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PEOAKUMOHHASA CTATbA

Zopozue uumamenu!

[IpenBapsist HACTOSILIMIT HOMED, 51, TIPEXKIIE BCETO XOTeJT ObI
yKasaTbh Ha ero ocoOblii Xapaktep. OCOGEHHOCTh HACTOSIIIETO
BBIITYCKA 3aK/II0YAETCS B TOJ 00CTaHOBKE, B KOTOPOJi OH TOTO-
BUTCSI: MbI IIPU3BAJIM HAILIMX KOJIJIET M3 Pa3HBIX CTPaH Mpo-
SIBUTb CONMUAAPHOCTDb APYT C IPYTrOM B YCIOBUSX MUPOBOV BU-
PYCHOWM YTPO3bl U TIPOOEMOHCTPUPOBATH, YTO 3CTETUYECKOE
COOOIIECTBO IPOAOJIKAET MCC/IeIOBaHMe OOBIYHBIX MJISI HEro
TeoOpeTUYEeCKNX MpobIeM.

Mpbl pajibl OTMETUTh, UTO IIOMMMO TOTOBHOCTU IIPUHSITH
yJacTye B HallleM OOIeM HauMHaHuM, 0OHAPYKWIACh ellle Of-
Ha 3aKOHOMEPHOCTb, KOTOPYIO MOKAa3bIBAIOT MOIy4YeHHbIE pe-
Iakiyei cTaTbu. ABTOPBI, 6€3 BCSKOTO KOOPAVHMPYIOIIETO
3aIpoca CO CTOPOHbI pemakiuyu AU, OOHAPYXKWIM MHTEpec
K TpobieMaTuKe IepeoCcMbICIeHNsT (PyHIaMeHTATbHbIX [IJIs
3CTETUYECKON Teopuy mpobieM 3aMHTepPecOBAaHHOCTM U He3a-
MHTEPECOBAHHOCTM MCKYCCTBA, €ro 3MUCTEMOJIOTUMYEeCKOM
mpupoae, OCHOBaHMUSIM 3CTETUUECKO repMeHeBTUKU. B cBSI3U
C 3TMM aBTOPbI OOHAPYKMBAIOT TEHIAEHIMM K I€PeCcMOTpPY
CXOIHBIX IIEPCOHA/IMIT U SIBJI€HUI KaK UCTOPUM ICTETUKU, TaK
U UCTOPUM UCKYCCTBA.

Kak 1 mpesxxge, Mbl JXIeM BalluxX MpeajIokKeHUil Y OCTaeM-
CsI C BaMM Ha CBSI3M IO 3J€KTPOHHOI IOUTe C aApecoM
aestheticauniversalis@gmail.com

C HaMJIydliMMM I10KEJIaHUSAMU,
Cepeeii /J3ukeeuu,
2nasHwlli pedakmop AU



EDITORIAL

Dear readers,

First of all let me tell you of the special character of this
issue. It’s concerned with the circumstances under which we
are to prepare this volume. We all have faced the world-wide
virus danger, and AU has decided to show solidarity
of aesthetic community, its readiness to continue its usual
studies in the aesthetic field. With this purpose we sent our
appeal to colleagues in different countries.

We must gratefully state that we immediately received the
response and articles from aestheticians from almost all
regions of the world, but not only this: we also had a chance
to see that in different areas of our world aesthetic community
colleagues are occupied with problems that are closely
correlated with one another. Shortly speaking, it’s problems
of interestedness and disinterestedness of art practices,
epistemological nature of art, foundation of aesthetic
hermeneutics. This turns attention of our authors
to rethinking the same or similar persons and phenomena
both in history of aesthetics and in history of art.

AU as ever is waiting news and papers from you via
electronic mail at the address aestheticauniversalis@gmail.com

With best regards,
Sergey Dzikevich,
AU Editor-in-Chief
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TEOPUA / THEORY






NOEL CARROLL!

! Noél Carrol is a distinguished professor of philosophy at the CUNY Graduate
Center, New York, N.Y., one of most often quoted authors in contemporary
aesthetics and philosophy of art, also well-known for publications in theory
of media, philosophy of history a member of AU International Editorial
Council. Major writings: Philosophical Problems of Classical Film Theory.
Princeton: Princeton University Press, 1988; Mystifying Movies: Fads and
Fallacies in Contemporary Film Theory. New York: Columbia University Press,
1988; The Philosophy of Horror, or Paradoxes of the Heart. New York: Routledge,
1990; Theorizing The Moving Image. Cambridge: Cambridge University Press,
1996; A Philosophy of Mass Art, New York, Oxford University Press, 1998;
Interpreting The Moving Image. Cambridge: Cambridge University Press, 1998;
Philosophy of Art: A Contemporary Introduction. New York: Routledge, 1999;
Beyond Aesthetics: Philosophical Essays. Cambridge: Cambridge University
Press, 2001; Engaging The Moving Image. New Haven: Yale University Press,
2003; Comedy Incarnate: Buster Keaton, Physical Humor and Bodily Coping.
Malden: Blackwell Publishing, 2007; The Philosophy of Motion Pictures.
Malden: Blackwell Publishing, 2008; On Criticism. London: Routledge, 2009;
Art in Three Dimensions. Oxford: Oxford University Press, 2010; Narrative,
Emotion, and Insight, with John Gibson (eds). Pennsylvania: The Pennsylvania
State University Press, 2011; Living in an Artworld: Reviews and Essays on
Dance, Performance, Theater, and the Fine Arts in the 1970s and 1980s.
Louisville, KY: Chicago Spectrum Press, 2012; Humour: A Very Short
Introduction. Oxford: Oxford University Press, 2014; Routledge Companion
to Philosophy of Literature, with John Gibson (eds). London: Routledge, 2016.
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AVANT-GARDE RESISTANCE TO THE
AUTONOMY OF THE FINE ARTS. THE CASE
OF RUSSIAN CONSTRUCTIVISM?

The arts of design is a subject that has been woefully
neglected by philosophers of art. Nor is this neglect an
accident — a mere oversight. As I will attempt to show in the
first part of this presentation the reasons for this neglect lie
deep within in the presuppositions of the tradition
of aesthetics, especially as developed by analytic philosophers,
although by other schools as well. This neglect is the result
of a systematic distinction, embraced by many philosophers
of art between the fine arts and the others. This distinction is
such that it virtually ostracizes the arts of design from the
purview of aestheticians.

After establishing the theoretical origin of this bias, I will
then go on to sketch the challenge to this distinction launched
from within the artworld itself by examining the case
of Russian Constructivism which by means of the symbolic
strategies of exemplification homologous association, and
expression strove to dissolve the boundaries between the so-
called fine arts and the rest.

Crucial to the segregation of the arts of design from the
fine arts is the emergence of what Paul Oskar Kristeller called
«The Modern System of the Arts.» We can call this notion
of Art — Art with a Capital A as opposed to the ancient Latin
notion of ars which pertained to any practice that required
skill. In that sense, medicine, archery, navigation and design
were all arts, whereas on the modern construal the Arts with
a Capital A were originally comprised of poetry, or literature

1 This paper is based on a lecture delivered by Professor N.Carroll in Paris
and specially sent by him in the days of quarantine for this issue of the
journal. So the the Editorial Board makes here and further some notes
in distant coordination with the author. — AU.
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broadly construed, painting, sculpture, theater, music, and
dance. It is this construal that we invoke when we distinguish
Art from science and sport. Moreover, this conception of Art
becomes more and more «intuitive» in the eighteenth century
after the publication by Abbé Charles Batteux of this seminal
1747 text The Fine Arts Reduced to a Single Principle.

This, of course, was not the first time that these arts had
been listed together. Aristotle had done so in his Poetics. What
is distinctive about the eighteenth century grouping is that Art
with a Capital A became a fixed category, one that has since
become fundamental to many of our classificatory practices
from the way we organize universities to the way duties are
charged by customs officials. Before the emergence of Art with
a Capital A, different groupings of small-a arts were possible.
Music might be grouped with mathematics. Painting pictures
could be grouped with painting saddles. With the emergence
of the Modern System of the Arts, it began to seem more
natural to classify painting pictures with dance rather than
saddle making. Indeed, the notion of a painter seemed to have
primary reference to the pictorial artists rather than to house
painters. But for this usage to become canonical, it required
some criterion for membership in the Modern System. For
Batteux and others, the principle was the imitation of the
beautiful in nature.

From our perspective, this initial attempt at categorization
is telling. It excludes most of the arts of design, from the
category of Fine Art — i.e., Art with a Capital A — since they
are not imitations of anything. It is for this reason that from
the outset, architecture has had an unsteady place in the
Modern System of the Arts.

The notion that something qualified as an instance of Art
with a capital A just in case it was an imitation of the beautiful
in nature was not long lived. Given the rise to ascendency
of absolute music or orchestral music, the Modern System,
organized by the idea of the imitation of beautiful nature,
could not accommodate the sort of art to which all the other
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Arts with a Capital A in the nineteenth century were thought
to aspire. Thus, a new rationale had to be found for
membership in the category of the Fine Arts. Moreover, the
rationale that attracted the most support was, if anything,
more biased against the arts of design than that of imitation.

The rationale I have in mind, of course, is the idea that art,
properly so called, is something intentionally designed with
the function of supporting aesthetic experience, where the
notion of aesthetic experience was modeled on the
characterization of judgments of free beauty in Kant’s the
Critique of Judgment. There Kant correlates free beauty with
the feeling of disinterested pleasure, where «disinterest,»
in turn, is understood as a state of valuing something for its
own sake or intrinsically — not for its cognitive, moral,
religious, or any other sort of instrumental or practical value.
The notion of pleasure here, of course, was too narrow and
therefore subsequently was expanded to «experience.» Thus,
the function of art was thought of in terms of the affordance
or promotion of aesthetic experience.

This conception of art was captured by the phrase I’art
pour I’art which first appears in Benjamin Constant’s journal.
Constant uses the slogan to summarize what he was told
by a student of Schelling’s — one Henry Crabbe Robinson! —

'It must be Henry Crabb (e) Robinson (1775-1867) — a lawyer, journalist
and indefatigable diarist, who was acquainted with almost all the
important figures of British and continental cultural circles. His surviving
writings amount to almost one hundred volumes, from which selection was
compiled and published in 1869 (see its re-edition: (Robinson, H.R. Diary,
Reminiscences and Correspondence. 3 vols. / Ed. by Th. Sadler. Cambridge,
2011). He studied at Jena University where he became acquainted with
Goethe and Schiller, and became foreign editor for The Times, despatching
eyewitness reports on the Battle of Corunna. He travelled to Switzerland
and Italy with Wordsworth, when he could meet Constant and tell him his
story on how Shelling interpreted Kant’s aesthetics in his Jena lectures.
Robinson also used to meet William Blake, and his reminiscences on their
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about Kant’s aesthetics. Apparently Robinson or Constant
inappropriately used the expression I’art pour l’art as
a synonym for Kant’s idea of disinterestedness. For Constant,
this appears to signify that art is not useful, that it has no
purpose other than to be beautiful. Art is, so to speak, for its
own sake and not for the sake of anything else, like moral
education, cognitive insight, edification, or any other purpose.

The view of «Art-for-Art’s Sake,» sometimes stated as ’art
pur, initially broadcast by Constant and Madam de Stael was
then disseminated in Paris where it influenced the philosophy
Professor Victor Cousin and the writer Theophile Gautier who
both spread the doctrine even more widely. Throughout the
nineteenth century, the idea of art for art’s sake flourished,
blossoming into the aestheticism of Walter Pater, James
McNeill Whistler, and Oscar Wilde. The notion that art was
intrinsically valuable rather than instrumentally valuable
stacked the deck against the design arts which by definition
were subservient to utilitarian purposes.

Indeed, in the view of Schopenhauer, allegedly expanding
upon Kant, the very purpose of art is to liberate us from the
claims of desire and, hence, utility. In the English speaking
tradition, this sentiment is repeated by Clive Bell, less
dramatically, by the claim that it is the function of art
to provoke the aesthetic emotion in viewers where the

talks are an important source of information on this key figure
of Romanticism. He attended Coleridge’s public lectures, recording not
only the content but his impressions from the audiences. He also took part
in foundation of the Athenaeum club and The University College in London.
The combination of historical anecdotes and critical appraisal of the
significant persons whom he used to meet about whom he wrote makes is
writings a valuable source on the culture of the 19th century. In the regime
described above Robinson must have told Constant his story about
Schelling’s lecturing on Kant’s aesthetics. As for F.Schelling he really since
1798 was a professor at Jena University. (The note is made by the
journal. — AU.).
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«aesthetic emotion» is just another way of saying «aesthetic
experience.» For Bell, aesthetic experience is elicited
by attention to the form — the so-called significant form —
of the artwork. Hence, the view is called formalism. And
underlying the notion of formalism is the idea that the
purpose of the artwork is to promote aesthetic experience, i.e.,
an experience valued for itself and not for something else. But
in order to achieve such an experience, attention had to be
focused upon the form of the work as opposed to any possible
purposes the work might serve. For attention to purposes
might lead to the work’s being valued for something other
than the experience it afforded.

Given the essentialist bent of many philosophers, the idea
that artworks are intended to foster aesthetic experience is
very attractive. For by essentially separating aesthetic
experience from every other sort of value, it suggests that the
artwork, properly so-called, must not be trafficking in ulterior
purposes, lest the experience to which it gives rise be
compromised and be valued for something other than itself.
That is, by defining art as something intentionally designed
to afford an experience defined as distinct from everything
else, the philosopher automatically, in a single stroke,
essentially separates the artwork from every other practice
of value creation, including those concerned with utility, such
as, for our purposes, the arts of design. The arts of design do
not belong to the Modern System of the arts and for that
reason are not the proper objects of the philosopher of art
by definition.

Bell, as I mentioned, was a formalist. He maintained that
attention to the form of artwork is what gives rise to aesthetic
experience. However, one need not be formalist in order
to hold an aesthetic definition of art — i.e., a definition that
characterizes something as an artwork if and only if it is
primarily intended to afford an aesthetic experience, so long
as you regard aesthetic experience as an ontologically distinct
category, as autonomous in a way that guarantees the
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autonomy of the artwork. Moreover, as I have already
indicated, autonomism is perennially attractive
to philosophers, such as analytic philosophers, who are
invested in the search of an essential definition of art, since it
yields one virtually automatically. And furthermore, for our
purposes, autonomism removes the arts of design from
philosophical consideration because of their essential
connections to instrumental and utilitarian value.

Autonomism, in addition to seducing essentialist
philosophers, was also attractive to modern artists of the sort
who dedicated themselves to the exploration of the conditions
of possibility of their media. Beginning perhaps with Manet
artists started to interrogate the natures of the media in which
they worked. Manet eschewed perspective in order to subvert
the notion that a painting is a transparent mirror onto reality
in favor of displaying its constructed nature. In effect,
advanced artists in the modern period embarked upon
reflexive critiques of their media. Impressionists and
Pointillists dissolved the surface of the picture plane into
daubs of paint. Cezanne reduced figures into geometric shapes
only to be followed by Cubists who contracted the pictorial
space further and shattered its geography. Fauvists portrayed
figures in masses of color, paving the way for abstraction
which then through the efforts of abstract expressionism,
color field painting, and arguably minimalism attempted
to isolate and exhibit the essential features of the medium,
such as flatness. This endeavor, the aspiration to reflexively
disclose the nature of the medium by means of the medium,
achieved such prominence that influential critics like Clement
Greenberg identified it as the telos of modern art. Indeed, this
tendency in modern art appeared so commanding that it was
given the label Modernism, as if it represented that which
made modern art modern.

But, of course, Modernism virtually presumed the truth
of autonomism. The operating assumption of Modernism is
that the various art forms, like painting, have distinctive
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natures to be explored in isolation from the purposes, such as
religious devotion, that they may appear to serve. That is,
Modernism takes it for granted that art qua art is something
separate from other domains of value and, consequently, can
be explored on its own terms. Art-for-art’s sake becomes art-
for-the sake of artistic self-consciousness. That is the goal, so
to speak, of art and, perhaps needless to say, it precludes the
arts of design from participation in the quest that defines art
history in the modern period, ironically the very period
in which the arts of design flourish, on the grounds that the
arts of design pursue utilitarian ends, ends set by the specific
functions of the artifacts in question.

The arts of design are heteronomous by their very nature.
They have a purpose, typically utilitarian, that they are
supposed to support in various ways. Thus, they are not
Modernist art which for some, given the lack of autonomy
of the objects in question, was sufficient to exclude them from
the category of modern art and from serious consideration
by modernist criticism.

There are, needless to say, many objections to the notion
of the autonomy of art. From the point of view of philosophy,
to the extent that claims of artistic autonomy rest upon
something like the aesthetic definition of art, the idea of the
autonomy of art appears dubious. It is flatly false that for most
of its history the primary intention in creating art was
to afford aesthetic experience, defined as experience valued
for its own sake. Through most of history, art has been created
for a variety of cultural purposes, such as ritual and religious
ones. Much Christian art was produced to abet religious
devotion. Such art would not have discharged its primary
intention if instead of engendering awe with respect to the
Lord’s majesty and commitment to his worship, it promoted
an experience valued for simply being aesthetically moved.
The suggestion that the religious motivation behind such
works was simply a pretext for affording aesthetic experience
would probably strike most of the artists who produced these
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works as blasphemous. Similar points can be made to promote
various viewpoints such as the appreciation of the king’s
virtue or the revolution’s righteousness.

Art, it seems reasonable to hypothesize, emerged because
of its adaptive potential, such as fostering group cohesion.
Autonomous art, in other words, would have been an
evolutionary enigma.

Further empirical objections can be leveled at the notion
of artistic autonomy. However, at the present moment, I think
it is fair to conjecture that the hypothesis is in retreat. The
increasing philosophical interest in everyday aesthetics
reflects the ambition of many contemporary philosophers
in dissolving the distinction between the fine arts and the
others, notably the others previously excluded from
philosophical attention because of their connection
to utilitarian endeavors at variance with the claims
of autonomism and their demotion to the status of crafts.

But just as resistance to autonomism has been mounting
in philosophy, resistance to autonomism has been brewing far
longer in the art world itself, indeed, beginning at least since
the early twentieth century. This art world resistance to the
claims of artistic autonomy is philosophically interesting,
moreover, for at least two reasons.

First, it serves to block one kind of rejoinder that the
autonomist might attempt to level at the kinds of historical,
empirical counterexamples to artistic autonomism that were
just invoked. That rejoinder goes like this: perhaps in the past,
art was made with the primary intention of securing various
heteronomous cultural purposes, but in the modern period,
art properly so-called is created with the intention to afford
aesthetic experience. Modern art — our art — in other words is
autonomous, even if pre-modern and tribal art was not.
However, against this rejoinder, as I will show, avant-garde art
of various sorts refutes this.

A second reason to take avant-garde, art world resistance
to autonomism seriously is that a closer look at some of the
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ways in which that resistance was advanced may be fruitful for
suggesting how philosophers might begin to approach the arts
of design.

Although for many years after World War II it was
fashionable to think of modern art almost exclusively in terms
of the modernist avant-garde and its commitment to the
reflexive critique of its conditions of possibility, this was never
the complete story of modern art. For in addition to the
modernist avant-garde, there was at least one other, avant-
garde, which for want of an established label, we can call «the
integrationist» avant-garde. As the label «integrationist»
suggests, the integrationist avant-garde — or, perhaps more
accurately, the integrationist avant-gardes — are committed
to the explicit integration of art with other realms of culture.
These avant-gardes are by design heteronymous rather than
autonomous. Indeed, they are anti-autonomous.

Although we tend to identify modern art with the avant-
garde and speak of it as unified, there are, as I’ve said,
really at least two avant-gardes — the modernist and the
integrationist, where the modernist tendency regards art as
separate from, broadly speaking, life whereas the
integrationist aspires to breach the gap between art and
life. Moreover, the integrationist approach itself comes in at
least two versions in terms of the direction from which they
approach the boundary between art and life. One version,
in a manner of speaking, launches its attack of the
boundary from the direction of life in order to level the
distinction between art and life. Call these avant-gardists
Levellers. A patron saint of the Levellers was John Cage
who, in his 4’33», aspired to deconstruct the distinction
between music and everyday noise. Marcel Duchamp’s
readymades also constitute an important contribution
to Leveller wing of the integrationist avant-garde.
Metaphorically, the Levellers attempt to move the everyday
across the boundary between art and life until the boundary
between them disappears.
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Examples of this project can also be found in the
choreography of the Judson Dance Theater in the early
nineteen sixties in New York City. For instance, in Steve
Paxton’s Satisfyin’ Lover, sixteen people, some trained
dancers, some not, some old, some young, some in between
and a mix of races and genders walk back and forth across the
stage at an everyday cadence. In the spirit of John Cage, the
point here is to get the viewer to attend to ordinary movement
with the heightened attention we would lavish upon
a traditional dance performance, thus erasing the putatively
hierarchical distinction between ordinary walking and dance.

Similarly, in Yvonne Rainer’s We Shall Run twelve
participants jogged about to Berlioz’s Requiem for seven
minutes again invading the realm of theater dance from that
of everyday movement for the purpose of evaporating the
distinction.

Perhaps the most extensive example of the Leveling
tendency is the international movement of Fluxus where
making a sandwich could become the stuff of a performance.
Figuratively speaking, the aim of the Levellers is for the
everyday to swallow art.

Alternatively, there are those integrationists whom we
might call Transformatists. Transformatists challenge the
boundary between art and life by aspiring to bring art to the
everyday — that is to extend the reach of art into the everyday
by modifying everyday objects and processes so that they
transcend the boundary between art and life in a way that
transforms certain types of everyday objects and processes
into artworks. Here I have in mind movements like the
Bauhaus and Russian Constructivism. Whereas the Leveller
wing of the integrationist avant-garde attempts to swallow the
realm of art wholesale into the category of the everyday, the
Transformer wing of the integrationist avant-garde aims
to bite off bits of everyday life, turning them into art. The
Transformatists are particularly relevant to resisting
autonomism, since many of the kinds of objects they aspire
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to transform are utilitarian in nature, while still having
a compelling claim to art status. To substantiate this, let me
now turn to a discussion of constructivism.

The seeds of Russian Constructivism were sowed before
the beginning of the First World War, but they bloomed most
fully in the earliest period of the Soviet regime in the
aftermath of the revolution and civil war. Constructivist
thinking converged with Marxist thinking across many
dimensions. Adapting Marx’s view of philosophy, they
asserted «artists in varying ways have merely depicted the
world but their task is to change it.» In order to carry out this
program, they rejected the distinction between applied and
pure art. They not only made posters and movies in the service
of the Soviet state’s attempts to transform Russian society.
They also employed their artistry to aspects of everyday life,
including interior decoration, clothing, and even dishes.

Their view of art, like that of most Marxists, was explicitly
anti-autonomist. They regarded art as embedded in social life,
but they did not think of it as merely mirroring social reality,
but, also possibly as an agent for change. They thought
of themselves as modernizers — that is, as representatives
of what was modern. Thus they styled themselves as scientists
or engineers or industrial workers. The label «constructivist»
was meant to strike an alliance with the technician whose
machines were assembled together from parts. For example,
the sculptor Naum Gabo! said:

! Naum Gabo (1890, Russia — 1977, USA) was one of key persons
of Russian Avant-garde and a very prominent person in international art
of Modernism. In early 1920s he moved to Germany from Soviet Russia.
In Germany he joined Bauhaus here was teaching together with Wassily
Kandinsky until the Nazy closed the institution. He escaped firstly as well
as Wassily Kandinsky to France, but then — instead of him ho died there
in 1944 — Naum Gabo moved to Great Britain in 1935. There he lived and
worked during pre-war time and during WWII, and made serious influence
on modern sculpture of Britain, for instance in the face of Barbara
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We all called ourselves constructors.... Instead of carving or molding
a sculpture of one piece we built it up into space.... That is, the
constructivist sculptor mimics the form of industrial production —
i.e., he/she «acts out» the piece by piece assemblage of the product,
building it into space in opposition to the traditional sculptor who
carves an already existing, single piece of stone or wood that already
occupies its own space.

Indeed, much of their art was designed to recall the look
of machines or of artifacts, like railroad bridges, that were
made from industrial products. Paralleling the Futurists, their
art was meant to celebrate the onset of modern life, not only
to herald it, but to hasten its realization. They employed
modern industrial materials like steel and glass as emblems
of the emerging technological future which they not only
welcomed, but to which they believed they were contributing.
Boris Arvatov?, for instance, maintained that

Hepworth. His activity in British period as highly evaluated: he as was
a Knight of the British Empire Order, a honorary doctor of the Royal
College of Arts in London. In 1946 he moved to the USA where modern art
seemed to concentrate. He got the US citizenship in 1952 and played
a serious role in American art of Modernist period. Because of his active
and long life in the circumstances of Western culture he is known much
better than other characters of Russian Constructivism, especially those
who stood in 1920s in Russia and soon appeared under ideological
pressure and often — real political repressions — of Stalin’s regime. He
visited USSR in 1961, soon after the end of that regime. See on his life and
ideas: Bowlt, J. E. Russian Art of the Avant-garde: Theory and Criticism,
1902—1934. N.Y.,1976; Hammer, M., Lodder, Chr. Constructing Modernity:
the Art & Career of Naum Gabo. New Haven, 2000. (The note is made
by the journal. — AU)

2 Boris Arvatov (1896 — 1940) — Soviet art critic, one of the founders,
ideologists and active participants in the Left Front of the Arts (LEF), who
developed the theory of «production art». See: Arvatov, B. Art and
Production / Transl. Sh. Avagyan / Eds. J.Roberts, A.Penzin. L., 2017. (The
reference is made by the journal — AU).
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...constructivism, in bringing the artist and engineer closer, is one
of the most characteristic manifestations of the historical process
that is making the intelligentsia the direct leader of society, and,

in particular, is changing it on a mass scale into a technological
intelligentsia.“ Soviet artists believed or, at least, hoped that
~constructive-creative works... are transforming the very face of our
life... in their search for new forms for a new way of life.

Modeling himself/herself on the scientist and the
engineer, the Constructivist forged a self-image in explicit
contrast to the Romantic. As El Lissitzky affirmed,
constructivism represented the «Repudiation of art as a mere
emotional, individual, romantically-isolated matter.» Instead
of suffering in a bohemian garret, Osip Brik urged «Go to the
factory, this is the only task for artists.» There, in the factory,
Alexey Toporkov! urged «let us glance afresh at the new

! Alexey Toporkov (1882 -1934) — Russian and Soviet philosopher, art theorist,
cultural commentator and critic. He had a long and extremely tortuous path
of philosophical and life-metamorphoses, part of which was his book the
theory of constructivism. He graduated from the historical-philological
faculty of Moscow University in 1906 and was retained at the University
to prepare for a professorship, which was very high estimate of his abilities.
In the years of study for the essay The Influence of Leibniz, Especially His
«Nouveaux essais» on Kant’s Theory of Knowledge (1905) he was awarded wth
the Gold Medal by the University. Having received the diploma with the
highest degree he was sent for a semester fellowship to Heidelberg University.
After returning from Germany to Moscow he joined artistic and philosophical
communities which were inspired by modernist ideas of European countries.
These groups were concentrated around the prominent publishing house
of that time called Musaget (where such great poets as A. Blok used to publish
their poems) and intellectual journals as Logos, Works and Days (Trudy i Dni)
and some others. At the University under the direction
of Professor L.M.Lopatin, a very well-known Russian philosopher of those
days, he started preparation his doctoral thesis but he was to leave the
University because of the conflict with Lopatin. The conflict happened in one
of above mentioned communities in connection with I.A.Ilyn’s report on the
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aesthetic object, the machine, with the eye of a technician, the
professional, the designer. Let us attempt to define aesthetic
form in connection with technological form.» However,
by urging a connection between aesthetic form and
technological from, Toporkov was not urging artists to turn
in their union cards and become inventors. Rather he is calling

philosophy of Fichte (I.A.Ilyin later turned a widely-known Russian
philosopher in German wing of Russian emigration, with very extreme
political views of totalitarian orientation, pro-German during WWII).
Toporkov strongly and very ironically criticized Ilyin’s report, this criticism
Lopatin, who was attending at the debates, couldn’t stand because his own
ideas. As the result Toporkov — really gifted person — to the 1917 Revolution
published only one book called The Idea of the Slavic Renaissance (Moscow,
1915) inspired by anti-German public intentions of Russian public opinions
during WWI. His biographical details in the years of Revolution and Civil War
are not documented but when the Civil War was over he started active
publications in intellectual journals of those days. Together with the famous
poet Sergey Yesenin, with whom he appeared to have similar views on art that
time he published an article in the first issue of The Hotel for Travellers to the
Beautiful (1922) and then in the second issue of the journal under the
nickname Yugurta he placed a theoretical article Poetry and Literature. Also
later he published papers under nicknames of A.T., Zvenigorodtsev, Zmiev,
Nemov, Ophis. In 1924, together with Yesenin he was actively involved in the
creation of a society called The Modern Russia. Then his interests and activities
unexpectedly changed: he became the head of the «dialectical circle» at the
Military Academy of the Red Army commanding staff, consistently publishes
the work The Method of Military Thought» (1927), «Elements of Dialectical
logics» (1927,1928), «Technical Life and Contemporary Art» (1928, quotation
mentioned in the text refers to this edition), «<How to Turn Cultural» (1929)
and makes a suddenly rapid administrative career: in the early 1930s he
became the chief of the Philosophical Department of the Publishing House
of Social and Economic Literature. In 1932 he published the Spinoza’s Ethics,
with its introduction and 31 December of the same year he was arrested. On
February, 1933 he was extrajudicially sentenced to 10 years of being prisoned
in labor camps. There he died. Rehabilitated in the late 1950s. (The reference
is made by the journal — AU).
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for the uniting of the creative or, as we would say, the artistic
and the utilitarian outlook as exemplified in Tatlin’s model for
the Monument of the Third International.

Admittedly, the constructivists came nowhere near
realizing their utopian aims. They were never given the full
support that they desired from the government and
by 1929 they were being denounced by VOPRA! — The All
Russia Union of Proletarian Architects. Nevertheless, some
of their attempts at marrying art with practical or utilitarian
concerns are worth consideration by the philosopher who has
been liberated from autonomism and who is interested in how
to think about arts beyond the fine arts, as traditionally
construed, such as the arts of design.

Of course, much of the work of the constructivists were
not practical but symbolic, intended to valorize modernity
by means of objects like Alexander Rodchenko’s?
1921 Construction an abstract, non-represental, ovalular
weblike structure whose piece-piece construction recalled
a factory produced object, while its aluminum painted
plywood suggested industrial materials.

However, there are also many notable cases where the
constructivists attempted to marry art and the practical.

In 1923, Varvara Stepanova and Lyubov Popova were
invited by the First State Textile Print Factory to produce
designs for fabrics, including clothing. According

! Abbrevature from the Russian title. (The note is made by the journal. — AU).
2 Alexander Rodchenko (1891—1956) is one of the key persons of Soviet
constructivism and of Russian avant-garde in general. See on Alexander
Rodchenko’s ideas and practices: Rodchenko, A. Experiments for the
Future: Diaries, Essays, Letters and other Writings. The Museum
of Modern Art. [Catalogue] New York, 2005; Alexander Rodchenko.
Photography 1924-1954 / Text by Alexander Lavrentiev. Koln, 1995;
Alexander Rodchenko. Photography is an Art / Author and compiler
Alexander Lavrentiev. Moscow, 2006. (This reference is made by the
journal. — AU).
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to Stepanova, they fought «against naturalistic design in favor
of the geometricization of form.» Rather than producing
decorative designs recalling images from the countryside
of streams and flowers, they created geometric, hard edged
patterns, repeating straight lines of various degrees
of thickness, interrupted by hemispheres, the very shapes —
by association — calling to mind mathematical rigor and,
therefore, modernity. Likewise, Rodchenko’s 1922 clothing
design for an Industrial Worker is a pair of overalls drawn with
a straight-rule with squarish pockets and bands of black
accents that looks more like a boxy jump-suit than a typical
1920s worker’s garb. The iconography of the future and, at
least, the image of science is meant to beckon the emergence
of the new, needless to say, modern man, while Rodchenko’s
willingness to take on such a practical task signals the
embrace of an anti-autonomist conception of the artist more
in line with the premodern artist who was as ready to design
a suit of armor as to carve sculptures than the modern artist
with his putative commitment to non-utilitarian and even
anti-utilitarian art.

If Rodchenko’s attempt at fashion design seems more like
affixing futuristic flags or decals to garments without
contributing to their function directlyy, Rodchenko’s
1925 Model for a Worker’s Club pragmatically fuses the
geometric imagery of technological modernity with the
multiple purposes a workers club, was expected to serve.

As Christine Lodder! in Art into Life?, describes it:

! Christina Lodder is Honorary Professor at University of Kent, School of Arts,
one the leading specialists in Russian Modernism, especially Constrctivism,
outside Russia. Main Publications: Lodder, Ch. Russian Constructivism.
(1983); Hammer, M., Lodder, Ch. Gabo on Gabo: Texts and Interviews. (2000);
Hammer, M., Lodder, Ch. Constructing Modernity: The Art and Career of Naum
Gabo. (2000); Lodder, Ch. Exporting the Revolution in Art Education: The
Moscow Vkhutemas and the German Bauhaus //Burini, S. ed. Translations and
Dialogues: The Reception of Russian Art Abroad. P. 115—128. (2019); Lodder,
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The components of Rodchenko’s design were intended to cater for
every aspect of club life, and so included chairs, reading tables,
cabinets for exhibiting books and journals, storage space for current
literature, display windows for posters, maps and newspapers and

a Lenin corner.

Moreover, Rodchenko met these needs by constructing
ingenious devices that could serve multiple functions such as an
apparatus that «compressed into a box, but when needed folded
out to incorporate a film screen, a tribune for political and
educational speakers, a bench and a display board.» Likewise
the largest object in the room, the reading table, could be used
in various ways. Each side of the table were on hinges such that
they could be lowered or sloped for easy reading or raised for
storage or meals. Many of the objects in the room where
adaptable to various purposes and, like the chairs at the workers
table, were movable allowing the room to be reconfigured as
needed. Thus, the room exuded an aura of economy, efficiency,
and adaptability that expresses a pragmatic mentality suited
to the ideal of the practical modern worker. Its very multi-
realizable utility itself exemplified the species of modernity
to which the constructivists aspired.

Similarly, constructivists devised various, multi-purpose,
convertible kiosks such as Gustav Klucis’ Propaganda Stand,

Chr. Russian Futurist Art // Berghaus, G. ed. Handbook of International
Futurism. P. 798—823. (2019); Lodder, Ch. From the Plane into Space: Kazimir
Malevich’s Suprematist Architecture // Filevska, T. ed. Kazimir Malevich:
Kyivskii Aspekt. P. 231—253. (2019).; Lodder, Chr. Conflicting Approaches
to Creativity? Suprematism and Constructivism // Lodder, C. ed. Celebrating
Suprematism: New Approaches to the Art of Kazimir Malevich. P. 259—288.
(2008). (This note is made by the journal. — AU).

2 Lodder, Ch. The Sources and ideals of Constructivism in Soviet
Architecture // Art into life: Russian Constructivism, 1914—1932 /
Introduction by Richard Andrews and Milena Kalinovska Seattle: Henry Art
Gallery, University of Washington; New York: Rizzoli, 1990. (This note is
made by the journal. — AU).
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Screen and Loud speaker Platform which could also exhibit
books, pamphlets and posters as well as a speaker elevated
by a device that framed him in front of the movie screen.
These kiosks not only displayed the most up-to-date
communication mechanisms, like film, but like a Swiss Army
Knife, packed a diverse number of resources for political
messaging in a compact, movable entity. In this way, their
mode of embodiment expressed the technologically informed
worldview the kiosk broadcast by means of movies, posters,
and amplified speakers.

The constructivists aimed to unite art and utility, thereby
transforming utilitarian production into art and defying the
autonomist urge to keep them categorically apart in a way
that had placed the arts of design beyond the pale.

One way in which the constructivists approached this goal
was to create works that affirmed utility by, in effect,
celebrating the materials and miming the techniques
of industrial technology — that is, by making artworks out
of modern materials like steel or by imitating the piece-by-
piece products of industrial construction. In effect, these
strategies worked by means of exemplification combined with
associative homologies. That is, in the first instance, these
works exemplified modern materials and techniques by being
examples of them — examples of industrial metals and or
processes of industrial assemblage. But, by making sculptures
and pictures in this way — that is, in opposition to standing
practices — they activated a chain of contrasts with thematic
significance. The metal or metal-like sculpture contrasted
to carved sculpture and photomontage contrasted to easel
painting as productive art contrasted to imitative or
reproductive art, as modern technology contrasted
to tradition, as the affirmation of utilitarian means contrasted
to artistic purity, and as pragmatism contrasted
to disinterested contemplation. That 1is, once the
constructivist artifact entered art history, it engaged
in conversation with its antecedents, repudiating certain
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of their practices and the associations attached to those
practices in a way that summoned up a set of contrary
associations or meanings germane to or expressive
of themselves.

Likewise by designing fabrics such as dresses with
geometric forms, the constructivist not only exemplified
geometric shapes, but invoked a contrast with the previous
use of nature imagery, like flowers, on women’s apparel,
thereby mobilizing the homologies that flowers are
to geometry as the natural is to the scientific as the given is
to the technologically transformable. Thus, in this way, the
seemingly simple exemplification of geometric shapes can
function as a heraldic sign or insignia of a set of commitments
calling for social change that is pragmatically and
technologically informed. In its historical context the
geometric shapes are symbols, through a series of discursive
homologies, of the union of art, science, and utility.

Because so much of constructivist art was involved with
communication, its medium was part of its message. While
movies like Vertov’s Man with a Movie Camera and Eisenstein’s
The General Line overtly celebrate and thereby perform the
social function of advocating, among other things, the
industrialization of Russia, the fact that they are examples
of a recent technological invention and that they employ the
«montage» style — that claimed to emulate piece-by-piece
technique of industrial construction — make them examples
of the very thing they are calling for: technological modernity.

The same point can be made of the many photomontages
and posters designed to advance various social projects —
their fragmented picture plane, acknowledges their
constructed nature, thus signaling, at the level of form, their
commitment to affirmative social transformation. With
respect to social advocacy, the form of the constructivist
message itself typically reinforced the theme inasmuch as its
assertive emphasis on the constructed aspect of artifact fit
neatly with the exhortation for social reconstruction.
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Similarly in projects like Rodchenko’s Worker’s Club the
function and the form dovetail expressively. The Club is
intended to serve the diverse activities of the modern worker.
So it is designed to be flexible, with objects that can be
converted for different tasks and moved about, in contrast
to that previous center for communal activity, the church,
with its hierarchically fixed positions. Seen this way, the
Worker’s Club is not only pragmatic, but non-hieratic as well
as efficient and economical in a way that stamps it as on the
side of modernity. That is, Rodchenko’s Worker’s Club’s very
organization expresses its ideology that is further enhanced
by its geometrical look, which for the constructivists
underscores a commitment to rationality and science, thus
pitting themselves against romanticism, on the one hand, and,
on the other hand, against the sort of view of the autonomy
of art that would cleave art from science, technology and
utility.

In summation then, I began by explaining the
philosophical neglect of the arts of design by attributing it
to the entrenched view of the autonomy of art which is,
I contend, deeply attractive to philosophers of art of an
essentialist bent. I offered some historical considerations
to motivate skepticism about autonomism in a way that would
support philosophical attention to the design arts.

I then noted a possible rejoinder to my dismissal
of autonomism as an account of art through the ages. This
involved the claim that even if autonomism was not
a universal theory of art, it was an accurate characterization
of the serious art of our time — i.e., modern art — understood
in terms of the so-called Modernist avant-garde.

I then disputed this by noting that Modernism does not
provide us with a complete view of modern art, since there is
at least one other prominent avant-garde which I have labeled
Integrationist which itself has two variants: the Levellers
of which Fluxus is a premier example and The Transformers
of which Russian constructivism is a well-known instance.
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I then explored the case of Russian Constructivism at
greater length for three reasons:

1. It stands as a counterexample to the general notion
of artistic autonomy. Its claim to art status is supported by not
only its general recognition as such by art historians, but also
its relation to the evolution of art history and its particular use
of symbolic modes of exemplification, homologous
association, and expression. Given this, it would appear
to place the burden of proof on anyone, such as the
autonomist, who would wish to deny its status as art.

2. It also stands as a counterexample to the narrow claim
that modern art — our art — the art of our times — is
autonomous for the reasons already stated in (1). Thus, the
case of Russian Constructivism’s resistance to autonomism,
among others, provides the philosopher of art with a warrant
to expand her purview to include the arts of design, arts with
a utilitarian or instrumental function.

3. But how will the philosopher of art proceed? This leads
to my third reason for discussing Russian Constructivism,
namely because it begins to alert us about where to look for
the artistic contribution in the arts of design. Specifically, it
directs our attention to symbolic formations such as
exemplification, homologous association, and expression.
This is not to say these are the only relevant symbolic
formations, nor that the philosopher of art should only
concern herself with symbolic formations.

But it is a start.
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Haym I'a6o /
Naum Gabo
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Alexander Rodchenko /

Anekcandp Poduenko
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Varvara Stepanova /

Bapsapa CmenaHosa
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Lyubov Popova /

JTtob08b ITonosa
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Alexander Rodchenko. 1921. The Oval Hanging Space Construction / Anekcauop

Pooduenko. 1921. OsanvHas nodsecHass NPOCMpPaHCmMeeHHAass KOHCMPYKYust
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Fabric and clothing design by Varvara Stepanova and Lyubov Popova / Tu3atin
mKaHu u odexcdvl Bapsapwsi Cmenarosoii u Jlio6oeu ITonogoii
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HO3/1b KSPPOJT!

! Hoane Kapponn — 3aciyskeHHbI mpodeccop yHuBepcurtera iitata Hbio-
Mopk (SUNY, Graduate Center), CIIIA, oguH 13 Haubojee UUTUPYEMbIX aB-
TOPOB B COBpEMEHHOIi1 3cTeTMKe U (utocodum MCKycCTBa, TaKke aBTOP
IIMPOKO U3BECTHBIX PabOT MO Teopuu Meaua u Guiocobun uctopun. YieH
MEXIYHapOOHOTo pemakuyoHHOTO coBeta AU. KpymHerinime my6amMKaium:
Philosophical Problems of Classical Film Theory. Princeton: Princeton
University Press, 1988; Mystifying Movies: Fads and Fallacies
in Contemporary Film Theory. New York: Columbia University Press, 1988;
The Philosophy of Horror, or Paradoxes of the Heart. New York: Routledge,
1990; Theorizing The Moving Image. Cambridge: Cambridge University
Press, 1996; A Philosophy of Mass Art, New York, Oxford University Press,
1998; Interpreting The Moving Image. Cambridge: Cambridge University
Press, 1998; Philosophy of Art: A Contemporary Introduction. New York:
Routledge, 1999; Beyond Aesthetics: Philosophical Essays. Cambridge:
Cambridge University Press, 2001; Engaging The Moving Image. New Haven:
Yale University Press, 2003; Comedy Incarnate: Buster Keaton, Physical
Humor and Bodily Coping. Malden: Blackwell Publishing, 2007; The
Philosophy of Motion Pictures. Malden: Blackwell Publishing, 2008; On
Criticism. London: Routledge, 2009; Art in Three Dimensions. Oxford:
Oxford University Press, 2010; Narrative, Emotion, and Insight, with John
Gibson (eds). Pennsylvania: The Pennsylvania State University Press, 2011;
Living in an Artworld: Reviews and Essays on Dance, Performance, Theater,
and the Fine Arts in the 1970s and 1980s. Louisville, KY: Chicago Spectrum
Press, 2012; Humour: A Very Short Introduction. Oxford: Oxford University
Press, 2014; Routledge Companion to Philosophy of Literature, with John
Gibson (eds). London: Routledge, 2016.
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ABAHIAPOHOE COINMPOTUBJIEHNE
ABTOHOMWNU N3ALLHBIX MCKYCCTB.
C/TYHYAU POCCMNCKOTO
KOHCTPYKTUBU3MA

ITepeeod c anznuiickozo Cepzes /[3ukesuua’

WcKkyccTBO Om3aitHa — 3TO IpeAaMeT, KOTOpPbIM (MI0CO-
&bl McKyccTBa mpeHebperasiM. JDTO IIpeHeOpeXkeHMe TaKkKe
He SBJISIETCS CY4ailHOCTbIO, MPOCThIM yhyineHnem. Kak 4
TOMBITAIOCh TIOKA3aTh B II€PBOI YaCTM 3TOrO COOOIIEHMUS,
MIPUYMHBI TAKOTO MpeHebpekeHMs eXkaT ITy60Ko B Ipeapac-
CyAKaX 3CTeTUMUYECKOi Tpaauiuy, OCOOGEHHO pa3paboTaHHOI
dbunocopamy aHATUTUUECKOTO HAIpaBIeHUs], XOTSI U IPYTU-
MM IIKOJIAMU. ITO IpeHeOpeskeHue SBJISIETCS Pe3yIbTaTOM
CUCTEMATUYECKOrO pasjiMuyeHus, MOPOBOOAUMMOr0 MHOIMMMU
dunocopamm MCKyccTBA MEXKOY M3SIIHBIMU MCKYCCTBAMMU
u dpyeumu. ITO pasauueHue TakoBO, YTO OHO M0 YMOTYAHUIO
MCK/IIOYaeT MCKYCCTBO IM3aiiHa M3 cdhepbl KOMIIETEHIIUM 3C-
TEeTUKOB.

[Tocsie yCcTaHOBAEHUSI TEOPETUYECKOTO IPOUCXOKAECHWUS
9TOT0 YKJIOHEHMS S MPOMOJIKY PacCykKIAeHue TeM, UTO o0pu-
CYI0 BBI3OB 3TOMY pa3IM4YeHUI0, UCXOMOAIEeMY M3 CaMOro apT-
MMpa, paccMaTpuBas Caydail pycCKOro KOHCTPYKTUBU3MaA, KO-
TOPBIN TTOCPEACTBOM CUMBOJIUYECKUX CTpPATErU 3K3eMILIN-
(uKaLuMy roMmosIorMuecKoi accolualum M BbIpasUTEIbHOCTHU
CTPEMMJICS K pa3pylIUTh TPAHULBI MEXIY TaK Ha3blBa€MbIMU
U3SIITHBIMU UCKYCCTBAMM U OCTAJIbHBIMUA.

KpariHe BakHbIM [ji1 OTHENEeHUSI MCKYCCTBA [Iu3aliHa
OT M300pa3smUTeNIbHOTO MCKYCCTBA SIBJISIETCSI TMOSIBJIEHME TOTO,
yto Ilaynp Ockap Kpucrennep? Hassan «CoBpemMeHHast CUCTe-

! Cepeeti [I3uxkesuu — rnaBHbIi pegakTop AU.
Mayne Ockap Kpucmennep (1905—1999) — amepMKaHCKUI WUCTO-
puK U dwrocod, poaUBIINIICS M MOMYUMBIINI o6pa3oBaHue B I'epMaHuMu.
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Ma MCKYCCTB». MbI MOKeM CUMTATh 3TO MOHsATUE HcKyccmea —
Hckyccmea 6onvluoti 6ykesl «H» — IPOTUBOIIONIOKHBIM JpeBHe-
MYy JIATMHCKOMY TIOHSITUIO ars, KOTOPOe OTHOCUJIOCH K JI00O0Ii
MpakTHKe, Tpebylolleii HaBblka. B 3TOM CMbIC/Ie MeIMUIIMHA,
cTpenbba U3 JiyKa, HAaBUTALMS U OU3aiiH — BCE 3TO MCKYCCTBA,
TOT/Ia KaK B COBpEMEHHOM MOHMMaHuM HcKyccmeo ¢ 60nbuoll
OYKebl «M» M3HaYaIbHO IPE/III0JIaraao 033110, MM JIUTepaTy-
PBI B IMPOKOM CMBbICJTE, SKUBOTIVCH, CKYJIBIITYPY, T€ATP, MY3bI-
Ky ¥ TaHell. IMeHHO 3Ty KOHCTPYKI[MIO MbI MCITOJIb3yeM, KOTa
OT/IYaeM MCKYCCTBO OT HayKu U crioprta. bosee Toro, 3Ta KOH-
ternmus MIcKyccTBa CTAaHOBUTCS Bee 6osiee U 60j1ee «<MHTYUTUB-

Ipoucxomut u3 60raToit eBpeiickoit ceMbu. BoIHYKIEH GbIT SMUTPUPOBATD
OT BJIACTM HAI[MCTOB CHauaja B MTanuio, a Mmocjie MPUHSTHS TaM PacOBBIX
3akoHOB — B CIIIA. BHecummii BakHbIlf BKJIaJ B Hay4dHble MCCAeNOBAHMUS
PeHeccaHca KaK caMOCTOSITeJIbHOJ CBOeOOPa3HOi 3MOXM, ITOMOKMUBILIEH Ha-
yaysio HoBomy BpemeHu. McciemoBan B CBOMX paboTaxX TaKKe MHOTHE SIBJIe-
HMSI KyIbTYpbl PeHeccanca u HoBOro BpeMeHM, BakKHbIe [JISI TIOHMMAaHUS
acTeTMyecKkoil mpobiaematuku. Professor Emeritus Komymb6uiickoro yHu-
BepcuteTa B ob6nmactu dunocodun. OcHoBHbIe yonukanyu: Der Begriff der
Seele in der Ethik des Plotin. Tiibingen: J. C. B. Mohr, 1929; The
Renaissance Philosophy of Man. Chicago: The University of Chicago Press,
1950; The Modern System of the Arts // Journal of the History of Ideas,
12, 1951, p. 13, 17—46 496—527; penpunTt: 1965 and 1980; HOBoOe u3ma-
ume: 1990; The Classics and Renaissance Thought. Cambridge: Harvard
University Press, 1955; Studies in Renaissance Thought and Letters, vol.
I — IV, Rome: Edizioni di Storia e Letteratura, 1956—1996; Iter Italicum.
A Finding List of Uncatalogued or Incompletely Catalogued Humanistic
Manuscripts of the Renaissance in Italian and Other Libraries, 7 vol.,
London: The Warburg Institute, 1963—1997; Eight Philosophers of the
Italian Renaissance. Stanford: Stanford University Press, 1964; Die
Philosophie des Marsilio Ficino. Frankfurt: Klostermann, 1972.
Humanismus und Renaissance. 2 vol.,, Munich: Fink, 1974-1976;
Renaissance Thought and Its Sources. New York: Columbia University
Press, 1979; Die Ideen als Gedanken der menschlichen und gottlichen
Vernunft. Heidelberg: Winter, 1989. (Ilpumeuanue nepesogunka. — C.J.).
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HOJi» B BOCEMHAZIIATOM BeKe IocIe Myonukamuyu ab6aTtom
[llapnem Barré B 1747 rogmy GyHIaMeHTaJbHOIO TeKCTa
«I3sITIIHbBIE MCKYCCTBA, CBEIeHHbIE K eIMHOMY IPUHIIUITY».!

9TO, KOHEYHO, He TMepBbIii pa3, Korma 3TU MCKYCCTBA ObI-
M TIepeuyuciaeHbl BMecTe. APUCTOTeNb CHeNlall 3TO B CBOENi
«[Toatuke». OTIUUNTENBHON OCOOGEHHOCTHIO TPYHIIUPOBKA
BOCEMHAJIIATOrO BeKa SIBJSIETCS TO, UTO MCKYccmeo ¢ 3a2nas-
Hoti 6ykebl «HM» cTano GUKCUPOBAHHOI KaTeropueit, KoTopasi
C Tex mop craja (yHIaMeHTaJIbHONM s MHOTMX HalluX
KJIaccuUKAIMOHHBIX MPAKTUK, HAUMHASI C TOTO, KaK MbI Op-
raHu3yemM YHUBEPCUTETHI, 3aKaHUMBasi TeM, KaK JOJIKHOCT-
Hble JIMI@ B3MMAlOT mNouuiMHbl. Io mossieHus KMckyccTsa
¢ 60bI1I0¥ 6YKBBI «V», GBI BO3MOKHBI Pa3IMYHbIE IPYIIIIbI
MICKYCCTB € Masoii OyKkesl «u». My3bIka MOIJIa ObITb CTPYTIIHU-
poBaHa C MaTeMaTuKoi. KMBomNMcHOe 1300pakeHe Ha Kap-
TUHE MOIJIO OBITh CTPYIIMPOBAHO C SKMBOIMCHBIM M306pa-
)KeHMeM Ha cemjie. C mosiBieHuem CoBpeMeHHOM CuUCTeMbl
McKycCcTB CTajo KasaTbCs 6ojiee ecTeCTBEHHBIM COEIMHSITD
npu knaccudukaluyum co3maHue KapTUH C TaHLIEM, a He C U3-
roToB/eHNeM cenjia. [lefiCTBUTE/NbHO, MOHSITHE >XUBOMNMUCLA,
Ka3aJI0Ch MMEBIIMM IJIaBHOE OTHOIIEeHMe K MacrepaM u3006-
pakeHMIi, a He MacTepaM IOKpacku cteH. Ho pys toro, 4To-
Obl 9TO MCITOJNIb30BAHME CTAJIO KAHOHMYECKUM, TPeObOBaJICs
HEKOTOpLIV Kputepuit uieHcrBa B CoBpeMeHHON Cucreme.
Iyist BaTTé u Opyrux MpUHLMIIMAIbHOM OblIa UMUTALMS TIpe-
KpacHOro B IpUpoOZe.

C Hamei TOYKM 3peHMs, 3Ta IepBOHAUYaJbHAasl IOITbITKA
KaTeropusaluuyu SBASeTCS IoKa3aTelbHOM. OHa MCKIOYaeT
6OTBIIMHCTBO MCKYCCTB AM3aiiHa M3 KaTeropun «M3siHoe uc-
KyCCTBO» — TO ecThb «VICKyCCTBO C 6O0JbIIO OYyKBbI» — IIO-

! Ha pycckuit s13bIK ObLI II€peBeeH HeOo/bInoii GpparmeHt, cm.: Bammeé, III.
U3si1iHble MCKYCCTBA, CBeJleHHble K eIMHOMY IpUHUUIY // VIcTopust 3cTeTu-
ku. [TaMITHUKM MMPOBOJi 3cTeTmnueckoit Mmbicau. T. 2. M., 1964. C. 383—384.
(Ilpumeuanne nepesopumka. — C.J.).
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CKOJIbKY OHM He SIBJSIOTCS MMUTalMeit dyero-anb6o. MimeHHO
10 3TOVi MpUUMHE apXUTEKTypa C CaMOro Havajia 3aHuMMasa
HeycToumnBoe mecto B CoBpemeHHOV Crucreme VCKyCCTB.

[IpencraBiieHre O TOM, UTO YTO-TO KBAIMPUIIMPYETCS KaK
obpaser Mckyccmea ¢ 60abuloli 6YK8bl, TOIBKO B TOM CTyuae,
eulM OHO TIPeACTaBsSeT COo00Vi MMUTAIMIO IMPEeKPacHOTO
B IIpUpoOAe, He TIPYKWIOCh Hamonaro. Co BpeMeHM BO3HUKHO-
BeHMe abCOMOTHOIM MY3BIKM, UM OPKECTPOBOI My3bikM, CO-
BpeMeHHas Cucrema, OpraHM30BaHHAs MUAeeil MOApaKaHUS
MIPEKPACHOI MPUPOAe, He MOIJIA TIPUCITIOCOOUTHCS K TOMY TH-
Ty MCKYCCTBA, K KOTOPOMY, KaK IpeAIoaraaoch, JOIKHbI Obl-
JIX CTPEMUTHCS Bee apyrue MckyccrBa ¢ 60ibinoii 6ykBbl B XIX
Beke. Takum ob6pa3om, HEOOXOAMMO HATM HOBOe 060CHOBA-
HUe 175 WieHCTBa B Karteropum MsguiHbix MckyccTB. Bonee
TOTO, CITOCOO MBILIUIEHNS, KOTOPbIi CTaq Hambojee MPU3HAH-
HBIM, ObUIO, €C/TV MbI XOTUM C(HOPMYIMPOBAThH 3TO TOUHO, ObIT
6o/ee He61AaroCKJIOHEH K MCKYCCTBaM Iu3aiiHa, HeXXenu K UC-
KYCCTBY IOApaskaHMsI.

Crioco6 MBIIIUIEHNSI, KOTOPBIM SI MMeEI B BUAY, KOHEU-
HO Xe, OCHOBAH Ha MuJee O TOM, UTO MCKYCCTBO, B CTPOrOM
CMBIC/IE (JIOBA, SBJSIETCSI TeM, UYTO CIEeLMaJbHO CO3[LaHO
c dyHKUMeN TOoAAepsKKM 3CTeTUYECKOTO OIbITa, MPU 3TOM
TIOHSITUE 3CTETUYECKOTrO OMbITa MOAEIMPOBAIOCh HA OCHOBA-
HUM XapaKTEePUCTUKU CYKAEHUIT O CBOOOJHONM KpacoTe
B «Kputuke crmocobHoctn cyskaenusi» Kanra. Tam KaHT coot-
HOCHUT CBOOGOHYIO KPacoTy C YYBCTBOM He3aMHTepPeCOBAaHHO-
IO YOOBOJBbCTBUS, I[le «<HE3aMHTEPEeCOBAaHHOCTh», B CBOIO OUe-
pelb, IOHMMAETCS KaK OLleHKa KaK CaMOOCTaTOYHOTO, UIu
10 CYLIECTBY Jejla — OLleHMBaHME He B CBeTe I03HaBaTellb-
HOJVi, MOpPa/IbHOM, PeIUTMO3HOM, WM KaKOTO-11b0 MHOV MH-
CTPYMEHTAIbHOM WIM MPaKTUUECKOV NMpuMeHuMOoCTU. [ToHs-
THUE YAOBOJAbCTBUSI 3[€Ch, KOHEYHO, ObUIO CJIMIIKOM Y3KUM
M TI09TOMY BIIOC/IEICTBMM OBLIO PACIIMPEHO OO0 «OmbITa». Ta-
KM 00pa3oM, GyHKIMS MCKYCCTBA pacCMaTpuBajach B mapa-
MeTpax BO3MOXHOCTM WIM TMPOJO/DKEHUSI 3SCTETUUYECKOrO
OTIbITA.
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OTa KOHIEILMs MCKyccTBa Oblia 3adukcupoBaHa ¢Gpasoii
«lart art for 'art», BiepBble MOSIB/ISIETCSI B HEBHMKAX beHxa-
MeHa KoHcraHa.! KOHCTaH MCIIONb3yeT 9TO BbIpakeHMeE, UTO-
6bI, CyMMMPOBATh TO, UTO eMy 06 3cTeTuke KaHTa pacckasai
crymeHdT llemmmuura — Tenpu Kps66 Po6uucoH.? ITo-BuaymMo-

! Benxcamen Koncman (Anpu-Benncamén Koncmdn 0e Pe6éx, Henri-Benjamin
Constant de Rebecque, 1767—1830) — (paHIry3CKO-IIBEIIaPCKAI TTMCATEb,
MyGIUITUCT, TIOTUTUYECKUI lesiTeNlb BpeMEéH DpaHITy3CKOi peBomIoun, 60-
HamapTtusma u PecraBpauyu, OIMH U3 KPYITHENIINX IIpeacTaBuTenei ppaH-
I[y3CKOrO pOMaHTM3Ma. Pomuics B cembe ryreHOTOB. Ilomyuymn mepBoHa-
yajibHOe 06pa3oBaHMe y YaCTHBIX yuuTeneii, B 1782—1783 r. yumscs B YHU-
BepcuTeTe dDpnaHreHa (baBapus), 3ateM (10 1785) B DOMHOYPrCKOM YHUBEP-
curtere. BmepBbie mpubpu1 B Ilapmk B Mae 1785. 3mech IMO3HAKOMMIICS
¢ Xepwmenoii ne Cranb, 3a KOTOPOIi IOCaeq0Ba mociae PeBomoLyy B sMu-
rpauyio B JKeHeBy U CTaj ee rpaskAaHCKUM MykeM. B sTo Bpems, ¢ 1803 r.
BEJ IHEBHMKM, B KOTOPBIX OTPakaj BaXKHbIe MbICJIM, B TOM UMCJIe Kacarou-
ecsl KOHIeNIMM XyN0KeCTBEHHOTO TBOPUECTBa, KOTOPBhIM BCErga MHTepeco-
BAJICSI ¥ B KOTOpPOE BHEC 3HAUMUTENbHBIV Bkaaz. [lepBoe cBOE nmuTepaTypHOe
COUYMHEeHMe, repouYecKylo 31onelo «Pplljapu», OH Hamyucaa B ABEeHaAlaTH-
JIeTHEM BO3pacTe. 3aTeM UM Gblia BBIITOTHEHA BObHAS Bepcus apama Iln-
Jepa «BanneHinTeiiH». MexXnyHapogHy10 M3BeCcTHOCTh KOHCTaHy NpuHec aB-
To6uorpaduueckuii pomaH «Anonbd», HamMcaHHbI B 1806 rogy B JKeHeBe
U OIy6JIMKOBaHHbBIA B 1816 romgy, B KOTOPBI BOILIM MHOTME UIEU, paHee
copMynMpOBaHHbIE B €r0 JHEBHMKAX). PoMaH 6bI1 BBICOKO OlleHEeH MHOTH-
MM COBpeMeHHMKaMM, OKa3aj 3HauuTeIbHOe BAMSHME Ha KOHIENTya/lbHble
MTO3UIIUY POMAHTUYECKOTO ABMKeHMS. B Poccuy poMaH 6GbUT OUE€Hb BBICOKO
orieHeH A.C.ITymikuubiM. ([Ipumeuanne nepepomunka — C./0.).

2Tenpu Kp366 Po6uncon (Henry Crabb Robinson, 1775-1867) Obu1 1opu-
CTOM, XypPHQJIXCTOM ¥ HEYTOMMMbBIM aBTOp JHEBHMKA, POOMHCOH ObLI 3HA-
KOM ITOYTM CO BCEMU BasKHBIMM (HUTypaMy B aHIIUIICKUX Y KOHTUHEHTAJIb-
HbIX KYJbTYPHBIX Kpyrax. ETO COXpaHMBIIMECS COYMHEHUSI HACUUTHIBAIOT
MOYTM CTO TOMOB, M3 KOTOPBIX ObII COCTABJIEH ¥ HameyaTaH COOPHUK
B 1869 romy (mepeusmanue: Robinson, H.R. Diary, Reminiscences and
Correspondence. 3 vols. / Ed. by Th. Sadler. Cambridge, 2011). Yuuics
B VeHckoM yHMBepcuTeTe, Ihe mosHakomuics ¢ Tete u Illmmepom, u cran
MHOCTPaHHBIM pefakTopom «TaiiMc», OTIHpaBasia OTUYETbl OYEBUALEB
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My, Po6mHcoH mau KoHcTaH HelpaBMUIbHO MCITO/Ib30BaIN BbI-
paskeHue «lart art for I’art» kak cuHOHUM Maen KaHra o Hesa-
mHTepecoBaHHOCTHU. [Iy1s1 KOHCTaHa 3TO, KaK MpeACTaBIIsieTCs,
O3HayYaeT, YTO MCKYCCTBO OeCITO/Ie3HO, YTO Y HEro HeT HMKa-
KOJ 11eny, KpoMme Kak ObIThb IpeKpacHbIM. VCKycCTBO, Tak
CKa3aTb, CYIIEeCTBYeT caMo sl cebsi, a He paiyi Yero-To elle,
HarpuMep, HPABCTBEHHOTO BOCHUTAHMS, IO3HABATEIbHOTO
IOCTUKeHMSI, Ha3UOaHUs WM KaKoii-Inbo ApyToit emn.

Touka 3peHusi «ICKyCcCTBO pagy MCKYCCTBa», MHOrAA Ha-
3piBaemas «l’art pur» («umcroe muckyccrso» — C.JI.), mepBoHa-
yajabHO TpaHwMpoBaBlasicsa KoncraHom u magam e Cranb,
Oblya 3aTeM pacrpocTpaHeHa B [lapuke, rie oHa MOBJMsIIA
Ha npodeccopa dbwmiocodun Bukropa KyseHna n nucarens Teo-
duns Torbe, KOTOpble 00a pacHPOCTPAHWIM 3Ty IOKTPUHY
elje wupe. B TeueHMe NeBITHAALIATOrO BeKa MIesl UCKYCCTBa
paay UCKYCCTBA MMPOIBETAJIA, AaB IIOABI B 3CTETU3ME YOouTepa
IlsviTepa, Ikeiimca MakHuna Yuctiaepa u Ockapa Yaiiiabaa.
[IpencraBieHne O TOM, YTO MCKYCCTBO I[EHHO caMoO 1O cebe
B Oosbliei, YeM WMHCTPYMEHTAIbHO, CO3[aBaJi0 pacKIaf
He B I0/1b3Yy AM3aiHePCKUX UCKYCCTB, KOTOPBIE M0 OIpenesie-
HUIO TIOAYMHSIIUCH YTUIUTAPHBIM LIJISIM.

o 6utrBe mpu KopynHe. OH myTtemectBoBan 1o IlBeitmapuu u Wtanum
¢ BopacsopTtom, Korma u mMor BCTpeTuThbesl ¢ KoHctanom. Cpenu mpouero
POo6MHCOH OCTaBMI BOCIIOMUHAHUS 06 YuibsiMe bieiike, KOTOpbIe SIBJISIIOT-
CS1 BaKHBIM MCTOUYHMKOM MHQOpMaIiuyu 06 3TOM 3HAKOBOM [JisI POMaHTH-
Yyeckoro IByoKeHus gesitene. OH mocernan my6nmuunble ekuuu Konbpumka,
3aMMChIBasi He TOJMBKO MX COepskaHMe, HO M MHEHMSI O Pa3IMYHbIX y4acT-
HMKax. POOGMHCOH TIpMHSIT [OesITeIbHOE YyacTue B CO3aHuu Kiy6a
Athenaeum u YHMBEpPCUTETCKOro Koyiemxa B JIoHmoHne. CoueTaHue CTUIIS
UCTOPUYECKOTO aHEeKI0Ta M KPUTUUYECKOI OLleHKM 3HAMEeHUTOCTel, O KOTO-
PBIX OH TMUIIET, AejlaeT JHeBHUKY LIEHHbIM MCTOYHMKOM JIJISl KYJIbTYPbI Jie-
BSITHAJLIATOTO BeKa. Buaymo, B 3TOM peXyuMe OH MoBeCTBOBaa KoHcTaHy
00 wucronkoBaHuy scretukyu Kanrta Ilemmmurom. UTto KacaeTcssi caMOro
IllennuHra, To OH fAeiCTBUTENBbHO 651 Tpodeccopom MeHcKoro yHuBepcu-
Teta ¢ 1798 roga. (Ilpumeuvanue nepesoguuka. — C.J.).
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HevicTBuTenbHO, 10 MHeHMIO LlloneHrayspa, mpeaIonoxm-
TeJIbHO paciiupsiioniero uaeu Kaxra, cama 11e/ib MCKyCCTBa CO-
CTOUT B TOM, YTOOBI OCBOOOINUTH HAC OT TPEeOOBAHMIA JKeJTaHUS
", CJIeJoBaTelbHO, VTUIUTAPHOCTU. B aHIIOS3bIUHOM Tpaau-
LIMU 3TO coobpaskeHMe nmoBTopsieTcss KnaitBom Bennom, B Mme-
Hee IpamaTuueckoit ¢opme, B YTBepXKAeHUM, UTO (YHKIINS
MCKYCCTBA COCTOUT B TOM, YTOObI BBI3bIBATH 3CTETUUECKUE
SMOLIVU Y 3pUTeIeit, IJie «3CTeTuYecKyue SMOIun» — 3TO MPo-
CTO ellle OOMH CII0COO6 0003HAUYUTH ITOHSITHE «ICTETUUECKUIt
ombIT». [ Bemta scTeTMUecKMii OIBIT BbI3bIBA€TCS BHMMA-
HMeM K ¢dopMe — TaK Ha3bIBaeMOil 3HAUUTENbHOI Gopme —
npousBenenus. CiaemoBaTelbHO, Takasi TOYKA 3peHUST MOXET
ObITh Ha3BaHa (popmanu3MoM. B ocHOBe MOHSATHUSI hopMaIN3-
Ma JIEXKUT MIesl O TOM, UTO Lieblo ITPOM3BeleHMs UCKYCCTBa
SIBJISIETCSI IOPOXKAEHME 3CTEeTUUYECKOTO OITbITa, TO €CTh OITbITA,
IIEHHOT'O CaMoOro I10 cebe, a He B IEePCIEKTUBE HOCTVIKEHUS
yero-to uHOro. OmHaKO AJjIsI TOTO, YTOOBI IOAYYUTH TaKOi
OITBIT, BHMMAaHME JOJIKHO ObITh COCPEIOTOYEHO Ha ¢hopmMe pa-
00ThI KaK ITPOTMBOIIOJIOKEHHOI JII000i LeNu, JOCTUKEHUIO
KOTOPOi1 OHa MOIJIa ObI CIYKUTh. ITO JTOJIKHO IPOUCXOAUTD
IJISI TOTO, YTOOBI HEe MOSIBUJIOCH IIPOM3BeIeHMe, CYIIEeCTBYIO-
Ilee pagy 4ero-To MHOTO, HesKeIM dCTeTUUYECKUIi OITbIT, KOTO-
PbIii OHO TOJIKHO MHULIMMPOBATh.

YUnUThIBasI 3CCEHLIMATMCTCKYIO TeHAEHIMI0O MHOTHUX (uto-
codoB, uaest 0 TOM, UTO ITPOMU3BEIeHMSI UCKYCCTBA IpeaHa3Ha-
YeHbI JIJISI Pa3BUTUS 3CTETUYECKOTO OIMbITa, OUEeHb COOIa3HU-
TenbHa. V160, TI0 CYTH, OT/IENISIS SCTETUUYECKUIA OITBIT OT JIFOOBIX
IpYyTUX 1IeHHOCTel, OoHa IpeAliojgaraeT, UYTo IIpou3BeleHUe
MCKYCCTBAa, Ha3blBaeMoe TaK B CTPOroM CMbICJIe CJIOBa,
He JIO/DKHO IpecienoBaTh IpPEeBbIIIAINye ce0s 1e/n, YTOOBI
OIIBIT, KOTOPBIA OHO JOJIKHO BBI3bIBATh, HE GBI CKOMITpOME-
TUPOBAH M He paclieHUBaJICS Obl B CBEeTe YEero-To MHOTO,
1 KpoMe camoro cebst. To ecTb, ompepmesnsisi MCKYCCTBO KakK
HEUTO, MHTEHILMOHAJIbHO IpeJHa3sHaueHHOe [IJISI TOTO, YTOObI
TIOPOAUTH OINBIT, 3a(UMKCUPOBAHHBIN KaK OTJIMUYHBIA OT BCETO
ocTajabHOro, ¢mwiocod aBTOMATUUYECKM, OIHUM MAaxXOM,
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110 CYIIHOCTHOMY KPUTEPUIO, OTHAESIeT MPOU3BeAeHe UCKYC-
CTBa OT JIt0OOJt IPyToit MPaKTUKMU CO3TaHUs LIeHHOCTH, BKIIIO-
yas Te, KOTOPbIe CBSI3aHbI C YTUIUTAPHOCTBIO, TaKMe, KaKUMU
B HalleM cjy4dae SIBJISIIOTCSI MCKyCCTBa Au3aliHa. MckyccTBa
nusaiiHa He oTHOcuUTCS K CoBpemMeHHO# Cucreme MCKyCCTB,
M TI0 3TOV NPUYMHE He SBJISIeTCS JerUMTUMHBIMU IIpeJMeTaMu
uccaenoBanus gunocoda MCKYCCTBaA N0 onpedeseHur.

bemt, kak s yxe roBopwi, 6bL1 dopmamuctom. OH
yTBepsKAaa, YTO BHMMaHMe K hopMe XyI0KeCTBEHHOTO IpPO-
MU3BeNEeHUsI — 3TO TO, YTO BBI3bIBAET 3CTETUUECKUIA OIIBIT.
OmHako He HYXHO ObITb (hOPMaJMCTOM, YTOOBI TPUAEPKU-
BaTbCS 3CTETMUYECKOrO OmpeneneHus] UCKYCCTBa, T.e. OIpefe-
JIeHUsI, KOTOpOe XapaKTepu3yeT HEeUYTO KaK IpOM3BefeHMe
MCKYCCTBA, €CIM M TOJNBKO €eClM OHO B IEepBYI0 oOuyepenb
MpegHAa3HAYEeHO [IJIT TOTO, YTOOBI ObITh MPUUMHON ICTETUYE-
CKOT'O OTBITA, IO T€X MOP, IOKa Bbl pacCMaTpUBAETE ICTETU-
YeCKMil ONBIT KaK OHTOJIOTMYECKM OTHENbHYI KaTeropuio,
KaK aBTOHOMHYIO B TOM CMbICJIE, YTO OHA TapaHTUPYeT a6-
MOHOMHOCMb TIPOU3BEAEHMUS MCKYyCCTBa. bosee Toro, kKaxk $
YK€ YKa3bIBaJl, A8MOHOMU3M HEU3MEHHO COOIa3HUTENEH IJIst
dbunocodoB, KOTOpble MPUAEPKUBAIOTCS aHATUTUUYECKUX T10-
3ULIMIA M KOTOPBIE OTAAIOT MpeAIoUuTeHne MOUCKY OIpenesie-
HUSI MCKYCCTBA OCHOBAaHHOIO Ha €ro CYUIHOCTM, ITOCKOJIbKY
Takoe OIpefelieHNe KaXaoe U3 MCKYCCTB IOApa3yMeBaeT
MOYTM aBTOMaTudecku. U, manee, eim MMeTh B BUAY Hall
KOHTEKCT, aBTOHOMM3M MCK/IOYaeT MCKyCcCTBa [Au3aliHa
13 GwiocobCKUX pasMbIlIeHUII M3-32 UX CYIeCTBEHHbBIX
CBSI3€M C MHCTPYMEHTATbHOM U YTUIIUTAPHOM 1[IEHHOCTBIO.

ABTOHOMM3M, IIOMMUMO COOJA3HUTEIBHOCTU AJIsT (DUIIOCO-
(OB-3CCEHIIMAMMCTOB, ObLI TaKXKe IIPUBJIEKATEIeH [JIS TeX
COBpPeMEeHHbBIX Xy[IOXKHMKOB, KOTOpbIE TIOCBSITWIIN CeOsT mccie-
JOBAaHMIO MapamMeTpPOB BO3MOXKHOCTEI HOCUTENEN CBOUX CO-
oburennit. HaunHasg, moxanyii, ¢ MaHe, XyIOXXHMKM Havalu
MCUIeNOBaTh MIPUPOLY TeX HOCUTENeH, C KOTOPbIMMU OHM pa-
6ortanu. MaHe u36eran MepCreKTUBBI, YTOObI OMPOBEPTHYTH
NpefiCTaB/ieHMe O TOM, YTO KapTMHA SIBJSIETCS MPO3PayHbIM
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3epKaJioM peajbHOCTH, B TIOJb3y OE€MOHCTpaluM ee CKOH-
CTPYMPOBAHHOM NPUPOLBI. B uUTOre nponBUHYTbIE XYLOXKHU-
KM B COBpeMeHHbII nepuop, Hauaiu pedIeKCUBHYIO KPUTUKY
cBOuX Menua. IMIpecCMOHUCTHI U IyaHTWIUCTBI PaCTBOPU-
IV TUTOCKYIO0 TIOBEPXHOCTh M300paskeHMsT B MasKaxX KpacKu.
CesaHH cBen GUryppl K TreoOMeTpUYeCKUM OuepTaHMUSIM,
3a KOTOPBIM JIMIIb TOCTeNO0BaIM KyOGUCTbI, KOTOpbIE ellle
6oJIbllle COKPATWIN MPOCTPAHCTBO M300pakeHMsT U pa3pylIn-
mu ero reorpaduio. ®oBuctsl M306paxkaau GuUrypel B IBET-
HBbIX Maccax, MPOKJIabIBas MyTh K aOCTpaKIuMu, KOTopast 3a-
TeM YCUWIUSIMM abCTPaKTHOTO SKCIIPECCMOHM3MA, SKMUBOIICU
LIBETOBOTO MOJISI ¥, BOSMOXHO, MMHMMAa/IM3Ma IIbITaJaCh BbI-
IeJIUTh U TIPOLEeMOHCTPUPOBATh OCHOBHbIE UEPTHI TAKOT'O HO-
cuTesnsl, Kak IUIOCKOCTb. JTO CTpeMJIeHMe, BOOAYIIeBIeHNe
TeM, 4YTOObI pedIeKCMBHO PACKPBITh MPUPOLY HOCUTENS
C TIOMOILBI0 CaMOT0 HOCUTES, CTaja0 CTOIb 3aMETHBIM, UTO
BIMATENbHbIE KPUTUKM, TOmoOHbIe KiemeHTy I'puHGepry,
uneHTuduIpoBasn ee kak telos (enp. — C.JI.) coBpeMeH-
HOTO MCKYCCTBa. [eiiCTBUTENbHO, 3Ta TEHOEHLUSI B COBpe-
MEHHOM MCKYCCTBe OKa3ajlaCh HACTOJIbKO BJIACTHONM, YTO el
OblIa IIPMCBOEHa 3TUMKeTKa «MopmepHM3M», Kak OyATO OHa
M penpe3eHTMPOBAJIA TO, UTO [e1aJ0 COBPEMEHHOE WMCKYC-
CTBO COBPEMEHHBIM.

Ho, koHeuHo, MopepHM3M [0 CYILIECTBY Jeja nogpasyme-
BaJl npaBay 06 aBToHOMM3Me. OTiepaTMBHOE TO0KeHWe MO-
IepHu3Ma COCTOUT B TOM, YTO pa3jiMuHble (POpMbI UCKYCCTBA,
TaKue KaK >XUBOIIUCh, UMEIOT OTINYUTENbHYIO IPUPOLY, KOTO-
pyI0 cilefyeT UcciiefoBaTh U30JIMPOBAHHO OT TAKUX 1ielell, Kak
penmurno3Has MpefaHHOCTb, KOTOPBIM OHM MOIYT Ka3aTbCs
crykaumu. To ectb MomepHM3M CUMTaeT camo coboii pasy-
MEWIIUMCS, UYTO UCKYCCTBO I UCKYCCTBA SIBJISIETCSI YeM-TO
OTAENbHBIM OT OPYTUX Pa3HOBUIHOCTEN LIEHHOCTEN U, Clieto-
BaTeJbHO, MOXEeT OBbITh MCCIEIOBAHO HAa €ro COOCTBEHHBIX
ya10BUSIX. VICKYCCTBO OIS MCKYCCTBA CTAHOBUTCSI MCKYCCTBOM
pany caMOCO3HaHMS UCKycCcTBA. TakoBa, TaK CKa3aTb MUCCUS
MICKYCCTBA, 4, BEPOSITHO, HET HEOOXOAMMOCTU N00aBISATh, YTO
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OHa He MO3BOJISIET UCKYCCTBAM JIM3aiiHa y4yacTBOBATb B MOMUC-
Ke, KOTOPBIN OIpenesisieT MCTOPUIO UCKYCCTBA B COBPEMEHHbIN
repuoz, 1o UPOHUM CYAbOBI TOT CaMbIii ITepUOI, KOraa UCKYC-
CTBa IM3aifHa MMPOLBETAIOT, HA TOM OCHOBAHMM, UTO UCKYCCTBA
Iun3aiiHa mpecienyloT YyTUINTAapHbIe Lenu, Lean, Mo Mpouc-
XOXKIEeHUI0, OTpe/ie/ieHHble KOHKPeTHbIMM (QYHKIMSIMM pac-
cMaTpuBaeMbIX apTe(aKkTOB.

WckyccTBa Ou3aiiHa 2emepoHUMHO TIO CaMOi CBOel Mpu-
pone. Y HUX eCTb 11e/ib, 0OBIYHO YTMIMTAPHAsI, KOTOPYIO OHU
IOJDKHBI MPeC/ieloBaTh Pa3aIMYHbIMK crioco6amu. Takum 06-
pasoM, OHM He SIBJISIIOTCSI MOAEPHUCTCKUM MCKYCCTBOM, KO-
TOpoe [Jis1 HeKOTOPBIX OTCYTCTBME aBTOHOMHOCTM paccMar-
pMBaeMbIX OOBEKTOB OBLIO AOCTaTOYHBIM OCHOBaHMEM [JIsI
VUCK/IIOYEHUS MX U3 KaTeropMy COBPEMEHHOrO WMCKYCCTBa
M CEPbE3HOT0 PACCMOTPEHMST MOJLEPHUCTCKOM KPUTUKOIA.

W3nuiiHe roBOpuUThb, YTO CYIIECTBYeT MHOKECTBO BO3pa-
KeHUIA TIPOTUB TOHSTUSI aBTOHOMMM MCKyccTBa. C TOUYKM
3peHust punocodun, B TOi cTerneHu, B KOTOPOi 060CHOBaAHMS
XY[,0’)KeCTBEHHOV aBTOHOMMM ONMPAIOTCS Ha HEYTO BPOJE 3C-
TETUUYECKOTO OIpeaeneHns UCKYCCTBA, Uaess aBTOHOMUM MC-
KyCcCTBAa IPEACTAaBJSIeTCSI COMHMUTeNbHONM. CoBeplIeHHO
HEeBepHO, YTO Ha MPOTssKeHMe Oosblieii yacTu CBOei MUCTO-
pUM OCHOBHOI LielbI0 CO3JaHMSI TPOM3BEIEHMI MCKYCCTBA
Obly1a MHUILMALIMS 3CTETUUECKOTO OIbITa, OIIpeessieMoro Kak
OTIBIT, IIEHHBIV pagu camoro cebsi. Ha mpoTsokeHne 6osblieit
YacTu MCTOpUM TIPOU3BENEHMSI MCKYCCTBa CO34ABalUCh [JISt
Pas/IMYHBIX KYJbTYPHBIX LieJIeli, TaKUX Kak pUTyaJibHbIe U pe-
JUTMO3HBbIe. MHOXECTBO TNPOMU3BENEHMIT XPUCTUAHCKOTO WUC-
KyCCTBa ObUIM CO3[IaHbI, YTOOBI CIIOCOOCTBOBATh YKPEIUIEHUIO
peNUrno3Hoil Bepbl. Takoe MCKYCCTBO He BBITTOJHWIO ObI CBO-
eil OCHOBHOJ Muccuu, eciy 6bI BMECTO TOTO, UTOOBI BBI3bI-
BaTh 6JIarOTOBEIfHBIN TpereT B OTHOIIeHUM Bennuus ['ocroga
" pegaHHoOCT EMy, OHO CcITOCOGCTBOBAJIO ObI OMBITY, LIEHHO-
My KaK caMO 3CTeTuMuecKkoe mepexuBaHue. IIpenmnonoxkenue,
YTO pPEIUTHO3HbIE MOTMBBI, CTOSIIME 32 TaKMMM paboTamu,
ObLIM TMPOCTO TpenJjioroM [Jsi MHUIMALUKU ICTETUYECKOTO
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OTIBITA, BEPOSITHO, BO3MYTMJ/IO ObI GOJBIIMHCTBO XYIOKHUKOB,
CO3JaBIIMX 3T paboThl, Kak KOIIyHCTBeHHOe. CXOIHbIe
000CHOBaHMSI MOXXHO MCIOAb30BaTh JJISI aHAAM3a IPYTUX CHU-
Tyaluii, TAaKUX, KaK MOAJEPXKKA CyBePEHHOr0 CTaTyca KOPOJs
VIV CIIPaBEIJIMBOCTY PEBOTIOLINMN. !

McKyccTBO, Kak KaxkeTcsi 000CHOBAHHBIM TPEJITONIOKUTD,
BO3HMKJIO M3-3a €ro aJanTMBHOTO IMOTEHIMala, TaKOro Kak
CONEICTBME TPYNIIOBOM CIJIOYEHHOCTU. [IpyrmMu CioBamu,
aBTOHOMHOE MCKYCCTBO ObIJIO ObI 3BOMIOIMOHHO HEOObBSICHU-
MbIM.

HanbHejile 3MIMPUUECKMe BO3pakeHUs] MOTYT ObITb
HMBEJIVPOBAaHbI TOHSITHEM aBTOHOMUM XyOOXHMKA. OgHAKO
B HACTOSIIMIT MOMEHT I AyMalo, YTO ObLJIO ObI CIIpaBeIMBO
MPEeIIONOXUTb, UYTO 3TO COOOpaskeHMe OTCTYIaeT. PacTymimii
dbunocodckuit MHTEpeC K MOBCEIHEBHOM 3CTETMKE OTpPaKaeT
CTpeMJIeHVe MHOTUX COBpeMeHHBIX (PpraocodoB TMKBUIMPO-
BaThb pasjuuue MexXAy U3SIIHbBIMU MCKYCCTBAMMU U APYTUMMU,
0COOEHHO TeMM, KOTOpble paHee OBLIM VCKITIOUEHbI U3 Guio-
cocKOro BHMMaHUS M3-3a UX CBSI3U C YTUIUTAPHBIMU TIPU-
MeHEeHUSIMU, PacXOASIIMMUCS C Tpe60BaHUSIMM aBTOHOMMU3MA
U UX TIOHVDKEHMeE B CTaTyce 0 peMecell.

Ho ecnu u B ¢pumocoduyt BO3HUKIIO COIPOTUBIIEHNE aBTO-
HOMM3MY, B CAMOM apT-MMpe COMPOTUBJIEHME aBTOHOMMU3MY
3peJsio Topasmo MmoJiblile, IO KpaliHeli Mepe, C Hayajaa OBaAla-
TOro Beka. Takoe CONMPOTHUBIEHME apT-MMpa JeKIapalysim aB-
TOHOMMM UCKyCCTBa G1iocodCKU MHTEpPeCHO, TOMUMO 3TOTO,
10 KpaiiHeil Mepe, 110 IBYM IIPUUMHAM.

[lepBas 3aKk/a0UaeTCs B TOM, OHO CTYXKUT OTBETOM Ha OFHY
Pa3sHOBUAHOCTb BO3pa’keHMil, KOTOpble aBTOHOMMUCT MOSKET
MOMBITATHCSI MTPOTUBOIIOCTABUTD TE€M MUCTOPUUECKUM, SMITU-
pUUYeCKMM [OBOJAM IPOTUB aBTOHOMM3Ma MCKYCCTBA, KOTO-

! ABTOp OTCBUIAET K OMMCAHHOMY MM BBIIIE CJIyYalo IIepBOrO YIIOMMHAHMS
BBIPAKEHUS «MCKYCCTBO MJISI MCKYCCTBA», TaK WIM MHaAUye CBSI3aHHOTO C CO-
6bITHsIMY DpaHIy3CcKOii peBomonyy KoHia VIII Beka.
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pBIi TOJIBKO YTO ObLIM MPUBENEHbI. ITO BO3paskeHMe 3BYUUT
TaK: BO3MOXXHO, B IPOIIJIOM MPOM3BeIeHMsI MCKYCCTBA CO3a-
BJINCh C MEepBOOYEpPEeSHbIM HaMepeHMeM IOCTMKEeHUS pa3-
JIMYHBIX BHEIIHUX KYJAbTYPHBIX LieJieli, HO B COBPEMEeHHbII I1e-
pMOJ, UCKYCCTBO, Ha3blBaemMoe TaK B CTPOrOM CMBbICJIE (JIOBA,
CO3JaeTcss C HaMepeHueM MHULIMMPOBATb SCTEeTUYeCKUt
OIIBIT. IHBIMM CJIOBaMM, COBpEMEHHOe MCKYCCTBO — Hallle UC-
KyCCTBO — aBTOHOMHO, [aXXe eC/IM MpeJCOBPEMEHHOE U Ilie-
MeHHO€ MCKYCCTBO TakKMM He 6bU10. OZHAKO, KakK s IMOKaXY,
aBaHrapJHOe MCKYCCTBO Pa3HbIX BMUOB OMPOBEPraeT 3TO BO3-
paskeHue.

Bropast mpuunHa Ajisi TOro, YTOObI Cepbe3HO OTHOCUTBCS
K COTNPOTMBJIEHMIO aBaHTapja, apT-Mupa aBTOHOMMU3MY, 3a-
KJII0YaeTCsl B TOM, UTO 60siee IPUCTaAbHbIN B3IV, HA HEKOTO-
pble MMyTU Pa3BUTUS ITOTO COMPOTUBIIEHUS MOXKET OKa3aThbCs
TUIOAOTBOPHBIM [IJIS TOTO, YTOOBI MPEATIONOKUTh, Kak (Guiio-
co(bl MOTYT HaUaTh OTHOCUTCS K MCKYCCTBaM Ay3aiiHa.

XOTS B TeueHMe MHOTMX JIeT I1oc/ie BTopoit MMUpoBoOii BO¥i-
HbI ObUIO MOZHO AYMaTb O COBPeMeHHOM MCKYCCTBe TIOUTU UC-
K/IIOUNTEIbHO C TOYKM 3peHMsI MOLEPHMUCTCKOrO aBaHrappa
M ero NMpUBep;KeHHOCTU pedIeKCUBHOV KPUTUMKE BO3MOXKHO-
CTeit U YCJIOBMIA, 9TO HMKOI[A He ObLIO IMOJTHOM MCTOpUEi Co-
BPEMEHHOTO MCKYCCTBa. Begb MOMMMO MOJEPHMUCTCKOTO aBaH-
rapga 6ml1, o KpajiHelt Mepe, ellle OAMH aBaHTap, KOTOPbIi
13-3a OTCYTCTBUS YK€ CYIIeCTBYIOIEl 3TUKeTKM MOXKHO Ha-
3BaTh «MHTETPALMOHUCTCKMM» aBaHrapgom. Kak cienyer
13 Ha3BaHUS «MHTErPALIOHMUCT», MHTErPALMIOHUCTCKIIA aBaH-
rapg — Wi, TOYHee, MHTerpaliMOHUCTCKME aBaHTapabl —
TIpMBEeP>KeHbI SIBHOW MHTEerpanuyu MUCKycCTBa ¢ Apyrumu cde-
pamu KyJbTypbl. DTU aBaHTapAbl 10 CBOEN MPUPOAE TreTepo-
HMMHBI, @ He aBTOHOMHBI. [10 cyliecTBy fena, OHM aHTU-aBTO-
HOMHBI.

HecMoTpst Ha TO, UTO MbI CKJIOHHBI OTOXAECTBJISITh COBpe-
MEHHOe MCKYCCTBO C aBaHrapAOM M TOBOPUTb O HEM Kak
0 eIMHOM, Ha CaMOM [ieJie, Kak $ y)ke CKasaJl, eCTb 110 KpaiiHei
Mepe [Ba aBaHrapfa — MOJEPHUCTCKUIA U MHTETrpaliOHUCT-
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CKUIA, Ile MOAEPHUCTCKAs TeHOEHIMS pacCMaTpUBaeT UCKYC-
CTBO KakK OTHe/IbHOE OT KM3HU B HMIMPOKOM CMbIC/Ie, TOTa Kak
MHTEerpaloOHUCTCKAs CTPEMUTCS TPeoaoieTh pPa3pblB MEXIY
MCKYCCTBOM MU 3KM3HbIO. bojee Toro, caM MHTerpaiMOHUCT-
CKMI TTOAXO0M MMeeT KaK MUHUMMYM JIB€ BEpPCUU C TOUKU 3pe-
HMSI HaIpaB/IeHMs, TI0 KOTOPOMY OHM TIPUOIMKAIOTCS K Tpa-
HHIle MeXAy MCKYCCTBOM M XM3HbI0. OmHa U3 Bepcuii, ecin
MOXKHO TaK BbIPa3UThCSl, HAUMHAET aTaKy rpaHUIIbl CO CTOPO-
Hbl XKM3HU, UYTOOBI CIJIAJAUTh pas3auMuue MeXIYy MCKYCCTBOM
M Xu3Hbi0. HasoBem 3Tux aBaHrapauctoB JleBemiepami.!
CBSITBIM ITOKPOBUTEJIEM JieBeJlIepoB 6buT JIKOH Keiimsk, KOTo-
PBIii B CBOEM COUMHEHUM «4’33» cTpeMuics pa3o6paTh pasin-
Yyye MeXIy My3bIKOJ M MOBCeAHEBHbIM IIIyMOM. Penyimerinbl
Mapcens [lloiiaHa Takke SBJSIOTCS BaKHbIM BKIaaoM B Jle-
Bejiepckoe KPbUIO MHTErpalMOHUCTCKOTO aBaHrapaa. ['oBops
MeTadbopuUecKy, JeBejiepbl IbITAIOTCS €XeIHEeBHO Iepece-
KaTb TPaHMUIY MEXIY MCKYCCTBOM M >KM3HbIO, TIOKA TpaHMIIa
MeXIy HUMM He Ucue3HeT.

[TpuMephl 3TOro MpOeKTa MOKHO Takke HalTU B XOpeo-
rpadum Teatpa TaHua [’KaJcoHa B Hayvaje MIECTUAECSTHIX
B Hbio-lopke. Hampumep, B ¢mibme CruBa IlakcToHa
«Satisfyin’ Lover» 11ecTHa/ilIaTh YeJIOBEK, HEKOTOPbIE U3 KOTO-
pbIX ObUTM OOGYYEHHBIMM TaHIIOpAMM, a HEKOTOpble — HeT,
HEKOTOpbIe ObLIM CTapbIMM, HEKOTOPbIE — MOJIOJbIMM, HEKO-
TOpble — MEXAYy HMMM, a TaK)Ke OHM ObLIM pas3IMYHbI IO pa-
caM M IOy, XOIST B3aj-BIlepe[ II0 ClieHe B IIOBCeIHEBHOI
maHepe. B myxe /I>koHa Kelimka, 11eib 30€Cb COCTOUT B TOM,
YTOOBI 3aCTABUTD 3PUTENISI C 0COOBIM BHMMAaHMEM K OOBIYHOMY

LABTOp OueBMIHBIM 0Opa3’OM OTCHUIAET HAC K [ABVIKEHMIO JIEBEJIEPOB
(levellers — ypaBHUTENM) — paguUKaIbHOE IOJUTUYECKOE TeUEHME BpeEMEH
Aurnuiickoyi pepomouuyu cepeavbpl XVII. JleBemepsl BbICTYyHaIM peIIy-
TeJbHBIMM MMPOTMBHUKAMM KOPOJIEBCKON BJIACTM apUCTOKpaTUu, TpeboBaIu
CO3aHMST PeCcITyOoauKy, 3alIMUIIAIM UIEI0 PAaBEeHCTBA BCEX MYKUMH B U36M-
paTebHbIX MTpaBaxX ¥ HEIIPMKOCHOBEHHOCTDb YaCTHON cobcTBeHHOCTH. (TTpu-
MeuaHue nepeBoguuka.- C./1.)
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IBVDKEHMIO, TIOJOOHOEe TOMY, KOTOPO€e MbI Obl YAEISIN TPajau-
LMOHHOMY TaHI|€BaJbHOMY IIpeJCTaBA€HNIO, TEM CAMbIM CTU-
pasi OpMEeHTMpOIIOJarawllee Kepapxuyeckoe pasjindyeHue
MesKy OOBIYHOI XOmbObI OT TaHIIA.

CxomHpIM 06Opa3oM B mocTaHOBKe VBoHH PaitHep «We
Shall Run» nBeHanlaTh YYaCTHUMKOB B Te€UeHME CEMU MUHYT
CHOBa Gerayu Tpycioii rmox «PekBuem» bepniosa, CHOBa BTOp-
rasicb B cepy TeaTpasbHOIO TaHLa U3 chepbl TOBCEJHEBHOTO
IBVDKEHMSI IS TOTO, YTOOBI AVICTMHKIIVS MeKAY HUMM MCIIa-
pUiIach.

Bo3mokHO, Hambosiee OOMIMPHBIM IIPMMEPOM 3TOI TEH-
JeHLUVM K CTUPAHUIO IPaHUL] SIBJSETCS MeXAyHapOogHOe IOBU-
skeHne Fluxus, rme cospmaHue COHIABMYA MOXKET CTaTh COnep-
kaHMeM TpencraBienusi. O6pa3HoO roBopsi, 1eb JleBeraepos
COCTOUT B TOM, YTOOBI TIOBCEHEBHOE IOIIOTUIO MICKYCCTBO.

B KauecTBe ajbTepHATUBbI €CTh T€ MHTEIPALIMOHUCTBI, KO-
TOPBbIX MbI MOIJIM Obl Ha3BaTh TpaHcpopmepamu'. TpaHchop-
Mepbl 6POCAIOT BbI30B I'PAHMIIE MEKAY MCKYCCTBOM U KU3HbIO,
CTPeMSICb TMPUBHECTU MCKYCCTBO B MOBCEIHEBHOCTb — UTO
O3HauvaeT pacliypeHyue MPOHMKHOBEHUS MCKYCCTBA B ITOBCe-
IHEBHYIO XM3Hb, Yepe3 MoAMOUKALNIO ITOBCeIHEBHBIX 00bEK-
TOB ¥ TIPOLIECCOB TAaKMM 0Opa30M, YTOOBI OHU ITPEOIOIEBAIU
TPaHUIY MEXKIY MCKYCCTBOM U KM3HBIO, YTOOBI IMPEBPATUTH
oIpeJie/ieHHbIe TUITbI TOBCEJHEBHBIX TPEIMETOB U MPOLIeCCOB
B IPOM3BeAEeHMS UCKYCCTBA. 3[€Ch S UMEIO B BULY TaKue IBU-
>)KeHMs, Kak bayxayc U poCCMIICKUIT KOHCTPYKTUBU3M. B TO
BpeMs, Kak JleBesiepckoe KpbIJIO MHTETPALMOHUCTCKOTO
aBaHrapja IbITaeTcsl BKIOYUTh BCIO cepy MCKYCCTBa 1eu-

L ABTOop ucmnonb3yer TepmuH Transformatists, Mbl TO3BOMMIN cebe cre-
JaTh ero Oosee 6aro3BYYHBIM [JISI PYCCKOTO SI3bIKA, aHAJIOTMYHBIM
M0 CTPYKType HaMMeHOBAaHMIO IPYTOro aHaIM3UpyeMOro aBTOPOM Teue-
HMSI ¥ COOTBETCTBYIOLETO peaausiM MCKYCCTBA COBPeMEHHBbIX Meaua (aHu-
MalMOHHAs cepusi C OOHOMMEeHHbIM Ha3BaHueM). ([IpuMedaHue mepeBOf-
yuka. — CJL).
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KOM B KaTeropuio roBceHeBHOCTH, TpaHchopmepcroe KpbLIo
MHTETrPaIMOHUCTCKOTO aBaHrapaa CTPEMUTCST OTAENINTD ¢par-
MEHTbI TTOBCeIHEBHOV KM3HU U MIPEeBPATUTh UX B UCKYCCTBO.

Tpanchopmepbl 0COOEHHO XapaKTePHBI MIJISI COIPOTUBIIE-
HISI aBTOHOMM3MY, TaK Kak MHOTMe 13 BUJIOB 00BHEKTOB, KOTO-
pble OHM CTPeMSITCS TPaHCHOPMUPOBATDb, HOCST YTUIUTAPHbIA
XapakTep, IIpM 3TOM MMesl BeCKue MpeTeH3UM Ha CTaTyC MUC-
KyccTBa. UTOOBI MOATBEPAUTD 3TO, TIO3BOIbTE MHE Telephb 06-
PaTUTBHCS K 0OCYKIEHNIO KOHCTPYKTUBMU3MA.

CemeHa pyCCKOTO KOHCTPYKTMBM3Ma ObLIM TTOCESHBI ele
o Hauaja [lepBoit MMPOBOJi BOMHBI, HO OHM Haubosee MOJIHO
paciBeau B CaMblii paHHUI MePUOI COBETCKOTO pekyuMa I10-
CJle peBOJIIOLIMY U TPaskAAHCKO BOViHbI. KOHCTPYKTUBUCTCKOE
MBIIIJIEHVE OBIJI0O COBMECTUMBIM C MapKCUCTCKUM MbIIIIEHN -
eM BO MHOTruX usmepeHusix. [IpucrnocabamBas B3risig Mapkca
Ha Guiocoduio, OHU YTBEPXKAAIN, YTO «XYHOKHUKM T0-pas-
HOMY MPOCTO M300paxkanu MUp, HO UX 3afada — M3MEHUTb
ero».! YToGbl OCYIIECTBUTh 3Ty IIPOrpaMMy, OHUM OTBEPIIU
pasnuyye MeXAy MPUKIAAHBIM M YMCTBIM MCKycCTBOM. OHM
He TOJbKO CHUMAaJIM TUIAKaThl M GUJIbMBI, CTyKallye IMOIbIT-
KaM COBETCKOI'O ToCyJapcTBa Impeobpa3oBaTh poOCCUiicKoe 06-
mecTBo. OHM Takke MPUMEHSUIM CBOE MCKYCCTBO K pasjiny-
HbIM acIlekKTaM ITOBCeJHEBHOJ KM3HM, BKIIOUAsl AeKopaluu
VMHTEePbepOB, OJEKAY U laske TOCYay.

Vx B3rIsio Ha MCKYCCTBO, KaK M B3IVISIAbI OOJBIIMHCTBA
MAapKCUCTOB, ObUT IBHO @aHTU-aBTOHOMMUCTCKMUM. OHU CUUTAIN
MCKYCCTBO BCTPOEHHBIM B COIMAJIbHYIO KM3Hb, HO HE TyMaJlu
0 HEM KaK O ITPOCTO OTpakalollleM COIMATbHYI0 PeaJbHOCTD,

! OpuHHAALATHIN, TIOCTEAYIOMUI U Pe3YAbTUPYIONINI T U3 M3BECTHBIX Te-
3ucoB K. Mapkca o Teopetuueckux B3rsigax JI. @eitepbaxa, OTIMYaBIINIA,
KaK TPeIIoaarajoch MapKCUCTamMy, MX (GuiIocoduio OT BCSIKOM Ipyroit:
«@umocodbl JIUIIb Pa3IMYHBIM 00Pa30M 00%ICHIAU MUP, HO IEJI0 3aKIio-
yaeTcsl B TOM, uTOObI usmeHums ero.» (Mapkca, K., u durenbca, ®. Coun-
HeHus. Mzp. 2. T. 3, M., 1955. C. 1—4). (IIpumeuaHue repeBogUMKA. —
C..).
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HO TaKke KaK Ha Opyaye BO3MOXHBIX IepeMeH. OHU cUuTaIn
cebst MofepHM3aTOPaMM, TO €CThb MPeCTaBUTENIMM TOTO, YTO
ObLIO cOBpeMeHHbIM. TakuM 00pa3oM, OHM Ha3bIBaaM CeOs
YUYeHbIMM, MHKeHepaMM WM TPOMBIIIIEHHBIMM PaOOUMMMU.
OTUKeTKAa «KOHCTPYKTMBUCT» IpeAroaraia Col3 C TeXHU-
KOM, YbM MaIMHBbI ObLIM coOGpaHbl M3 uacTeil. Hampumep,
ckynbTop Haym l'a6o'roBopun:

MbI Bce Ha3bIBa/IM CeOS1 KOHCTPYKTOPAMM... BMECTO TOTO, YTOObBI BbI-
pe3aTh WM JIENIUTh CKY/IBIITYPY M3 OMHOTO KyCcKa, MbI CO3[aJN €€
B KOCMOC... TO €CTh, KOHCTPYKTUBUCTCKMUI CKYIBIITOP UMUTHUPYET

! Haym Ia66 (Naum Gabo; nacrosiiee umst Haym Bopucosuu [Heemus Bepko-
suu] Ileesnep; 1890, Bpstnck — 1977, Yorepbepu, KOHHEKTUKYT) — pOCCHit-
CKUI M aMepPUKAHCKUI XYIOXKHUK, CKYIBIITOP M apXUTEKTOP, TEOPETUK UC-
KYCCTBA, OAVH U3 JIMJ€POB MUPOBOTO XYIOXKeCTBEHHOTo aBaHrapaa. [IpuHa -
JieXKasl K KOHCTPYKTUBU3MY, CTaJI OGHMUM U3 MMOHEPOB KMHETUYECKOTO UCKYC-
ctBa. [IOYETHBIN phIllapb-KOMaHIOp opaeHa bpuraHckoit ummepun (1973),
nouéTHbIl JoKTop KoponeBckoro konemka uckyccTs B JIoHgoHe. B 1922 rogy
smurpupoBan u3 Cosetckoii Poccun. Ilepeexan B 'epmanHuio, mpernogasasi
B Bayxayce, rge mpoxonuia B TO BpeMsl U HesiTeIbHOCTh B. KaHOMHCKOTO.
B 1927 rogy coBmecTHO c 6paTomM AHTyaHOM IleB3HEpPOM O(QOPMMI OOMH
n3 banetoB Pycckux ce3oHoB Cepres [sarmiera. B 1932 romy mnepeexain
BO ®paHuuio, rae commsmcs ¢ [lmtom Mouapuanom. C 1935 roga skmi B Benn-
KOOpUTaHMM, TTe OKa3asl CUIIbHOE BIVMSHIE Ha OPUTAHCKUI XYTOKECTBEHHbI
aBaHrap, HarpumMep, Ha Bap6apy XenBopr. [Tocie BTopoit MUpoOBOJi BOJHBI,
¢ 1946 ropa sxun v paboran B CIIA (rmomyuni B 1952 rogy rpaxkaancTso CIIIA),
KyJa B rofpl HallM3Ma repeexanay MHOTHMe JIesITel MOJIEPHUCTCKOTO UCKYC-
ctBa EBpomnbl 1 Kyzia ocie BOViHBI IepeMeCTUICS LeHTp ero pa3sutus. Haym
T'a60 okaszas 60sblI0e BAMSIHME HA Pa3BUTHME aMepPUKAHCKOTO COBPEeMEHHOTO
MCKYCCTBA, Tpernopasait B ['apBapackom yHuBepcuteTe. B 1961 rogy mocetmn
CCCP. JIuteparypa mJis1 ciipaBok: Bowlt, J. E. Russian Art of the Avant-garde:
Theory and Criticism, 1902—1934. N.Y.,1976; Hammer, M., Lodder, Chr.
Constructing Modernity: the Art & Career of Naum Gabo. New Haven, 2000;
Ies3nep, A. Hopora. ITo o6ounne. M., 1992; Jletikuro, O.JI., Maxpos, K. B., Ce-
eeproxuH /1. 5. XyooskHUKM PYCCKOTO 3apybeskbsi: Buorpadbmyeckuit cioBapb.
CII6., 2000. (Tlpumeuanue nepeogunka. — C.J0.).
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(hopMy MPOMBIIIIIEHHOTO TIPOV3BOJICTBA, T.€. OH / OHA «Pa3bIrPhIBA-
eT» MOIITYYHYI0 CO0PKY MPOAYKTa, BCTPAMBast €ro B MPOCTPAHCTBO

B IIPOTUBOIIOIOXKHOCTb TPAAUIVIOHHOMY CKYJIBITTOPY, KOTOPBIii pe-
SKeT yyKe CYLeCTBYIOIMIA, eIMHbII KYCOK KaMHS U/ JIepeBOo, KOTO-
POE Y3Ke 3aHMMaeT CBOe COOCTBEHHOE ITPOCTPAHCTBO.

JeiicTBUTENbHO, 6OMbIIAST YaCTh UX MCKYCCTBA ObLIa pas-
paboTaHa Tak, YTOObI HATIOMHUTb BHEIIHUI BUJ, MalIMH WK
apredaKTOB, MOMOOHBIX >KeJe3HOMOPOXHbIE MOCTaM, KOTO-
pble GbUIM CAeTaHbl U3 MPOMBIIIJIEHHO M3TOTOBJIEHHBIX AeTa-
neit. IMapannenbHo ¢ GyTypucTamu, OHM IIpegHa3HAYaIM CBOe
MCKYCCTBO JJIs1 TOTO, UTOOBI OTIIPa3gHOBATh HACTYyIIEHME CO-
BpeMEeHHO} XM3HM, He TOJIbKO YTOObI IIpe[BeliaTh ee,
HO U YCKOpUTb ee peanmsanyuio. OHM MCIIOIb30BaIM COBpe-
MEeHHble MPOMBILIJIEHHbIE MaTepuaibl, TakuMe KaK CTajb
M CTeKJIO, B KauecTBe 3MOJIeMbl 3apOsKAAIONIErocsl TeXHOJO-
IMYecKoro Gyaylero, KOTopoe OHM He TOJIbKO IMPUBETCTBOBA-
JiK, HO U B KOTOpPOE, KaK OHM Bepuju, BHOCWIM CBOJ BKJIAJ,.
Bopuc ApBaToB!, Hanpumep, YTBEPKAAI, 4TO

...KOHCTPYKTUBU3M, COMVIKAIOMINIT XYIOKHIKA M VHKeHepa, SIBJIsIeT-
Cs1 OMHUM U3 Haubosee XapaKTePHbIX MPOSIBJIEHUIT ICTOPUYECKOTO
rpoiiecca, KOTOPbIii IeJIaeT UHTE/UTUTEHIMIO MPSIMbIM JINJIEPOM 06-
IIeCcTBa 1, B YaCTHOCTH, MEHSIET ee Ha MacCOBOe MpeBpalleHye

B TEXHOJIOTMYECKYIO MHTE/UIMTeHIMIO . COBETCKIME XYIOKHUKY Be-
PWIN MK, TIO KpaiiHell Mepe, HaJlesICh, YTO ,,KOHCTPYKTUBHO-
TBOpUYECKMEe PAGOTBI... TPAHCHOPMUPYIOT CAMO JIULIO HALIEH KIU3-
HM... B MX MTOMCKaX HOBBIX GOpM J1J1s1 HOBOTO 06pa3a KU3HM.

Mopgenupys ce6si Kak yUeHOTO U MHKeHepa, KOHCTpyKTH-
BUCT (OpMUPOBAJI CaMOOLIEHKY B SIBHOM ITPOTMBOpPEUUN

! Bopuc Apsamoe (1896 — 1940) — COBETCKUIT MCKYyCCTBOBEM, XyIOKe-
CTBEHHBIVI KPUTUK, OOVH U3 OCHOBATeNel, UIe0JOrOB M aKTMBHBIX y4yacT-
HMKOB JleBoro ¢poHTa Muckyccts (JIE®), paspaboTaBIiimnii TEOPUIO «ITPOU3-
BOLCTBEHHOro uckyccrBar. CMm.: Apgamos, b. VIcKyccTBO M mPOU3BOACTBO.
C6opHuK crateit. M.: V-A-C-Press, 2018. (IIpumeuaHue repeBoguMKa. —

CJL.).
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¢ pomaHTMyeckoil. Kak yrBepkman Oinb JIMCULIKMIA', KOH-
CTPYKTMBM3M MPEACTaB/IsII COO0ii «OTKa3 OT MCKYCCTBAa KakK
MPOCTO 3MOIMOHAJIBHOTO, MHIAWBUIYAJIbHOTO, POMaHTUYe-
CKM-M30IMPOBAHHOIO 3aHATHS». BMeCTO TOro 4rtobbl CTpa-
oatb Ha 6GoremHOM uepmake, Ocumnm Bpuk mnpwusBan: «Wau
Ha (abpuKy, 3TO eOMHCTBEHHAs 3ajauda sl XyJO0KHUKOB».
Tam, B yotoBusix ¢abpuku, Anekceit Tomopkos’mpemiaras

96 (Jlazaps Mapxosuu (Mopdyxosuu)) Jlucuyxuii (1890—1941) — opuu
Y3 BBIOAIOLIMXCS IIpefCTaBUTeNeil pPOCCUIICKOTO (COBETCKOr0) M MUPOBOTO
asaHrapga. B 1921 ropy yexan B EBpory [ HalnaXkXMBaHUS CBSI3el C MeCT-
HBIMM AesiTeNsIMU KyabTypbl. Haxonsice B EBpore mo 1925 roa, oH mporna-
raHAMpOBaJ TaM MJIeV COBETCKOro KOHCTpYKTuBM3Ma. Ero kumra «Russland.
Die Rekonstruktion Der Architektur in Der Sowjetunion», ony6iaKkoBaHHas
B Bene B 1930 roxgy u nepeBefjeHHasi Ha MHOTMe SI3bIKM MUpa (32 UCKITIoUe-
HMEM PYCCKOTO) ObLJIa JIMTEIbHOE UyTh I HE eIVHCTBEHHBIM UCTOUHUKOM
MHGOpMaIMM O KOHCTPYKTMBU3ME, AOCTYITHBIM 3aIafHbIM MCCIeI0oBaTe-
JIIM, TIO3TOMY b JIMCULIKMIT SIBJIIETCS BaKHOM M 4aCTO YIOMMHAeMO¥
TepcoHanyeil B UCCIefOBaHUAX O COBETCKOM aBaHrapze. (I[lpumeuaHue mne-
peBonunka. — C./.).

2 Anexkceti Koncmanmunosuu Tonopkos (1882 —1934 roma) — poccuMitCcKumit
M COBETCKMIT (UI0ocod, TEOPETUK MCKYCCTBA, KYJIbTYPOJIOT UM KPUTUK. TTIpo-
e AJUTENbHBIN U Ype3BbIYaliHO M3BUIMCTBIV ITyTh MUPOBO33PEHUECKUX
M KU3HEHHBIX MeTaMop(]o3, 4acTbi0 KOTOPBIX ObLIa TEOPUSI KOHCTPYKTU-
BusMa. OKOHuUMJI MCTOpUKO-duionornyeckuit daxynbreT MOCKOBCKOTO
yHuBepcuteTa B 1906 romy u 6bLT OCTaBaeH NMpU YHUBEPCUTETE IJIS TIPU-
TOTOBJIEHMSI K TTPO(eccopckoMy 3BaHMIO, UTO GbLJIO OUEHb BBICOKOI OIEH-
KOV ero crocobHocTeit. B rogpl yuebnl 3a coumHeHue «BiaustHue JleitbHm-
1a, B ocobeHHOCTM ero ,Nouveaux essais“, Ha Teopuio rmosHaHus Kanra»
(1905) 6bLT HarpaxkmeH 30/I0TO Memasbio. [ToMyUMB IO BbIXOME M3 YHU-
BepCUTeTa AUIUIOM C BBICIIEH CTENeHbI0 ObLI OTIIPaBIEH Ha CEMECTPOBYIO
CcTakMpoBKY B leiinmenvbepr. Bo3spatuBumich u3 epmanum B MOCKBY OH
BCTYIIAaeT B OOILIEHME C apTUCTUUYEeCKUMU U humocodckuM rpymmamu, Toe
IOMMUHUPOBAIM MOAEPHUCTCKME HACTPOEHMUS. DTU TPYMIIbl CKIaIbIBAIUCh
OKOJI0O 3HAaKOBOTO KHMTOM3[aTelIbCTBAa TOTO BpeMeHM «MycareT» M MHTeN-
JIEKTyaJIbHBIX XypHasoB «Jloroc», «Tpyael u guu». B YHUBepcurere mnof
pykoBoAcTBOM Tpodeccopa JI.M.JlomaTuHa, MPUCTYIIII K TIOATOTOBKE
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cnenymwoiee: «/laBaiTe elle pa3 B3IVIIHEM Ha HOBBIN 3CTeTU-
yeCcKuii 00beKT — MalIMHYy IVIa3aMM TEXHUYEeCKOro CIierya-
nucra, npodeccuonana, ausaiiHepa. Ilorpobyem orpenennTb
3CTeTUUYeCKYI0 (GOpMY B CBSI3M C TEXHOJIOTUYECKON (HOpMOit».
Tem He MeHee, HacTaMBasi Ha CBSI3M MeXOY 3CTETUUECKOI
dbopmoit u TexHomorueii, TOIMIOPKOB He MPU3BIBAT XYOOKHN-
KOB OpOCUTh CBOE COOCTBEHHOE 3aHSTHME U CTaTh M300peTaTe-

IyiccepTaluy, OGHAKO M3-3a KOH(IMKTA ¢ TOCIeHUM, BO3HUKIIEM B CBSI-
31 ¢ pedepaToM M3BECTHOTO B GymyuieM (uiocoda U.A.VnbuHa 10 TTOBO-
oy dunocopuy duxTe B OJHOM U3 KPYKKOB, GbUT BBIHYKIEH ObUI OCTa-
BUTb YHUBEPCUTET. B uTore mo peBomonuy TOMOpKOB m3nan B roabl Ilep-
BOJi MMPOBOJi BOJMHBI, KOIJa ObUIM CUJIbHBI aHTUIePMaHCKME HCTPOEHMUS
BCEro OHY KHUTY «Vmes CIaBSIHCKOro Bo3pokaeHusi» (M., 1915). Uctopus
€ro B rofibl PEeBOIOIMM U TPAXKIAHCKOI BOMHBI HE JOKYMEHTMpOBaHa. 3a-
TeM CTaJ IMyGIMKOBajCs B KypHaiax. Bmecte ¢ mostom C. EceHuH, ¢ Ko-
TOPBIM OGHAPYKMJI B 3TO BPEMSI HEKOTOPYIO GJM30CTh TO3UMIA, OMY6BINKO-
BaJICI B IIepBOM HOMepe >XypHaia «[ocTMHMIA [l ITyTelleCTBYIOIINX
B mpekpacHoM» (1922). Bo BTOpOoM HOMepe >XypHaja IOA ICEBLOHVMMOM
«IOrypra» Gbla MoMeIeHa ero ctaths «[1033us u auTeparypa» Takke To-
MOPKOB IevaTaacsl B APYTMX KypHanax nof ncesgoHnMamm A.T., 3BeHu-
roponues, 3mues, HemoB, Oduc, I0rypra, Ophis. B 1924 Bmecte ¢ Ecenu-
HBbIM aKTMBHO y4acTBOBaJ B co3maHuu O6miectBa «CoBpeMeHHast Poccusi».
3aTeM ero MHTepechl M 3aHSITUSI PE3KO MEHSIIOTCSI: OH CTAHOBUTCS PYKO-
BOIUTENEM «IMaJEKTUUECKUM KPYKKOM» MpyU BoeHHOI akamemuy mitaba
PKKA, nybnukyeT mnociefoBaTeNbHO paboTbl «MeTon BOEHHBIX 3HAHUI»
(1927), «dneMeHThI AuaneKTU4ecKoi Joruku» (1927,1928), «TexHuueckuit
OBIT ¥ COBpeMeHHOe MCKyccTBO» (1928, muraTa B TEKCTe OTHOCUTCS MMEH-
HO K Hell), «Kak craTh KyabTypHbIM» (1929) U menaeT HeOXUIOAHHO CTpe-
MUTeIbHYI0 aMMHUCTPATUBHYIO Kapbepy: B Hauane 1930-X OH CTaHOBUT-
cs1 pegaktopoM ¢uaocodckoro otmena M3maTenbCcTBa COIMATbHO-IKOHO-
muyeckoy naurepatypsl (Coiskrusa). B 1932 rogy BbeIlia B CBET «ITUKA»
CrnuHO3bI C €ro BCTYMUTENbHOM cTaTbeii M 31 mekabpsi TOTo ke roja OH
6bUT apecToBaH 1932. 1 deBpass cledyioliiero roga GblI BHECYIEOHO MPU-
ropopeH K 10 rogam McCHpaBMUTeNbHO-TPYNOBBIX Jarepeii. YMep B 3aKiIlo-
yeHun. PeabummutupoBaH B KoHie 1950-x romos. (IIpyMeuaHue mepeBoOf-
ynka. — CJL).
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nsmu. CKopee, OH MPU3bIBAeT K 00beIVMHEHNIO TBOPYECKOTO
MU, KaK Mbl ObI CKa3a/iy, XyI0KECTBEHHOTO U YTUJIMTAPHOTO
MMPOBO33peHMsI, KaK ObLIO MOKa3aHo TaTIMHBIM B MOAEIN
g [TamaTauka Tpetbemy MHTepHaLIMOHATY.

[To o61IeMy MpM3HAHMIO, KOHCTPYKTUBUCTDI HE TTPUOIN3U-
JIUCh K OCYILECTBJIEHUIO UX YTONMUECKUX Lieneit. M HuKorga
He OKa3bIBAJIM MOJIHYIO MOAAEPKKY, KOTOPYI0 OHM XOTEJIN I0-
JIVUUTh OT MpPaBUTENbCTBA, U K 1929 romy ux ocymwia Ipo-
dunbHast oprauusanyss BOITPA — Bcepoccuiickuii cow3 mpo-
JIeTapCKUX apXUTEKTOpoB. TeM He MeHee, HEKOTOpPbIE U3 UX
MOTIBITOK OOBEAVHUTD MCKYCCTBO C MPAKTUYECKUMU UIU YTU-
JUTApHBIMM 3aJlauaMi 3aCIYy>KMBAOT paccMOTpeHus: hpuiioco-
dboM, KOTOPBIii 6bIT OCBOGOKAEH OT aBTOHOMM3Ma M KOTOPBbI
3aMHTepecoBaH B TOM, Kak JAyMaTb 00 MCKYCCTBaX, BbIXOMS-
VX 33 paMKM U3SUIHOTO UCKYCCTBA, B TPAAULIMOHHOM MTOHU-
MaHUM, O TAaKMX, KaK MCKYCCTBA AM3aiiHa.

KoHeuHo, 60mbliias 4acTb paboT KOHCTPYKTUBUCTOB OblIa
He MpPaKTU4YeCKON, a CMMBOJMYECKONM, ITpeaHa3HAuYeHHOI IJIs
TOTO, YTOOBI LIEHUTh COBPEMEHHOCTh C TTOMOIIbI0 TAKUX 00b-
eKTOB, KaK KOHCTPYKIus Anmekcanapa Pomuenko! 1921 roga —
abCcTpakTHasl, Heperpe3eHTaTMBHAsl, OBaJibHasg ceTyaTas
CTPYKTYypa, MOXOXasl Ha IayTHUHY, Ybsl JeTajbHas OpraHu3sa-
1Ml HAllOMyYHaaa 06BEKT, ITpou3BeeHHbI (habpukoii, a 06-
pasoBbIBABLIME €e aJIOMMHMEBbIE IUIACTUMHbI, MpeaIoaraim
MIPOMBIIJIEHHbIE MaTepUabl.

OnHaKo ecTb TaK’Ke MHOTO MpUMeYaTeNbHbIX CTyyaeB, KO-
Ia KOHCTPYKTUBUCTBI MBbITAMUCh COUYETATh MCKYCCTBO M Mpak-
TUYECKOe.

B 1923 rogy BapBapa CrenanoBa u JIro60Bb IlonmoBa 66111

1 CM. 00 umesix u mesTebHOCTY AjlekcaHapa PoqueHKo KaK OfHOM U3 KIIIo-
YyeBbIX (PUTYp COBETCKOTO aBaHTapAa M POOCCUIICKOTO KOHCTPYKTMBM3Ma
B 1emom: Poduenxo, A. OmbIThl mist Gymymiero. M., 1996; Jlaspermuoes,
A. H. Pakypcol Poguenko. M., 1992; Jlaspenmoes, A. H. Anekcaunp PogueH-
KO. M., 2011. (Ilpumeuanne nepesonumka. — C./.).
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npuriaiieHs! IlepBoii rocymapcTBeHHONM (habpuKOii TEeKCTUIIb-
HOJ TeyaTu [Jisi M3TOTOBJE€HUSI PUCYHKOB Ha TKaHM, B TOM
yuciae Ha omexmy. ITo cnoBam CremaHOBON, OHM OOPOIUCH
«MIPOTUB HATYPaJIUCTUUYECKOTO 3aMbIC/a B MOJb3y reOMeTpu-
3anuu GopmMbl». BMecTo TOro utobbl CO3maBaTh JeKOPATUB-
Hble y30pbl, HarloMMHalole o6pa3bl CEeNbCKO MeCTHOCTU
U3 Py4YbEB U LIBETOB, OHU CO3[aBajiy reOMeTpUIECKMEe yY30Pbl
C OCTPBIMM KpasiMu, TOBTOPSIS MpSIMble JIMHUM PasIUIHONM
CTeleHy TOMIIVHbBI, IpepbiBaeMble IONyLIapUsIMU, CaMUMU
dbopmamMu — 1o accoumauuy — HAlOMMHAs O MaTeMaTuue-
CKOJl CTPOTOCTU U, CJIefOBATe/NbHO, COBPEMEHHOCTU. TOYHO
TaK e OM3aiiH omexnabl PogueHKO [ MPOMBILLJIEHHOTO pa-
6otHuka 1922 roma mpencraBisieT co60i mapy KOMOMHE30-
HOB, HapMCOBAaHHBIX I10 CTPOrOMY MpaBUy C KBagpaTHbBIMU
KapMaHaMy U T0JI0CaMY YePHBIX aKIeHTOB, KOTOpbIe O0JIbIe
MOXOXM Ha KBaJpaTHbIi KOMOMHE30H, UeM Ha OAEeXIYy TH-
nmyHoro pabouero 1920-x rogos. ViIkoHorpadust 6ymyiiero u,
0 KpaiiHeit Mmepe, 06pa3 HayKu MPU3BaHbl, pa3yMeeTcsl, CIIo-
COOGCTBOBATh IOSIBJIEHUI0 HOBOT'O, COBPEMEHHOTO uYesoBeKa,
B TO BpeMs KaK TOTOBHOCTb POJuUeHKO B3STbCS 3a TaKylo
MPAaKTUYEeCKYI0 3a4a4y CUTHAIU3UPYET O NIPUHSITUM aHTU-aB-
TOHOMHOJ KOHUENUMUM XYAOKHMKA, UTO B OOJblIel cTereHu
COOTBETCTBYET HACTPOEHUIO IPEICOBPEMEHHOIO XYAO0KHUKA,
KOTOpBI ObUT TaK >Xe TOTOB CO3HAaTh OOeBbIe MOCIIEXM, YeM
COBPEMEHHOMY XYAOKHUKY U CKYJIBIITOPY C MUX Ipearosarae-
MO MPUBEP)KEHHOCThI0 HEYTWIMTAPHOMY U aXKe aHTU-YTU-
JIUTAaPHOMY UCKYCCTBY.

Eciu nonbiTka PomueHKo coenaTh OM3aiH Ofeskabl 6oiee
MOXOXKa Ha MpUKpervieHne QyTypucTuyeckux ¢iaros win Ha-
KJleeK Ha Ofexny 0e3 HernocpefCcTBEeHHOTO BAMSHUS Ha UX
dyukuum, To Mmomenb Pomuenko 1925 roga ajist pabouero Kiy-
6a mparMaTUYHO OObEeIMHSIET reoMeTpudeckue o6pasbl TeX-
HOJIOTMYECKO COBPEMEHHOCTYM ¢ MHOTOYMCIIEHHBIMU LIEJISIMU,
KOTOPbIE JOJIKEH ObLT BBIIIOJHSITH pabounii Kiyo6.

Eciu nmonbiTka PomueHKo coenaTh OM3aiH Ofeskabl 6oiee
MOXOXKa Ha MpuKpervieHne QyTypucTuyeckux ¢iaros win Ha-
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KJIeeK Ha ofexnay 6e3 HermocpeiCTBEHHOTO BJIMSIHUSI Ha UX
dbyHkIMM, TO Mogenb Pomuenko 1925 roma ajist pabouero Kiy-
6a rmparMaTUMYHO OObeIMHSIET TreoMeTpudeckue obpasbl TeX-
HOJIOTMYECKOJ COBPEMEHHOCTY C MHOTOUMC/IEHHBIMY IIEJISIMUA,
KOTOPbIE MOJIKEH ObLT BHIMOTHATH pabounii Kiyo6.

Kak omuceiBaer Kpucrmua Jlogmep! B Kuure «VICKycCTBO
B SKU3Hb»2:

KomrioHeHThI Au3aitHa PoqueHKo 6bUTM TTpeIHa3HAYEHBI 1JIST YI0-
BJIETBOPEHMS BCEX ACTIEKTOB KAYOHOI SKM3HU M BKJIIOUAJIU B Ce6sT
CTYJIbsI, CTOJIBI JJIS1 UT€HMSI, IIKa(bI JIJIST BLICTABOK KHUT ¥ SKYPHAJIOB,
MeCTO JIJII XpPaHeHUs TeKyIIeli TUTepaTypbl, BUTPUHBI AJ1S T1aKa-
TOB, KapT ¥ Ta3eT U yroiok JIeHnHa.

Bonee Toro, PogueHKO ymOBJETBOPSIT 3TU MOTPEOHOCTH,

! Kpucmuna Jloddep (Christina Lodder) — moueTHbii ripodeccop IlIKkosnbr mc-
KyccTB YHUBepcuTeTa rpadersa KeHT (Benko6puTaHmst), BeOyIiuii crierma-
JIUCT PO POCCUIICKOMY MOMAEPHMU3MY BOOOIIE U POCCUICKOMY KOHCTPYKTMU-
BU3MYy B YacTHOCTM 3a npegpenamu Poccun. Main Publications: Lodder, Ch.
Russian Constructivism. (1983); OcHoBHble y6nukanmn: Hammer, M., Lodder,
Ch. Gabo on Gabo: Texts and Interviews. (2000); Hammer, M., Lodder, Ch.
Constructing Modernity: The Art and Career of Naum Gabo. (2000); Lodder,
Ch. Exporting the Revolution in Art Education: The Moscow Vkhutemas and
the German Bauhaus // Burini, S. ed. Translations and Dialogues: The
Reception of Russian Art Abroad. P. 115—128. (2019); Lodder, Chr. Russian
Futurist Art // Berghaus, G. ed. Handbook of International Futurism. P. 798—
823. (2019); Lodder, Ch. From the Plane into Space: Kazimir Malevich’s
Suprematist Architecture // Filevska, T. ed. Kazimir Malevich: Kyivskii
Aspekt. P. 231—253. (2019).; Lodder, Chr. Conflicting Approaches
to Creativity? Suprematism and Constructivism // Lodder, C. ed. Celebrating
Suprematism: New Approaches to the Art of Kazimir Malevich. P. 259—288.
(2008). (Ilpumeuanue nepesogunka. — C.21.).

2 Lodder, Ch. The Sources and ideals of Constructivism in Soviet
Architecture // Art into life: Russian Constructivism, 1914—1932 /
Introduction by Richard Andrews and Milena Kalinovska Seattle: Henry Art
Gallery, University of Washington; New York: Rizzoli, 1990.
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co31aBasi TeHMaIbHbIE YCTPOICTBA, KOTOPbIE€ MOIJIV ObI BbITION-
HSTb MHOXeCTBO (PYHKLMI, TaKMe Kak YCTPOICTBO, KOTOPOe
«ybupanaoch B KOPOOKY, HO TPy HEOOXOAMMOCTH PaCKIagbIBa-
JI0Ch, 00pa3syst KNHOIKPaH, TPUOYHY AJIS TTOTUTUYECKUX U 06-
pa3oBaTe/NbHbIX OPAaTOPOB, CKaAMENKy M NeMOHCTPALMOHHYIO
nocKy». TOUHO Tak ke caMblii OOJBILION MpeaMeT B KOMHATe,
CTOJI [IJIS1 YTeHMSI, MOXKHO MCIO0JIb30BaTh Mo-pasHomy. Kaxkmast
CTOPOHA CToJIa OblIa CHAOKeHA YCTPOCTBAMM, TaK YTO UX ObI-
JIO OITYCKATh MY HAKJIOHSITh ISl yO0OCTBA UTEHMS MU TOAHM -
MaTh MOJiSI CEepBUPOBKM ONIO[ WMaM mpuemMa mnuimyu. MHorue
MpeAMeThl B KOMHATe MOKHO OBIJIO ITPUCIIOCOOUTH K pasyinu-
HBIM LIeJISIM, KaK, HallpuMep, CTY/IbsI 32 pab0YMM CTOJIOM, ObLITU
MOABWKHBIMM, YTO IIO3BOJISUIO IlepeHacTpauBaTb KOMHATy
1o Mepe HeobxogumocTu. Takum 06pa3oM, KOMHATa MCTOYaIa
aypy paiuoHaibHOCTH, 3OPEeKTUBHOCTU U aJallTUBHOCTH, KO-
TOpas BpIpaXkasia MparMaTuyeCckuii MEHTAJIUTET, COOTBETCTBY-
IOV Maeany MpakKTUYeCcKoro COBpeMeHHOro paboTHuka. Ca-
Ma ero auBepcuduIMpyems MoJe3HOCTb SIB/ISIETCS IPUMepPOM
TOr0 BUAA COBPEMEHHOCTU, K KOTOPOMY CTPEMWJIUCH KOH-
CTPYKTUBUCTBHI.

ToyHO TaK ke KOHCTPYKTMBMCTBI M300penu pasinuHbie
MHOTOI1le/ieBble KOHBEPTUpPYeMble KMOCKM, TaKue KaK Ipora-
raHIMCTCKas MOACTaBKa, 9KpaH U TPOMKOroBoputesnb ['ycrtaBa
Kiyuyca, Ha KOTOPBIX TaK)Ke MOXKHO ObUIO YBUAETh KHUTH,
OpOIIIOPBI U TUTAKATHI, & TAKKE TMHAMMK, MOTHSTHIN YCTPOI-
CTBOM, KOTOPO€ CTaBWIO €ro Iepes KMHOIKPAHOM. DTU KUOC-
KM He TOJIbKO JEMOHCTPMUPOBAIM CaMbleé COBPEMEHHBIE KOM-
MYHMKALUVMOHHbIE MeXaHM3Mbl, TaKMe KaK KMHO, HO U, KakK
IIBEMLIAPCKUIA apMeCcKMii HOX, yIaKOBbIBaIM pasHOoOpa3s-
HbIe PeCypChl [JIs1 TIOTUTUYECKMUX COOOIEHNHT B KOMITAKTHYIO,
MOABVSKHYIO efyuHuIly. Takum o6pa3om, Crocob ux BOILIOIIe-
HUSI BBIpaKaJl TEXHOJIIOTMUYECKM 0O0CHOBAHHYIO M0 KMOCKA,
TPaHCAUPYEMYIO0 TIOCPeCTBOM (GWIbMOB, TIOCTEPOB U YCUJIU-
BaIOLIMX JMHAMUKOB.

KOHCTPYKTUBUCTBI CTPEMUIIUCH OOBEAVHUTH MCKYCCTBO
M TI0JIe3HOCTh, T€M CaMbIM TpaHCHOPMUPYST YTUIUTAPHOE

60



IIPOM3BOJCTBO B MCKYCCTBO ¥ UTHOPUPYS CTPEMJIEHE aBTOHO-
MMCTOB pa3feUTh UX IO KaTeropusiM TakMM 06pa3oM, YTOOBI
MCKYCCTBO AM3aiiHa BBIIIO 38 PAMKY BTOPUYHOCTM.

OmHMM U3 CITOCO60B, C MTOMOIIBI0 KOTOPOT'O KOHCTPYKTUBY -
CTBHI TOAOILUIM K ITOM 1eau, 6bUIO COo3[aHue paboT, KOTOpbie
MOJITBEPSKAA/IN TT0JIE3HOCTbD, OMMPASICh HAa CBOVCTBA MaTepua-
JIOB ¥ TIOApa)kask METOJaM ITPOMBINUIEHHO! TEXHOJIOTUM, TO
eCTh CO3/J]aBasi TPOM3BeIEeHNUS MCKYCCTBA U3 COBPEMEHHBIX Ma-
TepPUaIOB, TAKUX KaK CTajlb, WIX UMUTUPYS TTPOMBIIIIEHHYIO
IeTaabHy0 cO0pKY. ITo cyTH, 3T cTpateruu paboTaayu Ha OCHO-
BaHUM MOJeJIeii B COUeTaHMUM C aCCOLUMATUBHBIMY TOMOJIOTHSI -
M. To ecTb, B TIEPBYIO OUepeb, 3T PabOThI MIUTIOCTPUPOBAIA
COBpeMEHHbIE MaTePUaIbl M METOABI, SIBJISISICh X CIydasiMU UX
MIpUMeHEeHUs] — TIPUMepPaMM MPOMBIIIJIEHHbIX METa/IOB U /
WIM TIPOIECCOB IMPOMBINIIEHHOV c6opku. Ho, cosmaBast
CKY/IBIITYPBI ¥ KAPTUHBI TAKMM 00pa30M, TO €CThb B IPOTUBOIIO-
JIOSKHOCTb TIOCTOSTHHBIM TTPAKTMKAM, OHY aKTUBUPOBAJIN 1IEMhb
KOHTPACTOB C TeMaTUUeCKUM 3HaueHreM. MeTayuindeckast Uim
MOI00HAsT MeTa/UTy CKYJIBIITypa, KOHTPAaCTMpPOBaa C pe3HOoi
CKY/IBIITYPOi1, (DOTOMOHTaX KOHTPACTUPOBAJ CO CTAaHKOBO¥
KUBOIMCHIO, TIPOAYKTMBHOE MCKYCCTBO KOHTpACTMpOBaja
C MOAPAKATETbHBIM MY PENpPOAYKTUBHBIM MCKYCCTBOM, CO-
BpeMeHHbIe TEXHOJOIMM, KOHTPACTUPOBAIU C TpPaaMUIIMENL,
MOAJeP)KKa YTUIUTAPHBIX Ha3HAUeHMH, KOHTPACTMpOBasa
C Xy[IO’KeCTBEHHOI YMCTOTOI, TParMaTUYHOCTh KOHTPACTUPO-
Bajia C He3aMHTEePeCOBAHHBIM co3epiiaHueM. To eCTh, Kak TOJb-
KO KOHCTPYKTMBUCTCKUI apTedakT BOIIENT B MCTOPUIO MUCKYC-
CTBa, OH BCTYIWJI B AMAJIOT CO CBOMMMU ITpeAIeCTBEHHUKAMMU,
OTBeprast HeKOTOpPbIe U3 UX IIPAKTMK Y aCCOLMALINIA, CBSI3aHHbIX
C 9TUMM MMPAKTUKAMMU, TAKMM 00PA30M, UTO BbI3bIBAJI HAGOD ac-
coLMaINuii MM 3HAYEHU, TTPOTUBOIIONIOKHBIM OTHOCSIIMMCS
K CaMMM cebe MM BhIPasKaIoIIUX X caMy ceOsl.

CxomHbIM 06pa3oM, MPOEKTUPYS TKAHU, C TeOMETPUYECKI -
My popMaMu ISl TUIAThEB, KOHCTPYKTUBUCT He TOJNBKO MUJUTIO-
CTPUPOBAJ reomMeTpuyeckue GopMbl, HO U UCIIOIb30BA KOH-
TPaCT C MPeIbIAYIINM MUCIIONIb30BaHMEM TIPUPOAHBIX 06pPa30B,

61



TaKMUX Kak I[BEThI, HA )KEHCKOI OfiexKe, TeM CaMbIM UCIIO/Ib3YS
TOMOJIOTHMI0, KOTOPYIO 1IBEThI COCTAaBJISIET C TeOMEeTPUIYECKUMU
dbopmamMu, Kak TeXHOJOTMYECKM TpaHCHOopMUpyeMbIMMU
M CBOVCTBEHHBIMM HAyyHOMY OTHOIIeHMIO0. CiiefoBaTelbHO,
TakKuM 00pa3oM, IIPOCTOi, Ka3aa0Ch Obl, IIpUMepP reoMeTpude-
cKux Guryp MoxkeT (GYHKUMOHMPOBATh KaK TepajibauuecKuii
3HaK MM 3HAK Habopa 006sI3aTeNbCTB, TPEOYIOMIMX COIMAIb-
HbBIX M3MEHEeHMI, KOTOpbIe SIBJISIIOTCSI TparMaTUYHbBIMU U TeX-
HOJIOTMYECKM OOOCHOBAHHBIMU. B MCTOpMUECKOM KOHTEKCTE
reometrpuueckue GUrypbl SIBJASIOTCS CMMBOJIaMM, IIOCpe[-
CTBOM Dpsifia AVUCKYPCUBHBIX TOMOJIOTUIA, COI03a UCKYCCTBA C Ha-
YKOW U TIPaKTUYECKO MOb30A.

[ToCKO/IBKY CTOb MHOTO€ B KOHCTPYKTMBUCTCKOM MCKYC-
CTBe ObUIO CBSI3aHO C KOMMYHMKalIMel, ero CpeAcTBa ObLIN
YacThIO €ro coobiieHnit. B To BpeMs, Kak Takue GUIbMbI, Kak
«YeyoBek ¢ KuHoalmapatom» BeptoBa u «[eHepanbHasl -
HUsI» DVi3eHIITeliHA, OTKPBITO MTPOMAraHAMPYIOT U, TAKUM 006-
pa3oM, BBIMOTHSIOT COLMATbHYI0 (PYHKIMIO TIOAIEPKKM, Cpe-
Iy TIpouero, MHAycTpuanusaumuu Poccun, TOT GakT, YTO OHU
caMyu SBJISIIOTCS MPUMepaMy HeJaBHEr0 TeXHOJIOTrMYeCKOro
M300peTeHNs M YTO OHU UCITONb3YIOT CTUITh «MOHTaXKa» — KO-
TOPBIN MPeTeHI0Bal Ha TO, UTOObI MMUTHUPOBATD IOIIATOBYIO
TEXHUKY MPOMBIIUIEHHOTO KOHCTPYMPOBaHUS — SIBJISIETCS
MIPUMEPOM TOTO, K UeMy OHM MPU3bIBAIN, IPUMEPOM TEXHO-
JIOTMYECKOI COBPEMEHHOCTH.

To ke camoe MOKHO CKa3aTb O MHOTMX (POTOMOHTakax
M TIOCTepax, MpefHa3HAYeHHBIX OJIS1 MPOABMKEHUS pasyind-
HBIX COLMAJIbHBIX MPOEKTOB — CBOJCTBEHHas1 UM (parmeH-
TUPOBaHHAsl TUIOCKOCTb M300paxkeHMs] XapaKTepusyeT WUX
KOHCTPYKTMBHYIO IIPUPOY, UTO Ha YpOoBHe (GOPMBbI CUTHAJIM-
3upyeT 00 MX MPUBEPKEHHOCTM TMO3UTUBHBIM COLMATbHBIM
npeobpasoBaHusIM. UYTO KacaeTcs COIMAIbHOV OPUEHTUPO-
BaHHOCTHU, TO ¢GopMa CamMOro KOHCTPYKTMBUCTCKOIO ITOC/Ia-
HUSI OOBIYHO YCWJIMBAeT 3Ty TeMy, IOCKOJIbKY ee YIIOpHBbIA
aKI[eHT Ha CKOHCTPYMPOBAHHOM acliekTe apTedakTa XOpPOILIOo
BIMCHIBAETCS B IPU3BIB K COLMAIbHON PEKOHCTPYKLMUU.
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AHaJIOTMYHBIM 3TO OKa3bIBAETCS M B TAKMUX MPOEKTAX, KaK
Pa6ounit kiy6 PomueHko, rae dbyHKIMOHAIBHOCTb U dopma
BbIPA3sUTENIbHO coBmamaioT. Kiy6é mpemHasHauyeH [Jisi TOTO,
YyTOOBI CIIOCOOCTBOBATh PAa3HOOOPA3UIO MIESITEIbHOCTU COBpe-
MeHHOTO0 pabouero. Takum 06pa3oM, oHa pa3paboTaHa, YTOOBI
ObITb TMOKO, ¢ 06BEKTAMM, KOTOPbIe MOXKHO IPeoOpa30OBbI-
BaTh [JI1 Pas3/JIMUYHBIX 3aJay ¥ IepeMeliaTh, B OTIMYMeE
OT MPeJbIAYIIero MeHTpa OOUeCTBEHHOV aKTUBHOCTH, IEPK-
BU, C ee uepapxuuecku QGUKCUPOBAHHBIMU TMO3UILMSIMMA.
C 3T0i1 ToukM 3peHust Kinyd Tpyasmmxcst IBJASIeTCS He TOJIbKO
MparMaTUYHbIM, HO ¥ HeMepaTUUeCcKuM, a Takke 3DdeKTuB-
HbIM UM SKOHOMMUYHBIM, YTO CTaBUT €ro SIBHbBIM 06pasom
Ha CTOPOHY coBpeMeHHOCTH. To ecTh cama CTpyKTypa Paboue-
ro Kiyba PomueHKO BbhIpakaeT ero MAeoJIoruIo, YTo ele 6oee
yCUJIMBaeTCs 6yarofapsi ero reoMeTpuYeckoMy BUAY, B IIOHU-
MaHUM KOHCTPYKTUBUCTOB IOJUYEPKMUBAIONIEMY IPUBEPSKEH-
HOCTb PALMOHAJIBHOCTM M HAyKe, YTO Te€M CaMbIM, C OJHO¥
CTOPOHBI, TPOTUBOCTOUT POMAHTU3MY, U, C IPYTOil CTOPOHBDI,
MIPOTUBOCTOUT TAKOMY B3IVISIIy HA aBTOHOMMIO MCKYCCTBA, KO-
TOPBI OTPBIBAJI MCKYCCTBO OT HAYKM, TEXHUKM U TTOJI€3HOCTM.

ITogBoms MTOT, 1 HaYasI ¢ 00bsicHeHUSI GumocodcKoro mpe-
HeOpeskeHMs UCKYCCTBAMM Iy3aiiHa, IPUITICAB ero YKOPEeHUB-
IIeMYCSI B3IVISITy Ha aBTOHOMMIO MCKYCCTBA, KOTOPast, Kax s Io-
jarawo, Iy60KO TMpuBIeKaTenbHa /s G1UI0cohOB UCKYCCTBA
9CCEeHLIMAVMCTCKOTO TOJKA. §I MpeaIoKu/l HEKOTOPbIe UCTOPU-
yeckue CooOpaskeHMs, UYTOObI MOTMBMPOBATH CKEMTUIM3M
B OTHOLIEHMM MIeM aBTOHOMM3MAa TakKuMM 06pasoM, 4TOObBI
noagepxkatb Guaocodckoe BHMMaHMeE K MCKYCCTBAM Ay3aliHa.

3aTeM s OTMETWJI BO3MOKHOE BO3paskeHye MPOTUB MOETo
HEeTPUSITUS TIPUHIMIIA aBTOHOMM3Ma, OCHOBAHHOTO Ha MCTO-
PUM MUCKYCCTBA Ha IMPOTSDKEHME BEKOB. DTO BKIIIOYAIO YTBEp-
KIeHue, YTO Jaske ey aBTOHOMM3M He ObIT YHUBEPCATbHOM
Teopueil MCKyCcCTBA, OH ObLI TOYHONM XapaKTepUCTUKON ce-
PBE3HOTO MCKYCCTBA HAIIEro BpeMeH!, TO eCTb COBPEMEHHOTO
MCKYCCTBA, TOHMMAaeMOTO B TepMMHAX TaK Ha3bIBA€MOTO MO-
JIePHMUCTCKOTO aBaHrapaa.
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SI mopBepr majnee 3TO COMHEHUIO, OTMeTUB, UTO Mogep-
HM3M He [laeT HaM IIOJIHOTO IIpeCTaB/JIeHus O COBPEMEHHOM
MCKYCCTBE, IMOCKOJIbKY OBLI, IT0 KpaifHell Mepe, elle OOVH BbI-
IAIOLIMIACS aBaHraph, KOTOPOTO s Ha3Bajd VHTerpanuoHUCT-
CKMM, Yy KOTOPOIO eCTb ABa BapuaHTa: JleBesiepsl, BakHe-
MM [IPUMepOM KOTOpbIX siByisieTcs Fluxus, u Tpancopmeps,
CaMbIM M3BECTHBIM IIPUMEPOM KOTOPBIX SIBISIETCS POCCUIA-
CKUIT KOHCTPYKTUBU3M.

3areMm s 60Jiee TOAPOOHO MCCAEOOBA CIYUYail POCCUIICKOTO
KOHCTPYKTMBM3Ma IO TPEM MPUYMHAM

1. OH sgBiseTCsT MPUMEPOM HECOOTBETCTBUS K 00IIemMy
TOHSTUIO XYy[IOKEeCTBEHHOM aBTOHOMMMU. Ero mnputsasaHue
Ha Xy[JOXEeCTBEHHBIN CTATyC MOATBEPKIAETCS HE TOJBKO €ro
00LIMM TIpM3HAHMEM MCTOPUKAMM MCKYCCTBA, HO TaKXKe €ro
OTHOIIIEHMEM K 3BOJIOIMY VCTOPUM MCKYCCTBA M €r0 0COObIM
MCIIOTb30BaHMEM CMMBOJIMYECKUX CITOCOO0B 3K3eMIuMduKa-
LIMM, TOMOJIOTMYECKOI accouManuyu U BbIpakeHUs. YUUTbIBAS
9TO, KakeTcsl, YTO OpemMsl TOKa3bIBaHMSI 0OGPaTHOTO BO3Jara-
€TCsl Ha JII0OOro aBTOHOMMCTA, KOTOPBI XOTeNl Obl OTPUIIATD
33 KOHCTPYKTUMBU3MOM CTaTyC UCKYCCTBA.

2. JTO TaKXKe SB/SETCS MPUMEPOM OIIPOBEPKEHUS TOTO
Y3KOTO YTBEPXKAEHMUSI, UTO COBpEeMEHHO€e MCKYCCTBO — Halle
MCKYCCTBO, MCKYCCTBO HAIlleTO BpeMeHU — SIBJISIETCSI aBTOHOM-
HBIM IO MPUYMHAM, yKe ykazaHHbIM B (1). Takum obpasom,
CIy4yan COMPOTUBIEHMUS POCCUICKOTO KOHCTPYKTUMBU3MA aBTO-
HOMM3MY, Cpeay Ipoyero, naet Gpuiocody MCKyccTBa OCHOBA-
HMe JJIs1 paCIIMPEHMsI eT0 OCHOBAHMIA, UTOOBI BKIIOUUTH B HUX
MCKYCCTBA Au3aiiHa, UCKYCCTBA C YTWIUTAPHOWM WU MHCTPY-
MEHTaJIbHOM QYHKIIMEN.

Ho 310 TONBKO Havano.
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JALE N. ERZEN?

POLITICS AND THE ARTS AS THEATRE

All the world’s a stage,

And all the men and women merely players;
They have their exits and their entrances;
And one man in his time plays many parts...

William Shakespeare
(As You Like it)

Abstract

Art and politics have been related in opposing ways. It is only with
the setting free of social and interpretative norms, with the
emergence of quasi-democratic conditions, and with Romanticism
that the possibility of individual subjectivity emerged creating social
participation through dissent, triggering ideals of freedom and
progress, rendering art and cultural expressions critical of the status

! Professor Dr. Adile Jale Necdet Erzen was born in Ankara, Turkey. She
graduated from the Painting Department at Los Angeles Art Center College
of Design in 1974. In 1980 she completed her doctoral degree in the
Faculty of Architecture at Istanbul Technical University in 1980. Since
1973 she has been a faculty member at Middle East Technical University.
In 1986 Prof. Erzen worked as a visiting scholar with a Fulbright
scholarship in the US. She published a lot of writings on aesthetics both
in special editions and in many national and international journals. Since
1973, Prof. Erzen has exhibited her paintings in Turkey and the US. Her
works can be seen in many public and private collections in Turkey and
abroad. She received an order of chivalry from the French Ministry
of Culture in 1990 and the Best Critic Award in the Istanbul Art Fair
in 2000. Prof Erzen was Vice-president and since 2016 to 2019 President
of the International Association for Aesthetics (IAA), long-time President
of the Turkish Association of Aesthetics.
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quo, of authority and of normative codes. All other forms

of authority and police, which also include religion, have been
political in using culture as promotion for the status quo.

In this paper I will try to expose the theatrical quality

of contemporary art, claiming that theatre since its very conception
in antiquity has had an emancipating and communal aspect and
that, as claimed by Jacques Ranciere, the politics of aesthetics
depends on the juxtaposition of the active and the passive, on
distancing and on initiating action. I will then try to show with
examples from theatre, from contemporary and modern art, and
from the urban quotidian and urban spectacle how the theatrical
aspect is what creates the ultimately political.

Keywords
Theatre, contemporary art, politics, dissent, tragedies.

Because according to Ranciere, the essence of politics is
dissent, art is political as it employs the conflict of many
sensorial regimes. No art is perceived by a singular sensory
mode; however in some media like theatre, architecture or
dance, and especially in the contemporary media, happenings
and performances, all the sensory capacities are at play.
Ranciere defines this as the corporeal logic where the public
and the private, the visible and the invisible are in constant
juxtaposition, stipulating the active participation and free
interpretation. For Ranciere, if aesthetic experience touches
upon the political it is because it defines itself as the
experience of dissent. Of course, Ranciere’s concepts are at
first almost alarming because all along art has been thought
of as harmony and assent.

Let me give a quote to clarify this idea:

The problem does not concern the moral or political validity of the
message that is transmitted by the representative order. It consists
before anything else in the corporeal order (message) in the ordering
of singular spaces and temporalities which define ways of being
together or separated, across, in the middle, inside of or outside,
near or distant.
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What (art) opposes to the doubtful lessons of the morality

of representation is simply art without representation, art which
does not separate the scene of the artistic performance from that
of collective life.!

Due to its new inner dynamics art became overtly political
starting with Modernity. Modern art, rather than being
contemplative and geared to interiorizing the content has
become paradigmatically dependent on engagement. This has
meant that the perceptual content is constantly in movement
and that interpretation and reception of art is a dynamic and
fluent activity. In fact, it is activity. The observer of modern
art and especially today of contemporary art enters the
perceptual field through an active involvement, an ongoing
interpretation and his/her response is an open questioning
and active participation in the unfolding of meaning. In fact
Ranciere claims that this active involvement is also due to the
paradoxical state of observing an artwork.

He claims that both the passive and the active are at play
and that the passive (or contemplative aspect) creates the free
gaze. Therefore for Ranciere gazing at a landscape or at any
work even in a museum gives the chance to the spectator for
immersing his/herself in a free space and free interpretation;
this is an emancipatory gaze. Thus Ranciere also validates
Kant’s idea of the uninterested contemplative gaze.

With the evolution of participatory artistic media, whether
through directly taking part as active audience or active
agents as in happenings and performances, a Ilot
of contemporary art is becoming more theatrical, and theatre
per se is gaining increasing importance whether it is staged or
assumes that character through active participation,
engagement or interpretation. Apparently drama means
action... theatre is the place, according to Ranciere where an

! Ranciere, Jacques. Le spectateur émancipé. Paris; La Fabrique, 2008. P.61.
Translated by the author.
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action is carried to its fulfillment by bodies in movement
in front of spectators (living bodies that are mobilized).

The theatrical quality that is attributed to today’s art and
to the everyday, has made it possible to see many political
events and manifestations as artistic, or aesthetic. Here
aesthetic would mean a definite transformation of one’s
sensibilities vis-a-vis events and situations that are normally
mundane. One beautiful example is Allan Sekula’s video
of photographs of a public demonstration in the United States.

Some of the earliest well-known examples go back
to antiquity, to Greek tragedies, although evidently in all
historic cultures the performed spectacle and rituals were
important social and political predispositions. Euripides’
tragedies are open criticisms of deities. For one of his
tragedies Euripides was asked by the state to change the
story that was too offensive for the protective deity of the
city where the tragedy was going to be performed. One
of the most recent executions of an archaic Greek Tragedy,
The Suppliants by Aeschylus, was put on stage in Syracuse,
Sicily on June, 2015 by Moni Ovadia. What is extremely
important is that Ovadia brought into light a universal
situation that has existed since time immemorial, that
of immigrants and how they are received. In the Greek play
of Aeschylus the playwright shows that ancient Greece was
proud to show that people asking for asylum were always
welcome in a Greek city. Ovadia invited all the immigrants
in Syracuse waiting for asylum on the island to watch his
play.

One could also cite many examples of vernacular theatre
not only from Turkish villages but from all cultures, a kind
of political, satirical street play. Village open air theatrical
performances were executed in almost all of Anatolia, and
they often put into action satires about the authorities,
besides dances and song performances to elevate the morale
of villagers. Humans’ capacity to learn language has to do with
the great aesthetic enjoyment and ability for mimesis and
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imitation; hence theatrical performance is an essential form
of social communication.

Theatre can also be conceived in sculptural, painterly or
architectural ways. The Baroque city was ordered almost as
a theatrical stage where people watched each other. The
Baroque church, both with its architectural and visual
decoration and its religious services was organized to display
to the pious the power and glory of the church in theatrical
fashion. The Neo-classic buildings of late eighteenth and
nineteenth centuries, with their facades copying antique
Greek temples evoked mythical rituals performed for Dionysus
or Apollo. Edouard Autant, who was a stage director was
concerned with the Theatre of Space, as he named it: «the
festival of seeing others and of being seen.» He and his wife
performed dance theatres with the audience in Paris in 1937,
making the theatrical aspect of architecture implicit.

I see architecture literally as a body in movement, as we
see it from different perspectives and venues of the city, just
like actors on a stage. The movement of the body gives space
a theatrical quality. Movement in architectural space activates
a communication of the body with the different elements
of space, such as the boundaries, the gravitational pull of the
floor, rising towards the sky, the ceiling, the light and shade.
Architecture as body not only creates the stage for action and
for coming together of people, but it also creates the setting
to view the world, to understand the freedom or limitations
created by its envelope. Therefore architecture is the stage
prepared for politics; Architecture’s complicity with
authoritarian hierarchies makes it society’s authorized
superego.

Foucault conceived «of architecture as operative in the
transformation of individuals», and asked whether it is possible
not to conceive of an architecture that would not inspire good
behavior, or would not produce madness or criminality?!

In this context it is interesting to remember Andre
Breton’s words from the Surrealist Manifesto:
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And if one attacks architecture, whose monumental productions are
at present the real masters of the world, grouping servile multitudes
in their shadows, imposing admiration and astonishment, order and
constraint, one is, as it were, attacking man.

Bataille’s claim brings to mind the other face of political
art and architecture; the Kitsch and the Reactionary. This may
be exemplified by an example from my city, Ankara, of an
environmental lighting, executed by the right wing
municipality, on the highway to the airport. During the first
months of this intervention I took the bus from the airport
to the city with some German friends. When my friends saw
the Disneyland kind of lighting, they became indignant and
began to make fun of the installation. At the same time
I noticed that in front of the bus there was an elderly man,
apparently just arrived from his village; he seemed to be
in rapture, lost in admiration. No doubt that in his village even
a light bulb was a scarcity.

Spectacles and images of right wing politics that are so
much the critical content of contemporary political art, bring
to consciousness several paradoxes. Whether they are
to arouse our indignation or push us to active dissent, they
always in some way make us feel as accomplices. As Bataille
has said «the desire to see ends up winning over disgust or
fear.»?

! Foucault, Michel. Surveiller et Punir: Naissance de la Prison. Paris
Gallimard, 1975.

2 Bataille, George. Architecture // Oeuvres Completes. Paris, Gallimard, 1971
—1988.P. 171—172.
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IDKEMN H. 3P3EH!

NOJIMTUKA M UCKYCCTBO KAK TEATP

Ilepeeod c anznuiickozo Eezenus Joopoea?

Becb mup — Teartp.

B HEM KeHIIMHBI, My>KUMHbBI — BCE€ aKTEPLI.
YV HUX CBOM €CTb BBIXOZbI, YXOIBI,

U xaxxaplii He OLHY UrpaeT poib.

Bunwssam Illekcnup
(«Kak BaM 3TO ITIOHPaBUTCS»>)

' TIpodeccop na-p Aduns Dwetin Hekdem Sp3ex pommnach B Ankape, Typ-
uusi. B 1974 romy oHa 3aKOHUWIA OTHAe/NeHMe XuBomucu apt-ueHTpa Kom-
nenka nusaiiHa B Jloc-Augkenece, CIIA. B 1980 romy oHa 3amuTuiaa guc-
CepTraluio Ha JMOKTOPCKYI0 CTermeHb Ha (akynbreTe apXuTeKTypbl CTam-
6y/7IbCKOTO TexHUUecKoro yHuBepcurera. C 1973 roma oHa sIBiseTCs Ipe-
nogasaTtesneM CpegHeBOCTOYHOIO TEXHMYECKOro yHUBepcuteTa. B 1986 ro-
oy mpocdeccop dp3eH paboTana MpUITAIIEHHbIM MCCIefoBaTeneM CO CTHU-
neHaueii ®ynbpaiita B CIIA. OHa omy6iMKoBaja GONBIIOE YMUCIO PABGOT
M0 3CTeTUKEe KaK B OTHENbHBIX U3AAHUAX, TAK ¥ BO MHOTUX HALIMOHAIbHBIX
¥ MeXKIyHapOOHBIX kypHanax. C 1973 roga mpodeccop Dp3eH BbICTABISET
cBou kaptuhbl B Typuuu u CIIIA. Ee paboThl MOXXHO YBUIETh BO MHOIMX
TOCYJIJapCTBEHHBIX M YACTHBIX KOJIEKIMSIX B Typumu u 3a pyoeskom. OHa
HarpaskgeHa opaeHoM MuHuctepcTBa KynbTypbl @panHuum B 1990 ronmy
M Harpajly 3a Jiydilee KpuTuueckoe ocpenieHue CTamOyIbCKOM Xymoske-
cTBeHHOI sspmapku B 2000 romy. ITpodeccop Sp3eH SIBsIaCh BULIE-TIPE3U-
geHtoM, a ¢ 2016 nmo 2019 rogpr — npe3uaeHTOM MexayHapOIHON acco-
uyauuu scretuku (IAA), a Takke MHOTOJETHUM Ipe3uaeHTOM Typelkoi
accoluanum 3CTeTUKN.

2 Feeenuli /[Jobpoé — OTBETCTBEHHbII cekpeTapb pepakuyy AU.

3 Mepesop, T. JI. enkuHoit-Kynepuuk. ([lpumevanue nepesogunka. — E./I.)
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A6cmpakm

VCKyCCTBO U MOMUTHKA BCEra ObUIU 110 Pa3HbIe CTOPOHBI GappUKaL.
TonbKO B TeX CTy4asiX, KOTZa CyIleCcTBYeT yCTAHOBKA Ha CBOGOIY

OT COIMAIbHBIX HOPM ¥ HOPM MHTEPIIPETATUBHBIX (OTYCKAIOIMX
pPa3HOYTEHMST), KOT/Ia BOSHUKAIOT KBA3Y-IeMOKPATUUECKME YCITIOBUSI
¥ KOTZIa BO3SMOKHOCTb MHIAMBUIYATbHOI Cy6hEKTMBHOCTM ITOPOsKIA-
eT POMaHTM3M, VCIIONb3YIOMINI COLMATBHOE yYacTHe IMOCPeICTBOM
IMCCUIEHTCKUX U€aJI0B-TPUITEPOB — CBOBOBI U TIpOrpecca, —
TOJIBKO TOT/Ia MICKYCCTBY ¥ KyJIbTYPHBIM BbIPaXKEHMSIM BO3BPAIaeTCs
KPUTUUYECKOE OTHOIIEHME K CTaTyCy-KBO, K BJIACTY U K HOPMaTUB-
HBIM KOJaM. B MpoTHBHOM cityuae Bce GOpMbI BJIACTH 1 OXPaHbI 06-
IIECTBEHHOT'O TIOPSIKA, B TOM UMCJIE PEIUTUSI, SKCILUTYaTUPYIOT KyJlb-
TYpY IMOJIUTUYECKH, KaK TIPOJIBVDKEHME CBOETO CTaTyca-KBo.

Knioueeabsle cnosa

Tean, COBpeMeHHO€ MCKYCCTBO, ITOJINTUKA, HeCOoIViacue, Tpareamn.

B HacTos1Iel cTaThbe S MOIbITalOCh PACKPBITh TEATPATIbHOE
KayeCTBO COBPEMEHHOI'0 MCKYCCTBA C TOM MO3ULIUU, UTO Te-
aTp, HAYMHAY C CAaMOIr'0 aHTUYHOTIO 3apOXKAEHMS TeaTPaIbHOI
KOHIIEIIM, 06afan OCBOOOKAAIONIMM ¥ OO0beIVHSIONIM
MOMEHTOM, M 4TO, I10 BbIpaxkeHM1o JKaka PaHcbepa, IOJIUTU-
YyeCcKue M3MepeHUs] 3CTETUKUM HeNOCPeNCTBEHHO OCHOBAHbBI
Ha COIOCTaBJIE€HUM aKTUBHOCTY U ITaCCUMBHOCTU, HA OMCTAHLI-
POBaHUM U MHUIIUMPYIOIIEM BO3IeMCTBUM. 3aTeM S TOMNbITa-
10Ch TI0Ka3aTh, MCIIOb3YS MIPUMepPbI U3 TeaTpajbHO chepbl,
13 COBPEMEHHOTO UCKYCCTBA U UCKYCCTBA MOJepHa, U3 ropoj-
CKOJ TOBCETHEBHOCTM U TOPOACKMUX I1ep(OMAaTUBHBIX ITPaK-
TUK, KaK TeaTp CO3[aeT TO, YTO B KOHEYHOM MUTOre MMeeT I10-
JIMTUYECKUI XapaKTep.

[TockonbKy, Mo cjioBaM PaHCbepa, CYIIHOCTb ITOJUTUKU
CBOAUTCS K pasHOINIaCUM, TO UCKYCCTBY CBOVCTBEHHBI I1OJIM-
TUYEeCKMEe KauyecTBa IIOCTOJIbKY, ITOCKOJIBbKY OHO BOBJIEKAaeT
B cebs KOHQIMKT MHOXECTBAa UYYBCTBEHHBIX pPEXMMOB. Hu
OOVH BUJ, UCKYCCTBA, HU OJJHO ero IpousBeaeHne He BOCIIPU-
HMMAaeTCs yepe3 eAMHCTBEHHbIN YyBCTBEHHbIN Moayc. OmHAaKO
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B HEKOTOPBIX Cpelax, KOTOpble IPEACTaBJSIOT cO60ii Takue
BUJIBI MICKYCCTBA, KaK TeaTp, apXUTEKTypa UM TaHell, 0COOeH-
HO B X COBPEMEHHBIX BapMaHTax (meppoMaHC U XIMIEeHNHT),
3a/IeMICTBYIOTCSI BCE UYBCTBEHHbBIE CIIOCOOHOCTYM YeOBeKa.
PaHcbep OmpenessieT TaKoe COCTOSTHME TePMMHOM «TejiecHast
JIOTMKa», TOe MyOaMYHOe UM JMYHOe, BUAVMOE M HeBUAMMOE
HaxXOASTCST B TOCTOSSHHOM COTIOCTaBJIEHUM IPYT C IPYTOM.
MIMeHHO 3TO COIIOCTaBjIeHMe OOyCIaBIMBaeT aKTMBHOE yua-
cTHe ¥ CBOOOAHYIO MHTeprpeTauuio. CornacHo PaHckepy, ecin
3CTETUYECKMIi OTIBIT COBMEIIAETCSI C OMBITOM ITOJIUTUYECKUM,
TO TIPOUCXOAUT ITO UCKITIOUUTEIHHO IOTOMY, UTO CaM 3CTETH-
YeCKMil OTBIT OmpeessieT ce6sl KaK MCIbITaHMe HeCcOoT/Iacus.
PasymeeTcst, KOHIeNMIUM PaHcbepa MoHavYary HaCTOPaskMBaIOT
" Jaxke 0 HEKOTOPOJ CTereHy COMBAIOT C TOJKY, Belb TPaau-
I[MOHHO MCKYCCTBO MBICJIUTCSI KaK TAPMOHMSI U COTJIacue.
[To3BOJIbTE TIPUBECTYU MJISI PA3bSICHEHUS CIETYIOUIYIO IV-

Tary:

IIpo6iema, cTaao O6bITh, COCTOUT He B MOPAJIbHO WM ITOIUTHYE-
CKOJ1 COCTOSITEIbHOCTY MOCJIAHUS, ITepejaBaeMOro IUCIIO3UTUBOM
pernpe3eHTalMu. B mepByio ouepesb OHa 3aK/II0UeHa B pa3MelieHun
TeJl, B pa3pe3aHui CUHTYISIPHBIX IIPOCTPAHCTBA U BpeMeH!, OTpesie-
JISTIOIIMX CIIOCO6BI OBITH BMECTe WM Pa3fesbHO, HAIIPOTUB UJIU T10-
cpenu, BHYTPU WY CHAPYXKM, OJIM3KO MM Ha PacCTOSTHUU. VIMEeHHO
9TO ¥ NMPOJEMOHCTPUPOBasa noinemuka Pycco. Ho oHa TyT ke 3aMbI-
KaJIa MBICJIb O JeViCTBeHHOCTY Ha CJIMIIKOM IIPOCTOJ a/JlbTepHAaTUBe.
Beqib COMHUTEIBHBIM MOPAJIbHBIM YPOKaM Pernpe3eHTaluy OHa Mo-
MPOCTY IIPOTMUBOIIOCTaBU/IA UCKYCCTBO 6€3 perpe3eHTaly, UCKYC-
CTBO, KOTOPOE He pasfensieT CleHY XyI0KeCTBeHHOTO IIpecTaBie-
HUS U CLIEHY KOJUTEKTUBHOM XKU3HM. !

bnarogapsi cBoeil HOBOIl BHYTPEHHEN AMHAMUKE UCKYC-
CTBO CTQJIO SIBHO MOJUTUYECKUM HauMHas ¢ 3moxu MopepHa.
McKyccTBO 3TOrO Iepuoga BMECTO TOTO, UTOOBI OBITh CO3€ep-

! Pancvep, JK. DmaHcuMpoBaHHblii 3putenb / Ilep. ¢ dpaun. . JKykosa
Hwskumit Hosropop: KpacHast nactouka, 2018. C. 35-36.
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LIATEeJIbHBIM ¥ OPMEHTUPOBAHHBIM Ha CO3L0aHNMEe BHYTPEHHETO
comepkaHus, CTaa0 NapagurMaTuIeCcK ONMpaTbCs HA BOBJe-
yeHye. [Ipyrumm cjoBaMy, BOCIIpMHMMaeMoe COfepKaHue
TIOCTOSIHHO HaXOLOUTCS B IBVOKEHUM, a MHTEpIIpeTalus U BOC-
MIPUSATHE VICKYCCTBA — HESITeTbHOCTh JUMHAMMYHAS U CBOOOJ -
Has. VIMeHHO pesTenbHOCTh. Co3epliaTesib MCKYCCTBA SIIOXU
MogepHa, a 0OCOGEHHO 3pUTENb MCKYCCTBA COBPEMEHHOTO
BXOAUT B 006/71aCTh BOCIPUSATUSI TIOCPEACTBOM aKTMBHOTO BO-
BJIeUeHMs], TIOCTOSIHHOM MHTepIIpeTaluun, a ero/ee 3mMoLUO-
Ha/JIbHBI OTBET €CThb He UTO MHOe, KaK OTKPBITBII BOIIPOC
U HeNoCpeINCTBEHHOEe YyJyacTMe B pacIO3HAaBaHMUM CMBICIIA.
dakTnuecku PaHcbep yTBepKIaeT, UTO MOAOOHOe aKTUBHOE
yJacTye BbI3BaHO IapaJloKCaIbHOM MPUPOIO0I «HAGTIOmeHWS»
3a NIpou3BeJleHeM UCKYCCTBA.

CornmacHO BBICKA3bIBaHMSIM PaHcbepa, 3a[eiiCTBOBaHbI
M TIaCCUBHOCTb, M aKTMBHOCTb. IlacCMBHOCTH (co3epLaTesib-
HBI/i acIleKT) cOo3[aeT CBOOOAHBIN B3I/sAA. VIMEHHO IO3TOMY
o PaHcbepa cosepliaHue Iieii3aska WIM JII0O0OTO JpPyroro
XyJ0’KeCTBEHHOTO ITIpOM3BefieHMsI, Oake B My3ee, IIpeno-
CTaBJISIeT 3PUTEN0 BO3MOXHOCTb IIOTPY>KEHUSI B er0 WIU ee
CBOOOAHOE MPOCTPAHCTBO, & 3HAYUT U BO3MOXKHOCTb HEOIIO-
CpellOBaHHO} MHTeprpeTanuu. Takoe co3eplaHue, COOTBET-
CTBEHHO, SBJSIETCS SMaHCUINMPOBAHHBIM. PaHCbep, TakuUM
o6pa3oM, moaTBepkmaeT uaer KaHTa o HesauMHTepeCOBaH-
HOCTU CO3epLIaHusI.

C pa3BuUTHEM BUAOB UCKYCCTB U UX Xy[OKECTBEHHBIX Cpef,
OCHOBAHHBIX Ha yyacTuu (6y[b TO HEIOCPECTBEHHOE yUacTue
B KayeCTBe aKTMBHOWM ayguUTOPUM WJIM AKTUBHOTO [OesTess,
YTO MbI MOXXEM HaO/I0AAaTh B repdhoMaHcax M X3MIeHNHTax),
MHOTM€e BUJbI COBPEMEHHOTO MCKYCCTBA CTAHOBSITCS BCe Gosee
TeaTpaJIbHBIMM, a TeaTp caM 10 cebe mpuobpeTaeT Bce 6ONb-
niee 3HaYeHMe He3aBUCUMO OT TOro, IPOXOOUT JU OH
Ha CLleHe, UJIM Xe CO3JaeT CBOero reposi UCKIUYUTEIbHO Ye-
pe3 HesiTelbHOE y4yacCTHe, BOBJIeUeHUe WM UHTePIIPEeTALNIO.
OueBMAHO, UTO IpaMa O3HayvaeT [eiCTBMe... a TeaTp — 3TO
MeCTO, COrnacHo PaHcbepy, rme 3TO [JeNCTBME OOBOLUTCS
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IO 3aBeplleHMus 4yepes3 [BMKeHME BOBJIEUEHHBIX B [leJiCTBUeE
SKUBBIX TeJT MCIIOJTHUTENei nepes 3pUTeISIMU.

TeaTpanbHOe KayeCTBO, MPUCYIllee COBPEMEHHOMY MCKYC-
CTBY M IIOBCEIHEBHOCTM, MPEAOCTAaBUIO BO3MOKHOCTb YBU-
IeThb MHOTMe TOJIMTHUYeCKIe COObITHS U MaHUdecTauum yepes
3CTETUYECKYIO0 U XY[A0KeCTBEHHYIO IIPU3My. DCTeTUYECKUIA ac-
TMeKT 3/1eCh 03HavaeT Olpee/eHHYI0 TpaHC(popmMaluio YyBCTB
B OTHOILIEHUM TeX COObITUIT U CUTYyaALMIi, KOTOPbIEe OOBIYHO OT-
HOCSITCSI K OOBIIEeHHOCTH. [IpeKpacHbIM MPUMEPOM SIBJISIETCSI
Bugeo Asmtana Cekynbl! mo QororpadusiM meMOHCTpaLii
B CoeguHeHHbIX llITaTax.

HekoTtopblie ke M3 caMbIX PaHHUX M3BECTHBIX MPUMEPOB
BOCXOISAT K AHTUYHOCTM, K TpeyecKMM Tpareausm, XOTs
M OYeBUIHO, UTO BO BCeX KyJIbTypax repdoMaTMBHOE 3pesu-
e ¥ PUTYaIbl UCTOPUYECKY ObUIM BasKHBIMM COCTABJISTIOLIN-
MM OOIIECTBEHHO! ¥ TOIUTUYECKON KM3HM, CBOEOOPA3HbIM
ee npenuyBcTBMeM. Tpareguy DBpUINNAA €CTb B JaHHOM KOH-
TEeKCTe He UTO MHOe, KaK OTKpbITasi KpuTuka 6oskecTB. Tak,
ONHAXIbl BAACTU MONPOCUIN IBPUNMIAA U3MEHUTH CIOKET
OJTHOJI Tparenyuu, MOCKOIbKY OH ObUI CJIMIIIKOM OCKOPOUTENb-
HbIM [1J11 60XKeCTBa, KOTOpPOe IOUYMUTAI0Ch OXpPaHUTENeM ro-
pofia, SIBASBUIMMCSI MeCTOM JeiicTBusl Tpareguu. O6paTtumcs
K HegaBHeMy npumepy — B 2015 romy B Cupakysax (Cuim-
naust) Mouy OBaaysi? moctaBusl DCXMIOBBIX «IIpOCUTEIbHULLY.
B cryyae maHHOM ITOCTAHOBKM OYEHb BasKHO OOPATUThb BHMU-
MaHue Ha TOT (akt, yTo OBaaust 06PATUIICS K OIHOI U3 Beu-
HBIX TEM — TeMe MUTPAaHTOB. B TekcTe Tpareauy dcxmia Mbl
BUAMM, 4To IpeBHsIs I'pelinsi Bcerga OXOTHO U IaXe C TOPAO-
CTBIO TIPENOCTaB/sIIAa yOekuine BceM CTpaxkmymmm. OBaaust

L Annan Cexyna (1951 — 2013) — aMepuKaHCKUI MeOya-XyooKHUK, Teope-
TUK COBPEMEHHOTO MCKyccTBa U nucarenb. (IIpyMeuaHne clieaHO XypHa-
jom. — AU).

2 Moxu Oeaduss — COBPEMEHHbBI I GOATapCKMiT TeaTpasibHblil PEXUCCED €B-
pevickoro npoucxoxnaenus. (Ilpumeuanne caenano xxypHaaom. — AU).
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MIPUTTIACAIT BCEX CUPAKY3CKMX MUTPAHTOB, OEXEHIEB U Tepe-
ceJleH1eB [IOCMOTPETh ero [OCTaHOBKY.

MO>KHO TPUBECTU MHOXKECTBO IPUMEPOB HAPOLHOTO TeaT-
pa (BO BCexX Ky/IbTypax, He TOJbKO B JepeBHsIX Typuum) —
CBOEOOpa3HOI YINYHON IIOWAAKM JJIs1 TIOMUTUUECKO caTu-
pbl. [lepeBeHCKME TeaTpasibHble TPeNCTaBIeHUs] I10[, OTKPbI-
ThIM HeOOM MPOBOAMINUCH MPAKTUYECKM MO BCeil AHATOMNM,
rZle 4aCcTO IMIOMMUMO TaHLLeBaJIbHbIX U IIECEHHBIX NelCTB yCTpa-
UBAIUCH TIOJUTUYECKUE CATUPBI, TO €CTh CaTUPbl Ha BJIACTb
UMYIIMX. DTU CATUPBI TOJKHBI ObUIM He MPOCTO pa3B/ieKaTh
HapoJ, HO ¥ MOPaJIbHO BOCIUTHIBATh. YesoBeueckast Criocoo6-
HOCTb M3y4aTb SI3bIKM CBSI3aHA C GOJBLIMM 3CTETUYECKUM Ha-
UlaKOEeHMEM U BO3MOXHOCTBIO MMMeCHCa U IOApakaHMS.
CremoBaTe/ibHO, TeaTpajbHasl MOCTAHOBKA SIBJISIETCS 3HAUU-
Mot hopMoii colMabHO KOMMYHUKAIIUMN.

TeaTp Takke MOXeT ObITb PACCMOTPEH C TOYKM 3pEHUS
CKYJIBIITYPBI, KMBOTIMCU ¥ apXUTeKTypbl. Toponm smoxu 6a-
POKKO YTIOPSIIOYMBAJICSI TIOJOOHO TeaTpajbHON ClieHe, T[e
rOpO’kaHe MOIJIM IIO-TeaTPaJbHOMY CO3epuaTh APYT [pyra.
[TpocTpaHCTBO 6aPOYHOI 1IEPKOBU, C TOYKM 3PEHUST apXUTEK-
TYPHBIX U BU3YaJbHBIX €ro COCTaB/ISILINX, & OGHOBPEMEHHO
M CAaMMUX CITY3KO, OPTaHM30BBIBAJIOCH Pajii OIHOV €MHCTBEH-
HOJ LieNM: pemnpe3eHTalUyy Oaro4ecTuBO CUJIBI M CJIaBbI
CBSITOM LIepKBU, B Oyxe TeaTpa. Heoksnaccuueckue cTpoeHUS
KoH1ia XVIII u XIX BB., ¢ ux dacagamu, KOMMPYOIUMU Xpa-
™Mbl [IpeBHeit 'peryu, mpoO6YyKIal0T BOCIIOMUHAHNUSI O MUCTH-
YeCKUX pUTyalax, MOCBILIEHHBIX [IMOHUCY MM ATIOJIJIOHY.
TeaTpasibHbINl pexkuccep Dmyap OTaH 3aHMMAJICS Meampom
npocmpaHcmea — <«Ipa3fHeCTBOM JUIe3peHUs] APYIux, CO-
3eprHamImux Tebs», KaK OH CaM €ero O0xapaKTepu3OBall.
B 1937 rogy OH M ero keHa BBICTYyINaJIM C TaHIEBAIbHbIMU
Tearpamu B [lapuske, Ha IMYHOM TAHIEBAJTbHOM OIIBITE, M-
IUIMLMPYS B HET'O TeaTPaJIbHbIN aCleKT apXUTEKTYPHI.

Sl moHMMAal M BWKY apXUTEKTypy OYKBaJIbHO KaK Tejo
B ABVOKeHUM. MbI TUIE3PUM apXUTEKTYPY C Pa3HbIX YITIOB TO-
poja 1 Touek 3peHust. Mbl CMOTpMM Ha Hee, GYyATO ObI HA aK-
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Tepa, KOUYyIIIero mno cueHe. [IBW>KeHue ero Tejaa MpuUAAET
MMPOCTPAHCTBY TeaTpaibHOE KauecTBO. [IBUKeHME B apXUTEK-
TYPHOM IIPOCTPAHCTBE aKTyaJIM3UPYeT CBS3b Tejla C pPasiny-
HBIMM 3JIEMeHTaMU IIPOCTPAaHCTBA, C TAKMMMU, HATIpUMep, Kak
rPaHULIBl 3TOTO IIPOCTPAHCTBA, IPaBUTALMOHHOE IIPUTSKEHNEe
110J1a, TIOJ’be€M K HeOY, ITOTOJIOK, CBET U T€Hb. APXUTEKTYpa Kak
TeJIO0 CO3JaeT He TOJIbKO CLEeHY OJ1s1 OeiiCTBa U MPOCTPAHCTBO
IJIS1 ayOUTOPUU, HO TaKKe CO3JaeT YCTAHOBOUHYIO IIJIOLIAJIKY,
OTKYyZa OTKPBIBAETCS BUJI HAa MUDP, OTKY[a, B CBOI Ouepenb,
Mbl YUYMMCSI TTIOHMMAaTh CBOOOMY M OTpaHUYEHMsI, CO3LaHHbIe
3TUM MUPOM B pa3BuTuu. Takum 06pa3om, apxuTeKTypa eCTb
ClLleHa, BO3BeeHHas [JIs [OJIUTUKU; COTIPSDKeHNe apXUTEKTY-
PBI C aBTOPUTAPHBIMU BEPTUKAISIMU LejlaeT U3 Hee CYIepsro,
CoLIMaabHO 0Jl06psieMoe.

®DyKO TOBOPWJI, UTO «apXUTEKTypa Terepb Mpu3BaHa ObITh
MHCTPYMEHTOM ITpeobpa3oBaHMsi MHANBUIOB». OH 3aaBasics
BOIIPOCOM, BO3MOXKHO JIM IOMBICJIUTh apPXUTEKTYPY B OTPBIBE
OT ee BO3[eiCTBYS, BJIEKYIETr0 3aKOHOIOCTYIITHOE TTIOBefeHne
MUIM Ke, HANPOTUB, ITPOU3BOASIIEro 6e3ymue U IpecTyruie-
Hyme?!

B maHHOM KOHTeKCTe MHTepecHO OyneT BCIIOMHUTH CJI0Ba
Anppe Bpertona u3 ero «MaundecTa cloppeannsmar?:

A ey Ke KTO-TO HaragaeT Ha APXUTEKTYPY, MOHYMEHTaJ/IbHbI€ TBO-
penus KOTOpOI7I CTa/IM B Hallle BpeMs MUCTMHHBIMMU X03s1€BaMU BCeit
3eMJIn, C06paB 110[1, CBO€J CEeHbIO YCIIY>K/IMBbI€ MaCChbl, BbI3bIBadd BOC-
XHUIIeHne 1 UsyMJiIeH1e, HaBsi3bIBasi 3aKOH U ITOPAOO0K, TO HEKOTO-
PbIM 06p330M 9TO U aTaka Ha uejioBeka.’

Udyko, M. HapsupaTb ¥ HakasbiBaThb. Poxmenme TiopbMbl / Ilep.
¢ dpanu. B. Haymosa. M.: Ad Marginem, 1999. C. 153.

2 B «Mauudecre croppeannsMa» JaHHOM PEIUIMKA HaligeHOo He O0buto. LnTta-
Ta npuBeneHa u3 cobpauus nmpoussenenns JKopska baras, Kak 06 3TOM yKa-
3bIBaeTCs B wienylonieii ccoiike. (Ilpumevanme nepepogumka. — E. /L)

5 Bataille, G. Architecture // (Euvres Completes. Paris: Gallimard, 1971-
1988. T.I.P. 171-172.
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YTBepkaeHue batag HartOMMHaeT HaM O IPYIUX MPOsBie-
HUSIX MTOJUTUYECKOTO UCKYCCTBA U apXUTEKTYPbl, — B IIEPBYIO
ouyepellb, 0 KUTYE M O MOJIUTUYECKON pearuuu. ITO JIeTKO
MIPOMJUIIOCTPUPOBATD IIPUMeEpaMy U3 MOEro pogHOro ropoaa
AHKapsbl, Te Ha OOHOM M3 IIIOCCe B a3pOIIOPT C MoAayu BJia-
CTejt yCTaHOBJIEHA CBETOBASI MHCTAJIIAIMS. «APT-00BHEKT» ObUT
CO3JaH MPaBbIM KPbUIOM MyHMLIMOAAUTeTa. Kak-To, B IIepBbie
MecCsIlIbl HbIHEeIIHero KOHQUIMKTA, S BMeCTe CO CBOMMM [py-
3bSIMM exajla Ha aBTobyce u3 asporiopra. Korma oHu yBuaenmu
3TU OTHM, OTHAJIEHHO HAallOMMHAaBIINMEe OCBelleHMue JuCHeI-
9Ha, OHM BO3MYTUJIMCh M HAY/IM [IOCMEUBATHCS HaJ, MHCTAJI-
nsaiueii. Toroa s 3aMeTusIa, UYTO HAIIPOTUB aBTOOYCa CTOSLT T0-
KWIOM MYKUMHA, IO-BUOMMOMY TOJBKO UTO MPUEXaBIINNA
U3 CceabCKoi MecTHOCTU. OH, Ka3aaoCh, HAXOAMUJICSI B COCTOSI-
HUM TIOIJIMHHOTO BOCXMILEHMS M He IBUTaJICI C MecTa, 6e3-
MOJIBHO CO3€epLiasi OTHU MOAUTUYECKON MHCTansuuu. bes co-
MHEeHMUSI, Taske JIaMIIOUKa Obljla MCKIIOUUTEIbHOM PelKOCThIO
[IJIS1 €70 IEpEeBHMU.

3penuia 1 06pas3bl MPaBOPAINKAIbHON MOMUTUKHA, SIBJISI-
IOIIMeCs COOepsKaTeJbHbIM 3/IEMEHTOM COBPEMEHHOTO IOJIM-
TUYECKOI'0 UCKYCCTBA, HATAJKMBAKT HA MbIC/Ib O HECKOJIBKUX
rapagokcax. Boi3biBas Hallle HerogoBaHMe, UK Ke TTOATaIKU -
Basl HAC K aKTMBHOMY HeCOIJIaCMI0, OHM OIpeneleHHbIM 00pa-
30M 3aCTaBJISIOT HAC YYBCTBOBATh CebsI COYYaCTHMKAMMU ITPO-
ucxogsuiero. OgHaxkabl baTtaii ckasaj, «B KOHEYHOM WUTOTe,
KeJlaHKe HabIofaTh Mo6EKIaeT ¥ OTBpalleHe, 1 CTpax».!

!Ibid.
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HATAJIbA CTEJTIbBMAK
LLUEVMBHEP!

HAPPATUBHOCTb B MbICJTA
N OEUCTBUN

A6cmpakm

®unocodckue mebatbl 0 HappaTMBHOCTY COCpenOTOYEHbI Ha Hap-
paTuBax, TO €CThb UCTOPUSIX, KOTOPbIE Mbl MOXKEM pPacCKa3bIiBaTh
MM He paccKkasbIBaTh O cebe, a He HA MEHTAJIbHOM IIpoIiecce,

B KOTOPOM MbI yUacTByeM, CO3[aBasi 3T HappaTuBbl. OgHaKO IpuU
CO3[IaHUM HAppPaTUBOB K/IIOUEBOe 3HAUeHMe MMeeT MPoIiecc,

a He pesynbratT. CIIOCOGHOCTb HAIIETO YMa ONpeAesiTb GopMy —
WJIU TIPOLIeCC TTOMCKa CBSI3HOCTM BO BpeMeHM 51 Ha3biBaw Happa-
TUBHOCTBIO. B 3TOIi cTaThe s1 pacCMOTPI0O KOHKPeTHbIe N0BOAbI JIyu-
ca Munka, Aptypa [1aHTO 1 APUCTOTeNs O LIeHHOCTY HappaTUBOB

U TIPOJOJDKY UX PacCykIeHNs, TOKa3biBasi, KaK OHY MOATBEePXKIAI0T
Moe ybeskmeHue, uTo HappaTuBHOCTD, 6/1aromapst KOTOPOit Mbl CO-
371aeM HappaTUBbI, HAM CBOJMCTBEHHA OT IpUpoAbl. Mcronb3oBaHue
SI3bIKA B OOCYKAEHMUNM ITOBCEIHEBHBIX MECTBUI U TTepeKMBAHMIA
MOKa3bIBaeT He06XOIMMOCTh HappaTUBHOIO IIpoliecca Kak MeH-
TaJIbHOTO KOMITOHEHTA IJI51 Hallleil yMCTBEHHOI JesTeabHOCTU. [1o-
cpencTBoM HappaTuMBHOCTYM MbI OCMBIC/ISIEM Halll SKM3HEHHBIN
OTIBIT ¥ MOKEM ObITh 3afe/iCTBOBAHbI B AJIUTEIbHBIX MPOEKTAX, 1a-
K€ eCIU 9T MPOEKThI TPEOYIOT MOCTOSIHHOTO MepecMoTpa CoIpo-
BOXAAIOIEr0 X HappaTuBa.

Knioueaosle cnosa

! Hamaness Cmensmax Illeii6nep — AcrimpanTypa [opomckoro YHMBepCH- Te-
ta Hblo-Mopxka, moxTop ¢punocodbckux Hayk, npenonaét B Cutu- Komnemxke
Hsio-Vopka, CIIIA, nsschabner@gmail.com
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HappaTuBHOCTb, HappaTHUB, HAPPATUBHbIE MbIIIIIEHNE, ATIITePIel-
Vs, YHUBECATMU, UCTOPYS, TI033Us1, APUCTOTENb, ApTyp HdaHTo, 'a-
sieH CTpOCOH, JeiicTBUE, yMCTBeHHOEe (hopMO06Gpa3oBaHume.

®dunocodckue mebaThl 0 HappaTMBHOCTM COCPEIOTOUYEHBI
Ha HappaTuBax, UCTOPUSIX KOTOPbIe Mbl MOXXEM PacCKa3bIBaTh
MM He paccKasbiBaTh O cebe, a He Ha MEHTAJIbHOM ITpoIlecce,
B KOTOPOM MbI yUacTByeM, CO3/iaBasi 3T HappaTuBbl. OgHAKO
MIpY CO3JIaHUM HAppPaTMBOB K/IOUEBOe 3HAUeHMe MMeeT Mpo-
1ecc, a He pe3y/abTaT. MOl apryMeHT 3aK/II04aeTCs B TOM, 4TO
Hallle yIoTpebeHme sI3bIKa Jaxke B 00CYKIeHUM ObITOBBIX I10-
BCeIHEBHBIX NEVICTBUI U MepeKnBaHMi MOKAa3bIBAaeT, KaK Cy-
IIeCTBEHEH 3TOT IIPOIeCcC IJIS Hallleii MeHTAJbHOM >KU3HU.
OOGBbIYHO TEPMUH «HAPPATUBHOCTH» UCIIONb3YETCS B HIMPOKOM
CMbICJIe, 0003Hayasi KauecTBa M XapaKTePUCTUKMU, KOTOpPbIe
CBOJMCTBEHHBI HappaTuBaM. [I03TOMY B MCIIOJIb30BaHUU TeEP-
MMH OTHOCUTCSI K UeMY-TO BHE HaIllMX MepekuBaHMii, 06/1aaa-
I0II[eMY CBOJMCTBaMM HappaTuBa. I mpemjiararo Jo6aBUTb HO-
BOe orpefeneHne HappaTuBHOCTM (majiee C 3arJiaBHOM OYKBBI,
YTOOBI OTJIMUUTH ITOT TEPMUH OT APYTUX CMBICIOBBIX 3HaUe-
HUI), KOHKPETHO 00O03Hayvalollee TEeHAEHIMI0 HaIlero yma
ompenensiTb ¢GopMy — M MCKaTh CBSI3HOCTb BO BpeMeHM. S
CUMTAIO, UTO CYIeCTBEHHOI 0COOEHHOCTbIO HAIlIeTro yMa SIBJISI-
eTcsl CIOCOGHOCTD co3haBaTh HappaTtusbl. [locpencTsom Hap-
PaTUBHOCTY MbI OCMBIC/ISIEM HAalll )KU3HEHHBIV OMBIT Y MOXEM
ObITh 3a/Ie/ICTBOBAHbBI B IJTUTENbHBIX ITPOEKTAX, laske eC/I 3TU
MIPOEKThI TPEOYIOT MOCTOSIHHOTO TepecMOoTpa COMPOBOKAAI0-
IIero X HappaTuBa.

Psim dmnocodoB yTBEPXKIAOT, UTO CO3[aHMe HAPPaTUBOB
He SBJISIeTCSI COCTaBJISIONIell Halllero MeHTa/IbHOTO IMpoiiecca.
lenen CTpoOCOH, HaNIpUMep, UCKI0YaeT HapPaTUBHYIO COCTaB-
JISIOUIYI0 B TaKUX 37€MEHTapHBbIX KPaTKOCPOUHBIX MPOEKTax
KaK MpUroToByieHne kode. OgHAKO Ke 5 TOKaXKy, YTO, XOTSI Ta-
Kye JeiCTBUSI KaK MPUTOTOBJIeHMe Kode, MOTYT ObITb TPUBU-
aJbHbI, OHM He OGeccMbICIeHHbI. Hauajo 11060ro AeicTBus
TpebyeT Halllero IMPOeKTMPOBAHMS M CO3[aHMUSI HappaTuBa.
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OTa MOTPeOHOCTH eIl 3HAaUMTeIbHee, KOrma eiicTBMe — CO-
CTaBJISIOLLAs [TPOEKTA.

Sl TaxKke pacCMOTPIO KOHKpeTHble NOBOALI JIlyuca MuUHKa,
Aprtypa [JaHTO M ApUCTOTENSI O LIEHHOCTU HAapPaTUBOB U MPO-
IOJDKY UX PacCy>kIeHus], [T0Ka3biBasi, KAK OHU MOATBEPKIAIOT
MO€ yoesxaeHue, uTo HappaTuBHOCTB, Gi1arogapsi KOTOPOJi Mbl
CO3JaeM HappaTMBbl HaM CBOJCTBEHHa OT Ipuponabl. Briap,
ITaHTO B 3Ty AMCKYCCUIO OCOOEHHO lLieHeH, TaK KaK OH OTMeva-
eT B3aMMOCBSI3b MEeXIY Uleeil HappaTuBa, C OLHOM CTOPOHHI,
U UCIIONIb30BAHMEM $SI3bIKA U OECTBUSIMU — C IPYTOIA.

S 3zammmiard  muper HappaTmMBHOCTM Kak Ipoliecca,
a He HappaTuBa Kak comepxkaHus. [loaTromy cocpenoToummcs
Ha caMOM IIpoliecce, KOTOPbIi HalleJleH Ha 3aBeplileHue 6e3
HeOOXOIMMOCTM HOCTVDKeHUs 3TOro 3aBepiineHusi. OTmaBas
MPUOPUTET CO30AaHHBIM HAaMM HappaTMBamM O Hac CaMuX
M O Hallleil XU3HU, MbI JOITycKaeMm OImbKy. bomee 3Haumma
HappaTuBHOCTh Kak MeEHTa/JbHBIN MPOIeCcC, BOBJEKAIOIIUA
B CO3JaHMe TaKuMX HappaTMBOB WM MOUCK GOPMBI BO Bpeme-
HU. Haile 5l 0CHOBaHO TOJIbKO Ha BpeMeHHBIX ITepekXUBaHUSX,
U TO03TOMY HAIleMy YMY CBOMCTBEHHA TeHIEHLMS IIOMUCKa
(dbopMbI TIpU 3a7€iICTBOBAHUY B ITPOEKTAX, 00YC/IaBIMBAIOLINX
Halm peictBusi. HappaTUMBHOCTD SIB/ISIETCS TaKUM ITOMCKOM
dhopmoobpa3oBaHMsi BO BpeMeHN!.

O6miensBecTHo, uTo VMMmanymun KaHT oTcramBan upero
TOTO, YTO CYIIECTBYeT (yHIaMeHTaIbHbIIi YMCTBEHHbI TTPO-
1lecc, KOTOPbI YIOPSIIOYMBAEeT «MHOrooOpasme» HalluX
OLIYIIEHUI ¥ HEeOTAe/NMM OT HalluxX IepexuBaHuii. KaHT
u npyrue buwiocodsl UCIIONb30BaIM KOHIEMIIUIO arIepiiern-
LY, TIpeuIeCTBYIOLUIYI0 HAPPATUBHOCTU. AMIepLenius ocy-
IIeCTBJISIETCSI aHAJIOTMYHO TOUCKY (POpMbI BO BpeMeHU Ipu
SKM3HEHHBIX NepeXXuBaHMIX. KaHT U mpeeMHUKM uaeanmsma
CUMTaNM, YTO OOHU CEHCOpHble NaHHble HeJOCTAaTOYHBI [JIS
OTbITa TIepeXUBaHMIA, Tak Kak HEOOXOAUM «CUHTEe3 MHOT000-
pasus» ITepekMBaHMii B HalieM BoobpaskeHuu. I'yccepib
(Tyccepnb, 1964 r.) pasBuBaeT 3Ty UIEI0, BbIIENSIS] BpeMeH-
Hble acleKTbl Moucka (Gopmbl B COSHAHUM U MOKa3bIBasi, YTO
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OHa He MOXeT CBOOAUTHCS JUIIb K IMACCUMBHONM, CTaTU4YeCKON
dbopme BoCIpUSITHSI.

JIlyuc MuHK — oauH u3 ¢uaocodoB, pacrno3HaBIIMUX BaxK-
HOCTb HAppaTMBHOM MOLATBbHOCTY MBbILIJIEHUS, OIpenenn
«MCTOPUYECKOE MbIIIJIEHMEe» TTapagurMoi KOHPUTypaTMBHOTO
crioco6a moHuManus. [Iyig MyuHKa MCTOPUUYECKOe ITOHMMaHMe
MIPOMCXOIUT TIPU CIIOCOOHOCTY YBUIETH PSIl MOCTIEI0BATENb-
HBbIX COOBITMII KaK eJMHOe CIOKHOe 1leJioe B ero YHUKaIbHO-
ct. OH CYMTAET, UYTO paboTa MCTOPUKA COCTOUT B CITOCOOHOCTH
IenaTh «0030pHOE CyKAeHMe», B KOTOPOM XPOHOJIOTUYECKU
OTHebHbIe COOBITUS BUIAHBI KaK YacTh II€JI0T0, ¥ TTOTOM BbIpa-
3UTb 3TO CYXXAEHMe C MOMOULIbI0 HappaTuBa. MMHK MOSICHSIET:
«XoTs HappaTuBHasi ¢popma M acCOUUUPYeTCS AJIST MHOTUX
CO cKaszkamu, Mudamu 1 pasBjieKaTeJIbHbIMI pOMaHaMM, Hap-
paTuUB — 3TO BaKHEMILIMIT KOTHUTUBHBIM MHCTPYMEHT, COIEP-
HUYAIINI TOMBKO C Teopueit u MeTadopoit Kak He3aMeHU-
MbIMM  CITOCOOAMM OCMBICTIEHMSI TIOTOKA IepeXMBAHUII»
(MuHK, 1987r.)

Paccykmennsi MuHKa O I@HHOCTU MCTOPUYECKOTO TOHU-
MaHMs BaXXHBI [IJISI MOEro MPOeKTa, [IOCKOJIbKY S yCMaTPUBalo
CBSI3b MEXIY TeM, KaK (QYHKUMOHUPYET UCTOPUSI B KauecTBe
HappaTtusa (TIPOOYKTA), U TeM, KaK Mbl YIIOPSIIOUMBAEM HAIIU
MeHTa/IbHbIe TepeskuBaHus (IIPollecc) Ha OCHOBe MeHTa/IbHbIX
COOBITHIA, KOTOPBIE ITPENOCTAB/ISIET MaMsITh. MbI ITOCTOSTHHbBIE
«MCTOPUKY CyOBEKTUBHOCTM», pacCKa3bIBaIOIIMe O TIepeXnBa-
HUSIX U OLleHMBAIOIIME UX, HE3aBUCUMO OT UX KPAaTKOCPOUHO-
CTU. BaXkHO 3aMeTUTh, YTO STOT «BaKHeMIIMiA KOTHUTUBHBII
MHCTPYMEHT» MbI UCIIOJIb3yeM He TOIbKO [JIs1 [IOHMMaHMs Ha-
IIEero MPOIIJIOTO: TO, KaK MbI IVTAHUPYEM U ITPOEKTUPYEM ce6st
M HalM Oyayiiye OeiiCTBUS, TOXe HY)XHO MOHMMAaThb Kak
HepacCKa3aHHYI WIN IPOEKTUPYEMYIO UCTOPUIO.

HappaTus siBisieTcsl TIepBUYHON M HepeayuupyemMoii hop-
MOJ1 4YeJIoOBeUecKOTO IMOHMMaHMUS, U 3Ta (QyHIamMeHTaJIbHas
NIpUpoJa HappaTMBa PacIpOCTPaHSIeTCs 3a Mpeaesbl «II0TOKa
nepexxuBaHuit». Hanpumep, npu nsydyeHun MaTeMaTUKU OeTU
CHavajga 3HAaKOMSTCSI C aOCTPAKTHBIMM TMOHSITUSIMU C TTOMO-
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IIbI0 PAccKa30B, TakKuX Kak: «Ecim y [I’koHa Tpu sI6/0Ka...»
OueBUAHO, YTO B pusiocodhum MOHMMaHME TAaKXKe TOCTUTAeTCS
MOCPeCTBOM HAapPaTUBHBIX TEXHUK. YaCTO MOHATHS YCIIEIIHO
Pa3bSICHSIOTCS € IOMOILBI0O HAPPATUBHBIX IPUMEPOB, IIOCPe[ -
CTBOM MBICJIEHHBIX KCIIEPUMMEHTOB, a Takke MUGOB U JIUTe-
paTypHBIX OMAJIOroB (Kak B ciyvyae [lnaToHa) uiam npumepos
U3 JIUTEpaTypbl U NpousBeneHuit uckyccrsa. [logsepras co-
MHEHMI0 060CHOBAaHHOCTh apryMeHTa B CIIOpe, MbI JIOJIKHBI
06IyMbIBaTh BO3MOXKHbBIE CII€EHApPUM, OIPOBeprarlyue ambo
MOATBEPXKOAOIIME ero MpenrnocbUlKY, U BilageTb HappaTUB-
HBIMM KOTHUTUBHBIMU TeXHMKaMu. PaccMOTpeHMe ajibTepHa-
TUBHBIX MM TMPOTUBOpEYAIIMX TPUMEPOB B BOOOpPAKEHUM
MOXXET IIOMOYb COOEeCeHUKY OCIIOPUTh ITPaBIOIOL00HOE
yTBepsKIeHNe ero ONIOHEHTA.

XpoHuKép, ucmopuk u no3m

Sl HauHy Mom moBoAbI 0 HeobxogmumocTy HappaTuBHOCTH
KaK YMCTBEHHOTO Mpoliecca pacCMOTpeHueM npumMepa JaHTo
0 pa3nnuuM UIOeaJIbHOTO XpOHMKEpa U wucrtopuka (JaH-
T0,1962), B KOTOPOM OH pa3bsICHSIET, YTO MMEHHO HappaTuB-
HbIJi MeTO[ mMpejjaraeT B [AOIOJHEHME K IIPOCTOMY, XOTS
¥ 3aKOHUYEHHOMY, U3JIOKEHUIO PSia coObITUIT 6e3 MoBeCTBO-
BaTeJIbHOIM MPUUYMHHONM CBSI3M. 3aTeM S 00palnych K AMCKYC-
CuUM APUCTOTEJIS O UCTOPUM U TI033UM U TTOKaXKy, KaKUM 00-
pa3oM y ApHUCTOTesNsI TBOPUECKMIt acIleKT I033UM CO CBOUM
MOTEHLIMAJIOM BO3MOYKHOCTE MepeHOCUT II033UI0 B chepy
BBICIIIETO MCKycCcTBa. Ha ocHOBe 3TMX IMpMMepOB OyIeT MmoKa-
3aHa Heo6xomMocTb HappaTBHOCTM.

NneanbHblil XpoHUKEDP (M.X.) o JJaHTO UMeeT AOCTYN KO
BCEM COOBITUSIM U 3aMMCBIBAET UX [0 Mepe TOTO, KaK OHU CITy-
YaloTCsl, HO He CII0CO6eH HaXOIUTh KaKyl-T1MO0 B3aMOCBS3b
Mexxny HuMM. VicTopusi He MOXKeT ObITh CO3[laHa MeaTbHbIM
XPOHUKEPOM, HECMOTPSI HA TO UTO OH SIBJSIETCS CBUAETENIEM
BCEX MCTOPUYECKMX COOBITUI, MOCKOIbKY B €ro MU3JIOKeHUU
OTCYTCTBYeT MPUYMHHAsS UK J100ast gpyrasi CBsI3b. MoeanbHas
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XPOHMKA, KOTOPYI0 OH CO3HaéT, OCTaércs O6echopmMeHHOIA.
«HekoTopasi Belllb WK COOBITHE TTPUOOpPETAET UCTOPUUECKYIO
3HAYMMOCTh B CMJTy COOTHOILIEHMS C APYTO¥i BeIlllbIO MJIN COObI-
THeM, Ha KOTOPbIX OCTAaHOBWMJICSI Halll MHTEpeC WX KOTOpbIe
MbI 110 KAKUM-JTMO0 TPUUYMHAM CUMTAaeM BasKHBIMU», — YTBEP-
xxkpaeT [TanTto ([aHTo, 167). oeanbHasi XpOHMKA He BKIKOYAET
B cebs yKasaHMii Ha MCTOPUUYECKYI0 3HAUMMOCTb, ITOCKOIBbKY
OHA He MPUIAET UCTOPUUECKUM AETAISIM OOJbliee I MeHb-
nmee 3HaueHue. OHa cocTOUT U3 (PAKTOB, HO TaK KaK OHA
He TIPUMMUCBIBAET 3HAUMMOCTb WJIM CMBICI COOBITUSIM, TO
He BK/IIOYaeT B cebsl MOHMMaHMe 3TuUX (akTOB U IOITOMY
He MOKeT IMpefoCTaBUThb HaM CPeACTBO /i MOHMMAaHMS, KO-
TOpOe MpeoCTaB/isieT HappaTUB.

OueBMIHO TO, UTO Hallle CO3HaHME He (PYHKIMOHUPYET
og006HBIM 06pa3omM. Bbi6Op (akTOB UETOBEKOM U ITPUITMCHI-
BaHMe Pa3JIMYHONM CTeleHM 3HAUMMOCTM 3TUM (akTaM yxke
1o yMoOJIUaHUIO0 Tipefrnonaraior HappaTuBHOCTb. McTopus
noapasyMeBaeT HappaTMBHOCTb M HappaTUMBHOE MbIIIEHME.
B BbIGOpE M MPUIIMCHIBAHUYM BAKHOCTY COOBITUSIM U (haKTaM
MbI Y)Ke 3a7eiiCTByeM Hally CIIOCOOGHOCTh MOMCKA CBSIBHOCTM.
JIst BbIOOpA COOBITHSI B COOTBETCTBUM C €70 3HAUMMOCTHIO 3TO
COObITME TO/DKHO 00JIalaTh HETPUBMUAIBHBIMU CBOVICTBAMMU,
MOTOMY KaK Takoil BbIOOp MoOApasymeBaeT pPacCMOTpeHMe
TOJIBKO T€X COOBITHMIT, KOTOPHIM MBI YK€ MpuaaeM 3HaueHMe.

OTOT MoAXo[ MMeeT CJIeACTBUSI AJIsT BOIIpOCa O TOM, Kak
MbI OTHOCUMCSI K CBOeMY OyayIemMy ¥ Kak Mbl CO3JaéM U MC-
TIOJTHSIEM Haly MpoeKThl. KOHEUHO ke, MPOEKThl MOTYT ObITh
MPOCTBIMU U KPAaTKOCPOUYHBIMM, TaKMMM Kak MPUTOTOBJIEHME
Kode (mpumep l'anena CTpocoHa), UM JOJITOCPOUHBIMU U OT-
KPBbITBIMM MPOEKTaMM, TAKMMM, KaK BbIpalliBaHue po3 (IIpu-
Mep, TpMBeAEHHBIN [JaHTO NpPU U3yYeHMM HappaTUBHBIX
npennoxeuuit) (Janto, 1962). IIaHTO yTBepKOaeT, UYTO MbI
He MOXXeM MCIIOIb30BaTh Takye MPOEKTHbBIE I71aroibl, Kak BbI-
pamyBaHue po3 6e3 IpembsIBAeHMS TPeTeH3Uit Ha Oyayliee.
JJaHTO TIOKa3bIBAET, YTO HAPPATUBHbIE MPEIJIOKEHNST 0OBIYHO
MCIIO/Ib3YIOTCSI B ONIMCAHUU AeViCTBUIA.
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Hosnbs Kspponn BeigensieT ISiTb KPUTEpUEB TOrO, UTO
B YMCTBEHHOM IIpOlLIeCCe y4acTByeT HappaTMBHasl CBSI3b: OH
IOJIKeH BKIoUaTh « (1) ...1T0 KpaitHeil Mepe aBa COObITUS 1/
WIM COCTOSTHUS e, (2) ObITh II06aJIbHO OPMEHTUPOBAHHBIM
B Oynyiiee (3) KacaTbCsl XOTSI ObI OMHOTO CYyObekTa, (4) OTHO-
IIeHNsI BO BpeMeHU MEXIY COOBITUSIMU W/UIU COCTOSTHMEM
IeNn NO/KHBI OBITh SICHO BbIpakeHbl U (5) 6osee paHHMeE CO-
ObITMSI B TIOCIEIOBATEIbHOCTY IO/DKHBI OBITh TPUUYMHHO
HEOOXOAVMBIMM YCIOBUSIMM TIOCTEAYIOMINX COOBITUMIA /MU
COCTOSIHMI Aen (uam coperictBoBaTtb uMM)» (Kappoma, 2001,
126). oeanbHblli XpOHUKEDP He YIOOBJETBOpSiET IO KpaliHein
Mepe 4YeTbIpeM M3 3TUX MSTU KpUTepueB 3a MCKIIYEeHUEeM
TOJIBKO (1).

Apucrorens («[loamuka») NOPOAOIKAET pa3MbllIEHNE
0 TIpUpOfe Halllero HappaTMBHOTO MbIIJIEHUS, yTBepXaas,
YTO 1M033uUsI 6mKe K dhumocobun u uMeeT Gosbliiee 3HAUEHME
IlJIST TIO3HAHUS, YeM ucTopus. JIjiss ApUCTOTeNsS UCTOPUS Mpo-
CTO OINMCBIBAET CAy4YMBIIEeCs, a IM033Us FTOBOPUT O TOM, UTO
MOKeT IMPOU30MTH, TO €CTb O TOM, YTO, BO3MOXXHO, CITYYUTCS
B Oynyuem. Korma ApucToTesb yTBEpPKIaeT, UTO UCTOPUS T10-
CcTpoeHa Ha (akrax, OH He MMeeT BBUIY, UTO COOBITUS Ipe[-
CTaBJISIIOTCSI HE CBSI3AHHBIMM MeXIy co60ii, 6e3 MHTepIpeTa-
LMY, HEe3aBUCUMO OT CyOBEeKTMBHOTO MOHMMAaHUS WIM BHE
BpeMeHM. OH yKasbIBaeT Ha TO, UTO IIPeIMETOM UCTOPUM SIB-
JsleTCsl He3aMeHMMbIil psif, coObITHil. B KauecTBe mpumepa
ApucroTenb ykasbiBaeT Ha (akTbl TPOSIHCKOJ BOVIHBI: IPEKU
BBe/IM Boiicka B Tpoio, OHU Cpaskajauch CeMb JieT, AXUIUT yout
lekTopa, rpeku mobeawnu. ApPUCTOTeNb YTBEpKOaeT, 4TO
Ha OCHOBE 3TUX COOBITMIA Mbl He MOXXeM IT03HaTh YHMBepca-
MM, a MOXKeM JINIIb TOJIbKO MOHSITb ONpenenéHHbl psif Co-
6bITHIE. [TOTOMY OH TOBOPUT, UTO MCTOPUSI HE MMEET TOi IMOo-
3HaBaTeIbHO [EHHOCTU, KOTOPAas IPUCYLIA ITO33UN.

CornmacHO ApHUCTOTEN0, MO33UsI MMeeT IT03HaBaTeIbHYI0
LIEHHOCTh IIOTOMY, YTO OHa BeHET HAaC K TOHMMaHUIO YHUBEP-
canuii, ykasbiBasi He Ha HeoOXOoAyuMble NeiCTBUS, a Ha BO3-
MOXHble. Korgma mbl umtaeM O TpOSIHCKOV BOVHE B II03-
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Mme «Hnuada» Tomepa, AXwin Bcé paBHO yb6uBaeT [ekTopa,
HO B MCTOPUM 3TO JleiicTBMe Heobxoaumo, a B moame ['omepa
HeT. B «Mnuade» Axwin u TeKTOop — nepcoHa>ku, HaJeleHHbIe
JMYHBIMM YepTaMM Xapakrepa. B Axusie mMbl BUOAMM I1epCo-
Haka, KOTOPBIM YIIpaBjsieT TOpAoCTb. [eKTOop HamesnéH mo00-
pPOJETeTbHOCThIO, 6aTOPOACTBOM UM DPYKOBOICTBYETCS YYB-
CTBOM [0JIra K CBOE€Il ceMbe U K CBOeMy ropofy. IToCcKombky
Mbl 3HA€M 3T XapaKTePUCTUKU, Mbl CIIOCOOHBI aOCTPAKTHO
pacCcykgaTb O TMOCTYIKax 3TUX IEePCOHaXkel KaK TUIIOB JII0-
Jlell, KOTOpble CKJIOHHBI K OIpENeNEHHBIM OEeVCTBUSIM WIIN
orpeeJIEHHBIM BbICKA3bIBAHMSIM, a HE ITPOCTO KaK 00 MHAM-
BUAYAJIbHOCTSIX. IMEHHO Ha OCHOBE 3TUX ITOCTYIIKOB MbI U3Y-
yaeM KOHLEMIMM PEBHOCTH, FOPAOCTH, mobpometenu u Gia-
TOpOAHOCTU. AXWul M [eKTOp CTaHOBSATCS BOIUIOLIEHMEM
3TUX KOHLEeMNLNIA, IT03BOJISISI HAM OCO3HATh UX.

PaccyxknmeHme ApuctoTensi 00 3MMCTEMOTOTMYECKOM 3Ha-
YeHUM TI093UM MHE IMPEJCTAB/SIeTCS BAKHBIM U TIYOOKUM; S
CUMTAl0, YTO MMEHHO M3-3a TOro, 4YTO M033MS OCHOBaHa
Ha BO3MOKHOCTSIX, OHA CIIOCOOHA BOBJI€Yb B HappaTUBHBIN
npouecc — B HappatuBHOCTb. UnTaTEMM AOIKHBI UCKATD IIPU-
YMHHO-CJIe[ICTBEHHbIE CBSI3U B CIOXKETEe U MOCTOSIHHO KOppeK-
TUPOBATh TpeIbIAyIIMe Uaeu 00 ITUX CBI3SAX U OKUIAHUSIX
pas3Bsi3Ku ciloxketa. TakuM obpa3zom, Mbl BuauM, uTo Happa-
TUBHOCTb — 3TO CITOCOO MOHMMAaHMSI.

[leiicTBUTENIBHO, O0ObSICHEHME aOCTPAKTHBIX IOHSITUI Oe3
KaKoro-1mb0 HappaTMBHOIO BOBJIeUeHMSI OymeT IpobiiemMa-
TUYHBIM. Haripumep, yTOObI MMOHSITh MTOHSTHE JIIOOBU, MbI MO-
keM uuTath «Pomeo u /Diynsemmy» M TepeXuBaTh JIIOOOBb
B peXnMe «Kak 0yaTo». ITocpencTBOM Takoit KOTHUTUBHOJ BO-
BJICUEHHOCTU WIN CUMYJISILIUY YMCTBEHHOTIO ITPO1iecca Mbl MO-
JKeM JIy4llle TIOHSTh KOHLEIIMIO, JaXe eC/iM Mbl MMeeM [ejio
B TaKMX CIyYasix TOJTBKO C BOOGpakaeMbIM OITBITOM, KOTOPbI
MbI [TIepeKMBaeM «Kak 6yaTo». Eciiv onmmuchbiBaTh 3Ty CUTyaLIUIO
B TepMMHAaX HelpoOHayKu, TO MOXHO CKa3aTbh, YTO Mbl TaKUM
o6pa3oM cO3[aéM HepBHbIE MPOIECCHl U CBSI3U, TMOMOOHbBIE
TeM, KOTOpbIe BOSHUKAIOT Y BIIOOJIEHHBIX.
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Tot ¢akT, YTO MbI IMOCTOSTHHO TIepecMaTpMBaeM Iepesku-
BaeMblii OIBIT, IIOKa3bIBaeT TO, YTO HappaTMBHOCTD SIBJISIETCS
HeInpepbIBHBIM cTpeMieHMeM. Kak yrBepskgaet JIaHTO, 60Jb-
IIast YaCTh COOBITHUIL eIll€ He MPOSIBUIA CBOIO NIPUUMHHYIO CH-
ny. Ecin y Hac ecThb Ba mocieioBaTebHbIXx coobiTHst C1 1 C2,
3TO He rapaHTtupyet, uto Cl1 BbI3Bamo C2, Tak Kak C2 MO0
OBITh BBI3BAHO APYTrMM, 60siee paHHUM coObITHEM CX. DaKTH-
yecku CX MOKET ObITb JIIOOBIM M3 MPEeIbIIYIIMUX COOBITHIA
BO BpeMeHHOM MacIlTabe, KOTOpOe «ITPOCTO eIl€ He pa3psian-
JI0 CBOIO TIPUUMHHYIO CUJTY, & HAXOAWIOCh B Oe3/IeiCTBUM BCe
9TU CTOJIeTUSI KaK ByJKaH» [Ipy 3TOM BaXKHO OTMETUTb, UTO
Mbl IPUMIMChIBAEM Kay3a/JIbHOCTb MOCpencTBOM HappaTuBHO-
ctu. be3 HappaTMBHOCTM HeJlb3s1 MOHSTD Kay3aJbHOCTb.

Pasmpimienuss [JaHTO O «0e3IeiiCTBEHHBIX MPUUMHAX»
MOXXHO MCITO/Ib30BaTh [IJISi aHa/ln3a YMCTBEHHBIX IlepexiuBa-
Huit. Hampumep, dbeHOMeH mNaMsTM CIIOCOOeH paspsAauThb
MpOIIble TlepekMBaHMsSI B HACTOsIlee M B Oynayllee U Aaxke
M3MEHUTh TO, KaK MbI IIPOEKTUPYEM U IUIAHUPYEM Oymayliue
neiictBusi. MamyieH Mapcens [IpycTa SBaseTcs SpKUM IIpume-
pOM HeNpoM3BOJIbHOM TMaMsITH, OOHOV U3 «Oe3[eiiCTBEHHBIX
npuunH» JlaHTo. Hempou3sBosbHAs MaMsITh ITOJ0OHA CayJaii-
HOJ MCTOpPMUECKO} HaxXodKe, TaKO¥ KakK HaiimeHHas depme-
pOM aHTMYHAsl KOCTb UM apTedakT, KOTOpble MPUBOIAT aH-
Tporosiora K HOBOMY OTKpBITMIO. AHAJOTMYHOE COObITHUE
HemaBHO mpousonwio B CeBepHoii EBporie, korma ObLIO OT-
KPBITO paHee Heu3BeCTHOe Iosie 60si, M 3TO IIPUBEIO UCTOPH-
KOB K TIOJIHOJM IlepeoljeHKe TOro, YTO CUMTAIOCh M3BECTHBIM
06 aHTMYHOM OOIIecTBe 3TOV MecTHOCTH. Ha Hac Hempowus-
BOJIbHAS TMaMSTh MOXET MOBJMUSITbh TaK e, KaK 3TO OTKPbI-
THe, TIOOYKIasi HAacC IMepeoleHUTh TO, YTO MbI OyMaju, UTO
3HaIM O camMuxX cebe WM O 3HAYEHUM IPOUUIBIX COOBITMUIA.
[Tomo6HBIM 06pa30oM MbI MOXEM BUIETh HOBbIE IE€peXMBa-
HMS B CBeTe MpeJlIeCTBYIIIUX UM B IIaMSTH, CJIOBHO MBI UC-
TOPUKM, KOTOPbIE TIPOAO/IKUTENBHO UCCIENYIOT Ty JKe TeMY U,
BO3MOXXHO, TaK K€ OTKDBITbI KakK K IEepPecMOTpPy €€ M3JI0XKe-
HMS, TaK U K e€ 3aliuTe.
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B oTnnune oT McTOpuKa, uaeanbHbI XPOHUKEDP HE CIOCO-
O6eH U3JIOKUTh COOBITUS B UeOBEYECKM CBSI3HOM BHUIE, TO-
CKOJIbKY OH He MOXET 3aCBUETeIbCTBOBATh IIPUYMHBI B Kaue-
CTBE TAKOBBIX. [JaHTO MOOYEPKUBAET, UTO B €ro MbICJIEHHOM
9KCIIepMMeHTe paboTa MIeabHOTO XPOHMKEPA MOXKET ObITh
BBIIOJIHEHA MAIIMHOM. OTO BO3MOKHO HE TOJIBKO IIOTOMY, UTO
Yy XpOHMKEDPA HET YeJIOBEYECKOW CITOCOOHOCTM YCTaHABIMBATH
MIPUUMHHBIE CBSI3U MEXAY MPOLUIbIMU COOBITUSIMM, HO TaKxkKe
IIOTOMY, UTO OH He yMeeT pasMBbILUISITh U MPOelUpPOBaTh M0-
cnencTBusi B Gymyinee. «Bcst mpaBaa o COGBITUM MOXKET CTaTh
M3BeCTHA BIIOCIEACTBUM, M MHOTA TOIbKO Yepes AJIUTeTbHOe
BpeMs TOC/Ie TOro, Kak JaHHOe COObITHME MTPOMU30III0», — TO-
BopuT [laHTo. Takum 06pa3om, JIJaHTO HAMepeHHO He HaJ eI
CBOEr0 UAEaTbHOTO XPOHUKEpPA CIIOCOOHOCTHIO CMOTPETH
Ha TPOIIIOe C TOYKM 3peHus byayiero. U aTa crmoco6HOCTh —
COCTaBJISIIONIAsl PaboOThI UCTOPUKA. TOMBKO OYIYLIMIT UCTOPUK
MOXeT CKa3aTh, KOrja Havaiach 30-JIeTHSIS BOMHA — eI 3Ta
BOJiHA TaK Ha3bIBAETCS U3-3a €€ IJIUTETbHOCTM.

PasgymbiBasi 06 naeaabHOV XpPOHMKE, UCTOPUN U TI033UN,
MbI MOXXEM BBIENIUTh TPU YPOBHS 3HaHMIi. B mepBom ciiydae
Mbl 3HaeM Bce (GakThbl B psifie COOBITMII, HO MeaTbHbIN XpO-
HUKEP HE MOXKET YCTAaHOBUTb NMPUUYMHHYIO CBSI3b. §1 cuMTalo,
YTO /11 WUAEATIbHOTO XPOHMKEpA HENOCTYIIHO He TOJIbKO
CBOVICTBEHHOE HaM OINYyIIeHNMe BpPeMeHM HO U CIIOCOOHOCTH
cuHTe3a. OH He MOKeT MPUITUCHIBATh 3HAUMMOCTb COOBITUSIM
M CMHTEe3MPOBaTh UX OOljee 1ieioe, KOTOpOe MOKHO Ha3BaThb
paccKkaszoM WiIM HappaTUBOM.

VY ucTopuKa ecTb CIIOCOOGHOCTh CHMHTE3a, ITOTOMY UTO OH
CO30AET MPUYMHHYIO CBSI3b MEXKAY COOBITUSIMMU, TTO3BOJISIO-
IIYI0 OMNpEeneNuTh YPOBEHb MX 3HAUMMOCTU. VICTOpUK BUIUT
psif, 3TUX COOBITMII KaK paccKas, MOCPeNCTBOM KOTOPOTO OH
MOXXeT OCMBICJINTh CyYMBIIEECs, YTO HEBO3MOXHO [JISI UJe-
aJIbHOTO XpOHMKEpaA. HO OMsATh-TakM, COmIacHO ApUCTOTENIO,
TaKoe OCMBIC/IEHMe He MOXXeT MPUBEeCTM HaC K MOHMMaHUIO
yHUBepcanuii. OgHaKo mo3T Apucrorens B nmosme o TposiH-
CKOJ1 BOViHE MOXeT pacCMaTpuBaTh TO, YTO Ipom3ouLio ¢ Exe-
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HOJ, KaK 3HauMMoe coObITHe, ycMaTpuBasi ¢Gopmy AeiiCTBUS
3a IIpemeslaMy 3TOTO COOBITUSI M TaKUMM OOpa3oM MOHMMAsI
YHUBEPCaIUN.

VTBepKmasi, YTO 1mo33usi obamaeT 6omee BHICOKON MO3HA-
BaTeJbHON I[EHHOCTbIO, YeM UCTOPUSI, APUCTOTENb TTPOBOJUT
pasyinume MeXIy pasHbIMM HappaTUMBAMM U OTHAET MMPUOPU-
TeT IM033UM, IOCKOJbKY OHA MPUBOIMUT HAC B COCTOSIHME TIOWC-
Ka (GOPMbI, B KOTOPOM JIOCTUTAETCSI OCO3HAHME YHUBEPCAUIA.
TakuM o6pasoM, cuiaa BOOGpaskeHMsI, BOBJIEUEHHAsT MT0I3MeENA,
criocobHa MOAHATH HAC K IUIaTOHMYeckoil cdepe dopm, raoe
MBI CITOCOOHBI TTOCTUTHYTh U0, Pa3INIUTh BO3SMOKHBIE 00-
pasbl MPOUCXOASIINX COOBITUIT M M3y4yaThb IMEPCOHaXkei Kak
TUITBI JIIOZEH, KOTOPbIe CKIOHHBI K ONTPEeIe/IEHHBIM e/ CTBUSIM
WM BbICKa3bIBaHMSIM. IIpocTasi CBSI3aHHOCTb KOHKPETHBIX
(dbakTOB B MCTOpMM IJjIsT APUCTOTENS He 00JafaeT CMHTE30M
3a TpefeslaMy KOHKPETHBIX COOBITMII M He MPEeBO3HOCUT Hac
B COCTOSIHME TIOMCKa (GopMbl M pacrmo3HaHusi 06pa3oB, Yero
M033USI JOCTUTAET JUHAMMUYHBIM U TBOPUYECKUM ITYTEM.

Happamuenocms Kak cocmasnsanouasn a3vika u oeticmeuii

Kak y>ke yImoMMHaI0Ch, TaKO¥ IpeauKaT, KaK «ObITh MPH-
YMHOJ», HE OOCTYIIEH UAeaJTbHOMY XPOHUKEPY: €ro S3bIK Oy-
IeT Hen36eXXHO OrpaHMYEeH M3-3a TOTO, YTO MHOTYME TePMUHBI
NOAPa3yMeBalOT BPeMeHHYI0 CBSI3b. MHOrMe IJIarosibl U Tep-
MMHBI JIOTMUECKU TpeOyIoT, YTOObI OMMChIBAEMOE COObITHE
CIy4MI0Ch IO3OHee, yeM HeKoTropoe napyroe Cl, — Takwue,
KaK «HayaJICs», «IpeAllecTBOBal», «Iopoxaan» MHorue cy-
LIeCTBUTE/IbHbIE HE KaXKYTCS CBSI3aHHBIMMU C TEUEHNEM BpeMe-
HU, HO TeM He MeHee OHU TPebyIT HAIMUMS MpenuecTBYIo-
MUX COOBITUII — HAMpPUMEp, «UCKYIUIEHMEe» IpeJIioiaraer,
YTO KTO-TO KaKMM-TO 06pPa30M MPOBUHWIICS, a «CMepPTb» MO -
pasyMmeBaeT XM3Hb. Takum o6pa3om, Oaske IO BUIUMOCTHU
CTalliOHapHble TEePMMHBI IOLPa3yMeBAOT BPEMEHHO! KOH-
TEeKCT U BJIEKyT HappaTuBHOe 3HaueHue. C APyroi CTOPOHBI,
BCe IJIaroJibl 110 KpariHeil Mmepe MoJpa3yMeBaloT HappaTuB, TaKk
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KaK OHM CBSI3aHbl C [eMCTBUSIMM, KOTOpPBIE CYIECTBYIOT
BO BpeMeHM U BKJIIOUAIOT B Ce6s1 Hauasio, MPOIOIKUTENTbHOCTD
" KOHell (pa3BsI3Ky), AaXke eCIM HauyaJlo ¥ KOHell HeoueBUAHbI
B ¢opme miarona. To, YTO HappaTHUB SBJISIETCS TAaKO OCHOB-
HOJVi CTPYKTYPOJi S13bIKa, TOBOPUT HaM, UTO OH TaKXKe SIBJISIETCS
" 3JIEMEHTapHOI MEeHTaIbHOM CTPYKTYPOIA.

[laHHOe paccykAeHMe MMeeT OTHOILIeHMe K TOMY, KaK MbI
CBsI3aHbI ¢ Oymymum. Habmiomasi B3aMMOOTHOIIEHMS Happa-
TUBHBIX peajIoKeHui 1 aecTBuit, JJaHTO UccIenyeT, Kak OH
MX Ha3bIBaeT, MPOEKTHbIe I[JIarojbl — pPaclIpOCTPaHEHHBIE
JIMHTBUCTUYECKIME CTPYKTYPbI, KOTOPbIE CO34AI0T CBSI3U B KOH-
durypaumy HeKOTOPOro MHoOxecTBa aeiicTBuit R. Ecniu MHO-
KecTBO R ommchiBaeTcsl BIpa)KeHMEM «CaskaTh PO3bI», TO OHO
MOKeT BK/II0UaTh B ce6st ynobpenme 3emuin (R1), BckarbiBaHMe
(R2), kypenne Tpyoku (R3), HaiiM 3KCIIePTOB-Cam0BOAOB R4).
OnHako BITOJTHE MOXKET ObITb, UTO HEKTO «CaskaeT PO3bI» UJIU
3aJ1eliCTBOBaH B R, make Korja OH 3aHMMAaeTCs YeM-TO MHBIM,
He BIIMCBIBAIOLIMMCSI B MHOKeCTBO JeicTBuit R1—Rn.

MbI He MOKEM YIIOTPEOISITh TaKMe <IIPOEKTHbIEe» IJIaroJbl,
He TIpembsIBIss MMpeTeH3uyu Ha Oymayiiee. ITOCKONbKY MAeasb-
HbI/i XPOHUKED HEe YCTaHABAMBAET MPUYMHHO-CIeHCTBEHHBIX
CBsI3eit, y HEeT0 He MOKeT ObITb TTPOeKTOB. Eciii 6b1 MbI CITPO-
CWINX, YTO OH [IeJlaeT, KOTAAa BCKAaIbIBaeT KIyMOy, OH Obl
He CMOT OTBeTUTh: «Caxkalo po3bI», TaK KaK 3TO IIPOEKT, KOTO-
pbIii moApa3yMeBaeT DS MPUUYMHHO CBSI3AHHBIX OECTBUIA.
Kak o6bsicHsieT JJaHTO, MHOXECTBO R MOKeT ObITh pa3HbIM
B pPasHBbIX (JIy4yasiX, HO MJeaJbHblii XPOHUKEDP HE MOXET BO-
BJIeYb Cebs B R, MOCKOIBKY OH He CITOCOOEH ITPEeIbSIBISTD IIpe-
TeH3UM Ha Oyayllee MM COMOCTaB/ISITh HAacTosiee IOBeleHe
C MpeJlIeCcTBYIOIIMM COObITMEM. VeasbHbI/i XPOHUK MOXET
OBITH Jaske JINIIEH SI3bIKA AeicTBUiL. MeHTabHasT peaJbHOCTh
M.X. IpOTMBOIOJIOKHA MIPUPOJE YeIOBEYECKOI MbIC/IN, KOTO-
pasi o CBOEeJi CyTU UILLIET CBSI3HOCTU.

Korga Mbl BoBjIeKaeM cebsi BO MHOXECTBO JeiicTBuii R,
MbI TIPeIbSIBJIIEM IOCTAaTOYHO C/abble MpeTeH3uM Ha Oymy-
mee. YenoBek, KOTOPBIVi CTPEMUTCS BBIPACTUTH PO3bI, KOTO-
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pble BBIMTPAIOT TPU3, TIpeobsIBIseT O6oee CUIbHbIE MpPeTeH-
3UM Ha Oymyliee, OMHAKO, €CJIM PO3bl M0 KaKOW-TO MpUYMHE
He paclBeTyT, 3TO He CAelaeT JIOKHbIM YTBepKIeHMe, UTO
yeIoBeK BhIpAIIMBas ux. 5 ceifuac xouy oO6paTuUThb BHUMaHNE
Ha Mpolecc uiu IepexuBaHue R, a He Ha IOMy4YeHHBIN pe-
3ynbrart. JleiicTBMs, KOTOpble BXOAST B cocTaB R, HeoOGXomu-
MbI, HO He JOCTaTOYHBI ISl TOro, 4YTo6bl chopmupoBaTth R.
Hy>keH Takske IpoLecc, KOTOPbIA, Kak 5 CYMTAI0, TOKA3bIBAEeT
Heob6xoaMocTh HappaTMBHOCTY B IMOBCEIHEBHBIX eI CTBUSIX
MOCTOJIbKY, TOCKOJIBKY Mbl yYaCTBYeM B Te€X WJIM MHBIX IIPO-
eKkTax. MOXHO 3aJaTh CJIEAYIOLMIT BOIIPOC: BOBJIEKAET JIN Ce-
05 B R Takoit mepcoHax, Kak O6I0MOB, KOIa JIESKUT B CBOEIA
KpoBaTH, MeuTaeT 0 R 1 pacckasbiBaeT CBOeMy Cayre 3axapy
M APY3bSIM O CBOMX BEeNIMKMX IUIaHAX, HO MpPU 3TOM He MOJ-
HMMAaeTCsT C KpoBaTH, UTOObI (GU3MYECKM YIaCTBOBATH
XOTh B KaKOM-TO U3 3TuX AeiictBuit. Y O6momoBa ectb Hap-
paTuBHOCTb R M mpoekTupoBaHue R, maske eciam 3TOT Happa-
TUB U 3TOT IPOEKT He MaTePUAIU3YIOTCS B JE€ICTBUN.
HappaTMBHOCTb MPUCYTCTBYET HE TOJBKO B OOBIIEHHOM
sI3bIKe, HO ¥ B HAIIMX KKIOLHEBHBIX NEMCTBUSIX. ITO MOABO-
IUT MEHS K CKOJIb3KOMY apryMEHTY O TOM, UYTO BOIIPEKYU TOMY,
yto yrBepxkpaaer CTpocoH, HappaTMBHOCTb BOBJIeUEHHAS
B BapKy Kode SIBJISIeTCsI HeTPUBUAIbHOI. YesloBeK MOKeT Ba-
puUTh Kode KaxIplii AeHb, CHauajaa MpoCTO MUCIOIb3ys Kode,
HO [OTOM HauuHas J06aBJATh CIIEN, MOKET ObITh, KOPUILY
CerofHs ¥ IIIOKOJIaJ 3aBTpa, MOTOM CMeCh 3TUX A06ABOK —
IO Tex MOop, MOKa Y Hero IMOSBUTCS Lienasl KOJJIeKUUs pelern-
TOB Kode. B oguH npekpacHbIii JeHb OH MOXKET PelluUTh OT-
KpbITh KO(eiiHblii MarasuH. M Torma cTaHeT OYeBUAHBIM, UTO
€ro mepBoe pelleHyue MCCIeN0BaTh pasHble CIIOCOObI BapKu
Ko(e, KOTOpble paHbllle Ka3aJuCh HAUUEM MHBIM, KaK IOIbIT-
KOIl chaenaTh TPUBUAIbHBINA ITOBCEIHEBHBII PUTyal MeHee
CKYYHBIM, OKa3aJloCb Ha4aJOM CJIOXKHOTO M HEeTPUBUAJIBbHOTO
npoekTa. [Togo6HO 9TOMY, MBI MOXXEM YBUAETH UeIOBEKa, Ky-
psilero Tpyoky, M ckasaTb, YTO 3TO TPUBUAIbHO: OH IMPOCTO
KypuT Tpyo6Ky. OgHaKo ke JaHHOe MAeiCTBME MOXKET ObIThb
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HeoOXomuMbIM (parMeHTOM OOJbIIero IpoekTa. laxke ecian
3TO OeMCTBUE, BO3MOXKHO, SIBJISIETCS I1ay30M OJISI pa3MbIIllie-
HUSI WM OTABIXA, 3TO BCE XK€ OAHO AECTBME U3 11€JI0T0 MHO-
JKeCTBa AeiCTBUI, COCTABJISIIOILETO 3TOT ITPOEKT.

Ha nmpyroit cTopoHe crieKTpa HaxOAMUTCS Caydaii peGEHKa,
KOTOPBIN TOTOBUT KO(e BriepBbie. EMy HY’)KHO OCO3HaHHO U3Y-
YUTH IOCAeN0BATeNbHOCTh KakKAOTO ILIara 3TOI MPOLenypbl,
MpMHMMasl BO BHMMaHMe UX CBSI3HOCTb. Takum o6pasom, Bap-
Ky Kope MOKHO CUMTaTh TPUBUAIbHBIM mHpumMepom Happa-
TUBHOCTU TOJIBKO ITOCTOJIbKY, ITOCKOIBKY 3TO JEMCTBME MOKET
ObITb ycBOeHO. TeM He MeHee, NepBOHAuaabHbIIi HappaTUB
IOJDKEH OBITh CO37]aH, TPOBEPEH Y COXPAHEH ISl JaTbHEeNIINX
CCBUIOK, MHAue IIPOeKT He OyeT ycrenrHo BoinonHeH. Ho Hap-
PaTUBHOCTD X B TAKOM CJTy4yae BCE ellé MPUCYTCTBYET U MOKET
ONSITh BCIUIBITh Ha MTOBEPXHOCTh. B caMom Jene, npebbiBaHMe
«B MOMEHTe» BapKu Kode OymeT 3HAUMUTh He MPOCTO yyacTue
B OIpe/IeJIEHHO CTaaMM, a IpeObIBaHNME B 3TOM MOMEHTE KaK
COCTaBJISIOLIEI BCEro Mpolecca — «B MOMEHTe» HappaTuBa.

Vcxonst U3 cKa3aHHOTO, MOXKHO CAeaTh BbIBOJ, O TOM, YTO
TPUBUAJIBHOCTD JIFOOOTO JEeViCTBUSI CTAHOBUTCSI BOIIPOCOM CTe-
neHu. OUeBUIHO, UTO KaXXAo0e MepexxuBaHme, Takoe, KaK, Ha-
npumep, Bapka Kode, MOXKeT IIPMBHECTM 3HAYMMOCTD
B XX13Hb. KOHEUHO, He BCE BIMCHIBAETCS B IVI0Oa/IbHbIE TTPOEK-
Thl, HO TeM He MeHee TPUBUAIbHOCTb JIIOOOTO JeiiCTBUS
HE MOXET MPUIMCHIBATHCS 10 YMOJIUYAHUIO JTIO60MY Haliemy
JIeicTBUIO, U paMKy HappaTMBHOCTM OCTAlOTCS COBEPIIEHHO
CYOBEKTUBHBIMIA.

3axknioueHue

B 4éM ke COCTOUT B3aMMOCBSI3b MEXIY MO3TOM ApPUCTO-
Tessl, UCTOPUKOM [IaHTO M CaJOBHMKOM, BbIPAIIUBAIOLINM
po3bI? Bce OHM CO3[1aI0T HAPPATUBBI, U TO, UTO UX OOBEIVHSI-
eT, — 9TO HappaTMBHBIN MPOLECC, B KOTOPbIII OHU BOBJIeUe-
HbI: HaIlMCaHMe CTUXOTBOPEHMSI WJIM MCTOPUYECKON pabOThI
BKJIIOYAIOT B cebst 3TOT mporiecc. HemocTaTouHOCTh UCTOPUM
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B Ila3aX ApPUCTOTeNs UM MIOeaJIbHOrO XPOHMKEpA B Ija3ax
IJaHTO IeMOHCTPUPYET YHUKAJIbHYIO IIEHHOCTb M HeoOXOmm-
MOCTb HappaTuBa [Jis 4YeI0BeuecKOro MmoHuMMaHus. Paccyxk-
oeHue JJaHTO O MPOEKTHBIX IJ1arojiax MOKa3bIBAaeT, 4YTO, UC-
MOJIb3Yys SI3bIK, Mbl HEU30EXKHO TMpPEeAbSIBISIEM IIPEeTeH3UU
M CTPOMM IIPOEeKThl Ha Oyayllee, AaXe eC/M OHU OCTAIOTCS
MOACO3HATENbHBIMM, HENPU3HAHHBIMM WIM ITOTEHLMAIbHBI-
Mu. IIupokoe ymoTpebieHMe TaKuUX TIJ1arOJIOB YKa3bIBaeT
Ha TO, YTO 3TOT BUJ, IIPOEKTUPOBAHUS SIBJSETCS HEOTbeMJIe-
MbBIM ¥ HEOOXOAMMBIM acCIleKTOM Hallleii YMCTBEHHOI maesi-
TEJIbHOCTU M 4YTO TaKOe IMPOEKTUPOBAHME — 3TO pPE3yIbTaT
HappaTtusHocTH.

HappaTuBHOCTb KakK MEHTa/JIbHbII KOMIIOHEHT HalIUX T1e-
peXUBaHUI SIBJIIETCSI HEOOXOAMMBIM YCIOBMEM BBITIOTHEHUS
OPYTUX KOTHUTMBHBIX 3a/a4, BK/IIOYAIOMIUX B Cebs IOMCK
dbopMbl M CBSI3HOCTM BO BpeMeHM, a Takke IOMCK CMbIC/IA
B MOBCEOHEBHBIX IepeXuBaHUsIX. HappaTMBHOCTb — TakKke
MEHTAaJIbHbI/I KOMIIOHEHT, KOTOPbI aKTUBUPYETCS, KOra Mbl
MIPUCTYTIaeM KaK K AeiCTBUSIM TPUBMAIBHOTO XapaKTepa, Ta-
KM, Kak Bapka kode, Tak 1 K 60jiee MaCIITaOHbIM ITPOEKTaM.
C ApyToil CTOPOHBI, JTI060€ pacCykIeHue O AeCTBUSIX TpebyeT
obpalneHuss K HappaTMBHO MPUPOJEe HALIMX NepPeKMBAHMUIA,
KOTOpasi OTPaXaeTcs B HalleM s3bike. JIMHIBUCTUYECKAs
Heo6xoAMOCTh HappaTMBHOCTM pacIpoCTpaHsIeTCs] Ha HaIly
YMCTBEHHYI0 aKTMBHOCTb, KOTOpAsl 3a[eliCTBOBaHA B IOMCKe
(dbopMbl BO BpeMeHN.
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MAPAT AGACUXEB?

BE3OBbEKTHAA TPAHCUEHOEHTAJIbHAA
JCTETUKA UMMAHYUNIA KAHTA

...Cy)KIeHue BKyca He eCTh [T03HaBaTeIbHOE CY)KIeH1e, TeM CaMbIM
OHO He JIOTMYECKOE, a 3CTETUYECKOe CYKIEeHME, IO, KOTOPhIM ITOHU-
MaloT TO HUe, OTIpeIesiIollee OCHOBAaHME KOTOPOTO MOXKET ObITh
TOJIbKO CYObEKTUBHBIM.

H. Kaum?

A6cmpakm

B craTbe mpennpuHuMaeTcs aHanu3 scteTuku U. KanTa B cBeTe co-
BPEeMEHHbBIX HaYYHbBIX MTPeICTaBAeHM 06 3TOi 06/1aCT 3HAHMS,
OMMCBIBAIOTCS UCTOKU €T0 METOLOJIOTUM B OIIpelle/IeHUU CTPYKTYPhI
¥ QYHKLIMYM UCKYCCTBA U XyIOXKeCTBEHHOTO TBOpYecTBa. [laiee gaet-
Csl TepeoCMbIC/IEeHHAsI OlleHKa XapaKTepa U MoC/aeICTBUIA BIAMUSHUS
3CTeTuYecKoi KoHuenuumu M. KaHTa Ha TeOpuio 3CTETUKY B 1[€JI0M,
TeopeTuuecke KOHLEeNIUM XyJOXXeCTBEHHOIO TBOpYeCTBa, a TaKkKe
Ha HEeKOTOpbIe SIBJI€HMS U TTPAKTUKU COBPEMEHHOI'0 MCKYCCTBa,
BIIOXHOBJIEHHbIE TEOPETUUECKUMU MOCTpoeHUsIMYU KaHTa Ha py6eske
XIX n XX BEeKOB.

Kniouessle cnosa

! Mapam Agacuxes — mpodeccop, TOKTOp Guaocopckux HayK, UaeH MexkK-
JIYHapOAHOIrO penakuMoHHOro cosetra AU, MHOroneTHuii cotpygHuk locy-
apCTBEHHOTO MHCTUTYTA MCKYCCTBO3HAHMSI, aBTOP OJHOTO 13 IMEePBBIX CIie-
LIMATbHBIX MCCAeMOBaHMii acteTuky V. KanTa, omy6IMKOBaHHBIX HA PYCCKOM
s3bike (Agacuices, M. H. cretuka Kanta. M.: Hayka,1974).

2 Kaum, WM. Kputmka crocobHocTM cyxpaeHust / IlepeBof C HEMEI[KOTO
H.M.Coxkonosa. M.: WckycctBo, 1994. (Cepus «McTopus 3CTETUKM B TTaMSIT-
HMKax U OKyMeHTax»). C. 70—71.
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Owryiesue, BOCIIpUATHe, 06pa3, paccymok, pasyM, UIes, CXema,
BKYC, MCKYCCTBO, TBOPYECTBO, UTPa.

CDM/IOCO(I)CKMC ocHoeaHus 3cmemuku Kanma

Iyx smoxu B 310Xy IIpocBelenust mo6ykaaa pemarb OcC-
HOBHbIE BOIIPOCHI (puaocoduyu HAYYHBIMMU U 3SKCIIEPUMEH-
TaJbHBIMM MeTomaMu, paspaboranHHbie V. Kerutepowm, I. T'a-
gwineeM u WM. HpoOTOHOM, IIOH, BAMSHMEM KOTOpOro KaHor,
MO0 ero MpU3HAHUIO, CTPEMUJICS CTPYKTYPY U METOHblI MCCe-
IOBaHMS MMOTPeGHOCTEN YeloBeKa MPeCTaBUTh KaK HAyUHbBI
9KCIepUMeHT. [lefiCTBUTeNbHO, METOAbI MccaenoBanus Holo-
TOHOM KOCMOCA M METObl MCC/IEIOBAHMS CITOCOOHOCTY IIO-
3HaHMg KaHTOM MMenu orpeneneHHOe CXOACTBO B TOM, YTO
OHUM MCC/IeIOBa/IM He peajibHble 0ObEKThI — KOCMOC M MOS3T,
a ux ¢yHKuuM: HpIOTOH TeopeTudecku 060CHOBaI (eHOMEH
TAroTeHus onucaHHbiii KemiepoMm, a KaHT — u4yBCTBa yIo-
BOJIbCTBUSI U HEYIOBOJbCTBUSI TPU BOCIPUSTUM PaA3TUUHBIX
npegMeToB U UCKycCTBa. I. duxre, caymasiunii jekuuu KaH-
T4, XapaKTepPHO IO UX BAMSIHMEM Ha3Bajl CBOIO (uiocodpuio
KaK «HayKOy4YeHMeM».

[leiiCTBUTENBbHO, TBOPUECKUI U SKCIIEPUMEHTAJIbHBINA Xa-
paKkTep mpuCyl] ero COuMHeHusIM «KpuTuka 4nucToro pasyma»
n «KpuTuka mnmpaxkTuyeckoro pasyma». Ho mocie HammcaHus
nByX 9Tux «Kputuk» KaHT ybeamsicsi, 4TO OCHOBHas 3ajaya
CMHTE3a ero B3IISIAOB B CUCTEMY M UX 00beAMHEHUS] B TApPMO-
HUUYECKOe eMHCTBO He pellleHa. B pe3ynbTaTe MOATUX pa3my-
Muit KaHT MpomosmKuiT CBOJ KCIiepuMeHT B «KpuTuke crmoco6-
HOCTY CYKIEHMS» M pa3paboTas 3CTeTUUYECKYI0 KOHIIEIIINIO,
B KOTOPO¥ MCKYCCTBO IPEICTaBMI KakK 00beAVHSIONIEe 3BEHO
IJISI €T0 TeOpuM TIO3HAHUSI U STUKU — KOHIENUUU MPUPOIbI
" cBOOOABI — CO3/1aB 00IIyI0 cucteMy Guiocodum Ha OCHOBE
MIPUHIIATIA TPAHCLUEHAEHTATBbHOCTU U C TOPIOCTbIO OOBSIBIAI,
UTO OH 3TUM OCYUIeCTBWI <«KOIIEPHMKOBCKUIA II€PEeBOPOT»
B punocoduu, cMbIC/I KOTOPOTO 3aK/II04aeTcsl B TOM, UYTO MpuU
BOCIIPUSITUM OOBEKTOB PeaJbHOCTM He TIOHSITUSI pacCyaKa
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JIOJDKHBI COOTBETCTBOBATh 0OpasaM IIpeaMeTOB, a Ha0OOpOT,
06pa3bl — MOHSTUSIM, YTOOBI TOAUMHUTD UX 0OIIEMY ITPABUITY.

Hamepenne Kanrta, 3asiBieHHOe MM B 06sacTi hyHIaMeH-
TaJbHOM (TpaHCIEHAeHTAIbHONI) 3CTeTUKU elle B «Kputuke
YMCTOrO pasyMa» 6bLI0 CHOPMYIMPOBAHO UM COBEPIIEHHO OT-
YeT/IUBO:

...B TPaHCUEHIEHTAIbHOI 3CTETUKE MbI IIPEXKIE BCETO U30IUPYEM
YyBCTBEHHOCTb, OTBJIEKAS BCE, YTO MBICJIUT IIPU STOM PACCYIOK I10-
CPeIiCTBOM CBOMX MTOHSITHIA, TAK YTOGHI HE OCTAJIOCh HUYETO, KpOMe
IMIIMPUYECKOTO CO3epIianms.!

PeasibHbINi CMBICI KAHTOBCKOTO IMEPEBOPOTA B TEOPUM I10-
3HAHMS 3aK/II0YaeTCsl B TOM, UTO CyOBEKT BOCIIPUSITUSI B 00-
IIecTBe C pasBUTON KyJIbTYpbl, Hampumep B 3moxy KaHra,
a TeM OoJiee B Hallle BpeMs IIPeICTaB/IsSIeT OO0 CIOKHBIN Op-
raHM3M, CTPYKTypa KOTOPOTO SIBJISIETCSI UTOTOM JIOJITOrO pas-
BUTUS Uel0oBeKa OT ero MepBOOBITHOTO COCTOSIHMS, KOT/a OH,
KaK M JApyTMe XMBOTHbBIE XXWJI B €CTeCTBEHHO IMPUPOIHOI
cperne ¥ TIOBeJeHNe ero OINpeesiyioch ero BPOsKIeHHbIMU VH-
ctuHkTamu. C Tex IMop, KOTAAa KaTaKAM3Mbl B IPUPOJe 3acTa-
BWIN €ro TMOKMHYTh IOpefeBIlNe jeca U TMPUCTIOCOOUTHCS
K HOBBIM YC/IOBUSM >KM3HEAESITeNIbHOCTY, M3MEHUBIINUX €ro
dbopMbl TTOBeieHNsI, ¥ OT COOMpPATENbCTBA M OXOThI OH BHaYasIe
nepeiies K IPMMUTUBHOMY ITPOU3BOJICTBY, @ 3aTeM K 1 Gosee
CJIOKHBIM (popMaM TPYIO0BO¥ AeITelbHOCTY, ITOCTEIIEHHO U3-
MEHMBIINX €ro GM3nUecKnii 06IMK M YCIOKHUBIINX CTPYKTY-
py ero mosra, B KOTOPOM 3aredatienycb (Gopmbl Hamubosee
TUIUYHBIX BOCIIPUHSTHIX OOBEKTOB MPUPOIbI M CO3HAHHBIX
NpeaMeTOoB U OpyOUil TpyZda.

C Tex mop Hayvascsi OOOIOHBIN MPOLIECC CO3aHUST Kyib-
TYPHOJ Cpenbl M pa3BUTHUS YeloBeka. Bo Bpemst Hay4yHO gesi-

! Kanm, U. Kputuka umucroro pasyma / IlepeBop ¢ Hemenkoro H. Jlocckoro.
CsepeH u oTpenaktupoBaH L. Ap3akansHom u M. UTkuHbIM. TIpumevanus
1I. Ap3akansina. M.: 9kcmo, 2015. C. 129.
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TesqibHOCTM KaHTa eBporieiickasi KyJabTypa JOCTUIIA AOCTATOY-
HO BBICOKOT'O YPOBHS. [Ipy BOCHIpUSITUM TIPEIMETOB IIPUPOIbI
WX KyJAbTYpbl YeJOBEK IMPEBOCXOOMII UX COAepsKaHueM
M CTPYKTYPOIi CBOEro MO3ra ¥ B UTOTe MPUOABJISII K TIPeAMETY
JAHHOTO BOCIIPUSITUSI pe3yJbTaThl MPOILJIOrO OIbITa €ro I0-
3HaHUS M TaKMM 00pa3oM CUMHTE3MpPOBal B HEM DPe3y/bTaThbl
HACTOSIero u mnpouuioro BocnpusaTtuii. Ilpu stom Kant pjs
YUCTOTBI IKCIIEPUMMEHTa OOGBEKTOM BOCIPUSITUSI BBIOMpAI
MpeaMeThl, IIPeBOCXOASIIME paHee BOCIPUHSTHIE M0 3Hauye-
HUIO U QYHKIIUSIMUA.

Ternepb CTajJ0 HaM MOHSITHO, TTOYEMY TIpekAe MOIJIO Ka-
3aThCs TapafoKCAIbHBIM yTBepKIeHMe KaHTa, cCoriacHO KOTO-
pOMy TpaHCUeHAEeHTaJbHasl MCTUHA MpefuiecTByeT SMIUPU-
yecko uctuHe. Takasi UCTMHA COAEPKUT B ITIOHSITUSIX pacCyaKa
Bce GOTaTCTBO 3HAHMS TPEAIIECTBYIONIMX BEKOB M HajessieT
UM SMIOUPUYECKIe NpeCcTaBIeHns, CO30aBasi STUM «Belu AJ1s1
Hac», obpasymwllue IpeaMeTbl MaTepuaabHON M TyXOBHOI
KYJIbTYPbI, KOTOPbIE€ BOCIIPUMHMMAIOTCSI U OLIEHMBAIOTCS He ca-
MM T0 cebe, a IO UX CBOJCTBAM, BO3IEMCTBYIOIMX HA UYB-
CTBEHHOCTb, ¥ 3aTeM pa3yM ompepeseT X QyHKIMOHATbHYIO
11e71ecC006pPa3HOCThb U LIEHHOCTb. OTO — HAay4YHO-3KCIIepUMeH-
TaJIbHBII MIOAXO/, KOTOPBIN MpeTeHAYyeT Ha ero HayuHoe aJleK-
BaTHOe pellleHMe, a He Ha Puiocodckue CreKyasauunu B gyxe
TPUBMAIBHOTO COOTHOLIEHMS AyXa M MaTepum Uau copepxka-
HUS M GOPMBI, uaeanu3ma u popmanmsma.

OT NMoJ06HBIX CIIEKYIISILINI He yaepsKaics B COBETCKUIA e-
pMOI, TaKoi 3aMeTHbI UcTOpuK pumocodpun, kak T.MN.Oiizep-
MaH, KOTOPBIN He CKYIIWJICS B IPeIUCIOBUN K «KpUTHKe UncTo-
ro pasyma» MHOTOTOMHOM CcOGpaHuy coumMHeHuit ¢puaocodal,
Ha yacTble 00BMHeHMe KaHTa B ero uaeaamcTUIecKux «I1opo-

' Otizepman, T. U. Tnasusiit Tpyn Kanta // Kanm, W. CounHeHMs B LIECTU TO-
max [Ilox o6mm. pen. B.®.Acmyca. A.B.T'ymbiru, T.J.Oiisepmanal, M.: MbIcib,
1964. (Cepust «dunocodckoe Hacnenue», Akaa. Hayk CCCP, UH-T dwmmoco-
¢bun) T. 3. C. 5—67.
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Kax», He TIpUMHMMAasi BO BHMMaHMM, YTO NIPeIMEeTOM ero uccie-
JIOBaHMS ObUIM BO3MOXXHOCTY HAyYHOTO 3KCII€EPUMEHTaTbHOTO
MCC/IeNOBaHMs TO3HaBaTeNbHbIX CIIOCOOHOCTEl YesioBeKa,
a TMo3uIMu ymMo3puTenbHoit pumocopun. K koumy XIX Beka
B TOVi ke Tepmanuu mosuiiuu Kanra 6yayT peaan30oBaHbI B I10-
SIBJIEHMM HAy4YHOI1 ricuxonorun (B. Bynar u npyrue).

Beigaromuit ucciaemoBateb Haciaegust M. Kanrta m Bcero
9TOTO Tepuoja TepmaHCcKoi ¢umnocobun B.d.Acmyc, KoTO-
pbIit meHus1 KaHTa Kak efiBa M He caMOro Bblgarolierocs: ¢u-
nocoda B uCTOpUM, TeM He MeHee, TaKKe CUMTAT BO3MOXK-
HbIM, CKOpee BCero, Mo MpuuyuHe UCTOPUYEeCcKoi creunduru
CBOEro BpeMeHM, yKa3aTb B KPUTMUECKOM KIIKOUe B APYrom
TOMeE TOTO ke M3JaHusl, oTMedast popmanucTuuecKuii 1 uie-
aIMCTUYECKUI XapaKkTep TaKOro IOAX0Aa, CBI3b yueHus KaH-
Ta O CBOOOJE M MOpPAIbHOM ABTOHOMMUM JIMYHOCTU C €ro
TPaHCLLEHIEHTAJIbHO 3CTETUKOIA:

B yuenuu Kanra o cBo60e 06HapyKMBAETCS ITyOOKasK CBSI3b MEKAY
€ero Teopueli TO3HaHMS U 9TUKOI, MEXAY ero yueHeM O pasyMe
TeopeTMUeCKOM U YUYeHMeM O pasdyme IpakTuiyeckoM. JTuka Kanra
OIHMM U3 CBOMX YCTOEB MMEET «TPAaHCLeHAEeHTAIbHYIO 3CTETUKY» —
yueHue 06 MIeasbHOCTY MPOCTPAHCTBA U BpeMeHu. Ha uneanmsm
Teopuy MPOCTPAHCTBA U BpeMeHM onuparoTcs y KaHta u MmaremarTu-
Ka (B ero rHOCeoJIOTnn),  yueHue o cBoboe (B ero sTuke).!

CkJiafibIBaeTCsl BII€UAT/IEHVME, YTO ITM aBTOPbI HE BIIOTHE
TIOHSITM CYTh TPAHCIEHIEHTAIbHOCTU U TOTO, UTO MCXOTHBIM
HAyaJIOM MO3HAHUS YeJIOBEKOM 0OBEKTUBHOM PeasbHOCTH SIB-
JITIOTCSI OIIYIIEHUS ee TIPeIMeTOB, KOTOpbIe 3aTE€M OHM B Ia-
MSITHM OTKJIAAbIBAIOTCS KaK (DOPMBI M XPAHITCS 0 CIeIYIOIIMUX
BOCIIPUSATHII TIPEIMETOB M B accolyaiuu o6pasyioT, B TOM
yycie, Gymyiiye o6pasbl MCKYCCTBA, KOTOPbIE MOTYT OGBEKTH -

L Acmyc, B. @. Tlpenucnosue // Kaum, M. Counuenus: B mectu Tomax [Ilox
o611, pen. B.®.Acmyca. A.B.T'ynbiry, T.W.Oii3epmanal, M.: Mbicib, 1965. (Ce-
pust «dunmocodcekoe Hacaenne», Akaz. Hayk CCCP, H-T dunocodbun) T. 4. Y.
1. C. 30—31.

103



BUPOBATHCS B SI3bIKE M300pa3mUTENbHBIX, TUTEPATYPHBIX U MY-
3BIKAJIbHBIX ITpou3BeneHnint. Hu oguH u3 TUIIOB eBpOIeicKon
dwunocopun He 6bIT 03a00YEH MATEPUATbHON 0ObEKTHOCTHIO
M3HAUYQJIbHOTO TI0O3HAHMSI, KaK coBeTcKasi dwiocodus,
He 3HaBllIasi HUKAKOTO Ipefena B CBOEM B CBOEM CTPEMJIEHUN
MIPUBSI3aTh OyXOBHOE K MaTepuaJibHOMY, KaK paHee IOoOMeL/-
KM B CBOEM CTpeMJIEHUM NIPUBSI3aTh KPECThSIH K 3eMJIe, OfHA-
KO ¥ OHa, lake B JiKile Haubosee 3aMeTHbIX CBOUX IPeICTaBM-
TeJlell, OKa3anach cjiera K 3eMHOMY peanu3Mmy KaHTOBOI npen
TPaHCLIEHIEeHLIVNA.

«KonepHukoBCcKuit mepeBopoT» KaHTa COCTOUT B B TOM,
YTO OH MepBbIM MOCTPOMJI 3CTETUKY U TEOPUI0 MCKYCCTBA
Ha YYBCTBEHHOCTM, BbI3BAaHHOI pediiekcyeit Ha GOpMbI TIpej-
CTaBJIEHUI BOCIPUHSITBIX MPEIMETOB IPUPOIBI U KYIbTYpHI,
KOTOpbIe HAAENSI0TCS PACCYAKOM CMBICJIOM U Aajiee Ha Mpak-
TUKE UCIIONAb3yeTCsl pa3yMoM. [IpMHIMUIT TpaHCLeHAeHTa/IbHO-
cTH, chopMyaMpoBaHHbI KaHTOM, SIBSIETCSI BbIIAOIIMMCS
IJIS1 CBOETO BPEMEHM HAay4YHbIM OTKPBITMEM B THOCEOJIOTUMU
" 3aJ0JITO 0 BOSHMKHOBEHMSI HAYYHOM GU3MOIOTUM U TICUXO-
JIOTUM aJIeKBaTHO MHTEPIIPETUPOBAJI STAIbl BOCIIPUSATHUS U €ro
pe3y/nbTaThl, @ MMEHHO TOT (aKT, YTO UYeJOBEeK HeIoCpe[-
CTBEHHO BOCIIpMHMMAeT He 0OBbeKThbl peaibHOCTH, a UX CYOb-
eKTUBHbIE 00pa3bl, KOTOpbIe Ojaromapsi OMBITY MPEeAbITYIINX
BOCIIPUSITUI TPEICTAB/ISIIOTCSI KaK OObeKTUBHbIE TTPEIMETHI.

Ho, Boo0OIe, TpaHCIEHAEHTAJbHOCTh MPUCYIIA BCEM
dbopmam MaTepuasbHOI M IYXOBHOV OeSATeTbHOCTH, IIpe-
METbl KOTOPBIX OMpPEAEssIIoTCS He 0 MX MaTepuaabHbIM Ka-
yecTBaM, a IO CYOBEKTMBHOMY BOCHPUSITUIO MX CBOVCTB.
HaumHasi ¢ mepBOOGBITHBIX BPEMEH UeJIOBEK B 3IMOXY cobupa-
TeJIbCTBA OMpPEAENsl U 10 CUX TOp OIpenensieT MPUTOAHOCTb
IJIONOB ¥ BCAKOM IPYroil IUINM IO MX BKYCOBBIM Kaue-
cTBaM. B MakpoKoCMMUECKMX ¥ MUKPOKOCMMUUYECKUX CITydasix
UCCIeNOBAaHMI, Ie MpegMeTbl HeOOCTYIIHbl IJis MX Hero-
CpPenCTBEHHOTO BOCIPUSITHUS, OINPENENSIIOTCS U OLeHMBAIOTCS
[0 UX CBOJCTBAM, HO YCTAHOBJIEHHBIM C NMPUMEHEHMEM TeX-
HUYECKUX CPEJICTB.
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TakuM 06pa3oM, OTKpbITass KaHTOM TpaHCIeHAeHTasb-
HOCTb, TIO CYTH, SIBJSETCS YHUBEPCAJbHBIM MMPOBBIM 3aKO-
HOM, IEe/CTBYIOLUIMM BO BCeX OOJIaCTSIX M Ha BCeX YPOBHSIX
MHGOPMAIMOHHOM aKTUMBHOCTM YejlOBeYeCTBa, a BO3MOXKHO
TaKKe ¥ KMBOTHOTO mMupa. bBosee Toro, Giaromapst GyHKIINMO-
HQJIbHOV aKTUBHOCTM CBOWCTB BOCHPUHSITBIX IIPEIMETOB,
B JKCIIEPUMEHTAIbHBIX MCCIENOBAHUSIX BO3HMKAeT MHTEH-
CUMBHOE OXMBJIEHME paccyKka ¥ BOOOpaskeHMsI, HaXOsl BbIpa-
JKeHMe B TPAHCLLEHIEHTAIbHOCTY YMCTOTO UCKYCCTBA.

[To3UTUBHBIN CMBIC/I TAKOJM Omepamnuu 3aKa4ajcs B TOM,
yTo 3TMM KaHT MNpomo/sKMi TeHAEHUMIO ITOMMUHUPOBAHUS
B snioxe [IpocBelieHMsI TMUHOCTU U €T0 MHTEeJIEKTa Haj, CPeJi-
HEBEKOBOI1 KyJIbTYpOii, Ha4aToii JleKkapTom, OObSIBUBIIIMM CBOE
Kpeno B dunocopunu — «S MbICTIO, C/IeIOBATENbHO, S CyIle-
CTBYIO». DTO CMMBOJIMYECKM 0003HAUMIIO B €BPOIIEICKOM Tpa-
JIULUUU TIepexoll OT TPaAULMOHHBIX CIIEKYISITUBHBIX TEOPUit
MO3HAHUSI U AeATeIbHOCT AHTUYHOCTM U CpenHeBeKOBbS
K TMTOHMMAaHMIO peaJbHO CYObeKTMBHOV MPUPOABI TBOPUYECTBA,
YTO OTKPBLIO NMYTh JJISI HOBBIX TEOPUI B HayKe U 3CTETUKE.
Bknan KanTa B 3TOM HampaB/IieHUM 3aK/I4YaeTcsi B TOM, OH
yIpasgHWI MpobiaeMy 06beKTa M300paskeHusI B MCKYCCTBE, 3a-
MeHMJI er0 CyObeKTUBHOI peduiekcyeil — UyBCTBaAMMU YHA,0BOJIb-
CTBUSI WM HEYHOBOJBCTBUS 6€3 MPaKTMUeCKOro MHTepeca
" CBOOOAHOI UTPOIi BOOOPaKeHMS U paccyaKa.

Takum o6pa3om, KaHT B cBOeit 3CTeTHKe BIIEpPBbIe CAeIal
aKIeHT He Ha MCC/IeJOBaHMM PeaJbHOCTM 0OBEKTOB, a Ha CYyO'b-
eKTUBHOJ peaJlbHOCTU BbI3bIBAEMBIX MMM YYBCTB YIOBOJIb-
CTBUSI U HEYHOBOJIBbCTBUS, NEMCTBUTEIBHO 3CTETUYECKON pe-
aJIbHOCTM BHYTPEHHETO0 MMpa YeIOBEYECKOTO CyObheKTa. DTO
ObLJIO B OTHOLIEHUM IIpeaMeTa 3CTeTUKM TMOA0OHO 3KCIepu-
MeHTaJTbHOMY MeTony HbIOTOHA, MpeIMeTOM KOTOpPOTO ObLT
He 0O0BEKTHBIN KOCMOC, ucciaenoBaHHbI Keriepom, a cBoii-
CTBa KOCMOCA, U3JIOKEHHBIE B €T0 TEOPUM TATOTEHMS Ha SI3bIKe
MaTteMaTuKM. Jlajiee, KaK YaCTHBIN CJIydail 3TOro MOgXona Mbl
pacCMOTPUM XapaKTep U pe3ylbTaTbl IPMMEHEHUs TPaHCLeH-
JeHTJIbHOIO MeTOZAa K aHa/IM3y IPUPOLbI TPEKPACHOTO.
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Teopus npexkpacrozo Kanma

OcHOBHast 0COGEHHOCTh TeopuM IpekpacHoro Kanram xa-
paKkTepHa TeM, YTO ee OCHOBHBIM IPeAMETOM VCC/IeIOBaHUS
SIBJISIIOTCSI He peayibHble OOBEKTbI, @ BKYC — CyObEeKTHBHAasI
0COBGEHHOCTb CYAUTH O IIPEKPACHOM Ha OCHOBAHMUM yIOOBOJIb-
CTBUS MM HEYIOBOJbCTBUSI, CBOOOJHOTO OT BCSIKOTO MHTEpe-
ca, KOTOpoe BO30yXXmaeT WIpy BOOOpaskeHMSI M paccyaka
" OIIyleHMe Bceobieit coobiaemoctu. [Ipy 3TOM, Impekpac-
HOMY COOTBETCTBYET 0COOBIN XapaKTep CysKIAeHMUs BKyca:

«BKyC eCTb CITOCOOHOCTD CYIUTD O MPeIMeTe WY O CII0co6e Mmpef -
CTaBJIEHNSI IOCPEACTBOM 6/1aropacIiookKeHNst UM OTCYTCTBUS €ro,
CBOBOIHOTO OT BCSIKOTO MHTEpeca. [lpegmer Takoro 61aropacrono-
SKEHUST HAa3bIBAETCSI TIPEKPACHBIM. »!

Bo Bcex ornpeneneHusix mpekpacHoro KaHrta ero Kpurepu-
€M YTBEePXAAeTCs He peasibHbIN TpeaMeT BKYCa, a YA0BOJb-
CTBMeE, BO30Oykmaemoe 0e3 Kakoi-mmbo 1eam u 6e3 BCSIKOTO
MHTEepeca, Kak o0Iee YyBCTBO ¥ HEOOXOAMMOE yIOBOIbCTBIE
obs13aTebHOE 1151 BceX. Bce cBOIICTBA MPEKPACHOTO SIBISIIOTCS
JIOTMYECKMUM pe3y/bTaToOM IpuMeHeHMs1 KaHTOM K ero ompe-
IleJleHUIO0 TTOAXO0I0B TPaHCILeHAeHTaJIbHOM 3CTeTUKM, COIJIac-
HO KOTOPOJi OCHOBHOJ OCOOEHHOCTBIO €€ SIBJISIETCSI TOMMHMU-
poBaHue (GopMbl Haj ComeplKaHMeM KakK Ie1ecoo0pasHOCTU
6e3 yTUIMUTAPHO 1e AJ1s1 BO30YKIeHMs YyBCTBEHHO ITepe-
SKMBAeMOTO YIOBOJIbCTBMUSI.

CTpemJiieHne BbIIEIUTD U OTIPEIeIUTDb IPEeKPaCcHOe B KU3-
HM M VICKYCCTBE CaMoO IO ce6e B «4MCTOM» BUIE 3apOAMIIOCH
eme B [IpeBHeli I'periu B amasnorax [ImaToHa, B KOTOPBIX MX
repoii COKpaT CTPEMWJICSI BBIAEIUTh MPEKPACHOe B pa3any-
HBIX MpeAMeTax U Mpuies K BbIBOAY, UTO IpeKpacHOe —3TO
uaes Kak HeKas peajbHOCTb, MPWIOKEHMEe KOTOpOi mdenaeT

! Kanum, H. Kputuka cIocOGHOCTM CyxkmaeHusi / IlepeBom € HEMELIKOIO
H.M.Coxkonosa. M.: UckycctBo, 1994. (Cepus «McTOpus 3CTETUKU B ITaMSIT-
HMKax U fokyMeHTax»). C. 78. Kypcus Kanrta. — M.A.
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MIpeKpacHbIMM JII0ObIe TTPeIMETHI IPUPOAbI, peMeC/IeHHbIX U3-
Ienuit U maske, HaIIpuMep, HEKPaCUBbIX JIEBYIIEK. DTO ObUIO
0COOEHHOCTbI0O aHTUYHOTO MEHTAJIUTETa BCe CYObEKTUBHOE
CUMTATh MpPeAMeTHO OOBeKTMBHBIM — U 00pa3bl MCKYCCTBA,
M pasaMyHbIe YyBCTBA —PafoCTh, HEHABUCTb, Y>KaC U T 1.

[lnaToH BCe TMpenMeThl MPUPOABI, KyJIbTYypbl M MCKYCCTBA
ompepessieT He uepe3 ClydaliHble CyObeKTUMBHbBIE UAEN, A Ue-
pes3 uxX uaeaqbHO PEKOHCTPYMPOBaHHbIe CYHIHOCTU. ECTb Bce
OCHOBaHMS MoJiaraTh, 4YTo KaHT B CBOEi Teopum MpeKpacHOTO
YUUTBIBAI 3TY 0COGEHHOCTh aHTUYHOM ICTETUKM, COETUHUB ee
C COBPEMEHHBIMM €MY STUCTEMOJIOTMYECKUMU ITPEACTABIEHN -
sMU. B ykazaTese MCI0/Ib30BaHHbBIX MM MMeH B ero «Kputukmu
CIIOCOOHOCTY CYXKIEeHMsI» MPUCYTCTBYIOT MMeHa IepCoHasuii
aHTUYHOM KynbTypbl — Tomep, MupoH, demokput, Cokpar,
IInaToH, Apucrorenb, AHakcarop, JIMKYpP U COBPEMEHHBIX
eMy aBTOpoB — BombTep, Hekapt, JIOKK, Jleccuur, CriMHO3a,
IOMm 1 mpyrue.!

[anee IpUMHLMUIIBI UCCAEAOBAHMSI IPEKPACHOTO MTPUMEHSI -
10TCs KaHTOM B ero uccienoBaHuUM TEOPUS XyLOKECTBEHHOTO
TBOPYECTBA.

Teopwl xyaomecmsennozo meopuecmea u d)ym(uuu uckyccmea

B Teopum xymoskeCTBEHHOTO TBOpuecTBa KaHT yTBepsKaa-
er:

l'enuii — 3TO0 TanaHT (Zap NpUPOALI), KOTOPBIN JaeT UCKYCCTBY IIpa-
BUJIA.

OTO 060CHOBBIBAETCS CJIEAYIOIINM 06pa3oM:

ITOCKONBKY TAaHT KaK MPUPOKAEHHAS TPOLYKTUBHAS CIIOCOGHOCTD
XY[ILO>KHMKA caM IPMHAJJIEXUT NIPUPOJE, TO MOKHO BBIPA3UTh 3Ty
MBIC/Tb ¥ TAKUM 00pa30M: TeHUI — 3TO BPOKJeHHAas CIOCOGHOCTh

! Kanm, H. Kputuka crmoco6HOCTH CcyskaeHust / [lepeBom ¢ HEMeIKOro
H.M.Coxkonosa. M.: WckycctBo, 1994. (Cepus «McTopus 3CTETUKM B TTaMSIT-
HMKax U JOKyMeHTax»). C. 368.

107



oy (ingenium), TOCPeACTBOM KOTOPOV MPUPOJa JaeT UCKYCCTBY
npasuia.!

KauT ompepnensieT neiiCTBUTENbHYIO CIelMUKY XymoxKe-
CTBEHHOT'O TBOPYECTBA KaK B3aMMOJIECTBME TIOHSITUIA U UyB-
CTBEHHOCTH, IIPUCYIIETO TOJIbKO F€HUIO.

YT06bI MpeCcTaBaeHNe, TOCPEICTBOM KOTOPOTO JAeTCs IpeIMeT,
MIPUBEJIO K MIO3HAHMIO, HeOOX0OMMO BOOOpaskeHue s 00beIMHe-
HUSI MHOTOOGPA3HOTO B CO3epLaHUU U PACCYAOK IJIs eOVHCTBA TO-
HSITUSI, COEMHSIONIETO 3T MPeCTaBaeHysI. DTO COCTOSIHIE CBO-
GOIHOI UIPbI TO3HABATENbHBIX CIIOCOGHOCTEI MPU MPEACTABIEHUMN,
MOCPEJICTBOM KOTOPOTO AaeTcs TpeMeT, HOIKHO 6bITh BCeobiie
coob6iiaemMbIiM, 160 TIO3HAHME B KAYECTBE OIpeeaeHs 00beKTa,

C KOTOPBIM JIOJDKHBI (B KAKOM ObI TO HU 6bIIO CYyObEKTE) COIIAco-
BaTbCSI JaHHbIE IIpeaCTaBJIe€HMs, eCTh eI[MHCTBeHHbIﬁ CHOC06 npen-
CTaBJIeHVS, KOTOPBIM 3HAYMM IJIs1 BCEX.”

WTtak, moHsATME KaK ¢opMa MO3HAHUS U comepskaHue pac-
CyIKa HaXOOUT UAEM pasdyMa KaK IMPOeKTUBHbIe 00pa3bl BbI-
pakaole CMbBICJIOBYIO I1€1eCO06pa3sHOCTb, B pe3yJbTaTe
B3aMMOJIE/CTBUSI KOTOPbIX BO3HMKIIIEEe CYyOhEKTMBHOE PacCIIo-
JOkKeHMe Oymy mpuobperaer MHOOPMALVOHHO HOCTYITHYIO
BCceoOnIHOCTDb. [Ipupoaa yke He y4acTBYeT B 9TOM IIpoliecce.

B OKOHUATeIbHOM OIpeeIeHUN CrienubuKu TBOPIIOB MUC-
KycctBa KaHT, 1o cyTH, naet 60see COOTBETCTBYIOIEe UCTUHE
crefyolee onpeesieHye TaJlaHTa B MCKYCCTBE, KOTOPBIA

...eCTh, COBCTBEHHO TOBOPSI, TO, YTO HA3BIBAIOT AYXOM; 160 BbIpa-
3UTh HEM3PEUEHHOE B COCTOSTHUY YN TIPU U3BECTHOM IPECTaB-
JIEHUU U CIeJiaTh ero Bceobiie coobiaeMbIM — 6Y/Ib TO Ha SI3bIKe

' Kaum, H. Kputuka CrHocoOHOCTM CcyxueHus / IlepeBoj C HEMEI[KOTO
H.M.Cokonosa. M.: UckycctBo, 1994. (Cepust «VIicTOpMS 5CTETUKM B MaMSIT-
HMKax U gokyMmeHTax»). C. 180. Kypcus Kanta. — M.A.

2 Kanum, H. Kputuka crocobHoCTV cyxpaenusi / TlepeBonm C HeMeIKOTo
H.M.Coxkonosa. M.: UckycctBo, 1994. (Cepus «McTOpus 3CTETUKU B ITaMSIT-
HMKax U JOoKyMeHTax»). C. 85. Kypcus Kanra. — M.A.
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SKMBOITMCH WJIM TUIACTUKM — TPeGyeT CII0OCOOHOCTHM CXBAThIBATh
OBbICTPO MCUE3AIOIYI0 UTPY BOOBPAKEHMS Y IIPUAABATH €51 eIMHCTBO
B TIOHATUM (MMEHHO TI03TOMY OPUIMHAIBHOM ¥ BMECTe C TEM
MPeIOCTAB/ISIIONIEM HOBOE MPABUJIO, He CIeAYIOIee U3 MPeIIeCcTBY-
IOIIVX IPUHLIUIIOB MJIM MTPUMEPOB), KOTOPOE MOXKET GbITh COOGIIEHO
6e3 MPUHYXIEHMUS TpaBuIamMu. !

KaHT Tak M3jaraeT cBOoe MOHMMAaHME THOCEOJOTMYECKOTO
cTaTyca IMpou3BeHeHMi1 UCKYCCTBA Yyepe3 06pa3oBaHue B TBOP-
YeckoM IIpoliecce IIpeCTaB/lIeHuii BOOGpakeHMs, 3HaUeHue
KOTOPBIX B CJIEIYIONIEM:

...TIpeJiCTaB/IeHy s BOOOPaskeHMsI MOKHO Ha3bIBAaTh UIeSIMM: OTYACTI
[IOTOMY, UTO OHM 10 KpaiiHel Mepe CTPeMSTCS K YeMY-TO HaXOsl-
meMycs 3a IpezeaMiu OIbITa 1, TAKUM 06Pa30M, MbITAKTCS IIPU-
6MM3UTHCS K U300PAsKEHMIO TIOHATHI pasyMa (MHTe/UIEKTya/IbHbIe
Upen), 4To MpuULaeT UM BUIMMOCTb O6beKTUBHOI peasbHOCTH;

C IPYTOJ CTOPOHBI, U 3TO [IaBHOE, IOTOMY, UTO MM B KAU€CTBE BHYT-
PEHHUX CO3ePLIaHMIi He MOXKET ObITh ITOJIHOCTHIO afeKBAaTHbIM HMKA-
Koe MoHsATKe.

B urtore mpupopa MOMHOCTBIO YCTYNaeT IoJie AeiCTBUS
B XY[IOKECTBEHHOM TBOPUYECTBE MU esIM, a TAJIAHT OIpesensieT-
s Kak IyX 1 0coboe BO30yskIeHMe Iy, HO He TOIbKO. MHe-
HJ€e COITIaCHO KOTOPOMY KaHT IO/THOCTBIO OTpULIAeT ITI03HaBa-
TebHYIO CIIOCOOHOCTb MCKYCCTBA HECIIpaBeIMBO.

leiicTBUTENBHO, OH 0O0CHOBAB 3CTETMKY HAa OCHOBE CYO'b-
eKTUBHOI pedekcuy U YyBCTB YAOBOIBCTBUSI U HEYHLOBOJIb-
CTBMSI, OTTPAaHMUMBAET 3CTETUKY OT I03HaHMS. HO IMOCKONBbKY
CPelCTBOM Xy[IOXXeCTBEHHOT'O TBOPYECTBA SIBJISIIOTCS B3aUMO-
IeiCTBUSL paccygKa M BOOOpaskeHMUsl, TO He MOXKET ObITh CO-

' Kanm, M. KpuTMKa CIIOCOOHOCTM CyKaeHust / IlepeBom € HEMEIKOro
H.M.CokonoBa. M.: HckycctBo, 1994. (Cepus «VicTOopus 3CTETUKYM B MaMSIT-
HMKax U JOKyMeHTax»). C. 191.
2 Kaum, WM. Kputmka crocobHocTM cyxpaeHust / IlepeBof C HEMEI[KOTO
H.M.Coxkonosa. M.: VckycctBo, 1994. (Cepus «McTopusi 5CTeTUKM B IaMsIT-
HMKax U JOKyMeHTax»). C. 188.
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BCEM JMCK/IIOUEHO ¥ IMO3HaBaTeJbHOE B MCKyccTBe. IT03HaBa-
TeJabHAas 4YTOObI

...TIPEJICTABUTh B UYBCTBEHHOM OBJIMKE M/IEI0 Pa3yMa O HEBUIMMBIX
CYITHOCTSX — LAPCTBO GJIAXKEHHBIX, TPEVCIIONHION, BEUHOCTD, CO-
TBOpPEHME MUPa U T. Il. — WU TO, IPUMEPHI Yero, MpaBja, JaHbl

B OITBITE, HO UTO BBIXOIMUT 32 €ro MpeJesibl, HalpuMep, CMepThb, 3a-
BUCTb U BCe TTOPOKM, a TAK)Ke JTI060Bb, CIaBY U T. [I. CAeIaTh UX C MO-
MOILBIO BOOOPAXKEHNSI, KOTOPOe CTPEMUTCS CIe0BaTh IPUMepY pa-
3yMa B IOCTVOKEHUY BeIMYaiiIero, YyBCTBEHHO BOCIIPUHMMAEMbIMM
B MIOJIHOTE, IIPXMEPA KOTOPOit HET B pupoze...!

B aTom yTBepskaeHMM ITO3HABATeIbHON (QYHKIMM MCKYC-
CcTBa ckasasncg coBpeMmeHHol Kanty gyx smoxu IIpocserme-
Hus. OOHAKO B MO3OHEeNMIeM Pa3sBUTUM eBPOIECKON MHTe-
JIEKTYaJbHOM KyJbTYpbl €0 BJIMSIHME OKa3aloCh elle Oojee
CYIIECTBEHHBIM M TIOBJMSJIO HA MHOTME SIBJIEHUS] HE TOJbKO
TEOPEeTUYECKON, HO U XYOOXKECTBEHHOW KyJIbTYpbl KOHIIA
XIX — Havanma XX B., OnIpeenuB U OanbHENIne MyTu pa3sBu-
TSI COBPEMEHHOT'O UCKYCCTBA.

Mpsl cunuTaem, UTO eCTb BCe OCHOBaHUS cumutaTh WM. KaH-
Ta, chOpMMPOBABIIEr0 OMMCAHHYIO BbIlEe IEJOCTHYIO 3CTe-
TUUYECKYI0 KOHUEMINID, TeOpeTUMYeCKUM IIpenTeueil MCKycC-
CTBa TepMoja MOAEpHM3Ma M ero HaJIbHENMIIero repexona
B a3y mocTMomepHu3Ma. DcTeTuyeckasi KoHumernuus KaHta
KOTOPOM cofepykana TPUHLMIIbI, MPUHSTbIE BIIOCIENCTBUU
COBpPeMEHHOJi IMPaKTUKOIM MCKyccTBa — ¢GopMbl 6e3 comep-
s)kaHud (Hanpumep, B. Kanguuckuit, K. Manesuu) — u ngeun
6e3 dopMmbl (HampuMep, MPAKTUKM KOHIIENTYyaau3Ma) CTaIu
SMUCTEMOJIOTUYECKMMU OCHOBAHUSIMU TIOHMMAHUSI COBpe-
MEHHBIM MCKYCCTBOM CBOErO $I3bIKa, IOPOXKIas [ajnee BCe
MHOKECTBO COYETaHWI, 13 KOTOPBIX CIOXKMUIOCh BCE MHOIO-
06pasye COBpeMeHHOTO U MMOCTCOBPEMEHHOTO MCKYCCTBA.

! Kanum, H. Kputuka cIocOGHOCTM CyxkmaeHusi / IlepeBom € HEMELIKOIO
H.M.Coxkonosa. M.: UckycctBo, 1994. (Cepus «McTOpus 3CTETUKU B ITaMSIT-
HMKaxX U JOKyMeHTax»). C. 188.
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TakuMm 06pa3oM, IajeKko He Bce B acreTuke KaHra mpe-
CTaB/ISIET COOOJ 3JIeMEHThI MCTOPUYECKOTO IMPOILIOTO 3TO¥
HayKM, HEKOTOPBIE ee TIOCTPOEHUS COXPAHUIIN CBOIO TEOPETU-
YeCKYI0 aKTyaJIbHOCTb M B HACTOsIee BpeMsl, a TaKKe UMEIOT
TIePCIIEKTUBY €e COXPaHUTh B JajbHelleM, OKa3aBIlIuCh, Ta-
KM 06pa30M JeiiCTBUTEIbHO MPUHIMIIAMY 3CTeTUKM KakK Ha-
YKU.
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MARAT AFASIZHEV?

NON-OBJECT TRANSCENDENTAL
AESTHETICS OF IMMANUEL KANT

Translated from Russian by Sergey Dzikevich?

...a judgment of taste is not a cognitive judgment and so is not
a logical judgment but an aesthetic one, by which we mean

a judgment whose determining basis cannot be other than
subjective.

L Kant®

Abstract

The article analyzes I. Kant’s aesthetics in the light of modern

scientific ideas about this field of knowledge, it describes the origins
of his methodology in investigations of the structure and processes

of art and artistic creation. This text is rethinking nature and
influence of I. Kant’s aesthetic ideas on the theory of aesthetics
in general, theoretical concepts of artistic creation as well as on
some phenomena and practices of modern art inspired by Kant’s

theoretical constructions at the turn of the 19th and 20th centuries.

! Professor, Dr. Marat Afasizhev — a Soviet and Russian aesthetician who for
many years a researcher at The State Institute of Art Investigations
(Moscow), a member of the AU International Editorial Council, the author
of the first specialized monograph on Kant’s aesthetics (Afasizhev, M. Kant’s

Aesthetics. M.: Nauka, 1974).
2 Sergey Dzikevich is AU Editor-in-Chief.

5Kant, I. Critique of Judgment / Translated, with an Introduction,
by Werner S. Pluhar. With a Foreword by Mary J. Gregor. Indianapolis-

Oxford: Hackett Publishing Company, 1987. P. 45.
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Keywords

Sensation, perception, image, reason, mind, idea, scheme, taste, art,
genius, creativity, game.

The philosophical foundations of Kant’s aesthetics

The spirit of the Enlightenment era prompted to solve the
basic questions of philosophy with scientific and experimental
methods developed by Johannes Kepler, Galileo Galilei and
Isaac Newton under whose influence of Kant, according to his
own declaration, managed to elaborate the approach and
methods of studying human privations through scientific
experiment. Indeed, Newton’s methods of exploring the space
and Kant’s methods for investigation of cognitive abilities had
a certain similarity in the fact that they studied not real
objects — cosmos and brain — but their functions: Newton
theoretically substantiated the gravitation phenomenon
described by Kepler, and Kant — feelings of pleasure and
displeasure in the perception of various objects and art.
Johann Gottlieb Fichte who used to listen to Kant’s lectures
thanks to their influence characteristically named his
philosophy Doctrine of Science, or Theory of Scientific
Knowledge.

Indeed, a creative and experimental character is inherent
in Kant’s Critique of Pure Reason and Critique of Practical
Reason. But having written these two Critiques Kant became
convinced that the main task of synthesis and their
integration into harmonious unity hadn’t not been solved. As
a result of long development Kant continued his experiment
in Critique of Judgment and elaborated aesthetic in which he
presented art as a unifying link of his theory of knowledge and
ethics — conceptions of nature and freedom — creating
a common philosophical system based on the principle
of transcendence and proudly announced that he had carried
out a Copernican revolution in philosophy the meaning
of which is that when perceiving objects of reality not the
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concepts of reason must correspond to the images of objects
but, on the contrary, images — to concepts in order
to subordinate them to the general rule. His plan in the field
of fundamental (transcendental) aesthetics Kant absolutely
clearly declares in the Critique of Pure Reason:

In the transcendental aesthetic we will therefore first isolate
sensibility by separating off everything that the understanding
thinks through its concepts, so that nothing but empirical intuition
remains.!

The real meaning of the Kantian revolution in theory
of knowledge is that a perceiving subject in society with
developed culture, for example, in the era of Kant, and, even
more, in our time, is a complex system, the structure of which
is the result of a long development of a person from his
primitive state when he, like other animals, lived in the
natural environment and its behavior was determined by its
innate instincts. Since then, when cataclysms in nature forced
him to leave thinned forests and adapt to new life conditions
that changed his forms of behavior, and from collecting and
hunting, he first switched to primitive production, and then
to more complex forms of labor activity which gradually
changed his physical appearance and complicated the
structure of his brain, in which the forms of the most typical
perceived objects of nature and created objects and tools were
imprinted.

Since that time the correlated processes of creating
a cultural environment and human development started.
During Kant’s academic activity European culture reached
a fairly high level. When perceiving objects of nature or
culture a person surpassed them in the content and structure
of his brain and, as a result, added to the subject of this

! Kant, I. Critique of Pure Reason / Translated And Edited by Paul Guyer and
Allen W. Wood. Cambridge: Cambridge University Press, 1998. P. 157.
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perception the results of his previous experience of cognition
and thus results of the present and past perceptions turned
synthesized. At the same time, for the purity of the
experiment, Kant chose objects that surpass those previously
perceived in meaning and function as an object of perception.

Now it has become clear to us why the statement of Kant,
according to which transcendental truth precedes empirical
truth, might seem paradoxical before. Such a truth contains
in the concepts of reason all the wealth of knowledge
of previous centuries and gives them empirical
representations, creating «things for us» that form objects
of material and spiritual culture that are not perceived and
evaluated on their own, but according to their properties that
affect sensuality, and then the mind determines their
functional expediency and value. This is a scientific and
experimental approach, which claims to be its scientific
solution, rather than philosophical speculation, in the spirit
of a trivial relationship between spirit and matter, or content
and form, idealism and formalism.

In the Soviet period of Russia’s history such a well-known
historian of philosophy as T. I. Oizerman' in his preface

! Oizerman, T.I. — a very well-known person of official philosophy, the
editor and the member of editorial boards of many editions including the
edition of Kant’s writings in six volumes printed in the 1960s that turned the
main source in Kant’s philosophy for a few generations of students and
scholars in philosophy till the end of the Soviet regime in Russia.
Methodologically as the absolutely major part of Soviet philosophers
belonged to dialectical materialism, the accepted ideologically and politically
philosophical doctrine of Marxism. From the point of view of this doctrine
that incleded the conception of gnoseology, known as theory of reflection, he
criticized Kant’s transcendentalism in his writings because V.I.Lenin started
this tradition of criticizing Kant’s gnoseology in his writing Materialism and
Empiriocriticism (1908) that used to be evaluated as the fundament for the
theory of reflection. T.I.Oizerman was born in Petroverovka village,
Tiraspolsky Uyezd, Kherson Governorate, Russian Empire, into
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to the Critique of Pure Reason published in the main Soviet
edition of Kant’s writings? did not miss a chance to give
Kant’s theory frequent Marxist kicks for his idealistic «sins»
not taking into account that the subject-matter that Kant
investigated was the possibility of a scientific experimental
study of the very cognitive abilities of a human individual and
the position of speculative philosophy. To the end of the 19th
century positions of Kant’s gnoseology would be realized
in the emergence of scientific psychology (W. Wundt and
others).

An outstanding researcher of the legacy of I. Kant and
of this entire period of German philosophy, V.F.Asmus® who

a Jewish family. His parents were teachers. During WWII he was in the Red
Army. Then he served in the Soviet Anti-Zionist Committee. After the War
having published a lot of texts he turned a Member of the USSR Academy
of Sciences from 1981 until his death. He received a doctorate, honoris
causa, from the University of Jena (East Germany in that time) in 1979 and
the USSR State Prize in 1983. In 1979 T.I.Oizerman was awarded
the Plekhanov prize for the monograph The main Trends in Philosophy. (This
reference is mine. — S.D.)

2 Oizerman, T. 1. The Main Work of Kant // Kant, I. Works in six volumes /
General eds. V.F.Asmus, A.V.Guliga, T.I.Oizerman. Moscow: Mysl (Thought),
1964. (Series: Philosophical Heritage, USSR Academy of Sciences, Institute
of Philosophy) T. 3. P. 5-67.

5 Asmus, V.F. — was a famous Soviet philosopher who specialized in history
of philosophy, logics and aesthetics. In 1919 he graduated from Kiev
University and in he moved to Moscow. In the 1920s and early 1930s he tried
to occupy independent positions in philosophy, trying to elaborate non-
orthodoxal approaches within Marxist trends of philosophizing under
influence of such a well-known person of Marxist non-orthodoxy as Gyorgy
(Georg) Lukdcs. In this period he published his important work Marx and
Bourgeois Historicism (1933). Also he published writings in which he
criticized William James and supported literary stream of the art movement
of constructivism. In literature affairs he got contacts with an outstanding
Soviet writer, poet, and interpreter Boris Pasternak with whom he kept
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wrote that Kant had been one of the most outstanding
philosophers in history nevertheless in another volume of this
basic Soviet edition of Kant’s writings pints at formalistic and
idealistic nature of his approach to gnoseological problems,
criticizes connection of Kant’s doctrine of the freedom and
moral autonomy of a human individual with his
transcendental aesthetics:

In Kant’s doctrine of freedom, a deep connection is found between
his theory of knowledge and ethics, between his doctrine

friendly relations since around 1931. Criticizing in the beginning traditional
formal logics, as many Marxists of that time did, insisting that only
dialectical logics (dialectical investigations of real situations in cognition)
could be logical doctrine of Marxism, he nevertheless published a textbook
on formal logics that turned very popular and even highly evaluated by the
highest Soviet leader Joseph Stalin. Among Soviet philosophers there
circulated a historical fable that personally Stalin, who in his young years
studied formal logics in his theological school in Tiflis (no Thbilisi), Georgia,
invited Asmus, supported his textbook and idea of teaching logics in Soviet
education and recommended Asmus as a lecturer in formal logics for high
commanders of the Red Army. The fable says that from that point the real
academic career of V.F.Asmus started. It must be pointed out at that Boris
Pasternak that we have mentioned above also had personal contacts with
Stalin so this fable could easily be true. As a matter of fact when in the time
of WWII the Faculty of Philosophy at Moscow State University was suddenly
opened again (it was among the first five faculties of the University and it
was closed far before 1917 Revolution in the 19th century) V.F.Asmus as
invited to teach there and he as a Professor of Moscow State University from
1942 to 1972. During his activity in further times he wrote and published
a lot of works in different fields of philosophical knowledge, especially
in history of European philosophy. Among them especially his monograph
on Kant’s philosophy dedicated to his 250th anniversary (Acvyc B. ®. Umma-
uymwn Kant. M., 1973 / Asmus, V.F. Immanuel Kant. Moscow, 1973) was
especially popular among students and scholars interested in Kantian
investigations the late Soviet time. This monograph was also known abroad.
(This reference is mine. — S.D.).
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of theoretical reason and the doctrine of practical reason. One of the
foundations of Kant’s ethics is his «transcendental aesthetics» — the
doctrine of the ideality of space and time. Kant’s theories of space
and time are based on both mathematics (in his epistemology) and
the doctrine of freedom (in his ethics).!

It seems these two very experienced Soviet authors did not
fully understand the essence of Kant’s idea of transcendence
and that the initial beginning of a human individual’s
cognition of reality are sensations of its objects which they
then put aside in memory and store them until the following
perceptions of objects and associative forms including images
of art are added to them, and results of this process can be
objectified in forms of visual, literary and musical
communication. None of the types of European philosophy
was preoccupied with the material objectivity of initial
cognition Soviet philosophy which knew no limit in its desire
to reduce the spiritual to the material as landlords in their
desire to bind the peasants to the earth but anyway even it
in the face of its most prominent representatives stood blind
to down-to-earth realism of Kant’s idea of transcendence.

Kant’s Copernican coup consists in the fact that he was the
first who built aesthetics and theory of art on sensuality
determined by reflection on the forms of representations
of perceived objects of nature and culture which are endowed
with reason with meaning and are later used in practice
by reason. Kant’s principle of transcendentality is an
outstanding scientific discovery in epistemology of its time
and long before the advent of scientific physiology and
psychology it adequately interpreted the stages of perception

! Asmus, V.F. Foreward // Kant, I. Works in six volumes / General eds.
V.F.Asmus, A.\V.Guliga, T.I.Oizerman. Moscow: Mysl (Thought), 1965.
(Series: Philosophical Heritage, USSR Academy of Sciences, Institute
of Philosophy) T. 4. Part 1. P. 30-31. Translated specially for this
article. — S.D.
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and its results, namely the fact that a person directly perceives
not objects of reality but their subjective images which, thanks
to the experience of previous perceptions, are presented as
objective things.

Transcendence is inherent in all forms of material and
spiritual activity the objects of which are determined not
by their material qualities but by subjective perception of their
properties. Since primitive times people in the era
of gathering determined and still determine the suitability
of fruits and any other food according to their taste. In the
macrocosmic and microcosmic cases where subject-matters
of investigations are inaccessible for their direct perception
their qualities are evaluated with usage of technical tools.

Transcendence discovered by Kant, in fact, is a universal
world law acting in all areas and at all levels of information
activity of mankind, and possibly also of the animal world.
Moreover, due to the functional activity of the properties
of perceived objects, in experimental studies intensive
collaboration of the mind and imagination arises determining
expressions in transcendentality of pure art.

The positive meaning of such an operation was that Kant
continued the tendency of domination in the era
of Enlightenment of the individual and his intellect over the
medieval culture that was started by Descartes who declared
his his famous motto in philosophy — «I think, therefore,
I exist». This symbolically indicated transition from
traditional speculative theories of cognition of Antiquity and
the Middle Ages to understanding of really subjective nature
of creativity that opened the way for new theories in science
and aesthetics. Kant’s contribution in this direction is that he
eliminated problem of the object of the image in art, replaced
it with subjective reflection — feelings of pleasure or
displeasure without practical interest and a free play
of imagination and reason.

Thus, Kant in his aesthetics did not study reality of objects
but subjective reality of feelings of pleasure and displeasure
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caused by them, actually aesthetic reality of the inner world
of a human subject. In relation to investigation in aesthetics
Kant’s approach was analogical to Newton’s experimental
method the subject-matter of which was not cosmos of objects
studied by Kepler but its properties set forth in Newton’s
theory of gravitation in the language of mathematics.
In further development we’ll consider as a case results
of applying the transcendental method to the analysis of the
nature of beauty.

Kant’s theory of the beautiful

The main feature of Kant’s theory of beauty is
characterized by the fact that its main subject-matter
of research is not physical objects but taste — a subjective
capability of judging beauty on the basis of feeling of pleasure
or displeasure free from any interest that activates the game
of imagination and reason and a sense of universal
communication. To the beautiful is correlated the special
nature of the judgment of taste is correlated:

Taste is the ability to judge an object, or a way of presenting it,
by means of a liking or disliking devoid of all interest. The object
of such a liking is called beautiful.!

As we can see, in all definitions of beauty, his criterion
does not affirm the real object of taste, but pleasure, excited
without any objective and subjective purpose and without any
interest, as a general feeling and necessary pleasure is
mandatory for everyone.

Thus, all the properties of beauty are the logical result
of Kant’s application to the definition of transcendental
aesthetics, according to which its main feature is the

! Kant, I Critique of Judgment / Translated, with an Introduction,
by Werner s. Pluhar. With a Foreword by Mary J. Gregor. Indianapolis-
Oxford: Hackett Publishing Company, 1987. P. 53.
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dominance of form over content as expediency without
a utilitarian purpose and to arouse sensual pleasure.

The desire to highlight and define the beautiful in life and
art in itself in a «pure» form originated in Ancient Greece
in the dialogues of Plato in which their character Socrates
sought to identify the beautiful in various subjects and came
to the conclusion that the beautiful is an idea as some kind
of reality application of which makes beautiful any objects
of nature, handicrafts and even, for example, ugly girls. It was
a feature of the ancient mentality to consider subjective
reality to be objective — images of art, various feelings — joy,
hatred, horror, etc.

Plato defines all objects of nature, culture and art not
through occasional subjective ideas but through their
reconstructed intellectual essences. We have all reasons
to propose that Kant in his theory of beauty was guided
by these Ancient aesthetic ideas which he combined with
epistemological trends of his own time. In the index of the
names used by him in his Critique of Judgment we see both
names of Ancient authors — Homer, Miron, Democritus,
Socrates, Plato, Aristotle, Anaxagoras, Epicurus — and
contemporary to him philosophers — Voltaire, Descartes,
Locke, Lessing, Spinoza, Hume and others.!

These principles of the studying the beautiful were further
applied by Kant in his theory of artistic creation.

Theory of artistic creation and the function of art
Formulating his approach to theory of art Kant states:
Genius is the talent (natural endowment) that gives the rule to art.

This is substantiated as follows:

UKant, I Critique of Judgment / Translated, with an Introduction,
by Werner S. Pluhar. With a Foreword by Mary J. Gregor. Indianapolis-
Oxford: Hackett Publishing Company, 1987. P..
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Since talent is an innate productive ability of the artist and as such
belongs itself to nature, we could also put it this way: Genius is the
innate mental predisposition (ingenium) through which nature gives
the rule to art.!

Further Kant defines the real specificity of artistic creation
as the interaction of reason and sensuality inherent only
in a genius.

Now if a presentation by which an object is given is, in general,

to become cognition, we need imagination to combine the manifold
of intuition, and understanding to provide the unity of the concept
uniting the [component] presentations. This state of free play of the
cognitive powers, accompanying a presentation by which an object is
given, must be universally communicable; for cognition, the
determination of the object with which given presentations are

to harmonize (in any subject whatever) is the only way of presenting
that holds for everyone.?

So, the concept as a form of cognition and the content
of reason finds the ideas of the mind as projective images
expressing semantic expediency, as a result of the interaction
of which the resulting subjective disposition of the soul
acquires an informationally accessible universality. Nature is
no longer involved in this process.

In the final definition of the specifics of the creators of art
Kant formulates even more strong position:

...since a genius is nature’s favorite and so must be regarded as a rare
phenomenon, his example gives rise to a school for other good
minds, Le., a methodical instruction by means of whatever rules
could be extracted from those products of spirit and their

! Kant, I. Critique of Judgment / Translated, with an Introduction, by Werner
S. Pluhar. With a Foreword by Mary J. Gregor. Indianapolis-Oxford: Hackett
Publishing Company, 1987. P. 175. Emphasized by Kant. — S.D.

? Kant, I. Critique of Judgment / Translated, with an Introduction, by Werner
s. Pluhar. With a Foreword by Mary J. Gregor. Indianapolis-Oxford: Hackett
Publishing Company, 1987. P. 62. Emphasized by Kant. — S.D.
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peculiarity; and for these [followers] fine art is to that extent
imitation, for which nature, through a genius, gave the rule.!

Kant thus expresses his understanding of the
epistemological status of works of art through participation
of imagination in the creative process describing it as follows:

...an aesthetic idea is a presentation of the imagination which is
conjoined with a given concept and is connected, when we use
imagination in its freedom, with such a multiplicity of partial
presentations that no expression that stands for a determinate
concept can be found for it.?

As a result nature is completely inferior to the field
of action in artistic creation to ideas and talent is defined as
spirit and a special excitement of the soul but not only. The
opinion that Kant completely denies the cognitive ability
of art is unfair.

Indeed, having justified aesthetics on the basis
of subjective reflection and feelings of pleasure and
displeasure he divides aesthetics from cognition. But since the
way of artistic creation lays in interaction of reason and
imagination then cognition in art cannot be completely
eliminated. The cognitive role of imagination and its images
according to Kant is following :

Such presentations of the imagination we may call ideas. One reason
for this is that they do at least strive toward something that lies
beyond the bounds of experience, and hence try to approach an
exhibition of rational concepts (intellectual ideas), and thus [these
concepts I are given a semblance of objective reality.3

'Kant, I. Critique of Judgment / Translated, with an Introduction,
by Werner S. Pluhar. With a Foreword by Mary J. Gregor. Indianapolis-
Oxford: Hackett Publishing Company, 1987. P. 188.
?Kant, I. Critique of Judgment / Translated, with an Introduction,
by Werner S. Pluhar. With a Foreword by Mary J. Gregor. Indianapolis-
Oxford: Hackett Publishing Company, 1987. P. 185.
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In this statement of the cognitive function of art we can
see the spirit of the Enlightenment inspiring Kant as well as
many of his contemporaries. However, in the later
development of European intellectual culture, its influence
turned out to be even more significant and influenced many
phenomena of not only theoretical but also artistic culture
of the late 19th —20th early centuries, identifying further
ways of development of modern art.

We believe that there is all reasons to consider Immanuel
Kant who developed integral aesthetic system described above
as a theoretical forerunner of the art of the period
of modernism and its further transition to the phase
of postmodernism. Kant’s aesthetic ideas contained the
principles subsequently adopted by modern art practice —
forms without content (for example, W. Kandinsky, K.
Malevich) — and ideas without forms (for example, the practice
of conceptualism), these principles turned epistemological
foundations for art of modern to reveal its new language,
further creating all many combinations that make up the whole
diversity of contemporary art of postmodernism.

Thus, not not all positions of Kant’s aesthetics are elements
of the historical past of this science, some of its constructions
have retained their theoretical relevance at the present time,
and also have the prospect of preserving it in the future, thus
becoming really the principles of aesthetics as a science.
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MPEOBAPUTEJIbHbIE 3SAMEYAHNS

K TTYBJINKALUWW NMEPEBOOA TEKCTA
KYPOA NACCBUTUA Ob 3SCTETUYECKUX
B3MMAOAX T'YCTABA TEOOOPA ®MEXHEPA

Cepeeii /Isuxeeuu, Enena /[3uxesuu’

Kypd Jlaccesumy (¥Ms WHOIZA TpPaHCKPUOMPYETCS Kak
Kypm, damunust xaxk Jlacceuy, coueTaHusl pas3IMIHbI, OPWUT.:
Kurd Lafwitz,1848 — 1910) — repmaHCKuit mucaTesb, yue-
HbIT ¥ ¢unocod. B obmacTu nuUTepaTypbl OH CUMTAETCST Off-
HUM M3 TeX, KTO IOJOXKMJ Hayajlo COBPEeMEeHHOI HayuyHOIi
(daHTacTUKM, €ro nepy MpUHAAJIeKaT HECKOJIbKO COUYMHEHMUIA,
KOTOpbIE 10 CUX TTOP CITOCOOHBI BHI3BATh MHTEPEC Iaske KPu-
TUYECKM HACTPOEHHOro K (aHTacTMKe UuUTaTessl, ero JuTe-
paTypHOe TBOpPYECTBO M3BeCTHO B Poccum u Jaske crajo
MpeIMeTOM CITelMaJbHbIX MccrenoBaHuit? OH oKasan 3Ha-
YMTeNbHOE BJMSIHME Ha pa3BUTHE COBpPEMEHHOI eBporeii-
cKoil nuteparypbl. Ero obmmupHbIii pomaH «Ha 0d8yx niawue-
max» (1897), o6bemMoM 6o0jiee ThICSIUM CTPAHMII, ObLI ITepeBe-
IleH Ha MHOTMe $SI3bIKM, HeOZHOKDPATHO Iepeu3aaBajics. ITO
MpoM3BeJieHe 3aMeTHO YCKOPWJIO MPOLeCC MHCTUTYLMOHA-
MM3alyuM HaydyHO! (PaHTACTUMKMU KakK JUTEepaTypHOTO >KaHpa,
a TaKke CIoco6CTBOBAIO (HOPMUPOBAHUIO IKCNPECCUOHUIMA
B JiuTepaType. B 3ToM oTHolleHUM Hacienue JlacCBUTIIA TO-
JYYUJI0 HEKOTOPOe, XOTS M He BIIOJIHE JAOCTaTOYHOe OCBelle-

! Cepzeii /[3uxesuu — rnaBHblit pegakrop AU; Enexa J3ukesuy — tipodeccop
Kadenpsl Gurocobuy 1 KyIbTypoIoOTMM BhICIIero TeaTpajbHOTO YUMIIUINA
umMmenu M.C.IlenkuHa.

2Cm.: Benapes, Anexcandp. Kypm JlaccBuiy B Poccuum (BTOpasi MOMOBMHA
XX — nHauano XXI Beka) // Xy#oskeCTBeHHOe OCMbIC/IeHe JeliCTBUTENIbHO-
CTU B 3apyOeskHOIi IuTepaTyphl. Boimyck 8. HoBoe BpeMsi — HOBejiliee Bpe-
Msi.: MeXBY30BCKMIT COOPHMK HayuyHBIX TpyHoB. M.: M3pmarenbctBo MI'OY,
2018. C. 143—168

130



HUe, B TOM uuciie, KaK Mbl BUAEIU, M B PYCCKOSI3bIYHOI Ha-
YYHOJ TUTEpaType.

OTOro Helb3s CKa3aThb O €ro HayyHOM Hacieauu. Mexny
TeM, OH HaIucaJ KHUTY 10 Pu3uKe, SMCTEMOIOTUY, UCTOPUN
Hayku 1 ¢wmwiocodun. B obnactu pumocopum Ha Hero 60b-
1I0€ BJAMSIHME OKa3ayia THOCeoa0rnyeckas 1 SImcTeMOoIornde-
ckasl mo3uuys KaHTa u cBSI3aHHas C Hel, MpeABOCXUILIeHHAs
", BO MHOTOM, BJOXHOBJIEHHAsl eii coBpemMeHHasl JIaCCBUTIY
repMaHCKasl TICUXOJIOTHs IICUX0(DNU310IOrMIYecKOro Harpase-
HUs. B 9TOM cMBbIC/Ie /1T MCTOPUM SCTETUKU MMeeT GOoJbIIoe
3HayYeHMe ero IMoApoOHasi MHTepIpeTanus B3IVISI0B OTHOTO
13 MMOHEPOB HayuyHO rcuxonoruu I'ycmasa Teodopa PexHe-
pa, Yby UCCAeAOBaHUS CTaIM OOHUM U3 CaMbIX 3aMETHBIX SIB-
JIEHMIT TOTO TeYEeHUSI €BPOIeiiCKO 3CTeTUUECKOM MbICu XIX
BEeKa, KOTOPOe TOJIyYMJIO Ha3BaHMe «3CTETUKMU CHU3Y» B MIPO-
TUBOBEC «3CTEeTUKE CBEPXY», IPOU3BOAHOI OT YHUBEPCAIbHbBIX
dbunocodckux cucremM, M KOTOpoe a0 MMITY/IbC BCEM COBpe-
MEHHBIM Hay4YHbIM T€OPUSIM, UCCIEAYIOIIUM SIBJIE€HUS 3CTETU-
YeCKOTO OIS

HecmoTps Ha MIMPOKYIO 13BeCTHOCTb MMeHu [.T.DexHepa
B OTE€UYECTBEHHOI 3CTeTHKe, er0 paboThl M KOHKPETHbBIE B3IJISI-
IIbl M3BECTHBI B Hallleli CTpaHe MaJo. V3/oXeHue ero B3IJIsI-
OB CTONb cBepyomuM, Kak K. JlacCBUTL, crieunanncTom-co-
BPEMEHHMKOM, AOCKOHAJIbHO 3HABIIMM KOHTEKCT WU3HYTPH,
OyIeT Kak HeJib3sl 60/lee yMeCTHBIM BOCIIOJTHEHME 3TOTO IPO-
6ena. Hai skypHa/ BUAUT CBOIO BaKHYIO POJb BO BBeIeHUMU
B HAY4YHBI 060POT MOJOOHBIX TEKCTOB, B TOM, YTOOBI ITyO/IM-
Kaleil momoOHOM «MHCaiAepcKoii» MHpopMaIuy MoOGYAUTD
YJIEHOB POCCUIACKOTO 3CTETUYECKOTO COOOIIECTBA K IeTaIbHOI
MCTOPUKO-ICTETUYECKOV paboTe, 6e3 KOTOpPOii HEMbBICIUM
POCT HAYYHOIO 3HAHMS B HAIlleil 00/1aCTy M KOTOpasi He ObLia
B IOCTaTOYHOJ CTeIleHM MHTEHCHBHOJN B Hallleil CTpaHe B I10-
clleHee OecsTUIeTHe.

I'ycras Teogop @exuep ponwiics 19 anpens 1801 B ropogke
I'pocc-3apxeH u ckoHuasics 18 HosOpst 1887 B Jleiinuure. 3a-
KOHYMJ JIenuUrckmii yHMBEPCUTET, B KOTOPOM 3aTeM IIpero-
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naBas. ®exHep MMesn HeroCcpeaCTBeHHbIe HaualbHbIe MHTepe-
Cbl B 00aCTM MEAUIIMHBI, B KOTOPOJ TMONYyUUT ITOKTOPCKYIO
cTerneHb, a 3aTemM GU3MKK, IpodeccopomM KOTOpOi ObLI
B Jleimuure ¢ 1834 no 1839 rom. ®exHep ¢ 3TUM COUYETaHUEM
MHTEPECOB CTall OOHUM U3 K/II0UEeBbIX FTepMaHCKUX UCCIeA0Ba-
Tejei, YbM yCuiius peann3oBaim B XIX B. IPOEKT HAYYHOTO
UCCIeNOBAaHMSI  UYYBCTBEHHOTO  IMO3HAaHMS, HaMeYeHHbIN
B TIpeAIlecTBYOIEM CTOMeTUM paboramu BaymrapreHa
u KaHTa, 1aB eMy sMIMpuyeckoe OCHOBaHME B BUJIE IKCIIEPU-
MEHTAaIbHOI MICUXOTOTUN.

3akoHuMB ob6pasoBaHue B Jleimuure B 1822 mpeumyiie-
CTBEHHO B 06/1acT MeAuLIHbI, DexHep MOCBITUI CleAylole
HECKOJIBKO JIET OCBOEHMIO ITPOOJIeM MeXaHUKU U IeKTpuye-
CTBa, MHOTO paboTaj Haj, IepeBoJaMM TeKyllleil HaydHOiA,
B 0coOeHHOCTM (paHITy3CKOi, IuTepaTypsl. B 1834 romy Bo3-
rnaBiaseT Kadenpy busukyu JIeMmUUrckKoro yHMUBepCUTeTa
B CBSI3M CO CBOMMM MCCJIEAOBAaHMUSIMM B OOJIACTU SIE€KTpUYE-
CTBA. IVIAaBHBIM 00OPa30M 3a €ro MCCaeIoBaHus OaTapeyu rajib-
BaHMYECKUX 3JIEMEHTOB. B 3TO BpemMs OH HauMHaeT UCCIe[0-
BaHMSI BOCIIpUSITUI ILIB€Ta M AAHHBIX BU3YaJbHONM MaMSITH,
0 ueM MyOIMKyeT Hay4HyI0 paboTy. B aTOT ke mepumop mop
nceBOOHMMOM Jlokmop Mu3ec BBIXOAUT ero pabora metadu-
3MYECKOTO XapaKTepa, B KOTOPOi OH M3JIarai CBOi o6Imuit Mme-
TOLOJIOTMYECKUI B3IJISIT HAa KapTUHY MUpPa U 3aa4uy HayYHbIX
uccienoBanmii. ®exHep Besl Ype3BblUaliHO MHTEHCUBHYIO 9KC-
MepyMEeHTaIbHYI0 JesTeJbHOCTh B 006JIaCTM MCC/IeqOBaHMIA
3PUTEIBHOTO BOCIIPUSITHUS, B TOM UMCIIEe yepes3 uccaefoBaHue
MIPOIIECCOB COOCTBEHHOTO 3PUTEIHHOTO KOHTAKTA C Habmomae-
MbIMU SIBJIEHUSIMM, OBHUM U3 KOTOPBIX ObLIIM IIPSIMbIE COJTHEY-
Hble nyun. B pe3ynbpTaTte OH MOMYy4Yn/ 3HAUUTEIbHOE MOPaKe-
HJe 3PUTENbHBIX CIIOCOGHOCTEN, HepBHOe IepeHanpskeHne
" ObUT BBIHYKIIEH OCTaBUTb PYKOBOICTBO Kadeapoii.

OmHako HaydHas AesITeIbHOCTh ObLIa MM IPOAOJIKEHa,
u B 1850 romy B pesyibTaTe IJUTEIbHBIX SKCIIEPUMEHTOB
¥ pasMbIIUIEHMI HaJ, X pe3ylIbTaTaMu OH MPUXOOUT K (op-
MYJIMPOBKE TIOJIOKEeHUS O JIorapudMuueckKoM COOTHOILEHMS
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MHTEHCUMBHOCTbIO BOCIPMHMMAEMOro (pM3u4eckoro pasapa-
SKUTEeNS. ¥ MHTEHCUMBHOCTBIO OIIYIIEeHMS, M3BECTHOTO Tellepb
Kak 3akoH PexHepa, KOTOPbIi SIBISIETCS METOmOJOTMUEeCKO
BCeX OCHOBOI IcuxodusmMueckux ucciaenoBanuit. lanee dex-
Hep MpOoAoJiKaeT UCCIed0BaTh 3aBUCMMOCTb CBOJCTB Ilepllell-
TUBHBIX peakinii OT CBOJMCTB pa3ApaskuTesieil U cucTeMaTU3u-
pyeT IoyyeHHble pe3yjbTaTa B Hambosiee M3BECTHOM CBOEM
Tpyae «AneMeHTsI ncuxopusukm» (Elemente der Psychophysik).

®exHep 3aKOHOMEPHO IIOMBITAICS IPUMEHUTDh 3KCIIEPH-
MeHTa/IbHbIe MeTOIbI B 00/IaCTU ICTETUKMU — MCXOTHOTO KOH-
TeKCTa MCCAeNoBaHMUII UyBCTBEHHBIX OaHHbIX. OH Iojaral,
YTO IMpo6eMaTuKa 3CTeTUUECKUX peaKIMii MOKHA OIMMUCHI-
BaTbCS MCK/IIOUUTEbHO B TepMMUHAX, 0a3UPYIOLMIMXCS HA 9KC-
TepUMMEHTANbHBIX MAHHBIX. U MPEeIJOXUI CBOU MPUHIUIIBI
KpacoTbl. OH mojaraj 4to 6a30BbIMM METOHAMM 3CTEeTUYe-
CKMUX WUCCAeNOBaHMUII SB/SIIOTCSI SMIIMpUYECKMe MEeTOMpI,
Ha OCHOBAHMM KOTOPBIX BhICTPAUBAIOTCSl CUTYaTUBHbIE MOe-
JI, KOTOpbIEe Aajee MOIYT ObITh IepeHeceHbl B Oojiee CIOXK-
Hble KOHTEKCTbI, HallpyuMep, caydyau BOCIIPUSTHUS IIpou3Bepe-
HUIT MCKyccTBa. [IJII 3TOTO MM COOMpaIuCh CIielyajbHbIe
dyHaupylole OaHHble, HaIpUMep uepe3 OIpoC 3puTeseit
BO BpeMSl OJHOBPEMEHHOrO SKCIIOHMpoBaHuS B [Ipes-
JleHe IBYX BapuMaHTOB «MamoHHbI» [0bOeiiHa.

VccnemoBanust ®exHepa oKasaiy BiAMsSHME Kak Ha GOpMM-
poBaHMe MCUX0dOU3MOIOTNIYECKOi MIaTGOPMbl B TICUXOIOTUA
" M3ydyeHle 3aKOHOMEPHOCTE 3pUTebHOTO BOCIIPUSITHUS, TaK
M HA MHCTUTYLHMOHAIU3ALMIO SMIIMPUUECKON ICTETUKU, CY-
IIeCTBYIOIEel [0 HaCTOSIIero BpeMeHM UM UIpalolleil poib
HECOMHEHHOTO QYyHIMPYIOLIETo CJI0SI BCEX TEOPETUYECKUX T10-
CTpPOeHMIi coBpeMeHHO# scTeTuku. O6paiienne K dase dop-
MMPOBAHMS 3TOTO CJI0S1 Ype3BbIUuaiiHO BaKHO B IIepPUO/I, KOraa
OTKa3 OT CTPOTo¥t cucTeMbl BepudbUKaLUM TEOPETUIECKUX T10-
CTPOEHMIi B 06JIaCTU 3CTETUKM BHOBD CTaJl COOIa3HUTEIbHBIM
T07, IPeJIOrOM OXKUIAHMS «[TOCTHAyKU». B KauecTBe MaTepu-
ajia 1Sl TIoJTyYeHys JaHHbBIX O IIPOUCXOXKAEHUM U ColepsKaHUM
acTeTnueckux B3mIgAoB [.T.DexHepa KypHAJIOM ObUI CITEIV-
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QJIbHO 3aKa3aH IlepeBOJ TeMaTMUeCKOi I7aBbl 17 «ICTeTuKa»
B byHIaMeHTa/IbHOM M3JIOKeHUY UCTOPUM U Pe3yIbTaTOB Jie-
SITEJIBHOCTU 3TOTO BBIJAIOIIEr0oCs 4YeloBeKa, IPenIpUHSITOM
Kypnom Jlacceutiem B kHure «I'ycraB Teomop dexHep», U3-
nanHoii B IlITyrrapre B 1902 rogy’.

B kauecTBe 3aK/II0YEHMS] K BCTYNMUTEIbHOV MHGbOPMAIUK
K Iyonmkamum tekcra JlaccButia o6 acretuke dexHepa, KO-
TOpas MNpellpUMHUMAETCs B HallleM CIlelMajJbHOM BbIITyCKe,
MOCBSIIIEHHOM IIPOTUBOCTOSIHMIO BUPYCY, HE MOXEM He OT-
MeTUTb cieaytoiiee. OgHOV U3 GOPM MHTEIEKTYaJbHOTO
MIPOTUBOCTOSIHUS BUPYCY CTAIU OUCTAaHUMOHHAS KOMMYHMKA-
1S U QUCTAHIMOHHOe ob6pa3oBaHue. Tekct Kypga JlaccBuTia
B BBICILIEN CTeleHM yMeCTeH B HaCTOsIIeM BBIIIyCKe elle
M TOTOMY, UTO OH IEepBbIM OOpaTM/ BHMMaHME Ha pecypce
yIOaJeHHOTO OOydeHusI M 00pa3oBaHMsI» B CBOEl HEOOIbIIO
pabore «/IMCTaHIMOHHAS IIKOJa», HamucaHHO B 1899 romy.
TepmuH JlacBuUTIIa UM €ro MHTEpIIpeTaluyM OIMCAHHBIX COOT-
BETCTBYIOIIMM 00pa30BaTeIbHbIM ITPOIECCAM IO CUX ITOP MC-
MOJIb3YIOTCS B TIPAKTUKE JUCTAHIIMOHHOTO O0yUeHMS.

! Lasswitz, Kurd. Die Aesthetik // Gustav Theodor Fechner. Stuttgart: Fr.
Frommanns Verlag (E. Hauff), 1902.
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TumyneHolii 1ucm uzdanus kHueu Kypoa Jlacceumya «I'ycmae Teodop DexHep»,
no Komopoti cOenau nyonuxyemoiii nepegoo.
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17, Die Aesthetik. 91

Forschung, er widimete sich ganz der Aesthetik. Das Stiick
Kiinstlerseele, welches in Fechner steckte, hatte durch die
Umstiinde seines Lebens stets Nahrung gefunden, und die
Neigung in allem, was ihn bewegte und fesselte, das Gesetz-
liche aufzusuchen, lieks ihn immer wieder zu iisthetischen
Fragen zuriickkehren.

Sein Bruder Eduard war Maler, mehrere seiner Neffen
und Nichten KNiinstler und Kiinstlerinnen, unter seinen
niichsten Freunden befand sich der feinsinnige Kunstfreund
und Kenner Dr. Hiirtel, der Chef der Firma Breitkopf &
Hiirtel, dessen Haus ein Sammelpunkt fiir Kiinstler und
Kunstgiinner aus Stadt und Fremde war, und Christian
Hermann Weisse, dessen Aesthetik wohl unter allen Werken
Weisses seinem Namen den griilsten Ruhm erwarh. Frei-
lich lag die sogenannte idealistische oder akademische
Richtung, weleher Hiirtel und Weisse huldigten, nicht aunf
dem Wege, den Fechners naturalistische Neigung einschlug,
umsomehr war der (iegensatz der Meinungen fiir Fechner
ein immer erneuter Anlals, die Entscheidungen seines Ge-
fithls auch theoretisch zu motivieren.

Fechners Stellung zur Aesthetik entwickelte sich konse-
quent aus der charakteristischen Richtung seines Geistes.
Alle Erkenntnis wufs empiriseh und induktiv sein, und
alles Geschehen hat seinen innern Sinn in dem Streben
nach einem Maximum des allgemeinen Lustgefihls. Darin
liegt die Desehriinkung der Methode und der Aesthetik.
Aesthetik als Lehre vom Schinen bedeutet fiir ihn nicht
die philosophische Disziplin, welche untersucht, wie sich
das Schine von den iibrigen Richtungen der Kultur, vom
Guten und Wahren unterscheide, sie behandelt nicht ddie
kritische Frage, wie es miglich und im Wesen des Geistes
begriindet sei, dalk es iiberhaupt ein Gebiet des Gesamt-
lebens giebt, an welches die Forderung erhoben wird, schiin
zu sein. Eine solehe Wissenschaft, welehe er die | Aesthetik
von oben* nennt, d. h. die Untersuchung des Begriffs der
Schinheit aus ihrem Verhiiltnis zu anderen Begriffen, ver-

Hauano 2naswt 17 «3cmemuka» 8 kHuze Kypda Jlacceumya o #u3Hu u uccnedosa-

Husix Teodopa I'ycmasa DexHepa, nepesod Komopoli Mbl nyouKyem dasee.
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Ilepeesod Hckandepa Xaiipyanuna'

[...]

17. MbI yke 3HAKOMBI C XMBBIM MHTEPECOM K MCKYCCTBY,
KOTOpbIN DexHep MPOSIBJISII B FOHbIE TOABI (CM §8), ero moaTu-
YeCKMMU IOIBITKAMU U yCIleXaMy Ha JIUTEPATyPHOM IOIPU-
uie. ITo mepe TOro, Kak OH CTAHOBWJICS NIPU3HAHHBIM YUYEHBIM,
€ro CKJIOHHOCTb K MCKYCCTBY IpUHMMAasa Gopmy 3CTeTUUYeCKOi
KPUTUKU. U KOTIa €My y3Ke yOaI0Ch JOCTUYb [IPU3HAHUS — OH
OBJIaZiell MeTOOM U3YYeHMs TICUXUUYeCKUX SIBIeHMI, 006/1acThb
MIPEKPACHOTO Ha J[OJIroe BpeMsl CTaja 06/1acThi0 €ro MCCIeno-
BaHMI1, OH IMOJIHOCTHIO IMMOCBATIII ce6st acTeTuke. Kycouex mymim
XYIOKHMKA MTOCTOSTHHO HaXOAVJT ITUIIY 6;1aromapst 06CTOSITeNb-
CTBAaM €ro >KM3HM, YTO OBUTAJIO €ro K TOMY, YTOObI CHOBA
U CHOBA BO3BPAILAThCS K 3CTETUUYECKMM BOIIPOCAM.

Ero 6pat dmyapn 6bL1 XyIOXHMKOM, HECKOJIBKO €ro Iuie-
MSIHHMKOB ¥ TUIEMSIHHUL ObUIM JIFOObMY MCKYCCTBA, a Cpeau
ero G/KaimMx Apyseii Bcerga HaXOAWINCH JIIOAU C TOHKUM
BKYCOM. 3HATOK WCKyCcCTB [I-p X€prTenb, IMlaBa KOMIIAHUU
«Breitkopf & Hartel», yeit mom GBI TOUKOI cOOpa AJIST XYHOOXK-
HMKOB M MelleHaTOB ropoga, u Kpucrmuan I'epman Baiic, acre-
TUYECKME TPYAbl KOTOPOTO 3aBOEBAIM HAMOOJNBIIYIO CIaBY
cpenu ero pabot, monrue rofbl obmamuch ¢ PexHepom. Tak
Ha3bIBaeMOTO0 aKaJleMMUUeCKOT0 HallpaBlIeHUs 3CTeTUKU, KOTO-
poOMYy BO3JaBa/ii JO/DKHOe XEpTesb U Baiic, He 6bIIO Ha IYTH,
dbopMupoBaBlIeMCcs HaTypPaIUCTUUECKMMMY HAKJIOHHOCTSIMMU
dexHepa. OmHAKO TPOTMUBOIIONIOXKHOCTH MHEHMI ObLIa [JIS C-
c/eqoBaTesisl MOCTOSIHHOM TMPUUMHOM OOOCHOBBIBATH 3aK/IIO-
YeHUsI CBOUX UYBCTB TEOPETUUECKU.

[Tosuuys @exHepa OTHOCUTEBHO 3CTETUKM pa3sBUBajiacCh
B COOTBETCTBUM C XapaKTepPHbIM HampaBjieHUeM ero nyxa. Bece

! Uckandep Xatipynnun — crygeHt duaocodekoro dakyabrera MIY MMeHMU
M.B.JlomoHOCOBa.
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3HAHUS [OJKHBI OBITb SMIMPUYECKUMMU U MHIYKTUBHBIMM,
BCe COOBITHS MMEIOT CBOV BHYTPEHHMII CMBICI B CTPEMJIEHUMA
K MaKCMMAaJbHOVM CTereHM OOIIero 4YyBCTBA HaCTKIEHUS
(Lust). B sToM 3akiiouyaeTcsi orpaHMYeHue MeTOAA B IIeJI0M
M 3CTeTUKM B YACTHOCTU. DCTETUKA, KaK y4yeHMe O MmpeKpac-
HOM, [IJI1 Hero He o3HavaeT QuaocodCKyo AUCHUIUIUHY, UC-
CJIeayIOILYI0, KaK IMPeKpacHoe OTAMYAEeTCs OT APYTUX HalpaB-
JeHuii KyabTypbl. OHa He 3aJa€TCS KPUTUUECKMMM BOIpoca-
MM, KaK 3TO BO3MOKHO M KaKMM 00pa3oM OCHOBAHO Ha Ipu-
ponie nyxa. OHa He pacKpbIBaeT, YTO SIBJISIETCS 00/1aCThIO BCe-
ob6meii sxkusuu (Gesamtleben), 1151 KOTOPOJT HEO6XOAMIMO OBITh
KpacuBbIM. B TO ke BpeMsl OH He OTBepraeT yueHue, KOTopoe
OH Ha3bIBaeT «3CTETUKOI CBEPXY», TO €CTb U3y4eHMe KOHIIeI-
UMM KPACOTHI COIIACHO €€ OTHOLUEHMSIM C APYTMMMU KOHILIeII-
uysaMu 1 moHsatusimu. OgHako ajisi @exHepa 3CTeTHKa SIBISIET-
cs1 yacThio Bceobuiero «I'emonnka» (Gedonik), To ecTb yueHUs
0 TOM, UTO MMEHHO BbI3bIBAeT yAOBOIbCTBME. ETO 3amaua —
BBISICHUTb, UTO BbI3bIBA€T 3CTETUYECKOE HaCIakAeHMue, UTO
MMEHHO PacIlO3HAETCs Kak ImpekpacHoe. ToNbKO KOrga U3 Ha-
O/TI0IeHMST, OTTBITA MJIM aHAIM3a MIPOM3BEIeHNST UCKYCCTBA Y-
OyT TIOJIyYeHbl IpaBWiIa, COTJIACHO KOTOPBIM OOBEKT OymeT
MpU3HABATHCSI KPACUBBIM, MOKHO OyZieT pa3srpaHUYUTh MOHSI-
THe IIpeKpacHoro. MIcxons U3 3TOM SMOUPUIECKOI OTIIPaBHOM!
TOYKM, OH XOYeT CO3[4aThb «3CTeTMKy cHu3y» (Aesthetik von
unten) MOCpPeACTBOM 3aKOHOB, B COOTBETCTBUM C KOTOPBIMU
YTO-TO HAM HPaBUTCS MM HE HPABUTCS, M BO3MOKHOCTU U3-
MepeHMs CTeleHU MHTEHCUBHOCTU OJHOTO U3 YyBCTB. JTO Je-
JIaeTCsl He TOJIbKO MOTOMY, UTO CIYXXUT LU PACWIEHUTDh XY-
IOKeCTBEHHOE BIleyaT/ieHMe, HO Y [IOTOMY, UTO 3KCIIEPUMEHT
M KOJIMYeCTBEeHHOe M3MepeHUe MOTYT ObITbh MCIOIb30BaHbI
B Ka4yeCTBe IMOACIOPbS IJIS1 UCCIeA0BaHMS; CYLIECTBYeT TakKe
IKCNepumMeHmaibHas Icmemuxa.

[lepBbie 3KCIlepMMeHTa/IbHbIEe MCCIenoBaHus @dexHepa
B 00/1aCTM 3CTETUKMU CBSI3aHBbI C BOIPOCOM 00 3CTETUYECKOM
3HAUEHUM <«30JIOTOTO ceuyeHUs». [lod 3070TbIM CeYeHMEM,
WU K€ <«IIOCTOSIHHBIM [eJeHueM» JIMHUU [O0Jpa3yMeBaloT
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K03bPULIMEeHT meneHNus, B KOTOPOM MMEET MeCTO COOTHOIIIe-
HJe PacCTOSIHMS, Ie OOJbIInii ero orpe3ok (Major) OTHOCUT-
cs1 K MeHbiieMy (Minor). OH npubmokeH K unciam 8:5, 13:8,
21:13 u T.O., T.e. K UppallMOHAJIbHOMY COOTHOIIIEHUIO B IIPU-
mepHo 1:0,618034. B 1854 u 1856 romax Amonbd Ileit3mHr
(Zeising) B cepuu COUMHEHMIT yepe3 M3MepEHMSI CaMbIX pa3-
HOOOpAa3HbBIX MPUPOIHBIX OOBEKTOB U UEIOBEUECKUX Tl IThl-
TaJICSl TI0Ka3aTh, KAKMM 00pa30M COOTHOIIEHME 30JI0TOTO Ce-
yeHMs] IpMOOpeTaeT pelialoliee 3HaueHue [ O06beKTa.
B uvactHOoCcTH, Ilei3uHr nocpencTtBom wu3aMepeHMit CUKCTUH-
cKoii MamoHHbl Padasns 3aHOBO OTKPbUI 30JIOTOE CedyeHue,
MpoBe[s ITIaBHYI0 pa3felnTe/bHYI0 JIMHUIO Yepes3 BbICOTY IO-
noBbl cBgToro Mocuda m Bappapbl. Korma B 1mecTuaecsiThIx
rogax Crmop o momIuHHOCTYM [onb6eiiHOBO MaaoHHbI
B [Ipe3neHe u [lapMilTaaTe MPUBIEK BHUMaHue dexHepa, OH
3a[1aJIC BOMIIPOCOM, MOXKHO JIM OTMETUTh 30JI0OTOE CeuyeHle
Ha MagonHe Tonb6eiiHa. OgHAaKo 9TO ObLI HE TOT CTyYaii.
V3 usmepennit npyrux kaptuH Padasns dexHep menaeTr BbI-
BO/I, UYTO XY[IO’KHMK He CTPeMMJICS K COXpaHeHMIO ITPOIopILuit
30JI0TOTO CeueHMsI 30JI0TOMY CeUeHMI0, COCpeloTauuBas BHU-
MaHMe Ha CaMbIX SIPKMX AEeTaasIxX KapTuH; 60 caMo coboit
pasyMeeTcsi, UTO B CIyyae ITPOM3BOJIbHOTO BbIOOpaA TOUEK Jie-
JIeHUsI, 30JI0TOI paspe3 MOXKHO HailTU Be3fe, M 3TO TaK Ke
OTHOCUTCSI K JIIOOBIM JIPYyTUM OTHOIIeHUsIM. DexHep Terepb
JIyMaeT, UTO KOTJa OMNpee/siioTCs djeMeHTapHble OCHOBHbIE
3aKOHBI Haubosiee MPUSATHBIX (GOPM, He HYKHO GpaTh HAaChI-
IeHHble CMbIJIaMM MpousBenenus u dopmbl (Gestalten).
Heob6xomumo BeIOMpaTh MpOCTbie (UTYPhI, B KOTOPBIX OIIpe-
JIeJIEHHO He MOTYT BO3HMKATh COMHEHMUS HaJ ITYHKTaMy pas-
IeleHusi, C [APYroii CTOPOHBI, HEOOXOOMMO IIPMHMMATH
BO BHMMaHMe UX IPUHAIJIEKHOCTh K 6oyiee GOJBLIMM TPYII-
IaM " uX 1iejib. BOT B 3TOM MecTe M MOKeT BMeIllaThCs 3KC-
TepUMEHT.

11 sMOMpUYecKoro mombopa Hambosee MPUSITHON ¢Gop-
Mbl PexHep UCIIONb3YeT TPU METOHA: BbIOOpA, IMPOM3BOCTBA
" ucronab3oBaHusl. CoraacHO MepBOMY METOAY MCIIBITYeMbIM
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IAETCsl HEeCKOJbKO IMPOCThIX (UTyp: MPSIMOYTOJIBHUKOB, 3JI-
JIUTICOB, KPECTOB, M OHU OIIPeNesSIIOT, Kakue MPONOpLUUN OT-
IenbHBIX (HOPM OHM CUMTAIOT Hambosee MpusTHbIMU. Corac-
HO BTOPOMY MeTO.y, Haubosee MpusTHas GopMa MOKET ObITh
MpMBeJleHa MCIBITYeMbIMM TI0 COOCTBEHHOMY BKycCy. TpeTuii
METOJ, HaKOHEeLl, 3aK/IIYaeTCs B M3MEpPeHUM IPOCThIX UC-
MoJib3yeMbIx (opm.

dexHep MPOBOAMII MCCAeHOBaHMS Ha OOJBIIOM KOJIMYe-
CTBE TIPEeIMETOB: IOBEIMPHBIX M MOTWJIbHBIX KpecTax, 00-
JIO)KKaxX KHUT, TIeYaTHBIX U3AaHUSX, MMUCYeil M KaHLeISIPCKOi
b6ymarax, KapTax BCeX BUIOB, KOIIEe/IbKax, TabakepKaxX, KuUp-
nnyax, OKHax, JBEepHBIX NPOEMax, rajepesx M Tak [aiee.
MHorue 13 3TUX OOBEKTOB, MOCKOJIbKY OHM MMEIOT pa3jiny-
Hble 1IeJIM Ha3HAUYeHUs, HaXOHOSITCS OMM3KO K IapaMeTpam
30JI0TOTO CeYEeHMs], OLHAKO rajepeiiHble KapTUHBI, U3MEPEH-
Hble BMeCTe C pamMaMM, OKa3bIBaIOTCS KOpoYe, YyeM [AOJIKHbI
O6bUTM ObI OBITH B COOTBETCTBMM C 30JIOTHIM ceueHueM. dDex-
Hep MCITOMb30BaJI MEePBbIe BA METOHa, 0COOEHHO METO[ BbI-
6opa, B YaCTHOCTM, Ha KpecTax M NpSIMOYroJibHMKax. Pe-
3yJIbTAThl SIBJSIIOTCS caenywomymu. Cpeay Bcex MPSIMOYTOJb-
HbIX GOpPM KBagpaT C OMKaikIMMKU K HEMY IPSIMOYTOJIbHU-
KaM#, C OJHOVM CTOPOHBI, ¥ OYE€Hb IJIMHHBIMU IPSIMOYTOJb-
HMKaMU, C PYTOM, SIBJISIIOTCSI CAaMbIMM HeNpUBJIEKaTeIbHbI-
Mu. ITpocTbie pailoHaabHble cOOTHOIIeHus (2:1, 4:3, 5:4, 6:
5), KoTopble, KaK M3BECTHO, SB/SIIOTCS pemallMMu Kak
BUOpaIMOHHbIE YMC/IA [/ CO3BYyUMSI TOHOB, HE MMEIOT HU-
KaKoro mpeuMyllecTBa B KauyeCcTBe COOTHOIIEHMIA CTOPOH
npssMoyroiibHMuKa. TOT ¢akT, UTO COOTHOIIeHMe 3: 2 sBJsIeT-
cs1 GaronpusITCTBOBOBAHHBIM, BEPOSITHO, CBSI3aH C Te€M, UTO
OH TIPUXOOUT OUYEHb OGJIN3KO K 30JI0TOMY ceyeHMo. U3 mpe-
(depeHIIMaTbHBIX CYKIEHMUI, pacrpenenéHHbIX mo 10 mpsimo-
yroJibHMKaM, MaKCMMajbHOe 3HaueHMe COCTaB/ISIO 35 Ipo-
I[EHTOB Ha MPSIMOYTOJIbHUKY, GIM3KME K 30JI0TOMY CEUEHMIO.
[Ipy paspeneHuM TOPU3OHTAIBHBIX JIMHUII COOTHOLIEHME
cummMmetpum (1: 1) ropas3go npusiTHee, yem y 30JI0TOTO ceye-
HMUSI.
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OTUM MCCIeOBaHUSIM IOCBSILEHbl couHeHUss PexHepa
«0O Bompocax 3omororo ceuenust» (XI crp. 100—112, 1865 r.)
n «06 skcnepMMeHTaNbHOM 3cTeTuke» (IX, crp. 553—635,
1871 r.) B mocimegHue rompl Obl1a HamMcaHa Kuura «O MmojInH-
HocTty FonbbeitHoBOI MamoHHbI» (JIeimiur, 1871). OHa 3aBep-
HIaeT 1eayio cepuio paboT o MamonHe ['onb6eiiHa, ee MOAJIMH-
HOCTMU, 3CTETUYECKON LIEHHOCTU U MHTEPIIpeTauysIX, KOTOPYIO
dexHep IOJHOCThIO 3aKOHUYMJ B TeueHue 1866—1871 romos.
B 3TOM KOHKpEeTHOM BOIIPOCE OH HACTOJbKO IOTPY3UJICS
B CBOIO CKJIOHHOCTb K peajim3My B MCKYCCTBe, YTO HA HEKOTO-
poe BpeMsi OH MOJHOCTBIO 3aHSJICS TOIBKO MM, 1 COBEPLINII [10-
e3nKy B basenb (1867), myTeliecTBye OH cOBepiIny 6e3 compo-
BOXAEHMS xeHbl. HegaBHO (T1.I1.: JAaHHAs KHUTA AATUPYeTCS
1902 romom) OH 3asBWJI, YTO BOIIPOC O MOIMJUHHOCTU OO CUX
Top IMOJHOCThIO He peliieH. CTpamas pa3oyapoBaHMeM B IIO-
MBITKAX IPUMEHSITh CBOV CTaTUCTUUYECKUIT METOJ, B 3CTETUKE,
OH TIOTIBITAJICSI PEIINTh KOHPPOHTALMIO MeXKAY ABYMST MagoH-
HaMM Ha BbicTaBKe 'onbbeitHa B JIpesnene (1871), mompocus
TTOCeTUTeIel 3amcaTh CBOI BepAMKT 10 IBYM U300pakeHUSIM
B asibObome. M3 11 842 mocetuTeneii TonbKo 113 MpuHSIIN yua-
CTUe, ¥ TOIBbKO 34 U3 HUX MPaBUIbHO BBITIOTHWIN ITOCTABIEH-
Hble BOIIPOCkl. PexHep Aai OTUeT O pesyiabTaTte B 1873 rony. OH
Mo/ia/I B OTCTaBKY M3-3a CYAbOBI 9KCIIEPUMEHTAIbHO 3CTeTH -
KM B TIOMYJSIpHON cTaTbe B >XypHase «Im Neue Reich»
B 1878 rony (romsr). II): «4TO MPOM30IIIO C IKCIEePUMEHTAIb-
HOI1 3CTeTUKO».

Ero pabora mo screTuke ObUIa 3aBepiieHa B KOMIUIEKC-
HOVi pabore: «Hauana acretuku» (Vorschule der Aesthetik) 1-
M u 2-1 vacty, Jleiinuur 1876. KHura He SBJSETCS 1IeI0CT-
HOJ CUCTeMOJt 3CTeTUKM, HO MpPeCTaBisieT co060ii «parcoam-
yeckoe» OTHOIIIEHMEe CaMbIX Pa3HOOOPA3HbIX BOITPOCOB M3 3C-
TeTUYECKUX 00acTeit — MOTOMY YTO IJISI «9CTETUKU CHU3Y»
HY’KHO CHauaja coOpaTh CTpOUTEeIbHbIe 6J0KM. B momomHe-
HJ/e K MeTOaM M pe3y/bTaTaM 3KCIepUMEHTATIbHON 3CTeTU-
KI, B Heil MOKHO HATM yOMBUTETbHOE pa3HOOOpasue cosep-
L[aHUii 00 3CTeTMYeCKUX KOHLEMUMSIX M OCHOBHBIX MOHSITUSIX,
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00 MCKYCCTBOBEIUECKOI KPUTHMKe, 3aJadax U CpeICcTBaxX MC-
KyCCTBA, JJIsl TOTO, YTOOBI OIMMCATh KOTOPble HEOOXOAMMO ObI-
70 6bI OGPATUTBHCS K OTHENbHOM KHuUre. Hermpexopsiiee 3Ha-
yeHMe PaboThl 3aKI0YAETCS B CO3AAHMM DSifa 3aKOHOB WU
MIPUHLIMIIOB 3CTETUUYECKOTO YIOBOJBCTBMUS, KOTOpble DexHep
MOy4yaeT OT BCECTOPOHHETO M TOHKOIO IICUXOJIOTMUYECKOTO
aHaaM3a 3CTETUUYECKOrO BIEYATIEeHUS M HACAaKOEeHUS MPo-
U3BeJeHUSIMU UCKYCCTBA.

JCcTeTUUeCcKoe BIlevaT/ieHMe AOKHO MMEeTb CBOe MPOMC-
XOX[EeHMe B 3JIeMeHTax, KOTOpble SIBJISIIOTCS 4YacTSIMM pac-
CMaTpMBaeMOro 0OGBEKTa, M OHO [O/KHO OBITh OCIOKHEHO
BO3[IeJiCTBMEM, BbI3BAHHBIM 3TUMMU 3JIEMEHTAMU B OTHE/bHBIX
CyOobeKkTax. OTU 3JIeMeHTbl U XapaKTep UX BO3JeiCTBUS J0IK-
HbI OBITh MCC/IEAOBAHBI Y UAEHTU(DULVPOBAHBI.

[TepBoe ycioBue A5 9TOTO 3aK/IK0YAeTCs B TOM, YTO BelllH,
KOTOpPbIEe OCTABJISIIOT HAC PaBHOMAYIIHBIMM, B KAKMX-TO 0OCTOSI-
TeJIbCTBAX MOT'YT HPaBUTbHCS WIN He HPAaBUTHCS, B ITOM C/Iydyae
9TO O3HAyYaeT, YTO BIlevaT/eHMe IpeBbIlIaeT Nopo2 y0080/b-
cmeus (die Schwelle der Lust) (cm. maparpad 32). [Iast acTreTn-
YeCKOTO BIIeYaT/IEHUSI OJHOTO UYBCTBa YIOBOJICTBUSI HELO-
CTaTOYHO, HO Ompefe/eHHasl CTeleHb yAOBOJbCTBUS [O/DKHA
OBITh JOCTUTHYTA KOJMYECTBEHHO (NPUHYUN ICMeEmuueckozo
nopoza). BrneuaTneHusi, KOTOpble OCTAIOTCSI ITOJHOCTBIO WM
MOYTU HMKE 3CTETUUECKOro IMOopora, TakuMe KakK CTUXOTBOpe-
HMe, KOTOPO€e MbI C/IbIIIMM Ha MHOCTPAHHOM SI3bIKe, WU CO-
Jlep>kaHye CTUXOTBOPEHMS B IIPO3andyecKoil peun, yCUIMBaT
Opyr Opyra U JOCTUTAIOT CO3[aHus OOJbllero BIevyaTieHus,
yeM TO, KOTOpO€ BBIILIO Obl MPU IMPOCTOM CYMMMPOBAHUM.
Ia, yooBOJIbCTBME MOXKET OBbITh TOCTUTHYTO IPU CUHTE3€e Ta-
KOTO POfa, M TOPOT YIOBOJBCTBUSI MOXKET OBbITh ITPEOHOEH
TaMm, rae pakTopbl MHAMBUAYATbHO CJIMILIKOM CJ1a6bl (NpUHyun
acmemuueckoli nomowu uau  yaydwenus (Princip der
dsthetischen Hilfe oder Steigerung)). MsI uiiem 3cTeTHUUY€CKO-
O BIIeYaT/IeHNs B 60Jiee BHICOKOM CMBbIC/IE, TIOCKOIBKY OHO CO-
CTOUT U3 Pa3HOOOpa3HbBIX 3IE€MEHTOB, KOTOpble Mbl MOKEM
co3eplarh, Tak YTO pa3HOOOpasyMe 3almMIIaeT HAC OT OJHOO06-
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pasus 1 ckyku. Ho aTo pasHoobOpasue He NOKHO HU APOOUTH
Hallle BHMMaHue, H1 6eCIOKOUTh HaC — pa3HooOpasue CBsi3a-
HO C eIVHCTBOM, KOTOpOe TMOIUMHSIET OTHe/bHble YacTu 00-
el TOuKe 3peHusi, KOTopas, B CBOIO odyepelb, cOOMpaeT Bce
aneMeHTbl BMecTe ([IpuHyun 00BeduHeHUss MHO2000PA3HO20
(Princip der einheitlichen Verkniipfung des Mannigfaltigen)).
Ecmu pacrmonaraTtbcs Mo-pasHOMY, UTOOBI MPeACTaBUTh cebe
OIHY M Ty Ke Belllb, TO B CMbICJIE YIOBOJbCTBUSI 3TU UAEU
He MPOTMBOpPeYAT APYT APYTY, a MO-pa3sHOMY MPUBOASIT HAC
K OIHOJ U TO¥ ke e (NpuHyun HenocuiedosamenbHOCMu uiu
ucmunst (Princip der Widerspruchslosigkeit oder Wahrheit)).
OnMHakoBOe M HeOAMHAKOBOe, He MO/IKHO, OZHAKO, TOJHO-
CTBIO MCYe3aTh AJIs1 CO3HAHMS, OHO JOJIKHO TOJIbKO IepecTy-
MATh TIOPOT KOHTPAcCTa, KOTOPbI/i HAXOOUTCS MEXIy HUMMU,
TaK UTO Jlaske MPU pacCMOTPeHUM HeNpUSITHBIX JeTaneit pa-
IIOCTb BO3HMKAET uepes SICHOCTb L1eJIOr0. OTO BBICIINUIA 3CTETHU-
yeckuit ¢popManbHblit mpuHIMn (IIpunyun sicnocmu (Princip
der Klarheit)).

OT cob6momeHnst IPOCThIX (GOPM, CUMMETPUM U ITPOTIOP-
I[MM YacTel, OT UX CBSI3U K MOJOOHOMY, HO pa3HOOOpa3HOMY
1[eJIOMY, OT B3aMMHOTO yKpeIieHUsl 37IeMeHTOB, OT eIlMHCTBa
MHOT000pasusi, OT OBJIAJIEHUSI TIPOTUBOIIOIOKHOCTSIMMU Yepe3
MOHMMaHMe uxX obiiero 3ddexra, COUMHSIETCS CIOKHOE BIle-
yaT/ieHe, KOTOPOe BbI3bIBA€T 3CTeTHYecKoe HaclaskieHMe.
Ho aTo TonbKO omHa, BHelIHSsT U 6oee GopmanbHasi CTOPO-
Ha. 3a 3TUM CJiefyeT BTOPOJt, He MeHee BaKHbI, (akTop, KO-
TOpblii @DexHep Ha3bIBaeT accoyuamueHsiM. YyBCTBEHHOE
BIIEUAT/IEHME CBSI3aHO TaMSTBIO C OEeCUYMCIIEHHBIMU IIpef-
CTaBJIEHUSIMU, KOTOpbIe 6ojiee WM MeHee SICHO TOIHSITHI eit
B co3HaHMe. CyOBbeKT CTaJIKMBAeTCs C BOCIPUHMMAEMbIM
00BEKTOM B KOMILJIEKCE OITbITA, YePEe3 KOTOPBI BOCIIPUHMMA-
eMoe JWCIBIThIBaeT Ipeobpa3oBaHusi M MPUOOpEeTaeT BHYT-
PEHHIOIO KM3Hb uepe3 MHTepIipeTaluy, KOTOpble HaXOASTCS
B BocnpuHuMatomeM. OpaHKeBblil LIBET MPOU3BOAUT JIPYToe
3CTeTMUeCKoe BIleuaTieHle, HeXXeau MOMMPOBAHHbIN KeITbli
miap M3 JepeBa, XOTS TMOCAeAHUII MOKET COOTBETCTBOBATD
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MpeaIoYTeHUSIM YYBCTBEHHOW (DOpMbI B OOJbIIEl CTENeHM.
OmHaKO OpaH)KeBbINi CBSI3aH C IOHSITMEM HEKOTOpOii BOOOpa-
>KaeMol Macchl, KOTOpask He TOJIbKO IOIJIONIAEeT OCBEXAIOIMe
IUIOOBI U [IepeBO, Ha KOTOPOM OH MpOM3pacraer, HO TaKUM
o6pa3oM, Bce CTpeMJIeHMe K KpacuBOi «3emyie, IIe ILBETYT
anenbCuHbI». KpacHbIil Ha 1eKax MOJIOLOTO JiMila HPaBUTCS;
royeMy He Ha HOCY WM Ha pyke? [Touemy Obl 1 HET, €CJIN 3TO
MPOUCXOIUT MOCpencTBOM Makuska? IloTomy 4TO KpacHas
meKa IPUHOCUT C co60 accoumanuio MOJIOLOCTH, 3I0POBbSI,
pagocTu, 1mBeTyiei Xu3Hau. C Opyroil CTOPOHbI, BCIIOMMHA-
IOTCSI XapaKTepUCTUKMU U TIPUBBIYKYU, KOTOpble HAaM He Hpa-
BSITCSI, KOTOpPble MbI He XOTMM HasbiBaTb. UeM Gosiee cyiie-
CTBEHHBIM S$BJISIETCS CaMO 3CTeTMYeCKoe BIleyaT/ieHue, TeM
6osibllle OHO TIPOOYKHAET accouMaluu MOCPEeICTBOM BOCIO-
MUHAHUI U CpaBHEeHUI BHYTPM Hac camux. B yacTHOCTH,
KpacoTa Ieii3axa 1 yesoBeyeckux ¢bopM BO MHOTOM OCHOBA-
Ha Ha CBSA3aHHBIX C HUMM acCoOLMAIMSIX, a MPOOYKOAeTCs
MIPOM3BeeHNEeM UCKYCCTBA, KOTOPOe ero IpencTasisieT. OTU
accouManuum JarT IIPOU3BeNeHNI0 MCKYCCTBA er0 BHYTPeHHee
6oratctBo. CTUMY/IMUPys BOOOpaskeHMe, OHM OTKPBIBAIOT Iep-
CIIeKTMBY B IIMPOKOM MaciiTabe, MOAAEpKUBas OKUIAHUS
TeX, KTO HaCAaXIaeTcsl NMpPOMU3BeNeHMEM WUCKYCCTBA, AeJaeT
MX COPabOTHMKAMM TBOPYECTBA.

dexHep pasBwI MNPUHLUMUI 3SCTETUYECKON accoluanuu,
M 3TO IJIaBHAS 3aCayra ero «3CTeTMKM CHU3Y», KOTopasi obpa-
maetT ocoboe BHMMaHMe Ha pasjanuue MeXAy NpsIMbIMU U ac-
COLIMAaTUBHBIMU (aKTOpamMy B 3CTETUUECKOM BIleUaTIeHUMN.
B cBoux «dnemeHTax KpuTukm» (1762) «Ilom motnanaia» (der
Schotte Home), kK kotropomy @PexHep obpaiiaercsi, He TMOI0-
3peBasi, UTO 3HAeT ero Mpou3BeAeHMs], IpUIaBaa 0coboe 3Ha-
YyeHMe accoumalusM IMPeKpacHOro. AHaauU3 3CTeTUYECKOTO
BIleuaTieHUs1 dexHepa Ke MpelCcTaBisieT OCHOBHbIe uaen I1o-
Ma B 6osiee 3pesioit ¥ yCOBEPIIEHCTBOBAHHOM Gopme, UTO CO-
OTBETCTBYeT IPOTPeccy SMIIMPUUECKUX HaAYK, Mpexae BCero
YYBCTBEHHOJ (M3MOIOTMM B CTOJNIETUM, KOTOpPOe pasiesseT
IBYX MbIcauTenei («Jom motaaHama» — Mcuxopusudeckoe
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npousBemeHne mokTopa Banbrepa bopmana. — M.X.) Ilocie
JloTe Takke o6paTM BHMMaHME Ha BIMSHUE acCOIMALINiA
Ha acTeTuMueckue cyxkpaeHus. OnHako, (puiaocobusi usrHaza
MOHSTME acCoLMalMM U3 3CTETUKM HACTOIBKO CTPOTO, YTO
nexuusi dexHepa, pountaHHas B 1866 rony B «JIenumUrckom
XYIOKeCTBEHHOM OO0beAVMHeHUN» O ero MeToje, «oblia ¢ua-
CcKo 18 Guaocopcky 0OYYEeHHBIX 3HATOKOB» (BbIPaKeHME
@exHepa). [Io cmoBam pemakrTopa kypHasia Litzow-Seemann
(1866), rme oHa OblLIa HameyaTaHa, 3TO «OPUTMHAIbHAS TIO-
MIbITKA BBECTY HOBOE 6O’KeCTBO B 3CTETUKY».

OpHako He cyieiyeT 3a06bIBaTh, UTO PACCMOTPEHME aCCOLM-
aTMBHOTO (DhaKTOpa B 3CTETUUECKOM CYXIEeHUU — «IIpujiarae-
MO} KpacoTbl», KaK TOBOpwI KaHT, NPUHAAJIEXUT TOIbKO
K ncuxonozuueckoti acmemuxe. Kputuka 3HaHUS B 3CTETUKe
«CBEpXy» XOueT pa3TPpaHUYUThb HAyKy, KOTOpas MCCIenyer,
B pe3y/IbTaTe yero 4YMCTO 3CTeTUYeCKoe Cy>XIeHue, T.e. yTBep-
KIeHMe O TOM, YTO YTO-TO KpacuBO, BO3MOKHO BooOIe. OHa
JIO/DKHA TIIATENbHO MUCKIIOUUTD BCE TICUXOIOTUYECKUEe BIUSI-
HMUSI, KOTOPbIE B €XKeJTHEBHOM OIIbITE COUYETAIOT OL[EHKY Kpaco-
ThI C CYObeKTMBHBIMY MHTEPECAMMU U OITBITOM.

Bonpiias 3aciyra 3KCIepyMMeHTaabHOM 3CTEeTUKU 3aKITI0-
yaeTcsl B TOM, UTO OHA JOKa3bIBAET, UYTO €CTh YCJIOBUS 3CTe-
TUYECKOTO YAOBOJIBCTBUSI, KOTOPBIE JIEXXAT B IMPUPOAE UYyB-
CTBEHHOTO BIIEYATIEHUSI UM €ro cocraBe. Accouyanuy ele
He COCTaBJISIIOT MpPOM3BeHeHMe MCKYCCTBA, M OHO He MOXKET
ObITh TIOCTPOEHO M3 HUX. ECTb mpaBwia U 3aKOHbI, 6e3 KO-
TOPBIX HE MOXET HU OOMH XYOOXKHMK, ITOTOMY YTO OHU OC-
HOBaHbl Ha MPUPOAE >KU3HU YeloBeueckoil aymm. MOKHO
MONPoOOBaTh HAPYIIUTb UX, HO MMEETCS PUCK TOBPEAUTH
TICUXOJIOTUYECKMe OCHOBBI 300pOBbs. HeobxoammocTh OT-
KPBITUS TakMX 3aKOHOB pellaeT MOSIBJI€HNEe MHIOYKTUBHOM
acteTuku. Ilo CBOMM CTaTUCTMUYECKMM AAaHHBIM OHa BCeraa
MOXEeT YCTaHaBJIMBAaTh 3aKOHbI BKyca MJjisI ONpeneleHHOro
Kpyra o6IIecTBa WM [Jig HAalMOHAJIbHOM OOIIHOCTU B Teue-
HUM OrpaHMUYEHHbIX BpeMeHHbIX 3M0X. Ho oHa HuKorza
He MOXEeT IONYYUTh 3HAHUSI 4yepe3 IMCUXOIOTUYECKYI0 39KC-
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MepTHU3y, OHA MOKET TOJIbKO OOHApPYKUTh, YTO UTO-TO pajy-
€T U YTO 3TO COCTOUT U3 AeTajieii. C ApPyroi CTOPOHBI, Y HeE
HEeT HUKAKUX CPelCTB JJIsl OIlpefe/ieHus] eqUHCTBA, KOTOpoe
3aCTaBisieT 3TU JeTaau OO0beIUHSTbCS BMeCTe B 3TOT KOH-
KPEeTHbBI BUJ, YyBCTBAa, KOTOpoe oyapoBbiBaeT. OHa Bcerga
IOJDKHA TIpefrnosiaraTb, YTO Y€JIOBEK OTAMYAeT IpeKpacHoe
OT TPUSITHOTO, CYOBEKT NO/DKEH IMPU3HATh XapaKTepPUCTUKU
3CTeTUUECKOTO C CaMoro Havasna. [IoaTomy ero Heo6XOAMMO
JOOIOMHUTh KPUTUYECKUM M3yuyeHMeM KOHLEeNUUI KpacoThl,
KOTOpasi HAaUMHAETCSI C OPUTMHAJIIBHOTO MPUIOXKEHUSI pasy-
Ma, THe BoobOiie fmaetrcs GopmMa 3CTETUYECKOrO CYKAEHMS.
Ho kak 3TO HampaBjieHMe pa3yma (opmupyetcss B pa3BUTUU
BpPEMEH M HApOMOB, KaK XYAOKHUK IPEACTaBJsieT ero B CBO-
€M TBOpPYECTBE M KaK OH paboTaeT U IEIUIIeTCS B CO3HAHUU
yesioBeka? UToObI BBISICHUTH 9TO, OHA Bcerma OymeT Graroma-
puTh 3cTeTnKa PexHepa Kak IOKPOBUTEIS.
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Tanc Tonvbetin Mnadwuti. Aemonopmpem.
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T'anc T'onvbetin Mnadwuii. MadoHHa.
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MAX RYYNANEN?

NOTES ON THE YELLOW PRESS (AND ITS
IMPACT ON ART). A SKETCHY RETURN
TO THE MASS CULTURE DEBATE

According to idea historians of high and low, the expansive
growth of mass-produced and mass-distributed commercial
culture from knickknacks to popular entertainment was one
of the most influential phenomena in helping the art world
define its borders.? The (Central European, then, through
colonialism and diaspora, increasingly Global) system of arts
was established between the mid-18" Century and the
1830s.> A handful of academies of art, art critics, early
museums and the concept of art, which had scarcely moved
from its root concepts, the Greek «techne» and the Latin «ars»,
were backed up by criticism, encyclopedias, the establishment
of art education and aesthetic theory.

! Max Ryyndnen is a Senior University Lecturer (Theory of Visual Culture)
Head of ViCCA MA (Visual Culture and Contemporary Art, http://vicca.fi/)
Aalto University, School of Arts, Design and Architecture, PhD/Docent,
a member of AU International Editorial Council.

2 Huyssen, Andreas. After the Great Divide: Modernism, Mass Culture,
Postmodernism (Bloomington: Indiana University Press, 1989); Ritter,
Naomi. Art as Spectacle: Images of Entertainment since Romanticism.
Columbia: University of Missouri Press, 1987.

5 Kristeller, Paul Oskar. The Modern System of the Arts: A Study in the
History of Aesthetics. Part I. Journal of the History of Ideas. Vol. 12, No
4 (Oct 1951). P. 496—527; Tatarkiewicz, Wladyslaw. History of Six Ideas.
Warsaw: Polish Academic Publishers, 1980; Shiner, Larry. The Invention
of Art: A Cultural History. Chicago and London: The University of Chicago
Press, 1994. P. 189.
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When impressionism became commonplace in the latter
part of the 19" century, the world of art was already quite
a safe haven, a territory of its own, but it still needed clashes
to establish its identity. This is how the concept of kitsch,
which was «invented» in the 1860s, became important.! One
of the best ways to achieve identity and unity is to find an
enemy. Early modernism was critical of capitalism, the
bourgeois society and the entertainer of the streets?, and the
role of mass-produced and mass-distributed culture became
central for art.

Between the 1920s and the 1960s, many major European
and American thinkers attacked mass culture. In 1929, Jose
Ortega y Gasset wrote about the uneducated hordes (tourists,
consumers) devoid of taste storming cultural heritage sites
in The Rise of the Masses.> However, the core today, the way
we read and think about the mass culture debate, has focused
on mass-produced and mass-distributed culture, which
started to dominate the everyday, and which many saw as
a threat to «genuine (high culture.»*

We find, of course, thinkers who saw potential in mass
culture already early on. John Dewey included jazz and
comics in his discourse on experience in Art as Experience
(1934) and Walter Benjamin’s reading of photography and
film as motors of the development of perception, experience
and society is famous;> yet the new artistic phenomena out

! Calinescu, Matei. Kitsch // Five Faces of Modenity: Modernity, Avant-
Garde, Decadence, Kitsch, and Postmodernism. Durham: Duke University
Press, 1987.

2 Ritter, Art as Spectacle.

5Ortega y Gasset, José. The Revolt of the Masses. New York & London:
W.W. Norton, 1993.

4See e.g. Eugene Lunn, «The Frankfurt School in the Development of the
Mass Culture Debate,» in Ronald Roblin, ed, The Critical Theorists
(Lewinston N.Y.: The Edwin Mellen Press, 1990).

SJohn Dewey, Art as Experience (New York: Pedigree Books, 1980); Walter
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there on a mass scale attracted a black-and-white critique.
Adorno first attacked jazz, but then continued his mission
by turning against the radio, the television and every
possible new «massive» cultural formation (without
forgetting the historical avant-garde with its overly friendly
relationship to mass culture).® Clement Greenberg’s
theoretical writings on modernism focused on debasing its
competitors («Avant-garde and Kitsch», 19397 While «deep-
minded» existential thinkers like Martin Heidegger and
Oswald Spengler worried about the rootless nature of modern
culture on a broad scale, mass culture critics focused on
entertainment and media, which they saw as a threat to art
and high culture.?

Journalism was always a part of the debate, but thinkers
were predominantly concerned about the (claimed) fact that
the language of journalism would kill poetry,” or that
journalism was just viewed as part of the larger machinery;
however, no critical theorist ever actually wrote a detailed
work on its impact on art.

Benjamin, The Work of Art in the Age of its Technological Reproducibility and
other Writing on Media, eds Michael W. Jennings and Brigid Doherty and
Thomas Y. Levin (Cambridge MA and London England: The Belknap Press
of Harvard University Press, 2008).

¢ See e.g. Adorno, Theodor and Horkheimer, Max. Dialektik der Aufklarung.
Philosophische Fragmente. Frankfurt am Main: Fischer, 1969); Adorno,
Theodor. Gretel Adorno and Rolf Tiedeman, eds, Aesthetic Theory. London:
Continuum, 1997.

" Greenberg, Clement. Avant-Garde and Kitsch // John O’Brian (ed.).
Collected Essays and Criticism. Vol. 1: Perceptions and Judgements 1939—
1944. Chicago: University of Chicago Press, 1986. P. 5—22.

8 Gans, Herbert. Popular Culture and High Culture: An Analysis and
Evaluation of Taste. New York: Basic Books,1974; see also the essays
in Rosenberg, Bernard and White, David M., eds, Mass Culture: The Popular
Arts in America. Glencoe IL: The Free Press, 1959.

9 See e.g. Adorno’s writings.
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The mass culture debate is now history and there are very
few critics of popular culture today. It seems, though, that the
greatest impact of journalism on art has slipped the attention
of cultural elitists and purists. Maybe because it may have
been growing in importance since the high days
of modernism.

Criticism at its best offers a mirror for art and intellectual
discourse on art, and can help consumers find their way to the
right concerts and exhibitions. But often criticism, or maybe
we should use the term art writing, is done by newspaper
journalists who are not specialists in the field. Even more
important for this paper is the fact that the media concentrate
on issues which either represent what happens in large state/
private institutions only, or, and this is my main interest, have
sensationalist value. Although there are many clever, well-
educated and constructive journalists around and some
newspapers strive to make cultural journalism specialist
driven, creative and interesting, most journalism on the arts is
not about the arts themselves in the way the people of the art
scene view the topic. It is about winners of competitions, art
export, and artist personalities. There is nothing wrong with
that and the art scene continues on its own path, mostly not
taking much notice of the work of the media. Of course, one
can guess that sometimes media attention might support the
careers of some more than others, as they become «names»
through media coverage. The survival and success of some are
wholly dependent on scandals. This was not possible,
I believe, in the modernist era where artistic production might
have been more about craft and/or abstraction. Just think
about Kazimir Malevich’s squares. There could be no scandal
about them.

However, these days, political art is easy to tackle in the
media. I have often been surprised about the impact that
scandals can have on art talk in the scene. Even if Nietzsche
pops up in the yellow papers once in a while when some
crazy person has read him while deciding to do something
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awful, it never leads to a discussion on his work
in philosophy.

Although I have written for several quintessential art
publications (Flash Art International, Atlantica Internacional,
Kunstkritikk, Art Pulse, etc), I have not been very active for
most of the last decade. But I recall seeing how media
scandals affected discussions in the art world when I was more
concretely connected to media discourse (today I only teach
theory to artists). When a scandal erupted (I will return
to what these are/were), most people on the art scene simply
defended the artist against banal negative interpretations
of his/her art or art’s autonomy as a whole, but in many cases,
the defense and/or debate led to a seminar or a publication
based on the issue. The yellow press and sensationalist media
ultimately steered a surprisingly large chunk of the discussion
in the arts.

What kind of works do I have in mind? If I think about the
works that went through this phase in my own context in the
late 2000s and the early 2010s, I have to concentrate on the
Helsinki scene, but as they are somewhat generic, one can
apply this to any art scene. In Helsinki, at the time, there was
discussion about the fact that a post-pop artist named Jani
Leinonen had stolen and «executed» a Ronald McDonald
statue; artist/theorist Ulla Karttunen was sued following the
claim that she used child pornography in her Virgin Whore
Church, and then there was the sensation about artist Mimosa
Pale’s walk around Helsinki with a massive, portable vagina
sculpture.

I chose examples which I respect. You don’t need to know
them, but if you want, you can easily find material on them on
the internet. The problem with the works that I briefly
mentioned here is that what made them media sexy is
explained in the sentence offered in the text above. Whatever
was there, the artistically interesting details or seeds for
a complicated debate were not the reason for the media
attention. It was simply about the way they provided material
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for something that today we would probably call clickbait
journalism. And I can’t see any problem in the way media is
interested in this kind of stuff because of the journalist logic
of sensation. It is somehow inscribed into the way tabloids
and/or the yellow press work.

But here is the point: the works that I mentioned above
were the focus of art talk, art journals and professional
discussions, following the media attention they gained. Of all
the works of art in my city (it seems to be the same
everywhere), the ones selected by the media produced
seminars, sessions and publications; other works were as good
or sometimes even better, or more interesting than the ones
mentioned, but they were just good and without any scandal.

I believe that journalism dominates art more than we
realize. I remember how much talk I heard and how many
texts I read about these works, which, and I have to point this
out again, I really respect, but which were not representative
of what I considered to be the heart of my scene.

Scandals alone cannot make someone a famous artist. (At
least not yet.) If the media covers a performance with blood
and sex at a festival in Eastern Finland (this happened a few
years ago) and the artist is not really appreciated (as was the
case), the discussion does not enter the art world. You have
to be taken seriously in the art world in order to trigger
a debate in the art world that is based on a media debate. It
just strikes me as strange that in the same art world where
people criticize the presence of logos of capitalist companies
in museums, discuss the unethical ways of building museums,
and where art’s autonomy is manifested in so many ways, the
media still decide quit much on the focus of a panel discussion
in a festival and/or the columns of art journals. Realistically
speaking, these cases do not dominate discussions in art, but
they are certainly prevalent, as one can easily see by glancing
at any pile of fresh art journals with invitations to take part
in discussions. It does not turn around my world or the art
world, but I find it remarkable, and I want to raise the issue.
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To get back to the process described in the beginning:
There is of course something beautiful in the way the artistic
community often comes to the aid of artists who have found
themselves in the maelstrom of a mass-media scandal. It is
just that in a «business» which is considered to be very critical,
art so to speak, this should really be it, if the art world were
really so autonomous as people working in it think it is.
Weirdly, though, we have even created ways of showing
institutional acceptance of this phenomenon: many art
schools seem to think that media coverage is an important
indication of its impact in society. I have worked at such
a school for 14 years, and a few times some colleagues have
stated that we are successful if journalists write about us.
In one meeting I commented that if this were the case, we
should all just work on pornography, Nazis and serial killers.

Journalists are of course one of the groups that George
Dickie thinks of as the gatekeepers of art,! so thinking
of journalism’s impact on art is nothing new, although
I believe that Dickie was thinking of critics with expertise, not
scandal-hungry journalists. In any case, I do not think we have
recognized how the media produces scandals that become
topics of institutionalized discussion. Of course, we can
always find a good niche and perspective for a discussion.
A vagina statue (and a work of art touching upon the issue
of (child) pornography) brings out the best of the feminist and
queer wings of the art world. An act featuring Ronald
McDonald brings out the potential to discuss imperialism and
the consumer society. For sure, many who work close to these
issues notice that now they can raise their voice and call
attention to their cause. The power of the media is so strong
that since many of us are never heard, we try to make the most
out of the scandals that arise. And, if professional journals and

! Dickie, George. Art and the Aesthetic: An Institutional Analysis Ithaca:
Cornell University Press, 1974.
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museums never reacted to these issues of so-called public
debate, the yellow press and infotainment would criticize
them for being out of touch.

One cannot forget, though, that some artists and art
professionals are so vehemently against all mass-media that
they would never touch an issue that had been discussed too
much in the so called public sphere. Umberto Eco noted this
in 1964, when he claimed that many people in the arts are so
desperate to distance themselves from mainstream culture
and the mass media, that you can hardly speak of artistic
freedom anymore.!

Getting back to the echoes of the mass-culture debate and
high modernism, as artists still try to keep a critical distance
from sheer entertainment, advertising and capitalist
interventions in the art world, or at least attempt to offer an
alternative, why is there an absence of discussion on the issue
of the impact of journalism? Would we need it?

I am surprised that I feel that we need to revisit the mass
culture debate. I have always defended entertainment, but
I am also fond of the autonomy of art, and the way that the art
scene can support and through its autonomy defend such
a variety of free experiments and forms of expression. During
the reign of modernism, and even in relation to much
of postmodern art, I do not think that the connection between
the scandalizing media and the art world was that strong. This
might have become an issue when art became more discursive
and polemical in the 1960s, and, in some sense after
Documenta 2002 when political art took center stage in the art
world.

Now the mass-media has gained entry. Is it because
museums want to show that they are for «everyone» (they
need to take up the public issues)? This alone would not

' Eco, Umberto. Apocalittici e integrati: Comunicazioni di massa e teorie
della cultura di massa. Milano: Bompiani, 1964.
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explain it, as even smaller galleries, independent publications
and associations that organize events and publish alternative
texts, often comment on scandal art. Do people think that the
work of journalists is «public discussion»? If this is the case,
we need to redefine what we mean by public discussion.

Scandal art is not mainstream art. On the other hand,
some artists strive to leave their trace and disturbance in the
mass-media, and there is no reason to not respect that. Could
we call this type of art yellow art, in a positive sense, as it uses
the logic of the scandals? It often fruitfully deals with
something which was an issue in the debate about journalism
at the beginning of the 20" century in New York, where
certain New York City newspapers concentrated on scandals,
used bold layouts with large color illustrations, relied on
unnamed sources, while engaging in shameless self-
promotion. The origin of the term yellow press came about
when Joseph Pulitzer’s The New York World' and William
Randolph Hearst’s New York Journal battled for preeminence.
Both papers were accused by critics of the press, of being
«yellow». The term was coined by Erwin Wardman, the editor
of the The New York Press.? Nobody defined the term exactly,
but it might have referred to the then-popular comic strip
Yellow Kid which was carried by both Pulitzer and Hearst
during WWII.

Though yellow art, pointing to a certain way of using
tabloids, might crave its own kind of attention in art theory,
one that we could support more than the straight impact
of the yellow press in the art scene, it is for us theoreticians
to take good notice in the way that art theory (Dickie, Danto,
Biirger, Huyssen, Bourdieu, etc.) describes art (too much) as

1 The New York World was a newspaper published in New York City since
1860 to 1931. (The note is made by the journal. — AU).

2 The New York Press was a New York City newspaper that was published
since 1887 to 1916. (The note is made by the journal. — AU).
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a closed system. Art’s autonomy is not as strong as we would
like to think. As contemporary (political) art becomes more
and more polemical, its dialogue with the media is maybe an
issue we should grasp more intensively. I hope my fragmented
thoughts here offer some stimulation for rethinking the issue.
In Carole Talon-Hugon’s new book L'art sous contréle (2019),
she discusses the way art has lost its autonomy in recent years
due to the new wave of moralism, people attacking
exhibitions, curators and artists for not being morally
righteous, for using the wrong terms, and for doing things that
do not support the development of a better world.! This logic
is just one interesting form of the same logic of the scandals,
being produced even more by the art world itself (more
broadly, leftist liberal culture). Of course, in some cases it is
about less privileged groups becoming visible and asking for
more constructive attention, such as people of color desiring
a more sensitive approach from the white middle class. But
often this is not the case, and we are actually witnessing just
performative outbursts of moralism of the privileged.

But we have cherished the idea that art is a free space for
discussion, where one should not fear taking a stand. We have
also cherished the idea that artists, curators and scholars,
rather than the yellow press steers its own debates. Where is
art heading? Is its autonomy being restructured or is it losing
its autonomy? Thinking about moral scandals, has social
media become a new form of DIY yellow press? Is there
potential in the scandals which, according to the logic of the
yellow press, can ultimately help art to promote its message
outside the world of art? For sure, at least sometimes,
although the best of the critical discussions in the scene do
not often make it to the press. What I wanted, however, was
to raise the issue and the perspective. I have no answers. More

! Talon-Hugon, Carole.  Lart sous controle: Nouvel agenda societal et
censures militantes. Paris: Puf, 2019.
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than anything, it is an issue for the philosophy of art. With the
new wave of moralism and the role of the yellow press the art
system seems to have entered a new phase at least in some
respect. It is at least partly up to us art theorists and
aestheticians to decide where this will lead, and how we all
can/will cope with that.

IDKOPIDK VKM

ART AND THE AESTHETIC: INSTITUTIONAL ANALIYSIS CHARTER 1. TRANSLATION INTO RUSSIAN:
MCKYCCTBO M 3CTETMYECKOE: MHCTUTYLIVIOHATTEHBIV AHAJIVI3. ITIABA 1
AESTHETICA UNIVERSALIS. VOL. 1 (1). 2018
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MAKC PUMHAHEH!

3AMETKM O XENTOM MPECCE (U e
BINAHMM HA MCKYCCTBO). 3CKM3 }
BO3BPALLEHMS K [EBATAM O MACCOBOM
KY/IbTYPE

Ilepesod C. A. [J3ukesuua*

[To MHEHMIO UCTOPUKOB MJIei BHICOKOTO ¥ HU3KOTO YPOB-
HSI, OOIIMPHBIN POCT MACCOBOTO ITPOM3BOACTBA M MaCCOBOIO
pacIipocTpaHeHMsT KOMMepPUYEeCKOi KyJIbTYpbl OT Oe3meyiiexk
K TIOIYJISPHBIM Pa3Bjae€YeHMSIM ObUI OMHMM M3 CAMbIX BIIMSI-
TeJIbHBbIX SIBJIEHMI, IOMOTAOIINX apT-MUPY ONpenesTbh CBOU
rpaumiipl.’ (IleHTpa/sbHOEBpOIIeiicKas, 3aTeM, 6Graromapst Ko-
JIOHMAJIbHOM 9KCIIAHCUM M IMACIIOpe, BCe B OOJbIIEN CTeIIeHN
rmobanabHas) CucTeMa MCKYCCTB OblIa CO3[jaHa B MIEPUOJ, C ce-
penuubl XVIII Beka mo 1830-x romos.? HeckonbKo akameMmuii

! Makc Puunanen — crapuiuit mperogaBaTenb yHuBepcutera Aanto (IlIkora
MCKYCCTB, AM3aifHa M apXUTEKTYpbI), B XeJbCUHKM, OUHISHINS, CTIeI[MaIn-
3MpyeTCcs B 00/1aCTM TEOPUM BU3YaIbHOM KyJIbTYPhI, IJIaBa MEKIUCIIATIIN-
HAapHOJ accouuauuy uccnaenoBareneil BusyaabHON KylbTypbl M COBpEMEH-
Horo uckyccrBa (ViCCA http://vicca.fi/), PhD, uren MekayHapoaHOro pe-
JakuyMoHHOro cosera AU.

2 Cepeeli [J3uxesuu — T1aBHBIN pemakTop AU.

5 Huyssen, Andreas. After the Great Divide: Modernism, Mass Culture,
Postmodernism. Bloomington: Indiana University Press, 1989; Ritter, Naomi.
Art as Spectacle: I