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PEOAKUMOHHAA CTATbA

YBakaeMble umMTaTen !

Byzmem HamesiTbCs, YTO MbI BO3BpaIlaeMcsl K peXXumy 60-
Jee WX MeHee HOPMaJIbHOV PAabOThI MO MyOGMMKAILMM Hayu-
HBIX TEKCTOB B 3CTeTMUECKOM mojie. [Ipexkme Bcero, s XoTes Obl
elle pa3 BbIPa3UTh YpPe3BbIYANHYIO MPU3HATEIbHOCTb BCEM,
KTO MPeIOoCTaBMI MaTepUasIbl JjIs1 HAIIEro Mpeablaylero, aH-
TUBUPYCHOTO HOMepa. Ilonararo, 4To XypHaa BHEC 3TUM CBO1
BKJIaJI B IO AepsKaHMe XOPOIIero TOHyCa 3CTeTUYECKIUX MCCe-
JOoBaHMii Ha (OHE HEeOXUIAHHBIX IPO6IeM O0OIIecTBEeHHO
SKU3HU B MUPE.

B TeueHMe Mpolieainero BpeMeH OT MMeHM KypHasia Pe-
JaKIMOHHAS KOJUIETs MHUIIMMPOBaJIa IPOLecChl MHKOPIIOpa-
uun Aesthetica Universalis B KpyIHeJilye CIOMUCKUA HAYYHBIX
repuoaMYeckux usganuii. Kak miaBHbI pegakToOp M3TaHUS S
MIMeJI YeCTh PacIpoOCTPaHUTh MHPOPMAIINIO 00 3TOM B HallleM
peIaKIMOHHOM COOOIIecTBe, a Temepb COOOIIAI0 00 3TOM
M BCEM UMTATEISIM KypHasa.

Hazeioch, 4TO MHUIIMMUPOBAHHBIE IIPOLIECCHI CTAHYT J0-
TTOJIHUTEIbHBIM MMITYJIbCOM [IJIS ellie 6ojiee HaCTOMUYMBOIL pa-
00THI peIaKIMOHHOJ KOMAaHIbl B JOCTVKeHMM 6a30BBIX 1ieJieit
pemakIMOHHOM MoMUTUKY. Kak MbI yTBepKIaem B JeKiapa-
LM} HALIMX HAaMepPeHMii Ha caiiTe KypHasa', Mbl PaCCUMTHIBA-
€M ITOJTYYUTh OT CBOMX aBTOPOB VX MOJTHOCTbIO OPUTVHAJIbHbBIE
TEKCTBI JIJISI BO3MOKHOTO MPUHSITUS Yepe3 MpoLeaypy OBOVi-
HOTO CJIETIOTO PelleH3MPOBaHMS.

MbI moniepskMBaeM MIey aKageMUUYeCKOl YMCTOTHI, UC-
CJIeIOBATENIbCKOM OPUTMHAIBHOCTM M PELIUTEeIbHO OopeMcs
C IJ1arMaToM BO Bcex ero ¢gopmax. Kak u mpeskme, Mbl KIem

Uhttps://aestheticauniversaliscom.wordpress.com/
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EDITORIAL

Dear readers,

I hope we are returning to more or less regular regime
of publishing scholarly texts in the aesthetic field. First of all
I would like to express the highest level of gratefulness to all
the authors who sent their papers for our previous, anti-virus
issue. I suppose we did our job for keeping aesthetic
investigations in good tonus wunder unexpected hard
conditions in the world society.

Since that time we have initiated the process
of incorporation of Aesthetica Universalis into the largest lists
of scholarly periodical editions. As the Editor-in-chief I have
informed of it the members of AU editorial community, and
now [ am honored to tell of this fact all the readers.

I hope that the processes that we initiated will inspire the
AU Editorial Team for even more concentrated work for the
basic aims that we declare on the editorial site.! As we say
there, we expect to receive from our authors their fully
original texts for possible acceptation through double-blind
peer reviewing.

We support ideas of academic purity, investigational
originality, and we are strongly fighting against plagiarism
in all its appearances. As ever, we are expecting for your
papers on the editorial address
aestheticauniversalis@gmail.com

[ wish you the best,
Sergey Dzikevich,
AU Editor-in Chief

Uhttps://aestheticauniversaliscom.wordpress.com/
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STEPAN VANEYAN, ELENA
VANEYAN?!

«WIEN ODER SALZBURG?». LATE
SEDLMAYR AS A SYMPTOM AND REMEDY?

It is impossible to protect ourselves from bombs; however, we can
protect ourselves from forces that devastate like bombs.
Hans Sedlmayr

Breaking off and coming together as parts of the same process.
Again, the theme of loss and acquisition.3
Werner Hofinann

! Stepan Vaneyan is Professor of the Department of General History of Arts,
Faculty of History, Lomonosov Moscow State University, PhD in Art Theory,
the author of many papers in the European history of art, a member of AU
Editorial Board, vaneyans@gmail.com; Elena Vaneyan is a philologist and an
interpreter who develops and teaches special courses for students in art
history at the Lomonosov Moscow State University and the Higher
School of Economics, Moscow, Russia.

2This text is based on the presentation Wien oder Salzburg? Hans
Sedlmayr’s Late Work as a Symptom that was delivered at the conference
Influence of the Vienna School of Art History before and after
1918 (Institute of Art History, Czech Academy of Sciences, Prague, Czech
Republic, 2019).

5 Abbruch und Anndherung als zwei Seiten eines Prozesses. Wieder das
Thema von Verlust und Gewinn.
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Abstract

We propose that Sedlmayr’s schema of four-level interpretation

of works of art, in which the eschatological level is incorporated, can
usefully be re-purposed as a way of examining his own work. This
allows for a better understanding of both his method and the logic
that informs his entire canon. Considering the significance

of «ruins» for Sedlmayr, it seems appropriate to pay particular
attention to his text on the preservation of monuments, «Die
demolierte Schonheit...» (1965), created in Salzburg, where
Sedlmayr spent the last twenty years of his life.

Keywords

Sedlmayr’s schema and method, Dvordk, «The New Vienna School»
of Art History, ruins, preservation of monuments.

This article proposes to look at the work of Hans
Sedlmayr through his own eyes. One advantage of this
approach is that it gives an opportunity to see a similarity
of his work to the work of an artist. In addition, it allows the
author to use a hermeneutic approach, or iconology in the
broader sense of the word. This will imply not only re-
constructing the meaning of the scholar’s work but also re-
interpreting and thus actively constructing it, using his
schema. The application of Sedlmayr’s method of structural
analysis of «critical forms» to his own work allows some
interesting and enlightening insights regarding his work
to emerge. These «critical forms» need to be not of art and
culture, which Sedlmayr analysed!, but rather those of his

L Sedlmayr, H. Verlust der Mitte. Die bildende Kunst des 19. Und 20.
Jahrhundert als Symbol der Zeit. Salzburg: Otto Miiller, 1948. The principal
ideas about «critical forms» by Sedlmayr: «Unter den Formen, in denen eine
Epoche sich im Felde der Kunst verkorpert, sind radikal neue immer sehr
selten <...>. Und weil radikal neue Formen so selten sind, liegt es nahe, sie
als blofSse Absonderlichkeiten zu nehmen <...>. Es ist vielmehr geradezu zum
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own texts and of their implications, both epistemological and
ethical.

Conditions and diagnosis

In line with Sedlmay’s own «medical» approach, I’ve been
observing this «patient»? for a lengthy period of time.® It
seems fruitful to treat the problem of Sedlmayr’s «condition»
in general through formulating new questions in relation
to properties of his texts. The question under discussion is:
considering such «general symptoms» as Sedlmayr’s The
Architecture of Borromini (1930)*, Art in Crisis: The lost center
(1948)°, The Birth of the Cathedral (1950)° and The Destroyed
Beauty (1965)7, what diagnosis could be made and what
prognosis could be given? While the last text is the shortest, it
is of particular note and deserves our special attention as it
represents the final expression of Sedlmayr’s process at work.

In Sedlmayr’s case, it is possible to see how particular
analytical/interpretive methods can not only deal with critical
events and objects but also generate them. «The conflict
of interpretations», as Ricceur put it,® is one of the rules

heuristischen Prinzip zu machen, dass sich in solchen absonderlichen
Formen Eigentiimlichkeiten enthiillen <...>». And, arguably, the main
methodological idea of the book: «Hier wird jene Zone der Unbewussten
erreicht, denn der eigentlichen Sinn solcher Formen ist ihren Erzeugern
nicht bekannt» (9—10).

2 By «patient» we mean here both Sedlmayr as a scholar and his theory.

% Vaneyan, S.S. Pustuyushchiy tron. Kriticheskoye iskusstvoznaniye Hansa
ZedI’'mayra. Moskva: Progress-Traditsiya. 2004 (in Russian)

4Die Architektur Borromini’s [1930]. 2. vermehrte Aufl., Miinchen: Piper,
1939.

5 Verlust der Mitte: die bildende Kunst des 19. und 20. Jahrhunderts als
Symptom und Symbol der Zeit. Salzburg: O. Miiller, 1948.

¢ Die Entstehung der Kathedrale. Ziirich: Atlantis Verlag, 1950.

" Die demolierte Schonheit. Ein Aufruf zur Rettung der Altstadt Salzburgs.
Salzburg: Otto Miiller, 1965.
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of the particular game in hermeneutics whereby the game
should of itself be both conscious and reflective. Rather than
a «referee», an interpreter should be an equal participant who
can expect that she/he can or will in turn become the object
of subsequent interpretations®. This also means that when
a subsequent interpreter spots signs of unconscious processes
(Freud’s «primary» processes!®), she/he has the authority
to see them as symptoms, speculate upon their reasons, draw
conclusions and make further diagnoses regarding them.

This raises the question of what exactly should be seen as
the primary material for our hermeneutic enterprise:
Sedlmayr’s texts; his unarticulated intentions; the theme
of «ruins»; or maybe his treatment of texts and ideas
of others?

Before he starts, does the interpreter have the authority or
right to de-construct the data so much as to «grind» its

8 Following Freud, Ricceur writes about «Anwendung der Interpretation als
Taktik des Zweifels und als Kampf gegen die Masken» (Ricceur, P. Die
Interpretation. Ein Versuch uber Freud. Kapitel II. Der Konflikt der
Interpretation. Frankfurt a. Mein: Suhrkamp, 1993. P. 39. Cf. about
«Illusionsabbau» (p. 40) and also about «Destruktion» as «Moment einer
vollig neuen Grundlegen» (p. 47) with a reference to Heidegger).

9 «Bei Heidegger und Gadamer ist unser Verstehen ein bedingender Teil des
Zirkels» (Hiigli, A., Liibcke, P. (Hrsg.) Philosophie im 20. Jahrhundert. Bd. 1:
Phinomenologie, Hermeneutik, Existenzphilosophie und Kritische Theorie.
4. Afl., Hamburg: Rowohlt, 2002, 204).

10 Primary and secondary processes (the activity of the unconscious and
of the ego) «sind zusammen fiir Hervorbringungen wie die Kunst
verantwortlich» (Kuhns, R. Psychoanalitische Theorie der Kunst. Frankfurt
a. Mein: 1986, 48) and their interaction can result in artistic activity as
a kind of tertiary process (see Soldt, P. Bewusst/unbewusst // Handbuch
psychoanalytischer Begriffe fiir die Kunstwissenschaft. Gehrig, G. und Pfarr,
K. (Hg.) Giessen: Psychosozial-Verlag, 2009, 54, with a reference to E.
Kriss). One can suggest that «Kunstwissenschaft’ is already a «Quaternary»
process.
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components into a powder — subject it to «ruination»? Does
he have such a right? Does he do this consciously or is it a side
effect of a too assertive, even aggressive, analytical policy,
of a method understood to be an almost moral imperative? Is
one, even though a «rightful» person, able to go through the
whole hermeneutic cycle in this way? Does he have the
authority to de-construct and then construct anew a whole
science — art history — as a new entity? What is there in the
outcome? Is there, in fact, an outcome? Is this a kind
of building project that is a lifetime’s work or is one simply
creating ruins? How many roles can an interpreter take — one
or two? Isn’t it absolutely essential to introduce the purview
of a traditional «psychoanalyst» at the very beginning of any
meta-critical attempts?! Would such an analyst be strong
enough to survive the blow inflicted by Sedlmayr’s ideological
projections??

It seems possible to suggest that Sedlmayr’s work as
a whole could be seen as an application of a kind of unusual
constructivist approach, whose purpose is the «de-realisation
of the material» (De-verwircklichung / Verfremdung,
according to Nicolai Hartmann?). If this is the case, the «de-

' Cf.: An observation regarding Sedlmayr’s «objectivism», when he avoids
the role of the subject of vision and ascribes a destructive, decomposing
visual structure («macchia») to the artist himself. Bdtschmann, O.
Einfilhrung in die kunstgeschichtliche Hermeneutik: Die Auslegung von
Bildern. 6. Aufl. Darmstadt: Wissenschaftliche Buchgesellschaft. 2009, 29.
2Cf.: «Trotz — oder vielleicht wegen — des Wustes an Worten, den
bloflen Behauptungen, dem unangemessenen Anspruch und den
bedenklichen Ideologie ist Sedlmayr in Kunstgeschichte als Theoretiker
ernstgenommen  worden»  (Bdtschmann, O. Einfilhrung in die
kunstgeschichtliche Hermeneutik, 73, with a reference to Dittmann and
Hofmann).

5 «Kiinstlerische Formung bedeutet fiir Hartmann vor allem Umformung
in Sinne einer Entwircklichung, d.h. Herauslosen des Stoffes aus den realen
Kontexten» (Asthetische Grundbegriffe: Historisches Worterbuch. Hsg. Von
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realisator» himself may be subject to derealisation in the next
cycle. This article can be the tool and means of such
a diagnostic reduction / derealisation, if it «stages» as a ruin
the principled incomprehensibility of Sedlmayr’s text, which
«exists under the spell of an insoluble contradiction, loss and
death»*.

The historical context

At this point it is useful to provide some historical
background. The disintegration of the Austro-Hungarian
Empire accelerated the ’atomisation’ of the Vienna School
of Art History, which had started with the discussion «Orient
oder Rom?» and the conflict between M. Dvordk and ]J.
Strzygowski after A. Riegl’s death. This process resulted in the
interdisciplinary approaches of «The New Vienna School»®,
involving the pre-war generation of Julius von Schlosser’s
students, including E.Kris, O. Picht and E. Gombrich. One
common feature of the «The New Vienna School» was
a variety of strategies used to divert from Dvordk’s teaching.
In this sense, the natural dispersal of art historians could be
seen as either a conscious or unconscious strategy, and
Salzburg was one of the escape options for many®. It seems

Karlheinz Barck, Martin Fontius, Dieter Schlenstedt, Burkhart Steinwachs,
Friedrich Wolfzettel. Bd. 2, Stuttgart: ].B. Metzler, 2010, 476).

4 Assmann, A. Text und Ruine // Ruinenbilder. Aleida Assmann, Vonika
Gomille und Gabrielle Rippl. Muenche: Wilhelm Fink, 2002. S. 163—
164 (Derrida).

5 Mayer, Sh. The New Viennese School // Art Bulletin 18 (1936). S. 258—
66.

¢ That said, after the war, in Vienna, there was no talk about «Offnung zur
Psychoanalyse, zur Ikonologie des Warburg-Institut, zur
Wahrnehmungspsychologie»  (Aurenhammer, Hans H. Das Wiener
Kunsthistorische Institut im Stdndestaat und im Nationalsozialismus. //
Wiener Schule. Erinnerung und Perspektive. // Wiener Jahrbuch fiir
Kunstgeschichte. Bd. LIII. Wien-Koln-Weimar: Bohlau, 2004. S. 53).
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symptomatic that it is in Salzburg that the most controversial
Schlosser’s or maybe, after all, Dvordk’s student — Hans
Sedlmayr — «rests in academic peace».

Today Sedlmayr’s persona might seem outdated,
belonging more to the 1950s!, fixed in his own time, even
though he considered himself one of the central figures
in modern art history. After the war his reputation was
damaged by his involvement with the Third Reich?; later it
was partially restored®, though not at home («unheimisch»?).
The process of Sedlmayr’s denazification throughout the
1950s was followed by his «denationalisation»: he was
rehabilitated in Munich®, outside Austria. However, after
becoming emeritus professor (in 1964), he moved
to Salzburg — a cultural-historical rival to Vienna.

In order to understand why Sedlmayr decided to return
to this town rather than to Vienna, one should be aware of the
long-standing cultural-historical rivalry between Salzburg and
Vienna. In Vienna, he was challenged even as late as

! Schneider, N. Hans Sedlmayr // Altmeister moderner Kunstgeschichte. Hg.
von Heinrich Dilly. Berlin: Reimer. 1990. S. 68—381.

2«..ein der wenigen faschistischen Intellektualeb von hohen Grad»
(Sauerldnder, W. Zersplitterte Erinnerung // Kunsthistoriker in eigener
Sache. Hg. von Martina Sitt. Berlin: Riemer1990. S. 305.

5 About the danger of «springtime for Sedlmayr» and the general ambiguity
of an interest in «Nazi art history» see Binstock, B. Springtime for Sedlmayr?
The Future of Nazi Art History // Wiener Schule. Erinnerung und
Perspektive. P. 73—86 (cf. as a conclusion: «The Future of Nazi art history
might thus lie in Jewish hands» — Ibid. P. 86).

4 Cf.: «Gerade so aber erdffnet sich in Heideggers Sicht die ,eigentliche
Freiheit» — auf dem Hintergrund der «Unheimlichkeit» der Welt — in der
radikalen Befindlichkeit des Unzuhausesein» (Heidegger-Handbuch.
Leben — Werk — Wirkung / Thomd, D. (Hrsg.). 2. Aufl. Stuttgart — Weimar:
Metzler, 2013, 61.

5 About students’ reaction to Sedlmayr’s appearance in the university see:
Sauerldnder, 311.
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in 1956 when his new monograph about Fisher von Erlach the
Elder! was published. A number of professors who returned
from exile (including Otto Demus) organised an exhibition,
also dedicated to Fischer von Erlach?, which was intended as
a counter that would discredit the work of the «old Nazi». The
reaction to Sedlmayr in Salzburg was different.
In 1950 in Salzburg a personal exhibition of sculptor Fritz
Wotruba®, was organized who had also come back from
emigration; simultaneously Sallzburg organized an alternative
exhibition of Josef Thorak*, the official sculptor of the Third
Reich (whose work, by the way, includes a monument for
Fischer Erlach the Elder)®.

During his time in Munich a so-called «Sedlmayr’s school»
emerged. This was based on his seminars, for which he had
prepared two «methodological guides». They were two
«exemplary interpretations», in his own words, of Jan
Vermeer’s «The Allegory of Painting» and Fischer von Erlach’s
Karlskirche in Vienna®. His claim for «exemplarity» together
with a kind of unusual lack of self-reflection and self-criticism,
seems characteristic of his approach. This raises the intriguing
question of whether Sedlmayr himself was an exemplary result
of his own method at work; or its product, or even its victim?
How can we interpret some facts of Sedlmayr’s biography if we
follow Sedlmayr’s method and seek to achieve his level

! Sedlmayr, H. ]. B. Fischer von Erlach. Wien: Herold, 1956.

2Johann Bernhard Fischer von Erlach. Ausstellungskatalog Graz, Wien,
Salzburg 1956/1957. Hrsg. von Hans Aurenhammer. Wien: Schroll, 1956.
501.08.1950 — 31.08.1950: Steinskulpturen — Galerie Welz, Salzburg.
4«Thorak in Salzburg», Mirabellgarten (Zwergelgarten), from 15.
Juli 1950

5 See about it in detail in: Frodl-Kraft, Eva. Hans Sedlmayr, 1896—1984. //
Wiener Jahrbuch f. Kunstgeschichte, 1991, 44, 7—46.

¢ Zwei Beispiele zur Interpretation (Jan Vermeer: Der Ruhm der Malkunst —
Johann Bernhard Fischer von Erlach: Die Schauseite der Karlskirche
in Wien // Kunst und Wahrheit. S. 160—201).
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of iconological interpretation, — though not of works of art
but of his Kunstwissenshcaft?

Die demolierte Schonheit

The only significant work Sedlmayr wrote in Salzburg was
a text on preservation of monuments — «Die demolierte
Schonheit — Ein Aufruf zur Rettung der Altstadt Salzburgs»
(1965). This thin brochure (only 39 pages long) might seem
unimportant or incidental as compared with his earlier works.
Containing an appeal for protection and preservation of the
historic centre of Salzburg, it was written within half a year
of Sedlmayr’s moving there. He had been invited to teach
in the university of this Austrian town, whose beauty, in the
words of an Italian architect that Sedlmayr cites in the
beginning, is comparable only with the beauty of Prague. The
text of the brochure is so emotional and, as I intend to show,
so unusual in terms of its genre that the reader immediately
feels: it has to do with more than with the preservation
of monuments. At some point, the reader realises it is
Sedlmayr who needs help even more than Salzburg: his
emotions are overwhelming; his tone is full of pain, almost
pathological, in the iconological sense; his metaphors and
associations are highly subjective and seem frightening
in their particularity. His intention to communicate his own
sense of shock and horror at what the world has become,
to the reader.

Writing about the demolition of a few houses in the
historic centre of Salzburg, almost untouched by the war,
Sedlmayr, with bitter sarcasm, compares it with the «excellent
carpet bombing»' and complete obliteration of Wiirzburg,
Kassel, Hildesheim, Dresden and other cities of Germany?.

! Die demolierte Schonheit. Ein Aufruf zur Rettung der Altstadt Salzburgs.
Salzburg: Otto Miiller, 1965. S. 13.
21bid. S. 7, 13.
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In reality, Sedlmayr is talking about a planned deconstruction
of selected ramshackle houses and their replacement
by modern buildings, whose «disgusting concrete stumps»
(Betonstummel), however, remind him of pathetic «provincial
modernism»!. Further, the suggestive effect of Sedlmayr’s
verbal extravagance is reinforced and transformed into
something particularly peculiar as Sedlmayr includes
a «frightening, absurd, boldly surrealistic show’ into his text?.
He asks: what will happen if the old town suddenly collapses
and a «modern’ city emerges in its place? His answer is, one
will hear «the outraged shriek of the whole world»*. However,
Sedlmayr doesn’t want to scare his reader to death: he
reminds him or her that it is only a «nightmare» — such
a satanic plan will never be realized*. But I find it rather
intriguing than scary: what are these eschatological
metaphors supposed to mean? Why would the author perform
such cultural and memorial armageddon? Why would he
repeatedly remind the reader not only of the carpet bombing
and destruction but also of the «miraculous» decision of the
American airforces not to bomb Salzburg in 1945?

At this point, which marks the middle of the text,
Sedlmayr introduces a kind of neo-baroque drama, making
a most eloquent and symptomatic rhetorical gesture: he asks,
who is the hero who can save the city from prolonged — not
immediate — obliteration today, twenty years after the war?
The answer is immediate and miraculous. Sedlmayr introduces
a messianic character: Max Dvordk, his great teacher, the
author of Kathehismus der Denkmalpflege (1918)°. It is Dvorak

'bid. S. 8.

21bid. S. 12.

51bid. S. 12.

4 1bid. S. 13.

5 A comparison of Dvordk and Sedlmayr’s concepts see in Sandro Scarocchia.
Denkmalpflege und Moderne: Die Lehre Max Dvoraks // Dvorak, M. Schriften
zur Denkmalpflege. Wien-Koln-Weimar: Bohlau, 2012. S. 205—206.
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who will play the part of the saviour in this «apotheosis»,
which also features elements of the apocalyptic genre. The
emergence of the messianic figure of Dvordk is followed
by almost eight pages of quotations from his text, playing the
role of a kind of sacred canon, after which Sedlmayr performs
an act of transcending, in the eschatological spirit, — he
appeals to the experience of other countries — France,
represented by André Malraux, Italy, represented by Roberto
Pan, and West Germany — by Frey Otto. Salvation, he
emphasizes, can come only from outside, both geographically
and historically.

However, it is only in the last seven pages of the brochure
the real meaning of this irrational textual performance
becomes clear. What Sedlmayr is talking about, we find out, is
not about old times and historic monuments that awaken
piety because they «have become history»'. The past as such
can awaken feelings even more immediate than piety?.
Reverence as well as all other true, sincere and just feelings,
Sedlmayr points out, can be awakened by mere ‘monuments’
of history, and the wish to save the past, not to let it
disappear, may be caused by the mere loss of this past, which
can’t be replaced by anything in the present. If memories—
whose carriers are monuments — vanish as well, there won’t
be anything left except nothing.

In fact, what matters, notes Sedlmayr, is not the past. The
real reason why this precise image of the city of Salzburg
should be preserved is its «incomparable beauty»® as it is
a work of art, first and foremost, not just a monument of the
past. And the uniqueness of this beauty, making Salzburg
more than «a baroque Pompeii, an architectonic museum

! Die demolierte Schonheit. Ein Aufruf zur Rettung der Altstadt Salzburgs.
Salzburg: Otto Miiller, 1965. S. 35.

2 Tbid, 36.

3 Ibid. S. 36.
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of the past» , is in that the city has its special «life» , which
makes «old beauty... as lively and present as is the life of the
present dwelling in it» . Moreover, ’this is not about the
conservation of something that is gone but about the
preservation of something that forms the immediate present.
It is not what is past and belongs in the past that should and
must be preserved, — but that which endures, which is
revealed in the past but outlasts the past. Any true beauty,
even though the humblest, even the humblest gleam of such
beauty has this moment of timelessnes in it. It does not
belong in any time but it enters time and thus nurtures it and
encourages «virtious» life!. Further, the essential character
of this existential rather than purely aesthetic beauty is
defined: it confronts ugliness that suppresses and diminishes
human life. It is this beauty that people should contemplate
and can feel a «lively desire» for, even if their lives are «dark
and stale»?. It is for this reason that one ought to rise both
«against the maiming and the creeping destruction of the
handsome Old — and against the mediocrity and ugliness
of the pathetic New because both are of the same spirit, the
spirit of banality, hostile towards beauty»>.

My suggestion, which will be supported relying on the
contemporary hermeneutic theory, is based on my immediate
impressions generated by S’s text of the text. We propose that
the human life lacking and wanting the everlasting beauty
of the real now’, which would embrace both the past and,
most importantly, a possible future, was the life of the author
of Demolierte Schonheit. It was Sedlmayr himself who badly
needed the impending threat of ugliness and mediocrity to be
eliminated. This is why he evoked bombing, losses and ruins,
placing them within the canon of classic apocalyptic genre

'bid. S. 37.
2 Ibid, 37.
5 Ibid. P. 38.
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and in the style of the post-war Triimmerliteratur (literally,
«the literature of crushed stone»).

Sedlmayr as seen through his own lens

Sedlmayr once noted' that his «The Birth of the
Cathedral» is an exemplar of his model of art history as
a «scientific’ discipline, which, in the case of sacral art, is
concerned with the cathedral as a sacral complex
of interconnected phenomena: their origins, flourishing,
decline, and disintegration, which eventually results in the
cathedral’s ruination, until art itself becomes a secular object.
In turn, these four stages of art history are very similar to the
four stages or levels of comprehending/interpreting a work
of art, in Sedlmayr’s version, in which the eschatological
«type» of meaning, implying disintegration and «ruination», is
also included?. However, significantly, disintegration is not
the final stage: it is followed by a new phase of integration.
The four levels of understanding are:

— physiognomic;

— formal;

— «noetic», which includes another four types of meaning, where
the eschatological type belongs;

— integral;

Let us consider Sedlmayr’s canon using his schema.
Applying his method of four-level interpretation to The
Architecture of Borromini (Level 1), The Lost Center (Level 2)

! Sedlmayr wrote about this book of his: «eine grofSe Schlacht im Kampf
um eine konkrete, antimuseale Kunstgeschichte», admitting that it was
written at the time when «in der am meisten von der Krise der
Kunstgeschichte die Rede war» (Die Entstehung der Kathedrale, 535—
536).

2 Sedlmayr, H. Pieter Bruegel. Der Sturz der Blinden // Hefte des
Kunsthistorischen Seminars der Universitat Miinchen, II, 1957.
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and The Birth of the Cathedral (Level 3), one might assume that
his methodology is ultimately informed by the eschatological
meaning and, probably, feeling. This fact might be partly
explained by the characteristics of the epistemology he has
chosen: phenomenological reduction in tandem with gestalt
psychology, which resulted in a kind of «structural analysis»,
as he understood it. One can observe what seems to be certain
methodological symptoms, notably — structuralism per se as
a «document» of existential processes (in Panofsky’s sense
of the word) eventually becoming an «object» of monument
preservation (Denkmalpflege). Perhaps, Sedlmayr, albeit
unconsciously, searched the past for both ideological
continuity and ’monumentalization’ of his scholarly
experience, in order to achieve integral level (Level 4)?

At this point it is useful to examine the phenomenon
of disintegration more closely. According to Belting’s
observations!, Sedlmayr’s early project of the «new science
about art» included in its concerns not only art but also
knowledge about art, and the Ilatter was provided
by a «decomposition» of the previous traditions. This feature
seems key to Sedlmayr’s epistemological strategy. At the same
time, the moment of «ruin» is characteristic of the traditional
hermeneutic paradigm?. Consider this parallel: post-

! Belting Hans. Das Ende der Kunstgeschichte. Eine Revision nach zehn
Jahren. Miinchen: Beck, 1995, 150.

2 This paradigm is built on a preference for the direct truth rather than any
,method’, which is basically phenomenological and typical of Gadamer. Cf
«Das Problem stellt sich ihm (Gadamer) wieder in der Form etwa der ruinosen
Alternative Wahrheit oder Methode» (Bdtschmann, O. Beitrdge zu einem
Ubergang von der Ikonologie zur kunstgeschichtlichen Hermeneutik //
Bildende Kunst als Zeichensystem. Band I: Tkonographie und Ikonologie.
Theorien — Entwicklung — Probleme. 5. Aufl. Kéln: DuMont, 1991, 476. Cf:
«Die Kunstgeschichtliche Herneneutik unterscheidet sich von der tradierten
Interpretation von Werken der bildenden Kunst. Im Gegensatz zum dieser hat
sie ihren Gegenstand nicht im Sinn des Werkes <...>, sondern im Werk selbst»
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structuralism and deconstruction originate in structuralism,
and similarly, Sedlmayr’s structural analysis stems from
phenomenological reduction and gestalt methodology. For
Sedlmayr, to build a new «robust» science®, it was necessary
to falsify, even devalue, previous achievements, reducing them
to «a background» of the art history picture he wishes
to explain to us. Thus, before The Cathedral, he wrote The Lost
Centre. The collapse of the present state of affairs, in which
contemporary art was seen as a «fatal illness» («die Krankheit
zum Tode»)?, prepared the way for the emergence of a new
cathedral, having all the features of an eschatological and
ultimate building. As New Jerusalem is preceded by a cosmic
catastrophe®, so the «new» science was preceded by the
ruination of the «old» science.

However, arguably, Sedlmayr was not only surrounded
by ruins but was himself a ruin. It is impossible to state that
others undergo a crisis and yet believe that you are not
impacted by it. Doctors fall ill as well as patients, and
prophets can be condemned. Thus, as a kind of prophet, even
though a secular one®, Sedlmayr might have had to see
himself not only above the situation that he described and
analysed but also within it. This means that the end and the
dying that he witnessed involved the end and the dying
of himself — directly and literally eschatologically. It has been

(Bdtschmann, O. Einfiihrung in die kunstgeschichtliche Hermeneutik. S. 9).

5 Sedlmayr, H. Zu einer  strengen  Kunstwissenschaft.  //
Kunstwissenschaftliche Forschungen, Bd. I, Wien, 1931.

4 Sedlmayr, H. Verlust der Mitte. S. 164.

S«..die textualisierte  rhetorische  Situation  beschwort  eine
Krisensituation herauf» (Elisabeth Schiissler Fiorenza. Das Buch der
Offenbarung: Vision einer gerechten Welt. Stuttgart-Berlin-Koln:
Kohlhammer. 1994. S. 150).

6Regarding «Leienpropheten», Sedlmayr writes in «Kierkegaard {iber
Picasso» (Hans Sedlmayr. Der Tod des Lichtes. Ubergangene Perspektive zur
modernen Kunst. Salzburg: Miiller, 1964. S. 63).

Vol. 2 (10). 2020 23



noted that Sedlmayr’s «The Birth of the Cathedral» was
erected from the ruins of post-war Germany'. It is important
to emphasise that without these real, non-metaphysical ruins
surrounding him his new structure might not have been
possible at all. In a sense he was infected by the notion
of ruins because he was surrounded by them. The same can be
seen as true of his method as such, as Dittmann points out?.
Sedlmayr’s «structural analysis» needs ruins, resulting from
crises which it sometimes, actually, causes. It feeds on not
only cultural and ontological ruins in general but also on
Sedlmayr’s personal and existential ruins, which becomes
obvious at the level of his methodology, too potent and thus
inevitably destructive.

Hence, facing «threats and hopes of the technical age»’,
Sedlmayr may have returned to the past, even if
unconsciously, to achieve integration (Level 4), both in the
sense of ideational continuity and ‘monumentalisation’ of his
scholarly experience, which thus took on the meaning
of «eternal beauty’ deserving preservation. He might have felt
that only by going back to the experience of his teacher
Dvorak, who had converted him, the young veteran of the
great war, to Dvorak’s art-historical «belief», would he have

«Aus dem Dunkel jener Jahre und der Besorgnis iiber den Weg des
modernen Europa erhob sich die Lichtgestalt der Kathedrale» (Bernhard
Rupprecht. Vorwort // Sedlmayr, H. Die Entstehung der Kathedrale, XV).
?Dittmann, L. Stil, Symbol, Struktur — Studien zu Kategorien der
Kunstgeschichte. Miinchen: Fink, 1967. «Strukturanalyse» needs for
«zerstorten Zustand» its objects (191). «Sedlmayr findet in dem von ihm
analysierten Gegenstand das Negativ seiner eigenen Theorie. Die
Untersuchungsmethode  ist  strukturell und  ganzheitlich, der
Untersuchungsgegenstand zerspalten» (193). «Nur dann kann das Werk
durch die Kritik, die Strukturanalyse, vollendet werden, wenn es in sich
selbst unvollstdndig, unvollkommen ist» (210).

5 Sedlmayr, H. Gefahr und Hoffnung des technischen Zeitalters. —
Elektrotechnik und Maschinenbau, 75, 1958, 1—7.
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been able to consolidate the results of his personal and
scholarly endeavour. If one draws a parallel with Dvorak’s
methodological strategies, for Sedlmayr, the outcome was
«preservation of monuments» rather than the <«history of the
spirit». The latter, in the middle of Sedlmayr’s life and of the
Second World War, was transformed by him into a history
of crises of the human spirit!. By «Preservation
of monuments» — or rather protection, taking care (die
Pflege) of them — was he perhaps thinking about his own
canon as a «monument’, unconsciously deteriorating into
ruins? This assumption seems an appropriate conclusion
to his work, precisely because the eschatological level
of understanding, according to Sedlmayr himself, is not the
final one. The completion of the interpretational endeavour
of comprehension might lie in tropology, in figurative use
of language. It might be possible to «convert» Sedlmayr
to «positive thinking» and «cleanse» him by plunging him into
the font of his own methodology. Rehabilitate Sedlmayr
by holding his works up to be examined in the light of his own
methodology.

In conclusion, we have tried to show that ruins can not
only be a reminder of the past but also a symptom, a symbol
and even a remedy. Using particular motifs and themes within
Sedlmayr’s work, I have subjected his work to the same
procedure that Sedlmayr used when approaching the works
of others. In this particular case, it seems appropriate
to answer well-known questions «Athens or Jerusalem?»? OR
«The Orient or Rome?»® this way: «Vienna and everything

!See in «Kunstgeschichte als Geistesgeschichte — Das Verméchtnis Max
Dvordks» (1949): «Kunstgeschichte als Geschichte der Epiphanie des
absoluten Geistes in den Brechungen des zeitabhdngigen menschlichen
Geistes» (Sedlmayr, H. Kunst und Wahrheit. Zur Theorie und Methode der
Kunstgeschichte. Hamburg, 1958. S. 85).

2«Quid ergo Athenis et Hierosolimis?» (Tertullian. De praescriptione
haereticorum, VII).
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else!»* «Everything else’ is an opportunity to go away from
«either — or’ in favour of «not only... but also...» Such an
equality of voices, taking part in a performative-
transformative discourse, is called — is still called —
«Kunstwissenschaft».

5 Strzygowski, J. Orient oder Rom? Beitrdge zur Geschichte der Spitantiken
und friihchristlichen Kunst. Leipzig: J.C. Heinrichs, 1900.

4The authors of this paper used the following texts about The Vienna
School of Art History: Benesch, O. Die Wiener kunsthistorische Schule //
Osterreichische Rundschau. 1920. Bd. 62. S. 174-178; Von Schliosser, J.
Die Wiener Schule der Kunstgeschichte. Riickblick auf ein Sakulum
deutscher  Gelehrtenarbeit in  Osterreich // Mitteilungen des
Osterreichischen Instituts fiir Geschichtsforschung: Ergidnzungsband,
1934; Ettlinger L.D., Krenn, S., Pippal, M. (Hg.) Wien und die Entwicklung
der kunsthistorischen Methode (Akten des XXV. Internationalen
Kongresses fiir Kunstgeschichte. Bd. 1). Bohlau Verlag; 1. Auflage, 1985;
La scuola viennese di storia dell’arte / A cura di Marco Pozzetto. Atti del
XX Convegno Istituto per gli Incontri Culturali Mitteleuropei. Gorizia,
1986; Wiener Schule: Erinnerung und Perspektiven // Wiener Jahrbuch fiir
Kunstgeschichte LIII, 2004. Wien, 2005; Wood, Ch. S. (ed.). Vienna School
Reader: Politics and Art Historical Method in the 1930s. New York: Zone
Books, 2000; Lachnit, E. Die Wiener Schule der Kunstgeschichte und die
Kunst ihrer Zeit Bohlau Wien; 1. Auflage 2005; Wiener Schule:
Erinnerung und Perspektiven / Wiener Jahrbuch fiir Kunstgeschichte LIII.
2004. Wien, 2005; Rampley, M. The Vienna School of Art History: Empire
and the Politics of Scholarship, 1847-1918. University Park: Penn State
University Press. 2014.
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CTEMNAH BAHEAH, ENTEHA
BAHESAH!

«WIEN ODER SALZBURG?». MO3AHMNIA
3EA/TIbBMAUP KAK CUMMTOM?

OT 60M0 3aIUTUTHCS HEMMb3ST, HO OT CIMJI, Pa3PYIIAOIUX TOJO06HO
60mM0aM, — MOXKHO.
Xanc 3ednvmaiip

OG6pyienue 1 coMKeHe — YaCTH OFHOTO Ipoliecca. BHOBb
¥ BHOBb — Te€Ma yTpaThl 1 06peTeHusI.
Bepnep XopmaHnn

Abstract

B Hacrosiieit my6amMKanyy aBToOpbl IPeIoaraloT MpeanonaranT
TIPUIOKUTD U3BECTHYIO MKOHOJIOTMYECKYIO CXeMY UeThbIPEX YPOBHEl
TMIOHMMaHUs IPOU3BeLeHMs UCKYCCTBA, IPpeaIOKeHHYI0 XaHCOM

! Cmenan Bamesn — mpodeccop kademnpbl BceobIieil MCTOPUM MCKYyCCTBA
MOCKOBCKOTO TOCyZapCTBEHHOTO yHMBepcuTeta uMeHu M.B.JlomoHOCOBa,
JIIOKTOp  MCKYCCTBOBeJeHMsI, wieH PenakuuoHHoit Komaeruu AU,
vaneyans@gmail.com; Enena BanesH — ¢wuionor, nepeBoguuK, aBTop CIrie-
LMAIbHBIX KYPCOB [JISl CTYOEHTOB, U3yUYaIOIIUX UCTOPUIO U TEOPUIO UCKYC-
cTBa B MOCKOBCKOM TOCYAapCTBEHHOM yHMUBepcuteTe uMeHu M.B.JlomoHO-
coBa 1 BoIclieli nIKo/ie 5SKOHOMMKe.

2 HacTosiuit TeKCT MpeACTaBasieT CO60i PYCCKOS3BIUHYIO PACIIVPEHHYIO
Bepcuio nmoknaga «Wien oder Salzburg? Hans Sedlmayr’s Late Work as
a Symptom», coesaHHOTO Ha KoH(epeHIUN «BnusiHue BeHCKO LIKO/BI UC-
TOpPUM UCKycCTBa 0 U nocie 1918 ropar, mpoiuexiieir B UHCTUTYTe UCTO-
pum uckyccrBa Yemickoit Akagemnun Hayk B 2019 rogy B Ipare.
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3enIbMaipoOM U BKJIIOUAKOIILYIO B TOM UMCJIE U «3CXATOIOTMYECKUT
YPOBeHb» 3HAUEHMS, K TPO6IeMe OLIeHM Y MHTEPIIPETALIMM €T0 CO6-
CTBEHHBIX Ipou3BeAeHmnit. C TOUKM 3peHUs aBTOPOB 3TO ITIOMOXKET
MOHSITh KaK COOCTBEHHO MeTOmOIOTMI0 XaHca 3e/ibMaiipa, Tak

Y JIOTUKY, 0(OPMJISIIONIYIO KOPITYC €er0 TEKCTOB B IMHOE 1IeJIoe,

B TOM YJICJIEe C YYETOM €ro MOo3IHUX Imybnmkanuit. ToT CMbICII, KOTO-
pblii 3emyibMaiip puaaBan Mmetadope «pynH», OOBSICHSIET U €TI0 00-
paleHye K HauaToMy yunuTeneMm 3efjibmaiipa Makcom JIBOpsKakKOM
Jle;Ty OXpaHbl NaMSITHUKOB, KOTOPOe MblI B TeKcTe «Pa3pymeHHas
Kpacora» (1965), co3gaHHoi B 3abLbypre, rae 3eIabMaiip MpoBest
MoC/IefHME NBALIATD JIeT CBOEI JKU3HU.

Knrouesole cnosa

3enpMarip, MKOHOMOTUS, [IBopskak, BeHckas 11Koja MCKYCCTBO3Ha-
HMSI, Ie7I0 OXPaHbl TaMSITHUKOB.

Mbl mnipepiaraeM MOCMOTPETh Ha AEATENbHOCTh YYEHOTrO,
MCTOPMKA MCKYyCCTBa (B JAHHOM ciayyae — XaHca 3ejibMaiipa)
€ro >Xe COOCTBEHHbIMM IJ1a3aMM: TO €CTh, MMEHHO Kak
Ha TBOPUYECTBO, B M3BECTHOI Mepe cXoXkee C TBOPUECTBOM XY-
IOKHMKA, a TOTOMY JIOCTOMIHOe MMEeHHO repMeHeBTUYEeCKOTO
NoAXona (MKOHOJMIOTUMM B LIMPOKOM CMBIC/IE (JIOBA), MUMEIOILEro
B BUAY IIPUPOCT-KOHCTPYMPOBAHNE, @ HE TOIbKO PEKOHCTPYK-
LMIO-pacuiMpeHne 3HayeHus. B ciydae ¢ 3emyibMaiipom STOT
MOAXO[, CYJIUT HEKOTOPble MHTEePeCHbIe U MOyUMUTe/lbHbIe 3¢-
(dekTbI, ecnu MPUMEHSIETCSI MUMEHHO ero Mmoaxol — CTPYKTYp-
HbI/i aHa/INU3 «KPUTUYECKUX (Gopm», HO yKe He MCKYCCTBa
M KyJAbTYpbI, & TEKCTOB U MPOU3BOAUMBIX UMM 3(PheKToB —
KaK KOTHUTUBHBIX, TaK Y 3TUUECKUX.

ToBOpst cOBCeM KOHKPETHO, aHAJIUTUK, IMOCTYAUPYIOLINIA
Xy[IOXXeCTBEHHbIe U TyXOBHO-UCTOpUUecKkue (peHOMeHbI B Ka-
yecTBe 0O0BEKTOB MMATHOCTUPOBAHMUS, CAM IOJIKEH OBbIThH ITO-
MellleH B COOCTBEHHYIO «MCTOPUIO OOJIe3HU», U3 Yero BO3HU-
KaeT BOIIPOC K €ro COOCTBEHHOMY TEeKCTYaJlbHOMY KOPITyCY:
KaKko¥ 1arHO03 MOKHO ITOCTaBUTh M KaKOBBI IIPOTHO3bI, €C/IN
MMeTb [e/I0 C TaKUMU «CUMIITOMaMu», KaK Mpexae BCero
«YTpata cepenuubl» (1948)!, sarem — «BO3HMKHOBEHME COOO-
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pa» (1951)2 u, camoe rnaBHOe — «PaspyieHHass KpacoTa»
(1965)3. Tloc/memHMit TEKCT — CaMblii HeGOJIbIION U caMblit Cy-
IIeCTBEHHBIN [J1S1 HAC, TaK KaK OH MO3JHUI U OTYACTU UTOTO-
BbIli. 32 HEAOCTATKOM MeCTa Mbl OOCYOMM JIUIIb MTePBUYHbBIE
HaIIY BIIeYaTIeHus, XOTsI Y Hac ¥ O6blIa BO3MOKHOCTh HaOJIIO-
IaTh «IalleHTa» Ha MPOTSHKEHUM MOCTATOUHO AJUTEeIbHOTO
cpoka®.

MbI XOTUM T0Ka3aTh, KaK HEKOTOPbIE aHATUTUYECKME Me-
TOAbI, HE TOIBKO MOTYT MMETb [IeJI0 C KPU3UCHBIMMU SIBJIEHUSI -
MU UM 00beKTaMM, HO U Jaxke MopoxkaaTh ux. KoHdaukr Bxo-
IOUT B IpaBMJIa UTPbI, MMEHyeMOi repMeHeBTUKOI®, HO 3Ta
UTpa JO/DKHA OBITh JOCTATOYHO OCO3HAHHOI, OTpedieKCUpo-
BAHHO M OTBETCTBEHHO-B3aMMHOJ, BK/IIOUAs MCCIe0BaATENS
He KaK He3aBUCUMOTO <«CYyAbl0-3KCIlepTa», a BOBJIEYEHHOTO
yuacTHMKA M [Oaske O6bekTa WUrpbl®. I'epMeHEBTMKA MOXKET

! Sedlmayr, H. Verlust der Mitte. Die bildende Kunst des 19. Und 20.
Jahrhundert als Symbol der Zeit. Salzburg: Otto Miiller, 1948. ITepeBop Ha pyc-
CKuit 13bIK: 3ednvmaiip, X. Yrpara cepenunsi / Iep C. C. BanesHa. M., 2008.

2 Sedimayr, H. Die Entstehung der Kathedrale. Ziirich: Atlantis Verlag,
1950.

5 Sedimayr, H. Die demolierte Schonheit. Ein Aufruf zur Rettung der
Altstadt Salzburgs. Salzburg: Otto Miiller, 1965. [lasee BHYTpPU TeKCTa
B CKOGKax — CCbUIKY Ha 3TO U3JaHMUeE.

4 Banean, C.C. Tlycryiommii TpoH. KpuTuueckoe MCKycCTBO3HaHMe XaHca
3ennbmaripa. M.: ITporpecc-Tpamuius, 2004.

5 Cnepmyst 3a ®peitnom Pukep roBopuT 06 «MCIONb30BAHUM MHTEPIIPEeTALUN
KaK TaKTUKU TONO3PEHUS] U KaK G0pbOBI MpOTUMB Macok (Ricceur, P. Die
Interpretation. Ein Versuch {iiber Freud. Kapitel II. Der Konflikt der
Interpretation. Frankfurt a. Mein: Suhrkamp, 1993. P. 39). Cp. V Hero ke Ka-
caTesbHO ,WJLTI030pHOro crpoenusa” (P. 40), a Takke O ,,JeCTPYKIMM" Kak
MOMEHTe TOoJIaraHusl TIOMHOCThI0O HOBBIX OCHOBaHuMit» (P. 47, co CChUIKO
Ha Xaiigerrepa).

¢ Bosnee Toro: «y Xaiimerrepa u Famamepa Haille MOHUMaHUe — OIpeIeeH-
Has yacTb Kpyra» (Hiigli, A., Liibcke, P. (Hrsg.) Philosophie im 20.
Jahrhundert. Bd. 1: Phdnomenologie, Hermeneutik, Existenzphilosophie
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6bITh epdopmaTrBHA. Bosee Toro, HabIIOAasI IPU3HAKKU Oec-
CO3HATEIbHBIX U «ITEPBUYHBIX» ITPOI€CCOB, MbI ITPOCTO 006s13a-
HbI BUJIETh B 9TOM CMMIITOMAaTMKY, CO BCEMM BbIBOJAMMA .

Bansuybypeckuii anokanuncuc

Utax, mepen Hamu «PaspylieHHast KpacoTa» — HeOOJbIIas
OpoIiopa Ha HEeToTHbIe COPOK CTPAHMUII, COepsKalias MPU3bIB
CIIacTM OT paspylleHus] U MCYE3HOBEHUS MCTOPUYECKU
1eHTp 3anbloypra. [IpemyiaraemMblii TEKCT cOCTaBIeH XaHCOM
3enipbMaiipoM IPUMEPHO 4yepe3 MOoJIrofa Mocje ero IosBiie-
HUS B 3asblibypre B CBSI3M C TpUIJIAIIEHVEM IPeInoiaBaTh
B YHMBEPCUTETE 3TOTO aBCTPUICKOTO TOpPOAA, KOTOPBIN,
T10 BBIPAXKEHMIO OJHOTO UTAIBSIHCKOTO apXUTEKTOPa, Ybe MHe-
HIe MPUBOJUTCS B CAMOM Hayasie 3TOTO KpaiiHe HeGe3bIHTe-
pPeCHOro TeKCTa, KPacOTOM MOXXeT CPaBHUTHCS JIUIIb C OLHUM
roponom Ha 3emie — c IIparoii.

TekcT 6poONTIOPbI HACTOIBKO SMOLIMOHAEH U, KaK MbI I10-
KaXeM OuYeHb CKOPO, MO0 CBOEMY >KaHpPy HaCTOJIbKO crienudu-
YyeH, YTO Cpa3y BO3HMKaeT OIlylLleHMe, YTO Iepel HamMu
He IPOCTO >KeJlaHyue MOMOYb Jely OXpaHbl MaMSITHUKOB CTa-
PUHBI.

B Kakoi-TO MOMEHT X04eTCsl [IOMOYb YKe He 3a/lIbloypry,
a 3edjpbMaipy: 3MOLMM €ro MOYTU IIepexJeCThIBAIOT, TOH,

und Kritische Theorie. 4. Afl., Hamburg: Rowohlt, 2002. P. 204).
"TlepBMYHBIT ¥ BTOPUYHBIA IPOLIECChl (AKTUBHOCTh Becco3HaTeabHOro
U Dro) «COBMECTHO OTBETCTBEHHBI 32 TaKMe MOPOKIEHUS KaK MCKYCCTBO»
(Kuhn, R. Psychoanalytische Theorie der Kunst. Frankfurt a. Mein: 1986, 48).
A ¥X B3aMMO[EICTBYE MOXKET Pe3yIbTUPOBATHCS B aKTUBHOCTU XyILOXKHUKA
KaK B HEKOTOPOM pOJie yke TpeTUMUHOM mpoiiecce (cM.: Soldt, P. Bewusst/
unbewusst // Handbuch psychoanalytischer Begriffe fiir die
Kunstwissenschaft. Gerlinde Gehrig und Klaus Pfarr (Hg.) Giessen:
Psychosozial-Verlag, 2009. P. 54, co cchiikoit Ha dpHcra Kpuca). Tak uTO
MOXKHO TTPEJITONIOKUTh, UTO «HAyKa 06 MCKYyCCTBE — 3TO Y)Ke MPOLeCC «yeT-
BepPTUYHBII»!
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0CO6GEHHO B Hauaje — IMOYTY YTO MATETUYHO O6OJe3HEHHBbII,
TO €CTb MaTO-JIOTUYHbII B MKOHOJOTMYECKOM CMBbIC/IE CJIOBA.
Wcrnonb3yemble MeTadoOpbl M accoUyManuy — CYObeKTUBHBI
M yCTpallalle KOHKpeTHbI. JKelaHue BbI3BaTh LIOK M HAIly-
raTb YMTaTeNlsi — He TOJAbKO He CKPBIBAETCS, HO BCSIYECKU
" yCYyTYyOIISIIOTCS.

PaspyiieHne HeCKOJbKMX IOMOB MCTOPUYECKOTO LIEHTpa
3anpLOypra, IIOYTM HE TPOHYTOrO BOWMHOM, CpaBHMBAETCS
¢ «bmecTamMMMU KOBPOBBIMM 60MbapavipoBKamm» (13) u ¢ To-
TaJbHBIM YHUUTOXKeHMEM Biopubypra, Kaccens, Xuabpmecxaii-
Ma, JIpesmeHa M Opyrux «pa3boMOIeHHBIX ropomoB Iepma-
Hun» (7, 13). CapkasMm TNOJOOHBIX CpPaBHEHMI YCUIMBAETCS
TeM 0O6CTOSITeTbCTBOM, UTO pPeub MJIET, Ha CAMOM JieJie, O BCero
JIUIIb TOYEUHBIX pa3bopKax CTapbiX M OOBETIIAIBIX TOMOB
M O 3aMeHe X COBPEMEHHBIMM IMOCTPOIKaMM, KOTOPbIE, Of-
HaKoO, HallOMMHAIOT 3elJIbMalipy CBOMMM «OTBPaTUTENIbHbIMU
6eToHHBIMM 00pyOKamm» (Betonstummel) o6pasiibl sKaJKOTo
«MIPOBMHIMAIBHOTO MOoAepHu3Ma» (8).

CyrrectuBHbIi 3bdeKT mogo6HO BepbasbHO dhaHTacMa-
TOpUM  YCUIIMBAETCS UM CTPEMUTENBHO TPaHCIIOHUPYETCS
B HEUTO COBCeM 0co0Ooe BBeleHMeM B TEKCT «ITyrawoliero, ab-
CYpAHOTrO, IIPOCTO CHOPPEATUCTUYECKOro IpeacTaBIeHUs»
(12). 3emybmaiip mpenrmosaraet, uTo 6yaeT, ecyiu BAPYT B OAVH
MUT OyeT TTOKOHYEHO CO CTapbIM TOpPOJOM UM Ha €ro MecTe
BO3HMKHET TOpPOJ, «COBpeMeHHbI»? Ero oTBeT — «pa3macTcs
HEroIyIoIINMii BOIIb Bcero Mupa» (12). Bropouem, 3emibmaiip
He X0YeT CJMIIKOM ITyraTh CBOEro umMTaTessl M ObICTPO HAIlo-
MMHAEeT, YTO 3TO TOJbKO €ro «HOYHOJM KOIIMap», 4TO 3TOT
«IObSIBOJIbCKUIA TIJIAaH» HUKOTAA He 6yaeT ocyiecTsieH (13).

Ho unTatento, Ha caMmOM fefie, He CTOJIbKO CTPAIIHO, CKOJb-
KO MHTEPECHO, UTO 3HAYUT MOA06HAas 3CXaTOMOTMUeCKast MeTa-
dbopuka, 3aueM BOT Tak COBEPILIEHHO B YIIOP Pa3bIrPbIBATh I10-
IOOHBIN KYJIbTYPHO-MEMOPHUAIbHBIN «apMareioH», MpOIoJi-
kast HACTOMYMBO BHOBb ¥ BHOBb HAIIOMMHATh 0 60MOapanpoB-
Kax M pyMHax Wi 0 YyAeCHOM OTKa3e aMepUKAHCKUX BO3AYII-
HBIX COeAVHEHMIT OT 60MOapaAupoBKy 3anbioypra B 1945 romy?

32 Aesthetica Universalis



W BOT TYT-TO B TeKCTe U MOSIBJISIETCSI CAMbIli BbIpa3uTeb-
HBIi ¥ CUMITTOMATUYHbBII PUTOPMUUECKUIT 060POT: 3eaJIbMaiip
3aJlaeTcs BOIIPOCOM, a KTO CEerofHs, ABaAlLaTh JeT CIIyCT,
CIiaceT ropof, — He OT MFTHOBEHHOTI'O, a OT MPOJIOHTMPOBAHHO-
r0 YHUUYTOXeHMs1? I OoTBeT — MrHOBEHHBIN U UyOeCHBIN:
3en/ibMaiip BCIIOMMHAET U SIBJISIET 3aTaMBIIEMY JbIXaHUE UM-
TaTeN0 U BCeMy MUPY (GUTYpy CBOEro BeIMKOTO YUUTeNns] —
Makca JIBopskaka, aBTopa «KaTexm3uca oXpaHbl HaMSITHMKOB»
(1918)!. TonbKO UTO OMNMCAHHBINA PUTOPUUECKUIT amodeos
CO BCeMM 3jieMeHTaMM arnoKaJMUIITUUYeCKOro KaHpa paspelia-
eTCsl TIOSIBJIeHMEeM HOBOTO M CIIACUTE/IbHOTO IepCOoHaKa.
PaspirpaHHasi TeKCTyaabHasi MHCLEHUPOBKA — POBHO Cepenu-
Ha 3e/IbMalipOBCKOr0 TEKCTa; MOC/Ie MOSIBJIEHNS] IIOUTU MeC-
CMaHCKoi ¢urypsl IBopskaka MAYT TOUTU BOCEMb CTpPaHMUIL
HeIpepbIBHBIX LIUTAT U3 TEKCTa YUUTeNs, a 3aTeM — BIIOJIHE
B 9CXaTOJIOTMUYECKOM JyXe — IIPSIMOI aKT TPaHCLLEHIMPOBa-
HUSI — TIOMYEPKHYTOE U CKPYITyJe3HOe ObpalieHMe K OIBITY
MHBIX CTPaH, npexae Bcero ®paHuuu B e AHApe Manbpo,
a taxke Wranum B nuie Pobepro IlaHe m oruactu I'epma-
HuM — B aule @pasg Orro. CrraceHue — TOJIBKO M3BHE, KakK
reorpau4eckoro, Tak ¥ UCTOPUYECKOTO U Jlaske, ObITh MOXeT,
KOCMOJIOTMY€eCKOro!

Ho Tonbko Ha nociegHUX MPUMEPHO CeMU CTPAHUIIAX TeK-
cTa COOCTBEHHO ¥ 0003HAYAETCS BCS IMOAJIMHHAS IOIOIUIeKa
9TOM TEKCTyaJlbHO MPPALMOHAIbHON MHCLEHUPOBKU: DPEUb,
KaK BBISICHSIETCSI, BOBCE JIaske He MIET O CTapuHe, 06 UCTOPH-
YecKMx MaMSITHMKaX, 6€3yCJIOBHO BbI3BIBAIOIIMX ITMETET Kak
HeuTo, «CTaBIee ucropueii» (35).

EcTb HeuTO, UTO BBI3bIBAET UYBCTBO ellje 6oiee Hermocpes -
CTBEHHOe€, ueM IueTeT (36). [le10 B TOM, YTO UYBCTBO UCTOPU-

1 CM. HemaBHee IepeMsmaHiMe BCEro KOpITyca TEKCTOB JIBOopskaka Ha TeMy
OXpaHbl MaMITHMKOB: Dvordk, M. Schriften zur Denkmalpflege.
Gesammelt und kommentiert von Sandro Scarocchia. Wien u.a.: Béhlau,
2012.

Vol. 2 (10). 2020 33



yecKoro 6y1aroroBeHMsi M BCe MpoUMe — camble MCKpPeHHMe,
MOJJIMHHbIE U 3aKOHHbIE YYBCTBA — MOTYT BbI3bIBATh MPOCTO
«IMaMSITHUKM» UCTOPUM, CBUIETEIbCTBA MPOILIOro, KOrJa JKe-
JlaHMe COXPaHUTb, He 1aTh MOTMOHYTh BbI3BAaHO MMEHHO yTpa-
TOJ 3TOTO MPOIUUIOrO KaK TaKOBOTO U HaJIMUMEM OJHUX JIUIIb
BOCIIOMMHAaHMI4, KOTOPbIe B HACTOSIEM HUUEM He 3aMeHUTb.
U ecnu ucye3HyT M OHU (@ MX HOCUTEIM — KaK pa3 MaMsTHU-
K1), TO y3Ke HMUYero He OCcTaHeTcs, Kpome HuyTo.

Heiio, Ha caMmoOM [eJie, BOBCe He B IIPOLLIOM. ICTMHHOEe OC-
HOBaHMe, MoYeMy MMEHHO 3TOT «06pa3 ropoma» HeoOXOAMMO
COXPaHUTb — 3TO «€Tr0 HU C UeM He cpaBHUMasi kKpacota» (36),
Be[lb €ero camasl CyIIHOCTHAsl yepTa COCTOUT B TOM, YTO OH
He TPOCTO MaMSITHUK MCTOPUM, a TPOM3BEAEHME VCKYCCTBA.
U crnennduka 3TOM KpacoThl, Aesawineit 3aabli0ypr 4eM-TO
60/bIIIEM, UeM ITPOCTO «OapOUYHbIMM [ToMITesIMM, apXUTEKTO-
HUUYECKMM My3eeM IIpPOIIJIOro», — B Ha/JMUMe MMEHHO Y 3TOro
ropoza ocoboit «KMU3HM», KOTOpas [ejlaeT «CTapyr KpacoTy /
.../ UeM-TO TaKUM 3Ke JXMBBIM M TaKMUM ke HaCTOSIIUM, KaK1UM
OKa3bIBAETCSI KM3Hb HACTOSIIETO, KUTENIbCTBYIONIAS] B HEM»
(37). bonee Toro:

Peub ueT BOBCE HE O KOHCEPBAIIMM YEro-TO MPOILIEAIIETro, HO O chHe-
peXeHUM Yero-To HeImocpeaCTBEHHO HacTosiuiero. He mpexonsiee,
YTO CBOVICTBEHHO MPOILIOMY, 06513aHO U IIPU3BAHO, TIOKY/Ia 3TO BO3-
MOXXHO, YAEPKMBATHCS B HAJIMUMM, HO UMEHHO — TO CaMoe Helpe-
XOpsIIlee, UTO B ITPOILJIOM OTKPBIBAETCSI M UTO MPOIILJIOE TIePesKUBa-
eT. Bcsikast MCTMHHAsE KpacoTa, ITyCTh U camasi CKpOMHasl, [ia Jaxe ee
CaMblif CKPOMHBIIi 0T6G/IeCK 06/1aaeT BHYTpU cebsl Tog06HbIM MO-
MeHTOM Hernpexozsiiero. OHa U He TPUHAAJIEXUT HUKaKOMY Bpe-
MeHM, ¥ OGHOBPEMEHHO BO BpeMsI BXOAUT, a TIOTOMY — U ero obsa-
rOIeTeTbCTBYET, U «6yIaryto» sku3Hb — mootpsiet. (37).

W xapakTtep, U CylIECTBO 3TOM YOUBUTEIbHOM — a Ha ca-
MOM JieJie CyTybo OHTOJIOTMYECKOH, a He ITPOCTO ICTETUUECKOI
KPaCOThbl OIpenessieTcsl O4eHb CKOpPO: 9TO KPacoTa, KOTopas
MIPOTUBOCTOUT 6e306pa3HOMY, TO €CTb TOMY, UTO TOJaBJIsIET
M yMaJsieT 4el0OBeuecKyl JXM3Hb, 5TO Ta KpacoTa, KOTOPYIO
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MPU3BaH CO3epIaTh YeJI0BEK, CIIOCOOHBIN MCIIBITHIBATh K HEit
«KUBYIO CTpacTb», Oa’ke eCjiM caMa ero >XM3Hb — «TeMHa
u 3atxiaa» (37). 1 uMeHHO MOTOMY HEOOXOOMMO BOCCTaBaTh
«IPOTUB YPOILOBAHUS U MOJI3YUero ynpasgHEHUS MPeKPacHO-
ro Craporo u IpoTUB YCPEeOHEHHOCT M YOOKeCTBa IIJIOXOTO
HoBoro, 160 1 TO, ¥ Ipyroe — OJHOTO ayXa: AyXa Bpaxkae6HOii
Kpacote 3aypssgHocTun» (38).

Harmre mpenmonoxkeHne, KOTOpoe MPSIMO, KaK HaM KaXkeTcs,
UCXOOUT OT HeMOCpPeACTBEHHBIX BIEUATIEHMII OT BBIIIEOIN-
CaHHOI'O TeKCTa, COCTOUT B TOM, UTO Ta camasl yejoBedecKas
>KM3Hb, HYKOAIOIIASICS B HeIpexodsiieli KpacoTe IMOIJIMHHO
HACTOSIIIero, BOMpaIiero B cedst U Mmpolleiiee MpoIioe, u,
caMoe BakHOe, U Ipsaylee Oymyilee, — 3TO KM3Hb, BEPHEE,
SKM3HEHHasI CUTyalMsl CaMOT0 aBTOpa « YHMUTOKEHHO Kpaco-
ThI».

NmeHHO OH, caMm 3ennbmaiip, HY>XKAAETCS B YIIPa3gHEHUU
yTpO3 yCPeoHEeHHOTO YPOMCTBA, UCXOISIINX U3 ero COOCTBEeH-
HOT'O U >KM3HEHHOTO B 1IeJIOM, M KOTHUTUBHOIO, B TOM 4uCIIe,
OmbITa — a MHauve 3ayeM CTOJIbKO OOMO, yTpaT M pYyMH,
0hOpMJIEHHBIX I10 KaHOHAM KJIaCCUUYeCKOi amoKaJIUIITUKU
U B CTUJIe HeMeliKoii mocjieBoeHHolt Trimmerliteratur?

Ecnu coBcem KpaTrko, METOHOJIOTUYECKME YCTAaHOBKU
3ennbMaripa MOAIIAAAIOT, MO HAIlEMY MHEHWUIO, MOA, BecbMa
00111y10, HO BIIOJTHE peayibHYI0 PyOpPUKY «paJuKaJbHOTO KOH-
CTpYKTMBM3Ma»!. Bompoc juiilb B TOM, YTO SIBJISIETCS MCXOI-
HBIM MaTepuajoM Iom06HOI «mrepec6opkm»? He TpebyeTcs n
CHavajia Jake He pa300paTh Ha COCTAaBHbIE YACTM, a IPOCTO
«pa3sMeIbuMThy U MPSIMO PYMHUPOBATb HEKOTOpbIE MCXOIHbIE

! Cm., wampumep: Siegfried J. Schmidt. Der Diskurs des Radikalen
Konstruktivismus. 1—2. Suhrkamp, 1987—1991; Von Glasersfeld, E.
Radikaler Konstruktivismus: Ideen, Ergebnisse, Probleme. Suhrkamp,
1997. U3 HemaBHux my6nukanuit: Von Foerster, H., Miiller, A. (u.a.)
Radikaler Konstruktivismus aus Wien: Eine kurze Geschichte vom
Entstehen und vom Ende eines Wiener Denkstils. Bibliothek der Provinz-
Verlag, 2011.
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JlaHHbIe, HEKOTOpOe IepBMYHOE TojokeHue nen? Ho ume-
eT JIM KTO Takoe Ipaso? JlelaeT OH 3TO CO3HATEIbHO WU/ T1e-
pen, HaMy — HeBOJIbHbIN 3D eKT CIMIIKOM CWIbHOI U arpec-
CUBHOJ aHAJIUTUYECKOI TOTUTUKU — COOCTBEHHO TeIITaIbT-
CTPYKTYPIUCTCKOV METOA0IOTUM, BO3BEAEHHONM B IIOYTU MO-
panbHbINi uMIiepaTuB? MoxXKeT i OfHA, IYCTb U KpaliHe «mpa-
BOMOYHAas» TMYHOCTb, IPOMTU BeCh 3TOT LIMK/I? He momydaeT-
Cs1 JIV TaK, YTO He 10 CMJIaM OJHOMY pa3o0paTh U repecobpaTh
LeJyI0 HAyKy U LeNyI0 UCTOPUI0 MCKyccTBa? UTO MbI MMeeM
B pe3y/abTaTe? 3TO JIM HEKOTOPBIN JOATOCTPOI UK BCE Xe Py-
MHbI? BO3MOXKHO /I COBMeIlleHMe poJjieit, HeT i camoil 6e3-
YCIIOBHO# HaJOOHOCTM C CAaMOTO Hayajga BBOOUTH IMMO3ULINIO-
MHCTaHILMIO eC/M He «CyrepBai3epar, TO XOTsS 6bl aKTMBHOTO
aHAINTHUKA, MPUHMMAIOIIEro Ha cebs OCHOBHOJV ymap TpaHC-
(dbepHbIX MpOEKINIt TOro ke 3eAjibMalipa ¥ OTBeYalolero eMmy
KOHT-IIepeHoCcom?

Bechb criMcok MogoOHBIX BOMPOCOB 3aCTaBJISIeT IpeJIona-
raTb, YTO TEKCThl 3edJibMalipa MOXHO pacCMaTpuBaTh Kak,
BEPOSITHO, HE COBCEM CO3HATEeJIbHYI0 peaau3alyio OTYaCTU
KOHCTPYKTMBUCTCKMX YCTAHOBOK, MMEIOLIMX LebI0 «Ie-pea-
muzauuio» (De-Verwircklichung-Verfremdung) «maTtepuasnib-
HOTO»!, XOTS He 6e3 BIMSIHMS, KOHEUHO K€, TeOPUM U IpaK-
TUKM (PEeHOMEHOTIOTUUECKOH PeTyKIN.

U ecnu ma, TO He BXOAUT JIV U caM «Jie-peajnsaTop» B clie-
OVIONIMIT LUK «ae-peanusanum»? B g060M cioydae, Hall
TEKCT MOXET OTYaCTU AMAarHOCTUPOBATh TEKCThI 3elabMaiipa,
KOTOpbIe, CO3[IaeTcsl BIleUaT/JeHMe, «CYIIeCTBYIOT Osaromapsi
Marum HepaspelMMbIX MMPOTUBOPEUMIA, YTPaThl M CMEPTH»2.

! Tonsttue 3 apcenana Hukonas lapTMaHHa: «XyIOsKeCTBEHHAs odopmiie-
HMe O3HayvaeT Iy FapTMaHHa Mpexie Bcero rnepeodopMieHe B CMBbICTE,
HaIOMMHAIOIIEM UTO-TO Bpofe «ae-peanusaiinn (Entwircklichung), T.e. us-
BlI€UEHME MaTepuansa M3  peajbHBIX  KOHTEeKCToB»  (Asthetische
Grundbegriffe: Historisches Worterbuch. Hsg. Von Karlheinz Barck, Martin
Fontius, Dieter Schlenstedt, Burkhart Steinwachs, Friedrich Wolfzettel. Bd.
2, Stuttgart: J.B. Metzler, 2010.
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Ho Ipexnae yemM HaMeTUTb — TOJIbKO HaMeTUTb! — OTBEThLI
Ha HO,ZLO6HI)IE BOIIPOCHI, HAIIOMHMM KpPaTKO SKM3HEHHBI OITBIT
BIIOJIHE OITpeneJIEeHHOIo d)eHOMeHa B UCTOpUM HAYKU 06 uc-
KyCCTBE€ — TpaauIy BEHCKOI'0 MCKYCCTBO3HaHUS, XapaKTeEp-
HBIM ITPOAYKTOM KOTOPOTO BBICTYIIa€T HAIll rep0171.

Bena, 3ansuybype u MionxeH

Msbl He OueHb MOrpeluM MPOTUB OYEBUAHOTO, eI CKa-
KeM, 4YTO pacral, ABCTPO-BEHT€pPCKOIl MMIEpPUM TOIbKO
YCKOPWUJI TIPOLIECC «aTOMM3aLMK» BEHCKOIO MCKYCCTBO3Ha-
HMSI, HauaBlerocsi auckyccueit «Orient oder Rom?», ygacrt-
HMKM KOTOPOJ — «OTIbI» BEHCKOW Tpamuiiuu Bukxod, Puriab
u CTKUrOBCKUIA. BaxkHas Bexa Ha 3TOM ITYTU «Ji€-KOMIIO3M-
UumM» — 9T0 KOH@MKTOM JIBOpskaka U TOro ke CTsKUTOBCKO-
ro rnocyie cmepTy Purs®,

U oueHb CKOPO «MOJIOfas BeHCKasl IKoia»* — mpemBOeH-
Hoe TMokosieHne ydyeHukoB lOmmyca ¢dou Illnoccepa, meMoH-
CTpUpPYeT YKe TMOJMHYK <«UHTepOUCUUIUIMHAPHOCTB» (OTTO
IIaxT, dpHCT Kpuc, OpHeT TOMOPHUX), OTKPBITOE OTCYTCTBUE
eIVIHOJ MeTOOJIOTUI: BepHee — camMble pa3HOOOpa3HbIe CII0-
cOOBI YKJIOHEHUs OT 3aBETOB Ipexze Bcero [IBopskaka C ero
9KCITPECCUOHUCTCKOM «MCTOPUM MCKYCCTBA KaK MUCTOPUM Y-
Xa». MOXKHO CKasaThb, YTO OeLleHTpaIn3alus BbICTyIaeT 31eCh
KaK MeTOIOJI0TuYecKas CTpaTerus, U 3aMHTepecoBaBILINIA HaC
3anb1OYypr B 3TOM ABVSKEHUM — OOUH U3 MPOMEXYTOUYHBIX
IYHKTOB 3TOTO ITYyTU OT MpeJBOEHHbIX JIET, Yepe3 BOIHY, K I10-
CJIeBOEHHBIM — He COBCeM IUIOAOTBOPHBIM — MPOILIeccam,

2 Xapakrepuctrka Jleppuaa y Anaiinst Accmanu: Aleida Assmann. Text und
Ruine // Ruinenbilder. Aleida Assmann, Monika Gomille und Gabrielle Rippl.
Miinchen: Wilhelm Fink, 2002, 163—164.

5CM. Ha 3Ty TeMy [OCTATOYHO MOApoOHO: BawesH, C. C. BeHckas mikoia
uckycctBo3HaHus: Orient oder Wien? // UckyccrBo3HaHme. 2019. C. 10—
43.

4 Shapiro, R. The New Viennese School // Art Bulletin 18 (1936), 258—66.
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MPOUCXOOUBIINX B HEJPAxX CaMOli BbIZAIOIIENCS HAyYHOM Tpa-
IUIMM, KOTOPO¥ KOTAA-TMO0 MUTAIOCh MCKYCCTBO3HAHMeE.
3HAUMMBII ¥ CMMIITOMAaTUYeCKM (PaKkT B 3TOM KOHTEKCTe
TOT, YTO MMEHHO B 3ajbLi0ypre obpeTaeT akageMUIeCKuil Io-
KOJ BCe TOT ke 3ejibMaiip — CaMblii HEOJHO3HAYHbIN U3 y4e-
HUKOB U (oH Illnoccepa, B KOHEUHOM cueTe — [IBOpskaka'.
XaHc 3ennbpMmaiip (1896—1984) — kaskeTCss MHOTUM U3 Ce-
TOMHSIIHET0 OHS? MPOCTO MapruHajoM®, HeCMOTpsl Ha €ro
COOCTBEHHbBIE TTPAKTUYECKY YHUBEPCAIbHbBIE ITPETEH3UM U T10-
3ULIMK, CUJIBHO MOJMOYEHHbIe, OJHAKO, B 3IO0Xy TpeTbero
peiixa*, HO IIOYTM BOCCTAHOBJIEHHbIE, XOTS M He Ha POIMHE’.

1 Cp.: «CnemyeT 3aMeTUTh, UTO IIOC/IE BOJHBI B BeHe y:ke HEBO3MOXKHO ObLIO
TOBOPUTH HU O KaKO# OTKPBITOCTY MCUX0AHATU3Y, UKOHOIOTUY Bap6ypckoro
MHCTUTYTA MU TICUXOJIOTUM BoCTpusTusi» (Aurenhammer, H.H. Das Wiener
Kunsthistorische Institut im Stdndestaat und im Nationalsozialismus. //
Wiener Schule. Erinnerung und Perspektive. / Wiener Jahrbuch fiir
Kunstgeschichte. Bd. LIII. Wien-Koln-Weimar: Bohlau, 2004. P. 53).

% Schneider, N. Hans Sedlmayr. // Altmeister moderner Kunstgeschichte. Hg.
von Heinrich Dilly. Berlin: Reimer. 1990. P. 68—81.

5Cp. ogHO HabG/IIOIEHMe, KaCaoLerocs 3eIJbMaiipOBCKOIO «O6HeKTUBM3-
Ma», KOTJ]Ja OH OTKa3bIBaeT B KaKOI-TMGO0 PONMU CYyObeKTY 3peHUs U MPUTTU-
CHIBA€T [ECTPYKTUBHYIO, [IE€KOMIIOHMPYIOLIYI0O BU3YaJbHYIO CTPYKTYDY
(«macchia») camomy XymokHMKY: Bdtschmann, O. Einfilhrung in die
kunstgeschichtliche Hermeneutik: Die Auslegung von Bildern. 6. Aufl.
Darmstadt: Wissenschaftliche Buchgesellschaft. 2009, 29. U panee:
«HecMOTpst Ha — WM, BepHEee CKasaTh, BOIPEKM — IYCTOTE CJIOB, HUYETO
He 3HavallyM 3asiBJIeHVSIM, HEIIOMEPHBIM IPETeH3MsIM, 8 PABHO U BIIOJIIHE
OTIpe/ie/IeHHOM UIe0I0rMM, 3e[/IbMaiip B UCTOPUM UCKYCCTBA KaK TEOPETUK
IO/KEeH BOCIPMHMMATBCS CO BCeii cepbe3HOCTbio» (Bdtschmann, O.
Einfilhrung in die kunstgeschichtliche Hermeneutik, 73, co ccbuikoii
Ha [IutTMaHHa 1 XopMaHHa).

4«...0nuH 1“3 HeMHOrMX GANIMCTBYIOIUX VHTEJUIEKTYaJ0B BBICOKOM MpO-
6b1» (Sauerlidnder, W. Zersplitterte Erinnerung // Kunsthistoriker in eigener
Sache. Hg. von Martina Sitt. Berlin: Riemer1990, 305.

5 06 omacHOCTH «3€ITbMAiPOBCKOI BECHBI» U 061IIel ABYCMbICIEHHOCTY VH-
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Ileo B TOM, UTO IpOIeCC ero «aeHauudbuKamm» COmpoBOX-
Jancs U «AeHalMoHaIM3aIMeli»: ero peabuanTaIus copepiia-
eTcsl B MIoHXeHe (37eChb OH — OJIMH U3 IIpeeMHIUKOB Benbdin-
Ha!), HO ero TIOJOXKeHMe J[AoMa — II0-HACTOSIIEMY
«unheimisch»®. Bripouem, moc/ie BbIXOfAa Ha MEHCUIO OH OKa-
3bIBA€TCSl BHOBb Ha POJMHE, HO B TOM CaMOM 3aJblioypre —
B KYJbTYPHO-UCTOPUUYECKOJ ajibTepHaTVBe BeHbI, rme eguH-
CTBEHHOEe ero 3aMeTHbLIN TPyZ, — IPOUYUTAHHbI HAMU TOJILKO
yTO MaHMGeCT OXpaHbl MaMSITHUKOB. [leliCTBUTENbHO, Cylle-
CTBOBAJI aKTyaJbHbBI MOBOJ, K HAIMCAHUIO 3TOI YMCTOI BOJIbI
MyOMIMLIIVICTYKA, HO HE Me€Hee OUeBUIHO, UTO 3TO U MaCCEeUCTH-
YyeCKUit OTX0A, K COOCTBEHHBIM MCTOKAM — K CBOEMY YUUTesI0
IIBopskaky, aBTopy «des Kathehismus der Denkmalpflege».

Ho momo6HbINi MCX0f y4eHOV Kapbepbl Hag0 TMOHMMATh
Ha ¢doHe YyTb OoJiee pacHIMPEeHHOTO KOHTEeKCTa. Peub mueT
O TPaAULIMOHHOM KYyJbTYPHO-UCTOPUUECKOM COTI€pHUYECTBE
Mexny 3anbl0yproM ¥ BeHOi, YTOOBI TIOHSITb, IOYEMY
3ennbMalip BepHYJICS MMEHHO B 3TOT ropop, a He B Beny,
I7e C HMM IIBITAINCh 60pOThCs maxke B 19567, Korma mocie
BBIXOZIa €ro HOBOW MoHorpadum o Oumepe Ipmaxe Crap-
mem®, ycunusMu - psgpa mpodeccopoB,  BEPHYBIIMXCS
u3 smurpanum (B ux uncie u Orro [Iemyc), 6b1a OpraHnso-
BaHa BbBICTaBKa, IIOCBSILIEHHAss TOMY >Xe IlepcoHaxy. OHa

Tepeca K «HalMCTCKOM MCTOPUM UCKYCCTBA» CM.: Binstock, B. Springtime for
Sedlmayr? The Future of Nazi Art History // Wiener Schule. Erinnerung und
Perspektive. P. 73—86 (cp. B KauecTBe 3aKIIOUeHMs: «OyayInee HAlMCTCKOIA
UCTOPUM UCKYCCTBA IOJDKHO MEPenaTh B eBpeiickue pyku» — Ibid., P. 86).

6 Cp.: «OmHaKo ke MMEHHO TaK OTKpbIBAeTCs y Xajigerrepa BUIeHMe ,,CBO-
60/bI KaK TaKOBOJ “ — Ha (GoHe ,,6e300MHOCTM MMpa B paJMKaabHOM Paro-
JIOKEHHOCTH K ,,0bITHio-BHe-moma“» (Heidegger-Handbuch. Leben —
Werk — Wirkung. Dieter Thomd (Hrsg.). 2. Aufl. Stuttgart — Weimar:
Metzler, 2013, 61.

7O peakiuu CTYIEHTOB Ha TOSIBJIEHNE B yHUBepcuTeTe 3e[jibMaiipa CM.:
Sauerldnder. P. 311.

8 Sedlmayr, H. J.B. Fischer von Erlach. Wien: Herold, 1956.
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MBICJIJIACh KaK aJibTEPHATMBA HOBOMY COUMHEHMUIO CTapOro
«Hauucrar'.

[TonoxkeHue nen B TOM ke 3ajbliOypre xapakTepusyer
u caemyommii ¢akT: Korga B 3ToM ropoxe B 1950 6buia
YCTpOeHa  TMepCoOHa/ibHAs  BbICTAaBKA  BO3BPATUBIIETrOCS
U3 IMUTpauuu ckyabnropa ®Oputiia BoTpybsl?, Tam ke IO-
CUMTJIM BO3MOXKHBIM B KauyeCTBe ajJbTePHAaTMBHOIO MEpPO-
MIPUSITUSI OPTAaHM30BaTh M BBICTABKY... OQUIMATBHOTO CKY/Ib-
ntopa TpeTbero peiixa — Moseda Topaka, cpeay TBOpeHMii
KOTOPOT'O MMeJICSI, MeXAY MPOYMM, U MaMSITHUK BCE TOMY Ke
durepy dpnaxy Crapiiemy’.

‘Iemblpe cmaduu NOHUMAaHUs npousseaeuwl uckyccmea — u ucKkyc-
CIMe603HaHus

OnmHako MMeHHO B MioHxeHe, B 50-e rofibl, CK/IaIbIBaeTCsI
«lIKojIa 3epasibmalipa»*, OCHOBaHME KOTOPOii — B TOM UMCIIe
M €er0 CeMMHAPBI, IJIS1 KOTOPBIX ObUIM IMOTOTOBJIEHBI IBA «Me-
TOOUYECKUX I0COOMS» — «aBa IpUMepa MHTepIIpeTalum»’.
MOMEHT «3K3eMIUIIPHOCTI» JISl 3ebMaiipa BOoOIIe OueHb
XapaKTepeH: CBOJCTBAa TOrO WM MHOTO XYyI0OKeCTBEHHOI'O
TBOpEeHUSI — BCerma I0BOJ, IJIsI IIPMMeHeHUsT TOW MM MHOM’
METOIOJIOTMM, BhIPACTAIONIEN IMOUTH BCErIa Ha MOYBe, OOMIIb-
HO ymoOpeHHOI ocTaTKaMM IpeskHei umcropuorpadun. ITpu
5TOM M XapaKTepHO, KaK HaM IMpeJCTaB/IsIeTCs, U AOBOJbHO
CTPaHHO BBINISAUT Ha (DOHE TAKOIO KpaiHe MPUHUMITMAIbHO-

!Johann Bernhard Fischer von Erlach. Ausstellungskatalog Graz, Wien,
Salzburg 1956/1957. Hrsg. von Hans Aurenhammer. Wien: Schroll, 1956.
201.08.1950 — 31.08.1950: Steinskulpturen — Galerie Welz, Salzburg.

5 Thorak in Salzburg, Mirabellgarten (Zwergelgarten), seit 15. Juli 1950.
4Neramu cm.: Frodi-Kraft, Eva. Hans Sedlmayr, 1896—1984 // Wiener
Jahrbuch f. Kunstgeschichte, 1991, 44, 7—46.

5 Zwei Beispiele zur Interpretation (Jan Vermeer: Der Ruhm der Malkunst —
Johann Bernhard Fischer von Erlach: Die Schauseite der Karlskirche
in Wien / Kunst und Wahrheit, 160—201).
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ro KpUTHULIM3Ma OTCYTCTBME pedieKCHM Ha COOCTBEHHOE TBOP-
YeCcTBO, MMPOCTO CAMMX IOIBITOK CAMOKPUTUKU MU XOTSI ObI
CaMOVMPOHMM.

3amaaMMcsl BOITPOCOM, He SIBJSIETCS Ju 3edjbMaiip cam
OTYET/IMBbIM 3JK3EMIUISIPOM IIpeKIe BCEro CBOEro MeTona
U €ero ke — eC/IM He XXepTBOIt, TO TOYHO MPOAYKTOM?

Mpbl 1pedjiaraeM He MPOCTO TIPOMU3BECTM HEKOTOpPbIe
CUMIITOMAaTUYECK/Ee HAOMIONeHusT Had, STUM UM HEKOTOPbIMMU
MHBIMM (daKTamMyM M3 HaCIeOusl 3TOrO YYEeHOTro, HO U, Caemys
ero ke MeTOJIO/IOTMM, TIOTbITAThCSI BBITU HA €ro ke ypOBeHb
MKOHOJIOTMYECKOJ MHTeNpeTaluuyu — HO yXe He IIpou3Befe-
HMI1 MCKYCCTBa, TOBTOPUMCS ellle pa3, a Ipou3BeleHNni HayKu
00 MCKyCcCTBe, TeM 00jIee YTO B CAMOM ITPOEKTe MKOHOJIOTUM —
B HEOKAHTMAHCKOI ee pemakuyy dpBuHa [TaHodckoro — cob-
CTBEHHO MKOHOJIOTMUECKMUII (TpeTuii mo cuety — mocjie ¢op-
MaJIbHOTO ¥ MKOHOIrpaduueckoro) ypoBeHb Kak pa3 OTBevaer
3a IJTyOMHHbIE U, BEPOSITHO, SK3UCTEHIIMAIbHbIE CJIOU TICUXU-
KM — U He TOJIbKO XyI0XKHMKA.

OpHakabl 3edAbMaiip 3aMeTU/, YTO ero «Bo3HMKHOBeHME
cobopa» — 9TO peanusalusl ero ke MOIENU UCTOPUU MCKYC-
CTBa, HAUMHAs C CakKpa/JibHO CBSI3aHHOTO BOEIMHO KOMILIeKca
XyIOXXeCTBeHHbIX TBOPeHMUIT — ero BO3HMKHOBEHUS, pacliBe-
Ta, a 3aTeM U pacraja u rnepeodopmiaeHus, BIUIOTb 10 CEKY-
naspusauumul. DT YeThipe CTaAyuyM OYeHb HAITOMMHAIOT YeThl-
pe oramna IIOHMMAaHMS IIpOM3BedeHMs], COIJIaCHO TOMY JKe
3emyibmaripy. Pacriag — He IOC/IeqHMIT MOMEHT, Mocjie UaeT
nepeodopmienme. Tak, He MOAUMHSIETCS JIM €r0 TBOPUECTBO
TO¥1 JKe cXeMe — XOT$I ObI OT4aCTH?

HamoMHMM, YTO 3TM YeTbipe YPOBHSI-CTaIuM <«IIOHMMAa-
HUs» Y 3e[/ibMaiipa’ BbIIVISIS TaK:

1 3empMaiip muimieT 06 3TON CBOEN KHUTe CIeAYIOLee: «BeJIMKOe CpakeHue
B 60pb6e 32 KOHKPETHYIO ¥ aHTU-MY3eiHYI0 MCTOPUIO MCKYCCTBA» M HAIO-
MMHAaeT, UTo Mucaaach OHa B TO BpeMsl, KOTJa «IIPeyMYIIeCTBeHHO peyb Ijia
0 Kpu3suce ucropum uckyccrsa» (Die Entstehung der Kathedrale, 535—536).
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1. dusyorHommueckuii;

2. ®DopManbHbIii;

3. «<Hoatuueckuii», KOTOPBI BK/IIOUAET, B CBOKO OUYepep, elle
HECKOJIbKO TUIIOB 3HaUeHMs], B TOM Uuciie, MeXIYy IPOYMUM — «3CXa-
TOJIOTUYECKUIN»;

4. InTerpanbHblii.

[IpuMmeHeHMe 3TON cXeMbl 3eljibMalipa K ero >ke TBopue-
CTBY JlaeT MPUMEPHO TaKylo KapTuHY. [lepBbie Tpu yPOBHS UH-
TepIpeTanyuy pacrpeaensTcs TpUMepHO Tak:

1. «Apxutexktypa boppomunmn» (1931);
2. «YTparta cepenyuubl» (1948);
3. «Bo3sHUKHOBeHMe cobopa» (1951).

Crour 06paTUTh BHMMAaHME, YTO BCSI 3Ta METOHOJIOTUS
BCelle/I0 OIpenesiseTcss MMEHHO CBOeli cepeluHONM, KOoTopas
€CTh 3CXaTOJOTMUeCcKoe 3HaUeHne, a paBHO — U YyBCTBO. DTOT
(dakT oT4aCTM MOKET OBbITh OOBSICHEH, KaK ObUIO CKa3aHOo,
CBOJCTBAMM TO¥ 3IMMUCTEMOJIOTUM, KOTOPYIO M36MpaeT 3e/b-
Maiip, a UMeHHO — (DeHOMEeHOJIOTMYEeCKOi peayKIIUN B TaHIe-
Me C TrelITaabT-Teopuel, B pe3y/lbTaTe UYero Mbl MMeeM
«CTPYKTYPHBI aHa/IN3», UTO ObI MOJ, STUM He TOo[ApasyMeBa
3enabMaiip (Mbl ke, HAIIOMHUM, MMOI03peBaeM B HeM Kak pa3
«pagUKaIbHBI KOHCTPYKTUBMU3M»). [TopokgaeMble B pe3y/ib-
TaTe TEKCThI, 38 KOTOPBIMU — CTPYKTYPAJIM3M per Se CYyTh yKe
HACTOSIIIME «ITOKYMEHTBbI» 3SK3UCTEHLMATbHBIX IIPOLeCcoBa
(B TOM cMmbIcie, uTOo TipumaBan um IlaHodckuii). I Bce 3To
B KaKOJi MOMEHT [Ijis 3e[ijibMaiipa CTAHOBUTCS YKe U «00beK-
TOM» TOJ MPAKTUKU, YTO UMEHYETCS «OXPaHO¥ MaMsITHUKOB»
(Denkmalpflege).

Takum o6pa3om — U, IO BCeii BUAMMOCTHU, 6ecco3HaTeNb-
HO, — 3efjibMalip NbITAETCS HANTU B MMPOIUIOM (MbI BUIEIHN,
YTO B COBCEM He[laBHEM, HO KpaiiHe TpaBMaTUYeCKOM) OTCYT-

2 Sedlmayr, H. Pieter Bruegel. Der Sturz der Blinden // Hefte des
Kunsthistorischen Seminars der Universitat Miinchen, II, 1957.
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CTBYIOIIYIO B HACTOSIIIEM UIE0JIOTUYECKYH) KOHTUHYAJIbHOCTD,
«MOHYMEHTAIMU3UPYSI», TO €CTh IIpeBpallasi B MaMsITHUK COO-
CTBEHHbII HAy4YHbII OIBIT. M BCe 3TO — paiu JOCTUKEHUS ca-
MOTO MCKOMOro, 160 (UHAIBHOTO M MHTETPaTUBHOTO 4-TO
YPOBHS MTOHMMAaHMSI, YTO MPOUCXOAUT B OAMHOKOI 3a/IbII0YPT-
CKoJ1 6potitope, Ha ¢GOHe MPEKHNUX U HeJaBHUX TeKCTYaabHbIX
BEPLINH BBIIVISIAAIIEN TIOUTU UTO KQJIKO, HO IIPU 3TOM — CO-
BCEM He (JIy4aliHo.

Hemoctuskumas B mocnenyroilee BpeMsi CAaMUM aBTOPOM
BepIINHA — 3TO HECOMHEHHO BCe TO Xe «BO3HMKHOBeHMe Co-
6opa» (1951), B KOTOPOM He IIPOCTO BCe ObIIO CKa3aHO U Cae-
JIaHO, HO M Bce pa3o6paHo Ha vacTu. CobpaTh ke BOEOVHO
roMoraeT MMeHHO (opcupoBaHHAsI 3CXaTONOTHs, Mpeojoie-
BaIOIasl Yrpo3bl paspylleHUs] BHYTPEHHErO, CKaXeM Tak,
«MHEMOTOIIa», BepHee — KPUIITBI B CO3HAHMM YYeHOrol.
Ho B TOM-TO " meno, 4TO 3TU BOOOpaskaemMble MM peajbHbIe
paspylieHus — JIeJI0 ero COOCTBEHHBIX PYK, BEpHee — Ipak-
TUKYeMbIX UM KPUTHUUECKMX U creuududeckue, HaMu yke
VIIOMSIHYTBIX, MpoLenyp «ae-hopManusauum» U «JIe-peam-
3a1[MM» HAYKMU.

HarmomMHMM B 3TOJ CBSI3U BCIen, 3a beabTMHIOM? 0 3en1b-
MajifpOBCKOM pPaHHEM ITPOEKTE «HOBOW HAYKM 00 MCKYCCTBE»?,
IIJIST KOTOPO#t He TOMbKO MCKYCCTBO, HO M MCKYCCTBO3HAHME —
TOJILKO MaTepuaj, obecrieueHye KOTOPOro BO3MOXHO 4Yepes
Ie-KOMIIO3UIIMIO TpeskHeln Tpaauium. Y 3To, COGCTBEHHO To-
BODSL, BCSL SIIUCTEMOIOTUYECKAs TAaKTUKA 3eajibmaiipa!l

Ho 3mech-TO MBI M MOAXOOMM K CaMOMYy TJIaBHOMY: 3TO
TpebOBaHMe XapaKTepPHO U IJISI BCEii TepMeHeBTUYEeCKO Ima-

! «MHe3nuecKkuit» acCrekT BCIKOTO 3HaHMs cM.: BawesH, C. C. KamMHM namsiTu:
MOHYMEHT, TOKYMeHT, KpuInTa, 6yHkep // Jloroc. 2017 6 (121). C. 227—260.

2 Belting, H. Das Ende der Kunstgeschichte. Eine Revision nach zehn Jahren.
Miinchen: Beck, 1995, 150.

5 Sedlmayr, H. Zu einer  strengen  Kunstwissenschaft.  //
Kunstwissenschaftliche Forschungen, Bd. I, Wien, 1931.
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paaurmMbil. I Mbl JOJKHBI IOMHUTh, UTO KaK CTPYKTYPaIn3M
MMeeT OOOpPOTHOV CTOPOHOM — TOCTCTPYKTYpaau3M U Je-
KOHCTPYKLUMIO, TaK M CTPYKTYPHBIA aHanu3 J3eljabMaripa
He MOXET OCTAaHOBUTHCS Ha PenyKLUUU «Uy>KOTO» MaTepuaia,
YTOOBI BBICTPOUTH — BO3BECTM — HOBYIO HayKy. st 3TOTO
Heob6xomuMo GaabcubUIMPOBaTh, €CIM He 06eCIeHUTD MTPEeX-
HIe NOCTVOKeHUS, UX He TOJIbKO C/leflyeT «BbIHECTM 3a CKOO-
KW», HO U AOBECTU UX 0 COCTOSTHUSI «(OHa», ecnu He cefe-
MeHTauuu. Ho miaBHOe — BBIHECTM CeOSI M CBOE TBOPYECTBO
3a [pezesibl IpekHero 3HaHus !

JTa JIOTMKA OmpefesieT BCe IOCIeBOEHHOE TBOPYECTBO:
He nmapom «Cobopy» mpepliecTBOBajsia «YTpaTa CepemyiHbI»:
paspyleHne COBPEMEHHOTO (TPEe3eHTHOr0) IIOJIOKeHUs el
(coBpeMeHHOe MCKYCCTBO — «bOO0ie3Hb K CMepTH») MOJAroTaB-
JIMBaeT HOBBI COG0pP — CO BCeMM IMPU3HAKAMM ICXATONOTH-
YeCcKOro ¥ OKOHYaTelIbHOro coopyxkeHus. M kak Hobbiit
Hepycanum mnipenBapsieTcsi MmeTapu3nueckm-KOCMUIECKOi Ka-
TacTpodoit?, TakK ¥ HOBAas HayKa — KOHIIOM IpEXHEei — elile
3a[10JIT0 IO TOrO Xe BejbTMHra C ero «KOHIIOM MCTOPUU UC-
KyCCTBa»!)

! Jra mapagurma CTPOUTCS HA MPEATNIOYTEHUHU MIPSIMOI UCTUHBI KAKOMY-JTH-
60 MeTO[y, UTO XapaKTepHO JAJs1 HeHOMEHONIOTUY U TUTIMYHO AJist [agamepa.
Cp.: «IIpo6nema mpencraBiasercs emy (lamamepy) BCSIKMit pa3 B (opme
HEKOl pyMHUPOBAHHOI albTePHATUBBI ,UCTUHA WM MeTOx, » (Bdtschmann,
O. Beitrige zu einem Ubergang von der Ikonologie zur kunstgeschichtlichen
Hermeneutik // Bildende Kunst als Zeichensystem. Band I: Ikonographie
und Ikonologie. Theorien — Entwicklung — Probleme. 5. Aufl. Koln:
DuMont, 1991, 476. Cp.: «I'epmeHeBTHMKa, UCIIONb3yeMasi B UCTOPUU UCKYC-
CTBa, OTIMYAETCS OT TPAIUIVOHHOJM MHTepIpeTanyuy Xy4OKeCTBEeHHbBIX
MPOM3BeEHMIA. B IPOTUBOIIONOKHOCTD UM €€ TIPeAMET — He B CMbIC/IE ITPO-
u3BeIeHus /.../, HO B TIpou3BeneHun camom» (Bdtschmann, O. Einflihrung
in die kunstgeschichtliche Hermeneutik, 9).

2 «<PuTOpMUECcKas CUTYalVst TEKCTYaTM3UPOBaHHAS BbI3bIBAET K KU3HU CUTY-
aumio kpusucHyio» (Elisabeth Schiissler Fiorenza. Das Buch der Offenbarung:
Vision einer gerechten Welt. Stuttgart-Berlin-Koln: Kohlhammer. 1994, 150).
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Ho B TOM-TO M nmeno, 4TO pyMHBI HE TOJABKO 3a CIIMHON
3enybmaiipa: KakK «MUPCKOW MPOPOK» (3TO ero cob6CTBEHHOE
BbIpaskeH1e, XOTS ¥ He OTHOCUTEIbHO caMoro cebs)!, oH
00s13aH ObUT BUOETb CeOS1 He TOIBKO M He CTOJIBKO Haf, OMM-
CbIBAaE€MOI UM OCYXXZaeMOil MM CUTyalueil, HO BHYTPU Hee.
OJTO O3HAuaeT, YTO KOHel| U YMUpPaHue, 0 KOTOPOM OH CBUJe-
TeIbCTBOBAJ, KacaeTcsl M ero caMoro — MpsMO U OyKBaJbHO
ILJIS1 HETO 3CXaTOIOTUYECKU.

...JJaBHO GBLIO 3aMeU€eHO, UTO U3 PYUH II0CIeBOeHHO 'ep-
MaHMM ObUT BO3LBUTHYT 3ea/bMaiipoBckuii «Cobop»2. Ho Mbl
XOTUM CKa3aTh, YTO 6e3 3TuX coBceM He MeTadopuueckux py-
MH «YTpaTsl cepeauHbl» (M He TOJIbKO) MPOCTO He MOorja Obl
BO3HMKHYTb 3Ta HOBAs SMMUCTEMOJIOTUYECKM-MeCCUaHUCTUYe-
CKasl IOCTPOIiKa, MMeHyeMasl «<BO3HUMKHOBEHMEM COOOpa».

Wtak, cam 3TOT mMeTOn, Kak BEPHO U YK€ NABHO 3aMeTWI
IuTTMaHH HYXIAeTcsl B pyMHaX, BepHee — B KarTacTpodax
U KpU3Mcax, KOTOPbIle UM Xe (MEeTOIOM) IOPOil U YUMHSIOT-
cs®. DTO He TONbKO OOIIEKYJIbTYPHbIE ¥ OHTOJIOTMUYECKHE,
HO U IepCOHajbHble U 3K3UCTEHIMabHble PYUHBI CaMOTO
3elynbMaliipa — y>Ke Ha YPOBHE METOLONIOTUY, CIMIIKOM CUJTb-
HOJ U TTIOPOi1 HEM30EXKHO Pa3pyIIUTETbHOI.

1 Bo BCSIKOM C/Tydae, He SKCIUIMIMUTHO. O «MMPCKUX ITPOPOKax» 3emabMaiip
ynomuHaet B «Kbepkerope mpo ITukacco» (Sedlmayr, H. Der Tod des Lichtes.
Ubergangene Perspektive zur modernen Kunst. Salzburg: Miiller, 1964. S. 63).
2 «/3 mpaka Tex JieT U B 3a60Te O MyTSIX COBPEMEHHOI EBPOITbI B3[[bIMAETCst
MCIIOJIHEHHBI CBeTa remTajabT cobopa» (Bernhard Rupprecht. Vorwort //
Sedlmayr, H. Die Entstehung der Kathedrale, XV).

5Lorenz Dittmann. Stil, Symbol, Struktur — Studien zu Kategorien der
Kunstgeschichte. Miinchen: Fink, 1967. «CTpyKTypHbIif aHaIU3 HYKIAeTCs
B «ITOBPEXKIEHHOM COCTOSIHMM» CBOMX 00bekToB (Ibid., 191). «3emmbmaiip
HAaXOOUT B aHAIU3UPYEMOM UM IpeIMeTe HeraTuB COOCTBEHHO! TEeOpUHU.
MeTop, MCCIeqOBaHUS CTPYKTYPEH U I[EJIOCTEH, a MPeAMET UCCIeOBAHUS —
pacwienen» (Ibid., 193). «JIuib TOrAa MpousBeHeHNe 3aBepIIAETCS C TOMO-
MIbI0 KPUTUKY, T.€. CTPYKTYPHOTO aHaj13a, KOrJa OHO caMo B cebe — Hesa-
BepiéHHOe, HecoepiieHHoe» (Ibid., 210).
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U ee TpaHCIeHOMpPOBaHKe B hOopMe KPUTUKU CAMOI Kpu-
TUKY, TIOHMMAaHMe ee KaK TOXe «KPUTUUECKOI (OPMbI» — BbI-
XOJI M3 CaMOTr'0 HaCTOSIIIEr0 repMeHeBTHYecKoro kpyra. Hesb-
351 TIPUITUCBIBATh KPU3UC IPYTUM M BEPUTH, UTO CaM — BHeE
€ro: Bpauu Toxke 6OJIEIOT, a MPOPOKM — ITOUTH BCETa Iopyra-
€MBbl.

He monwsko Bena

Wrak, 6ecco3HaTeIbHO 3edjIbMaiip 3alluINajacs C ITOMO-
IbI0 MIPOLIJIOTO0 — Iepef JULIOM «yIPO3 U HaAeX[, TexHU4Ie-
CKOTO BeKka»! — 1 MCKaJl MOAIEP>KKY B OTIBITE CBOETO YUUTEIST
JIBOp)KaKa, KOTOPBIV KOrLAa-TO MOJIOLOTO BeTepaHa «BeJIMKO
BOJHBI» 00paTWJI B MCKYCCTBOBEAUECKYIO BEPY U KOTOPBIN, KaK
Ka3aJ10Ch, MOXXeT COOpaTh BOEOMHO UTOTY SKU3HEHHBIX YCUITUTA
" HAYYHBIX TPYIOB.

W Tem cambpIM, nepen HAMM — Ta caMasl «UCTOPUS IyXa»,
KOTOPYIO TIPMMEPHO B CepefyHe CBOei XXU3HU U B CepefyHe
yKe caenyoleii BoiHbI 3emyibMaiip TpaHchOpMUPOBAI B UC-
TOPUIO KPU3MCOB 3TOTO XK€ caMoro (3Toro jamu?) myxa’ U me-
pen NUIIOM 3TUX KPU3UCOB UM 3USIHMIA TaK HY)KHa MMEHHO
«0XpaHa IaMSITHUKOB», BepHee — «roneuenue» (Pflege)
o Hux. Ho, B pesyibraTe, Kak pa3 0 CBOeM ITaMSITHUKE IIPOSIB-
751 3a60Ty 3eibMaiip, YyBCTBYS, YTO PYMHBI, KOTOpble OH
HaO/TI0Ia/I, — He OCTAaBJSIIOT ero: OHM — BHYTPU HETO CaMOro
M BHYTPU €ro TBOpPYECTBA M MM HeJb3$ MO3BOJIUTDH IpPeEBpa-
TUTbCS B HaArpobue. I[I03TOMY-TO PyMHBI — He TOJIBKO HAIO-
MMHaHMe, HO M CUMIITOM, CTUMYJI M CUMBOJI.

!Hans Sedlmayr. Gefahr und Hoffnung des technischen Zeitalters. —
Elektrotechnik und Maschinenbau, 75, 1958, 1—7.

2Cm. B «Kunstgeschichte als Geistesgeschichte — Das Verméchtnis Max
Dvoréks» (1949): «McTopust MCKYCCTBa Kak smudaHus abCOMIOTHOIO IyXa
B pasppiBax 4YeJOBEUECKOrO J[yxa, MOrpy)kKeHHOro BO BpeMsi» (Hans
Sedlmayr. Kunst und Wahrheit. Zur Theorie und Methode der
Kunstgeschichte. Hamburg, 1958, 85).
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MbI IOAUYEPKHYTO Pe3KO UCIOIb30BaaM HEKOTOPbIe MOTH-
Bbl M TeMbl TBOpYECTBa 3edjbMalipa, YTOOBI IMPOU3BECTU
C HMM TO >Ke, UTO MM >Ke€ MPOU3BOAWIOCh C APYTUMMMU.
Ho He pagu oTMILeHMSI, a KaK pa3 pagy 3aBeplIeHus ero Tpy-
ZOB.

[ToaToMy Tak BaskHO OOpaTUThb BHMMAaHMeE, YTO 3CXATOJIO-
TMYECKMI YpOBeHb IOHMMAaHMSI TPOU3BENEHMS], COIIaCHO
3emjibmMaripy, — He IOUIeOHUI; TPOIIOJIOrMUsI — BOT KOHEY-
HOCTb MHTEPIIPEeTAalMOHHBIX yCuni! MOXKHO /I ero camoro
06paTUTh U «OMBITb», ITOTPY3UB B KYyIIeJIb €ro ke MEeTOMO0JIO-
run?

Abunsl win Wepycaimm! cyThb Ta ke mpobiema, YTO
n Orient oder Rom?, kotopast B ciydae 3emdjbMaiipa MOXKET
tpaHchopmupoBartbes B Wien oder alles anderes®: U aTo npy-

1 Cp.: «Quid ergo Athenis et Hierosolimis?» (Tertullian. De praescriptione
haereticorum, VII).

2 Strzygowski, J. Orient oder Rom? Beitrdge zur Geschichte der Spétantiken
und friihchristlichen Kunst. Leipzig: J.C. Heinrichs, 1900.

5B oTHOMIEHMY BeHCKOI! MIKOIe MCTOPUY UCKYCCTBA U TEHIEHIINI ee BIus-
HUST 6e3YCIIOBHO 3aC/Y>KMBAIOT BHYUMAaHMS CIeAYIONIe OTHOCUTETbHO HelaB-
HO ONybG/IMKOBaHHbIe TeKCThl: Benesch, O. Die Wiener kunsthistorische
Schule // Osterreichische Rundschau. 1920. Bd. 62. S. 174-178; Von Schlosser,
J. Die Wiener Schule der Kunstgeschichte. Riickblick auf ein Sdkulum
deutscher Gelehrtenarbeit in Osterreich // Mitteilungen des Osterreichischen
Instituts fiir Geschichtsforschung: Ergdnzungsband, 1934; Ettlinger L.D.,
Krenn, S., Pippal, M. (Hg.) Wien und die Entwicklung der kunsthistorischen
Methode. Akten des XXV. Internationalen Kongresses fiir Kunstgeschichte, im
Auftrag des Osterreichischen Nationalkomitees des C.I.H.A., herausgegeben
von Hermann Fillitz und Martina Pippal. Wien: Bohlaus, 1984—1986;
Pozzetto, M. (ed.). La Scuola Viennese di storia dell’arte. Atti del XX Convegno.
Istituto per gli Incontri Culturali Mitteleuropei: Gorizia, 1996; Wiener Schule:
Erinnerung und Perspektiven // Wiener Jahrbuch fiir Kunstgeschichte LIII,
2004. Wien, 2005; Wood, Ch. S. (ed.). Vienna School Reader: Politics and Art
Historical Method in the 1930s. New York: Zone Books, 2000; Lachnit, E. Die
Wiener Schule der Kunstgeschichte und die Kunst ihrer Zeit. Zum Verhiltnis
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roe — BO3MOXHOCTb OTKa3aTbCsS OT <«WIMU-WIN» B TIOJNb3Y
«HEe TOJIbKO, HO I...».

9TO BCS MONMMBAJIEHTHAs! KOMMYHUKAaTUBHOCTh M PAaBEH-
CTBO T0JI0COB (pOpMMPYET TOT caMblit TepdhOpMaTUBHO-TPAHC-
bopMaTUBHBIN IUCKYPC, KOTOPbIt UMeHyeTCsl — Bce ele! —
«HAyKO¥ 00 MCKYCCTBE».

von Methode und Forschungsgegenstand am Beginn der Moderne. Wien:
Bohlau, 2005; Wiener Schule. Erinnerung und Perspektiven // Wiener
Jahrbuch fiir Kunstgeschichte. Bd. 53/ 2004. Wien: Bohlau, 2005; Rampley, M.
The Vienna School of Art History: Empire and the Politics of Scholarship,
1847-1918. University Park: Penn State University Press. 2014.
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VIOLA HILDEBRAND-SCHAT?

DER BUCHKORPER ALS SINNSTIFTENDER
TEIL DER ERZAHLUNG ZUR VERLAGERUNG
DER NARRATION AUF DAS MATERIAL

Abstrakt

Dass Texte sich durch ihre Digitalisierung in ihrem materiellen
Bestand dndern, ist unbestritten. Doch wie verhélt es sich mit ihren
Inhalten — insbesondere, wenn diese sich nicht allein {iber den Text
vermitteln? Diese Frage fillt vor allem bei einem Genre ins Gewicht,
das als «Kiinstlerbuch» zunehmend Verbreitung gefunden hat. Da
sich das Kiinstlerbuch mindestens ebenso iiber Form und Material
mitteilt, ist die lange dominierende Form-Inhalts-Differenz
aufgehoben. Text, Bild, Form und Material sind gleichermafien
aussagerelevante, wenn nicht gar sinnkonstituierende Elemente. Auf
welche Weise im Material die mit einem konkreten oder einem latent
vorhandenen Subtext vorgegebenen Inhalte quasi fortgeschrieben
werden, wird an einigen Beispielen des zeitgendssischen russischen
Kiinstlerbuches aufgezeigt.

Schliisselworter

Texte, buch, bedeutung, interpretation, rezeption, kommunikation.

'Dr. Viola Hildebrand-Schat ist Spezialistin fiir Kunst- und
Literaturwissenschaft. Sie ist Lektorin der Goete-Universitat in Frankfurt am
Main und der Moskauer Lomonosow-Universitat. Thre
Forschungsschwerpunkte sind die Korrelationen zwischen Text und Bild,
insbesondere die kiinstlerische Inspektion des Buches. Fiir weitere
Informationen: www.hdschat.de.
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1. Voriiberlegungen zur Form-Inhaltsdifferenz und
Neudeterminierung des Buches als Texttrdger

Die Auseinandersetzung mit Schriftmedien sieht sich
einer merkwiirdigen, bereits im Begriff implizierten Dualitat
ausgesetzt, nimlich dem Zusammenfallen einer mit den
textlichen Inhalten gegebenen Immaterialitait und einer
durchaus konkreten Materialitdt, in der sich die Inhalte im
Buch manifestieren. Doch werden die materiellen Anteile von
Texten zugunsten ihrer Inhalte schnell {ibersehen, was zur
Folge hatte, dass die Priorisierung der Textinhalte
jahrhundertelang die Auffassung von Biichern als primér
schriftbasierten Medien beforderte, ohne dabei dem Material
einen eigenen Ausdruckswert zuzugestehen. Obwohl sich
Beispiele fiir eine durchgetaktete Abstimmung von Form und
Inhalt weit zuriickverfolgen lassen, sich seit dem 16.
Jahrhundert fiir spezielle Ausgaben sogar eigens entworfene
Schriftschnitte belegen lassen — etwa bestimmte
Antiquaschnitte fiir klassische Texte oder die von William
Morris fiir die Werke von Geoffrey Chaucer entworfene
Chaucer-Type - scheinen die fortlaufenden
Digitalisierungsprozesse von Schriftgut eine zwischen Inhalt
einerseits und Materialitit andererseits differenzierende
Sichtweise geradezu zu untermauern.!

Dieses Verharren in alten Sichtweisen fallt umso mehr auf,
als sich eine die Form-Inhalts-Differenz aufhebende
Neuperspektivierung von Biichern bereits zu Beginn des 20.

I Friihe Beispiele sind die von Nicolas Jensen und Aldus Manutius
in Italien oder Claude Garamond in Frankreich entworfenen
Antiquaschriften, die sich vom Duktus des Meisels 16sen, um den
humanistischen Texten ihrer Zeit ein angemessenes Erscheinungsbild zu
verleihen. 1893 entwarf William Morris eigens eine Schrift fiir die von ihm
geplante Ausgabe der Werke von Geoffrey Chaucer, die er, mit deutlichem
Verweis auf einen integralen Zusammenhang von Inhalt und Form, als
«Chaucer Type» bezeichnete.
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Jahrhunderts in den diversen Uberlegungen zu
Buchkonzeptionen von Stéphane Mallarmé und deren
Reflektion durch Maurice Blanchot findet.! Mit der
typographischen Inszenierung seines Gedichtes Un coup de dés
von 1897 hatte Mallarmé die Bedeutung des Schriftschnitts
wie auch die des zwischen den Textstellen freibleibenden
Raumes demonstriert. Indem er den Text als eine Art Notation
fasst, die den klanglichen Werten gerecht wird und den
akustischen Gehalt des Textgebildes im Schriftbild sichtbar
macht, legt er offen, welche Wirkung der materiellen Seite der
Schrift zukommt und wie selbst die unbedruckten Stellen im
typographischen Erscheinungsbild bedeutsam sind. Die
offenkundig freien Stellen zwischen den Zeilen und Worten
geben nicht nur der Schrift Raum, sondern lassen auch das als
Trager der Schrift fungierende Material hervortreten. Die
weifsen Stellen des Papieres erscheinen wie ein Resonanzfeld,
in dem der Klang der Worte formlich nachhallen kann. Aus
dem Konvolut von Mallarmés nachgelassenen Manuskripten,
die nach seinem Tode von Jacques Scherer gesichtet und unter
dem Titel Le livre de Mallarmé. Premiéres recherches sur des
documents inédits ediert wurden, werden weitere, den
tradierten Buchraum neu fassende Uberlegungen deutlich.?
Unter den verschiedenen Gestalten, die ein Buch annehmen
kann, taucht bei Mallarmé wiederholt der Begriff «bloc» auf,
mit dem er seine Vorstellung vom Volumen, von der
raumgreifenden Dimension des von ihm projektierten Buches
ausdriickt.3

I Blanchot, M. Ou va la littérature // Le livre a venir, 2. Aufl. Paris:
Gallimard, 1959. P. 326-358..

2 Scherer, J. Le livre de Mallarmé. Premiéres recherches sur des documents
inédits, Paris: Gallimard 1957.

5 Vgl. Blatt 39 und 40 von Le Livre, zit. in: Scherer, J. Le livre de Mallarmé.
P. 53. Mit der Konkretisierung seiner Vorstellungen vom Buch
unterscheidet sich Mallarmé von solchen der Romantiker. Zwar
gleichermafSen universal angelegt, erhalten die in der Romantik
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Mallarmés Konzeption ist beispielhaft fiir ein Verstandnis
von Text, dessen Bedeutung sich nicht allein {iber einen an die
Buchstidblichkeit gebundenen Inhalt konstituiert. Sie ist
jedoch weder die erste noch die einzige. Vielmehr fufst sie auf
einer Tradition, die sich bis zu den Carmina figurata der
Antike zuriickverfolgen ldsst und insbesondere in der Epoche
der Romantik neu belebt wird. Zu denken ist unter anderem
an Laurence Sternes Roman Tristam Shandy, in dem der Autor
Leerstellen und materielle Besonderheiten wie marmoriertes
Papier zur Sprache kommen lasst.

Die sich frilh bekundende Vorstellung von einer
umfassenden Gestaltung, die dem Inhalt nicht nur einen
Rahmen verleiht, sondern eine ihm geméifSe Aussage trifft,
wird fiir die Buchgestaltung zu einem Credo, das spitestens
seit dem Aufkommen des Kiinstlerbuches den Umgang mit
Text und Buch neu bestimmt. Sicher ist es kein Zufall, dass die
Bedeutung des Buches als ein von Immaterialitit wie
Materialitdt gleichermaféen getragenes, integrales Medium zu
einem Zeitpunkt unter dem Begriff des Kiinstlerbuches
fokussiert wird, als Technologien wie Kopierapparate und
Computer bei der kiinstlerischen Produktion erstmals zum
Einsatz kommen. Im nahezu gleichen Zeitraum wird die Form-
Inhalt-Frage neu thematisiert. So hatte Ulises Carrién
in einem als The New Art of Making Books betitelten und zuerst
auf Spanisch in der Zeitschrift Kontext/Plural in Mexiko City
publizierten Statement die Unterscheidung von Text und Buch
hervorgekehrt. Nachdriicklich weist er darauf hin, dass Texte
allein noch keine Biicher ausmachen.* In sechs Abschnitten

aufkommenden Buchkonzeptionen einen {iiberwiegend metaphorischen
Stellenwert, etwa im Buch der Natur.

4Ulises Carrién: Kontext No. 6-7 (1975); Wiederabdruck in: Lyons, J. (Hg.):
Artists’ Books. A Critical Anthology and Sourcebook, Layton: Peregrine
Smith Books 1985; erneut 1992 bei Guy Schraenen: Ulises Carrién. We have
won! Haven’t we?, Amsterdam 1992. 1982 erscheint der Text in deutscher
Sprache in der Zeitschrift Wolkenkratzer Nr. 3/82.
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fiihrt er zundchst buchkonstitutive Elemente auf, um sodann
die von ihm aufgeworfene Frage zu beantworten, was ein Buch
sei und worin es sich von einem Text unterscheide. Seinen
Ausfiihrungen zufolge implizieren aufeinanderfolgende Seiten
nicht nur mediale und materielle Qualitdten, sondern binden
ebenso eine rdumliche und eine zeitliche Dimension ein, die
das Wesen des Buches mafigeblich bestimmen. Ein Text
erhalte also erst iiber seine schriftliche Fixierung Gestalt und
materielle Substanz.! So banal Carriéns Darlegungen aus
heutiger Sicht erscheinen mogen, so legen sie doch den
gangigen undifferenzierten Umgang mit Begrifflichkeiten wie
Text, Buch und Lektiire offen, der schnell zu einer
Gleichsetzung der grundsidtzlich und wesensmafiig
unterschiedlichen Aspekte verleitet und dabei die jeweils
bedeutungsstiftenden Anteile des Immateriellen und des
Materiellen verwischt.

Mit Mallarmé, spitestens jedoch mit Carrién, etabliert
sich ein Bewusstsein, das nicht langer zwischen Form und
Inhalt des Buches differenziert, sondern den integralen
Zusammenhang betont und auch Faktoren Beachtung
schenkt, die wegen ihrer Unauffalligkeit lange gar nicht oder
nicht angemessen bei der Konzeption beriicksichtigt wurden.
Vom Kiinstlerbuch ausgehend, das begrifflich im Zuge der

! Entgegen der geldufigen Redewendung «ein Buch schreiben», verfasst, laut
Carrién, ein Autor keine Biicher, sondern Texte. Diese Sichtweise verliert
durch neuere Tendenzen der Buchkonzeption zunehmend an Relevanz. So
zeigen jiingere Literaturproduktionen, dass Autoren ihre Texte nicht nur mit
deutlichem Bewusstsein um ihre Buchgestalt verfassen, sondern buchmediale
und -materielle Eigenschaften bereits im Prozess des Schreibens reflektieren.
So etwa konzipierte Benjamin Stein mit Die Leinwand einen Roman, bei dem
ein und dieselbe Geschichte aus zwei Perspektiven geschildert wird, die im
Buchkorper aufeinander zulaufen, um sich in der Buchmitte zu treffen. Vgl.
Benjamin Stein: Die Leinwand, Miinchen: C.H.Beck 2010. Als «Wenderoman»
bezeichnet, offeriert das Buch zwei Leseweisen. Sichtbar werden sie an den
beiden Einbanddeckeln, die gleichermafien als Titel gestaltet sind.
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Konzeptkunst der 1960er Jahre manifest wird, legen zunédchst
Kiinstler, zunehmend aber auch Grafiker und Buchgestalter
Beispiele vor, die das Buch umfassend als Gestaltungs- und
Kommunikationsraum thematisieren. Sie reflektieren dabei
eingehend sowohl die Materialitdt als auch die Medialitdt und
zeigen, dass diese beiden GrofSen jenseits eines blof$
summarischen Aufaddierens synergetisch wirken.!
Hervorgehoben wird im kiinstlerischen Zugriff des Weiteren
die raumliche Dimension des Buches, wobei der Buchraum als
Aktionsfeld, als Biihne oder als Ereignisraum bespielt wird.
Unterstiitzt wird diese Erweiterung ins Raumliche einerseits
durch eine Metaphorik, die die Natur, ja das menschliche
Leben schlechthin als Buch bezeichnet, andererseits durch
einen erweiterten Zeichenbegriff, der auch nicht textbasierten
Ausdrucksformen mit den an Texten entwickelten Kriterien zu
begegnen sucht. Solchen weit ausgreifenden
Vermittlungsformen mochte der semiotische Ansatz der
Multimodalitat gerecht werden, der offenkundig sowohl
intermediale Beziige, Medienkonvergenzen wie auch die
Wechselwirkung von Ausdruck und Medium erfasst, jedoch
nicht notwendig ein gleichzeitiges Vorkommen aller Faktoren
einfordert.?

I Eingehende Darstellung finden die Biicher zunichst in den Publikationen
von Johanna Drucker, die selbst als Autorin von Kiinstlerbiichern fungiert
und bei Anne Mceglin-Delcroix. Vgl. Drucker, J. The Century of Artists’ Book,
New York: Granary Books 1995, 2004); Maeglin-Delcroix, A. Esthétique du
livre d’artiste 1960—1980. Une introduction a I’art contemporain, Paris: le
mot et le reste 1997, 2012.

2 Wihrend Theo van Leeuwen und Gunther Kress Multimodalitdt primér auf
die Interdependenz von Modi und Medien beziehen, versteht Oetken unter
Multimodalitdt das Verhiltnis von Bild- zu Sprachtext. Vgl. Leeuwen, Th.
Multimodality, genre and design. In: Sigrid Norris (Hg.): Multimodality.
Critical Concepts in Linguistics, Vol. II, Multimodality — the Beginning
of the New Area in Research 2000-2005, London/New York: Routledge 2016,
S. 329-413 und Mareile Oetken: Wie Bilderbiicher erzédhlen — Analyse
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Die von der New London School ausgehenden Theorien
der Multiliterarizitdt wie auch die eng damit verbundenen
Erkenntnisse der Multimodalitat tragen dazu bei, das Buch
mehr und mehr im Zusammenspiel von Technologien und
Kommunikationsformen zu sehen und das produktive
Potenzial der wechselweise einander bedingenden Faktoren
unter den Voraussetzungen eines permanenten Wandels zu
untersuchen.> Die unter dem Stichwort Multimedialitat
thematisierte Wechselwirkung von Artefakt und Medium
verleitet dazu, das Verstidndnis von Textlichkeit auszuweiten
und mehr und mehr den materiellen Eigenschaften des Buches
zu liberantworten. Das Buch bleibt weiterhin Texttrager, doch
wird der Text mit anderen Mitteln fortgeschrieben, dabei der
Gegensatz von Schriftlichkeit und Bildlichkeit ebenso
aufgelost wie der von Form und Inhalt. Speziell am Material
wirksam werdende bildkiinstlerische Konzepte lassen deutlich
werden, wie einem erweiternden Verstdndnis von Text folgend
und jenseits von verbaler Beschreibung, Inhalte zur Sprache
kommen. Der dem Buch als gedankliches Konstrukt
vorangehende und den Inhalt bildende Text verdinglicht sich
im Material und schreibt sich im Buchkorper fort.

Die am Buch erkannte und genutzte Multimodalitat findet
im kiinstlerischen Zugriff eine Ausweitung auf ganze
Konvolute und Sammlungen; dies jedoch nicht, weil die
Aussagekraft des einzelnen Buches nicht mehr ausreicht,
sondern um zu demonstrieren, dass die ursdchlich mit dem
Buch verbundenen Genres sich auch aufderhalb des

multimodaler Strukturen und bimedialen Erzdhlens im Bilderbuch,
Oldenburg: BIS der Universitdt Oldenburg 2017, S. 17.

5 Zur New London School und der von ihr untersuchten Multiliteracies vgl.
Cope, B., Kalantzis M. (Hg): Multiliteracies: Literacy Learning and the Design
of Social Futures. Routledge: London, 2000; zu Multimodalitét vgl. Norris, S.
(Hg.). Multimodality.  Critical Concepts in  Linguistics.  Vol.
II. Multimodality — the Beginning of the New Area in Research 2000-2005.
London — New York: Routledge, 2016.
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Buchkorpers narrativ fortschreiben und sich dabei von den
typischen Schriftmedien 1l6sen. Dahinter steht eine
Auffassung, die den Akt des Lesens nicht allein auf Texte
bezieht, sondern — einem erweiterten Textbegriff folgend —
jedwede Ausdrucksform als Text begreift. Sie begrenzt die vom
Text angestofiene Sinnproduktion nicht ldnger auf die
Kreativitidt eines als Autor bezeichneten Individuums und
begreift den Akt der Rezeption als konstitutiven Prozess.

2. Die Verlagerung der Narration auf das Material

Fiir eine sich vom Text 16sende und zunehmend auf den
materiellen Bestand des Buches iibertragene Sinnproduktion
sind beispielhaft die unter Charms-Kabinett subsumierten
Konzeptionen des in Moskau beheimateten Kiinstlers Sergei
Jakunin heranzuziehen. Jakunin hat verschiedene Typen von
Buch vorgelegt, in denen Texte und textbasierte
Binnenstrukturen hochst unterschiedliche Formen aufweisen.
Seine Arbeiten sind Beispiele fiir Texttrdger, die wesentlich
von ihrer Materialitit und ihren am Buch orientierten
Funktionsweisen bestimmt sind. In diesem Sinne sind sie als
Gegenentwiirfe zu den scheinbar unbegrenzten Moglichkeiten
der Digitalisierung zu verstehen. Die unter Charms-Kabinett
gefasste Buchproduktion Jakunins orientiert sich maf$geblich
an den Denkweisen des zu seinen Lebzeiten verfemten
Dichters Daniil Charms. Als relevant erweist sich ein
spezifischer Umgang mit dem Schriftmedium, dem ein weit
gefasster Text- und Buchbegriff zugrunde liegt. Wesentlichen
Anteil am Visualisierungskonzept haben epochal geprigte
Stilelemente, die den vom Kiinstler verwendeten Texten
bereits eingeschrieben sind. Hat sich im kiinstlerischen
Zugriff das Buch erst einmal von seiner Funktion emanzipiert,
zentrales Medium verbaler Vermittlung zu sein, thematisiert
es zunehmend seine Medialitat, zugleich aber auch ein
partizipatives und performatives Potenzial, das unmittelbar
mit ihm verkniipft scheint. Indem nun nicht allein die in den
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Texten formulierten Inhalte transformiert, sondern ebenso die
dem schriftlichen Ausdruck implizierten Voraussetzungen
aufgegriffen werden, wird nochmals an der alten
Unterscheidung von Form und Inhalt geriihrt, die unmittelbar
zur Frage nach der Materialitit von Texten fiihrt und dabei
auch Medienkonvergenzen beriicksichtigt. Anhand der
Arbeiten von Jakunin wird deutlich, dass in Texten angelegte
Konzeptionen tiber Materialitdt und Medialitat
fortgeschrieben werden konnen und dass im Umkehrschluss
das Schriftmedium insofern in einem neuen Licht erscheint,
als nun sein Potenzial durch die Transformation materiell und
medial umfassend zugidnglich wird.

Sergei Jakunin beginnt Ende der 1980er Jahre mit der
Konzeption von Biichern eine unverkennbare, ihm eigene
Marke zu entwickeln. Mit dem von ihm gepridgten Begriff
Charms-Kabinett verbindet sich so viel wie ein kiinstlereigener
Verlag, zugleich aber auch eine spezifische Auffassung von
Buch und Literatur. Der 1905 als Daniil Ivanovi¢ Juvacov
geborene Dichter, der sich unter dem Pseudonym Daniil
Charms in die Geschichte der russischen Literatur
eingeschrieben hat, wirkte zu Lebzeiten als einer der
mafigeblichen Vertreter der kiinstlerischen Avantgarde in St.
Petersburg. Charakteristisch fiir Charms» Texte sind
Absurditat und Alogismus. Im Absurden, so Bertram Miiller,
komme eine Fremdheit zur Sprache, wie sie sich insbesondere
unter der zunehmenden Reglementierung des Lebens unter
der Sowjetfiihrung einstelle.! So sind auch weniger Charms»
Erzahlungen absurd, als vielmehr das Leben, das er in ihnen

!Bertram Miiller: Absurde Literatur in Rufland. Entstehung und
Entwicklung, Miinchen: Sagner1978 S. 33 und S. 34. Vgl. auch Christine
Miiller-Scholle: Das russische Drama der Moderne, Frankfurt a.M.: Peter
Lang 1992, hier Kapitel zu Charms. Miiller-Scholle versucht die Werke der
Obériuten aus dem politisch-historischen Kontext heraus zu verstehen. Vgl.
ebd., S. 158.
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beschreibt. Die Schilderung einer alltdaglichen Situation
schlagt unvermittelt durch ein winziges Element, ein
scheinbar marginales Detail ins Absurde um, was beim Lesen
den Eindruck erweckt, etwas Wesentliches {iibersehen zu
haben, etwa eine hinfiihrende Erkldrung, die jedoch im Text
einfach fehlt. Der Zusammenhang erscheint fragmentiert,
doch eben eine solche Schreibweise entspricht Charms»
Auffassung dessen, was der Mensch zu erkennen vermag und
was folglich seine Texte widerspiegeln sollen. In einem seiner
Notizbiicher hilt er fest:

Angenommen, die ganze Wahrheit liegt auf der Linie a b, so ist dem
Menschen nur ein Teil zu sehen gegeben, hochstens bis zur letzten
Moglichkeit c. Moglicherweise kann man mit Ather die eigene
Wahrnehmung auf einen anderen Teil der Weltwahrheit erweitern,
zum Beispiel, aber ein Urteil iiber das «Gesehene» wird der Mensch
kaum haben konnen, denn er kennt nur zwei Teile der Welt, die nicht
miteinander verbunden sind: a ¢ und d.!

Die eigentiimliche und von Briichen im Sinn wie im
Erzdhlverlauf gepriagte Schreibweise Charms wird fiir Jakunin
zum Stilprinzip und wirkt sich entsprechend auf die
Konzeption seiner Biicher aus. Die Subsumierung seines
kiinstlerischen (Euvres unter der Bezeichnung Charms-
Kabinett ist folglich mit Bedacht gewahlt. Uber die
Bezeichnung suggeriert er, dass sein Werk im Geiste Charms»
konzipiert und aus dessen Schaffensraum hervorgegangen ist.
Ebenso begriindet er iiber den Bezug zu Charms auch die
Besonderheit seiner Buchproduktion. So widmet er sich
insbesondere in den Anfingen seines kiinstlerischen
Schaffens den Texten von Charms, um erst spater die Literatur
von dessen Zeitgenossen und schliefSlich die anderer
literarischer Epochen aufzugreifen.

1Zit. in: Charms, D. Die Kunst ist ein Schrank. Aus den Notizbiichern 1924-
1940. Aus dem Russischen tiibersetzt und herausgegeben von Peter Urban,
Berlin Friedenauer Presse 1992. S. 40.
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2.1. Sergei Jakunin: Cto éto bylo

Wie fiir Charms, der seine Texte fiir Biicher verfasste —
wobei zu seinen Lebzeiten nur die um des Broterwerbs Willen
fiir Kinder geschriebenen tatsachlich als solche veroffentlicht
wurden -, ist das Buch auch fiir Jakunin das zentrale Medium.
Dabei wird es in seiner Funktion als Texttrager in mehrfacher
Weise auf den Priifstand gestellt. Grundséatzlich werden Schrift
und Buch nicht allein als inhaltsvermittelnde Medien
verstanden, Schriftlichkeit zudem einem semiotischen
Zeichenverstandnis folgend auf Bilder, Material und
Objektsprachlichkeit ausgeweitet. In Cto éto bylo? (dt. Was war
das?) inszeniert Jakunin mit vergleichsweise einfachen
Mitteln auf wenigen Seiten den kurzen Text von Charms,
verlagert aber die Narration ganz auf Bildteile, die auch die
wenigen Worte vereinnahmen.

Siehe Abbildungen 1, 2 am Ende der gesamten Verdffentlichung
dieses Artikels in drei Sprachen.

Die Bilder sind in einem besonderen Verfahren gedruckt,
bei dem die aus Pappe geschnittenen Motive als Druckstock
dienen. Fiir den Text verwendete Jakunin Bleibuchstaben
in unterschiedlichen Formaten. Von Hand einzeln auf das
Papier gestempelt, formieren sie sich zu einer dynamischen
Zeile entlang der Kontur des Pappschnittes. Der Eindruck von
Beweglichkeit wird zusatzlich durch die unterschiedliche
Intensitat des Drucks unterstrichen, die am Grad der Schwirze
der Bildteile ablesbar wird. Der durch das Text-Bild-Verhiltnis
geweckte Eindruck von Dynamik iibertragt sich insofern auf
die Seitenabfolge, als in der sequenziellen Abfolge die
Formatunterschiede der Bildteile deutlich hervortreten, was
einen Wechsel von Fern- und Nahsicht suggeriert.
Gegeneinander ausgespielt werden dabei mehrere narrative
Faktoren. Dazu gehoren neben den Bildmotiven und den
Textzeilen durch den Druck verursachte Verdnderungen der
Oberflache. Bild- und Textteile pragen sich unterschiedlich
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tief in das Papier ein und erzeugen eine Reliefstruktur. Dieser
steht eine weitere, von Bild- und Textelementen losgeldste
unregelmafdige Papieroberfliche gegeniiber, denn vor dem
Druck hat der Kiinstler das verwendete Papier durch
Knautschen mit einer an die gerissene Farbschicht eines
Olgemaldes erinnernde Craquelé-Struktur versehen. Aus dem
unregelmafiigen Relief resultiert eine eigentiimliche Storung
des linearen Erzdhlverlaufs.

Sichtbar wird weiterhin an den scheinbar unvermittelt
nebeneinander angeordneten Bildteilen eine Diskontinuitit,
die umso mehr ins Auge springt, als die Doppelseiten als
Gestaltungseinheit gefasst werden, und die einzelnen
Elemente formal aufeinander abgestimmt oder sogar
strukturell verbunden sind. Jedoch sind gerade die sichtbaren
Briiche als intentionaler kiinstlerische Schachzug zu werten,
denn sie heben den dem Dichter eigenen Stil auf eine visuelle
Ebene. Mit Blick auf die sich in der Bild-Text-Folge
abzeichnenden Stilistik erweist sich bereits der Bucheinband
von Cto éto bylo? als signifikant, nimmt er doch mit den aus
unterschiedlichen Zusammenhdngen stammenden
Materialien die Fragmentierung von Text und Erzdhlung
vorweg. Verschiedene Papiertypen finden auf Vorder- und
Riickseite zusammen, um sich mit einem von einer Hosennaht
gezeichneten Stiick Stoff am Buchriicken zu einem
vollstindigen Einband zu vereinen.

2.2. Sergei Jakunin: Dnevnik Charmsa

In pragnanter Weise tritt die an Charms angelehnte und
auf das Buch iibertragene kiinstlerisch-literarische Konzeption
bei Dnevnik Charmsa, (dt. Charms Tagebuch) hervor, das
Jakunin in mehreren Variationen ausgefiihrt und von dem er
mehrere Binde hervorgebracht hat.

Siehe Abbildungen 3, 4 am Ende der gesamten Verdffentlichung
dieses Artikels in drei Sprachen.
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Sie zeigen sich in der Verwendung der fiir Biicher
atypischen Materialien wie auch einem schwerfillig
anmutenden Mechanismus und kryptischen Zeichen, die die
Seiten fiillen. Vollstdndig aus Holzteilen gefertigt, deutlich
von Gebrauchsspuren gezeichnet und mit Draht gebunden,
erscheinen diese Biicher als Hybride mechanischer Objekte,
die mehr von konstruktivistisch-spielerischen Funktionen
dominiert werden, als dass sie iiber buchmediale
Eigenschaften verfiigen, obwohl letztere in Gidnze vorliegen.
Ein Einband umschliefst eine Abfolge von Seiten, die einer
dem Blidttern in einem gewohnlichen Buch entsprechenden
Weise gehandhabt werden konnen. Das Blattern in Dnevnik
Charmsa geschieht allerdings gerduschvoll, zum einen wegen
der spezifischen Materialitit, zum anderen wegen der
Segmentierung der einzelnen Seiten in Streifen, die, in Zeilen
zerfallend, separat umzulegen sind. Beides, sowohl die
Referenz auf Akustik als auch die Spezifik der Konstruktion,
sind als Anspielungen auf die Charms zugeschriebenen
experimentell-absurden Praktiken zu verstehen. Dariiber
hinaus zeigt die Konzeption deutliche Parallelen zu der
1961 erstmals bei Gallimard erschienenen Ausgabe von
Raymond Queneaus Cent mille milliards de poémes. Queneaus
Buch enthidlt zehn Sonette, deren Verse untereinander
kombiniert werden sollen, weshalb jedes Sonett iiber Schnitte
in den Seiten in seine einzelnen Verse aufgespalten ist, die so
separat gebldttert werden konnen. Als bedeutsam fiir das
Konzept erweist sich weniger die von Queneau vorangestellte
Anweisung fiir die rechte Handhabung, als vielmehr ein als
Motto dienendes Zitat des fiir seine Zufallsberechnungen
bekannt gewordenen Allan M. Turing: «Nur eine Maschine
vermag ein fiir eine andere Maschine geschriebenes Sonett zu
wiirdigen.»! Diese AuRerung macht den mit der Kombinatorik

'Vgl. Queneau, R. Hunderttausend Milliarden Gedichte. (Cent mille
milliards de poemes). Mit einem Nachwort von Francois Le Lionnais, aus
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verkniipften Automatismus deutlich und erinnert damit an die
Regularien der Gruppe OULIPO, der Queneau angehorte. Die
Gruppe — OULIPO ist das Akronym fiir «Ouvroir de Littérature
Potentielle» («Werkstatt fiir potentielle Literatur») — verfolgte
eine Erweiterung der Sprache durch formale Regeln und eine
Neukonzeptionierung textgebundener Medien. Dieser Ansatz
lasst  sich  unmittelbar auf das von  Jakunin
gestaltete Charms Tagebuch iibertragen. Als signifikant erweist
sich in Jakunins Version die von einer Orientierung an
alphabetischen Zeichen absehende «Textlichkeit» wie auch die
sichtbar auf ludische Implikation zielende Zerlegung der
Buchseiten und des Buchkorpers.

Mit der Zerlegung der Buchseiten wird auch die Integritat
des Textes aufgegeben, zugleich aber eine Vernetzung
geschaffen, die {iber eine Kombination der einzelnen Teile
seine Ausweitung in Aussicht stellt. Dabei I6sen sich einzelnen
Zeilen aus dem Seitenzusammenhang, um sich mit den Zeilen
anderer Seiten zu verbinden. Das Buch als Ganzes bleibt zwar
weiterhin Texttrdger, garantiert aber nicht linger eine durch
Seiten vorgegebene Sequenzialisierung, und damit auch
keinen zeitlich oder rdumlich determinierten Lektiireverlauf.
Vielmehr bezieht die Moglichkeit zeilenweiser
Neukombination die Korperlichkeit des Buches ein und ldsst im
seiteniibergreifenden Leseprozess den Text ebenfalls raumlich
erscheinen. Die hier angedeutete Verraumlichung des Textes
scheint einem durch Verlinkungen in den elektronischen Raum
ausgeweiteten Text nicht undhnlich. Beide Vorgehensweisen,
die zeilenweise Zerlegung eines integralen Textkorpers wie
auch das Auflésen einer kontinuierlichen Narration durch
Verlinkung, bedingen Briiche und Diskontinuitat.

Dariiber hinaus fiihrt Queneaus Beispiel, das die von
OULIPO angesprochene Ausweitung des Umgangs mit Texten

dem Franzosischen {iibertragen von Ludwig Harig, Frankfurt am Main:
Zweitausendeins 1984.
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nicht nur formal, sondern auch medial aufgreift, unmittelbar
auf Jakunins Anliegen hin, der in Charms Texten
hervortretenden Denkweise mit formalen Mitteln zu
entsprechen.!  Charms  experimenteller = Ansatz, der
verschiedene Stilmittel und Zeichen verquickt, zeigt sich
in der ludischen Auflosung des integralen Buchbestandes und
weitet sich auf die Seitenfiillung der Holzbiicher aus, die
anstelle vertrauter Schriftzeichen und Symbole kleine
Gegenstdande  aufnimmt, zumeist Fundstiicke, die
in Vertiefungen des Holzes eingelassen sind. Das Spektrum
dieser = ungewohnlichen  Seitenfiillung  reicht  von
geknautschten Papieren und Knopfen iiber Scharniere und
Metallfedern bis hin zu Schliisseln und Schlossern. Die
Oberflichengestaltung der Seiten der Holzbiicher variiert bei
den einzelnen von Jakunin konzipierten und jeweils als
Charms Tagebuch gefassten Objekten. Etwa sind bei einigen
die Holzer durchbohrt, sodass die Durchbriiche gleichsam das
Leitsystem fiir das «Beschreiben» bereitstellen. Durch die
Bohrungen gezogene Schniire formieren ein eigenes,
archaisch anmutendes Zeichensystem, dem wiederum eine
dritte von Jakunin vorgelegte Variante mit in das Holz
gekerbten, runenartigen Symbolen nahesteht. Mit einem
solchen Zeichengebrauch verweist Jakunin auf die bereits
durch das Material und die Technik gegebene eigene
Aussagekraft. Das grob bearbeitete Holz suggeriert einen
archaischen Mystizismus, wie er nicht zuletzt in den Ideen

U Quvroir de Littérature Potentielle = Werkstatt fiir potentielle Literatur ist eine
sich auf den Surrealismus stiitzende, 1960 von Francois Le Lionnais und
Raymond Queneau ins Leben gerufene Gruppe, die nach einer Erweiterung
literarischer Verfahren strebte, indem sie starr festgelegten formalen
Vorgaben folgte, etwa einer Beschrankung des Sprachmaterials oder der
Komposition. Zu Oulipo vgl. u. a. Felix Philipp Ingold: OuLiPo. Hinweis auf
den «Werkkreis fiir potentielle Literatur». In: NZZ, 22. Juni 1984; wieder in:
Von der Heyden-Rynsch, V. (Hg.) / Vive la littérature! Franzdsische Literatur
der Gegenwart, Miinchen: Carl Hanser Verlag 1989. S. 214-218.
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Charms immer wieder aufscheint. Jakunins verschiedenen
Versionen von Charms Tagebuch unterlaufen also die
tradierten buchtypischen Gepflogenheiten in mehrfacher
Hinsicht: nicht nur bei dem fiir Biicher atypischen
Materialeinsatz, sondern ebenso beim Zeichenverstiandnis,
das Fundstiicken und Gebrauchsmaterialien eine den
gedruckten Zeichen dhnliche Aussagekraft zugesteht.

Im Bruch mit tradierten Gepflogenheiten vermitteln
Jakunins Holzbilicher Charms Poetik, die sich, von besonderer
Originalitit und Erfindungsgeist getragen, weit {iber das
literarische Schaffen des Schriftstellers hinaus in Vortriagen
und Performances niederschlug und von den Zeitgenossen
wiederholt rezipiert wurde, allen voran von seinen Freunden,
dem Philosophen und Musiktheoretiker Jakov Druskin und
dem Dichter Aleksandr Vvedenskij. Thre teils mit
unterschiedlichen Anekdoten und Geriichten durchmischten
Berichte lassen auf Eigenarten des Poeten schliefSen, die
schliefSlich auch in Jakunins buchkiinstlerischen
Transformationen aufscheinen. So berichtet Wladimir LifSic
von einer seltsamen Maschine in Charms» Zimmer, die dieser
selbst aus allerlei Fundstiicken gebaut habe, ohne jedoch eine
funktionale oder spezifische Absicht zu verfolgen.! Die

! «Das Zimmer, in dem Charms lebte, war mehr als asketisch eingerichtet.
Vielleicht wurde deshalb die Aufmerksamkeit des Besuchers sofort von
einem merkwiirdigen Gegenstand angezogen, der sich bizarr in einer Ecke
auftiirmte und aus Eisenstiicken, Holzbrettern, leeren Papirosy-Schachteln,
Sprungfedern, Fahrradspeichen, Schniiren und Konservendosen bestand.
,Was ist das?» fragte dufierst verwundert der Besucher. ,Eine Maschine.» ,Was
fiir eine Maschine?» ,Keine bestimmte. Eine Maschine, ganz allgemein.» ,Ah
...und woher kommt sie?» ,Ich habe sie selbst zusammengestellt!» antwortete
Charms nicht ohne Stolz. ,Was macht sie denn?» ,Nichts macht sie.» ,Wie,
nichts?» ,So, nichts.» ,Wofiir ist sie denn?» ,Ich wollte nur irgendeine
Maschine zu Hause haben»- Jakov Druskin zit. in: Rausch, B. Daniil Charms.
Ein biographisches Stichwort. In: Urban, P. (Hg.): Daniil Charms. Fille.
Szenen, Gedichte, Prosa, Ziirich: Haffmans 1984. S. 249.
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tatsdchliche oder angebliche Maschine erinnert mit ihrem
dysfunktionalen Mechanismus nicht nur an die auf
Gerdauschproduktion hin konzipierte Blatterfunktion der
Holzbiicher, sondern reflektiert ebenso die Absurditat, die sich
in Charms» Texten wiederfindet. Indem hier die Grenzen von
Realitdt und Fiktion aufgelost werden, wenn die Erzdhlung
unvermittelt ins Alogische und Absurde umkippt. Das abrupte
Umschlagen des Alltaglichen ins Absurde entspricht Charms»
Wahrnehmung der sozial-politischen Gegebenheiten, denen
er sich konfrontiert sieht. «Die formale Absurditdt, das
Absurde der Situationen in seinen Texten wie auch der Humor
waren Mittel zur Entlarvung des Lebens, Mittel zum Ausdruck
der realen Absurditdat der automatisierten Existenz», schrieb
Druskin.!

Charms Poetik griindet in der Programmatik der von
Nikolaj Zabolockij ins Leben gerufenen Gruppe OBERIU, deren
Mitglied Charms seit ihrer Griindung 1927 war.? Ziel der
Gruppe war es, die Vielfalt an Moglichkeiten, die sich mit den
verschiedenen Ausdrucksformen von Kunst, mit Literatur,
Theater, Film und Musik boten, umfassend zu beriicksichtigen
und damit dem Experimentellen breiten Raum einzurdumen.
Diese Auffassung schlagt sich in Charms’ Aufzeichnungen
nieder. Insbesondere seine Notizbiicher machen das vielfiltige
Referenzsystem sichtbar, auf das sich sein literarisch-
kiinstlerisches Schaffen stiitzt und das schliefRlich in Jakunins
Arbeiten seinen buchkiinstlerisch transformierten Ausdruck
findet. Die ludischen Qualitaten, die ungewohnliche
Materialitit und die nicht weniger ungewohnlichen
Eintragungen in Jakunins Holzbiichern erscheinen wie ein

! Druskin, Ya. Uber Daniil Charms. Zit. in: Charms, D. Die Kunst ist ein
Schrank (Anm. 11). S. 5—10, hier S. 6

2 OBERIU steht fiir Ob‘endinenie realnogo iskusstva (O6beguHenne peaib-
Horo wmckycctBa) und bedeutet so viel wie «Vereinigung einer realen
Kunst».
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unmittelbarer Reflex auf das teils chaotische Nebeneinander
von Stichworten, Skizzen und mathematischen Formeln
in Charms» Notizen.! Dariiber hinaus riihrt das
kombinatorische Spiel der in Streifen aufgelosten Seiten von
Jakunins Biichern an ein performatives Element, das Charms
als essentiell fiir die Vermittlung seiner Texte erachtete. Von
seinem ersten offentlichen Auftritt, der am 24. Januar 1928 im
Haus der Presse in Leningrad stattfand, wird berichtet, dass
Charms sich auf einem Schrank sitzend auf die Biihne tragen
lief§, wahrend er seine Verse deklamierte.? Der Schrank diente
als Metapher fiir die im Manifest der Obériuten
aufgenommene Losung «Die Kunst ist ein Schrank». Sie soll an
die Ausgrenzung der Kunst aus dem Leben erinnern, vielleicht
auch an die Isolierung der Mitglieder von OBERIU.3

Auf die mit dem Schrank assoziierte Metapher greift auch
Jakunin wiederholt zuriick, und das nicht nur {iiber die
Materialdquivalenz seiner  Holzbilicher.  Auch  das
klaustrophobische Moment, das sich mit dem Schrank
verbindet, wird von ihm inszeniert. In seine zu Installationen
ausgeweitete Konzeption integriert er haufig ein Objekt, das
in wortwortlicher Umsetzung von «Charms» Kabinett» einen
Raum oder vielmehr ein Gehduse vorstellt, das in seiner
Ausstattung mit einem Sammelsurium von Fundstiicken den

1'Vgl. Daniil Charms: Notizbiicher Teil 1 (russ. Xapmc, /I. 3anucHble KHUXK-
ku. Yacts 1). CI16., 'ymanutapHoe areHTcTBO, 2002).

2Rausch erwahnt, dass von dem Abend nur eine kurze Beschreibung
existiert und greift daraus die etwas lapidare Aussage «ein Augenzeuge
berichtet». Vgl. Rausch, B. Daniil Charms (Anm. 14). S. 242.

5 Lehmann fiihrt aufferdem an, dass es sich bei «Iskusstvo kak zkaf» um
eine Persiflage von Viktor Sklovskijs Theorem von der Kunst als
Verfahren handeln konne. Im entsprechenden Text sucht er eine
Abgrenzung der Kunst zur Mimesis-Asthetik. Kunst sei autonom und
reflektiere Wahrnehmungsprozesse. Vgl. Lehmann, G. Fallen und
Verschwinden. Daniil Charms. Leben und Werk, Wuppertal: Arco Verlag
2010. S. 152 u. 523.
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Inhalten der Holzbiicher nicht undhnlich ist. Wiederum liefern
bewegliche Teile einen ludischen Zugang, wiederum
verbinden sie sich mit akustischen Elementen und nicht selten
wird ein Mechanismus ausgelost, der eine dysfunktionale
Apparatur in eine perpetuierende Bewegung versetzt. Und
iber entsprechende Bezeichnungen werden die Installationen
zur literarisch-kiinstlerischen Produktion in Beziehung
gesetzt. Die bereits in den als Charms Tagebuch bezeichneten
Biichern vermittelte Atmosphire findet sich also, lediglich
rdumlich ausgeweitet, in den Kabinetten wieder. Charms-
Kabinett, indifferent zwischen Buch- und Realraum
schwankend, eroffnet somit einen breiten medialen Zugang zu
Charms» Texten, der nicht nur verdeutlicht, welche Faktoren
iiber die konkrete Textlichkeit hinaus sinnstiftend wirken,
sondern ebenso zeigt, dass ein Text, zumal ein literarischer,
iiber mehr Eigenschaften verfiigt als seine blofse
Buchstdblichkeit.! So wenig nun die Arbeiten Jakunins auf
Schriftlichkeit zielen oder eine unmittelbare Transposition der
Texte Charms» anstreben, so sehr reagieren sie auf den
kontextuellen Rahmen, aus dem Charms’ Schaffen hervorgeht.
Anstelle einer atmosphirischen Schilderung oder eines
Abbildens von Charms» Denkweisen liefern sie einen sinnlich
umfassenden Zugang. Mit ihren spezifischen Materialien
adressieren sie die haptische Erfahrung, wiahrend die
beweglichen Elemente auf Partizipation zielen und in ihrem
Zusammenwirken die liber die Medialitdt und Materialitat zur
Verfiigung gestellten Moglichkeiten in jeder Hinsicht der von
Obériuten eingeforderten Entgrenzung zuarbeiten.

I'Nicht zuletzt ldsst die Bezeichnung «Charms-Kabinett» offen, ob
Charms» Kabinett einen virtuellen Raum bezeichnet, der die
kiinstlereigene Buchproduktion aufnimmt oder nicht vielmehr einen Raum,
der der Vorstellung von Charms Schaffenswelt entspricht, indem er
anstrebt, dem kreativen Potenzial des Schriftstellers Ausdruck zu
verleihen.
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2.3. Sergei Jakunin: Das Tagebuch des Azamat

Uber die ausgepragte Betonung von Materialeigenschaften
und -funktionen sucht Jakunin mit seinen Objekten
zeitgeschichtlichen Eigenarten zu entsprechen, denn
einerseits bestimmen repressive MafSnahmen das Leben und
Schaffen der nonkonformen Mitglieder der Gruppe Obériu,
andererseits sucht er auch die dem Dichter zugesprochenen
individualtypischen Merkmale zu integrieren und fiir die
gegenwartige Rezeption sinnlich aufzubereiten. Der sich vom
Textbestand  l6sende, die  kontextuellen = Faktoren
beriicksichtigende konzeptionelle Ansatz findet sich iiber die
unter Charms Tagebuch gefassten Objekte hinaus in weiteren
Arbeiten Jakunins realisiert, beispielsweise im Tagebuch des
Azamat, das sich auf Mikhail Lermontovs Roman Ein Held
unserer Zeit bezieht.! Wie Charms Tagebuch verzichtet auch
das Tagebuch des Azamat géanzlich auf Text, um stattdessen
der Materialitit einen umso grofleren  Stellenwert
einzurdumen. Die einen alten Kodex mit schwerem
Holzeinband und vom Alter gedunkelten Seiten simulierende
Aufbereitung suggeriert, es konne sich bei dem vorliegenden
Kiinstlerbuch um ein originales Notizbuch einer der im Roman
auftretenden Figuren handeln. Tatsdchlich jedoch gibt es bei
Lermontov kein Tagebuch von Azamat. Azamat ist vielmehr
eine Nebenfigur, die im ersten der insgesamt fiinf Romanteile
nur in einer Episode ihren Auftritt hat und danach nicht mehr
erwahnt wird. Jakunins Konzept ist also rein fiktiv, bestenfalls
verweist die im Titel aufscheinende Assoziation eines
Tagebuchs auf die drei letzten Teile von Lermontovs Roman,
die tatsdchlich als Tagebuchaufzeichnungen abgefasst sind,

I'Sergei Jakunin: Dnevnik Azamata (queBuuk Asamara), 2012, 52 Blatt aus
Karton, Einband aus Pappmaché und Mischtechnik, ca. 37,5 x 20,2 x 4,8 cm
(pridzise Maflangaben sind aufgrund der UnregelmifSigkeiten der Seiten
nicht moéglich. Auch die Dicke des Buches unterscheidet sich an Bund und
Schnitt erheblich.
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jedoch als die des Protagonisten Pecorin, der mit dem im
Romantitel genannten Helden identisch ist. In der
buchkiinstlerischen =~ Umsetzung  steht somit keine
Rekonstruktion der Romanhandlung zur Disposition, sondern
eine Visualisierung konzeptioneller Grundlagen. Dies
geschieht zum einen durch Zeichnungen, mit denen der
Kiinstler atmospharisch auf Schilderungen der
Romangeschehnisse reagiert, die zugleich aber auch
nahelegen, diverse Protagonisten hatten hier fliichtig ihre
Impressionen  fixiert. Zum  anderen erhalten die
unregelméafligen Seitenformate eine sinnstiftende Bedeutung.
Einige  erscheinen, weil mit dem  Buchformat
tibereinstimmend, vollstdndig, andere hingegen sind auf die
Hailfte der BuchgrofSe reduziert und muten dadurch wie ein
Fragment an, das lediglich fiir ein fliichtiges Notat taugt. Ein
solcher Eindruck wird zusédtzlich durch gerissene und schrag
verlaufende Seitenkanten verstérkt. Die in Lermontovs Roman
bisweilen geschilderte Aggressivitat scheint sich formlich auf
das Material iibertragen zu haben.

Gleichzeitig  bedingt die  Unregelmafligkeit der
Seitenformate aber auch, dass sich die in das Buch
aufgenommenen Motive zumeist erst beim Bldttern
zusammenfiigen, nicht zuletzt auch deshalb, weil etliche
Seiten in mehrere Teile zerlegt und separiert umzublattern
sind.

Siehe Abbildungen 5, 6 am Ende der gesamten Veroffentlichung
dieses Artikels in drei Sprachen.

Mit diesem Kunstgriff entspricht der Kiinstler
in mehrfacher Hinsicht dem Romanautor. So bekundet sich im
Fragmentarischen der Versuch des Kiinstlers, eine Figur zu
rekonstruieren, die im Roman selbst nur einen kurzen Auftritt
hat und weitgehend unscharf bleibt. Anhand von Jakunins
Umsetzung wird erst beim Blattern aus Teilen das Motiv
komplementiert und dabei ein Konzept sinnlich erfahrbar,
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dessen unmittelbares Aquivalent sich in der Struktur von
Lermontovs Roman findet. Zusammengefiihrt werden im
Roman fiinf nur durch die Hauptfigur miteinander verbundene
Novellen, die aus dem Blickwinkel dreier Erzahler mitgeteilt
werden, von denen einer der Verfasser des fiir den zweiten Teil
relevanten Tagebuches ist. Zerfdllt der Roman dadurch
zundchst in ein additives Nebeneinander verschiedener
Ereignisfelder, wird iiber die wechselnde Perspektivierung der
Hauptfigur letztendlich jedoch der narrative Zusammenhang
hergestellt. AufSer der Fragmentierung ist weiterhin die
stilistische und inhaltliche Heterogenitat der in Jakunins Buch
vorliegenden Zeichnungen als Reflex auf die Konzeption des
Romans zu sehen, in dem sich die wechselnden Standpunkte
mit wechselnden Stilen verbinden, Naturbetrachtung,
Personenschilderung und Reflexion einander ablosen.

Die Verquickung der Romankonzeption mit der
gestalterischen Ausfiihrung des Kiinstlerbuches fiihrt
schliefSlich fiir den Rezipienten zur zunehmenden Auflosung
des Verhiltnisses von Darstellung und Beschreibung. Vor
allem auch mit Blick auf den eigenen Standpunkt, wird ihm,
dem Rezipienten, durch das Material, nicht zuletzt auch durch
die Spuren des Gebrauchs, der Eindruck vermittelt, er halte
eines der in Lermontovs Text erwdhnten Tagebiicher in den
Hinden und verfolge anhand der Skizzen den Ablauf eines
Geschehens, dessen Bezugspunkte er nicht mehr ermitteln
kann. Im Kiinstlerbuch scheinen die Notizen des Autors mit
denen seiner Helden und schliefSlich denen des Kiinstlers zu
verschmelzen.

Die Beispiele zeigen, wie sehr Form und Inhalt in eins
fallen, somit der Buchkoper nicht blof$ als Trager eines Textes
im Sinne eines inhaltskonstituierenden Faktors fungiert,
sondern selbst Teil dieses Textes ist bzw. den Inhalt qua seiner
materiellen und medialen Eigenschaften hervorbringt.
Jakunins Biicher lassen zudem deutlich werden, in welchem
Mafie transformative Prozesse sinnstiftend beteiligt sind.
Zwar gehen sie von einem Text aus, sei es, dass sie ihn als
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Inspiration nutzen, sei es, dass sie gestalterisch auf ihn
reagieren, doch in keinem Fall finden die Textinhalte in das
Kiinstlerbuch anders Eingang als in einer kiinstlerisch
transformierten und von jeglicher Textlichkeit absehenden
Umsetzung. Materialisiert werden vielmehr atmosphérische
Elemente der Textproduktion oder der Erzdhlhandlung
implizierte Faktoren. Indem nun aber die Buchinhalte mit
ihrer Materialitit und Medialitdt gleichzeitig die produktive
Umgebung des Autors und Kiinstlers aufgreifen und in den
Raum der Ausstellung transferieren, losen sie die Grenze
zwischen Buchraum und Realraum auf.

Jakunin geht von literarischen Texten aus, um mit Charms-
Kabinett sowohl als Verlag wie auch als installative
Vergegenstindlichung des Konzeptionsraums aufzuzeigen,
dass Literatur formal nicht allein in der Buchstdblichkeit des
Textes erscheint, sondern, wie bereits durch das Theater seit
jeher vertraut, im Raum eine Vergegenstindlichung und sogar
Materialisierung  erfahren kann und  dabei die
Entstehungsvoraussetzungen impliziert und zur Anschauung
bringt. Die von Jakunin entwickelten Konzeptionen einer
Materialisierung der an und fiir sich immateriellen Narration
erhellen die komplexen Zusammenhidnge eines von
wechselweisen Beziligen und Verweisungen von Schriftlichkeit
und Dinglichkeit bedingten Systems.

Gerade durch die dezidierte Einbeziehung von Materialien
als text- und sinnkonstituierende Erzdhleinheiten im
Buchkoper bezieht Jakunin eine Position in der vom
Medienwandel tangierten Diskussion, die sich fiir die
materielle Integritat des Buches ausspricht. Die Art und
Weise, wie er textbasierte Inhalte aufgreift und im Buch
inszeniert, sind ohne die konkrete Materialitdt kaum denkbar.
So sehr sich auch die medialen Funktionen mit digitalen
Mitteln simulieren liefSen, bliebe doch der iiber das Material
gegebene Bezug auf die kontextuellen Voraussetzungen der
Texte offen. Der Charms Werk konstituierende experimentelle
Ansatz bliebe weiterhin schriftlich tradierte Episode. In den
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Buchobjekten von Charms-Kabinett hingegen wird er materiell
fassbar. Wahrend der konkrete Buchkorper Inhalt und Form zu
einer untrennbaren Einheit zusammenfasst, wiirde sich der
Zusammenhalt bei einer digitalen Umsetzung spatestens im
Prozess der Rezeption verlieren, bei der der Inhalt {iber ein
Lesemedium zuginglich wird, das selbst nicht das Buch ist,
dieses bestenfalls nur simuliert. Beim E-Book oder beim
Reader fallen die einzelne Buchseite und das gesamte Buch
auf der Bildschirmoberfliche zusammen. Korperliche
Ausdehnung  wird ebenso  wenig erfahrbar  wie
materialbedingte Beschaffenheit.

3. Sinnstiftung durch mediale Ausweitung des Text- und
Inhaltstrdgers

Dass bei der kiinstlerischen Nutzung des Mediums Buch
die Integritat von Form und Inhalt nicht notwendig an das
physische Material des Buchkorpers gebunden sein muss, das
Buch nur in eingeschranktem MafSe als Schrift- und
Inhaltstrager fungiert, zeigen Arbeiten des in Nischni
Nowgorod beheimateten Kiinstlers Evgenij Strelkov. Bei den
von ihm konzipierten Kiinstlerbiichern fungieren digitale
Medien sinnerweiternd. Als Beispiel ist die Arbeit Tretja idea
(dt. Der dritte Gedanke) anzufiihren.! Der Titel geht auf den
Physiker Andrej Sacharov zuriick, der in seinen Erinnerungen
den Entwicklungsprozess der Wasserstoffbombe beschrieben
hat, dabei jedoch wenig konkret werden konnte, da die
Forschungen seines Teams als Militdrgeheimnis eingestuft
wurden.? In seinen spdter in der Verbannung in Nischni

LEvgenij Strelkov: Der dritte Gedanke, 2017, Leporello, Siebdruck auf
Papier, Filmmaterial in Umschlag, Videoaufnahme mit Musik von Igor
Kolesov, 33,5 x 23,5 cm, Niznii Novgorod: Dirizabl 2015.

2 Andrej Sacharov schrieb seine Erinnerungen in der Verbannung in Gorki,
das nach 1990 wieder in Nischni Nowgorod umbenannten wurde: «...
vMeHHO B CapoBe HaM MpPUILIA, TPETbs MUAes»», MO3BOIMBIIAS CO3[aTh
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Nowgorod verfassten Memoiren fiihrt er aus, dass die wahrend
der Kernspaltungsversuche als Rontgenstrahlung freigesetzte
Energie nicht allein den Wasserstoff erhitzt und eine
thermonukleare Reaktion auslost, sondern zudem nicht
unerhebliche Anteile der Rontgenstrahlung in die Atmosphare
entweichen. Anliegen des Forscherteams war es, zu kléren,
wie die gesamte Energie in einem Sprengkorper gebiindelt und
fiir die Detonation genutzt werden konne, und zu iiberlegen,
welche MafSnahmen fiir die physische Aufarbeitung in Frage
kdmen, um im Endergebnis mit einer wirkungsvollen Waffe
das militdrische Gleichgewicht der GrofSmidchte zu
kontrollieren. Erste Schritte zur Entwicklung einer solchen
nuklearen Waffe waren bereits wihrend des Zweiten
Weltkrieges erfolgt und entscheidende Uberlegungen sowohl
von Vitalij Ginzburg als auch von Sacharov gedufSert worden,
weshalb Sacharov, als 1954 mit der Formulierung der
zentralen Arbeitsschritte der Durchbruch erfolgte, von einer
«dritten Idee» sprach.

Das Forscherteam war 1947 in ein als «Polygon
Arsamas-16» bezeichnetes Territorium entsandt worden, das,
weit genug von grofSeren Stddten gelegen, fiir Entwicklung
und Experimente mit nuklearer Technologie diente. Auf dem
Gelande hatte sich bis zur Revolution 1917 das Kloster des
Heiligen Serafim von Sarov befunden. Die leerstehende Kirche

TepMosiziepHylo 60M6y.» Ausdriicklich in Sarov kam der «dritte Gedanke»
auf, der die nukleare Bombe ermoglichte (Ubersetzung VH). Vgl. Bu6nuo-
Teka® B monyndpHbIX KypHanax* «Tpouukmii BapuadT»® N°4, 2018°
(Bibliothek im populdren Journals Troitzkij variant, Nr. 4, 2018) In:
(07.07.2019).

5 https://elementy.ru/nauchno-populyarnaya_biblioteka

4 https://elementy.ru/nauchno-populyarnaya_biblioteka/zhurnaly

S https://elementy.ru/nauchno-populyarnaya_biblioteka/zhurnaly/gazeta
troitskiy_variant

¢ https://elementy.ru/nauchno-populyarnaya_biblioteka/433998/Troitskiy
variant_Nauka_4 248 27 fevralya 2018_goda
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bildete nun das Zentrum der neuen atomaren Basis. Die
nuklearen Versuche wurden unterirdisch ausgefiihrt, was
jedoch nicht verhinderte, dass die Bausubstanz der
Klosteranlage beschadigt wurde, sodass die Kirche schliefSlich
abgerissen und dabei die Ikonostase zerstort wurde.

Strelkovs Buch greift nun die Geschehnisse um das
Forschungszentrum auf, verkehrt aber den Blickwinkel, indem
es die Auswirkung der in die Atmosphidre getretenen
Rontgenstrahlung darstellt, die fiir die Forschung zunichst
nur untergeordnete Rolle spielte. Es geht also darum, die
Publikation als Ausdruckstrdger eines nicht sinnlichen, jedoch
wirkungsmachtigen Phdnomens zu nutzen und Qualititen
hervorzukehren, die sich einer deskriptiven Erfassung
entziehen. Dem Konzept folgend, dem Unsichtbaren Ausdruck
zu verleihen, stellt Strelkov die verschwundene Ikonostase ins
Zentrum seines Buches. Dabei konzentriert er sich auf die
Deesis-Gruppe, die in der Mitte der Ikonenwand angeordnete
Darstellung der Hauptheiligen. Da es sich bei den einzelnen
Heiligenbildnissen, obgleich in der Ikonostase zu einer Einheit
verschmolzen, jeweils um eigenstindige Ikonen handelt,
verzichtet Strelkov darauf, sie in seiner Publikation durch eine
Buchbindung zu verkniipfen, um sie stattdessen lose in einer
Mappe zusammenzufassen.

Siehe Abbildungen 7, 8, 9 am Ende der gesamten Veroffentlichung
dieses Artikels in drei Sprachen.

Die Bildtafeln zeigen nebeneinander die Erzengel, die
Apostel und die Gottesgebarerin, doch sind ihre Korper wie
von Rontgenstrahlen durchleuchtet wiedergegeben, denn
unter den Gewandern der Figuren scheinen die Skelette auf.
Die Darstellung orientiert sich am  installativen
Zusammenhang des Werkes, bei dem die gleichen Motive auf
transparenten Folien in einem Leuchtkasten zur Ausstellung
kamen und dariiber den Eindruck von echten
Rontgenaufnahmen suggerierten.
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Der vom Kiinstler verfasste, den Hintergrund seines
Konzeptes erhellende Text ist auf der Innenseite der als
Einband fiir die Blattfolge dienenden Mappe abgedruckt.! An
dieser Stelle erscheint er als Paratext, der zwar zur Publikation
gehort, aber keine inhaltskonstituierende Funktion hat. Die
eigentliche Erzahlung hingegen verlagert Strelkov auf einen
Datentrdger mit einer Filmaufnahme. Diese zeigt in einer
dreiminiitigen Sequenz die Formation eines Explosionspilzes,
wie er bei der Ziindung einer Wasserstoffbombe entsteht.

! [Ipu paspaboTKe BOJOPOAHOI 60MObI B 1950-€ rofibl Ha 3aKPITOM HAyYHOM
monuroHe Apsamac-16, sausasiiiem CapoBCKUiT MOHACTBIPb, Gblyia chOpMYIn-
pOBaHa «TpeTbsI uaesi». IMEHHO TaK 3aCeKpeTuI e€ B CBOMX JHEBHUKAX OIMH
"3 TJIaBHBIX pa3paboTunKoB 60M6bI akageMuk AHmapeit CaxapoB. CyTh «Tpe-
Theit UIeN» — UCIOIb30BaHME MOIIHOTO PEHTTEHOBCKOTO U3TyYeHNSI aTOM-
HOTO B3DbIBA JJIs 3aITyCKa TePMOSIIEePHOI peakuu B 6ombe. B pesynbraTe ce-
UM MOZIE€TbHBIX ITO/I3€MHBIX B3PbIBOB HA IIOJIUTOHE ObUT IOBPEKIEH M BCKOPE
pasobpan YcreHCKuit co60p GbIBIIET0 MOHACTHIPSI, MKOHOCTAC co6opa 6biT
yHMYTOXeH. CJIOBHO MPOCBEUEHHbIE PEHTTEHOM (GUTYPHI IEMCYCHOTO UMHA
MCUYE3HYBIIEro MKOHOCTAca — ¥ HallOMMHAaHMe 00 3TOi IpaMaTUYHOI UCTO-
punu, u Meradopa BCEMPOHMKAIOIIETO CBeTa, uAayiiero or Cracurend...
Wihrend der Entwicklung der Wasserstoffbombe in den 1950er Jahren
innerhalb des geschlossenen, nur fiir die Wissenschaftler zugdngigen
Polygons Arzamas-16, in dem sich das Sarov-Kloster befand, wurde die «dritte
Idee» formuliert. Unter dieser Bezeichnung verschliisselt einer der filhrenden
Wissenschaftler, Andrej Dmitrij Sacharov, in seinen
Tagebuchaufzeichnungen einen der Kernpunkte. Unter der «dritten Idee»
verbarg sich die Frage, wie die gewaltige Rontgenstrahlung, die bei den
nuklearen Versuchen freigesetzt wurde, fiir die thermonukleare Ziindung der
Bombe genutzt werden konnte. Infolge einer Reihe von unterirdischen
nuklearen Ziindungen wurde die Uspenskij Kirche des Klosters beschadigt und
bald darauf abgerissen und die Tkonostase zerstort. Die Figuren der Deesis-
Reihe erscheinen von RoOntgenstrahlen durchleuchtet. Dies und der
Riickbezug auf die dramatische Geschichte, die sich an die Entwicklung der
Bombe kniipft, zusammen mit der Metaphorik des allesdurchleuchtenden
Lichtes.... (Ubersetzung VH).
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Unterlegt ist der Film von einer Tonspur, auf der die Laute zu
horen sind, die an eine A-capella-Darbietung erinnern..! Die
Musik assoziiert einerseits die getragenen Klange orthodoxer
Kirchenmusik und korrespondiert andererseits mit der stark
verlangsamten Aufnahme des Explosionsverlaufes, der
gleichsam wie eingefroren erscheint. Lediglich der Tonstreifen
vermittelt einen transitiven Verlauf, der sich wiederum dem
filmischen Ablauf mitteilt. Gleichzeitig aber ruft eben diese
Tonspur die Atmosphidre des Kirchenraumes mit seiner
Ikonostase in Erinnerung, der zum Zeitpunkt der Explosion
nicht mehr bestand. Lediglich die Bilder von Strelkov
bewahren noch eine Erinnerung an ihn. Durchleuchtet von
Rontgenstrahlen konnotieren sie ein gottliches Licht, das
Rettung verspricht. Doch verkniipft mit der Explosion
erscheint das hier aufgerufene Erlosungsversprechen
zweifelhaft, seine Grundgedanken ins Gegenteil verkehrt. So
sarkastisch einerseits die Verkniipfung einer Erlosung der
Menschheit durch die Wasserstoffbombe anmutet, rekurriert
sie andererseits auf die urspriingliche, die atomaren
Entwicklungen motivierende Auffassung. Sacharov war
anfanglich davon iiberzeugt, dass nur die atomare Aufriistung
das Kriftegleichwicht der Superméachte soweit aufrecht hielt,
dass ein Krieg verhindert wiirde.

Im Falle von Die dritte Idee bestehen also zwei medial
unterschiedene Texttrager nebeneinander, die {ber ihre
jeweils spezifischen Moglichkeiten synergetisch und dariiber
werkkonstituierend wirken. Die im jeweiligen Medium
getroffenen Aussagen summieren sich nicht lediglich auf,
vielmehr befordern sie sich wechselseitig, sodass erst aus der
Zusammenschau die mit dem Werk intendierte Aussage
sinnfédllig wird. Digitale und analoge Vermittlungsform
interagieren insofern, als die Videoaufnahme eine Assoziation
auslost, die das Bild an die gedruckten Motive des Buches

! Die Komposition stammt von Igor Kolesov.
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riickbindet. Vermittelnd wirkt der Ton, der neben statischem
und bewegtem Bild als drittes Vermittlungselement
hinzukommt. Alle Medien wirken inhaltskonstituierend, ohne
sich jedoch auf Text zu stiitzen. Der einzige {iberhaupt
vorhandene Text ist so platziert, dass er wie aus dem
Erzahlablauf ausgegliedert erscheint.
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VIOLA HILDEBRAND-SCHAT!

THE BOOK BODY AS A MEANINGFUL PART
OF THE NARRATIVE FOR TRANSFERRING
THE NARRATION ON THE MATERIAL

Translated from German by Daria Dzikevich, Sergey
Dzikevich?

Abstract

Digitalization changes the material of text. Does the content change
as well, especially, if the content is not transmitted by the text
alone? This question is important mainly for artist’s books, that are
becoming increasingly popular. An artist’s book displays its content
not with the text alone. The material part is equally substantial for
the meaning of the integral work. The difference of form and
material is suspended — this difference characterized the book for

a long time. Text, picture, form and material are contributions to the
content and even forward the spirit of the text. How the material can
continue the contents, that are given by a real or latent subtext, will
be demonstrated on examples of Russian contemporary artist’s
books.

Key words

Text, book, meaning, interpretation, reception, communication.

! Viola Hildebrand-Schat, PhD, is a specialist in art and literature studies.
She is a lecturer at Goete University in Frankfurt-am-Main and Lomonosov
Moscow State Univerisity. Her main research interests include the
correlations between the text and the image, in particular the artistic
appearance of books. For more information: www.hdschat.de.

2 Sergey Dzikevich — PhD, AU Editor-in-Chief; Daria Dzikevich — PhD,
a historian of philosophy and designer.
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Preliminary considerations on the difference in form and content
and redetermination of the book as a text carrier

The examination of written media is exposed to a strange
duality, which is already implied in the term, namely the
collapse of an immateriality given with the textual content
and a very concrete materiality in which the content is
manifested in the book. However, the material parts of texts
are quickly overlooked in favor of their content, which has the
consequence that for centuries the prioritization of text
content has promoted the view of books as primarily font-
based media without giving the material its own expressive
value. Although examples of a well-timed coordination
of form and content can be traced far back, even specially
designed typefaces have been documented for special editions
since the 16th century — such as certain antique styles for
classic texts or the Chaucer designed by William Morris for the
works of Geoffrey Chaucer Type, the ongoing digitization
processes of documents seem to underpin a view that
differentiates between content on the one hand and
materiality on the other.!

Re-perspective of books which eliminates differences was
found at the beginning of the 20th century in the various
considerations on book concepts by Stéphane Mallarmé and
their reflection by Maurice Blanchot.? With the typographic
production of his poem Un coup de dés in 1897 Mallarmé had

! Early examples are the antiquarian typefaces designed by Nicolas Jensen
and Aldus Manutius in Italy or Claude Garamond in France, which detach
themselves from the style of the chisel to give the humanistic texts of their
time an appropriate appearance. In 1893, William Morris specially designed
a typeface for the edition of Geoffrey Chaucer’s works he planned, which he
referred to as Chaucer Type with a clear reference to an integral connection
between content and form.

2 Blanchot, M. Ou va la littérature // Le livre a venir, 2. Aufl. Paris:
Gallimard, 1959. P. 326-358.
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demonstrated the importance of the typeface as well as that
of the space left free between the text passages. By conceiving
the text as a kind of notation that does justice to the tonal
values and makes the acoustic content of the text structure
visible in the typeface, he reveals what effect the material side
of the typeface has and how even the unprinted areas in the
typographical appearance are significant. The obviously free
spaces between the lines and words not only give space to the
writing, but also allow the material that serves as the medium
for the writing to emerge. The white parts of the paper appear
like a resonance field in which the sound of the words can
literally reverberate. Manuscripts from the collection
of Mallarmés, sifted after his death by Jacques Scherer and
titled Le livre de Mallarmé. Premieéres recherches sur des
documents inédits, further considerations that encompass the
traditional book space become clear.! Among the various
shapes that a book can take Mallarmé repeatedly uses the
term «bloc» with which he expresses his idea of volume, of the
space-consuming dimension of the book he has designed.?

Mallarmé’s conception is an example of an understanding
of text the meaning of which is not only constituted
by content linked to the literal. However, it is neither the first
nor the only one. Rather, it is based on a tradition that can be
traced back to the Carmina figurata of Antiquity and is
particularly revitalized in the Romantic era. One of the things
to think about is Laurence Sterne’s novel Tristam Shandy
in which the author brings up gaps and material peculiarities
such as marbled paper.

1 Scherer, J. Le livre de Mallarmé. Premiéres recherches sur des documents
inédits, Paris: Gallimard 1957.

2 See pages 39 and 40 of Le Livre, cit. in: Scherer, J. Le livre de Mallarmé. P.
53. Mallarmé’s views differ from those of the Romantics in concretizing his
ideas about the book. Although equally universal, the book concepts that
emerge in the Romantic period are largely metaphorical, for example in the
book of nature.
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The early manifestation of a comprehensive design, which
not only lends the content a framework but makes a statement
in accordance with it, becomes a creed for book design that
has redefined the handling of text and books at least since the
advent of the artist’s book. It is certainly no coincidence that
the importance of the book as an integral medium supported
by both immateriality and materiality is focused under the
term of the artist’s book at a time when technologies such as
copiers and computers are being used for the first time
in artistic production. The question of form and content will
be discussed again in almost the same period. In a statement
titled The New Art of Making Books and first published
in Spanish in the Kontext/Plural magazine in Mexico City
Ulises Carrién emphasized the distinction between text and
book.! He emphasizes that texts alone do not make up books.
In six sections he firstly listed elements that constituted the
book in order later to answer the question he fixed as to what
a book was and how it differed from a text. According to him
successive pages not only imply media and material qualities
but also incorporate a spatial and temporal dimension
expressing the essence of the book. A text only gets shape and
material substance through its written fixation.? As banal as

1See Ulises Carrién’s original in: Kontext. 1975. No. 6—7. Later it was
reprinted in: Lyons, J. (ed.): Artists’Books. A Critical Anthology and
Sourcebook. Layton: Peregrine Smith Books, 1985, and once again
in 1992 again: Schraenen, G. (ed.). Ulises Carrién: We have won! Haven’t we?
Amsterdam: Museum Fodor, 1992. In 1982 the text was printed in German
version in the magazine Wolkenkratzer (No. 3/82).

2 In opposition to the common phrase «to write a book» according to Carrién
an author does not write books but texts. This perspective is becoming less
relevant due to recent trends in book design. Recent literary productions
show that authors not only write their texts with a clear awareness of their
book design but also reflect on book media and material properties in the
process of writing. Benjamin Stein, for example, conceived a novel in The
Canvas (Die Leinwand) in which one and the same story is portrayed from two
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Carrion’s presentations may appear from today’s perspective
they nevertheless disclose the usual undifferentiated use
of terms such as text, books and reading which quickly leads
to an equation of the fundamentally and essentially different
aspects and thereby the respective meaningful parts of the
immaterial and the material blurs.

With Mallarmé, and at the latest with Carrion, awareness
was established that there was no longer difference between
the form and content of a book but the form emphasized the
integral context and also paid attention to factors that, due
to their unobtrusiveness, had long been neglected or not
adequately taken into account in the conception of a book.
Starting from the artist’s book which conceptually manifests
itself in the course of the conceptual art of the 1960s when
artists and increasingly also graphic artists and book designers
provide examples that extensively address the book as a space
for design and communication. They reflect both materiality
and mediality in detail and show that these two sizes have
a synergetic effect beyond a mere summation.> The artistic
dimension also emphasizes the spatial dimension of the book,
with the book space being used as a field of action, as a stage
or as an event space. This expansion into space is supported
on the one hand by a metaphor that describes nature, indeed
human life par excellence, as a book, and on the other hand
by an expanded concept of signs that also tries to counter

perspectives that converge in the book body in order to meet in the middle
of the book. See: Stein, B. Die Leinwand, Miinchen: C.H.Beck 2010. Called
«reversible novel» («Wenderoman»), the book offers two ways of reading.
They are visible on the two covers which are designed as titles.

5The books are first described in detail in the publications by Johanna
Drucker who herself is the author of artist books, and by Anne Mceglin-
Delcroix. See: Drucker, J. The Century of Artists «Book, New York: Granary
Books 1995 (20042); Maeglin-Delcroix, A.Esthétique du livre d’artiste 1960—
1980. Une introduction a I’art contemporain, Paris: Le mot et le reste,
1997 (2012).
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non-text-based forms of expression with the criteria
developed on texts. The semiotic approach of multimodality
wants to do justice to such far-reaching forms of mediation
which obviously covers intermedial references, media
convergences as well as the interaction of expression and
medium but does not necessarily require a simultaneous
occurrence of all factors.!

The theories of multiliterarity emanating from the New
London School as well as the closely related knowledge
of multimodality help to see the book more and more in the
interplay of technologies and forms of communication and the
productive potential of the mutually interdependent factors
under the conditions of permanent investigated
transformation.? The interaction of artefact and medium
which is discussed under the keyword multimedia leads to an
expansion of the understanding of textuality and more and
more responsibility for the material properties of the book.
The book continues to be a medium of text, but the text is
continued by other means, thereby resolving the contrast

!While Theo van Leeuwen and Gunther Kress multimodality primarily
refer to the interdependence of modes and media Mareile Oetken
understands multimodality as the relationship between image and
language text. See Van Leeuwen, Th. Multimodality, Genre and Design //
Norris, S. (ed.): Multimodality. Critical Concepts in Linguistics. Vol.
II. Multimodality — the Beginning of the New Area in Research 2000-
2005. London — New York: Routledge, 2016. P. 329-413 and Oetken, M.:
Wie Bilderbiicher erzdhlen — Analyse multimodaler Strukturen und
bimedialen Erzdhlens im Bilderbuch. Oldenburg: BIS der Universitit
Oldenburg 2017. S. 17.

2 0n the New London School and the multiliteracies it examined, cf.: Cope,
B., Kalantzis M., (ed.) Multiliteracies: Literacy Learning and the Design
of Social Futures. Routledge: London, 2000; for multimodality cf.: Norris, S.
(ed.). Multimodality.  Critical ~ Concepts in  Linguistics.  Vol.
II. Multimodality — the Beginning of the New Area in Research 2000-2005.
London — New York: Routledge, 2016.
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between written and pictorial as well as form and content.
Artistic concepts that become particularly effective in the
material make it clear, how following an expanded
understanding of text and beyond verbal description a content
comes up. The text that precedes the book as an intellectual
construct and forms the content is reified in the material and
is continued in the book body.

The multimodality recognized and used in the book is
extended to entire collections and collections in artistic terms;
however, this is not because the meaning of the individual
book is no longer sufficient but rather to demonstrate that the
genres causally associated with the book continue to narrate
outside the body of the book and thereby detach themselves
from the typical written media. Behind this is a view that the
act of reading does not relate solely to texts but — following
an expanded concept of text — understands every form
of expression as text. It no longer limits the production
of meaning initiated by the text to the creativity of an
individual designated as the author and understands the act
of reception as a constitutive process.

2. The shift of the narration to the material

The concepts of the Moscow-based artist Sergei Jakunin,
subsumed under Charms’ Room, can be used as examples for
a meaning production that is detaching itself from the text
and increasingly transferred to the material inventory of the
book. Yakunin has presented different types of books in which
texts and text-based internal structures have very different
forms. His works are examples of text carriers, which are
largely determined by their materiality and the way they work
based on the book. In this sense, they are to be understood as
counter-designs to the seemingly unlimited possibilities
of digitization. Jakunin’s book production which is part of the
Charms’ Room is largely based on the thinking of the poet
Daniil Charms who was ostracized during his lifetime.
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A specific use of the written medium based on a broad concept
of text and books, has proven to be relevant. Epochally shaped
style elements which are already inscribed in the texts used
by the artist play a major part in the visualization concept.
Once the book has emancipated itself from its function as
a central medium of verbal mediation, it is increasingly
addressing its mediality, but also a participative and
performative potential that seems to be directly linked to it.
By not only transforming the content formulated in the texts
but also taking up the prerequisites implied in the written
expression the old distinction between form and content is
touched again which leads directly to the question of the
materiality of texts and also takes media convergences into
account. On the basis of Jakunin’s work it becomes clear that
conceptions based on materiality and mediality can be
continued in texts and that, conversely, the written medium
appears in a new light in that its potential is now becoming
accessible in material and media terms through the
transformation.

Sergei Jakunin started to develop an authentic manner
of his own with the design of books in the late 1980s. The term
Charms’ Room, which he coined, connects as much as an
artist-owned publishing house, but at the same time also
a specific view of book and literature. Born in 1905 as Daniil
Ivanovich Juvachiov who entered the history of Russian
literature under the pseudonym of Daniil Charms was one
of the leading representatives of the avant-garde art in St.
Petersburg during his lifetime. Characteristic for Charms’
texts are absurdity and alogism. In the absurd, says Bertram
Miiller, strangeness comes up as occurs especially under the
increasing regulation of life under the Soviet regime. So less
Charms’ stories are absurd than the life he describes in them.
The description of an everyday situation suddenly turns into
absurdity through a tiny element, an apparently marginal
detail, which gives the impression when reading that
something essential has been overlooked such as a clearifying
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explanation which is simply missing in the text. The context
appears fragmented but such a spelling corresponds
to Charms’ understanding of what people can recognize and
what their texts should consequently reflect. He puts in one
of his notebooks:

Assuming that the whole truth lies on the line a b, only a part is
given to man, at most up to the last possibility c. With ether you may
be able to extend your perception to another part of the world’s
truth, for example, but you will hardly be able to have a judgment
about what you have seen, because you only know two parts of the
world that are not connected: ac and d.!

The peculiar spelling «Charms», which is characterized
by breaks in the sense as well as in the course of the story,
becomes a style principle for Jakunin and has a corresponding
effect on the conception of his books. The subsuming of his
artistic method under the name Charms’ Room was therefore
chosen with very high level of reflection. With this name he
suggests that his work was designed in the spirit of Charms
and it emerged from its creative space. He also justifies the
peculiarity of his book production by referring to Charms. He
devoted himself in particular to the texts of Charms in the
early days of his artistic work, only later to take up the
literature of his contemporaries and finally that of other
literary epochs.

2.1. Sergei Jakunin: Chto eto bylo

As well as for Charms who wrote his texts for books —
although only those written for the sake of bread for children

1 Quoted in: Charms, D. Die Kunst ist ein Schrank. Aus den Notizbiichern
1924-1940. Aus dem Russischen {iibersetzt und herausgegeben von Peter
Urban, Berlin Friedenauer Presse 1992, S. 40. (Charms, D. Art is
a Garderobe. From the notebooks 1924—1940 / Translated from Russian
into German and edited by Peter Urban, Berlin Friedenauer Presse 1992.
P. 40).
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were actually published as such during his lifetime — the book
is also the central medium for Yakunin. In its function as
a text carrier it is put to the test in several ways. Basically,
writing and book are not only understood as content-
mediating media, writing is also expanded to include images,
material and object language based on a semiotic
understanding of symbols. In Chto eto bylo? (Eng. What was
that?) Jakunin stages the short text of Charms with
comparatively simple means on a few pages but shifts the
narration entirely to parts of the picture that also take up the
few words.

See illustrations 1, 2 at the end of the entire publication of this
article in three languages.

The pictures are printed in a special process, in which the
motifs cut out of cardboard serve as a printing block. Jakunin
used lead letters in different formats for the text. Stamped
individually on the paper by hand they form a dynamic line
along the contour of the cardboard cut. The impression
of mobility is additionally underlined by the different
intensity of the print which can be read from the degree
of blackness of the image parts. The impression of dynamism
awakened by the text-image relationship is transferred to the
page sequence insofar as the format differences of the image
parts clearly appear in the sequential sequence, which
suggests a change from distant and close view. Several
narrative factors are played against each other. In addition
to the image motifs and the text lines, this includes changes
to the surface caused by the print. Parts of the image and
text are imprinted on the paper at different depths and
create a relief structure. This contrasts with another irregular
paper surface that has been detached from image and text
elements, because before printing the artist used crinkle
to give the paper used a craquelure structure reminiscent
of the torn layer of paint in an oil painting. The irregular
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relief results in a peculiar disturbance of the linear narrative
process.

A discontinuity is still visible in the apparently abruptly
arranged parts of the picture which is all the more striking
because the double pages are conceived as a design unit and
the individual elements are formally co-ordinated or even
structurally connected. However, the visible breaks are to be
regarded as an intentional artistic move because they raise the
poet’s own style to a visual level. The book cover of Chto eto
bylo? Already proves itself in view of the stylistics emerging
in the image-text sequence as significant as he anticipates the
fragmentation of text and narrative with the materials coming
from different contexts. Different types of paper come
together on the front and back to combine with a piece
of fabric drawn from a trouser seam on the spine to form
a complete cover.

2.2. Sergei Jakunin: Dnevnik Charmsa

The artistic-literary conception based on Charms and
transferred to the book emerges in a succinct manner
in Dnevnik Charmsa (Eng. Charms’ Diary) which Jakunin
executed in several variations and of which he produced
several volumes.

See illustrations 3, 4 at the end of the entire publication of this
article in three languages.

They show themselves in the use of the materials atypical
for books as well as a clumsy-looking mechanism with cryptic
characters that fill the pages. Completely made of wooden
parts, clearly marked by signs of wear and bound with wire,
these books appear as hybrid mechanical objects that are
dominated by constructivist-play functions rather than having
book-media properties, although the latter are available
in their entirety. A cover encompasses a series of pages that
can be handled in a manner similar to leafing through an
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ordinary book. Scrolling through Dnevnik Charmsa is noisy, on
the one hand because of the specific material, and on the
other hand because of the segmentation of the individual
pages into strips, which, breaking down into lines, have to be
folded separately. Both, the reference to acoustics and the
specificity of the construction, are to be understood as
allusions to the experimental absurd practices attributed
to Charms. The concept also shows clear parallels to the
Raymond Queneau’s Cent mille milliards de poemes edition,
first published by Gallimard in 1961. Queneau’s book contains
ten sonnets, the verses of which are to be combined with one
another, which is why each sonnet is divided into individual
verses by cuts in the pages, which can thus be browsed
separately. What is significant for the concept is less the
Queneau instruction for the right handling than a motto
quotation from Allan M. Turing, who became known for his
random calculations: «Only one machine can appreciate
a sonnet written for another machine.»! This statement
makes the automatism associated with the combinatorics
clear and thus recalls the regulations of the OULIPO group
to which Queneau belonged. The group — OULIPO is the
acronym for «Ouvroir de Littérature Potentielle» («Workshop
for Potential Literature») — pursued an expansion of the
language through formal rules and a new conception of text-
based media. This approach can be directly transferred to the
Charms diary designed by Jakunin. Jakunin’s version proves
to be significant the «textuality» that refrains from an
orientation towards alphabetical characters as well as the
disassembly of the book pages and the body of the book that is
visibly aimed at the ludic implication.

1See: Queneau, R. Hunderttausend Milliarden Gedichte. (Cent mille
milliards de poemes). Mit einem Nachwort von Francois Le Lionnais, aus
dem Franzosischen iibertragen von Ludwig Harig. Frankfurt am Main:
Zweitausendeins 1984.
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When the pages of the book are disassembled, the
integrity of the text is also given up, but at the same time
a network is created that promises its expansion through
a combination of the individual parts. Individual lines are
detached from the page context in order to connect with the
lines of other pages. The book as a whole continues to be
a medium of text, but it no longer guarantees
a sequentialization given by pages and thus no temporal or
spatial reading process. Rather, the possibility of recombining
lines by line incorporates the physicality of the book and also
makes the text appear spatial in the cross-page reading
process. The spatialization of the text indicated here does not
appear to be unlike a text that has been expanded through
links in the electronic space. Both approaches, the line-by-line
decomposition of an integral body as well as the dissolving
of a continuous narrative by means of links, require breaks
and discontinuity.

In addition, Queneau’s example, which takes up the
extension of the handling of texts mentioned by OULIPO not
only in terms of form but also in the media, leads directly
to Jakunin’s concerns to correspond to the way of thinking
emerging in Charms’ texts with formal means.! Charms’
experimental approach, which blends different stylistic
devices and characters, shows itself in the ludish dissolution
of the integral book inventory and extends to the page filling
of the wooden books, which takes up small objects instead

U Quvroir de Littérature Potentielle = Workshop for potential literature is
a group based on surrealism, founded in 1960 by Francois Le Lionnais
and Raymond Queneau who sought to expand literary processes
by following rigidly defined formal requirements such as restricting the
language material or composition. For Oulipo cf.: Ingold, F.Ph.OuLiPo.
Hinweis auf den «Werkkreis fiir potentielle Literatur» // NZZ, 22. Juni
1984;; and in: Von der Heyden-Rynsch, V. (ed.). (Hg.): Vive la littérature!
Franzosische Literatur der Gegenwart, Miinchen: Carl Hanser Verlag 1989.
S. 214-218.
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of familiar characters and symbols, mostly found objects that
are embedded in recesses in the wood are. The spectrum
of this unusual side filling ranges from crumpled papers and
buttons to hinges and metal springs to keys and locks. The
surface design of the pages of the wooden books varies with
the individual objects designed by Jakunin and each conceived
as a diary charm. For example, the wood is pierced in some, so
that the breakthroughs provide the guiding system for the
«writing». Cords drawn through the holes form their own,
archaic-looking drawing system, which in turn is closely
related to a third variant presented by Yakunin with rune-like
symbols notched into the wood. With such a use of symbols,
Jakunin refers to the expressiveness already given by the
material and the technique. The roughly worked wood
suggests an archaic mysticism, as it appears again and again
in the Charms’ ideas. Jakunin’s different versions of Charms’
Diary undermine the traditional book-typical customs
in several ways: not only in the use of materials that are
atypical for books, but also in the understanding of signs,
which finds and usage materials allow a meaningfulness
similar to the printed signs.

In a break with traditional customs, Jakunin’s wooden
books convey Charms’ poetics, which, supported by special
originality and ingenuity, was reflected in lectures and
performances far beyond the literary work of the writer and
was repeatedly received by contemporaries, above all by his
friends, the Philosophers and music theorists Jakov Druskin
and the poet Aleksander Vvedenskiy. Her reports, sometimes
mixed with different anecdotes and rumors, suggest the poet’s
idiosyncrasies, which ultimately also appear in Jakunin’s
book-art transformations. Wladimir Lifshits’ reports about
a strange machine in Charms’ room, which he himself built
from all kinds of found objects but without pursuing
a functional or specific intention.! The actual or alleged
machine with its dysfunctional mechanism not only reminds
of the leaf function of the wooden books designed for noise
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production, but also reflects the absurdity that can be found
in Charms’ texts. By breaking down the boundaries of reality
and fiction when the narrative suddenly turns into alogical
and absurd. The abrupt turning of the everyday into the
absurd corresponds to Charms ’perception of the social-
political realities that he is confronted with. «The formal
absurdity, the absurdity of the situations in his texts as well as
the humor were means to expose life, means to express the
real absurdity of automated existence,» wrote Druskin.>
Charms «Poetics is based on the program of the group
OBERIU, founded by Nikolay Zabolockiy, of which Charms has
been a member since its foundation in 1927.3 The aim of the
group was to fully take into account the variety of possibilities
offered by the various forms of expression of art, literature,
theater, film and music, and thus to give the experimental
a wide space. This view is reflected in Charms ’records.
In particular, his notebooks make the diverse reference system
visible, on which his literary-artistic work is based and which

1 «The room Charms lived in was more than ascetic. Perhaps that was why
the visitor’s attention was immediately drawn to a strange object that
bizarrely piled up in a corner and consisted of pieces of iron, wooden boards,
empty papirosy boxes, springs, bicycle spokes, cords and tin cans. «What is
that?» Asked the visitor in amazement. «A machine.» «What machine?» «No
particular one. A machine, in general. ««Ah... and where does it come
from?» «I put it together myself!» Charms answered with pride. «<What does
it do?» «Nothing does it.» «How, nothing?» «So, nothing.» «What is it for?»
«» I just wanted to have some machine at home». Jakov Druskin quote in:
Rausch, B. Daniil Charms. Ein biographisches Stichwort // Urban, P. (ed.).
Daniil Charms. Félle. Szenen, Gedichte, Prosa, Ziirich: Haffmans 1984.
S. 249.

2 Druskin, Ya.: About Daniil Charms. Quot. in: Charms, D. Die Kunst ist ein
Schrank (Anm. 11). S. 6.

5 OBERIU (abbrevation from Ob’endinene realnogo iskusstva (OBEPWY,
O6benyHeHMEe peaTbHOTO MCKYCCTBa)) was an art-group «standing for real
art», this title can be translated as Association for Real Frt.
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finally finds expression in Jakunin’s works, transformed
in terms of book art.

The ludic qualities, the unusual materiality and the no less
unusual entries in Jakunin’s wooden books seem like a direct
reflex to the sometimes chaotic juxtaposition of key words,
sketches and mathematical formulas in Charms’ notes.!
In addition, the combinatorial play of the streaked pages
of Jakunin’s books touches a performative element that
Charms considered essential for the communication of his
texts. From his first public appearance, which took place on
January 24, 1928 at the House of the Press in Leningrad, it is
reported that Charms was carried on stage in a closet while
declaring his verses.? The cupboard served as a metaphor for
the slogan «Art is a cupboard» in the OBERIU manifesto. It is
intended to commemorate the exclusion of art from life,
perhaps also the isolation of the members of OBERIU.?

Jakunin also makes repeated use of the metaphor
associated with the closet, and not just about the material
equivalence of his wooden books. He also stages the
claustrophobic moment that connects with the closet. In his
conception, which has been expanded to include installations,
he often integrates an object that, in the literal
implementation of Charms’ Room, presents a room or rather
a housing that is not unlike the contents of the wooden books

1 See D.Charms’ Notebooks. Part 1. Xapmc, /1. 3amicHble KHWKKM. YacTp 1).
CII6., TymaHuTapHoe areHTcTBO, 2002.

2 Rausch mentions that there is only a short description of the evening and
takes the somewhat succinct statement «an eyewitness reports». See Rausch,
B. Daniil Charms (Anm. 14), S. 242.

5 Lehmann also argues that «Iskusstvo kak Shkaf (Art as Garderobe) ” is
a satirical version of Victor Shklovskiy’s idea of art as a process. In the
corresponding text, he seeks to differentiate art from mimesis aesthetics.
Art is autonomous and reflects processes of perception. See Lehmann, G.
Fallen und Verschwinden. Daniil Charms. Leben und Werk, Wuppertal: Arco
Verlag 2010, S. 152 u. 523.
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in its collection of found objects. Again, moving parts provide
a ludic approach, again they connect with acoustic elements
and not infrequently a mechanism is triggered that sets
a dysfunctional apparatus in a perpetuating motion. And the
corresponding names relate the installations to literary-
artistic production. The atmosphere already conveyed in the
books referred to as Charms’ Diary can therefore be found
in the cabinets, only expanded spatially. Charms’ Room,
indifferently fluctuating between the book and the real space,
thus opens up a broad media access to Charms’ texts, which
not only clarifies which factors have a meaning beyond the
concrete textuality, but also shows that a text, especially
a literary, has more properties than its mere literalness. As
little as Jakunin’s works are aimed at writing or strive for
a direct transposition of Charms ’texts, they react so little
to the contextual framework from which Charms’ work
emerges. Instead of an atmospheric portrayal or a depiction
of Charms’ ways of thinking, they provide a sensually
comprehensive approach. With their specific materials, they
address the haptic experience, while the moving elements aim
at participation and, in their interaction, work in all respects
to the limits made available by the Oberiuts (OBERIU
members’ self-titling) through mediality and materiality.

2.3. Sergei Jakunin: Das Tagebuch des Azamat

With the pronounced emphasis on material properties and
functions, Jakunin tries to correspond with his objects
to contemporary historical idiosyncrasies, because on the one
hand repressive measures determine the life and work of the
non-conforming members of the OBERIU group, on the other
hand he also tries to integrate the characteristics typical
of the poet and for them prepare the current reception
sensually. The conceptual approach, which frees itself from
the textual stock and takes the contextual factors into
account, can be found in further works by Jakunin, for example
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in the diary of Azamat, which refers to Mikhail Lermontov’s
novel A Hero of Our Time.' Like Charms’ diary, the Azamat
diary completely dispenses with text in order to give
materiality an even greater importance instead. The
preparation, which simulates an old code with a heavy wooden
cover and pages darkened with age, suggests that this artist’s
book could be an original notebook of one of the characters
appearing in the novel. In fact, there is no Azamat diary at
Lermontov. Rather, Azamat is a supporting character who only
appears in one episode in the first of the five parts of the novel
and is no longer mentioned afterwards. Jakunin’s concept is
therefore purely fictional, at best the association of a diary
in the title refers to the last three parts of Lermontov’s novel
which are actually written as diary records, but as that of the
protagonist Pechorin, who is identical to the hero named
in the romantic title. The book-artistic implementation
therefore does not include a reconstruction of the novel plot,
but a visualization of conceptual foundations. On the one
hand, this happens through drawings with which the artist
reacts atmospherically to descriptions of what happened
in the novel, but at the same time also suggests that various
protagonists had glimpse of their impressions here. On the
other hand, the irregular page formats are given meaning.
Some appear complete because they are in accordance with
the book format, while others are reduced to half the size
of the book and thus appear to be a fragment that is only
suitable for a fleeting note. Such an impression is additionally
reinforced by torn and sloping side edges. The aggressiveness
sometimes described in Lermontov’s novel seems to have been
transferred to the material.

! Sergei Jakunin: Dnevnik Azamata (JueBHMK Asamata), 2012, 52 sheets
of cardboard, paper mache cover and mixed media, approx. 37.5x 20.2 x4.8 cm
(precise dimensions are not possible due to the irregularity of the pages. Also
the thickness of the book differs considerably in waistband and cut.
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At the same time, the irregularity of the page formats also
means that the motifs included in the book usually only come
together when scrolling, not least because a number of pages
have to be broken down into several parts and separated.

See illustrations 5, 6 at the end of the entire publication of this
article in three languages.

With this trick corresponds the artist to the novelist
in several ways. The artist’s attempt to reconstruct a figure,
which only has a short appearance in the novel itself and is
largely blurred, is manifested in the fragmentary. Using
Jakunin’s implementation, the motif is complemented only
when leafing through parts, and a concept can be sensually
experienced, the direct equivalent of which can be found
in the structure of Lermontov’s novel. The novel brings
together five novellas linked only by the main character, which
are communicated from the perspective of three narrators,
one of whom is the author of the diary relevant to the second
part. If the novel initially breaks down into an additive
juxtaposition of different event fields, the changing
perspective of the main character ultimately creates the
narrative context. In addition to the fragmentation, the
stylistic and content-related heterogeneity of the drawings
in Jakunin’s book can also be seen as a reflection of the
concept of the novel, in which the changing viewpoints
combine with changing styles, replacing nature, portraying
people and reflection.

The combination of the novel concept with the design
of the artist’s book ultimately leads to the recipient
increasingly  dissolving  the  relationship  between
representation and description. Especially with a view to one’s
own point of view, the recipient, through the material, not
least through the traces of use, gives him the impression that
he is holding one of the diaries mentioned in Lermontov’s text
and is following it based on the sketches the course of an
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event, the reference points of which he can no longer
determine. In the artist’s book, the author’s notes seem
to merge with those of his heroes and ultimately those of the
artist.

The examples show how much form and content fall into
one, so that the book body does not merely function as
a medium for a text in the sense of a content-constituting
factor, but is itself part of this text or produces the content
through its material and media properties. Jakunin’s books
also make it clear to what extent transformative processes are
meaningfully involved. Although they assume a text, be it that
they use it as inspiration, or that they react to it in terms
of design, in no case does the text content find its way into the
artist’s book in any other way than in an artistically
transformed one that refrains from any textuality
Implementation. Rather, atmospheric elements of text
production or storytelling implied factors are materialized.
However, by taking up the content of the book with its
materiality and mediality at the same time in the productive
environment of the author and artist and transferring it into
the space of the exhibition, they dissolve the boundary
between book space and real space.

Jakunin starts with literary texts in order to show with
Charms’ Room both as a publisher and as an installative
objectification of the conceptual space that literature does not
appear formally only in the literalness of the text, but, as has
always been familiar through theater, one in space Can
experience objectification and even materialization, thereby
implicating and bringing to light the requirements for
creation. The conceptions developed by Jakunin for
a materialization of the narration, which is immaterial in and
of itself, illuminate the complex interrelationships of a system
that is dependent on reciprocal references and references
to writing and materialness.

It is precisely through the specific inclusion of materials as
textual and meaningful narrative units in the book body that
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Jakunin takes a position in the discussion affected by media
change, which speaks in favor of the material integrity of the
book. The way in which he picks up text-based content and
stages it in the book is hardly conceivable without the
concrete materiality. As much as the media functions could be
simulated with digital means, the reference to the contextual
requirements of the texts given by the material would remain
open. Charms’ work constituting experimental approach
would remain a written episode. In the book objects
of Charms’ Room, on the other hand, it becomes tangible.
While the concrete book body combines content and form into
an inseparable unit, the cohesion would be lost in a digital
implementation at the latest in the process of reception,
in which the content is accessible via a reading medium that is
not the book itself, at best only simulates it. With e-books or
readers, the individual book pages and the entire book
coincide on the screen. Physical expansion is as little
experienced as material-related properties.

3. Creation of meaning through media expansion of the text and
content

Works by the artist Evgeniy Strelkov, who is based
in Nizhny Novgorod, show that the integrity of form and
content does not necessarily have to be tied to the physical
material of the book body in the artistic use of the medium
of book. In the artist books he designed, digital media expand
the meaning. The work Tretja idea is to be cited as an
example.! The title goes back to the physicist Andrey
Sakharov, who described the process of developing the
hydrogen bomb in his memoirs but could not be very specific
because his team’s research was classified as a military secret.

1 Evgenij Strelkov: The Third Thought, 2017, Leporello, screen printing on
paper, film material in envelope, video recording with music by Igor Kolesov,
33.5 x 23.5 cm, Niznii Novgorod: Dirizabl, 2015.
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In his memoirs which he later wrote in exile in Nizhny
Novgorod (Gorky in Soviet times), he explains that the energy
released as X-rays during the nuclear fission experiments not
only heats the hydrogen and triggers a thermonuclear reaction
but also causes significant amounts of the X-rays to escape
into the atmosphere. The research team wanted to clarify how
all the energy could be bundled in an explosive device and
used for detonation, and to consider which measures for
physical processing could be considered in order to ultimately
achieve the military balance of the military with an effective
weapon control major powers. The first steps towards the
development of such a nuclear weapon had already been made
during the Second World War and crucial considerations were
expressed by both Vitaliy Ginzburg and Andrey Sakharov
which is why Sakharov, when the breakthrough came
in 1954 with the formulation of the central work steps, of the
«third idea» spoke.

The research team had been deployed
in 1947 to a territory called Polygon Arsamas-16, which, far
enough from larger cities, was used for development and
experimentation with nuclear technology. The monastery
of St. Serafim of Sarov had been on the site until the
1917 revolution. The empty church was now the center of the
new atomic base. The nuclear tests were carried out
underground, but this did not prevent the structure of the
monastery from being damaged, so that the church was finally
demolished and the iconostasis destroyed.

Strelkov’s book now takes up what is happening around
the research center, but reverses the point of view by showing
the effect of the X-rays emitted into the atmosphere, which
initially played only a subordinate role for research. It is
therefore a question of using the publication as a means
of expressing a non-sensual but powerful phenomenon and
of highlighting qualities that cannot be descriptive. Following
the concept of expressing the invisible, Strelkov places the
vanished iconostasis at the center of his book. He focuses on
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the Deesis group, the representation of the main saints in the
middle of the icon wall. Since the individual images of the
saints, although merged into a unit in the iconostasis, are
each independent icons, Strelkov refrains from linking them
in his publication with a book binding so that they can be
loosely summarized in a folder instead.

See illustrations 7, 8, 9 at the end of the entire publication of this
article in three languages.

The picture panels show the archangels, the apostles and
the woman giving birth side by side, but their bodies are
represented as if they were illuminated by X-rays because the
skeletons appear under the robes of the figures. The
presentation is based on the installation context of the work,
in which the same motifs came to the exhibition on
transparent foils in a light box, suggesting the impression
of real X-rays.

The text written by the artist, illuminating the background
of his concept, is printed on the inside of the folder that serves
as a cover for the page sequence.! At this point it appears as
a paratext which is part of the publication, but has no content-
defining function. Strelkov, on the other hand, relocated the
actual narration to a data medium with a film recording.

! During the development of the hydrogen bomb in the 1950s within the
closed polygon Arzamas-16, which was only accessible to scientists, and
in which the Sarov Monastery was located, the «third idea» was formulated.
One of the leading scientists, Andrey Dmitrievich Sakharov, uses this name
to encode one of the key points in his diary notes. The «third idea» concealed
the question of how the immense X-rays released during the nuclear tests
could be used for the thermonuclear detonation of the bomb. As a result
of a series of underground nuclear ignitions, the Uspensky church of the
monastery was damaged and soon demolished and the iconostasis destroyed.
The figures in the Deesis series appear illuminated by X-rays. This and the
reference back to the dramatic story, which is linked to the development
of the bomb, together with the metaphor of the all-shining light...
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In a three-minute sequence, this shows the formation of an
explosion mushroom, as it arises when a hydrogen bomb is
detonated. The film is underlaid by a soundtrack on which the
sounds can be heard, which are reminiscent of an a capella
performance.! On the one hand, the music associates the
carried sounds of orthodox church music and, on the other
hand, corresponds to the greatly slowed down recording of the
course of the explosion, which appears to be frozen, as it were.
Only the sound strip conveys a transitive course, which in turn
communicates itself to the cinematic process. At the same
time, however, this audio track recalls the atmosphere of the
church interior with its iconostasis, which no longer existed at
the time of the explosion. Only the pictures of Strelkov still
remember him. [lluminated by X-rays, they connote a divine
light that promises salvation. However, linked to the
explosion, the promise of redemption called here appears
doubtful, its basic ideas are the opposite. As sarcastic as the
connection between the redemption of humanity by the
hydrogen bomb appears, on the other hand it recurs to the
original view that motivates atomic developments. Sakharov
was initially convinced that only nuclear armament would
maintain the superpowers’ balance of power to the extent that
war would be prevented.

In the case of The Third Idea, there are two medially
different text carriers side by side, which work synergistically
through their respective specific possibilities and above that
constitute a work. The statements made in the respective
medium do not just add up, they rather promote each other, so
that only from the synopsis does the statement intended with
the work become meaningful. Digital and analog forms
of communication interact in that the video recording triggers
an association that ties the image back to the printed motifs
of the book. The sound acts as a mediator, which is added as

! The composition comes from Igor Kolesov.
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a third mediating element alongside the static and moving
image. All media have a constitutive effect, but are not based
on text. The only existing text is placed in such a way that it
appears to be separated from the narrative process.
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BUOJTA XUNbAEBPAHA-LLIAT?

TEJNIO KHUIT'U KAK CMbICJTOOBPA3YIOLLAA
YACTb NMOBECTBOBAHNWA. K BOINPOCY

O MNMEPEJIOXEHUWN HAPPATUBA

HA MATEPUAJI

ITepesod HemeyKo20 opueuHana Ha pycckuti s3vik Enuzasemaot
Hozadkunoii, Hpurst ConomoHosoti, Apursl Hekt00080ii>

A6cmpakm

He BbI3bIBa€T COMHEHMI, UTO AUIKUTAIN3ALMS OKa3ajaa BIUSHMeE
Ha MaTepUabHYIO CelMUKY CYIIeCTBOBAHMS KHUT. A KaKk OHa I0-
BJIMSIIA HA coflepskaHue? B 4aCTHOCTH, B TeX CJIyvasiX, KOrha IMOBECT-
BOBaHMe BeJleTCsT He TOMbKO C MOMOIIIbI0 TekcTa. Borpoc, B mepByio
ouepenb, akTyasleH JJis XaHpa M3BeCTHOrO I10J, Ha3BaHMeM «KHUTa
XYIOKHUKA», KOTOPBIi IIpeAriosaraeT oBecTBOBaHME C IIOMOIIbIO
BHEIITHETO BMIa U MaTepuasa, a 3HauuT, CHUMaeT IPOTHMBOIOCTaB-
neHne Gopmsl u comepskanus. Tekct, M3obpaxkeHue, popma, MaTte-
puasl B 3TOM (JIydae SIBJISIIOTCS paBHO3HAYHBIMU B Ilepeiavye CMbIC/a,

! loktop Buona Xunvdebpaud-Illam — CHeLMaiuCT O TEOPUM UCKYCCTBA
u naurtepatypbl. OHa 4BJseTCsl IpernomaBaTeneM YHuBepcurera [é€re
B0 ®paHkdypre-Ha-MaitHe (TepMaHusI) 1 MPUIIALlIeHHBIM IIperoiaBaTeneM
Kadenpsl BceobIeii MCTOPUM MCKYCCTBA MCTOpMYecKoro dakyiabrera MI'Y
umeHu M. B. JlomoHocoBa. Ee OCHOBHble HayuyHble MHTEpPEChl BKIKUYAIOT
B3aMMOCBSI3Y MEXKIY TEKCTOM ¥ M300pakeHMeM, B UYaCTHOCTY, XYIOXKe-
CTBEHHBIM OOJIMKOM KHMIU. ISl TIOMydYeHMs] IOMOTHUTENbHOI MHbOpMa-
uyn: www.hdschat.de.

2 Enusasema [Jozadkuna — coTpygHUK Myses apXuTekTypbl uMmenu A.B.Iy-
ceBa B Mockse; HpuHa ConomoHosa, ApuHa Hekntodosa, TIpeACcTaBiIsIiOT Ka-
benpy Bceob1Lelt UCTOPUM MCKYCCTBA MCTOpUYecKoro axynbreta MI'Y ume-
Hu M.B JlIomoHOCOBa,
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eqTu He BOO6IIe CMBICIIO00PasyIoIMMH sjieMeHTaMu. Ha Heckosb-
KUX MpUMepax COBPEMEHHbIX POCCUMCKUX KHUT XYIOKHMKOB B 9TOIA
cTaThe OyJeT MoKa3aHo, KaKMM 06pa3oM MaTepuasl TOMOIHSIET 3a-
JlaHHOE OIpeieJIeHHbIM MUY HEeSIBHBIM ITOATEKCTOM CofiepskaHue.

Knioueeabsle cnosa

TekcT, KHUTA, CMBIC/T, MUHTepIIpeTaLys, BOCIPUsITIe, KOMMYyHUKA-
us.

IpedeapumenvHole pa3mbluLieHUs 0 pa3auduu popmel u coodepica-
HUs, a MaKce 0 NepeocMblCleHUU KHU2U KaK MeKCcInoeozo Hocume-
g

V3ydyeHre NMCbMEHHBIX HOCUTEJEN, KaK MPeICTaBIIsIeTCS,
MMOAYMHEHO CTPaHHOM, HO MMINUIMIIMTHO 3aJ10KeHHOJ B CaMOM
TEepMIMHE IBOMCTBEHHOCTU: COCYIIECTBOBAHUS HEMATepPUAJIb-
HOT'O M3MepeHMsI TEKCTOBOTO COAepKaHUsI U KOHKPETHOM Ma-
TepuaJbHOM (opMbI, B KOTOPOM OHO BoOILIOIIaeTcs. [IpeHe-
OpeskeHue MOCAeOHUM B MOJIb3y HappaTMBa MPUBEIO K TOMY,
YTO B TeUeHMe BEKOB KHUTA BOCIPUHMMANIACh KaK MUCbMEH-
HBIIi MenuyM 6e3 yJyeTa BbIpa3sUTEeIbHON [EHHOCTU COCTaBJISI-
IOIero eé marepuaga. XOTsS CIyday TECHOTO COTIJIaCcOBAaHMS
dbopMbI U comepsKaHMSI MbI MOXKEM ITPOCAeOUTDb HaumHast ¢ XVI
B., KOrja AJIs1 0COOBIX M3maHMil pa3pabaThIBajICS CIelyalb-
HbIVi mWpudT: HanpuMmep, Antiqua [JIsI KJIaCCMYECKUX TEKCTOB
mmu Chaucer Type Yunbsima Moppuca Ojsi IIpou3BemeHNi
I>xeddpu Yocepa, — Bce ke KaskeTCsI, UTO MPOAOJIKAIOIIECS
Mpo1ecChl OIM(PPOBKY MUCbMEHHOTO HacIeaNsl TOAKPEIISIOT
TOYKM 3peHMs], pa3rpaHMUMBalIOlL/e COAepKaHue U MaTepu-
aJIbHOCTD'.

! Hanbonee paHHMe NpUMEpPhl MCIONb30BaHMsI WIPUQTOBOM TrapHUTYPEI
Antiqua BMecTo Duktus des Meisels B TekcTax r'yMaHMUCTOB C LI€JIbI0 IPUIATD
MOCJIENHUM TO00aIoIINii BHEIIHUI BuJT BcTpevatoTcsl Y Hukomns JKaHcoHa
n Anppga Manyuus B Utanum wiu Knoma l'apamona Bo ®@panuyun. B 1893 T.
Vunbsim Moppuc pa3paboTtan co6CTBEHHbIN MpUdT 1 3aTUIaHMPOBAHHOTO
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OTCTa/NIOCTh 3TUX B3IVISAIOB CTAHOBUTCS OYEBUIHON YyiKe
B Havaje XX B., Korga ImpobyiemMa pasmaeneHusi GOpMbI U CO-
oep>kaHMsI KHUT TIOJIydaeT pa3BUTHE B paccyxkaeHusix Mopu-
ca bnaHIIO 0 KHMKHBIX KOHUeNusIX u B pednexcun Creda-
Ha Matapme?. B cBoeit moaurpaduyeckoil IpeseHTanun
ctuxoTBopeHus: «Un coup de dés» 1897 r. mosT mpoaeMoOH-
CTPUpPOBAJ 3HaUeHMe Kak wpudra, Tak M MHTepBaaa MeXIy
cTpokamu. PacrnonoskeHue TekcTta B ¢opMe HOTHOM 3amucu
C cobmofeHneM MYy3bIKQJIbHBIX MPaBWI MO3BOMMIO0 Masuiap-
Me OTpa3suTh BO BHEIIHEM BHUJE TeKCTa ero aKyCTuUuecKoe
cogepkaHue. TeM camMbIM OH TOKa3aj, KakK CWIbHO BJIMSIET
MaTepuasibHas COCTaBJISIONIAsl HA TEKCT, a Takke MPOJeMOH-
CTPUPOBAJ BaXXHOCTb He3allOJHEHHbIX TeKCTOM IPOMEXYT-
KOB [IJis1 opraHmsanuu aucra. O4eBUAHO MHTEPBAIbl MEXIY
CJIOBAaMM M CTPOKaMM He TOJbKO CO3[aJy MPOCTPAHCTBO IJIs
TEeKCTa, HO ¥ TO3BOJWIM MaTepuaay Kak JeiiCTBUTeIbHOMY
HOCUTEJTI0 TEeKCTa MPeIbsIBUTH cebst unTaTesio. bembie yuacT-
K1 Gymaryu CTaHOBWINMCH ITOJIEM Pe30HaHCa, B KOTOPOM OT-
paXkasiocb ¥ TPOAOJDKAIOCh 3ByuaHue JioB. CTOIMKY OCTaB-
mMXcs Tocjie cMepTu Maapme pyKoOMmuceil 06HapyKuI
u omybnaMkoBas Ion 3aroioBkoM «Le livre de Mallarmé.
Premieres recherches sur des documents inédits» >Kak Ille-
pep. biaromapsi aToMy M3HaHUIO, CTAJI0 OYEBUAHO TOSIBJIE-
HMe HOBBIX B3IVIOB Ha TPaAMUIMOHHOE KHMKHOE IIpo-
CTpaHCTBO. M3 Bcex BUAOB 3TOr0 HOCUTeNss Majutapme
B CBOMX pa3paboTKaxX OTAaBaj IMpeNIouTeHyue T. H. «BIOKy»,
TaK KaK OH COOTBETCTBOBAJ TIPEACTABIEHMUSIM aBTOpa
06 obbeMe M [OCTATOYHOM pasmepe KHuru?. KoHuermms

uM usganus pabot xedbdpu Yocepa. CBOIO rapHUTYpPY M3ZaTeslb Ha3Bal
Chaucer Type, momuepkuBas BOIUIONIEHHYIO B Heii CBSI3b COAEpsKaHUS
" GOpMBI.

2 Blanchot, M. Ou va la littérature // Ders.: Le livre a venir, 2. Aufl., Paris:
Gallimard 1959. P. 326-358.

5 Scherer, J. Le livre de Mallarmé. Premiéres recherches sur des documents
inédits, Paris: Gallimard 1957.
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Masiiapme SIBjisieT HaM IIpMMep MOHMMAaHUS TEKCTa, CMBbICI
KOTOPOTO HEe CBOJOUTCS MCKIIOUUTENIBHO K OYKBAJIBHOMY CO-
Iepkanmio. OgHAKO OHA He SIBJSIETCS eIVMHCTBEHHOW B CBO-
eM pope. DTa KOHLEMNLMS MPUHALJIEXUT TPAAULIUKU, UCTOKU
KOTOpOJ MOXHO IpowiennTh B aHTuM4HOl Carmina figurata,
a [JajbHelilllee pasBUTME — B 3M0Xe poMaHTu3Ma. Kpome
Toro, Heobxomumo OTMeTuTh PomaH JlopeHca CrepHa
«<Knusup u MHeHus Tpucrpama IleHau, [IKeHTIbMeHa»,
B KOTOPOM aBTOP MCIIOb30BaJl B KaueCTBe BbIPAa3sUTEIbHBIX
CpeACTB He3amnoJIHEeHHble TEeKCTOM IPOCTPAHCTBA CTPAHMUI]
1 0COOBIVi MaTepuas: MpaMOpHYIO Oymary.

PaHee pmaBiee o0 cebe 3HATh MpPeACTaBIeHNE O KOMILIEKC-
HOM 0hOpPMJIEHMM, KOTOPOe He TOJbKO 0OpamiIseT Comepska-
HMe, HO M caMO I0 ceOe BBIPAsKaeT B COOTBETCTBUU C HUM,
CTaHeT Kpelo KHMKHOTO IM3aifiHa, KOTOpOoe M3MEHUT CII0Cco6
obpaleHus ¢ TeKCTOM ¥ KHUTOJ camoe Mo3gHee ¢ C MOMeH-
Ta TOSIBJIEHUS] KHUT XyOOKHMKOB. Pasymeercs, He SIBJISIETCS
CJIy4aliHbIM TO, YTO 3HAY€HMEe KHUTM KaK MefguyMa, OLMHA-
KOBOTO COUYEeTaloIero B cebe HeMaTepuaJbHOE ¥ MaTepuasb-
HOe OyIgeT aKkTyaJu3MpOBAaHO B >KaHpPe KHUT XYIOKXHUKOB
MMEHHO TOTAa, KOrJa TeXHOJIOTUM, KONMPOBAJIbHbIE alapa-
Thl ¥ KOMIIBIOTEDBI, BIIEPBble HAYHYT MCIIOIb30BAThCS B XY-
JIIOKeCTBEHHOM Mpou3BozacTBe. [louTm B 3TO ke BpeMsl BO-
npoc GoOpMbI U COHepskaHUsI BHOBb CTAHOBUTCSI TPeJMeTOM
obcykmennsi. Tak, VYimucec KappuoH o0paTua BHUMaHME
Ha pasgeneHue TeKkcTa U KHUTU B craTbe «The New Art
of Making Book», BmepBble OIyGJIMKOBAHHOV B MEKCUKaH-
ckoM XypHasie «Kontext/Plural». B aToit pa6oTe OH yKa3bIBa-
€T Ha TO, YTO KHUTY He OrpaHMYMBAIOTCS Tekcramu®. UTo6b

4 Cm. c. 39 1 40 o «Le Livre»: Scherer, J. Le livre de Mallarmé. P. 53. [Ipencras-
JeHue MajlapMe 0 KHUTe OT/IMYAIOCh MPeNCTaB/IeHUM O Hell Y POMaHTUKOB
CBOEJ KOHKPETU3MPOBAHHOCThIO. XOTS KHMKHbIE KOHIEILNUY POMaHTUKOB
¥ MOYKHO Ha3BaTh BCeOOHEMITIOIIMMU, BCE 3Ke ITPend/iasasio B Hux Mmetadopu-
yecKkoe 3HaUeHMe, KaK, HallpyuMep, B 3HaUeHU KHATY IPUPOLBI.
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OTBETUTb Ha BOIIPOC, UEM BCE-TaKM OHU SIBJISIIOTCS U UTO UX
OTIMYAeT OT TEKCTOB, aBTOP IE€PEYMC/ISieT B MEPBBIX IIECTU
pasziesnax OCHOBHbIe KOMIIOHeHTbI KHUrU. ComtacHo Kappuo-
HY, MPOIECC MepeNNCTbIBAHNUSI CTPAHUI] 00/1alaeT He TOJIbKO
MeqMaTbHBIMM ¥ MaTepUaJbHbIMM KauecTBaMM, HO TaKkKe
CO3[AET MPOCTPAHCTBEHHOE M BPeMEHHOe M3MepeHue, KOTO-
poe pemmTeNbHBIM 00pa3oM OIpenessieT CYIIHOCTb KHUTM.
Torma Kak TEKCT IOJy4YaeT MaTepuajbHOEe BOIUIOLIEHME
M BHEIIHUI BUJ, TOJBKO IMOCPEACTBOM IMMUCbMEHHON (uKca-
min®. CeromHs paccykaeHust KapproHa MOTYT IOKa3aThCs
6aHasbHBIMM. OgHAKO B HMX ObLTa 06O3HAUeHa IMpobiaemMa
pPacIpoCTPaHEHHOTO HECTPOTOTO YIOTPeOGIeHUsT TTOHSITUI
«TEKCT», KKHUTa», «JIMTepaTypa», KOTOpoe MPUBOIUT K ypaB-
HEHMIO TPUHUMIIMAIBLHO M CYIIHOCTHO Pa3HBIX acIeKTOB M,
K TOMY K€, pa3MbIBaeT I'PAaHMIIbI MEXKAY 3HA COCTABJSIONIN-
MM MaTePUATbHOTO ¥ HEMaTePUaTbHOTO.

SCm. opuruuan: Kontext. 1975. No. 6—7. Tlo3gHee OH 6GbUT MepeU3aH:
Lyons, J. (ed.): Artists’Books. A Critical Anthology and Sourcebook. Layton:
Peregrine Smith Books, 1985, u 3arem BHOBb B 1992 romy: Schraenen, G.
(ed.). Ulises Carrion: We have won! Haven’t we? Amsterdam: Museum Fodor,
1992. B 1982 TekcT 6bUT HaleyaTaH Ha HEMEIIKOM SI3bIKE B SKypHae:
Wolkenkratzer (No. 3/82).

6 Tlo mHenmio KappuoHa, BeIpaskeHMe «IIMCaTh KHUATY» SIBJISIETCSI HEBEPHBIM,
ITOCKOJIbKY aBTOp MHUIIET TEKCT, a He KHUTY. Takas TOYKa 3peHus IIePeCcTaéT
ObITb CETONHS AKTYaJbHON B CBSI3M C IIOSIBJIEHVEM HOBBIX TEHAEHIUI
B OCMBICJIEHUY 3TOTO HOCUTENS. TaK, COBpeMeHHOE JIMTepaTypHOe IMTPOU3BO/I-
CTBO CBUIETEIbCTBYET O TOM, YTO aBTOPBI HE TOJBKO OCO3HAHHO YYaCTBYIOT
B pa3paboTKe BHEIIHETO BUAA TEKCTA, HO M Pa3sMbILUISIOT HAJl €€ Meaualib-
HBbIM ¥ MaTepUabHbIM 0COOEHHOCTSIM Y3Ke B ITpoliecce Hamucanus. Tak, be-
HbsiMuH LlTeitH B pomane «Die Leinwand» («XosCT») OMCbIBAeT OOHY UCTO-
PMIO C IBYX TOYEK 3pPEeHMSI, KOTOPbIE B KOPITyCe KHUTU «UIYT» HABCTPEUY JPYT
IpYry U BCTpeualoTcs B cepenmuue. CM.: Stein, B. Die Leinwand, Miinchen:
C.H.Beck 2010. «ITepesioMHbIe pOMaHbI» IIPEJIATAIOT YUUTATEISIM IBA CITOCO6a
MIPOYTEHMS (C HAYasIa U ¢ KOHIA). VI3IaHus 3TOTO PO/ia MOKHO Y3HATH IO 06-
JIOSKKaM, OJMHAKOBO 0(OPMJIEHHBIM C 06€MX CTOPOH KHUTY KaK TUTYJIbI.
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bnarogaps Mannapme u Briocinenctsum Kappuony, nosiBu-
JIOCh TTIOHMMaHMe TOTro, YTO HY’KHO He pa3nensaTh Gopmy u co-
Jlep>)kaHMe KHUTU, HO TIOAYEPKUBATh UX BHYTPEHHIOIO COenu-
HeHHOCTb. KpoMe TOro, Heo6XogMMo 0OpamiaTh BHMUMAaHMeE
Ha (GaKkTOpbl, KOTOpPbIe B CBSI3U C MX HEOUEBUAHOCTBIO JOJITO
1160 BOOOIIE He 3aMevaauch, MO0 paccMaTpUBAIUCh HEIO-
CTaTOYHO BHUMAaTe/NbHO. iMeHHO B 1960-X IT., KOTOa TepMMUH
«KHUTA XYOOXKHMUKA» YTBEPAWICS B paMKax KOHLENTYaJIbHOIO
MCKYCCTBA, B MEPBYI0 Ovepelb XyOOXXHMUKM, a TO3JHEee BCe
6onbmie rpadukoB M odopmuTesneit, Hayaau IPEIbSIBISITH
MyoMKe TpMMepbl IMPOM3BeIEeHUI, B KOTOPbIX KHMUTa pac-
CMaTpUBAJIACh IIMPOKO: KaK MPOCTPAHCTBO AM3aiiHa ¥ KOMMY-
HUKalMK. [7y6oKue pasMbIIUIEHUSI HaJ MaTepyualbHOCTBIO
M MeIMaTbHOCTBIO 3TOTO0 HOCUTEJIS IPUBOAVIIN aBTOPOB K BbI-
BOLY O TOM, UTO CHMHEpreTMYeckoe AeiCTBME 3TUX KauecTB
BBIXOAUT 3a paMKM IPOCTOTO cymmupoBaHus'. ITomxom Xy-
IOKHUKOB TaKke OTIMYAJICS OCOOBIM BHMMAaHMEM K IIPO-
CTPAHCTBEHHOMY M3MEPEeHUI0 KHUTU, KOTOPOE OMMUChIBAIOCh
Kak IToJie JeiicTBUS, ClieHa WM MeCTOo npouciiecTsus. Ilorpy-
JKeHMe B MPOCTPAHCTBO OCYILIECTB/SIOCh, C OLHOI CTOPOHBDI,
C TIOMOIIbI0 MeTa(opUKY, YIIOAOOSONElN TPUPOAY U YesIO-
BEUECKYI0 XXM3Hb KHUTEe, C OPYroii CTOPOHBI, pacCIIMPEHHOTO
3HaKoBOro ob6o3HaueHus (Zeichenbegriff), koTopblit npume-
HSIeT BbIpaOOTaHHBIE AJISI TEKCTOB KPUTEPUM K HETEKCTOBBIM
crioco6aM BbIpaskeHMsl. T1omo6HBIM pa3HOOOpasHbIM (GopMam
MoCpeJHNYECTBA CTPEMUTCS COOTBETCTBOBATbh CEMMUOTUYE-
CKOJl MeTOA, MYJIbTUMOLAIbHOCTU, KOTOPbIE SIBHO BKJIIOYAET
MHTepMeJMaabHble CBI3Y, MeAMaKOHBEPreHI NN, a TaKKe B3a-

! Tlompo6HOe 00BbsICHEHVE MOKHO HAMTY B MyOGAMKALMSIX XYOOKHUIIBI U aB-
TOpPa COOCTBEHHBIX «KHUT XYIOXKHMKa» [)KOaHHBI [IpyKkep, a Takke B pabo-
Tax AHHM MémmH-Ienkpya. Cm.: Drucker, J. The Century of Artists «Book,
New York: Granary Books 1995 (20042); Mceglin-Delcroix, A.Esthétique du
livre d’artiste 1960—1980. Une introduction a I’art contemporain, Paris: Le
mot et le reste, 1997 (2012).
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MMOJIeICTBME BhIpaKEHUSI M MeAuyMa, He Tpebys] OgHAKO Of-
HOBPEMEHHOTO ITOSIBJIEHNSI BceX (GaKTOpOB!.

[Ty6nmmkatyy HoBoii JIOHAOHCKO¥ IIIKOJIBI O TEOPUSIX MYJ/Ib-
TUIUTEPATYPHOCTY Y TECHO CBSI3AHHBIX C HUMY paboT O MYJTb-
TUMOJATBbHOCTY CIIOCOOCTBYIOT TOMY, YTO KHMUTA pacCMaTpu-
BAaeTCs MCUIeNOBATENSIMM B OOHOM pSAY C TEXHOJIOTUSIMU
1 ¢popMamMy KOMMYHUKALNY, & €€ TPONYKTUBHBIN MOTeHLMal
B3aMMHO 00yC/IaBIMBaOIIMX (PAKTOPOB M3y4yaeTcs B MMOCTOSIH-
HO M3MeHsIeMbIX YCUIOBUsIX2. OOCYKIOeHMe B3auMOIECTBUS
apredakra ¥ MeauMymMa B paMKax MCCIeIOBaHUSI MYJIbTUMO-
JJIbHOCTU pacIiupsieT MTOHMMaHue TEKCTyaJlbHOCTU U MOBBI-
miaeT goBepye K MaTepuaJbHbIM XapaKTePUCTUKAM KHUTU.
[TocnenHss 1MO-TIipeXXHEMY TOHMMAETCSI KaK TeKCTOBBIA WMH-
(dbopMalMoHHbBI HOCUTENb, OIHAKO TEKCT Telepb MOXeT (PUK-
CUPOBATHCS APYTMMMU CPEACTBAMMU. DTO MO3BOJISIET Pa3pellnThb
MPOTHBOIIOCTaB/IEHNE TMCbMEHHOTO ¥ 06pa3sHOro, a TaKxke
dbopmbl U comepskanusi. Popmupyroumecs: 06pa3HO-XyI0XKe-
CTBEHHbIE KOHIIEIIThI, 0COOEHHO 3a/e/CTBYIONIME MaTepuasIb-
HYI0 COCTaBJISIOLIYI0 KHUIM, IOKa3bIBAlOT, KaK COAepkaHue
CTAaHOBUTCS MTPeAMETOM OOCYKIAEeHMUS BCIEACTBYME PACIIMPEH-
HOTO TIOHMMAaHMS TeKCTa BHe BepOaJbHOTO omycaHus. Tekcr,
MpeIiecTBYIOMIA M3OaHUI0 KaK MbICI€HHBbIA KOHCTPYKT

I B o Bpems kak Teo Bau JIéBeH u ['toHTep Kpecc CUMTAIOT, YTO MYJIBTUMO-
JATbHOCTH TPEX/E BCETO B3ayMO3aBUCKMa OT MOLYCOB ¥ MeJUYMOB, DTKEH
MMOHMMAET IO STUM TepMUHOM OTHOIIIeHMEe 06Pa3HOr0 TEKCTa K Pa3sroBOp-
Homy. Cm.: Van Leeuwen, Th. Multimodality, Genre and Design // Norris, S.
(ed.): Multimodality. Critical Concepts in Linguistics. Vol. II. Multimodality —
the Beginning of the New Area in Research 2000-2005. London — New York:
Routledge, 2016. P. 329-413 and Oetken, M.: Wie Bilderbiicher erzdhlen —
Analyse multimodaler Strukturen und bimedialen Erzéhlens im Bilderbuch.
Oldenburg: BIS der Universitdt Oldenburg 2017.S. 17.

2 0 uoBoit Jlongouckoii [IIkoe u € HOCTMKEHUSIX B U3YUEHUM MYJIbTUTPA-
moTtHOCTHU cM.: Cope, B., Kalantzis M., (ed.) Multiliteracies: Literacy Learning
and the Design of Social Futures. Routledge: London, 2000; 0 My/J1bTUMMO-
nanbHOCT cM. Norris, S. (ed.) Multimodality (Anm. 8).
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M COCTABJISIIOLINIA €r0 CcofepyKaHye, OBEIeCTBIISIeTCS B MaTe-
puajge U OOMMCHIBAETCSI B CAMOM Tejle KHWUTM. Y3HaBaemas
M UCIIONb3yeMasl MYy/JbTMMOAAJIbHOCTb KHUTY B TBOPUYECTBE
XYIOKHUKOB OOHAPYKMBAETCSI BO BCEX TOMAaX M COOPaHMSIX
He [TOTOMY, YTO IPUMEpP OJHOI KHUTY HEeJOCTATOYHO IOKa3a-
TeJieH, a AJIsl TOT0, YTOOBI MPOIeMOHCTPUPOBATD, UYTO MIPUUMH-
HO CBSI3aHHBIE C KHUTOVi JKaHPbI MPOJO/IKAIOT CBOJ HAppaTUB
3a MpeJenaMu KHVKHOTO TeJla, 0CBOOOXKIASICh OT MPUBBIYHOTO
MMCbMEHHOTO MeauyMa. OTO OOBSICHSIET TOUYKA 3PEeHMSI, KOTO-
past rosiaraeT 06bEKTOM aKTa UTEHMSI He TOJIbKO TEKCT, HO W,
MMOHMMasI TEKCT B IIMPOKOM CMBICTIE, TI06yiI0 opMy BbIpasu-
TenbHOCTM. COIMIAaCHO €¥f, MOPOoKAaeMoe TEKCTOM CMbICI0006-
pa3oBaHMe He OTPAaHMYMBAETCS KPEATUBHOCTHhIO MHIMBUAYY-
Ma, Ha3bIBAEMOTO aBTOPOM, HO KOHCTUTYUPYETCS TaKxKe
U B aKT€ BOCIIPUSITHUS.

2. IlepenosiceHue Happamuea Ha mMamepua

B kauecTBe mpumepa CMbICI00Opa30BaHMsI, KOTOpOE BbI-
XOAUT 3a paMKM TeKCTa U 3a[eiiCTByeT MaTepUalibHYI0 Ha-
JMYHOCTb KHUTY, HEOOXOAVMMO pPacCMOTPETb KOHLEIIN
MOCKOBCKOro xyagokHuka Cepresi SIKyHMHa, Halllefdllue BO-
TJIoIIeHe B ero BbicTaBKe «KabmHeT Xapmcar». DKCIIO3UINAS
BKJIIOUaeT MHOXEeCTBO BUIOB KHUT, TEKCTbl KOTOPBIX U OCHO-
BaHHble HA HUX CTPYKTYpbl TPUHMUMAIOT CaMble pa3Hbie
dbopmbl. SIKYHMH IeMOHCTpUpYeT Hpumepbl MHOOpMAIMOH-
HbIX HOCUTeJel, KOTopbie CYIIHOCTHO OIIpedessioTCs CBoeit
MaTepuaJbHOCTbIO ¥ TpPUHUUIIAMM  (QYHKIMOHMPOBAHMS
KHUTU. B 3TOM CMbIC/ie X HY)XHO MOHMMAaThb KaK ITPOEKTHI,
HarpaB/eHHble IMPOTUB Ka3aJioch Obl 6e3rpaHMUYHBIX BO3-
MOXHOCTel JOuruTanusanuu. BausgHue Ha IOMeIleHHYIO
SkynunsiMm B «KabuHere XapMmca» KHIMKHYIO MPOIYKIIMIO
OKasaJl B 3HAUMTEJIbHOI CTemeHu 06pa3 MbIIIJIEHNUSI T103Ta
HNanuuna Xapmca, MOJABepPraBIIerocsl Mpu XU3HU TIpecsieno-
BaHMIO. BpICTaBKa IMOKa3bIBa€T peIeBaHTHOCTb 0COOOr0 MOJI-
X0/a K MMCbMEHHOMY MeAMyMy, OCHOBAHHOMY Ha IIMPOKOM
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TMOHMMaHUM TeKCTa M KHUrM. Hecyliye OTHeYaTOK 3IOXU
CTUWIUCTUYECKME 3JIEeMEHTbl, KOTOpble MPUMMUCHIBAIOTCS WC-
MOb30BAHHBIM XYIOKHMKOM TEKCTaM COCTaBJISIOT 3HauM-
TeJIbHYIO JOJI0 KOHLeNTa Budyannsdauyun. Kak Toapko B pam-
KaX TBOPYECKOrO TIOAXOMJa KHMUTA BIIEPBbIe OCBOOOKHAETCS
OT cBoeil DyHKUMM, OBITh IVIABHBIM MEeIUYMOM BepOaJIbHOTO
MMOCPeHNYECTBA, TEMOW OOCYKIEeHMSI CTAaHOBUTCS €€ Menu-
aJbHOCTb M HENOCPEACTBEHHO CBSI3aHHBIN C 3TUM HOCUTE-
JeM TapTULUIIATUBHBIMA U TephOpMaTUBHbBIN IOTEHLMAaI.
Tpanchopmanyss He TONBKO CHOPMYJIMPOBAHHOTO B TEKCTE
MOBECTBOBAaHMS, HO U MMIUIMUUTHBIX MUCbMEHHOMY BbIpa-
SKeHMIO YCJIOBUIA, 3aTparuBaeT cTapoe pasjinueHue GHopMbl
U copepkaHusl, KOTOpoe, B CBOIO Ouepefb, HEeIOCPeICTBEHHO
BBIBOAUT HAC Ha BOMNPOC O MaTepuaJbHOCTU TEKCTOB
M Ha paccykaeHue O MeauaKOHBepreHuusx. Pabora SIKyHu-
Ha OYEeBMUIHO CBUAETENbCTBYET O TOM, UTO BJIOKEHHBIE
B TEeKCTbl KOHUENUUM MaTepualbHOCTM U MeOUaJbHOCTU
MMEIOT MpaBO Ha [JaJibHelllee pa3BUTHE, & NMUCbMEHHBIN
MeAMyM HaIlpOTUB MOXET SIBUTbCSI B COBEPUIEHHO HOBOM
CBeTe, eCJiM TONBKO Giaromapsi TpaHcpopmauuu ero IoTeH-
IMaa MaTepUaibHO U MeAUAIbHO CTaHeT LIMPOKO AOCTYIIEH.

KoHIemnuus KHUT CTAaHOBUTCSI YaCTbi0 6eCCIIOpHO MHAM-
BungyanbHOii ctuisi Cepresi SIKyHMHa, pa3BUTHUE KOTOPOTO
HaumHaeTcss B KoHile 1980-xx rr. ChopmMynnpoBaHHBIA UM
TepMMH O0ObeOMHSEeT B cebe Kak Ha3BaHMe IMPMHAIJIeXKAIIero
XYIOXHUKY W3ATeIbCTBA, TaK M 0coboe MpeacTaBIeHNe
0 KHUTe u naurtepatype. Poausimiicss B 1905 r. moat daHumn
VBanoBuu l0OBaues, Bomenmmnii B UCTOPUIO PYCCKOM JUTEpaA-
Typbl MOJ ICeBOLOHMMOM [aHuuia XapMc, BHEC 3HAUUTENb-
HbII1 BKJIAJ B pa3BUTHE XYAOKeCTBEHHOro aBaHrapga CaHKT-
[Terepbypra. [asi €ro TEKCTOB XapaKTepHbI abCypAHOCTb
u ajmormyHocTb. CornmacHo Beprpamy Mrosuiepy, abcypabl Bbl-
pakalT HEKyl0 UYYKIOOCTb SI3bIKY, KOTOpasi IMpOSBJsIach Ca-
Ma co60it Ha doHe ycuiuBaroleiics periaMeHTalyuu KU3HM,
OCYIIECTB/SIBIIENCSI COBETCKMM pyKoOBOACTBOM!. UHbIMMU
CJIOBaMM, He CTOJIbKO pacckasbl Xapmca, CKOJIbKO cama
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KM3Hb, O KOTOPOJ OH paccka3bIBasl, 6bl1a abcypmHOit. Mesb-
yaiilye 3JeMEeHTbhI, Ka3ajJoch Obl, MapTrMHA/IbHBIE [eTaIu
pe3KO MpeBpallaloT OMMCcaHusl OBITOBBIX ClleH B abcypa. [pu
YTEHMUM ITOT MPUEM POKAAET BIIEYATIEHME YIYIIEeHMsS CYII-
HOCTHOTO MOMEHTA, HABOISIIEro OOBSCHEHMSI, KOTOPOro
Ha CaMOM jejie B TeKcTe HeT. Bsaumocsisau y Xapmca mpo-
CIEXMBAIOTCS C TpyaoM. OmHAKO MMEHHO TaKoii CIocob m3-
JIOKeHUSI COOTBETCTBYET yOEXIeHMI0 Xapmca OTHOCUTETbHO
TOTO, UTO YE€JIOBEK B COCTOSSHMM pPacIo3HaThb U, CJIeJoBa-
TeJTbHO, OTHOCUTEJIBHO TOTO, YTO €ro TeKCThI JOJIKHBI ITPO-
SICHSITh. B OHOII 13 CBOMX GJIOKHOTOB OH ITUIIIET:

Eciu 6 Bcs MCTUHA YKIagbIBa/Iach 6b HA IMHUMA @ B, TO UETIOBEKY Ja-
HO BUZETb JUILb YaCTh, HE fjajiee MocaefHel BO3MOXHOCTH (¢). Bo3-
MOKHO, ITyTeM 3¢G1pa MOKHO IIePEeHeCTM CBOE BOCIIPUSITIE B MHYIO
YacTb MUPOBOI UCTUHBI, HAaIpUMep d, HO CY>KAeHME UMETD O «BU-
JIeHHOM» U€JIOBEK BPSIJL JI CMOXKET MO0 3HATh OyeT JINIID BE YaCTH
MMpa Opyr C IPYroM He CBsi3aHHbIe: ac u d2.

OTnnuaronasicsi CMbICJIOBOJ JIOMKOCTbIO XOAa IOBECTBO-
BaHMSI MaHepa IMUCbMa Xapmca CTAHOBUTCS [IJis SIKyHMHA
CTWJIMCTUYECKUM TIPUHIIMIIOM M COOTBETCTBEHHO OKAa3bIBaeT
BAMSIHME HA KOHIEMIMM ero KHUr. [103TomMy BbICTaBKY, 00b-
eAVHSIONIYI0 ero paboTbl, OH HaMepeHHO Ha3biBaeT « Kabu-
HeT XapMmcar. SIKyHUMH OTMeuas, 4YTO OH 33QyMbIBaJl CHe/laTh
MIpoM3BeleHe B AyXe IT03Ta, KOTOpoe Obl SBJSIACh IIOOM
€ro TBOPYEeCKOTo MpocTpaHcTBa. CBsA3bI0 ¢ XapMCOM XYIOXK-
HUK OOBSICHSET ¥ OCOOEHHOCTb CBOEJ KHVDKHOW TMPOAYKIIUMN.

! Miiller, B. Absurde Literatur in Ruffland. Entstehung und Entwicklung,
Miinchen: Sagner. 1978 S. 33, 34; Takke raBa o Xapmce: Miiller-Scholle, Ch.
Das russische Drama der Moderne, Frankfurt a. M.: Peter Lang 1992. Miosn-
nep-lllone paccmaTpuBaeT paboThl 06EPUYTOB B MOIUTUKO-UCTOPUYECKOM
KOHTeKcTe: cM. ebd., S. 158.

2ur. mo: Charms, D. Die Kunst ist ein Schrank. Aus den Notizbiichern
1924-1940. Aus dem Russischen iibersetzt und herausgegeben von Peter
Urban, Berlin Friedenauer Presse 1992. S. 40.
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Tak, MpeuMyIIeCTBEHHO B Haydale TBOPUYECKOTO TYTM OH
MHOTO paboTay ¢ TekcTamu Xapmca, C LeJbl0 MO03XKe obpa-
TUTBCS K MPOU3BEIEHNUSIM €ro COBPeMEHHUKOB U JIMTEPaTO-
paM ApyTuX 3I0X.

2.1 Cepeeli SIkyHun: «9mo 3mo 6sL10»

Kak n gna Xapmca, KOTOpbIi CO34aBajl CBOM TEKCThI OIS
KHUT — XOT$SI KOHKPETHO TaKOBBIMU TIPU KU3HU ObUIM U3TaHbI
TOJIBKO TMCABIIMeECs ISl 3apaboTKa KHUTYU JJiS eTeil — ISt
SIKyHMHa KHMra TakXKe SBJSEeTCS eHTPaJIbHbIM MeINyMOM.
[Ipu 3TOM B cBOet PyHKIMM HOCUTENSI TEKCTA OHA Pa3/IMUHbI-
MM CIIocob6amu MpoBepsieTcs Ha MPOYHOCTS. [To cyTu, mpudr
¥ KHUTA TTOHMMAIOTCSI He TOJbKO Kak MeauyM Ajsl Iepemadyn
CMBIC/Ia, HO MMCbMEHHOCTb paclIUpsIeTcs 10 CEMUOTUUYECKOTO
TIOHSITUSL «3HaKa», BKJOYAs KapTUMHKM, MaTepuUaabl U SI3bIK
o6bekTa. B «UTo 3TO 6bLIO» SIKYHMH BOCCO3HAeT Ha He6GOJb-
IIOM KOJIMYECTBE CTPaHUL] C MOMOLIbI0 CPAaBHUTEIBHO IPO-
CTBIX CPenCTB KOPOTKMII TeKCT Xapmca, HO IepeMellaer I10-
BECTBOBaHME TIOTHOCTbI0O HAa M300paskeHMsI, KOTOpbIe TaKKe
BKJIIOYAIOT HEMHOTI'O (JIOB.

CMmoTpuTe WIocTpaiyu 1 1 2 B KoHIIe Bceit myoamMKaiy HacTosI-
1[ei CTaTby Ha Tpex SI3bIKax.

KapTuHkyM HameyaTaHbl B TaKOM IIOpSIIKE, YTO BbIpe3aH-
Hble M3 KapTOHA MOTMBBI CJIY)KAT IT€UaTHbIM MaTepuaioM.
Iis Tekcra SIKYHMH MCIOJb30BaJ HAOOPHYIO IleyaTh B pas-
HbIX (¢opMaTax. BykBbl, BbDKKEHHbIE OT PyKM Ha Oymare,
dbopmupyioTcs B AMHAMMUUYHYIO CTPOKY IO KOHTYPY KapTOH-
HOTO JIKCTa. BrieyaT/ieHe MOABMKHOCTY MOAYEPKUBAETCS Ta-
KKe pa3an4dHOM MHTEHCUBHOCTBIO IeYaTy, YMTAEMOI B 3aBU-
CMMOCTM OT CTeleHM 3aTeMHEHHOCTM YacTU M300pakeHMsI.
[IpobyskmaeMoe COOTHOILIEHMEM TEKCTa M KapTMHKM BIIEYaT-
JieHye OUMHAMMKU TIepPeHOCUTCS Ha Iocaeayioliye CTPaHMIIbI
B TOJ Mepe, B KaKoit Ha HUX SIBCTBeHHee MPOSIBASIETCS pas-
muaus B Gopmate yacTeil KapTUMHKY, YTO HaMeKaeT Ha CMeHY
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IaJbHero u OMvKHero BuaeHus. I[Ipu 3TOM Ipyr Opyry Ipo-
TUBOIIOCTAB/ISIIOTCSI  pPa3/iMuHble HappaTuBHbIE (AKTOPBI.
K HUM OTHOCATCS, BMeCTe C M306pasmTeTbHbBIMM MOTUBAMMU
M CTPOKAMM TEKCTa, BbI3BAHHbIE OCOOEHHOCTSIMU I€YaTU U3-
MeHeHMs TTOBepXHOCTU. YacTu M300paskeHMs] M TEeKCTa BAAB-
JMUBAOTCI B OymMary HeOAMHAKOBO ITTyOOKO M CO3[AIOT pe-
nbedHYI0 CTPYKTYypy. Eit mpoTuBOCTOMT Apyrasi, cBOGOgHAsI
OT M300paskeHMs] M TEKCTa HepOBHAsl MOBEPXHOCTb Oymaru,
TaK KakK Iepen IMeYyaTbio XYAOKHUK CKOMKAaJI MCIIOIb30BaH-
HyI0 Oymary ¥ mpuaaa eif HaltOMMHAIOIIYI0 ITOTPeCcKaBIIYIOCs
MTOBEPXHOCTh MAC/STHOM KapTUMHBI KPAKeTIOPHYIO CTPYKTYPY.
13 3TOro HeperyasipHOro penbeda U BBITEKAIOT crienyduye-
CKM€e TTIOMEeXM JIMHETHOMY ITOBECTBOBAHMUIO.

[ayee CTAaHOBUTCS 3aMeTHA HECBSI3HOCTDb YacTeil M306pa-
KeHUsI, KOTOpbIe KAKYTCS HEOXMUIAHHO COeNVHEHHBIMU IPYT
C Ipyrom, 4to 6pocaeTcs B I71a3a emle 60sblie, KOrga pa3sBopo-
ThI OKa3bIBAIOTCS 3aAyMaHbl KaK eIMHOe 1ieJioe, a OTAe/bHbIE
9JIeMeHTbI (OPMaIbHO COIJIACOBAHHBIMU U CTPYKTYPHO CBSI-
3aHHbIMM. OHAKO CJIeAyeT pacleHMBATh 3TU 3aMeTHbIe pas-
PBIBBI KaK MHTEPHAIMOHAIbHBIN XyHOOKECTBEHHBIN IpUeM,
TaK KaK OHM IMEepPeBOISAT MepPCOHAIbHBINA MOITUYECKUIT CTUIIb
B BU3YJIbHYIO KaTeropuio. IIpy B3Isiie Ha BbIPYCOBBIBAIOIITY-
10CSI CTUJIMCTUKY TIOC/eA0BATENIbHOCTU «M300paskeHe-KHM-
ra», yxe mepervieT «4YTo 9TO ObIJIO» OKA3bIBAETCS BAKHBIM,
Belb Ojaromaps pasjauM4YHbIM B3aMMOCBSI3SIM UM ITPOMCXOXKIE-
HMIO MaTepyuasoB OH BBIHOCUT (hparMeHTAIMI0 TEKCTA U pac-
CKa3a Ha HOBbII YpOBeHb. Pas3nuuHbie BUIObI OyMaru COeqUHS-
IOTCSI Ha TlepefHeli U 3aJHelt 06/0KKax, YTOObl Ha momobue
OpIOYHOTO IIBa KYCOYKOM TKaHM Ha 060pOTe KHUTU COemy-
HUTbHCS B TTOJTHOLIEHHBIN TTeperuierT.

2.2. Cepeeii SIkyHuH: /THe6HUK Xapmca

Bonee BbIpa)keHHBIM 00pa30M OIMMpamInascs Ha XapMmca
" TlepeHeceHHas! B KHIKHYI0 (OpMY XyI0KeCTBeHHO-JINTepa-
TypHasl KOHLIEIMsI 0603HauaeTcs B «/IlHeBHMKe Xapmca», KO-
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TOPBIV SIKYHMH BBIIIOJIHM/ B OOJIBIIOM KOJIMYECTBE BapuaLuii
U U3TaHUI.

CMOTpUTE WUTIOCTPALVY 3 U 4 B KOHIIE BCEIi ITyOIMKaLUM HACTOS -
11eli CTaTby Ha TPeX SI3bIKaX.

OHa TposIB/ISIeTCS B TMIPUMMEHEHUY HEeTUITMYHBIX JIJISI KHUT
MaTepuagoB, a TakKXKe KaXyIIerocs TSKeJOBeCHbIMMU MeXa-
HM3MOB ¥ KpunTorpapmueckmx 3HAKOB, 3aIOJHSIONINX
cTpaHuilpl. ITOMIHOCTBIO BBHITIONTHEHHBbIE U3 [epeBa, C SB-
CTBEHHbIMM CJIelaMy M3HOCAa M COeAVHEHHbIe IPOBOJIOKOIA,
9T KHUTY OKA3bIBAIOTCS TUOPUIHBIMM MeXaHUYeCKUMMU
00beKTaMy, KOTOpble 001afal0T KOHCTPYKTMBHO-UTPOBBIMMU
byHKIMSIMMU 60JIbIIle, YeM OCOOEHHOCTSIMM KHUKHOTO MeIu-
yMa — XOTSl TocjaefqHue B 1eoM uMeroTcsi. OguH TepervieT
BKJTIOUAeT B cebsi HEKOTOPYIO IMOC/TIeI0BaTeIbHOCTb CTPAHMUII,
KOTOPBIMM COOTBETCTBYIOIIMM 00Opa3oM MOXHO OpYAOBaTh
Kak ¥ B 00bIYHOV KHure. OmHAKO MepeBOpauyMBaHMe CTpa-
HUI B «/I[HeBHMKe Xapmca» HAIOJIHEHO 3ByKaMM, C OIHOIA
CTOPOHBI, U3-3a crnenuduueckoit MaTepuaabHOI COCTABIISIO-
mei, C Apyroit — wm3-3a pasgeNeHus] OTHENbHBIX CTPaHUII
Ha TOJIOCHI, Pa36MBAIOIIMXCS HA CTPOKM, KOTOpble HAMO Iie-
peBopauMBaTh Mo OTHenbHOCTU. ObOe 3T 0COOEHHOCTH, 00-
panieHne K aKyCTuKe ¥ creunduka KOHCTPYKIMM, CTOUT I0-
HMMAaTh KaK HaMeK Ha MpUIMCbIBaeMble XapMcCy abCypaucT-
CKMe 3KCIepMMeHTa/bHble MpakTUMKu. Bosee Toro, sTa KOH-
meniusi  ¥MeeT  sSBHble  TapauleiM € U3JaHHBIM
B 1961 y Gallimard Cent mille milliards de poémes (pyc. «Cto
THICSTY MWJIMAPA0B CTUXOTBOpeHMii») Palimona Keno. Kuura
KeHO comepskuUT AecsiTb CTUXOTBOPEHMUI, CTPO(dBI KOTOPBIX
HY>KHO KOMOMHMPOBATb MEKOY CO00M, OIS Uero Kaxkablii CO-
HET «PacKOJIOT» pa3pe3aMy CTPaHMI] Ha CBOU CTPOdbI, KOTO-
pble MOKHO JIMCTaTh IO OTHeNbHOCTM. CaMbIM 3HAUMMBbIM
IJIsS1 KOHLIENIIMM OKa3bIBAeTCsl B He IpMBeAEeHHass B Hayaje
«MHCTPYKIMSI MO0 obpameHuio» PeHo, a ciayxaiasi IeBU30M
unutata AnaHa ThIOpMHra, CTaBIIEro M3BECTHBIM Ojarojaps
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CBOMM BBIUMCIIEHUSIM BepOSITHOCTeli: «To/bKO MaliMHa B CO-
CTOSIHUM OLIEHUTh CTUXOTBOpPEHMEe, HalMCaHHOe JIs1 Opyroi
MaliHbl»!. DTO BbICKAa3bIBaHME Q€T SIBCTBEHHEE CBSI3aH-
HbI/1 C KOMOMHATOPMKOI aBTOMATM3M, M HANIOMMHAET TeM
caMbIM O mpasuiax rpyrrbl OULIPO, kKoTopoit mpuHaaiexasn
Keno. Ipymnma, Ha3BaHMe KOTOPOi OBLIO COKpalleHueMm
oT ««Ouvroir de Littérature Potentielle» («Llex moreHIMaNb-
HOJ JUTepaTypbl») IpeciaefoBana Lelb pacuIMpeHus S3bIKa
no c¢dopManabHBIM IIpaBMJIaM M HOBOe ITIOHMMAaHMe CBSI3aH-
HBIX C TEKCTOM MEAUYMOB. JTOT KeiiC MOXHO HerocCpes-
CTBEHHO IIepeHeCTM Ha CO3JaHHble SIKYHMHBIM THEBHUKU
XapMmca. B SKYHMHCKOM BepcuMM BaKHBIMU OKa3bIBAIOTCS
He YUMTHIBAIOLAsl OpMEHTalMI0 Ha andaBUTHbIEe 3HAKU «TeK-
CTYaJIbHOCTb» U SIBCTBEHHO HalleJIeHHOE Ha XYJIUTaHCKOoe
BIleUaT/ieHMe TeKOHCTPYKIMS KHIDKHOTO Tejla U ee CTPaHuIl.
BMecTe C IeKOHCTpPYKIIMEeN KHMKHBIX CTPaHMUI] MPOUCXOINUT
OTKa3 OT CBSI3HOCTU TEKCTa, OLHAKO OJHOBPEMEHHO CO3[a-
eTCcsl B3aMMOCBSI3b, KOTOpasl yepe3 KOMOMHAILIVIO OTHeIbHbIX
yacTeil B IepClHeKTMBe MpeAriojaraeT CBOe pacllypeHue.
[Ipy 3TOM HEKOTOpble CTPOKM OCBOOOXKAAIOTCS M3 00ILero
KOHTEKCTa CTpaHMUIbl, UYTOOBI CBSI3aThCSI CO CTPOUYKAMU
Ha ApPYyroi crpaHuue. XOTs KHUTA Kak LieJ0e OCTaeTCsl HOCU-
TejleM TeKCTa, OHa Y)Xe He TrapaHTMpyeT IMeperaBaBLIeiCs
CTpaHMLIAMM TOCIeA0BaTeIbHOCTY, M BMeECTe C 3TUM OTCYT-
CTBYET BPEMEHHONM U IMPOCTPaHCTBEHHbIN XOA, pacckasa. [o-
pa3mo B OOJbIleil CTereHM BO3MOXKHOCTh HOBBIX KOMOWHA-
UM CTPOK 3aTparuBaeT <«TeJeCHOCTb» KHUTUM U B CBOEM
10 CTPAaHUYHOM IIPOIlecCe UTeHMS TeKCTa OH KaXXeTCs «IIpo-
CTpaHCTBeHHbIM». [loguepkuBaeMoe 34eCh «pacIpOCTpaH-
CTBOBaHME» TeKCTa Ka)KeTCs IIOXOXKMM Ha paciiupsieMbiit

1Cm. Queneau, R. Hunderttausend Milliarden Gedichte. (Cent mille
milliards de poemes). Mit einem Nachwort von Frangois Le Lionnais, aus
dem Franzosischen {ibertragen von Ludwig Harig. Frankfurt am Main:
Zweitausendeins, 1984.
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CCBUIKAMM B 3JIEKTPOHHOM MPOCTPAHCTBE TEKCT (rumep-
TekcT). O6a crocoba, Kak JAeKOHCTPYKIMSI B3aMMOCBSI3aHHO-
r0 TEKCTa, TaK U OGECKOHEUYHOe paclIMpeHMe 3a CYET CChUIOK,
BBI3BIBAIOT IIPOBAJIbI U NMPEPBIBUCTOCTb.

Takum obpaszom mpumep KeHO IMMOKasbIBaeT, UTO IIPOBO3-
rmamaemoe OULIPO «pacimupeHne Ioaxoaa K TeKCTy» IIPOUC-
XOAUT He TOJIbKO (opMaibHO, HO ¥ MeIMaIbHO, YTO HAIIPSIMYIO
CBSI3BIBAETCS C IKYHMHCKUM CTpeMJIeH/EM COOTBETCTBMS (Pop-
MaJIbHBIX CPeCTB MpeiCTaB/IeHHOMY B TeKcTax Xapmca 06pasy
MbIciieii!. XapMCOBCKOe 9KCIIepMMEHTA/TbHOEe Havaso, COemu-
HSIOLee pasinyHble CTUIIMCTUUYECKME CPeLiCTBA U 3HAKHU, IIPO-
SIBJISIET cebsI B UTPOBOM pelIeHNUY KHIMKHOTO KOPITyCa B 1IeJIOM
M pacIIpOCTPaHsIeTCs Ha 3allojIHeHMe CTPaHuUl] OepeBSIHHbIX
KHUT, KOTOpOe BMECTO 3HAKOMbIX MepOorau@oB U CUMBOJIOB
BKJTIOUAeT MeJIKye IpeJMeThbl, B OCHOBHOM HaxoAKM-apTedak-
Thl, YTOIUIEHHbIe B yIIyOmeHusix pepeBa. CIIEKTpP 3STOTO
HEOOBIYHOTO HAITOJIHEHYS CTPAHUI] PA3HUTHCS OT CKOMKAHHO¥
6ymaru ¥ IyTOBMUILI, MAPHUPOB UM META/UIMUYECKUX TMPYKUH
oo kiwueil u 3aMKOB. OgopmiieHMe MOBEPXHOCTEl CTPaHMI]
B IlepeBSIHHBIX KHUTAaX BapbUPYeTCs B KaKIOM U3 3aJyMaHHbIX
M CO3[TaHHBIX KaK «JJHeBHMKM XapMmca» oobekTax. Hampumep,
Y HEKOTOPBIX e PeBO IMPOCBEPIEHO, TO3TOMY OTBEPCTHS Kak Obl
06eCreynBaT CUCTEMY YITPABIEHMUSI /IS «OnMcanusi». [IIHypbI,
MIPOTSIHYThIE Uepe3 OTBEPCTHUSI, 06pa3yloT COOCTBEHHYIO, KaXy-
LIYIOCS apXaM4HOM CUCTEMY 3HAKOB, K KOTOPOi, B CBOIO Oue-
penb, 6IM30K TPeTUit BapuaHT, MPeCTaBIeHHbIN IKYHUHBIM,

! Ouvroir de Littérature Potentielle (Llex mOTeHIMANTbHOI JUTEPATYPbI) —
3TO rpyIIa, ocHoBaHHas B 1960 roxy ®@pancya Jle JIboHHe u PaiimoHom Ke-
HO, KOTOpBIe CTPEMIIUCH PACIIMPUTH TUTEePATYPHbIE METOMIBI, CJIEYSI JKECT-
KO OmpefeneHHbIM (OPMaNbHbIM DPYKOBOASIMM MPUHLIMIIAM, TAKUM Kak
OrpaHMUYeHMe SI3bIKOBOTO MaTepuana wiu kommosuuuu. 06 OULIPO
u gp. cM. Ingold, F.Ph. OULIPO. Hinweis auf den «Werkkreis fiir potentielle
Literatur // NZZ, 22. Juni 1984;; and in: Von der Heyden-Rynsch, V. (ed.).
(Hg.): Vive la littérature! Franzosische Literatur der Gegenwart, Miinchen:
Carl Hanser Verlag 1989. S. 214-218.
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C BbIPe3aHHBIMMU B JpeBECUHE PYHUUYECKMMU CUMBoOIaMu. Mc-
TIOJIb3YS 3HAKM TaKMM 00pa3oM, SIKyHIMH yKa3bIBaeT Ha JaHHYIO
MaTepPUaJIOM M TEXHUKOM UX COOCTBEHHYIO BbIPA3UTETbHOCTD.
I'py6o ob6paboTaHHOE AEpeBO HAIIOMMHAET 00 apxamyeckoM
MUCTUIM3Me, TaK KakK OH He B MTOCIeAHIO oyepenb pa3 3a pa-
30M BO3HMKAET CpPeIy XapMCOBCKUX uzeii. Pa3inuHbie Bepcumn
SIKYHMHCKUX «[IJHeBHMKOB Xapmca» IMOAPBIBAIOT TPaAULIVOH-
Hble KHVDKHbIE 00bIUay HECKOIbKMMM CIIOCOOaMM: HE TOJIBKO
MCITO/Ib30BaHMEM HETUITMYHOTO /ISt KHUT MaTepuaa, HO U Ta-
KM ITOHMMaHMeM 3HaKOB, KOTOpOe JenaeT apTedaKkThl U ObI-
TOBbIE Bellly MaTepyasibl pABHO3HAYHBIMY I10 CUJIE€ BBICKA3bI-
BaHMS HAaIleYaTaHHBIM CMMBOJIAM.

B paspbiBe ¢ TPagUIMOHHBIMM IPAKTUKAMMU, SKYHUH-
CKMe [epeBSIHHble KHUTY I[epeJaloT XapaKTepHYI st
XapMca WCK/ITIOUMUTETbHO OPUTMHAIbHYIO M HAIOJHEHHYIO
IyXOM M300peTaTesbCTBa MO3TUKY, KOTOpasl IMepexJiecTbiBaza
yepe3 IpaHUIIbI JUTEPATYPHOTO TBOPUYECTBA IMMCATENS IaJlb-
e, B MpencTaBiaeHuss U 1ephOpMaHChl, U B TIOJEe 3pEeHUS
COBPEMEHHMKOB, B TE€pPBYI0 Odvepenb, Apyseit — dbunocoda
M My3bIKQJIbHOTO TeopeTuKa SIkoBa [IpycKMHa U 1mo3Ta Ajek-
caHapa BeemeHckoro. VX pacckasbl, MpUIIpaBIeHHbIE aHEK-
OOTaMM M CIyXamMy, II03BOJSIIOT CHENaTh 3aK/II0uYeHMe
0 CBOEOOPa3HOCTU U CTPAHHOCTM XapaKTepa M03Ta, KOTOpbIe
B KOHIIE KOHIIOB ¥ TPOSIBJSIIOTCSI B SIKYHMHCKUX KHMKHO-XY-
IOKeCTBEHHBIX TpaHchopmalmsax. Tak, Bragyumvup JIndmiy
pacckasbiBaeT O MPUUYAJIMBOI MallyMHe B KOMHaTe Xapmca,
KOTOPYI0O OH IIOCTPOMJ CaM U3 TOAPYYHBIX MaTepyuaioB
He Mpecyienys Kakoii-mmbo (QyHKuymoHanbHOI nemm!. Takas

! «KomHata, B KOTOpOit 06uTan Xapmc, 6bi1a 60/ee uemM acKeTUYHO 06CTaB-
jieHa. Ho BO3MOXXHO MMEHHO MO3TOMY BHMMaHMe MOCETUTENS] TOT 4ac Ke
MIpUBJIeKaJ CTPAHHBIN [TpeIMeT, KOTOPBI 6€3yMHO BO3BBILIAJICS B YITTY U CO-
CTOSITT U3 KYCOUYKOB 3KeJie3a, 10CoUeK, IMyCThIX TabakepoK, MPYKMH, BelIOMo -
IIUITHUKOB, ITPOBOMIOB M KOHCEPBHBIX 6aHOK. UTO 3T0?! — M3yMJIEHHO CITpa-
IMBaJI noceTuTenb. — MamHa. — Kakast mammHa? — Hukakasi. Boo6iie ma-
mmHa. — A-a-a... oTKyga oHa y Bac? — Cobpai cam! — He 6e3 ropIoCTy OTBe-
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co3JaHHasT WIM BooOpaskaemass MalllHAa HANlOMMHAeT
He CTOJBKO O TIPOM3BeNEeHUM IIYyMOB MpPU JIUCTAHUU [epe-
BSIHHBIX KHUT, CKOJIbKO peduiekcupyeT Ha TeMy abCypaHOCTH,
KOTOpasi pa3 3a pa3oM OOHapyXkuBaeTcsl B TeKcTax Xapmca.
[Toka 3pech IJIaBHO Pa3sMbIBAIOTCS TPaHULIBI MeXIY peasb-
HOCTbI0O U (UKIMeN, paccka3 BHe3allHO MajaeT B aJOru3M
u abcypn. Peskumit mepexop moBCceqHEBHOrO B abCcypAaHOe OT-
BeUYaeT XapMCOBCKOMY IEpPEeXUBAHUIO COLMATbHO-TIOIUTUYE-
CKOJ NIeiICTBUTENIbHOCTU, KOTOPOI OH BUAMT CeOSI MPOTUBO-
crosmuM. «DopmasibHasg ke 6ecCMbICJIEHHOCTb M aJIOTM3M
CUTyallMii B ero Belax, TaK >Ke KaK M I0MOp, ObLIM cpe[-
CTBOM OOHA&XXeHMS KU3HU, BbIPAXKEHUSI peasibHOIi 6eccMbIC-
JULBI aBTOMaTU3MPOBAHHOIO CyIeCTBOBaHUS» mucan Ipyc-
KMH?.

ITostuka Xapmca uMeeT CBOM KOPHM B CO3maHHOM HuKo-
naem 3ab6onouxum rpymie OB3PUY, uneHom KoTopoii XapMc
Ob1T ¢ ee ocHOBaHus B 1927 ropy®. 1lenbio Irpymibl ObIIO pac-
CMOTpPeTh BMECTe BCe IIMPOKOe pa3HOOOpasyue BO3MOXKHO-
CTeil, KOTOpble Mpeznjaraju MUCKyCCTBO, Tearp, JUTepaTrypa,
KMHO U MY3bIKa, YTOObI YCTPOUTD IIMPOKOE IKCIIePUMEHTab-
HOEe IPOCTPAHCTBO. JTa KOHLEMNLMS HAaXOOUT CBOE OTpaskeHue
B 3amuckax Xapmca. Ero 3ammucHble KHVDKKY Ie/1al0T 0COGeHHO
SIBCTBEHHO BUIMMOI OOraTyi0 CUCTEMY OTChUIOK, Ha KOTOPYIO
ONMpAETCSl €ero JIUTepaTypPHO-XyOO0KECTBEHHOE TBOPYECTBO

yan Xapmc. — Uto ke oHa genaet? — Huuero He fenaet. — Kak, Huuero? —
Tak, HM4ero. — 3aueMm ke OHa — 3aXOTelI0Ch MUMeThb JoMa KaKyl-HUOYab Ma-
ummHy» (ut. no: Jlugwuy, B. MoxkeT 6bITh TPUTOANTCS... // Borpocs! nuTe-
parypbl. 1969. N21. C. 241—244). dkoB [IpyckKuH IIMT. T0: Beate Rausch:
Daniil Charms. Ein biographisches Stichwort. In: Peter Urban (Hg.): Daniil
Charms. Falle. Szenen, Gedichte, Prosa, Ziirich: Haffmans 1984, S. 249.

2 Ipyckut, A. O Oauuwmme Xapmce. Lurt. mo: Xapmc, /., Kapacuk, M. Hocoea,
I XapmMcu3aaT mpeicTaBisieT: COOPHUK MAaTepuUasaoB: MCCIeNOBaHMS, 3CCe,
BOCIIOMMHAHMSI, KaTajaor BbICTaBKM, Oubmmorpadms. M.K.XapmcusgaT coB-
MeCTHO ¢ u3a. Apcuc, 1995 C. 47.

5 OBOPUY — O6bemmHeHe peaybHOro MCKYCCTBA.
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M KOTOpasl B KOHIIE KOHIIOB HAaXOAUT CBOe TpaHCHOPMUPOBAH-
HOe B XYI0KeCTBEeHHO-KHIKHYIO (opMy BOILIOIIEeHMEe B pabo-
Tax SIkyHuMHa. KauecTBO UTpMBOCTM, HEOOBbIUHbIE MaTepuasbl
M He MeHee HeIlpUBbIYHbIE «3aMUCK» B IKYHUHCKUX JI€PEeBsIH-
HbIX KHUTAX TOSIBJISIIOTCSI KaK MpsiMasi pedekcust Ha 3TO JI0-
BOJIbHO XaOTUMYHOE CMeIleHMe U3 KIIUEBbIX CJIOB, PUCYHKOB
" MaTemaTuueckux ¢opmyn B 3amuckax Xapmca'. Boree To-
ro, KOMOMHATOPCKAasl Urpa pa3pe3aHHbIX Ha IMOJIOChI CTPAHUILL
SIKYHUHCKMX KHUT KacaeTcsl mepdoMaTMBHOIO 37eMeHTa, KO-
TOPBIV XapMC CUMTAJ KPAaeyroJbHbIM B O3HAKOMJIEHUM CO CBO-
MU Tekctamu. O ero mepBoMm MyoIMYHOM BbICTYTJIEHUM, KO-
TOpO€e COCTOSIOCh 24 sgHBaps 1928 roma, roBOpPUTCS, 4YTO
Xapmc ObLT BbIHECEH Ha ClLieHY B IIKady, OTKyAa OH B Mpoliec-
ce u mekmamupoBan cBou ctuxu?. lllkad cryxmua meradopoi
ISl Jo3yHra u3 MaHudecta 063puyToB «MCKyCcCTBO 3TO
mKkad». OH Ho/DKeH 6bUT HalIOMMHATh 00 OTCTPAHEeHHOCTU MC-
KyCCTBa OT XM3HM, a MOXET TakkKe U 00 M30JMPOBAHHOCTU
yieHoB OB3PUY?.

Ha sty accommatuBHylo MeTadopy co mkadhoMm He pas
yKa3bIBaeT U SIKyHUH, U peub He TOJIbKO O MaTepuaabHOM K-
BUBAJIEHTE €0 JepeBSIHHBbIX KHUT. VIM MHCLIeHUPYeTCsl TakkKe
M CBSI3aHHBIN €O mKadoM KaaycTpodoOHBIII MOMEHT. B ero
paclIMPEHHON 00 MHCTA/UISILUMU 3aAyMKe OH 4acTO BBOAUT

! Xapmc, ZI. 3anucubie KHMKKM. Yacts 1. CII6: T'ymaHMTapHOe areHcCTBO,
2002.

2 Payi oTMeuaeT, YTO CYIIECTBYET JIMIIb KPATKOE OIMMCaHue Beuepa, U Je-
JIAeT BBIBOJ], UTO 3TO HECKOJIbKO JIAMMMIapHOe TTOKa3aHye «IJia3aMi OUeBU -
a». CM. Beate Rausch: Daniil Charms (ITpum. 14), S. 242.

5 JleMaH Takke yTBEpXAaeT, uTO «MCKyCCTBO Kak InKad» MOKeT OGbITh Ha-
CMeIIKoi HaJ TeopeMoil Bukropa IIKIOBCKOro 06 MCKYCCTBe KaK MeToge.
B COOTBETCTBYIOIIEM TEKCTE OH MINET OTPaHMUYMBAHMS MCKYCCTBA paMKa-
MM ICTETUKM MMMecuca. VICKYCCTBO 3Ke SIBJISIETCSI aBTOHOMHBIM ¥ OTpaXka-
er mpouecchl Boctpusatusi. Cm. Lehmann, G. Fallen und Verschwinden.
Daniil Charms. Leben und Werk, Wuppertal: Arco Verlag 2010, S.
152 u. 523.
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00BEKT, KOTOPBIM B TOCAOBHONM peanusauyy IIPeCcTaB/IsIeT
«Kabuuetr Xapmca» — IMPOCTPAHCTBO MM, B GOJbIIeli cTerne-
HM, KaMepy, KOTopasi B CBOEM HAIlOJIHEHUU BCSIKOM MellaHU-
HOV U3 apTedakToOB HeAaleKo YXOOUT OT NepeBSHHbIX KHUT.
[TonBUKHBIE YaCTU CHOBA BBOIST UIPOBOI 3JIEMEHT, CHOBAa
OHM CBSI3aHbl U C aKyCTUMUeCKMM (aKkTopoM, U HepengKo 3a-
IIyCKaeTCss MeXaHM3M, IPUBOIOAILIMII B MepHOe IBUKeHUe
HepaboTaIyI0 MallMHepuio. B cBol odepenb yepe3 COOT-
BETCTBYIOIMEe O00OO3HAUEHUS WMHCTA/UISIMMA CBSI3bIBAIOTCS
C JINTepaTypHO-XyIOKeCTBEHHbIM u3genueM. B «KabuHere»
eCTb MeCTO U YKe OIMCAHHOJ Bblillle aTMmocdepe, UCXOAsIIei
OT «JIHeBHMKOB XapMca», TOJIbKO TeIlepb PasBUTON B IIPO-
crpaHcTBe. «Kabuuer Xapmca», 6e3y4acTHO KOJI€OIIOIIMIICS
MeXOy KHIWKHOM ¥ (U3MUYecKoii peasbHOCTbIO, OTKPbIBAET
TEeM CaMbIM IIMPOKUI CHEKTP MeOMaabHbIX MOIXOAO0B K TeK-
craMm Xapmca, UTO He TOJIbKO MOoJuepKuBaeT, Kakue (HakTopbl
0COOEHHO OCMBICJIEHHO BO3JECTBYIOT uepe3 KOHKPETHYIO
TeKCTYyaJIbHOCTh, HO TaKKe TOKa3bIBAET, YTO TEKCT, 0COOEHHO
Xy[IOXXeCTBEHHbIN, pacrojaraeT 60JbIIMMMU OCOOEHHOCTSIMU,
YyeM IPOCTO ero «OykBajan3m»!. Hackonbko B Masioif cTerneHu
paboThl SIKYHMHA OPMEHTUPYIOTCSI Ha IMCbMEHHOCTb WA
CTPeMSITCSI K TIPSIMOMY T€peHOCYy XapMCOBCKUX TeKCTOB, Ha-
CTOJBKO B OOJIbIlIell CTeNeHM OHM OTKIMKAIOTCS Ha KOHTEK-
CTyaJbHble TpPaHMIIbl, B KOTOPBIX 6epeT MCTOK TBOPUECTBO
Xapmca. BMecTo Kakoro-To omnycanusi aTMocdepsl uan 1306-
pakeHus obpasza MbIIUIEHUST XapMmca, OHM 006eCcreynBaioT
YYBCTBEHHBI BCEeCTOPOHHUIT nonxond. C MX KOHKPETHBIMU
MaTepuaiaMmu, OHM 06palialoTCs K TaKTUIbHOMY OIIBITY, B TO

'Y mocenHee, HO He MeHee BaxkHOe: TepMuH «Xapmc-KabuHeT» ocTaBiseT
OTKPBITBIM BOIIPOC, 0603HayaeT n «XapMmc-KabuHeT» BUPTyaJIbHOE TIPO-
CTPAHCTBO, B KOTOPOM pa3MeIlaeTcsl COOCTBEHHAS! KHVKHAST TPOIYKLIMS Xy-
IOKHMKA, WIM TPOCTPAHCTBO, KOTOpOE COOTBETCTBYET IIpeACTaBIEHUIO
Xapmca 0 TBOpYECKOM MMpe, CTPeMSILIEerocsl BbIpa3UTh TBOPUECKMI MOTEeH-
LMaJI MMCATENbCKOTO BUAEHMS.
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BpeMsI KaK MOOWIbHbIE 37€MeHTbl HaIlpaB/ieHbl Ha COydYa-
CTMe, a B3aMMOJEeNCTBYMEe IPeNOCTaBSIEMbIX MeAUaTIbHOCThIO
M MaTepUaIbHOCTBIO BO3MOKHOCTE BO BCEX OTHOLIEHMSX
K pacTBOpeHuIo rpaHuil, Tpedyemoro OB3PIY.

2.3. Cepeeii SIkyHun: /THe6HUK A3amama

[TyTem aKkLleHTMPOBAHMSI BHMMAaHMS Ha CBOJMCTBAX U QyHK-
IMSIX Marepuasa SIKyHMH CTPEeMUTCSI COOTBETCTBOBATb MCTO-
pUYECKMM OCOOEHHOCTSIM CBOMX OOBEKTOB, TaK Kak, C OIHOIA
CTOPOHBI, penpeccum ONpefessiioT >XU3Hb U JesSTelbHOCTb
HOHKOH(bOpMUCTCKMUX uneHOB rpynmnbl OB3PUY, ¢ npyroit —
OH TaKXe CTPEMUTCS BKIOUYUTD NMPUCYLIME TTOITY JUYHOCTHO-
TUIIMYHbIE XapPaKTePUCTUKM M HENOCPEeNCTBEHHO IOAT0TO-
BUTb UX JIJISI COBPEMEHHOro BocnpusaTus. KoHUenTyanbHbIN
MIOJIXO/, OCBOOOXKIEHHBIN OT HaIMYMSI TEKCTa U YUUTHIBAIO-
VT KOHTEKCTHBIE (PAaKTOPBI, MOKHO HATU U B OPyTux pabo-
Tax SKyHMHA — MOMMMO OOBEKTOB, BKIIOUEHHBIX B JHEBHUK
Xapmca, HanpumMmep, B «JlHeBHMKe A3amMara», B KOTOPOM Xy-
IOXKHUK CChlIaeTcs Ha poMaH Muxawmia JlepmoHTOBa «I'epoii
Hairero BpeMeHu»'. Tak ke Kak M B JHEBHUKe Xapmca,
B THeBHMKe A3amara IOJTHOCTbIO OTCYTCTBYeT TeKCT, IJIS TOTO
YyTOOBI TIPUIATh €r0 MaTepUaaIbHOCTU ele GOJBIIYI0 3HAUM-
MocTb. O6paboTKa, UMUTUPYIOIIAST IPEBHUI KOIEKC C TsDKe-
JIBIM [lepeBSHHBIM IepeIyieTOM U IOTeMHEeBIIMMU OT BO3pac-
Ta CTpaHULLAMU, [IOAPAa3yMeBaeT, UTO MO, KHUTOM Xy OKHUKA
MO>XeT CKpbIBAaTbCSl OPUTMHAIbHAS 3aIll/CHAsI KHMXKKA OLHOIO
13 repoeB pomaHa. OfHaKO B IeJiICTBUTEIbHOCTU Y JIepMOHTO-
Ba He YIIOMMHAaeTCsl JHEeBHUK A3amara. A3aMar SIBJISIETCS CKO-
pee BTOPOCTENEHHBIM I[E€PCOHAXeM, KOTOPbI IOSIBISIETCS
TOJIBKO B OJHOM 3IM30[€ MepBOil U3 IATU 4YacTeli poMaHa

! Cepreit SIkyuuu. [JueBHMK Asamara, 2012, 52 smucra, KaproH, meperer
U3 Manbe-Mallle, CMellaHHasl TexHuKa oK. 37,5 x 20,2 x 4,8 cM. (ToOuHbIe U3-
MepeHMsI HeBO3MOXHbBI 13-3a HEpPOBHOCTel cTpaHull. TonlMHa KHUTY TaK-
K€ 3HAUNTENbHO OTINYAETCS B [IeperieTe U pa3pese)
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" BITOCJIEACTBUM He yromuHaeTcs. Konuenius SIKyHuHa Tak-
ke sBsieTcss GUKTUBHOM. B nydiiem ciydae comepskainasicst
B Ha3BaHMM accoLMAIMsI C JHEBHMKOM OTChIIAET K TPEM I10-
CJIeAHMM YacTSIM pomaHa JIepMOHTOBa, KOTOpbIe [IeCTBU-
TeTbHO OMOPMJIEHBI B BUJE THEBHMKOBBIX 3aIMCOK, OJHAKO
OT JMIla IJIaBHOTO repos IleyopuHa, MOEHTUYHOTO TepoIo,
YIIOMSIHYyTOMY B 3arjaBuy pomaHa. CiegoBaTe/bHO, B XyI0XKe-
CTBEHHOM BOIUIOLIEHUM KHUTU Peub UIET He O PEeKOHCTPYK-
I[MM CIOKE€Ta POMaHa, a 0 BU3yaIM3aLyy er0 KOHIIENTYaIbHbBIX
OCHOB. JTO OCYIIECTBJISIETCS, C OJHOI CTOPOHBI, C TIOMOIIbIO
PUCYHKOB, ITOCPEICTBOM KOTOPBIX XYAOXKHUK aTMOc(epHO pe-
arupyeT Ha OIMMCaHMe COObITUIT pOMaHa, HO KOTOpbIe B TO JKe
BpeMsI MO3BOJISTIOT MPEANONIOKNUTh, YTO Pa3jIMUHbIe TPOTAro-
HUCTBI 3aUMKCUPOBAIU 3[eCh CBOM BrleyaTieHus. C mpyroii
CTOPOHBI, HECTaHAAPTHbIe (GOpMaThl CTPAHUI] MPHUOOPETAIOT
3HAYMMBbIii CMBICI. HeKOTOpble M3 HUX BBIMISAAST 3aBepllieH-
HBIMM, TIOTOMY YTO COOTBETCTBYIOT KHIDKHOMY (OpPMAaTy, B TO
BpeMsI KaK JIpyryie YMeHbIIeHbI 10 MTOJIOBMHBI pa3Mepa KHUTU
M TIO3TOMY BBINJIAAST Kak (parMeHThl, IMOAXOISIIME TOIbKO
IJIsT KpaTKOM 3aMeTKM. BrieuaT/iieHue yCMJIMBAIOT pBaHbIe
" KOCble KPOMKM JIMCTOB. ATPEeCCUBHOCTD, OTYACTM OIMMCAHHAS
B poMaHe JIepMOHTOBa, KaK 6y TO BOILIOIIAETCS B MaTepuaie.

B TO ke Bpems HeperyasIpHOCTb (popmara cTpaHui] 06y-
C/IaBJMBAET U TO, YTO OMMCAHHbIE B KHUTE MOTMUBbI, OOBIYHO
0o0beIVHEHHbIE TOJIBKO HA JIMCTAX, OPOOSITCS M Pa3messioTcs
Ha pasHbIX CTPAHUIAX, HE B MOCIEIHIO Ouepeab 13-3a TOTO,
YTO HEKOTOpPbIE€ CTPAHMIIbI Pa3feseHbl Ha HEeCKOJIbKO YacTeif
M MOTYT OBbITh TI€EPEBEPHYTHI IO OTAETHHOCTHA.

CMOTpuUTE WUTIOCTPALIVU 5, 6 B KOHIIE BCeil MyOaMKanyy HacTOSIIEN
CTaThy Ha TPEX SI3bIKaX.

OTOT mpremM BO MHOTOM COMIKAaeT XYIOKHMKA M aBTOpa
poMaHa. Tak, BO dparMeHTapHOCTM BbIpa’keHa IIOIbITKA XY-
IOKHMKA PEKOHCTPYMPOBATh B 3HAUUTEIbHON Mepe YCJIOBHO-
ro MepcoHa)ka, KOTOPOMY B pOMaHe BbiJleJIeH TOJbKO KOPOT-
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KMl 3mm304.. B ucronHeHny SKyHMHA MOTMB JIOTIOHSIETCS
TOJIBKO TIPY MEePeUCThIBAHUM CTPAHUIL IO YaCTSIM, IIPU ITOM
YYBCTBEHHO MEePEKMBAETCS KOHIIEIIIVISI, KOTOPOi MOXKHO Hali-
TU TIPSIMOJi SKBUBAJEHT B CTPYKType pomaHa JIepMOHTOBA.
B pomaHe 00benuHeHbI MSITh HOBEUI, CBSI3aHHbIE BMeECTe
TOJMBKO (uUrypoit rmaBHOro repos. IloBecTBOBaHME BemeTCs
OT JIUI] TPEX PACCKA3UMKOB, OAVH U3 KOTOPBIX BeHEeT JHEBHUK,
MOSIBJISTIONIMIACS BO BTOPOIi yacTu. Eciu pomaH, Takum obpa-
30M, M3HAYaJIbHO Pa36MBaeTCsl Ha aAAUTUBHOE COIMOCTaBJIe-
HMEe Pa3/IMYHbIX COOBITUIA, TO TTOBECTBOBATENbHbINI KOHTEKCT
B KOHEUYHOM MTOTE yCTAaHaBJIMBAETCS uepe3 M3MeHeHMe Iep-
CTIIEKTUBBI IJITABHOTO reposi. [ToMmumo pparMeHTapHOCTH, CTU-
JUCTUYECKYI0 ¥ KOHTPACTHYI0 HEOJHOPOZHOCTh PUCYHKOB
B KHuUre SIKyHMHA C/elyeT pacCMaTpMBaTh KaK OTpaskeHMUe
KOHIIEMIMM POMaHa, B KOTOPOM MEHSIIOLIMeCsT TOUKY 3pEeHUST
COYeTAIOTCS C MEHSIMMUCSI CTWIIMM, a HabmoaeHne
3a TPUPOAOIL, M300paskeHue moaeii u pedaercus CIegyooT
IPYT 32 IPYTOM.

B3aMOCBSI3b KOHIEMIMM pPOMaHa C XyIOOKECTBEHHBIM
opopM/IeHVEM KHUTY B KOHEUHOM MTOTE MPUBOIUT PEIIATIN-
€HTa K OLIYIIEHMIO YCWIMBAIOIIETroCs] B3aMMHOTO OTAAJIEHUST
M300pakeHNs] ¥ MOBECTBOBAaHMS. B yacTHOCTM, Mpu B3IVIsIe
C COGCTBEHHOJI TOUKY 3pEHUSI MY, PELIUTTMEHTY, TOCPEICTBOM
MaTepuaia, U He B MOCIIEHIOK Ovepeb MOCPEICTBOM CIeI0B
MCIIONb30BaHMsI, TIepeiaeTcsl BIleyaT/ieHye TOro, YTO OH Jep-
KUT B pyKax OOMH M3 YIIOMSHYTHIX B TeKcTe JIepMOHTOBa
IHEBHMKOB U C IMOMOIIbI0 HAOPOCKOB C/IEIUT 3a Pa3sBUTHUEM
COOBITHMIA, MICXOMHYIO TOUKY KOTOPBIX OH YK€ He CMOXET OIlpe-
IenuThb. B KHUTe XyHOosKHMKA 3aIIMCH aBTOPA, ero IepcoHaxkeit
", HAKOHELl, CAMOTO XyIOKHMKA CJIMBAIOTCS BOEAVHO.

[TpyMepbl TOKA3bIBAIOT, B KAKOJi CTEIEHM CO3BYUYHBI (pop-
Ma U COOepsKaHue, CJIeNOBATEIbHO, TEIO0 KHUTU BBICTYIIAeT
He TOJIbKO B KaueCTBe HOCUTEJSI TEKCTA B CMBIC/IE OTIPeesiio-
mero copepskanue GhakTopa, HO U camo Io cebe SIBJIIETCS Ya-
CThIO 3TOTO TEKCTa WM ITPOU3BOIOUT COlepykaHue B CUITY CO6-
CTBEHHBIX MaTepUAJbHBIX UM MeIMATbHBIX CBOMCTB. KHuru
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SIKyHMHA TaKKe JAl0T MOHSITh, B KAKOM CTereHu TpaHchopma-
LIMOHHbIE TIPOIeCChl BOBJIEUEHbI B CO3JaHMe CMbIC/IA. XOTs
B HUX TEKCT B3SIT 3a OTIPABHYIO TOUKY, MCIIO/Nb3YeTCS JIM OH
B KauecTBe MCTOUHMKA BIOXHOBEHMSI WM B HUX CONEPKUTCS
n3006pa3uTebHas peakius Ha HEro, ComepskaHue TeKCTa Hu-
KOIJIa He ToIajaeT B KHUTY XYAOKHMKA MHaue, KaK B XyJ0Xe-
CTBEHHO MpeoOpa30BaHHOM ¥ OTOPBAHHOM OT TeKCTYyaJbHO-
cTu Bupe. B Gomblieit cTereHu MaTepUaIU3yIOTCS CpeioBble
3JIeMEeHTbI ITPolLiecca CO3AaHMs TeKCTa WY HesIBHbI MOATEKCT
noBecTBoBaHus. Temepb >Ke, OZHOBPEMEHHO 3axBaTbIBas
TBOpYECKOe OKpY)XeHle aBTopa U XYAOKHMUKA U IepPeHOCs ero
B IIPOCTPAHCTBO BBICTABKM, COIEPsKaHMe KHUTU C eT0 MaTepu-
aJbHOCTBI0O ¥ MeAMAJbHOCTbIO Pa3MbIBaeT TPaHUIy MeEXIY
KHUTO¥ ¥ peasibHOCTbIO.

SIKYHMH OTTaJIKMBAETCS OT JINTEPATYPHBIX TEKCTOB, UTOOBI
MoKa3aTh NPy MoMoIM XapMc-KabMHeTa, Kak M3JaTe/bCTBa,
TaK ¥ MHCTAISIIMOHHOTO OBEIEeCTBJIEHNSI KOHLENTyaIbHOTO
MPOCTPAHCTBA, YTO JMTepaTypa GOpPMalbHO IIPOSIBISIETCS
He TOJIbKO B IOCJIOBHOM BOCITPOM3BeIEeHMUM TEKCTa, HO U, Kak
ysKe XOpOIII0 HaM 3HAaKOMO 10 TeaTpy, MOKET MCIThIThIBATb OBe-
IIeCTBIeHNe U ake MaTepuaau3alyio B MIPOCTPAHCTBE, TeM
CcaMbIM JieJiasi CKPBhITOe 3apOoXKIeHMe MPeOoChUIOK BUIMMbIM
st 3putensi. PazBuBaemas SIKyHMHBIM KOHLIEIILIMSI MaTepua-
IU3alMy CaMoro 1o cebe HeMaTepUaTbHOTO IMOBECTBOBAHUS
OCBelIaeT CJI0KHOCTb B3aMMOCBsI3€lt CUCTeMbl, 00yC/IOBIE€HHOIA
yepenyoIMMUCS CCbUIKAMU U OTChUIKAMM K MUCbMEHHOCTU
" BellleCTBEHHOCTH.

ViMeHHO OGmaropapsi penmMTelTbHOMY BKJIIOUEHUIO B TeJO
KHUTYM MaTepuajioB KaK TEKCTO- ¥ CMBICJIOOOPA3YIOMIUX enou-
HUI], TIOBECTBOBaHMSI, SIKYHUMH B AMCKYCCMM BOKPYT BOIIpOCa
BUIOM3MEHeHUs] HocuTeseit MHGbOpPMalMy BbICKa3bIBAETCS
0 MaTepuaJbHOM ILEeJOCTHOCTM KHMTM. To, Kak OH Gepercs
3a TEKCTOBOE HAIlOJIHEHMe U KaK OH ero peajunsyeT B KHUTE,
BPSIJI T MOKHO TIPEICTaBUTh cebe 6e3 KOHKPEeTHOrO MaTepu-
aJbHOTO BOIUIOLIeHMSI. B TOi Mepe, B Kakoii MeAuaabHbIe
GYHKUMM MOTYT GBITH CMOMAEIMPOBAHBI C TTOMOIIbIO MG PO-
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BbIX CPEICTB, CChLJIKA HA KOHTEKCTyaJibHble ITPeIOChIIKNI
TEKCTOB, IIPMBeJleHHbIe B MaTepymasie, OCTAE€TCS OTKPBITOI.
OKCIIepMMEHTA/IbHBIN ITOAX0M, IPeICTaB/ISIONMii co00i1 pa-
60Ty Xapmca, ocTaHeTCs JIMIIb MepegaHHbIM MIMeHHO 671aro-
JIaps pelliuTe/IbHOMY BK/IIOUEHMIO B Tel0 KHUTM MaTepuaaoB
KaK TEKCTO- ¥ CMbICJIOOOpAsyIOIIUX eIVHUILI TOBECTBOBAaHMS,
SIKYHUH B IMCKYCCMM BOKPYT BOMpPOCA BUAOU3MEHEeHUSI HOCU-
Teneit MHGOpPMALMM BBICKA3bIBAETCS O MaTepuasibHOM Iie-
JIOCTHOCTM KHUTU. TO, Kak OH 6epeTcsl 3a TEKCTOBOE HaIIoJ-
HeHMe M KaK OH ero peanusyeT B KHUTe, BPSH JIM MOXKHO
Tpe/iCTaBUTh cebe 6e3 KOHKPETHOr0 MaTepuaibHOT'O BOILIO-
meHus. B Toit Mepe, B Kakoit MeayuasibHble (PYHKLIMM MOTYT
OBITb CMOIEJIMPOBAHbI C TOMOIIbI0 LMAPOBBIX CPENCTB,
CChbUIKA HAa KOHTEKCTyaJibHble IMPeANOoCbUIKM TEKCTOB, NpUBe-
IeHHble B MaTepuajyie, OCTAeTCS OTKPbITOM. ODKCIepuMeH-
TaJIbHBIN ITOAXOM, MpeAcCTaB/IsIomuii coboii paboTy Xapmca,
OCTaHeTCs JINIIb TepelaHHbIM B MUCbMEHHOM GopMe 3IU30-
IoM. B KHIWKHBIX IIpemmeTax XapMmc-KaOuHeTa, HaAIPOTUB,
MOAXOH, CTAHOBUTCSI MaT€PUAIbHO OLLYTUMBIM (HOCTYITHBIM).
B TO BpeMsi KaK KOHKPETHOE KHVKHOE TeJIO O0beOUHSET CO-
IepskaHue u GopMy B HepasmeluMoe Iejoe, eIUHCTBO
B 1IM(POBOIT peanusanyy OyaeT IO3[HEE IOTEPSIHO B IIPO-
Liecce pelLemiuu, IIpu KOTOPOil colepskaHMe CTaHOBUTCS IO-
CTYIIHBIM 4epe3 CpeACTBO AJis UTeHMsI, KOTOpoe He SIBSeTCS
CaMoJii KHUTOJ, B JIy4IlleM cJydae TOJIbKO MMUTUpPYeT ee. [Ipu
MUCIIOIb30BaHUM 3JIEKTPOHHOV KHUTU WU «pULiepa», OTHeb-
Has CTpaHMIA KHUTU U BCSI KHUra CJIMBAIOTCS Ha ITOBEPXHO-
CcTM 3KpaHa. HeBO3MOXHO OIIYTUTb HU (pu3nyeckue pasme-
pbl, HY CBOJCTBA MaTepuaa.

3. Co3daHue cMblLCia NOCPedCcneom meduanbHO20 pacliupeHus Ho-
cumes mekcma u cooepiucanus

PaboThl HIKErOPOACKOTro XynokHuKa EBrenust CTpenkoBa
MOKa3bIBAlOT, UTO II€JIOCTHOCTb (OPMbI U COHEPKaHUS
He 00s13aTebHO [O/KHA OBITh TPUBS3aHA K (GU3NMIECKOMY
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MaTepuaay Tela KHUTM MPU MUCIIONb30BAHUM €€ B KauecTBe
XyIOXeCTBEHHOTO HOCUTENSI, U UTO KHUra (QyHKIMOHMPYET
JIUIlIb B OTPAaHMYEHHON CTeleHM KakK HOCUTeIb MUCbMEHHO-
CTM U copepkaHMsl. B CO30aHHBIX MM KHUTrax Xy[O>KHUKa
unudpoBble HOCUTeNM MHbOPMALMM CIYXKAT OJIS paclIMpeHus
cMbIciIoBOro mons. OgHMM U3 TIPUMEpOB SIBJISIETCST pabora
«TpeTbst umesi»'. Haspaume orcbiiaet K ¢pusuky Anmapero Ca-
XapoBY, KOTOPBIA B CBOMX BOCIIOMMHAHMSIX OIMMCAI IPOLECC
pa3paboTKM BOIOPOAHOI 60MObI, HO HE CMOT KOHKPETU3UPO-
BaTbh, TaK KaK MCCIeIOBaHMSI €ro KOMaHIbl ObUIM BOEHHOIA
TaitHOi2.. B CBOMX MeMyapaX, KOTOpble ObLIM HaIMCaHbl
Mmo3aHee BO BpeMmsi ccbuiky B HuskHem HoBropope, oH 06bsic-
HSIeT, UTO 3HEPIus, BbIOENSIOWAsICsS B BUIE PEHTIE€HOBCKUX
JyJyeil B Xo[le SKCIIEPMMEHTOB HaJl JleJIeHUeM Siipa, He TOJb-
KO HarpeBaeT BOAOPOJ M BbI3bIBAae€T TEPMOSAEPHYIO peak-
1[I0, HO U BbIOpachIBaeT B aTMocdepy HMUTOKHO Mayioe KO-
JIMYECTBO PEHTreHOBCKUX Jiydeii. VccnemoBaTenbckas Tpymma
CTpeMMUJIach BBIICHUTH, KAKMM 00pa3oM BCSI S9HEPTUS MOXKET
OBITh 3aK/II0UeHa BHYTPM B3PbIBHOTO YCTPOMCTBA M MCIIOJb-

VEBrennit Crpenkos, Tpertbst umes, 2017, Kumskka-rapMmolika, IIeaKorpa-
¢dust Ha Gymare, IJIeHKa B KOHBEpTe, BUAE03aINCh ¢ My3bIKoit Mropst Kome-
coBa, 33,5 x 23,5 cm, Huokunit HoBropog: Ivipuxka6nb 2015.

2 Aupnpeit CaxapoB HammcaJ BOCIIOMMHAHYSI O CBOEIt CChUIKe B rOpof T'opb-
Kuit, koropomy B 1990 rony BepHy/u npexkHee Ha3BaHue HuskHumit HoBropon:
«...MMeHHO B CapoBe HaM IPUIIJIA <TPETbS UAES»», TIO3BOJINBIIAST CO3AATh
TepMosiIepHyio 60M0Oy». Cm. Bubamoreka®B momynsapHbix skypHamaxi«Tpo-
UIKMIT BapuaHT» N4, 2018° (Bibliothek im populdren Journals Troitzkij
variant, Nr. 4, 2018) In: <https://elementy.ru/nauchno-populyarnaya
biblioteka/434005/Zagadka_tretey_idei> (07.07.2019).

5 https://elementy.ru/nauchno-populyarnaya_biblioteka

4 https://elementy.ru/nauchno-populyarnaya_biblioteka/zhurnaly

S https://elementy.ru/nauchno-populyarnaya_biblioteka/zhurnaly/gazeta
troitskiy_variant

¢ https://elementy.ru/nauchno-populyarnaya_biblioteka/433998/Troitskiy
variant_Nauka_4 248 27 fevralya 2018_goda
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30BaHa AJIs1 AeTOHALMM, a Takke MPeAIioNoXKUTb, Kakue Me-
pPbI HEOOXOAVMO MPENNPUHSTh A hu3ndeckoii 06paboTKy,
C TeM 4YTOOBbl B KOHEUHOM CYeTe KOHTPOIMPOBATh BOEHHBIN
6asiaHC BenMKuUX JepskaB ¢ 3(pdbekTUBHBIM OpykueMm. IlepBbie
HIaru MO CO3JaHMUI0 TaKOTO SIHEPHOTO OPYXXMSI ObLIM CHe/TaHbl
y>Ke BO BpeMsi BTopoit MupoBOJt BOVHBI, U pellapliye coob-
pakeHMs1 O6bUIM BBICKA3aHbI KaK Buramuem ['mMH36yprom, Tak
n CaxapoBbIM. Bor nmouemy CaxapoB, Korma B 1954 romy ciy-
YIJICS TIPOPBIB B (DOPMYIMPOBKE LIEHTPAIbHBIX PabOUMX Ia-
T'OB, TOBOPWJI O «TPeTheit umee».

B 1947 ropy uccienoBaTesibckas rpyIina Obuia HarpasaeHa
Ha PaCIOJIOKEHHYI0 aJieKO OT KPYMHHBIX TOPOAOB TE€pPUTO-
pui0, U3BeCTHYIO0 Kak «IlonmmroH Apsamac-16», KoTopas uc-
MO/Ib30BAIACh I pa3paboOTKM U TMPOBeHeHUS] IKCIIePUMEH-
TOB C sIepHOV TexHosoruei. Ilo pesomouuu 1917 ropa
Ha 3TOM MecTe HaxoAwics MoHacTbipb CBsitoro Cepaduma
Caposckoro. Ilycras 1epKoBb CTajia LeHTPOM HOBOI aTOMHOI
6a3bl. SlmepHble 3KCIIEPUMMEHTbI MPOBOAMIUCH TIOA, 3eMJIeii,
HO 3TO He MOMeIlaJIO MOBPeOUTb MOHACThIPb, TaK UTO Liep-
KOBb Obl/Ia ITOJTHOCTHIO CHECEHA, @ UKOHOCTAC YHUUTOXKEH.

B xkuure CTpesKoBa paccKa3bIBaeTCS O COOBITUSIX, TTPOMUC-
XOISIIIMX BOKPYT MCCIEN0BATENbCKOrO LeHTpa. OgHaKo aBTOp
MEHSIeT YroJl 3peHMsl, TaK UTO B LieHTpe MOBeCTBOBAHMS OKa-
3piBaeTcsi 3G@eKT MPOHUKHOBEHUSI PEHTIeHOBCKUX Jyueii
B aTMocdepy, UccaenoBaHMe KOTOPOro 6bII0 M3HAYAIbHO BTO-
pocTerneHHOJ 3amayveii yueHbIx. Takum o6pa3om, 1ieb COCTO-
UT B TOM, YTOOBI MCIIOb30BAaTh ITyOJMKAI[MIO KaK CPEICTBO
BbIpakeHMsI He CTOJIbKO YYBCTBEHHOTO SIBJIEHUS, CKOJIbKO 00-
Jajaplero MOIIHbBIM (M3MUEeCKMM BO3IeiCTBMEM, U BbI-
SIBUTh Ka4yeCTBa, He MOAJAIoLIMecs] ONMMCaTeIbHOMY BbIpaske-
Hu1o. Ciienysl uaee OaTh BeIpakeHue HeBUAMMOMY, CTpenKoB
pasmellaeT McYe3amlluii UKOHOCTAC B LIEHTPE CBOEM KHUTU.
OH KOHIeHTpUpyeTcs Ha rpymme [eucyca — M300pakeHUU
I7IaBHBIX CBSITBIX, PACIIOIOXKEeHHbIE B LIEHTpe MKOHOcTaca. [1o-
CKOJIbKY M300paskeHUsl CBSATHIX, XOTSI ¥ OOBEAVHEHbI B OAVH
6710K B MKOHOCTAce, MPeACTaBIISIOT 0601 OTaeTbHbIE UKOHBI,
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CTpesIKOB BO3IEPKMBAETCSI OT CBSI3HIBAHMST X KHUKHBIM I1€-
pervieToM B CBOEM M3IAaHMM, M BMECTO 3TOTO CBOOOAHO TPYII-
MUpYeT UX B TATIKY.

CmotpuTe wutiocTpauyu 7, 8, 9 B KOHIIE BCeii MyGIMKauu HacTosI-
11eli CTaTby Ha TPeX SI3bIKaX.

Ha mutroctpanusix psimoM ApyT ¢ APYroM M300paskeHbl ap-
XaHTeJsbl, aloCToJbl U boromaTepb, HO X Teja BOCIIPOU3Beae-
HbI TaK, Kak OyATo Obl OCBellleHbl PEHTTeHOBCKUMM JIydaMM,
TaK KaK M3-TOJ ojesHUit (GUryp MpocBeYMBAIOT CKeJeThl.
M306paxkeHre OpPMEHTUPYETCS HA MHCTAJUISIIIMOHHBINA KOH-
TEKCT paboTbl, B KOTOPOM Te e MOTMBBI Ha ITPO3PAUYHBIX
TJIeHKax ObLIM pa3MellleHbl Ha BbICTABKE B CBETOBOM KOpOOe,
VMUTUPYIOIIEM IeiiCTBMEe PeHTTeHOBCKUX JTydeit.

TekcT, HaNMMCAHHBIIN XYOOKHUKOM UM OCBeIANUA TOM-
TEeKCT €ero 3aMbICja, HaleyaTaH Ha BHYTPEHHEl CTOpOHe
Marnky, KOTOpas CIAYKUT OOIOXKKOM [Jiss Cepuu JIMCTOB!.
Ha paHHBbIi MOMEHT OH BBIIJISAUT KaK MapaTeKCT, KOTOPIi
OTHOCUTCSI K MyOaMKauuu, HO He HeceT HUKAKOW ComepsKa-
TenbHOM (QyHKUMM. PeanbHOe moBecTBoBaHMe CTPeNIKOB, Ha-
MPOTUB, TEPEHOCUT HAa HOCUTENb MHMOpMaLuUM C 3aNUChIO
dwibma. TlocmegHuit MoKa3bpIBaeT B TPEXMMHYTHOI ITOC/Ie-
IOBATeJbHOCTM OOpa30BaHME B3PHIBOOIIACHOIO Tpuba Tax,
KaK 3TO MIPOMCXOOUT TIPU 3aKUTAHUM BOTOPOMHOIN OGOMOBI.

! Tipu pa3pa6oTke BomopoaHOit 60M6bI B 1950-€ rofibl Ha 3aKPHITOM HAYYHOM
nonuroHe Apsamac-16, 3aHsaBiieM CapoBCKUT MOHACTBIPb, OGbl1a ChOPMYIN-
pOBaHa «TPeThs uaesi». IMeHHO TaK 3aCEeKpeTIsI eé B CBOUX JHEBHMUKAX OIUH
U3 IJIaBHBIX pa3paboTuMKOB 60MObI akageMuk AHapeii CaxapoB. CyTh «Tpe-
Tbeii UJen» — UCIOIb30BaHye MOITHOTO PEHTTEHOBCKOTO M3TyUYEHNs aTOM-
HOTO B3DbIBa [Jjis 3aITyCKa TEPMOSIIEPHOI peakiuu B 6ombe. B pesynbraTe ce-
PUY MOJIETbHBIX MTOI3€MHbIX B3PbIBOB Ha MOJIUTOHE ObLI TOBPEKAEH U BCKOPE
pasobpaH YcreHCKuii co60p GbIBIIET0 MOHACTBIPS, MKOHOCTAC cobopa GbLT
yHUUTOXeH. CJIOBHO MPOCBEUEHHbIE PEHTTEHOM (GUTYPhI JEMUCYCHOTO YMHA
MCYE3HYBIIIEr0 MKOHOCTACa — ¥ HAalIOMMHAaHMe 00 3TOi JpaMaTUYHOI UCTO-
pun, 1 MeTabopa BCEITPOHMKAIOIIETO CBeTa, MAyIero ot CriacuTens...
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®uUapM CONMPOBOXKIAETCSI CAyHATPEKOM, Ha KOTOPOM CJIbIILI-
Hbl 3BYKM, HalOMMHAwIIe Xop akameuuibl'. C OFHOM CTO-
pPOHBI, MY3blKa acCOLUMMPYETCS C MeIJIeHHbIM 3ByYaHUEeM
IIPaBOCIaBHOI'O LIEPKOBHOrO IeCHOIIeHUs, a C OPYyroil — co-
OTBeTCTBYeT CUJIbHO 3aMeZJIeHHOJ 3alMCy XO[a B3DPbIBa, KO-
TODPBIN KaxkeTcsl 3amyupamluM. TONbKO CayHIATpeK IlepelaeT
IlepexOfHbIV IPOoLecc, KOTOPbI, B CBOIO Ouepelb, CBS3bIBa-
eT cebst ¢ KuHemarTorpaduueckoil IOCIe0BaTeIbHOCTHIO.
B TO Xe Bpemsl 3TOT cayHATpeK HaroMMHaeT aTtmocdepy
LIepKB/ C ee MKOHOCTacoM, KOTOPOrO Ha MOMEHT B3pbIBa
yke He 6buI0. Tonmbko doTorpadum CrTpenkoBa OO CHUX TIOP
XpaHAT naMiaTb 0 HeM. OcCBellleHHble PEHTIeHOBCKUMU JIy-
yaMM, OHM aCCOLMMPYIOTCS C OOKeCTBEHHBIM CBETOM, Obe-
mawpmum craceHne. Ho B cBSI3M €O B3pbIBOM oObeliaHue
crlaceHusl, 0 KOTOPOM 31eCh TOBOPUJIOCH, KaskKeTCsl COMHU-
TeJIbHBIM, €r0 OCHOBHbIE MIeu mepeBepHyThl. Kak 6bl capka-
CTMYHO HM Kas3ajlachb CBSI3b MeXIY UCKyIUJIEHMEM uejioBeye-
CTBA C IOMOILbBIO BOJOPOAHOV OGOMOBI, C OJHOI CTOPOHBI,
OHa TaKKe OTChbIJIaeT K I1ePBOHAYaJbHOM TOUYKe 3peHMsl, KO-
TOpas Jiexkaja B OCHOBe aTOMHOr0 pa3Butusi. CaxapoB M3Ha-
YyaJibHO ObUI yOEXOEeH, UTO TOJbKO SiIepHOe BOOpYKeHMe
CMOXKeT IOAIePKMBATh OalaHC CUI MeXIY CBepxJaepkaBamMu
HAaCTOJIbKO, UTO IIPeIOTBPATUT BOVIHY.

B cryuae ¢ «TpeTbeit uaeeii» 60K 0 60K CYIIeCTBYIOT 1B Me-
IuanbHO-Au(depeHIMPOBAHHBIX TEKCTOBBIX HOCUTEJSI, KaXK-
IbIli CO CBOMMM crieHu(pMUIecKMMIU BO3MOXKXHOCTSIMY, KOTOPBIE
o6nmamaiT cuHepretnueckum 3ddexrom 1, TakuM ob6pasom,
IIPeJCTaB/ISIIOT CO00it IieJibHOe Tpou3BeleHue. 3asiBIeHusl,
coelaHHble B COOTBETCTBYIOIIMX HOCUTENIX MHGOpMaiuu,
He [IPOCTO COYETAI0TCs, a JOTIOIHSIOT APYT APYra, TaK YTO TOJIb-
KO IIPY COBMECTHOM DPAaCCMOTPEHUM CTaHOBUTCS OY€BUAHBIM
3asiBJieHMe, 3aJ0)keHHoe B paborty. LiudpoBbie 1 aHanorosbie
dbopmMbl MenuanbHOCTM B3aMMOZENCTBYIOT A0 TeX IOop, IMOoKa

! Kommosutius npuHaaiexkut Uropio KomecHUKOBY.
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BMI€03aICh BBbI3BIBAET aCCOLMAIMIO, KOTOpasi CBSI3bIBAET
1306paskeHye C TeYaTHbIMM MOTMBAMM KHUTH. 3BYK, KOTOPbI
SIBJISIETCSI TPETBUM 3JIEMEHTOM MeIMaIbHOCTU B JOIOJHEHME
K CTaTMYECKOMY ¥ IBVDKYIIEMYCS M306pakeHUIO0, BBIMIOTHSIET
poJIb IToCcpenHuKa. Bce HocuTenu nupopMauum 06/1aga0T KOH-
TeHT-KOHCTPYKTUBHBIM 3(ddeKToM, HO He I0/JararTcs
Ha TeKCT. EqMHCTBEHHBI CYIeCTBYIOIINIT TEKCT pa3MellleH Ta-
KM 06pa3om, 4ToObl Ka3aJIoCh, UTO OH yIajIeH OT IMoC/IefoBa-
TeJTbHOTO ITOBECTBOBAHMS.
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NATALLIA
STELMAK SCHABNER!

NARRATIVITY IN THOUGHT AND ACTION?

Abstract

The philosophical debate over narrativity concentrates on the
narratives, the stories we might or might not tell about ourselves,
and not on the mental process that is engaged in creating those
narratives. It is, however, the process that is the key to the issue, not
the product. Narrativity, the mental process involved in producing
narratives, or form- finding over time, is what I will argue should be
seen as primary. In this article, I will look at the arguments of Louis
Mink, Arthur Danto and Aristotle regarding the value of narratives,
and I will take those arguments further, to show how they support
my claim that the Narrativity that leads to narratives is intrinsic

to our nature. I will argue that how we use language even to discuss
mundane day-to-day actions and experiences shows how essential
the narrative process is to our mental life, that it is in fact an
intrinsic feature of our mental activity. Narrativity is the way we all
make sense of our experience, and the only way we are able

to engage in long term projects, even if those projects require
continual revision of the narrative that guides them.

! Natallia Stelmak Schabner is PhD in Philosophy, CUNY (City University
of New York) Graduate Center, her doctoral thesis was supervised by Noel
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previous issue: AU. Vol. 1 (9). 2020. P. 80—97.
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The philosophical debate over narrativity concentrates on
the narratives, the stories we might or might not tell about
ourselves, and not on the mental process that is engaged
in creating those narratives. It is, however, the process that is
the key to the issue, not the product. I will argue that how we
use language even to discuss mundane day-to-day actions and
experiences shows how essential this process is to our mental
life. Narrativity, as the term has been generally used, refers
broadly to qualities and characteristics that make something
narrative as opposed to nonnarrative. Hence the term is used
to refer to something exterior to the nature of our experience
that possesses the properties of a narrative. I propose to add
a new definition of Narrativity (which I use with a capital «N»,
to distinguish it from other senses of the term), meaning
specifically the temporal form finding/coherence seeking
tendency of the mind, which may produce a narrative. I will
argue that creating narratives is in fact an intrinsic feature
of our mental activity. Narrativity is the way we all make sense
of our experience, and the only way we are able to engage
in long term projects, even if those projects require continual
revision of the narrative that guides them.

Among the philosophers who have argued that creating
narratives is not an intrinsic part of our mental activity, Galen
Strawson, for example, dismisses such paradigm cases as the
narrative involved in a short-term project like making coffee
as trivial. I will show, however, that while such cases as
making coffee may be trivial, they are not meaningless.
Embarking on any action requires that we project into the
future, and thus that we create a narrative. This need is only
greater when an action is part of a project.
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In what follows I will look at certain arguments of Louis
Mink, Arthur Danto and Aristotle regarding the value
of narratives, and I will take those arguments further, to show
how they support my claim that the Narrativity that leads
to narratives is intrinsic to our nature. Danto’s input is
especially valuable, because it connects the idea of narrative
to the dimension of language and action. I will develop this
line of thinking and claim that how narrative is built into the
structure of language tells us about the structure of thought.

Narrativity as a process

I am arguing for Narrativity (process), not Narrative
(content). I will focus on the process itself, which needs only
to point towards a possibility of closure, without necessarily
reaching it. Taking the narratives we might hold about our
selves and our lives as primary is a mistake. Rather, it is
Narrativity, the mental process that is involved in producing
such narratives, or form-finding over time, that should be seen
as primary. Since the self has nothing to draw on but
experiences, which can only exist in time, and we must have
some sort of coherence seeking or form-finding tendency
in order to engage in the projects that produce action, that
form-finding must involve time, which is what I mean
by Narrativity.

The general idea that there is a core mental process that
finds order within a «manifold» of sensation, and that this
process is essential for experience, was advocated most
famously by Kant (Kant 1965). There is precedent for my
conception of Narrativity in the concept of apperception used
by Kant and others. Performing acts of apperception could be
compared with the way we experience life as a result of form-
finding. Kant and his idealist successors argue that sensory
data alone is not sufficient for experience — there must be
a «synthesis» of the «manifold» of our experience in the
imagination. Husserl (Husserl 1964) develops this idea,
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stressing the temporal aspects of form-finding and showing
that it cannot be reduced to a passive, static form
of receptivity.

Among the philosophers who have recognized the
importance of the narrative mode of thinking is Louis Mink,
who calls «Historical understanding» a paradigm case of the
configurational mode of comprehension. Historical
understanding, Mink says, occurs when one can see a series
of events that occurred one after another as constituting
a single sequence or complex whole with its own definite
identity. The job of a historian, on his account, is to be able
to make a «synoptic judgment», in which chronologically
separate events are seen to make up a complex whole, and
then to express this judgment by constructing a narrative
which in its form embodies and communicates this judgment.
He says, «Even though narrative form may be, for most people,
associated with fairy tales, myths, and the entertainments
of the novel, it remains true that narrative is a primary
cognitive instrument — an instrument rivaled, in fact, only
by theory and by metaphor as irreducible ways of making the
flux of experience comprehensible» (Mink 1987).

Mink’s argument for the value of historical comprehension
is important for my project since I see a correlation between
the way history functions as a narrative (a product) and what
the task of a historian might be, and how we order our mental
experiences (a process) based on the material (mental events)
memory provides us. We are constant «historians of self,»
narrating and judging our experiences no matter how short-
lived they are. It is also important to note that this «primary
cognitive instrument» is not only applied towards
understanding our pasts: The future, how we plan and project
ourselves and our actions must also be perceived as an untold
story or a projected story.

Narrative is a primary and irreducible form of human
comprehension, but this primary nature of narrative as a form
of comprehension extends beyond «the flux of experience.»
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For example, in the teaching of mathematics, children learn
the abstract concepts first through stories, such as «If Johnny
has three apples...» Obviously, philosophy uses narrative tools
for understanding. Often concepts are better understood
through vivid narrative examples, via thought experiments,
and through myths or literary dialogues (traditionally
originated with Platonic dialogues), or examples from
literature and works of art. To question the soundness of an
argument, we have to entertain possible scenarios that could
undermine or support soundness, and have to be equipped
with narrative cognitive techniques. One has to consider
alternative or counter examples in imagination that might
challenge the plausibility of a statement.

The Chronicler, the historian and the poet

I will start my argument for the necessity of Narrativity as
a mental process by turning to Danto’s example of the Ideal
Chronicler vs. the historian (Danto 1962), in which he spells
out what it is that a narrative account offers beyond
a simple — even if complete — recounting of a series of facts,
without the causal connections a narrative provides. Then
I will turn to Aristotle’s discussion of history and poetry,
showing how the creative aspect of poetry, with the force
of possibility, makes — for him — poetry the higher art.
Through these arguments, I will show the necessity
of Narrativity.

The Ideal Chronicler (I.C.), Danto says, has access to all
events and records them as they happen, but without the
ability to draw any links between them. History, he says,
cannot be done by the I.C., even though he is a witness of all
historical facts, because his account lacks any connections,
causal or otherwise. The Ideal Chronicle created by his
character is formless. «A particular thing or occurrence
acquires historical significance in virtue of its relations
to some other thing or occurrence in which we happen to have
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some special interest, or to which we attach some importance,
for whatever reason,» Danto says (Danto 1962, 167). The Ideal
Chronicle, however, does not contain that historical
significance because none of the details are assigned any more
or less importance. It contains facts, but because it does not
assign significance or meaning to events, it does not contain
understanding of those facts, and thus cannot provide a tool
for understanding, as a narrative can.

This is obviously not the way human consciousness works.
The selection of facts by a human, and the assigning
of varying degrees of significance among those facts already
implies by default Narrativity. History seems to require both
Narrativity and narrative thinking. In selecting and
giving priority to events/facts we already use our coherence-
seeking capacity. In virtue of that priority selection, the events
must have some non-trivial property already, since we make
that selection based on the significance we assign them.

This account also has consequences for how we relate
to our futures, and how we create and carry out projects.
Clearly, projects can be simple and short-term, such as
Strawson’s case of making coffee, or longer-term and more
open-ended, such as the project Danto explores in his
examination of narrative sentences, planting roses (Danto
1962). Danto says that we cannot use project verbs such as
«planting roses» without making claims on the future.
Narrative sentences, he points out, are normally used
to describe actions.

Noel Carroll lays out five criteria that a mental act must
meet in order to involve narrative connection: it must
involve “ (1) ... at least two events and/or states of affairs (2)
in a globally forward-looking manner (3) concerning the
career of at least one unified subject (4) where the temporal
relations between the events and/or states of affairs are
perspicuously ordered, and (5) where the earlier events in the
sequence are at least causally necessary conditions for the
causation of later events and/or states of affairs (or are
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contributions thereto) ” (Carroll 2001, 126). The Ideal
Chronicle would lack at least four of these criteria, retaining
only (1).

Aristotle (Poetics) continues this reflection on the nature
of our narrative thinking with his assertion that poetry is more
philosophical and more epistemologically significant than
history. For him, history simply describes things that have
happened, but poetry speaks about things that could happen,
that are possible to happen. When Aristotle says that history
is only concerned with facts, he does not mean that events are
presented without interpretation, not connected in any way,
stated independently of anyone’s subjective account, or
outside of time, but that the subject is a particular unalterable
series of events. L.e., the facts of Trojan War will be: The
Greeks attacked Troy; they fought for seven years; Achilles
killed Hector; the Greeks won. Aristotle claimed that we
cannot get Universals from those events, but only an
understanding of that particular series of events. Therefore,
history, he says, doesn’t have the epistemological value that
poetry does.

This epistemological value of poetry for Aristotle arises
because poetry does lead us to an understanding
of Universals, because we have particulars as possible
actions, not necessary ones. When we read of the Trojan
War in Homer’s The Iliad, as opposed to in a history,
Achilles still kills Hector, but in the history he does it out
of necessity — that is, because he actually did kill Hector.
In The Iliad, Achilles and Hector are characters, with
personality traits. In Achilles we see a character who is
ruled by pride. In Hector, one who is virtuous, noble and
motivated by sense of duty to his family and his city.
Because we know these characteristics, we are able
to abstract to dynamic action of characters as types
of people who are likely to do or say certain kinds
of things, not simply as individuals. Exactly from those
actions we learn about the concepts of jealousy, pride,
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virtue and nobility. Achilles and Hector become
embodiments of those concepts, allowing us to grasp them.

The epistemological significance of poetry for Aristotle
strikes me as an important insight, and I will argue that it is
because poetry, in dealing with possibilities, actually engages
the audience in the narrative process — in Narrativity. The
audience must look for causal relationships within the plot,
and has to constantly revise previous ideas about those
relationships and expectations for the outcome of the plot.
In this way, it can be seen that Narrativity is a mode
of understanding.

Indeed, the explanation of some abstract concepts would
be problematic without a narrative engagement of some sort.
For example, to understand the concept of Love, one might
want to read Romeo and Juliet and undergo an «as if»
experience of love. In this manner we could get closer
to understanding a concept through our cognitive engagement
or a simulated mental process, i.e. one that brings about the
possibility of a similar mental experience, even if it is
experience entertained in imagination «as if’ it were one
actually experienced. In neuroscience terms, we would like
to bring ourselves closer to having neural activities and
connections similar to those that a person who is in love
experiences.

That Narrativity is an ongoing endeavor can be seen by the
constant revision in which we engage. As Danto argues, most
events have not yet discharged their causal energy. l.e., if we
have two events, E1 and E2, it doesn’t guarantee that E1 causes
E2, since E2 could be caused by another much earlier event, Ex.
In fact, Ex could be any of the previous events in the time scale
that «simply have not yet discharged their causal energy, but
have lain dormant all these centuries, like a volcano». But it is
important to note that it is through Narrativity that we assign
causality; causality cannot be conceived without Narrativity.

Danto’s meditation on «dormant causes» strikes me as
relevant in many ways to the nature of our mental
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experiences. For example, the phenomena of memory could
discharge past experiences into present and future ones, and
could even change how we project and plan future actions.
The Proustian madeleine is a vivid example of an involuntary
memory — one of Danto’s «dormant causes». Further,
involuntary memories could be likened to chance historical
finds, such as when a farmer uncovers an ancient bone or
artifact that leads anthropologists to new discoveries. Such an
event was seen recently when a previously unknown
battlefield was wuncovered in northern Europe, leading
historians to completely re-examine what they thought they
knew about ancient society in that area. For us, involuntary
memory can act as that kind of discovery, making us re-
evaluate what we thought we knew about ourselves, or the
meaning of events in our past. Similarly, we can see new
experiences in the light of ones that precede them, which we
hold in memory. It is as though we were historians who were
continually exploring the same subject and possibly as open
to revising our own account as we might be concerned about
defending it.

By contrast, the Ideal Chronicler is unable to provide
a humanly coherent account of events since causes for him
cannot be witnessed as causes. As Danto stresses in his
thought experiment, though the work done by the Ideal
Chronicler is definitive, it might be given over to a machine.
This is not only because he lacks the human ability to make
connections among past events, but also because he is unable
to speculate and project consequences into the future. «The
whole truth concerning an event can only be known after, and
sometimes only long after the event itself has taken place,»
Danto says. So what the Ideal Chronicler was deliberately not
equipped with was the perspective given by looking back at an
event from the future. And this is the part of the story that
historians are employed for. Only a historian from the future
can say when the 30 Years War began — if that war was so
called because of its duration.
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Looking at the Ideal Chronicle, history and poetry, we see
three levels of knowledge. In the first case, we know all the
facts in a series of events, but the Ideal Chronicler is unable
to observe any causal connections. What he lacks — beyond
our experience of time — I would claim, is the synthetic
capacity. He cannot assign importance to events and
synthesize them into a single account that could be called
a story, a narrative.

The historian does have the synthetic capacity, because
she makes causal connections between events, allowing her
to discern degrees of importance. She sees the series of events
in terms of a narrative, and through that narrative is able
to provide an understanding of meaning that an Ideal
Chronicle does not provide. But, again, according to Aristotle,
that meaning does not lead to an understanding of Universals.
Aristotle’s poet, on the other hand, might see that what
happened to Helen is a significant event in writing a Trojan
War story, but would look beyond that to the form of the
actions, which allows him to see the Universals.

Aristotle, with his view that poetry has epistemological
value while history does not, distinguishes between different
kinds of narratives and assigns a priority to poetry because it
has powers to bring one to a higher form-finding state, where
realization of Universals is achieved. The power
of imagination engaged by poetry is thus capable of elevating
one to the Platonic realm of forms where we can have a grasp
of the idea and discern the patterns of a possible occurrence
of the events of a given type and learn about characters as
types of people who are likely to do or to say certain things.
The mere connection of specific facts in history, for Aristotle,
doesn’t provide synthesis beyond the specific events of the
history, and doesn’t get us to the state of form-finding or
pattern recognition, which poetry does in a dynamic and
artful way.
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Narrativity as essential to language and action

As the previous discussion indicates, a predicate such as
«is a cause of» would not be accessible to the Ideal Chronicler,
and in general his use of language would be necessarily
limited, because of the many terms that imply or require
a temporal relationship. Many verbs and terms logically
require the occurrence of an event later than E1, such as
«began,» «preceded,» «gave rise to.» There are even many
nouns that are not apparently temporal, yet that require the
occurrence of previous events, for example «redemption»
assumes that one has somehow failed and «death»
presupposes life. Thus, even seemingly temporally static
terms by implication place themselves in a temporal context
and carry narrative meaning. On the other hand, all verbs at
least imply a narrative, because they deal with actions, which
exist temporally and entail a beginning, a duration and an end
(closure), even if the beginning and end are not explicit in the
form of the verb. Since narrative is such a basic linguistic
structure, it suggests it is a basic mental structure, as well.

This account also has consequences for how we relate
to our futures. Looking at the relationship between narrative
sentences and action, Danto examines what he calls project
verbs, a common linguistic structure that creates connections
among a set of behavior — R-ing — within which the
relationship might not otherwise be apparent. «Planting
roses,» for example, could include such behaviors as R1 —
fertilizing the ground; R2 — digging; R3 — smoking his pipe;
R4 — hiring expert gardeners. But it also may be true of a man
that he is engaged in R-ing and that a project verb, such as
«planting roses,» might be true of him even at a time when no
term from the range R1...Rn is true of him.

We cannot use such «project verbs» without making claims
on the future. Because the Ideal Chronicler does not make
future-oriented causal connections, he cannot have projects.
If we were to ask the I.C. what he was doing when he was
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digging a hole, he wouldn’t be able to reply «planting roses,»
since this is a project that presupposes a range of causally
connected behavior. As Danto explains, the range of R-ing will
be different for everyone, but the point is that the Ideal
Chronicler cannot be engaged in R-ing, since he cannot make
claims on the future or connect a present behavior
to a previous event. The Ideal Chronicler may even be
deprived of the entire language of action. The mental reality
of the I.C., for that matter, is contrary to the nature of human
thought, which inherently seeks connections.

To be engaged in the process of R-ing, however, would
only assume making a weak claim on the future. A person who
aims to produce prize-winning roses makes a stronger claim
on the future, but if roses for some reason do not bloom, it
does not falsify the proposition that the person was planting
them. The focus is on the process or experience of R-ing as
opposed to the result achieved. Operations that might
constitute R-ing are merely necessary, but not sufficient for R
as such. What is needed is the process, which I argue also
proves the necessity of narrativity in mundane actions if we
are to be engaged in any projects. The question could be
raised whether a character like Oblomov is already R-ing when
he is lying in his bed, dreaming about the things he would do
to R, telling his servant Zakhar or his friends about his great
plans for R-ing, even though he never actually does get out
of bed to physically engage in any of the acts of R-ing. He has
the Narrativity of R-ing, the projection of himself R-ing, even
though that narrative and projection never materialize in any
other action.

Just as Narrativity is implied in our very use of language, it
is also implied in our most basic actions. This leads me
to a slippery slope argument, which shows how the narrativity
involved in making coffee becomes non-trivial, despite
Strawson’s claim to the contrary. A person could each day go
about making coffee, at first simply using coffee, but then
starting to add spices — perhaps one day cinnamon, another
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day chocolate, then combining them, trying other spices, until
she had an entire collection of coffee recipes. One day she
might decide to open a coffee shop. She now sees that first
decision to explore different ways of making coffee, which
before had seemed nothing more than an effort to make
a trivial daily ritual less boring, was in fact the cause
of a complex and non-trivial project. Similarly, we could look
at a man smoking a pipe and say that this is trivial, he is
simply smoking a pipe. However that activity could just be
a necessary fragment of a larger project, that — even if it is
a pause from action, possibly for reflection or rest — is one
of a series of activities that constitutes this project.

Even on the other end of the scale, when a child makes
coffee for the first time, she has to learn the causal sequence
of each step of the action consciously, paying careful attention
to the coherence of the action. So, if an action like making
coffee can be considered a trivial example of Narrativity, it is
only because it can be internalized. Initially, however, the
narrative must be created, examined and referred to, or the
project will not be carried out successfully. But the Narrativity
is still there, and can resurface. Indeed, being «in the moment»
of making coffee would not mean being in any particular
instant in the process, but rather being in that instant only as
a part of the entire process — an instant within a narrative.

Thus, the triviality of any action becomes a matter
of degree, since one could see that each experience as such
of making coffee could bring significance into one’s life.
Of course, not everything fits into large scale projects, but
even so the triviality of any action cannot be assigned
by default to any of our actions and the scope of the
Narrativity argument remains entirely subjective.

Conclusion

What is the connection between Aristotle’s poet, Danto’s
historian and a person engaged in a long-term project such as
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planting roses? All of them create narratives and what
connects them is the narrative process in which they all are
engaged: to write a poem or a work of history requires this
process. The insufficiency of both the Aristotelian history and
of Danto’s Ideal Chronicle shows the unique value and
necessity of narrative for human understanding. Danto’s
discussion of project verbs shows that just by using this
language we necessarily make claims on the future, and
therefore have a projection — even if subconscious,
unacknowledged or dormant — towards the future. The
common usage of such verbs indicates that this kind
of projection is an inherent and necessary aspect of our
mental activity, and such projection is a product
of Narrativity.

Narrativity as a mental component of our experience is
a necessary condition for performing other cognitive tasks that
involve coherence seeking and form-finding tendencies, such
as making sense of our mundane experience. Narrativity is also
the mental component we engage when we initiate actions,
whether on a trivial scale, such as making coffee, or for larger
projects. To approach the issue from another end, any
discussion of actions requires an appeal to the narrative nature
of our experience, the necessity of which is demonstrated
in the language that must be used. This necessity extends
to our mental activity because the way we are engaged
in project-making linguistically, our mental activity is engaged
in form-finding over time, and thus Narrativity.
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[NYBOKUIMN CUHUN

BMPTYAJIbHbIV BbIlNTYCKHOW
BbICTABOYHbIN MPOEKT MPOIPAMMBDI
MOAIrOTOBKW APT-KYPATOPOB
«3CTETUKA: APT-BU3HEC»
OUNNTOCODCKOIO MAKYJIbTETA MI'Y
NMMEHW M.B.JIOMOHOCOBA

CNYLWATENEN 2019/2020 YHEBHOTO TOOA

Hamr skypHas, TOCBITUBIINIA TIpebIAyIINii HOMep MHTe-
JIEKTYaJbHOMY COIPOTMBJIEHMIO 3CTETUUYECKOTO COO0OIIecTBa
BUPYCHOI yrpo3e, MOc/ie BbIXOAA €ro B CBET MPUHSI yyacTue
B ellle OJHOJM BakHOV (hOpMe 3CTEeTUUECKON IesTeIbHOCTU
B HOBBIX yCI0BMSIX. Ha 3TOT pa3 peub uaeT o0 MpakKTUIeCcKoOM
acreKkTe 3CTeTUYeCKOTO OMbITa, Cyyall KOTOPOro HaM KaxXkeT-
Cs OOCTOMHBIM. B cuTyauum KapAMHAJIbHOTO COKpallleHUs
MoJisi MyOIMYHOTO OOILIeHMS B Iepuon aKTUBHOW OOpbObI
C BUPYCOM T031Hel 3umoit u BecHol 2020 roga BO BCeM MU-
pe aKTUBMU3UPOBAINCh (GOPMbI BUPTYAIbHON 3CTETUUYECKOIA
KOMMYHMKalMu. B Mx uyuciae oKa3aaucCh SKCIO3ULIMOHHBIE
MIPOEKThI, TPAHCAUPYEMbIE apT-TajiepesMy uepe3 pasinuHbie
pecypcbl IHTepHeTa. ATU CcpeAcTBa Aaau BO3MOKHOCTb IIpU-
obpecT HOBbIE, HEOXUIAHHbIE, paHee HEMPOrHO3MpPyeMble
BO3MOSKHOCTY TTPMOOpETEeHMST 3CTETUUECKOTO OIbiTa. JKypHait
CUMTAeT HEOOXOOMMBIM OOpaTUTHCS K OMNMCAHUIO, a 3aTeM
M K MCCIAeOOBAHMIO 3TUX BHOBB IIPMOOpeTeHHBbIX (opmM BuUp-
TYaJIbHOM 3CTETUYECKON KOMMYHUKALIVMN.

OmnuchiBaeMblil 9KCITO3ULIMOHHbBIN TTPOEKT OCYIIeCTBIISIICS
IVUCTAHIIMOHHO B KOHIle Mass — Hauaje uioHa 2020 roma
B YUIOBUSIX 3KCTPEHHBIX aHTMBUPYCHBIX Mep depe3 MHTep-
HeT-pecypchl  Aesthetica Universalis', Tipy TeXHMUUYECKOI
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M uHOpPMALMOHHOM TOAJepkKKe XyHOOKeCTBEeHHOI Taje-
pen Cogito punocodckoro daxkyabrera MI'Y umenu M.B.JIo-
MOHOCOBa, KOTOpPasi SIBJIIETCSI B OObIYHOE BpeMs ITOCTOSTHHOIA
9KCIO3UIMOHHOM 6a30ii mporpaMMbl MOATOTOBKM apT-Kypa-
TOPOB «JCTeTMKA: apT-6M3Hec», paborawineir Ha ¢uaocod-
ckoMm dakyabreTe MI'Y ¢ 2005 roma. [Iporpamma «dcTeTuka:
apT-6M3HeC» TFOTOBUT KypaTOpOB Ha 06a3e BbICIIEro o6paso-
BaHMSI B TeYeHMEe OJHOIO aKaJeMUUyeCKOro roja, Mmporuecc
o0OyJyeHMs BKIIOUAeT B ceOsl HapsIy C TeOPeTUYeCKOii MOoAro-
TOBKOJ TPU PeaJIbHbIX rajepeiiHbIX MPOeKTa, KOTOpble OJDK-
HbI pa3BUTh B OYAYIIMX KypaTopaxX KOHIeNTyajJbHble MpOeK-
TUBHbIe KauecTBa. B 2019/2020 yue6HOM romy IiepBbie IBa
MIPOEKTa OBLIM OCYIIECTBIEHbI, KAK OOBIUHO, B peaJbHOM ra-
JiepeiiHOM npocTpaHcTBe. [TocneqHnii Ke BBIITYCKHOM ITPOEKT
M0 CJIOKMBIIMMCSI OOCTOSITENIbCTBAM ObLT IMepeHeceH B WH-
TepHeT.

KoHuenTyanpHasi 3ajavya MpoeKTa 3aKjaiydanach B TOM,
YTOOBI TI0Ka3aThb BbIpPA3UTEIbHbIE BO3MOXKXHOCTM OFHOTO
13 6a30BbIX JIEMEHTOB KMBOIMCU — I[BETa, B3STOrO HA MPU-
Mepe OLHOrO0 U3 KJIIUEBbIX IMTMEHTOB — CUMHero. B mpoiecce
BBICTaBOYHON CeNeKIMM ObUIM OTOOpaHbI PabOThI XYHMOKHM-
KOB, KOTOpble OTBOJASIT CMHEMY M €ro HIOaHCaM OYE€BUIHYIO
POJTb BBIPA3UTEbHOTO O3HAUEHMST. XYIOKHUKY ObLIN TTOAPO6-
HO MHTEpPBBIOMPOBAHBI KypaTopaMy 00 MX XPOMAaTUYECKUX
npedepeHIuAx, 06 UCTOKAX UX SMOILMOHAIbHON MTPUBSI3aHHO-
CTU K ILIKaJIe CMUHUX OTTEHKOB, BOIIPOCHI YUUTHIBAIN TEOPETU-
yeckye acreKThbl UCCIeN0BaHMS 1[BeTa, KOTOPbIe MPAaKTUKOBAJI
Bacunuit BacunbeBuy KaHOMHCKMIT B CBOUX 3CTETUKO-XpPOMa-
TUYECKMX pPaboTaX, B OCOOEHHOCTM B TEpPUOI pPaboThI
B Bauhaus. B urtore ¢buibm npeBpaTuics B BaxKHbI SMIUPU-
YeCKuil JOKYMEHT, IPefCTaBISIIOIINIA 3Ty TeMaTUKY, KOTOPBIN
JlaeT pelnpe3eHTaTMBHBIN MaTepuas IJjs OaJbHENIINX UCCIe-

! Tipumep — kanan Aesthetica Universalis Ha mnatdopme YouTube. Ccbuika
Ha poyyk mpoekTa: https://youtu.be/vVTWnq6JnkyY
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IOBaHMII TPO6IEM 3CTETUUYECKON KOMMYHMKAILMM U MCKYC-
CTBa.

Sna I'mspunkesuu. Paboma «CmpaHuyst 6eccoHUybl» U3 Npoekma
«nybokuti cunuti» / Yana Gavrilkevich. The work called «Sheets
of Insomnia» from the project «Deep Blue».

Vol. 2 (10). 2020 167



DEEP BLUE

VIRTUAL EXHIBITION PROJECT OF THE

OF ART CURATORS TRAINING PROGRAM
«AESTHETICS: ART BUSINESS» AT
LOMONOSQOV MOSCOW STATE UNIVERSITY,
FACULTY OF PHILOSOPHY,

2019/2020 ACADEMIC YEAR

Our journal which devoted the previous issue to the
intellectual resistance of the aesthetic community to the viral
threat, after its publication, has taken part in another
important form of aesthetic activity in the new conditions.
This time we are dealing with the practical aspect of aesthetic
experience, the case of which seems worthy to be mentioned.
In the situation of cardinal reduction in the field of public
communication during the period of active struggle against
the virus in the end of winter and in spring of 2020, forms
of virtual aesthetic communication intensified all over the
world. Among them were exposition projects translated by art
galleries to the audience through various Internet resources.
These events made it possible to acquire new, unexpected,
previously unpredictable opportunities for acquiring aesthetic
experience. The journal considers that it’s necessary to turn
to description and then to analytical studies studies of these
newly acquired forms of virtual aesthetic communication.

The described exposition project was carried out remotely
in late May — early June 2020 under the conditions
of extraordinary anti-virus measures through the Internet
resources of Aesthetica Universalis', with the technical and

1See the channel Aesthetica Universalis on the YouTube platform. The
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informational support of the Cogito art gallery of the Faculty
of Philosophy at Lomonosov Moscow State University, which
is usually a permanent exposition the base of the training
program for art curators called Aesthetics: art business, which
has been working at the Faculty of Philosophy the University
since 2005. The program prepares art curators on the basis
of higher education for one academic year, the learning
process includes, along with theoretical training, three real
gallery projects that should develop conceptual projective
skills in future curators. In the 2019/2020 academic year, the
first two projects were carried out, as usual, in a real gallery
space. The last project, due to the above mentioned
circumstances, was transferred to the Internet.

The conceptual task of the project was to show the
expressive possibilities of one of the basic elements
of painting — a color, taken on the example of one of the key
pigments — blue. In the course of the exhibition selection, the
works of artists were chosen, who assign the obvious role
of expressive meaning to blue and its nuances. The artists
were interviewed in detail by the curators about their
chromatic preferences, about the origins of their emotional
attachment to the scale of blue shades, the questions took
into account the theoretical aspects of the study of color,
which Wassily Kandinsky practiced in his aesthetic-chromatic
studies, especially during his work at Bauhaus. As a result, the
film turned into an important empirical document on this
topic, which provides representative material for further
research in the problems of aesthetic communication and art.

project movie: https://youtu.be/vVIWnq6JnkY
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ELIZAVETA DREMOVA!

COLLECTIVE TRAUMA IN THE
PHOTOGRAPHIC SERIES OF THE MINSK
SCHOOL OF PHOTOGRAPHY: IGOR
SAVCHENKO, GALINA MOSKALEVA, SERGEY
KOZHEMYAKIN (THE 1980S AND THE
1990S)?

Abstract

The article is devoted to the problem of collective trauma
representation in art in the works of three Belarusian photographers
of the post-Soviet period: Igor Savchenko, Galina Moskaleva, Sergey
Kozhemyakin. The author gives an overview of such concepts as
«traumay, «collective trauma», «<work of mourning», and examines
some characteristics of the «affective component» of photography.
The article sets out theoretical approaches to the phenomenon

of the inexpressible and refers to the concepts of I. Kant, E. Burke, J.-
F. Lyotard, F. Ankersmit and J. Ranciére. The author comes the
conclusion that the images created by Belarusian photographers
express splitting, breaking, and fragmentation. The aesthetic
program of Belarusian photographers consists in appropriating
photos from personal and anonymous archives, recomposing images
in a new context, framing, and fragmenting photos. It often reveals
that a lot of photos cannot be «read», which allows us to say that
there is an unsymbolized residue in these images, i.e. «punctums».

' Elizaveta Dremova is a postgraduate student at the Department
of Aesthetics, Faculty of Philosophy, Lomonosov Moscow State University.

2 This is the authorized translation of the Russian original published in the
previous issue: AU. Vol. 1 (9). 2020. P. 177—212.
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Collective trauma, photography, contemporary art, punctum.

Trauma: from the individual to the collective

Trauma Studies appear after the First World War as
a response to its tragic events. In 1920, Sigmund Freud write
his work Beyond the Pleasure Principle, which describes the
functioning of the psyche of people suffering from war
neurosis. According to Freud, the dream of a person with
a traumatic neurosis returns him or her to the situation
of disaster and leads to a new state of a repeated fright
(schreck). The psychoanalyst introduces the concept
of «repetition compulsion» of the repressed. He relates fixation
on trauma with the behavior of hysterics: «hysterics suffer
mainly from reminiscences»!. The memories of people with
traumatic neurosis never reach the symbolic level.
Consciousness protects our psyche from excessive stressors
of the surrounding world. The situation of trauma creates
such conditions when a person not only suffers from
memories, but they start controlling his mental life. Freud
discovers the multiple nature of trauma: the events of the
present might became a trigger for some traumatic experience
of the past. The psychoanalyst comes an important conclusion
that the patient knows and does not know about significance
of early traumatic event. He knows about this because he has
not forgotten it, and he does not know about it because he is
unaware of its significance. Thus, the trauma is written in the
person’s memory, but is not recognized by him.

The French psychoanalyst Jacques Lacan offers some new
strategies for psychoanalytic work that is mostly connected
with Freud’s legacy. He suggests three registers of the psychic

! Freud, S. Beyond the Pleasure Principle. New York: W.W. Norton &
Company, 1961. P. 7.
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apparatus: the Imaginary, the Symbolic, the Real'. The Real is
an unsymbolized space of extreme intense experience that
consciousness never fully perceives. There is no access to the
Real, the encounter with It is only possible as an intrusion
of a traumatic symptom: «I call everything that comes from
the Real side a symptom. And the Real is everything that does
not stick, does not work, creates an obstacle to the life
of a person and the assertion of his personality [personnalité].
The real always returns to the same place, we always find it
there in the same manifestations.»> Thus, trauma is
a predicate of the Real. Cathy Caruth, an American cultural
critic, emphasizes that trauma is not a separate empirical
event, it appears to be a non-localized event. «It is not simply,
that is, the literal threatening of bodily life, but the fact that
the threat is recognized as such by the mind one moment too
late,» says Caruth, «The shock of the mind’s relation to the
threat of death is thus not the direct experience of the threat,
but precisely the missing of this experience, the fact that, not
being experience in time, it has not yet been fully known.»®
What was seen was so extreme and premature for a person
that the mind was too late to realize it. Caruth calls the
trauma situation a temporal gap between vision and
knowledge, a lag of painful experience in time. Caruth also
discovers in «vision from the past» (flashback) a paradox that
combines intrusion and amnesia. The invasion occurs
in dreams or in a state of hypnosis during therapy and it is
characterized by high accuracy and detail of what is seen.
Amnesia is expressed in the fact that in a conscious life

! Lacan, J. On the Names of the Father. Cambridge: Polity Press, 2013.
2Lacan, J. The interview in Panorama, 1974. URL: https:/
www.versobooks.com/blogs/1668-there-can-be-no-crisis-of-psychoanalysis
-jacques-lacan-interviewed-in-1974 (accessed 07.06.2020)

5 Caruth, C. Unclaimed Experience: Trauma, Narrative and History.
Baltimore: Johns Hopkins University Press. 1996. P. 62.
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traumatic experiences resist comprehension. The gap between
vision and knowledge reveals the nature of a delayed trauma:
experiences nether find a place for themselves, nor become
meaningful memories. Caruth goes on to explain: «... the
impact of the traumatic event lies precisely in its belatedness,
in its refusal to be simply located, in its insistent appearance
outside the boundaries of any single place or time».! Then
«compulsive repetition» is the mind’s attempt to repeat the
missed encounter over and over again.

Consequently, there is a structural difference between
memory and trauma. Not all forgotten memories are
traumatic, but all traumatic memories block the process
of their transformation into subsequent conscious memory.
Caruth provides the results of neuropsychological research
with people who survived the Holocaust. According to the
results, the level and daily rhythms of cortisol circulation
in Holocaust survivors and their children were similar. It
means that the descendants of Holocaust survivors are much
more vulnerable to PTSD (Post Traumatic Stress Disorder) if
they are exposed to a traumatic event than other people?. It
leads Caruth to believe that traumatic history can haunt later
generations.

Getting rid of the trauma is the «work of mourning»
(trauerarbeit), which Freud describes in his article Mourning
and Melancholia. Both processes — mourning and
melancholia — are the result of the «loss of a loved person» or
to the «loss of some abstraction» (country, liberty, ideals)®.

U Caruth, C. Trauma: Explorations in Memory. Baltimore: Johns Hopkins
University Press. 1995. P. 9.

2 Yehuda R., Bierer L. M., Schmeidler ]. A., Breslau D. H., Dolan I., Low 8.
Cortisol and Risk for PTSD in Adult Offspring of Holocaust Survivors //
American Journal of Psychiatry. 2000. — N2157/8. — P. 1252—1259; Yehuda
R., Halligan S. L., Bierer L. M. Cortisol Levels in Adult Offspring of Holocaust
Survivors: Relation to PTSD Symptom Severity in the Parent and Child? //
Comment in Psychoneuroendocrinology. N228/4. May 2003. P. 594—595.
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The melancholia suffers from a sense of guilt, he cannot
comprehend his loss. Grief requires a lot of time and effort on
the part of the psychic apparatus to manage, but it often ends
in so to speak «respect for reality». The «Self» is separated
from the lost object and becomes free. The American
researcher Domenick LaCarpa, following Freud’s work
«Mourning and Melancholia», discusses about the ways
to work with collective trauma: «acting out» and «working
through.»* The «acting out» corresponds to Freudian
melancholia: the repressed past completely takes possession
of the subject. In this process, the victims tend to repeat
traumatic events as if they were constantly experiencing them.
The «working through» is similar to Freud’s «work
of mourning» which is the attempt of victims to free
themselves from this haunting past. In the process
of «working through», this past is distinguished from the
present, and the necessary distance is created.

The victims recognize the suffering they have experienced
in terms of their changed identity. «Acting out» and «working
through» are not opposites, they are quit different, but they
are co-related being a part of the same process of responding
to a traumatic event. Another way of responding to trauma,
the opposite of «working through», is associated with the
formation of «narrative fetishism», which was introduced
in the theory of trauma by the American researcher Eric
Santner. «Narrative fetishism» for Santner is the way to get rid
of grief by replaced it by the plot design of a traumatic event,
that takes the place and cause of the trauma.® «Proper»

5 Freud, S. Mourning and Melancholia. Standard Edition of the Complete
Psychological Works of Sigmund Freud (Vol. XIV). London: The Hogarth
Press. P. 243.

4 LaCapra, D. Representing the Holocaust: History, Theory, Trauma. Ithaca,
NY: Cornell University Press, 1994. P.65.

S Santner, E. L. History Beyond the Pleasure Principle: Some Thoughts on
the Representation of Trauma. Probing the Limits of Representation:
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mourning does not free you from the necessity to make sense
of what happened; it only masks the trauma, delaying the
«work of mourning» for a long time.

If the symptoms of an individual trauma appear a long
time (multiple trauma), then we can say the traumatic
experience might cover not one generation, but the
generations to follow. This unsuffered experience can be
unconsciously settle down in our bodies. Collective traumatic
reactions are reflected in society’s inability to express its
painful memories. Thus, a collective trauma can be defined as
a set of symptoms that are characteristic of a group of people,
social or ethnic community. They are often displaced from the
symbolic order, and not included in the processes of memory.
Thus, trauma continues to be invisibly present in modern
times. The «work of mourning» casts a long shadow over the
second and subsequent generations «after». In modern Russia
and Belarus, we can notice a lack of such «<mourning» for the
victims of Soviet political repressions. Based on the continuity
with the Soviet past, the memory of the victims of political
repressions is not as strong as the memory of the great
Patriotic war, and the experience of this war is sometimes
replaced by the myth of war, which assumes an exclusively
heroic self-perception of national identity.® A significant role
in the process of understanding of this hard past can is played
by art, which often opens new reserves for reflection
of trauma. Some post-war artists like Gerhard Richter, Anselm
Kiefer, Joseph Beuys and others have promoted the process
of overcoming amnesia and understanding the new German
identity after the Holocaust. Such art helps us feel otherwise

Nazism and the «Final Solution». Cambridge: Harvard UP, 1992. P. 143—
154.

¢ See: Koposov, N. E. Pamiat’ strogogo rezhima. Istoriia i politika v Rossii
[A Strict-Security Memory: History and Politics in Russia]. Moscow: Novoe
Literaturnoe Obozrenie, 2011. (In Russian).
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impossible experience of the Other. This kind of experience
does not belong to us, but we should try to experienced it
to order to co-exist peacefully in future. It is not accidental
that in the late Soviet period the works that addressed the
complicated past appeared. They sought to describe of the
collective trauma which was produced by the events of the
Second World War and political repression in Symbolic order.

The sublime and the unpresentable in aesthetic theory

The question remains how art can work with trauma that
exceeds our ability to perceive? In Western Humanities
different approaches to the art of trauma have been developed
by artistic practice after the Holocaust. Philosophers as a rule
associate trauma with the concept of the unpresentable and
on the category of the sublime. The unpresentable in the
philosophy of Jean-Francois Lyotard is the ability to think
which cannot be seen: «These Ideas, for which there is no
possible presentation and which therefore provide no
knowledge of reality (experience), also prohibit the free accord
of the faculties that produces the feeling of the beautiful. They
obstruct the formation and stabilisation of taste. One could
call them unpresentable (or the unrepresentable) ”! The
unpresentable in Lyotard is associated with the sublime.

In classical aesthetics, Edmund Burke and Immanuel Kant
associate the sublime with grandeur, vastness, and
incommensurability of the sublime object with man. The
sublime is suspense, darkness, excitement, expectation
of possible deprivations, torment, pain, emptiness. The
sublime has a double structure: it causes a feeling of anxiety
and even horror through a power, but in order to become an
aesthetic sense, it must be at some distance from us. As

! Iyotard, J.-F. Answering the question: what is the postmodern? In The
Postmodern Explained to Children. Sydney: Power Publications, 1992.
P. 6.
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a result of this delay, we may experience an increase in our
feelings or «ecstatic horror» (delicious horror).!

Lacoue-Labarthe in his essay Problems of the Sublime asks
a question: «Any representation is, by definition, sensuous
(physical) — how can it be represented or appear (se
manifester) extra-sensuous or supersensible?».? The
philosopher points out that we always make the
unrepresentable as possible representable, which expects that
representation which corresponds to it. Here we are faced with
a contradictory combination. Abstraction could become
a similar negative representation of the sublime. In this terms
Lyotard writes about modern art: «For an outline of an
aesthetic of sublime painting, there is little we need to add
to these remarks: as painting, it will evidently ,present”
something, but negatively: it will therefore avoid figuration or
representation; it will be ,blank® (blanche) like one
of Malevich’s squares; it will make one see only by prohibiting
one from seeing; it will give pleasure only by giving pain».3

If for Lyotard modern art makes it possible to imagine that
is unrepresentable, Lacoue-Labarthe draws a slightly different
conclusion: in the sublime, there is not a representation
of what is unrepresentable but there is a «representation
without representation» in it. It might be said that in such art
the unrepresentable contains some indication or reference
to its presence. Lacoue-Labarthe and Lyotard agree that the
art of the sublime is now embodied in modern art. The new
aesthetic order leans towards ideas of the sublime, the
unimaginable, which become its driving forces.

! Burke, E. A Philosophical Enquiry into the Origin of our Ideas of the
Sublime and Beautiful (1759). Cambridge: Cambridge University Press,
2014.

% Lacoue-Labarthe, P. Problématique du sublime, Encyclopaedia Universalis
France S.A., 1989.

5 Lyotard, ].-F. Answering the question: what is the postmodern? In The
Postmodern Explained to Children, Sydney, Power Publications, 1992. P. 7.
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Lyotard in Heidegger and the Jews continues to think about
the unrepresentable and connects it with the Freudian
unconscious: «The discovery of an originary repressed leads
Freud to assume that it cannot be represented. And it is not
representable because, in dynamic terms, the quantity
of energy transmitted by this shock is not transformed into
«objects’ <...> The first blow, then, strikes the apparatus
without observable internal effect, without affecting it. It is
a shock without affect. With the second blow there takes place
an affect without shock: I buy something in a store, anxiety
crushes me, I flee, but nothing had really happened.»!
Actually, Lyotard describes the repressed and forgotten as
unconscious affect and it is the work of trauma. Lyotard goes
on to write that imagining «Auschwitz» in images or words is
a way to make you forget about it. Such art contains
something which issue a challenge to representative logic.
Franklin Ankersmit in the «Sublime Historical Experience»
directly interprets the trauma through the concept of the
sublime (or the unrepresentable)?>. The sublime is the
philosophical equivalent of the concept of trauma, and trauma
is the psychological equivalent of the sublime. Trauma and the
sublime are associated with experiences that inspire too much
fear to be placed within the boundaries of our «normal»
perception of the world. Ankersmith, like Burke, believes that
the experience of the sublime is associated with our distance
from the object (the threat is suspended). In a situation
of trauma, a person is at a distance from its cause (we are
separated from the event by repression) and separated from
the «normal» perception of the world, suffers a painful
distortion.

! Lyotard, J.-F. Heidegger and «the Jews». Minnneapolis, London: University
Of Minnesota Press, 1997. P. 15—16.

2 Ankersmit, F.R. Sublime Historical Experience. Stanford: Stanford
University Press, 2005.
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Jacques Rancier in his article «Are Some Things
Unrepresentable?» suggests that such art should be
considered in the context of a new aesthetic regime, without
drawing a line between the concepts of «representable» and
«unrepresentable», which remain in the visual mode. The
aesthetic mode of art is described in terms of suspension:
suspended are «the usual connections not only between
appearance and reality, but also between form and matter,
activity and passivity, reason and sensuality».! The impact
of Rancier’s thinking is that unrepresentable in art that refers
to catastrophes is not necessarily abstract. Rancier writes
about the film «Shoah» by Claude Lanzman: «To investigate
something that has disappeared, an event whose traces have
been erased, to find witnesses and make them speak of the
materiality of the event without cancelting it enigma, is
a form of investigation which certainly cannot be assimilated
to the representative logic ofverisimilitude. <...> On the other
hand, it is perfectly compatible with the relationship between
the truth of the event and fictional invention specific to the
aesthetic regime in the arts.»? For Rancier, the
unrepresentable expresses the absence of a stable connection
between the display and the designation, which would give
presence to the absent, would lead to the coincidence
of a particular setting of the connection between meaning and
nonsense, presentation and concealment. Following that,
abstract painting itself cannot find the necessary tools to deal
with a disaster. Giving presence to the absent will be
correlated with such forms of art in which we could find this
suspension, and here there is a photograph as a trace of the
«former» reality, as a statement of the presence of the referent
in the absence of it. Therefore, for an artist working with
trauma, it will important first of all to be on the border of the

! Ranciere, J. The Future of the Image. London: Verso, 2007. P. 121.
2 Ibid. P. 129.

182 Aesthetica Universalis



visible and invisible, to form a living experience of memory,
to put the viewer in relation to an unrepresentable experience.
In each time, it will be a conversation about the possibilities
of art and the possibility of testifying to the horrible past.

Punctum as an effective component of photography

Like a trauma that escapes symbolization, the
photographic image contains something that is always
excessive to the viewer. In the essay «Camera Lucida», Roland
Barthes writes about two ways of reading photos. The first is
the studium, which is interpreted as a cultural code necessary
for reading a photograph. The second is the punctum which
points to a meaning that cannot be translated into the
recognizable symbolic system. Barthes writes that punctum
might «prick me.»! It is a detail that strikes the viewer, but
does not appear directly in the photo. Punctum adds an extra
dimension to photography that is related to our memory.
When we begin to express it through language, its affective
tension decreases. Punctum allows photos to go beyond their
borders: it is both inside the photo and outside it. If in the first
part of the essay Barthes mainly analyzes the details
in photographs that punctum evokes in him, then in the
second part Bart comes to the idea that punctum strikes us first
of all with the feeling of «it was», the specificity of the passage
of time in photography. He writes: «The photograph is literally
an emanation of the referent. From a real body, which was
there, proceed radiations which ultimately touch me <...> the
photograph of the missing being will touch me like the
delayed rays of a star».>

Valery Podoroga points out that the ability of photography
to hurt is related to the awareness of a temporary gap between

! Barthes R. Camera Lucida. Reflections on Photography. New York: Hill and
Wang, 1981. P. 47.
2 Ibid. pp. 80—81.
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us and the image: «My sense of the past arises from this
unstoppable loss of the visible.»! According to Podoroga the
memory and remembrance are not the same: the first is always
universal, while the second «blows up memory», appropriates
and plunges into oblivion what is not remembered. Memories
correlates with trauma in its ability to tear the structure
of conscious memory. Helen Petrovsky expands the
understanding of punctum. She suggests the concept
of «implied referent»: «It belongs to representation to the
extent that one acknowledge its existance. However, it from an
environment or reality which is basically social, yet is unaware
of itself. Its distinguishing feature is the affective openness
of experience.»?

Using the example of Cindy Sherman’s photographs,
Petrovsky explains the «implied referent» as the translation
of the particular into the universal, the invisible into the
visible. At the moment of looking at a photo, we, the audience,
become participants of a collective experience. This reveals
a special kind of affective type of collective. Analyzing the
work of Boris Mikhailov, Petrovsky writes that «the
interference of the photographer in the texture of images does
not refute the historical truth — quite the opposite. What
Mikhailov manages to convey so successfully is the
unimaginable side of the Soviet experience, which remains
essentially invisible <...> the transient collective «recognizes’
itself in photography, at the same time allowing it to break
into the realm of the visible.»® Thus, the photographer’s

! Podoroga V. A. Nepredyavlennaya fotografiya. Zametki po povodu
«Svetloy komnaty» R. Barta [Undeveloping photograph. Notes on R. Barth’s
«Light room»] // Avto-bio-grafiya. K voprosu o metode. Tetradi po
analiticheskoy antropologii [Auto-bio-graphy. To the question of the
method. Notebooks on Analytical Anthropology]. Moscow: Logos, 2001,
P. 198.

% Petrovsky, H. Lost in Time: Boris Mikhailov and His Study of the Soviet //
Ruins of Modernity. Duke University Press. P. 448.
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intervention does not become a violation of the documentary
component in the photo, but, on the contrary, makes the
invisible visible, manifests and revives the memory shared
with others.

In her essay Regarding the Pain of Others Susan Sontag
emphasizes the dual ability of photography to create both
evidence and artwork. The main leitmotif of this work is the
image of pain and suffering in photographs. Such photos
should not satisfy our aesthetic sense, otherwise they create
a radical distance between the event and the viewer, and
suffering becomes abstract. The story itself turns into an
archive of images, it forms visual cliche for us, which reduces
the sensitivity in relation to the event: «All memory is
individual, unreproducible — it dies with each person. What is
called collective memory is not a remembering but
a stipulating: that this is important, and this is the story about
how it happened, with the pictures that lock the story in our
minds. Ideologies create substantiating archives of images,
representative images, which encapsulate common ideas
of significance and trigger predictable thoughts, feelings.»*
Saving photographs of the horror that occurred does not help
ensure that this horror never repeats itself. Sontag cites the
example of albums with images of maimed victims of the First
World War.

Sontag draws attention to the fact that these terrible
images form the space of our collective responsibility for the
violence that occurred in the past. This leads to the strict
ethical prohibition of Sontag to depict suffering as
a spectacle. It is not necessary to promote the dissemination
of images of horror as evidence of tragedy (to Sontag they

5 Petrovsky H. Bezymyannye soobshchestva [The Anonymous Community].
M.: Falanster, 2012. P. 196—197.

4 Sontag, S. Regarding the Pain of Others, New York: Picador. Farrar, Straus
and Giroux, 2003. P. 68.
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will soon lose their potential), but to carry out a responsible
study of the past. The pathos of Sontag is to translate
«looking» into «attitude», to keep the pain of others in one’s
own experience by means of moral consciousness. Sontag’s
analysis of the photograph Dead Troops Talk (A Vision After
an Ambush of a Red Army Patro Near Moquor, Afghanistan,
Winter 1986) by Jeff Wall points out that those who have not
lived through such things «can’t understand» the experience
such images represent. Sontag says that those who have not
lived through such things can’t understand the experience
such images represent, she gives such an example from her
life, when the picture caused an affective reaction. She
recalls seeing images from the Bergen-Balsen and Dachau
camps as a teenager: «When I looked at those photographs,
something broke. Some limit had been reached, and not only
that of horror; I felt irrevocably grieved, wounded, but a part
of my feelings started to tighten; something went dead;
something is still crying.»!

We can draw some conclusions: Firstly, the concept
of punctum expands our understanding of photography,
revealing its affective component. Secondly, the connection
between memory and photography allows the photographic
image to generate the past in the present, removing the
distance between them. Thirdly, the extended social meaning
of punctum and the concept of «implied referent» removes the
division of photography into documentary and artistic and
opens up new possibilities in the analysis of artistic
photography. In this regard, Sontag’s reflection on the ethics
of photography suggests a special type of community that has
a sense of shared responsibility for the past. Therefore, we do
not consider the series of the Minsk school of photography as
exclusively artistic works and do not begin with their authors’
intentions, but through these images we could discover that

1 Sontag, S. On Photography. New York: Rosettabooks, 2005. P. 15.
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invisible mechanics — the «work of mourning» of the late
Soviet generation.

Documentary and «ghostly» in the photo series of the Minsk school
of photography

The specificity of the artistic practice of Belarusian
photographers of the 1980s and 1990s was that they used
photographs from personal or collective archives of the 1930s
and 1980s. These photos were either amateur («Childhood
Memories» by Galina Moskaleva, «Family Album: Real Photos
from Real Life» by Sergey Kozhemyakin) or portraits («About
Happiness», «About it», photos from the series «Mysteries»
by Igor Savchenko, «Children’s Album» by Sergey
Kozhemyakin). The photographers subjected the images
to framing and visual transformation. Let’s focus on the way
how the representative and documentary functions
of photography are split in the projects of Belarusian
photographers.
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IIl. 1. Igor Savchenko. Alphabet of Gestures. 1992.

Igor Savchenko’s Alphabet of Gestures consists of archival
images that are framed so that the main objects in the photo
are people’s hands and feet (Ill. 1). The originals of these
photos are portraits, which suggest the presence of a face.
Although we could see the person’s gender and estimated age,
we can’t actually identify the people in the photo. The
emphasis is on the gesture, posture, and position of their
bodies. This creates the effect of depersonalization.
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IIl. 2. Igor Savchenko. Hand on the Shoulder. 1992.

In the series Hand on the Shoulder as a result of framing,
we see a portrait and the hand of another person lying on the
shoulder. Along with numerous photos where the second
figure is removed, there is a picture where a man who puts his
hand on the shoulder enters the visibility zone (Ill. 2). In the
Mysteries series pictured people are painted over with white
strokes so that they become almost indistinguishable. In cases
of other photos red lines are drawn that look like cracks, dots,
marks which cross out faces. In Mysteries-1 two almost
identical photos follow in a row, they show two men
in military uniforms and a boy. They are all of different ages
and generations, one may suggest that this could be a family
portrait. These photos are also cropped, and we can only see
the shoulder of the person at the border of the frame. An
object is cut out between the figures, and in its place is a black
space. In the first photo, a figure is drawn inside it with white
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strokes, which indicates the presence of a human figure in this
place (Ill. 3). In the case of the second photo, the figure
disappears, leaving a black void.

e

IIl. 3. Igor Savchenko. Mysteries-1. 1993.

Some photographs contain captions that either repeat
what the picture depicts (He and his Shadow, The Picture
behind him), or have an additional meaning (...of course; but
this does not mean that there is no Last Judgment). Thanks
to these captions (Fighting the red line, Waiting for your main
crack, Sitting around the Red Point, Waiting for your main
Scratch), cracks, dots and lines take on autonomous meaning
in the photograph. Several images are framed in a similar way
as in The Alphabet of Gestures: certain parts of the body
remain, and the person’s hands or face move from the center
to the periphery of the photo. In the case of About it series
of portraits captions also put a special strain on photos: He
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who knows this, That which knows this, Those who know this,
Those who managed to learn this, The One who lost it, Those who
have lost it. «It» is something indescribable that cannot be
named, or is forbidden by someone to be named. In other
words, we cannot know «this» because our experience do not
coincide with the experience of his, her, or those?

P e et €n Catnnns 30138
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IIl. 4. Igor Savchenko....of course; but this does not mean that
there is no Last Judgment. 1990.

The transformations inside Savchenko’s photographs
(lines-cracks, dots, crossing out faces, removing people from
the photo by cropping) reproduce the actions of the Great
Terror in Russia, which was aimed at destroying all traces
of «enemies of the people». The fate of those shot or killed
in the camps was unknown to their relatives. «Ten years
without the right to correspond» — this was the sentence that
was reported to relatives, but in reality it implied the highest
penalty, execution!. The victims of repression remained
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unburied, their status suspended between life and death: he is
not alive and not dead at the same time. In this context, the
concept of the ghost of the poststructuralist philosopher
Jacques Derrida will be productive for us. In an interview with
Cahiers du cinema Derrida talks about ghosts in movies
discussing Lanzmann’s film Shoah: «The ghosts have survived,
they are re-presentifed, they appear in the whole of their
speech, which is phenomenal and fantastic, that is, spectral
<...> Cinema it is a double trace: trace of the testimony itself,
trace of the forgetting, trace of absolute death, trace of the
without-trace, trace of the extermination. It is the rescue,
by the film, of what remains without salvation, salvation for
the without-salvation, the experience of pure survivance that
testifes.»? Can we talk about photography in the same way?
The photographic image is a literal «emanation of the
referent» in its absence. On the one hand, the very act
of photographing, «grasping» the image of a person
symbolically kills it. On the other hand, someone who has
disappeared in the present continues to exist in the
photograph. This is the ghostly moment: the trace of evidence
and the trace of no-trace. In the Savchenko series, we are
constantly faced with such a phenomenon of the ghost, which
in its absence continues to return.

During the Stalinist terror, it was common practice
to delete and cross out images of «enemies of the people»
in group photos. In family photo albums, the image
of a repressed relative became a threat to the family. Denis
Skopin’s The Policy of Disappearance in Stalin’s Russia and
Photography (La photographie et de groupe et la politique de la
disparition dans la Russie de Staline) raises the problem

! Cohen, S. F. The Victims Return: Survivors of the Gulag After Stalin.
London: I.B.Tauris, 2012. P. 68.

2 Cinema and Its Ghosts: An Interview with Jacques Derrida. Vol. 37, No. 1—
2 (Winter/Spring 2015). P. 32.
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of removing «enemies of the people» from group and family
photos.! The space of a group photo assumes the symbolic
unity of all the people depicted on it, belonging to the same
community. The presence of the «enemy of the people» in the
logic of terror becomes the basis for the persecution of other
people in the photo. By removing the «enemy», there is
a public renunciation of it, a symbolic break with the
repressed. Thus, Savchenko’s series, reproducing this
mechanism of terror, testify the presence of the past, which
was not mourned and did not receive redemption.

! Skopin, D. La photographie et de groupe et la politique de la disparition
dans la Russie de Staline. Paris: Harmattan, 2015.
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Ill. 5. Galina Moskaleva. Childhood Memories. 1990.

In her series Childhood Memories (1989—1994), Galina
Moskaleva is already working with a personal archive
of photos (Ill. 5.):

My father kept an archive of negatives from my birth to the age of 7,
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until our family broke up. After reviewing the archive, I realized that
my father did not just take pictures of my mother, neighbors, me,
and friends. He looked for poses, States, directed the shoot. The
material was simply rich, and with it was quite possible to go on

a voyage of self-discovery. In my space-time, images of memories,
feelings of my «self” were built up, and memory selects from the past
those that are in tune with my current mood, the desire

to synthesize my «self’.!

In the cases of these photos we can swee duplication of the
people and objects depicted. Moskaleva adds color to black-
and-white images by coloring individual parts of the photo.
We find that the author does not collect photos in a single
archive which would be some evidence of the past, but there is
a radical transformation of the image. The work that
Moskaleva does is a search for the lost time of her childhood
which is collected and scattered from images created by her
departed father. The series Childhood Memories in 1994 is
added by the title Children’s dreams (Ill. 6.). On these photos
along with doubling and coloring there are dark blue, almost
black spaces that absorb the image, and access to it is even
more difficult. According to the author, the main motive for
this series were children’s nightmares:

Children’s dreams, recurring terrible nightmares at night, I tried

to transfer this feeling to the photo by coloring it in exciting colors.
By giving some not real form as in a dream. The dialogue with sleep
is interesting, you stop, they are afraid of it, and it no longer comes
to you.?

Black voids on the photos, as well as Moskaleva’s phrase
about the dialogue with sleep which is born in her practice
of image transformation, eliminates the fear of a nightmare

! Moskaleva, G. Childhood Memories. URL: http://gala.onthemount.net/?
p=36 (accessed 27.03.2020)
2 Moskaleva G. Childhood Memories. URL: http://gala.onthemount.net/?
p=36 (accessed 27.03.2020)
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and resembles a psychotherapeutic study of trauma. Coming
out of the trauma is accompanied by a transition to a symbolic
level, an attempt to separate yourself from the past that
haunts you.

Ill. 6. Galina Moskaleva. «Childhood Memories, children’s
dreams». 1994.

Freud confers the effect of the uncanny to «that which
should have remained secret, hidden, but has come to light.»!
According to Freud, the uncanny is the native, the known, but
now forgotten, the alien that invades and frightens us.
Therefore, the effect of the uncanny is given to duplicates,
ghosts, mechanical dolls, marionettes — the living dead, the
repressed unconscious affect. In Moskaleva’s photographs,
there is a collision with her own double: images of childhood
are something familiar and native, but these images are

UFreud, S. The Uncanny. The Standard Edition of the Complete
Psychological Works of Sigmund Freud, Volume XVII (1917—1919): An
Infantile Neurosis and Other Work. P. 225.

196 Aesthetica Universalis



shattered, become indistinguishable, and are endowed with
disturbing feelings.

DomospapvR wa NIMEME y PosRMuKD  Aeniwa e

IIl. 7. Sergey Kozhemyakin. «Family Album: Real Photos from
Real Life» 1953—1989.

In Sergey Kozhemyakin’s series Family Album: Real Photos
from Real Life the images are also shifted to a detail,
a fragment (Ill. 7.). Notably that the name doubles the word
«real»: photos not too much show about this reality.
Numerous scratches and cropping effect distort the people
depicted in the photo. We are again faced with the effect
of reducing the representative opportunities of photography.
The series Phantom Feelings (Ill. 8.) represents personal photos
of Kozhemyakin mounted on a concrete cube. The author
describes the circumstances that served as a starting point for
creating photos:

Once I was walking near Uruchya (Minsk sleeping district) on the
racetrack and saw a huge concrete cube on which drivers train
loading. Absolutely rational object, absolute form, absolute
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functionality. It is like the border of materiality, there is nothing
further. Like a screen on which ephemeral images appear. Two
people breaking out of a cramped space with an easy gait — the title
work of the series, which became the starting point.!

Some photographs actually continue outside the cube, the
cramped space opens up, and the borders of the photo become
dynamic.

However, this does not happen in all the images, some
of them seem to be concreted in a cube. In particular, the
photo that Kozhemyakin refers to, which «breaks out
of a closed space», actually remains inside the cube and does
not go beyond it. On this photo, we again see a familiar image
that is typical for Belarusian photographers, the figures
of people are blurred and their faces are indistinguishable.
In one of the photos of the series, we see a lot of people under
umbrellas who turned their backs to the viewer. We can’t
identify people because their faces are hidden from the
camera. In the following photos, we find an overlay of old
photo portraits; figures of standing people who are blurred;
a group photo of children, fragments of which are darkened
and become difficult to distinguish; a photo of a telegram;
a photo of a rusted Soviet star against a peeling wall; concrete
slabs in the water. In general, this series has a narrative
element. We could figure out these images from the point
of view of the end of the era (a rusty Soviet star) and the
aspiration to freedom (two people walking), but still there is
an indistinguishable space in them. In many ways,
Kozhemyakin’s series Phantom Feelings shows the invasion
of the past, the presence of ghosts, and forms an anxiety
before the present.

! Kozhemyakin, S. Keeping the Balance. URL: https://znyata.com/z-proekty/
legends-kozhemyakin-1.html (accessed: 27.03.2020)
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IIl. 8. Sergey Kozhemyakin. Phantom Feelings. 1997—2002

The conditions of post-traumatic culture set a certain kind
of sensitivity, a reaction to «structures of feelings» as a living
collective experience, which is reflected in art. We are again
faced with the effect of splitting of representative possibilities
of photography. The photos of Igor Savchenko, Galina
Moskaleva and Sergey Kozhemyakin show an invasion of the
extreme and uncanny in everyday stories. Fractures, cracks,
scratches, like wounds and scars of the past, which still have
not been healed.

Conclusion

Analyzing the work of Belarusian photographers, we found
a special type of work with archival photos which
demonstrates a shift from the representative function
of photography. Photos collected by the authors from personal
and collective archives are being transformed and thus
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become impenetrable. Photographers find unsymbolized
residue in these images. This is the expression of a repressed
unconscious affect, a traumatic unprocessed past. Collective
trauma is thought of as a break in the collective «self», the
lack of awareness of the violence that occurred. This results
in a combination of recurring symptoms, speech faults, and
cultural failures. The conditions of post-traumatic culture
suggest various forms of trauma experience. These include
«Acting out» and «Working through». The first method relates
to melancholy, the repressed past takes possession of the
subject, and the second is reconciliation with the trauma.
In the landscape of late-Soviet and post-Soviet culture, we can
see a variety of memory practices related to the traumatic
past. Among them, we highlight the photo series of Belarusian
photographers.

Aesthetic theory offers various approaches to art related
to trauma. One approach suggests considering it in accordance
with the problems of the beautiful and the sublime, the
conceivable and the unimaginable. = The image
of a Catastrophe becomes a representation without
representation, or contains an indication of the
unrepresentable. Another approach assumes that the
unrepresentable expresses the absence of a stable relationship
between the display and the designation that would give
presence to the absent. This makes it possible to consider
photography as the most appropriate medium for endowing
this presence. The photographic image becomes the living,
undeniable presence of the referent. Breaking the distance
between the image and the viewer, the photo forms a space
in which the past is actualized. Using the concept of punctum,
the affective component of photography is distinguished.

The works of Belarusian photographers contain punctums
of this kind, which provide an additional dimension to the
photo associated with our affective memory. The concept
of «implied referent» as a combination of affective and
historical circumstances in the photographs of Belarusian
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photographers allows the invisible side of the Soviet
experience to appear. The works of the Minsk authors point
to the return of a repressed, traumatic symptom, and at the
same time they testify the development of collective trauma,
the «work of mourning», which has not yet been completed.
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