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EDITORIAL

Now the readers do receive the second issue of AU. Since the
first volume appeared we’ve made a serious work to present our
edition to aesthetic community and to invite representatives
of all segments of aesthetic discourse to the talk on our pages.

The editorial policy will be based on the position that we are
ready to give the possibility for public speech to all approaches
to the aesthetic that are representative in their essential
characters. Our edition doesn’t have anything in common with
methodological dictatorship or thematical trendsetting, we wish
to settle a good ground for theoretical exchange on the very
essence of all aesthetic problems. So the sections of our edition
are not of methodological or thematical nature, they are based
on those discoursive formats in which our authors prefer
to express their views. We expect all our authors to reply the
previous publications just expressing their own aesthetic ideas
in that format they do prefer themselves.

We must add to abovementioned only one thing: from the
third issue our edition will be absolutely billingual. All
publications will include the full texts both in English and
Russian. As ever, we are waiting vyour papers at

aestheticauniversalis@gmail.com,
Sergey Dzikevich,
AU Editor-in-Chief
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FRENCH PSYCHOLOGICAL AESTHETICS ON
THE WAY TOWARDS PSYCHOLOGY OF ART
SUMMARY

Abstract

The article is researching the process of emergence of one of the most
influential directions of «aesthetics from below» as a result
of psychological reaction to speculative classical aesthetics in France,
that has transformed into a separate field of aesthetic research —
psychology of art. Particular attention is provided to a formative
history of theoretical and methodological principles developed by such
leading figures of psychology of art in the first half of the 20th century
as Henri Delacroix, Robert Frances, Denis Huisman and other
prominent representatives of French aesthetic thought. Based on
particular works, the author shows that French psychology of art
developed as a result of overcoming the influence of psychologism and
anti-psychologism.

Key words

Psychological aesthetics, psychology of art, French psychology of art,
imagination, empathy, intuition, Henri Delacroix, Robert Frances,
Denis Huisman.

From Psychological Aesthetics
to the Psychology of Art

In the late 19% century, along with sociological,
irrationalist, formalist, and other theories, there was also
marked growth in the influence of psychological methodology.
Although not as obviously as in the Indian and Japanese
aesthetic traditions, the need for a psychological approach
to aesthetic and artistic problems had been felt in the West
since long ago. Only in the late 19" century, however, when
scholars began to more consistently apply more rigorous
methods to the study of aesthetics and the philosophy of art,
did other prospects for knowledge open up. The appearance and
gradual establishment of psychological strategies and methods
of research are to be connected with the crisis in the speculative
philosophy of art and with the spread of new fields of study with

14



their own problems, for example, experimental psychology, the
psychology of aesthetic apprehension, the psychology of art, etc.

The transformation of aesthetic problems during the second
half of the 19" century was greatly influenced by the reaction
inspired by the works of the founder of positivism, Auguste
Comte, against the principles of speculative metaphysical
thinking from above and by a radical shift in empirically
oriented thought toward the analysis of specific facts. The
leading representatives of the psychological reaction against
metaphysical speculation — Hermann von Helmholtz, Gustav
Theodor Fechner, Theodor Lipps, Wilhelm Wundt, Oswald
Kiilpe, and Johannes Volkelt — relied on the achievements
of rapidly developing empirical science in order to know
aesthetic and artistic phenomena. By using empirical methods
to research the physical bases of visual and auditory perception
and to experiment with sensory processes, they laid new
scientific foundations not only for psychology and physiology
in general but also for psychological aesthetics and the
psychology of art.

Emerging on the cusp of aesthetic and psychological
problems, this new field of scientific knowledge developed
spontaneously at first, as scientists grasped the importance and
potential of psychological knowledge. As psychology was
becoming an independent field with its own problems, it was
difficult at first, in a single torrent of scientific knowledge,
to distinguish between the disciplines dealing with aesthetic
and artistic problems. The tendency to psychologize aesthetics
eventually became so strong, however, that an attitude arose
that the new aesthetics influenced by positivism should be
subdivided into two main branches: the philosophy of art and
the psychology of art. Some individuals also distinguished a so-
called psychological aesthetics.

The shift to the newly emerging psychological aesthetics
and psychology of art became clear in Fechner’s two-volume
work Vorschule der Aesthetik (Preschool of Aesthetics, 1876),
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in which this founder of experimental psychology refuted the
principles of the earlier metaphysical aesthetics from above and
elevated scientific knowledge based on empirical observation
and experimentation. The methods applied to psychological
aesthetics and the psychology of art were adopted from the ones
widely used in physiology for the study of sensory organs and
the nervous system. Hence, the experimental psychology
practiced by Fechner and his followers often also had another
name — physiological psychology. In this orientation
of aesthetics to physiology Fechner saw a reliable way
of applying recognized research methods to a qualitatively new
analysis of aesthetic and artistic phenomena. Fechner’s
methodology was directed toward everything that can be known
through the senses and that does or does not evoke feelings
of aesthetic pleasure in the apprehender. He was convinced that
psychology and, therefore, the component parts
of psychological knowledge — psychological aesthetics and the
psychology of art — obey precise mathematical principles.
Through experiments he sought the best rectangular forms,
lateral and planar proportions, and color combinations, and he
sought to prove that the choice of a rectangle with the
proportions of the golden mean indicates refined aesthetic taste
and reliably identifies those people who are culturally and
aesthetically receptive, sensitive to beauty, etc.

One of the most important concepts for Fechner — and for
psychological aesthetics in general — is empathy (Einfiihlung).
The theory of Einfilhlung was expounded for the first time
in 1887, in the later works of the neo-Hegelian Friedrich
Theodor Vischer. He adopted this term from his son, the art
historian and theoretician Robert Vischer, who used it to denote
the attribution of a subject’s thoughts and feelings to the things
and phenomena of the objective world. In aesthetics and in the
philosophy and psychology of art, this concept may be regarded,
in its broadest sense, as the projection of a creating and
apprehending subject’s sensations, emotions, and experiences
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onto artistically created objects. Here, empathy denotes the
objectivization of a feeling of identity with works of art, natural
forms, landscapes, etc. — an objectivization that evokes feelings
of special aesthetic pleasure in a subject.

Thus, although Fechner originated psychological
experimental methodology, his associative theory based on
empathy shows how positivism, despite its declared attitudes
of scientific rigor, was gradually transformed into a new variant
of subjectivist aesthetic theory. Through the concept
of empathy, Fechner and his comrade-in-arms, Lipps, sought
to theoretically ground a methodology that, by summarizing the
data of psychological experiments, would be based on the
inductive method. This tendency was most clearly expressed
in Lipps’ deductively apperceptive conception, which followed
from Fichte’s ego subjectivism and Herbart’s concept of the soul
and was developed in his two-volume work Asthetik (Aesthetics,
1903—1906). Here, research into psychological aesthetics was
already based on various experiments that were supposed
to ground the theoretical conclusions made. As Wilhelm Wundt
observes, «The method along these lines is, therefore, as
especially shown by Lipps’ more recent works, in which it has
achieved a clearer formulation, an essentially speculative and
dialectical one, while experiment is employed more for the
possible corroboration of observation»! (Wundt, Grundriss der
Psychologie, §2. Allgemeine Richtungen der Psychologie).

Lipps developed the theory of empathy, which gives a name
to the psychological act through which a subject perceives
a specific real object and projects into it his own highly personal

! «Die Methode dieser Richtung ist demnach, wie namentlich die
neueren Werke von Lipps zeigen, in denen sie deutlicher zur
Ausbildung gelangt ist, eine wesentlich spekulative und dialektische,
wihrend das Experiment mehr zur eventuellen Bestdtigung der
Betrachtungen herbeigezogen wird.»
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feelings and experiences. A work of art, this thinker maintained,
has not only a form but also an animate content, which is
grasped by way of objectivization or empathy. This
objectivization may be expressed in the most diverse ways
possible and give the object various content, but it will always
be one’s own mental experiences. In his opinion, a work of art is
a symbol of an aesthetic object and should be considered the
result of empathy. Lipps suggested that art should be analyzed
separately from the real world without reference to anything
beyond the bounds of the work being studied. When this
approach is followed, a work of art becomes a disembodied
symbol that is considered the direct result of empathy.

As a consequence of this aesthetic experience, the work
of art is, as it were, spiritualized. Thus, in a sculpture chiseled
from marble or some other kind of stone the material forms and
constructions are «spiritualized,» and in the apprehender’s
consciousness they acquire a specific content and meaning
because they are apprehended as unique values that acquire an
aesthetic meaning not only materially but also spiritually. The
attention of the proponents of psychological aesthetics is
transferred to the subjective psychological aspects of aesthetic
apprehension or, in other words, to those highly personal
experiences that influence the ultimate results of this process.
This latter aspect of Lipps’ theory later had tremendous
influence on the development of Edmund Husserl’s
phenomenological school. It is no accident that in the Munich
region many of Lipps’ students and comrades-in-arms later
joined the phenomenological movement. The ideas that arose
in Lipps’ milieu undoubtedly influenced the development
of phenomenology.

It is noteworthy that the ideas of Fechner and Lipps
promoted the development of the psychology of art. The
psychological interpretation that emerged in the works of these
thinkers of the problems of aesthetics and the philosophy of art
was further developed by their followers, who increasingly used

18



the theory of empathy to connect this interpretation with an
analysis of the psychological aspects of art. Psychological
aesthetics gradually became the psychology of art. What was
most important here were the works of the German
psychologists Wilhelm Wundt, Ernst Meumann, and Richard
Miiller-Freinfels.

In France, during the 1860’s, there arose a second wave
of psychological positivism (Gabriel Tarde, Théodule Ribot),
whose proponents sought to apply the principles of empirical
psychology to an analysis of artistic phenomena. However,
because this country already had a strong, broadly humane
tradition of the philosophy of art, this wave did not achieve
great proportions. The shift from positivism to humane
conceptions of the psychology of art became clear in Mario
Pilo’s work La psychologie du beau et de I’art (The Psychology
of Beauty and of Art, 1895). Here, an attempt was made
to distinguish between the specific natures of aesthetics and the
psychology of art. In this way, empiricism was overshadowed
in France by discussions of the universal problems of the
psychology of art in works by Victor Basch, Etienne Souriau,
Henri Delacroix, André Malraux, Jean-Paul Weber, Denis
Huisman, Robert Francés, René Huyghe, etc., who strove
to discover the place of the psychology of art in the humanities,
the specific nature of its theoretical approach, and the
psychological and sociopsychological aspects of a work of art as
well as to analyze the various ways in which works of art affect
an apprehender. Attention was also devoted to the psychology
of the creative process, the structure of the artist’s personality,
and its creative potential — to empathy, imagination, fantasy,
inspiration, intuition, emotional experiences, etc. The process
of creating works of artistic value was treated as well as the
psychology of how the artist plunges into the creative process.
There were discussions of the psychology of artistic thinking
and of other problems important for the development of the
psychology of art.
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French Psychological Aesthetics
on the Way towards Psychology of Art

The French tradition of psychology of art (Eugéne Véron,
Victor Bach, Henri Delacroix, André Malraux, Jean Weber, Denis
Huisman, Robert Franceés) due to stronger influence from
rapidly developing practice of art instead of that from
speculative theories turned the other direction than, for
example German tradition of psychology of art in which the
formation of psychology had mostly unfolded in the
environment of aesthetics, philosophy of art, general
psychology and psychological aesthetics.

At the end of nineteenth century, a wave of psychological
positivism arose in France (Eugéne Véron, Gabriel de Tarde,
Théodule Ribot, Victor Bach), proponents of which sought
to adapt the principles of empirical psychology to analysis
of art. Under the influence of theories of aesthetics and art, and
psychological study, problems of psychology of art then
unfolded in the space of experimental methodological
approaches. Under the influence of psychologism, the
specialists of aesthetics and philosophy of art became interested
in studying problems of aesthetic apprehension, feelings,
imagination, as well as psychological problems of artistic
creation. But in France, due to traditionally strong
humanitarian orientation, prevalent in philosophy of art, and
critical receptions of intensive art practice development, the
wave of experimental research and scientific methods in study
of aesthetics and philosophy of art has not achieved the same
level of grandiosity as it did in Germany.

Analysing the particularities of theoretical transformations
of dominant in academic discourse French aesthetics and
philosophy of art into psychology of art, we firstly notice several
features that differentiate the development of French tradition
from those of German and British. Firstly, in France, alongside
professional philosophers, psychologists and art critics, working
in the wuniversity system, exceptional role was given
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to practitioners of art — writers, poets, painters, who not only
took up creative work, but also published theoretical works. On
the other hand, directly encountering complex problems
of artistic creation in their creative practice, they gave
exceptional attention to narrower problems of psychology
of artistic creation processes, the artist and his creative
potential: imagination, fantasy, inspiration, intention,
intuition, improvisation, the conditions of genesis of artistic
thought, the role of emotional and rational factors in creative
process, work efficiency, etc. Out of a great number of creators
who wrote on problems of psychology of art we can firstly
mention Theophile Gauthier, Gustave Flaubert, Charles
Baudelaire, Arthur Rimbaud, Paul Verlaine, Paul Cézanne,
Albert Gleizes, Paul Valéry, Paul Claudel, Paul Eluard,
Guillaume Apollinaire, Blaise Cendrares, Marcel Proust, Pablo
Picasso and other authors whose ideas and theoretical works
influenced the development of French psychology of art and
within it developing main problem field.

Here we would like to remind that at the end of nineteenth
century the resurrected wave of positivism did not sever ties
with French tradition of spiritualistic aesthetics and psychology
of art. The bridge was then famous art critic and philosopher,
pupil of the elite I’Ecole Normale Supérieure — Eugéne Véron,
who turned problems of aesthetics and psychology of art
towards psychologization. His volume Lesthétique (Aesthetics),
published in 1878, gained much attention and was translated
not only to main Western languages but also to Japanese
language. Developing individualistic tendencies, characteristic
to romanticists and proponents of non-classical philosophy
of art, he gave significant attention to the artist and his creative
potential, developing «study of artist’s individuality or in other
words, study of philosophical manifestations of artistic
genius’ (Véron 2007, 132).

Refusing the prominence given to beauty by classical
aesthetics and philosophy of art, Véron transferred accents
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of his study to knowledge of aesthetic experiences. In this way,
the scientist, delving into the problem field usual to associative
psychology, directly associates the particularity of aesthetic
phenomena with the feelings of pleasure or displeasure,
experiences during the process of artwork apprehension. Véron
held sight and hearing to be particularly important because
according to him, they were directly connected to the centres
of feeling and idea genesis in the brain. From here flow two
main possibilities of orientation of art towards sensory
pleasures, triggered by sight and hearing organs, various optical
and sonic vibrations that in themselves determine the
disposition for various forms of artistic expression: expressive,
which convey intellectual emotions, and decorative which firstly
enchant sight and hearing.

According to Véron, various external stimuli through senses
influence the human brain and also his intellectual, moral and
creative activities. Thus, the scientist sought to uncover the
objective physiological origins of aesthetic and artistic activity.
He enthrones poetry as the only form of art, able to directly
express feelings and ideas, because this art, based on musicality,
language nuances, directly affects the consciousness
of apprehenders by various sonic vibrations.

On the other hand, Véron’s concept of psychology of art was
affected by the tradition of sociologization of aesthetics and
philosophy of art. He connected intellectual aspects of artist’s
creative potential and artistic creation process with feelings
of sociality and sympathy, who are attributed exceptional role
in the processes of humanity’s intellectual maturity and
development of art (Ibid 108). Thus the historical development
of art in Véron’s works is also directly associated with
developing of the aforementioned feelings.

Even more radical turn from positivism towards
humanitarian direction concept of psychology of art became
crystalized in the works of Victor Basch. He became known for
his analysis of German fundamental aesthetic works. In 1896 he
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published the first four-volume work on history of aesthetics
(Basch 1896), in which prominent attention is given to the
psychological theory of empathy. Separate elements of empathy
theory had been analysed and published in works dedicated
to aesthetics, individualism and intellectual life. Basch
associated empathy with symbolism, explaining the term
of symbolic empathy, as granting contemplated phenomena
symbolic meaning during the process of apprehension. Leaning
on theory of empathy he studied various aspects of aesthetic
apprehension, artist’s creative potential and works of art. Based
on German tradition, he tried to solve the problems of the
specificity of problem field in aesthetics and psychology of art.
Nevertheless, in his main theoretical and methodological
convictions and exceptional attention to theoretic
generalization of practice of art he was a typical French cultural
phenomena, who was in many ways connected with psychology
of art concepts, developed by his contemporaries and followers
E. Souriau, H. Delacroix and A. Malraux.

Discussing the early developmental stage of French
psychology of art and comparing it to German tradition, we can
state, that in French psychological aesthetics and from it
developing psychology of art the interest in empirical
experimental study did not become entrenched. Empiricism
in France eventually was supressed by study on determining the
place of psychology of art in humanitarian science system, the
particularity of its theoretical approaches, psychological and
social-psychological aspects of artwork, artwork’s effect on the
apprehender (H. Delacroix, A. Malraux, J. Weber, D. Huisman, R.
Frances, R. Huyghe and others).

Delacroix’s Institualisation
of the Psychology of Art

New stage in development of French psychology of art,
in which the transit is made to systemic and complex analysis
of specific problems of psychology of art, is associated with the
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key book from Henri Delacroix published in 1927, called
Psychologie de I'art. Essai sur l'activité artistique (Psychology
of Art. Essay on artist’s creative activity). At the beginning of the
book, the author separates himself from pretences to put
forward a unified concept of philosophy of art or psychology
of art (Delacroix 1927, 1). Nevertheless, alongside Lev
Vygotsky’s Psychology of Art, Delacroix’s book, undoubtedly is
one of the most profound and comprehensive works dedicated
to this sphere of scientific knowledge in Western thought
tradition before Second World War. In the discussed Delacroix’s
book, unfolded is the author’s attention to ideas developed by C.
Fiedler, celebrating artist’s creative activity, social psychological
analysis of subject of artistic creation, products of his creative
activity- artworks and various psychological aspects of artistic
apprehension and creation of artistic valuables. These multiple
layers of the set program is partially reflected in the title of the
mentioned book by Delacroix.

Delacroix proclaims the main object of his study to be not
art, but creative thought and those enthroned feelings, that are
essential to authentic apprehension of artistic creation process
and its product — artwork. The book consists of two main parts.
In the first part the attention is directed towards the importance
of phenomena of play in artistic creation, discussion of relations
between play and artistic creation, next discussed is the analysis
of aesthetic and psychological aspects of artistic creation and
various artist’s spiritual conditions, problems of contemplation
of ideas, and, finally, discussion of relations between artist and
creation. In the second part — the majority of particular
problems of creating music, poetry and fine art are analysed
from aesthetic and psychological standpoints.

Based on specific examples from music, poetry and history
of fine art, the scientist concentrates on problems of studying
the playful nature of art, artistic apprehension, psychological
artist’s personality and its artistic creative process. Delacroix is
not only distinguished by special subtlety of analysis, but he
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undoubtedly was one of the most insightful thinkers of at that
time only starting to crystalize sphere of psychology of art,
laying the foundations of new study problem field — problems
of psychology of artistic creation processes.

Delving into the totality of problems of psychology of art,
Delacroix accurately notices, that «looking in the psychological
aspect, the similarities often erase, overwhelm differences»
(Ibid., 43). In the essence of artistic creation he sees important
provision of playful nature of artistic creation: «Absolutely’, —
he accentuates, — «game is the same as art emancipated and
free from reality’ (Ibid., 43—44).

Delacroix explains art as creation, as the realization
of deepest spiritual flights. Artist — observer or creator (I’artiste—
contemplateur ou créateur) is granted with special abilities: he is
distinguished by particular features of expressing feelings and
impressions that are characteristic to a certain region of Earth.
On the other hand, he is in a way determined for concrete forms
of sensual feeling dispersion. And finally, artwork is unfolded as
the last word of art and at the same is the end of artist’s
mysteriousness. From here flow Delacroix’s particular view on
artist’s creative process and results of creative activity. In his
view, all work of artist-creator is directed towards giving
meaning to a particular harmonious whole and harmony
of compound elements in a particular artwork, in which
a particular aspect of human life in a way becomes reserved
in harmonious forms.

Based on Etienne Souriau’s aesthetic convictions Delacroix
also resolves his relationship with theory of empathy which had
gained great influence in German study of aesthetics,
philosophy of art and psychology of art. He asks problem
questions: Has empathy theory preserved its scientific value
until now? How valid is the proponents’ claim, that during
aesthetic act of artistic creation or apprehension of its results
we identify ourselves with apprehended objects? He does not
give a unified answer to these questions, but admits that in real
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life and especially in creative activity we often in a way breathe
in life within objects, spiritualize them and maintaining the
relationship among objects we grant a certain suggestiveness
to our relationships with them. This is a certain play between
myself and not myself, between tension, characteristic
to constraint and intoxicating feeling of freedom.

From here flows the conviction that in analysing them
in psychological aspect, empathy and sympathy dispersion
processes are distinguished by a mysterious phenomenon
of intuition and the variety of its forms of expression.
In Delacroix’s concept of psychology of art it is precisely
intuition that becomes an important tool in knowing
a multitude of aspects of artistic creation processes, as it helps
the apprehender to know the deep levels of different stages
of artistic creation and from them born artistic creations.

Delacroix is intrigued by the contemplations of proponents
of empathy theory, in which exceptional attention was given
to psychological study of various manifestations of intuition.
Delacroix considers the proponents of theory of empathy as an
expression of post-Kantian romanticism, i.e. spread
of philosophy of art ideas of Fr. Schelling and A. Schopenhauer.
He acknowledges Schopenhauer’s undeniable merits in this
sphere, but much more temperately evaluates theories of T.
Lipps, J. Volkelt, E. Grosse and R. Miiller—Freinfels.

During the process of artistic creation and the act
of aesthetic apprehension we are strongly emotionally affected
by various suggestive rhythmical shapes, colours, sounds and
they in a way become inseparable parts of our being. Even
in colours and sounds unfolded are not only various elements
of shape, but also special vibrations that affect the
apprehender’s consciousness and call out with harmonious or
structural various art form relationships, particular feelings
of sympathy, prompting to more deeply empathise with the
essence of apprehended structures, unwittingly compare among
them their vital dispersion.
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Delacroix critically evaluated Lipps’ theory of empathy and
in its essence lying feeling of sympathy. In Lipps’ and other
proponents’ of German theory of empathy convictions he sees
vagueness that is dangerous to notion of science and states that
the aesthetic feature of this principle should be more clearly
defined, otherwise the basic concepts of this theory, such as
imitation, sympathy and spiritualization become too banal. «For
Lipps», — he accentuates, — «aesthetic sympathy eliminates
those elements of reality that are intrinsic to usual everyday
life; it presupposes dissociation from the object» (Ibid., p. 53).
The essence of the problem lies in clearly defined and precise
definition of conditions, the interplay between those subjective
and objective feelings and decisions that some objects cause
within us. Thus emerges the essential aesthetic fact — new
relations between us and objects; the substance of objects, their
shape, content, i.e. idea, which reflects what arises elsewhere.
We sense the feeling of aesthetic sympathy with apprehended
objects depending on their value, size or their composition, we
are constrained by their construction as art objects (Ibid., 53).
From here flow the reproaches to Lipps’ and his follower
Volkelt’s concept; according to Delacroix, the feelings
of sympathy in their works were too vulgar.

The most interesting in the aspect of problems
of psychology of art are Delacroix’s contemplations on the
nature of art, artist’s creative potential and especially the
particularities of artistic creation process. In these spheres he
reveals himself as an especially insightful thinker, subtly
examining the most complex problems and critically viewing
the achievements of precedent psychological aesthetics and
psychology of art. He alludes to, characteristic to classical
philosophy of art, vagueness in speaking about the artist
in general and forms of his creative expression. To him artist is
firstly what is expressed in a particular shape of a musician,
poet, painter, in the variety of particular, infinitely individual
manifestations. Thus the product of his creation — artwork,
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undeniably reflects the individuality of particular personality’s
creative potential, life experience, professional skills, aesthetic
ideals, priorities and many other qualities.

On the other hand, during the artistic creation process every
artist, leaning on his unique creative powers seeks to convey the
ideas that excite him in the particular moment of his existence.
Inspiration in Delacroix’s concept of psychology of art becomes
an exceptionally important component of artist’s creative
potential and the process of creation itself. It is explained as the
stream of creative process, revitalizing the creator’s spirit,
further pushing towards spontaneous dispersion of many other
components of artistic creation process. «Inspiration, — he
stresses — «is a particular shock, like an overflowing
of emotions, like sudden enchanting attention. It is a certain
disruption of balance and new adaptation, new systemization.
The rhythm of life unfolds without break. New rhythms emerge.
The motion of mental acts terminates; certain new things
emerge in the motion of acts’ (Ibid., 184). Not coincidentally,
in his book Delacroix dedicates significant space for discussion
of inspiration and with it associated other spontaneously
unfolding elements of artist’s creative potential.

Inspiration provides the creator with the primary impulse,
but later in the process of creation unfolded are many other
emotional and rational components of artistic creation process
that confront the creator with many additional difficulties
in order to preserve the primal clarity of creative convictions.
Thus, according to Delacroix, in the process of creation it is
extremely important for a creator to «come back anew to the
accordance of created work’s totality of details to the primary
convictions’ (Ibid 210). Speaking about the nature of art and
during artistic creation process spontaneously acting various
elements of artist’s creative potential he constantly stresses the
interaction between the in advance non-programmed most
complex, spontaneous and difficult to locate intuitive,
emotional, playful and opposing to them many rational factors
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of Apollonian origin. «Thus, art’- he writes», — «is a much more
complex activity than play [...] Art, just as play, is creative
activity, but it creates harmonious reality, it creates world, that
commits to meaning with its order and laws» (Ibid., 45).

Transformation of the French Psychology of Art
(Huisman and Franceés)

So in this sphere Delacroix arises as one of the most
insightful thinkers of his time, defining the most perspective
concepts of psychology of art and subsequently from it
developed psychology of artistic creation processes. The
influence of these ideas is felt in the works of two other thinkers
A. Malraux and D. Huisman.

One of the most influential French art philosophers of the
second part of twentieth century André Malraux developed an
original concept of psychology of art. He started declaring the
first ideas of psychology of art in 1937. Some time later he
published the fundamental volume La psychologie de I‘art (The
Psychology of Art, 1947-1953) in three languages. Malraux was
meagrely interested in problems of object of psychology of art,
theoretical origins, and relations with kindred disciplines,
research methods, category systems and other similar problems.
He viewed psychology of art as inseparable part of universal
philosophy art of humanistic origin, in the centre of attention
of which were the psychological aspects of artistic creation and
artwork apprehension. Utilizing the wide context of world’s
artistic culture, Malraux firstly analyses the distinctive features
of authentic artistic creation and various high authenticity
criteria, created in different civilizations. Ideas of German
theory of empathy that intertwine with programme convictions
of comparativist philosophy of art and art criticism are uniquely
transformed in Malraux’s psychology of art. Malraux's ideas on
philosophy of art and psychology of art are discussed
in previously published texts (Andrijauskas 1993, 55—62).

D. Huisman, another follower of V. Basch and pupil of E.
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Souriau, differently from Malraux, begins his study of problems
of psychology of art from providing clearer definitions
of researched object and main problem fields. In his view,
psychology of art is a compound part of wider aesthetic
knowledge, in the centre of attention of which is study
of psychological problems of aesthetic apprehension and
creation. From here arise three main problem spheres
of psychology of art: apprehension, artistic creation and artistic
execution. Affected by V. Basch’s ideas, Huisman closely
associates problems of aesthetic apprehension with problems
of aesthetic pleasure, but he is mostly concerned with problems
of psychology of artistic creation processes. He explains
creation as joyous process of birth, kindred to religious ecstasy.
Accentuating the importance of artistic inspiration, Huisman
claims the main factors of creative process to be originality,
spontaneity and qualitative productiveness.

Huisman is a diligent proponent of intuitivist psychology
of art, restricting the role of thought and rational factors in the
process of artistic creation. «Contemplation», — he writes, —
«unfolds in art as a supplementary factor (...) the psychology
of artistic creation can encompass the creator’s consciousness
only through an integral gaze, not separating creative origins
and process into parts» (Huisman 1954, 83). Concentrating his
attention towards comparatively narrow psychological problems
of artistic creation and interpretation of musical and histrionic
creations, in the concept of psychology of art Huisman
separated the problems of artistic creation and contemplation
of artworks. This intentional narrowing of study field, opposite
to universalistic intentions of Malraux, was probably the main
reason for Huisman’s less significant influence upon history
of psychology of art ideas.

A much more perspective path in this respect was chosen
by two other founders of psychology of art, J]. Weber and R.
Frances, who gave much attention to solving actual theoretical
and methodological philosophy of art problems. Psychoanalysis
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adept J. Weber starts his book Psychology of Art by explaining the
specificity of object and methods of psychology of art, its
relations to aesthetics, philosophy of art, history of art and art
criticism. Weber stresses that the problems of psychology of art
are closely associated with the mentioned kindred sciences and
their methodological principles. Weber writes: «We
conceptualize psychology of art as the study of conscious and
unconscious conditions, associated with artwork creation and
contemplation» (Weber 1961 1).

The main study objects for psychology of art for the French
theorist are the apprehender, artist and artwork, thus
in psychology of art he studies three main problem groups:
psychology of apprehension, psychology of artistic creation
processes and psychology of artworks, which is analysed both
in psychological and ontological aspects. Based on the
achievements of psychoanalysis, Weber claims introspection,
psychoanalytical and psycho-phenomenological research
strategies to be main methods of psychology of art. In his works
we can sense a strong influence of psychoanalytical methods
and research strategies, which often directs the scientist
towards the study of peripheral problems that are less
significant to development of psychology of art.

In considering his theoretical and methodological
convictions, Robert Francés was a more consistent thinker who
had presented his concept in monography Psychologie de
Pesthétique (The Psychology of Aesthetics). He demarcated the
research field of psychology of art from a different kindred
problem sphere called psychologie de I’esthétique (psychology
of aesthetics). He writes: «Psychology of aesthetics is not
psychology of art. This change of term has been committed
according to the widening of the sphere it is associated with.
Out of carefulness and at the same time wanting to take a stand
against extreme speculations of philosophy of beauty,
contemporary positivist aesthetics step by step cease to be
a science about beauty, striving to remain only science about art
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or, even better, — thought on art. But as much as this limited
carefulness could have seemed justified when there was
a shortage of tested research methods, it is as much useless and
fatal now, when humanitarian sciences mastered the tools
allowing to establish facts and relations that confuse individual
observation, appear to be left for oblivion and chaotic [...] So
here we talk about aesthetics that are more general than science
about art, and its widening corresponds to the spread of such
study, strict methodological control of which can be evaluated»
(Frances 1968, 1-2).

Besides problems of psychology of art that have become
traditional, the scientist was also interested in disciplines later
developed from psychology of art — problems of psychology
of artistic creation processes to which he gave significant
attention in his works. The problem field of artistic creation and
communication was the special object of Francés’ attention,
in which he distinguished problems of artistic creation, artistic
elements, artwork apprehension, evaluation. formal language
and semantic structures of various art forms. Psychology of art
here intertwines with aesthetics, psychology of aesthetics,
psychosociology, psychology of artistic creation processes, and
other sub-disciplines studying psychological aspects of art.
Francés writes: «All of these questions are contemplated
simultaneously and according to common features without
particular references to sociocultural and historical changes, or
specifically attempting to accentuate alterations when
comparing cultures or civilizations. Either of these two paths is
important in its own way and they are not interchangeable. It is
meaningful to compare only what is deeply known.
Understanding mechanisms alleviates the detailed analysis
of their functioning in particular cultural frames. Cross-cultural
comparisons finally show what stays, changes of disappears
from this mechanism (Ibid., 14—15).

Later, the scientist summarised theoretical and
methodological convictions of psychology of art in an article
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published in collective volume Psychologie de [l'art et de
Pesthétique (Psychology of aesthetics and art) in the introduction
of which he stressed: «This collective volume firstly is
a synthesis of studies from various humanitarian sciences —
especially in the spheres of psychology and art, more widely
observed — aesthetics (Psychologie de lart et de [lesthétique
1979 7).

A. Malraux’s, J. Weber’s, R. Franceés’ and other adherents’
of French psychology of art strive to widen the influence field
of psychology of art and strengthen its theoretical and
methodological base has not been forgotten. In the last decades
of the twentieth century the effect of phenomenological,
hermeneutic, psychoanalytical and semiotic methodology
became noticeably stronger in French psychology of art and
increasingly more interdisciplinary and specialized research on
particular problems continued to emerge.
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AHTAHAC AHJIPUSTYCKAC!

! Aumanac Andpusiyckac popwicsi B ropope Kaynac (JIuta). OH siB-
JsieTcsl akageMukoM JIutoBckoit Axkamemuu Hayk, OKTOpOM U MpoO-
(dbeccopoM rymaHMTapHBIX HayK (McTopuu ¢unocodun), 3aBeayonm
Kadenpoii KOMITApaTUBUCTUKM U KYJIbBTYPHBIX MCCIenoBaHuit JIMTOB-
CKOTO MCC/IeOBaTeNbCKOr0 MHCTUTYTa KynbpTypsbl, mpesmpgeHTOM JIn-
TOBCKOJ 3CTeTHMueckoil accoumauuu. B 1973 rogy OH 3aKOHUYMJI CBOE
o6yuyerue B MI'Y um. M. B. JloMmoHOCOBa, B 1978 romy 3amuTuiI KaH-
IUAATCKYIO0 nuccepraiuio, a B 1990 — moxkropckyio. B 1981—1982 rr.
pabotan B yHuBepcutere Cop6oHHbI U B Komtex me @pakc;
B 1996 B KauecTBe ucciemoBarteis pa6ortan B VIHCTUTYTE MCKYCCTBA
" apxeoorumn (Linstitute d’art et
d’archéologie (L’Université de Paris-1), a B 1998 romgy B LleHTpe mccie-
nmoBaHuit uckyccrBa (Centre de Recherches sur I’art) B ITapuske. B xa-
yecTBe MpPUIVIAIEHHOTO Mpodeccopa paboTan B pasaMYHbIX BBICIINX
yuebHbIX 3aBemeHusx Opanumm, SnoHuu, Bembruy, IIBeitiapumn,
Poccun u npyrux crpaH. A. AHApUSyCKAac OMy6auMKoBal 22 MOHOrpa-
dun, 47 nccnemoBanmii, 38 KHUT U Gosee yeM 650 HayuyHBIX cTaTeit
Ha pas3jMYHbIX si3bIKax. bomee yem 100 KHUT GbUIM TMOATOTOBJIEHBI
1nog ero pykoBoncTBOM. Ilome ero mccinenoBaTeNbCKUX MHTEPECOB:
uctopusi dbunocodun, screruka, Gurocoduss UCKYCCTB, KOMIAPATUB-
Hble MCUIeOBaHUSI UMBUIN3ALNI, UCTOPUSI UCKYCCTBA, KyJabTypa Bo-
CTOKa M UCTOpUSL upaeit. YueHblii ObUT HarpaskaeH «HalMoHambHOI
Harpajoi 3a BK/IaJ B JIUTOBCKOe o6pa3oBaHMe» 3a CEpUI0 paboT, Mo-
CBSIIEHHBIX KOMITAPATUBHBIM MCCIENOBAHUSIM KYIbTYPbl, (UIOCO-
¢dun, scretuku u uckyccrBa. E-mail: aandrijauskas@gmail.com
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®OPAHITY3CKAS IICUXOJIOTNYECKASA
9CTETHKA HA IIYTH K IICXO0JIOT'U
HNCKVYCCTBA

(ITepesod Eszernus Jlo6posa’)

A6cmpakm

B craTbe mccienyeTcsi BOIIPOC, KaK B pe3ysbTaTe IICUXOJIOTMUYECKO
peakuuy Ha CIEeKYISTUBHYIO K/IacCMYeCKyl 3CTeTMKYy Bo @DpaHIuu
TIPOMCXONM/ TPOLIECC CTAaHOBJIEHMSI OJHOTO M3 CaMbIX BIMSITEIbHBIX
HaInpaB/IeHU «3CTETUKU CHU3Y», KOTOpPOe TpaHCHOPMMUPOBATIOCH
B OTHEIbHYIO OGJIACTb ICTETUYECKUX UCCIENOBAHUI — IICUXOIOTUIO
uckycerBa. Ocoboe BHMMaHMe B CTaThe yhensercs: ucropum hopmu-
pOBaHUSI TEOPETUUYECKUX Y METOHOIOTMUeCKMUX MPUHLIMUIIOB MICUXOTIO-
MM MCKYCCTBA IepBoii MonoBMHbI XX Beka B paborax AHpu [ena-
Kkpya, Pobepra ®paHnud, denuca IOcMaHa ¥ Opyrux BeAyLIUX Ipe[-
craBuTeneil ¢GpaHIly3CKOii 3CTETUYECKON MBbICTU. ABTOpP, ONMPAsCh
Ha KOHKpeTHbIe TeKCTbI, [IOKa3bIBaeT, YTO (GpaHIly3cKasi ICUXOIOTHS
MCKYCCTBa Pa3BMBalach B yCIOBUSIX IPEOJONIEHMS BO3LENCTBUS NICHU-
XOJIOTM3Ma M aHTUIICUXONIOTM3Ma.

Knwouesste cnoea

Icuxonoruyeckasl 3CTETUKA, TCUXOJOTUSI MCKYCCTBA, (paHIy3cKas
TICUXOJIOTUSI VICKYCCTBA, BUYYBCTBOBaHME, BOOOpaskeHMe, VHTYULIVSI,
Anpu llenakpya, Po6ept ®@paniia, lennc I0cman.

OT NICUXOIOTNYECKOM ICTETUKM K IICUXOIOTUN VICKYyCCTBa

B kon1e XIX Beka, HapsAAy C COLMONIOTMYECKO, MppalyoHa-
JIMCTCKOM, (POPMaIMCTCKOM ¥ OPYTMMM TEOPUSIMM, OTMEUAIOCh
TaKKe pa3BUTHUE BIUSIHUS IICUXOJTOTUUECKOTO MeToa. XOTs, KO-
HEYHO Xe, He TaK OUeBUIHO, KaK B MHIMUICKOI U STIOHCKO 3C-
TeTUYECKUX TPaaMIMSIX, Ha 3alaje yke JaBHO UYBCTBOBaIach
HeoOXOAMMOCTh Pa3paboTKM MCUXOJIOTMUECKOro IMOAX0aa K 3C-
TeTMYeCKMM IpobieMaM U IIpobaeMaM McKyccTBa. OmHAKO

! Egzenuii /Jo6poe — acimpaHT Kadenpsl acTeTuku bummocoderoro da-
Kkynbreta MI'Y umenu M.B.JIoMOHOCOBa, OTBETCTBEHHBIN CeKpeTapb
penakuuu Aesthetica Universalis
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TOJMIbKO B KoHIle XIX Beka, KOTaa MCCIeqoBaTeau Hadaayu 60jIb-
I1le MojIaraTbCs Ha CTPOrMe MeTObl U3YUeHUS] ICTETUKU U TICU-
XOJIOTMM MCKYCCTBA, CTaM OTKPbIBATbCS HOBbIE IMEPCIHeKTUBBI
3HaHus. [losienieHue u nocmeneHHoe 3aKkpenjieHue ncuxonozuue-
CKUX cmpamezuil u memoodos ucciedo8auus, ckopee 6cezo, 6bLl10
C853AHO C KPU3UCOM CIIeKYISITUBHONM Gumocobmm MCKyCcCTBa,
C pacrpocTpaHeHeM HOBBIX cep M3ydeHus, C X COOCTBEHHBI-
MM Mpob6IeMamMy, HallpUMep, IKCIIePUMEHTAIbHOM TTCUXOIOTH-
eii, ncuxosozueli 3cmMemuueckozo0 NOHUMAHUSL, ncuxoyozueli UCKyc-
cmea u m. 0.

TpaHchopMals 3CTeTUIECKUX ITPOOJIEM B TeUEHME BTOPOI
nosioByHbI XIX Beka nopsepriach UCKIIOUYUTETIbHOMY BIUSHUIO
peakiMOHHOIO IBUXeH s, BIOXHOBJIEHHOTO TPpyAaMy OCHOBaTe-
Jist mo3utuBm3ma Oriocta KoHTa 1 HarpaBaeHHOTO ITPOTUB IIPUH-
LIMIIOB CHEKYJISITUBHOTO MeTahM3UUeCcKOro «MbIIIJIEHUSI CBEP-
Xy», @ TaKKe BAMUSHUIO PaJMKaJIbHOTO CABUTA K SMIIMPUUECKU
OPVMEHTUPOBAHHOM MBICIM HAa aHAINU3 crienubmnyeckux GakToB.
Benyiiyve TpecTaBUTeNM TICUXOJOTUYECKOV peakiuu IMPOTUB
MeTadusudeckoit crexkynasiiuu — Iepmad Tenbmronbl, ['ycras
Teomop ®exuep, Teomop Jlummc, Bunmbrensm ByHnat, OcBanibp,
Kionbme, MoranHec ®oibKeNbT — MOJArajuch Ha JOCTVKEHUS
OBICTPO Pa3BMBAIOIIETOCS SMITUPUUECKOTO 3HAHMS /I U3YUEHUS
3CcTeTUYECKNX (peHoMeHOB U (heHOMEHOB UCKYCCTBA. VICITONb3ys
SMIIMPUYECKME METOIbI MCCIeI0BAHMUS GU3UIECKMX OCHOB BU3Y-
aabHOTO U CIYXOBOTO BOCIIPUSITUS [IJISI SKCIIEPMMEHTOB C UyB-
CTBEHHBIMU TIpOIlecCaMy, OHU 3aJIOKWIM HaydHble OCHOBaHUS
He TOJIbKO TICUXOJIOTUM U DU3MONOTUM, HO TaKKe TICUXOJIoTIIe-
CKOVi 3CTETUKU U IICUXOJIOTUYU UCKYCCTBA.

BosHuKillee Ha TOUKe TepeceyeHMs] 3CTETUUECKUX U TICU-
XOJIOTMYeCKMX Ipo6sieM, 3TO HOBOe ITojie HAYYHOTO 3HAHUS
pasBUMBAJIOCh MOHAuany (KOrJga ydeHblie TOJIbKO-TOMbKO 0CO-
3HaIM BAPYT BaXXHOCTb M TOTEHI[MA] TICUXOJIOTMYECKOro 3Ha-
HMSI) JTOBOJBHO-TAKM CIIOHTAHHO. Korma ICUXOOTUSI TOJBKO
CTAHOBUJIACh HEe3aBUCUMON cdepoii 3HaHMUSI C COOGCTBEHHON
MPO6JIEMATUKOI, ObIIO CJIOKHO B €OMHOM IIOTOKE HAyYHOIO
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3HAHUSI PasIMUUTh OUCHUIUIMHBI 3CTETUUYECKO MpobaeMaTy-
KU ¥ TIpo6IeMaTUKM UCKyccTBa. OMHAKO TEHIEHIMS K IICUXO-
JIOTU3UPOBAHUIO ICTETUKU B UTOTe HACTOJIBKO YCUIUIACh, YTO
TIpY 9TOM MOSBUJIACh YOEKIEHHOCTh: 3CTETUUECKOE ITOJ, BIIMSI-
HMEM TNO03UTMBMU3MA JOJDKHO Pas3fensiTbCsd Ha [BE BETBU,
Ha ¢uaocoduio M Ha MCUXOJIOTUIO MCKyccTBa. HekoTopele uc-
cjleloBaTeMM TakKe BBIAENSIOT UM TaK Ha3blBaeMyK ICUXOJIO-
TMYEeCKYI0 3CTETUKY.

CoBur K HeJaBHO TOSIBMBIIIEICST TICUXOIOTUUYECKOM ICTeTU-
Ke U TICUXOJIOTUM MCKYCCTBA CTajl OYE€BUIHBIM B IBYXTOMHMUKE
dexuepa «Vorschule der Asthetik» («IIpemmBepyue 3CTeTUKM»,
1876), B KOTOPOM OCHOBAaTe/b 3KCIIEPUMEHTANbHON! ICUXOJI0-
UM JOKa3bIBaeT HECOCTOSITEeTbHOCTb MPUHLUIIOB paHHe! Me-
TaPU3NIECKON «ICTETUKU CBEPXY» M Pa3BMBAET HAYUHBINA Me-
TOM, 6a3UPYIOUIMIICS Ha SMIUPUUECKOM HAOGTIOOEHUM U SKCIIe-
pumeHTe. [IpuiokMMbIe K MCUXOJOTUYECKON 3CTeTUKE U TICU-
XOJIOTMM MCKYCCTBA METOHNblI ObUIM BOCIIPOM3BeIeHbl Ha Oase
KOHILEMNIMI, IIMPOKO UCIIO/Ib3YEMbBIX B IMICUXOJIIOTUU OJIS U3yde-
HMSI OPraHOB YYBCTB M HEPBHON cucrteMbl. Kak pesyibrar,
npakTukyemasi @exHepoM M ero mocjaefoBaTeNsIMMU IKCIIepu-
MeHTaJ/IbHasl TICUXOJIOTUSI UacTO MMeeT Jpyroe Ha3BaHue — u-
3MOIOTUYeCKasi TICUXONOTUsI. B 3TOM ABUKEHUU OT ICTETUKU
K mncuxonorum @DexHep BUIeN HANEXKHBINA ITyTb IPUIOKEHUS
M3BECTHBIX METOAOB WUCCIENOBAaHMUSI K KauyeCTBEHHO HOBBIM
MIPUHIIMIIAM aHaIU3a 3CTeTUYeCKUX GeHOMEeHOB U (eHOMEHOB
uckyccTBa. Meromonorusi ®exHepa 6Obula HaIlpaBjieHa Ha Bce,
YTO MOKHO IT03HATh Yepe3 UyBCTBA, Ha BCe, UTO IPOOYKIAeT
(wn He TIPOOYKIAeT) 3CTeTMUYECKOe YIOBOJbCTBME B BOCIIPU-
HUMawIeM cyobekTe. PexHep 6bLT YOEKAEH, UYTO TICUXOJIOTHUS,
a, ClIefoBaTeNbHO, M €ee COCTaBJSAIIMEe — TICUXOJIOoruyecKas
3CTeTUKA U TICUXOJOTUSI UCKYCCTBA, — TOJUMHSIOTCS TOYHBIM
MaTeMaTu4yecKuM MpuHUMUIIAaM. Yepe3 3KCIepMMEHTbI OH UC-
Kajl JIy4iiye IIpSIMOYTrojibHble (OpMbI, TOpPMU3OHTATbHbIE
M IIJIOCKOCTHBIE MPOIOPIMM, KOMOMHAIIMK IIBETOB B HaAEXIe
II0OKa3aTh (aKT TOTrO, UTO BHIGOP MPSMOYTOJbHMKA C IIPOIOP-
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UMSIMM  30JI0TOTO CeUeHUs WUAeHTUDUIUPYET ISCTeTUUeCKUii
BKYC, a TaKKe TeX JIIofieif, KTO BOCIIPUMMYMB KYJbTYPHO U 3C-
TeTUYeCK!, KTO UyBCTBUTEJIEH K PeKpacHOMY U T. .

OmHuM M3 Hambonee BaKHBIX KOHIENTOB mjs1 DexHepa,
paBHO Kak M JJIs1 TICUXOJIOTMUECKOI 3CTETUKU B 11€JIOM, SIBJISI-
ercss BuyBcTBoBaHMe (Einfiihlung). Teopus scTeTnueckoro
BUYBCTBOBaHMS OblIa BIEepBble U3IoKkeHa B 1887 romy B mosm-
HMX paborax Heo-rerenbsiHiia ®pumpuxa Teomopa Oumiepa. OH
3aMMCTBOBAJ 3TOT TEPMMH y CBOEro CbIHA, MCTOPUKA U Teope-
TUKa MckycctB PobGepra ®wuillepa, MCIIONb30BaBIIEr0 «BUYB-
CTBOBaHME» [JISI COOTHECEHUSI MbICJIell M UYBCTB CYyObeKTa
¢ mpegMeTaMy U heHOMeHaMM 00BbEKTMBHOTO Mupa. B acretn-
Ke, Gmmocodmm 1 TICUXOIOTUM UCKYCCTBA TAHHBIN KOHIIEIT CO-
OTHOCUTCSI, B €ro IIMpoyaiiiiemM CMbICIe, ¢ TIpoeKiyei co3na-
HUSI ¥ TIPeIUyBCTBOBAHMS OIIYIIEHMII CyObeKTa, ero 3MOLuit
M OIbITA IO OTHOIIEHMIO K OOBEKTaM, CO3TAHHBIM ITOCpem-
CTBaM akTa TBOpYECTBAa. 34eCh BUYBCTBOBAHME YyKa3blBaeT
Ha 0OBEKTUBM3ALMIO UYBCTBA UAEHTUYHOCTY C TIPOU3BEHEHMS-
MM UCKYCCTBA, MPUPONHBIMU (popmamu, meisaxkamu U T. I. —
06BERTUBU3ALINIO, TTPOGYKIAIOIIYI0 B CYOhEKTE YYBCTBO 0COH0-
IO 3CTETUUECKOTO YIOBOIbCTBUSI.

Takum o6pasom, xotst PexHep U OaJ HAYAJIO IKCIIEPUMEH-
TAJIBHOM TICUXOJIOTMYECKOV METOIOJIOTUM, €r0 0a3mpyroiasics
Ha 3CTeTMYeCKOM BUYYBCTBOBAaHMM acCOLMATMBHASL TeOpUS IO-
Ka3bIBaeT, KaK MO3UTUBU3M, HECMOTPSI Ha MPOAeKIapupoBaH-
HYI0 HAy4YHYI0 CTPOTOCTb, ITOCTEIEHHO TPaHCHOPMUPOBAJICS
B HOBBIIl BapMaHT CyObEKTUBHOM 3CTEeTHUECKOii Teopuu. Yepes
KOHIIENT BYYBCTBOBaHMSI DexHep M €ro CIOABWKHUK JIMIIIIC
CTPEMWINCh K TEOpeTUYeCKOMY OCHOBAHMIO MeTOMOJ0TUM, KO-
TOpasi, CYMMMPY$l JaHHble MCUXOJIOTMUYECKUX 3KCIIEPUMEHTOB,
6asupoBasiach ObI HA MHAYKTMBHOM MeTope. [JlaHHAs TeHIeH-
1usl Haubosee SIPKO BbIpaK€HA B AENYKTUBHO-AIIIEePIeNTUB-
HOJ KOHIenuuy JIuIca, MAyIein oT aro-cyobekTuBu3mMa dux-
Te U repbApPTOBCKOI KOHLEMIMM Oyinu. JaHHAs TeHIeHIUS
pasBura B AByxTOMHMKe JIumnmca «Asthetik» (Ocretnka, 1903—
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1906). Yxke 3mech ucciaemoBaHMe IICUMXOJIOTUMYECKON 3CTETUKU
3MKOWIOCh Ha Pa3sHOOOpPasHBIX ISKCIEpPUMMEHTaX, KOTOpbIe
B CBO€1 COBOKYITHOCTM JTOJIKHBI ObLIM TTOIKPEIUTb TeopeTnde-
ckoe obocHoBaHue. [To cioBam BusbrenbMa ByHaTa: «9TOT Me-
TOH, B COOTBETCTBYIOIIIEM KJII0Ue, KaK OTMedaeTcsl B 6oyiee paH-
HuX paborax JIurrmca, ¥ B KOTOPbIX MeTof 0hOpMIISeTCsS Hau-
6osiee TOHO, SIBJIIETCS [0 CYTY CBOEJ CIEKYISTUBHBIM U Iya-
JIEKTUYECKUM, B TO BpeMs KaK 3KCIIEPUMMEHTHPOBaHMe MIpUMe-
HsIEeTCS Yallle BCero MMEHHO [IJISI BO3MOYKHOTO TTOATBEPIKIEHMS
Habmomenns»'  (Wundt, Grundriss der Psychologie, §2.
Allgemeine Richtungen der Psychologie).

Jiunmc pasBUBaA OABIIYIO UMS TICMXOJOTUMYECKOMY aKTy
TEOPUIO BUYBCTBOBAHMS, KOTOPOE BOCIIPUMHMMAETCS CYyOHEKTOM
Kak creinuduyecky peaabHbIii 00bEeKT, 06paliaiomuii cyobeKT
K €T0 B BBICIIEN CTEIEHU JIMUHBIM ITePEKMBAHUSIM U OTBITY. OT-
CTauBaeMbIil MBICIUTEIEM TIPUHIIUIT PabOThl MICKYCCTBA MMEET
He TOJIbKO (hopMy, HO TaKKe M BUTAIbHOE COEpsKaHMe, HAMo-
HIeMoe ITyTeM OOBeKTMBM3AIMM ¥ BUYBCTBOBaHMS. [laHHAsS
06BEKRTUBM3ALMST MOXKET BBIPAKATHCSI CAaMbIMM Pa3sHOOOpa3HbI-
MM CITOCOOaMM U TIPeIOCTaB/ISATb 0OBEKTY PAa3HOIIAHOBOE CO-
Iep>kaHyue, HO MpU STOM OHA BCErIa OCTAeTCS MEHTaJbHbIM
OTBITOM JIMIIIb OOHOTO CyObeKTa. ITo ero MHeHMI0, paboTa uc-
KyCCTBa BUIMUTCS CMMBOJIOM 3CTETUUYECKOTO 00BEKTa, U JOJIKHA
MMOHMMATbCSI KaK pe3ylbTaT BUYBCTBOBaHMS. JIMIIIC Iojaraet,
YTO MCKYCCTBO HO/DKHO aHAIM3UPOBATHCS OTHEIbHO OT peasb-
HOTO MUpa, 6e3 OTCHIIOK K UeMy-/IM60, BHIXOMSIIEMY 38 PaMKU
usydgaeMmoii paborsl. IIpM TakoM IOAXome MPOAYKT MCKYCCTBA
CTAHOBUTCS UMCTBIM CMMBOJIOM, ITOHMMAaeMbIM KaK Pe3y/abTaT

! «Die Methode dieser Richtung ist demnach, wie namentlich die
neueren Werke von Lipps zeigen, in denen sie deutlicher zur
Ausbildung gelangt ist, eine wesentlich spekulative und dialektische,
wihrend das Experiment mehr zur eventuellen Bestdtigung der
Betrachtungen herbeigezogen wird.».
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BUYBCTBOBaHMSI.

Yepe3 3cTeTUYECKUIT OMBIT MPOAYKT MCKYCCTBA OMYIIEBJISI-
ercs1. iTak, B CKy/IBIITYpe, BBICEUEHHOI 113 MpaMopa W JT1060-
ro Jpyroro KaMHS, MaTepuajbHble (OPMbI M KOHCTPYKLIMMU
«OIyUIEBJIEHbI», M B CO3HAHUM BOCIIPUHMMAIOIIETO OHU IPU06-
peTaloT ocoboe comep>kaHue 1 3HAUeHMe 110 MPUYMHE TOTO, UTO
OHM OCO3HAIOTCS KaK YHMKAaJbHbIE LIEHHOCTH, Graromaps uemy
He TOJIbKO Ha MaTepuaibHOM, HO Takke Ha JTyXOBHOM ypOBHe
MOCTUTAETCS UX ICTeTUUEeCKOe 3HaUeHe. BHUMaHMe CTOPOHHU -
KOB TICMXOJIOTUYECKOi SCTEeTUKM MEPEHOCUTCS Ha CyOBEKTUB-
Hble TICUXOJOTUMYEeCKMe acCHeKTbl 3CTETUYECKOTO BOCIIPUSITUS
WK Xe, IPYTMMMU CJIOBaMM, Ha B BBICIIEl CTeNeHU JIMYHBIN
OTIBIT, KOTOPBI/ B/IMSIET HAa MTOTOBble pe3yabTaThl Ipollecca.
ITocnegnuit acrekT Teopuu JIUImca mo3ske OKaxkeT CUJIbHelIIee
B/IMsIHME Ha (eHOMeHOJIOTMYecKylo Koy daMyHaa I'yccepis.
HecnyuaitHo, uTo B MIOHXeHe MHOTMe U3 YUYeHUKOB U CTOPOH-
HMKOB JIumIica mosxe MPUMKHYT K PeHOMEHOJOTMYECKOMY Te-
YyeHM0. B3palieHHble B OKpy>KeHUM JIMMIica uaem BHE BCSIKUX
COMHEHWI1 MOBJIMSIUIM Ha pa3BuUTHE (GeHOMEHOTIOTUMN.

IlocTOHBIM BHUMAaHMUS SIBJISIeTCS] TOT (pakT, uTo naen dex-
Hepa u Jlumrca obecrieunan pasButue pumocodun mckyccTsa.
TMcuxonoruyeckast MHTePIIpeTalys, MOSBUBIIASICS B UX paboTax
1Mo mpobieMaM B3CTeTUMKM U (dwiocobum MCKycCTBa, ObLIa
B Ja/IbHeIIeM pa3BuUTa IIOCAENOBATENSIMU MBICIUTENEN, WUC-
MO/Ib30BaBIIMMM TEOPUI0 BUYBCTBOBAHMS [/l aHA/IN3a MCUXO-
JIOTMYECKUX acIieKTOB MCKycCTBa. IIcuxonoruMueckass 3CTeTHKa
MTOCTEINIEHHO CTaJla TICUXOIOoTHeit ucKkyccTBa. Hanbomee BaskHbI-
MM paboTamyu B JAHHOI 0OJaCTy CTAIM TPYObl HEMEIKUX TICHU-
xojoroB: Busbrenbma ByHata, dpHta MélimaHa u Puxapma
Miomiepa-®paitHdenbca.

Bo ®panuunu B TeueHne 1860-x IT. MOSIBUIACh BTOPAsi BOIHA
ncuxoaornueckoro nosutususma (Tapn Fabpuens, Teomionb Pu-
00), Yb¥ CTOPOHHUKY MBITAINUCH OOHAPYKUTh CIIOCO6 MIPUIIOKE-
HUST TIPUHIMUIIOB SMITMPUYECKON TICUXOJIOTUM K aHanm3y dheHo-
MEHOB, CBSI3aHHBIX C MCKycCTBOM. OHAKO 13-3a TOTO, UYTO B 3TO¥
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CTpaHe yke OblyIa CUJIbHASI, pa3BUTas T'yMaHUTApHAs TPagULIS
dunocodum McKyccTBa, BTOpasi BOJIHA HE TMOMYYAET JODKHOTO
pacnpoctpaHeHust. COIBUT OT TO3UTMBM3MA K TyMaHUTAPHOI
KOHIIEIIIMM TICMXOJOTUM MCKYCCTBA CTal OYEBUIHBIM B paboTe
Mapwuo ITnio «La psychologie du beau et de I’art» (Ilcuxonorust
MIPeKPAaCHOTro U UCKyccTBa, 1895). B manHOM Tpyme Obuta Tipe-
TIPUHSITA MTOITBITKA OTTPAHNYNTh CIIEIM(PUIECKYIO TPUPOTY ICTE-
TUKU OT COCTaBJISIIOIINX IICUXOJIOTUM MCKYCCTBAa. B pesyibTaTe
BO ®paHIINM SMIUPU3M GbUIT 3aT€HEH OOCYKIEHUSIMU YHUBEP-
CaJIbHBIX TIPO6JIEM MICUXOIOTUU UCKYCCTBA, UTO MTPOC/IEXXMUBAETCS
B paborax Bukropa Bamia, 3tbena Cypuo, Aupu lenakpya, AHIpe
Masbpo, JKau-ITonb Bebepa, ennca I0cmana, Po6epra ®panis,
Pene IOura u T. . OT¥ MBICJIUTENN CTPEMUINCH OTIPENEINTh Me-
CTO TICMXOJIOTMM MCKYCCTBA B TYMaHUTApHOM 3HAHUMU, 0COGYIO
MIPUPOAY €r0 TeOPETUYECKOro IMOAX0AA, a TaKKe MCUXO0IoTuYe-
CKMe U COLMANTbHO-TICUXOJIOTUUECKYE ACTIEKThI IIPOAYKTOB MUC-
KyCCTBa HApsiAy C aHaJM30M MHOXECTBA IyTeii, TP KOTOPHIX
MPOIYKThI MCKYCCTBA BO3JAEMCTBYIOT Ha BOCIPUHMMAIOIIETO.
BHUMaHMe TakKe yIOensioch MCUX0JIOTUY TBOPUECKOTO MpoIiec-
ca, CTPYKTYpe IMYHOCTY XYIAOKHMKA Y TBOPUECKOMY ITOTEHITMATY
9TOJ JMYHOCTM — BUYBCTBOBAHMIO, BOOOGPakeHMI0, haHTa3uUu,
BJIOXHOBEHUIO, MHTYUIIMM, SMOLIMOHATIbHOMY OTIBITY U T. Ai. TIpo-
1ecc cosmaHus paboT, HaJleTeHHBIX XYIOXKXECTBEHHO! IEHHO-
CTBIO, PACCMATPUBAJICS HAPSIAY C TICUMXOJIOTMEN 9TOTO Ipoliecca
TI0/T, CJIEAYIOIIVM YIJIOM 3pEHMSI: KakK JesiTeb MCKYCCTBA IOTPy-
KaeTcsl B TBOpUeCKuit rpoiiecc. Ha pa3BuTue MCUX0IOTUY UCKYC-
CTBa TaKKe TMOBIMSUIM OOCYKIeHMs, HalleJIeHHbIe Ha ITOCTVKe-
HMUE TICUXOIOTUM XyIO0KECTBEHHOTO MBIIIJIEHUS, @ TAKKE JPYTUX
npo6sieM 3TO¥ chepbl 3HAHUS.

CraHoBieHMe (paHIy3CKOI ICUXOMOTMIECKOI ICTETUKY: Ha Iy-
TH K IICUXOJIOTMY MCKYCCTBa

@®paHILy3CcKas Tpaguus MCUXOJIOTUM UCKyCcCTBa (DKeH Be-
poH, Bukrop bai, Aupu [lenakpya, Auape Manbpo, JKan Bebep,
Ieunuc IOcman, Pobept ®paHIld) 1Mo MpUUMHE CHIBHOTO BIIMS-
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HMUSI OBICTPO pa3BMBAIOIIENCS XyOOKECTBEHHOV ITPAKTUKU,
a He CHeKy/ISITUBHBIX TeOpHif, MOIUIa IPYIUM IIyTeM, OTIUY-
HbIM, HAIlpMMep, OT HEeMEeI[KOi TpamuIUK ICUXOMOTUM UCKYC-
CTBa, B KOTOpOil (GOpPMMPOBaHME TICUXOJOTUUECKOM MBICIU
B CBOeJl OCHOBe Pa3BOpPauMBaJIOCh B IMPOCTPAHCTBAX ICTETUKU,
TICUXOJIOTUM MCKYCCTBA, OOINei IICUMXOMOTUM W TICUXOJoTude-
CKOM 3CTeTUKU.

K koH1y XIX Beka BO @paHIMM BO3HMKAET BOJHA IICUXOJIO-
TMYeCcKOro mosuTtuBusMma (IkeH BepoH, I'a6puanb Tapm, Teo-
moionb Pu6o, BukTop Baiir), cTOpOHHMKM KOTOpON COBepIlain
TIOMBITKM TI€PEHECTU IPUHIUITBI IMITUMPUUECKOI TICUXOTOTUU
Ha Xy[IOXXeCTBEHHbBI aHaiam3. [lof BAMSHMEM SCTETUYECKUX
Y MICKYCCTBOBETUECKUX TEOPWUIi, a TaKkKe MCUXOTOTUUECKUX UC-
CJIemOBaHMi, TPO6GIEMbI TICUMXOJIOTUM WCKYCCTBA M3YYaauCh
B paMKaxX 5KCIIEPUMEHTAIbHBIX METOIOJOTUYECKNUX MOIXOM0B.
B cBo10 ouepenp, 1oA, BO3AeCTBMEM MICUXOIOTU3MA CIIelaau-
3upylomuecs: B chepax 3CTeTUKM U TICUXOTOTUU UCKYCCTBA MUC-
cyleoBaTeIy MPOSIBUWIIM OCOOBIN MHTepeC K 061acTsSIM, CBSI3aH-
HBIM KakK C ITpo6GiieMaMy 3CTETUYECKOTO BOCIIPUSITUS, UYBCTB,
BOOOpakeHMs, TaK U C MPO6IeMaMM XyIOKECTBEHHOTO TBOpYe-
ctBa. OmHAko BO PpaHUMM M3-3a TPAOUIMOHHO CUIBHOIO Iy-
MaHMUTApHOTO HaMpaB/eHus, MMPeobaagaBIIero B IICUXOIOTUU
MICKYCCTBA, M €ro KPUTUUECKOTO BOCIPUSTUSI Pa3BUTUSI XYIO-
SKECTBEHHBIX MPAKTUK, BOJIHA SKCIIEPUMEHTATbHBIX MCC/IeN0Ba-
HUIT ¥ HAYYHBIX METOMOB B M3YUEHUU ICTETUKU U TICUXOTOTUU
MICKYCCTBA He IOCTUIIA TaKUX JKe€ 3HAUMMBIX Pe3yJbTaTOB, KaK
B TOI1 ke ['epmaHUM.

AHanM3Upyss 0COOGEHHOCTH TEOPETUYECKON TpaHchOopMaIumu
3CTETURYU U Guaocobmu UCKYCCTBA, JOMUHUPYIOIINX BO (GpaH-
I[y3CKOM aKaJeMU4ecKoM IOUCKypce, B MICUXOJIOTUIO0 MCKYCCTBa,
CTOUT, B ITIEPBYIO OUepeb, 3aMETUTb HECKOJIBKO YepT, OTIOCPeAy-
I0MYUX pa3BuUTHe HPaHITY3CKON TpaauIUM OT HEMEIKOi U 6pu-
TaHcKoi1. C oHOI CTOpOHbI, BO PpaHIiuy Hapsaay ¢ pumocodamu,
TICUXOJIOTaMU U XyI0KeCTBEHHBIMU KPUTUKAMM, GOPMUPYIOIIN-
MM aKaJeMMUUecKyl0 TpaAuIMio, BeAyllas pojb OTBOIMIIACH
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M TIpaKTMKaM OT MCKYCCTBa — MUCATENSIM, [I03TaM, XyIOKHUKaM,
He TOJIbKO CO3[IaBaBIIMM MPOIYKTbI — Xy 0XKeCTBEHHbIE TTPOU3-
BeIeHUSI, — HO M IyOJIMKOBABIIMM TeOpeTuUYecKue paboThl.
C apyroit CTOpOHbBI, HANIPSIMYIO CTIKMBASICh C KOMIIJIEKCHBIMU
rpo6eMaMy XyI0KeCTBEHHOTO TBOPUECTBA B CBOEIT IIPaKTHUKe,
OHU YAeJsI 0cob0e BHMMaHMe Y3KUM ITpobsieMaM ICUXOTOTUU
XYI0’KeCTBEHHOTIO Mpoliecca, CO34aHus MTPOAYKTa Xy 0KeCTBeH-
HOT'O TBOPYECTBA, CBSI3aHHbBIM C IMYHOCTbHIO TBOPIIA U €T0 IMOTeH-
IIMaJoM: BOOGpakeHuto, paHTasuy, BOIOXHOBEHNIO, HTEHIIVN,
MHTYULIMM, UMIIPOBU3ALMU, YCIOBUSIM 3apOKAEHUS XyoKe-
CTBEHHOV MBbIC/IM, POJY IMOILMOHAIBHOTO M PalMOHAJIbHOTO
(hakTOPOB B XyHOKECTBEHHOM IIpOLiecce, Xyo0sKeCTBEHHOI Mpo-
MU3BOAUTENBHOCTU U T. 1. Cpenu OrpoOMHOT0 KOJIMYECTBA TBOPIIOB
TOTO BPEMEHM, TEOPETU3UPOBABIINX ITPOBIEMBI TTCUXOJIOTUM UC-
KYCCTBa, B IIepBYI0 ouepenb cTouT Ha3BaThb Teobwuis [oTbe, Ty-
craBa ®nobepa, lllapns Bognepa, Aptiopa Pemo6o, Ions Bepiena,
TTons Cesanna, Anb6epa I'e3sa, ITons Banepn, Ions Kinogens, ITo-
g Onyapa, I'mitoma Ano/inmHepa, bnesa Canapapa, Mapcens
IMpycra, ITa6o IT1kacco u Tex MpeacTaBUTeNeil TBOPUYECKOI /M-
ThI, UYbM UIEN U TeopeTuueckue TPyIbl MOBIUSIIM HA pa3BUTHE
(bpaHIry3cKoit MCUXOMIOT UM UCKYCCTBA, ITTOCPEICTBOM Uero pa3Bu-
71 ee TPOGIEMATHUKY.

CTouT HAaMOMHMTB, UYTO B KOHIle XIX BeKa BOCKpeIleHHas
BOJIHA TTO3UTMBU3MA He pPa3opBaja y3bl ¢ GpaHIy3CKOii Tpaay-
e CIIMPUTYATTUCTUUECKOM 3CTEeTUKU (spiritualistic
aesthetics) ¥ mcuxomornm ucKyccTBa. MOCTOM, OObeOMHSIO-
MM 3TU JBe BeTBM 3HAHMS, CTAHOBUTCS 3HAMEHUTBIN XyI0-
KeCTBeHHbI/i KpUTMK U ¢unocod, ydenuk [’Ecole Normale
Supérieure (Bbiciiass HOpMajbHas mikona — E.JI.) — DkeH Be-
POH, MCC/IeNOBaBIINIA MPO6IEMBI 3CTETUKM U TICUXOJOTUU UC-
KyccTBa, Iipmberass K MeTomy IicuxoaHaim3a. Ero Tpynm
«L’esthétique» (dcreTmka), usmaHHbII B 1878 romy, obpatun
Ha cebs 3aCTy’KeHHOe BHMMaHMe OOIIeCTBEHHOCTM U GbLI Ie-
peBelleH He TOJbKO Ha OCHOBHble 3amajgHble SI3bIKH,
HO M Ha sAMOHCKuit. PasBuBas MHAMBUAyAJIUCTUYECKME TeH-
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OEHIVM, MBICIUTENb OCOOEHHO (OKYCHMPYETCS Ha JIMYHOCTU
XYIOOXHMKA M €ero IOoTeHILMalle, CO34aBasl «UCCAefOBaHue WH-
IVBULYATbHOCTU XyOOKHMKA WIM, OPYTMMM CIOBaMU, MCCIIe-
noBaHue umocodckux MaHudectauuini reHuaabHOCTU» (Véron
2007 132).

OTpekasicb OT IePBOCTEIIEHHOI POJIM IMPEeKPaCcHOTO B Kiac-
CUMYECKO 3cTeTMke U bumocobmm UCKYyCCTBA, BepoH cmemniaer
akKIeHT Ha IIpeCTaB/lIeHusT 06 3CcTeTHUecKoM OIbITe. Vcxomst
M3 3TOTO, YUEHbIii, YITyOISIOMNiICS B TpO6IeMHOE Toie, 00bIU-
HOe i acCOLMATMBHON IICUXOMOTUM, HANPSIMYH) COOTHOCUT
0COOEHHOCTb 3CTeTUUYeCKUX (PEHOMEHOB C YYBCTBAMMU YH,0BOJIb-
CTBUSI WIN HEYLOBOJbCTBUS, UCIIBITBIBAEMBIMU BO BpeMs IpPO-
1iecca Xy0keCTBeHHOTO BOCIIPUSATHS. BepoH 3a0cTpsieT BHMMa-
HMe Ha TOM (pakTe, YTO YyBCTBA 3PEHMUS U CIyXa KpaliHe BakKHbI
JI7ISL JaHHOTO TIpollecca, Tak KaK OHM HaIlpsSIMYIO CBSI3aHbI C MO3-
TOBBIMM II€HTpaMy, OTBevaloUMMM 3a YYBCTBA M CO3[aHue
upeit. OTcoa BbITEKAIOT JBE OCHOBHbIE PA3HOBUIHOCTU XyLO-
SKeCTBEHHOV OpPMEHTHMPOBAHHOCTY, OOpallleHHOV K YYBCTBEH-
HBIM YAOBOJILCTBUSIM, Ube BO3HMKHOBEHME HEMOCPEeCTBEHHO
3aBUCUT OT PabOThl OPraHOB 3PEHMS] U CIyXa, K PasIUUHbIM
3PUTENBHBIM U CIYXOBBIM KOJI€6aHUSIM, KOTOpbIE SIBCTBEHHO
OTpelessIIoT XapakTep IBYX PasHbIX IO cBoeMy Moxycy dhopm
XYI,0KECTBEHHOT'O BBIPAKEHMS: 8bipadcaowjas, nepenanuas uH-
TeJUIeKTYyaJbHble IMOIMU, U U300pa3umensvHas, PeKae BCETO,
HampsIMYI0 B3aMMOJeiCTBYIOIAs CO 3peHMeM U CTYXOM.

CornacHo BepoHy, pasHOOOpa3Hbie BHEIIHME CTUMYJIbI TO-
CpefiCTBOM UYBCTB BJIMSIIOT Ha 4YeJOBeYecKuit MO3r, Ha ero MH-
TeJUIeKTYaJbHYy10, TBOPUYECKYIO U JpPyTue BUIbI JesTeTbHOCTHU.
Takum 06pa3om, UCCIeA0BaTENb MbITAICS BbIICHUTh 0OBEKTUB-
HYI0 GU3MOIOTUYECKYIO TIPUPOAY ICTETUKU U XYHO0KECTBEHHOTO
TBOPUYECTBA, €e OCHOBAHMS M UCTOYHUK. BEpOH CTaBUT BO IVIaBy
yIJIa M033UI0 KaK eIMHCTBEHHYIO, TI0 ero MHeHuIo, opmy uc-
KyCCTBa, CIIOCOOHYI0 HEMOCPEeACTBEHHO BbIpaXkaThb UYBCTBA
" UOeu, BBUAY TOTO, UTO UCKYCCTBO, OTTAJIKMBAIOIeecs OT My-
3BIKJIbHOCTY U SI3bIKOBBIX HIOAHCOB, CO3[aeT HEeNoCpenCTBEH-
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HOe BO3[eJiCTBMe Ha CO3HaHMe BOCIIPMHMMAIOIIEro Yepe3 pas-
HOITJITAHOBBIE 3BYKOBBIE KOJIEOaHMSI.

B To ke BpeMs, Ha KOHLENLMIO IICMXOJIOTUM MCKYCCTBA
1o BepoHy HECOMHEHHOe BIMSIHME OKa3ajaa TPaguLys COLMO-
JIOTU3UPOBAHUSL 3CTETUKU U ICUXOJOTUM MCKYCCTBA. YUEHBIi
CBSI3bIBAJl MHTE/IEKTYabHBIM AacCIleKT XYIOXKeCTBEHHOIO II0-
TeHLMajJla TBOPLA M TMPOLLECC XYOOKeCTBEHHOrO0 TBOPYECTBA
C YyBCTBAMM OOIIHOCTM ¥ CUMITATUM, KOTOPBIM OH OTBOIWJI
UCK/IIOUUTENbHYIO POJIb B MPOLLECCaX MHTEIEKTYaJIbHOTO CO-
3peBaHMsl U pa3BuTus muckyccrsa (Ibid., p. 108). Wrak, 3BomIO-
LIMST MCKYCCTBA, COIVIACHO paboTram keHa BepoHa, Hampsmyio
COOTHOCUTCSI C pa3BUTHEM BBILIEYTIOMSIHYTHIX UYBCTB.

Eme 6omee paguKagbHBIN MOBOPOT OT MO3UTMUBU3MA K TY-
MaHUTApPHOMY HAMPaBJIEHUIO TICUXOIOTUYECKON KOHIEeNLIUN
ncKycctBa opopmmics B paborax Bukropa Bama. Meiciurtensb
M3BEeCTeH CBOMM aHaau3oM (GyHIaMeHTaJbHbIX HeMeLKUX 3C-
TeTU4YeCcKuX TpyHdoB. B 1896 oH u3paer mepBblii YETHIPEXTOM-
HUK, TIOCBSIIEHHBI MCTOPUU ISCTETUUECKOi Mbicau (Basch,
1896), rme B 3HAUMTENbHOIN Mepe BHMMAaHMNE OTBOAUTCSI TICHU-
XOJIOTUYECKOl Teopum BUYBCTBOBaHUsS. OTHOeNbHbIE aCIIEKThI
TeOpUM BUYBCTBOBAHMSI OBUIM ITPOAHAIM3UPOBAaHbI B paboTax
10 3CTeTUKE, MHAVUBULYAIN3MY M MHTE/JIEKTYaJIbHOM >KU3HU.
Bamr COOTHOCUT BYYBCTBOBaHME C CUMBOJIM3MOM, OOBSICHSS
TEePMUH CUMBOJINYECKOTO BUYBCTBOBAHMUS €r0 CUMBOIMYECKUM
comepkaHueM, TPUCYTCTBYIOIIMM B IIpOLIECCe BOCIIPUSITUS
MBICJIEHHOTO (beHOMeHa. M3yuass TeOpuio BUYBCTBOBAHMS, OH
UCCIelyeT pa3iIuyHble 3JeMEHThl 3CTeTUYECKOrO BOCIIPUSITUS,
TBOPYECKOr0 MOTeHIMa/Ia XyLO)KHMKA U MPOU3BENEHUS] UCKYC-
cTBa. basupysacb Ha HeMelKOil Tpaguluy, OH IIbITAeTCs pas-
pemnTh TPOo6aeMbl CHEIMPUKY ICTETUKU U TICUXOJIOTUU WUC-
KyccTBa. TemM He MeHee, B €ro OCHOBHBIX TeOpPETUUYECKUX
Y METOIOJIOTMYECKUX YOEKAEHUSIX Y MCKIIOUYUTETHhHOM BHU-
MaHUM K TeOPeTHYeCKOMY OOOOLIEHUIO XYIOKeCTBEeHHOI
npakTuku bamr cam ocraeTcss TUNMYHBIM (PPAHITY3CKUM Kyib-
TYpHBIM SIBJIeHMEM, ero MIeu BO MHOTOM ObLIM CBSI3aHbI
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C KOHIIENUMSIMM TICUXOJOTUM UCKyccTBa JTbeHa Ciopo, AHpu
Henaxkpya, Aunpe Manbpo — ero COBpeMeHHUKOB U MOC/IeLO0-
BaTeseit.

O6cykIast paHHIOIO CTAOUI0 Pa3BUTUS TICUXOMOTUM MCKYC-
cTBa BO @paHUMM M CpaBHMBAsS ee C HEMELKOI Tpaguluen,
MOXXHO TOBOPUTH O TOM, YTO BO (hpaHIly3CKO¥ IICUXOJIOTUYe-
CKOM 3CTeTUKE ¥ OTTAJKMBAIOILENCS OT Hee TCUXOJIO0TUU WUC-
KyCCTBA MHTEpeC K SMMOUPUIECKOMY MCCIeJOBAaHUIO He 3aKpe-
muicst. OpaHIy3CKMii SMIMPU3M ObUT ITOJABJIEH Teopueit,
Ompenensolleii MecTo TICUXOJOTUM MCKYCCTBA B TyMaHUTap-
HOV Hay4YHO} cucreme, crielMdUKON TAHHBIX TEOPETUUYECKUX
TOJAXOM0B, ICUXOJOTMYECKUX U COLMAIbHO-TICUXOIOTUYECKUX
acrHeKkTOB XyOOXXeCTBEHHO NesiTeIbHOCTU, BAUSIHMEM 3TOM [ie-
SATEJIbHOCTM Ha BOCIpuHMUMarouero (AHpu [emnakpya, AHIpe
Masbpo, XXau Beb6ep, Heuuc IOcman, Pobeptr ®paniid, Pene
OHr u gp.).

Bkiap, I[ena}(pya B MHCTUTYa/IU3allUI0 IICMX0JIOTUM UCKYCCTBa

HoBbli1 3Tan pasBuTHUS IICUXOJIOTUM UCKYCCTBA BO DpaHiuy,
IIpY KOTOPOM ObIJT OCYII[eCTBJIEH MTePeXo/], K CMCTEMHOMY U KOM-
IJIEKCHOMY aHa/IN3Y crieruduueckux mpobdaeM ICUXOI0TUN UC-
KYCCTBa, acCOIMMUPYETCST C KIIOUEBOI paboroit AHpu [lenakpya
«Psychologie de I‘art. Essai sur l‘activité artistique» (Ilcuxomorust
MCKYCCTBA. JcCe O AesITelbHOCTU XyAOokHUKa, 1927). B Hauasne
KHUTY aBTOP TOBOPUT 00O OTKa3e OT IpeTeH3Mii Ha BhlJe/leHne
YHUBEPCATbHOr0 KOHLENTa (GMUaIocopmu MCKyCcCTBA WM IICUXO-
ngorum uckyccrBa (Delacroix 1927 1). Tem He MeHee, Hapsimy
¢ ¢ «[Icuxonorumeit nckyccrsa» JIbBa Beirorckoro tpyg, Jenakpya,
HECOMHEHHO, SIBJISIETCSI OOHUM 13 (YHIaMEeHTaJIbHBIX TPYIOB,
TTOCBSIIIIEHHBIX BCECTOPOHHEMY PACcCCMOTPEHMIO HaHHON cdepbl
HAyYHOTO 3HAHUS B TPAOUIIMU 3allaTHOM MbICIK 0 BTOpoit Mu-
poBoi1 BoitHBI. B 3aTpoHyTOM «3cce» [enakpya doxrycupyeT
BHMMaHMe YMUTaTeNs] Ha uaesix, pasButeix K. ®upjiepom, Kaca-
TeJIbHO TBOPUYECKON [OesATeNIbHOCTU XyOOXKHMKA, COLMATbHO-
TICUXOJIOTMYECKOTO aHajM3a CyObeKkTa XYmOKeCTBEHHOTO TBOP-
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YecTBa, IPOYKTOB Xy/IOXKEeCTBEHHO 1esiTeJIbHOCTY — MPOU3Be-
JIIeHMII MCKYCCTBa, a TakXke psga TCUXOJOTMYECKUX acleKTOB
TpeuyBCTBOBAHMS TBOPIIA M CO3MIaHMS Xy 0KEeCTBEHHbBIX IIeH-
HocTeli. [lepeunciieHHble CJIOM YAaCTMYHO OTPa>keHbl B CaMOM
Ha3BaHUM BBINIEYIIOMSHYTOM KHUTK [lelakpya.

OH 3asBJISIET, YTO IVIABHBIM OOBEKTOM €ro MCCIemOBaHUS
SIBJISIETCSI HE MCKYCCTBO, HO Xy[IOXXeCTBEHHAasl MbICJIb U Te TO-
CTaBJIeHHbIE BO IVIABY yIJIa UYYBCTBA, HEOOXOOMMbIE NJIST ayTeH-
TUYHOTO BOCIIPUSITUS TIpoIlecca XyI0XXeCTBEHHOTO TBOPYECTBa
U ero MpoAyKTa — Xyo0XXeCTBeHHOTO nmpou3BeaeHusi. KHura co-
CTOUT U3 ABYX OCHOBHBIX YacTeli. B mepBoii BHMMaHMe HaIpaB-
JIEHO Ha BaKHOCTb (DeHOMEHOB, CBSI3aHHBIX C UTPOIi B TBOpUE-
CKOM ITpoliecce, 06CYKAEeHNUIO B3aMMOOTHOLIEHUI MEXIY UTPOIi
¥ TBOpYECTBOM. [lajiee OOGCY)KOAIOTCSI aHAIN3 ICTETUYECKUX
M TICUXOJIOTMYECKUX aCIeKTOB Xy 0XKeCTBEHHOTO TBOPYECTBa,
CIIEKTP IYXOBHBIX COCTOSTHMII XYMOKHMKA, IMPOOIEMBI, CBSI3aH-
Hble C OCMbICJIEHMEM WUJieli, 1, HAKOHEeIl, OTHOIIIeHUS MeXAY Xy-
JOKHMKOM U TBOPYECTBOM. BO BTOpPOJ UacCTM C 3CTETUUECKONM
M TICUXOJIOTMYECKON TO3UIMIA aHAIU3UPYeTCs] OONBIIMHCTBO
KOHKPETHBIX ITPO6JIeM, CBSI3aHHBIX C CO3aHMEM MY3bIKM, IT03-
3UU U PasINYHBIX BUIOB M300Pa3UTETbHOTO MCKYCCTBA.

OTTankuBasicb OT YaCTHBIX MPUMEDPOB MY3bIKaJIbHbBIX U I0-
3TUYECKUX TTPOU3BEIeHM, a TakKe OT UCTOPUM M300pa3uUTeNb-
HOTO MCKYCCTBA, MBICJIUTEIb CTAaBUT akKkIeHT Ha Ipobiemax
M3y4YeHUs] UTPOBOI TMPUPOIBI MCKYCCTBA, XYA0KECTBEHHOTO
TpeuyBCTBOBAHMS, TICUXOIOTUUECKUX aCIEKTOB JUYHOCTU XY-
IOKHMKA U TIpoliecca XyaoXKeCTBEHHOTO co3upaHus. lenakpya
U3BECTEH He TOJbKO CBOMM TOHKMM aHAJM30M, HO OH TaKxke,
HECOMHEHHO, SBJSJICSI OMHUM U3 MPOHUIIATENIbHBIX MbICIUTE-
Jeil mepuopa, KOTAa ICUXOJIOTUS MCKYCCTBA TOJABKO HauyMHasa
obperarh (popMy Kak HayKa, 3aKJafbIBas OCHOBAHMS IJIT HO-
BBIX MCCIEIOBATENbCKUX Ipo6ieM — TMpo6IeM ICUXOIOTUN
Mpo1iecca XyA0KeCTBEHHOTO TBOpUYeCTBa.

TuraTenbHO paccMaTpuBas BCIO COBOKYITHOCTH ITpoGiiemM
TICUXOJIOTUM MCKYCCTBA, Jlelakpya BepHO 3aMeyaeT, UTO «BIVISI-
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IbIBASICh B TICMXOJIOTUUYECKUI aceKkT, MOXXHO 4aCTO 3aMeTUTh
CXOICTBA, MeperoiHeHHbIe pasaununsmu» (Ibid., p. 43). Heobxo-
IVMOJ COCTaBJISIIONIEN XyI0KeCTBEHHOTO TBOPUECTBA OH BUAUT
ero uUrposyw npupopy: «Urpa, — noguepkusaer [lenakpya, —
MIEHTUYHA MCKYCCTBY T€M, YTO SMaHCUIIMPOBAaHA ¥ CBOOOAHA
oT peasibHOCTU» (Ibid., p. 43—44).

Henakpya OOBSICHSIET MCKYCCTBO KaK CO3uAaHMe, Kak pea-
JIU3ALUUIO [TYOMHHBIX TYXOBHBIX BOJTHEHM. XYOOMHUK — Ha-
oniodamens unu meopey (I’artiste—contemplateur ou créateur), —
HajzleJleH OCOObIMM CITOCOOHOCTSIMM: OHM OINPEeessIOTCS CIe-
UMUIECKMMM YepTaMy BbIpakeHMsI CBOMX UYBCTB M BIIedaT-
JIEHUMI1, XapaKTePHbIX [OJIs1 €ero CTpaHbl uian pernoHa. C Apyroi
CTOPOHBI, XYAOKHUK B M3BECTHOM CMbIC/e TeTepMUHUPOBAH
Ha CO3[laHMe KOHKPETHbIX (OPM UYBCTBEHHOIO AMalia3oHa.
W HakoHel, mpou3BeeHMe MCKYCCTBA PACKPbIBAETCS Kak IIO-
CjlefiHee CIOBO MCKYCCTBA U, B TO Xe BpeMsl, KaK 3aBepIlleH-
HOCTb TaMHCTBEHHOTO reHus TBOpuA. M3 3TOI MBICAU TPOUC-
TekaeT o0coboe MHeHMe [lemakpya IO IOBOAY TBOPYECKOTO
npoliecca XyOoXKHMKA UM pe3yabTaTa ero TBOPUYECKON HesTellb-
HocTy. Ha ero B3misi, BCsT paboTa XyoOSKHMKA-CO3UAATENS Ha-
MpaBjeHa Ha Haje/lieHMe 3HAUeHMeM IT0-0COO0MY rapMOHMY-
HOTO II€JIOTO M €0 OTAENbHBIX, COIJIACOBAaHHBIX MeXIy co60it
371IeMeHTOB B KOHKPETHOM IIpOM3BeIeHUM MCKYCCTBa, B KOTO-
POM 4YacCTHbIE aCIeKThl YelI0BeueCKOi SXKM3HU B U3BECTHON Me-
pe 3arevaTieBalTCs B TaApMOHUYHBIX (hopMax.

Basupysicb Ha 3CcTeTMUeCKUX TpeacTaBieHMUsIx JTbeHa Cy-
puo, Jlenakpya Takke yCTaHaBIMBAET CBOE OTHOIIIEHME K TEOPUU
BUYBCTBOBAHMSI, TMOJyuYMBIIeli 3HAUUTENbHOE OTpaskeHUe
B HEMELIKOM TpaauIIUu 3CTETUKM, Prmocodum 1 CUXOIOTUN UC-
KyccTBa. Jlenakpya 3amaeT ciaeAylolie OCHOBHbIE BOIIPOCHI: CO-
XpaHseT JIM Teopus BUYBCTBOBaHMS CBOI0 HAayuyHYIO LI€HHOCTb
10 celi neHb? Hacko/MbKO 3HAUMMO YTBEpPKIEeHME ee CIIOIBVKHU -
KOB, UTO B XOZie 3CTETUYECKOTO aKTa XyH40XKeCTBEHHOTO TBOpYe-
CTBa MU TIPeAYYBCTBOBAHMUS Pe3yJbTAaTOB 3TOI MesITeIbHOCTU
MbI UAEHTUPULIMPYEM HAC CAaMUX C MTPEeIUyBCTBYEMbBIMMU 00bEK-
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Tamu? Ha 3Ty BOMPOCHI OH He JAeT 1[eJbHbIX OTBETOB, HO MPU-
3HAET, YTO B KMU3HU U OCOOEHHO B TBOPUECKOI aKTMBHOCTY MbI
3a4acTyIo B OIIpeeIeHHO CTeleHM BIbIXaeM KU3Hb B ee 00beK-
TbI, OIYIIEB/ISIEM UX U, YCTAHABIMBASI CBSI3U MEXIY STUMU 06b-
eKTaMy, IpujaeM OIpefeleHHYHd MHOIOYPOBHEBOCTb HAIIUM
OTHOUIIEHMSIM C 3TMMM OObeKTaMu. [TaHHBIN ITPOLECC SIBJISIETCS
B HEKOTOPOJ CTeNeHM UIPOBBIM B3aMMOIENCTBMEM Mexay 51
u TeM, uTo 51 He SIB/ISIETCS, MEXIY HalIpskeHMeM, XapakTepusye-
MBIM CKOBAaHHOCTbIO, U OTbSIHSIIONIVIM UYYBCTBOBaHMEM CBOOOIBI.

W3 sToro mpomucrekaeT TOYKA 3pEHMS, COITIACHO KOTOPOi
B XO/le aHajaM3a AAaHHBIX MPOIECCOB B UX MCUXOJIOTMYECKOM ac-
TeKTe Auarna3soH BYYBCTBOBAHMS U CUMIIATUM OIpPeNessseTcs
yepes 3arafiouHblii GeHOMeH MHTYMLIMM ¥ MHOXeCTBO (popm ee
BbipaskeHUs1. COTVIaCHO KOHIEMIM TICUXOJIOTUM UCKyccTBa [e-
JaKpya, UME@HHO MHTYUIIMS CTAHOBUTCSI BaXXHBIM MHCTPYMEH-
TOM MO3HaHMUSI MHOXECTBA aCIMeKTOB Ipoliecca XyAoXKeCTBEH-
HOT'O TBOPYECTBA, IOMOTasl MPOHUKHYTh B ITYOMHHBIE YPOBHU
pPasIMYHbIX 3TAMOB XyLOXECTBEHHOTO TBOPUYECTBA M, OTTAIKU-
BasiCb OT HUX, CO3[IaTh HOBOE Xy 0XKeCTBEHHOE TBOPEHMeE.

Henakpya MHTepecyeTCs TOUKAaMM 3PeHUs CIOABVKHUKOB
TEOpUM BUYBCTBOBAHMSI, B KOTOPOi 0C060€ BHMMAaHME OTBOJNT-
€SI TICMXOJIOTMYECKOMY MCC/IeIOBAaHMUIO pa3IMYHbIX MaHudecta-
UMl MHTYULUN. lenakpya paccMaTpyUBaeT IIPUBEPIKEHLIEB 3TOM
TeopUM Kak IpeJCcTaBUTeseil MOCT-KaHTMAaHCKOTO POMaHTU3Ma,
IPYTMMU CIOBaMU, MPUAEpPXUBAIOMIMXCS B3MIsAnoB Dpumpuxa
lennuura u Aptypa lloneHrayspa Ha uneu dunocobun UCKyc-
cTBa. Jlemakpya OoTmaeT NO/DKHOe HeocrnopuMbiM 3aciyram Ilo-
TeHrayspa, Ho IIpu 3TOM BbIllle olleHuBaeT Teopuu T. Jlumrca,
1. ®onkensra, 3. I'pocce u P. Mionnep-®paitHdenbca, IUIIeH-
Hbl€e U3TUILLIECTB.

B mporiecce xym0KeCTBEHHOTO CO3UOAHUS U aKTa 3CTeTUYe-
CKOT'O TTPeIUyBCTBOBAHMS MbI INTyOOKO 9MOIIVIOHATIBHO pearupy-
€M Ha pa3juyHble HaTaJIKMBAOI/e Ha Pa3MbIIIIJIeHUSI PUTMU30-
BaHHbIe (DOPMBI, 11BETA, 3BYKU, U, B HEKOTOPOM CMbIC/Ie, BCE OHU
CTAHOBSITCS HEOTHe/JMMbIMM COCTABJSIONIMMM Hallleil CyIIHO-
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ctu. I B 3ByKaX, ¥ IIBeTax OTOGpaskeHbl HE TOJbKO Pas3/IMUHbIe
9JIeMeHThl (OpPMbI, HO TaKke 0cCOOble BUOpaLy, BIAMUSIOIIVE
Ha CO3HaHMe BOCIPMHMMAIOIIET0, BhI3bIBAIOIIE TAPMOHUYHbIE
WU TIONUMHEHHbIEe CTPYKTYpe B3aMMOCBSI3M C Ppa3IMIHBIMU
dbopmamu MckyccTBa, ocobbie UyBCTBA cumIaTu. OHU MOOYK-
Ial0T K Oomee IIIyOOKOMY BOCHPUSTHIO CYTM BOCIPUHSITBIX
CTPYKTYP M IIPY 3TOM HEOCO3HAHHOMY CpPaBHEHMIO X BUTATbHO-
r'0 pacIpoCTpaHeHus.

Ienakpya KpUTUUECKM OILIEHMBAaeT TEOPUIO BUYBCTBOBAHMS
JIumrica u ee CyIIHOCTD, 3aK/II0YAIOILYIOCS B 3CTETUYECKOM CUM-
natuu. Y JIuImca u y OIpyrux CTOPOHHUKOB HEMEI[KOi Teopuu
BUYBCTBOBAHMSI OH BUINUT HEKYIO HEOIpeAeIeHHOCTb, OTIaCHYIO
IJIST HAYYHOTO MeTOZa, ¥ TOBOPUT O TOM, UTO 3CTETHYECKUe
YepThl JAHHOTO MPUHIINIIA JO/DKHbBI ObITh BbIAEIEHBI O0/Iee yeT-
Ko. JIpyrMu cj1oBaMy, 6a30Bble KOHIIEIIThI 3TOI TeOPUM, TaKue
KaK MMUTALMS, CUMIIATUS ¥ OLYXOTBOPEHME CTaHOBSITCS uepec-
yyp TPUBMAIbHBIMM. Jlelakpya IOOYEPKMUBAET, UTO «IJIs
Jlummca scTeTudeckass CMMIIATHSI YCTPaHSIET MOIJIMHHbBIE JIsI
TTOBCETHEBHOI KM3HM 3JIEMEHTHI PeaJlbHOCTHU, UTO MpeIioiara-
eT oTmesneHne ux ot oobekrtar (Ibid., p. 53). CyTb pobIeMbI CO-
CTOUT B SIBHO 0603HAaYE€HHOM OITpeIe/IeHUM COCTOSIHUI, B3au-
MOZAEMCTBYIONIMX C HAIIUMU CYyObeKTUBHBIMU U OObEKTUBHBIMU
YYBCTBAMMU U pelIeHUSIMMU, 06YC/IOBIEHHBIMM HEKOTOPBIMU 06b-
eKTaMu. B uTore sTo MOpoOKAAeT BasKHbIN CTeTMUECKMUIT DaKT —
CBSI3M MEXIY HaMM ¥ BHEIIHUMMM OOBEKTaMM; T.e. Comep KaHue
06beKTOB, UX (opMa, HAIOJHEHME, APYTUMU CJIOBAMM, UIES,
KOTOpasi IepefaeT IMOSIBJIeHMe Yero-amoo HOBOro. MBI OmIyIia-
€M YYBCTBO 3CTETUUYECKON CUMITATUM 10 OTHOIIEHMIO K BOCIIPU-
HMMaeMbIM 00beKTaM. B 3aBMCMMOCTM OT UX LIEHHOCTH, pasMe-
pa WM KOMITO3ULIMM, Mbl OTPaHMYEHbl KOHCTPYKIIMEH TaHHbIX
06BEKTOB, SIBITIOIMXCS XymokecTBeHHbIMM (Ibid., p. 53). OTcio-
Ia CJIeAyIOT YIIPeKy B afpec KOHIenmuy JIMIIIca 1 ero mocieno-
BaTesist POoJIKeIbTa; COracHo Jleakpya, YyBCTBO CMMITATUY B UX
paboTax MmpeACcTaBIeHO Yepecuyp YIPOIIeHHbIM.

CaMbIM MHTEPECHBIM aCIIeKTOM ITpO6IeM ICUXOIOTUU WC-
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KYCCTBA SIBJISIIOTCSL pasMbIIieHus Jleylakpya O MPUPOIe MCKYC-
CTBa, TBOPYECKOM IIOTEHIMaJIe XyOOKHMUKA U OCOOEHHO YaCTHO-
CTY XYIOKeCTBEHHOTO Ipollecca cosumaHus. B atux chepax oH
TTOKa3bIBaeT ceOsl Upe3BBIYAIHO IMPOHMUIIATENbHBIM MBICTUTE-
JIeM, MCKYCHO MCCIemyIONIMM Haubosiee CIOKHbIE IPOOJIEMBI,
KPUTUYECKM 0003peBast JOCTVKEHMS TTpeAIIeCTBYIOIE ICUX0-
JIOTMYECKOM 3CTeTUKU U MCUXOIOTUM UCKyccTBa. IIpm paccMmoT-
peHMUM Kraccuueckoit pumocodun MCKyCCTBa OH 0OpamiaeT BHU-
MaHMe Ha HeUeTKOCTb PACCyKAEHMIT O TOM, UTO TOHMMAEeTCs 10T
CJIOBOM «XYIOKHMK» U 1107, bopMaMM ero TBOPUECKOTO BbIpaske-
Hust. JInst [lenakpya XyoosKHUK, B TIEPBYIO OUepe/lb, YeJI0BeK, KO-
TOPBINA, OYAYIM MY3bIKAHTOM, ITO3TOM JIMOO KMBOIMCIIEM, CITO-
cobeH BbIpaxkaTh 6€CKOHEUHOCTD JMYHOCTHBIX MaHMU(eCTaLMIA.
[TpomyKTOM €ero TBOpYECTBA, TAKUM 00pa30oM, SIBJISIETCS ITPOMU3-
BeJleHMe MCKYCCTBAa, CIIOCOOGHOE BhIPA3UTh YEPTHI €ro JIUUHOCTHU
M YaCTHbIE COCTaBJISIIONIME €T0 TBOPUECKOTO ITOTEHIMaa, JKU3-
HEHHOTO OITbITa, MPO(deCcCMOHATbHOM TEXHMUKMU, ICTeTUUECKUX
MIeaJioB, IPUOPUTETOB M MHOXKECTBO JAPYTUX KauecTB.

C Ipyroii CTOPOHBI, B MPOIIeCcCe XyAOKeCTBEHHOTO CO3MIa-
HMSI K&KIbI XyOOKHUK, MTOJIarasiCb Ha CBOY YHMKAJIbHbIE TBOP-
YyecKye CWIbl, HAXOOUTCS B ITOMCKE COOTHECEHMUS BOJHYIOUIUX
€ro Maeil C YaCTHBIMM SMMU30JaMM CBOEro CYIIeCTBOBaHMS.
BmoxHOBeHMe, COIJIACHO KOHLIENLMM IICUXOJOTUM MCKYCCTBA
o Jlemakpya, CTAaHOBUTCSI 6€CKOHEUHO BasKHBIM KOMIIOHEHTOM
TBOPYECKOTO TMOTEHIMaIa XyOOKHMKA M Tpollecca CO3UTaHMS
KaK TaKOBOro. BOoXHOBeHMe ompemenseTcss Kak CBoeoOpa3HblIii
IIOTOK TBOPYECKOTO Mpollecca, MPUIAIONINIT SHEPTUIO TYXY Xy-
IOKHMKA, HATIPaBJSIONINIA ero BO MHOXKECTBE IPYIUX KOMIIO-
HEHTOB IIPOLIECca XYOOKECTBEHHOI'O TBOPUYECTBA. «BIOXHOBE-
HMe», — TIOOUYEPKMUBAET MBICJIUTENb, — «eCThb 0C000e MoTpsice-
HMe, BBI3BAHHOE IMOIMOHAIbHBIM ITePErOTHEHMEM, OYapoBa-
HMEM OT 00beKTa, Ha KOTOPbIV HalpaBieHO BHUMaHMe». Bmox-
HOBEHMEe — M3BEeCTHasl AecTabuau3anusi OyIIeBHOTO paBHOBE-
CUS U TIPM 3TOM ajanTaiius K HOBOMY, HOBasl CMCTeMaTM3aLus
MIpeMIIeCTBYIOIIEro OMbITa. PUTM KM3HM He TepmuT mays. Ilo-
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CTOSTHHO BO3HMKAIOT HOBBbI€ pUTMbI. MeHTa/IbHaS IeSITEIbHOCTh
MIPUOCTAHABIMBAETCS, U KAUeCTBEHHO HOBOE TOSIBJISIETCS B MO-
MEHT JIesITeJIbHOCTY He-MeHTaIbHOI, HO TBopueckoit» (Ibid., p.
184). HecnmyyaitHO B cBoeil KHuUre [lemakpya OTBOOUT 3HAUM-
TeJIbHOE MPOCTPAHCTBO M3YYEHUIO BAOXHOBEHMS, aCCOLUUPYS
C HUM [pyTMe CIIOHTaHHbIE 3JIeMEHTbI TBOPYECKOTO MOTeHIMa-
Jia Xy[LOKHUKA.

BnoxHoBeHMe TIpeloCTaB/sIeT XYAOXKHUKY TepBUUHbIE UM-
nynbcbl. OHAKO TO3Ke B MPOLECC CO3UAAHUSI BOBJIEKAIOTCS
IpyTye 3MOLMOHA/IbHbIE U pal[MOHAJbHbIe KOMIIOHEHThI TBOP-
YyecKkoro mpoliecca, CTaJKMBas TBOpLA C IOIMOJHUTEIbHBIMU
CIoKHOCTIMM. Briaromapsi SToMy XyJOXHUK MOXET COXPaHUThb
YMCTOTY TBOPUECKOI y6exkmeHHOCTH. MTak, cortacHo [enakpya,
B TIpollecce CO3MIAHMUS OJis1 XYAOKHMKA Upe3BbIUaiiHO BaXKHO
«C HOBBIM B3IVISIIOM IMOJONTU K TapMOHUM BCelt COBOKYITHOCTU
JIeTayieit CO3JaHHOM paboThI M K CBOUM ITIePBOHAYAIbHBIM YOEXK-
meausm» (Ibid., p. 210). Paccykmast o mpupome MCKYCCTBa
" O TIpollecce TBOPUECTBA, CIIOHTAHHO 3a/1e/CTBYIOIIEM pa3iny-
Hble 37€MeHTbl TBOPUECKOTO TMOTeHIMala XyOOXKHMUKa, [ema-
Kpya 0c060 BBIIENSIET B3aMMOMAENCTBME MEXKIY 3JIeMeHTaMU
MHTYUTUBHBIMU, SMOIMOHAIbHBIMU, UTPOBBIMU (KOTOpbIE 3a-
paHee He ObUIM 3aIlIaHMPOBAHBI, CJIOKHBI AJIsI OGHApYKEeHMSI,
MMEIT NPUPOLY CIOHTAaHHYI0, KOMIUIEKCHYIO), ¥ MPOTUBOIIO-
CTaBJIEHHBIM MM MHOKECTBOM COCTaBJISIOIIMX allO/NIOHUYECKO-
ro Havasa. «MTak, MCKyCCTBO», — MuIIeT Jlesakpya, — «SBIISIET-
cs 6osee COCTaBHOJ, C/IOKHOM IeSTe/bHOCTbIO, HEXKeIM 4YeM
MPOCTOM UTpoM [...] ICKycCTBO, Kak M MUrpa, SIBJISETCS TBOpYE-
CKOI [IesITeTbHOCTBIO, HO TIPU 3TOM OHO CO3JaeT TapMOHUUYHO
CYLIeCTBYIOLIYIO peajibHOCTb, CO34aeT MUP, 3HAUMMO CYILLECTBY-
IOLIMIA IO CBOMM ITpaBumiaaM u 3akoHam» (Ibid., p. 45).

Tpanchopmanmsa ¢paHmysckoii ncuxonorum uckycersa (lOcmas,
®paHI11d)

Takum 06pasoM, B paccMaTpuBaemoii obmactu [emakpya
BUIMUTCSI OOHMM M3 CaMbIX 3HAUMTEIbHBIX MBICJIMTENEI CBOETO
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BpeMeHM, ONpeaeNuBIIMM Haubojiee MmepcrekTUBHbIE KOHIIEI-
UMY TICUXOJIOTMM WCKYCCTBA ¥ BIIOCJIEACTBUM Pa3BUBIINM
OT HUX TICUXOJIOTMIO TpOIecca XYmOKeCTBEHHOTO TBOPUYECTBA.
BausHue ero umeit MpoCTIeXUBAaeTCs B TpPydax OBYX OPYIUX
mbicauTenein — A. Manbpo u [I. KOcmaHna.

OnovH 3 Haubosiee BIMSATENbHBIX (PaHIy3CKUX (uIoco-
(oB mckyccTBa BTOpOII MMONOBMHBI XX BeKa, AHIpe Manbpo co-
301 COGCTBEHHYIO KOHIIEIIIMIO IICUMXOJMIOTMM MCKyccTBa. Emne
B 1937 romy OH BBIABMHY/ CBOM IlepBble UOeU B 3TOi cdepe.
Yepe3 HECKOJIBKO JIET OH OMYOIMKOBAI HA TPeX si3bIkax (QyHa-
MeHTaIbHbI TPy «La psychologie de I'art» (TIcMX0mOTMsT UCKYC-
cTBa, 1947—1953). Manbpo 1abo MHTepecoBaJsiCsl BOIIPOCAMU
06beKTa MCUXOJOTUM UCKYCCTBA, TEOPETUUECKUMM OCHOBAHMSI-
MM M B3aMMOMECTBMEM C POACTBEHHBIMM OUCIUILIMHAMM,
MeTOoJaMM MCC/IeNOBaHMsl, KaTeropMaabHbIM alllapaToM U Ipy-
TMMM CXOOHBIMM mpo6meMamMu. OH paccMaTpyUBa HCUXOIOTHUIO
MCKYCCTBA KaK HEOTHENMMYI0 YacTh YHUBEPCATbHOI (UI0CO-
bum uckyccTBa M ee r'yMaHUTApHbIX Hayas, LIeHTPOM BHMMA-
HUSI KOTOpOJ# 6bUIM (umiocodCcKue acheKThl XYHA0sKeCTBEHHOIO
TBOPYECTBA M BOCIIPUSATUSI XYIOKECTBEHHOTO IPOMU3BEIEHMS.
Vcrnonb3ysl IIMPOKMII KOHTEKCT MMUPOBOM XYHOKEeCTBEHHOI
KyJIbTYpbI, MaJIbpo B TIEPBYIO OUEpeNb aHAMV3UPYET pas3jinyae-
MblE€ UepThl CaMOOBITHOTO XyHOKECTBEHHOTO TBOPYECTBA
M pasHOoOOpa3sHble JOCTOBEpHbIE KPUTEPUM, CO3JAHHbIE TEeMU
WIU VMHBIMM UMBUAM3AUMSIMU. Vimey HeMeIKoi Teopuy BUYB-
CTBOBAHMS, COTIPSIKEHHbBIE C TTPOTPAMMHBIMY B3IJISIIAMU CPaB-
HUTENIbHOI (GuUIocoduy UCKYCCTBA U XYIOXKECTBEHHO! KPUTU-
KO, 0c06bIM 06pa3om TpaHchOpMUPOBaHBI Mabpo B paMKax
MICUXOJIOTUM MCKYCCTBA. VIeu ¥ MpUHLMIIBI, pa3paboTaHHbIe
Masbpo B ero ¢pumiocodun U MCUXOJOTUM UCKYCCTBA, ObLIM I10-
IPOOGHO OTpakeHbI B MPEIbIAYIIMX TEKCTAX aBTOPA HACTOSIIE
cratby (Andrijauskas 1993, 55—62).

O. IOcman, gpyroit nocwienosatens B. Bamia u ero yueHmka
2. Cypuo, B orainume OT Maibpo, Hauajl CBOe MCC/IeAOBaHue
Mpo6IeM TICUXOIOTUM MCKYCCTBA C HAXOXKIOEHMSI TOUHBIX OIpe-
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IeleHnii UCCaeayeMoro 00beKkTa ¥ OCHOBHBIX IPOOIEMHBIX 06-
nacreit. C ero TOYKM 3peHMUsl, IICUXOJIOTUSI UCKYCCTBA SIBJISIETCS
COCTaBHOJ 4YacThi0 6GoJjiee IIMPOKOTO ICTETUUECKOTO 3HAHMS.
[leHTpOM ee BHMMaHMUSI BbICTyIaeT MUCCIeA0BaHME TICUXOJIOTH-
YeCKMUX Mpo6/ieM 3CTeTUUECKOro MpeayyBCTBOBAHMS M TBOpUE-
cTBa. M3 3TOr0 06pa3yIoTCs TPY MPOOIEMHBIX IOJIST IICUMXOIOTUA
MCKYCCTBA: TpeJUyBCTBOBAaHME, XyAOXXeCTBEHHOE TBOPYECTBO
" Xy[loXkecTBeHHOe McIonHeHue. Haxosich moj, BAUsIHMEM upeii
B. Bama, IOcmMaH 611M3KO COOTHOCUT 3CTETHUYECKOe IpemauyB-
CTBOBaHME C 3CTETUYECKUM YAOBOIbCTBMEM. [lajiee OH COOTHO-
CUT UX C IIpobieMaMy Mpollecca XymI0KeCTBEHHOTO CO3MTaHMs.
OH 00BSICHSIET CO3UAAHME KaK ITPOLIECC POXKIEHMS, TIOTHBIN Ha-
CJTaKOeHMsI, POJICTBEHHBIN MO0 OIIYIIEHMUSIM 3KCTAaTUUECKUM pe-
JIUTUO3HBIM TepexuBaHusIM. [loguepKkuBasi BasKHOCTb BIIOXHO-
BeHMUsI JjIsi TBOpuecTBa, KOcmMaH BbifieisieT OCHOBHbIEe (akKTOPbI
XY 0KeCTBEHHOTO IIpOoIiecca: OPUTMHAIbHOCTh, CIIOHTAaHHOCTh
U KaueCTBeHHas MPOIYKTUBHOCTb.

IOcmaH — MCTUMHHBINA CTOPOHHUK MHTYUTUBUCTCKOM MICUXO-
JIOTMU UCKYCCTBA, HUBEJUPYIOLIEH POab MbICIM U paliMOHa/b-
HbIX (haKTOPOB B IIPOILieCcCe XYMOKeCTBEHHOTO TBopyecTBa. OH
muieT: «Co3epiiaHue pacKpbIBaeTcs B MCKYCCTBE KaK MOG0Y-
HbIVi (aKTOp, <...> MCUXOJIOTUSI XYHOKEeCTBEHHOTO TBOPUYECTBA
MOXEeT OXBaTUTbh CO3HAHME XYA0KHMKA TOJIbKO Uepe3 MHTerpu-
POBaHHbBIN B3I/ISL, a HE uepe3 pasfeleHle TBOPUECKMX Haydasl
u npotieccoB» (FOcman 1954, 83). CocpefoTaunBasi CBoe BHUMaA-
HMe Ha CPAaBHUTEJIBHO Y3KUX IICUXOJOTUUECKUX IIPOOIeMax Xy-
JIIOKeCTBEHHOTO TBOpPYECTBA M MHTEpIIpeTaluu MY3bIKaTbHbBIX
U CIIeHMUEeCKUX MPOou3BeeHMit, B CBOel KOHIENIIUU TICUXO0JIO-
ruu uckyccersa KOcmaH pasgensieT mpo6yieMbl XyI0sKeCTBEHHOTO
TBOPUYECTBA M CO3epLIaHMs TPOU3BeLeHMIT UCKYCCTBa. DTa Hame-
peHHasl y30CTb MCCAeN0BaTelbCKOTO TMOJs B TPOTMUBOIIOIOXK-
HOCTb YHUBEPCAIUCTCKUM CTpeMJeHUsIM Maibpo, BO3MOXHO,
SIBJISUIACh IVIABHOV TIPUYMHOM MeHee 3HAUMMOTO BIIMSHUS
IOcmaHa Ha UCTOpUIO UIel TICUXOIOTUM UCKYCCTBA.

B sTOM oTHOmIEHMUM 60ee MepCIeKTUBHBIM ITyTeM LA UC-
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CJieloBaHMS ABYX JPYTUX OCHOBATeJe TCUXOJIOTUM UCKYCCTBA,
koumu siByistiuch JK. Bebep u P. @pauip, yaenssiiue Gosblie
BHMMAHUS peNIeHMI0 aKTYyaJbHbIX TEOPeTUUeCKUX IMpobiem
M pa3paboTKe METOAOB TICUXOJOTUM WCKyccTBa. CTOPOHHMK
Teopum IcuxoaHanansa, XK. Be6ep HaunHaeT cBo0 «IICHMX0OIOTHIO
MICKYCCTBa» C OObSICHEHMSI CITenMDUUHOCTU 00bEeKTa U METOLOB
TICUXOJIOTUM UCKYCCTBA, €€ CBSI3U C 3CTETUKOI, hutocodueit mc-
KyCCTBa, MUCTOPMEN MCKYCCTBA U XY[IOKECTBEHHOWM KPUTUKOIA.
BeGep moguepKMBaeT, UTO IMPO6IEMbI ICUXOJIOTUM MCKYCCTBA
TECHO B3aMMOCBSI3aHbI C BBIIIEYTIOMSIHYTBIMU POJICTBEHHBIMU
061acTIMM 3HAHMUS M UX METOMOJOTMYECKMMM MPUHIIUIIAMMA.
Be6ep mumieT: «Mbl KOHIENTYaIU3UPYEM IICUXOJIOTHUIO MCKYC-
CTBA KaK ¥MCCIeIOBaHME CO3HATEIbHbIX ¥ 6€CCO3HATEIbHbIX CO-
CTOSTHUIA, COOTHOCUMBIX C CO3JaHMeM MPOAYKTOB XYI0KeCTBEeH-
HOI1 IesITeIbHOCTY U UX co3epuanmueM» (Weber 1961, 1).

OCHOBHBIMU UCC/IENYEMBIMU OObEKTAMM TICUXOIOTUY UCKYC-
CTBa )i paHITy3CKOTO TeOpeTMKa CTAHOBSITCS ITPeIuyBCTBOBA-
HMe, XYIOKHUK U IIpou3BefeHMe MCKyccTBa. Takum ob6pasom,
MIPOBO/ISI MCCIEMOBAHMS B TICUXOJIOTUY UCKYCCTBA, Bebep 3aTpa-
TMBAET TPU TPYIIIbI MTPOGIEM: IICUXOIOTHUIO TTPeAIyBCTBOBAHMS,
TICUXOJIOTUIO XYIOKECTBEHHOTO TBOPUECTBA U ICUXOJIOTUIO XY-
IIO’KeCTBEHHOTO TPOM3BeleHNs], KOTOpble aHAIM3UPYIOTCS KakK
C IICUXOJIOTUYECKO, TaK U C OHTOJIOTUYECKOI Mo3uLuii. Ucrosnb-
3ysl OCTVMKeHUST TeOpUM IcuxoaHanamsa, Bebep BbIABUraeT MH-
TPOCIEKTUBHYIO, TCUXOAHATUTUUECKYIO U TCUX0(DeHOMEHOII0-
TMYeCKyI0 UCCIeloBaTeIbCKIe CTpaTeTy B KauecTBe OCHOBHBIX
MEeTO OB ITCUXOJIOTUM UCKYCCTBA. B ero paboTax unTaTelb MOKET
OIIYTUTh CUJIbHOE BIUSHUE TICUXOAHATIUTUUECKUX METOJ0B
M MCCIeNOBATEIbCKMUX CTPATeruii, 3ayacTyl0 HaIpaBsIONINX
MBICJIUTENISI K M3YUEeHMI0 TTepudepuitHbIX IpobeM, MeHee 3Ha-
YMMBIX [JIS1 Pa3BUTUS TICUXOJIOTUM UCKYCCTBA.

IIpu paccMOTpeHUM TeopeTUUeCKUX U MeTOHONOTUYeCKUX
yCTaHOBKOK Bebepa PoGept ®paHIa ocTaBaics 6ojee mocieno-
BaTeJbHBIM MbICIUTENIEM, MPEICTABUBIIMM CBOIO KOHIIEIINIO
B MoHorpaduu «Psychologie de I’esthétique» (IICMXOJIOTUSI 3CTe-
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TikM). OH OTHENSIeT IPeIMeTHOE MCCIeIoBaTeIbCKOe I10JIe TICH-
XOJIOTMM VICKYCCTBA OT APYTMX POJCTBEHHBIX 3TOMY IO MPO-
671eMHBIX oOjacteit, Has3bIBast ux «psychologie de l’esthétique»
(mcuxonoruent scretuky). OH mumietT: «[IcUxomorus 3CTETUKU
He SIBJSeTCS MCUXOJIOTHEeN MCKYCCTBA. 3aMeHa 3TUX TEPMMUHOB
ObLIa OCYIIECTBJIEHA T10 NIPUUYMHAM pacCIIMPEeHUsT KOHIIenToche-
pbl JAHHOTO 3HaHMS. M3 cooOpaskeHuii TOYHOCTU, M B TO Ke
BpeMSI BBICTYTIAsI TIPOTUB Upe3MePHBIX CIIEKYISINii B chepe pu-
JocobuM MPeKpacHOro, COBpeMeHHast MMO3UTUBUCTCKAST 3CTETH-
Ka IIar 3a IIaroM IepectaeT ObITb HAYKON O IPEKpPacHOM,
OCTaBJ/IsIA B cebe MeCTO JIMIIb JIsi HayKu 06 MCKYCCTBE, a TOY-
Hee — IIJIT MbICTIM 00 McKyccTBe. Ho ueM GoJibllie TaKoi orpaHm-
YEHHBbII, OCTOPOKHBIN B3IV, Ka3aJ0Ch Obl, HAXOOAUT OMpPaBAa-
HMe B cIydae geduImTa MpoBepeHHbIX METOIOB VCCIeIOBAHMS,
TeM 6oiee 6eCrone3HbIM U GaTaabHbIM BUAUTCS €r0 IpUMeHe-
HHUe ceifyac, Korjja ryMaHUTapHOe 3HaHME CO3JAeT UHCTPYMEH-
ThI, TO3BOJISIIONME YCTAHABIMBATD (DAKThI U CBS3U, CMYILAIOIINE
YaCTHOTO HAOJIoAATeNs], Ha TIOBEPKY SIBJISIICh CTOJIb K€ XaOTUY-
HBIMU, CKOJb OOpeueHHBIMM 3a6BeHUIO [...]. Takum o6Gpasom,
3/1eCb MbI TOBOPMM 00 3CTeTMKe Gosee 0oOuIel, HEXeMM HayKa
06 MCKYCCTBE, U HMIMPOTA STOTO TEPMMUHA COOTBETCTBYET PaCIIpo-
CTPAaHEHMIO HAayKH, Yeii CTPOTUIi METOHONIOTMYECKUIT KOHTPOIb
MOSKHO OLleHUTh» (Frances 1968, 1-2).

[MoMyMO CTaBIIMX TPAAUIIMOHHBIMMU ITPOOGIEM IICUXOIOTUN
MICKYCCTBA YUEHbII TaKKe MHTEPEeCOBaICS TUCHUIIMHAMM, pas-
BUBIIMMMCS TTIO3[THEE OT IICUXOJIOTMM UCKYCCTBA, — ITpobieMamMu
TICMXOJIOTUM TIPOLiecca XyIOsKeCTBEHHOTO CO3MIAHMSI, KOTOPhIM
OH B CBOMX paboTaxX OTBOAMU/I 3HAUUTEIbHOE MeCTO). KOHTeKCTy-
aJlbHOE TIOJIe XYHOXKeCTBEHHOTO TBOPUYECTBA M KOMMYHMKAIIUU
ObLJI0 0O'bEKTOM IIPUCTATBHOrO M3yueHUss OpaHIl3, BHYTPU KOTO-
pPOTO OH pa3anMua MpobyieMbl XyA0KeCTBEHHOTO TBOPYECTBA, €T0
XyIO)KeCTBEHHbIE COCTABJIAIONIME, TMPEAUYBCTBME B IIpemesax
MIPOMYKTA XyOOKECTBEHHOI'O TBOPUECTBA, OLIEHKY, (hOPMaIbHBbI
SI3BIK M CEMaHTUYECKUE CTPYKTYPbI MHOXKECTBA XyI0KECTBEHHbIX
dopm. TIcuxonorust MCKYCCTBA 3[€Ch COMPUKACAETCS C 3CTETU-
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KO, ICUX0I0TUE ICTeTUKHU, TICUXO-COLMOIOTUEN, TICUXOTIOTHEN
TpoIlecca XymIoKeCTBEHHOTO CO3UIAHMS U C IPYTUMU TTOGOUHbI-
MM OUCHUIUIMHAMMY, U3YUYAIOUIMMU TICUXOJIOTUYECKME aCTIeKThI
uckycctBa. @paHid nuiieT: «Bce 3TM BOMPOCHI pacCMaTPUBAINCh
1160 OJHOBPEMEHHO U B 0OLIUX UyepTax, 6e3 KOHKPETHbIX OTChI-
JIOK K COLVIOKY/JIBTYPHBIM ¥ UCTOPUUYECKUM U3MEHEHUSIM, JIU-
60 ke crrenaabHO GOKYCUPYSICh Ha Pa3INIMIX MEXKIY KyIbTypa-
MM WIY OUBUIM3AMsIMu. Kaxkoplii 13 9TUX MTOAXOIO0B SBIISIETCS
3HAUMMBbIM, ¥ OHU He TepeceKaloTcsl. BaskHO TOIbKO CpaBHEHME
TOTO, YTO OBIJIO Ty6OKO M3yUeHo. I[IoHMMaHMe 06X MeXaH3-
MOB YIIPOIIAeT AeTaIM3MPOBaHHbII aHaIN3 UX PYHKIVIOHMPOBA-
HMS B ITpeieiax 0COOBIX KY/IbTYPHBIX I'paHuIl. Kpocc-KynbTypHbIe
CpaBHEHMST HaKOHeIl JeMOHCTPUPYIOT TO, YTO B UTOTE, B KOHTEK-
CTe 3TUX MEXaHWU3MOB, OCTAeTCS, M3MEHSIeTCS WIM MCUe3aeT»
(Ibid., p. 14—15).

[To3ke mccmenoBaTeab CYMMUpPYET TEOpeTUUeCcKue U MeTO-
IOJIOTMYeCKMe TIpeACTaBlIeHUs TICUXOAOTUM UCKYCCTBA B CBOeIi
CTaThe, OIyOJIMKOBAHHOM B KOJIJIEKTMBHOM COOpHMKe «IIcuxo-
JIOTMS MCKyCcCTBA M acteTuku» (Psychologie de Dart et de
lesthétique), BO BCTYIUIEHUM K KOTOPOI OH OTMETUT: «JlaHHBbIi
KOJJIEKTUBHBIN TPYH, B TMEPBYI0 Ouepelb, SIBJISIETCSI CUHTE30M
MCCIeA0BAHMII B Pa3IMUHBIX T'YMaHUTAPHBIX OOJIACTSIX, B OCO-
6eHHOCTU B cepax IICUXOIOTUM M UCKYCCTBa, U B 6ojiee paspa-
6oraHHoi — acreTuke» (Psychologie de I’art et de I’esthétique
1979, 7).

IMombiTkY A. Manbpo, K. Bebepa, P. ®paHIis 1 Opyrux mpes-
cTaBuUTeseli (GPaHIy3CKO IICUMXOMOTUM MCKYCCTBA PaCIIMPUTh
BJIVSIHUS TIPOGIEMHOTO TIONS TICUXOJIOTUM MCKYCCTBA U YKpe-
IIATh €e TeOPeTUYECKOoil ¥ MEeTOMOJIOTMUeCcKoii 6as3bl He ObLIU
3a6bIThI. B mocyiemuux pecsatunetusix XX Beka spdexrt peHome-
HOJIOTMYECKOTO, TepMEHEBTUYECKOrO, IICMXOAHATUTUUECKOTO
M CEeMUOTUYECKOTO METOOB CTAaHOBUTCSI 3aMETHO CUJIbHee
BO (paHIIy3CKOI IICMXOJIOTUM MCKYCCTBA, M3 HUX BBIPACTAIOT
MEKAUCIUIIMHAPHBIE ¥ ellé 6ojiee CIelyaau3ypoBaHHbIe
(opmbI MccemoBaHMii YaCTHBIX MMPOOJIEM 3TOM cepbl 3HAHMSI.
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EBTEHUMI KOHJIPATHEB!

MHTEHIIMOHAJIBHOCTbD BOCITPUATHSA
1 MHOEKCAJIBHBIE OBPA3bI

A6cmpakm
B crarbe ucciemyoTcs ceMuoTHueckass mpupopa (hoTomsobpaskeHus

¥ 0COGEHHOCTY 3CTETUYECKOTO BocrpusTus hororpaduu. [IpenmerHoe
MpoeLKPOBaHKe MPOTUBOIIOCTABISIETCS TPOELIMPOBAHMIO A6CTPAKTHO-
ro Koza. VccienyioTest BO3MOSKHOCTY IIPOELIIPOBAHMST CMBOJIMYECKUX
CMBIC/IOB B YUIOBMSIX aIlIIapaTHO peoNpeieleHHOCTY Y MIHIeKCalb-
HOJI CTIOHTaHHOCTY. KaTeropyuu perentyMBHOM 3CTETHKY IPUMEHSIOTCS
IJISL aHa/IM3a Mpoliecca MHTepIpeTanyy MHIEKCAIbHOTO COfepsKaHusl.
JenaeTcst BBIBOZ, O TOM, UTO Xy[O’KeCTBeHHas ceMaHTHKa (oTonsobpa-
SKeHVSI CTPOUTCSI HAa OCHOBe IIPEOZIOIeHMs] allapaTHON Ipenornpene-
JIEHHOCTM ¥ TIepe0CMBIC/IEHMS] MHI,EKCAIbHO CIIOHTaHHOCTH.

Kniouegwle cnosa

dotorpadus, scTeTMyeckoe BOCIPUITUE, MHAEKC, COOOIIeHMEe 6e3 KO-
na, IpoeLypoBaHue, MOCT-MIPOJaKill, HyMepuueckoe MbIILJIeHNe, all-
mapaTtHas Ipefollpele/leHHOCTb, peuHTepIipeTauus, aHTULMIALMS,
aMOMBaIEHTHOCTb, CMMBOJIMYECKME CMBIC/IbI, (OTOpeaan3M, MMMUTa-
LM, CIOHTAHHOCTb, 1IM(POBast MIOBEPXHOCTh, PELIVIINEHT, PeLeTIB-
Hasl 3CTeTHKa, TOPMU30OHT OXXUAAHMsI, MycThle MecTa, Y. ITupc, P. Kpaycc,
B. ®@moccep, X.P.fycc, P. Bapt.

! Egzenuti Kondpamees — OOLIEHT, KaHOuUAAT Gumnocodhckux Hayk, MI'Y
umenu M. B. JlomoHOocOBa, MOCKBa, 1.0. 3aB. Kadenpoii 3CTeTUKM pu-
nocodckoro ¢Gaky/nbTeTa, 3aMEeCTUTENb ITIABHOTO PelakTopa sKypHaia
Aesthetica Universalis.
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Oco6eHHOCTb 3CTEeTUYECKOTO BOCTIpUTHUsl pororpadum co-
CTOUT B TOM, YTO OHO OITOCPEJOBAHO WMHAEKCATbHOM IMPUPO-
IO} BU3YaJbHBIX 3HAKOB, (GOPMUPYIOLIMX M306pakeHue. Ilonm
MHOeKcoM, B wiaccuduranyyu Y. Tlupca, TMOHMMAaeTcs 3HaK,
SIBJISTIOIMIACS OTIEYATKOM IIpelMeTa, 3HaK, He OOYC/IOBJIeH-
HbI/l KAaKMMMU-TO BHEITHMMMU IO OTHOIIEHUIO K MpeAMETY KOH-
BeHIMSIMMU. VIHIEKC HEMOoCpencTBeHHO pedepupyeTr K mpemme-
Ty UM sABISeTCS «coobuieHMeM 6e3 Koma» («message sans
code»), mo Bbipaxkenuio P. Bapra. ®dororpadusi Kak MHAEKC
HEMOCPEeCTBEHHO OTChLIAeT 3pUTeNsS K  3amevatieHHOM!
Ha CHMMKE CUTYyalluM, MOPOXKIaeT B HEM OIIyIIEeHWE IPUCYT-
cTBUSI. «B ueM 6Bl ellle HM 3aKIiouajach ee cuia, (ororpa-
(uI0 MOKHO Ha3BaTh CyO- WIM TO-CMMBOJIMYECKOI: OHA OTHA-
eT SI3bIK MCKYCCTBA B €IMHOJIMYHYIO BiacTh Bermei» (Kpaycc,
2003). VcxogHbIM CIIOCO60M O3HauMBaHusI B Gororpaduu sB-
JIsIeTCsl TMPeAMETHOe TMPOoenyupoBaHKe, a He abCTparMpoBaHUe
wi nofgpaxanue. [IpoenpoBaHyue e CUMBOIMYECKUX CMBbIC-
JIoB B (oTorpadum SIBJISETCS MPOIOIKEHNEM 3TOTO MICXOIHOTO
ceMmo3suca.

OnHako MHIeKcaJbHAsi BbIPa3sUTENbHOCTh B doTorpaduu
MMeeT U CBOI0 060POTHYIO CTOPOHY. Vicmionb3oBaHme UQPOBLIX
TEXHOJIOI'MIi post-production CHU3WIO POJIb MHIEKCATLHOTO Ha-
yasa B ¢hortorpadmm, 6arogapsi UM CTaJ0 BO3MOKHBIM B ropas-
0 OoJbllieil CTereHM TpaHCHOPMMPOBATh OTIIEUATOK, HeIaThb
€ro, 1o CyTH, BUPTYaIbHBIM, CBOAUTD CIIOHTAHHOCTh B M300pa-
SKEHUM J0 MUHMMYMA MU TIOJTHOCThIO MMUTUPOBATb CIIOHTAH-
HocTb. Teopetuk ¢ororpadum B. dmioccep monaraert, YTo Mpu
MpUMeHeHUY IUGPOBbIX TeXHONIOTUI B poTorpadum mpoucxo-
IUT TIPOeIMpOBaHNe He CTObKO CaMOTO MpeMeTa, CKOIbKO ab-
cTpakiuii. B nudpoBoit soruke obpas peasbHOCTU CTPOUTCS
Ha OCHOBe JMCKpeTHOTro Koma. Cosmanue pororpadum okaspiBa-
eTcs peanusalyeli BO3MOKHOCTelM MHpOrpaMMHOrO Kona, Wi
TaK Ha3bIBAEMOT'0 «HYMEPUYECKOTO MbIIIEHMSI», XapaKTEPHOTO
IJISL TEXHOJIOTMYECKM OTIOCPeN0BAaHHOTO CrIoco6a BUIeHNs. AHA-
JUTHUYECKOe MbIIVIEHVe pacKIafblBaeT LIeJIOCTHBIN 00pa3 Be-

60



meit 1o abCTPaKTHBIX J1EMEHTOB, ¥ aOCTPaKTHbIE CX€MbI IPO-
eLMPYIOTCS Ha TTPEeAMETHbIN MUP.

Bosnee Toro, cornacuo dnioccepy, MOJEIM BUIUMOTO CTPOSIT-
Cs1 He Ha OCHOBe MPUHIIMIIA Y3HABaHUS WM aHTULIUIIMUPYIOIIei
IesITeIbHOCTY BOOGPasKeH S, a 3a CUET IIPOEIMPOBaHMs B chepy
MpeACTaBIeHs BbIUMCIUTENbHBIX aJTOPUTMOB, MHTEIPaTbHbIX
byHKUIMI, He MMEIIIMUX IIPeJIMETHOr0 aHajora. IurutaabHas
dororpadust BcTpoeHa B Ipollecc abCcTparupoBaHMsI, KOTOPbIi
TIPUBOIUT, B YaCTHOCTM, K 3aMeIIeHNI0 SMOLVOHATIbHON peak-
UMY pPelUIMeHTa WMHCTPYMEHTAJTbHbIM MAaHUITYIMPOBAHMEM
¢ peambHOCTBhIO. lldpoBoe doTorpadupoBaHme Mpoenupyer
Ha MpegMeT amnmapaTHYIO MpeaoIpeneieHHoCTb. UiskeHep dho-
TOKaMephl CTUPAET IpaHb MEXKIY MCKYCCTBOM U (oTorpadueit,
armapaTHO MOJeTVPYsI BO3MOKHBIN I1aia30H BIIeuaTIeH i, KO-
TOPBII i MOKHO BBI3BATh C ITOMOIIBIO oTooTHEUaTKa. C MOsSIBIIe-
HMEM OUTUTATbHBIX TEXHOMOTUIA ¥ MICKYCCTBEHHOTO MHTEJIEKTa
B (doTOIENe PACIIUPUIICS OMATIa30H «CUMY/ISILIM» BOCIIPUSITHUS.
VHpaekcanabHas ¥ CIIOHTaHHAs BbIpasuTelbHas mpupona GpoTo-
rpaduy CMeHSIeTCS IPOEKTUBHO, MAaHUITY/ISITUBHOIA.

IpeskHMe abCTpaKTHbIE MOJEIN He B TaKOii CTEIIeHY Onupa-
JIMCh Ha YMCI0OBOE MbIIIIEHNe, rojaraeT dmoccep. Bonee paH-
HMe Momeny abCTparupoBaHMSI B BU3YaJIbHBIX MCKYCCTBAaX
OCTaBJISIIOT MECTO [JIi CIIOHTAHHOJ BBIPA3UTEIbHOCTU. Tak,
TepCIIeKTUBHAS NIePEKOAVPOBKA TPEXMEPHOTO 00bEeKTa B JIBYX-
MepHOe M300paskeHue SBJSIeTcs abCTpaklyeil, HO He TaKoii
TIpefebHOM CTeNeH!, KaK «OMHOMEPHOCTb» U MPeeIbHOe «HY-
JIeBOe M3MepeHMe», JOCTUTaeMoe MIPpU IUTUTAIbHO KOOUPOBKE
(0—1). C ocBOeHMEM OUTUTATBHBIX TEXHOJIOIMIT CO34AETCS BO3-
MOXXHOCTb CTPOUTH MOJIHOCTbIO BOOOPakaeMyIo MOZEb pPeasib-
HOCTY, perpe3eHTUPOBATh a6CTPAKLINIO.

TBOpUeCKyl0 CBOOOAY B XYOOXKeCTBEHHO! doTtorpadum
@roccep CBA3BIBAET C MpPeOdoJIeHMeM alapaTHOM Mmpemornpe-
neneHHOCTU: «IIoCTMHAYCTpMaabHas PeBOJIIOLMS, MPOM30IIe-
Ias ¢ mosiBjeHueM ¢oToanmnapara, MpoXoOuUT MUMO CO3HAHUS
dotorpacdos. C OmHUM MCKIIOUEHMEM: TaK Ha3bIBa€MbI€ IKCITE-

61



puMeHTanbHble (oTorpadsl, TO ecTb MMeHHO ¢oTorpadsi
B MO pa3yMeBaeMOM 3[IeCh CMbIciIe cjioBa. OHM IeiiCTBUTENTbHO
0CO3HAIOT, UTO ,,06pas®, ,amnmapar”, ,mporpamMma’ u ,uH(OpMa-
s — OCHOBHBIE ITPOOIEMbI, C KOTOPHIMM UM HYKHO BCTYIIUTD
B mmosieMuKky. OHM [1e/iCTBUTEIBHO OCO3HAHHO CTapaloTCs CO3/a-
BaTh HeIpeABUIeHHYI0 MHGOPMAIINIO, T. €. U3BJIEKATh U3 arra-
paTa ¥ IoMeIaTh B 06pa3 To, 4ero HeT B ero mporpamme. OHU
3HAIOT, YTO UTPAIOT MPOTUB ammnapara. Ho gaxke oHu He 0co3Ha-
IOT BCETO 3HAUEHMS CBOE MPAaKTUKMU: OHM He 3HAIOT, UTO IThITa-
IOTCSI JaTh BOOOIe OTBET HA BOIIPOC O CBOOOAE B ammapaTHOM
koMIuiekce» (dmroccep, 2008).

XymoskecTBeHHasT ceMaHTMKa (HOTOM3006pasKeHNSI CTPOUTCS
Ha OCHOBe IIPEOJOJIEHMSI ammapaTHOl MpemoIpeneeHHOCTH,
¥ TIepeoCMbICIEHUST MHIEKCaTbHOI CIOHTAaHHOCTU. BeccioskeT-
HOCTh U MHIEKCATbHOCTDL (poTorpaduu co3maroT ocobyio CUTya-
LIMIO [1JIs TIPOEIPOBaHMS CMBIC/IOB Uuepes u3o0paskeHue. Bojb-
MMM KpeaTMBHBIM IIOTEHI[MaJoM O006/1amaioT MepeKoaupOBKa
U peuHTepIipeTauus u3obpaskenust. Takas dororpadust okasbl-
BaeTCs CPeICTBOM BOILIOMEHUS OKUAAHWI Y TTPeIBOCKXUINEHN
PEIUIINENTA, Y €€ TIPUXOIUTCS PEMHTEPIIPETUPOBATD ITOCTOSTH-
HO, TTOCKOJIbKY OHA He CBSI3aHAa C KaKMM-TO OIpeaeeHHbIM KO-
IOM.

BosmokHO 3ammcTBOBaHME (OTOM306pasKEHUEM CUMBOJIM-
YeCKOTO COonepykKaHMs M M3 BHEIIHMX CMBICJIOBBIX KOHTEKCTOB.
Vke B repuop rosiiaeHus: Gpororpadum ee MHAEKCaAbHAs IIPU-
poJia TOJIKOBAach B MeTahM3MUeCKOM IyXe KaK ITpOoernypoBa-
HMe HEeKUX YMOITOCTUTAaeMbIX CTOPOH IpeaMeTa. «Dotorpadu-
yecKuil cien B TIpencTaBieHuu TanbboTa, MO KpaiiHeil Mepe,
Cyns 0 TOMY, KaK OH €ro OIMChIBaeT, TOKe IMpu3BaH ObITh
(duxkcaimeir MbICIM — WM, BO BCSIKOM CiIydae, TICUMXOJOTUYe-
CKnx (eHOMEHOB, B OOBIYHON >XM3HU CKpbIThIX» (Kpaycc,
2014).

®dororpadus o6peTaeT CMbICT B MPOIecce UAeHTUDUKALINN
u pekomypoBanusi. CloHTaHHAs! GOTOKOMITO3UIIUS UMEET O60Ib-
II0J MOTEHIMA K MPOeIMPOBAHNUIO CMMBOJIMYECKMX CMBICIIOB.
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@oTtorpadmueckuit 06pas IMo3BOJSIET MPOELIMPOBATH KaK MHTEP-
CyOBeKTMBHbBIE, TaK ¥ WHAVBUIyaJIbHbIE CMBICIBI. Hampumep,
B TecTax Popiaxa, cocTosmux U3 audQy3HbIX MSITEH, 0 CYTH,
aHaJIOTOB YepHO-6eIbIx (oTorpadpmueckmux OTIIEUaTKOB-MHIEK-
COB, Pa3IMYHbIE CIIOCOOBI X MPOUYTEHUS] OTPAKAIOT OCOGEHHO-
CTU JIMYHOCTM MCHBITYyeMOro. CXOXKy MEeTOAMKY MCIIOAb3yeT
M TEIITAJbTIICUXOIOTHSI TPV aHa/IN3e KOTHUTUBHBIX CIIOCOOHO-
cren

CeMaHTUKy M 3CTETUYECKYIO POJb MHAEKCAJIbHOTO 3HaKa
B oTorpaduy JEMOHCTPUPYIOT OKPYKAIOIIVE CBETOIMUCh XYI0-
SKeCTBEHHbIE KOHTEKCThI. Tak, (oTopeanusm, mompaskaTebHOe
110 OTHOIIEHMIO K (oTorpadum HampaB/ieHME B M300pasUTETb-
HOM JVCKYCCTBe, TIOJYEPKHYTO MMUTUPYET CITelVOUIHBIN s
dortorpadun A3bIK BbICcKa3biBaHMsI. OgHA U3 XapaKTePHBIX YepT
(dboTtopeanusma B JKUBOIUCU — 6eCCIOKETHOCTb. PoTOpeanusm
uMmutupyet dotorpaduio 1 mpe3eHTUpyeT HparMeHT peasbHO-
CTH, BBIPBAHHBIM U3 ITOBECTBOBATENbHOTO KOHTeKcTa. [pyras
yepra GoTopeanyama — HeNTPANTbHOCTh, «OOBEKTUBHOCTDY, OT-
CYTCTBME JIMYHOCTHOTO OTHOIINEHMSI. DTO HATYPATUCTUUECKOE
13006paxkeHMe HATypaIMCTUIeCcKoro (poTorpaduyueckoro) mzob-
paskeHUsI, 3epKaJbHOEe OTpakeHue, perpe3eHTalus] perpeseH-
TalyN.

Takoe OTpakeHMe OTPaKeHMSI MOOYKAAeT HAC JTOMbBICIUTH
CIOXKET, HATY 0OBbSICHEHME CTYIaitHOMY COUETAHUIO ITPEAMETOB.
CIIOHTaHHBIN XapaKTep CIOKeTa MOOYKAaeT Hac CIIPOelpoBaTh
Ha HEro MAOTOJHUTETbHbIE CMBICTbI. COBPEMEHHBI YEeIOBEK,
MPUBBIKIINI CTPOUTH IJIaHbI, CO3/IaBaTh YTOMMH, IOCPEICTBOM
OTpEeINIeHHOTr0, HeWTPaIbHOTO (OTOPEaTNCTUIECKOTO B3IVISAA
CTQJIKMBAETCS C ITIOCTOSTHCTBOM HACTOSIIET0 BpeMeHM, IIbITAETCS
MpUIaTh MOMEHTY BHEBPEMEHHOIT Xapakrep. IIpobiema peasb-
HOCTM B (doTopeanusmMe — 3TO IpobjeMa MIpeXIe BCero Ha-
CTPOVIKY MY GOKYCUPOBKM CO3HAHMS, TO €CTh CITOCOOHOCTHM Ue-
JIOBEKA CIIPOeLMpPOoBaTh HA M300paskeHMe OIIyIleHue MPUCyT-
CTBUSI, BOBJIEUEHHOCTY WJIU K€, HAIPOTUB, YYBCTBO OTUYXKIEH-
HOCTHU. [T03TOMY TOMBIC/IMBAHME CIOKETA 3PUTEIEM ITPOUCXOINUT
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He Ha OCHOBe HaOIIomeHMs] 32 uepemoil M300paskeHHbIX COObI-
TUIt, a TOCPeICTBOM pedIeKCUM O CTeIIeHM CBOeil AUCTaHIIUPO-
BaHHOCTM OT peaibHOCTU. VHOTHa 3cTeTMueckoe BOCHPUSATHE
«MeIUTATUBHBIX» «BULIOB» hoTOopeannsma GOpMIUPYIOT OLLyle-
HMe HepasIMuMMOCTM MeXIy CO3HAaHMEeM U JeHCTBUTETbHO-
CTBIO.

ITpoBepennas B 2015 romy B F'ocymapcTBeHHOM TpeThsIKOB-
CKOJi rajiepee BBICTaBKa, IOCBSIIeHHAasl (oTopeannsmy, craia
CBOE06Pa3HOI PeTPOCIIEKTUBOI OTeUeCTBEHHOTO BapMaHTa 9TO-
ro HampaBieHUs. B oTeuecTBeHHOM BapuaHTe (oTopeannsma
OKa3aJMCh BaXHbBI HE TOJBKO M300pasuTeNbHbIE PEIIeHUs,
HO M (OKYCMpPOBKA HA Pa3sHOOOpPA3HBIX MMPOBO33PEHUECKUX
npo6semax. OTedyecTBeHHbI (OTOpeaNn3M Ha JAaHHON PeTpo-
CIIEKTMBE BBICTYIAET KaK OYeHb Pa3HOILIAHOBOE SIBJeHMe, Ha-
TTOJIHEHHOE CUMBOJIMYECKUMY M3MEPEeHNSIMI. B HEKOTOPBIX pa-
60Tax YYBCTBYETCSI €C/IM He CIOKeTHasl TMHMS, TO SIBHASI CBSA3b
C KyIbTypHbIMM KOHTekcTaMM 70x-80x rr. doTopeannsm noapa-
skaeT ¢otorpaduy, HO 3TO TaKKe M CBOEOOPA3HBIN SKUBOINC-
HBIVi skaHp. [I1acTuyeckoe Havauo B ¢poTopeann3Me caMo I10 ce-
6e BecbMa BBIPAsSUTENIbHO U CBoeo6pasHo. OHO 3aK/IIoUaeTcs
He B IpSIMOM noapakanuu dortorpadun, a B moapaxkaHuu, CKO-
pee, 10 criocoby aeicTBusl. VI3006pakeHne CO30AETCS U3 OTAEIb-
HBIX 3JIEMEHTOB, OCBeIllleHHBIX MTOBEPXHOCTEN, CBSI3aHHBIX ITpe-
K7€ BCero BU3yasIbHO, a He CIOXKeTHO.

B TakMx pasOGUTHIX HA JIEMEHTbI KOMITO3UIIMSIX OUeHb CBOe-
06pasHo MpoTeKaeT BpeMs. DTO CBOeoOpa3Hasl may3a, OCTaHOB-
Ka BO BpeMeHMU, MPOOYKIalomiast MOTPeO6HOCTHIO B OCMBICTIEHUNA.
TeMa OTUYKIEHHOCTM OKa3bIBaeTCsl CBSI3aHHOI C TeMoOit 3cka-
MKU3Ma, OUTYIIeHUs TepeskMBaHUs UCTOPUUECKOTO MOMEHTA, ero
MHBepcuit, Metamopdo3. B kKapTuHax GOoTOpeanncToB mapagoK-
CAIbHBIM 00pa30M COEAVHSIOTCS OBa OTHOLIEHUS] K >KU3HU:
C OIHO} CTOPOHBI, XM3Hb MTOKA3bIBAETCS KaK HEUTO HACHIIIEH-
HOe, TIOJTHOBECHOE, 0CBOOOXKIEHHOEe OT MMUGOIOTUUECKUX Ia6-
JIOHOB, a C JPYroi, Kak HeYTO pOMaHTMUUYECKOe, 3aHOBO CKOH-
CTPYUPOBAHHOE, He CBSI3aHHOE C MCTOPUUECKOi PeasbHOCThIO,
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IpeaBOCXUIIaloNiee Gymyiee.

®OoTOpeaTUCTUIECKUIi BUl HEBOJIbHO MBOJICTBEHEH, B HEM
OIIYIIEHNE PeaJibHOCTY IIPOTUBOIIOCTABJISIETCS OIIYIIEHUIO
MCKYCCTBEHHOCTM, PeaJbHOCTb CTaJKMBaeTcs C daHTa3meit.
AMOMBaJIeHTHAsT KOMITO3UIIMSI CJIOBHO MpoenupyeT Ha (orto-
pealMCTUYEeCKuii  meii3ask OOGOPOTHYI0  CTOPOHY  OBITHS,
HEYCTOMUMBYI0O M TaMHCTBEHHYKI. BeCCHKeTHOCTb KOMIIO3U-
IIMY CO3MIAeT OLIYIIeHMe KAaKOrO-TO HAIPSKEHHOTO OXKMUIOAHMS,
MPeIUyBCTBUSI KAKOTO-TO COObITMS. [T0JOOHBIN 5MOIMOHATb-
HbIt 3(pdeKT 6bIT 3aJ0KEeH B CIOPPEaTUCTUUECKONM SKUBOIUCHU
P. Marputrta, M. duiepa, IJisi KOTOPbIX, KOHEYHO, TaK)Ke Hema-
JIOBaKHBIM OB TMITeppeaIMCTMYeCcKuii achekT. [Ipuema mpo-
eLMPOBAHUS  TOACO3HATENbHBIX  CTPAXOB, IIPEIUyBCTBUI
MU Ke (GaHTasuil MPUAEPKMUBAIOTCS HEKOTOPbIE KMHOPEKMUC-
ceppl. AHanusupys dwibm . JIunya «Illlocce B Hukyma», C.
JKuskek oTmeuaer, 4TO B (MJIbMe 3a HENTPaJbHOCTHIO ITOBCE-
JTHEBHOW IPOBUHIIMAIBHON XM3HM KPOETCSI HEUTO YIPosKalo-
Imee, KOTOpPOe MOKeT BHE3aIllHO IIPOSIBUTH Ccebsl, COpBaTh
UIWUTNYECKMEe TIOKPOBBI U CIIPOEIMPOBATLCS B PEaIbHOCTD
(CKuxek, 2011).

BosBpamasich K CBETONMCM, OTMETMM, UYTO COBpEMEHHas
IuruTanbHast ¢oTtorpadust SIBISIETCS HE CTOJNBKO ITPOEKIMeNt
abCTPaKTHOTO KOJA, CKOJIBKO Pa3sBUTMEM Ha HOBOJ TEXHOJIOTM-
YeCcKOil OCHOBE MCXOMHONM MHOEKCAIbHOM HMpUpomabl GOTOU3006-
pakenus. [Iugposbie 3¢ eKThI, B CBOIO OUepeb, HAIOMUHAIOT
(dboTopeanucTUUECKyI0 CTUIMCTUKY. HameneHue CMBICIOM OV-
TUMTAJIBHOTO 00pa3a MPOMUCXOOAUT 3a CUET KOMITO3UIIMOHHBIX
TIPMEMOB, KOHCTPYMPOBaHMs BOOOPasKaeMOil KOMITO3UIINY, OT-
KPBITHSI CKPBITOTO CMMBOJIM3MA OUTUTATbHbIX 00pa30B. IIpouc-
XOOUT HAJIOKEHME BOOOpakaeMbIX CTPYKTYp Ha AuddQysHbIe
M CIIOHTAHHbIE OTIeYaTKM. [leTasbHast MpopaboTKa BCeX ILIa-
HOB, 0COGEHHO IUTUTAIbHBIN MOHTAX, ITO3BOJISIIOT CITIPOEIINPO-
BaTh Ha HEro apXeTUITMYeCKye CTPYKTYphl. PaboThl, MmpeacTas-
JIeHHble Ha XYIOXXeCTBEHHOI BbICTaBKe «BjacCTh, MCKYCCTBO
n mudorBopuectBo. Lindbposoe mckyccrso» (2013), meMOHCTH-

65



PYIOT TIpoeIMpoBaHMe KBa3MCOIMAIbHBIX apXeTUIIOB Ha «Hei-
TPaJIbHYI0» ¥ OTHOPOIHYIO IMGPOBYIO Cpexy.

LilndbpoBas MOBEpXHOCTb MOXKET CIYKUTb MCTOYHMKOM Ma-
HUIYISIMIE C CO3HAHMEeM: MaclITabupoBaHMe IUTaHAMM, YCU-
JieHMe KOHTPACTHOCTM, 3aTeMHEeHMe MHULMUPYIOT pPaboTy BO-
obpaxkeHuss. PpoHTATbHAS KOMITO3UIMS, KPYITHbIN TIJIaH JIUIA,
MIpUMeHsIeMblii B Ly poBomM ¢oTorpadgmueckoM rureppeanms-
Me (HampuMmep, B aBTomopTpetax ¢ororpada Y. Knoysa), pea-
AM3yeT KOHIIENIINIO IMpoelupoBaHusi B GOToUCKyccTBe. B ciry-
yae (GPOHTAIbHOM KOMITO3ULIMM TIpeAMET MaKCUMaJbHO Tpu-
OMKaeTcs K 3pUTETI0, MTPOUCXOOUT CTUPaHMe IPaHULIBI MEXKITY
CyOBEKTOM UM 00beKTOM. ®DOTOXYAOKHMK CMOTPUT Ha Hac,
M 3Ta CUTyauusl oueHb HarmoMmuHaeT TO, uto JK. Juau-l06ep-
MaH 0003HaUM/I B HA3BaHUM CBOEJ KHUTU «TO, UTO MbI BUAVIM,
TO, UTO CMOTPUT Ha Hac» (Juaou-I06epman, 2001). Hapouuras
6eCCIOKeTHOCTh U JOKYMEHTAJTbHOCTb CJIY’KAT MCTOYHMKOM Ha-
XOKIEeHUSI HEeOXXMUIAHHBIX CIOKETOB M TIOBOPOTOB. 3pUTEJb
CIMBAETCSl ¢ M300pakaeMbIM, M TIOITOMY BHOBb HaiiieHHbIe
MpeaMeTHbIe CMBIC/IBI ITPOEIMPYIOTCST He TOIbKO Ha M300paske-
HMe, HO U Ha CO3HAHMe 3PUTENST KaK MHTErpajbHYI0 4acTh 06-
pasa. He uryuaitHo Kak doTopeannam, Tak M coBpeMeHHast ¢ho-
Torpadus YacTo oOpamaTcsd K MeTahopUYECKOMY MOTUBY
3epKaIbHOI MOBEPXHOCTU, HA KOTOPYI CHPOELMPOBAIOCH JIN-
110 aBTOpa (cepust KaptuH C. DaiibucoBuya o maccakmpax MeT-
po). O6pa3s yeysoBeKa, OTpPakeHHbBIH, CIIPOEIIMPOBAHHbIN, OIO-
CpelOBaHHBIM BO3BpAllaeTCsS B M300pasUTENIbHOE VCKYCCTBO,
MpeonoiieBass AUTUTAIBHYIO OTUYKOEHHOCTb M abCTPaKIIUIO.
PacronoxkeHye 06beKTOB, KOMITO3UIIMS BBICTYIAET MpOeKIueii
HamepeHMit ¢otorpada. dotorpadbmueckoe IMpoerUpoBaHye
BeJleT K CO3[aHUI0 HOBOJ JIOTMKM IOCTPOeHusT obpasa, onmpa-
IolIelicsl Ha MHTeHUMM M oxupanus. Oxkupmanue bopmMupyer
o6pa3. PoTOOMEYATOK BhIpAXKAeT MPEeIBOCXUINEHUE, TepefaeT
aHTUOUIIMpPYIoNMii B3misga. OT doTtorpadum Mbl OXKMIaeM
HEeM3BECTHOTO, OXXIaeM HOBOTO.

[Tpo6ieMa mpoeLVPOBaHNSI CMBICJIOB B aMOMBAJIEHTHOM CU-
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TyallMy pacCMaTpuBanach B paMKaX pelleNTUBHOM 3CTeTUKH. Pe-
nenTuBHas acteTuka (Rezeptionsdsthetik) Bo3HuKaeT Bo BTOpOIi
nonoByHe XX B. B paMKax 3CTeTUKO-IUTEPATYPHOI TeOpUM Kak
KpUTHUYECKasl peakuys Ha JOMUHUPYIOLIMIA B TIEPBOJ MTOJIOBUHE
XX B. popManu3M U «HOBYIO KPUTUKY» (KOHIEILIMS «OIM3KOTO
yrennst» T. dnuora). CornmacHo GopMaTbHOMY HOIXOMY, CTPYKTY-
pa ¥ Ko, IeTepMUHMPYIOT Hallle BocnpusitTue. [Iis1 «<HOBO Kpu-
TUKU» POJIb YMTATENSI B COTBOPYECTBE C aBTOPOM MMHMMAJIbHA.
PentenTuBHBIN MOAXOA, HAMPOTUB, MOJUEPKUBAET pEIIAIONTYI0
pOJIb uMTaTeNs B CO3LaHMUM (3aBeplieHMM) CMbICIa IIPOM3Bene-
HUs, TIPOELIMPOBAHUY CYObEKTUBHBIX CMBIC/I B IPOVU3BEEHME.
PenjeniTuBHAs 3CTETMKA — 3TO 3CTETUKA IMATIOTUYECKOTO UTEHUS
U peuHTEpripeTauyy. VcrpiTaB 3HAUMTEIbHOE BiMsIHME (eHO-
MEHOJIOTUM, PEIETITUBHAS CTETHKA BBeJIa B 3CTETUUYECKMIT 060-
POT MOHSATHUS: aKTyanu3alusl, TOPU3OHT OXXUITAHUS, KOHCTUTYU-
pOBaHMe CMbIC/IA, KOMMYHMKATUBHAsI HEONPELeNeHHOCThb U JIP.
Kpome Toro, 6bUIM BBeIEHbI TOHSITUS «MMIUIMIIUTHOTO YUTaATE-
ns1» (B. Usep), «<uHpopmupoBanHHoro unrtares» (C. Oui), «uH-
TepakTUBHOTO umtartens» (H. XomnaHn), «XOpouiero ymMtaTesns»
(K. JIstouc), «cynepuntatens» (M. Puddarep).

ITo X. P. flyccy u B. U3epy, BocpusiTUe NpoOu3BeLeHuUs UC-
KYCCTBa — 3TO AMaJeKTUUeCKUii polecc MPOU3BOLCTBA 3HAUe-
HMS, UM COOCTBEHHO pelleniuu («response»). CormtacHo Syccy,
Yy UMTaTess CyllecTByeT OIpeNe/IeHHbIV «TOPU30OHT O>KMUIaHUIN»,
KOTODBII OH mMOpoeunupyeT Ha TmpousBedeHue (Jauss, 1982).
B mpoiiecce UTeHUSI-BOCIPUSTUS «TOPU3OHT OKUIAHUSI» PeLy-
MMEeHTa TIOCTOSIHHO WM3MEHSIeTCSl BCIeACTBME Pa3sHOOOpasHbIX
MMITYJIbCOB, MCXOISIIUX OT Ipou3sBeneHus. «VIMIIMUMTHBIN
yurarenb» B. V3epa — mnpexmonaraiascs TeKCTOM 0cobast MH-
TEeHIIMOHAJbHAS  UMTaTeNbCKass  (QYHKIMSA, HaIlpaBieHHAas
Ha HauboJee MojHOe TTIOHUMMAaHMe TekcTa. B. Mi3ep BBOOUT OUYeHb
BaXHYI0 KaTErOpui0 B CBOK TEOPUIO 3CTETUYECKOTO BOCIPUSI-
TUSI: «IIYCTble MeCTa», KOTOpble NOJKEH HAIlOJHUTbh CMBICJIOM
«UMIUTMLUTHBIA unTaTenb». «IlycTble mecra» — 3TO HaMeKWy,
HEOJHO3HAYHOCTH, HESICHOCTU, TO €CThb Takye IapagoKcaabHble
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9JIEMEHTHI MPOM3BEIeHNSI, KOTOPbIe HYKIAIOTCS B OCMbICIEHUN
¥ o3HauMBaHuu. [Ipollecc HameaeHUs <ITYCThIX MeCT» CMbICJIOM
V3ep Ha3bIBaeT «umeaumeii». V3ep mosjaraet, 4To Mpou3Bee-
HMe VHULUUPYET MPOSIBJEHMUS CMbICTA, @ He TPAaHCIUPYET yKe
TOTOBBIE CMBICITBI.

[ToMyMMO TPUMEHUMMOCTY 3STUX WIEil K MHTepIpeTanuun
aMbuBasieTHOCTeil B ¢oTrorpaduu, CTOUT yKasaThb Ha elle of-
HO CYIIEeCTBEHHOE CJIe[ICTBME U3 DeIeNnTUBHONM Teopuu. s
PEIeNTUBHOI 3CTETMKM Ba)KHO TIOHSTME TPAHCLIEHAEHTHOTO
1IeJIOTO, KOTOpOe He IPUCYTCTBYeT SIBHO B IIPOMU3BEIEHUN,
HO HampaBJisieT Haiie Bocrpusitue. Ho tem He MeHee, (heHO-
MEHOJIOTO-TepMEHEBTUYECKMII aHaIU3 SBISIETCS YHUBEPCAIb-
HBIM CITOCOOOM WMHTEpPIpeTaluy, aKTyaJbHbIM MJisI JII060TO
Buga uckyccrBa. CormacHo P. UHrapneHy, ysiCHeHME MY3bI-
KaJIbHOTO CMBbIC/IA MTPOVICXOAUT B MHTEHIMOHAJBHOM aKTe CO-
eOVHEeHMsT 3ByYalllero M He3ByYalllero, Mpy BKIIOUEHUM I1ay3
" TIePEXOZIOB MEXAY 3BYKaMU B €IVHOE CMbICJIOBOE Moje. ITO
CMBICJIOBOE TIOJIe, WIM 3CTeTHYecKoe 3HAaUeHUe, SBIISIETCS
CBEPXMHAVBUIYAIbHBIM U CBEPXTEMIIOPATbHBIM, UEM-TO, UTO
MBI MHTEHIIMOHATbHO CO3JIa€M B BOOOpasKeHUNA.

VHTEeHIMOHATIBHOCTb B COBPEMEHHOI (doTorpadum 3aKiIo-
yaeTcs B (GopMUPOBaHMM CYOBEKTUBHBIX, BOOOpaskaeMbIX
U BUPTYaJIbHBIX 06pPa30B U3 IOTYYEHHOTO MHIEKCATbHBIM 06-
pasoM BU3yaJbHOTO MaTepuasa. Biaromapst ¢dororpadum cra-
HOBUTCSI OYEBUIHO, UTO OOBEKThI 00/1aJal0T CIIOCOOHOCTHIO
MPOEIMPOBATh CMBIC/IBI O TOTO, KaK MbI IIPUAAAMM UM IIpar-
MaTHMUYecKoe WM CIOKeTHOe 3HaueHue. Barisan dortorpada, Ha-
MpaBjIeHHbIi B HEM3BECTHOE IIeJI0e, MPOEIUPYETCS B HEKOe
MHTErpajibHOEe €OVHCTBO, CO3[aBasi HOBYIO HEOXMUIAaHHYIO
CBSI3b Belleil. TpaKTOBKM COBpeMeHHO# doTorpaduu ommpa-
IOTCSl HA Pa3/IMYHbIE MHTEPIIPETaTUBHbBIE CTPATETrMu, KOTOpbIE
are/uIMPyIOT K MHTYUTUBHOMY Hayajay B 3CTETUYECKOM BOC-
TIPUSITUM UM B 3HAUUTETbHONM CTEMeHM ITepeHOCsIT Ha CaMOro
pelunyuenTa GyHKINIO CMbICIO06pa30BaHus.
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PERCEPTUAL INTENTIONALITY AND
INDEXICAL IMAGES

Abstract

The article discusses the indexical nature of the photograph and the
distinctive features of the photo perception. The projection of the
subject is opposed to the projection of the abstract code. The
possibilities of projection of symbolic meanings in the conditions
of hardware predetermination and index spontaneity are investigated.
Categories of receptive aesthetics are used to analyze the process
of interpretation of the index content. It is concluded that the artistic
semantics of the photo image is based on overcoming the hardware
predetermination and rethinking the index spontaneity.

Key words
Photography, aesthetic perception, index, message sans code,
projection,  post-production, numerical thought, hardware
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ONDRE]J KRATKY!

PERCEPTION, LENGTH OF ITS DURATION,
EVALUATION: VARIOUS AUTHORS,
RELATED OBSERVATIONS

Absrtact

The recipient perceives text always successively and linearly. The
reader’s perception of the text most often lasts for the same duration
that the text fulfills the expectations that the recipient has of it. The
author, aware of this fact, builds (in proportion to his goals, aims, or
preferences) the text in order to either (more or less) meaningfully
fulfill the expectations the recipient has of the text according to the
author’s knowledge, estimation, or presumptions or, on the contrary,
to (more or less) intentionally violate these expectations. While the
fulfillment of expectations results in a certain «comforting»
impression on the recipient, its violation causes an arousal in the
recipient. Violation of expectations does not have to have only
a negative effect — it can also have communicative value. Thus, it can
be said that a) the author incorporates stimuli into the text that lead

! Ondrej Krdtky received his Ph. D. at the Faculty of Philosophy and
Arts, West Bohemia Univeristy (Pilsen, Czech Republic). He authored
his widely known monogpaph «An Oriental Internationale: Milestones
of the Shia Awakening in the 20th century» (Brno: Vaclav Klemm
Publishing House, 2013). During the recent years, he has continuously
published articles tackling mostly Western and Near Eastern culture,
history and geopolitics. In this context he has also turned interested
in aesthetic and hermeneutical aspects of text perception to which this
article is devoted.
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to the violation of the recipient’s expectations and does so with
communicatively-functional intent (including the artistic and
aesthetic) and b) if an arousal is a consequence of violating the
recipient’s expectations, then, if the relevant author’s plan (artistic,
aesthetic, other) lies in a (multilayer, sequential, compositional, etc.)
series of violations of the recipient’s expectations, the experience
(aesthetic, other) induced by it is caused, amongst other things,
by a series of arousals (that are induced by relevant violations).

Key words
Readinng, perception, text, expectations.

L Linearity of text perception

Text perception takes place on the part of the recipient
(temporally) linearly by shifting from one perception («episode»
or «event») to the next. In various examples of text
«absorption», it begins with perceiving the whole and then
shifts to perception of individual parts (e.g. in images, statues).
In other cases, on the contrary, the recipient shifts away from
parts of the whole or absorbs the text in an otherwise successive
sequence of individual perceptions (a book, film) or the text is
«looser» and is thus absorbed via a series of various perceptions
from various perspectives (an exhibition) or during various
«opportunities» or «events» (becoming acquainted with
someone’s personality, etc.).

The fact of the linear character of text perception (i.e. from
the inception of the text to its «comprehension» or the
achievement of other saturation by the given text) is
a phenomenon that the recipient of the text — within the
framework of each relevant text paradigm — quite «naturally»
fulfills. Thus («linearly») the recipient gradually gains
a sequence of perceptions until the moment the text is
somehow «replete» (including situations when the reader feels
the necessity to interrupt or end his perception).

In this context, it is the recipient’s «exposing himself» to the
sequence of perceptions or his «confrontation» with them that
is essential for perception: the recipient of the text in some
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cases naturally «enters» into this confrontation (within a certain
type of paradigm), in other cases (within another type
of paradigm) «enforces» or creates this «exposure
to perceptions» himself. For instance when a) he is «confronted»
by a book, he reads — i.e. by moving his eyes he shifts from one
graphic representation of a sound, which refers to a meaning (=
phonemes, or letters, words, etc.), to the other; if b) he is
confronted by an image, he looks at it — i.e. by taking various
perspectives, he uses his eyes to shift from the whole to the
individual elements and from them back to the whole if need be,
etc.; c) if he is confronted with music or film, he («only») listens
or («only») watches — the perceptions are moving, changing,
and progress «on their own», i.e. they provide the reader with
a change in the sequence of individual «<moments» (or «events»)
of perception and; d) if he is confronted by an individual, an
exhibition, or another «looser» text, he uses various points
of view which he himself actively fosters and co-creates them in the
effort to comprehend

— he circles the issue, looks inside, tests reactions to stimuli;
in short, he seeks out (or himself creates, even sub-consciously)
various opportunities and methods of «viewpoints».

In principle, it can be stated that a) the more «static» the
text (a painting, sculpture, or in part a book), the higher the
«physical» activity of the recipient that is developed for its
examination; if, on the contrary, the text is b) «dynamic» (a film,
music, performance, etc.), the «activity» of the recipient is
lower — this is because the paradigm of the text itself provides
for a change in perceptions (or: such a change is
a «consequence» of the nature of such a paradigm). If we are
dealing with a text that, in terms of the character of the change
in perceptions, can in a certain manner be labeled c¢) «mixed» or
«more loosely defined» (or with a «looser» or less obvious
paradigm or a «non-existent» intent on the part of the author,
etc. — e.g. a «personality» mentioned previously, an expo
located in various pavilions, natural scenery, etc.), the recipient

73



creates as many diverse «activities» or points of view he sees
necessary in order to comprehend the text (or at all evaluate
whether it is worth becoming interested in or not).

II. Proportion and balance of text elements

At the very least, it is legitimate to assume that the authors
of creative (or «artistic») texts compose them with some goal.
Most commonly, that goal is the effort or necessity (artistic,
aesthetic, etc.) to communicate a certain message. This is also
the reason that artistic texts can in retrospect appropriately
function as an assessment of how well this message was
communicated. Images (or, even more exactly, paintings) are
especially appropriate, as they are capable of accommodating
a large (or «multilayered») amount of «easily» palatable forms
of text that can in retrospect be used to «evaluate» the degree
of how successfully these images are «presented» (colors,
shapes, compositions, contrast, highlighting, abstraction,
caricature, deep meaning, perfection of craft, etc.). This is
perhaps why they are a kind of a synonym for art as such.

Art theoretician Ernst Gombrich used the example of images
to identify one of the basic prerequisites for textual information
to have even a chance of being communicated to the recipient
in the required form. He summarized this finding by stating that
«all attention must take place against a background
of inattention»; see Gombrich: 1982, The Image and the Eye, p.
15. The meaning of this statement can also be understood in the
following manner: In order for a text (that is intended to be the
principal one) to even defend that precisely it (in the whole
author’s composition) should be such a principal one, its
«accentuation» must clearly contrast with the context (that is
in some way blurred and thus does not attract attention).

If we apply this precept more broadly (and relate it with
examples from everyday life), we find that it is a statement that
has more general validity — in regard to perception, the «dual»
(or «binary») contrast of «attention» vs. «inattention» is
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practically «ever-present». Examples may relate not only to the
perception of images (= background vs. the «primary» subject
matter; blurred contours vs. clear meaning, etc.), but also
to such relatively «plain» yet illustrative contrasts like a) «blank
paper on a table in a room» (= we basically perceive everything as
one whole, the paper does not attract our attention, everything
is in its own way a mere «background», and nothing attracts any
smaller or larger degree of attention) vs. b) «paper with
a message lying on the table in the same room» (= «for some
reason» we have the tendency to perceive the message on the
paper more than anything else, or: we hardly perceive anything
else at all).

Similarly contrastive are the day-to-day «banalities», which
most probably «prompted» the creation of certain «obvious»
denominations (e.g. the clearly demarcated «Sun» or «Moon» on
the background of a relatively amorphous, changing and
«variable» sky, etc.) or even (the more recent) linguistic
taxonomy (movement or change on a background of statics or
stability as the basis for «contrast» of verbs vs. nouns, etc.).
Based on the same principle, basically any other text that is
considered to be the primary one by the recipient in the given
configuration (on the background of the «peripheral» context)
comes into the foreground (of attention).

If we concede that communication is a certain «exchange»
of a) the author’s intent and b) the recipient’s perception of such
intent, American linguist Paul Grice’s concept of communication
theory can be seen as a similar finding to the one Gombrich
reached in the field of art theory. Similarly to Gombrich and
despite the differences in the two disciplines, Grice also
considered the meaningfulness and efficiency of communication
to be an important criterion. In his concept, however, Grice drew
from a theoretical assumption of «communicative cooperation».
This represents a certain ideal state in which the participants
of communication enter into the communication act equipped
with both a) an ideal volume of information and b) an ideal will
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to communicate (and perceive) them, while doing so in such
a way that allows for the communication goal to be achieved
in the most effective manner, i.e. for the information to be
transferred and rendered in such a form that allows for the
highest degree of its understanding.

Using this basis, Grice defines both the resulting a) «ideal»
of maximally effective communication which occurs while
applying so-called «communication principles» (which are:
brevity, clarity, relevance, and truthfulness) and b) the events that
take place when the given principles are violated. Grice calls
such events implicatures (see Grice, Paul, 1975, Logic and
conversation, In Cole, P; Morgan, J. Syntax and semantics. 3:
Speech acts. New York: Academic Press, p. 41-58). Given
deviations from the «ideal» state (i.e. from principles
of cooperative communication) take place both in the form of a)
«common», minor deviations from the «ideal» in terms
of common, i.e. actual (and thus any other than basically non-
existent ideal) communication and in the form of b) stronger but
nonetheless (and most usually) conscious, guided, or otherwise
«sophisticated» deviations that are (in correct contextual use)
highly functional for specific communication goals (lying,
sarcasm, irony, parody, etc.).

Where, however, is the parallel with Gombrich’s
observation? One arises if we generalize the idea of the
«distortion» of the norm dealt with by Grice’s implicatures:
While the communicational cooperativeness is a variant in which
the ideal text takes the foreground and all that is unnecessary
remains context, implicatures are an eventuality in which
something that would in a «normal» case (that is in preserving
the norm) be context or only a mere theoretical possibility
(absent in the text and thus not attracting attention as it is not
used, activated, or «manifested» by the author) has for some
reason made its way to the foreground (= i.e. become text).
While the former eventuality is an example of preserving
a certain «general» (but theoretical) norm, the latter case
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represents a certain form of its violation (a variation of it,
a distancing from it, a definition of itself against it, its
alternative, etc.).

There is, however, another parallel here: knowing that
Gombrich applied his observations to art, it is quite opportune
to further observe that it is art itself that is based on a similar
type of distortion. In other words: The controlled oscillation
between how much to preserve the norm (s) on one hand and how
much to violate the norm (s) of all types is present in most artistic
genres. Another question may also be asked: Is such a design
particular only to art, or do actions done in its spirit take place
during any more or less conscious manipulation with the recipient
for which text is the medium? Posing the question this way is all
the more justifiable if we admit that this «manipulative»
distortion fulfills its communicativ e purpose (or the author’s
communicational intent) at least altogether equally (or even more
effectively) as it is fulfilled by a text (in other events) that fully
respects «Gricean» principles (or at least coming close
to upholding it).

If we reinterpret Grice’s principles (during the theoretical
and ideal application of which the potential of communicative
cooperation is fulfilled to its maximum) using Gombrich’s
observation (s), it can be stated that a) an accurately sufficient
(or: just the right etc.) volume (brevity) of b) distinct contours
(clarity), which c¢) creates sense, refers to something that is
known or otherwise enriches via its information (relevance) and
is d) communicated in a non-deformed shape and content
(truthfulness) on a e) background that does not attract the
recipient’s attention more than necessary. The final point is
purely Gombrichian only ostensibly — the (author’s)
background, i.e. the blurring of (the recipient’s) attention is
only another form of the author’s adherence to principles
of brevity, relevance, clarity, and truthfulness: namely because the
author is communicatively cooperative, he chooses either larger
(center of attention) or smaller (blurring, reduced attention —
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background) «dosages» in the individual sections of the
compositions he creates. However, the spirit of communication
principles still remains the same — it is only realized on
a «Gombrichian» axis created by the main points of the author’s
thoughts relating to the recipient’s attention, i.e. a) highlighting
the important and b) placing the unimportant in the background or
even c) omitting what can be inferred (the obvious, known, clear,
or otherwise stemming from the context).

It is plain to see that the mechanical expression of Grice’s
«ideal» communicatively cooperative approach in the field
of interpretative expression would be, for instance, a completely
perfect photograph or a (hyper) realistic painting. The desire
(will / longing / intent / goal / etc.) to avoid such «forced»
imitations of reality is precisely the moment (or impulse) when
(or along with which) an «artistic» entrance takes place. This,
however, does not mean that upon its arrival Grice would begin
to lose legitimacy or Gombrich would begin to prevail — on the
contrary: Art is «only» a controlled series of deviations from the
norm, and as such it always counts on the norm as something
that it stands apart from but is grounded in at the same time. It
perhaps relativizes the norm, but in essence refers to it at least
through one of its elements. In a similar sense: If art is a (larger
or smaller) series of deviations from the norm, it is nothing
more than — in the Gricean sense of the term — «only» a (larger
or smaller) series of implicatures (just as is any other text that
violates Grice’s principles in any other sense). If such a text
contains anything «more» or something is (not) highlighted in it
a different way than it «should» be, this may be the fault of a)
a simple error (intentional or other violation of communication
principles) or b) a different purpose of communication
(distortion of shape or content — a caricature or other parody;
change in sequence, frequency, color, etc. — art; placed in the
background or missing — a riddle or a «fill-in» exercise; etc.);
in these cases, the text also properly fulfills its communication
purpose.

78



Gombrich and Grice agree in a certain and more general
approach via which they view a text, an author’s intent, or
communication — specifically in a certain «subconscious
conviction» that it is possible, necessary, or desirable to achieve
a certain balance between a) the primary (expressive) message
(«text») and b) a supporting (non-violating) supplement
(«context»). This does not necessarily have to be a «mere»
contrast of content vs. form: if the aim is to demonstrate skill
in the craft, the content is usually placed in the «arriére-plan»
or the creative personality of the author «steps into the
backgroundy. If, on the other hand, the goal is to create a strong
message, the form may be seemingly «ordinary», «conformist»
or in any other way «normal» — this (thanks to its «non-
violating nature») allows the content to stand out all the more
(e.g. paintings by René Magritte). Some kinds of applied art as
well as certain «mixed» disciplines also function on similar
grounds, in which a very simple form or one seemingly
«imperfect in craft» («primitive», somehow «uncouth» etc.) is
«tolerated» (or, more exactly: required), granted that the
content is very strong (caricatures or drawn jokes). On the
contrary, Grice’s maxims are appropriate in places where the key
effort is to adhere to the norm and be extremely «textually»
effective. As such, their main significance primarily lies in being
a certain theoretical «ideal» that practical implementations
of text only come close to greater or lesser degrees.

III. Length of text perception

In their deliberations on text, Gombrich and Grice largely
work off the assumption that the recipient will always perceive
text in its whole extent (i.e. from beginning to end or as a set
of all individual perceptions). In order for text to be truly
«perceived till the end», the recipient must, however, have the
will to shift fluently and without disruption from one perception
to another. In order for the recipient to realize how much
of such a will he is «prompted to generate» over the course
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of perceiving each relevant text, gradual evaluation is key to the
recipient who — in a certain way and intensity — during his
perception of the text carries out such evaluation. The result
of such evaluation is either his will to shift to the next
perception or, on the contrary, his desire to interrupt or
prematurely end the perception of the relevant text.

If we are to label something an «interruption» or
«termination» of a text (ahead of its time), it is prematurity that
is the main defining characteristic of such an occurrence. By its
simple definition, such prematurity will take place a) before the
point that is objectively assumable, understood, or interpreted
as the end of the text b) after the recipient absorbs a certain
volume of perceptions c¢) as well as in place of the recipient’s
shift to the next perception.

Both Gombrich and Grice touch on the topic, but only
partially or via that which stems implicitly from their
arguments. Gombrich does so using the example of the canvas,
on which a («baroque») signature not corresponding in style is
placed adjacent to a Mondrian-esque pattern (see Gombrich:
1998, Sense of Order, p. 237). Based upon this, Gombrich finds
that the shift from a temperate «geometric» style a la Mondrian
to an ostentatiously conceived signature is not pleasant to the
«eye» and therefore the whole composition is perceived as
disharmonious and violating. This way, using a seemingly small
example, Gombrich says much about a wider principle that,
in its predeterminative quality, refers to significantly more:
from order on a desk, fashion, art, and architecture to any other
activity the essence of which is a) the author’s plan, which more
or less takes into consideration b) the recipient’s perception —
i.e. the principle that the impression of harmony is in its
essence the result of a series of pleasant (and pleasantly
intertwined) perceptive impressions.

Grice partially expressed his opinion on the topic
(of finiteness or the dis/continuity of text) by defining a) the
primary conversational principles in terms of the cooperative
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communicational approach as b) variations that may motivate
individuals to (primarily functionally) violate such principles —
and as such to continue to violate them, in fact,
in a communicationally cooperative sense. Grice, however, did
not further elaborate on the variation that occurs during
a violation of communication principles that proves to be
in some way dysfunctional — this is every violation during which
the decline or loss of the recipient’s attention or his
participation in communication as such occurs.

IV. Expectancy violation theory

In order to understand how the recipient’s assessment takes
place, what occurs during it, and what the conditions are for its
outcomes, it can help to consider the standpoint of (non)
expectancy or expectancy violation theory connected with its role
in communication. This theory was elaborated upon by Judee
Burgoon from 1976 to 1978 during an experiment researching
the various reactions of recipients to various methods
of fulfilling/not fulfilling expectations that they had in terms
of the respect of their personal space on the part of another
individual (or another participant in the experiment).

While Grice perceives the norm (on which he develops «his»
implicatures that represent a certain «typologizing» of the
individual methods of violating principles of cooperation) as
something «objective» (either theoretical, ideal, or abstract),
Burgoon’s research deals with the subjective level considerably
more. This is naturally due to the fact that her experiments
follow specific reactions to each individual case of the violation
of the recipient’s expectations, the context of such violations,
and so forth.

In relation to this idea, the following can be considered
important conclusions made by Burgoon:

— the reminder that «Based on both experience with the
normative behaviors in society and knowledge of the unique
proxemic patterns of those with whom we interact, we develop
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expectations (of what spatial relationship will be established with
those individuals under any given circumstance.) “ (quot. Burgoon:
1976, p. 135). I believe this can be viably interpreted by stating
that the outcomes of hitherto perceived texts (or perceptions)
create the expectations of the texts (or perceptions) that will
follow them. Furthermore, b) her observation is important that
if expectations are violated, each such violated expectation (i.e.
conflict with a certain personal or subjectively assumed or
anticipated norm) causes an arousal to occur in the recipient.
Also important is a certain c) «clarification» that the given
arousals (or the violations of expectations that stimulate them)
are not necessarily negative (as the term expectancy violation
might suggest) and thus may have a positive effect on the
recipient. In this, Burgoon indirectly corresponds both with
Grice (whose implicatures describe the situation in which
expectancy violation results in the effectiveness of the message)
and Gombrich. If some — fully functional, «verified», and
elsehow effective — «art» is based on the author’s conscious
distortion of what would otherwise by «only» an empty
reproduction or replication, its functionality arises thanks
to the author’s awareness of the fact that, in terms of the
recipient, there is for some reason at least a «paved path» — if
not a direct demand — for each type, series, configuration or
sequence of unexpectedness that the author’s artistic work will
offer in its resulting form. Such a type of anticipation commonly
functions in caricatures or, for example, advertisement spots
(which, in fact, are a kind of instant, contractual, consumer, or
entertainment distortions that are built on unexpectedness /and
in which unexpectedness is actually expected/). The «demand»
for welcomed unexpectedness closely and somewhat
serendipitously intersected with the origin of cubists;
in contrast to this, Van Gogh’s paintings found their recipient
belatedly or «cultivated» this recipient thanks to the
interventions of critics.

Nevertheless, Burgoon did not carry out her research in the
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field of aesthetics or art, but rather drew from her experiment
that traced reactions in connection to the (non-) violation
of personal space. The variable in the experiment was based on
changing «authors» (who, based on the most objectively defined
general criteria, were deliberately chosen for their varying
degree of attractiveness) of the initial «text». According
to Burgoon’s instructions, the authors (called «initiators»
by Burgoon) would draw closer to the «recipient», ending at
either a larger or shorter distance (than was expected according
to the criteria of the experiment). The reaction of the recipient
to the (non-) violation of personal space by an (un) attractive
«initiator» (i.e. the author) thus developed the individual forms
of the recipient’s perception of (dis) liking this (un) expected
violation of personal space that was dependent on initial
variables.

By dividing the «reality» of the given experiment into
individual main elements for the needs of her research, Burgoon
very successfully defined several basic (and mutually
«complementary» or structural) entities that are crucial for
researching communication in terms of expectancy violation.
In my opinion, this division (aside from several examples in the
previous and following paragraphs, see Burgoon: 1976, p. 132—
136 or Burgoon: 1978, p. 130-131) is highly representative and
accurate and possesses more general legitimacy and is therefore
valuable for further work on the topic.

The author of the text (e.g. in terms of the artistic paradigm)
can thus be identified with what Burgoon calls the initiator; the
recipient can be identified with her term reactant. She sees (or
describes) the norm as a social norm, a subjective deviation that
nevertheless does not exceed its framework as an idiosyncracy.
She uses the term deviation to label any deviation from
expectancy or «other than what we expect» — expectancy
violation is labeled as any recognizable deviation.

The element that she calls evaluation or communication
outcome in her «dissection» of reality (for the purpose of the
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given experiment) is also valuable. According to Burgoon,
communication outcomes are «the behaviors and evaluations
of the reactant in response to the initiator’s choice of distance. Such
things as com- prehension, attitude change, trust, self-disclosure,
attraction, and evaluations of the initiator’s credibility would be
typical outcomes of interest. An outcome could be considered the
response to a single action by the initiator or the cumulative
response of the reactant to the initiator’s distance patterns over the
course of a conversation» (quot. Burgoon: 1978, p. 130-131).

V. Shifting from one perception to the other

In Burgoon’s research, the last two terms mentioned above
provide a terminological «grasp» or «operationalization» of the
final moment of each experiment. What they label in the given
experiment is nevertheless in reality «only» one of «several»
moments of interaction in terms of when (or «before») the
recipient («reactant») decides to continue to perceive the text,
interrupt this perception, or completely terminate it. Burgoon’s
experiment ends — naturally according to plan — in this phase.
It is, however, unquestionable that such «evaluating» (and thus
«deciding») moments are continually present in communication
as a certain «connector» between the «termination» of one
perception and the «beginning» of another. It can be assumed
that overcoming them is one of the key criteria that on one hand
allows the author to successfully «present» his text in its
complete form; on the other hand, it allows the recipient
to saturate himself with the same text in roughly the same
extent as was intended by the author.

In other words: Burgoon’s research experiment ends at the
same moment that the certain «principal» communication
outcome occurs — i.e. the one which, for the purpose of the
given experiment, is its primary goal. This, however, happens
for a wholly logical reason, as the whole experiment is evaluated
based on this given moment. Nonetheless, even during the
experiment and permanently, «particular» communication
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outcomes occurred in the same way they occur while any texts
in any communicational interaction are perceived — obviously,
such communication outcomes were not reflected in the
experiment (as mentioning, observing or reflecting them was
actually not the goal). Naturally, the simple fact that the
recipients have gone through such communication outcomes is
proof that, during the process (until «culmination» in the form
of a final, «official» communication outcome), they never
achieved evaluation of such a nature that would deter them from
continuing or disconcert them to such a degree that they would
(at least temporarily) interrupt their perception of the text.

I understand a communication outcome as a moment that a)
is on one hand an outcome of all existing text perceptions
in a certain paradigm (perhaps also including the fact that
a certain emphasis is placed here on final or especially strong
perceptions as these are fundamental to the recipient’s further
decision making). At the same time, however, I see (each
individual) communication outcome (i.e. the recipient’s
impression «at the end» of each event of perception) as b) the
recipient’s indicator of whether or not he will continue on in the
text or decide otherwise. A communication outcome is thus
actually both c¢) the current state compared to existing
expectations and d) a stepping stone (or reference point) for
«jumping» to the next perception (or comparing the given new
perception with a set of perceptions from the existing text).

If we depict the course of communication with regard to this
notion’s subject of interest roughly like this (in which A —
author of the text, R — recipient of the text):

...then each «individual» communication outcome (or
«critical point», milestone, dividing line, etc.) «between» two
perceptions can (in a «reduced» or «condensed» form) basically
be equal to the state at the end of the given scheme — during
which time everything (as a certain new «basic» position of each
additional text element) is repeated in terms of the whole text
on the same general principle (i.e. in the same scheme) onward.
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Beginning Middle End
A Introduction, Effott to adhere to what was | Based on antecedents,
establishment of 2 j‘adv:sed’_’ with the help of an gradually increasing
paradigm and norm introduction “obligation” to finish
(common or “own™) the text

TEXT

R Bec_omes Checks if ths aithods Lets the author )
acqum1t§d, adherence to the norm, ie. Produce te.}:t until
opportunity to the recipient’s expectations it fulfills his
decide . gained thanks to antecedents, the expectations;
whether the offered balance of the text, etc. _othemxse
paradigm and norm interrupts or ends
are perception
acceptable

In terms of specific realization, it does not naturally matter if we
are speaking about a note in the listener’s hearing that follows the
note (s) before it (while both of course are linked to a series
of previous notes and are parts of the whole recording or
interpretation), a word in the text following the previous word
(s), a colored surface, shape or pattern that the eye fixes upon
after leaving the surface (s), shape (s), or pattern (s) before it,
and so forth (for an example of specific scientific research
carried out on a similar topic, see e.g. Loui, P., & Wessel, D. L.
(2007). Harmonic Expectation and Affect in Western Music: Effects
of Attention and Training. Perception and Psychophysics, 69 (7),
p. 1084-1092).

Note: As text progresses, under normal circumstances the
spectrum of varieties for the selection of each additional
element of the given text decreases — this is naturally under the
assumption that (in terms of «communicative cooperation») the
text will fulfill expectations until it is finished in such a form

86



that it will continue to raise (or maintain) the recipient’s desire
or will to follow through until the end. In other words: The
constant diminishing of the «reservoir» for the selection of each
additional, usable element (also selected by the author) is also
a certain indicator (symptom, etc.) that the text is nearing its
end; at the same time, by reducing the spectrum (and if
everything goes «well» and according to the «author’s intent»),
the recipient of such a text comes closer to his saturation. He
begins to sense the imminent end or integrates this feeling into
a set of expectations that he has of the text / author or those
that arise during the process.

VI. Evaluation: «Only» a glance at the past, or the basis for
a standpoint on the future?

With (or for the purposes of) Burgoon’s experiment, the
communication outcome serves primarily to look back at
a previous text (or at the recipient’s «impression» of it). Its
complete meaning in terms of common communication,
however, mainly accounts for a look into the future. Where else
would an otherwise crucial, i.e. «practical» significance of any
evaluations be directed? Or: For what other reason should
probes of the past be carried out than to prepare a certain
standpoint on something that is to come (and not an evaluation
of the past in a purposeless manner, just because, and so forth)?
In such a light, any phase of interaction that can be labeled
a «communication output» realizes its meaning in the moment
new expectations are created — this being done based on the
degree to which expectations hitherto have been (un) fulfilled
in «confrontation» with standards («the norm») of a paradigm
in which the text was situated in terms of each relevant
communication output (while such expectations are naturally
always a mix of standards that are the recipient’s «own» or
«determined» by a certain «general» norm and degree
of familiarity with the author / his «idiosyncracies» / just as
standards «evoked» by the text being absorbed at the moment,
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etc.).

For these reasons, it is my assumption that evaluation
in «looking back» is not as important as the «position»,
«standpoint», «judgment», «evaluation», «impression», or
«feeling» that such evaluation establishes; backward evaluation
would «only» be looking back and recapitulating without any
pragmatic effect. During text perception, however, we make
continual decisions on what our each and next step will be, i.e.
whether we will listen (i.e. whether we allow the text to flow and
the author to «act»), interrupt with a question or our own
otherwise motivated intrusion (in which we replace the author’s
creation of text with our own), or bring about an end to the text
(i.e. we leave it or otherwise «limit» the author in further text
creation, etc.). Thus, each current impression that is evoked
always by the amount of text that has been perceived until each
given moment and conveyed by looking back is much more
important than a mere «looking back» on its own. The given
«impression» (which is a look back only formally) is thus here
primarily to allow us to take a pragmatic stance on a) each
additional element of the text, b) each additional text, or c) the
author of the text (or his personality — with everything that can
be expected of it).

One observation linked to the elementary need of the
feeling of security can serve as an argument in favor of this
statement. This observation deals not only with evaluation or
elimination of a danger, but anything that is unwelcome,
potentially threatening, or simply otherwise unpredictable
in a disturbing manner, etc. Polish anthropologist Bronistaw
Malinowski observed that in order to minimize or eliminate the
disturbing effect of unknown, unpredictable situations,
(magical) ritual played a crucial role among the native
civilizations that he studied. Lévi-Strauss (1963: Structural
Anthropology, p. 14) cites Malinowski illustratively by using
a passage in which the Polish anthropologist argues that
(magical) ritual is reserved for «all important activities and
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projects, over the course of which man has no control» (cited in:
The Sexual Life of Savages in North- western Melanesia; for more
on the topic see Malinowsky’s Magic, Science and Religion, or:
A Scientific Theory of Culture and Other Essays).

It cannot be ruled out that one of the reasons for the
effectiveness of ritual is that its strictly set course offers not
only an atmosphere of exceptionalness or holiness but also
possesses the calming effect of predictability, the impression
of which lasts long after the ritual is over. The meaning
of magical ritual thus may be to shroud the unpredictable into
a complex of acts that precede it, thus quantitatively
minimizing the «unpredictable» part compared to the (larger)
whole that arises.

The strong borders of ritual (and strongly ingrained rules
in general) convene with the wider concept of social
institutions, the social significance of which Malinowski sees
in the predictability of the paradigms they guarantee or offer
that allow for the functionality of the system, trust in it, the
certainty that stems from it, the opportunity to make
meaningful plans, etc. Trust in order and the certainty that
stems from it to a certain degree depends on the «impression»
of predictability, which a given institution is able to arouse. For
these reasons, the «demand» for the minimization
of unwelcome unpredictabilities gave rise to social institutions
or became one of the primary objectives that such institutions
accomplish.

VII. Controlled expectancy violation as the author’s creative process

If we summarize this in the spirit and context of the
aforementioned, it is possible to state that a) evaluation finds
its main sense against following, not passed text. The feeling
induced by existing text serves to identify subjective future
expectations and in the long term perhaps for the construction
of certain objective norms. The resulting view into the future
(i.e. «expectations» from the following text or its author)
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to a certain degree corresponds to how positive or negative the
certain resulting «impression» from the existing text (i.e. its
«evaluation») is.

Future text is always more or less (un) predictable.
Expectations of it that stem from the evaluation of its (multiple)
existing antecedents can thus oscillate somewhere between (4)
main alternatives; these can be — if we take into consideration
(the non-/violation of) expectations as one of the main criteria for
viewing the matter — «defined» approximately in variations
of the phrase (un) welcomed (un) predictability.

If (from the recipient’s perspective) we view text in such
a way and the recipient, based on existing «perception inputs»,
is able to estimate its character or another stimulus causing him
to make an assumption, we see that this «phrase» covers a whole
spectrum of variations.

Welcomed predictability is any type of «ritual» — from the
use of («consensual» /or «spontaneously agreed upon»/) natural
language, an every- Sunday afternoon cup of coffee with apple
pie or a classical music concert by a «reliable» artist to the
guarantee of school education for children or the retirement
insurance system; unwelcomed predictability is then anything
from the vision of a boring stay with lazy, prudish, and
overcautious grandparents to the demoralizing effect of long-
lasting solitary confinement, as well as the prospect of a tedious
voyage through a well -known, unattractive environment or
a feeling of monotonousness induced by even such plain stimuli
as repeated unappealing patterns (on clothes, buildings, various
utensils etc.) that the recipient encounters throughout the day.
Unwelcomed unpredictability can take the form of morning traffic
chaos, a cacophonic composition, social changes, or war. On the
other hand, welcomed unpredictability can be nuances as well as
longer sequences of a jazz concert (and primarily its improvised
sections), small «entertaining», «refreshing», or otherwise
«moderate» deviations in theatrical, recital, craft (applied art),
or culinary work (e.g. various methods of preparing a dish based
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on an otherwise identical recipe, etc.), advertisement spots or
slogans, logo designs, or various sorts of wordplay such as, for
example, spoonerisms. These could also be whole works that,
based on proportionally «balanced» deviations or a complete
series of them («deviations that radiate purposefulness or have
an internal order), give rise to a wholly new artistic genre
(fauvism, cubism, dada, etc.).

The way the recipient perceives the text does not always
necessarily intersect with the author’s interest: That which one
recipient sees as unwelcomed unpredictability (insecurity,
gamble, risk, danger, etc.) can be perceived by another for its
unpredictability as welcomed (chaos offering opportunity,
adventure, etc.). Nevertheless, I base this thought on certain
established «norms», collective preferences, and long-term
experience (mainly of the Western cultural circle).

Possible types of reactions of recipients to the non-
fulfillment of their expectations bring additional and more
general questions on the nature of the texts: Is the interruption
of the author’s text by a question a wholly new text (just created
by the author of such a question), or is it an integral part
(«supplement») of the utterance of the original author? Is the
termination of communication (including physical departure
from it) a consequence of the existing text or an attempt to limit
what the recipient evaluated as the strong probability of a series
of unwelcomed successions of additional text elements, i.e.
those he would very likely be exposed to if he remains
in communication? Is «punishment» (meant in principle as any
type of punishment — i.e. including physical punishment or
incarceration) revenge for what has been committed hitherto or
primarily prevention for the future, i.e. the effort to prevent the
author by any means from continuing on in a certain «action»
in his following text?

Similarly, there is a paradox here of a certain «ultimate»
point of view. This point of view is to a certain degree
dependent on the degree and nature of subjective nuances.
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Depending on these nuances, we can, for instance, ask each
recipient: If we go to an exhibition of post -modernists, are we
expecting the unexpected (i.e. we do not know the post-
modernists in detail but we have the feeling that their work will
violate what we would normally expect «from the paintings») or
are we expecting the expected (i.e. we are going there because we
expect a certain type of distortion from the work on display
because we know post-modernist art)?

In other words: If an artist whose style is known for
violating expectations (for example a caricaturist or an
experimental singer) suddenly performs a «normal»
performance (i.e. it is in the «<norm» but by doing so he violates
the expectations that he has often induced), he shifts the
discussion roughly to the level of the aforementioned
«paradox». The paradox is, of course, only ostensible, mostly
because art is by principle a permanent (and more or less
consciously experimental) «deliberate» oscillation between
a subjective and objective approach to the (objective or
subjective) norm in the sense of it being upheld or violated. This
is done with the goal of invoking a certain aesthetically agitated
«mobilization» or «dynamization» that often culminates
between refusal and acceptance, agitation and satisfaction, and
leads into a more long-term feeling of what is to come — this,
in the ideal case, most probably means somewhere between
welcomed predictability and welcomed unpredictability.

In order to better understand this «aesthetic arousal», we
can return to a certain conclusion drawn by Burgoon when she
stated that expectancy violation (i.e. an «episode» of perception
that is in contrast to expectations evoked by existing inputs —
i.e. directly by a relevant specific text and general experience
hitherto) creates arousal. If we agree with this, we can
furthermore assume that if multiple such violations take place
in one text, the consequence must be a series of arousals.

If such a «law» (or the fact that expectancy violation is
accompanied by arousal) is of a more general character, the
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recipient is exposed to its «effect>» not only in the case
of «unwelcomed unpredictable» texts (in which the resulting
«feeling» or «impression» would be negative) but also
unpredictable texts of a «xmore welcomed» character (e.g. artistic
or otherwise «intentionally manipulative» — advertisements,
propaganda, poetry, etc.), i.e. texts in which the «impression»,
«feeling», or «experience» is (usually) positive — and not
uncommonly even given the label of «aesthetic».

In such a case, the relevant (artistic) text can be perceived as
a certain «structure» or «platform» that bears stimuli (or
«possesses» them) that, via the succession in which they are
perceived, cause a series of arousals comprised of individual
«episodes» of violation of the recipient’s expectations. If we
concede that such violations do not necessarily have to function
negatively and the author (artist) has built such violations in his
text with the goal of making an aesthetic impression on the
recipient, we would argue that aesthetics is (at least to a certain
degree) based on controlled sequencing of such expectancy
violations, the combinations, succession, or configuration
of which evoke the required (aesthetic) experience. In other
words — the aesthetic experience is (to a certain degree)
a consequence of the recipient’s perception of stimuli
configured by the author to cause (in the required manner)
a series of (controlled) violations of the recipient’s expectations.

Thus the recipient is exposed to a series of wholly specific
«slips», turns, and «detours» away from the predictable to the
unexpected that evoke stimuli (arousals) of a diverse manner,
sequence, and intensity. Nonetheless, they are generated
in such a quality and quantity that their «overall combination»
(i.e. the final «communicative result») is powerful enough not
only to make the recipient continue to perceive the text — but
for him to become «absorbed» and his experience to be
strengthened even more. In a certain way, this is another
element through which something (surprisingly but acceptably)
unexpected takes place.
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The (author’s) will toward a rational game with the
(recipient’s) irrational dispositions that activates in the
recipient all types of dimensions of (not only) artistic and
euphoric exaltation is one of the main stimuli of the author’s
creative intent. The same will is the author’s primary «strategic
doctrine», which he keeps in mind over the whole course
of creating his text. In addition, it is quite probably and
primarily in this way that a considerable portion of the essence,
impressiveness, and captivating magic of an aesthetic
experience is born (or «encoded» into the text) — and that
to differing degrees of intensity, urgency, or efficacy
materializes each time the text is «perceived in full» and thus
understood, enjoyed, or otherwise fully «experienced».
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OHJIPEU KPATKU!

BOCIIPUSITUE, MEPA EI'O JJIMTEJIbHOCTH
1 OLEHKA: PA3JINYHBIE ABTOPBI,
COOTHOCHMBIE HABJIIOAEHNS

A6cmpakm
PeLMIIMeHT BCerma BOCIIPUHMMAET TEKCT IMOCTENeHHO M JIMHeApHO.

YuraTeabCKOe BOCHPUATIE TEKCTA Yallle BCETO IJIUTCS CTOIbKO, CKOJIb-
KO 06€IaloT OKMIaHMsI, KOTOPbIE YATATETb MMEET Ha €ro CYeT. ABTOD,
ormaBast cebe oTueT B 3TOM (haKTe, BBICTPAMBAET TEKCT (COOTBETCTBEH-
HO CBOVM HaME€PEHVSIM, IIeJISIM WV TPeITOYTEeHVSIM) TaKMM 00pasom,
4yTO6BI 60 (B 60/IbILEN MM MEeHbILEel CTeIIeHN) IIpeJHaMepPeHHO Bbl-
MOJTHUTh OXUOAHUS PEIUIMEHTa COOTBETCTBEHHO CBOEMY 3HAHMUIO,
OLIEHKE, TIPEeIITONOKEHVISIMU, UM, HATIPOTYMB, YTOGBI (B GOJbLIEN MM
MeHbIIIeli CTEIeHN) Ile/IeHaPaBIeHHO HapYIIUTh 3TU OKUIaHus. B TO

! Ondpeii Kpamku monyumi cTeneHb gokTopa ¢uaocopum ot (axynb-
Teta Gunocobun 1 UCKYCCTB YHMBepcuTeTa 3anamHoii boremun (Ib-
3eHb, Yemickas pecryonmka). OH SIBJISIETCSI aBTOPOM M3BECTHO MOHO-
rpadum «An Oriental Internationale: Milestones of the Shia Awakening
in the 20th century» (Brno. Vaclav Klemm Publishing House, 2013), rio-
CBSIIEHHO? KPOCC-KYJAbTYPHBIM Ipo6/ieMaM B3aMMOOTHOIIEHMIT BO-
CTOYHOI U 3amagHol KynabTyp. B mocienHee BpeMsi mocieqoBaTelbHO
OTYOIMKOBAJI PSIJT CTATE TI0 IIPO6IeMaTUKe KPOCC-KYIbTYPHBIX U T€0IO0-
JIutndyeckux otHoweHuit EBponsl u bimkHero Bocroka. B aToM KOH-
TEKCTe MPOSIBUJI MHTEPEC TaKKe K CTEeTUUECKON U repMeHeBTUUEeCKOM
Mpo6ieMaTyKe BOCIPUSITUSI TEKCTA, YeMY ITOCBSIIIIeHa HACTOSMast CTa-
ThSI.

96



BpeMsl, KaK MCIIOJIHeHVe OKUAAHWUI 1aeT pe3yabTar B Bue «koMdopT-
HOTO» BOOOpaKeHMsI PeLMIIMEHTA, HapyIIeHMe OXUIAHUIA BbI3bIBAET
Mpo6ykaeHne pelymnenTta. HapyiieHne oxumaHmuii He JOMKHO UMETh
TOJILKO HEraTUBHbIN 3PPEeKT — OHO TaKKe MOXKET MMEeTh KOMMYHUKa-
TUBHYIO LIeHHOCTb. Clie[joBaTe/lbHO, MOXXHO YTBEPXKJATh UTO a) aBTOP
BK/IIOYAET B TEKCT CTMMYJIbl, KOTOpbIe BeAyT K HapyIIeHUI0 OXKMUIaHUIA
YyyTaTesNs, " IefaeT 3TO C KOMMYHUKATUBHO-(YHKIIMOHAIBHBIM HaMe-
peHueM (BK/IOYAsi Xy[JOKeCTBEHHOe M 3CTeTMYecKoe) u 6) eciau mpo-
GyskIeHue MpecTaBisieT co060ii CIeACTBYE HAPYLIEHMS YMTATETbCKUX
OXXMUIAHWUIA, TO, eCay COOTBeTCTBYIOIIMII aBTOPCKMII IUIaH (XyLoOXKe-
CTBEHHBI, 3CTeTUUECKUIA, APYTOi) 3aK/I0UaeTcsl B cepum (MHOTOCION -
HOJ4, OC/IelOBATeIbHOM, KOMIIO3UILIMOHHOM U T.1.)) HApyLIeHU YuTa-
TeJIbCKUX OXKVIAHWUIA, TO ONBIT (3CTETUYECKMIi U IPYTOii), BbI3BAHHBIN
eit, 006YCJIOBJIEH B UMc/ie Opyrux (akTopoB, cepueit mpodyxkaeHuit (ko-
TOPBIit BBI3BaH COOTBETCTBYIOIIMMY HAPYHIIEHUSIMMA).

Knwouesste cnoea
YreHne, BOCIPUSITIE, OKUTAHUS.
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HAZTEJXXIA ITOO3EMCKAS!

HAVYKA OB MCKYCCTBE B.B.KAHIMHCKOI'O
CKBO3b ITPU3MY ET'O
IMPEITIOJIABATEJIbCKO! JEATEJIBHOCTU

B BAYXAVY3E?

A6cmpakm
HacTostiumit TeKCT MOCBSIIeH He OueHb TOAPOOGHO M3BECTHOM CTOPOHE

mesTenbHOCTM B.B.KaHOMHCKOrO — ero akageMmyeckoil pa6ore
BO BHOBb CO3ZIaHHOM Ha py6eske BTOPOTO M TPETbero mecsiTuietuii XX
Beka uHCcTUTYTa Bayxays. Pa6ora KaHayHCKOro 6GbUIa OYeHb JeTalb-
HOJi U TTy6OKOI, OHa HOCKM/IA TeOPeTHUYeCcKu U MeToxmdecky dyHzma-

! Hadexcda Iodszemckas — HaydHbI COTPYAHUK HalMOHAIBHOTO I€H-
Tpa HayuHbIX ucciaepoBaumii (®@panumsi) (Centre national de la
recherche scientifique (CNRS), LleHTp M3yuyeHMSI MCKYCCTB M SI3bIKA
(Centre de recherche sur les arts et le langage (CRAL)).

2 HaspaHue 3TOJ JIETEHOAPHOM MHCTUTYLIUM — Bauhaus — TpaHCKpu-
61MpOBaIOCh B PYCCKOM YIOTpeblieHUM ABOSIKO: B 6oee paHHUIt repu-
Ol OHO OTpaXXajoch B TpadbmyeckoM BapuaHTe Kak Bayxayc, Gonee
671M3K0 K HEeMeLKOMY OpUIMHaly, B IOCefHee BpeMsl BO306iazasa
Bepcust bayxays, BUAVIMO TI0J, BAUSIHMEM aHIJIMIACKOTO SI3bIKa U 3BOHKO-
ro Ipou3HeceHust iekceMbl house, a Takke aKTUMBHOI MeXIyHAPOIHOI
KOMMYHMKAIMM Ha 3TOM $3biKe. Mbl cuMTaeM 3T BepCuy paBHO3HAY-
HBIMU U MOC/IeIHee VICKakeHe MpU3HaeM CJIeZiICTBMEM paclpocTpaHe-
HUST UJIeil MHCTUTYLIMM B MEXIYHApOJHOM cpefie M ee MUCXoJa U3 Ha-
umcTckoit I'epMaHMM B JIMIle MHOTMX ee aKTMBHBIX JesiTeneil. —
Ipum. peo.
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MEeHTa/bHbI XapakTep. B Helt cka3bIBaaMCh HApabOTKM, paHee He pe-
as3oBaHHble UM B Poccum B mpoekTe 'ocymapCTBeHHOV aKageMuu
Xy#oxkecTBeHHbIX HayK (IAXH), a Takke xopoliee 3HAKOMCTBO C IO-
PSIAKOM PETYJISPHOTO Y4eOGHOTO IIpOoliecca, MOAyYeHHOe MM B TOJIbI
yue6bl B MOCKOBCKOM YHUBepcuTeTe, rae KaHauHCKuit 6blT HA OYeHb
xopoieM cueTy. beccriopHo, onbIT bayxaysa Kak MCCiie0BaTeNbCKOMA,
aKaJeMI4yecKoi ¥ IPOeKTMBHONM MHCTUTYLIMYM HOBOrO Tuna, 100-netue
KOTOpO# OymeT OoTMedaThCsl B C/IEAYIOIIEeM TOAy, OKa3ajJl OrpOMHOE
BAMSIHME Ha Gymylee XyIooKeCTBeHHOe oOpa3oBaHMe Kak B EBporie,
Tak 1 B CoemuHeHHbIX lllTaTax. Briag B. B.KaHIMHCKOIO B 3TO 6bUI
BecbMa 3HaumresneH. Hacrosimmas pabora mocssieHa peKOHCTPYKIUK
3HAYeHMSI 3TOTO BKJIAZA.

Knatouesste cnoea
B.B.KanmuHckuii, bayxays, Teopusi UCKYCCTBa, 3CTETUUYECKOE U XyLO-
SKeCTBeHHOe 06pa3oBaHe.

B 1922 ropy, yepe3 HeCKOJIbBKO MecCsLieB II0CIe Iepee3za
B bepnuH 13 CoBeTtckoit Poccun, Bacunmit KaHAMHCKUI IPUCTY -
MAJ K TIPENOaBaHuIo B BeiiMapckom Bayxayse, Kyma 6bUT pu-
[JIallleH ero OCHOBaTejaeM, apXuTeKTopom Banbrepom I'ponm-
ycoM. B 1925 romy oH mepeexan Bmecte co Illkomoit B [leccay
u B KOHIle 1932 roma B BepiuH, rae ocTaBascsl BIIOTh O 3a-
KpbITHs Bayxaysa B 1933 romy. Takum 06pa3om, 3a UCKITIOYEHU -
€M JIUIIIb CAMbIX TTEPBBIX JIET MTOC/IE €€ OCHOBAaHMSI, OH OB CBSI-
3aH co 3HaMeHuToi LlIKo071 Ha BCcex JTamnax ee OesTeTbHOCTH.
B bayxayse KaHOMHCKMIT mpemnogaBaj Kak Ha IpoOIefeBTUYEe-
CKOM oTheneHun GOpKypc «AGCTpaKTHBIE 37eMEHThI (OpPMbI»
B IEPBOM C€MeCTpe, TaK ¥ Ha OCHOBHOM OTJIeJIeHUM KypChl: «3a-
HITUS TI0 KoMmo3uiiun», «KoHcTpykums — (opmanbHOoe KOH-
CTPyMpOBaHMe — KOMIIO3UIIMS» B UETBEPTOM CeMecTpe, a TakoKe
TeopeTUYeCcKuii ceMuHap BO BTOpoM ceMecTtpe. [lomumo Toro,
B IlepBble TOAbI B BeliMape OH pyKOBOAWMJI MacTepPCKOi MOHY-
MEHTAabHOM XXUBOIMCH, a HaunHas ¢ 1927 roma B [leccay y Hero
(xak 1 y ITayns Kiee) 6611 CBOJI Kacc «CBOOOTHO SKUBOIMACH».

o mocnenHero BpeMeHM [JIaBHBIMM CBUJETEIbCTBAMMU
o npenomaBanuy KaumyHckoro B Bayxayse ObUIM BOCIIOMMHA-
HMSI €T0 YUEHMKOB U KOJIJIEr, a Takoke HeCKOJIbKO CTaTell caMoro
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xygokHuka 1920-x TogoB U — caMoe ITlaBHOe — KHura «Touka
M JMHMUS Ha IUTocKocTu». OmyOnauMkoBaHHas B 1926 romy, oHa
OTpa’kaeT, OAHAKO, JUIIb PaHHIOI, BeiMapCKylo, 310Xy ero
MpenoiaBaTe/bCkoi fesiTeabHOCTU. UTO Xe KacaeTcsi OCHOBHO-
ro nepuona, B [eccay, u ¢uHanbHOrO, B BepinuHe, To OCHOB-
Hble MaTepuasbl 3STUX ePUOLOB — KOHCIIEKTHI €ro 3aHSITHi, —
XOTs1 ¥ 6bUM B 1975 TOmy OIMy6GIMKOBAaHbI, HO BO (PaHITy3CKOM
repeBofie ¥ 0e3 BHSATHOTO pacIpeneieHus MO KaKUM-IM00
pasgenamM, TakK YTO OHM OKa3aJIMCh Majio IMPUCIIOCOOIEHbI s
KOHCY/IbTallM, OCTaBIIMCh IO CYyTM BHE BHMMAaHMS UCC/IeIOBa-
tesneit.! OCHOBHBIM MaTepMajJOM HalIMX 3HAHMIA 00 3II0Xe
Ileccay 6bUIM yueOHbIE pabOThI CTyAeHTOB KaHOMHCKOro, Xpa-
Hsmyecs: B 6epiauHcKOM Mysee bayxaysa, 10 KOTOPbIM MOXKHO
OBLIIO JIUIIIb TUITOTETUYECKM PEKOHCTPYMPOBATh YUeOHbIE 3a7a-
Y, KOTOpbIE CTaBWUJI Tlepe]l HUMM MacTep.

Bceobiiee mpencrasieHue o mperomaBaHuy KaHIMHCKOTO
B Bayxayse mpojo/iskalo OCHOBBIBAThCSI Ha TpakTaTe «Touka
M IMHUS Ha TFIOCKOCTY», KOTOPbI SIBJIIETCS OTpaXkeHeM Iporie-
JeBTuYeckoro Gopkypca KanayuHckoro B BeiiMape 1o «AHaIUTH-
yeckoMy pucoBaHuio» u «Teopum nBerta». [loaTomy HeyouBu-
TeJIbHO, UTO B IIeHTpe BHUMaHMS MccIeqoBaTenell oka3bIBaaach
cynbb6a MMEHHO 3TOV OUCIUIUIMHBI, KOTOpas Oblia B TeueHue
MHOTUX JIeT 00513aTe/IbHOM [IJI CTYAEHTOB IIepBOro Kypca; B Ha-
yane 1930-x rogoB, noA, JaBjieHreM MaTepUaauCcTU4eCKy OpueH-
TUPOBAHHBIX CTYIAEHTOB, GopKypc KaHAMHCKOTO 6bUT OOBSIBIEH
daxynpraTMBHBIM. MBI He 6y7eM 31eCh KacaThCsl OIUTUYECKO
cocTapJsioleit KoHdIuKTa Meskny KaHAMHCKMM U JIeBOHACTPO-
€HHBIMM CTyJeHTaMM — KOH(MIMKTA, KOTOPbIV pa3BopaunBasICs
Ha (GoHe KapaAMHAJbHO M3MEHMBIIENCS OpPUEHTAIUY MYHUIIV-
MaJIbHBIX Bj1acTeii [leccay v Bce CHIbHEE 000CTPSIBIIENCS OITaCHO-
CTU 3aKpbITUS bayxay3a. JJMCcKycCcum 0 MONbITKaX BBIXOAA U3 3TOM
CUTyalUM, B KOTOPO¥ MIPUHMUMAJIN Y4acTHe BCe CTYIeHThI U TTPo-

! Kandinsky, W. Cours du Bauhaus. Paris, 1975.
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(eccopa, 6bUTM UCKITIOUNTETHHO OKECTOUEHHBIMM.

YacTo B KaueCcTBe IPUUYMHBI PaACTYIero OTPUIATEIbHOTO
OTHOIIIEHUSI CTYOEeHTOB K IporeAeBTUUYecKoMy Kypcy KangamH-
CKOTO HAa3bIBAlOT €ro HEeCKOJbKO BbICOKOMEpPHOe, CAUIIKOM
«mmpodeccopckoe» MOBeAeHNE, CBSI3aHHOE, HECOMHEHHO, C €ro
YHUBEPCUTETCKMM TIPOLLJIBIM U TIPOSIBJISIBIIIEECS B OIpepeneH-
HOW OUCTAaHUMPOBAHHOCTY U HEaneKBAaTHOCTU €ro OTHOUIeHUIA
co crygeHtamu. Ilo cBuaerenbCcTBy ero ydeHuibl CIO3aHHBI
Mapkoc-Hei1r (BriocienctBum JlenmnueH), KaHOMHCKUIT O4YeHb
CTpafayl OT HU3KOTO KY/IBTYPHOT'O YPOBHS OOJbIIEN 4acTu CTy-
IEeHTOB ¥ pafioBaJics, KOrma cpedy ero cobecemHMKOB (a 3aHs-
st KaHOMHCKOro 6bUIM MMEHHO OecemaMy) OKa3bIBaJICS Yeo-
BeK, OGHAPYKMBaBILMII XOTSI KaKue-To Mmo3HaHus.! OueBMIHO,
9Ta Xe mpobsmeMa 6b1a Y KaHIMHCKOTO M B IOC/IE€PEBOMIOLN-
oHHOI Poccun. B 6Gecemax c¢ Kpuctunoit ITomopckoit Poman
K06COH BCIIOMMHAJ BeChbMa KpaCHOPEUMBBIN SMM30]:

B 1919 r., korga B MockBe u3matenbckasi cekuyst Otaena M3o6pasu-
TenbHbIX VckycetB npu Kommccapuate IIpocBerieHus obcyskpana
I71aH SHLUMKIONEeANY UCKYCCTB, ¥ Ha BOIIPOC O MOEM y4acCTUM 51 OTBe-
TUI Tpefjio’keHMeM CTaTby O CeMaHTMKe kuomucu, Bacuimit Kan-
IuHCKU (1866—1944) 6bUT BHIHYKIEH Pa3bICHUTh HEIOYMEeBaIOIEeMY
dhopymy, 4TO 3TO 3a 3BEpb — «CeMaHTHUKa».>

KanpuHckuii, Kotroporo BapBapa CrenaHoBa B CBOEM LHEB-
Huke 1920-1921 rogoB HasbiBajia He MHaue Kak (M10-COCEeICKN)
«Bacummuem», BCeM CBOMM OOJMKOM, MaHEpPaAMM ¥ SI3bIKOM,
6e3yCII0BHO, IeICTBOBAJ HA MOJIOIbIX XYIOXKHUKOB, KaK Kpac-
Has TpAMKa Ha 6bIka. BoT uTo, K mpuMepy, 3anucana CrenaHo-
Ba 0 HeM B gHeBHMKe 25 HOsiopst 1920 r.: «OH Kperko MpoHUK-

! Kandinsky, N. Kandinsky und ich. Miinchen, 1987. S. 136.

2 Jakobson, R. & Pomorska, K. Dialogues. Paris, 1980. P. 124. 3ToT OT-
PBIBOK LIMTUPYETCS MO-pyccku B KommeHTapuu A. E. TlapHuca K ctaTbe
«®yrypusm» 1919 r. (Ixobcon, P. O. Pa6othl 1o mostuke M., 1987. C.
418).
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Cs CMMBOJIM3MOM M KaKMM-TO BEUHBIM HA4YaJioM — OTCHOJa
,IOJION TIeperoponku”, ,MICKyCCTBO BHE BPeMeHM ¥ IIPOCTPaH-
crBa“ u mpouas 6emmbepmar.!. CxomubiMu 6butM B 1919 romy
06BMHeHns1 Hukonast IlyHuHa B agpec pycCKOro M3JaHus BOC-
noMuHaHui Kanauuackoro, «CryneHn» (B KHUre «TeKCT XyaoxK-
HMKa»).? PasmpaskeHue BbI3bIBAJia CaMa MaHepa XYOOKHMKA
BBICKA3bIBAThCS, TPUCYIIAsi eMy OOGOO6IIEeHHOCTh BbIpaXKeHMIA,
KOoTopasl, MeXIy MpouYMM, ellle B IIpedBOeHHble Toabl B MIOH-
XeHe MHOTMM — ¥ BOBCE He MOJIOJIbIM — Melllaja pasmisaeTb
OPUIMHAIBHOCTh €r0 TeOPeTHYeCcKoi MbIcan.S C 3TMM, B 4acT-
HOCTY, OBLIM CBSI3aHbI TPYOHOCTM C HEMELKOH IybimuKanyeit
pykonucu «O AYyXOBHOM B MCKYCCTBE», KOTOPYIO XYHOKHUK
B 1909-1910 romax 6e30 BCSIKOTO pe3y/ibTaTa Ipeajiaraja MHO-
TOUYMCIEHHBIM M3JaTe/bCTBaM. I10 MHEHMIO OJM3KOT0 K HeMY
aBCTpuiickoro mucarest ¥ rpaduka Anbdpema KyouHa, KHuUra
«O OyXOBHOM B MCKYCCTBE» IO/DKHA Oblia OBITh M30aBjIeHa
OT 9TOr0 «OOILIEero xapakrepar», UTOObI MPUOOGPECTH «OOJbUIYIO
LIEHHOCTb KaK PeIKOe CIlelaJbHOe COUMHeHuex.*
IelicTBUTENBHO, TeopeTusupoBaHue KaHAMHCKOTO HUKAK
He YKJIaIbIBaJOCh B TeCHbIe paMKM BOCXofsineit K PeHeccaHcy
HOPMAaTUBHOM IUAAKTUUYECKON XyI0KeCTBEHHOM TpaguLuu, rae
OCHOBHOE BHMMAaHMe JIOJKHO ObUIO YOENSITbCS OOYUEHUIO TeX-

! Cmenanosa, B. @. YenoBek He MOKET kuTh 6e3 uyna. [lucbma, mosTu-
YyecKue OMbIThI, 3aTIUCKU XYAOKHUIIBL. M., 1994. C. 148.

2 Cwm. ITynun, H. H. O kaurax // VickycctBo KoMMyHBI. IIr., 1919. N29.
C.3.

5 Cm. mucbMo m3parens Peitaxappa [Mnmnepa KanaHckoMmy OT 9 MIOHS
1911 1. o0 craTbe XyOOKHMKA [AJi cOOpHMKA NMpoTuB Kapna ®uHHeHa
(xpauutcst B ®oume l'abpuane Miontep u MoranHeca JdiixHepa B MioH-
XeHe).

4TIncemo Kybuna Kanmuuckomy ot 12 Hos6ps 1909 r., B KOTOPOM OH
BBICKA3bIBA€T CBOE MHEHMe O PYKOIIMCU TPaKTaTa, XpPaHUTCS B apxuBe
Ky6una B MronxeHckoit Topopckoii ranepee B [lome JleH6axa.
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HUYECKMM TIpMeMaM pUCYHKA, >XUBOMUCU U KOMITO3ULIUU
U TIpaBWIaM WMCIOJMb30BaHUSI XYOOXXECTBEHHBIX MaTepuasoB.
Korga BosHMkanu 6osee o01ie TeOpeTUUECKIEe BOIIPOCHI, TO X
B OCHOBHOM MOAYMHSUIM 3aJauyaM XYyL0KeCTBEHHOI MPaKTUKU.
B XX Beke TeHAEHLMS K Y3KON Crielyanu3aiuy IpuHsIa 00IuK
npodecCMoHaN3Ma, 0 KOTOPOM, HAaIlpuMMep, CTali TOBOPUTH
MOCepeBOMIOIIMOHHbIe Koiern KaHAMHCKOTO, Ha3bIBaBIIMeE
camu cebs «hopmamuctamu u Matepuanuctsmu».! Tak, Cremna-
HOBA YTBEPXKAasa, UTO MUCATh O XyAOXKHUKAX CIeqyeT, yMes TO-
BOPUTD «O TEXHUKE, T. €. 0 CAMOI1 SKUBOMMUCH C ITPODeCcCUOHATb-
HOI TOUKM 3peHusi». «S gymaro, 4To B OymymieM, — 3aK/aouasna
OHAa, — BCE TEOPETUKM OYAYT TaK K& TPOOUTHCS U CIIelUaIU3U-
pPOBAaThCS, M MUHAUBUAYAIM3UPOBATHCS, KaK U XYIOKHUKI». 2
Hakonell, MHOrMX OTIYTMBAJIO WM3JIMIIHEe HayKooOpasue
" ype3MepHas cucreMatuyHocTh Kanauuckoro. C oco6oit cu-
JIO¥1 3TO MPOSABUIIOCH B paspaboTke B 1923 romgy B Beiimape 3Ha-
MEHUTBIX OIPOCHBIX JIMCTOB, IIOCBSIILIEHHBIX YCTAHOBIEHUIO
MIeanbHbIX COOTHOIIEeHU 11BeTa U hopmbl. [Toncku MaeanbHbIX
coyeTaHMit 1BeTa M (GOpMbl HAYIM MHTEPECOBATDH XyOOKHMKA
ele B repsble rogpl XX Beka, O UeM CBUIETe/NbCTBYIOT ero ca-
Mble paHHMe TeopeTuueckye hparMeHThl, faTupyembie 1904 ro-
mom. K 1909 rogy OH OCTaHOBMWJICSI HA OJJHOM BapuaHTe TaKoro
UAealbHOr0 COOTHOIIEHUS (TPEYTOAbHUK KEeTbIi, KPyT CUHUM
Y KBaJIpaT KPacCHbIii), KOTOPbII OH IMOKa3aa B CXeMe, 13 KOTOPO¥
BbIpocCia 1BeTHas Ta6nuia IV u3 pycckoro usmanus «O TyXoB-
HOM B McCKyccTBe» C TeM UTOObI MTOYUYUTh «HAYUYHOEe» ITOATBEP-
KIeHNe 3TUX COOTHOIIeHWUI, OH U opraHu3oBaa B 1923 romy
B Beiimape ormpoc, pasmaB CBOMM KojuieraM U CTyIeHTaM OIpocC-
Hble JucThl. [Tocte mo6embl CBOEro BapMaHTa OH OMYOIMKOBas
B aHTONOTMM «Staatliches Bauhaus Weimar 1919—1923» Tabmu-
1y rop HasBaHueM «Tpu OCHOBHBIX IIBeTa, paclpeieieHHbIe

1 Cmenanosa, B. @. Vkas. cou. C. 148.
2Tam xe. C. 114-115.
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MEX[y Tpemsi OCHOBHBIMM (hopMaMu», TeMOHCTPUPYIOIILYIO CO-
OTHOILIEHMSI OCHOBHBIX IBETOB C [JIABHBIMM IIOCKOCTHBIMU
¥ TIPOCTPAHCTBEHHBIMM 3/IeMeHTamMu. Ha 3Toit Tabnuile 3HaAKO-
MBI/ HaM JKeJITBbI TPeyrolbHMK, KPACHbIM KBaIpaT U CUHUIA
KpYT 1300pakeHbl Ha 6e/ioM (oHe ¢ J0OaBIEHNEM TPEX OCHOB-
HBIX CTepeoMeTpPUYECKUX TeJjl: JKeJNTON NUpamMuabl, KPacHOro
Kyba 1 cuHero mapa. Bcst 3Ta ucTopus ¢ aHKeTaMu, B KOTOPOit
HETPYIHO OOHAPYKUTh OTTOJIOCOK JaBHUX 3aHATUIT KaHAMHCKO-
ro CTaTUCTUKOV B MOCKOBCKOM YHUBEpPCUTETE, cTala B bayxayse
NpeIMeTOM IIOCTOSIHHBIX HacMelleK, CBOero popa INpuTYeit
BO $I3bILIEX.

N60o ectn (opmaabHO TeopeTusupoBaHue KaHIMHCKOTO
¥ GBbLIO BBICTPOEHO IO HAYYHOMY 00pasily, Mo CYTM OHO ObLIO
Ype3BbIUAfHO MPOU3BOJbHO. KaHAMHCKMUIT UMTUPOBAI U UC-
TIOJIb30BAJI UYXKMe Teopuu C OGOJbINOi CBOOGOMONM, M3BIEKas
M3 HUX JIMIIb TO, YTO MOIVIO NOATBEPAUTb €ro COOCTBEHHbIE
MBICTM. AKaJleM1uecKast Hay4YHOCTb ObljIa €MY UYXKIA, U €0 TeK-
CTbl, HE COOTBETCTBYSl KPUTEPUSIM <«UMUCTOW» HAYKU, TOKHBI
paccMaTpuBaThCS Kak sSpKue o6pasipl XydOKeCTBEHHOW Teo-
pun.

WTak, He oOydeHMe TEXHMUECKMM IpueMaM M He HayuHas
CUCTEMATUYHOCTh, a BbIABIOKEHME Ha IIepBbINi IJIAH CBOEro
COOCTBEHHOTO — JIMYHOTO ¥ TBOPYECKOTO — OIBITA TTO3BOJIM-
1o KanguHCKOMYy Ipeo6pa3oBaTh KMBOIMCHOE Y4YeHME C €ero
crienbuUUecKy-TeXHUYECKMMY aclieKTaMy B TeOpuio obmiesac-
TEeTUYECKOT0 Xapakrepa. Takke B ero XymoOXXeCTBEHHOM Mpe-
TONABAaHUM TIOHSITME JIMYHOTO OIbITA ObUIO II€HTPATbHBIM.
[IBeitapckuii XygosxkHUK Makc Bui, koTopselil yunicsa y Kau-
guHckoro B bayxayse B [eccay B 1927-1928 romax, oTmeuar,
YTO BO BpeMsl 3aHSITUII KaHOMHCKMIT 4aCTO TOBOPUI HE O KU-
BOIIMCH, & O COBCEM IPYTMUX Ba’KHBIX Bellax, MPUYEM «3TO KakK
pas ¥ NpUAABaJIO CTOAbKO Beca BCEMY TOMY, YTO OH TOBOPWUI
KaK XymOXHUK».! Tloxoxee CBUAETENbCTBO MPUHAIJIEKUT
MOCKOBCKOMY yuyeHMKYy KanamHckoro KinumeHnty Pepgbko.
B noHeBHMKOBOI 3ammcu 3a 2 gekabpst 1920 r. oH mwmcan
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0 TOM, Kak KaHAuHCKNMIT B MacTepCKOi «rOBOPUJI O4eHb MHO-
TO O KM3HM U OTBJIEUEHHO 06 MCKYCCTBE C YKJIOHOM B TeO-
puio».?

Peub mper O BIIOJIHE OCO3HAHHONM IMO3ULMM XYOOKHMKA.
Huua KaHauHCKass B KHUTe€ BOCIIOMMHAHUII O HEM MOPUBOIUT
(dbparmMeHT U3 MUChbMaA MYKa IMOCIeTHEMY AMpPEKTOpYy Bayxaysa
He3agonro no 3akpbiTus Ilkonsl. JliogBur Muc BaH mep Pos
06bsBIIST KaHAMHCKOMY O CBOEM peIleHMM IOJHOCThIO OTKa-
3aThCSI OT SKMBOIIMCK B IMpOrpaMme OGyUeHMs, M TOT OTBevas
eMy CIeqyIonmmM o6pasom:

S Bcerma crapajcsi TOBOPUTb He 06 OHOI JIMIIb KUBOIUCU WU
He 06 OJHOM MCKYCCTBE, HO CAIe/IaTh MOHSITHBIMMU, Jaske OUeBUIHBIMMU
[y6OKMe CBSI3U MCKYCCTBA C MPUPOAON M C HAYKOM M, €CTeCTBEHHO,
SKMBOIUCY — C APYTMMM OOGNacTIMM MCKyccTBa. MCKYCCTBO HAammx
JIHEl, B 0COOEHHOCTY KMBOIMCH, BCE GOJIbIE TepsieT BCSIKYIO BHEII-
HIOIO CBSI3b C «IIPMPOJOIi», BCIKYIO BHEIIHIO 3aBUCHMOCTb OT Hee,
YTOOBI TaKMM 00pPa30M BOCCTAHOBUTDH «MHTUMMHYIO» CBSI3b C HEIO, I0-
TePSIHHYI0O MHOTO BEKOB Ha3af. To, UTO Ha MOMX 3aHSITUSIX S1 HA3bIBAIO
«He CKOPJYIIOi, a opexom». Sl HacTaBMal0 Ha CTPEMJIEHUMM HOCTUYb
KODHSI, 13 KOTOPOTO OJMHAKOBBIM 06pa3oM pacTeT Kak JyXOBHOe, TaKk
¥ MaTepuaibHoe>.

[IpuBecTu CTYHEHTOB K MOHMMAaHMUIO YHUBEPCAIbHBIX 3aKO-
HOB, JIEXXall[MX B OCHOBE VMCKYCCTBA, X ObIO OCHOBHO IIETbIO
KangmHckoro, KOTOpO# OH MOAUMHWI BCIO pa3paboOTaHHYIO UM
cucTemMy yuebHbIX 3amanuii. HegaBuss (B 2015 r.) my6amkanys
KOHCIeKTOB KaHamHckoro B bayxayse Ha HEMeIKOM SI3bIKe CAe-
JiaJla HaKOHeI] BO3MOKHBIM 03HAKOMUTbBCS C 3TUMU MaTepuasia-
MM B MOJTMHHUKE U CPAaBHUTH UX C yUeOHBIMU paboTaMu 1 BOC-
MIOMMHAHMSIMM YUYeHUKOB MacTepa. B cepenmue 1970-x romos
TepeBouMIila STUX MaTepuaiioB Ha GpaHIy3cKuii a3biKk Clo3aH-

! Bill, M. Kandinsky, I’éducateur // Bill M. Kandinsky. Paris, 1951. P. 97—
98

2 Pedvko, K. H. InesHuku. Bocriommuuanus. Crateu. M., 1974. C. 63.

5 Kandinsky N. Op. cit. P. 151-152.
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Ha JlemmueH TaK BbICKa3ajiach O HUX B pa3rOBOpe CO BIOBOI Xy-
JOKHMKA:

To, uro KaHauMHCKMIT  3ammMChbiBall B O3TUX  KOHCIIEKTax
¢ 1926 no 1931 rop, 4yacTo HESICHO, 3alIMCH TTOJIHbI COKpAIleHNii 1 Be-
JINCh HE TaK YeTKO, KaK ero AOMallHMil KaTajaor. ToT, KTO HUKOTrma
He 6bUT Ha 3aHATUSAX KaHAMHCKOTO, KTO HE 3HAKOM C €ro IOYEepPKOM
U He BJIaJieeT HEMELKUM SI3bIKOM, TOT He B COCTOSIHMM TIOHSITb 3TU
TOATOTOB/IEHHbIE IS 3aHSITUIT TEKCThI. I He yBepeHa, UTO ero KOH-
CITEKTBI MOTYT ellle GbITh IMOJI€3HbI MOJOABIM JTIOASIM. MbI ke Ha HUX
BBIPOCIN. DTO He Mocobue, IT0 KOTOPOMY MOKHO Hay4YMThCS SKUBOITH -
cu. TekeTbl KaHAMHCKOTO MO3BOJISIOT YBUAETh MUD MHaue. Mbl Hayuu-
Juch B Bayxase Tomy, UTO cHayasia HY>KHO Bce 3a6biTh. CBOeOGpasue
006yuennst KaHOMHCKOTO GbIJIO B TOM, YTO OH HayuyMy HAC CMOTPETh
Ha MUD IJla3aMM XYI0KHMKA. !

CeromHst TO, YTO IISITHECST JIET Ha3aj Ka3aJa0Ch MCKIIIOUM-
TeJbHO IIPeporaTuBOii HerocpeACcTBeHHbIX yueHMKOB KauamuH-
CKOr0, Mepelnio BO Bceoblnee JOCTOSHMUE, M Mbl BIIpaBe BHOBb
BEPHYTBCSI K BOIIPOCY, 3aJjaHHOMY B cBoe Bpemsi ClO3aHHOI
JlenmmeH: HACKOJIbKO aKkTyajdbHa Teopust KaHOMHCKOro u ero
npenogaBaTenbCKUil MeTon? Halimer Jim cOBpeMeHHasT MOJIO-
JIeXb B KOHCIIEKTaX €ro 3aHsTUI 4YTO-1160 Mojie3Hoe i cebs?

Kak yke OBUIO M3BECTHO M3 BOCIIOMMHAHMII CTYIEeHTOB
KaHOMHCKOrO M Kak 3TO MOATBEPAWIN HeZaBHO OMYyOJMKOBaH-
Hble KOHCIIEKTBI, 3a MCK/IIOUEHMEM HEe3HAUMTEeJbHOIO YMciIa
«IOKJIAZOB», BCE €r0 3aHSITUS MMeJIN SIPKO BBIPAXKEHHYIO IMa-
JIOTUYECKYI0 (OPMYy M B OCHOBHOM COCTOSUIM B ITOHAPOOHENI-
IIeM COBMECTHOM OOCYKIEHMM CHENaHHBbIX O0yYaromMMuCs
pabor. IToaroToBUTENbHBIE 3amKUcy KaHOMHCKOIO ITOKAa3bIBAIOT
HEOOBIKHOBEHHYIO CUCTEMAaTUYHOCTh MacTepa B pa3paboTke
3aJaHuii Ojs1 CTyJeHTOB. A Befdp elle B 1982 romy amepukaH-
ckuit uccreposartenb Kimapk IToaMHT B KaTajore BHICTABKM, KO-
TOPYI0O OH OpraHM30Ba/l B HE3aJOJIr0 [0 TOTO OTKPBIBIIEMCS
6epnuHCKOM Mysee Bayxaysa, HEOTHOKPATHO OTMeYasl OIPOM-

! Kandinsky, N. Op. cit. S. 135.
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HYI0O pasHMIly MeXmy paboramMu YUYeHMKOB KaHAMHCKOTO
u gpyrux macrepos: Ilayns Knee, Moseda Annbepca, MoraH-
Heca DJiixHepa, MoranHeca WTTeHa. PaGoOTbl, MCIIOJTHEHHbIE
Mo 3amaHussM KaHOMHCKOTrO, OBLIM CHOelaHbl VICKIIOUUTETbHO
YeTKO ¥ aKKypaTHO M Yallle BCEro COIMPOBOKIAINCH MTeYaTHbIM
TEeKCTOM ONMCaHU, C yKa3aHMEM OCHOBHBIX MOHSITUI U Mepe-
YMCeHNeM IIOCTaBJI€HHbIX 3aJady M OOCTUTHYTBIX pe3ysbTa-
TOB. [TOMHT [esan U3 3TOTO BBIBOJ, UYTO paboThI CO3TaBAINCh
BBUAY IYOJMYHONM Ipe3eHTalM B COOTBETCTBUM C UETKUMU
" SICHBIMM TPeOOBaHMSIMM MacTepa, KOTOPbIii, 10 ero Mmpemiro-
JIOKEHUIO, IMPENOCTaB/ISII CTYOEHTaM CEepUI0 KOHIIENTOB, IJIsI
KOTOPBIX OHM JTOJDKHBI GbIIY HAMTHU BU3yaIbHbIE aHATOTH. !

[TpennonoskeHuss IlonuHra TMOMHOCTBIO TIOATBEPAMUIIACD.
B cBoux 3ammcsax KaHOAMHCKUI OeiCTBUTENbHO IOMevas IJist
Ka)X[IOro ypoKa 3aJaui, TEMbI, OCHOBHbBIE TTOHSITUS, TaBasl IIPU-
MepbI, KOTOPbIe 3aTeM JOIOMHSIT U3 Toaa B rof. Ilpu sToM oco-
60e BHMMaHMe yIeasyioCh UM TOMY, UTOObI CTYIEeHThbl HAyUMUINCh
caMM CTaBUTh Ilepen coOoil LieiM M 3amaduu U 000CHOBBIBATH
cBou pemieHusi. OH TpebGoBaj, UTOObI OHM 3aIMChIBAIM Ha OT-
IeJbHOM JIMCTe WIM Ha 000poTe Kaskaoil paboThl KOHKPETHbIE
MOCTaBIeHHbIe B HUX 3amaun. OHM JO/DKHBI ObITM HAYUUThCS Ca-
MM CTPOUTH CBOIO apryMeHTaIlMi0 M YMEThb BBICAYIIMBATh U T10-
HMMAaTb XOJ MbIC/IEN TPYTUX.

Kak 3T0 3Haumioch B COCTaBjleHHOM KaHIMHCKUM
B 1925 romy Pabouem miaHe ceMMHApa MO 3aHATUSIM KOMIIO3U-
1IMe AJisi OCHOBHOTO OTHeneHus: bayxaysa, peub muia 06 o6yde-
HUU Xy[OKEeCTBEHHOMY TBOPUYECKOMY MBIIIIEHNI0O U YMEHUIO
COBMeIaTh B TBOPUYECKOM ITpoIlecce pa3yM M MHTYUIIUIO, O BOC-
MMUTAHUU TyXa KPUTUKU, TIPU TIOTHOM COXPaHEHUM BHYTPEHHEN
cB0607pb1.2 OCO6BIT MHTEPEC IPEACTABIISIOT HOLPOOHO MPOLV-

! Poling, C. V. Kandinsky-Unterricht am Bauhaus. Farbenseminar und
analytisches Zeichnen dargestellt am Beispiel der Sammlung des
Bauhaus-Archivs Berlin, 1982. S. 22—27.
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TupoBaHHble HuHOI KaHAMHCKOI BOCIIOMMHAHMS O ero ypoKax
JKana JlennmeHa, kotopslii yuwics y KanauHckoro B 1929-
1930 romax. KaHAMHCKUI, COTJIACHO €0 CBUIETENbCTBY, «06Y-
Yyaj YMEHMIO BULETh, a He MPaKTU4YeCKOi xuBonucu». OH «ro-
BOPWJI O TOM, UTO KaXjas ¢opma uMMeeT CBOe 3HaueHue. A TO,
Kakoe 3HauyeHye OHAa MOXeT VMMETb, 51 He y KaHAMHCKOro y3Ha-
Bajl, HO yCBauBa/J Ha COOCTBEHHOM OIIbITE, JAUIIb HaIlpaBJsie-
mbit KaHayHCKM».3

VIMeHHO B 3TOl OpMeHTaIMu Ha OOyYeHVe CaMOCTOSITEINb-
HOMY TBOPUECKOMY MBILUIEHUIO ¥ TTOHMMaHUIO APYTOTO, UyXK-
Ioro obpasza MbICIelt M 3aK/IvaeTcsl OCHOBHOe CBoeobpasue
npenogaBaTenbCcKoro Mmetona KanauHckoro. B sTom xke ero oc-
HOBHOe OT/IMYMe OT I[eJaroruyeckux IPUHLUIIOB, KOTOPbIX
NpUIEePXKUBAIUCh MHOTME ero COBPeMEeHHMKM, IpexIe BCero
BO BxyTemace. DTO MpOSIB/ISIOCHh He CTOJMBKO B popMe yueOHbBIX
3aJaHuii, CKOJIbKO B TOM 3HauyeHUM, KOTOpOe UM MPUAABaIOCh.
Benb camu 1o cebe 3TU paboThl BO MHOTOM ObUIM CXOAHBI. [Tpu-
BeJleM B KaueCTBe IpuMepa 3aJaHusl AJi CTYAEHTOB IIepBOro
ceMecTpa, JaHHble KanguuckuM 14 deBpanst 1927 roma:

1. BolpasuThb LIBETOM Pa3/IMUHbIe TUIIbI IMHUI.

2. [IpencTaBUTh CXeMaTHUUeCKM 3 OCHOBHbIE IIJIOCKOCTH,

3. CoenqMHUTDH MEXAY c060i OLHY reOMeTPUYeCcKYIO U OHY CBOGOAHYIO
IJIOCKOCTM TaK, YTOOBI OHM 06pa3oBany BMecTe obiiyio dopmy. [Ipu
5TOM TOYHO YyKa3aThb Ha OOPATHOI CTOPOHE, KaKOi NPy 3TOM MIIETCS
KOHCTPYKTMBHBII NpUHIUI. Hanmpumep, 4eTBepOyroJbHUK U CBOOONI -
Hasl IVIOCKOCTb 06pa3yloT OCHOBHOJ 3BYK I. — 0. Vnu menaercs yoape-
HUe Ha 2-X AuaroHansx. Jin6o: ropu3oHTasbHOe mocTpoenmne.*

OTU U l'IO,LIO6HbIe VIIpa’)keHeHUs 110 «aHAJIMTUYeCKOMY pUCO-

2 Kandinsky W. Unterricht am Bauhaus 1923-1933. Vortridge, Seminire,
Ubungen / zusammengestellt von A. WeifSbach. Berlin, 2015.
1. B. . S. 250.

5 Kandinsky, N. Op. cit. S. 137, 138.

4 Kandinsky, W. Op. cit. B. 1. S. 212.
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BaHMIO», KOTOpbIEe 3aK/IIYaINUCh B UCCIEAOBAHUU OTHOIIEHUIA
MeXKIy «6ojbInoii GopMoit» ¥ MOTUMHEHHBIMM €¥i dhopmMamu
¥ B aHajM3e oO6Ieil CTPYKTYpPhbI C TeM, UYTOObI HAWTU CpenCcTBa
KOHCTPYKLMM,! 60 3amaHus 10 BbISIBJIEHMIO CTPYKTYPbI Ha-
TIOPMOPTA, COCTABJIEHHOTO 13 CaMbIX pa3HOOGpa3HbIX MpemMe-
TOB (BbIJIE/IEHNE B HEM U M300paskeHMe JIUITb TOPU30HTATbHBIX,
JAMO0 JIUIIb BEPTUKAIBHBIX 3JI€MEHTOB, WM M30JMpPOBaHMe
KpymIbIX (GOpPM, KOHTPACTUPYIOIIMX C YTOJIbHBIMMU, U T. 1.) TUIIO-
JIOTMYECKM COTIOCTABUMBI C paspaboraHHoil B 1921 romy Ajex-
caHgpoM PomyeHKO 1o mporeieBTHMUeCKOM AucuumivHe «I'pa-
(dbuueckast KOHCTPYKIMS Ha IUIOCKOCTU» cepueil abCTpaKTHBIX
VIpakHeHU, The rpaduueckre KOHCTPYKIMM M300paskalnch
MpY MOMOIIY KOHTYPHBIX JIMHUIT U TPOCTBIX FeOMeTPUYeCKUX
dbopm, pacronokeHHbIX OIpedeleHHbIM 00pa3soM Ha pas3HbIX
donax. AHanmusupys ot 3agauus, C. O. XaH-MaromenoB oTMe-
yaj B HUX 4YeTKue HopMoobpasyiolye orpaHUMUYeHUsI: VUCTIOb-
30BaHME TOJbKO IIPOCTBIX TeOMETPUYECKUX (QUTYp, IPSIMbIX
M UMPKYIbHBIX JIVMHUIA, 3aMIpellleHye CJIOKHbIX KPUBBIX, TeM 60-
Jiee TIPOBeJIEHHBIX OT PYKU, OTKa3 OT MepPCIeKTUBHBIX COKpallle-
HUi U T. 4. Bce OHM yKa3bpIBalOT, COIIACHO WMCCIeNOBATeNIo,
Ha SIPKO BBIPAKEHHYI0 (POpPMOOOPA3yIONIYI0 OPMEHTAINI0 Ma-
cTepa, CTPeMSIIEerocss MOArOTOBUTh OGYUAIOIIMXCS K Mepexomy
Ha IM3aifHEPCKYI0 TpadMKy M KOHCTPYKTUBUCTCKYIO CTUJIUCTH-
Ky. Boob11ie, He TOJIBKO ITporeneBTKa POMUeHKO, HO U BCSI ITPO-
neneBTMKa Bxyremaca Havan 1920-x rogos, — mucan C. O. XaH-
MaromenoB, — «Hec/la B cebe OIpemeseHHbII CTUIeo6pasyio-
it 3apsmy.

KaHauHCKMIT Takke ¢ yOMBUTENbHONM OOTOIIHOCTBIO paspa-
OaTbIBaJI 3aJaHMs IJIS1 CTYAEHTOB, HEpeaKo 3a7aBast UM TOUHbIE
rapameTpsl paboT, BIUIOTh 0 UX pa3mMepoB. OJHAKO 3TM Orpa-
HUYEHUS] He MMeM IeJbI0 TaTh MM KaKyo-IM00 CTUIUCTUYE-

!Ibid. S. 104.
2 Xan-Mazomedos, C. O. Bxyremac. T. 1. M., 1995. C. 161.
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CKYI0 OpMEHTAIMI0, HO GbUIM HY)KHBI JJISI OOJbINEN «UMCTOThI»
COITOCTaBJIeHMI 1 HabmomeHuii. Makc Buwut mucasn, 4To Ha 3a-
HOTUSIX y KaHAMHCKOTO peub Ijla He O <«KOMITO3UIIMU»,
a 00 «a”Ha/nM3e» MaHHOCTU, He 06 O0OyYeHMM PUCOBAHMIO WU
ompeneneHHbIM IIpueMaM, a 0 (GOPMUPOBAHUM CIIOCOOHOCTU
HabmomeHns.!

VrpaxkHeHMs, KOTopble KaHIMHCKUIT TTpeJiaraj CBOUM CTY-
IeHTaM B Bayxayse, SIBJISIOTCS, TI0 CYyTH, ITPOOJKEHMEM TeX IKC-
TIepMMEHTOB, KOTOPbIe OH caM pa3paboTa B Xofe COOCTBEHHbIX
XYIOKECTBEHHBIX TTOMCKOB, HAUMHAS C « KPACOYHBIX PUCYHKOB»
1904-1908 romoB ¥ BIUIOTh OO0 «aHAJIUTUYECKUX» PUCYHKOB
K CBOMM OCHOBHBIM «KOMITO3UIIMSIM» B ITOC/IEIHME MIOHXEHCKIE
rogpl. Tak ke, Kak BCSI CTPYKTypa ero mpomnegeBTuIeckoro ¢gop-
Kypca COOTBETCTBOBAJIA I[JTABHOMY COUMHEHUIO TEOPETHKA MIOH-
XEeHCKOTO Ieprona — Tpakrary «O TyXOBHOM B MCKYCCTBe». Ddop-
KYPC COCTOSIT U3 14 3aHATUIA, U3 KOUX 7 LeHTPaIbHBIX (C MSTOTO
10 OAMHHAIIATOe) ObUIM TOCBSIIEHbI YUEHUIO O I[BETe, IIepBhie
YyeThIpe BKIIOYAIM KPATKOE BBEJIEHME U COKPALIEHHYIO UCTOPHIO
MCKYCCTBA, ¥ JIUIIb B MOCIETHMX 3-X 3aHATUSIX peub Ijia 00 yue-
HUM 0 popMe, KOTOPOEe CO BpeMeHeM IIpMoOpeTaso Bce 6obliee
3HaueHMe. Tak ke kKHura «O AyXOBHOM B MCKYCCTBE» COCTOSLIa
13 IBYX YacTeit, B TepBOIi 3 KOTOPbIX pa36Mpanuch o6IIye mpo-
6/71eMbI MCKYCCTBA, a BO BTOPOi1 — BOIIPOCHI Crieln(mnIecKoii Teo-
PUM KUBOMMCHU, TIPUUYEM OCHOBHYIO POJIb BO BTOPOJi YaCTU UI'Pa-
JIO yUYEeHMe O IBeTe, U JINIIb ITOCTEIIEHHO YaCTH, ITOCBSIEeHHbIE
PUCYHKY, pa3pacTaauch B 00beMe U MpuobpeTtanu 601ee BasKHOe
3HaueHue.

B npuBegeHHOM B KHUTe BocnoMMHaHuii HuHbl KaHAMHCKO
cBuperenbeTBe JKaH JlennueH MOJYepPKMBAI CYIIeCTBOBaHME
ITyOOKO¥ CBSI3M MEKAY TEOPUSIMM MacTepa, ero IperoaBaHuemM
M ero COOCTBEHHOJ KMBOIMCHOI MpaKTuKoi. KauguMHckuit, —
MCal OH, — HYKAAQJICS B MaTepuase CBOMX 3aHSTUI AJIsI IO -

! Bill, M. Wassily Kandinsky. Paris, 1951. P. 96—97.
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TBePIKIEHUS CBOMX COOCTBEHHBIX KUBOIIMCHBIX TeOPUii. Jlernmu-
€H ITOIUepKUBAJI MIMPOTY MO3HaHUI KaHIMHCKOTO B CAMBIX pas-
JIMYHBIX O0JIACTSIX: MCTOPUM MUCKYCCTBA, ICUXOJOTUU, UCTOPUU
LIMBUIN3AIIAIA, aHTPOTIONIOTUM, — CPABHUBAS €T0 C «BOCTOUYHBIM
MyzperoM». I1o ero cBUAeTeNbCTBY, YUeHVKM ObUIV COBEPIIEHHO
OUapOBaHBI B IEPBYIO OUepelb MMEHHO YOeXKeHHOCThI0 KaHayH-
CKOT'0 B CBOMX Teopusix: «M maxke ecyiy Mbl He IIOHUMAJIN, He JII0-
OMJIM VI He TIOUMTaIN, He Opaiu 3a o6pasel] ero SKUBOIUCh, Mbl
ObLTM abCOMIOTHO YBEPEeHbI, YTO ero pabora 6blia TUIOAOM MC-
KpeHHero y6esxmeHus»!.

Iensach cO CTyOeHTaMM CBOMM COOGCTBEHHBIM — JIMUHBIM
Y TBOPYECKUM — OIbITOM, KaHAMHCKNI YUUI HA HEM CTYI€HTOB
MCKYCCTBY B IIMPOKOM CMBbIC/Ie, HE CTaBsI 3a[auy IMOATOTOBUTD
cebe mocnenopateseii. O6 3TOM TOBOPST CBUAETEIbCTBA €r0
VUYeHMKOB B Bayxayse, KOTOpble BCIIOMMUHAIN OGBHEKTUBHOCTH
KaHIMHCKOTO ¥ TOBOPU/IM O TOM, UTO MHOTOMY y HEro Hayuu-
JIUCh, HUCKOJIbKO He moapaskast emy. Tak, BCIIOMMHAsSI CBOe yJa-
CTMe B YPOKax >KMBOIIMCH, KOTOpble KaHAMHCKMIT gaBal B cOO-
CTBEHHOM MacTepckoi B Bayxayse, JKaH JlenmueH mnucan, 4To
MacTepa HUCKOJIBKO He MHTePecoBaio BOCIUTAHME «MaJeHbKUX
KanauHckux». B aTom JlernmnueH Buaesl «Camoe IOJIOKUTeIbHOe
3HaYeHMe ero CBOOOAHBIX 3aHSITUIA JKMBOIMCHIO. B paborax GbI-
JIM TIPeACTaBIeHbl BCE BO3MOKHBIE CTU/IM»2. A BOT UTO IIMCAI
caM KaHauMHCKMI XyIoKHHUIIE, CBOEMY KalUu(POPHUIICKOMY areH-
Ty Tanke (Ommu) Uleitep n3 Heiin 29 uions 1937 r.: « <...> dop-
MaJIbHbIE BJIMSTHMSI He CYIIEeCTBEHHBI, HO MCTOPUKYU 3HAIOT 3TO
penko. OHM YaCTO HA3BIBAIOT ILIKOJION TaKue BHEIIHMEe CBI3IN.
4 ke cuMTalo, UTO IIKOjIa — 3TO OIUIOAOTBOPEHME IyXa C/IeAyIo-
1ero mokojeHus. Ilogpaxkanme popMe — 3TO UCKYCCTBO SMUTO-
HOB»>.

! Kandinsky, N. Op. cit. S. 138.
21bid. S. 131.
% Iucbmo Kaumuuckoro Taske leitep tutupyercs B kuure: Hahl-Koch,
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KanpuHckuii chopMyinpoBaa OCHOBHbIE MPUHIIUITBI CBOE-
ro IMmeJarormuyeckoro MeTofa (Mpu3HaHue YyBCTBA BHYTPEHHEN
CBOOOIIbI, OEPEKHOE ¥ YBAKUTEIbHOE OTHOIIEHME K UYKOMY
IyTM B MCKYCCTBE) B HANMCAHHBIX ellle BO BpeMs paboThl
Bo Btopbix TocymapcTBeHHBIX CBOGOIHBIX XyHmOKECTBEHHBIX
Macrepckux (CBomac miau I'CXM) B 1918-1919 rr. «Tesmcax
nperogaBaHusi». COIJIaCHO 3TOMY BIIepBbIe OMYOIMKOBAHHOMY
B 1989 r. Mo MamIMHONMUCHOM KOMUU TOKYMEHTY, IIKOJA JTO/DK-
Ha TOMOYb «MCTUHHOMY XYAOXKHUKY» CAMOCTOSITEIbHO HANTU
«MMEHHO eMy HYXHYI0 (GOopMy» M CBOIl COOCTBEHHBI MYThb
B MCKYCCTBE UM IO/DKHA 06GeCIeuMTh €My, CO CBOEii CTOPOHBI,
«ITOJTyYeHMe OIpeHeIeHHbIX 3HAHMII HEKOTOPBbIX OOIIMX 3aKO0-
HOB MCKYCCTBA, 3HAHMIi, CBOMCTBEHHBIX OIIpeeIeHHbIM BUIAM
MUCKyCCTBa (...), 3HAHMII MaTepuasa M TEXHUKU», B OCTA/b-
HOM ’Ke IO/DKHA He OKa3blBaTh Ha HEro HMKAKOro IaBIeHMUS
U [1aTh €My «BO3MOKHOCTb paboTaTh COBEPIIEHHO CBOOOLHO».*
Te >xe meparormueckut nOpuHIOUIIBI KaHAMHCKMIT pa3BUBa
U B CBOMX TeOpeTMYeCKMX couMHeHMsIXx 1920-x rr., HammMcaH-
HBIX B I€pUO[, ero IperogaBaHusl B bayxayse. B HUX OH mpu-
3bIBAJI MOJIOZIBIX XYIOKHMKOB MCKAaTh CBOW COOCTBEHHBIV MYThb
«B CTOPOHE OT ,M3MOB", KOTOpbIE€ KAaK IPaBUJIO HEe CTPEMSTCH
K CYTU, a IPUHMUMAIOT 33 OCHOBHBIE ITOJIOKEHMS OBICTPO MPEXO-
IsInye JeTaun», ¥ BbIpabaThIBaTh B cebe «CIOCOOHOCTh ObITh
06BbEKTUBHBIM K 4ykKMM paboTtam».’ IIo BceM CBUAETENbCTBAM,
ero obOyueHue OBUIO HEKOHBEHIIMOHAJIbHBIM, HeJOTMaTuye-
CKVM ¥ OY€Hb JIMUHBIM.

J. Kandinsky S. 330.

4 Kanounckuii, B. B. I36paHHbIe TPYIbI [10 TEOPUM MCKyccTBa. M., 2001.
T. II. C. 7-9.

5 CM. pyccKumii IepeBof, CTaThby «3HaueHMe TeopPeTUYECKOro 06ydeHus
B xuBomucu» (1926) B usgauuu KavouHckuti, B. B. Ykas. cou. T. II. C.
254. TloguepKMBaHUE B TEKCTE BOCCTAHOBJIEHO MO HEMEIKOMY U3[a-
Huto: Kandinsky, W. Essays iiber Kunst und Kiinstler. Bern, 1973. S. 91.
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DTa IPOSBISBIIASICS B ITOAXOAE K 00YUEHMIO MIMPOTa B3IJISI-
na KaHamMHCKOro Ha MCKYCCTBO Ype3BBIUAMHO pasgpaskaga Mo-
JIOOBIX aBaHTapAMCTOB JIEBOTO TOJIKA, Kak B Jleccay, Tak paHee
1 B MockBe. BoT uTo mucaja B cBoeM JHeBHMKe BapBapa Crena-
HOBa:

KaHIMHCKMII CMOTPUT OYeHb LIMPOKO Ha MCKYCCTBO, ¥ OT 3TOTO OH
He NPOHMKAeTCs ITy6OKO M MHOIOIO HEe 3aMeYaeT. DTO OObACHIeTCS
MIPOCTHIM (PU3MYECKMM 3aKOHOM: Korja 6y[ellb MOAHMMAThC BBEpX,
TO FOPMU3OHT GymeT Goblile, HO YACTHOCTEl M JeTajeil BHM3Y Oyaellb
BUZETb MeHbIIIe.

OH NMOHMMAeT UCKYCCTBO, KAK HM CTPAHHO, Jake COBEPIIEHHO IIPOTH-
BOIIOJIOKHOE M B3aMMHO YHUYTOXAIOIEe €ro, paséupaercs B HEM,
HO TOJNBbKO [0 M3BECTHOJ YepThbl, KOTOPYI0 OH HMKOLIA IIepeiTu
He MoXeT.!

OueBuaHO, 4TO B3rsh KaHAMHCKOTO Ha MCKYCCTBO — WU3-
Jajeka CBEPXY — PEe3KO OTIMYAJICS OT TOTO MPUOIVKEHHOTO
K UX COOCTBEHHOI IMPAKTHUKE B3IVISIAa MPeaCcTaBUTENeN UCTOPU-
YyeCcKoro aBaHTrapfa, KOTOpbI/i He TO3BOJSUI UM MOOHUMATBCS
Hajg mpo6iieMaMM CBOEro COOCTBEHHOTO TBOpuecTBa. CHMMIITO-
MaTUYHO yAuBJIeHMe, ¢ KOoTopbiM CTemaHOBAa B MPUBEAEHHOI
BBIIIE IIMTAaTe KOHCTATHPOBala CIIOCOOHOCTh KaHIMHCKOIO IMo-
HSTb YyKOe, Jaxke eMy BpaXae6Hoe MCKYCCTBO — CIIOCOOHOCTb,
MOMCTMHE YHUKAJIbHYIO B mepBoe apamgnatuietne XX B. OT-
KPBITOCTh K UYKOMY MCKYCCTBY OOYC/JIOBMJIA M HEOOBIKHOBEH-
HYI0O OYXOBHYIO CBEXECTb, C KOTOpOV KaHOMHCKMIT BOCIIPUHU-
Maja BCe HOBOe, UTO MPOMCXOOWIO B UCKycCcTBe. VIMEHHO 3TO
CBOCTBO CBOEro yYMTessl MOJUepPKUBaa Ha OTKPBITUM BBICTAB-
KU, TIOCBSILIIEHHOI ero nmamsTu, Makc bumi, BcmoMuHas ero ye-
pe3 Tpu Mecsla Iocjie KOHYMHBI, B peun B baszenbckoit Xymo-
skecTBeHHOI ranepee («Kunsthalle Basel») 18 mapra 1945 T.
Bcem cBOMM cyiiecTBOM, mucai busi, OH u3aydan COBepIIeHHO
YOVBUTEIbHYI0 MOJIOAOCTh, B CBOM INECTbAECAT JIeT BBIMISIEN

! Cmenanosa B. @. Vkas. cou. C. 115
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Ha IATHhIECST U He ITOCTapes B CeMbecsT.!

Ecnu yumthiBaTh JaHHyI0 CTemnaHOBOJ XapaKTepUCTUKY
KanauHCcKoro-TeopeTuka, CTaHOBUTCS ITOHSITHO, ITOYeMy pac-
CMOTpeHMe ero XyAOoXeCTBeHHON TeOpUM U ero MpemnofaBaHus
MCKTIOUMTEIBHO B paMKax PasBUTUS aOCTPAKTHOM SKUBOMIMUCHU
SIBJISIETCST Take He y3KUM, a IIPOCTO HeNpaBUIbHBIM. DTO OCO-
GEeHHO OYEeBUIHO CErofiHsl, KOrja OOHApYKMBAIOTCS XYmOXKe-
CTBEHHbIE CBSI3M M B3aMMOJENCTBMSI, KOTOpbIE paHee OCTaBa-
JIACh 3a IIpedejlaMy BHUMAHUSI KPUTUKOB UM MCTOPUKOB —
aJleriTOB TOCTYMAaTeIbHOTO, OJHOMMHETHOTO Pa3BUTUSI MUCKYC-
cTtBa. TakoB, K IIpUMepY, CTaBIIMIiI CErOfgHSI SIBHBIM MHTepec
K Teopuy KaHIMHCKOTO JamancToB U GIM3KOTro K HUMM Mapcens
JoniaHa.

Jlerom 1912 1. B MioHxeHe OH mpuob6pen sx3emysip «O my-
XOBHOM B MCKYCCTBe» ¥ KHUTY KaHIMHCKOTO U C GOJIBIINM BHU-
MaHMeM TIPOYMUTaAN OTHeIbHble ee YacCTy, 3alUChIBAsT MEXKITY
CTPOK M Ha TOJSIX QpaHIly3CKMI1 TIepeBO[, e[1Ba JIM He KaXXIOoro
TPEThEro HeMeLKOoro c¢i1oBa.? OueBUIHO, 3HAKOMCTBO C MbIC/IS -
vy KaHIMHCKOTO, B YaCTHOCTH, C €0 MUjeeil «TyXOBHOIO BuUje-
HUM» Kpacky, 66110 A1 JiolaHa OOHMM U3 Haubojiee CUIbHbIX
MIOHXeHCKUX BIIeUaTIeHMIi, OKa3aBIIMX HEeCOMHEHHOe BO3Jeli-
cTBME Ha (HopMMpOBaHME Y HETO TOHSATUS MEHTAJIbHOTO IIpO-
CTPAHCTBA M HEMOCPEeICTBEHHO CIIOCO6CTBOBABIIMX Havaly pas-

! MammHommmch peun Makca Bumna xpanutcs B ®@onme KaHIMHCKOro
B Ilapmke. Cp. cxopHble BreuaTienus: Knumenra Penbko OT BcTpeun
¢ Kanguuckum B Tlapmke 5 aBrycra 1935 r.: «JIpykeckoe CBUOaHMeE
¢ B. B. Kauguuckum. IInnu y Hero 4aii u monro pasrosapusanu o Poc-
cuy, l'epmanuy, o ITapmwke u Amepuke. KaHIMHCKUIA CyX, HO XKUBOIA,
akTMBHBIN. [lopasuTenpHasi KMBYUYECTb, OPraHM30BaHHOCTD, PabOTO-
crtoco6HoCTh» (Pedsko, K. H. Yka3. cou. C. 113).

2 Cm. Molderings, H. Duchamp in Miinchen 1912 // Marcel Duchamp
in Miinchen 1912 / Katalog hrsg. von H. Freidel. Miinchen, 2012. S. 35,
Anm. 56).
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pPabOTKM KOHLIENIMK «BojIbIIoro crekia». B mapimkckoM GoHme
KaumgmHcKoro coxpaHmiach pernponykiius «HoBo6paunoii» [Iio-
11aHa, UCHoJib30BaHHasA MacTepoM B 1932 r. ojs wuiocTpauun
nepeq yuacTHMKaMM ero ceMuHapa B bayxay3e OCHOBHBIX ITpO-
671eM COBpeMEeHHOro uckyccTBal. OHa CBUIETEIbCTBYET O IIPO-
IOJKeHUU ayasnora ¢ JoiaHoM, ¢ KOTOPbIM IOC/Ie UX BCTpeun
B Jleccay B 1929 r. y Hero yCTaHOBWJINCDH BeCbMa JIPy>KeCcKue OT-
HOLIeHMSI.?

A mpoBosmiameHue KaHIMHCKMM CBOOGOABI XYTOKHMKA
B BbIOOpE HYKHOI eMy (pOopMbI GbUIO YC/IBIINIAHO JamauMCTaAMU.
Tak, HeMelkuit Mo3T U Apamatypr I'yro bamap ycmaTpuBan
B 3TOM IIepeHOC B 06/1aCTh MCKYCCTBA MAEM CBOOOIbI, HA PyC-
CKUii MaHep aHapXMYeCKy OKpalleHHOJ; 3Ta opueHTalus 6e3-
YCJIOBHO MMIIOHMpOBa/IA KaK camoMy Basiio — peBHOCTHOMY
unratento Ilerpa KponmotrkmHa m Mwuxamna bBakyHuHa, Tak
¥ BceM OOBeAMHMBIIMMCS B ABICKEHMM HafausMa XYIOKHU-
Kam.>

B «O gyxoBHOM B MCKyccTBe» KaHIMHCKMIT TOBOPUI O «Oec-
MpefebHOM ITPOCTOpe, IyouHe, 60raTCTBe, MIMPU BO3MOKHO-
CTell», OTKPBIBAIOUIUXCS Tiepel, COBPEMEHHBIM XY 0KHUKOM,
KOTOPBI/A MOKET CBOOOMHO 4YepmaTh CBOM (OPMBbI B 0OIACTSIX
«UUCTOM abCTPaKIUM» U «UUCTOM PEATUCTUKN», @ TAKKe B IIPO-
CTPAHCTBe MeXAYy HUMU. «HbIHUEe JeHb TaKoi CBOOOIbI», — MU-
cal OH TaM, a B craTbe «K Bompocy o ¢gopme» M3 ajibMaHaxa
«CUHUIT BCAAHUK», KOTOPYIO OH CUUTAJ MPOAODKEHEM CBOEro
TpaKTaTa, MPOBO3IIalllajl PAaBHOBEIMKOCTb abCTpakKLUM U pea-
JUCTUKM.? DTa MO3ULMSI, OT KOTOPOi XYIOKHMUK HE OTKAa3ajcs

! Kandinsky W. Op. cit. B. 1. S. 412; B. II. S. 52, Abb. 35.

2 Cm. Kandinsky N. Op. cit. S. 154-155.

5Cm. nekuuio I'yro Bamis o KaHauMHCKOM Ha 3aKpbITUM II€PBOIL BbI-
craBku B «['anepee Jlaga» 7 anpenst 1917 roga (Ball, H. Kandinsky // Ball
H. Der Kiinstler und die Zeitkrankheit. Frankfurt a.M., 1984. S. 45).

4 Kanounckuti, B. B. O 0yXoBHOM B MCKyccTBe // Kandunckuii, B. B. Ykas.
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M B JajbHejillleM, BecbMa YAMBUTENbHA IJISI 3MOXU, KOTOPYIO
OYKBaJIbHO pasgyupany 60pb0a M B3aMHOE HEeIpUsITHE pPasind-
HBIX XyIOKeCTBEHHBIX IIKOJI M HalpaBaeHUA.

B 1927 r. B nucbMe Buny I'pomaHy, MOIOAOMY MCTOPUKY
MCKYCCTBa, aBTOPY IepBOii MoHorpaduyu o HeMm, KaHIMHCKMI
pe3IOMMPOBal  CJIEAYIONMM 06pa3soM CBOIO TOYKY 3peHMS
Ha 3ajauyy XyOOKHMKA: ClelyeT He MCKIIYaThb U3 MCKYCCTBA
onHu ¢GOpMBbI paay 3aMelieHus] UX IPYTUMU, HO CTPEMUTHCS
K UX CUHTEe3Y («HMKAKOIO MU — UIU", HO ,u"»).” IlaTHaaua-
ThIO TOIAMM paHee STOT K& TMPUHLMI ObUT MOJIOKEH B OCHOBA-
HMEe peNaKTOpCKOoi AesTenbHOCTM KaHAMHCKOrO B ajibMaHaxe
«CUHMIT BCaJHUK», TIEPBbIii — U €OUHCTBEHHBbIII — HOMEp KO-
TOPOTO, BbIlIemiuii B Mae 1912 r., 06beIMHMUI HA CBOUX CTpPa-
HUIAX PerpOAYyKIIUM MPOU3BeNeH XyN0KHUKOB Pa3HbIX 310X
U U CTpaH, XyJ0XKeCTBEHHBIX TPAAUIINI U TeUeHUt; Cpeay ITUX
TpousBeeHnii 6bUIM abCTpaKTHbIe KapTMHBI KaHIMHCKOTO,
PUCYHKMU JleTel U JTyOOUHbIe KapTUHKU.

BepHemcst Teriepb CHOBA K MpUUMHAM HENPUSTUS TTOIUTU-
3MPOBAaHHBIMM CTyIeHTaMy Bayxyaysa dopkypca KaHguHCKoro.
[IpaBOMeEpPHO JiM YTBEPKIATh, KaK 3TO YacCTO JleJIaeTcsl, YTO peub
IIJIa O HEKeJJAaHUM C UX CTOPOHBI MPUMKHYTb K aOCTPaKTHOMY
MICKYCCTBY, KOTOpOe OOBSIB/SZIOCh MACTEPOM KOHEUHOI TOUKOI
XyL0XXeCcTBeHHOro nporpecca? O Tom, uTo caM KaHIAMHCKNUI Tak
He CUMTaa ¥ 3TOMY He YUWJI, UTO OH YUUJ LieIbHOMY TpeLCTaB-
JIEHNI0 00 MCKYCCTBE B COBOKYITHOCTM PAa3/IMYHBIX ero opm,
cpedy KOTOPBIX abCTpaKTHbie (OPMBI UTpalyu CBOIO, BOBCE
He MOHOTIONU3UPYIOUIYI0 POJib, CBUIAETEIbCTBYIOT MaTepuasbl
OCHOBHOTO Kypca 06ydueHMsI, KOTOpbIe CTa/Ii M3BECThI Gyarogapst

cou. C. 146; Kanduwckuii, B. B. K Bompocy o dopme // KaHouHckuil,
B. B. Vkas. cou. C. 220.

STIncbmo Kaupmuckoro I'pomany ot 16 mions 1927 r. (Kandinsky, W.
Briefe an Will Grohmann / hrsg. von Barbara Worwag, unter Mitarbeit
von A. Hoberg. Miinchen, 2015. S. 133).
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nociemHest myomukanuy 2015 roma. Oco6oe 3HaUeHME B JTaHHOM
cTyyae B Heil MMeeT BTOPOIt TOM, Ilie BOCIIPOM3BedeHbl M306pa-
3UTe/IbHbIe MaTepuasibl, UCIIOJb30BaBIIMECS MAacTepOM B Xome
ero ypokoB. J1o 180 n3o0paskeHMit (IpeUMyIeCTBEHHO BbIpe-
3aHHBIX U3 KYPHAJIOB U Ta3eT) U3 06/IacTU UCTOPUM MCKYCCTBA,
TeXHUKU, aPXUTEKTYPbI, SKM3HU PACTEHUII U XMBOTHBIX, a TaKXkKe
ObITa, CIIOPTA, KM3HM TaK HA3bIBAEMbIX «IIPUMUTUBHBIX» HAPO-
IIOB. DTO CBOETO pOAa aT/iac, KOTOPBIVi He OMHOMY MCCIefoBaTe-
JII0 HAaTTOMHMJI 3HAMEHUTHIN ATiiac «Mnemosyne» raMmOyprckoro
MCKycCcTBOBena A6u BapOypra, CO3IaHHbII MPaKTUUECKU B Te Ke
rofbl — B [1epBoiil nonosuHe 1920-x rogos.

B xope 3aHsaTNI1 KaHIMHCKNMI cyCcTeMaTUUeCKy COIIOCTaBIISII
MIpOU3BeIeHNsI UCKYCCTBA C (heHOMeHaMM, B3SIThIMM M3 00j1a-
cTeli TeXHUKU U pupoabl. Tak, 7 meka6bps 1928 roga B 3ammciu,
CIeJIaHHOM JIJIS 3aHSATUS TI0 KOHCTPYKI[MM CO CTyOeHTaMM 4eT-
BEpPTOTrO CeMecTpa, OH IpeJJaraj B KaueCTBe OTHeNbHOM TeMbl
«COoOTHOIIEHNSI MEKAY 06JIacTSIMM, KOTOPbIE KasKyTCs JIeXKally-
MM JaJIeKO APYT OT Apyra».! CTpeMsch 3aMHTEPeCcOBaTh TAKUMU
MOVCKaMU CBOMX CTY[€HTOB, OH JaBaJl UM 3aJaHUs COMOCTaB-
JISITh TIpeIMEThI U SIBJIeHMUSI BHEIIHe Jajiekue, C TeM YTOObI Ha-
y4aTbCs CTPOUTH apryMeHTalluio, JaBas OTChUIKM K KaK MOXHO
6oJee MMUPOKUM KOHTEKCTaM. Peup I1j1a 0 TOM, YTOOBI COTIOCTA-
BUTb, K IPMMepY, TOTUUECKYIO 1[ePKOBb ¥ COBPEMeHHbIV 3aBO/I,
WIN CTAaHOAPTHBIA CTYl1 U CTYJA, U3TOTOBJIEHHBIN IO AMU3aHY
Mapcens bpeiiepa. OTMeuast B KOHCTPYKLUM CTyaa bBpeliepa
CIBUT TSDKeCTU BBepX, KaHAMHCKMIT OTMeUasl Ty ke TeHAeHIMIO
B apxuTekType Jle Kop6ro3be 1 HAXOIWT aHAJOTUYHbIE TTPUMEPDI
B JKMBOITACH, TaHIIE U cLieHorpadumm cBoero Bpemenn.? JIpyroii
MpMMepP — CPaBHUTEIbHBIN aHa/IN3 FOTUUYECKOro cobopa U co-
BPEMEHHOI'O 3aBOJA — JO/DKEH ObLI MPUBECTU OOYUAIOIIMXCS
K pacCy>kKIeHMI0 O COOTHOIIEHUSIX BEPTUKAIbHBIX U TOPU30H-

! Kandinsky, W. Op. cit. B. L. S. 304.
2 Ibid.
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TaJbHbIX JIMHUII HAINpPSDKEHUST B COBPEMEHHOI apXUTEKType
" B apXUTEKTYpe MPOIUIOTO; B XOZEe PACCYKIEeHNS OH TTpe/iyiara
IIPUMepbl apXUTEKTYPHBbIX KOHCTPYKUuii 13 CIIA uam u3z Ku-
Tas.!

YeMm pasbliie OTCTOSUIM APYT OT Ipyra MpeaMeThl UX aHa/IN-
30B, TeM OOJIbIIIE PACIIUPSIIICS TOPU3OHT HAOIIOMEHUSI CTYIEeH-
TOB, PYKOBOAMMBIX IIpodeccopom. CpaBHMBaAs MeXmy coboii
TpeaMeThl U SBJIEHUS, OTHOCSIIMeCS K chepaM IIPUPOIbI, UC-
KyCCTBAa U TEXHUKY (HaIIpuMep, MHTepbep KOMHAThI U KapTUHY),
CTYIEHTbI JOJIKHBI ObUIVM 3a1aBaTh cebe BOIPOC, KaK B 3TUX pas-
JIMYHBIX 00/1aCTAX pa3penaroTcs: oblMe MpobaeMbl, TaKue, Kak
Mpo6JieMa OTHOIIeHUSI (POPMBI U COIEpPsKaHMS, LIeJIU U CPEACTBa,
T .

Mocemasiiye 3aHITUS KaHAMHCKOTO CTYIEHThI pasHbIX da-
KyJIbTETOB (KepaMuKa, MeTasll, JePEBO, PeKJIaMa, TeaTp) JAOJIK-
HbI OBLTM PACCKa3biBaTh O CBOEM MPOGECCHOHATHHOM OIIBITE,
CpPaBHMBATb MPUHUIBI PabOThl B Pa3HbIX MAaCTEPCKUX, 0OCYXK-
JIaTh CBOM METOABI, UIIIA MEXKIY COO0 TOUKM COTTPUKOCHOBEHUS
M pasmmumsl. Bce momBeprasoch CpaBHEHUIO U OOCYKIEHUIO,
B TOM YMCJIe SKOHOMUYECKME ¥ MaTepuaibHble YCIOBUSI pabo-
Thl. KaHOMHCKMIT HAMpaBIIsUT AUCKYCCUM, 3a1aBast BOIIPOCHI 06-
IIero xapakrepa, MPU3bIBasg K COBMECTHOMY Pa3MBbIIUIEHUIO.
Hampumep, OH crpalliMBajl, Kakas CuIa BJeYeT B HACTOSIIIMIA
MOMEHT XYIOKHMKOB ¥ MH)XE€HepOB pa3HbIX obsacTeii K Mpo-
CTBIM U YUCTBIM (hOpMaM, KaKOBbBI IIPUUMHBI X OTKa3a OT AEeKO-
pa u opHameHTa?. VicXoms U3 MpeacTaBieHus: 06 opraHndeckoin
1IeJIbHOCTY Mupa, KaHauMHCKuMit O YBEpEH, UTO BCe B HEM B3a-
MMOCBSI3aHO M HM OJUH BOIPOC B MCKYCCTBE HE MOXET ObITh
paspelieH BHe 0011ero Kountekcra. OH CUMTaI, UTO OOIIME TeH-
OEHIIVM 3TI0XM HeoOXOOMMBIM 06pa3oM TOJIKHBI ITPOSIBISITHCS
B pasHbIX chepax U UYTO B pa3BUTUM PATUYHBIX VICKYCCTB JOJI-

!Ibid. S. 362.
21bid. S. 314.
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SKeH OBITh MapayiennsmM. Tak, paccyskaast O CTaBIIEM B Ty SMOXY
aKTyaJIbHBIM BOIIPOCE O CKOpeifllleM MCUe3HOBEHUM KUBOIUCH,
OH CUMTa/I, YTO TaKas ITIOCTAHOBKa BOIIpPOCa HE MOXET MMEThb
CMBIC/Ia, IOKA IIPOLO/IKAIOT CYIeCTBOBATh My3bIKa 1 TaHell. !
CerogHsi, KOTfa TeHIEHLMS K IIo6ann3alys Bce 60blie Co-
YyeTaeTcs C pacTyineit dparmMeHTapusanyeil 1 crenuduranmei
3HaHMs, 06yueHne KaHIMHCKOTO, HAallpaBieHHOe Ha BOCCTaHOB-
JIeH/e BHYTPEHHMX CBSI3€ii MeXAy BHEILIHEe pasJIMUHbIMU 3Jie-
MEHTaMM U SIBJIEHUSIMM, HAM IIPeICTaB/IsSIeTCs] Ype3BhIUaiiHO aK-
TyaJIbHbIM. UTO MOKET OBbITb, NEIiCTBUTEIbHO, 60jIee aKTYIbHbIM,
yeM IpeJIOKeHHbII UM Ha OMHOM M3 3aHSITUII pUMep CoBpe-
MEHHOJ «IT0BEPXHOCTHOCTU»: «COBpeMeHHbIe BbICTaBKM, TaKMe
Kak ,MCcKyccTBO 1 TexHMKa ", ,,)KMBOIUCH ¥ My3bIKa“, ,,ICKYCCTBO
U CIIOPT" — TeMBbI 3aMeyvaTe/IbHbIe, PelIeHNs Ke TYIIbIe 10 IIPK-
YMHEe TPUBbIUYKY BUAETH JIUIIb BHEIITHME OTHOIIEHNS. BHyTpeH-
HIM€ 3Ke OTHOILEeHMSI — 3TO Me[JIEHHO obpasymolieecs Oyayiiee».?

CcoLnku

Ball, H. (1984). Kandinsky // Ball H. Der Kiinstler und die
Zeitkrankheit. Frankfurt a.M.

Bill, M. (1951). Kandinsky, I’éducateur // Bill M. Kandinsky. Paris.
Jakobson, R. & Pomorska, K. Dialogues. Paris, 1980.

Kandinsky, W. (1973). Essays iiber Kunst und Kiinstler. Bern.

Kandinsky, W. (1975). Cours du Bauhaus. Paris.

Kandinsky, W. (2015). Briefe an Will Grohmann / hrsg. von Barbara
Worwag, unter Mitarbeit von A. Hoberg. Miinchen.

Kandinsky, N. Kandinsky und ich. Miinchen, 1987.

Molderings, H. (2012). Duchamp in Miinchen 1912 // Marcel Duchamp
in Miinchen 1912 / Katalog hrsg. von H. Freidel. Miinchen.

Poling, C. V. (1982). Kandinsky-Unterricht am Bauhaus. Farbenseminar
und analytisches Zeichnen dargestellt am Beispiel der Sammlung des
Bauhaus-Archivs Berlin.

Kanoumckuti, B. B. (2001). V36paHHble TPYAbl [0 TEOPUU UCKYCCTBA.
M..T. I

!Ibid. S. 314.
2 1bid. S. 350.

122



Ilynun, H. H. O xaurax // UckycctBo KoMMyHBI. IIr., 1919. N2 9. C. 3.
Cmenanosa, B. @. (1994). YenoBek He MOXeT XUTb 6e3 uyna. [Tucbma,
TTO3TUYECKVe OTBITHI, 3aIMCKU XYIOKHULIBI. M.

Pedvko, K. H. THeBHUKN. BocrmtomuHaumst. Ctatbu. M., 1974.
Xan-Mazomedos, C. O. (1995). Bxyremac. T. 1. M.

Sxo6coHn, P. O. (1987). Pa6oTslI 110 MO3THKE M.

NADEZHDA PODZEMSKAYA

WASSILY KANDINSKY’S SCIENCE OF ART
THROUGH THE PRYSM OF HIS TEACHING
AT BAUHAUS

Abstract

This article is devoted to the great Russian painter Wassily
Kandinsky’s teaching at newly established (1919) institution Bauhaus
to which he was invited by its founders after he had left Soviet Russia
(1922). Kandinsky had serious previous academic experience: he had
graduated from Moscow University where he studied economical
statistics and made so deep success in his studies that after graduation
he was recommended to teach in one of largest universities of Russia.
He prefered the career of an artist but he never gave up his interest
to theoretical knowledge and science. After his first period in Germany
and after 1917 Revolution he took part in establishment of Academy
of Artistic Sciences, he elaborated programs conjoining artistic and
scientific forms of knowledge but he didn’t manage to turn his plans
into reality. As other outstanding persons, for instance, as Roman
Jackobson, also mentioned in this article, he was made to leave Soviet
Russia and to continue his studies abroad. He moved to Germany that
he knew after the first period and used the lucky chance of Walter
Gropius’ invitation to join Bauhaus. Here he tried to use to teaching
his academic, theoretical and methodological experience. Some
essential details of this work the author exposes here basing on very
interesting and important sources.

Key words
Kandinsky, Bauhaus, science of art, artistic education, teaching.
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BUOJIA XWIbJEBPAH/I-IIIAT!

3A TTPEJIEJIAMMU IIBETA 1 ®OPMbI

KHUTA BACWJIVSI KAHIIMHCKOT'O «O IYXOBHOM B HC-
KYCCTBE U EE BJIMSIHUE HA TEOPETUYECKUN TPY]]
BIJITII BAYMAVICTEPA «<HE3HAKOMOE B UICKYCCTBE»

(ITepesood ¢ Hemeykozo Eszenus Kondpamvesa®)

A6cmpakm
Ecnu KaHOMHCKMIL [eflaeT akUeHT Ha BHYTPEeHHel 9KCIIpeccuy LiBeTa

u ¢dopmel, To BaymaiicTep mokaspiBaeT, UTO CYTb MCKYCCTBA TauTCS
B CaMOM TBOpYeCKOM Iipoliecce. Baymaiictep onupaertcst Ha uaeu Kan-
JIMHCKOTO, HO OJHOBPEMEHHO YTBEpXXAaeT, YTO Ipe3eHTalusl Ipef-
MeTHBIX (OpM He 006s3aTeNbHO MPEeIsITCTBYET IMOIJIMHHOM XyIosKe-
cTBeHHOM 3Kkcrpeccuut. Ecny KaHOMHCKMIT TOBODUT O «BHYTPEHHEJ
Heo6XoAMMOCTI», TO baymaiicTep pasBMBaeT MbICIb O 3HAUYMMOCTU
TBOPYECKOro Ipoiecca. HecMOTpss Ha pasnunumsi B TePMMUHOIOTUM,
TEeOPeTUKM MPUIMCHIBAIOT MPOLIECCY TBOPYECTBA CXOLHOE 3HAaueHue.
Corncano ®uasepy, B HeM 3aK/II049aeTcs TI03HaBaTelbHasK CUIa UCKYC-
cTBa, TO, uTO KaHAMHCKMII Ha3blBaeT «TyXOBHBIM», a baymaiictep
«HE3HaKOMBIM».

! Buona Xunvdebpand-Illam — MOKTOP MCKYCCTBOBeIEeHMsI, IIpodeccop,
VHuBepcutet um. 1. B. I'éte

(®pankdypr-Ha-Maiine, lepmanmst)

E-mail: Viola@HdSchat.de

2 Eezenuii Kondpamees — pmoueHT Kadempsl 3CTETHKM (HUI0COPCKOro
dakynprera MI'Y umenu M.B.JIoMOHOCOBa, 1.0. 3aBeayomiero kaden-
pOii, 3aMecTuTeNb ITTaBHOTO pegakTopa Aesthetica Universalis.
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Knwuesste cnoea

XymoskeCcTBeHHasl JKcrpeccusi, HeUrypaTMBHOe WCKYCCTBO, I[BET,
dbopma, abcTpakiys, MPOLECC TBOPYECTBA, PEIPOLYKIIMS, He3HAKO-
Mmoe, nyxoBHoe, B. Kannmuckuii, B. Baymaricrep, K. O. Tén, K. ®dugnep.

«XyooKeCTBeHHOe 3HaueHMe BO3HMKaeT HempegHaMepeH-
HO, TBOPUECTBO He MMeEEeT IIeIu, XyIOKHUK 6eccO3HATeTbHO CO-
37JaeT He3HaKOMble IIleHHOCTM» (Baumeister, 1947, S. 114).
B sTMx, 3anucaHHbiX B Havase 40-X rooB, CI0BaxX Mpenyrajbl-
BAIOTCSI MUJIeM YMCTOTO KMBOMMCHOTO XKecTa, MPUCYIIEro UCKYC-
cTBY MHpopManusma. B camom pmene, nuTaTa B3SITA U3 KHUTU
«He3HakoMoOe B MCKyCCTBE», HalMCaHHOM B 1947 rogmy, cpasy
rocie BoiHbL. B Heit Buu Baymaiictep 060061aeT cBOM MbIC-
JI O CYIIHOCTM MCKYCCTBA, MPOAyMaHHble B TO BpeMs, KOraa
OH OBLI OTCTpaHEH HaIMUCTaMMU OT IperomaBaHusi Bo dpaHK-
(ypTCKOM XYmOXKeCTBEHHOM YUMJIMINE, €My ObLIO 3ampenieHo
y4acTBOBaThb B BBICTABKAaX, 3aHMMATBCSI JKUBOIMUCHIO U TIPUXO-
IUJI0Ch HaXOOUTbCSA B ropoge Ypax B IlIBabckux Anbmax. s
TTIOKOJIEHUST HEMEIIKUX XYIOKHMKOB, KOTOPbIe XOTeIN BO306HO-
BUTh WIM HauaTb CBOI0 XYA0KEeCTBEHHYIO IesTeIbHOCTb MOC/Ie
1945 roga, Tpyn baymaricTepa cTana 3HAKOBbIM. B HEM Iomyum-
JIM OTpaskeHMe He TOJbKO aKTya/ibHble AJisi CBOEr0o BpeMeHU
CIIOpbI 0 GecrpegMeTHOM MCKYCCTBE, HO U OBLIM IPEABOCXU-
IeHbl OCHOBHbIE TEHJEHIIMM Pa3BUTUSI HEMEIIKOTO MCKYCCTBa
repBoit 1mosioBuHbI 50-X romoB. B cBoeii pabore Baymaiictep
obpamniaeTcst K uAesiM TeOpeTUUeCKUX TPAKTATOB ITE€PBIX IeCs-
TiietTuii XX CcToyeTusi, B KOTOPBIX 3aTparuBajach Mpobdiiema
ocBoOOXKIeHus: popMbl U 1IBeTa B MCKyccTBe. Hambosee mpu-
MevaTeJbHOV U3 HUX sBjsieTcsl KHura Bacuams KaHOMHCKOTO
«O pyxoBHOM B uckyccrBe» (Kandinsky, 1912).

KauguHckuii popmynupyeT uageu, CTaBlIMe TeOPeTUIECKON
OCHOBOJI COBpeMeHHOTO0 UcKyccTBa. OIHO 13 ero OCHOBHBIX Tpe-
60BaHMIi K MCKYCCTBY, B OCOGEHHOCTH, K JXKMBOIIMCU, — OTKas3
OT BCEro BHENIHEro, ITPeIMEeTHO O6YC/IOBJIEHHOro. VcTuMHHAsS
CYIITHOCTb MCKYCCTBA [OJ/DKHA OBbITh pacKpbiTa udepe3 dhopmy
U 1IBET, TIOCKOJIbKY Jlaske He pedepupys K MpeIMeTHOMY CO/iep-
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SKaHMI0, OHM O00JafaloT YAVBUTENbHOI BBIPA3UTEIbHOCTHIO.
C BBeIEHHBIM UM IIOHSITHMEM <«BHYTPEHHEll HeOoOXOmMMOCTU»
KaHOguMHCKMIT CBSI3BIBAET TBOPUYECKYIO CYJIy HOBAaTOPCKOTO MC-
KyccTBa. Takoe MCKYyCCTBO He cCielyeT CMEIIMBAThb C «MUCKYC-
CTBOM JIJISI MICKYCCTBa», KOTOPOE MOKET ObITh Peaan30BaHO JII0-
O6bIM MaCTEPOBUTHIM XygoskHMKOM. CorracHo KanpuHCcROMY,
pedepeHIs K IPeIMETHOCTU UM abCTPaKIMs SIBJISIIOTCS TIONISIP-
HBIMM SKCTpeMyMaMy (GopMooOpa3soBaHUSI B MCKYCCTBE, BCe
BO3MOXXHOCTY XYIOKECTBEHHOTO BBIPasKEHMsI 3aK/ITI0OUEHbI MEXK-
oy HuMU. TeM He MeHee, XyIOKHMK He MOXKET ITOJTHOCTBIO ysIC-
HUTh CYIIHOCTh GOPMBI, TAK KaK MPUPOIa UCKYCCTBA He SIBISET-
Ccs1 HM BepOaJibHO, HM IPEIMETHO ITOCTMKMMONM. ITa, Kasa-
J0ch ObI, 6e3HAMEKHAS CUTYaIMsI HATIOMWHAET POMaHTUIECKUIA
TOIIOC HEBBIPa3UMOCTH, KOTOPOMY XYLOKHUKM KoHLa XVIII —
Havaja XIX BeKOB HaXOOM/IM COOTBETCTBME B MIeanu3alyu
u ctunusaiun. OmHako KaHIMHCKMIT peliaeT mpo6iemMy Bbipa-
3UTEJIbHOCTY  TOCPEACTBOM  «KMBOITMCHOM  KOMIIOSUIIMN»
(Kandinsky, 1912, S. 57). KauguMHCKMiT OTBEpPTaeT He TOJNbKO JTI0-
OyI0 MPeaMeTHOCTb, HO ¥ MHAVBUIYAIbHbIE (DOPMBI, OTETbHbIE
(opMbI paccMaTpPMBAIOTCS MM, B IIEPBYIO OUepellb, KaK 3JIeMeH-
ThI 1IEJTIOCTHOT'O KOHTEKCTa. BhIpasuTebHOCTb MHAUBUIYATbHOM
(hopMbI TepsieT 3HaUEeHMe, a IKCIIPECCUs] KapTUHBI Ipemorpene-
JsieTcs aGCTpaKTHBIM M HeUIypaTMBHBIM 3HaueHueMm. Takum
06pa3oM, BO3HMKAET MPEANOChIIKA AJISI TTOSIBJIEHNUSI «BHYTPEH-
HEro 3ByKa» IPOM3BeIEeHMsI, BbI3bIBAIOIIETO MYIIEeBHYIO BuOpa-
IIMI0 ¥ 06eCITeYnBAIOIIEro MCUXOIOTMYECKOE BO3IEIICTBIE KOM-
nmosuun: ««Yem cBoGomHee abCTPAKTHbIN 37€MEHT (GOpMBbI,
TeM umine... ero 3pydanue» (Kandinsky, 1912, S. 59). 1 3gech
KaHOMHCKMIT MCXOOAUT M3 CYIIHOCTHOTO MPUHIMIIA «BHYTPEH-
Helt He0OXOAMMOCTH», ICK/TIOUAIOIIEro BCe BTOPOCTEIIeHHOe.
Ecnmu KaHOMHCKMIL TeflaeT akIeHT Ha BHYTPeHHel  SKCcIpec-
cuy Beta u GopMbl, To BaymalicTep moKasbIBaeT, YTO CyTh UC-
KyCCTBa TauTCS B CaMOM TBOpYECKOM mpoliecce. lIBet, dhopma
¥ TpeIMeT He MMeIOT 3HaueHus. bBaymaiictep omnmpaetcs
Ha uaeu KaHOMHCKOrO, HO OTHOBPEMEHHO YTBEPXKIAEeT, UTO
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Tpe3eHTaIus IIpeIMeTHbIX (OpPM He 06s13aTeIbHO MPEISITCTBY-
eT MOJJINHHOM Xy[J0KeCTBeHHO! SKcIpeccun. Pemaomyum 3Ha-
yeHueM o6amaeT, CKopee, OCHOBHAs TBOpYECKas VHTEHIIVS.
ITo BaymaiicTepy, CTpEMJIEHUIO K IIPEIMETHOCTY TTPOTUBOCTOUT
dhopMoobpasyioiiuit BHyTpeHHMIT UMITY/IbC. EC/v TIepBoe sSBiIsi-
eTcs MoApasKaHueM B CMbIC/IE MMUTALMM, TO BTOpPOe BO3HMKA-
eT B BooOpakeHMM. VicKyccTBO TBOPUT (POPMBI MOJOOHO MpPU-
poge. Ilenb XymokeCTBEHHOTO TBOPYECTBA TECHO CBS3aHA C €ro
cpenctBamy. IIpemHaMepeHHOe CTpeMJIeHMe K IPeIMeTHOCTU
BBIXOJIAIIMBAET BHYTPEHHME BO3MOKHOCTU XYIOKECTBEHHOTO
CpencTBa, paspyliaeT ero meaocTHOocTb. OmHAaKo, KOrha Xymo-
SKeCTBEHHbIE CPeICTBA VICIIOIb3YIOTCS B COOTBETCTBUM C IPUCY-
VMM MM CBOJCTBaMM, HECMOTPS Ha UX MPPAlVOHATIbHOCTD,
OHM OKAa3bIBAIOTCS CIIOCOOHBIMM BBIpAXKaTh JeMaTepuan30-
BaHHBI MUP U, CJIeTOBATEIbHO, CAMUX CeOSI.

baymaiicTep HeOOHOKpPAaTHO WIIIOCTPUPYET CBOU UAEU XY-
IOKEeCTBEHHBIMU TIPMMeEPaMM U3 PasIUUHbIX KyJbTYPHbIX U UC-
TOPUYECKUX TeprogoB. OH MOJUEPKMBAET, UTO pellalolee 3Ha-
YyeH)e MMeeT He KOHEUHbI pe3y/ibTat, a MCKIIUUTENTbHO TBOP-
yeckast Bojist. Kak TakoBoii, (purypaTuBHBIN 06pa3 HeNb3s CUM-
TaTh PEATVICTUYECKUMM MM HATyPaTUCTUUECKUM, €C/IM ero MC-
TOYHMKOM OBV MIeasbHble UM a6CTPaKTHbIE MIPeACTaBIeHMs.
W HAaobopoT, 6ecripeqMeTHbI 00pa3, CO3MAHHbBIN B MMUTALIIOH-
HOJT MaHepe, He SBJISIETCST BEIPASKEHMEM TBOPUYECKOM BOJIM U MO-
KeT ObITh Ha3BaH HATypaauUCTMIecKuM. OurypatuBHOe M306pa-
SKeHMe, Tepef, KOTOPBIM CTaBSITCS GopMasibHbIe 3a7auy, MOKET
OBITb O0Jlee aOCTPAKTHBIM, HEXeIy OecrpeIMeTHbI 00pas, co-
30AHHBII TIOf, BAUSHMEM OOBEKTUMBHOTO IMOApaskaTeIbHOTO Ha-
mepenus. [To mHeHnuto baymaiictepa, pa6oTsl IInkacco «romay6o-
ro» U «pPO30BOTO» IEePUOAOB He SBJISIUCH KOJTOPUCTUUECKUMU
roApaskaHMSIMM, @ BO3HUKIM B BOOOpaskeHUM, HAIMPaBIEeHHOM
K MOMCKY abCcomoTHOM GopMbl. TakKMM 06pa3oM, UCTUHHOE JC-
KyCCTBO HeNpeaHaMepeHHO, TBOpYECKOe MIeiiCTBME HEeNpou3-
BOJIBHO, XYIOKHMUK 6€CCO3HATeIbHO CO3/laeT He3HaKOMble IIpe-
ke meHHocTu. HesHakoMoe B MCKyccTBe st Baymaiicrepa —
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He MpeAoIrpeneieHHas 1ie/ib, HO TO, UTO OTKPbIBAETCS U MPOSIB-
JIIeTcs B Ipoliecce camoro TeopyectBa (Baumeister, 1947, S.
114). «OTHOCUTENBHAS TIPeIMeTHOCTb M Ha3BaHMe ,BO3HMKA-
10T TOJBKO B IIPOILIECCE TBOPYECTBA M OOHAPYKMBAIOTCS YiKe
B 3aBepIIeHHOM M300paskennm» (Baumeister, 1947, S. 101). Ecin
KaHauMHCKMIT TOBOPUT O «BHYTPEHHE HEeO0OXOOMMOCTI», KOTO-
pas cama Io cebe JIeiicTBEHHA M CIIOCOOHA MPUBECTU XYHOXKe-
CTBEHHBbIE CpPeNCTBAa K COIMIaCOBAaHHOCTM, TO Bbaymarictep mop-
YyepKUBaeT M Pas3BMBAET MbICIb O 3HAYMMOCTU TBOPUECKOTO
npotrecca.

IMogo6HbIe Maen BbicKasbiBaa emle Konpan ®dumnep. dum-
Jlep IepeoCMBbICINI TBOPYECKMUIA XYyOOKEeCTBEHHBIN ITpoIecc,
OCHOBY KOTOPOTO OH BU[EJ B HEMOCPeINCTBEHHOM CO3epLaHun
peaJibHOCTM, a He B e€e WUIIO3MOHUCTCKOM BOCCO3aHUNA.
K aByM TpaKTOBKaM MCKyCCTBa KakK MOApaskaHus U TpaHchop-
Maiuu ®umyiep no6aBseT TPeThio. s HEro BhIpaXKeHUEM Xy-
JIOKeCTBEHHOM MCTUHBI SBJISIETCSI HE CaMO TOJIy4YMBIIee 3aBep-
[IeHMe TIpoM3BeleHMe MCKYCCTBa, a TBOPYECKUI IIpoLiecc.
M306pasuTenbHasl [eSITeTbHOCTb HAUMHAETCS C BOCIPUSTHS,
HeolpeeIeHHbIM, OOIIMM BITEUATIIEHUSIM ITOAOMPAIOTCST COOT-
BETCTBYIOIIME CPeJiCTBAa BbIpakeHMs. «B XymokecTBEHHOM ITpO-
Liecce IMpOCTOe CO3epLiaHMe U IpeACcTaBIeHue SBISIOTCS TOMbKO
Hayva/JoM, OTIIPaBHO} TOUYKOMH... B TO BpeMsl Kak Bce pa3BUTHE
U COBEpILIEHCTBOBAHME CBSI3aHbI C TBOPYECKON JesTelbHO-
ctoio» (Fiedler, 1977, S. 194). Takum o6pa3oMm, MpOU3BeIEeHUS
MCKYCCTBA HALENSIOTCS 3HAaY€HMEM, BOCXOASILIMM K POMaHTU-
YeCcKOMY TOIIOCY HeBbIpasumocTu KoHua XVIII crometmsa. s
dupyiepa UCKYCCTBO — BOIUIOIIEHNE GECKOHEUHOTO, a OTHENb-
Hble IPOU3BELEeHNS] — JIMIIb YaCTUUYHOE BbIpaXKeHMEe TOTO, YTO
HEBO3MOXXHO IOCTHYb BO BCeii ero nosHore. a1 0603HaueHMsI
HEBBIPa3suMOro KaHOMHCKMII 06pamiaeTcss K TEPMUHY «IyXOB-
HOe», a baymaiicrep — «He3HaKOMoOe».

Xora KaHpuHckuit u baymarictep IpMMEHSIOT pas3jiMyHbIe
TEePMMHBI, OKa3bIBAeTCSsl, UTO OHU CXOAHO MHTEPIPETUPYIOT
ugeu dunjepa, B gajbHelIIeM pa3BuBasl Ux. DTy AMHUIO bay-
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MajicTep oTpakaeT B CBOeii KHuUre. BripoueM, 3TO He OObSCHSIET
TOTO IIMPOKOTO MpU3HaHMUs, KOTOpoe Imy6nuKkaius baymaiicrepa
Toyymsia mocjae BTopoit MupoBOil BOVHBI. BoCcTpe6GOBaHHOCTD
upein baymaiictepa menaeTcss OYEBUAHONM MpPU COIMOCTABIEHUMU
KHUTY XYOOKHUKA U KXUBOIMUCK MHGOPMAIM3Ma C TBOPYECTBOM
MpeAIecTBeHHUKOB. baymaiicTep MUTIOCTpUPYET CBOM MBICIIN
o6pasiamMi 13 UCTOPUM VUCKYCCTBA, KOTOPBIE COMEPKATCS B IIPU-
JIOKeHUM K ero kuwure. Cpeay paboT XyOOKHUKOB, KOTOpPbBIE
HEeCKOJIBKO JIET CITYCTSI ObUIM BKJIIOUEHBI B HATIpaBJieHue uHdop-
Manmsma, Haxomutcs Temmepa Kapma Otro I'éna 1942 ropa.
HecmoTpst Ha TO, UTO M300paskeHHbIi 31eCh MOTUB «CTOJIKHYB-
IIMXCSI TITUI» BCE ele abCTpaKTeH, B MMMOJIETHOW IIBETOBOJ
raMMe OCHOBaHMS, M B MHOTOC/IOIHBIX (hOpMax, ImepeKpbIBaio-
MYX OPYT Opyra, MHGOPMAIbHBIN CTUIb PabOThI yKe CTAaHOBUT-
cs1 ouyTuMbIM. KoHIemnius 9Toit paboThl 6/113Ka K KOHIETIUU
TakKuX KapTuH, Kak «[ITuube rHE3mo», «[sgTen M CBOM» WIU
«HouHas mTuiia», cielaHHbIX IIPY ITOMOIIYM BETIOCUIIeTHOTO Ha-
coca, Korja IonyYyeHHble ITOCpefCTBOM BO3AYILIHONM CTPYM LiBe-
TOBBbIE€ TOPOXKKM OTpakaau HempegHaMepeHHOe NeViCTBUE, UIN
MIPOIIECC TTOMyYeHUs] U300paskeHMsl. 3Iech HaXOOUT CBOIO pea-
mu3anuio TpeboBaHyue baymaiictepa, UTO6bI MOTMB He TIpe[iie-
CTBOBAJI Xy/I0’KeCTBEHHOMY I elCTBUIO, a MMPOSIBJISITICS. BO BpeMms
TBOPYECKOTO IIpoliecca, U CJIeqoBaTeIbHO, ObLT HEOKMIAHHBIM.
M306paskeHns], TOTyYeHHbIE C TIOMOIIIbIO THEBMATUYECKOTO Ha-
coca, TeMOHCTPUPYIOT, YTO «He3HaKoMoe» baymaiicTepa He MoO-
SKeT ObITh IPUBSI3aHO HYU K COIEPSKaHNIO, HU K (hOpMe, HO BbISIB-
JIIeTCs B MpoIlecce CBOOOIHOTO CIIOHTAHHOTO TBOpUecTBa. Jleii-
CTBMe, pa3BopauMBalolieecsl B XOfe TBOPYECTBA, HAalIOMUHAET
«aBTOMATUYECKMUI >KeCT» CIOpPpPeaJCTOB, KOTOPbIi HaXOAUT
CBOe OTpakeHMe B HEOCO3HAHHOM >KMBOMMCHOM JKecTe MCKYC-
cTBa MHGOpMaIM3Ma.

B 3akiounTenbHO yacTu cBoeyt KHUru baymaiictep omnu-
CbIBaeT HeIMpeacKasyemMoe, HeMCCaeloBaHHOE ¥ YacTo 6ecco-
3HaTe/NbHOE BAMSHME TPUMUTUBHBIX U HE3HAKOMBIX KYJIbTYD
Ha Xy[O0XXeCTBEHHOe TBOpUecTBO. Y:ke KaHOMHCKMIT BbICKA3bI-
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BaJl MMOAOGHYI0 MBICTb B OTHOIIEHMM OTHOTO U3 CBOUX IPOMU3-
BeleHM#. DTOT 37eMEeHT «YMUCTO M BEUHO XYyHOsKeCTBEHHOTO»
HeIIpOM3BOJIbHO TIPUCYTCTBYEeT B KyJAbTypax BCeX HapoJoB
u BpemeH (Kandinsky, 1912, S. 65). MHCIMpupoOBaHHbIE TaKUM
06pa3oM XyoOKeCTBEHHbIE IPOM3BEIEHMUS OTKPbIBAIOT BO3-
MOKHOCTM HOBOTO BUAEHMSI U HPUBOIAT K JaJbHEMIIUM OT-
KpbITUsIM (Baumeister, 1947, S. 157). XymoskeCTBEHHbIE TIOVCKMU,
KOTOpble BaymaiicTep cumMTaeT HEOOXOOMMBIMU MJISI HAXOXKIe-
HMSI HOBBIX ()OpM, HAUMHAIOTCS C HEOOBIYHOI MAEeHu, HO B TO Ke
BpeMsI HaIlpaBJISIIOTCS MHTYULIMENH, BUIEHMEM, KOTOPbIE Xy 0XK-
HUK CTPEMUTCSI PEATM30BaTh B KOHI€HUATbHOM ITPOU3BEIEeHUN
uckyccrBa (Baumeister, 1947, S. 145ff). HecmoTpst Ha TO, 4TO
baymaiicTep B 3TOJt CBSI3M MCIIO/Nb3YeT TEPMUH «BUIEHME», OH
He TOApasyMeBaeT IO HUM 06pas, 3a KOTOPBIM CIedyeT Xy-
IOKHMK. OH HeOJHOKpPAaTHO MOJUYepKUBaI, UTO XYIOOKHUK
He JOJIKEH C1e0BaTh 32 KOHKPETHBIM ITpefCcTaB/IeHMEM, a eMY
cjlefyeT PyKOBOACTBOBAThCSI CIIOHTAHHON Mpaeeit, poxkaaronei-
cs B mpoijecce noucka nenu. [Ipenmnonaraemas Liejib OKa3biBa-
ercs CTUMYJIOM, MOBVOKYIIEH CuUIoii TBOPUEeCKOi paboThl
(Baumeister 1947, S. 161). lleab, B CBOIO ouyepenb, 0GYCIOBIN-
BaeTcsl 6ecco3HaTeNbHbBIM HauajJoOM, YTO CO3BYYHO upaee Téte:
«Bce, uTO co3maeT reHuii, co3gaeT 6ecco3HaTeIbHO U HMUKAKOe
TeHMaJIbHOE TBOpPEHME He MOXKET ObITh YCOBEPIIEHCTBOBAHO
MPOCTBIM pa3MblliVIeHeM, HO CaM TeHMH, MPOHOIKUTETbHO
Pa3MBIIILISISI, MOKET MOHSATBCS O TaKO¥ BBICOTHI, YTOOBI CO-
31aTh coBepiieHHble TBopeHUs» (Goethe an Friedrich Schiller
am 6.3.1800, z. n. Baumeister, 1947, S. 172). Teopus baymaii-
cTepa peajausyeTcsl B ero COGCTBEHHOM XY OKEeCTBEHHOM TBOP-
yectBe. B 1942 ronmy OH HauMHAeT CEpUI0 KAPTUH MO 3SM0CY
o0 T'mnbrameie. I[Ipy moMouny IWNATAEBKM OH CO3OaeT apxXauy-
Hble (OPMbI, KOTOpbIEe BHEIHE HAIIOMMHAIOT CTApyl0 KIaJIKYy.
Takum 06pa3oM, HE3aBUCUMMO OT Ha3BaHMS, cama (daKkTypa Ma-
Tepuana cosmaeT apxamuueckoe prieuatieHue (Vgl. Grohmann,
1963, S. 101), mpobyskgaeT MpaucCTOPUIECKYIO MaMSThb. JlaHHbI
LMK pabor BaymaiicTepa, B CBOIO ouepedb, OKAa3bIBAeT BJIUSI-
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HMe Ha TBopuecTBO [€11a. He wiy4yaiiHO HEKOTOpbIe U3 €ro pa-
60T, cosmaHHble B 1946 romy, Ha3BaHbl «[WibraMen» M, TaKUM
06pa3oMm, OTChIIAIOT K OMHOMMEHHOI cepum Baymaricrepa. [ér,
BIOXHOBJIEHHBIII YTeHMeM 31oca 0 ['mibrameiie, peKOMeHI0-
BaHHOTO bBaymaiicTepoM, co3fgaeT YyacTUYHO (UIYPATUBHBII,
YaCTUYHO OGecrpeMeTHbII MOTUB, IPUMEHSISI 0COOYI0 TEXHUKY
penbedHON meuaTy, CreluansbHO pa3paboTaHHYI0 UM AJIS T10-
JIy9eHMsI pa3HbIX BAPUAHTOB OJHONM U TOM XK€ TeMbl. JTal MOJ -
rOoTOBKM (DOPMBI M HaHECeHUsI KpPacKu, KOTOPbIi MOXKHO TIpef-
BapuUTeIbHO CIUIAHMPOBATh, MIPU TeUaT OKa3bIBaeTCs BO BJa-
CTU CJTy4aiiHOCTHU, TI03TOMY HU OIUH U3 IPUHTOB He SIBJSETCS
uaeHTUYHbIM. CTOJIb K€ HEMOBTOPMMBI, KaK M paborhl ['€ia,
KapTMHBI, B KOTOPBbIX baymalicTep BoOcCCO3maeT apxamdeckue
dopmbl. BaymaiicTep oTBepraeT MCKYCCTBO, KOTOpOe ObLIO 3a-
OYMaHO pagy Hero camoro, HO o6paliaeTcss K IPeBHUM KyJIb-
TOBBIM OObIYAsIM, HAIIOMMHAs O HE3HAKOMOM, BBIPAa3UTh KOTO-
poe T'é1] cTpeMmics B CBOeM Xy OXXeCTBEHHOM [elicTBuM. [eélr
MMes HeKkoe MpeuMYILeCTBO Iepel, XyILOKHUKAMU ero MOKOoie-
HUSI B CYUTy OTHOCUTEIBbHO OJIarONPUSITHONM CUTyaIMM BO BpeMst
BOVHBI. B 3TM rofibl y HEro coxpaHsjiaCh BO3MOXXHOCTb He TIpe-
KpauaTh XyA0KeCTBeHHOe TBOPUYECTBO U IKCHEePUMEHTUPOBATh
C pasJIMYHBIMM U300pa3sUTENbHBIMM MpUEeMaMi, a TaKKe MOM-
JIlep>KUMBaTh KOHTAKTbl C MMPOM MCKYCCTBa, Hampumep, ¢ bay-
MalicTepoM, KOTOPbBIi ObLI CTapIle ero Ha OBaALiaTh MSITh JIET.
Xots1 ipumep ['énja U He SIBASIETCSI TUIIMYHBIM JIST XyOOXKHMKA
B TIE€PUO[, BOVHBI, €r0 paboThl TOTO BpeMEHM MPeIBOCXUIIAIOT
MOC/eBOEHHOe pa3BUTHe UCKyccTBa. CTAaHOBUTCS SICHO, KAaK OHO
OBIJIO CBSI3aHO C TIPEIBOEHHBIMM TEUEHUSIMU B MCKYCCTBE.
Henb3s HemoolleHMBATh BAMSHME Cloppeanu3Ma Ha paHHee
TBOpUECTBO ['€11a, KOTOPBIV BCKOpPE MEPEXOOUT K 3KCIIEPUMEH-
TaM CO CBOOOOHBIMU (opMaMM M300paskeHUs U MHPOpPMAab-
HOMY >KMBOIIMCHOMY JeiiCTBUIO.

Oo6mum nyst Teopuit Koupama ®unnepa, Bacunus Kangua-
ckoro u Bwuin Baymalicrepa gBAsieTCS pefyKUUs 3HaYeHWUS
MTOTOBOTO XYIOKECTBEHHOTO 00pasa IIpM OZHOBPEMEHHOM
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TOAYepKMBaHUYM BaXKHOCTY (OPMOOOPA3YIOIIEro AeCTBYUS, KO-
TOpPO€e AOCTUTraeT KyJAbMWHAIIMM B SKUBOIMCKU MHGOPMaIM3Ma.
HecmoTpst Ha pa3nuuusi B TEpPMUHOJOTUM, BCE TPU TeOpeTUKa
MPUIIMCHIBAIOT TMIPOLIECCY TBOPUYECTBA CXOHOEe 3HaueHue. B HeMm
OHM HaXOASIT UCTOUHUK peasbHO 1eHHOCTU XYA05KeCTBEHHOTO
BoIpaxkeHusi. CormacHo ®uayiepy, B TBOpUECKOM IIpoliecce 3a-
KJII0YaeTCsl TO03HABaTe/lbHAsl CUjIa UCKYCCTBA, B HEM IIPOMCXO-
IUT TO, yTOo KaHAMHCKIIT Ha3bIBaeT «JyXOBHBIM», a baymarictep
«He3HaKoMbIM». HU «IyxXxOBHOe», HU «He3HAKOMOe» He MOTYT
OBITb OMMCAHbI CJIOBAMM, HO MOTYT OBITh BBIPAsKeHbI TOJBKO
B IIpOlLiecce TBOPUECKOI AesATeTbHOCTU XYAOXKHMKA U He MOTYT
6bITh 3abMKCUPOBaHbI. B oT/IMuMe OT BMU3yaabHOTO SI3bIKA, TEO-
peTUYEeCcKNit MMeeT BO3MOXKHOCTh JajbHeNIIero abcrparupoBa-
Hus. MckycetBo mepBoii Tpetu XX BeKa, KaskeTcsl, MOIOIIIO0
K Tpemeny OecrpeqMeTHOCTM, M [ajbHeillee pa3BuTHe ab-
CTPaKTHBIX (GOPM elIBa JIM MOKHO ObLIO cebe MpencTaBUTh. Xy-
JIOKeCTBEHHO-TeopeTuueckme Tpyabl KanauHckoro u baymaii-
CcTepa BO3HMKAKIOT B KOHTEKCTe MCKYCCTBA, KOTOPOE CUMTAETCS
COBPEMEHHBIM [I0 CMX MOpP. BbicKazaHHbIEe B HUX UIOEU TODKHBI
OBITh PacCMOTPEHbI Ha (POHe XyOOKEeCTBEHHOT'O HAIlpaBJIEHMS,
KOTOpOe 3a I'paHulleli BO BpeMsI BOITHBI ObIJIO CBSI3aHO C MMeHa-
mu K. ®otpue, Bonbcal, X. Xaptynra, I1. Cynaska, K. MaTbé
U MHOTUX IPYTUX.
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! Bonec (Wols) — niceBooHumM XymoskHuka Ansppeda Ommo Bonsgearza
Llynsye (Alfred Otto Wolfgang Schulze). (IIpyuMeuaHue repeBogIMKa. —
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WASSILY KANDINSKY’S BOOK «ON THE SPIRITUAL

IN ART» AND ITS INFLUENCE ON WILLI BAUMEISTER’S
THEORETICAL WORK «THE UNKNOWN IN ART»

Abstract

While Kandinsky in his theory sets priorities to the interior expression
of colour and form, Baumeister points out that the essence of art is
due to the intention of creation. Baumeister picks up the ideas
of Kandinsky, but also states that a presentation of form or subject not
necessarily is abject to the true and real expression of art. As much as
Kandinsky refers to the «innere Notwendigkeit», Baumeister points
to the process as central for the artistic value. Despite differences
between the terms for all theorists is common the significance they
attribute to the process of creation. According to Fiedler here lays the
aim of cognition, to which Kandinsky turns to with the «Spiritual» and
Baumeister with the «Unknown».
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MAKCHM MUIIEHKO

®OPMYVJIbl MUPO3JAHUS
B «<MHBAPUAHTAX» CBET/IAHBI
KAJIUCTPATOBOI

A6cmpakm
B cTaTbe paccMaTpMBAETCSl OMHO M3 aKTyalbHbIX HAIIPaBJI€HNI COBpe-

MEHHOTO M300pa3UTeNbHOTO UCKYCCTBA Science art Ha MpuUMepe TBOP-
yecTBa XymoxkHMKa CBeTiaHbl KamucTpaToBOM, KOTOpasi 3aHMMAaeTCsI
MCCIIEI0OBAHMEM CIOKHBIX KOMOMHALMI PAa3IMYHBIX TOIIOIOTMYECKUX
rpoctpaHcTB. [Ipegiaraetcss GmIocoPCcKo-KyIbTypOTOTMIECKMii aHa-
3 (GeHoMeHa [aHHOTO XYAOXKECTBEHHOrO HallpaBJIeHMsI, ero POy
M 3CTETUYECKOTO BOCIIPUSITHS B COLMOKY/IBTYPHOM MPOCTPAHCTBE CO-
BPEMEHHOT0 06IIeCcTBa.

Kniouegwole cnosa
Science art, 1306pa3uTeIbHOE UCKYCCTBO, XY[OKECTBEHHbIE MPAKTU-
KI, COBpEMEHHOe MCKYCCTBO, TBOPUECTBO, COBpPEMEHHasl Ky/IbTypa,
TeHJEeHLIUM pa3sBUTHS UcKyccTBa, CBeTnaHa Kammcrparosa, acTeTnye-
CKOe BOCIIpUsITHE.

MupoBo33peHue u mupooinyueHne Ceetiianbl KanucrpaTo-

BOJi (OPMUPOBAINCH U OMpeAesiiNCh M3HAYaJIbHO B pycie
€CTeCTBEHHOHAy4YHbIX AN U MeTOA0B. IMEHHO 5TO BO MHOTOM
OIlpenesnao0 CBOI OCOOBINi BEKTOpP €e TBOPUYECKOrO PasBUTUS
KaK XyIOXKHMKA — MPeICTaBUTENS Bce 6oee HAGMpaIoero mo-
MyJIIPHOCTh HaIlpaB/ieHMsI B COBpEMEHHOM MCKYCCTBe IOf, Ha-
3BaHMeM Science art. YacTo B KauecTBe OTIIPABHOI TOUKU
B TBOpuecTBe Ka/lucTpaToBOit BBICTYMAIOT O6BEKTHI U TTOHSITHS,
KOTOPBIMM OOBIYHO OIEPUPYIOT NMPUKIaaHble Hayku. HeynuBu-
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TeJbHO, UTO OBbLIM CO3[IaHbl TaKue paboThl, Kak cepust «[eomeT-
pusl Ha IIOCKOCTM», «IlnaHapHbIit rpad», «IBOMYHBIN KOI»,
«YIMaKoBKa KBaAPaTOB», «Y3ybl», «[IpuHuyun MAX» u ap. IToato-
My 3a KJIacCU4ecKkoil aBaHTapAHOW GopMoit ee KapTUH MOXKHO
YBUIETb 0COOBIN MOIXOM, HEKYI0 HOBYIO CMHECTeTUUECKYIO Ba-
pManuio, PasbIrPhIBAIOIIYI0 MEXIVCUIUILUIMHAPHOE U 3CTeTUYe-
CKO€e B3aMMOJEeNCTBYE KUBOIIUCKU UM MaTeMaTUKU. TyT ollyIa-
eTCsl BHYTPUAYIIEBHbBIN NepeHOC € reOMeTPU30BaHHBIX 3aKOHO-
MEepHOCTel Ha TJIOCKOCTb XYA0KeCTBEHHOTO 3aMbICia U TpakK-
cuca, MPOUCXOOAWMI B AuMuHOCTM TBopua. IIpornsigbiBaoTcs
IyGMHHbIE COOTHOLIIEHNST MATEMBbI U 11BeTa. JlyMaeTcsi, 3TOT JI0-
BOJIbHO HEOUEBUAHBIN BapPUAHT «COOIIYIEHUST», JTMOO «COTIpe -
CTaBJI€HUSI» U SIBJSIETCS LEHTPUPYIOLIMM MOMEHTOM TBOpYe-
CTBa 3TOTO XyJOXHMKA. B TakOM COBMeIeHUM KIacCuyecKue
MpaBuja accolualnn, BbIpakKeHHbIe yepe3 MPUHLUI «CMeXHO-
ctv» (GyHIAMEHT METOHMMMM) VIM TIPUHITATI «CXOACTBa» (Me-
tadopmueckas OCHOBA), He MAENMCTBYIOT; HEOOXOOMM ITPOPBIB,
CKauOK, «ITPbDKOK BEPHI», MUCTPEOISIONIVI MPOIACTh MEX OIIIO-
HupyoIuMu GeHoMmeHamu. Tak, B 1e0 BCTymaeT pedieKCUB-
Hasi KOMIIOHEeHTa ABTOpa, HO Ha HEKOeM IO CO3HATeIbHOM,
He BepOaJIbHOM YpOBHE. AIPMOPHO, Oe3amne/IIOHHO, Heapry-
MEHTUPOBAHHO... XyJOKHULIA CO3MIAET CBOM IIOJIOTHA U3 MeJlb-
Yailmx efVHUL, LBeTa, PYKOBOIACTBYSICh IIOLCO3HATENbHOI,
TOHKO «HAaCTPOEHHOV» MaTeMaTUYeCKO MeTOL0M.

Boob1i1e, mpelieIeHThl COBMENIEHNS UCKYCCTBA C eCTeCTBEH-
HBIMM HayKaMM BCTPEYAIOTCSI Ha MPOTSDKEHUM BCErO MPOIIOro
cronetus. IHTepecHO, 4TO «yunsm» M. JlaproHOBa ObUT 3aBSi-
3aH Ha eCTeCTBEHHO-HAay4YHOM OUCUUILUIMHAPHOCTY, BO3SHUKHYB
KaK Xy[I0’KeCTBEHHbII OTKJIMK Ha PEBOMIOLMOHHbIE TOCTUKEHUS
dbusuku mMurpommupa mneppoit uerBeptu XX Beka. JKupomuch
CeTnaHbl KanucTpaToBOI MOXHO pacCMaTpMBaTh KakK OIUH
U3 UHTEepPeCHENIINX U, B 0OIIEM-TO, HEMHOTOUMCIIEHHBIX TBOP-
YeCKUX OIBITOB, CYIIECTBEHHOI COCTaBHONM YacThl0 KOTOPOTO
SIBJISIETCSI B3aMMOBJIMSIHME U B3a/MOIIPOHMKHOBEHME UAEN UC-
KYCCTBa M HayKMU.
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ITocTCOBpeMEHHOCTh EMOHCTPUPYET CBOIO BPaxkIe6HOCTh
KO BCEMY, UTO IIbITA€TCS MPOHMUKHYTHCS MCTUHONM, 16O mO-
OpaThCs 10 YHUBEPCATbHBIX MOAOCHOB. CMMIITOMOM CTOJIb ITO-
BCEMECTHOTO HeNpusITUsI YHUBEPCATbHOTO MOXET SIBJISITHCS
BbITeCHEHME (QYHIAMEHTAJIbHbIX KaTEropuii MbIIIJIEHMEM O00-
mecTBa morpebmeHnsi. Tak «MCKYCCTBO» IO KOMMepPIIMAIN30-
BAHHOM JIOTMKE BBITECHSIETCS «CYOKYJIbTYpOii». PbIHOUHAsS
cTpaTerusi, OTpuIlas pOMOBYI0 KaTeropuio «VcKyccTBa» Kak
HepeHTabeIbHYI0 M GeCcrepCreKTUBHYIO, 3aMEeHSIET ee TTOHSITH-
eM <«KyJIbTypbl» (BepHee «CyOKyAbTYpbI»), KyJAbTYPbl OTpaHM-
YEHHOJ TIpPYIMIbl, KYJAbTYPbl <«IJIS-Ce0s», TPUHIMINAIBHO
He 00600611IaeMO¥i ¥ OTpaskaloIieit UMb Y3KOCTIeMaIN31POBaH-
Hble BKYChl. «/ICKycCTBO» Kak TBOPYECKUII aKT, He3aBUCUMBIA
OT TMPOCTPAHCTBEHHO-BPEMEHHBIX XapaKTEPUCTUK, TYXOBHO
BO3BBILIAETCS HAf, «KYJIbTYPOit» Kak (OPMOii KOMMEPUECKOTO
MMPOBOCIIPUSITHSI, KaK 6bI COBPEMEHHO ¥ BOCTpPeOOBAaHO OHa
HU TIpeACTaB/sIach. B TUIOMOrMueckM MOAEPHUCTCKUX KapTu-
Hax CBemrtanbl KamucrpaToBoil 3aMKCUMpOBaH INTyOMHHBIN OT-
Ka3 OT ITOTPEOUTENbCKUX «XYMOKECTB», MOCTMOIEPHUCTCKOTO
MeMHCTpUMAa, CEPUITHBIX TTPOAYKTOB Mea-KyJIbTypPbl.

Yem xapaKkTepu3yeTcsl ITOCTCOBpPEMEHHAs! KyJabTypa KaK HU
KapHaBaJIOM CUMYJ/ISIKPOB (TPETUYHBIX ITOA00MIT), pa30pBaBIINX
OTHOIIEHMSI C PeaJbHOCTBIO U JIyXOM, CKPBIBAIOIINMX CBOIO 6e3-
OCHOBATEJIbHOCTD TOJ, CEHbI0O KOMMYHMKATUBHBIX aKTOB U CKO-
poreuHoro Memuaycrexa? IlpaBomepHO v OymeT CpaBHMUBATH
HbIHeIIHMEe TIPOAYKTbl MAacCKY/IbTa, 3TOM Ky/JAbTYpPbl PETUHIOB
¥ IuMarpaMm, C IMyCcToi 060JI0UKOi, CKopiymoit 6e3 sapa? Cripa-
BEIJINBO JI YTBEPKAEHME O KYJIbTYPHOM AOMMHUPOBAHUM pac-
TUPAXKVPOBAHHBIX 06pPa30B MeMHCTpMMA KaK 3aKOHUEHHOW
IeCTBUTENBHOCTU TTOCTUHAYCTPUAIbHOrO ob6miectBa? Tpamu-
MU 3aTaJHOeBPOIeiCKOT0 MCKYCCTBA KPOUIATCS MOA, MOJIOTOM
[I00AIMCTCKOI MeaMaKy/IbTyphl; XYIOKeCTBEeHHbIe apTedaKThl
M apT-TIPOEKThI HEOOBSICHMMBIM 0OpPa3oM BJIMBAIOTCSI B Macco-
BOe TeueHMe, paspyiiasi GyHIaMeHTaJIbHble 3CTETUUECKME I'Pa-
Jauyu, 0es3amne/IIIYMOHHO CTUpas JMHUIO JeMapKaluu MeXIy

141



BBICOKOJI ¥ HU30BO Ky/lIbTypaMy (MUPOBBIM UCKYCCTBOM U Mac-
COBOIJ1 KyJIbTYpOIt).

JKuponuce KanucTpaToBOil TpaJIULIMOHHA, HACKOIBKO 3TO
KOHCEpPBAaTUBHOE TOHSTME MOKHO OTHECT K (heHOMeHY XyIOo-
>KeCTBEHHOTr0 aBaHrapna. TpaguiMOHHOCTb KapTUH, BEPOSITHO,
3aK/II0YaeTcss B TOM, YTO UMX ABTOpP He CTPEMMTCS pa30pBaTh
CBSI3YIOIIYI0 HUTb MEXIY M300pakeHNeM U PeabHOCThIO; IMPO-
1IeCC OTpaskeHMUsl AEeMCTBUTEILHOCTY He IOKOIeOIeH XUTPOYyM-
HBIMM 3aMMCTBOBaHMSIMM, 6e33aCTEHUYMBOI MUTPOil LIUTAT, Ma-
CTePCKMMM OTChUIKAMM, TUIIMYHBIMMU [JIS1 IOCTMOJEPHUCTCKUX
Xy#osecTB. [la, KOHEUHO, IPUBEPKEHHOCTDb CA0KHEMIINM YCTa-
HOBKaM aBaHrapza, JOBeJlIero A0 KpaiiHUX NPefeioB TEXHUKY
BbIpakeHus1 [lyXOBHOTO, ITpocMaTrpuBaeTcsi. I Mbl cTankuBaem-
Cs1 C HACBINIIEHHBIMM, KOHIIEHTPUPOBAHHBIMM XY[IOXECTBEHHbI-
MM obpaszamu. ECTecTBEHHO, Mbl MMEEM [eJ0 C MCKYyCCTBOM
6ecripeIMETHOCTH, C OTOOPaKEeHMEM 3aIlpeiebHOM chepbl un-
cen, ¢GakTyp, reOMeTpPU30BaHHbBIX IIOCKOCTEH, MJIaTOHOBCKUX
31a0coB. HO CBSI3b C peaibHOCTBIO, ITYCTh CJIOKHENIIAs U Ma-
TeMaTMU3MPOBAHHAS, BCe-TaKM OCTaeTcs. PeasbHble OOBEKTHI
MOCTOSIHHO BBICTYIAIOT MCTOYHMKOM BIOXHOBEHUS XYLOKHUKA,
OTMPABHOI TOYKOJ, HAUMHAS C PAaHHMX pabOT, TaKMX KaK ce-
pus «Crapoe 6a6yIIKMHO ofesio», «TaHell 6eJ10ro CJIOHa» U JIp.
XapakTepHa B 3TOM cMbicjie U Gonee mospuss (2010) cepus
«MuBapuanTsl. IIpocTpaHcTBO urp. Opuramm». VICKpeHHSIS T10-
MBITKA XYOOKHMKA TPAaHCIUPOBATh AEeMCTBUTEIbHOCTb HA XyI0-
>KeCTBEHHOE IMOJIOTHO CKBO3b 6ydep aHaIMTNUECKOTO CO3HAHUS
KpaiiHe KOHTPACTUPYeT C TeKyIIMMU HOBOMOIHBIMU OMIBITAMU
LVHMYHOTO ¥ KOMMepLMaAM30BaHHOIO MeAyuaapTa, OrpaHUIn-
BAIOIEroCs CepPUIMHBIM ITPOM3BOACTBOM M KOMOMHAIMel BIie-
YaThIBAIONIMXCS, 3alOMMHAIOIMXCS 06pa3oB. Tak aBaHrap-
INUCTCKOe omucaHue YHMBEpPCYyMa COBepIIeHHO He BSIKeTCs
C TIOCTMOAEPHUCTCKOM 3a4apOBAaHHOCTBIO MPOCTOTON U [MO-
CTYITHOCTBIO B OINEPUPOBAHUM TOTOBBIMM BU3YaJIbHBIMM M3006-
pakeHUsIMU MHGOPMaLMOHHOTO BeKa. 3/1eCh U TaM BCTpevaeT-
Cs1 JIOCKYTHasl CTPYKTypa; HO B HallleM cCly4yae HajluyecTByeT
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VHTYUTMBHOE  pacKpbITME€  MHOTO00Opasusi  peajbHOCTH,
a BO BTOPOM — ITOBEPXHOCTHAsI CTBIKOBKA 3IEMEHTOB KYJIbTY-
POJIOTMYECKOTO M30bITKA: PAa3MHOXKEHHBIX 06pa30B, CJIOKHOCO-
YMHEHHBIX TEXHUK, (PparMeHTOB cpelibl (MECTO TPAZMIIVIOHHBIX
MIPUHIIUIIOB DCTETUKM OBIIO 3aHSATO HOBBIMM LIEHHOCTSIMMU, KO-
TOpbIe HEKOTHA ObUIM Ha3BaHbI «IIIOK-IIEHHOCTSIMMU», — 3TO HO-
BU3HA, MHTEHCUMBHOCTb, 3KCTPAOPAMHAPHOCTH). MTak, TBOpUe-
ctBO CBeTnaHbl KanmucTpaToBoii He ITOCTCOBpEMEHHO, HO CBOe-
BpPEMEHHO.

Kaptuubl KanucTpaToBOil CXOOHBI C XYOOXKECTBEHHBIMU
MpOM3BeAeHUsIMU KJIACCMUECKOTO aBaHTapjAa C TOUKM 3peHUs
TepPBUYHOTO BOCIPUATHUSI, Opocaloleiicss B Iia3a BUIMMOCTH,
Ha ypoBHe OsHavawonmux. OTINMuYMs BO3HUKAIOT B TIJIOCKOCTU
O3HAuUMBaHMs, pu obpaineHnu K O3sHayaeMbIiM. [Ipu coxpaHe-
HUM 00IIEro («0JHOKOPEHHOI0») BU3YaJIbHOTO CTEPEeOTUIIa, MbI
BUIVM IJTyOMHHOE pasjiiulie B CMbICIOBBIX MHBECTULIVSIX U HIO-
aHCMPOBAHHBIX OTTEHKAaX 3aMbIC/ia, TOBOPSILIMX O CMeHe TBOP-
YyecKoro KOHTeKcTa. IIpolie roBopsi, ecjiM MCKYCHbI mpodeccu-
OHalM 3adUKCUPYET BBICOKYIO CTeIleHb IPeeMCTBEHHOCTU
B 13006pa3suTeNbHOI TEeXHUKE C aBaHTAPAHBIM IPOILIbIM, 3Ta
CBSI3b COAMlaHCUPYeTCS MHAKOBOCTHIO MOCTCOBPEMEHHOTO 3a-
MBIC/Ia ¥ HOBEMIIMMU XYyHOXKeCTBEHHbIMM MeTomaMu MacTepa.
To ecTb MbI CTaTKMBAEMCS C repMeHeBTUUECKOI KOPPEKTUPOB-
KO aBaHTapAMUCTCKOTO Hacaequsl.

B knaccuueckom aBaHrap/ie MpUCyTCTBYET CBOJL MPUHITUIIOB,
ITyCTh U ITOAPAa3yMeBaIOIINXCS, OTIPeIeISIONINX COCTOSTHIE 1306~
pasuTeNbHbIX TEXHEM U MpueMoB. K mpumepy, akileHT Ha IIUK-
JUYHOCTU U TTOBTOPEHUM UIEHTUUHBIX KOMIIOHEHTOB 0OYC/IOB-
JAMBaeT MHTeHCHM(PUKALMIO HOBBIX 3HAUEHMIl; Tak, Graromaps
MpaKkTHKe TMOBTOPEHMSI CO3JAIOTCS 3MepIKEHTHblE TBOPEHMS,
roe Ilenoe, Kak HEUTO OoJbIIee, YeM CyMMa 4acTeii, MmojayJyaer
CTaTyC 3CTETUYECKON IIeHHOCTU. DK3UCTEHIMATbHAS U30bITOU-
HOCTb pa3ABUTaeT 3CTeTUYECKMe TPAHULIBI A0 PaIUKaAIbHBIX 9KC-
MPEeCCUBHBIX MOMOCOB. dparMeHTalMsI pacCpenoTOYMBaeT BOC-
MIpUSTHUE ayaAUTOPUM, AelleHTPUPYET XYA0KeCTBEHHOE «CUI0OBOE
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T10JIe», CKJIOHSISI IIPUCTATbHBIN B3IJISIT, 3PUTEJISI TO HA CyYaiiHbIX
JeTasIx, TO Ha IeJIOCTHOCTM KOMIO3UIMU. KOMITO3UIIMOHHOE
paccestHMe, cO37aBasi OLIyIeH)e TTOBePXHOCTHO! XaOTUUHOCTH,
B JIe/ICTBUTEIbHOCTY ITBITAETCS OMMCATh 0Opa3oBaHMe IITyOUH-
HBIX U YCTOMUMBBIX CTPYKTYP. CUMBOJIBI, (P PbI, 06pa3bl B aBaH-
rapaOMCTCKUX KapTUHAX CYThb abCOMIOTU3MPOBABIIINE Ce0SI 3HAKH,
npegasIiecs 3a6BeHUIO O IEPBUYHOM COCTOSTHUM cebst. [IpoHm-
Kasl B 3CTETUUYECKYI0 PeaJIbHOCTDb, aBAHTAPAMCTCKIUE 0Opa3bl ca-
MO3aMbIKAIOTCSI ¥ MPUOOPETAIOT HEMpPO3PavHblii MaHIVPh IS
PEeaTMCTUYHBIX TPAKTOBOK U 3PUTEIBCKOTO COUYBCTBMS.

Yro ke crenuduUecKoro B aBaHTAPAMCTCKOM XyHOKe-
cTBeHHOM akTe CBernanbl KamucTpaToBoii? Bo-mepBbIX, 3TO
ocobast cTparareMa OTOGpakeHMsI, THe HapyllaeTcs Kiaccuye-
CKMi1 TIPUHITUIT MUMECHCA, TO €CTh OTCYTCTBYEeT BUIMMOE CXOJI-
CTBO MEXIY IMPeaIMEeTOM M €ro XyIosKeCTBEHHBIM 00pa3oM.
HexoTopble MCKIIOUEHMSI B paHHUX pabOTax TOJBKO IOATBEpP-
SKIAIOT 00IIee MOMOKEeHKe Jel. DTO OTOOpaskalee «Iogobue»
IIOAMEHSIeTCSI KOMIUIEKCHBIM MHTE/IEKTYaJIbHbBIM BUIEHUEM,
CBOOOMOII  aCCOIMATUMBHOTO XYAOXKECTBEHHOTO  MbINUIEHMS.
3mech 4acTo MPOCMATPUBAETCS PAmMKAIM3AINS XYIOKEeCTBEH-
HBIX CPEMICTB, BRIPAKAIOIIVX aBTOPCKOE BUAEHME, BHYTPEHHUIT
cTpoit Mactepa. XymoskeCTBEHHasI Mpolleypa pacCMaTPUBaEeTCs
CKBO3b GUIbTpP MpobaeMbl CylllecTBOBaHMsI, BRICTYIIAIONMAs KaK
MIPUPOIHBINA Jap, MO0 KaK M3HAYaJbHbBIA 3aMBbICEJ, CTPeMS-
muiics K aktyanmsauuu. B cBoe Bpems X.-I. l'agamep mop co-
BPEMEHHBIM ITPOU3BEAEHMEM MCKYCCTBA IMOHMMAT HEKYIO pe-
TIpe3eHTaINIo, U3JMIMBAIOIIYIOCS M3 IepBo06pasa, SBJSIONIYIO
€060 «OBITUIHBIN TIPOLIECC, BAMSIONUMIT Ha PAaHT GbITUS TIpel-
CTaBJeHHOro. Bjaromaps TpencTaBleHMIO y HEro TOTYacC Ke
MIPOMUCXOOUT IPUPOCT 6bITHsI»!. Tak IpomsBeneHMe MCKYCCTBA

! Tadamep, X.-I. Victuna u meton: OCHOBBI (GMIOC. T€PMEHEBTUKM:
Ilep. ¢ Hem. / O6mI. pen. u Bcryi. cT. B.H. BecconoBa. M.: IIporpecc,
1988. C. 188.
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sIBJIsIeT co60i AMHAMUYHOE CHSITME OOBIIEeHHOI, He-caKpasu-
30BaHHO} PeajbHOCTU, TpaHCHOPMALMIO ee B UCTUHHOE ObI-
THe.

Bo-BTOpBIX, 3TO NPUMHIMNIMAABHAS JUATOTMYHOCTD, KOTOPas
npejrosaraeT peajbHOTO WIN BUPTYaJIbHOTO 3PUTENS, U UHTEeN-
JIeKTya/ibHasi OTKPBITOCTb IPOU3BENEHMS, TO €CTb Pa30MKHY-
TOCTh [IJIT CBOOOAHBIX TOJKOBAaHMI IyOGMMKM. Majio TOro, 4TO
caM aBTOP BKJAJbIBaeT I11e/Iblil CIIEKTp 3HAUeHUI B OJHY-eIUH-
CTBEHHYIO paboTy, TaK elle M MPOBOLMPYET CO3ePIAoNIUX
Ha Oecunc/ieHHbIe TPAKTOBKM; TEM CaMbIM, KapTHHA CTAHOBUTCS
MCXOOHBIM KpeaTUBHBIM MMITY/IBCOM JIJISI COOCTBEHHOT'O 3CTETH-
YeCcKOro MM apT-KPUTUUECKOTO JIeiiCTBa CO CTOPOHBI BOCIIPU-
HuMartoniero. Korga moajiMHHbBIN 3puUTeNb MOTPYXaeTcss B MUP
Tpou3BefieHNsI, CaMO CHMMBOJIMYECKOe MCTOJIKOBaHMe IIpeBpa-
I1aeTcsl B MCTOUHMK KMBOTO TBOPUECTBA, U Jajiee TPaKTOBKMU
TUIOASIT TPAKTOBKU B pycie «3IpaBoii» 6eckoHeuHoCTH. Hampu-
Mep, XKMBOIMCHBIE TTOJIOTHA U3 IIMKIa «MeTaMopd03bl AJITOb»
JEeMOHCTPUPYIOT BHYTPEHHIOIO XM3Hb 3Be31bl AJITOIb U3 CO-
3Be3aus Kaccuornen, 3Be3fpl, KOTOpas Kaskzble MSITh 4acOB Me-
HSIET CBOJ 6JIeCK; HO OHM MOTYT OBITh TaKKe MHTEPIPEeTHPOBa-
HbI KaK CMeHa BpeMeH rojia Wiy cMeHa BpeMeHM JTHSI, a TaKkxke
CMeHa HacTpOeHMs YeloBeKa.

B-TpeTbux, 3HaKOBas MHTEeHCUMUKAIMS, CMbICJIOBAST HACHI-
IeHHOCTh, CopepskaTeabHass pachOKyCMpPOBKA aBaHTapOUCT-
CKUX Xy[IOKeCTBEHHBIX IMpou3BeAeHMi. [JaHHbIe 3CcTeTUuYecKue
KayecTBa JIOBOJbHO IIJIOXO COOTHOCSITCSI CO CTAaHAAPTHOM IpakK-
TUKOV BOCIIPUSITUST AeVCTBUTENbHOCTY JIOAbMMU. KOTHUTUBHBDIN
anmapaT BOCHPUSITUSL TI0 OOBIKHOBEHMIO ILIEHTPUPYETCS
Ha TpeJIMeTHOM, KOHKPETHOM M 3HAaKOMOM. PacrmpocTpaHeH-
Hasl OYEBUAHOCTb: JIIOAM BOCIPUHUMAIOT [OECTBUTEIBbHOCTD
M306UpaTeNIbHO, BBIXBATBIBAsI OTHENbHbIE (DparMeHTHbI peanuit
B KpaTKOBPeMEHHYIO TaMsTh, CKJIaAupysl Maayl 4YacThb BOC-
MIPUHSATOTO B JOJITOBPEMEHHYIO MMaMsTh U OTBeprasi OrpOMHbI
MAacCUB OCTaJbHBIX 06Pa30B. B akTe BOCIPUSITUS MbI y3Ke TeHe-
pUpyeM YIpPOILIeHHYIO PeaJibHOCTb, KOTOPAsl MOTOM ellie 6osee
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«YMEHBIIUTCS» B IJIOCKOCTM SI3bIKa, CTIOCOOCTBYSI HEKMM IIpar-
MaTUYHBIM IeisIM. [aBHBIM-IaBHO 3Ta OCOGEHHOCTb IOCIIO-
coOCTBOBAA 3BOMIONMOHHOMY BbDKMBaHMUIO. Ho ceifuac oHa,
K IPUMepY, MellaeT OCMBICJIEHHO CO3epLaTh HACTOSILIME aBaH-
rapiHble KapTUHBI.

BecripenmeTHble aOGCTpaKTHbIE KapTUHBI, OIpeneleHHbIe
criendUUeCcKUM XYIO0XXeCTBeHHbIM CTpeMJIeHMEM U 3CTeTuye-
CKOJ aKTyanusanyueil oco6erx GOpM BbIPA3UTETBHOCTH, BIIEP-
Bble ObLIM SIBJIEHBI ellle CTOJIeTHe Ha3aj I[BeTOBOi (eepueii B.
Kanguuckoro, @. Kynku. A HupgepnaHzackas rpymnna (De Stijl)
¢ Mounapuanom u BaH [yiicO6yprom, Hampumep, BOCIeBaia
MMUCTUUYECKYIO0 TIPOCTOTY, BHSTHOCTb ¥ (YHKUMOHAIBHOCTD
reoMeTpM30BaHHBIX (OPM, OTPAKAIOIINX TEPBUYHBIE CTPYKTY-
pbl BceneHHOI, TPOTUBOAENCTBYSI CIYIaiHOCTU U XaOTUIHO-
CTU «HaTypbl». Cakpaausymwlle IPUMUTUBUCTCKAS IBOICTBEH-
HOCTb TOPU3OHTA/NIb-BePTUKA/Ib, TOLKPEIlJIeHHasl LBETOBOI
KOHKDeTUKOJ, Mpupana CBgI3Ke BU3yAIN3aLUNUA-TyXOBHOCTD
IODKHYI0 OCHOBATENIbHOCTh U 6Ge3yIepKHYI0 BapuUaTUBHOCTH.
Tak, [lyxoBHOe, 32 KOTOPBIM TOHSUICSI AeKameHCTBYIOMMiT XX
BEK, B3PbIBAJIIO 000JIOUKY BUIMMOCTH, KOPEXKUIO TTPUHITUII 11e-
JIOCTHOTO TIpeaMeTa, 3a6pachIBalio HA TIOCKOCTh XOJICTA CYII-
HOCTHbIe ()parMeHThbI 60KeCTBeHHOIT BceneHHoii. becripenmert-
HOCTb [iaBaja MacTepy BO3MOXXHOCTb CKOHLIEHTPUPOBATHCS
Ha B3ayMOZAEVCTBUM JIMHUM U 1IBeTa, KOTOpble 10 3aBeTaM 3C-
TeTCKOV MeTaM3uKM OKa3bIBAINCH IIOCPeSHUKAMU MEKIY
JYXOBHBIM MMPOYCTPOVICTBOM M 3puUTeneM. XyJOXKHUKY HYKHO
c6pOCUTDH HEMPO3pavHble TTOKPOBbI ¢ QYHIAMEHTAIbHBIX 3aKO-
HOMEpPHOCTe «IMHUM-U-LIBETa», IMOCPefCTBOM 3CTeTUYeCKUX
npueMoB OTpa3suTb [lyxoBHOe. bBecmpegMeTHOCTb — 3TO
He BBIYYpPHasl BbIyMKa 3CTeTCTBYIOIIMX M300peTarerneii,
HO XyZOKeCTBEHHasi HeOoOXOOMMOCTb, afeKBaTHAasl TeKyL[UM
COOBITUSIM aBaHTApAVICTCKOTO pafukanu3ma. KomruiekcHoe co-
yeTaHMe IIBETOBBIX ISITE€H, TOCIIOACTBO 6echOPMEHHOTO KOJIO-
pMU3Ma ¥ NPOEKTUPOBaHME BCEBO3MOXXHBIX [E€OMETPUYECKUX
CTPYKTYp CTa/M y3HABaeMbIM OPEHIOM, CMMIITOMOM XYmOXe-
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CTBeHHOTro aBaHrappa. IlociemHuit He OrpaHMUMBAJICS aclieK-
TOM CaMOIIEHHOJM UM MCKIIOUUTENbHOM BbIPA3UTEIbHOCTU «JIM-
HUU-U-IIBETA», HO CTPEeMMJICS K OToOpaskawiieil (GyHKLIWN,
TIPUOTKPBIBAIONIEN TTYOMHBI, MCTUHBI, CYIIHOCTU. TBOpPUYECTBO
KanucTpaToBOil MOMHOCTBIO COIMIACYETCS C 3TUMM IMMPUHLIMIIA-
MM a6CTPAKTHOTO MCKYCCTBA M HA ITyTSIX BBISIBIEHUST XyOOXKe-
CTBEHHBIMU CPeACTBAMM MHBapMAHTOB B YCTPOICTBe YHUBED-
cyMma pa3BMBaeT yCTAaHOBKM KIaCcCMUeCKOTo aBaHrapaa.
HanmmuectByeT nu B paborax CBeTnanbl KamucrpaToBoit TO
BOCIIPUSITHE TPOCTPAHCTBEHHO-BPEMEHHOIO KOHTMHYYMA, YTO
VMMEHYeTCS «IAaHTOBbIM XPOHOTOITOM», Tie GUKLUMS U IeiiCTBU-
TEIbHOCTh SIBJISIIOTCSI COBMEIIEHHBIMM, a IMpOILIoe C 6ymy-
MM — CUMHXPOHHBI? B Kakoii-TO cTelleHM — [a, Bedb ABTOp
MIBITAETCS MTPOOYAUTD Uepes XyOosKeCTBEHHbIE TTPOLeIypPbI CIIsI-
nue dyHIaMeHTalbHble 3aKOHOMEpPHOCTM YHUBepcyMma, TIie
BHEBPEMEHHOCTh HellpepekaemMa. B CBOMX XymOXeCTBEHHBIX
KOMITO3UIMSIX OHA KakK Obl MccaeayeT 3aKOHOMEPHOCTH U3MeH-
YMBOCTU U pasBUTUS Mupa. PaccmarpmBasi C/1oskHbIe KOMOMHA-
UMM Pa3IUYHBIX TOIOJOTMYECKUX TPOCTPAHCTB, aHAIU3UDPYS
ux Haubosee obmye u (yHIAMEHTaJIbHble OCOOEHHOCTU, XY-
IOKHUIIA JeaeT IMOIBITKY MPUKOCHYThCS K ITI06ATbHBIM MPO-
61emMaM YHuBepcyMa. ITocTereHHO, B Mpollecce CO3MaHMsT pas-
HBIX JKMBOIMCHBIX Cepuii BbIpabaTbIBAIOTCSI IVIABHbIE IIEU
u dunocopust TBopUuecTBa. BrICOKMIT YpOBEHb 06pPa3HOr0, KOM-
MO3UIIMOHHOTO U KOJIOPUCTUUECKOTO MacTepCTBa, JOCTUTHYTbIE
K 3TOMY MOMEHTY, ITO3BOJIMJI €/i CTaBUTh M peliaTh MacIiTab-
Hble TBOpYeCKMe 3amaui, oObeduHsIS U TOCIeI0BaTeIbHO pas-
BUBass CBOM uOeu B OONbIIOI mporpamme «VHBapuaHThI».
3mech yke OTIIPABHBIMM 00pa3amMy SIBJISIIOTCSI HE KOHKPETHbIE
06BEKTHI PEATBHOCTY U JTaske He OIpeneeHus U MOHSITUS IIPU-
KJIQIHBIX HAyK, a caMble O0OIIMe MPUHUMUIIBI ¥ 3aKOHOMEpPHO-
CTU, SIBJISIONINECS UTOTOM ¥ pe3yJbTaTOM HayuyHbIX MCC/IeloBa-
Huit. CoBeplIeHHO OYeBUAHO, YTO BCe 3TO IPOUCXOAUT
He Ha OCHOBe WM3yyeHUS M aHaamusa ISTUX pPe3yabTaToB,
a Ha ypoBHe IOACO3HAaHUSI U UHTYULUU XyOOXKHMUKA. VHBapu-
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aHTHOCTb Pa3iMuHbIX HeHOMeHOB MuposgaHus MoABepraercs
XYL,OKECTBEHHOMY OCMBICJIEHMIO B TaKMX CEPUSX KapTUH, Kak
«CTpyKTypa IMpocTpaHcTBa», «IIpoctpaHcTBo. CyOGCTaHIIMM»,
«['opusoHT», «l'opmusoHTanu-BepTukanm», «[IpoCTpaHCTBO UTP»,
«CympemaTtnueckass accaMbiesi», «IIpoCTpaHCTBO CIOBa» U [p.

AHTMHOMMYHOCTb COCYIIECTBYIOIIMX BBIMBICIA U peanuii
060CHOBaHa OIeparMOHATbHBIM BbIBOPAUMBAHMEM OTHOIIEHMIA
cybbeKkTa U 06beKTa 3cTeTMdeckoro Bocrpusitus. Ee abcrpak-
UMM OTIMYAIOTCS Ccreluduyeckoil SHepreTUKOi CTONKHYTBIX
WU CIUIETEHHBIX JIPYT C IPyrom o6pa3oB, dbopMaruii, 1BETO-
BBIX IIJIOCKOCTEN, M3bICKAHHBIX PUTMOB. 3[1€Ch IIPOIISbIBAETCS
MomyanuBoe «OHO» Kak 6e3nukas GopmMa U IeiCTBYIOMNIA ep-
COHaX BCeJIEHCKUX IPOLIECCOB.

Kaptuub!l KanmucTpaToBoil OTCHIIAIOT 3pUTENbCKUIT B30P Ha-
3a[ K caMoMy cebe, K SMOTMBHBIM OINyIIeHueM ObITHS, K UH-
TYUTUBHOMY IIPOHMKHOBEHMIO B KaHTMaHCKMe (GOPMbI BOCIIPU-
arusi. Mcropmueckass KOHKPETHOCTb «37eChb-U-ceifyac» C ee
00OBIBATETLCKUMU PeIUSIMU, STUUECKO HOPMATMUBHOCTbIO, CO-
LMAJIbHBIM 33Ka30M, IMOIUTUYECKOl aHTaXMPOBAHHOCTBIO BbI-
HOCUTCSI 38 CKOOKM OIIbITA, — OITBITA ICTETUUECKON BOBJIEUEH-
HOCTM B TIPOCTPAHCTBEHHbIE 3aKOHOMEDPHOCTM OBITMS. 3Hech
OTCYTCTBYET WJUIIOCTPATUBHBIN TUII Xy[LOXECTBEHHOTO MBbILIIE-
HUSI; JIUTePATYPHBII M M300pa3suUTeNbHBIN S3bIKM pa3beluHe-
Hpl. IlyGnuKa IpuIyiaiieHa B OBITUIICTBEHHOE IIyTelleCcTBUe
CKBO3b CTpaHHbIE 3JIEMEHTHl KapTMHBI, M3HAYAJbHO KakK Obl
M He HAJINYECTBYIOIIME, HO TPOSBISIONMECS HA CTYIeHU OT-
CYTCTBMS, OTCTPAHEHMSI: TaKOe IIOJIOKeHMe e/l MPensiTCTByeT
BKJIIOUEHUIO B OOBIIEHHYIO DPEaJbHOCTb U TMOMIEPKUBAET UX
OGIIHOCTh C HOyMeHOM. O6pa3 CTaBUT BOIIPOC OTKPBITOCTU
TPaHCLIEHIEHTHOMY.

TBopuectBo CBernanbl KammucrpaToBoii KOHLeNTyaabHO
6M3K0 3creTMyeckuM B3mIsigam II. @uioHOBa. BHyTpeHHee
BUJIeHME OOGBEKTOB, (PEHOMEHOB U VYHUBEpPCyMa XYAOXKHMUIIA
aKTyanu3upyeT B CJIOKHBIX I'PabUUECKNU-KUBOMUCHBIX KOH-
CTpyKuusiX. YTOo BechbMa HAMOMMUHAET INTYOMHHO CIIMEHTUCT-
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CKMIT TIOOXO[ 3auMHaTeNs «AHAJIUTUYECKOTO MCKYCCTBa», IIO-
CTPOEHHOTO Ha MCKIIOUMTENbHO HAyuHbIX MpuMHIMIAx: «Tak
KaK § 3HAl, aHaAM3UPYIO, BIOKY, MHTYMUPYIO, UTO B JIIO6GOM
00beKTe He OBa mpeaukara, ¢opma [da IBeT, a LEJblii MUp
BUOVMBIX W/IM HEeBUAMMBIX SIBIEHMI, UX SMaHALMM, PeaKiuii,
BKJIIOUEHMII, TreHe3uca, ObITMS, W3BECTHBIX WIM TailHbIX
CBOJICTB, UMEIOIIUX B CBOIO ouepenb OecuucaeHHbIe MpeayKa-
Tbl, — TO s OTPMIIAI0 BepOyUYeHME COBPEMEHHOrO peasn3Ma
»IBYX IPEIUKATOB" M BCe ero IpaBo-JeBble CEeKThl KaK HEeHa-
yUHbIe M MepTBble, — HauMcTO».! TBOpueckue mckauus Cper-
nAaHbl KaaucTpaToBoit 6GiecTsine JITIOCTPUPYIOT KOHIIEITY-
aJbHYI0O Te3y O XYOOXXeCTBEHHOM OTOOGPaKeHUM MMUPOBBIX
dbopmyi 6bITHS.

MAXIM MISHCHENKO

FORMULAS OF THE UNIVERSE
IN «<INVARIANTS» BY SVETLANA
KALISTRATOVA

Abstract

The article examines one of the current trends in contemporary art
ScienceArt on the example of creativity of the artist Svetlana
Kalistratova, which deals with the study of complex combinations
of various topological spaces. A philosophical and cultural analysis
of the phenomenon of this artistic direction, its role and aesthetic
perception in the sociocultural space of modern society is proposed.

Key words

Science art, fine arts, artistic practices, contemporary art, creativity,
contemporary culture, trends in the development of art, Svetlana
Kalistratova, aesthetic perception.

! @dunonos, I1. [leknapatmus «MupoBoro paciseta» // JKU3Hb MCKyCCTBa.
1923. N220. C. 3.
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ITPAKTHIKH / PRACTICES






JIAJA BAJIAIIIOBA!

YOHAKU, VI KOHUEMNLIUS «ITYCTOTHI»
B COBPEMEHHO ITTOHCKOM
MY3EQJIOTUU

A6cmpakm
CraTbsl MOCBSIEHa (EeHOMEHY «IIyCTOro» mysest B SmoHun. JJaHHOE

HalpaBJieHe SITOHCKOTO My3€eBefeHMsI PacCMaTpPUBAETCS B HAIMO-
HaJIbHOM MCTOPUKO-KYJIbTYPHOM KOHTeKcTe. Ocob60oe BHUMaHMUe yie-
JISIETCSI €r0 MCTOKaM, Pa3sBUTMIO, SCTETUKE U crielubyuKe Ha pasHbIX
JTarnax 3BOMIOIVM. ABTOP IPOCIEXKUBAET IPOILECC B3aMMOIENCTBUS
Y BIAVSIHUS 3allafHOM Ky/lbTypbl Ha (GOpMMpOBaHMe HOBOM s Sno-
HUM VHCTUTYLIMM — My3es], a TaKKe COBPEMEHHO€e COCTOSIHME MYy3€0-
JIOTUM B CTpaHe.

Kniouegwole cnosa
«Ilycroit» My3eii, GUIKyIy, GYHTEH, UIMOTO, STIOHCKAsI MY3€0JIOTrMs,
5CTeTUKA ITyCTOTHI.

B gmoHCKOM (M KMUTaliiCKOM) MUCKYCCTBE ITyCTOEe IIPOCTPaH-
CTBO BOCIIPMHMMAETCS KakK MOTeHIMaibHas cuia. [Tycrora min
Yohaku (6enoe MPOCTPAHCTBO) OTKPBHIBAET MTPOTUBOIIONIOXK-
Hoe — ¢opmy. Kaskmplii s;meMeHT oToesieHHbIi Yohaku BHOCUT
MOPSIAOK ¥ UAEHTUYHOCTh Apyromy. HaHHas GbuaocodcKo-ac-
TeTuveckast KOHIEMIMS XapaKTepHa [AJisl SIMTOHCKUX CafloB, MUC-
KyCCTBa, B TOM uuciie ¢oTtorpabdun, MO33UN U apXUTEKTYPHI, 1,

Vlada Banawosa — KaHAUAAT MCKYCCTBOBEOEHMsI, TMPUIIALIEHHbII
JiekTop, YHUBepcuTeT dccekca (BenmkobpuTanms)

153



HaKoOHell, — COBpeMeHHOro myses. 21 suBapsi 2007 roga B To-
Ko, B parioHe PommoHru, B camoM IieHTpe TOKuiiCKOro mera-
MOMca, OTKPBUICS TISThI HallMOHaNIbHBIN Xy[05KeCTBEHHBIN
my3eit JdMoHMM — OOMH M3 CaMbIX MPECTVMKHBIX U JOPOTUX
KYJIbTYPHBIX IPOEKTOB IMPAaBUTENbCTBA B 3MOXY IOCIE SIOH-
CKOro (DMHAHCOBO-3KOHOMMYECKOTO <«ITy3bIpsi» (1986—1991).
3manme HoBoro HarmoHanbHOrO Myses (GykBasibHO «Hairmo-
HaJIbHOTO MYy3es MeXIYHApOJHOTO MCKYCCTBA») OBLIO CITPOEK-
TUPOBAHO BCEMMPHO WU3BECTHBIM apxUTeKTopoM KypokaBoii
Kumro (1934—2007) u o6omiock B 250 MH QYHTOB CTEpINH-
roB. l'asepesg mnomanpio 14 000 KB. M SIBASETCS HE TOJBKO
KpymnHeiein B SInoHMKM, HO U MpeBbiliaeT My3eil COBpeMeH-
Horo mckyccrsa B Hpio-Mopke (12500 kB. M). MHOr1e sKkcrep-
Thl IO MCKYCCTBY U My3€sIM pe3KO KpUTUKOBaiu HalumoHamb-
HbBIII XYyOOXKeCTBEHHBINI IIeHTp TOKMO 3a ero KypaTOpCKYIO
U yIpaBIeHYECKYI TOJIUTUKY BO BpeMms IIJIaHMPOBAHUS
U CTPOUTENbCTBA, MOCKOJIbKY OH MO/DKEH ObLI CTaTh IMOCTE[-
HUM JOIOJIHEHMEM K PSAY «rajepeiiHbIX My3eeB» WU TOrO,
UTO MOKHO Ha3BaTb «ITyCTbIMU My3esiMu». «IIycToil myseit» —
0COOBINT TUIT My3esl, «<He My3eii 6e3 ayIuTOpum», HO My3eil 6e3
KOJIJIeKLIMM, TIOCTOSTHHBIX 3KCITO3UIIMU U KypaTopoB. My3eit Ta-
KOTO pofa BMelllaeT BpeMeHHble BbICTaBKU, CIIOHCHpyeMbIe
U Kypupyemble pasjiMYHbIMU OpraHu3alusIMu, BKIOUasi cpeq-
CTBAa MaccoBO¥ MHQOpMaIMu, YacTHbIe BbICTABOYHbIE KOMIIA-
HUM, a TaKke MeCTHble UM HalMOHAJIbHbIE XYyJOKeCTBEHHbIE
rpynnbl. C Toukm 3peHust nocenjaemocty, NACT kaxketcst no-
BOJIBHO yCHelHbIM. M3 opraHu3oBaHHbIX B mepsoM 2007 romy
BBICTABOK 69 TpMHaAjieXaau apT-rpymmnaMm u 11 Mmy3ew B co-
TpygHMuectBe ¢ CMU u gpyrumm opraHmsauyssmu. Uuwio mo-
cetuteneit gocturao 1 muH 11 masa 2007 roga — Bcero uepes
TPU C IIOJIOBMHOM Mecsia Iociae ero OTKpbiTvs. Kak ciemyer
M3 ATIOHCKOTO Ha3BaHMS, My3elt (hOKycUpyeTCs Ha Ipou3Beme-
HUSIX COBPEMEHHOTO MCKYCCTBA CO BCEro Mupa. Yke B IMepPBbIil
TOJl OTKPBITUSI My3esl 3[leCb COCTOSUIMCh BbicTaBku MoHe («Mc-
KyccTBO MoHe ¥ ero Hacjienue»), IMPOXOAMBINast ¢ 7 arpess
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no 2 utons 2007 ropma, Kotopasi npusiekiaa 709620 moceTure-
neit; «Monounuta Bepmeepa 1 ro/uiaHnckasl >KaHpOBasi KMBO-
much» (26 cents6ps — 17 mexabps 2007) u «Bech mup B Iapu-
Ke: MHOCTpaHHble XyaoskHUKHM B Tlapiuke» (7 deBpans — 7 mas
2007).

VYKa3aHHbIE BBIIIE XapaKTEPUCTUKU «ITYCTOTO My3esi» HaIlo-
MMHAKT PAHHIOK MOIUTUKY My3esi COBpeMeHHOr0 MCKYCCTBa
B Hrlo-Mopke (MoMA) non, pykosoacTsoM Anbdpena X. Bappa,
COIJIaCHO KOTOpoJt My3eii He MO/KeH ObUT XpaHUTh ITPOU3Bee-
HUS UCKYCCTBa Gosee 50—60 JieT mocie ux Co3maHus, U Kaxkaas
paboTa B UX KOJUIEKIMM B KOHEUHOM MTOTe OOJIKHA Obljaa GbITh
nepesana B Myseit Merpononures, Hpio-Mopk. Bo MHOrom oHa
TaKKe COOTHOCUTCS C HelaBHel TeHeHIMel cpeau My3eeB CO-
BpeMeHHOro uckyccrsa B EBpone u CeBepHOII AMepUKM, KOTO-
pble OTKa3bIBAKOTCSI OT TPAAUIIMOHHON TPAKTUKU KOJJIEKIIUU
Y TIOCTOSIHHOM 3KCIIO3UIIMM, YTOOBI TOCTOSIHHO MATU B HOTY
¢ 6BICTPO MEHSIIOUIMMMCS IBMKEHUSIMU, I/To6anu3aimeit, coppe-
MeHHOCTb10. OnHako co3nanme NACT m pa3BuUTHe «ITyCTOTO My-
3es» B LIeJIOM, CleAyeT pacCMaTpMBaThb B MHOM KOHTEKCTe —
KYJIbTYPHO U UCTOPUUYECKU CBSI3aHHOM, UTO OTJIMYAET ero oT 3a-
MaJHbIX.

HeT HMKakux COMHEHMIT B TOM, UTO Pa3BUTHE XyA0KECTBEH-
HBbIX My3eeB B ITTOHMI BO MHOTOM OGYC/IOBIEHO PACTYIIMM KOH-
TakTOM SMoHuM ¢ 3amnagomM CO BTOPONM IMOJMOBMHBI XIX Beka.
sImoHust GBICTPO MEePeoCMbIC/IMIIa cebsI KaK HOBOE HallMOHAJb-
HO€e TOCYJapCTBO MPU KOHCTUTYIIMOHHOVW MOHApXuu, COTIEPHU-
Yasi ¢ 3aMagHbIMU UMIIEPCKUMMU CBepXAepskaBamMu, BBeAs IUPO-
KU CHEKTP TMOMUTUUECKUX, KYIbTYPHBIX U TEXHOJIOTUUECKUX
anemeHTOB 13 EBporbl u CIIA. VIMeHHO B TaKMX YCIOBUSIX KOH-
HEeNIus «XyOOoKeCTBEHHOTO My3esi», Mes My3esl Oblia BBeIeHa
B SnmoHuu c 3amaga B KoHlle XIX Beka, B Mepuop, aKTMBHOTO
TBOPYECKOTO B3aMMOZEICTBUS MOC/Ie BbIXOIa CTPaHbl U3 U30JSI-
uyuu. Ho B SIoHun, Kak u Apyrue KyabTypHble hheHOMeHbI, OHa
Obl/Ia TepeocMbICieHa M aJanTHMpOoBaHa YHUKAJbHOI HaIMo-
HaJbHOJ MEHTaJbHOCTbIO. IIpUUMHONM MOSIBIEHMS MOOO06HOTO
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rnoaxofa K My3el0 SIBMIACh CJIOKHOCTb CUCTeMaTM3aluM apT-
06BEKTOB, KOTOpasi Havyaja ITPOVUCXOAUTDH JIUIIb B pe3y/abTaTe
KOHTakTa ¢ 3amazom. B SroHun He cyliecTBoBasia IMPaKTUKU
OMMCaHMs, K IpUMepy, SKUBOTIUCU U Kainurpaduu, B TepMUHAX
«XYIOOKHUK», «JaTa», «<HallMOHaAbHOCTh». K 1880-M romam u3y-
YyeHye COKPOBUIN OYIAMCTCKMUX XPaMOB CIIOCOOCTBOBAJIO Aeca-
Kpaiu3auuu Mpou3BedeHui UCKYCCTBA U UX CUCTeMaTu3alun
110 3aMaJHOM MOZEIN.

TepMUH «XyIOKECTBEHHbII My3eii» Ha SITOHCKOM — bijutsu
hakubutsukan vnu bijutsukan siBnsieTCs COCTaBASIOUUM U3 IBYX
c10B. HeaBHMe mccienoBaHms SITOHCKUX MCKYCCTBOBELOB IO-
Kasasu, 4YTo CJI0BO bijutsu (Gudxicyyy) — «MCKyCCTBO», yuin, 6osee
KOHKDETHO, «M300pa3suTeIbHOEe MCKYCCTBO», ObLIO OGYKBaIBHO
«u300peTeHO» B Hauase 1870-x romos, KOrja 3amagHOe CJIOBO
U TIOHSATHE <VICKYCCTBO» OBLIV TMepeBefeHbl Ha SITIOHCKUIA SI3BIK.
Eciu 6bITh G0iee TOUHBIM, TO MMEHHO B siHBape 1872 romy 6u-
OXCyyy BIIEPBbBIE TTOSIBUJICS B OUIIMATBHOM OObSBIEHUM IKCITO-
HaToB 1151 BeHckoit BcemupHoit BbicTaBku 1873 roma. TepmuH
OB CO3/aH B Ipoliecce MepeBoa roCyAapCTBEHHBIMY YMHOB-
HMKaMM CIIMCKa KaTeropuit 9KCIOHATOB, OTIIPaBIeHHbIX U3 Be-
HbI, KOTOPBII ObII HAmMCaH Ha TpeX 3amafgHbIX S3bIKAX —
HeMelIKoM, ppaHIly3CKOM M aHI/IMiicKoM. HesicHO, Ha Kakoii Ba-
PUAHT S3bIKa B OCHOBHOM CChIIAJIUCh TI€PEBOAUMKHA, HO OUeBU] -
HO, YTO OHM CUMUTAIM, UTO HMUKAKOe CYyILIEeCTBYIOLIee STIOHCKOe
CJIOBO He TOAXOAUT /ISl OTMCAHMS 3TOTO «3araJHOT0» TeEPMUHA
U TIOHATUS. B sAmoHCKoM mepeBoge bijutsu COMPOBOXKIAIOCH
TpuMeuYaHeM MepeBOoAUYMKa, YTO «MYy3bIKa, JKMBOIVCH, CKYJIbII-
Typa, I033UsI U Tak Jajee Ha3bIBAIOTCS bijutsu Ha 3anage». DTOT
«0UINAIBHO M300pEeTeHHBbII» TEPMMUH BIIOCIEICTBUM CTa
Ype3BbIUAITHO MOMY/SIPEH B TOPOAAX KAk OJHO U3 MHOTOUMCIIEH-
HBIX MOZHBIX, COBPEMEHHBbIX, 3aIaJHOTO CTUJIS CJIOB, KOTOpbIe
ObUTM BBeIEeHbI B SITOHMM B 310Xy Msiin3u, HapaBHe ¢ bunka
(6yHka, xynbrypa). OH COCTOUT U3 IBYX CMMBOJIOB: bi 4TO 03Ha-
yaeT «KpacoTa» U jutsu — «MeTom» WU «ymeHue». KoHeuHo,
Ha MPOTSIKEHUM MHOTHUX JieT B SIMOHMM CyIeCTBOBAIM pas3iny-
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Hble (POpPMBI TOTO, UTO CETOAHSI MOXXHO OTHECTM K KaTeropumu
bijutsu, Takue Kak KMBOIMCh, KEPAMMKA, CKYJIbIITYpPHbIE 0ObEK-
Thl. TeM He MeHee, OHM HMKOIJA He ObLIM OMMCAHbI KaK YacTb
TOTO, UTO HAa3bIBAETCS GUONCYLY.

Camoe paHHee YIIOMMHAHME O «XYIOXECTBEHHOM My3ee»
B IMCbMEHHBIX MCTOYHMKAX AaTtupyetcs 1861 ropom — B gHEB-
HuKe neneratoB CeryHara B CIIIA 1861 roga, mossxke — B psife
3anmceil MPaBUTEIbCTBEHHBIX UMHOBHMKOB, MOCETUBIINX DPa3-
JMYHBIEe My3eU 3a pyoeskoM. Kak MHCTUTYIMSI, My3€eil ObLT SIBHO
«MMIIOPTMPOBAH» MPAaBUTEIbCTBEHHBIMU UYMHOBHUKAMM, KOTO-
pble, BepHYBIIMCh U3 cBoero I'pana Typa mo 3amagy, paccMmar-
pUBaIM €r0 KaK KOMIIOHEHT, HeOOXOAMMBIi [IJI1 COBPEMEHHOTO
LVBUIM30BAHHOTO HAIlMOHAJIBHOTIO rocynapcTtBa. IlepBsiii my-
3eil, yuYpeskaeHHbI i MUHUCTepCTBOM 00pa30BaHMs, CTall, 110 CY-
TH, TOATOTOBKOM K MexayHaponHoli BeHCKOW BbICTaBKe
1873 roma. Ero Konjekiuuss OCHOBBIBJIACh HA CTapbIX M HOBBIX
apredakTax, COGpaHHbIX B paMKaXx ITOATOTOBKM K BBICTABKE, UTO
Mo3ke 6bUIO YHacIenoBaHO ViMmepaTtopckumM (HalloHaIbHBIM)
my3eeM B Tokno, oTkpbiBIIMMcs B 1889 rogy. Ho 0CHOBHBIM nC-
TOYHMKOM COBPEMEHHOTO SITIOHCKOTO My3esl SIBUJINCh XyAOXKe-
CTBeHHbIe BbICTaBKM — Bunten (byHTeH), mogobue GpaHIry3cKo-
ro CajioHa, — MpPeCTUs>KHAs U BAUSITETbHAS €3KerofHast BbICTaBKa
SITTIOHCKOT'O MCKYCCBa, MpoBoaAuMas MUHMUCTEPCTBOM 00pa3oBa-
Hud ¢ 1907 roga B mapke Ueno (YsH0), Tokuo.

Pa6oThl 3KCIIOHMPOBAIUCH U OLIEHMBAINUCH IO TPEM Kare-
ropusiM — SITIOHCKOE MCKYCCTBO «3arajHOro» HampaBaeHUs —
seiyoga (ceitora), TpaguLMOHHOe — hihonga (HUXOHTA), CTaB-
1iee BIIOCTEACTBUM aCCOIMMPYeMbIM C AKaJgeMueil XyaoXKeCTB
(1889 rom) m IlIkomoit M306pa3suUTeNbHBIX MCKycCcTB (1898),
" cKyabIiTypa chokoku (4okoky). YUepes wm3bupaeMbix MuHM-
CTEPCTBOM CyHelt 1, B CBOIO oUepenb OTOMPAeMbIX CYIbsIMU pa-
60T /11 BBICTABKYM M HarpaskaeHuii, ByHTeH oka3aja 3HauMTe Ib-
HOe BJMSIHME Ha paHHUII Tepuop pa3BUTUSI COBPEMEHHOTO
SIMTOHCKOTO MCKYCCTBA U ChITPaJl OCHOBHYIO POJIb B TIOMY/ISIPHO-
CTU U yCIlexe OBVDKeHMS] HMXOHTa yepe3 ouimaabHOe IpU3Ha-
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HME ero XyA40KHUKOB. /10 BTOPOIi MUPOBOI BOVHBI HALIMOHATb-
Hasl >KMBONMCh HUXOHTA OCTaBajacCh BeOYIIMM HalpaBlieHUEM
B dnmoHun. ByHTeH MOAB30BajaCS OTPOMHOI MOMYISIPHOCTHIO.
Hanpumep, B 1916 roxmy BbictaBky mocetwin 250 000 yenoBek.
Ho, B oTinuMe OT 3amafgHbIX BBICTABOK, XapaKTEpPHOI 4epToii
ByHTeHa ObLTa TpaguMIMOHHASI CUCTeMa MAIMOTO. B cucreme
iemoto (usmomo) GeCIpeKOCIOBHBIN aBTOPUTET MacTepa 3MU-
KOWJICS HAa TPOUCXOXKIOEHUM MU POLOCIOBHON TpembIIyIINX
MacTepoB WM MKOA. HUKakue MOMBITKM He MPeATIpUHUMAINCh
TIPeB30JTY HaBBIKM MIM CTUJIh MacTepa, 160 BbI30B paccMaT-
pMBajCs KakK IpefaTenbCTBO. lMepapxmum UM YKOpEeHUBILASCS
CTPYKTypa BJacTU (Cujaa CTPYKTYp) MUTpaayd OCHOBHYIO POJib
B BbIOOpe paboT mJis BHICTABOK: MacTep BbIOMpal IIpOU3BeENIE-
HMSI TOJIbKO CBOWMX YUEHMKOB, IBITASICh HE MOITYCTUTb PabOTHI,
KOTOpbIE BBITVISIIENN CAUIIKOM COBPEMEHHBIMU WU XYIOKHU-
KOB, KOTOPbIX OHM JIMYHO He 3Hauu. IIomoOHbIE apT-TPYIIIbI
MOHOIIONIM3UPOBAIM BBICTABOUHOE MPOCTPaHCTBO A0 II Mupo-
BOJ BOJHBI, MAaHUITYJIUPYS My3€IMU, B TOM uuciae TOKUIICKUM
XYIO)KeCTBEHHBIM My3eeM MeTporonuTeH ApT, B CBOMX CO6-
CTBEHHBIX MHTepecax. «[IycToi» My3eit — MMEHHO TO, YTO Tpe-
60BajIOCh XymoXXecTBeHHbIM Tpyrnmam (bijutsu dantai, 6udxcyyy
daxHmati) UIBSMOTO [JIs1 CBOMX BbICTAaBOK. TOKMIACKMIT My3eit cTasl
nepBbIM U3 HUX. OTKPBITHIN B 1926 rony, BHEIIHE MOBTOPSIO-
LM 3aIlafHbIi KAHOH My3es — 3J4aHMue C HeOK/IaCCUMYeCKUMU
KOJIOHAMU, TIOCTPOEHHOE GPUTAHCKUM apXUTEKTOpoM JIxkocaii-
eit Kongapom, 1Mo cBOeMy MPUHIIUIY OH He MMeJ HUYero o6-
1ero ¢ HUM — HU TOCTOSIHHOWM KOJUIeKIMU, HU KypaTOpOB,
BMECTO 3TOTO TOJHOCTBIO TOJIarasich Ha BpeMeHHbIe BbICTaBKU
XYyI0>KeCTBEeHHbBIX TPYIIIL.

B mocneBoeHHOI SNMOHMM MOSIBISIETCSI HOBBIM TUIT «ITYCTO-
ro» mysess — My3eii COBPeMEHHOI0 MCKYCCTBa HpedeKTypsl
Kanarasa (1951), KoTOpbIii pa3BMBajCs B KOHTEKCTe KypaTop-
CKUX TPAKTUK €BPOMEeNCKUX U CeBepoaMepUKAHCKUX MY3eeB
XX Beka. BbICTaBKM apT-TpymIl MSMOTO 3aMEHWU/IM BpeMeHHbIEe
SKCIMO3ULUN U3 TPOU3BENEHUI MCKYCCTBA, NMPEeIOCTaBIIsSIeMbIX
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Ipyrumu mysessmu. CBoeii 3amaueil KypaTOpbl My3esi BUIEINU
B Pa3sBUTUMU UCTOPUYECKUX IEPCIEKTUB SIMTOHCKOTO MCKYCCTBA
nocie Maiigsmu. Ho MCKycCcTBO U cucTeMa MIMOTO MPOLOKAIN
yOEepPKMUBaTh CBOM mos3uumu. Tak, B Mysee ToTurum KOHQIMKT
MEXAY ABYMSI CTOPOHAMM CTaJl OCOOEHHO MHTEHCUBHBIM B Ha-
yase 1980-x romoB. B pesynbrare 6bUIO MPUHITO KOMITPOMMC-
HOEe pellleHMe — PeryisipHbIi JOCTYIT XYOOXKHUKOB M3MOTO 4Ye-
pe3 eXKeroJHyl KOHKYPCHYIO BBICTAaBKy (kenten, KeHmeH).
K 1980-m romam MHOrMe My3eu COBPEMEHHOI'O MCKYCCTBA YKe
He MYCTOBaIXM — MM YHAJIOCh COOpaTh CBOM KOJUIEKIIMU U OT-
KPBITb IIOCTOSIHHBIE Tajepey MJjisi CBOMX IKcrmosuimii. Taroke
M TIPOLECCHI, U TOCAEACTBUS ITUX KOHGMIMKTOB MPUBEIN K U3-
MEHEHMI0O MHCTUTYLMM My3esl M KypaTOpCKOi mpakTuku. Ha-
UMOHAIbHBIN xygoxkecTBeHHbIN LlenTp Toxmo (2007), KOTOpHIit
SIBJISIETCSI TAK)Ke «ITyCThIM» My3€eeM, CO3/IaH B pe3y/ibTaTe B3au-
MOJEeNCTBMS apT-TPyMIl, KypaTopa U OPYTUX MOCPegHUKOB. DTO
«KOHTaKTHasl 30Ha», TO eCTb MeCTO, Tfie MPOUCXOOUT B3aUMO-
JIle/iCTBMe MeXIy PasiIN4YHbIMU KyIbTypaMU, SINOHCKOM U 3a-
najHoI.

DONMpIIMHCTBO CHeLManucTOB M IIpefCcTaBUTesell TBOpYe-
CKO MHTE/UTUTeHIU B SITOHMM aKTUBHO MOAOEePKUBAIOT TTOIN-
TUKY BeCTEepHU3aLM My3€eeB, KOTOpas y>Ke B TedeHMe OJIUTeNb-
HOrO BpeMeHM accoummpyetcs B SnoHuM c «MomepHU3auuei»
U «KyJbTypanusauuei» (B JaHHOM [OMUCKypCe — CUHOHUMEBI).
«Kynprypanusanust» (bunka-ka, 6yHKa-Ka) B SITOHCKOM SI3bIKe
SIBJISIETCSI CUHOHMMOM BecTepHM3auyuu. OUmomIorniyecku «KyJb-
Typa» (bunka, 6yHKa) — mepBOHaYaJbHO ab6peBuaTypa rmepeBo-
Jla 3alaJHOro CI0Ba «KyJbTypa» B Nepuon Maiinsy, o3Havana
«eBPOTIENCKYI0/aMePUKAHCKYI0 MOAY» U HAallMOHAJIbHYIO ITOIU-
TUKY «MOJlepHU3alMM» U «BeCcTepHM3alMu» CTpaHbl. B pasrap
«my3eitHoro 6yma» B 1970-x u 1980-x rogax SImoHUS yke ObUIA
BTOPOJi 110 BeIMYMHE 5 KOHOMMKOI B Mype. B 3TOM cMbIciie «Be-
cTepHU3auus» 6buTa mocTurHyta. OgHAKO cTpaHa He 6GbUIa MIO-
CTAaTOYHO «KYJIbTYPU3UPOBaHAa», 10 MHEHUIO 3aMaJHOOPUEHTU-
POBaHHBIX YMOB. BO3HMKHOBEHME MHCTUTYLIUU SIITOHCKOTO MY-
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3es C 3TOJ TOUKM 3peHus MMOHMMAaeTCs Kak dhopMa KyJabTypain-
3anuu SnoHuu, npuineamas ¢ 3amnaga. MHOrMe yuyeHble yKa3bl-
BAalOT HAa CPaBHUTEIBHO KOPOTKYI) UCTOPUIO MY3€MHOM UHCTU-
Tyuuu B SMoHMM, KOTOpas Havanach TOAbKO B 1872 rogy. B aTom
CMbIC/IE OH BCe elle «MJIajieHel B MJaJleHYecTBe» U IOYTU
Ha [Ba CTOJIeTUSI OTCTaeT OT EBpOIBI — TO €CTh HaXOOUTC elle
Ha paHHel craguu pasBuTus. Ho, HeCMOTpss HAa MHOTOUYMUC/IEH-
HYI0 ¥ JKeCTKYI0 KPUTUKY BHYTPU SITTOHCKOTO KYJIbTYPHOTO 006-
1[eCTBA «OTCTAJOCTH» HALIMOHATbHBIX My3€€eB, UX UTHOPUPOBA-
HMS 3alafHbIX TeHAEHIUI B My3€e0JIoTMM, BKIIOUas 9KO-My3eil
” «codT-My3eii», peasibHOE COCTOSIHME MOKHO ITPEeICTaBUTh,
TOJIbKO OGBEKTUBHO PACCMOTPEB CTATUCTUKY. MHOTME SITTOHCKYE
MY3€e0JI0TM OGCY;KIAIOT pacTyllee 3HaUYeHMe KYJIbTYPhI B SITTOH-
CKOM OOIIEeCTBE U TOOIIPSIOT 3Ty TEHAEHINIO K KyJIbTypajn3a-
uyy. Takoi TepMUH Kak «BeK KyabTypbl» CTaJl Ipeobiagaiomym
rnocse noknaza «Bo3pacT KynbTypbl», COCTaBA€HHOIO U U3OaH-
HOTO TI0f, PYKOBOZCTBOM IipeMbep-muHMCTpa Ohira Masayoshi
(1910-1980) B 1980 romy, Ha KOTOPBI 4YacTO CCbUIAKOTCS IIPU
OOCY;KIEHMM O CTAaHOBJEHWM ¥ PasBUTUM My3es KakK oOIie-
CTBEHHOTO YyupexIeHUsI KyJbTypbl. Bospacrarommii mMHTepec
K KyJIbType ¥ My3esiM B SIOHUM O6BSICHSETCS B JOK/Ia/le YBeu-
YyeHueM CBOOGOTHOTO BpeMeHM B pe3y/bTaTe BBICOKOTO POCTa
9KOHOMMKM, UTO ITO3BOJIMJIO TOpPOKaHaM IPOBOIUTHL OOJbIIe
BpeMeHM, HACTKAsICh CBOMMU YBJI€UEHUSIMU U YUACTBYSI B 00-
pa30BaTeIbHONM AesITeTbHOCTU.

B 1950 romy B SmoHMM ObUI TPUHST TEPBBI 3aKOH
«06 oxpaHe KyJIbTYPHBIX IleHHOCTeli» u B 1951 romy — 3aKkoH
«O mysesx». B 1956 romy, paHee uem rme-nu6o B EBporme
(B 1971 romy ObLI TOJBKO BBedeH BO ®PpaHLMUM STOT TEPMUH
U cuctema), B SIMOHUM OTKPBLICS TEepPBbIii 5KO-My3eli. Ha maH-
HBII MOMEHT MX HaCUMThIBaeTcs 6oee cTa. B ¢BSI3U C colmaib-
HO-9KOHOMMYECKO! 3SBOMIOLMEN SMNOHUM, MHOTME 3KOMY3eli-
HbIe OTbIThI KOHIa XX Beka 1 Hauaja XXI Beka 6bUIM Pa3BUTHI
B TOPOJNICKO} Cpefle — YHMKa/JbHasi HoBasg ¢opMa 3KO-My3esl.
Coo06111ecTBO MpujIaraeT 3HaUYMUTEIbHbIE YCUIIMSI, YTOOBI BOCCTA-

160



HOBUTDb UCTOPUYECKYIO MTaMSITh Uepe3 CBOe Hac/elye U B TO JKe
BpeMsl 3a60TUTCSI O CBOEM COBPEMEHHOM Hacjlemuy, KOTopoe
IBJISIeTCS YacTo (pakTmyecku MHPPaACTPyKTypoil. XapaKTepHO
YepToii SIMTOHCKUX MY3€€eB, B 0COOEHHOCTM KO-MY3€€eB, SIBJISET-
cs1 Ipo6iiemMa 9KOOTUN.

B Hactosiee BpeMsi B SMNOHMM HACUUTHIBAETCS OKOJIO
5690 pasnuunbIx Mmy3eeB (B 1955 romy mx 66110 TOIBKO 239), 4TO
cTaBUT SMOHMIO HAa BTOpoe MecTo nocie CoeanHeHHbIX llITaToB
1o konmuyectsy Mysees (18 000 my3ees). IIo JaHHBIM COLMAIb-
Horo orpoca 2015 roma KoJIM4ecTBO MOCETUTENEN BCEX MYy3€eeB
B SIMOHMM TIpUMeEpHO BABOE IMpeBbIlllaeT HaceJleHMe CTpPaHbI:
279 MJIH TTIOCETUTENIEN My3€eeB B CTpaHe ¢ HacejeHueM 150 MiH
YyeJioBeK.

CnenmyeT 3aMeTUTb, YTO, CTPOTO TOBOPSI, BCe HAI[MOHATbHbIE
My3eu SAMoHUM — KaK XYyHOoKeCTBEHHbIe, Tak U 060t apyroit
crienqyanau3aluy — yoKe He SIBJISTIOTCS HOAJIMHHO «Hal[MIOHA/IbHBI-
MU» UMHCTUTYTaMU, HO CTaJIM HEe3aBUCUMbIMU aAMUHUCTPATUB-
HbiMM eguHMIaMy ¢ 2001 roma, XOTb OHM BCe ellle B 3HAUUTEb-
HOJi cTereHM (MHAHCUPYIOTCS MPaBUTEIHCTBOM. B OCHOBHOM
My3eu CO3[OAI0TCS OpTraHamMM MeCTHOTO CaMOyIpaBIeHUs
(B MeHbIIIel CTeleHM 3aperMCTPUPOBAHHBIMM acCOLMAUSIMU
U YaCTHBIMU ULIaMu). YIIpaBJieHne KPYIIHbIMYM HalMOHAJIbHBbI-
MU My3€esIMU OCYIIIeCTBIISIETCSI He3aBUCUMbIMU aAMUHUCTPATUB-
HbIMU yupexgeHusMu. Hampumep, HauuoOHanbHbIN MHCTUTYT
KYJIbTYPHOTO Hawienus yrnpasisieT HallMoOHaJIbHBIMU MY3€5IMU
Toxkuno, Knoro, Hapa, Krwocrw. [lenervpoBanne 3agauu He3aBUCU-
MO} aJIMMHUCTPATUBHOM eOUHUIIE TO3BOJSIET OCYIECTBISITh
aBTOHOMHO€ YIIpaBjieHue GM3HecoM M (MHAHCAMM B COOTBET-
CTBUMU C MeTOAAMM KOPIIOPaTUBHOTO YIIpPaBIeHMUSI.

[MToMyMO HalIMOHAJIBHOTO MTPaBUTENbCTBA, OHOM U3 OpraHu-
3a11ii, KOTOpasi UTpaeT BaKHYIO POJIb B Pa3BUTUU MYy3€€B, SIBJISI-
ercsi JAM (SdmoHckas Accoumanus My3eeB), OCHOBaHHas
B 1928 romy, crapeiiiiee My3eifHOe 00beiiHeHME B MUpe. Muc-
cust AcconiManium 3aK/aouaeTcs B MPOBeleHUM OMPOCOB U MCCIe-
IIOBaHUIi, a TakKe B IIpeloCTaBAeHMM KOHCYIbTAIMiT Y TTOMOIIN
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[IJISI pa3BUTUSI My3€€B B LIeJISIX MOBBILIEHUS] YPOBHSI HETIPEPhIB-
HOTrOo 06pa3oBaHMSI MOJOAEXM M B3POCIBIX, a TAKXKe SITTOHCKO
KyJbTypbl B LieioM. My3eliHble UCCIefOoBaHUSI U XypHan JAM
OBLTM B HEIPephIBHOM M3JaHUM C MOMEHTa CO3[JaHMsI, 3a UC-
KJII0OUeHMeM TepepbiBa BO Bpems Bropoit MupoBoJi BOJHBI; €ro
MUCTOPUS U TPagULUM SIBSIOTCS OGHUMMU U3 CAMbIX IMOYTEHHBIX
cpeny BCex akaJeMMuyeCKMuX KypHanaoB B SnoHun. Kpome Toro,
pa3 B IIITh JieT JAM my6nukyeTt «My3eiiHyio 6e1yi0 KHUTY» — 06-
30p COBPEMEHHOTO COCTOSTHUSI My3€eeB 0 Bceit dnonumn, comep-
SKalllylo MCcUepribIBaIe CTaTUCTUUeCKMe OaHHble O My3esx
cTpaHbl. OgHAKO, IOCKOJbKY 3Ta MyOIMKalus He OOCTYIIHA
Ha aHTINICKOM SI3bIKe, MH(pOpMAaIs 0 My3esax SIMoHUY He Toy-
YyaeT IMIMPOKOTO PacrpoCTpaHeHMs Ha MeXAYHapOgHOM YPOBHE.
[Tepecmortpy «3akoHa o my3ee» B 2008 romy rpenuecTBOBaay Ta-
KKe IIMpoKoMaciuTabHble uccaenoBanus SMOHCKO Accolya-
uuu myseeB (JAM). ITomumo JAM B SInoHUM OeJiCTBYeT LiEIbIi
psiO OPYTUX aKageMUYecKuUX OOIIecTB, CBSI3aHHBIX C MY3€SIMU:
Mys3eiitnoe O6miectBo Sdmounn, InoHckoe OBIIECTBO MCCIEA0BA-
HMI1I BBICTABOK, SIMOHCKas AKageMusl YIIpaBIeHUS My3esMu
(JMMA) u noHckoe O61IeCTBO JOKYMeHTaluy uckyccrsa. Cpe-
IV 9TUX KPYIHBIX aKameMuueckux obiiects, JMMA Haubosee
aKTMBHOE, KOTOpOe IMyOIMKYeT MHOKECTBO MY3€IfHbIX JKypHAaIOB
u pab6ort. JlesteabHOCTh JMMA HOCUT TakKe ¥ MeKIyHapOIHbIi
xapakrtep. Hampumep, exxerogHo, HaunHas ¢ 1998 roma, JMMA
MpUIJIaliaeT OAHOTO WIM ABYX 3amlaJHbIX My3eMHbIX KOJUIer
B SIMOHMIO AJ1s1 TPOBEAeHMS UCCIeqoBaHmii 1 nebatos. JMMA axk-
TUBHO MCC/IeTyeT U cobupaeT MHOOPMALNIO O TEHAEHIINSIX pas-
BUTUSI My3eeB 3a pyOeskoM, M3MeHEeHMS B IIOJIUTUKE U CUCTeMaX
yIIpaB/ieHUSI My3esIMU, UIeT HOBbIe MOAXO0bl B My3eiiHO Aes-
TeTbHOCTH, KOTOPBIX ellle He 66110 B SImoHMu. B pe3ynbraTte MHO-
rvie My3eu B SIITOHMM CEerofHs YIesoT 60/bllle BHMMAHMS CBO-
MM KOMMYHMKATUBHBIM (PYHKIMSIM, C 9HTY3Ma3MOM IUIAaHUPYS
M TIpefJiarast BhICTaBKM Kak (GopMy 00pa3soBaTeNbHOI OesiTelb-
HOCTU. B M306MIMM TpemaraioTcs IMpakTUUecKyue SKCIIOHAThI
B Hay4YHbIX My3esX M Hay4YHbIX IIeHTpaX, XyJOoXKeCTBeHHbIe Ma-
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CTepCKUe B Xy[IOKeCTBEHHBIX MY3esiIX ¥ MPOrpaMMbl, TakKMe Kak
9KOJIOTMYecKoe o6pa3oBaHMe ¥ MHTEPAaKTUBHbIE CEMMHApPhI
10 TIPUPOJIe B My3esIX eCTeCTBeHHOM UCTOPUM. ITU TIPOrpaMMbI
rpezJiaraloT 06pa3oBaTe/ibHble MepPOIPUSTHSI, KOTOpbIe TOCy-
JapCTBEHHbIE IIKOJbI HEe MO 6bl 00ECHeUYUTh CBOMMMU COG-
CTBEHHBIMU pPecypcaMu.

3HauUTeNbHASI YaCTb SITIOHCKON JUTEPaTypbl O pPa3BUTUU
My3eeB B SIMOHMM IO HeZaBHEro BpeMeHM OblIa TeCHO CBsS3aHa
CO CTapbiM TOHMMaHMEM MY3eiHOl AesSTelbHOCTU. IJTa TeH-
OEHIVUST OTYACTY OOGBSACHSIETCS TeM, UTO STOHCKME My3eliHble
McCIeloBaHMsI TIPOMCXOMASIT B aKageMnJeckoii chepe, KypaTopa-
MM YHUBEPCUTETCKOro oOpasoBaHus. B SAmoHuM KypaTopCTBO
MTOATBEPKIAETCS HAVMOHAIBHBIM CEPTUOUKATOM ITOCIE YeThI-
pexyieTHero o6ydeHus B yHUBepcuTeTe. BOMbIIMHCTBO ITyO/MKa-
LM SITTIOHCKOTO My3eeBeIdeHMs MCIOIb3YeTCsl B KauecTBe yue6-
HUKOB [J151 IOATOTOBKM KypaTOPOB B YHUBEPCUTETE U HATTMCAHBI
My3eeBelaMM, KOTOpble WM3Y4alOT U TIPerojamT pasjinyHbie
NpeIMeThbl, OTHOCSIIMECS K STOMY KOHKPETHOMY KypCy.

Ho 6bITh MOXOXMMM Ha 3aIaHble My3eyM CTAHOBUTCS CaMO-
OYEBUIHON «HOPMOI» IS SIMOHCKMUX yYpexneHuii. Bo Bcem
Mupe My3eifHasi KylIbTypa BCTYIIIIa B HOBYIO (asy. B To ke Bpe-
MsI, KOTla My3eyu MPUHUMAIOT MeKAYHApOAHbIN XapakTep, UX
pOJib B KaueCTBe OCHOBHOTO CTOPOHHMKA PErMOHa/IbHOM KY/b-
TYPHOJ CaMOOGBITHOCTY, HE3ABUCUMMO OT TOT'O, OCO3HAET Jin 00-
IIECTBO 3Ty POJIb MJIM HET, NMpMOoOpeTaeT KaK HUKOTAA BasKHOE
3HaueHue. B aToM muckypce BecTepHMusanuy GeHOMEH «ITyCTO-
rO» My3esl IJIT MHOTUX SIBJISIETCSI pe3y/lIbTaTOM IpeHe6peskeHNs
U HelTOHMMaHMS SIroHMeli 3ammagHoii MoJelu, TO eCTh IIpoBajia
«MIPaBUJIbHOM» BecTepHM3aLuu cTpaHbl. OgHAKO, KaK MbI IbITa-
JIUCh TIOKA3aTh B CBOEJi CTaThe, OCHOBBIBASICh HA KOHIIEMIUM €0
co3paresielt, «IyCTO» My3eil SIBJISIeTCSl He TOJIbKO MMMAaHEeHT-
HOJ [JIsI SITOHCKOI KyJAbTYPhI (POPMOIT My3esl, HO, UTO OCOGEHHO
BaXHO B Hallle BpeMsI ¥ ObUIO Bcerma IS STOHMM, LEHTPOM
B3aMMOJEICTBMS C 3aMamHOi Ky/IbTypoil, ee ocMbIceHUs 6e3
MOTepy HALIMOHAIbHOM UAEHTUYHOCTHA.
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LADA BALASHOVA

YOHAKU, OR THE CONCEPT OF EMPTINESS
IN MODERN JAPANESE MUSEOLOGY

Abstract

The article is devoted to the phenomenon of the «empty» museum
in Japan. This tendency in Japanese museum studies is considered
in the national historical and cultural context. Special attention is paid
to its origins, development, aesthetic and specifics at different stages
of evolution. The author traces the process of interaction and
influence of Western culture on the formation of a new institution for
Japan — the museum, as well as the current state of museology in the
country.
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JIJKOBAHHU BUHUYNTYIPPA!

! IIwcosanHu Bunuuzysppa pommics B 1997 romy B Ilapuske. BBITYCKHUK
Mkomst ctynun MXAT (dakynbreT «CiieHorpaduy 1 TeaTpanabHOM Tex-
HOJIOTUI»), clleHOoTpad, XYAOKHUK-TIOCTAHOBIIMK TEATPATbHBIX Iep-
dbopmMaHCOB, PEKOHCTPYUPYIOMINX  CUHECTETUMYECKUEe  MPAKTUKU
B.B.KaHOuHCKOro, wucciaenoBaTe/ib €ro TeOpPeTUYeCKOro U Xynoxke-
CTBEHHOrO0 Hacjenus. B HacTosiee BpeMsl CTyOEeHT KIacCU4YeCcKoro OT-
Ioenenust ¢uionornvyeckoro Gaxynbreta CBOOOIHOrO yHUBEpCUTETA
Bepnuua. Odopmu ciieHOrpaduio B CIIEKTAKIISIX MOJIOIEKHON TPYIIIIHI
ITapukckoit koHcepBaTopuu XX okpyra («Uymosuiar», pexuccep Ma-
puoH JlennaHk u «bosbiias gopora», peskuccep Buncent ®apac), a Tak-
ke «['epmaH 1 mapra» (BI'MK, mactepckas Urops ScynoBudya, pesxuccep
TaTtbssHa TapacoBa). YuacTBOBaJ B MOJIOAEXKHBIX BbicTaBKax: KJIVH,
«TBoit manc» (MockBa), Ars Arrakoski (PuHISHAMS). B paMKax MpoeK-
Ta BOCCTAaHOBJIeHMs creKkTakasi KanguHckoro «KapTuHKY ¢ BBICTaBKU»
BBIMTpAJ IPAHT Ha UCCIe0BaTeNbCKYIO paboTy B l'epMaHum [jist usyue-
Hus TBopuecTBa B.B.Kanauuckoro B 2016 rogy, BRICTYIIUII C JOKJIaAaMU
B 2016 romy: Ha XXVII ANmMaToBCKUX UTEHUSX, TTOCBSIIEHHBIX Haclie-
nuio Kanauuckoro (PAX), M Ha MeXIyHapogHOM KoHdepeHunn «Bacu-
Jnii KaHOVHCKUIL: CUHTE3 WMCKYCCTB, CUHTe3 KyabTyp» (MIY, PITY,
I'MUU mm. [TymkuHa). [IpoekT yBeHUasICsl TOKa30M criekTakss «[lnaHe-
Ta KauauHckuit» B paMKax MekAyHaponHoi KoHbepeHIuM «KaHOMH-
CKMit U Tearp-nepdopmanc» B HOsi6pe 2017 roga Ha y4eGHOI ClieHe
Hixkonsi-ctyoun MXAT. B Hacrosiiee BpeMsI ydyacTByeT B ITOATOTOBKE
MOBTOPHOTO MOKa3a MOCTAaHOBKYM HeMeIKOV PeKOHCTPyKLuii «KapTuH-
KM ¢ BbICTaBKM» 1983 roma, KoTopast 6yIeT Ioka3aHa Ha OTKPbITUM ¢e-
cTUBass B yecThb cronetusi bayxayca B bepnnne B ssHBape 2019 ropa.
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CIIEKTAKJIb «<KAPTUHKH C BBICTABKI»
KAK ITPUMEP CUHTE3A UCKYCCTB!

A6cmpakm

CuHTesy McKyccTB KaHOMHCKUI TOCBSITU DSIT, TEOPETUUECKUX TeK-
CTOB, KOTOpbIe OH Hamucan B MioHxeHe B epuof 1o [lepBoit MupoBoii
BOJiHBI. B HUX 6GbLIM Pa3BUThI UEU, KOTOPbIE JOIDKHBI ObLIN JIEUD B OC-
HOBY CLIEHMYeCKUX KoMMo3uuuit. OgHako caMyu KOMIIO3UIMM, paspa-
60TaHHbIE B TO BpeMsl XYLOXKHMKOM (KaK JpaMaTyprom ¥ CLieHOrpa-
dbom), Tak 1 ocTanuCh Ha YPOBHE HEOCYIECTBIEHHBIX IIPOEKTOB.

Knwuesste cnoea
KanauHCcKuit, CMHeCTe3usl, CUHTE3 UCKYCCTB.

B 1928 ropy B ropoge [eccay Ha ciieHe Dpuapux-teaTtpa
KanguHckuil mocraBuia «KapTMHKM € BBICTaBKM» Ha MY3BIKY
Mopecta Mycoprckoro, BBICTYIIMB B POJIM pexkyuccepa U CLLeHO-
rpada. DTo eAMHCTBEHHOe TeaTpaibHOe Mpou3BefeHMe XYL 0XK-
HMKa, TIOJIyUYMBlIee peajlbHOE OCYLeCTB/IeHMe Ha ClieHe. B cumy
3TOro CrekTakib «KapTuHku ¢ BpicTaBKM» KaHAMHCKOrO MOXXHO
paccMaTpuBaTh Kak CBOEro pofa KBMHTICCEHLIMIO ero TBOp4Ye-
cTBa. B Moeii paboTe 51 pa36bMpar0 HEKOTOPBIE CLI€HbI CITEeKTaKJIS,
cTapasich pacCMOTpPeTb, KaK B MX ClleHoTpaduuecKkux peleHusx
MacTepa OTpPa)kalTCsI HEKOTOpble OCHOBHBbIE KOHCTAHTHI €ro
SKMBOIIMCHOT'O TBOPYECTBA U KAKOBO MX COOTHOILEHME C ero Xy-
JOKeCTBEHHBIMU TEOPUSIMU.

Crnextakib «KapTUMHKM C BBICTABKM» CJIOKHO OIIPeAenuTb
T10 >XKaHpy. B HEM NPUCYTCTBYIOT 3IeEMEHThI MY3bIKH, CLIeHOrPa-
¢bun, cBera, TaHlla, KYKOJILHOI'O TeaTpa U MAaHTOMMUM. IDTO TO,
YTO MOJIYYUJIO B JaTbHeNIIeM HauMeHOBaHMe «TeaTp XyA0XKHU-

1DTa craThd HamicaHa B paMKax IIPOEKTa II0 TeaTpajabHOi PEeKOH-
CTPYKIIMEN CHeKTak/IsT «KapTMHKY C BBICTaBKM», KOTOPbIi 06beIMHIIT
crypeHToB Ikonbi-cTyauy MXAT 1 He3aBUCUMBIX XyIOKHUKOB. Beipa-
skaro 6imarogapHocth Hameskme ITon3eMCKOi 3a 60/bINYIO ITOMOIIb B MO-
eil ucclenoBaTenbckoii pabore mo TBopuecTBy B.B.KanauHckoro. —
I B.
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ka». CHeKTakab COCTOUT M3 16 KapTMH. 3pUTENb B TeYeHUE
45 MUHYT Hab/I0maeT 3a MmepedBIUsKeHeM deKopalluii Mo ciieHe
U 3a UX BbICTpaMBaHMEM B KOMIIO3UIIUMA.

OTHOIEHUSI MY3bIKM M JKMBOIMCUA B 3TOM CIIEKTaK/Ie
CJIOKHBIE ¥ MHOTOIUIAHOBbIe. DTO CBSI3aHO B IEPBYIO ouepelb
C UCTOpUelN ero BO3HUKHOBEHMUS. MyCOPTCKMIT CO30ak LUK
(doprenmanHbIx Mbec «KapTMHKM C BBICTaBKM» IOC/IEe IOCelle-
HMSI TIOCMEPTHOJ BBICTaBKM pabOT CBOEro Apyra XymOsKHMKA
Bukropa l'aprmaHa. OgHako ero My3blka HM B KOeM Ciydae
He 6blyIa «IIPOrpaMMHOJ». B cTaThe O CIleKTakK/Ie, HalycaHHO
s skypHana «Das Kunstblatt» B 1930 rogy, Kanguackuit oco-
60 ToTUePKMUBAJI ITO M IMUCAT Jajee 0 My3bIke MycOprcKoro:

Ecnu oHa yTo-TO <<OT06pEl)KHET>>, TO HE CaMM KapTMHKH, HO TOJIbKO I1e-
pPeXmnBaHUS MyCOpI‘CKOI‘O, KOTOpbI€e HAMHOI'O ITPEBBIMIAKT «COOep>Ka-
HMeEe» JKMBOIMUCHU M HAXOAAT YMCTO MY3bIKa/IbHYIO (1;)0[)My.1

C cBomw ouepenp, v KaHauHCcKuii IIpy pa3paboTKe CIieHorpa-
dbum «mpopBuraicsa BIepen TakKKe He K ,IIpOrpaMMHOCTH,
HO K 0c060 MCIOIb3yeMbIM (pOpMaM, KOTOpbIE eMY TIpeACTaBIIsI-
JIVICD TIPY IIPOCTYIIMBAHUMA MY3BIKI»Z,

IpepcraBieHne 06 uaeAx, HA KOTOPBIX CTPOUTCS CIIEK-
Tak/Ib KaHAMHCKOTO, MOXXHO TOMYYUTb U3 Pa3IUUYHBIX TOKY-
MEHTaJIbHbIX MaTepuanoB. IIpexnae Bcero, 3T0 PUCYHKU U ak-
BapesjbHble 5CKM3bl XYAOXKHMKA, IOMHBIA KOMIUIEKT KOTOPBIX
XpaHUTCS ceronHs B HalmoHaibHOM My3ee COBPEMEHHOTO UC-
KyccTBa B Ilapmke, a HenmosHbIN (ITO3JHeNIIE aBTOPCKUE pe-
k) — B TeaTpasbHOM apxuBe KenbHCKOTO YHUBEPCUTETA.
Hanee, sro IlapTurypa, TILATEeJIbHO aHHOTMPOBAHHAs CHIHOM
IMaynsa Kiee ®ennkcom, KOTOPBIA aCCUCTUPOBAJ B 3TON MOCTA-

! Kanounckuii, B. B. Mopect Mycoprckuit. «KapTMHKM C BBICTaBKU» //
Kandunckuti, B. B. I36paHHbIe TpyObl IO TeOpuM MCKyccTBa. M., 2001.
T. 1. C. 281.

2 Tam xe.
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HoBKe KanamHckomy. VI HakoHell, 3TO MOApPOoOHast JKCILIMKA-
LMsI Ha HEMEILIKOM SI3bIKe K KaKIO¥ ClieHe CHeKTaKasi — I0-
BOJIBHO CBO€OOpPAa3HbIii JOKYMEHT, B KOTOPOM TeXHMUYECKMe
yKa3aHMsI O TIepeBMKEHMSIX Y OCBeleHnn GUryp depemayroTcs
C SpKMMM, HEPeOKO BeCcbMa BbIPA3UTEIbHBIMM peMapKaMu
0 HACTPOEHMSIX M OILIYUIEHMSIX, KOTOpPOe TOT WM MHONM mpep-
MeT WU ClieHa IOJ/IKHbBI IlepefaBaTh 3pUTeIo.

Ecin B34Th, K nipumepy, KapTuHy «bbiajgo» (Ha MOJIBCKOM
«OBIAJIO» — 3TO Tejiera), TO B SKCIUIMKALMM K crekTakiao KaH-
JVHCKUIA ITUIIET:

YyTh BIIepeny, BHM3Y MTOCTAB/IEHA YepHas CTeHa BBICOTOI 1,5 MeTpa,
Ha KOTOPOi1 OTAeNbHbIe GUIYPHI ABUTAIOTCS TIOI, MY3bIKY. [TepBast du-
rypa BBIXOIMT Cpasy TPy MEpBOM TakTe Kommosuimu. Cremyromiye
UTYPBI TIOSIB/IAIOTCS HA CIIEHEe OfHA 3a Ipyroit. OuUrypa yeTsipe mpu
IBVKEHMM CJlerka KauaeTcst. durypa BOCEMb IMPOABUTAETCS CJIerka
BONMHOOGpasHo. ®Ourypsl 3 M 5 mBuUralTcs ypbIBUCTO. Bce durypsr
JIOJDKHBI Ka3aThCsl HEMATePUATbHBIMU U ITOPXAIOIIMA. !

Ourypbl 6bUIM TIOABEIIEHbI CBEPXY IO MPUHIUITY Mapuo-
HETKU, HO MPU 3TOM JOJIKHBI GbITU OBITh «HEMAaTePUATbHBIMU»
U «IIOPXAMUMMU». Y KaskI0i GUryphbl €CTh OIpeAeIeHHOe CO0-
CTBEHHOE ABIMKeHMe, TuiacTuka. Kaxkmas u3 HUX HeceT B cebe
CBO€ COOCTBEHHOE 3HaueHle, MMeeT CBOJ COOCTBEHHBIN S3BIK.
KanguHckuit nuineT B TpakTaTe « O JyXOBHOM B MICKYCCTBE»:

Kaskmast dopma Tak 4yBCTBUTEIbHA, KaK 06/IaYKO AbIMA: HE3aMeTHel -
1iee, MMHMMAaJIbHEliIIee CABVOKEHME BCSIKON ee YacTy U3MEHSIeT ee Cy-
LeCTBEHHO. Y 9TO UAeT Tak [JajeKo, UYTO, ObITh MOKET, Jierde TOT JKe
3BYK CO3[aTh pas3jMyHbIMM (HOpMaMMu, YeM BO3POAUTH €r0 MOBTOpE-
HMEM TOit ke HOPMbI: BHE BO3MOXKHOCTU JIEKUT HAENCTBUTENBHO TOU-

! Kandinsky, W. Du théatre. Uber das Theater. O tearpe / Ed. par J.
Boissel. Paris, 1998. P. 299. B aToM u3gaHuy DKCIUIMKALVS IPUBOIUTCS
HAa OPUTMHAJIBHOM sI3bIKe (HEMEIIKOM) U B repeBoje Ha (HpaHIy3CKui
U HEeMeIIKuit. 3[ech U fajee st KOPPEeKTUPYIO TI0 HEMEIIKOMY OpUTHMHATY
DYCCKYI€ TePeBObI DKCILIMKALNA.
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HOe l'IOBTOII)GHI/Ie.1

TouHO Tak ke TaHel MMeeT COGCTBEHHBIN SI3bIK, KOTOPIN
UCKIIOUNTENbHO MHTepecyeT KaHauHckoro. OH XO4ueT TMOHSTH
ero 3HaueHue, a JAjis 3TOTO aHAJIU3UPYET ABVKEHME TaHIOpPOB,
penyiuupyst ero Ao reomerpuyeckux Gopm. B 1925 romy Kan-
IVHCKUIL fAenaeT aHAIUTUUYECKME TeoMeTpuYecKue pPUCYHKU
«TaHIIEBAJTbHBIX KPUBBIX» MO GoTOrpadmsIM TaHIOBIIUIILI [pe-
Thl ITanykku. ®@oTorpadmuio ee MpbDKKAa U CBOIO Ipadmueckyio
CXeMy K Heli OH BOCHPOU3BOAUT B KHure «Touka M JIUHUSA
Ha 1wIockocTy»2. C Opyroit CTOPOHbI, ISl TAHLIOBIIMIGI GbLIO,
6e3yClI0BHO, TaKke OYeHb BaKHO 3HAKOMCTBO ¢ KaHAMHCKUM
M C APYTUMM XYAOKHUKAMM ¥ BO3MOKHOCTb OOCYOUTb C HUMU
TIPVHITUITBI IBVDKEHUS B TaHIIE U TpaduuecKkoro ux BOCIIPON3Be-
IeHus. Kak peruinka B MX pasroBope 3ByuUuT ykazaHue [Tanykku
YUYeHVKaM OCHOBAaHHOI elo IIKOJbI: «Toxe rosoBoi TaHIEeBaThb
M MIHOTJa HOraMy JyMaTh»>.

3mech 3aTparuBaeTCs CylleCTBEHHBI Bompoc. Kakum obpa-
30M MOHMMaAIOT JIPYT Apyra skuBomucel, M TaHUOp? OTBETUTHb
Ha Hero HaM ITOMOTaeT COBpPEeMEHHBbII aMepUKaHCKUII XOpeo-
rpad Yuabsim @opcaiiT. OH MbITAeTCS OOBSICHUTD CTYHEHTY, KaK
06pa30BasICsI €0 UMITPOBU3UPOBAHHBIN TaHeIl:

! Kandurckuii B. B. O myxoBHOM B McKyccTBe // Kandunckuii B. B. Us-
6panHble Tpyabl... T. 1. C. 118-119.

2KanOunckuii B. B. Touka ¥ JMHMS Ha IUIOCKOCTM // KauouH-
ckuii B. B. I36paHHble Tpynpbl... Yka3. cou. T. II. C. 124 (puc. 9 u 10).
Ipyrue dotorpaduu TaHIEBaIbHbBIX ABMXKeHUI Ilamykku ¢ rpaduue-
CKMMM DPUCYHKaMM KaHAMHCKOTO OIyOGJMKOBAHbI B KypHajax «Das
Kunstblatt» B 1926 rogy (c. 117—120) u «Der Sturm» B 1928—1929 ro-
gax (Nr. 1—12).

5 TlepeBom ¢ HEMELKOro CIOB I'persl IMalyKKM M3 HOKYMEHTaJIbHOIO
dunbma o Heit pexkuccepa Maiiu Vapopux 1998 roga. Maja P. Ulbrich,
«Die Tanzerin Gret Palucca». Deutsches Tanzarchiv Koln.
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«ITO0 cob6BITHE», — TOBOPUT POpCAiIT 0 CBOEM TaHIle. — «ITO COBBITHE
MMeeT 3HaueHue, CMbICJ, KOPHU. §I HEe MOry HalTH 3TOMYy Hay4dHOe
obbsicHeHye. Ho st 3Hal0, Kak s1 K 3TOMY Mpuiien. S K 3ToMy Mpuiiern,
Harpumep, cienys... Y MeHs1 6b1a BOT 9Ta KpUBasi», — TOBOPUT TaH-
LIOp, YKa3bIBasi Ha JIMHMUIO, 0OPA30BaHHYIO ero pykoit. — «§ eé pac-
CMOTpeJI ¥ IpPOBEJ TakUM 06pa3oM 3TOi YacThio Teaa». YKasaHHOe
IIBVDKEHME BBI3BIBAET y TAHIIOpA aCCOIMAIMIO C cepaueM: «S mompymant
0 MEeCTOHaxXOXIEeHUM Cepla U MPoBeJ 1o HeMy JuHMo. U 3aTem MHe
MPUILIA B TOJIOBY acCOIMAIMs: cep/lle — 3TO Moy AeTu. §1 mocrapasics
HaJTH, Ha KaKOJi BBICOTE HAXOISTCS UX IONOBBI. VI3 3TOTO MONOKEHMS
s TIepexoky B MeXaHMKY. Peub uieT o coelMHEHUM acCOLMaTUBHBIX
MOMEHTOB C YIIpaB/IeHEeM JaHHBIM COBbITHEM . !

ITogxon ®opcaiiTa moMoraeT HaM YBUAETb, KaK COIpUKaca-
IOTCS pasHble BUIbI MCKycCTBa. JIMHUS, Ha KOTOPYIO obpaliaer
BHUMaHMe DopcaiiT, IBISIETCS TaKUM ke BbIpasuTeJbHbIM 3Ha-
KOM, KaK U JIMHUS B PUCYHKax KaHOMHCKOTO WMIM ABVKEHME
dopM B ciieHe «Bbpimio». ITa IMHUS CTUMYIMPYET ero Boobpa-
skeHMe. Takue macTuyeckue 3HaKM CXOMHBI y Xopeorpada 1 Xy-
JOKHUKA U SIBJISIOTCS OOIIMM 3JIeMEHTOM, 3JIeMEHTOM X B3au-
MOITOHMMAaHMUSI.

B cratbe «O cleHMUYECKO KOMIIO3MIIMM» M3 AjbMaHaxa
«Cunnit BcagHuk» (1912) KaHgMHCKMUIA pacCy>kaaeT 0 TOM, UTO
KaKIoe MCKYCCTBO «eCTh HEUTO B caMoOM cebGe 3aMKHYTOe»,
«eCTh CAaMOCTOSITe/IbHAS JKM3Hb», MO0 BHEIIHE UX CPeICTBa pas-
Jn4yHbl. OMHAKO «8 KOHEUHOM 6HympeHHeM OCHOBAHUM 3TU CPeJi-
CTBa COBEPILEHHO OJIMHAKOBbI», MO0 BCE MCKYCCTBA MMEIOT OTHY
1ieJib:

JTa KOHeyHasl Liejib (MO3HaHue) AOCTUTHYTA B 4Ye0BeYEeCKON Iylie
MpY TIOCPEACTBE TOHYAMIIMX NYIIEBHBIX BUOGpalLMit. ITU TOHYAIINe
BMOpaLMy, TOKeCTBEHHBIE B CBOE)i KOHEYHOI 11ey, 06/1aaloT, OfHA-
KO, camMy Io ce6e pPa3IMYHBIMY BHYTPEHHVMM IBVSKEHVSIMY, YeM OHU
M OTJIMYAIOTCST IPYT OT gpyra.’

! TMepeBog, ¢ anmmiickoro ¢ioB dopcaiita B puiibMe 0 HEM peuccepa
Maiika ®umkuca 1996 roma. Mike Figgis, «Just dancing around?»
(William Forsythe). Deutsches Tanzarchiv Koln.
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Mo mpiciu KaHAMHCKOTO, B3aMMOIIOHMMAaHUE Pa3MIUUYHBbIX
MCKYCCTB BO3MOSKHO, KOIJIa X CPeJiCTBA, KOTOpble OH Ha3bIBaeT
37ieMeHTaMM, UCIIOJIb3YIOTCSl He BHEILHE, a B CBOEi BHyTpPEHHEl
cymHoct. OH MUILIET O TOM, YTO TPU abCTPAKTHBIX eMeHTa
CLIEHMYeCKOM KOMITO3ULIUYU (MY3bIKQJIbHOE ABVKEHME, KPacoy-
HOe ABVKeHMEe U TaHIleBaJlbHOe IBMKeHMe) IOKHBI YyIoTpeo-
JISITbCS. B COOTBETCTBUM C BHYTPEHHEN HEeOOXOAMMOCTBIO, IIPU-
YyeM B CaMbIX Pa3HOOOpA3HbIX COUETAHUSIX: B CO3BYUMU, ITPOTU-
BO3BYUMI, TADMOHUU, TUCCOHAHCE.

B 3TOM M COCTOUT KOHTPAITyHKTMUYECKMIT MeTon, KaHAMHCKO-
ro B CO3[aHUM CIEHMUYECKUX KOMIIO3UILIMIL, KOTOPbIi, KaK OH
cunTaet, 6oraue APYruUX U3BECTHBIX CUHECTETUYECKMUX TIIOIIbI-
TOK, Hampumep, Baruepa u CkpsiouHa’. A B «KapTMHKax C BbI-
CTaBKM» TaKUMM XYOOKECTBEHHbBIMM CpeJCTBaMy, KOTOpbIe
MPU3BaHbl BCTYMUTh B KOHTPANYHKTUUYECKOE B3aUMMOJENCTBUE
C My3bIKOJi Mycoprckoro, SIBJASIIOTCS: camyu (OpPMBbI, UX Kpacka
(MUrMEHT), UX KpacKa BO B3aMMOAENCTBUM C LIBETHbIM CBETOM,
CaMOCTOSITe/IbHAsSI UTPa I[BETHOIO CBeTa®.

Ciuenbl «KapTMHOK C BBICTaBKM» OOraThl CBOMM acCOIIMATUB-
HBIM mnoTeHuuanom. Hampumep, «IIporynka», roe 1o TeMHOM
CII€HEe «CKOJIb3UT» OeJIbIi IIPSIMOYTOBHUK M KOTOPAs IO CIOBaM
KaHAMHCKOTO JO/DKHA <«BBIMISIIETh CYMEPEYHO, KaK BO CHe!»®,
HaroMumIa kuHopexkuccepy IleTpy JKyKoBy® ClieHy €O CBeuoii
B KoHIle puabma «Hoctanbrus» Auapest TapkoBcKoro. IaBHbI

2 Kaunduuckuti, B. B. O cueHudeckoyt Kommosuuuu // KanouHckuii,
B. B. I36panHbIe Tpyabl... Ykas. Cou. T. I. C. 235.

5 Kauguuckuii et o CKpsiouHe B Tpakrate «O TyXOBHOM B MCKYC-
CTBe», a 0 BarHepe — B cTaTbe «O CIIeHMUECKOI KOMITO3ULINY.

4 Kanounckuti, B. B. Mogect Mycoprckuit. «KapTMHKY C BBICTABKI».
Vkas. cou. C. 281.

S Kandinsky, W. Du théétre... Op. cit. P. 297.

¢4 ccplIaroch 3mech Ha Moii pasroBop ¢ Ilerpom JKyKOBBIM B Mapre
2017 roma.
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repoii AHnpeli [opuakoB OCTOPOKHO U MeIJIeHHO IBVDKETCS TY-
Ja 1 06paTHO BOOJIb BHICOXIEro GacceifHa C TOpSIIeil CBeuoii
B pyKax.

MosuanuBele gekopanyy KaHZMHCKOro o6palieHsl K BOOO-
PaKeHUIO 3pUTEJS, KOTOPBI CIIOCOOEH TOMBICIUTD UX, HAXOMS
CMBIC/IOBBIE acCOUMaIMM K abCTPAKTHBIM KOMITO3UIMSIM. 31€eCh
MO’KHO BCIIOMHUTb IMaccaxk 13 Tpakrata «O TyXOBHOM B UCKYC-
CTBE» O «COBEPIIEeHHO MPOCTOM JBMKEHUM K HEeU3BECTHOI Ilie-
JM», KOTOpPOE «yKe caMo 10 cebGe MPOM3BOOUT BIIevaTIeHue
3HAUUTEIbHOTO, TaMHCTBEHHOIO, TOPXKECTBEHHOTO»: «B TIpo-
CTOM [ABWXKEeHUM, He MOTUBUPOBAHHOM BHeIIHe, 3aJioXKeHa
HeM3MepPUMOJi ITyOMHbI COKPOBUITHUIIA, TTPEVCIIOTHEHHAST BO3-
MOXHOCTAMM»!. DTO paccykmenne KaHAMHCKOIO CBUAETENb-
CTBYIOT O ero 3HaKOMCTBE C TeOopyeil U MepBbIMM IMOIMbITKAMMU
CO3[IaHMSI «YCJIOBHOTO TeaTpa» B Poccum, Tipexkiie BCero, ¢ uaes-
mu BceBomoga Meitepxonbna. B cratbe «Teatp. K mcropum
U TexHMKe» Meiepxoby, M1cal O «BHYTPeHHeM» Auanore, KO-
TOpBI/i NIPUCYTCTBYET B KaXIOM JpamMaTUYeCKOM Ipou3Beme-
HUM U KOTOPBIV «3PUTENb MO/DKEH MOACTYIIaTh He B CJIOBAx,
a B Mays3ax, He B KpPMKax, a B MOJUYaHUSIX, HE B MOHOJIOTax,
a B My3bIKe IUIaCTUYECKUX IBVKEHNU»2,

HeobObIKHOBeHHO BaskHbI IJi1 KaHOMHCKOrO IIBET M CBEeT
B crnekTakie. O HUX HAIOTCS IOAPOOHENIIMe yKa3aHUSI B €ro
OKCcIUMKauy. JIeKopaiyu JOoJKHbI ObITh OKpAIeHbl B OIIpe/ie-
JIEHHBII 1IBET M OCBellleHbl Tak uiu uHaue. «l[BeTa He JOIKHBI
HM B KOEM CJydyae BBITVISIeTh MaTepUaJbHBIMU: OHU COCTOSIT
U3 Kpacku (MUMrMeHTa), KOTopasi IIpyU TOMOIIM CBeTa A0JIKHA
ObITh AemaTepuanusupoBaHa» («Entmaterialisierung»)’. IaB-
HBI JIEATMOTUB CIIEKTAKIISI — 3TO KPACHBIN KPYT, KOTOPBI IIPU

! Kanounckuii, B. B. O ;yX0BHOM B MCKyccTBe. YKas. cou. C. 145.

2 Meiiepxons0, B. Teatp (K uctopun u texumke) // Tearp. Kunura o Ho-
BoM TeaTpe. CoopHUK craTeii. CI16., 1908. C. 123-176.

5 Kandinsky, W. Du théétre... Op. cit.
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3ByYaHuM Ibecbl <«[Iporyska» TIOSIBJSIETCSI HECKOJIBKO pas
Ha OPOTSDKEHUM BCEro OeicTBusl. Kpyr BUCUT B TeMHOTe, OH
CIeNaH U3 «IIpO3PavyHOli, MOKpallleHHOM B KpacHBIN, TKaHW,
3a KOTOpOJ yCTAaHABJIMBAKOTCS JIAMIIOUKM. 1IBeT MOKEeH ObITh
61130K K KMHOBapy. HaunHaeT MmejieHHO CBETUTHCS CO BTOPO-
IO TakTa U IpPU IIePBOM TaKkTe NOCTUTraeT HaMBBICIIEro Hakasa.
[Ipu BTOpOM TakTe HaKaja CIIafaeT M TPeTbeM TaKTe KPaCHbIN
CBET MOTYXaeT U KPYT IIOJHST BBEpX».!

O603Hayvast B IKCILIMKAIMM KPACHBIN I[BET Kpyra Kak KMHO-
Bapb, KaHaMHCKUIT 6e3yCJIOBHO MMEN B BUAY XapaKTePUCTUKY,
JaHHYI0 MM 3TOMY OTTE€HKY KpacHOTO B KHUre «O AyXOBHOM
B UCKycCTBe». OH Mycas Tam:

B cpenHem cOCTOSIHMM, KaK KMHOBaph, KpacHOE BbIMIPBIBAET B I1OCTO-
SITHCTBE OCTPOTO UyBCTBa: OHO MOJOGHO PaBHOMEPHO ILIaMeHelolei
cTpacTy, B ceGe yBepEeHHOI! C1jle, KOTOPYIO He JIErKO Iepe3BydYaThb, KO-
TOpasi, OGHAKO, JIeTKO IIOrallaeTcsi CMHMM, KaK pacKajJeHHOe JKele30
BOJOM. JTO KpacHOe BOOOLIe He NMEePEeHOCUT HUYETrO XOJIOLHOIO, TaK
KaK HEeMeJIJIsl TepsIeT Yyepes Hero BCSIKMIA 3BYK M CMBICIT».

3mech cieyeT BCIIOMHUTD paboty I'ete «K Teopum o 1iBeTe»,
KoTopast 6b11a Xoporio 3HakoMma KaHguuckomy. B Helt KMHOBaph
XapaKTepU3yeTcsl Kak BT UCKIIOUUTENTbHO HAa30MIUBBIN, BbI-
3bIBAIOIINIA OINYIIeHME «HeBbIHOCMMOIO Hacuausi». KuHoBapb
«0COOEHHO HPaBUTCSI SHEPTUYHBIM, 3J0POBBIM, I'PYOBIM JIIO-
ISIM»; eif «pafiyIoTCs OVIKMe HapOmbl U IeTm».3

[TosTOMY MOTHO CMMBOIMYECKOTO 3HAUYEHUS TO, UYTO B CIIEK-
Tak/Je KpacCHBbI KPyr B OMNpeneeHHbIi MOMEHT M3 KPaCHOTO
CBeYEeHMSI CTAHOBUTCSI CUHUM.

B xapTuHe «TOnbpuCcKuit cai» Ha CleHe IPoeLypyeTcs Ka-
JeigocKon. B CBS3M € 3TUM XOYeTCSI BCTIOMHUTb PacCy>XKAeHUs

! Ibid. P. 293.

2 Kandumckuti, B. B. O yXOBHOM B MCKYCCTBE... YKa3. cod. C. 132.

5 XapakTepuctuka KuHoBapu y ete umutupyrorcs no kuure: H. H. Bon-
koe. LIBeT B skuBonucu. M., 1984. C. 132.
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KanmuHckoro o6 opHaMeHTe 13 IaBbl «Teopus» TpaKTaTa
«O IyXOBHOM B MCKyCCTBe». OpHaMeHT OMMCHIBAETCSI TaM Kak
«HarpOMOXIEeHHOCTb KaJielijoCcKoma, Ife TBOPLIOM CTa/ll MaTte-
pUaIbHBI CTy4ait, a He gyx»!. Ho mpyu 3TOM OpHaMeHT Ha Hac
BO3MelicTByeT. He iy4yaifHO pasauuHble OpHAMEHThI HMPUHSITO
0003HAYaTh MpPWIAraTeJIbHbBIMMY TPYCTHBIN, BECEJIbIi, SKUBOIA.
Kak B my3bIke: Ayierpo, Moderato u T. 7.

O6paiienre KaHIMHCKOTO BO (parmMeHTe 00 OpHAMEHTe
K MYy3bIKaJIbHO1 JIeKCMKe BecbMa CMMIITOMaTU4YHO. Beab Bce ero
yuyeHMe O XKMBOIMUCH CTPOUTCSI B TIOCTOSTHHOM JMajiore C Teopu-
eit My3bIKi. Borpoc 06 0CO6@HHOCTSIX MCIIONIb30BaHMUSI B 3TUX
MCKYCCTBaX MX XYIOXXECTBEHHBIX CPEJNICTB SIBJSETCS ITOCTOSH-
HBIM IIpeIMEeTOM pa3myMuii XymoskHMKa. Tak, B IPyroM MecCTe
«0O IyXOBHOM B MCKYCCTBE» OH MUIIIET: « <...> My3bIKa 00afaeT
BpeMeHeM, pacTsbkeHueM BpeMeHM. JKMBOIMCbh MOXKET 3ato,
JuUIlIeHHas] 3TOM BO3MOXHOCTU, B OJUH MUT YOAPUTh 3PUTENs
BCEM CYIIeCTBEHHbIM COMep>XKaHMeM, Uero juileHa ONsATb-TaKu
My3BbIKa».?

UYepes Bce TBOpUecTBO KaHAMHCKOTO MPOXOAUT CTpeMIeHue
HaMTU COOTBETCTBUSI MEXY KpackamMu 1 3ByKaMmu. MI3BecTeH ero
MHTepecC K CBeTOMYy3biKe, K uaesam CKpsgbuHa. XyIoKHUK Tepe-
BeJI Ha HeMelIlKMit sI3bIK 1j1st AibmaHaxa «CMHMIT BCagHUK» CTa-
Thi0 Jleonuga CabaHeeBa 0 «IIpomeree» CKpsiouHa. B nmuHOI
6mommoreke Kangmuckoro B Heiiu XpaHuaach KHUTra OpUTaHCKO-
ro sxmBomucua Anekcanapa Yamtaca PumuHrrona «LiBeToMysbi-
Ka. VIcKycCTBO IMOABIDKHOTO 1BeTa» 1912 roga. PUMMHITOH 1306-
peJl 1IBeTOBOJ OpraH — ammnaparT C CMCTeMOJi KIaBUIIl, KOTOpbIe
MO3BOJISITIM TPOELIMPOBATh Ha 3KPaH OTTEHKM 1[BETOB. DTU UAEU
BIIOC/IenCcTBMM pasBui Biaagumup BapanoB-PoccyHe B cBoelt pa-
60Te Haf ONTOPOHUYECKMM IMMAHMHO.

MOKHO HaiiTM CXOACTBO MeXOy obpalleHueM K Kajeiimo-

! Tam sxe. C. 140.
2 Tam xe. C. 151. INpum. X.
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ckory B «KapTuHKax ¢ BbICTaBKM» KaHIMHCKOTO U 9KCIIEPUMEH-
TaMM TIO TIpeJIOMJIEHUIO CBeTa, KOTOpbie OCYIIEeCTBISINCD
B 9TM Ke rofbl B bayxayse Ha MaTepuasie >KMBOMIMUCU, KMHO
n ¢otorpadun. Vx paspabarbiBas MpeXOe BCEro OGYKBAIbHO
OIEP>KMMBII BOIIPOCOM O CBeTe KaK CpefCTBe BbIpakeHUs B UC-
KycctBe Jlacio Moxoii-Hagb. OH paboTan ¢ OprcrekioM, oopa-
6aTbIBast €ro pa3IMIHBIMU TeXHUKaMU. [Ipy M3SMeHeHUU UCTOU-
HMKA CBeTa U TeHel MeHslach BCsS KoMmosuiius. KaHauHCKui
BHMMATEJNbHO CeAus 3a akcnepumeHTamu Moxoii-Hanst u 06-
CYy’KIa/l UX CO CBOMMU CTyJleHTaMU. B KOHCIIeKTax CBOMX 3aHSI-
TUIA OH YIIOMMHAET €ro B OGHOM Py co CKpss6MHbIM ..

YTo KacaeTcst BbIBeIeHHbIX KaHIMHCKMM B CIIEKTaKjIe 006pa-
30B, TO MHOTMeE 3 HUX CJIEIOBA/IM 32 XyLOKHUKOM Ha MPOTsIKe-
HUM BCEro ero TBOpPYECTBA. B IIaBHOI (MHAIBHOI KapTUHE
«boraTtbipckue BopoTa B KueBe» MOXHO YBUIETh OONbBIION 3a-
MOK ¢ Kymonamu. B 1902 rogy KaHguHCKuMit mocae moceiieHus
MaJIeHbKOTO 0GaBapcKoro ropopaka PoreHOypr-o6-mep-Tay6ep
et Kaptuny «Crapsiit ropon». B donge KaHamuHcKoro B ma-
puskckoM IleHTpe IMommuay coxpaHwmiack ¢ortorpadus, Ha KO-
Topoit BuAeH KaHAMHCKMII Ha I€pBOM IUIaHe, OH IIpujier
¥ CMOTPUT BIAJIb Ha CTEHBI ¥ OamHy PoteH6ypra. B cBoux Boc-
nomuHaHusix 1913 roma, KOTOpble OH Has3Bal IMO-HeMeLKU
«Riickblicke», a mo-pyccku «Crynmennu», KaHOMHCKUIT HUIIET
o «Ctapom ropope»:

B cyiiHOCTH, U B 3TOI KapTUHE sl OXOTUJICS 3@ TEM YaCOM, KOTOPbIi ObLT
1 GyZIeT caMbIM Uy/IeCHBIM YaCOM MOCKOBCKOTO AHs1. COJTHIIE y3Ke HU3KO
U JOCTUIJIO TOV CBOEJ BBICIIEH CUJIbI, K KOTOPOJ OHO CTPeMUJIOCh BeCh
IleHb, KOTOPOJi OHO Bech JleHb oxujano. He gonro mpopoimkaercs sta
KapTHuHA: ellle HeCKOIbKO MUHYT, ¥ COTHEUHbIN CBET CTAaHOBUTCS Kpac-
HOBAaTbIM OT HANPSCKEHUS, BCe KPOMe, CHAauajaa XOJIOLHOTO KPacHOTO
TOHA, a MOTOM Bce Terutee. CoNHIIe MIaBUT BCI0 MOCKBY B OIVH KYCOK,

! Kandinsky, W. Unterricht am Bauhaus 1923-1933. Vortrige,
Seminire, Ubungen / zusammengestellt von A. WeifRbach. Berlin, 2015.
1. B.1.S. 126, 174.
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3ByvallMit Kak Ty6a, CMJIbHOI PYKOJi MOTpsicarouieii Bcio Aymry. Her,
He 3TO KpacHOe eIMHCTBO — JIYYIIMI MOCKOBCKMI yac. OH TONBKO I10-
cTemHUit akkop cuMGOHNMY, pa3BUBAOIIEl B KaXKIOM TOHE BBICIIYIO
SKM3Hb, 3aCTaBJsIIONEl 3ByyaThb BCIO MocCkBY mo6ouHo fortissimo
OTrPOMHOI0 OpKecTpa.!

Mexny co3paHuem IojoTHa «CTapelii ropod» U CLeHOorpa-
dbuueckuM ob6pa3oM KapTuHbl «BoraTteipckmue BopoTta B Kuese»
npouwio 6osee 25 net. B cooTBeTcTBMM ¢ aHHOTAUMAMU K Ilap-
TUTYpPe 3Ta ClieHa 3aJMBAEeTCS B pa3Hble 1IBeTa, YTOObI B KOHEY-
HOM Dpesy/ibTaTe TaKke YHTM B KpacHblit. Takum o6pasom
B «KapTuHKax ¢ BbiCTaBKM» KaHOMHCKMIT BO3BPAILIAETCS K OLHO-
MYy 13 OCHOBHBIX JIEAITMOTMBOB CBOE€JI JKMBOIMUCK — 00pasy ro-
poia Ha XOJIMe, KpeMJIsl, KOTOPbIi 6bUT BaskKHeIIIeil COCTaBIISIIO-
el ero 60JbIIMX KapTUH, Ha3BaHHBIX UM «KOMITO3ULIVISIMIA».
B «CTymeHsix» XyILOXHMUK OUILIET O TOM, YTO CO3[aHMUE «KOMIIO-
3ULIMKW» OBLIO TIABHOM €ro MeuToi. YsKe OJHO 3TO CJIOBO BbI3bI-
BaJIO B HEM «BHYTPEHHIOI0 BUOpALMIO», 3BYYaJIO IJISI HErO, «KakK
MonuTBa»?, TakuM 00pasoM, CrieKTakiab «KapTUMHKM C BbICTaB-
KM» BCTaeT B OAVH DS C BAKHENIIMMM KUBOMMCHBIMU TIOJIOT-
Hamu KaHamHcKoro.

B craTtbe «Comepskanue u dopma» (1910) Kauauuckuii mm-
caJi, YTO SMOLUU AYIIU XyIOKHMKA, «KOTOpas (IMOJO0OHO MaTe-
pUaIbHOMY MY3BbIKQJIbHOMY TOHY OJJHOTO MHCTPYMEHTA, 3aCTaB-
JISTIONIET0 KOHBUOPUPOBATH COOTBETCTBYIOIIMIA MY3bIKATbHbIN
TOH JPYrOro) BbI3bIBA€T COOTBETCTBEHHYIO MYIIEBHYIO BMOpa-
LIMIO IPYTOTO YeJI0BeKa, BOCIIPUHMUMATEISI».

DTO U ecTb IVIaBHas LieJib 9KcrepumMenTa KanauHckoro. 60
«KapTUHKM C BBICTABKM», KOTOpbIe OBbIIM ITOKA3aHbI BCETO JIUIIb
2 pasa B 1928 romy, MOXKHO CMe0 Ha3BaTh 3KCIIEPUMEHTOM.

! Kanounckuii, B. B. Crymenu. Tekct XymoskHuka // KanouHckuti,
B. B. VI36paHHbIe Tpybl... YKas. cou. C. 269-270.

2 Tam xe. C. 277.

3 Kandumckuti, B. B. I36paHHble TPyabL... YKas. cou. C. 83.

177



JKCIIEPUMEHTOM, CTPEeMSIIUMCS OOCTUYb 3TOTO CAMOTO KOH-
BUOpuUpoBaHus. [leiicTBue MakKCMMajabHO Ipoctoe. CleHorpa-
(uyeckast mapTUTypa CTPOUTCS MO TOMY Ke MPUHLIUITY, TI0 KO-
TOPOMY HamMcaHbl KapTUHbI KaHAMHCKOTO: KaxkKAblii MpeameT
3aHMMAaeT CBOIO MO3ULIMIO ¥ OMHOBPEMEHHO y4acTBYeT B o6pa-
30BaHMM 061Iel KOMITO3UIMK. OTHAKO XYIOKHMKA 3TOI KapTu-
HBI C KUCTBIO B pyKax He BUAHO. OH Ie-TO B «4ePHOIT IITyOuHe»
CLIeHBI 3a AeKopauusMu. 3pUTeNb XXe, Kak B mnemiepe y [naToHa,
OKa3bIBaeTCs Kak OyATO Tiepel CTEKJIOM, 32 KOTOPBIM CTOMUT
HEBUIMMBII MUIIYIINI KAPTUHY XyOOKHUK. 3pUTeTh HAOII0na-
eT 3a ee CO3JaHMeM, CIeAUT 3a KaKIbIM Ma3koM MasCTpo
M B pe3yibTaTe caM CTaHOBUTCS CO-XYHOKHUKOM [IeliCTBUS
U CO-CO3JaTeeM 3TOTO CIIeKTaKIIS.
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GIOVANNI VINCIGUERRA

WASSILY KANDINSKY’S PERFORMANCE
BASED ON «THE PICTURES FROM
EXHIBITION» BY M.MUSORGSKY AS A CASE
OF ARTS SYNTHESIS

Abstract

Wassily Kandinsky devoted a raw of theoretical texts to problems
of synthesis of arts which he wrote when living in Munich before WWI.
There he developed ideas on which scenic compositions were
supposed to be based. Majority of his projects were not turned into
reality. But the case of his later work with M.Musorgsky’s music during
his second period of living in Germany is an exclusion. This article is
investigating this case.

Key words
Kandinsky, synaesthesia, synthesis of arts.
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