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Penakiusi AU, NpU/iep>KMBasiCb 3TOM KOHLENTYa/lbHOW JIOTHKH, YKa3blBaeT B CHOCKe B HHGOPMALMHU 0 JOKJIA/[4hKe TaKXKe U HoMep
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Tpogheccop JTo F030u siBJsieTCs1 CrieliHalbHO NPUTJIAlleHHbIM JJOKIaA4nKoM KoHpepeHuuH.
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into the following panels:
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2. Intersubjective and interecultural meanings of expressive forms: hommage to Alexey Losev in the year of his 130th anniversary.

3. Different languages, common emotions: Roman Jakobson’s basic ideas on the origin of languages and their role in intercultural
dialogue.

4. Colours and their meaning in emotional exchange of cultures: back to Wassily Kandinsky’s theory of chromatic experience.
The AU Editorial Board, adhering to this conceptual logic, indicates the number of the thematic panel in the footnote within the
information about the speaker, trying also to create some consistent thematic meta-panel context, which refers to the right of the
editorial board of the journal, the special issue of which the proceedings of the conference are published.

Professor Liu Yuedi is a special guest speaker at the Conference.
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PEJAKIIMOHHAA CTATbA

Jopozue vumameanu!

OpraHu3aLMOHHbIN KOMUTET XI OBCSIHHUKOBCKOM MeXYHapOoAHOU
3CTeTHYeCcKOH KoHdepeHLMH «ICTeTHKA B JHajore KyJbTyp» W peAaKIMOHHAs
KoJulerust  »KypHasa  Aesthetica  Universalis, TpajuLUOHHO U MNPOTPAMMHO
BBICTYMAIOLIET0 B KadyeCTBE MWCKJIIOYUTENbHOW NyOJMKALMOHHOM I1aTdopMel
KoHdepeHLMM npejCTaBAsSIOT BaM CBOUM CHELMa/bHbIM BbINYCKOM COOPHUK TPYJOB
0YepeHOrO COOBITHS 3TOTO PEryJISIPHOTO MMEHHOTO LMKJ/A MeXAYHapOAHBIX BCTped
A1 o6MeHa HJAesIMHU B 3CTeTHYeCKOH o6jacTu. [Ipexxzie Bcero, Mbl O4eHb pajibl
OTMETHUTb, 4YTO 3asBJIeHHasd B TUTyJe KoHpepeHuuH TemMa juanora KyJbTyp
BCTpeTWUJ/Ia NIOHMMAaHHWE HAlIWX KOJUJIer B MUPE, U 3TO B TOYHOCTH OTPAXKAETCA TeM
coZiep>kaHHeM, KOTOpoe Pa3BOpauyMBaEeTCs aBTOPAaMU B MyOJIMKYEMbIX CTaThbsX.

Konnennusa XI OBCAHHMKOBCKOM MeXXAyHapoAHOW 3cTeTHYeckod KoHdepeHIuH,
obpalleHa K MpoLecCy pPasBUTHUA 3CTETUYECKOW HAyKH, KOTOpOe HEeMBICIHMO,
0COOEHHO B acmeKTax poCTa HAyYHOr0 3HAHHA 6e3 BHMMATEJIbHOTO BCJIIyLIMBAHWUA B
rojoca BCeX NpeJCTaBUTeJiell MPOPUIBHOrO 3HAHHUSA, MPEJCTABJIAIINX pa3JIUYHbIe
THUIBl KyJbTYPHOH ICUXUKM U pasjd4yHble HaydyHble IIKOJbl. OpraHu3aTopsbl
KoHdepeHuyn xoTenn 6bl TakKe COCPeAOTOYMTb BHHUMaHME HAa TOM, HACKOJBKO
HeoTuyXx/JaeMo HUHTErpupoBaHbl uaeu pa3/nYHbIX (0] NPpUHAAJIEXKHOCTHU K
KyJIbypHBIM TpPAAMLUAM INE€PCOHAIMH B OOIEM COJAEpKaHUM 3CTETHYECKOH HayKH,
oOpallleHHOM K CcaMOMy Ba)XXHOMY, 4YTO OIpejeJsieT 4YeJOBEYEeCKyl0 >KHU3Hb -
3MOLMOHATBHOM CTOpO€e CyO'beKTUBHOTO CYIIleCTBOBAHHU.

HeusMeHHO »/ieM CTaTbU NOCTOSIHHBIX U HOBBIX aBTOPOB IO aZpecy peAaKluu
aestheticauniversalis@gmail.com KoMaHAa peAakuMM HAXOJUTCA MOCTOSSHHO B
3JIEKTPOHHOW KOOPAMHALMHY, BHeIlHee 3JIeKTPOHHOe 06llieHHe C ayJUTOpHeH Takxke
B pexuMe peaJbHOT0O BpeMeHHM BeleTCs Ha HalleM OJHOMMEHHOM calTe
http://aestheticauniversalis.ru

HckpeHHe Ball,
Cepeeii /I3ukegudy,

rjaBHbIN pegakTop AU

AU. Vol. 3 (22). 2023
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EDITORIAL

Dear readers,

The Organizing Committee of the XI Ovsiannikov International Aesthetic Conference
"Aesthetics in the Dialogue of Cultures" and the Editorial Board of the journal Aesthetica
Universalis, that traditionally and in the regime of the editorial policy is the exclusive publication
platform for the Conference, are presenting you with this special issue the Proceedings of the next
event of this regular nominal series of international meetings for exchange of ideas in the
aesthetic field. First of all, we are very pleased to note that the theme of the dialogue of cultures,
declared in the title of the Conference, has met understanding of our colleagues in the world, and
this is exactly reflected in the content that the authors expose in the published papers.

The concept of the XI Ovsiannikov International Aesthetic Conference refers to the process of
development of aesthetic science, which is hardly to imagine, especially in the aspect of the
growth of scientific knowledge, without attentive listening to the voices of all specialized
researchers representing various types of cultural psyche and different academic schools. The
organizers of the Conference would also like to focus on how inalienably integrated are ideas of
personalities with various cultural and theoretical roots in the general content of aesthetic
science, addressed to the most important thing that determines human life - the emotional side of
subjective existence.

We are always waiting for papers by our regular and new authors at the editorial address
aestheticauniversalis@gmail.com The editorial team is constantly in electronic coordination,
external electronic communication with the audience is also conducted in real time on our
website with the same to the journal name http://aestheticauniversalis.ru

Yours sincerely,

Sergey Dzikevich,
AU Editor-in-Chief

AU. Vol 3 (22).2023
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Liu Yuedi?

CONFUCIAN LIVING AESTHETICS:
CONFUCIUS AND YAN HUI'S DELIGHT AS A CASE

Abstract

The aestheticization of living, originally rooted in Chinese soil, is authentic Chinese wisdom,
and Confucian aesthetics could be classified as one living aesthetics, one that is based on
Emotion/Feeling (Qing). The philosophical interpretation of Confucianism from the
viewpoint of Living Aesthetics can be better explained in its original context. In Confucius’s
time, the unity of Rites (Li) and Music (Yue) were the backbone of Confucian aesthetics. But
with the gradual decline of music in Chinese history, this unity has been transformed into the
combination of Rites (Li) and Emotion/Feeling (Qing).

Key words

Living Aesthetics, Confucian Aesthetics, Emotion/Feeling (Qing), Rites (Li) and Music (Yue).

Living Aesthetics (4;&3%, Sheng-huo-mei-xue) has become a
popular key term in Chinese society and culture today. The
aestheticization of living, originally rooted in Chinese soil, is authentic
Chinese wisdom, and it is now being fully revitalized.

1. What's Living Aesthetics?

What is the so-called living (4%, sheng-huo)? It is a combination of

sheng (%) and huo (i&). In the Chinese context, sheng originally refers to
birth, life, and constant growth, and it ultimately refers to life force and
living spirit, but its basis is still in existence. Huo then refers to a state of

2 Liu Yuedi is Professor in Institute of Philosophy at Chinese Academy of Social Sciences, an honorary member of
presidents commission of Chinese Culture Promotion Society(CCPS), Delegate-at-large of International Association
for Aesthetics (2008-2011), Assistant Secretary-General of Chinese Society for Aesthetics (2004-2015), Executive
Main-Editor of The Journal of Aesthetics, a member of the AU International Editorial Council. His present research
interests are aesthetics of everyday life, Chinese living aesthetics, and Confucian philosophy. The OIAC XI special
guest speaker. E-mail: liuyd1217@sina.com
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living, originally indicating liveliness and ultimately pointing to an
existence with interest and ideals.

Therefore, shenghuo (living) has extra-ordinary and ordinary
manifestations at the same time. To describe shenghuo, 1 once used the
expression, “performing live,” but then changed it to “performing
living,”[1] considering that the shenghuo that the Chinese understand and
perform has such a lively connotation and approach.

Why do we live? To live is not only to survive but to exist on the basis
of survival. Since ancient times, the Chinese people have been living in the
world of the present life, without clinging to the difference between the
this-worldly and the otherworldly. This is the great wisdom of the one-
worldness in which the Chinese live.

How do we live? Most people’s lives are inseparable from sensibility.
Aesthetics originates from sensibility, and as a discipline, it is intended as
a study of sensibility. However, in China, sensation and realization are
combined together in a subtle relationship of being neither too close nor

too distant. Therefore,“Aesthetics” is not just Gan Xue ( /%% ) in the sense

\\\\\

Aisthetik in Chinese context.[2]

Living Aesthetics is directed to a happy life. We normally seek a happy
life. A happy life (323F4 &) in Chinese contexts can in fact be classified

into a good life (¥4 ;&) and a beautiful life (24E). A good life is the
foundation for the formation of a beautiful life while a beautiful life is the
ideal elevation of a good life. Aesthetics concerns the pursuit of happiness,
and aims at making people live well and beautifully. Since ancient times,
Chinese people have been keen on discovering the beauty of life and
enjoying the happiness of life at its various levels. The Chinese wisdom of
life lies in turning living life into enjoying life. Chinese aesthetics is rooted
in the world of life and is originally a kind of aesthetics of living.
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Today, Living Aesthetics is not only a key term but also a popular
practice in China. This trend does not come from top-down official decree
but grows naturally in a bottom-up manner. Its basis in the national
psyche is perhaps found in the notion that everyone loves beauty. China
was once considered? a “state of rites,” and it will be a country of beauty
and goodness in the future. Today’s China needs a holistic aesthetic
planning to accord with the long Chinese tradition of rites and music
complementing each other.

The Chinese Living Aesthetics answers the following practical
questions: Why do we want to live in beauty? How can we live in beauty?
The core proposition of the aesthetics of living is to let everyone become
an artist of living—to elevate living at the same time as art is being
lowered. To be an artist of living is to live an artistic life and not art for
art’s sake. Only by becoming an artist of living can life become like that of
an artist; only by becoming an artist of living, can art and aesthetics return
to the reality of life. Artists of living are adept at using artists' tactics to
cope with life, such that they combine an aesthetic view of
disinterestedness, aesthetic participation, and aesthetic innovation to
improve their living experience.

Aesthetics about everyday life is currently a common enterprise for
Asian and Western aestheticians, which makes a global aesthetics on
everyday life possible. I use “living” in naming the Chinese Living
Aesthetics owing to its liveliness and vitality of life. What 1 used was
Chinese “Living Aesthetics,” and this was generally accepted and agreed by
Asian scholars. In Europe and America, scholars generally use “aesthetics
of everyday life,” which is a more common term for Western discourse.

With regard to everyday life phenomena, I think there are a lot of
differences between Asia and West. The English word “life” in fact had two
different origins in ancient Greece: one is zoé&, another is bios. The former
refers to the alive being including animal, human, and the God, and this is
close to the meaning of Chinese “life.” The latter refers to a befitting
existing way or living way of an individual or a group.[3] It has the same
meaning with Chinese “living” in this sense. However, dictionaries of
modern English language did not show any differences between life and
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living. Living aesthetics definitely refers to the latter one, and, obviously, it
is not life aesthetics.

In fact, aesthetics needs to be divided between ordinary experience
and extraordinary experience, forming a tension. I believe that aesthetic
activity can be found between everyday life and non-daily life: “As a
special life, although aesthetic activity belongs to everyday life, it is the
closest one to non-daily life; although it is a kind of non-daily life, it is the
closest and the most intimate one to everyday life. The aesthetic activity is
the very special field between everyday life and non-daily life, or rather,
we could say that the aesthetic activity exists between everyday life and
non-daily life, and forms a necessary tension between the two. "[4]
Although I clearly knew that when we use such utterances as everyday life
and non-daily life, we are trapped in western dualism, I have to use them
so as to elaborate the structure of aesthetic activity. Since I pay attention
to integration but not separation, however, clearly, it would be a fault to
identify living aesthetics with aesthetics of everyday life.

2. Ten basic aspects of the Chinese Living Aesthetics

For me, to recover Chinese people’s Living Aesthetics is to establish a
mind of beauty for life. How then can Chinese people’s wisdom of the
aesthetics of living be demonstrated? I believe that the whole structure
can be shown in the following chart:[5]

Beauty of Heaven
Beauty of Habitation/Travel Beauty of Inherent Nature
Beauty of Objects Beauty of Humanity Beauty of Virtue
Beauty of Food Beauty of Arts

Beauty of Earth

In the chart, the lower the level reached by the realm of the wisdom of
aesthetics, the more it touches the earth; the higher the level it reaches,
the closer it gets to heaven. From heaven to humanity and finally
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returning to heaven through inherent nature, the whole process forms an
interlocking circular framework.

Through the ten aspects of heaven(X), humanity(A), earth(ih), food(
&), objects(#1), habitation(fF), travel(iff), arts(X/Z), virtue(#Z), and

inherent nature(f¥), we attempt to depict the wisdom of the Chinese

Living Aesthetics. All these are in fact living traditions, and the Chinese
cultural tradition never disappeared and continue to be influential today,
the quintessential example of which Living Aesthetics that has never been
fractured.

In essence, the classical Chinese Living Aesthetics absorbs the three
basic dimensions of feeling, nature, and culture, fully covering the various
physiological, emotional, and cultural aspects of life. Its basic question
concerns exploring how to fulfill an aestheticized life, thereby creating a
kind of tradition of living with a harmonious integration of anxiety and
happiness.

Essentially, Living Aesthetics does not only concern a learning of living
with an aesthetic dimension but also a happy way of seeking a beautiful
life. The former is theoretical and the latter is practical. The two need to
be unified.

Aristotle held that there were three basic activities of humans: theoria
(thinking), poiesis (making), and praxis (doing), all of which are produced
for the betterment of life. In today’s terms, theoria is theory and praxis is
practice or activity. Western culture is more focused on theory and
practice and their interaction, but often neglects poiesis, which is close to
poetics in the form. Nonetheless, human activity does not only include the
two aspects of theory and practice but also poiesis, which originally refers
to the production of artifacts and should be more accurately translated as
creation or innovation. The foundation of aesthetics does not lie in praxis
as willed practical activity but in poiesis as productive activity. Although
humanity’s reproduction—existence is based on practice, human life is
not practice proper, but productive activity.
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The aesthetics on the concept of practice(S2EZE%) created by the

Chinese thinker and aesthetician Li Zehou(ZFEFE, 1930-2021) is based

on praxis while Living Aesthetics is based on poiesis. This poiesis, on the
one hand, concerns the creativity of life and takes the concrete activity of
innovation as its basis; on the other hand, it emphasizes the creation of life
itself with the unity of truth, virtue, and beauty as the ideal state. The so-
called “living” in Living Aesthetics is essentially a reproductive and
creative activity of productivity, but is never equal to production by labor.
Therefore, aesthetic creation comes from the human activity of poiesis,
while praxis only solves the problems of the materialization and technical
basis of poiesis and cannot solve the problem of aesthetic reproduction
with meaning and creation proper.

Naturally, living comes out of activity, whether in human conduct or
morality. All human feelings derive from living, and not entirely from
laboring and production. Giorgio Agamben, an Italian philosopher,
believes that our mission of existence is to create experience by discourse,
that is, the so-called Ereignis of the later Martin Heidegger. Only on the
basis of creation’s Ereignis can history occur. Thus, history is not only a
result of praxis but also a product of poiesis.

Broadly speaking, “doing” includes both praxis and poiesis. The Chinese
tradition of practical reason does not lie only in practice but more in
creation, the latter of which is the basis of the doctrine of human activity
as the aesthetics of living. For example, what is described in the story of
“Chef Ding’s dismembering an ox” (2T fi#4) in Zhuangzi is not a process
of production as practice, and it's an experience as creation in everyday
life. This experience is gained by poiesis and not by praxis.

Here is the psychological state of dismembering the ox in “Essentials
for Keeping a Good Health” [5f4 %] from the Zhuangzi: “Now I work on it
by intuition and do not look at it with my eyes. My visual organs stop
functioning while my intuition goes its own way.”[6] Here is the affinity
between butcher and object: “In accordance with the natural grain, I
cleave along the main seams and thrust the knife into the big cavities.
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Following the natural structure of the bullock. . . . There are crevices
between the joints, but the edge of my knife is very thin. When I insert the
thin edge of my knife into these crevices, there is plenty of room for it to
pass through. "[7]

Consequently, Zhuangzi celebrates the process of dismembering the ox
as it fits the rhythm of the dance “Mulberry Forest” [#2#K] from the Shang

dynasty and the tune of the music “First Classic” [/2&] from the legend of

Yao. The whole process of dismembering the ox is filled with aesthetic
appeal, which is in fact the producing and growing process of the
aesthetics of living. This also explains that poiesis alone contains a sense of

beauty: When one’s living reaches the state of “craft approaching Tao” (3%
JETFIE), it is a time of perfect experience which reaches the realm of

freedom, ease, and self-realization.

In original human activities such as “Chef Ding’s dismembering an ox”,
there are aesthetic elements. The realm of heaven and earth pursued by
humanity is both the realm of beauty, and also one of sensibility.
Aesthetics is both the origin and the ultimate ideal of Chinese philosophy.
As a result, aesthetics is the “first philosophy” for Chinese people. In
addition, the reflections on living induced by history create new realms in
metaphysics of esthetics. Metaphysics of aesthetics was proposed by Li
Zehou. He believes that aesthetics is placed in the highest position of
metaphysics in Chinese philosophy: as the first philosophy, philosophy
starts from aesthetics and ends among aesthetics.[8]

Contemporary Chinese people need both a global aesthetics of living
and an aesthetic Chinese lifestyle. Historically, no one religion became an
absolute guide in China; rather an aesthetic view of life served as a model
in Chinese people’s lives. Early in the last century, Chinese educator and

aesthetician Cai Yuanpei(%£57cH5, 1868-1940)’s proposal to “substitute
religion with aesthetic education”( EBXR#) was based on this

tradition. Today, we are faced with a new era of aesthetic living, which is
truly paving the social and historical way for substituting religion with
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aesthetics. When Living Aesthetics responds as to what kind of beautiful
life is worth pursuing, aesthetics definitely acquires a metaphysical value.
This is the true significance of why we are seeking a metaphysics of
aesthetics. According to mainstream ideas in comparative philosophy, the
West has stressed a logical or rational order while China has focused on
an aesthetic order. These are respective advantages of Asia and West.

This cultural diversity of global aesthetics provides the foundation for
cooperation in aesthetics between Asia and West. The current global
aesthetics is emerging from the tradition of so-called post-analytic-
aesthetics by transitioning from the previous art-oriented analytic
aesthetics, and a new development of aesthetics of everyday life is
occurring. Correspondingly, the aesthetics of returning to life has also
created interest in China, which I directly call Living Aesthetics, to
distinguish it from the current Western form of aesthetics.

The tradition of Chinese aesthetics is the living of life and its tradition
of life is aesthetic. Thus, the construction of our contemporary Living
Aesthetics cannot be separated from tradition, but should form a fusion of
horizons between the ancient and the modern. Living Aesthetics contains
traditional Chinese consciousness and concepts of life, as well as the birth,
evolution, and continuation of the pursuit of life. On the one hand, it
demonstrates the beauty of the presence of classical life; on the other
hand, it points to the origin, future, and possibility of its transformation.
This requires current Chinese aestheticians to actively participate in the
latest exchanges in the international field of aesthetics, on the one hand,
while on the other hand returning to their native culture to explore
resources in the classical Chinese Living Aesthetics.

This tradition of the aesthetics of living, when combined with Cai
Yuanpei’s substitution of religion with aesthetic education, can achieve a
true and original function of aesthetics in the present society. This
aesthetics no longer refers to a small aesthetics of arts in a narrow sense,
but a big aesthetics integrated into life in a broad sense. What we strive
for is nothing other than a big aesthetics, Living Aesthetics that returns to
the earth and grows naturally.
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3. Confucian Living Aesthetics in returning to the original and opening up the new

In China, Confucianism can be defined as a typical living aesthetics that
centers on the concept of “Qing” (emotion/feeling). At the same time, it is
noteworthy that Taoism, the other foundational element of Chinese
traditional aesthetics, is also a Chinese living aesthetics. In terms of their
ideological sources, both Confucianism and Taoism resulted from the
“awareness of the sufferings of life.” However, they differ in their
motivations, because Confucianism strived to correct the illness of the
society, while Taoism advocated non-action to achieve spiritual freedom.
In other words, out of their dissatisfaction with the social reality that the
rituals have collapsed and the music has gone corrupt, Confucianism was
ethical in character, being concerned with the value of human life in the
society, while Taoism was cosmological, being more concerned with the
place of the human in the universe. However, the movement of Heaven
inevitably points to the Way of the human. Just like Confucianism, Taoism
is also a philosophy of living—it comes from life and never severs itself
from it. As a peculiarly Chinese living aesthetics, Confucianism and Taoism
complement and complete each other, leading to a dialectics of sorrows
and joys.

For normal philosophical interpretation of Confucian aesthetics, often
influenced by European philosophy, "Benevolence" (the Theory of Jen) has
always been regarded as the philosophical basis of Confucian aesthetics,
but it may be more appropriate to read Jen as a living aesthetics to better
get at the essence of Confucianism. The Unity of the Rite (Li) and Music
(Yue) seems to be more representative of Confucian aesthetics. Therefore,
I advocate rethinking the basic orientation of Confucian aesthetics from
the perspective of Living Aesthetics or aesthetic metaphysics in Chinese
meaning,

Confucian aesthetics can be defined as a Living Aesthetics, with
Emotion/Feeling (Qing) as its original ingredient in the Chinese context,
as inspired by the bamboo slips in the Chu State Tomb at Guodian (new
discovery in 1993).[9] According to the model of the universe on the Chu
bamboo slips: "Human Nature comes from life, life comes from the sky, the
Tao originates in Qing, Qing is born in Human Nature.”[10]
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Although Emotion/Feeling (Qing) always comes out in a specific
situation, sometimes it can become abstract, which means that it can be
transformed from “natural” to "ontological emotion/feeling,” and thus into
the ideal emotional realm of “the Tao originates in Emotion.” In this sense,
the purpose of Confucian Living Aesthetics, with Emotion/Feeling (Qing)
as its original ingredient, could be summarized in the following sentence:
when the Emotion/Feeling (Qing) deepens, culture will be civilized.

In the age of Confucius, originally, Confucius upheld the ideal of Rite
(Li) and Music (Yue) as complementary, but with the decline of Music
(Yue), the unity of Rite (Li) and Music (Yue) gave way to the unity of Rite
(Li) and Emotion/Feeling (Qing). The latter became the new Confucian
ideal. Here, “Emotion/Feeling" (Qing) refers to the affections that arise
from the nature of man encountering things external to it.” [11] Moreover,
the inherent determination of Music (Yue) is: “human nature perceives the
things and then they have Emotion."[12] For Confucian aesthetics,
"perceptualism,” or real life emotion, is more fundamental than the Rite in
the practice of life.

It is feasible to re-define Confucianism in light of Emotion/Feeling
(Qing), because the personal sphere of Confucianism covers primarily the
self- cultivation of each individual, out of which he is to attain the inner
harmony. Then, by virtue of the sympathy “to feel others in oneself,” the
private experience of self-cultivation is indeed put in a larger perspective
of “inter-subjectivity” for mutual empathy. From the individual located at
the center to strangers at different levels of relation, the inner driving
force is to extend emotions, though admittedly the “quantity” of emotions
in the process varies accordingly. By contrast, the concept of “common
sense” in Kant’s ethics and aesthetics is closer to the assertion that “man is
endowed with the same heart; the heart with the same principle,” an
idealistic orientation obviously different from the aestheticism in Chinese
celebration of emotion.

Art, or the aesthetic education of emotion, is also responsible for the
practice of Confucian philosophy. What Confucius demonstrates through
the “distraction in the arts” and “perfection by Music” is intended to bring
out the unity of aesthetic refinement with moral exaltation in its equal
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emphasis of the two. Either in the case of poetry, which strengthens the
fraternity of any social population, or in Music, which enables personal
equanimity and promotes social peace, “emotion” is invariably registered
to have played a role in the process of one’s character-building. This
insight of Music as a powerful political instrument is quite rare in other
cultures of the world, except some similarity found in the “city-state”
civilizations of the ancient Greek.

In view of the ancient shamanism, emotion, the passionate
engagement, is never separable from rite, the rationalized shaman
performance. Since emotion is expressed mostly through Music, the age-
old conception of the “mutual benefit between rite and music” or “the
oneness of emotion and rite” began as early as in the times of the Duke of
Zhou (about 1100 BC).

Confucius (551-479 BC) believed that he was witnessing an
increasingly deteriorating role of Music and the collapse of rite. The
tradition that “rite and Music do good to each other” was broken up.
Music, being astray from the institution and laws of rite, was reduced to
merely sensual forms to cater to the kings in their pursuit of extravagance;
rite, unable to play its role in ritual performances and moral
transformation, rose to abstract ideas. Confronted with this historical
predicament, Confucius suggested a return to the traditional harmony of
rite and Music and proposed the idea of “perfect beauty” and “perfect
goodness” as the unity of goodness and beauty.[13] Rite and Music,
redefined in terms of the unity of beauty and goodness, are expected to
play a double role as the “guide of joy” and “guide of morality”. “Music is
joy; it is a feeling man cannot get away from.”[14] This feeling is an
aesthetic pleasure out of human emotions, and therefore beauty and
goodness are located in pan-aesthetic relationships, with the
communication and coordination of emotions going throughout. Thus, rite
and Music becomes intertwined in Confucian philosophy, as it is said that
to examine the Music is to learn the politics and the knowledge of Music is
approximate to that of the rite.[15] In Music is the access to emotions; the
sensibility for things precedes the stirred emotions. “Things come up and
hold sway over man”; “the ancient Kings set down rite and created Music...
to teach the commoners good from bad and to restore the humanity.”[16]
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Only through the cultivation and refinement of emotions, do “the kin love
each other and live by Jen.” In sum, “in Music is the access to ethics.”[17]

For Confucius himself, emotions were acted upon more often than not
in poetry and Music. “Let a man be first incited by the Songs, then given a
firm footing by the study of ritual, and finally perfected by Music.[18]
Evidently, the incitement by poetry was placed as an antecedent of the
sequence, while rite or Jen was supposed to be performed or perfected
through Music. “Music and rite were held equally important, but Music
was placed above the rite, because only Music was considered the
embodiment of his attainment of personality. This is the cornerstone
where Confucius builds up his educational system.”[19] Realizing the
“self-awareness of the art of the highest order”, Confucius said “Set your
heart upon the Way, support yourself by its power, lean upon Goodness,
seek distraction in the Arts.”[20] Here, in contrast to the heteronomy by
the Way, virtue and Jen, as the expression “set upon” or “support by” or
“lean upon” suggests, only “seek distraction in the art” is supposed to
reflect the autonomy in the aesthetic freedom. Thus, for the Confucians,
the highest artistic ideal is rather the disinterested and bounds-free
transcendence than simply the “goodness-anchored beauty.” Seen from
Confucius’ perspective, it is more than “rite comes from emotions”,[21]
emphasizing that the performance of rite is completed in the aesthetic
emotion or feeling.

In the end, the transcendence the empirical Confucian philosophy
hopes to attain points to a “quasi-religious” morality, that is, rather a
“private sphere” morality for inward transcendence than a “social
morality” that governs the public sphere. And, the tri-dimensional process
of inner surpassing, as illustrated in the legend of “Confucius and Yan

Hui’s delight” (FLEIZRA), points to the unity of the religious, the moral,

Ng
)

and the aesthetic, which the Chinese philosopher Feng Youlan (/38X

1895-1990) described as “Heaven- Earth State” and Li Zehou as “Aesthetic
State.”

Taking Confucius and Yan Hui’s delight as an example of a peak
experience of human being, | propose to categorize it as an experience of
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integral harmony in the mind that crosses into quasi-religion, supra-moral
sensibility, and pan-aesthetics.

As spiritual joys, the joys of Confucius and Yan Hui have in themselves a
property of aesthetic activity, which I call pan-aesthetic. Their joys are also a
moral virtue at the same time, a high-order excellence that integrates the
beautiful and the good. It is a virtue of aesthetic value. For joy can be an
expression of moral freedom, too, which is a lofty moral awareness
described by Confucius as “following what my heart desired, without
transgressing what was right.”[22] As a peak experience, the joys of
Confucius and Yan Hui share some similarities with mysterious sensations
in psychological descriptions, the spiritual experience of religious faith, the
intellectual experience of philosophic meditation, love psychology, and
aesthetic appreciation.

However, the experience of joy are neither religious nor intellectual
experiences, but more akin to those of the mystical and aesthetic. The joys
of Confucius and Yan Hui seem to be more of a universal experience than
that of religious faith; therefore, it might be more appropriate to call them
“quasi-religious” experience. Confucius and Yan Hui could experience the
mysterious realm of the human united with Heaven. That realm of experience
should be ranked midway between ethics and religion.

Moral virtue that conforms to a Chinese tradition of practical reason
puts a priority on action. The American philosopher, Arthur C. Danto
(1924-2013), in his exegesis of Laozi’s Taoism affirms that Chinese Taoism
was inclined toward “doing something” rather than “believing
something.”[23] So was Confucianism. The joys of Confucius and Yan Hui
were not founded on faith, still less on belief in any personified deities, and
the joys are not even the same as the belief in sincerity.

Where did this quasi-religious union of Heaven and the human come
from, then? It came from a traditional Chinese religious sect of shamanism.
It was Li Zehou who advanced and wrote much on this subject.[24] His view

was largely accepted by Chinese historian Yu Ying-shih(&R#A, 1930-
2021), though with some reservations: “Earlier ritual and music had been
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mutually dependent on shaman practices; ritual and music served as
shaman presentations while shamanism is the inner driving force of ritual
and music.”[25] Their views diverge in that Yu argued that breakthroughs of

ritual and music made in the Chinese Axial Age ( 770-475 BC ) had been

initiated to challenge the whole shamanist culture that lay behind ritual and
music.

Li Zehou, on the contrary, believed that the tradition of shamanism
continued and led to a series of doctrines on Heaven-human
communication since the time of Confucius. According to Yu, the old concept
of Heaven-human unity established by the shaman league was still an
extroverted transcendence, while the Chinese thinkers of the Axial Age took
an inner approach to transcendence. Its characteristic feature is to
introduce the heavenly Way into the human heart-mind, where the Way of
nature and the mind of humanity come into union.[26] However, within the
spectrum of Confucian thought, his argument is more inclined to the
Mencian version of Confucianism, whereas Confucius himself largely took
over the doctrine of benevolence under shamanistic influence. In spite of
this caveat, and even if scholars of pro-shaman traditions take a stance more
inclined to the view that post-Axial Age Confucians abandoned shamanism
altogether, I would rather insist that the tradition of shamanism did not
actually die out then. For, without this presumption, there is no likelihood of
giving a historical account of the long-lasting practices for Heaven-human
communication, an endeavor that had been going on since Confucius and
Yan Hui’s own time through the Neo-Confucians of Song dynasty? who
sought after their spiritual joys.

Chinese thinker Liang Shuming (2 #UE, 1893-1988)’s exposition on
intuition is quite close to the joyful experiences of Confucius and Yan Hui:

The being of the universe is not in a static state, but is in change and flow. The so-called ‘change’
simply means [a process] from harmony to disharmony or from disharmony to harmony; The
life of mankind is a flowing and changeable integrity. Only the appearance of the universe is
manifested to man like a still image owing to his cognition by the senses and the intellect.
Senses and intellect are incapable of knowing the substance, which needs the intuition of life. To
intuit is to live life, for the two are fused into one unity, without differentiation of the subject
and object, but an absolute oneness. [27]
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More importantly, intuition can be further divided into two?: “One that
attaches to the senses and one that attaches to the intellect. For example,
hearing a sound and getting its melodious taste intuited by the senses.
Reading poetry and getting its literary taste, . . . which involves
understanding the intended meaning, must be obtained by an intuition that
attaches to the intellect.”[28] The intuition as conceptualized by Liang
Shuming is not the intuition of sensibility, but more like an intellectual
intuition. Therefore, he tended to define such “intellectual intuition” from
the perspective of a union of feeling and reason.

His usage of the term intuition? could be compared to the views of the
Chinese philosopher Mou Zongsan (FRZ=, 1909-1995), who used

intellectual intuition in a mystic manner as a counterpart to Kant's “sensible
intuition,” as a fundamental character of Chinese philosophy. Intuition is
regarded as a certain kind of mysterious sensibility, while intuitive
knowledge is knowledge that touches some depth of human reason rather
than being some kind of limited knowledge derived from memory.[29]

Different from the general tendency of Contemporary New
Confucianism, Li Zehou maintains that Chinese cosmology is a rational
mysticism. When he first proposed the view of “coexistence of the human
and the universe and free intuition,” Li Zehou underscored the “priority of
the aesthetic over reason.”[30] When he established his philosophy of
“emotion as substance,” he put forward a clearer notion of “rational
mysticism,” a metaphysical “thing-in-itself” which he posited as “a
collaborative material co-existence of the human and the universe.”[31]

Why does the universe exist in a state of regularity? This is a question
that Li Zehou takes as both mystical and inexplicable, for it surpasses the
scope of human understanding, and can only be held in awe. Reason is
inexplicable, which constitutes its mystery. Such mysticism is premised on
the acknowledgment of the material existence of the universe, and so it is
not the same mystery as the joys of Confucius and Yan Hui.

For my part, I think the joys of Confucius and Yan Hui could neither be
identified as the mystery of reason, nor the mystery of sensibility, and
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certainly not an “intellectual intuition,” but the “emotional-rational
mystery” that both conforms to (moral) reason and possesses traits of
(aesthetic) feelings. The duality of mystery in reality and the realization of
mystery agree with Yan Hui's personal traits of earnest practicality and
reticence. An emotional-rational mystery, which combines elements of
intellectual wisdom, moral virtue, aesthetic beauty, and a sage-like-ness
without divinity, represents their mystical unity. Such could be assumed to
be the realm of cultivation in truth, beauty, and good all in one, to be
attained by Confucians.

In short, the joys of Confucius and Yan Hui are not only a unity of the
sensibility and reason (that is, joy in music together with enjoyment of the
Way), but also the undivided states of aroused and unaroused human
feelings. It is indeed an example of “the mysteries of the whole world” in
reality.[32]

4. Conclusion: Living Aesthetics of and its approach to globalization

Living aesthetics is not particular to Chinese aesthetics, or any other
single philosophical tradition; rather, it involves the world aesthetics.
According to Tordis Berstrand’s new understanding of my thought,
“Living aesthetics is for Liu an attempt at reaching back to retrieve
traditions at risk of disappearing because these might help reorient
contemporary aesthetics towards a new agenda shared by Asia and West.
Living aesthetics thereby involves a wider critique of Western modernity
as a disruptive ‘other 'suppressing the aesthetic potential of everyday life.
If the art of living begins at home, then living aesthetics potentially
resonates beyond the domestic setting and engages with the larger
environment,”[33] and then “living aesthetics might extend to an
aesthetics itself alive and open towards non-human life and things of all
kinds as agents in a potentially unlimited collective setting.”[34]

Anyway, with the boundary between art and everyday life being
dismissed, and the environment turning to the human environment,
contemporary philosophy of art and environmental aesthetics have been
fused into the aesthetics of living. The main reason for this historical
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development is simply that the aesthetic must be the “profound standard”
for the quality of human life, and the development of the world.
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JIo K030u3

KOH®YIIMAHCKAA 3CTETUKA )KU3HU:
CJIYYAW UHTEPIIPETALIMY ET'0 YYEHHUA
U INIOHATHUE BOCTOPTA
B TEOPUH AH XY34

A6cmpakm

JcTeTH3aUMsA >KU3HH, M3HAYaJbHO YXOAsLlass KOPHAMH B KHUTAMCKyH IIOYBY, SBJsSETCH
MOJ/IMHHOW KUTAHCKOH MyApOCTBIO, @ KOHQYLHMAHCKas 3CTETUKA MOXeT ObITb OTHeCeHa K
3CTEeTHKe XXU3HHW, OCHOBAaHHOHM Ha sMouMaAX/4dyBcTBax (UuH). Punocodckas uHTEpHpeTanus
KOHQYLMAHCTBA C TOYKHU 3PeHUs] "KUBOM 3CTETHUKU" MOXKeT GBIThb Jiyyllle 00bsiCHEHa B ee
nepBOHavaJlbHOM KOHTeKcTe. Bo BpeMeHa KoHdynus ocHOBOH KOHQYLMAHCKOHW 3CTETHKH
OBLJIO €AUMHCTBO 06psiZioB (1) U My3bIKH (103). HO Cc mocTeneHHBIM yracaHueM MY3LIKH B
ucrtopud Kutas 3TO eAMHCTBO TpaHCPOPMUPOBAJIOCH B co4YeTaHHe 06psAJfoB (M) HU
3MOLMH /9yBCTB (LUH).

Kawuessle ci108a

JcTeTHKa >M3HH, KOHQYIMAHCKasl 3CTEeTHKA, 3MOLMM/4yBcTBa (LMH), 06psAbl (/M) U
My3bIKa (103).

3 Jlio 03du - mpodeccop UucTutyTa drmocodun Axagemun obiuiecTBeHHbIX Hayk KHP, moueTHbIN YieH KoMuccuu
npesusieHToB O6IecTBa COAEHCTBUA Pa3BUTHIO KUTAHCKOH KyabTypbl (CCPS), fesieraT mo ocoGbIM MOpYyYeHHSAM
MexayHapofiHOH scTeTHdyeckod Acconmauuu  (IAA) (2008-2011), NOMOIIHMK TreHepaJbHOrO CeKpeTapsi
Kuraiickoro o6umecrsa acretuku (2004-2015), riaBHbIN pejakTop *KypHauaa "dcreTrka", 4ieH MexayHapogHOro
penaknuonHoro coseta AU. B Hacrosimiee Bpemsi cepoil ero HaydHbIX HHTEpPECOB SIBJAIOTCH 3CTETHKa
NOBCEJHEBHOM JKU3HHM, KHTaWCKass 3CTETHKA JKM3HU W KOHyunuaHckas o¢uuocopus. CrnenuaabHbII
npuriameHHbli Jokaagduk OIAC XI. 3-nmoyra: liuyd1217@sina.com
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M.M. BaxmuH

Cepeeli /J3uxkeeuy*

3CTETUYECKOE IOHUMAHMUE
TEOPUU JUAJIOTA M.M. BAXTUHA
N ITPOLECCYAJ/IbHAA NTAPAIMTMA
®YHIAMEHTAJIbHOM 3CTETUKH

A6cmpakm

M.M. BaxTHH, 0 TeopeTH4YeCKOM HacJeZiUd KOTOPOTO CyLIecCTByeT OGIIMpHAas JHUTepaTypa,
Ha MaTepHaJaXx KOTOpOro 3allyllieH, B TOM 4Mc/le U Ha Kadeape, KOTOPYIO MpPeACTaBJAET
aBTOp, LeJbIH psf AUcCepTalUil, ocTaeTcs, TeM He MeHee, B TeOpeT HKO-3CTeTHUYECKOM
OTHOLIEHUHU HeJ0O0lleHeHHOW UTypoil B MCTOpPUM poccuiickoro ¢uuocodckoro gucKypca
BooGLle M UIOCOPCKO-ICTETUYECKOTO €ero pasfesna B ocobeHHOCTH. [lpudnmHa 3Toro
3aKJIIOYaeTCs B HM3BECTHBIX MOJUTHYECKMX OOCTOSITENBCTBAX, B KOTOPbIX M.M. BaxTuHy
HOPUILIOCh OCYILeCTBJATb CBOIO [IeATeJbHOCTb, a 3aTeM M B TeX OOGCTOATEJbCTBAX, B
KOTOPBIX MPOMCXOAMJIA aNpoNpHalusl ero HjAed BHYTPHU CTPaHbl Pa3JUYHBIMU Hay4YHBIMH
JUCKypcaMH. OJTH OOGCTOATENBbCTBA OINpPEJENHUIN PEeXHUM 3HAYUTENbHBIX OrpaHUYEHUH,
IyCThb U Pas/JMYHbIX IO COJEePXKaHHUI0 U 06beMy, [JjIs1 BO3MOXHOCTH 3KCIIMIIUTHO IMOJHOU
3KCno3uLuu ¢unocopckoro U Gua0coPpcko-3cTETUYECKOT0 MOHHMAHHUS KJIIOYEBOM I
M.M. bBaxTuHa TeOpHUM Juanora, KOTOPbIA MpPeACTaBJseT COGOH AUCIO3ULHUOHHYIO
OHTOJIOTHYECKYI0 XapaKTePUCTHKYy BCeX KOMMYHHMKALlMH B COLMyMe, a, CJIeJOBATENbHO, U
BCeX KyJbTYPHBIX MPOLECCOB, OJHOW K3 Ppa3HOBUAHOCTEH KOTOPBIX sIBJsAETCA U
3CTeTHYeckoe  cyuecTBoBaHMe. IlpefcTaBUTL  ceGe  OHTOJIOTMUECKHH — XapaKTep
CyLeCTBOBaHHUS BOOOIE, COLMAJBHOIO CYLIECTBOBAaHHWS B YAaCTHOCTH U 3CTETUYECKOrO
CyLleCTBOBaHHS B KOHKPETHOM O0OCY)KJ€HHH KaK COBOKYIHOCTb Pa3HOPOJHBIX aBTOHOMHBIX
MPOLeCCOB MPEKPAcHO I03BOJIs/Ia TEOpHs JUaJora IpHU ee YHUBEPCAJbHOM 3KCIJIMLUTHOM
HU3JI0KEHUH, HO 3TO He MOIJIO ObITh I03BOJIEHO C MO3ULMHA Ka3eHHOTO0 MapKCU3Ma,
JIOMUHUPOBABILETO0 B COBETCKOH MJI€0JIOTMH B KayecTBe ¢uocopckoit nosunuu. [lo Tem xe
NpUYMHAM 3Ta JOKTpPHMHA He NpuUHUMasa U ujen ¢unocopuu npouecca AH. Yaittxesa,
BIepBble BbICKa3aHHble B TO e BpeMs, Korja M.M. BaxTuH ¢opMHpoBaJ OCHOBBHI CBOeH

4 Nsukeeuy, CA. - poLeHT KadeApbl 3cTeTHKH ¢umocopckoro ¢akyabrera MIY umenn M.B. JlomoHocOBa,
raaBHbIN pegaktop AU. TeMaruyeckas navesns 1. 3-noura: aesthesis@philos.msu.ru
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TeoOpuHu [JuaJjiora. B atom my60xaﬂ 3aKOHOMEPHOCTb «nanmoquHﬁ I/l/'.'lel‘;[», 49TO
IJIOAOTBOPHbIE U3 HUX BbICKA3bIBAOTCA HE3aBUCHMO PA3JIMYHbBIMH JIOAbBMU B Pa3JIMYHbIX
MecCTaX, HO 3aTeM HEO6XOAI/IMO CO€JUHAKTCA BO€JUHO B CUJIy NPUHIUIIHNAJIBHOIO € JUHCTBA
rJ1I06aJIbHOTO YeJIOBEYECKOI'0 HMHTEJJIEKTA. HEPEOCMbICJH/[Tb I‘yMaHHTaprIﬁ CI)I/IJIOCOCI)CKO-
MeTOAOJ’IOl"H‘{EC}Cl/lﬁ NOTEeHLKWa/Jl TEeOpHU AuaJsiora M.M. BaxTuHa B 3HaY€HUU OHTOJIOTUH
KYyJIbTYPHBIX IIPOLECCOB BOOﬁ].LlE W NpoLecCoB 3CTETHYECKOIro CylleCTBOBAHHWA B YaCTHOCTU
HMeeT LeJIbIO HacTodAladAd CTaTbhA.

Kawuessle ci108a

dusnocodus mpouecca, mpoueccyanbHasg HapajdrMa B 3CTETHYECKOM MBILUIEHHH, JUAJIOT
KaK MpoLecc € HeoOXOAMMOCTbIO, AWBEpPCUUKALMS KyJbTYPHBIX [JUCIO3ULMHA peXuMa
JAuajiora B COLUa/JIbHOM KOMMYHHUKAalMH, 3CTETUYECKOe CylleCTBOBaHME KaK NPOLECC U Kak
JMaJIor, MepeocMbIcjeHHass GUJI0COPCKO-3CTETUYECKAs! LEHHOCTh Teopuu Juasora M.M.
BbaxTuHa.

Korga B koHLe 1970-X roZj0B aBTOpP 3TOH CTaTbH, OYAY4YH CTyAEHTOM
kadenpsl acteTukud o¢uaocopckoro obakyabteta MIY wumenu M.B.
JloMoHOCOBa, ycuablian BiepBble oT npodeccopa E.B. BoskoBoil B ee
crenuaJbHOM Kypce, mocBsimeHHOM scteTuke [.B.®. Terensa, uma M.M.
BaxTvHa (Kak M MMeHa ellle HEKOTOPBIX Ba)KHEHILIUX HccefoBaTeseH, 3a
YTO aBTOP [0 CHX IIOp NpHU3HATeJIeH JeKTOPY), 3TO UMs OblJIO U3BECTHO B
CCCP TosibKO XOpoII0 MHGOPMUPOBAHHBIM B HEKOTOPBIX I'YMaHHUTAPHBIX
obJsacTaxX chnenuaardctaM. [IpyunHa 3TO 3ak/4ajacbk B OCOOGEHHOCTSX
MOJIMTUYECKON UCTOPUM COBETCKOTO BpeMeHH, OHM B HacTosllee BpeMs
0OLIEM3BECTHB, M HET HHUKAKOH HeOoOXOAMMOCTH WX IOBTOPHO
ONUCBIBATh, TEM 0o0Jiee, YTO aBTOP MMeJI Cly4all BbICKA3aTb CBOW B3IJIA[,
Ha CBfI3b 3TUX COOBITUM C JAUHAMUKONW pasBUTHUSA TeOpeTHYeCKOU
3CTETUKHM HAa TEPPUTOPUH PYCCKOS3bIYHOM KyJsbTyphbl. [1] 3pech Hac
O6yZeT HMHTepecoBaTb TO, B KaKUX HMEHHO 00J/1aCcTAX TyMaHUTapHOMH
Crelyajd3alluyd MOCTeNeHHOo, Mocje AJUTENbHOro MepHuojia yMOJYaHUs
uMsa M.M. BaxTrHa cTaso K TOMy BpeMeHU CHOBA U3BECTHO. ITH 06J1aCTU
OblIM CBAA3aHBI C UCTOPUEN U TeopHel JIUTepaTyphl, U, ec/iu B3ATb Gojlee
IIMPOKO, C CeEMeMCTBOM HayK O TeKCTe U f3blke, a TaKXe HeEKOTOphle
acmeKkTbl OOIIEeH TEOpUU XY 0KECTBEHHOrO0 TBOpYeCcTBa U (opMasibHO-
CTPYKTYpPHOTO H3yYyeHUs1 TNPOU3BEJIeHUs] MCKycCTBA IO aHaJIOTUMHU
JIUTepaTypHOMYy TeKcTy. B aTom kauyecTBe ujen baxTuHa U ObLIM
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BOBJIeYEHbl B YNOMSIHYTOM Kypce JIEKLUM B KOHTEKCT PacCy>X[eHHUs O
IIOCTTere/IeBCKOM TeOpUM HCKycCTBa. B 3TOM NepBOM yNOMHHAHUHU
XapaKTepHbIM OblJIO SIBCTBEHHOE OllyllleHHe OTCTYTCTBHE peXuMa
MOJIHON JIETUTUMHOCTU pedepeHIIMM K 3TOH MepCoOHAJUM B KOHTEKCTe
JIOMUHHPOBABUIETO Mozyca dunocodpcko-3cTETUYECKOTO
TeopeTtusrupoBanus B CCCP Toro BpeMeHH: 3TO OblJI HE MPOCTO MOAYC
«3CTETHUKHU CBEPXY» C SIBHBIM M JE€MOHCTPAaTUBHbIM INpeHeOpeKeHHe K
«3CTETUKEe CHU3Y», HO MOAYC OTpaBJeHHBIA WHAOKTPUHUPOBAHHOMU
M/Ie0JIOTUYECKOM  arpecCUBHOCTBI0  «KJACCOBOW  GOpbOBI», KOTOpas
06s13aTe/IbHO JJOJ/KHA Oblla IPUCYTCTBOBATh Kak TeMa B JIlO6OM HaydYHOM
JHUCKypce, obecriedrBas Tak Ha3bIBaeMY0 «IapTUHHOCTb» HAyKH.

Teopusi Tekcta baxTvHa U ee Auasoruyeckas cepZlueBUHA OCTABJISJIU
BHE pacCMOTPEeHUs 3THU obsa3aTesbHble M/€0JIOTUYECKU-JOKTPUHEHPCKUE
aTpuOYThl, U OHU He TOJIbKO Ka3aJWCb, HO U ObLIM HEJUTHTUMHBIMU B
KOHTEKCTe H/Ie0JIOTUYECKHU AHTAXXUPOBAHHOTO dunocodckoro
«TeopeTU3UPOBaHUS CBEPXY», 3aTo OKa3aJliCb COBepILEeHHO
JIETUTUMHBIMH, KOTJia BBIICHUJIOCH, YTO HU/€0J0IrMYeCKU-JAOKTPUHEPCKUe
aTpuOyThl HE MMEIT HHUKAKOTO OTHOIIEHHWS HU K HayKe, HU K Hay4HO
byHaupoBaHHOMY  GUI0COMCTBOBAHUID. IJTH TepeMeHbl HACTYNUJIN
YAUBHUTEJNbHO OBICTPO, U YKe K KoHIy 1980-X rojgoB, Korjga aBTOp 3TOH
CTaThH YYMJICS B aCOMpaHType TOH ke Kadeaprl TOro e PpaKyJbeTa TOro
)K€ YHHUBEPCHUTETa, HUKTO HEe COMHEBaJICA HHM B HayyHOW, HHU B
dunocodckoit seruTUMHOCTH uzeid M.M. BaxTuHa, OH MOJIYYUJ CTATyC
«KJIaCCUKa» CO BCEMHM NpPU3HAKaMHU  CXOJIACTUYECKOTo  Crocoba
IIUTUPOBAHUS U CaM, KOHEYHO, 6e3 BCSIKOTrO HaMepeHHs C ero CTOPOHHBI,
IpeBpaTUJICA B aJbTepHAaTHUBHBIN HUCTOYHUK TeopeTH4YeCKon
JIETUTUMaly, TNpaBJja 06e3 3JI0BElIero MNPUBKyca «AyXa KJIaCCOBOH
OOpbObI»,  OJHAKO C  COXpaHEHWEM  [JIOCAJHEHIIUX  H3JEepPrKeK
3aMajJbiMBOr0 HAaBSI3bIBAaHWS HOBOSIBJEHHBIMU aJileliTaMH B KadyecTBe
«PYKOBOJICTBA CBEPXY».

WHTepecHbIM ¢aKTOM OBbLJIO TO, YTO B TaKOe IOJIOXKEHHE >KEPTBY
«KJIaCCOBOW OGOpbObI B HayKe» CTaBUJIM HMMEHHO Te, KTO paHee B
WHTepecax 3TONW O6OpbObl CTaBWJIM I0J COMHEHHE TeOopeTHYeCcKyIo
JIETUTUMHOCTb  €ro  B3IVIAJ0B. IJTH YYaCTHUKU  aKaJleMU4yeCKou
JesITEJIbHOCTA CTaJld He TOJIbKO 3asiBJSATb O CBOEH IpUBEPKEHHOCTH
TeopeTHYecKMM nosunuaM MM. BaxTuHa, HO W  pPYKOBOJUTb
JUccepTallUsIMM, HHTEpPNpeTUPYOLMMU ero B3I/sgjbl. B wurtore B
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PYCCKOSI3BIYHOW TyMaHMTapHOW Hayke M.M. BaxTWHy He noBe3so BO
BTOPOM pa3: mepecTaB ObITb KEPTBON «KJIACCOBOW GOpPLOBI» B HAyKe U
¢unocodur, OH CTajJ KepPTBOM ee BHE3ANMHOr0 MpeKpalleHdus U
npeBpallleHusd B Jipyrue GpoOpMbl aHraXXMPOBAHHOI'O IICEBJOHAyYHOIO U
ncepfodunocopckoro  TeopeTusrpoBaHus. OcoO6eHHO NTPUCKOPOHBIM
06CTOSITE/ILCTBOM MOJOOHBIX MCKaXKeHUH obuero ¢uaocopckoro u
crenuaJbHOro  GuUA0COPCKO-3CTETUYECKOTO0 3HaYeHHda ujed MM.
BaxTvHa BoOGIIe M TeOpUMHU [JUajsora B YACTHOCTH OBbLIO TO, YTO
yKazaHHas TpaHchopMalus NPOUCXOAHW/IA B KOHTEKCTE HEKPUTHYECKOU
anponpuanuu OOJIBIIMHCTBOM YJIEeHOB paHee WHJOKTPUHHPOBAHHOIO
MapKCU3MOM IIOCTCOBETCKOIO aKaJeMHYEeCKOro coo6LiecTBa B3IJISA/0B
paza npeJfcTaBUTeIeN ¢dpaHILy3CcKOTrO JeKOHCTPYKTHBHOTO
IOCTMOJIePHU3Ma, KOTOpble CTajJW NpeACTaBJATb TeOPUI0 Juajora
BaxTMHa Kak «TreHUaJbHOE MNPEABOCIIUILIEHHE», Jalollee UM
«JIETUTUMHOE» U «HUCTOPUYECKOe» MPaBO 0e3yJep>KHO «CMeIlHWBaThb BCe
CO BCeM», IIOCKOJbKY HMMEHHO B 3TOM U 3aK/JI0YaeTCd «JuaJior».
[Tog0OHBINA THI «JIeTHTHUManuu» depe3 uaed M.M. BaxTuHa O6bIBIIMX
«MapKCUCTOB» B «IIOCTMOJEPHHUCTOB», KOHEYHO, BBITJIAIEJ OCOBGEHHO
KOMHMYHO, HO OH Cepbe3HO JMBepCcUPULMPOBAI U YCUIUJ 3a0JyKIeHUsA
OTHOCHUTEJIbHO PallMOHAJbHBIX, AHAIUTHYECKHUX QUI0COPCKUX 3HAYEHUU
€ro TEOpUH Auajora.

TakuMm o6pa3oM, Tpu axKTopa ONpefesUJd  HeNoJHOe U
HeJl0OCTaTOYHOe TeopeTHYecKoe pa3BuTue wuaed M.M. baxTtuHa B
PYCCKOSI3bIYHOM ~ QUJIOCOGCKOM MBIIIJIEHUM BOOOIIE W TaKKe B
dunocodcko-acTeTHIECKOM JHCKypce. [lepeuncaum Ux B
XPOHOJIOTUYECKOM Hopsifike: 1) HEeBO3MOXXHOCTb JJIsl CaMOro MX aBToOpa
M3HA4YaJIbHOW YHUBEpCAJbHOM 3KCIUIMIUTHON 3KCNO3ULUHU PUI0CODCKO-
TeOpeTHYeCKUX HWHTEeHUUH M HWMIUIMKAaUUH; 2) 4YacTUYHOe CHATHe
OTpaHUYEHUH TEOPEeTHYECKOW MHTEpNpeTalrd B PpPaHHUM Iepuof,
anponpuanuu TeopeThdeckoro Haciaeaus M.M. BaxTWHa U yKpenJeHue
IpeuMyIlleCTBEHHO Y3KOCNeluaJbHOM HHTepNpeTaluyd 3HayeHUH ero
ujied B chepax TEOPHUM JIUTEPATYPHI, TEKCTA U CTPYKTYPHOro aHa/IM3a
JINTEPATYPHBIX MPOU3BeleHNH; 3) MCKaKeHHble HOBBIM aHTaKEMEHTOM
«IOCTMOJEPHUCTCKUE»  BEpCUUM  HHTeplpeTanuuu  Hacaegus  M.M.
BaxTtuHa.

Mexay TeM, KaK 3TO 4aCTO ObIBAeT, «B3TJISAA CO CTOPOHBI» CIHOCOGEH
U3MEHUTb CTaHAAPTbl  OTHOIIEHUS K  HEKOTOPOMY  SBJIEHHIO,
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CJ0XMBIIKECS BHYTPU HCXOJHOW KyabTypbl. B 2012 romy aBTOp 3TOH
CTaTbd, NpPUHHUMasg y4yacTHe B MeX/JyHapoJAHOW KoHpepeHLUH B
[lopTyrasuu ycnplliaa B JOK/IaZle O MPUHIMNIHAJbHON poJd NMyGJUKU B
peasbHOCTH NPOU3BeJleHUsl UCKYCCTBA, CAEeJaHHOM OJHUM W3 K/IK4YeBbIX
cnukepoB KoHdepeHnu npodeccopa H. Kapposia, oTyeT/IMBble MOTHBBI
KJI049eBOM  mo3unud  M.M.  BaxTuHa, chOpMYJMPOBAaHHOM UM
IPUMEHUTENbHO K TIOrPaHUYHOMY MeXJy aBTOPOM U CyObeKTOM
BOCIIPUAITHSI XapaKTepy COOBITHUS CyllecTBOBaHHUA TekcTa.[2] B camom
JOKJIaJle OTChLIKM K no3uiuu M.M. BaxTuHa He 6bLIO, HO KOrja B
KyJlyapax KOHQepeHLIMM aBTOp HacTosLled cTaTbW 33JaJl aBTOpPY
YKa3aHHOIO J0KJaZa BONPOC O TOM, HET JIM HEeKOTOPbIX NapaJjjesedl B
NOAX0Jax aMepPUKaHCKOTO M POCCUHCKOTO TEOPEeTHUKOB 3CTETHUYECKOIo K
ero HeoOXOJMMOMY YCJOBUI0 B BHJle aAKTUBHOIO pelUIHEHTa, OH
yC/bILIAJ, 9YTO OJUH U3 Hanbosiee [UTHPYEMBIX COBPEMEHHBIX 3CTETUKOB
OBL1 HenocpedcmeeHHO UHCNUPUPOBAH B 3TOW CBOEH MO3UIMU JABHO U
XOpOIIO €My 3HAaKOMbIMHU TeKcTaMd M.M. BaxTuHa, mociefoBaTe/lbHbIM
nponazaHoucmoM HacJeLusi KOTOPOro OH BBICTyNaeT B aMePHUKaHCKOM
3CTETUYECKOM COODILECTBE.

C sTOoro o6cTOsATENLCTBA HAYaJIOCh M 3HAKOMCTBO aBTOpPa 3TOM CTATbU
C OJHUM M3 BBIJAIOLIMXCS 3CTETUKOB COBPEMEHHOCTH INpodeccopoMm H.
Kappossiom, cTaBmMM  BHOCAEACTBUM  4JI€HOM  MeXAyHapoAHOTO
pPelaKIMOHHOTO coBeTa KypHana Aesthetica Universalis u coBeplleHHO
HecJy4alHO OMy6JIMKOBAaBLIEM B HEM WHTEPECHEHIIYI0 CTAaTbI0 O HAWeEM
omevecmeeHHOM KOoHcmpyKkmueudme, [3] cToab Hecly4alHO MPOSIBUBLIEM
ceba B roJipl, Korja mMosoZoi M.M. BaxTuH co3faBa/i cBOM paHHHE, OYeHb
HacbllleHHble paboThl, U MPEKPAaTUBLIMKCA KaK TedeHHe MO0 TeM XKe
NpUYMHAM M TpaKTHUYeCKM B TOT e BpEMeHHOW Iepuoj, Korza
BBIHY)K/IEHHO IIpepBaJlacb U TeopeTHuYecKass MyOJH4YHas JesATe]bHOCTb
3TOro CTOJIb MHOTO OGelaBIIero OTe4eCTBEHHON ¢(HUI0CcOPUHU, ICTETHKE
U TeopuHM HCKyccTBa aBTopa. OJHOBpeMEHHO C MOJy4YeHUeM
YAVUBUTEJbHOTO  MOJATBEPKJEHUS  CBOEro  O4eHb  OCTOPOKHOIO
NpeAIoIoKEHUST aBTOP HACTOsIled CTaTbU TpUO6Gpes U TBEPAYIO
YBEPEHHOCTb B TOM, YTO 0a30Bble TEOPeTHYECKHE HJIeH, BbICKA3aHHBIE,
npeJCcTaBUTeNsIMU  OTe4yeCTBEHHOW  TyMaHUTApHOM  HayKM, Kak
BBIHY>K/IEHHO TNOKHWHYBLUIMMH €e, TaK M OCTAaBLIMMUCSA BHYTPHU CTPaHHBbI,
HECMOTPsI Ha CJI0XKHbBIE, T0J4ac Tparuieckrve Cyb0Obl, KaK NEPBBIX, TAK U
B 0CO6EHHOCTH BTOPBIX, OKa3aJiy, TeM He MeHee, 3HaUUTe/IbHOe BJIUsIHUE
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Ha MHpOBOE HAay4YHO-TYMaHHUTapHOe COOOLIecTBO, ¥, B TOM 4YHUCJE €ro
3CTEeTHYECKYl0 4YacTb. [lamsaTHasg kpaTkas Gecema c¢ H. Kapposuiom 06
unesax M.M. BaxtuHa ybGeausia aBTOpa HacCTOsIIENd CTaTbU B TOM, UTO
«IPUKJIIOYEHUs1 uJiei» (06pasHoe W TouHOe BhIpakeHue A.H. YaliTxena,
XapaKTepusywlllee NPUYYAJIUBYI0 TPAeKTOPHUIO TIJI0OaJIbHOTO poOCTa
Hay4yHOro 3HAaHWUsS W OCHOBAaHHOW Ha HeM ¢uiocopckod Mbicau [5]) c
y4acTHeM INpeACTaBUTeJied OTEe4eCTBEHHOW HAyKU B ICTETHYECKOU
06JIacTH, KOTOpble OH Haya/l ONUChIBAThb B CMeElUaJbHOMN TJlaBe KHUTH,
BbllleJIIed 3a roj Jo 3Toro,[1] ToaBKO elle >XAeT JAeTajJbHOro
UCC/Ie[JOBaHUA WU TEepeoCMBbICJeHUS B BeCbMa BHYLIMTE/NbHOM CIHCKe
IIepCOHa/IMM, HeoTOpasl 4aCTb KOTOPbIX HeCJy4yallHO BbIHeCeHa Telepb B
3aryiaBusg naHeabHbIX cekiui OMIK XI, u uma M.M. BaxTuHa abCcoJIl0THO
3aKOHOMEPHO 3aHMMaeT B UX YHCJIEe OTAe/bHOE U 3aMeTHOe MeCTO.

Mpl BHOJIHE HaMepeHHO UCIHOJb30BaJHd A XapaKTePUCTUKHU
UCTOPUKO-ICTeTUYECKUX  3aJay, KOTOpble CBs3aHbl CO  CJy4aeM
IepeoCMbIC/IeHUS TeopeTU4YeCKoro 3Ha4YeHUd M.M. BaxTuHa,
MeTadopuuecKoe BbIpaXKeHUE «IPHUKJIIOYEHUS HJel», NpUHaAJexallee
uMeHHO A.H. YaiiTxena. [lepBasd npuyrHa 3TOro 3akjrw4daeTcd B TOM, YTO
Mbl B MNpPHUHLOUIE CKJOHHBl pacCMaTpuBaTb MCTOPHUI0 3CTETHUYECKOU
MBICJIM UMEHHO C MpolleccyaJbHON TOYKHM 3peHMs, [1] BTopas cocTOUT B
NpHUBepPXKeHHOCTH caMoro M.M. BaxTuHa nponeccyajJbHOMY NOHHMaHUIO
peasibHOCTH, 4YTO OH pa3BepHYTO W HEJBYCMBICJEHHO B CaMbIX
CylleCTBEHHBbIX 23JIeMeHTaX CBOeH TeOpHHM IKCIIOHMPOBAJ B CBOMX
paboTax [MPUMEHHUTENBHO K PEaJbHOCTH TEKCTA BO BCEX €e OTHOLIEHHUSX,
B TOM YMHCJIe U 3CTETUYECKOM, CM. Hampumep, 2]. [locnenHsss mpuyvHa,
pasyMeeTcsl, SIBJsSETCs pellalollell, NMOCKOJbKY B CBeTe codepicaHus
npoyeccoe  mpaHcgopmayuil, TPOUCXOAUBLIMX B  PYCCKOS3BIYHOHN
acteTuyeckod Mbican XX Beka ¢urypa M.M. BaxTuHa kaxeTcss HaMm
HauboJjiee YHUBEPCA/bHOL, MHO20aCNEeKMHOU W  penpeseHmMamugHoll
XapaKTepy TMpoJeJaHHOW UM TeOopeTHYecKOH paboTbl B 06J1aCTH
3CTETHUKH, €CJM HHTEpIpeTHpPOBaTb 3Ty paboTy 6e3 Tex Tpex
HCKaXKalolUX GaKTOpOB, KOTOpble Mbl OTMETHJIM B HayaJle HacTOsIero
TeKCTa.

B 3ak/stoyeHHe  3TOr0  KpaTKOTO  COOOIIeHUsI  IOCTapaeMcs
cbopMy/IMpOBaTh  HaNpaBJeHUs  JAajbHelllero  IMepeocMbICTeHUs
TeopeTU4yeckoro Haciaegusa M.M. bBaxTMHa B KOHTEKCTe OCHOBHBIX
napaMeTpOB HCTOPHUKO-3CTETUYECKOT0 TIpoliecca B PKCCKOS3bIYHOM
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CerMeHTe WHTeJVIEKTYaJbHON KyJbTYyphl. [lo3uyusi oduH 3ak/a4aeTcs B
ToM, 4To M.M. BaXxTuH oTBepraeT Jito6ble UAEOJOTUYECKHE HAPPATUBHI,
KOTOpble CHpaBeAJMBO I0JIaraeT 3CTETCTBYWOILEH  «IOJyHay4YHOH
dunocodpueir», W, TakKUM 06pa3oM, peUIUTeJbHO  MNEepeBOJMUT
PYCCKOSI3bIYHBIM 3CTETUYECKUH AUCKYpC Ha HAay4yHbIA NYTb, BbIBOJAS €ro
M3 BCeX 3a0JyXKJEeHHUU «3CTETUKH CBEPXy» JIIOOOr0 MPOUCXOKIEHUS;
nosuyusi dea 3akaw4yaeTcad B TOM, yTo M.M. BaXTWH OHTOJIOTMYeCKH
[OC/Ie[0BaTeJbHO W KOPPEKTHO OMNHCbIBaeT MapaMeTpbl peasbHOCTH
UCCIelyeMbIX SIBJEHUHM, M3 KOTOPbIX 6a30BbIM CJIy4aed SBJSETCS
peajbHOCTb TeKCTa BO BCeX €ero MNpOsBJeHUsX; no3uyus mpu
3aKJ/II0YaeTCsl B TOM YTO peaJbHOCTb TEKCTa OKa3bIBAETCS CJIOKHOHU
COBOKYIIHOCTBIO IPOIECCOB Bep6aJbHOM KOMMYHUKALWH, [JJII KOTOPBIX
no cnenuduke 3TOH KOMMyHMKauuu M.M. BaxTuH npoaynupyeTr us3
OOBbI/IEHHBIX U Y3KOHAYYHBIX JIEKCEM OOLIMHA THOCEOJIOTHUYECKUH TEPMHH
«JMajsor», MoJoOHO TOMYy, KaKk B TO >Xe BpeMsl JJif JPYrux Lejed B
IICUXO0JIOTUYECKOM TeOpUH OblJ NPOLYLIUPOBAH TEPMUH «TeLITalAbT».
PesysbTHpylomas mo3uuus olnpejesseT IoJoxKeHHe Hacaegusa M.M.
BaxTrHa Kak B mpolecce 06Liero pa3BUTHUs PYyCCKOSA3bIYHONW puiocodun,
TaK M B TIIpoliecce  pa3BUTHUA  PYCCKOA3bIYHOM  ¢usocoduy,
CrelvaJu3UpOBaHHON B 006JIaCTH 3CTeTHYecKUX MpobseM. [lockoybKy
TEPMUH  «JAWajJor»,  6GuaroZaps  TIJIABEHCTBYWOILEMY  IOJIOXKEHHUIO
Bepba/JbHOM KOMMYHMKAallMM B YeJOBEYECKOM COLlMyMe MO03BOJSAET
KOPPEKTHYI0 €ero 3KCTPaloJIALMI0 Ha KJ4YeBble IPOLiECChl Pa3BUTHUSA
KyJbTYp W WX OTHOUIEHHUS, TEOpHUs [JUajora CTAaHOBUTCS Ba)KHEHIINM
npuobpeTeHHeM  MO3BOJIAIOIIMM  ONMUCBIBATH  6a30Bble  MPOLLECCHI
COLIMA/IbHON peasibHOCTH B aclleKTe BKJIOYEHHOCTH B HUX Yes/0BeYeCKUX
CyO'b€KTOB, 4YTO, B TMpUHIOUNE U SABJAETCA IJIABHOHW 3ajadei
obmedunocopckoro  JUCKypca, UTO onpefeseT INpoLeccyaJbHO-
napaJUrMajbHyl0 LI€HHOCTb TeOpuM Juanora 8 obujedpusocogckom
3HauyeHuu. [lOCKOJIbKY TEpMHH «ZJUaJor» BOBJIEKAeT B cebsi He TOJIbKO
JHUCKYPCUBHYIO, HO U 3CTeTHYEeCKyl0 4acTb BepO6a/ibHOW KOMMYHMKAILMH,
6e3 KOTOpPOM JUCKYpCHMBHAasl 4YacTb INPOCTO HEBO3MOXHA, 3TOT TEPMHUH C
HEeOOXOJMMOCTBbIO  TIOKpbIBAaeT  BCe  HpobJjieMbl  JoBepbaJbHOM,
HeBepbaJbHOM U NOCTBEpPOAJbHOW JAUHAMHUKM 3CTETHYECKOTO OIbITa,
Jlelalolllero  BO3MOXHBIMH M HeOoOXOJMMBIMM  BCe  MPOILLECCHI,
COCTaBJISIIOIME PEeAJbHOCTh JHAJIOra, B TOM YHCJIe U CIelUPUIECKYIO
MeXCyObeKTHYI0 PeaJbHOCTb TEKCTa, YTO ONpefessieT MpoleccyalbHo-
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napaJUrMajbHyl0 LJeHHOCTb TEOPHUM JUAJOra 8 cneyua/nbHOM 3Cmemuko-
dusnocopckom 3HaveHuU.

Mpl He xoTesn 6bl NPOBOAUTHL 3/leCb AHAJIOTMU IEPCOHAJBHOTO
XapaKTepa, KOTOpble COBEPILEHHO HeCylleCTBEHHbl B JAHHOM CJIy4ae.
Tem He MeHee, ecsid Gbl MbI 110 AHAJIOTHU «UCTOPHUU HUCKYCCTBA 6€3 UMEH»
NOCTAaBUJIM TepeJ; cCO60M IeJbl0 BBICTPOUTH HCTOpU duiocoduu u
uctopuio GUIOCOPCKON 3CTETUKU «6e3 HMEeH», UCCAeAVIOIUE TOJbKO
TeH/JleHLIH, Mbl Obl 3aK/JII0OUUJIH, YTO TEHJEHIUA K U3YYEeHUIO PealbHOCTH
B [AMAJIOTUYECKOM IapaJjurMe aHaJOTMYHA H3YYEHHUIO peajbHOCTH B
IpoLlecCyaslbHOM MNapaJiurMe, 4YTO JiejJaeT U COOTBETCTBYWOIHE 3THUM
TeHJeHIUAM NepcoHasuu M.M. BaxTtuHa v A.H. YaiiTxeja, nmpoucxoasinue
M3 pa3/IMYHbIX HUHTE/JIEKTYaJbHBbIX KYJbTYp, aHAJOTHYHBI 10 CBOEMY
3MHCTEMOJIOTHYECKOMY 3HAYEHHUIO.
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Sergey Dzikevich5

AESTHETIC UNDERSTANDING
OF M.M. BAKHTIN’S THEORY OF DIALOGUE
AND THE PROCESS PARADIGM
OF FUNDAMENTAL AESTHETICS

Abstract

MM. Bakhtin - whose theoretical heritage had been described and investigated in numerous
literature sources, on the materials of which multiplicity of dissertations were based,
including those that have been prepared at the department that the author of this paper
happens to represent - remains, nevertheless, in theoretical and aesthetic aspects, an
underestimated character in history of Russian philosophical discourse both in the generally
philosophical and in the special philosophically aesthetic meanings. The reason for this lies
in the well-known political circumstances under which M.M. Bakhtin was to carry out his
activity, and then in the circumstances under which appropriation of his ideas within the
country in various scientific discourses t ook place. These circumstances determined the
regime of significant limitations, albeit different in their character and volume, for possibility
for explicitly complete exposition of the philosophical and philosophically aesthetic
meanings of the theory of dialogue, the key one among M.M. Bakhtin's ideas, which is the
essential ontological quality of all communications in society, and, consequently, of all
cultural processes, one in the varieties of which is aesthetic existence. It was absolutely
natural to interpret the ontological nature of existence in general, social existence in
particular, and aesthetic existence in a specific discussion as a set of heterogeneous
autonomous processes in the context of the theory of dialogue in its comprehensive explicit
presentation, but this could not be allowed from the standpoint of official Marxism which
dominated in Soviet ideology as the philosophical position. For the same reasons, this
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doctrine did not accept the ideas of A.N. Whitehead, first expressed in the same time when

M.M. Bakhtin developed the foundations of his theory of dialogue. This is the basic regularity
of the “adventure of ideas”, that fruitful ones are expressed independently by different
people in different places, but then they must conjoin due to fundamental unity of the global
human intellect. The purpose of this paper is to re-think the philosophical and
methodological potential in humanities of M.M. Bakhtin’s theory of dialogue in the meaning
of ontology of cultural processes in general and processes of aesthetic existence in particular.

Key words

Philosophy of process, the process paradigm of aesthetic thinking, dialogue as a process with
necessity, diversification of cultural dispositions of the dialogue regime in social
communication, aesthetic existence as a process and as a dialogue, re-thought philosophical
and aesthetic value of M.M. Bakhtin’s theory of dialogue.

When in the late 1970s the author of this paper, being a student at the
Department of Aesthetics, Faculty of Philosophy, Lomonosov Moscow
State University, heard for the first time from Professor E.V. Volkova in
her special course on the aesthetics of G.W.F. Hegel, the name of M.M.
Bakhtin (as well as the names of some other significant scholars, for which
the author is still grateful to the lecturer), this name was known in the
USSR only to specialists, well-informed in some humanitarian fields. The
reason for this was the peculiarities of the political history of the Soviet
era, they are now well-known, and there is no need to re-describe them,
especially since the author had the opportunity to express his opinion on
connection of these events with dynamics of theoretical aesthetics history
within the territory of Russian-speaking culture. [1] Here we will be
interested in what exact areas of humanitarian specialization, slowly and
step by step after the long period of holding under silence, the name of
M.M. Bakhtin was becoming known again to the mentioned time. These
areas were associated with history and theory of literature, and, more
broadly, with family of sciences on text and language, as well as some
aspects of general theory of artistic creation and the formal-structural
studies of works of art by analogy with literary text. In this meaning,
Bakhtin's ideas were involved in the mentioned course of lectures in the
context of discussions about post-Hegelian theory of art. This first
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mention was characterized with clear feeling that there was no regime of
full legitimacy of references to this person in the context of the official
mode of philosophical and aesthetic theorizing in the USSR of that time: it
was not just the mode of “aesthetics from above” with clear and
demonstrative disregard for “aesthetics from below”, but the mode
poisoned with indoctrinated ideological aggressiveness of “the class
struggle”, which was supposed to be present as a topic in all kinds of
scientific discourse, providing the so-called “partyness” (“partiynost”) of
science.

Bakhtin's text theory and its dialogic core left out of consideration
these obligatory ideologically doctrinal attributes, and they not only
seemed, but were illegitimate in the context of ideologically biased
philosophical "theorizing from above", but they turned out to be
completely legitimate when it turned out that ideologically doctrinal
attributes have nothing in common with science or scientifically based
philosophizing. These changes came surprisingly quickly, and to the end of
the 1980s, when the author of this article was a postgraduate student at
the same department of the same faculty and of the same university, no
one doubted either the scientific or philosophical legitimacy of the ideas of
M.M. Bakhtin, he had received the status of a "classic" with all the signs of
the scholastic way of quoting and, of course, without any intetion from his
ideas, had turned into an alternative source of theoretical legitimation,
though without the ominous flavor of the "the spirit of class struggle”,
nevertheless with the preservation of the most annoying costs of
passionate imposition by the newly-minted adepts as a "leadership from
above."

The interesting fact was that it was precisely those who, in the interests
of this struggle had previously doubted theoretical legitimacy of his views,
placed this evident victim of “the class struggle in science” into such a
contradictory position. These participants of the academic process used to
start not only to declare their commitment to the theoretical positions of
M.M. Bakhtin, but also to supervise dissertations interpreting his views. As
a result, in the Russian-speaking humanities M.M. Bakhtin was unlucky for
the second time: ceasing to be a victim of the “class struggle” in science
and philosophy, he became a victim of its sudden cessation and
transformation into other forms of biased pseudo-scientific and pseudo-
philosophical theorizing. A particularly unfortunate circumstance of such
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distortions of the general philosophical and special philosophically
aesthetic significance of the ideas of M.M. Bakhtin in general and his
theory of dialogue in particular was that this transformation took place in
the context of uncritical appropriation by the majority of members of the
post-Soviet academic community, previously indoctrinated by Marxism, of
the views of some representatives of French deconstructive
postmodernism, who began to present Bakhtin’s theory of dialogue as a
“brilliant anticipation”, giving them a “legitimate” and the "historical" right
to "mix everything with everything" unrestrainedly, since that was
supposed to be “the dialogue in its reality”. This type of "legitimation”
through the ideas of M.M. Bakhtin of former "Marxists”" into
"postmodernists”, of course, looked especially comical, but it managed to
seriously diversify and strengthen the misconceptions about the rational,
analytical philosophical meanings of his theory of dialogue.

Thus, three factors determined the incomplete and insufficient
theoretical development of M.M. Bakhtin’s ideas in Russian philosophical
theorizing in general and also in philosophically aesthetic discourse. We
list them in the chronological order: 1) impossibility of the original
universal explicit exposition of philosophical and theoretical intentions
and implications for their author himself; 2) partial removal of restrictions
on theoretical interpretation in the early period of appropriation of M.M.
Bakhtin’s theoretical heritage and strengthening of the predominantly
highly specialized interpretation of his ideas in the areas of literary
theory, text and structural analysis of literary works; 3) “postmodernist”
versions of the interpretation of M.M. Bakhtin’s ideas.

Meanwhile, as it often happens, a “look from the outside” is able to
change the standards of attitude towards a certain phenomenon that have
been constituted within the original culture. In 2012, the author of this
paper, taking part in an international conference in Portugal, heard in the
presentation on the fundamental role of the audience in the reality of a
work of art, made by one of the key speakers of the conference, Professor
N. Carroll, the motives, characteristic for the key position of M.M. Bakhtin,
formulated by him in relation to the frontier, being between the author
and the subject of perception, nature of the event of existence of any
text.[2] In the presentation itself, there were no references to the position
of M.M. Bakhtin, but when, on the sidelines of the conference, the author
of this article asked the author of that presentation whether there were
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some parallels in the approaches of American and Russian aesthetic
theorists to necessity of an active recipient in reality of the work of art, he
heard that one of the most cited contemporary aestheticians N. Carroll
had been directly inspired in this position by M.M. Bakhtin, a consistent
propagandist of whose heritage he happened to be in the American
aesthetic community.

From this case, the author of this article began to get acquainted with
one of the outstanding aestheticians of our times, Professor N. Carroll,
who later became a member of the International Editorial Board of the
journal Aesthetica Universalis and who published an interesting paper in it
about our domestic constructivism, [3] that not occasionally manifested
itself in the very same years when young M.M. Bakhtin created his early,
very productive works, and was interrupted as a trend for the same
reasons and practically in the same period, when the theoretical public
activity of this author, who promised so much to Russian philosophy,
aesthetics and theory of art, was forced to stop. Simultaneously with
receiving surprising confirmation of his very cautious assumption, the
author of this paper also acquired the firm faith that the basic theoretical
ideas expressed by representatives of the domestic humanities, both those
who were forced to abandon it, and those who remained inside the
country, despite difficult, sometimes tragic fates, both the first and
especially the second, nevertheless, managed to make their significant
impact on the international academic humanitarian community including
its aesthetic part. That memorable brief conversation with N. Carroll
about the ideas of M.M. Bakhtin convinced the author of this paper that
“adventure of ideas” (a figurative and precise expression by A.N.
Whitehead characterizing the bizarre trajectory of the global growth of
scientific knowledge and and philosophical thought based on it [5]) with
participation Russian scholars in the aesthetic field, which he started to
describe in the special chapter of the book published a year earlier, [1] is
just waiting for detailed research and re-thinking in a very impressive list
of personalities, some of which are now not accidentally placed in the
titles of the OIAC XI panel sections, and the name of M.M. Bakhtin
absolutely naturally occupies the separate and prominent place among
them.

We quite intentionally used to characterize the historical and aesthetic
tasks that are associated with the case of re-thinking theoretical
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significance of M.M. Bakhtin, the metaphorical expression "adventure of
ideas", which belongs precisely to A.N. Whitehead. The first reason for this
is that, in principle, we are inclined to consider history of aesthetic
thought precisely from the process point of view, [1] the second is the
commitment of M.M. Bakhtin’s process understanding of reality, which he
extensively and unequivocally exposed in the most essential elements of
his theory in his works [in relation to the reality of text in all its respects,
including aesthetic, see, for example, 2]. The last reason, of course, is
decisive, because in the light of the content of the transformation processes
that took place in the Russian-language aesthetic thought of the twentieth
century, the figure of M.M. Bakhtin seems to us the most universal,
multifaceted and representative of the nature of his theoretical work in the
field of aesthetics, if we interpret this work without the three distorting
factors that we have noted in the beginning of this text.

In conclusion of this short observation, we will try to formulate
directions for further re-thinking of the theoretical heritage of M.M.
Bakhtin in the context of the main parameters of the historical and
aesthetic process in the Russian-speaking segment of intellectual culture.
Position one is that M.M. Bakhtin rejects any ideological narratives that he
rightly considers to be an aesthetic “semi-scientific philosophy”, and thus
resolutely translates the Russian-language aesthetic discourse onto a
scientific path, deducing it from all the fallacies of “aesthetics from above”
of any origin; position two is that M.M. Bakhtin ontologically consistently
and correctly describes the parameters of reality of the phenomena under
study, of which the basic case is the reality of text in all its manifestations;
position three lies in the fact that reality of text turns out to be a complex
set of processes of verbal communication, for which, according to the
specifics of this communication, M.M. Bakhtin produces the general
epistemological term "dialogue" from everyday and narrow scientific
lexemes, just as the term "gestalt" was produced at the same time for
other purposes in psychological theory.

The resulting position determines the role of M.M. Bakhtin, both in the
process of general development of Russian-language philosophy, and in
the process of development of Russian-language philosophy, specialized in
the field of aesthetic problems. Since the term "dialogue”, due to the
dominant position of verbal communication in human society, allows its
correct extrapolation to the key processes of development of cultures and
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their relations, the theory of dialogue becomes the most important
acquisition that allows describing the basic processes of social reality in
terms of the inclusion of human subjects in them, what, in principle, is the
main task of the general philosophical discourse, what, so, determines the
processul-paradigmatic value of the theory of dialogue in the general
philosophical sense. Since the term "dialogue" involves not only the
discursive, but also the aesthetic part of verbal communication, without
which the discursive part is simply impossible, this term necessarily
covers all the problems of the pre-verbal, non-verbal and post-verbal
dynamics of aesthetic experience, which makes possible and necessary all
the processes that make up reality of dialogue, including the specific
intersubjective reality of text, which determines the processual-
paradigmatic value of the theory of dialogue in the special aesthetically
philosophical meaning.

We would not like to draw analogies of a personal nature here that are
completely irrelevant in this case. Nevertheless, if we, by analogy with the
“history of art without names”, set ourselves the goal of building a history
of philosophy and a history of philosophical aesthetics “without names”,
exploring only trends, we would conclude that the tendency to study
reality in the dialogic paradigm is analogous to the study of reality in the
process paradigm, which makes the personalities of M.M. Bakhtin and A.N.
Whitehead, coming from different intellectual cultures, analogous in their
epistemological significance.
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WM UHOU TPAKTOBKOMN AMAJIOTMYECKUX OTHOlIeHUWN. CaMoi momyJisipHOH
Bepcuel  GAaxXTUHCKOTO  Juajiora  OOBIYHO  CYHUTAOT Ty, 4YTO
cbopMynupoBaHa B U3BeCTHOW KHHUre o JlocToeBckoM (0COGEHHO B
nepBoM u3JaHuM KHUrd. [1]) Ciefys [JaHHOH HMHTepIpeTaLuy,
XyZl0O)KeCTBEHHOe TIpou3BesieHHe (M TpexAe BCEro poMaH Kak
JIUTEPATYPHBINA >KaHpP) MpeAcTaBJaseT CO60H MOJUPOHUIO «TOJOCOB»
aBTOpa U repoes, B KOTOPOH aBTOPCKUU ToJIOC ABJISAETCS PAaBHONPABHOH,
CYLLeCTByIOLeN Hapsaly C APYTUMHU rojocamMu nosuuuei. Eciv B paHHUX
paborax baxtuHa [2; 3] karteropum «f» U «/lpyroi» paccMaTpHUBaJKCh
Kak (eHOMeHOJIorM4ecKHe CTPYKTYpbl CO3HaHUsA, TO B KHUIE O
JlocTOEBCKOM aKLEHT MePeHOCUTCS Ha OHTOJIOTMYECKOe MHOTOI0JIOCHE,
Ha COCyLIeCTBOBaHHWE pPAa3JIMYHBIX «CO3HAHMH M BOJIb», KOTOpOe
BOILJIOIAeT B cebe poMaH. Posib ero aBTopa baXxTHH cpaBHUBAET C POJIbIO
JUpVDKepa, NPEeJOCTAaBJSIOLIEr0  KaXKJOMy  ToOJIOCYy  BO3MOXXHOCTb
npo3By4aThb. PomaHb! JlocToeBckoro ¢unocodp paccMaTpuBa B KaueCTBe
HauboJsiee XapakTepHOro ToMy npumepa. C TOUKU 3peHHs] TEPMUHOJOTUHU
U TPAKTOBKM [JUAJOTUYECKUMX OTHOLIeHMHW KHHra baxTuHa o
JlocToeBckoM oOT/MYaeTci U OT ero paHHUX (peHOMEeHOJIOrMYEeCKHX)
COYMHEHMH, U OT NpPOM3BeJeHUN BTOPOTo (YCJI0OBHO JIMHTBHCTHYECKOTO)
nepuoZia B TBOpYeCTBe MbIcaWTe 1. Ho MMeHHO 3Ta Bepcus Juasora
SIBJISIETCS CAaMOM IMOMYyJISIPHON, U UMEHHO C HeH CBS3BIBAIOT GAXTHUHCKYIO
MHTepHpeTaluio Xy 0)KeCTBEHHOTO Ipou3Be/ieHus1 Booble. B njesioM Bce
TPAKTOBKHM JUaJIOTMYECKUX OTHOIIEHHH B TpyJax baxTuHa B cuTyanuu
COBPEMEHHOTO METO/,0JI0TUYECKOT0 Kpusuca «0bpacTawT
JIOTIOJIHUTENbHBIMU CMBICJIAMU», T.e. NOTEHIHAJbHBIMU CJIEACTBUSIMHU
JUIsT COBPEMEHHOM 3CTETHUKH M JPYTUX TYMaHUTApHBIX Hayk. Tem GoJiee,
YTO pPaACCMaTPUBAIOTCA [AHAJOTHUYECKHE OTHOIIEHHWs M KakK OCHOBa
3CTeTUYECKOro BUJEHHUA, MU KakK OQyHJaMeHT KyJbTypbl U CIOCOO
CYIleCTBOBAHUs YeJIOBEKA, M KaK NMPUHUUN GYHKLIMOHUPOBAHMS S3bIKa
HCKYCCTBA W JaKe KaK HHCTPYMEHT OOOCHOBaHHs B T'YMaHHTAapHBIX
HayKax.

Juanornam y bBaxTuHa oOkasascd yHUBEPCAJTbHBIM KPUTEPHUEM:
KpUTEpUEM MHCTHHHOCTH B HayKe, XyZ0KECTBEHHOCTH U aBTOPCKOH
UCKPEHHOCTH B HCKycCTBe (3TH YTBepX/JeHHUs1 OOGOCHOBBIBAIOTCS B
Jpyrux ny6Jyukanusax aBropa [cm.: 4]). [IpeacraBieHre o JUanorudeckon
IpPUPOJie XYA0XKECTBEHHOIr0 f3blKa BaxTWH pas3BHBaJj, B 4YacCTHOCTH, B
nojeMuke ¢ ¢GopMasbHOM IIKOJOH B JiMTepaType U 3cteTuke. [lo
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BaxTHHy, f[esno He B TOM, 4YTO CYLIECTByeT KaKOW-TO CrelUaJbHbIN
XyZI0’)KECTBEHHbIN (MO3TUYECKUI) $3bIK, @ B TOM, 4YTO B HCKYCCTBe
JUAJIOTU3M, TMPOHU3BIBAIOIIUKA OOBbIIEHHYI0 pedb Ha BCEX YPOBHSX,
BBIXOJJUT Ha MePBbIA IJIAaH, CTAHOBUTCS IPUHIMIIOM CYLIECTBOBaHHUS
XyZI0)KECTBEHHOI'0  si3blKa. XY/I0)KECTBEHHOE CJOBO OTJIMYAETCAd OT
€CTEeCTBEHHOTO0 si3blKa TEM, UTO «ECJM BO BHEXY/IO’KECTBEHHOW MpO3e€ ...
JAUAJIOTUYHOCTb 06BIYHO 060C06J151€eTCSA B 0COObIN CaMOCTOSATE/NbHBIN aKT

TO B XyJOXECTBEHHOU Ipo3e, B O0OCOGEHHOCTM B pOMaHe, OHa
IPOHU3BbIBAET M3HYTPH CaMO€ KOHLMIIMPOBAHHE CJOBOM CBOEro
npeaMeTa U ero 3KCIpPeccrio, peobpasysl CEMAaHTUKY U CUHTAKCUYECKYIO
CTPYKTYpy cnaoBax».[5, 97] OrTMmedeHHas o0coGeHHOCTb, N0 baxTuny,
XapaKTepHa He TOJIbKO /Il pOMaHa, HO U JJIs XyZ0XKeCTBEHHOI'O f3bIKa
BOOOIIIE.

CdopmynupoBanHoe B Tpyzax 1930-x rr. [cMm.: 5] npeacTaBaeHue 06
«OJIHOTOJIOCOM» CJIOBE W «IPSMON NATETUKe» HMeeT OTHOIIEeHHEe K
npo6JieMe MOATBEPXK/JAEHUs, OGOCHOBAaHUS M MOXHO [JlaXKe CKa3aTb
«BepudUKaUMU»  HUCKpeHHocTH aBTopa.[4, 117] Ecaum  KpaTko
oxapakTepu3oBaTb e€ KpuTepuu (a bBaXTUH uckajn ajabTepHATUBY
dbopMasibHBIM mpUéMaM OOOCHOBAHWS), TO 3TO TMpeXJe BCero
CNOCOGHOCTh K JAuanory. C MOMOIIbIO 3TOr0 KPUTEPHUS MOXET ObIThb
IPO/JIEMOHCTPUPOBAHA HeCJIy4aiiHOCTb (uckpeHHOCTB,
HEKOH'BIOHKTYPHOCTb) aBTOPCKOro cjioBa. B mpousBegenusnx 1950-1960-
X TIT.[6] bBaxTHH mNOAYEPKUBAET, YTO [JUAJOTHYECKHUE OTHOILIEHUSs
SIBJISIIOTCS  TIPEXJle BCEro CMBICJIOBBIMH, a CMbICJA BCerja HMeeT
OTHOIIEHHWEe K I[[eHHOCTH. JIo6OH TEeKCT, BBICKAa3bIBAaHUE, «CJIOBO»
NpeAcTaBjsieT COGOM  ONpeNeIEHHYI TOYKY 3pEeHHUs, CMbICJIOBYIO
MO3UIUIO0, U ONPEJEJIUTh €€ MOXKHO TOJIbKO B KOHTEKCTE, T.e. B JJUAJIOTe C
JPYTUMH BBICKa3bIBaHUSIMHU Ha Ty ke TeMy. ([lo3TOMy U «CBOE CJIOBO»
BO3MOXXHO TOJIbKO B JAuasore). Jlio6oll TeKCT (BbICKa3bIBaHHUE)
OpPUEHTHPOBAH He TOJIbKO Ha CBOUM MpeJMeT, HO U Ha cobeceHUKaA, a
TaKXKe Ha Jpyrue TEKCThl, 3aTparuBapuide o6CyxAaeMyn TeMmy. Pedb
UJET 0 JIIO6BIX TEKCTaX — MPeALIeCTBYIONU[UX, COCYIIECTBYIOIINX, a TaKKe
TeX, KOTOpble TOJIbKO OyAyT co3AaHbl. [loaToMy Jit0GOH TEKCT
OKa3blBaeTCsd C HUMH B JlUaJIore, JJaXKe eCJM He 3HaeT 0 HuX. Bce aTtum
TEKCThl HaxOJsATCA B [JUaJIOTe YyXe B CHJIY CBOeH NPUHA/JIEXHOCTU
UCTOPUU KyJbTypbl. OJHO W3 CJeACTBUM JAaHHOW HWHTepHpeTalnuu
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JAajiora peajd30BajJocb B TyMaHUTapHbIX HayKaX BTOpPOH IOJIOBUHBI
XX B. B TEOpHUSX UHTEPTEKCTYaIbHOCTH.

PaHHss1, ¢eHOMeHoJIorhuyecKkass BepcUs [JUajiora MOXET ObITh
aKTyaJIbHOM Kak /il COBpeMeHHOM 3CTeTHKH U puaocoduu, Tak U s
KyJbTYypOJIOTUM W  KyJbTypHOM aHTpomoJioruu. /luajorudeckue
OTHOLIEHUS] B 3TOW HHTepHpeTalilud pacCMaTpPUBAKOTCA C ONOPOM Ha
KaTteropuu «f-gns-cebsi», «Apyrou-gis-meHs» U «f-guag-gpyroro». ITH
NOHATHS NepefaloT OTTEHKHU U pas3/iMyus B BOCIPUATHHU U NepeXKUBAaHUHU
cebs1 u gpyroro.[2; 3] U mosACHAIT, [eTaJIU3UPYIOT NMpeACcTaBJeHrne 00
«apPXUTEKTOHUYECKOW» [ABYINJAHOBOCTH MMpPA, NPOABJEHUAMU KOTOPOH
CTAaHOBATCA «JBa NPUHLMINAIBHO Pa3/WYHbIX, HO COOTHECEHHBIX MeXAy
co60M IEeHHOCTHBIX IeHTpa» («f» u «/pyroi»). 3To NpUHUHUIHAIBHOE
pasnuuue noJsoxkeHUd «f» U «/lpyroro», no BaxTUHY, JIeXKUT B OCHOBe
3TUYEeCKOM M 3CTeTUYeCKOHM YCTAaHOBOK. B 0CHOBe 3CTeTHYeCcKoro
BUJIEHUA JIEXKUT TOYKA 3PEHUs, OTpakK€éHHas B MOHATUHM «/|pyrou-ajs-
MeHf», TOCKOJIbKY MNPHUHATb, «3aBepLIMTb» U JaTb «BHECMbICJI0BOE»
ONpaBJlaHUe yKe «CBepLIMBILErocs» ObITHUS CIOCOOEH TOJBKO «JpYToi».
OcoGeHHOCTH B BOCHPHUATHHM cebsi W Apyroro baxTwH aHaau3upyeT Ha
MaTepuajie UCTOPUU KyJbTYpPbl U UCKYCCTBA. DTH e NMOHATUS MOIJIU Obl
OBITh NMEepeoCcMbIC/JeHbl U 3KCTPANOJMPOBAaHbl Ha 6oJiee LIMPOKUN Kpyr
UCCJIe[JOBaHUH KyJIbTYPHBIX B3aUMOJIeICTBUM.

06pas «/Ipy2020» 8 HeonpumMumueusme

K npumepy u3BecTHOe siBJieHHME B OTE€YECTBEHHOM MCKYCCTBE Hadasa
XX B. - «HEONPUMHUTHUBU3M» KaK 3Tal B TBOpYECTBe IpeACTaBUTeseH
XyZ0’)KeCTBEHHOro aBaHrapga Hatanpu ToHuapoBod u Mwuxanaa
JlapuonoBa.[7; 8] OgHUM K3 poAOHAYAJIBHUKOB MPUMHUTHUBHU3MA NPUHSTO
cyuTaTh ¢paHuysckoro xypoxkHuka Ilons ToreHa. B ero kaptuHax
TAaUTSHCKOTO [HMKJA  HCIOJb30BaHO IJIOCKOCTHOE  H300paKeHHE,
YCJIOBHBIM LBET W T.A. — BCE, YTO yKa3blBaJ0O Ha OTKa3 OT NPUHIUIIOB
M300pa’KeHUs], KOTOPbIM €BpOIeiicKasl *KUBOMUCH CJIeJ0Baja, HAYMHas C
anoxu Bo3spoxiaeHus. B kapTHHax TaWTAHCKOTO LMKJAA [oreH kak Obl
MOJIeJIMPOBaJ JIPYyrod B3rJs[, Ha MHP, CTPEMHUJICA BOCCO3JATh MHUP
rjasaMd Jpyroro. B posu JApyroro BBICTYHAJO PEKOHCTPyHpyeMoe
XyZ,0)KHUKOM OPHUTMHAJIbHOE TAUTSHCKOE UCKYCCTRBO.



53

HaymHasa ¢ poMaHTH3Ma, «06pa3 /l[pyroro» B HMCKyCCTBe CTaHOBMUTCH
cnoco6oM GOKyCUpOBaHMS BHUMaHHs, yAep)KaHHs B IoJie 3peHus. B
pOMaHTHU3Me 3Ta TeMa IPOosBJIAIACE HAa YPOBHE CIOXKETOB, GUKCUPYIOLINX
KyJIbTypHOe MHoroo6pasue. Bocco3gaBaeMbli NPUMUTUBU3MOM 06pas
Jpyroro BO MHOTOM pa3BMBaeT yCTAaHOBKU poMaHTH3Ma. Ho B To e
BpeMs XyZ,0’KeCTBEHHbIE u MHPOBO33peHYecKue YCTAaHOBKHU
IPUMHATUBU3MA JEMOHCTPUPYIOT HOBBIM TOJX0J, K OCO3HAaHHIO
paccMaTpuBaeMod mnpo6JeMbl. [I[pUMHUTHBU3M «BXHBaeTcsI» B 00pas
JApyroro. B ocHOBe XyJ0)XeCTBEHHOTO MeTO/a NPUMHUTHBHU3MA JIEKHUT
CTHUJIM3alUsl «HAWBHOrO» BUJEHHUs (He OyJeM cedyac OCTaHaBJIMBATbCS
Ha APYTruX pasjvyusax MexJy NPUMUTHBU3MOM W HaWUBHBIM HCKYCCTBOM).
Ctunusanus 1oJ HAaWBHOE MCKYCCTBO, BOCCO3/laHHME NPHUMET HAWBHOH
)KMBONMMCH - TO €CTh, NOMNBITKA YBUJETb MHUp TJazaMH JpYyroro
(npencraBuTeNs JpYyrux KyjaeTyp). B TBopuyecTBe ['oreHa HaxoguT
BbIpQKEHHE HOBBIHM, 10 CPABHEHHUIO C KMBOMHCHIO POMAaHTHU3Ma, aKLEHT B
OCO3HAaHUM U BOCCO3/laHMU 00pasa Jpyroro: PeKOHCTPYKLUUS JpYyroro
cnocoba XyJ0)KeCTBEHHOTO BHJeHUs. Mcnosb3ys yIoOMsHyTble MOHATHS
paHHell ¢usocopun BaxTUHA, 3TOT MOAXOA MOXKHO OBLJIO GbI BEIPA3UTh B
NOHATUU “Zlpyroi-aJisa MeHs”.

B ocHoBe HeompuMuTHBU3Ma [OH4YapoBod u JlapyoHOBa TaKXe
PEKOHCTPYKIUs Apyroro (OTJWYHOrO OT TOTO, YTO CJOXKuJcAd B EBpone B
anoxy BospoxzeHus) crnocoba xyAo0keCTBEHHOro BHJeHHUA. Ho croxeTsl
M TeMbl TPUMHUTHBUCTCKUX ToJioTeH [oHuYapoBoil u JlapuoHoBa
COBepIIEeHHO WHbIe, 4YeM y ['oreHa. ['oHuapoBa u JlapuoHOB o6GpamarTcs
K pycckoMy GOJBK/IOPY, K JKMBONMCH HAaUBHBIX  XYJ0XHHUKOB.
JocraToyHo nNpuUBECTM B KadecTBe IpuMepa IMoJ0THA [0HYapoBOM
“KpectbsiHe, co6uparoue s6iaokn” (1911), “MeiTbe xosicta”(1910),
“Coop maopoB. TerpanTux’(1907-1909) u MHorue Apyrue, B TOM UYUCIE
BBINIOJIHEHHbIE XYZOKHUIIEH TeaTpasibHble Jekopanud. Kak oTMeuaroT
MCC/Iel0BaTeNH, NPEeJCTAaBUTENN PYCCKOIO HEONMPUMHUTHMBH3MA B Havalle
XX Beka  OCO3HAHHO  CTpPeMsATCA  BOCHPOU3BECTH  NPUHIMUIIbLI
M300paXKeHUs], XapaKTepHble [Jis PYCCKOTO HAapOJHOIO HCKYCCTBA, AJIS
ropozickoro QoJibKI0pa, AJs HCKYCCTBa BBIBECKHM U JyOKa. JTO 6bliIa
OCO3HaHHasl U Ja)ke NMporpaMMHasl yCTaHOBKA, 3apUKCUpOBaHHas B psaje
TEKCTOB M B BBICTYIUIEHUAX CaMUX XyAOXKHUKOB. Ilpuuém 3Ta
OCO3HAaHHAsl yCTAaHOBKAa IMpOSIBUJIACH B CTPEMJIEHUH PEKOHCTPYHPOBAThb
“HauBHOe BUJieHHe” TBOPLOB HAPOJHOTO HCKYCCTBAa, YTOObI OCO3HATh
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cnenuUKy COOCTBEHHOTO WCKYCCTBa, “HAaWTHU cebs”. ITOT NOAXO[
JIEeMOHCTPUPYET HHYI0, NI0 CPaBHEHHUIO C MOJIOTHaMHU ['oreHa, yCTaHOBKY.
[IpodeccroHaibHble XYAOXXHUKUA CO3/JAl0T CBOM KAapTHHBI, CTHUJU3YIOT
nos ¢GOJIbKJIOP, MOJ HCKYCCTBO BbIBECKH, MOJ JIYOOK, OTKpbIBAas [Jisi
HIMPOKOU MyGJMKH MHP PYCCKOTO HapoAHOro HckycctBa. CBoeoGpasue
3TOW YCTAHOBKM W JIMHUM aBTOPCKOTO MOBEJEHHUs XYJOKHHUKA MOMOTaeT
0CO3HaTh oO6OpalleHHe K O6axXTUHCKUM IOHATHSIM: B TEPMHHOJIOTHHU
¢unocoda ator moxxon mnepenaét noHstue “fA-gas-gapyroro”. To ecTb
Hapsly C  HWHTeHIMeHd, KOTopasd  XapakTepusyeT  HPUHIUIIBI
3CTETUYECKOTO BUJIEHUs BooOule (ci1oBaMu bBaxTHWHa, TNPUHATH,
«3aBEPUIUTb» u JaThb «BHECMBICJIOBOE» ONpaB/laHUE  YXKe
«CBEpIIUBIIErocsi»  ObITUs), HEONPUMHUTHUBUCTCKUE IMPOU3BEJEHUS
FoHvapoBod W JlapHOHOBAa MMILIMIIMTHO BKJ/IIOYAIOT B Ce0s emeé u
YCTAaHOBKY Ha caMompe3eHTanuio. [IpyHOWUnDamMu, OT  KOTOPBIX
OTTAJIKHBAIOTCA W B CPaBHEHUU C KOTOPBIMU CTPEMSITCS BbIIBHUTD
cBoeoOpasve U crneludUKy COGCTBEHHOrO HCKYCCTBa, SIBJSIOTCS
OPUHIMIIBI, HA KOTOPBIX OCHOBAaHO HOBOBpPEMEHHOE eBpOIlelcKoe
HUCKYCCTBO MW JieXKalllass B ero OCHOBE CHCTeMa XyA0XEeCTBEHHOTO
BusieHus. Ilepex JsMmoM 3Toro  mpeABOCXUllaeMoro  “mpyroro”
IPOEKTHUPYETCs] COOCTBEHHBIN 06pas.

U emgé. HeonmpMMHUTHUBU3M [leJlaeT OYEeBUJHBIM TOT (AKT, 4TO NpPH
BCEM CTpeMJIEHUM BOCIPOU3BECTH «HOBOE HA4yaJo» HCKYCCTBO
aBaHTap/a npe/Jarajo CBOM MeXaHU3M JUaJIora C TpaJUuIue.

HWcnosib30BaHWE TMJIOCKOCTHOTO H300paXKeHHsl, YCJOBHOIO IIBETa,
OTKa3 OT JIMHEHHOU MepCreKTUBBI XapaKTePHbI U AJI NIPUMUATHBUCTCKUX
npousBeJleHUd [oreHa, W /g HEONPUMHUTUBUCTCKOW >KUBOIHUCH
['oH4apoBoOH u  JlapuoHoBa. O4eBUJHBIE  PA3JINYUA MeXay
NPUMHUTHBU3MOM W HEONPUMHUTHBHU3MOM He€ HCYEPNBIBAKTCA TOJBKO
BbIGOPOM TeM U CHXeToB. EcTb cBoeoGpasuvie aBTOPCKUX WHTEHIUH,
KOTOpPOe TPOCTyMaeT 3a BHEIIHEH CXOXKEeCTbI0 XY/[0KECTBEHHBIX
noaxoZoB. [lpuMeHeHMe GaxXTUHCKHUX MOHSTHU JlelaeT 3TH WHTEHLHHU
SABHbIMU. C TOMOIIbI0 OGAXTHUHCKUX MOHSATHH CTAaHOBUTCS BO3MOXHBIM
BbIieJIeHHe Pa3JIMYHbIX aKIEeHTOB o6pasa JApyroro B  pPas3HbIX
XyJ10KECTBEHHBIX CUCTEMAX U KYJIbTYPHBIX KOHTEKCTAX.
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Dialogue by Bakhtin as a universal criterion

M.M. Bakhtin’s understanding of the dialogue has been changed and
clarified, but the specifics of art and of aesthetics in the his works of
different years were always associated with one or another interpretation
of dialogical relationships. The concept of dialogue, which is set forth in
Bakhtin's famous book on Dostoevsky (especially in the first edition of the
book, [1] is the most popular. A work of art (and above all a novel as a
literary genre) is interpreted as a polyphony of the “voices” of the author
and characters. The voice of the author is equal, exists along with other
voices. In Bakhtin's earliest works, [2; 3] the concepts of "I" and "the
other" were interpreted as phenomenological structures of
consciousness. In the book about Dostoevsky, the emphasis is shifted to
ontological polyphony, to the coexistence of various “consciousnesses and
will”. The novel embodies this polyphony. Bakhtin compares the role of
the author with the role of a conductor, who gives each voice the
opportunity to sound. The philosopher considered Dostoevsky's novels as
a typical example of such polyphony. This interpretation of the dialogue
differs both from the early (phenomenological) works of Bakhtin and
from the works of the second (linguistic) period in his work. But it is
precisely this understanding of dialogue that is the most popular. All
interpretations of dialogue in Bakhtin's writings have implications for
contemporary aesthetics and other humanities. Because dialogic
relationships are considered by Bakhtin both as the basis of aesthetic
vision, and as the basis of culture and the way of human existence, and as
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the principle of the functioning of the language of art, and even as a
justification tool in the humanities.

Bakhtin understands dialogism as a universal criteria: it is a criteria of
validity in science, a criteria of artistry and authorial sincerity in art (the
author substantiates these statements in another publication [4]).
Bakhtin formulated the thesis about the dialogic nature of artistic
language in a polemic with the formal school in literature and aesthetics.
He did not share the opinion about the existence of a special artistic
(poetic) language. Bakhtin believed that dialogism manifests itself in
everyday speech at all levels. And in art, dialogue comes to the fore and is
the principle of the existence of artistic language. [5, 97]

The concepts of “single-voiced” word and “direct pathetics” Bakhtin
formulates in the works of the 1930s. [5] These concepts are related to
problems of confirmation, validity and even "verification" of the author's
sincerity. [4, 117] Bakhtin was looking for an alternative to formal proofs
of validity, and he also considered the ability to dialogue as validity the
sincerity and non-randomness of the author's word. In the works of the
1950-1960s [6] emphasizes that dialogue is associated with the
emergence of meaning, and meaning is always related to value. Any text,
statement, “word” expresses a certain point of view, semantic position,
and it can only be determined in context, i.e. in dialogue with other
statements on the same topic. (Therefore, "one's own word" is possible
only in dialogue). Any text (statement) refers not only to the interlocutor,
but also to other texts that affect the topic under discussion. Therefore,
any text finds itself in a dialogue with other texts (preceding, coexisting
and those that will only be created), even if it does not know about them.
All these texts are in dialogue already by virtue of their belonging to the
history of culture. One of the consequences of this interpretation of the
dialogue was realized in the humanities of the second half of the 20th
century in the theories of intertextuality.

The early, phenomenological version of the dialogue can be relevant to
contemporary aesthetics and philosophy as well as to cultural studies and
cultural anthropology. Dialogic relations in this interpretation are
considered based on the categories “Self-for-oneself”, “the Other-for-Self”
and “Self-for-the Other”. These concepts convey shades and differences in
the perception and experience of oneself and the other. [2; 3] They clarify
the notion about the “architectonic duality” of the world, the
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manifestations of which are “two fundamentally different, but correlated
value centers” (“Self” and “the Other”).

This fundamental distinction between the positions of "Self" and "the
Other", according to Bakhtin, underlies the ethical and aesthetic attitudes.
At the core of the aesthetic vision is the point of view reflected in the
concept of the "the Other-for-Self," since only “the Other" is capable of
accepting, "completing," and providing "extra-meaningful" justification
for an already "accomplished"” existence. Features in the perception of
oneself and another Bakhtin analyzes on the material of the history of
culture and art. These same concepts could be rethought and extrapolated
to a wider range of studies of cultural interactions.

The image of “the Other" in neo-primitivism

For example, a well-known phenomenon in Russian art of the early
twentieth century, neo-primitivism" as a stage in the work of
representatives of the artistic avant-garde Natalia Goncharova and
Mikhail Larionov.[7; 8] One of the founders of primitivism is considered
to be the French artist Paul Gauguin. In his paintings of the Tahitian cycle
were used a planar image, conditional color, etc. All of which indicated a
rejection of the principles of representation, that European painting
followed since the Renaissance. In the paintings of the Tahitian cycle
Gauguin as if modeled another view of the world, sought to recreate the
world through the eyes of “the other”. The role of the other was the
original Tahitian art reconstructed by the artist.

Since Romanticism, the "image of the Other" in art has become a way
to focus attention, to keep it in view. In Romanticism, this theme was
manifested on the level of subjects that record cultural diversity. The
image of the other, recreated by Primitivism, in many respects develops
the attitudes of Romanticism. But at the same time, the artistic and
outlook attitudes of Primitivism demonstrate a new approach to
understanding the problem under consideration. At the core of the artistic
method of primitivism is the stylization of the "naive" vision. Stylization
for the naive art, recreating the signs of naive painting - that is, the
attempt to see the world through the eyes of another (representative of
other cultures). In the work of Gauguin, there is a new emphasis, in
comparison with the painting of Romanticism, in the awareness and
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reconstruction of the image of the other: the reconstruction of another
way of artistic vision. Using the mentioned concepts of Bakhtin's early
philosophy, this approach could be expressed in the concept of the “other-
for-me".

Representatives of Russian neo-primitivism in the early twentieth
century consciously sought to reproduce the principles of depiction
characteristic of Russian folk art, urban folklore, and the art of signboard
and popular prints. It was a conscious and even program setting, fixed in a
number of texts and in the speeches of the artists themselves. Moreover,
this conscious attitude manifested itself in the desire to reconstruct the
“naive vision” of the creators of folk art in order to realize the specifics of
their own art, “to find oneself”.

This approach demonstrates a different, in comparison with the
canvases of Gauguin, the author's intention. Professional artists create
their own paintings, stylized for the folklore, for the signboard art and
popular prints, opening the world of Russian folk art to the general public.
The peculiarity of this intention and the line of the behavior of the artist
helps to clarify the appeal to Bakhtin's concepts: in the terminology of the
philosopher, this approach conveys the concept of “Self-for-the Other”.
That is, along with the intention that characterizes the principles of
aesthetic vision in general, in the Neo-primitivist works of Goncharova
and Larionov there is also an implicit attitude towards self-presentation.
The principles from which they start and in comparison with which they
seek to reveal the originality and specificity of their own art are the
principles on which European art since the Renaissance is based and the
system of artistic vision underlying it. In the face of this anticipated "the
Other", one's own image is projected.

And more. Neo-primitivism makes clear that for all its desire to
reproduce a "new beginning," avant-garde art offered its own way of
dialogue with tradition.

The use of plane image, conditional color, rejection of linear
perspective are characteristic of both the primitivist works of Gauguin
and the neo-primitivist painting of Goncharova and Larionov. The obvious
differences between primitivism and neo-primitivism are not limited to
the choice of themes and plots. There is a peculiarity of author's
intentions, which appears behind the external similarity of artistic
approaches. The use of Bakhtin's notions makes these intentions explicit.



61

With the help of Bakhtin's notions, it becomes possible to distinguish
different accents of the image of the other in different artistic systems and
cultural contexts.
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3JIEMEHT B MHpe, 6e3 KOTOpOro 3TOro Mupa He 6bLI0 ObI» [2, 15],
ryMaHUTapHasg MbICJb XX BeKa IbITaeTCs BEpPHYTb 4YesloBeKa 0OpaTHO -
U3 chepbl «COTJIACOBAHHOTO INpEJCTABJEHUSI» - B MHUP, U3 KOTOPOro OH
OBl 3TUM NOBOPOTOM IOYTH U3BAT, B MUP, TZle BO3MOXXHO He TOJIBKO
npejcTaBJeHde U He TOJIbKO ObITHe KaK CyllecTBOBaHHe, HO CO-ObITHE,
KOTOpPOTO 4eJIOBEK BCerja OXHJAaeT U KOTOpOe U COCTaBJseT COObITHE
ero >KU3HMU.

Jaxxe mpr3HaBasg BO3MOXXHOCTb TOrO, YTO [iJIf HAaC «HET HUKAKOTO
Jpyroro Mwupa, I[OMHMO 4YeJOBEYEeCKOro MHpa, MHpa 4YesOBeYeCKOU
cyobeKTUBHOCTU» [3, 343], B XX Beke TryMaHUTapHasi MbIC/Ib SIBHO
HacTauBaeT Ha TOM, 4YTO 3TO He O3Ha4YaeT BUPTYaJU3aALUd U
Jlepeasu3alMd MHpa KaK TaKOBOro, He O3HayaeT, YTO IO3HAWLUN
CyO'beKT JOJDKEeH OCTaThCA OJMH Ha OJWH CO CBOMM CO3HAaHUEM U ero
npeACcTaBJIeHUsAMHA. IJTO  He  O3HayaeT, CTPOro TroBOps, UTO
CyO'bEeKTUBHOCTD /I0JDKHA OBITh CBSI3aHA C CYO'b€KTOM KaK €JUHCTBEHHOU
U TOpOX/Jawlled cuaoi cosHaHMA. HanpoTus, ryMaHuTapHas MbIcib XX
BeKa I[I0Ka3blBaeT, 4YTO CYOBEKTHBHOCTb IIOMELIAETCS BOBCE He B
CyObeKTe - HO MeXAy CyObeKTaMd. TeM CcaMbIM OPOHUCXOAUT
paJiMKaJbHBIA OTXOJ OT JAeKapTOBCKOM MoJesu ego cogito — K MoJesu
«CyO'beKTUBHOCTU BHE CYO'bEKTa».

Br160p Hapeuusi B JJaHHOU dopMyJie CTOJIb JKe NMPUHIMIIAAJEH, KaK U
BbIBeJleHHe U CaMO pa3Be/ileHHe OCHOBHBIX MOHATHUH: He «6e3», a UMEeHHO
«BHe», TaK Kak 06e3 cy0beKkTa CyObeKTUBHOCTb, ¢dopMupyemas B
«IPOCTPAHCTBE MeX/y», He BO3HUKAeT - U MOJIHBIM O0TKa3 OT MOHATUSA
CyO'beKTa CTOJIb >Ke HelpaBOMepeH, KaK W TOHMMaHHe ero Kak
€/JMHCTBEHHOTO MCTOYHMKA, HOCUTENS U CPEJOTOYHS CyOBEKTHBHOCTH.
«IKCIO3WLMEN CO3HAHUSI OKAa3bIBAeTCS MMEHHO CO-ObITHE: MOE ObITHE U
Jpyroe ObITME, MHOW MNPHHUMAeMOe CTOJb >Ke BCepbE3, CTOJb XK€
byHlaMeHTa/JIbHO U OHTOJIorH4yecku». [4] U 3To - «dyHJaMeHTaNbHO U
OHTOJIOTUYECKH» 3HAa4yuMMoe JJjs1 MeHs1 Jpyroe ObITHe B CBOeH
OTZIeJIbHOCTH OT MEHSI U B TO ’Ke BpeMsl GJIM30CTH KO MHE — CTaHOBUTCS
KpaeyroJbHbIM KaMHEM B pacCyXJeHHUsX O 4YesJoBeKe U CO3HAHUU B
ryMaHUTapHOW MbIicad XX BeKa, 4YTO NPOBOLUPYET MHOTOKPATHO
nosiBJIsilOlleecss B Hed MOHATHe Juajora BOCIPUHHUMATh  Kak
LleHTpa/IbHO€e NOHSITHE, MOCKOJbKY UMEHHO TaK, AWaJOTMYecKH, «CTOJb
»Ke BCepbE3» U Ha PaBHBIX CO MHOUW NMOHSITBIN JPYroil B ero co-OGbITHU CO
MHOW «OKa3blBaeTcsl MNpeAycJI0BUEM, BaKHeHIIeH XapaKTepHUCTHUKOU
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CO3HaHUsA».[4]

Henb3sl cka3aTh, YTO OTKPBbITHE CYyO'beKTUBHOCTU KaK MPOCTPaHCTBA
«MeXAy» CyObeKTaMH M CO-ObITMS KaK 3KCIO3ULUHW CO3HAHUA
NpUHAJJIEXXUT UMeHHO M.M. DBaxTWHy: Takad HWHTeHLUA I[OHUMaHHUA
YyeJIOBEKa CylleCTBOBaja U 0 Hero. K mpumepy, B pycckoé ¢unocodpckoun
TpaJMIIMY OHaA OblJa BbIpa)ke€HA J0BOJIbHO OTYETJMBO — KaK MUHHUMYM B
pabotax ®.M. JlocTOoeBCKOTO, [AWAJOTM3M U MNOJUPOHU3M POMAHOB
KOoTOporo ocTaércsa A M.M. BaxTuHa pelraronM U Haubosiee GJIU3KUM
M3 BCell MajuTphl Auajoruyeckux ydyeHuil. K ¢usocodam, Ha KoTopbix
M.M. BaxTuH npakTU4YeCKHd He CChLJIAEeTCS UM He CCblJaeTCsl BOBCE, HO B
paboTax KOTOPBIX MOXHO YCMOTPETb MCTOKH CBOWCTBEHHOH eMy
dusocodum nuasnora, MOXKHO OTHECTH U [OBOJBHO 3HAYUTEJbHBIA pAJ,
pycckux ¢usnocodpoB - Takux, kak A.C. Xomsakos, W.B. Kupeesckuii, C.JI.
®pank, H.C. Tpy6enkoi, JLII. KapcaBun. Takum o06pasoM, Tpasuius
Juanoruyeckod ¢usocoduy, BbIHECEHUS NOHATHUS CYObEKTUBHOCTH 3a
PaMK{ CyO'bEKTHOTO, TIOHUMAHHUE COOBITHUS KaK 3KCHO3WIIMK CO3HAHHUS U
JIpyrve OCHOBAaHHSA COGCTBEHHO GAXTHHCKOM JMaJIoTMuecko ¢umocodpuu
ObLIM  pyccKOM  uiocopCKON  MBICAbIO  ONpeeséHHbIM 06pa3oM
NpeAyroTOBJEHbl, OJJHAKO CAeaal 3Ty WHTEHLIUIO SBHOM U OCHOBHOH B
MBIIIJIEHUH O YeJIOBEKE U «4YeJIOBEYeCKOM pasyMeHHH» HUMeHHO M.M.
BaxTuH.

Beicoko 1eHuBmMd reHuid bBaxtunHa B.C. Bubsep cpaBHUBaI
ryMaHUTpaHoe MblyieHHe XX BekKa C MapTUTypoOd - NapTUTYpPoOH
HeHallMCaHHOM, HeBbICKa3aHHOM, He CyIllecTBYIOIlel Aaxe (B OTIMYHeE OT
MY3bIKaJIbHOTO aHaJIoTa) BHE aBTOPCKUX MCIOJHEHUH, caMa 1o cebe (BHE
TekcToB baxtuna, wiu kaptuH [lukacco, Wi — BHe TM033UHU
Mangenpiitama)[l, 25-27] - HO BIEepBble MacTEPCKU HCIOJHEHHOM M.M.
BaxTuHpIM. HcnosHeHWe 3TOW MapTUTYpPhI, NpUHAZAJEXallee baxTuny,
3aCTaBUJIO €€ MPOSIBUTHCS, TEM CaMbIM BCKOJIBIXHYB BCIO I'YMaHUTAapHYIO
MBIC/Ib U CJleJlaB TeMy Juajiora U 00653aTeJbHOCTb ero 3CTeTHYeCKOro
BOILJIOLEHHUsI IeHTPaJbHOU TeMOH 3ToW Mbicau. Tot ke B.C. Bu6usep
3aMeTUT, YTO caMa 3Ta MNapTUTypa - NAPTUTypa TyMaHUTApHOTO
MBIIIJIEHUSI U 4YeJIOBEYeCKOro pa3yMeHMs KaK TaKOBOTO — CYyIleCTBYeT B
nonpoHNIECKOH PopMe — KaK «JHUaJIOT BCEX ITHUX CBOMUX BOIJIOLIEHUM».
[1, 110] Cpesu Bcex BO3MOXXHBIX BOIUIOIIEHUH B MNOJUGOHUU
UCIOJIHEHNA TNapTUTYpbl TyMaHUTAapHOro MblllieHHss XX Beka 0co60
BbIJIeJIAIOTCS N0 CBOeM CO3BYYHOCTH JBa TroJioca, BeAyIUX AUAJNOr O
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JAUAJIOTUYHOCTU YeJIOBeYeCKOTO pa3yMa Ha OCHOBe paccyxzaeHui .M.
JlocToeBCKOr0O U ero JIUTepaTypHbIX NepcoHaxel. ITo rosoca M.M.
BaxTtuHa u {1.3. T'osnocoBkepa.

Bo3M0:XHO, B CHJly ONOpbl Ha OJMH U TOT 3Ke JIUTepaTypHbIX
MaTepualJ, a TakKXe B CHUJIYy CXOJACTBa BHyTpeHHel ¢uaocodpckoi
MHTEHIUU COOCTBEHHBbIX KOHLIENLMH, pacCyJeHHUs 3TUX [JBYX
¢unocodoB BO MHOTOM OKa3bIBAIOTCA CO3BYYHbBI M HX KOHIIENIUU
JeNCTBUTENbHO MOXHO paccMaTpUBaTh KakK JBa aBTOPCKUX UCIOJIHEHUS
OZHOM M TOM >Ke NapTUTYPHI.

OfHOM M3 BaXXHEWIIMX TeM B 3TOM MapTUType OKa3blBaeTCAd TeMa
COOTHOLIEHUS] BHYTpPeHHe IMpHUCYyIllell  4eJOBeYEeCKOMY CO3HAHUIO
JUAJIOTUYHOCTU U €ro e CTpeMJIeHUsT K MOHOJIOTHKe, LieHTpUpyloLas
oba aBTOpCKUX HcnosHeHHss. M.M. BaxTWH pa3BuUBaeT JaHHYH TeMy
NPUMEHUTEJbHO K TMOHSATHUIO «MUKPOAMAJNOTra» WM «BHYTPEHHEro
Auasiora» Tepos C caMuM co6od, [5, 438] kKoTopblli HpPOHU3BLIBAET
«KQOXKJbIM aTOM, KaX/Jyl eJWHHUIy CO3HaHUA W pedyd uHdusuda (B
ropusoHTe JU4YHOCTH)». [1, 106] OH HacTaMBaeT Ha TOM, YTO MHUKpO-
JHaJIor ONIpefessieT «BCH KHU3Hb 4YeJOBEYEeCKOTrO CO3HAHHUSA, - B CBETE
Ccopa IO «IOCJAeJHUM BompocaMm Obitusi». [1, 106] Co3HaHue
yeJioBeyeckoe, Kak Obl corsamasacb ¢ M.M. BaxTuHbiM, ckaxet {.D.
l'osocoBKep, ceplasick Ha U. KaHTa, ycTpoeHo TakvM 06pa3oM, UTO B HEM
Heu30€XHO TOCIOJACTBYeT «4yJOBUIE  «HEOOXOJUMOH  HWJIKO3UU
pasyMa»», [6, 275] «ecTecTBeHHasi U Heu3bexHas JUaleKTUKa», [6, 277]
«KOTOpasi HEOTBEMJIEMO MNPHUCYLIAa 4YeJO0BEYeCKOMY pa3yMy, KOTopas He
nepecTaHeT O6GOJIBLIATE €ro Jaxke IOCJAEe TOro, KaK Mbl pacKpoeM eé
JIOXKHBIN 6JIeCK, U TOCTOSIHHO BBOJUT €ero B 3a6JIyK/JeHHUs, KOTopble
HeoOXO/JMMO BCe BHOBb M BHOBb YCTpaHATb». [6, 277] 3pecb - U
060CHOBaHME HEU30EKHOCTU M HEU3OBbIBHOCTH [JHAJIOrM3Ma, IMPUCYIIEro
4yeJIOBEUECKOMY pasyMy IO CaMOMy ero CyLecTBY, - W INpPUYHMHA €ero
MOCTOSHHOTO CTPeMJIEHHUS 3TOT [JUaJOrM3M MpPeoZ0JieTb, 3aBEPUIUTD,
3aKpYIJIMTh MBIC/b, NIEPEBECTH HECKOHYAEMBbIA JAHAJOT — B CTPOMHOCTH
MOHOJIOTUKH, BbIJepXKUBalollell eJUHYI0 JHUHUI0 apryMeHTalUM U Kak
OyATO IMO3BOJISIONIEH ONMpPEZEeSUThC B OCHOBHBIX BOIPOCAX, MyYaloLIUX
YeJIOBEYEeCKMH pa3yM U NPUBOJALIMX €ro K 3HaMeHUTBhIM KaHTOBCKHMM
AHTUHOMMUSIM.

BrpoueMm, kak B ¢usnocopun M.M. baxtuHa, Tak U B Ppusocopun §.3.
losocoBKepa, cTpeMseHHMe K MOHOJIOTM3MY I[IOKa3aHO CKOpee Kak
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Tpareausi pasyMa, KaK OTXOJ OT H3HA4YaJbHO IpUcylledl emy
Ananomqecxoﬁ IIPpUPOAbI u HENMOHHMaHHue 4YeJIOBEKOM
HECOCTOSITEIbHOCTH €ero caMoIpeACTaBJIEHHUs Kak CylecTBa
3aBeplLIEHHOro, LeJOT0 U CaMOCTOSITEJIbHOTO B paMKaxX JIOTMYeCKOro
MBbIIJIEHHA. B 3TOM OTHOILIEHHH AHAJIEKTHKA Auasiory Bcerja
HPOUTPBIBAET, TAK KAaK B HeM CTpeMJIEHHE K LeJIOCTHOCTH, K COOUPAHUIO
cebsi U3 BHYTPEHHEr0 pACKoJa, yJAepXKaHUI HEKOTOPOro eJUHCTBA
npeBaJUpyeT HaJ, CaMUM HaJM4YMEM [ByXrojocus. Tpareius pasyMma,
nokasaHHas f.3. TosocoBkepom B pa6ore «JocroeBckud u KaHT»,
3aKJ/I04YaeTcsl Kak pa3 B TOM, YTO OH IbITAeTCA BbIOPATb OJHO - OJHY
CTOPOHY, OJAHYy IO3ULHMIO, OAUH OTBeT, OJUH ToJIOC — Jejasg BTOpoOe
BCIIOMOTraTeJIbHBbIM, BpPE€MEHHBbIM, Cpeacrtsom A1 YTOYHEHHA
€JMHCTBEHHO IPAaBUJBHOIO NyTH. To ecThb JHaleKTUKA OKa3bIBAETCs TEM
CaMbIM IIPpOABJIEHHEM He CTOJIbKO AHAJIOTH3Ma, CKOJIbKO MOHOJIOTHKH — B
eé My4uTeJbHO-pacllelJieHHOM BapuaHTe. COGCTBEHHO JuaJoruyeckas
NO3ULHs He JONyCcKaeT IPUBEJEerHPOBAaHHOCTH OJHOTO U3 JIBYX WJIU JaXKe
U3 MHOXeCTBa. 3/Jecb ApobJieHHe pacCMaTPUBAEeTCsl He KaK PACKoJ, a Kak
HaJIoXKeHUe, JOMNyCKawllee pe30HaHC U CyLeCTBYIOllee Ha BCeX YPOBHAX

NposiBJieHUs] 4eJIOBEYECKOr0 - HauuHas OT HauboJsiee 06lL1ero
MEXKyJbTYPHOTO JiHajora - MW 3aKaHYMBasg BHYTPEHHHUM MHUKpO-
JMaJIOTOM.

HecMoTpsa Ha 3HayeHUe NPUCTABKH, MUKPOAUAIOr — BO3MOXHO, OJHA
M3 CaMbIX B&XKHBIX COCTaBJAKOWMX JJs [OHUMaHUA TpPaKTOBKHU
4yeJOBeYeCKOT0 pasdymMa B TyMaHUTapHOH MbIcid XX Beka, U B
OCOGEHHOCTU - B KOHUeNuuax yesoBeka y M.M. Baxtuna u f.3.
['osocoBkepa. 3TO OTHIOAb He MaJjasgd M 3MNU30[UWYeCKH BO3HHUKAWOILAA
4acThb KM3HU pa3yMa — HO TO, YTO CONPOBOXJAeT yesJoBeKa MOCTOSHHO,
BHE 3aBUCUMOCTM OT TOrO, HAaxOJUTCA JIX OH B OJUHOYECTBe, B
KOMMYHHUKALWHU C APYTUMU WM B obpameHHocTd K bory. Mukpoguasnor
«YXOJUT BHYTPb, B KaXK/I0€ CJIOBO..., JleJlasi ero JByroJyiocelM» [7, 72] - u
JlaXke KOrJia CJIOB KaK TaKOBBbIX He NPOHU3HOCUTCH — «B KaXKAbIM ecT, B
KakJloe MHUMUYecKoe JIBI)KeHHe Juna» [taMm xke]. U pgaxe korga oba
cobeceJHUKAa MOJIYAaT - MHKpPO-AHAJOT He MpeKpallaeTcs, co3/aBast
cutyauuto, kotopyto B.C. Bubnep Ha3biBaeT cuTyauuen  «B
HpeAIoI0KEHUH PEUYN» WIM «HAaKaHYHE pPedu»: B Hel AuaJioT «0COBGEeHHO
HanpsikeH»,[1, 107] iMeHHO B HeW OH c6bIBaeTCs B HAUOOJIbLIENR MeEpPE U C
HauboJiblLIel CTeNeHbl0 MHTEHCUBHOCTH.
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Mukpojuasor KUBET U TOT/Q, KOrJa peasibHOTO BHELIHEro
cobece/JHUKA He CYIEeCTBYET - TOrZa «BTOPOU COGeceJHUK MPUCYTCTBYET
HE3pHMO, ero CJIOB HEeT, HO IVIyOOKHU CJieJi 3TUX CJIOB OMNpe/iesisieT BCe
HaJINYHbIE /1084 TepBOTo cobeceHUKA. Mbl YyBCTByeM, 4TO 3TO Oecena,
XOTSI TOBOPUT OJIMH, U OeceZla HanpspDKEHHeHIIas, 60 Kaxcdoe Ha/AuyHoe
€/1060 BCEMH CBOMMHU GUOpPAMU OT3bIBAETCS M pearupyeT Ha HEBUAMMOIO
cobeceJHUKa, YKa3blBaeT BHe cebs, 3a CBOU NpeJiesibl, HA HeCKasaHHOoe
yykoe cJioBo».[5, 337] Takoe MOCTOSIHCTBO MPUCYTCTBUS MHUKpPOJAHAJIOra
BHE 3aBUCHUMOCTH OT AKTUYECKOTr0 HaJW4yus cobecelHHKA Kak
peasibHOTO JIPYroro MOXeT HaBeCTH Ha MbIC/Ib, YTO Pa3/JBOEHHOCTb KakK
dyHzaMeHTaIbHASA XapaKTepUCTHKA YeJIOBEYeCKOro CO3HaHU4,
obycJsiaB/MBaloLas ero BHYTPEHHIOW JWaJOrMYHOCTb, BOBCE He TpebyeT
$aKTU4ecKOTO Ha/IM4us [Apyroro, He IpejroJaraeT o0053aTelbHOCTH
COOBITHS M BCTPEYU — YTO APYrod 6yAeT MPUCyTCTBOBATH C CO3HAHUH [0
M TOMHMMO TaKOH BCTpPeYd, aAHAJIOTMYHO TOMYy, KaK 3TO /[ieJaeT
BooOpakaeMbld M abcosoTHbIM [Jlpyroin B ¢uyocodumn XK. [enéza. [8]
OnHako TakodW  BBIBOJ, IPOTHBOPEYUT OCHOBHBIM  IIOJIOKEHHUAM
¢wnocoduu M.M. BaxTuHna.

[IpeacTaBieHHBIA B BooOpakeHUH abcostoTHbIM Apyrod XK. [Jenésa
(mu M. TypHbe, B paMKaxX aHa/M3a OJHOTO M3 MPOU3BEJEHUH KOTOPOro
dopmupyeT cBoto kKoHuenuuio K. [lené3) MLIIOCTPUPYET PACKOJIOTOCTh
NPUHLUIHAIBHO OJMHOKOTO CO3HAHMWS, CO3HAHUS, 3aMKHYTOrO Ha cele,
JJIsT KOTOPOrO0 COObITHE He TOJIbKO He SBJSETCS €ro 3KCIOo3UIHel, Ho
OKa3blBaeTCsd B MNPUHIOMIE HEBO3MOXHbIM. OTCYyTCTBHE [JpYyroro Kak
baKTHUYecKd [JAHHOTO M PaBHONPABHOTO C MOUWM CO3HaHUsA s
¢unocodnn «TUXOOKEaHCKOro JIMMOGa» - HCXOAHBIM M HeOo6XOJUMBbIN
IYHKT O0GHapy»KeHUsI U3HA4YaJbHOW HE3aBHUCHUMOCTH 4YesIOBeKa OT JIIoOOro
BHEIIIHEro, OOHapyXeHUsl CTPYKTypbl CO3HAHHUs, B KOTOPOU Jpyrou
SBJSIETC HEOOXOJAMMBIM TOJIBKO KaK KOHCTUTYTHBHasi CTPYKTypa
O/INHOKOT'O CO3HAHUS — HO He KaK dpyzoe CO3HAHHE.

M.M. BaXTHH MCXOJMUT W3 HPSIMO HPOTHBOIOJIOXKHOW MPE/NOCHIIKH.
XoTss B €ro TpaKTOBKE CO3HAaHHE 4YeJOBEKa TaKXe OKa3bIBaeTCs
PacKoJIOTBIM, XOTS B HeM IPHUCYTCTBYeT JAPYyrod W TOrAa, KOrja ero
$aKTUYeCKd HET — U MUKPO/JMAJIOT C HUM JAJIUTCSA Bpojie 6b1 He3aBUCUMO
oT ¢aKTa HemNmocpeJCTBEHHOI0 NPHUCYTCTBUS coOecelHUKA U  €ro
peasibHbIX OTBETOB — JPYTrOd HUKOTJA He MPEeJCTaBJISETCS 3/leChb HU KakK
abCoJIIOTHBIM, HHU Kak BooOpaxkaeMbldi. [oBopss 06 OCHOBHBIX
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XyJZ0KeCTBEHHbIX OTKpbITHAX @D.M. JlocToeBckoro B MaTepHajax K
nepepaboTKe cBoel KHUTH 0 HEM, M.M. BaxTHH nuIleT, YTO OJJHUM U3 €T0
IJIaBHBIX OTKPBITUM SIBJISIETCS «COBEPUIEHHO HOBAasli CTPYKTypa o6pasa
yeJioBeKa — IMOJHOKPOBHOE U IOJHO3HA4YHOe 4y)K0e CO3HaHue, He
BCTaBJIEHHOE B 3asepuiaruiyio ompaBy JIeHCTBUTENIbHOCTH,
He3aBeplIMMOe HHU4YeM (Jake CMepThi).. IJTO YYXKOe CO3HaHUE He
BCTaBJISIETC B ONpaBy aBTOPCKOIO CO3HAaHUS, OHO pacKpbIBaeTcs
WU3HYTPH, KaK 6He U psidoM CTosiliee, C KOTOPbIM aBTOP BCTymaeT B
JWaJioTUYeCKue OTHOLIeHHWs. ABTOp, Kak [Ipomerel;, co3maeT (TO4Hee,
BOCCO3/laeT) He3aBUCUMO OT cebsl XUBble CyILecTBa, C KOTOPBbIMHU OH
OKa3blBaeTCs Ha PpaBHBIX mpaBax».[9, 308] B mnpuBeséHHON nuTaTe
BblJIeJIeHUe KypCUBOM, CJe/laHHOe CaMHMM aBTOPOM, [JONOJIHEHO HaMU
BTOPBbIM BblJe/IeHUEM - MOJYXUPHbBIM MPUGTOM - [Js YCUJIEHUS
HauBaKHeH1ero s ¢uaocoduu Auasjora NnoJIOKEeHHUsI: HEBO3MOXHOCTH
NOHATb CO3HAHME U YesJ0BeKa B 1leJIOM M3 MO3ULHUHU OJUHOKOTO CO3HAHUA.
Jpyroe co3HaHUe 3Jecb - He MOpPOXJEHUEe MOero BOOOpaKeHUs, He
KOHCTPYKIIMSI WJHM KOHCTUTYTHB MOEro CO3HaHHUs, HO OYKBaJbHO -
CO3HaHUe APYroro, CylecTBYIOLIEro He TOJbKO BHE U PSAAOM CO MHOH, HO
Y, YTO He MeHee Ba)KHO, Ha paBHbIX IpaBax CO MHON, C MOUM CO3HAaHUEM,
CTOJIb e TIOJHOKPOBHOe U TIOJHO3BYyYHOE, 3HayWMoe [Jd MeHd
byHaMeHTaJbHO U OHTOJIOTHYECKH.

YyTb panee B Toi ke pabore M.M. BaxtuH nuuiet: «He aHanus
co3HaHusg B ¢GoOpMe OJJHOr0O M eJMHCTBEHHOrO 5, a aHaJlu3 HMEHHO
B3aUMMO/JIeICTBUS MHOTUX CO3HAaHUW, He MHOTHX JIIOJEeHd B CBETe OJHOTO
CO3HAHUS, 2 UMEHHO MHOTHUX PaBHONPAaBHBbIX U MOJHOLEHHBbIX CO3HAHUH.
Hecamo0cTaTOYHOCTh, HEBO3MOXXHOCTb CYLIEeCTBOBAHUA OAHOIO
co3HaHuA» [9, 311] - BOT Te OCHOBaHHS, KOTOpbIE, 0 €ero MHEHUIO, B
XyJl0)KECTBEHHOM BHJeHUHU 4YesioBeka @®.M. JloCTOEBCKUM SIBJSIOTCS
PEBOJIIOIVOHHBIMU W KOTOpble OH KJI3JET B OCHOBAaHHE COOCTBEHHOH
JAnasoruyeckou pusocopun.

U B TO e BpeMsi - MUKpPOJUAJIOT, B OTJIMYHUE OT MaKpoAHaaora, UMeeT
SIBHYI0O TEeHJEHIWI0 K CBOPAaYMBAHHIO - M HEBO3MOXXHOCTb TaKOTO
«CBOPAYUBaHUA», HEBO3MOXHOCTb 3aBepUIeHHsl MHUKpOAMajiora Kak
HEKOTPOro MPUMHUPEHUS YesJoBeKa C caMUM C000H, MpuBefeHUs1 cebsl B
npeZie/IbHbIX BONpOCax K «eJUHOMY 3HaMeHaTesJl0» - MYy4YUTeJbHO AJd
yesoBeka. M.M. bBaxTWH B KayeCTBe «BeJHKOJIETHOTO 006pa3ra
MUKpoJuajora» MPUBOJUT BHYTPeHHUH [Auajior Packo/bHHUKOBa: «Bce
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C/I0Ba B HEM [IBYyTO0JIOCble, B KaX/I0M U3 HUX MPOUCXOJUT CIOP r0JIOCOB...
Juanor mpoHUK BHYTPb KaXAOro CJIOBA, BbI3blBasg B HeM 060OpbOy U
nepe6ou rosiocoB». [7, 128]. U ogHOBpeMeHHO Ha NpHUMeEpe CO3HAHUSA
Toro e Packo/JbHUKOBa HauboJlee IBHO BU/HO, YTO CO3HAHHUeE YesoBeKa

- 3TO pacKo/ioToe co3HaHMe. Ero BHyTpeHHUH Juasor 6eCKOHEYHO JaJIéK
OT MJIATOHOBCKOM MaleBTHUKH, OT Juajora KakK MeTOJ0JIOrMYecKoro
npueMa JJis pasblCKaHUA UCTUHBL. OH CTPOUTCA He Ha IMOUCKE UCTHHBI, a
Ha HEeBO3MOXHOCTH e€ HaWTu. Ha mpuHUMNuaibHOM caMOHeCOBHaJeHUH
YyeJIOBEKa, CAaMOHECOBIJIeHUHU CO3HAHHUS, apXUTEKTOHHWKA KOTOpPOro
COAEPXKUT OJHOBPEMEHHO M «HENPHMHUPHUMOE IPOTHBOpPEYHE MENKIY
JBYMs UCTUHAMM» [6, 259] 1 NOTpe6GHOCTh B €JUHOM M L[eJIbHOM «3HaHUHU
cMbIczia  UcTHHBI»  [10, 184], koTopas TpebyeT mpeofoJeHUs
nporuBopeuus. Curtyauusa PackosbHukoBa npuBogutTca M.M. BaxTuHbIM
KaK PUMEpP — HO IPHUMep He YHUKaJIbHBIH, a OKa3aTeJbHbIH, OCKOJIbKY

«TO, YTO B XYJ0KECTBEHHOH JIMTepaType UCK/JAKYUMEAbHO, WU €eCTb
reHuajJbHOe  XyJl0)KeCTBeHHOe  OTKpbiTHe  (..BHYTpPeHHUH JHajor
PackosbHMKOBA), TO BO 8HympeHHell peyu OCYLIeCTBJSETC HEe06X0JUMO
U 10 caMoMy ee cy1iecTBy». [1, 107].

ITOT NpuMep NpeACTaB/sAeTCs BaXXHbIM U B ellé 0JHOM OTHOLUEHMH.
Kak u guanoru (kak BHyTpEeHHHE, TaK U peasibHble) Apyrux repoe O.M.
JlocToeBCKOro, OH OTpaXkaeT He TOJIbKO 00513aTEJIbHOCTh «BTOPOro» (Kak
MHUHUMYM) Tr0JI0Ca, HO U MYYMUTEJbHOCTb H3HAyaJbHOH PACKOJOTOCTH
CO3HaHHUS, ero MoJMMGOHWYHOCTH U HACTOMYMBOE ’KeJaHHEe OT Heé
M30aBUTHCA. /JMaJIOTUYHOCTb, TEM CaMbIM, 0653aTEJbHO COCEJCTBYET B
¢unocopun M.M. BaxTuHa c uzeeld COOGCTBEHHOTO Mpeo0JIeHuS,
IOCTOSIHHOE TIPUCYTCTBUE [JPYTHUX - C TpeOGOBaHWEM I[eJbHOCTH U
MOCJIeJOBAaTEJbHOCTH B  pacCy)XleHUH, €eJUHCTBEHHOTO, IPOYHOTO
OCHOBaHU4 [JIJIs1 COGCTBEHHOTO «fI» KaXkJ0ro reposl.

Uccnenys ¢punocopckyro Mbicab M.M. baxtuHa, B.C. Bubsiep 3aMmeTHT:
«CymiecTByeT CTpaHHasi JMXOTOMHUS, HACKBO3b NMPOHU3BLIBAOILAA BCe
paccyxgeHusa baxTuHa: Mexay ujeeu auasiora M ujeen JOrukm». [4]
[IpencraBiieHHBIM KaK BHYTPEHHUW [JUaJoT MUKPOLUAJIOl TepOEB,
JIMIIEHHBIN BBIXOJlJa HAa YPOBEHb MaKpOJWaAJIOra, Ha YPOBEHb KYJbTYpHI,
CTPEMHUTCS K MOHOJIOTHKE U B TO K€ BPeMsl He MOKeT eé€ B IOJIHOM Mepe
BOIUIOTUTb. 3/leCb  HAaXOAUT CBOE OTpPaKeHWe U  BHYTPEHHss
JWAJIOTUYHOCTh JIOTUKH, €& TNpUHLUNHAJIbHAs aHTHHOMHUYHOCTb, Ha
KOTOpy! ykasbiBasa f.J. ['osiocoBKep, ¥ MOHOJIOTUYHOCTb BHYTpPEHHEU
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peuyd U TeHJeHLUS CBOpaYMBaHUS BHYTPEHHEro Juajora B LeJoe
e/ITUHOJIMYHOU MO3UI[UH, B CTPEMJIEHHE BBIOPATh OJHO U3 PAaBHOBECHBIX
HECKOJIbKMX, 0 KoTopoM mnuuer M.M. bBaxTuH, 3aTparuBasi aclekT
MUKpoJuajora. Yurtaruiero asTu oTpbiBKU U3 «[loaTuku... » B.C. Bubnepa
Takoe  [BIKEHHEe  YAUBJISET: OTKyza B3SThCS HeU30bIBHOM
MOHOJIOTUYEHOCTH B TNOJUPOHUYECKOM pOMaHe U B [AUAJOTUYECKOU
KOHLENIUY MbIIIJIEHUS U KyJAbTYpbl? — HeJoyMeBaeT OH. Kak 00bACHUTH

TOT (aKT, YTO «CaMO€ W3OLIPEeHHOe — [0 3aMbICJAy — JAHAJIOTHYeCKoe
MBIILJIEHHE, NOHSITOE KakK pedJiekcuBHOE pa3BeTBJIeHHE
OJIHOTO, OZJUHOKOTO, BCeOGIIero, JHUIIb IHOCEO0JIOTUYECKH

OpPHUEHTUPOBAHHOTI'O0 Cco3HaHUA (cM. «DeHOMeHoJsioruw ayxa» [eress)
JIETKO BBIPOX/JIAeTCs B JUAJIOTUYECKU I[OJAMaJieBaHHOE JBH)XEHHE
MoOHoJioTU4Yeckoll Mbicau»?[4] Otkyza B ¢unocopun M.M. BaxTuHa
O0epéTcd - He KakK MPeBXOJASUIMNA 3JIeMeHT, HO KaK OCHOBA BCero
pPasMBIIIJIEHUST O [JWAJIOTHKE - 3TO «OJAWHOKOE CO3HAHWE, JIerKo
paspyliaiolee BeCh AUaJ0TU3M Halllel JOTUKU»?[4]

B03MOXHO, HCTOKM €ro cjeAyeT HCKaTb BO «BTOPOM OTKPBITHH
XyAoXKHUKa», To ecTb @®.M. [locTroeBckoro, o kotopoM M.M. Baxtun
FOBOPUT, UTO OHO COCTOMT B TOM, YTO Hapsily C HOBOM CTPYKTypoH
ob6pa3a yesioBeKa, 00513aTeJIbHO BKJIIOUalolled B cebsl Jpyroe CO3HaHUE
(mepBOe OTKpBITHE), U MIPU3HAHHWEM PAaBHOIPABHOCTH U PAaBHO3HAYHOCTH
YY>KOTO0 CO3HAHUS 10 OTHOUIEHUI0 K MoeMy (TpeTbe OTKpBITHE), B
noaupoHUYECKOM poMaHe ®.M.  JlocToeBckoro MUKPOAHAJIOT
npeJCTaBIsAeT COOOU «u3zobpaxceHue (TO4yHee — BOCCO3/aHUE)
camopa3ssusarouyelicsi udeu (HeOTAEJMMOM OT JIUUHOCTH)». [9, 309]

B Tak cdopMynIMpOBaHHOM BTOPOM OTKPBITUM KaK OYATO
HaMe4yaeTcsl  JIOPOKKa K  MOHOJIOTU3MYy, BeAb  H306pakeHHe
caMopasBUBaWIENcs HUAeU JO0/KHO ObLIO Obl ObITh, B COOTBETCTBHUU C
MakcuMaMu Mbiciu KaHTa u ocHoBomosioxkeHusiMu ¢uocoduu leresns,
IeJbHBIM W BHYTpPEHHE COTJIACOBAaHHBIM - YTO MHpeAINoJiaraeT yXoJ OT
Juajioru3Ma B CTOPOHY [JUa/leKTUKH MOHOJIOTH3MA. 3aMedarouiuii
NPOTUBOpPEUYUE MeX]y AUAJOrM3MOM M MOHOJIOTMKON B ¢unocoduu M.M.
Baxtnna B.C. bBubsep caMm e U ONpaBAbIBaeT HeU30€XKHOCTb
MOHOJIOTM3Ma B CJiyyae, Korja OCHOBAaHHEM MHUKpOJUaIora [JoJIKHA
CTaThb caMOpa3BUBAIOLIAsCA UJes, a NMOHATb €€ U NPUBECTU PACKOJIOTOE
CO3HaHWE K LeJIOCTHOCTH 4eJIOBEK IbITAETCS, OMUPAsCh HAa JIOTUYECKOe
MBbIILLJIEHUE, Belb pacCyX/JeHue O MPUHIUINAIbHON MOHOJIOTUYHOCTU
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JIOTHKH, XapakTepHoe [JJs baXxTMHa «I0 KaKMM-TO UCXOJHBIM
WHTYWTUBHBIM NPEJCTaBJEHHUSM O JIOTHKE ... KAXKeTCs 6eCCopHbIM (ecau
Yy KaXJAOro CBOS JIOTMKA, TO KakKad e 3TO JIOTHKA; eCJU JIOTHKAa He
MOHOJIOTUYHA, HEe €JUHCTBEHHA, TOrZJa Mbl C MOUM OIIMOHEHTOM IPOCTO
HUKOTJia He NoWMeM Jpyr Jpyra, He MOXeM C TOJKOM TOBOPUTb APYT C
ZApyroM). UHTYUTHBHbIEe HAlIM NpeJCTaBjJeHUs] TPeOYT JeHCTBUTENbHO
JIOTUKH TOJIbKO KaK «MOHOJIOTHKU».[4] VYX04 B MOHOJIOTHUYECKOE WJIU
NCeBJ0AMANIOrUYeCcKOe CO3HAHUe B CJydae ONOpbl TOJBKO Ha JIOTHUKY, KaK
no MHeHUWI0 M.M. bBaxTtuHa, Tak 4 1o MHeHuto {.3. TosocoBkepa -
HensbexxeH. MMeHHO B aTOM Tpareaus repoeB ®.M. /locToeBCKOTO — B UX
MOCTOSIHHBIX TOMNBITKAaX MOMBICJIUTb, 0G0CHOBATb, BBIBECTH JIOTUYECKH
HeOo0X0/AMMOCTb TOTO WJIM HMHOTO IMOCTYINKA, TOTO WJIM WHOTO OCHOBAaHUS
CBOMM 4yBCTBaM MW jedcTBusAM. Jua M.M. Baxtuna u f.3. ['osocoBkepa
O4YeBH/HA HEJOCTATOYHOCTh M Jae TyOUTEJbHOCTb OIOPBI Ha
JIOTHYeCcKoe CoJiep>KaHue [/ 4eJ0Be4YeCKOT0 CO3HaHHUS.

[IlpuMevyaTesbHO B 3TOM OTHOLIEHHWHM BBoguMoe M.M. baxXxTHUHBIM
pas/jy4yeHHe CO3HAHUA U MblIlJIeHUA. B CcO3HaHWM, TMoJIaraeT OH,
NPUHLUIHAJIBHO JO/DKHO OBITh YTO-TO elié, MIOMUMO MbIuuieHus. U ato
He4yTo 3aJlaeTcs W OOHapyXkuBaeTcsd He B cdpepe MHKpOJuajora U He B
JIOTUYECKHUX TIOCTPOEHHAX, HO B cdepe Makpoauaaora, B cdepe
06LIEKYJIbTYPHOU U JaKe KPOCC-KYJIbTYPHOHM - U HAXOAUT OTPAXKEHHE He
B JIOTHKe, a B 3cTeTuke. He ciay4yaliHO B MUKpoAuaJore, «korja baxTux
BBIXOJMT Ha MblIILJIEHVE B COOCTBEHHOM CMBICJIe CJI0Ba, TO UAJIOT KaK Obl
KOHYaeTCd; B JIOTMKe, B MBICIM — M0 bBaxTMHYy — CyliecTByeT JIMIIb
MOHOJIOTHKA, Auasnora 3jecb yxe HeT».[4] Tepou /[locToeBckoro B
npoutreHun bBaxtvna u TosiocoBKepa Hec4aCTHbl W MOTPYXKeHbl B
Hepa3pellMMyl0 AaHTHHOMUYHOCTb HMEHHO MOTOMY, 4YTO B CBOMX
MHUKPOJHaJIorax NbITATCA OCTATbCA B IPAHULAX MBbILIJIEHUS, OIUPATbCA
Ha KaHTOBCKHHM uJean TeopeTHYeCKOro pa3yma - U TeM CaMbIM
3aMbIKalOTCA B Ipefieslax OJHOTO0 MBIIIJIEHHS, K KOTOPOMY KaTeropuu
«MOEro» WJIH «APyroro» NPUHLUNHAIbHO HENPUMEHHUMBbI, IOCKOJIbKY OHO
OomepUpyeT npeaMeTaMu aOGCTPAKTHBIMH, «OTAEJEHHBIMU OT MOYBBI»,[10,
192] a moTOMY MX AMaJIOT COXpPaHsSeT JUIIb GOpPMy AMAJOT], a TI0 CYTH XKe
BBIPOX/AeTCsl B MOHOJIOTUKY. IMEHHO 3TO JBWXeHHe K MOHOJIOTUYHOCTHU
KaK 6e3Ha/leXXHYl0 M OGeCKOHeYHYI0 MOIBITKY NpeojoseTh PacKoJ0TOCTh
O/IMHOKOTO CO3HaHHUs (2 TeopeTHYECKOe CO3HAHWE BCerJla OJMHOKO B
CUJIy CBOeH OTBJIEUEHHOCTH) U JEMOHCTPUPYET CO BCeW OTYETIMBOCTBIO
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fA.3. TonocoBkep B pab6oTe «JlocToeBckuid W KaHT». UMeHHO mo3ToMYy,
NMOKa3aB HeW30EeXHOCTh /[iJIS MbIIUJIEHHS TeHJAeHLUWH yXoJa B
MOHOJIOTUKY B pasfeJie, NOCBALEHHOMY MUKpoguasiory M.M. baxTuH, B
JaJibHeHIleM, Kak chnpaBeayiiuBo 3aMmevyaeT B.C. BubJiep, «paboTaeT B
KOHTEKCTEe CO3HAHUS, OCTAaBJIsASl MBIILJIEHUE B cTOpoHe. C 3TUM CBSI3aHO U
oTpullaHue bBaxXTHUHBIM  «nNOHSAMUs»  KAaK  BO3MOXHOU  KJIETOYKH
TYMaHUTApPHOTO MBILLJIEHUS, W OTOXJAEeCTBJeHUe UM J102UKU C
MoHoJioru3MoM [erensa. [lnia co3HaHus NOHATHe wuH3auiiHe. OJHAKO B
3TOM  «OrPpaHUYEHHOCTH» —  TJyOOo4yaHImasg  MPOHHIATENbHOCTh
baxTtuHax».[1, 103] Vaesa co3HaHUs NPUHIMUIKAJBHO OTJUYAETCS OT HeHU
MBILJIEHUs] TEM, YTO OHA He CBOJAUTCA K JIOTUYECKOMY — HO TpebyeT
BBIXOZIA B Chepy «BHEHAXOJAMOCTH» 10 OTHOIIEHUIO K CaMOMy cebGe U B TO

’Ke BpemMda - O6Hapy)KEHI/IH COOGCTBEHHOU eJIbHOCTU He IyTeM
nocjseJ0BaTEe/JIbHOIO nepexo/ia OT OAHOI'o YyTBEPXKAEHUA K APYyroMy, KaK B
JIOTUKE - HO OHUM JABUXEHHUEM, CKa‘-IKOO6p33HO, BOIIPEKH

HEeCOeJUHHUMOCTH UM  INPOTHBOPEUYUBOCTH  pA3HBIX  YTBEpPXKAEHUH,
obHapyxuBasi WX €JUHCTBO BO MHe W [ MeHsd. Jloruka B TakoMy
CKa4KOOOpa3HOMY «OOHApy>KeHHWI0» NPUHIMIHNAJIbHO He CHnocobHa. A
IOTOMY, «KaK HM CWJbHa JIOTHKA MBICJIM, HO TOJA €€ JIOTHUYeCKYylo
onpeJfieJIEHHOCTb HaZ0 Bcerja IOJCMaTpUBaTb TIJa30M IICUXO0JIOTa,
KOTOPBIM TOHYAMUIIMM >XUBBIM OCA3aHHEM IPOBepseT ONACHYK 4YeTKOCThb
Jlornyeckux GpopmM, CToJb Npesibllaollyo paccyiok».[10, 183]
«[logcMoTpeHHe ra30M INCUXOJIOTa» KaXKeTCd Ha NepBbIA B3TJIAL
BIIOJIHE ONpPaBJAHHBIM NMPUEMOM B paMKax JUajsorudeckod ¢uiocoduu.
OpHako, npegcraBieHrne M.M. BaxTuHa O KOHLeNTe BHEHAaXOAUMOCTH,
KOTOPBIA OH KJ3JET B OCHOBAaHUMe CBOEH KOHLENLMHU JAuajora H
CBA3bIBaeT C TNOHATHEM UJieH, KOTOpasg «HUHTEpPUHAMBHAyaJbHa U
UHTepCyO'beKTUBHa»,[1, 147] ABHO NOPOTHUBOPEYUT  BO3MOKHOMY
NICUXO0JIOTUYECKOMY MTOHUMaHUIO CO3HaHMUS. He JoInycKaeT
NICUXO0JIOTUYECKOT0 TOJIKOBAaHUA U/IeU U MT0JIOKEHHE, COTJIACHO KOTOPOMY
«B HCXOJHOM OIpejie/leHHH, B CBOeM HaJW4yHOM OblTUH (B cdepe
BCEJIHEBHOT'O CO3HAHMs) HUJesl )KUBET Ha I'PaHU, HA JIMHUM (He UMelolel
IIUPUHBL..) 08yx co3HaHui, — f wu Te, — wuges ectb ¢opma
JMaJIOTHUYeCKOT0 CONps>KeHHUsI U BONIPOCUTEJNbHOCTH APYT AJs Jpyra 3TUX
«ByX» (KaKk MHUHHMMYM) CO3HAaHHH B KU3HU OO0HO20, MOETO CO3HAHMS.
[TockobKy «ZBa» CO3HAHWUA — B HJEe — BHEHAX0O0UMbl IO OTHOIIEHUIO
JLPYT K APYTY, UMeIT CMBIC/I CO-ObITHS, NOCTOJbKY yXe Ha 3TOW cTafuu
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udesi BHe-ICUXOJIOTMYHA, HaA-ncuxosorud”a».[l, 97] Tem cambiy,
CaMOpa3BUBAKIIASACH H/Jies] OTChLJIIAET HAC HE TOJIbKO K MPEJACTABJEHUIO O
NOC/JeJ0OBAaTEJIbHOM PAacCMOTPEHHHM HEKOTOPOTO LieJIbHOrO 006pasa,
pasBUTHE KOTOPOrO BO3HUKAeT WCKyleHUe MpPOCJeAUTb JIOTUYECKH,
CTPYKTYpPUPOBaTh U 0GOCHOBATh, HO U K chepe HAAUHAUBUAYATBHOTO -
He MOEro U He TBOEero, a MPUHIIUIINAIbHO BHEHAXOJUMOTO - B CO3HAHHUH.

B pa6otax f.3. l'osiocoBkepa Takxe ecTb ¢popMa HAJJMHAMBHUAYAJTbHOTO
U HHTEepPCyO'bEKTUBHOTO 00pa30BaHHUs, MoJo0HO ujee M.M. BaxTuHa,
SBJSIIOLIETOCS 00513aTe/IbHbIM 3JIEMEHTOM CO3HAHMS, MO3BOJISIOLIETO
WHAUBU/yaJbHbIM CO3HAHUSIM, HECMOTPS Ha UX WUHAKOBOCTb, NOHUMAThb
JApPYr Jpyra W BecTH Auajor. JTa ¢opMa HaxOJUT CBOE OTpPaKeHHE B
HNOHATUU «OJU3KHE-U3-ObITHSA», KOTOpble ecTb B ¢uiaocodoun .3.
['osiocoBKepa He paKTHUUYECKHU CYyIeCTBYIOLIMe APYrUe U He HeKUe «IAu
BOOOIIE», MOJIyYeHHble MyTeM BbIJIeJIEHUSI CYU[HOCTHBIX XapaKTepPHUCTUK
yeJIOBEKa M aGCTparupoBaHUsA, HO UMEHHO WJeH, HaXOAslLlue OTPaKeHHe
B CO3HAaHUM JIOJlell U BoIJollalolluecs B KyJAbType B BHJe
00Ie3HAaYMMbIX 00pa3noB. TakuM o06pasoM, JJad 4YeJ0BEYEeCKOro
CO3HAaHWSI CYIIEeCTBYWT [JBa pojAa 3HAYMMBIX [JpPYTHX, JABa poja
«BJIN3KUX»: «eCTb OJIN3KHe-U3-ObITUSl — UMaruHaTHUBHbIe 006pa3bl U UJEeU
C WX CMbICJOOOpa3aMy, CO3/JJaHHblE pa3yMOM BOOOpPaKeHHsS, U eCTb
0/IM3KMe-U3-CYLIeCTBOBAaHNUS - >KMBble CyIeCcTBA HaIlero o6uxoja U
6piTa». [10, 206] bBanskue-U3-6bITUS - 3TO TpeXJe BCEro «repou
JINTEPATYPHBIX INPOU3BEJEHUM - Trepod POMAHOB, M03M, ApaM..» [10,
205], a TakKe HHble CMBIC/JIOOPa3bl, KOTOPbIE 3a4aCTyl OKa3bIBAIOTCS
JIIOSIM «MHOTHM OJIMXKe, YeM UX POJHbIE, APY3bsl U 3HAKOMble. ITU 0060
O0/M3KMe W3 ObITUA JAJd HHUX peajibHee, 4YeM OJIU3KHE U3
cyuiecTBoBaHusA».[10,  206] OpHako,  «OJM3KHe-u3-ObITHUS»  f.3.
['onocoBkepa, kak U «ugen» M.M. baxThHa He fABAAITCA NOPOXKLEHHUEM
Ybero-Jub60 M30JMPOBAHHOTO CO3HAHHA. (IBJASASCH WMarMuHAaTUBHO-
peaibHBIMU ¥ OJHOBPEMEHHO TpPaHCCYO'beKTUBHBIMH, OHU He eCTh
NOPOX/JIeHHe MOEero CO3HaHHUsI — HO ero OTKJHUK Ha CO3HaHUe ApPYroro,
peasibHO CYIIEeCTBYIOIIETO.

06a aBTOpa OCOGEHHO TOAYEPKHUBAIOT JaHHBIA MoMeHT, $1.3.
['osiocoBKep - 06OCHOBBIBasi MOHSATHUS PeajbHOCTM HMAarMHaTHBHOIO U
HCTOKU M YCJIOBHS BO3MOXXHOCTH €ro cyiliecTBoBaHus, M.M. BaxTtuH -
NpsMO 3asiBJisis, YTO HECMOTPS HAa TO, YTO «..HOCHUTeJIeM MOJIHOI[eHHOMU
UJEeH MOXKET ObITh TOJIBKO ,4YeJI0OBEK B 4YeJjioBeKe", C ero CBOOOJHOHU
He3aBepIIEHHOCTbI0O U HepelmleHHOCThIo..» [5, 143], «upaes KUBET He B
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WU30JIMPOBAaHHOM WHJUBUAYaJIbHOM CO3HAaHUM 4YeJIOBEKa, — OCTaBadAChb
TOJIBKO B HeM, OHa BBIPOXKJAeTcd U yMmupaeT. jeda HadyMHaeT KUTb, TO
ecTb (GOPMHUPOBATBHCH, HAXOAUTb UM OOHOBJATH CBOE CJIOBECHOE
BbIpaXkeHHe, NOPOXKAaTh HOBble HJeH, TOJbKO BCTyNas B CyLleCTBEHHbIe
JUaJloTU4eCcKue OTHOWIEHUA C JApYyTMMH 4 y X MU M U HJesdMHU.
YesioBeueckasi MbIC/Ib CTAHOBUTCS IOAJHHHOW MBIC/IbIO, TO €CTh HAeek
TOJIBKO B YCJOBUSX XKUBOTO KOHTAKTa C 4y>KOW MBIC/IbIO, BOIIJIOIIEHHOHN B
4y>KOM TO0JIOCE, TO €CTb B YY>KOM BBIDQ)KEHHOM B CJIOBE CO3HAHUU. B Touke
3TOr0 KOHTAKTa r0JIOCOB-CO3HAHUM W POXJAeTCs U KUBeT ujesd. Unesa —
3TO He Cy6GbeKTHBHOE UHJUMBHU/YaIbHO-IICUX0J0TUYecKoe 06pa3oBaHUe C
,IIOCTOSTHHBIM MecTolpe6GbIBaHHEM" B T0JIOBe 4YeJIOBeKa; HeT, Hjes
WHTEPUH/UBU/JyaJbHa U HWHTepPCyObeKTUBHA, cdepa ee OBITUA He
WH/JMBH/yaJbHOE CO3HAHHWE, a JWaJIOTHYecKoe 06lieHue MeXAy
CO3HaHUAMM. Jed — 3To )k M Bo e Cc 06 bl THU e, pasbirpblBalollieecs
B TOYKe JUAJIOTMYECKON BCTPeYM JBYX WJIM HECKOJbKHUX CO3HaHUW».[5,
146—147]

[lepeknuyka, BCTpeyawlasacd B MBICAUM JBYX OTe4YeCTBEHHBIX
¢unocopos - M.M. baxtuna u f.3. TosocoBKkepa - yAUBHUTEJbHA.
KaxkeTcs, B OCHOBONOJIOXKEHHUAX, KaCAlOLUXCA CYIIHOCTH 4YeJI0BeYeCKOTO
CO3HAaHUSA KaK [JHaJoruyeckoro, Tpebyloliero BbIxoZa B chepy
3CTETUYECKOTO M KYJbTYPHOTO Y HEU30EKHO YXOAALIEr0 B MOHOJIOTHKY B
c/y4yae ONOpPBI TOJBKO Ha pa3yM, MX BbICKa3bIBaHUs COBNAJAIOT YYThb JIU
He JocjaoBHO. OpHako, ecTb M CyllecTBeHHble OTJUW4YuA. Tak,
NPUMEHUTEJBHO K MOJAHATOM TeMe yAuBAsAeT, 4To y M.M. BaxTuHa
OTpakeHHe [MaJOTrHYecKoro MeluieHus1 B pomaHax ®.M. /loctoeBckoro
BbI3bIBaeT BocxulleHHe, a y f.3. ['osocoBKepa - ollylleHHe Tpareiuu,
yyThb U He Ge3bicxogHOCTH. [loyemy? He moromy sk, uto ['osiocoBKep
HaMepeHHO paccMaTpuBaeT JJoCTOEBCKOr0O TOJIBKO CKBO3b NMpu3My KaHTa,
T.e. JIOTHKH, KakK 6yaTo 3a/laBasAcCh L[eJIbI0 HarJsagHO
IPOJIEeMOHCTPUPOBATh YHUTATEJAM, YTO JIOTHKA /0JDKHA 006513aTeJbHO
JOIMOJIHATBCA 3CTETHUKOM M 4YTO CJy4yaeTcs, KOTrJa OHa 3TOH OMOpHI
OKa3blBaeTcd JulIeHa?

N BHOBb M.M. BaxtuH u f.3. TosocoBKep CXOAATCA BO MHEHMH,
NOCTYJUPYS, YTO He JIOTHKA, He MCUX0JIOTMA — HO 3CTeTHKa fABJAeTCA A1
060uX aBTOPOB KJIOYOM K IOHUMaHMUIO 4YesoBeKa. B wactu paboTt
HEBO3MOXHOCTb TIOCTHMXKEHUSI CO3HAHUA 4YesloBeKa TOJIbKO JIOTHYECKU
WJIK TOJIbKO IICUXOJIOTUYECKU [JaeTcsd B BHUJEe [JO0KasaTeJbCTBa OT
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IPOTUBHOTO, TOrJA KakK B Jpyrux cBoux pabortax f.3. TosocoBkep,
HanpuMmep, npsmo numeT: «C HaubosblIed CcuiIod, T.e. HauboJiee
BBIYKJIO M OCA3aTeJbHO, OOHapyXUBaeT cebsd HMarvHaTHBHas
dunocodusa B 3cTeTHKe, 0COGEHHO B TaK Ha3blBaeMOM HMAarvHaTHUBHOM
peajsiu3Me MCKycCTBA W JiUTepaTyphl. [1OCKO/NBKY B XyZ0XKeCTBEHHOM
TBOPYECTBE OCYILECTBJAET cebsl JUaleKTH4YecKas JIOTUKa BOOGpaXkeHHus,
IIOCTOJIBKY JiMaJleKTU4YecKass JIOTMKa eCTeCTBEHHO OJIMLeTBOpeHa U B
3aKOHaX, TaK Ha3blBaeMbIX 3HUIMax 3CTeTUKU»,[10, 195] KoTopble
NpeANnoJaraloT oOHapyKeHHe BHYTPEeHHEeH ABOWCTBEHHOCTH MBILLJIEHUS
B €JMHOM 3CTeTHYeCKOM BOILJIOLEHWH, Kak Obl CHHUMaILIeEM CBOUM
€JMHCTBOM HENPHUMHUPUMOCTb INPOTHUBOPEYUS - XOTS U OCTAaBJAS €ro
JIOTHYeCKU HempeoJosuMbiM. [Jis MM. bBaxtuHa Heo6X0AUMOCTh
3CTeTUYEeCKOro  OmblTa JJs  JUaJOTMYeCKOro CO3HaHUA  TaKxke
HECOMHEHHA, IOCKOJIbKY HMEHHO 3CTeTU4YecKas peaknus I03BOJsEeT
IpeosioJIeTb HEOA0JIMMble IPOTHBOPEUUS] JIOTHYECKOr0 KaK peakuus
crnenuduyeckas, «cobupamlasi  Bce  [03HaBaTeJbHO-3THYECKHE
ONpesie/IeHUs W OLEHKM W 3aBepIlamilas UX B eJUHOE U eIMHCTBEHHOE
KOHKPETHO-BO33PUTEJbHOE, HO U CMBICJIOBOE 1iejioex»,[9, 8] B cBS3U ¢ 4yeM
TParuyHOCTb «PACKOJIOTOTO CO3HAHHUS» CHHUMAEeTCs B 3CTEeTUYECKOM
OTHOIIIEHUH, MPEO/0JIEBAIOIEM PACKOJ He JIOTUYECKMMU CpPEACTBAMH, a
M3Ha4vaJIbHOU L[€JIOCTHOCTHIO 3CTETHYECKOTO OTHOILIEHHSI.

OnHako, B paMKaXx M30JHMPOBAHHOTO CO3HAHUS  3CTeTHYecKoe
OTHOIIEHHE MPHUHIUIHAJBHO HE MOMET COCTOAThbCA. M 3To - ofHa u3
NpuUYUH Tpareauu repoeB JlocroeBckoro. CTpeMJyieHHE K MOHOJIOTHU3MY
He [O03BOJIIET MM BBIUTH 3a paMKH COOGCTBEHHOro (BHYTpPEHHErO)
JHajiora, JONOJHUTb MHUKPOAHMAJIOT JeHCTBUTENbHBIM [JHaJOrOM - C
peasbHBIM JpyruM, MakpoguasoroM. Ho u dakTuyeckoro Haau4us
peayibHOTO Jpyroro, BCTPeYU C HUM KaK OCHOBAaHHUSA JJiF JUajiora — TaKxe
HeJloCTaTO4HO. BHe chepbl KyJbTypbl, BHE 3CTETHYECKOrO0 OTHOIIEHHS,
BHE CO-OBITHSI C cCaMOpa3BOpavyMBaloUledcs uaeed U 6JIU3KUMU-U3-6bITHUSA
JApyroil He MOXeT ObITb YCJbIIIAH — U OyJeT BOCOPUHAT MHOM JIU6O Kak
MO€ mpoJo/sKeHHe (B pe3ysibTaTe 4Yero JAWaJor CHOBA CBEepHETCS B
MOHOJIOTHKY) JIM60 KaK abCOJIIOTHO HENMOCTHXKMMoe HWHoe (U Oyzaer
«ZOMBIC/IEH» CHOBA B paMKaxX MOHOJIOTHMKH, UCXOJsS U3 HPEANOCHIIOK He
ZApyroro, GyHZaMeHTaJbHO OTJUYHOT'O U 3HAYMMOTO JJIs1 MEHSI CO3HAHMS,
HO B paMKax BCe IpEANOChUIOK OJHOTO Moero cosHaHus). «Tonbko B
UCKYCCTBE 51 BUXKY U CJbILIY, U IOHMMAI0 JPYroro yejoBeKa He 8 CAUSHUU
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CO MHOMH, C KaKUMHU-TO MOUMHU JieJlaMHd U AYLIEeBHbIMU JBUXEHUSIMH, U
YMCTBEHHBIMH 3aTesIMH, — HO BOCIPUHHUMAK €ro MOJIHOCTBI OT/IEJBHO,
[[eJIOCTHO, CAMOCTOSITEJIbHO CYIIEeCTBYIOLUM M UMEHHO IO3TOMY, UMEHHO
B 3TOH, BHepBble (B MCKYCCTBE) MHOW OTKPBITOH, €ro LieJIOCTHOCTH H
«BHEHAXO0JUMOCTU», OH, 3TOT JAPYrodl 4Yes0BeK, — JIeHCTBUTEJbHO MHE
HENOHSITEeH, CTPAaHEH, HACylleH, HEOOXOJUM, — BIIEPBBIE CIIOCOGEH CO
MHOM 001IaThCS, HO He «eUThCI»».[1, 13-14]

Juanoruvyeckass o¢unocoouss MM. BaxThHa ¥ UMardHaTHUBHas
¢unocodpusa f.3. TosocoBkepa mNpPoBOAAT UeJOBEKA MO CBOeOpasHOH
COYpasu: OT MUKpOJUasora Kak BHyTpPEHHEro Auajora U MOHOJIOTUKU —
K KyJbType U e€ NposIBJEHHUSIM Kak BCTpede C JPyrdM B 0061ueM
NPUKOCHOBEHUHU K KyJIbTypHMaruHaIMH, BOIUIOIIEHHOW B KOHKPETHBIX
NpOU3BEeJleHUAX - U CHOBa K cebe - K 3TUYECKOHW COCTaBJSAIOLIEH, K
06513aTeIbHOCTH COOTBETCTBOBATb 006pasy, ObITb JOCTOMHBIM CBOMX
«OIN3KUX-U3-6bITUSI». TakuM o06pa3oM, 06a aBTOPCKUX HCIOJTHEHUSA
NapTUTYpPbl «'yMaHUTAapHOro MblieHus XX Beka» - M.M. baxTtuHa u f1.2.
['osiocoBKepa - BOCCO3/JJAI0T «CMbBICJ Y€JOBEYECKOTO OBITHS (1 BOCCO3/A0
CMBICJI MOe20 GbITHS, — 3TH JiBa Npoliecca Hepas/eluMbl), B TOH Mepe, B
KaKOM COBMeLAlTCsl, BOCCOEAUHSIIOTCA 06a noskca duano2a: «MUKpPO-
JWaJoT» B MOEM CO3HAaHWUU U — «MaKpOAHaJIOr», «AUaJor B BoJibiiom
BpeMEHHU», AHAJOT KYyJbTyp. BHe Takoro coBMeLleHHS] T'yMaHHTapHoOe
MbllLJIeHHe (M — TpocTo ObITHE YesJOBeKa KaK 4eJioBeKa)
HeroJyiHOIleHHO».[1, 106-108] Ha oxHoM moJiroce — pacuienyieHHoe § ¢ ero
YyJOBUILEM HEOOXOJWMOW W/IJIIO3UM pa3dyMa M CTPEMJIEHHEM K
MOHOJIOTUYHOCTH, Ha JpYyroM - OJM3KHe-u3-6bITHUd. OAHako, 06a 3TU
NoJca TNOAAEPKMBAIOTCA W CO3JAIOTCA  TOJBKO MpPHU  YCJIOBUHU
HEOZIMHOKOT0 CYLIeCTBOBAHMUS, NPU YCJOBUHM CTOJIKHOBEHHUS C JPYTHMH-
W3-CYyLIeCTBOBAaHUS U MOPOXKJEHHBIMU MM CMbICJI006pa3aMu, KoTopele £l
BONIPHHHMAET ONIOCPEOBAHHO — Yepe3 KyJIbTYpY.

«Hama cBsI3b ¢ MUPOM MO3BOJISIET HAM BBIPBATBHCSA U3 MHPA,» - CKAXKET
dMmMMaH03b JleBuHac [11, 31]. Ho, fo6aBut fAkoB 'osiocoBKep, ofHOrO
3TOro BbIXOJA 3a Npefesibl MUpa MaJo. JleJlo He TOJBKO B TOM, YTO MBI
MOXXEM «»BBIPBAaThCA W3 MHpa», HO U B TOM, YTO Mbl OJJHOBPEMEHHO
CIOCOGHBI HE YTpPaTUThb CBOK CBS3b C HUM. Hama cnoco6HOCTb
BBIPBAThCS U3 MHPA €CTh OJHOBPEMEHHO CIIOCOOHOCTDb «OpeaJbHUBAHHUS»
(B cmbicne Realisierung) [12, 34-40], npujaHusi craTyca peaJbHOCTH
BOINPEKU OTCYTCTBUIO PaALlMOHAJbHBIX OCHOBAaHUH JJis 3TOTO, KOTOpas
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napaZioKcaJbHbIM 06pa3oM I03BOJIIeT HaM YKOPEHUTbCS B MHpE H
ONpaBJaThb COGCTBEHHOe CyllecTBOBaHHE. «CaMOCTHOCTb COOCTBEHHO
3K3UCTUPYWOLIEH CaMOCTH OJHAKO OTJAeJieHa TOrAa MpoNnacTbid OT
UJEHTUYHOCTH IPOJEeP’KUBAIOILEr0oCcsl B MHOTOCJ0XHOCTH INepeXMBaHUH
f»,[13, 130] nocko/ibKy OHa OGHapyXHBaeT cebs He B OJHUHOYECTBE
OTZeJIbHOW U HE3aBUCUMOM OT MHUpPA MOHAJbl, HO B CO-GBITHUH C APYTHUMHY,
KOTOpble OKa3bIBAlOTCA CTOJb e (yHAaMeHTaJbHO-OHTOJOTUYHBI,
CTOJIb 3K€ 3HAYMMBI JIJI1 MEHS, 4YTO U 5 CaM.
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in the world, without which this world would not exist”, [2, 15] the
humanitarian thought of the twentieth century is trying to return a person
back - from the sphere “ co-existence" - into a world from which he was
almost withdrawn by this turn, into a world where not only
representation and not only being as existence is possible, but co-
existence, which a person always expects and which constitutes the event
of his life.

Even recognizing the possibility that for us "there is no other world
than the human world, the world of human subjectivity” [3, 343], in the
twentieth century, humanitarian thought clearly insists that this does not
mean virtualization and derealization of the world as such. , does not
mean that the cognizing subject should be left alone with his
consciousness and its representations. This does not mean, strictly
speaking, that subjectivity should be associated with the subject as the
sole and generative force of consciousness. On the contrary, the
humanitarian thought of the 20th century shows that subjectivity is
located not at all in the subject, but between the subjects. Thus, there is a
radical departure from the Cartesian model of the ego cogito - to the
model of "subjectivity outside the subject". The choice of an adverb in this
formula is just as important as the derivation and breeding of the basic
concepts: not “without”, but precisely “outside”, since without a subject,
subjectivity, formed in the “space between”, does not arise - and a
complete rejection of the concept the subject is just as unjust as the
understanding of it as the only source, carrier and focus of subjectivity.
“The exposition of consciousness turns out to be precisely co-existence:
my being and another being, which I take just as seriously, just as
fundamentally and ontologically”.[4] And this - "fundamentally and
ontologically"” significant for me another being in its separateness from me
and at the same time close to me - becomes the cornerstone in reasoning
about man and consciousness in the humanitarian thought of the
twentieth century, which provokes the concept of dialogue that repeatedly
appears in it. be perceived as a central concept, since it is precisely in this
way, dialogically, “just as seriously” and on an equal footing with me that
the other understood in his co-existence with me “turns out to be a
precondition, the most important characteristic of consciousness”.[4]

It cannot be said that the discovery of subjectivity as a space
“between” subjects and coexistence as an exposition of consciousness
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belongs precisely to M.M. Bakhtin: such an intention to understand a
person existed before him. For example, in the Russian philosophical
tradition it was expressed quite clearly - at least in the works of F.M.
Dostoevsky, whose novels' dialogism and polyphony remain decisive and
closest to M.M. Bakhtin from the entire palette of dialogical teachings. The
philosophers, to whom M.M. Bakhtin practically does not refer or does not
refer at all, but in whose works one can see the origins of the philosophy
of dialogue peculiar to him, one can also include a rather significant
number of Russian philosophers - such as A.S. Khomyakov, L.V. Kireevsky,

S.L. Frank, N.S. Trubetskoy, L.P. Karsavin. Thus, the tradition of dialogic
philosophy, taking the concept of subjectivity beyond the subjective,
understanding the event as an exposition of consciousness and other
foundations of Bakhtin’s own dialogical philosophy were prepared in a
certain way by Russian philosophical thought, but made this intention
explicit and basic in thinking about a person and “human understanding”
namely M.M. Bakhtin.

Highly appreciating the genius of Bakhtin V.S. Bibler compared the
humanistic thinking of the 20th century with a score - a score that is
unwritten, unspoken, not even existing (unlike its musical counterpart)
outside the author's performances, on its own (outside of Bakhtin's texts,
or Picasso's paintings, or - outside of Mandelstam's poetry) [1, 25-27] - but
for the first time masterfully performed by M.M. Bakhtin. The
performance of this score, which belongs to Bakhtin, made it manifest
itself, thereby stirring up the entire humanitarian thought and making the
theme of dialogue and the obligation of its aesthetic embodiment the
central theme of this thought. The same V.S. Bibler will notice that this
score itself - the score of humanitarian thinking and human understanding
as such - exists in polyphonic form - as a "dialogue of all these
incarnations” [1, 110]. Among all possible incarnations in In the lyphony
of the performance of the score of humanitarian thinking of the 20th
century, two voices stand out in their consonance, leading a dialogue
about the dialogic nature of the human mind based on the reasoning of
F.M. Dostoevsky and his literary characters. These are the voices of M.M.
Bakhtin and Ya.E. Golosovker. Perhaps, due to the reliance on the same
literary material, as well as due to the similarity of the internal
philosophical intention of their own concepts, the reasoning of these two
philosophers is largely consonant and their concepts can indeed be
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considered as two author's performances of the same score.

One of the most important themes in this score is the theme of the
relationship between the dialogic nature inherent in human
consciousness and its own desire for monologue, which centers both
author's performances. M.M. Bakhtin develops this topic in relation to the
concept of “microdialogue”, or “internal dialogue”, of the hero with
himself,[5, 438] which permeates "every atom, every unit of consciousness
and speech of an individual (in the horizon of personality)".[1, 106] He
insists that the micro-dialogue defines "the whole life of human
consciousness - in the light of the dispute over the "last questions of
being".[1, 106] The human consciousness, as if agreeing with M.M.
Bakhtin, Ya.E. Golosovker will say, referring to “Self”. Kant, is arranged in
such a way that “the monster of the “necessary illusion of reason”
inevitably dominates in it” [6, 275], “a natural and inevitable dialectic
“eliminate again and again". [6, 277] Here is the justification for the
inevitability and inescapability of dialogism inherent in the human mind
by its very essence, and the reason for its constant desire to overcome this
dialogism, to complete, round off thought, to translate the endless
dialogue into the harmony of a monologue that maintains a single line of
argumentation and, as it were, allows one to decide in the main questions
that torment the human mind and lead it to the famous Kantian
antinomies.

However, both in the philosophy of M.M. Bakhtin and in the philosophy
of Ya.E. Golosovker independently within the framework of logical
thinking, in this attitude, dialectics always loses to dialogue, since in it the
striving for integrity, for gathering oneself out of an internal split, for
maintaining some unity prevails over the very existence of two voices. The
tragedy of reason, shown by Ya.E. Golosovker in the work “Dostoevsky
and Kant”, lies precisely in the fact that he is trying to choose one thing -
one side, one position, one answer, one vote - making the second an
auxiliary, temporary, means for clarifying the only correct way. That is,
dialectics turns out to be the very manifestation of not so much dialogism
as monologue - in its painfully split version. The proper dialogical position
does not allow one of the two or even of the multitude to be privileged.
Here, fragmentation is seen not as a split, but as an overlay that allows
resonance and exists at all levels of human manifestation - from the most
general intercultural dialogue to an internal micro-dialogue.
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Despite the importance of the prefix, microdialogue is perhaps one of
the most important components for understanding the interpretation of
the human mind in the humanitarian thought of the twentieth century,
and in particular in the concepts of man by M.M. Bakhtin and Ya.E.
Golosovker. This is by no means a small and episodic part of the life of the
mind - but something that accompanies a person constantly, regardless of
whether he is alone, in communication with others, or in turning to God.
Microdialogue "goes inside, into every word.., making it two-voiced" [7,
72] - and even when words as such are not pronounced - "into every
gesture, into every mimic movement of the face" [ibid.]. And even when
both interlocutors are silent, the micro-dialogue does not stop, creating a
situation that V.S. Bibler calls the situation “on the assumption of speech”
or “on the eve of speech”: in it the dialogue is “especially tense” [1, 107], it
is in it that it comes true to the greatest extent and with the greatest
degree of intensity.

Microdialogue lives even when a real external interlocutor does not
exist - then “the second interlocutor is present invisibly, his words are not
there, but the deep trace of these words determines all the available
words of the first interlocutor. We feel that this is a conversation, although
one is speaking, and the conversation is the most intense, because every
available word with all its fibers responds and reacts to an invisible
interlocutor, points outside of itself, beyond its own limits, to the
inexpressible someone else's word".[5, 337] Such constancy of the
presence of micro-dialogue, regardless of the actual presence of the
interlocutor as a real other, may suggest that a bifurcation awn as a
fundamental characteristic of human consciousness, which determines its
internal dialogicity, does not at all require the actual presence of the other,
does not imply the obligatory event and meeting - that the other will be
present with consciousness before and beyond such a meeting, similar to
how the imaginary and the absolute the Other does in philosophy G.
Deleuze.[8] However, such kind of conclusion contradicts the main
provisions of M.M. Bakhtin's philosophy.

Exposed in imagination, the absolute other of G. Deleuze (or M.
Tournier, in the analysis framework of one of whose works G. Deleuze
forms his concept) illustrates the split of a fundamentally lonely
consciousness, a consciousness closed on itself, for which an event is not
only not its exposition, but it turns out to be impossible in principle. The
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absence of the other as actually given and equal to my consciousness for
the philosophy of "The Pacific Ocean Limbo" is the initial and necessary
point of discovering the original independence of a person from any
external, the discovery of a structure of consciousness in which the other
is necessary only as a constitutive structure of a lonely consciousness - but
not as another consciousness. M.M. Bakhtin proceeds from the opposite
premise. Although in his interpretation the consciousness of a person also
turns out to be split, although the other is present in him even when he is
actually absent - and the microdialogue with him seems to last regardless
of the fact of the direct presence of the interlocutor and his real answers -
the other never appears here as absolute, nor as imaginary. Speaking
about the main artistic discoveries of F.M. Dostoevsky in the materials for
the revision of his book about him, M.M. Bakhtin writes that one of his
main discoveries is “a completely new structure of the image of a person -
a full-blooded and full-fledged alien consciousness, not inserted into
the final frame of reality, unfinished by anything (even death)... This alien
consciousness is not inserted into the frame of the author's consciousness,
it is revealed from within, as standing outside and next to it, with which
the author enters into a dialogic relationship. The author, like Prometheus,
creates (more precisely, recreates) living beings independently of himself,
with whom he finds himself on an equal footing” [9, 308]. In the quote
above, the emphasis in italics, made by the author himself, is
supplemented by a second emphasis - in bold type - to strengthen the
most important position for the philosophy of the dialogue: the
impossibility of understanding consciousness and man as a whole from
the position of a lonely consciousness. Another consciousness here is not
a creation of my imagination, not a construction or constitutive of my
consciousness, but literally - the consciousness of another, existing not
only outside and next to me, but also, what is no less important, on an
equal footing with me, with my consciousness, so but full-blooded and
full-sounding, significant for me fundamentally and ontologically.

A little further in the same work, M.M. Bakhtin writes: “Not an analysis
of consciousness in the form of one and only self, but an analysis of
precisely the interaction of many consciousnesses, not many people in the
light of one consciousness, namely, many equal and full-fledged
consciousnesses. Non-self-sufficiency, the impossibility of the
existence of one consciousness” [9, 311] - these are the grounds that, in
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his opinion, in the artistic vision of a person by F.M. Dostoevsky are
revolutionary and which he puts in the basis of his own dialogic
philosophy.

And at the same time - micro-dialogue, unlike macro-dialogue, has a
clear tendency to collapse - and the impossibility of such a "folding”, the
impossibility of completing the micro-dialogue as a kind of reconciliation
of a person with himself, bringing himself to " common denominator" -
painful for a person. M.M. Bakhtin cites Raskolnikov’s internal dialogue as
a “splendid example of microdialogue”: “all the words in it are two-voiced,
in each of them there is a dispute of voices ... The dialogue has penetrated
into each word, causing a struggle and interruptions of voices in it. » [7, p.
128]. And at the same time, on the example of the consciousness of the
same Raskolnikov, it is most clearly seen that the consciousness of a
person is a split consciousness. His internal dialogue is infinitely far from
Plato's maieutics, from dialogue as a methodological device for searching
for the truth. It is built not on the search for truth, but on the impossibility
of finding it. On the fundamental self-non-coincidence of a person, self-
non-coincidence of consciousness, the architectonics of which
simultaneously contains “an irreconcilable contradiction between two
truths” [6, 259] and the need for a single and integral “knowledge of the
meaning of truth,” [10, 184] which requires overcoming the contradiction.
Raskolnikov’s situation is given by M.M. Bakhtin as an example - but the
example is not unique, but indicative, since “what is exclusively in fiction
is a brilliant artistic discovery (... Raskolnikov’s internal dialogue), then in
inner speech it is necessary and by its very nature." [1, p.107].

This example is important in yet another respect. Like the dialogues
(both internal and real) of other heroes of F.M. DostoevsKy, it reflects not
only the obligatory nature of the “second” (at least) voice, but also the
torment of the initial split of consciousness, its polyphony and the
persistent desire to get rid of it. Dialogicality, therefore, necessarily
coexists in the philosophy of M.M. Bakhtin with the idea of one's own
overcoming, the constant presence of others - with the requirement of
integrity and consistency in reasoning, the only, solid foundation for each
character's own .

Exploring the philosophical thought of M.M. Bakhtin, V.S. Bibler will
notice: “There is a strange dichotomy that permeates all Bakhtin’s
reasoning through and through: between the idea of dialogue and the idea
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of logic”.[4] Presented as an internal dialogue, the micro-dialogue of the
characters, deprived of access to the level of macro-dialogue, to the level
of culture, strives for monologue and at the same time cannot fully
embody it. This reflects both the internal dialogism of logic, its
fundamental antinomy, which was pointed out by Ya.E. .Bakhtin, touching
upon the aspect of micro-dialogue. Reading these excerpts from Poetics...
by V.S. Bibler, such a movement surprises: he wonders where does the
inescapable monologue come from in a polyphonic novel and in a dialogic
concept of thinking and culture? How to explain the fact that "the most
sophisticated - by design - dialogical thinking, understood as a reflexive
ramification of one, lonely, universal, only epistemologically oriented
consciousness (see Hegel's Phenomenology of Spirit) easily degenerates
into a dialogically painted movement of monological thought"?[4] Where
does M.M. Bakhtin come from in philosophy - not as a transient element,
but as the basis of all thinking about dialogics - this “lonely consciousness,
easily destroying the entire dialogism of our logic”?[4]

Perhaps its origins should be sought in the "second discovery of the
artist", that is, F.M. Dostoevsky, about which M.M. Bakhtin says that it
consists in the fact that, along with the new (the first discovery), and the
recognition of the equality and equivalence of someone else's
consciousness in relation to mine (the third discovery), in the polyphonic
novel by F.M. Dostoevsky.[9, 309] In the second discovery so formulated, it
is as if a path to monologism is outlined, because the image of a self-
developing idea should have been, in accordance with the maxims of
Kant’s thought and the foundations of Hegel’s philosophy, integral and
internally consistent - which implies a departure from dialogism towards
the dialectic of monologism. V.S. Bibler, who notices the contradiction
between dialogism and monologue in the philosophy of M.M. Bakhtin on
logical thinking, because the reasoning about the fundamental monologue
of logic, characteristic of Bakhtin, “according to some initial intuitive ideas
about logic .. seems indisputable (if everyone has their own logic, then
what kind of logic is it; if logic is not monological, not unique, then we with
my opponent we will simply never understand each other, we can’t really
talk to each other). Our intuitive conceptions really require logic only as
"monologues".[4] Departure into a monological or pseudo-dialogical
consciousness in the case of relying only on logic, both in the opinion of
M.M. Bakhtin and in the opinion of Ya.E. GolosovKer, is inevitable. This is
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precisely the tragedy of the heroes of F.M. Dostoevsky - in their constant
attempts to think, justify, deduce logically the necessity of this or that act,
this or that basis for their feelings and actions. For M. M. Bakhtin and Ya. E.
Golosovker, the insufficiency and even ruinousness of reliance on logical
content for human consciousness is obvious.

Noteworthy in this respect is the distinction introduced by MM
Bakhtin between consciousness and thinking. In consciousness, he
believes, in principle there must be something else besides thinking. And
this something is set and revealed not in the sphere of micro-dialogue and
not in logical constructions, but in the sphere of macro-dialogue, in the
sphere of general cultural and even cross-cultural - and is reflected not in
logic, but in aesthetics. It is no coincidence that in the micro-dialogue,
“when Bakhtin enters thinking in the proper sense of the word, the
dialogue ends, as it were; in logic, in thought—according to Bakhtin—
there is only monologue, there is no longer any dialogue.” [4] The heroes
of Dostoevsky in the reading of Bakhtin and Golosovker are unhappy and
immersed in an insoluble antinomy precisely because in their micro-
dialogues they try to stay within the boundaries of thinking, rely on the
Kantian ideal of theoretical reason - and thereby close themselves within
the limits of one thinking, to which the categories of "mine" or "other" is
fundamentally unacceptable enims, since it operates with abstract objects,
“separated from the soil” [10, 192], and therefore their dialogue retains
only the form of dialogue, but in fact degenerates into monologue. It is this
movement towards monologue as a hopeless and endless attempt to
overcome the split of a lonely consciousness (and the theoretical
consciousness is always lonely because of its abstraction) that Ya.E.
Golosovker demonstrates with all clarity in his Dostoevsky and Kant.[6]
That is why, having shown the inevitability of the tendency for thinking to
go into monologue in the section devoted to the microdialogue, M.M.
Bakhtin, in the future, as V.S. Bibler rightly notes, “works in the context of
consciousness, leaving thinking aside. Related to this is Bakhtin's rejection
of the "concept" as a possible cell of humanitarian thinking, and his
identification of logic with Hegel's monologism. For consciousness, the
concept is superfluous. However, in this "limitation" lies Bakhtin's deepest
insight"[1, 103]. The idea of consciousness fundamentally differs from the
idea of thinking in that it does not come down to the logical - but requires
an exit into the sphere of "outsideness" in relation to itself and, at the
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same time, the discovery of one's own integrity, not through a sequential
transition from one statement to another, as in logic - but in one
movement, spasmodically, despite the incompatibility and inconsistency
of different statements, revealing their unity in me and for me. Logic is
fundamentally incapable of such an abrupt “detection”. And therefore, “no
matter how strong the logic of thought, but under its logical certainty one
must always peep with the eye of a psychologist who, with the finest living
touch, checks the dangerous clarity of logical forms that so seduces the
mind”.[10, 183]

“Spying with the eye of a psychologist” seems at first glance to be a
completely justified technique within the framework of dialogic
philosophy. However, M.M. Bakhtin’s idea of the concept of outsideness,
which he puts at the basis of his concept of dialogue and connects with the
concept of an idea that is “interindividual and intersubijective”, [1, 147]
clearly contradicts the possible psychological understanding of
consciousness. The psychological interpretation of the idea does not allow
for the position according to which “in its original definition, in its present
existence (in the sphere of everyday consciousness), the idea lives on the
verge, on the line (which has no width ...) of two consciousnesses - I and
You - the idea there is a form of dialogic conjugation and questioning for
each other of these “two” (at least) consciousnesses in the life of one, my
consciousness. Since the "two" consciousnesses - in the idea - are outside
in relation to each other, they have the meaning of co-existence, to the
extent that already at this stage the idea is out-of-psychological, over-
psychological".[1, 97] Thus, the self-developing idea refers us not only to
the idea of a consistent consideration of some integral image, the
development of which is tempted to follow logically, structure and
substantiate, but also to the sphere of the supra-individual - not mine and
not yours, but fundamentally outside - in the mind.

In Ya.E. Golosovker’s works there is also a form of supra-individual
and intersubjective education, similar to the idea of M.M. Bakhtin, which is
an indispensable element of consciousness, allowing individual
consciousnesses, despite their otherness, to understand each other and
conduct a dialogue. This form is reflected in the concept of “close-from-
being”, which are in the philosophy of Ya.E. Golosovker not actually
existing others and not some “people in general”, obtained by highlighting
the essential characteristics of a person and reflection in the minds of
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people and embodied in culture in the form of universally significant
samples. Thus, for human consciousness, there are two kinds of significant
others, two kinds of “close ones”: “there are -close-from-being -
imaginative images and ideas with their semantic images created by the
mind of the imagination, and there are close-from-existence - living beings
of our everyday life.” [10, 206] Those close-from-being are, first of all,
“heroes of literary works - heroes of novels, poems, dramas...” [10, 206]
These especially close ones from being are "more real for them than close
ones from existence.” [10, 206] However, Y.E. Golosovker's “close-from-
being”, as well as M.M. Bakhtin's “ideas”, are not the product of someone's
isolated consciousness. Being imaginatively real and at the same time
transsubjective, they are not a product of my consciousness, but its
response to the consciousness of another, really existing one.

Both authors especially emphasize this point, Ya.E. Golosovker -
justifying the concepts of the reality of the imaginative and the origins and
conditions for the possibility of its existence, M.M. Bakhtin's “man in man”,
with its free incompleteness and unresolved...” [5, 143] there are formers
to find and renew one's own verbal expression, to generate new ideas only
by entering into essential dialogic relations with other foreign ideas.
Human thought becomes a true thought, that is, an idea only under
conditions of living contact with someone else's thought, embodied in
someone else's voice, that is, in someone else's consciousness expressed
in the word. At the point of this contact of voices-consciousnesses, an idea
is born and lives. An idea is not a subjective individual psychological
formation with a "permanent residence" in a person's head; no, an idea is
interindividual and intersubjective, the sphere of its being is not an
individual consciousness, but a dialogical communication between
consciousnesses. or several consciousnesses.” [5, 146-147]

The roll call found in the thought of two Russian philosophers - M.M.
Bakhtin and Ya.E. Golosovker - is amazing. It seems that in the
fundamentals concerning the essence of human consciousness as a
dialogical one, requiring an exit into the sphere of aesthetic and cultural
and inevitably leaving in a monologue in case of relying only on reason,
their statements coincide almost verbatim. However, there are also
significant differences. So, in relation to the topic raised, it is surprising
that M.M. Bakhtin admires the reflection of dialogic thinking in the novels
of F.M. Dostoevsky, and Ya.E. Golosovker has a feeling of tragedy, almost
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hopelessness. Why? Is it because Golosovker deliberately views
Dostoevsky only through the prism of Kant, i.e. logic, as if aiming to clearly
demonstrate to readers that logic must necessarily be supplemented by
aesthetics, and what happens when it is deprived of this support? And
again, M.M. Bakhtin and Ya.E. Golosovker agree, postulating that it is not
logic, not psychology - but aesthetics is for both authors the key to
understanding a person. In some works, the impossibility of
comprehending human consciousness only logically or only
psychologically is given in the form of evidence from the contrary, while in
other works, Ya.E. Golosovker most prominently and tangibly, imaginative
philosophy reveals itself in aesthetics, especially in the so-called
imaginative realism of art and literature. Since the dialectical logic of
imagination realizes itself in artistic creativity, dialectical logic is naturally
embodied in the laws, the so-called enigmas of aesthetics” [10, 195] -
although leaving it logically irresistible. For M.M. Bakhtin, the necessity of
aesthetic experience for dialogical consciousness is also undoubted, since
it is precisely the aesthetic reaction that makes it possible to overcome the
insurmountable contradictions of the logical as a specific reaction,
“collecting all cognitive-ethical definitions and evaluations and completing
them into a single and unique concrete-perceptual, but also semantic
whole”[9, 8], in connection with which the tragedy of “split consciousness”
is removed in an aesthetic sense, overcoming the split not by logical
means, but by the original integrity of the aesthetic attitude.

However, within the framework of an isolated consciousness, an
aesthetic relationship cannot fundamentally take place. And this is one of
the reasons for the tragedy of Dostoevsky's heroes. The desire for
monologism does not allow them to go beyond their own (internal)
dialogue, to supplement the micro-dialogue with a real dialogue - with a
real other, macro-dialogue. But the actual presence of a real other,
meeting with him as a basis for dialogue is also not enough. Outside the
sphere of culture, outside the aesthetic relationship, outside co-existence
with a self-unfolding idea and close-from-being, the other cannot be heard
- and will be perceived by me either as my continuation (as a result of
which the dialogue will again turn into a monologue) or as an absolutely
incomprehensible other (and it will be “thought-out” again within the
framework of the monologue, proceeding from the premises not of
another, fundamentally different and significant consciousness for me, but
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within the framework of all the premises of my one consciousness). “Only
in art do I see and hear, and understand another person not in merging
with me, with some of my deeds and spiritual movements, and mental
undertakings, but I perceive him completely separately, holistically,
independently existing and precisely for this reason, precisely in this, for
the first time (in art) discovered by me, its integrity and "outsideness", he,
this other person - really incomprehensible to me, strange, urgent,
necessary - for the first time is able to communicate with me, but not
"share"".[1, 13-14]

The dialogical philosophy of M.M. Bakhtin and the imaginative
philosophy of Ya.E. Golosovker lead a person along a kind of spiral: from
microdialogue as an internal dialogue and monologue to culture and its
manifestations as a meeting with another in a general touch to cultural
imagination embodied in specific works - and again to yourself - to the
ethical component, to the obligation to conform to the image, to be worthy
of their “relatives-from-existence”. Thus, both author's performances of
the score of "humanitarian thinking of the twentieth century” - M.M.
Bakhtin and Ya.E. Golosovker - recreate "the meaning of human existence
(I recreate the meaning of my existence - these two processes are
inseparable), to the extent that which combines, reunites both poles of the
dialogue: “microdialogue” in my mind and “macrodialogue”, “dialogue in
the Big Time”, dialogue of cultures. Outside of such a combination,
humanitarian thinking (and - just being a person as a person) is defective."
[1, 106-108]. On one pole there is a split I with its monster of the
necessary illusion of the mind and the desire for monologue, on the other -
close-out-of-being. However, both of these poles are supported and
created only under the condition of a non-lonely existence, under the
condition of a collision with others-from-existence and the semantic
images generated by it, which the Self perceives indirectly - through
culture.

“Our connection with the world allows us to break out of the world,”
says Emmanuel Levinas. [11, 31]. But Jakob Golosovker will add that this
way out of the world alone is not enough. The point is not only that we can
“break out of the world”, but also that we are simultaneously able not to
lose our connection with it. Our ability to break out of the world is at the
same time the ability to “realize” (in the sense of Realisierung) [12, 34-40],
to give the status of reality despite the absence of rational grounds for



91

this, which paradoxically allows us to take root in the world and justify
our own existence. “The selfhood of the existing selthood, however, is then
separated by an abyss from the identity of the self sustained in the
complexity of experiences,” [13, 130], since it reveals itself not in the
loneliness of a monad separate and independent of the world, but in
coexistence with others who turn out to be just as fundamentally
ontological, just as significant for me as I myself.
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Anekcandpa Puxmep, Ekamepuna TpywkuHa'©

M.M. BAXTHH: B IOUCKAX UTPOBOM KOHLEMLIUU

A6cmpakm

WHTepec u3yYeHHUs ICTETUUYECKOTO «UTPOBOTO Hayaja», KOTOPOMYy BO MHOIOM
crocoGerBoBan M. Xéitaunra coeit pa6oroit «Homo Ludens» (1938 r.), mopou/1 0GIIHPHYIO
MeX/AUCIHUIVIMHAPHBIX ~HCCJAeJ0BaHMM B  00JIaCTH  KyJbTypbl.  CerofHs K 4HCIYy
MPOCJABJIEHHBIX TEOPETHUKOB B O06JACTH HAy4YHbIX HCCJAEJOBAaHUH HUrpBl B KYJbType
otHocAT O. ®uHka, 3. BepHa, I'. Tecce, C. Jlema, Hapsily ¢ HUMH ynomuHaloTca K.
KactaTanesa, 3. ®peiis 1 M.M. BaxTuH. B ogHOM cilyyae Mbl MMeeM [ieJlo ¢ KOHKPETHBIMU
paboTaMy, NMOCBSAIEHHBIMU UIpe, B APYroM - peuyb HJieT 06 aBTOpaX, JIMIIb KacCaBIIHUXCS
WrPOBBIX aCIEKTOB, HO CHeNUaJbHO 06 Wrpe He MUcAaBIIMX. Tak, HampuMep, 4acTo B
KOHTEKCTe paCCMOTPEHMS UIP U UTPOBBIX KOHIENIMN B ClelMaJU3UPOBAHHOM JIMTepaType
MOXXHO BCTPETHUTb BbIpakeHUe «UrpoBasi KoHUenuus M.M. BaxTuHa». B cTaTbe MoApoGHBIM
06pa3oM MpOaHAJM3UPOBAHbl 3HaKOBble TpyAbl M.M. BaxTuHa M JBYXTOMHHUK «MHxXaun1
BaxTuH: pro et contra», B paMKax KOTOpbIX pacCMaTpUBaeTCs WUrpoBasi KoHuenuus M.M.
Baxtuna. Ha mnpumepe paGoTbl «ABTOp U Tepod B ICTETHYECKOH JesTeNbHOCTH»,
MOC/TYXKHBLIEH OCHOBaHMeM JJid npuyucieHus MM. BaxTMHa K TeopeTHMKaM HIpBI,
M0Ka3aHO KakKoe MeCTO Mrpa 3aHUMaeT B KOHIENIMM aBTOpPa B KOHTEKCTE W3y4YeHHUs
XyJO0XKECTBEHHBIX U 3CTeTUYeCKMX (GeHOMeHOB. I[IpoBeJleHHOe HCCIeJOBAHUE COJEPKUT
MpUEeMbl TeMAaTHYeCKOI'0 KOHTEHT-aHa/IN3a U MI03BOJISIET PACCMOTPETD MOHSATHS «IHaJIoTray,

«KapHaBaJla» U «XPOHOTONAa», YCTAaHOBUTb WX IMPUMEHHMOCTb K HWIPOBOH TEOpHUH,
pa3rpaHUYUTh, I'ie 06 UrpOBOM KOHIENIMHM HAaNKMCcaHO BaXTHUHBIM, a TZe CO3JJaHO M3BHE U

10 Puxmep, A. — marucrtpaHT UHcTHTyTa ncuxosoruu umenu JI.C. Beirorckoro, Poccuiickuil rocyiapcTBeHHbIN
IyMaHUTApHBIA YHUBEPCUTET, 3-noyTa: sasharichtermusic@gmail.com Tpywkuna, E. - x.p.H, 3aBejywouas
Hay4yHbIM KaGHHeTOM-6MOG/IMOTEeKOH akajeMuka Bsa. Bc. MBaHOBa ¢aky/abTeT KyJbTypoJsiorHH, Poccuiickuit
rocy/jlapCTBeHHbIH YHUBEPCUTET, 3-nouma: e.trushkina@gmail.com TemaTnyeckas naxess 1.
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JIMIIb Ha3BAaHO TAKOBBIM. PesyybTaThl HCCI€J0BAaHUSA MOTYT O6BITb IOJE3HBI AJA
CIeLMaMCTOB B 06/1acTH GuI0coPrH, TUTEPATYPOBEAEHHUS, KYJIbTYPOJOTHH U TEOPUH UTP.

Kawuessle ci10ea

WUrpa, urpoBas koHuenuus, baxTuH, auasor, kapHaBaJ, XpPOHOTOII, TEOPUS UTPBI, UIPOBask
TeOopHUsi KYJIbTYPBHI.

BesedeHue

Toykoli oTcyeTa [/ GOPMHUPOBAHHUA WUIPOBOM TEOPHUM KYJbTYpPhI
MOKHO CYMTaThb 3HAMEHUTyYl pa6oTy Hoxana Xeisunru «Homo
Ludens».[1] HammcanHas eme B 1938 rojy, oHa 3ajioKWja OCHOBBI
M3y4YeHUs «UMTPOBOr0 Hadaja» B KyJbType. [IpeaMeToM paccMoOTpeHUs
Xel3MHI'M cTajla «CKJOHHOCTb W CIIOCOOHOCTb YesoBeKa 006JieKaTb B
$bopMBI UTPOBOro MOBeJEHUs] BCe CTOPOHBI CBOEH XHU3HW». [2, 13] dTOT
NO/IX0/J] Ka3a/IC HACTOJIbKO aKTya/lbHbIM, YTO Ha €ro OCHOBe IO3/Hee
BO3HHUKaeT Iesasd chepa MeXJUCHUIIMHAPHBIX UCCAe0BAHUN B 00/1aCTH
¢dusnocodpuu, NCUX0JOrUH, MEJArOTHKH, COLUOJOTMU U KYJIbTYypPOJIOTHH,
paccMaTpUBawLiass UrpoBble MNPAaKTUKH KyJbTYpbl W  COLUAJbHOTO
noBeseHus [3; 4; 5]. K uuciay TeopeTHKOB HUrpbl, IOMUMO XeH3UHTH,
MOXXHO OTHeCTH HeMelkoro ¢uiocoda-peHomenosiora OiireHa PuHKa
[6] (1905-1975), aMepHKaHCKOTr0 ICHUXOJIOTA W IICUXOAHAJUTHKA JpHUKa
Bepna [7] (1910-1970), Hapsifly C HUMHM HepeAKO HA3bIBAIOT HMeHa
nucatesneit I. Tecce, C. Jlema u K. KactaTaHennl. [lepeuHu TeopeTHUKOB
Urpel BkJIOYawT B cebsa umeHa Op. llwnepa, X.-I. Tagamepa u 3.
®peiiga. WUMa baxThHa TakXe O0Ka3ajoCch BKJYEHO B IepeyeHb
TeopeTUKOB Urphl. Tak, Hanpumep, B.M. KykoB [8, 54] yTBepxaaeT, 4TO
OOJIbIION BKJAJ, B pa3BUTHE WIPOBOM KOHIENUUM B MHPOBOH
KyJbTypoJsioruu Ha psaay c 3. bepnom, X.-I'. Fagamepom, K. I'poccom, Pp.
Humje, M. Xebzuuroii, 0. ®uukom, 3. @peiiioM, BHec Taxxe U M.M.
BaxtuH. Te3suc 06 urpoBoi koHuennuu M. baxTuHa noaaep:kuBaeT u A.JL.
XoxsoBa: «/lns M. baxTwHa, - yTBep)KJAaeT OHA, - Urpa - HCTHHHAs
IPUHA/JIEXXHOCTb TOJBKO HAapOAHOM KyJbTypbl. CMBIKasiCh C NPUPOJOH,
OHa TMPOTHBONOJAraeTcs COLUAJbHOMY TMOPSAAKY C €ro CTpPOrou
MepapXUYHOCTbIO». [9]
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OfHaKO CTOUT OTMETHUTb, YTO CTATyC MepeyHCIeHHbIX Bblllle QUIYDP B
paMKaX UTpOBOi TeOpHMH O4eHb pasJMdeH. B ogHOM ciydae (6yab To M.
Xenzunra, 0. ®uHK, J. bepH uau gaxe ropaszio 6ojiee paHHUE ABTOPBI,
kak, HanpuMep, K. I'poc) Mbl uMeeM [leJlo C KOHKPeTHbIMH paboTaMH, B
KOTOpBbIX [JIeCTBUTEJNbHO TaK WJIM HHade IpeJcTaBjeHa KOHIEMIUs
UTPBI, M3JIAaralTcs NMpeACTaBJeHUs 0 POJIM M MeCTe UTPOBOro HayaJja B
TeX WM HHBIX COLMA/JbHBIX NPAKTHKaX, MeJaroruke WU ICUXOJIOTHUH,
aubo Ke Urpa paccMaTpUBaeTCs KaK IOHATHE OIlpeJestoliee
«4gesioBeyeckoe cymectBoBaHue» (0. ®unk, I.-I. Tagamep). B psane
JPYTUX cJydaeB pedb HJeT 00 aBTOpax, CHelyaJbHO 00 HIpe He
NMCaBIIMX, HO YbHU HJIeH OKa3blBAIOTCS Ba)KHBIMH JJI aHaAJM3a UIPOBBIX
OpakTUK B Kyjabrype. Tak Hampumep, 3. ®Ppelja HeKoTopble
ucclefioBaTeNIM OTHOCAT K TeOpeTHKaM WIphl, o6palasch JHLb K
LUTaTaM U3 MNpPeAUCAOBUSA K ero COYMUHEHHSM, TIJle KOMMEHTATOpbl
YTBEPKJAAIOT, 4YTO: «corsacHo ®Ppeiljy, desoBeK BOOOILe HHYEro He
BCIIOMHHAET U3 3a6bITOr0 M BbITECHEHHOTO — OH 3TO NpourpeiaeT» [10,
56]. Tak umsa @Ppeiijla HauMHAET NepeMelaTbCsl M3 OJHOT0 IlepedyHs
aBTOPOB MI'POBOM KOHLENLMH B APYrod, HarHeTas 3HAYHUTEJIbHOCTb KaK
TeMbl, TaK U TEOPUH.

WMsa BaxTuHa Tak ke HepeJKO 3BY4YUT B paboTax HccaefoBaTesed
KOHIENIUM MTP U Hapsady ¢ uMmeHamu M. Xeisuuru, X.-T. T'agamepa oH
YHIOMHHAETCs KaK OJJMH M3 TEOPETHUKOB WMIPhl. B cmernuannsnpoBaHHOU
JIUTepaType BCTpeyaeTCs U BbIpaXKeHHe «UrpoBas KoHuennus M.M.
BaxtuHa» [8; 9; 11; 12]. TakuM obpa3oM, uccaef0oBaTeNbCKUI UHTepeC B
JaHHON cTaTbe QopMHUpPYyeTcsl BOKPYr QeHOMeHa Wrpbl B KOHIENIUU
M.M. BaxTuHa M mpejnoJiaraeT Ioc/jJeJ0BaTeJbHbI 0630p KJIIOYEBBIX
paboT U AeTalbHbIA aHa/IN3 KOHIENTyaIbHbIX pa3paboTOK aBTOpA.

Bomnpoc o ctaTyce U poJii UTPOBOM KOHLENLMH B TBOpUecTBe baxThHa
npejmnoJjiaraeT OTBET Ha PsJ, HCCAe[0BaTeJbCKUX BONPOCOB: HWJET JH
peib 0 H3BECTHOM Habope B3aWMOCBS3aHHBIX TEOPETUYECKUX
MOJIOKEHUH, HalleJIeHHbIX Ha H3ydyeHHe (peHOMeHa WUIPhl B TBOPYECTBE
BaxTrHa? Wiu Wb 0 HEKOTOPBIX MOJIOKEHUSAX U UJESX, B TOW WU UHOU
Mepe 3HAaYUMBbIX [Jisi IOHUMaHUs UTPOBBIX MPAKTHUK, HO Yy CaMOro aBTopa
B TAKOW POJIU HEe BBICTYMAOIUX?
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[oBopsi 006 wurpoBoil koHuenuuu M.M. BaxTuHa, coBpeMeHHbIe
Mcc/eloBaTe/NN UIPbl KpaiiHe pefKo CChLIAIOTCA Ha KOHKPETHbIe TEKCTHI
BaxTrhHa, MO3TOMYy B NOWCKaXx MWrpoOBOM KoHUenuuu baxTuHa MBI
ONUPA/IUCh Ha BeCb M3JAHHBIA KOPIYC ero COYMHEHWH U JIBYXTOMHHUK
«Muxaun bBaxTtun: pro et contra» [13; 14]. B pamkax npoBeAeHHOTO
MCC/IelOBaHUA TaKXKe ObL MCIO0JIb30BaH TeMAaTUUYeCKUM KOHTEHT-aHaJu3,
COYETAIIUN KOJMYeCTBEHHble U KadyeCTBEHHble MeTO/bl HUCCe/0BaHUSA
C WCIOJIb30BaHUEM pecypcoB HWHTepHET M TEKCTOB aBTOPA, AOCTYMHBIX
JJIsI  aHaJM3a B OTKPBITBIX 0a3ax [JgaHHbIX. [lo  pesysabTaTam
UCC/elOBaHMA, HANpPaBJeHHOTO HA  BbIABJAEHHE  MCIOJIb30BaHUA
TEPMHHOB («HUrpa», «Urpbl», «drpoBoe») y baxTuha, nmumb B paboTe
«ABTOp M Trepoll B 3CTETHYECKOH JesTeJbHOCTH» [15] MBI HaxoAuM
HelloCpe/ICTBEHHOe YNOMHHAaHWe U ONHCAaHWe JaHHBbIX TEPMHUHOB. 3/ecCb
urpa paccMaTpuBaeTcsi He camMa mo cebe, a B KOHTEKCTE H3y4eHUs
XyZl0)KECTBEHHBIX W 3CTETUYECKUX (EeHOMEHOB: «WUrpa HHUYEro He
u3obpaxkaeT, a JMIIb BooGpaxaeT» [15, 67], He moJpasyMmeBaeT
NPUCYTCTBHE  3pUTesNeH, [Jasg Heé  HeoO6XoAMMA  BO3MOXHOCTb
nepeMelieHnsl Belled B  MeXAy peajbHbIM INPOCTPAHCTBOM U
BOOOpa)kaeMbIM, MO3BOJIAKOIAS HAXOAUTCA CyO'beKTaM U IpeJMeTaM B
O/IHOM UT'POBOM IIPOCTPAHCTBE.

Hoeu baxmuHa 8 KOHMeKcme u3y4eHus uzpsl

B Hacnepum baxThHa TpaAWIMOHHO BBIJEJNSIOTCS TPU Haubosiee
3HAYUTEJbHbIE UJEU — «JHAJOT», «KapHaBaJ», «XPOHOTOI», KOTOPbIE MbI
NONbITAEMCSl OLIEHUTh B KOHTEKCTe WrpoBOM Teopuu. Hjaesa pauanora
KOHIIeNTya/IbHO pa3BepHyTa B LieJIOM psZie TeKCTOB baxTWHa: B paHHUX
paboTax, TaKUX KaK «ABTOp U Irepoil B 3CTETUYECKOH JesTeTbHOCTU» [15]
u «K ¢unocoduu nocrynka» [16] MOXHO YBUIETb GEHOMEHOJIOTUIO «SI».
B panbHelmeM, B cepeauHe 1920-x roJjoB, OH OTKa3blBaeTCs OT
WHIWBU/YyaJUCTUYECKUX KAaTeropud U HaYMHaeT pa3pabaThiBaTh
Auanoruyeckuit auckypc [17, 320]. B pabote «IIpo6aeMbl NO3TUKU
JocTtoeBckoro» [18] oH paccMaTpuBaeT JUaJOl MEXIY «» U «APYyTUM»,
KaK OCHOBaHHMe m03TUKU JlocToeBckoro, a B pa6orte «TBopyecTBO
®paHcya Pabsie u HapospHasa Ky/abTypa CpesnHeBekoBbsl U PeHeccaHca»
[19] omnuceiBaeT MexaHU3M «oJepKaHUsA» “A” «ObITHEM» U «ObITHEM
apyroro» [19, 120].
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C oZiHOW CTOpPOHBI, UJes Juajnora UMeeT y baxThHa OHTOJIOrMYecKoe
«3By4yaHue», T.e. MpsAMO CBf3aHa C TOHMMaHHeM OBITHUSA; JHUaJNOT
paccMaTpUBaeTCs KaK KaTeropusi ObITHS, a He TOJIbKO NO3HAaHUA WJIH
COLMa/IbHOW KOMMYHUKaUUU. C pyroy CTOPOHBI, AUAJIOT BBICTYNAeT KaK
JINYHOCTHOE 06lleHHe, B KOTOpOe BCTYNAIOT /ABa AeHCTBYOLUX JUIA, 3TO
«A» WU «Apyroi». IlpuMedaTesbHO M TO, YTO 3TO B3aUMOJeNCTBHUE
paccMaTpuUBaeTcs, B IEPBYIO O4YepeJb, C 3CTETUYECKOH U 3THYEeCcKOH
CTOPOH, 4YTO TNpHAAeT OCOOYI 3HAYMMOCTb MHUPY MOBCEJHEBHOIO H
0OBIZIEHHOTO.

B oT/vuyne oT kKapHaBa/M3alMU U JAaXke XPOHOTONA, JUAJIOTH3M B
KOHTEKCTe UIPOBOM TeOpUHU IpeJCTaBJsAeTCA HaMMeHee pa3paboTaHHOMU
KoHUenuueh. Hper /M pedp 0 NPUHLUMIOHWAABHON WM TPYZHOH
IPUMEHUMOCTH K UTpe uJieH Auasora v noanpoHun?

B npouecce urpsl pe6eHOK He TOJBKO IMO3HAET OKPYKAKIIUN ero MUp,
HO U caMmoro cebsa [20, 228-229](u B 3TOM cCMbICJe Hapsjy C
MUPOBO33peHYeCKONH (QYHKIMeN HWrpbl, MOXHO TOBOPUTb O (QYHKLUHU
camopedyiekcuu). Urpas, oH MOXeT COBepIIaTh KaK XOpOIIWeE, TaK U
JypHble TOCTYNKHU, U Yy3HaBaTh, YTO 3TO IJIOXOM IOCTYNOK 4epe3
peakuui0 TOBapHIla, yepe3 TO, KaK 3TO MOXeT OO'bSICHUTb 3HAYUMbIH
B3pocablid [20, 228-229; 15, 46; 15, 67]. [logo6HOe B3auMojeicTBUE
MOXET ObITb MOHATO B KOHTEKCTe OGAXTHHCKOW KaTeropuu nojudoHUH,
XOTs1 OBl yKe MOTOMY, UTO B HEM NIPHUCYTCTBYET MHOIO T0JIOCOB, B TOM
CMBICJIE, KOTOpO€ B MOHATHEe roJsioca BKJazbiBaeT M.M. BaxTuH, oHHU
pa3po3HEHBI 110 CO3HAHUI0 U «HUJE0JIOTUU». Kak KOHTaKT C JAPYTUM urpa
BKJIIOYaeTcsl B M3ydyeHHe U cebGs, U JApyroro, mpejrnoJaraer
B3aMMooOOoOTallleHhe, W MPOJABMKEHHE B TOM, KaKMM 006pa3oM MOXHO
B3aMMO/IEHCTBOBATh C JAPYTMMH, YTOOBI CYyLIeCTBOBAaTb TAPMOHUYHO B
OJTHOM MPOCTPAHCTBE. Takxe, B urpe  pebGeHOK  aKTHUBHO
B3aUMOJIECTBYeT MW C TMpeAMeTaMM, KOTOpble MOXeT HaJeJdaThb
cBoMicTBaMU xkuBoro. [20, 228-229; 15, 46; 15, 67] B aToM mnpolecce oH
Kak Obl aJipecyeT 3TOMY IpeAMeTy PeIJIMKH, 33a/JaéT BONPOCHI, XOTS 3TO
MOC/IaHWE MOXKET ObITh aJ[pecoBaHO TaKXKe cebe, MJIU B3POCJbIM. Bompockl
bOpMUDPYIOTCS Ha OCHOBE VXK€ YCJ/BIIIAHHBIX PasTOBOPOB MEXAY
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B3pOCJBIMY, 3TH YCJBIIIAHHBIE PEIVIMKU TOXe UMeKTCA B BUAY. Takylo
UT'PY MOXKHO Ha3BaTh JUAJOTU3UPOBAaHHON U HHTEPTEKCTYaJlbHOM.11

OaHYMM U3 HauboJiee pa3BepHYThIX MOHATHUHN B paboTe M.M. baxTuHa o
®pancya Pabuie [19] aBisgeTcsa NOHATHE «KapHaBasa». M ata ujes - yxe B
paMKax «b6axTuHoJIoruu» (u3ydeHusi baxtuHa B 1990-e rozpl) nmopojuia
cepbe3Hylo Auckyccuwo [22]. [IpoTHBONOIOXHbBIE B3rJ/IS/bl HA KapHaBaj B
HOBEMIINX POCCMUCKUX M 3amNafHbIX 0aXTHHOBEAYECKHX HCCJEeOBAHUAX
a”HaausupyeT GpuTaHckui ucciaepoBatenab [l. Ulennapa [23]. Bmecte ¢
TeM, HUJies KapHaBaja M KapHaBa/M3allMd J0OBOJIbHO GJIM3KA K TEOPUU
UTPBI U Y2Ke [T03TOMY 3aC/I1yKMBaeT BHUMATE/JIbHOTO PACCMOTPEHMUS.

Kak oTMmewaer BaxTHH, B OCHOBe KapHaBaJIbHbIX OOPSZOB JIEXUT
CMeX0BOe HayaJlo, KOTOpPOe 0CBOOOXJaeT UX OT LlepPKOBHO-PEJUTHO3HOT0
JlorMaTH3Ma, OT MHUCTHUIIM3Ma M 0JIarOTOBEHUS — «OHHM MOJIHOCTBIO
JIMIIEHbl U MarvyecKoro W MOJIMTBEHHOTo xapakTtepa» [19, 11] (oHwu
HHYero He MpOCAT U HU Ha YTO He BbIHYX/JawT). Ho npu aToM, kapHaBa
MOXKET CylLlecTBOBaTb U B ¢GopMe MNapoJUH Ha LEPKOBHBIA KYJIbT.
OcHOBHOE IL|eHTpaJbHOE 3BEHO KapHaBaJbHOW KyJbTYpbl COBCEM HE
SIBJASIETCSI 4YUCTO XYJ0XKEeCTBEHHOW TeaTpasibHO-3pesuliHON (GopMoH,
XOTSl M3-3a HAJMYUs CUJIBHOTO HIPOBOTO 3JIEMEHTA MPHUOJIMKAETCI K
Heii,[19, 11] HO He OTHOCUTCS K 00J1aCTH HUCKycCTBA. «OHO HAaXOJUTCS Ha
rpPaHUL@X UCKYyCCTBA U CaMOM HU3HHU. B CyIIHOCTH, 3TO — caMa >KU3Hb, HO
opopMyieHHass 0COOGBIM MIPOBBIM O6pa3oM. B camoMm jesie, kapHaBan He
3HaeT pa3jie/ieHUd Ha UCHOJIHUTesJeld U 3puTesedl. OH He 3HaeT paMIIbI
Jaxke B 3a4yaTo4yHON ee dopMe. Pamma paspyuiusia 6bl KapHaBaja (Kak U
06paTHO: YHUYTOKEHHE paMIlbl pa3pylInJo Obl TeaTpaJbHOE 3pPesHILe).
KapHaBas He co3epljaloT, — B HEM >XMBYT, U KUBYT BCE, IOTOMY UYTO IO
ujiee cBoell OH BceHapofeH. [loka kapHaBaJ coBepllaeTcs, HU JAJs KOro
HeT Jpyro# »KU3HU, KpOMe KapHaBaJIbHOU». [19, 11-12]

Kak MoxxHO 3ameTuTh, bBaxXTHH 3Jecb He pa3BUBaeT KaKyoO-TO
ClelMa/IbHYI0 KOHLEMLHI0 UrPbl, HO OTMEYaeT, YTO KapHaBaay MpPHUCYIL]
3JIEMEHT WUIpbl. «B IPOTHBOMOJIOKHOCTL OQHUIMAJBHOMY MPA3LHUKY
KapHaBaJl TOPXKECTBOBAJ KaK 6bl BpeMEHHOe OCBOOOXAEHHE OT

11 TepmuH 0. KpucreBoii, ocHoBaHHBIN Ha HJiee AUanorusma [21].
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rOCHOACTBYIOIEeH NMpaBJbl U CYLEeCTBYIOLIEr0 CTPOsl, BDEMEHHYI0 OTMEHY
BCeX HepapXU4YeCKHWX OTHOIIEHWH, MPUBUJIETHM, HOPM U 3ampeToB».[19,
15] 3To OBLT UCTUHHBIA Mpa3JHUK BpPEMEHH, CTAHOBJEHWS, CMEH U
06HOBJIeHUH. OH ObLI KaTeropUyHO HACTPOEH JIIOO6OMYy YBEeKOBEUUBAHUIO,
3aBeplleHH0 U KOHLYy. OH oTMeHs1 Ji06ble GOPMBI HepapXUYeCKUX
OTHOILEHUN W pas3JU4YM{, KOTOpble HaMepeHHO /JeMOHCTPUPOBAIUCh Ha
opuIMaNbHBIX npasJHUKax, TaKoH «Mpa3HUK OCBSAILAJ
HepaBeHCTBO».[19, 15] Ha HuUX Heo6X0JUMO ObLIO MOSBJISTHCA CO BCEMU
perajvsMy U OpJleHaMHU CBOEro 3BaHMs, YMHA, paHra M 3aHUMAaTb MECTO,
UM COOTBeTCTBywlllee. Ha kapHaBaje >Xe Hao60pOT BCe BBIIVIAZENH
O/IMHAKOBO M CYUTAJMWCh paBHbIMU. Ha KapHaBaJbHOW IJIOLIAZHU
npeobsiafiana ocobasgs ¢opMa BOJIbHO-GAMUIBSIPHON KOMMYHHUKAIUU
MeXJy pasJA4YHbIMHU JIIOJbMH, B OOBIYHON >KM3HM BHe KapHaBaja

pas/esieHHbIMHU HEeNnpeo 0JIUMbIMU G6apbepaMu COCJIOBHOTO,
UMYLIECTBEHHOTO, CJAYXEeGHOr0, CEMEHHOr0 U BO3PACTHOTO MOJIOXKEHHSI.
«Ha ¢doHe HCKJIIOUUTEJbHOU HMepapXUYHOCTH deoanbHO-

Cpe/lHeBEeKOBOTO CTpPOosl U KpaWHedl COCJIOBHOW M KOpPHOpaTUBHOH
Pa306IIeHHOCTH JIIOJed B YCJIOBHUSX OOBIYHOM KHU3HU 3TOT BOJIbHBIH
baMUNbAPHBIA KOHTAKT MEX/Ay BCEMHU JIIOJbMH OILIYLIAJCA OYeHb OCTPO
U COCTaBJsJ1  CylIeCTBEHHYI0  4YacTb  OOLIEro  KapHaBaJbHOTO
MUPOOLIyIeHUs. YesoBeK Kak Obl HEpPepoXKJAJCs [Jsi HOBBIX, YHUCTO
4yeJI0BeYECKUX OTHOIIeHUH. OTuyX/JeHrhe BpeMeHHO Hcue3aso. YesoBek
BO3BpallaJicsl K cefe caMOMy U OllyIas ce6sl YeJOBEKOM Cpeu JIIoJen».

[19, 15]

OCOGEHHOCTBIO TAKOTO OOIeHHUs, Mo baxTuHy, 6blla MOJJIMHHOCTH
yeJ0BeYeCKUX OTHOLIEeHMUH, KoTopass OblJa He TOJIbKO IOpOXAeHHeM
BOOOpa)keHUs1 WM abCTPAKTHOTO NMpeJCTaBJIEHUs, OHA M CylLlecTBOBaja
peasibHO M «OCYLIECTBJISAJIACh U TepeXUBaJacb B KUBOM MaTepUabHO-
YYBCTBEHHOM KOHTakTe».[19, 15] «MjeanbHO-yTOMUYECKOE U peasibHOE
BpeMEHHO CJIMBaJMCb B O3TOM €JUHCTBEHHOM B CBOEM DpoJie
KapHaBaJbHOM MHpOOLIylIeHUH. ITO BpeMeHHOe u/JeaJbHO-peasbHOe
ynpasZHeHHe MepapxUyecKHX OTHOLIEHMH MeXAy JIIoJbMHU CO3/aBajo Ha
KapHaBaJIbHOW IJIOMIAJU OCOGBIA THUI OOINeHUs, HEeBO3MOXXHBIA B
0OBIYHOM KU3HU. 3/1eCb BbIpabaThIBAOTCS U 0coOble GpOpMbI ILIOMIAHON
peyu M IJIOLIaJIHOTO >KecTa, OTKPOBEHHble U BOJIbHblE, He NpHU3HaloLiue
HUKaKUX JUCTAaHLUMH MeXJy OO6IIAILIMMUCS, CBOGOJHbIe OT O6GBIYHBIX
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(BHekapHaBaJ/IbHbIX) HOPM 3THKeTa U NMPUCTOHHOCTU. CJI0XKUJICS OCOBBIN
KapHaBaJIbHO-IJIOIAJHOM CTWUJIb pedyd, o6pasubl KOTOPOro Mbl B
M300UJINH HalizieM y Pabuiex. [19, 15-16]

®unocod muIIeT, UYTO «B KapHaBaJie caMa >XHM3Hb WUrpaeT, a Urpa Ha
BpeMsi CTAHOBUTCS CaMOM >XKU3HbIO. B 3ToM cnenuduyeckas mpupoja
KapHaBaJsia, ocoOblii pox ero ObITUs». [19, 13] B HeM «co3jgaeTcsi Ta
BBICOKasl IJIOIIA/HAasA aTMocdepa BOJBHOH M BECEJOM UIPhl, B KOTOPOU
BBICOKOE U HH3KO€, CBSIL[EHHOe W NpodaHHOE YPaBHUBAKIOTCSI B CBOMX
npaBax». [19, 178] 3aecb OH JeHCTBUTEJbHO TOBOPUT 00 WIpe, HO
KapHaBaJ/l /iJil HEro C Wrpod He OTOXJECTBJIETCS, XOTS U COJEPNKUT B
cebe 3JiIeMeHT Urpbl. Ho AO0CTaTOYHO JIM 3TOTO /191 KOHIENI[UH, YTOOBI eé
MO>KHO OblJIO OFPaHUYUTD €e Napoil MyHKTOB, OTOPOCUB OCTa/IbHble HUJleU
KaK pyJUMEHT W NPUMEHSAThb 3TO MOHSATHE K TeopuH 6e3 orpaHUYyeHUn?
KapnaBan g5 BaxTuHa — 6€3yC/JIOBHO CJIOXHBIN KyJbTYpHbIA peHOMEH.
Yesi0Bek HaJileBaeT MacKy Kak aTpUOYT KOCTIOMaA, TeM CaMblM «CHUMas» C
ceb6s1 MacKy BBICOKOIOCTABJEHHOrO TpaKJaHWHA WJIM e, Hao6opoT,
HU3KOTO COCJIOBUSl M IoJiydyass ocBoOoxJeHue. Uzjesa kapHaBana y M.M.
BaxTMHa - 3TO mpex/Je Bcero Hjes CBOOOJAbBI CMEXOBOTO Hayaaa OT
COLlMaNbHBIX Hepapxuil. U aTa uzes, Ha HaW B3rJisA/, BecbMa 3Ha4MMa B
COBpPEMEHHBIX IPAKTUKaX UTPbl U UTPOBOH KYJIbTYPBI.

Y baxTHHa MPUHIUNHAJBHO BaXXHBIM SIBJSETCS TaKXe IOHATHE
XpOHOTONA, KOTOpPOe OH HWCINOJb3yeT [JAJs TOCTPOeHUs TeOopHUHU
JINTEpPATypbl ¥, B YAaCTHOCTH, pOMaHa, Ha OCHOBE BblJieJeHUs 0CO60ro
XyZ0’)KeCTBEHHOI'0 TNPOCTPaHCTBa - BpeMeHUW. [loHATHe XpoHOTOMA
packpbiBaeTcs baxTuHbIM B pa6oTe «DopMbl BpeMeHH U XPOHOTONA B
pomaHe». [24]. CymHOCTb XpOHOTOIA 3aKJ/II0YAETCS B HAX0XKAEHUHU
XyZlO’)KeCTBEHHOI'0 ~ eIMHCTBa INpPOM3BeJleHHs MO0 OTHOUIEHHWI K
HacTosilel AeHCcTBUTENbHOCTH. [24, 176] To ecTb, ec/id Apyrue coOOBbITUS
IPOCTO CyX0 OCBeLlalOTCs, BpeMsd B XPOHOTONAX CTaHOBUTCA
«4YBCTBEHHO-HArJAAHbIM». [24, 176] XpoHOTONbl aBTOpa U YMUTATEJNsd
TaKXXe MepeKJUKAITCA MeX/Jy co60M U HaxoJATCA B JUaJjore: «JIIOLU —
aBTOpPbl U CJAYUIATEJH-YUTATEJHM — MOTYT HAXOAUThCS (M OGBIYHO
HaxoJsATCSI) B pa3HbIX BpPEMeHaX-NMPOCTPAHCTBAX, MHOTAA pa3/eJIeHHbIX
BeKaMM M INPOCTPAHCTBEHHOH [ajblo, HO BCe PAaBHO OHHU HAXOJATCS B
eJUHOM peaJbHOM M He3aBepIIeHHOM HMCTOPUYECKOM MHpe, KOTODBIH
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OT/leJleH Pe3KOW M MPUHIUIHUAJbHON TpaHUIlEd OT HU300paKEHHOro B
TEKCTe Mupa». [24, 187]

B cBsizu ¢ npo6JieMaTUKON xpoHoTomna, M. M. baxTuH ob6paiaetcs U K
Wrpe, y HEro 3TO He WUrpa KakK TaKOBasi, HO Urpa c cyAbOoi. [24, 17-18]
Bpemsi B HeM olpefiesisieTcsl Yepe3 «BIAPYT» U «Kak pas», [24, 17-18] B aTu
MOMEHTbI JIOTUYECKHH XOJ| COOBbITUS NpepbiBaeTCs, U TOrjAa NPUXOLUT
MEeCTO CJAy4alHOCTH, KoTopass paboTaeT IO MNPUHOUIY CJAy4YalHOro
COBMAJleHUsl — CJAy4YallHOW OJHOBPEMEHHOCTU U CJy4YaWHOro paspbiBa -
Cay4allHOM pa3HOBPEMEHHOCTH. [24, 17-18]

ITHU C1y4allHOCTH, «BAPYT», «BHE3AlHO», «KaK pa3» eCTb CyTb UIpHI
cyAap6bl [24, 18]: «ABaHTIOPHBIA XPOHOTON TaK M XapaKTepU3yeTcs
TeXHUYEeCKOH ab6CTpPaKTHOM CBsI3bl0 INPOCTPAHCTBA W BpPEMEHH,
06paTHMOCTBI0 MOMEHTOB BPEMEHHOIO psfia U UX IepeMeCTUMOCTbIO B
HpOCTpaHCTBe. UHUIIMATHBA M BJIACTb B 3TOM XPOHOTOIE MPUHAJJIEXAT
TOJIbKO cJiy4alo. [103ToMy cTeneHb oOmpeJieJIEeHHOCTH U KOHKPETHOCTH
3TOTO MHpa MOXeT ObIThb JIMIIb KpailHe OrpaHUYeHHOH. Beab Bcskas
KOHKpeTH3alus - reorpaduyeckas, 3KOHOMHYECKAs, COIMaJIbHO-
HOJIMTUYECKas], ObITOBAs - CKOBaJjia Obl CBOGOJY W JIETKOCTb aBaHTIOP U
orpaHvyYusa Gbl abGCOJNIOTHYIO BJACTb Ciayyas». [24, 26] O6pamasce K
HNOHATHUIO Urpbl B  paboTe «ABTOp U Tepod  3CTETUYECKOH
JlesiTeJIbHOCTU»,[15] vcciefoBaTelb Tak Ke ONMMCBIBAET, KaK B Urpe 3Ta
«[IepeMeCTUMOCTb»  ocyuiecTBasercsa. [15, 67] Iloatomy MoXxHO
OTMETHTb, UYTO HJies XPOHOTONA MOXET HUMeTb BaXKHOEe 3HauyeHHe IS
INOHMMAaHUSA U UCCIeJOBAHUS UTPBL

3akaioueHue

[IpoBesieHHOe HcCle[joBaHHE I03BOJIIET PAcCMOTPeTb MOHATUSA
«Jajora», «kapHaBaJja» U «XpPOHOTONa» B KOHTEKCTe UIPDOBOH TeOpUH,
YCTAaHOBUTb UX NPUMEHUMOCTb K UTPOBOM TeOPHUH, pa3arpaHUYHUTD, Tie 06
WUTPOBOM KOHIENMLUM HanKMcaHO BaXTHUHBIM, a Tie CO3/jaHO M3BHe U JIMUIb
Ha3BaHO TaKOBbIM. [IpeuMMyIlecTBEHHO 3Ta TeOpHUs CO3JaHa Mo3JHee B
pe3yJsibTaTe MWHTepnpeTanuud uJed baxThHa, XOTS ero Hjeu BIIOJIHE
NpUMEHUMBl K WIpoBON KoHLenud. OCHOBOM [J1 KOHCTPYUPOBaHHUA
UIPOBOM KOHLEeNUMU BaXxTHHa ucclefoBaTeJsIMU U MHTepHpeTaTopaMu
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NOCAYXWUJIA OaXTUHCKHe UJed KapHaBaJla M CMeXOBOM KyJIBTYpBI,
COOTHOCSILL[MECS] C ero ONMCAaHWEeM WIPbl, JaHHbIM B paboTe «ABTOp U
repoy acTeTuyeckom aestenbHocTH» [ 15, 46; 15, 67]. «B kapHaBaJie cama
’KM3Hb UIpaeT, a UTpa Ha BpeMsl CTAaHOBUTCA CaMOM »XHU3HbIO» [19, 13], HO
OH He OTOXJeCTBJseTcs y baxTWHa ¢ UIrpoH, Tak KaK «KapHaBaJs» AOJs
Hero - KyZia 6oJiee LIMPOKOeE NMOHATHE, YeM UTpa.

TpyaHo  3ak/I04uTh, 4YTO baXTHUH  OCMBICIEHHO  pa3BUBaJ
CO6CTB6HHy}O KOHLENMUWI0 HIrpbl, MOTOMY KaK IpeACTaBJIE€HHbIX B €ro
paboTax YIOMHHAaHWUH «HUIPbI», «UTPOBOTO» HE JOCTATOYHO, YTOGBI
MOXXHO ObLJIO 3TH peJKMe YNOMHHAHUS ONpeJesUTh KaK TEOPHI0 WJIH
KOHIeNIIMI0 Wrpbl. Ha Ham B3risAf, A 3TOro Heobxoaumo 6GoJee
ry60Koe paccMoTpeHHe ¢peHOMeHa WUrpbl. TeM He MeHee, Mbl BBISICHUJIH,
YTO €ro M3BeCTHble W HauboJiee pa3paboOTaHHbIE MOHSATHUS, KOTOPHIMHU
ABJAKTCA «AUAJIOT», «kKAPHABaJI» U «XPOHOTOII», HE TOJIbBKO INPHUMEHHUMBI
K GeHOMeHY UTPbl, HO U MOTYT PAaCLIMPHUTB I10JIe UCCJIeJ0BaHUH ero.
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The research interest of the game concept in culture was started by J. Huizinga in his Homo
Ludens and generated numerous interdisciplinary cultural studies. Nowadays the list of the
most famous researchers of game studies in culture includes E. Fink, E. Berne, H. Hesse, S.
Lem, as well as C. Castaneda, Z. Freud and M. Bakhtin. On the one hand we deal with specific
works devoted to the game concept and another hand we may talk about the studies that
only touched upon the aspects of the game, but did not really research the game itself. The
paper analyzes the most significant works by Mikhail Bakhtin and the two-volume edition
Mikhail Bakhtin: pro et contra that mainly considers Bakhtin's game concept. His essay The
Author and Character in Aesthetic Activity shows the place and role of the game concept in
Bakhtin’s philosophy. The study involves the methods of thematic content analysis and
allows to re-think the concepts of dialogue, carnival and chronotope. The results of the study
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Introduction

The world famous Johan Huizinga’s Homo Ludens [1] might be
considered as the starting point of the game theory. Published in 1938 it
formed the basis for later studies of “the game element” in modern
culture. Huizinga focuses on «the tendency and ability of a person to
present all aspects of his / her life into forms of gaming behavior” [2, 13]
This approach seems very topical, so it become as a basis for the entire
areas of interdisciplinary research in psychology, pedagogy, sociology and
cultural studies, examines the game as a cultural practice and social
behavior. [3; 4; 5] The list of specialists in game theory also includes
German phenomenologist Eugen Fink [6] (1905-1975), American
psychologist and psychoanalyst Eric Bern [7] (1910-1970), such famous
writers as - H. Hesse, S. Lem and even C. Castataneda, Fr. Schiller and
world famous philosophers and phycologists - H.-G. Gadamer and Z.
Freud. The name of Mikhail Bakhtin is also added in this list. As well-
known Russian expert V.M. Zhukov argues the great contribution in the
development of the game theory in cultural studies along with E. Berne,
H.-G. Gadamer, C. Gross, Fr. Nietzsche, J. Heisinga, E. Fink, Z. Freud is also
made by M.Bakhtin. [8, 54]

However the theoretical background and the key points of mentioned
authors in the game theory is very much different. In the cases of J.
Huizinga, E. Fink, E. Berne or even such experts as C. Gross we deal with
specific research exploring the concept of the game, the role and place of
the game principle in various social practices, pedagogy or psychology, or
the game is considered as definition of "human existence" (E. Fink, H.-G.
Gadamer). Other hand we faces the authors that have never studied
specific game issues, but their ideas turn out to be important for the
analysis of game practices in culture. For example, some researchers refer
to Z. Freud as for a game theorist, but referring only to quotations from
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the preface to his works that states: “according to Freud, a person does
not remember anything at all from the forgotten and displaced - he plays
it.” [10, 56]That is how his name starts to move from one list of authors of
the game concept to another stressing the importance of theme and
theory.

The game theory researchers include Bakhtin in the lists of the
theorists along with ]J. Huizinga, H.-G. Gadamer. For example, such a
reference might be find in the form “M. Bakhtin's game concept” [8; 9; 11;
12]. The question about the status and role of the game concept in
Bakhtin's work implies answers to a number of research questions. Such
as: are Bakhtin views a set of interrelated theoretical positions aimed to
study the phenomenon of game? Or is it only some statements and ideas
that are significant for the understanding of game practices, but the
author does not research them systematically?

Speaking about the game concept of M. Bakhtin researchers rarely
refer to specific texts of Bakhtin. Therefore the presented study of
Bakhtin’s game concept reliys on the published corpus of his works and on
the two-volume edition of their interpretations called Mikhail Bakhtin: pro
et contra. [13; 14] We used the method of thematical content analysis, that
combine quantitative and qualitative evaluations, to the Internet
resources and texts available for analysis in open databases. The results of
the study aimed to identify the use of the terms “game”, “play”, “playful” in
Bakhtin's texts shows that only in The Author and the Character in
Aesthetic Activity the direct description of these terms and their reference
can be found.[15, 67] The game is considered not by itself but in the
context of the study of artistic and aesthetic phenomena: “the game does
not depict anything, but only imagines”,[15, 67] does not imply the
presence of spectators, it requires the relocation of things in space that
allows subjects and objects to be in the same game space.

Bakhtin’s Philosophy in Context of Game Studies

There are traditionally three most significant ideas by Bakhtin -

“dialogue”, “carnival” and “chronotope” - that attempt to evaluate in the
context of the game theory. The concept of dialogue is conceptually
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deployed in many Bakhtin's texts: in early works such as The Author and
the Character in Aesthetic Activity [15] and The Philosophy of the Act [16]
one can find the phenomenology of “Self”. Later in the middle 1920s he
left individualistic categories and started to develop
the concept of dialogue. [17, 320] In Problems of Dostoevsky’s Poetics [18]
he considers the dialogue between “Self” and “the Other” as the basis of
“Dostoevsky’s poetics” and in Rabelais and His World [5] he describes the
mechanism of “Self” being and being of “the Other”.[19, 120]. On the one
hand, the idea of dialogue has an ontological “sound” for Bakhtin, i.e.
directly related to the understanding of being; dialogue is considered in
ontological sense, and not just cognition or social communication. On the
other hand, dialogue is inner personal communication between “Self” and
“the Other”.

Unlike carnivalization and even chronotope, dialogism in the context
of the game theory seems to be less developed concept. What is the
fundamental difficulty of applicability of game and the ideas of dialogue
and polyphony? A child playing the game not only learns the world
around, but also him/her self [20, 213-243] (there is also the function of
self-reflection). As soon as a child can do both good and bad actions and
explore it through the reaction of a friend, so an adult can interpretate it
[20, 213-243; 15, 46; 15, 67]. Such interaction can be understood in the
context of the Bakhtin’s category of polyphony, because there are many
voices in sense that Bakhtin puts into the concept of voice. They are
scattered in consciousness and “ideology”. The game includes the study of
“I” and “the Other”. It involves mutual enrichment and advancement in the
way one can communicate with others in order to exist harmoniously in
common space. During in the game process a child actively interacts with
objects that endows them some alive properties. [20, 213-243; 15, 46; 15,
67]. It turns out a polylogue while the child forms him/herself as a person.
Such a game can be called dialogized and intertextual (note: Y. Kristeva's
term, based on the idea of dialogism [21]).

The carnival is the key term in Bakhtin's philosophy described in Francois
Rabelais.[19] This idea gave a rise the serious discussions within the
framework of “Bakhtinology” (the study of Bakhtin in the 1990s) [22]. For
example, British researcher D. Sheppard [23] analyzes views on carnival
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in the latest Russian and Western Bakhtin studies. The same time the idea
of carnival and carnivalization is quite close to the game theory and be
studied carefully. Bakhtin notes the carnival rites are based on the culture
of popular laughter that re free from church-religious dogmatism,
mysticism and reverence - “they are completely devoid of both magical
and prayerful character” (hey do not ask for anything and do not force
anything)” [19, 11]. But at the same time, the carnival can also exist in the
form of a parody of a church cult. The central idea of carnival culture is not
purely theatrical or spectacular form, but due to the presence of a strong
game element it approaches to the field of art. [19, 11] “It is on the borders
of art and life itself. In essence, this is life itself, but decorated in a special
playful way. In fact, the carnival does not know the division into
performers and spectators. It does not know the ramp even in its
rudimentary form. The ramp would destroy the carnival (and vice versa:
destroying the ramp would destroy the spectacle). One does not
contemplate the carnival, one lives it, and everyone lives, because its idea
is universal. While the carnival is taking place, there is no other life for
anyone but the carnival” [19, 11-12].

Bakhtin does not develop any special game concept, but he notices that
the game elements are inherent in carnival. “In contrast to the official
holiday, the carnival triumphed, as it were, a temporary liberation from
the prevailing truth and the existing system, the temporary abolition of all
hierarchical relations, privileges, norms and prohibitions” [19, 15]. On the
carnival everyone looked the same and equal. The carnival square is a
special form of communication between different people, but outside the
carnival people are separated by insurmountable barriers of class,
property, service, family and age status. “Against the background of the
exceptional hierarchy of the feudal-medieval system and the extreme class
and corporate disunity of people in the conditions of ordinary life, this
free familiar contact between all people was felt very sharply and
constituted an essential part of the general carnival worldview. Man, as it
were, was reborn for new, purely human relations. Alienation temporarily
disappeared. The man returned to himself and felt like a man among
people” [19, 15]. The specifics of such communication, according to
Bakhtin is the authenticity of people's relations that is not only a product
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of imagination or abstract representation, but actually exists and “is
carried out and experienced in a living material-sensory contact” [19, 15].

The philosopher writes that “the carnival life is a game and for the game-
time it becomes a life itself. This is the specific nature of carnival the kind
of its exciting [19, 13]. It “creates that square atmosphere of free and
merry play where the high and the low are sacred and the profane are
equalized in their rights” [19, 178; 19, 178]. The carnival isn’t identified
with the game but contains the game elements. Might be the concept
restricted by a couple of points, discarding the other ideas of the theory
without restrictions? As we learn for Bakhtin, the carnival is certainly a
complex cultural phenomenon. A person puts on a mask as an attribute of
a costume, so “taking off” a mask of a high-class citizen or in opposite it
allows a low-class person to obtain the liberation. Bakhtin's idea of the
carnival is the first and foremost the idea of the freedom of the laughter
element from social hierarchies. This idea is a very significant in modern
practices of the game culture.

Another central element in Bakhtin's theory is the chronotope that is
represented in his theory of literature and, in particular of the novel,
based on a special idea of artistic space - time. The concept of chronotope
is used by Bakhtin mainly in his work “Forms of Time and Chronotope in
the Novel” [24]. The chronotope essence is in the artistic relation to the
present reality [24, 176]. If some events are simply describes but in the
chronotope becomes “sensually visible” [24, 176]. The chronotope of the
author and a reader in a dialogue forms echo of each other: “the people —
authors and listeners or readers exist (and usually are) in different time-
space coordinates, sometimes separated by centuries and spatial distance.
But still they are in a single reality and uncompleted historical world that
is separated by a sharp and fundamental border from the world in the
text” [24, 187].Bakhtin’s chronotope also refers to the game theory. For
Bakhtin he game is mainly the play with fate [24, 17-18]. Time defines
through “suddenly” and “just” [24, 17-18]. The logical course of the event
is interrupting and the time of a chance comes that is a random
coincidence simultaneity and break the time difference. [24, 17-18] The
coincidences “suddenly”, “unexpectedly”, “just in time” are the essence of
the fate's game [24, 18]: "The adventurous chronotope is characterized by
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the technical abstract connection of space and time, by the reversibility of
moments of the time series and their displacement in space. The Initiative
and the power of chronotope belons the chance only. So, the the certainty
and concreteness of the world may only be extremely limited.” [24, 26].
The “displacement” in the game is described in “The Author and the Hero
of Aesthetic Activity” [15, 67]. So, the concept of the chronotope is an
important for the research of the game theory.

Conclusion

The conducted research allows to consider the concepts of “dialogue”,
“carnival” and “chronotope” in the context of game theory. As well as to
establish its applicability to game theory, and to study where and what
exactly Bakhtin noticed about the game concept, but also when it was
made by others. Mostly this theory was created artificially but his ideas
are quite applicable to the game concept. The basis for the construction of
Bakhtin's game concept by researchers and interpreters was the idea of
carnival and “the culture of popular laughter” that correlates with his
description of game, given in the work “Author and Hero of Aesthetic
Activity”. [15] Once Bakhtin writes: “In the carnival life itself plays, and
the game for a time becomes life itself.” [19, 13] In spite of this, Bakhtin
does not identify it with the game because "carnival" is a much wider
concept than the game. It is hard to say that Bakhtin has been developing
his own game concept. The mentions of “game”, “play”, “playful”
presented in his works are not enough to define these rare mentions as a
theory or a concept of game. It requires a deeper examination of the
phenomenon of the game. Nevertheless the most developed concepts that
are “dialogue”, “carnival” and “chronotope” are not only applicable to the
phenomenon of the game, but can also expand the borders of its research.
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raauna Kosnomuey!3

S®UJ10COPHUA U ICTETUKA MY3bIKH A.®. TIOCEBA

A6cmpakm

CraThAd HamMCcaHa Ha OCHOBE aBTOPCKOTO 3CTETHYECKOTO HCC/Ie/0BaHMsA 1o ¢uaocopun
my3bikd A.®. JloceBa, mpejcTaBJeHHOW B KHUre «lleHHOCTb My3bIKH: GHIOCODCKUN
acniekT». % CraTbd TOCBSLIEHa KOHLENUUH  CyOGCTAaHLMAJBHOW  CYI[HOCTH H
Cy6CTAHLMAIBHOTO OBbITHS My3bIKU N0 TpyAaM A.®. JloceBa. MbIC/IHUTeb BO3BBILIAI MY3bIKY
cpeAd BceX BHJOB MCKYCCTB, IIOCKOJIbBKY My3blka M pesurus, corsacHo JloceBy,
NpeJCTAaBIAIT JABe cdepbl, NpejoNpeje/soLliie MHpPooOILylleHHe. My3sblKa SBJISETCS
CTaHOBJIEHHEM, BbIpaKEHHEM TBopeHUst BoxxecTBeHHOH cy6CcTaHIuy,
CaMONPOTUBOOGOPCTBOM a6CO/MIOTHOM JIMYHOCTH, OHA €CTb 6O0JIblLIE, YeM BUJI UCKYCCTBA, MO
cBOed cy6cTaHLMaNbHOW cylHOcTH. Cy6GCTaHIMasbHOe ObITHE MYy3BIKH OGYC/IOBJIHMBaeT
CTaHOBJIEHHE My3bIKaJbHBIX GOPM B MHpe 4YesOBeKa, OGHAapyKHMBasg NPUYACTHOCTb K
BoxxecTBeHHOMY TBOpeHHI0. BMecTe ¢ TeM My3bIKa He MBICJIUTCS BHe chepbl 3CTETHYECKOTO
«BBIPA3UTEJIBHOTO» U 3CTETHYECKOT'0 BOCIIPUATHS.

Kawuessle ci1oea

dunocopuss mysbiku A.D. JloceBa, 3CTeTHKA, My3blka M pPeJUTHUsl, ICTETHYECKOE,
BBIPA3UTEJIbHOE, CYOCTAHLUAJbHOE MY3bIKaJbHOE ObITHE, GPeHOMEHOJIOr0-AUaleKTHYECKUN
MeTOJ, My3bIKa U MaTeMaTHKa, YACJI0 KaK ePBONPUHLIUI My3bIKaJIbHOTO GBITHS.

MoxeT Jsiu 6bITh My3blKa CyOCTAaHLMEHN, e€CJMd OHAa €eCThb [BI)KEHHE,
pUTM, HeyCTaHHO TIpoTeKalolllee BpeMs, WJIM OHa HMeeT TaKoe
CyOCTAaHLMOHA/JbHOE OBITHE, KOTOPOE BbIpAXKaeTCs IPUYACTHOCTBIO K
BbICIIEH 60XKECTBEHHON CBepxCyb6CcTaHIMU? JTOT BONPOC OOPAILEH K TEM,
KTO OTpHULIAeT CyOCTaHLMOHATIbHOE GbITHE MY3bIKU 10 CYLHOCTH U 3aHAT
HUCTOPUYECKUM JBHKEHHEM MY3bIKaJbHOI0 HCKYCCTBa,
NpeJCTaBJAIILEI0 3CTETUYECKUH ONBIT B HAaCJeAUAX My3bIKaJbHOU
KyJbTypbl. OJJHAKO eCTb MY3bIKAaHTBhI, >KeJlalollje M03HAaBaTb UCTHUHHYIO
CYIIHOCTb MY3bIKH. [loKasaTesbHO, YTO MOU 3aHATUA O QuaocoPuu

13 Kosomuey, I'I. - OpeHOGYpPrcKUil rocyJapCTBEHHBIH YHHBepCUTeT, npodeccop Kadeipsl dunocoduu u

KysabTyposioruu. TeMaTHuyeckast naHess 2. 3-noura: kolomietsgg@yandex.ru

14 Konomuey, I.I". Jloroc My3blku B peHOMeHOJIOro-AuanektTuyeckoM Metofe A.®. Jlocepa // LleHHOCTb My3BIKH:
dunocopckuii acnekt. MoHorpadus. Open6ypr, 2006, C. 206-240; unble usganus: Mocksa, URSS, 2007, 2012;
WH®PA-M, 2019.
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My3bIKM B peXHMe OHJaWH C paboTarmoluM 3a pybexoM POCCUHCKUM
My3blKaHTOM  /Jimutpuem  Pacysn-KapeeBbiM, 15  3aHUMamImuMCcs
Pa3HOCTOPOHHEH MY3bIKaJIbHOU [eATEeNbHOCTbI0, HAa4YaJUCh HMEHHO C
bunocodcko-acTeTUYECKUX  B3r/IAJ0B Ha  My3blky JloceBa. B
npeAblAyIeM COOOILEHHUH, c/leJJaHHOM Ha KOH) epeHI U
OBCAHHUKOBCKOro nuK/aa, Ha OMOK X, Mbl Takke OTMedaJH Kak
6J1M30CThb, TaK U pasJjiMiMe B3IJIAAO0B JIBYX peJUTruo3Hbix ¢unocodos, XK.
MapuTena u A.®. JloceBa Ha OHTOJIOTUYECKUU CTATyC MY3bIKU.10

B paccyx/jeHuun cy6CTaHIIMAJbHOM CYLIHOCTH MY3bIKHM 00paTHUMCH K
acteTuke U ¢unocodpun mysniku A.Q. JloceBa, AJ1 KOTOPOTO My3blKa €CTb
6oJiblilee, YeM UCKYCCTBO My3bIKaJIbHbIX NpoH3BeAeHU. KopeHb My3bIKY,
coryiacHO JloceBy, ciefyolieMy 3CTETHKe HEOIJIATOHHW3Ma, B BUJUTCSA B
MHTYUTUBHO IIOCTUTraeMOW CYIIHOCTH OBbITUS U B BbIpa3UTeJbHOU
sIBJIEHHOCTH 6oxkecTBeHHOro IlepBoHavasia. MCTOK My3bIKM BUJUTCA
JloceBbIM B «CAMOM caMOM», B KH3HM G6O0KeCTBEHHOrO 4YHCJa, YHCeJ-
aHreJI0B, pallMOHAJbHO NpeobpaXkaeMblX B MY3bIKaJbHbIX COYUHEHUSIX.
B3auMocBfiI3b HppalMOHAJbHOTO U pALMOHAJbHOIO MNPUCYTCTBUSA B
My3bIKe 00ycyioBaeHa boxxecTBeHHBIM TBOpeHUEM.

Kak wusBectHo, A.®.JloceB MNpUHSI MOHAIleCKUH NOCTPUT, OH OblI
NpaBOC/JaBHbIM MOHAaxoOM, JJis KOTOPOTO peJWruss U My3blka - JBa
OCHOBONOJIATAIOIUX Hayaja CTaHOBJIeHUsI Bced Ku3HU. OH wuMesn
My3blKaJlbHOE BOCIHMTaHHMe UM o6pasoBaHHe, ObL1 mnpodeccopoM
MocKOBCKOM KOHCepBaTOpUH. B Ayiie MOHax, OH OTHOCWJICS K MY3bIKe
Kak K cdepe, Gosiee 6sM3KON BokecTBeHHOMY MepBOHadaly, 4eM Bce
HayKW M HUCKyccTBa. My3blka B 4eJIOBEYECKOM CO3HAHHUU C [APEBHOCTU
O6blJIa JaZeKo 3a paMKaMHU COGCTBEHHO MYy3bIKaJbHOI'O MCKyccTBa. Kak
Mbl 3HaeM, B ApeBHeM KuTae ¢uiocodpbl MCTOK MY3bIKHM BHUJIEJH B
«BEJIUKOM Jiao», B aHTUYHOM GUI0COPCKONM MBLIM, My3blKa OCOGEHHO,
HauuHad ¢ [ludaropa, Mbicaunack kak Yucio, 6b1a 0ocHOBOM ¢uocodpuu,
MaTeMaTHKH U CllellUaJIbHOU My3bIKaJbHON TEOPHH.

A.®. Jloces, BbicoKO LieHs1 beTxoBeHa M BarHepa, kak MpaBOC/JaBHBIN
BEPYIOILUM, CYUTAJ, YTO J[AaKe 3TO BEeJHUKOEe HCKYCCTBO He MOXeT

15 Pacya-Kapees, /]. - KOHLLEPTUPYIOLMHA 32 PYyGeKOM POCCUHCKHI My3bIKaHT, B HACTOsiliee BpeMsi KJIapHeT-CoJI0
B Orchestre de la Suisse Romande, llIBefinapus.

16 Konomuey, I Kak MaputeH: «mousiké» B moaTHyeckoit MHTYHIMM U mo33uu // Aesthetica Universalis .Vol.
2—3(14—15).2021.C.161-168.
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CPaBHUTLCS C PEJIUTMO3HBIM 3HaMEHHBIM IIeHUeM, TpoapeM U KOHJAKOM
U «HUKakasgs CUMQOHUST He CPaBHUTCA C KpacoTOM W 3HaYeHHeM
KOJIOKOJIBHOTO 3BOHa»,[1, 104] 4TO BbIlllE MY3bIKM MOXET ObITh TOJIBKO
MOJIMTBEHHOE COCTOSIHME aCKeTa, «yMHasg MoJuuTBa». CyIHOCTb
MUpoolyleHns JloceBa Mo ero cjoBaM: «3TO MPABOCIAaBHO NOHHUMaeMbIH
HeoIJIaTOHU3M», [2, 919] nAyXoBHOE UCTeYEeHHE 3HEPTUH, KOrja us3
abCcoJIIOTHO  Hepas/JMYMMOM  TOYKM  [lepBoeJUHOTrO  NPOUCXOAUT
Mo3TalHas sBJIEHHOCTb 3HJo0ca B MUde, CUMBOJIE, JUYHOCTH, UMEHHU KakK
OCMBIC/IEHHO BBIPaX€HHON INpeJle/IbHOW SBJEHHOCTU CcyumHOCTH. JloceB
OTAaBaj] TNpeAnoyYyTeHHe PUIOCOPCKONW KaTeropUu «CTAHOBJIEHHEe», NP
3TOM cTporo cjefys ¢(eHOMEeHOJIOTO-ANANEeKTUYeCKOMY METOAY B
acrteTuke. [lOHATHS W TEPMHUHBI, KPOME «CTAaHOBJIEHHSI» TaKHe Kak
«UIOCY, «UHOOBITHEY, «CTaBIIEE», «3HEepTUs», «3MaHaIus»,
«BBIP)KEHHE» He IPOCTO YHOTPEeOGJSAJHUCh YacTo, HO W CBOeoOpasHo
nepexxuBanucb JloceBpIM. JHA0C €My NpeACTaBJAJCAd YMCTBEHHOH
burypoi, 6eyioll UM pa3sHOLBETHOH, HO 006s513aTe/JIbHO Ha TeMHOM (oOHe,
KakK GOHApHKH C Pa3HOIBETHBIMHU CTEKJIaMU Ha GOHE CyMepPEYHOro Heba.
«MHo6BITHEY fu1s1 JloceBa — GechopMeEHHOE TEJIO0 WM BSI3Kasl IJIMHA, «OH
e/jBa BbITACKMBAaeT HOTH M3 3TOH TPSCHHB], U OHA €ro execeKyHJHO
3acaceiBaet». [3, 13]. «CraBumiee» BBI3BIBAJIO aCCOIHAIMA C YEM-TO
TBep/ibIM Y XOJIOJHBIM KaK CTeHa WJM KaMeHb, C YeM-TO JlaXke MpPayHbIM,
KOTOpOe He CBepHelllb, He 00'be/lellb.

0co60 BaXHBIM /1JIs1 HETO ObLIO MOHSTHE «BBIPAKEHHE», KOTOPOE OH
yrayousa 1moj,  BJMSHUEM Y4YEeHUH  HeOoIJIaTOHHU3Ma, ¢uocodun
lllennuHra, HeOKAaHTHMAHCKUX HCCIEeJOBAaHUN «BbIPA3UTEJbHBIX GOpPM».
BMmecte ¢ TeM yueHue JloceBa 0 «BBIPQXXEHUHU» COBEpIIEHHO
OpurHHaJbHO. «BbIpa3uTh, - numer JloceB - 3HAYUT COOTHECTH C
HEKOTOpbIM MaTepuayoM... [4, 791]. «BblpaxkeHue» 1o JloceBy
OT/JIMYAeTCs OTCYTCTBMEM I[AHJIOM3Ma, HANOJHEHO KOCMHU3MOM (B
CPpaBHEHHMH C HEOIJIATOHU3MOM), JHAJEeKTUKOM H  CMBICJOBOH
3HAYMMOCTbIO, KOTOpble  HUCXOAAT W3  OCTpeHllero  OLyLieHUs
BbIPAa3UTEJbHBIX GOPM JEeHCTBUTENbHOCTU. «BbipaxeHune» B puocodun
JloceBa camasi spKasi KaTeropus, CHHTEe3UpylOIlas JOrdyecKkoe U
ajioruyeckoe. BblpasuTh — 3HAYUT COOTHECTH C HEKOTOPBIM MaTepHasoM,
3HAYUT TpUBJeYb WHOPOJHBIM MaTepHas], KOTOpPbIH caM 1o cebe
HUKaKOTO OTHOIIEHUSI K JJaHHOMY CMBICJY He HMEeT, HO OTHBIHE
HoJiyyaeT Has3HaueHHe HOCUTb Ha cebe ompeJieleHHbIH CMBICIL.
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BripaxkeHne mnpejmnosaraeT pasHble (GOpPMbl 3HEPTMUHOTO BbIpaXKeHUS
CYUIHOCTH, KOT/a CYIIHOCTb fIBJIeHa B 3Hjoce, 3iijjoc - B Mmude, mud - B
CHUMBOJIE, CAMBOJI — B JINUHOCTH, JINYHOCTb — B 3HEPTHUH CYIIHOCTH. [2, 29]
O6saacTe BbIpaxeHUus y JloceBa HelmoCpeACTBEHHO CBsi3aHa C 3CTETHUKOH,
KOTOpasi TpaKTyeTcs Kak Hayka o BeipakeHuu (K. ®@occrep, b. Kpoue).
Beipa3suTesibHOE TOXECTBEHHO 3CTETUIECKOMY.

Juanexktuka JloceBa NPUBOAUT €ro K IOHHMaHUI0O MY3bIKM KakK
0O0XXeCTBEHHOTO YHCJA, T/e «4YHUCJO0 KaK MEPBONPUHIMUI €CTb BEYHO
TBOpsLAsA CHJIA pACYJeHEeHUs U COo4sJeHeHHUs. BpeiBasicb B ObITHe, 3Ta
CuJa pa3pblBaeT ero Ha pasjesjibHble, HU30JUPOBAaHHblE MOMEHTHI U
3aHOBO 06'bEJMHSAET UX B HOBYIO, YK€ HE BO3MOXKHYIO TOJIbKO, HO BIIOJIHE
JeCTBUTEJNbHYI0 KOODAWHHUPOBAHHYI0 pa3zebHOCTb. [lepBompuHIUN
eCTb 3Ta MOILb YUCJOBBIX CTaHOBJeHUN». [3, 139] Mysbika eCTb U YUCIIO,
M CTaHOBJIeHHe 4ucaa, JloceB TeM caMbIM OHTOJIOTMYECKH CBS3bIBAeT
CTaTyC My3blKM ¢ nepBonpuHuunoMm EguHoro, bora u ero TBopeHueM.
COOTBETCTBEHHO HCTOK MY3bIKM BHUJUTCA B abCOJIOTHO WJeaJlbHOM
oprTrn. dusnocopus A.®. JloceBa, mo cimoBam B.M. JloceBo#, ABUKeTCA
MeXZy TaKUMH IIpeJileJlaMd  KaK  HUppaldOHa/JbHOE, HUHTYHIUS,
BHYTpeHHee, CHUMBOJ, MU} - C OJHOM CTOpPOHBI, M palMOHAJIU3M,
CUCTEMATHKa, ANAJEKTHUKA — C APYTOH.

B Tpyne JloceBa «/lnasieKTUYeCKHEe OCHOBBI MaTeMaTHKU» B Hadvase
BbIBeJleHa aHTHUTe3a YHCJa KaK OTBJIEYEHHOTO MOHSTHS M YHCJAa Kak
SIBJIEHHBIX NPEJMETOB AYXOBHOW KyJbTypbl. JloceBa HMHTepecyeT BONpPOC
He croco6a PpyHKIMOHUPOBAHUSA YHUCJA, & YTO €CTh YMUCJO CaMo Mo cebe.
Yucno ecTb cMbica, no JloceBy, YHUCJ0 OTHOCHUTCS K YUCTO CMBICIOBOH
coepe, 3HayuMocTb. [3, 45] CmbicnT HUrJe TMNPOCTPAaHCTBEHHO He
HaXOAUTCSI M  JIONyCKaeT Cy6beKT-00beKTHOoe 6e3pasnyde, OH
CyLIeCTBYeT He KaK Belllb, a KaK 3HAaUUMMOCTb Bellll, KOTopas cpasy H
Beszie, U HUrge. CMbIC/I, KaKk ¥ YUCJI0, pa3HOO6pa3eH Mo Crnocoby CBOEro
ObITUS W QyHKUUOHMpOBaHUA. Bcsa chepa uwncroro cmeicia, OT
OTBJIEYEHHOTO TOHATUS [0 XyJAoXXecTBeHHOW ¢opMbl, ecTb cdepa
BbIPAa3UTEJbHOTO CMBICJIA, T.e. B CHOCOGe TpeObIBAaHUS CMbICIA B
WHOOBITHUH, CMBIC/, TAKUM 006pa3oM, ABYXMEPEH: OTBJIEYeHHBIH CMBIC] U
ero MHOOBITUIHOE MepeKpbITHE, 00JIaCTh CMBICJOBBIX, BbIPAa3UTEIbHBIX
dopm. B o6mactu cmbicia  JloceB  passiMdyaeT OTBJIEYEHHBbIE H
BbIpa3uTeJibHble (opMbl. [Ipy 3TOM «YHUCJIO €CTb MpeXJe BCEro
oTBJIe4éHHasi cdepa YHUCTOTO CMbIC/IA, a He BbIpasuTesabHas». [3, 50].
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Yucso He COAEPKUT B cebe HUKAKOW KaueCTBEHHOCTH, HU BellleCTBEHHOH,
HU YYBCTBEHHOH, HHU CMBICJOBOW. B camoM [ese, 4ucI0 «OATb» He
3aBUCUT OT TOrO, YTO peyb HJEeT O MNATU Opexax, NATH JHAX, NATH
Xy/Zl0’)KeCTBEHHBIX IpOM3BefleHUAX. YMCJI0 ecTb BHe-coJep:KaTeJsbHasl
CMBICJIOBAsl CTPYKTYpa, aKT CMBICJIOBOrO IOJIAraHUs, a He COJlep>KaHue
aToro moJsiaraHufA. Yuciao  BhICTymaeT Kak ¢opMa  CMBICJOBOU
NOJIOXKEHHOCTU.  Jl1A  NMOHMMaHUA  My3blKaJbHOW  GOpPMBI  Kak
MHOOBITUMHOrO CyIeCTBOBAHUSI YHUCTOI'O CMBIC/AA, T.e. BbIPA3UTEJbHOIO
CMBICJIa, BBIPA3UTEJbHON MY3bIKaJIbHOW GOpPMBI HaM MNpeJCTaBJ/IsSETCS
3TO OYeHb BaXHbIM. beckoHeyHOe  MHOXXeCTBO  My3bIKa/bHbIX
IPOU3BEJEHUN  «YKJIAJbIBAlOTCS» HE3aBUCUMO OT COJepXKaHUs B
TUNOBble (OPMBI «CMBICJIOBOM IIOJIO)KEHHOCTH», B OCHOBE KOTOPBIX
JIeXXUT yncao. CKakeM, YTO U TEOPETUKH, HUCKYCCTBOBEJbl, U MY3bIKaHThI
XOpOLIO NMOHUMAIT COZAEepXKaTeJbHO-CMBICJOBYIO CTPYKTYPY, «4HUCJI0BON»
CKeJIeT TOTO WJIA MHOTO MY3bIKaJbHOTO NPOU3BeJIeHUs, OHAKO NIPH 3TOM
clefyeT 3HaTb, YTO 3a 3THM CTOUT O0XKeCTBeHHAs CYLIHOCTb 4YHUCIA,
o6ycyioBUBLIas My3bIKaJbHYI0 sIBJ1eHHOCTb ¢opMmbl. [losaraHve - 3TO
OZlHa M3 MPOCTBIX NepBOHAYaJbHbIX YCTAHOBOK, KOTOPas JIEXKUT B OCHOBE
IIOCTPOEHUH, U YUCJI0 OTHOCUTCA K cdepe aKTOB CMbICJOBOIO MOJaraHus.
JuaneKTUYeCKUH TpoLiecC CTAaHOBJIEHHUd, >XU3Hb 4YMCIAa U 4YHUCeJ, Ha
OCHOBe MNpHHLHMNA CMBICIOBOrO nojaraHus JloceB mnpencTaB/isfeT B
cnepytomeit cxeme: 1) Cymnpa-akT: YMCJ0 Ha CTajyMM IepBolloJaraHus,
HOpPOXKAAeT CBOe HHOOBITHE, aKT caMoco3ujaHusi; 2) HH-akT - akT
nosiaradust; 3) KoHTp-aKT - akT OTpULIAHUs, HAYaJI0 pa3/ieIEHHOCTH WJIU
pasdenvHuili akm mnonaaraHusi; 4) WHOpa-akT - cTaHOBJEHHE, KaK Obl
npoberaHue 1O OTJeJbHbIM aKTaM TMOJIaraHusl - «eJUHUIAMY,
CTAHOBSILIMECS IPAaHMIIBI YHCEJ, COBOKYMHOCTb aKTOB; 5) MHTpa-akcTpa-
aKT, CTaBIIMM aKT, OCTAaHOBHUBIIEeCs pacllMpeHHe TCpaHULbl YHUCJ3,
BHYTPEHHSSI PAacYJeHEHHOCTb 4YMCJIa; 6) JHEPrUUHBIN aKT, WJIH IOJIHOE
YHUCJI0 - KOHKPETHO-UH/JMBH/JyaJbHOE YHCJI0, QYHKIHOHUPOBAHHE
craBuiero. [3, c.70]

CornacHo JloceBy, TBOpuYecKasd NepBOIHEpPTrHs YHUCIA He TOJBbKO
«ObeTcsl W IUIELIeTC B TBEPABIX KOHTYpax CaMOro 4YHC/Ia», OHa
nepeJsiMBaeTcs elle U Hapyxy, Tpebys nepexoja K JpyruM yuciaam. Yrto
KacaeTcsl caMOro NepBo-aKTa, TO OH caM o cebe HeolpeJeNlM, OH eCTb
cBepx-opopMeHHOCTb. JloceB JieslaeT BBIBOJ|: «4MCJO €CTb CTaBIIMHI
pe3yJIbTaT 3HePruH CaMOCO3U/IaHus aKTa NoJIaraHusl MOJABHUKHOIO IOKOS
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CaMOTOX/IeCTBEHHOI'0 pasinyud.. Yuciay mpeAlIecTByeT TOJbKO J0-
JIOTUYECKOe, CBepX-CMbICJO0BOE, CBepX-ObITUMCTBEHHOE, abCO/I0THAsA
Hepas3JNnYuMocTb». [3, 106] 3HAYUT, My3blKa Kak 4YHCJO HMeEEeT [0-
JIOTU4ecKoe, CBepx-cMbicioBoe - ExauHoe. JloceB yTBepXAaeT, 4TO
«4UCTOe» MYy3bIKaJbHOE ObITHE (OTOPOCUB NMPOCTPAHCTBO, PU3UUYECKYIO
MaTepUaJbHOCTb, BEIIHYIO OTpe/IeIEHHOCTB), ecmb 6bimue
eu/semuyeckoe - OeclipeiMeTHOe, HeoQOpMJIEHHOe, ellle He sBUBIIee
KOHKPETHYI MY3bIKaJbHYI0 ¢opMy. B 3ToM BceoGbemstomias cuJa
My3bIKM, BBbI3bIBAalOLled M CTpajlaHue, U PpPafoCTb. My3bIKaJbHOE
BOCIPUSAITHE BUJUT OOHaXKEHHY!O, He BbISIBJEHHYIO CYIHOCTb MHpa BO
BCE €€ HETPOHYTOM YUCTOTE U HECKA3aHHOCTH.

[Io cimoBam JloceBa, peaykuus ¢uaocopckoro HOBOEBPOIMEUCKOTO
«3aKOHa JOCTAaTOYHOIO OCHOBAaHHUS» OTKpbIBaeT Iepes HAaMH JBEPU B
TalHBbl YHUCTOrO0 OBITUS MY3BbIKH, CChIAsICb HAa 3aKOH MaTeMaTHYeCKOIo
OCHOBaHHMA (IPOCTPAaHCTBO), 3aKOH CTaHOBJIeHUs (BpeMs), 3aKOH
JelcTBUS (IPUYMHHOCTb), 3aKOH TMo3HaHUA (moHsaTue). OJHaKo B
My3blKe JeHCTByeT He 3aKOH [IOCTaTOYHOrO OCHOBAHMS, a 3aKOH
pOX/JleHUs], HEYCTaHHOTO CTAaHOBJIEHUS], NOCKOJbKY MYy3bIKaJbHas MBIC/Ib
JIB>KMMa HNPUHLHUIIOM HepasJeJbHON CJINTHOCTH,
B3aMMONPOHUKHOBEHHS] BCEX KOMIIOHEHTOB My3bIKaJbHOTO 6bITHSA. Eciu
3aHATBCA aHAJIM30M MY3bIKaJbHOTO NPOU3BEJEHUs 10 OTJeJbHbIM
3JleMeHTaM MeJIOJIUM, TapMOHUM, PUTMa, TeM6pa U T.[., TO 3TO yKe He
OyZeT >XKMBOM My3blKaJbHBIM OpPraHU3M, TepsieTcs €JUHCTBO B CBOeH
CIUTHOCTH, TeKyyas LeJbHOCTb. biarojaps 3ToMy My3blka CHOCOOHA
BbI3bIBaTb CJe3bl, 0OJlaroroBeHue, ocoboe TmepexuBaHUe. MysbIKa-
HUCKYCCTBO HMeeT [ieJIo C 3iAocoM My3blkd. CcbLiasicb Ha Trpedyeckoe
CJI0BO «3UJ0C», KOTOpbI O3HAayaeT 4YYBCTBEHHBbIH «BUJ» B CaMOM
IIMPOKOM CMBbIC/Je 3TOTO cJ0Ba, JloceB TpaKTyeT 3HJ0C KaK HeKHH
«Ipenes», CTPYKTYPY CMbICJa, TAe 310C siBUJI cMBbIC. [4, 631]

MoXHO JIM  THepeBecTH MY3bIKy, KOHKpPeTHOe My3bIKaJbHOE
IpoM3BeJleHUe Ha JINTepPaTypPHbIN S3bIK, 00'bSACHAIOIINN ee CyIHOCTb. [1o
aToMy mnoBoay JloceB mnuuieT ciefywoliee. HanpuMep, MOXHO JUM TpHUO
YaiikoBckoro «[lamMaTu  BesqMKOro apTucta», mnocBsleHHoe H.I.
PyObuHUITeliHYy, MOHUMAaTh KaK H300pa)KeHUe pasJMYHbIX CTajuil ero
ku3HU. Eciu pacTosikoBaTh Npou3BeJleHHWe B 3TOM CMbIC/e MaccoBas
ny6suka Jserde ero mnodMer. K mnpumepy, [lepoumdeckyro cumpoHUIO
BerxoBeHa cBsizaTh ¢ HanoseonowMm, «lllexepasany» Pumckoro-Kopcakosa
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c MopeM, 6azapoM u T.JA. [5 231] W 4yacTto 3TO He IJOXO B
neJarornieckoM oOTHouleHHWH, nuumeT JloceB, OJHAKO HCTUHHOE
My3blKaJIbHOEe BOCIPUSITHE He JIIOOUT HHUKAaKUX mporpaMmm. Bcerpa Hazo
IIOMHUTb, YTO My3blKa M300pakaeT He NpeJMeTbl, HO Ty HUX CYIIHOCTb,
r/ie BCe OHU CJIUTBHI, T/le HeT HUYero oJHOro BHe Jpyroro, rje HeT HU 3.3,
HU J06pa, mpeobpakarouiero 3/a, 160 J06p0 B MY3bIKE CJUTO CO 3JI0M,
ropecTH ¢ IPUYUHON TOPECTH, CYACTbe C MPUUYUHOM CYaCThd, U Jaxke caMa
ropecTb M CcyaCTbe CJWATBI /0 IIOJIHOM  Hepas3leJbHOCTH U
Hepac4JeHUMOCTH, XOTd U IMPUCYTCTBYIOT B My3blKe BCEK CBOEH
CyllleCTBEHHOCTbIO. YKcTOe My3blKajbHOe ObBITHE eCcTb BceobLad MU
Hepas/e/bHasd CAMTHOCTb U B3aMMONPOHUKHYTOCTb NOCJAe[0BaTeJbHbBIX
4JacTel, MOMEHTOB, yTBepxaaeT Jloces.

JloceB 3ajjaeTcs BonpocoM: UTo Takoe My3blKaJlbHOe POU3Be/leHue C
TOYKH 3peHHUs BpeMeHM, B KOTOpoe OHO coBepuaetca? M oTBedaeT, 4TO
My3bIKaJIbHOE BpeMs — 3TO He NPOCTO JBHXEeHUe, IPOTEeKaHHe, OHO eCThb
BbIpaKeHHe TOJJIMHHON OHTOJIOTMYECKOM JYXOBHOHM CYIHOCTH CaMHX
COOBITUH, SIBJAETCH BbIPAKEHUEM [JYyIIEBHOH KU3HU. My3bIKaJbHOE
BpeMsi TaWT B cebGe OGecYUC/IeHHble CHHTE3bl W MPOCTPAHCTBEHHO-
BpeMeHHble 00beJuHeHUA: «B My3vikaabHOM npouseedeHuu Hem
npoui/a020, eCTb TOJBKO HACMOSUee U ero XU3Hb ..BCAKOe My3bIKaJbHOE
Npou3BeJleHre N0Ka OHO JKUBET U CJBILIMUTCA eCTh CIJIOLIHOe HaCTosllee,
NpPEUCIoJIHEHHOEe BCSIYECKMX W3MeHeHUH U mpoueccoB». [5, 239] Tak,
HanpuMmep, MouapTy «4yAHTCS, YTO OH CJBILIUT BCIO CHUMGQOHHUIO OT
HayaJla [0 KOHI]A Cpa3y, OAHOBPEMEHHO, B 0AWH Mur!» [7, 229] Besukui
nuaHuct C.T. Puxtep o6o03peBaeT NpousBeJeHHEe Cpa3y LEJUKOM, C
BBICOTBI OPJIMHOTO MOJIETA.

YTto KacaeTcs My3bIKaJbHOTO JeHWCTBOBAaHUSA W MNPUYUHHOCTH B
My3blKaJbHOM OBbITHM, TO, Kak numeT JloceB: «YucToe My3blKajlbHOE
ObITHE» TNPOHU3aHO OEeCKOHEYHbIMH JSHEPTUsIMU U CWJAMH, OHO
BbIpAa3UTeJbHOE U OHO BBIPAKAeT BHYTPEHHEE CAMONPomMu8o60pcmeo
cy6sekm-obsekmHozo  eduHcmea. Ilpy sTtoMm  «HemoBTopuma U
HEYHUYTOXXMMa CyO'beKTHasg HWHJUBUJYAIbHOCTb». [lox cy6bekToM
caefyeT IOHMMAaTh, TO, 4YTO Mo3xe JloceB Ha30BET «caMoe CcaMo»,
ri1yo6uHHoe. Bor mnopoxzaaeT My3blKy M II03HaeT cebs 4Yepe3 Heé.
My3biKasbHasi MCTHHA He HYXJaeTCsd HM B 4YeM, OHA 3aKJI4yaeTcd B
EnunHoMm, Bore. JTo He NCHUX0JIOTMYeCKOe PacTBOPEHHE MY3bIKaJbHOIO
obbeKkTa B HeJApax Hpolecca JMYHBIX IepeXUBaHUM, 3TO HMEHHO
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OJIHOBpPEMEeHHOe NPUCYTCTBUE CYO'bEeKTHOr0 ObITHUSA U 0O0'bEKTHOTO ObITHUSA
CO BCel CBoel mpeaMeTHOCThI. [Ipomecc camMonmpoTHBOGOPCTBA YCJAOBHO
00603HauYeH Takod QopMyJsioi: BOJIA - CTAHOBALIASCA TNPEAMETHOCTD,
KOTOpas OCYLIecTBJAseTCd B aKTax IepeXuBaHUSA U  BOJIEBOTO
caMonopoxjeHuss. TakuM 06pa3oM, My3blKa MNpejCTaBJeHa KaK >KHU3Hb,
*U3HePYHKIMOHUPYIOLasi cybcTaHnus: «Bcé MysbikajbHOE GbITHE €CTh
CIJIOLIHAsA CyOCTaHIMs HEM3MeHHO TeKydas M Bblpaxalollasd caMy cebs,
HAYKUCTO B KX/ bl MeJIbYaWlIlIUui TPOMEXyTOK BpeMeHH. JIlD60H MOMEHT
€CTb BBbIpa3uTeNb CyOCTAaHIUM, U LIEHTP ee IOBCIOJAY, U «MY3bIKa €CTb
HjieaJibHOE eJIUHCTBO, )KUBOE U cpallleHHoe». [4, 689]

BMecTe ¢ TeM My3blKajJbHOe ObITHE MHTUMHO IepeXUBAETCsA
yesoBekoM. JloceB yKa3blBaeT Ha pasJjiMyde JIMYHOTO CyObeKTHBHO-
NICUXO0JIOTUYECKOTO NMepeXUBaHUA NPU BOCHPUATHU MY3BIKH, CBA3AHHOIO
C HAlUMMH >KU3HEHHBIMH YCJOBUAMHU W MPUCYTCTBUEM TOJJUHHOMN
My3blKaJbHOW  cy6cTaHnuaJbHOCTH.  Hanpumep, numer  Jloces,
Bocnpusitie /[leBaTod cuMpoHun beTxoBeHa HMeeT MHOECTBO
IICUXOJIOTUYECKUX BOCIPUATHUH, TOJIKOBaHUH, MCIIOJIHUTENbCKUX
VWHTepIpeTalyi, HO OHO BCe PaBHO BBIHYX/€HO ONUPATbCA Ha HJeabHO-
NOCTOSTHHOE U HEM3MEHHOe M0 CYLHOCTU. Hale pacTBopeHHOe B My3bIKe
CyO'beKTUBHOE BOCIpHUATHE OOYCJOBJEHO CJAUSHHEM OOBEKTHOTO |
CyO'bEKTHOTO0, TOX/IeCTBA OBITUS M CO3HAHMUS, YTO «cCIllacaeT» CUMPOHUIO
B €€ ICTUHHOM GBITHH.

B rHoceosiornueckoM B3rJ/s/le Ha My3blKy, JloceB MMesa B BHUAY He
HayyHoe WM ¢ujocopcKkoe 3HaHMe, a 3HAHMe, OCYILeCTBJIAEMOe
My3bIKaJbHBIM NepexxuBaHHeM. JloceB paccMaTpuBajJ My3bIKaJbHOE
nepeXMBaHWe KaK CTaHOBslleecs My3blKajJbHOe I[103HAHHUE, y3peHue
CMBbIC/IA, KOTJla B3aMMOJEHCTBYIOT JIOTUYECKOe H  aJIoTU4YecKoe,
Xa0THYeCKOe U YIIopsiZ0uuBaloliee B Npolecce CTAaHOBJIEHHU .

C Touyku 3peHUs1 PEeHOMEHOJIOr0-JUaTeKTUYECKOr0 MOAX0Ja My3blKa
TpaKTyeTCcs KaK HWJeajbHasd CMbICJ0OBasA MO CYIIHOCTU. 3HAYUT, CleAyeT B
JUaNTEeKTUKO-PeHOMEHOJIOTUYECKOM  aHa/lM3e  UCXOAUTh  He U3
du3nyeckol MaTepuu MY3bIKH, a U3 TOTO, YTO My3blKa €CTb CyOCTAHLUS,
nprayacTHasg K 3crteTudeckoMmy. OHa wupeasbHa. CMBIC/IOBOEe NpOYTEHHUE
My3bIKaJbHbIX  NpPOW3BEJEHWN  YBOAUT B MHDP  BbIpasUTEeJbHO-
3cTeTHUYecKoro, JyxoBHoro. CijiefoBaTesbHO, Hay4Has My3bIKaJbHO-
TeopeTUYecKasd JeATeJbHOCTb TaKXe KaK W MCHOJHHTeJbCKas AOJDKHA
ObITb HaCbIIleHAa 3CTETUYECKHUM OLIyIleHHeM CMbICJOBOH 3HAeTHYecKOH
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3Hepruu npousBefeHus. Crneaysa IliaToHy M HeomsaToHusMy, JloceB
BUJUT B My3blKe HEM3MEHHYIO H/el0, HarJI1AHO BbIPAXKEHHYI0 3110COM, U
B TO e BpeMsi My3blka 3HaMeHyeT HeyCTOH4YUBOe, 6GeclpecTaHHO
CTaHOBAlleecs ObITHe, B3aUMOCBA3b HENOJBUXKHO-U/l€a/IbHOTO U TeKyde-
BpPEMEHHOTO.

Uccnepys cBfi3b My3bIKM UM MaTeMaTUKH, JloceB ykasaJ, 4TO C OJHOM
CTOPOHBI, Ha CYLHOCTHOe HeHW3MeHHOe HJieaJibHOe TIpU  BCEM
pasHoo6pasuu My3bIKaJIbHbIX MpOU3BEleHUM: «My3blika €CTb
HEINOJBI)KHO-U/leaIbHOe ObITHE, 3aKOHYEeHHO-O0QOpPMJIEHHOE, SICHOE U
NpOCTOe, KaK aKCHMOMa WJIM TeopeMa MaTeMaTuku». [5, 270] C pgpyroit
CTOPOHBI, OH YyKa3aJ Ha crnequdUiecKoe aJorhuyecKkoe My3bIKaJbHO-
UJleaJIbHOE, TOCKOJIbKY B My3blKe JeHCTBYeT 3 eTH4YecKoe 1esloe YUCJIO.
JloceB HallOMHHAET, YTO ILieJI0€ YUCJO0 B aHTHUYHOCTHU eCTb U QYHKIUA U
OTHOLUEHHWe, He TOJIbKO BeJHYMHA. YHWCI0 M BeJWYMHA, U TeJecHad,
YyBCTBEHHasi o0csi3aeMocTb. [6, 41] MareMaTuka Kak Yy4YeHHE O
CTAaHOBALIEMCA 4HuCJIe, YyyeHHMe 0 OQYHKUMAX, OJM3Ka  MY3bIKe.
[IpeAMeTHOCTb My3bIKM M MaTeMaTHKH C TOYKU 3pEeHHUS JIOTUKH MOXHO
CBECTU K IOHATHUIO «UHUCJO», HO pacxodcdeHue My3bIKM W MaTeMaTHKH
IPOUCXOJUT M3-32 CIOCOGOB KOHCTPYHMPOBAHMUSl 3TOM NpeJAMETHOCTH B
Co3HaHUM. My3blKaJbHOE KOHCTPyMpOBaHME 4YHCJA BO BpEMEHU
BbIpQXKaeTCsl MOCPEACTBOM ClenPUIEeCKOr0 My3bIKaJbHO SI3bIKa BO BCEM
CBOEM 6oraTcTBe MeJIOAUH, PUTMA, FTAPMOHUH, APYTMX KOMIOHEHTOB, BO
BCEM f6oratcTBe  CTPYKTYpBI «4UCTOTO  3HJ0Ca»,  «HE3PHUMO
yIpaBJISIOLIET0» My3bIKOH. [5, 282]

Bpemsa B pguanekTtuke JloceBa mpejnosaraeT CBOX aHTUTe3y — BHe-
BpeMeHHOro, Hegusumerocsa. Y JloceBa BpeMs ecTb O0ObeJUHEHHE
JJIALIerocs ¢ HeAJALMMCS, OHO eCTbh OlLleHKa JJISAILEerocs NoToka ¢ TOYKU
3peHHUs] 4Yero-To HeJJISAIerocs, OHO COJEPKUT YHUCJIOBble MYJIbCHI,
HeBaXXHO 4YeM 3aloJIHeHHble MO cofepxkaHulo. Torga, corsacHo Jlocemy,
Mbl MOXXEM CKas3aTb, UTO MYy3bIKajJbHasg popMa - 3TO BpeMs, YUCIOBbIE
MyJIbCbl, 3allOJIHEHHble MYy3bIKaJbHbIM COJZep)KaHHeM, CMbICJIOM. Bpewms
eCTb BCerja OXHJaHWe, BBICAYLIMBaHUe, CBeplleHHUe, a IeJoe YUCJI0 -
3aKOHYEeHHas [JaHHOCTb, co3epliaeMas HaJW4YHOCTb. Bpemsa e ecTb
IpoTeKaHHe, CTAHOBJEHHE CMBbIC/IA, BpeMs — CMBICJIOBOE CMAHOB/IEHUE
yucaa. Ilpy 3TOM  BCSIKOE  4YHCIO -  LeJbHasg  COGPaHHOCTb
MHOXXeCTBEHHOI0  WJIM  pa3jie/ibHOe  eAUHCTBO  cMbIcjaa.  Ywucio
npenctasiasieTcs JloceBy HeKoel «yMHOU ¢uzypoii», YMHBIM IieJIbIM,
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CoJlep>KalllUM OTJeJIbHble YacTH, OTJIWYHbIEe OT «YMHOTO LeJsoro». M.M.
[aMaroHOB KOHCTATHUPYeT LEHTPAJbHYI MY3bIKaJbHO-QUI0COCHCKYIO
unero JloceBa: «Hucna ects anresbi!» [2, 919] CiemoBaTesbHO, 10 JloceBy,
My3blKa Cy6CTaHLMA 60XKeCTBEHHOI0 Mo cBoel cylmHocTH. Y [Ipokia, Kak
y SI3bIYHHKA, OOrd - 4YHCJIA, NOHHMaeMble B BHUJE OOIIEKOCMUYECKHUX
3Hepruii, y JloceBa 4Yuc/ia - aHresbl, U My3bIKa, CJIeJIOBAaTEJNbHO, B
OHTOJIOTMYECKOM CTaTyce eCTb ObITHUEe 3HEepTUHHOe, aHTeJbCKOe, 0JHAKO
He B 00pa3HO-CO/Iep>KATETbHOM CMBICJIE, A B a0COTIOTHO CTPYKTYPHOM.

JloceBckoe NOHMMaHMeE YMCJIa, packpbeiBaeTcs B oT3biBe 0 U.C. Baxe, [2,
c.921] rpe JloceB roBOpUT O NOpa3UTeJbHOM CBOWCTBe My3blkM baxa
COBMelllaTb pallMOHaIM3M, JAOXOJAIMNA [0 QaHTAaCTUYECKU CJIO0XKHbBIX
3BYKOBBIX NeperyIeTEHUH C BJOXHOBEHHOCTBIO, AOXOAANIEH A0 MATETHUKH.
JuaneKkTHKa UppallMOHAJBHOIO0 U pallMOHAJbHOTO B BUJE «YMCJIA, 3BYKQ,
cl0Ba» Tpe/cTaBJieHHass B My3blke baxa, HamoJIHeHa «aHTreJbCKOHN
3Hepruei». Yucno ana baxa He cyeT WM He Tabjvma YMHOXEHHS, HO
«KWU3HEHHO-Tpelelyllias CTPyKTypa CaMOW [JelCTBUTEJbHOCTH, CJIOBO-
JIOrOC B HEOIUIATOHUYECKU-JeHMOHULMAHCKOM  MOHMMaHUMU  Kak
CBepXIpPUPOIHOe MOHUMaHue cyoBa. M.C. Bax He TOJIbKO pesMrHo3eH U
CKJIOHEH K ¢uiocoduy, OH elle U pPUTOPUYEH, OpaToOp, BJAJeeT
MY3bIKaJbHO-0paTOPCKUM cJoBoM - madocoMm. JloceB, kak U DbBax,
YyYBCTBEHHO INepeXHBasi YUCJI0, 3BYK, Jioroc. Mi3BecTHo, oTHomeHre baxa
K IpPOCTPAHCTBEHHO-BPEMEHHOMY BOCHPHUSTHUIO LEPKOBHOM My3blku. C
3TOM LieJibl0 KOMIIO3UTOP NPOAYMaHHO pacnoJjaraj X0p U My3bIKaHTOB
OpKecTpa B LEpPKBH, [J06UBasiCb YYBCTBEHHO BO3/I€HCTBYIOILETO
ctepeopoHuueckoro 3ddekTa, NpuUOIMKAIOLIETO K O0XKECTBEHHOMY.
3HauUT, My3blKa HeCceT NPOCTPAHCTBEHHO-BpeMeHHYI0 3Hepruio. Jloces
0o0paTW/Jl BHUMaHHe Ha TO, KaK «3BYKH CKPUIMUYHOU KBUHTBI» BarHepy
Ka3aJIUChb «IPUBETOM M3 MHUpA AYXOB He B IEPEHOCHOM, a B MPSMOM,
OYKBaJIbHOM CMbICJe», KBUHTBHI Hayasa 9-oif cumdonuu BeTxoBeHa
NPUKOBBbIBAJM BHUMaHHUE C POKOBOH cujiod, a B «Tpuo YalKkoBcKOro»
JloceB rOBOPUT O BO3JEMCTBUU HACTpaWBaeMbIX KBUHT, BbI3bIBAIOLIUX Y
Hero InepeMBaHUsI KaK HEKOEro «KaHyHa BEJMKOW CBajibObl, 6Jsaroit u
HapAAHOW >xu3Hu». [2, 923] CieayeT 3aMeTHUTb aKyCTUYECKUH CMBICI
MY3bIKaJbHOTO HWHTEpBaJjla «KBUHTBI», YUCTOTbl 3TOro 6J1ar03By4YHOTO
KOHCOHaHca.

B OCHOBOMOJIOXKEHUSX MY3bIKaJbHOTO mpeaMeTa, JloceB BblAeSAET
MY3BIKY KaK UCKYCCTBO BpEMEHH, B TJIyOMHE KOTOPOI'0 TAUTCS UJleaIbHO-
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HeNoJABW)XHasA (QUIYPHOCTb 4YHUCJA M KOTOPOe CHapy:u 3alBeTaeT
KayeCTBaMH OBEIEeCTBJEHHOr0 ABmKeHUsA. CMbIca0Basg QUIYPHOCTH
YyucJa HE3pUMO PYKOBOJUT BCEMH HPpPAlMOHAJbHBIMH CyJbb6aMu
My3blKaJbHOTO npeaMeTra. Hazo yMeTb yBUAeTb 3TO QUIypHOE YHCJIO,
4YTOOBI MOHATH My3bIKaJbHOE MPOU3BEJIEHHE; U OHO MPEACTOUT KaK TOT
CMBICJIOBOM OCTOB M CKeJIET, HA KOTOPOM JEepXKHUTCS BCSA Tpemnellyllee U
urpamilee JKM3HEHHbIMH CHJIaMH U CTPYSAMH TeJO  MY3BIKH.
BrelmenssoxkeHHoe ecTb MNOIBITKA, @0 cjoBaM JloceBa, omnucaThb
CMBICJIOBYIO CTPYKTYPY MY3BIKaJbHOTO IpeJMeTa U HaMepeHHe BCKPBITh
JAUaJleKTUYecKoe MeCTO MY3bIKaJIbHOTO NpeJMeTa B LieJbHOM cHUcTeMe
pasyma. [Jlanee 3ajaya - ONMCaTh MOAJMHHBIA Xy[0KECTBEHHBIN
dbeHOMeH My3bIKH.

B My3bIKajJbHOW 3CTETUKE Mbl ONepUpPyeM He TOJIbKO C JIOTUYeCKH
KOHCTPYHUPYEMOU YHCTOH HPEJMETHOCTBIO, HO €llle U C TeM HWJH UHBbIM
NOHMMAaHUEM 3TOU NMpPeJMEeTHOCTH, UM TOM U MHON BbIPAa3UTEJbHOCTbHIO
atoro npejgMeTa. Mcxos U3 yCTAaHOBKH, YTO MY3blKa €CTb »KU3Hb YMCIA,
BepHee BbIpaXKEHUE >KU3HHM 4YHCJIA, TAe BbIpa)KeHHEe TpPaKTyeTcs Kak
COOTHECEHHOCTh JIAHHOTO CMbIC/IA C BHE-CMBICJIOBBIM MaTepHuasioM, JloceB
BbIBOJUT KaTeropuu My3blKajbHOHW GOpMbl, TaKHe KaK DPUTM, MeTp,
Mes04us, rapMoHus. OH [aeT CBOW JIOTUYECKUH aHa/IM3 3TUX KaTeropui,
Ha OCHOBAaHHH KOTOPBIX BBISBJISIETCS MOHSTHE MYy3bIKAJIbHOU (QOPMBI.
PuTM - uucioBas GUIypHOCTb, KOMOUHALUs AJUTENbHOCTEH, B3STHIX
BHE CBOeH abCOJIIDTHO-BPEMEHHOW BeJIUYMHBL. B pUTMe BaXXHO MMEHHO
B3aMMHOE OTHOILIEHHE JJINTEeJbHOCTENR. PUTM eCcTh He BpeMs, a YUCIOBast
CTPYKTypa BpeMeHH, JaHHas B aclleKTe CBOero MoABHKHOTO Mokosi. OfHY
U Ty JXe PUTMHYECKYI QUTypy MOXKHO HCIOJHUTb B Pa3HOe BpeMS U C
pasHbIM TeMIioM. JloceB JlaeT omnpejiesieHUsI M JIOTUYeCKoe 000CHOBaHHUE
JAPYTUX KaTeropuil My3bIKajJbHOW (GOpPMbI C TOYKHU 3pEHUS] BbIpaXKeHUSs
yucaa 1) B acrnekTe €IUHUYHOCTH, MO0IBMXKHOTO MOKOS,
CaMOTOX/IeCTBEHHOT' O Pa3JIM4yUsl: PUTM, CHMMETPHUS, METPOPUTMHUYECKUHN
aKLeHT; 2) B aclleKTe TOHOBOM CTPYKTYpbl: TaKT, MeJIOJUsl, TapMOHUS,
MY3bIKaJIbHBIA YHCTBIA TOH; 3) B acleKTe CTAaHOBJIEHUS: TEMII, BBICOTA,
TOHAJIbHOCTh, ONpeJleJIEHHBIA TOH; 4) B acleKTe «OBelleCTBJIEHHOTO»
yuciaa (craBuero d¢akrta): TeMOp, CBETJ0TAa TOHA, IBETHOCTb TOHA,
KaJleHIYs, JJUTEeJbHOCTb, JUHAMUYECKHUH aKIeHT, MaCCUBHOCTb 3BYKa,
€ro 00'b€MHOCTb, IIJIOTHOCTb, BEC.

K acTeTuke My3bIKU OTHOCATCS HabJwogeHus JloceBa 0 BOCHPUSTUU
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My3bIKaJbHbIX 3BYKOB W KaTeropuil. Hampumep, puTM He mpocTo
KaTeropusi BpPEMEHHM, 4YMCJA, a BbIpaXKeHHe OGUIypHOro uuciaa (34ech
O/M3KO K AaHTUYHOMY [OHMMAHHI0 KpacoThkl, rapmoHuu). Jloces
pas/inyaeT YUCTBHIM (BHe-BBICOTHBIH) TOH OT IOJIHOTO, BeLleCTBEHHOIO

onpezesieHHOro ToHa. «Kaxzapld TOH HMeeT BBICOTYy» - HO YXe
BbIpaXK€HHE TOBOPUT O TOM, YTO TOH — 3TO OJIHO, @ BbICOTA — 3TO JAPYTOE.
YucTbli TOH - TOH abGCTparMpoBaHHBIA OT BBICOTHI. BHe-BBICOTHOe

CpaBHeHHE YHUCTbIX TOHOB — KOJIMYECTBEHHOE, B OTJIMYHE OT BBICOTHBIX,
JleJIo He B BBICOTE, a B COOTHOLIEHWHW. PeaZlbHBI TOH COBOKYIIEH CO
CBOMMHU 00epTOHaMHU. B MOHATUM TOHAJBHOTO TOHA NMEPBUYHO ABUXKEHMUE,
a BBICOTHOCTb BTOpHYHA. KadyecTBO «CBETJ/IOCTHU», «IBETHOCTHY,
IJIOTHOCTH 3ByKa 3aBUCUT OT CJIYXOBbIX oulylieHUH. KeHCKUH anbT
npejcraBJsserca JloceBy 4eM-TO MeTa//IMYeCKUM, CTaJbHbIM, UHOHN pas C
6JIECKOM, XOJIOJJHOBAaTBIM W TOpJbIM, OCSI3aHUM YMOM HEKOeH CTaTyH,
6e3ryia3oi (Kak CKyJbITypa B aHTUYHOCTH). «KOHEYHO, CKaXKyT, 4TO BCE
3TO - cyOBbeKTHBHO, - nuuetr JloceB, HO C JIIOJbMH, AJS KOTOPBIX
«06BEKTUBHBI» TOJIBKO BO3JYIIHbIE BOJHBI WU TOJBKO «BBICOTa» 3BYKa,
s JABHO YXXe IepecTas Cnoputb». [4, 819] ITo ykaspIBaeT Ha TO, UTO
JloceB He MBICJIUT MY3bIKy BHe cepbl 3CTeTUYECKOTO U B TEeCHOM CBA3HU
3CTeTUYEeCKOro BOCIPUATHSA € ICUXUKON U GU3HOI0THEM.

U3 cucrembl Kateropuil JloceB BBIBOAUT IMOHSATHE MYy3bIKaJbHOU
dopMbl. MysbikanbHasds QopMa, OHa e U eCTb My3bIKajJbHOE
pousBeJieHue, corjacHo JloceBy, COAEPKUT YeThIpe CMbICJIOBBIX CJ10s: 1)
BHELIHWUH, Ka4eCTBEHHO-BEI[HbIN CJIOH, WJIN memop (B LIMPOKOM CMBIC/IE
c/oBa); 2) 60siee BHYTPEHHUH — CTaHOBJIEHHE HEKOEro L|eJIbHOTO CMbICJIA,
WIu memn; 3) caMblil LieJIbHBIN CMBICJ, SIBJISAIOLIMNACS QUIYPHBIM YHUCJI0M
CO CBOWM CMBICJIOBBIM, MaTepUaJbHbIM HAINlOJHEHUEM — MOH, Mea00usl,
eapmoHus; 4) camMa  QUIYPHOCTb [0 MaTepuaJbHO-CMbICIOBOTO
HamnoJIHeHUs1 - pumm u Memp. TpeTHH CMBICJIOBOW CJIOM, TOHOBas
CTPYKTypa B BBbIpaXEHUHW ONpEJeJISIOT KaTeropud KOHCOHAaHca U
JHccoHaHca. JloceB cuuTaeT, 4To Npo6GJjieMa KOHCOHAHCA M JAMCCOHAHCA,
KaK, C OJJHOH CTOpPOHBI, 3CTETHYECKU MPUATHOTO U MOJOXKUTEJSbHO
OLIEHWBAEMOI'0 COYETaHUSI 3BYKOB, U C JPYrodl CTOPOHBI, HENPUSATHOTO
3ByYaHHsl, He paspeliMMa Ha IouyBe QU3HUKO-PU3U0JIOr0-NICHX0JIOTO-
UCTOPUYECKOH  TOYKM 3peHus, a paspemiuMa  ¢peHOMeHOJOro-
JUATEKTUYEeCKUM MeToZoM. (PeHOMEeHO/I0ro-AuaJeKTUYeCKUA aHaIu3
eCTb, MO3TOMYy Yy3peHHe U OIHCAaHUe MYy3blKaJbHOTO ObITHUS B e€ro
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SIBJIGHHOH CyI[HOCTH, 3akiiovaeT JloceB. OH mpeamnoJsiaraeT Ha 6ase
$GeHOMEHO/IOTUYEeCKONH JUAa/IEKTUKU TepedTu K ¢Guiaocoduu My3bIKH,
KOTOpasi CTAaBUT CBOEH I[eJibl0 HCC/Ie[lOBaHUE MY3bIKaJbHOTO ObITHS B
€ro CyIIHOCTHOM M OBITUHHOM 3HauyeHUM M TOJIOXKEHUHM Ha ¢oHe
MHpO3/IaHUsT W K YaCTHOM 3CTETHKe, aHaJU3y MY3bIKaJbHbIX
NpOoU3BeIeHUH, KOMIIO3UTOPOB, TUNOB. Kak BuauM, ¢usocodpuss MysbiKu
Y My3blKa/bHasi 3CTETHKA, corjacHo JloceBy pas/iMyarOTCs 1O NMpPeAMETY,
HeJd U 33jiauyaM, OJHAKO, KaK Mbl NMoHMMaeM JloceBa, My3blKajbHas
3CTeTHKa J0/DKHA UMETh B I0Jie 3peHHUs CYOCTAaHIMOHAJbHYIO CYI[HOCThb
Y Cy6CTaHIMOHAJNbHOE ObITHE MY3bIKH.

JloceB paccMmoTpen (EHOMEHOJIOTHIO YKCTOrO, HWJIW a6GCOJIOTHOTO
MY3bIKaJbHOTO ObITHS, [Jlajiee HAaMeTUJ pPacCMOTPETh JApyrue 4acTu
$beHOMEeHOJIOrnYecKon 3CTETUKH MY3BIKH: $eHOMEeHOJIOTUI0
MY3bIKaJbHOTO OBITUS KaK OBITHUS 06pa3HOro, ObITUS MY3bIKaJbHO-
o6pa3Horo (M300pa3UTENbHOTO, TPOrPAMMHOr0) B MPOTUBOBEC YUCTOMY,
TBOPYECKOMY, 3CTETHYECKOMY IO CYU[HOCTH, OBbITUS B CpPaBHEHHUH C
JPYTUMH BHE-3CTETUYECKUMH U 3CTETUUYECKUMHU BUJJAMU OBITHS BOOOGIIIE.

YTto ke MbIicaua JloceB B CO3JjaHUM BO3MOXHOM, KaK Mbl Ha30BEM -
«My3bIKHM KaK MpeJMeTa 3CTETUKH», TO 3TO Mbl HaXOJWM B OTrJIaBJEHUH
paszesoB «04epKa 0 My3bIKe», OJHAKO MepBbie BOCEMb IJIaB «Odepka» He
COXpaHWIUCh. B 9-i1 ryiaBe moka3aHbl Mepexosi OT (GEHOMEHOJIOTUH
MY3bIKM K IICUXOJIOTHM, My3blKa KaK 4YHCTOe ObITHE M abCOJII0THOE
Ka4yeCTBO, KaK NpPOW3BeJleHHUEe HCKYCCTBAa U 3CTEeTHUYECKOe IMepeXHUBaHHUeE.
HanucaHo 0 TOM, UTO MOHSIB YHUCTOE€ GbITHE MY3bIKH, «J0-JIOTHUYECKYI0 U
JI0-TI03HABATEJNbHYI0 CYI[HOCTh MYy3blKaJibHOro beiTus u Bocrtopra,
OIyTUBIIU cebs1 caMu - Kak Ero m Ero - kak Halle cOGCTBEHHOE HYTPO,
Mbl HUMeeM MpPaBO paccMOTpeTh BbiTHe He Kak GbITHHCTBYIOIEE CAMO MO
cebe U B cebe, HO — KaK SIBJICHME CMePTHBIM 04YaM, TOYHee KaK OpraHu3M
npousBefieHUsi». [2, 640] B KOHTeKCTe Halleld WHTEpPHNpeTalHd MOXHO
CKa3aTb: OULIYTUB MY3bIKaJbHO-3CTETUYECKOE, Mbl NMpPHUHUMaeM B ce6e
MY3bIKy KaK CyOCTaHIIMI0 3cTeTH4yeckoro B bore. B 3Toil cBsa3u
MY3bIKaJbHOTO GBbITHSI KaK «CAMOro caMOro» U «J0-03HaBaTeJbHOH
CYLIHOCTH My3blKaJbHOro bBbiTMs u  Boctopra» ¢ COGCTBEHHBIM
JIMYHOCTHO-4Y€eJIOBEYECKUM HYTPOM» MBI yCcMaTpUBaeM
AKCHUOJIOTUYECKOE, 3CTEeTHUKO-IIEHHOCTHOEe OCHOBaHHe, 0e3 KOTOpOro
CaMO/IOCTATOYHOCTb MY3bIKH TaK U OCTaBaJsach GblI LieJIbI0 B cCaMoU cebe.

B My3bIKaJbHOU NpaKTHKe CyIeCTBYeT YCTAaHOBKA Ha TO, 4TOGBI
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aHaAJIM3UPOBATh MY3bIKaJbHOE MNPOW3BEJEeHHE KaK XKUBOE, CBSI3bIBas C
HUCTOPUKO-KYJIbTYPHBIM  CMBICJIOBbIM  KOHTeKCTOM. Ha  mpakTuke
yBJIeYeHHE TeOpeTUYeCKUMU (paKTaMH MOAYAC CHIXKAET 3CTETUYECKOe

«CXBaTbIBaHHWE» MY3bIKaJILHOTO IPOU3BEJEHUS B €ro IeJOCTHOCTH.
3aHMMasicb TeOpPETHUYEeCKHM aHaJM30M, Mbl 3aHUMaeMCsl, Ha Hall B3TJIsJ,
He CTOJIbKO TOCTW)KEHHUEM WCTHUHBl MY3bIKaJbHOTO NPOU3BEJIEHUS, ee
UJier, CKOJIbKO GECKOHEUYHbIM NMPUOJIMKEHUEM K HEH, OCTaBJisis MECTO B
CBOEM CO3HAaHWM JJisl NPeJCTaBJEHHUs O CaMOCTH MYy3bIKaJbHOH BellHd, O
Hepas3JUYMMOM TOXJECTBE SIBJEHUS W CYUIHOCTH, UTPe KOHEYHOTO U
0eCKOHEYHOro, cyocTaHIHanbHOro. [1o JloceBy, 6eCKOHEYHOEe W KOHEUHOE,
Halle/lllee  BbIpaXXeHHWE B  My3blKaJbHOW  ¢QopMe, cojepkaliei
OECKOHEYHOCTb, COBIAJIAIOT, [0 IOJHOHW HepasJIuYUMOCTH. AHTUTE3bI
BOCCOEJMHAIOTCSA B CaMuX Belax. Hale m3yyeHue My3bIKH, OCHOBaHHOE
Ha aHTUTe3aX, OTHOCUTEJbHO. AHTHHOMHUEH BBICTyNmaeT TO, YTO
abCTpaKkTHblE pasfie/ieHdss Ha 4YaCcTU IpU U3yYeHHU MY3bIKaJbHOTO
IpOU3BeJEeHUs] HeOGXOJAMMbl, HO OHHU 3aHSAThl 3BYKOBBIM «TeJIOM»
My3blKd.  [loIBOAUTb  JAYXOBHO-MHUPOBO33pPEHYECKYID  OCHOBY K
BOCHPHUSATHIO  MYy3bIKQJIbHOTO  INPOWU3BEJEHHUS  TOXE  IPOUCXOJHUT,
ob6ocHOBaB eé nmnpu mnomomu ¢uaocopun. OAHAKO He CTOJBKO B
MHPOBO33pPEHYECKOH W TMO03HABaTeJbHOW QYHKIUM, HA Hall B3TJsAM,
IIEHHOCTb MY3bIKH, CKOJIBKO B €€ CaMOCTH, CaMOJOCTaTOYHOH
3CTETHYECKOH CyOCTaHLIUH, M3Ha4yaJbHO NPUCYTCTBYOLEH B
60xxecTBEHHOM  cBepxcy6cTaHuuu. Duinocodus  Mysbsiku  Jlocesa,
MaKCUMaJbHO COJIMXKAeT pEeJIMTUI0, MY3bIKY M 3CTETHKY, Belb
3CTETHUYECKOE 3aJI0)KEHO B NepBOHadaslbHOM Iuace «/la 6yzer Cet!». U
yepe3 JIBDKEHHE MY3bIKaJbHO MbICJU B JIIOGOM  MY3bIKaJbHOM
NpOU3BEJEHUH  Mbl  CTAHOBUMCH  NPUYACTHBIMU K  BEJIMKOMY
6oxecTBeHHOMY  TBopeHH10. Ilpy 3TOM HHTYHUTHBHO  OIIYLIAEM,
YyBCTBYEM W pa3yMOM HpPU3HAEM, CChbLIasch Ha JloceBa, My3bIKaJbHOE
OBITHE KaK CIJIOLIHYIO CyOCTaHI[UIO, TEKYUYI0 U BBIPQXKAIOLIYIO CaMy CeOsl.
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Abstract

The article is based on the author's aesthetic research on AF. Losev’s philosophy of music
presented in the book The Value of Music: the philosophical aspect.’® The article is devoted to
the concept of the substantial essence and the substantial being of music based on the works
of AF. Losev. The thinker exalted music among all kinds of arts, since music and religion,
according to Losev, represent two spheres that determine the worldview. Music is the
formation, the expression of God’s Creation, the self-contradiction of the absolute
Personality, it is more than an art in its substantial essence. The substantial existence of
music determines the formation of musical forms in the human world, revealing involvement
in Divine Creation. At the same time, music is not conceived outside the sphere of aesthetic
expression and aesthetic perception.
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Can music be a substance if it is movement, rhythm, relentlessly
flowing time, or does it have such a substantial being, which is expressed
by participation in the highest Divine super substance? This question is
addressed to those who deny the substantial existence of music in essence
and are engaged in the historical movement of musical art, representing
aesthetic experience in the legacies of musical culture. However, there are
musicians who want to know the true essence of music. It is significant
that my classes on philosophy of music online with a Russian musician
Dmitry Rasul-Kareev, now concerting abroad,’® who is engaged in a
diverse musical activity, began precisely with philosophical and aesthetic
views on Losev's music. In addition, at the previous, X Ovsiannikov
International Aesthetic Conference, we noted analogies and difference of
views of two religious philosophers - ]J. Maritain and A.F. Losev - on the
ontological status of music.20

In order to confirm the substantial essence of music, let us turn to
aesthetics and philosophy of music by A.F. Losev, for whom music was
somethig more significant than just art of musical works. The root of
music, according to Losev, following the aesthetics of Neoplatonism, is
seen in the intuitively comprehended religious essence and in the
expressive manifestation of the divine Origin. The source of music is seen
in the "very", in the life of the divine number, the numbers of angels,
rationally transformed in musical compositions. The interrelation of the
irrational and rational presence in music is due to the Divine Creation.

As you know, AF. Losev took monastic vows, he was an Orthodox
monk, for whom religion and music are the two fundamental beginnings
of the formation of all life. He had a musical upbringing and education,
was a professor at the Moscow Conservatory. A monk at heart, he treated
music as the sphere closest to the divine origin than all the sciences and
arts. Music in the human consciousness since ancient times has been far
beyond the scope of the actual musical art. As we know, in ancient China,
philosophers saw the source of music in the "great tao", in the ancient
philosophical soap, music especially, since Pythagoras was thought of as
Number and turned the base of philosophy, mathematics and special

19 Rasul-Kareyev, D. is a Clarinet solo of Orchestre de la Suisse Romande, Switzerland.
20 Kolomiets, G. Jacques Maritain: "Mousike" in Poetic Intuition and Poetry // Aesthetica Universalis. 2021. Vol. 2-3
(14-15).P. 169-176.
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theory of music.

AF. Losev, highly appreciating Beethoven and Wagner, as an Orthodox
believer, stated that even this great art could not be compared with
religious cathedral singing, troparion and kontakion, and "no symphony
can be compared with the beauty and meaning of bell ringing" [1, 104].
that only the prayerful state of an ascetic, "clever prayer”, can be higher
than music. The essence of Losev's worldview, according to him: "this is
an Orthodox understanding of Neoplatonism" [2, 919], the spiritual
outflow of energy, when from an absolutely indistinguishable point of the
Primordial, there is a gradual manifestation of the eidos in a myth, symbol,
personality, name as a meaningfully expressed ultimate manifestation of
the essence. Losev preferred the philosophical category of "becoming”,
while strictly following the phenomenological-dialectical method in
aesthetics. Concepts and terms other than "becoming" such as "eidos",
"otherness"”, "becoming”, "energy", "emanation", "expression" were not
just used often, but also experienced by Losev in a peculiar way. Eidos
seemed to him to be a mental figure, white or multicolored, but
necessarily on a dark background, like lanterns with multicolored glasses
against a twilight sky. "Otherness" for Losev is a shapeless body or viscous
clay, "he barely pulls his legs out of this quagmire, and it sucks him in
every second". [3, 13] "What has become" evoked associations with
something hard and cold like a wall or a stone, with something even
gloomy that you can't turn, you can't go around.

Especially important for him was the concept of "expression”, which he
deepened under the influence of the teachings of Neoplatonism,
Schelling's philosophy, neo-Kantian studies of "expressive forms". At the
same time, Losev's teaching about "expression” is completely original. "To
express," Losev writes, "means to correlate with some material... [4, 791]
Losev's "expression” is distinguished by the absence of panlogism, is filled
with cosmism (in comparison with Neoplatonism), dialectics and semantic
significance, which come from the sharpest sense of expressive forms of
reality. "Expression” in Losev's philosophy is the brightest category
synthesizing the logical and the illogical. To express means to correlate
with some material, it means to attract foreign material, which in itself has
nothing to do with this meaning, but from now on it is assigned to carry a
certain meaning. The expression presupposes different forms of energetic
expression of the essence, when the essence is manifested in the eidos, the
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eidos - in the myth, the myth - in the symbol, the symbol - in the
personality, the personality - in the energy of the essence. [2, 29] Losev's
field of expression is directly related to aesthetics, which is interpreted as
the science of expression (K. Vossler, B. Croce). The expressive is identical
to the aesthetic.

Losev's dialectic leads him to understand music as a divine number,
where "number as the first principle is the eternally creative force of
dismemberment and articulation. Bursting into being, this force breaks it
into separate, isolated moments and unites them anew into a new, no
longer only possible, but quite real coordinated separateness. The first
principle is this power of numerical formations. " [3, 139]. Music is both a
number and the formation of a number, Losev thereby ontologically
connects the status of music with the first principle of the One, God and
his Creation. Accordingly, the source of music is seen in an absolutely ideal
being. The philosophy of A.F. Losev, according to V.M. Loseva, moves
between such limits as irrational, intuition, inner, symbol, myth - on the
one hand, and rationalism, systematics, dialectics - on the other.

In Losev's Dialectical Foundations of Mathematics, the antithesis of
number as an abstract concept and number as manifest objects of spiritual
culture is derived at the beginning. Losev is not interested in the question
of how a number functions, but what is a number in itself. The number has
meaning, according to Losev, the number refers to a purely semantic
sphere, significance. [3, 45] Meaning is nowhere spatially located and
admits subject-object indifference, it exists not as a thing, but as the
significance of a thing that is everywhere and nowhere at once. Meaning,
like number, is diverse in the way it exists and functions. The whole
sphere of pure meaning, from an abstract concept to an artistic form, is
the sphere of expressive meaning, i.e, in the way meaning stays in
otherness, meaning is thus two-dimensional: abstract meaning and its
otherness overlap, the domain of semantic, expressive forms. In the field
of meaning, Losev distinguishes between abstract and expressive forms.
At the same time, "a number is primarily an abstract sphere of pure
meaning, not an expressive one." [3, 50] The number does not contain any
quality, neither material, nor sensual, nor semantic. In fact, the number
"five" does not depend on the fact that we are talking about five nuts, five
days, five works of art. A number is an extra-meaningful semantic
structure, an act of semantic assumption, and not the content of this
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assumption. The number acts as a form of semantic positivity. For
understanding the musical form as the non-existent existence of pure
meaning, i.e. expressive meaning, expressive musical form, it seems to us
very important. An infinite number of musical compositions "fit",
regardless of the content, into typical forms of "semantic positivity", which
are based on a number. Let's say that both art theorists and musicians
well understand the content and semantic structure, the "numerical”
skeleton of a musical work, but at the same time it is good to know that
behind this is the divine essence of the number, which caused the musical
manifestation of the form. The assumption is one of the simple initial
attitudes that underlies the constructions, and the number belongs to the
sphere of acts of semantic assumption. The dialectical process of
formation, the life of numbers and numbers, based on the principle of
semantic assumption, Losev presents in the following scheme: 1) Supra-
act: a number at the stage of origin, generates its otherness, an act of self-
creation; 2) In-act - an act of positing; 3) Counter-act - an act of negation,
the beginning of separation or a separate act of positing; 4) Infra-act -
becoming, as if running through separate acts of positing - "units",
becoming the boundaries of numbers, a set of acts; 5) Intra-extra-act,
which has become an act, the stopped expansion of the number boundary,
the internal dissection of the number; 6) An energetic act, or a complete
number - specifically an individual number, the functioning of the
become.[3, 70]

According to Losev, the creative primordial energy of a number not
only "beats and splashes in the solid contours of the number itself," it also
flows outward, requiring a transition to other numbers. As for the first act
itself, it is indeterminate in itself, it is a super-formality. Losev concludes:
"the number is the result of the energy of self-creation of the act of
positing the mobile rest of the self-identical difference.. The number is
preceded only by the pre-logical, super-semantic, super-existential,
absolute indistinguishability” .[3, 106] This means that music as an integer
has a pre-logical, super-semantic Unity. Losev asserts that the "pure"
musical being (discarding space, physical materiality, material certainty)
is a hyletic being - non-objective, unformed, which has not yet revealed a
concrete musical form. This is the all-encompassing power of music,
causing both suffering and joy. Musical perception sees the naked,
undiscovered essence of the world in all its pristine purity and ineffability.
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According to Losev, the reduction of the philosophical New European
"law of sufficient reason" opens the door to the mysteries of the pure
existence of music, referring to the law of mathematical foundation
(space), the law of becoming (time), the law of action (causality), the law
of cognition (concept). However, in music there is not a law of sufficient
reason, but the law of birth, of relentless becoming, since musical thought
is driven by the principle of indivisible unity, interpenetration of all
components of musical existence. If you analyze a piece of music by
individual elements of melody, harmony, rhythm, timbre, etc., then it will
no longer be a living musical organism, unity in its unity, fluid integrity is
lost. Thanks to this, music is able to evoke tears, awe, and a special
experience. Music-art deals with the eidos of music. Referring to the Greek
word "eidos", which means a sensual "kind" in the broadest sense of the
word, Losev interprets eidos as a kind of "limit", the structure of meaning,
where eidos revealed the meaning. [4, 631]

[s it possible to translate music, a specific piece of music into a literary
language that explains its essence? On this occasion, Losev writes the
following. For example, is it possible to understand Tchaikovsky's trio In
Memory of the Great Artist, dedicated to N.G. Rubinstein, as an image of
various stages of his life. If you interpret the work in this sense, the mass
public will understand it more easily. For example, Beethoven's Heroic
Symphony can be associated with Napoleon, Rimsky-Korsakov's
Scheherazade with the sea, the bazaar, etc. [5, 231]. And often this is not
bad from a pedagogical point of view, Losev writes, but true musical
perception does not like any programs. We must always remember that
music does not depict objects, but their essence, where they are all
merged, where there is nothing one outside the other, where there is
neither evil nor good, transforming evil, because good in music is merged
with evil, sorrows with the cause of sorrow, happiness with the cause of
happiness, and even grief itself and happiness are fused to complete
indivisibility and indivisibility, although they are present in music with all
their essence. Pure musical being is a universal and indivisible fusion and
interpenetration of successive parts, moments, Losev asserts.

Losev asks the question: What is a piece of music in terms of the time
at which it is performed? And he answers that musical time is not just a
movement, a flow, it is an expression of the genuine ontological spiritual
essence of the events themselves, it is an expression of spiritual life.
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Musical time is fraught with countless syntheses and space-time
associations: "There is no past in a musical work, there is only the present
and its life ... every musical work while it lives and is heard is a continuous
present, full of all kinds of changes and processes." [5, 239] For example,
Mozart "feels as if he hears the whole symphony from beginning to end at
once, simultaneously, in an instant!" [7, 229] The great pianist S.T. Richter
surveys the whole work at once, from the height of an eagle flight.

As for musical action and causality in musical being, then, as Losev
writes: "Pure musical being" is permeated with infinite energies and
forces, it is expressive and it expresses the internal self-contradiction of
the subject-object unity. At the same time, "The subjective individuality is
unique and indestructible." The subject should be understood as what
Losev would later call "the very self’, the deep. God creates music and
knows himself through it. Musical truth does not need anything, it consists
in the One, God. This is not a psychological dissolution of a musical object
in the depths of the process of personal experiences, it is precisely the
simultaneous presence of subjective being and object being with all its
objectivity. The process of self-confrontation is conventionally designated
by the following formula: will is a becoming objectivity, which is carried
out in acts of experiencing and volitional self-generation. Thus, music is
presented as life, a life-functioning substance: "All musical existence is a
continuous substance that is invariably fluid and expresses itself,
completely in every minute interval of time. Any moment is an expression
of substance, and its center is everywhere, and "music is an ideal unity,
alive and fused".[4, 689]

At the same time, musical existence is intimately experienced by a
person. Losev points out the difference between personal subjective and
psychological experience in the perception of music, associated with our
living conditions and the presence of genuine musical substantiality. For
example, Losev writes, the perception of Beethoven's Nineth Symphony
has many psychological perceptions, interpretations, and performance
interpretations, but it still has to rely on the ideal-permanent and
unchangeable in essence. Our subjective perception dissolved in music is
conditioned by the fusion of the object and the subject, the identity of
being and consciousness, which "saves" the symphony in its true being.

In his epistemological view of music, Losev did not mean scientific or
philosophical knowledge, but knowledge carried out by musical
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experience. Losev considered musical experience as becoming musical
cognition, a vision of meaning when logical and illogical, chaotic and
ordering interact in the process of becoming. From the point of view of the
phenomenological-dialectical approach, music is interpreted as an ideal
semantic in essence. Hence, in dialectical-phenomenological analysis, one
should proceed not from the physical matter of music, but from the fact
that music is a substance involved in the aesthetic. She's perfect. The
semantic reading of musical works takes you into the world of the
expressive, aesthetic, spiritual. Consequently, scientific musical and
theoretical activity, as well as performing, should be saturated with an
aesthetic sense of the semantic eidetic energy of the work. Following Plato
and Neoplatonism, Losev sees in music an unchanging idea, vividly
expressed by eidos, and at the same time music marks an unstable,
constantly becoming being, the relationship of the immobile-ideal and
fluid-temporal.

Exploring the connection between music and mathematics, Losev
pointed out that, on the one hand, the essential unchangeable ideal with
all the variety of musical works: "Music is an immobile-ideal being,
finished, clear and simple, like an axiom or theorem of mathematics". [5,
270] On the other hand, he pointed out a specific illogical musical-ideal,
since an eidetic integer acts in music. Losev reminds that an integer in
antiquity is both a function and a relation, not just a quantity. Number and
magnitude, and physicality, and sensory tangibility. [6, 41] Mathematics as
the doctrine of the becoming number, the doctrine of functions, is close to
music. The objectivity of music and mathematics from the point of view of
logic can be reduced to the concept of "number"”, but the divergence of
music and mathematics occurs due to the ways of constructing this
objectivity in consciousness. The musical construction of a number in time
is expressed through a specific musical language in all its richness of
melody, rhythm, harmony, and other components, in all the richness of the
structure of "pure eidos", "invisibly controlling” music. [5, 282]

Time in Losev's dialectic presupposes its antithesis - out-of-time, non-
lasting. Losev's time is a union of the lasting with the non-lasting, it is an
assessment of the continuing flow from the point of view of something
non-lasting, it contains numerical pulses, no matter what the content is
filled with. Then, according to Losev, we can say that the musical form is
time, numerical pulses filled with musical content, meaning. Time is
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always waiting, listening, fulfillment, and an integer is a complete given, a
contemplated cash. Time is the flow, the formation of meaning, time is the
semantic formation of a number. Time is the flow, the formation of
meaning, time is the semantic formation of an integer. At the same time,
every number is an integral assemblage of the plural or a separate unity of
meaning. The number appears to Losev as a kind of "smart figure", a smart
whole containing separate parts different from the "smart whole". M.M.
Gamayunov states the central musical and philosophical idea of Losev:
"Numbers are angels!" [2, 919] So, according to Losev, music is the
substance of the divine in its essence. Proclus, as a pagan, has gods as
numbers understood in the form of general cosmic energies, Losev has
numbers as angels, and music, therefore, in its ontological status is an
energetic, angelic being, but not in a figurative and meaningful sense, but
in an absolutely structural one.

Losev's understanding of the number is revealed in a review of LS.
Bach,[2, 921] where Losev talks about the amazing property of Bach's
music to combine rationalism, reaching fantastically complex sound
interweaves with inspiration, reaching pathos. The dialectic of the
irrational and rational in the form of "number, sound, word" presented in
Bach's music is filled with "angelic energy". The number for Bach is not a
count and not a multiplication table, but "the vital-trembling structure of
reality itself, the word-logos in the Neoplatonic-Leibnizian understanding
as a super-natural understanding of the word. ].S. Bach is not only
religious and inclined to philosophy, he is also rhetorical, an orator, owns
a musical oratorical word - pathos. Losev, like Bach, sensually
experiencing the number, sound, logos. It is known that Bach's attitude to
the spatial-temporal perception of church music. To this end, the
composer thoughtfully arranged the choir and orchestra musicians in the
church, achieving a sensually affecting stereophonic effect, bringing them
closer to the divine. This means that music carries space-time energy.
Losev drew attention to how "the sounds of such a musical interval on the
violin as the "fifth" seemed to Wagner "greetings from the spirit world not
figuratively, but literally, literally”, the fifths of the beginning of
Beethoven's Nineth symphony attracted attention with fatal force, and in
"Tchaikovsky Trio" Losev speaks about the impact of tuned fifths that
cause him to experience as a kind of "eve of a great wedding, a good and
elegant life." [2, 23]. It should be noted the acoustic meaning of the
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musical interval of the "fifth", the purity of this euphonious consonance.

In the fundamentals of the musical subject, Losev distinguishes music
as the art of time, in the depths of which lies the perfectly motionless
figure of a number and which blooms from the outside with the qualities
of materialized movement. the semantic figurativeness of the number
invisibly guides all the irrational destinies of the musical subject. It is
necessary to be able to see this figure number in order to understand a
piece of music; and it will be like that semantic skeleton and skeleton on
which the whole body of music, trembling and playing with vital forces
and streams, rests. The above is an attempt, according to Losev, to
describe the semantic structure of the musical subject and the intention to
reveal the dialectical place of the musical subject in the integral system of
the mind. Next, the task is to describe the genuine artistic phenomenon of
music.

In musical aesthetics, we operate not only with a logically constructed
pure objectivity, but also with one or another understanding of this
objectivity, or one or another expressiveness of this subject. Proceeding
from the premise that music is the life of a number, or rather the
expression of the life of a number, where the expression is interpreted as
the correlation of this meaning with non-semantic material, Losev
deduces categories of musical form, such as rhythm, meter, melody,
harmony. He gives his logical analysis of these categories, on the basis of
which the concept of musical form is revealed. Rhythm is a numerical
figure, a combination of durations taken outside of their absolute-time
magnitude. In rhythm, it is the mutual relation of durations that is
important. Rhythm is not time, but the numerical structure of time, given
in the aspect of its mobile rest. The same rhythmic figure can be
performed at different times and at different tempos. Losev gives
definitions and logical justification of other categories of musical form
from the point of view of expressing the number 1) in the aspect of
singularity, mobile rest, self-identical difference: rhythm, symmetry,
metro-rhythmic accent; 2) in the aspect of tone structure: beat, melody,
harmony, musical pure tone; 3) in the aspect of becoming: tempo, pitch,
tonality, a certain tone; 4) in the aspect of a "materialized" number (which
has become a fact): timbre, lightness of tone, chroma of tone, cadence,
duration, dynamic accent, massiveness of sound, its volume, density,
weight.
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The aesthetics of music include Losev's observations about the
perception of musical sounds and categories. For example, rhythm is not
just a category of time, numbers, but an expression of a figured number
(here it is close to the ancient understanding of beauty, harmony). Losev
distinguishes between clean (off-altitude) the tone is from a full,
substantial definite tone. "Every tone has a height" - but the expression
already says that tone is one thing, and height is another. Pure tone is a
tone abstracted from height. Out-of-altitude comparison of pure tones is
quantitative, unlike high-altitude, it's not about height, but about the
ratio. The real tone is combined with its overtones. In the concept of tonal
tone, movement is primary, and altitude is secondary. The quality of
"brightness"”, "color”, and sound density depends on auditory sensations.
A woman's low voice seems to Losev to be something metallic, steel,
sometimes with a shine, cold and proud, tactile mind of a certain statue,
eyeless (like a sculpture in antiquity). "Of course, they will say that all this
is subjective," Losev writes, but [ have long stopped arguing with people
for whom only air waves or only the "height” of sound are "objective". [4,
819] This indicates that Losev does not think of music outside the sphere
of aesthetic and in close connection of aesthetic perception with the
psyche and physiology.

Losev deduces the concept of musical form from the system of
categories. The musical form, which is also a piece of music, according to
Losev, contains four semantic layers: 1) the external, qualitative-material
layer, or timbre (in the broad sense of the word); 2) more internal - the
formation of a certain integral meaning, or tempo; 3) the most integral
meaning, which is a figured number with its semantic, material content -
tone, melody, harmony; 4) the figurativeness itself to the material -
semantic content - rhythm and meter. The third semantic layer, the tone
structure in the expression determine the categories of consonance and
dissonance. Losev believes that the problem of consonance and
dissonance, as, on the one hand, an aesthetically pleasing and positively
evaluated combination of sounds, and on the other hand, an unpleasant
sound, is not solvable on the basis of a physical, physiological,
psychological and historical point of view, but is solvable by a
phenomenological and dialectical method. Phenomenological-dialectical
analysis is therefore a vision and description of musical existence in its
manifest essence, Losev concludes. He suggests moving on the basis of
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phenomenological dialectics to the philosophy of music, which aims to
study musical being in its essential and existential meaning and position
against the background of the universe and to private aesthetics, analysis
of musical works, composers, types. As we can see, the philosophy of
music and musical aesthetics, according to Losev, differ in subject matter,
goals and objectives, however, as we understand Losev, musical aesthetics
should have in view the substantial essence and substantial being of
music. Losev considered the phenomenology of pure or absolute musical
being, then outlined to consider other parts of the phenomenological
aesthetics of music: the phenomenology of musical being as a figurative
being, being musically figurative (pictorial, programmatic) as opposed to
pure, creative, aesthetic in essence, being in comparison with other non-
aesthetic and aesthetic types of being in general.

What Losev thought about creating possible, as we will call it, "music
as an object of aesthetics”, we find this in the table of contents of the
sections of the Essay on Music, but the first eight chapters of the Essay
have not been preserved. Chapter 9 shows the transition from the
phenomenology of music to psychology, music as pure being and absolute
quality, as a work of art and aesthetic experience. It is written that having
understood the pure being of music, "the pre-logical and pre-cognitive
essence of musical Being and Delight, having felt ourselves - as His and
His - as our own insides, we have the right to consider Being not as being
in itself and in itself, but as a phenomenon to mortal eyes, more precisely,
as an organism of the work" [2, 640]. In the context of our interpretation,
we can say: having felt the musical-aesthetic, we accept music in ourselves
as the substance of the aesthetic in God. In this connection of musical
existence as "itself" and "the pre-cognitive essence of musical Existence
and Delight" with its own personal-human "gut", we see an axiological,
aesthetic-value basis, without which the self-sufficiency of music would
remain a goal in itself.

In musical practice, there is an attitude to analyze a musical work as a
living one, linking it with a historical and cultural semantic context. In
practice, the fascination with theoretical facts sometimes reduces the
aesthetic "grasp" of a musical work in its entirety. Engaging in theoretical
analysis, we are engaged, in our opinion, not so much in comprehending
the truth of a musical work, its idea, as in infinitely approaching it, leaving
room in our consciousness for the idea of the self of a musical thing, of the
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indistinguishable identity of phenomenon and essence, the play of the
finite and infinite, the substantial. According to Losev, the infinite and the
finite, expressed in a musical form containing infinity, coincide to the
point of complete indistinguishability. The antitheses are reunited in the
things themselves. Our study of music based on antitheses is relative. The
antinomy is that abstract divisions into parts are necessary when studying
a piece of music, but they are occupied by the sound "body" of music.
Bringing the spiritual and ideological basis to the perception of a musical
work also happens, justifying it with the help of philosophy. However, in
our opinion, the value of music is not so much in the ideological and
cognitive function, as in its self-sufficient aesthetic substance, initially
present in the Divine super substance. Losev's philosophy of music brings
religion, music and aesthetics as close as possible, because the aesthetic is
embedded in the original word of God "Let there be Light!” And through
the movement of musical thought in any piece of music, we become
involved in the great Divine Creation. At the same time, we intuitively feel,
feel and recognize with our mind, referring to Losev, musical being as a
continuous substance, fluid and expressing itself.
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AH YHL6I1?!

9X0 ’KU3HH TUOHMCA: 3BOJIIOLIUA XOPA B TPATE/IMH.
NNyTAMU AHTUYIHBIX UCCJIEJOBAHHUU A.®. TIOCEBA

AHHOmayus

B cTaTbe paccMaTpHBaIOTCA UCTOKU TpareAHHy C aKLEeHTOM Ha XapaKTEPUCTHUKU U QYHKLUHU
X0pa B aHTHYHBIX TeaTpax, C TOYKH 3pPeHUs Tparudeckoro xopa. Tparesns BOCXOJUT K ofie
6oraM BMHA M pasBujach B popMe "Xxopa GOroB BHHA, IIECTBYIOLIEro HaBCTpedy 6Goram
cosHLa". B «PoxJieHue TpareAuu U3 Ayxa Mysblku» Huine, vcxojsl U3 kopHeit ¢eHOMeHa
BAaKXMYECKOTO XOpPa M HCTOKOB TeaTpa KaK 3peJiMlia, B COYETaHUH €ero CO CBOHM
COOGCTBEHHBIM 3CTETHYECKHM OIBITOM, IpeJJaraeT CMesoe TeopeTHYecKoe OGbsCHEHHe
MPOUCXOXKAEHHUS U 3BOJIIOLMU TpParuyeckoro xopa W HajieJisieT UCKYCCTBO 6oJjiee BbICOKHUM
CTaTycOM B CpPaBHEHUU C HUCTUHOHW B OTHOLIEHUM BJIHUSHUS Ha >KU3Hb. BecbMa cxofHble
WJied, W, BIIOJIHE BO3MOXHO, B pa3BUTHe HAel Hunme, Mbl HaxoauM B GUIOCOPCKUX
pasMbILIEHUsAX poccuiikoro ¢uocopa A.D. JloceBa o Mysbike. [lo ero MHEHHIO My3bIKa
SIBJISIETCSI ~ UCKYCCTBOM  BpeMeHH, JUaJeKTHYeCKHUM eJHHCTBOM  IOPOXAEHUs U
HCYEe3HOBEHUs] CMBIC/IA, BUAOM MCKYCCTBAa, UMEHHO NOJXOJALIMM JJIl BbIpa)KeHHUsI KU3HU.
PeasnbHOe cyliecTBOBaHMe XM3HU He CBOAUTCA K MHOXECTBY BHEIIHHUX NpOSBJIEHHH, a
IpoTeKkaeT B IMOPOXJAEHUH, B CBSI3M C 4YeM My3blKa OKa3blBaeT Ha 4YesloBeka 6oJibliee
BO3/leliCTBUe, UeM JIpyTrHe BUJIbI HCKYCCTBA.

Kawuessle ci1oea

Tparenus, xop, luonuc, mud, Hume, Jloces.

L. 3cmemuueckas yeHHocmv dpesHezpeyeckoli mpazeduu

BoNBIIMHCTBO [JIpeBHErpevyecKux Tparejuid ObLJIO OCHOBAaHO Ha
Mudax, repoMyecKkux JiereHjax, 3nocax U T.[. TaKUM 006pa3oM, CHOKeTbl
HepeJIKO SIBJISJIUCh cepbe3HbIMU. B «IloaTHKe» ApHCTOTesNb ompejessieT
TpareAuio, Kak nojpaxaHue JeHCTBUS CEPbE3HOMY M 3aKOHYEeHHOMY.[13]
HeTpysHo 3ak/JIOYUTb, YTO €CJAM CHOKeT Mbechl Cepbe3eH, TO OHa -
Tpareausa. OH cyMTaeT, UYTO LieJb TpareJud — BbI3BaTb y 3puUTesed
COYYBCTBHE K IOJIOKUTEJbHBIM NepCOHa)kaM CKa3aHUSA U CTpax Nepej

21 5Jn Y9Hb631i - CAaHKT-NIeTepOyPreKUid rocyAapCTBEHHBIN YHUBEPCUTET, aclIMPaHT, Kadegpa TEOPHH U UCTOPUH
KyabTypbl. TeMaTH4eckas naHeab 2. 3-nouta: st106502 @student.spbu.ru
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HENOCTOSIHCTBOM  CyZAbObl, YTO I[03BOJIIET OYUCTUTb 4YyBCTBA OT
HEe3HAYUTEJbHbIX 3JIEMEHTOB cojJiepkaHud. /JledcTBywiue Juna B
Tpare[Jud OOBIYHO CHUJbHbIe U TepOUYECKHe, HO B CBOed G6opbbe C
CcynbO0UM Bcerja TepHAT MNopaxkeHWe. Kak HaM U3BECTHO, YeJIOBEK,
Ka)keTcsl, HUKOT/Ja He CMOKeT I03HaTh "MoOHMMaHue" caMo 1o cebe U B TO
)Ke BpeMsl HPOTUBOCTOSATH CBOel cyabOe. /lelicTBHe »XeslaHUS TMO3HATh
caMo "MOHMMaHue", AeWCTBUe >KeJlaHUsl NPOTHUBOCTOATHL CyAbbe — 3TO
Tpare/Jus CylieCTBOBaHHUS.

B [gpeBHerpeyeckoil TpareguMu Ayx Tpareiud BOIUVIOLIAETCS B
NPOTUBOCTOSIHUM [JIeHCTBYIOLIero JuLa C CyAbOOH, U ero CcMepTb
NOJHUMAaeT 3CTETUYECKYI0 ILeHHOCTb Tparejuu Ha 0oJsiee BBICOKUH
ypoBeHb. CMepTb — 4YacTO MOBTOPSIOLIASCSA TeMa B JipeBHErpevyecKon
Tparejuu. AHTUYHble TpPeKU I[OHUMaJU HEeNpPeoJoJUMYy0 MPUPOLY
CyAbObl, U BBIpa3WJM 3TO 'NOHMMaHHUe" B JopMe JApaMaTHYecKOH
MHCLEeHUPOBKH. OHM He YyBCTBYIOT I'PYCTH UM 6e3pasinyvs M3-3a TOro,
YTO He CHOCOOHBI MPOTUBOCTOSATH CBOeH cyAbbe, HA0GOPOT, CEPbE3HO
ONUCHIBAIOT CJIOBO "cyAb6a" (B rpeyecKoOM NOHHMMaHUU OHA NpeJCTaBJseT
c060¥ HHTErpaJbHYI0 BOJIIO 60TOB, HEU3BECTHYIO UYETOBEKY, U UMEHYETCS
«POKOMD).

Hunme ogHaxzapl cnpocus: "fBasieTcss M meccUMHU3M 6€3yCJI0BHBIM
NpPU3HAKOM YyMNajika, rubesy, He3aJaBlLIeWCs KU3HYU, YTOMJEHHBIX U
0C/IabIINX UHCTUHKTOB - KaKOBBIM OH ObLJ Y UHJAUHIEB, KAKOBBIM OH, IO
BCe BUAMMOCTH, SIBJSIETCS Yy HAC, KCOBPEMEHHBIX» JIIOJ[eH U eBpOTenIieB?
CywectByeT Jid neccuMusM cuiabl? CyuiecTByeT JM — KakKas-To
WHTEJUIEKTyalbHasA  TNpPeAPACIOIO)KEHHOCTh KO BCEMY  JKECTOKOMY,
yKacawIleMy, 3JI0My, Npo6JeMaTUYHOMY B CYIIECTBOBAaHWH, BbI3BaHHAs
6aaromosiydyvdeM, OblOLUIMM  4epe3 Kpal  3[0pOBbeM, IMOJHOTOIO
cylnecTBoBaHusA? HeT M cTpafiaHuss U OT 4Ype3MepHOH IOJIHOTHI?
HWcnpITyromero My»KecTBa NPOHMIATEJbHEHIIEro B3TJAAA, KAXKAYIIETO
BCEr0 YXKAaCHOTO KaK Bpara, JOCTOMHOTO Bpara, Ha KOTOPOM OHO MOXET
ucnpo6oBaTh CBOI cuiay? Ha KOTOPOM OHO XOYeT MOYYUTBHCSA TOMY, YTO
3HAYUT «OoAThCS»? Kakoe 3HadYeHHe Tparuiyeckuii MU NMeeT UMEHHO Y
IrPEKOB JIy4lllero, CuJbHeluiero, xpabpeiero Bpemenu?"[9] Bce
HAaYMHAETCs C TPOUCXOXKIEHUS TpareJuu.
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I1. PosicdeHue 2epos u xop: ucmoku mpazeouu

CioBo mpazedusi WMeeT [ApeBHerpeyeckoe TMPOUCXOXKJIEHHE, II0-
rpedyecku tpaywdia (Tparonzsoc), KOTOpoe COCTOUT U3 JIBYX CJIOB: TPAYOS
(Tparoc) "ko3zen" u deldw (oume) "mecHs", U MOITOMY OYKBAJbHO
nepeBOJUTCA KaK "KO3JMHasA mecHb'. [JUOHHUC, 6Or BHUHOJEJNUS, ObLI
ceiHOM 3eBca u CeMestbl. 3eBC MIPHUIIXJ €70 K CBOEMY OeJipy, U MOCJIe 3TOTO
OH XOJAuJ NpuxpambiBas. [loaToMy pebGeHKa Ha3biBaau "JIMOHUC", TO eCThb
"3eBc xpomo#".[6] 3Tta wuctopus mnoATBepkgaerca B «Unmosute»
EBpunuza u B «Bakxanku». Korga oH Hay4usca BbIpalliBaTbh BUHOTPAA U
JesaTb BUHO, TO OTIPAaBUJICS CTPAHCTBOBATb U N0 MYTU TEPIETUBO YUUJI
JIIOZIEd CBOEMY peMeciy, a TaKKe 6JIaroc/oBJsaa 3eMmiuezenue B ['peruun. C
Tex nop JJUOHHUC CTajJ CUMBOJIM3MPOBATb YpPOXKak, M KOrja HacTymaja
ce30H, 6ory /JIHOHUCY MOKJIOHSJIMCb C 6JlaroroBeHHWeM, CoOBepllas
»KepTBOMPHHOLIEHHE, TEM CaMbIM IOKa3blBasi eMy CBoe mo4yteHue. Camast
paHHsSA IepeMOHHs BOCXBaJieHHsI 60ora BUHOJe/NMs OblIa MPOCTOH B
CBOEM HCHOJIHEHHH, B KOTOpPON PUTYaJIMCT, HaJileBal LIKypy OapaHa M
GapaHUM por Ha roJioBy, OH mojpaxaJs JluoHucy u ero csure. [lecHonenue
NpPOBOJUJIOCE BO BpeMsl TYJSHUS MO JieCy W UCHOJHSJIOCh [JBYMs
pUTyalbIIUKaMd U OJHUM [eBLOM, HMEHHO OHMU HaAXOJUJIUCh B
HEeINocCpeACTBEHHOM 0061 eHnH ¢ borom.

Opa 6ory BMHa Ha caMOM JeJjie sBJsIeTCS "KO3JMHON mecHeil", a
M3HavaJbHass ¢QopMa JpamaTuyeckoro mnoBecTBoBaHusA - "[lbeca
yesioBeKa-ko3sa". YesoBeK-ko3es1 - 3TO MOJIOAOW TyMaHOH[ C
KO3JIMHBIMH YLIaMU U KO3JUHBIM XBocTOM. CyuiecTByeT Take CeilsieHoc,
YTO O3HayaeT '4yeJIOBEK-JOIaAb", TMOXWUJIOM YesJOBeK-JoOlaJb B
YeJIOBEYECKOM O6JIMKE C JIOMAJAWHBIMH YIIaMU U JIOMIAJUHBIM XBOCTOM (B
OTJINUME OT 4esioBeKa-jiowaau KeHTaBpa, KOTOPOro OOGbIYHO HA3bIBAKOT
JIolaJibl0 C 4YeJIoOBEYECKOU TrosioBoM). M yesioBeK-KoO3eJ, U YeJIOBEK-
JiomaAb 6bLIM ciyTHUKaMU JuoHuca, 6ora BuHa.[13]

III. ®yHKkyus u 380.1104uUs Xopa 8 AHMUYHOM meampe

JpeBHerpedeckass Tparejus B CBOEM MCKyCCTBe HacJjejoBaja
TpaJULMMA 3NUYECKOW M JIMPUYECKOHW M033UM, HEOTHEMJIEMOHW 4YacTbIO
KOTOPOH SIBJSIOTCA 3JIEMEHTBl JpaMaTH3Ma, II0BECTBOBAHHS, a TaKkKe
JUPUKKU. XOp SABJSJICA BecbMa BaXKHbIM 3JIEMEHTOM B HCKYCCTBe
JpeBHerpeyeckoi Tpareguu. Boobie rosops, "xop" B ApeBHerpedyecKoi
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TpareJjuy COCTOSIJ1 U3 XOPOBBIX aKTEPOB, KOTOpPble BHICTYNAIN B KauecTBe
YYaCTHUKOB, CTOPOHHHUKOB WJIM KOMMEHTATOPOB IpU HCIOJHEHUHU
TpareAuy, Kotopasd npuHuMasa ¢opmy Ona 6ory BHHA. MOXKHO BHJETH,
YTO XOp MCIIOJIb30BaICA KaK CpPeJCTBO JI1 HaBeJeHHUs MOCTa MeXAy
YeJI0OBEKOM M 60raMH, MU 4TO Tparejus, KOTopas pa3BUBajJach B XOpe,
ObLIa "MUCTUYECKUM PUTyaJoM", CO3/JaHHbIM YeJIOBEKOM [IJisl OOIIEeHUs C
6oramm.

CHavajla XOp TMpeACTaBJisi/l COOOM  TMEBYECKy Tpynmy c
COMPOBOX/AAMILUMH TAHIOPAMH, COCTOSIIIYI0 MaKCHMyM W3 NATHAECATH
neBLoB. Xop Bcerja BBICTyNaeT KaK KOJIJIEKTUBHBIA T0JI0C, HO 3TOT
KOJUJIEKTUB IepeMexaeTcsl C MHAMBH/YalIbHbIM. MHOrAa pykoBoAHUTEJb
X0pa BBICTYIIAeT BIepes U NPeJACTaBJSET XOp, MO0 OOBSCHSET CIOXKET,
JM60 obpalaeTrcss K TparduyecKUM IepcOHa)kaM. XOop HMeeT Jpyrylo
IEPCIEKTHUBY, 4YeM OTJeJbHble TpareJMy, IMOCKOJbKY OH IIOBECTBYET,
WHTEPOPETUPYEeT WU  KOMMEHTHPYeT  CTpaZlaHhsl  Tpareju ¢
KOJIJIEKTUBHOW TOYKH 3peHHUs, IPUOJIM>KEHHOH K BoJle 60r0B.

O6palasce K MHOTMM CIO’KeTaM JpeBHErpeuyecKoi Tpareuu, MOXHO
yBUZleTb 06pa3 /l[MoHKCca U BCIOMHHUTB O €ro OnbITe, Kak 6ora BuHA. Ero
ONBIT CMEPTH U BOCKpELIEHHs], HA CaMOM /JeJle, TaKXKe HaMeKaeT Ha To,
4TO MHOTHeE repou Tpareguu IPOXOAST yepes OTBIT
")XepTBONPUHOLIEHHUS] - BO3poXxAeHHe". UTak, KaKOB OHTOJIOrHYECKHH
xapakTep My3blkH? CorslacHo o6uieMy omnpefesneHuio JloceBa, My3bIKa
SBJISIETCST MCKYCCTBOM BpeMeHH, "BpeMsl SBJSETCS NPOAO/KEHHEM U
nopoxaeHneM 4ucaa”, "BpeMs SIBJSETCS TEYEHHEM U IOPOXKAEHHEM
onpefeneHHoro cMmbicaa."[1, 299] Ocobasi apxUTeKTypHas CTPYKTypa
rpeYecKHX TeaTpoOB CIOCOOCTBYeT TOMY, YTO 3pHUTEJNH CTAaHOBATCSA
HEOT/JeJIMMBbIMU OT X0poB. OfHaKo GoJsiee BakHA ayAuasbHasg QyHKIHUs.
3puTeny BHAJAIOT B COCTOSIHME 3KCTas3a IOJ NEHHE X0pPa, MOJHOCTHIO
3abbiBasi 00 OKpyXawlleM HX TeaTpe U CBOoell coGCTBeHHOMU
WJIEHTUYHOCTH KaK 3pUTeJsIed, OHU CTaHOBATCS OKpy:XeHHWeM JlMoHHCA U
olymarT cebs BMecTe ¢ CaTupoM, ciayroil 6ora BuHa, GUrypoil B Macke,
KOTOpasl MosiBUTCA Ha cueHe. Kak numer Hunwe: "HeonmpoBepxkumas
TpaAuLusl YTBEPXKAAET, YTO Tpedyeckasl Tparefus B ee JpeBHeHIIeH
dopMe uMesa cBoell TeMOH UCK/IIOUUTENBHO CTpafaHus JMoHKca U YTO B
TeyeHHe [JIOBOJIbHO MPOAOJ/DKUTEJIbHOTO BpPEMEHU eJUHCTBEHHBIM
CIleHUYECKUM repoeM Obl1 MMeHHO /JluoHuc. OHAKO C TOH Ke CTeNeHbIo
YBEPEHHOCTH MOXHO YTBEpXKJAAaTb, YTO HUKOTJA BIUIOTh Ao EBpunuza
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JMoHNC He NepecTaBaJ OCTaBaTbCA TpParMyecKMM repoeMm, HO 4YTO Bce
3HaMeHUTble QUIyphbl rpedeckod cueHbl - [lpomereit, 3aunm u T. [J. -
ABJSIOTC  TOJIBKO MaCKaMM 3TOro IepBOHAYaJbHOrO Trepos —
Jvuonuca."[7, 40]

Xop - 3TO OJHOBpeMEHHO W "HapoA', U "y4yacTHUK JAelcTBa", U B
omnpe/ieJIEHHOM CMbICJIe "3aMKHYTbIM LMK )U3HU'".[3, 83] s Humue ke,
EBpunuj BHOCHUT HEKOTOpble HU3MEHeHUs B CTPYKTypy Tpareiuy, B
KOTOpoH xop - Oayxzgaer. Kak numetr Humme, "EBpunuj BBIBOAUT
3puTenell Ha cueny'. VMenno y EBpunmuza HauvHaeTCs MeXaHU3M
npejcTaBJeHUs Tparejud U MeTamopdosa camMoro xopa, ub6o, o cjoBaMm
Huiie, Hurmine He 6e3 0OCHOBaHUH HCIIOJIb3YeT XOP KaK METOHUMUIO IyXa
TpareJuu.

JMonuH, KOTOpble JipeBHerpeyeckass TpareJus Oblja CIOCOOHA
BbI3BaTh y 3pHUTeJiel, BecbMa pa3HOOGpasHbl, U HU OJHA U3 HUX HeE
oTAensnack oT xopa. 'CouyBcTBue" u "cTpax" SABAATCA [ABYMS
3MOLMSAMH, KOTOpble Haubojee 4YaCTO MCNBITBIBAIOT 3pUTEJNU MpHU
npocMoTpe Tpareauu. Apucroresb B «Purtopuke» numet: "Co4yyBcTBHE
omnpenessieTcsi Kak 00JIe3HEHHOE 4YYBCTBO, BO3HUKAIOIEe OTTOTO, YTO
4yeJ0BeK BUJAUT, KaK Ha TOJIOBbl He3aCJyXXeHHbIX JoJeld 00pyIInBaeTcs
O6eACTBUE, JOCTATOYHOE /Il MPUYMHEHUS pa3pylleHWH U CTpaflaHul, U
CYMTAET, YTO TaKoe GeJCTBHE B GJMKaWLIeM 6yAylneM OOpyIIMTCA U Ha
Hero caMoro WJM Ha ero poAHbIX M 6yu3kux". "CTpaXx — 3TO 4yBCTBO
CTpaZjlaHWs WJIM NMAaHWKH, BbI3BaHHOE BOOGPAYKEHHEM 4YesIOBEKA, YTO C HUM
IpPOM30H/IeT Kakoe-TO OeJCTBHE, [JOCTATOYHOE [ pa3pylIeHUs WU
cTtpagaHus”.[12, 53]

Xop ycuiavBaeT Tparuyeckue 3Monuu. Bygb TO rMMHBI 60roB BHHA
WM XOpbl TpPEYECKOHW JIMPUYECKOW IM033UH, S3bIK OJHOBPEMEHHO U
MO3THUYECKUH, U My3blKaJbHbIi. OObIUHbIE CJIOBA BbIPAXKAIOT OOLIYHBIE
3MOLIMM, HO TpareAusi BbIpakaeT HEOOBbIYHbIe 3MOLMH, W "My3bIKa" -
HEOOBIYHBIN A3BbIK, KOTOPBIM MOXKET NMPEeBOCXOJUTb O6bIYHBbIE coBa. JxK.
CaHTasiHa CYUTAET, YTO OOBIYHO 3THU JBe CTaAUHU JOJ/DKHBI CMEHSATb JpYT
Jpyra: CHadasia Mbl CTpajiaeM, moToM noéM. MHTepBas He0O6X0AUM, YTOOBI
cenaThb YYBCTBO NMpe3eHTabeJbHbIM U MOAYUHUTD ero ¢popMe, B KOTOPOH
TOJIbKO OHO U NpeKpacHo".[5]

Jlumb Bo BpemeHa Codoksna JaupUYecKas poJib Xopa CTaja
YMEHbIIATbCS B TMO0JIb3y IOBECTBOBATENbHOH (YHKIMH, NOCTENEHHO
yMeHbIIAJOCh U KOJUYECTBO YJIEHOB XOpa W, KaK CJeACTBHUE, MEeHSJICS
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colMaJbHbIM cTaTyc. B fJanbHelllleM XOop C ero MOJMUTBEHHBIM
XapaKTepOM IIOCTENeHHO ocjaabeBaeT M CTAHOBUTCA  CpPeACTBOM
nepeMenieHus MeXy ClleHaMHU U e CTBUSIMH, npuyeM
NoBecTBOBaTesbHAasA QYHKLHSA NOCTEeNEeHHO 3aMeHseTcs Jupudeckod. C
POCTOM KOJIMYECTBA aKTEPOB aKTepbl HAaya/ld 3aMeHSTb XOp, YTEHUS U
MOHOJIOTH TOCTENEHHO CMEHWJIUCh MEeCHIMM W TaHIlAMH, B pe3yJbTaTe
yero MNOfIBUJIOCh TO, YTO B HacTosllee BpeMs OObIYHO Ha3bIBAETCS
"teaTp".

[eresnb B CBOEM TIJIyGOKOM HCC/I€0BaHWM TeaTpa HA3bIBAET XOP
"NIYXOBHOU [JeKopaunueil', U yTBepxJaeT, 4TO "XOop HecéT B cebe
CBEPXUH/VBU/IYabHYIO, CBEPXJIUYHYIO MeTadU3UYECKYIO
60XEeCTBEHHOCTBL", B TO BpeMs , KaK "KOHKpDETHbIe NepCOHAXH BHE Xopa
HecyT B cebGe CMBbICA peasbHOro", a TaK >e, 4YTO NPUCYTCTBUE XOopa
npeBpaljaeT "W Mbecy, U CHeKTak/Jb B "[BOHHy CTpyKTypy."[10, 304]
Takas "fgBoWHasA cTpyKTypa", Takas "AyxoBHas JeKopaunus" He TOJBbKO
33/1aéT OCHOBHYI0 TOHAJbHOCTb MbeChbl, HO W TMO3BOJSAET [JOOUTHCSH
MeTtadusnueckoro sdpdexkTa, He3aBUCHUMOIo OT IEepCOHaXKeM. Kak
OTMEYalT HEKOTOpble HCC/Ae0BaTeNH, Tparejus pasbIrpbIBaeTCs Ha
JABYX IUIOCKOCTSIX: "C OJHOM CTOPOHBI, JIUpHUYecKasl [103Ma B CTuJe 6ora
BUHA, a C ApYyroM - ApaMaTuyeckas ClieHa B cTuJie 6ora cHoBuZeHuin".[11]
CorsacHo MwudoJIOoTHUH, TOCAe TOoro Kak JlHOHHUC O6bLT YOUT , €ro
cepAle OblJIO U3BJEYEHO OT ero oTua 3eBca, ero AyxX BOCKpec HaBcerja B
Tese mnpuHuecchl Cemesnbl. B «Cymepkax wupgosioB» Humine roBopuT:
"[loATBEPXK/EHUE KU3HU Ja)Ke B CaMbIX HENOCTH)XUMBIX U CYpPOBBIX ee
npo6seMax; BOJISI K >KHU3HH, JIMKYWOIIasi B XKepTBe CBOMMU BBICHIMMU
TUNAMHU  COOCTBEHHOM  HeHWcYepnaeMOCTH, - BOT 4YTO Ha3Baad 4
Jvonucuiickum."[8] /Jlyx Gora BHMHa MOATAJKHBaeT WHAWBUAA K Kpaxy
pasyMa, BbI3bIBaeT BbIXOJ, BHEIIHUX XeJaHUHW U 3MOLUN, BOT MOYEMY
JIIOAW UYYBCTBYIOT HEHU30EXHYH CUJIAY CYyAbObl, M CylleCTBOBaHHUE
YyeJ0BeKa MOXET ObITb Ha3BaHO ™"KUBBIM'. B jgelcTBUTENbHOCTH
«[lpukoBanHbll [IpomeTeii» u «lapp 3aun» — 3To H300paKeHUH,
BoIJIoLleHHble JluoHUcOM. Byab TO JpeBHerpedeckuil TeaTp WU
COBpPEMEHHBIN TI'peYecKHi TeaTp, TOT BEYHBIH IJIyOOKHUM TroJioc Bcerzga
COXpaHsieTcs, — HeU3MEeHHO MOUIHbBIM UM TOJIHBIA  paJoCTHOMU
»KU3HecnocobHocTH. [lo cjoBaM HEMEIKOro MPOTECTAaHTCKOro TeoJiora
lllneiiepmaxepa, "HAaWTH BeyHOe M OGeCKOHEYHOe BO BCeH JXHU3HU U
JBIDKEHHUM, BO BCEM pPOCTe W HU3MEHEHUH, BO BCEW [JesITeJIbHOCTH U
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60/1e3HEHHOM OIbITE, UMETH U 3HATh ObITHE B 6ECKOHEYHOM M BEYHOM."[4]
’KusHb, Kak U My3blka, BeYHa U U3MEHYHMBA B CBOEM MOpOXJeHHUH. [1o
MHeHHI0 JloceBa, "TOJILKO MOPOX/EHUE SIBJISIETCSA NEPBOH PeaJbHOCThIO
My3bIKaJbHbIX  sABJeHWH. YucToe TmOpOXKIAeHUE B My3blKe €CTb
HEeNoCpeICTBeHHasl peasibHOCTb, U /i1 O3HAHUA 3TOH peajbHOCTU He
HY>XHO HUKAaKOW TEOpUM; OHA NMPUHUMAETCs 3/leCb B YUCTOM BH/le, Oe3
BCSIKOTO TOJIKOBAaHUS, 6€3 BCSKOU JJOKTPUHBI, 6€3 BCAKOTr0 CyX/AeHUs."[2;
325]

3akaioueHue

[lepexxuBaHue  TeaTpa/ibHOM  Tpareiuu onpes,  3MOLUAMY,
BbI3bIBAEMBIMHU  XOpPOM.  TparuuyecKMid  MNepCcOHaXX  HCHBITbIBAET
HeBBIHOCHMBbIE CTPaJiaHusl, KPecTUTCS 60roM BHHA U 03BYyYMBAET >KU3Hb
6ora BuHa. Xop [peBHerpeyeckux Tparejuii — ocobas ¢opma
TeaTpaJbHOrO TNpeJCTaBJeHHUsA, B KOTOPOM L EeHTpaJbHbIA MeXaHU3M
TParuyeckoro CcrkeTa Obl1 00JIe4éH B XOp; XOp IOMOTAeT 3PUTeNAM
BbIPa3UTh "COYYBCTBHUE' U '"cTpax', B TO e BpeMsl HCIOJb3ys CUJIY
paccynka, 4To6bl TOHKO KOHTPOJIMPOBATh 4Ype3MepHblE 3MOLUU U TEM
caMbIM NIPUBECTH 3pUTeJIell B CIIOKOMHOE COCTOsSIHMe AyXa; JIUPU3M Xopa
cusieT pa3ymMoM, GJIAHKHPYS BO3BBILIEHHYI0 M TOPXECTBEHHYI KpacoTy
JIpeBHErpevYecKor TpareJuH.

OCHOBHOM MNpUBJEKATEJbHOCTBIO TpareAuy, HUMewIed TaKylo
BEYHYIO U  IJIyOOKO  YKOPEHHUBIIYHOCS B  cepAunax  Jiojen
IPUBJIEKATEJbHOCTb COCTOUT B TOM, YTO HCKYCCTBO 60ra BUHA BO3HUKAET
M3 caMoM TrJyGOKOW MNpUpOJbl 4YesoBeKa, Korja "3aBeca HesiCHOCTH"
yCTylaeT MeCTO HEHCTOBOMY BOCTOPIY, 4YTO SBJISETCS Ype3BbIYalHO
CYACT/IMBBIM COCTOSIHHEM; 3TO COCTOSHHE HJIJII03WH, KOrZa MaJeHbKas
KU3Hb YXOJUT B OKeaH BceseHHON Bo BpeMs cBoeil rubesu. UMeHHO B
3TOM 3aKJIFOYAETCs] CMBICJ TPAaru4eckoro xopa.
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THE ECHO OF THE LIFE OF DIONYSUS:
THE EVOLUTION OF CHORUS IN TRAGEDY.
BY THE PATHS OF A.F. LOSEV’S ANTIQUE STUDIES

Abstract

This article examines the origins of tragedy, focusing on the characteristics and functions of
the chorus in ancient theaters, from the perspective of the tragic chorus. Tragedy goes back
to the ode to the gods of wine and developed in the form of "the chorus of the gods of wine
marching toward the gods of the sun. In his The Birth of Tragedy from the Spirit of Music
Nietzsche, starting from the primitive phenomenon of satirical chorus and theater, and
combining it with his own most authentic aesthetic experience, offers a bold aesthetic
explanation of the origin and evolution of the tragic chorus, and gives art a higher status than
truth in vitality; from the Russian philosopher A.F. Losev's reflections on music: music is an
art of time, a dialectical union of the generation and disappearance of meaning, a kind of art
precisely suited to express life. The real existence of life is not reduced to a multitude of
external manifestations, but proceeds in generation, in connection with which music has a
greater impact on man than other types of art.

Keywords

Tragedy, chorus, Dionysus, myth, Nietzsche, Losev.

L.  The Aesthetic Value of Ancient Greek Tragedy

The majority of Ancient Greek tragedies were based on myths, heroic
legends, epics, etc., thus the plots were true serious. Aristotle defines
tragedy as imitation of an event that is serious and complete. It is not
difficult to conclude that if the plot of a play is serious, it is a tragedy. He
believes that the purpose of tragedy is to arouse the audience's sympathy
for the play's characters and fear of the fickle destinies, thereby purifying
the senses. Characters in a tragedy are usually strong and heroic, but they
always loose in their struggle with destiny. As we know, a person can

22 Yang Chenbei is a student, Department of Theory and History of Culture, St. Petersburg State University.
Thematic panel 2. E-mail: st106502 @student.spbu.ru
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never seem to know "understanding” in and of itself and at the same time
confront his destiny, it is the hopelessness of existence, the tragedy of
existence.

In Ancient Greek tragedy, the spirit of tragedy is embodied in the
confrontation of the protagonist with destiny, and his death raises the
aesthetic value of tragedy to a higher level. Death is a recurring theme in
ancient Greek tragedy. The ancient Greeks understood the irresistible
nature of fate, and they expressed this "understanding" in the form of
dramatic imitation. They do not feel sad or indifferent about not being
able to confront their destiny; on the contrary, they describe the word
"destiny" with seriousness.

Nietzsche once asked: "Is pessimism the unconditional sign of
decadence, of death, of an unfulfilled life, of weary and weakened instincts
— as it was with the Indians, as it apparently is with us 'modern’' people
and Europeans? Is there a pessimism of power? Is there some intellectual
predisposition to all that is cruel, horrific, evil, problematic about
existence, caused by well-being, by pounding health, by the fullness of
existence? Isn't there also suffering from excessive fullness? Is it the
courage of the shrewdest gaze, longing for everything terrible as an
enemy, a worthy foe on whom it can try its power? On whom it wants to
learn what it means to be afraid? What significance does the tragic myth
have exactly in the Greeks of the best, strongest, bravest of times?"[9] It all
starts with the origin of tragedy.

II. The Birth of the Hero and the Chorus: the Origins of Tragedy

The word tragedy is of Ancient Greek origin, Greek tpaywdia
(tragoidos), which is composed of two words: tpdyos (tragos) "goat” and
aeldw (oide) "song", and therefore literally translates as "the goat song".
Dionysus, the god of wine, was the son of Zeus and Semele. Zeus sewed
him to his thigh, and after that he walked with a limp. Therefore the child
was called "Dionysus”, thatis, "Zeus the lame".[6] This story is confirmed
in Euripides' Hippolytus and Bacchante. When he learned to grow grapes
and make wine, he went on a journey and along the way patiently taught
people his craft and blessed agriculture in Greece. Since then Dionysus
came to symbolize the harvest, and when the season came, the god
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Dionysus was reverently saluted with making sacrifices, thus showing
their reverence for him. The earliest ceremony praising the wine god was
simple in its execution, in which the ritualist, wearing the skin of a ram
and a ram's horn on his head, he imitated Dionysus and his retinue of
Satyrs. The chanting was performed while walking through the woods and
was performed by two ritualists and one singer, it was they who were in
direct communication with the god.

The Ode to the God of Wine is actually The goat song, and the original
Satire play is The Play of the Goat Man. The Goat Man is a young humanoid
with goat ears and a goat tail. There is also Seylenos, which means "horse-
man", an elderly humanoid horse-man with horse ears and a horse tail (as
opposed to Centaur, imagined a horse with a human head). Both the man-
goat and the man-horse were companions of Dionysus, the god of wine.[1]

III. The Function and Evolution of Chorus in Ancient Theater

Ancient Greek tragedy in its art inherited the traditions of epic and
lyrical poetry, of which elements of dramatic, narrative, as well as lyrical
elements are an integral part. The chorus was a very important element in
the art of ancient Greek tragedy. Generally speaking, "the chorus" in
ancient Greek tragedy consisted of choral actors who acted as
participants, supporters, or commentators in the performance of tragedy,
which took the form of an Ode to the god of wine. We can see that the
chorus was used as a means of building a bridge between man and the
gods, and that the tragedy that developed in the chorus was a "mystical
ritual” created for human communication with the gods.

At first, the chorus was a singing group with accompanying dancers,
consisting of a maximum of fifty singers. The chorus always acts as a
collective voice, but this collective is interspersed with individual voices.
Sometimes the choir leader comes forward and introduces the chorus,
either explaining the plot or addressing the tragic characters. The chorus
has a different perspective than the individual tragedies because it
narrates, interprets, and comments on the sufferings of the tragedies from
a collective perspective closer to God.

Turning to many of the plots of ancient Greek tragedy, we can see the
image of Dionysus and recall his experience as the god of wine. His
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experience of death and resurrection, in fact, also hints at the "sacrifice-
rebirth" experience which many heroes of tragedy go through. Thus, what
is the ontological character of music? According to Losev's general
definition, music is the art of time, "time is the continuation and
generation of number”, "time is the flow and generation of a certain
meaning".[1] The peculiar architectural structure of Greek theaters
contributes to making the audience indistinguishable from the choirs.
However, more important is the function of the music. The audience falls
into a state of ecstasy to the music of the chorus, completely forgetting the
theater around them and their own identity as audience members, they
become Dionysus and hallucinate themselves with Satyr, the servant of
the god of wine, the masked figure who will appear on stage. As Nietzsche
writes: "An irrefutable tradition asserts that Greek tragedy in its most
ancient form had as its theme exclusively the suffering of Dionysus and
that for quite a long time Dionysus was the only stage hero. However, we
can say with the same degree of certainty that Dionysus never ceased to
be a tragic hero until Euripides, but that all the famous figures of the
Greek stage — Prometheus, Oedipus, etc. — are only masks of this original
hero, Dionysus."[7]

The chorus — it is both a "people" and a "participant in the action”,
and in a sense a "closed cycle of life".[3] For Nietzsche, however, Euripides
makes some changes to the structure of tragedy, in which the chorus is the
wandering. As Nietzsche writes, "Euripides brings the audience onto the
stage". It is with Euripides that the mechanism of the representation of
tragedy and the metamorphosis of the chorus itself begins, for, according
to Nietzsche, it is not without reason that Nietzsche uses the chorus as a
metonymy for the spirit of tragedy.

The emotions that ancient Greek tragedy was able to arouse in the
audience were quite varied, and none of them were separate from the
chorus. "Sympathy"” and "fear" are the two emotions that viewers most
often experience while viewing a tragedy. Aristotle, in his Rhetoric, writes:
"Sympathy is defined as the painful feeling arising from seeing a calamity,
sufficient to cause destruction and suffering, fall on the heads of
undeserved people, and believing that such a calamity will also fall on
himself or his family and friends in the near future". "Fear — is the feeling
of distress or panic caused by the imagination of a person that some
calamity, sufficient to destroy or afflict him, will happen to him".[12]
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The chorus intensifies the tragic emotions. Whether the hymns of the
wine gods or the choruses of Greek lyrical poetry, the language is both
poetic and musical. Ordinary words express ordinary emotions, but
tragedy expresses unusual emotions, and "music” is an unusual language
that can surpass ordinary words. Santayana believes that usually these
two stages should alternate: first we suffer, then we sing. The interval is
necessary to make the feeling presentable and to subject it to a form in
which alone it is beautiful".[5]

It was not until the time of Sophocles that the chorus's lyrical role
began to diminish in favor of its narrative function, the number of chorus
members gradually decreased and, as a consequence, its social status
changed. Later on, the chorus, with its prayerful character, gradually
diminished and became a means of moving between scenes and actions,
with the narrative function gradually being replaced by the lyrical
function. As the number of actors increased, actors began to replace the
chorus, readings and monologues were gradually replaced by songs and
dances, resulting in what is now commonly called "theater".

Hegel, in his in-depth study of theater, refers to the chorus as a
"spiritual set" and argues that "the chorus -carries within it a
superindividual, superpersonal metaphysical divinity", while "specific
characters outside the chorus carry the meaning of the real,” and that the
presence of the chorus turns "both the play and the performance into a
"double structure"".[10] Such a "double structure", such a "spiritual
setting" not only sets the basic tone of the play, but also makes it possible
to achieve a metaphysical effect independent of the characters. As some
scholars have noted, the tragedy is played out on two planes: "on the one
hand, a lyrical poem in the style of the god of wine, and on the other, — a
dramatic scene in the style of the god of dreams".[11]

According to mythology, after Dionysus was killed by the Titans deity
Hera, his heart was extracted from his father Zeus, his spirit resurrected
forever in the body of the princess Semele. In Twilight of the Idols,
Nietzsche says: "The affirmation of life even in its most inscrutable and
severe problems; the will to live, exulting in the sacrifice of its highest
types of its own inexhaustibility, is what I have called Dionysian."[8] The
spirit of the god of guilt pushes the individual to the collapse of reason,
causes external desires and emotions to escape, which is why people feel
the inescapable power of fate, and one's existence can be called "living". In
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fact, The Chained Prometheus and King Oedipus — these are images
embodied by Dionysus. Whether it is ancient Greek theater or modern
Greek theater, that timeless deep voice always persists, — invariably
powerful and full of joyful vitality. In the words of the German Protestant
theologian Schleiermacher, "to find the eternal and infinite in all life and
motion, in all growth and change, in all activity and painful experience, to
have and know being in the infinite and eternal."[4] Life, like music, is
eternal and changeable in its generation. According to Losev, "only
generation is the first reality of musical phenomena. Pure generation in
music is an immediate reality, and no theory is needed to cognize this
reality; it is accepted here in its purest form, without any interpretation,
without any doctrine, without any judgment."[2]

Conclusion

The emotional impression of theater tragedy in Ancient Greece is
delivered by the chorus. The tragic character experiences unbearable
suffering, is baptized by the god of wine, and voices the life of the god of
wine. The chorus of ancient Greek tragedies is a special form of theatrical
performance in which the central mechanism of the tragic plot was
clothed in chorus; the chorus helps the audience express "sympathy" and
"fear," while at the same time using the power of reason to subtly control
excessive emotions and thus bring the audience into a calm state of mind;
the chorus lyricism shines with reason, flanking the sublime and solemn
beauty of ancient Greek tragedy.

The basic appeal of tragedy, which has such an eternal and deeply
rooted appeal in the hearts of men, is that the art of the god of guilt
emerges from the deepest nature of man, when the "veil of obscurity”
gives way to a frenetic rapture that is an extremely happy state; it is a
state of illusion, when little life escapes into the ocean of the universe at
its demise. This is the meaning of the tragic chorus.
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Baii KaHnw?3

JAUCKYCCHH OB 3CTETUYECKOM BOCIIMTAHUU
MEXK/Y COBETCKUMH JINTEPATYPHBIMHU KPYTAMH
U M.®. OBCAHHHUKOBBIM 1950-e -1980-e I'O/1bl:
HA IIYTHU K TIOCTPOEHUI0 KPUTHYECKOM UCTOPUM
POCCUMCKOM 3CTETUKH COBETCKOI'O IIEPUOJIA

A6cmpakm

M.®. OBCAHHUKOB, BCEMHPHO M3BECTHbIM 3CTETHK, NpenojaBaBlIMiA Ha d¢uaocodpckom
dakysbTeTe MOCKOBCKOTO YHMBEPCUTETA, OCHOBABIIMKM TaM Ha 3TOM ¢aky/bTeTe Kadenpy
3CTETHUKH W GBIBIIMK OJHUM U3 JeKaHOB (aKy/bTeTa, 0Kas3aJ HeNoCpeACTBEeHHOEe BJIMSIHHE
Ha KUTAMCKUX CTYLEHTOB, HallpaBJeHHbIX AJis MoJy4eHus1 o6pa3oBaHus B CoBeTckuil Coo3.
IJTO BJHsSIHHE B IPSMOM CMbIC/]e NpoAo/nkaiock ¢ 1950-x nmo 1980-e rozabl. 3HauUTebHOE
BausHue o¢éurypa M.P. OBcAHHMKOBA oOKa3aja U B ONOCPEJJOBAHHOM CMbIC/Ie - Yepes
nepeBo/ibl HA KUTAMCKUH A3BIK U Mocjeaylomue uHtepnperanuu. Ugen M.®. OBcsiHHMKOBA
YKOPEHWJINCh B KUTAHUCKOW aKaJeMUYeCKOH Cpeje, CTajJd OAHUM U3 ee ¢akTopoB. Tak, Ha
MepBbIX Kypcax MOBBILIEHUS KBaIMPUKALMU IpenojaBaTesell 3CTEeTUKH MNy6IMKyeMast
"IUCKYyCCHsl MeX/y NpeACTaBUTENsIMH COBETCKOro HcKyccTBa U M.D. OBCIHHUKOBBIM 06
3CTEeTUYeCKoM o6pa3oBaHud B 1950-1980-e roxbl" 6bl1a CHUCTEMATHYECKH O0OCYyXAeHa
ydyeHukoM M.®. OBcaHHMKOBa JIlo HUHOM M 6bICTpPO NMpHUBJEK/Ja BHUMaHUEe U 06GCYXKAeHHe
KUTANCKOr0 3CTeTHYECKOro M JIMTepaTypHoro coobuiecTBa. B cieapytomem rogy Jloo Hun
nepeBeJl U ONMYGJMKOBAJI €ro KHUTY TJIaBHBIA TPYJ, YTO MPHUBEJO K BCIJIECKY HHTepeca U
nepeBosioB pa6oT M.®. OBcsiHHUKOBaA B KuTtae. [lepeBo v npuem pa6ot M.®. OBcsiHMKOBA U
B KHUTAHCKUX aKaJIeMHYeCKHX U XyAOKeCTBEHHbIX KpyraX MOXXHO Ha3BaTb BaXKHbIM
IpUMepoM HHTerpanuu B KuTae 3apy6GexKHbIX TEOPETUYECKUX TEKCTOB U MEXKYJbTYPHOTO
auvasiora B 06s1acTh 3cTeTUKH B 1950-e - 1980-e roapl. ITO MMeeT 6GOJIbIIOE 3HAaYEeHHEe KaK
JUIST TIOCTPOEHHUsI OG'bEKTUBHOM HMCTOPUM POCCHUCKON 3CTETUKH B KavyecTBe «B3IVIsJa CO
CTOPOHBI», TaK M /JJs H3y4eHUs pealbHbIX OGCTOATEJbCTB TeHe3Hca COBPeMEHHOH
KUTAMCKOM 3CTETUYECKOH MBIC/IM, UMEILled ILesblid psifi TeopeTUYeCKUX HCTOYHUKOB. B
YyHcle — TOCAEeJHUX  MapKCHUCTCKas  3CTeTHKa  COBETCKOr0  IMepuoja,  KHYeBbIM
npeAcTaBUTe]eM KOTOpOH 6bll B omnucaHHoe BpeMmss M.®D. OBCAHHMKOB, 3aHHMaeT OYeHb
Ba)KHOE MecCTO.

23 Ball KaHb - CTy/leHT MarucTepckoro ypoBHs, [lekMHCKHH Nejarorudeckuil ynusepcuteT, UcTUTYT kuTaiickoro
s13bIKa U JIuTepaTypbl. TeMaTuyeckas naHeas 2. d-noura: wrl412552837@163.com
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Kawuessle cio8a:

M.®. OBCAHHMKOB; 3CTETHKA; 3CTETUYECKOE BOCIUTAHUE; JINTepaTypHasd 3CTETUKA;
HMIIAaKTHBIE UCCJIeJOBAHHA.

lllupokoe npusHanue M.®. OBcssHHUKOBA B KuTae Havasioch B Havasie
1980-x romoB. IlepeBox kiroueBo paboTbl M.®. OBCIHHUKOBA ObLI
BbINoJIHEeH JIto HUHOM, KMTalCKUM y4eHHKOM caMoro npodeccopa M.O.
OBCSIHHUKOBa, B T'OJbl €ro mpenojaBaHus Ha ¢uaocoPpckoM ¢dakybTeTe
MIY. B 1982 romy kHura Oputa ony6sukoBaHa llanxalckum
U3JaTeJbCTBOM  MepeBOJOB, M  3TO IepBbIH U3  TepeBOJOB
akageMmuudeckoro Hacaegus M.®. OBCSHHHMKOBA Ha KUTalCKUH A3bIK.

Jio HuH 6bL1 OAHMM W3 TEpPBbIX KUTAWCKUX CTY/JEHTOB,
HanpaBieHHbIX Kutaem B CoBeTckuil Coro3 B 1952 roay. CHavasa OH
yuusics Ha ¢usosornieckoM ¢pakyabreTe CapaTOBCKOr0 YHUBEPCUTETA, a
B 1954 ropy mnepemesn Ha ¢uaosoruieckuid ¢akyabTeT MOCKOBCKOTO
yHUBepcuTeTa. U3ydas pycckuH A3bIK M JIMTepaTypy, OH 3HAKOMHUJICA C
COBETCKOM JIMTepaTypoll U HCKYCCTBOM M OYeHb MHTEpecoBaJICA
3CTETUKON U UCTOpHEN KPUTHKHU. B OJHOM M3 MHTEPBBIO OH CKa3saJ, 4TO
He TOJIbKO CJIylIal0 Kypcbl UCTOPUM JIMTEPATypbl U TEOPUHU JIUTEPATyphl,
HO U Kypc acteTuku M.®. OBcaHHuKoBa. Jlro HuH omedasn, 4To u3yyas
IepBOHAYaJbHO B OCHOBHOM HeMELKYI0 KJaccuieckyr ¢unocodpuio U
3CTeTHKY, OH M03e CTaJ aBTOPOM OOIIUX TPYAOB MO UCTOPUU U TEOPUHU
3CTETHKH, a TaKXXe TJIaBHBIM PefaKTOpoM GyHAAaMEHTaJbHOr0 COGpaHUs
KOMMEHTHPOBAHHBIX IepeBoioB  «McTopusi 3cTreTuku. [laMATHUKH
MHPOBOM 3CTETHUYECKOM MBICAM» B MATH TOMax M HEKOTOPBIX JAPYTHX
MacIITaOHbIX M3JAaHHUH, cobUpass JJIg 3TOTO 3CTETHYECKHe MaTepuasbl C
JpeBHeHIIMX BpeMeH [0 coBpeMeHHOcTH. MWMeHHo Jsekuuun M.OD.
OBCAHHMKOBA TO 3CTeTHKe MO Np3HaHUIO Jlto HuHa, nmpobysuin B HeM
MHTEPEC K UCTOPUH 3alaZHON 3CTETUKH U MAapKCUCTCKOHM 3cTeTuKe». [1]
[lop BausiHKMEM Jseknuit npodeccopa M.®. OBcssHHUKOBaA AuccepTanus Jo
Hruna B MOCKOBCKOM YHHMBepcHTeTe OblJa HamMcaHa MO JIMTepaTypHOH
TEOPUM U 3ICTETHUKU. ITO ObLI XapaKTEpHBIH [/ TOTO BpPEMEHH THII
ucciefoBaHUA 06 3CTeTUYECKHUX B3T/IAJAX NpeJCTaBUTes]sl POCCUHCKON
peBOJIIOIIMOHHO-/IeMOKpaTHieckoi MbIciu acTeTe JJobpoJito6oBe.

[lo Bo3Bpamenuu B Kurtail Jlto HuH ocHoBan MHCTUTYT coBeTCKOM
auTepatypbl npu  [lekMHCKOM NeJJarorTM4eckOM  yHUBEpPCHUTETE,
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e/JMHCTBEHHBIN uccae0BaTeabCKUN UHCTHUTYT, 3aHUMaloLUKCca
HW3yYeHUEM DPYCCKOM M COBETCKOW JIUTEpPATypbl B HCTOPHUU KUTAUCKUX
YHUBEPCUTETOB, U 3aHHMMaJ JO/DKHOCTb TJIABHOTO pefaKTopa XKypHasa
"Pycckas JsiMTepaTypa M HCKYCCTBO', yHHUKajJbHOro B KuTae »xypHana,
1[eJIbI0 KOTOPOTO SIBJISIETCS IIEPEBOJ, U U3yYEHUE PYCCKOU JIMTEPATYPHI.

B To ke BpeMs OH He OCTaBJISJI 3CTETUYECKUX 3aHSATHUH, y4aCTBYd B
NOATr0TOBKE HAallMOHAJBbHOTO eJUHOT0 yyebHUKa No acTeTuke B 1950-e IT.
OH ObLJI KJIIOUEBBIM YJIEHOM 3KCIEPTHOW TpymnIbl uszaHue "BBejeHus B
acteTuKy' mox pefaknued JuHactu Banp B 1980-e rr. M Takxke
noAjepXuBajg  rJaybokde  aKaZleMUYecKMe  KOHTAKTbl C  TaKUMHU
acteTukaMy, Kak Wxoy AH, Yxy 'yanuan u Yxoy Jlakcan. C ocenn 1980
nmo Havaso 1981 roma kuTalickas 3CTeTHKa IIOCTEeeHHO HayaJja
BO300OHOBJISATh UCCJIeJOBAHUS.

YTo6bl yAOBJETBOPUTDH MOTPEGHOCTH YHHUBEPCUTETOB B NMPOBEJIEHUH
KypCcOB 3CTeTHKM W IOATOTOBKe IIpenojaBaTesed, MHHHUCTepCTBO
0o0pa3oBaHUs MNOpPy4YyWso Accouuanuyd IO U3y4YeHUI ICTETUKU B
KoJUle[PkaXx M YyHUBepcuTeTax W Kadeape ounocooun IlekuHckoro
NeJJaroruiecKoro YHUBEPCHUTETAa COBMECTHO OpPTraHU30BaThb IEpPBbIE C
MOMEHTa OCHOBaHHUsl CTpaHbl KypCbl MOBBIIIEHUS KBaJUPUKALUU A5
npernoJiaBaTesieldl 3CTETHUKU B KOJIIE[PKAaX U YHUBEPCHUTETAX, IPUTJIACUB
JUIST YTEHUS JIEKIMHA TaKUX 3KCIEPTOB U yYEeHBbIX B 00JIaCTU KUTAHUCKOU
3CTETUKU U TEOPUU UCKYcCTBa, Kak Uy ['yaHusHb, [lunactu Bausb, Llali U
u Jlu 133xoy. JIeKiuu 3TUX CaMbIX M3BECTHBIX KUTANUCKUX 3CTETUKOB U
y4eHbIX OBLIM II03)Ke IepecMOTpPeHbl W COOpaHbl BMeCTe B KHUTre
"JleKUMM N0 3CTeTUKe", OMyOJUKOBAaHHOW H3/aTeJbCTBOM [leKHMHCKOTrO
nejaroruyeckoro yHuBepcuteTra B 1981 rogy. Jleknuy okasanu 60Jb1Ioe
BJMSIHME Ha KWUTaMCKHWe 3CTeTUYeCcKHe U JUTepaTypHble Kpyru B 1980-x
rojiax.

Cpeay JIEKTOPOB KYpPCOB 32 BBeJleHUE B COBETCKYI0 3CTETHKY OTBedasl
JIto HUH, KOTOpBIA OBLJ MpUIJIAIIEH MPOYUTATh JIEKLIHIO 10J Ha3BaHHUEM
"BBe/ieHHe B COBpPEMEHHOE COCTOSIHUE COBETCKOM acTeTuUKU". B neknuu,
OCHOBBIBAsiICb Ha 6OraThIX MaTepHasiaX, HAKOIJIEHHBIX U COOpPaHHBbIX B
X0Jle MHOTOJIETHUX HCCJIeJOBaHUN TeHJEHIIMH pa3BUTHUS COBETCKOU
3CTETUKH, OH MpeAcTaBUJ 0oJiee CUCTEMAaTHYECKUH U CXKaTblil 0630p
JUCKYCCUH W HCCIAeJOBaHUM, MPOBeJEHHBIX B COBETCKOM 3CTETHKE B
1950-e - 1970-e roabl MO TaKUM BOINpPOCaM, KaK 3CTETHYECKHE OOGBEKTHI,
OpUpoJia KpacoThl, 3CTeTHYecKas MPUPOJA HCKYCCTBa, a TaKxKe
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3CTeTUYeCKoe 06pa3oBaHHe U 3CTeTHYeCKass KyJbTypa, U H3JI0XKHJ CBOU
B3IJISI/J[bl HA TEH/[EHI[UU PAa3BUTHS COBETCKOU 3CTETUKU.24 [1]

Jlro HUH OTMeTHJ, YTO BONPOC 3CTETHYECKOI'0 BOCIHUTAHUS ObLI TEM
BOIIPOCOM, KOTOPBIU B LI€JIOM OTMeYaJsICsl U BCe GOJiblLie MOAYEPKUBAJICS B
COBETCKOM 3CTeTHKe M B GoJiee LIMPOKOM coobiecTBe. OH yKasas, 4YToO
COBETCKHE 3CTETUYECKHE U KYJbTYPHO-06pa3oBaTe/bHbIe COOGIIEeCTBA
COBMECTHO MpPOBEJM psJy HAy4YHbIX KOHQEepeHLUMH, Ha KOTOPBIX
o6CyxJaJicsl BOIPOC 3CTEeTHYECKOro BocnuTaHuA. Ha 3THX ceMuHapax
ObLIM BbICKA3aHbl CaMble pa3/IMYHbIe B3TJIsSAAbl U MHEHHS 1O BONpOCaM,
KacawluMca XapakTepa, 3afiad U MeTOJ0B 3CTeTUYeCKOr0 BOCIHUTAHUA.
Mbl MOXXeM y3HaTb, YTO OJJHUM M3 KJIIOYEBBIX BOIIPOCOB 3TOW JIEKLHU U
HocjeAyolero M3JaHHOrO0 Kypca JeKLHUH N0 3CTeTHKe, YHUTaBLIMXCH
kadenpoit o¢unocobun I[leKMHCKOTO Nefaroruyeckoro yHHUBepCUTETa
ObLJ BOIIPOC 3cTeTH4YecKoro BocnuTaHus B CoBeTckoM Coro3e U JAUCKYpC
M.®. OBcsiHHMKOBA.25[ 2]

[Ipexxe Bcero, cyuecTByeT JBa pa3HbIX NOHUMaHUs HPUPOABI U
3aZlad 3CTETHYEeCKOr0 BOCIHUTAHHUS - B Y3KOM U IIHPOKOM CMbIcje. B
IpOLLJIOM B COBETCKOM 3CTETUKE W TMeJaroruke 3CTETHYECKoe
BOCIIUTaHUWE OOBIYHO paccMaTpUBaJIOCh HWJIM KakKk TO, KOTOpoOe
"gocnumuvleaem 3cmemuyeckyr ChOCOGHOCMb YeHUmbs npekpacHoe 8
delicmeumesbHocmu U UCKyccmee, gocnumbléaem U  paszeusaem
acmemuyeckull uHmepec” (3Ty TOuYKy 3peHus pasgenunud [. Ilyswuc,26

24JIpodeccop Jlto HuH B MHTepBbio ckazam "f mojrorosusn Gosee 100 000 cioB "JIMCKycCMH O COBETCKOM
actetuke B 1950-x u 1960-x rozgax”, KoTopble BbIHEC Ha 06CyxAeHHe HamMx KypcoB M Hamedaran Jjis Bcex
JKeJarKX. S mpocMoTpes 6oJblIOe KOJIMYECTBO CTaTeH M3 COBETCKMX HAy4yHbIX XKypHaysoB 1950-1960-x ronos,
y Hac B yueGHO-HAyuYHOM OTAesNe M GUGIHOTeKe GbLIM MOJMMCAHbl TaKHWe HaydHble XYpPHasibl, Kak "Bompochbl
dunocodun” u "Bompockl MTEpaTyphl”, >KypHasbl, CBSI3aHHbIE C TEOPUEH JIMTepaTyphl, UCKYCCTBA U 3CTETHKOM.
S 6pan xax/blii HOMep 3THX >YPHAJIOB, YMTal MX M M3BJIEKaJl COOTBETCTBYIOLIME JUCKYCCUH, KOTOpble
OpraHusoBasl 10 TeMaM, B OCHOBHOM KacCarwluMcA o0beKTa KpacoThbl, NIPUPOALI KPacoOThbl, NPUPOAbI UCKYCCTBA,
l'IpOﬁIIeMl:I 3CTETUYECKOr0 BOCIIUTAHUA, OLEHKH M KPUTHUKH HCKYCCTBa U TaK Jajiee, OTHOCALIHECA K 1950-m -
1960-m rogaM". 3TOT caMblii MOJAPOGHBIN HCCJIEJOBAaTENbCKUN MaTepHas N0 HU3yYeHHI0 PYCCKOW U COBETCKOH
3C/IYKMBAaeT KaK MCTOYHUK BBICOKOTO MHTepeca y Hcc/IeloBaTes el Kak KHTaWCKOHM, Tak M pOCCMHCKOH
COBpeMeHHOI1 acTeTHKH. [1]

25 Mbl JJOJDKHBI OTMETHUTb, YTO TEPMHUH «AUCKYpc M.Q. OBCAHHHMKOBa» fIBJsETCS OYeHb TOYHBIM. OH
3aKJ/II04aeT B ce6e M OMUChIBaeMOH AUCKYCCHH, U COCTOSTHHE OTeYeCTBEHHOH 3CTEeTHUKHU K KOHLY HCTOPUH
CCCP, v IMYHBIN TeOPeTUYECKUH BKJIa/| yKa3aHHOH MepcoHaMy, 3TOT JUCKYPC HaubGoJiee MOJHO U TOYHO
BbIpQXKEH B CJIeJylolleM H3JlaHuu: MapKcUCTCKo-JeHHHcKas acteTuka / Iloj o6uy pen. mpod. M. .
OBCSIHHMKOBA. Y4YeOHMK J1s1 By30B. M. : Bbicmias mkosia, 1983. BoJsiee 6JM3KMM K npo6sieMaTHKe
o6Cyx/jaeMOi AMCKYCCUU SIBJISIETCS M3/laHWe: Bompockl MapKCHCTKO-JIEHHHCKOW 3CTeTHKH. CO0PHHK
crateit / ox pea. npod. M.®. OBcsaHHKKOBa. M. : U3aaTesibcTBO MOCKOBCKOTO yHUBepcuTeTa, 1964.- AU
26 U3 TeKCTOB 3TOro aBTOpa HauboJjiee AUCKYCCHOHHBIH XapakTep mpHoGpesa ny6aukauust: [lysuc, I. O craTbe
"dcrernka" (1857) B "HoBoli amepukaHckoi sHuukaoneaun” Y. lana. [ly6iukanusa TekcTa ¥ KOMMEHTapHH //
"Bonpocel sintepatyphrl”’, 1966, Ne 5. B neso BMemascsi Be3JeCyliiii U He YMOJIKaBIIMH HU HAa MUHYTY B TOT
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[lerpos, llankas W Ap.) WIM Kak To, KOTopoe "socnumbleaem u
passusaem  cnoco6HOCMb  NPABUABLHO  NOHUMAMb U  OYeHUsaAmbv
npoussedeHusi UcKyccmea, paszsusaem XydoxcecmeeHHblll masaaHm u
uHmepec” (NpeACTaBUTENSIMU 3TOHW MNO3UIMK ObLIM PasymHblll, Bypos,
JAvutpueBa u ap.). TeopeTHKH 3CTETUYECKOTO BOCIHUTAHUA Kak
XyZ0’)KeCTBEHHOI'0 06pa30BaHusl, B CBOI OuYepesb, pa3/e/IMJIUCh Ha JBe
IIKOJIBbl: OJHA LIKOJIA NMOJA4YePKHUBaJIa, YTO IJIaBHasl 3aZlaya 3CTeTHUYeCKOTo
BOCIMTAHUS - UCNO/b308AMb UCKYCCMBO KAk cpedcmeo MOpA/ibHO-
smuueckozo eochumanusi (cM. KHUTM PasymMHoro "JTHMKa M 3CTeTHKa B
uckyccTtBe"?’” u JiImutpueBoil "Bompochkl 3CTeTHYeCKOTO BOCIUTaHUSA"28);
Jpyrasi moJsiaraja, 4TO 3CTE€THYEeCKOe BOCIUTAHHE - 3TO MpeXZe BCEro
socnumaHue U pazsumue XydodxcecmeeHHO20 4yscmed, uHmepeca K
uckyccmsy, 63214008 U Memodog npasuabHO20 AHAAU3A U OYeHKU
npoussedeHuli uckyccmea (3TOM TOYKM 3peHUS TNPUAEPNKUBAETCS
GOJIBIIMHCTBO NeAaroros; cM. KHUTY BypoBa "IIpo6JieMbl 3CTETHYECKOTO
BOCIUTAHUS B IIK0JE"2%).

Mocne 1956 rozma 30 o6a 3THM B3rAga ObIJIM  OOBUHEHBI B
"0lHOCTOPDOHHEM U Y3KOM IOHMMAaHHUHU" 3CTETUYECKOTO BOCHHUTaHHUSA. B

nepuos M.A. Jluomun ¥ 06bABUI, YTO aBTOPOM o6cyxaaBiueics I. Ilysucom craTbu 6bu1 BoBce He Y. JlaH, a
HUKTO WHOH, kak K. Mapkc (cm.: Jlugwuy, Mux. Kapn Mapkc. WckyccTBo M o6liecTBeHHBIH upean. M.:
XynoxxecTBeHHast JuTeparypa”, 1972. C. 275-282). VYkasaHHBIH KeHC ellle pa3 HarJsJHO IOKa3bIBaeT
HEeO06XO/JMMOCTb BBICTPOMTb KPHUTHYECKYH0, OCHOBAHHYI0 Ha [IeTa/lbHOM aHajM3e HCTOYHUKOB HCTOPHIO
OTEYECTBEHHOH 3CTETHKH COBETCKOTO MepPHoJa M JaTh OGBEKTHBHYH) OLIEHKY TEeOPEeTHYEeCKOro YpPOBHS
OT/JieJIbHBIX ee ¢Uryp, Cpefd KOTOphIX ¢urypa ymomsHyToro Hamu M.A. Jlupmuna 6Gbl1a 0co6eHHO
6e30CHOBaTE/NIbHO NpeyBe/iMieHa B 3HAYeHUM B IIOCTCOBETCKHH IePUOJ, O YeM Hall >KypHaJl yke uMeJl caydai
MUCaTh B MPEJIIECTBYIOLMX HOMepax. Bonpock! 06 oljeHKe poJi nepcoHasui 3CTETHKN COBETCKOTO Nepro/ia Bce
elle »KAYT OTeYeCTBEHHBIX HCCeJoBaTesled, U NMPeKPacHo, YTO CTaThfl KUTAHCKOro aBTOpa MOKasblBaeT UM
JIOCTOHHBIM npuMep. Heo6xoAMMO 3aMeTHTh, 3apyGeskHble HcCC/Ie[0BaTesNd NpeANpUHMMA/IM TaKhe YCUJIUA U
paHee, HO MO0 MHOTMM IPUYMHAM, M, IJIaBHbIM 06pasoM, MO NPUYMHAM HCTOYHMKOBEJYECKOrO XapakTepa MX
He/b3l CYMTATh MCYEepNbIBAWIMMH mpobieMaTuKy: Swiderski, E.M. The Philosophical Foundations of Soviet
Aesthetics. Theories and Controversies in the Post-War Years. Dordrecht - Boston - London: Springer, 1979. - AU
27 CM. pa3BepHyTOe M3JI0)KeHHe B3IJISJIOB 3TOr0 aBToOpa IO BOIPOCAM 3CTETHYECKOr0 BOCHUTAHMA: PasymHolil,
B.A. 3cternyeckoe BocnutaHue. CyuHocTb. ®opmbl. MeTogpl. M.: Meicib, 1969. OH Takke HeOJHOKPATHO
M3Jarajl B 3TOT NEePHOJ CBOM B3IJIA/bI 110 LIMPOKOMY KpPYry Npo6sieM Kak 3CTeTHYeCKOro BOCIHTAaHUS, TaK U
3CTETUKH BooG1e, cM.: https://www.razumny.ru/reports [o6pawenue 21.08.2023], Boo61Lie ceayeT 3aMeTUTb,
YTO 3TOT MMEHHOM pecypc NpeACTaBJIsgeT co60i MpeKpacHyio 6a3y AaHHBIX 10 COBETCKOM 3CTETHKe YKa3aHHOTO
neprojia U ero MaTepuasbl MPeJOCTaB/AIOT NPeKpacHble BO3MOXHOCTH /s (aKTOJOTMYECKUX HCCIe[0BaHUI
CpPaBHUTE/IbHOTO XapaKTepa, GyH/HMPOBaHHBIX XPOHOJIOTHYECKH U JIOTUYeCKH. - AU

28 JImumpuesa, H.A. Bonpocsl acteTudyeckoro Bocnutanusi. M.: Hckycctso, 1956. - AU

29 HanGoJiee M3BeCTHAs KHUIA 3TOTO aBTOPA, TaKKe ChIrPAaBIIAsi 3HAYMTE/IBHYIO POJIb B COBETCKOM AMCKYCCHH 06
3CTETHKE yKa3aHHOTO MepHoja W TOBJSABIIAS HA PACKAaj TEOPETHYECKUX CHJI B OTEYeCTBEHHOW 3CTeTHKe
COBETCKOTO IepuoJia K ero 3aBeplieHuto: bypos, A.H. dcreTndeckas CymHOCTb McKyccTBa. M.: UckyccTBo,1956. -
AU

30 B atom rogy, nomumo XX cbe3ga KIICC, craBuiero BaKHOW TOYKOH B OTHOLIEHMM PYKOBOZASIIMX MHCTAHLUH K
3CTeTHKe KaK JIMCIMIJIMHE, Bbllles 06061alomui Tpy/ Mo scTeTuYecKo# npo6iemMaTtuke: O4epkM MapKCHCTCKO-
JIEHHHCKOM 3cTeTHKHU. Ouepkwy, scce / Pea. HA. [imutpueBa, B.M. 3umenko, 10./]. KonnuHckuid. Akaj. XyZ0XeCcTB
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cBoel cTaTbe "3ajadyd 3CTeTHYecKoro BocnuTaHusg" AcrtaxoB 31
yKa3blBaeT, YTO 3CTETUYECKOE BOCIHUTAHUE HeJb3sl CBOJUTbH K
BOCIIUTAHHUID 3CTETUYECKUX YYBCTB U ICTETUYECKUX HHTEPECOB, OHO
JOJDKHO BKJIIOYATb TaKXe BOCIUTAHHE OSCTEeTUYECKHUX TMOHATUH U
B3IJISIJIOB JIIOJIeH; B TO *Ke BpeMsl 3CTETHUYECKOe BOCIMUTAHUE HEJb3f
CBOJJUTb TOJIbKO K XY/0XKE€CTBEHHOMY BOCIHUTAHHI), U XOTS HUCKYCCTBO
UrpaeT akTHUBHYIO pOJIb B 3CTeTHUYECKOM BOCHHUTAHUH, OHO HE MOXeT
3aMEHUTb BCETO COJAEPKAHUS W 33Ja4 3CTETUYECKOro BocnuTaHus. OH
YTBEPKJAAET, UYTO 3CTETHYECKOE BOCIUTAHHE COCTOUT M3 CJELYIOIINX
Tpex 3ajay: BO-NEePBbIX, KYJbTUBUPOBATb M pa3BUBATb CIOCOOHOCTH
BOCIIPUHMMATb M MOHMMAaThb NpPEKpPacHOe B NPHUPOJEe U OOLIECTBE U €ro
OTpakeHHe B  HCKYCCTBE; BO-BTOPBIX, YCTAaHOBUTb HPaBUJIbHYIO
3CTETUYECKYI0 TOUYKY 3peHUs, YTOObI Ujeaa KpacoThbl OTBevyasJ UHTepecaM
U TpeGOBaHUAM TPYIASAIIMXCS JIIOJEH; B-TPETbUX, 00eCIeYnTh pa3BUTHE Y
JIIOZIeH IMUPOKOro CIIEKTPa 3CTETUYECKUX UHTEPECOB BO BCeX 06JIACTAX B
COOTBETCTBUM C UX HHAUBU/JYAJbHBIMU OCOOGEHHOCTSIMH, YTOOBI JIOAU
"MMesIM HaMepeHHWe aKTUBHO CO03JjaBaTh KpacoTy B CBOeH TPyAOBOH
JesatenpHocTh". [3]

B cBoeM [jokjaje Ha Bcecoio3HoOM ceMHUHape IO 3CTeTUYECKOMY
BocnuTaHulo B 1963 roxy CkarepmiukoB 32 3asgBWJ: "'MapKCHCTCKO-
JIEHUHCKasl 3CTETHKA, ONpesesisis CyI[HOCTb 3CTETUYECKOr0 BOCIHUTAHUS,
HUCXOJUT U3 NOHUMAHUS TOrO, YTO 3CTETUYECKOEe BOCIHUTAHUE €CTh, C
OJIHOH CTOpOHBI, pPa3BUTHE CIOCOOGHOCTH YYBCTBOBAaTb M IOHUMATh
KpacoTy B NpUPOJEe M OOIIeCTBe W JApyrue NpOsIBJEHHUS 3CTETHKH, a C
JApyrol CTOpOHBI, pa3BUTHe TpPeOOBAaHHWM U CIOCOGHOCTU CO34ABaThb
KpacoTy BO BcexX cdepax o06IeCTBEHHOH aesTeqbHOCTH. CHOCOGHOCTH
co3JjaBaTh KpacoTy BO Bcex cdepax O0OIECTBEHHOW [1esTEJbHOCTH.
Haubosnee BaKHOW U HeENOCPeACTBEHHOM 3aZjayel 3CTETHYECKOTO
BOCIIUTAHUSA SBJSETCI yCTAHOBJEHHWE NPABUJIBHOW 3CTETHUYECKOH
NEPCIEKTHUBBI U Pa3BUTHE XOPOIIEr0 3CTETUYECKOT0 BKyca B OOILIECTBE B
11eJIOM U B OT/|eJIbHbIX €ro 4jeHax." [4]

CCCP. Hay4.-ucciesi. UH-T TeOPUU U UCTOPUHU U306pasuT. UcKyccTB. M. : HckyccTBo, 1956. - AU.

31 3TOoT aBTOpP MNpOsABHJ Cebsl paHee KaK KpalHe TEH/JEHIIMO3HO HACTPOEHHBbIH aBTOpP B MEpPHOJ MedaJbHO
H3BeCTHOH «60pb6bI ¢ kKocMononnTuaMom» B CCCP (cM.: Acmaxos, . B. O cnennuke UCKycCcTBa U JIUTepaTypsl //
Bonpocs! dpunocodun. 1951. Ne 2), ofHaKo Mbl BUAMM, 4TO B 1956 rofy TOHa/IbHOCTb U3MeHHUACk. - AU

32 CM. B3IJISZIbl 3TOTO aBTOPA, NMO3/{Hee CUCTEeMATHYeCKH W3JI0XKeHHbIe B HallMCaHHOM B COABTOPCTBE yyeGHMKe:
Jlykun, F0.A., Ckamepujukos, B.K. OCHOBbI MapKCHCTCKO-JIEHUHCKOH 3cTeTHKH. M.: Beiciast mkosa 1977. - AU
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B yuyebHuke "IcTeTuka" mnojJ pejakinydeid OBCAHHMKOBA, KOTOPbIH
JOMHUHUPOBAJ B 3TOT MepHoA,33 moA4YepKHUBaJOCh, YTO '0OOGpa3oBaHUE
MOCPE/ICTBOM TPOU3BOJCTBA 3CTETUKU - HOBAasd U 4YpPe3BbIYAMHO BaKHasi
TeHJIeHI[US1 B 3CTeTUYeCKOM 06pa3oBaHum”. [5]

JleBAHOCTO  BOCeMb  MPOLEHTOB  MNPOAYKTOB,  HCIOJIb3yeMbIX
COBpPEMEHHBIM YeJIOBEKOM, - 3TO MPOMbINLJIEHHbIE NPOAYKTHL. YesoBek
CO3/]aeT 3TH NMPOAYKThI HA OCHOBE OBJIAJIEHUsI 3aKOHAMHM IpupoAabl. Ho B
TO e BpeMsl YeJiOBeK paboTaeT C MaTepuajaMd B COOTBETCTBUU C
3aKOHaMU KpacoThbl. [lo3TOMy BOCHMTaHHE MOJJUHHO 3CTETHYECKOTO
OTHOILIEHUsI K TPY/y, NPAaBUJIbHOIO0 COYETAHHUs MOJIE3HOCTH U KPACOThI B
W3JeJUsX - 0JJHA U3 BaXKHEHLITMX 33/1a4 3CTETUYECKOr0 BOCIIUTAHMS.

YTo KacaeTcs KOHKPETHOTO COJIEP>XKaHHUSl U CPEACTB 3CTETHYECKOro
BOCIIMTaHHUs, TO COBETCKHE 3CTETUKH Jesalud O0cCcoObli aKIeHT Ha
BOCIIMTAaHMHA 3CTETHYECKOTO HHTepeca M 3ICTETHYECKUX U/IeasioB.
HepomBuH3* oTMevaeT, yTo "BOoCHMTaHME MHTepeca - BaXXHbIA (aKToOp B
BOCIIMTAHUU 4YeJioBedyeCKOW JuyHocTu'. HM60 "Hajuyue HaCTOAILIETro
HHTepeca, KOTOpPBIM SBJSAETCS BaXXHbIM NPU3HAKOM IOJHOIEHHOU
JINYHOCTH, UHTEPEC BCErJa pacKpbIBaeT TO 00Jiee WM MeHee AyXOBHOeE
cojlep:kaHUe, KOTOPbIM o6JafiaeT yesoBek". [6, 21] OH yTBepKjas, 4TO
TaK Ha3blBaeMas "3CTeTHYecKas cpefa” MOBCeJHEBHOU KHU3HU - MelOeJib,
npeaMeThl, OJeXJa U T.J. - HUrpaeT caMyl HeNoCPeACTBEHHYIO U
IPOJIO/DKUTENBHYI0 POJib B GOPMHUPOBAHUM U PA3BUTHU ICTETUYECKOTO
BKyCca KaXJoro vesioBeka. [lo3TOMy OH mNOJ4epKHYJ HeO0OGXOAMMOCTb
OOpbObI 332 3CTEeTHYECKOEe COBEpIIeHCTBOBAaHWE MpEAMETOB ObITa.
[axkuTHOB3®> Takxke roBopus: "YesoBeKy HYKeH He TOJIbKO CBETJIbIH,
OPOCTOPHBIA U YAOOHBIM JOM. EMy pasyMHO Hy»XeH [JIOM KpacHUBbIH,
3CTEeTHYECKH MPUATHBIN, C 06CTaHOBKOM, popMoit MebGesH, IIBETOM 000€B,
nocyzbl, abaXypoB, JIIOCTp U Tak Jajee. Kopoye roBops, OKpyXeHHe
YyeJIOBeKa B MNOBCEJHEBHOW MH3HU [JOJ/DKHO OBbITh CHPOEKTHPOBAHO U
00yCTpPOEHO Ha VPOBHE, TpebyeMoM BBICOKOH CTeIeHblo

33 ClefyeT 3aMeTHTb, YTO 3TO H3JaHHe, MMeBllee rpud npodusbHOro MUHMCTECTBA BBICUIEr0 06pa30BaHUs O
JIONyCKe /JIsT WCIOJIb30BaHMs B y4eGHOM MHpolecce, GbLIO JajeKo He eAMHCTBEHHBIM: HMeJad OQUIHaIbHBIA
CTaTyC, MOJy4HUIM U3BECTHOCTb M MOMYJAPHOCTb B MPOQHUIBHBIX KpPyrax W Apyrue ydeGHble nocobus: 3uch, A.A.
JleKLIUM 10 MapKCHUCTCKO-JIEHMHCKOW 3cTeTHKe. Beim. 1. M.: BTO, 1960; Bbin. 2. M.: 1964; Kazan M.C. Jlekuuu no
MapKCHCTCKO-JIEHUHCKOH acretuke. Y. 1. [lMajeKTUKa 3CTeTHYeCKHX siBjJeHUH. Jl: H3a. JleHUHrpajckoro
yHuBepcuTeTa, 1963; Y. 2 : /lnanektrka uckyccrsa. Msg. JleHuHrpazckoro ynuBepcureta, 1964. - AU.

34 CM. cpeau ero pa6ot 1950-x rogos: Hedowusun, I'A. Ouepky Teopuu uckycctsa. M.: MckyccTBo,1953.

35 CM. ero mosunuio B Gojee paHHe# my6sukanuu: [lasjcumHos, JI, llpazun, 5. O HEKOTOPBIX 3aKOHOMEPHOCTSX
Pa3BUTHSA 3CTETUYECKOTo co3HaHus // Bonpockl acTeTnku. Mocksa : UckyccTBo, 1958.



161

Xy[0KeCTBEHHOTO HHTepeca. JCTeTHYeCcKHe KpPUTEePUU JOJKHBbI ObITh
TaKHMH, YTOOBI JIIOJM UMEJU HaMepeHHe aKTHBHO C03/laBaThb KpPacoTy B
cBoel TpyZoBou aesaTenbHOcTH". [6, 48] B cBoeM 3cce "BocnuTanue pass
yAoBoJibcTBUA"  nucaTeab  Jlee  Kaccuabp — u3saraeT  NpUHLOMI
3CTETUYECKOTO  BOCHUTAHHUS, KOTOpPOEe DPAa3BHUBAET  ICTETUYECKUE
UHTepechbl BCECTOPOHHE U MHpPoKo. OH BBICTymaeT HPOTHUB HAEH
NpeANUChIBATb 3CTETHYECKHMM MHTepecaM JiloJed B 3CTEeTUYECKOM
BOCIIUTAaHUH OINpeJe/ieHHOEe HalpaBJeHUe W PaMKH, OTPAHUYUBAs TeM
CaMbIM BCECTOPDOHHEe Da3BUTHE MX ICTETHYECKUX HHTepecoB. OH
HoJ4YepKHUBAaeT BaXXHOCTb BOCHUTAHHUA Yy MOJIOJEXH MOJAX0Ja K
3CTETUYECKOM KyJbType 'C TOYKM 3peHHUs paclidpeHHUsi "HHTepeca K
»KU3HU", a He ero orpaHudeHus’". [6, 48]

B y4ye6HuKe noj pefakuueir M.d. OBcsHHUMKOBA ecThb riaBa "KpacoTa
B IOBCEJHEBHOW >XU3HHU", T/le MOJYEPKUBAETCS, YTO "HHTEpPEeC MOXHO
KyJbTUBUPOBAaTb W  COBEpPLIEHCTBOBaTb. MHTepec  pasBuBaeTcs
6ecco3HaTeJbHO U MOCTOSIHHO, B 3HAYUTEJbHOH CTeNeHU MO0J, BIUSHHEM
npeaMeToB ObITa, MPOWU3BEJEHUN [JeKOPATUBHO-IPUKIAZHOTO HCKYCCTBA,
KOTOpble  OKpYKalT 4YesoBeka ¢ fgerctBa’. I[loatomy "Henb3s
HEeJI0OLleHUBATh OrPOMHYI0 BOCHUTATEJbHYI0 pOJib MaTepHaJbHON
cpenpl B QOpMHUpOBAaHUM HOBOrO 4YejioBeKa (B 3TOM OTHOIIEHUHU
npeaMeThl ObITA MPEBOCXOAAT MPOU3BEJEHUSI UCKYCCTBA, BBICTABJEHHbIE
B TajepesX, IIOCKOJIbKY OHHM IIOCTOSIHHO OKpYXXalOT 4YeJoBeKa W
MOJIOXKUTENbHO BJMSIOT Ha ero HHTepechbl)'. B kHuUre wuccneayoTcs
3CTeTHYECKHe BKYCbl M CTaHAApPTbl KpacoTel B IpeAMeTax ObITa,
JlOMalllHeld 06CTaHOBKe, OAEXK/e U T.[., YKa3blBasd Ha TO, YTO XOTS KaxKJas
KOHKpEeTHasl CHUTyalMsl 3aBUCUT OT 4YeJIOBEKa, CYLIECTBYIOT, B KOHIlE
KOHIIOB, ONpeJieJieHHble OOL[Me TOHATHS U OCHOBHBIE TNPUHIUIIBI
IIMBUJIM30BAHHOM JKU3HU W  OJEXJAbl, KOTOpble  OIpelesoTCs
BpeMeHeM." Kakziasi amoxa M KaXKAblH COLMa/IbHBIA KJsacc GoOpMHUpYeT
CBOHM 3CTETHYECKUU HJleas, CBOe IpeJCTaBJeHHEe O KpacoTe XU3HU. [l
3M0XH, B KOTOPOH MBI KUBEM, OHA XapaKTepPHU3YyeTCs MNPOCTOTOH U
IeIPOCTbI0, 3KOHOMHYHOCTBIO M PA3yMHOCTbIO, 06€3 U3JUIIHUX U
3aMbIC/IOBATHIX YKpaumeHuit", [5]

CoBeTCKOEe 3CTEeTHYECKOe COOOLIecTBO B TOT IEPUOJ Jesalo Bce
6OJIbILINH aKLEeHT Ha COLIM0JIOTUYECKOM vccae,0BaHUHT U
TaKCOHOMUYECKOM O00O0GIIEeHNH 3CTETUYECKMX HWHTEpPecOB B OOLIECTBE.
CTOPOHHUKHU COIIMOJIOTUYECKHUX METOJI0OB MoJYyepKuBajiv: "PaspaboTka
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KpUTepHeB KJacCUPUKALUM 6GOraToro pasHooOpasvs 3ICTETHYECKUX
WHTEpPECOB HMeeT O60JibllIoe MpakTHUYeckoe 3HayeHue. CiefyroIiuM
IIaroM MOXET CTaTb CO3JaHUE OCHOB JJIl IIMPOKOTO TAaKCOHOMHUYECKOIo
uccies0BaHUA coLlMa/IbHO 00yCJI0BI€HHBIX U HUCTOPUYECKHU
pasBUBaKIIUXC UHTEPeCOB". [7]

MHorve 3CTeTMKM BBICKa3blBaJd MHEHHe, YTO BOCIHHUTaHHUeE
3CTeTUYECKUX HUJleasIOB JIEXKUT B OCHOBE 3CTETHYECKOro BocnuTaHus. Tak,
A. EropoB B cBoeM jokiaje "KOMMYyHUCTHYECKOE CTPOUTENBCTBO H
MapKCUCTCKO-JIEHUHCKasi 3CTeTHKA" yTBEpXKAAeT, 4TO "0O0IleCTBEHHBIN
3CTeTUYECKUH HJeas - 3TO Npex/e BCero pyKoBoJCTBO K paclo3HaBaHHUIO
M TOHMMAaHHUIO KpacoTbl B [JeHCTBUTEJBHOCTH (T.e. B NpHUPOJEe U
0611ecTBe), B TPYLOBOH J1eTENbHOCTH JIOJIEN [eTeJbHOCTH U 3TaJOHOB
KpacoTbl B HX HPAaBCTBEHHBIX INOCTYyNKaXx U cTpeMJyeHusx'. WU cHosa:
"OOLeCTBEHHBIM 3CTETUYECKUHM HJea] XapaKTepu3yeT MpexAe BCero
YyeJIOBEKA U €ro NnpejcTaBJeHHEe O MOJIHOM 0OraTcTBe YyBCTBEHHOCTH U
KOHKPeTHOCTH COBepPILIEeHHOH XM3HM, BO30OYyK/Jallled 4yBCTBa NOXBaJbl,
CBETJION PaZloCTH M CYacThbsA'. B mporpeccuBHON 3CTETUYECKOW TEOPUHU H
epejoBOM HCKYCCTBE 4YeJOBEK BCerja HAXOAUTCI B  ILEHTpe
00111eCTBEHHOTO 3CTeTHYecKoro ujeana. Ho yesoBek HUKOrJa He ObLI B
LIEHTpe BCEX 0611eCTBEHHBIX yCTpeMJIEHUH, HOJIUTUYECKUX,
3KOHOMMYECKHX M KYJbTYPHBIX, KAK 3TO HMeeT MeCTO B HalleM cjydae."
8]

JcTreTuvyeckde HAeaNbl W ICTETHYECKHE HMHTEPEChl YeJIoBeKa
BBIPQKAIOTCS B €0 XapaKTepe, NPUBbIYKAX U MOBEJEHHH, YTO GOopMHUDPYeT
TaK Ha3blBaeMyl0 "3CTETUKY MOBeJeHUsl", MNPUHLHUIbBI KOTOpPOH
BOILJIOIAIOTCS B Pa3/IMYHbIX MaHepax. COrJlacCHO COBETCKOH 3CTETHKE,
"BOIIPOC O KpacoTe MaHep U CTHJIS NMOBeJEHUs] 3aHUMAeT BaXKHOE MeCTO B
3CTETUYECKOM BOCHHUTAHUHU" (CM. IJaBy "JcTeTHKa MOBeJieHUs" B KHUTe
"Jcretuka" mojx pefakuued OBCAHHMKOBA). ITHKA U 3CTETHKaA
06beUHAITCI B puUTyase. /loCT)KeHHMe TapMOHUH MeXAY BBICOKHMH
MOpaJIbHBIMU KadyecTBaMM W BHEIIHUMH BbIPaKEHUSIMHU KpacoTbl 3THUX
KadecTB (M3bICKAHHbIE MaHEephI, JIeTKHe U rubKrWe MaHepbl U T.J.) - OJHA
M3 BaOXHEHWIIMX 33/ay 3CTeTHYeCcKoro BocnuTaHus. COBETCKUHM mexparor
MakapeHKO JaBHO 3aMeTMJI, YTO "KpacoTa NOBeJeHHsl - 3TO UMEHHO TO
NOBEeJIEHHE, KOTOpOe 3aKpeIvisieTcss NpUOOpeTeHHEM ompe/e/leHHOH
¢dbopmer. PopmMa cama 10 cebe ABJAETCA NPU3HAKOM  BBICIIEH
nUMBUIM3anUu”. MaHepbl, KOTOpbIe JIIOAU MOBCEMECTHO COOGJIJAIT MPHU
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TaKUX JeMCTBUAX, KaK x0[bba, oJleBaHMe U efia, He ObLIW NpUJyMaHbI
C/ly4aliHo, a OblIM yCBOEHbl M KyJbTUBUPOBAHbI M3 1103, OTTOYEHHBIX U
0TOOpaHHBIX OKOJIEHUsIMU. Kak TakoBble, 3TU MaHepbl TaKXKe SBJSIOTCS
Ba)XHBIM 3JIEMEHTOM 4es0Be4eCKOW LMBUJIM3anUM. Hanpumep, putyan
PYKOIOXAaTHUsl MpPHU NPUBETCTBUU HUMeET JOJTYyH0 HCTOPUIO, BO3SHUKLIVIO
TBICSYM JIeT HasaA. [IpoTsaHyTas JlaJjloHb CBUJETENbCTBYeT O TOM, YTO
4yeJI0BEK MMeeT J00pble HaMepeHUsI U He CKUMaeT B pyKe KaMeHb WJIU
npsiyeT YTO-TO elle, YTOObl COBEpPUIMThL BHe3allHOe HamajeHue. TakuMm
06pa3oM, OYEBHJHO, YTO OCHOBHBIMM MOTHBAaMH, COCTaBJISIOIIUMU
OCHOBY KOMMYHMKAaTHBHOIO 3THKeTa, ABJAIOTCA BblpaXkeHHe A06poi
BOJIM, HCKPDEHHEro JKeJaHHWs, CepJedyHOW 3ab0Tbl M yBaKeHUS K
XapaKTepy OKpyKawlux Jwjel. JJpyrdM oO4YeBUJHBIM U BaXKHbIM
MOTHMBOM BO BCeX MaHepax fBJseTCs TpeOGoBaHHWe 3a00Tbl U BHHUMaHUs,
ONPSATHOCTHU M JPYTUX acleKTOB 3/10pOBbSl U TMTHEHBbI. B 0CHOBe MHOTHX
MaHep JIKHUT NPUHIMUI 3a00Thl 00 OKPYXAIIIUX JIOASIX C yYeTOM HX
BO3pacTa, MoJa M COCTOSIHUA 3/0pOBbsl (HampuMep, He ILJeBaTb Ha
JIIOJIAX, TPUKPBIBATh POT npHu Kamie U T.A4.). C 1960-X ro/joB B COBETCKOU
3CTEeTHKE MOSBUJIOCh HOBOE NOHATHE "3CTeTHYecKasi KyJabTypa"'. MHorue
IpeJCcTaBUTENN COBETCKOM 3CTETUKM CYUTAIOT, UYTO "3CTeTUYecKas
KyJIbTypa" - 3TO 3CTeTHYecKasi KaTeropus, KOTopas HaXOZUTCSI MEXAy
MaTepHaJbHOM M JYXOBHOHM KYJbTYPOH, WM CBSI3bIBAET MaTePHUAJIbHYIO
U JYXOBHYI0 >H3Hb. OHa NPOHU3BIBAeT Bce QOPMbI 06IeCTBEHHOU
NPaKTUKHW - HCKYyCCTBO, HAyKy, TEXHHKY, COLMAJbHYI0 OpraHH3aLHIo,
HIPUCYTCTBYET BO Bcex cdepax OBLIeCTBEHHOW KU3HH, OT NMPOHU3BOJCTBA
Jo ObITa, U dBJsAeTcs xopouled ¢GopMON HHTENIEKTyajJbHOIO U
3CTETUYECKOT0 BOCITUTAHUS.

A. EropoB B cBoelt craTbe "HcKyccTBO M 0OIleCTBEHHasl »HU3Hb"
(1959) npepsoxusa ~ NPOBECTH  pasjMube  MeXJAy  NOHATHUAMHU
"Xy[loKecTBeHHass  KyJbTypa" ©  "acreTmdeckas  KysabTypa'. C
TEXHOJIOTHUYEeCKOH peBOJIIOLMEN U MOSBJIEHWEM TEXHUYECKOU U TPy 0BOU
3CTEeTUKHU pas3udue MexAy 3CTEeTHYeCKON KyJbTypoHl U XyA0KeCTBEeHHOMH
KyJbTYypol cTaso OGoJiee ouyeBHJHBIM. B cBoeld crarbe "HaydHo-
TeXHUYecKass peBosolnusa U HcKyccTBo" (1973) EropoB yTOYHSIET, YTO

Xy[0KECTBEHHAsl KyJbTypa - 3TO COCTaBHasgl 4YaCTb I3CTeTHUYeCKOH
KYJIbTYPhI, a2 He BCcs OHa.Bce BHUABI TBOpUECKOH J1€ATEJIbHOCTU B TOU WM
WUHOU CTeleHHU MOJYUHSIOTCS "3aKoHaM KpacoTsl", 3aKOHaM

3CTETHYECKOU MedTesbHOCTH. OAHAKO He ObIBAaeT TakK, 4YTO Ji060oe U3
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ABJIEHUH MCKYyCCTBA M KYJbTYpbl, M JajJeKo He cpa3y, CTaHOBUTCA
3CTeTHYECKUM U KYJbTYPHBIM JoCTosiHHeM obuiecTBa. [IpousBefeHus
HUCKYCCTBa, KaK 3JIeMeHTbl HCKYCCTBAa M KYJbTYpbl, MOIYT WMETh
3CTeTHYeCKoe KyJbTYpHOe 3HauyeHHe TOJBbKO TOrJAa, KOrja OHM
OBJIQJIEBAlOT yMaMM MacC, YTBEPXJATCId U  PaCIpOCTPaHSATCSA
obuiecTBoM. B 3TOM cMbIc/e scTeTHYecKasi KyJbTypa 00LiecTBa BCerja
ABJAETCA KyJbTYPOH Macc, 4YTO CBUJETEJbCTBYeT O TOM, YTO OOLIeCTBO
BJaJleeT MepOW ITOM KyJAbTYypbl, a TakKXe ee OIpeJeleHHbIMU
COLMATIbHBIMU CTaHAApTaMU. B To ke BpeMs XyA0XeCTBeHHasl KyJbTypa
06J1alaeT OTHOCHUTEJBbHOHW CaMOCTOSITE/JbHOCTBIO: OCOOBIMU MeTOJaMH,
MarepuajamMy, OQYHKOUSIMH, CTpyKTypaMmu W T.JA. /[as Eroposa
"scTeTHdeckas KyJbTypa - 3TO CJOXHasl, B3aUMOCBSI3aHHasA U LleJI0CTHas
CUCTEMA 3CTETHYeCKUX OTHOIIeHUH, PasJUYHBIX (OPM 3CTETHYeCKOU
JleITEIbHOCTH; ee CTPYKTypa, XapaKTEePUCTUKH U  QYHKLUH He
COBMAZAIT CO CTPYKTYPOH, XapaKTEPUCTUKAMM U  QYHKIUAMHU
COCTaBJAIOIIMX ee pasJUYHbIX KOMIOHeHTOB. OJHaKO KOHKpeTHble
KOMIIOHEHTBI, COCTAaBJSAMOIHE 3CTETHYECKYI0 KYJbTYpPy, KaK OOBIYHO,
TOXKe HMeKT olpeJe/eHHYl0 CcHelualu3aldlo, OHM HaXoJATCA B
CI0XKHOM B3aWMOJEMCTBUM U CONOJYMHEHHM U peajnu3ylTcd B
peajbHOCTH obLiecTBa 4yepe3 NOCPeAHUYECTBO eAMHOM 06llecTBEHHOH
3CTETUYECKOHN KyIbTyphL."[8, 141]

B nepeusganuu "[[pUHLUIIOB MapKCUCTCKO-JEHUHCKOW 3CTeTUKH"
1974 ropa roBopuTca: "JCTeTH4YeCKOe pa3BUTHE O6ILIeCTBa SBJSETCS
COCTaBHOM 4acTbI0 ero KyJbTYpHOIO Iporpecca. JCTeTHYeCKHe acHeKThbl
IPOU3BOACTBA, 3CTeTUYecKMe (aKTOpbl O0OIEeCTBEHHBIX OTHOLIEHUH,
JyXOBHasi [JeSITEJJbHOCTb W OCOGEHHO 3CTEeTHYECKHe KOMIIOHEHTHI
UCKYCCTBa - BCe 3TO OTHOCHUTCA K 3CTeTHYeCKON KyJbType o6liecTBa.”
CorsacHO KHUTre, "NOHATHE 3CTETUYECKOW KYJbTYpbl COCTOUT U3
HECKOJIbKMX OCHOBHBIX 3JIEMEHTOB: BO-IIEPBBIX, 3TO 3CTETHYECKOE
CO3HaHME, OLleHKA SIBJIEHUH OKPYXKAWIEeH >KU3HHU C LeJbI0 pPa3IudeHus
TOr'0, KpaCUMBbI OHU WM 6e306pasHbl, NevyaJbHbl UK PaZOCTHBI (UYBCTBO
NpPEKPacHOro, 3CTeTHYECKHUH WHTepec, 3CTeTHKa). Bo-BTOphIX, 3TO
aKTUBHAsl 3CTETHYECKasl JesiTeJbHOCTb, NPOSBIAIOLAsACI B CaMbIX
IIUPOKUX U pa3HooOGpasHbIX cdepax KU3HH, BKJIAYas Tpyn (6es
KOTOpOTO HEBO3MOXXHO CO3JjaTh HHM OJWH O6BEKT KpacoTbl B
NpPOU3BOACTBE U OBITYy, HH OJHO MpPOU3BeJeHHe HCKYCCTBA);
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B3aUMOOTHOIIIEHHUS  JIIOJlel, BCe  CTOPOHbl MX  TOBCEJHEBHOI'O
B3auMMO/lelcTBUSA. HakoHel], CyliecTBYeT NPaKTHUKA UCKYCCTBA".
[IpepioxkeHre  3CTETUYECKOW  KyJbTypbl TECHO  CBSI3aHO C
npeoJioJieHUeM OJHOCTOPOHHEro M abeppaHTHOTO AYXOBHOTO Pa3BUTHUS
yeJioOBeKa B YCJOBUAX TeXHOJIOTMYecKkod peBoswouuu. CoBeTckas
3CTEeTHKAa YTBEPXKZAJa, YTO XOTS TexXHHU4YecKass peBOJIIONUS ObLIa
BEJIMKUM MPOTPeCccOM B UCTOPUM YEJIOBEUYECTBA, B XOJle Hee YeJIOBEK Bce
6osiblle  mpeBpamasici B QyHKUMio. /Jlig  MeXaHU3HWPOBAHHOTO
NpPOU3BOJACTBA HJEaJbHBIM 4YeJIOBEK HANOMHHAeT MallMHy. JTa
OYHKIMOHAJNBHOCTL  MOXET  CAeJaTbh 4YejloBeKa MOHOTOHHBIM U
YyJOBULIHbIM. HeraTuBHOe BJIMSIHHE TEXHOJIOTHUYECKON pPEBOJIIOIMU Ha
YeJIOBEKa TMPOSBJSETC B OCHOBHOM JBOSKO: C OJIHOM CTOPOHBI,
JOCTHXKEHUS1 ~ KUOEepHETUKHM M UCHOJIb30BaHUE  UCKYCCTBEHHBIX,
"MallMHHBIX" CPEJICTB JJI1 UMUTAIIMHU "eCTeCTBEHHBIX sIBJeHHUH" co3faiu
CUTyalHIo, KOTZa KaXeTcs, 4YTO "HCKYCCTBEHHOe" Bcerja Jiydile
"ecrecTBeHHOro". C OJHOM CTOpPOHBI, JOCTHXKE€HHUSI KHOEpHETHUKH,
HCIIOJIb30BaHUE HCKYCCTBEHHBIX, "MalIMHHBIX" CpeacTB AJs
MOJIeJINPOBAHUS "eCTEeCTBEHHBbIX SIBJIEHHUH' CO3Ja/ii CHUTyalUio, Korja
KaXKeTcsl, YTO "HCKYCCTBEeHHble" Bellu BCerja Jiydlle "eCTeCTBEHHBIX'; C
JApyrol CTOpPOHBI, [JOCTHUXXE€HUsI eCTeCTBEHHBbIX HayK, TeXHUKU U
TEXHOJIOTHUM WHOTJA CO3JJal0T TEHJEHIHIO NpeyBeJUYUBaTh HUX pPOJib B
MOHMMAaHUU  CJAOKHBIX  COLMa/JIbHBIX  sIBJeHUWW.Tak  Ha3biBaeMasi
"nucKyccust Mexay  du3uKaMu U JIUPUYECKHMU nostamu",
pa3BepHyBLIasici B COBETCKOW Tmpecce B Havase 1960-x rojoB,
npejcTaB/sijia COO0OM OCTPYH [JUCKYCCUI0O O COOTHOLIEHUM pasyMmMa U
3MOLMH, HAaYKH M 3CTETUKU B YCJIOBUSAX TEXHOJIOTMYECKON pPEeBOJIIOLUU.
JlucKyccuss 0 COOTHOLIEHHWU pasyMa M 3MOLMH, HAayKHM M 3CTETUKU B
YCAOBUSX TEXHOJIOTUYECKON peBOJIIOLMU Oblaa >Xapkoil. B guckyccum
"B3auMojielicTBHe MCKYCCTBA M HAyKH B YCJOBUSX TEXHOJIOTHUYECKOU
peBoJIIONMH", OPraHW30BaHHOHN >KypHaysoM "Bompocel ¢unocodun”, psan
3CTETUKOB U YYEHbIX OTMETWUJIH, UTO B YCJIOBUSAX TEXHOJIOTMYECKOU
pPeBOJIIOLINY, B CBSI3U C NPO6JEMON 3aliUThl BHEIIHEN Cpefibl, BOSHUKAEeT
npob6jieMa 3allMThbl BHYTPeHHEro Mupa 4dYejioBeka. Eciu B mepBoM
BOIIpOCE HEUCUUCIUMYIO POJib UTPAEeT HayKa, TO BO BTOPOM - MCKYCCTBO.
Ecau Hay4YHO-TeXHHUYecKas peBoJIIOLIUSA pacuupsieT coepy
MaTepuaJibHbIX HaCJAaXJeHWH, TO MCKYCCTBO pacmupsieT coepy
JYXOBHBIX TOTPeOHOCTeM 4YeJIOBEKa, COOTBETCTBYIOLMM 06pa3oM
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KOMIIEHCUDPYs HeJOCTaTKHM MaTepUasbHbIX HacjaaxaeHUd. [losaTomy
3CTeTHYecKass KyJbTypa, BKJ/I4Yasg MCKYCCTBO U KYyJbTYpY, SIBJseTCS
MOILHBIM CpPeACTBOM KOMIIEHCALlUM OrpaHUYeHUH U HeJ0CTaTKOB
HayYHO-TeXHWYECKOH peBOJNIOIUM U  COAEHCTBUS  BCECTOPOHHEMY
rapMOHHUYHOMY Pa3BUTHIO Ye0BeYeCKOH JIUYHOCTH.

U3BecTHBIA COBETCKUU NUcaTesJb O HaykKe U TexHuke JI.A. 'panHuH,
BoicTynasgs B 1978 roxy Ha CoBere Coro3a mnucateseid Poccuiickoi
®epepaunu ¢ gokaaaoMm "HaydHo-TexHHUYeCKass PeBOJIOLUSA - JUTEPATYpaA
anyHocTh", ckasan: "Korga ydeHble pacKpbIBalOT HEOObIYAaHO KpacHUBbIe
U OINlacHble BO3MOXXKHOCTH IO3HAHUA 4YesOoBeKa W TOCNOJCTBA HaJ, HUM,
cO/IMDKAIOTCA  JIMTepaTypa M JKU3Hb, JIMTepaTypa M Bce 6oJjee
MOTyIecTBeHHas1 Hayka. OHU HyXZJalTcs Jpyr B Apyre. Ux o6benunser
He TOJBKO 3ab60Ta o 6Jsare JioJel, HO U TO, YTO HAay4yHO-TeXHHUYecKas
peBoOJIIOIMSA U HCKYCCTBO - [Ba Kpblla COBPEMEHHOW LHMBUJIM3ALUH.
Bsiaroapss uM J1I0M Hallero OGLIeCTBA MOTYT OBITh HE3aBUCHUMBIMHU U
HMMeTb 60raTyio M HachlleHHYI0 )XU3Hb, KOTOpas ycnokausaeT'. [9]

J.A. TpaHuH npuBJ/eK 60Jiblloe BHUMaHUE KUTAHWCKOro COOGIecTBa
PYCCKO-COBETCKOI'O JIMTEPATYPOBEAEHUS] W JIMTepaTypHOM Hayku. Kak
orMetun Jiro HuH B a3Toit sekuuu B 1981 roay: "B coBpeMeHHOM
COBETCKOM 0O0IlecTBe C pasBUTHEM TeXHOJOTHMM W MaTepuaJbHOHN
[[MBUJIM3ALMHU [JyXOBHAsl >XU3Hb COBPEMEHHBIX JIOJEH CTaHOBUTCS BCe
6osee mycTod, OHM JKMOGO TpeAalTCs MaTepuaJu3My C  €ro
TEXHOJIOTUYECKUM TpPeBOCXOJCTBOM UM TIOroHed 3a MaTepUaJbHbIMU
YAOBOJBCTBUSIMH, JHMOO BHNAJAIOT B HUTWJIW3M, OTPULAKIIUN Bce
MOpaJibHble 1L[EHHOCTM M UCTOPUKO-KyJbTYpHble TpaAunud. HMeHHO
II03TOMY B IOCJeJHHEe TOJbl COBETCKas JMTepaTypa M MCKYCCTBO TakK
OCTPO INOJHHUMAIOT HPABCTBEHHbIE TEMbBI, MOCTOSHHO HCCJIEAYS CMBICJ
)KMU3HU W NpU3bIBas K CO3JaHUI0O HJeaJbHbIX TepoeB C COBepIIeHHOU
yeJ0BeYHOCThI0. Hampumep, B cBoeM HOBOM OGUIMPHOM pOMaHe
"Kaptuna" (1980) I'paHuH.3¢ PoMaH packpbIBaeT npob6JseMy paspylieHus
YHUKaJbHOTO JaHAmadpTa HeKoTopbix roposoB Coserckoro Coro3a B
nocJjie[HUe ToJbl U3-3a HeJOCTATOUHOI'0O BHUMaHUsI K OXpaHe NPUPOJHOHN
CpeAbl M 3HAMEHHUTBHIX NMAaMSATHUKOB apXUTEKTYpPbl HPU CTPOUTENBCTBE.
Yepe3s KOHQJIUKT M KOHTpPACT MeXJy [JByMs pasHbIMM THUIAMHU

36 Brocnencreuu, B 1980-x romax B Kurae Obumm m3mansl Tpu nepeBoja "Kapruwel" I'panuna, a cam ['panuH Obu1
HACTONIKO IIEHMM M YBa)KaeéM B KHTalCKOM pYCCKO-COBETCKOM JIMTEPATypOBEJIEHHH, YTO TOYTH BCE KHTaiicKue
HCCIIe0BATENH PYCCKOrO U COBETCKOrO S3BIKOB Mocemaiy ero B Mockse.
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ucnosnuTtesnedl (Jlocee ¥ YBapoB) B poMaHe MOIIHO BbIpa)keHa
TeMaTU4YecKas ujes MPOU3BeeHUs: HEOOX0AUMOCTb MPABUJIbHO PEIIUTh
BOIIPOC O COOTHOLIEHHWH MOJIEPHU3ALUU U COXPAHEHHUSI KpacoThl
OPUPOJHON cpeAbl. 3alUTa KyJAbTYPHBIX TpajULUMA U  KpacoThl
OKpy>Kalllel MPUPOABI - 3TO, MO CYyTH, 60pbOa 3a 3aIUTYy BHYTPEHHETO
MUpa 4YeJ0BeKa UM COBepIIeHHOe pa3BUTHE YeJ0BedyecTBa. TaKUM
06pa3oM, BHUJHO, YTO HEKOTOpble HOBBbIe BOIPOCbl U KOHIIENLUH,
NOAHSATBIE COBETCKOM 3CTETHUKON B MOCJAEJHHE TOJbl, OTPAKAKT Psj
IPOTHUBOPEYHH, CYILIECTBYIOIIUX B COBPEMEHHOM COBETCKOM OOIECTBE, U
3BOJIIOIUIO OOIIEeCTBEHHbIX IMpeACTaBJeHUN JoAed 06 3CTeTHUKe U
3CTETUYECKUX HJeasax. Mbl AOKHBI Ha OCHOBE IIOJHOTO OBJIAJ€HUS
nHpopManuen aTb Hay4YHY0, PaKTUYECKYI0 OLleHKY U aHa/M3 Pa3BUTHUS
3CTEeTUYECKOM MBICJU B MHUpE, B TOM YHCJe U COBETCKOM 3CTETUKHU. ITO,
HECOMHEHHO, Oy/JleT 04YeHb I0JIE3HO /JIS MOJHSATHUS YPOBHA 3CTETUYECKUX
MCC/lel0BaHUN B Haulel cTpaHe."37

B 1980-e roabl, B KOHTEKCTE HOBOTO IepHUO/ia 3MaHCUNAL U, pedopM
M OTKDPBITOCTH, KHUTANCKHE 35CTETUYEeCKHe U JINTepaTypHble Kpyrd
obpaTuauM CBOW B30p HA BHEWHUHA MHUpP (3TOT NEPUOJ HCTOPUKH
KUTaWCKON KyJbTypbl Ha3blBalOT nepuogoMm Brtoporo IIpocBeujeHusi mo
a”asoruu nepuofy Ilepsoro Ilpoceemenus B koHue XIX-XX BB. - AU) u
NEPBBIMU HaAyalyd MEpPeBOAUTb M M3y4aThb PYCCKYI0 M COBETCKYIO
3CTETUKY, JIUTepaTypHble TEOPUU U JIUTEPATYPHYI MBIC/Ab, UTO JaJjo
IJIOZIOTBOPHBIE Pe3y/bTaThl; UX OPOMHOE KOJHMYEeCTBO M HUX GoraTtoe
cojilep>KaHWe MOXXHO Ha3BaTh BTOPbIM OYMOM BHEAPEHUS] PYCCKUX U
COBETCKUX JINTEepAaTypHbIX Teopuil mocie 1950-x rofioB, JOCTAaTOYHBIM,
YTOOBI CTAaTh OYEHb 3aMETHBIM KYJbTYPHBIM COOBITHEM TOrO BPEMEHH, U
MOXKHO TaKXe CKa3aTh, YTO 3TO CTaJ0 OJHUM W3 BaXKHBIX (GaKTOPOB
bopMHUpOBaHUS  COBPEMEHHOM  KHUTAWCKOW  3CTeTUKU. BaKHbIMU
IpUMepaMH 3TOr0 SIBJSIOTCA JUCKYCCHM 00 3CTETHYECKOM BOCIHUTAHUH
MeX/ly COBETCKHMH JIUTepaTypHbIMU KpyramMu u M.®. OBCSHHUKOBBIM B
1950-1980-x rojapl, a TakXke TIepeBOJ, U O0OCYXJeHUe y4eGHUKA
"MapKCUCTCKO-JIEHUHCKasl 3CTeTHUKA" MOoJ| ero pefakinued KHUTAWCKUMHU
3CTETUYECKUMH U JINTEPATYPHBIMU KPyTraMHu.

37 Cm.: CoBerckuii Coro3: cOopHHUK Jekuuii 1o acretuke / [Tox pen. Ipodeccopa Jiu Huna. INexun: H3narenscreo
TIeKMHCKOTO TIelarorn4yeckoro yHuBepeurera, 1981.
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Wei Zhang

DISCUSSIONS ON AESTHETIC EDUCATION
BETWEEN SOVIET LITERARY CIRCLES AND M.F. OVSIANNIKOV IN THE 1950S-1980S:

TOWARDS CONSTRUCTION OF A CRITICAL HISTORY
OF RUSSIAN AESTHETICS OF THE SOVIET PERIOD
Abstract

M.F. Ovsiannikov, a world-renowned aesthetician who taught at Faculty of Philosophy of
Lomonosov Moscow University, founded Department of Aesthetics at that Faculty, and who
was one of the Deans of the Faculty, made direct influence on Chinese students sent to the
Soviet Union for education. This influence lasted from the 1950s to the 1980s. The figure of
M.F. Ovsiannikov also had a significant influence in the indirect sense, through translations of
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his works into Chinese and subsequent interpretations. M.F. Ovsiannikov's ideas took root in
the Chinese academic environment and became one of its factors. Thus, at the first advanced
training courses for teachers of aesthetics, publications of "discussion on aesthetic education
between representatives of Soviet art and M.F. Ovsiannikov in the 1950s-1980s" was
systematically presented by M.F. Ovsiannikov's student Liu Ning and quickly attracted
attention and provoked discussion in Chinese aesthetic and literary community. The next
year, Liu Ning translated and published the most important Ovsiannikov’s work that inspired
other translations his writings into Chinese. Translation and reception of M.F. Ovsiannikov's
works in Chinese academic and artistic circles can be called an important case of integration
of foreign theoretical texts into Chinese theoretical experience and of intercultural dialog in
the field of aesthetics in the 1950s-1980s. The same way it's important for constructing
objective history of Russian aesthetics of the Soviet period with an "outsider's view" and also
for studying the actual circumstances of genesis of contemporary Chinese aesthetic thought,
which has various theoretical sources. Among them the Marxist aesthetics of the Soviet
period, the key representative of which M.F. Ovsiannikov happened to be in the 1950-80s,
occupies very important position.

Keywords

M.F. Ovsiannikov; aesthetics; aesthetic education; literary aesthetics; impact studies.
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I'aauna Ckob6enesasd

NMOJIN®OHU3ALIUA B UCKYCCTBE XX BEKA
BJIMAHUE UJIEH M.M. BAXTUHA

A6cmpakm

B craThe paccMaTpHBalOTCA COLMajbHble U My3blKajbHble CTPYKTYPBI, CBSA3b MCKyCCTBa U
conuyMa. AHanusupyeTcd NOAMPOHUYECKUH XyJO0)KeCTBEeHHBIH INpUeM Kak CpejCTBO
[peo/loieHHs] MOHOJIOTM3Ma. ABTOp IpOCJeXHBaeT BJUAHMe HJed MM. BaxTuHa Ha
HCC/Ie/lIoBaHWEe MHOrOroJIocMs B JIMTepaType U pacllMpeHHe CaMOro  IOHATHUSA
«nonnpoHus». B ¢okyce BHMMAHHS CTaTbU TaKXKe H3MeHeHHe MO3ULHUHK aBTOpa B
COBpEMEHHOH KyJbType, «dpunocodus NoCTynKa» U GeHOMeH «cebs — HCKII0YeHUs».

38 Ckobesesa, 'anuna - acnupaHTKa Kadenpbl 3cTeTHkH ¢unocopckoro o¢akyabrera MIY umenun M.B.
JlomoHocoBa. TeMaTuueckast naveas 1. 3-nouta: galinaskobeleva85@yandex.ru
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Kawuessle c108a

M.M. BaxTuH, nonuoHus, noandoHU3anus, I0O3THKA, My3bIKa, IUTepaTypa, AoAeKaPOHHUS.

CBA3b HMCKYyCCTBA M COLMyMa BBIABJSAJIM YKe JpeBHHUE LUBUJIM3aLUY,
KOTOpble OTHOCWJIMCh K HCKYCCTBY BOOOIle K K MY3bIKaJbHOMY
UCKYCCTBY, B YaCTHOCTH, KaK K CpeJCTBy Ipeo6pa3oBaHUsl HpPaBOB.
[IlpuMepoB TOMy MOXeT ObITb MHoOro. Tak, Hanpumep, B 37 rJyaBe
TpakTaTa Jlu L3y, «3anucku o MysblKe» NPOBOAUTCA NpsMas aHaJOTUs
MeXJly opraHusanued U MOPsAJKOM B 0OLIecTBe U ero oTob6pakeHHeM B
My3blKe. «3BYKM IeceH KHsbkecTB UkaH M Bali — 3To Mesoguu
HeyNnopsiZJ04eHHOro o611ecTBa, TaM (paKTUYECKH IjapuJa paclyleHHOCTb.
3BykH neceH u3 CaHU3dgHM Ha peke [lymyil — 3To Mesioguy TMOHYLIEro
LIapCTBa, B HeM ylpaBJieHHe OblIO B Oecrnopsiike, HApoJ, U3 Hero Gexal,
HU3UIMe O6MaHBIBaJM BBICIIMX W JEWCTBOBAIM B CBOUX KOPBICTHBIX
WHTepecaX, U BCe 3TO OCTAaHOBUTb ObLIO yXe HeBO3MOXHO». [1, 74]
CorjsacHO KUTaHCKUM MyJpelaM, 3BYKH DPOXJAITCS B 4YesJ0Be4eCKOM
cepAlie ¥ UMEHHO MO3TOMY TOYHO KOPPEJHUPYIT C 4YyBCTBAaMH 4eJlOBeKa.
WHBIMM cJI0BaMM, My3blka eCTb MpOsIBJieHHMe BHYTPEeHHero HacTpos
YyeJi0BeKa, KOTOpOe BO3HUKaeT NPHU B3aMMOJEHWCTBUU C BHEIIHUM MHUPOM.
Bonee Toro: «llytu [pa3sBuUTHSI] My3bIKM HMMET MHOTO OOLiero c
ynpaBJieHueM CTpaHou.» [1, 75]

B Ttpetbeit kHure «[locygapctBa» IljaToHa BBICTpOEHa IeJsasd
KOHIIeNIMsl BOCIUTATEJIBHOIO0 BO3/eMCTBUSA MY3bIKaJbHOH KyJbTYpbl Ha
obmectBo. [lo mMHeHuro [lraToHa, UMEHHO T'MMHaM CJeJLyeT OTZABaThb
npeANnoyYTeHHe, TaK KaK MHCTPYMeHTaJbHasA My3blKa SBJSAETCH CJIUILIKOM
WHOCKa3aTeJbHOM M HMeeT B cebe He4yTo OT OQUIIAPCTBA WU
boKycHHUYECTBa, CIOCOGCTBYeT H3HEXKEHHOCTU. TpHeguHass Xopes,
cocTodAlagd B MEeHWH, TaHLAX W MYy3bIKaJbHOM CONPOBOXAEHUH,
HalnpoTHUB, KpalHe 6JIarOTBOPHO CKa3blBAaeTCs Ha CJIAXEHHOCTU U
nopsAKe B3aUMOJeMCTBUA KUTeJIel MoJIrca.

AHanoruss MexJAy OBeILeCTBJEHHbIM MOPAJKOM M MY3bIKaJbHOU
rapMoHued 3aHMMaja yYMbl MbICAWTeJed UM B  JajbHellieM.
[Tonndponnzanus snoxu CpeJHEBEKOBbsl, KOTOpasl Ha4aja CBOe Pa3BUTHE
C MPOCTEHIINX ABYXTOJIOCHBIX pOPM OpraHyMa, C TeY4eHHEM BpPEMEHU BCE
6oJsiee ycJoXKHsJIach. KoMnosuTopel cpeHUX BeKOB U Bo3poxaeHus
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UCKa/IM HOBble CIOCOOBI MY3bIKaJbHOTO B3aUMOJENCTBUA C OOIECTBOM,
yalle BCero, MMeHHO B KOHTEKCTe XpaMOBOro JeicrBa. HHTepec kK
MHIOTOJIOCHI0, KOTOpPbIA BO3HUKaeT B XX BeKe, 3acjyKHBaeT CaMOTro
IPUCTAJbHOTO BHUMaHHUS.

[lonudoHM3auMsas B HCKYCCTBe BO3HMKAaeT MMEHHO KaK peakLus Ha
M3MeHeHHe pOoJM JIMYHOCTH B MCKYCCTBE U obuiecTBe. IJTHUM
XyZ0’)KeCTBEHHbIM CPEJICTBOM I0JIb30BaJUCh He TOJBKO B KOHTEKCTe
My3bIKaJIbHOI'O HUCKYCCTBa, HO TakKXe, U B JiUTepaTtype. B sToil cBfi3u
Heo6X0/IMMO B IEPBYIO 04YepeJib paccMOTpeThb chepy uccaemsoBaHnii M.M.
BaxTuHa,B 4yacTHOCTH, ero pab6oty «I[Ipo6JyieMbl MO3TUKU JJOCTOEBCKOTO».
JocToeBckui co3/aeT 0co6bIM THI POMaHa, B KOTOPOM OTCYTCTBYET T.H.
«TpeTbe JIMI[0», FOJIOC aBTOpa Kak Habuwparess. Ero repou obsajgarmT
paBHBbIM IIPAaBOM Tr0JI0OCA U BOCIPUHHUMAIOTCA HMMEHHO KaK NoJu(OoHUA
pa3HbIX CO3HAHUW, a HE CO3ByYHe, 06beJUHEHHOE OJHHUM CO3HAaHHUEM
aBTOpa, B KOTOPOM OHU 3aKjwuyeHbl. baxThH mpuBogut nuraty OTTO
Kayca u3 ero kHuUru «JlocToeBCKUH U ero cygpba»: «/locCTOeBCKMH — 3TO
TaKOW X035IMH ZI0Ma, KOTOPBIM OTJIMYHO Y>KHUBAETCS C CAMbIMH IECTPBIMHU
roCTSIMH, CIOCOGeH OBJIafieTb BHHUMAaHHEM CaMOro0 pa3HOLIEPCTHOIO
obuiectBa M yMeeT JepaTb BCeX B OJWHAKOBOM HaNpPsKEHHMU.
CTapoMOJHBI peaslMCT C MOJHBIM MPAaBOM MOMET BOCXUIIATHCS
M300pa)KeHUEeM KaTopry, yaun v mouiazed Iletepbypra v mpousBoJia
CaMOJIEP’KaBHOTO CTpPOsl, & MHUCTUK C He MEeHBbUIMM IpPaBOM MOXeT
yBJIEKaTbCsl OOlleHHMeM cC Asemiel, ¢ KHsa3eM MpIkuHBIM U HBaHoM
Kapama3oBelM, KOTOpOro mnocemaeT 4YepT. YTONMUCTbl BCeX OTTEHKOB
MOTYT HaXOJWUTb CBOIO PaJloCTh B CHaxX «CMEIIHOTO YejoBeKa», BepcuioBa
uar CTaBpOTMHA, a peJMTrHo3Hble JIIOAW - YKPEIUISATh CBOH AyX TOH
60pb60O¥ 3a 60Ta, KOTOPYIO BEAYT B 3THX POMaHaX U CBATbIe U IPEIIHUKHU.
370poBbe M CHUJA, paJUKaJbHbI NecCUMU3M M IJlaMeHHasl Bepa B
WCKYIUJIEHUE, KaK/Ja KM3HU M KaKJAa CMEepTH - BCe 3TO OopeTcs 3/eCh
HUKOTJIla He pa3spemawlnedca 6opb6od. Hacunue u go6porta, ropaoe
BbICOKOMepHe U >XepTBEHHOe CMHpeHHe - BCs Heo6o3puMas MOJHOTa
)KMU3HU B BBINYKJOW ¢QopMe BomIOLIEHA B KaXKJOH YacTHLEe ero
TBOpeHUI.» [2, 25] Ha ocHoBe 3Toro M.M. BaxTuH [pesnaeT BbIBOJ O
BO3MO>XHOCTH BO3HHWKHOBEHHS MOJM(OHUYECKOTO pOMaHa HMEHHO B
3M0Xy BO3HUKHOBEHMS] KaNUTAJUCTHYECKUX OTHOIIEeHHH. JlocToeBCKUi
KPUTHYECKH ONHMCHIBAET HOBOE YCTPONCTBO >KU3HU U 4YeJIOBEKYy U HOBBIN
TUI B3aUMOOTHOLIeHHWW. KMMeHHO NpPOTHUBOPEUYUBOCTb COLMAJBHOU
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)KU3HU Ppaspyllujia MOHOJIOTMYECKYI0 I0BeCTBOBATeJbHOCTb W CO3Jajia
MHOTOIJIAHOBBIM, MHOTOTOJIOCHBIM pOMaH, co4YeTawlUil B cebe camble
pasHble TOYKH 3pEHUS WU B3TJISAJ «HU3 Pa3HbIX MHUPOB». ITO MOXKHO
paccMoTpeThb 60Jiee KOHKPETHO.

Poman «bBparbs KapamazoBbl» - 3T0 mnocnesfHud pomaH D.M.
JlocToeBCKOTO, 0JHAKO, [0 3aMbICJy, OH ABJISETCA JMLIb HAa4a/IOM 3IOIeH
nos HasBaHueM «HMcrtopus BesMKoro rpelHukar». Ilucatesns xoTen
«IIOMEpUThCA cuJaMu C JlaHTe» M CO34aTh HEKUU J[OKYMEHT CBOEro
BpeMeHUu. W mnpousBeseHMe 3TO OCTaBJAAeT OILyIIeHUA OTKPBITOTO
BONIPOCA, OHO Ppa3oMKHyTo. be3ycsoBHO, MOMMGOHUYECKHMH MNPUHIUI
pPasBUTHA TaKXe MOXHO NpOCAEeAUTb, NMOCKOJBKY KaXKJbIM INepcoHax
3/leCb WUrpaeT CBOI0, HE3aBUCMMYH0 M BaXKHYIO pOJb U KaXXJblH
BbICKa3blBaeT oOlpeJe/iéHHYI0 TO4YKy 3peHUdA. Posb aBTOpa 3Jechb
CBOAUTCSA K HaOJIIOJEHUIO U IepenjieTeHUI0 BBCX HUTEN MOBECTBOBAHMUSL.
Toyka 3peHHs eCTb U y CaMbIX «MaprHHaJbHBIX» TepOeB, BpOje
CmepasakoBa, KoTopbli B3auMmojelctByeT ¢ HWBaHom KapamasoBbiM
OYKBaJIbHO KaK Mapojus U oTpaxkeHUe uzei ero yma - «Ecau Bora HeT, To
BCé MO03BOJIEHO». MOXHO YyBHJETb OYKBaJbHO 3€pKaJbHble HHBEPCUH
CUTyalluii, KOTOpble MPOUCXOJAT C repossMu. To ecTb - pasroBop cTapua
3ocuMBbl € packasBIIMMCcS yOouHuel, nutata u3 [lociaHus K eBpesiM -
«CTpamHO BmacTe B pyku bora »xuBoro». U mociaefHee cBUAAHHE CO
CMepAsKOBBIM, TJe 4YuTaTe/b BIIEpBble CTAJKUBaeTCAd C HACTOALUMU
aMouusaAMHU BaHa KapaMasoBa - ¥ 3TO UMEHHO CTpax.

« — Yero BbI BCé 0OecnokouTecb? — BAPYr VCTaBUJCA Ha HEro
CMepAsAKOB, HO He TO 4YTO C IIpe3peHHeM, a INOYTHU C KaKOK-TO YyxKe
raJJInBOCTbIO, — 3TO YTO CY/-TO 3aBTpa HauyHeTcd? Tak BeJjb HUYero BaM
He OyJeT, yBepbTecCh ke HaKoHel! CTymalTe JJOMOM, JIOXKUTECh CIIOKOHHO
CrnaThb, HUYEro He onacalTech.

— He nonumaw s Teb6s.. yero MHe 60ATbCA 3aBTpa? — Y/JAHUBJEHHO
BbIFrOBOpPUJ HWBaH, U BJApPYTr B caMOM /Jejle KaKOH-TO HCOYT XO0JIOZLO0M
HaxHyJ Ha ero ayury. CMep/AsiKoB 0GMepHJI ero rjiasaMH.

— He no-Hu-mMaeTe? — NpOTAHYJ OH YKOPU3HeHHO. — 0XOTa Xe yMHOMY
4yeJIOBEKY 3TaKyI0 KOMe/b U3 cebs1 NpeAcTaBaAsATh!» [ 3, 78]

OTpuuanue MBaHOM CBoero 3BKJIH/OBA yMa [JOXOJAHUT OYKBaJbHO [0
NOJHOTO CaMOOTpPULIAHMSA M B Juajore C 4YEpTOM pHUCyeTCd
daHTacmaropusi, KoTopass  HalOMHHaeT  KOIIMapHbIA  BOJEBHUJIb.
UYuTaTesb 3/eCb He MNPOCTO HAGJIOJAeT, OH CJBILIMUT YCUJIMBAIOLIMECH
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JUCCOHAHChl BHYTPHU OTHOIIEHUH MeXJy reposiMU M BHYTPU CO3HaHHUA
KaXZoro U3 TrepoeB. B 3ToM poMaHe HET MNPOXOJHBIX IEPCOHAXKEH-
CTaTUCTOB, KaX/AbIA eCTb HOCUTeJb Ollpe/ie/IEHHON Ujeu. B cBsA3U ¢ 3TUM
nosrudoHnYeckud 3GPeKT OT BOCHPUATUS TeKCTa ycuyuBaeTcs. Conuym
KaK MHOTOroJIOCHEe, He JKeJjlalollee J0OPOBOJIBHO «IETh B YHHUCOHY,
SIBJSIETCSI CEPbE3HBIM MPENSITCTBUEM [J1 YCTPOEHUS CYACTJIUBOrO U
6J1arOyCTPOEHHOI'0 «4eJI0BeYecKoro MypaBelHHKa». Ha mnpoTskeHuu
PasBUTHS BCETO HCTOPUYECKOrO IPOIECCa pa3Hble YTOMHWYECKHUE HJeU
IBITAJINCh PELIUTh AUXOTOMHIO, CYTh KOTOPOM MOXKHO OBIJIO GBI CBECTH K

«CBO0GO/IE» - C OJTHOM CTOPOHBI U «XJIE6Y 3EMHOMY» - C APYTOH.

OuyuieHue JAUCTapMOHUM MOJy4YaeT CBOe OTpaxkeHHe B My3blike XX
Beka. «KpaeyrosbHbli KaMeHb COBpEMEHHONW TapMOHHUM - HOBOE
OTHOLIIEHHE K JAUCCOHAHCY». [4, 37] 06 sMaHCUNIAIMU AHUCCOHAHCA MOXHO
CYAUTb YyXe 10 HeKoTopbiM omnepaM koHma XIX Beka («Tpucran u
Uszonbna» P. Barhepa, «Otemno» [x. Bepau). Mactepa XX Beka
OTKa3bIBAIOTC OT TOHAJBbHOM CHCTEMBI, a TaKXe, OT TPAAUIMOHHOIO B
COHATHO-CUMQPOHUYECKOM LMKJEe NMPUHLMNA AUHAMHUKH pa3BuUTHA. WHOH
TUI JpaMaTyprdu MpejloJiaraeT COBpelleHHO Jpyroe MOJIOXKEHHUE
[JIaBHOIO Teposi, a TakKXKe - H3MEHEHHe aBTOPCKOM mo3unuu. /[is
POMAHTHYECKON TpaJUIMM 4Ype3BbIYAaHHO BaXXHBIM IpPEeJCTaBJISETCS
JIUpUYecKoe BbICKa3blBaHWE aBTOPa, ero UHAUBHUAyasbHOe BHjeHue. B
XX Beke poJib KOMIIO3UTOpa O6pallaeTcss K CBOEMY IMepBOHA4YaJbHOMY
3HAYEHHI0 - KOMIIO3UTOP €CThb CKOopee «cobupaTesnb 3BYKOB». OH He
npeo6pasyeT 3BYKUM CBOUM TBOPYECKHUM TeHHEM W CTPEMUTCS JIMIb K
06BEKTUBHOMY OTOOGpa)KEHUIO TOrO, 4YTO CJABILMUT. [lo 3TOMy noBozy
MOKHO NPUBECTH LUTATy TIJIABHOTO reposi pomaHa T. MaHHa, AxpuaHa
JleBepkioHa -  «9To ObLI  CTapoO-HOBBIM,  PEBOJIIIUOHHO-
apXau3WpOBaHHBIA MWD, TJle ILeHHOCTH, CBsI3aHHble C  wHjeeHd
WHAMBU/yalu3Ma, TaKWe, CTaJo ObITh, KaK MNpaBjAa, CBo60Aa, MIpPaBo,
pasyM, LeJUKOM YTPaTUIX CUJIY, ObLIM OTMEeHeHbI...». [5, 152] [logo6Has
ujiest CONOCTaBUMa C MPUHIUIOM «CebsI-HCKJIYEeHUsI», 0 KoTopoM M.M.
BaxTuH numer B cBoedl «@®unocopun mnoctynka». Kpome Toro,
aHaAU3upyss NoJAUPOHUYECKHM MNpUHUUN MbllieHuss, M.M. BaxTun
CUUTAET €ro OCHOBOIOJIATAIIUM Xy/J0’)KECTBEHHBIM MeToJoM. MMeHHO
noaudoHU3alus CO3J4aeT MHOTOMEpPHYI KapTHHY MHUpa U pacKpbiBaeT
npo6JiIeMaTHUKY COLMYMaA: «... IeJI0 UJIeT He 06 OJIHOM aBTOpe-Xy/I0XKHHUKE,
NMCaBIIEM pOMaHbl M TOBECTH, a O IeJoM Dpsje ¢uaocopckux
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BBICTYIIJIEHWH HECKOJbKUX aBTOPOB MbIC/AUTeJed — PacKOJIbHUKOBA,
MebiikrHa, CtaBporuHa, MBaHa KapamasoBa, Besnnkoro MHKBU3UTOpa U
Apyrux».[2, 5] HeB03M0XXHO CBECTH MHOTOr0JIOCHE HOBOTO OOLIECTBA K
e/JMHOMY CO3HaHMIO poMaHHUCTA. HoBble NMpeANoCHIIKK BJEKYT 3a CO60MU
3HauYUTeJbHbIe Mpeobpa3oBaHus B UcKyccTBe. Kak numet T. AnopHo B
«®unmocodpun HOBOM MY3BIKU» HPOUCXOJUT «[Ipeo6pazoBanue
My3bIKaJbHOW [JHHAaMHUKHA B CTaTU4YeCKyl0 JUHAaMHUKY My3bIKaJbHOU
CTpykTypbl». CTpykTypa nNOJIMPOHUHU [AUKTYeT HHOe IOHHUMaHHUe
BpeMEeHU U MNPOTSKEHHOCTH My3blKaJbHOM TkaHU. Cam AfopHO
IPOBOJUT TNapasjejb MeXxay My3blkod HoBoH BeHCKOH IIKOJbI U
BenckuMm KpyxkoMm: "Bpsigz saum  ciaydyalHOCTb, 4YTO pa3Hble BHJBI
MaTeMaTH4ecKOH TeXHUKHM B  My3blKe, TMOJOO6HO  JIOTUYECKOMY
NO3UTHUBU3MY, BO3HUKJIU B BeHe. CKJIOHHOCTb K YMCJIOBBIM WUIpaM CTOJb
K€ XapaKTepHa /Jisl BEHCKOM MHTEJ/UIMIeHLMH, KaK U IIaxMaTHasg Urpa B
Kade. Y Hee ecTb coljMasibHble MPUYUHBL". [6, 19, TpuM. 42]

O6mpye dYepTbl OpraHU3allMd MY3bIKaJbHOM TKaHU B CUCTEMe,
npegsoxxeHHo# A. llIén6eproM, 1elCTBUTENbHO CONOCTaBUMbI C METOJ0M
JIOTUYECKOTO aHajJu3a f3blka. JI. BuUTreHmTellH, KOTOpBIA OKasas
OTpOMHOe BJIMSIHME Ha BeHCKHMH Kpy»oOK, oOpaljaeT BHHMMaHHe Ha
A3BIKOBble HCKaKEHHWs] W BBOJMUT TOHATHE «aTOMapHbIX (aKTOB».
[IppyyeMm BuTreHmTeilH He JgaeT 4YETKOTO ONpeZeseHHUs] aTOMapHBIX
$akToB M He NpUBOJUT mNpuMepoB. b. Paccen noHuMaeT mnoj HHUMH
YyBCTBEHHO-BOCIIPUHUMAaeMoe, a BUTTeHIITeH FOBOPUT O TOM, YTO OHHU
06pa3yT «CyOCTAaHLUI0 MHUPa», YCTOMYUBBI U NMPOCThl. OHU COCTaBJISIOT
IpUBBbIYHbIE HaM IMpegMeThbl, «MHpP-COBOKyNHOCTb ¢akToB» U «Mup
y1eHUTca Ha ¢akTel». Cy6cTaHIMA MHpa onpefenseT GopMy, HO He
MaTepHaJbHblE CBOWCTBA, HO NpU 3TOM, GaKTbl 06pa3ylOT H3BECTHbIE
HaM GOpPMbI 06bEKTA-NIPOCTPAHCTBO, BPeMs], CHOCOOHOCTb UMETh LiBeT.

3/ech Mbl CTaJKMBaeMCsl C HOBbIM THIIOM CB060Jbl. Tak, My3bIKabHas
cepusi eCcTb MHOXECTBEHHOCTb BapUaHTOB 33JJaHHOTO 3BYKOPsJa.
[Monudounyocts JleKJIapupyeT BapUaTUBHOCTD pa3BuTHs,a
«KOHTpANMyHKTUYECKUE OTHOIIEHHUs» B My3blKe C MO3ULUU uaocopuu
UCKYCCTBA - «JIHIIb MYy3blKaJbHasl Pa3HOBHUJHOCTb MOHSATBHIX LIMPOKO
JHMaJIOTUYECKUX OTHOUIeHUM». [2, 59] YnomsaHyTbeie ¢puocodsr XX Beka
CO3BY4YHBI MbICJM M. BaxTHHa 0 HEOGXOAMMOCTH «Cebs-UCKIIUeHUA» KaK
HOBOM TBOpYeCKOM MNO3ULMHU aBTOpa B pA3BUTHM HCKYCCTBA U €ro
3CTEeTUYECKOTr0 OCMBIC/IEHHUS.
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M.M. BAKHTIN'S IDEAS INFLUENCE

Abstract

Polyphony in art and society. The state of society and the reflection of ideas in art. The
influence of M.M. Bakhtin's ideas on the study of polyphony in literature and the expansion of
the very concept of "polyphony”. Changing the position of the author, "The Philosophy of the
act” and "self is an exception”.
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Obviously, it is possible to draw a parallel between the state of society
and art - as a reflection of this state. Moreover, this connection was
already revealed by ancient civilizations that treated art in general and
musical art in particular as a means of transforming morals. There can be
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many examples of this. For example, in chapter 37 of Li Ji's treatise, Notes
on Music, a direct analogy is drawn between organization and order in
society and its representation in music. "The sounds of the songs of the
principalities of Zheng and Wei are the melodies of a disordered society,
there was actually licentiousness. The sounds of songs from Sanjiani on
the Pushui River are the melodies of a dying kingdom, its governance was
in disarray, the people fled from it, the lower ones deceived the higher
ones and acted in their own selfish interests, and it was already
impossible to stop all this." Sounds are born in the human heart and that is
why they accurately correlate with human feelings. Moreover, "The ways
of [developing] music have a lot in common with the governance of the
country."[1]

In the Third book of Plato's Republic, a whole concept of the
educational impact of musical culture on society is built. It can be said that
it was the chants that were preferred, since instrumental music is too
allegorical and has something of buffoonery or conjuring in it. The
synthesis of the arts, consisting of singing, dancing and musical
accompaniment, on the contrary, has an extremely beneficial effect on the
coherence and order of interaction of the inhabitants of the polis.

If we accept the possibility of an objective reflection of society in
polyphony, then examples for confirmation will be found in a variety of
philosophical systems, including ancient authors. The revival of interest in
mngogolosy, which arises in the twentieth century, deserves the closest
attention.

Polyphonization in art arises precisely as an attempt at objectification.
Moreover, these techniques were used not only in the context of musical
art, but also in literature. In this regard, it is necessary first of all to
consider the scope of M. Bakhtin's research, in particular, his work
Problems of Dostoevsky's Poetics. Dostoevsky creates a special type of
novel in which there is no so-called "third person”, the voice of the author
as an observer. His characters have an equal right to vote and are
perceived precisely as a polyphony of different consciousnesses, and not a
consonance united by one consciousness of the author in which they are
enclosed. Bakhtin quotes Otto Kaus from his book Dostoevsky and His
Fate: "Dostoevsky is a master of the house who gets along well with the
most colorful guests, is able to capture the attention of the most diverse
society and knows how to keep everyone in the same tension. An old-
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fashioned realist can rightfully admire the image of penal servitude, the
streets and squares of St. Petersburg and the arbitrariness of the
autocratic system, and a mystic with no less right can get carried away
with communicating with Alyosha, with Prince Myshkin and Ivan
Karamazov, whom the devil visits. Utopians of all shades can find their joy
in the dreams of a "funny man", Versilov or Stavrogin, and religious people
can strengthen their spirit with the struggle for God that both saints and
sinners lead in these novels. Health and strength, radical pessimism and
fervent faith in redemption, thirst for life and thirst for death - all this is
fighting a never-resolved struggle here. Violence and kindness, proud
arrogance and sacrificial humility - all the boundless fullness of life in a
convex form is embodied in every particle of his creations." [2, 25].

Then follows the conclusion about the possibility of the emergence of a
polyphonic novel precisely in the era of capitalist worldview. Dostoevsky
sings a kind of "lullaby" to the new capitalist structure of life and to man in
this new reality of life. It was the inconsistency of social life that destroyed
the monological narrative and created a multifaceted, polyphonic novel
combining a variety of points of view and a view "from different worlds".
This can be considered more specifically.

The novel Karamazov Brothers is the last one by F.M. Dostoevsky,
however, by design, he is only the beginning of an epic called The Story of
a Great Sinner. The writer wanted to "face off with Dante" and create a
document of his time. And this work leaves the feeling of an open
question, it is open. Of course, the polyphonic principle of development
can also be traced, since each character here plays his own independent
and important role and everyone expresses a certain point of view. The
role of the author here is only an outside observer who brings together all
the threads of the narrative. The most "marginal” heroes also have a point
of view, like Smerdyakov, who interacts with Ivan Karamazov literally as a
parody and reflection of the ideas of his mind - "If there is no God, then
everything is allowed." You can see literally mirror inversions of
situations that occur with the characters. That is, the conversation of Elder
Zosima with a repentant murderer, a quote from the Epistle to the
Hebrews -"It is terrible to fall into the hands of the living God." And the
last meeting with Smerdyakov, where the reader first encounters the real
emotions of Ivan Karamazov -and this is fear.

"What are you all worried about? Smerdyakov suddenly stared at him,
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but not with contempt, but almost with a kind of disgust, "is that the trial
is going to start tomorrow?" So after all, nothing will happen to you, make
sure at last! Go home, go to sleep peacefully, don't be afraid of anything.

— I don't understand you... What should I be afraid of tomorrow? Ivan
uttered in surprise, and suddenly, in fact, some kind of fright smelled cold
on his soul. Smerdyakov measured him with his eyes.

"You don't know?" — he drawled reproachfully. — A smart person wants
to represent such a comedy!" [Chapter 83].

The denial of Ivan's Euclidean mind literally comes to complete self-
denial and a phantasmagoria is drawn in dialogue with the devil, which
resembles a nightmarish vaudeville. The reader here is not just watching,
he hears the increasing dissonances within the relationship between the
characters and within the consciousness of each of the characters. In this
novel there are no passing characters-extras, everyone is a carrier of a
certain idea. In this regard, the polyphonic effect of the perception of the
text is enhanced. Society as a polyphony that does not want to voluntarily
"sing in unison" is a serious obstacle to the establishment of a happy and
comfortable "human anthill". This problem is keenly felt throughout the
novel, and in The Legend of the Grand Inquisitor its culmination is reached.
Throughout the development of the entire historical process, various
utopian ideas have tried to solve the dichotomy, the essence of which
could be reduced to "freedom" on the one hand and "earthly bread" on the
other.

The growing disharmony, of course, receives its special development in
the music of the twentieth century. "The cornerstone of modern harmony
is a new attitude to dissonance". [4] The emancipation of dissonance can
already be judged by some operas of the late 19th century (Tristan and
Isolde by R. Wagner, Othello by ]. Verdi). The masters of the 20th century
abandon the tonal system, as well as the principle of dynamics of
development, which is traditional in the sonata-symphonic cycle. A
different type of drama presupposes a completely different position of the
main character, as well as a change in the author's position. For the
romantic tradition, the lyrical utterance of the author, his individual
vision, is extremely important. In the 20th century, the role of the
composer reverts to its original meaning - the composer is rather a
“collector of sounds". On this occasion, one can quote A. Leverkun - "It was
an old-new, revolutionary-archaic world, where values associated with
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the idea of individualism, such as truth, freedom, law, reason, completely
lost their force, were abolished...". [5] Such an idea is comparable to the
principle of "self-exclusion"”, which M.M. Bakhtin writes about in his
Philosophy of Action. In addition, analyzing the polyphonic principle of
thinking, M.M. Bakhtin considers it a fundamental artistic method.

It is polyphonization that creates a multidimensional picture of the
world and reveals the problems of society: "... it is not about one author-
artist who wrote novels and novellas, but about a whole series of
philosophical speeches by several authors of thinkers — Raskolnikov,
Myshkin, Stavrogin, Ivan Karamazov, the Grand Inquisitor and others."[2,
5] It is impossible to reduce the polyphony of the new society to a single
consciousness of the novelist. The new prerequisites entail significant
transformations in art. As T. Adorno writes in The Philosophy of New
Music, there is a "Transformation of musical dynamics into static dynamics
of musical structure.” The structure of polyphony dictates a different
understanding of time and the extent of the musical fabric. Adorno himself
draws a parallel between the music of the New Vienna School and the
Vienna Circle: "It is hardly an accident that different types of mathematical
techniques in music, like logical positivism, originated in Vienna. A
penchant for numerical games is as characteristic of the Viennese
intelligentsia as a chess game in a cafe. She has social reasons." [6]

The general features of the organization of the musical fabric in the
system proposed by A. Schoenberg are indeed comparable to the method
of logical analysis of language. L. Wittgenstein, who had a huge influence
on the Vienna Circle, draws attention to linguistic distortions and
introduces the concept of "atomic facts". Moreover, Wittgenstein does not
give a clear definition of atomic facts and does not give examples. B.
Russell understands by them the sensually perceived, and Wittgenstein
says that they form the "substance of the world", are stable and simple.
They make up the objects familiar to us, "The world is a collection of facts"
and "The world is divided into facts." The substance of the world
determines the form, but not the material properties, but at the same time,
facts form the forms of the object known to us - space, time, the ability to
have color.

Here we are faced with a new type of freedom. So, a musical series is a
multiplicity of variants of a given scale. Polyphony declares the variability
of development, and "contrapuntal relations" in music from the
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standpoint of the philosophy of art are "only a musical variety of widely
understood dialogical relations” [2, 59]
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Anekcandp T'op6ynos*?
COIIOCTABJIEHHME IIOHATHUA “IIOCTYIIKA” Y
M.M. BAXTUHA U M. XAWJIETTEPA
A6cmpakm

B HacTrosueld cTaTbe CONMOCTABJSIOTCS B3TJIAAbl Ha IMOHATHE “NOCTYNOK” B Teopusix M.
baxtnHa u M. Xadgerrepa. OcHOBa aHajM3a COCTOUT B BBIIBJEHHM OOIIUX KOpHEH,
OTHOCAILIMXCS K 3TOMYy MNOHATHIO B pabore M. BaxtuHa “K ¢umiaocodum mnocrynka”, c
MOC/IEeAYIOUM CPaBHEHHEM II0JIy4€HHOr0 KOHLENTYyaJbHOTO KOHTYypa c ¢usiocodueit M.
Xaljerrepa, B KOTOPOH TBOPYECTBO M KM3Hb B CBOEH IOJJMHHOCTH HepaspbIBHbIL. B
OCHOBHOM 3TH B3IJIA/bl NpeAcTaBJeHbl B pa6oTax “l'esibJilepJuH U CYLIHOCTb M033UH’,

» o

“BociomuHaHue”, “CruxotBopeHue”, “IleTb, s yero?”. UToroM pa6oThl MpeACTaBIsSETC

40 [op6yHos, AnekcaHdp - CTYAEHT Maructpatypbl Kapeapbl ¢HI0COPCKOM aHTPOMOJIOTHH GUI0COPCKOTO
dakynbTeTa MI'Y uMenu M.B. JlomoHocoBa. TemaTuveckasi naness 1. 3-nouma: a.gorbunov.n@gmail.com
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pacllMpeHHe TOHMMaHUS 3Ha4YeHMH TBopyectBa M. bBaxTuHa B cBeTe aHaloru c
XalJilerrepoBckoit  pusocodpuel, ykpenseHde HUAeHTUPUIUPOBAHHBIX KaK aHAJIOTMYHbIE
MO3ULMH 060MX B UX 3BPUCTHYECKOH LIEHHOCTH B MOHMMAHHHU CMbIC/IA XyAOXKECTBEHHOIO
TBOPYECTBa.

Kawuessle ci10ea

BaxTtuH, Xaiizerrep, HOCTYIOK, OTBETCTBEHHOCTD, 3CTETHKA, MO33HUC.

B Tekymux uccaef0BaHUAX CONOCTaBJeHUs1 uAed baxThuHa U
Xalgerrepa mnpeAnpuHUManucb U paHee. Hanpumep, A. CagnoBa
(MHCcTUTYT Juuonorun Kaszanckoro ®egepanbHoro YHUBepcUTeTa B
cBoell crtathe “XpoHoron M. BaxThHa u 37echb-6biTHe M.Xaljerrepa: K
npo6JieMe pe30HAHCHBIX OTHOLIEHWH~ paccMaTpUBaEeT MOHSATHE 3/1eCh-
6bpITUA Xaljaerrepa B KauecTBe “PuaocoPpcko-acTeTUUECKON eJUHULBL” U,
Ha OCHOBAaHHMU CpaBHEHHUs €ero C TMOHATHeM XpoHoTomnma baxTuHHa,
npeJnoaraeT HEKOTOPYIO OGIIyI0 UM OHTOJIOTHYECKYI0 NMPEANOCHLIKY.
[1] B pe3ysbTaTe comocTaBJeHUs  BbIACHUJOCh, 4YTO, I[OMHMO
BpeMEHHOCTH, KaK OCHOBHOW XapaKTEpUCTHUKH  4YeJOBeKa, 06a
MBICJIUTEJST PA3AENAT 3K3UCTEHIHWAJbHBIM MOJX0J, K OIpefeseHUuI0
TBOpPYECTBA.[2] 06beauHeHMEe BpPEMEHHU-IPOCTPAHCTBA-CMbICJIA-
CyLIeCTBOBAaHUSA-TIPECTABJIEHUsT B OJUH CEMaHTHYEeCKUH KOMILIEKC, C
OTOBOPKOM, 3aKJiroyawlneics B “pe3oHaHcHocTH” Xaijerrepa u baxTuHa,
JlaeT BO3MOXHOCTb IepedTH K OGHOBJIEHHOMY MOHUMAHUIO €ro
(TBOopuecTBa) cyTH. B uTOrEe OGBEKT TBOPYECTBA, €CTh MPOMYLIEHHOE
yepe3 ce0s1, MpeACTaBJIeHHOe mepes CO60H B MPOCTPAHCTBE U BpeMEHU
cyllee, OOYCJIOBJEHHOE  MpeXJe BCero KOHEYHOCTbI  CaMOTo
npejcTaBjsAwInero. B ykazaHHOW  pab6oTe  COAEPKUTCA  PAA
IJIOZJIOTBOPHBIX HJieH, HO Hac UWHTepecyeT Ta, Koropas CsamnoBou
3aTparuBaeTCs TOJIbKO KOCBEHHO, W KOTOpasl CBfi3aHa C IOHATHEM
MOCTYIIKa.

B pa6oTe “K ¢usocopun mocrtynka” BaxTuH, uMes Iiesibl0 06pa3oBaTh
HauGoJiee aJleKBaTHOe NMOHUMaHWe CYTH TBOPYECTBA, BBOAUT pa3Jjiiyve B
Moaycax “akTaloB] Hamled JesaTeJbHOCTH’, KOTOpOe 3aKJIIo4YaeTcs B
NPOTHUBOINOCTABJEHUN TBOPYECTBA, HAIMpPaBJEHHOr0 “B 06BEKTHBHOE
€/JMHCTBO KyJbTYpPHOU 06JIACTU M B HENOBTOPHUMYIO €JUHCTBEHHOCTh
nepexxuBaeMoi >ku3HW'.[2] PeweHue 3ToH, paspymaroiied eaMHCTBO
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pa3HOHANPABJEHHOCTH, OYEBHJIHO, COJEPXKUTCI B CHUHTe3e. baxTuH
0OHApYXUBAaET 3TOT CUHTE3 B MOHATHUH “OCTynKa”. [Jisi 3TOr0 MOCTYHNOK
NOJDKEeH IOHMMATbhbCA KaK aKT, MMEWINUMH eaAuHblM 1miadH. OH JJoJIKeH
“0o0pecTH  eAUHCTBO JBYCTOPOHHEH OTBETCTBEHHOCTH  3a  CBOe
cojilepKaHue, KOTOpPOe MOXeT 6bITh BbIpaXKEHO KaK CHelyajbHast
OTBETCTBEHHOCTb, U 32 CBO€ GbITHE, KOTOPOE MOXET GbITh BbIPaXKEHO KaK
HpaBCTBeHHast OTBETCTBEHHOCTb. Tak BOT crelyasabHast
OTBETCTBEHHOCTb [JIO/DKHA ObITh NPUOGLIEHHBIM MOMEHTOM eJUHON U
€/IMHCTBEHHOU HPaBCTBEHHOW OTBETCTBEHHOCTU. TOJIbKO TaKUM MNyTeEM
MOKeT 6BITD npeozoeHa “mypHas HECJIUAHHOCTD u
HEeB3aMMOINMPOHUKHOBEHHOCTh KYJBbTYpPbl M KU3HW'. PacmpocTtpanss
HOJIyYUBLIEECS 3THUKO-TEJIE0JO0IHYECKOe COJlep>KaHue 3TOro TEpMHHA Ha
MBbIC/Ib, KaXKAbIA OTJIeJbHbIA 3MHU30J] *KHU3HU U BCHO JKU3Hb LEJUKOM
(ckM3Hb KaK IIOCTYNOK), BaxXxTHUH mNOABOAWUT K BBIBOAY O TOM, YTO
IIOCTYNOK, HECYLIMHd B cebe IMOBBIIIEHHYI0 OTBETCTBEHHOCTb U 3a60Ty,
CTAaHOBUTCS HANpsDKEHUEM, KOTOpe KpPUTHUYEeCKH Heo6XoJuMo AJs
TBOpuYecTBa B f3blKe: “TOJIBKO B MO33UM f3bIK PACKpbIBAeT BCE CBOU
BO3MOXHOCTH, HM60 TpeGOBaHUS K HEMYy 3/JeCh MaKCHMaJIbHble: BCe
CTOPOHBI €ro HampshKeHbl [0 KPAaWHOCTH, AOXOJSAT A0 CBOUX MOCJEJHUX
npefiesioB; M033Us1 KakK Obl BbDKMMAeT BCe COKM W3 SI3blKa, U S3BIK
NPEeBOCXOAUT 37ech cebst camoro”.[3] 3To Hampsi’KeHHe IMO03BOJISET, BO-
NEePBbIX, 00bEJUHUTh MEepPBOHAYAJILHO BHYTPEHHe-pa3beJUHEHHbIH aKT
JlesITeJIbHOCTH, BO-BTOPBIX, HAJIeJIUTh €ro IepeXXUBaHUEM, B-TPETbHHUX,
CYMMUpY$l TIpeAblAyliee, 06eCcleYuTh MOJJIUHHOCTb TBOpYecTBa. CTOUT
OTMETHUTh, YTO BaxXTHH OTAessIeT MOCTYIOK OT 3cTeThdeckoro. [locTymnok
ocTtaBjseT 3a Cco60d ¢deHOMeHaJbHBIM 1LIedd, KOTOpPBIA yxKe
KOHCTUTYUPYeT NPUPOJAY €ero KacaHWs, MPOUCXOJSIIEr0 3CTETHUYECKOV
acrekxTe.

[IpexcraBisieTcs  HTPOAYKTHBHBIM — NPOJOJDKUTH — MPEJJIOKEHHYIO
CagHoBoUN JsiMHHIO cpaBHeHUs baxtuHa c Xakperrepom. [lo Xaiigerrepy,
31ecb-6bITHE SIBJISIETC OCOGEHHBIM MOJYCOM CYIIEro, MOJIYYHBIIEro
BO3MOXHOCTb IPeJ-CTaBJEeHUsI U CO-CTaBjJeHUs ObITUs. HO BO3MOXHOCTB
He TapaHTHUPYeT JIOKAJbHYI0 peaju3alHio, U TOrja BO3HUKAET TeMa
TBOpUYecTBA. TBOpPYECKHUH aKT €eJUHCTBEHHO BO3MOXEH KaK MpeJaHue
CyllleMy CTaTyca NpeJCTaBJEHHOCTH, TO €CTb B MHOM (He-TBOPYECKOM)
Mozayce “o6pa3 mMupa” BoOOIle He CTAHOBUTCS CYIIMM, a NpPeObIBaeT B
noTeHUuU. CylUM UM NpeJ-CTaBJEHHBIM OH MOXET CTaTh TOJIbKO B
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TBOPYECKOM BO33peHUM. Mup, NOCpPeACTBOM TaKOro o006pa3oBaHMUS,
MTHOBEHHO “TNIOCTUTHYT  €ro aBTOPOM B TAKOM BH/l€e, B KAKOM OH ObLI CO-
CTaBJIEH.

Yto Xakgerrep roBoput o lloctynke waM peanusanuu 3TOU
“BO3MOXXHOCTH TpeA-cTaBjeHUss’? B pa6ore “UCTOK Xy[I0KECTBEHHOTO
TBopeHus” XaWzaerrep, HAUMHasl C UCTOKA, KOTOPbIN MpeJiCTaBJsIET CO60M
CMBICJIOBOW LEHTP TBOPYECKOW MHOTEHIUH - MPUCYTCTBHE Pa3MepPHOTO
Cyllero WJd BOOOIle CyIIHOCTb JIIOGOTO CyIero, 3KCIJULUpPyeT
pa3BUTHE TBOPYECKOr0 aKTa yepe3 peMecsio, NPOU3BeJieHUe, CO3UJaHUe
U TBOpeHHe. BaxXHOCTBb pa3nuuus 3TUX 06pa30B [JleATENbHOCTH CHavaja
noJuepKUBaeT WX MNPUHLUIHAAIBbHOE OTJHU4YME OT IMPOU3BOJCTBA, Kak
BOIJIOLeHUs TexHU4Yeckoro*! (y BaxTuHa 3TO pas/iMyeHUe MOCTyNKa U
TEXHUYECKOro JAeHCTBUS), a 3aTeM YCTaHABJIMBAET NPHWHIMII, COIJIACHO
KOTOPOMY MOJJUHHOCTb TBOpeHHUsl Bcerja TpebyeT “pykomecsa”’. 3To
O3HayaeT, YTO HACTOSIleMy apTUCTy TpebyeTcd HeNocpeiCTBEHHOe
CONPHKOCHOBEHHUE €ro 3aMbICJIa C MUPOM.

B TepMuHosioruv bBaxTuHa 39TO 03HavyaeT, 4YTO He06XOJUM
TEOPEeTUYECKUH W LEeHHOCTHbIA CHHTe3. WJesa cuHTEe3a B MNOJJMHHO
TBOPYECKOM aKTe — OJHa U3 IJaBHbIX B ¢unocoduu. Kasokararus,
TeopeTU4yeckoe o6beJUHEeHUe UCTHUHBI, KpacoTbl U Jgobpa ObLIH
XapaKTepHbl [Js1 eBponelckod ¢uaocodpun C caMbIX €€ HCTOKOB, U
npeAcTaBsasig  co60H  aHTUTE3y  eCcTb  HauboJsiee  BbIJEJIEHUIO
cnequdrUuecKUX KpUTEepUEB TBOPYECKOTO.

Paxtun wu Xaizerrep He 00OXOJAT MOJIYaHHEM “HarpykeHHble”
akcuosoruer mnoHaTus. Tak, BaxTtuH numetr: “PKU3Hb MOXKeT OBITh
OCO3HAaHA TOJIbKO B KOHKpPETHOW OTBeTCTBEHHOCTU. Puyocodus XKU3HU
MOXET OBbITb TOJIbKO HPAaBCTBEHHOW Quiocopreli. MOKHO 0CO3HATH
KM3Hb TOJIBKO KaK COOBbITHE, a He KaK ObITHe-ZaHHOCTb. OTmaBmiasi oT
OTBETCTBEHHOCTH KU3Hb He MOXeT uMeTb ¢uiaocodpuu: oHa
NPUHIMIIMAJBHO CJy4YaliHa W HeyKopeHeHa,”[4] W mpogosmkaet: “Bce
BO3MOXHO€ OBbITHE M BeCb BO3MOXHBIA CMBICJ PAcCMOJIaraloTcsi BOKPYT
yeJioBeKa, KaK LleHTpa eJIUHCTBeHHOM IeHHocTW.’[5] Xalimerrep nuuier,
YTO HCKYCCTBO NpEACTaB/sIeT COGOM mpolecc MOAJHUHHOTO TBOPEHHS,
NOCKOJIBKY  “B  TBOpeHMM  TBOPUTCA  COBeplleHHWE  HCTHUHBL[6].
[loguepkuBass pasHULy “MexJay NPOU3BeJeHUEM-CO3UJIaHUEM U

41 Cneyst HaMe4eHHOU Puibke Jioruke, Xalzierrep packpbiBaeT 3TH I10JI0XkKeHUs B paboTe “OTpeleHHOCTD .
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IIpOM3Be/leHUeM-U3rOTOBJeHNeM”, XalJerrep pasBUBaeT MbICAb — JJd
TOro, 4To6bl UMETb BO3MOXXHOCTb OCYILEeCTBJISITb TBOpPeHHe-CO3UJaHHue
TpebyeTcs peUMMOCTb, a pelnMOCTb, B CBOIO oO4epellb, TpebyeT
coBeplleHus1 noctynka. B “beitin u BpemeHn” Xaijerrep, OTTaJIKUBasCh
ot lllenepa, pa3buBaeT CBSI3b MOCTYNKa C mpegMeTHOCThIO: “K cyimecTBy
JIMYHOCTH NPUHAAJIEKUT, YTO OHA 3K3HUCTUPYeT JIMIIb B COBEpIIeHUHU
WHTEHLUOHANbHbIX aKTOB [BBIPa)KEHHBIX IIOCTYNKaMH|, OHa TaKUM
06pa3oM CYLIHOCTHO He IpejaMeT. Bcsikas mcuxuyeckas o6beKTHBaLUS,
CTaJI0 OBITh BCSIKOE MPHHSATHE aKTOB 32 HEUTO NCHUXUYECKOe U eHTHUYHBI
JlellepCOHaJIN3aluH. JIn4HOCTB JlaHa KakK COBEPIINTENb
MHTEHLMOHAJbHBIX aKTOB, CBSI3aHHBIX €AUHCTBOM CMbIciaa. [lcuxudeckoe
ObITHE MO3TOMy He HMMeeT OTHOIUEHHUS K JIMYHOMY ObITHIO. [locTynmku
COBEpLIAIOTCS, JHUYHOCTb COBepUIMTeNb akToB.”[7] AHasorus Mexay
nosuuuaAMU baxTuHa u Xakperrepa B 3TOM IyHKTe od4eBuJHa. Ho Hac
MHTEPECYeT M033UC, U 371eCb 00a MBICAUTEJA ele 60Jiee YCUJIUBAKOT APYT
Apyra.

[Toctynok baxTHHA eCcTh OTBETCTBEHHOE, a 3HAYUT MOJAJIUHHOE ObITHE,
TBOpsiLeecsl Yepe3 co-3UJjaHue, corjiacHo Teopuu Xaizerrepa. I[loctynox,
no Xaljerrepy, Kak siBJeHHe caMOTOo cebsi MUpPY, NpejCcTaBJseT cob6oM
CYIIHOCTb, JieXalllyl0 B OCHOBe 3K3MCTeHLUU. [Jlesas cieAyoLiui 1iar,
Xaizerrep pacnpocTpaHsieT KOHLENLIUWIO [JO Tpejesaa [JOCAraeMoro
OHTOJIOTHUYECKOI'0 TOpPHU30HTA, CBA3bIBasg ero c 30BOM ObliTuA: “T'osioc
30BeT BIpaBJAy, HO 4yepe3 COBEPIUIEHHBIN NMOCTYNOK Has3aJ B OpolieHoe
ObITHE-BUHOBHBIM, KOTOpoe "paHblue" Jl060H MNPOBUHHOCTH. IJTO
OTO3BaHMe ONATb Ke 30BeT BMeCcTe C TeM BIepej K ObITHIO-BUHOBHBIM
KaK TaKOMYy, KaKMM HaJJ/eXUT OBJaZleTb B CBOeHM 3K3UCTEHLHUH, TaK 4YTO
COGCTBEHHOE 3K3WCTEHTHOe ObITHE BUHOBHBIM KaK pa3 JIMLIb “CJAeLyeT
33” 30BOoM, He Hao6opoT.”[8] Ha Ham B3rJs[, OTHOCUTEJIbHO
CONOCTAaBUMOCTH NOHSITUH 3/1eCb-ObITHE C XPOHOTOIIOM, B JJAHHOM CJy4ae
BO3HHMKAaeT MNpaKTUYeCKH cMbicioBasg pudma. [loctymok  cyTh
3K3UCTeHLHAJbHBIN 6a3UC B OHTOJIOTMYECKOM IJIaHe, U B TO e BpeMs,
OH — NepBbIM UMNYJbC, U WHpe, cdepa JeHcTBUS TBOPUYECKOT0, KOTOpoe

TpebyeT OT 3K3UCTEHIIUH PELIMMOCTH. PellMMOCTb — 3TO obecrnedyeHue
IOCTYIKA; NpAKTUYECKasl CIOCOGHOCTh B MPOTHUBOMOJIOXKHOCTb YHCTO
TEOpeTHUYEeCKOM.

Ho nouemy TOrja HOJJMHHOE TBOPYECTBO 0053aTesJbHO TpebyeT
3TOr0 HEYTO, BLICTYMAILIEro 3a CO6CTBeHHbIE rpaHuLbl? B padoTe “IleTh
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— Juis dero?”, Xaizierrep nuuieT o BpeMeHH MHpPA, B KOTOPOe JIIJU He
3aMevyalT yXKe U CJIeJJOB OTCYTCTBUS 6OXKECTBEHHOTO U TOJIBKO MO3ThI
OCTalOTCA TEMH, KTO €llje MOXXET IOrPy3UThCA BO MpaK M BBIHECTH
OCTaJIbHBIM BECTH CJIeJIOB ylieAllnx 6oroB. TeMHO omnucaHHas KapTHHA
TOBOPUT O TOM, YTO TOJILKO Yepe3 UCTUHHOE TBOPYECTBO, HEPA3pPbIBHOE C
»KU3HbIO, MOXET COXPAaHUTbLCA YEeJOBEYHOCTb B 4YesIOBEKe. A /i1 3TOro
HeoOX0/MMa OTBAXXHOCTb, /JId KOTOPOro HEOOXOJUMO TMOCTOSHHOE
COBepllleHHe TMOCTYNKOB. Bce 3ToO HEBO3MOXXHO 6e3 4YeplaHUs MCTOK3,
KOTOPBIA MO3BOJISeT NMpPo6eraTh MBICIUMbIE PACCTOSSHUST B MTHOBEHbE
OKa, HO 06oJiee BCEro /laeT OIIYLIeHHME KOCMUYHOCTH, KOTOpPOE€ CYThb
“ACTOYHUK’ BAOXHOBeHUA. MHade, MOJJIMHHOE TBOPYECTBO BOUpaeT B
CBOU ammapar BCe, [0 Yero TOJIbKO MOXET JOTSAHYTbCS MBICJIb, YTOObI
BXOJle BHYTpPEHHeH paboThl, COCTAaBUTh HOBOE, CTPOMHOCTb KOTOPOrO
Oy/leT JOCTUTAThCS 33 CYET YCTPEMJIEHHOCTH K BBICIIEMY.

Baxtun B Tekcre “K ¢unmocodpun moctynka” pasbupaeT B KadecTBe
npuMepa JABa cTuxoTBopeHus IlymikuHa “Pasnyka” u “Jlna Geperos
OTYU3HBI JAJbHOH...". B HUX peuyb Takxe 06 HCTOKe, O YyKJOM U CBOEM,
00 WX HemepeceyeHUHM. BaXTWH OTTaJKMBAeTC OT 3TOTO Pa3JUYUA U
BBIBOJIUT HeENEPeceKaeMoCTb B IJIaH GbITHS, B TJaH «f-a/s-cebs» u
«/lpyrue-gns-meHsi». Tak BoT Xaljaerrep u baxTuH 06pa3yoT 3TUM OJHO
CeMaHTHYeCKoe 00J1ako. PenyT NpPOTHB OTHOIIEHHS K 4YeJIOBEKY Kak
CPEACTBY, KaK K 00'bEKTY.

HeyauBuTesbHO, 4YTO 06a MBICJUTENSA, SIBJSASCh POBECHUKAMHU, H
KOHEYHO, OyJy4Yd 3HAKOMBIMH C TBOPYECTBOM JApyr Apyra, 42
NPUJEPKUBATUCL MPUHIUNHAJBHO CXOJHBIX B3IJISJIOB U, MOXHO
CKa3aThb, BBICTPAUBaJM HeEKylo 061yt ¢unocoduio. PesyapraToM Takoro
COBIAJIEHUS SIBJISIETCS CHHEPTHS], YCUJINBAIOIIASA UX TJIaBHble UHTYUIHH.

Ecnu noJsiaraTbcs Ha MHEHUE 3THUX JIBYX aBTOPUTETHBIX MBICIUTEJEH,
COTJIACHBIX B 3TOM, TO KpaeyroJbHbIM KaMHEM B OHTOJIOTHH I1033HUCa, KaK
0006I1eCTBJIEHHOT'0 MIOHMMaHKUSI TBOPYECTBA IMOJ 3TUAO0H 3CTETUYECKOTO
B/IOXHOBEHHUS], SIBJISIETCS 4YeJIOBeYeCKUH MocTynok. C 0/IHOW CTOPOHBI OH

42 3T0 - TOYKA 3PeHHsl aBTOPA, OHA HYX/AETCs B JOKYMEHTaJbHOM NMOATBEPX/AEHHH. B OTHOLIEHNH 3HAKOMCTBA
BaxTuHa ¢ paﬁOTaMI/I Xal‘/’l}lel‘l‘epa NMPpaKTU4YeCKH HUKaAKHUX COMHEHHUH HEeT, XOTA 3TO MOXEeT U He UMETb HHUKAKOro
OTHOIIEHHs K reHe3ucy ero uzed. O 3HakoMcTBe Xaiijerrepa c paGoTamMu BaxTHHa 3TOro oJHO3HA4YHO
yTBepXJaTb Hesb3sl. KpoMe Toro, Aaxke npu ¢dakTe TaKOro 3HAKOMCTBA, BJIHMsHHE TEKCTOB BaXxTWHa Ha HJeH
XaﬁAeFFepa TaKXe IMPHUILIJIoCh 6b1 CrieiaJibHO AOKa3bIBaThb. KpOMe TOro, MbI 1oJiaraem, 4To q)aKT 3HAKOMCTBaA U
B3aMMOB/IMSIHUSI MeHee BaXKeH JJIA TOJATBEPXK/AeHUs LEeHHOCTH aHaJOTMM HJeH, 4YeM MX He3aBHUCHMas
dopmynnpoBka. - AU
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4yesJ0Be4eH MO CYTH, C JPYroH, BBIXOJUT 3a Npefesbl CyObeKTUBHOIO B
KOHLIENTYaJbHOM OTHOUIEHUHU 4Yepe3 30B ObITHUS, NPOHUKAWOLIEr0 B
KarKIbI M 3IU30/ YKHU3HU u HaJe S0 IuN ee OBITUHHON
OTBETCTBEHHOCTbI0. Tak, HanpuMep, [Jel0 MbICAM  XaWjerrepa
CyllecTBYeT BHE ero JIMYHOCTH, HO B ero TBopyecTBe. Kak mucas oH cam:
“CobcTBEHHOE JleJI0 MBICJAU — 3TO des10, NMOCTYIIOK, KOTOPbIM COBepIlaeT
4yeJ0BeK B paHHEM «Ja» MHUDPYy U KOTOPBbI OJHOBPEMEHHO BIEpBble
Jle/laeT 4esioBeKa YYaCTHUKOM TOIO, B UYeM OH TOJIbKO M MOXEeT OCYLILeCT-
BUTBHCS KaK 4eJIOBEK, — BXOJAIIMM B cOObITHe Mupa. Hayaso Mbicam —
IOCTYNOK NPUHATHA TOTO, YTO BCe TaKOe, KaKOe OHO eCTh: corJlacue C
Mupom.”[9]

Hactoamuii TekcT He mNpeTeHJyeT Ha HCYepPNbIBAIOLUM OTBET IO
NOBOAY CoAep>kaHusl GUI0COPUN NOCTYIKa, TPAaHU KOTOPOH ellle JJO/KHbI
ChIrpaTh B CONPUKOCHOBEHHWM C MO033UCOM, 3BPUCTUKOH, 3CTETUKOM,
3TUKON TBOpYECTBA W JPYrUMU JUCLUILIMHAMU. TeM He MeHee MbI
yBepeHbl, YTO 006pa3oBaHUe [JAaHHOrO JUCKypca HelNpeMeHHO NOPOJAMUT
yriy6jeHue B NMOHMMaHUM CyTH TBOPYECTBA, KaK OCHOBOIOJAraroliero
CBOWCTBA 4eJI0OBEYECKOTO0 CyIlecTBa.
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COMPARISON OF THE CONCEPT OF DEED
IN M.M. BAKHTIN’S AND M. HEIDEGGER’S WORKS

Abstract

This article compares the views on the concept of deed in M. Bakhtin’s and the M.
Heidegger’s writings. The aim of this analysis is to identify the approach to this concept in M.
Bakhtin’s Philosophy of the Act with following application of the resulting conceptual outline
to M. Heidegger’s philosophy, in which creativity and life are inseparable in their
authenticity. Basically, these views are presented in his Hélderlin and the Essence of Poetry,
Remembrance, Poem, Sing — for what? The result of the work is expanded understanding of
the meanings of M. Bakhtin's work in the light of analogies with Heideggerian philosophy,
and strengthening of the positions of the both, identified as analogous, in their heuristic
value in understanding the meaning of artistic creation.
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Today's research community had already seen cases of comparison
between Bakhtin and Heidegger. For example, this issue was raised by
Albina Sayapova (Institute of Philology, Kazan Federal University, Russia).
In her article Chronotop of M. Bakhtin and Here-Being of M. Heidegger: to
the Problem of Resonance Relations, Sayapova makes an attempt to
consider Heidegger’'s Here-Being as a “philosophical-aesthetic unit” and,
comparing it with Bakhtin’s chronotope, derives their common ontological
premise.[1] I n addition to temporality, as the main characteristic of a
person, both thinkers agree with the existential approach to definition of
creativity. Conjoining of time-space-meaning-existence-representation
into one semantic complex, with the caveat that Heidegger and Bakhtin
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"resonance”, makes it possible to move on to a renewed understanding of
the essence of creativity. That is, the object of creativity is a being passed
through itself, presented in front of it in space and time, conditioned
primarily by the finiteness of the representing itself. This text contains a
number of interesting ideas but we are interested in the one that
Sayapova only indirectly mentioned a deed.

In his Towards a Philosophy of Action, Bakhtin, aiming to form the most
adequate understanding of the essence of creativity, introduces a
difference in the modes of “the act[s] of our activity”, which consists in
opposing creativity directed “into the objective unity of the cultural field
and in the uniqueness of life”.[2] The solution to this unity-destroying
multi-directionality is obviously contained in synthesis. Bakhtin discovers
this synthesis in the concept of "act". To do this, an act must be
understood as an act that has a single plan. He must “acquire the unity of
bilateral responsibility” for his content, which can be expressed as a
special responsibility, and for his being, which can be expressed as moral
responsibility. So, special responsibility should Tbe an attached element of
the single and unique moral responsibility. Only in this way the “bad
incongruity and lack of interpenetration of culture and life” can be
overcome. Extending the resulting ethical and teleological content of this
term to thought, each individual episode of life and the whole of life (life
as an act), Bakhtin concludes that an act that carries increased
responsibility and care becomes a tension that is critically necessary for
creativity: “It is only in poetry that language reveals all its possibilities,
because the requirements for it here are maximum: all aspects of it are
strained to the extreme, reaching their last limits; poetry, as it were,
squeezes all the juice out of the language, and language surpasses itself
here”.[3] It allows, firstly, to unite the originally internally disconnected
act of activity, secondly, to endow it with experience, and thirdly,
summing up all the previous ones, to ensure the authenticity of creativity.
It is worth noting that Bakhtin separates the act from the aesthetic. An act
leaves behind a phenomenal train, which already constitutes the nature of
its touch, which takes place on the aesthetic plane.

To continue the comparative studies of Bakhtin and Heidegger offered
by Sayapova we must add some new content to what she noted. According
to Heidegger, here-being is a special modus of being, which has received
the possibility of presenting and composing being. But possibility does not
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guarantee local implementation, and then the theme of creativity arises. A
creative act is only possible as giving the status of representation to the
existent, that is, in a different (non-creative) mode, the “image of the
world” does not become an existent at all, but remains in potency. It can
become existing and represented only in a creative outlook. The world,
through such an education, is instantly "comprehended" by its author in
the form in which it was composed.

What is Heidegger’s position on the Act, or realisation of this
"possibility of presenting"? In his The Origin of the Work of Art, Heidegger,
starting from the source, which is the semantic center of creative
potential, the presence of a dimensional being or the essence of any being
in general, explicates development of a creative act through craft, work,
creation and creation. The importance of difference between these modes
of activity first emphasizes that they are not analogical to production, as
the embodiment of a technical one (for Bakhtin, this is the distinction
between an act and a technical action), and then establishes the principle
that the authenticity of creation always requires “handicraft”. This means
that a true artist needs direct contact of his idea with the world.
Translating into Bakhtin’s terminology, a theoretical and value synthesis
is necessary.

The idea of synthesis in a truly creative act is one of the main ideas in
European philosophy. Kalokagatia, the unity of truth, beauty and goodness
is the most intelligible alternative to particular criteria of the creative.
Bakhtin and Heidegger do not allow themselves to bypass “loaded” value
concepts in their philosophy. Thus, Bakhtin writes that “Life can be
realised only in concrete responsibility. A philosophy of life can only be a
moral philosophy. It is possible to realise life only as an event, and not as a
being-givenness. Life that has fallen away from responsibility cannot have
a philosophy: it is fundamentally accidental and unrooted.”[4]. Heidegger
writes that art is a process of genuine creation, because "In creation, the
fulfilment of the truth is created.”[5] Emphasizing difference “between a
work-creation and a work-production”[6], Heidegger develops the idea
that in order to be able to carry out creation in pure sense, determination
is required, and determination, in turn, requires an act. In his Being and
Time, Heidegger, starting from Scheler, breaks the connection between an
act and objectivity: “It belongs to the essence of personality that it exists
only in the performance of intentional acts [expressed by actions], thus it
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is essentially not an object. Any psychic objectification, therefore, any
acceptance of acts as something psychic, is identical with
depersonalisation. Personality is given as a performer of intentional acts
connected by the unity of meaning. Psychic being therefore has nothing to
do with personal being. Actions are performed, personality is the
performer of acts.”[7] Analogical co-relation between of positions of
Bakhtin and Heidegger on this point is obvious. But we are interested in
poiesis, and here both thinkers reinforce each other even more.

Bakhtin's act is a responsible, and therefore genuine being, created
from the creation of Heidegger. According to Heidegger, an act, as a
manifestation of oneself to the world, is the essence underlying the
structure of existence. Taking the next step, Heidegger extends the
resulting concept to the limit of the reachable ontological horizon, linking
it with the call of being: “The voice really calls, but through a perfect deed
back to the abandoned being-guilty, which is “before” any fault. At the
same time, this recall calls forward to being-guilty as such, which one
must master in one's existence, so that one's own existential being-guilty
just "follows" the call, not vice-versa.”[8] In our opinion, regarding the
comparability of the concepts of here-being with the chronotope, in this
case, a practically semantic rhyme arises. An act is an existential basis in
ontological terms, and at the same time, it is the first impulse, and more
broadly, the scope of the creative, which requires determination from the
existence. Determination is the provision of action; a practical ability as
opposed to a purely theoretical one.

But why does true creativity necessarily require this something that
transcends its own boundaries? In Singing - for what? Heidegger writes
about the time of the world, in which people no longer notice the traces of
the absence of the divine, and only poets remain those who can still
plunge into darkness and carry out the rest of the traces of the departed
gods. The darkly described picture suggests that only through true
creativity, inseparable from life, humanity can be preserved in a person.
And for this, courage is needed, for which constant performance of actions
is necessary. All this is impossible without scooping up the source, which
allows you to run conceivable distances in the blink of an eye, but most of
all gives a sense of belonging, which is the essence of the “source” of
inspiration. Otherwise, true creativity absorbs into its apparatus
everything that can be reached by thought, so that, at the entrance of
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creative work, to compose a new one, the harmony of which will be
achieved through striving for the highest.

Bakhtin in his Philosophy of Action analyses as an example two
Pushkin’s poems Separation and For the shores of the distant homeland...
They also talk about the source, about alien and own, about their non-
intersection. Bakhtin makes a start from this distinction and deduces non-
intersecting into the plane of being, into the plane of I-for-myself and
Others-for-me. So Heidegger and Bakhtin form one semantic cloud by this.
Redoubt against the attitude to man as a means, as an object.

It is not surprising that both thinkers, being peers and, of course, being
familiar with each other's work,*3 held fundamentally similar views and,
one might say, built a certain common philosophy. The result of this
coincidence is a synergy that enhances their core intuitions.

It turns out, if we rely on the opinion of two authoritative thinkers who
indirectly coincided in their intentions, that the cornerstone in the
ontology of poiesis, as socialised understanding of creativity under the
auspices of aesthetic inspiration, is a human act. On the one hand, it is
human in essence, on the other hand, he is not purely human, since it is
separated from the actor in the form of concept. However, focusing on it
opens the audibility of the call of being, penetrating into every episode of
life, giving it responsibility. This way the work of Heidegger's thought
exists outside of his personality, but in his writings. As he himself wrote:
“The own work of thought is a work, an act that a person performs in the
early “yes” to the world and which at the same time for the first time
makes a person a participant in that in which alone he can be realised as a
person, entering the event of the world. The beginning of thought is the
act of accepting that everything is what it is: agreement with the
world.”[9] This text does not pretend to be an exhaustive answer about
the content of the philosophy of the act, the facets of which have yet to
play in contact with poiesis, heuristics, aesthetics, ethics of creativity and
other disciplines. Nevertheless, we are confident that the formation of this

43 This is the author's point of view; it needs to be documented. There is little doubt about Bakhtin's acquaintance
with Heidegger's works, although it may have nothing to do with genesis of his ideas. This cannot be stated
unequivocally about Heidegger's acquaintance with Bakhtin's works. Besides, even if such acquaintance were true,
influence of Bakhtin's texts on Heidegger's ideas would also have to be specifically proved. Moreover, we believe
that the fact of acquaintance and mutual influence is less important for proving the value of analogy of ideas than
their independent formulation. - AU
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discourse will certainly give rise to a deeper understanding of the essence
of creativity, as a fundamental property of our human being.
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" ARTISTIC CONCEPTION AESTHETICS"
AND " ATMOSPHERE AESTHETICS ":
CONTRAST AND MUTUAL INTERPRETATION
IN THE AESTHETIC PERSPECTIVE OF EAST AND WEST

Abstract

As the mainstream of traditional Chinese aesthetics, contextual aesthetics not only has the
meaning of ontological aesthetics, but also is an aesthetic system oriented to the world of
human life. In the context of the aestheticization of daily life, this makes it possible for a two-
way interpretation and complementary interpretive relationship with atmospheric
aesthetics, which advocates the return of aesthetics to the realm of sensuality and
phenomenology. In terms of the aesthetic relationship between the two both mood
aesthetics and atmosphere aesthetics establish "intersubjective" aesthetic relationship
between "the Self’ and "object". The former is a "mind-object” model, while the latter is a
"body-object” relationship. “Imagery”, which is the basic unit of contextual aesthetics, can be
regarded as the metaphysical dimension of "atmospheric objects" in atmospheric aesthetics.
In terms of aesthetic characteristics aesthetics both focus on the "sense of flux", "continuity"
and on "beauty of the field" in aesthetic activities. In fact, out of the aesthetic practice
requirements of both, the aesthetics of mood and atmosphere is both an epistemological and
a creative aesthetics, so that the aesthetic activity is implemented in the creation of mood
and the arrangement of atmospheric objects, which also points to the aesthetic educational
function of the both approaches aesthetics.

Keywords

Artistic conception aesthetics, atmosphere aesthetics, intersubjectivity, creationist
aesthetics, aesthetic education.

The term "mood" was first introduced in Wang Changling's Poetic
Frame as a criterion for literary criticism, and was gradually developed by
Jaughran's "taking the realm", Sikongtu's Twenty-four Poems, and Liu
Xizai's discussion of poetic style in his Introduction to the Arts, until Wang
Guowei's "realm of meaning" was established as an aesthetic category that
was transformed and brought into play. With continuous interpretation of
"mood" by many literary and art theorists throughout the ages, the theory
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of "mood" has become more and more central to traditional Chinese
aesthetics. On the one hand, it has ontological meaning but at the same
time, it presents inclusive and open structure which also constitutes the
basic framework of "aesthetics of mood". From the viewpoint of the
aesthetic relationship there are three contextual meanings of this term.
First, the relationship between aesthetic subject and aesthetic object is
intersubjective, manifesting as the sameness of "mind and matter".
Secondly, the method of "general feeling" is often applied to the spatial
aesthetics of context, and aesthetic experience of context is a kind of
"extended" aesthetics. Thirdly, as ontological aesthetics that asks
questions about human existence, contextual aesthetics is not only about
perception but also about creation.

On the other hand, aesthetics of atmosphere advocated by Gernot
Bohme, as modern aesthetics, places "atmosphere" at the center of
aesthetic activity, considers beauty presence of atmosphere, gives
atmosphere existential position, and tries to restore Baumgarten's
tradition of perceptual aesthetics. Similar to contextual aesthetics,
atmospheric aesthetics also recognizes relationship between aesthetic
subject and aesthetic object as intersubjectivity but it emphasizes
connection between "body and object". Aesthetic experience of
atmosphere still revolves around sense of flux, spatial conditions and the
beauty of continuity. Aesthetics of atmosphere is not only on awareness,
but also on arrangement of atmospheric objects, it attempts to educate the
aesthetic attitude through the creation of an "immersive" atmosphere.

It is because aesthetics of mood and aesthetics of atmosphere share the
"intersubjectivity” to understand relationship between subject and object,
and show consistency of aesthetic features including the sense of flux, the
beauty of continuity, and aesthetic conditions of space, etc. Moreover, they
both see that aesthetics is not only a sense grasp, but also aesthetic
methodology as a theory of creation. In addition, they both show that
aesthetics establishes theoretical basis for complementary interpretation
of the aesthetic categories of "mood" and "atmosphere". Liu Yuedi, a
contemporary Chinese theorist, argues that "with the advent of
globalization, communication and dialogue between different cultural
traditions in philosophy and aesthetics are becoming more and more
frequent, and the 'interculturalism' in global philosophy and aesthetics
has been highlighted. ' has been highlighted."[1] Another Chinese
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aesthetician Gu Feng, from the standpoint of constructing authentic
Chinese aesthetic system, says with great expectation: "Using a
comparative approach between China and foreign countries to study
'mood' and thus establish the 'mood ' theory in the world of literature and
aesthetics." [2] Thus, under the current trend of intercultural exchange
and development of contemporary Chinese aesthetics, it is necessary to
compare and interpret "contextual aesthetics” with the current flourishing
aesthetics of atmosphere in a holistic perspective, in order to stimulate
"context” and "atmosphere" in different aesthetic contexts. In order to
stimulate new dynamics of the aesthetic theories of "context" and
"atmosphere" in different aesthetic contexts.

I. The relationship between "inter-ness" as the basis for
complementary interpretation of "mood"” and "atmosphere

The relationship of "betweenness" refers to the aesthetic structure of
"inter-subjectivity"”, i.e. dialogue and interaction between the aesthetic
subject and the aesthetic object as another subject in the aesthetic activity,
on the one hand, and "mood" and "atmosphere" on the other hand. As two
different aesthetic categories of Sino-German aesthetics, "mood" and
"atmosphere” intersect and converge in the scope of aesthetic
connotation. From the first aspect, the aesthetic relationship constructed
in both aesthetics is an inter-subjective one, but "mood aesthetics"
emphasizes the "mind-object" relationship, while "atmosphere aesthetics"
advocates a "body-object” relationship. Aesthetics of atmosphere”
advocates a "body-object” model. From the second aspect, because of the
extension of "atmosphere”, imagery, as the basic unit of each of the two
aesthetic activities, can be regarded as the metaphysical dimension of
atmospheric objects.

Since the 1990s philosophy of subjectivity has gradually revealed a
series of limitations, a phenomenon that scholar Fred R. Dormeyer calls
the "twilight of subjectivity". This dichotomy of subject-object
determinism has not only caused the deterioration of the relationship
between human beings and nature in terms of environment, but also
reduced human beings, who originally pursued the ultimate meaning of
human existence, to "alienated human beings". This dichotomy of subject
and object not only deteriorates the relationship between man and nature
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in terms of environment, but also reduces man, who originally pursues the
ultimate meaning of human existence, to an "alienated man. The excessive
pursuit of subjectivity makes man lose not only his own subjectivity but
also "freedom" as the essence of self-existence, and aesthetics is precisely
the important way for man to transcend the shackles of the real world and
achieve spiritual freedom and liberation. In this way, it is urgent to re-
establish a benign relationship between man and the world, and to restore
the subjectivity of the object world, which used to be regarded as "the
objectification of man's essential power".

The idea of "intersubjectivity" (also translated as "interactive
subjectivity") as a philosophical ontological turn was first proposed by
Husserl, the father of phenomenology, and can be seen in his discussion of
the other as "the givenness of the other in the intentional object-state of
being. This idea of intersubjectivity can be seen in his discussion of the
other as "the givenness of the other in the intentional object-state of
being," in which he experiences the other as a world-object rather than a
natural object, while at the same time experiencing the other as a subject
to the world, so that the other can also experience the world. [3] However,
Husserl's theory of intersubjectivity is still an epistemological theory of
intersubjectivity, as it is interpreted only in the context of consciousness
as a field of human awareness. It was not until the emergence of ideas
such as Heidegger's "existential philosophy" and Martin Buber's "Self-
Thou" interaction theory that the inter-subjectivity of "ontology" was
further developed. What is ontological intersubjectivity? In other words,
relationship between human and the world is not "subject-object”
relationship (including the relationship of transformation or conquest in
practice), but an interactive subjectivity of communication and dialogue
between "Self" and "object" as another subject. Inter-subjectivity
transcends the traditional concept of subject that used to be in the high
hall of philosophy, and instead seeks a harmonious coexistence between
"Self" and nature, "Self" and things, where both nature and others become
independent subjects, no longer "subjects" excluded from self-experience.
Both nature and other people become independent subjects, no longer the
"non-Self" excluded from self-experience. Further, because in
intersubjectivity, "the freedom of the individual is freedom in the sense
that it does not infringe upon the freedom of others" (Muller), only in this
way can the experience of the true meaning of "being" be achieved.
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Traditional Chinese culture has always attached importance to the
establishment of equal dialogue and interaction between human beings

and the world, such as the "unity of heaven and man", "the same structure
of things and me", "free and unhindered” in the philosophy of Laozhuang
from ancient times. The cosmological view of "heaven and man", "the
same structure of things and me", "free and unhindered”, and the "realm
of meaning”, which is especially expressed in the spirit of traditional
Chinese aesthetics, can be regarded as a unique representation of the
traditional Chinese idea of intersubjectivity. Yang Chunshi also believes
that "out of the philosophy of intersubjectivity of inter-subjective
harmony, Chinese aesthetics has put forward a unique concept of imagery
and mood."[4] It should be noted that the "context" in Chinese aesthetics
focuses on the intrinsic connection between "mind" and "thing", which is
"is not abstract, but often points to natural situations. Because "mind"
occupies an important place in traditional Chinese philosophy, the
aesthetic role of the "mind" has always been of concern to literary
scholars. As mentioned earlier, the co-option of the word "mood" began in
the Tang Dynasty with Wang Changling, who advocated in Poetry that
"there are three realms of poetry, and the mood is three" and that "the
mood is "also open to the idea, and the thought of the heart, then get its
true." [5] It can be seen that Wang Changling's mood emphasizes the
important role of "heart" in shaping the mood. Fang Hui of the Yuan
Dynasty said, "The mind is the realm, and if the mind is not in the realm,
the trace is far from the human realm, but the mind is not close; if the
mind is not in the realm, the trace is close to the human realm, but the
mind is not far." [6] Then it is the connection between the mind and
things to the level of "state of mind". In the Qing Dynasty, Wang Guowei
believed that the realm (mood) is not just the observation of scenery, but
also the realm of joy, anger, sorrow and happiness. [7] Similarly, whether
or not the subject's "heart" can be expressed as one of the criteria of the
realm of literature and art. It is the exchange of "mind and matter" that
allows the creation of "mood". In aesthetic activities, "Self" looks at the
world with an aesthetic attitude, and the world becomes the same subject
as Self. The "search” of the eye is all received in the heart, and after some
fusion and unification in the chest, so the state of mind is generated in this
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situation, which is also what Zhang Coronet said “#Mifii&ift, SR 45
As Zong Baihua saw, "Because this mood is the artist's original creation,
born from the sudden comprehension and vibration when his deepest
'heart source' comes into contact with 'creation’, it is not just an objective
depiction, like a It is not an objective depiction, like a camera's
photography.” [8] In the mood, the aesthetic subject and the aesthetic
object through the "mind and object" of the fit and mingling, to achieve the
realm of "the same mind and state", then the subject "forget me", the
object also receded as the "object” of the properties of At this time, the
subject "forgets itself" and the object has also receded from the property
of "thing", and the two become each other's subjects in the realm of
aesthetics, and people and the world are getting along and conversing
with each other as equals and harmoniously, realizing the true freedom of
"thing-me".

In fact, like contextual aesthetics, atmosphere aesthetics is an
ecological "new aesthetics" that emphasizes relationship between "Self"
and "the world" as intersubjective. Acknowledging that "atmosphere" is
an intermediate state between subject and object, between the quality of
the environment and the feeling of the situation, Bohme says: "In order to
give legitimacy to the talk about atmosphere and to overcome the
existential non-locality of atmosphere, we must liberate it from the
dichotomy between subject and object. " [9] Thus, it becomes necessary to
refute the traditional existential theory of the thing as prescriptive and
closed, and to establish "ecstasy" as a way of being present in the thing
itself. For Bohme, the nature of the thing is no longer a way of
distinguishing and delimiting itself from other things; it no longer
abandons its original properties as an object, nor does it need to be given
in association with the subject, but rather it is a property that comes out of
itself, the "ecstasy of the thing," which can be perceived by the body in the
field, because "The philosophy of the body overcomes, at least partially,
the uncertainty of the atmosphere that we specified above in the context
of the dichotomy between subject and object." [10] This is a kind of
intersubjectivity between "body and object”, where the "Self" touches the
object bodily in the atmosphere, and where the "Self" goes to the object at
the same time that the object is going to the "Self". The "Self" is moving
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toward the object and the object is moving toward the "Self’. The
embodiment advocated by Bohme is the presence of a bodily experience,
which inherits the bias of Western philosophy that tends to focus on
consciousness and ignore the mind, where the aesthetic role of the "mind"
is still absent. Bohme says: "Something is experienced rather as a result of
a joint shaping activity, cooperation and co-collaboration between the
subject and what comes out of the object." [11] That is, it affirms the
interactivity between the "Self" and the "thing" in aesthetic activity, in the
existential sense of mutual subjection and dialogue and communication,
and the "thing" as a subject can blossom without the "thing" as a subject
can blossom and liberate itself without being dependent on the other, and
is a generated thing rather than a given one, thus its meaning has
uncertainty. As Lu Chunhong sees, Bohme "revives Baumgarten's original
conception by returning to 'perceptual cognition', both to dissolve the
object external to the subject and to emerge from the subject in order to
present its own reality." [12]

3. The metaphysical dimension of imagery as a thing of atmosphere

In terms of aesthetic structure, the interconnectedness between
"atmosphere” and "mood" is also manifested in the fact that imagery, as
the basic unit of their respective aesthetic activities, can be regarded as
the metaphysical dimension of the atmospheric object, which is
considered as a This is a metaphysical dimension that regards
atmospheric objects as a kind of "object-like" category to be interpreted.
One of the scholars, Wang Shiyi, says: "When we look at the Chinese
contextual category from the perspective of the aesthetics of atmosphere,
the context can be considered as an atmosphere; but when we look at the
atmosphere from the contextual category of Chinese aesthetics, the
atmosphere corresponds to three different stages of subordinate depths -
the physical context, the emotional context, and the intentional context."
[13] She is an early discoverer of the intersection of the two aesthetic
categories of mood and atmosphere, but we start from the imagery and
atmospheric objects, which are the basic units of both aesthetics, and
argue that imagery corresponds to the highest level of atmospheric
objects. This is because the object of atmosphere aims at aestheticizing
everyday life and giving a name to popular art, while imagery makes the
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leap from the "image of nature” to the "image of mind". As mentioned
earlier, this is still due to the different inter-subjective relationship
between the aesthetic subject and the aesthetic object in the two
aesthetics.

In terms of the generation of atmosphere and mood, both imagery and
atmospheric objects are concerned with the interplay of emotion and
scenery and advocate the aesthetic unity of man and nature, but the
difference lies in the fact that unlike the "atmospheric objects" that appear
in the reality of natural experience, imagery is a "physical image" that is
sublimated by the subject through empathy or internal imitation. "The
imagery is a "mental image" sublimated by the subject through empathy
or internal imitation. And from the extent that the subject is immersed in
the "atmosphere” or "mood", the imagery can transcend the atmospheric
objects to reach the realm of "mind-matter integration", which is a truly
free This is a truly free state. Bohme says: "What is certain is that the
atmospheric object is a fixed part of nature, and although it is revealed in a
special way by the narrow aesthetic passage to nature, that is, the artistic
passage, it has always been a familiar object in our dealings with the living
world, and has been arbitrarily divided into what one understands here in
nature." [14] Since this is still nature in artistic expression and not
experienced nature, it is necessary to restore the legitimacy of the
atmospheric object in the sense of natural aesthetics, and to theorize it as
a unique natural phenomenon. It is difficult to realize the subjectivity of
the atmospheric object at the ontological level of natural aesthetics, and it
is difficult to create a deeper aesthetic realm by being confined to the
atmospheric natural phenomenon. After all, the connection between the
body and the atmospheric object is realistic, and the absence of the mind
in the aesthetic activity makes the sublimation from the atmospheric
object to the realm of the atmospheric image lack the motivation of
subjectivity, as the body of the aesthetic subject always has a sense of
presence in the encounter with the atmospheric object, as Bohme says in
In the aesthetic experience of "immersion" or "contrast”, it is often
difficult for the "Self* to withdraw from the present situation of the
atmosphere.

In contrast, the objects in the aesthetics of imagery can often be
elevated to imagery in the aesthetic relationship between the aesthetic
subject and the aesthetic object, mainly due to the "Self" and "aesthetic
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object" established by the "mind and object The relationship between
"Self" and "aesthetic object” is "mind and matter". As we know, natural
scenes need to go through the process of "things in the eyes" to "things in
the mind" in order to be transformed into imagery, which is different from
the aesthetics of atmosphere, which only stays in the acceptance of
atmospheric objects into the aesthetic experience, and the atmospheric
objects are still external to the "imagery” in contextual aesthetics is at the
same time "mental imagery", which not only enters the "Self". The imagery
has been gradually internalized as a part of the aesthetic subject, entering
the realm of mind-matter integration. As Yang Enhuan points out, the
relationship between the center of classical Chinese aesthetics and things,
we "see both 'things' and 'mind’ in aesthetic activities, and emphasize the
'mind ' on the inclusion and penetration of things." [15] Imagery, as the
basic unit of imagery, is also transcendent. It is important to emphasize
that the transformation from objects to imagery in the aesthetics of
imagery can often be achieved through empathic action or internal
imitation, and the aesthetics of painting can be seen as its distinctive way
of practice. In the Southern Dynasty, Zong Bing believed that painting
should be "for the eyes and the heart”, and in the Northern Song Dynasty,
Guo Xi said, "The mountain takes the water as its face, the pavilion as its
eyebrows, and the fishing as its spirit, so the water gets the mountain and
is beautiful, the pavilion and is bright, and the fishing and is open."[16] It
is the painter who sees the landscape as a human body through empathy,
thus the real landscape becomes a living "imagery" through the painter's
eyes and through his own unique inner creation, and is able to generate a
lively and exquisite mood of kites and fish. This is also what Merleau-
Ponty wrote: "The world no longer appears to him through appearances,
rather the painter seems to be born in things by gathering from the visible
to himself and returning to himself."[17] Consistency of aesthetic
characteristics: generalization, "extension” and spatial aesthetics.

In addition to the above connection, the similarity between the
aesthetics of atmosphere and the aesthetics of mood is also reflected in
the following three aesthetic characteristics: first, whether it is the feeling
of mood or the experience of atmosphere, the sense of fluency is one of the
important aesthetic psychological characteristics of both. Second, as the
basic aesthetic categories of "mood" and "atmosphere" are in a constant
state of generation, so the aesthetic experience obtained by the aesthetic
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subject is an ephemeral emotional experience, a "continuous "Aesthetics
Thirdly, both contextual and atmospheric aesthetics are aesthetics in
space, and are jointly concerned with the "beauty of the field" created by
context and atmosphere.

4. The sense of flux as a feature of contextual feeling and atmospheric experience

The sense of fluency has always been a distinctive way of aesthetic
experience in Chinese contextual aesthetics. As an aesthetic psychological
characteristic, the sense of flux also shows the physiological commonality
of human aesthetics. Although contextual aesthetics belongs to the scope
of classical Chinese aesthetics, it is not the same as the aesthetic staticism
of Western classical aesthetics, as the aesthetic subject often uses the
senses of sight, hearing, smell and even touch in the context, which is a
whole-body engagement of the body's senses and shows a kind of
intercommunication and fluidity between senses, not the epistemology of
"perception cannot intuit, senses cannot think" as Kant said. It is not the
epistemology that "perception cannot be intuitive and the senses cannot
think," as Kant said. Qian Zhongshu says, "In everyday experience, sight,
hearing, touch, smell, and taste can often intercommunicate or traffic with
each other, and the spheres of the various faculties of the eye, ear, tongue,
nose, and body can know no boundaries." [18] It is the mechanism that
points to the physiological occurrence of the sense of flux. The sense of
communion in contextual aesthetics is mainly reflected in the interplay of
emotion and scenery, i.e., the touching of the physical senses such as the
mind, eyes and ears with the cluster of imagery in the context, a
phenomenon easily found in the classical Chinese poetic tradition. Li Bai's
Blowing the Jade Flute in the Yellow Crane Tower, Falling Plum Blossoms in
the May of the River City describes how the poet happened to hear the
song Falling Plum Blossoms in the May of the river city, as if he saw the
scene of falling plum blossoms in winter. [19] In Gao Shi's How many times
did the poet hear the tune "Falling Plum Blossoms" in a garrison building at
the border, and the tune seems to have spread over the mountains
overnight by the wind. [20] Both poems start from the "real situation" of
hearing the song Plum Blossoms Falling, and then become a "virtual
situation” in the midst of association and imagination due to the emotional
touch of the aesthetic subject, or one can be said to be a "near scene "This
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is precisely the performance of the rhetoric of sense of communication,
which enables the poet to create a faraway and profound mood under his
pen.

In the history of Western aesthetics, the term "sense of communion”
was explicitly introduced in Aristotle's On the Soul, where Aristotle
affirmed interconnections of the senses and argued that there is a point-
like unity in the "common sense". In Bohme's New Phenomenology, the
sense of communion is introduced mainly in his aesthetics of atmosphere
as one of the characteristics of atmospheric feeling. In opposition to the
previous view of the generic sense as a community of different senses,
which was used to try to find the inter-sensory character of the senses,
Bohme argues that the generic sense is not a sense with a particular
experience but general feeling condition. He says: "The generic sense is
neither above the other senses or a juxtaposition of senses; nor is it a
structured network of crossings between sensory materials, whereby
some metaphor is produced, or is produced by metaphor."[21] Bohme
affirms that perception is an interactive quality, but it should not be
named after a sensory quality, and he further deduces that knowledge of
perception may come from "practitioners” and not from physiology or
psychology, since sensual perception can reach a wide range of fields,
including awareness of itself. In Bohme's view, perception is more
fundamental than the individual sensory characteristics that make up
perception, and this is precisely what characterizes the perception of
atmosphere, which, because of its independence, Bohme says: "In terms of
a foundational way of perceiving, that is, a totality of initial states in which
atmosphere is initially perceived only in an individualized way, and only
in this way, it is possible to perceive suggests that things like color, sound
quality, and smell are initially perceived in a generic way, as if they
contribute to a warm atmosphere, a bright atmosphere, or can also be
comfortable, elegant, and other atmospheres like that." [22] In short,
Bohme's perception differs from the traditional sensory foundationalism
of Locke and others, and is not a fixed psychological feature, but points to
a "perceptual” theory, which is related to Hermann Schmitz's bodily
awareness that the situational perception of atmosphere is a perception.
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5. The sense of beauty that "stretches"”

It should be noted that whether it is atmospheric aesthetics or
contextual aesthetics, the aesthetic subject can feel a sense of "extended"
beauty in both aesthetics. On the one hand, this extended aesthetic sense
points to the psychological characteristics of the aesthetic subject,
expressed as a continuous aesthetic experience. For example, when
enjoying a landscape painting, the aesthetic subject is fully immersed in it,
and the "Self* is simultaneously surrounded by the atmosphere
constituted by the context, realizing that the landscape in the painting and
the "Self" are one, and the "Self" of the subject is the "Self". The "Self" of
the subject's mind and the landscape painting reach the realm of
homogeneity and isomorphism, and the aesthetic subject seems to have
some "anger" swimming on the painting in the breathless concentration,
so much so that when the "Self" is removed from the mood and enters the
dimension of reality, the This is also the reason why the feeling of mood is
often "beyond the image". Similarly, the aesthetic experience of
atmosphere is also characterized by continuity, but, unlike the aesthetics
of mood, there is still an interval between our perception and emotion at
this time, and one is in a relationship with the atmosphere as an object of
perception. The perception of atmosphere is based on the "Self-pole".
Bohme says: "So far we have confined our research to visual situations in
which the perceiving person as perceiver resonates in some definite way
in his environment and is thus caught up in a certain emotion." [23] For
this reason, the person who wants to be aware of his or her own presence
in a continuous emotional atmosphere or to separate from the situation
needs to be consciously "embodied" or "compelled" to do so.

On the other hand, this extension also refers to the dynamic structure
of mood and atmosphere as aesthetic categories, which are always in a
state of continuous generation, a vast space of beauty, embodying the
infinite vitality of aesthetic activity. Bergson also discusses the concept of
"continuity”, and from his own theory of life and beauty, he emphasizes
the endless creation of individual life in time, while beauty is also in the
process of continuous generation. [24] As a product of the same subject
and object, the imagery constituted by the imagery group often has a
certain tension because different aesthetic subjects have different
emotions and understanding of things, which shows that the imagery is
both a stable domain and can be generated in the experience, as the
scholar Kou Pengcheng said: "So the imagery is the space provided for
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people to re-imagine and recreate. If there are endless meanings beyond
words and paintings, the natural context is very large."[25] Of course, the
fluidity of the mood does not mean the generalization of the concept of
mood, its connotation still has stability. In the same way, the atmosphere
is also rendered by a generative space, when the atmosphere is not yet
formed, it is still an atmospheric event. In Boehmer's view, besides
bringing us emotional touch, the atmosphere seems to have only an
objective nature, and when the atmosphere is not felt, its presentation
cannot be completely determined. [26] It is clear that the perception of
atmospheric events remains an undetermined field until the perceiving
subject becomes aware of its immanence. It is only through the existential
interrogation of the atmospheric event that the atmosphere can be
determined in space and become a shared reality with the human being.

6. The beauty of the field: the spatiality of "mood” and "atmosphere

In fact, the aesthetics of mood and atmosphere also include the
spatial dimension of aesthetics, i.e.,, they are jointly concerned with a
"beauty of the field". As an organic combination of "meaning" and "realm,"
there is both a subject's mind and an object layer, and Xu Shen of the
Eastern Han Dynasty interpreted "realm" from an etymological
perspective, saying: "Realm is also the frontier." [27] That is, it points to
the spatiality of the realm. In our view, the spatial aesthetics of the realm
means, on the one hand, that the aesthetic experience takes place in the
space constructed by the realm, and on the other hand, the beauty of the
field in the realm is an important source of aesthetics, two aspects of the
same process. The beauty of the field in the context mainly stems from the
fact that the context is an aesthetic relationship established between
human nature. The ancient wind believes that the essence of mood is the
aesthetic unity of man and nature,[28] and nature is originally a natural
geographical space, a place for human survival and reproduction, as well
as aesthetic realization of free existence, so it is not difficult to understand
what Heidegger said: "In the dead of winter, when the snowstorm is
raging outside the hut, when the snow covers everything, what moment is
more suitable for philosophical reflection than What better moment for
philosophical reflection than this?" [29] In Heidegger's view, man is in
such a spatial field of nature, "though full of toil, he also dwells poetically”,
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which actually points to the aesthetic unity of man and nature, and also
the beauty of the field of mood.

Related to this, Bohme's aesthetics of atmosphere also considers the
beauty of the field created by atmosphere as an integral part of the
aesthetic experience. The scholar Zhang Jing also believes that
atmosphere is spatial in nature and that it is suffused with an emotional
tone. [30] Bohme writes: "Atmosphere is clearly experienced through the
physical presence of a person or object, that is, through space." [31] He
thus sees atmosphere as a space from which we are infected, as a diffusion
of indeterminate spatiality. [32] As mentioned before, atmosphere can
bring a sense of extended beauty, it is in a state of interstitiality, and it is
only when I perceive the atmospheric object in my perception that
atmosphere can be identified in space, which means that, like the
aesthetics of mood, space is also the place where atmosphere exists, as the
field where objects are present. It is the spatiality of the atmosphere that
makes it objectively real at the same time. In addition, the beauty of the
field of atmosphere is also expressed in the aesthetics of atmosphere as an
aesthetics of production. In Bohme's view, both architecture and staging
are scenic atmospheres, spaces of bodily presence. Similarly, light and
sound are also spatial, as atmospheric objects that can fill a space, and
both give it a certain atmosphere by means of illumination or sound, thus
changing our state of bodily presence.

7. Creation of "mood"” and "atmosphere": a creationist aesthetics

Aesthetics of context and atmosphere is not only an epistemological
aesthetics, but also a creationist aesthetics. This is rooted in the fact that
both aesthetic experiences, context and atmosphere, are actually a process
of integration of situations. The creation of mood needs to be sublimated
from "creating the image" to "creating the context", while the arrangement
of atmospheric objects in the aesthetics of atmosphere is also the creation
of the context. And whether it is atmosphere or context, in fact, both
aesthetic activities are permeated with the concept of aesthetic education,
and we can further educate ourselves aesthetically in an "immersive"
atmosphere.
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8. "Just being in this realm”: from "creating images" to "creating the realm”

As we know, imagery is an aesthetic realm composed of groups of
imagery, but the "image" that constitutes the imagery is not a simple
addition of imagery, nor is it the "higher form of imagery" as Chen
Wangheng said [33], but as Aristotle saw it: The whole should be greater
than the sum of its parts. This comes from the fact that the imagery of the
parts that make up the imagery is an organism. In ancient Chinese
aesthetics, there is a rich tradition of "Shangxiang", from the "Zhou Yi",
which states that "the image should be used to fulfill the meaning", to Liu's
"God uses the image to pass”, the image has always been one of the
categories of concern in ancient aesthetics. One of the categories of
ancient aesthetics. As a product of the integration of "mind and matter”,
the creation of imagery is a fundamental part. As mentioned earlier, Wang
divides the realm of poetry into three parts: the physical realm, the
emotional realm, and the emotional realm, with the physical realm being
the most basic unit. [34] Wang emphasizes the leap from the image in the
eye to the image in the heart, and he also believes that the formation of the
mood begins with the creation of the basic realm of objects.

Because the realm of objects, after all, still belongs to the category of
"writing", what we call the mood is through the "realm of creation" to get,
Wang Guowei said: "There is a realm of creation, there is a realm of
writing, this ideal and realistic two schools of thought by the division. "
[35] He regarded the creation of the realm as the ideal school of artistic
expression, but in fact, writing and creating the realm are two different
stages of the same process. Most of the creation of the realm starts from
writing the natural objects, and the objects, through the unique
construction of the subject's mind, forge an aesthetic realm, that is, the
realm of meaning. It should be noted that the use of "image" in ancient
China is the same as "phase”, and in Zhu Zhirong's opinion, "image" and
"phase In Zhu Zhirong's opinion, "elephant” and "phase" are common in
Chinese from ancient times to the present, he says: "If the elephant refers
to a person, the tradition often uses the word 'like’, which is inclined to be
an image, such as 'statue' 'statue' and so on, after the simplification of
Chinese characters used to use 'elephant’' to express." [36] Thus, in this
sense we can incorporate the rhetorical or facetious approach to the
creation of context, such as the method of image-making in context also
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includes the use of specific imagery words, which can be regarded as a
symbol, and Wu Liquan also believes that "the way of creating context, in
addition to using specific rhetorical techniques to construct relevant
rhetorical texts, in classical Chinese literature, especially poems, lyrics,
songs, fu and other rhyming works In the creation of classical Chinese
literature, especially poems, lyrics, compositions, fugue and other rhyming
works, there is also a common way to create a certain mood for a work by
using a noun with a specific imagery." [37] In Japanese haiku, "seasonal
language" is used, and in ancient Chinese poetry, specific words for
objects such as "willow," "moon," "plum blossom ", "Qiangdi", etc. With the
help of rhetoric, the artist has given a specific cultural meaning to the
objects, which no longer belong to the natural sense of existence, but are
also expressed as "intentional" constructions of the mind, i.e. imagery,
which, as a "human" form, bears the imprint of the subject's emotion and
provides the meaning of the imagery. The imagery, as a "human" form,
bears the imprint of the subject's emotion and opens the way for the
creation of the mood.

9. Creation of the scene: the arrangement of "atmosphere objects

Boehme has repeatedly claimed that his new aesthetics, the aesthetics
of atmosphere based on perception, is the aesthetics of making, and that
the work of aesthetics lies in the making of atmosphere, which, in our
opinion, can also be considered a creationist aesthetics. Atmospheric
aesthetics is the creation of atmosphere through the arrangement of
atmospheric objects, and the beauty of atmosphere is the presence of
atmospheric objects. Boehme believes that atmospheric aesthetics is the
creation of atmosphere with the help of operating objects, saying, "The
meaning of aesthetic craftsmanship lies in giving things, environments or
also people such characteristics that make something emanate from
them."[38] As mentioned earlier, because he breaks with the traditional
existentialism of things and understands the properties of things as the
ecstasy of things themselves, thus the attempt of atmospheric aesthetics
to construct a manufacturing aesthetics is realized, out of echoing the
aestheticization of everyday life, and it is in the above context that we talk
about the stage, architecture, sound and other scenic aesthetic work such
as light becomes a reality. Yang Zhen also believes that Bohme



209

"painstakingly locates aesthetics at the nexus of 'atmosphere’, clarifying
its 'object-like nature', showing that it is not a psychological product of the
subject's wishful thinking, but rather an emotion that comes from some
external situation. vibrations, in order to take aesthetics out of the
historical prison of subjectivism and towards the broader realm of
'aesthetic craft." [39] It can be seen that through the creation of
atmosphere the perceiver and the perceived object can be drawn into a
shared reality.

The art of staging is seen by Boehme as an important way to liberate
atmosphere from subjectivity. It goes beyond traditional staging, where
atmosphere becomes quasi-objective, and he believes that in a stage set,
actors, audience, and scenery can convey a shared atmosphere. In
architectural photography, architecture, as the art of freezing time, is the
"mood space" created by the things that contain atmosphere, and the
architect's task is to preserve the atmosphere by constructing it. Light and
sound also belong to the atmosphere creators, both of them as the voice of
physical presence. In addition, it should not be overlooked that the
aesthetics of atmosphere considers the face as an atmospheric object,
which is related to the "phase” (or "image") in the aesthetics of context.
The face that Bohme refers to is not only the natural face, but also the
human face, which can be regarded as the external formal characteristics
of things. The face of a person, according to Bohme, does not refer to the
difference in the relationship between the inner and outer nature of a
person, but to the general impression of the atmosphere, saying, "The
characteristics inferred by phrenology are not the hidden essence or
nature of a person, but arise from the atmospheric prescriptiveness of that
person." [40] This stems from the pictorial reality of the face, which
changes by changing one's physical state or behavior, so that it can also be
regarded as the arrangement of atmospheric objects.

Atmospheric aesthetics and contextual aesthetics, as aesthetics that
value experience and participation, also play a function of aesthetic
education, mainly in that both can create situational conditions for the
development of aesthetic education. Zhu Zhirong said, "The process of
aesthetic activ ity is a kind of aesthetic sensitization, which is aesthetic
education." [41] It can be seen that the work of aesthetic education is
permeated by the experience of mood and atmosphere, and it is a
moistening of the soul in a silent way. People in the context and
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atmosphere of the scene, on the one hand, can cultivate our aesthetic
senses, enhance our aesthetic sensibility, on the other hand, we can feel in
the "mood" and "good" atmosphere in the inner being of a On the other
hand, we can feel a kind of "excitement" in the "mood" and "good"
atmosphere, and we often feel satisfied. Also as Yang Enhuan saw:
"Aesthetic education operation mechanism as an organic combination of
dynamic structure, with different levels and levels, the achieved aesthetic
education function, effect, also has different levels and levels, such as the
cultivation of the senses, temperament, personality building, spiritual
super ascension, and so on." [42] As mentioned above, the mind and the
object in the imagery are integrated and identical, and the feeling of the
object (imagery) is also the grasp and experience of ourselves. In the same
way, the aesthetics of atmosphere is the most important part of the
education. In the same way, the development of aesthetic education in
atmospheric aesthetics requires the arrangement of atmospheric objects
in real or imaginary scenes, thus rendering a spatial effect that allows the
viewer to be invaded by the atmosphere, and it is in this atmospheric
realization that aesthetic education as aesthetic work is completed.

Conclusion

To sum up, as two different aesthetic paradigms in Chinese and
Western aesthetics, the aesthetics of mood and the aesthetics of
atmosphere are established in the context of dialogue and exchange
between Chinese and Western cultures, and they are related to each other
while showing certain differences. On the one hand, as the core of Chinese
aesthetics, it emphasizes the connection between mind and matter, and
the aesthetics of sense, extension and spatiality can be regarded as the
characteristics of mood, while mood is also an aesthetic theory in the
sense of creationism, and we believe that the creation of mood is from
"creating images" to "creating the mood". On the other hand, atmosphere
aesthetics, as a new aesthetics that is developing nowadays, is a kind of
manufacturing aesthetics, which is different from the previous
epistemological aesthetics and focuses on the creation of atmosphere. The
thing of atmosphere in atmosphere aesthetics is built on the association
between body and object, and imagery can be regarded as the
metaphysical dimension of the thing of atmosphere. Besides, the aesthetic
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characteristics of atmospheric aesthetics and contextual aesthetics show
consistency, and the arrangement of atmospheric objects in atmospheric
aesthetics is also the creation of a scene. It is worth mentioning that both
contextual aesthetics and atmospheric aesthetics are permeated with the
concept of aesthetic education, and the creation of an immersive
atmosphere can be regarded as a distinctive way of aesthetic practice for
both of them. In conclusion, a comparison and mutual interpretation of
contextual and atmospheric aesthetics in a holistic perspective can help to
identify the differences and similarities between the two aesthetics, as
well as promote the diversified development of contextual and
atmospheric theories in the present, with the aim of enriching the
applicability and interpretative effectiveness of contextual and
atmospheric aesthetics.
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103 Candgpanb

" 3CTETUKA XY0KECTBEHHOM KOHLIENI[AN"
N "3CTETUKA ATMOC®EPDI":
KOHTPACT 1 B3BAUMHAA UHTEPIIPETALIUA
B 3CTETUYECKOW NMEPCIEKTUBE BOCTOKA U 3AMAJIA

A6cmpakm

fABnasace OCHOBHBIM HanpaBJIeHHeM TpaAULUOHHON KUTaWCKOH 3CTETHKH,
KOHTEKCTyaJ/IbHasl 3CTETHKA He TOJIbKO MMeeT 3HAaueHHWe OHTOJIOTHYECKOW 3CTETHKH, HO U
NpeACTaB/seT COOG0H 3CTeTHYECKYI0 CUCTEMY, OPUEHTHPOBAHHYI0 Ha MHUp YesoBeueCKOH
KM3HH. B KOHTeKCTe 3CTeTH3alMM MOBCEJAHEBHOCTH 3TO JieJlaeT  BO3MOXHBIM
JIByCTOPDOHHIOIO ~ MHTepHpeTalyi0 ¥ B3aUMOAOINOJHAWIIME  HHTeplpeTaluoHHbIE
OTHOLIEHUs] C 3CTETUKON aTMocephl, BbICTYNAIOIel 3a BO3BpallleHHe 3CTeTUKHU B chepy
YYBCTBEHHOCTH U (eHOMeHoJoruu. C TOYKHM 3peHHs 3CTeTHUYEeCKUX OTHOLIEHHH Mex.y
HUMH ¥  3CTeTHMKAa  HACTPOEHHWs, W  3CTeTHKAa  aTMocpepbl  yCTAaHABJIMBAIOT
"HHTepCyObeKTUBHbIe" 3CTeTHYeCKHe OTHolleHuss Mexay 'f" u "o6bekToM". B mepBoM
cydae pedb UJET O MOJeaH "CO3HAaHHe-O6BEeKT", a BO BTOPOM MOJEJH - O "TeNo-06beKT".
"O6pa3HOCTB", SBJSIOMIAsACA OCHOBHOM eAWHULENW KOHTEKCTYaJlbHOW 3CTETHKH, MOXET
paccMaTpuBaThcd Kak MeTadu3MuecKoe H3MepeHHe "aTMocepHBIX O00BEKTOB" B
arMocdepHoil acTeTuke. C TOYKM 3pEHUS] 3CTETHYECKHUX XapaKTEPUCTUK 3CTETUKU ob6e
OpPUEeHTHPOBAaHbl Ha "4yBCTBO MOTOKA", "HempepblBHOCTH" W Ha "KpacoTy noJjs" B
3CTeTHYeCcKoH AeATenbHOCTH. [lo cyTH, U3 TpeGOBaHUN 3CTETHYECKOW MPAKTHKU 06enx
3CTETHK  3CTeTHKa HaCTpOeHUs u aTMocdepsl ABJISIETCS 0/IHOBPEMEHHO
3MUCTEMOJIOTUYECKOH W TBOPYECKOH 3CTETHUKOH, TaK YTO 3CTeTHYecKas JesaTeJbHOCTb
peasnn3yeTcsl B CO3/JaHUU HAaCTPOEHUSI U 06yCTPOHCTBe aTMOCEPHBIX 06'BEKTOB, YTO TAKXKe
yKa3bIBaeT Ha 3CTETUYECKYI0 BOCITUTATEIbHYI0 QYHKIUIO 3CTETUKH 060MX MOXO0/I0B.

Kawuessle ci1oea

JcTeTHKa XyﬂO)KeCTBeHHOﬁ KOHLENWH, 3CTETUKA aTMoccl)epr, I/IHTepr6'])eKTPIBHOCTI),
KpeallMOHUCTCKadA 3CTeTHUKA, 3CTETUYECKOe BOCIIUTaHUE.
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Kanna Musaoegay*®

MHOTOJIMKOCTb TAHIIA B JUAJIOTE KYJIbTYP

A6cmpakm

B craTbe paccMaTpuBaeTCsl CyLleCTBOBaHHWE [ByX (EHOMEHOB - TaHLA M JAMajiora.
AHanu3upyeTcss NpUpOZa TaHLEBAJIbHOTO MCKYCCTBA W POJIb JUAJOra B CTAaHOBJEHHH
KyJIbTypHBIX MHUpOB. [loBecTByeTcsi 0 Bapuauusx si3blka TaHUA 0Opu (GOPMUPOBAHUU
1[eJIOCTHOTO Xopeorpaduyeckoro o6pasa, MOAYEPKUBAETCS] MHOTOJUKOCTh TaHIEBaJbHbIX
CTHJIEH, 06 beJUHAIOIUX ITOXHU.

Kawuessle ci1o0ea

Tanen, puanor, bBaxTuh, xopeorpaduueckuil o6pa3, TaHLEeBaJbHasl JIEKCHKa, TeJlo,
TeJIECHOCTb, Ky/IbTypa, 6bITHE TaHL, BbIPA3UTENbHOCTD.

TaHen U fuasnor Kak JBe GOpMbl AJIUTEJbHOCTH OBITUS YeJIOBEKA, KaK
JBa  B3aUMOJONOJHAKMUX ¢(eHoMeHa CyIIecTBYIOT C Iepuoja
3apoXKAeHUs 4YeJoBeueCKOW KOMMyHUKauuu. [Ipuposa TaHLa anmpuopu
BKJIIOUAeT B cebsl 371eMeHThbl KaK BHyTPEHHEro Juajora, Tak U guasora
BHellHell mnpegMeTHOCTbi0. [lo cyTH BcAg 4YesioBeyeckass KyJbTypa
pokzaeTcsi, OOHOBJISIETCS, NpPeoOpa3yeTcsd B IMpoliecce CTAaHOBJIEHUS
pas/MYHBIX BUJOB JesTeJbHOCTH, 3aTParuBalolIMX KaK MOBCEJLHEBHOCTb,
Tak U cdepbl, HAlpUMep, HAYUYHBIX, TEXHUYECKUX U Xy 0°KECTBEHHBIX
W3bICKaHUH.

[IpesgMeTOM Hallero pacCMOTpPEHUS AABJAETCH «ero BeJU4ecTBO TaHeL»
C €ero MHOIOJIMKOCTbI, CTUJHUCTUYECKMMH OCOO6EHHOCTSAMHU. TaHel
TPaHCJUPYET OJIHY U3 BaXKHBIX QYHKIHUH - OOBEAUHSTH MOCPEACTBOM
0CO60T0  MJIACTUYECKHU-MYy3bIKaJbHOT'O, TEJIECHOTO sI3bIKa MHOTHeE
KyJbTypbl. JlaHHOe o00beAUHEHHE MOXeT MPOUCXOJUTb TOJbKO B
KOHTEKCTe Juajiora KyJbTyp, BbISIBJsSAS B HUX KOJIOPUT TpPaJULUN M
HOBaI[UH X0peorpadpruyecKoro UCKyCCTBa.

Xopeorpadus - 3To popMa M CpeACTBO, YHUBEPCAJbHBIA SA3BIK MJIS

4 Musosay, JKanHa - UHCTUTYT HayyHON MHQOpManuM mo obliecTBeHHbIM HaykaMm PAH, otaen ¢unocodun,
KaHaugaT  GuaocopcKMX HAyK, JIOUEHT, HayuHbli coTpyaHuk. Temaruyeckas naueas 1. 3-modra:
tanez97@gmail.com
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noHuMaHusa. O6pecTH U BbIpa3uTb CBOe JIMLO B COBPEMEHHOM
CTUJINCTUYECKOM INPOCTPAHCTBe Xopeorpaduyeckoro HCKycCTBa ObIBaeT
nopod He mpocto. Ha moMoump NpuUxXofUT NMOUCK ONpelesieHUHd CaMoro
NOHATHUS TaHLeBaJbHOr0, XopeorpadHuyeckoro MCKyCcCTBa, HMeEWIEero
CBOI0 VHHUKaJIbHYI HCTOpHI0. «Xopeorpadpuyeckoe HCKYCCTBO HJIH
xopeorpadust (OT TpeyecKoro cJjoBa Xopeld - XOpOBOAHAs IUISICKA U
YpA@w - 3amnuchiBaTh) paccMaTpUBaeTCs B KayecTBe HCKYCCTBa
COYMHEHMS, CIeHMYEeCKOH  IIOCTaHOBKH Tanua. Cam TEPMUH
«xopeorpadusa» nossBusicsa npuMepHo B 1700 r. A/ Ha3BaHUSA CHUCTEMBbI
onucaHus (cTeHorpadupoBaHHUsI) TaAHIEB, NO3JHee 3TO IOHATHE CTajo
NPUMEHSTBCS K TaHLeBaJbHOMY UCKYCCTBY» [6, 189].

O4eBHMJHO TO, YTO HCTOPUSA TPOUCXOXKJAEHHUA TaHLA JOCTATOYHO
JpeBHsAsA. Ha MOMeHT BO3HMKHOBEHHS apxauyecKMH TaHel, UMeJsl CBOH
KUHEeTUYEeCKUN pHUCYHOK. M 3TOT HauBHBIA TaHLEBaJbHbIA PHUCYHOK
MOPOXK/Aal OCOOGEHHBIM NEpPBOOBITHBIM JIMK, OOpaMJIEHHBIH PHUTYaJbHO
OKpalleHHbIMHU JBMHXeHUAMHU. CaMa No cebe apxauWyeckas KyJbTypa, B
KOTOPON IJsicka 6Oblla OJAHHUM H3 IMEepBbIX CIOCOO0B TaHIEeBaJbHOMN
JIEKCUKH, NpeAnoJaraja Hadajo JHuajora 4esJoBedyeCKOW KyJbTYpbl C
HocaeylOIUMH ee JOCTHXKEHHUAMHU B IIJIOCKOCTH Xopeorpadpuyeckoro
MBIIIJIEHHUS.

M3BecTHO, YTO MeTOJ0JIOTUS B3aUMOJENCTBUA KYJbTYpP, B YaCTHOCTH
JAuajiora KyJbTyp, 6blia pa3paboTaHa B TpyAax M. M. Baxtuna. /[luasor,
no M. BaxTuHy, 3TO «B3aWMMOINOHHMaHKe y4acTBYIOIIUX B 3TOM Ipoliecce,
M B TO e BpeMsl COXpaHeHHe CBOEro MHEHHSsI, CBOeH B Jpyroro (CiausiHue
C HUM) U COXpaHeHMe JAMCTAaHLUM (cBoero Mecta)». [2, 430] luanor - 3To
BCerjia IMHaMHKa, KOMMYHHKalUs, pa3BUTHe, B3aUMO/lelCTBHeE.

Juasor B TaHLe - aTo XyJl0KeCTBeHHas ¢dopma
B3aMMONPOHUKHOBEHHUS IJ1aCTUYEeCKU MO3ULMOHUPYIOIIHNX TeJ
TQHLOBILIMKOB, W/IJIIOCTPUPYIOIUX COOBITUMHOCTh Xopeorpaduieckoro
TekcTa. TaHel ZMaJoTU4YeH, TaKKe, KaK U JJUaJOoTUYHA KyJbTypa. IbdekT
Jhajsora B TaHIle JOCTHXKUM 4Yepe3 BOCIHPUATHEe M [O3HaHHe ero
acTeTHYecKoM cylHocTH. KpacoTa TaHLeBaJbHBIX JHHUH CaMOlleHHa
caMa mno cebe. JcTeTHYecKas >Xe€ CTOPOHA Juajora KyJbTyp, Ha Haml
B3IJIA/l, MOXeT MpOSABJATbHCA 4Yepe3 INPU3MYy MOpPaJbHBIX LIeHHOCTeH,
006peTaruX }KU3Hb B 6JIaTUX MOCTYINKAX JIOAEH.

«/Jluajor He CpeJCTBO, a caMolejb. BbITh - 3HAYUT OOIATHCS
Auanoruvyecku. Korpga puasor koHyaetrcs, Bcé KoHYaeTcd. [losTtomy,
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AWaJIOT, B CYIIHOCTH, He MOXeT WU He J0J/DKeH KOH4YaTbCs». [1, 433]
UCcTOYHHUK XU3HEYyTBepK/JAIIIeld CHUJIbl PAa3HbIX KYJbTYpP 3aKJHYaEeTCs B
CIIOCOGHOCTH OJIHOM KYJIbTYpbl OCBAaWBaTh AOCTHXXEHUs Apyroi. «Uyxas
KyJIbTypa TOJIBKO B IJa3ax Jpyrod KyJbTypbl pacKpbiBaeT cebs MoJiHee U
ray6xe .. OZUH CMBICJ PaCKpbIBaeT CBOM TJIyOWHbBI, BCTPETHUBLIUCh U

CONPHUKOCHYBIIUCH C JPYTUM, 4YYXXUM CMBICJIOM .. MeXAYy HUMHU
Ha4yMHaeTcsl KakK Obl AuaJor, KOTOPBIM INpeojiosieBaeT 3aMKHYTOCTb M
OJJHOCTOPOHHOCTb 3THUX CMBICJOB, 3TUX KYyJbTYyp .. llpu Takou

JMaJIOTUYECKON BCTpedye JBYX KYJbTYp OHM He CJIMBAaKOTCI U He
CMEeLIMBAIOTCS, HO OHM B3auMHO oborawmawTca». [2, 354] IlpekpacHoe
BBIpQXKEHHE — «BCTPeYa JIBYX KYJbTypP» - 0CO6bIM 06pa3oM MpesoMIseTCs
B TaHIEBAaJIbHOM HCKYCCTBe, KOTJJa MPOUCXOJUT AUAJIOr MEXAY Pa3sHbIMU
€ro CTUJUCTUYECKUMM HaNpaBJeHUsIMH, KOTOpble IJIAaCTUYECKUM
KOJIOPDUTOM 060TalaloT X0peorpapuIecKyo JEKCUKY.

TaHLeBa/lbHasd «MbICJAb» BOILJIOLIAETCA 4Yepe3 TeJO TaHLOBIIMKA.
Xopeorpadudeckasi JieKCMKa O6GpeTaeT CMBICA 4Yepe3 OJyXOTBOpeHHe
TEJIECHOCTH HCIOJIHUTEJA. SI3bIK TeJia BBICTYNaeT CIOCOG0M MOCTPOEHHS
xopeorpapuveckux KOMMO3WIMH. /[luajsor Teja W AyXa B TaHIEe - CYTb
PUTMOIIACTUYECKOI'O0 MBbILUIEHUS INPH CO3JAHUM Xopeorpadpuveckux
o6pasoB. «TaHel kak ¢opMa XyA0KeCTBEHHOH KOMMYHMKALHUU €eCTb
HIPOCTPAHCTBO BOILIOLIEHUsI CHHTE3a Pa3HbIX KYJbTYpP, MEPBOGBITHOCTH
U COBPEMEHHOCTH, CaKpaJbHOCTM UM pACKOBAaHHOCTH, HaMeKa H
OTKPBITOCTH, CaMOJOCTATOYHOCTH KeCTa U CKYJBHTYPHOCTH «IJIOTHY»,
MY3bIKaJbHOW «TKaHU» U ObITHS ABWKEHHUS yepe3 puTm». [7, 139]

TaHen - 3To 0fHA M3 XYZOXKECTBEHHbIX GOPM KyJbTYpbl, B KOTOPOH
3CTETHKAa OBbITUSI YeJIOBEKA NpeJCTaBjieHa B IJACTUKE OJYXOTBOPEHHOU
TeJeCHOCTH. TeJjio TaHIOBUIMKOB «TOBOPUT» TEJIECHBIM SI3bIKOM Kak,
HalmpuMep, B KJIAcCUYeCKOM OajieTe, TaK U B HAPOLHO-CLLEHUYECKOM
TaHIle, OTpakalolleM XapakTep, HAIHUOHAJIbHYI  CaMOGBITHOCTB,
TpaJULUU MHOTOJIMKUX KYJbTYp. Mccieays TeMy MHOTOJIMKOCTH TaHIA B
JlMaJjioTe KyJbTYp, HeJb3s He 3aTPOHYTh TOT (AKT, YTO «IPOJOIKEHHE
HOBBIX TEHJEHIMH B MHpe XopeorpaduM eCcTh MPOAOJIKEHHE JUajiora C
TpaJULHUsAMH OaJeTHOTO HWCKYCCTBa, B KOTOPOM TaHel| MpeAcTaeT
YHUKQJbHBIM  CIIOCOOOM  CO3JAaHHUs  XYJOXECTBEHHOHW  peasbHOCTH
HOCPEeACTBOM KHHETHKH 4YeJioBedeckoro Teja. TeJsa, 3CTETHYECKUH
PHCYHOK KOTOPOTO eCThb OTpaXXeHHe XYJO0XKeCTBEHHOTO 3aMbIC/a
xopeorpadar. [10, 38]
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Tanen, npejacTaBasieT  COGOW  HEKMH  3CTETUYECKHM  OIBIT,
nepesaBaeMblid  A3bIKOM Tesa. «OH eCTb HCTOYHHUK U Pe3yJbTaT
XyZ0’)KeCTBEHHOI'0  MBIIIJIEHUS aBTOpa-UCNOJIHUTes. MHOroBekoBas
UCTOPHUS TaHILEeBa/IbHON KyJbTYpPbl BKJ/IOYAeT pas3JdYHble MIOCTACH
3CTeTHYeCKOM TpaHcHOpMaLMU YesloBeyecKoro Tesa. Tesa, o6peueHHOTO
MOPOXK/IATh BapHUalUH Xy/[0KECTBEHHOH BbIpa3uUTeJbHOCTU». [10, 38]

BbIpasnuTe/sbHOCT OTHOCHTCA K OJHOMY M3 KJKOUYEBbIX BONPOCOB
xopeorpaduyeckoro HckycctBa. OHa  BIJIETEHA B  COZlep)KaHHe
XyZ0O)KECTBEHHOI'0  MBIIIJIEHUS] Y HAXOAUT BBIXOJ B  CTPYKType
1IeJIOCTHOTO NpoU3BeJleHusl, OyAb 3TO Oa/JeTHbIM CHeKTaK/JAb WU
TaHIeBa/IbHAasl HMIpoBu3auus. Ha Ham B3risf, BbIPA3UTENbHOCTH B
TaHIle MOXEeT BBICTYIIAThb 3JIEMEHTOM 3CTETHYECKOro Juajora BHYTPH
IpoM3BeJleHUs1 TaHIeBaJbHOI'0 HCKYyCCTBa. Bompoc BbIpasUTe/NbHOCTH
npubaMKaeT K TOHMMAHHUIO TaHIA KakK Ccrnocoba 3CTETHYeCKOro
CylleCTBOBAaHUS TeJjla B KOHTEKCTE Xy/10KECTBEHHOT0 IPOCTPAHCTBA.

B TaHue kak ¢popMe Xy 0KeCTBEHHOHM KyJbTypbl pealusyloTcs UJAeu
6ajsieTMelicTepa IOCPEACTBOM IOCTPOEHUA IIJIACTUYECKOrO0 TeJseCcHOro
obpasa, BepmIuTCcs ObITHE Xopeorpaduyeckoro ob6pasa. TaHen mopoxxjgaeT
HOBBIA MMp OBITHSA, B KOTOPOM MO3ULMOHUPYETCS ABJIEHHOCTb 3CTETUKU
TesJa, HWHAYLUPYOIAss 3MOLMH IPHU BOCIPUATUH XYA0KECTBEHHOIO
JedictBa. B popmax KyspTyphl (B HalleM ciydae, TaHLe) BOIJIOLAETCS U
COBEPILEHCTBYEeTCA CYIIHOCTHAasl CaMOOTHECEHHOCTb 4YeJIOBeYeCKOro
OobiTus. «B  HHMX  dYesoBek  Bo3BpallaeTcs, OTOpachlBaeTcs K
M3HA4YaJIbHOCTH COGCTBEHHOI'0 U MHUPOBOTO ObITHUS. B dopMax McKyccTBa,
dusocodun, HPABCTBEHHOCTH, OOTOCO3HAHUA YeJOBEK OTCTpPaHAET
CI0XKUBILIMECS, CJAUBLIMECS C ero  CylleCTBOBaHHMEM, He3PUMO
rOCHO/ICTBYIOIIME B €ro >XKM3HEHHOM Mupe GUrypbl U 00pa3bl BUEHUS,
C/IbIIIAHUSA, IOHMMaHUs, IepeXUBaHUs ObITUA: Oe3/IMYHble CXeMBI
00lLIeHNs, 0YeBUHOCTH, KOTOpble pa3yMelTCsl caMU CO00M, HOPMATHBEI
3THYECKHX  pelleHuH,  MallMHaJIbHOCTH  KyJbTa..  O4YeBUAHBIM
CTAHOBUTCA TO, YTO MUP KYJIbTYyphbl — 3TO MUP KaXkAblil pa3 BIepBble, MUP
B COCTOSSHUM BO3HHKHOBEHHf, I[1epBOTBOpeHMUsA. B mnpousBepeHusx
KyJIbTYpPbl BOIUIOIIEHO CaMO COObITHE IpPOM3BeJeHHUs ObITUSA (CJIOBA,
00pa3a, CMbIcja) U3 HEOBITUS, pOXKAEHUe MUpa — OBbITUS IpPeaMeTOB,
/e, O6bITUA MBICJAM - M3 Xaoca MaTepuasioB, MJOCKOCTH MOJIOTHA,
CMelleHUsI Kpacok, puocopCKuX yMo3akarueHun». [11, 106]

KynbTypa Kkak ObITHe, YCTpeMJIeHHOe K JUajJory KyJbTyp H
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obpeTralollee B HeM COOCTBEHHOEe CMBICJIOBOe OBbITHe, BOIJIOLIAETCS B
cbepe mnpousBeneHud (He OPOAYKTOB uau opyauit) [3, 4] Toabko
coCpefiloTOYEeHHasl, BOIUIOIEHHAss B IPOU3BEJEHUU KYJbTypa MOXET
ObITb MecTOM M $opMOH BO3MOXKHOTO Juasiora. CorsacHo B.C. Bub.sepy,
«1wboe  mpousBeJeHue ecTb ¢opma, dopmupyomas (a  He
HHbOpMUpYIOLasi) CBOEro 3puTesis, cOyTHuUKa». [4, 176] «Kysabtypa
3peHus1, CJIyxa, MbICJM He INPOCTO HX “pasBUTOCTb’, HO BHYTPEHH:AA
MHOTOCYO'bEKTUBHOCTh M JUAJIOTHUYHOCTb». [4, 311] «IlpousBegeHue
KyJIbTYpbl €CThb BCerjla BHOBb ObITHe-HAa4MHAHHE, ObITHE-BO3MOXXKHOCTD,
OHO TpebyeT «HCIOJHEHHS», He TMPOCTO BOCIPOU3BeJEHHUs, a
cotBOopuecTBa». [11, 106-107]

MHOrOMepHOCTb OBITHA TaHLA MPOSBJASAETCI B JUajore MexIy
Pa3HbIMU KYJbTYPHBIMU MUPaMU. U «3Ta pa3HOCTb 0GpeTaeT eJUHEHHE B
JINKaxX KpacoTbl MHOECTBEHHOCTH XopeorpadpuyecKux HampaBJIeHUH,
BHOCSIIUX YYBCTBO TrapMoHHU». [9, 29] l'apMoHHA B Xy[L0KECTBEHHOM
NpOM3BeJIeHUU eCTb HEeKHM HWHJUKAaTop 6eCKOHeYHOCTHM M L eHHOCTH
JHasiora pa3HOHANpaBJIEHHBIX KYJbTypPHbIX MHUPOB. [apMOHHUS TesecHOU
HaJUTPbl [JIBMOKEHHH - HeoOXOJAMMBIA KOMIIOHEHT MpH CO3JaHUHU
TaHIeBaJbHOr0 00pas3a, CoJeprkalller0 HOBbIM 3CTETUYEeCKUH TeseCHbIN
OmbIT. «fI3BIK TaHI@ B KaYecTBe CHUCTEMBI, COCTOSILIEd U3
MOTEHLMAJBHBIX M AKTyaJIbHBIX CTPYKTYp, MOCPEACTBOM MJIACTUYECKOTO
JBM)KEHHS OTpakaeT CMbIC] pedIeKCHBHOTO ONBITA YesJOBeKa, NPU 3TOM
MCTOYHHUKOM U pe3yJIbTaTOM BBbIPaKEHUsS CMBICJIA CAYKUT MaTepuas
TaHIIa — YeJIOBeYeCKoe TeJio». [5, 156]

O MHOTOJIMKOCTH TaHIla MOXHO TOBOPUTb OeckoHeuHo. TaHel- 3TO
HeYTo MeTapu3nvyecKoe, HAZABPEMEHHOE, IepepacTamliee B BEYHOCTb.
«TaHer, ecTb SIBJIEHHOCTb CaMbIX IJIO0AJbHBIX INEepeMeH B CO3HAHUHU
MHUPOBOH KyJbTYpbl. KyJnbTyphl, npeTepneBlied U3MeHeHUs Yyepe3 CTUIU
Pa3HBIX 310X, HO COXpAaHUBIIEH HENpexXoZslye KJacCUIeCKHe LEHHOCTH.
LleHHOCTH, BOIUIOIEHHBbIE MOCPEACTBOM XY/ 0’KECTBEHHOTO MaTepHaJia B
KOHKPETHBbIX BUJAX UCKyccTBa». [8, 146] W Takue LIEHHOCTH, CO BceH
OYEBU/JHOCTBIO TPAHCJIUPYIOTCS 4Yepe3 CTOJETHS B KOHTEKCTE JuaJiora
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THE DIVERSITY OF DANCE IN THE DIALOGUE OF CULTURES

Abstract

The article considers the existence of two phenomena - dance and dialogue. The nature of
dance art and the role of dialogue in the formation of cultural worlds are analyzed. It tells
about the variations of the dance language in the formation of a holistic choreographic image,
emphasizes the diversity of dance styles that unite eras.

Key words
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Dance and dialogue as two forms of the duration of human existence,
as two complementary phenomena, have existed since the birth of human
communication. The nature of dance a priori includes elements of both
internal dialogue and dialogue with external objectivity. In fact, the entire
human culture is born, updated, transformed in the process of formation
of various activities that affect both everyday life and areas, for example,
scientific, technical and artistic research.

The subject of our consideration is "His Majesty the Dance" with its
diversity, stylistic features. Dance broadcasts one of the important
functions - to unite many cultures through a special plastic-musical, bodily
language. This association can only take place in the context of a dialogue
of cultures, revealing in them the flavor of traditions and innovations of
choreographic art.

Choreography is a form and a means, a universal language for
understanding. Finding and expressing one's face in the modern stylistic
space of choreographic art is sometimes not easy. The search for
definitions of the very concept of dance, choreographic art, which has its
own unique history, comes to the rescue. “Choreographic art or
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choreography (from the Greek word yopeia - round dance and ypd@w - to
write down) is considered as the art of composing, the stage performance
of a dance. The term "choreography" itself appeared around 1700. for the
name of the system of description (shorthand) of dances, later this
concept began to be applied to the art of dancing”. [6, 189]

It is obvious that the history of the origin of the dance is quite ancient.
At the time of its origin, the archaic dance had its own kinetic pattern. And
this naive dance pattern gave rise to a special primitive face, framed by
ritually colored movements. The archaic culture itself, in which dance was
one of the first ways of dance vocabulary, assumed the beginning of a
dialogue of human culture with its subsequent achievements in the plane
of choreographic thinking.

It is known that the methodology of the interaction of cultures, in
particular the dialogue of cultures, was developed in the works of M.M.
Bakhtin. Dialogue, according to M.M. Bakhtin, is "the mutual
understanding of those participating in this process, and at the same time,
the preservation of one's own opinion, one's own in another (merging
with him) and maintaining distance (one's place)". [2, 430] Dialogue is
always dynamics, communication, development, interaction.

Dialogue in dance is an artistic form of interpenetration of the dancers'
plastically positioning bodies, illustrating the eventful nature of the
choreographic text. Dance is dialogic, just like culture is dialogic. The
effect of dialogue in dance is achievable through the perception and
knowledge of its aesthetic essence. The beauty of dance lines is valuable in
itself. The aesthetic side of the dialogue of cultures, in our opinion, can be
manifested through the prism of moral values that find life in the good
deeds of people. “Dialogue is not a means, but an end in itself. To be means
to communicate dialogically. When the dialogue ends, everything ends.
Therefore, the dialogue, in essence, cannot and must not end”. [1, 433] The
source of the life-affirming power of different cultures lies in the ability of
one culture to master the achievements of another. “An alien culture
reveals itself more fully and deeper only in the eyes of another culture...
One sense reveals its depths, having met and touched another, alien
sense... between them begins, as it were, a dialogue that overcomes the
isolation and one-sidedness of these meanings, these cultures ... With such
a dialogic meeting of two cultures, they do not merge and do not mix, but
they are mutually enriched". [2, 354] A wonderful expression - "the
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meeting of two cultures” - is refracted in a special way in the art of dance,
when there is a dialogue between its different stylistic trends, which
enrich the choreographic vocabulary with plastic coloring.

The dance "thought" is embodied through the body of the dancer.
Choreographic vocabulary acquires meaning through the spiritualization
of the performer's physicality. Body language is a way of constructing
choreographic compositions. The dialogue of body and spirit in dance is
the essence of rhythmoplastic thinking when creating choreographic
images. “Dance as a form of artistic communication is a space for the
embodiment of the synthesis of different cultures, primitiveness and
modernity, sacredness and looseness, hint and openness, self-sufficiency
of gesture and sculptural “flesh”, musical “fabric” and the existence of
movement through rhythm”. [7, 139]

Dance is one of the artistic forms of culture, in which the aesthetics of
human existence is represented in the plasticity of spiritualized
physicality. The body of the dancers "speaks" the language of the body,
both, for example, in classical ballet and in folk stage dance, which reflects
the character, national identity, and traditions of diverse -cultures.
Exploring the theme of the diversity of dance in the dialogue of cultures,
one cannot but touch upon the fact that “the continuation of new trends in
the world of choreography is the continuation of a dialogue with the
traditions of ballet art, in which dance appears as a unique way of creating
artistic reality through the kinetics of the human body. The body, the
aesthetic design of which is a reflection of the choreographer's artistic
intention". [10, 38]

Dance is an aesthetic experience conveyed by body language. “He is
the source and result of the artistic thinking of the author-performer. The
centuries-old history of dance culture includes various manifestations of
the aesthetic transformation of the human body. A body doomed to give
rise to variations of artistic expressiveness”. [10, 38]

Expressiveness is one of the key issues of choreographic art. It is
woven into the content of artistic thinking and finds a way out in the
structure of a holistic work, be it a ballet performance or dance
improvisation. In our opinion, expressiveness in dance can act as an
element of aesthetic dialogue within a piece of dance art. The question of
expressiveness brings us closer to understanding dance as a way of the
aesthetic existence of the body in the context of artistic space.
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In dance as a form of artistic culture, the ideas of the choreographer
are realized through the construction of a plastic bodily image, the
existence of a choreographic image is being accomplished. Dance
generates a new world of being, in which the manifestation of the
aesthetics of the body is positioned, inducing emotions when perceiving
an artistic action. In the forms of culture (in our case, dance) the essential
self-reference of human existence is embodied and improved. “In them, a
person returns, is thrown back to the originality of his own and world
existence. In the forms of art, philosophy, morality, God-consciousness, a
person removes the figures and images of vision, hearing, understanding,
experience of being that have formed, merged with his existence, invisibly
dominating in his life world: impersonal schemes of communication,
evidence that is self-evident, standards of ethical decisions. , the
mechanicalness of the cult... It becomes obvious that the world of culture
is the world every time for the first time, the world in a state of
emergence, first creation. In the works of culture, the very event of the
creation of being (word, image, meaning) from non-existence, the birth of
the world - the existence of objects, people, the existence of thought - from
the chaos of materials, the plane of the canvas, the mixing of colors,
philoso phical conclusions is embodied". [11, 106 ]

Culture as a being, striving for a dialogue of cultures and acquiring its
own semantic being in it, is embodied in the sphere of works (not
products or tools). (3, 4) Only a concentrated culture embodied in a work
of art can be a place and form of a possible dialogue. According to V.S.
Bibler, “any work is a form that forms (rather than informs) its viewer,
companion”. [4, 176] “The culture of vision, hearing, thought is not just
their “development”, but internal multi-subjectivity and dialogism”. [4,
311] “The work of culture is always again being-beginning, being-
possibility, it requires “execution”, not just reproduction, but co-creation”.
[11,106-107]

The multidimensionality of the existence of dance is manifested in the
dialogue between different cultural worlds. And "this difference finds
unity in the faces of the beauty of the plurality of choreographic directions
that bring a sense of harmony". [9, 29] Harmony in a work of art is a
certain indicator of the infinity and value of the dialogue of
multidirectional cultural worlds. The harmony of the bodily palette of
movements is a necessary component in creating a dance image that
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contains a new aesthetic bodily experience. “The language of dance as a
system consisting of potential and actual structures, through plastic
movement, reflects the meaning of a person’s reflexive experience, while
the source and result of the expression of meaning is the dance material -
the human body”. [5, 156]

One can talk endlessly about the diversity of dance. Dance is
something metaphysical, transtemporal, growing into eternity. “Dance is a
manifestation of the most global changes in the consciousness of world
culture. A culture that has undergone changes through the styles of
different eras, but retained the enduring classical values. Values embodied
by means of artistic material in specific types of art" [8, 146] And such
values are clearly transmitted through the centuries in the context of the
dialogue of cultures.
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B.B. KAHJAMHCKM Y K.C. IETPOB-BO/IKHH:
JAUAJIOT TEOPUU U ITIPAKTHUKH

A6cmpakm

«Kynanue kpacHoro koHsi» K. IleTpoBa-BojgkuHa HefapoMm cyuTaeTcss OAHOH M3 caMbIX
3HAaKOBBIX KapTHH pycckoro MckycctBa XX Beka. 3a BpeMs, Ipollejilee C MOMeHTa ee
co3JaHusl, UHTepIpeTallud 3TOH HEOJHOKPAaTHO MEHSJIUChb: B COBETCKOe BPeMs CYUTaJIOCh,
4YTO Xy/JOXHMK NpeJdyBCTBOBA/ PEBOJIIOLMIO, U HMEHHO NMO3TOMY CJieslajl TaKOH aKIL[eHT Ha
KpacHOM LBeTe. B moc/jiegHue roAbl TeMa NpoOpoOYECKOro MpeABUJEHUA XYJ0KHUKA OTOLIJIA
Ha BTOPOH IJIaH — CeTOAHS 6OJIblle FOBOPAT 00 MKOHOMHUCHBIX TPAJUIHAX, KOTOPble MOXHO
yBUJIeTb B KapTHHe. B To ke BpeMs, yMecTHO TOBOPUTb 0 TOM, 4To «KynaHue kpacHoro
KOHA» fABJIAeTCA »KUBONUCHBIM 0TBeTOM K. [leTpoBa-BojkuHa Ha Te3ucChbl, U3J103KeHHble B.B.
KaHaMHCKUM B ero nporpaMMHoO# pa6oTte «O JyXOBHOM B MCKycCTBe». B HacTosimieil ctaTbe
paccMaTpUBaeTCs CBOEOOpa3HbIM AMANOr MEXAY ABYMs KpYIMHEHIIMMU OTedyeCTBEeHHBIMU
XyJ0KHHKaMH XX Beka.
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OJIHMM M3 KpPYNHEeNUIUX MpPOU3BeJeHUN Pycckol »kuBonucu XX Beka. JTa
KapTHHa CTaJla IOBOPOTHOM B ero Xy/l0’KeCTBEHHOM Kapbepe: IocJie TOTO,
KaK OHa OblI1 MpeJCcTaBjeHa MNy06JUKe, OTHOIIEHHE XyJ0XKEeCTBEHHOMU
00111eCTBEHHOCTH K >KMBONUCLY IPUHLUNNAIBHO U3MEHUJIOCD.

B 1910 roay, 3a ABa roaa Ao nosiBaeHus «KynaHuhsi KpacHOro KOHSI»,
W.E. PenuH kpaliHe HeraTMBHO BbICKa3bIBaJicA O pabortax IleTposa-
BoakuHa. B OTKPBITOM [IUCbMe «Kputukam HCKYCCTBa»,
ONyO0JIMKOBAHHOM B JKYpHaJie «ANOJIOH», PelnuH, B 4aCTHOCTHU OTMevast:
«fl He pa3 BuAes ynpaxHeHuda B xxuBonucH [lerpoBa-Bogkuna... OHM Tak
6e3BKYyCHbI, 06e3rpaMoTHbI, GecCcMbIC/IeHHBl... 1 Temepb, Ha BbICTaBKe...
ONATH lieJlagd KOMHAaTa C KOpHJOpaMH HaloJIHEHAa BO3MYyTHUTEJbHBIM
6e306pa3reM 3TOro Hey4ya... FICHO TOJIbKO B 3TUX HEBO3MOXKHBIX /A IJa3
6e3/lapHbIX MaJleBaHUAX OJHO: 3TO — pabbda Aylia. ITOMy 6e3rpaMOTHOMY
paby cayuusoch yBUJETb [BYyX B3OUTBIX MNapUXKCKOW pekJaMoi
HaxalbHbIX HeZoydek [oreHa u Marucca. HeBexxecTBeHHBIH pa6
CMEeKHyJ, 4YTO M OH TaK MOXeT HaManeBaTb. Emle Obl, BCAKUHI
NOJIyTPaMOTHBIM JBOPHUK HaMaJlloeT ellle noboiyee, eCiM eMy BHYLIUTD:
BaJIsik, GpaTell, 1M03abOpHUCTeH, - 4TO B roJioBy B36pexet!. BoTr Tebe
KPAaCKH{ ¥ KHUCTH... /l0BOJIbHO, He CTOUT CJIOB». [4]

Kak oTmewaer A. UnmonutoB B cTaTbe «M36paHHUK ANOJJIOHAY,
«"Kynanue KpacHoro KoHs" OBbLIO NOMELIeHO HaJ, BXOAHOW [JBepblo
BbICTABKM 00beAuHeHHUssT "'Mup wuckycctBa" B 1912 rogy wu
BOCIIPUHMMAJIOCh KaK 3HaMsl 3CTETCTBYIOLIEH HMHTE/JINTEHIUU B Gopbbe
IPOTHUB MpOTYXIIero peajusMa M OTBS3HBIX OeclpeJMeTHUKOB. ..B
nosoTHe IleTpoBa-BojkrHa okasajicl JOCTUTHYT CHHTe3 NPOLILJIOTO U
HAaCTOSIILEro, yKa3blBalOIIMK Jopory K Oyayuwemy. [laoso Ydemno wu
HOBropo/iCKasl MKOHOINHKCb, TO €CTb KJaccuyeckass eBpoIneickas M
KJacchyeckasl pycckasi JIMHUM, CJIWJHACb B Hepa3pblBHOe lieJioe,
NO/ABEPIJIMCb  MAaTUCCOBCKOM  apaHXXMpPOBKe U  MNpPEeBpPaTUJIWUCh B
HeoOblYallHO  BbIpa3uTe/JbHOE BbICKa3blBaHWe, TJle TpoOllJIoe He
npejaercas aHadeMe, HO B TO e BpeMsl pPa3JM4UMbl WU HOTHI
npopodecTBay. [2]

Oznako mno3zxe W.E. PenuH W3MeHWJ MNO3ULUIO B OTHOLIEHUU
TBOpuecTBa [leTpoBa-BogkuHa. YBuzeB Ha BbicTaBKe «KynaHue KpacHOTO
KOHfI», [,0JITO MOJi4a CTOSIJ1 y 3TOTO MOJIOTHA, @ MOTOM pPe3IOMHUPOBAJI:
«TananTtuie..» B coBeTckoe BpeMsi CYUTANOCh, YTO XYJO0XKHUK
IpeJ4yBCTBOBAJ PEBOJIIOLUIO, U UMEHHO [I03TOMY CZeJsiaj]l TaKoM aKLeHT
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Ha KpacHOM IiBeTe. B nocyielHUe ro/ipl TeMa NPOPOYECKOT0 NpeABUIeHHUSA
XyJIO)KHUKA OTOLLJIa Ha BTOPOM IJIaH - CerojHs OoJblie TOBOPAT 06
HMKOHOIHUCHBIX TPAAHUIUAX, KOTOpble MOKHO YBU/IETh B KapTHUHe. B To e
BpeMs, BIOJIHE JONYCTUMO FOBOPUTB U O TOM, 4TO «KymnaHue KpacHOro
KOHSI» MOXEeT BOCIPUHUMAThCS, KakK cBoeobOpasHblii juasor K.C.
[TeTpoBa-BogkuHa u B.B. KanguHckoro.

C 27 pexabpa 1911 mo 5 gauBapa 1912 rr. B CaHkrt-IleTepbypre
MPOBOJUJICS Bcepoccuiickuit Cbe3[], XyJO0KHUKOB, OJHUM u3
OpraHU3aTOpPOB KOTOPOTO OblI XYJOXKHUK, TEOPETHK aBaHrap/a,
¢unocod H.M. KyabbuH. B pamMmkax cbe3jja OH 3auuTa] TeKCT KHUTrK B.B.
Kangunckoro «0 JAyXOBHOM B MCKYyCCTBe», B TOT MOMEHT ellle He
usgaHHod. Kak ormevaeTr, H.5.ABTOHOMOBa, «COXpaHMBILIAACA PYKONHUCH
KHMIM Ha HeMenkoM s3bike "Uber das Geistige in der Kunst" gaTupyercs
aBryctoM 1909. Ho BunepBbie kHura "O AyXOBHOM B HCKycCTBe" G6bLia
u3gaHa B jgekabpe 1911 (c pgatoit 1912) B MIOHXEHCKOM H3/aTeJIbCTBE
Paitnxapaa Ilunepa. B ciaepyromem, 1912, BbiLIM B CBeT ellé JBa
JIONIOJTHEHHBIX HEMENKHUX H3JaHHUA. YCIexX KHUTHM ObLI OrPOMHBIH, eé
cYMTaM "eBaHreMeM UCKyccTBa XX Beka''».[1]

B sTtoM nporpammHoM o¢unocodpckom couynHeHuu B.B. KaHauHckuii
W3JlaraeT CBOM B3IVISbl Ha pa3BUTHE COBPEMEHHOIO HCKYCCTBA H
bopMyIMpyeT COBCTBEHHYIO XY/10KECTBEHHO-3CTETUYECKYI0 KOHIEMIUIO.
Pasmbliiasa o cBo60/ie U3MeHEeHUs »KUBOMUCHBIX GOPM U O POJIM LiBETa B
XyZ0’)KeECTBEHHOM Tpou3BeZieHnH, KaHIUHCKUI OTMeYaeT, 4TO «KpacHas
Kpacka CyLleCTBEHHO HW3MEHHUT CBOI BHYTPEHHIOI0 CYLIHOCTb, €CJIU
yHoTpeOUTb ee He M30JIMPOBAaHHO M He KaK abCTpPaKTHBIM 3BYK, HO KakK
3JIeMEeHT KaKOro-HHUOY/Jb CyIIecTBa, T. €. e€CJd OHa OyAeT cBs3aHa C
KaKoU-HUOYyAb popMoi mpupoabi». [3]

Jlajlee OH NPUBOJUT NpHMepbl eCTECTBEHHOIO «CyMMHPOBAHUS»
KpPacHOro C pa3JMYHbIMU TNPUPOJHBIMU QopMaMu: € HeboOM, C
YyeJOBEYEeCKUM JIMIOM, C 1iaTtbeM U T.JA. I[logo6bHeiM ¢dopmam
IPOTHUBOINOCTABJISETCS «COBEPIIEHHO MHOM CJydyall — KpacHas JIOIaJb».
[3] Tlo MHeHuI0 aBTOpa, «eCTeCTBEHHas HEBO3MOXXHOCTb KpacHOH
JIOIIAAN TOBEJIMTEIBbHO TpebyeT MoJ0GHOH Ke HeeCTECTBEHHOH Cpejibl, B
KOTOpYI0 IIOCTaBJeHa OyZeT 3Ta JiowlaJb. VMHaye obliee Bo3jelcTBHE
MOXeT JIN60 yHOAOGUTBHCA Kypbe3y (3HAUWUT, JIMLIb IIOBEPXHOCTHOE U
HEeXyZl0’)KeCTBEHHOE BO3/eHCTBUE), MO0 SBUTHCA HEyAAaYHO 3aJyMaHHOH
CKa3KoM (3HAuUUT, OOOCHOBAaHHBIM Kypbe3 C HEXYI0KECTBEHHbIM
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Bo3aencTBueM)». [3] Eciu ke nomoGHyr ¢GaHTACTUYECKYH JIOIaJb
NOMECTUTb B peasJibHbIM MeH3aX, TaKoe MpPOTUBOpeYrMe CO03J4acT
JUCCOHAHC, KOTOPBIM, B CBOIO oOdYepenb, He OyAeT CIOCOOGCTBOBATH
BO3HUKHOBEHUIO KaKOT0-JUO0 4yBCTBa, 3CTETUYECKOTO NEepeXUBaHUA Y
3pUTEJIS.

Ucxops us toro, uto K.C. [leTpoB-BogkuH 6bl1 3HAKOM ¢ ugesmu B.B.
KanauHCcKOro, MOXHO NpEeANOJIONKUTb, YTO OHHU CTajJu [JAJs Hero
CBOEOOpA3HBIM  TPUITEPOM: €ro  «HeObIBaJbli» KpPACHBIA  KOHb
OKa3bIBaeTCs MOMeEIleHHbIM B abCOJIIOTHO peasibHbIM meiszax. Cyasa mo
BOCTOPXKEHHOM peakUuu NyO6JUKH, XYAOXKHUKY VAaJoCh J0Ka3aTb
HECOCTOSITeJbHOCTb Te3uca KaHauHckoro.

CtouT 06paTUTh BHUMaHHE ellle Ha OJUH NMpUMedyaTeJbHbIi MOMEHT.
B.B. Kangunckuii nucan o ToM, 4yTo «"HeHaTypasbHble" mnpegMeThl U
COOTBETCTBEHHble WM KpPACKH MOTYT JIETKO MOJYYUTb JIUTEPATYPHBIN
NPU3BYK, €CJIM, HalmpuMep, KOMIIO3UIMsS BbI3OBET BIeYaTJIeHHE CKa3KH.
JTOT ciaydyaill mepeHOCUT 3puTesss B aTMochepy, KOTopasi, SIBIASASACH €My
CKa304YHOHW, UM BIIOJIHE W MPU3HAETCH, BCAEJCTBUE 4Yero oH 1) wuier
¢abyaibl, 2) menaeTcs HEYYBCTBUTEJNBHBIM WJIM MaJIOYYBCTBUTEJNbHBIM K
YHUCTO KpacouyHoMy Bo3gelcTBuo». [3] Ho B ciaydae c «KynmaHuem
KpPacHOTO KOHSI» UMEHHO YMCTEWIIUN aJiblil LIBET, KOTOPbIH KaXKeTcs elle
fbosiee SAPKUM Ha KOHTpACcTe CO CAEepPKAaHHO-NMPOXJAJHBIM I[BETOM
neisaka M 30JI0TBIM TeJIOM IOHOIIM-BCAaJHUKA, HE NPOCTO IpHUBJIEKAET
BHHMaHWE, HO OYKBaJIbHO THUIHOTU3UPYET 3pPUTEJSI, KOTOPbIA He HILEeT
KaKoW-1160 ¢abysibl MOBECTBOBaHUS. BHe 3aBUCHMOCTH OT TPAKTOBKHU
KapTUHbI, OHa BOCIPHHUMAETCS NPEeUMYLeCTBEHHO, KaK CUMBOJIMCTCKOE
npou3BeJleHue, JINIIIEHHOE MOBECTBOBATEbHOCTH, B 1eJioM,
XapaKTepPHOU [AJjis1 abCOJIIOTHOTO OOJIBIIMHCTBA KapTHUH OTe4YeCTBEHHBIX
»)KUBomnucleB. BesycioBHO, momnbiTKa yBUJeTb B «KymaHuu KpacHoro
KOHSI» CBOEOOpa3HbIM [OHUaJiOr [JBYX 3HAMEHUTBIX XYAOKHUKOB He
OTMeHsIeT TPAJUIUOHHBIX WHTEPHpeTalid 3TOro IieJleBpa, HO JIMIIb
pacuvpsieT mnoJie JJisi aHaJIU3a.
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Abstract

Bathing of the Red Horse by K. Petrov-Vodkin is not without reason considered one of the
most iconic paintings of Russian art of the 20th century. Over the time that has passed since
its creation, the interpretation of this one has changed several times: in Soviet times, it was
believed that the artist foresaw the revolution, and that is why he made such an emphasis on
red. In recent years, the theme of the artist's prophetic foresight has receded into the
background - today we are talking more about icon painting traditions that can be seen in the
painting. At the same time, it is appropriate to say that “Bathing the Red Horse” is K. Petrov-
Vodkin's pictorial response to the theses set forth by W. Kandinsky in his program work On
the Spiritual in Art. This article discusses a kind of dialogue between the two largest Russian
artists of the twentieth century.
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Bathing of the Red Horse, a painting that is called one of the largest works
of Russian painting of the 20th century. This picture became a turning
point in his artistic career: after it was presented to the public, the attitude
of the artistic community towards the painter changed fundamentally.

In 1910, two years before Bathing of the Red Horse appeared, 1.E. Repin
spoke extremely negatively about the works of Petrov-Vodkin. In an open
letter to Critics of Art, published in the Apollo jour, Repin, in particular,
noted: “I have seen Petrov-Vodkin’s exercises in painting more than once...
They are so tasteless, illiterate, meaningless... And now, at the exhibition...
again, a whole room with corridors is filled with the outrageous ugliness
of this ignoramus... Only one thing is clear in these mediocre painting,
impossible for the eyes: this is a slave soul. This illiterate slave happened
to see two impudent half-educated Gauguin and Matisse beaten up by a
Parisian advertisement. The ignorant slave realized that he could paint
like that. Still, every semi-literate janitor will paint even more poignantly
if he is instilled: go ahead, brother, pick up - whatever comes into your
head!.. Here are paints and brushes ... Enough, not worth the words”.[1]

As A. Ippolitov notes in his article The One Chosen by Apollo: “Bathing
of the Red Horse was placed above the entrance door of the exhibition of
the “World of Art” association in 1912 and was perceived as a banner of
the aesthetic intelligentsia in the struggle against rotten realism and loose
non-objectives. In the canvas of Petrov-Vodkin, a synthesis of the past
and the present was achieved, showing the way to the future. Paolo
Uccello and Novgorod icon painting, that is, the classical European and
classical Russian lines, merged into an inseparable whole, underwent a
Matisse arrangement and turned into an unusually expressive statement,
where the past is not anathematized, but at the same time, the notes of
prophecy are distinguishable.” [2]

LE. Repin later happened to change his view on Petrov-Vodkin’s
works. Having seen Bathing of the Red Horse exposed he stood silently
before this canvas for a long time, and then summarized: “A great talent ”
The painting was interpreted many ways: truly, it happened to live several
“lives”. The well-known at the beginning of the 20t century poet Rurik
Ivnev dedicated a poem to the artist, in which he wrote with admiration
about “a blood-red horse, striving towards the waves of the sea, with a
languishing youth on a convex back.” In Soviet times, it was believed that
the artist foresaw the revolution, and that is why he made such an
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emphasis on red. In recent years, the theme of the artist's prophetic
foresight has receded into the background - today we are talking more
about icon painting traditions that can be seen in the picture.

At the same time, it is quite acceptable to say that Bathing the Red Horse
can be perceived as a kind of dialogue between K. Petrov-Vodkin and W.
Kandinsky. From December 27, 1911 to January 5, 1912 in St. Petersburg,
the All-Russian Congress of Artists was held, one of the organizers of
which was the artist, avant-garde theorist, philosopher N.I. Kulbin. As part
of the congress, he read out the text of the book by W. Kandinsky On the
Spiritual in Art, at that time not yet published. As N.B. Avtonomova notes,
“the surviving manuscript of the book in German Uber das Geistige in der
Kunst dates from August 1909. But for the first time the book On the
Spiritual in Art was published in December 1911 (with the date 1912) in
the Munich “Reinhard Pieper” publishing house. The following year, 1912,
two more supplemented German editions were published. The success of
the book was enormous, it was considered "the gospel of the 20t century
art."” [1] In this programmatic philosophical work, W. Kandinsky sets out
his views on the development of contemporary art and formulates his
own artistic and aesthetic concept. Reflecting on the freedom to change
pictorial forms and the role of color in a work of art, Kandinsky notes that
“red paint will significantly change its inner essence if it is used not in
isolation and not as an abstract sound, but as an element of some creature,
i.e. if it is connected with some form of nature”.[3]

He goes on to give examples of the natural "summation" of red with
various natural forms: with the sky, with a human face, with a dress, and
so on. Similar forms are opposed to "a completely different case - a red
horse". [3] According to the author, “the natural impossibility of a red
horse imperatively requires a similar unnatural environment in which this
horse will be placed. Otherwise, the overall impact can either become like
a curiosity (which means only a superficial and non-artistic impact), or be
an unsuccessfully conceived fairy tale (which means a justified curiosity
with a non-artistic impact)”.[3] If such a fantastic horse is placed in a real
landscape, such a contradiction will create dissonance, which, in turn, will
not contribute to the emergence of any feeling, aesthetic experience in the
viewer.

Based on the fact that K. Petrov-Vodkin was familiar with the ideas of
W. Kandinsky, we can suppose that they became a kind of trigger for him:
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his “unprecedented” red horse is placed in an absolutely real landscape.
Judging by the enthusiastic reaction of the public, the artist managed to
prove the inconsistency of Kandinsky's thesis.

It is worth paying attention to one more remarkable moment. W.
Kandinsky wrote that ““Unnatural” objects and their corresponding colors
can easily get a literary overtone if, for example, the composition evokes
the impression of a fairy tale. This incident takes the viewer into an
atmosphere that, being fabulous to him, is fully recognized by him, as a
result of which he 1) looks for plots, 2) becomes insensitive or insensitive
to purely colorful influences”. [3] But in the case of Bathing of the Red
Horse, it is the purest scarlet color, which seems even brighter in contrast
to the restrained cool color of the landscape and the golden body of the
young horseman, that not only attracts attention, but literally hypnotizes
the viewer, who is not looking for any storytelling plots. Regardless of the
interpretation of the picture, it is perceived mainly as a symbolist work,
devoid of narrative, in general, characteristic of the vast majority of
paintings by Russian painters. Of course, the attempt to see in Bathing of
the Red Horse a kind of dialogue between two famous artists does not
cancel the traditional interpretations of this masterpiece, but only
expands the field for analysis.
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JTto CroeudscaHb>°

CPABHUTEJ/IbHBIY AHAJIW3 IBYX B3IJ/IA/I0B
HA UCTOPHIO 3CTETUKHA
(«<MCTOPUA AHTUYHOM 3CTETUKHU» A.®. IOCEBA
U «MCTOPUA 3CTETUYECKOM MBIC/IU» M.®. OBCAHHUKOBA)»

A6cmpakm

IAcretruka A.D. JloceBa u M.®. OBcIHHMKOBaA OKasaja 60Jibllloe BJHsSHHE Ha COBPEMEHHYIO
Poccuio u coBpeMeHHBIM MHUp. B wacTHocTH, nepeBoj «McTopuu pycckod 3cTeTH4ecKoH
MbIC/IM» OBCAHHUMKOBA HAa KUTANCKUH S3bIK KOCBEHHO MPUBEJ K «3CTETUYECKOMY NOBOPOTY
K J)KM3HM» B COBPeMEHHOM KUTalCKOM scTeTHKe. B JaHHOMU cTaTbe 3T /iBe BaXKHble BepCUU
HUCTOPUU 3CTETUKH PAacCMATPUBAIOTCS B PeXHMMe CPAaBHUTEJLHOIO aHAJ/IM3a, YTOObI MOHATh
XapaKTep TEeOPeTHYECKHUX PAas/JIMYUM B3IJIAI0B 3THUX KJKOYEBBIX aABTOPOB COBETCKOIO
Nepuo/ia POCCUMCKON 3CTETUKH HAa UCTOPHIO 3TOU JUCIUIJINHEL.

Kawuessle ci106a

A.®. JloceB, M.®. OBCIHHMKOB, 3CTETHKAa KaK LeJIOCTHas CHCTeMa 3HaHWS, HCTOpPUS
3CTETUKH, pOCCUHCKasA 3CTETHUKA.

I OHmMos02uA U 3cmemuKa 8 CUHXpOHU3ayuu: nodxod A.®. Jlocesa
K npo6emam scmemuku

Ipyauuusa A.®. JloceBa Obliaa ype3BblYalHO ob6LIKMpHA. Kaxkzabid, KTO
XOTb B MaJieHlleld CTENeHU CONMPHUKACAETCS C ero TPyAaMH, Ipex/e BCero
OlllyIlaeT OGIIMPHOCTb M IVIYOMHY ero HayyHoro MbliuuieHus. 06 3aTom
CBUZETEJNbCTBYIOT caMu HMeHa ouinocodoB U GUIOCOPCKUX IIKOJI,
KoTopble OH u3ydas: [ludarop, 'epaknut, [lemokpur, IlnatoH, [lnoTus,
ApryctuH, Bosnuii, ®oma AkBuHckuil, Hukosait KysaHckuii, ®uduHo,
BpyHo, ®uxte, KanT, l'eresb, llennuur, llloneHraysp. 3Ta 06MMUPHOCTh
ompe/iesisieT U ero UHTepec B 06JIACTH JIMTEPATYPhl K JpeBHErpeYecKoi

50 JTo CroeuscaHb - acmupaHT Kadeapbl 3CTeTHKU dusocopckoro dpakysbrera MIY uMeHu
M.B. JloMoHOCOBa, 4JieH pefakuMoHHOW Kosuternu AU. Tematudeckass naveas 1. 3-moyra:
LXuezhen@outlook.com
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Tpareguy, [lante, MuabToHy, lere, Baiipony, HMb6ceHy, a B ob6sacTtu
My3bIKM - K bBaxy, Barnepy, Ultpaycy, CkpsiouHy. B o6jactu Teopuu
f3bIKa OH  MCCJef0Ba/l  pasjMyHble JIMHTBUCTUYECKHEe  MOJeJy,
aHaA/IM3UPOBAJ IPaMMAaTHYeCKUH CTPOM f3BIKOB, B3aMMOCBS3b f3blKa M
MBbIIIJIEHUST B UX €JUHOM HCTOPHUYECKOM pa3BUTHUH, (QOHETHUKY,
JleKcuKorpaduIo U rpaMMaTHKY Pa3IMYHbIX JPEBHUX SI3bIKOB. 1

«McTopuss aHTUYHOH 3CTETUKU» - KJ/IOYEBOH TPYA POCCUHCKOTO
acteTHkKa, ¢usocoda u 6orocsoa A.Q. JloceBa, KOTOPBIM Ha NMPOTSKEHHE
JleCATU/NeTHH ObLT H3BECTeH KaK Y4YeHbIH-3HLIUKJAONeAUCT. HaydHbIi
kpyroszop A.®. JloceBa oxBaTblBaJ JpeBHerpedeckylo o¢uaocoduio Hu
uctopuio ¢unocopuu B 11eJI0M, KOCMOJIOTHIO U OHTOJIOTHIO, $UI0CODUIO
My3bIKH, ¢usocodpuio MaTeMaTUKH, GUI0cOPHI0 A3bIKA, CUMBOJIA U 3HAKA,
KJaccuyeckyo  QUIIOJOTHIO, MHUPOJOrHI0, HCTOPUIO ICTETHUKH U
TeopeTHYEeCKHe BONPOCHI 3CTETHKH, 0 ITOBOJAY IOHMUMAaHWUA IpesMeTa
kotopoit y A.®. JloceBa Obl1a ocobas TO4YKa 3peHHUs, MyOJIMKaLUsS
KOTOPOU OCTaBUJIA IVIyOOKUH c/lef, B pOCCUMCKOM acTeTUKe (cM.: [14]).

Hanbosee BaxkHbIMM u3 o6mupHOro Hacaeaus A.D. JloceBa B
TEOpeTUYeCKOM OTHOIIEHUM U3 HHUX SABJAKTCA HCCAe[0BaHUA IO
mudosornu («BBesenme B MBI JpEBHETPEYECKOTO CHMBOJIM3Ma»,
«/uanektTuka Muda») U UcCTOpUM 3cTeTUKU («McTopusi aHTUYHOU
3CTETUKU», BOCbMUTOMHBIN Tpya). Haubosbiuee BausHue Ha A.®. JloceBa
okasan ¢unocod Bi.C. ConoBbeB, Ha Hero elle B TMMHA3UM NPOU3BEJU
BrieyatsieHHe nzaeu Co/oBbeBa O «IeJIbHOM 3HAaHUHU» U «EJJUHCTBE BCETO»
(BceepuucTBe). Hpesa efuMHCTBA BCero Cyuiero, XoJju3Ma cTaja AJjs
JloceBa TIJlaBHOW TOYKON CONPUKOCHOBEHHS] C aHTUYHON ¢unocoduei,
JJIsT KOTOPOM OH BIIOC/TEACTBUM HallleJl Ha3BaHHUE «3CTETHUKA OBITH»,
pycckoi ¢unocodpueld peJMrHO3HOTO MJleasM3Ma U CUMBOJIM3Ma, a TaKXKe
OCHOBOHM ero cob6cTBeHHOU ¢uiocodpCcKON MBICIHM, YACTO HU3JaraBlleiics B
BH/Jle 0COGOU TEOPETUYECKOW HHTEpHpeTaluy KOJJIM3UH MHOTOBEKOBOH
uctopuu ¢usocodpuu, U, B 0CO6EHHOCTH ee aHTUYHBIX UCTOKOB.2 B cBa3u
¢ 3TuM, U JloceB HUKOIZ]a 3TOTO He CKPbIBaJ, a B KOHIIE )KU3HU YKa3blBaJl
Ha 3TO HEOJHOKpPATHO, «MCTOpUS aHTHUYHOU 3CTETUKU» IpPeACTaBJsIa
co60ii He TOJIbKO HCTOPUKO-3CTEeTHYeCcKyr, HO U uiocodcko-
TeopeTHYeCKyl0 paboTy, mnpudeM 3HaYeHHe QUIOCODCKOH Teopuu
pa3BopayMBajJOoCh B 3TOM TpyJAe B caMOM (QyHJaMEHTAJTbHOM, Ipex/e
BCEro OHTOJIOTUY€ECKOM, aclleKTe.

[lepBbIl TOM 3TOro McCAe0BaHUSA ObLI OPUIMAIBHO ONYOJUKOBAH B
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1963 roay, 1 fo0 1994 ropa 6blIM U3JaHbl BCE BOCEMb TOMOB Ba)KHEMIIHNX
3CTETUYECKUX COYMHEHUH. B 3Toil o6mmpHOM Tpyze JloceB CUHTE3UPYeET
OPUHIMIBI  e€JUHCTBA 3CTeTHUKH, Juuocooun U MUPOJOTHHM TpHU
U3y4YeHUU [peBHerpedyeckod 3CTeTHKU. Ilpy 3TOM, HCHOJIb3yA
buocodPcKy0 OHTOJIOTHUUECKYIO JIMHEHHO-UCTOPUYECKYI0 IepCIeKTUBY,
OH CUCTeMaTH4yeCKU pa3pabaTbiBaeT M OLlEHMBAET OCHOBHblE KaTeropuy,
IIKOJIBbl, COZlep>KaHue U INpeJCTaBUTeNlell JpeBHerped4eckKod 3CTETHUKH U
IyTeM CUCTEMAaTUYeCKOM TeOopeTH4YecKOH PpEeKOHCTPYKLHUHM CO3JaeT
HOBBIU paKypcC U3y4YeHHUs JJpeBHerpe4eckon 3CTeTUKHU.

A.®. JloceB He TOJBKO PEKOHCTPYHUPYET 3CTETHYECKyl TpaJULUI0
paccMOTpeHHUs JApeBHerpeyecKoyl 3CTeTHKH, HO U COOTHOCUT NepHOJbl B
HUCTOPUH JpeBHErpedyecKkodl 3CTETUKU C ¢a3aMu MpOSIBJIEHUS CaMOTro
6piTHsA. OH HM3y4yas JApeBHerpevyeckylo KyJAbTypy Kak eJnHoe Lenoe. B
rojbl CcBoed HayyHoW JeaTenbHocth A.P. JloceBa HUKOrja He
CTMenuaJn3upoBaJICsl Ha TEOPeTHYeCKUX acneKTax KyJabTypbl. OJHaKo
IpOJyMaHHBIM B3IVIAL Ha KyJAbTYypy M THUIBl HCTOPUU KYJbTYpbl
IIPOHU3BIBAeT €ro McCJeJ0BaHUsA B 006J1aCTH JUTepaTypbl, MUPOJOTUH,
dusnocodpuy, JOTUKH, 3CTETUKH, UCKYCCTBA U A3bIKA.3 JTO CBSA3aHO C TEM,
4YTO /11 ApeBHerpedyeckodl KyJbTYPHOW TpaJMLUM XapaKTepHbl TaKue
3CTeTHYeCKHe IOHSATHSA, KaK LeJbHOCTb, 3CTeTHYecKoe IepexHBaHue,
peJqMruo3Hbld MU, BBIPA3UTENBHOCTb U T.J. BOIJIOLIAs TEM CaMbIM B
3CTeTHKEe OJHOBPEMEHHYI WHTerpalMi0 HHTYUTHBHOTO BOCIPUATHUS U
palMOHa/NbHOTO aHajJu3a KpacoTbl. [loaToMy oH GepeT 3a OTHpaBHYIO
TOYKY TECHYIO CBSI3b JIpEBHErpeyecKod KyJbTYpPbl U 3CTETHKH, CO3/aBas
TeM CaMbIM HOBBIH paKypCc H3y4eHHUs JpeBHErpeyeckoll 3CTeTHKH.
OueBupHO, yTo A.®. JloceB AEeMOHCTPUPYET 3JeChb SIPKO BbIPAXKEHHbBIN
cnenqupUIEeCKUN XapaKTep POCCUHCKON GUI0cOPUU KaK «IeJIOCTHOU» U
«3MIMPUYECKOM», B TOM 4HUC/Je U B TEOJOTMYeCKOM OTHOLIeHWU. B aToi
¢unocodun 3a opmoll, B TOM UHCIEe U TEOJOTU3UPOBAHHOTO
MPOUCXOXKAEHHUS, CKpbIBAaeTCs TJybokas 03a004YEHHOCTh CyAb60OH Bcero
yesjoBeyecTBa (YTO IpeKpacHO OblJIO NPOJEMOHCTPUPOBAHO B TakK
nopausiBuX Ha JloceBa Tpymax Bia.C. CosioBbeBa) B yHUIULMPYHOIIEH
WHAYCTPUAJbHOW IIMBUJIM3ALMHM, U 3TO, KaK HaM TIpPeACTaBJSETCHd -
TpajuLUs U CYTh POCCUICKOTO «crocoba puiocodpcTBOBaAHUA».3

A.®. JloceB B paboTe «HcTopusi aHTUYHOW 3CTETUKHU» HE TOJbKO
paccMaTpUBaeT pasJinyHble HCTOPUYECKHE COCTOSIHUSL 3CTETUKH, HO H
COOTHOCHUT €ee C pea/ibHOCTbI0 00IeCTBAa COOTBETCTBYIOLIEr0 BpeMeHHU U
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CBOMCTBEHHbIM €H COCTOSIHMEM 4YesioBedecKOH uuBHau3anuu. [lo ero
MHEHMUIO, ipeBHerpeyecKasl 3CTeTUKA - 3TO He TOJbKO Heo6X0JUMOCTb B
npolecce WCTOPUYECKOI'O Pa3BUTHS, HO U OTAeJbHbIM clienupuIecKui
Ipolecc MNpOsABJIEHUA 3CTeTUYeCKOW peaJbHOCTH KaK OT/eJIbHOTO
00'bEKTUBHO-CYO'bEKTUBHOTO MoJyca cyuiecTBoBaHUA. A.D. JloceB Takxke
OYeHb TOHKO BBIpA3WJ B KOCBEHHOW QopMe CBOM COOGCTBEHHBIE
COKpOBeHHble QUIOCOPCKHE HJIeH, KOTOpble ObLJIO TPYAHO, @ UHOTJAA U
Hebe30MacHO BbICKA3bIBaTh B COBETCKOE BPEMS SKCIIMLUTHO,5! B Apyrux
CBOMX TPyZax MO JpeBHErpeyecKOM 3CTETHKE B Y3KOM U B LIMPOKOM
cMbIciax (3Ty kiaccudukanuioo oH BBel B «McTopuu aHTH4YHOHU
acteTuku), o¢unocodpun wucropuu, ¢uaocopun sA3bika, MHUPOB, 1O
npo6JieMaTHKe CUMBOJIOB M 3HAKOB, yYeHHUs O LBETAX, XY/ 0’KeCTBEHHBIX
CTUJIAX U MY3bIKaJbHON BbIpasuTesbHOCTU. PaboTbl A.®. JloceBa BO
MHOIOM  CIIPCOGCTBOBAaJIM  BOCIIUTAaHUIO B  PoccuM  HeECKOJBKUX
IIOKOJIEHUH HHTEJJIEKTYaJ0B, KOXKAYLUMX HCTHUHBL. JTUM JIIOJAM ObLia
CBOMCTBEHHA YMO3pUTe/JbHasd IPOHULIATEJbHOCTb, MOCKOJbKY OHH
OCMEeJIMJINCh MPABUJBHO IOHATH IJIyOOKWE W YHCTble MBICJAU 3TOTO
¢unocoda.4

BcieactBue  MHOrOMepHOM UM HepacuJleHEHHOW TeopeTH4YecKo
CTPYKTYypbl JpeBHErpeyecKkol 3SCTETHUKH OHa CTaja He TOJIbKO
BCceobOBEMJIIOIIEH MMOo3HaBaTeJbHOMN JesITEeJIbHOCTBIO, HO u
YHHBepCaJIbHbIM 060CHOBaHUEM NpaKTHYeCKOH peanusanuu
npejcTaBJIeHUM Teopuu 06 ujease. MOXXHO CKasaThb, YTO CTpeMJEHHE K
KpacoTe B JIpeBHErpevYecKOd 3CTETHKEe B Pa3HbIX COCTOSHHUSIX CIIOCOGHO
JaTb 0OIlecTBY HOBBIM MJeaJ WM HalpaBJieHHe, a TaKXe MpeJCTaBUTb
3CTEeTUYECKOe YYBCTBO B BH/JIe Tparejuu, KOMeAuH, TPOTeCKa U T.A. BO
MHOXXECTBE COCTOSIHUM, 4YTO CMOTIJIO O6GECHeYduTb ICTETHKE CI0Co0
MBbIIIJIEHUSI M BHYTPeHHUe KayeCTBa, CO3By4YHble BpeMeHHU. HHBIMU
cioBaMu, A.®. JloceB «CYLHOCTbIO» JIpeBHETPEYECKON 3CTETHUKU MOoJioraj
OHTOJIOTUYECKOE  BBIPAXKEHHE  «IeJIOCTHOE  OBbITHE», B  KOTOPOM
pasBUBajJCA WU NPOSBJASAICA  pa3HOM  CTeleHM  COBepLIEHCTBA
3CTETUYECKUH «IIPOLECCH.

51 Buorpadudecku A.®. JloceB 3TO 0O4YeHb XOPOIIO 3HAJ 3TO HAa CBOEM COOCTBEHHOM OIIBITE,
M03TOMY K MHOCKAa3aTeJbHOMY, CKPBITOMY, MHOTOCJIOMHOMY CTHJIIO NMpH6eraa CoBeplIEHHO
CO3HATEJIbHO KaK K UCKyCHOMY PUTOPHYECKOMY NPHEMY, UTO JAeJlaeT ero paboTbl 0COGEHHO
TPYJAHBIMU [JI8 MHTEpNpETalM U He TepsioIMMHM HHTEpIPETAlMOHHON aKTyaJbHOCTH
TaK)Xe U B HACTOsIlee BPeMs, YTO Mbl OTMETHUTb 0COGEHHO B CBA3H C €ro 16uieeM.
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TakuM o6pa3oM, JaHHas scTeTH4yeckasd KoHuenuua A.®D. Jlocesa
JleMOHCTPUDPYET He TOJIbKO MHOe COCTOSIHME 3CTeTHKHU U 3CTETHYECKYIo
MUCCHIO, CBSI3aHHYH0 KaK C MUCTOPUYECKMMH PaKTaMH 3CTETHUKH, TaK U C
3TanoM nepeMeH. MOXHO CKasaTh, YTO 3cTeTHYeckass Mbicab A.D. JloceBa
KakK nocjefiHero Besjukoro ¢uiaocodpa u Mbicautess CepebpsHOro Beka
PYCCKOH KYJbTYypbl CO3ByYHa IYTH OCBOEHUS UM BCEro I'yMaHUTapHOTO
nosid, T.e. ©OasupyeTcsd Ha IepcneKTHBe  (QeHOMEeHOJIOTHYeCKOH
JUAJIEKTUKU U BOIJIOLAET TPEXMEPHBbIA U MHOTOMEpPHBIN XapakTep.5 3To
TaKXKe SIBJsieTCSl 00pas3loM JJIsl COBPEMEHHBIX HCC/IeJJOBAHUH 3CTETHUKHU
npoliecca U NOCTPOeHUsI HOBOM 3CTeTUKH B Oy Iy1leM.

B 3ak/toueHue cienyeT OTMETUTh, 4YTO paboTa A.d. JloceBa «McTopus
AHTUYHON S3CTETUKU» SIBJAAETCS BAXXKHBIM M BJIMATENbHbIM TPYAOM IO
acteTuke. OH aHaIM3UPyeT pa3/JUYHbIE SCTETHUYECKHE CBOHCTBA
JIpeBHerpe4yecKoi 3CTeTUKM B paMKaX IeJJOCTHOM KOHLeNIIMM PYCCKOU
60roc/10BCKO-PuI0cOPCKON TpaAULMU. ITO OTIAUYME OT TPaSULUOHHBIX
3CTeTUYECKUX  KayecTB  MNOAYEpKHBaeT  6GOraTcTBO M 3Talbl
«COBepLIEHCTBOBAHUA» (KadecTBa mpolnecca) acTteTuku JloceBa. UTak,
yuuThiBasg 3TOT ¢akT pasanyus u mnpouecca, A.D. JloceB Takxe
paccMaTpUBaeT MHUpP KaK HepapXUyecKoe, HO NPUHLUIHAJIBHO eJUHOe
neJsoe, NposABJAILEeecs B HelnpecTaHHOM CaMO/JIBHXKeHUH
€JMHCTBEHHOTO »XHMBOI'0 M 0OCS32eMOro Jyxa. B cBSi3W ¢ 3TUM OH cuuTal,
YTO pasiuyHble (OpMBI, HCIONb3yeMble [ TNOHMMaHWs MHpa, -
¢unocodckas, mudosorudyeckas CHUMBOJIMKA, 3CTeTUUYecKUe GOPMBI -
Takke HeJeauMmbl. Mcxofsd H3 3ITOro NOHUMAHUS, OH INPHUHSI
$eHOMEeHO/IOTHYEeCKYI0 TPAKTOBKY IpeAMeTOB ¢uiocodun, CTpeMsich
OTpa3uTb B HUX NOHMMaHWUM BCIO 3HAYMMOCTb U >KUBYI KOHKPETHOCTb
YYBCTBEHHBIX UJIM IyXOBHBIX PEAHNN.6

Il. Hemopus u nepcnekmugbsl 3cmemu4eckoli Moicau: 8324510 M.P. O8csiHHUK08A

YyBcTBysT cebsl W CTapasch OBbITb IOCAEA0BATENbHBI HAyYHBIM
npojosnokateneM ujed u gena M.®. OBCAHHMKOBA, s CHUCTeMaTHYeCKH
u3y4yaJ U UCCJAe0Basll ero 3CTETUKY NP MOoJJepKKe M NOMOLIM MOero
Hay4yHoro pykoBoauTess C.A. /l3ukeBu4a, KOTOpbIA 6bLI cTyeHTOM M.O.
OBcsiHHuKoBa. [Ipodeccop M.®. OBCSIHHUKOB NpoBeJs TJIYOOKUN aHaIU3
OCHOBHBIX TeHJeHIUH pa3BUTHUA 3CTETUKM UM H3JI0KWJ €ero KHUre
«HcTopusa acTeTUYECKONW MBICIAM», KOTOpasg CYMUTAETCH KJIACCUYECKOU B
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pasBUTHUM 3TOW HAayKU B COBETCKUH NepuoA. KHHra Oblia nepeBejieHa B
1990 roay kuTaiickumu yyeHbiMU UkaH Paubuu (7K FLE) u Jdy Luxya (P
F4% ) u oduuuanbHo ony6JAMKOBaHa M3JaTebCTBOM KuTaiickoro
HapoAHoro yHHUBepcuTeTa. C MOMeHTa BBbIXOJ@ B CBeT 3Ta KHMra
noJib30Bajach 6GospmuM BausgsHMeM B Kurtae. KHura cucremaTudecku
u3jlaraeT MCTOPHUIO PAa3BUTHUA 3CTETHKH, B TOM 4YHUCJIe U POCCUHMCKOH, U
NpeoCTaB/sIeT KUTAaUCKUM y4Y€HbIM GOTraThl TEOpPEeTHUYECKUN MaTepuas
Y UCTOPHUYECKYI0 6a3y [iJIsI U3y4YeHUsI OIbITA 3CTETUKH.

B «HAcTopun 3CTETUYECKOU MBICJIN», M.D. OBCSIHHUKOB
CUCTEMATHYECKU ONHUCBIBAET 3CTETUYECKUH JUCKYPC  PasIMYHbBIX
IIepUOo/IOB, ero NpeAcTaBUTesel, MOKas3blBaeT HCTOKM U OCOOEHHOCTH
pasBUTHUA POCCUMCKOM 3CTETUKHM C HCTOPUYECKOHW TOYKM 3peHUdA. OH
JEMOHCTPUPYET HUCTOKU POCCUHCKOW 3CTETUKH C HUCTOPUYECKOH TOYKH
3peHHUs, OlLleHMBaeT 3HayeHHWe W MCTOPUYHOCTb pa3BUTHUA PYCCKOU
3CTeTUKM B KOHTEKCTe OOLIMX paMOK pa3sBUTHA 3CTETHUKU B MHPpe,
OTpakasl MJIIPaJUCTUYECKMA U BCEOXBATbIBAKIIMU XapaKTep PYCCKOU
3CTETHKHU.

Hawyano [JpeBHepycCKOM 3CTeTHYeCKOM MBbICAH, MO MHeHUI0O M.O.
OBCSIHHMKOBA, XapaKTepU30BaJOCb 4YUCTO PYCCKOM  peJIMTMO3HOH
TpafulyMed U HalMOHAJbHOM KyJbTypOH U B TOM 4YHCJe HavyaJbHBIM
COCTOSIHMEM HOBOHM pycckoil ¢unocoduu. XpUCTHAHCKasl pesiUrus cTaja
B&)KHOW YaCThI0 PYCCKOW KYJIbTYPbI U IIPOM KYJIbTYPHOTO MPOCBEIIEHUS,
npeAcTaB/sass Co60H cMeCb XPUCTUAHCKUX TPAAMLMHA M CAaBIHCKUX
HapoAHbIX BepoBaHUW. [loj BAMAHMEM NATPUCTUYECKOH «3ICTETHUKHU
Bora»  gpeBHepycckasi  3CTeTHKa  TaKXKe  CTajJa  IOJYEpPKUBATHb
IPOTHUBOINOCTaB/JIeHHe U 000co6JeHre cakpaJbHOro M 3eMHoro. PasHuna
3aKJ/I04aeTcs B TOM, YTO HapoAHas Ky/abTypa /lpeBHell Pycu Takxe 6blia
BOBJIEYUEHA B PEJIUTHO3HBIH MOPSJIOK.

OnHako 3/leMeHTbl HapOJHOW KyJbTYpbl NPOHUKAJIU B NPOU3BeJEHHUs
JIMIIb CJy4aliHO, IOCKOJIbKY Hapo/Has KyJbTypa NOHMMaJsach TOTJa Kak
«HEKYJbTypa», KaK HeKOoe OTKJOHEHHE OT  «OQUIHUATBHON,
paduHMpPOBAaHHON M cakpaJbHOW KyJbTypbl. HapoaHass KyJabTypa
NOHMMa/JaCcb KaK «HEKyJbTypa», KaK HeKoe OTKJOHeHHe OT
«0pULINATbHON», paQUHUPOBAHHOW M CaKpaJbHOW KyJbTYpbl. ITH ABa
BapUaHTa KyJbTypbl HaXoJATCA B OTHOLIEHHUSX B3aUMOJENCTBUS U
B3aUMONPOHUKHOBEHHUs, COCTaBJsAs  yHUKaJbHOe  MapaJoKcajbHOe
e[JUHCTBO, KOTOpOe OTpaxaeTcsd W B TMpeJACTABJEHHUSAX O KpacoTe,
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ciaoxuslnxcda Ha Pycu B XI-XVIII Bekax.7

XVIIIT Bek Obl1  MepexoAHbIM  3TaloOM  PYCCKOM  3CTETHUKH,
NpPOSABUBLIMMCS B KPUTHUKE «MOHOIOJIMH» OOTOCJ0BUS Ha 3CTETHUKY U
OHOBPEMEHHO B NPHUHATHUM W UHTErpallMU 3aNla/HbIX «HOBBIX HJEH» U
3aBeplIeHUH 3Tama «XyAO0XKeCTBEHHOr0 MOBOpOTa» 3CTeTUKU B Poccuu.
M.®. OBCSIHHUKOB CYUTAET, UYTO pyccKas acTeTudyeckas Mbicab XVIII Beka,
KaK acnekT OOIIeCTBEHHOTO CO3HAHWS, pa3BUBaJacb Ha MyTU
npeoJioJIeHHs TE0JIOTUYECKUX KOHIIEMIIHH, dopMupoBaHus
COBpEMEHHOT0 B3r/fja Ha MUp, a Takke duiaocodckoro U
Xy/10’KeCTBEHHOT 0 MbllJIeHUs 3110xU [IpocBelienns.8

B sToT nepuoj B Poccuun Havasicsl BaXKHbIM MepexoJHbIM 3Tal K 0011en
MOJilepHU3aluW. IJTa CMeHa KyJbTYPHBbIX OpPUEHTHPOB, B TOM 4HCJe
oOpa3oBaHHe MOCKOBCKOTO yHUBEPCUTETa, KOTOPbIA OTMETHT B
cnenywimeM roxy 270-setThe U B GUOJHOTEKY KOTOPOro 6bLIO
JOCTaBJIeHO NepBoe u3jgaHue «3cteTUku» A.I. BaymrapreHa, mo3BoJisieT
OTHECJIM YBEPEHHO OTHECTU NOCJAeAYIUIYI) POCCUWCKYI 3CTETHUKY, B
0COGEHHOCTH 3KCIUIMIUTHOTO, JUCLHUIJIMHAPHOTO THUIA, K eBPOIEeHCKoMY,
3amajHoMy o6pa3y  MbIUJIEHUs, HeCMOTpsl Ha  TeMaTU4ecKoe
NPUCYTCTBUE B JUCKYpCE POCCUWCKOM HALMOHAJbHOM W HapOJHOU
TeMaTuku. [Ipopeccop M.®. OBCIHHUKOB NMPEAJIONKUI B 3TOM KOHTEKCTE
HUCTOPUYECKU OOOCHOBAHBIM B3IJISA[, HAa U3BECTHYIO IOJIEMUKY T.H.
«3aMaJJHUKOB» U «CJAaBAHOQHUJIOB»: KaK Te TaK U APYyrue MPUHAJIEKATN
K eBpomneickod d¢opMe MbIIJIEHNUS, NPUBHECEHHOW Ha POCCUHCKYIO
KyJbTypHYI0 IOYBY VHUBEPCUTETCKUM 006pa3oBaHUEM, SIBJSJIUCH
HW3Ha4yaJIbHO 4acThblo YHUBEPCUTETCKON KYJIbTYPbI u
BHYTPUYHUBEPCUTETCKON TOJIEMUKH, W, «CJIaBIHOPUJIBCTBO», B TOM
4yucie, NpeACTaB/seT COo60M Pa3HOBUAHOCTb E€BPONENHCKOro JUCKypca,
6e3 KOTOpPOro He MOTJI0O BO3HHUKHYTb M aHAJOTH KOTOPOTO OBbLIM U B
POMaHTUYECKHUX KOHIENIHUAX «HAPOJAHOCTU», 3aUMCTBOBAaHHbIX U3
3amnaJHbIX UHTEJJIeKTYaJbHbIX JJUCKYCCUH.

Mo>kHO ckasaTb, 4TO 3anajHoe [lpocBeueHue aaso Poccur HOBBIU
3CTETUYECKUNH MeXaHW3M W 3CTeTUYEeCKyl NapajgurmMy, H 3TOT
CEKYJISIPHBIN 3CTETUYECKUH MOAXO0[, BBbIJEJSIOUUI pallMoHAJbHOCTh B
KayeCcTBe ILIeHTpPa, HCTHHY, JI0OPO M KpPacoTy B KadyeCTBe OCHOBHBIX
KOHHOTAlMM, a HayKy, o06pa3oBaHHe M LUBWIH3ALHUI0 B KadecTBe
OCHOBHBIX (GOpPM BbIpaXK€HUs KyJbTYPHBIX TpaJULUN, CIOCOOCTBOBAJ
dopMupoBaHHI B POCCMU «HOBOW 3CTeTUYECKOW Tpaaunuu (T.e.
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3amaJHON 3CTETUYECKOU TPaAUINH)».

JcteTuka XIX Beka cTajla BaXKHbIM NOBOPOTHBIM IYHKTOM B PYCCKOH
screTtuke. Kak nmumet B cBoer kHure M.®. OBcanHukoB o B.I'. beanHcKkoM,
ry60KOoe H3y4YeHHe CBS3U MEeX[y XyZO0XXHUKOM M OOIIECTBOM, MEXAY
XYZO)KHUKOM M «IeJbIM HapoAoM» CIOCOGCTBOBaNO (Puaocopckomy
OCMBICJIEHUIO MPOO6JieMbl HApPOAHOCTH. [loHavyany BeJuHCKUN, Kak U ero
npeJlIeCTBEHHUKH, CYMTAJ] HapoJAHOE W HALMOHAJbHOE B HCKYCCTBE
OJJHUM U TeM e, HO BCKOpe IMOHSJ, YTO He06X0JUMO pasjidyaTh 3TH JiBe
KaTeropuu. CorjlacHoO ero TpakTOBKe, Hallusl - 3TO «CyMMa BCe€X KJacCOBY»,
BCTPOEHHBIX B COIMAJIbHBIA OPTaHMU3M, a HapoJ Bcerjga ObLI KJIACCOM
TpyZia, KOTODPBIM SBJSETCS NEepBbIM IO MNPOUCXOXKJIEHHWID U OCHOBOU
BHYTpeHHel cymHocTH Hanuu. CoOOTBETCTBEHHO, MpOU3BeJeHH ],

CO3JaHHbIE «eCTeCTBEHHbIM» HUCKYCCTBOM Hapoza, cienyer
pacCMaTpHuBaThb KaK HapoAHbIE, a Ipon3BeJeHud, CO3/JaHHbIE
JmTepaTypoﬁ )4 BCeEM l'IpO(IJECCI/IOHaJIbeIM HCKYyCCTBOM, - KaK

HauMoHasbHble. CBA3b MEX/AYy 3TUMH cdepaMH TBOPUYECTBA OpraHWYHA U
HepaspblBHA, MO0 3TO «CBfA3b MaTepu U Joyepu». [luajeKTHKa 3/ecCb
BbIpaXKaeTcs B TOM, UTO, XOTs1 NpodeccHoHalbHOE HCKYCCTBO OCHOBAaHO
Ha pa3sBUTUM <«UHJUBUAyaJIbHOTO ¢aKTopa» U CHeluaJu3upOBaHHON
TeXHUKH, XYAOXXHUKH, ero CO3Jalolllhe, «BbIPAXKAlOT B CBOEH JAyXOBHOM
JedTeJIbHOCTU pasjM4YHble CTOPOHBI Jyxa HapoJa».9

HaunnHaa co BTopoi nosioBuHe XIX Beka B POCCUHCKOM 3CTeTHKe B
3TOT IEepHUOJ, BO3HUKJIO MHOXECTBO fPKO BbIPaXKEHHBIX 3CTETUYECKUX
TeHJeHUUH U 1WKoJ. Hampumep, «peBoOJIOLHOHHO-AEMOKpaTHYecKas
acTteTHKa» besnHCcKoro m leprieHa, «IOBOPOT K 3CTETHKE >XU3HU» U
«IpaKTHUYecKas 3CTeTUKa» YepHbIlIEBCKOTO, «UHTerpajJucTCcKas
3CTeTHKa» DEeJIMTMO3HOro HampasyieHUs CoJIOBbeBa, «JIMHTBUCTHYeCKas»
actetTuka [loTe6HH, «popMasuCTHYECKass 3CTeTHKa» JiixeHOayMa,
lllknoBckoro, fko6coHa, chopMUpOBaBIIMECS B pe3yJbTaTe JUajora c
3anagom.>2 TakuM o6paszom, M.®. OBCAHHUKOB CIPaBeAJNBO yTBEPK/IAET,
YTO PpOCCHUHCKasg 3CTeTHYecKass MbICJb BKJIYeHa B OOGIIHMH mpolecc
yeJI0BeYeCKOW MBIC/IH, B KOTOPOW pPacKpbIBaeTCsl OTPOMHBIM YHUBepCyM
obIleyesioBeYeCKUX LieJled W LleHHocTed. B 3ToM cMbicie And 3Toi

52 Mbl MOXeM Hayraj B3sTb JII0G0€ M3 YKa3aHHbIX HaNpaBJeHWH W YBHJETb sIBHble IPHU3HAKH TaKOro
TEOPETHYECKOro JiMajiora: HalnpuMep, HayuHO-HUCCJIe0BaTeNbCKUil onblT YepHblueBckoro U CoJioBbeBa (MeXay
KOTOPBIMH, YTO MHTEPECHO, MPH BCEX PA3JHMYHAX UX TEOPHil eCTb HEKOTOPOEe CXOACTBO MO3HMIUH OTHOCHTENBHO
COLMaIbHO-aKTHUBHOM POJIM HCKYCCTBA, KoTOpoe CoIoBbEB 0OHAPYKUBaeT B paboTe « OO CMBIC HCKYCCTBA»).
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TpaJMLMM XapaKTepHO pPacCMOTPeHHe MCKYcCTBa B KOHTEKCTe OoJee
O0IUX TeOpeTUYEeCKUX MpobJeM, a He KaK KaK abCOJIIDTHO
CaMOCTOSITE/IbHOTO SIBJIEHUSl C MO3UIMKA 3CTEeTHUYECKOTro celapaTHU3Ma,
YTO PAaBHOCHUJIbHO NpEeBPAIlleHHI0 MCKYCCTBa B OECCMBIC/IEHHYI0, XOTA U
WHTepeCcHy1 urpyuky.10

Ill. 3ak1104eHue: dea 832/1510a HA 3ada4u UCMOPUU ICMeMuKu

A.®. JloceB 1 M.®. OBcAHHUKOB, paboTass B OJAHO U TO Ke BpeMs U B
KOMMYHUKALlMM JApYyr C JpyroM, HCIOJb30BajJyd pas3jHW4YHble 4YacCTHbIe
MeTOJbl  HCCAeJJOBaHUsA, HO o00a  CHCTeMaTHYeCKM  M3JarawmT
HMCTOPUYECKHE B3IJsAAbl HAa pa3BUTHE 3CTETHKH, Jepxka B ¢oKyce
BHUMaHMs Ha pas/JWyHble fABJEHUA M pas3Hble OTIpaBHble TOYKH.
«HcTopus acrermdeckoir wMbican» M.®. OBCIHHHKOBA paccMaTpUBAET
MCTOKH, UCTOPUYECKUHA KOHTEKCT U HCTOPUYECKYI JAUHAMHUKY Pa3BUTHUS
poccuiickod 3cTeTHKH, a «McTopusi aHTUYHOM acTeTuku» A.D. JloceBa
npejJjaraeT IeJOCTHBIA M NPOLECCyaJbHBIM B3TJslJ, HAa NMPOUCXOXKJEHHUE
M OCHOBHble HalNpaBJeHUs DPA3BUTHUS  TEOPETHUKO-3CTETHYECKOTO
JUCKypca B €eBpONENWCKOW HHTe/JIEKTYyaJbHOW TpajUlMUd. JTH paboThI
3aJIO)KUJM  OCHOBBI ~ HCTOPUKO-3CTETHYECKUX  HCCAEJOBAaHUH B
PYCCKOSI3bIYHOU 3CTETHKE HOBEHIIEro Mmepuojia, OHU TMOPOAWJIHN IeJbIH
psA SpKUX HOoc/ae[oBaTesleld B COBETCKOM U POCCUHUCKOM 3CTETUYECKOU
auteparype. [Ipy nepeBojjax Ha KUTAMCKUM SI3bIK OHU TaKXKe CEPbE3HO
NOBJIMAJM W Ha KUTAHCKUX aBTOPOB, TO HAIJSJHO JAEMOHCTPUPYIOT
MCTOYHHUKH, Ha KTOpbIe ONUPAETCs 3Ta MyOIMKaLU.

CcobLiku

1. /lun LJ3usto. Y MeHsl eCcTb )KU3Hb. [laMATH COBETCKOI'0 UCTOpUKA KyIbTYphl A.®. JloceBa //
Yrenue. 1989. C.191-196. Ha kur. a3.

2. AH lJunane. Pycckasa ¢uocodcekas TpaguLusa B COBeTCKUM nepuoA. Mupoas ¢punocodus
//2017.4.C.123-129. Ha KuT. 3.

3. Jlun Lj3usio. Y MeHs1 eCTb )KU3Hb. [laMsATH COBETCKOro UCTOpHKa KyabTypbl A.®. Jlocepa //
Yrenue. 1989. C.191-196. Ha kur. a3.

4. AH [Luusanb. Pycckasi ¢usocodckass Tpaguuus B COBeTCKHMH mnepuoy // MupoBas
dunocodus. 2017. 4. C. 123-129. Ha kur. s13.



243

5. Tsanw 5. A.®. JloceB u ero noBopoTsl // MupoBas ¢unocodusi, 1990. 3. C. 73-75. Ha kur.
3.

6. /Iro Kynw. Ctatyc dpuiocodpcko-scTeTndeckoit Teopun JloceBa, ee BAUssHUE U penenuus //
Jlutepartypa u Kyabtypa. 2018. IV. C. 57-66. Ha kurT. g13.

7. An  LumusHb. Pycckas ¢uocodckass Tpasuuus B COBeTCKMHM mnepuwof // MupoBas
dunocodus, 2017, Ne 4, c. 123-129. Ha kur. s13.

8. OgcanHukos, M.®. Uctopusi acTeTuyeckoil Mbicay, T. 1-4 // IlepeBoy Wxan ®anbny, Jy
Huxya. [lexun: U3a-Bo Kurtakickoro HapoaHoro yHuBepcuTteTa. 1990 r. C. 14. Ha KuT. 3.

9. OgcanHukos, M.®. Uctopusi acTeTndeckoil Mbicay, T. 1-4 // IlepeBoy Ykan ®Panbiy, Jly
Luxya. [lexun: U3x-Bo Kuralickoro HapogHoro yHuBepcuteTa. 1990 r. C. 57. Ha kuT. 3.

10. OscanHukos, M.®. Vctopusi acTeTudeckod Mbicay, T. 1-4 // llepeBoy Yxan Panbuy, Jy
luxya. Ilexun: Usx-Bo Kuraiickoro HapoaHoro yHuBepcuteTta. 1990 r. C. 232-233. Ha kuT.

A3.

11. OscanHukos, M.®. Vctopusi acTeTudyeckod Mbicay, T. 1-4 // llepeBoy Yxan Panbuy, Jy
Huxya. [lexun: U3a-Bo Kurtakickoro HapoaHoro yHuBepcuTteTa. 1990 r. C. 331. Ha kur. s13.

12. /o KyHb. O ¢unocodouu mMuda u ascretudyeckod Mbicau A.D. JloceBa // Pycckas
sutepartypa ¥ uckycctso. 2020. Ne 1. C. 46-54. Ha kuT. s13.

13. AH LuHsHb., Pycckas o¢unocodckass Tpagulusi B COBeTCKHMH mnepuon // MupoBas
dunocodus. 2017. Ne 4. C. 123-129. Ha kur. s13.

14. Jloces, A.®. Ictetuka // ®Punocodpckas sanuukioneaus. T. 5 / Pex. ®.B. KoHCTaHTHHOB U
ap., M.: CoBeTckast aHuukoneaus, 1970.

%



244

Liu Xuezhen>3

COMPARATIVE ANALYSIS OF TWO VIEWS
ON HISTORY OF AESTHETICS
(A.F. LOSEV’S "HISTORY OF ANCIENT AESTHETICS"
AND M.F. OVSIANNIKOV’S "HISTORY OF AESTHETIC THOUGHT")

Abstract

Aesthetic studies of A.F. Losev and M.F. Ovsiannikov made great influence on modern
Russian aesthtics, and had serious reflections in contemporary Chinese aesthetics too. In
particular, translation of Ovsiannikov's History of Aesthetic Thought into Chinese has
indirectly led to the "aesthetic turn to life" in contemporary Chinese aesthetics. This article
examines these two important versions of the history of aesthetics in a mode of comparative
analysis in order to understand the nature of the theoretical differences between the views
of these key authors of the Soviet period of Russian aesthetics on the history of the discipline.
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Xy L3amuns*

JCTETUYECKHUE OCHOBAHUA AHAJIN3A BBIPASUTE/IBHOCTH
®O0TOTPA®UYECKON ®OPMBI B CBETE U/JIEH A.®. TIOCEBA OB
3CTETUKE KAK TEOPHH BbIPASUTE/JIbHON ®OPMBI

A6cmpakm

W3yyeHre KOHLENLMU CUMBOJIA M XyAOXKeCTBeHHOro BbIpakeHHs A.D. JloceBa kak oAHOTO
U3 KpYNHEHIIUX POCCMHCKUX ¢HUI0cOPOB COBETCKOTO MEepHoja HMEKT YHHUKaJIbHOEe
3HayeHHe, ero JuajeKTHYeCcKHe HJAeH U B3IVIsAAbl Ha NpOleAypbl aHalu3a HCKycCTBa
ChIFpa/ii BaXKHYIO POJIb B UCC/IEJOBAaHUU XYA0KeCTBEHHOH KOMMYHMKALMHW U NOCTPOEHUU
CHUCTEMHOH INpollecCcyaj]bHOM MNapaJIiTMbl 3CTETUYECKOro MblLJIeHHA. B JaHHON cTaTbe
paccMaTpUBaIOTCA KJIACCHQUKALMA XyAOXKEeCTBEHHBIX (GOPM M 3CTETHYECKHE OCHOBBI
doTorpadum Kak HCKycCTBA BHU3YaJbHBIX TEXHOJIOTHH C MO3WULUH JIOTMYECKOro aHajau3a
Xy/J0’KeCTBEHHOTO Bblpa)KeHHsI U ero 6a30BOM HHTepIpeTalyy, BOCXOJslLledl K TeopHH,
peJJIoKeHHOH ApucroTesneM. B jgaHHOH pa6oTe Ha OCHOBe aHa/lM3a KJAaCCUPHUKALMU
XyJl0’KeCTBEHHBIX (OPM U JIOTHYECKOT0 aHa/M3a Xy[0KeCTBEHHbIX BbICKa3bIBaHUM, a TaKkKe
HHTepnpeTauuu Teopun Apuctotensas A.D. JloceBbIM HUCCIeAYIOTCS  3CTeTHYECKHe
KOHLENIIMM U 3CTeTHYecKHe OCHOBaHMS ¢oTorpaduu Kak BHU3yaJbHOrO TEXHUYECKOTro
HCKYCCTBA B Xy/J0’)K€CTBEHHBIX BbICKa3bIBaHUSAX.

Kawuessle ci108a

A.®. JloceB, ¢ororpadusi, 3CTETHKA, HUCTOPUA AHTHYHOW 3CTETHKH, MHMeTHYeCKHe
noHuMaHue poTorpadun.

U3 tpynoB A.®. JloceBa HETPYAHO BBLISICHUTB, YTO €ro 3CTETHYEeCKas
TEOpHUsl HAXOJUJACh MOJ TJIyGOKUM BJIMSHUEM 3aMaJHOM 3CTETHYECKOU
MBICJIM, €ro JUaJieKTU4YecKash 3CTeTHKa U MeToJ PpeHOMEHOJIOTHYECKOTO
aHa/JM3a HaXOAATCI B COOTBETCTBUH C 3amaZHBIMU 3CTETHUYECKHUMHU
KOHLEMUUAMY, IT03TOMYy  €ro  MbICJb  OKasajacb  CIOCOGHOM
IPOJEMOHCTPUPOBATh MNpeABUJIEHHEe TeHJeHUUH 6YyIylLiero HCKYCcCTBa,
0co6eHHO (OpM COBPEMEHHOTO MCKYCCTBA. JTO OKa3bIBaeT G(O0JIbIIOE
BJMsHUE Ha T[OHMMaHWe NPOU3BEJEHUH HCKYCCTBA M  CYI[HOCTH
HCKYCCTBa B HACTOsII[ee BpeMSI.

5¢ Xy []3s.MUH - acmUpaHT KadeApbl acTeTUKU usocopckoro paxynbrera MI'Y numenn M.B. JloMmoHocoBa.
TemaTH4eckasi naHeas 1. 3-noura: 1229189883@qq.com
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Yxxe B paHHue rojbl A.®. JloceB Haya/ aHaJIUM3UpPOBAaTb U H3y4yaThb
abCTPaKTHYI JIOTUKY (OpMa/ibHbIX XapaKTEPUCTHUK HCKYCCTBA U
3CTETHYECKOU KOMIIO3UIIUH HCKYCCTBa, u B "JluaneKkTUKe
XyJZ0KeCcTBeHHbIX (opM" auanexkThdeckoe MbinuieHde A.D. JloceBa B
3CTEeTUYECKUX HCCAe[0BAaHUAX MPOSIBUJIOCh B MOJHOW Mepe. Kurtakickui
ucciaefoBaTesib Teopetudeckoro Hacaeaus A.D. Jlocera Jlwo Kysb
OoTMevaeT: «B ero NmMoHMMaHWM, MeTOAbl U MNeEpPCIEeKTUBbl, HA KOTOpPBIE
ONUPAJUCh  [peXHHe 3CTETUKU TIPU  ONpejie/leHHH  0OGBbEeKTOB
MCC/Iel0BaHus, OblIM JIN6O CJIeNo MparMaTHYeCKUMH, JIM60 abCTPaKTHO-
MeTadusnueckuMU. YToO6bl u306exaTb 3TUX [ABYyX KpaillHOCTeH,
OHYTBEpXKJAEeT, UYTO JAHAJEKTHUYEeCKHMH MNoJxoJ o4deHb 3ddexTrBeH».[1]
[lnoTvH, mpeACTaBUTENb HEOIJIATOHU3MA, CYUTa], YTO KpacoTa
cyllecTByeT B popMax, a UCKYyCCTBO - 3TO BHeIHAs $popMa BblparkeHHs
kpacoTbl, mo3toMmy A.®. JloceB BBIJIBHUHYJ IOJIO)KEHHE O TOM, YTO
HUCKyCCTBO ecTb ¢opMa, a OCHOBHbBIM (EeHOMEHOM XyZ0XKECTBEHHOH
3CTeTUKH OH CYMTaJ BbIpaKeHHe.

[Tostomy A.®. JloceB cOCTaBUJ  CHUCTEMATU3UPOBAHHYI U
CTaHJAPTU3WPOBAHHYI0 KJIAaCCUPUKALUIO Pa3JUYHBIX BHJIOB HCKYCCTBA,
O/IHAKO, B OTJIM4YMe OT MHUQOB U pPa3IUYHBbIX TPaJULUOHHBIX BHUJOB
UCKyccTBa, QoTorpadus, Kak 3apoxjarolleecsi HCKYCCTBO BU3YaJbHBIX
TEXHOJIOTHH, HECOMHEHHO, MpeJCTaB/seT cOo60H B3aUMOJENCTBHE U
B3aUMOCBAI3b Mex[Jy ¢oTorpadueil U HCKyCCTBOM >XUBOIMCH, HECMOTPS
Ha TO, YTO OHA SIBJAETCS Hay4YHO-TEXHWYeCKOW pas3paboTkoi. B Havase
3apoxJeHuss  ¢ororpapuUUecKod  TEXHOJOTUM  3TA  TEXHOJIOTHSA
paccMaTpUBaach KakK u3obpeTeHHUe, NpU3BaHHOE 3aMeHUTb
TPafiMIIJMOHHOE HCKYCCTBO >XMBOMMCHU. Bompoc 3akiwoyazncs B TOM, KakK B
YCJIOBUSIX TAaKOTO JAMAJEKTUYECKOTO COOTHOLIEHWS HAYKU M MCKYCCTBa
KaK ONpesie/IUTh 3CTeTUYeCKUe paMKH ¢poTorpadpruyeckoro uckyccraa?

B acreruyeckoit Mbicaiu A.D. JloceBa YacTo Kak MoJesbHOe
paccMaTpUBaeTCsl 3CTETUYECKPe HAcJ/lesle HEeOMJIATOHU3Ma, a B Ka4yeCTBe
3CTETUYECKOM OCHOBBI COGCTBEHHBIX TEOPUN OH 6epeT CHUMBOJIbI, MUOHBI,
peJIMTUU U CYLIHOCTb fBJEHUH, U UMEHHO B CHUJIy 3TOH UJEeH OH CUUTAET,
YTO HCKYCCTBO - TNPOAYKT OECCO3HATEeJbHOr0, He 3aBUCAIIMH OT
CyO'beKTUBHOI'O CO3HAaHHUsI IMOHMMaHUs M ITO3HAHUs 4YeJoOBeKa, M 4YTO
"BbIpakeHHe" - caMasl CyllecTBeHHas dyepTa GpopMbl UCKyccTBa, a popma
NpPOU3BEJEHUsI HCKYCCTBA - caMasl CyleCTBEHHasl XapaKTepuCTHKa
XyZ,0’)KeCTBEHHOI'0 TBOpuYecTBAa. OCHOBHble KOHHOTALIMH, OTHOCSIINECST K
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ob6siacTU 3HayeHUN "BblpaxkeHue" pacuiemisoTca y A.D. JloceBa, 0 4yeM
JlelaeT B pe3ysJbTaTe CBOEro aHa/ju3a YXKe Ha3BaHHbIM HaMH Bbllle
KWTAalCKUM  aBTOp, Ha OCHOBe  HEOIJIATOHUYECKOTO0  MPUHLUIA
OTBJIEYEHUS OT TOYKH, IEPBOM PeabHOCTH WJIM CYLIHOCTH, BKJ/IOYAIOILel
B cebs «popmy, MU, CHMBOJI, TUYHOCTb, CYLUTHOCTb U IHEPTHUI0 UMEHU».[2]

®ororpadus, paccMaTpuBajach N0 M300pa3UTeENbHOW aHAJIOTHUH, B
caMOM HayaJje pa3BUTHUA (oTOorpadpuyecKod TEXHHUKH KaK 3aMeHa WJIU
6oJibIlIas yrpo3a TPaAULMOHHOMY HCKYCCTBY KHUBOIIMCH, CIOCO6 CheMKHU
M MeTOJbl KOMIO3WIMS paHHed dJoTtorpaduu ObLIM NPAKTUYECKH
WJIeHTUYHBI IpolleypaM MCKyCCTBA >XHMBOINMCH, 4YTO B 3HAYUTEJbHOHN
cTeneHu Tpe6GoBaso 06beJUHUTL GoTOrpadHio U UCKYCCTBO KUBOIHUCHU B
OJIHy TPYIIy MO NpH3HaKaM (OpPMasbHON BBIPA3UTEJBHOCTH HCKYCCTBA
no A.®. JloceBy. ®oTorpadusa - 3TO, IO CyTH, Xy[OXKeCTBEHHasd W/
IPOAYKTHUBHAs [JesTeJbHOCTb, IPEAMETOM KOTOPOW SIBJASETCS TO, YTO
yKe CyIecTByeT B MaTepHUaTbHOM MUDE.

Eme B [ApeBHerpedeckuid nepuos, ApUCTOTeNb CHOPMYJIMpPOBaA
pPasBUTYI0 BepPCHI0 TEOPUI0 NOJAPaKaHUS B MCKYCCTBe, KOTOpas Jajee B
pasHble IMEPHOAbl C Pa3sHOW HHTEHCHBHOCTBIO, HO CHCTEMATHYECKHU
aHa/IM3UpOBaJacb U MUHTepPNpeTHPOBaJaCh, B TOM uucjae ¢unsocopaMu U
XyA0)KHUKaMU. K BpeMeHHU nosiBjieHUss ¢poTorpadru 3To yxke GbLIO O4eHb
JUINTEJIbHOW TpaAWIUHM, a KO BpeMeHu pabotrel A.D. JloceBa 3Ta
TpajuLusl Obljla y>Xe oTHeceHa U K ¢ororpaduu. B "HUctopuu aHTHYHOU
acteTukn" A.®. JloceBa Mbl Haxo0JWM pa3BepPHYTY0 M OPUTHHAJbHYIO
WHTEPOpETALMI0 HJAed ApuCTOTeJNs O TMOApaKaHWUM B HCKYCCTBE.
[lockonpky JloceB MMea B BHAY M HEOAHOKPATHO YKa3sblBaJ, YTO
«AcTopuss aHTUYHOM OSCTETUKHU» UMeJa M UYHUCTO TeOopeTHYeCKUH
XapaKTep, y HAaC eCTb OCHOBAaHHUS II0JIaraTb, YTO BCEe COOOpa’KeHUS
OTHOCHUTEJIbHO MCKYCCTBA, BbICKa3blBeMble UM B OTHOIIEHWH MCKYCCTBa,
UMIJIMIUTHO OTHOCATCA KO BCEMY HCKYCCTBY B €ro HCTOPUYECKOM
pa3BUTHUH, B TOM YHCJE U K NPOSIBUBILEH cebsl B KAa4eCTBe HCKYCCTBa K
TOMYy BpeMeHU poTorpadpumu.

[lo MHeHuio JloceBa Kak TeOopeTHMKa IoJpakaHUe SBJsAETCSA
30 PeKTHBHBIM METOJOM HCKYCCTBAa C OYeHb OOraTbIM IOTEHI[MAJIOM.
CoBpeMeHHbI POCCUUCKUI HcCCIe/l0BaTeb ero Teopuu oTMedaeT: «A.D.
JloceB moJsaras, 4To AJs ApUCTOTessl NOJpa)kaHUe B HCKYCCTBe HOCHUT,
npexae BCEro, TBOPYECKUH, 3BPUCTUYECKHH XapaKTep, Ha OCHOBe B
pasHOM CTeMeHU JIOTMYECKOro U  XYJ0KeCTBEHHO-3CTeTHYeCKOIo
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0606111eHHs], KOTOpOe MPOU3BOJUT YesoBeyecKoe co3HaHUex.[3] B cBete
3TOro HCKyccTBO ¢oTorpaduu SBJSETCS HE TOJbKO MOApaKaHUEM
CYILECTBYIOIEMY, HO W TBOPYECKOH XYZOMXKECTBEHHOU JesTeJbHOCTHIO,
nopoxzamlneld ¢puKcal My acieKToB BeITHSA B CyLeCTBYIOLIEM.

3akaioueHue

[To npuHIMnaM scteTudecko Teopuu A.®. JloceBa dpoTorpadus - 3To
HOBasl TEXHOJIOTHS, KOTOpas IOpPOJuJa HOBBbIE 3BPUCTHYECKHE ACHEKTHI
HO/pPa)KaHUsl, O KOTOPOM Mbl TOBOPHWJIM Bbille. [lepeocMbicsieHue
doTorpaduu B cBeTe PyHJaMeHTANTbHbIX MPUHLMUIOB 3cTeTUKU JloceBa
CIOCOGHO  JaTh  HOBBIM  MPOAYKTUBHBIM  HUMIYJbC  TMOCTPOEHUIO
¢dunocodpuu potorpadpum.

CcbLiku
1. /lio Kyne. O guanekTrKe XynoxecTBeHHbIX ¢popm JloceBa // KommenTapuu. 2016. C. 48-55.
2. Tam xe.

3. 3azopysvko, M.A. Anekceil JloceB U apuUCTOTe/IEBCKOE IOHUMaHUe MUMeCUCA B UCKYCCTBE
// ConoBbéBckue uccaenoBanus. 2017. C. 66-76.

%



249

Hu Jiaming>s

AESTHETIC GROUNDS FOR ANALYZING EXPRESSIVENESS OF
PHOTOGRAPHIC FORM IN THE LIGHT OF A.F. LOSEV'S IDEAS ABOUT
AESTHETICS AS THEORY OF EXPRESSIVE FORM

Abstract

The study of A.F. Losev's concept of symbol and artistic expression - as elaborated by one of
the greatest Russian philosophers of the Soviet period - has a unique significance; his
dialectical ideas and views on the procedures of analyzing art played an important role in the
study of artistic communication and construction of a systemic procedural paradigm of
aesthetic thinking. This paper examines the classification of artistic forms and the aesthetic
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foundations of photography as an art of visual technology from the perspective of logical
analysis of artistic expression and its basic interpretation going back to the theory proposed
by Aristotle. In this paper, based on the analysis of the classification of artistic forms and
logical analysis of artistic statements, as well as the interpretation of Aristotle's theory, A.F.
Losev investigates the aesthetic concepts and aesthetic foundations of photography as visual
technical art in artistic statements.

Key words

A.F. Losev, photography, aesthetics, history of ancient aesthetics, mimetic understanding of

photography.

T'o II3uH101i55

AHAJIV3 XPOMATHYECKHX KOMIIOHEHTOB
TPAJAMIIMOHHOTO KUTAMCKOTO MCKYCCTBA HA
OCHOBAHMHM NCUXO0AUHAMUYECKOI TEOPHU
BOCIPMATHA LBETA B.B. KAHAMHCKOTO

A6cmpakm

TpasMLHOHHOEe KHUTalWCKOe MCKYCCTBO SBJSETCS OJHOW H3 BaXKHBIX COCTABJIAIOLIMX
TPaJULMOHHOM KHTAMCKOM KyJBTYpBl, KOTOpas IOKa3blBaeT CBOM YHHMKaJbHBIH CTHJIb
yepe3 pasJM4Hble BHUJbl MCKyCCTBA W  NpPOU3BEJEHUs] HCKYCCTBa, BOIJIOLIAET
TPAZAULUOHHYIO 3CTETHYECKyl0 KOHLENIWI0 KHUTaHIeB, a I[BeT, pacCMaTpPUBAaeMbIM Kak
He3aMeHUMOe CpPEeJCTBO BbIPAXKEHUs B TPAJULHMOHHOM KHTAHCKOM HCKYCCTBE, HIpPaeT
BECOMYI0 DPOJIb B TpPaJUIMOHHOM KHUTAaHCKOM HCKyccTBe.llesblo JJaHHOTO HCC/Ie/[0BaHHUS
SIBJISIETCS] AQHA/INU3 [IBETOBBIX KOMIOHEHTOB IATH LBETOB, PACIpPOCTPAaHEHHBIX U HUMEIOIUX
0ocoOble CUMBOJIMYECKHE 3HAaUYeHHUs B TPaAUIHMOHHOM KHUTAWCKOM HCKYCCTBE, Ha OCHOBe
aHa/IM3a ICUXOAMHAMHYECKOH TeOpUM BOCHPUATHS ILBETAa PYCCKOTO  XYJOXKHHKa-
MMIPECCUOHUCTA W TeopeTHKa WHCcKyccTBa B.B. KanjguHCKOro, c 1esbl0 BBISIBJIEHHUSA
3MOLIMOHAJIBHOTO BbIPa)KEHHUSI I[BETOB U CHMBOJIMKU IIBETOB B TPaJULMOHHOM KHUTAaHCKOM
HCKYCCTBE, YTO Ba)KHO J/Is1 IJIy6OKOTO MOHMMAaHUsI 0COGEHHOCTEH LIBETa, €ro KyJbTYPHBIX
KOHHOTALMH 1 BJUSHUSA [|BETA HAa SMOLMHU U IICUXOJIOTHIO. CHMBOJIM3M, YTO UMeeT GOJIbIIOe

56 I'o Lj3uwiol - acnupaHTKa KadeJpbl 3cTeTHKH ¢uuocopckoro dakyabrera MIY umenu M.B. JlomoHocoBa.
TemaTuveckasi naHess 4. 3-noura: gggjy19940829@gmail.com


mailto:gggjy19940829@gmail.com

251

3Ha4YeHue Jid FJIy60KOF0 TIOHHUMaHHA IIBETOBbIX XapaKTEPUCTHUK, KyJIbTYPHbIX KOHHOTaLH/[]‘/II
W BJIMAAHUA LIB€TA HA 3MOLIUHU U IICUXOJIOTUIO B TPAAULITUOHHOM KHUTalCKOM HCKYCCTBE.

Kawuessle c108a

B.B. KaHAMHCKOTO, LIBET, TPaJULIMOHHOE KUTaHCKOE UCKYCCTBO, MSITH LBETOB, «[OpbI 1 BOJbI
Ha ThICAYY JIN».

TpagULMOHHOE KUTAaNCKOe MCKYCCTBO Pa3sHOOOpa3HO U BKJ/OYAET B
cebs1 KMBOMNMKCH, KaJMrpaduio, BeIpe3aHde U3 GyMard, roHYapHoOe JeJio,
KOCTIOMbI, Olepy U TaHLbl. He3aBUCUMO OT BUJa UCKYCCTBA LIBET UrpaET
B HEM OYeHb BaXKHYH pOJib, 3TO He TOJIbKO IPOCTOe CONOCTaBJIeHUe
IIBETOB, HO M BO3MOXHOCTb 4epe3 COYeTaHUEe LBETOB BbIpaXKaTb U
nepeJlaBaTb HUJEeU W 3MOIMUHU CO3JiaTeslel W UCHOJIHUTesied. ITO UMeeT
IJIy60KYI0 aHaJIOTUI0 C IMCUXOJUHAMUYEeCKOU Teopuell BOCHpUATHUSA LiBeTa
BCEMHUPHO H3BECTHOTO POCCUUCKOTO XyAOXXHHKA-abCTPAKIMOHUCTA U
TeopeTHUKa UcKyccTBa B.B. Kanaunckoro.

B.B. KanauHCKUI 4BJeTC K HACTOSIIleMy BpeMeHU sBJIsSETCH,
BO3MOXXHO, CaMbIM peNyTallMOHHO NPHU3HAHHBIM B MHPOBOM apT-
coo0OlIecTBe XYZOXXHUKOM HOBeHlIero BpeMeHU, MPOUCXOASLEM U3
Poccuu. Ero TeopeTHyeckdil myTb B TEOPUU U TBOPYECKHH NYyTh B
HCKYCCTBe HadaJIUChb B Bo3pacTe 34 JieT, mocje 6JIeCTAIero OKOHYaHUS
MoOCKOBCKOT0 YHHUBEpPCUTETa, I'Zle OH IPU BBbINYCKe OblJ1 peKOMeH/0BaH
JUISl IPUTOTOBJIEHUS K MPOPECCOPCKOMY 3BaHHUIO, TIO3TOMY OH HE TOJIBKO
MMeJl BbICOKHE JIOCTKEHUS B CO3JJaHMH abCTPaKTHOTO HCKYCCTBA, HO U
J06UJICS OOJIbIIUX YCIEX0B B TEOPETUYECKUX UCCIeI0BAHUSX.

B.B. KanguHCKUH MOJYepKUBAET BAXKHOCTh IIBETA JJISI 4€JIOBEYECKOTO
BOCIIPUAATASL W CYUHUTAET, YTO LIBET MOXET TeHEePHUPOBaTb 3MOLNH,
BbI3bIBATh ACCOLMALUU U NepefaBaTh nHopmanuw. Ham ciaefyeT umeTb
B BHJAy, 4YTO Teopusi LBeTa KaHAWHCKOro 6blIa BbIpabOTaHA UM
NepBOHAYA/JILHO BO BpeMs NepBoi moe3 Ky B ['epMaHuio, rje 6bLia caMmas
pasBUTass Ha TOT MOMEHT I[ICUXOJOTUYEeCKass IIKoJa B MHUpe, U
UTHpyeMasi Aajiee paboTa 6blla B OpUTHHAJle HalmKMCaHAa Ha HeMELKOM
s13blKe, a 3aTeM IMepeBOJWJIacCh Ha [Jpyrde, BKJOYass U PYCCKUH.
OkoHYaTe/IbHBINA BUJ, 3Ta Teopusl NpHoGpesia y>Ke BO BpeMsl ero BTOPOU U
IJIaBHOW YaCTH KU3HU B ['epMaHUM BO BpeMsl paboThl BO XPeCTOMaTUHHO
HM3y4eHHOU mmKoJie Bauhaus, rge uccienoBaHus 1BeTa, Kak U BCe Apyrue
npo6JeMbl Xy[OXKEeCTBEHHOW JesaTeJbHOCTH ObLIM IOCTaBJEeHbl Ha
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CTPOro HA4yHYyI0 OCHOBY, NpHUYeM C CHUCTeMaTH4eCKH QOpMHUPyeMOH
3MIUPUYECKON 6A30M.

C ¢usuvecKol TOYKHU 3pEHHUs LIBET — 3TO BOCIPUSATHE UYEJTOBEKOM
CBeTa, MpoelnupyeMoro Ha Marepuio. B pa6ore B.B. Kanguuckoro «O
JYXOBHOM B MCKYCCTBe» Mbl HaXxOJWM CJeJylollyde ONpeJeseHus,
onpefiesisIlOLIMe ero MOAX0J, K XpOMaTUYeCKOM aHaiuTuke: «ITo (LBeT)
YUCTO YYBCTBEHHBIA 3QPeKT», «ITO PU3UOJOTUYECKOE YYBCTBO», «ITO
KaK IPUKOCHOBEHHEe KO JIbJly W OIlyllleHHe XoJioAa». B jomosHeHume K
3TUM TaK Ha3blBa€MbIM «IIOBEPXHOCTHBIM BIEYATJIEHUSM» I[BET BbI3OBET
y JI0Jield «IICUXOJIOTUYECKUM LIOK», U Ha 3TOM YPOBHE «IICUXO0JIOTUYECKHe
3¢ deKThl, BepOSAATHO, BbI30BYT COOTBETCTBYIOLIYI0 CEHCOPHYI0 peaKLHIo
Yyepes accoruanuox».[1]

HWcnosb3oBaHWe 11BETOB B TPAaAUIMOHHOM KHUTAaHCKOM HCKYCCTBe
4aCTO OTpa)kaeT BJIMAHME IBEeTOB Ha 3MOLMM U ICUXOJOTHYeCKUe
COCTOSIHMSI,  aHAJOTHUYHO  TOMY, KakK 3TO  ONHUChIBAETCI B
MCUXOJMHAMHUYECKON TeopuH BocnpusTHs 1BeTa B.B. KangauHckoro. 3ta
aHaJIOTUA CIIOCOOHA JIOTMOJHUTENbHO MOATBEPAUTH 3IMIIHUPUUYECKYIO
060CHOBAaHHOCTb 3TOH TeopuH. Hcmosb30BaHWE pPA3/MYHBIX I[BETOB B
TPaJAULMOHHBIX KHUTAHCKUX XyJO0XKEeCTBEHHbIX MpPaKTHKaX I[03BOJAET
XyZ,0)KHUKaM Ilepe/laBaThb pas3J/iMyHble YYBCTBA U HACTPOeHMs, NpHUJaBas
MPOU3BEJEHUSIM OOJIbIIYIO IJIYyOUHY U COJlePXKATENTbHOCTbD.

B TpaguLMOHHOW KUTAaMCKON KyJbType CyIllecTBYeT NATb OCHOBHBIX
nBeToB: 6esbld, cuHuii(lluan), 4epHbId, KpacHbIA(YHU) U KeJATHIH.
Heo6xoanMo 3aMeTHTh, 4YTO OHHM SBJAKOTCA 6a3oBBHIMM U B
NCUXOJUHaMU4yeckol Teopuu uBeta B.B. KanguhHckoro. /[lpeBHue
KUTaMIbl CYUTAH, YTO «CYLIECTBYeT TOJbKO NATH I1BETOB, U MSATH [|BETOB
MEHSAITCS» (CyllecTByeT TOJbKO NATb NUTCMEHTOB, HO IyTeM
CMeIIMBAaHUSl U CMEIIMBAHUS 3TUX NATH NUICMEHTOB MOXHO MNOJIYYHUTb
MUJIJIMOHBl Pa3/IMYHBIX 1]BETOB, KaK OoTMedaeT B TpakTaTe «HMckyccTBo
BoHHBI» CyHb-1I3bI). ITH NATH IBETOB BKJIOYAIOT B Ce0S1 TPU OCHOBHBIX
NUTMEHTUPYIOIIUMX  [BeTa (KpacHbIM, KeJTbld, CHUHUH) U [ABa
JOMOJIHUTE/IbHBIX, OTTEHOUYHbIX (YepHbIM U OGesiblil) IBeTa B HUCKYCCTBE.
[lyTeM HajlOXeHUsI, yBeJWYEHHUS W YMeHbLIEHUs, OcJabJeHus |
KOHLIEHTPAallMM 3TUX MATH 1BETOB MOXHO IHOJYYUTb ThICAUYH UX
MoauduUKauui B BUJe OTTEHKOB.

B TpaguMLMOHHOM KHUTalCKOM HCKYCCTBE IeJieHallpaBJeHHOE,
CUMBOJIMYECKOe HCII0Jb30BaHUEe LBETa LIMPOKO pPaCHpOCTpPaHEHO U
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HaJleJleHO ©OoraTblM pas3HooGpasveM 3Ha4yeHUU. [IATb LBETOB Takxke
CBfI3aHbI B KHUTaNCKOHU KyJbTYypPHOU TpajguLuU C  OATbIO
nepBoaJjieMeHTaMu (MeTasl, JepeBo, BOJa, OroHb W 3emus). Besbii
IpejCcTaB/seT «MeTa/lI», a TakKXe fBJSEeTCS BOIJIOIEHHWEM «HHUYTO» B
Jaocusme. B.B. KaHAMHCKUI NPUMEHUTENBbHO K 6€J0My U OTHOIIEHUIO K
HeMy B 3anajHou XpOMaTU4YeCKOU TpaguLUuU OTMeyYaeT:
«MMnpeccHOHNUCTBl He BUJAT HHUKAaKoro 6esioro B NPUPOJE, U YacTo
XapaKTEPU3YIOT ero Kak «OecCBeTHbIN». /lJis Hero 6esoro mBeTa «3TO
MHUp, MNOPOXAAWILUA  HALEeXAYy»[2] CHMBOJM3UDPYIOUIUHA  YHUCTOTY,
6/1aropo/iCTBO U JJOCTOUHCTBO.

Cunuii  (UuaH) cUMBOJU3UPYET «JEepeBO», CHMBOJIM3UpYHOllee
)KU3HEHHYI0 CHJIy U POCT, CHHeHHbI — yHUKaJbHbIA LBeT B KuTae,
MeXJy CHHUM W 3ejieHblM, KaHAMHCKUH TakkKe MHCAJ, YTO «IJyOHUHY
MOXXHO HaWTH B cUHeM»,[3] B TpaJULUOHHOM KHUTAWCKOM MCKYCCTBe
3HaueHHe CHHero TaKXe MeHseTcd MO0 Mepe YyBeJUYeHUs WU
yMEHbILIEHHUsI ero HaCbILeHHOCTH. YepHBIN I[BET OJIMLIETBOPSIET «BOJY», U
BO BpeMeHa JAuHacTUM lluHbp B KuTae Bce BOCXMIAJMCh YepHbIM, a
YepHBIH CYMTAJICS HALMOHAJIbHBIM IIBETOM JAMHACTUM L[MHBb W mouuTascs
KaK MepBbIi U3 BCEX LBETOB, CHMBOJM3UPYIOLIMX YIIOPCTBO, CIIOKOMCTBUE
Y 6J1aropo/icTBO.

OpHako B.B. KanauHckuE yTBepXJaeT, OCTaBasCb B paMKax
€BpONEeNCKONM XpOMaTHUYEeCKOW TaJAWLMM, 4YTO «TOH YEPHOro — 3TO
6e3HajieXkHasl THUIIMHA [0 CpaBHEHUI0 C G6eJsibIM, CUMBOJIM3WpPYHOILAs
neyasb U cMepTh». OH nuueT:«Ha nepBbId B3I/, YepHbIA — 3TO CaMbli
HEJIOCTAaTOYHBIA M3 TOHOB LIBETOB, U OH MOXET CJYXXHUTb L€HTPaJIbHbIM
$OHOM, YTOOBI YETKO OTTEHUTb TOHKHE U3MEHEHUs APYTUX LBETOB». [4]
JTOT NYHKT MOKa3bIBAeT Pas3/iMyvs XpPOMaTHYECKHX pedepeHLUi B JBYX
BU3yaJIbHBIX KyJIbTYpaX. B CO3HaHWM KUTaHIeB 4YepHbIA LBET - 3TO
BHYLIAOIIUN 6J1aroroBeHUe, pelUTeJbHbI W 6JIarOPOAHBIM  IIBET,
KOTOpBIA 0GYCJOBJIEH PAa3IM4YMEM B KyJbTYPHOM M HCTOPHUYECKOM (OHE,
YTO BBI3BIBAET JIETKYIO «aCCOLUALUIO» PA3THIHSL.

KpacHbl, 1O OTHOLIEHWI0 K IlepBO3JieMeHTaM B KHUTaHCKOH
KYJIbTYPHO-IICUXOJIOTUYECKON TPaJULIMK [JIeKOAUPYETCS KaK «OTOHb».
Paziuuusgs B NOHMMaHWM 3HAYEeHHWH, KOHEYHO, €CTb U  3/IeCh.
B.B.KaHauHCcKui nucan B cBoed KHUTre: «beckoHeuHasi TenioTa KpacHOTO
He 06J1a/laeT JIETKOMBICJIEHHOHW 3apa3uTeNbHOHW CHJIOW KEeJITOro, HO
BbIpa)kaeT BHYTPEHHIO TBepAOCTb M MOLIHYI HWHTEHCUBHOCTb... /../
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PasnuyHble cuJbl, MOKa3aHHble KPAaCHbIM LIBETOM, O4Y€Hb CHUJbHBL. OH
IPOU3BOAUT BIleYyaT/JE€HUE CHJIbI, >KU3HEHHOW CHUJbl, PElIMMOCTH.. /../
JTo moxoxe Ha 3BYK TPYObI B rPyIIe, TPOMKUM, YeTKUNA U BBICOKUN». [5]
KpacHblil Takke uMeeT Jpyroil cratyc B KuTae, KpacHbIi - GOHOBBIN
nBetr KuTas, a KpacHbId - IBET OJIArONPUSITHOTO U CYACTJIUBOTO. B
JIpeBHHe BpeMeHa KUTaWIlbl BEPUJIH, YTO KPAaCHbIN IIBET MOXKET U36exaThb
3/1a U 3alUTUTb MHUD, B JeHb CBaZibObl MOJIOJ0KEHBbI TaKXe J0JKHBI
HaJleTh KpacHoe cBaJZile0HOe IJIaThe.

Ho B coBpemeHHOM KuTae KpacHbIM LBeT MMeeT HOBOE 3HAayeHHeE:
KPOBb KpacHas, KpaCHbI CHUMBOJIM3UPYET HaINpshKeHHYI 60pbOy, B TOM
yucsae 60ppOy 3a HE3aBUCUMOCTb, peBoJtOLUI0. [103TOMy KpacHbIH - 3TO
nBer KoMmyHuctudeckoit maptuu  Kurtas u  ee arpubyr B
MHbOpMaLMOHHOU paboTe, LBeT $poHA rocyfapcTBeHHoro ¢uiara Kurasg, a
IOTOMYy - TrepaJbJHYeCKUH TroCyJapCTBEHHBI CHMBOJ M  3HAaK
HaTPUOTH3MA B BOCIIPUATHHU BCEX TPAXKJAH CTPAHBI.

KenTelll, B UCXOAHON cHUCTeMe pacno3HaBaHUS 3HAYeHUH LBETOB B
Kutae osunerBopsier 3emJito. B.B. KaHAMHCKUH B 3TOM OTHOILIEHHUH
NpoABJAAET NOJHYI COMUMJAPHOCTh: <« KenTeli — TUNWYHBIA LBeT
3emnn». Ho mpubaB/iseT W 3aMedaHHsl, KOHKpeTHU3UpYIOlLIMe JeHCTBUSA
3TOro IBeTa C 3MOLMOHAJIbHOHW CTOPOHBI, XapaKTepusys JeHCTBUs ero
OTTEeHKOB: «KesJTBbIii MMeeT TEeH/JEHIMI0 CTAHOBUTHCS PE3KUM, HO He
006J/1aZlaeT CIOCOOHOCTBIO BhIpaXaThb IJyOUHY»,[6] B KuTae xenToiil uBeT
CUMBOJIU3UPYeT TakKXe BbICOKUN HepapXWYecKUH CTaTyC, LieHHOCTHOe
nosioxkeHWe. B 3ToM KauyecTBe KeJTbIH TaKKe NPUCYTBYeT B LBETaX
rocy/lapcTBeHHoro ¢Jara CTpaHbl.

PosieBble QYHKIMM TNATH 1BEeTOB B TPAJULHOHHOM KHTANWCKOM
HCKYCCTBE B CpPaBHEHHWU C WHTepIIpeTalyded 3THX LBETOB B pabore «O
JyXOBHOM B UcKycccTBe» B.B. KanguHckoro, rae oH o6cyxjaeT «addekTte
1iBeTa», U OOHapy)XKUBaeTCsl, UTO, HECMOTpPSA Ha pasJjinuue KyJbTYPHBIX
KOHHOTAlMH{, MOHMMaHHe NPHUPOJbl BO3JEHCTBUS LBETA BO MHOTOM
COJlepKUT B cebe aHAJOTUIO B 3TUX Pa3/IMYHbIX UCTYHUKAX MHPOpMaLUMU
no o6cyxAaeMol npo6seMe. KoHeyHo, Kak ClpaBeAJMBO OTMeyaeT OJUH
M3 COBPEMEHHBIX KUTAWCKUX aHAJIMKOB XpOMAaTUYE€CKOM KOMMYHUKALIHH,
«MIOCKOJIbKY TICMXOJIOTMYecKasi CTPYKTypa HallMOHAJbHOW KYJbTYphI
06J1aJlaeT OTHOCUTEJbHON CTAaOMJBbHOCTBIO, TPAAMUIIMOHHbIE KHUTaNCKHe
IBeTa 006J1aal0T COOTBETCTBYIOLIEH CTabUIbHOCTBIO U HE3aBUCHUMOCTBIO
B CTUJIM30BaHHBbIX ycJoBusAX 1BeTa» [7]. TeM He MeHee, HeJb3s
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UTCHOPUPOBATb TOT QaKT, YTO KaXKAbli LIBeT BbIpasuTeseH, OHU MOLYT
nepe/jaBaTb YHHUKajJbHble 3MOLUHU U CMBIC/IbI, MO3TOMY XYJO0KHUKH
TaKXXe MOIYT Bblpa)kaTb U IepeJaBaTb CBOM HJeH U JAyX depe3 BbI6GOp
IIBeTa, YTO COJEpXUT B cebe CXOAHble WJIA aHAJOTHUYHble MeXaHHU3MBbI
BOCIPUATHSA LBETa, He MeHsluecs B 3aBUCHMOCTH OT KYJIbTYPHOIO
pernoHa. I3TH TOYKH COBNAJZIeHUH JieJJAlOT OCOGEHHO BaXKHBIMU
3aMe4yeHHble HaMH aHAJOTHM B3IJIAJ0B TPAAUIMOHHBIX KHUTaHCKUX
NpPaKTUK U TeOpeTUYeCKOM TMO3ULUKA €eBPONENCKOr0  MBICAUTENS
HOBeNIIero nepuoja, TpyJ KOTOPOro Mbl HECKOJIBKO pa3 LIUTUPOBAJIHU B
HACTOSILEM TEKCTe.

Ecnn o6paTUTbCA K KOHKPETHBIM CJIy4asM POJIM LBeTa K KUTAaHCKHUX
TPaAUIIMOHHBIX Xy/J0XKeCTBEHHbIX NPAKTHUKaX, TO Mbl JOKHbI BblJI€JUTh
B KayeCTBe peNpe3eHTaTUBHOrO NpHMepa 4Ype3BblYAaWHO BaXKHYIO
KapTUHY B HUCTOPUM TPAAULMOHHOM KUTANCKOHN XMUBONHCU. ITY paboTy
cosjas XyAo0xHUK Ban CUM3H, )KUBIIKK B 310Xy AuHacTuu CeBepHast CyH.
Pa6oTa HaswiBaeTcss «['opbl U BOABI HAa ThHICAYY JU» U B Hell BaH CumaH
UCIO0JIb3yeT 3eJleHbI U CHHUHM B KayeCTBe OCHOBHBIX IIBETOB, U CO3/aBas
[IBETOBOM KOHTPACT CBETJIBIX MU TEeMHBIX TOHOB Ha UIEJKOBOW TKaHH,
YyTOOBI HAapHUCOBAaThb HACJOEHHE TOp U DPEK OH MepeJjaeT yHUKaJbHOE
OlyllleHWe MNPOCTPaHCTBAa U TPEXMEPHOCTH, JAaBad JIOAAM IIMPOKOe HU
OTKpPBITOE BU3yaJbHOE BIleYaT/eHHEe, YTOObl 3pUTENb MOT UMEThb OJJHO C
HHUM MHTEJJIEKTYaJbHO-3MOLIMOHAJbHOE OTHOLIEHHE K TOMY, YTO BHU/JeJI
KOTZ]a-TO Xy/L0XKHUK U 4TO BOCCO3/aJl B KApPTUHE.

Kak mpejcraBisieTcss B yucjie 3HAaYeHUHM 3Ta paboTa 3MOLMOHAJIBHO
nepeJjaeT OYeHb MHOrOe: JII060Bb KUBOMUCIA K BEJUKUM PeKaM M ropam
pPOAUHBI, WCKPEHHUH BOCTOPr MX TrapMOHMWeH, YHHUKaJbHbIMU YepTaMH
CBOMCTB IpPOCTPAHCTBAa, BO3MOXHO, M MbICJH MeTapHU3UYECKOTro
XapakTepa, a TakXxe HaJleXK/y, ONTUMU3M B CTPeMJIEHUH K JIy4lllel KU3HHU.
[lociefHee mnepefaeTcs, CKopee BCero, MMEHHO TpajalUsMU CHHEro
nBeta. EciyM ucnosib3oBaTh [ HMHTepNpeTalydu 3TOro BleYaT/eHUs
ujen 1BeTonepefayud smouuil B.B. KaHauHckoro, To ee ocHoBaHHUA
OoOHapyaTcsl B ero IMpeJNoJIO)KeHUH, UYTO «Mbl YyBCTBYeM B CHHEBe
NpuU3bIB K GECKOHEYHOCTH, CTPEMJIEHHE K YHUCTOTE U OTPEUIeHHOCTH».[8]
BuanMo, IMEHHO acneKTbl CMHEro U INepejalT 0coboe MeTadU3UYECKHU-
3TUYecKoe BIleyaT/eHHe, OCTawlleecss OT CO3eplLaHUs paboTbl 3TOr0
BBIJAIOLEroCd KUTAWCKOro MacTepa, He3aBUCMMO OT TOTO, K KaKoH
KyJIbTYPHOH TpagULIUY IPUHAJIEXKUT 3pUTEb.
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3akaioueHue

[IpoBesileHHOE COTMOCTABJIEHHE TOKA3bIBAET, UTO XOTS LBET SBJISAETCH
pe3y/ibTaTOM Hallero 3pUTeJbHOr0 BOCIPUSATUSA OObEKTUBHBIX KaueCcTB
OCBEILeHHbIX 00'BEKTOB, €CJM XapaKTep 3MOIMOHAJIbHOTO BO3/E€HCTBUSA
I[BETOBBIX KOMIIOHEHTOB BOCIPHUSATHS NMPOAHAJU3UPOBAH, TO OH MOXET
BbIpaXkaTb U IlepefaBaTb HWHTeJ/JIEKTyaJlbHble acleKTbl 3MOLMHA B
NpPOU3BEJIEHUSX MCKYCCTBA, 4YTO OKa3blBaeT BaKHOEe BJIMSHHME Ha
YyeJIOBeYeCKOe MO3HAHUeE, CO3/laBasd OYeHb I[eHHble GAKThI 3CTETUYECKOT O
OmbITa B KayeCcTBe INPOU3BEJEHUN UCKYCCTBAa. AHaJMU3 [BETOBBIX
KOMIIOHEHTOB MATHU I[BETOB B TPAAUIMOHHOM KHUTAHCKOM HCKYCCTBE C
NOMOIIBI0  NCUXOJMHAMHYECKOW TeopuM BoCIpuATUA 1BeTa B.B.
KanguHcKoro mnpencTtaB/sieT co60i, 0COGEHHO B CBeTe JajibHelliero
HAay4YHOT'0 PAa3BUTHSA €ro paHHHUX HJieH, OYeHb BOXKHYI0 Hay4HYH 6aszy AJjs
yray6JieHusl Hallero MOHMMaHUS U OLEeHKHU TPaJULUOHHOIO0 KHUTAMCKOro
HCKYCCTBa, paclLIMpeHHs] UHTepNpeTalMOHHOTO KOHTEKCTa B3aUMOCBS3U
MeXJly IIBETOM U 3MOIHUSIMH B CJydae OIeHKH KOHKPETHOTO
Npou3BeJleHWs] BU3YyaJbHOIO HCKycCTBa. BHe BCSIKOrO COMHEHHS,
NOJ0OHBIA ONBIT CPABHUTEJNBHOTO aHa/lu3a TaKXkKe CAYXUT UCTOYHHUKOM
Ui JaJbHEHIINX TeOpeTUYeCKHUX HCCIeJOBaHUHA KakK B 00J1aCTH
0COGEHHOCTe! LIBETOBOU Mepeayd 3CTeTHUYecKOM MHPOpMalLuK BOOOIIE,
Tak U B 00JIaCTU NpPUMeHEHUsl pe3y/JbTaTOB TaKUX HCCAeJOBaHUH K
HAaydYHOMY  HM3Y4YEeHHWI0 He  TOJbKO TPAJAUIHUOHHBIX  KUTAWCKHX
XyJl0)KECTBEHHBIX MpPAaKTUK, HO W COBPEMEHHOI0 MWCKyCcCTBa B €ro
MHOI'006pa3uH.
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Guo Jinyu

ANALYSIS OF THE CHROMATIC COMPONENTS
IN TRADITIONAL CHINESE ART
BASED ON W. KANDINSKY’S PSYCHODYNAMIC THEORY
OF COLOR PERCEPTION

Abstract

Traditional Chinese art is one of the important elements of traditional Chinese culture, which
shows its unique style through various arts and artworks, embodies the traditional aesthetic
concept of the Chinese, and color, regarded as an indispensable means of expression in
traditional Chinese art, plays a weighty role in traditional Chinese art. The purpose of this
study is to analyze the components of the five basic colors having special symbolic meanings
in W. Kandinsky’s theory, in order to identify emotional expression of colors and symbolism
of colors in traditional Chinese art, which is important for deeper understanding of color
characteristics, cultural connotations and the influence of color on emotion and psychology
in traditional Chinese art.

Keywords

W. Kandinsky, color, traditional Chinese art, five colors, Mountains and Waters for a
Thousand Li painting.
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Ysrcan UHnveS7

BBIPAYKEHUE LIBETA B IETCKO KHMXKKE C KAPTUHKAMU
B CBETE TEOPHUH B.B. KAHANMHCKOTI'O

A6cmpakm

B 1306pa3suTesIbHOM HCKYCCTBE LBET SIBJSETCS OJHUM H3 BaXKHEHIIHUX COCTABJISIOLIMX
cuMBosIoB. Ha QoHe cerojHsIIHeH 5MOXM 4YTEHHA C KAapTHHKAMM JETCKHe KHIDKKH C
KapTHHKaMU KakK 3(QeKTUBHOe CpeJCTBO I103HABATEJbHOTO IPOCBELIEHHUA IMIHUPOKO
HCHOJIb3YIOTCST OOLIeCTBEHHbIM KOHCEHCycoM. B 3Toll cTaThe B KadecTBe OO6GBbeKTa
HCCJIeJOBaHNS HMCIOJBb3YIOTCA AETCKHE KHIXKKM C KapTHHKaMH. O6beKTOM HCCJIe[JOBaHHUSA
06Cyx/1aeTcs KyJbTypHasi IeHHOCTb AEeTCKUX KHWXeK C KapTHHKaMH, OCHOBHOe BHUMaHUe
yAeasieTcsl aHa/lu3y 3MOLMOHAJbHOIO BbIpAXKEHHMs] [BETOB B JIeTCKUX KHIDKKaxX C
KapTHUHKaMH, a TakKe aHa/u3y NpPOU3BeJeHUM [ HU3ydeHUs 3$QPeKTOB U306pakeHUs U
JIyXOBHBIX KOHHOTAIUH, Tepe/jJaBaeMbIX [{BETAMH.

Kawuessle ci106a

JleTckue KHIXKKY C KAPTUHKAMH, 1IBET, 3MOIIMOHAJIbHBIN pe30HaHC.

Kak BakHasi 0cOGEHHOCTb BU3yasIbHbIX CUMBOJIOB, IIBET UMeeT obllee
NOKJIOHEHUe, 061 eNpU3HAaHHOE JIIOJbMHU, U ¥ HET0 eCTh CBOSI YHUKaJbHas
MeTadopa, KOTOpPOH HajeseHbl Bce 06e3 UCKIIYEHHUSI KyJbTYPHBIE
cucteMbl. lIBeT, npex/je Bcero, mpobJsieMa IcuxoJjioruyeckas. B To BpeMs
KaK 4YeJIOBEYECKUH TJa3 crnocobeH pas3jidyaTb MUJJIMOHBI I|BETOBBIX
CTHMYJIOB, MO3r BbIGHpaeT [Jjsi BOCHPUSATHS JHLIb OrpaHUYEHHOE
pasHoo6pasue. JTO MOKa3bIBaeT, UTO CYLIECTBYeT OrPOMHasi pasHULA
MeX/Jy BOCHPUSTHUSAMU pa3/IMYHbIX I BeTOB. I[lOCKOJIBKY LIBET — 3TO
NICUXO0JIOTUYECKOe fIBJIeHHe, 3HaueHHe KaXKJOro IiBeTa B NPOU3BeJeHUAX
HCKYCCTBa NOCTOSIHHO MEeHsIeTCs C J[peBHENLINX BpeMeH |0 HallluX JHeM.
B.B. KanauHckuil B pabote «O AYXOBHOM B MCKYCCTBE» YKa3bIBaJ, YTO Y
KaXKZIoTO IIBeTa eCTh CBOW BHYTpeHHUH 3BOH.[1] IIpormecc 1iBeTa Bce ele
pasBUBaeTCs W NPOJAOJKAETCS, YTO He TOJbKO CTUMYJUPYET
6e3rpaHUYHOE TBOPYECTBO XYJO0XKHHUKA, HO U JlaeT 3PUTENI0 JylIeBHBIN
IIIOK.

57 Yycan Mube - acnupaHTKa Kadelpbl HCKyccTBa rpaduku POCCHHCKOro rocyAapCTBEHHOM Xy/0KeCTBEHHO-
npoMmbluieHHoM akagemMnuu umenu C.I. Ctporanosa. TemaTuueckast naxeas 4. 3-noura: 515603455@qq.com


mailto:515603455@qq.com

259

[Icuxosoryua pasBUTHUs pacCMaTpUBAeT BOCHPUATHE LBeTa KaK OJUH U3
B&)XHBIX IPU3HAKOB pPaHHEro KOTHUTHBHOTO Pa3BUTHUS MJAJEHIEB, a
3CTeTHYECKOe M 3pUTeJbHOEe pa3BUTHE MJIaJIeHLleB TeCHO CBsi3aHbl. C
HacTyIJIeHHeM 3pbl 4YTEeHUs C KapTHUHKaMH COBpeMeHHble JeTCKUe
KHWXKKM C KapTUHKaM{, B KOTOPbIX OCHOBHOe BHHMaHHUe y/esseTcs
SIPKUM U UHTEPEeCHbIM HCTOPUSAM C KapTUHKAaMH, He TOJIbKO IMO3BOJISAIOT
JleTAM HacJaXAaTbCAd BU3yaJbHbIM INPAa3JHUKOM, HO W IO3BOJAIT HUM
YUYUTBCS U AyMaTb.

1. BHympeHHee e1usiHue yeema Ha demeii

B Teopun nBera KaHaMHCKOro, NMOJOGHO 3/€eMeHTaM y30pa, LBeT
«OCBOOOXZAeTcsA»  OT CaMOro  CBOero  HOCUTessd, Jesasd  ero
«CaMOCTOATeNbHbIM». OH CYMTAET, YTO IIBET 06J/1alaeT MCUXO0JIOTUYEeCKON
CUJIOH U BbI3bIBaeT JYXOBHBIM LIOK, TOYHO TaK Ke, KAK OKPY>KaloIIUHi MUP
BbI3blBaeT y JleTed ollylleHUe, 4YTO JHOO0H NpeAMeT cBex. B mpouecce
JleTCKOro TI03HaHUA MHpa INepBbIM W CaMbIM Ba)KHBIM SABJSETCSA
BOCIIPUSITHE BCETO OKpYXKalollero yepes 3peHue. B 3ToM mpouecce 1seT
MOXeT He TOJIbKO OKa3blBaTb BH3yaJlbHOe BO3JedCTBHe, HO U B
ONpesie/IEHHONW CTENeHW 3arTparuBaTh JAyLUly ¢ BO3JeWCTBOBAaTb Ha
JeTcKkre 3Monuu. Martucc ofHaxkAbpl ckasaa: «LlBeT Bo3zelcTByeT Ha
yyBcTBa».[2] LlBeTa npo6yxJal0T BooOpakeHUe, OCOOGEHHO Yy JeTel,
KOTOpble 6oJjiee YyBCTBUTEJBHBI K LIBETAM U 4Yallle CO3/Ja0T acCOLHMALHU.
Kaxxgpiik peGeHOK MOXKeT BBICBOOOJUTb COOCTBEHHBIH I[BETOBOH
MOTeHLMaJI, KOTOPBIN ABJISETCA CaMOCO3HATe/JbHbIM BbIpa)KeHHEM IiBeTa
M OCHOBHOH GOpMOM CyO'BEKTHBHOTO «f», peanusymollei nejab JeTCKOTO
CaMOIIO3HAHUS, CAMOBBIPAXKEHUs, Y/JOBJETBOPEHHUSI M CaMOBBIPAXKEHUS.
JTOT KOTHUTHUBHBIA IIpOIleCC COeJUHEHUs Yepe3 3peHHUe SBJAETCH Kak
CO3HATEeJbHBIM, TaK M Oecco3HaTesJbHbIM. /JleTH MOryT HaKallJIMBaTh
O6oraTelii MHEPUENTUBHBIA ONBIT. IJTO JUAJEKTHYECKOE €eJUHCTBO
IICUXOJIOTUYECKOM  JleATeJIbHOCTU  sIBJAseTCS  ABWXKYLled  CUJIoH
$OpMUPOBAHUS 3CTETUYECKOTO BOCIPUATHS JeTeH.

2. Posb yeema 8 KHUMCKax ¢ KapmuHkamu

JeTtckue KHWKKH o KapTUHKaMHU npeJCTaBJISIOT cobou
IIOBECTBOBATe/NbHYI0 (GOpPMYy, B KOTOPOH B OCHOBHOM HCIIOJIB3YIOTCS
M300pa’KeHUs] U JIONOJIHAETCS HeGOJbIIMM KOJMYECTBOM TeEKCTa.
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[TocpeICTBOM CTUMYJISAIIUUA 3JIEMEHTOB BHU3yaJbHOH GOPMbI B KapTHHKaX
JeTH MOTYT MpEeJACTaBJsATh, MEePeXHWBaTh W BOCIPUHUMATbL M UrPaTh
KU3HEHHO BaXKHYI0 POJib B 3MOLMOHAJBHOM M KOTHUTHUBHOM pa3BUTHUHU
neTen.

2.1. ImoyuoHa1bHOE 8bIpaliceHue yeema

[Ipn opopM/IeHHH [eTCKUX KHMXKeK C KapTHUHKaMHu cjefyeT B MOJHOU
Mepe Y4YMUTBIBaTb IICUXOJIOTHYECKOe pa3BUTHE JeTed U 3PPeKTUBHO
yJydllaTb BJMsHUEe LBeTa Ha JeTed. COBpeMeHHBbIA [MCHUXOJIOT
BU3yaJIbHOTO McKyccTBa KsposmH bnymep cunTaeT: «lBeTa BBI3BIBAIOT
pa3jM4YHble 3MOIMH, BBIPAXKAIOT 3MOLMM U JaXKe BJUSIOT Ha HallH
HOpMaJIbHble NCUXoJorndeckue 4yyBcTBa». [3] LiBeT cam mo cebe umeeTt
MHOXECTBO  XapaKTepPUCTUK, WU HUMEHHO 3TH  XapaKTePUCTUKHU
BO3/JIEMCTBYIOT Ha 3pHUTeJIbHble OpraHbl YyBCTB M, TaKUM 06pasom,
BbI3bIBAIOT pa3J/iMyHble IICHXOJIOTHYECKHe oluyiieHus. Kaura Jlaypsl
Bakkapo Xurr "PaHpmie g  6osnace” (Masa. 1) onucbiBaeT
IICUXOJIOTUYECKUH TPOLEeCcC MNpeoJosieHUs] CcTpaxa JAeTbMH. bosbiuas
obJlacTh I|BeTa B KHUIe IepejaeT BHYTPEHHHE MepeXUBaHUA JeTel.
HanosHeHna aTMocdepoil. OTKpolTe KHWXKY C KapTHUHKaMH{, Npexje
Bcero, 6osipliasi 06J1aCTh KEJATOTO M CHUHEro LiBeTa pasjiesieHa Ha BCIO
CTpaHULy B COOTBETCTBUU C cooTHoweHueM 2:1 (HMaa 2). Korpga
KaHgMHCKMH nNpoaHa/lM3WpOBal NpeJCTaBIeHHe 1BeTa, AJA >KeJTo-
CHUHEro TpynIoBOTO KOHTpAcT, [4] oJHaXKJbl CKasaJ, YTO KEJTbIH IBET
OyZeT NpOU3BOAUTH LEHTPOOEKHOe [JBIKEHHE, KOTOpoe MeJJIeHHO
paccenBaeTcs U B TO e BpeMs YeTKO NpUOJIMKaeTcs K 3puTesto. Ha aToi
CTpaHHUIE B LEHTpe >XeJaToro ¢oHa HApPHUCOBAaH IMayK, OOJBIION SIPKO-
YKEJITBI y4YacTOK, SPKOCTb YBEJUYHUBAETCS, U €ro LBETOBOE JBHXKEHUe
O6yZeT cujbHee, KaK NayK, ABMXKYLIUMKCA K HaM 6e3 OCTaHOBKH, BbI3bIBast
pacnpocTpaHeHHe [JeTCKOM HepBO3HOCTHU. /Jlpyras dYacTb CTpaHHULbI
3all0JIHEHa CHHUM [BETOM, U BbIpa3UTeJbHble OIIYIeHUsS CHHEr0
IOCTOSIHHO CXUMAITCA BHYTPb, KaK YJHUTKA, BXOAsALlas B PaKOBUHY,
Me/IJIEHHO YCKOJIb3aeT OT ayAWUTOPHUM, CUHHUU CMELIMBAETCS C YepHBIM,
APKOCTb yMeHbIIAeTCs, a ero IBeTOBOe JBWXXEHHe TaKXe MOXKHO
YCUJUTb, NOMECTUB MaJleHbKYl0 JeBOYKy B QOHOBBIA TOH. B 3ToM
$GOHOBOM TOHe JIFOAW YYBCTBYIOT, YTO CIIMHA J€BOYKH HCTOYAET CBOETO
poJa BcacblBaHUe, N10X0XKee Ha 6e3JHy, YTO yI/y6JseT 3MOLHUOHATIbHOE
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4yBCTBO CTpaxa. [lepeiizis Ko BTOpPOH cTpaHMlle, CHHeBa BCeH KapTUHBHI,
cipaBa  HaJeBO, CBETJIOTA CUHEro OBICTPO  yBeJUYUBAaeTCd, a
HaChILIEHHOCTh YMEHbIIAeTCs, YTO [ieJAeT OLIyIleHHe [JBIKEHUs
CrJIQ)KeHHBbIM, [I0O3TOMY 3Ta KapTHUHA B OCHOBHOM MpeJCTaBJseT 06O
MSITKOE U YMHUPOTBODPSIOIlee HACTpPOeHUe. SIpKo-6eJible Jy4YHUCThie JIMHUU
HayTUHbl Ha CcUHeM (OHe, 3pUTE/b CJeLyeT 32 MaJIeHbKOH JeBOYKOH,
4yTOGBI [10KAa3aTh Becejoe U CYACTJIMBOE HACTPOEHHE, pacKpbiBasg TeMy
«Tenepsb 51 60J1b1IE HE GOKOCHY.

3. 2. lleemoesasa accoyuayus u co3HamesibHOe 8blpajiceHue

Acconpanuss — 3TO NCHUXOJIOTMYECKHUH TpoliecCc NMPUAYMbIBaHUA OJHOM
Bel[d [JpYrod, OTPa)KEHHE OINpeJeseHHOW CBSI3W MeXJy pealbHbIMH
BellaMM B MO3ry 4eJioBeKa. boraToe BoobGpakeHHe XapaKTepHO AJIs
JleTel, a 6e3yZiepKkHOe BOOOpaXkeHHe — 3TO TO, O YeM JleTH 60Jibllle BCEro
J06AT roBopuThb. OTel, ANOHCKUX KHIKEK C KapTHHKaMu Manyu Hao
OJIHAX/Ibl CKazal: «KHUIM ¢ KapTMHKaM{W — BaXKHasi OTHpaBHasi TOYKa
Ass1 BoobpaxeHusi». [5] Juk Bpynep rosoput B kHure «/luk bpynep: Mos
uctopus ¢ Muddu»: «llBeTa BaXKHbI, IOTOMY YTO KaKAbIM LBET 06JajaeT
0COGOW CHJIOH, KOTOpOH 006JaJlaeT TOJIBKO 3TOT LBeT». Hampuwmep,
COTJIACHO ONBITY COLMAIBbHOM KU3HH, KOTJia Bbl YIIOMHUHaeTe CUHUH LIBeT,
Bbl iymMaeTe 0 Hebe; KOrJa Bbl YIIOMHUHaeTe OeJbld LIBET, BbI JyMaeTe O
xJonKe W 6esblx 06JaKax; BUASA 3eJIeHbIH LBET W JyMas O JIeCE.. 3TO
ecTeCTBEHHble accouMauuMu. B  KHMXKaXx C KapTHHKaMM  eCcTb
HacbllleHHbIe I[BeTa, KOTOpPble CTUMYJIMPYIOT 4yBCTBAa. /[leTH y3HAOT H
YCBaMWBAIOT [[BETA U3 KHIKEK C KAPTHHKAMH, U OHU OOHApY’KaT, YTO HEGO
TaKXXe MOXeT ObITb pO30BbIM. [IOMHMO TOro, YTO 3eJleHbld IBeT
accoUMMpPyeTcsl C KOHKPETHBIMH O6GBEKTAMH, OH TaKXXe MOXET ObIThb
abCTPaKTHBIM IIpeKpacHbIM JeTOM. B KOHIle KOHLOB, Yy JeTeH
IPOCTPAHCTBO JJI1 MBICAUTEJNbHOTO PACXOXAEHUS IIMpe, a BHYTPEHHUU
JIyX CAaMOBBIPAXKEHHS CMEJIO BbIPAXKAETCs Yepes IIBET.

B wantoctpupoBaHHOM kHuUre Jpuka Baty "Kpeuibs ngera” (Masa. 3-8)
[I0OKa3aHO ero HeNoBTOPMMOE OyapoBaHMe IBeTa. JTO KHUTra, KoTopas
BeJleT ZieTed B MHUp LBeTa. B Hel [/ omucaHUs I[BETOB HCIOJIb3YIOTCS
IpUpOJHble NeH3aXH, a BeceHHAs 3ejieHb [loJil NMOKa3bIBalOT KpacoTa
’KU3HH, CUHee MOpe M CHHee He0O JIETOM HMEIT KpacoTy CBEXECTH,
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YKEJIThI ¥ OpaHXKEeBBIM 1IBeTa OCEHU — KPACOTy ypoKasl, 6esiM3Ha 3UMBI
— KpacoTy MSATKOCTH, a HOYb IMPHUHOCUT KPacoTy CHOKoWcTBUs. Bcs
KHUTa 3aCTaBJ/sIeT JEeTCKUH AYXOBHBIM MUD BOCHPUHUMATh aGCTpPAKTHbIE
MOHATHUA B MO3THYECKOM KJIIOYe, U acCOIMallM{, BbI3bIBaeMble JIMYHbBIM
ONBITOM Ka)XKAOro pebeHKa, TaKkKe pas3JIMYHbl, HO 3pHUTeJibHasd
CTUMyJISIUS LIBETA KAapTUHKU OyAeT 6ecco3HaTeJbHO aHAJM3WpPOBATh
3aMbIceJt.

Kaxabpiii pebeHOK MOXeT BbICBOOOJUTh COOCTBEHHBIH IIBETOBOM
MOTEHI[UaJI, KOTOPBIH SABJISIETCA CaMOCO3HATeJbHbIM BbIpa)KEHHEM IIBETA
M OCHOBHOW GOpMON CyO'bEeKTHUBHOTO «f», peanusymolei 1ejb AeTCKOro
CaMOIIO3HAHUS, CAMOBBIPAXKEHUs, Y/IOBJIETBOPEHUSI U CaMOBBIPAKEHUSI.
JTOT mpolecc MO3roBOr0 IMO3HAHUS W aCCOIMALMU  SABJSETC Kak
CO3HaTeJIbHBIM, TaK U 6eccCO3HaTeJbHbIM, U JHUaJIEKTHYECKOe eIHUHCTBO
3TOM NCUXOJIOTUYECKON [JleSITeJIbHOCTU SBJSETCS [JBWXKYILEeHd Ccuion
$OpPMUPOBAHUS 3CTETUYECKOTO BOCIPUSTHS J]eTEN.

4. ﬂusaﬁn U npumeHeHue yeema 8 KHUMCKAx ¢ KapmuHKamu

KOHerTHaH BbIPpa3WTEJIbHOCTb LiB€Ta 3aBUCUT H€ TOJIbBKO OT TOYHOTO
B€T4a, HO WU OT €ro COOTHOIIEHHUA U IMOJIO)KEHHUA B MNPOCTPAHCTBE H
BpEeMEHH. HPEBOCXOLLHI)IE XYAOXKHHUKU AETCKHX KHHXKEK-KapTUHOK 6y,£[yT
NPHUMEHATb 3CTETHYEeCKHEe MNPUHOWUIIbI W MNPHUHLOUIBI XYAOXECTBEHHOI'O
O(I)OpMJ'IeHI/IH IpHu CO3JJaHUU KHUXKEK-KAPTHUHOK, HCIIOJIb3yAd ILBETOBYIO
BbIPpAa3UTE/JIbBHOCTb, YCUJ/INBATb XyAOXECTBE€HHAA IIPHUBJIEKATEJIbHOCTb
Ipou3BeLEeHUA.

4.1. Hcnoav308aHuUe Ma/10HACLIWEHHbIX Y8emos

Teopus nBeta KaHJUHCKOrO CYHUTAET, YTO HET HEOGXOAUMOCTH H3y4YaTh
Te IJIyOOKUE U TOHKHE IIBEeTOBble U3MEHEHUs B HayaJjle, a HY»KHO TOJIbKO
U3y4aTb, KaK HCIOJb30BaTh IPOCTble 1[BETa, a BO3BpallleHHe K
OpUTHHAJY [eJlaeT cepjilie XyA0KHUKA 60Jiee YNCThIM U HE3eMHbIM. ITO
TaKXe COOTBETCTBYET XapaKTepHUCTHKaM 3PUTEJBHOIO U
TICUXO0JIOTHYECKOr0 pa3BUTHSA AeTed. Koraa feTy yaBavMBalOT LBETA, OHU
CKJIOHHBI 06Pa30BbIBaTb POCThIE U YeTKUe IBeTa. [[03TOMY, YTOGHI IeTH
YyBCTBOBAa/IM CebGsi TAapMOHHUYHO C IOBECTBOBATEJbHBIM COJepXaHUEM
OpY 4YTEHWH KHIDKeK C KapTHHKaMH{, Heo0X0AMMO INPOBOAUTH



263

IleJieHaNpaBJeHHOe MPOEKTUpPOBaHHE B NpHeMax o06paboTku. KaTepuHa
Cazme «Xopomass ujes Ha MWIUIHOH» (Mar 9-12), Bca kHura ToOH KHUTH
OCHOBaH Ha 3JIETAaHTHOM HEHAChII[EHHOM MOJIOYHO-KEeJITOM, KOTOPBIH
aBTOp HCIOJIb3YEeT, YTOObI MMOKa3aTb, YTO AEHCTBHE MPOUCXOJUT OCEHBIO,
yMEHbILIAasi MUCIO0JIb30BaHUE B TOHE 0OJIbIIOH 06JIaCTH KPEMOBO-KEJITOTO,
06e3 MaHHUAKaJIbHOTO COCTOSIHUSI SIPKOTO. JKEJThI I1BET, U 3aMeHsd
HexXHble 3Mouuu Jwjed. Korga fgeTu 4uTamT, OHM 6GyAyT 3apaKeHbl
TaKUMH TEIJIBIMU TOHAMH, W HX 3MOLUH YCIOKOATCA. YMeHbIIeHUe
YUCTOTHI I[BETA TAaKXKe JeJlaeT U300paKeHHe MATKUM W MSATKHM, 4YTO
COOTBETCTBYET XapaKTEPUCTHUKHU Mexa KUBOTHBIX U CUHXPOHU3UPYETCS C
JEeTCKUM IICUXOJIOTUYEeCKUM TMO03HaHUeM. Takke aBTOpP HCIIOJIb3YET
CBETJIO-XOJIOJAHBINA CEPhIM IBET B Ka4eCTBE KEJITOTO TOHHUPYIOIIETO L[BET3,
MHOTO TEIJIOr0 KEJTOT0 C HEOOJIbIIUM KOJHYECTBOM XOJIOJAHOTO CEPOTO,
osarogaps 4eMy [BeT KapTUHbI He MOHOTOHEH M HMeeT OLIyLleHHe
vepapxud. PasyMHOe co4yeTaHMe TeIJIBIX M XOJIOAHBIX I[BETOB JeJIaeT
I[BeTa BCeld KHUIM OoJsiee COBepllleHHbIMH, a H306pakeHUs 6GoJiee
XyZI0’)KeCTBEHHBIMU.

4.2. Hcnoab308aHue ApKux 0eKopamueHbIX Yeemoas

[Ipy co3aHUM KHIKEK C KapTUHKAaMHU CO3JAaTesH JIO0JDKHBI YYUTHIBATh
NICUX0JIOTUYEeCKHe OCOOEHHOCTH [JeTell, 0c0O6eHHO JeTell MJafliero
BO3pacTa, KOTOpPhIE MPEAIIOYUTAIOT SPKHeE LIBeTa C BBICOKOU SPKOCTBIO U
YUCTOTOH, KOTOpble obecrmeyaT OoraToe U sIpKOe BHU3yaJibHOE
BreuyaT/ieHue. Hcnosb3yliTe LIBETOBYI0 TapMOHUI0, KOHTPACcT U JApyrue
MeToJbl 00paboTKH, UYTO6bI H36eXaThb  OIYI[EHUS  CKY4YHOCTH,
BBI3BAHHOI'0 HCIIOJIb30BaHUEM OJHOTO CILJIOIIHOTO I[BeTa Ha 6OJIbIIOH
IoW@ u. ITO He 3aCTaBUT JieTel CKy4yaTb NpPU UYTEHUU KHUXKEK C
KapTUHKaMHU C MOX0XXHUMH IIBeTaMH. KapTUHKH C CHJIbHBIMH IIBETOBBIMH
KOJUTU3WUSIMH OBICTPO TNPHUBJEKYT BHUMaHHe naeTed. [lo cpaBHeHHIO C
M300paXKEHUSIMU C HU3KOU HACBILIEHHOCTbIO U XOJIOJHBIMU TOHAMH, OHU
BBI3BIBAIOT OLIyI[eHHEe CIOKOWUCTBUS U yMUPOTBOpeHUsS. CHJIbHBIN
I[BETOBOW KOHTPACT, a ApKHe I[BeTa TeIlJIbIX TOHOB B36yZopakaT JeTCKHUe
3Monuu. MoxeT co037aTh BeceJyld M JKUBYW aTMmocdepy. Macrep
wnoctpanuit 3puk Kaps Bcerga HcCnoJsibdyeT B CBOUX TBOPEHUSAX
BeJIMKOJIETIHbIE U sIpKUE IBeTa, M306paKaeT HACTOALIYI0 >KU3Hb Ha
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npupojie, 3acTaBJisieT JleTed 4YyBCTBOBAaTb TO >Ke caMoOe, CTapaeTcs
NOJApPUTh [JIeTAM TeIso U 0e30MacHOCTh JEeTCTBa, U36aBJSET HUX OT
CTpaxa nepeJ; HEU3BeJaHHBIM MUPOM. B 6Gosiee mo3gHue rofbl «5 pucyro
cuHIOW Jowaab» (Maa 13, 14) sBasieTcs €ro JAaHbl yBaXKeHUs
xynoxHUKy Ppaniy Mapky. XapakTepHoil pa6oToi Mapka sBiseTcs
«CuHsAss snowaab ofuH» (Haa 15). «5 HapucoBasl CHHIOW JIOWIA[b»
WCIIOJIb3yeT HacbllleHHble W CUJIbHble IBeTa, HaslOXKeHHble IBETOBbIE
OJIOKM, B COYETAaHUM C 6e3yJep>XHbIMH Ma3KaMHM, TaK e, KakK [JeTH
«4epTAT» Ha [BETHOU JOCKe, 3TO TAKXe MBICIUTENbHOE IMPOCTPAHCTBO
JneTel, 6e3 orpaHUYeHUN U cCBOOObI. [loKaunBasiCh, )KUBOTHbIE B KHUXKKE
C KapTHHKaMM H3Bpallal0T OOGBbEKTUBHBIM I1BET , YTO IOJHOCTbIO
COOTBETCTBYET MOATEKCTY pacckasza. Kaps wucnosb3yeT cy6beKTHBHBIE
I[BeTa, YTOObl HM3006pa3UTh CHHIOW Jomajb. [paflueHTHbIA CUHUN LIBET
6oraT CcJ0SIMM, YTO JaeT JIOASAM CUJIbHOEe OllylleHHe JBWXKeHUsa. B
rajonupymoueid ¢opMme YIpOIUIeHHbIA (QOH HCIOJb3yeT TIPaJUEeHT OT
J)KeJITOTO K OpaHXXeBOMY, KOTOPBIA [ONOJIHAET CHHUU I1BET. CUJIbHbIE
KOHTpAcTHble I[BeTa /JleJJal0T H300pakeHHe OoJjiee  APKUM U
NOAYEPKUBAIOT HW3HAYAJIbHYK KU3HEHHYH CWIY JKUBOTHBIX. JTOT
CUJIbHBIA PUTM, CO3/lJaBaeMblil CTOJIKHOBEHUEM I1IBETOB, I03BOJISET JEeTAM
JIeTKO CJeJuTh 3a B3JIeTaAMM W NaJleHUSIMH U300paKeHUs U
pe3onupoBaTh ¢ «[locMoTpuTe Ha 3TOro mnoABWXHOro moHu! " 3TO
JOJDKHO OBbITh IOCJaHUEM, KoTopoe Kaps xoueT [JOHeCTH L0 AeTei: He
ObIBaeT  HeNpPaBWJIbHBIX  LIBETOB, HET HeOOXOJUMOCTH  BEYHO
NPUEPKUBATBCA TNPaBUJ, HUCKYCCTBO [JOJDKHO OBITh CBOOOJHBIM U
HeNpUHYXJeHHbIM. Mcnosb3yiiTe cBoe BooGpa)keHHe, 4YTOOBI CO3JaThb
CBOU COOGCTBEHHbIE LIBeTa U MOKa3aTb CBOM MCTUHHBIA BHYTPEHHUN MUD.
[Tog06HO XyI0KECTBEHHOMY MOCTYJIATy XyJOKHUKa Mapka, HCKYyCCTBO He
JOJDKHO OCTaHaBJWBATbCA Ha OINWCAaHUM BHEIIHEro BHJA Belled, a
JOJDKHO YIJyOJSATbCSI BHYTPb M NBITAaTbCS PACKPBITh CKPBITYHO B
CJIO)KHOM MHUpe O0OGbeKTHBHYI AYXOBHYH CYIIHOCTb. l|BeT Mapka umeeTt
ocoboe CHMBOJIMYECKOe 3HayeHMe,[6] OH CcYUTaeT, YTO CHUHUM 1BET
nepefaeT MYXKeCTBEHHOCTb, CHJY U >KU3HEHHYI CHJY, XKeJThld -
»KEHCTBEHHOCTb, CIOKOWCTBHE, HEXHOCTb M YYBCTBEHHOCTb, CHUMBOJI
TSKECTH U Hacuus. JTH 4YeThlpe IiBeTa OPTraHUYHO paclpefiejieHbl B
«CHHeM KOHe», OTpaxkas ero BOCIpPUSTHE W IOHUMaHUE [JYXOBHOU
CyuiHoCcTH Mupa. Tak ’Xe, KaK MHP BOCHpPHUATUS [JleTe€d, OH YHUCT U
HENoCpeJCTBEHEH, U €ro Jierde pe30HUPOBAaThb U3-3a YHCTOrO
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BHU3yaJIbHOTrO IBE€Ta, oe3 H606X0,E[I/IMOCTI/I TIIATEJIbHO OIIKMCbIBAThb
o4yepTaHUA TeJia.

3akaioueHue

Cuia uBeTa MOXeT He TOJIbKO INPOU3BECTU HA JIIOJEW BHU3yaslbHOE
BIleYaT/ieHHe, HO, 4YTO 0oJiee BaAXKHO, MO3BOJUTb HUM I0OYYBCTBOBATb
JAyIIEeBHBbIM LIOK. ITO KHWXXKA C KapTUHKaMM J14 JeTeld. HacbleHHble U
BeJIMKOJIETIHbIEe 1BeTa COOTBETCTBYIOT 3aKOHaM JeTCKOT 0
[I03HABATEJbHOT0 U IICUXO0JIOTHYECKOT0. ITO AaeT AeTAM miaaTtdopMmy AJjs
BbIpQXKeHUS CBOMX BHYTPEHHHUX 3MOLMH B mpoliecce 4yTeHUs. BocnpusTtue
1BeTa, MNPOU3BOJMMOE JeTbMHU B IIpoliecCe YTEeHUA KHUXKEK C
KapTUHKaMH{, I@pPOUCXOJUT B OCHOBHOM 3a (CYeT aHajluMsa H
KOPPeKTUPOBKU PUTMA, KOHTPACTA, 3IMOLUHI U TEKCTYphI [IBETOB, TAK 4YTO
JleTH MOTYT BbI3bIBaTb (EeHOMEH CHUMNAaTHH WM CHHECTE3UH,
COOTBETCTBYIOLIMHA COZJEPMAHUI0 IOBECTBOBAHUA BO BpeMsA YTeHHUS.
npouecc mnpocMoTrpa. OTJHWYHble [JleTCKHe KHIXKKH C KapTUHKaMH
MOMOTYT [JOCTHYb XOPOLIMX XY/I0)KECTBEHHBbIX 3(PQdEKTOB, peryaupys
COOTHOLIEHHE MEX/AY IIBETaMHM, UTO Gy/eT Jierde BbI3bIBaTb BHYTPEHHUU
JYXOBHbIM pe30HaHC JeTed MW HaNpaBAATb JeTed K pasJUYHbIM
3MOLIMOHAJbHBIM BO3/EHCTBUAM.
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Zhang Yingye58

COLOR EXPRESSION IN A CHILDREN'S PICTURE BOOK

FROM THE POINT OF VIEW OF W. KANDINSKIY’S THEORY
Abstract:

In the visual arts, color is one of the most important components of symbols. Against the
background of today's age of picture reading, children's picture books as an effective means
of cognitive education are widely used by public consensus. This article uses children's
picture books as an object of study. The object of the study is to discuss the cultural value of
children's picture books, focusing on the analysis of the emotional expression of colors in
children's picture books, as well as the analysis of works to study the image effects and
spiritual connotations conveyed by colors.

Key words

Children's picture books, color, emotional resonance.

As an important feature of visual symbols, color has a common worship
universally recognized by human beings, and it has its unique metaphors
endowed under different cultural systems without exception. Color, first
of all, is a psychological problem. While the human eye is able to discern
millions of color stimuli, the brain selects only a limited variety for
perception. This shows that there is a huge difference between "color
perception” and "color perception”. Since color is a psychological
phenomenon, the meaning of each color in works of art is constantly
changing from ancient times to the present. Wassily Kandinsky pointed
out in On the Spiritual in Art that each color has its inner sound.[1]
Because of this, the process of color is still evolving and continuing, which
not only stimulates the artist's endless creativity, but also gives the viewer

58 Zhang Yingye is a post-graduate student at Department of Graphic art, Stroganov Moscow State Academy of
Design and Applied Arts. Thematic panel 4. E-mail: 515603455@qq.com
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the inner spiritual vibration.

Developmental psychology regards color cognition as one of the
important signs of infants' early cognitive development, and infants'
aesthetic and visual development are closely related. With the advent of
the era of picture reading, contemporary children's picture books that
focus on vivid and interesting picture stories not only allow children to
enjoy a visual feast, but also let them learn to inspire and think.

1. The inner influence of color on children

In Kandinsky's color theory, like pattern elements, color is "liberated"
from its carrier itself, making it "self-supporting”. He believes that color
has psychological power, and it causes spiritual shock, just like the feeling
the world brings to children—any object is fresh. In the process of
children's cognition of the world, the first and most important thing is to
perceive everything around them through vision. In this process, color can
not only cause visual impact, but also touch the soul to a certain extent
and affect children's emotions. Matisse once said: "Color appeals to the
senses".[2] Colors trigger the imagination, especially for children, who are
more sensitive to colors and more likely to make associations. Every child
can release their own color potential, which is a self-conscious expression
of color and the main form of subjective self, which realizes the purpose of
children's self-cognition, self-expression, satisfaction and self-expression.
This cognitive process of connecting through vision is both conscious and
unconscious. Children can accumulate rich perceptual experience. This
dialectical unity of psychological activities is the driving force behind the
formation of children's aesthetic perception.

2. The role of color in picture books

Children's picture books are a narrative form that is mainly based on
pictures and supplemented by a small amount of text. Through the
stimulation of visual form elements in pictures, children can imagine,
experience and perceive, which plays a vital role in children's emotional
and cognitive development.
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2.1. Emotional expression of color

In the design of children's picture books, children's psychological
development should be fully considered, and the influence of color on
children should be effectively improved. Contemporary visual art
psychologist Carolyn Bloomer believes: "Colors evoke various emotions,
express emotions, and even affect our normal psychological feelings."[3]
Color itself has many characteristics, and it is these characteristics that
affect the visual senses and thus bring about different psychological
feelings. The book I Used to Be Afraid (Il 1) by Laura Vaccaro Higg
describes the psychological process of children overcoming fear. The large
area of color in the book renders the children's inner feelings. Packed with
ambiance. Open the picture book, first of all, the large area of yellow and
blue divides the entire page according to the ratio of 2:1 (/ll. 2). When
Kandinsky analyzed the color appearance, the comparison between the
yellow and blue groups.[4] It was once said that yellow will produce a
centrifugal movement that slowly diffuses, and at the same time it will
obviously approach the audience. In this page, a spider is drawn in the
center of the yellow background. With a large area of bright yellow, the
brightness increases, and its color movement will be stronger, like a
spider moving towards us non-stop, spreading the nervousness of the
children. The other part of the page is filled with blue, and the expressive
feelings of blue are constantly shrinking inward, like a snail entering a
shell, slowly evading the audience, the blue is mixed with black, the
brightness is reduced, and its color movement can also be enhanced,
putting the little girl in the In this background tone, people feel that the
back of the girl exudes a kind of suction like an abyss, which deepens the
emotional feeling of fear. Turning to the second page, the blue of the
whole picture, from right to left, the lightness of blue increases rapidly,
and the saturation decreases, which makes the sense of movement
smoothed, so this picture basically presents a soft and peaceful mood.
With the bright white radiating cobweb lines on the blue, the viewer
follows the little girl to show a cheerful and happy mood, revealing the
theme Now I'm Not Afraid Anymore.

2.2. Color association and conscious expression

Association is a psychological process of thinking of one thing to another,
and it is a reflection of a certain connection between real things in the
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human brain. Rich imagination is a characteristic of children, and
unconstrained imagination is what children like to talk about most. Matsui
Nao, the father of Japanese picture books, once said: "Picture books are an
important starting point for imagination".[5] Dick Bruner said in Dick
Bruner - The Story of Miffy and Me: "The reason why color is important is
that each color produces a special effect that only that color can have.
Power." For example, according to social life experience, when you
mention blue, you will think of the sky, when you mention white, you will
think of cotton and white clouds, and when you hear red, you may think of
red flowers, the red sun and red The charcoal fire, seeing the green will
associate with the forest...these are all natural associations. There are rich
colors in picture books to stimulate the senses. Children recognize and
absorb colors from picture books, and they will find that the sky can also
be pink. In addition to being associated with concrete objects, green may
also be an abstract beautiful summer. In the end, children’s The space for
thinking divergence is wider, and the inner spirit of self-expression is
bravely expressed through color.

Eric Batut's picture book Wings of Color (Ill. 3-8) shows his unique color
charm. This is a book that leads children into the world of color. It uses
natural scenery to describe colors. Spring The emerald green fields show
the beauty of life, the blue sea and blue sky in summer have the beauty of
freshness, the yellow and orange of autumn are the beauty of harvest, the
whiteness of winter is the beauty of softness, and the night brings the
beauty of tranquility. The whole book makes children's spiritual world
perceive abstract concepts in a poetic way, and the associations produced
by each child's personal experience are also different, but the visual
stimulation of the color of the picture will unconsciously analyze the
intention.

Every child can release their own color potential, which is a self-
conscious expression of color and the main form of subjective self, which
realizes the purpose of children's self-cognition, self-expression,
satisfaction and self-expression. This process of brain cognition and
association is both conscious and unconscious, and the dialectical unity of
this psychological activity is the driving force behind the formation of
children's aesthetic perception.
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3. Design and application of color in picture books

The specific expressiveness of color depends not only on the exact color,
but also on its relationship and position in space and time. Excellent
children's picture book artists will apply aesthetic principles and art
design principles to the creation of picture books, using color
Expressiveness, enhance the artistic appeal of the work.

3.1. The use of low-saturation colors

Kandinsky's color theory believes that it is not necessary to study those
profound and subtle color changes at the beginning, but only to study how
to use simple colors, and the return to the original makes the artist's heart
more pure and ethereal. This is also in line with the characteristics of
children's visual and psychological development. When children capture
colors, they tend to form simple and clear colors. Therefore, in order to
make children feel harmonious with the narrative content when reading
picture books, it is necessary to carry out targeted design in processing
techniques. Katerina Sade's A Good Idea Worth 1 Million (Ill. 9-12), the
entire book The tone of the book is based on the elegant unsaturated
milky yellow. The author uses this to show that the story takes place in
autumn, reducing the use of a large area of creamy yellow in the tone,
without the manic state of bright yellow, and substituting gentle emotions
for people. When children are reading, they will be infected by such warm
tones, and their emotions will be calmed down. The reduction of color
purity also makes the picture have a soft and soft feeling, which conforms
to the characteristics of animal fur and synchronizes with children's
psychological cognition. The author also uses a light cool gray as the
yellow toning color, a lot of warm yellow with a little cool gray, so that the
color of the picture is not monotonous and has a sense of hierarchy. The
reasonable collocation of warm and cool colors makes the colors of the
whole book look more advanced and the pictures more artistic.

3.2. The use of bright decorative colors

In the creation of picture books, creators should consider children's
psychological characteristics, especially young children, who prefer bright
colors with high brightness and high purity, which will produce rich and
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strong visual experience. Using color harmonization, contrast and other
processing techniques,

Avoid the dull feeling caused by using a single solid color in a large
area. This will not make children feel bored when reading picture books
with similar colors. Pictures with strong color collisions will quickly
attract children's attention. Compared with low-saturation, cool-toned
color pictures, they will produce a calm and soothing feeling. The color
contrast is strong, and the bright colors of warm tones will make
children's emotions excited. Can create a cheerful and lively atmosphere.
Picture book master Eric Carle always uses gorgeous and bright colors in
his creations, depicts the real life in nature, makes children feel the same,
tries to give children the warmth and security of childhood, and eliminates
their fear of the unknown world. In his later years, I Draw a Blue Horse (IIL
13, 14) is his tribute to the painter Franz Marc. His representative work is
Blue Horse One (Ill. 15). 1 drew a blue horse" uses rich and strong colors.
The color blocks are superimposed and combined with unrestrained
strokes, just like children "scribbling” on the color board. This is also the
thinking space of children, without restraint and freedom Swayingly, the
animals in the picture book subvert the objective color, which is
completely consistent with the connotation of the story. Karl uses
subjective colors to depict a blue horse. The gradient blue is rich in layers,
giving people a strong sense of movement. With the galloping shape, the
simplified background uses a yellow-to-orange gradient that complements
the blue color. The strong contrasting colors make the picture more vivid
and highlight the original life force of animals. This strong rhythm
produced by the collision of colors makes it easy for children to follow the
picture and resonate with "Look at this agile pony!" . This should be the
message that Karl wants to convey to the children: no color is wrong,
there is no need to stick to the rules forever, art should be free and casual.
Use your imagination to create your own colors and show your true inner
world. Just like the painter Marc's artistic proposition, art should not stop
at the description of the appearance of things, but should go deep inside
and try to reveal the objective spiritual essence hidden in the complicated
world. Mark's color has a special symbolic meaning,[6] he believes that
blue conveys masculinity, strong and full Vitality; yellow means femininity,
tranquility and sensuality; green means harmony between the two; red is
a symbol of heaviness and violence. These four colors are organically
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distributed in Blue Horse, reflecting his perception and understanding of
the spiritual essence of the world. Just like children's perceptual world, it
is pure and direct, and it is easier to resonate because of pure visual color,
without the need to carefully describe the outline of the body.

Conclusion

The power of color can not only bring people a visual impact, but more
importantly, let them feel the shock of the soul. It is a picture book for
children. The rich and gorgeous colors are in line with the laws of
children's cognitive and psychological development. It provides a platform
for children to express their inner emotions in the process of reading. The
color perception produced by children in the process of reading picture
books is mainly through the analysis and adjustment of the rhythm,
contrast, emotion and texture of colors, so that children can produce a
synesthesia or synesthesia phenomenon consistent with the narrative
content during the viewing process. Excellent children's picture books will
achieve good artistic effects by adjusting the relationship between colors,
which will more easily arouse children's inner spiritual resonance and
guide children to experience different emotional outputs.
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Hamwocmpayuu / lllustrations

Hanl /1l 1

Jlaypa Bakkapo. PaHb1e s 6osiach
Laura Vaccaro. I Used to Be Afraid
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Han. 2.
YKenTell M CMHMH TPYNNIOBOM KOHTpACT
Yellow and blue group contrast
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Han. 3-8 /11l 3-8
puk Barty. Kpblibs uBeta
Eric Battut. Wings of Color
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Han9-12 /1Nl 9-12
Karepuna Caja. Xopomwas ujiesd Ha MUJUTMOH
Katerina Sade. A Good Idea For a Million
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Hanl3, 14/ 1. 13-14
Ipuk Kapiie. Xy10’)KHUK, HApHMCOBABLIMI CHHIOI JIOWIA/b
Eric Carle. The Artist Who Painted the Blue Horse
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Han15/ 115
®pann Mapk. Cunss sowaab |
Franz Mark. Blue Horse |
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