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PEJAKLIMOHHASI CTATBS

Hopozue yumamenu!

IlepBbiM HOMepoM Hamero »xypHana 3a 2022 roa Mbl OTKpbIBA€M HO-
BbIf oTan B pa3suTHM u3ganus. Aesthetica Universalis ctanoButcs ua-
CTHIO OJHOM M3 cTapeHIMX MyOIMKAallMOHHBIX MHCTUTYI UM Poccun —
M3 naTensckoro qoma MockoBckoro ynusepcuteTa. JKypHai pacimupsi-
eT TaKke MPeICTaBHTEIbCTBO Kadenp ¢umocodekoro daxynprera
B COCTaBE CBOEH PEAaKIIMOHHON KOJUIETHH, CTPEMSCh BOBJICYb B Hay4-
Hble MyOJIMKAllMM Ha CBOMX CTPAaHMIAX KaK MOXHO Oosee IIMPOKUI
CIIEKTpP HAYYHBIX MCCJIeJOBAaHUH B dCTETHYECKOM IoJie. MBI HazeeMcs,
4TO y’K€ B T€YEHHE roja >YypHaj BBIHJIET Ha HOBBIH YPOBEHb B3aHMO-
JieicTBUs cO cBOe npoduinbHOl aynuTopueit B Poccuu u B Mupe.
ITocnennuii acnekT, aCEeKT MEXAYyHapOJHOTO B3aUMOAEHCTBUS BCeraa
HMCKPEHHE BOJHOBAJ HAll )KypHaJl, U Mbl OYEHb BBICOKO LIEGHUM COTPY -
HUYECTBO C WIEHAMM HAIIETO MEXIyHapOJHOr0 PeJaKIMOHHOIO COBe-
Ta u 3apyOexxHeiMu aBTropamu. Aesthetica Universalis paccmarpuBan
U paccMaTpuBaeT cebs KaK IUIOMAAKY s B3aMMONOHHMAaHUS IPO-
(bUIBPHOTO HayYHOIO COOOIIECTBA U BaXKHEHINYI0 TOUKY POCTa r'yMaHH-
CTHMYECKHUX HWJICH M HACTpOCHUW B Hay4dHOH cpene. Kak m B Hauaie
00pbOBI C MaHAEMUEH, MBI NIPU3BIBAEM HAIIMX KOJUIET OBITh Ha CBS3H
Ha HaIllUX CTPaHHUIAX, HU B KOEM CIIy4ae HE TePSITh YyBCTBO MOLICPIK-
KH U COJIIMJAPHOCTU, KAKHMHU CIIOKHBIMH OBl HH OKa3bIBAJIUCh MaKpO-
00CTOATENBCTBA, B KOTOPBIX JODKHA Pa3sBUBATHCS B HACTOSAIIEE BPEeMsI
Hay4HAasi MBICIIb.

ITosToMy, Kak M paHee, HCKPEHHE HaACIOCh IOTYyYUTh Balld Mybnnka-
unn o azapecy pemakmuu aestheticauniversalis@gmail.com u  xenaro
MHpa B BalllMX CTPaHax, B BallMX CEMbiX M Bammx rymax. Aesthetica
Universalis ocraeTcst ¢ BaMH ¥ HajfeeTcs B HOBOM KadeCTBE IPHHECTH
eme 60JIbIIIE TTOMNB3EI HAIEMY CTeTHUECKOMY OpaTCIBY.

Hckpenne Bai,
Cepezeii /[3uxeguu,
raaBHBIN penakTop AU


mailto:aestheticauniversalis@gmail.com

EDITORIAL

Dear readers,

With the first issue of our journal in 2022, we are opening a new page

in the history of the edition. Aesthetica Universalis becomes a part

of one of the oldest publishing institutions in Russia — The Publishing

House of Lomonosov Moscow State University. Our editorial board also

expands to include representatives of various departments of the

Faculty of Philosophy — this will allow us to involve the widest

possible range of aesthetic researchers for scientific publications. We

sincerely hope that Aesthetica Universalis will reach a new level

of communication with its audience both in Russia and the world

in 2022.

The above-mentioned aspect of international scientific exchange has
always been a matter of great importance to our journal. We highly
appreciate our connection with the members of our International
Editorial Board and our foreign authors. Aesthetica Universalis has
always considered itself a platform for intellectualexchange between all
scholars in the aesthetic field and the point of growth for humanistic
ideas and concepts in the academic community. Same as at the
beginning of the pandemic, we encourage our colleagues to keep in
touch on our pages, maintaining a senseof support and solidarity, no
matter how difficult the macro-circumstances are for scientific thought
development.

Therefore, as always, | sincerely hope to receive your publications at

the editorial address aestheticauniversalis@gmail.com, and | wish peace

will always be in your homelands, families, and souls. Aesthetica

Universalis stays with you and hopes to bring even more value to our

aesthetic brotherhood this year.

Yours sincerely,
Sergey Dzikevich,
AU Editor-in-Chief


mailto:aestheticauniversalis@gmail.com
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JAPBA KO30JIYIIEHKO

OT CPEJIbl K KOHTEHTY:
TPAHC®OPMALIUS CYBBEKTHOTOB
COBPEMEHHOM YCTETHKE
OKPYKAIOILEN CPE/IbI

Abcmpakm

B cratbe uccienyeTcss U3BMEHEHHUE MOHSTHS CPelibl KaKk CyOBeKTOOOpa-
3yrommero GakTopa B CBA3M C THKHTATU3ANUEH? COBPEMEHHOH KYIIb-
Typbl H BO3HHKHOBEHHUEM HOBBIX (OPM KyJIBTYPHOTO U 3CTETHUYECKOTO
npeacrtasieHus. [TokazpiBaeTcs, uTo HaUMHAasA ¢ KoHIa XX Beka 4ejo-
BEK BCE MEHee OIpe/eNsIeTcs CBOUM (paKTUIECKUM OKPY>KEHHEM M BCE
Oosiee — HMHOOPMAIMOHHO-ICTETUYECKUM, 3aJ]aBA€MbIM NPOCTPAH-
CTBOM BHpTyandbHOro. KoHeunas aMOMIus BUPTYaJIbHOI'O CMEHIAET

! Koszonynenko, Japes Ilasnoena — 1.¢.H, npodeccop kaperpsl Qpuio-
copckoit antpomonoruu  Qunocodckoro dakymprera MIY  umenu
M. B. JlomoHocoBa, uneH peaakiuuoHHoil komnerun AU, »>-mouta:
petrovich.tr@gmail.com

2 TepMHH, IOCTENEHHO NPUHUMAIOIIUN B PYCCKOS3BIUHBIX JUCKYCCHIX
Bce Oosiee yCTOWYMBBII BUI, B CBSI3H C Y€M Ha3pesa HeoOXOJUMOCTh €ro
KOPPEKTHOM TpaHCKPHUIIMOHHON (ukcamuu. Mbl cuutaeM 000CHOBaH-
HBIM Ha OCHOBaHHUH MCXOJHOHN (poHETHUEeCKOU CTPYKTYyphl 06a30BOH aH-
riuiickoit Jiekcembl digit TpaHCKPHUOUPOBATH HA PYCCKOM SI3BIKE BCE
MPOU3BOJHBIE TAK, KaK 3TO BBIMJISIIUT B HACTOsIIIel myOnukannu. — AU.


mailto:petrovich.tr@gmail.com

B CTOPOHY MEAHMAIPOCTPAHCTBA HE TOJBKO IOHATHUE CPEJbl, HO M HO-
HATHE CyOBEKTHOCTH, KOTOpasi, C OJHOHW CTOPOHBI, 3a/aéTcs KaK pac-
npenenéHHas UACHTHYHOCTh, U C JPYroil, CTOPOHBI, CBS3BIBAETCA
¢ manundecranued NPUCYTCTBHUA KaK MPHCYTCTBHS MAacKH, Tepsrolneil
1 COOCTBEHHYIO CTaTHYHOCTb, M OTJIMYEHHOCTh KaK OTAEIEHHOCTH
OT 3aKpHIBAEMOTO €10 M HCYE3aIOLIEro B 3a-MAaCOYHOM HPOCTPAHCTBE
Juna. DCTeTHKa CPeJlbl CBA3BIBAETCS TEM CaMbIM C 3CTETHKOH moaMe-
HBl U OC30CHOBHOCTH, YTO OTPAXXaeTCs KAaK B MOHSATHH JE3WIIIIO3MH,
CTaHOBSLIEMCS OCHOBHBIM HOHSATHEM COBPEMEHHOIl ¢dmuiocoduu, Tak
U B MOHATHH TEMHAsl SKOJIOTUS», TPAHC(HOPMHUPYIONIEM TpPaIUIIHOH-
HBIC 3CTETUYECKHE IIECHHOCTH Npupoasl. B cdepe scTeTnkn cpensr kak
cyOBekTOOOpasyoero (Gpakropa Mbl MPUXOAUM K HJEE AC3HILTIO3HH
W TTO3UIMH, MPEJICTABIAIONIEH YeJoBeKa B Macke 0e3 CTOSIIEro 3a HUM
JIUIA, W, aHAJOTMYHBIM 00pa3oM B cepe 3CTETHKHU CPelbl KaK Tpaju-
IHOHHO MOHMMAEeMOH NMPUPOJLI MBI OOHAPYKUBAEM MO3ZHIHIO «IKOJIO-
ruM 0e3 IpUpOABD HIIM «TEMHOH sKomorum». TéMHas skojorus Ha-
CTpauBacT HAC Ha BOCIHPHUATHE MPUPOABI HE KaK BO3BBIIICHHOTO
U NIPEKPacHOr0, HO KaK y’Kacalolllero U yrpo>Karomlero.

Kniouesvie cnosa

JumkuTanuzanys, Ae3usUIo3us, 0€30CHOBHOCTh, TpaHCchoOpManus 3c-
TETUYECKOTI0, cpefia, CyObEKTHOCT.

CoBpeMeHHOE NMOHMMaHHE OKpYXKaloIIeH cpeasl ImpeTreplie-
BaeT pas3urelibHble M3MeHeHMs. Emé B Hayane XX Beka Kak
B (¢miocoduu, Tak ¥ B COLMOJIOTHH TPAJAUIMOHHO IOJiara-
JIOCh, YTO TOHSTHE CpPeAbl JOJUKHO CBA3BIBATHCA C IOHATHEM
(dbusnueckoro (B MEpBYI O4Yepellb — MPUPOIHOr0) OKPYKEHHUSI
U SBJISIETCS BIIOJIHE OOBEKTHBHBIM. VIMEHHO Ha TakoM IIOHU-
MaHUH OasupyeTrcsi, HAIpPUMEpP, BBEACHHE O3KCIECHTPUIHOCTH
KaKk OCHOBHOH XapaKTEpPHCTHUKH HYEJIOBEUECKOIO0 CYIIECTBa,
CBSI3aHHON CO CIIOCOOHOCTBIO OBITH OTKPBITHIM I10 OTHOIICHHUIO
K MHPY M B TO € BpPEMs HE3aBHCHMBIM OT CPEAbl B KJIAaCCHU-
geckoil ¢unocodckoit anTponomorun M. Illenepa, X. IlnecHe-
pa u A. T'enena. [1; 2; 3] Ho k koHiy XX Beka MOHSITHE CPEJIbI
BCe OOoJbIIe CyOBEKTHUBHPYETCS M CBA3BIBACTCI CO cnenmduye-
CKH YEJIOBEYECKOW KU3ZHENECATEIBHOCThIO. MEHseTcss U caMo
coZep)KaTeIbHOE HAIOJHEHNWE NaHHOTo moHsATHs. CeromHs mo-
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JIO)KEHHE O TOM, YTO cpela — 3TO «MaTepHajbHOE OKpYyKe-
HUEe» (KakK, HallpuMep, JOCIOBHO (GOpPMYIHpPYET B CBOMX pabo-
Tax omnpeneneHue cpeasl A. II. Mapnep [4, 16—17] u uTto
rpearnosaraeTcsi 0OJBIIMHCTBOM paboT, CBA3aHHBIM C BBISIBIIC-
HHEM TI'paHU YeJIOBEK-)KMBOTHOE, HAYMHasI C KJIACCHYECKHX pa-
oot K. Jlopenna [5] u 3akaHumBas HanbOoJiee COBPEMECHHBIMHU
3apy6exubimu [6; 7; 8; 9] u oreuecrBennrMu [10, 85—90] uc-
CIeIOBaHUSAMHU B 3TOH oOylacTh), yXXe He TpeacTaBisieTcs
CTOJIb OYEBHUJIHBIM, KaK IOJTOpa-iBa BEKa HazaJ, U BCE dalle
MO>KHO OOHAapy>XHTh MHEHHME, YTO OCHOBHOE HAIlOJIHEHUE Cpe-
bl — OTHIOABL He MatepuanbHo. [11; 12; 13; 14] ITockonbky
OKpyXKaeT u (popMHUPYET COBPEMEHHOI'0 4eJOBEKa HE CTOJIBKO
00macTh (aKTUYECKH HAJUYHOrO (K KOTOPOIl OTHOCHUTCS Tpa-
JUIIMOHHO IIOHMMaemasi OKpy’Karollas cpejaa), CKOJIbKO  00-
JacTh MH(OPMaIMOHHO-BUPTYAJIBHOTO (C KOTOPOH OTHOCHUTCH
OoubllIasi YaCTh COBPEMEHHBIX TPAKTOBOK CPEAbl UEIOBEYECKO-
ro CyliecTBOBaHMs). UTO NPUBOAUT HEKOTOPHIX aBTOPOB K J0-
BOJIBHO PaAMKaJIbHOMY BBIBOJY O TOM, UYTO Cpelja — 3TO «CIe-
nuduaeckas popma Mbicau». [15]

B Hamm 3amauym He BXOOUT KPUTHKA WM MOAPOOHBINA aHa-
JU3 MOCJIEAHETO IMOJIOXKEHHS, OOHAKO, HeNb3s HE 3aMeTHUTh,
4TO OHO B OIpPENeIEHHON Mepe CuMITOMaTU4HO. B cospe-
MEHHOW KyJbType, Ile Bce Ooiee sIBCTBEHHO OOHapyXHBaeTCs
nmpuMaT OUQPOBBIX TEXHOJIOTMH M BHUPTYaJbHOIO IIpEACTaBle-
HUS, @ pEeaJbHOCTh KaK TaKoBas CTaBHUTCS IIOJ COMHEHHUE
W 3HAYUTEIBHO ype3aeTcs B CBOMX IpaBax; IIe IOCTpOHKa
HCIIPABUTEIIBHOTO YYPEKICHHS B COCEIHEM IBOPE OKa3bIBACT-
¢ (hakTOM BHPTYaJbHOTO MHpa MECCEH/KEPOB H COLICETeH,
pacnpoCTpaHsIOIIMX NETULHUIO MPOTUB JOaHHOW 3acTpOMKH,
Ipekae, OYeBUIHEE M HACTOsTeNIbHee COOCTBEHHO (akra ca-
MOH CTpPOWKH, Ha KOTOPYIO MBI JOJDKHBI OBl HATKHYTBCA
Ha CBOEM €XXEIHEBHOM ITyTH CJEIOBaHUS M3 JoMa Ha paboTy;
rae o ToM, 4To B MypMaHCKe BBIMEPIIH IPAaKTUYECKH BCe Jie-
peBbsl B pe3yibTaTe CHJIbHEHIIEro HWHIYCTPHAIBHOTO 3arpss-
HEHHs, Halld COOTEYECTBEHHUKH Y3HAIOT M3 paboThHl OpuTaH-
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ckoro ¢uiocoda, [16] moHsATHE cpeAbl HE MOXET HE mepe-
OCMBICITHBATHCSI.

H3MeHeHHEe DCTETUKU Cpelbl U TpaHchopManus MTOHITHS
Cpelbl KaKk CyObhEKT-OPHEHTHPOBAHHOTO U B TO Ke BpeMs CyOb-
eKTo00pasyromero (Gpakropa MpeacTaBisIeTCss MPOSIBICHUEM 00-
[IETO JJIsi COBPEMEHHOMN KYJBTYPHI JBHKEHHS CaMOYCTPaHEHHUs
YeJoBeKa U OOHapyXeHHUs: 0e30CHOBHOCTH KakK MOTepH Oa3zwuc-
HOW «Bepbl B MUDP», [17] Ha KOTOpOH JAepkaIoch MocieaHe ABa
THICSIUEIIETUS YEJIOBEUECKOE MHUPOBOCIIPUITHE, YTO IMPUBOJIMT,
C OJIHOM CTOPOHBI, K (POPMHUPOBAHUIO HOBOI'O THIIA HUIEHTHYHO-
CTH, CBSI3aHHOW C pacCestHUEM M 3CTETHKOW MOJMEHBI, a C Jpy-
ol CTOPOHBI — K YTBEPIKIEHUIO ICTETHKH «TEMHOU 3KOJIOTUM
KaK €CTECTBCHHOI'O CJIICACTBUA IMCUXOJIOTHICCKOT'O HETPUATHUA
«MupoBOro BakyyMma», [18] oOnapykuBaroiierocs BAPYTI Ha
MECTE «TOT0, 4TO OE3yCIOBHO BeIHKO». [19]

Tpaucpopmayua cpedvt Kak cydvekmooopasyouezo pakmopa

CoBpeMeHHOE TIOHUMaHHE CPeibl IPUMEHUTENIBHO K YeJIo-
BeKy TpaHchopmupyercs, Bc€ Ooliee OTHAISSICh OT ITOHSTHS
COOCTBEHHO «OKpy’Kalolleld cpedbp» M Bc€ Ooiee cONMMKasICh
C MOHATHEM KOHTeHTa. YeM NOHSATHE KOHTEHTAa IPUHIIUIIHAIIb-
HO OTIHUYaeTCs OT MOHSITHUS OKpyXarome cpensi? B oOmux
gyeprax — TEeM, YTO OH IpeAIliojaraeT OTHOLIEHHE «CoAepiKa-
HUS», @ HEe «OKPYXeHUs»». UTO, B CBOIO OUepelb, O3HAYAET, UTO
€CJIM MBI UKCUPYEM B COBPEMEHHOM MBIIIJIEHUH U COBPEMEH-
HOW KyJbType MepexoJi OT COOCTBEHHO Cpelbl K KOHTEHTY, TO
9TO HE MPOCTO MEePexo] B MOHUMAaHUU CPElbl KaK OKpy>Karonien
cpensl K €€ MOHMMAaHHUIO KaK cpeabl HHQOPMAIMOHHON (4TO
emi€ ¢ 60-x rr. XX Beka OTUYETIMBO MPOCISIKUBAIOCH U TPOTO-
BapHBaJIOCh, @ B HAIllM JHU CTAJIO y)Ke, KaKEeTCs, OOIIUM Me-
CTOM), HO W paJuKaibHas cMeHa (PHIOCO(PCKUX OCHOBAHMIA:
OTKa3 OT NPUHIHUIA PEaJIbHOCTH B MOJIB3Y BHPTYaJbHOTO, OT-
Ka3 OT NpUHIOHUIIAa OOBEKTUBHOCTH B IIOJIb3Y BKJIIOYEHHOCTH
M OTKa3 OT aHTPOIOLCHTPHUYHOCTH HIIM «YEJIOBEUYECKON MCKIIO-
YUTEIBHOCTU» B IOJIB3Y PaBHOMOJIOKEHHOCTH. [1OCKOIBKY KOH-
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TEHT M3HAYaJIbHO CYNIECTBYET apTe(haKTyallbHO, TO €CTh HEBO3-
MOX€EH 10, BHEC M MOMHMO JEATEIBHOCTH CyOBEKTa; OH CBsi3aH
C MOJieM BHPTYaJbHO-UH()OPMALIMOHHOTO, & HE C pealbHbIM
U TeM Ooyiee He C MPUPOJHBIM; U, HAKOHEI, HECMOTPS Ha CBS-
3aHHOCTH C MOHATHEM CyOBEKTa, OH He CyOBEKTOICHTPHYCH,
TaK KaK OTOPBaH OT MOHSTHsI OKPYKEHUS.

Kazamoce Obl, 4YelOBeK M3HAYAIBHO MO3UIIHOHHPOBAJICS
B (hui1ocodcKoit aHTPOTIOJIOTHH KaK CYIIECTBO, TEM U OTIHYA0-
meecsi OT BCEX MPOYHUX, YTO OMPEACISIETCS HE OKPYIKAaroIei
Ccpenoi, KaKk XKUBOTHOE, HO HMMeeT CBOM «wmup». [1, 53—65]
B ornuume OT KHBOTHOTO, KOTOPOE CTPOro OMpPEAeIeTcs
CTPYKTYPOU OKPY)KaIOIIEro MHpa W €ro rpaHUIlaMH, YEJIOBEK
«CrocobOeH Ha MOBeACHHUE, TIPSMO MPOTHUBOIIOI0XKHOE MO Gop-
Me». [1, 54] To ecTh cmoco0EH MUCTAHIIMPOBATHCS OT COOCTBEH -
HOTO TIPUPOJTHO-MATEPHATIBHOTO OKPYXKEHHSI U pearupoBaTh
Ha HEero CBOOO/IHO, BIUJIOTH /IO TTOJIHOTO HIJTH HOYTH MTOJTHOTO UT-
HopupoBauusi. CyIIHOCTh YeIOBEKa, CBs3bIBacMasi HE C OTHece-
HHEM K MHDPY, a C OTHECEHHEM K caMoMy cede, ¢ COOCTBEHHOM
croco6HOCTRIO rpe3uTh [20] u ¢ akTOM HAearnu, KOTOPBIi Oc-
HOBBIBACTCS HA TEXHHUKE «IIPOOHOTO yCTPaHCHHUsI ACHCTBUTEIb-
HOCTH», [1, 63] 3aKkiarOo4aeTcsi, TEM CaMbIM, HE B TOM, YTO €r0
«OKpyXaerT», a B TOM, KaKoe He IMpeAarnojaraeMoe IaHHBIM
OKpY)KEHHEM H HE BBIBOAMMOE M3 HEro (OKPYI)KEHHs) Hemo-
CPEICTBEHHO KaK CpPeIoi COAep)KaHHWe OH caM co31aéT, Bceraa
JOTIOJHsISI CBOUM COZCP)KAHHUEM 3TO OKPYXKCHHE B aKTe OTpH-
LAHUS WA YTBEPIKIACHHUS.

OmHako, XOTsI U B TEKCTaX OCHOBOIIOJIOXKHHKOB KJIACCHYE-
cKkoll (puI0cO(PCKON aHTPOMOIOTHU MBI YK€ BCTpPEYaeM Tep-
MHH «BHPTYaJbHOE» MPUMEHUTEIHHO K HYEIOBEKYy, HECMOTPs
HA MOCTYJIHPYEMYI0 HMH «yTOIMHUYHOCTB» YEIOBEUECKOIO Me-
cronoyioxkenns [2], orpumanue aedicrBurenbHocTH [1] M dKe-
UEHTPUYHOCTh KaK BBIHECEHHOCTHh YEeJOBEKa BOBHE COOCTBEH-
HOTO OKpykeHust, [2, 122—127] «mup» WIH «COBMECTHBIN
MHpP» YellOBeKa y 3TuX (pumocodoB HEe MMEET XapakTepa co0-
CTBEHHO BHPTYaJIbHOTO MHUDA.
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YenoBek OyAeT OTIUYATHCA OT KUBOTHOTO B TaHHOW (uII0-
CcO(CKOW TPATHUIINK TEM, YTO )KUBOTHOE IIOJTHOCTHIO BXKHBACTCS
B KOHKPETHYIO aKTyallbHYIO AeiicTBUTENbHOCTEY [1, 59] U He BBI-
nensieT cebst u3 cpenbl. TeM caMbIM, MOHSATHE «OKPYKaroIIei
CpeabD» sl )KUBOTHOTO, CTPOTO TOBOPS, HEBO3MOXKHO, TaK Kak
31ech emé He MPOHMCXOMMT TOrO pa3iM4eHHs (M Kak Cien-
CTBHE — pa3JIMYaHusi), HA OCHOBAHUH KOTOPOTO (GopMHpyeTcs
CaMO TOHSITHE OKPY)KCHHUS U HEeHTpa (MCKIIUYUTEILHOTO MecTa,
MPUBUIETHPOBAHHOI'O IOJIOKEHHSI) B YEIIOBEUECKOM OIIpeseie-
HuM cpeibl. Ho kak MHUp mpejmnoiiaraeT TeM CaMbIM HCKITFOYH-
TEJIbHOE MECTO JII 4eJIOBeKa (caMoO IMOHATHE «OKPYXKaloIero
MHpa» yxKe HeHTPUYHO, a GUI0cOPCKasi aHTPOIIOIOTUsI, HACTAH -
BarOIIIasi HA UCKJIIOYUTEILHOM MOJOKEHHUU YeJIOBEKa B CHCTeMa-
THKE AHTPOIOJIOTUU — MNPUHOUIIHAIIBHO aHTpOHOHCHTpI/IqHa),
TaKk U 4YeJOBEK OKa3blBaeTCcsl HEU30€KHO CBsS3aH CO Cpemoi
B CBOEM JABHWKCHHUU ITOCTOAHHOI'O BBIX0O/Ja BOBHC N «3aKJIOYCHUA
MHpa B CKOOKHM». ECIM «3IKCLHEHTPHYHOCTH €CTh XapaKTepHas
JUIsl yenoBeka (opma ¢GpoOHTaIBHON MOCTABJIEHHOCTH IO OTHO-
MICHUIO K OKpY’KaroIieit cpeme», [2, 126] To HE 0 KaKOM IIpUMAaTe
BUPTYaJIbHOCTH Iepel peajJbHbIM PEYH MITH HE MOXET U OKpY-
JKaloIlasi cpefa IMO-TIPeKHEMY SBJISIETCA ONPENCSIIOINUM dJIe-
MEHTOM B CaMOYCTaHOBJICHHH YEJIOBEKAa, MCXOIHT JH OH H3 e&
MIPUHATHS, OTPULIAHUS HITH «3AKITIOYEHUS B CKOOKI.

[Touemy ke B TaKOM Ciy4ae OSKCLIEHTPUYHOCTH 4YeJOBEKa
10 OTHOLIEHUIO K OKPY’>KaloIIel cpele U XapaKTepHOe Il HeTro
«IIpoOHOE yCTpaHEHHE ACHCTBUTEIBHOCTH» IPHBOIIT B UTOTE
HE TOJBKO K OCO3HAHHIO MHpPa KaK TOr'0, YTO MEHs OKpY»KaeT, TO
€CTh TOTO, YTO B CBOCH OJIM30CTH OTIIMYHO OT MEHS, HO U K Jie-
peanmzanuu 3toro mupa? CpaBHHBash YEIOBEKa C >KHUBOTHBIM,
IIlenep u IlnecHep, paBHO Kak U COJUIAPHBIE B 3TOM OTHOILIE-
HuH ¢ HUMU ['eneH u JlopeHn, u Goyiee MO3HUE PEICTABUTEIN
HaTyppUI0COPCKOro HANpaBICHUS B aHTPOIOJIOTHH, YIIYCKAIOT
W3 BHHUMaHUS TOT (aKT, YTO HEJOCTYITHOE KHBOTHOMY JHCTAaH-
LMPOBaHHE, COCTABJSIONICE TJIABHYIO OCOOCHHOCTH deJOBeYe-
CKOT'0 OTHOLICHHS K Cpejie, MPEACTaBIIIeT cO00i He 4TO HHOE,

14



KaK crienu(pruuecKy YeJI0BEUECKUI aKT pa3iIndeHUs -pa3inda-
HUS, 0 KoTopoM Tucal Jdeppuna, [21; 22] npuBoasmuii B KOHEU-
HOM WTOTe K CaMOYCTPaHEHHUIO YeJIOBEKa M K CTHPAaHHIO CaMOT0
TOHSITHS CPEJIbI, IpeBpalasl OKpY>Karolui MUP B KOHTEHT T'H-
reppealbHOro. JTO IBMKEHHUE IBOWHOTO CTUpAaHUS (UeloBeKa
W MHpPa) CTAHOBHUTCSI OYEBUIHBIM JIMIIb IPY OOpamieHnH K CO-
BPEMEHHBIM TpaHC(pOopMauusaM KyJIbTypbl U pritocopuu u oco-
OCHHO HaCTOWYMBO MposiBisieTcs B padorax XK. boxpuiispa.

B ornnume ot beprcona u lllenepa, ncrnosib30BaBUINX TEPMUH
«BHPTYpaJIbHOE» (PAKTHUYECKH KaK CHHOHHUM «BOOOpPaKaeMoroy,
Bonpwiisip oT4ETIHBO MOKA3bIBAET, UTO KYJBTYypa BUPTYaJIbHOTO
yOuBaeT Kak pealibHOe, TaK u BooOpakaemoe. [23; 24; 25] Bupry-
aJbHBIM MHUP Kak Obl OTMEHSET MOHSITHE «OKpYXKalollel cpesib»,
pacuupsisi ero rpaHuIlbl 10 OECKOHEUHOCTH, JAejias MHUp, K Kax-
JIOW TOYKE KOTOPOTO 51 MOTY OOpaTUThCS Yepe3 dKpaH — MHOTO-
MCPHBIM U B TO K€ BPEM IJIIOCKHUM. «Eciau Her BOBHC, TOrJga HET
u3aech». [26, 225] YerpaneHne IUCTAHITHH — HE KaK HEOTIHIEH-
HOCTB )KUBOTHOT'0, HO KaK JOCTYITHOCTB JIIOOOTO «TaM» B Ka4eCTBE
ero U300paKeHHUs] — CTUPAET IOHATHE PEAJBHOCTH, MMOCKOJIBKY
CTaB BHUJIHUMO NOCTYIHBIM, «PealbHOE HCYE3JI0 M3 PEaJIbHOCTH
M OCTAaBHUJIO HAC B THIIEPPEATBHON MyCTOTE 3HAUCHU». [27]

BupryansHoe — 3TO0 mpumar uzoOpakeHus Haj o0pas3owm,
MPUBOJISIIINN K YyCTPaHEHHUIO 00pa3a Kak BooOpakaemoro. 1300-
paxxeHHEe «HE MOXKET OOJbIIe I'PE3UTh PEeabHOCTHIO, C TEX IOp
Kak OHa — BUPTyaJbHasl peallbHOCTbY», [27] Benb BooOpakeHue,
rpésa mpearnoiaraloT JBOEHHUE, XapaKTep MPUCYTCTBYIOIIETO OT-
cyrcTBus [28], Torma Kak y BUPTYalbHOTO H300PaKeHHUST HET pe-
¢depeHTa, 32 HUIM HE CTOUT HHUKaKOe OTCYTCTBYIOIIEe, OHO BCE —
BOT, O€3 BCSIKOTO «BOBHEY, IIPEACTABIISISI COOOM MOJTHOE COBHAE-
HHE C COOOH B MOTOMY ITOJTHOE OTPHUIIAaHHE COOCTBEHHOU peajb-
HOCTH, TaK KaK <«3JeCh» OTMEHEGHO YyXXe CaMbIM OTKa3oM
OT «BOBHE». OCYIIECTBISII «BBITAJIKUBAHHE BCEH pEalIbHOCTH
B OpOUTY BU3yalbHOWY, [24] BUPTyanbHOE YHUYTOXKAET pealib-
HOE «€ro ke COOCTBECHHBIM IBOMHHKOMY», [27] momemass Hac
B IIPOCTPAHCTBO JAE3UILTIO3UH.
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IIpocTpaHCTBO, B KOTOPOM IapagoKCaIbHBIM 00pa3oM OT-
MCHEHBI peallbHbIe OOBEKTHI, CYOBEKTHUBHOCTH BOCIIPHUSTHS,
MPUYACTHOCTh K BOOOpakaeMOMY W HEBO3BPAaTHOCTH MTHOBE-
Hus. [IpocTpaHCTBO, B KOTOPOM HCYE3aeT HE TOJIBKO PEaIbHOCTh
KaK OKpY)KaroIas MCHs cpe/la U KaK IPOCTPAHCTBO COBMECTHO-
CTH, HO U 5 CaM HCYE3ar0 KaK CYOBEKT, KyCTyIas MECTO pacCesH-
HOW, MOJBMKHONH M OECIpeIMETHOW CYOBEKTHBHOCTH — 3KTO-
Iia3Me, KoTopasi Bce OOBOJIAaKMBAaeT W BCE TpaHCHOpMHPYET
B OFPOMHYIO MOBEPXHOCTH, OTPAXKAIOIIYIO MyCTOE OECTEIeCHOE
cozHanuey». [29] Ctupasch HCOCO3HAHHO M HEOTBPATHMO U CaM
crupasi ceOs CO3HATENBbHO, MPUMCHSS Pa3IMYHbIC TCXHUKU Ca-
MOYCTpPaHEHHS, PACTBOPSSCh B BHUPTYAIBHOM caMOH300paxe-
HHH, pr{‘{aCB 3a aBaTapaMI/I nu ‘-IepHLIM 3KpaHOM, OTBCUada
KakK 6])1 oT nepBoro JMIa — U OCTaBasIiChb Ha}lé)KHO prLITLIM
B CBO€H aHOHMMHOCTH, PacC€MBAsCh B MHOXECTBEHHOW HJIEH-
TUYHOCTU TpaHCMe}le/IIHOFO IIOBECTBOBAHUA U BI/IpTyaJ'IbeIX
Macok. 3amaBasch BompocoMm «S-to rme? UTto M3 BCero 3Toro
Moé? Unn yxe Boobte Huuero vetr?» [30, 45] — u B TO ke Bpems
OT OTBETa Ha HEro YKJIOHSSACh, TOCKOJIbKY HENOHSTHO, UMEIO JIN
s IpaBO — OBITh WJIA 3TOT MHP, BUPTYaJbHBIH, MHOXECTBCH-
HBIW, 0e3pa3IMYHbIi KO BCSIKOTO poJAa MOJJIMHHOCTH, BOOOIIE
HE MpeamnoyiaraeT MOero NpUCyTCTBUS U MOTOMY HYXHO 3TO ca-
MOE MPUCYTCTBHE CKPBITH?

CoBpeMenHas Guiaocousi, B KOTOPO# SIBHO 0OHAPYKUBAETCA
TEHACHIIHS CMEIICHHUS YeJIOBEKa U3 LIEHTPa» U «JIUIICHHUS eT0
Bcex npuBmiiernit» [31; 32] menaer Mup He TONBKO HEpPEATbHBIM
¥ HEBOOOPA3UMBIM (B TOM CMbICJIE, KAaKOW BKJIAJbIBAET B 3TO 1O-
matue bonpwuiisip B cBOoel TpakTOBKE BHPTYaJIbHOCTH), HO U Oec-
YEJI0OBEYHBIM. MUPOM, MIPU B3TIIsA/IC HA KOTOPBIH, HAC OXBATHIBACT
HE BOCXMILEHHUE, HO yXKacC, U BBIPBIBACTCS HEMPOU3BOJILHOE:
«A mroau-to Boodbme rae? Kyaga mer monamu? Hawm, kak mgromsiMm,
MecTO B 3TOM Mupe Bcé€ emnié orBemeno?» [30, 44] Benb eciiu He 0T-
BEJICHO, TO TOT MU MPEACTABIISIET AJIs1 MCHSI OU€BUIHYIO YIPO3y
U JIydIli€ PUKPBITHCS MacKO#, CAMOYCTPAHUThCS, YTOOBI HE JIHU-
VI MEHS MOETO U TaK IMPU3PAYHOT0 COOCTBEHHOTO OBITHS.
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Jluyo u macka. Obuecmeo nokaza

[Tepen numom OecdyeIOBEYHOTO MHpPa, OTMEHHUBIIETO Kak
WJUTIO30pHOE, TaK M peajbHOe W 3aMEHHUBIIETO HX OecKoHed-
HOU Yepesioil TuneppeaibHbIX N300pakeHUH YeJIOBEK YyBCTBY-
er ce0s1 HeymecTHBIM. OJIHaKO, B YEJIOBEKE HM3HAYaJbHO 3aJI0-
’)KeHa HE TOJIBKO CITIOCOOHOCTH BBIXOAMTBH 32 CBOU COOCTBEHHBIE
Mpeaesbl U OBITh SKCHEHTPUYHBIM II0 OTHOIIEHHIO K CBOEMY
OKPY>KEHHIO, HO M MOTPEOHOCTh «IIPEOOJIETh Y>KAac CO3HAHHS
o OecuenvHOCTH cyuiecTBoBaHus» [33, 25], 4TO BBIpa)kaeTcs
B COBPEMEHHOU KYJbType B YTBEP)XIAEHUU TAaKOTO0 «MHUHHUMYyMa
caMoCTH», [34] KOTOPBIHM HPHU 3TOM SIBIAJICSA OBl OTHOBPEMEHHO
Y COKPBITHEM Ce0sl.

IToxazaTenbHBIMU NpeaACTaBJIAOTCA B OTOM OTHOIICHUU
TpaHc(OpMaIUM CaMOIPEACTABICHUS, HEIMOCPEJACTBEHHO CBSI-
3aHHBIE€ C HAIIUM «CPEAOTOYHEM CaMOCTH» — TEM, YTO Tpagu-
IIHOHHO HA3bIBAIOT «3€PKAJIOM JYIIN» — JIUIIOM.

Heonpenen€HHocTh nulia oTpakaeT HEOOBEKTUBHPYEMOCTD
YeJI0BEUECKOIo, MPEACTaBIAs COOOH IOCTOSHHOE CaMOHECOB-
MajeHUE KaK YCKOJIb3aAIOLIYI0 IIPEIACTaBICHHOCTb. M3BECTHBIN
muemonuct C.B. IllepenieBckuii, yenoBek ¢ (eHOMEHAJIbHOM
NaMATBIO, JKAJOBaJICsl, YTO JHLA JIONEH €My Ype3BblYailHO
CIIOKHO 3allOMHHUTb, MOCKOJIBKY «OHH TaKHE HEIOCTOSHHBIE. ..
OHU 3aBHUCST OT HACTPOEHHUs 4YeEJIOBEKa, OT MOMEHTa BCTpE4H,
OHH BCE BpeMsI H3MEHSIOTCS, IMIYyTAOTCS IO OKpacke....» [35, 44]
DTO0 XapakTepHas OCOOEHHOCTH JIHMIA, MOCKOJBKY, KaK TOYHO
3ameuaer B. Ilogopora, «uimo He €IUHUYHO, OHO MHOXeE-
CTBEHHO, W IIOTOMY HHKOTIAa HE coBmamaer ¢ coboii». [36, 131]
XynoxecTBEHHOE H300pakeHHE — TIOPTPET, BHINTOJIHEHHBIN
B TPaAWIMOHHON XyHOXECTBEHHOW TEXHHUKE O€3 HCII0Ib30Ba-
HHSI BCIIOMOTATENIBHBIX «OTIIEYATKOB» W HWHBIX (PUKCHPYIOIINX
CHIOMHUHYTHOE COCTOSIHHE JIMIIa TPHUCIOCOOJIEHUH W TEXHOJIO-
THA W B TO X€ BpeMsl CTpeMAIIHIicS IMepeaaTs MMEHHO JIMIIO
JIAaHHOI'0 YEJOBEKa, a HE HEKUM KOHLEMNT, BbIpakaeMbId MO-
CpPEICTBOM HETO — COXpaHAET 3TO CaMOHECOBIIAJICHHWE B pa3-
JIBOGHHOCTH, B pa3jIW4aHUM oOpa3a M HM300paXeHHs, B IIOCTO-
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SIHHOM JIBOCHHMH €ro B HallleM BOCHPHSTHU. B 3TOM cama cyTh
n300paXKeHUsI, KOTOPOE, BCErna «B KaKOM-TO CMBICIE JOJIKHO
OBITH UyXKIBIM camoMy cebe» [29]. Onnako, yxe B ¢ororpadpumn
3Ta 00s3aTEIBHOCTh CAMOYCKOJIb3aHHsI, MEPIAIONIeH TaHHOCTH
HapyIaeTcs.

dororpadus npeamnonaraeT (GUKCAIUIO OJTHOMOMEHTHOCTH,
CTpeMJICHHE K MOJTHOTE JAaHHOCTH. Biaroaapsi aBToMaTH4YeCKO-
My 3alleYaTIeHUIO U BHANMOMY YCTPAHEHHUIO XYIOXKHHKA (HOTO-
rpadus HAYWHACT MPEICTABIITHCA KaK caMo JIHUI0, & He KaK ero
orcBeT. DoTorpad kak «areHt cmepTu» [36, 132; 24] yreepxaaeT
HAaC B MBICIH, YTO MPEJCTABUTEINb JIHIa — ero (HOTo — sSBIsIeTCs
HE MEHee MOJTHOMOYHBIM, YeM CaMO JIUIIO, YTO OHO U €CTh MOJI-
JIMHHOE JIAIIO.

Buytpu ¢ororpadudeckoro nzodpaxeHus <«xuBeT hopmy-
Jla MCYE3HOBEHHSl PeajbHOCTH, (POpMyla pacCTOSHUS, CIIOCOO
3aMOpaXMBaHus Mupa», [24] B OCHOBAHMH KOTOPOH HAXOIMT-
ci CTpemileHHE «MEPTBOE IIPEACTaBUTH Oojiee >KHUBBIM, YeM
peasibHO xuBoe», [36, 136] a pe3ynbTaTOM CTaHOBHUTCS HE ca-
MOIIPOsIBJICHHE KaK y3HaBaHUE ceOsi B oOpasze apyroro, HO ca-
MOOTCTpaHEHHE KaK Hey3HaBaHHWE ceOsi B cOOCTBEHHOM (oOTo,
IJIe «CIOydaiHbIiH 00pa3 WUrpaer poisip Hamiero muia». [36, 132]
W ecnm y umTaTens ckianplBaeTCsl BIEYATICHHE, YTO IOCIEN-
Hee BBICKa3bIBaHHWE MILTIOCTPHPYET COBPEMEHHYIO TEHICHIIUIO
BBICTABIIITH BMECTO CBOETO (DOTO B COICETAX, MECCEHIKepax
U B y4eOHOM U HAYYHOM OH-JIalH MPOCTpPaHCTBE (JIEKLIUH,
KOH(QEepeHIMH U Tp.) HEKYK «KapTUHKY» — TO HeT, peyb
B OPUTHHAJIBHOM TEKCTE IOKa MAET BCEro JIMIb O Qortorpa-
¢un B macmopre. OgHAaKO, UMEHHO 3TO JBHXXEHHE OTCTpaHe-
HUSA M HEy3HaBaHHs, CO3JaBaeMoe B pe3yJibTare (pukcamuu
«B TIPOCTPAHCTBE HEBO3BPATHOTO MTHOBeHHUs» [24] um nmemaer
BO3MOXKHBIM IOCIIEAYIONIee CAMOYCTpaHEHUE JHIa B KyJIbType
cendu, MacKkax aBaTapoB, IEPECTAIOMMNX OBITh COOCTBEHHO
MacKaMH, ¥ CcO3Ha€T 3CTETHUKY NOIMEHBI W W3HAYAJIBHOTO OT-
CYTCTBUS KaK OCHOBY BHPTYaJIbHOH KYJIBTYpHl B €€ BU3yallb-
HOM acIIeKTe.
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«CoBpeMeHHOE JIMII0 HCHBITHIBAET 3aMETHYIO CKJIOHHOCTH
K CAMOYHHUYTOXXEHHIO, K CAMOCTHUPAHUIO C Te€X IOp, KaK OHO Ie-
pecrao 6bITh B IileHTpe Mmupa» [36, 140] — 3ameuaer B. I[Tomopo-
ra, aHaJausupys cepuro dororpaduii B. Muxanpuyka. ITa CBA3b
CaMOCTHPaHHS CO CMEIICHHEM M3 IIEeHTpa HE CilydaiiHa: UMEHHO
CMeIlleHrEe YeJIOBeKa U3 LEeHTpa oOHapy>KUBaeT JUIsl Hero (4eso-
BeKa) OTYETIMBO M 0€3BO3BPATHO KakK ITYCTOTHOCTh MHpa («Ba-
kyyM mupoBoii» [33], kak onpenenutr ero . ['omocoBkep), Tak
1 0E30CHOBHOCTH, OECCMBICIIEHHOCTh COOCTBEHHOT'O CYIIECTBO-
BaHus. CamMocTHpaHHe — TpPHU3HAaK KOHIA SIOXH aHTPOMOIEH-
TPUYHOCTH U JIOTOIEHTPUYHOCTH, KOT/Aa YEJOBEK TEpSEeT CBOH
MIPUBUJIETUN, & CO3HAHHUE MyTaeTCsl C UHTEJUIEKTOM M CTaHOBHT-
Csd Ka4€CTBOM Kak HeCl'IeI_II/I(bI/I'-IeCKI/IM, TaK MU HE CBJA3aHHbIM
C BO3MOYKHOCTBIO HIJLTFO30PHOTO.

Mup, craBlIMii BUPTYyaJlbHBIM, MUP AE3UJIIO3UM, HE HYXKIa-
ercsa Oojee B 4YEJIOBEKE Kak OCOOOM CyILIECTBE M IPHUBOIUT
K ero camoctupanuio. 11 B cBere 3Tux TpaHchopmanuii cTaHo-
BHUTCsI ecTecTBeHHOU (paza [[keiimca DikuHCca, 3aMETHUBIIETO,
YTO B COBPEMEHHOW KYJbTYype, IZie NOHATHE LEHTPa B MPUHLH-
[le yCTpaHsAeTCs, paBHO Kak W IOHATHE 00pa3la, YeJI0BEYECKOoe
JULO0 HCcYe3aeT, TaK Kak «0e3 Kakoro-nmubo nenrpa... Her nuue-
ro, 4TO si MOTr ObI Ha3BaTh c000i». [29] CepuitHoCTh, OECKOHEY-
HO€ OTCBUIAHHE B INIPOM3BOJBHON LeNMH O3HAYalOIINX Kak
CHMIITOM COBPEMEHHOH BHPTYaJIbHOH KYyJBTYpbI — TaKoOe€ XKe
MPOSIBIICHUE Nepeaju3allid U MHUpa ¥ MOMEIISeHUsS ero B Ipo-
CTPaHCTBO N€3WJUIIO3MH, KaK M IIOSBJICHHE KOHIIENITA MAaCKH
0e3 nuIa, Tak Kak «B... HUGPOBOM ocBOOOKAeHUH (oTorpadu-
YeCKOro aKTa, B 9TOM OE3JIMYHOM IpoIecce, TIAe IOCPEIHUK
caM 1o ce0e mopoXXIaeT M300paKeHus B IIENH, OMUPAsICh JINIIb
Ha TEXHUYECKHEe BO3MOXXHOCTH, MOXXHO YBHUIETH KOHEUHYIO
dbopmy cepuiiHocTn». [29] Ho ne3niuiro3ust U CEpuiHOCTh O3HA-
YalT HE TOJNBKO OTCYTCTBHE LIEHTpPa, OTCYTCTBHE 00pa3la,
WHBIMH CJIOBAMH, JCTETHKY IYCTOTHI — HO H TO, YTO TENeph
LEHTP MOXET OBITh MHOXXECTBEHHBIM, a B KayecTBe oOpasma
MOJKET BBICTYIIAaTh JII0060e M300pakeHne, 4TO MPUBOIUT K (op-
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MHPOBAaHHUIO B COBPEMEHHOW KYJIbTYpe OSCTETHUKH IOJMEHBI
u POpMHUPOBAHHUIO HE TOJHKO TEHICHIIMU CaMOYCTPAHECHHUS dYe-
JIoBeKa (B TOM YHCJIE M CAMOCTHPAHMUsI €ro JIMIA), HO U 3CTETH -
KH TOJMEHBI, B KOTOPOW OTMEHSETCS BBIPAKEHHOCTH, TEXHHKA
A 3CTETUKA HCIIOJIHEHHS CTAHOBSITCS HECYIIECTBEHHBIMU H 3a-
CIIOHSIOTCS TEXHUKOM M 3CTETUKOH MmoKasa.

JIst 9CTETUKU BBIP@XEHHS OBUIO Ba)XHO TO, YTO CTOHUT
3a M300pakeHHEM, YTO SIBJSIET ceOsi B 00pa3ze M K 4YeMy MOXKHO
JIMIITb PUKOCHYTHCS. B acTeTHKE 0TOOpaXKeHUsT M CaMOyCTpaHe -
HUSI, XapaKTEPHOU ISt SMIOXHM aHAJIOTOBOM GoTorpaduu, aKieHT
yK€ CMEIIAaeTCsl TaK, 4TO «BaXXHO JIHIIb TO, YeM MOXET CTaTh
JIUIO0, @ HE TO, YTO OHO €CThb», [36, 138] omHAKO CBSI3b MEXKIY
n300pakeHUEM M 00pa3oM emié COXpaHsIeTCs, TaK KaK TO, YeM
MOYKET WM HE MOXET CTaTh JIMIO ONpPEEIIETCs, B TOM YHCIIE,
1 0COOCHHOCTSIMHU CaMoro Jimia. B rocroacrBytomieit xxe ceromats
JCTETHKE MOKa3a MCYE3aeT camMa Ta HHCTAHIHs, K KOTOPOH MbI
MOTJiM Obl OOPAaTUTHCS KaK K MEPBOMCTOYHHUKY — CaMoO JIMLO
CTHpaeTcsi BMECTe C MHPOM, M B 3aJlaHHOM elé Ha CTaJuH
OTOOpaKeHUsI CTPEMJICHHEM «CTaTh OEJIbIM ISTHOM, JIUI[OM-
mackoii» [36, 136] — u HaKOHEI[ JOCTUTAET CBOEH eI U HCTOH-
4aeTcs 10 MOJHOT0 OTCYTCTBUSL.

Cocmosnnue ne-omeema

HeynuBurenbHO, 4TO «HA HACTOSIIIIUA MOMEHT MBI IpeObIBa-
€M B COCTOSHHMH HE-OTBETa, O€30TBETCTBEHHOCTH». [25]
U He cnyyaliHO, YTO COBPEMEHHBIN UEIOBEK — YEJIOBEK HE I'OBO-
psamui, Ho numywud. M gaxe, kak HU napajoKcajlbHO 3TO 3BY-
YUT, B MHUCHME CTaparomuiicsi MaKCUMaJIbHO H30eraTh CIIOBa,
HWCTOJIB3Yd BMECTO HEro KapTHHKH, COKPAIeHUs, OTCHIIKU. To,
YTO MPUHOHUIIHAIBHO HE MpeariojaraeT OTBeTa.

MoskeT T TOBOPUTH TOT, KTO CaMOYCTpPaHUJICS, KOTO HET?
Peur npennonaraer oreer. llpeamonaraer TOro, KTO CTOHUT
3a CBOMMH CJIOBaMH. A TIOTOMY COBpPEMEHHas KyJIbTypa HE MO-
KeT ObITh pedeBoil. [37] Ho B TO ke BpeMsi 3TO MaKCHMAaJIbHO
nH(pOpMaMOHHAsA KyJIbTypa, CBA3aHHAs C OTPOMHBIM KOJIHYE-
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CTBOM O3HAQYalOI[UX, B TOM YHCJIE CJIOB. DTO KyJbTypa MOCTOSH-
HO TOBOPEHHS, MOCTPOCHHOrO TakWM O0pa3oM, YTOOBI HHUYTO,
10 CYTH, HE OBLIO CKa3aHO U €CJIHM BCE )K€ «HEUYTO OKa3bIBAETCSI
IIPOM3HECEHHBIM, TO BCE JEJIaeTCsl TaKuM 00pa3oM, YTOOBI
Ha 3TH CJIOBa He OBLIO MOJY4eHO HUKAKOTo oTBeTay. [25] Bupry-
aJbHOCTBH TUIIEPPEaTbHOCTH, YCTPaHSIOMAas peallbHOCTh, CaMo-
CTHpaHUe JIMYHOCTH B MPOCTPAHCTBE JIE3UJUTIO3UH JOTOIHIETCS
COIMATbHBIMU MPAKTHKAMH M TEXHUKAMH OJOKHPOBAHHUS CamMo-
CTH, Jiejasi HEBO3MOXHBIM OTBET Kak JJIsl MOAEePIKAHUSI BUPTY -
aJbHOr0 CTaTyca peajJbHOCTH, TaK U JJIsSi COXPAHEHUSI OTCYTCTBY-
IOIUM cyobekTa. [Ipu 3ToM «Macc-Menna TakKke O4eHb XOPOIIO
Hay4YUJIUCh BBEJACHHIO B JIeUCTBUE (HOPMaIBHOI ,,00paTUMOCTH
CBOMX ceTel (IepenuckKa ¢ YuTaTelsIMH, Tele(OHHBIE pa3roBO-
pBI CO CIyHIATENsIMH, OMPOCHI U T. J.), HE OCTaBIIsAsI NIPH 3TOM
MecTa IJIs1 Kakoro Obl TO HHU OBLJIO OTBETa, HUYETO HE MCHSIS
B pa3ieiiCHUH poJjiei», [25] ocTaBisas pedyb — HEMOUW MPU BUIH-
MOCTH NPOU3HECEHHOCTH, @ OTBET — HEYUYHUTHIBAEMBIM U KaK ObI
HECYIISCTBYIOIIHUM NP BUIUMOCTH €TI0 HAJIMYHUA U JaXKE OXKH-
JIA@MOCTH.

Dusencbeprep B crarbe «Constituens of a Theory of the
Media» emré npeamonaraer, 4To mpobdiieMa 6€30TBETHOCTH CBs3a-
Ha C IeHTpalu3alueil CpeicTB MacCoOBOW MH(oOpMauu U mpe-
JaraeT Ka)KJOMy U3 Hac CTaTh HCTOYHUKOM — TE€M «TOBOPSIIUM,
aBTOPOM, KOTOPBIM HE CTOJIBKO OTBEYAET Macc-MeIHa, BOIPEKH
nxX (QYHKOUH «O00e3pedrnBaHUSA», CKOJBKO Ipeijiaraer OTBET
Ha He3aAaHHbIH Borpoc. [38] B 1970 roay, koraa nucaiach yka-
3aHHAs CTaThs, OTO €MIE MOIJIO IPEICTABIATHCA BBIXOAOM, I1O-
CKOJIBKY MHTEHLUH OOC3JIMYMBAHUS W JE3WUIIO3UH He OBLIN
Ha TOT MOMEHT IOJTHOCTBIO BOIUIOMIECHBI U PEaJbHOCTh KaK rOBO-
psLIero, Tak M CIPAIIWBAIOIIErO Ipearojaranachk Kak BO3MOXK-
Has 1 Jake He00X0quMasi — KaK U peajbHOCTb MUpPa, OTTCHEHHAS
€ro MIUTI030PHOCTBI0O B CYOBEKTHBHOU cdepe BooOpakaemMoro.
OnHako, cerofHs, KOTJa MpeyIoKeHHass UM CTpaTerust «IpeBpa-
THTH KaXJIOT'0 B MAHHITYJISITOPA, B CMBICJIE aKTUBHOTO OIIepaTopa,
NeSATeIIs, U T. 1., KOpo4e, YTOOBI KKl nepenien Obl U3 KaTero-
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pYHY IPUHUMAIONIETO UH(POPMALIHIO B KATETOPHIO €€ MPOU3BOIH -
Telst/pacrpocTpanuTesi» [25] yxe QakTuuecku ocymiecTBIeHa
Oyiarozapsi pa3BUTHIO CHCTEMBI COICETeH W KYJIbTYphl OJIOrOB
W WHTEPHET-KOMMEHTapUeB, Mbl BHIUM OOIIECTBO emé Oosee
0Ce30TBETHOE, HEKEJIM B MIEPHOJ] HATUCAHUS PaboThl DH3eHCOep -
repa.

[Mocne mepexoia «mpaBa royioca» K J000My MPEACTABUTEIIO
MacChl MBI MOJYYUIIN HE TOJBKO «EPCOHATH3UPOBAHHOC THJIC-
TaHTCTBO, SKBHUBAJICHT BOCKPECHOTO PYKOJENIHsl Ha mepudepun
CHUCTEMBI», [25] B pe3ysibTaTe KOTOPOTO THIEPPEabHOCTh MHUPA
TOJBKO YCUJIMBAeTCs B CBOeH mpodaHanuu, a 6e3IUKOCTh TOBO-
pALIEro MOAACPKUBACTCS CTABIIMM MPOU3BOJIBHBIM 10 OTHOIIIE-
HHUIO K HEMY «MHHHUMYMOM CaMOCTH», HO U KYJIbTYpy «(halbcu-
¢ukanuu 3ampoca OTBETa», HANIEAIIYIO Hanboiee OTUETINBOE
BBIpAXKCHHUE B TCEXHOJOTHAX TpaHCMe}lHﬁHOFO IIOBCCTBOBAHUA,
IMOCTPOCHHBIX TaKHUM 06pa30M, 4TO BHUAWUMO HHTCPAKTUBHBIC
MIPOEKTHI C BKIIOYEHHEM TaK Ha3bIBa€MbIX «HHTEPIPETATHBHBIX
COOOIIECTB» Ha caMo JieJie He IPEeaIoaraloT OTBeTa Kak HEeKOTO-
poro mposiBieHUsT CYOBEKTHMBHOCTH U Jaxe CyOBEeKTHOCTH,
a «B3aMMOJEUCTBHUE C ayIUTOpHEH 1 e€ BIUSHUE HA MIPOEKT (BBI-
0op ClOXKeTa, IePCOHaXKa, ero peakUy Ha CUTYalHIo U mp.) dax-
THYECKH 3a7aéTCs aBTOpaMu mipoekTay. [39, 155]

TakuMm oOpa3oM, COBpEeMEHHas KyJIbTypa, OCHOBaHHas
Ha JIe3WJUTIO3MHM M CMEIIEeHHH YeJOBeKa M3 LEHTpa, IejlaeT BCE,
yTOOBI OTBET OBII HEBO3MOXKEH lla)ke B TOM Ciydae, KOrga OH
Bpoae Obl (opmanbHO nmaH. «Bcs coBpeMeHHas apXHUTEKTypa
Macc-Meara OCHOBBIBAeTCS Ha 3TOM HAIIeM IIOCJEeIHEM OIlpe-
JeJICHUU: OHH SIBJSIOT COOOM TO, YTO HaBCerjaa 3amperiaeTr OT-
BET, YTO JeJIaeT HEBO3MOXKHBIM Iporecc oOMeHa (pa3Be TOJIBKO
B (popMax CUMYJSIIUU OTBETa, KOTOPHIE CAMH OKa3bIBAIOTCS WH -
TErpuUpPOBaHHBIMU B MPOIECC Nepeaadyn WHPOpPMAaIUH, 4TO, OJ-
HaKo, HUYEro He MEHSET B OJHOHANPaBICHHOCTH KOMMYHHKA-
uuu). UMeHHO B 3TOM — X MOJJIMHHAsA abcTpakuusy. [25] Tem
CaMbIM COBPEMEHHBIN YEJIOBEK B CBOCH KyJbType 0€30TBETHOIO
MMChMa PaguKaJIbHO pealln3yeT TO, 4To Jeppuaa Ha30BET «ap-
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XHBOM COOCTBEHHOTO camoycTpaHeHus». [40, 356] Bepuee, mbI-
TaeTcsl peasn3oBark. Kak Obl CMUPHUBIINCH C TEM, YTO OBITH 4e-
JIOBEKOM CETOJHSI — «3TO, IO KpalHeH Mepe, HE pacrloyiarath
HHUKaKo# cyniHocteio» [41, 151] u moromy, eciam TakoBasi Cyml-
HOCTH em€ BO BHE IOYEMY-TO HaJIMYECTBYET, €€ HeoOXOInuMO
CKpBITh. HanéXKHO NMPUKPHITH MAacKOH. A JydIlle MHOXXECTBOM
MacOK, HUKaK HE CBSI3aHHBIX JPYT C APYTI'OM, YTOOBI YCTaHOBUTH
32 HUMHM HEKYI «CYIIHOCTB» OBIJIO y>X COBCEM HEBO3MOJXHO.
A eciu TaKOBOW CYNIHOCTH M BIIPSIMb HET — TO MacKa IOJIMEHHUT
€& co0oi.

B 0o0oux ciydasix macka OKa3bIBaeTcs a0COJIIOTHO ITPOU3-
BOJIBHOM 110 OTHOLIEHUIO K TOMY, YTO paHee ObLIO JIUIIOM —
MO0 B LENAX JIYYIIEero COKPBITHS, JUOO B CHIIy TOTO, YTO
HCBO3MOXXHO 6BITB HEMIPOMN3BOJIBHBIM 11O OTHOIICHHUIO K TOMY,
9TO HEC MMEET CYHIHOCTHU, UYTO OTCYTCTBYECT HJIM YTO IIPUCYT-
CTBYET TOJILKO KaK aOCOJIOTHOE caMOCTHpaHue, «0ejioe MITHO»
[36, 135]. Macka, nmepecraBiiiast ObITh MACKOMH, TaK KaK YK€ HHU-
Yero He CKpbIBaeT, a 3aMeHsieT co0oil JHIo, M IycToTa
3a Heil — obopoTHasi ctropoHa 6e3oTBeTHOCTH. HO B TO *Ke Bpe-
MsI — M JBWKEHHE OTMEHBl BHYTPEHHEro KaK YHUYTOXXEHUS
CMBbICJIa BHEIIIHETO.

UTo 3HAYUT CTEpeTh COOCTBEHHOE JIMIIO HACTOJIBKO, YTOOBI
B YTBEpXIEHMM MHHHUMYMa CaMOCTH CIIUTBbCS C COOCTBEHHOM
MacKOH W IpH 3TOM HE CTaTh TeM, KTO «OOMaHyJl OOMaHIIHKa
B camoM cebex» [42, 175—176], a ocTaBaThCsl «4E€CTHBIM JINIIEME-
pom»? [26, 183] IIpeBpaTuThcs B OECKOHEYHYIO Yepeay u3o0pa-
’KEHU U, HU OJTHO U3 KOTOPBIX HAa CAMOM J€JI€ HE MOE, TaK KaK camo
«Ha caMOM JIeJie» y>ke HeBo3MokHO? Korna ncuesaer «apoxs Mu-
pa» [24], s Mory OBITH K€M YTOJHO, IIOCKOJIBKY y MEHS OONbIIe HET
HHUKAaKOH CyIIHOCTH, ITOCKOJIBKY CYIITHOCTH KaK TakoBas y>K€ OT-
MEHEHa BMECTe C yTparoii 3Toi apoxu. «[IpedrBaThy eIMHUYHO,
0e3 Beskoit cymHocTH» [41, 155] 3HaUUT — HE UMETh HUKAaKOTO
OCHOBaHUS 107 COOCTBEHHBIM CYIIECTBOBAaHMEM, HUKAKOH Ipe-
MOJIOKEHHOCTH — W «OBITh TEM, ¥mo Mo210 u He 6eimb». [41, 156]
OOHapyXHUTh ce0s KaK MyCTOTY, PACTIOJIOKEHHYIO B BAKYYME.

23



N — B TO Xe BpeMsi — «3TO O3HA4YaeT OBITH MOKa3aHHBIM
(to be exposed)». [41, 155] CumBoan3anusi HEBO3MOXHA JJIsl TO-
ro, YTO HE UMEET CYIIHOCTH, TaK KaK HET TOTr0, YTO MOXET OBITh
BBIP2)KEHO B CUMBOJIe. HO HEBO3MOXXHO M COKPBITHE, TOCKOJBKY
COKpBITHE, TaifHa IpenroJiaraeT BHYTpPeHHE (IIOTaéHHOE), Kak
YCJIOBHE SIBICHHOCTHU WJIM HESBJIEHHOCTH. ENMHCTBEHHOW cTpa-
TETHeH IS MyCTOW CYIIHOCTH OKa3bIBaeTCs IOKa3, TO €CTh Ta-
Kasl IEeMOHCTpalHs Julla, KOTOpasi IeMOHCTPUPYET HE caMo JIu-
110, HO ¥ HE IIyCTOTY — a HeuTo BHelrHee. 160 mycrast cyniHocTh
€CTh Ta, JJIsl KOTOpOH jro0asi Macka — paBHO IPOHM3BOJIBLHOE
O03Ha4YaeMoe, OCKOJIbKY «OBITh MMOKa3aHHBIM — 3TO OBITH MOJIO-
JKEHHBIM ,,BoBHE. He ,,u3-BHe™ (M3 4ero-to mogo00HOTO ,,BHYT-
peHHeMy®), HO kak enewneey [41, 155], nus KOTOPOTO «BHYTPH»
U «BOBHE» B paBHOMI Mepe «bomnee HeymecTHBI» [41, 155] u paBHO
CTHUPAIOTCSI B IPOIIEypE AEMOHCTPATUBHOTO MTOKa3a.

Koneunas amMOuiuss BHUPTyaJbHOro, O KOTOPOH TOBOPHUT
B cBouX paborax Bompuiisip, 03HadaeT TeM caMbIM HE TOJBKO
npeObIBaHNE B IPOCTPAHCTBE AE3MJUIIO3UH KaK B NMPOCTPAHCTBE
THIIEPPEaNbHOT0, HE TOJBKO CAMOYCTpaHEHHE KaK CMEIlleHHUE
YeJoBeKa M3 LEHTpa M CTHPAaHHE MM CBOEro JMLA, HO M Je-
MOHCTpPaTHBHOE MPUCYTCTBUE, COBMECTHOE ObITHE 0e3 COB-
MECTHOCTH KaK JOBEPHUTEIBHOI OJIM30CTH — KakK OBITHE «MHO-
TUX, BBICTaBICHHBIX APYT ApYyTy Hamokas3». [41, 162] IToka3znoe
CyIIECTBOBAaHHE, KOTOPOE HE €CTh HU SBJICHHUE, HU MpEeICcTaBIIe-
HHE, HO OTKa3 OT TOTO M APYroro — TakK e, KaK Tureppeaib-
HOE HE €CTh HU peajbHOe, HU WUII030pPHOE, HO TO, YTO UX 000-
WX OTMCHSET.

Kak mup, Tak 1 yesloBeKa Mbl 0OHapy)KHBaeM Terepb B 3CTe-
THKE NOJMEHBI, KaK IIyCTOTY, 3all0JHEHHYIO0 cUMYyJsKpamu. Ot-
HBIHE «BBI HHUKOTJa HE CMOJXeTe yka3aTh Ha PeanpHoe» [43] Hu
B c(pepe mupa, HU B cepe deraoBedeckoro. OTKa3 OT «OKpPyKaro-
meil cpeap» Kak OTKa3 OT caMOTO MOHSTHS «OKPYXEHHUS» IMpH-
BOJUT K JeCyOBEKTHBALlUU CYOBEKTa M Jepeaju3alldd MHupa.
U 510 BBI3BIBaET yxkac. He TOT yxkac, 0 KOTOPOM TOBOpPUTCS
B pa3IMYHBIX BapuaHTax «puiaocopckoro xoppopay. [32, 117—
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130] 1 HE TOT, YTO CBS3BIBAETCSl C MPOOJIEMATHKONH OBITHS-K-
CMEPTH U ONpeJeisieT YeIOBEUECKOe CYIIECTBOBAHHE KaK YeJo-
Beueckoe y Xaiinerrepa. [44, 184—190] DTo yxac He mepes co0-
CTBEHHOW HUYTOXXHOCTBIO M TE€M, YTO MEHsS IpEBHIMIAET. A TIe-
pea TeM, YTO MEHS, C MOEH IYyCTOTOW M OSCCMBICICHHOCTHIO,
HEKOMY M HEYEMY IPEBHIIIATh.

Dkonozua 6e3 npupoovt

«MBI yTpaTuiv peallbHOCTh» — MOBTOPHUT MOYTH JTOCIOBHO
ocHoBHO# Te3uc XKana Boapuiisipa Tumotu MoptoHn. [26, 225]
OnHako, co3/1aTelb «TEMHOM 3KOJIOTHH) OTHIOAL HE UMEET B BH-
Iy TOTPYXEHHOCTh B MUP BHPTYaJIBHOTO, PU3MYECKYIO H30JI -
IIUI0 KaK OTOPBAHHOCTH OT (PAKTHYECKH-HAIIMYHOTO, O KOTOPOIi
rosopuia boxpuiisap, npuBosed K TOMY ABHU)KEHUIO CaMOBBI-
Yyepka, KOTOPOE CTOJIb SIBHO MPOCIIEKUBAETCS B COBPEMEHHOM
KYJIBTYpe.

BeccMBICIeHHOCTE COOCTBEHHOI'O CYLIECTBOBAHUS YEIOBEKA
aHaJIOTUYHAa OTHBIHE OECCMBICICHHOCTH CYLISCTBOBAHMS Be-
e, U3 OKPYKAIOIIEro MHUpa POMAHTHU3Ma U IPOCBEUICHUS,
AHTUYHOI'O J0Ma-KOCMOCa WJIM XaWJIeIrrepoBCKOro «Ioma Obl-
THSI» MPEBPAIAIOIINXCS B «IIPOTHBOPEYUBYIO Kydy xiamay [43],
OECCMBICIIEHHO CYIIECTBYIOIIYIO ISl Hac B «peXHUMe HaBaja
IaHHBIX» [26, 226—227].

Jleno He B TOM, YTO MBI 3aurpajuch B BooOpakacMoe
YU YyTPaTWJIM CHOCOOHOCTH OTJIMYUTH HIUIIO3UIO OT PEalbHOCTH,
YHUUYTOXXHMB TE€M CaMbIM W IIEPBOE, M BTOPOE, CKakKeT MOPTOH.
He B TOM, 4TO mpeAnovYiau BUPTYaJIbHOCTh PEaJbHOCTH M TE-
Iepb HE MOXEM OTJIWYHUTH PEATbHOE OT THIEPPEATHHOTO.
DTo ObI emé nmonbenpl. B koHIle KOHLIOB, A0BOJ Mypa, mepe-
(pa3upoBaHHBI B NMPOCTOPEUBE KAK «IOBOJ KHPIHUYA», ITOKA
HUKTO He oTMmeHsI. [45] U maxe cam bBopauiisap, HecMoTps
Ha SIBHYIO OOECIIOKOSHHOCTh Aepeain3yIoIled TeHACHIINEeH co-
BPEMEHHOU KYJBTYPBl U YBEPEHHOCTh B HEM30EKHOCTH KaK HC-
YEe3HOBEHHUS YEJIOBEKa, TaK M BHU3YaJM3allMM THIIEPPEATBHOTO,
BCE € OCTaBJIIET HaM HEKYIO JIa3eHKy, TOBOPSI O CYyIIEeCTBOBa-
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HUM YJIWIBI, KOTOpas, 0 €ro MHEHHIO, €CTh «EeCTh aJlbTepHa-
THBHAs M paspyliuTenbHas ¢opMa Bcex wMacc-meaua» [25]
u uutupys Jxeppu PyOaHa, oH B cBOeil apryMeHTallMH OKa3bl-
BaeTcs, 10 CyTH, BecbMa OJM30K aHanuTuke Mypa. [46] Tak aro
yTpaTa peaJlbHOTO B BHPTYaJIbHOM IIPEICTaBIISIETCS BCE IKe
HEMOJIHOW — OyJb OHa TaKOBOW, Jla)ke OCYIIECTBIICHHE IpO-
CTEWINNX MPaKTHYECKUX JEHCTBUU OKa3ajloch OBl JIOBOJBHO
MpoOJIEMAaTUYHBIM.

Bena B TOM, 4TO «Mbl YyTPATHIN peanbHOCThY, [26, 225] x0T
«y Hac eCcTh pealibHOE» [26, 226]. PeaibHOE €CTh Kak Te caMbIe
najaronpe KUPNuyr, KaKk CKOIUIeHHE («Ky4da» WIIN «HaBaj»,
10 BBIPAXXEHUIO TOTO )€ MOpPTOHA) pa3sHOPOAHBIX OOBEKTOB,
Ha KOTOpbIE MBI HaTBIKAEMCsl, HO B KOTOPBIX «00JbIlle HET 0c000-
r0 CMbICIIay, [26, 226] MOCKOIBKY «TOJBKO ¢ OBITHEM B CO3HAHHH,
T.C. B BOO6pa)KeHI/II/I, MOHO BJIOXXUTH CMBICJI B CYILIECTBOBAHUEY,
[47, 116] a 6e3 paznuueHus pealbHOTO H BOOOpaKaeMoro, paBHO
Kak ¥ 0e3 TOro, 4To OKpy»asi MEHA, BCE ke He KOHCTPYHPYETCs
MHOH, HO BCETJla yIAUBJISIET B CBOEM BEJIMYHH, MBI OOHApY KHBa-
eM «4EpHYIO 0aHIO C IMayKaMH Ha MecTe ,,0bITHsI, TOJIBKO JIOMYX,
BBIPACTAIONIMI Ha MOTHJIE... BAKYyM MUpOBoi» [33, 25] nnu ke
YTO-TO «BPOJE OTPOMHOr0 0€JIoro KycKa MbUIA, pa3ayBLICrOCs
u TBepaoTesnoro». [26, 199] Kak mepBoe, Tak ¥ BTOpOE, HE BBI3BI-
BaeT HM BOCXMILEHHS, HA YyBCTBA OJIM30CTH HMEHHO B CHILY CBO-
eif 0ecuesIOBEYHOCTH, OUYEBHUIHOM OTCYTCTBHUU MECTa IJI 4es0-
BeKa, He-OKPY>KHOCTH ATOU MPHUPOIBI, KOTOpas mnmepectaér ObITh
Cpenoii MOEro CyIIeCTBOBAHUS U MO-BUIAMMOMY, IIPEKpPacHO 00-
xoaurcst 0e3 MeHs.

IIpoext TumoTn MopTOHA NIpUMEYATENEH TEM, UTO OH PUCY-
€T HaM 2KoJIoTHIo 6e3 oKpykaromien cpensl. To ecTh moka3pIBaeT
HE TOJBKO Cpeay Kak TO, YTO IIEpPecTajo Hac OKpY»XXaThb,
HO # 3KoJioruio 0e3 mpupoxnsl. [lepBoe monoxeHne OH OTIYETIIHN -
BO IPONMCHIBACT, YKa3bIBasi HA HEBO3MOXXHOCTH OOHApYXEHHS
MECTa JUI YeJIOBeKa KaK HMCKIIOYUTEIBHOTO CYIIECTBA, TaK Kak
u Ojaromapsi COBpeMEHHOW HayKe, W Ojaromaps 0COOSCHHOCTSIM
COBPEMEHHOM KYJBTYpHI, HE TOJIBKO MHUp HE peajn30BaH Ooiee
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KaK KOCMOC, KOTOPBIH Hac OKpPYXaeT U B KOTOPOM MBI o0Opera-
eMcsi, Kak B JoMe (B JIy4YIlIEM CIIydae — 3TO JIOM OBITHS, IPUIEM
OBITHSI, KOTOPOE U caMo yxe mepedépkHyTo, [26]) HO U camo
«HaIe co3HaHue OOJIbIIIE HE PeajIu30BaHO B UYEJIOBEYECKOM Mac-
mrale, OHO OOJIbIlIe HE HACTPOCHO Ha aHTPOMOIEHTPHU3MY. |26,
226] Yto kacaeTcst BTOPOTO MOJOKEHHS] — JKOJOruu 6e3 mpupo-
b, TO OHO TaK)X€ HalpaBJIEeHO Ha YCTPaHEHWE OCHOBAHWUSI,
Ha pa3pylIeHHs] HEKOTOPOW MOHOJUTHOCTH OBITHS, TOHHMAae-
MOT'O B CMBICJIE TPUPOBI MOJIOKUTENIHLHO, KaK abCOJIFOT U OCHO-
BaHWE MOETO B HEM MPHUCYTCTBUS U MOEH K HeMy MPHOOIMIEHHO-
CTH.

XKect «BpIUEPKUBAHHA» OBITHSI, TOJCMOTPEHHBIH MOpTOHOM
y Heppuna u Xaiinerrepa, mpearoiaraeT pa3pyIllieHue CBsI3aH-
HOCTH MHpa, KOTOPBHIH HE MOHHMMaeTcs OoJjiee Kak MpUpoja,
HO «IIO3BOJIUT O00BEKTaM OBITh MPOTHBOPEYUBBIMU KydaMH XJjia-
may [43]. Haxe «bans ¢ maykaMu» U «JIOMYyX Ha MOTHJIE)» BBITIIS-
AT 6oJiee aHTPOIOLEHTPUYHBIMU U LEJIBHBIMH, HEXKEIIH Ta CIIy -
yaiiHasg cBaJIka, Iepejl KOTOPOM MBI OKa3blBa€MCsl COTJIACHO
MIPOEKTY «TEMHOMN SKOJIOTUN.

«3BE3aHOE HEOO HaJl TOJIOBOW» [48] KaK MCTOYHUK YyBCTBa
MIPEKPacHOT0 BO3MOXHO YBHUJETb JIMIIb IPHU YCIOBUH BEPHI
B MUpP KakK HEYTO 00s3aTelIbHOE /JIi MOETO CYIIEeCTBOBaHUS
U B 9TOM CMBEICJe OoJiee YeM peanbHoe — U He TOJIBKO peallbHoe,
HO U HEKOTOPBIM 00pa3oM pOJCTBEHHOE MHE, CTOSIIEMY IOJ
sTUM HeOoM. [Ipuparoiee CMbICT MOEMY CYILIECTBOBAHUIO CBOECH
LIEIBHOCTBIO M CBOCH OJM30CThIO. JIMIIB MPU COOIIOICHUH ITUX
JIByX YCIOBHUM — 0a3MCHOI'0 TOBEpHUsS K MUPY KaK yOeKIEHHOCTH
B €r0 OCMBICIICHHOCTH M OOpaméHHOCTH KO MHE — MBI BHIUM
3BE3HOE HEOO KaK HEUTO MPEKPACHOE, JIUIIH B 3TOM CIIydae ero
co3epraHue MPUBOAUT HAC K MBICIN O MPENYyCTaHOBJIEHHOH Tap-
MOHHH M BOCXHIIAET, TO €CTh BO3BBIIIACT HAC B HAIIEM BBIXOX-
JICHUU 32 COOCTBEHHBIC HAIIW MpPEAEbl. bBITh BOC-XUIIICHHBIM
KaK MOXHUIIEHHBIM W BO3BBIIICHHBIM OJHOBPEMEHHO, M B 3TOM
MTOXMINEHHOCTH 00peTaTh cebst [49] — TakoBa BO3MOKHOCTH TI0O-
JIOXKUTENIBHOTO 3CTETHYECKOI'O OIbITa, KOTOPHIM CBepIIaeTcs
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pu o0panieHuu K «6e3yciioBHO BenukoMy» [19]. OTka3 ot uxen
OT «0Ee3yCJIOBHO BEJIMKOIr'0» KaK TOT0, 9YTO UMEET B CBOEM OCHO-
BaHWM HJCI0 Oyiara, TOTO, YTO NPEBOCXOMAS MEHsS, MHE BCE Ke
POACTBEHHO W MMEHHO MOTOMY OKPY’>KaeT MEHs, IPUBOAUT CHa-
yaja K 00pa3y MecTa, HEKOTrJa, BO3MOKHO, U KUJIOT0, HO TEIeph
3abpomeHHoro u HeoOxuroro (kak y 5. ['omocoBkepa), a 3aTem
TpaHC(HOPMHUPYETCST B IPEACTABICHUE O «YEPHOM SIIIUKE», KO-
TOpBIA TpeAcTaBisieT U3 cebs mpupoaa, mnepecraBmiasl ObBITh
MIPUPOJIOH M CcTaBIIasi «KKy4eH XJlama» U «HaBaJIoM JaHHBIX» (Kak
y T. Moprona).

JIumuB 4YenoBeKka €ro HCKIIOYUTEIBHOCTH KaK TOTrO, KTO
CITIOCOOEH OBITH BOCXHIIIEHHBIM, U B TO )K€ BpeMs IiepecTaB ObITh
TOH caMoOil «OKpy»Karomien» (LIEHTPUYHOM B OTHOLIEHUH MEH:)
Cpedold M BEJIMKUM B CBOEH BO3BBIIICHHOCTH, a CJIE€LOBATElb-
HO — Onaroctu (nio IlnaTony) u HebGe3pa3nuyrs 10 OTHOUICHHIO
KO MHE, KaK K TOMY, KT0O K Heil mpuyacteH (no Kanry), «3BE31-
HOe He0O, KaK-TO CTPaHHO MOXKYXHYB, OOBHCIJIO CTEKJISIIIIUMUCS,
Kak IJ1a3a MEpPTBELOB, 3B€3JaMHU...., POHsSA 3BE34y 3a 3BE3J0H,
obieras u3yMpyldamMu Jyder, 00e33Be3NUIIOCh — U 3UsI0 4ép-
HOU simoii BBepxy» [50], uTo M yBHAEHIH BO BCeli HEOTBPATUMOM
6e3picxonHocTy U A. 'omocoBkep, u T. MopToH.

«IIporuBopeunBas Kyda XjamMa», B OTJIHMYHE OT MPHUPOIBI
U MHUpa, He UMEeT CMBICJIa B He OJn3Kka — e€ MOHMMaHUuEe MHE
HEJOCTYIIHO, M OTHOLIEHHWE MPUYACTHOCTH B OTHOILICHHH HeE
NPUHLUIIHAIGHO HEe BO3HHMKaeT. OHa BBI3BIBACT HENOBEpHE,
onaceHue u npoure (PopMbl «OECIMOKONWHBIX OTHOIICHUI». [ 26,
197] Ona ykacaeT, Kak y>KacaeT U MBICIb O TOM, UYTO «pPa3HHUIIA
MEX1y JIFOJbMU U YIUTKAMH HE TaK yX Benuka» [43] u uHble Ba-
pyaluy Ha TeMbI «OHTOJIOrUuU ciu3uy. [51] Mbo mMup, npeacrtas-
JICHHBI B 3THX OHTOJIOTHAX — OECCMBICIICHHBIH U HedeJloBeYe-
ckuil. [la u He MUp BOBCE.

MopHast B cOBpeMEeHHOH 3amaHoil (uiaocopuu TeHISHIHS
«CMeIeHusT YelloBeKa u3 HeHTpa» [31] u mpeacTaBieHUs MPHU-
POIHOI cpelbl BCe CBSI3M C YEIIOBEKOM, TO €CTh He KaK ero aH-
TPOMOIEHTPHUYECKOE «OKPYXCHHE», MPUBOAUT K BOCIHPHUATHIO
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MHpa Kak CMBICIIOBOIO BaKyyMa M y)Kacy Hepen HHUM. Yxacy,
yCcHIMBaOIeMycsi O€3bICXOHOCTBIO JaHHOW cuTyanuu («Oe-
JKaTh-TO BCE paBHO Hekyna» [43]) u u3HaYaIbHOH MOTPEOHOCTH
B OTBETE, JIOBEPHUU — U Oe3HAAEKHOM OXXHJIaHUU OE30TBETHO-
CTM W JaXke YIpo3bl, UCXOISIIeN oT 3Toro BakyyMa. Bens
HECMOTps Ha Bce ycraHOBKH T. MopToHa «Hay4duThCs OoJiee wr-
PUBOMY OTHOILIEHHIO K OTCYTCTBHIO OYE€BHUIHOI'O TBEPAOIO OC-
HOBaHUS CMbICHIa», [26, 226] HECMOTpsI Ha €r0 MPHU3BIB «HANTH
pazlocTh BHYTPH ykaca» [52] B ero nmpousBeneHUsX, Kak U B pa-
0oTax OCTaJIbHBIX MpPEJACTaBUTENIe COBPEMEHHBIX HedeloBeYe-
CKHX OHTOJIOTHM, pa3BOpauyMBAIOIIUX NEpea HaMU J0Ka3aTelb-
CTBO HEHM30E)KHOCTH 3CTETHKH YKaca, CKBO3UT JICHTMOTHBOM
HE TOJIbKO NMPHU3HAHNUE HEPEATHHOCTH U OECCMBICIEHHOCTH TOTO,
YTO MBI HOJIYYHIIU BMECTO OKPYKaIOILIEro MUpa, JIMIIUB YeJIOBe-
Ka ero NMPUBHJIETUM U MOMECTHUB €T0 B MPOCTPAHCTBO JE3UJLIIO-
3UHU, HO U HOTpe6HOCTI) B YCTA@HOBJICHHUH HEKOTOPOIoO 1'1011061/151
KOHTaKTa, YCTPEMJICHUHU K 3TOH «Kyde XJlamMa» U CTPaHHBIM IO-
CTSIM TIPU3PAYHOro X03sinHa: « MBI 1100MM MEPTBBIX. MBI JIF0OUM
¢danrazuu. Ho 1106t 111 OHU Hac B oTBET?». [26, 182]

3aknrouenue

CaMoycTpaHeue M yxac MHUpa SIBIAIOTCS IBYMs CTOpPOHAMHU
OJHON Medanu, ABYMs CJEACTBUSIMH YTpPaTbl COBMECTHOCTH
U JOBEPUTEIBHOI OJM30CTH B OTHOIIEHHH APYroro, Oyab TO
JIpyroi Kak (paKkTHUYEeCKH MPUCYTCTBYIOUINN B CBOCH HETIOBTOPH -
MOCTH | ITIOTOMY HETOHSATHOCTH JJISI MEHS YEJIOBEK, IPYTroil Kak
MIpEICTaBUTENb APYTOro BUaa Ui Jlpyroi Kkak abcomroT, mpruoo-
MEHHOCTh K KOTOpPOMY 51 OOHapy>XHBalO0 OJHOBPEMEHHO C €ro
OTINYEHHOCTBIO OT MEHS (M B JAaHHOM cCllydae HE TaK CyIle-
CTBEHHO, OyZIeT JIU B Ka4eCTBE TAKOBOTO abCOIIOTa BBICTYNATh
Oor, OBITHE WJIH IPUPOA).

Korpa IlnecHep mumer, 4TO «COBMECTHBIM MHUpP HE OKpY-
JKaeT JIMYHOCTh, KakK 3TO Jenaer mnpupoaa», [2, 132] ow
HE YYWTBHIBaeT TOro (akra, YTO IMOHITHE COBMECTHOCTH YK€
MpearnosgaraeT JAaHHOCTh KaKk MEHS, TaK U TOTO, C KeM S5 pas-
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JIETISII0 3TOT MHP — M B TO K€ BpeMsl Hally pa3In4€HHOCTH
A TIpUOOHIEHHOCTH APYTr K Apyry. UTo OMM30CTh, Kak 3TO 3a-
MedaTeIbHO mokKaszan Xawmerrep, [44] Takke HEBO3MOXKHa 0e3
JMCTaHIUPOBAaHUS, KaK M IUIECHEPOBCKAas OKCUEHTPHUYHOCTb.
be3 yu€ra 3TOro mMOJIOKEHUSI MPEeACTaBICHHE O TOM, YTO COB-
MECTHBIH MHp «HECET JIMYHOCTH, KOTOpas OIHOBPEMEHHO
dbopmupyetrcss um», [2, 132] TpOTUBOIMOCTABISAIONICE COBMECT-
HOE OKpYXKarolleMy, IPUBOJUT HE K MHOXXECTBEHHOCTH PaBHO-
3HAYHBIX [IEHTPOB, PAaBHO HYXXIAIOIIUXCS W 3aUHTEPECOBaH-
HBIX JIPYT B JIpyTre B CHJIy CBOEW OJM30CTH M CO3JAIOIINX €]-
HO€ CMBICJIOBOE T0JIe, HO K OTCYTCTBHIO IIEHTpa KaK TaKOBOT'O
Kak OOHapyXEHHIO IMYCTOTHl M K IOSIBIIGHHIO ACTETHKH Y)Kaca
U KYJBTYPBl MAaCKH KaK IIOINBITKHU 3allIUTUTBCIA OT 3TOU ITyCTO-
THhI.

«PeanbHBI ONBIT TOro, 4TO MBI HNOPOM Ha3bIBAaEM Kpaco-
TO» — nuueT TumMoTn MOpPTOH, — «3TO BBIIBJIEHUE BO MHE TO-
ro, 4TO MHOMU He sBIsieTcs». [26, 191] DTo npuobiieHne K ToMy,
4TO OECKOHEYHO MEHsI MPEBBINIAET, HO B TO e BpeMsi OKa3bIBa-
eTcsl MHE OJIM3KHUM.

OTO ONBIT OJHOBPEMEHHO COBMECTHOCTH U TUCTAaHIIUPOBA-
HHUSI, OITBIT BOCXUIIICHUSI KAaK BO3BBIIICHUS U «3a0BEHUS ceOs1»
B HEKOTOPOTO POJa MOXUIICHHUH STUM BeTUKUM [49] — He BbI-
3BIBAIONIN yKaca U OIIYIICHHUS YyTPO3bl HMEHHO NOTOMY, YTO
COBMECTHOCTH BBICTYIIA€T 3/I€Ch OJTHOBPEMEHHO C pa3jIMyaHU-
€M, a IPYTOH ABISIETCS «IYIJIETOM caMocTu». [44, 124] Dcretn-
Ka MPEKpPaCHOTO KaK YyBCTBO OOHApPYKEHHsS HEOXKHUJIAHHOTO,
MPOSIBIISIIONIee ce0sl KXKIAbIA pa3 KaK OTKPBITHE, KaK «BIPYTO-
BOCTB» OKAa3BbIBA€TCs CBS3aHA C BOCXHWIIEHHBIM YIWBIICHUEM,
B KOTOPOM OJHO (BOC-XHUIIIEHHE) HEOTACINMO OT APYroro (yIuB-
JIGHUs]) U KOTOPOE CTAaHOBUTCS B MNPHUHIIUIIE HEBO3MOXHBIM
C CHUTYaIllH MMOCIIEIOBATEIFHOTO CAMOYCTPaHCHUS, B PE3yIbTaTe
KOTOPOH «» CTHpaI0 ce0s HACTOIBKO, YTO MOIHOCTBIO TEPSIIOCH
B OECKOHEYHOH Yepeie COOCTBEHHBIX JIMIIEMEPHBIX (P (HEKTOB.
Ecmm macka nepecTtaét OBITh MACKOH U 32 HEHl — ITyCTOTA, €CITH
OHTOJIOTHSI CTPOUTCS] HA MO3WUIUSIX J1€3aHTPOMOIOTU3alHH,
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Abstract

The article examines changes in the concept of environment as
a subject-forming factor in connection with the digitalization
of contemporary culture and becoming of new forms of cultural and
aesthetic representation. It is shown that since the end of the
twentieth century, a person is getting less and less determined by his
actual environment and more and more by the informational and
aesthetic, set space of the virtual. The ultimate ambition of the virtual
shifts towards the media space not only the concept of the
environment, but also the concept of subjectivity, which, on the one
hand, is defined as a distributed identity, and on the other hand, is
associated with the manifestation of presence as the presence
of a mask that loses its own static, and detachment as separation from
the person it closes and disappears in the mask space. The aesthetics
of the environment is thus associated with the aesthetics
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of substitution and of the absence of any foundation, which is
reflected both in the concept of «disillusionment», which is becoming
the main concept of contemporary philosophy, and in the concept
of «dark ecology», which transforms the traditional aesthetic values
of nature. Both in the sphere of aesthetics of the environment as
a subject-forming factor, we come to the idea of disillusionment and
to the concept of a mask representing a person without an
individuality standing behind him, and in the sphere of aesthetics
of the environment as a traditionally understood nature, we find the
position of «ecology without nature» or «dark ecology». Dark ecology
sets us up to perceive nature not as sublime and beautiful, but as
terrifying and threatening.

Key words

Digitalization, disillusion, groundlessness, transformation of the
aesthetic, environment, subjectivity.

Contemporary understanding of the environment is
undergoing dramatic changes. Back in the early twentieth
century, both in philosophy and in sociology, it was traditionally
believed that the concept of the environment should be
associated with the concept of the physical (primarily natural)
environment and is quite objective. It is on this understanding
that, for example, the introduction of eccentricity as the main
characteristic of a human being associated with the ability to be
open to the world and at the same time independent of the
environment is based in the classical philosophical
anthropology of M. Scheler, H. Plesner and A.Gehlen. [1; 2; 3]
But by the end of the twentieth century, the concept of the
environment is increasingly subjectivized and associated with
specifically human life activity. The very content content of this
concept is also changing. Today, the position that the
environment is a «material environment» (as, for example,
A.P. Marder literally formulates in his works the definition
of the environment [4, 16—17] and that is assumed by most
works related to the identification of the human-animal facet,
starting with the classical works of K. Lorentz [5] and ending
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with the latest foreign [6; 7; 8; 9] and domestic [10, 85—90]
researches in this area), it no longer seems as obvious as
a century and a half or two ago, and increasingly one can find
the opinion that the main content of the environment is not
material at all. [11; 12; 13; 14] Because it surrounds and shapes
a modern person not so much the area of the actual (to which
the traditionally understood environment belongs), as the area
of the information-virtual (to which most of the modern
interpretations of the environment of human existence relate).
Which leads some authors to a rather radical conclusion that
the environment is a «specific form of thought». [15]

Our tasks do not include criticism or a detailed analysis
of the latter provision, however, it is impossible not to notice
that it is symptomatic to a certain extent. In modern culture,
where the primacy of digital technologies and virtual
representation is increasingly clearly revealed, and reality as
such is being questioned and significantly curtailed in its rights;
where the construction of a correctional institution
in a neighboring yard turns out to be a fact of the virtual world
of messengers and social networks distributing a petition
against this development, before, it is more obvious and urgent
than the actual fact of the construction itself, which we should
stumble upon on our daily journey from home to work; where
our compatriots learn from the work of the British philosopher
[16] that almost all trees have died out in Murmansk as a result
of severe industrial pollution, the concept of the environment
cannot but be rethought.

The change in the aesthetics of the environment and the
transformation of the concept of the environment as a subject-
oriented and at the same time a subject-forming factor seems
to be a manifestation of the movement of human self-exclusion
common to modern culture and the discovery of baselessness as
a loss of the basic «faith in the world», [17] on which the human
perception of the world has been based for the last two
millennia, which leads, on the one hand, to the formation
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of a new type of identity associated with dispersion and the
aesthetics of substitution, and on the other hand — to the
assertion of the aesthetics of the «dark ecology» as a natural
consequence of the psychological rejection of the «world
vacuum», [18] which suddenly appears in place of «that is
unconditionally great». [19]

Transformation of the environment as a subject-forming factor

The modern understanding of the environment as applied
to a person is being transformed, moving further and further
away from the concept of the «environment» itself and getting
closer and closer to the concept of content. How is the concept
of content fundamentally different from the concept of the
environment? In general terms — by the fact that it assumes the
relation of «content», and not «environment». Which, in turn,
means that if we fix in modern thinking and modern culture the
transition from the actual environment to the content, then this
is not just a transition in understanding the environment as an
environment to its wunderstanding as an information
environment (which has been since the 60s. In the twentieth
century, it was clearly traced and spoken out, and today it seems
to have become a commonplace), but also a radical change
of philosophical foundations: the rejection of the principle
of reality in favor of the virtual, the rejection of the principle
of objectivity in favor of inclusiveness and the rejection
of anthropocentricity or «human exclusivity» in favor
of equality. Since the content initially exists artificially, that is,
it is impossible before, outside and in addition to the activity
of the subject; it is connected with the field of virtual
information, and not with the real, and even more so not with
the natural; and finally, despite being connected to the concept
of the subject, it is not subject-centered, since it is disconnected
from the concept of the environment.

It would seem that man was initially positioned
in philosophical anthropology as a being that differs from all
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others in that it is not determined by the environment, like an
animal, but has its own «world». [1, 53—65] Unlike an animal,
which is strictly determined by the structure of the surrounding
world and its boundaries, a person is «capable of behavior that
is directly opposite in form». [1, 54] That is, he is able
to distance himself from his own natural and material
environment and react to it freely, up to complete or almost
complete disregard. The essence of a person, which is associated
not with reference to the world, but with reference to himself,
with his own ability to dream [20] and with the act of ideation,
which is based on the technique of «trial elimination of reality»,
[1, 63] thus consists not in what «surrounds» him, but in what
content he himself creates, not assumed by this environment
and not deduced from it (environment) directly as an
environment, always supplementing this environment with his
content in the act of negation or affirmation.

However, although in the texts of the founders of classical
philosophical anthropology we already find the term «virtual»
in relation to a person, despite the «utopian» human location
postulated by them, [2] denial of reality [1] and eccentricity as
a person’s exposure to his own environment, [2, 122—127] the
«world» or «joint world» of a person in these philosophers does
not have the character of a virtual world proper.

A person will differ from an animal in this philosophical
tradition in that the animal «fully gets used to a specific actual
reality» [1, 59] and does not distinguish itself from the
environment. Thus, the concept of «environment» is, strictly
speaking, impossible for an animal, since there is not yet that
distinction (and, as a consequence, distinction) on the basis
of which the very concept of environment and center (exclusive
place, privileged position) in the human definition of the
environment is formed. But just as the world presupposes an
exceptional place for man (the very concept of the «surrounding
world» is already centered, and philosophical anthropology,
insisting on the exceptional position of man in the systematics
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of anthropology, is fundamentally anthropocentric), so man is
inevitably connected with the environment in his movement
of constant going outside and «bracketing the world». If
«eccentricity is a form of frontal orientation in relation to the
environment characteristic of a person», [2, 126] then there can
be no question of any primacy of virtuality before the real, and
the environment is still the determining element in a person’s
self-determination, whether he proceeds from its acceptance,
denial or «bracketing».

Why, then, does a person’s eccentricity in relation to the
environment and the «tentative elimination of reality»
characteristic of him eventually lead not only to the realization
of the world as what surrounds me, that is, what is different
from me in its proximity, but also to the derealization of this
world? Comparing man with an animal, Scheler and Plesner, as
well as Gehlen and Lorenz, who are in solidarity with them
in this respect, and later representatives of the natural
philosophical trend in anthropology, overlook the fact that
distancing inaccessible to animals, which is the main feature
of human attitude to the environment, is nothing more than
a specifically human act of discrimination, which Derrida wrote
about, [21; 22] ultimately leading to the self-removal of man
and to the erasure of the very concept of the environment,
turning the surrounding world into content hyperreal. This
movement of double erasure (of man and the world) becomes
apparent only when referring to modern transformations
of culture and philosophy and is especially persistently
manifested in the works of J. Baudrillard.

Unlike Bergson and Scheler, who used the term «virtual» as
a synonym for «imaginary», Baudrillard clearly shows that the
culture of the virtual kills both the real and the imaginary. [23;
24; 25] The virtual world, as it were, cancels the concept
of «environment», expanding its boundaries to infinity, making
the world, to each point of which | can address through the
screen, multidimensional and at the same time flat. «If there is
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no outside, then there is no here». [26, 225] The elimination
of distance — not as the indistinguishability of an animal, but as
the accessibility of any «there» as its image — erases the
concept of reality, since becoming apparently accessible, «the
real disappeared from reality and left us in a hyperreal void
of meanings». [27]

The virtual is the primacy of the image over the image,
leading to the elimination of the image as imaginary. The image
«can no longer dream of reality, since it is a virtual reality» [27],
because imagination, dream presuppose double vision, the
nature of the present absence, [28] whereas the virtual image
has no referent, there is no absent behind it, it is all there,
without any «outside», representing a complete coincidence
with itself and therefore a complete denial of its own reality,
since «here» is canceled by the very rejection of «outside».
By «pushing all reality into the orbit of the visual», [24] the
virtual destroys the real «by its own double» [27], placing us
in the space of disillusionment.

It’s the kind of space in which real objects, subjectivity
of perception, involvement in the imaginary and the
irrevocability of the moment are paradoxically canceled. It’s the
kind of space in which not only reality disappears as an
environment surrounding me and as a space of togetherness,
but I myself disappear as a subject, «giving way to scattered,
mobile and non-objective subjectivity — ectoplasm, which
envelops everything and transforms everything into a huge
surface reflecting empty disembodied consciousness». [29]
Erasing himself unconsciously and inevitably and erasing
himself consciously, using various techniques of self-removal,
dissolving into a virtual self-image, hiding behind avatars and
a black screen, responding as if from the first person — and
remaining securely hidden in his anonymity, dissipating in the
multiple identity of the transmedia narrative and virtual masks.
Wondering «Where am 1? Which of these is mine? Or is there
nothing at all?» [30, 45] — and at the same time evading the
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answer to it, because it is unclear whether I have the right to be
or this world, virtual, multiple, indifferent to any kind
of authenticity, does not presuppose my presence at all and
therefore it is necessary to hide this very presence?

Modern philosophy, which clearly shows a tendency
to «shift a person from the center» and «deprive him of all
privileges» [31; 32] makes the world not only unreal and
unimaginable (in the sense that Baudrillard puts into this
concept in his interpretation of virtuality), but also inhuman.
The world, when we look at it, we are seized not with
admiration, but with horror, and an involuntary: «And where
are the people at all? Where are we? Are we, as people, still
assigned a place in this world?» [30, 44] After all, if not assigned,
then this world poses an obvious threat to me and it is better
to hide behind a mask, to withdraw myself, so as not to deprive
me of my already ghostly own being.

Face and mask. The society of the demonstration

In the face of an inhuman world that has abolished both the
illusory and the real and replaced them with an endless series
of hyperreal images, a person feels out of place. However,
a person initially has not only the ability to go beyond his own
limits and be eccentric in relation to his environment, but also
the need to «overcome the horror of consciousness about the
purposelessness of existence», [33, 25] which is expressed
in modern culture in the assertion of such a «minimum of self»
[34], which at the same time would be a concealment of himself.

In this respect, the transformations of self-representation

directly related to our «center of the self» — what is
traditionally called the «mirror of the soul» — the face are
indicative.

The indeterminacy of the face reflects the non-objectibility
of the human, representing a constant self-coincidence as an
elusive representation. The famous mnemonist
S.V. Shereshevsky, a man with a phenomenal memory,
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complained that it was extremely difficult for him to remember
people’s faces, because «they are so fickle... they depend on
a person’s mood, from the moment of meeting, they change all
the time, get confused in color...". [35, 44] This is a characteristic
feature of the face, because, as accurately notes V. Podoroga,
«the face is not singular, it is multiple, and therefore never
coincides with itself». [36, 131] An artistic image — a portrait
made in traditional artistic technique without the use
of auxiliary «prints» and other devices and technologies that fix
the momentary state of the face, and at the same time striving
to convey exactly the face of this person, and not a certain
concept expressed through it — preserves this self-discrepancy
in bifurcation, in the distinction between the image and the
image, in its constant doubling in our perception. This is the
very essence of the image, which, always «in some sense, must
be alien to itself». [29] However, already in photography, this
obligation of self-escaping, flickering reality is violated.

Photography presupposes the fixation of one moment, the
desire for the completeness of the given. Thanks to the
automatic capture and visible elimination of the artist, the
photograph begins to appear as the face itself, and not as its
reflection. The photographer as an «agent of death» [36, 132; 24]
asserts us in the idea that the representative of a person — his
photo — is no less authorized than the person himself, that he is
the real person.

Inside the photographic image, «there lives a formula for the
disappearance of reality, a formula for distance, a way
of freezing the world» [24], which is based on the desire
to «imagine the dead more alive than the really alive» [36, 136],
and the result is not self-manifestation as recognition of oneself
in the image of another, but self-detachment as non-recognition
of oneself in one’s own photo, where «a random image plays the
role of our face» [36, 132]. And if the reader gets the impression
that the last statement illustrates the modern tendency
to exhibit a certain «picture» instead of his photo in social
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networks, messengers and in the educational and scientific
online space (lectures, conferences, etc.) — then no, the original
text is still only about a photo in a passport. However, it is this
movement of detachment and unrecognition, created as a result
of fixation «in the space of an irrevocable moment» [24] that
makes possible the subsequent self-removal of the face in the
culture of selfies, masks of avatars that cease to be masks
themselves, and creates the aesthetics of substitution and initial
absence as the basis of virtual culture in its visual aspect.

«The modern face has a noticeable tendency to self-
destruction, to self-erasure since it has ceased to be in the
center of the world» [36, 140] — notes V. Podoroga, analyzing
a series of photographs by V. Mikhalchuk. This connection
of self-erasure with displacement from the center is not
accidental: it is the displacement of a person from the center
that reveals for him (man) clearly and irrevocably as the
emptiness of the world («the vacuum of the world», [33] as the
Ego defines Ya. Golosovker), as well as the loosing the base
of the being, meaninglessness of one’s own existence. Self-
erasure is a sign of the end of the era of anthropocentricity and
logocentricity, when a person loses his privileges, and
consciousness is confused with intelligence and becomes
a quality both non-specific and unrelated to the possibility
of the illusory.

The world that has become virtual, the world of disillusion,
no longer needs a person as a special being and leads to his self-
erasure. And in the light of these transformations, the phrase
of James Elkins becomes natural, noting that in modern culture,
where the concept of a center is basically eliminated, as well as
the concept of a sample, the human face disappears, since
«without any center... There is nothing that | can call myself».
[29] Seriality, the endless sending of signifiers in an arbitrary
chain as a symptom of modern virtual culture is the same
manifestation of derealization and the world and its placement
in the space of disillusion, as well as the appearance of the
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concept of a mask without a face, since «in... the digital
liberation of the photographic act, in this impersonal process,
where the intermediary itself generates images in the chain,
relying only on technical capabilities, one can see the final form
of seriality». [29] But disillusion and seriality mean not only the
absence of a center, the absence of a sample, in other words, the
aesthetics of emptiness — but also the fact that now the center
can be multiple, and any image can act as a sample, which leads
to the formation in modern culture of the aesthetics
of substitution and the formation of not only the tendency
of self-removal of a person (including the self-erasure of his
face), but also the aesthetics of substitution, in which the
expression is canceled, the technique and aesthetics
of performance become irrelevant and are obscured by the
technique and aesthetics of the demonstration.

For the aesthetics of expression, it was important what is
behind the image, what manifests itself in the image and what
can only be touched. In the aesthetics of demonstration and
self-removal characteristic of the era of analog photography, the
emphasis is already shifting so that «it is only important what
a face can become, not what it is», [36, 138] however, the
connection between the image and the image is still preserved,
since what a face can or cannot become is determined, among
other things, by the features of the face itself. In the prevailing
aesthetics of the demonstration today, the very instance
to which we could turn as the primary source disappears — the
face itself is erased along with the world, and in the desire set at
the stage of demonstration to «become a white spot, a mask
face» [36, 136] — and finally reaches its goal and is thinned
to complete absence.

The state of irresponsibility

It is not surprising that «at the moment we are in a state
of non-response, irresponsibility». [25] And it is not by chance
that a modern person is a person who does not speak, but
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writes.And even, paradoxical as it sounds, in a letter trying
to avoid the word as much as possible, using pictures,
abbreviations, references instead. Something  that
fundamentally does not imply an answer.

Can the one who has withdrawn himself, who is not, speak?
Speech presupposes an answer. Suggests the one who stands
behind his words. Therefore, modern culture cannot be speech.
[37] But at the same time, it is the maximum information
culture associated with a huge number of signifiers, including
words. This is a culture of constantly speaking, built in such
a way that nothing, in fact, is said and if, nevertheless,
«something turns out to be spoken, then everything is done
in such a way that no answer is received to these words». [25]
The virtuality of hyperreality, which eliminates reality, the self-
erasure of the personality in the space of disillusionment is
complemented by social practices and techniques of blocking
the self, making it impossible to respond both to maintain the
virtual status of reality and to keep the subject absent. At the
same time, «the mass media have also learned very well how
to put into effect the formal ,reversibility” of their networks
(correspondence with readers, telephone conversations with
listeners, surveys, etc.), while leaving no room for any kind
of answer, without changing anything in the division of roles»
[25], leaving speech — mute with the appearance of utterance,
and the answer — unaccountable and seemingly non-existent
with the appearance of its presence and even expectation.

H.M. Enzensberger in his article Constituens of a Theory
of the Media also suggests that the problem of irresponsibility is
connected with the centralization of the mass media and invites
each of us to become a source — that «speaker», an author who
does not so much answer the mass media, contrary to their
function of «de-articulation», as he offers an answer to an
unanswered question. [38] In 1970, when this article was
written, it could still seem like a way out, since the intentions
of depersonalization and disillusionment were not fully
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embodied at that time and the reality of both the speaker and
the questioner was assumed to be possible and even
necessary — as well as the reality of the world, shaded by its
illusory nature in the subjective sphere of the imaginary.
However, today, when his proposed strategy is «to turn everyone
into a manipulator, in the sense of an active operator, a doer,
etc. in short, so that everyone would move from the category
of receiving information to the category of its producer/
distributor» [25] has already been actually implemented thanks
to the development of the social network system and the culture
of blogs and Internet comments, we see a society even more
unresponsive than during the writing of Enzensberger’s work.

After the transition of the «right to vote» to any
representative of the mass, we received not only «personalized
amateurism, the equivalent of Sunday needlework on the
periphery of the system», [25] as a result of which the
hyperreality of the world only intensifies in its profanity, and
the facelessness of the speaker is supported by the «minimum
of self» that has become arbitrary in relation to him, but also
the culture of «falsification of the request for an answer», which
has found the most distinct expression in the technologies
of transmedia narration built in this way, that apparently
interactive projects with the inclusion of so-called «interpretive
communities» do not in fact presuppose an answer as some kind
of manifestation of subjectivity and even subjectivity, and
«interaction with the audience and its influence on the project
(the choice of plot, character, his reaction to the situation, etc.)
is actually set by the authors of the project». [39, 155]

Thus, modern culture, based on disillusionment and
displacement of a person from the center, does everything
to make the answer impossible even when it seems to be
formally given. «The entire modern architecture of mass media
is based on this last definition of ours: they are something that
forever prohibits the response, which makes the exchange
process impossible (except in the forms of response simulation,

48



which themselves turn out to be integrated into the process
of information transmission, which, however, does not change
anything in the unidirectionality of communication). This is
their true abstraction». [25] Thus, a contemporary person in his
culture of unrequited writing radically implements what Derrida
will call «the archive of his own self-exclusion». [40, 356] Or
rather, trying to implement. As if resigned to the fact that being
a man today is «at least not having any essence» [41, 151] and
therefore, if such an essence is still present outside for some
reason, it must be hidden. Securely cover with a mask. And it is
better to have a lot of masks that are not connected with each
other in any way, so that it would be absolutely impossible
to establish a certain «essence» behind them. And if there really
is no such entity— then the mask will replace it with itself.

In both cases, the mask turns out to be absolutely arbitrary
in relation to what was previously a face — either for the
purpose of better concealment, or due to the fact that it is
impossible to be involuntary in relation to what has no essence,
what is absent or what is present only as an absolute self-
erasure, a «white spot» [36, 135]. A mask that has ceased to be
a mask, since it no longer hides anything, but replaces a face,
and the emptiness behind it is the flip side of irresponsibility.
But at the same time — and the movement of the abolition
of the internal as the destruction of the meaning of the external.

What does it mean to erase one’s own face so much as
to merge with one’s own mask in affirming the minimum
of selfhood and at the same time not become the one who
«deceived the deceiver in himself» [42, 175—176], but remain an
«honest hypocrite»? [26, 183] To turn into an endless series
of images, none of which is really mine, since «actually» itself is
no longer possible? When the «tremor of the world» disappears,
[24] I can be anyone, because | no longer have any essence, since
the essence as such has already been canceled along with the
loss of this tremor. «To be isolated, without any essence», [41,
155] means to have no basis for one’s own existence, no
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assumption — and «to be what could not have been». [41, 156]
Discover yourself as a void located in a vacuum.

And — at the same time — «it means to be shown (to be
exposed)». [41, 155. Symbolization is impossible for something
that has no essence, since there is nothing that can be expressed
in a symbol. But concealment is also impossible, since
concealment, mystery presupposes the inner (hidden), as
a condition of manifestation or non-manifestation. The only
strategy for an empty entity is a display, that is,
a demonstration of a face that demonstrates not the face itself,
but also not emptiness — but something external. For an empty
entity is one for which any mask is an equally arbitrary signified,
since «to be shown is to be put ,,outside”. Not ,,from outside*
(from something similar to ,,internal®), but as external», [41,
155] for which «inside» and «outside» are equally «more
inappropriate» [41, 155] and are equally erased in the procedure
of demonstrative display.

The ultimate ambition of the virtual, which Baudrillard
speaks about in his works, means thereby not only staying in the
space of disillusionment as in the space of the hyperreal, not
only self-removal as a displacement of a person from the center
and erasing his face by him, but also demonstrative presence,
being together without togetherness as a confidential
intimacy — as being «many, exposed to each other». [41, 162] An
ostentatious existence, which is neither a phenomenon nor
a representation, but a rejection of both — just as the hyperreal
is neither real nor illusory, but something that cancels them
both.

We now find both the world and man in the aesthetics
of substitution, as a void filled with simulacra. From now on,
«you will never be able to point to the Real» [43] neither in the
sphere of the world nor in the sphere of the human. The
rejection of the «environment» as a rejection of the very concept
of «environment» leads to the desubjectification of the subject
and the derealization of the world. And it causes horror. Not the
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horror that is mentioned in various versions of «philosophical
horror». [32, 117—130] And not the one that is associated with
the problems of being-to-death and defines human existence as
human in Heidegger. [44, 184—190] This is not a horror of my
own insignificance and what exceeds me. And before that, with
my emptiness and meaninglessness, there is no one and nothing
to exceed me.

Ecology without nature

«We have lost reality» — Timothy Morton will repeat almost
verbatim the main thesis of J. Baudrillard. [26, 225] However, the
creator of the «dark ecology» does not mean immersion in the
virtual world, physical isolation as isolation from the actual,
which Baudrillard spoke about, leading to the movement of self-
examination, which is so clearly traced in modern culture.

The meaninglessness of a person’s own existence is now
analogous to the meaninglessness of the existence of things
from the surrounding world of Romanticism and enlightenment,
the ancient house-cosmos or Heidegger’s «house of being»
turning into a «contradictory pile of junk», [43] meaninglessly
existing for us in the «bulk data mode». [26, 226—227]

The point is not that we have played too much in the
imaginary and have lost the ability to distinguish illusion from
reality, thereby destroying both the first and the second, Morton
will say. It’s not that we preferred the virtuality of reality and
now we can’t distinguish the real from the hyperreal. That
would be half the trouble. In the end, Moore’s argument,
paraphrased colloquially as the «brick argument», has not yet
been canceled. [45] And even Baudrillard himself, despite his
obvious concern about the derealizing trend of modern culture
and his confidence in the inevitability of both the disappearance
of man and the visualization of the hyperreal, still leaves us
a loophole, speaking about the existence of a street, which,
in his opinion, is «there is an alternative and destructive form
of all mass media» [25] and quoting Jerry Ruban, in his
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argumentation he turns out to be, in fact, very close to Moore’s
analysis. [46] So the loss of the real in the virtual is still
incomplete — if it were, even the implementation of the
simplest practical actions would be quite problematic.

The trouble is that «we have lost reality», [26, 225] although
«we have the real». [26, 226] The real is like those falling bricks,
like a cluster («pile» or «bulk», in the words of the same Morton)
of heterogeneous objects that we stumble upon, but in which
«there is no special meaning anymore», [26, 226] since «only
with being in consciousness, that is, in imagination, one can put
meaning into existence», [47, 116] and without distinguishing
between the real and the imaginary, as well as without the fact
that surrounding me, it is still not constructed by me, but
always surprises in its greatness, we find «a black bathhouse
with spiders in place of ,,being®, only a burdock growing on the
grave... the vacuum of the world» [33, 25] or something «like
a huge white piece of soap, bloated and solid». [26, 199] Both
the first and the second cause neither admiration nor a sense
of closeness precisely because of their inhumanity, the obvious
lack of a place for a person, the non-circumference of this
nature, which ceases to be the environment of my existence and
apparently does well without me.

Timothy Morton’s project is notable for the fact that he
draws us an ecology without an environment. That is, it shows
not only the environment as something that has ceased
to surround us, but also ecology without nature. He clearly
prescribes the first position, pointing out the impossibility
of finding a place for a person as an exceptional being, since
both thanks to modern science and thanks to the peculiarities
of modern culture, not only the world is no longer realized as
the cosmos that surrounds us and in which we find ourselves as
in a house (at best, this is the house of being, and being, which
itself has already been crossed out [26]), but also «our
consciousness is no longer realized on a human scale, it is no
longer tuned to anthropocentrism». [26, 226] As for the second
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position — ecology without nature, it is also aimed at
eliminating the foundation, at destroying a certain solidity
of being, understood positively in the sense of nature, as the
absolute and the basis of my presence in it and my communion
with it.

The gesture of «crossing out» of being, observed by Morton
in Derrida and Heidegger, suggests the destruction of the
connectedness of the world, which is no longer understood as
nature, but «will allow objects to be contradictory piles of junk».
[43] Even the «bath with spiders» and «burdock on the grave»
look more anthropocentric and integral than the random dump
in front of which we find ourselves according to the «dark
ecology» project.

«The starry sky above my head» [48] as a source of a sense
of beauty can be seen only if I believe in the world as something
obligatory for my existence and in this sense more than real —
and not only real, but also in some way related to me standing
under this sky. Giving meaning to my existence by its wholeness
and its closeness. Only when these two conditions are met — the
basic trust in the world as a conviction of its meaningfulness and
appeal to me — do we see the starry sky as something precious,
only in this case does its contemplation lead us to the idea
of pre-established harmony and elevates, that is, elevates us
in our going beyond our own limits. To be stolen as stolen and
exalted at the same time, and to find oneself in this abduction
[49] — this is the possibility of a positive aesthetic experience
that occurs when referring to the «unconditionally great». [19]
The rejection of the idea of «unconditionally great» as something
that has the idea of the good in its foundation, something that
surpasses me, is still related to me and that is why it surrounds
me, leads first to the image of a place that was once, perhaps,
residential, but now abandoned and uninhabited (as in Ya.
Golosovker), and then transforms into the idea of a «black box»,
which is nature, which has ceased to be nature and has become
a «pile of junk» and a «bulk of data» (as in T. Morton).
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Having deprived a person of his exclusivity as someone who
is capable of being stolen, and at the same time ceasing to be
the very «surrounding» (centered in relation to me)
environment and great in its sublimity, and therefore goodness
(according to Plato) and indifference towards me as someone
who is involved in it (according to Kant), «the starry sky,
somehow strangely withered, drooped with glassy, like the eyes
of the dead, stars ..., dropping star after star flying around with
emeralds of rays, it became starless — and gaped like a black pit
above», [50] which was seen in all the inescapable hopelessness
by both Ya. Golosovker and T. Morton.

The «contradictory pile of junk», unlike nature and the
world, does not make sense and is not close — its understanding
is inaccessible to me, and the attitude of involvement in relation
to it does not arise in principle. It causes distrust, fear and other
forms of «restless relationships». [26, 197] It is terrifying, as is
the idea that «the difference between humans and snails is not
so great» [43] and other variations on the theme of «mucus
ontology». [51] For the world represented in these ontologies is
meaningless and inhuman. And not the world at all.

The trend fashionable in modern Western philosophy
of «shifting a person from the center» [31] and presenting the
natural environment as all connections with a person, that is,
not as his anthropocentric «environment», leads to the
perception of the world as a semantic vacuum and horror of it.
The horror, intensified by the hopelessness of this situation
(«there is nowhere to run anyway» [43]) and the initial need for
an answer, trust — and the hopeless expectation
of irresponsibility and even the threat emanating from this
vacuum. After all, despite all the installations of T. Morton
«to learn a more playful attitude to the absence of an obvious
solid foundation of meaning», [26, 226] despite his call to «find
joy inside horror» [52] in his works, as in the works of other
representatives of modern non-human ontologies, unfolding
before us the proof of the inevitability of the aesthetics
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of horror, the leitmotif is not only the recognition of the
unreality and meaninglessness of what we received instead
of the surrounding world, depriving a person of his privileges
and placing him in the space of disillusionment, but also the
need to establish some semblance of contact, striving for this
«pile of junk» and strange guests of the ghostly host: «We love
the dead. We love fantasies. But do they love us in return?».
[26, 182]

Conclusions

Self-exclusion and the horror of the world are two sides
of the same coin, two consequences of the loss of togetherness
and trusting closeness in relation to the other, whether the
other is actually present in his uniqueness and therefore
incomprehensible to me, the other as a representative
of another species or the Other as an absolute, the communion
to which I discover simultaneously with his difference from me
(and in this case it is not so important whether God, being or
nature will act as such an absolute).

When Plesner writes that «a shared world does not surround
a person, as nature does», [2, 132], he does not take into account
the fact that the concept of togetherness already presupposes the
reality of both me and the one with whom | share this world —
and at the same time our difference and communion with each
other. That intimacy, as Heidegger famously showed, [44] is also
impossible without distancing, as is Plesner’s eccentricity.
Without taking into account this provision, the idea that the
joint world «carries a personality that is simultaneously formed
by it», [2, 132] which opposes the joint to the surrounding, does
not lead to a plurality of equivalent centers, equally needing and
interested in each other due to their proximity and creating
a single semantic field, but to the absence of the center as such as
the discovery of emptiness and to the appearance of the
aesthetics of horror and the culture of the mask as an attempt
to protect themselves from this emptiness.
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«The real experience of what we sometimes call beauty,»
writes Timothy Morton, «is the identification in me of what is
not me». [26, 191] This is an introduction to something that
infinitely exceeds me, but at the same time turns out to be close
to me.

This is an experience of both togetherness and distancing,
an experience of admiration as elevation and «forgetting
oneself» in some kind of abduction by this great one [49] — not
causing horror and a sense of threat precisely because
togetherness appears here simultaneously with distinction, and
the other is a «doublet of the self». [44, 124] The aesthetics
of the beautiful as a feeling of discovering the unexpected,
manifesting itself every time as a discovery, as «otherness» turns
out to be associated with admiring surprise, in which one (theft)
is inseparable from the other (surprise) and which becomes
impossible in principle from a situation of consistent self-
removal, as a result of which «Self» erase myself so much that
I am completely lost in an endless series of my own hypocritical
effects. If the mask ceases to be a mask and there is emptiness
behind it, if the ontology is based on the positions
of deanthropologization, disillusionment and meaninglessness
of the real, then aesthetic experience becomes impossible.
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B YCJIOBUAX JUJKHUTAJIN3allUH.

Knwouesvie crosa

Menua, nHpopMaLMOHHBIN TpaBMaTU3M, HH(pOpMaLOHHAsI TpaBMa,
CaMOCTh, MOCTMOJEPHHU3M, COLMAIbHOE, PeallbHOe, Macka, ceiadwu,
HapLUCCHU3M.

Mup, cornacHo M. dyko, NpOCHYJICA OT aHTPONOIOTUYECKOTO
cHa: [1, 361] pasroBopy o 4eJoBeKe, ero HapCcTBe U OCBOOOXKIE-
HuH [1, 363] MOXXHO MPOTHBOMOCTABUTH TOJBKO JHIIb (PUI0OCO-
uyeckuii cmex, a BCiea 3a 3TUM, HW30aBUBIIMCH, HAKOHEIL,
OT aHTPOIOLEHTPHU3MA, 3aTOBOPUTH O (pHrI0cOopUH, BEIb BO3MO -
JKeH pa3roBOP 3TOT TOJBKO TOT/a, Korna urypa desoBeka, roBo-
puTh 0e3 IPUTBOPCTBA O KOTOPOM OKAa3bIBaeTCS HEBO3MOXKHBIM,
HUCKJII0UEHA U3 paccMoTpeHus. B koneunom cuere M. @yko noii-
JeT Ha paJuKaIu3aluio COOCTBEHHOIO Te3uca 00 aHTPOIOJIOTH -
YECKOM CHE W CTaHET KOHCTAaTHPOBATh «CMEPTh YeIOBeKay, [ 2]
MpEIpPElIEHHYIO IBYyMs KIIOUEBBIMHM HEKJIACCHYECKUMHU ITOBOPO-
TaMU JI€BATHAJLIATOTO BEKa: cMepThio bora, KoHCTaTHPOBaHHYIO
®. Hunre, u oTKpeITHEM Oecco3HarenbHoro 3. dpeliom.

OTkphIBaroIascst B30py IMyCTOTa, OCTaBaBIIasICsl TIOCJE MPO-
Bo3riamnieHHO M. Dyko «cMepTH 4enoBekay, olelnana HOBBIHI
TOPU30HT JJIsl UCCIIEIOBAaHUS — IPOCTPAHCTBO, KOTOPOE TENEPh
MOXET ObITh mM3ydeHo. OJHAKO CMeNble HaACKIbl, KaKeTcs,
HE OIIPaBIAJINCh: B MHUPE, U3 KOTOPOTO HCUE3 YEIIOBEK, UCUE3-
HOBEHHIO CTAJIM IIOJIBEPTATHCSI M OOBEKTHI PEATIBHOTO U COIH -
anpHOTO MHpa. OHU OKa3aJUCh 3aMEHEHBI BUPTYaJIbHBIM: BCS-
KO€ CyIIIECTBOBAaHHE OTHBIHE TEIECIPHUCYTCTBYET B CaMOM cele.
TeneBuneHnmne U ApyTrue CpecTBa MaCCOBOU MHPOPMAITHHU yKE
MOKHHYJIN OTBEACHHOE UM MEANAa-IIPOCTPAHCTBO M MOIBITAINCH
BHEPUTH «PEAUTBHYIO» )KU3Hb U3HYTPH, TAK, KaK 3TO MBITAETCS
caenaTh BUPYC C MIOPAKEHHOM KIETKOM.
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CrencTBUEM 35TOro, KakK NPEACTaBIsIeTCs], CTAHET, HalpH-
Mep, IOHMMAaHHE peajbHOro (Quiaocopueil MOCTMOAEPHU3IMA,
CTaBIIEd COBpPEMEHHHUIIEH OdYepeqHOro jSTama KOMMYHUKAaIlH-
OHHOM PEBOJIIOLIMU W Pa3BUTHS MeaHa, Kak Lenu OSCKOHEYHO-
ro OTCBUIAHMS, Yepeabl O3HAYAIONINX, HE MPUBOJSIIINX K O3Ha-
yaemMomy. «Cien» M «CUMYJISKpP» CTaHYT OTCBUIKAMH OJIHOTO
3HaKa B JIpYyroM, KOTOPBIH, B CBOIO OYepe]b, CHOBA OTHPABISET
Hac B NPOCTpPaHCTBO oTchutaHus. CouManbHBIE SIBJICHUS, Tpa-
JUIIMOHHO TOHMMaeMble KaK peajibHble U OOBEKTHUBHO IPOHC-
XOmsIlIne, Takhe, Kak BOWHAa WJIM PEBOJIOLMS, HAYMHAIOT KOH-
LENTYaTN3UPOBATHCS KaK «TO, Yero He ObUIO» — OyIb TO BOWHA
B 3aJIMBE WJIM Mal IIECThAECAT BOCHMOro rojaa. BHenpenue me-
Jlia B COIIMAJIbHOE 3aCTaBIISIET HAC TOBOPHUTh 00 «HCUE3HOBE-
HUW» Mpou3omeamero, U yAaAuBJIATH, KakK 6ylleT 3aaBiaTh K.
Bonpuiisip, nomkeH Tenepb yxke He (akT OTCYTCTBHS, a (akt
npucytcTBus. [3]

C BBITECHEHHMEM peaJlbHOTO MEHa-TeXHOJIOTuel peanusa-
¥l MHpa CTajla BO3MOYKHA Yepe3 JaHHbIe, THPY, YUCTYIO UH-
dbopmanmro. boapuiisip B CBsI3U ¢ 3TUM 3arOBOPUT O KOHSYHOM
aMOMLIMY BUPTYaIbHOTO, @ UMEHHO O TOM, YTO B €T0 KOHIIENTY -
aJlbHOM amnrmapare IOJy4YHUJIO Ha3BaHHUE «COBEpIIEHHOE IIpe-
crymieHue». OH npeapekaeT B CBOMX paboTax KIOHUPOBAaHUE
pEarIbHOCTH U COLIMAIIBHOTO U MOCJIEYIOMIEE 3a 3TUM YHUUTO-
JKEHHE PeaJIbHOTO MOJyUYHUBIINMCS IBOMHUKOM — U 00 3TOM XKe,
KakK IpeACcTaBiIseTCsl, U TOBOPUT HAM TEOPETHUYECKUN ammapar
IIOCTMOJZIEPHU3MA C €TO «CHUMYJISIKPAMID» U «CJIEaMI», BBITEC-
HJIOIIMMH B MEPBOM Cllydae peallbHOE, & BO BTOPOM CIIydae
3HaK Kak TakoBo#. CIies1 0JHOTO 3HaKa B IPYTOM 3HaKe, 6ecko-
HEYHas IeNb OTCBUIAHUS, Yepe/la O3HAYAIOIIUX IIPH OTCYTCTBUH
03HA4YaeMoOT0 CTaHeT Ui (PriIocoduu IMOCTMOAECPHU3MA «HC-
THHHBIM CMBICIOM OBITHS» [4] M ero caMbIM HCYEPIBIBAIOIINM
onncanneM. CUMYJISIKp U ciell OyAyT OTChUIATh HE K «TPAHCIICH -
JIEHTaJIbHOMY O3Ha4aeMOMY», HE K BEIIU-B-ce0e, a K CIIeay OM-
HOTO 3HaKa B JPYTOM, K depe/e OTCHUJIOK, HE MMEIONIINX, KakK
MPECTABISAETCS], OKOHUYAHUsI. bbITHE OKa)KeTCsl BEITECHEHHBIM
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yepenoil nHGOpMaIy, IENbl0 OECKOHEYHOH KOMMYHHKAIINH,
0 kotopoii ckaxkeT HaM H. JIyMaH U KOTOpPYIO COUYTET €JTUHCTBEH-
HBIM KOHCTUTYTHBHBIM 3JIEMEHTOM 0011ecTBa. [5]

ITponsomenmee OyneT NHO-pa3HOMY KOHIEINTYaJlHU3HUPO-
BaThCs, HO OJTHUM M3 CaMbIX paauKalbHBIX MaHH(pECTOB CTa-
HET, HaBepHOe, 3assBicHue M. DmmreiiHa [6] o ToM, 9TO mOCT-
MOJIEPHU3M CTal pe3yiabTaTOM M CaMOH SIBHOM KOHCTaTaluen
WH(OPMAIIMOHHON TpaBMBI 4YeioBeka: [6, 35] Tem, yeM MBI
pacIIaTUIINCh 3a TOPKECTBO MeAHa-TEXHOIOTHH.

Hugopmayuonnstii mpasmamusm u «CO8epuieHHOE RPECMYNIEHUE):
Kyabmypa nocmmoo0epHu3ma u OudHcumanvHas uiocodusn

TepMuH «HHGOPMAIIMOHHBIH B3PBIB» BIIEPBBIE CTaHET (H-
r'ypUPOBaTh B AHIJIOS3BIYHON JIMTEPATYpe B LIECTUAECATBIE I'O-
JIbl IBaJIATOrO Beka. Ellle 70 MaccoBOTO MOSIBIICHUSI UHTEpPHE-
Ta, HO B pa3rap TOp)KECTBa TEJIEBUJACHUS, CTaHET OYEBUJHOU
JUCIIPOTIOPLHS MEXIY NPOU3BOICTBOM 4YeJIOBEKOM HH(pOpMa-
LM ¥ CIIOCOOHOCTBIO €€ BOCIIPUHATH U MCIIOJIB30BaTh. Jucnpo-
MOpLMs 3Ta B KOHEYHOM cueTe OyIeT BhIpakeHa uepe3 dKCIO-
HEHIHMANbHBIH pocT uHpopMauuu (Oyabp TO H3BECTHBIX HaM
BeOCaliTOB MJIM TEKCTOBBIX JOKYMCHTOB) MU O3HAMEHYET COOOM
HEPaBEHCTBO MEXKIy YeJIOBEYECTBOM, IOHMMAeMbIM KaK IPOU3-
BOIUTENs MH(GOPMALMM, U OTAEIBHBIM UYEIOBEKOM, IOHITHIM
Kak ee IMOTPeOUTENb.

Aunexceit JIanyHOB, cOBEeTCKHMil MaTeMaTHK M KHUOCpPHETHK,
B CEMUZECATHIE TOIbl ABAAIATOTO BEKa IMpEeaylpekaal O TOM,
YTO M30BITOK MH(OpMaUK B KOHEYHOM CYETE ONaceH TeM, YTO
MOET IPHUBECTH K HEBPO3aM KaK y JIOJEH, TaK U y KHBOTHBIX.
B moarBepikaeHue NMPHBOIMII OH, B YaCTHOCTH, IPUMEpP C pac-

! .. U torga oxaspIBaeTCs, YTO CMBICH OBITUS — HE TPAHCUCHICH-
TaldpHOE O3Hayaemoe, a Hekuil cierd. (Cm.: Agmonomosa, H. C. Jlep
punau rpammaronorus // JTeppuna K. O rpammatonoruu. M.,
2000. C.34.).
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cyxnenusimu ¢uszuonora JI.B. KpymmHckoro, KoTopsiii B xone
OJTHOTO M3 3KCHEPUMEHTOB 3a(UKCHPOBAJ, YTO MOJIONBITHBIE
’KUBOTHBIE, TIOJIyYaBIINE CIUIIKOM OOJBIIOE KOJUYECTBO HH-
(¢opmanuu, Briajaiu B COCTOSIHME HeBpo3a. [6, 28—29] Caumi-
KOM OO0JIBIIION 00beM MH(pOpPMAIINH BHI3BIBAET HEBPO3, TO €CTh
TO, YTO CETOJHsI, BEPOSITHO, OBLJIO OBl HA3BAHO ITOCJIEICTBUSIMHU
nH(pOPMAITMOHHOHN TPaBMEIL.

HeBo3MoHO oTpunare ToT akT, 4TO C pa3BUTHEM YEIIO-
BEUECTBa KOJMYECTBO HH(OpPMAIMH, UM BOCIPOU3BOIUMOM,
HEW3MEHHO pocio. MHbOopMallMOHHBIH TPaBMaTHUYECKUN OIIBIT
CONPOBOX/JAET YEJOBEKAa BCIO €ro HCTOPHIO: YCIIOKHEHHE
KYyJIbTYpPBI, pacTyias JUCIPOINOPUHS MEX]Yy KOJIHYECTBOM HH-
(opmaniuu ¥ BO3ZMOXXHOCTBIO €€ BOCHPHUHSATH... DTOT UHGOP-
MaHPIOHH]:Iﬁ TpaBMaTHU3M, BBI3BaHHBIN PasBUTHUEM ME€AHNA-TCX-
HOJIOTHH, UX CpalllUBaHUEM C peajbHOM >XU3HBIO, NMPUBOIUT
K KYJbTYpPEC MMOoCTMOACPHMU3MA, cc YYBCTBUTEIBHOCTHU
U paHe, — TOMY, YTO OCTaBJIeT IOCiIE ce0s TpaBMa.

«MOKHO He yuTaTh MakiIrdHa, HO ObITh €r0 €IMHOMBIIII -
JICHHUKOM» [7, 2], — ¢ 3TO¥ uaeiiHO¥M yCTaHOBKH, CHOPMYITH-
POBaHHOM B OJHOM M3 cTaTeM XypHayla «JIoroc», nocBseH-
HOIl TeOpuM Meaua, HAUMHAIOTCs, Ka)KeTcsl, MOMBITKU HCCIIE-
IOBaHUS COOTBETCTByIOmIeH oOmactu. MakirosH oKa3aics
MpescKa3aTe’IeM MHOTHUX COOBITHN, 03HAMEHOBABIINX COOOM
JBaALaTHIM BEK, a IJIaBHBIM 00pa3oM TOTO, 4TO 31moxa I 'yTeH-
Oepra, mpomexnuiass noja ¢JjiaroM TEKCTa, HaledaTaHHOTO
Ha Oymare, 3aBepmiaercs. OH XK€ OOHUM W3 MEPBBIX IIPEIpPEK
MOSIBJICHHUE 3TUX CaMBIX «HOBBIX» MEJHMa — KOMIIJIEKCOB pa3-
HOOOpa3HBIX coaepKaHuil (Oyab TO 3BYKOBBIX, BH3YyaJIbHBIX
WM KakuxX Obl TO HU OBLIO eIlle), CBSI3aHHBIX MEXIy COOOMU
BOCAWHO M CTPEMSIIHUXCS CHOPMHUPOBATH OOIIYIO KapTHHY
BocmpousBeneHus. KpoMme Toro, HamOoJiee M3BECTHBIA TE3HUC
aBTopa «The medium is the message» szaurpaer, oueBuIHO,
0COOBIMHM KpacKaMHt C MOSBIIEHHEM W MOITyJIsIpU3anueil conu-
AIIBHBIX CeTeH, (hopMaT KOTOPBIX HACTO MPSIMO BHIISET HA CO-
Jep>KaHue KOHTEHTA.
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AKTyanuzanmsi Te3MCOB MakitoHa Ha4yHETCS CIYCTS TpH
roja IOCJIE €T0 CMEPTH C MOSBJICHHEM IPOTOKOJIa Neperayu
nmaaHbIx TCP/IP, «koTOphIif IO cell JeHh OCTaeTCS OCHOBHBIM
TEXHOJIOTUYECKUM CTaHJAapTOM mHTepHeTay». [7, 3] [lo momcue-
TaM kaHajackoro IT-xypranucra Knaiiea Tomncona, noau exe-
JIHEBHO OTIPABJSAIOT 154 Muiummapaa 3JeKTPOHHBIX MHCEM, ITH-
myT 6onee 500 MmumMoHOB TBHTOB, a B Facebook exemneBHO
nosiBjsieTcst 6onee 16 Muuinapaos cios. [7, 5] Mexay denoBe-
KOM Kak INorpeoureseM MH(pOpMalUM U YEIOBEYECTBOM KaK ee
MPOW3BOJIUTENEM KaXKIBIH JI€Hb YBEJIWYMBAETCS MPONACTh, BH-
3yaJlbHO TIpEJCTaBJIEHHAass B BHJAE HSKCIOHEHIIMAJIbHOTO pOCTa
nHpOpMaITUH.

CuMnToMaTHYHBIM Ha (POHE pa3BUTHSI MeaUa-TEXHOJOTHM
Ka)KeTCsl MosiBieHUEe (UIIOCO(PCKOro HampaBieHHs, MOTyYUBIIE-
ro HasBaHHE <«JIUIKHUTalbHas ¢uiaocopus»,! momararpiero,
YTO PEaJIbHOCTb, B KOTOPOI MBI )KMBEM, €CTh MPOCKIIHUS HHPOP -
MallMOHHBIX KOAOB. YenoBek B HEH paccMaTpuBaeTcs Kak pe-
3yJbTaT MH(GOPMAIMOHHBIX HOCTPOCHMH, ABOMYHOM CHCTEMBI,
MOCJIE0BaTEIbHOCTH, UMEIOIIIEH JINIIb 1BA COCTOSHUSL.

KaxeTcsi, 9TO aKTyallbHOCTh T€3UCOB IUKUTAIBLHON (huio-
couu MOXKET OBITh MPOJASMOHCTPUPOBAHA U HAa PACCMOTPEH-
HOM IpUMEpE KOHIENTYaJbHOTO almnapara IOCTMOAEPHU3MA
¢ ero oOpanienueM K uHdopmanuu u ponu meaua. Kpome toro,
SIPKO MPOJEMOHCTPHPOBAaHA OHA MOXXET OBITH M Ha IpuUMepe 00-
pallleHusl K TeHEe3UCy MeIHa OT Ha3bIBAEMBIX «CTapPBIX» 0 «HO-
BBIX» B TepMuHONoruu JIbBa ManoBuua. [8] AHanu3upys «cra-
pble» MeIua U «HOBBIE», CTAHOBUTCS MOHSATHO, B UEM COCTOHT
pasuTenpHas pasHUIa MEXAYy HUMH U MOYEMY IOCIEIHUE SBIS-
0T C000H TpHUMEp-WLTIOCTPAIINIO Pa3BEePTHIBAHUSA ITOJOKEHUH

! B KOHTEKCTe MPENCTABIEHHON CTATHH HE PACCMATPUBAIOTCS HIOAHCHI
JAHHOTO TE€YEHUsI, MPEACTABUTENIIMH KOTOPOTO SBIJISIOTCS . PpenkuH,
K. Iyse u apyrue. IIpoucxoaur obpalieHHe K TPAKTOBKE JHJDKUTAIIb-
HOocTH, naHHo# 1. Bypase (manee mo Tekcry).
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JUTATAIBHON (uitocodun, nudposusanuu xu3Hu. Ecnn «cta-
pble» Meaua OTPaHUYMBAINCH OJNHUM JHUIIb 3((PEeKTOM HILTIO-
30pHOCTH Mefua, JAeialud M3 CyObeKTa TOJBKO 0e3y4acTHOTro
CBHUJETEISI MPOUCXOMISIIETO, HHBIMA CJIOBAMH, — 3PHUTEIS, TO
«HOBBIE ME/Ha» BOBJIEKAIOT B 3Ty WJUIIO30PHOCTH HAc, HHTETpH-
PYIOT B HE€ M 3aCTaBIJISIIOT CTaTh HEMOCPEACTBEHHBIMHU €€ y4acT-
HHUKaMHU.

Te3ucel numkUTanbHOW (UIIOCOPUU B KaKOM-TO CMEICTE
obutn m3sokeHbl [Ibepom Bypase [9] B KOHTEKCTE paccMoTpe-
HUSI POJIM M MecTa TelieBHAeHHs. B 1ukie pabor, MOcBsIIeH-
HBIX MeJua, OH oOpamancsi, CpeAu MPOYero, K YTBEPKACHHUIO
Jlxopmxa bepkim, mpennonararolieMy, 4To CyIIeCTBOBaTbh —
3HAYUT 6I)ITI:. BOCIIPUHHUMACMBIM, coBEpIIajaCsa nepexon
OT «OBITB» K «OBITH IOKa3aHHBIM IO TEJIEBHU30PY», TO €CTh
B KOHCEYHOM CHYETEC OKas3aThCiad B TaK Ha3bIBAEMOM Me}lHﬁHOM
IIPOCTPaHCTBE. DTOT HOBBIH CIOCOO CYHIECTBOBaHMUSI ObLI MOJ-
BEprHYT aHaiu3y u, Hanpumep, ['m Jlebopom, koTopblii ObLI
CKJIOHEH CUMTaTh, YTO OOIIECTBO MOXET OBITh OIMKHCAHO TEPMH -
HOM «Meauatudeckoey, [10] roBopwii, Kak H3BECTHO, O TOM,
YTO €IBa JIM HE BCE €XEIHEBHBIC NMPAKTHKU CBOJITCS K CIICK-
TaKJII0 M ero MOCTOSHHOMY BOCIIPOM3BOZACTBY TJIaBHBIM OOpa-
30M IIOCPEACTBAM Meaua.

ITo mepe TOro, Kak dYeJOBEK OKa3bIBaJICsi B ATOM CaMOM
«MEOUIHOM IIPOCTPAHCTBE» HE TOJBKO KaK 3pHUTENb, HO U Kak
HEINOCPEACTBEHHBI aKTOP, OH HAaXOAWJCA NOJ YIpo30H MO-
MEHTAJIbHON PEeTPaHCISIIUU BCEX AN U MOCTYINKOB Ha TOM WA
WHOM KaHaje cBs3u. CHMBOJN CKPBITOH KaMephl, KOTaa ITyraro-
meil 1 BBOAAIICH eIBa JIM HE B OICHEHCHHE, 3aKII0YaeTCs
B 3TOM: HEKOTOpOE THOPHUIHOE M MPeoOpa3zOBaHHOE «OKO Bia-
cTu», KoHNenrtyamusuposanHoe M. Dyko, KOraa-To BEI3BIBAIO
CTpax, a CeTOOHS MPEACTABISIETCS YaCThIO €KETHCBHOMN JKU3HU,
MpUYeM YacThI0 TaKOW, UYTO OKAa3bIBACTCS OPraHUYHO BIHCAH-
HONl B couMalibHOE IpocTpaHcTBO. Korma-to myrasmias MaHU-
(dbecramueit BmacTH, ee BE3IECYIIETO KOHTPOISI, CETOIHS CKpPHI-
Tasi KamMepa IIpeJCTaeT B KadeCTBE PEKJIAMHOW aKIWHM WIIH

71



WHOH MOJ00HOW KaMmaHWHU. PeanpHOE IOJ TPHUIEIIOM eXece-
KYHIHOTO PETPAHCIUPOBAHUS MO KaHAJIy CBA3U CTAHOBUTCS
OYCpPEIHBIM NyOJIMKATOM ¥ THUIEPCCHUIKOHN, HaIpaBJIsIOMeH
K HOBOMY U HOBOMY O3HauarolieMy.

Coyuansnoe 6 INOXy mopaicecmea meoua u yugpvl

Karactpodam peanbHBIX COIMAJIBHBIX SBJICHUH MBI IpEJ-
MOYJIM U3THAHWE B MUP BUPTYaJIbHOTO, YHUBEpPCAJIbHBIM 3€pKa-
JIOM KoToporo, kak 3asemaer JK. bonpuitsap, cnocobcTByer Te-
nesugenne. [10] Boiinel B 3anuBe He OBLIO, KakK, BIPOUYEM,
He OBUIO M Masl IIECTHAECAT BOCBMOro roja,! kak He ObLIO, Ka-
J)K€TCs, U aBTOpa, CMEpPTh KOTOpOro KoHcrarupoman P. bapr,
paBHO KaKk M HET OOJIbIIE YeJOBEKa: HET HUYEro, Kak paJuKa-
mu3upyeT 3ToT Tesuc XK. bonpuiiap, B cBoeM mociiegHEM TeK-
CT€ TOBOpPsSI O TOM, YTO MHp, U3 KOTOPOTO HMCUE3 YEJIOBEK, CTaJ
MHUpPOM, B KOTOPOM IIyCTOTa IOTJIOTHJIA COIMAJIbHOE M peajb-
voe. [3] Bupryamusaius ObITHs NpHUBETa K CO3MaHHIO KJIOHA
pCalbHOCTH, €XEMMHYTHOM NPSAMOM TPaHCIALMUU IIPOUCXOAS-
LIEro MO 3KpaHaM TEJIEBUICHUS: IpUBEJIa K TOMY, UTO OyIeT
Ha3BaHO «COBEPUICHHBIM IPECTYIIIICHUEM).

BupryanbHoe Hazpensercss CyOBEKTHOCTBIO, 3aHHMAaeT Ba-
KaHTHOE MECTOOJIIOCTHUTEN COLHAIBHOI0, KOTOPOE paHbLIEe 3a-
HuMaa d4eiloBeK. KOHEYHOM ero aMOHMIMEeH, Kak 3aBellacT
bonpulisip, cTaHeT OKOHYATENbHOE PELIEHUE IO NPEKPALICHUIO
MHpa, €r0 KJIOHHPOBAHHUE IIyTEM CO3JaHMs JBOWHHUKA, CIIOCO0-
HOTO 3Ty pEalbHOCTh 3aMEHUTh, TOTO CaMOr0 CHUMYJIAKpa.
OO0 stom m Oynmer moBecTBOBaTh pacckaz A. Kimapka «/leBaTh
MHIJIIAapaoB UMeH boray, k koTopomy oOpamaercs K. bompuii-
SIp: CBSIIEHHOCIYXHUTEIH 3aHHUMAJNCh PacIIn(pOBKON NEeBATH
MIJUIHapAoB MMeH bora, a mocie TOro, Kak BCEBO3MOXHBIE
KOMOWHAIMN Ha3bIBAHUS OBIIM HCUYEPIIaHbl, MUP 3aBEPIIUICS
W TIPEKpaTHIl CBOE CYIIECTBOBaHWE, OBIJ 3aMEHEH JBONHHUKOM.

1 Cm. ognouMenHoe acce K. [lenesa .
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JIBOWHMKOM CTaHET BHPTYaJIhbHOE, BBITCCHUBIICE M 3aMCHHB-
mee co0OM peallbHOE: MPEXK e BCTPEYaeMEIC C YKaCOM COITHAIb-
HBIC SBJICHUS, TaKHE, KaK, HalpUMEp, BOWHA WU PEBOJTIOIUS,
Tenepb, OyAy4YH TPAHCIUPYCMBIMH B MPSIMOM 3(GHUpPE, MECHSIIOT
CBOH MHpeXHUU CTATyC, U B KOHCYHOM CUETE IMOJBEPTAIOTCS HC-
ye3HOBeHUI0. CHMIITOMATUYHO, YTO B YIIOMSHYTOH padore A.
Krnapka CBSAIICHHOCTYXKHTEIH B X0J¢ paciiudpoBku UMeH bora
00paTUINCh K MMOMOIIM MAIIWHBI U CTAJIH CBUACTCISIMHU HCUE3-
HOBCHHUS MHpPa B PEKHUME PEaTbHOTO BPEMEHH — HaJl HUMH M0-
raciu 3Be3apl. Kak mpencrasmsierca JK. bonpuitsapy, denosek,
YIIOJOOMBIINCH, MOHAaXaM B IMPEACTABICHHOM paccKas3e, 3aHU-
MaeTcsi paboTol MO YCKOPEHHIO JBHMIKCHHUS K MPSIMOMY HCUE3-
HOBCHHIO MHUpA.

[TokazareapHON Ha (hOHE Pa3BUTHS MEIHA-TCXHOJOTHH U UX
HEU30C)KHOTO BJIMSHUS HA )KU3Hb KAXKETCS TCOPUS OMUCAHUS 00-
mectBa H. Jlymana. [TombiciuB 00111€CTBO Kak camopepepHTHYIO
CHCTEMY, B KOTOPOil OeCKOHEYHa [Ielb OTChIJIAHUS K HOBOW M HO-
BOIl KOMMYHHUKAIIUH, OH MPUIIET K TOMY, YTO KOHCTUTYTHBHBIM
3BEHOM OOIIIECTBA SIBIISICTCS Kak pa3 komMmyHukanus. Mccieno-
BaHUE COLMAIILHOW cHCTeMbl olOiiectBa st Jlymana Oyner
HMeTh KpyroBoi xapakrep. C 0IHON CTOPOHBI, 3TO 00YCIOBICHO
JUIs aBTOpA T€M, YTO MbI HE BIIOJIHE MIOHUMaeM, KakoBa pede-
PEHIINS «COIIUAJIFHOTO», YTO OHO coboii mpeactasisier. C apy-
rOi e CTOPOHBI, ’TO 00YCJIIOBJIEHO TE€M, YTO MOMIBITKY OIMHCAHHSI
o011ecTBa HEBO3MOKHO TIPEANPUHITH BHE 3TOTO OOIIECTBa H,
BMECTE C TEM, BHE KOMMYHHUKATHUBHBIX akTOB. [Ipuuem koMmMmy-
HUKaIMs OyIaeT WMMETh Ui aBTOpa M[EeHTPaIIbHOE 3HAYCHHE,
MMEHHO OHa CTaHET 3JIEMEHTOM, aKTUBUPYIOIIHUM COIIHAITbHEBIE
OTHOIIEHHUS, U TEM 3JIEMEHTOM, 0€3 KOTOPOro OOIIEeCTBO CTAHO-
BHUTCS HEBO3MOXKHBIM. OnmcanHoe i Jlymana OyaeT ocymecTB-
JISITH OTIMCaHUE, U TaK OyAeT NPOUCXOIUTH CHOBA U CHOBA, MO-
CKOJIBKY O Ka)KJI0W HOBOH KOMMYHHKAIIMM BO3MOXKHA €IIe OJHA
KOMMYHHKAIAS] — IEITh OTCHIJIAHUA Oy/1eT OECKOHEYHOM.

HasBanue paGoTel aBTOpa «OO0IIEecTBO 00IIECTBaY» CIEIyeT
IIOHUMAaTh OYEHB MPOCTO. JIyMaH 3arOBOPHUT TIIABHBIM 00pa3oM
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0 TOCTPOCHHH «TCOPHUHM KOMMYHHUKAIUN», IPUYEM O TaKOM IO-
CTPOCHHH, BOIUJIOMICHHE KOTOPOrO0 CTAaHET BO3MOXHBIM TOJIBKO
B CaMOW KOMMYHHKAIlMM ¥ KOMMYHUKATHBHBIX akTax. Kommy-
HUKAIMs CTaHeT Ui Hero caMmoi sipkod MaHu(ecTanuei comu-
anbHOrOo. OOIIECTBO CTAaHET KOHICNTYaJH3HPOBATHCS KakK TO,
4yTO BOHMpaeT B cebs Bce OeCUHCICHHbIE KOMMYHHKAIIMH, & €ro
OMMHCaHWe, B CBOIO OYepe/b, HE MPEIACTABISACTCS BO3MOXKHBIM
BHE €ro CaMoro, TO €CTh, OMSITh-TaKH, BHE Yepe/Ibl 3TUX KOMMY-
HUKAIM{, BRICTYMAIOIIHNX €r0 KOHCTUTYTHBHBIM 3JIEMEHTOM.

Ho JlymaH, kaxercs, UAET elle Jalibliie, HACHHO MOIePKH-
Basg Teanuc MyKO O CMEPTH 4YeNOBEKa Kak (UTYpBI, K KOTOPOi
npexe ObL1 oopareH GUI0CODCKUA TUCKYPC: BMECTO JTUXOTO-
MUH CyOBbEeKTa U 00BbEKTa OH IpejjaraeT KOMMYHHUKAIUIO, BOH-
paroiyto B cebst Bcé cymee. KoMMyHHKaIUs caMa KOMMYHHUITH -
pyeT, CTaHOBSICh YCIOBHEM CYIIeCTBOBaHHUs oOmiectBa. [lpwu
3TOM OHa HAXOOUTCs B ILICIIM HOBBLIX U HOBBIX OTCLIHaHI/Iﬁ, TakK
OylleT IPOUCXOOUTH A0 TEX IOp, MOKa BO3MOXKHA KOMMYHHKA -
uusi. KommyHukanus ke Oylner BO3MOXXHA TOTrJa, Korjaa OyayT
peanu3oBaHbBl TPU CMEHAIONIMX IPYT Apyra 3JeMeHTa 3TOoH ca-
MOH KOMMYHHKAIlMH: cOOOIIeHNe, HHPOPMALUsl U IOHUMaHHUE.
N3 cooOmieHns ¢ HEOOXOAMMOCTHIO AOJDKHA BBIIENATHCS HH-
dbopmanusa, a OCO3HaHHE HAaMH Pa3JIMYHA, COCTOSIIETO MEXIY
nHpopManeidi U cooOlieHueM, OyaeT SBISITh coOoi Tperuit
HEOOXOIUMBIH JIEMEHT — IIOHUMaHUe.

Nudopmarnus Oyner nmoHumarbest JlyMaHoM kak pasinnyue,
KOTOPOE, B CBOKO OYepe.lb, TOXKE IMOPOXKIACT Pa3Iudhe: WHBIMH
CclIOBaMH, KaK TO, YTO CHOCOOHO c(OpMHpPOBATH 3Ty CaMylo
OECKOHEUYHYIO LIeNb OTCHUIAHUS, B KOHEYHOM CUETE TaKy KOM-
MYHHUKAI[MI0, KOTOpas C HeOOXOAMMOCThIO Oyner TpeboBaTh
MPOIIJIOH KOMMYHHUKAIMM W HYXIAThCSd B KOMMYHHUKAaIHH Oy-
oymei. DToTr MexaHU3M Oyner mns Jlymana ayToroie3mcom
KOMMYHHKAIIMK: TeM, Oiarogaps 4eMy KOMMYHHKaIUs HE MO-
JKET, TOBOPSI Ipy00, KOCTAHOBUTHCS».

JlymaH oTKa3bIBaeTCS B KOHCUHOM CUETE OT YeJIOBeKa Kak
OT COIIMAJILHOTO aKTOpa M CyOBEKTa, OTKa3bIBASTCS OT BCEX
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OCTAJILHBIX AaKTOPOB COLMAILHOTO B3aWMOJIEHCTBHUS, OT pac-
CMOTpPEHUS MHCTUTYTOB M UX B3aUMOCBS3€li: BMECTO 3TOTO aB-
TOp IpHIIe] K BCEOOBEMITIONIEH KOMMYHHKAIIUN, KOTOpasi BOM-
paer B ce0s M UeoBeKa, 1 HHCTUTYTHI, U COLMAIBHOE.

PaccmoTperne KOMMYHHKAIMd KakK TOTO, YTO CIIOCOOHO
00BEIMHUTH T10JT OO0 BCe, YTO HAC OKPYIKaeT, MOKa3aloch OB,
Kak cleAyeT IojaraTh, CAMITOMAaTUYHBIM JJIsI TTOCTMOJIEPHHU3-
Mma. [loGenuBmivie mMenua, Oynarogapsi KOTOPbIM CYIIECTBOBAaHHE
CTaJI0 «TEJIENPUCYTCTBOBATH B CAMOM ce0e», O3HaMEHOBaIH (hH-
JO0CO(CKHIT M COLMOIOTHUECKHI MEWHCTPUM JBaJIlaTOTO BEKa,
MOCJIEIOBaTEIbHO HU3BEPTHYB BCE WJUIIO3WH, HAC OKPY’KaBIIUE:
YeJoBeKa, COLMAIbHOE W Jaxe peanbHOoe. Hewmuio3opHbIM
ocTalcs, KaXeTcsl, TOJbKO (pakT KOMMYHUKAIIMH U €€ ayToroiie-
3UC: TO, 0e3 4ero B KOHEYHOM CUETe CTaj0 HEBO3MOXKHBIM I10-
MBICJIUTH OOIIIECTBO.

«Munumym camocmu» 6 MeOUUHOM RPOCMPAHCHMGe: OmM 3epKana 00

Macku u cengpu

Ecim KynbTypHBIE aHTPOIMOJIOTH ABAALIATOIO BEKa 3aHUMAa-
JINCh IOMCKOM «MHHHUMYMa KYyJBbTYPBD» U TOT'O, YTO MPEACTaB-
JIsIeTCsl KOHCTUTYTHUBHBIM TSI YeJI0BEKa, TO TCOPETUKU Meaua
CEeTOJIHSl HaXOMOSTCS B MOMCKE «KMUHHUMyMa camocTtu». [lorpy-
J)KEHHBIII B MeIua-pealbHOCTh, YEJIOBEK, BEPOSITHO, TepsieT
CBOI1 IPUBBIYHBII OOJINK, a €T0 HOBBIH CITIOCO0 CyIIECTBOBaHUS
B KOHTEKCTE HU(PPOBBIX TEXHOJIOTUH HYXIAeTCs B IOMIOJHHU-
TEJIBHON KOHLENTyaJIM3allMd W IposcHeHHH. OTcroma, Kak
MPEACTABISACTCA, U POXKAACTCS MOUCK YIOMSIHYTOTO «MHUHHMY -
Ma», KOTOPBI OTChUIAET TJIaBHBIM 00pa3oM K MCCIIEJOBAHUSIM
K. Jlama [12] u ero mOObITKaM OTHICKATh TO, YTO B OPUTHHAIIE
uM ObLTO HazBaHo «Minimal self». Paz6urast u pasmbitast Cyon-
€KTHUBHOCTb, TOMEIICHHAsl B KOHTEKCT IOCTOSHHOW PEeTPaHCIIS-
LMY YEJIOBEYECKUX ACHCTBUH MO pa3IMYHBIM KaHajlaM CBS3H,
OKa3bIBaeTCs B LICHTPE €ro pacCCMOTPEHUS.

SlpkuM BBIpaXX€HHEM 3TOTO «MHHUMYyMa CaMOCTH» CTalia
«mxopaaka cendm», HadaBIIascs KOTAa-TO Ha MPOCTOPax COIH-
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anpHOM ceTtu My Space, a yxe nocie 2010 roga oxBarusmas co-
0o0ii enBa I HEe BeCch MUp. B KOHEUHOM cueTe OKa3bIBACTCS, UTO
BHE cMapTdoHa W BHE MEIHMITHOT'O IPOCTPAHCTBA, O KOTOPOM
mucain [1. Bypase, roBOpuTh 00 3TOM caMOM «ceJIhU» | TOM MPH-
3pagHOM «SI», KOTOpoe OHO BBIpakaer, 0e3 MPUTBOPCTBA HEBO3 -
moxxHO. B 2015 roay BhINIIa KHUTA, 03aryiaBiicHHas (hpa3oit
«Selfish» u cocrosias u3 uemoro codpanus cendu aMeprUKaH-
ckoit 3HameHutoctu Kum Kapnamsss. [legatHoe usnanue sto
SIBJISICT COOO0¥, BO3MOXKHO, arro)e03 TOW caMoi Ky IbTyphl Hap-
HMCCU3Ma, CyllecTBOBaHHE KOTOpoi koHctatupyeTr K. Jlamr.
OTOT caMblil HapIUCCU3M, KAXYIIUNICS, BEpOATHO, MPOCTOI
U MOBEPXHOCTHOW HJeei, sBisieT coOoM HedyTo Kyjaa Ooliee
CII0KHOE M TpeOyroliee JONOIHUTENbHBIX MposicHeHuil. becko-
HEYHas 1ICIb CaMOOTCBhIJIaAaHUA U IMOIIBITOK IICEBIOCAMOIIPE3CH-
TaL[PIﬁ, MaHUIIYJIITUBHOCTH U B KOHCYHOM CUETE CJ'IaGOCTB, —
BOT CTpalIHbI€C CUMIITOMBI, KOHCTUTYUPYIONIUEC 3TOT NPUIYIJIN-
BBl KYJIbTYPHBIM HAPLMCCU3M, HALIEAIIUN CBOE IIOJIHOE BbIpa-
JKEHUE B IIPOCTPAHCTBE COBPEMEHHBIX COLlMAIBHBIX ceTel. Hap-
LI CC TepsieT HHTepeC K OyaymeMy, HO, B OTJIMYME OT YeJIOBeKa
peTpOTONHH, TEPSIeT U UHTEpPEC K MPOLLIOMY, HOHUMAEMOMY
KOTZIa-TO KaK MECTO ellle He MOPYTraHHBIX HaaexnI. Mnmro3us
MPOLLIOTO ¥ WJUTIO3Us OyIyIIero oOpalieHa B MPOCTPAHCTBO
Ie3WLTIO3UH | MpeBpalleHa B IIyCTOe O3HaYyaeMoe, HA K YeMy
He oTchutatoiee. Cendu sBiser codoii MaHU(pECTALUIO TPUCYT-
CTBHsI, IPUYEM MPUCYTCTBH 31eCh U celyac. [IpeeMcTBEHHOCTH
U ee W03 OTEPSHBI, paBHO KaK Bepa B IIpU3padHoOe Oy Iy-
Iee: Ha UX MEeCTe OKasaycs TOT camblii Hapmucce ¢ ero oruass-
HBIMHU ITONCKaMH «MUHUMYMa CaMOCTH».

Huddysnoe «5» u crenyrolias U3 HEro HECIMOCOOHOCTH pa3-
mudaeHus «S» n «He-S» 3asBigeT o cebe KOMIEHCAaTOPHBIM Hap-
LHHACCHYECKUM MEXaHM3MOM, HaXOJSIINM, KaKk ObUIO 3aMeyeHO,
CBOE BBIpaXKEHHE Yepe3 akT caMooTorpaupoOBaHUS U IIOIHI-
TOK €ro pa3MHOXHTB. Eciin «OBITH» ceroaHs o3HayaeT MaHHpe-
CTHUPOBATh CBOE MPHUCYTCTBUE Yepe3 KaHAJ CBSI3H, TO €CTh «OBITh
B MEIUHHOM MPOCTPAHCTBE», TO «OBITH YEJIOBEKOM», BEPOSITHO,
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Oo3HavaeT OBITh TeM caMbiM Hapruccom, Beab MMEHHO cendu
CTaHOBUTCSI TEM ONOCPEAYIOIIUM W BMECTE C TEM HHTETPaJIb-
HBEIM 3BE€HOM, CBS3YIOIIMM YeJOBEKa W MEIHITHOE IpPOCTpaH-
CTBO, CTAHOBHTCS ITPOBOJIHUKOM B BUPTYaJIbHOE.

Cendu — 3TO CBOEro poja BBHIKPUK HAOWBIIETO OCKOMHUHY
pexnamuoro mo3yura «l did it». Korma-to HOBas pa3HOBH/-
HOCTB 3TOTO CaMOTO JIO3yHTa, YHCTas U IycTas ¢opMa U BHI30B
camMoMy ce0Oe, a CeromHsi — 3aMeHa IMPOMETEEeBCKOr0 3KCTa3a
COPECBHOBaHWUsI, CTapaHus W ycmnexa. B «Amepuke» [13] K.
Bonpwiisip HanumeT, 4TO OKUBIIMM BOIUIOIIEHUEM U TJIABHBIM,
HaBepHOE, OJIMIIETBOPEHUEM OTOrO CIOBOCOYETAHHSI CTaHET
Il Hero Hbro-Hopkckuit mapadoH. OH mnokaxeTcss mnodemoit
HaJl MYCTOTON W TOPSYKOl OECCMBICIEHHOrO TIepoiicTBa, JK-
3anmbTanueld Beidrpeima. Ta ke Bbicanka Ha JIyHy korga-To cra-
Jla OJHUIETBOPEHHUEM aHaJIOTMYHOIO JIO3YHTa: HYXHO OBLIO 3TO
cienarb, U Mbl 3TO chenanu. JlelicTBue 3TO CTano 3amporpam-
MHUPOBAHHBIM Pa3BUTHUEM HAayKH U IIporpecca, OJHAKO OCy-
LISCTBJIIGHHEM CBOMM, aKTyaJud3alued He pa30ynusio Obuible
MEUTHl 4EJI0BEKa O MPOCTPAHCTBE U KOCMOCE, a, BEPOSTHO, HC-
yepnajio ux. Dddekr Oecnone3HocTu OyATO OBl OKa3bIBAETCS
3aJI0)KEHHBIM B JIeHiCTBHE, JOBEeAEHHOE IO KOHIA. B meiicTBue,
COBEPIIECHHOE PaIH TOTO, YTOOBI YTO-TO JOKA3aTh.

Hapunuce crpemutcs nokasarh, 4TO OH MOT 3TO CIeaTh: pe-
anrM30BaTh COOCTBEHHbIE aMOMIMU, NTOOUTHCS yclexa, B IOTOHE
3a KOTOPBIM CTPOUTCS M PEaN30BBIBACTCSl HeoJmOepaibHas
MOJEIb, YIOBIETBOPUTH OJTHO JKEJIaHUE 3a IPYTHUM, IIPOAOIIKAs
IIOTOHIO JKEJIAHUA KeJlaTh. B KOHEYHOM cueTe M caMOyOHiicTBO
CTAHOBHUTCS TAKUM JEHCTBUEM: peTpaHCIUpyeMasl [0 KaHajlam
CBSI3M, MHOXECTBO pa3 NMPOJEMOHCTPUPOBAHHAS OKPY’KAIOIIHM,
MpecIIoByTasl NIpeICMEpTHAs 3aIlMCKa SBIIsSIETCA cO00il HE YTO
nHoe, Kak gemouctpanio «| did it».

Ho cendwu, xakyro Ob1 ¢opMy OHO HH IPUHUMATIO, HE paccKa-
3BIBAET HAM O TOM, UYTO CKPBITO BHYTpPH 3TOro camoro Hapimcca.
Bce Hamm monsITKM OTHICKaTh HEKOTOPYIO MHTPOCHIEKIINIO U HC-
MIOBEAAJIBFHOCTh B 3TOM akTe pa3OMBAIOTCS O MOBEPXHOCTH Me-
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JHa, KaKk O Hepa3pylIMMYyI mperpany. MenuiiHoe «SI» cimenut
3a HaMHW, BHJEOKaMepa NPUHUMAET CBOIO THOPUAHYIO (opMmy
W BIJISIIBIBAETCS B HAC.

CumnToMaTuyHo, kak ormeuaeT A. Ilepaiika, uTo Hapiuc-
CHU3M, IOHUMABIIMICS MpexAe KaK ICUXUYECKOe PacCTpOiCTBO,
Tenepb MOHUMAETCS JIMIIb KaK OAMH M3 CUMIITOMOB IICHXOTNa-
THYECKOro noeeneHus’. B To ke camoe BpeMs pPacTHPAKHPO-
BanHOe B CMMU mnceBmo-paccTporCTBO «CEI(UTUCY — HABSI3UH-
Basi 3aBUCUMOCTH OT ceipi — TMPEMOJTHOCHTCS KaK OpuIHaibHO
npu3HaHHOe 3a00JIeBaHUE.

[IpuuynimBoe poaCTBO B KOHTEKCTE PacCMOTpeHus: (eHo-
MeHa cesiu oOHapy»KMBaeTcs, KaKk HU CTPaHHO, ¢ o0pa3oM MH-
Mma. Mapcenb Mapco ¢ ero nantomuMoi «B mactepckoil Mmacok»
CETOJIHs OTChIIAET Hac K KyJIbTYPHOMY KOHTEKCTY COIHMAJIBHBIX
cereil u cendu. OkazaBUIMIICA CpPeau pa3IUYHBIX MAacOK, repoi
NpEACTABJICHUA TNPUMEPACT HEKOTOPbLIC W3 HHUX: OH CTpPEMH-
TEJIFHO UX MEHSET, IePeX0s OT MacKH paJoCTU K Macke CKopou
u oopatHOo. OHAKO OJlHA MacKa, KaXeTcsl, «3aCTPeBaeT» Ha ero
JIMIIe, CIIOBHO cpaluBaercs ¢ HUM. HecriocoOHBIN oTOpBaTh ee
OT JuIa, Tepod HAXOAUTCS B OTYASTHUHU, U OTHASHUE 3TO, BO3-
MOJXKHO, BBI3BaHO TE€M, 4YTO MacKa OOHApy»XHUBaeT CYIIHOCTb
MEPCOHAXA, AEMOHCTPUPYET, UTO MAaCKOW OHA TeIepb B Je€il-
CTBUTEIIBHOCTU He siBisieTcsl. CXOXXHUl MOTHB OOHapy >KHBaeTCs
uccienonareieM A. B. ['acHIUHBIM B KOHTEKCTE pPacCMOTPEHUS
macku BengerTol. [14] Macka 3Ta 3alloMHUHAETCs TJIaBHBIM 00-
pa3om Gmaromaps TO myTralollei, TO TANHCTBEHHOH yJIBIOKE, Me-
HSIIOIIEH CBOM OSMOIIMOHAJIBHBIA KOHTEKCT B 3aBHCHMOCTH
oT obctosiTenbeTB. OHA OOHAPYXKMBAET, KAK 3TO OBLIO MpOe-

! Hapuuccusm ObUI MCKIIIOUEH U3 aMEPHUKAaHCKOrO H3aaHus J{uarHo-
CTUYECKOTO M CTAaTUCTUYECKOTO PYKOBOJCTBA MO TICUXHUYECKUM pac-
crpoiictBam (Diagnostic and Statistical Manual of Mental Disorders,
i cokpameHHo DSM-5), oH ynoMuHaeTcsi TaM UCKIIOYUTEIBHO KakK
CHMIITOM IICUXOIATHYECKOTO ITOBEICHUSI.
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MOHCTPUPOBAHO MHUMOM Mapcesrem Mapco, To ckopOb, TO pa-
JI0CTh, TO arpeccuto... CTaruuHass W 3acThIBIIAsi, Macka, TEM
HE MEHEee, MEHSETCSl U JIEMOHCTPHUPYET pa3HbIe CBOU T'PaHH.
Macka B KOHEUHOM cuUeTe HajelseTrcsi CyObeKTHOCTHIO, Te-
pecraBasi OBITH IPOCTO MACKOH, a CTAHOBSICH CAMOCTOSITEIIbHBIM
nepcoHaxxeM. CaMOCTOSTEIbHBIM TIEPCOHAXKEM  CTaHOBHUTCS
n u3zoOpakeHue, 3arnedaTiéHHOe B Iporecce camodororpadu-
pOBaHUsI: OHO 3a4acTylO BBICTYIIaeT B KaueCTBE aBarapa B COILIH -
aJbHOM CEeTH, BBITECHSSI CO00I peanbHOEe M300paKeHUE YeIOBe-
Ka. OTa Macka HaJesieTcsi CYOBEKTHOCTHIO M IPETEHIYET
Ha CTaHOBJIEHHE OINEPAaTOPOM TPAHCTPECCUU MOAOOHO TOMY, KaK
9TO MPOUCXOIUIIO B apXaw4yHBIX KYJbTypax C NOrpedanbHBIMH
MacKaMH, KOTOPBIC SBJISUIM COOOM CBOETO poOJia CHMBOJIHYECKHI
pa3aeanTens MEeX1y MUPOM KUBBIX U MUPOM MepTBbIX. Ha ponb
CBO€OOpa3HOro pa3JeliuTeNss Telepb YKe MHpa pealbHOro
U MHUpa MEIUWHOrO MpEeTeHAyeT celdu ¢ ero MmonbITKaMH pe-
MIPE3EHTUPOBATh YCKOJIb3alolllee B MEIMIHOM NPOCTPAHCTBE
«SI». OgHako MOMBITKH 3TH HE MPUBOIAT K ycrexy: cendu, Oy-
JIydd TMPOTE3HBIM PpACIIMPEHHEM MEAUNWHOIO MPOCTPAHCTBA,
CTaHOBUTCSI HE PA3JIEJIUTEIEM, a 3AMECTUTEJIEM PEaIbHOTO, TOU
caMol MHCTaHIIUeH, 61arogapss KOTOpOH MpPeACTaBUMOE U3 MU-
pa peasbHOTO MOJBEPTACTCS UCUE3HOBEHHUIO U YCTPAHEHHUIO.
BaxxHo mpu 3TOM, Kak IpeicTaBisieTcs, cKa3aTb O TOM, Ka-
KHM 00pa3oM 3TO caMoe «s», K KOTOpOMY MBI HEM30eKHO are-
JUpyeM B KOHTEKCTE PENpPE3CHTAllMM 4YelIOoBeKa B MEIUHHOM
MPOCTPAHCTBE, KOHIENTyamm3upoBajgoch. OnmHa w3 HaumOoiee
M3BECTHBIX MONBITOK mpuHaiiexuT JK. Jlakany, MmaHudecTupo-
BaBIIIEMY, YTO «s1» SIBISIET CO0OH (yHKIHUIO BOOOpakaeMoro.
W nMeHHO B BBIXOJE YEJIOBEKA M3 dJIEMEHTAa HEKOTOPOM THUITHY-
HOCTH TOCPEICTBOM oOOpamieHuss K mpocTpaHcTBY CHMBoOIHYE-
CKOTO OH W YBHJIEI KOHCTUTYTHBHO YEJOBEUYECKHH aTpuOyT.
B ero teopun HEKOTOPBIH HNOCPEAHUK — MAIIMHA WM MEIH-
YM — CTaHET Ba)XXHEHIIIMM 3JIEMEHTOM, C MOMOIIBI0 KOTOPOTO
CTaHeT BO3MOXKHO oOparmeHue Kk «S» demoBeka. «MammHa BO-
IJI0IIaeT B cebe CUMBOIMYECKYI0 aKTHBHOCTH YeJIOBeKa Hanbo-
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Jiee paguKaabHbIM 00pazomy», [15, 109] — 3aBeraer oH, 3acTaB-
JISISL TEM CaMbIM OOpaTHUTHCS K MalllMHE KaK TOMY, C [IOMOIIBIO
4yero, B 00IIeM, YeJOBEK HAUYMHAET BOCIIPOU3BEICHHUE COOCTBEH -
HOM MIICHTUYHOCTH U ITONBITOK ITOHSATH CAMOTO Ce0sl.

«Cranus 3epkana» K. Jlakana, BBogsimasi cyObeKkTa B HEKO-
TOpBIH BOOOpa)kaeMBIi MOPSTOK, CTAHOBUTCS OJHUM M3 T€X Ka-
TaJIN3aTOpOB, Ojarodapsi KOTOPBIM BO3MOXKHO OOPETEHHE «5».
KondnukrHas npuposa nyalbHBIX OTHOIICHUH OOHaApyKMBaeT
ce0sl B 9TOM KOHTEKCTE: MHTEepeC Yy peOeHKa BBI3BIBAET HE TOJIb-
KO pelpe3eHTalusl peajibHoro, TO eCTh 00pa3 caMoro 4ejaoBeKa,
MPOM3BOIAIIETO HAOOP HEKOTOPHIX NEWCTBUI, HO U 3epPKAIbHOE
OTpaXke€HHE, SBIISIIOIIEECS MPUINIAIIEHHEM K BBICTYIJICHUIO
B HEKOTOPBI MUP-IABONHUK PEaJIBbHOIO C IOMOLIBIO IIOCPEIHU-
Ka B BHJe 3epkaia. [lapamokcalbHOE POJCTBO B 3TOM KOHTEK-
cTe, Kak MpeiCcTaBisieTcs, OyaeT oOHApYKUBAThCS KakK pa3-Taku
C MCaua " Me}lHﬁHbIM MNpOCTPAaHCTBOM: BCTYIIJICHHUEC B HETO AJIsA
YeJIOBeKa B KaKOM-TO CMBICIIE SIBIISIeTCS AYOJIHMKATOM «CTaaHuH
3epKasia» A1 peOeHKa.

A. Bannosn, mojlaraBiini, 9To 3epKajio HOMOTraeT o0pecTu
4eJI0BEKY COOCTBEHHYIO UICHTUYHOCTh, HOJUEPKUBAJ, YTO pe-
OCHOK, BIIEpBBIC CMOTpPSILUNCA B 3€pKalo, OKa3bIBaeTCs
B KpailHE! CTEII€HU 3aMHTEPECOBAH YBUIECHHBIM, CTapacTCs
CIIEIUTH 3a COOCTBEHHBIM H300paKeHHEM W yAelsaTb Halro-
JICHUIO ATOMY Aojiroe Bpems. [16] DToT yauBUTENbHBIN NPO-
Iecc y3HaBaHHs ceOs B 3epKajie JeMOHCTpHUpPYeTCs, KaK Ka-
JKeTCsl, © Ha IMPHUMEPE BCTYIUICHHUS UYEIOBEKa B COIMAJIBbHYIO
CETh, SIBJSIIOLLYIOCSI CBOETO poJia uTepanven sepkaina. Meauii-
HOE 3€pKaJIO MPETEHAyeT Ha MPEACIbHYIO KU3HETIOT0OOHOCTb,
€e, OYEBUIHO, JIUIIb CUMYJIHPYs. B cucreMe MHO>KECTBEHHO -
CTH 0Opa30B Ha TEJIEBU3MOHHOM JKpPAaHE 3a49acTyl0 BO3HHUKAET
PYICK TTOTepU COOCTBEHHOU HMJICHTHYHOCTH, HEXKEJIN ee oOpeTe-
HUSI, KaK OBLIO 3TO B CiIy4dae ¢ OOBIKHOBEHHBIM 3epKaioM. Te-
neBuaeHUEe HabupaeT HAOOp CTAaTUCTHYECKHUX MapaMeTpoB
U CTPEMHUTCSI €T0 aHTPOIIOMOP(PU3ZUPOBATH, TPUOITU3UTH K Ue-
JIOBEYEeCKOMY 00paszy, a TIOTOMY MBI U CKJIOHHBI 3a4acCTyIO Be-
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pUTH, YTO BHIMM Ha 3TOM JKpaHE ce0s MM CBOIO YIIy4IIeH-
HYIO BEPCHIO.

«3 Moux Tia3 TasmsT dyxue riasza», [17, 240] — B ouepke
«YenoBex u 3epkano» 3assisier M.M. baxTtuH, koHcTatupys,
cpenu nmpouero, n30HITOK Jpyroro B 3eprkaibsHOM oOpase. Buem-
HEe OKa3bIBaeTCs TEM, YTO BBITECHSET COOOH BHYyTpeHHee, (pu-
rypa [Ipyroro craHOBUTCS TOH, K KOTOPOW YEJIOBEK OJIEPKHUMO
BO3BpAIlla€TCsS U Ha KOTOPYIO CTOJb K€ OJEPKUMO OPUEHTHUDPY -
ercsi. He BHYTpeHHUM B30pOM Y€JIOBEK CMOTPHUT Ha MHp, a B30O-
POM BHENIHHUM, B30POM YYXIBIM W Yy>KUM: B KOHEUHOM CHYETE
3epKaJbHBIH 00pa3 CTaHOBUTCS AJs HEro amogeo3oM NpHCYT-
crBusi ¢Qurypsl Jlpyroro, BBITECHsIOIIEH B KOHEYHOM CUETe
BHYTPEHHEE, BBITECHSIIOLLEH TO camoe «SI».

3DTO caMoe OTpakKeHHUe B 3epKajie I MeIUHHas pernpe3eH-
Tanysl 4€JI0OBC€Ka HE MOBECTBYET HaM, KakK OBIIIO 3aMEYEHO BBIIIC,
0 caMOM 4YeJIOBEeKe, a JIUIIb MaHU(PEeCTUPYeT GUTYPY Uy KIOTO
Hpyroro. IlocpenHuk B BuJie Meaua CTAaHOBUTCSI CBOErO pojlia
IIOBEPXHOCTBIO, O KOTOPYIO MOMNBITKM MHTPOCIEKIIMU U UCIIOBE-
JI1 HEM30eKHO pa3OMBaIOTCsl, KaK pa30omiIvch Obl O HEKOTOPYIO
nperpany. Buneokamepa, KkoHuentyanusupoBaHHas K.
BonpuiisipoM Kak Takasi, 4YTO HOCTOSIHHO HaXOJMUTCs B Hallel
rOJIOBE, CIEIUT 32 HAMU B popMe «s1» — THOpUAHOTO U TUDPy3-
HOTO, OKa3bIBAIOIIEr0Cs] HE B CHMJIaX OTJIMYHUTH 3TO caMoe «SI»
oT «He-S».

YenoBek, OKa3aBLIMKWCA B MEOUMHOM INPOCTPAHCTBE
HE TOJBKO KaK HaOJIFOJaTeNIb MPOUCXOASIIETO, HO M KaK HEIo-
CPEICTBEHHBIN M TPSIMON Yy4YacTHHUK, cTan (UTypod, 4YbH Jeii-
CTBHUS CTajJd MTHOBEHHO DPETPAHCIHPYIOTCS IO KaHajlaM CBSI3HU
B npsimoMm s¢pupe. Ero «fI» mpuuymmmBo TpaHchOpMHpOBa-
JIOCh, a BCSIKME IONBITKH CaMOIIPE3CHTAIMH YTPATHIN HCIIO-
BEIaJbHOCTH, MPEBPATUBIINCH B YEepeAy OTCHUIOK K Jpyromy,
HaOJMIOJAOMIEMy Yepe3 €ero ria3a 3a TEeM, YTO MPOUCXOIUT.
Hekxoropoe MenuiiHoe «s» OKa3bIBaeTCA O3HAMEHOBAHHBIM
3TUM CcaMblM HWH()OPMAIMOHHBIM TPaBMAaTH3MOM KYJIBTYPBI
IIOCTMOJIEPHU3MA: B HEM OKa3bIBAE€TCSI HEBO3MOXHBIM OTBIC-
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KaTb, KakK MNpeACTaBJIIAACTCA, CaMOro 4€JIOBCKa, 3asiBJISACT O cebe
B OTOM KOHTCKCTC MacCKa, 3aMCHHBIIas 4YC€JIOBCYCCKOC JIHUIIO,
PaBHO KaK B KOHTCEKCTEC IIOIBITOK O6paHleHI/I$I K pcajlbHOMY
3asaBiIsIeT O cebe He HCKOTOPOC «TPAaHCUCHACHTAJILHOC O3Ha-
qaceMoeC», a €1ro cjiaed, yepega CaMOOTChlIJIaHU .
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MEDIA SAPIENS: INFORMATION
TRAUMATISM AND THE SEARCH FOR THE

«MINIMAL SELF» IN THE MEDIA SPACE
Abstract

The article proposes a consideration of the consequences of two events
that marked the intellectual mainstream of the twentieth century —
the death of a subject, and the development of media technologies,
in their information expansion displacing previous forms, for example,
the Gutenberg era. The emptiness that remained after Foucault’s
stated «death of man», opening up before our eyes, promised a new
horizon for research — a space that can now be studied. However, the
bold hopes were not justified: in the world from which man
disappeared, objects of the real and social world began to disappear.
They were replaced by the virtual: from now on, every existence is
telepresent in itself. Who has become a person in the context of the
triumph of media technologies and what social changes have
undergone?
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The world, according to M. Foucault, [1, 361] has woken up
from an anthropological dream: talking about man, his kingdom
and liberation [1, 363] can be countered only by philosophical
laughter, and after that, finally getting rid of anthropocentrism,
talk about philosophy, because this conversation is possible
only when the figure of a man is excluded from consideration.
In the end, M. Foucault will radicalize his own thesis about an
anthropological dream and will state the «death of man», [2]
predetermined by two key non-classical turns of the nineteenth
century: the death of God, stated by F. Nietzsche, and the
discovery of the unconscious, made by Z. Freud.

The emptiness that remained after Foucault’s stated «death
of man», opening up before our eyes, promised a new horizon
for research — a space that can now be studied. However, the
bold hopes were not justified: in the world from which man
disappeared, objects of the real and social world began
to disappear. They were replaced by the virtual: from now on,
every existence is telepresent in itself. Television and other
mass media have already left, it seems, the media space allotted
to them, and have tried to introduce «real» life from the inside,
as a virus tries to do with an affected cell.

It seems that the consequence of this will be, for example,
the understanding of the real by the philosophy
of postmodernism, which has become a contemporary of the
next stage of the communication revolution and the
development of media, as a chain of endless referral, a series
of signifiers, but not leading to the signified. «Trace» and
«simulacra» will become references of one sign in another,
which, in turn, sends us back to the space of reference. Social
phenomena traditionally understood as real and objectively
occurring, such as war or revolution, are beginning to be
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conceptualized as «what did not happen — whether it was the
Gulf War or May of the sixty-eighth year. The introduction
of media into the social makes us talk about the
«disappearance» of what happened. And, as J. Baudrillard will
state, should now surprise not the fact of absence, but the fact
of presence. [3]

With the displacement of the real by media technology, the
realization of the world has become possible through data,
digital, pure information. In this regard, Baudrillard will talk
about the ultimate ambition of the virtual, that in his
conceptual apparatus was called «the perfect crime». He predicts
in his works the cloning of reality and the social and the
subsequent destruction of the real by the resulting double —
and this, as it seems, is what the theoretical apparatus
of postmodernism tells us with its «simulacra» and «traces»,
displacing in the first case the real, and in the second case the
sign as such. The trace of one sign in another sign, an endless
chain of references, a series of signifiers in the absence of the
signified will become for the philosophy of postmodernism the
«true meaning of being»![4] and its most exhaustive
description. The simulacra and the trace will refer not to the
«transcendental signified», not to the thing-in-itself, but to the
trace of one sign in another, to a series of references that do not
seem to have an ending. Being will be displaced by a series
of information, a chain of endless communication, which N.
Luhmann will tell us about and which he will consider the only
constitutive element of society. [5]

What happened will be conceptualized in different ways, but
one of the most radical manifestos will probably be M. Epstein’s

... And then it turns out that the meaning of being is nota
transcendental signified, but a certain trace» (See: Autonomova,
N.S. Derrida and Grammatology // Derrida J. O Grammatologii. M.,
2000. P. 34. In Russian).
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statement [6] that postmodernism was the result and the most
obvious statement of human information trauma: [6, 35] what
we paid for the triumph of media technologies.

Information traumatism and «the perfect crime»: postmodernismculture

and digital philosophy

The term «information explosion» will first appear
in English-language literature in the sixties of the twentieth
century. Even before the mass appearance of the Internet, but
in the midst of the triumph of television, the disproportion
between the production of information by a person and the
ability to perceive and use it will become obvious. This disparity
will eventually be expressed through the exponential growth
of information (whether it is websites or text documents known
to us) and will mark the inequality between humanity,
understood as the producer of information, and an individual,
understood as its consumer.

Alexey Lyapunov, a Soviet mathematician and cyberneticist,
warned in the seventies of the twentieth century that an excess
of information is ultimately dangerous because it can lead
to neuroses in both humans and animals. In confirmation, he
cited, in particular, an example with the reasoning
of physiologist L.V. Krushinsky, who during one of the
experiments recorded that experimental animals that received
too much information fell into a state of neurosis. [6, 28—29]
Too much information causes neurosis, that is, what today
would probably be called the consequences of information
trauma.

It is impossible to deny the fact that with the development
of mankind, the amount of information reproduced by it has
steadily increased. Information traumatic experience
accompanies a person throughout his history: the complexity
of culture, the growing disparity between the amount
of information and the ability to perceive it... This information
trauma caused by the development of media technologies, their
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fusion with real life, leads to the culture of postmodernism, its
sensitivity and the wound that trauma leaves behind.

«It is possible not to read McLuhan, but to be his like-
minded person» [7, 2] — with this ideological attitude, voiced
in one of the articles of the Logos journal devoted to media
theory, attempts to study the relevant field seem to begin.
McLuhan proved to be a predictor of many events that marked
the twentieth century, and mainly that the Gutenberg era,
which passed under the banner of the text printed on paper, is
coming to an end. He was one of the first, it seems, to predict
the appearance of these very «new» media complexes of various
contents (whether sound, visual or whatever else), connected
together and striving to form a general picture of reproduction.
In addition, the author’s most famous thesis, The medium is the
message, will obviously play with special colors with the
appearance and popularization of social networks, the format
of which often directly affects the content of the content.

The actualization of McLuhan’s theses will begin three years
after his death with the advent of the TCP/IP data transmission
protocol, «which to this day remains the main technological
standard of the Internet». [7, 3] According to the calculations
of Canadian IT journalist Clive Thompson, people send
154 billion emails daily, write more than 500 million tweets, and
more than 16 billion words appear on Facebook every day. [7, 5]
The gap between a person as a consumer of information and
humanity as its producer is growing every day, visually
represented in the form of an exponential growth
of information.

The emergence of a philosophical trend called «digital
philosophy»,* which believes that the reality in which we live is
a projection of information codes, seems symptomatic against
the background of the development of media technologies. The

YIn the context of the presented article, the nuances of this trend,
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person in it is considered as the result of information
constructions, a binary system, a sequence having only two
states.

It seems that the relevance of the theses of digital
philosophy can also be demonstrated by the example of the
conceptual apparatus of postmodernism with its appeal
to information and the role of media. In addition, it can be
vividly demonstrated by the example of addressing the genesis
of media from the so-called «old» to «new» in the terminology
of Lev Manovich. [8] Analyzing the «old» media and the «new»,
it becomes clear what is the striking difference between them
and why the latter are an example-illustration of the
deployment of the provisions of digital philosophy, the
digitalization of life. If the «old» media were limited to only the
effect of the illusory nature of the media, made of the subject
only an indifferent witness of what is happening, in other
words, a spectator, then the «new media» involve us in this
illusory nature, integrate us into it and force us to become direct
participants in it.

In a sense, the theses of digital philosophy were voiced
by Pierre Bourdieu [9] in the context of considering the role
and place of television. In a series of works devoted to media,
he turned, among other things, to the thesis of George
Berkeley, which states that to exist means to be perceived,
a transition was made from «being» to «being shown on TV»,
that is, ultimately to be in the so-called media space. This new
way of existence seems to have been analyzed and, for
example, Guy Debord, who was inclined to believe that society
could be described by the term «mediatic», [10] said, as is well
known, that almost all daily practices are reduced to the

represented by E. Fredkin, K. Zuse and some other authors are not
considered. There is an appea interpretation of digitality given by P.
Bourdieu (hereinafter in the text).
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spectacle and its constant reproduction mainly through the
media.

As a person found himself in this very «media space» not
only as a spectator, but also as a direct actor, he was in danger
of instant retransmission of all deeds and deeds on one or
another communication chann700el. The symbol of the
hidden camera, when frightening and almost numbing, seems
to be this: some hybrid and transformed  «eye of
power», conceptualized by M. Foucault, once caused fear,
but today itseems to be part of daily life, and part of such that
it turns outto be organically inscribed in the social space. Once
intimidated by the manifestation of power, its omnipresent
control, today the hidden camera appears as an advertising
campaign or othersimilar campaign. The real under the gun
of every second retransmission through the communication
channel becomes, itseems, another duplicate and a hyperlink
directing to a new and new signifer.

Social in the era of the triumph of media

We preferred exile to the catastrophes of real social
phenomena to the virtual world, the universal mirror of which,
as bequeathed by J. Baudrillard, serves television. [10] There
was no war in the Gulf, as, indeed, there was no May of the
sixty-eighth year,! as there seems to have been no author,
whose death was stated by R. Barth, as well as there is no more
man: there is nothing, as this thesis radicalizes J. Baudrillard,
in his last text, said that the world from which man disappeared
became a world in which emptiness absorbed the social and the
real. [3] The virtualization of being has led to the creation
of a clone of reality, a minute-by-minute live broadcast of what
is happening on television screens: it has led to what will be
called a «perfect crime».

! There is a reference to the essay of the same name by G. Deleuze.
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The virtual is endowed with subjectivity, it seems, occupies
the vacant locum tenens of the social, which was previously
occupied by a person. His ultimate ambition, as Baudrillard
bequeaths, will be the final decision to end the world, cloning it
by creating a double capable of replacing this reality, that very
simulacrum. This is what A. Clark’s story Nine Billion Names
of God will tell about, to which J. Baudrillard: The clergy were
engaged in deciphering nine billion names of God, and after all
possible combinations of naming were exhausted, the world
ended and ceased to exist, was replaced by a double. The virtual,
which has replaced and replaced the real, will become a double:
social phenomena previously encountered with horror, such as,
for example, war or revolution, now, being broadcast live, seem
to change their former status, and eventually undergo
disappearance. It is symptomatic that in the mentioned work A.
In the course of deciphering the names of God, the clergymen
turned to the help of the machine and witnessed the
disappearance of the world in real time — the stars went out
above them. As it appears J. Baudrillard, a man, like the monks
in the presented story, is engaged in work to accelerate the
movement towards the direct disappearance of the world.

Niklas Luhmann’s theory of describing society seems
indicative against the background of the development of media
technologies and their inevitable impact on life. Thinking
of society as a self-referential system in which the chain
of references to new and new communication is endless, he
came to the conclusion that the constitutive link of society is
just communication. The study of the social system of society
for Luhmann will be circular in nature. On the one hand, this is
due to the author’s fact that we do not fully understand what
the reference of the «social» is, what it is. On the other hand,
this is due to the fact that it is impossible to attempt to describe
society outside of this society and, at the same time, outside
of communicative acts. Moreover, communication will be
of central importance for the author, it will become the element
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that activates social relations, and the element without which
society becomes impossible. What is described for Luhmann will
carry out the description, and this will happen again and again,

since another communication is possible about each new
communication — the chain of sending will seem to be endless.

The title of the author’s work «Society of Society» should be
understood very simply. Luhmann will talk mainly about the
construction of a «theory of communications», and about such
a construction, the embodiment of which will be possible only
in  communication itself and communicative  acts.
Communication will become for him the most vivid
manifestation of the social. Society will be conceptualized as

something that absorbs all the innumerable communications,
and its description, in turn, is not possible outside of itself, that
is, again, outside of a series of these communications, acting as
its constitutive element.

But Luhmann seems to go even further, ideologically
supporting Foucault’s thesis about the death of a person as
a figure to which philosophical discourse was previously
addressed: instead of a dichotomy of subject and object, he
offers communication that seems to absorb everything that
exists. Communication communicates itself, becoming
a condition for the existence of society. At the same time, it is
in a chain of new and new references, this will happen as long as
communication is possible. Communication will be possible
when three successive elements of this very communication are
implemented: message, information and understanding.
Information must necessarily stand out from the message, and
our awareness of the difference between the information and
the message will be the third necessary element —
understanding.

Information will be understood by Luhmann as a difference,
which, in turn, also generates a difference: in other words, as
something that is able to form this very endless chain
of sending, ultimately such a communication that will
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necessarily require past communication and need future
communication. For Luhmann, this mechanism will be the
autopoiesis of communication: the one thanks to which
communication cannot, roughly speaking, «stop».

Luhmann ultimately renounces man as a social actor and
subject, renounces all other actors of social interaction, from
considering institutions and their interrelations: Instead, the
author came to a comprehensive communication that includes
both the person, institutions, and the social.

Considering communication as something that is able
to unite everything that surrounds us, it seems, would seem, as
one should assume, symptomatic of postmodernism. The
victorious media, thanks to which existence became
«telepresent in itself», marked the philosophical and
sociological mainstream of the twentieth century, consistently
overthrowing all the illusions that surrounded us: human, social
and even real. It seems that only the fact of communication and
its autopoiesis remained non-exclusive: something without
which it eventually became impossible to conceive of society.

The «minimal self» in the media space: from a mirror to a mask anda
selfie

If cultural anthropologists of the twentieth century were
searching for the «minimum of culture» and what seems to be
constitutive for a person, then media theorists today seem to be
in search of the «minimal self». Immersed in the media reality,
a person probably loses his usual appearance, and his new way
of existence in the context of digital technologies needs
additional conceptualization and clarification. Hence, it seems,
the search for the mentioned «minimum» is born, which refers
mainly to the research of Ch. Lash [12] and his attempts to find
what he originally called «minimal self». Broken and blurred
subjectivity, placed in the context of the constant
retransmission of human actions through various
communication channels, is at the center of his consideration.
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A vivid expression of this» minimal self» was the «selfie
fever», which began once on the expanses of the My Space social
network, and after 2010 it covered almost the whole world.
In the end, it turns out that it is impossible to talk about this
«selfie» and the ghostly Self that it expresses without
pretending, outside of the smartphone and outside the media
space that P. Bourdieu wrote about. In 2015, a book was
published entitled with the phrase «Selfish» and consisting
of a whole collection of selfies of American celebrity Kim
Kardashian. This printed edition is, perhaps, the apotheosis
of the very culture of narcissism, the existence of which Ch.
Lash states. This very narcissism, which probably seems to be
a simple and superficial idea, is something much more complex
and requires additional clarification. An endless chain of self-
references and attempts at pseudo-self-representations,
manipulativeness and ultimately weakness — these are the
terrible symptoms that constitute this bizarre cultural
narcissism, which has found its full expression in the space
of modern social networks. The narcissist loses interest in the
future, but, unlike the person of retrotopia, he also loses
interest in the past, once understood as a place of not yet
violated hopes. The illusion of the past and the illusion of the
future are turned into the space of disillusionment and turned
into an empty signified that does not refer to anything. A selfie
is a manifestation of presence, and presence here and now.
Continuity and its illusion are lost, as well as faith in a ghostly
future: in their place was the same Narcissist with his desperate
search for a «minimum of self».

The diffuse «I» and the resulting inability to distinguish
between «Self» and «not- Self» declares itself as a compensatory
narcissistic mechanism, which, as has been noted, finds its
expression through the act of self-photographing and attempts
to reproduce it. If «to be» today means to manifest one’s
presence through a communication channel, that is, «to be
in the media space», then «to be a person» probably means to be
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that Narcissist, because it is the selfie that seems to become that
mediating and at the same time integral link connecting
a person and the media space, becomes a guide to the virtual.

A selfie is a kind of shout of the advertising slogan 1 did it,
which seems to have been filled with a lot of teeth. Once a new
kind of this very slogan, a pure and empty form and a challenge
to oneself, and today it is a replacement for the Promethean
ecstasy of competition, diligence and success. In his
text America [13] J. Baudrillard will write that the New York
Marathon will be the revived embodiment and probably the
main personification of this phrase for him. It will seem like
a victory over emptiness and the fever of senseless heroism, the
exaltation of winning. The same moon landing once became the
personification of a similar slogan: it had to be done, and we
seem to have done it. This action became a programmed
development of science and progress, however, its realization,
actualization did not awaken man’s former dreams about space
and space, but probably exhausted them. The effect
of uselessness seems to be embedded in the action brought
to an end. Into an action committed in order to prove
something.

Narcissus seeks to prove that he could do it: to realize his
own ambitions, to achieve success, in pursuit of which
a neoliberal model is being built and implemented, to satisfy
one desire after another, continuing the pursuit of the desire
to desire. Ultimately, suicide becomes such an action: relayed
through communication channels, demonstrated many times
to others, the notorious suicide note is nothing more than
a demonstration of | did it.

But the selfie, whatever form it takes, does not tell us what
is hidden inside this Narcissist. All our attempts to find some
introspection and confessional in this act are smashed against
the surface of the media as an indestructible barrier. The media
«I» is watching us, the video camera takes its hybrid form and
peers at us.
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It is symptomatic, as A. Perayka notes, that narcissism,
previously understood as a mental disorder, is now understood
only as one of the symptoms of psychopathic behavior. At the
same time, the pseudo-disorder «selfitis», an obsessive
dependence on selfies, spread in the media, is presented as an
officially recognized disease.*

A bizarre relationship in the context of considering the
phenomenon of selfies is found, oddly enough, with the image
of a mime. Marcel Marceau with his pantomime «In the Mask
workshop» today refers us to the cultural context of social
networks and selfies. Caught among various masks, the hero
of the performance tries on some of them: he rapidly changes
them, moving from the mask of joy to the mask of sorrow and
back. However, one mask seems to be «stuck» on his face, as if it
is fused with him. Unable to tear her away from her face, the
hero is in despair, and this despair may be caused by the fact
that the mask reveals the essence of the character, demonstrates
that she is not really a mask now. A similar motive is found
by researcher A.V. Gasilin in the context of considering the
Vendetta mask. [14] This mask is remembered mainly due to the
frightening, then mysterious smile that changes its emotional
context depending on the circumstances. She discovers, as
demonstrated by the mime Marcel Marceau, then sorrow, then
joy, then aggression... Static and frozen, the mask, however,
changes and shows its different facets.

The mask is ultimately endowed with subjectivity, ceasing
to be just a mask, and becoming an independent character. The
image captured in the process of self-photographing also

! Narcissism was excluded from the American edition of the
Diagnostic and Statistical Manual of Mental Disorders (Diagnostic
and Statistical Manual of Mental Disorders, or abbreviated DSM-5), it
is mentioned there exclusively as a symptom of psychopathic
behavior.
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becomes an independent character: it often acts as an avatar
in a social network, displacing the real image of a person. This
mask is endowed with subjectivity and claims to become an
operator of transgression, just as it happened in archaic cultures
with funeral masks, which were a kind of symbolic divider
between the world of the living and the world of the dead. The
role of a kind of separator between the real world and the media
world is claimed by the selfie with its attempts to represent the
«I» that escapes in the media space. However, these attempts do
not seem to lead to success: the selfie, being a prosthetic
extension of the media space, becomes not a divider, but
a substitute for the real, the very instance through which the
imaginable from the real world undergoes disappearance and
elimination.

At the same time, it seems important to say how this very
«Self», to which we inevitably appeal in the context of the
representation of a person in the media space, was
conceptualized. One of the most famous attempts belongs to J.
Lacan, who manifested that the «Self» is a function of the
imaginary. And it was precisely in the exit of a person from an
element of some typicality through an appeal to the Symbolic
space that he saw a constitutively human attribute. In his
theory, some intermediary — a machine or medium — will
become the most important element with which it will be
possible to appeal to the «Self» of a person. «The machine
embodies the symbolic activity of a person in the most radical
way», [15, 109] he bequeaths, thereby forcing us to turn to the
machine as the means by which, in general, a person begins
to reproduce his own identity and attempts to understand
himself.

The «mirror stage» of J. Lacan, introducing the subject into
some imaginary order, becomes one of those catalysts through
which the acquisition of the «Self» is possible.The conflictual
nature of dual relations reveals itself in this context: the child’s
interest is aroused not only by the representation of the real,
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that is, the image of the person himself performing a set
of certain actions, but also by a mirror image, which is an
invitation to perform in a certain world-a double of the real with
the help of an intermediary in the form of a mirror. Paradoxical
kinship in this context, it seems, will be found precisely with the
media and the media space: entry into it for a person in some
sense is a duplicate of the «mirror stage» for a child.

Henri Vallon, who believed that a mirror helps a person
to find their own identity, emphasized that a child looking
in a mirror for the first time turns out to be extremely interested
in what he saw, tries to follow his own image and devote a long
time to observing it. [16] This amazing process of recognizing
oneself in the mirror is also demonstrated, as it seems, by the
example of a person joining a social network, which is a kind
of iteration of the mirror. The media mirror claims to be
extremely lifelike, obviously only simulating it. In a system
of multiple images on a television screen, there is often a risk
of losing one’s own identity rather than gaining it, as was the
case with an ordinary mirror. Television is gaining a set
of statistical parameters and seeks to anthropomorphize it,
bring it closer to the human image, and therefore we often tend
to believe that we see ourselves or our improved version on this
screen.

«Other people’s eyes are looking out of my eyes», [17, 240]
M.M. Bakhtin states in the essay «Man and the Mirror», stating,
among other things, the excess of the Other in the mirror image.
The external turns out to be what displaces the internal, the figure
of the Other becomes the one to which a person obsessively
returns and to which he is equally obsessively oriented. A person
does not look at the world with an inner eye, but with an external
eye, an alien and alien gaze: in the end, the mirror image becomes
for him the apotheosis of the presence of the figure of Another,
ultimately displacing the inner, displacing the very «Self».

This very reflection in the mirror or the media
representation of a person does not tell us, as noted above,
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about the person himself, but only manifests the figure of an
alien Other. An intermediary in the form of media becomes
a kind of surface against which attempts at introspection and
confession inevitably break, as they would break against some
obstacle. A video camera conceptualized by J. Baudrillard is like
one that is constantly in our head, watching us in the form
of «Self» — hybrid and diffuse, which turns out to be unable
to distinguish this « Self» from «not- Self».

A person who found himself in the media space not only as
an observer of what is happening, but also as a direct
participant, became a figure whose actions were instantly
relayed via live communication channels. His «Self» has been
bizarrely transformed, and all attempts at self-presentation
have lost their confessional, turning into a series of references
to Another, watching through his eyes what is happening. Some
media «Self» turns out to be marked by this very informational
traumatism of the postmodern culture: it seems impossible
to find the person himself in it, the mask that replaced the
human face declares itself in this context, as well as in the
context of attempts to appeal to the real, not some
«transcendental signified» declares itself, but its trace, a series
of self-references.
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JIIO IO

1 Jho FOs0u — npodeccop MuctuTyTa dunocoduu Kuraiickoil akane-
MHH COLMAJIBHBIX HayK, MPHUIJIAICHHBIH HAay4YHBIH COTPYIHHUK IIPO-
rpamMMmbl Dynbpaiita, mermeraTt mo ocoObIM TMOpydYeHHsIM MeXIyHapo-
HOM accomManuy OJCTETHUKH, IIOMOIIHUK TEeHEpaJbHOTO CeKpeTaps
Kuralickoro scTeTHYecKoro 0o0IIecTBa, INIABHBIH pedaKTop XKypHayia
«Ocmemuxay. Cpenu ero myomukaumid: «Dcmemuxa owcusnuy, «HMcmopus
ananumuueckoi scmemuxuy, « Teopus cospemennoco uckyccmsa»,
«Dcmemurxa 6 nosceonesnoll sicuznuy, «Ilocne konya uckycemeay, « dcmo-
pus eusyanvhou scmemuruy, «Cospemennvie ucciedo8anus Kumatckou
acmemukuy, «bezepanuunvie neizasxcuy, «Mup niockuii u Kpacuswliiy,
«Cybsepcusnvle cmpamezuu 8 COBPEMEHHOM KUMANCKOM UCKyccmeey, « ¢
memuka nogceonesHou dcusnu: Bocmok u 3anaoy w «)Kueas scmemuxa u
Xyooxcecmeennuvlii onvim» (NpU3HAHA B KAa4yeCTBE OPUTMHAIBHOTO COYH-
HeHus B cnucke «Tpu cotHu»). OH Takke SBIISIETCSA TJIaBHBIM PEIAKTOP
OM TpeX M3BECTHBIX KHW)XXHBIX CepUil: «Dcmemura u UCKyccmey,
«Ocmemuka u uckyccmeosHanuey U «dcmemuKra nosceOHegHol HCUIHUY,

a TaKKe KHUTH « M HmMepebio ¢ MeHcOYHAPOOHBIMU ICIEMUKAMUY .

Kpome Toro, oH mepeBel IiAThb KHUT, B TOM 4ucie «J/lekyuu u b6eceowv
no acmemuxe, NCUXONOSUUU peNUSUOSHBIM YOexcOenuamy Jloosuea Bum-
eenwmena u «HMckyccmeou e2o ob6vexmuly Puuapoa Bonnxeiima, ony0nuk
oBaJ1 boJiee AecATH CTaTeHa aHIIIMICKOM si3bike B Journal of East-

West Thinking u kypupoBall Xyma0KeCTBEHHBIC BBICTABKH B Talleped U M
y3eu, BKIouas Hayuouanvuwiiixydoocecmeennvii mysetl Kumas, 4wien Me
JKIYHAPOAHOI0 peaakiuuoHHo-ro copera AU, 5 -moura: liuyd1217@sina.
com JlanHble opuruHanbHOM myOnukanuu: Yuedi, L. Contemporary
Chinese Living Aesthetics and Contemporary Chinese Art History //
Contemporary Aesthetics. Special Volume 6 (2018). Aesthetic
Consciousness in  East Asia  (electronic  edition):  https:/
digitalcommons.risd.edu/liberalarts_contempaesthetics/vol0/iss6/). March
13, 2018.
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3CTETUKA COBPEMEHHOI'O KUTAMCKOI'O
BbITA 1 UCTOPUA COBPEMEHHOT'O
KUTAUCKOI'O HCKYCCTBA

Iepeson ¢ anrnuiickoro opurunana Jlio Croeusicons*
Hayunas penaxuus C. A. [Jzuxesuqa®

Abempaxm

JKuBast 3cTeTHKa MOHMMAaJIACh OOJBIIMHCTBOM KHTAHCKUX YYEHBIX KaK
croco0 COeAMHHUTH XUBOH MHUP M TEKYILYIO 3CTETHYECKYIO NESTelb-
HOCTb. B 3TOl cTaThe paccMaTpuBaeTCs COBPEMEHHOE KUTalCKOe HC-
KYCCTBO C TOYKH 3PEHMS] HOBOI'O MBIIUICHUS XUBOW 3CTETUKHU. MBI
JINaXPOHUYECKH OIMIIEM HCTOPUYECKHE OTHOILIEHHUS MEX]Y 3CTETH-
KOM M HMCKYCCTBOM, a TaK)X€ IOIBITAEMCS CHUHXPOHHUYECKH PAacCMOT-
PETh TEOPHIO, CBA3BIBAIOIIYIO )KMBYIO 3CTETUKY U COBPEMEHHOE KUTaM -
CKO€ UCKYCCTBO JPYT C IpyTOM.

Kniouesvie cnosa

COBpCMCHHOC KHTaickoe HUCKYCCTBOBCACHHUEC, DCTCTUKA IMTOBCEAHCBHO -
CTH; OCTCTHKA XU3HH; DCTCTHUKA )KU3HHU DJIUTHI; DCTETHUKA XU3HHU,; ITIPO-
SIBJICHUSI HEOKUTANWCKOTO B HCKYCCTBC; IIOJIUTHYECKAA 3CTCTUKA KU3-
HH.

Beeoenue

Dcreruka xxuzam (H:FE 222, Sheng-huo-mei-xue) monuma-
nack GONBUIMHCTBOM KUTAMCKUX YUCHBIX KK CIIOCO0 COCIMHHUTD
)KHBON MHP U TEKYLILYIO 3CTETHYECKYIO ACSTEIbHOCTh. DCTETHKA
’KU3HU BBICTYIIAET 3a TO, YTOOBI 5CTETHKA BEPHYJIACh K SKU3HH,
uccienoBana Obl CTETHYECKYIO [EHHOCTD JKMBOIO MHpa, IOBBI-

Y o Cioeuscons — actupanT Kadeapbl 9CTETHKU (Qunocodckoro ¢a-

KyJpTeTa MI'y HMEHU M. B. JlomonocoBa, 3-mo4Ta:

Liu_XueZhen@outlook.com

2C. A. /Jsuxesuu — tnaBHbIN penaktop AU, noneHT kadeapbl dCTeTH-
ku punocodcekoro pakynpreta MI'Y umenu M. B. JlomoHocoBa, Hay4-
HBIN PYKOBOJIUTEIB acrupaHTa JIro CroeuxoHs,
s-nioyra: aesthesis@philos.msu.ru
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majia Obl ACTETHYECKOE KAauyeCTBO IMOBCEIHEBHOTO YXKHU3HECHHOTO
ONbITa U CTpeMUiIach OBl cojneiicTBoBaTh Onaromonyunio. «Ce-
TOJTHSI, BTOPSI IIPU3BIBY MUPOBOM CTETHKU K MEKKYITHLTYPHOMY
MOBOPOTY, KUTAWCKast ACTETHKA MBITACTCS HPUCOCITHHUTHCS
K TJI00aIbHOMY AUAJIOTY W, OJlaromaps MpUCYIeH ei >KUBOH dc-
TETHUKE, 00HAPY>KUBAIOIICHCS B ,,HCOKUTANCKOCTH ‘, BHECTH BaX -
HBIM BKJIaJ BO B3aUMOINPOHUKHOBEHUE KUTAMCKOMN U 3anagHoM
acTteTukmn». [1] DcTeTHka >KU3HU CUUTASTCS BaKHBIM IIPOPHI-
BOM B 3CTETHUKE, U B HACTOSIICE BPEMs TEIECPh OHA IOJIy4acT
IIEJIOCTHOE pa3BUTHE B KUTalckoi Mbicu XX| Beka.

Haunnas c 1950-x romoB, MeXJay COBpPEMEHHBIM KHUTali-
CKHM HMCKYCCTBOM W 3CTETHKOW >KU3HU CHOPMHPOBAITUCH YHH-
KaJIbHbIE B CBOEH OCHOBE OTHOIIeHHUs. B 3Tol cTaTtbe 00CYyX-
JIaeTCsI COBPEMEHHOE KHTAMCKOE HCKYCCTBO C TOYKH 3PCHHS
HOBOI'O MBIIIJIEHUSI DJCTETUKH JKU3HU. MBI ANaXpPOHHUYICCKU
OIMUIEM HUCTOPUYCCKUEC OTHOIICHUSA Me)K}ly 3CTETUKONH U HC-
KyCCTBOM, a TaK)Xe€ IMOMBITAEMCSI CHHXPOHHYECKH PacCMOTPETh
TEOPHUIO, CBA3BIBAIOIIYIO JKHUBYIO ICTETHKY U COBPEMEHHOE KH-
Talickoe HCKyccTBO. He3aBHCHMO OT HCTOPHUYECKOTO OIMMCAHUSA
WM TEOPETUYECKOT0 aHaJIN3a, KIFOYEBBIM CIIOBOM SIBIISCTCS
«wkuBoe» (1 , shenghuo). B KuTalicKOM s3BIKE TPOLIECC JKU3-
Hu, win sheng-huo, He O3HauaeT >XKM3HU B 3HAYEHHH ZOE, YTO
BBIpaXKaeT HEMOCPEACTBEHHYI0 pEaJbHOCTh JKU3HH, OOIIYIO
JUTSL )KUBBIX CYIIECTB, HO OHO TMOXO0Xe Ha bios, 4To pukcupyer
dbopMy wmim cnoco® JAODKEHCTBYIOMICH JKWU3HU HMHIAWUBHIA,
rpymmsl. [ 2]

B knaccuueckoll KUTaWCKOM KyJbTypEe CYLIECTBYET €cTe-
CTBEHHAs, TOHKAasl CBA3b MEXKIY JKU3HBIO U &» (KpacoToil, Ha-
9yuHAsg OT «BKyca» B 3HA4YeHHH B3aWMOCBS3aHHBIX YYBCTB
JI0 OYMILEHHOI0 JCTETHUYECKOrO BOCIPUATHUA), U «Z» (MCKyC-
CcTBOM, HaunHas oT 0000meHHbIX [llecTn uckyccTB B KOHDYITH -
aHCKOM KOHTEKCTE 0 YHCTOT'O MCKYCCTBa B CETONHSIIHEM 3Ha-
gyennn). Ha camoM pmerne, Kilaccudeckasl KHTalcKas 3CTETHKA —
ATO CBOETO pOJia KUBas ACTETHKA. DTO O3HAYAET, YTO KYJIbTypa
U WCKYCCTBO COBpeMeHHOro Kuras mo-tmpexHeMy BKIFOUCHBI
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B Tpaauliuro JKUBOU 3CTECTUKU U HUKOIrAga HC 6yI[yT HNCKJIIKOYCHBI
13 HEC, MMOOTOMY H3YUYCHHUC HUCTOPpHUU KHUTaHCKOTO HCKYCCTBa
C TOYKHU 3PCHHUA JKMBOI1 3CTETHKH BIOJIHE nIpaBOMECPHO.

Ilonumuueckan yncueasn Icmemuxda, npeOMobepan, peanusm

1978 ron crajn HavyaJloM KUTAWCKOrO COBPEMEHHOT'O MCKYC-
cTBa. /3-3a MOJMTHYECKON CUTYyallUH U KYJBTYPHOI'O OTAEIEHUS
ot Coserckoro Coro3a, HauaBIIETOCS B CEpeJUHE NBAAIATOTO
BEKa, KUTaliCKOMY COBPEMEHHOMY MCKYCCTBY OBLIO TPYJIHO MPH-
HSITh COBPEMEHHOCTb. B TO ke BpeMsi OHO HE MOTJIO IPOJ0JIKATh
XYI0’KECTBEHHBIE HCCIEJ0BaHUs MOJEpPHU3Ma, HauaThle B Ha4ya-
nie Beka. Takum 00pa3oM, HCTOPHUECKHE YCIOBUS OBLIN IMOJHO-
CTBIO TOMOJEPHUCTCKUMH.

C 1950-x no 1980-x romoB kuTalickoe MCKYyCCTBO BCEIIEJIO
MPENCTABISAN0 CcOOOM peanu3anuio KOHIENIUH COIUaINCTHYE-
CKOTr0 peajin3Ma, 0co0eHHO B nepuosi KyabTypHOU peBOIIOINH,
KOTOpasi cTajla MUKOM BCEIOJAaBJISIIOIIETO peajnu3Ma C KuTaii-
ckoil crienuukoii. M3-3a GecripenieIeHTHOr0 KyJbTYPHO-CTaH-
JapTU3UpyoIero Bo3aeicTBus KynbTypHONW pEBONIONUM KH-
TalilCKOoe MCKYCCTBO MOTJIO M300pakaTh TOJBKO JINAEPOB, CPEAU
KOTOPBIX JOMHHHpOBaIH 00pa3bl Mao I[33nyHa, a Taxxke yda-
cTHE PabOYNX-KPECThSIH-COJIIAT, B aCHeKTe MX y4acTHUS B PEBO-
JIIOLUMOHHOM JBWXXEHHH. DTH 00pa3bl MpEyBEIUYECHBI 10 «BO3-
BBIIICHHBIX, OJArOopoJHBIX U COBEPIICHHBIX» U IOMEIIEHBI
Ha (GOH «KPACHBINW, BBIACICHHBIH W spkuit».[3] I[lomobubie
HCTOPUUYECKHUE TOPTPETHI ABJSIOTCA CHEIU(PUIESCKONH MPOMEKY-
TOYHOU (POPMOIi, pacmionararomeincs Mexxay MopTPETOM U UCTO-
pUYECKON >KMBOIHKCHIO, ITOTOMY YTO 3TH IEPCOHAXHU JOJKHBI
OBLIM OBITH MOMENIEHBI B HCTOPHIECKHE OOCTOSTEIbCTBA U i -
CTBHS, 4TOOBI NMOTYEPKHYTh MPAKTHYECKOE 3HAUYCHUE PEBOJIIO-
115078

Kpeno «uckyccTBO M3 JKM3HM, HO BHE JKH3HU» MPOUCXOINUT
u3 «Peun Ha Sdupanckom DopyMme JUTEPATYpPbl U UCKYCCTBa»,!
B KOTOpPOH, C OJHOM CTOPOHBI, HCKYCCTBO, HCTOYHUKOM KOTOPO-
TO SBISETCS KU3Hb, OBLIO BBIJIEJICHO HE MPOCTO KaK KOMHS
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! Invans — teppuropust Kuras, rje HaX0IuJI0Ch BO BPEMSI ITIOHCKOM OK-
Kynamuu Bo BpeMst Bropoil MupoBoii BOiHBI pykoBoacTBO KoMMyHU-
cruueckor maptun Kuras (KIIK) Bo rmaBe ¢ Mao L[3aaynom. Otryzna ocy-
IIECTBIISUIOCH PYKOBOJCTBO KaK aHTHOKKYIAI[HOHHOM 60pr0OHi, B yacT-
HOCTH, AeiicTBuaMu HapoaHo-ocBobonurensHoi apmun Kutas (HOAK),
TaKk ¥ OpPraHHU3AIMOHHO-IIOJIUTHYECKas] KOOPAUHALMS BCEeH NeATelbHO-
ctu maptuitHeix opranmzanuii KITK. HeoTeemitemoit yacThio 3TOT0O OBLITO
U UIEOJIOTHIECKU-TIOJIUTHIECKOE PYKOBOACTBO ASSITEIIFHOCTHIO Map-
TUWHBIX OpraHN3aii U UX OTHOIICHWSIMHU C HEMTaPTUHHBIM aKTHBOM
¥ HOJIMTHYSCKUMH IpOlleccaMy BHE MTapTHH, KOTOPHIE IMO3BOIMIIHA OBl
MapTUHHON JINHUY BO3001a1aTh B oOmecTse. CielyeT 3aMeTHUTh, YTO
NPpUHLUIEI ToauTHdeckoi nestenbHocT KITK, B TOM uncie u B uneosio-
TUYeCcKoii 00J1acTh OBUIN BEIKPUCTAIIIN30BAaHBI HMEHHO B SSTHhaHBCKHI
nepuoa. iMeHHO B 3TO BpeMs copMHUpOBajiach XapakTepHasi HallHo-
HaJIbHO-KYJIbTYpHas crienudrka KUTalCKO BEpCUH MapKCHU3Ma Kak I10-
JIUTHYECKON TEOpHH M KHUTalCKasl BepCHUsi KOMMYHHCTHYECKOTO CTPOU-
TEJIbCTBA KaK IOJIUTHYECKOH pakTuku. OHU sIBHO pedepHupoBalii K Tpa-
JULIMOHHOMY KyJIbTypHOMY camoco3HaHuto Kuras. Tak, Hanmpumep, of-
Ha 13 nonutndeckux kammnanuii KIIK nocrtatoyHo mo3gHero BpeMeHH,
CBsI3aHHAs CO CMEILEHHEM U pa3BeHYaHHEM OJHOIO U3 IeépoeB OCBOOO-
IUTENIbHOM 60pb0ObI Mapiiaia JInue bsio monyunia aiist cBoero ¢GyHIUpoO-
BaHUs Ha3BaHue «bopvba ¢ Jlunv bsio u Kongyyuem», 1 NeHCTBUTEIBHO,
BKJIFOYAJIa B CE0s 3JIEMEHThl aHTUKOH()YLIMaHCKOH PUTOPUKH; ITOJTUTH-
YEeCKHE UM YIKOHOMHUYECKHE MEPHI 110 3KCTPEHHONW MHIAYCTpHaIU3alun
0JTy 4HJIu 00pa3Hoe Ha3BaHUe « Bonbuiozo ckaukay, pedepupys He TOJIb-
KO K OOBIYHOH SKOHOMHYECKOH JUHAMHUKE M TEMIIAM X0Ja COLMAJIbHBIX
OPOLIECCOB, HO U, HAIIPUMED, K KYJIbType TPaIAULIMOHHON KUTaNCKOMI
00opbOBI KyHT-(Y, I MEIJICHHbIC CKOHIICHTPHUPOBAHHbBIC IBHIKCHUS
CMEHSIOTCSI PE3KUMHU pa3siIUMHU BBINAJAMH, IPUHOCIIINMU NOOETy, H,
B TOM UYHCJI€ IPUHATHI U BBICOKHE M MOIIHBIE CKaYKH, HEOOXOAUMBIE IS
TOTO, 4TOOBI 3aHSITH JIyUIIIYIO ¥ BBITOJHYIO MTO3UIUIO, TTO3BOJISIFOIIYIO
B MTOT€ OJIepKaTh nodeae B cxBaTke. O sSIHbaHCKOM IIEPUOJIE EATEIb-
HocTH pykoBoacta KIIK cm., Hanpumep: Bradoumupos, I1. 11. OcoOwrit
paiion Kuras. 1942—1945. M., 1973. 3nech u Aajiee MOCTpAaHUIHBIC
CHOCKH IIPUHAJUIe)KAT HAYIHOMY peakTopy nepesoja. — C./[.
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" AyOJuKaT >KU3HU, a KaK COBEPIICHHOE CIIUSHHE )KU3HU U UC-
KYCCTBa, a C IpyTrO¥ CTOPOHBI, IPONU3BEICHUS] HCKYCCTBA OBLIN
OIpeJieJIeHbl KaK 0ojiee KOHIIEHTPHUPOBaHHEIE, Oojiee THUINY -
HBIE, OOJiee HaealbHble, YeM IMOBCEIHEBHAs XM3Hb. C TOYKH
3pEHUS CETOAHSIIHETO JHsI, 3TO CBOETO poJa MOJIUTHUYECKas 3C-
TETHKA )KU3HU ¢ KuTalickod cnenudukoii. OHa HAIPSIMYFO BOC-
MpUHsUIA TEOPUIO0 HCKyCcCTBa UEpHBIIIEBCKOTO, PYCCKOr0 AEMO-
KpaTa, a TaK)X€ KOCBEHHO HMMeJla MOJATEKCT MECTHOI >KMBOU
CTUJIM30BaHHOM 3CTETUKHU. PyKOBOJCTBYSICH 3TUMH dCTETHYE-
CKUMH NMPUHUIUIAMU, «XYAO0KHHUK JOJDKEH MPOXKHUBATH KaXKIbIi
MOMEHT CBOCH XH3HH B 005X (MTOJIUTHYCCKOU O0pbOe), M OpaTh
HaOJIFOJICHUS U ONBIT B KaXKJIbIH MOMEHT CBOEH )KU3HWY, U Nep-
BbIM OXXHJaHUEM XYJOXHHUKA SABJISICTCA «AyX CcOoMaJiu3Ma B €ro
pa6ote». [4 ]

HNHTepecHO, 4TO Teopusl UCKyccTBa UEpHBILIEBCKOIO, KOTO-
POro HEJIb3d NMPUYUCITNUTH K 3HAYUTCIIbHBIM d)I/IpraM B UCTOpHUH
MHUPOBOM O3CTETHUKH, CTaja OOIICNPU3HAHHOW 3CTETHYECKOU
JTOKTPUHOU B KHUTANCKOW TEOpHUHU M MpakTHKe HucKyccTtBa. Oc-
HOBHasi KOHLECIIUS €ro TEOPHH, 3aKJIIOYABIIAsACA B TOM, UTO
KpacoTa €CTb KU3Hb, CUUTAIaCh HOpMOIi: «Bce, B 4eM Mbl BU-
UM XKU3Hb, KOTOpasi IOJKHA OBITH 10 HAIllEMY Pa3yMEHHIO,
€CTh KpacoTa; BCE, YTO ITOKa3bIBACT KU3Hb WJINW HAIIOMHHAET
HaM O KH3HHU, €CTh KpacoTay. [5]

B mepBoli 4yacTu €ro TEOpUHU €CTh [Ba 3HAMEHUTBIX
MPOTPECCUBHBIX KOHIENTA: «KPacoTa — 3TO KU3Hb» U (OKU3Hb,
KOTOpasi IOJDKHA OBITH», IIOCJIEIHEEe O3Ha4YaeT, YTO KpacoTa
MMOKa3bIBAaCT XU3Hb M HAIIOMHUHAET HaM O JKM3HHM IO YTJIOM
3pEHUS CO3/IaHUS U IPUHATHS HCKYCCTBA.

HckyceTBO cOMUamIMCTHIECKOTO peann3Ma abCoIOTHO COOT-
BETCTBYET 3TUM UYETBIPEM AOKTPHHAM: 1) KpacoTa ecTh KU3Hb —
9TO CaMoOe€ CYMIECTBEHHOE TpeOOBaHHWE, U OHO TpeOyeT, dTOoOBI
HCKYCCTBO OTPa)Kalio PEalbHYIO )XKU3HB; 2) KpacoTa eCTh XU3Hb,
KOTOpast JOJKHA OBITH, SIBJISIETCSI O0jiee BRICOKOW, M 3TO JTIOJKHO
pemats mpodiieMy TOro, Kakoil o0pa3 KHU3HH JOJDKEH OTPaXaTh-
cs1; 3) KpacoTa JI0JDKHA MOKa3bIBATh KU3Hb, TPEOyYs OT XyTO0KHU -
KOB OTpa)kaTh 00pa3 >KMU3HHU, KOTOPBIH OHU JOOPOBOJILHO BEAYT;
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u 4) KpacoTa J0JDKHA HATOMUHATh HaM O YKU3HU, TO €CTh 3pUTe-
JI1 MOTYT OBITH CBHJAETEISIMH >XHU3HU B IPOU3BEICHUSIX HCKYC-
crBa. Takum 06pa3zoM, KOHLENIHSI «KpacoTa — 3TO KU3Hb» BCe-
CTOpPOHHE OIpeJeNInIa CYTh U aTpUOYTHl HCKYCCTBAa KUTACKOTO
COLIMAJINCTUYECKOro peanusmMa. JIutepaTypa U HCKYCCTBO JTOJDK-
HBl CIIY)KWUTHh IOJUTHKE, U B KHTAlCKOM pealii3Me 3TO OBLIO
peoOpa3oBaHO, YTOOBI CIYKUThb M OBITH NPUHATHEIM pabouynmu,
KpecThIHaMH U COJIJaTaMM, U B KOHEYHOM UTOre CTaTh IOJUTHU-
YEeCKUM OpykHeM B ux xu3HU. KoHmenmus «kpacora — 3TO
JKU3HB)» 3aKJIIOYAEeTCs B CTPEMJIEHHHU I10Ka3aTh, UYTO >KHMBOE —
9TO y4eOHHK MCKYCCTBa, U B TO YK€ BpeMsl MOJYEPKHYTh HE00XO-
JIUMOCTh CYAUTh O (peHOMEeHe XM3HH. Takum oOpa3oM, )KU3Hb,
MOKa3aHHas B MCKYCCTBE KMTAaMCKOT'O COIIHMAIMCTHYECKOrO pea-
Jiu3Ma, — 3TO JKU3Hb 110 BBIOOPY, a MpeIecTByomas uaeoso-
THUsl BMCIIMUBACTCA KaK B )KU3Hb, TaAK U B HICKYCCTBO.

DTa KOHLENUIHS HCKYCCTBA COOTBETCTBYET EBpOIEHCKOM
TEOPUM PEIPE3CHTALUH, COTJACHO KOTOPOH HCKYCCTBO MpEn-
CTaBJISIET MHUp, MOCKOJIBKY OHa TpeOyeT, B 4YacTHOCTH, YTOOBI
MaclIsiHasl KUBOIIUCH «HM300pakajia MpeIMEThl TaKUMH, KaKue
OHU €CTb B IIPUPOJE, U TAKUMH, KAKUMHU UX BUJEIM HAIIU Ija-
3a». [6] T'maBHOe, 4TOOBI 3pUTETH BUICIH HE POJCTBEHHBIN
3CKHU3, BEJIMKOJIEIHbIE Ma3KM MU KPAacHUBYIO KApTHHY, a JKHUBBIX
JIIOJIEH ¥ UX HacTpoeHue. B pe3ynpraTe OpUeHTaluu Ha 3Ty T€O-
pUIO YIPOIIEHHOI0 MaTepHaln3Ma, Mbl BUJIMM B KHUTalHCKOM
HCKYCCTBE TOTO BpPEMEHHM B OCHOBHOM IOJUTHU3HPOBAHHYIO
JKU3HBb. DOTO OOBSICHAETCA TEM, YTO IOBCEIHEBHYIO KM3Hb, CBSI-
3aHHYIO C YeJIOBEYECKOH NIPHUPOJIOH, TPYIHO H300pa3UTh MHOA
JIaBJICHUEM IIOJMUTHYECKOr0 co3HaHuA. HampoTuB, moutm Bce
MIPOM3BENICHUS UCKYCCTBA HEIMOCPEACTBEHHO OKpAIIICHBI B I[BETA
3CTETHKH MOJUTHUYIECKOHN >XU3HU, B OCHOBHOM 3TO COIMAJIbHBIC
TEMBI, OT PEBOJIOIMMOHHONW NESITEIBHOCTH A0 IPOU3BOACTBEH-
HBIX IIPOIIECCOB; a)ke COOCTBEHHO YacCTHAs )XKMU3Hb, KaK, HAIIPH-
Mep, ceMeiHas KU3Hb, TOJIUTU3NPOBAHA.

Tak, Ha MOIUTUYECKOM IUTIaKaTte BpemeH KynbTypHOU peBo-
JIIOIMH, UMEIOIIIEM BHEIIHUH OOJIMK HapOIHBIX HOBOTOJTHUX
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KapTUH, yJIBIOAIOMIAsCS CEeMbs W3 IIATH YeJOBEK (PaKTHUSCKH
MpE/CTaBIsIeT COOOH HMHTEPHpEeTaluio CJIOB, HAMMCAHHBIX
B BepxHel vacTu makara: «[Ipencemarens Mao nmpuHOCHT Ham
CUACTIIUBYIO JKU3HBY».!

Hacrosimuii moBopoT B KHTaiiCKOM COBPEMEHHOM HCKYCCTBE
MIPOU30IIEN B paMKax peanu3Ma, 0e3 0co00il poJin HHOCTPaHHO-
ro BIUsIHUA. B TO BpeMsi MaciisiHast )KUBONHMCH, HECOMHEHHO, 3a-
HUMaJIa JOMUHHDpYIollee nosnoxeHue. Ilocie oxonuanus Kynb-
TypHOU peBontonnu B Knutae XyIOXKHUKH MacIISTHOM >KUBOIIHCH,
HCIBITHIBAS IITyOOKOE BIMSTHUE MPEKHUX TPAJIUIUN, Hadalld CO-
371aBaTh HOBBIE mpowusBeieHUs. CONPOTUBILISICH TEMaTHKE
KyJIbTyPHOH PEBOJIIOINHM, B KHUTAMCKOM HCKYCCTBE HEHaJ0JITO
HNOSIBWJIMCH TaK Ha3bIBAEMOE «HCKYCCTBO LIpaMay, OOBHHSIOIIEE
KYJIBTYPHYIO PEBOJIIOLIMIO B Ka4eCTBE CBOEW TEMBI, U HapOJHOE
HUCKYCCTBO, OOpalleHHOEe K POAHOH KyibType. MHTEpecHo, 4TO
B OTHOILIICHUU CTHJIEBOW OPHEHTAIIMHU MEPBOE JIETKO COYETaJOCh
C 3CTETU3MOM HENOJHUTHYECKOIO COJIepKaHus, a BTOPOE — C Ha-
TypaJIU3MOM HEIOJIUTHIECKOH ()OPMBL.

OAHaKo 3TH XyJI0’)KECTBEHHbBIE IPUINBBI U OTJIUBBI BCKOPE
HCYE3JIH, U UCKYCCTBO OBICTPO CTAJIO0 MCKYCCTBOM MaHEPHOTO
peanu3Ma U pealrcTUYeckoro Maneepusma. C Tex mop Oosblie-
ro ycmnexa noOmiach HEOKJIaCCHYECKas MacisHas >XUBOITHCH
aKaJeMHUUYECKOI reHeaJoruu, a 3aTeéM TaK Ha3bIBAEMOE HCKYC-
CTBO <CKMBOTO ITOTOKa», XOTSI OHO U HE OCBOOOIMIIOCH OT OHIH-
aJIbHOTO coleprkaHusl. B HCKyccTBe )KMBOr0 MOTOKa Hamuboee
roy0okoe BiIusHHE okazana «Tuberckas cepusi» UsHp [laHbpmu-
Ha. «TubeTckas cepusi» OTBEPraeT CoieprKaHHE-IpaMaTH3aLHI0
1 GOpMy-KpacoTy TPaIHIIHOHHOIO peaaru3Ma U CO31aeT Hero-
CpeACTBEHHbIE KOMHUH 00pa30B sxuTelneil Tubera Ha KapTUHAX,
3aBOEBEBIBas 3pUTEJIE CBOEH TIIyOOKOH KYyIBTYpHOUW CHIION
" ecTecTBeHHOCTHIO0. Kimaccuueckas padora «Oten» Jlo YxyHmn

1 CM. s GONBINMHCTBA TPUBOAMMBIX B TEKCTE NMPUMEPOB HILTIOCTpA-
IIMU B KOHIIE TEKCTa, MpeI0CTaBIeHHbIe aBTOpoM. — AU.
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BO3BpAIlaeTCs K HAPOJAHOMY HCKYCCTBY W IPEICTaBISET CTHIIb
(doropeann3zmMa amMepuUKaHCKOro HcKyccTBa. OHa IpenCcTaBIsIET
JIMIIO OTHA, KOTOPBI HECET Ha XOJICTE IMEPHIIETHH THICSYEIIeT-
HEW KHUTAWCKON KyJIBTYpBI, 3aMEHSS MOJHTHYECKOE MBIIIJICHHE
KYJIbTYPHBIM pa3MbIILICHHEM. XOTsI 3TH IPOU3BEICHUS Heope-
any3Ma MepBOHAYaJIbHO MMENIHN yCIeX M BEPHYJIU TPaIULIHIO pe-
anu3Ma K JCHCTBUTENBHON JKU3HHM, IPOTpecC W HMHHOBAIUU
B MCKYCCTBE YKa3bIBalOT Ha TO, YTO MOJEJIb peajin3Ma Hen30exk-
HO IPHUJET B yNaJIoOK.

B kaudecTBe KOHIIENIIMH UCKYCCTBa, TpeOylomieil, 4To0bI HC-
KYyCCTBO M300pakajo TUITHYECKHEe 00pa3bl B TUITMYECKUX 0OCTO-
SITEBCTBAX, 51 371eCh MPUBEAY ABa HanOoJiee TUIMTUYHBIX ITPUME-
pa COIMAIMCTUYECKOTO peaju3Ma: MpPOU3BEJCHUE HapOIHOrO
UCKYCCTBa, CO3/IaHHOE MaccaMH, M NPOU3BEICHHE XYJIOKHHUKA.
B nepuon KynbeTypHoii peBomtoinu Habmroaancs OyMm HCKyCcCTBa,
n300pakaroIiero Macchl, BocxBajsomue KylnbTypHyO peBoJIto-
uuio. B ogHOM U3 mpowu3BeneHui (ymoMHHAaBIIEMCS BBIIIE. —
Ilep.), MOTUTUYECKOM IIJIaKaTe C YEPTaMU KapTHUHBI HA HOBOTOJI-
HIOI0O TEMY U COBPEMEHHOTO KaJICHAApHOIO IIJIaKaTa, POIUTEIIN
COOMPAIOTCS 32 CTOJIOM BMECTE CO CBOMMH JETHMH, M X yJIBIOKH
[IOKa3bIBAIOT CYACTJIMBYIO >KM3Hb. bosiee Toro, Hagmuch Oe3bl-
MSIHHOT'O XyJIO’KHUKa B BEpXHEH 4acTH IjIakaTa IOJHOCTBIO pac-
KpbIBaeT TeMy: «CuacTiuBasi KU3Hb, KOTOPYIO IOJAapWJI Ham
npencenareabs Mao». 9TO HaBOAUT Ha MBICIb, YTO CYACThE CeE-
MbH HCXOJIHT OT Jujepa Mao LI3anyHa, ubsi ¢porTorpacdus Obuia
IIOMEIIIeHa B LIEHTPaJIbHOE MECTO 3a CEMbEH B KauecTBe (poHa.
Hpyroii npumep — kaptuHa « [ssHpaHEMAHB», HantncanHass CyHb
3eicu B 1964 rony. Tema 3Toif KapTHHBI, KOHEYHO K€, CHOBa
cuacT/IMBas )KU3Hb, U OHA MPEACTaBIsIET co0OM «poTorpaduror»
TpPEX NOKOJIEHUN KPECTBIHCKOW CEMBM, CTOSIIUX Ha TsHBAaHb-
MaHb.! [leHTpalbHOEe MECTO HA KapTHHE 3aHUMAET Jel, H, CO-
TJTACHO MYXCKHM IIOBHUHHUCTHYECKHM IIPEACTABICHUAM TOTO
BpEeMEHHU, Ha KapTuHe HeT 0aldymku. OgHAKO HACTOSIIHAM OT-
LIOM 3TOM CHACTJIMUBOMN CEMBbM SBJIsAETCS HE nen, a Mao L33ayH,
n300pakeHHBIH Ha MOpTpeTax mpezacenarenss Mao Ha 3aJHEM
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IJIaHC KapTHUHBI. Ha (1)0He OOnBIION CTpaHbI, I'AC )KUBET OTa Ma-
JICHBbKAas CEMbs, ClipaBa — FBapZ[efILII;I HapOHHO-OCBO6OI[I/ITeHL'

HOH apMuH, clieBa — JEMOHCTPAllMA 3THHYECKOH CONHMIapHO-
cTy, a roryboe HebGo u Oenble 06aKa — CHMBOJ KOMMYHH3Ma
B OynmymieM.

dcmemuxa Inumnon yHcuznu, npoceewieHue COBPEMEHHOCMU U
MoOepHu3Mm

ITocne ynaaka coMaJIuCTUYECKOTO peaau3Ma KUTalCcKoe Co-
BPEMEHHOE HCKYCCTBO IIO-IIPEXXHEMY Pa3BHUBAJIIOCH B COOCTBEH-
HOW 3CTETUYECKOH JIOTHKE, IMBITasiCh HAWTH HOBOE HaIpaBJICHHE
XyJI0’KECTBEHHOI'0 TBOpPYECTBA B paMKax peanu3dma. Ho HacTosi-
miee BIMSHHE HAa COBPEMEHHOE KHUTaliCKoe HCKYCCTBO OKa3ala
BHEIWIHAs cuia. Kak BaxHOe «MHOE», COBPEMEHHOE HCKYCCTBO 3a-
naja 0OKas3ajo CHJIbHOE BJIMSHUE Ha KUTalickoe HOBeilllee UCKyc-
cTtBo. HaumHast ¢ XygoxecTBeHHOro aBMkeHus: «HoBast BoixHa»
B 1985 roxy m 3axkaH4MBas BEICTABKOIl COBPEMEHHOI'0 UCKYCCTBa
B Kurtae B 1989 roay, coBpemeHHOE HCKYCCTBO CTAJIO IIPaKTHYE-
CKM €IUHCTBEHHBIM OpPHMEHTHUPOM JJIsi KUTAWCKUX aBaHTapiu-
CTOB, a TaKXe OKa3ajo Ba)xHOE, HeoOpaTuMoe BO3ICHCTBHUE
Ha BCE BUJIBI HCKYCCTBA U €T0 MpeCTaBUTEIICH.

XoTsl mpeAcTaBICHUsI MOJEPHU3Ma BCe €lle JOMUHHPOBA-
JU B JIHMCKypce, KMUTAalHCKOE aBaHTapJIHOE€ HCKYCCTBO yX€ BBI-
LIUI0 HAa CLEHY HUCTOPUYECKOTO KOHTEKcTa. BaxkHOU couuaiib-
HOH OCOOEHHOCTBIO 3TOTO MCTOPHUYECKOrO dTala CTalo TO, YTO
XyZOXXHUK KaK JIMYHOCTh HadaJl OTAENSATHCS OT HAllMU U TNIpH-
HMMaTh CBOIO HE3aBHCHMOCTH OT HAI[MOHAJIBHOM HIECHTUYHO-
ctu. CdopmupoBanacek MoIelb AyaJIHCTHYECKOH ONIO3ULIHH
MEXAy JJIUTApHOW M MaccoBOl KyJbTypoild. B TO Bpems
dbunocodus CYOBEKTUBHOCTHU repMaHCKOTO ¢dunocoda
NmMmanyuna Kanra

! Tanvanvmsne — tutomans B nentpe [lekuHa, rae 3aTeM HeCTy4YaHO
MPOU3OIIIN 3MOXAJbHBIE M 3HAKOBBIC BBICTYIUICHHSI NPOTHUB HETaTHUB-
HBIX CTOPOH NpeuiecTByolero nepuona B 1989 rony. — C. /L.
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Obl1a oIOKeHa B (yHIAMEHT KUTACKOW COBPEMEHHO- CTH.

Kak ¢opma panmoHanmbsHOTO OOOCHOBAHHS OCBOOOKIEHHS
YyBCTB, ICTETHKa pacmpocTpaHumiiack mo Kuraro, m screTnye-
ckas pediekcus o0pelia MonmyIsIpHOCTh. XyT0XKHUKOB BIOXHOB-
JISJIO CTpEeMJIEHHE K XyJO0’KECTBEHHOW aBTOHOMHMH W 3CTETHYE-
ckomy co3HaHuio. 1980-e roabl MMeT oco0oe 3Ha4YeHUE s
COBPEMEHHOW KHUTaNCKOW KyJIbTYphl, U COBPEMEHHOCTb ITOJTy4H-
ma cBoe Bo3poxxaeHue B Kurae. IIpu3blB 3aMEHUTH 3CTETHYE-
CKUM BOCIIHTAaHHEM pPEJIMTHO3HOE B JABM)KEHUH UeTBepTOoro mas
MPOJAEMOHCTPUPOBAl YHHUKAJIbHBIE XapaKTEPUCTUKU KHUTAHCKO-
ro MyTH CTPOUTENBCTBA COBpeMeHHOCTH. Ho oHO HuKoraa
HE CTaJKHBAJIOCh C PEJIUTHO3HBIMU BOIPOCAMH, KaK 3TO OBLIO
B EBpone, a cTOIKHYJIOCh ¢ MPOOJIEMOI ACTETUYECKON COBpE-
MEHHOCTH, IPEKAC, Y€EM CTOJKHYTLCSI C counaanoﬁ MOACPHU -
3alUEn.

3agaua MmoaepHusanuu B Kurtae eme He pemieHa. B cioxxHBIX
YCIIOBUSIX COBPEMEHHOCTH KHUTAHCKOE HCKYCCTBO MPOA0JIKAIO
CBOIO TPAaAMIHIO, HO OT HETO TPeOOBaIOCh HECTH CBETCKYIO CIa-
curesnbHyo Qyakiuto. B 1980-e roabl MOAEpPHUCTBI paccMaTpH -
BaJIM ce0s B MEPBYIO ouepelb KaK COIMAIbHBIX 3aKOHOAAaTeleH,
B XYIOXECTBEHHBIX Kpyrax cdopmupoBanack ocobasi cdepa
U CUCTEMa KyJIbTypbl caMOIUCIUILINHEL [lockonpky scrermye-
CKHUH MOJEpPH CTaJl MPOBOJHUKOM COIIMAIIBHOTO MOJIEPHA, 3CTE-
THYeCKass U XyHOKeCTBEHHas (YHKIMS, KaK MPOTUBOICICTBHE
MOJUTUYECKOH HIE0JIOTHH, CMOTJa TOJYYUTh IIOBBIIIEHHOE
BHUMaHUE B 310Xy pedOpM U OTKPBHITOCTH. B 3TOM mMcTopuue-
CKOH CHTyalMy Ha CIEHY BBIIIJIO COBPEMEHHOE HCKYCCTBO, KO-
TOpOE CHadyajla HEMOCPEICTBEHHO aCCOLMHUPOBAIOCH C ICTETH-
YEeCKHM MOIEpPHOM, a 3aTeM 00pa3oBajo C HUM 0Oojee TOHKYIO
KOMOMHAIUIO.

ABaHTapIHOE HCKYCCTBO ITOCTENIEHHO BO3HHKJIO OJHOBpE-
MEHHO C IPYToil pasHOBUAHOCTHIO KOHTP3CTETUYECKOI'O OTHO-
mweHusi. Kuraiickuii aBanrap nosiBUJICS B TO BpeMsl, KOI/Ja €B-
poneickuil aBaHrapi y»Ke€ yracaji, NpeBpallaschb B IOCTaBaH-
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rapja, IOTOMy 49To OH (KHTalCKu# aBaHraph - /lep.) cHadaia
BBICTYIIaJI IIPOTUB ITOJIMTHYECKON HIAEOJIOTHH, a 3aTEM CTOJIK-
HYJICS C BBI30BOM DPBIHOYHOHM uIeonornu. PeiHOYHas cucre-
Ma — 3TO TO, YeMY €BPOIIEHCKHUI aBaHTapJ XOTeJ JaTh OTIIOP;
napamgoKcajibHO, HO KHTalCKHe aBaHTapAHCTHI, IIOCKOJIBKY I10-
JIMTHYECKUH IO BCce OOJIbIlle M OOJbIIE CTAHOBHIICS 3aroBO-
POM PBIHOYHOW CHCTEMBI, OTKa3aJINCh OT POJIM 3aKOHOATEIIs
Y CTaJy )KUBBIMHM MHTEpHperaTopaMu camux cebs. [Iponzomna
BHYTpPEHHSIsSI TpaHchopMalus XyJO0XKECTBEHHOIO TBOpPUYECTBa
13 IMyOJIMYHOTO MPOCTPAHCTBA B YAaCTHOE, U HA JAaHHBIA MO-
MEHT OTKPBITOE HYaCTHOE MPOCTPAHCTBO IOCTEIEHHO BO3Bpa-
aercss B HEKOE CMEIIaHHOE IPOCTPAHCTBO ITyOJIWYHOTrO
Y 9YaCTHOTO.

C TOYKH 3peHHsI UCTOPUUN HMCKYCCTBA, XYJOXECTBCHHbIC UH-
HOBAaIMM TOSBUJIMCH 32 MpeaeiaMy peaju3Ma elie J0 XyJIOoXKe-
cTBeHHOTO ABMKeHHUs 1985 roma. «BeceHHHMi cHer», HallMcaH-
HBII M3BECTHBHIM XyIoXHUKOM Y ['yanswxynom B 1979 rony,
O3HaydaJl BECHY KUTalCKOI'0 COBPEMEHHOI'0 UCKyccTBa. B ToM ke
rony ero cratbi «Kpacota ¢opMbl KHUBOIHMCH» BbI3Baja CHIIb-
HbIIl PE30HAHC B XYJOXKECTBEHHBIX Kpyrax. B aToli crarhe OH
MOAYEPKHYII, YTO UCKYCCTBO C «IIPABUIOM KPacOThl ()OPMBI» SIB -
JIAETCS UCTUHHBIM «UCKYCCTBOM», U IPSIMO IOCTaBHJI IOJ[ CO-
MHEHHE TOMHUHHPYIOIIEe HCKYCCTBO pemnpeseHranuu. [7] Ota
CTaThs BbI3Basia OoJbline nedaTsl 00 yTOYHEeHHE A3bIKa. Teopun
HCKYCCTBA, 00CYKJaeMble B 3TUX Jebarax, ObLIN TeMU, KOTOPhIE
MBI YIIOMHHAJIN paHee, CaMOJUCIUILINHA HUCKYCCTBAa M dCTETHU-
yeckoe ouumieHue. HTepecHo To, 4TO 3Ta AUCKyccus o ¢opme
B JEHCTBUTENHHOCTH OBUIa OTKa30M OT (opMalii3allid B KH-
TaliCKOM KOHTEKCTEe M ObLIa OKpalleHa NMPOTHBOCTOSHHEM Tpa-
JULUOHHOW UIE0JIO0THU U UCKYCCTBY MEMHCTpHUMA.

C npuIMBOM COBPEMEHHOTO XYIOXXECTBEHHOTO JIBHIKCHUS,
TAJIAHTINBBIE XYJOXHHUKHN BBIILIA U3 Xy/IOKECTBEHHOTO IBHXKE-
Hus 1985 roma, oTOpOCHB HAIIMOHAIBHYIO OIEKY HAJ HACTOS-
e WACHTUYHOCTBIO, W TOMBITAINCH BBIIIOJIHUTH COLHMATBHYIO
OTBETCTBEHHOCTH COBPEMEHHOCTH I10 IYXY M TEeMIIEPAMEHTY.
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OHU BBICTYNAJIA 33 TMOCTPOCHHUE TYMaHW3Ma B CBOEM HCKYCCTBE
Y Ha3bIBAIM Ce0s1 KyIbTYpHOH 31uToi. OHU yTBEPAWIIM TaK Ha-
3BIBACMYIO PAIlMOHAIBHYIO JKWBOITUCHh B KA4YECTBE JOMHHHPYIO-
IIEeTO BUAA UCKYCCTBA M OTTECHUIIA TO, YTO MOXKHO Ha3BaTh KHU-
BBIM ITOTOKOM YTBEPIKJICHUS MPpallMoHAIU3Ma Ha BTOPOH IJIaH,
XOTs 00a MOHUMAaHHS HCKYCCTBa MOJyYalld NMPU3HAHUE DIIUTHI.
[To3TOMy HE TOJIBKO B COOCTBEHHBIX TJla3ax, HO M B IJlazax Jpy-
THX UCTOPUYECKas OTBETCTBEHHOCTH, KOTOPYIO HECIH 3TH XY-
JIO’)KHUKH, YK€ BBIXOJWJIA 32 PAMKH COOCTBEHHO HCKYCCTBa; 3TH
XYI0KHUKHU TMBITAIIUCh CTaTh 3aKOHOJATEISIMH COBPEMEHHOIO
KUTAaNCKOro O0IecTBa U PEaM30BaTh MPOCBETUTEIBCKYIO CO-
BpeMeHHOCTh B KnTae BMecTe ¢ TYMaHUCTHYCCKON HHTEIUTUTCH -
IUCH.

Benyuine yqacTHUKM XyI0KECTBEHHOI0 ABM>KeHHUs 1985 ro-
Jla yKa3blBaJH, 4YTO 3TO JBHM)KEHHE — OTO CBOEr0 pojJa KHUTak-
ckuit rymanusm.! Sl aymaro, 4TO y 3TUX TYMaHUCTOB OBLIH
HIaeajbl U aMOUIIMU. DTO JeHajlo CHJIBHON MX mo3umuio. OgHa-
KO BCKOpE OHM HM3MEHUIIMNCh W NPEBPATHIINCh B CBOEro poja
UUHUKOB. [8] XyI0XKHUKHM TOrO BpEMEHH, MPUHUMAJIN JIU OHHU
peaiu3M WM CIOppeajn3M, U30 BCEX CHJI CTapajucCh BBIPA3UTh
Hekoe (uocodckoe Kpemo B CBOEM IKHUBOITUCHOM SI3BIKE.
NmeHHO 3TO OBLIO TMOABEPTHYTO KPUTHKE Kak IpeodiianaHue
MBICIIA HaJl CpelCTBaMH, cojaepkaHus Haj ¢opmoii. OaHako
nocsie 1990-x ro/1oB KUTacKOe UCKYCCTBO HE BBIMIOJIHHIIO TOJI-

! 3pech MbI JIOJDKHBI OOPAaTUTh BHUMaHUE HA COICPIKATEIBHYIO U TOY-
HYIO CaMOUICHTHU(HUKALMIO, a [M03)Ke U OOILICHIPUHITYIO UASHTHU(]HUKA-
LMIO ONHMCBIBAEMBIX KYJIBTYPHBIX IIPOLECCOB, 3a()UKCHPOBAHHOTO CIIe-
LUAJIBHBIM KJIaCCU(QUKAIIMOHHBIM TEPMUHOM «Bmopoe [Ipocsewyerue .
[lon Ilepsvim [IpocBemennem B Kutae moHMMarOTCs IPOLIECCHI IPOHUK-
HOBEHHS 3amaHON KynbTyphl B [logaebecHyto Ha pyoexe XIX u XX Be-
KoB, oJ Broprim IIpocBemenuem — npoHukHoBeHUe B Kutaii coBpe-
MEHHBIX 3allaHbIX HJeH, HauuHas ¢ KoHma 1970-x m Havama 1980-x
rojyios. - C./].
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HOCTBIO 3aJladyy IPOCBETUTEIIBCKOIO MOJEPHA; paJUKaIbHO Ha-
CTPOCHHBIE XYJIOXHHUKHA CTajdd INPUHUMATh HIEH IOCTMOIEpP-
HHM3Ma, IIOJIOKMB HayaJlo aJIbTEPHATUBHOW XYJI0KECTBEHHOMU
npakTuke «jae-IIpocBemieHus».

Bcenen 3a kynpToBOH BBICTaBKOM COBpEMEHHOTO HMCKYCCTBA
Kuras XyaoXHUKH, najee, BEIABUHYJIH JIO3YHT «OYHUIIEHHS TY-
MaHUCTHYECKOTo ayxa». [9] BerctBo oT BO3BBIIIEHHOTO CTAJIO
OOBIYHBIM BBIOOPOM, M XYJOKHUKHU MOCTENEHHO JEKOHCTPYUPO-
BaJld TPAaHIMO3HBIM HappaTUB pallMOHAIBHOW >KUBOITHCH.
B 3TOT MOBOPOTHBIM MOMEHT MPOTUBOCTOSIHUE KIACCHUYECKOTO
1 COBPEMEHHOT'0 NCKYCCTBa OBLJIO CaMbIM Ba)KHBIM, YTO KapJI1-
HAJIBHO OTJIMYAETCS OT TMOPUIHOTO HATIPSDKEHHST MEXIY MO-
JEPHU3MOM U mocTMoiepHU3MOM B 1990-¢ roaml.

ITo MHeHHIO >THX XYAOXHHUKOB, OTHOLIICHHU MEXAY KJIaCCU-
KOW M MOJICPHOM HE TakHe YK HalpsDKEHHBIE, «Ha CaMOM Jelie,
,,KJIaCCUYECKO€ HCKYCCTBO® U ,,COBPEMEHHOE UCKYCCTBO UMEIOT
OJIMHAKOBOE MPOUCXOXKJICHHUE SI3BIKA... /.../ ...MbI JOJDKHBI MIpe-
OZ10JIETh 3aBUCHMOCTh MCKYCCTBa OT I'yMaHM3Ma, BBIMTH M3 IO-
HCKa CMBICJIA HCKYCCTBA M OOPATUTHCSI K pPEHICHHUI0 IMpoliieM
cobctBeHHO HckycceTBa». [10] XymoxxHUKM TIyGOKO COXajeiau
0 TOM, YTO HX JJHMTEJbHAas XyNOXECTBeHHas TpaHChopmanus
¢ 1980 mo 1990 rogbl orpaHMYMIIaCh MIPEBpPAIICHUEM U3 PaIio-
HaJIucTa ¢ 0JIarOPOJHBIM IYXOM B «4eJlIoBeKa 0e3 Bephl, UeJIOBe-
Ka KyJIbTYPHOTO HUTHIN3Ma». DTO — pealbHOE JI0Ka3aTEIbCTBO
CMEHBI pOJIeH Ha NPOTSXKEHUE KU3HU IBYX NOKOJIEHUM.

DTO O3HAYaeT, 4TO 3TO MOKOJICHHE XYyHTOKHUKOB CO3HATEIb-
HO OTKa3aJIOCh OT POJIM IPOCBETUTEIHCKOH 3JIUTHI ¥ IEPEKITIOUN-
JIOCh Ha POJIb NPO(PECCHOHATBLHOTO MPOU3BOIUTENS HCKYCCTBA.
OHM mpeAnoYuTaIn HE HECTH B HCKYCCTBO UYTO-JIMOO, TOMHMO
CaMOro UCKYCCTBa U CYUTAIIH, YTO HCKYCCTBO — 3TO BCETO JIUIIb
urpa. Takum oOpa3oMm, KHTAWCKHE COBPEMEHHBIEC XYIO0XKHHUKHU
MPEeBPaTUIINCh M3 3aKOHOAATeNIed HapOJHOTO IPOCBEIICHUS
B MHTEPIPETATOPOB COOCTBEHHOW JXU3HU. B TO ke BpeMs OHH
KaK JUYHOCTH CTJIHM IOJHOCTBHIO HE3ABHCHMBI OT HAIlMOHAJb-
HBIX OTpaHWYCHHUH, HO TaK)Xe OTACIUINCH OT Macc. OHHU CTaIH
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OOBLIYHEIMH JIIOAbMHU, COCPCAOTOYCHHBIMU TOJBKO Ha JIUIHOM
JKHU3HU. CBOCO6pa3Ha$I O9CTCTHUKaA HOBCG,Z[HCBHOfI JKU3HU MPHUOT-
KpblJla CBOIO 3aB€Cy, KOTOpAas B KOPHE IMPOTHUBOITOJIOKHA 3CTCTHU-
K€ )KXN3HHU DJINTHI.

Ocmemuka nogceoneGHoOU dHeuIHU, ROCMMOOEPHUIM U
«KOHM EeMRopapusm»

B 1990-e roapl, ¢ NPOHUKHOBEHHUEM MOCTMOJIEPHU3MA, KOH-
enuus 3CTeTUKH, co3manHas B 1980-e¢ rompl, Hauama paspy-
1maTbcsl B KOHTUHEHTadbHOM Kutae. B To xe Bpems kuraiickoe
COBPEMEHHOE HCKYCCTBO MOCTENEHHO HWHTETPUPOBAIOCH B MPO-
1ecc riaodanu3anuu, U ero CTaHOBJIEHHWE OBbLIO CBSI3aHO HE TOJb-
KO C €ro BHYTPEHHHUM COCTOSIHUEM, HO U C HOBOM TE€HIAECHLUEH
MEXAyHapoaHOro HckyccrBa. IlocTMomepHUCTCKOE HCKYCCTBO
HEYKJIOHHO CTaHOBHUJIOCH MeﬁHCTpHMOM U BCTYIIMJIO B OIIpEaAc-
JICHHYIO CTCII€Hb MHTETrpaliu U KOHd)J'II/IKTa C MpeAImeCTBOBAB-
IIUM MOJEPHU3MOM. MOXKHO Ja)e cKa3zaTb, 4TO B UEPEIOBAHUHU
peanuszMa, MOAEPHHU3Ma U NOCTMOJEPHU3Ma KUTANWCKUHU COBpeE-
MEHHUK 32 OUYEHb KOPOTKOE BpEMs IIEPEKUJI COTHU JIET UCTOPUHU
3aMaJlHOTO MCKYCCTBAa, M 3TH XY O0XECTBEHHBIC TPAAUIUU IIO-
MpeXHeMY cocyIecTByroT B Kurae.

C naugama 1990-x rogoB B Kurtae oduimaibHOEe UCKYCCTBO,
aKaJIeMH4YeCKOe MCKYCCTBO M aBaHTapAHOE HCKYCCTBO c(HopMu-
pOBaJIM CTPYKTYPY U3 TPEX MOTOKOB OJHOBPEMEHHO.

CounanbHasi IPUYMHA 3TOTO JEXKHUT TITyOOKO B paguKaIbHOM
W3MEHEHUM caMoil KUTalCKO# KynbpTypbl. OT KyJIbTypHOU HHTE-
rpauuy (IOJUTUYECKOE JOMHUHHPOBAHHUE) K KyJIbTYPHOH IHXO-
ToMHH (3MUTapHas KyJIbTypa OTPBIBAETCS OT IIOJUTHKH)
U K «TPEM HapcTBaM KYJIbTYpPBI» (3IUTapHas KyJIbTypa, Macco-
Basi KyJIbTypa M HAapOJHas KyJIbTypa), 3Ta CUTyaIlus criocobCTBO-
BaJla TPOMCTBEHHOMY HPOTHBOCTOSHHIO M COCYIIECTBOBAHHIO
COLMAINCTUYECKOTO peaan3Ma, MOJEPHH3MA M aBaHTAPIHOTO
HCKYCCTBa.

OT0 B HAMOONBIIEH CTENEHHW CHOCOOCTBOBAJIO Pa3BUTHIO
KHUTANCKOTrO0 COBPEMEHHOTO MCKyccTBa. «JlOMUHUpOBaHUE
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OOIBIIIOTOY YIIIO HaBcernga. Temepb IMOSBHIOCH HEYTO HOBOE:
C OJIHOM CTOpPOHBI, aKaJE€MHUUYECKOE HMCKYCCTBO M aBaHrapAHOE
HCKYCCTBO CTAHOBSITCS TOpa3no OJIMKE, aKaJeMUYECKOE HCKYC-
CTBO CTAHOBHUTCSl JIMAaTaXHBIM, a aBaHrapJHOE€ HCKYCCTBO IIO-
JIy4aeT MOIIEpPXKy oT akagemuu. C Ipyrod CTOPOHBI, OQUITH-
allbHOE MCKYCCTBO U aBaHrapJHOE HMCKYCCTBO CJIOBHO CTOBOPH -
JINCh; COBPEMEHHOE aBaHTapJHOE HCKYCCTBO CTaJio TIi00ab-
HBIM OpEeHIOM KYJbTYpbl MeWHcTpuMa. HemaBHO CoO3maHHBIN
HNHCTUTYT COBPEMEHHOI'0 KHTAaHCKOTO HCKycCTBa BOOpan B ce-
051 OOJBIIMHCTBO aBaHTAPIAHBIX XYIO0XKHUKOB C MEXKIyHapO.-
HBIM BJIMSIHUEM; OHHM TPOBEJIM TPYNMNOBYI BbIcTaBKy B Haru-
OHAJIbHOM XyJoOXXecTBeHHOM My3ee Kwurasa. Kaxkercsa, durto
aBaHTapJHOE HCKYCCTBO MPOILIOTO IOKOJICHUsT OBLIO My3ee-
¢unuposano B HoByro smoxy. C 1990-x rogoB B KuTalicKOM
COBPEMEHHOM HCKYCCTBE CYIIECTBOBAJIO TPHU BHJA MEHHCTpH-
Ma. IlepBbIM OBLT MOJUTHYCCKHI IIOM-apT, €ro  HalpaBjcH-
HOCTb — CaTHUpHUYecKas HAeoJorusi. BTOpbIM cTajn LIMHUYHBIN
peayin3M, ero opueHTanueil OblI0 0ercTBO OT BO3BBILICHHOTO.
TperpuM OBUIO CHayalla HOBOE ITOKOJICHHE, 3aT€M COBpPEMEH-
HO€ KOHIENTYaJIbHOE UCKYCCTBO, nmepGopMaHC W HHCTAILIIS-
IMsl; UX OCHOBHOW OpHMeHTaunued ObLIO BO3BpallleHHWE K I10-
BCeQHEBHOM XM3HU. Eciu monutudeckuil mom-apTt ObLT BOCHO-
MHUHAaHUEM M 3aMMCTBOBAHHUEM IPOLUION IMOJIUTHYECKOU KU-
BOM 3CTETUKH, TO UMHUYHBIA peaqu3M OKazajicsi OJHO3Hau-
HBIM OTpHUIIAHUEM >JIMTApPHON KUBOW 3cTeTHkH. JKuBomuch
Heopeajln3Ma CHadajla NPEeIJIOKHUIIa HOBBIM IyTh BO3Bpalle-
HHUSI K TIOBCETHEBHOM JXH3HU, 3aT€M JITOT HNyTh OBLI IOJIHO-
CTBIO BOIUIOLIEH B pAa3JIMYHBIX MEAUa COBPEMEHHOI'O HCKYC-
cTBa. B mupoKoM cMBICIE BCE 3TH TPU BHIA UCKyCCTBa OBLIN
CBSI3aHbl C MOBCEIHEBHOW >XU3HBIO B TOM CMBICJE, YTO MHOJIH-
TUYECKUH MOM-apT COIMNOCTABJISII HNOJUTUYECKYHO XWU3Hb U IO-
BCEJHEBHYIO JKM3Hb, LIMHUYHBIA peajiu3M BOCCTaBajJl HNPOTHUB
3JIMTAPHOM KM3HU B II0JIb3Y MHOBCEIHEBHOW >KU3HHU, a COBpE-
MEHHBIE (POPMBI MCKYCCTBAa BIOCIICICTBUU PACCMATPHUBAIH I10-
BCEIHEBHYIO JKM3Hb HEMOCPEICTBEHHO KaK TaKOBYI. OTH TpH
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BH/Ia UCKYCCTBAa TOMHUHHUPOBAIIM HAJ TPEMs BHUIAAMH dCTETHKH
IMOBCETHEBHO M KU3HH.

Kuralickuli MOJMTUYECKUH TOIM-apT, B3sB 3a oOpaszer ame-
PUKAaHCKHI TIOM-apT, OOBEAUHUII TOJUTHUYECKYIO HIEOIOTHIO
U cTuib nomn-apra. CoBpeMeHHBIN XyA0XKEeCTBEHHBIN KpUTUK Jln
CSIHBTHH BIIEPBBIE TOYHO OXapaKTepPHU30BaJl MOJIUTHYECKUH TOII-
apt: «Ilocme 1989 roma XymOXKHUKH XYIOKECTBEHHOTO IBH-
keHHs 1985 roga oTkazaimuchk OT Cepbe3HOr0 MeTahU3nIEeCKOro
M0JIX0/1a, OOPaTHJIMCh K MOJUTH3UPOBAHHOMY IIOM-apTy W B3si-
JI1 B PYKH 3HaMs JIEKOHCTpYKTUBU3Ma. OHH CO3Jalii MHOTO pa-
0or Ha TemMbl Mao l[33ayHa M #Apyrue NOJIUTHYECKHUE TEMBI
B IOMOPHCTHYECKO# U IyTnuBo# MaHepe». [11] Baun ['yaHbu 0611
oxuuM n3 HuX. Korna on conocrasisn ninakatsl KynsTypHoii pe-
BOJIIOI[MM C JIOTOTHUIIAMH BCEMHPHO H3BECTHBIX OPEHJIOB, KpH-
TUKU HCEU3MCHHO HaxOJAWJIH, YTO 3TO paJuKajdbHasl KpUTHUKaA
KOMMEPYECKOro oO0miecTBa 4epe3 TPaAULHOHHYIO TOJIHTHYE-
CKyI0 KpUTUKY. OIHAKO caM XyJ0XHUK BOCIPUHHMAJI CBOIO pa-
00Ty Kak MOCT-TIOMN-apT, NPU3BaHHBIN pEelIUTh TPOOJIeMy TOBap-
HOW skoHOMUKH. llenbio 3aumMcTBOBaHus 00pazoB KynbTypHOit
PEBOIONMH OBIIO BBICMESTH U MOJAPA3HUTH COBPEMEHHYIO TO-
BapHYIO 3KOHOMHKY. B To ke BpeMs 3TO O3HaA4ajao, 4TO KOH-
TEKCT KUTAaHCKOI'0 COBPEMEHHOTO MCKYCCTBA CMECTHJICS C IMOJIH-
THYECKOTO sI3bIKa Ha fA3BIK Ou3Heca. [lomuTuyeckuii sxe mom-apr
KaK pa3 HaXOJIUJICA B Ipolecce TpaHchopMaIuu.

HuHugHbI peanu3M OBLI APYroil pa3sHOBHIHOCTBIO XYHO-
JKECTBEHHOTO SI3bIKA. XYMAOXXHHUKH CMOTpEIN Ha pPealbHOCTH
Y )KM3Hb IUHUYHO, NMPE3PUTEIHHO U UPOHUIHO. DTH XYIOXKHH-
K a0COJIOTHO HE BEPWJIM B TPaIUIMOHHBIC ITOJUTHYCCKHE
neHHocTu. OHM Takke OoJibIlle HE BEpUIIM HU B KaKyl0 HOBYIO
CHCTEeMy IEHHOCTEH, M OHU OOJbIIEe HE MOTJIH MO3BOJUTH cede
MIPOCBETUTENBCKYIO POJIb CITACEHMsI OOIIECTBA, a MOIJIM JIHIIb
OBITH BEpPHBIMH CBOEH COOCTBEHHOH XM3HM M COBEPIINTH Ka-
KOE-TO OTpaHWYE€HHOE JACHCTBHE IO CIIACEHHIO CBOETO CO0-
CTBEHHOTO CYIIECTBOBaHMSA. TakuM o00pa3oMm, TpPHBHAIBHOE
YyBCTBO JK3MCTEHIMHM OKa3ajoCh pPeallMCTHUECKHUM H300paxke-
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HHEM COCTOSHMSI KM3HHM XyInoXHUKOB. PanH JInmsioHb Bcerna
C YIIOBOJIBCTBHEM OITHCHIBAII 00pa3bl MEKWHCKOTO JIBICOTO YeJI0-
BEKa, HO B JEWCTBHUTEIHLHOCTH PAaCKpPBIBAJ BHYTPEHHEE COCTOSI-
HHE MEPCOHAXKEH: TEepeKMBaHUE OrPOMHBIX IIEpEMEH DSIIOXU,
W HEeTraTHBHOE LWHUYHOE OTHOIIEHWE K MUpPY. XYJIOKHHKH XO-
Teln U30eXaTh OLIYUISHHS KpHU3Uca B JIIOXY Mepexoia IIeHHO-
creil. B peanpHOM ke IOJIOKEHUM Belled MEepPCOHaXXU Ha €ero
KapTUHAaX HMEIN YHUKAJbHYI0 MCTOPUYECKYIO acCOIlMALHIO
c Opomsueil KyJdbTYypOH M XYJIUTAaHCKUM FOMOPOM B KHTaWCKOM
TpaJHuIUH.

ITockoabKy MOJUTHYECKHH MOM-apT M IMHUYHBIA pEeau3m
CTaJIi KJIACCUKOW KHUTaHCKOro COBPEMEHHOT'O MCKYCCTBa, XyIO-
JKECTBEHHAs] OpHEHTAaIUsl C OOoJIbIIeld >KM3HEHHOW CHIIOH BO3-
Bpaijajach HEMOCPEJICTBEHHO K MOBCEIHEBHOM XWU3HU. Takoe
«HACKYCCTBO HOBOTO MOKOJICHHS MO CBOEH CyTH OBLIIO OTpaxe-
HHEM TOpOJCKON KyJIbTYPhl © KOMMEPUYECKON KyJIbTYpPHI, U OHO
NpEBPaTUIO HJCaJIU3M aBaHrapJHOIO HCKYCCTBa B CEKYJIs-
pU3M, OCHOBAHHBINM Ha JINYHOM OIbITE. AKaJIECMUUECKHE HaBbI-
KM MU YMEpEHHbIE KyJbTYpPHbIE YCTAaHOBKH CTaiu OydepoM Mex-
1y TIPOTUBOCTOSTHHEM KyJbTyp». [12] U sTOT BHA HCKycCTBa
NpEeACTaBIsI cOO0 MarucTpaiabHbINl CTHIIb MEXAY LIEHTPOM
u niepudepueii. DTOT MyTh BKIOYANI JBa HampasieHwus. llep-
BBI, aKaIEMUYECKHUIH MMyTh, HEOPEAJIM3M C €ro MpeacTaBUTE-
nem JIto CssonyHOM, CUHTAICS HOBOW IIKOJIOM HMCKYCCTBA MEXIY
KJIACCUYECKHM PEajJIu3MOM M MECTHBIM PEaJIM3MOM U IIpUMeE-
POM TAaKTHYHOTO COYETAaHUS NCKYCCTBA HOBOM BOJIHBI M aKaje-
MHYECKOT0 UCKyccTBa. B ux paboTrax BHyTpEHHEE U BHEIIIHEE
MIPOCTPAHCTBO HEABYCMBICICHHO TIOKAa3bIBAJIO 3HAYNMOCTH
OOBIYHON XHW3HU W OBLJIO TOCTOBEPHOW PEaTbHOCTHIO, OTBEpTras
m0060€e BMEMIaTeIbCTBO BOOOPaXKSHUsI, TEM CaMbIM 3aCTaBJISIs
3puTeINeil BHUMATEIHHO CMOTPETh Ha PEATbHOCTh COOCTBEHHO-
TO CyIIeCTBOBAaHMUS.

Bropoif myte — 3TO HOBOE (PUTypaTHBHOE H300pakeHWHe,
mpeAcTaBUTENIeM KoToporo siBisercsa Yxan Csoran. M3obpaxe-
HHSI B ero cepum «bompmasi ceMbsi — y3bl KPOBH» UMEIOT Hau-
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Ooyiee XapaKTepHBIH KHWTAHCKWUH THUN B NPEICTaBICHUSIX WHO-
cTpanIeB. B 3To#i cepun paboTr ciamBaromuecs BEKH, OBAJIbHBIC
Jvna, KUTalicKue TYHHUKH, (ororpaduu LeJIol CeMbH TOYHO
COOTBETCTBYIOT KYJIBTYPHBIM IIPEICTABICHUSM WHOCTPAHIICB
0 «TakoM ueJsioBeke». B rpaduueckoM s3bIke «cTapoil ¢ororpa-
¢bun u yriaepomHoil >KUBOINKCH JAEHCTBUTEIIBHO €CTh OIpele-
JIGHHAsI 3CTETUYECKass WHTEHIMS KHUTAHCKUX IPOCTBIX JIFOJEH,
Takas, KaKk MOJYEepKUBaHHE OOLIHOCTU M pa3MbIBAHHE WH]IVBHU -
JIyaJTbHOCTH, HEIBHOE M HEHTpaJbHOE, HO MO3THYECKOE U T.J.».
[13] Ha ceromnsimiHuii eHb OTH JABa MyTH HeOopeanu3Ma BCe
ele MPUBJIEKAIOT MHOTUX XYJOKHUKOB JJISl YYacTHsI U H3yde-
HUsI OoJibllle, YeM MOJMTUYECKHH TOM-apT M IIMHUYHBINA pea-
JIU3M.

CoBpeMeHHOE KHTalCKOe HMCKYCCTBO BCTYIHJIO B HOBYIO
a3y riobanuzanuu, B KOTOPOW JHOO HOBBIE JIUTEPATOPHI
NpeaMOJIepHa, COBPEMEHHOI0 a0CTpaklIMOHU3Ma WIIH COBpe-
MEHHOE€ HCKYCCTBO IIOCTMOJAEpPHAa MOTYT MMETh CBOE COOCTBEH-
HOE MPOCTPAaHCTBO. MBI MOIJIU Obl OOOOIIEHHO ONPENCIUTh 3Ty
HOBYIO TEHICHLMIO Pa3HOOOpa3us KaK «KOHTEMIIOPAPU3M»»
B OCOOOM KHTaiCKOM KOHTEKCTE, IOTOMY YTO IPEAMOJEpH,
MOAEPHHU3M M IMOCTMOJEPHU3M HHTETPUPOBaHBl B creruduye-
CKYI0 KHUTaHCKYI0 XYyZOKECTBEHHYIO IPaKTHKy COBPEMEHHOTO
xapakrepa. [14] Caemyer OTMETHTB, YTO B HACTOSIIEE BpPeMsI
B Kwurae »sKcnepuMeHTalbHOE HCKYCCTBO YK€ BBIPBAJIOCH
13 pabCcTBa CTAHKOBOW JKMBOIHCH U YCTPEMHIJIOCh B HOBBIH
MHp KOHIENTYaJbHOTO HCKyCCTBa, Nep(OpPMaTHBHOIO HCKYC-
CTBa, UCKYCCTBA MHCTAJUIAIIMHU U TaK JaJiee.

Cyns 1o TOMY, 9TO MOHO OBUIO YBHIETH Ha BBICTABKE MO-
JOABIX XyHOKHUKOB «Crhemait rpomue» B ceHTsOpe 2010 rona,
coBpeMeHHas (opMa HMCKYCCTBAa MOJOACKHON KyIbTYpPHI NEii-
CTBUTEJILHO IMOTYEPKHUBACT TSHICHIIMIO BO3BPALICHUS K JKH3HU.
Ectb Tpu Buaa sToro. IlepBblil 3akiitoyaeTcsi B ONpeaeieHUu No-
BCEIHEBHOM JXM3HM KaK HCKYCCTBa M SBIsieTCsl OOHOBIICHHEM
CIIOKWBIIETOCA Jafam3Ma. OTOT BHJ HCKyccTBa TpeOyer
OT YYaCTHUKOB «IIPAMO cHelaTh XW3Hb HCKYCCTBOM, ITOTOMY

121



YTO XM3Hb caMa 1o cede M SIBJIseTcs nCKyccTBoM». Hampumep,
MoJiofoii ¢ororpad moadupaer OBITOBOM MycOp B IPUTOpOIE
C pa3pylUIeHHBIMU JOMaMmH, Aeiaer (ororpapum ©u NPpUBOIUT
9TO B COCTOSIHME UCKYyCCTBa. BTopoil BUx — oTpuniaTh HICKyCCTBO
B JKW3HM, KakK, HalmpuMep, apT-rpylna, OpraHM3oBaBIIas KOJI-
JIGKTUBHYIO JIETEIBbHOCTH NTOJ] Ha3BaHUEM «3a0yJb UCKYCCTBOY.
B onHO#l M3 cBOMX XYJIOXXECTBEHHBIX HporpaMmm, «baHHBII
ueHtp JloHrkyaH», Xyao’KeCcTBEHHas Tpylla MpeBpaTuiia OaH-
HBIM IEHTP B IPOM3BEIEHUE HCKYCCTBa, HO HaJaeeTcs, YTO BCe
YYaCTHUKH 3a0ynyT, 4TO OHM HaxXOJIATCS B IPOM3BEICHHHU HC-
KyccTBa. Tperuii, Oojee KOHIENTyallbHasl, 3aKJIOYAETCI B TOM,
4TOOBI TPUPABHSITH MOBCEIHEBHYIO XU3Hb K UCKYCCTBY, HaIlpH-
Mep, pabora «UTo HaM HYKHO KaXZblil IEHb», CO3/IaHHAasI MOJIO-
JBIM XYJIO’)KHUKOM B T€4EHHUE JBYX MecsIleB. B aToil pabore xy-
JIOKHUK 3aKOHYMJ TPOU3BEJAEHHUE C HJeel Ha KaXIblil JI€Hb,
Onaronapst 4eMy OH OIIYTHJI, YTO CaMa KHU3Hb CTajia CKYJIBNTY-
poii. IlpuBoast B mpuMep 3TH MociaeqHue paboThl, MBI HE XOTHM
CKa3aTh, YTO 3THU XYyHOXECTBEHHBIE HCCIENOBAHUS YCIICIIHBI,
a XOTHUM CKa3aTh, YTO KUTAWCKOE COBPEMEHHOE UCKYCCTBO BCTY-
MUJI0 Ha Oosiee OTKPBITHIH MyTh IOMJMHHO COBPEMEHHOTO Xa-
pakTepa. MBI ¢ HEeTepIIEHHEM JKIeM UX OyayIiero.

Om OMPANCEHUA OICUBHU K YAYUUECHUIO JHCU3HU U 6036PDAUIEHUIOK
HCU3HU

OT 5CTETHUKH IMOJIUTHUYECKON >KHU3HU J10 ICTETUKHU >KHU3HU
3JIUTHI U 3CTETUKHU MTOBCEIHEBHOM )XKU3HH, OT peajiu3Ma J10 MO-
JIEpHU3Ma U KOHTEMIIOpapH; Mbl YK€ BUAEIIH, YTO 3a TPUALATH
JIET KUTaHCKOTO COBPEMEHHOTO MCKYCCTBA CYIIECTBOBAJIO TPHU
BHIa PEKUMA KU3HU: OTPAKEHHUE )KU3HU, MOJAECPHU3ALIUSA K3~
HU ¥ BO3BpAIllCHUE K )KU3HHU.

Jns Tak Ha3bpIBAa€MOT'0 OTPAXKAIOIIETO pPEKMUMa >KU3HHU pea-
JIN3M SIBIISIETCSI COOTBETCTBYIOIIMM HMCKyccTBOM. COIMAIMCTH-
YeCKHH peanm3M ¢ KHUTAaWCKOU CIeru(UKON JOCTUT CBOETO Kpe-
IEHI0 B UCKyccTBe KynbTypHOH PEBOJIOIMH U BCE €IIE WUMEN
piusinue B Hadase 1980-x. Teopust 3TOro oTpakarmIiero pexxunma
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J)KA3HH JIeXKajla B OCHOBE TCOPHUHU peajin3Ma O TOM, YTO Kpaco-
Ta — 3TO cama Xu3Hb. Ho B XyJ0KECTBEHHOU MPaKTUKE MBI BH-
JICJIH, YTO HE BCE, a TOJBKO ITOJIUTU3UPOBAHHOE JKUBOC MOXKET
cTaTh 00BEKTOM peaniu3Ma. [IoTuTU3upoBaHHAs )KU3Hb UMEET
XapaKTePUCTUKH He Oy THUIHOW KU3HU, OHA MOJIMTU3UPOBAHA
OT coJiep KaHus K TeMe. TakuM oOpa3om, 3TO Tak Ha3hIBacMas
SCTETUKA MOJUTU3UPOBAHHOTO OBITA, OTPaKCHHAs B KOHIICII-
IIUY PCTCTU3UPOBAHHON IMTOJIUTUKH HEMEIIKOTO 3CTETHUKA Bak-
Tepa beHbsAMHuHa.

JIiiss Tak Ha3pIBAEMOTO OOHOBIISIIONIETOCS 00pas3a JKU3HU
MOJICPHU3M SIBJIICTCSI COOTBETCTBYIOIIUM €MY BHJIOM HCKYC-
ctBa. HekoTophie BUIBI PEAJIMCTHYCCKOTO HCKYCCTBA C COBpE-
MCHHBIMHU XapaKTepI/ICTI/IKaMI/I TAKXE O6I>I‘-IHO BKJIFOUAKOTCA
B ero cdepy. Teopueldi 3TOro MOAEPHUZUPYIOUIETO peXUMA
JKM3HH SIBJISIETCSA 3CTETH3M. JTO CBA3aHO C TE€M, YTO, COTJIACHO
KOHICIIIINUU HeyTI/IJ'[I/ITapHOCTI/I ACTECTHUYECCKOI'O OTHOIUICHUA
KaHra, nCKycCTBO BCerjga HaxXOOUTCS 3a IMpelesiaMH KHU3HHU, 00-
JlaJlaeT COOCTBEHHOW aBTOHOMHUEH W Jlake OTPHUIAET, OTBEepraer
U HUCHpOBEpraeT IIOBCEAHEBHYIO >XHM3Hb. B 3TOM cMbIcie
¢unocod Teomop B. AmopHO mpemsiokul COBPEMEHHYIO 3CTe-
THKYy aBTOHOMHUM HCKYCCTBA, YTO IEHCTBHUTEIBHO COOTBETCT-
BOBAJIO XYIOKECTBEHHOMY MBIIIJIEHUIO 3moxu. CorjacHo 3Toit
TEeHACHUHNHU, OTPUIAHHE HCKYCCTBOM IIOBCEJHEBHON  KU3HU
CTajJo 3aKOHOM, a J3JIUTapHas >XU3Hb, KOTOPYIO OHO XOYeT Mo-
KaszaTh, TaKXe€ SBJSIETCA CBOEro poJa HEOYIHHUYHOU KU3HBIO,
MMOCKOJIBKY 3TOT BHJI XU3HU TPUOOped QopMy 3CTETUUECKOU
YTONIMU B KATAWCKUX MPOU3BEICHUIX HCKYCCTBA.

Tak Ha3BIBaEMBIH PEXXUM BO3BPAIIEHUS K )KU3HU SIBISICTCS
00IUM CTpEeMJICHHEM Pa3IMIHBIX BUIOB HCKYCCTBAa KOHTEMIIO-
papusMa. Teopus 3TOTO pexuMa — 3CTETH3AIUS, 2 UMEHHO CO-
qeTaHWE ICTETHU3AINH MOBCEIHEBHOMN XU3HU U PYTHHHU3AIINU
scteTuku. COTIIacHO PTOMY PEeXXHUMY, MOBCETHEBHAS KU3Hb —
9TO PYTHHU3HUPOBAaHHAS JXHU3Hb, a HE MOJUTU3UPOBAHHAS WITH
snutapHas. Takum 00pa3om, STOT BU COBPEMEHHOT'O HCKYCCTBa
K MOXXHO Ha3BaTh HACTOSIMICH SCTETHUKOH ITOBCEIHEBHOCTH.
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B OIIPeACICHHOM CMBICJIC, OTOT BHUJ 3CTCTUKHU OTBEPracT Tpa-

HHHHOHHBIﬁ HCYTUWIUTAPU3M U NTOJTYHACT OCHOBHYIO OPHUCH-

Taouro 06pasa JKU3HHN MacCC, a TaKXXC ITOKAa3bIBACT HOBBIHU

apoMat KyJbTYpbl COBPEMCHHOI'O Kuras. CpaBHeHI/Ie MEXKAYy

OTUMU TpEMABUAAMU XYJOKCCTBECHHO- KU3HCHHOT'O CTUIIA

WIIIOCTPUPYETCA CICAYIOIIHUM 06pa30M:

Brozet mexyeera Orsomerns TTpupona aasen Hampas-emme ncxyccrsa
MeATY MCKYCCTBOM B HCTOPIN HCKYCCTR
11 ATISHBIO
Peammyt Vexyeerso Hepymonpams Tommupozarmoe
OTPAKAST ATEHD | TOTIMIMECKON AIEHI
Mogeprzant Hexyeereo Hepeymonnams Scremmecit
OTPILIAET AIHE 3THTHOT! ATHTL VTOMI3HPORAHHOE
Koxrexmopapizant Hexycerso Pynoneams Crumzzipyiomes AEHE Mac
BO3EPAIIAETCA TIOBCETHERHOT ATHNI
K KIBHN

Heokumaiickoe UCKYCCME0 6 HARpAgleHUuu ICMmemuKu Hcu3nu

Hcnone3yst paMKu MHpeaMoJepHa, MOJEpPHA, MOCTMOAEpHA
I OOBSICHEHUSI HCTOPUHM COBPEMEHHOTO KHTAWCKOTO HCKYyC-
CTBa, MBI MOXEM OOHapy>XHTh, YTO OHO CO3JaHO B KOHTEKCTE
3amana. KoHeuyHO, OMaxpOHWYECKOE HAKOIUIEHHE B 3THUX TPEX
HCTOPUYECKUX MEPHOAaX CHHXPOHHO MOSBISIETCS B COBPEMEH-
HOW KHTAMCKON KyIpType. DTO HAKOILUIEHHWE OJM3KO K WICHTHY-
HOCTH KOJJIEKTHBHOTO O€CCO3HATeNpbHOTO B rcuxosiornu Kapma
I'. FOnra. @akTHYeCKH, STH TPHA BUOA XyTOKESCTBEHHOI KOHIICII-
MY MOTYT HAaWTH MHOXECTBO MOCIEI0BATENEH B COBPEMEHHOM
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KyJIbTYPHOM KOHTEKCTe. bojiee Toro, BeIIeNpUBEIEHHOE OIHCa-
HHE BCEr/la MBITACTCS YJIOBUTH JBa OCHOBHBIX MOMEHTA: Ipe-
BPAaTHOCTH MCKYCCTBA W 3BOJIIOIUIO 3CTETHUKH, a TAKIKE UX HCTO-
pUYecKoe B3anMOAEHCTBUE U B3aIMOCBSI3b.

O1HaKO B yCIOBUSIX 3alaJHON CUCTEMBbI IIEHHOCTEMN KUTal-
CKHI MOJIEpPHU3M HEN30EKHO CTAaHET OTHOMOPSIKOBBIM 3arai-
HOMY MOJepHU3My, kak nucan Aptyp K. Jlanto B kHure «®Popma
XYT0KECTBEHHBIX MPONLIbIX: BocTok u 3aman». [15] Tak mu ato?
Korna Mb1 ncnonb3yeM 5TH 3aMMCTBOBAaHHEBIE CJI0Ba J1J1s1 00bsiC-
HEHUS] KUTAWCKOr0 UCKYCCTBa, 3TO OOJIbIIIE MTOX0XKE Ha HaBEIIN-
BaHUE SIPJILIKOB Ha KUTaiCKoe NUCKyccTBO. bolee Toro, kuraii-
CKHE XapaKTEPUCTHKH KHUTAWCKOTO MCKYCCTBa 3aKIIOYalOTCS
HE B TOM, KaK OHM 00O3Ha4YeHbI, a B TOM, KaKue KUTalCKHe Xa-
PaKTEepUCTUKU ASHCTBUTEIIBLHO CKPBIBAIOTCA 3a sipabikoM. Kak
MbI JOJI’)KHBI TOBOPUTH O HUX CBOMMH cioBamu? B IIOCJIICAHHUC
CTO JIET Ka3aJI0Ch, YTO IIKOJIbI TEOPUH UCKYCCTBAa MOTYT OBITh
NpeIOKEHBI TOJIBKO Ha 3amane. B Oosiee mecCUMHCTHYHOM
NpeJCcTaBICHUHN TeOopHUsl Ha 3amane, a mpakTuka Ha BocToke Tak-
ke ObLTa o01enpu3HaHHoOW. Peko cyliecTBoBana Teopust UC-
KyCCTBa, KOTOpasi AeWCTBUTEIbHO OOBICHsIAa Obl KUTACKOE UC-
KyCCTBO.

brnaronaps nuanory u obuieHuro mexay Bocrokom u 3amna-
oM, Ipo0jieMa COBPEMEHHOI'0 KUTAaHCKOr0 UCKYCCTBa B OCHOB-
HOM COCPEAOTOYEHA Ha MPHUCYIIEM €My JBOMHOM HaNpsSKEHUHU:
OJTHO W3 HUX — HANpPSKEHHUE MEXIy I'JI00OaJIbHBIM U JOKaJb-
HBIM, IPYro€ — HAIPSDKEHUE MEXIY MOJEPHU3MOM U IIOCTMO-
JEPHU3MOM. DTH IBE IPOOJIEMBI TaKXKE SIBISIIOTCS TEM, YTO
B COBPEMEHHOM KHUTANCKOM HCKYCCTBE IPHUBJIEKAET HANOOIb-
liee BHUMaHHUE MEXIyHapOIHbIX KpyroB screruku. [16] Ilo-
CKOJIBKY riio0anu3anus He paBHAa BECTEPHU3ALMHU, €BpOIEH3a-
WU U aMepUKaHU3AINH, MIPoOJIeMa, KOTOPYIO TiIoO0amu3anus
HECET COBPEMEHHOMY KHTANCKOMY HCKYCCTBY, 3aKJIIO9aETCsI
B TOM, KaK KHTaliCKHE XYHOKXHHUKH MOTYT CO3JaTh KUTAaHCKOE
HUCKYCCTBO C KHUTalcko# crienupukoii? CTpeMsCh pelIuTh 3Ty
pooOsIeMy, B CBOUX CTaThAX, OMyOJIMKOBAaHHBIX B MexIyHapoa-
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HOM exeromgHuke scretuku 2009' u npyrux H3NaHUsAX, S BbI-
JBUHYJ XYJI0O)KECTBEHHYIO KOHIIETIIIUIO ITOCTPOCHUSI HEOKHTAliC-
KOCTH, a 3CTETHUKY >XM3HH CYeJl BO3MOXXHBIM paccMaTpUBaTh
Kak OoAHY W3 (YHIaMEHTAJIBHBIX IieJell COBPEMEHHOI'0 KHUTali-
CKOT'0 UCKYCCTBA: MTOCTPOCHHE U3 HEOKUTaCcKoCcTH. [17]

ITprumHa, MO KOTOPO¥ COBPEMEHHOE KUTAaCKOE NCKYCCTBO
HYXJIaeTCs B PEKOHCTPYKIIMH KUTAHCKOCTH, KPOETCSI UIMEHHO
B OTCYTCTBHUH KUTAWCKON MIEHTUYHOCTH. TpHALIATh JIET COBpE-
MEHHOT'0 KHTalickoro uckyccrBa ¢ 1978 rona nmo Hacrosiiiee Bpe-
MsT MO’KHO KPaTKO OXapaKTepHU30BaTh KaK MPOIECC OT Jie-KUTa-
W3ali¥ K pe-KUTan3aluu, a Tak)Ke KaKk ICTOPUYECKHUI TTporecc
COBPEMEHHOI'0 MCKYCCTBa OT JIe-KOHTEKCTYyaJIn3allui K pe-KOH-
TEKCTyalnu3aluu. ITO CBSI3aHO C TEM, YTO, IOJ BIUSIHUEM 3a-
MIaJHOTO COBPEMEHHOI'0 MCKYCCTBa, COBPEMEHHOE KHUTaicKoe
HCKYCCTBO IOCTENEHHO YTPATHIIO CBOW COOCTBEHHBIN KOHTEKCT,
U TeIepb, MO PyKOBOJACTBOM CAaMOCO3HaHHSsI, OHO IMOCTEIIEHHO
BO3BpAILAeTCs] K CBOEMY COOCTBEHHOMY KOHTEKCTy. MHTepecHO,
YTO ATOT BUJ pe-KUTaU3alluy WJIM Pe-KOHTEKCTyallu3alluu Mpo-
M3011Ie]I B 3II0XY IN100aIu3aiyi.

CoBpeMeHHOe KUTaliCKoe UCKYCCTBO pa3BUBaeTcs Bce Ooiiee
CHHXPOHHO ¢ MUpOM. B TO e Bpems Bce Ooblie u OoJblie pac-
KpBIBaeTCsl 3HAYeHUE CO3UAaTeNbHOH aesarenbHocTH B Kutae.
Co3nmaBaTh NPOM3BENCHHUS AyTEHTHYHOTO KHUTAHCKOTO HCKYC-
CTBa — BOT OCHOBHOE TpeOoBaHUe OOJNBIINHCTBA KUTAHCKHUX XY -
JIO>KHUKOB B Halll JHH.

OnHaKoO CyHMIECTBYIOT pa3jMYHbIC IyTH MOCTPOCHHS HEOKH-
TallCKOCTH B HOBOM HCTOPHUYECKOM KOHTEKCTe. 51 Mory Juiib
CcKa3aTh, YTO BO3BpAILEHUE K )KUBOU 3CTETUKE — CaMBbIi IIpak-
THUYHBIA U KOPOTKHUI IMyTh. DTO MOTOMY, YTO TaK Ha3bIBaeMasi
JKUBasl 5CTETHKA MOXXET OBITh HCIIOJIb30BaHA JJIsl HAHECEHHS OT-
BETHOTO ylapa IO TPaIWUIHOHHBIM KOHIEIIUIM aBTOHOMHU

1Cwm.: Art and Social Change: International Yearbook of Aesthetics.
Volume 13/ Ed. C. Carter. Beijing: Peking University Press, 2009.
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HCKYCCTBA M MOJXET MO-TIPEeKHEMY ONHUPAThCA Ha KUTANCKYIO
TPAgULIUIO.

B kxwutalickoit kiaccHUuecKod KyJbType BCerja CyIIECTBYET
TpaguIMs SCTETHU3ALUM >KU3HH U PYTHUHHU3ALUHU DCTETHUKH.
C TOYKHM 3peHHs KUTaWCKOM KJIACCHYECKOW KYJBTYphl, 3CTETHUKA
U MCKYCCTBO, UCKYCCTBO U KH3Hb, 3CTETHKA U )KU3Hb, TBOpYE-
CTBO U OLIEHKA, OLIEHKAa U KPUTHKa B3aMMOCBSA3aHBI U NPEACTaB-
JISFIOT co00# HeKyro OJIN30CTh, JIMIIEHHYIO OapbepoB. Kuraiickas
KJIacCUYEeCKasi 3CTeTUKa — 3TO )KMBasi 3CTETHKA, a )KU3Hb TeX,
KTO COXpaHseT KUTAHCKYyIO KJIACCHUYECKYIO ACTETHKY, — 3TO
<OKU3HB XOpoIlero Bkyca». [18]

Ecnm cmoTpeTrs co CTOpOHBI, TO HCCleA0oBaTeNlIbCcKas Mapa-
JUrMa KUTauCKOW KJIAaCCHUYECKOM MCTOPHUHU MCKYCCTBA TaKXKE Je-
MOHCTPUPYET HEKHUH KYJIbTYPHBIM IOBOpPOT. M3ydeHue kiaccu-
YECKOT'0 CTHJISI, TOXO0XE, MO0 Ha craj, U OOoJbllle BHUMAaHHUS
CTajJo YIENATbCS B3aMMOCBSI3M MEXIY HCTOpPHUEN HCKyccTBa
1 00IIEeCTBOM, KyJIbTYpPHBIM KOHTEKCTOM. B 3TOM ecThb yTO-TO
ob1ee ¢ HOBOW HCTOpPUEH HCKYCCTBA, KOTOPasl TOJBKO YTO BO3-
Hukna Ha 3amnane. [lpu OnmokalinieM paccCMOTPEHUH, COBPEMEH -
HO€ KHUTAaNCKOE HMCKYCCTBO HMKOIAA HE SBIISIOCH DCTETUYECKOU
yTonueu, kak uckycctso BocrouHoit EBpomnbl nocie naxeHus
BepnuHCcko#l cTeHBI, a Bcerja HAET Mo 0oJyiee MPAKTHYECKOMY
IyTH C COIMAJIbHOW 3a00TOH W MOCTENEeHHO BO3BpAIlaeTCs
B )XMBOM mup. Tenepp OAHO U3 OCHOBHBIX HAaIPABIEHUN COBpE-
MEHHOU MEXIYHapOAHOU 3CTETUKU TAK)KE€ BO3BpAILAETCS K 3C-
TETUKE IIOBCEIHEBHOW JKM3HH, ITOYTH IMOJIBEKA IPUPABHUBAS
3CTETUKY K GuiIocopuu uckyccrBa. IMEHHO OTOMY, 4TO «MBI
BUJIUM HCKYCCTBO, IO KpalHEWl Mepe, 4aCTUYHO, B TEPMHUHAX
Ocretuku lloBcengueBHo# JKu3Hu, m MBI BUOAUM DcTeTuKy Ilo-
BceaHeBHOU JKu3HM, 1O KpaliHEM Mepe 4acTUYHO, B TEPMHUHAX
HCKyccTBay. [19]

C TOYKM 3peHUs] Hamleil MECTHOH XWBOW SCTETHKH, KUTAM-
CKO€ HMCKYCCTBO NOJDKHO BEPHYTBCS K TAaK Ha3bIBAEMOMY KH-
TallCKOMY OIIBITY, a KUTAHCKHE XyHOXXHUKHU TOJDKHBI CO31aTh
KUTANCKOE UCKYCCTBO HEOKUTAICKOrO TOJIKA, B KOTOPOM MBI
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MoTJIH OBl YBUJETH AyX HAIleW COOCTBEHHOW KYJIHTYPHI U HAIH-
oHaJbHOCTU. KwuTalickue HCTETUKH U TEOPETHUKU HCKYCCTBa
JIOJDKHBI CO3/1aBaTh TEOPUU HCKYCCTBAa HEOKHUTAHCKOTo THIIA,
CIIPABEUTUBO OOBACHATH W HMHTCPHPETHPOBATH COBPEMCHHOE
KHUTANCKOE UCKYCCTBO U KYJIBTYpPY.
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1. Definitional aesthetic-artistic dyad in conjunction with the subject-matter of
aesthetics

Nowadays, the problem of the relationships between the
aesthetic and the artistic issues is of particular relevance. Not
the least of this is due to the strong connection of this problem
and the subject-matter of aesthetics. And especially — the main
qguestion of this matter. Its outline currently becomes blurred.
Even the existence of our studies as systematic knowledge has
some concerns. These doubts about maintaining aesthetics as
a separate philosophical discipline have been expressed
by various researchers, and the landmark ones, too.

For example, H-G. Gadamer once said: «It is well known that
aesthetics is the youngest of the philosophical disciplines». It
was created with the help of «the explicit restriction
of Enlightenment rationalism in the eighteenth century» — i.e.
in the specific temporal historical situation. Kant-Baumgarten’s
«justification of the autonomy of art was a great Achievement»
in its age, however, in our time it seems to become an
anachronism. That is why, «we must gain some insight into the
prejudices that are present in the concept of a philosophical
aesthetics». We need to overcome the concept of aesthetics itself».
[1, 100] (emphasis added by us. — V.K.)]

Gadamer’s point of view seems to be close to the point
of view of Victor Bychkov, the illuminant Russian philosopher
and historian of aesthetics. «In 20" century the aesthetic
problems were developed not only and not quite in the special
studies, but in the context of other disciplines... and also in the
field of new philosophical texts (in most cases, postmodern
ones)». «... In 20" century, we can distinguish transformation
of aesthetics from the philosophical system of knowledge
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to some kind of irrelevant addition to the specific studies».
Aesthetics of postmodernism intrinsically refused any aesthetic
theory and philosophy of art in its traditional sense. It is fully
and wholly non-classical aesthetics... Postmodern theoreticians
(who are also practicians) examine art in the same breath as the
other cultural phenomena... There is neither true nor false,
neither beauty nor ugliness, there is neither comic nor tragic.
All and everything are present in everything, depending on the
conventional setting of the recipient or the researcher... Any
specificity disappears in the global system of intertexts and the
labyrinths of meanings, and it also happens with aesthetic
specificity». [2, 462—463] (emphasis added by us. — V.K.)]

The principal concern, which is similar to my own, related
to blurring of the aesthetic subject, | noticed in one of the
reports of A. Radeev, a philosopher and historian of aesthetics
from St. Petersburg. The list of similar statements can be
continued.

This article is based on the author’s desire to create some
kind of contour of the current problem statement of the
relationships between aesthetic and artistic issues, connected
with the question of aesthetic subject. Moreover, it should be
taken into account two following circumstances.

— Even in the age of aesthetic’s birth, the «art» and the «beauty» were
included in its subject. And it happened with no proof, only intuitively.
From then on, the researchers continued to lament about the
ambiguity of the definition, which could lead to further
misunderstandings and even the split. However, starting from
Baumgarten and to the middle of the 20" century, the researchers one
way or the other managed to accord «unsymmetrical» parts of the
aesthetic sphere. The problem of the correlation the aesthetic (which
historically correspond to any beauty) and artistic (which in its turn
correspond to art itself) originated not today and not yesterday either.
It originally was presented in aesthetic field. Its current actualization
has clear relationships with the depletion of traditional ways and
tools.

— The problem itself, presented in the title of our article, in not as
simple as it might seem. It is a whole complex of sub-problems, or its
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components, regarding which the experts give the full spectrum
of explanations.

— Thus, the concept of the artistic is justifiably considered as an
expression of the very belonging of an object or an event to art. But
when we try to use this definition in practice, we are facing the
methodological difficulties, which are not so easy to overcome.

First, we would like to name and sign the most important
aspects of this topic. Or, to be more precise, we would like
to formulate the questions, which are united by the problem
of the aesthetic and the artistic.

1. Is the art a single and coherent phenomenon that has a specific
essence?

2. Is it possible to give a correct, accurate, scientific definition of this
phenomenon?

3. How definite are the borders between art and non-art?

4. Can we define the expansion of the area of the art with its escaping
into the non-artistic sphere as a new trend, or this phenomenon is
traditional for art?

5. Is the aesthetic origin still specific to art?

6. Isn’t there a castling, i.e., a change of roles in the relationship
between the aesthetic and the artistic?

7. Does the art, which has escaped from the traditional aesthetics,
have its own features and characteristics? And if so, can they be
considered as a new artistic or a new aesthetic?

8. Should we unite two qualitatively different types of art (and the
stages of its development) — the classics and non-classics —
in asingle concept of art?

9. What is the general nature of the development of art? Is it linear or
non-linear? What is the meaning of this for the research
methodology?

It seems necessary to at least briefly comment these issues
in the next paragraphs of this article.

2. Art: history of one illusion?

It is well known that nowadays the legitimacy of the
synthesizing concept of art is questioned, or even completely
denied. For postmodern philosopher who declared war on the
whole [3, 71—82] in the name of fundamental pluralism such
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position is quite organic. Anti-essentialism, which denies the
single essence of art, became one of the most influential trends
in American philosophy and art. [4]

The reader who opened the fundamental encyclopedia on
postmodernism, which was published in Belarus, will find about
17 different articles about variants of the artistic and the
creative activity. However, there is no generalizing article about
the art itself in this book. [5]

Sometimes, with reference to L. Wittgenstein, art is referred
to the -category of open concepts: i.e. fundamentally
indefinable, because, according to some authors, the dynamics
of artistic creation itself destroys any attempts of catching it
in remain static. Thus, a deep crisis of perhaps the most
important and basic of aesthetic categories is evident. However,
we must recognize existence of arguments of the opposite
direction.

Art is a social phenomenon of a special kind. No other social
institutions (such science, morality, religion, etc.) are able
to fully and wholly replace it with themselves. This still
encourages us to look for a single specific basis for the functions
it performs, a kind of dominant among them. Of course, we
must take into account the historical modifications of the entire
complex. Such is the sociological argument «for art». The
anthropological argument is no less significant. It is hardly
possible to explain the origin and further development of Homo
sapiens without ignoring the active participation of art in this
process. Nevertheless, in scientific works on anthropogenesis,
the corresponding chapter is usually not presented.

There is no doubt that developing definitions of art is not an
easy task. But according to some optimists, the difficulties
associated with such definitions could be overcome. For
example, W. Tatarkiewicz proposed a well-known alternative
definition of this phenomenon. According to Tatarkiewicz, art is
a conscious human activity of either reproducing things, or
constructing forms, or expressing experience, if the product
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of this reproduction, construction, or expression is capable
of evoking delight or emotion or shock. Here Tatarkiewicz
combines, on the one hand, a certain set of essential constants,
oppositions of the art, and on the other hand, the possibility
of changing their parameters. [6, 36—41] Thanks to this
operation, the desired definition acquires the necessary
flexibility, openness and dynamics.

3. Art and Non-art. Borders, transitions, borderland

In the interaction between Art and Non-art, there are
several multidirectional intentions. They are viewed both
retrospectively and in the context of the present, with a focus
on the future. They can also be called the strategies, because
they cannot be realized by themselves, but only with help
of certain groups of artists and theorists. Let us designate and
briefly characterize these strategies.

The desire to take out the actual artistic achievements, set
them into the environment of human being and give them
a «sign of the artistic». Such desire seems to be quite natural. It
has been the feature of our culture since primitive times. This
trend is characterized, firstly, by dominance of aesthetics, in its
traditional sense, in art, and, secondly, its spreading into the
areas, that have not previously been directly related to art. That
was and still is the process of the aestheticization of the reality.
However, transformation of this concept itself did not take
place. As a result, the special expanded field of the aesthetic
culture of the society has emerged. [7, 135—151]

It is also natural to expand the area of art by involving in it
objects and processes (events), that were previously classified as
non-artistic. Such forms of art of the 20" and the 21% centuries
as pop-art, environment and some others fit well into this trend.
Such trend challenges the very concept of the artistic and the
existence of its boundaries. When everything can become art,
the distinction between the art and the non-art becomes
irrelevant.
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The boundary between art and non-art, the artistic and the
non-artistic is not stable, but it is flexible, mobile, changeable.
It has a large capacity both in one direction and in the
other one.

The intention to merge the non-artistic with the artistic
begins already in traditional forms of art. Evidence of this is arts
and crafts, architecture. In the fields of humor and laughter, we
can distinguish it in the development of certain life forms into
artistic ones. Caricatures, cartoons, jokes, anecdotes, etc., which
exist in life itself, are willingly included by the masters
of comedies in the composition of large field form — comedies
themselves, but also vaudevilles, satirical performances,
sketches, etc.

The problem of art and non-art is part of the broader issues,
such as art and life, art and society, art and culture. Therefore, it
is not surprising that throughout history it has turned to the
researchers with its various angles.

Experiments with the search for the authentic forms of non-
classic art went in parallel with attempts to recognize and
substantiate them theoretically. It is remarkable that many
origins and ways of the evolution of art, which seem to us the
very modern, have their predecessors and prototypes in the
previous epochs.

So happenings and performances, which are justifiably
classified as the leading genres of postmodern art, aim
to overcome the theatrical routine. They bring the scenic play
outside and carnivalize life itself. The origin of this idea, which
tries to equalize the theater and life, we can find in J.-J.
Rousseau’s Letters on French Music.

«With liberty, wherever abundance reigns, well-being also reigns».

«It is in the open air, under the sky, that you ought to gather and give
yourselves to the sweet sentiment of your happiness».

«Do better yet; let the spectators become an entertainment
to themselves; make them actors themselves; do it so that each see
and loves himself in the others so that all will be better united». [8]
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Sometimes such dialogue of ideas can take place not even
in centuries, but even in two millennia. Let remind ourselves
Aristotle’s Poetics and his theory of tragedy.

«We assume that, for the finest form of Tragedy, the Plot must be not
simple but complex; and further, that it must imitate actions arousing
pity and fear,

There remains, then, the intermediate kind of personage, a man not
pre-eminently virtuous and just, whose misfortune, however, is
brought upon him not by vice and depravity but by some error
of judgement (apoaptia), of the number of those in the enjoyment
of great reputation and prosperity».t

Next to the tragic area, the area of aesthetic and artistic,
Avristotle put a wider space of philanthropy (ewéavOpomog).In
modern terminology, this non-specific area could be understood
as an existential space.

Here, in particular, were those who did not suffer innocently
and were not at all noble. However, according to Aristotle, they
are still deserved philanthropic compassion. In the further
historical development of the aesthetic theory, the borders
of the tragic shifted to the simply existential.

In the 20" century, more than two thousands years after
Aristotle, Heidegger’s fundamental ontology have the status
of beingness to the emotions of an aesthetic nature. Heidegger
transferred them into the composition of aesthetic experience,
and at the same time he actualized the concept of the
existential. According to Heidegger, the existentials are broader
and less specific formations than emotions represented
by traditional aesthetics and its concepts. Entering this sphere
expands the subject of the aesthetics. And vice-versa: «not quite

1 See, for instance: The Poetics of Aristotle / Translation and
Commentary by Stephen Halliwell. Duckworth: The University
of North Carolina Press,1987. — AU.
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aesthetic» existentials the magma, where the islands
of scientific aesthetics categories emerge. [9]

As a result of all these shifts between art and non-art, a very
extensive borderland is formed, where they appear not in a pure,
but in a modified form. It is marginal art in the language
of postmodern, i.e. borderland art. This art includes art
of children, the outsiders, the disabled, the prisoners, etc. We
must pay tribute to the researchers of postmodern orientation.
They have shown great, sustained interest in these topics. The
study of such manifestations of the artistic was and is being
undertaken with the involvement of the representatives
of a number of related disciplines: teachers, psychologists,
psychiatrists, cultural historians, etc. [10] Unfortunately, only
the number of empirical observations from this interesting area
is growing, while the qualitative transitions from here
tongeneral theory of art are extremely rare and not very
independent.

As we have already noted above, the shifts between the art
and the non-art have become the core aspiration of avant-garde
art. We are talking about expanding of artistic space, about the
dissolution of the old definition of art in something else, wider
and more significant.

However, it turns out that this idea is not new. Something
similar has already been declared before by F. Nietzsche.
According to the fact that the illusion (lie) is a necessary
condition for life, he believed that metaphysics, morality,
religion, science — all just segments of his well to art, to lie,
to escape from the «truth» to the negation of the «truth». Art
and nothing but art! It is the great facilitator of life, the great
seducer to life, the great stimulant of life. Art as the proper task
of life, art as its metaphysical activity. [11, 595]

But it seems we should return to the avant-garde of the 20"
and early 21% centuries. According to J. Kosuth, the avant-garde
art of our time wants to become not only something more than
art, but also to contain all the former spheres of the spiritual

149



culture. It is art after the philosophy, and the art instead
philosophy. Based on similar observations and generations of J.
Kosuth and V.S. Turchin and other researchers, O.Y. Panova
said:

«Trying to overcome art and take a distance from it, the avant-garde
tends to be creativity, the system of ideas, the means and the results
of the re-ordering of the intellect, thinking, perception. It tends
to help the technics, the science of re-ordering the world, the
environment, including the domestic environment, in its
reconstruction in the new environment». [12, 101]

And here we can also remind ourselves the similar ideas
of Nietzsche, which emerged 2 centuries ago. As we can see,
universalizing and despecifying tendencies in art arose in the
past and exist now. And yet, the search for the borders between
art and non-art does not leave the agenda. But the art and its
status are too important and cannot be devaluated at once.
A certain isolation of the art is necessary. Its specificity is
needed, despite all the difficulties of its detection. One of such
constructive attempts is the institutional theory of art,
developed by the American aesthetic researchers G. Dickie and
A. Danto.

«A work of art in the descriptive sense is (1) an artifact (2) upon which
some society or some sub-group of a society has conferred the status
of candidate for appreciation».

«To pick out the class of works of art one must stress the conferring
of the status of candidate rather than appreciation».

«The artworld carries on its business at the level of customary practice.
Still there is a practice and this defines a social institution». [13, 253—
256]

The desire of these authors to give the broadest definition
of art is understandable. But isn’t it too broad and situational
for the criterion for distinguishing art from non-art? The
institutional theory of art is often referred to its social or social-
psychological aspects. Without any objections to this, we
nevertheless have to note that it is closer to basic empiricism. It
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is quite obvious that the concept of Dickie-Danto seems to be
focused on some kind of factuality in its most relativist and
subjectivist approach.

Another vulnerable point of this theory is some kind
of fuzziness in distinction between art and non-art. Like
a chasing ghost, the image of a log, the favorite example of the
peculiar tree branch, found in the wild, arises in the American
texts. This natural object of forest becomes an object
of personal taste, when it situated in the office or in the study.
And it will be able to become an art object, when it is exhibited
in the gallery or museum. It is clearly far from scientific rigor.

However, these disadvantages noted by us by no means
detract from the overall advantages, the constructive
contribution made to the aesthetics by this theory. The dialogue
around the fuzziness and other weak points of this theory can
provide the aesthetics with searching for solution to notorious
problem of art against non-art.

4. The problem of specificity. From aesthetic experience to the elixirof
the artistic

According to the established ideas of the traditional,
classical aesthetics, the specificity of art is based on the
aesthetic foundation. A.l. Burov describes it in his book The
Aesthetic Essence of Art. [14] Almost 30 years later, another
eminent Russian author L.N. Stolovich spoke on this issue in the
same spirit: «And yet the nature of the art is aesthetic!». [15]

Nowadays, this statement is actively reviwed
by V.V. Bychkov. [16] Without simplifying the problem, he points
out a number of circumstances, which complicate this issue. Art
is multifunctional, which means that its aesthetic function is
not the only one. At the primitive times, the art emerged
because of different needs, and only with time the aesthetic
function achieved dominance among them.

According to Bychkov’s explanations, relation between the
aesthetic and the artistic is as follows. The concept of aesthetic
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experience is basic here. The researcher understands the
aesthetic very close to traditional aesthetics. He describes
aesthetics as a special completeness and wholeness of the
person’s spiritual and emotional experience in his relationships,
interactions with the world, the balance, the harmony, the
optimum in the present and the potential for spiritual growth
and openness in the future. Art in this context is a concentrated
expression of the aesthetic experience, its essence. The artistic
as an aesthetic quality provides the most complete and
completed realization of artistic creativity and artistic
communication (in the frame artist-work-perception-
experience).

«Everything else in art (all its countless functions) is secondary,
because it can be performed more or less by the other institutions
of culture» — V.V. Bychkov says [17, 12].

According to Bychkov, aesthetic function of the art is
researched by aesthetics, when all other aspects of art can be
given to the field of philosophy of art [18, 488].

Bychkov’s position impresses, first and almost of all,
by upholding the classical principle of the artistic. But we also
know that Victor Bychkov is the eminent connoisseur and the
deep analyst of the latest trends in postmodern art. What about
the aesthetic and the artistic in this field? Is this topic still
problematic and vital? It is a pity that VV.V. Bychkov touch on this
issue only peripherally. The reader can also be puzzled by the
author’s interpretation of aesthetic experience as mostly
harmonious one, i.e. aesthetic experience is predominantly
based on harmony. The tragic, dramatic experience and the other
similar kinds are clearly out of work. There is no place for them
in Bychkov’s concept. But all of these weak points seem to be
redeemed by on fundamental advantage of his position. His
concept firmly recognizes the aesthetic experience as basic, and
the artistic experience is put on the second place. It is described
as some kind of the subsidiary — as a quality of human art.
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5. Inversion: the Priority of the Artistic

But for the sake of objectivity, it should be mentioned that
in the works of other researchers, the change of the priorities
took place. Now the aesthetic has been put into the background,
and its place has actually been taken by the artistic. | call this
process the inversion. The following quotations from the book
The Phenomenon of Postmodernism, written
by N.B. Mankovskaya, are very illustrative.

«A number of foreign researchers propose to creation institutional
ecological aesthetics that would balance the status of the nature and
the art in the aesthetic consciousness of society». [19, 250]

«Realizing his creative potential, a person creates the culture and
tends to equalize relationships with the nature». [19, 249]

«While the nature as an origin of the aesthetic experience arose before
the art, at present, the art as a cultural institution models the attitude
towards the environment» [19, 228].

It can be seen from the above fragments that the problem
of the relationship between the aesthetic and the artistic is
discussed by the author as a comparison of aesthetic potentials
of nature and art. And it seems to be justified. After all, the
passages cited above refer to ecological aesthetics, where the
problem of art and nature is the core one. And yet it should be
noted that in this book aesthetic experience loses its former
priority, giving way to the experience of the art, i.e. the artistic.

It may seem that the inverted solution of the problem itself
is also justified: after all, here we are talking only about
aesthetic consciousness of society, about paradigmatic attitude
towards the relation to the environment. But we could not help
but notice that epistemological, psychological, axiological
interpretations of relation between the aesthetic and the
artistic, which were originally centered on the subject-matte,
gradually imperceptibly turn into existential and ontological
ones. And this is a completely different matter. It turns out that
the nature, like the moon, shines only with the reflected light
of art.
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It is common in the methodologic of science or art to have
alternative solutions to the same problem. However, if the first
one of them is traditional and known during the centuries, the
second one, which is becoming more and more popular, should
be extinguished in more detailed way.

It turns out that the second approach, the inverted one, also
has a significant background. Its roots go back to the 18"
century, to the aesthetics of Kant, as well as its later tradition.
As you know, in the 3 Critique of Kant, two main sections
coexist, but also complete with each other: the aesthetics
of taste (with its core of the nature) and the aesthetics of genius
(with its core of the art). Let us pay attention to how
V.F. Asmus, the eminent Soviet aesthetician, sets out Kant’s
position on this issue.

«The judgement about the beauty of the nature requires only taste.
The judgement about the artistic beauty requires the genius».

«Kant’s doctrine of the genius is complex and marked by the
contradictions... The premise of this doctrineis the idea of te primacy
of the beauty over the nature. The beauty in the nature is revealed
only through the beauty in the art... Lant puts this fact to the rank
of an aesthetic theory. ... The art, declared its autonomy for the
morality, os also declared its autonomy for the nature. The nature is
no longer a model for the art, but the instrument, i.e. the only sensual
means the art has.» [20, 501]

Although Valentin Asmus said about the complexity and the
contradiction of Kant’s doctrine of the genius, he sympathized
the idea of the primacy of art (the artistic) over the nature (the
aesthetic). The observations that Kant raised to the rank
of theory are also clear. Even today, the following example,
which pass from work to another, is well-known: only after
Turner’s canvases did everyone notice the reddish color of the
London fogs.

And yet there are observations of a different kind, from
which in their turn the concepts grow, which are alternative
to the inversions. | want to refer to two of them. Of course, they
are quite far from Kant’s aesthetics, but they are also involved
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in the problem of the relationship between the artistic and the
aesthetic in a more vital sense.

The well-known Soviet aesthetician Nina Dmitrieva made
a critical remark about the Vygotky’s Psychology of Art.

«According to Vygotsky, the natural meaning of the rality, its events,
actions, characters, etc. is difined and unambiguous. This material is
everything that the poet took as made... The material is then
transformed into a higher, the artistic, the quality with help of the
activity of the form. The duality and the complexity are brought
in by the art». [21, 30—32]

As we see in this quotation, the reality of non-artistic,
aesthetic experience declares its rights and even its priority.

According to Kant, there is the priority of genius over taste,
the art over the nature (and then the artistic over the aesthetic).
But it is not fully and wholly clear with this position either.
There are different interpretations of that fragment from the
book of Valentin Asmus, which we have cited above. [22, 100—
102]

Another, far from unambiguous, interpretation of Kant’s
position was expressed by H.-G. Gadamer in his fundamental
work Truth and Method. [23] According to his view, Kant
understood the limits of his «aesthetics of taste» (...nature) and
made a shift to the «aesthetics of genius» (...art), but preferred
the first one, old and anachronic. «Kant is to this extent old-
fashioned» [23, p.52]. Only «thus Hegel’ aesthetics is based
squarely on the standpoint of art. In art man encounters
himself, spirit meets spirit» [23, p.54].

As we can see, the appeal to the history of the issue does not
give us unambiguous and indisputable conclusions either. And
this is a sign that the search for the real solution to the problem
of the aesthetic and artistic must be continued.

6. Classics or/fand Non-classics

The contemporary aesthetics is in a crisis. However, it is not
extraordinary condition for it. This is exactly how the well
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known Czech researcher Zdené€k Nejedly named his article: The
Crisis of the Aesthetics (Krise estetiky). And it was written more
than a century ago in 1912! [24] Looking back to the history
of the aesthetics, we can find in Baumgarten’s Aesthetics the
two-part nature of the subject of our discipline: the beauty and
art. [25] They were too different back then, they are still
different now.

The immediate cause of the collapse of a single subject
of «the new science» is art. Extremely sensitive to the slightest
social and cultural changes, it naturally developed much faster
than the general human practice. Faster than the aesthetic
experience itself. Then something happened that should have
happened — the avant-garde art began to leave the traditional
aesthetics, becoming autonomous, self-legal and sovereign.

The main result of the great artistic and aesthetic revolution
that took place in the second half of the 19" and in early 21
centuries was the split of art and aesthetic theory into classics
and non-classics [26, 414—420]. The new, innovative artistic
practice could no longer obey the old canons. This exact
historical and artistic situation that has actualized our well-
established ideas about the subject of aesthetics, its legitimacy
and the status.

Perhaps the main point of critics addressed by avant-garde
artists to classical aesthetics is that it was originally put into the
disciplinary state by Baumgarten. For a long time, there were
a lot of attempts to apply to the art criteria by which the
aesthetic can be measured. The non-classic art required
others — more local and specific, and non-mimetic conceptual
means. Bychkov called them paracategories (by analogy to the
classical categories of the aesthetics) [27].

In relation to the split (into classics and non-classics),
artists and art researchers create two main strategies. The first
one is their maximum opposition to each other. Such great
thinkers as José Ortega y Gasset [28], Georg Simmel [29], and
Nikolay Berdyaev [30], who were among the first to write their
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analytical studies on non-classical art and laid the foundations
of this tradition. We must pay tribute to open-mindedness
of these scholars — their openness to everything unusual,
untested, new. They are entirely on the side of avant-garde, and
in opposition to evident classics. Nowadays, many «advanced»
aestheticians also choose this side. The only note of concern is,
perhaps, only the thought that in this case the model of lineal
development does not work with art, and the emergence of the
new does not mean the devaluation of the old. The fact that the
art does not work this way was known and written, in particular,
by K. Marx. [31]

The second strategy is to combine the classical and the non-
classical within the framework of a single process
of development and, thus, in a single concept. H.-G. Gadamer,
who was very sympathetic to innovations in art, at the same
time insisted that classics and non classics should not be split
apart and opposed, but united.

«l shall proceed initially from the basic principle that our thinking
in this matter must be able to cover the great traditional art of the
past, as well as the art of modern times. For although modern art is
opposed to traditional art, it is also true that it has been stimulated
and nourished by it.» [32]

Revealing some common constants and patterns of old and
new art, Gadamer described the «Art as play, symbol, and
festival». [32]

The author of this article, after studying this issue, tends
to take a position even more radical than the above-mentioned
masters of the early 20" century. It is advisable to understand
classics and non-classics as two different and independent kinds
of Art. The author is not alone in this statement. The Russian
researcher Oleg Krivtsun writes:

«If today we call something the art, then, as a rule, we do it on different
grounds... It is impossible... to fit all... expressiveness under a single
criterion of the artistic. There is no single optics in latest art» [33, 272].
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Thus, we propose to realize the essential dualism of classics
and non-classics, underscore and recognize it. In this proposing
we do this not spontaneously, but relying on the evidence
of serious analysts of the art of 19" and the beginning of 20"
century.

It is enough to read only one chapter of Dehumanization
of Art by Ortega y Gasset, entitled by him Non-transcendence
of Art, to understand that the new art has little in common with
the old one. It has lost its interest in seriousness, and hence its
high social status, become equal to sports and entertainment.
«No doubt, Europe is entering upon an era of youthfulness» [28]

Further, Aleksey Losev in his late work Aesthetics of Nature:
Nature and its Stylistic Functions in Romain Rolland, written
together with Muminat Takho-Godi, gave a detailed description
of the century of modernism.

«Romain Rolland took a very sincere attitude to this new trend, deeply
understood its historical necessity, and undoubtedly recognized its
long existence... and most sincerely began to draw from it...» [34, 225]

And here is what Aleksey Losev discovered in the very core
of non-classic art:

«Romain Rolland... rejected... the modern artistic reflexity, when the
artist reflects not on real life, but only over the artistic forms of the
image of this life...» [34, 223]

In our opinion, it is necessary to acknowledge the noted
split of the one. But at the same time, it is necessary to stipulate
the fundamental equality of the two historical stages and types
of the artistic creativity. Art, like the culture as a whole, is not
the subject to the linear development. After the emergence
of non-classics, the classics also continue to exist and develop.

Of course, for purely historical, teaching and other similar
purposes, one can try to cover the opposition between classics
and non-classics with a single view (as H.-G. Gadamer suggests).
But it will be, on one hand, only genetic, and on the other hand,
just formal association. Of course, there are already examples
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of different approaches. For an instance, Bychkov in some
paragraphs outlines the implicit (practical), in others — explicit
(theatrical) spiritual complexes. In this context, the form unites,
and the content requires its own specification. The analogy with
the division into classics and non-classics is directly associated.

7. The innovative artistic as a search model for extended aesthetics

It is impossible not to pay tribute to the studies of those
modern aesthetics who seek to modify and expand the
interpretation of the aesthetic itself so that it includes the
latest, non-classic phenomena of art. One of these experiments
is the creation of the institutional theory of art, and we have
already briefly reviewed it. Another attempt to expand and
dynamize the sphere of the aesthetic was made by the well-
known American aesthetician Arnold Berleant in his article
The Historicity of Aesthetics [35, 195—203]. Here, he sharply
criticized the most basic concept of classical aesthetics —
aesthetic attitude, considering it an unsuccessful brainchild
of I. Kant and the Enlightenment. In fact, the author rebels
against the very subject-object paradigm, since it is this
paradigm he considers to blame for the conservancy of old
aesthetic categories. As an alternative to the aesthetic attitude,
he proposes the concept of aesthetic situation, which has many
components, and, in his opinion, is more variable and
dynamic.

In conclusion, let us express our own idea of establishing
the artistic as a kind of new aesthetics. There are two
interesting, informative articles by V.V. Bychkov, published
in Russian major philosophical journal. [36] Emphasizing the
specific, organic criterion of these realities in art, he introduces
a dialectically-synthetic concept, which was new for aesthetics:
form-content. Many kind words can be said about these two
texts, their depth and peculiar details. Nevertheless, it has
already been noted above that, according to this author, the
artistic is an attribute of the classics. The limitation of such
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conclusion may be explained by the traditional nature of the
concepts: form and content.

It seems to us that for analysis of the phenomena of non-
classic art, the concepts’ field grouped around the term
of meaning are more effective. A researcher must take into
account that the concept of meaning is developed at least at two
levels: existential-psychological and semiotic-communicative.
In art, this second aspect is of particular importance.

The semantic analysis is most relevant to the latest, avant-
garde mode of art, because it often works with vanishing small
traces of meaning, semantic shifts, etc. In our opinion, this
approach allows us to expand the traditional concept of artistic
and aesthetic.
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AHAJTOFAYEBA, HCKAH/JEP XAHPY/THH"

«HEYMECTHOE I''l YBOKOMBICJIUE»
AHAJIMTUYECKOT'O KOHIEITYAJU3MA

BrictaBka «Heymecmuoe enybokombviciue» NBYX 3HAKOBBIX
MPEICTaBUTEIICH MOCKOBCKOIO KoHIenTyanusma FOpus Anvbep-
ma n Buxmopa Crepcuca noimkHa Oblna mpoiitu C 7 ceHTsAO0ps
nmo 7 wosOps 2021 roma B mpoctpancrBe ILONA-K artspace
B Mercury Tower nenoBoro nenta Mocka-Cutu B Mockse. Ox-
HAaKO OpraHu3aTopbl peHIWJIN MIPOIAJIUTH HJaHHYIO BBICTaBKY
no 31 suBapsa cienyromero rona. PasgenénHas mexay IByMs
IIPOCTPAHCTBAMH, JKCIIO3UIMSI pacliojlaraeTcsi Ha JIBYX 3TaXkax
OalHMU: HAa BTOPOM 3Ta)Ke, IIe TOCETUTEb OKAa3bIBAETCS B YIOT-
HOW aTMocdepe C NPUTIYHIEHHBIM CBETOM, U Ha COPOKOBOM
9Ta)xke, e SKCIIOHUPOBaHHBIE Pa0OTHI BEIHY)KACHBI KOHKYPUPO-
BaTh 3a BHUMAaHHUE 3pPUTEJIsSI C MAaHOPAMHBIMM BUJAaMHU Ha CTOJU-
ny. XyIJOKHUKH T'OBOPAT, YTO TaKoBa U Oblja MX COOCTBEHHAs
SKCIIO3UIMOHHAs Hjesl. DTO — BIIOJHE OINpaBJaHHAasi U OUYCHb
CTpaTEeTUYECKH IUIOJOTBOPHAs HUJEsl CO3JaHUS 3CTETUUYECKH 3a-
BEPIIEHHON JKCIIO3UIIUH, KOTOpasi OOBIYHO B TOPOJACKOM cpeie
MIPOEKTUPYETCA MO TpHaje: BHEMIHUNW apXUTEKTYPHBIH OOJIHMK
TOYKM JIKCIIO3ULIMM — BHYTPEHHUM JHU3allH HHTEpbEpa 3xa-
HUSI — HKCIO3UIIMOHHAS apXUTEKTypa.

Bukrop Ckepcuc u IOpuit Ans6epT — TpeIcTaBUTEIN Tede-
HUSI, TTOJYYHBIIETO UCTOPHUYIECKOE HA3BAHHUE MOCKOBCKO20 AHA-

t Jlobauesa, Ana (v-noura: lya9980@mail.ru); Xaupyrnun, Hckanoep (-
nmoura:  gisilhai@gmail.com) — crymeHTsl  Kadeapel  ACTETHKH
¢dunocopckoro daxynprera MI'Y umenun M. B. JlomoHocoBa u panee
uMeBmue nyomu- kamuum B AU. OO030p cAenaH cHoenuanbHO IO

pPeOaKIMOHHOMY 3a/IaHMIOHAMIETO XypHana. — AU.
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AUMUYECKO20 KOHYenmyaiuma, KOTOpbli OOBIYHO IPOTHBOIIO-
CTaBILIIOT JaumepamyprHomy (WM, KaK OCTPOYMHO IIOJIMETHII
Bopuc Tpoiic, «pOMaHTHYECKOMY»') KOHIENTyanusMy JIpuxa
bynamosa, @®pancucxo Unganms u ap.

Buktop Ckepcuc — Y4YEHUK ABYX BBIIAIOLIUXCS AesTeNneit
COBETCKOTO HEO(HIIMaIbHOTO HCKYCCTBa, MHOHEPOB COI-apTa
Bumanus Komapa wu Anexcanopa Menamuoa. B 1970-¢ rombl
Ckepcuc Bmecte ¢ [ ennaouem /Jonckum v Muxaunom Powanem
co31aéT KyJbTOBYIO rpynny «I ne300», KOTopas HpeoaoJieBaeT
«KapTUHOUEHTPUYHOCTH» CBOUX IPENIIECTBEHHUKOB W 00pa-
maercs K nepopmaHcaM M X3MIEHUHTaM, CPeIrd KOTOPBIX ca-
MBIMH HW3BECTHBIMH, MOXaIYH, SBISIOTCA «Oniodomeopenue
semauy, «lunnomusupoganue xoicmay u «HMckyccmeo 8 maccwiy.
[Tocne pacnana rpynnbel Buktop Ckepcuc padortan ¢ Badumom
3axaposvim B Tpynne «C3». B 2008 roxy oH omy0ymKoBai 3Ha-
KOBYIO JUISI OT€YE€CTBEHHON TEOPUH UCKYCCTBA KHUTY «Acnexmuvl
Memauckyccmea»®, B KOTOPOW BBIPa3sWIl CBOE IIPEACTABICHHE
0 (peHOMEHE MOCKOBCKOTO KOHIIETITyallu3Ma W BBEJI B 000pOT
MOHSITHE «METAUCKYCCTBO», O KOTOPOM MBI CKa)XeM Jaliee.
B toMm xe 2008 rogy Ckepcuc crai 4acThiO0 XyHZOKECTBEHHOTO
oobeaunenust «Kynuoony. Ceronsi CKepCHC SIBISIETCS TaKkKe
YY4aCTHHUKOM Tpymiibl « Doenveeticy u aprenu «L{ape ['opwiy v die-
HOM pPEJaKIMOHHON KOJUIETMHW TEOPETHYECKOro IKypHala
Aesthetica Universalis ¢pumocodckoro dpaxkynsrera MI'Y umenun

v Ipoiticc B. MOCKOBCKUH POMAHTHYECKHMN  KOHUENTYaJIHU3M.

https://mmoma.ru/press/articles/
boris_grojs_moskovskij_romanticheskij_konceptualizm/

2 Ckepcuc, B. AcniexTsl MeTanckycctBa. M.: An Maprunem, 2008. Bpi-
X0 B CBET TCKCTa ObLI OPUYPOYCH K OJHOMMEHHOMY DKCITO3UIIUOH -
HOMY IIPOEKTY, IIPOrpaMMHOMY JIsI aBTOpa MU OCYIIECTBICHHOMY
B LlenTpe TBOpueckux unayctpuii «Padpuka» (kypatop E. erots, cMm.
nokymenrtanuro: https://russianartarchive.net/ru/catalogue/document/
V354 (nara oopamenus 04.04.2022). — AU.
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M. B. Jlomonocosa. Pa6oTer Buktop Ckepcuca HaXOAATCS B CO-
Opanusx [ocyoapcmeennoti Tpemwvsxosckou eanepeu, Myses
Homnuoy, eanepeu « Totumy, Xyoooicecmeennozo myses Llummepnu,
xyoooicecmsennou eanepeu «Cogitoy gurocogckoeo paxyrvmema
umenu M. B. Jlomonocosa, psana IpyTruX TOCYIapCTBEHHBIX
Y YaCTHBIX KOJIJIEKIUH.

FOpuit Anebepm — yuenuk Examepunor Apronvo. B 1970-k1e
robl — aKTHUBHBIA YYAaCTHUK OGUMCEHUSI «KBAPMUPHO2O UCKYC-
cmeay» M «Knyba asaneapoucmogy, B paMKax KOTOPBIX OH M Hayal
C03/1aBaTh CBOM TEPBBIE MHCTAUIIIUK, OOpaIasch K OIbITY 3a-
MaJHBIX KOHIENTYyalInCcTOB, rpynne Art&lLanguage u onHOMy
13 OCHOBOIMOJIO)KHMKOB TEOPHH KOHLENTYalbHOI'O HMCKYCCTBa
Jorcozeqpy Kourymy. Paborasi ¢ KyIbTYpHOU ampornpHanuei, na-
poaueli, cTupas TPOTHUBOIOCTABICHUE S3bIKA, JHUTEPATYpPHI
Y BU3YaJIbHOCTH, KapTUHBI, I0puit Anp0ept co3naér cBou camble
3HAMEHUTHIE Pa0OTHI, MOJHBIE IBYCMBICICHHOW MUPOHUH: «Bo3-
oyx uz L'ocyoapcmeennoii Tpemowsxoeckoii eanepeuy (1979), «A
ne Jowcacnep [oconcy (1981), «Umo kacaemcs moe2o muenus...»
(1987). Kak u Bukrop Ckepcuc, FOpuit Aiipd0epT cOCTOUT B 00 -
enuHeHusAxX «Kynuoony, «Doenvseticy u «L{apv I'opwvly. PaboTs
Anbbepra HaxonsaTcs B cobOpaHusix ['ocynapcrBeHHoit Tpemuvsi-
Kogckoll eanepeu, I'ocyoapcmeennoco Pycckoeo mysea, [ocydap-
CMBEHHO20 YeHmpa co8pemMenHoz2o uckyccmea, baxuucapaiickozo
myzes, Myzes Iomnuoy, Myzes Jlroosuea (Aaxen), Xyodoowcecmeen-
Hoeo my3es Llummepnu, My3sea uzobpazumenvHuvix uckyccme 6 by-
oanewime, I'ocyoapcmeennozo epaghuyeckozo cobpanus 6 Mionxene,
XY00orcecmeeHno20 myzes Yuusepcumema [Jotoka M B paje 4act-
HBIX KOJUIEKIIUH.

Kyparopowm BricTaBku «HeyMecTHOE ITy0OOKOMBICTUE) SIBIIS-
erca bopuc Mannep — aBCTpUNCKUN apT-KPUTHUK U TEOPETHUK CO-
BpeMeHHOTO HCKyccTBa. B Poccum oH paboraer maBHO: 3a €ro
IJIe4aMHd HECKOJIbKO IPOEKTOB, OCYIIECTBIEHHBIX BMECTE
¢ Stella Art Foundation u3BecTHOTO pOCCHICKOTO KOJUIEKITHOHE -
pa u wmeneHata Cmenrst Kecaesoui. Ilo mpicim MaHHepa,
«HeymecTHOE rimyOOKOMBICIIHIE» — 3TO JIOTHYECKOE ITPOJIOIIKE-
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uaue npeaeraymero npoekra ILONA-K artspace «Crnopwiy Ilapyii-
pa Jlasmana u Anopess Puiunnosa, KOTOpble BMecTe ¢ As0ep-
ToM U CKEepCHCOM COCTOSIT OJHOM TBOPYECKOM OOBEIMHEHHH
«Kymugon». CBOO KOHIEMIMIO BEICTABKH KYpaTOp OIHCHIBAET
C MOMOIIIBIO MPOTHBOIIOCTABJICHNS KOHUENTYaJIbHBIX CTPaTEeTH
XyHTO0XXHUKOB, rae Opuit Ans0epT «...cmasum noo eonpoc cam
cmamyc npousgedenus ucKkyccmea. flensaemcs au oHo agmonom-
HbIM 00beKMOM, nepedaloujum KOOUpOBAHHOe NOCAAHUe, UNU IO
npoOCmMo cied HUsHedesmeabHOCmU 0moeabHo2o yenogexa?» Buk-
Top CKepcHuC, B CBOIO OUEPEeb, «CHABUM GONPOC O banance Heul-
HOCMU U COOepIHCAHUsL», CMEIINBas CEMaHTHUYECKHE MPOCTPaH-
CTBa B TOIBITKE MPOAEMOHCTPUPOBATH 3PUTEIIO TYOUTEIBLHOCTH
OJHO3HAYHbIX KOHHOTaLU/Iﬁ U MPpEACKAa3yEeMbIX OIMHUCATCIbHBIX
CTpaTeruil.

HHTepeceH cMbIca Ha3BaHUS BBICTAaBKH. B Buaeoo0630pe
atoro cobeitus Ha YouTube-kanane «Apm nyeA» (cm.: https://
www.youtube.com/results?search_query=Apm-+ayzA) oba Xymnox-
HHKa JIMYHO BBICKA3aJHUCh IO 3TOMY IIOBOXY, U 1aB CJIEAYIOIIHE
uHmepnpemayuy «HeyMecmuo2o 21yO00KOMbICAUsA» HUCKYyCCTBA BO-
00111e ¥ KOHILIENITYaJIbHOTO UCKYyCCTBA B 4acTHOCTH. FO. Anvbepm
CYMTAET, YTO MCKYCCTBO BCerJa JOJDKHO OBITh HEMHOI'O
HEYMECTHBIM, BCETra JOJDKEH OBITh HEKOTOPBIH «3a30p»; IO ero
MHEHHIO, Ha BBICTABKE Ipejiaraercs Takoid THUIl UCKYCCTBa, KO-
TOPBI HE COBCEM aKTyaJIeH JIA 0oJiee MOJIOABIX XYIOKHHKOB;
B paboTax 000MX XYIZOKHHKOB CTaJIKMBAIOTCS HECOBMECTHMBIE
MOZEJIH TOTO, YTO €CTh UCKYCCTBO (HallpUMep, «CTOJIKHOBEHUE)»
IBYX Pa3HBIX MOJENIEH TOro, 9TO TaKoe KapTHHa — abCTpaKTHas
wim n3obpasurensHas — B paborax u3 cepun «He Bepp riazam
csouM!»). B. Ckepcuc cauTaer, 4To OSTO Ha3BaHHME — HaMEK
Ha TO, YTO MHOTJA MBI 3aXOJUM B I'TyOOKOMBICIIUU CIUIIKOM Jia-
JIEKO, MpeaIoaras, 4To Mo3HaJld 3TOT MUpP, HO MU Hall — Oec-
KOHEUYCH M HEIO3HaBaeM, IO3TOMY €CTh TAaKHe MOMEHTEHI, KOria
ITyOOKOMBICIIHE BBITJSLAUT IEHCTBUTEIBHO CMEIIHO (CMeX, HpPO-
HHUIO 1 OyddoHany XyIOKHUK MOHHUMAaeT Kak HEKOTOphie QyH-
JlaMEHTAJIbHBIE ITPOIIECCH], CAMO TOHUMAaHHWE HEYMECTHOCTH JJIs
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http://www.youtube.com/results?search_query=Арт%2BлугА)

HeTo — (YHJAAMEHTAILHO; XyA0KHHUK TAKXKE YKa3aJl, 9TO Ha HUX
TTOBJIUSUTH PYCCKUE PYTYPUCTHl — CTUMYJISITOPOM UX TBOPUYECTBA
Ob1a Oy doHama B kKauecTBE CBOCTO POJa CTHIISA KU3HHU).

BricTaBKa coCTOUT U3 mpéx 610K08: « A 6cé ewé scusy HOpus
Anvs0epra, «He ¢epw enazam ceoum!» Bukropa Ckepcuca u « Yzo-
pour» Bukropa Ckepcuca. Kakue xe Bompockl nojgHumaroT FO.
Ans0ept u B. Ckepcuc ¥ HaJ 9eM IpeiiaraloT 3aIyMaThCs 3pU-
Tento? IlockosibKy paboThI, MpEICTAaBICHHBIC HAa BHICTaBKE, Ts-
FOTCIOT K abCTpakTHON (opMe XYIOKECTBEHHOTO MBIIIJICHHUS,
TO XYIOXKHUKAMHU BITOJIHE 3aKOHOMEPHO MMOJHUMAETCs BOIPOC
O CYIIHOCTH aOCTPaKTHOTO IMPOU3BEICHHS HUCKYCCTBA U O €T0
cratyce. 0. AnpOepT 3a1aéTCs CICAYIONIUM BOIIPOCOM: SIBJISICT-
cs MM abCTpakTHas KapTHHA IMPOCTO HIPpol Kpacok u ¢dopm
WJIU )K€ OHa MOXKET MPEACTaBIsATh COOOH CKPBITOE MOCHaHUE XY -
JIO’)KHUKA YEJIOBEYECTBY?

OOpamasicb K nepgomy 010Ky TPOEKTa, IKCIIO3ULHUH PadoT
0. Anbbepra «5 Bc€ emié >xuB», Mbl, OTBEYasi Ha 3TOT BOIPOC,
nmapajjiesbHO MOXEM 3a1aThCsl U APYTHUM BOIPOCOM, BBITEKAIO-
UM W3 MPEeABIAYIIETO: HEe SABISETCS JU KapTHHAa CBHUACTENb-
CTBOM TOT0, YTO XYIOXHHK BCE emé KuB? B ciaydyae ¢ MpoeKTom
« BcE emé XuB» abCTpaKTHOE MPOU3BEACHHE AECUCTBUTEIHHO
CTaHOBUTCSI CBUAETEIBCTBOM TOT'0, YTO XYIOXXHHUK, €€ cO3Jaro-
WM, )KUB: Ha BBICTaBKE MpEACTaBICHBI 365 3epkall (110 4uCIy
JIHEe#l B roly), Ha KOTOPBIX C MOMOIIBI0 TEXHUKH LIeJTKOrpaduu
3areyaryieHbl ClIe/ibl JbIXaHUsl XYyJOXKHHKa, (UKCUPOBABIINECS
KaXIbIM AEHb Ha HNPOTSKEHMHU Lenoro ropa. Kaxaelii 3purens
II0-CBOEMY IIPOMHTEPIPETUPYET MAHHYIO paboTy: IS KOTrO-TO
OHA JIEVICTBUTEIBHO CTAHET CHMBOJIOM >XU3HH XYIOXXHHUKA, IS
KOTO-TO, HAINPOTUB, BBIPAKCHUEM HJEH OPEHHOCTHU OBITHS,
a B CHTyallMH TMAaHJIEMHUH CMBICI 3TOTO MPOU3BEICHUS W BOBCE
JUTI MHOTHX 3aWrpaeT HOBBIMH Kpackamu. Ho B mo6oM ciydae
AMEeT MECTO TO caMoOe€ IOCJIaHue, KOTOPOe JODKHO B TOM HIIH
WHOM BHUJ€ JOWTHU 10 3pUTENA. Y ONpoeKTa «S BCE ellé )KUBY» €CTh
W BTOpAas 9aCTh: 3TO COBETCKHE U 3amaJHbIe KapuKaTyphl XX Be-
Ka, BBIIIOJTHCHHBIC B CTUJIC allpOMPHAIINN U MOMEIIEHHBIE B OJI-
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HO pOCcTpaHCTBO. M3HaYanhbHO (HA MOMEHT CBOCTO CO3JIaHUs)
9TH KapUKaTyphl HECIU BIIOJHE OYEBUJIHOC CATHPHYECCKOC
uaeosiornyeckoe rnocianue. CeroJiHs xe — IepeMeniEHHbIe
Ans0epTOoM B COBPEMEHHOE apT-TIPOCTPAHCTBO — 3TU OOBEKTHI
HECYT COBEPIICHHOE MHOE MOCJIaHWE: OHHU pacCcMaTpUBAIOTCS
yX€ B KaueCTBE€ CaMOKPUTHUKH. PackpbiBasi CBOE NMOHUMaHUE
KOHIENITYaIbHOTO HCKyccTBa, FOpuii Anpbept roBoput: «Mckyc-
CTBO HE JJIs TOTO, YTOOBI HA HETO CMOTPETh, a JIIST TOTO, YTOOBI
o HEM nyMmath. [loka MBI 0 HEM MBICIIUM, OHO cyliecTByeT. [Toka
OHO >KMBO, HAM €CTh YeM JbINIaTh. BOT MBI BaM W HaJbINIATIH
HEMHOTO UCKYCCTBa, YTOOBI OBIJIO O 4éM JyMaThy.

Bmopoii 6nox BuzyansHoi komnosunuu «HeymecTHoro Tity-
O6okoMbICcTHsA» — 3Kcno3uus Bukropa Ckepcuca «He epwv ena-
3am ceoum!». llukn «He Beph razaM CBOMMY, MOJA00HO 3HAME-
HUTON KaptuHe Pene Marpurra «Beporomcmeo 006pazoey,
OCTaBJIAET 3PUTENISI B HEJOYMEHHMH: Ha MpPEICTAaBICHHBIX Kap-
THHAX W300pa)KeHBbI OBOIIM, OJIHAKO XYJO0XHHUK IPEAIUCHIBACT
HE BOCIPUHHMMAaTh YBUJEHHOE 3a YHUCTYI0 MOHETY, OYKBaJlbHO
HE BEpUTh CBOMM ria3zaMmM. M ecim ans Marpurra KIIIOYEBBIM
SIBIIIETCSI TO, YTO M300pak€HHasi TpyOka — 3TO B NEPBYIO OdYe-
penp obOpa3, a He caM 00bekT, To Ckepcuca UHTEpPECYeT He OT-
HOIIIEHHE O3HA4YaloIlIero M O03HAayaeMOoro, a ampuopHas MOJAEIb
3PUTEIBCKOTO BOCIIPUATHS, OKHUJIaHHE, KOTOPBhIE HE BCErja co-
OTHOCSITCSI C JE€HCTBUTEIBHOCTHIO. MOPKOBKA, IISIIYIIHE CBHU-
HbU U BUCAIAs B HeOe KypHHAs TyIIKa MOTYT OKa3aThCs JIMIIb
nepenadei 1nBera Ha xoJcte. llpyuHumas BO BHHMaHHUE HacChl-
IIEHHOCTh BBICTABKU PAa3IUYHBIMH OWMHApPHBIMHU OMIIO3UIIUSIMH,
37€Ch MBI MOYEM BBISIBUTH OIIMO3UIHI0 «hopMa — colepika-
HHE», «UTPa» BHYTPH KOTOPOU OyKBaIbHO MPOHU3BIBAET COOOH
ma"gHbId TipoekT. Kazamock Obl, BCE OYEBHAHO: MBI BHIUM
Ha TOJIOTHAX OBOIINY WJIH XHBOTHBEIX — HO OHH JK 3T0? Ha3zBpa-
HHUE TIPU3BIBACT 3PUTENII HE BEPUTH CBOUM TIJla3aM U OCBOOO-
IUTHCSI OT OKOB IPUBBIYHBIX HaM 00pa3oB. Ty ke «MOPKOBBY
(mazBanme — «Tpuyme sccenyuanuzmay — MOXKHO TPAKTOBATh
KaK TpHU3BIB HE BEPUTH HE TOJBKO BHAUMOMY H300pakeHHIO,
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3HAaKOMOMY HaM 00pasy, HO U ero Ha3BaHHIO, TaK KaK OHO TO-
JKe «3aIyThIBaeT» 3pUTEN, aBasi eMy MOHSTh, YTO y H300pa-
’)KaeMOT'0 €CTh CBOSI OIpeieJIEHHAS OYSBU/IHASI CYIIIHOCTh, CBOSI
«ICCEHIUS») CIIEAYET BOCIPUHUMATh Kak abCTpakTHOe M300pa-
J)KeHue, Iepenaroniee Juib urpy usera. Kak ormerun 1O. Anb-
oepr, B. Ckepcuc, co3nasas npoekt «He Beph 1i1a3aM cBouM!»,
U300pENT HOBOE TCUYCHUE B HCKYCCTBE — NCEB800penpe3eHmamué-
HbLU AOCMPAaKyuoHU3M, TIPEIIONATAIOIHI «OIIMO0YHOE» OTO0-
pa’keHHue 3HaKOMOT'O BCEM HaM MpeaMeTa.

Tpemuii 610k xoMno3unuu npoekra «HeymectHoe riy6oko-
MBICIINE» — DKCHO3UIUS « Y30pbl», TakKe cocTosinias u3 padoT
Bukropa Ckepcuca. «Y30pbl» NpeACTaBISIOT COO00Il HECKOJIBKO
aKpWIOBBIX pabOT KPYyITHOro MaciiTtada, Ha KOTOpbIX M300pa-
JKEHBI, KaK HU CTPAHHO, Y30pPbI, & €CJIH TOYHEe — JIeTalu BO-
CTOYHOTO OpHamMeHTa. B OoCHOBe OopHaMeHTa, KaK Mbl 3HAeM,
JIEYKHUT TTOBTOP, TIO3TOMY JaHHbIE N300paKEHUS Ha CAMOM JIejIe
NpU3BaHbl IOOHATH IPoOJIeMy MOBTOPSIEMOCTH, KOTOpasd,
B CBOIO O4Yepedb, MOXET OBITH MPOUHTEPIIPETUPOBaHA 3pUTE-
jeM B e€ pacriajzie Ha uHble ¢punocopckre npodiieMbl (HAIpH -
Mep, BOIIPOC O TOM, SIBJISETCS JIM BCS Hallla )KU3Hb IIpenonpe-
nenéunoit). Ho Ckepcuc He mpocTo 3aTparuBaeT mpooiemMy mo-
BTOPSIEMOCTH, OCHOBAHHYIO Ha OpPHaMEHTE, a BHOCHUT B Heg,
Ka3aJoch Obl, HECOBMECTUMYIO C ODHAMEHTOM JeTajlb: Tpagu-
LHMOHHBIE OPHAMEHTAJIbHBIE Y30pbl, KOTOPbIEe Y OOJIBIIMHCTBA
ACCOLMUPYIOTCA C YeM-TO «3aCTBIBIINMY», KOCTHBIM», BBIIOJ-
HEHBl B TOM TEXHHUKE, KOTOPYIO HCIIOJIB30BAJIM 3allagHble al-
CTpPaKTHBIE 3KCIPECCHOHUCTH — HENOCPEICTBEHHBIE, «CHIOMH-
HyTHBIe», Oecrnopsigounble Ma3ku. COeIHMHEHUE «3aCTBHIBIIETO»
U «IOJBHKHOT0Y», IIOBTOPSIEMOT'0 M YHUKAIIBHOTO, TPAIUIIUOH-
HOT'O ¥ HOBaTOPCKOT0, 3aI1aTHOTO ¥ BOCTOYHOT'O — TaKOB CHH-
Te3 OMHAPHBIX OMIO3UIINH, OObETUHEHHBIX B paMKax MPOEKTa
«Y30pbI».

IIpoext «HeymecTHOE TITyOOKOMBICIIHE) BBI3BaJ MEIHa-OT-
KIIMK B NPOQMJIBHBIX M3JaHHUIX W «mabinkax». B comumaibHBIX
CeTSAX BIOXHOBIIEHHBIC NTOCETUTEIU C OOJIBIION TEIMJIOTONH OT3bI-
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BatoTcst 00 yBuaeHHOM. O6o3peBarenn uz CMMU Toxe 1o 1ocTo-
HWHCTBY OIICHHJIH 3KCITIO3UIIHIO.

Tak, HanpuMep, UHTepHEeT-)KypHai Mainstyle B pasmeren-
HOM TaM 0030pe IHIIIET:

B o6uieM, eciiv Bbl TOTOBBI Pa3MbILIUISITE O BEYHOM B HPOHUYHON (op-
Me, He O0MKaeTech Ha JIETKUE MOATPYHUBAHUS aBTOPOB U OyJere ro-
TOBBI OTKPBITh CO3HaHHE HOBOMY, BbicTaBKka «HeymecTHOE riry6OKO-
MBICJINE» CTAaHET XOPOIIMM «TPEeHaKEPOM» CaMOUPOHHMH U B TO XKe
BpEMs COBEPIIIEHHO OCO3HAHHOW ITIyOMHBI B3IJIs1a BHYTPb ceOsl.

lazera «Beuepmnsii Mocksea», onenuB pabotel Ckepcuca
u Anpbepra BecbMa KOMIUIUMEHTApPHO OILIEHUBAET MPOEKT
B ONyOJIMKOBAaHHOM B Hell 0030pe, 3akaH4YMBas €€, BIPOYEM,
JIOCTaTOYHO HEOKHUJIAHHO:

...€IMHCTBEHHOE, YET0 XkaJb, — TaK TO, YTO HE KaKJbIH pa3 XyJd0XKHHU-
KU OyIyT OOBACHSTH CBOU PAOOTHI 3pUTENISIM.

Ha caiite Mediarelease.ru B pa3MernieHHOW HOBOCTHOW 3a-
METKe, MMOCBSIIIEHHOW BBICTABKE, BHICKA3BIBACTCS Ooiee ormpee-
JICHHO, BBIpakas HauboJiee 4acTO BHICKA3bIBAEMOE OTHOIICHHE,
B TOM 4YHCJIC M YCTHO 3By4YaBiice B Oecemax MyOIMKH HA BEPHH-
Cake MPOeKTa:

...Ka)k7ioe co3JaHue 3aCTaBIIsIeT 3alyMaThCs U B3TIISIHYTh Ha HCKYCCTBO
I10-HOBOMY.

HeiictBurenbHo, mpousBeaeHuss Ansdbepra u Ckepcuca 3a-
CTaBJIIIOT 33yMaThCs M B3TISIHYTh Ha HCKYCCTBO IIO-HOBOMY.
PabGorast B moje KOHLENTyaan3Ma, OHHU CIEAYIOT IPOIIO3ULIHH
Iocosegpa Kowyma, uznoxeHHoit um B acce «Hckyccemeo nocie
¢unocopuuy (1969), rae o 3agBIISICT:

«...NPOU3BEACHNE UCKYCCTBA €CTh HEKOE MPEIIOKCHHUE HIIH BBICKA3bI-
BaHue (proposition), mpeacTaroliee B KOHTEKCTE MCKYCCTBa KaK KOM-
MeHTapHii K HCKycCTBY».!

Konnenryanusm, opopmuBmmiicss Kak HanpaBieHue B 1960-
bI€ TOJIBl MHUHYBIIETO CTOJIETHS, C CAMOI'0O CBOEr0 3apOXKIACHHUS
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MIPOTHUBOMIOCTABIISII ce0sl TPaJIUIIMOHHOMY HCKYCCTBY pEIpE3eH-
TallM¥ PEATbHOCTH M aINeJUISIIIUN K 3CTETUIECKOMY BOCIIPUSITHIO.
[IpornBocTOs1 Oyp)Kya3HO# KyJBType, HpoIecCy TOBapHU3alluH
Y OBEIIECTBJICHUS, BOCIPHUSATHS MPOU3BENECHUS HCKYCCTBa KakK
npeaMera oOJlaaHWs, POCKOIIHM, KOHIENTYaJu3M IPeIIOKUIT
B KauyeCTBE NMPOU3BEICHHS UCKYCCTBA HUJICI0, HJIM KOHIIENT, KOTO-
pbIii OBl TpHUTIIAIIa 3pUTEIsl K JUAJIOTY, K PACCYKJICHUIO M HH -
TEeJUIEKTyaJbHOMY BOCHPUSATHIO.

MOCKOBCKHI KOHUENTYyalu3M, pa3BUBAaBIIMKUCSI B COBEp-
IIEHHO WHBIX OOCTOSTENbCTBAX, IPOTHUBOIOCTABIISLI  ce0s
He Oyp>Kya3HOMY OBEIIECTBJICHHIO, HO OUIMAIBLHOW KYJIBTYpE,
coupeanusmy. IloaToMy 1UIsi OT€UeCTBEHHOI'0 KOHIlENTyaln3Ma
xapakTepHa ckopee peuenius Corozan Conmae n3 €€ 3HaMEHU-
Toro acce «IIpomus unmepnpemayuuy: «BzaMeH repMeHEeBTUKHU
HaM Hy)KHa 3POTHKA MCKycCcTBa».” [10M06HOTO MHEHUS TIPUIED-
xuBaetcst U bopuc [poiic, NepBbIM PEUIUBIINN OCMBICIHTH (e-
HOMEH MOCKOBCKOIO KOHIIENTyajll3Ma B YINOMHHABILIECHCSA BBI-
me cTatbe «MOCKOSCKULL pOMAHMUYECKUU KOHYENMYaniusm»
(1979):

«MckyccTBO Ha 3amajae Tak MJIM WHa4e TOBOPUT O Mupe. OHO MOXKeET
TOBOPHUTH O Bepe, HO OHO FOBOPUT O TOM, KaK Bepa BOIUIOLIACTCS B MHU-
pe. OHO MOXET rOBOPUTH U O CAMOM cebe, HO OHO TOBOPHUT O TOM, KakK
OHO OCYILECTBIISICTCSI B MUpe. Pycckoe HCKyCCTBO OT MKOHBI 10 HAIIHX
JIHE# XOYeT rOBOpUTH O MHpe UHOM. /.../ UckyccTBO B Poccun — sto
marus».

MOCKOBCKHMI KOHLENTYalu3M AEHCTBUTEIBHO HAJIEKO OTO-
mén OT €ro 3amaiHBIX POJOHAYAIBHHKOB.* OOBIACHIETCA 3TO,

tKowym, [owe. WckycctBo mocie ¢umocopuu. Cwm.: http://
contemporary-artists.ru/art_after_philosophy.html

2 Conmae, C IIporus WHTEPIIPETAL[IN: https://
admarginem.ru/2020/07/09/syuzen-sontag-protiv-interpretatsii/

3 I'poiic, 5. MOCKOBCKHI1 pOMaHTHYECKUI KOHLENTyaau3M. CM.:
https://mmoma.ru/press/articles/
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B TIEPBYIO OYEpenb, I'€HEAJIOTHEeH KOHILEeNTyalu3Ma, KOoTopas
cuiibHO paznuyanack B CoBerckom Corose u Ha 3anazne. OO0 3Tom
n numet 0. Anp0ept B cBoel KHHUTE «MOcKogcKuill Konyenmya-
ausm. Hauanoy:

OTrnnuust MeXAy JABYMsl BETBSIMH KOHIIENTyaJl3Ma OIPEAesUINCh
pa3sHBIMH YCJIOBUSIMH BO3HUKHOBCHHS — DPYCCKMIl KOHILENTYalH3M
BO3HUK COBEPIICHHO Ha ApyroM ¢oHe, yem 3anaaneiid. Ha 3amane 6bu1
MpoiieH OOJIBIION MyTh PEIYKIIMH BU3yaJIbHOTO S3bIKa, ¥ KOHIENTYya-
JIU3M 3aKOHOMEPHO BO3HHK TOTZa, KOrja peaylupoBaTh OBUIO yXKe
MPAKTHYECKN HEYEro, M IMOCJICAHUM JIOTHYECKHM IIaromM ObLIO CIO-
KOWHOE KOMMEHTHPOBAHHME M JOKYMEHTHPOBAaHHE CIIOKUBIICHCS CHU-
Tyaluu. AHIJIO-aMEPUKAHCKHHA KOHIIENTYalH3M  CaMOOIPEIEIIsICs
M0 OTHOUIEHUIO K MHUHUMAJIM3MY, MOM-apTy u, B Oosee nanékoil rnep-
CIIEKTUBE, a0CTPAKTHOMY 3KCIIPECCHOHHM3MY, KOTOPhIE K TOMY BpeMme-
HH CTaJIM y>ke HOPMaTUBHBEIM (poHOM. Y Hac ke B 1970-e roxbr (oH st
COBPEMEHHOT0 MCKYCCTBa OBLI COBCEM JIPYroii: coBeTckas oduInamb-
HasA XUBOIIHUCH, Hqu)I/ILIl/IaHbHaﬂ MOJACPHHUCTCKAs XUBONUCH, U I'I€-TO
JlaleKO — COBPEMEHHOE 3aMajJHOe€ MCKYCCTBO, KOTOPOTO HHKTO KH-
BBEM He BHJEN.’

CkepcuC BBIIENIAECT OTACIBHYIO BETBb MOCKOBCKOTO KOH-
LeNTyalu3Ma, KOTOPYIO Ha3blBaeT anaiumuyeckou. B crarbe
mox Ha3BanueM «K Bompocy 06 o0meil scretuke» Ckepcuc
ONHUCHIBACT aHAJIUTUUECKYIO 3CTETHUKY U €€ CBSI3b C METaHCKyC-
CTBOM:

boris_grojs_moskovskij_romanticheskij_konceptualizm/

4 CMm. 00 3TOM JMHAMHMKE TAK)KE B CIEIMAIbLHOM WHTEPBBIO IUIA Ha-
mero >xypHana, koropoe Buxtop Ckepcuc nan B MHTEpbepe raiepeu
«Cogito» ¢duocodckoro ¢akynprera MI'Y, rae XyIOKHHK paHee
yudacTtBoBad B mpoekTe «HeHaBs3uuBBIN KaTapcuc» M KOTOPOM mepe-
man B map oAaHy u3 cBoux pabot: Aesthetica Universalis. Vol. 2 (6).
2019. — AU.

5> Anv6epm, FO. Mockosckuii Konnenrtyanusm. Hawamo. Cwm.:: https:/
monoskop.org/images/e/e3/
Albert_Yuri_ed_Moskovskii_kontseptualizm_Nachalo.pdf

174



BceoxBaThIBaloniee ONMCAHUE IOHATHS «HCKYyCCTBO» Kak pa3 U Ipen-
CTaBIIET COOOM COBOKYITHOCTH BCEX CYXICHHH 00 UCKYCCTBE, T.€. Me-
TanCcKyccTBO. COOTBETCTBEHHO, NPEAMETOM HCCICIOBAHHS aHAJUTHU-
YECKOH ICTETHKHU SIBJISETCSI METAaHUCKYCCTBO, T.C. OIHCAaHUC U aHAIU3
cBOJA CyXIeHuit 06 uckyccrae.’

N ecau KomryT B CBOUX TE€OpPETUYECKUX ITOCTPOCHUSIX OITH-
paetrcs Ha Bumeenwmetina, To Ckepcuc oOpaimaeTcs K MeTaMa-
TeMaTudeckoil Teopun Tapckoro v NOHIATHIO «KapJIUHAJIBHOCTHY
Kanmopa. OnHako KoHLIENTyaJIu3alllsi METaUCKYyCcCTBa OTCTyMa-
€T Ha BTOPOW IUIaH, KOrjJa Mbl TOBOPHM O COBPEMEHHOCTH
U NOCT-KOHIENTYyaJIu3Me.

JleficTBUTENBbHO, YTO €CJIM HE aHAJUTHUYECKOE BBICKa3bIBa-
HUE MPEACTaBIISIET COOOW TEJIEKWHETHYeCKas CKYJBNTypa MOJ
Ha3BaHUEM «Bemepox», IpeACTaBICHHAsl HA BRICTaBKE
«HeymecTHoe rimybokombiciine»? J[Ba MEpPCTIHBIX HOCKA, BUCS -
IUue Ha Kpasax HOJIBGHJCHHOﬁ IMaJIKH. 3pI/ITeJ'[I) JOJI2)KEH B34Tb
TpyOOUKYy M MOAYyTh B HEE, YTOOBl KOHCTPYKUHS IpPHILIA
B IBUKeHHE. «BeTepok», BbICKa3bIBAIOIIUM caM BETEPOK, pea-
JIU3yeT, C OJHOM CTOPOHBI, CTPEMJICHHE XYyNOXKHHKa K ycTpa-
HEHUIO, NUCTAHIUU PENpPE3CHTALUM, YTBEPKICHHIO TaBTOJIO-
MM U cBoeoOpa3sHOro mepOopMaTHBHOTO BBICKA3bIBaAHUS
B nyxe /wcona Ocmumna, a, ¢ JIPYyrod CTOPOHBI, pealn3yeT
CTpaTEeTUIO CTHUPaHUA pa3JMuusl B OTHOUIEHHH CyOBEKTa
u 00BeKTa, aBTOpa WU 3pUTENA. DTO CTpaTerus «MCKYCCTBa Kak
COCTOSIHUSI BCTpedu» OJIM3Ka K KOHIENTY PENAIUOHHONW 3CTe-
THKU, pa3dpaboranHomMy Huxonss Byppuo, KOTOPbBI yTBepiK/a-
€T, 9TO

...IPOU3BE/ICHHE TIPEIIOAHOCHTCS, CKOpee, KAK MPOMEKYTOK BPEMEHH,
KOTOpPBIH HAM MpEMIaraercs IepeXHTh, KaK MHHIHATHBA OECKOHE-
HO# nucKyccun.?

! Ckepcuc, B. K Bonipocy 06 ob6eii actetuke // Aesthetica Universalis.
2021. Vol. 2—3 (14—15). C. 365.
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Ta Monens 3CTETHYECKOrO OIBITa, KOTOPYIO MpemiararoT
IOpuii Ans6ept u Bukrop Ckepcuc, siBisieT co00i 3aKoHOMEp-
HO€ pa3BUTHE IIPEICTAaBICHUH O KOHIENTYaJbHOM MCKYCCTBE
B COBpeMeHHOM Mupe. IIpencraBieHne o TOM, 4YTO KOHLENTY-
aJbHOE HUCKYCCTBO — 3TO IPOCTPAHCTBO CONPOTHUBIIEHUS TOBA-
py3anuu M Oyp>Kya3HBIM ILIEHHOCTSIM, OKa3aJoCh Hacleguem
MOJEPHUCTCKOTO NUCKypca. benswcamun Byxno 3amMedaeT B CBSI3U
c 3TuM: «JloBOJg O TOM, YTO XYIOKECTBEHHOE NPOU3BOJCTBO
JIOJDKHO OBITh NMPHU3HAHO B KayecTBe 00pa3moBoi (OpMEI CO-
MPOTHUBJIEHUSI, B KOTOPOH CYOBEKT COXpaHSET CBOM HEINMPEIIOXK-
Hble TpeOOBaHMUsI, yKa3bIBa€T HA PEaKIMOHHBIE MOMBITKH COXpa-
HEHMsI TPUBHIIETHPOBAHHEIX (POPM OMBITax».?

YUTU OT yTBEp>KIEHHUsI UCKYCCTBAa B Kay€CTBE IPUBUJIETH-
poBaHHOW (GOPMBI ONbITa NaéT BO3MOXXHOCTH JIMIIb KOHIENTY-
aju3aius ero B KayecTBE MOJEKYISIPHON NHpPaKTUKH, TIe Xy-
JIOKHUK YCKOJb3a€T OT HepapXu4yeckoil (QopMbl OTHOLICHHH
co 3puteneM. Bo mHorom 006 stom 3asBisier [lumep Ocbopmu
B cBoeil mybsnuHol nexkuun « Cogpemennoe uUcKyccmeo — 3mo
nocm-KOHYenmyaibHoe UCKYCCMaEo», KOTAa TOBOPUT O «(pHUKIHa-
NHM3ALUY XY10KECTBEHHOIO aBTOpUTETA».*

B pabore «Idcmemuueckoe 6eccosnamenvroey» (GpaHIy3CKHit
¢unocod JKax Paucvep numer: «To, 9TO S TOIBKO YTO Ha3Ball
3CTETUYECKON PEBOJIIOLMEN, KaK Pa3 U COCTOUT B yIIpa3JHEHUU
YHOPSIIOYEHHOW CHUCTEMBI COOTHOIIEHMM MEXIYy BUIUMBIM
U TOBOPHUMBIM, 3HAaHUEM U JEHCTBHEM, aKTUBHOCTHIO U IMTaCCUB-
HOCTEIO».® KaTeropust CTeTH4ecKoro B €ro pabore HECET OT-

2 Byppuo, H. Pensuuonnas scretuka / [loctnpoaykuus. M.: Ax Mapru-
uem Ilpecc, 2016. C.16.

8 Byxno, B.X. /[. HeoaBanrapa u KyasTypHass uaayctpus. CTaTbu O €B-
porieiickoM u amepukanckom nckycctse 1955—1975 rogos. M.: V-A-C
press, 2016. C. 30.

4 Osborne, P. Contemporary Art is Post-conceptual Art. Public Lecture,
Fondazione Antonio Ratti, Como, Italy on July,9, 2010.
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KPOBEHHO IOJINTHYECKUH XapaKTep Kak CIoc0o0 YTBEpKIACHHS
PaBEHCTBA, «IIOJIEMHYECKOTO, CIIOPHOTO COOOIIecTBa, coodIe-
CTBa, Pa3NeJISIONIETO OJUH M TOT K€ MHUP U IOJIEMH3UPYIONIETo
IO TIOBOJY 3TOTO Pa3aeieHus».’

B 3akimodyenne 6b110 OB CIIpaBeNTMBO OOPATUTHCS U K aHTH -
ACCEHIMAIIMCTCKOMY NOHUMaHHIO HCKYCCTBa, BBICKa3aHHOMY B.
CxepcucoM, KOTOPOMY COOTBETCTBYET, KaKk HaM IPEJCTaBIISIET-
cs1, uaes npoekra «HeymecTHoe riryOOKOMEBICTIHEY

VckyccTBO — 3TO sIBIIEHHE BCEJICHHOM, JJaHHOEe HaM B 0ECKOHEYHOM
MHOXECTBE CMBICIIOBBIX IIPOCTPAHCTB HAIIErO MBIIIJICHUS. MBI HE MO-
JKEM J1aTh €JMHOr0 M eIUHCTBEHHO MPaBUILHOIO ONpPEAENICHUs UCKYC-
CTBa, HO MBI MOXEM CTPOMTH MOJEIH M AaBaTh ONPECICHHUS TOMY,
YTO HA3bIBACTCS l/lCKyCCTBOM. MO}]GJ’IL, ﬂpe}lCTaBﬂeHHafl Ha BBICTABKC,
IPEeaIoyiaraetT, YTO UCKYCCTBO — 3TO MaHH(eCTalusl MBIIICHUS, 9TO
COH, KOTOPBIH MOT'YT YBHJAETh Bce. B 3TOM cHe abCTpaKTHbIE pa3MbIIiI-
JIEHUs MPEJCTABIAIOTCS KOHKPETHBIMH 00pa3aMH, a KOHKPETHbIE 00b-
eKTBI SIBISIIOTCST abcTpakuusmMu. Mrpa o4eBHIHOrO U IOApa3yMeBae-
MOI'0 — 3TO ¥ €CTh UCKYCCTBO!

OmnucrIBaeMBIil IPOEKT B CHIIYy 3TOW €ro TeOpeTUYecKor oc-
HOBBI CTajl, BHE BCSKOTO COMHEHHSA CHEIHU(DPUYECKUM M Xapak-
TEPHBIM SIBJIEHUEM COBPEMEHHOH MOCKOBCKOM  apT-CLEHBI.
B »TOM KadecTBe OH MpEACTAaBIAET, KAK HaM Ka)keTcs, 3HA4M-
TENBHBIH HHTEepeC U ISl MEKIYHAPOIHOI'O ICTETHIECKOI0 CO00-
IeCTBA.

5 Pancwvep, JK. Dcretnueckoe Geccosnarenbuoe / CocT., niep. ¢ p. u mo-
creci. B. E. JTanunxkoro. CII6.; M.: Machina, 2004. C. 24.
® Tam xe. C. 107.
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YANA LOBACHOVA, ISKANDER KHAIRULLIN!

«INAPPROPRIATE PROFUNDITY» OF
ANALYTICAL CONCEPTUALISM

The exhibitional project called Inappropriate Profundity
presented recent artworks by two wide-known representatives
of Moscow conceptualism — Yury Albert and Victor Skersis — was
initially scheduled from September, 7 to November, 7,
2021 in the ILONA-K artspace space in Mercury Tower of the
business area of Moscow City, located in Moscow, Russia.
However, the organizers decided to extend this exhibition until
January, 31, 2022. Divided between two spaces, the exposition is
located on two floors of the tower: on the second floor, where
the visitor finds himself in a cozy atmosphere with dimmed
lights, and on the fortieth floor, where the exhibited works are
forced to compete for the viewer’s attention with panoramic
views of the capital. The artists said that it was their plan. This
is a completely justified and very strategically fruitful idea

! Lobacheva, Yana (lya9980@mail.ru), Khairullin, Iskander
(gisilhai@gmail.com) — students of the Department of Aesthetics,
Faculty of Philosophy, Lomonosov Moscow State University, the both
of them have previously had publications in AU. The review was made
specifically on the editorial assignment of our journal. — AU.
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of creating an aesthetically complete exposition, which is
usually designed in an urban environment according to the
triad: the external architectural appearance of the exposition
point — the internal design of the interior of the building — the
very expositional architecture.

Victor Skersis and Yuri Albert are representatives of the so-
called Moscow analytical conceptualism, which is usually
opposed to the literary (or, as Boris Groys wittily noted,
«romantic»?) conceptualism of Erik Bulatov, Francisco
Infante, etc.

Victor Skersis is a pupil of two outstanding figures of Soviet
unofficial art, pioneers of so called Sotsart? V. Komar and A.
Melamid. In the 1970s, Skersis, together with Gennady Donskoy
and Mikhail Roshal, created the iconic creative group The Nest,
which overcame «picture-centricity» of its predecessors and turns
to performances and happenings, among which the most-known
must be Fertilization of the Earth, Hypnotizing the Canvas and Art
to the Masses. After the breakup of the group, Victor Skersis
worked with Vadim Zakharov as SZ group. In 2008, he published
an book called The Aspects of Meta-art,® very influnsive for the
Russian artworld in which he expressed his idea of the
phenomenon of Moscow conceptualism and offered the concept

1 Groys, B. Moscow Romantic Conceptualism: https://mmoma.ru/press/
articles/boris_grojs_moskovskij_romanticheskij_konceptualizm/

In Russian.

2 0ne of movements within non-official art in the late USSR. Sotsart,
the name of which was referring to official socialist realism, was an
ironical mixture of Soviet mainstream propaganda in art and Western
pop art, including kitch. The both teachers of Victor Skersis and he
himself left the their native country in different times. — AU.

3 Skersis, V. Aspekty Metaiskusstva. Moscow: Ad marginem, 2008.
In Russian. This book was published in co-ordination with the
exhibitional project with the same name, that took place in Moscow

179



of meta-art, which we will discuss further. In the same 2008,
Skersis became a member of Cupid art association. Today,
Skersis is also a member of The Edelweiss group, Tsar of the Hill
artel, and of Aesthetica Universalis Editorial Board. Victor
Skersis” works are in the collections of the State Tretyakov
Gallery, the Pompidou Center in Paris, Tate Britain Gallery, Cogito
Art Gallery (Faculty of Philosophy, Lomonosov State University),
the Zimmerli Art Museum and in a number of other public and
private collections.

Yuri Albert is a pupil of Ekaterina Arnold. In the 1970s he
was an active member of the so-called «apartment art»*
movement and of the Avant-Garde Club, within which he began
to create his first installations, referring to the experience
of Western conceptualists, the Art&Language group and Joseph
Kosuth. Working with cultural appropriation, parody, erasing
the juxtaposition of language, literature and visuality,
paintings, Yuri Albert creates his most famous works full
of ambiguous irony: Air from the State Tretyakov Gallery (1979),
I'm not Jasper Jones (1981), As for my opinion... (1987). Like
Victor Skersis, Yuri Albert is a member of the associations
Cupid, Edelweiss and Tsar of the Hill. Albert’s works are in the
collections of the State Tretyakov Gallery, the State Russian
Museum, the National Center of Contemporary Art, the
Bakhchisarai Museum, the Pompidou Center in Paris, the Ludwig
Forum for International Art, the Zimmerli Art Museum, the
Museum of Fine Arts in Budapest, the Staatliche Graphische
Sammlung (Munich), the Nasher Museum of Art (previously the
Duke University Museum of Art) and in a number of other
collections.

Center for Creative Industries Factory (curator Ekaterina Degot).

4 This is the movement of non-conformist artists in the USSR that
couldn’t exhibit their works in public spaces and instead of them used
their private apartments for this purpose. — AU.
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The curator of the exhibition Inappropriate Profundity is
Boris Manner — an Austrian art critic and contemporary art
theorist. The curator has been working in Russia for a long time:
he has several projects implemented together with the Stella Art
Foundation by the famous Russian collector and philanthropist
Stella Kesaeva. According to Manner, Inappropriate Profundity is
a logical continuation of the previous ILONA-K artspace project
Disputes by Paruyr Davtyan and Andrey Filippov, who, together
with Albert and Skersis, are part of the same creative
association Cupid. The curator describes the concept of the
exhibition by contrasting the conceptual strategies of artists,
where Yuri Albert «...questions the status of the work of art. Is it
an autonomous object transmitting a coded message, or is it just
a trace of an individual’s vital activity?». Victor Skersis, in turn,
«raises the question of the balance of appearance and content»,
mixing semantic spaces in an attempt to demonstrate to the
viewer the ruinousness of unambiguous connotations and
predictable descriptive strategies.

The meaning of the exhibition’s name is quite interesting.
In a video review of this event on the YouTube channel «Apt iy-
rA» (see: https://www.youtube.com/results?
search_query=Apm+yeA), both artists personally spoke about
this, and here are the interpretations of «inappropriate
profundity» presented by its creators. Yu. Albert believes that art
should always be a little «out of place», there should always be
some «gaps»; in his opinion, the exhibition offers a type of art
that is not quite relevant for younger artists; incompatible
models of what art is collide in the works of both artists (for
example, the «collision» of two different models of what
a painting is — abstract or pictorial — is in the works from the
series Don’t believe your eyes!). V. Skersis thinks that this name is
a hint that sometimes we go too far in profundity, assuming
that we have known this world, but our world is infinite and
unknowable, so there are moments when profundity looks really
funny (laughter, irony and buffoonery Skersis understands as
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some fundamental processes the very understanding of the
impropriety for him is fundamental; the artist also pointed out
that they were influenced by Russian futurists — the stimulator
of their creativity was buffoonery as a kind of lifestyle).

The exhibition consists of three blocks: 7'm still alive by Yuri
Albert, Don’t believe your eyes! by Victor Skersis and Patterns
by Victor Skersis.

What questions are raised by Yu. Albert and V. Skersis and
what do they offer the viewer to think about? Since the works
presented at the exhibition are abstract, the artists quite
naturally raise the question of the essence of an abstract work
of art and its status. Yu. Albert asks the following question: is an
abstract painting just a play of colors and forms, or it can
represent a hidden message of the artist to humanity?

The first block of the exhibition, Yu. Albert’s project /’m still
alive, tries to answer this question, and we can simultaneously
ask ourselves another question arising from the previous one: is
the painting evidence that the artist is still alive? In the case
of the project | am still alive, the abstract work really becomes
evidence that the artist who creates it is alive: the exhibition
presents 365 mirrors (according to the number of days per year),
on which the traces of the artist’s breathing are imprinted using
the silkscreen technique, recorded every day for a whole year.
Each viewer interprets this work in his own way: for someone it
will really become a symbol of the artist’s life, for someone, on
the contrary, an expression of the idea of the impermanence
of being, and in a pandemic situation, the meaning of this work
will sparkle with new colors for many. But in any case, there is
the message that should reach the viewer in one form or
another. The project I'm still alive has a second part: these are
Soviet and Western caricatures of the XX century, made in the
style of appropriation and placed in one space. Initially (at the
time of its creation) these caricatures carried an obvious
satirical ideological message. Today — moved by Albert to the
modern art space — these objects carry a completely different
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message: they are already considered as self-criticism. Revealing
his understanding of conceptual art, Yuri Albert says: «Art is not
to look at it, but to think about it. As long as we think about it,
it exists. As long as it’s alive, we have something to breathe. So
we breathed in a little art for you to have something to think
about».

The second part of Inappropriate Profundity is Victor Skersis’
Don'’t believe your eyes! project. The cycle Don'’t believe your eyes,
like René Magritte’s famous painting The Treachery of Images,
leaves the viewer perplexed: the presented paintings depict
vegetables, but the artist prescribes not to take what he saw at
face value, literally not to believe his eyes. And if the key for
Magritte is that the depicted tube is primarily an image, and not
the object itself, then Skersis is not interested in the
relationship of the signifier and the signified, but an a priori
model of spectator perception, expectation, which do not always
correlate with reality. Carrots, dancing pigs and a chicken
carcass hanging in the sky can only be a transfer of color on
canvas. Taking into account the saturation of the exhibition
with various binary oppositions, here we can identify the
«form — content» opposition, the game within which literally
permeates this project. It would seem that everything is
obvious: we see vegetables or animals on the canvases — but are
they? The title calls on the viewer not to believe his eyes and
free himself from the shackles of familiar images. «Carrot» (the
painting’s name — The Triumph of Essentialism — can be
interpreted as a call not to believe not only the visible image,
the familiar image, but also its name, since it also «confuses»
the viewer, letting him understand that the depicted has its own
certain obvious «essence») should be perceived as an abstract
image that conveys only the play of color. As noted by Yu.
Albert, V. Skersis, creating the Don’t believe your eyes! project,
invented a new trend in art — pseudo-representational
abstractionism, suggesting an «erroneous» representation of an
object familiar to all of us.
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The third project of Inappropriate Profundity is Patterns
by Victor Skersis. Patterns are several large-scale acrylic works,
which depict, oddly enough, patterns, or more precisely, details
of oriental ornament. The ornament, as we know, is based on
repetition, so these images are actually designed to raise the
problem of repeatability, which, in turn, can be interpreted
by the viewer in its disintegration into other philosophical
problems (for example, the question of whether our whole life is
predetermined). But Skersis does not just pose the problem
of repeatability based on ornament, but introduces into it
a detail that would seem incompatible with ornament:
traditional ornamental patterns, which most associate with
something stagnant, are made in the technique used by Western
abstract expressionists — immediate, «momentary», random
smears. The combination of stagnant and mobile, repeatable
and unique, traditional and innovative, western and eastern —
this is the synthesis of binary oppositions united within the
framework of Patterns.

The project Inappropriate Profundity caused a media
response in specialized editions and public pages. On social
networks, inspired visitors speak with great warmth about what
they saw, observers from the media also appreciated the
exposition.

Mainstyle, an Internet-journal, published a review in which
we can read:

In general, if you are ready to reflect on the eternal in an ironic form,
do not take offense at the light banter of the authors and to open your
mind to new things, the exhibition Inappropriate Profundity will
become a good «simulator» of self-irony and at the same time
a completely conscious depth of looking inside yourself.

The journalist of the daily newspaper Vechernyaya Moskva
(Evening Moscow) having appreciated the works of Skersis and
Albert and summing up his complimentary article, suddenly
remarks:
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The only thing that is a pity is that not every time artists will explain
their work to the audience». On the website Mediarelease.ru the note
dedicated to the exhibition ends with the words: «...every creation
makes you think and look at art in a new way.»

Indeed, the works of Albert and Skersis make you think and
look at art in a new way. Working in the field of conceptualism,
they follow the proposition of Joseph Kosuth, outlined by him
in the essay Art after Philosophy (1969)%, where he states that
a work of art is a certain sentence or statement (proposition),
appearing in the context of art as a commentary on art2.
Conceptualism, which took shape as a trend in the 1960s, from
its very inception opposed itself to the traditional art
of representing reality and appealing to aesthetic perception.
Opposing bourgeois culture, the process of comradeship and
reification, the perception of a work of art as an object
of possession, luxury, conceptualism proposed as a work of art
an idea or concept that would invite the viewer to dialogue,
to reasoning and intellectual perception.

Moscow conceptualism, which developed in completely
different circumstances, opposed itself not to bourgeois
reification, but to official culture, social realism. Therefore,
domestic conceptualism is characterized rather by the reception
of Susan Sontag from her famous essay Against Interpretation:
«In place of a hermeneutics we need an erotics of art».2
A similar opinion is shared by Boris Groys, who was the first
to decide to comprehend the phenomenon of Moscow
conceptualism in the article «Moscow Romantic Conceptualism»
(1979): «Art in the West somehow speaks about the world. It

! Kosuth, J. Art After Philosophy and After. Collected Writings, 1966—
1990 / Edited by G. Guercio. Foreword by J.-F. Lyotard. Cambridge,
Massachusetts; London, England: The MIT Press, 1991.

2 Sontag, S. Against Interpretation. New York: Farrar, Straus and
Giroux, 1966. P. 10.
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may talk about faith, but it talks about how faith is embodied
in the world. It can also talk about itself, but it talks about how
it is carried out in the world. Russian art from the icon to the
present day wants to talk about the another world».* And at the
very end Groys concludes: «Art in Russia is magic».?

Moscow conceptualism has really moved far away from its
Western forefathers. This is explained, first of all, by the
genealogy of conceptualism, which differed greatly in the Soviet
Union and in the West. This is what Yu. Albert writes about
in his book Moscow Conceptualism. The beginning: «The
differences between the two branches of conceptualism were
determined by different conditions of origin — Russian
conceptualism arose against a completely different background
than Western. In the West, a long way of reducing visual
language was passed, and conceptualism naturally arose when
there was practically nothing to reduce, and the last logical step
was calm commenting and documenting the current situation.
Anglo-American conceptualism was self-determined in relation
to minimalism, pop art and, in the longer term, abstract
expressionism, which by that time had already become
a normative background. In the 1970s, the background for
contemporary art was completely different: Soviet official
painting, unofficial modernist painting, and somewhere far
away — modern Western art, which no one has seen alive».3
Skersis identifies a separate branch of Moscow conceptualism,
which he calls analytical. In an article entitled On the Question

1 Groys, B. Moscow Romantic Conceptualism: https://mmoma.ru/press/
articles/boris_grojs_moskovskij_romanticheskij_konceptualizm/

In Russian.

2 Groys, B. Moscow Romantic Conceptualism: https://mmoma.ru/press/
articles/boris_grojs_moskovskij_romanticheskij_konceptualizm/

In Russian.

SAlbert, Yu. Moskovskii kontseptualizm. Nachalo: https://
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of General Aesthetics, Skersis describes the so-called analytical
aesthetics and its connection with meta-art: «An all-inclusive
description of the concept of art is indeed the set of all
sentences about art, or meta-art. Accordingly the object
of interest of analytical aesthetics is the structure of meta-
art.»* And if Kosuth relies on Wittgenstein in his theoretical
constructions, then Skersis turns to Tarski’s metamathematic
theory and Cantor’s concept of «cardinality». However, the
conceptualization of meta-art recedes into the background
when we talk about modernity and post-conceptualism.

Indeed, what if not an analytical statement is a telekinetic
sculpture called Breeze, presented at the exhibition
Inappropriate Profundity? Two wool socks hanging on the edges
of a suspended stick. The viewer must take a tube and blow into
it so that the structure moves. The «breeze», expressing the
breeze itself, implements, on the one hand, the artist’s desire
to eliminate, distance representation, the assertion of tautology
and a kind of performative utterance in the spirit of John Austin,
and, on the other hand, implements a strategy of erasing the
distinction between subject and object, author and viewer. This
strategy of «art as a state of meeting» is close to the concept
of relational aesthetics developed by Nicolas Bourriaud, who
states that the work is presented rather as a period of time that
we are invited to experience, as an initiative of endless
discussion.®

The model of aesthetic experience proposed by Yuri Albert
and Viktor Skersis is a natural development of ideas about

monoskop.org/images/e/e3/
Albert_Yuri_ed_Moskovskii_kontseptualizm_Nachalo.pdf In Russian.

4 Skersis, V. On the Question of General Aesthetics // Aesthetica
Universalis (Vseobschaya estetika). 2021. Vol. 2—3 (14—15). P. 399.

5 See: Bourriaud, N. Relational Aesthetics. Dijon: Les Presses du réel,
2002. — AU.
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conceptual art in the modern world. The notion that conceptual
art is a space of resistance to comradeship and bourgeois values
turned out to be a legacy of modernist discourse.
Benjamin H.D. Buchloh writes: «The argument that artistic
production should be recognized as an exemplary form
of resistance in which the subject retains his immutable
demands points to reactionary attempts to preserve privileged
forms of experience».*

The only way to get away from the assertion of art as
a privileged form of experience is to conceptualize it as
a molecular practice, where the artist escapes from the
hierarchical form of relations with the viewer. In many ways,
this is stated by Peter Osborne in his lecture Contemporary Art is
Post-conceptual Art when he talks about «fictionalization
of artistic authority» and «collectivization of artistic fictions».2
It is these trends of post-conceptual art, noted by Osborne, that
we can observe in the works of Albert and Skersis. In Albert’s
series of works «I’m still alive», the artistic authority of the
author, his privileged position of the affirmator is erased along
with the trace of breath on the glass of each viewer, and in the
installation «Breeze» by Skersis, the artistic statement itself is
realized exclusively in the communicative field, where the truth
of the work is actualized not in the author’s hierarchical
statement, but in the discursive space around the object.

In his The Aesthetic Unconscious® Jacques Ranciére writes:
«What | have just called the aesthetic revolution consists
precisely in the abolition of the ordered system of relations

1 Buchloh, B. H. D. Neo-Avantgarde and Culture Industry: Essays on
European and American Art from 1955 to 1975. Cambridge, Mass. — L..:
MIT Press, 2003. — AU.

2QOsborne, P. Contemporary Art is Post-conceptual Art. Public Lecture,
Fondazione Antonio Ratti, Como, Italy on July,9, 2010.

3 See: Ranciere, J. The Aesthetic Unconscious / Translated by Debra
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between the visible and the spoken, knowledge and action,
activity and passivity»* The category of aesthetic in his work is
openly political in nature as a way of asserting equality,
«a polemical, controversial community, a community that
shares the same world and polemizes about this division».®
Finally, it would be fair to turn to V. Skersis’ understanding
of art, which looks to be reflected in the idea of Inappropriate
Profundity and which demonstrates the author’s anti-
essentialist point of view on the definition of art: «Art is
a phenomenon of the universe given to us in an infinite set
of semantic spaces of our thinking. We cannot give a single and
only correct definition of art, but we can build models and
define what is called art. The model presented at the exhibition
suggests that art is a manifestation of thinking, it is a dream
that everyone can see. In this dream, abstract reflections are
represented by concrete images, and concrete objects are
abstractions. The play of the obvious and the implied is art!».

Keates and James Swenson. Cambridge: Polity, 2009. — AU.
4 Ibid.
% lbid.

189






INPAKTUKUN / PRACTICES






JKAHb I[3UHBbXYH, JIKO CIOEYXK3Hb, IHEBAHbB
Y)KAH, FOAHB JIYHIIOH, I[THHB IIIAOIOHB!

KPOCC-KYJbTYPHbBIN MEKBY30BCKHUI1
JTUAJIOT O COBPEMEHHOM
HUHTEPIIPETALIUU IPAMATYPIUA

A.IIL. YEXOBA

BBIE3JJHOE 3ACEJAHWE TEOPETUYECKOI'O CEMWHAPA
I10 ITPOBJIEMATUKE DCTETUYECKOI'O OITbITA ITPU KA-
OEJIPE DCTETUKN ®UJTIOCODPCKOI'O ®AKYIJIbTETA MI'Y
MMEHU M. B. JOMOHOCOBA B BBICHIEM TEATPAJIb-
HOM YUMJIMIIE UMEHU M. C. LIETIKWUHA TP MAJIOM
TEATPE

IIpeoucnosue AU.
00 IKCnepumMenmaibHOM RPOUCXOHCOEHUU IMOU NYyOTUKAUUU U ee
agmopax

Bce aBTophl HacTosAEeH MyOauKaluu — 3apyOeskHble acmupaHTl MI'Y
umenu M.B. JlomonocoBa. OHM NpeCTaBISAIOT Kak cBOIO cTtpany (Ku-
Taiickyro Haponuyro PecnyOnuky), Tak U pa3inudHbie GakyJIbTeThl, T
OHHU TOTOBSAT CBOU JUCCEPTALMOHHBIE MCCIEIOBAHMS IO aKTyaJbHBIM
rnpo6iieMaM COBPEMEHHOr0 MHPa, BKIIOYAIOLUIMM KaK CHCTEMOOOpasy-
IOIIMHI 3JEMEHT CJIOKHBIA KOMIIJIEKC B3aUMOJECHCTBHUS UM B3aMMOIIOHM-
MaHHMs Pa3IMYHBIX KyJasTyp. Ham sxypHan Bcerna ynaensna 3HaYUTeNb-
HOe BHHMAaHHE MPOOIEeMaTHKE KpPOCC-KyNbTYPHBIX KOMMYHHKALIHH
BHYTPH 3CTETHUECKOI'O OIBITa, OCOOCHHO B UX MPAKTUYECKOM acCIeKTe,
IIOATOMY MBI C YA OBOJIBCTBHEM IIPEAOCTaBIsAEM CTPAaHHIBI HAIIUM MO-
JIOABIM KMTAMCKUM KOJIJIEraM, 4e€i KOJIJIEKTUBHBIM TEKCT NMPEACTABIIA-
eT co00il KaK OMBIT KPOCC-KYJIbTYPHOH pediieKCuu, Tak 1 COOCTBEHHO
JKMBOH CIIydall HEIOCPEACTBEHHOI'O OUAjora COBPEMEHHBIX KYIBTYP.
OTu 00CTOATENBCTBA NEJAIOT HACTOSILIMM TEKCT OCOOCHHO HHTEpec-
HBIM I MEXayHapoaHoi ayautopun AU. Mbl myOiIuKyeM 3TOT TEKCT
C HE3HAYUTEJIBHOM peNaKIMOHHOI NMpaBKOM, HE MoABepras HUKAKUM
M3MEHEHHUSAM OICHKH HAIIWX KOJUIET, IOTOMY YTO MMEHHO OHH IIpe-

! Unopmanust 06 aBTOpax pa3MelleHa HIKE B IPeayBeIOMICHUU
K HacTosmed mnyONHKaluu, CHOENaHHOM OT PpEeJaKIUH JKypHa-
ma. — AU.
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CTaBJSIFOT CO00il MIaBHYIO LICHHOCTh 9TOr0 MaTepHala B HalIUX IyGIu-
KalHUsIX KPOCC-KYJIbTYPHON TEMaTHKH.

IIpencraBisiss asmopos, Mbl JOIDKHBI COOOIINTE, YTO Yemgepo U3 HHUX
NMpencTaBisoT kadeapsl gurocogpckozo hakynvrera MI'Y: Jlio Croeusics-
Hb (liu_xuezhen@outlook.com) u HOanw Jhynyion
(ydg438940897 @yandex.ru) roToBsaT CBOM AHMccepTanuyd Ha Kadeape
acmemuxu, JKano [zunoxyn (furongran@yandex.ru) npeacrasisieT Ka-
dbenpy wucropum 3apybexnoit duinocobun, a Luue I[laowws
(2580225659@qq.com) — kadenpy ¢gurocopuu aAzvika u KOMMYHUKAYUU,
00uH u3 Y4aCTHUKOB TpyIIIbI (Yoncan FOuiesanw,
ydg438940897 @yandex.ru) sBisieTcsi acIUpPaHTOM GakyabTeETa HUHO-
CMPAaHHbIX A3bIKOS U pecuoHosedeHusi. MBI CUUTaeM MPHHIHUIHAIBHO
Ba)KHBIM [l HAYYHOW OLICHKH JaHHOTO TEKCTa [0 BCEM OCHOBAaHUSIM
yKa3aTh HA pazHooOpaszue UCXOIHBIX HAYYHBIX HHTEPECOB YYACTHHUKOB
rpynnbl, a TaK»X€ Ha TO, YTO HU OAUH U3 HUX HC HAXOOUJICA B KaKOﬁ'TO
3apanee NOO20MOGAEHHOU NO3uyuu B OTHOILIECHUH K TIPEIIOKCHHBIM
YCJIOBHSIM TaHHOTO ICMEMmu4ecko20 dKCRepuMenma ¢ HeloCpeICTBeH-
HbIM KpOCC‘KyJ'leyprIM 3CTETUYECCKHUM OIIBITOM U €ro I/IHTepﬂpeTa'
nuei.

Bce uneHsl rpymmel HE3aBUCHMO APYr OT JApyra OTKIMKHYJIHCH
Ha O0O0BsABICHHE Ha BHpTyanbHOW mromanke (https://join.skype.com/
gVfgRgZ51Xmb) nocTosHHO IEHCTBYIONMIET0 TEOPETHYECKOTO0 CEMHUHA-
pa o mpobiieMaTHKe 3CTETUYECKOrO OMBITa O MPEACTOSIIEM MOCele-
HAA U OOCYXICHHU MUIUIOMHOTO CHEKTaKkiasi mo mbece «VBaHOB»
B cTapeiimeil npodecCuoHaIbHOW TeaTpalbHOM 1IKojde — Beicmiem
TeaTpanbHOM yumimine umeHun M. C. lllenkuna npu Manom Teatpe.
CryneHTsl YYHIHINA, MIAPOKO H3BECTHOIO B POCCHHCKHX TeaTpaib-
HBIX Kpyrax Imoj JackoBeiM mposBumieM «lllemka», mpemcraBisuin
4 xypc Macmepckoii B. B. Knoeéa® (Xyn0/KECTBEHHBIH PyKOBOIUTEIb
B. H. Jlpacynoe, cneKTakib HadWHajla TOTOBUTH IIpENoOJaBaTEelb-Ma-
crep 7. H. Anocoea, 3aTeM nocie ee 0€3BPEMEHHON KOHYMHBI B NIEpU-
Ol MAaHICMHUU CIICKTAKIb OBUI 3aKOHYCH M IMOCTABICH €€ YYECHHKOM
C. I'. Cownuxogoim).

EnuHcTBEeHHOE, 9TO OOBEAUHIO N3HAYAIBHO WICHOB IPYIIBL, 9TO —
HWHTEpEeC K POCCHUCKONW KyIbType, PYCCKOMY SI3BIKY U KPOCC-KYJIbTYp-
HBIM Tpo0JieMaM B pa3iUYHBIX TEOpEeTHYeCKHX acmekrax. CemuHap
(koopauHaTop — doyenm C. A. /[3uxeeuu) ObLI, KaK U BCETIa, 3aWHTE-

! HasBaHa 110 MIMEHU €€ OCHOBATEJIs, 3HAMEHUTOTO akTepa Masoro Te-
arpa.

194



pecoBaH B IOJyYCHHH OSMIMPUYCCKUX JaHHBIX O MHOI000pa3HBIX
MIPOSIBJIICHHUSIX dCTETHYECKOTO ONBITA, sl Y YHIIAING, CO CTOPOHBI KOTO -
poro obuieHHe MoIepupoBasioch Kadeapoi ¢riocopuu U KyabTypo-
soruu (KoopauHaTop — npogheccop E. A. /[3uxe6uu), BU3UT 3apyOeix-
HBIX acnupaHToB MI'Y u HX ydacTHe B NOCIEAYIOLIEM OOCYXICHHH
CIIEKTAK/Isl U COBPEMEHHOTO IOHMMAHMS KJIACCHYECKOH IpamMaTypruu
A. II. YexoBa cTajo Ba)XKHBIM HHCTPYMEHTOM B IIOATOTOBKE YHHUBEp-
CaJIbHO ITOATOTOBJICHHBIX AKTEPOB HOBOI'O IIOKOJICHUS, OTKPBITHIX BCE-
My MHUPY C €TI0 Pa3HbIMH KyJIbTYPHBIMH IO3ULUSIMHU U [IATTEPHAMU.
AcnupanTsel MI'Y Mo3HaKOMUJIMCH HE TOJIBKO C MaTepHajlaMu KOH-
KpPEeTHOH pabOTHI MO CIEKTAKIIO, HO 3aBs3aJIM JIMYHBIC U TBOPYESCKUE
KOHTaKThI B OJIM3KOH K NX COOCTBEHHBIM HHTEpECcaM TBOPUYECKOU cpe-
Iie, TO3HaKOMIINCH C TeXHOJOTHYECKOil CTOpOHON paboThl cTapeiimeit
U aBTOpPUTETHEH e poccuiickoi TeaTpanbHON mKoIbl. CTOPOHBI J10-
rOBOPHUJIMCH O COBMECTHOH NMyONMKAallMM MaTepHasioB BCTpPedHu (CM.
caiit BTY: http://shepkinskoe.ru/news/kruglyy-stol-dramaturgiya-
chekhova/) u IpoOXOIKEHUH COBMECTHOMH nesTeapbHOCTH. HacTosmas
nyOIMKanus MPeaCTaBsieT COO0i Havyalo pealn3aliy 3THX MEepPCIeK-
TUBHBIX NJaHOB. ITOCKOIBKY MEPOINPHUATHS 3TOr0 LUKIJIA TECHO CBsA3a-
HBI C KJIJACCHYECKHM HaCJIEIHEM POCCHHUCKON KyJIbTYypHl, 3Ta paboTa,
BHE BCSIKOI'O COMHEHHs, YKIaJbIBACTCS U B IPOrpaMMHBIE PAMKHU pa-
00TBI HayuHo obpazosamenvrol wkoavt MI'Y «Coxpanenue muposozo
KYIbMYpHO20 HACIEOUA.
Cepeeii /[3ukesuu,
HAYUHbLL PYKOBOOUMENb IKCHePUMEHMA,
enasHulil pedakmop AU

Abcmpakm

IIpakTHKa MEXIyHApOAHBIX MEXKYIbTYPHBIX HCCICIOBAHHH U KOM-
MyHHKAallHH [ BCEX YYAaCTHHKOB aBTOPCKOH TIPyHNIBl HacTosmei
CTaThM MOBBIIICHHBIM MHTepec. B yacTHOCTH, Kak acnupaHThl U3 Ku-
Tas, MBI XOT€IH OBl UMETh BO3MOXKHOCTH IO3HAKOMHTHCS C KIACCH-
YEeCKOH PYyCCKOH KylabTypoH. B CBsI3M C 9TUM MBI NPUBETCTBYEM, YTO
2022 ron ctan cBoero poaa «I 000mM MeHCKYIbMYPHBIX UCCIeO08AHULY
Ha kadenpe scretuku ¢unocopcekoro dakynaprera MI'Y. Kadenpoit
OBIT HaMe4deH LEeIbIH PSIA MEPONPHSATUH € DJIEMEHTaMH KPOCC-KyJIb-
TYpHOTO Juajora, MOAAEpPXKaHHBIH PYKOBOJACTBOM U BCEM HAyYHO-
HUCCIE0BAaTEeIbCKUM KOJUIEKTUBOM. TeopeTHdecKkoid OCHOBOM »TOM
paboThl cTajga IJIOHIAfKa IIOCTOSIHHO JAeHMCTBYIOIEro CeMHUHapa
1o npoOiaeMaTHKe ICTETUYECKOrO OIBITa, HAMETUBIIETO KOHKDPETHEIE
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http://shepkinskoe.ru/news/kruglyy-stol-dramaturgiya-

MEpONpPUATHS KPOCC-KYJIbTYPHOH JIMHEHKHM 10 KOHLIA TEKyLEro
y4eOHOTrOo roza.

B kauecTBe MHHLIMUPYIOLIEr0 MEPONPUATUS B 3TOM LUKiIe 14 mapra
2022 ropga Mbl IMIUJIOMHBIN CIIEKTaKJb CTYIAEHTOB UYE€TBEPTOTrO Kypca
Briciiero tearpanbHoro yunmnuma umeHu M. C. lllenkuna. Msl npu-
HOCUM HCKPEHHIOIO OJlarojapHOCTh NpuUHUMaBIIel Hac kadenpe du-
JIOCO(GUHN U KYJBTYPOJOTMU U JIMYHO OPraHH3aTOPy CO CTOPOHBI YUH-
muma npogeccopy E. A. JI3uxeBHd 3a TEIUIBIH HNPHEM U IETAIbHYIO
9KCKYPCHIO B MHUpP NPO(ECCHOHAIBHOIO TeaTPajbHOrO 00 pa3oBaHMUS.
MBI ObUIM HCKpPEHHE MOpa)€Hbl YPOBHEM KOPPEKTHOCTH, TOCTENPH-
MMCTBa, BHUMaHUs U 3PYIUIMU BCEX, C KEM Mbl OOIIAJIMCh B CTEHAaX
crapeiiliero TeaTpanbHOro ydeOHOro 3aBeneHust Poccun. D10 sHep-
ru4yHbld yHUBepcuTeT. HecMoTps Ha cBOM BecbMma IOUYTEHHBIH BO3-
pacT 3Ta MHCTUTYLMS OCTaBIsE€T BIEYATICHHUE MOJIOAOro 3ajaopa, OT-
KPBITOCTU BCEMY HOBOMY B MMPOBOH KyJbTypeE, YTO TaK Ba)XHO IJIs
JII0/le HOBBIX TOKOJEHHH. MBI MOUyBCTBOBAjJM OYapOBAHHE M B3aH-
MOJIEHCTBHE PA3JIMUHBIX KyIbTyp. DTO OBUIO 3apa3UTeIbHOE KYJIbTYp-
HOC IyTCHIECTBHUE AJIA HAC, I'’IC MbI OLIYTHJIM CTPACTh U SHEPTHIO MO-
JIOJIOTO TIOKOJIEHUS JIeATENEH POCCUMCKON KYJIbTYpHI.

Ilocne BrnewaTnsAiome dKCKypCUU MO YUYMIIMILY Mbl IOCMOTPENH AU~
TUIOMHBIN CIIEKTaKJlb, IIOCTABJIEHHBIH CTYJEHTOB MO nbece «MBaHoBy,
HanucanHo A. Il. YexoBsiM B 1887 rony. Ilo 3aBepmiennu oduuu-
aJIbHOTO MNPEICTaBICHHUS CIHEKTAaKJIsd Y HAac COCTOSUICS CEpbe3HbIH
M UHTEPECHBIH pa3roBop 00 HMHTEpIIpEeTAlMH KJIACCUYECKOH apama-
Typruu BeJHKOIo IHCaTels B COBPEMEHHOH KyJbType, Hpobiemax
paboTHl CTYyAEHTOB HaJ CHEKTAKJIEeM M BOCIPHUATHS 3PHUTEISIMU HHOH
KyJIbTyphl NeHCTBHs Ha cleHe. MBI mojaraeM, 4To 3Ta Ibeca BOILIO-
maeT BEJUKUN JIHYHBIA TpyA YexoBa M OKOHYATEIBHO OMNpEACisieT
TpaHC(OPMALIMIO PYCCKOTO TeaTrpa OT TPaJULMOHHOW 3amajHoit
KJIaCCHYECKOH MOJIENIN CIIEHMYECKOr0 MCKYCCTBAa K COBPEMEHHOMY Te-

aTpy.
Kniouegvie cnosa
MexKyIabTypHbIil 00MeH; TeaTp; UexoB; «VBanoB»; YexoB B Kurae.

B cBoem TBOpuecTBe UexoB «Bcerma oOpaimrajd BHUMaHHUE
Ha Oynyiiee U CyAp0y PyCCKUX KEHIIWH M cO3Jal LEIyI0 CEpHIO
JKEHCKUX 00paszoe». [1] JKenckme ¢urypsl — HeOTBEeMIEMas
4acTh XyJ0XKecTBEeHHOro mupa Yexosa. Bo MHOrux ero usBecr-
HBIX TPOU3BEACHUAX JKEHCKHE ITEPCOHAXKU HE TOJBKO HECYT
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B cebe 3cTeTHUecKHe IIEHHOCTH W HPaBCTBEHHBIE HJI€AJIBI CaMo-
ro YexoBa, HO M TOYHO H NPSIMO NEPENAIOT €TI0 Pa3MBIIIICHUS
O CJHOXHBIX HpobOiieMax pa3BUTHUS POCCHICKOTO oOImecTna.
B cBoux npousBegeHnsix Uex0B HE OTPaHUYUBACTCS ONMMCAHUEM
JKEHIIIMH CBOETO HapoJa, HO co3JaeT U 00pa3bl eBpPeHCKUX JKEeH-
mUH. B mepBrlil pa3 eBpeiickas TepouHs MOSBISIETCS B €r0 pac-
cka3ze «Tuna» (1886), Bo BTOpOii pa3 — B mbece «lIBaHOBY»
(1887), u 5Tu ABa MepcoHaka PACIIUPSIIOT FaIePero KEHCKUX 00-
pPa3oB M HAJOJITO OCTAIOTCSI YHUKAJBbHBIMU B PYCCKOW JUTEpaTy-
pe. O6a mpousBeZeHHUs] HE TOJBKO PAaCKPBIBAIOT HEMPEPHIBHOE
BHMMaHue UexoBa O JKEHCKOH JIynie M ee JAYyXOBHOM MHpeE,
HO U OPraHWYHO BIIMCBHIBAIOTCS B €ro COOCTBEHHBIE B3TJIS/IBI
Ha TO, YTO Ha3bIBACTCS «EBPEHCKUM BOIIPOCOM.

«EBpelickuil BOpoc» MpOsIBJISIETCS B OCHOBHOM B XpHUCTHAH-
ckux crpanax. Mynausm nuMmeer miig eBpeeB ocoboe 3HaueHue. Xo-
Tsl €BpEH U3-3a UX crocoba CyIIeCTBOBaHHS KaK pacCessHHOTO 3T-
HOCa, JI0JITOE€ BpeMs OCTaBaBlIerocst 0€3 NpU3HaHHOMN POJUHBI,
CIIMILIKOM MHOTI'O MEPEXWIN, HO OHU HE OCTaBIISLUIM BEPHI B TO,
4TO OHM- M30paHHbIi borom Haposa. Tak kak My1an3mM BO3HUK
Y pa3BUBAJICS B IIpeJiesiaX OJHOTO 3THOCA, OH PAacIpOCTPaHsJICS
MPAaKTUYECKU UCKJIFOYUTENIBHO CPEU EBPEEB U MPEICTABIACT CO-
0o0i1 BecbMa pelIKuii ciy4yail MOHOHAIMOHAIILHOW KOH(Deccuu,
BO3MOYKHO, JJa)K€ M yHUKAJIbHBIA IO CTENEHU MPOpabOTaHHOCTH
CBAIIIEHHOTO TEKCTAa ¥ BHyTPEHHEH MHTErpaluu.

BxirounB B ce0si MPUHIUIT 3THUYECKOM YHMBEpPCAIBHOCTHU
(«HEeT HU 3JUIMHA, HU UYJes») B OTJINYHE OT MyAau3Ma, XpPUCTHU-
aHCTBO C MOMEHTa 3apOXICHHS PACIPOCTPAHSIIOCh U PacIpo-
CTpaHsIeTCsl BO BCEX peruoHax mupa. Em€ B Hayasne mpaBiieHUS
nuHactuu Tad (635 T. H.3.) HECTOPHUAHCTBO, SABJIIOIIEECS epe-
THYECKHUM TEYEHHEM B XPHUCTHAHCTBE, HAYalo pacIpocTpa-
HATBCA B KwuTae, rie OHO Ha3bIBaeTCS », TO €CTh «CBETJIBIM
yueHuem». U3-3a HexemaHusi OTPEeUYbCsl OT CBOEW  PEIMruu
€BpeU, )KUBYIIME B XpUCTUAHU3UPOBaHHON EBporne, cranu cuu-
TaTbCd MApPTUHAIBHBIMH JJIEMEHTAaMH M CTAJIH IIOJBEPTaThCs
MIpeciIeIOBaHMsIM M OTpaHWYEHMsIM B mpaBax. EBpeiickuii Bo-

197



IpoC CyIIeCTBYET U B Poccun, raie 1OMUHUpYIONIEe MOJI0XKEHUE
B PEJIIMTHO3HOM OTHOIIEHWM 3aHUMaeT ocobasi KoHpeccus
BHYTPH XpUCTHaHCTBa — IIpaBociiaBue. B Poccuiickoil nmmne-
puu ¢ 1791 mo 1917 rox ObLIa YepTa OCEATIOCTH — 3TO TPAHUIIA
TEPPUTOPUH, 3a MpeAeslaMH KOTOPOU €BpesM 3alpenagoch
MOCTOSIHHOE JKUTEJIBCTBO. /3-3a pa3nuyHOro pojaa orpaHuye-
HUIl B Npeaesax 4epThl sIBUWIACh Ype3BblUaliHAasA CKY4YE€HHOCTH
u Huutera. [lossBnenue yepthl oceayioctu B Poccuu, nMmeroniei
HETAaTUBHBIN IOJITEKCT, BEIpAKaeT BeChbMa OOIIMPHOE HHTEN -
JISKTyaJIbHO€ MPOTHUBOPEUYHNE MEXKAY NMPaBOCIaBHBIM MHUPOBO3-
3pEHHEM U MUPOIIOHMMaHHUEM OOJILIIMHCTBA MPEJICTaBUTENEH
€BpeMCKOTo 3THOCA.

B XIX Beke B Mockse u [lerepOypre OBICTPO pOCIIO YUCIIO €B-
pe¥ickuX J>KWTeliei, OHM B 3HA4YUTENIbHOH Mepe oOpyceBaiu,
YaCTb U3 HUX IMpUHHUMAJIa XpUCTUAHCTBO, a eBpeﬁCKafl HUHTCJIJIN -
TeHIUS M KYIEYeCTBO IIOCTENEHHO CTajd IMOCTENEHHO 3aHHU-
MaTh BUIHOE IOJIOKEHHE B poccUiickoM oOmiecTBe. EBperickuii
BOIIPOC CTaj BBI3bIBATh MHTEPEC Y PYCCKUX MHUcATeNel, KOTOpbIE
cTany oOpamaTh BHUMAaHHE Ha KyJbTYPHO Pa3HOPOLHYIO I'PYII-
Iy €BpeeB, U eBPEUCKHI BOIIPOC BCe OOJIbIIE CTAHOBUIICS OJHOM
U3 TEM PYCCKOH JUTepaTyphbl, JIUTECPATypPOBEICHUS U MOJIUTHYE-
CKOT'0 IHUCKypca.

Poccuiickue HeeBpelCKue NHCATENM, B TOM YHUCJE JIUTepa-
TOpPBl CaMOI'0 IIEPBOr0 ypoOBHs, Takue, kak IlymkwuH, I'orons,
Typrenes, J[OCTOEBCKMH M HEKOTOpPbIE IApPYTHE, B OTIEIBHBIX
CBOMX NPOM3BEICHUIX BBIPAKAIM MPU3HAKN ONHMCAHHOTO BBIIIE
NpenyOeKIeHUsI IPOTUB €BPEEB, MO3TOMY B MX IPOU3BEACHHIX
eBper OOBIYHO OBLIN IPEICTABICHBl B OTPHIATEIBHBIX 00pa3ax,
KaK, HallpuMep, POCTOBIINKHN B JOHOCUYHKU. OOpa3 eBpes-BHHO-
TOPTOBIA TAaKXXe SBJSLICS XapaKTepHOW YacTbio F0A0(oOCcKoTo
JIMCKypca 31moxu. EBpen CTaHOBSTCS CBOETO pojaa «CTepeoTHra-
MH» — CHHOHHMAaMH 3JIbIX, 0€300pa3HbIX JIOACH WIN YpOIJIH-
BBIX sBIICHUH. B Tparegun «Ckymoi peinaps» [lymkua co3gant
00pa3 eBpPEeMCKOTO POCTOBIIMKA, KOTOPBIH JOIOJHEH XaIHO-
CTBIO, KOTOPasi MOKET Pa3pyLINTh caMmble OJM3KHE OTHOLICHUS,
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a B «UepHoil manm» — 00pa3 MoJI0TO €BpeiiCKOTo JOHOCUYHUKA.
TypreneB Hanucan pacckas «Kuma» (1846), B koTopoMm H300pa-
3WJI 00pa3 eBpes-JOHOCUMKA, TOPTOBABIIETO CBOEH JOYEPHIO.
3aTeM NOsBHINCH 00pa3bl €BPEHCKUX KalUTAINCTOB U YIIBIPEH,
’KaJIHO TpaOMBIIMX OOraTcTBa PyCCKUX, BO IMOITHYECKUX ITPOU3-
BEJCHUAX, TaKNX Kak nosma HekpacoBa «baner» u ctuxorsope-
Hue A.K. Toncroro «borareipe». H.C. JleckoB Tak)ke BBIpa3uil
CBOE XapaKTepHOe 0co00e OTHOLIEHHE K EBPEHCKOMY BOIPOCY.
B cBoem counnenun «EBpeit B Poccun: Heckonbko 3aMedaHui
K €BpeiiCcKOMYy BOIIpOCY» OH CHOPMYIHPOBAT TEHICHIUIO
K YCTaHOBJICHUIO K PaBHBIX IpaB Il €BpeeB, )KUBYIUX B Poc-
cuM, B pacckaszax «KuaoBckas KyBbIpkosuierus» u «Pakymian-
CKUIA MejaaMea» OH BbIpa3dunil COUYBCTBUE €BPEsIM, CMCHUBIII UM
Bepy. B cBoemM MHOTOAaCEeKTHOM M MacmTaOHOM MPOU3BENCHUHN
«bprmoe u gyme» AWM. I'epueH BvICKazad Cpeau APYTUX aKTy-
anpHBIX U1 Poccuu Toro BpeMeHu MbIcieil riyOokyr obecro-
KOEHHOCTb 3a TParu4eckoil cyar00i eBpees.

ITo cpaBHEHHUIO C NPYTUMH PYCCKHMH IMHCATEISIMU TOTO XKe
BpeMeHH, UexoB 6oree MpUCTAJIbHOE BHUMAHHUE YIEJsI €Bpeii-
CKOMY BoIlpocy. B mMosionoctu oH mIyTui Hax €BpEsIMH, HO IO-
TOM CTaJ CBOEOOPAa3HBIM JIMTEPATYPHBIM JIMIEPOM IO YHCILY
E€BpEUCKUX MEPCOHAXEH, EBPEHUCKONM TUINUYHOCTU U B3aUMO-
CBSI3M MEXIY €BpesiIMH M PycCKUM oOmiectBoM. Kak HeeBpeii-
CKMH mucaresb, YeX0B HeCIy4yailHO COCPEeNOTOYMIICA Ha omuca-
HUM KU3HHU €BpPEEB M €BPEHCKOM BOIpOCE. DTO TECHO CBSI3aHO
C €ro JMYHBIM >XH3HEHHBIM OINBITOM. B 1oHocTn YexoB mepe-
J)KUJI ApaMaTUYeCKUM pPOMaH C JIEBYLIKOM €BPENWCKOro IpPOHC-
xoxaeHus — EBmokueit Dpoc, Ha KOTOPOH OH XOTEI KEHUTh-
cs1. Ho HexxenmaHme ero BO3IOOJICHHOW MPHUHITH XPUCTUAHCKOE
KpEIIeHNE IOJ0XHUIO0 KOHEL 3TUM IPEKPAaCHBIM OTHOILICHHUSM.
Bonee toro, YexoB MHOTHE T'OAbl APY>KUJ CO BEJIUKUM POCCHUIA-
CKMUM XYJOXHHUKOM €BpelcKkoro mnpoucxoxiaenus HMcaakom
Wnergom JleBHTaHOM, W 3TO N0 €My BO3MOKHOCTH IOHSTH
TIIYOWHHBIA CMBICT €BPEHCKOW KYIBTYpPHI, COOpaTh W 3amucaThb
MaTepHaibl O )KU3HU €BPEEB U3 MNEPBBIX PYK, YTO JAJIO0 EMY
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Ba)XXHBIH UMITYJIBC [UJISI TBOpUYECTBA. DTO HEU30EKHO IPHUBEIIO
K TOMY, 9TO TOH €ro IIOBECTBOBAaHHS O €BpESX M OTHOIICHUE
K HUM y YexoBa 3HAYWUTENILHO OTJIWYAIOTCS OT HappaTUBOB
TOW K€ TEMaTHUKH y €T0 COBPEMEHHHKOB.

B cBoux mpousBeneHusx YexoB BbIpakasl CBOE MOHUMAaHHUE
€BpEHCKOIl peNurun, UCTOPUU U KYJIBTYPHl U HE YKIIOHSIICS
OT OTPaXXEHUSI COXPAHEHUSI CaMOOBITHOCTH €BPEHCKOT0 Hapo/a.
«OOBEKTUBHOE CITOKOMCTBUE U YTOHYEHHOCTh — CaMble BBIJA0-
IHecs: YePThl YEXOBCKUX PAacCKa30B, OTINYAIONINE UX OT APYTHX
MacTepoB pacckaza» [2] mposiBHIIMCH U B 3TOM OTHOIIeHHH. Ye-
XOBY JIy4Ill€, YeM JPYTUM MHCATEISIM TOI0 BPEMEHH, Y1al0Ch
YJIOBUTH OCHOBHBIE YEPTHI PyCCKOT0 o0miecTBa. B To ke Bpewms,
KaK OJIWH U3 MOCJIETHUX PYCCKHUX JIUTEPATYPHBIX KiaccukoB XIX
B., UeXOB MHTYUTHUBHO WJIM OCO3HAHHO CTPEMUIJICS 3allUIIATh
W pa3BUBaTh PYCCKYI0 KyJbTypy. Ha ¢oHe pycudukanuu eBpeen

OH HEOOBIYalHOW MPO30PJIMBOCTHIO TIIATEIBHO HaOIIOAI
3a YCIIOBHSIMH HMX J>XKU3HH Kak OCOOOM COIMAIbHOW TPYIIIIbI
B Poccum, 3a HecnpaBemIMBOCTSIMH, OT KOTOPBIX CTpPamaroT
€BpeH, 3a MPUCYIIUMH UM JOCTOMHCTBAMH M HEJOCTAaTKaMHU.
He »xenass MmomyaTth, YexoB Opocai BbI30B OOBIICHHOCTH U CBOE-
BPEMEHHO ITOMeIIajl U3MEHEHHUS U IOBOPOTHI B )KU3HU €BPEEB
B 3aByaJIMpOBaHHOE omnucaHue. BcectopoHHe paccMoTpeB co-
CTOsIHUE eBpeeB, UeX0oB BBIpa)kasl CBOU COOCTBEHHBIC TyXOBHBIE
MPO3PEHUs U rITyOOKHe pa3MBIIIEHUS 110 eBPEHCKOMY BOIIPOCY.

IIreca «/BaHOB) SIBIISIETCSI Ba)KHBIM JOCTHIKEHHEM UYEXOB-
CKOT'0 JpaMaTHYecKoro HoBaTopcrBa. Kak apamarypr-HoBaToD,
YexoB 060TaTHII BO3MOXXHOCTH XPOHOTONA (€IMHCTBO BHYTPCH-
HEro BPEMEHH M IIPOCTPAHCTBA) B CBOMX MPOU3BeASHUIX. UeX0B
H3MEHWI caMy CyTh JApaMaTypruyecKkoro KoH(pIMKTa, TeM ca-
MBIM U3MEHUB ITOAXOJ K CO3aHHIO XapaKTepoB repoes. UexoB
«OCTPOYMHO codetan B VIBaHOBe OCOOCHHOCTH Pa3HBIX BHJIOB
xapakTepa, TaKhe Kak YHTY3Ha3M U I'PYCTb, TPYyAOJ00HEe U JICHB,
OTKPOBEHHOCTH M NOJABJICHHOCTH, XpabpocTh U TpycocTh. [lo-
9TOMY C IEPBOTO B3IJIsAa Ja)ke TPYIAHO ONPENENUTh THUI H aT-
pubyTel mepcoHaxka». [3] BaHOB He SBISIETCS H3HAYAIBHO
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00ECCHJICHHBIM T€pOEM, 3TO MPOUCXOJAUT C HHUM B TEUCHHE
OBICTPOTEYHOW XU3HU: «OH YTPAuMBaAET CBOU CHIIBHBIC, «TamJie-
TOBCKHE» KadeCcTBa, BCe OOJIbINIE HAamOMHWHas ['amiieTa pyccko-
ro...». I3MEeHUThb CBOIO Cyb0Y U BHIPBATHCS U3 TFOPHEMBI CYIbOBI
JUISL TAKUX JIIoAei, kak ViBaHoB, oueHb TpyAHO. OHU OecCHIIbHBI
MPOTUBOCTOATH MOLUIJIOCTH U IPexXy, HO COXPAHSIIOT CBOIO COBECTh
U pellKue 1o0poaeTeNIn, XOTS OHH U clIa0bl, HO JparoneHHsl. Ta-
KHUX NMroael, kak MBanoB, m00uT YeXxoB, Tak Kak B €ro riasax
OHM — MOYBAa, KOTOPYIO HAllUs U CTpaHa JOJKHBI JIeJIesITh U BO3-
nenbiBath. B pabote, nocBsmennoiit H.M. IIpxxeBansckomy, Ye-
XOB MK CA:

«B Hame OonpHOE BpeMs, KOra €BpONeHCKUMH oOlecTBaMu 00ysn
JIEHb, CKYKa JKM3HHM M HEBEpHE, KOIJa BCIOJY B CTPAHHOW B3aMMHOMN
KOMOMHAIMM apsAT HEIIOO00Bb K )KU3HU U CTPaX CMEPTH, KOrJa Jaxe
JIyqIINe JIIOIHU CUIAT CJI0Ka PyKH, ONpaB/bIBas CBOKO JIEHb U CBOI pa3-
BpPaT OTCYTCTBUEM OINPEEICHHON LIeJIU B )KU3HU, MOABUKHUKU HYXK-
HBI, KaK COTHIE».

UexoB co3HaTeNbHO co3jall VBaHoBa Kak o6pa3 «Oeccuiib-
HOTO 4eJIOBEKa», YTOOBI 3aKOHYUTH TPAAUIUIO O00Pa30B «JIMII-
Hux mogein» XIX Bexka M NONBITaTbCs BBIUTH U3 AENPECCHU
U yhnajaka, YKOPEHHBIIMXCS B KOJUIEKTUBHOM O€CCO3HATEIbHOM
naTeureHunu. [4] Ilo muenno YexoBa «OYHCTKA AyXOBHOTO
MHpa OT Uja» U «IPEOJOJICHUE YHBIHUA TaK)Ke SIBIISIOTCS BEJIH -
KHUMH JeJIaMHU.

ITo cpaBHeHuro ¢ ob6pazom BaHOBa, HHTEIJIUTEHTA HOBOTO
THIIA CO CJOXHBIMH M IPOTHBOPEYUBBIMH XapaKTEPaAMH, €TO
>)keHa AHHa lleTpoBHa HE TOJNBKO HE MEHEE BaXKHas,
HO W He3aMeHuMasl ¢purypa. B cuily ocoGeHHOCTe JTUIHOCTH
W HAITHOHAJIBHOCTH AHHBI IIPOTHBOPEYUS U KOH(PIIUKTHI B ITbe-
ce o0OCTPIIINCH B yCIOXKHUINCE. B mhece «lIBaHOBY», BOIPEKH
OOMIENTPUHSATHIM CTEPEOTHIIAM O €BPEsIX, TAKHE YEePThI, KOTO-
pBI€ OOBITHO NMPHUMHCHIBAIIUCH €BPEAM: CKYIIOCTh, IpyOBIii Ma-
TepHaIn3M, JJULEMEPHOCTh NMPUIAHBI HE €BPESIM, a PYCCKOMY
obmectBy. Takum o6Gpa3zoM, pycckoe OOMmEecCTBO IIPEACTalo
B IbECE YPOJUIMBBIM, HEJICIIBIM U IPSI3HBIM.
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I'epouns nbecwl eBpeiika AHHa (ypoxxnenHas Capa) u3 6ora-
TOW CEMbH, «yMHasl, IIOPSAOYHAS] U TOYTH CBSTast», OT UCKPEH-
Hell mo0BU K VIBaHOBY, BOIIPEKH BOJIE POAUTENEH, CMEHUIIA BE -
py ¥ OTKas3ajack OT ceMbH U umymecrBa. Co JHS 3aMy’KecTBa
¢ IBaHOBBIM AHHA MOJHOCTBHIO CYHTAJA CEOsl YICHOM PYCCKOTO
ob1IecTBa M TMOJHOCTHIO OTJIAJIMIJIACH OT €BPEICKOTro MHpa.
Ho pycckue ¢ Heil He coraniajinch, CBO€ HEJTOBOJIBCTBO U OOy
BBIMEIIAIN MMO-pasHOMY: 3aueM VBaHOBY JKEHUTBCSI Ha eBpeiike
MpU HaJUYUU TAKOTO KOJMYECTBa pycckux JneByiiek? [losromy
CJIOBa U TOCTYNKHM AHHBI BpeMsi OT BPEMEHH BBICMEHBAIINCHh
u BeicMenBanuch. Jsans Meanosa, rpad IllaGenbckuid, Jerko-
MBICJICHHBIM TOHOM HUMHTHPOBAJl €BPEHCKHI aKIEeHT, U ero ca-
Mas XapakTepHas IIyTKa Oe30IIMOOYHO BBISBIISIA TpE3peHUe
U JUCKPUMHHAIIMIO PYCCKHX IO OTHOLICHHUIO K €BpeHCKOMY Ha-
pony. B OJJUH M3 KYJbMHHAIIMUOHHBIX MOMEHTOB IIBECHI, B I10-
clieHEeH ClieHe TPEeThero JNEUCTBUS, Koraa AHHA, HE BbIIEPKaB-
mas pacrnajaa CeMbH, IPOCTHO OOBUHsIA My’Ka B TOM, 4YTO OH
MoJJI0 €l m3MeHsieT, VIBaHOB OTBETHJI OCKOPOUTEIbHBIM KpH-
KOM Ha CBOIO OOJIbHYIO KEeHY: «3aMoidu, xxuaoBkaly». B nanHHom
cilydae «HENpaBUIIbHOE» IOBeAcHHUE VIBaHOBA TPYAHO OINpPaBbI-
BaTh, XOTs camMoyOuiicTBo lBaHOBa 3aJHUM YHCJIOM CHUMAaeT
O0OBHHEHHE B HEYUCTOTE €TO MO0y KIACHUI.

B nbeece «BaHoB» UexoB omnucal OYHIEBHYIO IEINPECCHUIO,
pacTepsIHHOCTh U OTHOLIECHUSI C HEEBPESIMHU, IIEPEKHUBAEMbIE €B-
pesaMu. 3a TO, YTOOBI HMETh BO3MOXXHOCTH «aCCHMIJINPOBATHCS
B MEHHCTpPHUME POCCHUHCKOTO o0miecTBa, AHHA 3aIlIaTHJIa BBICO-
Kyto 1ieHy. OHa 0e3 KoneOaHui JTI0O0UT UO0JIa B CBOEM CepIe —
HBanoBa — u paam Opaka ¢ HUM Iepenura B mpaBociasue. EB-
peiickoe mpoucxXokaeHne o0pekaeT Ha TO, 4TO AHHa HHKaK
HE MOIJla CTaTh HACTOSIEH pYCCKOM KEHIIMHOM, OHA cTajla €B-
peiikoii, popMarbHO OTKa3aBIIIeiicsa OT eBpelicTBa.

OOpa3 AHHBI MPOSIBISIET TOpPe W CTpaJaHUE €BpEEB B PaB-
HOIYIIHOM pyccKoM obOmiecTBe. OturakuBasi cyap0y AHHEI, Ye-
XOB MBITAJCS OTBETHTH Ha BOIPOC, MOTYT JH €BPEH CTaTh
«cBonMmu JoasMu». [1lo MHEHHIO UexoBa, «aCCUMMIIAIINS) €B-
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peeB — O3TO TOJBKO OJHOCTOPOHHHUM akT MpHeMa, JIPYTHMH
CIIOBaMH, PYCCKOE OOIIECTBO MOXKET «aCCHMHJINPOBATH» €BpE-
€B, HO IIOCJIEIHUE HE MOTYT IO-HACTOSIIEMY BOWTH B XPHCTH-
AaHCKYIO KYJBTYpY, MO0 3Ta KyJbTypa IO CYIIECTBY OTBEPraeT
IpeBpalleHrne eBpeeB B pycckux. Uepe3 o0pa3 AHHBI OH BEPHO
W3JIOKWI CYTh €BPEHCKON «aCCUMHIIISIIUM», TO €CTh «aCCUMH-
JIMPOBAaHHEIE» €BpPEU OCTAIOTCS €BpPEsIMH W B KOHEYHOM HTOTE
BO3BpalllaloTca K eBpelckoil kynbType. [5] Tparuueckyro cynb-
Oy AnHHBI YexoB mbITaercsi OOBSICHUTH TEM, YTO ISl €BpEeB
mobasi «aCCUMUILIUS» HEH30€KHO MPUBOAUT K TPArn4ecKoMy
¢unHany. 3a cMepThi0 AHHBI KpPOIOTCS MBICTM YexoBa O JHC-
KpUMUHAIUK W HECIHpPaBEeIJIMBOCTH, KOTOPBIM IOABEPICsS €B-
peicKui Hapox.

Ilo npenaHusM KUTaAMCKMX €BpEEeB HUX TMPEIKH MNonaiu
B Kuraii eme npu nunactuu Xanb (206 . 10 H. 5. — 221 1. H.
3.), Bo Bpemsi auHacTuu CyH OHU C(OPMHPOBAIU OTACIBHYIO
eBpelickyro oomuHy KaiihsH (TorgamHss cToiuIa), MHOTHE
13 KOTOPBIX B KOHEYHOM HUTOI€ CTaJld BUIHBIMHU I'OCYJdapCTBEH -
HBIMH YMHOBHHMKaMH, BpayaMH, PaBBUHAMH U OM3HECMEHaMH.
I'msins Ha KUTaMCKYI0 MCTOPHIO, MBI MIPUXOAUM K BBIBOIY, YTO
B Kutae He BO3HMKaeT mpoOjIeM ¢ YHH)KCHHEM U ITHCKPUMHHA-
uueil eBpeeB, Kak B EBpome. DTo 3acTaBisieT HAac 3aJyMaThCs
o toM, mouemy B Kurae He cyllecTByeT HEpeUIeHHBIN eBpeii-
CKHIl Bompoc, mono6Ho EBpome? ABTOpBI moiaraioT, YTO 3TO
MOXET OBITH CBSA3aHO C T€M, YTO XPHUCTHAHCTBO SIBISAETCS MO-
HOoTeucTudeckoi penurueit. Camas Gojbinas 0COOEHHOCTh MO-
HOTE€HU3Ma COCTOUT B TOM, YTO B HEM OCOOEHHO HE IIpeiIoia-
raercsi OTCyTCTBYET TOJIEPAHTHOCTb.

WynansMm W XpHUCTHAHTCTBO MCKIIOYAIOT APYTHE pEu-
THH Ha OCHOBAHUHU CBOMX KJIFOUEBBIX JOKTPHH, TO3TOMY 00€ pe-
JIUTUHA TIOJHOCTHIO HECOBMECTHMBI, KaK OroHb M Boja. OgHOH
M3 XapaKTEPUCTUK KHUTANCKON KyJIBTYypHI SBISETCS TO, YTO OHA
4pe3BBIYANHO MHKJIIO3UBHA, NO3TOMY B Kutae MupHO cocymie-
CTBYIOT Bce penuruu. B ucropun Kuras Hukorjaa He 66110 penm-
THO3HOU BOMHBI B €BpONEicKkOM noHuMaHuu. B Hauane XX Beka
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B Kutall XJIBIHYI IOTOK 3MUrpaHTOB U3 Poccuu, cpeau KoTOphIX
OBUIO JOBOJNBHO MHOTO eBpeeB. B Kurtae eBpeeB mnpuBiekain
HE TOJIBKO 3apabOTKH, HO M IMOYTH IIOJIHOE€ OTCYTCTBHE aHTHCE-
MHMTH3Ma, C KOTOpPBIM OHM cTaikupaimuck B Poccun. Ku-
Tall IIPeIOCTaBUJI ATUM €BpesiM BO3MOXKHOCTh CIIOKOMHO JKHUTh,
IMOCKOJIBKY 00 aHTUCEMHUTH3ME B 3TOH CTpaHE M HE CIBIXMBAIIH.
JKu3HeHHbIN NPUHIUIT TEPOUHU AHHBI — HECTH OTBET-
CTBEHHOCTH 332 CBOIO CEMBIO M KEPTBOBaTh CO00W paau JOOBU.
3ammra MeJOCTHOCTH CEMBHM — OTO BCS KM3Hb AHHEL Pasne-
JIsIsl CYAaCThEe U TOpPe C MYXKEM M TepIisi HEeB3TrOAbl CyAbObI, B Ka-
YecTBE TPaJAULMOHHON €BpEeMCKOi >XeHIIMHBI AHHa Oeper
Ha ce0sl OTBETCTBEHHOCTH 3a CIIACEHUE MYXKCKOTO MHpa. UexoB
BJIOKHJII B AHHy KadyeCTBa, KOTOPbIC OH BBICOKO OLCHUIT — YHU-
CTOTY, IOOPOTY U KpacoTy, B pe3yJibTare co3jail o0pa3 AHHBI,
OTJIMYAIOIIUH OT TOCIOJCTBYIOIIETO B OOIIECTBE TOTO BPEMEHH
cTepeoTrna eBpeeB. AHHA, OCBATHBINAs ceOs JTIOOBU U CEMbE,
SIBJISIETCSI HE TOJBKO HJEAJIOM >XEHCKOU KpacoTbl B €BPEMCKON
TPaJUIIMOHHON KYJIbTYype, HO U PENpOayKIHMel Tuia odpasza
MyIKUHCKON TaThbsIHBI, IPEACTABIISIIOIIETOCS «HUACaIbHBIMY I10-
JIOKUTEJIBHBIM 00pa3oM pPYCCKOH JKEHIIUH, XapakTep KOTOpoi
OKa3bIBACTCS CUIIBHEE U BO3BBIIICHHEE MYXKCKOTIO.
st uctopuun pycckoro tearpa «MBaHOB» HpencTaBsieT CO-
6011 peanu3anuio JAYHOTO 3aMbIcia YexoBa, KOTOPHIH dyepes ca-
MoyOuiicTBo lIBaHOBa CTpPEeMHUTCS MPOBECTU PEIIUTEIBHYIO pe-
dbopMy B Tpamuumu pycckoil nurepatypHoil uctopuu. C TOUKH
3peHUsl JpaMaTUIEeCKON KOHIICNIHNH, CO3JaHUE 3TOHM MbECHl SIB-
JIAETCS CO3HATEJIbHBIM MOAPAXKaHWEM M 3aBEPIICHHUEM 3araji-
HOM KJaccu4eckoil npambel YexoBa. DTO TeHHAIIbHOE IPOU3BEIe-
HHUE TPEACTaBIIeT COOOHN JMYHYIO TpaHCPOPMAIIHIO ITHCATEIS
OT TPaJIUMLMOHHOW 3amaJHOW KJIACCUYECKOM JpaMbl K COBpe-
MeHHOMYy TeaTpy. Ilo 3ambiciy UexoBa, IBaHOB B mbece HECET
B ceOe TepoOMYecKUid W POMAHTHYECKHM yX PYyCCKOW JHTEepa-
TypHOH Tpaguuuu XIX Beka. OH mpemaH eBperCKOM JKEHIINHE,
KOTOpOH moobemian AHHE HACAITBPHYI W TMOJHOICHHYIO XHU3HBb
W TIOKJISIICS JIIOOUTH ee BedyHO. Ho BMecTO TOro, 4To0BI BHIOJ-
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HATH CBOM OO€IIaHWs M KISITBBI, OH BBEIHYXKJIE€H HaOItogaTh 60JIb
Y cTpajaHusi AHHBI B pa3rap 3TUX OTHOIIeHWH. VIBaHOB WcHBI-
THIBAa€T CTHIJ 32 CBOW YIMAaJOK M HEKOMIIETEHTHOCTb, M YeM
Ooublie mponiaer AHHA, TEM IITy0)Ke CTAaHOBUTCS 3Ta BHHA JUIA
NBanoBa. [loMMMO yCTajgoCTH, CKYKH M YyBCTBa BHHBI, B €r0
cepllle LapuT JpaMaTudeckoe onuHodecTBo. Ha ¢one mepecy-
JIOB OKPY’KarolIMX U COOCTBEHHOH BHYTpeHHel 60prObl VBaHOB
SICHO OCO3HAE€T, YTO YXU3Hb €ro ryOouT, HO OH OECCHJIEH CIacTH
ce0st OT AyXOBHOI'0 KPU3HUCa, KOTOPBIH TaK TPYJIHO UCKOPEHUTb,
Y TIO9TOMY CTaHOBHTCS YEJIOBEKOM, KOTOPBIII HE MOXET MOHATH
ce0st, HE TOBOpSI YK€ O TOM, 4TOOBI cmacTtuch. HewnzbexHo,
B KOHIIE KOHIIOB, OH Opocaer cels, a Tak)Ke CBOIO JKEHY M JI0-
OOBHHILY.

CropaBeyiiBO OyIeT cKa3aTh, YTO KaXKIbld COBPESMEHHBIN
YeJ0BEK B KaKOW-TO Mepe «pe30HUpyeT» ¢ MUpoM ayiu MBa-
HOBa. DTO Ba)KHasi «BO3MOXHOCTB» [IJII COBPEMEHHOW pealiu-
3anuu obpasza lBaHoBa. MHoOrue coBpeMEHHBIE BBICOKOOOpa-
30BaHHbIE M ONBITHBIE JIIOJU BCE €lIe OILIECJIOMJIEHBI, KOIa
CTJIKUBAIOTCS CO CBOMM BHYTPEHHHUM MHPOM (CBOUM HCTHH-
HBIM «5I»). DTO Heu30eKHOE COCTOSHHE 4eJIOBeKa Iepel JIv-
LIOM HMCTOPHUYECKHUX IEePEeXONOB U KYJIBTYpPHBIX (OpPM H3MEHe-
HUi. B yacTHOCTH, COBPEMEHHBI HENOCTATOK BHUMAaHUSA
K BHYTpEHHEMY «SI» BBepraer uejoBeka B My4YHHY (JIETapruro),
YTO SIBJIAETCS €Ie OJHOH TEeMOM, TaK CKa3aTh, «BBIKHUBAHMI
W cMepTH». OTO — (QyHIaMEHTAJbHBIH BONPOC, Hal KOTO-
pbIM  pasMbIILILeT UYexoB, NEPEOCMBICINBAs €ro B HOBOM
KyJIbTYPHOM KJIMMaTe BeKa HayKu W TexHHKH. Purypa MBaHOo-
Ba IIOCTOSIHHO HAIlOMHHAET HaM O CJIOKHOCTH OIpEIeIICHH
CBOEro Mecra B Oosice 6orarom (u 0ojee CIOKHOM) OOIIECTBE
COBPEMEHHOI0 4eJoBeKa. TOYHO Tak >X€ JIOAM MOTYyT OTKa-
3aThCS OT ce0s M3-3a pa3pblBa MEXIY HJIEaloM M  PEaTbHO-
CTBIO, W ITOT OTKa3 MOXET OBITh maxke KpallHUM u (daTaib-
HBIM. 3HadueHue obOpasa lBaHOBa 3aKiFOYaeTcssi B TOM, UTO OH
OCMeNrBaeTcsa OOpPOTHCS CO BCEOOIHNM «HETEpPICHHUEM» H 3a-
JlaBaTh BOMPOCHI CBOEH COBECTH M AyIIE, YTOOBI HAWTH SCHBIN
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OTBET Ha CBOIO JKM3HB. XOTSI OHA 3aKaHYMWBAETCS HKCTPEMaJIb-
HBIM 00pa3oM, OHa SIBISIETCS OTPaXXEHUEM 3SCKAITMCTCKOTO CO-
CTOSIHHSI €ro nepcoHaxka. Ha napyrom ypoBHe «CKa3zaHHOE
Ha peaJlbHOM S3bIKE — 3TO HE MPOCTO pPedb, a OTKPBITAs Clie-
Ha, MOPOXJEHHasi COOBITHUSIMH, KOTOpas TO3BOJIIET CKPHIThH
U TIPEJCTaBUTH ceOsi». [6]

W3 npuBenenHoro Beimie aHanmu3a «lBaHOBa» BHAHO, YTO
B IIbeCe HAUYMHAET NPOSBISATHCS XapaKTePHBIH JpaMaTUYeCKUI
ctiiib Yexoa. Ero oOpa3Hblil B3] Ha peajibHOCTh WCKITIOYH -
TEJIbHO TIIyOOK, a peaJMCTUYECKOoe M300pakeHHe YacTo CyOsH-
MHPYETCSI B «CHUMBOJIMYECKOE COCTOsIHHE». TakuM oOpa3om, pac-
KpbIBaeTCsl HanboJjee peaTuCTHIHBIN MUP IEPCOHaXEH. DTO Xy -
JAOKECTBECHHOEC TMNPEACTABICHNUE BHYTPEHHEIO CMSITCHUSA HC-
MOJIB3YETCA MJI1 OTKPBITHA MCTHHBI MHpa W YEJIOBEUYCCKOI'O
cepana (HacTosIero «5»). 3T1o Hen30eKHO 0OeCIeUNBaET YUTA-
TEJISI U 3PHUTENs] MHOXXECTBOM CCBUIOK, CCBHLIOK, KOTOpPbIE Ipe/l-
CTaBIIIOT COOOH COCTOSIHME SMaHalMH, C MHOXKECTBOM H3Mepe-
HUM BO3MOXHOCTM U peanbHOcTU. lloaTHueckoe BbIpakeHHUE
neec YexoBa COAEPKUT MHOKECTBO JIEMEHTOB, HO B OCHOBHOM
OoTpa)xkaeT pealu3M Iepuoja MU IOKa3blBAET JUTEPaTypPHBIN
ctuiib UexoBa. Ero rimy6okuii punocodckuii HOATEKCT U CIOKOK-
HO€ HACTPOCHHE IMPEJCTABISIOT COOON PEaNMCTUYHBIA IOMOP.
IIeecsr UexoBa 6oraTo MO3THYHBI HMEHHO B CBOEM OOBEKTHB-
HOM H300pakeHUHM IEHCTBUTEILHOCTH W HAOJIIOJEHHUHU 3a pea-
JUSAMH YEJIOBEUYECKOM JKU3HHM, a TAKXKE B COUMHEHHUM TOJIOCOB
BpEMEHHU JroAel B peanbHOU xu3HU. Ho UexoB BrIOMpaeT crmo-
co0 crmemaTp 3TO — HW300pa3UTh PEANHCTHYECCKYIO Tparemauio
JKU3HHA Yepe3 3TOT «00pa3 BO3MOXKHOTO», KOTOPBIA IMpaKTHye-
CKM HEBO3MOXHO peajn30BaTh. UeXOB HaMEpPEHHO HE H300pa-
JKaeT Tparudeckuii npouecc win GuHai Benb B 3TOT ucTopudie-
CKMH MOMEHT, KOT/Ia HacTyHaeT MEepPEeJOMHBII MOMEHT, MHOTHE
MpoOieMbl W SIBICHUS HEU30€)XKHO HTHOPHPYIOTCS BPEMEHEM.
Yepes 9HUCTYIO YEIOBEYHOCTh M MPOCTHIE IMOLUH «MAJEHBKHX
JOACH» OH 3aCTaBIISIET JIIOACH YBUAETH OOJbIe HaleXKABI B che-
pe, BPEMEHHO IMOKMHYTONH MEHHCTPUMOM.
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[Tpoussenenns YexoBa Oblnu mpencraBiieHbl B Kurae B TO
Bpewmsi, korna Kurail Obu1 O4eHb NMOJIMTHU3UPOBaH, M3-3a 0OJIb-
IIOr0 KOJHUYECTBA CXOACTB MEXIY MEHSIOIIMMUCSI BpPEMEHAMHU
coBpemeHHoro Kuras u Poccum, a Takke u3-3a NpeanoO4YTEHUs
u nosepus Kuras x pycckoil nurepatype. B couetanuu ¢ reanem
Y BEJIIMKMMU IPOU3BENCHUSIMH YexoBa, 3TO HEM30EKHO NpHUBE-
JIO K TOMY, UTO KUTAlCKHE YUTATEIN U 3PUTEIN OBICTPO MPHUHS -
JI1 ero MPOU3BENECHUS U BOCXUTHIIMCh ITHUM IHCaTelIeM, KOTO-
pbIii M300paxall U KPUTUKOBAJI POCCHICKYIO TEHCTBUTENBHOCTH
B ayTeHTH4YHOM MaHepe. KuTalickue untaTenu u 3pUTEIN MOJI0-
Oounm YexoBa, MOTOMY YTO HaXOJMJIM cedsl B €ro mbecax, U 3TO
«CO3BYUYME» C PEaIbHOCTBIO 3aCTaBJIIIIO KUTAaWCKUX YUTaTeNIel
noBepATh UYexoBy eme 6onpmie. OHU MOTYT YBHIETH Ce0sl B Ibe-
cax YexoBa ¥ 0CO3HAaTh TEMHOTY OKPY’KAIOIIEH JEUCTBUTEIBHO-
CTH, HO OHH TaK)Xe MOTYT YBHJETh OyJylllee U HaJeKIy IJIs de-
JoBedecTBa B Haeaigax M BuaeHusax Yexosa. IMeHHO mo »TOM
IIpUYMHE Nbechl UeXoBa CMOINIM 0Ka3aTh LIHPOKOE U IIyOOoKoe
BiusHue B Kurtae. 3nech, TOMUMO ITyOOKOI'O HJI€0JIOTHYECKOTO
MOATEKCTA NbeCc YexoBa, BBI3BIBAIOIIETO CHIBHOE DMOLHMOHAIIb-
HOE «COJMKEHHE» € KHTAMCKMMH YUTaTeIsIMH U 3PUTEISIMH,
BXXHBIM (DAKTOPOM SIBIIETCA TAKXKE CXOJCTBO HAIlMOHAIBHBIX
3CTETUYECKUX YyBCTB. TONBKO T€ MIPOU3BENEHUS, KOTOPBIE COOT-
BETCTBYIOT HAallMOHAJIBHBIM JCTETHUYECKHUM YYBCTBAM HMX IIOJIY-
yaTesell, MMeI0T OOJIbllle MIAaHCOB OBITh HPHHATHIMH B IyXe
U CO3HAaHMU Hapoja. TakuM oOpa3oM, YEXOBCKOE OIHCAaHHE
SMOIUH 1 3a00THI 0 peallbHOM MHpe «peanusyercs» B Kurae.

ITo cyTn, IMEHHO «CHHXPOHHOCTb COOTBETCTBHS» MEXKIY pe-
LHUIIHEHTOM M IPOHU3BEICHHUEM HCKYCCTBA OIpENENsieT BO3IEH-
CTBHE JIUTEpaTyphl. FIMEHHO CXOICTBO HAlMOHAIBHOW MU YKHU3-
HEeHHO#N nuyHocTu YexoBa, cHOPMHUPOBAHHOUW €ro MBICIIMHU
A DMOLUSAMH, XU3HEHHBIM OINBITOM M 3CTETHYECKUMHU HHTEpE-
CaMH, 3aCTaBIsIeT KUTAHCKUX PEHUINHEHTOB OTOXIECTBIATH
YW IPUHUMATh T€ BapHAHTHI, KOTOPHIE COOTBETCTBYIOT MX COO-
CTBEHHOW HalMOHAJIbHOM JMYHOCTH. KOHEYHO, HEKOTOpHhIE
W3 3THX «CHHXPOHHBIX COOTBETCTBHI» MOTYT OBITH CXOICTBOM
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HE TOJBKO B OJJHOM, HO U B HECKOJIBKUX OTHoleHusX. Kpome To-
ro, UMeHHO uepe3 Gurypy iBanoBa UexoB 1moka3bIBaeT €ro cTpax
" Jaxe oTKa3 oT Oyaymero. OH COUyBCTBYET «MaJICHBKUM JIIO -
JSIM», HO HE MOXKET IOKazaTh UM OyjyIiee, BCcerja MCIbITHIBas
ri1yO0oKOoe YyBCTBO BHHBI M OTPHIJAHHE TOT'0, YTO OH UM COUYB-
crByer. [lepen nunom Oecriopsiika U HEOIPEIEICHHOCTH TSIKE-
JIOH peaTbHOCTH TeKCThI UeXoBa Bcerja 1eMOHCTPUPYIOT COCTOS-
HHe OecleIbHOCTH. MOYHO TOJIBKO ITPOCTO JKHUTh, AaXe PUCKYSI
«pacTBOpUTHCS B ceOe». CTONKHYBIIKCH C TaKOW cutyanuei, Ye-
XOB MOXET JaTh UM HE IMPOCTO AOOPOAYNIHOE HallOMHHaHHE,
a yBellleBaHWEe «Bcerga M30erarb M yCTPaHATH OTY OMACHOCTHY.
Bonee Toro, n3odbpaxeHue MOBCEIHEBHON KU3HU PEaNbHBIX JIIO -
JIell B JE€MCTBUTEIBHOCTHU JIeJaeT Mbecbl YexoBa peajlMCTUUYHBIM
OTOOpakeHUEM peaIbHOM KU3HU JII0JICH, JaXke €CJU 3TOT pea-
JIU3M JIMIIAeT €ro IPOU3BENICHUS IpaMaTHYECKOro KadecTBa.
Tak, B. 1. HemupoBuu-/laHueHko orMeyal, uto «MBaHOB» eMy
TOKA3aJICSI «TOJIBKO YEPHOBUKOM [UJIA NPEBOCXOMHON IIBECHI. ..
<...> cMmemHble (UTYpBI Kak OyATO OBLIHM MIAPKUPOBAHBI, HEKO-
TOpBIE CLIEHBI CIUIIKOM PHUCKOBAaHHBI, APXUTEKTOHUKA IIHECHI
He cTpoiHas». [7] biaaromaps Takoi «CHHXPOHHU3AIIUU» peajiu3-
Ma U XyHO0KECTBEHHOW BBIPA3UTEIIbHOCTH JOCTUTAIOTCS BEJIIMKHUE
npousBeneHus. KynprypHsele Tpanunuun Kurtas Ha mpotsikxeHue
TBHICSIYEIETUN OKa3bIBaIK IIyOOKOE BIIMSIHHE HAa KHUTAaHCKWN Ha-
poa. B nmpousBenenusx UexoBa TakKe MPENCTABJIECH €II€ OIUH
(denomen Kwuras, a uMMEHHO JMPU3M, BBI3BaHHBIN Mepenadeii
CLIEH, KOTOPBI, B CHJy pa3iuyuii B HAIlMOHAJIBHOW KU3HU
1 00BIYasiX, TAK)KE MPEICTABIISIET CHIIBHBIC YEPThHI HAIIMOHAJIBHO-
rO CTHIIS.

JKuBas cpena nbecbl UexoBa c €€ Ja3ypHbIMM CyMEPKamu,
PO30BBIM YTPEHHHM COJIHIIEM, TPEIEIIYIINMU B OyprO CTaBHS-
MM, B COYETAHUU C JIETKUMU B3JI0XaMH, CBUCTOM, TO BBICOKHMH,
TO TPO3HBIMH CJIOBAMH H OE3MOJIBHBIM MOJYAaHHEM JIOJIEH
B [Ib€CE — BCE 3TO MPaBAUBO NEPENaeT COCTOSIHUE PYCCKOTO AY-
Xa. JTa CUTyalrs TECHO CBsI3aHa C MEJIAHXOJUYECKHM HacTpoe-
HHeM koHna XIX Beka B pOCCHIICKOM OOIIECTBE B IEJIOM B TO
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BpeMmsi. Ha «pybOexe Bpemen» MBaHOB ocTpo omrymiai Oecriopsi-
JIOK U CMSATCHHUE XU3HU U MHpPA, a JYINICBHOEC COCTOSHUEC U Y-
XOBHBIN Kpu3uc MBaHOBa ocTaBisuH ero 0e3 HampabiaeHus. OH
HE 3HaJI, KyJa HUIET, U IyX CMYTHOTO BPEMECHHU H OOJIb MOUCKA
WCTUHBI B TIEPHUOJ YEPEJOBaHUS COLUAIBHOW ThbMBI U CBETa
npuBenu MBaHOBa K camMOoMy KpaliHeMy BBIOOpY. HeusbOexHo,
YTO TAKOE IMOJIOKCHHE JEJI TaK)KEe OTOOpa)kaeT U pealibHOE CO-
CTOSIHME YMOB MHOTHUX MOJIOJBIX POCCHUSIH B T€ BpeMeHa. CaMo-
OTPEUYCHHUE U PACTEPSHHOCTh B M300OMJIMU MPUCYTCTBYIOT B PO-
MaHax u nbecax Yexona. [ns UexoBa cMepTh — 3TO BBICIIHIM
TpuyMd Teja HaJl caMOOOMaHOM, BBICIIIEE CPEICTBO CIIACCHHUS
st «repoeB BpemeHn» Uexosa. JIro6oBp lllypouku Ha HEKOTO-
poe Bpems «repeBoauT» VIBaHOBa OT pacTEpsSHHOCTH U YyBCTBa
BUHBI K TIPUHSITHIO XKU3HHU. « ITO YTO Xe Takoe? DTo, 3HAYUT, Ha-
yuHATh )KU3Hb cHavaa? lllypouka, na? Cuactbe Moe!». [8]

Jist YUexoBa ayIna «KOJIBIIIETCS M YIIOPCTBYET», U €€ CKUTa-
HHS CTpallHee cMepTH. VIMEHHO 3TO MPOTHBOPEUYHBOE «OCO3HA-
HHE» TIpUBeNIo YexoBa K MEePEOCMBICICHHUIO B MEPEOCMBICICHUIO
nureparypHoro mupa. OH mpemsiaraer riyOOKWH aHaIM3 «Me-
cra» Mupa aymu MBaHOBa Kak AJs BPEMEHH, TaK M JJS I OXH.
Camoyo0uiictBo VBaHOBa MO>XKHO Ha3BaTh I'IyOOKHM CHUMBOJIOM
KOHIIa YE€XOBCKON JINTEPaTYpHOU TpaauLMU, C OJHOW CTOPOHBI,
U CO3HATEJBHOI'O NnoapakaHus YexoBa 3amagHoON KJacCUYECKOH
npame, ¢ Apyroi ctopoHsl. OH ygadyHo BUAUT B MIBaHOBE ICUXHU-
YECKUU KPU3UC CBOErO0 BPEMEHH, INCUXWYECKHN KpU3UC, KOpe-
HSIIUICA B HENMIOHMMAaHWM HAIlpaBJICHUS BPEMEHH U COMHEHHUU
B cBoeM MecTe B mupe. Co cMepThio MIBaHOBa OH pa3pbhIBaeT Io-
CIIETHIOI0 «HANEXAy Ha camocoxpaneHue» XX Bexa. UexoB BO3-
BeIlaeT BpeMEHU 00 HCIIOTHEHWH 3aKOHa «BBIOOpa ceOs M BBI-
Oopa BpemMeHU». B TO Xe BpeMs OH HCHOJB3yeT COMHCHUSA
" pazodapoBaHus VIBaHOBa, YTOOBI OIMHCATH, TI€ TOJDKHO pa3Be-
BaTbCsl «3HaMsi BpeMeHH». CTONKHYBIINCH C OECIOPSIKOM pe-
albHOW JKW3HH W NyTAaHWUIEH 3T0, OH peIlaeT BBICBOOOAWUTH
HEBUJIMMOI'O YEJIOBEKA, KOTOPBIM SIBISETCS «CaAMOM HCTHHHOM
Bepcueil camoro ce0s (HacTosIero Bo3pacTa)». Bo3MoxkHO, uc-
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Ye3HOBEHUE — 3TO CaMbIil MOIMHHBINA U HAIEKHBIN c0CO0 ca-
Mopeanu3anuu. [1oHATHO, mouemMy UeXOB JJisi CBOErO repos BbI-
OpaJ1 UMEHHO 3TOT yTh. M306paskast IBaHOBa, OH JTOCTUTAET
MOJUJTMHHO#M CBOOOABI U OCBOOOXKICHHS B CBOEM CO3HAHHUHU U Y-
X€, YTO SIBJISIETCS MPU3HAKOM JyXOBHOI'O CAMOCO3HAHUS U POCTa
B cucteMe koopauHaT YexoBa. ICX0/s1 U3 3TOTO, YEXOBCKUM
«M3TOSIM CBOEr0 BPEMEHHM M CaMHM ce0e» TPYIHO H3MEHUTH
CBOIO CYZb0Y M BBIPBATHCS M3 KIETKH CBOETO BPEMEHH, JaXKe KO-
I/la OHH CTAJKHUBAIOTCS C JIerpajaldeid U rpexoM CBOEro co0-
CTBEHHOTO «SI» ¥ GECCHIIBHBI COMPOTUBIATHCA. OMHAKO B 3TOM
COCTOSIHUH IOJABJIEHHOCTH U OTYAasSHUS OHM MHCTHHKTHBHO CO-
MPOTHUBJISIIOTCS IETPAallii U TPEXY M JaXKe «Peaiu3yioT» ceOs
yepe3 KpaiiHue (Gopmbl. DTa CHIIbHAsT pycCKas «CliaboCTh» —
penkoe 10cTOMHCTBO. Beab oHM, IO MHEHUIO UexoBa, SBISIFOTCS
«eIMHCTBEHHBIMH TPEICTABUTEISIMA HanboJee MOJHOTO OCy-
IIECTBJICHUSI» SMOXH U CAMOIPEOOPaKEHHUS.
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Yuacmuuxu obcysrcoenun nocmanosxu nvecwt A. I1. Yexosa « Hsa-
HO8» 8 uHmepbvepe Boicueco meampanbHo2o yuunuua umeHu
M. C. I]enxuna npu Marom meampe | Participants of post-

performance discussion of A.P. Chekhov’s «lvanov» in the interior

of the M.S. Shchepkin High Theatre School at the Maly Theatre
of Russia.
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ZHAN JINHONG, LIU XUEZHEN, YUYEWAN ZHANG,YUAN
DONGQIONG, QIN SHAOYUN!

CROSS-CULTURAL INTERUNIVERSITY
DIALOGUE ON THE CONTEMPORARY
INTERPRETATION OF A. P. CHEKHOV’S
DRAMA

OUTSIDE SESSION OF THE THEORETICAL SEMINAR ON
THE PROBLEMS OF AESTHETIC EXPERIENCE
(DEPARTMENT OF AESTHETICS6 FACULTY

OF PHILOSOPHY, LOMONOSOV MOSCOW STATE
UNIVERSITY) AT M.S. SCHEPKIN HIGH THEATRE SCHOOL
AT THE MALY THEATRE OF RUSSIA

On experimental origination of this publication and its authors

All authors of this publication are foreign postgraduate students
of Lomonosov Moscow State University. They represent both their own
native country (People’s Republic of China) and those Lomonov MSU
faculties, where they prepare their dissertation researches on very
difficult problems of the postmodern globalized world that includes
a wide complex of interaction and mutual understanding of different
cultures as the fundamental element. Our journal has always paid
serious attention to the problems of cross-cultural communication
within aesthetic experience, especially in their practical aspect, so we
are pleased to provide pages to our young Chinese colleagues, whose

! The original text of this paper was written in Russian. Translated into
English by Sergey Dzikevich. — AU.
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collective text is both an experience of cross-cultural reflection and
actually a living case of direct dialogue of nowdays regional cultures.
These circumstances make this text particularly interesting to AU’s
international audience. We publish this text with minor editorial
changes, without subjecting to any changes the assessments of our
colleagues, because they are the main value of this paper in our
publications on cross-cultural topics.

Introducing the authors, we must inform you that four of them
represent departments of Faculty of Philosophy of Lomonosov Moscow
State University: Liu Xuezhen (liu_xuezhen@outlook.com) and Yuan
Donggiong (ydg438940897 @yandex.ru) prepare their dissertations at
Department of Aesthetics, Zhan Jinhong (furongran@yandex.ru)
represents Department of Foreign Philosophy History, and Qin Shaoyun
(2580225659@qqg.com) — Department of Philosophy of Language and
Communication; one of the group members (Zhang Yuyewan,
ydg438940897 @yandex.ru) is a postgraduate student of Faculty
of Foreign Languages and Regional Studies of Lomonosov Moscow State
University. We consider it fundamentally important for the scientific
evaluation of this text to point at wide diversity of the initial scientific
interests of the group members, as well as the fact that none of them
was in some prearranged position in relation to the proposed conditions
of this aesthetic experiment with direct cross-cultural aesthetic
experience and its interpretation.

All members of the group independently responded to the
announcement on the virtual platform (https://join.skype.com/
gVfgRgZ51Xmb) of the regular theoretical seminar on aesthetic
experience about the upcoming visit and discussion of students’
graduation performance based on A.P. Chekhov’s’play lvanov in the
oldest professional theater school — M.S. Shchepkin Higher Theater
School at the Maly Theater of Russia. The students of the School, well-
known in Russia’s theatre circles under familiar nickname of Schepka,
represented the 4th year of the B.V. Klyuev’s* Workshop, the artistic
director of the course V. N. Dragunov, this performance had been
started by the master teacher T. N. Anosova, then after her untimely
death during the pandemic, the performance was completed and
staged by her pupil S.G. Soshnikov.

The only thing that originally united the members of the group was
deep interest in Russian culture, Russian language and cross-cultural
problems in various theoretical aspects. The Lomonosov University

! Named after it’s founder, a famous Maly’s actor.
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seminar (coordinator — Associate Professor S.A. Dzikevich) was, as
usual, interested in obtaining empirical data on the diverse
manifestations of aesthetic experience. As for Schepkin School, from
which the event was moderated by its Department of Philosophy and
Cultural Studies (coordinator — Professor E.A. Dzikevich), the visit
of foreign postgraduate students of Lomonosov Moscow State
University and their participation in subsequent discussion of the
performance and contemporary understanding of classic

A.P. Chekhov’s drama became an important tool in their preparation
as universally trained actors of a new generation, open to the whole
world with its different cultural positions and patterns.

Postgraduate students of Lomonosov Moscow State University got
acquainted not only with the materials of the specific work on the
performance, but made personal and creative contacts in creative
environment close to their own interests, got acquainted with the
technological side of the work of the oldest and most authoritative
Russian theatre school. The parties agreed to jointly publish the
materials of the meeting (see the School’s website: http://
shepkinskoe.ru/news/kruglyy-stol-dramaturgiya-chekhova/) and
to continue joint activities. This publication represents the beginning
of the implementation of these long-term plans. Since the activities
of this kind are closely related to the classical heritage of Russian
culture, this case, undoubtedly, also fully fits into the program
framework of the academic program Preservation of the World Cultural
Heritage not so far initiated at Lomonosov Moscow State University.

Sergey Dzikevich,
scholarly supervisor of the experiment,
AU Editor-in-Chief

Abstract

The practice of international cross-cultural studies and
communication for all authors of this paper is a subject-matter
of increased interest. In particular, as postgraduate students from
China, we would like to have the opportunity to experience classical
Russian culture. In this regard, we welcome that 2022 has become
a kind of Year of Cross-cultural Studies at Department of Aesthetics at
Faculty of Philosophy, Lomonosov Moscow State University. The
Department has planned a number of events with elements of cross-
cultural dialogue, supported by administration and the entire
researcheral collective of the Department. The theoretical base for this



work turned the regular seminar on the problematic field of aesthetic
experience, which outlined specific cross-cultural activities until the
end of the current academic year.

As the initiating event in this cycle, on March 14, 2022, we are now
presenting graduation performance by fourth-year students of the M.
S. Shchepkin High Theatre School at the Maly Ttheatre of Russia We
express our sincere gratitude to Department of Philosophy and
Cultural Studies of the School that hosted us and personally to the
organizer from the School, Professor E.A. Dzikevich for the warm
welcome and detailed excursion into the world of professional theatre
education. We were sincerely amazed by the level of correctness,
hospitality, attention and erudition of everyone with whom we
communicated within the walls of the oldest theatre educational
institution of Russia. This is a very energetical university. Despite its
very respectable age, this institution gives impression of young
enthusiasm, openness to all innovations in global culture, which is so
important for people of new generations. We felt the charm and
effective interaction between different cultures. It was an inspiring
cultural journey for us, where we felt the passion and energy of the
young generation of Russian cultural figures.

After an impressive tour around the School, we watched graduation
performance of students based on the play Ivanov, written
by A.P. Chekhov in 1887. At the end of the official presentation of the
performance, we had a serious and interesting conversation about
interpretation of the classical drama of the great writer
in contemporary culture, about the problems of students’ work on the
performance and about perception of a different culture audience
of action on the stage. We think that this play embodies one of the
greatest Chekhov’s creations and that it finally determines
transformation of the Russian theatre from the traditional Western
classic model of stage performance to contemporary theatre.

Key words

Cross-cultural exchange; theatre; Chekhov; the play lvanov; Chekhov
in China.
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BbI30B YEXOBA
IOCJIECJIOBUE PEJAKLIM AU

Jopozue xonnezu!

Kpocc-kynbTypHBIH Auanor o COXpaHEeHHH MHPOBOTO KyJIb-
TypHOTrO Hacieaus OyJeT MPOJOJKEH Ha CTpaHMIlaX HaIIero
>I<ypHana, B TOM 4YHUCIIC U B HeHOCpeJICTBeHHOM OTHOLICHUU
K OecnperieIeHTHOMY U NMIPU3HAHHOMY BO BCEM MHpE JUTEepa-
TypHOMYy BKJIagy A. II. UexoBa B ciioBecCHOE TBOPYECTBO, B KOTO-
pOoM mucaTesb 3aTPOHYJI ASUCTBUTEIBHO HHTEPHAIIMOHAIbHEIC
Y TJ100aJIbHBIC DK3UCTEHIIMAIIbHBIC IIPOOIEMBbI.

B cBsi3u ¢ atum Aesthetica Universalis uannmnupyer Habop
Kpatkux 3cce (3—5 crpaHuIl) 0 COBPEMEHHBIX T'YMaHHTAPHBIX
H DKoJorudeckux 3HaueHusx nosectu A. Il. UexoBa «Kamran-
ka». Paznen «Occe» Mbl IIIaHUpYyEeM B OyJyIlIeM TaKXKe CJIelaTh
CaMOCTOSITEIIFHBIM Pa3/IeoM XKypHaa.

Knem Bammx mnepeocmbiciaeHuid YexoBa, a Takxke 3aTeM
M BCEro KOMILIEKCA COBPEMEHHBIX IPOOJIEM YeIIOBEUYECKOTO CY-
IIECTBOBAHUS Ha HAIIl IMOCTOSHHBIA aJpec, YKa3aHHBIH, Kak
00BIYHO, B PEOAKLUHOHHOM cTaThe. DTUM HPHU3BIBAM K IPOIOII-
JKEHUIO CONIep KaTEeIbHOTO QHUajora MBI 3aBepIlaeM HACTOSIINN
HOMEp, C TeM YTOOBI Ha4aTh TOTOBUTH HOBBIH.

Ilpooonscenue credyem!
Peoakuyus
Aesthetica Universalis
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CHEKHOV’S CHALLENGE
AFTERWORD EDITION AU

Dear colleagues,

The cross-cultural dialogue on the preservation of the world
cultural heritage will be continued on the pages of our journal,
including indirect aspect of unprecedented and worldwide
recognized literary contribution of A.P. Chekhov to culture
of verbal creativity, in which the writer used to touch truly
international and global existential problems,

In this regard, Aesthetica Universalis initiates a set of short
essays (3—5 pages) on the contemporary humanitarian and
ecological implications of A.P. Chekhov’s story Kashtanka.
In future we plan to establish the special Essays section
in journal for free discussions of the themes, immediately
interesting for the audience.

We are waiting for your rethinkings of Chekhov, and then
of the whole complex of contemporay problems of human
existence to our regular address, indicated, as usual, in the
editorial. With these call for uninterruptable meaningful
dialogue, we conclude this issue in order to start preparing
anew one.

To be continued!
Aesthetica Universalis
Editorial Team
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Kashtanka

6\’\)..;]

Cepeeii J[suxesuu | Sergey Dzikevich. Kawmanxa | Kashtanka. Ce-
puss TEKCTHBI | TEXTS Series. Daexmponnas epaguxa | Electronic
graphics.
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