calculation of their effectiveness is impossible
without these analytical components.

First of all, let us pay attention to the fact that any (both an
institution in spatial terms and the design of a specific
exposition) are aesthetic message systems involved in larger
systems of aesthetic messages in relation to which they act as
subsystems. This hierarchy is not formal, since all these
messages fall under the measure of aesthetic perception become
facts of their aesthetic experience, and it should be noted that
we are talking about the same people that happen to be their
recipients. Let’s look at this using only one channel of delivery
of aesthetic information, visual, which we choose because of its
unprecedented importance for the dissemination of socially
significant information.

In this regard, an example of the so-called visual exposition
triad, which is considered advisable to navigate among
professional curators, is very revealing. It is assumed that the
first element of this triad is a visual representation of the
exposition institution and its projects in an architectural urban
environment. This refers to the visual appearance of the
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exposition institution itself which should give a clear signal
to the public about its special functions in urban infrastructure
and urban cultural communications but this also applies to the
information support of all gallery projects, especially in the
immediate vicinity of the institution. These informational
measures are aimed at attracting visual attention and at
rebuilding the psyche of the recipients in the mode
of perception of rich aesthetic messages. The second element
of the exhibition triad is the parameters of the internal design
of the point representing works of art into the system of which
the third element fits in as a subsystem — the design of the
specific exposition (details of the so-called exhibition
architecture, specially designed schemes for hanging and
installing artifacts, demonstrating media art, placing
accompanying information, thematic zoning of the exposition
and other methods of occupation of the exposition space, which
ensure the regime of recipients’ contacts with the exposition).

These parameters remain basic, they cannot be ignored
under any circumstances, they can only be taken into account
with varying degrees of communicative effectiveness. Next, we
must analyze the changes in the action of these invariant
parameters of aesthetic communication in the post-modern
cultural and mental situation. We must immediately and very
clearly formulate one dominant circumstance that determines
the set of dispositional components of the intersubjective
experience of the post-modern period. This circumstance
consists in the presence of extraterritorially transmitted patterns
of visual and aesthetic norms which in the initial stage of post-
modern cultural and psychic dynamics began to spread
by cinema, then acquired a stable communicative character
thanks to television, and finally became established as
a dominant visual and aesthetic factor in Internet
communication, especially on social networks.

The first element of the triad involves fundamentally
different ways of aesthetic navigation of post-modern recipients
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in an urban environment. Navigation takes place not so much
through direct eye contact with the urban landscape but
through comparison of urban information systems with Internet
navigation systems. Most target visitors to expositional
institutions and their projects plan their visit in advance,
specify location schemes on network resources, and control
their movement using a smartphone. Consequently, this part
of the visual-aesthetic triad of the post-modern information
environment is largely acquiring a virtual character. Working
with it involves creation of a visual identity of the urban look
through, photos, videos and infographics on the institution’s
main website on the Internet and its support in social networks,
profile news aggregators and the creation of specialized
applications for smartphones on iOS and Android applications.
It is the design elements of virtual communication on the Web
in the post-modern period that form the basis of the visual and
aesthetic installation of exhibition institutions in the urban
social infrastructure.

The second element of the triad is associated with strategies
for the occupation of specific exhibition spaces, creation
of hybrid digital physical compositions using both exposure-
architectural and electronic means of total involvement
of recipients in the aesthetic message system of a particular
project. Electronic components must complete the reality
of physical exposure to the standard that a post-modern
recipient is using on the Web: links, the ability to immediately
supplement static images with movement, sounds, public
feedback, the ability to engage in real-time dialogue and virtual
interaction with them.

The third element of the triad includes the active use in the
expositions of both works created using traditional art
techniques, as well as works in creation of which alternative art
technologies of all origins were used as well as new and latest
media. The latter creates the necessary mode of aesthetic
references, which is the prevailing consensus of a post-modern
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public taste.

Adapting the exposition triad to the dispositional
parameters of the intersubjective aesthetic experience of the
post-modern cultural-psychological type will allow expositional
institutions to diversify the social functions that developed
in previous periods. Usually among such functions are listed
such as education, broadening one’s horizons, entertainment,
sometimes alternative investments. Post-modern aesthetic
parameters of expositions make it possible, while maintaining
these functions, to supplement their functions of adaptation
to complex combinations of heterogeneous information
of various levels and different nature, cathartic correction
of excess social stresses, synergistic control of new impulses
in various activities in the context of post-modern oversupply
of information and deficit free time.
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VUPUHA JINCOBEIL!

9KCITIO3UIIMOHHOE ITPOCTPAHCTBO
CONTEMPORARY ART: MV3EM, TAJIEPES,
VIIMLA

A6cmpakm

B crathe paccMaTpuMBAaIOTCS OCOGEHHOCTY MPOCTPAHCTBA, B KOTOPOM
9KCIIOHUPYETCS] ¥ OPTaHUYHO CYIIeCTBYeT contemporary art, B OT/IU-
Yyie OT IPOCTpaHCTBa My3eedukranuy fine art.

[Ipy TepBBIX SKCIIO3ULMSAX XYIOKECTBEHHOIO aBaHTapia B XyLOXKe-
CTBEHHBIX rajepesix B Hauane 20 BeKa BO3HMKIIO IIPOTUBOpEYNE C Ha-
XOISIIVMICSI TaM XYIOKECTBEHHbIMM apTedakTaMyu M OpPTaHUYHBIM
LU HUX TIPOCTPaHCTBOM. OKasanach OYeBUIHON HeOOXOOVIMOCTh U3-
MeHeHMsI IIPOCTPAHCTBA SKCIIOHVPOBAHMSI COBPEMEHHOIO MCKYCCTBA.
B KoHIle BeKka HOBbIe (hOPMbI COBPEMEHHOTO MCKYCCTBA, MHOTOOOpas-
HbIe apT-NPaKTMUKM BBIXOAST 3a MpeJesibl My3€eeB U rajaepeii, M 0cBau-
BalOT HEOXVJaHHbIE /IS XyA0KeCTBEHHOro apredakra IIpOCTPaHCTBa:
BBILIEALIVE 3 YIOTPe6IeHus U 3a6poIeHHble TPOMBILIIEHHbIE U TO-
POZCKYIe TePPUTOPUY, YIIUIIBI U IIOLIAAY ropooB. Ho B 3T0 ke BpeMs
¥ B Hauajie TPeThero THICSYeNeTVsI COBpeMeHHOe MCKYCCTBO BO3Bpa-
aeTcsl K TPagVLMOHHOMY, XOTS M 3HAUUTEIbHO M3MEeHeHHOMY IIpO-
CTPAHCTBY 3KCIIOHMPOBAHMS, YCTPAMBAsICh B CIIEIMATBHO BBICTPOEH-
HBIX Tajepesix U apT-My3esx MHOTOGYHKLUMOHANbHBIX KYIbTYPHBIX
KOMILJIEKCOB.

KakoBo BIMSIHME M3MEHSIOLECS KyJIbTYypbl Ha XYAOKECTBEHHbIi

! Upuna Jlucosey — x.b.H., moueHT Kadempbl mcTopum durocodnn,
dumocodckoit aHTPOIIOIOTUM, ICTETUKM U TEOPUM KYIbTYpbI, Ypasib-
CKuMit befepanbHbIil yHUBepcuTeT, EkaTepuHbypr, Poccus.
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XpOHOTON contemporary art? KakoBbl Xy[oskeCTBEHHO-3CTeTHYECKIE
OCHOBaHMSI IIPOCTPAHCTBEHHbIX TpaHCPOpMalNii COBpeMEHHOIro MC-
KycCTBa ¥ €ro IMO3MLUMOHMPOBaHMS? 1, HakoHell, KaK M3MeHseTcs
B3aMMOJENCTBME UCKYCCTBA C MYOGIMKON B 9TUX YCIOBUSIX? TaKOBBI
BOIIPOCHI, K KOTOPBIM MBI 06paIiaeMcsl B CTaThe.

Knwuesste cnoea

Contemporary art, akTyaabHast KyJIbTypa, XyI0KeCTBeHHbI/I XPOHOTOII,
COBPEMeHHbIIT apT-My3eii 1 rajgepes.

Hu opuH 13 KpPYIHBIX TOPOHOB TPETHETO ThICSUYeNeTUsI
He CYIIecTByeT 6e3 rajepey COBpeMeHHOT0 MCKYCCTBa. B Hauane
KaX[IOro rofia 13 HOBOCTelt Ha ApTrujie Mbl y3HaeM O HOBBIX ra-
JiepesiX, KOTOpble OTKDBIBAIOTCSI B TOpojax II0 BCEMY MUPY
M TaM, I7ie OHU yKe eCTb, U THAe paHbllle X He CYIIeCTBOBAJIO.
Yem oripefiensieTcsi Takoe HACTOWUYMBOE MHCTUTYLMOHAIbHOE
pasBUTME COBPEMEHHOr0 MCKYCCTBa B MPOCTPAHCTBE TOPOLOB,
KyJIbType U >KM3HM 4YejioBeKka TpeThero ThicsiueneTus? Ilouemy
COBpeMeHHbIVi TOpoJ, HEBO3MOXeH 6e3 COBPeMEeHHOTO MUCKYC-
CTBa, MPELCTAaBIEHHOrO He TOJNBKO B rajiepesix, HO U MpaKkTuie-
CKM Ha BCeX TOPOACKUX TeppuTopusx? Kak n3mMeHMIOCHh U IIPoO-
JIOJKaeT MEeHSITbCS TIO3UIIMOHMPOBAaHME MCKYCCTBA, U KaKUMU
3CTEeTUUYECKVMU U COLMOKYIbTYPHBIMU MTapamMeTpaMu 3TO OIpe-
nensietcsi?

Kaxkpmas ucropuueckasi, HallMOHa/bHasl, perMoHaabHas
KyJIbTypa MMeeT CBOJ XPOHOTOII, IPOCTPAaHCTBO-BpeMs Cyllle-
CTBOBaHMS, BbICTpaMBaeMoe B COOTBETCTBUM C JOMUHAHTHBIMU
LIeHHOCTSIMU, TPAAULIMSIMU U ITIepPCIieKTMBaMU, Kak M MeCTOM ue-
JIoBeKa B Heil. DTU TMapaMeTpbl KyJbTYpbl JOCTATOYHO TOUHO
OIpenessiioT MCKYCCTBO, €ro XyAOXeCTBEHHO-3CTeTUYeCKUIi
XPOHOTOIl M BbIpaKalTCsd MM. KOMMO3UIIMOHHO-BBIPA3UTENb-
Hble OCOGEHHOCTY KUBOIUCKU BO3pokmeHMs] (M UTAIbSHCKOTO,
U CeBEPHOTO) B IePUOJ, 3apOoKAeHMs KyJIbTypbl HOBOTrO BpeMeHn
06yCJTOBJIEHBI PagVMKAIbHBIM M3MEHEHMEM IT€HHOCTHOW ITOMM-
HAHTBI KyJbTYPbl C TEOLIEHTPUUECKOV Ha aHTPOIMOIeHTpuYe-
CKY10, BO3BpallleH\eM K IIpUPOJie B KaueCcTBe OCHOBBI U TTOHMMa-

124



HMEM ueJIoBeKa paBHbBIM Bory-TBopiry. JKuBOIICh HOBOI 3ITOXM
MOTIJIa CYIIeCTBOBATh ¥ Pa3BUBAThCS, BBICTPAMBAs KOMIIO3UIIUIO
B MPSIMOJ TIEPCIIEKTYBE KaK BHIPAKEHUY B3IVISAIa HA MUP U OCO-
GeHHOCTEN BOCIIPUSITUS 36MHOTO YeJI0BEKa.

[TpocTpaHCTBEHHO-BPEMEHHbIE ITapaMeTpbl SIBJSIIOTCS OC-
HOBaHMEM Das[elieHMs] MCKYCCTBa Ha BMIbI. ITO pasfesieHue
ompemenseT 0CO6eHHOCTM BOIUIOIIEHMSI M CYIIECTBOBAHMUS XY-
IOKeCTBEHHOro o6pasa. Ho moMuHMpOBaHME IPOCTPAHCTBA
WM BpEMEHUM B CTPYKType 0Opasa He OTMEHSeT ILeJIOCTHOCTU
XyIOKeCTBEHHOTO XpOHOTOMa. JIuTeparypa U My3blka Kak Bpe-
MEHHbIE€ BUIbI MCKYCCTBA HE JIMIIEHBI MPOCTPAHCTBEHHOM Xa-
PaKTEPUCTUKM 00Pa30B: BO3HMKHOBEHME <«3PUMBIX 06pasoB»
B JIMTEPATYype U BOCIPUSTHUE BbICOTHI, IIyOMHBI U 06beMa My-
3BIKAJIbHOTO 3By4aHMs. IIpoCTpaHCTBEHHbIE BUABI MCKYCCTBA —
SKUBOITUCh, CKYJIBIITYpa M apXUTEKTypa COOTBETCTBEHHO 006Jia-
JAlOT M BpeMEeHHOM XapaKTepUCTUKOM B 3aBMUCUMOCTU OT ITO-
C/1eI0BAaTe/IbHOCTY Pa3BEPThIBAHMS M OCBOeHMsI o6Gpasa, uTo
MPENCTaBIeHO B ABVKEHUM 3PUTENIS] OTHOCUTENBHO IPeaCTaB-
JeHHOro apredakTa. B cBA3M C 9TMM, CTATyC MCKYCCTBA, €ro
XYIOKeCTBEHHO-3CTeTHMYECKass 1IEHHOCTb M aJeKBaTHOe XyIOo-
SKECTBEHHOE BOCIIPUATHE OIPEeNsIOTCS 3KCIIO3UIIMOHHBIMU
MHCTUTYIUSIMU, KOTOpbIe 06eCIieunBaloT yCIOBUSI €r0 B3auMO-
JeViCTBUS C ITyOIMKOIA.

ODKCITO3UIMOHHAS MCTOPMSI MCKYCCTBA HAUYMHAETCS C Ha-
CKajIbHOJ KMBOMMCK B IIelllepaX BepXHEro IMajaeoinTa, 3aTeM
PO OJIKAETCSI B IIPOCTPAHCTBE ApeBHErpeuecknx aMmpureaTpos
", HAaKOHell, B TajiepesiX >KMBOIMCH, BOSHUKAIOIINX B 3TIOXY UTa-
JIBTHCKOTO BO3poskaeHus B mananiio GIopeHTUNCKUX repiioros.
HMCKycCTBO He MOIVIO XKUTh BHE 0CO6GO¥, CIelUalbHO [AJIT HETo
CO3JTaHHOV Ccpenbl U 6ojiee TOro, CTAHOBUJIOCh MICKYCCTBOM, OY-
IOy4Yy TIOMEIeHHbIM B 3Ty Cpeny. DTOT OIMbIT SKCIIOHMPOBAHMUS
OBLT TIPOJO/DKEH B 910Xy IIpocBemeHust mpu HOPMUPOBAHUMU
JIyBpa Kak MY3eifHOTO IPOCTPAHCTBA XY/IOXKeCTBEHHBIX HIEeB-
POB. BejiuKo/emHbIe JBOPIIOBBIE 3aJTbl, TpeBpallleHHbIe B My3€eii-
HbIe KOMIUIEKCHI, KPaCOTOI MHTEPHEPOB aKTUBHO MOIEPKIBA-
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JIX 3CTETUUECKUT CTaTyC UCKycCcTB. COBepIlIeHHOe MPOCTPaHCTBO
YTBEPXAAI0 KPAacOTy SKUBOTIUCU U CKYIBIITYPBbI, SKUBYIIEl B 3TUX
YCIIOBUSIX.

s cOBpeMeHHOT0 MCKYCCTBa, HAYaJI0 KOTOPOTO MbI 060-
3HauuM nepBbIM aBaHrapaom (1910-1920-e romsl), ero xymoske-
CTBEHHBIV CTATyC MOAIEPXKMBAETCS M TaK XK€ B 3HAUUTEIbHOM
CTeleHM omnpefenseTcs MPOCTPAaHCTBOM, B KOTOPOM OHO BCTpe-
yaeTcs ¢ Mmy6nmKoil. VI3BeCTHBIN MpeaMeT CTal XymOoXKeCTBEeH-
HbIM apTedakToM, Oymyum mpeacraBieH Mapcemem JionIaHOM
B Xy[IO’KeCTBEHHOIJI ranepee mog uMeHeM «DoHTaH». 34ech cpa-
60Tasn 3¢ deKT aBTOHOMHOTO TIOJSI CUMBOJIMYECKUX I[€HHOCTEI,
KoTopoe paccMmaTtpuBan I[Ibep Bypabe B cBOeM ucciefoBaHUU
pBIHKA CcMMBOAMYeckoi mpoxykiuu (Bypabe I1., 1993): 06bIU-
HBIV IpeaMeT IIPEBPATWICS B XyOOKECTBEHHbI apTedakT, 6;a-
rogapsi CMMBOIM3alMM UMEHEM U pa3MelleHuI0 B raiepee. VH-
TepecHO, YTO [l1olIaH 3aTeM HECKOJIbKO pa3 «IOBTOPWI» CBOW
«1IeieBp» M0 3aKa3y pasIuM4yHbIX My3eeB, BKIouas HanmoHanb-
HbI My3eli COBpeMeHHOro uckyccrsa — LeHTp JKopska [Tomnn-
Iy (Kosasnes A., 2008, c.78).

Pemaroiiee BAMsSHME CTpaTerMy 3KCIIOHMPOBaHUS OJIS CO-
BPEMEHHOI0 MCKYCCTBa oTMevaeT B. I'poiic, obpainasich K ero
Tomnonorun: «Modern art paboTtano Ha ypOBHe MHAVBUIYATbHOI
dopmbl. Contemporary art paboraeT Ha YpOBHE KOHTEKCTa,
dbopmara, poHa MAM HOBOI TEOPETUUECKON MHTEpPIIPEeTaLIVIN.
[MosTomy contemporary art He CTOJIBKO MHOVBUIyadbHAs TMPO-
IOYKIVsI, CKOJIbKO MaHM@ecTanys MHIAUBUAYATbHOTO PeIIeHMs,
BKJIIOUUTD MJIU VICKTIOUMUTD Belll ¥ 06pasbl, aHOHMMHO LIMPKY-
JUpYIOL[/e B HAlleM Mupe, — OaTb MM HOBBI/i KOHTEKCT MU
JUIIUTL €ro: YacTHbIN BbIOOP, KOTOPBII OJHOBPEMEHHO ITy0-
JIMYHO IOCTYIIEH U Yepe3 3TO MaHMGEeCTPOBaH, IIpeCTaBIIEeH,
sicHo ormpenenen» (I'poiic B., 2006, c. 14).

Takum o6pasom, 1060e UCKYcCTBO M Kimaccuueckoe (fine
art), u coBpeMeHHOe (contemporary art) HY>KZAeTcsl B 0COOBIX
NIPOCTPAaHCTBEHHO-BPEMEHHBIX  YCIOBUSX  KOMMYHUKaLUU
CO 3puTeJieM, HO COBpeMeHHO€e MCKYCCTBO paguMKaaibHO MeHseT

126



TPaIUIIMOHHYI0 My3eeUKalMIoO ¥ 3KCIIOHMPOBaHMe UCKYCCTBA.
Takoe u3MeHeHMe CBSI3aHO C CYIIHOCTHON M CYIIeCTBEHHOW
TpaHchopmalyeit COBpeMeHHOM Ky/lIbTypbl ¥ BhIPaXKAIOIIEro ee
MCKYyCCTBA. VICKYCCTBO TaKOi Ky/JIbTYpPbl MOAMMUIIMPYET BCe
CBOM TIapaMeTpbl: Xy[lOKeCTBEHHOe TBOPUECTBO, CO3JaHHOe XY-
IOKeCTBEHHOE TMpOM3BeHdeHUsI YU, KOHEUHO, XYy OXKeCTBEHHOE
BOCIIpUSITHE.

JlIs1 COBpEMEHHOIO MCKYCCTBAa XapaKTepHO paJMKaJbHOE
pa3MbIBaHMe TpaHUll, U3MeHeHMe SI3bika, GYHKIMOHUPOBAHMS,
YTO CBSI3aHO, NPEXAe BCero, C TeMU COLMOKYIbTYPHBIMU TPaHC-
dbopMmanusamu, KOTOpble MPOUCXOTAT B XX Beke.

Haunnas ¢ konna XIX Beka, GopMuUpyeTCcs: KylabTypa, KOTO-
past 3aTeM IIOJYYUT MMEHOBAaHME MacCOBOJ, MOMYISIPHOI, 06-
IIeAOCTYITHOM U BBI3OBET K KU3HU MHCTUTYLIMMU, B TOM UMCIIe
" Xy[OOKeCTBEHHbIE, KOTOpble MOIIM ObI 06ecreunTh ee (QyHK-
LMOHMPOBaHMeE U pa3BuUTHe. BMecTe ¢ 3TUM B KyJIbType HauMHA-
eT BbIAeNIThCS eHOMeH, Ha3BaHHbIN Ky/IbTypOit TOBCETHEBHO-
CTU, KOTOPBIN MCKYCCTBO HAUYHET OCBaUBaTh U IPEACTaBIIATh. U,
KOHEYHO, TexXHOKpaTuyeckasi [AOMMHAHTa KyJbTypbl Hauasa
MPOIIOTO BeKa, pa3BMBAasCh, MPOHMKAET B XYHOKeCTBEHHbIN
MMp, aKTUBHO MCIIOb3YIONINi MHGDOPMAIMOHHbIE TEXHOIOTUI
U TEXHUKY. YKe B paMKaxX MOJepHa IOSBISIOTCS HalpaBaeHUs
B MICKYCCTBE, OTAAIOLIMeE NaHb NTPeBOCXOACTBY TEXHUKU U MEHSI-
I0lMe 3CTeTUYecKue IeHHOCTU U S3bIK B 3TOM HampaBieHUN.
KOHCTPYKTMBM3M B TMPOCTPAHCTBEHHBIX BUAAX MCKYCCTBA, aK-
TUBHO Pa3BepHYTHIVi B Hauajie MPOIUIOTO BeKa, CTUIMUCTUUECKA
YTBepOWI JOMUHAHTY TeXHUKU, M He (JIy4ailHO BHOBb aKTUMBHO
BCIIOMMHAETCS B Hayajle BeKa HbIHEIIHEero B YCIOBUSX JalbHe-
IIMUX TEeXHOKpaTUUeCKUX BBbI30OBOB. BTOpOIl XymoOsKeCTBEHHBIN
aBanrapp, (1950-1960-e rogpl) MPOIO/KIII TEXHUUECKOE «IIepe-
BOOPYKEHME» VICKYCCTBA M YTBEPOMU/I €ro OOHOBJIEHNE HAa 3TOM
OCHOBe.

K Ha3BaHHBIM OCOOEHHOCTAM XyHOKECTBEHHOI KYIbTYpbI
C HavaJla BTOPOTO aBaHTapaa Heobxomumo mo6aBUTh ee (YHK-
LIMOHMPOBAaHME B PBIHOYHBIX YCJIOBUSIX M TE€PEXOH, MUCKYCCTBA
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Ha «s13bIK JeHer» (B. ['poiic), UTO CyliecTBeHHO MeHSsIeT 3KCIIO-
HMpOBaHMe contemporary art B yCJIOBUSIX Tajiepeii 1 My3eeB.

B Poccuyt pbIHOK XyI05KeCTBEHHO Ky/IbTYpbl HAUMHAET pas-
BUBATHCSI MHOTO MO3Xe, ¢ 90-x rofoB mpoiuuioro Beka (I'MTenb-
maH JI. U., 2004). B 3T0 BpeMs IOSBISIIOTCS YaCTHbIE rajiepenu,
My3ey COBPEMEHHOTO MCKYCCTBA, THe ITyOInKa MOXET ero BU-
JeTh, OLLEHUTb 3CTETUYECKU U KaK YYaCTHMKA PbIHKA «CMMBOJIM-
YeCKOV MPOSYKIUN» U IPULLEHUTHCS B TOM YKCIIE.

Ha 3amagHom apT-pbiHKe ¢ 60—-X rogoB XX Beka pa3BUTHE
«yHpyctpun ranepei» (K. Yyxpos, 2010) IpUBOAUT K OTKPBITUIO
HOBBIX U M3MEHEHUIO TIPEKHUX My3eeB U rajiepeii COBpeMeHHO-
ro uckyccrsa. [To HOBOe MO3ULIMOHNPOBAHNE UCKYCCTBA MEHSI -
ercst (GYHKIMOHAIbHAS HAIOJTHEHHOCTh IPOCTPAHCTB MYy3€eB
KJIaCCUUYECKOTO MCKYCCTBA, MO3BOJSIIONIASI TTepEBECTM B TOBap
XYIOKeCTBeHHbI apTedakT M BbIpasUTh B lieHe ero 1eHHOCTb.

CoBpemeHHas rajnepes, rge 3KCIOHUPYIOTCSI U MCTOpUYe-
CKOe, U COBpeMeHHOe MCKYCCTBO, KaK IMPaBUjO0, JaeT BO3MOX-
HOCTb KyIUTb «COMYTCTBYIOIIME» TOBapbl pa3sHOTO popa (Inap-
&bI, CyMKM, PYYKY, 3aKIaAKMA U T.I.), KOTOpPbIe BOCITIPOM3BOMAST
TpefcTaBJIeHHble SKCIOHAThI M OGYOYT O HUX HAIIOMMHATD,
Tak ke, KaKk U O IOCellleHu! Tajiepeu B MOBCeIHEBHOI >KU3HMU.
Takoro pona 6M3HeC CYIIECTBYET B HACTOsIIEe BpeMsl MPaKTy-
YyeCcKM BO BCeX rajgepesx U Mysesx. I 3To oueHb BaXKHO: KyNIUB
B 'asiepee coBpemeHHOro uckyccrsa Ilerru I'yrenxaiim B BeHe-
UMM IIeJKOBBIN Imapd, Irme BocHpousBemeHa KapTuHa Gino
Severini «Sea=Dancer» "3 IIpenCTaB/JeHHON KOJIJIEKLIMM, S
MPOYHO 3aKpemnusia 3TUM IMpeIMeTOM BCIO TaMMY 3PUTENbHBIX,
3CTETUUECKUX, U TaKTUIbHBIX OINYIIeHUI, MepeKUThIX IpU
BOCHPUSITUM M3YMUTEIbHOTO TMOJIOTHA. JCTeTHMYeckoe HaroJ-
HeHMe MO€eJi IOBCeIHEBHOM KM3HMU, 3TOT mapd, KOHEUHO Ke,
U3MEHWII.

Bo BTOpOIi monoBmHe XX Beka rajgepesi CTAHOBUTCS UHCTU-
TyLMeli apT-6u3Heca 1 ee 1eib He IPOCTO SKCIIO3ULINUS OPUTH-
HaJIbHBIX XYIOKECTBEHHbIX apTedakToB, HO pa3sBUTHE SKOHO-
MUKU XyIOXeCTBEHHOM KyJAbTYphbl 3@ CYeT pacliupeHue Kpyra
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roTpebuTesneii MCKycCcTBA. lajepes CTAaHOBUTCS MeECTOM, TIre
HIMpOKast My6IyrKa MpuoobIIaeTcs K COBpEMEeHHOMY, JOCTATOUHO
HEOXUIAHHOMY B CpaBHEHUM C TPAOUIIMOHHBIM MCKYCCTBY.
[IpuBrieub My6IAMKYy BO3MOKHO, OCHAIlasi COBPEMEHHYIO Taje-
pelo MeauifHbIM IOIOJIHEHMEM U HepdOpMaTUBHBIM OCHAIle-
HMeM TMpeICTaBIeHHOro apredakra, KOTOPbBI ITpeBpaliaeTcs
B c0oObITME. OCMOTP 3KCITO3ULINM CTAHOBUTCS He TIPOCTO CO3ep-
IlaHKeM, HO BOBJieUeHeM B JIeiiCTBIe.

V>ke B HavaJie IPOLJIOTO BeKa MCKYCCTBO, aKTUBHO Pa3BUBa-
SICh B YCJIOBUSIX CBOEI «TEXHUUECKOM BOCIIpOU3BOguMocTun» (be-
HBbSIMMH B.), mpenamosaraer HOBoe 3KCIIO3ULIMOHHOE GbITOBaHME,
3HAUMTEIbHO pacIIMUpSONiee KOMMYHUKAIIMIO C ITy6IuKoi. Ta-
JepeiiHble U My3eiiHble MHCTUTYLMU IIMPOKO Peaan3oBalin 3TU
BO3MOXXHOCTH, UCITONIb3YS B 9KCITO3UIMM COBPEMeHHbIe MHPOP-
MallMOHHbIe TEXHOJIOTUM. B y>ke HaCTYNUBIINEM TPETbeM ThICS-
yejleTM B KadyeCTBe OTeNbHOrO 3KCIIOHMPOBAHUS MCKYCCTBA
nonyumau pacrnpoctpateHue IT nepdbopmaHChl SKMBOMIMCH KITac-
CUUYeCcKMX My3eeB U rajepeit. OuudpoBaHHAs U pasBepHyTas
Ha 9KpaHax XMBOIMMCh OT Bo3pokmenust 1o pybexka XIX — XX
BEKOB OTKpPbIBAeTCSl MO-HOBOMY M TpPUBJIEKaeT COBPEMEHHOTro
3puUTe.

Apanrapg Havasa 20 BeKa OTMEHMJI MMMETUYHOCTb 0Opa3a
B CTpeMJIeHUM YyOpaThb IOCPEeOHMKA MEXKOY XyIOKHUKOM
Y 3pUTENEM — BUIMMBIA MUP M 006paTWICS K JEeKOHCTPYKLIUU
3CTETUYECKOM (OpPMBI, JMKBUAMPYS OOMWHAHTY TapMOHUU
M TIpeKpacHOro, UTO BIIOJIHE COOTBETCTBOBAJO MO3aUYHOI
U TIPOTUBOPEUMBON KyJAbType BeKa. Pa3pbIB C¢ BUAMMBIM MMU-
POM OKOHYATe/NbHO 3aKperuisgeTcss K KoHiy 20 Beka B pa3Bu-
TUM TaKUX HalpaBIeHUl MCKYCCTBA KaK apT-GpIOT M TPIII apT,
9KCIIOHMPOBAaHME KOTOPBIX OPTaHMYHO B COBPEMEHHBIX raje-
peiHbIX MPOCTPAHCTBAX.

K xoniy 20 Beka IMpOMUCXOAUT 3aKpervieHue nedopmanuu
MaTepuana, s3blka U MyOIUMKU MCKYCCTBA B KyJIbTYpe MOCTMO-
JepHM3Ma. B mociegHol0 TpeTh MpOUIoro XX BeKa IIaBHBIM
MHCTPYMEHTOM U COAepsKaHMeM MOJepPHMU3aLUUU KyJbTypbl IJIs
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MOCTMOAEpPHMU3Ma CTAHOBUTCS AEKOHCTPYKIMSI BCEX TpaguLIu-
OHHBIX IIeHHOCTeJ, IIPOCTPAHCTB M OTHOIIEHMI, KOTOpas omnpe-
ZejsieT HOBbIE SI3bIK, GOPMY M CTWJIb MCKYCCTBA, UTO GyIEeT Ha-
IJIIAHO BBIpaskeHO, Tpekie BCero, apxXUTEeKTypoil M JacT eil
UMS — TeKOHCTPYKTUBU3M.

VIMeHHO apxuTeKTypa AeKOHCTPYKTMBM3Ma HaiJleT opra-
HUYHOE [JisI COBPEMEHHOr0 MCKYCCTBA MPOCTPAHCTBO My3esl
" rajiepen.

OnHa 13 nepBbIX rajgepeil COBpeMeHHOro uckyccrsa — My-
seii I'yrenxaiima B Hbro-Mopke ®psnka JInoiig Paiita (1956—
1959rr.), Kommekuumn GecapeaMeTHOI kuBomcu Comomona I'y-
reHxariMa. ApXUTEeKTOp CO34aJl 34aHMe, TOUHO COOTBETCTBYIO-
1jee " MIpelCcTaBisIollee COBpeMeHHOe MCKycCcTBO (Xaccen 3.,
2010, c. 50—55). ®opma 3maHMsI, HATIOMMHAIOIIAsI MOPCKYIO pa-
KOBMHY, PACKPBIBAIOIIYIOCS K HEOY U CTEK/ISHHBIN KyIoj, JaloT
BO3MOYXKHOCTh MaKCUMMAa/JIbHOW OCBEIleHHOCTUM €eCTeCTBEeHHBIM
CBETOM, a 3aJI, OKPYKeHHbI OOJBIION CIIMPaTbHOI JeCTHUIIEN,
MJIS TI0 KOTOPOJ MOCeTUTENM pasisaAbIBalOT IPOU3BELEHNUS UC-
KYCCTBa, CTAaHOBUTCS ONTUMAaJIbHbIM IIPOCTPAHCTBOM, B KOTOPOM
MIPOCTOP, €CTECTBEHHBIN CBET, OTKPHITOCTh CO3JAI0T HEOOXOmM-
MbI€ YCJIOBMSI BOCIIPUSITUSI MCKYCCTBA KakK Obl B €CTeCTBEHHOI
IL7IS1 HEeTO cpefie.

3aTem A0 KoHIIa 20 BeKka OyIyT CO3aHbI IIeJeBPbl apXUTEK-
TYypbl OEKOHCTPYKTMBM3MaA, ONTUMAJIbHO COOTBETCTBYIOLIME
3KCMHO3ULIMM COBpeMeHHOTro uckyccra: Lentp Ilomnuay B Ila-
pwxke Puuapaa Pogskepca n Penno IIesiHo (1972—1976), My3eii
Iu3aitHa «Butpa» B Baiib-am-Peitne (1987—1989) u Myseii I'y-
rerxaiiMa B Bunmb6ao (1997) ®ps3uka ['apyu. B mpoekTUpoBaHUMU
MyseeB u T'anepeil COBpeMeHHOIO MCKYCCTBA, CO30aHUU HOBBIX
M pacliMpeHUM YKe CYIIEeCTBYIOIINX, TPUHMMAAMU ydyacTue
MpaKkTUYEeCKM BCe 3Be3bl apXUTEKTYphl TOCTMOAepHM3Ma: JKak
Hysens, Hopman ®octep, Pentio [Inano, 3axa Xagum,.

CaMast ITpecTIsKHAsT MEXXIyHApOIHast Harpaaa B o6iacTu ap-
XUTeKTypbl — IIpuTikepoBcKas npemus 3a 2019 rog npucyxae-
Ha SITOHCKOMY apXUTEKTOPY, TeOPeTUKY MCKYCCTBa M I'pajo-
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crpoutento Apate Vconszaku. 87-JeTHUIT apXUTEKTOpP 3a CBOIO
TBOPYECKYIO XKM3Hb co3gan 6oee 100 mpoeKTOB 3IaHMi, B UMC-
Jile KOTopbix My3eit coBpeMeHHOTO MCKyccTBa B Jloc-AHskenece
1 My3eii LIeHTpaJIbHOM akameMum xymoskecTB B IlekuHe (http://
artguide.com/news/6284 mara o6pamenus 08.03.2019).
[TpM3HaHHBII HOBATOP apXUTEKTYpPbl MOCTMOAEpHM3MA 3a-
xa Xaaup yyacTBOBaja UM B KOHKypce MpOeKTOB My3esl coBpe-
MeHHOro uckycctBa B Ilepmu «PermmuseumXXI Horizon», Ko-
Topblii mpoxoaun B 2008 romy. ATOT ropof, B TepBoe AecsTuie-
Tne 21 BeKa CTaj MpakTUYeCKu YpalIbCKOI CTONUIEN COBpe-
MEHHOT'O MICKYCCTBa, B OCOGEHHOCTM apT-IPakKTUK — CTPUT-ap-
Ta, J9HI-apTa, Habauk-apTa. Tak BO3HMK/IA HeOOXOOMMOCTb
M uaesl Co3laTb COBpeMeHHbIN My3elt, UCIOIb3ys TEPPUTOPHIO
HabepexkHoiT KamMbl 11 3maHMe GbIBIIET0 PeYHOTO BOK3asa. Ilep-
BOe MeCTO B 3TOM KOHKypCe 3aHSIJT MOCKOBCKUIA apXUTEKTOP
Bopuc BepHackoHu. B cBoeM MpoeKTe OH MpeACcTaBMUJI HOBbI
rpaduYecKuit SI3bIK ¥ HAaBUTALIMIO B MY3€ifHOM ITPOCTPAHCTBE:
HauMHas OT BXOJA, MPOCTPAHCTBO CaMO BeJET MOCETUTENS, EMY
OCTaeTCs] TOJIBKO BBIOPATh MapIIpyT U3 IMPeIJIOKeHHBbIX Bapy-
aHtoB rpaduueckoit HaBuraruu (B. BepHackonu 2009, c. 42—
43). DTOT MaciITabHbI TPOEKT peann3oBaH He ObLI IO ITOHST-
HBIM TIpMuUMHAM (GUHAHCOBOTO TOJIKA, HO BCE-TAKM UAesS HOBO-
ro MacmTtabHoro rpaguuecku pa3sBepHyTOTO ¥ TOUHO OPUEHTU-
pYIOLIero TMOCETUTEeNsT MPOCTPAHCTBA MOAy4YMJIa BOIUIOLIEHME.
B Exatepunbypre Ha HabepexkHoit Mcetu B 2015 romy 6bu1 OT-
KpPbIT MHOTOQYHKIVOHAIbHBINA KyJbTYPHBI KOMITIEKC <«EjIb-
LIMH-LIEHTP», apXUTEKTypPy KOTOPOTO «a0Bel» bopuc bepHacko-
Hyu. OOHMM M3 MAacCHITaOHBIX ¥ BBIPA3UTENbHBIX IPOCTPAHCTB
9TOro KOoMILIekca sBisieTcsl ['asiepesi COBpeMeHHOTO MCKYCCTBa.
SI3BIK COBPEMEHHOTO WMCKYCCTBAa CTOJb CBOEOOpaseH, 4YTO
BCTYIIUTh BOCIPUHMMAIIIEMY B KOMMYHMKAIMIO, «3aroBO-
PUTh» Ha 3TOM SI3bIKe BO3MOXKHO IPU YCJIOBUM, YTO MPOCTPaH-
CTBO XYHOKECTBEHHOTO OOIIEHMSI CIIOCOOCTBYET OPTaHUUHOMY
CYyILIeCTBOBAHMIO B HEM MCKYCCTBA. B oT/iMuMe OT KIacCcuuecKko-
rO MCKYCCTBa, PEACTaB/SIOIETO IPYTyl0, BTOPYI0 PEaabHOCTD

131



¥ KUBYIIETO B 0COO0OM IIPOCTPAHCTBE MapagHbIX TBOPIIOB, CO-
BpPeMEeHHOe MCKYCCTBO, Hepa3pbIBHO CBSI3aHHOE C MUPOM IIO-
BCEIHEBHOCTU U €ro $SI3bIKOM, COBMECTUMO C TPOCTOPHBIMU,
HeJMTpaabHBIMU 110 KOJOPUTY ¥ MHTEPbEDPY, HO JAIOILIMMM BO3-
MOKHOCTb BHMMATEIbHO OCMOTDPETD SKCIIO3ULMIO 3a/IaMU.

BaskHeiimeit cTpaTerneit myseeduraiumu 1 My3eifHOTO 9KC-
TIOHMPOBaHMUS contemporary art B IOCTCOBPEMEHHOI KyJIbType
SIBJISIETCSI €r0 BCTpauBaHME M OPraHUYHOE COCYIeCTBOBAHUE
C My3esiIMM, KOHLIEPTHBIMM 3a/laMM, MarasMHaMu (KHUKHBIMU,
CYBEeHUPHBIMM), pecTopaHamMyu ¥ Kade B mperenax KPYITHbIX
MYJIbTUQYHKIVOHATBHBIX KYJIbTYPHBIX IIEHTPOB, KAKOBBIMU SIB-
JISIIOTCS, Haripumep, LleHTp XKopxka [Momnuay B [Tapuske n Enb-
uuH-LlenTtp B EkaTepuHoypre.

Kpome Toro, Bo BTOpOJi MOJIOBMHE MPOLLJIOTO ThICSYeNeTUsI
B 3alafHOM KyJbTyDHOM MMpE MOSIBJISIIOTCS XYLOKeCTBEHHbIE
MPOEeKThbl, 03HAMEHOBAHHbIE «...CTPEMJIEHMEM BBIBECTU ITPOU3-
BelleHMe He TOJAbKO U3 rajiepeiftHoro, BbICTaBOUHOTO MPOCTPaH-
CTBa, HO U u3 myses» (K. Uyxpos, 2010, c. 81), uto onpexnenser-
CsS pasBUTMEM aKUMOHUCTCKUX XYAOXKECTBEHHBIX IPAKTUK.
B 3T0 ke BpeMsi BOSHMKAET U HOBOE MO3ULIMOHMPOBAaHNE Pa3BU-
BaIOIErocss COBPEMEHHOTO VMCKYCCTBA: MCITONIb30BaHME 3a0po-
IIeHHBIX TPOU3BOACTBEHHBIX TEPPUTOPUIL, NENPeCcCUBHBIX TO-
POLCKMX PaiiOHOB KaK MPOCTPAHCTBA apT-3KCHo3uumu. s
POCCUIICKOTO aKTYyaJIbHOTO MCKYCCTBA TaKOe€ TEPPUTOPUATIBHOE
rnepemelileHe HAUMHAETCSI B TPETheM ThICSTUeneTun. ApT-Trpax-
TUKU M CaMble HeOXMIaHHbIe apTedaKThl, OTHOCKMbIE K COBpe-
MEHHOMY MCKYCCTBY, HAXOAsICh Ha TPAaHUIIAX XYA0KeCTBEHHOTO
“ TnpodaHHOTO MMPOB, XOPOILIO BIIMCHIBAIOTCS, HAIpUMep,
U B IPOCTPAHCTBO ApceHana Ha BeneumaHckux bueHHane co-
BPEMEHHOTO MCKYCCTBA, M B 3MaHMS OBIBIIMX 3aBOAOB M TUIIO-
rpaduit Ha VYpanbckux MHAYCTpUAIbHBIX BlieHHale coBpeMeH-
HOTO MCKyccTBa B ERkaTepuHOypre.

V3MeHeHMe 3CTeTUYECKOM ¢GOpMBI — JIEKOHCTPYKLUS
B KauecTBe (hopMOOOPA3YIOUIETO TMpUEMa TMPAKTUUECKU
BO BCeX BMIAX COBPEMEHHOIO MCKYCCTBa, QYHKIMII — M3Me-
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HEeHMe COLMATbHBIX MPAKTUK, NOJIUTUUECKUX OTHOIIEHUI, CO-
OBITMIT B COLIMYMeE, U SI3bIKA COBPEMEHHOTO MCKYCCTBA SIBIISIET-
Cs1 OTBETOM Ha HOBejillie KyJbTypHbIe TpaHchopMmaiiuu. Bce
9TO OmpefensieT M TPUHLUUIBI OpPraHM3alMM MPOCTPAHCTBA
apT-rajiepeil U My3eeB IJiS CO3OaHUS YUIOBUIA aKTyaIbHOM
KOMMYHMKAIIY COBPEMEHHOT'O MICKYCCTBA C ITyOIMKOIA.
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IRINA LISOVETS!

EXHIBITION SPACES OF CONTEMPORARY
ART: MUSEUM, GALLERY, STREET

Abstract

The article describes features of the space where contemporary art can
be exhibited and installed organically, as contrasted with the space
of museification reserved for the fine art. When avant-garde art was
first exhibited in galleries in the early 20" century exhibitions, the new
art clashed with the pre-existing artworks and the exhibition space
itself. It became obvious that contemporary art needs different kinds
of spaces to be shown properly. By the end of the century, new forms
of contemporary art and widely ranging art practices have left galleries
and museums to explore the unusual spaces: decommissioned and
desolate industrial and urban territories, as well as city streets and
squares. At the same time, contemporary art of the early 21%* century
has re-discovered traditional — although considerably changed —
exhibition spaces in specially designed galleries and art museums
of multi-purpose cultural complexes. How does the changing culture
influence the chronotope of contemporary art? What grounds,
artistically and aesthetically, the spatial transformation
of contemporary art and its positioning? Finally, how do these
conditions influence the public’s interaction with the art? These are
the questions addressed in this article.

UIrina Lisovets — PhD, Associate Professor, Department of History
of Philosophy, Philosophical Antropology, Aesthetics, and Culute
Theory, Ural Federal University, Ekaterinburg, Russia.
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No major city of the third millennium can exist without
a contemporary art gallery. Each year Artguide lists new
galleries opening in cities all over the world, both in places that
already have such institutions and in places where they never
previously existed. What drives this persistent institutionalized
development of contemporary art within urban spaces, as well
as within the human life and culture of the 215 century? Why is
contemporary city impossible without contemporary art, which
is represented not only in galleries but almost everywhere
in urban spaces? How has the positioning of art changed and
continues to change, and what aesthetic or sociocultural factors
are driving this process?

Each historical, national or regional culture possesses its
own chronotope: a time-space of its existence structured
according to the given culture’s dominant values, traditions and
expectations, as well as according to the individual’s positioning
within culture. These cultural characteristics shape art
in sufficiently precise manner determining its artistic and
aesthetic crhonotope. They are also reflected back in art.
In early modern period, compositional and expressive features
of Renaissance painting (both in its Italian and Northern form)
were determined by the radical shift, when the dominant
cultural value changed from theocentric to anthropocentric one,
accompanied by the return to nature as a conceptual
foundation, and by a re-imagining of human being as equal
to the creator God. The art of the new age could exist and
develop based on linear perspective that expressed human
earthly worldview and perception.

Spatio-temporal parameters are used to classify different
types of art. This classification describes the ways in which art
symbols are presented and continue to function. However, the
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dominance of either space or time within the image structure
does not negate the holistic nature of chtonotope in the work
of art. Despite their time-based character, literature and music
still possess an ability to express their images in spatial forms,
such as the «visual images» of literary texts or the perceived
height, depth and dimensional qualities of musical sounds. For
their part, spatial arts — painting, sculpture and architecture —
can be expressed temporally depending on the sequential
unfolding of an image or its perception based on the viewer’s
movements relative to the artwork. Consequently, the social
position of art, its artistic and aesthetic value and its proper
reception are determined by the institutions that provide
settings in which an interaction between the audience and the
artworks can occur.

Exhibitionary history of art begins with Upper Paleolithic
cave paintings, continues through the spaces of ancient Greek
amphitheatres and finally emerges within the art galleries that
first appear within Florentine aristocratic palaces of the Italian
Renaissance. Art could never exist without an environment
created specifically for this purpose — moreover, it could only
become art when placed into such environment. This
exhibitionary = experience  continued in the  Age
of Enlightenment, when Louvre was transformed into a museum
space housing artistic masterpiece. Turned into museum
complexes, magnificent palatial halls provided through their
beauty an excellent support for an aesthetic positioning of the
arts. The perfect space affirmed the beauty of canvases and
sculptures placed into this environment.

Contemporary art, whose emergence here is traced back
to the first avant-garde of 1910s-1920s, also to a large extent
relies for its artistic status on a space where it meets with the
public. A common object became an artwork when Marcel
Duchamp exhibited it in an art gallery under the title
«Fountain». This effect relied on the autonomous field
of symbolic values described by Pierre Bourdieu in his study
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of the market of symbolic goods (Bourdieu P., 1993): an ordinary
object was turned into an object of artistic value by symbolically
naming it and placing it in a gallery. Characteristically,
Duchamp later repeated his «masterpiece» several times on
commission from different museums, including Musée National
d’Art Moderne (Centre Georges Pompidou) (Kovalev A., 2008,
p. 78).

Boris Groys notes the crucial role that the exhibition
strategy has for contemporary art by describing its topology:
«Modern art worked at the level of individual forms.
Contemporary art works at the level of context, format,
background or new theoretic interpretaiton. Therefore,
contemporary art is less an individual product than
a manifestation of an individual decision: to include things and
images existing in this world or to exclude them; to provide
them with a new context or to deprive them. It is a personal
choice that is simultaneously publicly accessible and manifested
as such, represented, clearly determined.» (Groys 2006, p. 14)

Consequently, any art, whether it’s fine art or contemporary
art, needs special spatio-temporal conditions under which it can
communicate with the audience. However, contemporary art
engages in radical transformations of traditional museification
and exhibition practices. This shift is based on the deep
transformation, on a fundamental level, of contemporary
culture and the art that expresses this culture. Within this
culture, art modifies everything about itself: the creative
process, the act of artistic production and, of course, the act
of viewing.

Contemporary art is characterized by the radical blurring
of boundaries, the shifts in its language and its functions; these
changes are rooted, first and foremost, in the socio-cultural
transformations of the 20" century.

The so-called mass, or popular, or generally accessible
culture first emerged in the late 19-hundreds; it facilitated the
development of its own institutions, including art institutions,
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that provided its evolution and functioning. At the same time,
there is the assertion of the so-called everyday culture gradually
embraced and represented within art. Finally, the technocratic
cultural dominant of the early 20" century unfolds and
penetrates the world of art that begins to actively utilize
information technologies and techniques. Modernism already
launches art movements that promote technology and change
their aesthetic values and language accordingly. Constructivism,
which began to spread vigorously within the spatial arts of the
early 20-hundreds, stylistically affirmed the dominance
of technology — it is not a coincidence that constructivism is
referenced so often today, when we are faced with the new
technological challenges. The second avant-garde (1950s-—
1960s) continued technological «re-armarment» of art and
affirmed its renewal through these means.

In addition to the features of contemporary artistic culture
listed above, it also functions today under the market
conditions, when art is translated into the «language of money»
(Boris Groys) — a factor that influences significantly the way
contemporary art is exhibited in galleries and museums.

In Russia, art market developed late compared to the West,
starting only in the 1990s (Gitelman L.I., 2004). This was the
period when the first private galleries and museums
of contemporary art emerged: the spaces where the viewers
could see this art, evaluate it aesthetically and, among other
purposes, assess its value in their role of the participants
of «symbolic goods» market.

As for the Western art market, there development of the
«galleries industry» (K.Chukhrov, 2010) in the 1960s creates
facilitates the creation of the new galleries of contemporary art
and changes pre-existing institutions. The new positioning
of art changes functional arrangement of the spaces of the
traditional museums so as to transform an artwork into
a marketable good and represent its value in monetary terms.

Contemporary gallery, which exhibits both classical and
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contemporary art, usually allows its visitors to buy various
merchandise (scarves, bags, pens, bookmarks etc.) that
represent the exhibited artworks and create lasting memories
both about the works themselves and the visit to the gallery.
These memories continue to exist in everyday life. Today this
line of business is present practically everywhere in galleries
and museums. This is important: by buying a silk scarf
decorated by the reproduction of Gino Severini’s «Sea=Dancer»
at the Peggy Guggenheim Collection in Venice, I anchored
firmly an entire scope of visual, aesthetic and tactile
impressions evoked in me when viewing this remarkable canvas.
This scarf has inevitably changed an aesthetic context of my
everyday life.

In late 20-hundreds, gallery becomes an art business
institution: its goal is not only to exhibit original artworks but
to facilitate the economy of art by expanding the number of art
consumers. Gallery becomes a place where the general public
gets acquainted with the contemporary art, which is so
strikingly unlike the classical art. The public can be attracted if
the gallery provides an additional media context and
performative setting for the exhibited artworks, which as
a result are transformed into an event. Visiting an exhibition
means not just viewing but becoming a participant.

Already in the early 20 century, art was developing rapidly
within the context of its «mechanical reproduction» (Walter
Benjamin), which created the new modes of exhibiting
expanding considerably art’s interaction with the public. Gallery
and museum institutions have widely utilized these
opportunities by using new information technologies to exhibit
art. Today classical museums and galleries increasingly turn
to the IT performances to show their painting collections.
Represented on screens, digitalized paintings from the
Renaissance to the late 19" — early 20" centuries look
differently and attract contemporary audience.

The avant-garde movement of the early 20 century rejected
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mimetic imagery in its attempts to eliminate visible world as an
intermediary between an artist and a viewer. Instead, it turned
to the deconstruction of aesthetic forms eliminating the
dominance of harmony and beauty. These trends fitted well
within the mosaic and contradictory culture of the 20 century.
The break with the visual world became final by the end of the
century, as evidenced by the development of such movements as
art brut and trash art, which suited very well the spaces
of contemporary galleries.

By the end of the 20™ century, the postmodern culture
consolidated the deformation of art materials, its language and
its audience. During the last three decades of the 20" century,
postmodernism promoted deconstruction of all traditional
values, spaces and relationships as the main tool and content
of the modernisation of culture. This trend determined a new
language, form and style of art, as evidenced especially in the
architecture and reflected in a name «deconstructivismp».

Architectural deconstructivism succeeded in creating
organic museum and gallery organic for contemporary art.

One of the first galleries of contemporary art was the
Guggenheim Museum in New York built by Frank Lloyd Wright
in 1956-1959 to house Solomon R. Guggenheim’s collection
of abstract art. The architect designed the building in perfect
correspondence with and representation of contemporary art
(Hassel A., 2010, pp. 50-55). The shape of the building, which
resembles a seashell opening into the sky and crowned with the
glass dome, produces maximum amount of natural light, and
the exhibition space itself, encircled by a large spiral staircase
that guides the visitors who are looking at the artworks,
becomes an optimal space where the expanse, the natural light
and the openness provide optimal conditions for experiencing
art in its natural environment.

In later decades and until the end of the century, a number
of deconstructivist masterpieces emerge ideally suited for the
task of exhibiting the contemporary art: Centre Georges
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Pompidou in Paris (by Renzo Piano and Richard Rogers in 1972-
1976), Vitra Design Museum in Weil am Rhein (1987-1989) and
Guggenheim Museum in Bilbao (1997) by Frank Gehry. Almost
all leaders of actitectural postmodernism contributed to the
design of museums and galleries of contemporary art, either
by building the new ones or by expanding the existing ones:
Jean Nouvel, Norman Foster, Renzo Piano, Zaha Hadid.

The most prestigious international award in the field
of architecture — the Pritzker Prize for 2019, according
to Artgid, was awarded to Japanese architect, art theorist and
town planner Arata Isozaki. For his creative life, the 87-year-old
architect has created more than 100 building projects, including
the Museum of Modern Art in Los Angeles, the Museum of the
Central Academy of Arts in Beijing (http://artguide.com/
news/6284 the date of circulation is 03/03/2019).

And the leader of postmodern architecture Zaha Hadid also
participated in the PermmuseumXXI Horizon contest for the
design of the contemporary art museum in Perm (2008). This
Russian city has recently (within the first decade of the 21st
century) become almost an unofficial capital of contemporary
art in the Urals, especially in art practices (street art, land art,
public art). This created a demand for and an idea
of a contemporary art museum built at the bank of the Kama
river by utilizing the building of the former river boat station.
The contest for the building design was won by Moscow
architect Boris Bernaskoni. His project presented a new visual
language and navigation system within the museum space: right
from the entrance, the space itself would guide the visitors
offering them an easy option of selecting a route based on the
pre-existing visual navigation (B.Bernaskoni 2009, p. 42—43).
This large-scale project failed to materialize due to the
predictable financial difficulties. However, it managed
to present an idea of a new vast space visually organized in such
a way that it can guide the visitor precisely. The building
of Yeltsin Center was opened in Ekaterinburg in 2015, on the
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bank of the Iset river. It is a new multi-functional cultural
complex completed by Boris Bernaskoni. Within this complex,
the Gallery of Contemporary Art provides one of the biggest and
most expressive places.

The language of contemporary art is so idiosyncratic that
a new viewer can begin communicating, «speaking» this
language only if the space where this interaction takes place
facilitates the organic functioning of art. Unlike classical art
that represented another, secondary reality and existed
in special palatial spaces, contemporary art, with its deep
connections to the everyday world and its language, fits into the
spacious, neutrally colored and furnished interiors, which,
nevertheless, provide conditions for an attentive viewing.

The most important strategy used for museification and
museum exhibition of contemporary art in postmodern culture
is its organic co-existence with the museums, concert halls,
shops (book stores and souvenir shops), restaurants and cafés
within the mutli-purpose cultural centers — for example, Center
Georges Pompidou in Pris or Yeltsin Center in Ekaterinburg.

Also, the last decades of the 20™ century saw the emergence
of the new art projects in the West «... aiming to take a work
of art not only out of a gallery or an exhibition space but also
out of museum altogether» (Keti Chukhrov, 2010, p. 81). This
tendency was reflected in the development of the Actionist art
practices. Within the same time frame, we see the new
positioning of the developing contemporary art: the use
of desolate industrial spaces or depressed urban districts as the
spaces where art can be exhibited. For Russian contemporary
art, this territorial shift has begun in the third millennium.
Existing between the world of art and the world
of everydayness, art practices and unexpected artefacts
of contemporary art fit very well into such spaces as the
Arsenale at the Venetian Biennials of Contemporary Art, or the
former industrial factories and printing houses at the Ural
Industrial Biennials of Contemporary Art in Ekaterinburg.
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The change in aesthetic form — deconstruction as
a formative device in almost all types of modern art,
functions — a change in social practices, political relations,
events in society, and the language of contemporary art are the
answers to the Ilatest cultural transformations. All this
determines the principles of organizing the space of art galleries
and museums to create the conditions for the actual
communication of modern art with the public.
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BAJIEPU TUTEHKO, I0/IVA
TATUILIEBA!

KOMMYHUKATHBHBIE TEXHOJIOTU
B COBPEMEHHOM MCKYCCTBE

U MY3EINHO-BBICTABOYHOI
JESITEJIbHOCTU

A6cmpakm

CraTbs TOCBSLIEHA TeMe IIPYMeHeHUs] COBPeMEeHHbIX KOMMYHUKATUB-
HBIX TEXHOJIOTHIA B chepe COBPeMEHHOTO MCKYCCTBa. ABTODBI paccMmar-
PUBAIOT U aHANMM3UPYIOT TaKye MOHATHUS KaK XyLOKeCTBeHHast KOMMY-
HUKAIVSI M XYIOKECTBEHHOe BOCHPUSITYE NMPUMEHUTENbHO K cdepe
COBPEMEHHOIO MCKYCCTBAa. Bosee mompo6GHO MpencTaBieHbl CIIOCOGBI
MIpUMeHeHMsI COBPeMEeHHbIX KOMMYHUKATVBHBIX TEXHOJIOTHI B COBpe-
MEHHOM MCKYCCTBE Y My3€i{HO-BbICTABOYHO IeSITETbHOCTH.

Kniwoueeste croea
KoMMyHMKaTUBHBIE TEXHOJIIOTMM, COBPEeMEHHOe MCKYCCTBO, XYL OXe-
CTBEHHAasi KOMMYHMKaLVS, XY[,0KeCTBeHHOe BOCIIpUATUE, apT-PbIHOK,

BBICTABOYHBIA 3aJ1, VHTEPAKTUBHOCTD.

3a mocnenHMe OeCSITWIETUS] YIPEKAEHUS KyAbTYpPbl U WC-
KyCCTBA CTaJIX aKTMBHO OCBaMBaTh HOBble KOMMYHMKaTHBHbIE

! Banepuii Judenko — moktop dunocobckux Hayk, rpodeccop; FOnus
Tamuujesa — aciupaHT; 06a aBTOpa MPENCTABISIOT [OCyAapCTBEHHBIN
YHUBepcuTeT yrpasiaeHusi, Mocksa, Poccus.
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TEXHOJIOTUU: Takue BUABI COLMATBHON KOMMYHMKAILIMM, KakK
«IabMMK PUNENIIH3», peKiaMa, BO3MOKHOCTM ceTu MHTepHeT.
[Mpy apanTalnyy BO3MOYXKHOCTE KOMMYHMKATUBHBIX TEXHOJIO-
IMif K OIpefeNeHHO! OTpacyiM HAyYHOTO 3HAHWUS, 00JacTu
KYJIbTYPbl MM MCKYCCTBA HEOOXOAMMO YUMTHIBAThH CIIELUUKY
IaHHOV cdepbl. Ha ceromHsimiumuii neHb OJIS yCIieXa Ha phIHKE
MPOU3BEIEHNIT UCKYCCTBA MaJIO ObITh TAJIAHTAMBBIM XYIOXKHM-
KOM Ba&XHO CO3[aThb CBOJ SIPKMIT M OPTraHMYHBIN OGIKTpayH.I.
JTO KacaeTcsl KaK OTAE/NbHO B3SITOTO aBTOPA, TaK U BCETO OTe-
YyeCTBEHHOTO McKyccTBa. CylllecTByeT MHeHMe, YTO «HET HUKa-
KOTO CMbICJIa TPOU3BOIUTh UCKYCCTBO, €C/IM €ro He BbICTaBJISITh
¥ He NpPOAaBaTh: AOCTAaTOYHO TOrHA BHYTPEHHErO CO3epLiaHus
U Megutauuu. MICKycCTBO OpMEHTMPOBAHO Ha CO3[aHUE IeH-
HOCTe 1 UX cOBIT» [2].

IIpo6eMa MpOABIMKEHMST Ha BHYTPEHHEM UM MeEXIYHapO[-
HOM apT-pbIHKaX, & TakKe TOIyAIpu3alusl pycCKOro UCKYCCTBa
B Poccun 1 3a ee mpefenamMy OCTAeTCsl aKTya/IbHOM.

I pelieHus 3TOV IMPOGIEMbI OCYIIECTBIISIOTCS OIpe[e-
JIeHHbIe llejieHamnpaBieHHble maru. Cpeau HUX MOXKHO Bblfe-
JIUTh: TPOBEJEeHNEe BbICTABOUHBIX MEPOIPUSITUIL; OTKPBITOE
060CHOBaHMe IIeHbI Ha TIPOU3BEAEHIEe VICKYCCTBA; MHOOPMUPO-
BaHMEe 3PUTENbCKOI ayIUTOPUM O COOBITUSIX, ITPOUCXOMSAIINX
B MMpe MCKYCCTBa, MOSBJI€HUM HOBBIX MMEH U MPOU3BEIEHMIA,
YCIIeIIHbIX MPOAAXK, YPOBHE XyIOKeCTBEHHBIX IPOU3BENEHUIA;
co3maHue obpasa XymOKHMKA, MMMUOKA aBTOpa M ero KapTuH,
a TaKKe IMpUMEHEeHMe WHHOBALMOHHBIX KOMMYHMKATUBHBIX
TEXHOJIOTUI Il MOMyASIPU3aluM COBPEMEHHOTO PYCCKOTO UC-
KyccTBa B Poccuu 1 3a ee mpefenamiu.

Bce 3T nmeiicTBUS MPOUCXOAST B paMKax Xy OKeCTBEHHOM
KOMMYyHUKaiuu. [IoHSTHME XyOOXXeCTBEHHOM KOMMYHMKALUN
obopMuIOCh B paMKax TeOpPUM KOMMYHMKALIMU U CTAIO0 HEOThb-
eMJIeMOJi YacTbl0 COBPEMEHHBIX KOMMYHUKATUBHBIX TEXHOJIO-
TUiL.

ITpouecc KOMMYHMKAILMM, TTPOUCXOASIIINIA B chepe UCKyC-
CTBa U KY/IbTYPbI, SIBJISIETCSI BaXKHBIM 1151 TPABUJIbHOM TTOAAuMn
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¥ TIpe[CTaBJIeHNs] XYIOOKHMKA U ero paboTr myb6imke. B coBpe-
MEHHOM OOI[eCTBe MHAaHHBIi BUI KOMMYHMKaLUMM MMeeT
HECKOJIbKO B3aMMOCBSI3aHHBIX Iejleii — KyJIbTYypPHOrO OOMeHa,
IYXOBHOTO Pa3sBUTUS OOIECTBA M JIMUYHOCTU, a TaKKe KOMMep-
YECKOTO MPOJIBVKEHNS aBTOPA.

Llesp10 KOMMYHMKALMY SIBJISIETCST AOCTIokeHme publicity, To
€CTh M3BECTHOCTM U Y3HABA€MOCTH, KOTOPbIE, B CBOIO OUepe[b,
B JaJIbHEIlIeM rapaHTUPYIOT POCT CITpoca Ha paboThI aBTOPA.

IIpn sToM ciedyeT eile pa3 OTMETUThb, YTO MMEHHO KOM-
MepueCcKui1 ycrex Ha pbIHKe 00ecreurBaeT XyIoXKHUKY MaTepu-
ajibHbIe YCJIOBUS /ISl AAJIbHEIIIET0 TBOPUECTBA, (BMHAHCOBYIO
HEe3aBUCUMOCTb MY3€€B, Tajepeii, BHICTABOYHbBIX 3a/I0B, OTAE/b-
HBIX aBTOPOB U CTAOM/IbHOE CYIIeCTBOBaHME CAMOIO apT-PhIHKA
CO BCEMMU €ro cyObeKTamy, (PYHKIUSIMU ¥ MIPOUCXOIASIINMU
B €0 paMKax MPOIeCCaMMu.

3amaua CyGbHEKTOB apT-pbIHKAa COCTOMT HE TOJIbKO B TOM,
yTOGBI YIOBJIETBOPUTH CYLIECTBYIOLIMII CIIPOC Ha IMPOU3BeIe-
HUS MCKYCCTBAa, HO M YYacTBOBaTb B (DOPMMPOBAHUM 3ITOTO
CIIpOCa, PacUIupSTh LIeJEeBYI0 ayIUTOPUIO, YBEIUUMBATD 00be-
MBI IIPOJaX. B KauecTBe MHCTPYMEHTA peannsaluy ITUX Ieeii
KaK pa3 ¥ BBICTYIIAIOT COBPeMEHHbIe KOMMYHUKATUBHbIE TEXHO-
JIOTUM, 3HAHUSI O KOTOPBIX CHOPMUPOBAIMCh B paMKax TeOpUU
KOMMYHMKALIMM U CTalX e€e IMPaKTUUEeCKOi MPUKIATHOM dYa-
CTBIO.

WckyccTBo, Grmaromapsi TeXHUUYECKOMY ITPOrpeccy, CTaio
MAacCOBBIM SIBJIEHMEM, IlepecTajo ObITb anMuTapHbIM. CoBpe-
MeHHbIe apT-IPOeKThl, KaK IPaBMIO MMEIOT KOMMepuecKyue
1[eJI HapaBHE C COLMAJbHO-KY/IbTYPHBIMU, IIPY 3TOM JE€MOH-
CTPUPYS XOpoIlve GUHAHCOBBIE PE3Y/IbTATHI. YCIIEX HEesITEbHO-
CTU Tajiepey, My3est WM OTAEIbHO B3SITOTO XYJOKHMKA HaIpsi-
MYI0 3aBUCUT OT IIO3UTMBHOTO OTHOIIEHMSI TYOIUKU —
Goodwill (6maropacronokeHHOCTb). DTO MOHSATHE MPUOOGpeTaeT
CTaTyC HEeSIBHOIO aKTMBa, a HEKOTOPHIMM OPTaHMU3AIMUIMU Jaske
OLIEHMBAETCSI B CTOMMOCTHOM BBIP@KEHUM M OTPAKAETCSI B TO-
IOBBIX OTYeTax. [IpaBUIbHO OpPTaHM30BaHHAS U CUCTEMAaTUYe-
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CKM OCYIIecTBjsieMasi JesTelbHOCTb B chepe KOMMYHUKATUB-
HBIX TEXHOJIOTUI CTAHOBUTCS CTpPaTErMueckKMM pecypcoMm [Jis
YUpesKIeHUs KyIbTYphI.

Becp TBOpueckuii mpoliecc ¢ MOMEHTa CO3JaHus MpOuU3Be-
IeHMS UCKYCCTBA U MOCIENYIOIIETO €r0 BO3IECTBMS Ha ITyo/m-
Ky COCTaBJiI€T TPOLECC XYOOXECTBEHHOM KOMMYHUKALVN.
BakHbIM 3BEHOM TaKOro BUAA KOMMYHMKAlMM BBICTYIIaeT Xy-
JIO’KECTBEHHOE BOCIIPUSITME, KOTOPOE MpeCcTaB/sieT co6oit mo-
HMMaHe XyJ0XKeCTBEHHOTO CMbIC/IA, ero MPOoUTeHue B KOHTEK-
CTe COLMa/IIbHOM peasibHOCTU U XYyOOXKeCTBEHHOW KyJIbTYpbI.
BocnpusiTye XymoKeCTBEHHOTO 00pa3a — 3TO YMEHUE «UUTaTh»
SI3bIK MCKYCCTBa, 3HAKM, 3@ KOTOPbIMM CTOSIT CMBIC/IBI Mepea-
BaeMble Mpou3BeJeHMeM MCKYCCTBA. B ceMMOTMYECKOM IiaHe
XYIOKeCTBEHHBI 00pa3 eCcTh HM YTO MHOE KaK 3HAaK, CPEACTBO
KOMMYHMKaIMM B paMKax KyJbTypPHOTO KOHTEKCTA, IpU MOMO-
I KOTOPOTO Xy OXHUK BO3/IEMCTBYET Ha ayAUTOPUIO.

McKkyccTBO caMo 1o cebe — XymosKeCTBeHHAs] KOMMYHMKa-
uysi. 1 370 oTMeyanu MHOTMe ucciaemoBaTesiu, Takue Kak I Jlec-
cuHr, W. Tepgep, C. Jlanrep, Karan 1 mHOorue apyrue. ICKycCTBO
repegaetr MHGOPMAIIMIO TTOCPEICTBOM 3HAKOB, SI3bIKA MCKYC-
CTBa.

Kak 1 1106071 Ipyroit Bua KOMMYHMKAIIMY, XYI0KEeCTBEHHAS
KOMMYHMKAIIMST OMMpPaeTcsl Ha 6a30Bble 3JeMeHThI. Boimensior
yeTbIpe 6a30BBIX TEMEHTA MTPOoIecca KOMMYHUKAIIVN

— KOMMYHMKATOp — OTIPaBUTENb MHGOpMauK. B maHHOM
cJTydae 3TO CaM XyIOOKHUK WM TIOCPeHUK. B posin KoMMyHMKa-
TOpa MOXeT BBICTYIATh apT-Aujiep, XydoXXeCTBeHHas Tajepes,
LIEHTP COBPEMEHHOTI0 MCKYCCTBA, T.€. JIMOO CIelaanucT B 0b1a-
CTY UCKYCCTBA, JINOO yUpeskaeHye KyJbTypbl ¥ MCKYCCTBA.

— BTOpbIM 0a30BbIM 3JIEMEHTOM SIBJISIETCSI COOOIIEHME.
B cnydae XymoskeCTBEHHOW KOMMYHMKaLMM — 3TO KaK CaMo
Mpou3BeIeHNe MCKYCCTBA, TaK ¥ jo6as MHGOpMAIus O HeM
(BBICTABOYHBIN KaTanor, uubopmauusi B CMU win UntepHeTe
U D).

— KaHaJl KOMMYHMKaIMM UM CPENCTBO Mepemnaun MHGOP-
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Maiuu. KaHajoM KOMMYHMKAIMM MOTYT GbITh IeYaTHbIe WU
a7eKkTpoHHbIe usnanusi CMU, BricTaBOUHbIE MEPOTIPUSITHSI, UH-
crayuisiuyu, nepdbopMaHChl, a Takke cpeficTBa MHTepHeT, Iu-
pPEeKT-M3Ji/1, BeO-CaiiThl, BUPTYyaIbHbIE My3€M, COLIMAIbHbIE CETH.
Kpome mpsiMbIX COOOIIEHMIT, KOTOPBIE MepeaaloT MHGOPMAaIIo
HeIoCPeICTBEHHO OT OTHpPaBUTENsl TOJydaTesio, CylleCTBYIOT
KOCBEHHbIE COOOGIIEHMsI, KOTOpbIe IepemaloTcsl B Pas3TMYHbIX
IMCKYCCUSIX, TOK-IIIO0Y, TTpe3eHTalysIX U TII.

— YeTBepThIM 3JeMeHTOM KOMMYHMKATMBHOIO IIpoliecca
SIBJISIETCS 11eJIeBast ayiuToOpusi, moaydaTeab nHGopmauum — mo-
CeTUTEeNN, 3pUTeabCcKas ayAuTOpusi, BOCOPMHMMAIOIIAS U MH-
TepIpeTUpYyoIas UCKYCCTBO.

Ilpu mepemaue uHOpMAaLUM OTIPAaBUTENb U TOMydYaTesb
COOGIIIEHNSI IPOXOASIT HECKOJIBKO STAIIOB.

Bo-mepBbIXx — 3TaIl CO3TaHMUS COOOLIEHMS, STO U CaM IIpo-
1Iecc Co3aHus MPOU3BeeHMs UCKYCCTBA, a Takke MHopmManus
0 HeM. OCOGEHHOCTBIO Xy OKECTBEHHOV KOMMYHMKAIUU SIBJISI-
eTCsI TO, YTO CaMo IO cebe Mpou3BeleHNe SIBISIETCSI COOOIIEeHN -
eM, IepeJaHHbIM B KaueCTBe BU3YaTbHO MHGOPMALIIN.

BTopoit sTan — BbIOOP KaHA/Ia KOMMYHMKAIMM, KOAMPOBa-
HMe ¥ Tepemaya coobmieHus. ITpousBeneHne MCKYCCTBA CaMO
mo cebe — 3aKOAMPOBAHHOE IOCPEICTBOM XY[OKECTBEHHbBIX
CUMBOJIOB coobuieHue. [Tpu nepemaue cOOOLIEHNUS TIOTYUATENTIO
COO0bIIeHNe TIOBEPraeTcsl ONpeAeIeHHOMY MCKakeHuio. Ilomy-
yaTesb JeKOOUPYeT COOOIeHNe, TePeBOAUT CMMBOJIbI, BHIOpAH-
Hble OTIIPaBUTENEM Ha SI3bIK, TOHSATHBIN MJIs1 ceOst uuaHo. OT-
TIPaBUTENIb COOOIIEHMS JUIIL TOTIa MOKET YBUIETh Pe3yabTaT
VHUIIMMPOBAHHOM MM KOMMYHMKAIIMM, KOTOA TOJIYUYUT 06paT-
HYIO CB$I3b.

TpeTbUM I9TarioM SBJISIETCSI TOMy4YeHMe OOGpaTHONM CBSI3MN.
ITpu aTOoM monyuaTesib IpeBpaniaeTcsl B OTIIPABUTENS] OTBETHO-
T'O COOOIIEHMS ¥ CBOUM eI CTBMEM WJIM BbICKA3bIBAHMEM Pa3b-
SICHSIET TO, KaK OH IOHST COOOIIeHue. DTO U ecThb obGpaTHas
cBsI3b. Hanmuume o6paTHO CBSI3U SIBJISIETCS Ba’KHBIM ITOKa3aTe-
aeM 3G(GEeKTUBHOCTY KOMMYHUKALMU, TOCTUXKEHUS 11, T10-
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CTaBJIEHHOJ B KOMMYHUKATUBHOM Mpoliecce.

[MomBoAst UTOT BBIIENU3TIOXKEHHOMY MOKHO CAEeIaTh BBIBOJ
0 TOM, UYTO KOMMYHUKATUBHbIE TEXHOJOTUM — 3TO KOMILIEKC
TIPUEMOB ¥ METOAOB Iepemauy uMH(opmanyumu OT KOMMYHMKA-
TOpa TOJy4yaTeaio C 1eJibl0 BO3MEVCTBUSI U B3aMMOZEICTBUS
C MHIOUBUAYAIbHBIM IIOJydaTeaeM (3puTenemM), TPYMIIOi WIn
MaccoBoil ayautopueii. KoOMMyHUKaTHBHbBIE TEXHOJIOTUU BCe-
IJla HalTpaBJIeHbl HA T€ VIV MHbIEe U3MEHEeHMS B COSHAHUN.

C npyroii CTOpOHbI, KOMMYHUKATUBHAS TEXHOJOTUS — 3TO
MoJiesib MH(GOPMAIMOHHOTO U IIOBEIEeHYECKOTO0 B3aMMOei-
CTBUS 3aMHTE€PECOBAHHbIX CTOPOH, CO3JaHHAas C 1eJIbl0 To/TyJe-
HMS OIIpelleJIeHHOTr0 pesyibraTa. [I[pyMeHeHie KOMMYHUKATUB-
HBIX TE€XHOJIOTMI1 TIO3BOJISIET UCKYCCTBY CTATh 0OJIe€ OTKPBITHIM
¥ OTBEYaTh 3arpocam o6IIecTBa.

KoMMyHMKaTUBHBIE TEXHOJOTUM TOJIYIMIM Hambosee M-
pOKOe TIpUMeHeHNe MMEHHO B JBAaJIIIaTOM BeKe C IMepexofoM
K MH(pOpMaLMOHHOMY OOIIECTBY M Pa3BUTUI0O MHMOPMAIMOH-
HbIX TeXHOMOrui. OoCTVOKeHUsT B 061aCTM KOMMYHMKATUBHBIX
TEeXHOJIOTUIT CTAHOBSITCS Bce 6ojiee BOCTpeOOBaHHBIMM 15 ce-
PBI KyJIBTYPBI ¥ UCKYCCTBA.

KoMmyHMKaims SBaseTcsl OJHOM U3 KIIUeBbIX COCTaBJISIO-
muX B paboTe YUpeKAEeHMIT KyJIbTypbl, IMPOHMKAsT BO BCe Ha-
MIpaBJIeHNS 9TOV paboThl. B CBSI3U C 9TMM HEOOXOIMMO U3YIUTD
U CUCTEeMAaTU3UPOBATh MPOLECCHl KOMMYHMUKALMM Ha apT-PbIH-
Ke. V3yuuTb CTPYKTYpy KOMMYHMKaIMM U ee OCOOEHHOCTU
B paMKax cdepsl KyJIbTYPbl ¥ UCKYCCTBA.

Cpeny TpagMLIMIOHHBIX TexHoMoruit B chepe [TP 1 KoOMMyHM-
Kalyuu, IpMMeHsIeMbIX B TaHHOM cdepe, MOKHO BbIIEIUTh: OT-
HOIIIEHUSI CO CPeACTBaMM MaccoBOi mHopmanym (rpecc-KOH-
(epeHMM; TMOATOTOBKA M pacchuika mpecc-pennsoB B CMU;
CTaTbyM B CHEUMATU3UPOBAHHBIX U3MAHMUSIX, a TAKKe HeIpo-
bubHOI TIpecce; Teye- ¥ pagvoIepenadn; rmevaTHast MpomyK-
1ust (pa3IMJIHble 6JJaHKM, BUSUTHBIE KAPTOUKM U ITPOUME T1eUaT-
Hble MaTepuasbl, UTPAIOIIME BAXKHYIO POJIb IpyU GOPMUPOBAHUMA
3aroMmHalomerocss (GUPMEHHOTO CTWUJIS KOMIIAHMM; OOIIe-
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CTBEHHas U 6JIarOTBOPUTE/IbHAS NS TeTbHOCTD; CIEIIMATU3UPO-
BaHHbIe MepOoIpuATUs (i1 cepbl MCKYCCTBA 3TO MOTYT ObITh
KMHOIIOKAa3bl, KOHILIEPTHI, CIIEKTAKIM, IephOpMaHChl, X3IIIe-
HUMHTHU, TIpe3eHTalu, OMeHHase, BHICTAaBKM, BEPHUCAKU, IKC-
KypCUM, IEeTCKue MeponpusitTus). YdacTue B PeMTUHTOBBIX MH-
(bopMaLIMOHHBIX COOBITUSIX, HATIPUMED IJISI YUpeXkaeHus: chepsl
KYJIBTYPBl M MCKYCCTBA, B TAKUX INIOOATBbHBIX MUPOBBIX (Hopy-
Max, Kak BeHermaHckas 6ueHHasne [2]. 3TO TpaaUIIMOHHBIN IS
106071 opraHusanyy Habop MHCTPYMeHTOB [TP-KaMIaHUN.

Ho ctout oTmMeTuTh, UTO Chepa KyabTyphl M MCKYCCTBA HAPSI-
Iy C TPAAUILIMOHHBIMM KaHa/IaMM KOMMYHUKALIMU U MUHCTPYMEH-
TaMM IMabJIMK pUIIEMIITH3 00J1aaeT elle CBOMMMU CIieluduuecKm-
MM BO3MOXHOCTIMM KOMMYyHMKauuu. HecOMHEHHO, OZHUM
M3 BaKHBIX 3JIEMEHTOB XYI0KeCTBEHHOV KOMMYHUKALIUA SIBJISI-
eTCs apT-TIPOCTPAHCTBO, Tajiepesi, My3eii, LIeHTPbl COBpeMEeHHOT0
MCKYCCTBA. YUpeskAeHUs KyJAbTypbl KaK IPOCTPAHCTBO KOMMYHM-
KaTMBHOTO IPOEKTa B 00JIACTU MCKYCCTBA OMpPeNesioT cTpaTe-
I'MI0 paboThbl, MOJIUTUKY, HAMpPaBJIeHHYI0 HAa B3auMOIENCTBUE
CO 3PUTENbCKO ayaUTOPHUEN.

BakHBIM KOMIIOHEHTOM XYy[OXeCTBEHHOV KOMMYHMUKAIUU
SIBJISIETCSI TIOCTPOeHMe apT-MPOCTPAaHCTBA, IUIOLMAAKU, KOM-
(opTHOI1 17151 TTpOBeIeHMSI TOCYTa 3PUTETbCKOM ayaUTOPUMNL.

My3seu u rajiepeu mepectamT ObITh JUIIbL MECTOM JJISI 9KC-
TMOHMPOBaHMSI IIPOU3BENEHMIT UCKYCCTBA. Ha mx TeppuTopumn
MPOBOJATCS KOHIIEPThI, Mpe3eHTaluu, MOSIBISIOTCS MHTepakK-
TUBHbIE 30HBI. IlOCEeTUTENSIM HaeTcsd BO3MOXKHOCTb OBITh
He IIPOCTO HabmogaTesaeM, HO M aKTUMBHBIM YYaCTHUKOM Jeii-
cTtBa. KoOMMyHMKaTUBHAs CTpaTerusi omnpefesseT HampaBIeHUs
JlesITeJIbHOCTU Tajiepen, 3aJaeT OPMEeHTUPbI Pa3BUTUS, TIPUHIIN-
bl PaboThI U OIpefeseT KOHKpPeTHble MEeTOOUKY HesTeTbHO-
CTU.

[MpousBeneHMsT MCKYCCTBA, BK/IIOUEHHbIE B 3KCIIO3ULIUIO
HECYT [IOIOTHUTENbHYI0 CMBICJIOBYIO HArpysky, IOMMMO COO-
cTBeHHOro 3HaueHus. [lo mHeHuwo M. C. KaraHa, ¢ OMOIIbI0
CUCTEMBI B3aMMOCBsI3€/i, COOCTBEHHBIX BbIPa3sUTEIbHBIX BO3-
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MOXHOCTel My3eliHble MpeaMeTbl CIyXXaT BU3yaausaluen
uaeii, TiepeBofly JIOTUMKM OTHOIEHUII B IUIACTUKY IPOCTpaH-
CTBEHHOI'O pelleHNs IKCIIo3uuum [4].

IMocpencTBOM NpMMEHEHMSI KOMMYHUKATUBHBIX TEXHOJO-
IUii BBICTPAaMBAETCSl B3aMMOOTHOIIEHME XYLOKHUKA U 3PUTETIS,
MCKYCCTBA ¥ ITyOJIMKU C YIETOM IOTPEOHOCTEN COIMOKYIbTYP-
HOJ cpeppl. [IpyiMeHeHMe COBpeMEHHBIX TeXHOJIOTMI KOMMYHM-
Kaluyu TI03BOJISIET YUpEeXIeHUSIM KyJbTypbl BbICTYIATh B POJU
OpraHM3aTopa COIMAaTbHO-KYIbTYPHOI JKM3HY OOLIeCTBa.

CoBpeMeHHasi KyJAbTypHas KM3Hb OOJBIIMX TOPOIOOB YKe
HEeMbICTIMA 6€3 TaKMX 0UaroB KyJIbTypbl, KAK My3€eif, BBICTaBOY-
HbBIN 3aJ1, Xy OKeCTBEHHAs rajgepes. BHMMaHue CpeAcTB Macco-
BOJ MH(POpMAIMK K KyJIbTYPHOMY IIPOCTPAHCTBY SKU3HM 00IIIe-
CTBA MOATBEPKAAET TOT GaKT, UTO OHO SIBJISIETCSI HEOThEMJIEMOI
4YaCTbIO Halllell XU3HU [6].

LleHTpBI COBPEMEHHOTO MCKYCCTBA CTAHOBSITCS 3HAUMMbIMU
COLIMaJIbHBIMM MHCTUTYTaM¥, OKa3bIBAOIIMMM 3HAUUTETbHOE
BJIVISTHME Ha XKM3Hb 0OIIECTBA, 3aHMMAIOIIVIMICS HE TObKO BbI-
CTAaBOYHOJ IeSITeJIbHOCTbIO, HO ¥ 00pa30BaTeIbHO, KOMMepUe-
CKOJi, pasBjeKaTe/lbHON. MccinemoBaTenssMy OTMeEUaeTCs, UTO
TEeHJIEeHIMsI K BO3PAaCTaHUIO peKpealMOHHbIX MMOTPeOHOCTel CO-
BPEMEHHOTO 06IIeCTBa CKA3bIBAETCS U HA YCTPOIICTBE apT-IIPo-
CTpaHCTBa. TeMbl BICTABOUHBIX SKCITO3UIINI, 0COGEHHOCTH T10-
CTPOEHMSI TPOCTPAHCTBA, MPOBOAMMbBIE B PaMKaX BbICTABOYHOI
JlesITeTbHOCTM, MepOIIPUSITUSI HauaI MeHSITbCS B CTOPOHY pas-
BJIEKaTeJIbHbIX, OPUMEHTUPOBAHHBIX Ha co3maHue 6ojee sddex-
TUBHBIX KOMMYyHMKaluit. Ha 6ase LICY mOSIBISIIOTCSI: TeaTphl,
O6uOMMOTeKM, Kade, MarasyHbl, IIPOBOISATCS He TOMbKO BbICTAaB-
KU MUCKYCCTBA, HO JIEKLIUM, CEMMUHAPBI, IUCKYCCUM Ha TEMY MUC-
KYCCTBa M MHOTO€ JIpyTOe.

ApTt-ranepesi CTAaHOBUTCSI MPOCTPAHCTBOM, TA€ MCKYCCTBO
TPaHCIMPYET MHOTOTPAHHOE BUIEHME U YIyOIeHHOe TTIOHUMA-
HME COBPEMEHHOI [OeliCTBUTEeNbHOCTU. B oTinmume oT Mmyses,
KOTOPBI/i XpaHUT Hacjlefue IMPOILIOTo, Tajepeu CTaHOBSTCS
MeCTOM aKTMBHOTO OOpallleHus] Tpou3BeieHNii COBPeMeHHOT0
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nckyccrBa. Chepa MCKycCTBa CTAaHOBUTCSI TOM KOMMYHUKATUB-
HOJ IIJIOLIAAKOM, TIe IPOMCXOOAUT B3auMMOAENCTBME 4YeloBeKa
C COBpPEMEHHO! KyIbTypOil M aKTyaau3aluusi HY>KHOro obIe-
CTBY COLIMQ/IbHO-KYJIbTYPHOTO OTIbITA [64].

L[ICH BBICTYHAIOT He TOJIBKO B KauyeCTBe BBICTABOUYHBIX 3a-
JIOB, HO M B KauecTBe 00pa3oBaTeIbHOTO ITPOCTPAHCTBA, IIPU
9TOM 00pasyeTcss HeKoe Mogobue mauanora MeKAy IOCeTUTENIs -
MM U aBTOpaMu ITPpOM3BeeHMI MCKYCCTBA. 3pUTelb CTAHOBUTCS
aKTMBHBIM YYaCTHMKOM KOMMYHMKAaTMBHOTO Tpoliecca. Takoe
BOBJIEUEHME 3PUTEJIS B TBOPUECKYIO MeSITeIbHOCTb CIIOCOGCTBY-
eT KyJIbTYPHOMY U ITYXOBHOMY POCTY JMYHOCTHU, (popmMupoBa-
HUIO MUPOBO33DEHMS.

BriepBbie 00pa30oBaTeNbHbIN 3JIEMEHT B IeSTEIbHOCTU MY-
3eeB, rajepeii 1 leHTPOB COBPeMEeHHOTO MCKYCCTBA HavYalIu U3y-
yaTth ucciegosatenu B CIIA m Tepmanuu. Oupektop HOsxkHO-
Kencuurronckoro myses I. Konb yTBepskzai, 4To IOKa My3eu
U Tajepeu He TOCTABAT Iepen co60it obpa3oBaTeabHbIe 1IN,
OHMU TIPENICTaB/ISIIOT CO00J CKyJYHbIE M Gecrojie3Hble yupexme-
Hu4 [8].

HOuipektop Myses Hayku m IlpombinuieHHocTM (Museum
of Science and Industry, cokpanienHo MSI) TpeaIpuHSLII ITOMbIT-
KY BOBJIeUeHMS TIOCETUTEIe B IPOLIECC JeMOHCTpaLum, Ha3Ball
9TO HeIoCpe[CTBEHHBIM yyacTuem [13].

B pamkax Teopuy KOMMYyHUKAIMK OGOPMIIOCH TaKoe II0-
HSTHE KaK «My3eliHasi KOMMYHUKaus» [7].

Kananckuit uccnepgosatens 1. @. KamepoH UCIIOAb30Ba KU-
OepHeTUYECKMT TIOIXOM /ST M3YUeHUS] KOMMYHUKATUBHOM CU-
cteMbl My3es.. KOMMyHUKaTUBHasE MOAeIb BKIOUAeT TpU 3Jie-
MeHTa: pabOTHUK My3es (TepefaTuMK); My3eifHbIii SKCIIOHAT
(mocpegHUK); 3pUTeNbCKasi ayoutopusi (pueMHuK). Ilo mHe-
HMIO UCCIe0BaTe/IS CYIIeCTBYeT HECKOIbKO YPOBHEN My3€eiiHOM
KoOMMyHMKaiuu. [lepBblii ypoBeHb — «IIOCETUTETb — COTPYA-
HUK My3esi».

BTOpoi1 ypoBeHb — «MOCETUTENb — NPOU3BELNeHNe UCKYC-
CcTBa». ABTOP B CBOMX UCC/IEIOBAHUSIX TOBOPUT O TOM, UTO TIpU
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CO3[IaHUY BBICTABOYHON KCIO3ULINY, ee HeOOX0AMMO paccMar-
pUBaTh KaK KOMMYHUKATUBHYIO CUCTEMY, IPUHMMAasi BO BHMMa-
HYe BU3YaJIbHYI0 U NIPOCTPAHCTBEHHYIO cOCTaBisomye. ITocry-
mas TakuMm o6pa3oM, KOMMYHUKATOP OTIIPABJSIET ayaUTOPUU
HeBepOa/ibHOE COObIIeHNe, HaJleJIEHHOE OTpee/IeHHbIM CMBbIC-
JIOM.

U TpeTuii ypoBeHb BKiIiouaet B cebs «feedback» mim obpat-
HYIO peakyIo rocetTuTen [3].

Eme ogHUM KccnemoBaTesieM KOMMYHMKAIMM B paMKax My-
3effHOTO MU raysepeitHoro npocrpaHcTBa 6wt K. Xamcon. OH
paccMaTpuBaJl KOMMYHMKATMBHBIN MPOLLECC C MO3ULUMU 3PU-
TEeJIbCKOM ayautopuu. [Io ero MHeHMI0, ITOCETUTE/b IIPU I0ce-
IIEHMM BBICTABKM BCTYIA€T B KOHTAKT ¢ paOOTHMKAMM MYy3esl,
MOJy4Yasi TeM CaMbIM HOBbIE€ 3HAaHWMS. ABTOD CTaBUJ MOCETUTE-
Jleil BO INIaBy CBOM KOMMYHMKAaTMBHOM Mognenu. VIMeHHO I
ayauTopuu paboTaeT BbICTaBKa. Xa/ICOH pa3fesisyi KOMMYHMKaA-
LIMI0 Ha MAaCCOBYIO M MHOUBUAYAIbHYIO [14].

HanpHeiinee pa3BuUTHe TeOpUsI KOMMYHMKALMM B pamMKax
MYy3€IfHOTO MMPOCTPAHCTBA, MoNyymiIa B paborax 3. Xynep-I'puH-
xunn. UccmenoBarelibHMIIA OTMeuana, 4YTo Mopeib KamepoHa
HeJoCcTaTOYHO 3(deKTuBHAa M paccMaTpuBaeT OLHY CTOPOHY,
He YYMTHIBAsl BKJIAZA MyOIMKM B KOMMYHMKATUBHBIN MPOILIECC.
[Ty6nuKka SIBJIIETCS MCTOYHMKOM HOBBIX CMBICJIOB, @ ITPOILIECC
KOMMYHUKALUY SIBJISIETCS OBYCTOPOHHMM, KOI[la He TOJIbKO pa-
OOTHMK MYy3esl ¥ aBTOP KapTMHbI HAIEeSIOT CMBICJIOM ITPOV3Be-
JleH/e MCKYCCTBa, a M CaM 3pUTelb BHOCUT CBOe MOHMMAHUE,
UCXOAS U3 COOCTBEHHOTO OTIbITA [1].

Mopenp 3. Xynmnep-I'pMHXM/UT BKIIOYaeT UCTOUYHUK MHOOP-
Maluu, KOOUPYIollee YCTPOMCTBO, comepykallee cOobOIIeHMe,
HalpaBJIeHHOE T10yJYaTeso, U TeKOAUpYyIollee yCTPOCTBO, KO-
TOpOEe CTUMYIUPYET HUPKYISINI0 coobiienus. Hanbonee Baxk-
HBIM YCJIOBMEM SIBJISIETCSI HAJIMUME CITelMaabHBIX KOAOB, C TO-
MOILIBI0 KOTOPBIX B My3€e OCYILeCTB/ISIeTCSI KOMMYyHMKaLVs,
nepenaeTtcs MHGOPMAIMS MeXIY BCeMM ydacTHUKamu [14].

Takoro ke MHeHUSI IPULEP)KUBAIOTCS U OT€YeCTBEeHHbIE UC-
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cienoBatenu. I[IpuMeHeHMe COBPEMEHHBIX KOMMYHUKATUBHBIX
TEXHOJIOTUI1 OTKPbIBAET HOBbIe BO3MOXHOCTU TPAHCISIIUU UH-
dbopmanuu B chepe coBpeMeHHOTO UCKYCCTBA. [JTaBHbIM OpMeH-
THUPOM U TIOIHOTIPABHBIM YUaCTHUKOM KOMMYHUKAIUU, TIO0 MHe-
Huto I. JI. TyAIbYMHCKOTO CTAaHOBUTCS 3pUTEIbCKas ayauTOpPUS.
CyiiecTByeT ITyOOKasi B3aMMOCBSI3b MEXKAY KOMMYHMKaLIMENH
M UCKYCCTBOM. BbICTaBKM, IpMapKu, 6vieHHae CTaHOBSITCS I10-
BOJIOM [IJIS1 HUIQXKVBAHUSI TMYHBIX U I€JIOBBIX KOHTAKTOB [9].

Mopgenb KOMMYHUKAIMM CTAHOBUTCS CBSI3YIOIIMM 3BEHOM
MEXIY apT-Tajlepeeil U 3pUTENISIMM, CIIOCOOCTBYET CO3TaHMIO
Heo6XomuMoii aTMocdepbl. ITa MOMENb NOKHA ObITh JBYHA-
MpaBJEHHOM: C OMHOM CTOPOHBI, rajepes, ee pPabOTHUKU
U TIPOU3BEIEHMS UCKYCCTBA, C APYTOil — 3PUTENbCKAsl ayauTo-
pusi. WccnmemoBarenu pacCMaTpUBAIOT apT-TIPOCTPAHCTBO Kak
KOMMYHUKATUBHYIO CUCTeMY, BKJIOUAIONIYI0 pa3Hble YPOBHU
¥ KOMMYHUKATUBHbIE MOJEN.

Crneuyuduka mMpUMeHEHUS! KOMMYHUKATUBHBIX TEXHOJIOTMIA
IIJISL apT-TIPOCTPAHCTBA MMeeT CI0XKHBIN XapakTep. s ero mo-
HUMaHUS He0OXOIMMO YUMTHIBATh T€ MIPUHIINUIIBI, KOTOPbIE CII0-
COOCTBYIOT CTaOMIBHOCTY KOMMYHMKATUBHOTO IIpoIlecca M BO3-
MOXXHOCTEI1 UX MCII0/Ib30BaHMS B JajbHeMIIeM.

Ycnex XyoosKHMKA U Tajiepeyt BO MHOTOM 3aBUCUT OT IPpaMoT-
HOJi KOMMYHMKAaTMBHOM cTpaTeruu. IIog KOMMYHMKaTUBHOM
CTpaTeryei MoHMMaeTcs pa3paboTKa U peann3anyst KOHKPETHO-
ro IJIaHa JIeVICTBUIL, MOCPEeACTBOM IIPMMEHEHMSI ONpeleIeHHbIX
KOMMYHUKATUBHBIX TEXHOJIOTUIA.

KoMMmyHUKaTUBHAsA TIOAUTUKA YIPEXAEHUS  KYIbTypbl
IIOJKHA OBITh UETKO CTPYKTYPMpOBaHA M HaIlpaBjeHa Ha yIo-
BJI€TBOPEHME IYXOBHBIX M MHTE/UIEKTYaJIbHbIX IOTpe6HOCTEl
ueneBoit aygutopun. KOMMyHMKAaTUBHASL CTpaTerus OJis yuype-
SKOEHUS KYJIbTYPhI M MCKYCCTBA ONMPAETCS HA KOMMYHUKATUB-
Hble TEeXHOJIOTMM, HallpaBJeHHbIe Ha peaau3aluio COLUMaIbHO-
KyJbTYPHBIX I1ejIeif, 3aa4, Ha IpUBJIeUYeHMe KaK MOXKHO 60jIb-
IIero YMc/Ia MOCeTUTeNelt, Ha CTUMY/IMPOBaHNe MHTepeca Imy6-
JUKM K OKCIO3UIMSIM U 06pasoBaTebHbIM MEPOIPUITHUS.
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A takke — (HOpMMPOBAHUIO TIOTPEOHOCTM M HAMepeHUs Hevi-
CTBOBAaTh B COOTBETCTBMUM C KOMMYHUKATUBHBIMU BO3[ECTBU-
SIMM Ha CO3HaHMe U MOJICO3HAHMe JIOfei.

ITo mHenuio B. B. JINTBMHOBA, COBpEMEHHbIE rajiepen MOTyT
IaBaTb «BO3MOXHOCTb 3pUTENI0 He TOJbKO CO3epIlarhb,
HO ¥ CBOOOIHO YYacCTBOBATb B SKCITO3UIIMM, TIpeBpamiasi moce-
TUTeNelt rajepeu U3 MacCUBHBIX 3pUTeNeil B aKTMBHBIX y4yacT-
HUKOB [5].

[ToBceMecTHOe TIpUMeHeHMEe COBpPEeMEeHHbIX KOMMYHMKa-
TUBHBIX TEXHOJIOTUII B Xy[IOXXECTBEHHOW Ky/JIbType hopMmupyer
BKYCbI U IIPeAIIOUTEHMST ITyOJIMKM, a TaKKe IMOPOXKIAeT U HOBbIE
HaIpaB/IeHMs] B MCKYCCTBE, HOBbIE (POPMBI MOJAUM XYHOXKe-
CTBEHHOI'O 3aMbIc/ia. Bo3pacraroiasi poib ayuajgora B KyJIbType
n uckycctBe B XX—XXI BB. ToBJieK/Ia 32 OO0/ MOUCK HOBBIX
(bopm 1 copepskaHMSI SCTETUUYECKOTO 00BEKTA. A TaKKe HOBBIX
BUIOB B3aMMOJENCTBUSI MEKAY OObEKTOM U CyOBEKTOM, aBTO-
pOM U 3puTesieM, 3puUTeleM U TpOoM3BeJeHMeM MCKYCCTBa.
[TpousBemeHMe MCKYCCTBA M3 3aKOHYEHHO (OPMBI IIpeBpalia-
eTCsl B pa3sBMUBAIOIIYIOCS CUCTEMY.

[MosiBU/IMCh HOBbIE BUIBI IKCIIOHUPOBAHUSI TPOU3BEIEHUS
MCKYCCTBA U BbIpakeHMs TBOPUECKOI 3alyMKM XYyTOKHMKA, BbI-
CTaBKM CTAIM MHTEPAKTUBHBIMU. DTO MPUBEJIIO K HOBOMY TUITY
B3aMOJENCTBUS aBTOpa XYAOXKeCTBEHHOTO IIPOMU3BeleHMs
U ITyOIVKI.

OTpacnb MCKyCcCTBA, KOTOpas IMO3Xe CTaa Ha3bIBaTbCS MH-
TepPaKTMBHO, 3apoaAnIach B KOHIIe BOCBbMUIECSTHIX I'OJIOB IBa-
JIIIaTOTO BeKa C MOSIBJI€HMEeM JOCTATOYHO MOIIHBIX TEXHUYECKUX
npu6opoB. [lepBast MOIMbBITKA OCMBICIEHUSI TEPMUHA «MHTepPaK-
TUBHOE MCKYCCTBO» B 3allafiHOV IIpecce, B >KypHaJe
«Kunstforum» B 1989 romy. BrmocneacTBum gaHHOE MOHSTHE
IMPOYHO 3aKPeINWIoCh B 3alIaHOEBPOIIEICKOM MCKYCCTBE.

VICTOKM MHTEepaKTMBHOTO MCKYCCTBA HaxXOOsTCs B Oolee
panHeM mepuoge. Eme B 1957 romy, Mapcenb [l1omaH, Ha CBOEN
jgekiyuy B TexacCKOM YHUBepcuTeTre cHOpMYIMPOBAI MbICIb
0 TOM, YTO XYIOOXHUK SIBJSETCS IMOCPeOHUKOM, a 3pUTeb
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He IIPOCTO IMacCMBHBIM HabofaTeseM mepen Mpou3BeneHreM
MCKYCCTBA, @ aKTMBHBIM YYaCTHMKOM IIpOLieCcCa TBOPYECTBA.
ViMeHHO B pe3ysnbTaTe 3TOrO MpoLecca M onpenensieTcss CMbICI
MpeLCTaBJIEHHOrO0 Mpou3BeleHus. B mecTugecsTbie rogbl Mpo-
BOOMUIMCh MHOTOYMC/IEHHBIE BBICTABKM, X3IIEHMHTU U aKLUUU,
KOTOpbIe copepkalu Ty WM MHYIO CTelleHb MHTEePaKTUBHOCTU.
Insi mpumepa MOXKHO BCIIOMHUTH «MCKyCCTBO — [eNCTBUE
u yuyactue» @panka [Tonmnepa mnm «lllects JieT: JeMaTepuanusa-
M IpegMeToB UCKyccTBa» JIrocu Jlunmapy.

[MonbpITKM OpPUMEHEHUS MHTEPAKTMBHOCTU MpeAIpuHMUMA-
nuch ele B 1963 r. AliBeH CasepsieHz,. bpul nipeficraBieH KapaH-
Jall, KOTOPhIM MOKHO OBLIO PMCOBATh IMPSIMO Ha KUHECKOITIe,
IIpY TIOMOIIM KJIaBUATYPbl MOKHO OBLJIO M3MEHSTh reoOMeTpude-
ckue ¢opmbl Ha 3KpaHe. [Ipy 3TOM MHTepaKTep He BBICTYIAET
JIUIIb PELUTTMEeHTOM.

WHTepec MCKycCTBa K AOCTVDKEHUSIM HayKU U TEXHUKU MPU-
BeJI K 9KCIIepUMEHTaM C KOMIIbIOTEPAMU U HOBBIMU CpeACTBAMU
KOMMYHMKAIIMH, a BIIOCAEACTBUM, K UCITOMb30BaHNIO IIMMPOBOIt
TexHUKYU. KubepHeTnKa M Teopusl CUCTEM CTATU VCTOUHMKOM
HOBBIX MIeN ST XyIOXKHMKA, CIIOCOOCTBOBAMM (POPMUPOBAHMIO
HOBOT'O XYyJO’KeCTBEHHOTO ITPOCTPAHCTBA, HOBBIX (hOPM BbIpa-
>KeHMS XyLOKeCTBEHHOT0 3aMbIC/Ia.

VIHTepaKTUMBHOCTb MOJpa3yMeBaeT B3aMMOCBSI3b KOMITbIO-
TEPHOM CUCTEMBI C BHEIlIHel cpenoii. UHTepaKTMBHOE ITPOM3Be-
IeHye — 3TO OUM(POBAHHBLIN OOBEKT, KOTOPBIM KTO-TO WU
YTO-TO NIOMMMO CO3JaTessl 3TOr0 MPOU3BENEHMSI MOXKET MaHU-
MyJIMPOBATh B peaibHOM BpeMeHu. Hambosee obiiiee onpemene-
HUe uHTepakTuBHOCTU man XKaH-JIyn byacwe. CornacHO mccie-
JOBaTeN0, MHTEPaKTUBHOCTb — 3TO IPUHLUMUI BHYTPEHHUX
M BHEIIHMX CBsI3eii Mexknmy wuHbopMalueii, comepikaleics
B KoMmibioTepe. CI0BO ObLJIO M300PETEHO M BIIOCIEACTBUU MC-
TMOJIb30BaJIOCh [Ji 3TOr0. HO CTOUT OTMETUTBH, UTO MHTEPAKTUB-
HOCTb He TOJIbKO OTpaXkaeT CBSI3b MeXAY 3PUTENEM U MPOU3Be-
JIleHMeM JCKYCCTBa, OHA SIBJSIETCS YaCThl0, COCTABIISIOLIEN caMO
npousseneHue [11].
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C mosiBieHMeM 3TUX HOBBIX B3aMMOCBSI3€li MEXIY YeoBe-
KOM U BBIUYMCIUTEIbHBIMU CUCTEMaMM U MOCIeAyloleit TpaHc-
dbopmarnueit 06pas3os, MAEi, CTPYKTYpP B paMKaxX MHTEPAKTUBHOTO
IecTBUSI MpoucxoauT GopMUpoBaHMe HOBOM XyI0KeCTBEHHO
cpenpl.

C nosBieHnem MHTepHeTa MHTEPAKTUBHOCTb CTAHOBUTCS
3HAUYMMBbIM MeXaHM3MOM COBpPeMEeHHO Ky/lIbTYphl, HAXOAS ITpU-
MeHeHMe B 3JIEKTPOHHOM MCKYCCTBE, B KOMITbIOTEPHOI rpaduke.
O6BEKTHI BU3YATbHOTO BOCIIPUSITHS B MUHTEPAKTUBHOM JeJiCTBUN
SIBJISTIOTCST aTpUOYTaMy BUPTYaJIbHOCTH, B OT/IMUME OT BOOGpaska-
eMbIX JIJI1 00beKTMBHO peanbHOCTU. BUpTyanbHas peaJibHOCTh
MOSIBUJIACh C Pa3BUTMEM KOMIIbIOTEPHBIX TEXHOIOTUIA, CTAB HO-
BOJ KOHILIENLMeN peaIbHOCTU M 3aITyCTUB CTUXUITHbIE KOMMYHM-
KaTUBHbIE ITpoIfecchl. COIIACHO KOHIIEIMSIM OOJIbIIei YacTy 3a-
MagHbIX MCCAefoBaTeNell, B OCHOBE BUPTYaJIbHOI peajibHOCTU
JIeXXaT MHHOBAIMOHHbIE TEXHOJIOTUM ITPOM3BOICTBA BOOOpaskae-
moro [11]. Mcxopst U3 3TOM KOHLENLMHA, BCSI KyJIbTYPHAsI TPAKTU -
Ka, VICTIOb3YIOIasl 3HaKy, 06pasbl, CMMBOJIBI, SIBJsIeTCs chepoit
BUPTYaJIbHON peasbHOCTU. VIHTepaKTMBHOE WMCKYCCTBO Mpef-
CTaBJIsIET U3 cebs 3aITpOTpaMMIMPOBAHHOE TTPOM3BEeHNE, KOTO-
poe oOpeTaeT CMbIC, aKTUBU3UPYETCS TPU YIACTUM 3PUTENIS.
A 3puTenb SIBASETCS TaKUM Xe 3JIeMeHTOM TPOU3BeleHMs, KaKk
U IpyTHMe COCTaB/sonIMe. 3pUTelb IpeBpallaeTcs B I0Ib30BaTe-
JIsL.

DKCIIepUMEHTbI C MHTEePaKTUMBHOCTbIO BbIpAa3uNCh B pas-
JUYHBIX MHCTUUISIMUSIX, MPU KOTOPOI ITOCETUTENM aKTUBHO
B3aMMOJIEICTBYIOT C CaMMMM IIpeiMeTaMM, BbICTaBIE€HHBIMU
B Xy[lO’KeCTBEHHOM TPOCTPAHCTBe. B KauecTBe mpumMepa MOXHO
npuBect BbicTaBKy «Electroboutique. PexBuem. IIpomanbHas
BbICTaBKavr, Ipolieiyo B MynbTuMenna Apt Mysee. BoicTaBka
kouiekTuBa Electroboutique mpocnaBuiach CBOMMM MHTepakK-
TUBHBIMU MHCTALIAIMUSIMY B BUJIE TTOMY/ISIPHBIX rajikeToB. Vaes
BBICTABKM 3aK/II0Yaach B TOM, UTO B COBPEMEHHOM MUpe MpeX-
HMe MOIeIM B3aMMOIEeCTBUSI XyIOKHMKA U OBIIeCTBa TePSIIoT
aKTyaJbHOCTb M CTAHOBSTCS BOCTPEOOBAHHBIMM HOBbIE, OCHO-
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BaHHbIe Ha APYIMX KOMMYHMUKALMIOHHBIX, COLUMAIbHBIX, SKOHO-
MMYeckux npuHuumnax. Iloceturenyu camm «BKIIOYAIN» U «BbI-
K/TI04aan» 3KCrosuuuio [12].

Bce atu npeobpa3oBaHMsi, KOTOpble paHbIle POUCXOAWIN
JIMILIb B paMKax XyJOXeCTBEHHOT0 aBaHrapia, oKasaay BiausHue
Ha 5KpaHHOEe MCKYCCTBO B 11eJIOM. B cOBpeMeHHOM IOHMMaHuu
B3aVMOCBSI3U «aBTOP-IIPOU3BeAeHMUe-3PUTENb» TIPUCYTCTBYET
B3aJIMHO€ IIPOHMKHOBEHME€ CMBICIOB, IPOUCXOAUT JUAJIOL,
B XOZle KOTOPOT'O POXKIaeTCs IPOU3BeNeHMe VICKYCCTBA.

Hanbosnee 3Hauumble OTIMUUTENbHbIE UepPThl (XapaKTepu-
CTUKM) COBPEMEHHOIO MCKYCCTBA: TaKMe, KaK HeollpefeneH-
HOCTb, (parMeHTapHOCTb, yTpaTa «S», urpa, 3KCIEPUMEHT,
«OTKPBITOCTb» NPOM3BEAEHNs, — TaKKe CBSI3aHbl C yCUIIEHMEM
pomu puanora. VIHTepaKTMBHOCTb MMeEET [IyalMCTUYeCKYIo
NIpUPOLY, KOTOpas IpefrionaraeT eAVHCTBO XYA0XKeCTBEeHHbIX
M TeXHMYEeCKUX 3a7ad. B uudpoBomM s3KpaHHOM MpOU3BESEHUU
VIHTEPAaKTUBHOCTb — 3TO, B IIePBYI0 O4epenb, CPefCTBO Opra-
HM3aUMyM [pajora B paMKaxX XYAOKeCTBEHHOIO TBOPYeCTBa,
HO IIOCTEIIeHHO MHTEPaKTUBHOCTb CTAHOBUTCS crelnudbuye-
CKMM BBbIPa3UTeNIbHBIM CPEACTBOM, MPUMeEHSIeMbIM B LMGPO-
BBbIX SKpaHHBIX IIpou3BeneHusx [10].

VHTepakTMBHOCTh B MCKYCCTBe, IpUOOIIEHNE 3PUTeNs
K TBOPUYECKOMY IIPOIecCy HeM3MeHHO BieueT 3a CO00¥ HaKOIl-
JIeHJie 3HaHUI O KYJIbType U UCKYCCTBE Y 3pUTes, IOBBIIIeHKe
KyJBTYPHOTO YPOBHSI Iy6nuku. C Ipyroit CTOPOHBI, MHOTHME VC-
CJlefloBaTeny OTMEYaloT CHVDKEHMEe KadyecTBa Xy[LOXKeCTBEHHBIX
npousBefeHuii. YacTo BefyTcs CIIOPbI O TOM, BO3MOXHO JIM BO-
0011le OTHECTY MTOI0OHbIE POU3BEIEHMS K UCKYCCTBY.

BeccmopHbIM SIB/ISIETCS TO, UTO B OMNpEeNENe€HHON CTeleHU
m060e MCKYCCTBO SIBJISIETCS MHTEPAKTUMBHBIM. HeBakHO, 4YTO
mepeq, HaMy IpoM3BeJeHNe 1300pa3UTeNbHOTO UCKYCCTBA WU
IVHaMMUYHAs CUCTeMa B BMPTYaJbHOM IIPOCTPaHCTBe. [laxe
IIpY TPAJMUIVMOHHOM B3aMMOZEVICTBUM 3PUTENS C IIpou3Befe-
HMeM UCKYCCTBA, CO3ePLIaHUM KapTUHBI WU CKYJIBIITYPBI IIPO-
UCXOOUT B3aMMOAENCTBME MEXIY XYLOKHUKOM U ITyOIMKOI.
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ConepskaHue paboThI CO3AAET BIleYaTIeHUe Y 3pUTeNsi, obpeTast
HOBbIE CMBICUIBI. UTO JXe KacaeTcss MHTEPAKTUBHOTO MCKYCCTBA,
MOCPEeOHUKOM B KOTOPOM BBICTyIIaeT KOMIIBIOTEpPHAsI TEXHUKA,
HEKOTOpbIe UCCIe0BaTENIN TOBOPSIT O TOM, UTO ITOLOGHOTO pPo-
Jla MHTEePaKTUBHOCTb NOCTUIJIA NMKA CBOEro pa3sBUTUS, IMPO-
THO3UPYIOT CTaAMIO YIajaKa, apryMeHTUpPysl 3TO TeM, UYTO pas3-
BUTHE I1IM(GPOBOI KOMIIBIOTEPHOI TEXHUKM U ee BIMSIHUE
Ha TBOPYECTBO XYAOKHMKA «CBEJO MCKYCCTBO K HeKoit ¢opme
peMecia, B KOTOpoM OTHUIMGOBAHHAS TeXHUKA WM BUPTYO3-
HOe MpOTpaMMMpPOBaHME C ero MOoTpsicarouUMMu crensddexTa-
MM 3aMEHU/IU Co3TaHme cOGCTBEHHO comepkaumsi» [11].

B m060M ciryyae MHTEPAKTUBHOCTD SIBJISIETCS] 3HAUMMOIA CO-
CTaBJISIIOIIEI COBPEMEHHOTO MCKYCCTBa. McciemoBaHue MHTEp-
aKTMBHOCTU KaK KyJbTYPHOTO M COLIMAIbHOTO SIBJI€HUSI MMeeT
Ba)XKHOE 3HAuYeHMe JJIs COBPEMEHHOJ Hayku. B smoxy, korpa
CTpEeMUTENbHOE Pa3BUTVE KOMITBIOTEPHBIX TEXHOIOIUI BO MHO-
TOM OTpeJeNseT KyJbTYpHOE U NYyXOBHOE pa3BUTHE OOIIECTBA,
MCCeA0BaHMe MHTEPAKTUBHOTO CIocob6a TPaHCISIUM XyooKe-
CTBEHHOTO 3aMbltJIa M OpraHu3aluy My3eiiHO-BbICTaBOYHOI
IeaTeIbHOCTU CTaja OOHOM M3 aKTyaldbHbIX TeM ¢uaocobun
KYJIbTYPBI U 3CTETUKM.
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Abstract

The article is devoted to the use of modern communication
technologies in the field of modern art. The authors consider and
analyze such concepts as artistic communication and artistic
perception in relation to the field of modern art. The ways of using
modern communication technologies in modern art and museum and
exhibition activities are presented in more detail.
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Over the past decades, the institutions of culture and art
have begun to actively develop new communication
technologies: such types of social communication as public
relations, advertising, and the possibilities of the Internet.
When adapting the possibilities of communicative technologies
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to a certain branch of scientific knowledge, the field of culture
or art, it is necessary to take into account the specifics of this
sphere. Today, it’s not enough to be a talented artist in order
to succeed in the art market. It is important to create your own
bright and organic background. This applies to both the
individual author and the entire domestic art. There is an
opinion that «there is no point in producing art if one does not
exhibit it and does not sell it: then internal contemplation and
meditation are enough. Art is focused on creating value and
selling it» [2].

The problem of promotion in the domestic and
international art markets, as well as the popularization
of Russian art in Russia and abroad, remains relevant.

To solve this problem, certain targeted steps are taken.
Among them are: the holding of exhibitions; open justification
of the price of a work of art; informing the audience about
events taking place in the world of art, the emergence of new
names and works, successful sales, the level of artistic works;
creation of the image of the artist, the image of the author and
his paintings, as well as the use of innovative communication
technologies for the popularization of contemporary Russian art
in Russia and abroad.

All these actions take place within the framework of artistic
communication. The concept of artistic communication took
shape within the framework of the theory of communication
and became an integral part of modern communication
technologies.

The communication process taking place in the field of art
and culture is important for the proper presentation and
presentation of the artist and his works to the public. In modern
society, this type of communication has several interrelated
goals — cultural exchange, the spiritual development of society
and the individual, as well as the commercial promotion of the
author.

The goal of communication is to achieve publicity, that is,

162



fame and recognition, which, in turn, further guarantee the
growth of demand for the author’s work.

It should again be noted that it is the commercial success on
the market that provides the artist with the material conditions
for further creativity, the financial independence of museums,
galleries, exhibition halls, individual authors and the stable
existence of the art market itself, with all its subjects, functions
and events taking place within it. processes.

The task of the subjects of the art market is not only
to satisfy the existing demand for works of art, but also
to participate in the formation of this demand, to expand the
target audience, to increase sales. As a tool for realizing these
goals, modern communicative technologies, the knowledge
of which was formed within the framework of the theory
of communication, became its practical applied part.

Art, thanks to technical progress, has become a mass
phenomenon, ceased to be elitist. Modern art projects tend
to have commercial objectives on a par with socio-cultural,
while demonstrating good financial results. The success of the
gallery, museum or an individual artist depends on the positive
attitude of the public — Goodwill (benevolence). This concept
acquires the status of an implicit asset, and is even valued
by some organizations in terms of value and is reflected
in annual reports. Properly organized and systematically carried
out activities in the field of communication technology is
becoming a strategic resource for the establishment of culture.

The whole creative process since the creation of a work
of art and its subsequent impact on the public is the process
of artistic communication. An important link in this type
of communication is artistic perception, which is an
understanding of the artistic meaning, its reading in the context
of social reality and artistic culture. The perception of an artistic
image is the ability to «read» the language of art, signs that
stand behind the meanings conveyed by a work of art.
In semiotic terms, an artistic image is nothing more than a sign,
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a means of communication within the cultural context with
which the artist influences the auArt in itself is artistic
communication. And this was noted by many researchers, such
as G. Lessing, I. Herder, S. Langer, Kagan, and many others. Art
conveys information through signs, the language of art.

Like any other form of communication, artistic
communication relies on basic elements. There are four basic
elements of the communication process:

— communicator — the sender of information. In this case,
it is the artist himself or an intermediary. An art dealer, an art
gallery, a modern art center, i.e. either an expert in the field
of art, or an institution of culture and art.

— the second basic element is the message. In the case
of artistic communication, this is both the work of art itself and
any information about it (exhibition catalog, information in the
media or the Internet, etc.).

— communication channel or medium. The communication
channel can be printed or electronic media publications,
exhibitions, installations, performances, as well as Internet
tools, direct mail, websites, virtual museums, social networks.
In addition to direct messages that transmit information
directly from the sender to the recipient, there are indirect
messages that are transmitted in various discussions, talk
shows, presentations, and so on.

— the fourth element of the communicative process is the
target audience, the recipient of information — visitors, the
audience, perceiving and interpreting art.

When transmitting information, the sender and recipient
of the message go through several stages.

Firstly — the stage of creating a message, this is the process
of creating a work of art, as well as information about it.
A feature of artistic communication is that the work itself is
a message transmitted as visual information.

The second stage is the choice of the communication
channel, coding and transmission of the message. The work
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of art itself is a message coded by means of artistic symbols.
When sending a message to the recipient, the message is subject
to a certain distortion. The recipient decodes the message,
translates the characters selected by the sender into a language
understandable to himself. The sender of the message can only
see the result of the communication initiated by him when he
receives feedback.

The third step is to get feedback. In this case, the recipient
turns into the sender of the response message and, by his action
or statement, explains how he understood the message. This is
feedback. The presence of feedback is an important indicator
of the effectiveness of communication, the achievement of goals
set in the communicative process.

Summarizing the above, we can conclude that
communication technologies are a set of techniques and
methods for transmitting information from a communicator
to a recipient in order to influence and interact with an
individual recipient (audience), group or mass audience.
Communicative technologies are always focused on certain
changes in consciousness.

On the other hand, the communicative technology is
a model of information and behavioral interaction
of stakeholders, created with the aim of obtaining a certain
result. The use of communication technologies allows art
to become more open and meet the needs of society.

Communication technologies are most widely used in the
twentieth century with the transition to the information society
and the development of information technology. Achievements
in the field of communication technologies are becoming
increasingly popular in the field of cu Communication is one
of the key components in the work of cultural institutions,
penetrating into all areas of this work. In this regard, it is
necessary to study and systematize the communication
processes in the art market. To study the structure
of communication and its features within the sphere of culture
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and art.

Among the traditional technologies in the field of PR and
communications used in this field, we can distinguish: relations
with the media (press conferences; preparation and distribution
of press releases in the media; articles in specialized
publications, as well as non-profile press; television and radio
programs; printed materials (various forms, business cards and
other printed materials that play an important role in the
formation of a memorable corporate identity; public and
charitable activities; specialized events (for the sphere of art,
this may be film screenings, concerts, performances,
performances, happenings, presentations, biennials,
exhibitions, openings, tours, children’s events). Participation
in rating informational events, such as the establishment of the
sphere of culture and art, in such global world forums like the
Venice Biennale [2]. This is a traditional set of PR campaign
tools for any organization.

But It is worth noting that the sphere of culture and art,
along with traditional communication channels and tools
of public relations, also has its specific communication
capabilities. Undoubtedly, one of the important elements
of artistic communication is the art space, gallery, museum,
centers of modern art. Institutions of culture as a space
of a communicative project in the field of art determine the
strategy of work, the policy aimed at interacting with the
audience.

An important component of artistic communication is the
construction of an art space, a platform comfortable for the
leisure audience.

Museums and galleries are no longer just a place to exhibit
works of art. Concerts, presentations are held on their territory,
interactive zones appear. Visitors are given the opportunity
to be not only an observer, but also an active participant in the
action. Communicative strategy determines the direction of the
gallery, sets development guidelines, principles of work and
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determines specific methods of activity.

Works of art included in the exhibition carry an additional
meaning, in addition to its own meaning. According to M.
S. Kagan, with the help of a system of interconnections, his own
expressive capabilities, museum objects serve as visualization
of ideas, translating the logic of relations into the plastic
of a spatial solution of an exposition [4].

Through the wuse of communicative technologies,
a relationship is built between the artist and the viewer, art and
the public, taking into account the needs of the socio-cultural
environment. The use of modern communication technologies
allows cultural institutions to act as an organizer of the modern
cultural life of big cities is unthinkable without such cultural
centers as a museum, exhibition hall, and art gallery. The
attention of the media to the cultural space of society confirms
the fact that it is an integral part of our life [6].

Contemporary art centers are becoming significant social
institutions that have a significant impact on the life of society,
engaged not only in exhibition activities, but also
in educational, commercial, and entertainment. The researchers
note that the tendency towards an increase in the recreational
needs of modern society also affects the structure of art space.
The themes of exhibition expositions, features of space
construction, carried out within the framework of exhibition
activities, events began to change in the direction
of entertainment, focused on creating more efficient
communications. On the basis of the SRC appear: theaters,
libraries, cafes, shops, not only art exhibitions, but lectures,
seminars, discussions on the topic of art and much more.

The art gallery becomes a space where art translates
a multifaceted vision and in-depth understanding
of contemporary reality. Unlike the museum, which preserves
the heritage of the past, galleries become a place of active
circulation of works of modern art. The sphere of art becomes
the communicative platform where a person interacts with
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modern culture and actualizes the sociocultural experience that
society needs [64].

SRCs act not only as exhibition halls, but also as an
educational space, and a kind of dialogue is formed between
visitors and authors of works of art. The viewer becomes an
active participant in the communicative process. Such
involvement of the viewer in the creative activity contributes
to the cultural and spiritual growth of the personality, the
formation of the worldview.

For the first time, researchers in the United States and
Germany began to study the educational element in the
activities of museums, galleries and centers of contemporary
art. G. Kohl, director of the South Kensington Museum, argued
that as long as museums and galleries do not set educational
goals for themselves, they are boring and useless
institutions [8].

The director of the Museum of Science and Industry
(Museum of Science and Industry, abbreviated MSI) attempted
to involve visitors in the demonstration process, called it direct
participation [13].

Within the framework of the theory of communication, such
a notion as «museum communication» [7] took shape.

Canadian researcher D.F. Cameron used a cybernetic
approach to study the museum’s communication system. The
communicative model includes three elements: a museum
employee (transmitter); museum exhibit (mediator); audience
audience (receiver). According to the researcher, there are
several levels of museum communication. The first level is
«visitor — museum employee».

The second level — «visitor — a work of art.» The author
in his research says that when creating an exhibition, it should
be considered as a communicative system, taking into account
the visual and spatial components. By doing so, the
communicator sends the audience a non-verbal message,
endowed with a certain meaning.And the third level includes
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«feedback» or a visitor feedback [3].

Another researcher of communication within the museum
or gallery space was K. Hudson. He viewed the communicative
process from the perspective of an audience. In his opinion, the
visitor, when visiting the exhibition, comes into contact with
the museum staff, thereby obtaining new knowledge. The
author put visitors at the head of his communicative model. The
exhibition is for the audience. Hudson divided communication
into mass and individual [14].

Further development of the theory of communication within
the museum space, received in the works of E. Hooper-
Greenhill. The researcher noted that the Cameron model is not
effective enough and considers one side, not taking into account
the contribution of the public to the communication process.
The public is a source of new meanings, and the communication
process is two-sided, when not only the museum employee and
the author of the picture give meaning to a work of art, but the
viewer himself contributes his understanding based on his own
experience [1].

Model E. Hopper-Greenhill includes the source
of information, the encoder, containing the message sent to the
recipient, and the decoding device that stimulates the
circulation of the message. The most important condition is the
presence of special codes with the help of which communication
is carried out in the museum, information is transmitted
between all participants [14].

The same opinion is shared by domestic researchers. The
use of modern communication technologies opens up new
possibilities for the transmission of information in the field
of contemporary art. The main guideline and a full participant
in communication, according to G.L. Tulchinsky becomes the
audience. There is a deep relationship between communication
and art. Exhibitions, fairs, biennials become a reason for
establishing personal and business contacts [9].

The communication model becomes a link between the art
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gallery and the audience, helps create the necessary
atmosphere. This model should be bidirectional: on the one
hand, the gallery, its employees and works of art, on the other —
the audience. Researchers view art space as a communicative
system that includes different levels and communicative
models.

The specificity of the use of communicative technologies for
art space is complex. To understand it, it is necessary to take
into account the principles that contribute to the stability of the
communicative process and the possibilities of their use in the
future.

The success of the artist and the gallery is largely dependent
on a competent communication strategy. Under the
communicative strategy refers to the development and
implementation of a specific action plan, through the use
of certain communication technologies.

The communicative policy of a cultural institution should be
clearly structured and aimed at meeting the spiritual and
intellectual needs of the target audience. A communicative
strategy for the establishment of culture and art relies on
communicative technologies aimed at the realization of socio-
cultural goals, objectives, attracting as many visitors as
possible, and stimulating public interest in expositions and
educational events. And also — the formation of the needs and
intentions to act in accordance with the communicative
influences on the consciousness and subconsciousness
of people. According to V. V. Litvinov, modern galleries can give
«the opportunity for the viewer not only to contemplate, but
also to freely participate in the exposition, turning visitors
of the gallery from passive spectators into active
participants [5].

The widespread use of modern communication technologies
in artistic culture shapes the tastes and preferences of the
public, as well as generates new directions in art, new forms
of presentation of artistic design. The growing role of dialogue
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in culture and art in the XX—XXI centuries. entailed the search
for new forms and content of the aesthetic object. As well as
new types of interaction between the object and the subject, the
author and the audience, the audience and the work of art.
A work of art is transformed from a finished form into
a developing system.

New types of exhibiting works of art and expressing the
creative ideas of the artist have appeared, the exhibitions have
become interactive. This led to a new type of interaction
between the author of the artwork and the public.

The branch of art, which later became known as interactive,
was born in the late eighties of the twentieth century with the
advent of powerful enough technical devices. The first attempt
to understand the term «interactive art» in the Western press,
in the magazine «Kunstforum» in 1989. Subsequently, this
concept is firmly entrenched in Western European art.

The origins of interactive art are in an earlier period. Back
in 1957, at his lecture at the University of Texas, Marcel
Duchamp formulated the idea that the artist is an intermediary,
and the viewer is not just a passive observer of a work of art, but
an active participant in the process of creativity. It is as a result
of this process that the meaning of the presented work is
determined. In the sixties, there were numerous exhibitions,
happenings and promotions that contained one or another
degree of interactivity. For example, we can recall the «Art —
action and participation» by Frank Popper or «Six years:
dematerialization of art objects» by Lucy Lippard.

Attempts to use interactivity were made as early as
1963 by Ivan Sutherland. A pencil was presented, which could
be drawn directly on the kinescope, with the help of a keyboard
it was possible to change the geometric shapes on the screen. At
the same time interakter does not act only as a recipient.

The interest of art in the achievements of science and
technology led to experiments with computers and new means
of communication, and subsequently, to the use of digital
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technology. Cybernetics and systems theory became the source
of new ideas for the artist, contributed to the formation of a new
artistic space, new forms of expression of artistic design.

Interactivity implies the relationship of the computer
system with the external environment. An interactive work is
a digitized object that someone or something other than the
creator of this work can manipulate in real time. The most
general definition of interactivity was given by Jean-Louis
Boissier. According to the researcher, interactivity is the
principle of internal and external communication between
information contained in a computer. The word was invented
and subsequently used for this. But it is worth noting that
interactivity not only reflects the connection between the
viewer and the work of art, it is part of the work itself [11].With
the advent of these new relationships between man and
computing systems and the subsequent transformation
of images, ideas, structures in the framework of interactive
action, a new artistic environment is being formed.

With the advent of the Internet, interactivity becomes
a significant mechanism of modern culture, finding application
in electronic art, in computer graphics. Objects of visual
perception in interactive action are attributes of virtuality, as
opposed to those imagined for objective reality. Virtual reality
emerged with the development of computer technology,
becoming a new concept of reality and launching spontaneous
communication processes. According to the concepts of most
Western researchers, the basis of virtual reality is based on
innovative production technologies of the imaginary [11]. Based
on this concept, all cultural practices that use signs, images, and
symbols are the realm of virtual reality. Interactive art is
a programmed work that makes sense, is activated with the
participation of the viewer. And the viewer is the same element
of the work, as well as other components. The viewer turns into
a user.

Experiments with interactivity were expressed in various

172



installations, in which visitors actively interact with the objects
themselves exhibited in the art space. As an example, the
exhibition «Electroboutique. Requiem. Farewell Exhibition»,
held in the Multimedia Art Museum. The exhibition of the
Electroboutique team has become famous for its interactive
installations in the form of popular gadgets. The idea of the
exhibition was that in the modern world, the old models
of interaction between the artist and society are losing
relevance and new ones become popular, based on other
communication, social, economic principles. Visitors
themselves «turned on» and «turned off» the exposure [12].

All these transformations, which previously occurred only
within the artistic avant-garde, had an impact on the screen art
as a whole. In the modern understanding of the relationship
«author-work-viewer» there is a mutual penetration
of meanings, a dialogue takes place, during which a work of art
is born.

The most significant distinctive features (characteristics)
of contemporary art: such as uncertainty, fragmentation, loss
of the «I», game, experiment, «openness» of the work — are also
associated with the strengthening of the role of dialogue.
Interactivity has a dualistic nature, which presupposes the unity
of artistic and technical tasks. In a digital screen work,
interactivity is, first of all, a means of organizing a dialogue
within the framework of artistic creation, but gradually
interactivity becomes a specific expressive tool used in digital
screen works [10].Interactivity in art, introducing the viewer
to the creative process invariably entails an accumulation
of knowledge about culture and art among the viewer, and an
increase in the cultural level of the public. On the other hand,
many researchers have noted a decline in the quality of works
of art. It is often argued whether it is possible at all to attribute
such works to art.

Indisputable is that to a certain extent, any art is
interactive. It does not matter that we have a work of art or
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a dynamic system in virtual space. Even with the traditional
interaction of the viewer with a work of art, the contemplation
of a painting or sculpture, there is an interaction between the
artist and the public. The content of the work creates an
impression on the viewer, finding new meanings. As for
interactive art, mediated by computer technology, some
researchers say that this kind of interactivity has reached its
peak, predicting a decline stage, arguing that the development
of digital computer technology and its influence on the artist’s
work «reduced art to a certain form of craft, in which a polished
technique or masterly programming with its amazing special
effects replaced the creation of the actual content»[11].

In any case, interactivity is a significant component
of modern art. The study of interactivity as a cultural and social
phenomenon is important for modern science. In an era when
the rapid development of computer technology largely
determines the cultural and spiritual development of society,
the study of an interactive way of transmitting artistic design
and the organization of museum and exhibition activities has
become one of the topical themes of the philosophy of culture
and aesthetics.
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VPVHA XAHI'EJIBIVEBA!

COBPEMEHHbBIVM MVY3E B YCIIOBUSIX
KOHKYPEHTHOI1 CPEJIbI:
TPAHC®OPMAIVSI ®YHKIINIA

U ITPUHILIUIIOB IESTEJIBHOCTHU

Mya3eli: 8ockpecHas pe3udenyus macc. BudousmereHHoiil.
B. JlopaHL

Ecnu xopouteHbko nodymams, mo cynepmapkem — moxce

Heumo épode my3esl.
2. Yopxon

Ab6cmpakm

CraTbs MTOCBSIIIIEHa 0COOEHHOCTIM (DYHKIIMOHMPOBAHMS COBPEMEHHbBIX
My3€eeB B KOHKYPEHTHO1 cpejie M ee BIMSHUY Ha OCHOBHbIe (PYyHKIMM
My3esl.

Kniwoueeste croea

My3seit, GyHKIMM My3esl, KIMEeHTOPUEHTUPOBAHHAS MOJeNb, NHTPO-

! Upuna Xawnzenvduesa — pnokTOp Gunocodhckux Hayk, mpodeccop,
MockBa, ¢hakyabTeT MeAarornyeckoro 06pa3oBaHms

MI'Y umenu M. B. JlomoHOCcOBa, Kadenpa uctopuu u ¢pumocodpun obpa-
30BaHMs.
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BepTHAs U 9KCTpaBepTHbIe GYHKLUMUU My3esl.

3a mocjaegHMe TPU JecSaTKa JIeT POCCUICKMIT My3eit ITpoLIesn
OUeHb CJIOKHBIN ITYyTh: OT Pe3KOro MafeHusl MHTepeca K HeMy
BO BpeMeHa Hauaja PbIHOYHBIX pedopM OO0 HOBOJ BOIHBI BO3-
POKIEeHMS TIOTPeOHOCTM B Pa3JIMUHBIX MY3€MHBIX MPaKTUKaX,
VHBIMU CJIOBAMMU,

MPOU3OLUIM KapAMHAIbHbIE COLMalbHble M3MeHeHus. ITo-
IOOHbIE TTPOIECCHI XapaKTEePHbI IJIS1 BCETO MOCTCOBETCKOTO MPO-
cTpaHcTBa. Yero Heb3st CKasaThb O CUTYAllMM B Pa3BUTBIX CTpa-
Hax. Craj MHTepeca K My3eiiHbIM ITPaKTUKaM Ha IIOCTCOBETCKOM
MMPOCTPAHCTBE MPOUCXOAMI Ha (hOHE MUPOBOrO MYy3eifHOro Oy-
Ma. Myseu Espomnbl 1 CIIIA 6b11M BocTpe60BaHbI KaK HUKOTITA,
YTO MPOAOJIKAETCS B ONpeieNIeHHO cTereHy u cerogHs. HoBbie
060pOThI HAGMPAIOT My3eifHble MHUIIMATUBLI Ha BiskHeM Bo-
cToke, B yactHocT OAD, a Takke B KuTae, rme mpouCXOmsT
TIPUHIMIIMATbHbIE COBUTM B 3TOM HAaIlpaB/IeHUM. 3HAUUTE/Ib-
HBIM 00Pa30M YCMIMBAETCS BJMSIHIE 3aIIafHO My3€eHO U BbI-
CTaBOYHOJ TPaAuIMM, BKIIOYAs MHTEHCUBHOE pasBUTHE apT-
PBIHKA. 3aTaHbIe U PsiZi BOCTOYHBIX MYy3€€eB, SIBJISISICh HEOThEM-
JIeMOJi YacTbi0 PBHIHOYHBIX OTHOIIEHMi, Pa3BMUBAIOTCS BecbMa
IMHAMUYHO.

MexkayHapoOHbIii coBeT MyseeB! o603HauaeT My3eil Kak
«HEKOMMepYEeCKoe YUpekaeHue, Haxoisieecss Ha CIyXOe 06-
IIeCTBA M €ro pasBUTHsI»?. B yUIOBUAX PBIHKA €r0 3aKOHBI
JeVICTBYIOT YHMBEPCATIBHO ¥ B KOMMEPYECKOM, ¥ B HEKOMMEp-
YeCKOM CEeKTOpe. JJIeMEeHTbl KOPPEeKIMM BO3HMKAIOT IO BO3-
JeiiCTBYMeM MaKpPOIKOHOMUYECKMX (AaKTOPOB B KOHKPETHBIX
JIOKaJIbHBIX IIPOCTPAHCTBAX.

ITepemMeHHbIE MAKpOCPEIbl BO BCEM MMpPE HAKIaIbIBAIOT OT-
IeYaTOK Ha MOAENM ¥ TIPUHIUIIBI JEeSTeTbHOCTY MYy3€eeB,

1 ICOM MexmyHapOomHblii COBET My3€€B — HEMpPaBUTEIbCTBEHHAS ITPO-
(deccroHanmpHas MeXXIyHapogHasI OpraHu3anysi, cos3gaHHas B 1946 rony.
2 Cratbs 2 1. 1 Yeras ICOM or 1995 r. www.icom.org.ru
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VCIOXKHSSA MX KOHKPETHBIMM OOCTOSITENbCTBAMMU. VI3MeHeHMs
KacaroTCsl He TOMbKO KOHIeNTyaJIbHbIX MOJeieli My3eliHOM fes-
TEJIbHOCTY, HO ¥ KOHKPETHOJ paboThl C ayauUTOpHesi Mo Mpemo-
CTaBJIEHMIO MYy3eiHbIX yCIyr. PaGoTra c lieseBoii ayouTopueit
BBIXOJOUT Ha MEPBBLIi IIJIaH B KOHKYPEHTHO cpefie.

Ko Bpemenu Hamux pedopM MOCTMHIYCTPUATbHOE 06IIe-
CTBO BCTYITMJIO B Tepuof, MHPOPMAIMOHHBIX TpaHCchopMaImii,
HECKOJIbKO II03[JHEee OHM AOTOJHUINCH TpaHchopManusmMu
MG POBBIMU.

Ha myseliHble NpaKTMKKM OKa3aay BAMSIHME MPOLECChI ITI0-
Ganmu3anuy U TIOKaAU3auyuy, MyJTbTUKYJIbTYPHOCTH, TOMOTHEH-
HbIe TIOVICKOM HOBBIX (OPM UIEHTUIHOCTU, YHUGDUKAIUA B pa3-
JIMYHBIX KOHGUTYpauusxX. [ToIBUIMCh HOBbIE MOKOMIEHUS: «X»,
«Y», «Z», 0 KOTOPBIA BUPTYaAbHbIA MUD, B TOM UMC/IEe U MY-
3eliHbIi, HepeaKo 6/1vske U MOHSITHee peanbHOro. KpymHbie my-
3eM onudpoBamM KOJIOCCATIbHOE KOMUYEeCTBO apTedakToB
U NIpeLICTaBUIN UX B OTKPBITOM Aoctyre. Hapsizy ¢ 3TUM Bce u3-
BeCTHbIE My3ee CO3[aJIM MHOXECTBO BUPTYaJIbHBIX TYpOB. My-
3eu B 310xy VIHTepHeTa cTanu elle gocrymHee. [Iponsonuio us-
MeHEeHMe COIMATbHBIX HOPM ITOBefeHMsl, 06pa3oB U CTUiei
SKM3HM, BO3HMK 3aIIpOC Ha pa3inyHbie GOpMbl MHAVMBUAYATIbHO-
ro obpaieHus K My3eifHbIM pakTuKaM. My3eu Mupa BIepBbie
NIpefCTaBUIIM TaKOl YHUKAIbHBIN IPOLYKT, Kak «Houb My3eeB»,
KOTOPbIV TO3Hee ObUT MOAXBAvYeH MPEICTABUTEISIMU Pa3HbIX
o6J1acTeit TBOPUECKOI NesITeTbHOCTI.

O61en3BeCTHO, UTO WHAYCTPUAJIbHOE OOLIECTBO OBLIO
6oJbllle OPMEHTUPOBAHO Ha MOTpeGIeHNEe TOBAPOB, a MOCTUH-
OycTpUaibHOe — Ha ToTpebneHue ycayr. CBOGOTHOE BpeMs
CTaJI0 Ype3BbIYAMHO BaKHBIM (DaKTOPOM [JiI COBPEMEHHOTO
yejoBeka. O6bEM BpeMEHM JOCYra y SKUTeJIel pasBUTHIX CTpaH
JIUIIb HEe3HAUMUTENbHO YCTYIaeT paboyeMy BpeMeHU U MMeeT
TEeHJEHIMIO K pocTy. IIo [eHHOCTU U NMPUBIEKaTeIbHOCTU [I0-
Cyr CTaJ BCe 3aMeTHee MPEeBBIIIaTh MPUTITAaTEeNbHOCTh TPYyIa
(MHOTME JIIOOM  TIPEIIIOYMTAIOT MeHbllle 3apabaThiBaTh,
HO MMeTb 60JIbllle CBOOOIHOIO BpeMeH!). YBeauueHue J0Cyro-
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BOTO BpeMEHM BbI3BAJIO Pa3BUTHE HOBBIX OTpacieil SKOHOMMU-
KM, pa3BeTBJIEHHYI0 OOCYTOBYI0 MHGPaAcTpyKTypy. CoBpeMeH-
HbIIl TOCYT — He Mpa3smHOro 6es3meiicTBMsI, a IepeMeHa pas-
JAUYHBIX (HOPM aKTUBHOTO M 3aMHTEpPeCOBAHHOTO BPEMSIIPO-
BOXZAEeHMS. JJoCcyr HOCUT CaMOLIeHHBIN, CaMOLOCTaTOYHbIN Xa-
paxkTep. DTO HOBbIe BO3MOXHOCTU U YCIOBUSI CaMOpeantn3aluy,
YacTO TBOPYECKOTO CaMOBbIpakeHMs. KopeHHOe wu3MeHeHue
OTHOIIIEHUSI K JIOCYTy — CBUIOETENbCTBO HACTYIJIEHUS] OLHO-
MMeHHoI umBuansanyn'. IpencraBUTenn MMOCTUHIYCTPUAIIb-
HOTO OOIIECTBA KAKAYT BIIeYATIEHUI, HECTYYailHO SKOHOMUKY
JOCyra 4acTo HasbIBalOT 3KOHOMMKON BredaT/ieHuii. B camom
TIOHATUM SKOHOMMKM BII€YATIEHUI aKLEeHTUPYETCS SMOLIMO-
Ha/JbHAsl COCTABJISIIONIASI, BIleUaT/IIeH/e MHTePIIPEeTUPYeTCsl Kak
9MOLMOHAIbHOE YIOOBOJbCTBME. B TOCYTOBOM YAOBOIBCTBUN
MpaKTUYEeCKM BCeraa 3a/IoKeH acTeTnueckuii 3pdexT.

B pesynbTaTe mpeobpasoBaHmii, KOTOPbIe ITPOM3OIILIN B IIe-
pPUOJ MOCTUHAYCTPUaNU3Ma, B chepe My3eifHbIX MPAKTUK CTAIU
IpopacTaTh MPUHLINUIINAIbHBIE U3MEHEeHMs. DTO KOCHYI0Ch MO-
muburanmu GyHKUNA, MPUHIAIIOB OPraHM3aIMM ITPOCTPAHCTBA
M 3CTETUYECKUX TMapaMeTpoB aTMocdepsl. OHM CTaau 3HAUM-
TeJIbHO MHOTO0OpasHee. TPaIUIIVIOHHO «OCHOBHBIMY (DYHKIIVSI-
MM My3esl NIpefCTaBUTeNM OTE€YECTBEHHOJ IIKOJIBI My3eeBene-
HMS Ha3bIBalOT, Kak MpaBWIo, cCObUpaHue, JOKyMeHTUPOBaHMe
M XpaHeHMe TIPeIMeTOB, a Takke 00pPa30BaTeNbHO-BOCIIUTA-
TeNbHYI0O (QYyHKUMIO». TTomo6Has MCTOPUMYECKM CIOKMBILASICS
KOHIIETIIIMS Pa3sBUTHS My3esl 6a3upyeTcsl Ha COIMATbHOM QYHK-
MK My3est B 00IecTBe, KOTOpasi coueTaeT B cebe 37IeMeHThI ap-

! Momasedve, K. P. Ha miytu K umBmImMsauum mgocyra//BectHux Moc-
KOBCKOT'O rocyapcTBeHHOro yuusepcurera. Cepust 12. ConmanbHO-MO-
JUTUIecKue ucciemoBanmsi. N21. 1993

2 Bessyznosa, O. I. HekoTopble acIeKThl TEOPETUYECKOTO OCMBbIC/Ie-
HusI My3esl Kak (eHomeHa KynbTypel //Tpuymd myses? CII6., 2005.
C. 6.
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X1Ba, HAyYHO-MCC/IeI0BATEIbCKOTO 1 06pa3oBaTeIbHO-TIPOCBe-
TUTENIbCKOTO IieHTpa. OgHaKOo TaKasi CTPYKTYpHasl OpraHu3amms
He MpeaycMaTpUBaeT pacCMOTPEHME My3est B KOHTEKCTe PhIHKA,
He YUMTHIBAeT MPUKIATHOTO aclleKTa My3eiiHOl IesITeTbHOCTM!.
Mexkmy TeM, CEerOIHS 3TO MMeeT IIMPOKYI0 BOCTPe6OBaHHOCTD
M 3HAUUTENBHO YCWMIMBAET KOHKYPEHTOCIIOCOOHOCTh MYy3€eB.
He yuMThIBaeT 3Ta KOHLIEMIIMS ¥ 3CTETUUECKYIO COCTABIISIONIYIO,
KOTOpasi B COBPEMEHHBIX 0OCTOSITeIbCTBAX B JII000V My3eitHOit
MpaKkTuKe 00s13aTeNIbHO JO/DKHA MPUCYTCTBOBATh B CAMBIX pas-
HbIX (OpMax IMPOSIBIIEHUS, He3aBUCUMO OT IPOPUIBHOCTA MY-
3es1. DCTeTUUECKUi (aKTOop — 3TO YHUBEpPCAIbHBIN (aKkTop
B MY3€elHO! AedTeqbHOCTU. OH IPUCYTCTBYET KaK 3JIEMEHT
TBOPYECKOTO BOCIIPUSITHSI BCETO KOHTEKCTA KCITO3UIMM, BKITIO-
yas ee 0coby0 aTMocdepy, a Tak)Ke B OIBITAX MHTEPAKTUBHBIX
MIPaKTUK, MOTPYKasiCh B KOTOPbIE ITOCETUTENb My3esl CIIOCOOeH
TTOJTYYUTDh YIOBOJILCTBHE.

Honroe BpeMsI IJjIsl My3€eB HEXYIOKECTBEHHOTO ITPOGums
acTeTuyeckas GyHKIIMS O6bUTa MapruHaausupoBaHa. Eit He mpu-
JaBayi 0COO0TO 3HAUMMOCTH, ITPAKTUYUECKY HE YIIOMUHAIN, UYTO
OTHIO[Ib He SIBJISIeTCS MPaBWIbHOM MO3UliMelt. DcTeTudeckast
(YHKLMS TTOTYaC B CKPHITOM BUIE Peain3yeTcsl B IIOOOM My3ee:
yepe3 apXUTEKTYPHOE COOPY)KeHMe, B KOTOPOM pacIioiaraeTcs
My3eil, I13aifH MHTepbepa ero MyoeaMyHOro MPOCTPAHCTBa, KOH-
LEeNT OpraHM3auyy BbICTABOYHON TEPPUTOPUM, SKCITOHATHI, KO-
TOpBIE SIBJISIIOTCSI HOCUTEISIMM [TyXa BpEMEHU UM MHOTMMM JIpY-
MMy MoMeHTamMu. CerofHsi B CUJIY YKOPEHEHMS! TeHIeHIIUU
pacIIMpeHus] 3CTEeTUYECKOTO, €ro IPUCYTCTBME B My3eifHOit
MIPaKTUKE aKTyaJu3UPYeTCsl uepe3 MHTePaKTUBHO-KpeaTUBHbIe
U UTPOBBIe (OPMBI B3aVMOLEMCTBUS My3esl U ITyOJIUKU.

[Mopx, BIMSIHMEM HOBBIX OOCTOSITEILCTB PBIHOYHOTO OBITHMS
B MYy3eifHO} cpefe IPOMU3OIUIM 3HAYUTEIbHbIE TpaHchopma-
112078

— M3MeHWIach epapxusi GyHKLMIT My3esi;
— BbIpaboTranach MOTPeGHOCTb B HOBBIX TUIIAX U GopMax My3eifHO
9KCIIO3ULIUN;
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— MPOMU30IIIa MEPEOPUEHTAIVSI TIPUHIUIIOB KOMMYHUKALUU C aK-
LIEHTOM Ha QYHKLMIO OpraHM3aluy AOCyra;

— CMeCTWIach Pojib My3eeB U3 MOIUTUKO-COIMATbHON B 9KOHOMUKO-
KyJIbTYpHYIO cdepy, TIe 3CTeTnyeckoe Hayaao oOpeso HOBbI Gosee
3HAYMMBbII CTaTyC.

B ycnoBusx nuBuan3anum gocyra y Mmysesl Kak COLMaabHOM
MHCTUTYLIMM BO3HUK LIeJIbIi CIIEKTP KOHKYPEHTOB, C KOTOPBHIMU
My3el0 HeOOXOAMMO BCTYIATh B COCTSI3aHMe 3a IMyonmky. Ecan
3anajHble My3eHu CyIlleCTBOBaIM B TAHHOM KOHTEKCTe JaBHO, TO
poCCcUiicKue My3ey Ha KOPOTKOM OTpe3KM BpeMeHU Mepeskuiin
371IeMeHThI IIIOKOBOTO BO3AEICTBUS pbIHKA. Poccuiickue mysen,
KaK CTOJIMYHbIE, TaK U pervoHajbHble, OCBAaMBAIM PbIHOUHbIE
00CTOATE/NbCTBA MO3TAIIHO U C OOIBIIMMM CTIOKHOCTSIMM.

A. [lonruH npepjiaraeT BbIAEIUTDb B My3€elHO ITPaKTUKe ABa
OCHOBHBIX THUIIa (PYHKIMIT: MHTPOBEPTHBIE (XpaHeHMUe, U3yde-
HMe), a TaKKe dKCTpaBepTHbBIE (perpe3eHTalus pe3y/bTaToB Jie-
SITeJIbHOCTM My3eitHoi my6nuke)!. TpaaMLIMOHHO MHTPOBEPT-
Hble (QYHKIMM pPealn3yioTCsd B HEMyOJMUYHOM IIPOCTPAHCTBE,
9KCTpaBepTHbIe — B MyOGMMYHOM. MIMEHHO B HEM IIOCETUTENIb,
Kak MpaBWIo, MOAyYa] MakCUMMYM YIOBOJIBCTBUSI U YAOBIETBO-
peHusi CBOMX 3alpoCOB HIMPOKOro crekTpa. Ho B mocienHee
BpeMs TIOCETUTEb B psiie My3eeB uallle CTaJl MoIafaTh B My-
3eifHOe 3aKy/lINiChe, paHee CKPbITOe OT Hero. Takum o6pasom
MPOM30ILIIO YaCTUYHOE pacIlMpeHye IyOIUMYHOTO MPOCTpaH-
CTBAa, U TOCETUTENN My3esl CMOIJIM TOSYYUTh TOTIOJHUTE/IbHbIE
BIIeYaTeHus] He TOJbKO OT IpenCcTaBjIeHHbIX 0003PEHMUI0 IKC-
TO3UIIMIA, HO M OT XPaHSIIIMXCS B 3allaCHMKaX 00pasioB. B uH-
TPOBEPTHOM ITPOCTPAHCTBE My3esl B OCHOBHOM COCpedoTOUYeHa
JlesITeTbHOCTh MY3elHbIX COTPYAHMKOB. TYT peasnsyloTcs cie-
IIyIoIyie My3eliHbie COIMOKY/IbTYpPHbIe QYHKIINNA:

— COXpaHeHMsI (XpaHUTeJIbHAas);

! loneun, A. Kanuranusaims cakpaabHOro // Myseit u JTMYHOCT. M.:
2007. C. 15.
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— IOKYMEHTUPOBaHMeE;

— HAayYHO-MCC/IEOBATEIbCKAS;
— 3BPUCTUUECKAS;

— OXpaHHYIO;

— uHpOpMalLMOHHas.

MyseliHasi opraHu3anysi, KOTopasi OrpaHMYMBAeTCs IMepe-
YMCIEHHBIMU BbIllle GYHKUMSIMMU, KaK MPaBUIO, peaKo paboTaer
C TIOCETUTENSIMU U SIBJISIETCS COLMOKYIBTYPHBIM MHCTUTYTOM
B uncToM Bupe. OHa mpencTaB/seT MHTPOBEPTHBIN TUI U Yallie
BCEro 3aHsiTa BHYTPUKOPIIOPATUMBHBIMU [efaMi, peliaeT IMpo-
671eMbI IS IPYTUX MY3EMHBIX CTPYKTYP, @ BO3MOKHO, MHBIX
I0pUANYeCKUX U QU3NIECKUX ULl (OCYIIECTBIISET SKCIIePTU3BI,
pecTaBpalyOHHbIe pabOThI, BeleT HAYYHO-UCC/IeN0BATETbCKYIO
IeATeIbHOCTh Pa3IMYHOTO TOJKA, MHGOPMUPYET My3eifHOe CO-
00IIeCTBO O HEKMX HOBAIMSIX MU COOBITHUSX...) [IpMepom 1o-
JOOHOTO My3esI MOKeT OBbITh BcepoccuiicKuii XymosKeCTBeHHBbIN
HAy4YHO-PeCTaBpaIlMOHHbIN IeHTP UM. akagemuka U. 3. Tpaba-
ps1. My3eu mogo6HOTO poia MHOTAA OTKPhIBAIOT CBOY MPOCTPaH-
CTBa ISl TIpOBeHeHMs] KaKUX-TMO0 TeMaTUUeCKUX BBICTABOK,
B KOTOPBIX MTPEACTaBJSIOTCS Pe3y/IbTaThl X HENOoCpeACTBEHHO
paboThI.

B skcTpaBepTHOM IPOCTPAaHCTBE My3esl HAXOHST CBOe BO-
TJIONIEHNe Cieaytone GyHKIUN:

— T'yMaHUCTUYECKasl;
— MIMMJKeBO-CUMBOIMYECKast;
— HKOHOMMYECKast GyHKIN.

[Mociaemusist GyHKIMS B JAHHOM KOHTEKCTe MaJjio MHTepecHa.
B mepBbIX OBYX B pasHOii cTeneHu 1 hopme perpeseHTali Bbl-
PaKeHO 3CTeTMYEeCKOe Havajo. B r'yMaHMCTUUYECKOI (PYHKIIMM
3CTETUUYECKOE IIPOSIBSIETCSI Pas/IMUHbIM 00pa3soM, B YACTHOCTH,
(dbopMupoBaHNMM KYJIBTYPHOI CpeIbl U ee 3CTeTU3alni, B KOTO-
pPyI0 BIMCAH My3ei, B 3CTETM3alMM SKCIIO3UIIMOHHOTO IIPO-
CTPAHCTBA, B MOC/IeHEE BPEMS YacTO B pa3BeKaTelIbHOM 3Jie-
MEHTe, CBSI3aHHOM C CO3[JaHMeM MPaKTUKO-OPUEeHTUPOBAHHOTO
MY3e/fHOr0 MPOLYKTa, KOTOPbIN B UMC/Ie TIPOYEro CIIOCOBCTBYET
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aKTMBU3AIMM TBOPUECKOTO Havasia B Cpefie moceTUTenein myses,
OTYacCTH, IpeBpallasi ux u3 cosepuaresneii B akTOPOB.

B uMumKeBO-CMMBOIMYECKOV (QYHKIMM MYy3€iHOI [mesi-
TEJIbHOCTY 3CTETUYECKOE MOKET ObITh «3allakKOBaHO» B 00pa3-
HOIl ¢dopmMe CMMBOJa, 3HAKA, Yepe3 KOTOPbIil TPaHCAUPYETCS
obpa3 rocymapcTBa, peruoHa, roponua, HaIMOHAIbHOM KyJbTY-
PBI U T. I. DTO CIIOCOOHOCTh BBbI3BIBATH DS, aCCOLIMALIVIA uepes
My3elHbI TpOnyKT. My3elHblil MPOAYKT B 9TOM OTHOUIEHUN
MMeeT YHUKAIbHYI0 BO3MOKHOCTb MMOPOKAATh KOHKPETHbIE 1ie-
MOYKM 006Pa30B U 3aKPEIVISTh UX B OOIIECTBEHHOM CO3HAaHUM,
HarnpuMmep: TpeTbsKOBCKas ranepess — Mocksa — Poccums.

VIMuiskeBO-CUMBOIMYECKast QYHKIMS comericTByeT hopmmu-
POBAHMIO ¥ TOAAEPKAHMIO OOIIECTBEHHBIX I[€HHOCTEN, MOofe-
Jelt moBeieHMs U obpasa XU3HU, B HUX HAXOIUT CBOE OTpaske-
HMEe MIUPOKUI CIEKTP ICTEeTUYECKUX I[€HHOCTEll U BKYCOBBIX
npenmnouTeHuit. ViMumskeBo-cMMBoOMMUecKast QyHKIMS My3es] —
B&)XHbBII1 MHCTPYMEHT BXOXIEHUSI B MUPOBOE KYJIbTYPHOE IpO-
CTPaHCTBO.

Mpennaraemas kmaccudukanyst GYHKUMA TPUUMHHO-00Y-
CJIOBJIEHA CUCTEMHBIM MOAXOAOM. Henb3sl BBIWIEHUTb OLHY
13 QYHKIMI ¥ Ha ee 6ase CTPOUTH MOIETb PAa3BUTUS My3es.
Mogens mMy3est TOMKHA 0a3MpOBATHCI HA MEKAMCLUMUILIMHAD-
HOM nogxone. CeromHsIIHMe My3eu BCTPOEHbI B 6ojiee MMUPO-
KUt COUMaNbHBI KOHTEKCT, B KOTOPOM OHM B3aUMMOAENCTBYIOT
¢ obpa3oBaHMEM, SKOHOMMKONM, TOPOACKMM IUIAHMPOBAHMEM
U OpyruMu chepaMy YeJI0BeUeCKoi messTesbHOCTM. My3sen Bcex
npoduieit ¥ TUIIOB MOTYT M HO/KHBI BHOCUTb CBOM BKJIa[
He TOJIbKO B pasBUTHE OOIIECTBa, MOBBIIIEHE YPOBHS U Kaue-
CTBa >XM3HU, HO U B Pa3BUTHE ICTETUUYECKOTO BKyca U 3CTETU-
YeCcKUX UAealioB COBPeMEeHHOro yenoBeka. IIpakTukam oTeye-
CTBEHHOM MY3€elHOJ IesITeIbHOCTU BaKHO MOHSITh, UTO My3e€,
TpeBpamasiCh B CyObeKT PbIHKA, HE JO/KEH BXOAUTH B aHTAro-
HM3M C My3€eM KaK COLIMOKYJIbTYPHBIM MHCTUTYTOM. MOXXeT
OBITb B KOHKYPEHTHOJ cpefe, COTPYIHMKM My3esl vaile GymyT
3ayMbIBAThCSI M UCKATh pelleHus] B BOIPOCe IOCTVKeHUsT Oa-
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JIaHCa MEXOY IIPparMaTmMdeCKm He3aMHTEPECOBAHHBIM U IIpar-
MaTHU4YECKM 3aMHTePEeCOBAHHBIM OIIBITOM.
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IRINA KHANGELDIEVA!

MODERN MUSEUM IN THE CONDITIONS
OF COMPETITIVE ENVIRONMENT:
TRANSFORMATION OF FUNCTIONS AND
PRINCIPLES OF ACTIVITY

Museum: Sunday residence of the masses. Modified.
V. Lorantz.

If you think carefully, the supermarket is also something

like a museum.
A. Warhol

Abstract

The article is devoted to the peculiarities of the functioning of modern
museums in a competitive environment and its impact on the main
functions of the museum.

Key words

Museum, museum functions, client-oriented model, introverted and
extrovert museum functions.

Over the past three decades, the Russian museum has gone

! Irina Khangeldieva — Doctor of Philosophy, Professor, Lomonosov
Moscow State University, Faculty of Pedagogical Education,
Department of History and Philosophy of Education.

185



through a very difficult path: from a sharp drop in interest in it
at the time of the beginning of market reforms to a new wave
of reviving the need for various museum practices, in other
words, there have been dramatic social changes. Similar
processes are characteristic of the entire post-Soviet space.
What can be said about the situation in developed countries.
The decline in interest in museum practices in the post-Soviet
space occurred against the backdrop of the world museum
boom. The museums of Europe and the USA were in demand
more than ever, which continues to a certain extent today. New
momentum is gaining museum initiatives in the Middle East,
in particular the UAE, as well as in China, where fundamental
changes are taking place in this direction. The influence of the
western museum and exhibition traditions, including the
intensive development of the art market, is significantly
increasing. Western and a number of eastern museums, being
an integral part of market relations, are developing very
dynamically.

The International Council of Museums' designates
a museum as a «non-profit institution in the service of society
and its development.»> Under market conditions, its laws
operate universally in the commercial and non-profit sector.
Elements of correction arise under the influence
of macroeconomic factors in specific local spaces.

Variable macroenvironment all over the world leave an
imprint on the models and principles of museums, complicating
them with specific circumstances. The changes concern not only
the conceptual models of museum activities, but also specific
work with the audience on the provision of museum services.

1'ICOM International Council of Museums is a non-governmental
professional international organization established in 1946.
2 Article 2, paragraph 1 of the ICOM Charter

of 1995 www.icom.org.ru
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Working with the target audience comes to the fore
in a competitive environment.

By the time of our reforms, the post-industrial society
entered the period of information transformations, and a little
later they were complemented by digital transformations.

The museum practices were influenced by the processes
of globalization and globalization, multiculturalism,
supplemented by the search for new forms of identity,
unification in various configurations. New generations have
appeared: «X», «Y», «Z», for which the virtual world, including
the museum world, is often closer and clearer than the real one.
Large museums digitized a huge number of artifacts and
presented them in the public domain. Along with this, all the
famous museums have created many virtual tours. Museums
in the Internet era have become more accessible. There has been
a change in social norms of behavior, images and lifestyles, and
a request has emerged for various forms of individual recourse
to museum practices. For the first time, museums of the world
presented such a unique product as «Night of Museums», which
was later picked up by representatives of various fields
of creative activity.

It is well known that industrial society was more focused on
the consumption of goods, and post-industrial — on the
consumption of services. Leisure time has become an extremely
important factor for modern man. The amount of leisure time
for residents of developed countries is only slightly inferior
to working time and tends to increase. In terms of value and
attractiveness, leisure has become increasingly noticeable than
the attractiveness of work (many people prefer to earn less, but
have more free time). The increase in leisure time has led to the
development of new sectors of the economy, an extensive
leisure infrastructure. Modern leisure is not idle inaction, but
a change of various forms of active and interested pastime.
Leisure is self-sufficient, self-sufficient. These are new
opportunities and conditions for self-realization, often creative
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expression!. A fundamental change in attitudes toward leisure
is evidence of the onset of a civilization of the same name.
Representatives of the post-industrial society crave
impressions, it is no coincidence that the economy of leisure is
often called the economy of impressions. In the very concept
of the economy of impressions, the emotional component is
emphasized, the impression is interpreted as emotional
pleasure. In the leisure pleasure is almost always laid aesthetic
effect.

As a result of the transformations that took place in the
post-industrialism period, fundamental changes began to sprout
in the field of museum practices. This affected the modification
of functions, principles of space organization and aesthetic
parameters of the atmosphere. They have become much more
diverse. Traditionally, «the main functions of the museum are
representatives of the national school of museology called, as
a rule, the collection, documentation and storage of objects, as
well as the educational function»?. Such a historical concept
of the development of the museum is based on the social
function of the museum in a society that combines elements
of the archive, the research and educational center. However,
such a structural organization does not provide for the
consideration of the museum in the context of the market, does
not take into account the applied aspect of the museum activity.
Meanwhile, today it has a wide demand and significantly
enhances the competitiveness of museums. This concept does
not take into account the aesthetic component, which
in modern circumstances in any museum practice must
necessarily be present in various forms of manifestation,

! Dumasedie, J.R. Towards a civilization of leisure // Moscow University
Bulletin. Series 12. Socio-political research. No. 1. 1993.

2 Bezzubova, O.V. Some aspects of the theoretical understanding of the
museum as a cultural phenomenon // Museum Triumph? SPb., 2005. P. 6
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regardless of the profile of the museum. The aesthetic factor is
a universal factor in museum activities. It is present as an
element of creative perception of the entire context of the
exhibition, including its special atmosphere, as well as
in experiences of interactive practices, in which the museum
visitor is able to enjoy.

For a long time for non-artistic museums, the aesthetic
function has been marginalized. She did not attach much
importance, almost did not mention that it is not the right
position. Sometimes, aesthetic function in a hidden form is
realized in any museum: through the architectural structure
in which the museum is located, the interior design of its public
space, the concept of organizing the exhibition area, the
exhibits that carry the spirit of the times and many other
moments. Today, due to the rooting of the aesthetic expansion
trend, its presence in museum practice is actualized through
interactive-creative and game forms of interaction between the
museum and the public.

Under the influence of new circumstances of market being
in the museum environment there were significant
transformations:

— the hierarchy of museum functions has changed;

— developed a need for new types and forms of museum exposition;

— there was a reorientation of the principles of communication with
an emphasis on the function of the organization of leisure.

Ponb The role of museums shifted from the political and
social to the economic and cultural sphere, where the aesthetic
beginning acquired a new more significant status.

Under the conditions of civilization of leisure, the museum
as a social institution had a whole range of competitors with
which the museum needed to enter into a contest for the public.
If Western museums have existed in this context for a long time,
then Russian museums have experienced elements of the
market shock impact for a short time. Russian museums, both
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metropolitan and regional, mastered the market circumstances
in stages and with great difficulty.

A. Dolgin proposes to highlight in the museum practice two
main types of functions: introverted (storage, study), and
extraverted (representation of the results of the museum’s
activity to the public)!. Traditionally introverted functions are
implemented in a non-public space, extroverted functions are
implemented in a public one. It is in it that the visitor, as a rule,
received the maximum pleasure and satisfaction of his requests
of a wide range. But lately, a visitor in a number of museums
more often began to fall into the backstage of the museum,
previously hidden from him. Thus, there was a partial expansion
of the public space, and museum visitors were able to get
additional impressions not only from the expositions presented
to the survey, but also from samples stored in the depositories.
In the introverted space of the museum is mainly focused on the
activities of museum staff. Here the following museum
sociocultural functions are realized:

— preservation;

— documentation;
— research;

— heuristic;

— security;

— informational.

The museum organization, which is limited to the above
functions, as a rule, rarely works with visitors and is
a sociocultural institute in its pure form. It is an introverted
type and most often is occupied with internal corporate affairs,
solves problems for other museum structures, and possibly
other legal entities and individuals (carries out examinations,
restoration works, conducts research activities of various kinds,

! Dolgin, A. Capitalization of the Sacred // Museum and Personality. M.
2007. P. 15.
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informs the museum community about certain innovations or
events...) An example of such a museum could be the All-
Russian Art Research and Restoration Center.
Academician I.E. Grabar Museums of this kind sometimes open
their spaces for holding any thematic exhibitions in which the
results of their direct work are presented.

The following functions are embodied in the extrovert space
of the museum:

— humanistic;
— image-symbolic;
— economic function.

The last function in this context is of little interest. In the
first two, the aesthetic beginning is expressed in varying
degrees and forms of representation. In the humanist function,
the aesthetic is manifested in various ways, in particular, the
formation of the cultural environment and its aestheticization,
in which the museum is inscribed, in the aestheticization of the
exhibition space, recently often in the entertainment element
associated with the creation of a practice-oriented museum
product activization of the creative beginning among the
visitors of the museum, partly, turning them from the
spectators into actors.

In the image-symbolic function of museum activity, the
aesthetic can be «packed» in the form of a symbol, a sign
through which the image of the state, region, city, national
culture, etc. is broadcast. This is the ability to cause a number
of associations through the museum product. In this respect,
the museum product has a unique opportunity to generate
specific chains of images and fix them in public consciousness,
for example: the Tretyakov Gallery — Moscow — Russia.

The image-symbolic function contributes to the formation
and maintenance of social values, patterns of behavior and
lifestyle, they reflect a wide range of aesthetic values and taste
preferences. The image and symbolic function of the museum is
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an important tool for entering the world cultural space.

The proposed classification of functions is causally
determined by the systems approach. It is impossible to isolate
one of the functions and on its base to build a model of the
development of the museum. The model of the museum should
be based on an interdisciplinary approach. Today’s museums are
embedded in a wider social context in which they interact with
education, economics, urban planning and other areas of human
activity. Museums of all profiles and types can and should
contribute not only to the development of society, raising the
level and quality of life, but also to the development of the
aesthetic taste and aesthetic ideals of modern man. It is
important for practitioners of domestic museum activities
to understand that a museum, turning into a subject of the
market, should not enter into antagonism with the museum as
a sociocultural institute. Maybe in a competitive environment,
museum staff will often think and look for solutions in the
matter of achieving a balance between pragmatically
disinterested and pragmatically interested experiences.
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MAPUS KO3bSIKOBA'

9CTETUKA MY3EMHOI1 DKCIIO3ULIUU:
ITOCTCOBPEMEHHBII IVICKYPC

AGcmpakm
OnMH U3 cTapeinx MHCTUTYTOB KyJbTypbl — My3€eli, IPOIAS JONTUik

M CTIOKHBIN TyTh Pa3BUTHMSI, 3HAUMTENIbHO TpaHchopmupoBaics. OH
npuo6peTaeT HOBble GYHKIMM, BO3HUMKAET HOBAsi KOHPUrypalus 3c-
TeTUYeCKoro mnossi. Ha ucTopuueckoM MaTepuasie B CTaThe UCCIeAYIOT-
Cs1 3aKOHOMEPHOCTY Pa3BUTHUSI My3€iHOI IKCIO3ULUM, B TOM UUCTIE
M3MEHEHMS B 9KCIO3UIIIOHHOM [M3aiiHe, B OPraHM3alMOHHbIX OCHO-
BaHMSX SKCIIOHMPOBAHMS, B PEXKMME B3aMMOMAENCTBUSI ITyOIUKY C 06Db-
€KTOM.

Kniouegwvle cnosa:

Myseii, «My3eifHOCTb», SKCIO3UIMSI, SKCIIO3ULIMOHHBIN AM3aiiH, KO-
JIeKIVIST, 3CTeTUKA.

Myseit — OOMH M3 CTapeimmux MHCTUTYTOB KyJIbTypbl. ['pe-
yeckuit MmyceitoH — xpam Mys. MycelioHaM1 MMEHOBAIUCh TN -
(aropeiickue moma, B KOTOPBIX KyJbT My3 CUMBOIM3UPOBAII
U MOAep>KUBal HayuyHble 3aHSATUS U ucuienoBaHus: «MycelioH
ObUT TIEPBBIM YHUBepcuTeTOM Mupar. [1, C. 54] Camblit u3BecT-
HbIVI U3 HUX — Myceiion B Anexkcanapumn. Kpome 3an0B g nex-

! Mapusa Kosvaxoea — n.d.H., K.9.H., mpodeccop kabenpst Gumocodmm
" KyJIbTYPOJIOTMM, BbICIiiee TeaTpasbHOE YUMIHIIE
(uHcTtuTyT) MMeHn M.C.IlenkmHa npu Manom Teatpe.
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UMt u gy paboThl, 06cepBaTOPMM M aHATOMMYECKOTO TeaTpa
B 60TAaHMYECKOM U 300JIOTMYECKOM Cay ObUIM COOGPAHBI TIEPBBIE
KOJIJIeKLIMM — PAaCTeHUI U XXUBOTHbIX. C MajieHreM aHTUYHOTO
MHUpa IpeBHUI MYCeiioH ucuesaeT. BO3pOaMBIIMIICS CTONETUS
CITyCTSI I10J, TUM >Xe Ha3BaHueM My3eli cTan XpaHWINILEM IIPU-
POIHBIX U KYJIBTYPHBIX 06b€KTOB — XpaHuTenem Vcropuu, Ko-
TOPOMY CYXXIEeHO ObUIO COBEPIIUTH HONTUI U CIOXKHBINA ITyTh
pasBUTHSL.

My3eii cobupaeT, XpaHUT, SKCTIOHUPYET UCTOPUUECKU U XY-
IO’KeCTBEHHO 3HauMmble apredaxTsl. [Ipsmoe mam ornocpeno-
BaHHOE BO3[I€/iCTBME HA 3TOT KY/IbTYPHbII OGBHEKT BCErma OKa-
3pIBAJIM Pa3HOOOpasHbIE COLMAJIbHbBIE, ITOMIUTUUYECKUE, OOIIe-
KyJAbTYypHble  (akTOpbl. 3HAUUTENBHO BUIOM3MEHUBIINCH
33 HECKOJIbKO CTOJIETUI, My3eliHble MHCTUTYLIUN, TEM He MeHee,
COXpaHSUIM Ha TPOTSDKEHUM CBOEro CyIeCTBOBAHMUS MpUCYIIee
UM CyOCTaHI[MOHAIbHOE SIAPO. VX OHTO/IOrMYecKast CylIHOCTh —
COXpaHeHMe U M0Ka3 — My3elHOCTb, B TOM UMC/IE UCCIeN0Ba-
HMe, pekpealuss M IIPOCBellleHNue, IMO3BoJsIa AedUHUPOBAThH
My3eii B KauecTBe oIpeneleHHOro eHoMeHa KyabTyphl. 1 oHa
OCTaBaJICh B T€UEHME NOJITOr0 BpeMeHU Hen3MeHHOM. OnHako
B HaCTosllllee BpeMs, MOH, BO3MAENCTBMEM MOIIHOTO MOTOKA
TpaHchopManuii MOCTMOAEPHUCTCKOTO TOMKA, PeHOMEH TIPe0d-
paswiicsi, TpaHULbl AAHHON MHCTUTYLMUM YTPATUIU YETKOCTb
ouepTaHuit, OHM UYpe3BbIUaiHO PaCIIMPUINCh, BKIKOUMB MHOTHE
2JIEMEHTBI, OOBEKTHI, CYIIeCTBOBABIIME PaHEe B aBTOHOMHOM
pexxume. Bo MHOTOM M3MEHWINUCh U TPEACTABIEHUS O CAMOM
Ccolep)KaHUM My3es: U3 XpaHWIUILA MCTOPUUECKUX, XyIOXKe-
CTBEHHBIX, IPUPOIHBIX PAPUTETOB OH IIpeBpaliaeTcs B BaKHe-
MM KOMMYHMKALMOHHBIA II€HTP C OOGIIMPHOI IMPOrpaMmoit
IesaTeIbHOCTY, LIeHTP, CIIOCOOHBIV TeHepupoBaTh HOBbIE, Kpea-
TUBHbIE TEHJIEHLIMM KyJIbTYPHOTO pa3BuTus. Myseit «He cocpe-
IOoToYeH Gosiee Ha (peTUMM3AIMM OTAETbHOTO MPOU3BEIEHMS,
a Ha SIBISIEMbIX MPOU3BEAEHUSIMU CTUISX KU3HU U ,,BO3MOXK-
HBIX MMpax , My3eit O/DKeH MpeBpaIaThCst B IEHTP CamMoii pas-
HOOOpPa3HOM, CBSI3aHHOW C MCKYCCTBOM JIeSITeTbHOCTU». 2]
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B pesynbTaTe mogo6HOT0 pasBUTHSI TOCIIOACTBYIONIEH cTaia
MHOTOBEKTOPHAsl OpPMEHTalMsI MY3eMHBbIX MHCTUTYLUI, TIpU
KOTOPOJ aKIeHT UX HEeSITEIbHOCTY MePEHOCUTCS U3 chepbl My-
3eepuKkanuy B obIIeryMaHuTapHyio chepy. IIpy 3TOM BakHel-
masi 4acTb My3eMHOT0 KOMILJIeKCa — IKCIO3UILIMOHHAs — TaK-
K€ KOPEHHBIM 006pasoM TpaHchOpMMUpOBaaach. VM3MeHSIOTCS
(opmbl, MeTOmBI, MOIENN SKCIOSUIIMOHHBIX MPAKTUK, UX 1IeJIH,
MHTepIIpeTauusi 6a30BbIX MPUHIUIIOB SKCIIOHMPOBaHMSI. Bo3-
HMKaeT HOBasi KOHOUrypalusi 3CTeTHMYecKoro Imosisi. B arToii
CBSI3M BO3HMKAeT HACTOSITeJIbHAs IOTPeGHOCTh MCCAed0BaTh
3aKOHOMEPHOCTM Pa3sBUTUS MY3EMHON SKCIO3ULUKU, B TOM
yucae M3MeHeHMs B SKCIO3UIMOHHOM [NM3aliHe, B OpraHusa-
LIMOHHBIX OCHOBAaHMSIX SKCIIOHMPOBAHMS, B pPEXMME B3aMMO-
IeVICTBUSI ITyOIUKY C OObEKTOM.

IMocTcoBpeMeHHbIe 3KCITO3UIMOHHbBIE TIPAKTUKU U UX PEXU-
MbI, KaK Ipe[iCTaBJIsIeTCs, Jydllle BCero pacCMaTpMBaTh Kak pe-
3yJAbTAT OIpeeJIeHHOTO 3BOMIOIMOHHOTO Pa3BUTHS, B UCTOPU-
YeCKOM KOHTEKCTe, YUMThIBAsl XapaKTepHbIe uepThl U (POpPMBEI,
CBOJCTBEHHbIE OIpeIe/IeHHbIM MCTOPUUYECKMM nepuogaM. Kaxk-
JIIOMY 13 HUX ObLIa MPUCYIa COOCTBEHHAs MapaaurMa My3eifHo-
ro 3KCIO3ULIMOHHOTO AM3aiiHa, M3MeHEeHMSI KOTOPOi MOXXHO
MPOCAeIUTh B YETKOV XPOHOJIOTUYECKON MOCae0BaTe/IbHOCTH!.
CMeHbI TeHIEHLMI ObUIM CBSI3aHbI C (haKTOpaMy COIMATbHOM,
UIIEOJIOTUYECKOM, MY3€e0JOTMYECKOM U OOIIEeXymosKeCTBEHHO
SKU3HY, GPOPMUPYIOIIVIMY SKCIIO3UIIMOHHOE ITOCTPOEHME.

CobOupaHue mpeaMeTOB POCKOLIM GbLIO MPUCYINE TOCIIOMI-
CTBYIOIIMM KJacCaM B pa3Hble UCTOpUYECKME 3TOXU, HO «MY-
3€IfHOCTb» KaK OCOOBbINi TUIT KOJIEKIMOHMPOBAHMS, OCOObIi
TUIT OTHOIIEHUS K MpeaMeTaM KyJbTypbl BO3HMKAeT CpPaBHU-
TEJIbLHO MO34HO. POCKOIIb B CpegHMEe BeKa BCTpedaeTcs [O0-
BOJIBHO PeIKO M, KaK IPaBUJI0, OHA MMeEET PeIMTMO3HYI0, XpU-
CTOJIOTMYECKYI0 CUTHUMUKAIMIO. DKCIIOHUPOBAHME CUMBOJIOB
BEpbI U JIUTYPTUUECKUX aTPUOYTOB SIBJISIOCH Ba’KHBIM KOMITO-
HEHTOM XpaMOBOT'O CMHTe3a — TaK Ha3bIBaeMoe «IIpOTOMY3eii-
HOe SKCIIOHMpPOBaHMe». 3Oech Bedylleil TeHIeHIMell Oblia
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(byHKIMOHANTBHO-YTUINTApHAS pelylaMeHTalys, a TlepBble SKC-
TO3UITMOHHbBIE TIPMEMBI TpeJiCTaBIeHMsT KO/UIEKIINii McTopuie-
CKUX, €eCTeCTBEHHOHAy4YHbIX U XYOO0KeCTBEHHBIX MPEIMETOB
HOCWJIM 3peUIIHbBIN U OTKPBITHIN XapaKTep.

B smoxy PeHeccaHca MOSIBASIETCS TBIIIHOE, TOP’KECTBEHHOE
U BenudeCcTBEHHOe AeKopupoBaHue. B omimume ot CpemHux
BEKOB TOCMHOJICTBYET HOBBIN B3MISIZ: BEUKONEIHbIE BeIU U UX
KOJUIEKLIMM JTOJKHBI BBITIOMHSITh MPEe3eHTAlMOHHYI0 (QYHKIINIO,
JeMOHCTPUPYS BKYC ¥ MOTYILIECTBO 3HaTU. POCKOIIb UCIOB3Y-
eTcs Tellepb B MOMUTHKE KaK CPeACcTBO yipasieHus. Cobpanus
CKYJIBIITYP, KAPTUH, KePAMUKU TIPEJICTABISIN CO00i1 HEOTheM-
JIeMYIO 4acTb HOBOTO 00pa3a skuM3HM. MHOTME U3 UTATbIHCKUX
KHsI3el/i M3BECTHbl He TOJIbKO KaK ITOKPOBUTEIU MWCKYCCTB,
HO ¥ KaK KOJUIEKIIMIOHEPbI, B TOM YMC/Ie TIPeNCTaBUTeN haMu-
auit Menwuu, Tonsara, a’dcre, MoHTedenbTpo. JlopeHiio Me-
Ou4y, Hampumep, obiajan 3HAMEHUTOl KOJIEKIMeil MOHET,
KaMeil M MepaJieil, a Tak)ke BeJIMKOJIEIHOM 6ubnaorexoit. ITo-
IOOHOe 9KCIIOHMPOBAaHME ObUIO OPTaHMYECKM CBSI3aHO C AEeKO-
pPaTUBHBIM aHcaMO6JIEBBIM ITOCTPOEHMEM: IepBast opMa apxu-
TEKTYPHOTO IIPOCTPAHCTBA — Tajieper 06ecrieumBaIy yaOOHbIN
" GYHKIMOHAIBHBIN TTPOIleCC 0CMOTpA.

B snoxy Bo3poskaeHus MOSIBISIIOTCS ITepBble My3€M- KYHCT-
KaMepbl — «KaOMHETBhI MCKYCCTB», «KaOMHEThI pegkocTeit». Mx
TosIB/IeHMe TMOATOTOBW/I HauaBIIMiACS B 310Xy PeHeccaHca MH-
Tepec K aHTUYHOCTM, U3y4yeHMe ee TIMCbMEHHBbIX U IpeaMerT-
HbIX MCTOYHMKOB, OCBOEHME HAIMOHAJIbHBIX KYJIbTYp, Ilombop
9KCIIOHATOB 3aBUCET OT BKYCOB, MHTEPECOB BJIafeNblieB: KpU-
TepusIMM BBIOOpA SIBJISVIMCh KaK XYOOKECTBEHHbIE TOCTOWH-
CTBa, KpacoTa MM PegKOCTb, TaK U TEXHUYECKUE WM Hay4YHbIe
OOCTUMKEHMSI, a TakKe BCEBO3MOXHbIE IIATOIOTMU. Pamom
C KapTMHaMM MOIJIM BBICTABJSTbCS MHCTPYMEHTHI, PSIOM C Ba-
3aMu — ueperia. Cob6paHusi KYHCTKaMep IO3BOJISUIU «IIOYYaTh,
pasBiieKkasi», YTO COOTBETCTBOBAJIO UAESIM 3IOXMU.

VYenexy HayKy 0Kas3ajiy B JajibHelIeM 3HaUUTeNIbHOe BIUSI-
HMe Ha pa3BuTue myseriHoro gena. C XVIII B. yHuBepca/lbHbIe
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My3eM YCTYMalT MeCTO CIelVaJU3UPOBAHHBIM KOJIIEKIIVSIM,
My3eii obpeTaeT HOBYIO QYHKIIMIO HAyYHOIT JabopaTopuu. IIpo-
rpecc B HayYyHO cepe 1 OTKPHITUSI B €CTEeCTBO3HAHMUM OTIpe/ie-
JISTIOT ~ 9KCTIO3UIIMOHHBIN BBIOOD, OTMpENENeHHbBIM 06pa3oM
CTPYKTYPUPYIOT NIPOCTPAHCTBO My3es. Komiekuum cocTaBisitoT-
Cs1 U3 ONHOPOIHBIX 00BEKTOB, MPUHAIJIEKAIINX K ONpeneneH-
HOV cdepe, OHM TOMYYAIOT COOTBETCTBYIOIIEee OdoOpMIeHME,
Oy[Ib TO MMHEPAJIOTYSI, apXEOJIOTUS VJIU JKUBOTIMCHBIE TTPOV3BeE-
JIeHUSI.

B HoBoe BpeMS$l MOCTENEHHO CKJIaAbIBAJICS TapMOHMUYHBINI
9KCITO3ULIMOHHOTO aHCaMOJIb B MHTEpPbepe e€BPOIEiCKUX TBOP-
uoB. OH cTpow/icsi MO NPUHIMUIY KIaCCULIUCTUUECKUX MHTE-
PbEpPHBIX CXeM: IVIaBHBIMM KOMITO3ULIMOHHBIMM TMPUHLUMUIIAMU
OB CUMMETPUS, OCEBOE PACIIONIOKEHME SKCIIOHATOB, BU3Y-
aJbHOEe paBHOBecHe 0ObeMOB, IIMajepHast WM KOBpOBasl pas-
BECKM TIPOM3BeNeHMUIT UCKyccTB. Hanbonee MHTEPECHBI B 3TOM
IJIaHe JBOPLIOBbIE MHTEPbEPBI eBpoIeiickux cronnul, — Ilapika
n JlougoHa, CaHkr-IleTepbypra, BeHbl.

XIX B. [0 mpaBy MOJIYYMJI Ha3BaHMe «BeKa My3eeB»: VHTe-
pec K UCTOpUM CTUMYIMpoBasa 3moxa IIpocBeleHus ¢ ee pac-
MIUPUBIIVMCST KyJIbTYPHBIM TOPU30HTOM, KOTOPBI B TOITHOM
Mepe NPOSIBWICS B CJIEAYIOIIEM CTO/eTUM. XapaKTEPHBIM SIBJIE-
HMEeM MepBoii moaoBMHBI XIX B. cTaysio GopMupoBaHMe SKCIO3U-
LIMOHHOJ Ccpelbl B CUCTEME HEOK/IaCCHMYEeCKOrOo KaHOHA, 4To,
B CBOIO OUepeb, CBSI3aHO ObIIO C JOMUHMPOBABIIMM B 3TO Bpe-
MSI aMIOMpPOM, C CO3JaHMEM MHTepbepHOii aHcaM0j1eBoil apaH-
SKUPOBKY JBOPIIOBBIX COOpaHMIA.

Bropas nonosuHa XIX B. 03HaMeHOBa/IaCh CTUMM3ALMOHHBI-
MM MHTEHLMSIMU, SKJIEKTUYHOCThIO SKCITO3ULIMIOHHOTO ITOCTPOe-
HMSI, IONIBITKAMY PEKOHCTPYKIMM YTPAUeHHOTO UCTOPUYECKOTO
KoHTeKcTa. O6IIecTBO 6bIJI0 OXBAaUEHO MaHMe MCTOpU3Ma: MO-
Jla Ha TOT MJIV MHOJ MCTOPUYECKUI CTUIb BO3HMKAIA C HEOObI-
yaiiHoii nerkocTplo. [3, C. 183] OHa oxBaTmiIa COCTOSITE/ILHYIO
My6aMKY HACTOJMBKO, UTO M YACTHBIE XWIMIIA TPEeBPallaIicCh
Kak Obl B MaJIEHbKME MY3€eH, IIe Me6esb, MHTepbep ObUIN CTUITU-
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30BaHbI MO ONpPeAeIeHHYI0 30Xy (TaK Ha3blBaeMOe BUKTOPU-
aHCKoe xuinie). XyAoXHUKYU MbITAIUCh BOCIIPOU3BECTU B UH-
Tepbepe, B JeKOpalusX OTHe/lbHble 4epThl U (GOPMBbI TeX WU
VMHBIX MCTOPUYECKUX CTUJIEH, MPOU3BOIBHO U OeCclopsiIOuHO
CMeIIMBAIOT TOTUKY, peHeccaHc, 6apoOKKO, POKOKO. DJIMTa CTajia
JCKaTb 1O Bcel EBporie U CKymaTh MOAJAMHHBIE UCTOPUYECKME
PEJIMKBUM: MacCCUBHYIO GPOH3Y, CTapMHHbBIE TOOe/IeHbI, MeOeb,
SKMBOTIUCH U CKYJIBIITYPY ITPOC/IaBI€HHBIX MaCTEpPOB.

Vi3meHsieTcs KOHQUTYpaLysi My3eifHOTO MPOCTPAHCTBA, ero
BocrpusiTe. MHOXATCS TIPOEKTbI «MAeaTbHbIX My3€eeB», CTPOU-
TEeJbCTBO CIIEIMaJbHBIX KOMIUIEKCOB CTAaHOBUTCSI TIPUMETOI
BpeMeHN. [IpocTpaHCTBeHHAs OpraHM3anysl My3es AO/DKHA ObI-
Jla BBIPAXKaTb UIEU UCTOPUYECKOTO pasBUTUS, CBSI3U BpeMe-
HM — TIPOIJIOTO, HACTOsSIIero u Oymymiero. TopskeCTBEHHBbIN
BXOZ, B My3€ii, ero mopTaa JO/KHbI ObIIM BOCIIPMHUMATBCS KaK
MPOCTPAHCTBO Mepexofia U3 HACTOSIIEro B MPOIIoe, YTO Mpef -
10J1arajio JMHEMHOCTb OBVKEHMSI C TOUYKOI Hauvajla M TOUYKOM
KoHIa. B XX B. sTa cxema Bce 6ojiee HaUYMHAET Pa3sMbIBAThCSI,
TOCKOJIbKY €BPOTOIeHTPUCTCKME KOHLEIThI TMHEHOTO pa3Bu-
TUSI 4YeJl0oBeuecTBa CMEHSIOTCS UIEesIMUM O CaMOCTOSITEbHOM
Pa3sBUTUM JIOKAJTbHBIX LIMBUIMU3ALINIA.

®dopMupysicb IepBOHAYaIbHO KaK IBOPLOBble KOJIEKINH,
XymoskecTBeHHbIe My3eu XIX B. MOCTeNeHHO MpUOo6GpeTarT CTa-
TyC COLMAJIbHOTO MHCTUTYTAa — SKCIO3ULMIA, OTKPBITHIX I
my6amky. TakoBa MCTOPUS MapMKCKOro JIyBpa, MagpUICKOIrO
[Tpanmo, mockoBckoi Opy>keliHOM MmanaThl; B 3TOT HEePUOT, CO37a-
torcst HannonanbHas ranepesi B JlongoHne, Ctapasi IMHAaKOTeKa
B MioHXeHe U Jpyrue BCeMUPHO M3BeCTHbIE XyI0KeCTBEHHbIE
my3en. [Tocie smoxu GypsKyasHbIX PeBOJIOLMIA pa3sHOOOpa3HbIe
KOJIJIEKIIUM CTAHOBSITCS OOCTYIIHBI IMIMPOKOI ITy6nKe — My3eit
JeMOKpaTU3UpyeTcsl. Bo3HMKaeT HeO06XOAMMOCTh OObSICHEHMUS
TpeJiCTaBJIeHHOT0 MaTepuana, TOSBJSIOTCS 3KCKYPCOBOMbBI
U 3KCKYPCMOHHbBIE MapuIpyThl. B mepuon pomMaHTU3Ma aHTUY-
HOCTb TIlepecTaeT BOCIPUHUMATBLCS KaK eqUHCTBEHHBIN
M HelpepeKaeMbIM oOpaser, KyJbTypbl, APYrue SMOXU U LUBU-
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JU3alMY IOTECHWIM ee, OTBOEBBIBAs IMPABO OBITD MPEICTaBIEH-
HBIMU B €BPOTEeiCKUX My3esX.

My3eitHoe CO3HaHME CIEUMUATUCTOB U MYOIUKU, «MY3eii-
HOCTb» OKOHYATeJNbHO GopmupyeTcs: B Hauane XIX B. mofm [o-
MUHMPYIOUIMM BAUSHUEM MAEN MUCTOpU3MA. DKCIIO3ULIMOHHAS
3CTeTUKA B AyXe «BOCCO3JaHMS MPOIUIbIX 3TI0X» BbIpasmiia Ia-
(oc My3eifHOTO CTPOUTENBCTBA, JIETUTUMMUIUPOBAB B OOIIE-
CTBEHHOM CO3HAHMM TMapagurmMy mysesi Kak xpama Hayku. Pe-
HOMEH My3esl B €ero COBPEMEHHOJi TpaKTOBKE II0JHOCTBIO
CKJIa[IbIBA€TCSI MMEHHO B 3TOT IEPUOJ, AOMOJHSS KOJIEKLM-
OHHbIEe, pelpe3eHTaTUBHbIe GYHKIMM ITOTO MHCTUTYTA Hayy-
HBIMM U 06pa30BaTeIbHBIMU.

[locTeneHHO, OBHAaKO, TMOSBISJIOCH HeKasl YCTalIOCThb
OT 'PaHIMO3HBIX NIPOrPaMM MYy3eiiHON JesTenpbHOCTU. Kak cky-
moit y A. IlymkuHa, mepe6upaloT OHY CBOM HECMETHbIE COKPO-
BUILA, U TIpeBpalasi CTONeTUsI UCTOpuUM B aHUIaAbI 3a/10B. My-
3eM TOrO BpPEMEHM Kas3aauChb MHOTMM IIPOCTO IbLIbHBIMU
Y CKYYHBIMM XpaHWIUILAMU APeBHOCTEN. A. me JlamMapTUH BbI-
pasuiI 9TO B CBOEI U3BeCTHO dpase: «MHe Hafoeau My3en, 5Tu
KIaAbuIa UCKYCCTB». BbickasbiBaHMe JlaMapTuHA MPUITOMHUI
X. 3emyibMaiip B KHUre «Yrpara cepeiyiHbl» CHe/laB ee TeM ca-
MBIM LIMPOKO U3BECTHOIA. [4]

B XIX B. BCTpeya CTaporo M HOBOTO MCKYCCTBA B MYy3esX
MIPOMCXOAMIA PEeIKO, TTOCKOIBKY My3ey He cOOupanu U He SKC-
TIOHMPOBAIM TBOPUYECTBO CBOMX COBpeMeHHMKOB. OHM MOJBep-
rajii COMHEHMIO My3elHYyl0 3HauMMOCTb MX ITPOM3BEIEeHMUI:
TOCTIOACTBOBAJIO YOEXKIEHMe, UTO UX TBOPEHMS O/DKHBI ObUIM
MIPOVATY MIPOBEPKY BPpEMEHM, OTCTOSIThCS, CO3PETh, KaK CO3peBa-
€T MapoOuYHOe BMHO. JIMIIb UCKYCCTBO APEBHMUX 3IMOX ObUIO JI0-
CTOMHO OKa3aTbCSl B MY3€iHOI SKCIIO3MLIVM, Mpuobperast Ta-
KuM 06pa3oMm cTaTyc obpasia

C ppyroii CTOpOHBI, CaMO HOBO€ MCKYCCTBO, aBaHrap[
He MPOCTO KPUTUYECKU, HO YHUUVDKUTEIBHO OT3bIBAJIUCH O MY-
3eepuKkanyy, NOCTATOYHO BCIOMHUTHL JIO3YHIM (QYTYpUCTOB,
MPU3BIBABIINX CKUTATh My3€M, 4a M 3a04HO 3aChllaTh KaHabl
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BeHernyn mau ske uaeu gagausma o BeamMkom HUUTO. 3HAMEHU-
Thiii M. [I1o111aH, co37aTesb He MeHee 3HAMEHUTHIX 3MaTasKHbIX
npousBefeHuit tuna «@DoHTaHa», K KOHIY XM3HU yOemuscs
B TIETHOCTYU MUIEIHOY 60PHObBI C TPAOULIMOHHBIMU KYJIbTYPHbI-
MM MHCTUTYIUSIMU. WHCTUTYIMOHAAbHBIE (DOPMBI OKa3aauch
HEKOJIEOMMbI ¥ CBOIl BOCBMUAECSITUIETHUI I00M/Ieil OH OTMe-
yajI IepCcoHaIbHOI BhICTaBKOI B ®unagenbhuiickom Mysee.

Tem He MeHee, HUCIIPOBeprasi TPagUIIMOHHBIE LIEHHOCTH,
npencraBuTeny aBaHrapga yke B 1910-1920-e. rr. parosanu
3a CTPOUTENBCTBO MY3€€eB, MPegHa3HAaYeHHbBIX [JI1 HOBOTO MUC-
KyccTBa. Tak, ¢ Mogo6HOI Maeei Ha 3aceJaHuy TIETPOrPaCKOIi
MyseitHoii KoHbepeHuuu (dbepanab 1919 r.) BeicTymn B. Kan-
IuHCcKuit. OH mpenjaraa ycTpouTb B Poccun mysen >KMBOIMUC-
HOV Ky/JbTYpbl [Ji1 3KCIIOHMPOBAHMSI TIPOM3BeHeHUl JIeBOro
(dbpoHTa MCKyccTB. ATa Uaesi oKasajach IJIOJOTBOPHOI: TO3M-
Hee, NEelICTBUTENbHO, My3€M HOBOI'O MCKYCCTBA CTaJIi BO3HM-
KaTb B Poccun.

BakHerlimei cTpaTernueckoil 3ajavyeii My3eiHO U BbICTa-
BOYHOJ pabOThl CTAHOBUTCS MOEONOTUS — Wes MPOTUBOIIO-
CTaB/ieHMSI CTApoOr0 UM HOBOTO peXMMa, TOPeBOIOIMOHHOIO
¥ TIOC/IEPEBOJIIOIMOHHOrO0. JTa TeMa MOTUMHSIET cebe BCIO CU-
CTEeMY SKCIIO3UIIVMOHHBIX IIporpaMmM. Myseu [TOJKHBI ObLIU
CTaTh MOHSITHBIMY, HATU OGIIMIL SI3BIK CO CBOMM HOBBIM, MaJIO-
00pa30BaHHBIM 3pUTENIEM, KOTOPbI, OIHAKO, CTAT XO3SIMHOM
cBoeit cTpaHbl. EMy HY)XHO OBLIO TaK ITOKAa3aTh 3KCIIO3UIIAIO,
yTOOBI OH €ee TMOHST U UTOOBbI «eMy 9TO MOHPABUJIOCh». B 3TOIk
ajanTallMM K 3PUTENIbCKOMY BOCIPUSITUIO UM COCTOSIA CIIOXK-
HOCTb, KOTODYIO TIPUONOJENM TIPYM TIOMOIIM OOpaleHus
K (OJNIbKIOPHBIM TMPUHLIMIIAM UM MOTHMBaM. DOpPMBI U XymoxKe-
CTBEHHbIE MIPMeMbl O6bIIM 3aMMCTBOBAHBI Y IPMapKy, MacCOBOTO
TY/ISTHBS, 6asaraHa — TO €CTh OTVIMYAJIMCh ITPOCTOTO, He3aMbIC-
JIOBATOCThIO, Jlake HAMBHOCTHIO, U ONHOBPEMEHHO — TIpas[i-
HUYHOCTBIO, SIPKOCTHIO, 3MOLIMOHAJIBHOCTHIO. VIMEHHO TaKoii
KOJIOPUT MOT OBbITh BOCIIPUHST TIOAABJISIONIEl Maccoil HOBBIX
MoceTUTeNel, XOPOLIO 3HAKOMBIX C SIPMapO4HOli MacCOBO¥A
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KyJbTYpOil U BiAageomux ew. HapsgHOCTh, SIpKOCTb U TIpasf-
HUYHOCTb BBICTABOK KaK ObI ITPOTMBOCTOSI/IA M IIPOTUBOIIOCTAB-
JIS1aCh TPYAHOV M TIOMHON JUILEHUI XKU3HU JIIoJleli ocaepeBo-
JIIOIMOHHOTO nepuona. Y uMeHHO 06pasHOCTb, IPa3gHUIHOCTD
BBICTABOUHOJ 3KCIO3UIUU TIPUAABAIM My3€el0 TOXOTUUBOCTbD,
MIPUTATUBAIU TTIOCETUTENIEN — AOXOAUNBOCTDb U IIPOCTOTA, KOTO-
pasl Mopo¥ rpaHMuYMIa C KUTUYEM, O YeM CBUAETEIbCTBYET, Ha-
puMep, Ha3BaHME OJHOI 13 BbICTABOK CBOero BpeMeHu: «Ka-
Kyie IUTSITIKY JII00MIa HOCUTD OYPIiKyasusi».

[Tpo6ieMbI CTPOUTENBCTBA MY3€€B COBPEMEHHOTO MCKYCCTBA
CTaIM aKTyaJIbHbIMM UM Ha 3anage — B 1930-e rr. MosiBaAsSeTCS
60JIBIIIOe YMC/IO ITPOEKTOB, B TOM UMC/Ie CBOU ITPEIJIOKEeHMsI BbI-
IBUTQJIM TaKue KPYIIHbIe apXUTEKTOpbl, Kak Jle Kop6io3be, B.
I'portminyc, JI. Muc BaH gep Poe. ITpoekTbl 6bUIM Ype3BBIYAIIHO
pPa3HOO6GpPa3HBIMM, B HUX OTCYTCTBOBAJIA MAES] CTUIMCTUYECKOTO
eIMHCTBA MY3eiHO apXUTeKTyphbl, XapakrepHas 1 XIX B.

HoBusHa comepskaHus TpeboBaga OOHOBJIEHMST SKCITO3ULIV-
OHHOTO BbIpakeHMs. HoBaliyu MOXKHO MPOCIEOUTb B HAJIMYUU
KOMITO3UIIMOHHOM PEXKMUCCYpPbl; B BBIAEIEHUM TeMaTUUeCKUX
30H B 3aJ1aX; B OpraHu3anuy MapupyTa npu MoMouu BeayIiunx,
Haubojiee 3HAUMMBIX U 3(P(PEKTHBIX 3KCIIOHATOB; B CO3TAHUMU
BBIPA3UTEIbHBIX CPENCTB, COEMaHHbBIX CIElNMaTbHO K AAaHHOI
akcrosuuuu. [5] B chepe aBaHrapmHOro MCKYCCTBA 9KCIIO3ULIMUS
CpalllMBaeTCcsl C cCaMMM IIpOM3BeleHMeM B >kaHpax IOI-aprTa,
OIT-apTa, CTAaHOBSICh HEe TOJIbKO ()OPMOJi ero pelpe3eHTalu,
HO ¥ (GOPMOJi BBIpasKEeHMSI, TATOTESI K CTAHKOBU3AI[ M.

B nepBoit nonoBuHe XX B. MPOJO/KAETCS MPOLLECC HAYUHO-
ro U3yueHus KOIeKIuii, uX cucremMatusanus. Ha repsblii TiiadH
BBIIBATAETCS CaM 3KCIIOHAT, YTO O6YCJIOBMIO OJHOBPEMEHHO
yTpaTy MHTEepeca K XyA0XKeCTBEHHOMY O0hOpPMJIEHUS CPEedbI, OT-
Kas OT ee 3CTEeTUYeCKO OpraHu3aLun.

151 3KCTIO3UIIMOHHOTO KOMIIJIEKCa XapakTepHOl TeHOeHIIV -
eil CTaHOBUTCS BHeIpeHMe YHUGDUIIMPOBAHHBIX CUCTEM MOAY/Tb-
HOTO O06OpPYZOBaHMSI, MOOMIbHBIX SKCIIO3MIMOHHBIX IIOJIEt,
a Takke CO3[aHMe <«HENTPaJIbHOrO IIPOCTPAHCTBa», TO €CTh
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Ype3BbIUATHO ACKETUYHOM, «TOJ0W» SKCIIO3ULVOHHONM Cpenbl
C HeNTpaJbHONM IIBETOBOI TOHAIbHOCTHIO. KOMITO3UIIMIOHHBIE
TIPMHITUITBI BKITIOUA/IM B ce6st, Kak MPaBWIO, aCCUMMETPUIO, pe-
SKMCCYPY OCBeIeHMsI, MPOCTPAHCTBEHHYIO U CBETOBYIO (POKyCHU-
POBKY Ha IIpejijlaraeMbIX K OCMOTpPY 3KCIIOHATaX.

Bropas monosuHa XX B. XapaKTepu3yeTcsl TaK Ha3bIBAEMbIM
«My3€eifHbIM OGyMOM», KOTOPBIii aKTUBU3MPOBAJA BHUMAaHME
K 9KCTO3UIMOHHONM KyJAbType, OATOTOBUB YCAOBUS AJIs1 HOBa-
Ui B Pa3BUTUM IKCIO3ULIMOHHOTO IM3aiiHa COBPEMEHHOCTH.
B 3TOT mepuom, MpoUCXOOUT pa3paboTKa SKCIIO3UIIUNA B peXKUMe
CO3MTaHMSI SKCITO3UIIMOHHOTO aHCaMOJISI C CIIOJIb30BAaHUEM Clie-
HorpauUecKMx TMPUHIUIIOB TOCTPOEHMUS KOMITO3UIIMOHHBIX
TeMaTU4YeCKUX KOMILUIEKCOB, CII€HApPHOM apaHXMPOBKOI XyOo-
SKeCTBEHHO — 00pa3Hoii cpenbl. AKLIEHT Je/1aeTcsl Ha SMOIIMO-
HaJIbHOM, 3KCIIPeCCMBHOM MpPeACTaBIe€HUM MY3elHOI TeMaTu-
KM, CIOXK€THO 00Pa3HOii perpeseHTalun.

PasBuTne COBpeMeHHONM 3SKCIO3ULIMOHHON IPaKTUKU [e-
TEPMUHUPOBAHO TeMU ke TpaHChOPMaLUSIMM, UTO ITPONCXOIST
B JKM3HM 06IIECTBA: HOBBIMY MH(MOPMAIMOHHBIMY TEXHOIOTHSI-
MM, PACIIPOCTpaHEHMEM BU3yalbHON uHpopMaivu. OusaiH
MY3€eHOI 5KCTIO3UILUM OTIpefieisieTCsl B HacTosilee BpeMs B Ka-
YyeCcTBe CaMOCTOSITeTbHOTO >KaHpa, OCHOBHBIM TMPUHILIMIIOM KO-
TOPOTO CTAHOBSITCS SIPKasi ¥ SMOIMOHA/IbHAsI 00pa3HOCTh. Bme-
CTe C pa3paboTKoit SKCIIO3UIIMOHHOrO 06pasa B CUCTEME XYIO-
KeCTBEHHOT'O KOHTEKCTa MEHSIETCSI CTaTyC 3KCIO3UIMOHHOrO
roctpoennsi. U3 GyHKIIMOHATbHO-YTUIMTAPHOTO, TeKOPaTUBHO
WUTIOCTpUpYIolero ¢akTopa OHO ITpeBpallaeTcss B CAMOCTOSI-
TeJIbHbIIl TBOPUYECKUII TIPOEKT, MpMoOpeTaeT BhIPa3UTEIbHOCTD
XYy 0XKeCTBEHHOTO ITPOMU3BeleHMSI.

My3eiiHasi 3KCTIO3UIMSI CTAHOBUTCSI OTHEIBHONM, CaMOCTOSI-
TEJIbHO/ TBOPUYECKOi cdepoii OJisI aKTUBHONI [IesTeIbHOCTU
apXUTEKTOPa, XYOOXKHMKA, OusaiHepa. Crenmduka Xymoske-
CTBEHHOTO TMMOCTPOEHMSI MYy3elHbIX 3KCIO3UIUI YTBEePKOAEeTCs
B KayeCcTBe CaMOCTOSITeIbHOTO >KaHpa MCKYCCTBAa, CO BCEMMU
MPUCYIIVMM UM cBo¥icTBamu. OO6MACTb IMPOEKTUPOBAHUSI CO-
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BpeMeHHOJ 5KCIIO3UIIMOHHOIO MPOCTPAHCTBA CKIAIbIBAETCS
U3 OPTaHMUYECKOTO CMHTEe3a pasAMUHbIX BUAOB UCKYCCTB — ap-
XUTEKTYpbI, ClieHorpaduy, OpamMaTypruy, U306pasuUTeIbHOTO
CTAaHKOBOTO ¥ TIPUKIAJAHOTO MCKYCCTBA ¥, O€3yCIOBHO, Iu3aii-
Ha. COBpeMEHHbIN 3KCIIO3ULMOHHBINA [OU3aiiH, B CBOI0 Oue-
penb, 6a3upyeTcss Ha TEXHOJIOTUUYECKUX TOCTVMKEHMSIX. B pam-
Kax WMHHOBAIIMOHHBIX CTpaTeruMii COBEpINAeTCS Iepexop
OT SKCITO3MLIMM KaK IPsSIMOii MHGPOPMALMM K SKCIIO3ULIUM KaK
MHTEPIpeTaTopy — B JAHHOM MOpPOIecCe POXIAeTCs HOBOE
3HaHMe, TIOBBINIASI TeM caMbIM 3HadyeHMe MHMOpMalUM Kak
COIIMaIbHO 3HAUMMOI1 KyJbTYPHOI 1IeHHOCTM.

B mowremHue mecSITWIETUSI OTUET/IMBO ITPOSIBJISIETCSI CBOVA-
CTBEHHOE COBPEMEHHOMY MY3€l0 TSITOTeHMe K TeaTpaju3alyi,
K CIO’KETHOMY JeMCTBUI0O — 3peuily. AKTUBU3AILMSI KOMMYHM-
KaTUBHBIX TPUHIIMIIOB 3KCIIO3UIIMOHHOV DPaGOThl My3es yuu-
ThIBA€T OCOOEHHOCTM BOCIIPUSTHUSI COBPEMEHHOTO 3PUTEIS.
bypHOe pasBuTMe 5KpaHHO! KOMMYHMKAaIUil IIOBJIEKJIO 3a CO-
60i1 U3MeHEeHMEeM XapaKTepa BOCIPUSITUS COBPEMEHHOIO YeJio-
BeKa, IPOMCXOOUT Iepexol OT BepOaJbHOIO K BU3YaJbHOMY
BOCIIPUSITUIO M MBbIIIJIEHNIO. 3pUTENh BKIIIOUAETCSI B CBOEOO-
pasHoe 3peUITHO-UTPOBOE NIeICTBME, UTO CO3MAET aTMochepy
corepeXkMBaHUs U TOHMMAaHMS, TIPeNoCTaB/sieT BO3MOKHOCTb
MHAVBUAYAJIBHOTO IMOAX0AA, CBOGOIHOTO BhIGOpA. DTOMY ITOA-
X0y TAaKKe OTBeUaeT TEHAEHIMS K aKIeHTUPOBaHMUIO MHOOP-
MaTUBHOCTM U SIPKOJ 3PEeIUIIHOCTM, aBTOPCKOTO TBOPUYECKOTO
pemenust. TakumM 06pasoM, MOKHO OTMETUTb IBa OCHOBHBIX
HAIlpaBJIeHMsI, B paMKax KOTOPBIX M HPOMCXOOUT PasBUTHE
9KCIO3UILIMOHHOTO Au3aiiHa. [lepBoe M3 HUX — aKTUBHOE TIO-
cTpoeHue obpasa, 3TO HalpaBjeHMe MOKHO OTHECTM K CI[€HO-
rpagpuueckoMy Au3saiiHy. BTopoe — 0oiee TpaguMLIMOHHOE,
OPMEHTUPOBAHHO Ha (OPMUPOBAHME ICTETUUECKONM Cpembl My-
3es, €ero MOXHO ONpeAeNuTbh KaK KOHCTPYKTUBHO-(YHKIIMO-
HaJIbHBII Au3aiiH.

OpHOI 13 JOMMHAHTHBIX TeHAEHLMEV COBPEMEHHOTO 3Tamna
Pa3BUTHUS My3€HOM 3KCMHO3ULINU TIPEACTaBISIETCS OTKa3 OT Cy-
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XOTO HAay4YHOTO $SI3bIKa, CBOMICTBEHHOTO MY3€l0 Ha TMpeIbIIyInx
JTarax ero CyleCTBOBaHMUS. JKCIIO3UILIMOHHBIN SI3bIK TTePEXOAUT
B COBEPIIIEHHO MHYIO chepy KyJAbTYPhl, B XKaHP XYA0KECTBEHHOTO
TBOPUYECTBA, CO3JaBas Te€M CaMbIM HOBBIE, CAMOCTOSITEIbHbIE
KyJIbTYypHble 3HaUeHUSI U paciuupsis aygquTopuio Mysest. Takum
o6pasom, My3eit U3 XpaHUTENST KYIbTYPHOTO HAaCAenus mpeBpa-
1jaeTcs B Co3gaTessl MCTOPUUYECKUX Y ITPeIMEeTHBIX 1eHHOCTEe!.
Yepes cuCTEMY CBOETO CITeM(pUUECKOT0 XyI0KeCTBEHHOTO SI3bI-
Ka — 3KCIMO3UIMOHHOTO AU3aliHa U 9KCIO3ULINI0 CTAHOBUTCS pe-
TPAHCASITOPOM AYXOBHBIX II@HHOCTEN, OTKpPbIBasi BO3MOKHOCTb
CyOBEKTMBHOTO MCIIOJb30BaHMS IOTEHIIMAMa MHTepPIpeTanun
MY3eifHOT0 0ObEeKTa.

Myseii B TepMMHax MMOCTMOIEepHAa MOXKET ObITh OIpeneneH
Kak HenyHelHbI TeKceT: y K. [leppuaa — HelyHelHoe MUCbMO,
HeJIMHENHBIN TEKCT: «caMa MCTOPUUYHOCTD CBSI3aHa C BO3MOXXHO-
CThIO TIMCbMAa — TMUCbMa Kak TaKOBOTO...» [Iucbmo mjis deppu-
Ia — aro dbyHgameHTanabHas kareropus, [6, C. 144] oHO ocy-
[IECTB/ISIET KOMMYHMKAIMI0O MEXKIY MPOIUIBIM M OyZyIIyM.
JTO Xe xapakrepusyeT u my3seii. COBpeMeHHbI My3el, coxpa-
HSIST CBOM TPaJMUIIIOHHbIE QyHIaMeHTaabHble QYHKIMM COOMpa-
HMe, XpaHeHHue, U3yueHUe U TOMyISIpusalus UCTOPUUYECKOTO
U KyJIbTYPHOTO Hacjaeausi, akTUBU3UPYeT KOMMYHUKAI[MOHHbIE
dbyukIMy. OCHOBHYIO POJTb IIPY 3TOM UTPAET IKCITO3ULIMIOHHOTO
ousariH. CpencTBaMy 3SKCIIO3ULIMOHHOTO AM3aiiHa MOXHO CO-
37aBaTh ¥ MHTEPIPETUPOBATh aCCOUMATUBHBIN P, MPUAABATh
SKCIIOHMPYEMBIM apTedakTaM OIpeaeeHHbIl  KyJIbTypHbIi
¥ BpEMEHHO KOHTEKCT.

B cutyanumu noctMozepHa uiesl KyJIbTYPHOTO U UCTOpUYe-
CKOTO HacC/elOBaHMUSI B OIIpe[e/ieHHO} CTelleHM YTpauyuBaeT
CMBIC/T: TIPOIIIOE, KaKOM-TMO0 ero mepuon MOXKHO TOMECTUTH
B HOBBIIT KOHTEKCT, IepeHeCTy B HACTOsIIee WM B Oymyliee, fe-
KOHCTPYMpPOBaTh U cOOpaTh B HOBOM Mopsimke. Kynbrypa Boc-
TIPMHUMAEeTCsS KaK My3eil, KaK 6ecropsiouyHoe U XaOTUUHOe
XpaHUIUIlEe OTPOMHOTO MCTOPUYECKOTO HaC/leACTBa, a My3ee-
dbukarus craHoBuTCS MeTadopoit TBopuecTBa. [locTMomepH n3-
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MeHSIeT MPOCTPAHCTBO My3esl, CamMy MY3eiHYyI0 3KCIIO3UIIUIO.
OHa MOXeT He IpeArnojaraTb HU MMPOTPaMMbl, HU OIpefesieH-
HOVi MHTepIIpeTaluyu 1 3puTeib BOJIEH caM MHTEePIPeTUpPOBaTh,
IeKOHCTPYMUPOBATbh, UTPATh C MPEAJIOKEHHBIM 00beKTOM. ITocT-
MOJEpH — }Ipa, MHOTOMNOJSPHOCTb M MHOTOMEPHOCTb, BO3-
MOXXHOCTb BbIOOpA ¥ OOHOBPEMEHHO — HeOlpeleleHHOCTb, OT-
CYTCTBME JIIOOBIX PETYIMPYIOIINX, IEHETPUPYIOIINX KOOPAMHAT.
Bce psigomnonokeHO, KaK TOBapbl Ha TOJIKe YHMUBepcama, U Bce
apredakTbl paBHbI JpPYyT APYTY: U IedeBpbl CTapblX MacTepoB,
u nmuccyap JromaHa.

3a 3I0X0ii «KOHIIA MCTOPUM» HAYajI0 IIPOIISIAbIBATD €€ BO3-
pokeHue, TeM 6ojlee YTO «TOCKA 10 MCTOPUM» TaK JKe Xapak-
TepHa JJisl TOCTCOBPEMEHHOCTM, KaK M yXOHslias B IpOIIoe
KyJIbTypa TOIJeNnKu, Komuu. Becbma BeposITHO, UTO MOCTMO-
JIlepH MUIeT K KOHIIy, TaK KaK HacTyIaeT yCTaJIOCTb OT AYPHOI
" 6eCKOHEYHOI HeonpeneleHHOCTU. BO3MOKHO, KPyT 3aMKHET-
csl, u B GmokaiiiieM GyaylieM Ha MeCTO CTOXACTUUYECKUX MYJIb-
cauuii NpuAyT HeKue HOBble 3aKOHOMEPHOCTU. B Hacrosinee
BpeMs B O6IIECTBe UOET BO3BPAT K HOIJIMHHOCTH, K OBILIEIpPu-
3HAHHBIM IllefileBpaM, BBICOK CTAaTyC My3es, O ueMm, Halpumep,
CBUJIETENBCTBYET KOJOCCaabHasi MOMY/ISIPHOCTh BBICTABOK CTa-
PbIX MacTEpPOB.

OIHOBPEMEHHO C POCTOM BO3MOXXHOCTEN BUPTYaJIbHOTO I10-
CellleHNsT My3esl pacTeT IMOTPe6GHOCTh HeNIOCPeACTBEHHOTO KOH-
TaKTa € MNONJMHHBIMM I[eHHOCTIMU. PemponmyKuuu, BUAEO-apT
3aMEeHSIOT HeOOXOAMMOCTb (U3MUECKOTO MPUCYTCTBUS UeTIOBE-
Ka B My3ee, HO TOcellleHMe My3esl SIBJISIeTCS 3HAUMMBIM COLIM-
aJbHBIM PUTYAJIOM, M BPSII M B Guuskajiliiee BpeMs OH OymeT
n3MeHeH. My3eli co3gaeT HEKyI0 3CTeTUYECKYIO aypy, aypy «3c-
TeTUYECKOTo Garoruryumsi», [7] CIY>)KUT UCTOYHMKOM 3CTeTUYe-
CKOT'O YJIOBOJLCTBUSI, KOTOPOE OTHIOAb HE CMOTYT 3aMEeHUTDb BU-
nmeorpocMoTpbl. KoHeuno, B XX1 B. yke BOSHUKIM U OyIyT
JlaJibllie pa3BMBaTbCS TEXHOJIOTUM, CBSI3aHHbIE C TIPMEMOM U Tie-
penaueit vHGopMaiiuy. CTapblit TO3YHT — «MCKYCCTBO IIPMHA-
JIEXXUT HApOAy» — HAIIOJHSETCSI HOBBIM copepykaHueM. UHTep-
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dKTMBHbIE€ M BUPTYaJIbHbIE€ MY3€U 6y,ZLYT ImporpeccmpoBaTtb, CO-
3oaBad XyaooO>XXeCTBEHHbIe d)OprI Ha OCHOBE€ TEXHOJIOTUYECKMX
HOBaLU/If;I, B TOM UlCJie B SKCIIO3UMIIMMOHHBIX ITPAKTUKAX.
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MARIA KOSYAKOVA!

THE AESTHETICS OF THE MUSEUM
EXHIBITION: A POSTMODERN DISCOURSE

Abstract

One of the oldest cultural institutions — the Museum, having passed
a long and difficult path of development, has significantly
transformed. It acquires new functions, there is a new configuration
of the aesthetic field. On the historical material in the article the
regularities of the development of the Museum exposition, including
changes in the exhibition design, in the organizational basis
of exposure, in the mode of interaction of the public with the object.

Key words

Museum, «museality», exposition, exposition design, collection,
aesthetics.

The Museum is one of the oldest cultural institutions. Greek
Museion — temple of Muses. Masanami was called the
Pythagorean houses in which the cult of the Muses symbolized
and supported by scientific studies and research: «the Museion
was the first University in the world.»[1, p. 54] the Most famous
of them — the Museion in Alexandria. In addition to the lecture
and work halls, the Observatory and the anatomical theatre, the

! Maria Kosyakova — M.S.Schepkin High Theatre School, Department
of Philosophy and Culture Theory, professor.
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Botanical and Zoological gardens have collected the first
collections of plants and animals. With the fall of the ancient
world ancient Museyon disappears. Revived centuries later
under the same name, the Museum became a repository
of natural and cultural objects — the Keeper of History, which
was destined to make a long and difficult path of development.

The Museum collects, stores, exhibits historically and
artistically significant artifacts. Direct or indirect impact on this
cultural object has always had a variety of social, political,
cultural factors. Having significantly changed over several
centuries, Museum institutions, however, preserved their
inherent substantial core throughout their existence. Their
ontological essence-preservation and display — Museum,
including research, recreation and education, allowed to define
the Museum as a certain phenomenon of culture. And it
remained unchanged for a long time. Currently, however, under
the influence of a powerful stream of transformation of the
postmodern persuasion, the phenomenon has changed, the
boundaries of this institution has lost its clarity of outline, they
are extremely broadened to include many elements, objects that
previously existed in standalone mode. In many ways, the ideas
about the content of the Museum have changed: from
a repository of historical, artistic, natural rarities, it turns into
an important communication center with an extensive program
of activities, a center capable of generating new, creative trends
in cultural development. The Museum «is no longer focused on
the fetishization of an individual work, but on the lifestyles
and» possible worlds'represented by the works, the Museum
should become the center of the most diverse art-related
activities.»[2]

As a result of this development, the multi-vector orientation
of Museum institutions has become dominant, in which the
emphasis of their activities is transferred from the sphere
of museumification to the General humanitarian sphere. At the
same time, the most important part of the Museum complex —
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the exposition — was also radically transformed. Change the
forms, methods, models, exhibition practices, their purpose, the
interpretation of the basic principles of exposure. There is a new
configuration of the aesthetic field. In this regard, there is an
urgent need to investigate the patterns of development of the
Museum exposition, including changes in the exhibition design,
in the organizational basis of exposure, in the mode
of interaction of the public with the object.

Post-modern exhibition practices and their regimes seem
to be best viewed as the result of a certain evolutionary
development, in a historical context, taking into account the
characteristic features and forms peculiar to certain historical
periods. Each of them had its own paradigm of Museum
exposition design, the changes of which can be traced in a clear
chronological sequence. Changes in trends were associated with
the factors of social, ideological, museological and General
artistic life, forming the exposition structure.

The collection of luxury goods was inherent in the ruling
classes in different historical periods, but the» Museum" as
a special type of collecting, a special type of attitude to cultural
objects occurs relatively late. Luxury in the middle ages is quite
rare and, as a rule, it has a religious, Christological signature.
The exhibition of symbols of faith and liturgical attributes was
a significant component of the temple synthesis — the so-called
«protomateria exposure». Here the leading trend was functional
and utilitarian regulation, and the first exhibition methods
of presenting collections of historical, natural science and
artistic objects were spectacular and open.

In the Renaissance there is a magnificent, solemn and
majestic decoration. Unlike the Middle ages, a new view
prevails: magnificent things and their collections should
perform a presentation function, demonstrating the taste and
power of the nobility. Luxury is now used in politics as a means
of governance. Collections of sculptures, paintings, ceramics
were an integral part of the new way of life. Many of the Italian
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princes are known not only as patrons of the arts, but also as
collectors, including representatives of the names of Medici,
Gonzaga, d’este, Montefeltro. Lorenzo de ' Medici, for example,
had a famous collection of coins, cameos and medals, as well as
an excellent library. Such exhibiting was organically connected
with the decorative ensemble construction: the first form
of architectural space — galleries provided a convenient and
functional process of inspection.

In the Renaissance there are the first museums — the
Kunstkammer — «Cabinet», «cabinets of curiosities». Their
appearance was prepared by the interest in antiquity that began
in the Renaissance era, the study of its written and subject
sources, the development of national cultures, the Selection
of exhibits depended on the tastes and interests of the owners:
the criteria for choice were both artistic merits, beauty or rarity,
and technical or scientific achievements, as well as various
pathologies. Next to the paintings could be exhibited tools, next
to the vases-skulls. Assembly of cabinets of curiosities allowed
to «teach while entertaining» that conformed to the ideas of the
epoch.

The success of science has had a significant impact on the
development of the Museum business in the future. From the
XVIII century universal museums give way to specialized
collections, the Museum acquires a new function of a scientific
laboratory. Progress in the field of science and discoveries in the
natural Sciences determine the exposure choice in a certain way
structure the space of the Museum. The collections are
composed of homogeneous objects that belong to a certain field,
they get the appropriate design, whether that be Mineralogy,
archaeology or paintings.

In Modern times, gradually formed a harmonious exposition
ensemble in the interior of European palaces. It was built on the
principle of classic interior schemes: the main compositional
principles were symmetry, axial arrangement of exhibits, visual
balance of volumes, trellis or carpet hanging of works of art. The
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most interesting in this regard are the Palace interiors of the
European capitals — Paris and London, St. Petersburg, Vienna.

The XIX century is rightly called «the century of museums»:
an interest in history stimulated the Enlightenment, with its
expanded cultural horizon, which fully manifested in the next
century. A characteristic phenomenon of the first half of the XIX
century was the formation of the exposition environment in the
system of the neoclassical Canon, which, in turn, was associated
with the dominant Empire at that time, with the creation of an
interior ensemble arrangement of Palace collections.

The second half of the XIX century was marked
by stylization intentions, eclectic exposition construction,
attempts to reconstruct the lost historical context. The society
was seized by the mania of historicism: the fashion for
a particular historical style arose with extraordinary ease. [3, P.
183] It covered the wealthy public so much that private
dwellings turned into small museums, where the furniture and
interior were stylized under a certain era (the so-called
Victorian dwelling). Artists tried to reproduce in the interior,
in the scenery of individual features and forms of certain
historical styles, randomly and randomly mixed Gothic,
Renaissance, Baroque, Rococo. The elite began to search all over
Europe and buy genuine historical relics: massive bronze,
ancient tapestries, furniture, paintings and sculptures of famous
masters.

Changes in the configuration of the Museum space, its
perception. Multiplying the projects of the «ideal Museum», the
construction of special-purpose systems becomes a sign of the
times. The spatial organization of the Museum was to Express
the ideas of historical development, the connection of time —
past, present and future. The ceremonial entrance to the
Museum, its portal had to be perceived as a space of transition
from the present to the past, which assumed the linearity
of movement with the starting point and the end point. In the
twentieth century. this scheme is becoming increasingly
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blurred, as the Eurocentric concepts of linear development
of mankind are replaced by ideas about the independent
development of local civilizations.

Originally formed as Palace collections, art museums of the
XIX century gradually acquire the status of a social
institution — expositions open to the public. This is the history
of the Louvre in Paris, the Prado in Madrid and the Moscow
Armoury chamber; during this period the national gallery
in London, the old Pinacoteca in Munich and other world-
famous art museums were created. After the era of bourgeois
revolutions, a variety of collections become available to the
General public-the Museum is democratized. There is a need
to explain the material presented, there are guides and
sightseeing routes. In the period of romanticism antiquity
ceases to be perceived as the only and indisputable example
of culture, other epochs and civilizations pushed it, winning the
right to be represented in European museums.

Museum the consciousness of professionals and the public,
«Museum quality» is finally formed in the beginning of XIX
century under the dominant influence of the ideas
of historicism. Exposition aesthetics in the spirit
of «reconstruction of past eras» expressed the pathos
of Museum construction, legitimizing the paradigm of the
Museum as a temple of science in the public consciousness. The
phenomenon of the Museum in its modern interpretation is
fully formed in this period, complementing the collection,
representative functions of the Institute scientific and
educational.

Gradually, however, there was a certain fatigue from the
grandiose programs of Museum activity. As the miser in A.
Pushkin, sorted out they are your treasure, and transforming
centuries of history into a Suite of rooms. Museums of that time
seemed to many simply dusty and boring repositories
of antiquities. A. de Lamartine expressed this in his famous
phrase: «I'm tired of museums, these cemeteries of arts.» The
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saying of Lamartine remembered H. Sedlmayr in the book
«Losing the middle» making it widely known. [4]

In the XIX century, the meeting of old and new art
in museums was rare, because museums did not collect and
exhibit the work of their contemporaries. They questioned the
Museum value of their works: dominated by the belief that their
creations had to pass the test of time, settle, Mature as Matures
vintage wine. Only the art of the ancient eras was worthy to be
in the Museum exhibition, thus acquiring the status of a sample

On the other hand, the new art itself, the avant-garde is not
just critical, but pejoratively spoke of museumification, it is
enough to recall the slogans of futurists who called for the
burning of museums, and at the same time to fill the canals
of Venice or the idea of Dadaism about the Great nothing. The
famous M. Duchamp, the Creator of no less famous outrageous
works such as «Fountain», by the end of his life convinced of the
futility of ideological struggle with traditional cultural
institutions. Institutional forms were unshakable and his
eightieth birthday he celebrated a personal exhibition in the
Philadelphia Museum.

However, casting down the traditional values of avant-garde
already in the 1910-1920-s. he advocated the construction
of museums for a new art. Thus, a similar idea at a meeting
of the Petrograd Museum conference (February 1919) was made
by V. Kandinsky. He proposed to arrange museums of painting
culture in Russia to exhibit works of the left front of arts. This
idea proved to be fruitful: later, indeed, museums of new art
began to emerge in Russia.

The most important strategic task of the Museum and
exhibition work is the ideology-the idea of contrasting the old
and new regime, pre-revolutionary and post-revolutionary. This
theme dominates the entire system of exhibition programs.
Museums had to become clear, to find a common language with
their new, poorly educated audience, which, however, became
the master of their country. He had to show the exposition
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in such a way that he understood it and that «he liked it». In this
adaptation the audience perception was the difficulty that
preodoleli with reference to the folklore of the principles and
motives. Forms and artistic techniques were borrowed from the
fair, mass festivities, farce — that is, they were simple,
uncomplicated, even naive, and at the same time — festive,
bright, emotional. It is this color could be perceived by the
overwhelming mass of new visitors who are familiar with the
mass culture of the fair and owning it. Elegance, brightness and
conviviality of exhibitions as if opposed and contrasted difficult
and full of deprivation of life of people of the post-revolutionary
period. And it was the imagery, conviviality of the exhibition
that gave the Museum clarity, attracted visitors-clarity and
simplicity, which sometimes bordered on kitsch, as evidenced,
for example, by the name of one of the exhibitions of its time:
«what hats the bourgeoisie liked to wear.»

The problems of building modern art museums have become
relevant in the West in the 1930s, there is a large number
of projects, including its proposals to put forward such major
architects as Le Corbusier, V. Gropius, L. Mies van der Rohe.
Projects were extremely diverse, they lacked the idea of stylistic
unity of Museum architecture, characteristic of the XIX century.

The novelty of the content required an update of the
exposition expression. Innovations can be traced in the
presence of compositional direction; in the allocation
of thematic areas in the halls; in the organization of the route
with the help of leading, the most significant and spectacular
exhibits; in the creation of expressive means made specifically
for this exhibition. [5] in the field of avant-garde art, the
exposition is fused with the work itself in the genres of pop art,
op art, becoming not only a form of its representation, but also
a form of expression, tending to machine-tool.

In the first half of the XX century, the process of scientific
study of the collections, their systematization. The exhibit itself
comes to the fore, which caused at the same time the loss
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of interest in the artistic design of the environment, the
rejection of its aesthetic organization.

For the exposition complex, a characteristic trend is the
introduction of unified systems of modular equipment, mobile
exposition fields, as well as the creation of a «neutral space»,
that is, an extremely ascetic, «bare» exposition environment
with a neutral color tone. The compositional principles
included, as a rule, assimetria, direction of lighting, space and
lighting focus on the offer to inspect the exhibits.

The second half of the XX century is characterized by the
so-called «Museum boom», which intensified the attention
to the exhibition culture, preparing the conditions for
innovations in the development of contemporary exhibition
design. During this period, the development of the exposition
in the mode of creation of the exposition ensemble with the use
of scenographic principles of compositional thematic
complexes, scenario arrangement of artistic and imaginative
environment. The emphasis is on the emotional, expressive
representation of the Museum theme, subject-figurative
representation.

The development of modern exhibition practice is
determined by the same transformations that occur in the life
of society: new information technologies, the dissemination
of visual information. The design of the Museum exposition is
currently defined as an independent genre, the main principle
of which is bright and emotional imagery. Together with the
development of the exposition image in the system of artistic
context, the status of the exposition structure changes. From
the functional-utilitarian, decorative illustrating factor it turns
into an independent creative project, acquires the
expressiveness of the work of art.

The Museum exposition becomes a separate, independent
creative sphere for the active activity of the architect, artist,
designer. The specificity of the artistic construction of Museum
exhibitions is approved as an independent genre of art, with all
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its inherent properties. The design area of the modern
exhibition space consists of the organic synthesis of various
arts — architecture, scenography, drama, visual easel and
applied art and, of course, design. Modern exhibition design,
in turn, is based on technological achievements. Within the
framework of innovative strategies, the transition from
exposure as direct information to exposure as an interpreter is
made — in this process, new knowledge is born, thereby
increasing the importance of information as a socially
significant cultural value.

In recent decades, the characteristic attraction of the
modern Museum to theatricalization, to the plot action —
spectacle is clearly manifested. The activation of the
communicative principles of the Museum exposition takes into
account the peculiarities of the modern viewer’s perception. The
rapid development of on-screen communication has led
to a change in the nature of the perception of modern man,
there is a transition from verbal to visual perception and
thinking. The viewer is included in a kind of entertainment and
game action, which creates an atmosphere of empathy and
understanding, provides an opportunity for an individual
approach, free choice. This approach is also consistent with the
tendency to emphasize the informative and vivid
entertainment, the author’s creative solutions. Thus, we can
note two main directions, within which the development
of exposition design takes place. The first of them is the active
creation of the image, this direction can be attributed to the
scenographic design. The second — more traditional, focused on
the formation of the aesthetic environment of the Museum, it
can be defined as a constructive and functional design.

One of the dominant trends of the modern stage
of development of the Museum exposition is the rejection of the
dry scientific language peculiar to the Museum at the previous
stages of its existence. The exposition language passes into
a completely different sphere of culture, into the genre
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of artistic creativity, thereby creating new, independent cultural
values and expanding the audience of the Museum. Thus, the
Museum turns from the Keeper of cultural heritage into the
Creator of historical and substantive values. Through the
system of its specific artistic language — exposition design and
exposition becomes a relay of spiritual values, opening the
possibility of subjective use of the potential of interpretation
of the Museum object.

Museum in terms of the postmodern can be defined as non-
linear text: J. Derrida — letter non-linear, non-linear text: «the
historicity associated with the possibility of letter — writing as
such...» Letter to Derrida is the fundamental category [6, p. 144]
it realizes the communication between the past and the future.
The same characterizes the Museum. The modern Museum,
preserving its traditional fundamental functions of collecting,
storing, studying and popularizing historical and cultural
heritage, activates communication functions. The main role is
played by the exposition design. By means of exposition design
it is possible to create and interpret an associative series, to give
the exhibited artifacts a certain cultural and temporal context.

In a postmodern situation, the idea of cultural and historical
inheritance loses some sense: the past, any period of it can be
placed in a new context, transferred to the present or the future,
deconstructed and collected in a new order. Culture is perceived
as a Museum, as a chaotic and chaotic repository of a huge
historical heritage, and museumification becomes a metaphor
for creativity. Postmodern changes the space of the Museum,
the Museum exhibition itself. It can not assume any program or
a certain interpretation and the viewer is free to interpret,
deconstruct, play with the proposed object. Post — modern- the
game, multipolarity and multidimensionality, the ability
to select and at the same time — the uncertainty, the absence
of any regulatory, znamirowski  coordinates.  All
ryadopolozheno, as goods on the shelf of the supermarket, and
all artifacts are equal to each other: the masterpieces of old
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masters, and Duchamp’s urinal.

Behind the era of the» end of history «began to look through
its revival, especially since the» longing for history" is as
characteristic of post-modernity, as the culture of forgery,
a copy of the past. It is very likely that the postmodern is
coming to an end, as there comes fatigue from the bad and
endless uncertainty. Perhaps, the circle will be closed, and
in the near future some new regularities will come to the place
of stochastic pulsations. Currently, the society is returning
to the authenticity, to the generally recognized masterpieces,
the high status of the Museum, as evidenced by the enormous
popularity of exhibitions of old masters.

Simultaneously with the growth of opportunities for virtual
visits to the Museum, the need for direct contact with the real
values is growing. Reproductions, video art replace the need for
the physical presence of a person in the Museum, but a visit
to the Museum is a significant social ritual, and it is unlikely
in the near future it will be changed. The Museum creates a kind
of aesthetic aura, the aura of"aesthetic good fortune», [7] serves
as a source of aesthetic pleasure, which can not be replaced
by video reviews. Of course, in the XX1 century technologies
related to the reception and transmission of information have
already emerged and will continue to develop. The old slogan —
«art belongs to the people» — is filled with new content.
Interactive and virtual museums will progress, creating art
forms based on technological innovations, including exposition
practices.
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BUKTOP KPYTOVYC!

X.-T. TATAMEP —
OIMIIOHEHT KJIACCUYECKO KAHTOBCKO-
HIWJJIEPOBCKOM 3CTETUKU

A6cmpakm

InaBHbiit Tpyn XaHca-Teopra lagamepa (1900-2002) «MctuHa U Me-
Tom» (opur. usa. — 1960, pyc. nepeBog, — 1988) nmeeT oA 3aronoBoOK:
«OcHOBBI (PrT0COdCKOII rTepMeHEBTUKIU». DTOT IJIAaBHbI/I KOHTEHT €ro
Hacnenusi u3yyeH BecbMa J06poTHO. UTO KacaeTcs comepskauieiics
B TOM 3Ke TpyJe KPUTUKM Kiaccudeckoit acretuku Kanra — lmnepa,
TO ejf [0 CMX IIOp YAESUIOCh SSBHO HeJOCTaTOYHOe BHUMaHMe. ABTOD
HaCTOSIILIETO AOKIafa CTPEMMUTCSI B MePY CBOMX CUJI BOCIIOTHUTb 3TOT
npo6esn. OH IpyuB/IeKaeT BHUMaHMe CIyIIaTeNneil ¥ YuTaTenei K npes-
JIO)KEHHOMY camMuM ['ajamepoM ajnbTepHaTMBHOMY BapMaHTy 3CTETU-
KM — COBPEMEHHOJ, HeK/IacCU4ecKoil, aHTU-CyObeKTUBUCTCKOM, OH-
TOJIOTMYECKOM.

Kniouegwole cnosa

DCTeTUYecKoe OTHOIIeHMe (B KOHTEKCTe CMEeXHBIX OTHOLHQHVI]}JI), «YU-
CTOe» 3CTeTU4YeCKoe CO3HaHMe, 3CTeTUKa BKyCa (HpMpOILI)I), 3CTeTUKa
reHusda (Xy,ILO)KHI/IKa, I/ICKYCCTB&), 9Tallbl «3CTETUKU COBEPIIEHCTBa»,
«IepexXuBaHusI» U Op., 3CTeTU4YeCKoe ObITHE.

! Bukmop Kpymoyc — mokrop dmaocobckux Hayk, nmpodeccop Kaden-
pbI acTeTuku hunocodekoro daxynprera MI'Y um. M. B. JlomoHOCOBa,

e-mail: victor.krutous@gmail.com.
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X.-T. Tagamep oOpaTwics K BOIPOCaM 3CTETUKU He paiu
Hee CaMoii, a C 1[e/Ibl0 000CHOBAaHMST HOBOM, GMI0codCKOIt rep-
MEeHEeBTUKM, peasin3ywleli moBopot Xaiigerrepa u camoro la-
JaMepa K OHTOJIOTMM, K YUEHUIO O ObITUM. KOHeUHOo, 10 Tex Imop
TOXe CylLleCTBOBaja repMeHeBTMKa — TpaguuoHHas (lllneiiep-
Maxep, [InibTei 1 Ap.), HO OHA OrpaHUYMBaIaCh TOILKO chepoii
HayYHOTO IIO3HAHMSI, OTOPBAHHOM OT MpPOOGJEM OHTOJOTUMA.
M moroMmy Bmajajsa OHa B ONHOCTOPOHHEE aKLeHTMpOBaHMe
MpUMEeHEHUSI CYObeKTOM YMCTO I'HOCEOJOTMUYECKUX YCTAHOBOK
M TIPUHLIUIIOB, Y3KO-HAYUHbBIX MTOHATUI U MeTOnoB. Heobxomu-
MO 0ObUTO, MO MHeHMI0 'ajaMepa, pa3sBeHYaTb U ITPEOAONETh
9TOT CJIOXKUBIIMIACSI CTEPEOTUIT CYOBEKTMBU3MA, OTKPBIBIIMIA
Iopory B Gmiocoduio 1 3CTETUKY HATypaIUCTUIECKOMY TICHUXO0-
JIOTU3MY ¥ IPYTUM CYOBEKTMBHBIM METOAM TO3HAHUS U OPU-
eHTaluN.

OnuH 13 Haubosee SIPKUX, BIAUSITEIbHBIX U JXKUBYUIMX 00pa3-
1IOB MOMO6HOTO cyObekTUBM3Ma ['ajamep yBuien B acTeTuke U.
Kanta n ero nocineposatenss @. lumnepa. ITosTomy OH cuen
HeoOXOAMMbIM HaUyaTh CBOE€ 0O0CHOBAaHME HOBOW repMEeHEeBTUKM
C KPUTHUKY KJIACCUIECKOM, KAHTOBCKO-IIUJIJIEPOBCKOI 3CTeTUYe-
CKOJ1 Teopuu, M0 ero MHEHUI0 — HACKBO3b CYObEKTUBMPOBAH-
HOJ1, CyObEKTUBUCTCKOIA.

Bcs actetmka KaHTa mocTpoeHa, yTBepKOaeT OH, Ha ab-
crpakuyuyu. Ho 9TO He MpocTo HeKoe M300peTeHMe MbICTUTENS
XVIII Beka, y Hee ecThb mpenpicTopus. Y Tagamep mogpobHeii-
myM 06pa3oM MPOCIEKMBAET, KaK Iiejas Iernodyka ITOHSTU,
npuBiekaemMbix KaHTOM K MpoilecCy aHaamM3a 3CTEeTUUYECKOro
BKyca («CITIOCOOHOCTh CYKAEHMSI», «3IPaBbIii CMBICI», «00IIee
YyBCTBO» U [P.), MOCTEIEHHO, OT aHTU4YHOCTM 1m0 XVIII Beka,
yTpauuBajaa CBOIO CBSI3b C MPAKTUKON, YeTOBEUYECKUM SKUTEI-
CKMM OTIBITOM, YKOPEHEHHOCTbIO B >KM3HEHHOM YKJaJe, COLM-
aJbHBIX OTHOIIEHUSIX U B3aMMOCBSI3SIX JTIOfeit.

3I0pOoBbIE elle Havyalaa M KOPHU 3TOM 3BOIOLUM, MO3THEe
CTaBIlI€/ HEraTUBHOM, CiemyeT, cornacHo lagamepy, BCIIOM-
HUTb, OXXUBUTb, BO3poAuUThb. C 0COOGBIM IMETEeTOM B JaHHOI
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cBsi3u ['ajamep yrmommHaert IiectTyio KHUry «HukomaxoBoit aTu-
Kn» ApUCTOTens, a Takke akileHTUpyeMoe UM TOHsTUEe «dpo-
Hecuc» (TIpaKTUUYeCKUii YM UM MYIpPOCTh). «Benukas rmogorie-
Ka TpaguIMM IIPaKTUUecKoi (M IONuTU4Yeckoil) ¢umocodun,
TOCIIOACTBYIONIEt OT ApuctoTenss Ao Havana XIX crometusi —
e paccMoTpeTh ee GMUIOCOMCKM — COCTOUT B HE3aBUCUMO-
CTM TOrO T[I03HABaTeJIbHOTO BKJIaJa, KOTOPBIII OTHOCUTCS
K mpakTuke». «lllecras kuura ,,HMKOMAaxoBoii STUKM" OCTaBuU/Ia
HAM JIydlilee BBEEHME B 3Ty 3a6BbITYyI0 MPOGIEMATUKY» .
To ke, 4YTO MOYYMUSIOCh B CYXOM OCTaTKe MOC/e TaKoii BO3TOH-
KM, ¥ COCTaBWJIO YIIOMSIHYTYIO «aOCTpaKILMIO», C KOTOPOi1 pabo-
tan KaHt, cuntaer l'agamep. OH HA3bIBAET €€ «3CTETUUECKUM
co3HaHueM». KaHTOBCKME «BKYC» UM «T€HUI» — y3J0Bble KOM-
TIOHEeHTHI TTOC/IeTHETO.

B «rpetneit Kputuke» KaHTa COCYIIeCTBYIOT, KOHCTaTUPYeT
l'amamep, nBa pasnena: «3cTeTMKa BKyca» (HalpaBieHHasl Ha BCE
COBEpILIEeHHOe ¥ IPEeKpacHOe) «3CTeTMKA TeHuUs» (XYTOKHMKA,
CIIOCOGHOIO CO3[aBaTh G@CKOHEUHO PaCIIMPSIIONIMECS «3CTeTH-
yeckue uaen»). ITU pasaebl II0X0 CTHIKYIOTCS APYT C APYTroM,
OHM TIO CYIIECTBY B3aMMHO aJIbTepHATUBHbBI. KaHT JIOTMKOI Be-
1ieit ObIT BBIHYKIEH PacIIUPSATh ITEPBYI0 MO3UIIUIO IO MacIITa-
60B BTOpOJi. OmHAKO — COXpaHsisI B ITy6MHE BEPHOCTh CBOEMY
MCXOOHOMY IPUHIIUITY BKyca.

Bkyc ob6paimieH smiom K mpupoge. EcrecTBeHHO-IIpeKkpac-
HOe COCTaBJISIeT MAealbHbIV [OJI1 Hero mpeaMeT. B 1eHTpe ke
y4eHUsI O TeHUM — MCKYycCTBO. HecooTBeTCTBMe, HeCTHIKOBKA
YKa3aHHBIX JBYX uacTeli CKa3bIBaeTCs B IeJIOM psiie Cylie-
CTBEHHBIX MOMEHTOB. Tak, BKyC OTpaHMUMBAET IIMPOTY TBOP-
yecTBa T'eHMs CBOeli YCTaHOBKOJ Ha «IIPeKpacCHOIIEHTPU3M».
O6macTb BKyca — 3TO Oe3MOJIBHAsI eCTeCTBEHHAs, MPUPOIHAS
KpacoTa, Torga Kak B MCKYCCTBe IepBEHCTBYeT KpacoTa «3Ha-

' Tadamep, X.—I. ctura u meton: OCHOBBI (hu10codCKOii TepMeHeB-
Tuku. M.: ITporpecc, 1988. C. 621.
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yuMasi», aJpecyrolasicsi OT 4YeJoBeKa K YeJO0BEeKy M B 3TOM
cMbIciie 60/1ee MHOT00Opa3HO-coepsKaTeTbHasl.

To, uro KaHT HeIBHBIM 06pa3oM OTHAET MPEeAIIOUTEHNE IC-
TeTUKe BKyca 1, COOTBETCTBEHHO, CTOsIIIel 3a HUM Npupope, 'a-
JaMep CYMTaeT JaHbI0 KeHUTCOePCKOrO MbICIUTENST OTKMBILEIH
cBoe Mmetadusuke ITpocBeniennsi. OH He 3a0bIBA€T HAIIOMHUTD,
YTO BTOpAas 4acTh «KpUTUKM CTIOCOGHOCTH CYKIEHMUsI» TTOCBSIIIE-
Ha COOCTBEHHO TEJIEOJIOTUM — YYEHMIO O peaausaluu Ieseit
B npupoje. Ilo MmHeHuio I'agamepa (C KOTOPbIM, MOXKET ObITb,
He Bce coracarcs), aas KanTa npupoma — mpeskae BCcero 06beKT
€CTeCTBeHHOHAayYHOTro 3HaHMs. M 3TO TOXe pyOMMEHT «IIpoCBe-
LeHYeCTBa».

[MoBopoTHBIM TTyHKTOM Ajs1 KaHTa Ha MyTM OT BKyca K re-
Huio Tagamep cuutaet maparpad Tpetbeit Kputuku «O6 umease
KpacoTbl». IMeHHO OH, [0 MHEHUI0 KOMMEHTaTOpa, MUCIIOIBOJIb
roToBUT nepexof KaHTa «Ha MO3MLMIO MCKYCCTBAY.

B sTom mepexope Takke CKas3aaoCh BAMsIHME upaein IIpocse-
IIEeHNSI, HO Y3Ke MO3UTUBHBIM o6pa3oM. Kak m3BecTHo, KaHT co-
MOCTAaBJSIET IOHSTHE «HOPMBI KpPacOTbI» C IOHSATHUEM «MAeasa
KpacoTbel». Hopma yenoBeueckoit KpacoThl — 3TO HEKUI yCper -
HEHHbBII1 BapyaHT ero Gu3nyeckoro oo6imka, GuUrypsl. B mokaH-
TOBCKYIO 310Xy, HaUuMHasl C aHTUYHOCTU, TOCIOJCTBOBANA TaK
Ha3bIBaeMasl «3CTeTHKa COBEPILEeHCTBa», KOTOpasl CTaBuUJIa Yyeso-
BeKa B OAVH DAL CO BCeMU IPYTUMU TBOPEHUSIMU IIPUPOIBI, Me-
psIsi UX KPacoTy eOMHBIM KPUTEpPUEeM «COBEpIIEeHCTBAa B CBOEM
pome»l.

OpHako TO, UTO MOC/AENOBATeNM 3CTETUKM COBEpIIeHCTBa

1 OT3BYK MOJOGHBIX BO33DEHMI COXPAHW/ICS M Y HEKOTOPhIX COBpe-
MeHHBIX 3CTeTUKOB. CM., HaripumMep, KoHueniuio E. I. IkoBneBa, 13sJo-
SKEHHYIO B €r0 KHUTEe «IDCTeTMUeCKOe KaK COBeplleHHoe. M36paHHbie
pa6oTbi». M.: 1995, a Takke B ®110coPpCKO-9HIMKIOTIEINIECKOM CII0-
Bape «Yenosek» (M.: Hayka, 2000); cnoBapHbie cTtaTbu «COBepIleH-
CcTBO» (C. 248-249) u «IcTeTUKa» (C. 246—-247).
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cunMTanIM COGCTBEHHO KpacoToii, Bemyuiye TeopeTuky XVIII Beka
HapeK/IM TOJbKO «HOPMOU Kpacomol», COCTaBIAOIIE He 6Gojee
yeM ee TPe/IIOChUIKY — «IIPaBUIIbHOCTh», ellie He 06/1a/1alolIyI0
3CTETUYECKUM XapakTepoMm. YdueHue 06 «udeaie KpacOThI»,
CBOVCTBEHHOM MOJIbKO Ye106€KY Y COCTOSIIEM B BbIPXKEHUU Oy-
XOBHO-HPaBCTBEHHOTO COMepyKaHMsI, 000CHOBAIM, KOHCTATUPY-
et l'amamep, Y. Y. Bunkenoman u I. 3. JleccuHr; KaHT UCIIonb30-
BaJl B CBOMX IIEJISIX UX pa3paboTKy. TOTbKO MCKYCCTBO CIIOCOGHO
BOTJIOTUTD M eas ueloBeYeCcKoi KpacoThl.

Bor kakum 06pasom coBepimics repexon KanTa «Ha 1mosu-
LIMI0 MCKYCCTBa», MO3UIMI0, PACIIMPUBIIYIO M3HAUaIbHbIE TIpe-
JleJibl BO3MOXKHOCTEN 3cTeTKM BKyca. (KcraTtu, TOT 11ar Briepeq,
KOTODBIV chenanu B JTaHHOM ciydae scTetukyu XVIII Bexka, 6bl,
IyMaeTcsi, He B TOC/IEIHIO o4Yepenb OOYCIOBIEH IMEPEXOAOM
EBporbl OT s3bIUecTBa K XPUCTUAHCTBY, C €r0 BO3BbIllIeHMEM
JIMYHOCTHOI'O Hayasa).

Tak monyumnnocse, nosicHsieT I'amamep, UuTo B 3cTeTuke KaHTa
BKYC ¥ T€HUIt, IPUPOAA U UCKYCCTBO CTaau 00beKTaMy BbhIOOpa
u TipeamiouTeHuit. KaHT npu Bcex CBOUX CABUTAX «CIeBa Hampa-
BO», CcHejajl CBOJ BBIOOp B MOJIb3y BKyCa ¥, COOTBETCTBEHHO,
npupopsl. B ornnune ot Hero I'erenb, BbICOKO LieHUMbIN ana-
MEpPOM, PelnTeIbHO IlepeHec akleHT Ha ucKyccTBo. (Hegapom
OH OTIpenessiyT 3CTETUKY KakK «buaocobuio UCKYcCTBa»). U Tem
CaMbIM TTOJIOKMJI HAYaJI0 HOBOM TpaAguIuy, HOBOM JMHUM Pa3-
BUTUS 5CTETUKU, IPOSOIKAIOLLENCS U B HAllle BpeMsl.

HecmoTps Ha aToT caBur KaHTa-acTeTuKa B CTOPOHY MUCKYC-
CTBa, €ro B3IVISIJ, Ha UCKYCCTBO MMeeT CYIleCTBEeHHBIN U3bSIH —
OTCYTCTBME OHTOJOTMUYECKMX OCHOBAHMI NaHHOrO (eHOMEeHa.
Tak, OH He ucciaenyeT OBbITMITHbIE pa3IUUMs IIPEKPACHOTO
B [IPUpOAE, C OOHOW CTOPOHBI, U MPEKPACHOTO B UCKYCCTBE —
C Ipyroi. A Takue pa3anuuus eCTb, U OHU CYILLeCTBEHHBI. B aTOM
IUIaHe CBOM MPeUMYyINecTBa, Kak U OrpaHUUYEHHOCTU, eCTh
Yy KaKI0¥ U3 yKa3aHHBIX NBYX MoauduKaimii. Fagamep, co cBo-
eil CTOPOHBI, OTMEUAET, UTO IIPEKPACHOE B MPUPOJE CIOCOOHO
BbI3BaThb HPABCTBEHHbINl MHTEPEC K €CTECTBEHHBIM OGBHEKTAM
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co3epliaHysi, K MUPO3AaHuIo B 11ejioM. Ho oHO He obnamaeT 8bi-
pasumenbHOCMbi0, U B 3TOM CMbIC/Ie HEMO TI0 OTHOIIIEHUIO K ue-
JIOBEKY. 3aTO MCKYCCTBO 0OpaIlaeTcs K YeJI0BeKy OT MUMEHU Ipy-
rOT0 yejloBeKa — Ha cgoem si3vike. [amamep He pa3 MOBTOPSIET,
BUAMMO, TIOJIIOOMBIIIEECST eMy TOJIOKeHMe Teresist U3 3HaMeHU-
ThIX «JIeKLuii TI0 3CTeTUKe» O TOM, UTO «B MCKYCCTBE UeIOBEK
BCTpeYaeTcsl C caMuM coboit», pedaercupys 1Mo IMOBOIY CBOETO
OTIBITA OBITHSL.

lapamep cumTaer omnpeneneHHoi 3aciyroit KaHra mnepep
Teopuei MCKYCCTBA TO, YTO OH IOIBITAICS OTTPAHUYUTH 06-
JIacTh, 3aHMMAEMYIO MCKYCCTBOM, OT CMEXHBIX C HUM cdep
(1 TeM camMbIM y3akoHWI uiocodckuii MHTEpec K Hemy). U,
TeM He MeHee, y KaHTa, M0 MHEHUIO €Tr0 KpUTKKA, HET MOAIUH-
HOM dunocodum mckyccreal. 160 B KAaHTOBCKMX BO33PEHUSIX,
TIOBTOPSIET OH, IPEBaIMPYeT CYOBEKTUBU3M M HET IO/DKHOTO
BHMMAaHUS K OObEKTMBHBIM, OBITUITHBIM OCHOBAaHUSIM Xy OXKe-
CTBEHHOJ JesITeJIbHOCTU U TBOPYECTBa.

Kak mocnemoBaTesnb XaiierrepoBCKOro yueHus 0 uejloBeye-
CKOM OBITUMU 80 8pemeHu (M caM TepMeHeBT HOBOJ dopmalinm),
Famamep oTMedaeT ellle OOMH HENOCTAaTOK TEOPUM ICTeTUYe-
CKOTO BKyca y KaHTa: ee BHEMCTOPUYHOCTb. PeanbHy0 M3MeH-
YMBOCTb, IBOMIOLMIO BKycOB KaHT, Mo MHeHuto l'agamepa, Cku-
MaeT A0 OJHOTO-eAMHCTBEHHOIO MOMEHTAa — CUIOMUHYTHOTO,
COBepIIAOLIEerocs «37Iech U ceifyac». B KaHTOBCKOM Y4YeHUU
0 BKyCe TOCHOJICTBYeT CMMYJIbTAHHOCTb, CTUPAIOIIAs BCE UCTO-
puuecku ckiaabiBamoimecs: pasinunsi. CKOIbKO B CBOe BpeMs,
B XVIII Beke, 6bUI0 CKa3aHO MadOCHBIX CJIOB O ILIIOPaIN3Me
3CTEeTUUECKUX BKYCOB, HE CBOAMMBIX K «eIMHCTBEHHO MCTUH-
HOMy» — He 6e3 MpOHUM HamoMmuHaeT lagamep, — a K 4emMy
BCe CBeJOCh? B pywie KaHTOBCKO-IIM/IEPOBCKOM Tpaauiiumu
moOemu/l TMPUHLUIT MY3eifHOM 3KCIO3UIMM, TOe coOupaeTcs
¥ BBICTaBJISIETCSI «BCE, UTO KOMY-I1M60, KOIOa-aMb0 U Iovyemy-

! Tadamep, X.—T. Victuna u metom. C. 99.
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aM60 HpaBwiIoch». Kpurtepuii MHIMBUIYAILHOTO OT6Opa
U TpefrouTeHus] XyO0KeCTBeHHBIX MPOU3BeAeHi1 B TaKUX CO-
OpaHMsIX pealbHO 3aMeHeH «06pa30oBaTeIbHbIM KaHOHOM»
OCBEIOMJIEHHOCTY O pas3/JIMYHbBIX 3TalaX pa3sBUTUSI UCKYCCTBA.
Hanuiio crpaHHbIl TTepexo, JeKaapupyeMoro B CBOI MPOTUBO-
TOIOXKHOCTb.

HackonbKo ke 6ojiee BBIMTPBIIIHO BBIISAUT B IVasax la-
Jlamepa M3BecTHOe yueHue [erensi 0 3aKOHOMEPHON CMeHe
«XyIOKECTBEHHBIX MMPOBO33peHMi» (OOBIUYHO MMEHYEeMbIX
«MCTOPUYECKMMM (OpMaMM Pa3sBUTUSI MCKYCCTBa»)! Brpouem,
ocHOBaTeNO PpuaocodcKkoit repMeHeBTUKM OUEBUIEH U CEPhe3-
HBIVi HEIOCTATOK TerejIeBCKOM mepuogusanum — ee QUHAINUCT-
Cckuit xapakrtep. Benb 1o Terento Bce pasnnumsi CTymeHel uUC-
KyCCTBA CHMMAIOTCSI B UMCTOM MOHSITUITHOCTM (uU10cOdCKOTO
MBIIIJIEHNST, BEPIIMHE SBOJIIOIMM aOCOMIOTHOTO IyXa.

Co cBoeit cTOpOHBI, 'agamep MOAUEPKMBAET, UYTO HYXAA
B repMeHeBTMKe BO3HMKAeT MMEHHO TaM, IJe HelocpeACcTBeH-
HOTO TIOHMMAaHUs XyJ0XKeCTBEHHOTO MPOMU3BeAeHMsT YoKe HeLo-
craToyHo. [losBasieTcss TeMmIlopajabHas AUCTAHIMS, KOTOPYIO
cjieflyeT TMpeofoieTh, YPaBHIB TOPM30OHTHI BUIEHMUS TMPOIIOTO
M HacTosiero. l'epMeHeBTMKA, TaKMM 00pa3soM, MPOHMKHYTA
upeeit ucropusma. CornacHo l'amamepy, 3BOMIOLMS MUCKYCCTBA
(IMHaAMMKa «XyOOKeCTBEHHBIX MMPOBO33PEHMII») TECHENIINUM
06pa3oMm CBsI3aHa C UCTOPUUECKUM CO3HAHUEM.

dunmocodcro-acTeTnueckas pediekcyust 06 UCKyCCTBE, CaMO
co6oit, Toxxe ucropuyHa. Ta mepuonusauus ee, KOTOPYIO Mpe-
JaraeT U oTcTauBaeT 'amamep, BK/IIOUaeT B ceOsl, KaK OTYACTU
Y>Ke TOBOPUJIOCh, «3CTETUKY COBEpILIEHCTBa» (OT aHTUYHOCTU
Io HoBoro BpeMeHM); KaHTOBCKO-IIMJ/JIEPOBCKYIO «3CTETUKY
nepexuanus» (XVIII Bek u ero nHepuus); «3CTETUKY BbIpasu-
TeJIbHOCTU ¥ CUMBOAM3Ma» (T10J, X 3HAKOM, ITUIIIET OH, ITPOIIIO0
Bce XIX croneTtue); u, HAKOHEL], OYIYIIYI0 «HOBEMIIYIO 3CTETHU-
Ky» KaK ITOTYMHEHHYI0 COCTaBHYIO YacTb (maocodckoit repme-
HEBTUKMN.

KaHTOBCKOe BbIfe/ieHMe 3CTEeTMYEeCKOro Hauvana lamamep
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CUNTaeT abCTPAaKTUBUCTCKMM, a BBUIY 9TOT0 — (hOpMaIM30BaH-
HbBIM, TOBEPXHOCTHO-YHUBEPCATUCTCKUM. OCYIIeCTBIIsIS 9Ty UH-
TeHINI0, aBTOP «KPUTUKM CTIOCOGHOCTY CYXXIEHUS» IpUberaer,
ropoput lajamep, K INpueMy «3CTETUYECKOTO pasleneHus»,
CJIOBHO JIe3BMEM OPUTBBI OTHENSIONIEMY BCE «3aCTyKMBAIOIIee
B JAHHOM CJIyyae BHMMAaHMsI» OT BCErO «HEe 3aCTyKMBAIOUIETO
ero», T. €. BHE3CTEeTUYECKOTO, MPAKTUUYeCKOTO, YTUIUTAPHOTO
B HIIMPOKOM CMbIc/e. Takylo mpolenypy repMeHeBTUK CUUTAET
MCKYCCTBEHHOI U [IJIS1 Hero HempuemieMoil. B mogrsepxkaenue
CBOEI1 MO3ULMM OH IIPUBOAUT CaMble pa3Hble apryMeHThl. B Tom
YlCile UCIOMb3yeT KPUTUKY OFHOCTOPOHHEro «3CTeTM3Ma», CO-
gepkaiyrcsi B u3BectTHOM Tpyde CépeHa Kpepkeropa «Umn-—
win» (1843), roe aTa KpUTKUKA BEJIETCS C aJIbTEPHATUBHON MO3U-
MK HeKoero JTuka. B moaTrekcre Bcex paccyxpaeHuii [lagamepa
Ha TeMbl TpeTbeit Kputukyu KaHta 3ByunT MOTUB (PaKTHMUECKOTO
CBeIeHMS MOCJIEMHUM 3CTeTUUECKOTO KpUTepus — K 6ojee uan
MeHee pabMHUPOBAHHOMY TeJOHU3MY.

Kacaetrcs nu l'agamep B cBoeli KpuTuke KaHTa OCHOBHBIX,
0a30BBIX KaTeropuil TpaguIMOHHONM scTeTuku? LleHTpaabHOI
U3 HUX, TPEeKpPacCHOTO, HECOMHEHHO, Aa. [IpuyeM MHTepHpeTu-
pyeT ee B CBOeM crelyuduyeckoM pakypce (0 4UeM OTUACTU YKe
TOBOPWJIOCH). A TO, UTO KJIaCCMUYECKasl 3CTETMKA OOBIYHO OTHO-
CUT K «BO3BbILIIEHHOMY», OH TOXOJs 3aTparuBaet yxe B [locie-
CJIOBUM K CBOEMY TPYLYy, B CBSI3U C aHAIM30M IPOJODKEHUIA
PUTOPUUECKO} TpagulMy APEBHUX B TaK HAa3bIBA€MbIX «IMMU-
HEHTHBIX TEKCTax» (OT eminens — BBICOKMUIA).

3aTO «TparMueckoMy» aBTOp VYIeIWI 0coboe BHUMAaHME
B TOCBSIIEHHOM €My, BecbMa Coep)kaTeJbHOM Maparpade.
Ieno B TOM, UTO Tparmueckoe B TPaKTOBKe, BOCXO/SIIE B CBO-
UX UCTOKax K «IloaTuke» ApuUCTOTeNS, SIBSIETCS, 0 Mbiciu Ta-
JaMepa, SBPUCTUUHENIIe MOJIeIbl0 CTeTUIYECKOTO ObITUSI BO-
obmie. IIpyHIMIManbHy0 3acryry CrarMpura OH BUAUT B TOM,
UTO TOT BKJIKOUMJ B 3Ty MOZE/b 3pUTesi — B KauecTBe IMOTHO-
MPaBHOTO, ¥ [OaXe BeAyllero, KOMIIOHEHTa LeJOCTHOM CUCTe-
MbI MCKyccTBa. [ToguepkHYB IIpM 3TOM cHenudUIecKuin Xxapax-
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Tep BO3LENCTBUS Tparefuyu Ha Hero, — B BUIe «Karapcuca»
(ounieHMs).

Tparnueckoe, oTMeuaeT 'amamep, Cyl[eCTByeT He TOJIbKO
B UCKYCCTBE — B peaJIbHOM X1U3HU TOXe. HO HauMHaeT OH CBOM
aHAIN3 C XYOOKECTBEHHOro (heHOMEHa, KOTOPbINi CTAaHOBUTCS
MepWJIOM U IJIsI CaMOM AeiCTBUTENbHOCTU. (ITOT IIPMEM, BOC-
MIPUHSTBIN U Pa3BUTHIN TaKKe COBPEMEHHOJ HEeKIacCUUeCKOoM
3CTETUKOI IMTOCTMOJIEPHMU3MA, S [IJIST KPATKOCTU 0003HAYAK0 KaK
«MHBEPCUIO»).

[IpuBBIYHBIN A/ TPAAULIMOHHOM 3CTETUKU TEPMUH «3CTe-
THUYeckoe OTHOlIeHMe» [amamep He MCIIONb3yeT — BUAUMO,
CUMTAsl €ro TO JIM 3aBEAOMO CYObEKTUBUCTCKUM (MAYIIVM
OT «$I»), TO JM BBI3BIBAIOIIMM YMIPOIIEHHbIE HATypaauCTUYe-
CKue, TIepUeNTUBUCTCKME, MUMEeTHYecKue  acColMalyu.
Ho no cyTu fienia peub naeT MUMEHHO O HEM.

Ero moHumaHue 3CTETMUYECKOTO OBITUSI IMOC/IeNOBATEIbHO
BbIJIep’KaHO B Jlyxe TMPUCYIIEero eMy OHTOJIOrM3Ma, OHO MPOTU-
BOIIOJIO’KHO CTEPEOTUITY KAHTOBCKO-IIUJITIEPOBCKOTO «3CTETUYE-
CKOTO CO3HaHMsI». B 3TOM yuyeHuM, Aa M BO BCeil MO3THeNIIen
TPaaUIIMOHHOM 3CTeTUKe, aKIIeHT CTaBUTCS Ha Jucmayuu, oT-
JIensiolleil 3cTeTuyeckoe OT He3CTeTUYeCKOro, YTUIUTAPHOTO
(yke YyIOMMHABILIEECS HaMM <«3CTETMUECKOe pasmeieHue»).
Heo6xogMOCTh 3pUTENIbCKOM IUCTAHLIMM B «3aMKHYTOM CMBIC-
JI0BOJi cepe» Tparmyeckoro! u BoobILe 3cTeTMueckoro ama-
Mep He OoTpuilaeT. bes HeKOTOpOoii OTCTPAaHEHHOCTU OT OOBbEKTa
Co3epIiaHust He MOIJIO ObI GbITh HUKAKOI pediekcuu, HUKaKOI
cBOOOMBI BEIGOPA 1, COOTBETCTBEHHO, HMKAKOI omeHKN. Ho ecin
abCTPaKTUBUCTCKOE «3CTETMUYECKOe CO3HAHMe» KeCTKO 3aKpel-
JISIET OTVIET CBOEH DaHTa3uM OT IeiCTBUTENBHOCTH, TO ['amamep,
HaIllpOTUB, MOLUYEPKMBAET MOMEHT IMPEOLONEeHUSI yKa3aHHOM
M30JIMPOBAHHOCTM, OCOOEHHO HAIISIOHBIA U SIBHBIA, IO €ro
ybexkmeHuIo, B Tparequu 1 Tparndyeckom. CyITHOCTBIO Tparmuye-

1 Tam xe. C. 176.
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CKOTO, YTBEPKIAET OH, SIBJISIETCST TAKOM XOM COOBITHI, KOTOPbI
HeTpuemJsieM JJjs1 Hac, 3puTeseil, — u, TeM He MeHee, Mbl BbI-
HY>KIIeHbl eT0 TPUHSTh Kak GakT AeiicTBuUTeNbHOCTU. OTCIOMa
pa3aBOEHle YYBCTB M CO3HAHMSI BOCIPUHMMAIOIIETO CYy6hEKTa.
OnHako Takasi CUTyalusl He eqUMHUYHA, OHA TTOBTOPSIeTCS U3 pa-
3a B pa3; MOXHO CKa3aTb, «TaKOB 3aKOH >XM3HU». BocmpusaTue
Tparemuy (M SCTETMYECKOrO Hayvaja BOOOIEe) HOCUT He Xapak-
Tep MOBEPXHOCTHOI, YMCTO CYOBEKTMBHOI peakiuu («cTpaxa
M COCTpajaHusi», O APUCTOTEN0), a IMTYOMHHOTO «IIpuoobIie-
HMSI». B pesynbTrare 3TOro mpoiecca 3puTeiab JOCTUTaeT UHTUM-
HEeNIIMX TIyOMH CaMOIIO3HAHMSI, ¥ OFHOBPEMEHHO — TITyOUH
6bITMsI. Ha MecTo mpeskHero pasgBOeHMS JIMYHOCTY BO3HUKAET
HOBasl, KM3HEYTBEPKAAIOIIAS IeTbHOCTb CYObEeKTA BOCITPUSITHUS.

Kak repmeHeBTUK, 'aaMep B IOJTHOJ Mepe CO3HAeT U yuu-
TBIBAET B CBOUX CYKIAEHUSIX Ty MHOTO3TAIMHYIO0 BOMIOLINIO, KOTO-
pYI0 TIpeTepIien skaHp TpareAuu CO BpeMeH BeIUKUX TPeuecKux
arykuteneit MenbIriomeHsl 1 Teopuut Apucrtorens. B yactHocTH,
OH yCMaTpMBaeT CO3ByYMe CBOMM MbICIAM Y Kbepkeropa, B ero
COTIOCTaBUTEIbHOM aHajaM3e aTTUYeCKON U HOBOBPEMEHHOI
Tparefuu. B aHa/in3e, KOTOPBIi BbISIBUJ IIOCTENIEHHOE yMaJleHe
06BEeKTUBHOTO Havasla, IPMCYTCTBOBABIIIETO Y APeBHErpeuecKux
TParuKoOB, ¥ HapacTaHue TeHIEeHIMii CyObeKTUMBM3MaA Y JpaMa-
TYProB MO3AHENIINX, COBpeMEeHHbIX.

O6IIyIo JMHUIO TagaMepOBCKOV KPUTUKU CyObEKTUBU3MA
B 3CTeTUKe MPOAO/KAET ero pa3BeHuaHue KOHILenIuii Tparnye-
CKOTO B [yXe «TeOpMM HPaBCTBEHHOJ BUHbBI». YpaBHUBaHMUE
HPaBCTBEHHOJ BMHBI IPECTYIIHMKA U BO3ME3IUS 32 HEE MeJlb-
YUT Tpareauio, CYMTaeT OH. (JTa Teopusi B OOIBIIOM XOIy
¥ HbIHE; ST HA3bIBAIO €€ 00pa3uMKOM «ITU3AIUU TPAruIecKoro».
[IpMuyeM TOMBITKM TAKOTO POAA HEPEAKO IEPEBOMASIT MpobiemMy
B 9JIeMEHTapHbIVi KPUMUHAIBHO-TIPABOBOI MiaH). CyIIHOCTBIO
Tparenuu, o l'agamepy, SIBASETCS UME@HHO HEPABEHCTBO, HECO-
OTBETCTBME CYOBEKTMBHOI BMHBI OESATeNs] M MHOTOOOpasHbIX
MOCTeNCTBUII €ro TOCTYIKOB, TOCAEACTBUI HEeUCUMUCIUMBIX
U HellpeACcKa3yeMbIX.
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lagamep mnomBepraeT KpUTUKe TIpeyBeIUYeHNEe pOu
CyOebKTMBHOTO MOMEHTA ¥ B TBOPUECTBE COBPEMEHHBIX JpaMa-
TyproB. CBo6oma ux ¢aHTasuy, TOBOPUT OH, He OGe3rpaHMYHA.
He 06 sTOM /111 CBUAETENBCTBYIOT UX OOpAIlleHNsT K IPEBHUM ap-
xeTumnam, mudam, OpOASTUMM CIOKETaM, B KOTOPBIX OTIOXKUIICS
Ha BCe BpeMeHa MCITOJIHEHHbBIN FOPbKMUX OIMIMOOK, 3a6TysKIeHMIi
U JKeCTOKUX, TIPeCTYIHbIX JesIHUI ONBIT yesoBevyecTBa? «... [la-
K€ M0 CerOMHSIIIHUX THei COXPaHSIeTCS HEUYTO OT CTaporo ¢yH-
JaMeHTa TeopuM MUMecHca, — yTBepkmaeT oH. — CBo6OmHOe
TBOPYECTBO aBTOPa — 3TO U300paskeHIe 061t IJIsT BCeX UCTU-
HbI, KOTOPAs CKOBBIBAET ¥ €r0 CAMOIo»!.

Boo6iiie roBopsi, Ha3bIBaTh OIpeaeeHHbIN KaHp ApaMaTi-
YeCKOro M CLIeHMYEeCKOTro MCKYCCTBa aHaJIOTOM M MePUJIOM 3C-
TeTMYeCKOro BOoOIe — Je0 HEeCKOIbKO pucKoBaHHoe. Ho Ta-
JaMep He TPOCTO OTBAaKMBAETCS — OH HAaCTauBaeT Ha 3TOM.
[IpuumH TOMY, Mosarato, ABe. Bo-mepBoix, 'amamep cTpeMuTCs
MOAYEPKHYTh [OMHAMMUUECKYI0 OpPraHMUYHOCTb CBSI3eit MeXOy
BCEMM COCTaBJISTIONIMMM 3CTETUYECKOTO OBITUSI — KaK B Tpare-
INM MeXAy TBOPLOM—-TBOPEeHMEeM—UCIIOTHEeHeM—aKTUBHO-
CTbl0 3puTeneii—3hdekToM BO3IeNCTBUSI HA HUX. BO-BTOpBIX,
MIPUCYILIMIA TpareAuu MOTUB CIIEHMUECKO uzpbl OH paciiupsieT
IO 3CTeTHYecKoro npuHuuma. [Ipu sTom urposoe Havasno 'aga-
Mep TPAKTyeT OTHIOAb He B MPOU3BOJbHO-CYObEKTUBHOM JIyXe.
IMpou3BemeHMEe VCKYCCTBA B €r0 KOHIEMIIUM €CTh 00beKTMBHAS
MUI'POBAsl CTPYKTYpa, BIACTHO BTSTMBAaOUast B ce6s BOCIIPUHU-
Maromiero yeaoBeka. TakoBO ke, B MIPUHIIMIIE, U 3CTETUYECKOE
obiTie. [TomydaeTcsl CBOEro popaa MmapagoKc: He YelOBeK, Cy6b-
eKT BefieT M0 CBOeMYy «XOTeHMIO» UTPy, a cama urpa (UrpoBast
CTPYKTypa) UTpaeT C HUM, pa3yMeeTcs, 10 ee ke MpaBuUIaM.

IToka MHOIO M3JIOKEH JIMIIb CaMbIil OGIIMII ragaMepoBCKUii
TIOAXO0[, K Ipo6ieMaM 3CTeTUKM. B manbHejileM OH ero, Kak Mbl
YBUIUM, aKTUBHO KOHKPETU3UPYET, JOIOIHSIET U YITyOIIsIerT.

I Tam xe. C. 179.
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B mpoTuBoOBec KaHTOBCKOM aGCTPaKIIMK «3CTETUYECKOTO CO-
3HaHusI» [amaMep GepeT 3a OCHOBY ITOHSTHE «3CTETUYECKUIt
onbIT»'. OmbIT Xaiimerrep HasBaja ObiTvem. OH IIpefCTaBiIseT
c060i1 3K3UCTeHIMI0. OIBIT YeJIOBEYECKOTO OBITUSI COCTOUT
B CaMOTIO3HAHUM. BbITME-3K3UCTEHIIMSI TEMIIOPAJIbHO, BpeMeH-
HO. OHO IJIUTCS, Pa3BOPAUMBAETCS; 9TO — Mporecc. OH «<KOHTU-
HyaJIeH».

KakoBbl 6bI HM ObLIM pasmuums Gpuiaocopckux ycTaHOBOK
Kanrta u ero kputuka l'amamepa, rnepep KaXkablM U3 HUX BCTaeT
3a/laua — BBIIBUTH cneyuguxy Toit 061acTu, K KOTOPOit OTHO-
CSITCSL 3CTETUKA U MCKYCCTBO, M YKa3aTh HAa COOTHOILIEHME 3TO
cdepbl CO CMEKHBIMM 00MIacCTIMM. PelllaloT OHM yKa3aHHYIO 3a-
Jlauy, ecTeCTBEHHO, DPa3HbIMM MeTomaMu (eciu IpeHe6Gpeub
Ha BpeMs TeM 06CTOSTENIbCTBOM, UTO CAMO CJIOBO «METOI» MMe-
er y l'amamepa cyryb6o HeraTMBHYIO KOHHOTAIINIO).

ABTOpUTETHBIN UCTOPUK duocoduu B. B. CokonoB ropo-
put: «B Moem mnoHMMaHuuM KaHT — camblii OOCTOSITEIbHBIN
KJIACCUK CYOBEKT-OOBEKTHOI IMapamurmbl dumocodun, Haubo-
Jiee aIeKBaTHO e€ mpeaMeTy... [Hoceonorndyeckasi U s1mMCcTeMo-
JIOTMYeCcKass KOMIIOHeHTa KaHTMaHCTBa OCTaeTcsi Hauboiee 06-
CTOSITEIBHOI ¥ 3HAYMMOI 3a BCIO ucTopuio dunocodum»?. Ero,
Ha Halll B3IJISIA, 6eCCIIOPHYI0 MbIC/Ib ITO-CBOEMY IIPOIOJIKAET CO-
BpeMeHHbII QpaHirysckuit ¢umocod M. Kactmibo, rmogyepru-
BaroIas: «... KaHTMaHCcKass MbICIb HalleIeHa HA OMHOWEHUs».
B «KpuTuke criocO6HOCTY CYsKAEHMsI» aBTOP BUIUT CBOIO 3a/1auy
B TOM, UTOOBI «pa3BeCcTu» IPYT C APYTOM KaueCTBEHHO Pa3/ny-
Hble BUIbI OTHOIIEHMI UejoBeKa K JeiCTBUTENIbHOCTU — IIO-
3HaBaTe/lbHOE, YTUJIUTApHOEe, HPaBCTBEHHOE U, HAKOHeIl, 3CTe-
TU4yeckoe?,

! Tam ske. C. 145.

2100 stiomoB o Kanre. Pepn., cocr., Berym. cr. B. B. Bacunbesa. Usg.
crepeotui. M.: Kuyokublit fom «JIMBPOKOM», 2019. C. 64-65.

5 Tam xe. C. 158.
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Ins Tamamepa 3CTeTUYECKMIt OIBIT OpPraHUYecKu CJIUT
C IpyTMMM BUIAMM B3aMMOJIeICTBUS UeoBeKa ¢ MMUpPOM (IIpaK-
TUYECKUM, OObIIEHHBIM, HPABCTBEHHBIM U T. O.). OZHAKO 3TO
He O3HayvaeT MOJHOr0 PacTBOPEHMS €ro B HUX. JCTETUUECKUN
OIIBIT cItel(MUeH, OH MOXKET OBbITh IEPEXKUT TOJBKO B 0OOIIe-
HUM C UCKYCCTBOM M PeaJibHOM XU3HbIO. [JTaBHOE BO3paskeHMe
l'agamepa npotuB KaHTa — 3TO, IO €ro MHEHUIO, HEOOCTVKI-
MBbIif, MCKYCCTBEHHBI XapaKTep «UMCTOThI» ICTETUUECKOTO Ha-
yaja, OCTUraeMblit IyTeM MCK/II0UeHMs M3 Hero Bcex Mo3HaBa-
TeJIbHbIX, HPABCTBEHHBIX U APYTUX IOMOOHBIX KOMITOHEHTOB.
Takoe «3CTeTUYecKoe OTHOIIEHMe» CTAHOBUTCS, 10 ero yoexe-
HUI0, GeccomepskaTeabHbIM, POPMATUCTUIHBIM.

Ho kak coBMecTUTb CIeUMGUKY ISCTETUUECKOTO ObITHS
C ero MHOTOACIeKTHOM comepskaTelbHOCTbI0? TIpUMUPUTD 3TU
MTPOTMUBOIIOJIOKHBIE TIONIOCA MOSKHO, Ha MOV B3IVISIZ, TOJBKO
OIHUM CIIOCOOOM: TIPM3HAB CUHKPEMUUHbLL, UHMe2pamueHblil
xapakmep 3CTETUYECKOTO OIbITA (3TOT BBIBOJ, B MPSMO¥ popme
y camoro l'agamepa, K COXajleHII0, OTCYTCTBYeT, OH JIUIIb IO/ -
BOAUT HAC K HEMY). ICTETUUECKMII OMBIT AO/DKEH ObITh pac-
CMaTpMBaeM B pPSIAY MHBIX, CMEXHbBIX BUIOB; HO OH He TOJbKO
HOMMHAJIbHO PSIOTOJIOKEH ¢ HMMM, Kak y KaHTa, HO B HeKO-
TOPOM OTHOIIEHWM Ha CTYIEeHbKY BbIIIE HUX. DCTETUUYECKUIA
ONBIT BHYTPEHHUM O0OGpasOM BBISIB/ISET CIOXKHbIE COOTHOCH-
TeJibHbIE, COTVIACUTENbHbIEe, KOOPAMHALIMOHHbBIE CBSI3U MEXIY
BCEMM MHBIMU BUAAMU KM3HEHHOTO ONBITA, OTHIOAb HE U3TO-
HSIST MIX U3 OOUTEIN CBOEI abCTPaKTHOM «UMCTOThI».

4KcraTy cKasaTh, MO3AHEIIas TPAAUIMOHHAS 3CTeTUKA IIPUHSIA Ty
goruky KaHrta. TunmMuHBI TIpyMep: M3BECTHBIV YENICKUIT 3CTETUK
u uckycctBoBe[, STH MyKapsKOBCKMIT UMEHHO uepe3 aHaJIOTUUHYIO Iud-
(bepeHIMALIMIO BUIOB OTHOIIEHMIi BBIXOAUT Ha IJIABHbBIN IIPeIMET CBO-
ero MHTepeca — 3CTeTuKy (Mykapxcosckuii, . 3HaueHUe 3CTETUKU /
MyxkapskoBckuii §I. VccmemoBaHus MO 3CTeTUKE U TeOPUM MCKYCCTBA.
M.: UckyccTrBo, 1994. C. 121-136).
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B mopTBepkAeHMe MMEHHO TAaKOTO TMOHMMAaHUS MO3ULIUU
F'amamepa Mo JaHHOMY BOMIPOCY COILTIOCH Ha CAeTYIONIYIO IIATa-
Ty U3 «/ICTUHBI U MeTOoha». «[I0JKHO MM He OO/KHO ITO3HaHKue
OBITH 3aJIOKEHHBIM B MCKYCCTBE? — BOIIpoIIaeT aBTop. — He co-
IEePKUTCS JIM B TIO3HAHUM MCKYCCTBA TpebOBaHME UCTMHHOCTH,
OTJIMYHOM, pasyMeeTcs, OT MCTMHHOCTM HayKH... [lo3HaHMe
<CpeacTBaMu> UCKYCCTBA — 3TO TUI MO3HAHUS CBOEro popia...,
HO TaKKe OTVIMYAIOIIUIACS U OT HPaBCTBEHHO-Pa3yMHOTO MTO3Ha-
HMSI, OCTaBasiCh BCe XK€ MO3HaHMeM, TO eCTh OMOCpefOBaHMEM
VCTUHBI»!.

DTUMOJIOTUSI T€PMMUHA «3CTEeTUKA» BOCXOAUT, KaK MU3BECT-
HO, K JpEBHErpeyeckoMy ClIoBy aioOnNTLKOG, YTO O3Havaer
«4yBCTBEHHbINI», «4YBCTBEHHO BOCIIpMHMMAaeMblii». B ramame-
POBCKOM «3CTE€TUYECKOM OIbITE» 3TOT CMBICJIOBOM OTTEHOK
HOMMHAJIBHO coxpaHsieTcs. Ho ero HMKOMM 00pa3soM HeJIb3sl
CBOJIUTh K HEIOCPEJICTBEHHOMY UYBCTBEHHOMY BOCIIPUSITHUIO.
DcTeTMUYeCKuii OMBIT BKIOYAeT B cebsl MOHMMAaHMe CMbIC/A,
pednekcuBHOCTh. OH TepMeHEeBTUYEH. B HEM cOmepsKUTCST I10-
3HaHMe UCTUHBI. TakuM 0O6Pa30M, 3TO OIBIT CAMOITOCTVIKEHMS
yXe, TaK CKa3aTh, BTOPOTO MOPSAKa, «<BTOPOTO 3Taxkar.

KonkpeTusupys fajiee nMoHsATHe I3CTETUUECKOTO OIbITa, ['ama-
Mep o6palaeTcs ¥ K HEKOTOPhIM JTOCTYKEHUSIM 3CTeTUKM KaHTa
U acTeTUKM ['eresnsi, pa3BuBasi 1 OHHOBPeMeHHO IepeoCMbIC/IMBast
ux. KaHT, Kak 1M3BeCTHO, CYUTA OCHOBOM 3CTETUUYECKOTO BKyCa
TaK Ha3bIBAeMYIO «pedIeKTUPYIOIYIO CITOCOOHOCTD CYKIEHMS»,
KOTIa JJIS1 eIMHUYHOTO BOCIIPUATISI MHTYUTUBHO UILETCS 0bliee
TIOHSITME WJIM IIPaBWIO, KOTOPbIE 3aBeIOMO He chOpMyIUpOBa-
HbI, He JaHbl. Bnocnenctsuu T'erenb, numiet ['agamep, moxkasan
HEIpaBOMEPHOCTD pa3ieeHNs «OIPeaesIsionieii» U «pedIeKTr-
PYIOIIEi CITOCOGHOCTY CYKIEHMSI», HO He 3TO IaBHoe. KiouoM
K TIOCTVKEHUIO 3CTeTUUeCKOi chpepbl OH CUMTAET TUATEKTUKY CO-
I7IaCOBAHMS €MMHUYHOTO CO BCEOOIIMM. A 9TOT MOMEHT, ITPY BCEX

1 Tam xe. C. 143.
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uU3JlepskKax, Bce-Taky BepHO Hamlynanu guinocodckue mpepiie-
CTBEHHMKU repMeHeBTUKa.

B c¢Bs3u co ckasanHbIM ['amaMep maeT CBOV COOCTBEHHBIIA,
OYeHb TOHKMI1 aHAJIU3 ICTETUYECKOrO BKyca. MOXeT ObIThb, 5TU
crpaHmiibl «MCTUMHBI U MeTofa» — JIydlllee, YTO MOXHO ITIpO-
YeCTh Ha JAHHYI0 TeMY B COBPEMEHHOI 3CTETUYECKO JuTepa-
Type. CTeTUUECKNI BKYyC, 0 agaMepy, oueHb GIM30K C Hpas-
cmeeHHboM makmom. Y HUX 0O6IIasi OCHOBA — WHTYUTUBHOE
yragblBaHue, MHTYUTUBHOE TIpeNNOoYTeHMe OFHOW U3 MHOTUX
BO3MOXXHBIX OLIEHOK (MM JIMHMIT TOBeHeHMs) B Mpo6IeMHOI
CUTYyalUM, KOTHA YeTKUIT TTOHSTUIHBINA PeryasiTUB 4YeIOBeKy
3aBelOMO He 3ajaH. 37eCh B TIOJIHOV Mepe IPOSBIsSIeT ceds Ur-
POBOJi XapaKTep 3CTeTMUECKOro ObITHs. BKyC HOCUT JIMUHOCT-
HBIi, HO OTHIOAb HEe MPOU3BOJIbHBIN XapakTep, U60 OH peann-
3yeTcst He B 6€3BO3AYIIIHOM ITPOCTPAHCTBE, a B OOIIIEeCTBe.

«... BKyC mo camMoit COKpOBEHHOJ CBO€J CYLIHOCTU He eCTh
HeUTO IPMBATHOE; 3TO OOIIEeCTBEHHbI (eHOMEH ITepBOT0 paH-
ra»l,

Bkyc, o Tamamepy, MMeeT Takke HEMaJIO 06IIero ¢ mModoti,
OJTHAKO B Heil cBo60/a BbI6Opa ropasao 6osee orpannueHa. Mo-
Jla I0-CBOeMY eCIIOTUYHa.

B oacrermyeckoMm OBITMM eOUHUYHOE (MHIMBUIYATbHbIN
SKM3HEHHBIN U XYIOKeCTBEHHBIN OIIBIT) MHTYUTUBHO COOTHO-
CUTCS C OBLIMM ¥ BCEOOIMM (OITBITOM BCETO UYeJI0BEUECKOTO ObI-
TUSI, MMPOM B 11eJIoM). B 3ToM, KCTaTH, Mbl BUAMM pa3bsiCHEHME
TOTO MapafoKca, YTO KPUTUK KAaHTOBCKO-IIWIJIEPOBCKOT «3CTe-
TUKU TIEPEKUBAHUS» CaM YTBEPKIAET «IepeXXnBaTe/lbHbIN», IK-
3UCTEHLUMATbHO-TIPUYACTHBIN XapaKTep 3CTEeTUUECKOTO OBbITHS.
EcTh mepexxuBaHue u mepexmBaHue. 'amamMepoBCKOe «ITepeski-
BaHMe» CBOEN INTyOMHOI U BECOMOCTHI0 HAMHOTO ITPEBOCXOAUT
KaHTOBCKO-IIIMJIJIEPOBCKOE «UyBCTBO MTPEKPACHOTO», C ero 6ojee
WM MeHee TeJOHUCTUIECKMM aKIeHTOM.

1 Tam xe. C. 79.
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Bripouem, acTeTudeckas maauTpa camoro [agamepa BKIIO-
yaeT B cebs1 He TOJMbKO ApaMaTUUYECKWUI M TParuveckuii OIBIT
paccornmacoBaHus / COTJIACOBaHUSI €IMHUYHOTO U BCEOOIIero,
HO U JIOCTVMKEHME UX TapMOHMYECKOTO enuHCcTBa. O6 3TOM ro-
BODUT Ha3BaHME OFHOV M3 €ro OOIIMPHBIX CTaTei «AKTyasib-
HOCTh ITPEKPaCHOTO», BBIHECEHHOE B 3arjaBue IeJI0i ero KHu-
ml.

IS caMONpOBEPKM aleKBATHOCTM HAIIETO W3JIOKEHUS
OpUTMHAy TIPUBEJEM €llle OfIHY, Ha Halll B3IVIsIM, OUEHb MOKa-
3aTelbHYI0 LMUTaTy M3 KHuUIMKM lamamepa «VcTMHA M MeTOn»:
«Kak KaskeTcsl, ompemeeHMeM XyIOOKEeCTBEHHOTO ITpOu3Befe-
HUSI MOSKHO CUMTaTh €r0 CBOVCTBO CTAHOBUTHCS 3CTETUUECKUM
TepeXXuBaHMEM, UTO, OFHAKO, O3HAYAET, UTO IepeXMUBAIOIII
OINHUM YIAapoOM BbIPbIBAETCS Ojaromapsl BJIACTM MCKYCCTBA
U3 TOCTeNOBaTeIbHOCTY CBOEi JKM3HM, HO OJHOBPEMEHHO
C 3TUM €My YKa3bIBAaeTCsl CBSA3b CO BCEil IETOKYITHOCTBHIO €ro
ObITHUS. B MepeXXuBaHUM MCKYCCTBA MPUCYTCTBYET MOTHOTA 3HA-
yeHusl, MpUHAAJIeKAIIasl He TOJIbKO AAHHOMY OCOO0MY comep-
KQaHUIO U TIpeAMeETy, HO CKOpee IIpeCTaBIISIONIAsl CMbICIOBOE
1IeJI0e SKM3HM. DCTeTUYECKOoe IepeXUBAaHME BCErma COmEPsKUT
To3HaHye GeCKOHEYHOTO IeJIOr0 MMEHHO ITOTOMY, UYTO He CMBbI-
KaeTcs C APYTYMU B €IVHCTBE OTKPBITOTO MPOIECca MO3HAHMUS,
a HeroCpeACTBEHHO ITpeACTaBisIeT I[eloe; B CWIy 3TOTO ero
3HaveHMe 6eCKOHEUHO»?,

ITorrpoGyeM TOABECTM HEKOTOPbIE UTOTU TPEATIPUHSITOTO
aHamM3a.

HecMoTpst Ha nipepynpexaeHue aBTopa «CTUHBI U MeTOa»
0 TOM, YTO €ro LIeJM IJITAaBHBIM 00pa3oM KPUTUYECKME, CBSI3aH-
Hble C PAaCYMCTKOM TMOJST OT HACIOEHUIl IPOCBEIIEHUECKOTO
CyOBEKTUBM3MA U TMEPEXOAOM K OOOCHOBAHMIO (GuI0COPCKOI

! Tadamep, I'. T. AkTyanbHOCTb IIpeKpacHoro. M.: Mckycero, 1991. (Ce-
pust «ICTOpUS 3CTETUKY B TIAMSITHUKAX U JOKYMEHTAaX»)
2 VK. cou. C. 114.
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repMeHeBTUKY, OObeKTMBHO MbI IMEEM B €0 MCIIOJTHEHUM KOH-
TYpPbI COGCTBEHHO 3CTETUYECKOI TeOpuM. [JTaBHBIM MHHOBAIIVI-
OHHBIM MOMEHTOM 371€Ch SIBJISIETCSI TO, UTO 3CTETUKA MepecTaeT
OBITb CAMOCTOSITEIbHOM (MI0COPCKOIM AUCIUIIIMHON (KaK ObI-
JI0 BO BpemeHa baymrapreHa, Kanra u T'eresist), CTaHOBSICh CO-
CTaBHOJ YaCThIO ragaMepoBCKOil Ppumocodckoil repMeHeBTUKN.
Ho ecnu gaske Ha BpeMsl OTBJIeUbCS OT 3TOT'O MPUHLIUIIMATBHOTO
(axrTa, SICHO, UTO TMepel HaMM — COBEPIIEHHO HOBAsl 3CTETUKA.
AHTUTpagULIMOHHAsI, He Kiaccuyeckas. OO0 9TOM CBUIETENb-
CTBYIOT (JIefiylolliyie e€ xapaKTepHble UepThl.

1. TIOHATUS <«3CTETUYECKOE» U <«XyAOXKECTBEHHOe» Iepe-
OCMBIC/IEHBI, YITyOIeHbl B OBITUIIHOM, OHTOJIOTMYECKOM PaKyp-
ce. OHM y HEro TecHeIIuM 06pa3soM CBSI3aHbI C peasibHbIM,
9K3UCTEHIMAIbHBIM OBITMEM YeIOBEKA, €ro KM3HEHHON Mpak-
TUKOJA.

2. CucreMa TpagULMOHHBIX 3CTETUYECKUX KaTeropui (rpe-
KpacHoe, BO3BbIllIEHHOe, Tparmueckoe, KoMuuyeckoe 1 Ap.) oT4a-
CTY pacrajaeTcs, OTYaCTH ke MPeBOCXOOUTCS — baromaps To-
MYy, UTO «3CTE€TUYECKOe» OCHOBBIBAETCS Telepb Ha paJuKaabHO
HOBOM ITPMHLIMIIE: UHTYUTUBHOM, CBOOOZHOM, UTPOBOM COOT-
HeCeHUM eIUHUYHOTO, JIOKAJbHOTO OIMbITa C BCEOOLIMM, C Iie-
JIBIM 4eJIOBEUeCKOro ObITUS M Mupa. Kateropuu Tparmueckoro
U IIPeKpPacHOTO XOTS M COXPaHSIIOT CBOIO CUIIY, HO UX cofepyka-
HMe paguKaIbHO ITepeoCMBbICMBAETCS ¥ 000TalaeTCs.

3. Bo B3aMMOOTHOLIEHUSIX 3CTETUKU XKU3ZHU («ICTETUKU
TIPUPOABI») U 3CTETUKMU MUCKYCCTBA MTPOUCXOIUT KadyeCTBEeHHOe
U3MeHeHMe (MHBepCHus): CTATyC MCKYCCTBAa KaK YeIOBeuYeCKOoM
TBOPUYECKOI IeSITeTbHOCTU («T€XHI» IPEBHUX) OKa3bIBAETCS BbI-
Ire, YeM y CaMoro mno ce6e IMPMPOTHOIrO Havaja, B3SITOro Kak
MpocTas sMIOMpuueckas AAHHOCTb (pPyauMeHT, uHepiius IIpo-
CBeIlleHMs).

4. OTHbIHE, IOy, HeJlb3s 6YIeT cka3aTh, KaK paHee, UTo
«XyI0KeCTBEHHOe» COCTaBJISIET YaCTh WM SIAPO «3CTETUUECKO-
rO»; CKOpee XyOOoKeCTBEHHOe 3aJaeT BEKTOP WM Mepy 3CTeTU-
YecKoro.
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5. XapaKTepHblii IJIsT TPaAUIMOHHOTO MOHMMAHUS 3CTETU-
YeCKOTO <«IepekuBaTe/NbHbIi» MOMEHT OTHIOAb He CBOOUTCS
K MPOCTBIM OTIIEYaTKaM 3MIUPUUYECKOTO BOCIPUSTUSI U «UU-
CTBIM» SMOILIMSIM MO0 MX TOBOAY. JCTETUUECKOe TMepeXuBaHue
MBICJIUTCS KaK YIIybieHHoe, pedaeKCcMBHOE, 5K3MCTEeHIMAIb-
HOeE 10 CBOeMY XapakKTepy.

6. Crieniiduka 3CTeTMUECKOTO UILIETCS He Ha ITyTSIX UCKITIO-
YeHMsI M3 Hero BCexX MO3HaBaTeNbHbIX, HDABCTBEHHBIX U YTUIIN-
TapHBIX MOMEHTOB (Kak y KaHTa), a B pycie NMPU3HAHUS €ro
CUHTE3UPYIOIIE MHTErPaTUBHOM IPUPOIbI M (QYHKIIMIA.

7. B TaKOM MOHMMaHUU 3CTETUUECKOE PACIIMUPSIETCS A0 MaK-
CMMAaJIBHOTO MacliTaba, CTaHOBSICh CHMHOHMMOM TBOPYECTBA,
MHHOBAIIMOHHOCTH, UCKYCHOCTYU BOOOIIE, B JTIOOBIX BUAAX UEJIO-
BeuecKoit mesaTenbHOCTM. (He mckiawouas MHOTAA M 3aBeIOMO
«J1eBOTIONYIIAPHBIX», OJHOCTOPOHHE  PalMOHATUCTUUYECKUX.
[TprMep — KOHIIENTyaJIbHOE UCKYCCTBO, «<MCKYCCTBO UAEN»).

CornacHpl M MBI C XOOy IIPUHSITH TaKOM HOBBINA OOMUK
U CTaTyC 3CTeTUKU, UJIM HAM eCTb UTO BO3Pa3UTh? ITO JODKHO
BBISICHUTBHCSI B KOJJIEKTMBHOM OOGCY)KIE€HUM MOCTaBJIE€HHBIX T'a-
JaMepoM TPUHIMOUAIBHBIX BOMPOCOB OTHOCUTENBHO 3CTETH-
YeCKOro GBITHSI ¥ €T0 UCTOPUYECKOTO Pa3BUTHS.
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«Foundations of philosophical hermeneutics». This work, the main
component of his legacy, has been well researched. Insufficient
attention has been paid to the critics of the classical aesthetics
of Kant-Schiller. The author of the present report tries, to the best
of his abilities, to fill this gap. He draws the attention of the reader
to an alternative variant of aesthetics, proposed by Gadamer, — a form
of modern, non-classical, anti-subjective, ontological aesthetics.
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Hans-Georg Gadamer turned to issues of aesthetics not for
their own sake, but for the purpose of substantiating new
philosophical hermeneutics. These hermeneutics implemented
Heidegger and Gadamer’s turn to ontology, to the study
of being. Hermeneutics had certainly existed before Gadamer
(the traditional hermeneutics — Schleiermacher, Dilthey etc.),
but it was limited by the sphere of scientific knowledge,
separated from ontology and its issues. And therefore it was
limited by the restricted emphasis of using (by subject) the
gnoseological modes and arrangements, narrow scientific terms
and methods. In Gadamer’s opinion, it was necessary
to overthrow and overcome this developed stereotype
of subjectivity. For subjectivity had opened the floodgates for
a naturalistic subjectivity, and similar subjective approaches
and methods of knowledge that imposed upon philosophy and
aesthetics.

One of the most vivid, representative, and enduring
examples of such subjectivity was found by Gadamer
in Immanuel Kant’s aesthetics and also in the aesthetics of his
follower Friedrich Schiller. Gadamer deemed it essential to start
his justification of new hermeneutics by criticizing the classical
aesthetic theory of Kant and Schiller, which, in his opinion, was
pervaded by subjectivity.

According to Gadamer, the whole corpus of Kant’s aesthetics
is built on abstraction. This it is not an invention of the great
18th-century thinker, but it has its own backstory. Gadamer
explains in great detail the long chain of concepts (such as
«judgment», «common sense», «communal sense» etc. which
Kant brought to the analysis of aesthetic taste) from antiquity
to 18th century little by little disconnected with the practice,
the human experience of life, the rootedness in the livelihood,
social relationships and norms.

The healthy origins of this evolution then became negative,
and needed to be recollected, reintroduced and resurrected.
To this end, Gadamer mentions with great respect, Book VI
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of Aristotle’s «Nicomachean Ethics,» and also the term
«Phronesis» (practical mind or wisdom), which was emphasized
by Aristotle. «The background of the great tradition of practical
(and political) philosophy reaching from Aristotle to the turn
of the 19th century is that practice represents an independent
contribution to knowledge.» Book VI of Aristotle’s
«Nicomachean Ethics» left us the best introduction to this long-
forgotten issue!. Gadamer considers, that the essence, distilled
in the process of such volatilization from that issue, really is the
process of «abstraction,» which was developed by Kant. Kant
called it «aesthetic consciousness.» Kant’s «taste» and «genius»
are key components of that concept.

Gadamer notes that in Kant’s «Critique of Judgment,» there
are two main sections: «the aesthetics of taste» (which aims
to observe everything perfect and beautiful) and «the aesthetics
of genius» (the artist, who is capable of creating aesthetic ideas,
each of which can be expanded upon indefinitely). These
sections cannot readily be reconciled or compared, and in fact
are antithetical to each other. Logically, Kant had to expand the
«aesthetics of taste» to the size of the «aesthetics of genius.» He
remained true to his initial concept of taste.

Taste reflects Nature. Natural beauty forms the perfect
subject. At the same time, art is at the core of the study
of genius. The discrepancy between two identified sections
influences several issues. Taste limits the range of the genius’
creativity and his art by its orientation to «beauty-centrism.»
Beauty in the field of taste, is a mute, natural beauty, while
in art, beauty acting as a signifier of meaning holds the polar
opposite position. This beauty addresses the message from one
human being to another and, in this regard, it is more
substantial and many-sided.

! Gadamer, H.-G. Truth and Method. Londond, NY: Continuum,
2006. — P. 560.
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The fact that Kant obliquely prioritizes the aesthetics
of taste and, therefore, the nature behind it, Gadamer regarded
as tribute by the Konigsberg thinker to the metaphysics of the
Enlightenment, which had become a thing of the past. He didn’t
forget to point out that the second segment of «The Critique
of Judgment» is dedicated to teleology itself, which is a doctrine
of implementation of purposes in nature. According to Gadamer
(not all of us may agree with his view), Nature, is for Kant, first
of all, the object of scientific knowledge. And it is also an
unnecessary holdover of the Enlightenment.

Gadamer identified the paragraph of the Critique
of Judgment, which is entitled «Of the Ideal of beauty,» as the
turning point for Kant from taste to genius. According
to Gadamer, this precise paragraph subtly qualified Kant’s shift
«to the position of Art.»

In this transition, some positive aspects of the
Enlightenment’s ideas can be seen. Kant, as is well known,
juxtaposes concepts of «standards of beauty» with «ideal
of beauty.» This standard of human beauty is an averaged
version of a person’s physical image and composition. In the
pre-Kant’s age, from classical antiquity, the so-called «aesthetic
of perfection» had dominated, which placed humans on the
same footing as other creatures of Nature. This aesthetic
measured their beauty with the help of the criteria
of «perfection sui generis.»!

!We can find this kind of thoughts in texts of some contemporary
aestheticians, i.g. Evgeny Yakovlev’s conception, see Yakovlev, E.
G. Esteticheskoe kak sovershennoe. Izbr. raboty [Aesthetics as
Perfection. Selected works]. Moscow, 1995; also Yakoviev, E.
G. Filosofsko-entsiklopedicheskii slovar’ ««Chelovek’ [«Human’,
Encyclopedic Dictionary on Philosophy] (Moscow: Nauka, 2000),
articles  ««Sovershenstvo’  [Perfection] (pp. 248-249) and
««Estetika’' [Aesthetics] (pp. 246-247).
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But what the followers of aesthetic of perfection regard as
beauty, the leading aestheticians of 18th century named only
«the standard of beauty,» which is nothing more than its
prerequisite — a conformity, which yet has no aesthetic
features. Gadamer acknowledges, that Johann Winckelmann and
Gotthold Lessing substantiated the study of ideal beauty, which
is natural only for human beings and grounded in expressions
of a moral and spiritual nature; and Kant in this context only
exploited their elaboration. Only art can embody the ideal
of human beauty.

Thus, in this way, Kant’s transition to «the art position» was
accomplished, the position, which expanded the initial field
of the study of aesthetics of taste. (On a related note, this step
forward, which was made by aestheticians in the 18th century,
seems to be conditional on another transition — the European
transition from pagan culture to Christianity, with its greater
emphasis on individualism).

Then, Gadamer described, that in Kant’s aesthetics, taste
and genius, Nature and art became objects of choice and
preference. For all his shifts from left to right, Kant opted for
taste and, therefore, Nature. By contrast, Hegel, very highly
valued by Gadamer, decisively shifted his focus to art. (Not
without reason he defined aesthetic as ’the philosophy of art).
He initiated a new tradition, the new line of aesthetic
development, which is relevant nowadays.

Despite this transition of Kant’s towards art, his attitude
towards art has a fundamental flaw — the lack of an ontological
basis of this phenomenon. Thus, he did not research the being
differences (and these differences are crucial) between beauty
in nature and beauty in art. In this context both modifications
have their advantages and limits. For his part, Gadamer marked,
that the beauty of nature is able to cause moral concern
to natural objects of spectatorship, and to the universe itself. It
has no expressiveness, and in that case, it is mute in relation
to any person. Art addresses its message to one person on

243



behalf of another — it addresses on its pure language. Gadamer
several times repeats one thesis of Hegel’s «Lectures on
Aesthetics’: that in the field of art one person can meet himself
by reflecting his experience of being.

Gadamer considers that Kant’s effort of limiting the art field
from similar spheres is his service to the theory of art (and
thereby Kant constituted a philosophical interest to the art).
Gadamer believes that Kant has no actual philosophy of art!. He
repeats, that in Kant’s thought, subjectivism prevails and there
is no due attention to objective, ontological basis of artistic
reality and creative activity.

As a follower of Heidegger’s study of human existence
in time, and also a hermeneut of the new school, Gadamer notes
one more disadvantage of Kant’s theory of aesthetic taste: its
ahistoric nature. According to Gadamer, Kant compresses the
real inconstancy, the evolution of taste, into one single
moment — the immediate one, which takes place here and now.
In Kant’s study of taste, simultaneousness prevails, and it
disregards all historically formed differences. How many
pompous words were said in 18th century concerning the
pluralism of aesthetic tastes, which could not be reduced to ’the
only right one’, — reminds us Gadamer wryly, — but what is the
result of all these words? In line with Kant-Schiller’s tradition,
the principle of museum exposition won, where everything,
adored, for some reason, by everyone, is collected and exhibited.
The criteria of perfect selection and preference of art objects is
changed by the educational standard» of awareness of different
stages of art development. There are strong indications of the
strange shift of the declared position to the opposite one. How
much more advantageous the Hegel’s well-known study
of systematic and natural shifts of creative worldview (usually
titled ’forms of art development’) looks in Gadamer’s eyes.

! Gadamer, H.—G. Truth and Method. P. 49.
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Nevertheless, the founder of philosophical hermeneutics
apparently sees the crucial disadvantage of Hegel’s
periodization — its finalist formation. Since, according to Hegel,
every difference between stages of art are neglected in the
pure notionalness of philosophy and its way of thinking, at the
top of spiritual evolution. For Gadamer’s part, he underscores,
that the need in hermeneutics appears when the direct
understanding of a piece of art is not enough. Temporal distance
appears, and it should be overcome with equalling the horizons
of past and present’s vision. Thus, hermeneutics is imbued with
the idea of historicism. According to Gadamer, the evolution
of art (the dynamics of art worldviews) is strongly connected
to historic consciousness.

The philosophical-aesthetic reflection concerning art is
naturally pierced by historicism. The periodization, proposed
by Gadamer, includes, and it was already stated, ’the aesthetics
of perfection’” (from classical antiquity to the early modern
period); Kant’s-Schiller’s aesthetics of experience (18th century
and its inertia); the aesthetics of expression and symbolism (the
aesthetics of 19th century), and future «new aesthetics» as
a part of philosophical hermeneutics.

Gadamer considers Kant’s identifying of aesthetic basis as
too abstractive, i.e. formal, superficial and universalist.
Gadamer marks, that the author of «Critique of Judgment’ uses
the method of ’aesthetic division’, which, like the razor blade,
can separate relevant objects and irrelevant ones, i.e. non-
aesthetic, practical and utilitarian in general. Such operations
are regarded by Gadamer as farfetched and unacceptable.
In support of his position he raises different arguments. He
includes a critical comment concerning unilateral aestheticism,
which was deliberated by Sgren Kierkegaard in his work «Either/
Or,» where this critic comment sounds coming from some
Ethician. The subtext of all Gadamer’s thoughts concerning the
Critique of Judgment contains a leitmotif of Kant’s reduction
of the aesthetic criteria to a more or less refined hedonism.
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Does Gadamer in his criticism of Kant touch upon the
fundamental traditional aesthetic categories? He explores the
central one, which is beauty, whereas it interpreted by him from
a different angle (which was already mentioned above). He also
mentions en passant the category of the sublime concerning the
analysis of ancient rhetorical tradition in so-called ’eminens.»

He pays particular attention to the category of tragedy
in the paragraph, which is dedicated to this category. That is
because the tragedy (in interpreting dated back to Aristotle’s
Poetic) according to Gadamer is a heuristic model of aesthetic
reality itself. Gadamer sees Aristotle’s signal merit in including
by him the spectator to this model as a rightful and even leading
component of holistic framework of art. And he also
underscores the specific nature of the impact, when tragedy
affecting the audience: the catharsis.

Gadamer points out that tragedy exists not only in art, but
also in real life. He analyses the artistic phenomenon, which
becomes a measure of reality itself. (This tool, also used by non-
classical post-modern aesthetics, is denoted by me as ’the
inversion’).

The aesthetic attitude, which is the concept of common
place for the traditional aesthetics, is not used by Gadamer, who
apparently regards it as either knowingly subjectivistic, or
causing naturalistic or mimetic associations. This question is
precisely about the aesthetic attitude.

His reading of aesthetic existence conforms with the spirit
of inherent ontologism. It is opposite to the stereotype of Kant-
Schiller’s «aesthetic consciousness». In this study and in the
whole latest traditional aesthetics the focus is on the aesthetic
distance, which separates aesthetic and non-aesthetic or
utilitarian (this separation was already mentioned above). The
audience’s need for distance in the secluded «sphere
of meaning» of tragedy' and aesthetics itself is not denied
by Gadamer. Without a certain detachment from the object
of spectatorship, there can be no reflection, no freedom
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of choice, and hence, no evaluation. However, if the abstractistic
’aesthetic consciousness’ strongly confixes the gap between
fantasy and reality, Gadamer, in contrast, underscores the
moment of overcoming the above-noted disconnectedness,
which is peculiarly apparent and clear, according to Gadamer,
in tragedy. The essence of tragedy, he argues, is a course
of events, which is unacceptable to the audience, but which we,
as the audience, are forced to accept completely. Hence, there is
a dichotomy of subject’s consciousness and feelings. Such
a situation is not unique, and it repeats over and over; so it can
be said that it is «the law of life». The perception of tragedy (and
the act of aesthetic origin itself) does not have the nature of the
superficial and purely subjective response (Terror and
Compassion, according to Aristotle), but the nature of deep
initiation. As a result of this process, the audience achieves the
intimate depth of the self-knowledge and simultaneously the
depth of existence. Where we had previously the above-
mentioned dichotomy, now the new life-upholding wholeness
of the subject of perception appears.

As a hermeneut, Gadamer awares and takes into account
in his judgments the multistep evolution of the tragedy as
a genre since the greatest ancient theatrical authors and
performers, and the Aristotle’s theory. In particular, he finds
some concord of thoughts in Kierkegaard’s comparative analysis
of attic and modern tragedies. This analysis revealed the gradual
reduction of objective nature of greek tragedy, and the increase
of subjective trends of modern tragedy.

The general line of Gadamer’s criticism of subjectivism
in aesthetics is continued by dispelling of conceptions
of tragedy in the vein of «Theory of Moral Guilt». He considers,
that the equalization of criminal’s moral guilt and the
punishment diminishes the tragedy. (This theory now is in great

! Gadamer, H.—G. Truth and Method. P. 126.
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request, and I name it the perfect example of «the Ethisation
of tragedy». Moreover, such efforts usual transfer the problem
into the field of criminal law). According to Gadamer, the
essence of tragedy is the nonequivalence and the
noncorrespondence between the subjective guilt of the actor and
the variety of consequences of his actions.

Gadamer criticizes the exaggeration of subjective aspect
in plays of modern dramatists. He says, that the freedom
of their imagination is limited. Isn’t this the evidence that the
playwriters regularly addresses to the ancient archetypes,
myths, migratory subjects, where the experience of great
delusions and crimes is embodied? Gadamer confirms: «Rather,
even today the mimesis theory still remains something of its old
validity. The writer’s free invention is the presentation
of a common truth that is binding on the writer also»'.

Generally speaking, identifying the certain genre
of dramatic or performance art with the absolute measure
of aesthetics itself involves risk. Gadamer did not just have
courage, but he even insists on it. There are two reasons of it,
I suppose. Firstly, Gadamer tries to underscore the dynamic
wholeness (or organicity) of relations between all parts
of aesthetic being: as for tragedy with its author, the creation
itself, the performance, the audience and its activity, and the
effect to the audience. Secondly, he expands the motive of stage
playing, which is natural for tragedy, to the aesthetic principle.
And Gadamer defines playing not in the subjective way.
According to Gadamer, the masterpiece is objective structure
of playing, which forces the person to start the perceiving. This
also applies to aesthetic existence. It so happens that the
paradox appears: the person does not play, but only the play
forces people to take part in those games, and to follow the rules
of the play.

! Gadamer, H.—G. Truth and Method. P. 129.
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I have yet exposed only a very general approach of Gadamer
to the aesthetic issues. He actively, as we shall see, concretized,
elaborated and deepened it.

In contrast to Kant’s abstraction of «aesthetic
consciousness», Gadamer uses the concept of «aesthetic
experience» as a basis of his reasoning!. Heidegger named the
experience a being. The experience is an existence. The
experience of human existence is the self-understanding. The
existence is temporal. It continues and unfolds. It is a process,
and it is «contiguous».

Whatever the  differences between philosophical
conceptions of Kant and Gadamer, they both face the task: they
need to identify the specificity of the field, to which the art and
the aesthetics relate, and to specify the relation of this and
other close fields. They handle this task by using different
methods (aside from the fact, that the term «method» is
characterized by Gadamer in a negative light).

Vasily Sokolov?, the historian of philosophy, report, that
in his opinion, ««Kant is the most insightful critic of the
subject-object approach of philosophy... Gnosiological and
epistemological aspects of Kantianism stay the most
relevant in the history of philosophy’»®. This undeniable
thought was continued by Monique Castillo, French
philosopher, who underscored that Kant’s thought was focused
on attitudes*. In «Critique of Judgment» Kant separated
different attitudes to the reality: such as utilitarian, moral and

! Gadamer, H.—G. Truth and Method. P. 86.

2 A well-known Russian historian of philosophy. He wrote a great
number of works on Western philosophy of all periods.

5100 etyudov o Kante [100 Etudes about Kant] / Red., sost., vstup.st. V.
V. Vasil’eva. Publ. stereotip. Moscow: Kn. Dom «LIBROKOM>», 2019. P.
64-65.

4Ibid. P. 158.
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aesthetic!.

For Gadamer the aesthetic experience is strongly connected
to other types of interaction of people and the world (these
types are: practical, trivial, moral, etc.). This connection does
not mean the dissolution of the aesthetic experience in this
interaction. The aesthetic experience is very peculiar. It can be
lived only in communicating with art and the real life. The main
Gadamer’s objection to Kant — the unattainable artificial nature
of purity of the aesthetic dimension, which can be achieved only
by excluding all knowledge, moral and other similar
components. According to Gadamer, such «aesthetic attitude»
becomes contentless.

How can we achieve harmony between the peculiarity
of aesthetic being and its multifold content? In my opinion, we
can reconcile these divergent poles only in one way:
by recognizing the syncretic and integrative nature of aesthetic
experience. Unfortunately, we cannot find this conclusion
in Gadamer’s text. He only leads us to this conclusion. The
aesthetic experience should be considered in the line of other
similar above-mentioned types. It is not only nominally located
in this line (as we can see in Kant’s texts), but it is also one step
above. The aesthetic experience internally identifies the
complicated, relative and coordinating linkages between all
other types of lived experience, and not being banished from the
«residence» of abstract «purity».

In order to confirm such understanding of Gadamer’s
position on this issue, I would like to quote from «Truth and

!Incidentally, the latest traditional aesthetic accepted this logic
of Kant. In a typical example, Jan Mukarovsky, the well-known Chech
aesthetic theorist, approaches the issue of most importance for him,
which is aesthetics, only by using the same differentiation. See
Mukarovsky” Jan. Cestami poetiky a estetiky [Paths of Poetics and
Aesthetics]. Praha: Ceskosl. Publ., 1971.
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Method»: «Is there to be no knowledge in art? Does not the
experience of art contain a claim to truth which is certainly
different from that of science... the experience (Erfahrung)
of art is a mode of knowledge..., and certainly different from all
moral rational knowledge, and indeed from all conceptual
knowledge — but still knowledge, i.e., conveying truth?».

The etymology of the word «aesthetics», as is well known,
goes back to the ancient Greek word «alo®ntikog», which
means «sensitive, sentient, pertaining to sense perception». As
we can see, this connotation remains in Gadamer’s «aesthetic
experience» in name only. It could not be considered only
in respect of the immediate sensual perception. The aesthetic
experience includes the understanding of sense, and the
reflexivity. It is completely sealed. It contains the knowledge
of the Truth. Thus, this experience of reflection is on the
«second level», so to speak.

Bringing more specificity to the aesthetic experience, he
draws attention to Kant and Hegel’s important gains,
developing and redefining their aesthetics. Kant, as is well
known, considered the «reflective judgment» as the basis of the
aesthetic taste, when we seek to find unknown universals for
given particulars. Hegel, afterward, according to Gadamer,
demonstrated the wrongfulness of separation determinative and
reflective judgments. It is not important. According to Gadamer,
the key to achieving the understanding of aesthetics is the
complex dialectics of harmony between universals and
particulars. It is important to emphasize that this conclusion
was made by the philosophic predecessors of Gadamer.

In that context, Gadamer provides his own detailed analysis
of the aesthetic taste. These pages of «Truth and method» seem
to be the best example of this topic, which can be found
in contemporary aesthetic literature. According to Gadamer, the

! Gadamer, H.—G. Truth and Method. P. 84.
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aesthetic taste is very similar to the moral tact. They have
common ground — the intuitive comprehension or the intuitive
judgment, aiming at the one of possible evaluations (or
behaviour patterns) in some challenging situation when the
moral regulativity is not specified. The playing nature
of aesthetic existence manifests itself fully and wholly. The
taste is of a personal nature, but it is not arbitrary, because it is
not occurred in a vacuum, but in the society.

«... The mark of good taste is being able to stand back from
ourselves and our private preferences. Thus, taste, in its
essential nature, is not private but a social phenomenon of the
first order»'.

According to Gadamer, the taste also has much in common
with the fashion, but the freedom of choice in fashion is far
more limited. The fashion is somewhat of a tyranny.

Particulars, such as individual lived and artistic experience
in the aesthetic existence, are correlated intuitively with
universals, such as the experience of all humanity and the world
itself). Here, as a matter of fact, we can find the answer to the
apparent paradox, that the critic of Kant’s-Schiller’s «aesthetics
of experience» (Erlebnisdsthetik), at the same time, claims the
«experienced», «existential-involved» nature of aesthetic being.
Gadamer’s experience is more advanced by its depth and weight
than Kant’s-Schiller’s «sense of beauty» with its partial focus on
hedonism.

Gadamer’s aesthetic range includes not only dramatic and
tragic experience of harmony/disharmony of particulars and
universals, but also their fusion. The name of his article «the
relevance of the beautiful», which is also the name of the whole
book, indicates this fact?.

! Gadamer, H.—G. Truth and Method. P. 32.
2 Gadamer, H.-G. The Relevance of the Beautiful and Other
Essays.Cambridge: Cambridge University Press, 1986.
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In order to verify the adequacy of the submitted thoughts
to those, which the original book «Truth and method» contains,
we would like to make one more vital quotation from this book:
«The work of art would seem almost by definition to be an
aesthetic experience: that means, however, that the power
of the work of art suddenly tears the person experiencing it out
of the context of his life, and yet relates him back to the whole
of his existence. In the experience of art is present a fullness
of meaning that belongs not only to this particular content
of object but rather stands for the meaningful whole of life. The
aesthetic Erlebnis always contains the experience of an infinite
whole. Precisely because it does not combine with other
experiences to make one open experiential flow, but
immediately represents the whole, its significance is infinite»!.

Let us draw some conclusions of the analysis.

Despite the fact, that the author of «Truth and method»
outlined, that his goals express criticism and clear the path
to the justification of philosophic hermeneutics from old
disabling positions of the Enlightenment and its subjectivity,
and, what we have in his book is a contour of his own aesthetic
theory. The main innovative point here we wish to restate is
that the aesthetics is no longer separate philosophical
discipline, which it was in the age of Baumgarten, Kant and
Hegel. The aesthetics becomes the part in Gadamer’s
philosophic hermeneutics. Even without having regard to this
crucial fact, it is now becoming clear that we face entirely new
aesthetics. Non-traditional and non-classical one. This can be
seen in the list of its following characteristics.

— The concepts of «aesthetic» and «artistic» are
reinterpreted and deepened in existential and ontological
planes. In Gadamer’s reception they are strongly connected
to the real presence of human being and our living practices.

! Gadamer, H.—G. Truth and Method. P. 50—51..
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— The system of the traditional aesthetic categories
(beauty, sublime, tragedy, comedy etc.) is partly shattered and
partly overcome due to the fact, that aesthetics now is based on
the radically new principal: intuitional and game correlation
of the united, local experience and the global unity of human
existence and existence of the world. The categories of tragedy
and beauty remain, but they are rethought and enriched.

— In the relationships of natural aesthetics and art
aesthetics the qualitative change (the inversion) takes place: the
status of art as human artistic activity (“,Techne’’ as the ancient
Greeks used to say) is higher then the natural origin itself,
which is regarded as an empirical fact (the vestige of the
Enlightenment).

— Henceforth, we cannot say, as we said before, that
’artistic’ is a part or a core of «aesthetic», but now we should
understand, that ’artistic’ sets the direction or provides
a measure for ’aesthetic’.

— The moment of «excitement,» which is natural for
traditional aesthetic understanding, does not nearly reduce
to simple traces of empirical perception and «pure» emotions on
their subject. The aesthetic experience is understood as deep,
reflective and existential one.

— The specificity of aesthetics is searched not by exceptions
to educational, moral and utilitarian moments (how it was made
by Kant), but within the framework of declaring its synthesizing
integrative nature and functions.

— In this perception the aesthetics expands itself to the
maximum scale, becoming a synonym of art itself, and
innovativeness, and artificiality in every kind of human activity.
(Sometimes without excluding unilateral rationalistic examples,
e.g. conceptual art).

Do we agree to accept such an image and status of aesthetic
at once, or can we argue with that? Shouldn’t we have presented
this problem, the issues, outlined by Gadamer, for collective
discussion?
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EKATEPMHA CTPYTOBA!

MY3EVHAS DKCITO3ULIUS KAK
«JEJIETUPOBAHUE»

1 OITOCPEJOBAHMVE B KOHTEKCTE
MNEP®OPMATUBHBIX ITPAKTHUK

A6cmpakm

O6bEeKTOM MCC/IEOBAHUSI NAHHOM paboThl siBisieTcsl (peHOMeH ABYX
METOAOB, MOMYYUBIINX CBOE MIMPOKOE PACIIPOCTPAHEHNE B COBPEMEH-
HOI MeqMaabHO 3CTeTUKe U 3CTeTHKe rephopMaTUBHOTIO UCKYCCTBA,
a MMEHHO CTpaTeIMy «OuyKAeHMs» B 1ephOpMaTUMBHOI CUTYalH,
KOTOpast 06yC/I0BIeHa TTepeKOAMPOBAHEM OTHOLIEHMIT MEXIY y4acT-
HMKaMM 3CTETUYECKOrO OITbITA, ¥ TAK Ha3bIBAEMOTO «[IeJIETPOBAHHO-
ro» MOBOPOTA, KOTOPbI/ MOXKET OCYLIECTBIISITCS 10 HECKOJIIBKUM CIie-
HapusIM: peeHaKTMEHTa, BUIEOMHCTAUISIIUY VIV TIPUBICYEHUS JIJIsST
TIOBTOPHOT'O MCIIOMHEHMS XYL OKeCTBEHHOTO «IeCTBUSI» CIeLMalIbHO
TTO/ITOTOBJIEHHBIX XYIOXKHMUKOB-TIepdopMaHcucToB. Takum ob6paszom,
e TIPU UCCIENOBAaHUMM METOIMKM KIacCM4eckoro mnepdopmanca
MMeET CMBIC]I TOBOPUTH O TEJIECHOCTY B KAUECTBE CAMOTOX/IECTBEHHO-
CTU XyAOKHMKA, HAXOKAEHNY B MCYe3al0lieM MY MCYe3HYBLIEM Bpe-
MEeHM 4acTO HUKEM He 3a[JJOKYMEHTMPOBAHHOTO COOBITHMS, TO IPUMED-
HO HaumHas ¢ 1980-Xx romoB TenecHOCTb KaK MeAUYM IPOAOKaeT
TIPUMEHSITHCS, TO MPEXe BCErO KaK MaTepuas JIJis BOCIIPOU3BeNeHUs
nepdopmaHca B ONOCPETOBAHHOM B BUJIE, @ UMEHHO B BUJIe BUIEOUH-
CTAJISILMA. CIeIOBaTeIbHO, HAGMIONAeTCS TeHIeHIMS TepeKBaanudm-

! Ekamepura Cmpyzoea —
CaHKT-IleTepOyprckmii rocymapCTBEHHbINI YHUBepcuTeT, Poccus,
mail: st063206 @student.spbu.ru
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LIMPOBAaHMSI aBTOPOB MepP(HOPMATUBHBIX MPAKTUK B MOCTAHOBIIMKOB
WM JaXke YIaCTHMKOB UYKOTO MPOeKTa. [J0Ka3aTelbCTBO MOMIMHHO-
¢t GYKBaJIbHO YIOCTOBEpSIETCS IOBTOPHOI deTuiimsaiiyeit, 1n6o
aymuMTOPUM peeHaKTMeHTa iy rmepdopMaHca ¢ TIPUBJIEUEHNEM K pa-
60Te cIienaJbHO HAaHSATBHIX apTUCTOB JOCTATOYHO 06s1agaTh MHGOP-
Malyeii, YTO OPUTMHAIBHOE JIeiCTBMe TepdopMaHca MOATBEpPKIaeT
COGCTBEHHOE «MEeCTO» B TIOBTOPEHWMA.

Knrwouessle cnosa:

OHOCpe,ILOBaHI/Ie, BUOCOMHCTA/UIALIMA, TeJIeCHOCTD, 06’b€KTI/IBaLU/IH,
«BTOPUYHOE» B3aMMOJEICTBUE, peeHaKTMEHT.

VeokKHeHEe 9CTeTUUYeCKOTO OMbITa B 1ephopMaTUBHONM Ci-
Tyaluuu geaaeT TPYAHOOCYIeCTBUMO 3a7jauy ero onpeaeneHus,
YTO B TOM JKe CTeleHM OTHOCUTCS K IpobjieMe OIpenereHus
CMBIC/IA 3CTETUYECKUX KaTeropuii, KOTOpble HOCST reTeporeH-
HBII ¥ IPOIIleCCyaTbHbIN xapakTep. Hanbosee cuIbHbIN MHTEpEC
IUIST aHA/TM3a METOOB ITep(GOpMaTUBHBIX IIPAKTUK B ITOC/IETHET
YeTBEepTM ABAJIIATOrO BeKa IMpeACcTaBjsieT co00ii SIBJIeHMEe IT0-
BTOpPHOTO TepopMaHca UM peeHaKTMEHTa Ha IIpMMepe TaKuX
npencraputenei kak T. Coe, O. Kynuk, K. bepnen, O. MaBpoma-
™™, T. Cerau, [I. YapuHr, A. JKMmueBCKkuii, rae CTupaHue pasindmi
MeXAY aKTyaJIbHbIM ¥ BUPTYaJIbHbIM, ITIePEKOOUPOBAHME CAMOIA
3CTETUYECKON YCTAaHOBKY, IIOCTOSTHHOE GajlaHCHMPOBaHMe MEXITY
pEeXMMaMy TPOMCXOOUT ABAKIBI ¥, Oojee TOro, 3avacTyio
B 111G POBOIL MJIM OTIOCpeA0BaHHO (hopMe B3auMMOEiCTBHS.

I[ToMyMMO IpaKTUK «BTOPUYHOTO» B3aMMOAEICTBUS, KOTO-
pble OBUIM TMOABEPrHYTHI TIHIATEIHHOMY aHAIU3Y B MCCIEAOBa-
Huax X.-T. JlemanHa, 3.9.JIuxte, K. Buion, XK. PaHcbepa, 1o-
J00HBbIe TpaHchOopMalluyY TUIIOB IepdopMaHca MPUBOIAT K Ie-
peTeKaHMIO TaKUX TeHIEeHIIN U B cpeny GoTorpaduyeckoro mc-
KyccTBa. Tak, OTKpbITME HOBBIX MOHSITUI MU BOCCTAHOBJIEHME
MPaKTUYECKM BBIMIEOIINX M3 YIIOTpe6IeHUsT OCHOBBIBAETCS
Ha DEXMMeEe «aKTyaJbHOCTM». B OCHOBe ITOCTKOJIOHMATbHOTO
JIVCKYypCa, KOTOPbII aKTUBHO peIpe3eHTUpPyeT ayTeHTUUHOe
«BOCTOYHOE» MICKYCCTBO, CIeAyeT O6paTUTh MPUCTATbHOE BHU-
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MaHMe Ha 3TUYECKYI0 IpobiieMy, Kacawolueiics JOCTOBEPHOTO
1300pakeHNMsT OIbITa OIMpeaeTeHHOl STHUYECKO OGIIHOCTM.
TBOPUYECTBO COBPEMEHHOTO KUTACKOTO XynoxkuuKa JIro bomHa
CTaHOBUTCSI OTPAsKEHMEM TOTO, KaK 3(PPEKT «IK30TU3ALIUN» Pe-
alu3yeTcsl B MPaKTUKe NepHOopMaTUBHOIO MCKYCCTBA Yepes
Croco6 JeKOHTEKCTyalu3aluu, a MMEHHO OIOCPEeIOBaHMS OT-
HOILIEHMSI K KYJIbTYPHOMY «IPyrOMY» Uepe3 3CTETUUYECKUE 00b-
eKThl. IIpy JoKamM3aiuyu B OrPaAaHMUEHHOM SKCIIO3UIVIOHHOM
MIPOCTPAHCTBE XYIOKECTBEHHOTO KeCTa, KPUTUUHOCTh COIMAIb-
HOTO OPMEHTMPOBAHHOTO «BOCTOUHOIO» MCKYCCTBA ITpeBpalia-
€TCSl B CAMOCTOSITENIbHYIO XYIOXKECTBEHHYIO IIEHHOCTD, BK/TIOUA-
SICh B CUCTEMY IVIOGATIBHOTO MMpPa MCKYCCTBA.

IMepexops K UCCIeMIOBAHMIO MeauaTU3aIuu «meppopMaTB-
HOTO [T0BOPOTa» B 3CTETUKE, CIeAyeT IIpeBapuTeIbHO BbIIBUTD
06/1aCTh MCIOTb30BaHMSI JAHHOTO CJIOBOCOYETAHUS B CIEAYIO-
MMX HApaBJeHUsIX. Bo-TepBbIX, OMpemennTb, KaKoil MMEHHO
JJIEeMEeHT WM CTpaTerusi COBPEMEHHbIX Tep(opMaTUBHbBIX
MIPAKTMK CBUAETEIbCTBYET O «IepeKBainduKaim» ee craryca
B 9CTETUYECKOM OIIbITe. BO-BTOPBIX, 0003HAUUTH ITPEATIOCHUIKI
¥ TIPUYMHBI CMEIeHUs TPAaHUIL, TPaIUIIMOHHbIX KaTeropuii mep-
dbopMaHca 1 OIeHUTh UX aKTyaJbHOCThb. B-TpeTbix, 3aTPOHYTh
Mpo6sieMy TpaHchopMalluy MaTepUaTbHO-TEJIECHOTO AacIleKTa
B IIpoliecce 3CTETUYECKOrO OIMbITa Ha MpUMepe JOKyMEeHTallUu
nepdopmanca B (GopMe MHCTAUISLUUY WIU BUTEOIPOEKLUU
B 3CKITO3MIIOHHOM IIPOCTPAHCTRBE.

IMepdopmaTUBHOE MCKYCCTBO, MM VCKYCCTBO CIEKTaKJI,
B OCHOBE CBOE€il He MOTUMHSETCS IPUHLINUIIAM 3CTeTUYECKO
repMEHEBTUKM, KOTOpas OPUEHTUPYETCS HAa MHTEPIPETaLNIo
MIPOM3BEIeHMIT MCKYCCTBA, ITOCKOJIbKY (DOKYC BHMMAaHUS cocpe-
OOTauMBaeTcs He Ha OYKBaJbHOM <«IIPOUYTEHUM» HECTBUI Xy-
IOKHMKOB, @ Ha KOMMYHMKAaTMBHOM 3¢deKTe, OIIyIIeHUsX,
TpaHchOpMaLMIX, KOTOPbIE IIPOMCXOLST CO 3PUTEISIMM B IIPO-
Ilecce 3CTETUUYECKOTO OIbITA. ICTETUUYECKME COOBITUSI HEe WH-
TEepPIPETUPYIOTCS aHAJOTUUHBIMU KPUTEPUSM, UTO U XyIOOXKe-
CTBEHHbIE TTPOU3BENEHUS B TPAOUIMOHHOM CMBIC/IE, a CKOpee
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MX [JeCTBME OlLeHMBAEeTCS C TO3UIMM YCIEIIHOCTU WU
HEYCIEeNTHOCTM aKTa BKIIOUEHMS B HUX YUYACTHMKOB, M3MeEHe-
HUSI PACCTOSTHUSI «CyObeKTa-06beKTa» U TeJleCHO-MaTepuasb-
HOTO ¥ 3HaKOBOTO wu3MepeHUs. DeHOMEHbBI <«IIPUCYTCTBUEN
U «perpeseHTalus» B 3CTETUUECKON TeopuM IMOoJpasyMeBaioT
3HAUUTENbHOE IMPOTUBOPEUME, B TOM CMBIC/IE, YTO peUb UAET
00 «IIPUCYTCTBUM» aKTepa, KOrga B JaHHOW CUTyalU 3PUTENb,
OYKBAJIbHO BBIHYKIEH BCTYIAaTb B KOMMYHMKAIIUIO C «3CTETU-
YeCKUM OOBEKTOM», IpPeoaoieBas COOCTBEHHYIO He3auHTepe-
COBAHHOCTb M IMCTAHIIMPOBAHHOCTh. 3HAKOBOE HAaIlOJIHEHME
OTTEeCHSIeTCS B 00/1acThb «BTOPUMYHOTO» B3aMMOIENCTBUS I10-
CpelCcTBOM ITOCTAHOBKY HA MepBOe MeCTO MaTepuabHO-Tesec-
HOro m3MepeHus. Tak, TPOUCXOAUT M3MEHEHME LIeHTpa Tpem-
CTaBJIEHUS XYHOOKECTBEHHBIX METOJOB, M B KOHEUYHOM WTOTE
CTaTyC perpe3eHTalyi CMEHSIET CTaTyC IIPUCYTCTBYS.

OpgHMM M3 Haubosiee 3HAYUTENbHBIX MPENSATCTBUI IJIs Tie-
PEOCMBICIEHMSI COBPEMEHHBIX XYIOKECTBEHHBIX MPAKTUK CTa-
HOBUTCSI TIpOGIeMaTuKa CepUaabHOCTY, «BTOPUYHOCTU», II0-
CKOJIbKY YHUGUKAIMS BbIPA3UTENbHBIX CPEICTB B OIMpeIeneH-
HBIX JXKaHpaxX, a B 0COOeHHO X3IMeHMHraX, popmax aKIMOHU3-
Ma ¥ mepdopmMaHcax, MPUBOIUT K peanu3alyuy MeXKIyHapo -
HBIX cleHapueB. B uvactHocTu, P. Maitep yTBepknaet: «bieck
,CerofHM3Ma ", spe/uiHas MTHOBEHHOCTb COBPEeMEeHHOro Mupa
MCKYCCTBA YIPOXKAEeT IMOMAaBUTb HAIIY CIIOCOOHOCTh KPUTUUECKU
OCMBIC/ISITh CBSI3b TEKYIIEro MOMEHTa C IpouutbiM» [13, p.
281]. CnemoBaTenbHO, €C/IN MPENIONOKUTD, YTO 0OBEKT-CBUIE-
TeJTbCTBO B KaueCcTBe peeHAaKTMEHTa TpebyeTcs MOeHTUDUII-
poBaTh B KaueCcTBe <«BTOPUYHOrO» BUAA CBUIETENbCTBA, TO
MIpaKTUUYEeCKM Heu36eXKHO BO3HMKAET «3((eKT ayphl», MPeaIo-
JlaramiMii B caMOM CBOEM Ha3BaHUM ICTETU3AIMIO U CAKpay-
3alMI0 paHee SKCIIOHMPOBAHHOTO OOBEKTa WU IeiCTBUS, MO0
«oTorpaduueckuit mpoiecc» BHeIPSIET aKTyaJbHOCTh B CPeIy
BU3ya/IM3alMi, TOEe OHA MPUPABHMUBAETCS K BO3MOXKHOCTU CO-
CTOSITbCSI B BOCIIPUSITUM TIOCETUTENS] SKCIIO3UIIMOHHOTO IIpO-
CTPAHCTBA B TIOJTHOM 06beMe, HAMIEISISICh TIPU 3TOM «OUYKIEH-
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HOI1» OCTOBEPHOCTHIO MOIJMMHHMKA [2, ¢. 283]. B cBsI3U ¢ 3TUM
. Aramb6eH oTmeuaeT: «MOXKHO CKa3aTh, UTO KaK MpearpyuH-
MaeMoe aBTOPOM [eiiCTBMe JaeT CUJIY J0Ka3aTeabCTBa TOMY,
YTO caMo I1o cebe He 00afaeT 3TOM CUJION, U JKU3Hb TOMY, UTO
CcaMO He MOTIJIO ObI XUTh, TaK M MPENIIECTBYIONME €My Heco-
BepllleHHOe [IeJCTBMEe WM HeCIoCOOHOCTh, KOTOPOe OH HOJI-
K€H BOCIIOJHUTD, TPUIAIOT CMBICI JeiCTBUIO WU CJIOBY
auctor-csupereno» [1, c. 192].

Tema oTMuMs peeHaKTMeHTa, AeJerMpOBaHHOIO U «KUBO-
ro» opmara nepdhopmaHca B IOJTHOM 3HAUEHUM CJIOBA TPYIHO-
apTUKyIupyeMa, HO, IpegBapuTeIbHO HY>KHO BbIENUTb TPU Ha-
MpaBJeHNUsI B TPAAULIMOHHOM MM «TeJecHOM» mnepdopmMaHce.
B mepBoM cinydyae mOpsSAOK AeMCTBUIA aBTOpa BbICKA3bIBAHMUS
OmMpaeTcs Ha ero 6morpaduio, TerecHble MAHUITYISINY (K TIPU-
Mepy, paHHee TBopuecTBO M. A6pamosuu, ®. Bu, I. Boiica).
Bo BTOpOoM — TiepopMaHC BHEIPSETCS B JXU3HEHHbIE YCIOBUS
XYIOOKHUKA, BpeMeHHble XapaKTePUCTUKM eTr0 CYIeCTBOBaHUS
(T. Cpe u TBOpuecTBO 1970-80-X romoB ®. Vinasg u M. A6pamo-
BUY); B TpeTbeM — ITepdhopMaHC IeMOHCTPUPYET KpaiiHyue BO3-
MOXKHbBIE CIIEHapUM Pa3BUTHUS COOBITUI B (hOpMe IeCTBUTENb-
HOJi YI'PO3blI [ GU3MUeCKOT0 COCTOSTHUS IepdhopMaHCHCTa, YTO
6bUTO Haubosee IPKO MPOUUTIOCTPUPOBAHO TAKUMU TTPEICTABU-
TeJIIMU JaHHOro kaHpa kak O. Maspomatu, O. Kynuk, K. Bep-
JleH.

OmuH u3 Haubosiee M3BECTHBIX MPEICTaBUTENeN Ielerupo-
BaHHoOro nepgopmanca T. Ceraj, cTaBuj akleHT Ha TOM (aKTe,
YTOOBI €T0 IEeITEIbHOCTD pPaclieHMBaIach BOBCe He Kak mepdop-
MaTUBHOE MCKYCCTBO, HO KaK «CUTyalum». B «cuTyauum» «3Ta
1IeJib TOro oobekTa» Ceras Ipejiaraet MOCeTUTENIO CTPOTO Jie-
TEePMMHMPOBAHHbIN TMOPSIAOK MaHUIIYJISILMI, a MMEHHO, Ipu
BXOJle B 9KCIIO3UI[MOHHOE TTPOCTPAHCTBO My3esl MSITh ClelUaib-
HO TIOATOTOBJAEHHBIX apTUCTOB, CUASIIUX K 3PUTENI0 CIIMHOIM,
MIPUIJIAIIAIOT BCTYIUTb B Gecemy O CYyOBEKTMBHOCTU U OOBEK-
TUBHOCTHU, T CTOPOHHMIT YUACTHUK, TO €CTh 3PUTEb, 0OpeTal
HOBBIIT cTaTyc, Oyayum JIMIIEHHBIM BbIGOpa HE Y4acTBOBATh
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B IMCKYCCUM, CTAHOBSICb OTHUM U3 «aKTOPOB» COObITHS. Criemy-
eT TOSCHUTb, UTO HaMmepeHueMm Curanga ObLIO OOGHApyKeHME
«IaKyH» B MyOIMYHOM ITPOCTPAHCTBEHHO-BPEMEHHOM M3Mepe-
HUMU, TIpejjiaras BO3MOXHOCTb 4epe3 3apaHee ompeneaeHHbIe
3HAKM TOyUYeHUs] AOCTYyNa K aKTyaJbHOCTU, UTO TaKKe BBOAUT
B UTPY PEleNTUBHBIN acIleKT «IeJIerMpoBaHHOro» reppopmaH-
ca, KOTOPBIA oxapakTepu3oBbIBajcs JI. AraMbeHOM KaK pacKo-
OpIOMHAIMS BpEMeHM, B TO BpeMs KaK (GUKCAIUS aKTyaIbHOCTHU
OCYIIECTBISIETCS Yepe3 <«aCUMHXPOHMUECKYI0 HeCBOeBpeMeH-
HOCTb» [2, c. 50].

Bosnbirast yacTb COBpeMEHHBIX ITepdOPMaHCOB IO Ceil TeHb
HalpaB/ieHa Ha JeMOHCTpalMIO TeJIeCHOCTU KaK IJIaBHOTO XY-
IOKeCTBEHHOTO CpPe/CTBa BBbIPAKeHMSI, OOHAKO, eC/yu TeJec-
HOCTb B KauecTBe MeJMyMa COXpaHsIeTCsl B UCIOAb30BaHMUM, TO
TpeuMYyIeCTBeHHO KakK CcojiepskaTelbHOe HaroJHeHMe BUIeO0-
MPOEeKLVM, B Pe3y/JbTaTe Yero IMaBHble MHUIIMATOPBI COObI-
TUHOTO aKTa MEHSIOT CBOW CTaTyC Ha «PeXUCCEPCKUI»,
M HepeIKO CaMM CTAHOBSITCSI COCTABJISIOMIVMMM YaCTSIMU ITPOEK-
Ta APYroro XymoskHuka. CTaTyc MOIJIMHHOCTY B OYKBAJIbHOM
3HAUEHNM MpUoOpeTaeT MPU3HAKYU (GeTulna, MOCKOIbKY UIeHy
ayOuUTOPUM peeHaKTMEHTa KaK «BTOPUUYHOIO» COOBITUSI TOCTa-
TOYHO 0071afaTh MHGOpPMAalMeil 0 TOM, UYTO MpPealIecTBYIOIIi
nepdopMaHC MOATBEPKOAET CBOI0 JTOKYMEHTAJIbHOCTb B aKkTe
TIOBTOPEHUM.

Takum 06pa3oM, pasroBOp UAET CKOpee He o nmepdopMaHce,
a o mephopMaTUBHOCTH, UK, peeHAaKTMEHTe, a eciu o6paIaTh-
cs1 K TepMuHONMOTUM MccienoBaTens: K. buiiiorn, «aenermpoBaH-
HOM TmepdopMaHce», BO3HUKIIEM KaK WHCTUTYLUMOHATbHAS
equHMUIa B camoM KoHIue 1980-x romoB. OTMesKeBbIBAae€TCS OH
OT IIpeAIlecTBOBaBIIeil GOPMbI peanu3aluy TeM, UYTO IS IPO-
BefleHUsT iephopMaHca K yYacTUIO MPUBJIEKAIOTCS ITPeICTaBy-
TeJM KpaliHe MMPOTUBOIIOJOXKHBIE IO CBOEI COIIMAIbHOM, IIPO-
(eccroHanbHO M ATHMYECKOI TPUHAJIJIEXXHOCTH, B CBSI3U C UEM
1IeJIbi0 MepdopMaHca KaK XyIOKeCTBEHHOTO COOBITUS MpU3Ha-
eTcsl TaKKe CO3JaHKe MO OKOHUYAHMM aKLMy Pa3HoOTO poja BU-
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JeoMaTepyaioB AJisl TPAHCISIUY B My3eifHOM WJIM IPYyroM 06-
IIECTBEHHOM IPOCTPAHCTBE B hopMaTe BUAEOMHCTALISIIIUN [4,
C. 78]. MOXHO YIIOMSIHYTb B JaHHOM CJIydyae Takxke O IpuMeya-
TeJbHOIl TeHIeHIMM B «OIoOCpemoBaHuu» TmepdopmaHca,
a MMeHHO O TOM, YTO HEKOTOpble XyOOKHUKMU, B yacTHOCTU C.
Cheppa, cTpeMsITCs A06aBISATh B COMPOBOKAAIOIIE MaTepPUaIbl
cBoei1 paboThl MHPOPMALIMIO O pasMepe OIIaThl meppopmMaHCcu-
CTOB, TMpeBpallass 3KOHOMMWYECKMII acIleKT OAHOM M3 CBOMX
IJIaBHBIX Tpo6JIeM, rhe, CJIedOBATeIbHO, ICTETUUECKOE CYKIe-
HMe TIepexXOoaUT He TOAbKO B pa3psi/i STUUECKOro, HO U COIMUAaTb-
HO-3KOHOMMYECKOTO YPOBHSI.

SIpKoit mimocTpanyeit Takke CTAHOBUTCS ITPOEKT peeHaKT-
MeHTa «CeMb JIETKMX Mbec» M. AGpaMOBUY, OCYIIeCTBIEHHbIN
B 2005 romy, B mpoliiecce KOTOporo A6paMoBuY MOBTOPSIa IBa
CBOMX yKe pea/iM30BaHHBIX ClieHapusi, a Takxke mepdopmMaHCh
1. Boiica, B. Okcriopra, [I. [Tane, B. Akkonun, 5. Haymana, a Ta-
Kkke nepdopmancel B MoMA (2010), B Tapaske (2011) rme
10 MHUIIMATUBE XYOOXKHMUIII BBICTPAMBAETCSl OIpee/ieHHas
«Mepapxuueckas JeCTHUIa», B KOTOPO# Kaskablit mepdopmaH-
CUCT U BIIOCJI€NCTBUM 3PUTENb BBIHYXIEH OCYIIeCTBUTH CEPUI0
MOBTOPHBIX AelicTBuii. ClieayoiyuM IpUMepoM MOKeT MOCTy-
SKUTh He MeHee WJITIOCTPATUBHBIN [JISI SIBJ€HUN «CepuaabHO-
ctu» niepbopmanc @. KommmuHza «Jlomameit MpUCTPeNTMBAIOT»
(2004), mnst ucronHeHUs: KOToporo KojimH3 BbIOpasn [IeBSTh
TOAPOCTKOB B PaMariie, OTIaTUB UX ydacTue B IIpOeKTe JIsl TO-
ro, 4TOOGbI OHM TIPOBENM BOCEMb YACOB, WCITOJNHSSI TaHeI]
Ha (GoHe CTeHbI MOoJ Hambojee IMOIMY/ISPHbIe KOMITO3UIIMM T10-
CJIeTHUX YeThIpex mecsaTuneTuii. [loqo6HbIM 06pa3oM OH HaMe-
peBaJiCsI MMHUMM3UPOBATb PACXOXAEHUS MEXIY MeliCTBYIOIIM-
MM ITephopMaHCUCTaMM, IPUMEHSISI pa3HOOOpa3Hble (GOPMAaThI
COBPEeMEHHOT0 UCKYCCTBA: OpTpeT, body-art, peanTu-1mioy.

TpeTbsl TeHAEHIMSI COBpeMeHHOro mepdopmaHca Ipezro-
jaraeT BK/IIOUeHMEe B IKCIIO3UIIMOHHOE BpeMs Takke BpeMeHU
BUIEOTIPOEKIIVHU, TIpeficTaB/ieHHas TakKuMU HesaTensMu kaxk [l.
YapuHr u A. JKmueBckuii. MOsKHO NpeaIiooXUTb, YTO B TAKOM
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cryyae, ey obpamaTthCs K TepMMHOMOrUM BanmbTepa BeHbsi-
MMHa, «B IIpollecce 3aBepIleHus IIPoM3BeieHe BHOBb ITOPOXK-
JlaeT CBOero cospareins» [3, c. 284]. Bynyuu cOCTaBISIOLIUMN
SKCIIO3ULIMOHHOTO MaTepuana, BUAEOMAaTepUaIbl CIyKaT 006-
MM 3HaMeHaTeJeM [IJII aBTOHOMHBIX ITaBUJIbOHOB M HaIMO-
HaJIbHBIX OKCIIO3UIIMII B KOHTEKCTe OMeHHasle, MM Tajepei-
YYacCTHUI], B KOHTEKCTe Xy[JO0XeCTBEHHBIX SPMapoK (Xymoxe-
CTBeHHas1 spMapKa «Dpus»: «HenpasuiabHas rajgepes» M. Kat-
TenaHa, nepdopmaHc «Cto kuraiie» II. TImBu, MpoOBOAMB-
mmiicss Ha mpoTspkeHuu 1998-2005 rr.). TToCcKONIbKY BpeMeHHO¥
OTpe30K TOocCeleH!s] BbICTAaBKM He MpeArioiiaraeT 03HaKoMJe-
HMSI CO 3HAuUMUTEJbHBIMM [0 BpEMEHM BUAeOMaTepualIamu
B IIOJTHOM OObeMe, KaK 3TO YacTO IIPOMCXOOUT, JaHHbINA (DakT
CBUIETENBCTBYET O TOM, UTO HappaTMBHbIE BUAEO CleyeT Jie-
MOHCTPMPOBATb TaKUM 00pa3sOM, UTOOBI YIOBJIETBOPSITh CIIe-
uubudeckum hopmMaM UX perpeseHTalyi, a TakKe MpeaeabHO
MHTEHCUBHBIMU II0 CBOEMY COAEpKaTeIbHOMY XapakTepy. Hau-
60siee BXXHO [JIS «IeJIerMpPOBaHHOrO nepdopmanca» B ¢popma-
Te BUAEOMHCTAUISILIMK AelaTh YIIOop He Ha MHCTPyMeHTaln3a-
MY BpeMEHM, a Ha BO3MOXKHOCTYU MepGOpMaTUBHBIX MPAKTUK
M3MEHSITh BpeMsl, CTaBUTb aKI[eHT Ha eTr0 reTepOreHHbIX PeXu-
Max M BBOJUTH B UCIIOJIb30BaHME YaCTO UCKIIOUMUTEbHbIE Bpe-
MEHHbBIE PEXMMBI, KOTOpbIE CYIIECTBYIOT CYyIry0O B KOHIIENTY-
aJbHBIX paMKax XyJ0XeCTBeHHO aKIUML.

He mpuberast K TOUKe 3peHMs] Ha MCKYCCTBO KaK MOIEeNIu
COLMAIBHOM cpenbl, Haubomee 3PGhEKTUBHBIM MPECTABIISIETCS
CMOTpEeTh Ha MPOILECC KOHUENTyaIu3auuu IephopMaTUBHBIX
MPakKTUK KaK Ha MCKIUYUTEIBHO TBOPUYECKYI0 WMHUIIMATUBY.
MiMeHHO MO3TOMY MepdhopMaHC MM MTOBTOPEHME €ro B JKCITO-
3ULUVOHHOM IIPOCTPAHCTBE SBISIETCS CHelnuGUIecKum Iepe-
OCMBICJIEHMEM U MHTepIpeTalueil UCTOPUM COBPEMEHHOTO
MCKyCCTBa, MO0 B CJyyae, KOrma 3HAUYeHMe MPOU3BENEHMS CO-
BpeMEHHOI'0 MCKYCCTBa OKAa3bIBAeTCSI 3aCBUIETE/bCTBOBAHHBIM
KaKoi-Inbo Xym0oKeCTBEHHO! MHCTUTYLIMEN, KOTopas Ipou3-
BOOUT PAa3bsICHSIONIME IIPOIEOYpPhl, M KypaTOPCKUMM IIpO-
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rpaMMaMu, 3TOT AOTIOJHUTEIbHBIN IIar BHeApPSIET B JKEeCT Xy-
IOKHMKA HeoOXOOMMYIO IpO3pavyHOCTh. Takue TeHIEHIUN,
no mHeHuwo JK. PaHcbepa, MPOTUBOPEYAT «3CTETUUECKOMY pe-
KUMy» mnepdopmaHca UM XyOOKeCTBEHHOM akiiuy, TO eCTh
TaKOMY pPeXMMY, B KOTOPOM CMbIC] TPOM3BeNeHNUsT paayuKab-
HO HepmoornpeaeneH [8, c. 150]. B ¢BsA3M ¢ 3TUM, IpeACTaBIISIET-
Cs1 HeOOXOOVMMBIM CeIaTh HAOIIOAeHNe O TOM, UYTO COBpPEMEeH-
HbIIl TIepdOpPMaHC MUCIIONb3yeT Pa3MUHble MOMEIM U ClieHa-
puM TOBTOPEHMUSI, «IepeHoca», Meaualuu, HO OJHOBPeMeHHO
€ro MpeAcTaBUTEIM IPOAO/DKAIOT HelaTh aKIeHT Ha (akTop
CIy4aifHOCTM, ITIpMBJIEKass K CBOMM aKIUSIM Hempodeccuo-
HaJIbHBIX MCIIOJHUTENEN, TPeACTaB/sSIONIMX OTAeIbHbIe COLM-
aJIbHbI€E I'PYIIIILI.

B kauvecTBe INpumMepa MOKHO YIIOMSHYTh paborty A. XXmu-
eBckoro «Oum» 2007 roma, KOTOpasl BBISIB/SIET OMpeleleHHbIN
HappaTVB, HAIIpaBJeHHbI 6OJbile He Ha peIpe3eHTaluIo,
HO Ha TIpOSICHEHMe 3HaueHusT M300pasUTEeNbHOTO MCKYCCTBA
B KOHTEKCTe UAe0JOTUUYEeCKOro MpoTuBoCcTosSHMS. Tak, XKmues-
CKMI1 OpraHM30Baj B BapiiaBe CcTyaum KMBOIIUCHU IJIST UeThIpex
TPYNIl: JXEHIIMH KaTOJMUEeCKOTO BepOMCIIOBeIaHMs, COIMaIN-
CTOB-PaiMKaIOB, UyJeeB U MOAbCKMX HALMOHANUCTOB. Kaxkmas
IpyIIia co3[aia CMMBOJIMYECKOe M300paskeHue EHHOCTEeN, KO-
TOpOe BIOCJAEACTBUM ObLIO HalleyaTaHO Ha MpeaMeTax OmeX-
Ibl, KOTOpbIE Aajee BbIOAIM BCceM 0e3 MCKIIOUEHUS YaeHaM
TPYIIIBI ayauTOpuM mepdopmanca, B pe3yibTaTe uero JKvmes-
CKMi1, KaK MHUIMATOp mepdopMaHca, MPeIJoKuI TPyInam
JII0OBIM CITOCOOOM OTpearupoBaTh Ha CO3TaHHbBIE YUYACTHUKAMMU
1300pakeHNs1, TTO3BOJISASI MM BHEAPSITh B HUX M3MEHEHUS Mpo-
13BOJbHO. Kak 1 B MOAAaBJIIONIEM GOIbIIMHCTBE BUIEOMHCTA-
Jsuit JKMueBCKOro, aBTOp BBIMOJIHSET 34eCh ABYCMBICIEHHYIO
pOJIb, OCTaBJIsIsI 6e3 OIalleHKs] TO, HAaCKOJAbKO mepdopmaHcu-
CThl PYKOBOIAT COOCTBEHHBIMM MAEMCTBUSIMM, a Takke, Ha-
CKOJIbKO OHU TIPUAEPKUBAIOTCS MIPeABAPUTENIbHOMY ClIEeHAPUIO.

[Ipy n3ydeHUn CTpaTeruin U 3CTETUUYECKOTO peXuma Tpaau-
LIMOHHOTO nepdopMaHca MMeeT CMbIC/ 00CYXKIAaTh TEIeCHOCTb
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KaK TpMU3HaK caMopedepeHIMaTbHOCTY, OOHApPYKMBAsI €ro
B Jcue3aolleM WIM MUCUe3HYBIIEM BpeMeHU. «BTopuuHbie»
nmepdopMaHChl, HA060POT, IOABEPraiTCsa  KomU(pUKALUU
B CMBIC/IE 3apaHee M3BECTHOTO U JaXke KIMUIIMPOBAHHOTO HA00-
pa CMBICJIOB, a MPoliecc «OIUGPOBKM» IIPOCTPAHCTBA B pEXKUME
MHCTa/UISILUI B CBOIO OYepelb CBUAETEIbCTBYET O CTPEMJIEHUN
K «apXMBHOMY MMIIYJIbCY», KOTOPbI/f HEOOGHOKPATHO YIIOMMHA -
cst B paborax X. @ocrepa [11]. [ToMuMO BCEro BbIIIENEPEUNC-
JIEHHOTO, BO3HMKAET IOHMMAaHMe TOTO, UTO, YeM ITyOKe apXUBBI
WIU JOKYMEHTAllMM XYyAOKeCTBEHHOTO IPOM3BeeHUsI-COObI-
TUSI, TeM CUIbHee CIydail «OImocpedoBaHHOro» mnepdopmaHca
MU TIOMeIIeHMsI er0 B CBOeOOpasHbIii apXMB BhIpasKaeT IPU-
3HaK JOKyMeHTa KaK HeXBaTKU MOIJMHHOrO cBuuetens. IIpo-
CTPAHCTBA apXMBa COENMHSIIOT pedepeHTa U ero O3Havalllee
B ONHOM MU3MEPEHUU BPEMEHHOTO COOBITHSI, B KOTOPOM, Kak
M B MHCTAJUISIMOHHBIX MPOCTPAHCTBAX, MPUXOHSAT K B3aUMO-
Je/iCTBUIO COBEPIIIEHHO ITPOTUBOIIONIOKHbIE TTPeIMEThI 1 00bEeK-
ThI, UTO MTOJIpa3yMeBaeT TaKke BCTpeuy 06pa3oB ¥ HappaTUBOB.

CoBMeCTHO ¢ HabUpawIIel TeHIeHINIO K YIAIeHUIO «JOKY-
MeHTaIM3alueil», Ipu MPOTrHO3UPOBAHUYU COOBITHSI, TTPOUCXO-
ISIIero ¢ onpeneneHHOl CTelleHbl0 HeapTUKYIUPYeMOCTH WIK
HeollpeieIeHHOCTH, JedaTeNnu Mep@opMaTUBHBIX MPAKTUK CO-
BPEMEHHOCTY MpUOETaloT M K OroBapuBaeMoii 3apaHee ¢dopme
nogjauHHOCTU. TeM caMbIM, MHOMBUILYaJIbHOE aBTOPCTBO TOZ-
BepraeTcsl IepecMoTpy, [IOTOMY UTO peryiupoBaHye OCYyIeCTB-
neHus1 nepdopmaHca «IeeTUPYETCS» VIIU TepefaeTcsl MOaHO-
MOUMSIM HempodeccuoHaNbHbIX MephOPMaHCUCTOB, B CBOIO
ouepenb GOPMUPYIOUIUX CLIEHAPUU CUTyaluit KpaitHeil peanu-
CTUYHOCTHU U JOCTOBEPHOCTH, ITIOCKOJIbKY UX Pe3y/IbTaT He TIpef -
CTaBJISIeTCS BO3SMOXKHbBIM MIPeNONPeNeNINTDb 3apaHee.

HecmoTps Ha TO, YTO B pasiaMYHBIX KyJAbTypaxX U LMBUIN3A-
IMSIX 0003HAYAIOTCS Pas3/IMUHbIE PEKMMbBI MPOCTPAHCTBEHHO-
TeJIeCHOTO AMCTaHLUMPOBaHUS, Pelpe3eHTHUpyeMble Pa3IUUHbI-
MM BUIAMM WIM JKaHPaMM MUCKYCCTBA, MPUOIVIKAIOIIME XyoOXK-
HMKA K TTIOHMMAHMIO MMM CBOEro TBOPYECTBA KaK OTHOIIEHMIt
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C ompefieleHHbBIM MeCTOM, JaHAadToM, TOPOJAOM, CpeIoit,
Ipyroyl 3aMeTHO} TeHIeHLMeil CTAaHOBUTCS OIOCPeloBaHMe
1ephopMaTUBHBIX MTPAKTUK APYrUMM GOpMaMM MCKYCCTBA, Ta-
KMMM Kak ctaTuaHast ¢potorpadus, pacrnosjaraemast B IpocTpaH-
CTBE KCITO3UIMHU y3Ke TI0C/Ie IIPY BHITIOTHEHUM TepdhopMaTuB-
HBIX IIPAKTUK. 3aMETHBIM [IPUMEPOM TaKUX SIBJICHUI SIBIISIETCS
«riepopMaTUBHBIN» J3HI-apT C yuyacTueM dejioBeka. Tepputo-
puUs 0OUTaHUS YeJoBeKa, MCTOPUS, YeJIOBEK M MPUPOAA — MU-
HMMAaJIbHBbI/ TeMaTuMuyecKuii Habop TBopuecTBa JIio BosiuHa,
B YACTHOCTU cepuu ero pabot «CripsaTaTbcs B ropofe». B cBoem
TBOPUYECTBE KUTANCKMI XyAOKHUK JI10 BonuH coueTtaeT pasnny-
Hble JXaHPbl M TEXHMUKM, BKIIOUAS] CKYIBITYpPY, mepdopmaHC
u dororpaduio.

[puctynast K aHaau3y paboT BommHa, MOXET MOKa3aThCs,
YTO HAa HUX 3aredaT/ieHbl HeOObIUHbIE TeM3aKM; OTHAKO, eCIu
MPUCMOTPEThCS BHMMATENIbHE, TO Ha KaXkKAoil paboTe MOXKHO
3aMeTUTb CUJTY3T CTOSIIIIETO YeIOBeKa, B (purype KOTOPOTO eCTh
4YTO-TO BbI3bIBalolllee BOIIPOCHL. J[10 bo/iMH coxpaHseT B CBOeEM
TBOpPYECTBE TOHSATHE «MecTa», 0603Havast B CBOMX paboTax OT-
HOCUTEIbHO TTOCTOSIHHYIO CBSI3b MEKIY TPYIIIION JIIOJel U orpe-
IeJeHHbBIM MeCTOTIOJIOKEHMEM, OMHAKO, IMOJOOHBIM 00pa3soM
opmupyeTcst KOHIIENT «UysKOTO» MJIU TTOTEPSIBIIIETO MTPOCTPaH-
CTBEHHYIO UJIeHTUYHOCTb YeJIoBeKa IM106aabHOro Mupa.

WHTepnperainsi UCKyCCTBa 3a4aCTyIO CBSI3aHA C YUIOBUSIMU
COLIMAJIBHOM Cpe[ibl, THe pellalolee 3HaUYeHNe TTpMUodpeTaeT To,
uto B. I'poiic HazBal «JOKYMEHTAJIbHON MAEHTUUYHOCTbIO» aBTO-
pa — ero reHaepHas, STHUYECKas,, perMOHaJIbHas, K/IaccoBas
MIPUHAIJIEXKHOCTS [5, ¢. 107]. Ha orpaHM4eHHOCTb JAaHHOTO IO -
XO[la YKa3bIBa€T M TO, UTO MOMOGHBIM 0Opasom dopmupyercs
TTO3UIIMS XYIOKHMKA KaK «ITOCTKOJIOHUATBHOTO CYObeKTa», Mpo-
TUBOCTOSIIETO TOTAIUTAPHOMY IOUCKypcy. Ucnonb3ysi permo-
HaJIbHBIMI MaTepuan Ojsi cBoux mepdopmaHcoB U GoTopabor,
JTto BonvH BBICKa3bIBAeTCS B GOJbIIEN CTETIEHM O UeJIOBEYeCKOM
COCTOSTHMM KaK TakKOBOM M TIpU 3TOM MPUMEHSIET YHUBepPCalb-
Hble CTpaTernyu MoJepHu3Ma.
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HackombKo 3TMuecKast Mo3uius aBTopa BaKUSIeT Ha ero cob-
CTBEHHbIE 3CTETUYECKIME PEIIeHMs M Ha 3PUTEIbCKOE ITUYECKOE
U 3CTeTUUecKoe BocopusiTue? B caydyae TBOpueCTBa «ITOCTKOJIO-
HMAJIbHBIX» XYIOXKHMKOB TPENCTaB/IseTCs Haubomee MOIXOMmsi-
MM JJISI CPAaBHEHMSI TUIT CBUIeTeNsi-aBTopa. . AraMbeH Iu-
meT: «MOKHO CKa3aThb, UTO KaK IPeAIPUMHMMAaeMOe aKTOPOM
IeiiCTBMe MaeT CWIy HOKas3aTeabCTBa TOMY, UTO CaMo IO cebe
He 00J1alaeT 3TOi CUJIOM, U KU3Hb TOMY, YTO CaMO He MOIJIO Obl
SKUTb, TaK U MpeAIIecTBYIOIe eMy HecOBepilleHHOe NeiiCTBUe
WM HECIIOCOOHOCTb, KOTOPOE OH JOJDKEH BOCHOIHUTD, IPUAA-
IOT CMbBIC/I [efiCTBUIO MU CTIOBY auctor-cBupaerento» [1, c. 158].
IloCTOBEPHOCTb MCKYCCTBA M (haKT MMeeT BaKHOe, HO HaJeKo
He OCHOBHOe 3HaueHMe, Bedb IIOAK/IIOUEHME MCTOPUUECKOTO
KOHTEKCTa K JII060MY TUITY COIMaIbHO OPUEHTUPOBAHHOTO MUC-
KYyCCTBa, MpeArionaraeT MpoTUBOpeune, KOTOpoe «3aKIiouaeTCs
B HecoBHageHuM (aKTOB ¥ IpaBIbl, HECOBIAAEHMM KOHCTATa-
LMY ¥ IOHUMaHus» [1, ¢. 9].

OCHOBHBIM MeAMYMOM MCKYCCTBA PacCMaTpUBaeMOIO Xy-
JOKHMKA, KaK ¥ B MPaKTUKe aKLMOHM3MAa Miau mepdopmaHca,
TaKKe BBICTYTIAET TEJIECHOCTh, MIOUYTY IOTHOCTbIO OCBOOOKIEH-
Has OT aTpuOYTOB «IOKYMEHTAJIbHOI», COLMOKYJIbTYPHOI
UAEHTUYHOCTU, €OUHCTBEHHOM OTCBIJIKOM K KOTOPOM OCTaeTcs
KOCTIOM KUTalCKOro pabouero. B pamkax colyagbHOTO MOAX0aa
CTAHOBUTCS OUeBUHEE OPUTMHAIBHOCTD Xy/IOXKECTBEHHOTO Me-
toma JIto BonuHa, HO B paboTax KJIACCUKOB COLIMAIbHO aHTaXKM-
POBAHHOTO MCKYCCTBA, HANlpuMep, Takmux Kak Aii Beii-Beii, M.
AbpamoBuu, T. Cerajn, KOHIIEINTyajbHasi CTOPOHA MCKYCCTBa
MU30JIUPYETCSI OT aHTPOIIOJIOTMUECKOTO M COLMAIbHOTO KOHTEK-
CTa, UCITOIb3yeTCs KaK HEKMIT TOTOBBIN 06pa3el, O3BOJISIIOIIIA
MOCTaBUTh BOITPOC CKOpee O TpaHuIlax MCKYCCTBa, UeM O I'PaHM-
1IaX KOHIIEIITa «UYeJIOBEK».

dTudveckast cocTapisionasl pabor Jlio BoavHa CTaHOBUTCS
ele 6ojee Mpo6IEMAaTUYHONM C yUYaCTHEM B €r0 TBOPUECTBE Ca-
MUX «CBUIEeTeNeli», ero corpaxaaH, Bellb He TIPOU3BOIUTCS JIU
TaKMM CIIOCOOOM B paMKaX XYIOKECTBEHHOI'O BbICKAa3bIBAHUS
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06BeKTUBALIMS, TO CTh MPUPABHMBAHME MaTEePUATbLHOTO CBU-
IeTebCTBA M CBUIETEIS, TOUHEee, ero poin? VIHBIMM CIIOBaMMU,
yKe He MMeeT 3HaueHMsl, 0 UeM BBICKAa3bIBAETCSI CBUETENb, OH
caM CBUJIETEIbCTBYET O cebe, paboThl 0603HAUEHDBI «HEraTUB-
HOt MHIEKCAbHOCThIO». VIHIEeKC, TPMMEeHUTETbHO K Kiaccudu-
kanuu Y. Ilupca, — 3TO 3HaK, KOHKPETHO YKa3bIBAKIINIA HA pe-
(depeHTa B peasbHOCTM, HETaTUBHAS Xe MHIEKCAIbHOCTh —
MPU3HAK OTCYTCTBUSI. BO-TIepBBIX, OPUTMHATBHOCTh OOBEKTa-
CBUIIETENBCTBA TpeOyeT BHEIIHEro IMOSICHEHMSI CO CTOPOHBI Ca-
MOT'O XyIOXKHUKA WIK apT-UHCTUTYIIMI, KOTOPbIe SKCIIOHUPYIOT
U PACIIPOCTPAHSIIOT CBEEHMSI O ero TBopuecTse [7]. Bo-BTOpBIX,
TaKO¥ aKIEeHT Ha TeJeCHO! COCTaBsIoNeil 6yKBaJbHO (eTu-
MIV3UPYETCSI, TO €CTh MPOUCXOAUT MPOIEeCC CaKpaan3alum Uc-
TOPUUECKOi MpobaeMaTuKy B 11eJioM U 3¢ deKTa CBUIeTeIbCTBA
B YaCTHOCTM.

[IpMeHNTENbHO K XYHOXKECTBEHHBIM ITPAKTUKAM, B TOM
ynucine u Jloo BonmHa, 1€ATMOTMBOM MCKYCCTBA CTAaHOBUTCS
KOHCTPYMPOBAHME OIPENEeIEHHOTO JSTUYECKOTO pPaBHOBECHS,
PaCIIONIOKEeHHOTO 3a TpefelamMy perpe3eHTaluu I apTUKY-
JIMPOBAHHOTO CMbICIA — K IIPMMeEDPY, B IPYrOM ITPOCTPAHCTBE,
B MAaCKMpPOBKe IOf, JaHAmadT WIM BHEITHEM OTPUIIaHUM 3¢-
(dexTa, TPOU3BOAMMBIM MCKYCCTBOM Ha aKTyaJbHbIE COIMAJIb-
Hble ¥ 3KOJOrMYeckue mpobiemsbl. JIto BoiuH [nenaeT akieHT
Ha 6e30THOCUTETbHOCTM IePCOHAKe CBOUX pabOT M MOTEHLIM-
ajie BBISIBJIEHMSI MHOKECTBEHHOCTM (OPM MCKYCCTBA, UTO YCY-
ryonsieTcsl yTpaToii pedepeHTHOCTH, YKe IPUCYTCTBYIONIEH
B aHTPOIOJIOTM3MPOBAHHOI OKpYyKamoieii cpefe. Takas paboTa
C TIPOCTPAHCTBEHHBIMM OTHOIIEHUSIMM [ejlaeT CBOUM CJlef-
CTBMEM I1€PEOCMBICJIEHME ITUUYECKUX HOPM, CMelaeT (OKycC
C JIOKaJIbHOTO Ha robanbHoe [12].

IMomo6HbIi YIIOp Ha MTepeKOIUPOBAHUYM ICTETUUECKOTO OIThI-
Ta aCCOUMUMUPYETCS C MPOBIEeMAaTUUYHOCTHIO OTIpeIe/IeHNsI TPAHNIL
CaMOTO TIOHSITUS «3CTETUYECKOTO», TIOCKOJIBKY B JAHHOM C/Tydae
BO3HMKAET BOMNPOC O HEONHO3HAUYHOCTM €ero OOHapYKeHMS
¥ KOHKPETHOTO MpuUBEINeHMSI B OEeCTBME, a 3aTPyAHEHHOCTb
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TPAHUISIMM YYBCTBEHHOTO OITbITA B XYIOKECTBEHHOM COOBITUM
MOXeT MHTEePIIPETUPOBATHCS B KAUeCTBe aKTa «HelpeACcTaBUMO-
ro», IOCKO/IbKY OIbIT OKa3bIBAETCS NOCTYITHBIM TOJbKO /1151 B3a-
MMOZECTBYIOIINX, KOTOpble COCTaBJSIOT MPOCTPAHCTBO Mep-
(bopmMaTUBHBIX ITPaKTUK. B TakOM CMbIC/IE OTIpeAeeH e TPaHuI]
U UX IIyTU U3 TIPEONOJIEHNS] IPUBOAUT K IPoOieMe MPOSICHEHUS
IPaHMIL 3CTETUYECKOTO OIThITa HE CTOJIBKO KaK O BO3MOKHOCTU
pelureHTa perucTpUpoBaTh Ty WIM MHYIO UyBCTBEHHOCTb,
CKOJIbKO KaK O BO3MOXXHOCTH ITIOMeIlleHMS M BOCIIPUSITISI JaHHOM
YyBCTBEHHOCTU B OIpe[ieIEHHOM MeCTe — pelipe3eHTaluy Uin
XYyI0KeCTBEHHOTO JKecCTa.

V306paskeHusT «MeCT-Hurge» B MckyccrBe Jlio BonuHa Ha-
XOOATCS B IIpollecce HeINpepbIBHOTO ImepedopMaTMpOBaHMsI,
Ha TpaHMIle MEXOY M300paskeHueM UM OOBEKTOM, UTO [ejaeT
MIPUHIUIIMAIBHBIM MHTEPIIPETAllNMI0 €r0 TBOPYECTBA HE TOJIb-
KO C TOYKM 3peHUs TOTO, YTO OHO penpe3eHTUPYeT, HO U Ka-
Kol 3¢deKT IPUCYTCTBUS OHO TPOU3BOAUT, TO €CTb YEM
B Ie/ICTBUTEIbHOCTU SIBJIsSETCs. [lepcoHaXky, 0ObIYHbIE SKUTETU
KUTaiCKOl MPOBMHIIMM, paboulrie B KOHTEKCTe TBopuecTBa Bo-
JAVHa TMOMeleHbl B CTaJUI0 COBMECTHOTO Iepexofa B Ipyroe
«COCTOSIHME», MMEHHO B MOMEHT CbEeMKU OHM CTAHOBSITCS
«OIpeaMevYeHHbIMM» BHE 3aBUCUMOCTU OT 3TUUYECKOTO, MHTEN-
JIEKTYaJIbHOTO, 3CTETUMYECKOTO MM KaKOTo-aub0 M3MepeHMs.
WTak, B TOM CJyyae, eCiy YTO-TO B OOBEKTE MCKYCCTBA BOC-
MMPUHMMAETCsT PELUIIMEHTOM KakK HEMOTMBMpPOBAHHOE, HeecTe-
CTBEHHOE U, CJIelOBaTeNbHO, «MppalMOHATIbHOE», 3TO 3HAUMT,
YTO eMy ITOKa He YIaJIoCh CBECTU M300pakeHMe K MUCKIIOUM-
TeabHO IuddepeHIMaTbHBIM MOHSITUSIM, YTO CBUIETEIbCTBYET
O pexumMme ICTEeTUUYECKOr0 O06beKTa, KOTOPhI YKa3bIBaeT
Ha OTCYTCTBME (OPMBI, HEIPeaCTaBMMOro, IeMOHCTPUPYET
«HEeTaTUBHYIO» pempe3eHTalMI0 M aKLeHTUPyeT BHMUMaHUe
Ha CMeIIeHuu U mpobjieMe JoKaau3aluy mpeaMeTa BOCIPUS-
tusi. CliemoBaTelbHO, pa3jiMuHble CeMAaHTUYECKMe TPYTHOCTU
CBSI3aHbBI C TeM (baKTOM, YTO TpeaMeT B HallleM BUIEHUM Iie-
pecTaeT acCOMMPOBATHCS CO CMbICIOM, KOTOPBIV B COCTOSIHUM
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OCYIIeCTBUTD pedieKcusi.

OpHako, TOMUMO TMPOGIEMATUKM OKPYXKaloleil cpenst JIio
MHTePeCyoT U MHAYCTpUaIbHble IPOCTPAHCTBA, UCIIONb30BaHMe
MIPMBBIYHBIX BCEM IPEJMETOB B KaueCTBe OTAENbHbBIX deMeH-
TOB U300paskeHMs : 6aHKM, GYTBUIKM, OeKAa U ApyTue mpemme-
Thl TIOBCEIHEBHOCTM, OHM HAUYMHAIOT COCEACTBOBATH C TEM,
C YeM He JOJDKHBI [0 CBOeMY HasHaueHuio. [Togo6HbIi yroa pac-
CMOTpPEHMSI €ro TBOPYECTBA B HbIHEIIHE! XyIOKeCTBEHHO ma-
pagurMe MOKHO ITOHMMATh KaK 3CTETUYECKYIO YCTAHOBKY IPU-
O/MVKeHUST K IIpob/ieMaTuKe «Beln»: «Bimskaiiiinee mogpydYHoMy
CBOJICTBEHHO KaK ObI IIPSATATbCS B CBOEN MOAPYYHOCTH, UTOOBI
OBITb COOCTBEHHO IMOIPYYHBIM», — YTBEPXKIAET B YACTHOCTU M.
Xaiigerrep, — ¥ IpeaMeTy MO0 CUX IOp HeoO6XOOMMO CJIOMAaThb
CBOJ KOHTEKCT, UTOOBI BBIITY Ha CBET CBOEr0 PacIO3HABaHMS
Hamm» [9, c. 69]. CnegoBaTe/bHO, 3TUUECKOE B «VMCKYCCTBE UC-
ye3HOBeHUs» JI10 BoiMHa MOMHOCTBIO COBMAjaeT € aKTyaJlbHOI
YCTAHOBKO Ha OCO3HAHME CKPBITHIX MOTYBOB TOITY/ISIPHOTO UC-
KYCCTBa: JJIS1 paclo3HaBaHMUsI 00BbEKTA, CIeAyeT B OYKBAJIbHOM
CMBICJIE TIEPEKUTD «OTIPeIMeUMBaHYe»: HauaTh MbICJIUTD U Ieii-
CTBOBATb, KaK MPeIMET, Ubsl CTPYKTYpa A0 CUX IOP He A0 KOHIA
TTOHSTHA.

PeskuM «CTOPOHHEro HabmofaTesis» OKa3blBaeTcsl Mmpobiie-
MaTUYHBIM B 3TMUECKOM aclieKTe, Beb ONI03HABA€MOCTb, CIIeK-
TaKy/ISIPHOCTb TPOU3BEIEHMIT VMCKYCCTBA IOAPA3yMEBAeT, 4YTO
3pUTENIb CKOHIIEHTPUPOBAH Ha 0O0beKTe B3misma. doTtorpadum
JIto BonuHa croco6HbI MPUOMM3UTBCS K 3PUTENIO0, He Tpemy-
CMaTpuBasl YCIOBHOV KOHBEHIVMU: CyObEKT-3PUTENIb; 00BhEKT—
npousBeneHne. Kak XymoskHUKM COIIMATIbBHO OPMEHTUPOBAHHbIE,
Bo/MH BHOCUT MOMEHTHI HENPENCKa3yeMOCTM B KOHTEKCT, THe
MIPOUCXOOUT BOCIPUATHE €ro TBOPUYECTBA, [elaeT AaKIeHT
Ha pUCKe pasMeIleHus pexkuMa BUAMMOCTY 3a TPAaHUIIAMY STH-
KM perpe3eHTanyu. B maHHOM CTydae sTudeckast KpUTHUKA 06b-
eOVHSIETCSI C 3CTETUYECKOI, IMTOCKOIbKY MMEHHO 3CTeTHYeCcKyue
KOHCTQHTBI BHOCSIT MHOT000pasyue CMbICIOB B KaXIYIO CUTya-
1[110, KOTOPYIO OpraHm3syet BoauH.
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C gpyroii cTopoHbl, B TBOpuecTBe JIto bonnHa BecbMa TpyIHO
pa3TpaHUYNTh, UTO B €ro paboTax COOTBETCTBYET MCK/IIOUNUTENIb-
HO XyJI0’keCTBEHHOMY BbICKa3bIBAHUIO, & UTO MO epKMUBAET PU-
TOPUKY MPOO6IeM CYrybo SKOJOTMUeCKUX — obesjeceHue U ge-
3epTUUKALMS 3eMeJTb, 3p03UsI TIOUB, IIMPOKOE MUCITOTb30BaHMeE
HEeBO300HOBJISIEMBIX PECYPCOB, 3arpsi3HEHMEe BOJ, MMPOBOTO OKe-
aHa, YYaCTUBIIMECS CTUXUITHbIEe 6eACTBUS. B TaKOM acrekTe uc-
KYCCTBY He TIpUHAIJIEXUT MPUBUIETMPOBAHHAS MMO3UIUSI: KO-
JIOTUSI ONUH U3 TeX HeUyacThIX CJIy4aeB, B KOTOPBIX MCKYCCTBO
BKJTIOUAeTCs B 00CYKIaeMblit TepeueHb BOIIPOCOB. PabGoTast Haf
COGCTBEHHBIM IIPOEKTOM, JI1o BonuH peliaer mpobaeMy coueTa-
HMS HAYYHBIX JAHHBIX Y TOTO, YTOOBI TIOTEHIMATbHbIN PEIIATIN -
€HT ero MCKyCCTBa, 06paTUB BHMMAaHMe Ha COCTOSIHME SKOJIOTUU
B Kurae, He 6bUT meperpykeH uHdbopManyeir B TEKCTyaabHOM
dbopme.

I'mo6abHOEe MBIIIJIeHME CIIOCOOHO [eiCTBOBAaTh M B Kaue-
CTBe IOC/IeACTBUSI 30X [I06aNIN3Ma, OOHOBPEMEHHO OOHApY-
KUBAsT ero CKpbITble xapakTepuctuku [10]. CymiecTByeT pHUCK,
YTO KaK SKOHOMMYECKasl, TaK U TeXHOJIOTMYecKast odannsarms
MpUBeAEeT K YCKOPEHUIO TIpOoLiecca YHUBepCATIN3aLUnu KyAbTyPbl
U CBEIEHUIO ee K «O0IbIIUM HappaTuBam». MOTUB «caMoau3aii-
Ha», MacKMpOBKM IIOJ, OKpYKawlllee MPOCTPaHCTBO, KOTOPBIA
ucrionb3yeT JIto bonuH, mepemeniaeTcss B NPOCTPAHCTBO IJVIO-
6aJIbHOTO «apXyBa» MMUPA, Y KOTOPOTO CYIIECTBYET M BUAMMAS
yacTb — Habop 06pa30B U 0OBEKTOB, TOTO, UTO AOCTYITHO BOC-
TIPUSITUIO, TOTOBO JIJII HAGMIOOEHNS, SKCITOHMpOoBaHuus. [Ipyrasi,
6osiee 3HAUMMAsI YaCTh SIBJIIETCS TEM, UTO eIlle, Y3Ke WM COBCEM
He 00HAPYKMBAETCs, COBMeIlaeT B ce6e MHOrooOpasie He Ipu-
HIeImX K yIIOTPeOIeHUIO COeIMHEHNI MEKTY BeIlaMu, TO eCTb
CMBIC/IOB, KOTOPbIE ellle He MPUHSTh BO BHUMAaHMEe MUPOM XY-
JIOKeCTBEHHOM MHCTUTYUMM. [IaHeTapHbIii MaciiTab coOLyab-
HO OPMEHTMPOBAHHOTO MCKYCCTBA MO3TOMY CBSI3aH C HEBUIU-
MOJi YaCThIO «apXMBa», KaK cr1ocoba CyiecTBOBaHMs HOBOJ 9KO-
3CTeTUKM.

Bo Bpems, koraa, o onpenenennio @. bepapan, «<KoMIieKkc-
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HOCTb, KOTOpasl CJIMIIKOM ITy6OKa, CJIMIIKOM TYCTa, CAUIIKOM
MHTEHCUBHA, CIMIIKOM 6bICTpa, CIMIIKOM CTPEMUTENbHA, UTO-
OBl Halll MO3T MOT pacuiMdpoBaTh ee», — 3amadeil 3CTETUKU
JIIO/DKHO CTaThb OCO3HAHME CTPEMUTENbHO U3MEHSIIOIINXCS TeH-
OeHuuii [10]. [dekonmoHManbHOE MCKYCCTBO OCHOBBIBAETCSI
Ha TpoGiemMaTu3anyy 6asbl 3aIaHON XYHOKECTBEHHOM KYJlb-
TYpbl, COBepIliasi ABVOKeHME OT MPOTUBOCTOSIHUSI HEraTUMBHOOM
MOJie/IM K BOCCO3IAHUIO TIO3UTUBHBIX >XM3HEHHbIX MOojeei,
MMPOB U CaMOOIIYIIeHNsI, CHUMAIOIIETo MTPOTUBOPEUNST MEKITY
MMUPOM U ero BOCIIPUSITUEM YeJIOBEKOM.

MoTuB «ycKojb3aHMs» B TBopuecTBe JIto boinHa nepeHocuUt
MOTUB OTPULIAHMS (OPMBI MCKYCCTBA B paclIMpeHHOe T10Jie B3a-
MMOJeCTBUS, IepeKOAUPYSI BepTUKaTbHbIe M TOPU3OHTATbHbIE
CBSI3U, UTO SIBJISIETCSI OCMbIC/IEHMEM TJIaHETAPHOCTU U He3aBep-
IIEHHOCTH T[706anu3aluy, MecTa COBPEMEHHOIO MCKYCCTBa
B MEXIYHApOAHOM KOHTeKCTe. Xy[4oXKeCTBeHHasl MpaKTUKa CTa-
HOBUTCSI BADMAHTOM IT03HABATE/IbHOV CTpaTernu, KOTOPbI MO-
SKeT HaZeNMuTb MHIMBUAYATbHOTO CyObeKTa OIIyIleHMeM KOH-
KpeTHOro Mecta. CoobOIIeHe B TBOPUYECTBE PACCMATPMBAEMOTO
XYIOKHMKA — 3TO MMEHHO HeBOCITPOM3BOAMMOCTh pelipe3eHTa-
LMY TOTO, UTO He SIBJITETCS 0ObEKTOM, BOCIIPMHMMAEMOI1 peajb-
HOCTBIO, OHO OMpenessseTcsl Kak OTCYTCTBYIOIIAS 11eJI0CTHOCTb,
KOTOpasl MOXXeT ObITh BOCIIPUHSITA JIMIIb KOCBEHHO, IOCpen-
CTBOM I1epeOCMBICJIEHNSI TJIO0QNbHBIX HappaTUBOB. TOIBKO
Ha OCHOBe aHaju3a PaclIMPeHHOTO OIbITa BOCIPUSITUSI TIPO-
CTpaHCTBa Meayacpenbl MOXKHO MPUNATY K 3aKII0UEHUIO, UTO 3C-
TeTUUYECKUIi OIBIT peluIMeHTa IepexoiuT B COMAaTUuyecKoe
U 9K3UCTEHUMATbHOE M3MepeHUsl, a TakkKe MpeTeprieBaeT CIie-
unduIeckoro Buaa mehopMaluio B aCeKTe BIUSIHUSI CKOPOCTU
Ha croco6 pacro3HaBaHMUSI 3CTETUUYECKUX OOBEKTOB, UTO B KO-
HEUYHOM MUTOre TMPUBOIUT K MCUE3HOBEHUIO 3KCIIO3ULIMOHHOIO
MIPOCTPAHCTBA, KaK KOM(OPTHOI [T WieHa ayaguTOPUM CPembl.

CrnenmyeT MpeAIiONOXKUTb, UTO A1 MPaKTUK COBPEeMEHHbBIX
1ephOpMaHCOB AeMOHCTPATUBHO B3aMMHOEe (PYHKLMOHUPOBA-
HMe NIBYX TeHAeHIIUii, a MMeHHO, MepeBo/, Ha 3HAKOBbII MU
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KOHBEHI[MOHAJIbHBIN YPOBEHb COIMAJIbHOTO B3aMMOZECTBUS
B 9KCIIO3UIIMOHHOM MM B MHOM IyGIMYHOM IIPOCTPAHCTBE,
a Takke Bce Ooyiee 3aMeTHOE CMeIIeHUe B CTOPOHY OIpefe-
JIeHHBIX (OPM MHCTUTYIMOHAIM3AUMM. 3ajaua peeHaKTMeHTa
WU [eJIerMpoBaHHOro mnepdopmaHca IpefcTaBsSIeTCS 3ada-
CTYI0 He 3MaTMpPOBaHMEM aygUTOPUM, HO B MPOTHO3MPOBAHUU
M peaJiM3alMy HEKOTOPOTO CKENTUYeCKOro pacCTosiHus. B cimy-
yae JOKYMEHTAIuu U OoudpoBKY mepdOpMaTUBHBIX MMPAKTUK,
BBITIONIHSISI peeHaKTMEeHT, aBTOp mnepdopmaHca ITPOeKTUpyeT
BOCIIpOM3BeJleHMe B BOCOPUSITUU CBOEro TMOTEHIMATbHOTO
3pUTEJISI HapyIIeHHOTO paBHOBeCHs, cMelleHus ¢GoKyca ero
BHMMaHMS M 3CTETUYECKOTO MHTepeca, TaK Kak, JUIIb Ipu
YCIIOBUM HEKOTOPOTO 3PUTETBLHOTO yCUITMe, PelUITMEHTOOHAPY-
SKMBAEeT, UTO JTI06ast CUTyalus B ONpeaeleHHON CTeleH roMe-
HSIJIa CBOM KOOPAMHATHI B TOM UMC/e M BO BPEMEHHOM M3Me-
peHun.

Taxke, paguKaJIbHOCTb M UPE3BBIYANHOCTh mHepdopMaHca
B 3II0XY «JeJerMpoBaHHOTO MMOBOPOTa» OCTaeTCs B Cuje, MoKa
OHAa He OyJeT MCIOAb30BaHA HA MeCTe CTOJIKHOBEHUS U B3au-
MOZAENCTBUSI B KAKOW-TMO0 MHCTUTYLUM XYHDOKECTBEHHbIX
npakTuk. 1ndpoBoe MCKycCTBO B CBOKO Ouepenb, KaK AOTIONHN-
TeIbHbBIN (haKTOp, HACTOILKO COBIIAIAET C IMpPeACTaBIAeHUSIMU
M «TOPU3OHTOM» PeaJbHOCTU 3pUTENsl, 4TO rnepdhopMaTUBHbIE
COOBITMSI HAUMHAIOT HAZEeISIThCSI CMBICIOM BTOPUYHOI, «OIIO-
CpefoBaHHOI» aKTyaJbHOCTU XYA0KECTBEHHOIO MPOMU3BeHeHUs
WUJIA COOBITHUS.
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EKATERINA STRUGOVA!

THE MUSEUM EXPOSITION AS
«DELEGATION» AND MEDIATION IN THE
CONTEXT OF PERFORMATIVE PRACTICES

Abstract

The object of this study is the phenomenon of two methods that have
become widespread in modern medial aesthetics and aesthetics
of performative art, namely the strategy of «alienation’ in the
performative situation, which is due to the transcoding of relations
between the participants of the aesthetic experience, and the so-called
«delegated’ turn, which can be carried out in several scenarios:
reenactment, video installation or involvement for the re-performance
of the artistic «action’ of specially trained performance artists. Thus, if
in the study of the classical performance technique it makes sense
to talk about physicality as the artist’s self-identity, finding in the
disappearing or disappeared time often by no one documented event,
then approximately since the 1980s corporeality as a medium
continues to be used, first of all as a material for reproducing the
performance in an indirect form, namely in the form of video
installation. Therefore, there is a trend of requalification of authors
performative practices in directors or even members of another
project. The proof of authenticity is literally confirmed by repeated
fetishization, because the audience of the reenactment or performance
with the involvement of specially hired artists is enough to have
information that the original action of the performance confirms its
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own «place’ in the repetition.

Key words

Mediation, video installation, corporeality, objectification, «secondary’
interaction, reenactment.

The complexity of aesthetic experience in a performative
situation makes it difficult to define it, which is equally true
of the problem of determining the meaning of aesthetic
categories that are heterogeneous and procedural in nature. The
strongest interest for the analysis of methods of performative
practices in the last quarter of the twentieth century is the
phenomenon of repeated performance or reenactment on the
example of such representatives As T. Sieh, O. Kulik, K. Burden,
O. Mavromati, T. Segal, D. Wering, A. Zmijewski, where the
blurring of the distinction between actual and virtual, recoding
the most aesthetic setup, constant balance between modes
occurs twice and, in fact, often in a digital or an indirect form
of interaction.

In addition to the practices of «secondary’ interaction,
which were subjected to careful analysis in the studies of H.-T.
Lehmann, E. F. Lichte, K. Bishop, J. Ranciere, such
transformations of performance types lead to the overflow
of such trends in the environment of photographic art. Thus,
the discovery of new concepts or the restoration of virtually
obsolete ones is based on the mode of «relevance’. At the heart
of post-colonial discourse, which actively represents authentic
«Eastern» art, it is necessary to pay close attention to the ethical
problem concerning the reliable image of the experience
of a certain ethnic community. The work of contemporary
Chinese artist Liu Bolin becomes a reflection on how the effect
of «exotization’ is realized in the practice of performative art
through the method of decontextualization, namely, mediating
the relationship to the cultural «other’ through aesthetic
objects. When the artistic gesture is localized in a limited
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exhibition space, the criticality of socially oriented «Oriental’
art turns into an independent artistic value, being included
in the system of the global art world.

Turning to the study of mediatization of «performative turn’
in aesthetics, it is necessary to identify the area of use of this
phrase in the following directions. First, to determine which
element or strategy of modern performative practices testifies
to the «requalification’ of its status in the aesthetic experience.
Secondly, to identify the prerequisites and reasons for the
displacement of the boundaries of traditional categories
of performance and assess their relevance. Third, to touch upon
the problem of transformation of the material-physical aspect
in the process of aesthetic experience on the example
of performance documentation in the form of installation or
video projection in the exposition space.

The performative art, or the art of performance, is basically
not subject to the principles of aesthetic hermeneutics, which
focuses on the interpretation of works of art, since the focus is
not on the literal «reading’ of the artists actions, but on the
communicative effect, sensations, transformations that occur
with the audience during the process of aesthetic experience.
Aesthetic events are not interpreted by the same criteria as
works of art in the traditional sense, but rather their action is
evaluated from the standpoint of the success or failure of the act
of inclusion of participants in them, the change in the distance
of the «subject-object’” and the bodily-material and symbolic
dimension. The phenomena of «presence’ and «representation’
in aesthetic theory imply a significant contradiction, in the
sense that we are talking about the «presence’ of the actor,
when in this situation the viewer is literally forced to enter into
communication with the aesthetic object, overcoming his own
disinterest and distance. The symbolic content is pushed into
the field of «secondary’ interaction by placing the material-
physical dimension in the first place. Thus, there is a change
in the center of representation of artistic methods, and
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eventually the status of representation changes the status
of presence.

One of the most significant obstacles to the rethinking
of modern artistic practices is the problem of seriality,
secondarity, as the unification of means of expression in certain
genres, and especially in happenings, forms of actionism and
performances, leads to the implementation of international
scenarios. In particular, R. Meyer says: «Glitter of «today’,
spectacular immediacy of the contemporary art world threatens
to overwhelm our ability to comprehend critically the
relationship of the current moment with the past’ [11, p. 281].
Therefore, if we assume that the object-evidence as
a reenactment is required to identify as a secondary type
of evidence, then almost inevitably there is an «aura effect’,
assuming in its very name the aestheticization and sacralisation
of the previously exhibited object or action, because the
«photographic process’ introduces relevance in the visualization
environment, where it is equated to the possibility to take place
in the visitor’s perception of the exposition space in full, while
being endowed with the «alien’ authenticity of the original [2, p.
283]. In this regard, G. Agamben notes: «We can say that as
undertaken by the author of the action gives the strength of the
evidence, that in itself does not possess this power, and the life
that itself could not live, as the preceding imperfect action or
failure of which he must fill and give meaning to the action or
the word of the auctor-witness’ [1, p. 192].

The topic of the difference of reenactment, delegated and
«live’ format of performance in the full meaning of the word is
hard to define, but it should pre-allocates three areas
in a traditional or «physical’ performance. In the first case, the
order of actions of the author of the statement is based on his
biography, physical manipulation (for example, the early work
of M. Abramovich, F. Bi, Y. Boys). In the second-performance
introduced into the living conditions of the artist, the time
characteristics of its existence (T. Sie and creativity 1970—80s F.
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Ulai and M. Abramovich); in the third — performance shows the
extreme possible scenarios in the form of a real threat to the
physical condition of the performer, which was most clearly
illustrated by such representatives of the genre as O.
Mavromati, O. Kulik, K. Burden.

One of the most famous representatives of the delegated
performance T. Segal, put emphasis on the fact that his work
was regarded not as a performative art, but as a «situation’.
In the «situation’, which calls «This goal of that object’ Segal
offers the visitor a strictly deterministic order of manipulations,
namely, at the entrance to the exhibition space of the museum
five specially trained artists sitting with their backs to the
viewer, are invited to enter into a conversation about
subjectivity and objectivity, where a third-party participant,
that is, the viewer, acquired a new status, being deprived of the
choice not to participate in the discussion, becoming one of the
«actors’ of the event. It should be clarified that the intention
of Seagal was to detect lacunae in the public space-time
dimension, offering the possibility through pre-defined signs
of access to relevance, which also introduces into play the
receptive aspect of the «delegated’ performance, which was
characterized By G. Agamben as the time coordination, while
the fixation of relevance is carried out through «asynchronous
untimely’ [2, p. 50].

Most of the modern performances to this day is aimed at
demonstrating the physicality as the main artistic means
of expression, however, if the physicality as a medium is
preserved in use, it is mainly as the content of the video
projection, as a result of which the main initiators of the event
act change their status to «directing’, and often themselves
become part of the project of another artist. The status
of authenticity literally acquires the features of a fetish, since
a member of the audience of the reenactment as a «secondary’
event is enough to have information that the previous
performance confirms its documentary character in the act
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of repetition.

Thus, we are not talking about performance, but about
performativity, or reenactment, and if we refer to the
terminology of researcher K. Bishop, «delegated performance’,
which emerged as an institutional unit in the late 1980s. It is
separated from the previous form of implementation by the fact
that representatives of extremely opposite social, professional
and ethnic affiliation are involved in the performance, and
therefore the purpose of the performance as an artistic event is
also recognized as the creation of various kinds of video
materials for broadcasting in the museum or other public space
in the format of video installation at the end of the action [5, p.
78]. It is possible to mention in this case also a remarkable trend
in the «mediation’ of the performance, namely that some
artists, in particular S. Sierra, seek to add to the accompanying
materials of their work information about the amount
of payment for performances, turning the economic aspect
of one of their main problems, where, consequently, aesthetic
judgment lies not only in the category of ethical, but also socio-
economic level.

A vivid illustration is also becoming the draft reenactment
«Seven easy pieces’ by M. Abramovich, carried out in 2005,
in which Abramovich was repeated two its already completed
script, and performances of J. Boys, V. Export, D. Pan, V.
Akkonchi, B. naumana, as well as performances in MOMA
(2010), in the Garage (2011) where, on the initiative of the
artist, a certain «hierarchical ladder’ is built, in which each
performer and subsequently the viewer is forced to carry out
a series of repeated actions. The following example can serve as
no less illustrative for the phenomena of «seriality»
performance F. Collins «Horses are shot’ (2004), for which
Collins chose nine teenagers in Ramallah, paying them
to participate in the project in order to spend eight hours
performing a dance against the wall under the most popular
compositions of the last four decades. Similarly, he intended
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to minimize the differences between the existing performance
artists, using a variety of formats of contemporary art: portrait,
body-art, reality show.

The third trend of modern performance intended to include
the exposure time is also time video projection, represented
by such figures as D. Waring and A. Zmijewski. It can be
assumed that in this case, if we refer to the terminology
of Walter Benjamin, «in the process of completing the work
again generates its Creator’ [3]. Being components of the
exposition material, videos are the common denominator for
Autonomous pavilions and national pavilions in the Biennale
context, or the galleries participating in context art fairs (art fair
«Frieze’, «The Wrong gallery’ M. Cattelan, performance «One
Hundred Chinese’ by P. Peavy, which was happened over the
period 1998—2005). Since the time period of visiting the
exhibition does not imply familiarization with significant video
materials in full, as it often happens, this fact indicates that
narrative videos should be shown in such a way as to satisfy the
specific forms of their representation, as well as extremely
intense in their content. The most important thing for the
«delegated performance’ in the video installation format is
to focus not on the instrumentalization of time, but on the
possibility of performative practices to change time, to focus on
its heterogeneous regimes and to introduce into use often
exceptional time regimes that exist purely in the conceptual
framework of the artistic action.

Without resorting to the point of view of art as a model
of the social environment, it seems most effective to look at the
process of conceptualization of performative practices as an
exclusively creative initiative. That is why the performance or
its repetition in the exhibition space is a specific rethinking and
interpretation of the history of modern art, because in the case
when the value of a work of modern art is attested by any art
institution that produces explanatory procedures, and curatorial
programs, this additional step introduces the necessary
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transparency into the artist’s gesture. Such trends, according
to Jacques Ranciere, contrary to the «aesthetic regime’
of a performance or artistic action, that is, such a mode in which
the meaning of the work is radically underdetermined [13,
p.150]. In this regard, it seems necessary to make an
observation that the modern performance uses different models
and scenarios of repetition, «transfer’, mediation, but at the
same time its representatives continue to focus on the factor
of chance, involving in their actions non-professional
performers representing individual social groups.

As an example we can mention the work of A. Zmijewski,
«They’ in 2007, which identifies a specific narrative, more
focused not on representation, but to clarify the values of fine
art in the context of ideological confrontation. So, Zmijewski
organized in Warsaw, Studio of painting for four groups:
women, Roman Catholics, socialists, radicals, Jews and Polish
nationalities. Each group created a symbolic image of values,
which was subsequently printed on garments, which were then
given to all members of the performance audience, without
exception, as a result of which Zhmievsky, as the initiator of the
performance, invited the groups to react in any way to the
images created by the participants, allowing them to implement
changes in them arbitrarily. As the vast majority of video
installations Zmijewski, the author plays an ambiguous role,
leaving no disclosure of how the performer manage my own
actions and how they adhere to prior script.

When studying the strategies and aesthetic mode
of traditional performance, it makes sense to discuss physicality
as a sign of self-preference, revealing it in the disappearing or
disappeared time. «Secondary’ performances, on the contrary,
are codified in the sense of a previously known and even cliched
set of meanings, and the process of «digitization’ of space in the
mode of installations in turn indicates a desire for «archival
impulse’, which has been repeatedly mentioned in the works
of H. Foster [7]. In addition to all of the above, there is an
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understanding that the deeper the archives or documentation
of the work of art-events, the stronger the case of «mediated’
performance or placing it in a kind of archive expresses a sign
of the document as a lack of genuine witness. The archive
spaces connect the referent and its signifier in one dimension
of the time event, in which, as in the installation spaces,
completely opposite objects and objects come into interaction,
which also implies the meeting of images and narratives.

Together with the growing tendency to increase «records’
in predicting events with a certain degree of particulirement or
uncertainty, figures performative practices of contemporary
resort to stipulate in advance the form of authenticity. Thus,
individual authorship is subject to revision, because the
regulation of the performance is «delegated’ or transferred
to the powers of non-professional performers, in turn, forming
scenarios of situations of extreme realism and reliability, since
their result is not possible to predetermine in advance.

Despite the fact that in different cultures and civilizations
are designated different modes of spatial-physical distance,
represented by different types or genres of art, bringing the
artist to the understanding of their work as a relationship with
a certain place, landscape, city, environment, another
noticeable trend is the mediation of performative practices
by other forms of art, such as static photography, located in the
space of the exhibition after the implementation
of performative practices. A notable example of such
phenomena is the performative land art with human
participation. The territory of human habitation, history, man
and nature — the minimum thematic set of creativity Liu Bolin,
in particular a series of his works «Hide in the city’. In his work,
the Chinese artist Liu Bolin combines various genres and
techniques, including sculpture, performance and photography.

Starting to analyze the works of Bolin, it may seem that they
depicted unusual landscapes; however, if you look closely, at
each work you can see the silhouette of a man standing in the
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figure of which there is something causing questions. Liu Bolin
retains in his work the concept of place, denoting in his works
a relatively constant connection between a group of people and
a certain location, however, in this way formed the concept
of alien or lost the spatial identity of the person of the global
world.

Interpretation of art is often linked with the social
environment where it is crucial that Boris Groys has called
«documentary’ identity of the author of gender, ethnic,
regional, class [6, p. 107]. The limitation of this approach is also
indicated by the fact that in this way the position of the artist as
a «postcolonial subject’ opposing totalitarian discourse is
formed. Using regional material for his performances and
photographs, Liu Bolin speaks more about the human condition
as such and at the same time applies the universal strategies
of modernism.

To what extent does the ethical position of the author
influence his own aesthetic decisions and the audience’s ethical
and aesthetic perception? In the case of post-colonial artists,
the type of witness-author is the most appropriate for
comparison. D. Agamben writes: «It can be said that as the
action taken by the actor gives the power of proof that it does
not possess this power in itself, and life to that which itself
could not live, so the imperfect action or inability preceding it,
which he must fill, give meaning to the action or the word
auctor-witness’ [1, p. 158]. The authenticity of art and is an
important but not primary importance, because the connection
of historical context to any type of socially oriented art, and
suggests a contradiction, which «lies in the discrepancy between
the facts and the truth, the discrepancy between the statement
and understanding’ [1, p. 9].

The main medium of the art of the artist in question, as
in the practice of actionism or performance, is also the
physicality, almost completely freed from the attributes
of «documentary’, socio-cultural identity, the only reference
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to which remains the costume of the Chinese worker. Within the
framework of the social approach, the originality of Liu Bolin’s
artistic method becomes more obvious, but in the works of the
classics of socially engaged art, such as Al Wei-Wei, M.
Abramovich, T. Segal, the conceptual side of art is isolated from
the anthropological and social context, used as a ready-made
model that allows us to raise the question more about the
boundaries of art than about the boundaries of the concept
of «<human’.

The ethical component of the works of Liu Bolin becomes
even more problematic with the participation in his work of the
«witnesses’ themselves, his fellow citizens, after all, is not made
in this way within the framework of artistic expression
objectification, that is, the equalization of material evidence
and witness, more precisely, his role? In other words, it does not
matter what the witness speaks, he testifies, works marked
«negative indexality’. Index applied to the classification
of Charles Sanders Pierce is a sign specifically pointing
to a referent in reality, negative same indexselect sign of lack.
First, the originality of the object-evidence requires an external
explanation from the artist or art institutions that exhibit and
disseminate information about his work [12]. Secondly, such an
emphasis on the physical component is literally fetishized, that
is, there is a process of sacralization of historical problems
in General and the effect of evidence in particular.

With regard to artistic practices, including Liu Bolin, the
leitmotif of art is the construction of a certain ethical balance,
located outside the representation or articulated sense — for
example, in another space, in disguise under the landscape or
external negation of the effect produced by art on current social
and environmental problems. Liu Bolin emphasizes the non-
relativity of the characters in his works and the potential
to reveal the multiplicity of art forms, which is compounded
by the loss of reference already present in the anthropologized
environment. Such work with spatial relations results
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in a rethinking of ethical norms, shifting the focus from the
local to the global [10].

Such an emphasis on the transcoding of aesthetic
experience is associated with the problematic definition of the
boundaries of the concept of «aesthetic’, since in this case there
is a question of ambiguity of its detection and specific
actuation, and the difficulty of translating sensory experience
in an artistic event can be interpreted as an act
of «unrepresentable’, since the experience is available only for
interacting, which make up the space of performative practices.
In this sense, the definition of boundaries and their ways
of overcoming leads to the problem of clarifying the boundaries
of aesthetic experience not so much as the possibility of the
recipient to register this or that sensuality, but as the possibility
of placing and perception of this sensuality in a certain place —
representation or artistic gesture.

Images of «places-nowhere’ in the art of Liu Bolin are in the
process of continuous reformatting, on the border between the
image and the object, which makes the fundamental
interpretation of his work, not only in terms of what it
represents, but also what the effect of presence it produces, that
is what it really is. The characters, ordinary people of the
Chinese province, working in the context of creativity Bolin
placed in the joint stage of transition to another «state’,
precisely at the time of shooting they become «objectified’,
regardless of ethical, intellectual, aesthetic or any
measurement. So, if something in the object of art is perceived
by the recipient as unmotivated, unnatural and, consequently,
«irrational’, it means that he has not yet managed to reduce the
image to exclusively differential concepts, which indicates the
mode of the aesthetic object, which indicates the absence
of form, unrepresentable, demonstrates negative representation
and focuses on the displacement and the problem
of localization of the object of perception. Consequently,
various semantic difficulties are associated with the fact that
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the object in our vision is no longer associated with the
meaning that is able to carry out by reflection.

However, in addition to environmental issues, Liu is also
interested in industrial spaces, the use of familiar objects as
separate elements of the image: banks, bottles, clothes and
other everyday objects, they begin to coexist with what they
should not be for their intended purpose. Such an angle
of consideration of his work in the current artistic paradigm can
be understood as an aesthetic installation of approaching the
problem of «things’: «The nearest assistant tend to hide in his
hand, to be actually at hand’, — argues in particular M.
Heidegger, — and the subject still needs to break its context
to come to light of its recognition by us’ [8, p. 69]. Therefore,
the ethical in the «art of disappearance’ of Liu Bolin completely
coincides with the actual installation on the awareness of the
hidden motives of popular art: to recognize the object, you
should literally go through «objectivation’: start thinking and
acting as an object whose structure is still not fully understood.

The mode of «outside observer’ is problematic in the ethical
aspect, because the recognition, the theatricality of works of art
implies that the viewer is focused on the object of view. Photos
of Liu Bolin are able to get closer to the viewer without
providing for a conditional Convention: the subject-the viewer;
the object-the work. As socially oriented artists, Bolin brings
moments of unpredictability into the context where the
perception of his work takes place, focuses on the risk of placing
the regime of visibility beyond the boundaries of the ethics
of representation. In this case, ethical criticism is combined
with aesthetic, because it is aesthetic constants that bring
a variety of meanings to every situation that Bolin organizes.

On the other hand, in the works of Liu Bolin it is very
difficult to distinguish what in his works corresponds
exclusively to the artistic expression, and what supports the
rhetoric of purely environmental problems — deforestation and
land desertion, soil erosion, widespread use of non-renewable
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resources, pollution of the waters of the oceans, frequent
natural disasters. In this aspect, art does not have a privileged
position: ecology is one of those infrequent cases in which art is
included in the list of issues under discussion. Working on his
own project, Liu Bolin solves the problem of combining
scientific data and ensuring that a potential recipient of his art,
paying attention to the state of the environment in China, was
not overloaded with information in textual form.

A global mindset able to operate in as a consequence of the
era of globalization, at the same time discovering its hidden
features [9]. There is a risk that both economic and
technological globalization will accelerate the process
of universalization of culture and reduce it to «big narratives’.
The motif of «self-design’, disguising as the surrounding space,
which uses Liu Bolin, moves into the space of the global
«archive’ of the world, which has a visible part — a set of images
and objects that are available to perception, ready for
observation, exposure. The other, more significant part is that it
is still, already or not at all, combines a variety of unused
connections between things, that is, meanings that have not yet
been taken into account by the world of art institution. The
planetary scale of socially oriented art is therefore associated
with the invisible part of the «archive’ as a way of existence
of the new eco-aesthetics.

At a time when, according to F. Berardi, «complexity that is
too deep, too thick, too intense, too fast, too rapid for our brain
to decipher it’ — the task of aesthetics should be the awareness
of rapidly changing trends [4]. Decolonization art is based on
the problematization of the base of Western art culture, moving
from the confrontation of the negative model to the
reconstruction of positive life models, worlds and self-
perception, removing the contradictions between the world and
its perception of man.

The motif of «escape’ in the works of Liu Bolin transfers the
motif of negation of the art form into an expanded field
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of interaction, recoding vertical and horizontal connections,
which is the understanding of the planetary and incomplete
globalization, the place of contemporary art in the international
context. Artistic practice becomes a variant of cognitive strategy
that can give an individual subject a sense of a particular place.
The message in the work of the artist in question is precisely the
non-reproducibility of the representation of what is not an
object, perceived reality, it is defined as the missing integrity,
which can be perceived only indirectly, through the rethinking
of global narratives. Only on the basis of the analysis of the
extended experience of perception of the media environment
space it can be concluded that the aesthetic experience of the
recipient passes into somatic and existential dimensions, and
also undergoes a specific type of deformation in terms of the
influence of speed on the method of recognition of aesthetic
objects, which ultimately leads to the disappearance of the
exposition space as a comfortable environment for the audience
member.

It should be assumed that for the practices of modern
performances, the mutual functioning of two trends is
demonstrative, namely, the transfer to a symbolic or
conventional level of social interaction in the exhibition or
other public space, as well as an increasingly noticeable shift
towards certain forms of institutionalization. The task
of reenactment or delegated performance is often not to shock
the audience, but to predict and implement some skeptical
distance. In the case of documentation and digitization
of performative practices, performing a reenactment, the author
of the performance projects the reproduction in the perception
of his potential audience of disturbed balance, shifting the focus
of his attention and aesthetic interest, since, only under the
condition of some visual effort, the recipient finds that any
situation to some extent changed its coordinates, including
in the time dimension.

Also, the radicality and extremity of performance in the era
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of «delegated turn’ remains in force until it is used at the place
of collision and interaction in any institution of artistic
practices. Digital art in turn, as additional factor as same as the
concept and the «horizon’ of the reality of the audience that
performative events are endowed with meaning is secondary,
«indirect’ relevance of the artwork or event.
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BAJIEHTUHA COPOKOBUKOBA!

MYVY3EH B 3110XY [TOCTMO/IEPHA

A6cmpakm

CraTbsl TOCBSILIIEHA COBpEMEHHBIM My3eiHbIM IIpaKTMKaM (KOHLA
XX — Havana XXI BekoB). [losiBieHe HOBOTO TMIIA My3esl KaK «IOCT-
My3esl» 0GBSICHSIETCS 0COGEHHOCTSIMM COBPEMEHHO}I IIOCTMOAEPHMCT-
CKOJi KYJIBTYPHOJ CUTYyaly: pa3sBUTHEM MeIMaKyIbTYPbl U BU3Yya/Iu-
3ainyeil. JaHHble TeHAEeHLIMM pacCMaTPMBAIOTCSl aBTOPOM Ha IpuMepax
LIesITelIbHOCTU My3eeB B Poccuu 1 3a py6eskoMm.

Kniouegwole cnosa

My3eit, MOCTMYy3eit, 3TI0Xa MOCTMOZEPHA, Ky/lIbTypa IIOCTMOLEPHMU3MA,
MeIMaKyJIbTypa, BU3yalbHas Ky/IbTypa.

C HoBbIM BpeMeHEM MPUHSITO OTOXIECTBJSTh IEPUOM, MO-
JepHM3alMMU U 30Xy MojAepHa. Bepa B mo3HaBaeMOCTb MMUpa
U ero mpeobpasoBaHusl Ha ocHOBe Mctuubl, [Jo6pa u KpacoTsr
COCTaBJIsIIa CYyTh TOW 3IMOXM. B OCHOBE TakMX IEHHOCTEN ObLIu
UJlen BOCXOMSIIEero mporpecca M pa3BUTHUS YeloBeuecKkoit amd-
HOCTHM. DIOXa MoJepHa OblIa peanusanyeii IIPOEKTa SIIOXU
IpocsenieHus. IMEHHO B 3TO BpeMsl MOSBIISIOTCS MTyGIMYHbIE
My3eu. MyseifHble KOJJIEKIIMM IO/DKHBI OBLIM AOKa3aTh CYyIle-

! Banenmuna Copokosukosa — KaHaumat Gpuioc. HayK, JOLEHT, 3aB. Ka-
denpoit 06IIMX I'YMAaHUTAPHBIX U COLMATBbHO-IKOHOMUYUECKUX TUCIH-
IUIMH AKagemMuy XopoBoro uckyccersa umenu B. C. ITonosa (r. Mocksa)
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CTBOBaHMe 3aKOHOMEPHOCTe MpOorpeccMBHOrO pa3Butus. IIpo-
CBETUTENN, SBJSISICh HAcAeIHMKaMM TyMaHM3Ma 3Moxu Bos-
POXXIEHMsI, BEpUJIM, UTO BeJIMKME TBOPEHUS] HAYKU U UCKYCCTBA
MIPOJIOKAT MYTh K CO3IaHMI0 HOBOTO TUIIA OOIIeCTBa.

Ecm XIX BeK MOKHO ObUIO Ha3BaTh BEKOM My3esl, TO B XX
BeKe B PasBUTUM My3esi OOHAPYKMBAIOTCS TIPOTMBOPEUMBbIE
TeHaeHUMKU. C OOHOM CTOPOHBI, TPAAUILIMOHHBIN KIacCuueCKuUi
My3ell TofBepraeTcsi KpUTUKe TPeiCTaBUTENSIMM aBaHTapIHbIX
HarpaB/ieHuit B uckyccTBe. C Apyroii CTOPOHBI, B MOCAeIHME
gecatmietuss XX BeKa pPe3KO BO3pacTaeT MHTeEpeC K MY3el
CO CTOpPOHBI HIMPOKON MYOJIMKM, UTO TIO3BOJNSIET TOBOPUTH
0 «My3eifHOM OyMe», KOTODBINi CBSI3aH C HOBBIMM (opMamu
¥ IPMHLIUIIAMU pabOThI My3€eB.

My3zeit — 3TO CIOKHAsT MHOTOGYHKIVOHAIbHAS CHUCTEMA.
[Ipy 3TOM MOXHO Ha3BaTh TPM IJIABHbIX MOJENM MOHMMaHUS
ero CyTu: mMy3eil Kak Hay4HO-MCC/Ie0BaTeNbCKoe U 06pa3oBa-
TeJIbHOE yuYpeXaeHMe, KaK KOMMYHMKAaTUBHas CUCTeMa U Kak
«MHCTUTYT MaMSTU KyJbTYpPbl», 3aHUMAIOIINUIACS JOKYMEHTUPO-
BaHMeM. ITU QYHKIMM My3es CyIeCTBOBAIM B SIIOXY MOAEPHA,
OCTAIOTCSI OHM U B 3TI0XY MOCTMOJIepPHA, HO TIpM 3TOM IIpeTepIie-
BalOT paJyuKaibHbIe Tpeo6pasoBaHMS.

Iyist 0603HAYEHMST HOBOV MHCTUTYIMM, KoTopast B XXI Beke
MIPUXOAUT HA CMEHY IMyOGIMYHOMY IPOCBETUTENbCKOMY yupe-
KOEHUI0, BO3HUKIIEMY B XIX B., IPUHSITO UCIO/Jb30BaTh TEP-
MUH «IIOCTMy3eii». B OTHOIIEHUM K 3TOMy HOBOMY MY3€l0 TpO-
CJIEKMBAIOTCS 1B TIPOTMBOIIONOKHBIX TeHJeHIuM. Ha mepBbiii
B3IVISII, C My3esIMM BCe OGCTOUT ITPEKpPacHO: OTPOMHbBIE MHBE-
CTUIIMU B CTPOUTEIbCTBO HOBBIX My3eeB (10 BCeMYy MMpY Ha-
6mogaercss 6yM My3eifHOTO CTPOUTENbCTBA), B OCOGEHHOCTM
My3eeB COBpPEMEHHOIO MCKycCTBa (Harpumep, Myseit ¢hoH-
nma Louis Vuitton B Ilapuke). He 3a0bIBalOT ¥ 0 KJIaCCMUYECKUX
My3esxX (IpUMMEPOM MOKeT ObITh OTKphIBIIMiicS B 2017 romy
JIyBp AGy-Ilabu). ITocemaemoctb My3eeB B XXI Beke pacTeT
rof, OT TOAY, 3TO OeCSITKU, eC/ii He COTHU MUJUIMOHOB IOCeTU-
teneii B rom. OcoObIM YCIIEXOM ITONb3YIOTCS BpeMEHHbIE BbI-
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CTaBKM, KOTOpbIe «COUYMHSIIOTCSI» KPEaTUMBHBIMU KypaTOpaMmu,
MPUBJIEKas K HOBBIM M HEOXWUOAHHBIM Derpe3eHTalusiM MUC-
KycCTBa Bce 6ojiee IMUPOKYIO0 3PUTEIbCKYIO MyOINKY.

B 06mieMupoBoii TEHOEHIIMY My3€M IOHMMAIOTCS KaK 4acTb
TYPUCTUUECKOTO OM3HEeca, TaK HA3bIBAEMOTO KYJIbTYPHOTO TY-
pmu3Ma. JDTO KacaeTcsl Kak MPEeXHUX My3eeB, TaK U HOBBIX, IIPU
CTPOUTENBCTBE KOTOPBIX 0CO00€ BHMMAHME YIOEISIeTCS MCKITIO-
YUTETbHOCTM MPOEKTa, MPOBOLSTCS CIelUalbHble KOHKYPCHI.
Taxk nipu ctpoutenbcTBe My3sest ponHaa Louis Vuitton ero apxu-
tekTop ®peHk epu mocraBmi nepen coboii 3aady MOCTPOUTD
camoe Bolamoleecs sgaHnue XXI Beka.

Mysen akTvMBHee, YeM KOTJa JMO0 3aHMMAIOTCS IMPOCBETH-
TEJIbCKOI ¥ 00pa3oBaTeIbHON [esTeIbHOCTbI0, BBICTPaMBast
UMKIIBI JIEKLIVIA Y TIpe3eHTaluii, IPUYyPOYEeHHBIX K BpEMEHHbIM
BBICTABKaM U MOCTOSIHHBIM 3KcHo3unusaM. [Ipuuem stu mpo-
TpaMMbI CTaHOBSITCS BCe MHTepecHee. [IpyMepoM MOKET ObITh
ITporpamma nexkropust IMUU ce3ona 2018—2019 rT., B KOTOPOI1
TIOSIBJISIETCSl M3bICKaHHBINE A6oHemeHT N216 TMUU «I'paBiopa
YKUE-3 U UCKyccTBO DpaHumm BTOpPOI monoBuHBI XIX B.», roe
peub UIEeT O AMAJIOTe IBYX KMBOMMCHBIX KYIbTYpP: (hpaHIly3CKO¥
U SITIOHCKOM. YeTbIpe JeKUIUM YATAIUCH CPasy ke Mocjae OrpoM-
HOTO ycIiexa OSHOTO U3 IMaBHbIX Meponpusituii 2018 r. kaxk I'oga
Snonun B Poccun — BoIcTaBKU «IllemeBphl XMBOIIUCHU U TPaBIO-
pbI 3110XM 3A0». B aTOM Xe ce3oHe MUMU BriepBbIe IpedjaraeT
CTyIaTeIeM IOBBIIIEHHOM CJTOKHOCTY AGoHeMeHT N219 «Teo-
pUST UCKYCCTBA OT aHTUYHOCTU K MTOCTMOAEPHU3MY», B KOTOPOM
dunocodckme mMpobaeMbl ICTETUKU PACCMATPUBAIOTCS € TTO3U-
LU UCKYCCTBA.

B mamsTi coOTeueCTBEHHMKOB HAAO0/IT0 OCTAHYTCS BBICTAB-
ku B. CepoBa u U. JleButaHa, CONPOBOKAABIIMECS OTPOMHBIMU
ouepensiMM Ha SIHBAPCKOM MOPO3€, BBIABUMHYTBIMU KO BXOLY
COJMIIATCKUMU KyXHSIMU C TOPSTUMM 4YaeM ¥ HACTOSIIUM IITYp-
MOM rajiepeu B IocjaegHue OHM paboTsl. Takue peanuu MO3BO-
JISTIOT CUMTATh MPOBOAMMbBIE BBICTABKY CBOETO poja O10K-6acTte-
pamu. TpeTbSIKOBCKas rajaepes MOXeT FOPAUTHCS JOXOLHOCTBIO
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cBOMX TOKa30B: 3a 2017 rop 6b110 3apaborano 500 TeicsY py6-
Jein.

ITpy BUOe CTOMb YCIIEIIHBIX Pe3yJabTATOB BO3HUKAET TEH-
IEeHIVsST CBSI3bIBaTh HEOBIBAJIbIM pacliBeT My3esl C ITOCTMOIEp-
HM3MOM, KOTOpBI/i HepeaKko KBaAM(PUIMPOBAIM B KavyecTBe
MMEHHO My3eebMKATOPCKOV KYIbTYypbl, KOTOpas HU OT Yero
He OTKa3bIBaeTCsl, HUUEro He OTPMIIAeT, BOMpaeT B cebs Bce
MCTOpPUYECKME BapMaHThl XYIOXKEeCTBEHHBIX IpakTuMK. Cama
TTOCTMOJIEPHUCTCKAsI KYJIbTypa CTAHOBUTCS TMTAHTCKUM My3e-
€M, J[JOCTAaTOYHO 6ecCUCTEeMHBIM XPaHWIUIIEM I[€HHOCTeI .
HecryyaitHo, UTO B KauecTBEe MPUHIMIIA TOCTMOIEPHMUCTCKOTO
TBOpYECTBa DPAaCCMaTPUBAETCS IOHSTUE <«HOHCENeKIMMU», Kak
M3BECTHO MMOCTMOMEPHM3M OTKa3bIBaeTCS OT rpamaliuii HU3KO-
rO ¥ BbICOKOTO. TakuM 06pa3om, MOCTMY3€ii OKa3bIBAETCSI Op-
TaHMYHBIM HOBOMY TUITy KYJIbTYpPbI, KYJbTYPbl MOCTMOAEPHA
¥ TIOCTMOIepHM3Ma.

OmHako ¢ MHeHMeM 06 yOeguTeTbHOM M HEOCIIOPUMOM
ycriexe My3elHOI AesTelbHOCTU, KOTOPbII OUeBUAEH MOUIeN-
HMe IeCSTUIeTUS 10 BCeM MMUPY, COIVIACHBI JATeKO He BCe UC-
cregoBateny. OHM YTBEPXKOAIOT, YTO Ha CaMOM Jejie UAET ce-
pbe3Hoe M3MeHeHMe My3es, ero (opMbl U CcomepsKaHus, TaKKe
CBSI3bIBASI 3TM MeTaMop@o3bl C 3MOX0 MOCTMOMEPHA, HO YKe
HE B CTOJIb ONITUMMUCTUYECKOM KJTIOUeE.

Ha py6exke XX-XXI BeKOB MeHSIETCS CaM ITOXO[ K T'yMaHM-
TapHOMY 3HaHMIO. DII0Xa ITOCTMOJepHA BUIUT 3HAHME KaK UCTO-
PUYECKM YCIOBHOE ¥ 3aBUCHMOE OT KOHTeKCTa. [TocTMOmepHU3M
He TI03BOJISIET CUMTATh MY3€ii MCTMHO B IOC/IeIHe i MHCTAHIIVN,
TIPeACTaBIsATh eMy OQUIMATbHYIO TOUKY 3pEeHMsI, CaMOMY ObITh
IJIaBHBIM MHTEPITPETATOPOM CBOMX KOJUTEKIMIA. [To3uiinst Mmysest
BCETrO JIMIIb OHA U3 BO3MOKHBIX. B3IVIS11, HA MCTOPUIO MCKYCCTBA
TpeAcTaeT Kak MOAMMOHNYHBI M HEKAaHOHUYHbBIN. My3eltHbIi
pacckas o MPOIIOM He MOXKET ObITh «60JIbIINM HappaTUBOBM»,
He MMeeT TpaBO PacCTaB/ISATh MPUOPUTETHI. My3eii «He co3maeT
KaHOHBI ¥ He PacCTaB/IsIeT MPUOPUTETHI, KOTOPbIE MpeXkae Mpy-
IaBaay JOKYMEHTAJbHOCTh M TOCTOBEPHOCTh (hakTam U Iud-
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paM, Tak He06X0AVIMbIM J1JIsT O6IIEro MOHUMAaHMS KO ICTOPUNA.
O6BEKTUBHOCTD 3HAHMS, HETIPeMEeHHbI MUMITepaTUB IyOIUYHO-
ro My3esl, B HOBOM My3ee 3aMeHseTCs] Heu36eXKHOI CyObeKTUB-
HOCTbIO, BBITEKAIOIIEH 13 He06XOOVMOCTY COOTBETCTBOBATD I10-
Tpe6HOCTM ayauTopumn» [1].

IMocTmy3eit U3 SHUMKIIONEeANN KyJIbTYpPHOM MaMsTH IpeBpa-
1jaeTcs B IIpe3eHTalMOHHYIO TJIOIA/IKy, HA KOTOPOi1 pery/sipHO
MPOBOJATCS eAMHNYHbIE TeMaTuueckue meporpustus. Cratyc
My3esl KaK MHCTUTYLINY, GJIM3KOI 6MOIMOTEeKe MUY apXUBY, CMe-
HSIeTCSI CTATyCcOM IIeHTpa MO MNpefoCTaBAeHUI0 KYIbTYPHBIX
M 3PEUITHBIX YCIYT. DTO OOIEMMPOBOI CABUT, KOTOPBIN C KOH-
na 2000-x yTBep>KIaeTcss U B POCCUIICKON My3eiHON MOINTHKE.
CyTb Tpoliecca aBTop yke IUuTupoBaBiieiics Kuuru «Kak untaTthb
" TOHMMAaTh My3eit. dunocodust myses» 3uHaupa bonamu Bu-
AT B TOM, UTO BbICOKASI KY/IbTYpa yCTyIaeT MeCTO MacCOBOIA.

besyc/ioBHO, IIIaBHYIO POJib B 3TOM Ipoiiecce urpaet HTep-
HeT. HewryuaitHO MOCTMOJEPHM3MOM CTaM Ha3bIBaTh 0coboe
COCTOSIHME IyXOBHOJM KYyJBTYDPbl, COOTBETCTBYIOILlEE COBPEMEH-
HOMY 3TaIy COIMATbHO-9KOHOMMUYECKOTO Pas3sBUTUS — MHDOP-
MaI[MOHHOMY OOIIECTBY, a IJIaBHOI YePTOii STOTO 3Talla SBJISIET-
CSl MeIUIMHOCTb.

CoBpeMeHHbIVi My3eii HeMblJIMM 0e3 VHTepHeTra (06s3a-
TeJIbHBIN CaliT M OOHOBJISIEMBIN pa3/iesl HOBOCTEN Ha HEM, 3JIeK-
TPOHHbIE OWMJIETHI, ITPOTrPAMMBI COMPOBOXKIAIOUINX MEPOTIPUSI-
TUiL, MHOTOYMCIEHHbIe MpPWIOXKeHMUs). KoHllemuusi auasora
C myOnauMKoii peanusyeTcss B (opMe BUPTYaJIbHOTO [IMajiora.
MOKHO yTBepXAaTh, YTO BUPTyaaM3alUsI CTAHOBUTCSI yCIIelll-
HBIM KJIIOUOM KO Bce 6oJiee pacHmpsionieiicss MyseifHoi aymu-
Topuu. llesb mocTMy3es B MOTYyUYeHUM CTaTyca CpelCcTBA Macco-
Boii MHGpopMaryuu. CBoe KeJaHyue CTaTh IOJHOLIEHHBIM Meaua
MOCTMY3€eli peanusyeT yepe3 mpeccy, TeJleBueHne 1, B IepPBYI0
ouepenb, MHTepHET. CBSI3b My3esl C MeOua CIIOCOOCTBYET €ro
MacCOBOJ MMOMY/ISIpU3aLn.

CaMy IPUHIUIIBI PabOThI C apT-00beKTaAMM MEHSIIOTCS, ITPU-
obpeTas Bce GOJIbIIYI0 MEAUITHOCTh, M OKa3bIBAIOTCS MIPU ITOM
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BechbMa pa3sHOOGpa3sHbIMM. B KauecTBe MPMMEPOB MOKHO ITPU-
BEeCTU MHOTOJIIOJHbIE MOCKOBCKME MYJIbTUMEIUIIHbIE BbICTABKU
TMOCTUMIIPECCUOHUCTOB M PyCCKOro aBaHrapna («Bau T'or. Oxxus-
e mojoTHa», «OT MoH3 1o ManeBuua», «Bejinkue MOgepHU-
CTBI»), KOTOpbIE OCYILECTBIISIIUCH CKOpee B BUJIe aTTPAKL[MOHOB,
TIpMBJIeKast BeCbMa HeTpeboBaTeNbHYIO ITyOINKY M CKOpee MOT-
7 HaBCer[la OTBPATUTh OT CO3€PL@HUS «IePBOUCTOUYHMKAY», TOM
MOJJIMHHONM KapTUHbBI, KOTOpasi MOXeT TOJIbKO pPa3oyapoBaTh
HEOITBITHOTO 3pUTeJIsl MOocae 3KCIIPecCUBHOIO MoKas3a B pUTMax
C/1aip-110y M 3ByKOBOTO BUAEO.

Ewe oguH npuMep MylnbTUMEIUAHOCTUA — CepUsl BBICTABOK
06 ucTopun Poccuu, mpmMypovYeHHbIX K 4 HOS0ps, JIHIO Hapom-
HOro eguHcTBa. HaumHas ¢ «PropuroBudeit» u «PoMaHOBBIX»,
BCce BBICTaBKM (B mayibHeimem «1914—1945: OT BelIuKux I10-
Tpsicennii Kk Benukoii [Tobeme», «Poccusi — Mos ucropusi: 1945
—2017») roroBuwauch mo uHULMaTUBe IlaTpmapiuero coseTte
1o KyibType. Ha ocHOBe 3kcrniosuuuit B LleHTpanbHOM MaHexe,
B 2015 1. 6BLT CO3aH MUCTOpMUUECKU TTapK «Poccus-Most ucto-
pus» B 57 maBuiaboHe BIHX. B 2017 romy ObLIO OTKPBITO
15 ucTopuueckux MapKoB B HECKOJbKMX pernoHax Poccuiickoii
Qenepanuu. OTAMUNTENBHBIMM UYepPTaMU ITIPOEKTa SIBIISIIOTCS
MHOTOUMC/IEHHbIe MHTEpPakTUBHbIE pellleHMs. Vmes1 mapka 3a-
KJII0Yajlach B TOM, YTOOBI MCTOPUYECKMIT MaTepuaa 3arOBOPWII
Ha MOHSITHOM U IIPUBJIEKATEJIbHOM [JISI MOJIOLEXU SI3bIKe MH-
(bopMaIOHHBIX TEXHOJOTUIA. BBICTABKM TIOMYUYMSIM HEOTHO-
3HAYHYIO OLIEHKY B HAYYHOM COOOIIEeCTBE MCTOPUKOB, ITOCKOJIb-
Ky TPeACTaBIs/IM CKOpee IepPKOBHBIN B3I/ISAA, Ha MPOILIOE
CTpaHbI.

C TOYKM 3peHMs CTAHOBJI€HMSI HOBBIX MY3eMHbBbIX MPAKTUK
MHTepecHa npoiuieniias B KoHile 2018-Hauane 2019 r. BricTaBKa
B EBpeiickom my3ee U I[eHTpe TONepaHTHOCTU: «Pycckasi Tocka.
Vicaak JleBUTaH 1 aBTOpPCKUi KuHemartorpad». OHa COMIPOBOXK-
Jlajlacb BUPTYaJbHBIM IIPOEKTOM, KOTOpbI/i 3aduKCUpoBaH
Ha COOTBETCTBYIOIEM caiite (http://levitan.jewish
-museum.ru/). B srcrmosuiuyu 6buIM TmpencrasieHbl 30 meiisa-
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skeit Y. JleBuUTaHa U3 pa3sHbIX My3eeB, a TaKKe IIPOUTEHME ero
paboOT aBTOPCKMM OTEUECTBEHHBIM KMHO: 3HAMEHUThIE «Ieii3a-
KM HACTPOEHUST» MHTErPUPOBAHHbIE B KOHTEKCT KMHEMATOIpa-
da (mcnonbsyrorcst Bugeo u3 puabmos C. JiiseHnrreiiHa, A. J1o-
BXeHKO, A. Tapkosckoro, P. BanasHa, A. 3BAruHileBa 1 OPyrux
pexkuccepoB). BricTaBKa IpecTasisieT co60ii 00beIHEeHMe K-
BOITUCU Y KMHO. 3pUTENIb OTKPbIBAET [IIJIsT Ce0sI, UTO BhIAAIOIIVE-
CS1 OTeUeCTBEHHbBIE PEXKMUCCEPBI CHUMAIOT (UIbMBbI, BIOXHOBIISI-
SICh Tei3akaMy 3HaMEHUTBIX XYHOKHMKOB. Tak (opmMmupyeTtcs
ocobast yepTa POCCUIICKOTO KMHeMAaTorpada — ero «M3JIUIIHSS
MEeM3aKHOCTb».

Bo3MOkHO, UTO OymyIuii My3eit 6YIeT CTPEMUTHCS TTOUTU
LIeJIMKOM YITM B BUPTYaIbHYI0 cdhepy. B3aMeH Iporynku 1o 3a-
JAaHHOMY SKCKYpPCOBOIOM MapIIpyTy ITOCTMY3€ii Ipejjaraer
y4acTBOBaTh B Pa3sHOOOPA3HBIX MPaKTMKaX M SKCIIEpUMEHTaXx.

V3mio61eHHBIMY MeAya HOBOTO My3esl SIBJISIIOTCSI KMHO, BU-
neo u ¢ororpadusi: UX JIETKO XPaHUTb, JIETKO BBICTABIISITH,
M BO MHOI'MX CTy4asiX OHM He TPeOYIOT OT 3puTeseil 0COObIX MH-
TEJUIEKTYaIbHbIX YCUINiA. Bueo 1 KMHO MOTYT IIPEBPATUTH I1e-
JIyI0 aHGUIaay 3aJ0B B BUPTYATbHYI0 MYIBTUIUIEKCHYIO Cpemy
[2]. MHOTMe TeopeTUKM, KaK Hallpumep, aBCTPUINCKUI MCCIeno-
BaTeslb MeAManucKyccTBa, Iletep Baitbenb, MpencKkasbIBalOT IBU-
KeHue Mysess B CTOPOHY I€MOKpaTUMYecKOi CHUCTeMbI O0TOOpa
9KCIIOHATOB, COCTABJIEHUS 3PUTENIMMU COOCTBEHHBIX KypaTop-
CKMX TIPOEKTOB, Y€MY [IOJIKHO CIIOCOOCTBOBAThH IepeMelleHye
MYy3eiTHbIX COOpaHmit B IJT06aIbHYIO CETh.

IMoceTuTeaN MPUXOOSAT B My3eM He TOIbKO IJIS1 TOTO, UTOObI
YBUIETh SKCIIOHATBI, HO M MAJiS KOMMYyHMKauuu. [Toctmyseit
MpeACTaeT KaK B IEPBYIO 0Uepeib MeCTo Jocyra. Posib cBo60IHO-
ro BpeMeHM Bce 6ojiee BO3pacTaeT B COBpEMEHHON IMBUIM3A-
uyu. Bymymmuii sTam poboTusanuym obemiaer cokpalieHue pabo-
Yero JHS U CTaBUT BOIIPOC O 3aIIOJIHEHUM CBOOOTHOTO BPEMEHA.
IMocT™Myseit mpeaiaraeT CBOM BO3MOXKHOCTM MJIsI OpTaHU3AIUK
JIOCyTa: B HEM MOKHO ITOCETUTh Mara3yuH C COIyTCTBYIOIIVMM TO-
BapaMMm, BKYCHO IOECTb, IOCTYIIATh MY3bIKY U Iaske TOCMOTPETh
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KMHO, T0001aThes ¢ aApy3bsiMu. CiaoBo edutenment dhuxcupyert,
YTO My3€ii MPe/ICTaeT KaK HEeUTO CpelHee MEXKIY 00pa3oBaHMEM
" pa3BiieuyeHneM, Kak «0byueHue ¢ yBIeueHeM», a Ckopee Jaske
«C paspiieueHuem». [IpyyeM peub UAET HE TOIbKO O KOMMYHMKa-
1uuu c apredakramu Mmy3ses, Ho 06 06IeHMUM 3pUTeNelt APYyT C Ipy-
roMm. Tak, Hampumep, HbIO-MOPKCKUI MeTpomonuTeH-My3ein
MpejijlaraeT TeMaTuUuecke My3bliKajJbHble Beuepa (B 3ajax My-
CYIbMaHCKOTO MCKYCCTBAa MOYXXHO HEOXUIAHHO BCTPETUTHCS
C MYy3bIKAHTOM, WCIIOJHSIOMMM TPaAULIMOHHYI0 MY3BIKY
Ha ayTeHTUYHBIX MY3bIKaJIbHbIX MHCTpYMeHTax). LACMA, xyno-
>KeCTBeHHbIN Mmy3eit JIoc-AHmkeneca, u MOMA, my3eit COBpeMeH-
HOro McKyccrBa Hpio-Mopka, ycTpauBaloT crielanbHble OTKPbI-
Thie KOHIIePThI B BBIXOAHbIE JHU. DTy XKe TeHIEeHIUIO peanusyeT
u I'MUMU c ero «IIaTHuiamu B ITymkuHCcKoM», U I'TT, OTKpbIBIIasK
KMHOTeaTp, Te MOKAa3bIBAIOTCS KakK Jayyiine GuabMbl TEKYIETO
perepTyapa, Tak u gpecTBaau GUIbMOB 00 MCKYCCTBE.

My3eil CTaHOBUTCSI MOGHBIM MECTOM U BOBJIEKAETCSI B MUP
Mojbl. CTpemyieHMe TpaKTOBaTh MCKYCCTBO KaK pasBiieueHue
Tpe/iCTaBeH0 M B 3aBOEBaBIIMX IOMYISIPHOCTb BBICTABKaX,
CBSI3aHHBIX C MOJIOI. BbICTaBKM MPEACTAB/SIOT COO0I IKCIIepu-
MEHT IT10 BKJIIOUEHMIO MCKYCCTBAa MOIbI XX B. B OGIIYIO MICTOPUIO
UCKYCCTB (B MOCKBe IpPOBOAMIMCH BBICTAaBKM, IOCBSILEHHbIE
dpannysckum Monembepam Koko [lanens (2007), Kpucrtuany
HOuopy (2011) 8 IMUU um. A. C. Ilymkuna). B 2012 r. B ITapuke
Myseit Opcs mokasbiBajl BbICTaBKY «VIMIIPeCCMOHM3M U MOjia»,
COeIVIHVBUIYI0O BOEIVHO ABe MOMY/ISPHEMIINX TeMbl. XymoxkKe-
cTBeHHbI My3eit Jloc-Anskeneca LACMA B 2015 r. moka3sas BbI-
CTaBKY, IOCBSILEHHYIO UICTOPUYM MY>KCKO MOJBI.

Ocobast posb TPUHAIIEKUT My3eitHOMY muapy. Eciam my6-
JIMYHBI My3eii OCHOBHBIMM (dopMaMy pabOThl C ayauTOpUeN
CUNTAJT BBICTABKM M ITyOIMKAI[MM, 0Opa30BaTe/IbHbIE ITPOrpam-
MBI, TO TIOCTMY3€ii B 60JIbIIIel CTeNeH MUCITONb3yeT TEXHOIOT U
nyapa, yCwinBamwliye pa3BjieKaTelIbHOCTb My3es. Yke TTOHSATHe
«MHIYCTPUS KYIbTYPbI», BBeleHHOEe (PpaHKPypTIIAMM, TTO3BOJISI-
JI0 TOYHO OLIEHUTh Hapoxkaasliuecs mpoueccel. Tak M. Xopk-
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xavimep 1 T. AOpHO TIMCalli, YTO «CIUSHME KYJIbTYPbI C pa3Bie-
YyeHMeM IIPMBOOMUT He TOJBKO K Jerpajaiuu KyabTypbl,
HO ¥ B TaKOJi ke CTeleH! K Heu36eXKHOMY OTyXOTBOPEHMIO pas-
BJleueHMsl. Pa3BiieyeHre caMO BKJIIOYAeTCSl B UMCIO UAEAJIOB,
OHO 3aHMMaeT MeCTO BbICIINX Giar» [3].

B mocTmy3ee BpeMeHHbIE BBICTABKYM MEPECTAIOT OBITH BCIIO-
MoOraTeJbHbIM CPEeICTBOM I10 OTHOIIIEHMIO K TIOCTOSTHHO 3KCIIO-
3UINY, KaK 3TO ObUTIO paHee. BbICTaBOUHAS OeATETbHOCTh MY-
3eeB CTajla TaKoi MHTEHCMBHON ¥ MacITabHOIi, KaKoil OHa
He ObUTa HUKOrHA. VicciemoBaTenu My3eeB TOOBOPSIT 06 «3pe
BBICTABOK» B 30Xy ITOCTMOAepHa. Kaknasi BeicTaBKa CTAHOBUT-
CsI COOBITMEM, OCYIIECTBJSII CBSI3b OOINECTBA U BpPEMEHMN.
Bo BpeMeHHBIX BbICTaBKax MPUHMUMAIOT y4aCcTU MHOTOUMCIIEH-
Hble MY3€H, TaK BO3HMKAeT COBOKYITHOCTh apTedaKTOB, BBIXO-
ISast 3a Tmpejiesibl CaMOro My3esl.

Nsmepsisi  ycriex KOAMYECTBOM 3pUTENeN, MpOoUIeammnx
CKBO3b BBICTaBOUHbBIE 3ajIbl, TOCTMY3€eli HauMHaeT KOHKYPUPO-
BaThb C APYTMMU MHAYCTPUSIMM MaCCOBOM Ky/IbTypbl. HOBbBI My-
3eif CTpeMUTCS CAenaTh CBOM BBICTABKM B MEPBYIO Ouepellb 3pe-
JMIIHBIMU. «CerofHs My3eM He LeMOHCTPUPYIO UCKYCCTBO, OHU
IEMOHCTPUPYIOT cebst», — mmcan Bopuc I'poiic [4]. [Tomo6HO TO-
My, KaK JKMBOIIMCh M3MeHWJIach C MosiBeHueM ¢otorpadun,
My3eili U3SMEHWICS C HAcTyIUIeHMeM 3I0xM MocTMonepHa. OH
CTal CyOBLEKTUBHBIM ¥ COOBITMITHBIM. KypaTopckue MpoeKTbl
BBIPAKAIOT CyOBEKTMBHOE ITPOM3BOIbHOE HAUyajJo My3€eeB, Ha-
CTOSIIIINI Beep BO3MOXKHOCTEN B MHTepIpeTalun. A BpeMeHHbIe
BBICTaBKY HOCST UCKITIOUMTEIBHO COOBITUITHBIN XapaKTep.

XyIOKeCTBEHHbIN aBaHrap[, KOTOPbIM MeuTana O paspylie-
HUM MYy3esl, caM ITpr1obpen MHCTUTYIIMOHAIbHOCTD. [ToSIBSIIOTCS
BCEe HOBbIE My3eU U LIEHTPbl COBPEMEHHOI0 MCKYCCTBA. AKTY-
aJlbHOe MCKYCCTBO CT&JIO YaCTbl0 HOBOM MYy3€IHOI KyJIbTYyPbI
cHauana B CIIIA (MoMA, ocHoBaHHbII1 B Hbio-Vlopke B 1929 T.),
B EBpomne (¢ 1977 r. mapmwkckuii HauMOHa/IbHbBIN LEHTP UCKYC-
cTBa U KyabTyphl JKopska ITomnouzny, ¢ 2000 r. TOHZOHCKAS CO-
BpeMeHHas rajiepes TeiT) u HamHoOro 1osxe B Poccum (¢ 2008 r.
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My3eli COBpeMeHHOTO UCKYCCTBaA «'apak»).

KakoBo ke Oymyiee Mysess? MOXHO OXUAATb M3MEHEHMUS
OTHOLIEHUI My3es U nocetureneii. CerogHs rmocelieHne Myses
MPUBSI3aHO K OINpefeléHHOMY BPpEMEHM U MeCTY; BIleuaTaeHUs
OT My3ess — 3TO BO MHOTOM BIleUaTJI€HMSI OT TOTO MecCTa, e
3pUTEJb B ONpPEIeNEHHbIII MOMEHT CTOUT Iepef MPoMu3BeAeHN-
eM MCKycCTBa. 3puUTelib MOXeT MWCIbITbIBATh BIlevaT/ieHue
OT TIpOM3BeleHMsI UCKYCCTBA B My3ee TOJIbKO BO BpeMs Iocellie-
HMSI €T0 3JaHMs, B Yachl ero paboTsl. Korma oH yXOOuT U3 My3esl,
TO € co00Ji MOKeT 3aXBaTUTh TOJBKO KaTajor. Pasymeercs, ce-
TOOHS MOXHO TakKe CXOOUTb Ha MHTEPHET-CTPAHUIY My3es
U YBUAETb MpousBefeHusi. Ho, COOTBETCTBYS HOBBIM OXUAAHM-
SIM  MOJIOOEKHOV ayAuTOpuy, HYKHO OCBOOOAUTH MYy3eii
OT OTpaHMYEHMII BpeMEeHM U MeCTa, a 3TO 3HAUUT, UTO B Oymy-
1[eM YeJI0BEK CMOXKET BCTYUTh B KOHTAKT C My3eeM U ero Mpo-
u3BeeHneM, Jake eI OH He HaXOIUTCS B My3ee; a 3TO HeuTO
MHOe, UeM ITPOCTO IocellleHre Be6-cTpauuiibl. Takol BUPTYasb-
HbII My3eii JO/DKeH ObITh JOCTYIIeH KPYTJIOCYTOYHO.

Monopoe nmokoneHue B Bo3pacTe a0 30 JieT akTMBHO OCBau-
BaeT HOBbBIN TUII MMOBeAEHMSI: OHM CO3[al0T MPOrpaMMbl, COB-
MeIaloT MY3bIKaJbHble OTPBIBKM UM BUIAEOPSA, MOHTUPYIOT
(uabMBI M BBICTABISIOT UX B ceTu. Takoil HOBbIV TUII TTOBe/Ie-
HMS OHJIAMH Takke MHTepeCceH U KpaitHe BaXkeH [JisI My3eeB.
B OymymieM mnpumercs paspeliuTb 3PUTENISIM TPOU3BedeHMIA
MCKYCCTBA BBICTAB/ISITh COOCTBEHHBIE IPOM3BEIEHUST OHJIANH
M CTAHOBUTBCS XYIOKHUKAMMU U KypaTOpaMu.

Ecmu mysen 6ymyT mpejiaraTh MCKIIOUUTENIBHO KYIbTYPHbBIE
MPaKTUKM TOBeAEeHUs] MOCEeTUTeNel MPOIIbIX BEKOB, TO OHU
6e3HafIEeKHO ycTapeloT. ITocTMy3en UAYT IO MyTU U3MEHEeHM,
06pasibl KOTOPBIX MTOKA3bIBAIOT MMEHHO MYy3eM COBPEMEHHOTO
MUCKyCCTBA. [laHHbIe TeHAEHIMM MOKHO OII€HMBATh MOJIOXKU-
TeJbHO, HO He 3a0bIBaTh IIPM 3TOM OIACHOCTM IpeBpaIleHMs
My3esl B ouepefHOe Me[i1a, CO CBOMICTBEHHBIMU €My ONaCHOCTSI-
MM MacCoOBU3aluM, yCpeJHeHUs, JOMUHUPOBAHUS BU3yaau3a-
UMM U pasBieKaTeabHOCTU. Peduiekcus 1Mo TMOBOAY SBOIOLUU
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My3es1 HeOoObIUalfHO BaXXHAa U OymeT CIocoO6CTBOBATH BbIGODPY
MPaBUJIbHBIX MTyTEli €T0 Pa3BUTHS.
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VALENTINA SOROKOVIKOVA!

MUSEUM IN THE POSTMODERN ERA
Abstract

The article is dedicated to the modern Museum practices (of the late
XX- early XXI centuries). The emergence of new a new type
of Museum as a postmuseum is explained by the peculiarities of the
contemporary post-modern cultural situation: the development
of media culture and visualization. These trends are considered by the
author on numerous examples of t museum activity in Russia and
abroad.

Keywords

Museum, postmuseum, the era of postmoder, postmodern culture,
media culture, visual culture.

With the New time it is customary to identify the period
of modernization and the era of modernity. Faith in the
cognizability of the world and its transformation on the basis
of Truth, Goodness and Beauty was the essence of that era. At
the heart of such values were the ideas of the upward progress
and development of the human personality. The modern era was

! Valentina Sorokovikova — Candidate Philos. Sciences, associate
professor, head. Department of general humanitarian and socio-
economic disciplines of the Academy of Choral Art named after V.
S. Popov (Moscow)
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a project of the Enlightenment. It is at this time that public
museums appear. Museum collections were supposed to prove
the existence of laws of progressive development. The
educators, being heirs of the humanism of the Renaissance,
believed that the great creations of science and art would pave
the way for the creation of a new type of society.

If the XIX century could be called the century of the
museum, then in the twentieth century in the development
of the museum, contradictory trends are found. On the one
hand, the traditional classical museum is being criticized
by representatives of avant-garde art trends. On the other hand,
in the last decades of the twentieth century, the general public
has sharply increased interest in the museum, which makes it
possible to speak of a «xmuseum boom», which is associated with
new forms and principles of the work of museums.

The museum is a complex multi-functional system. At the
same time, there are three main models for understanding its
essence: a museum as a research and educational institution, as
a communicative system, and as a «memory institution
of culture» engaged in documentation. These functions of the
museum existed in the modern era, they remain in the
postmodern era, but they undergo radical transformations.

To refer to the new institution, which in the 21st century
comes to replace the public educational institution that
emerged in the 19th century, it is customary to use the term
«post-museums». In relation to this new museum, two opposite
trends can be traced. At first glance, everything is fine with
museums: a huge investment in the construction of new
museums (there is a boom in museum construction around the
world), especially modern art museums (for example, the Louis
Vuitton Foundation Museum in Paris). Do not forget about the
classical museums (an example is the Louvre Abu Dhabi, which
opened in 2017). Attendance of museums in the XXI century is
growing year by year, it is dozens, if not hundreds of millions
of visitors a year. Temporary exhibitions, which are «composed»
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by creative curators, are attracting particular success, attracting
an ever wider audience to new and unexpected representations
of art.

In the global trend, museums are understood as part of the
tourism business, the so-called cultural tourism. This applies
to both former museums and new ones, during the construction
of which special attention is paid to the exclusivity of the
project, special competitions are held. So during the
construction of the Museum of the Louis Vuitton Foundation,
his architect Frank Gehry set himself the task of building the
most outstanding building of the 21st century.

Museums are more active than ever engaged in educational
and educational activities, building cycles of lectures and
presentations, timed to coincide with temporary exhibitions and
permanent exhibitions. Moreover, these programs are becoming
more interesting. An example would be the Program of the
lecture hall of the Pushkin Museum of Fine Arts of the season
2018—2019, in which an exquisite Subscription No. 16 of the
Pushkin Museum of Fine Arts «Ukiyou-et engraving and French
art of the second half of the 19th century» appears, which deals
with the dialogue of two beautiful cultures: French and
Japanese. Four lectures were read immediately after the
tremendous success of one of the main events of 2018 as the
Year of Japan in Russia — the exhibition Masterpieces
of Painting and Engraving of the Edo Age. In the same season,
the Pushkin Museum of Fine Arts for the first time offers the
listener of increased complexity Subscription No. 19 «The
Theory of Art from Antiquity to Postmodernism», in which the
philosophical problems of aesthetics are viewed from the
perspective of art.

In the memory of compatriots, the exhibitions of V. Serov
and I. Levitan will remain for a long time, accompanied by huge
queues at the January frost, brought to the entrance by soldiers’
kitchens with hot tea and a real assault on the gallery in the last
days of work. Such realities allow us to consider the exhibitions
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held as a kind of block-baster. The Tretyakov Gallery can be
proud of the profitability of its hits: in 2017, 500 thousand
rubles were earned.

Seeing such successful results, there is a tendency
to associate the unprecedented flourishing of the museum with
postmodernism, which was often qualified as a museum-setting
culture, which does not refuse anything, does not deny
anything, and incorporates all historical versions of artistic
practices. Postmodern culture itself becomes a giant museum,
a rather unsystematic repository of values. It is no coincidence
that the concept of «non-selection» is considered as a principle
of postmodern art, as it is well known that postmodernism
rejects the gradations of low and high. Thus, the postmuseum
turns out to be an organic new type of culture, the culture
of postmodern and postmodernism.

However, far from all researchers agree with the opinion
about the convincing and indisputable success of museum
activities that have been evident over the past decades around
the world. They argue that in fact there is a major change in the
museum, its form and content, also linking these
metamorphoses with the postmodern era, but not in such an
optimistic vein.

At the turn of the XX—XXI centuries, the campaign
to humanitarian knowledge is changing. The postmodern era
sees knowledge as historically conditional and context
dependent. Postmodernism does not allow to consider the
museum as the ultimate truth, to represent the official point
of view to it, to be the main interpreter of its collections. The
position of the museum is just one of the possible. A look at the
history of art appears as polyphonic and non-canonical. The
museum story about the past cannot be «great narrative», it
does not have the right to set priorities.

The museum «does not create canons and does not
prioritize, which previously gave documentary and authenticity
to facts and figures, so necessary for a common understanding
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of the history code. The objectivity of knowledge, an
indispensable imperative of a public museum, is replaced in the
new museum by the inevitable subjectivity arising from the
need to match the needs of the audience» [1].

Postmuseum from the encyclopedia of cultural memory is
transformed into a presentation platform, where individual
thematic events are held regularly. The status of the museum as
an institution close to a library or archive is replaced by the
status of a center for the provision of cultural and
entertainment services. This is a global shift that has been
affirmed in Russian museum politics since the late 2000s. The
author of the book «How to read and understand the museum.
Museum philosophy «Zinaida Bonami sees that high culture
gives way to mass culture. Of course, the Internet plays a major
role in this process. It is no coincidence that postmodernism has
begun to call a special state of spiritual culture corresponding
to the current stage of socio-economic development — the
information society, and the main feature of this stage is media.

A modern museum is inconceivable without the Internet
(a mandatory site and an updated news section on it, electronic
tickets, programs for accompanying events, numerous
applications). The concept of dialogue with the public is realized
in the form of a virtual dialogue. Arguably, virtualization is
becoming a successful key to an ever-expanding museum
audience. The purpose of the postmuseum in obtaining the
status of the media. He realizes his desire to become a full-
fledged media post-museum through the press, television and,
above all, the Internet. Communication of the museum with the
media contributes to its mass popularization.

The principles of working with art objects themselves
change, acquiring an ever-increasing media content, and turn
out to be very diverse. Examples include the populous Moscow
multimedia exhibitions of postimpressionists and the Russian
avant-garde («Van Gogh. Revived canvases», «From Monet
to Malevich», «Great Modernists»), which were carried out more
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in the form of attractions, attracting a very undemanding
audience and could forever turn away from the contemplation
of the «original source», the genuine picture that can only
disappoint an inexperienced viewer after expressive display
in the rhythms of a slide show and sound video.

Another example of multimedia is a series of exhibitions
about the history of Russia, timed to the 4th of November, the
Day of National Unity. Starting with «Rurikovich» and
«Romanovs», all exhibitions (hereinafter «1914—1945: From
Great Upheavals to Great Victory», «Russia is My History: 1945
—2017») were prepared on the initiative of the Patriarchal
Council on Culture. On the basis of expositions in the Central
Manezh, in 2015, the historical park «Russia-My Story» was
created in Hall 57 of the Exhibition of Economic Achievements.
In 2017, 15 historical parks were opened in several regions
of the Russian Federation. Distinctive features of the project are
numerous interactive solutions. The idea of the park was
to speak the historical material in the language of information
technology that is understandable and attractive to young
people. The exhibitions received an ambiguous assessment
in the scientific community of historians, since they presented
rather a church view on the country’s past.

From the point of view of the formation of new museum
practices, the exhibition held at the end of 2018 and the
beginning of 2019 in the Jewish Museum and the Center for
Tolerance is interesting: «Russian melancholy. Isaac Levitan and
author cinema». It was accompanied by a virtual project, which
is fixed on the corresponding site (http://levitan.jewish-
museum.ru/). The exhibition featured 30 landscapes by 1.
Levitan from various museums, as well as the reading of his
works by author’s domestic cinema: the famous «landscapes
of mood» integrated into the context of cinema (videos from
films by S. Eisenstein, A. Dovzhenko, A. Tarkovsky, R. are used
Balayan, A. Zvyagintsev and other directors). The exhibition is
a union of painting and film. The viewer discovers that
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outstanding domestic directors make films, inspired by the
landscapes of famous artists. This is how a special feature
of Russian cinema is formed — its «excessive landscape».

It is possible that the future museum will strive almost
entirely to go into the virtual sphere. In exchange for a walk
along the route set by the guide, the post-museum offers
to participate in various practices and experiments. «The
favorite media of the new museum is cinema, video and
photography: they are easy to store, easy to exhibit, and
in many cases they do not require much intellectual effort from
the audience. Video and cinema can turn a whole suite of rooms
into a virtual multiplex environment [2]. Many theorists, such as
Austrian media art researcher Peter Weibel, predict the
museum’s movement towards a democratic system for selecting
exhibits, making curators ’own projects for the audience, which
should be facilitated by moving the museum collections to the
global network.

Visitors come to museums not only to see the exhibits, but
also for communication. Postmuseum appears as the first place
of leisure. The role of free time is increasingly increasing
in modern civilization. The future stage of robotization
promises to reduce the working day and raises the question
of filling free time. Postmuseum offers its own possibilities for
organizing leisure: it is possible to visit a store with related
goods, eat tasty food, listen to music and even watch a movie,
chat with friends. The word edutenment fixes that the museum
appears as something between education and entertainment, as
«learning with passion», or rather even «with entertainment».
And we are talking not only about communication with the
artifacts of the museum, but about communicating the audience
with each other. For example, the New York Metropolitan
Museum offers themed musical evenings (in the halls of Muslim
art, you can suddenly meet with a musician performing
traditional music with authentic musical instruments). LACMA,
the Art Museum of Los Angeles, and MoMA, the Museum
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of Modern Art in New York, hold special open-air concerts at the
weekend. The same tendency is implemented by the Pushkin
Museum of Fine Arts with its Fridays in Pushkin, and the State
Tretyakov Gallery, which opened a cinema, which shows both
the best films of the current repertoire and festivals of films
about art.

The museum is becoming a fashionable place and is
involved in the fashion world. The desire to interpret art as
entertainment is also presented in popular exhibitions related
to fashion. Exhibitions are an experiment to incorporate the art
of fashion of the twentieth century. to the general history of art
(in Moscow there were exhibitions devoted to the French artists
Coco Chanel (2007), Christian Dior (2011) in the Pushkin State
Museum of Fine Arts). In 2012, in Paris, the Orsay Museum
showed the exhibition «Impressionism and Fashion,» which
combined the two most popular themes. The Los Angeles Art
Museum LACMA in 2015 showed an exhibition dedicated to the
history of men’s fashion.

A special role belongs to the museum PR. If a public
museum considered exhibitions and publications, educational
programs to be the main forms of work with the audience, then
the post-museums mostly use PR technologies that enhance the
entertainment of the museum. The concept of «culture
industry», introduced by Frankfurt, made it possible
to accurately evaluate the emerging processes. So M.
Horkheimer and T. Adorno wrote that «the fusion of culture
with entertainment leads not only to the degradation of culture,
but also to the inevitable spiritualization of entertainment.
Entertainment itself is included in the number of ideals, it takes
the place of the highest good ” [3].

In a postmuseum, temporary exhibitions cease to be an
auxiliary tool in relation to the permanent exhibition, as it was
before. The exhibition activity of museums has become as
intense and large-scale as it never was. Museum researchers talk
about the «era of exhibitions» in the postmodern era. Each
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exhibition becomes an event, carrying out the connection
of society and time. Numerous museums take part in temporary
exhibitions, this is how a collection of artifacts emerges that
goes beyond the museum itself.

Measuring success by the number of viewers who have
passed through the exhibition halls, the postmuseum begins
to compete with other industries of mass culture. The new
museum aims to make its exhibitions primarily spectacular.
«Today, museums do not demonstrate art, they demonstrate
themselves,» wrote Boris Groys [4]. Just as the painting has
changed with the advent of photography, the museum has
changed with the advent of the postmodern era. He became
subjective and eventful. Curatorial projects express the
subjective, arbitrary beginning of museums, a real fan
of possibilities in interpretation. And temporary exhibitions are
exclusively event-driven.

The artistic avant-garde, who dreamed of the destruction
of the museum, itself acquired institutionalization. There are all
new museums and centers of modern art. Actual art became part
of the new museum culture, first in the USA (MoMA, founded
in New York in 1929), in Europe (since 1977, the Paris National
Center for Art and Culture Georges Pompidou, since 2000, the
London modern Tate Gallery) and much later in Russia (since
2008, the Garage Museum of Contemporary Art).

What is the future of the museum? We can expect changes
in the museum’s relations with visitors. Today, a visit to the
museum is tied to a specific time and place; impressions of the
museum — this is largely impressions of the place where the
viewer at a certain point is in front of a work of art. The viewer
may experience the impression of a work of art in a museum
only during a visit to his building, during his work hours. When
he leaves the museum, only the catalog can take him. Of course,
today you can also go to the museum’s website and see the
works. But, meeting the new expectations of the youth
audience, it is necessary to free the museum from the
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limitations of time and place, which means that in the future
a person will be able to make contact with the museum and its
work, even if it is not in the museum; and this is something
other than just visiting a web page. Such a virtual museum
should be available around the clock.

The younger generation under the age of 30 is actively
developing a new type of behavior: they create programs,
combine musical passages and video sequences, edit films and
put them online. This new type of online behavior is also
interesting and extremely important for museums. In the
future, it will be necessary to allow viewers of works of art
to exhibit their own works online and become artists and
curators.

If museums offer exclusively cultural practices of the
behavior of visitors of past centuries, they will hopelessly
become obsolete. Postmuseums follow the path of change, the
samples of which are shown by the museums of modern art.
These trends can be assessed positively, but do not forget at the
same time the dangers of turning the museum into another
media, with its inherent dangers of massization, averaging,
dominance of visualization and entertainment. Reflection on
the evolution of the museum is extremely important and will
contribute to the choice of the correct ways of its development.
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APHOJIb/JI, OTAHOB!

CAMOCTOSIHUE MY3ENHOI'O
ITPOCTPAHCTBA

A6cmpakm

B craTbe aKLEHTUPYIOTCS BOIMPOCHI CIIENU(GUKALUY OCHOBHBIX (BYHK-
LMt ¥ TIPOCTPAHCTBEHHBIX XapaKTePUCTUK My3esl. Oco6oe BHUMaHMe
yOensieTcst MpobieMe CTPOro 136MpaTeIbHOTO OTHOLIEHNS K 9KCIIOHM-
pyemomy Marepuany. OTMeuaeTcs] TeHIEHLMS HeMpOQUIbHOrO MC-
I0/Tb30BaHMS TPOCTPAHCTBA My3eeB. DeHOMEH XY OKeCTBEHHOI paM-
KI.

Kniouegwle cnosa

Myseit, MCKycCTBO, GYHKUMM My3esl, CAMOCTOSIHME MY3eiHOrO IpO-
CTpaHCTBA.

KynbTypHble BpemMeHa 3HAMEHATelbHbI TEM, UYTO OHU
He YMUpAIOT ¥ He MUCUe3alT OeccieqHO B IOTOKE 3a0BeHMs,
a HaoOOPOT, KUBYT X OOpPETAIOT HOBbIE CYL[HOCTHbIE CMbIC/IBI.
LIeHHOCT KyJbTYPhl — XyIOKECTBEHHbIE ITPOU3BEAEHMUS, Tpa-
OULIAKM Y MHOTOe ApPYyroe 0epekHO XPaHSTCS B KOOI COLM-
aJIbHOM MaMsSTU. V1 HOBBIE TTOKOJIEHUSI He MepecTaiT YepraThb
13 3TOro 6e3IOHHOrO MCTOUYHMKA TO, UTO MMEHYETCS Hellpexo-
OSIIMMU HeHHOCTIMM TYXOBHOTO OBITHS.

! Aprnonvd Ozanos — mokTop dumnocodckux Hayk, mpodeccop, Mockaa,
dunocodekuit paxynbrer MI'Y umenu M. B. JlJomoHOcOBa.
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Hamr coorevectBeHHMK 0. M. JIoTMaH mucast, 4To MPOILIbie
BpeMeHa ITOCTOSIHHO 3a0pachIBAlOT B Gymyllee CBOM OGIOMKM:
TEKCThbI, (parMeHTbl, OTAEJbHbIE MMEHA, MaMSITHUKNU. Kaxkmblii
M3 3TUX JJIEMEHTOB MMEET CBOV 00beM «IMaMsATU». DTOT 00beM
MaMsITH, ee cofepkaHue MeHSIIOTCS B 3aBUCUMMOCTM OT HaBbIKOB,
YMEHUI U MOTPeOHOCTEl MpeACTaBUTEeIeN OPYIUX MOKOIEHMIT
IeincdpoBaTh, MOHSITh M YCBOUTD IPOIILIbIe KyJAbTypHbIE KOIbI.

Kynprypa o6namaeT YHMKaIbHOI CIIOCOGHOCTBIO IPOTUBO-
CTOSITh GBICTPOTEKYIIEMY BpeMeHU. My3eit mpefcTaBiseT co6oit
OIHY M3 TaKMX CaMbIX PACIIPOCTPAHEHHBIX U OOGIIEeTOCTYITHbIX
dbopm akTyanmsamuu cormManbHOM Mmamstu. Pycckuii gumocod
H. ®. ®enopos nucan: «My3seit — obIecTBeHHas TaMsITh, 03Ha-
yallasi pOACTBO MOKOAEeHUI C MpegKaMy, CO BCeM ueoBeye-
CTBOM».

Camo C10BO BOCXOOMT K @HTUMYHOI TpaauLIMMU U O3HAUYaeT
xpaM my3. Korma-Tto My3sl OMuIIETBOPSIM COOO0J TOIBKO HEKO-
TOpble UCKyCCTBA U Hayku. CerofHs ke CyIleCTByeT OrPOMHOe
KOJIMYECTBO My3€eB — XpaHWIMIL PasHOOOpa3sHbIX 00pa3IoB
YyeJI0BeUeCKoil AesaTeNbHOCTU. Y eyt My3eii 6bUT XpaMoM, Ije
MOKJIOHSITUCh My3aM AMOJIJIOHA, TO Tenepb My3eii — 3TO XpaM
B KOTOPOM COGMPAIOTCS, XPAHSITCS M BBICTABJISIOTCS Ha 0003pe-
HMe 0c000 3HAUMMBbIE COIVOKY/IbTYPHbIE LIEHHOCTH.

Hanbornee momynsipHbl B Hallle BpeMSI XyIOXKeCTBEHHbIE MYy-
3eM MUPa, B KOTOPBIX COOpaHbl YHUKAIbHbBIE KOJIEKIUA ITPOU3-
BeIleHMI1 MCKyCcCTBa. B mepeBome C sI3bIKa CaKpaabHO- BO3BbI-
IIEHHOTO Ha SI3bIK GMI0c0hCKO-MeTadhopuIeCcKuii My3seit — 3T
«I0M ObITHSI» McKyccTBa. OcobeHHOCTh 3TOro JlomMa B €ro
YCTpOJiCTBe, MPOCTPAHCTBEHHOV OpraHU3aly, apXUTeKTOHUKE,
obecrieurBalolleil ONTMMalbHOEe (GYHKIMOHUpOBaHMEe U Oec-
CMEPTHYI0 >XM3Hb XyOOXKeCTBEHHBIX ILIeAeBPOB. DTUM CBOUM
npedHasHaueHueM My3eiiHOe ObITHE HPOU3BEIEHMUII MPUHLIN-
MMAIbHO HE OTIMYAeTCS OT BCeX, 0e3 MCKIIOUeHMs, OPYrux
hopM OBITMSI UCKYCCTBA, HE3ABMCUMO OT €ro BMIOBOTO MHOTIO-
o6pasusg. Crnocob cylecTBOBaHMUSI XyIOKECTBEHHOTO IIPOU3Be-
IeHust (MaTepuaibHasl aTpMUOYTHKa, OKPYKAIOMIas cpea) JOJDK-
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Hbl COOTBETCTBOBATh €ro (YHKIMOHAJIbHOMY Ha3HAuYeHUIO, TO
eCcTh HauboJIee MOTHOM peaam3aluy 3CTeTUUeCKUX KauecTs.

Oco60e 1IeHHOCTHOE CBOJICTBO MCKYCCTBA OBITh MOPOKAEH-
HBIM MHIAUBUAYAJTbHOCTBIO U MHAUBUIYAIbHOCTU aJpecoBaH-
HBIM JeJlaeT ero Mpou3BeleHMs YHUKAJIbHO HEMOBTOPUMbBIMINA.
B 3TOM ero cyumiecTBeHHOe OT/IMYMe OT OOBEKTOB 3CTETUUECKO-
TO BOCIIpUSITUSI B TIPUPOJE U MpeIMeTHOM MMpe ueaoBeka. SIB-
JleHUsT TPUPOIbl M TMPOAYKTHI UeI0BEeUueCKOro IPOU3BOACTBA
JOCTAaTOYHO OOIIe3HAaUMMbl, ¥ WX 3CTeTMUYecKas CeMaHTHKa
Majio 4yeM pPasHUTCS B CO3HAHUM KaXKIOro M3 Hac. B acreTnye-
CKOJi peaklUy Ha KapTMHbBI IPUPOIbI 3T OBGIIHOCTb JOCTUTAET
BEeJINYMH, OMM3KMX K MaKCMMalbHbIM. Bosee 3ametHa mudde-
peHIMaIMs 3CTeTUYeCKUX OI€HOK MPONYKUMU OU3aiiHepCKOoi
IesaTeNbHOCTY (Moma, ObITOBasi TeXHMKa, aBTOMOOMIM, Me-
6enmb). Y, HakoHell, MMHMMaJJbHa OOIIHOCTh M MaKCHMMaJbHO
pasnauuue B OTHOIIEHMM K MPOU3BELEHUSIM XYA0KeCTBEHHOTO
TBOpYECTBAa. JCTeTHYeCcKas LIEHHOCTb pe3yJbTaTOB 4YeloBeye-
CKOJl [OesITeIbHOCTY aKTyaJu3upyeTcs, BO3pacTaeT IO Mepe
CHIDKEHMSI, yracaHusl MHTepeca K UX YTWINTapHO-QYHKIINO-
HaJIbHBIM CBOMCTBAM.

Armocdepa 006IIeHMSI C MCKYCCTBOM IIpearionaraeT yemu-
HEHHOCTb M WMHTUMHOCTb, TaliHy TMepeXuBaHuil, pagocTei
u TpeBor. [Ipy Bceil MyOIMYHOCTY IMPOUCKXOASIIETO B My3€e MU
TeaTpe KakAbIii U3 MPUCYTCTBYIOUIMX OCTaeTCs HaeguHe C ca-
MMM €000 1 ucKyccTBoM. Kak TOHKO U CcIIpaBeIjiMBO IOOMeTH -
na E. BonkoBa, 4TO Tpoma, KOTOPOI MPOXOAMM MbI 10 MY3€l0
«BBITANTHIBAETCSI» KaXAbIM 3pUTEIEeM CaMOCTOsITeNbHO. Ha-
IO JIi TOBOPUTb 00 0OCOOOM, TIpefeJbHOM C/yyae TauHCTBA
yenuHeHUsI C KHUTOM, KOT/a UTeHue CTAHOBUTCS CaMOMCIIOBe-
JaTbHbIM aKTOM, TTyGOKMM TOTpy>keHueM B cebsi. KoHeuHo ke,
3TOT Jlap CaMOMOTPYXeHUSI 1aH He KaKIOMYy UMTaTeslo, 3puTe-
mo. JIns omHuX (MX GOMBIIMHCTBO) MCKYCCTBO — IIMPOKO pac-
MaxXHyTOe OKHO B MUD, AJS1 APYTUX 3TO YMOM HENOCTVKUMBbI
MyThb K cebe, «I0pora K Xpamy», KOTOPbIii OTKPbIBAETCSI B Tebe.

OueBupHee BCEro BbIOOP OOYCIOBAEH MHIMBUAYATbHBIMMU
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MOTPEGHOCTIMM M MHTEpecaMu. DTO CBOETO PoMa SKCTPaBEPThI
M MHTPOBEPTHI ayJAUTOPUM UCKYCCTBA. IlepBble TSATOTEIOT
K MacCOBOMY WMCKYCCTBY, II€HHOCTHOe KauyeCcTBO KOTOpPOTro
BO MHOTOM OIIpelesisieTcsl CTeleHbl BOIUIOLIEHOCTU MAeana,
MeuThl. BTOpble MpeanounTaloT BBICOKYIO KIaCCUKY, aBaHTap/l.
K HUM mpuMbIKaeT Xy[oskeCTBeHHasl 37uTa, JJi KOTOpPOii Xa-
paKTepeH MO3UTUBHBIN 3CKAMM3M, YXOZ OT MOBCEOIHEBHONM pe-
aTbHOCTY, MHOM(GEpPEeHTHOe OTHOIIEHME K Waeasy, MeuTe.
U Te u gpyrve B COOTBETCTBUM CO CBOMMU YCTPEMJIEHUSIMU
06peTaT OYyXOBHYIO CBOGOMIY. ITO UX 06beIMHSIET, KaK U BO3-
MOSKHOCTb TaKOTO OOpeTeHMsI TOJIbKO 4epe3 yeauHeHue C UC-
KyCCTBOM, B KOTOPOM COKPBITO OT BCEX pa3bIrPhIBAETCSI BOOO-
pakeHMe U ApaMa IepesKuBaHMIA.

B HeMm B3pocible TIPOAO/IKAIOT OETCKME WUTPhbl, HEIpOu3-
BOJIBHO MMITPOBU3UPYIOT >KU3HEHHbIE OOCTOSITENbCTBA. Tam
IIEHHOCTU 00/1a0aHust CMEHSIIOTCSI IIeHHOCTSIMM npedcmaeie-
Hus, UTPoit BooOpaskeHMsl. BeiencTBue 3TOro CTaHOBSITCSI BO3-
MOXXHBIMM <«IIAPCTBO BUAMMOCTU» U «urpbl» (@. lumnep, WU.
Xeli3uHTa), «MIII030pHAs peanu3anusl Hepeaan3yeMbIX >Kesa-
Huit» (JI. BeITOTCKMIT), «mipupalieHne 6bitus» (I. Tamamep). Tam
Iake 9TMKA epecTaeT 6bITh CTPOrOii JaMOii, IT03BOJIsIs cebe Imo-
poii CTO/Mb He CBOVCTBEHHYIO €ii MOPaJIbHYIO pPacKperouleH-
HOCTB (3pOTHUYEeCKMe ClleHbl, HEHOPMAaTHBHas JeKCuKa). Bce aTo
CTAaHOBUTCS BO3MOKHBIM Oyiarofapst ICUXOJIOTMYECKOI yCTa-
HOBKM Ha BXOKIEHME B 0COOBIN XyHA0KeCTBEHHbIN MUD, aJIbTep-
HaTUBHBII MUPY peabHOMY. ITOT MUP MMeeT CBOU TpaHUIIbI,
B KOTOPBIX OH CYIIECTBYeT COBEPIIEHHO aBTOHOMHO U BIIOJTHE
CaMOAO0CTaTOYHO.

B uckyccTBOoBeieHUM Takasi OTTPAaHUYEHHOCTb OT BHEIIHEN
cpefbl TEPMUHOIOTUMYECK) 0003HaueHa 06001eHHbIM ITOHSITH-
emM «pambl». OHa M30AMUpYyeT MPOU3BeHeHMe UCKYCCTBa OT ero
OKpY>XKeHMsI, TIOTpYKasi TeM CaMbIM 3PUTeNISI B CBOI XyJoxke-
CTBEHHBIVI MUD, aKIIEHTUPYSI €er0 BHMMaHMe Ha CHXKETHO-KOM-
MO3ULIMOHHOT 1IeIOCTHOCTU.

B mpousBemeHUSX SKUBOMUCH, IpadyKy, XYIOKECTBEHHOI
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dororpadum — 3T0 ohopmIeHNe TPOU3BEIEHUS TI0 €r0 Iepu-
MeTpy; B KuHeMaTtorpage — sKpaHHasl OTTPaHUYEHHOCTD, B Te-
aTpe — 3epKaJio CLIeHbI, B KHUTe — 00JI05KKa. AHAJIOTMYHOE CBOE
MIPOCTPAHCTBEHHO-BpeMeHHOe OTrpaHudeHne, 3abuUKCUPOBAH-
HO€ BO BHeIIIHEeN GopMe, MUMEIOT CKY/IbIITYpa, apXUTEKTypa, My-
3bIKa.

BHe 3aBMCHMMOCTM OT HAIlpaBA€HHOCTU U CIelMaau3aluun
My3