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BbIX IIp006JieM. MbI pafibl OTMETUTD, YTO C TOTO HOMEpPA MbI 06-
paraeMcst K Tpyrine GyHIaMeHTaIbHbIX BOIIPOCOB, CBSI3aHHbIX
C Hay4YHOJi MEeTOMOJIOTHEll ¥ TepMeHeBTUYECKMMU Ipoleaypa-
MM, BOBJIEUEHHBIMY B 3CTETUUECKME UCCIENOBAHMS.

VcKkpeHHe pacCuMThiBaeM Ha MHTEpeC Hallleil ayauTopuu
K 9TUM ¥ OPYTMM Te€MaM, 3aTPOHYTHIM B HalllMX MaTepuasax, u,
KaK BCEraa sKIeM BalllMX HOBBIX CTATel.

Bcero Hamyuiero,
Cepeeii /I3ukesuu,
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EDITORIAL

Dear readers!

After the special issue dedicated to Proceedings of the IX
Ovsiannikov Aesthetic Conference we are returning to the
regular practice of our publications. In our traditional sections
we are publishing the materials that the editorial board has
recently received.

One part of them goes on developing the themes that we
have earlier started but the other offers discussing new themes
on the journal’s pages. We are glad to introduce to the readers
publications on a group of fundamental problems of scientific
methodology and hermeneutic procedures that are involved
in aesthetic investigations.

We frankly suppose that the materials that we present to our
readers in this issue will interest them and as usual we are
expecting for your new papers sent to our address:
aestheticauniversalis@gmail.com

With the best regards,
Sergey Dzikevich,
AU Editor-in-Chief
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ONDRE]J KRATKY'

WHERE PEIRCE ENDS: REFLECTIONS ON
THE ABSTRACT

Abstract

In a quest to escape the maze of interpretations, we may come
to a realisation that «the abstract» (here any text that, by deliberately
avoiding any ambiguity based on representative meaning, shifts the
recipient’s focus to its more elevated potential) has the power
to appeal directly to our aesthetic feelings — while simultaneously
avoiding all unnecessary speculative ballast. The author’s (strategic)
decision to produce abstract text helps such text to exert the desired
effect on its recipient, who is in fact led into perceiving text with no
clear clues resulting in interpretable meanings. Since the abstract (as
a «discipline» on its own, as well as each work in its particularities) is
arguably not the norm (or «less norm than the mainstream»), the
(author’s) act following such a decision is, in principle, an «act»
of pragmatism in the Gricean sense — which, in turn, has the desired
effect on the recipient due to the expectancy violation principle it is
based on.

! Ondrej Krdtky received his Ph. D. at the Faculty of Philosophy and
Arts, West Bohemia Univeristy (Pilsen, Czech Republic). He authored
his widely known monogpaph «An Oriental Internationale: Milestones
of the Shia Awakening in the 20th century» (Brno: Vaclav Klemm
Publishing House, 2013).
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Some time ago, I held a brief email conversation with Otakar
Soltys, a journalism semanticist from Prague. Our conversation
was initiated when I requested his opinion about an essay I was
writing at that time and which dealt mainly with
communication from the norm / expectancy (non-) violation
point of view. However, within its main framework, the essay
also paid some attention to the relation between pragmatism
and aesthetics — or art in general.

In a swift and somewhat offhand reply, Soltys told me that
my conclusions were basically right but — unfortunately enough
for me — I had committed the quintessential mistake in the text
of not paying heed to the (two) unignorable classic (s)
of anything related to semiotics: Peirce (and Barthes).

Certainly enough, there is a tendency in some semiotics
circles to revere Peirce and Barthes as the supremely righteous
ones. Those who do so then also quite often tend to understand
communication as a domain exclusively reserved for only such
texts that are «meaningful» (or, at least, in any other way
«justifiably» interpretable). Accepting such an approach would
however mean to conclude that all that is, for one reason or
another, not interpretable is not part of communication.

But does communication strictly require texts (of all kinds)
to be interpretable? Or does it ask from a text «only» one basic
quality: to exert an (y) effect on its recipient?

Somehow disturbed by the (correctly) anticipated
reluctance of my counterpart to delve deeper into the
conversation — yet well-motivated by the prospect
of a promising topic that had just started to take shape in my
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mind — I asked Soltys: All right... but how does that apply to the
abstract?

Whatever the reason was, the fact is that I never received an
answer. Left with no other remedy but to look for one myself,
I realized that the first suitable thing that could be done about it
might perhaps lie in an attempt to shed some more light on one
basic query: What does it actually mean when we say «the
abstract»?

The Abstract and the Representation

We will most probably agree that whenever we perceive
(objects, phenomena, texts of all kinds etc.), all these
perceptions affect our brain, stimulating it to further texts —
hence communication or, more broadly, interaction. During the
process of perception, in a move similar to what Gombrich
described when he spoke about perception of art, the most
important features of the perceived (things, phenomena etc.)
come to the fore — while all the less important features stay
in the background.! Over a longer or shorter spell of time, some
kind of «essentialization»? of key similarities (defining features,
expectable configurations etc.) of the perceived objects, things,
phenomena or other «entities» are shaped in the recipient’s
mind.

We have the most frequent and the most relevant of such
perceived entities. There are also striking similarities among
some of them: similarities so remarkable that they simply
outshine any possible differences and cause — for the sake
of the practicity of the mind’s operation with the very same
entities — that such «minor» differences be completely ignored

! For full context see Gombrich (1982)
2 Or «gestalts», as we may possibly say.
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by our attention without affecting the general, «essentialized»
projection of these entities in our minds.

All these resulted projections lay ground for (or: prompt)
the origination of their representations in communication.
These representations — whether we dub them , (common)
names» or , (general) terms» or otherwise — usually have
sensually perceivable forms: they are written, drawn, painted or
in some other way signalled, they sound etc. This fact makes
them «readable» or «hearable», while, at the same time,
sufficiently distinguished (and distinguishable) from one
another. This, among other reasons, happens so that as many
perceptions as possible may be shared and dealt with in what is
generally called «communication».

Nevertheless, «similar» or «identical» is not a property
somehow «inherently» possessed by the entities themselves —
instead it is perceptively «acquired» by each (different) recipient
and thus still (to a greater or lesser extent) subjective. And as it
often is the case in other subjective perceptions, varying
degrees of consensus (in terms of the feeling of each particular
similarity, its understanding, or, last but not least, its
interpretation) is likely to occur.

For this reason, what is unanimously considered as identical
(and thus identically «nameable») by most, may not at times
seem even similar to others. As such, the rendition of any entity
(thing, phenomenon etc.) by means of any «arbitrary» sign
of representation will make such a (representative) rendition
always more or less subject to somehow doubting questions,
such as: How proper a choice — due to the characteristics of the
sign — it was to choose namely such a sign to represent what it is
supposed to represent? How adequate, in fact, was it to isolate and
«lock» this or that phenomenon by means of just (this) one sign or
denomination? How clearly distinguishable is the phenomenon,
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thing or anything else that such a particular sign is supposed
to represent?!

Moreover, no matter how natural, unambiguous, properly
chosen, clear and wholesomely «convincing» each particular
representation may be, the understanding behind it (i.e. the
connotations such a representation provokes in the recipient’s
brain, its subjective associations etc.) will almost always differ
from person to person.

It is at the same time clear that this way of viewing it carries
with itself one important aspect: it involves a realistic (or
simply: real) recipient; one who will always be reminding us
about the fact that the text is really complete not when it has
been conceived — but first when it is perceived. And if we
consider this statement correct, it will bring us automatically
to another conclusion: that there are always exactly as many
texts as there are their perceptions.

«Peircean» semioticists, however, aren’t typically interested
in this point. Representation is where they usually stop,
dismantling this whole scenery into several customary
compartments (such as icons, symbols, signs etc.), by means

! Peirce, however, treats the abstract only selectively, with a great
focus on the mathematical (or, again, «exact» or

«exactly defined») abstraction. This shows not only his strong
positivist thinking (or «conviction») but also the fact that he
addresses the «abstract» mainly from the linguistic / taxonymical
point of view. Unlike him, I in this paper understand the abstract as
any (created) perceivable entity (explainable most clearly with the
help of examples from the sphere of art) that is destitute
of a meaning mediated by the («conventional») means
of representation.
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of which they perhaps hope to re-construct (and come to grasp)
communication as a whole. But is it really the case that there is
nothing there that, although it fits into none of these
categories, will still clearly be (part of) communication?

Certainly, there are those who side with the viewpoint that
for a text to be functional, it needs to be based on (and in)
representation. Those who defend such an interpretation will
most probably support such an understanding by arguing that
«only representation may convey meaning». Such reasoning
however bears considerable traces of stemming from one main
assumption: that only the recognizable, interpretable or
meaningful is worth consideration. But does that hold true
universally?

Let’s make it more concrete: if we are also to consider as text
(which I here understand generally as any event of interaction
consciously realized by an author and perceived by a recipient)
any creation and perception of (any kind of) art, then there is
in fact no reason to leave abstract art aside — if not for any
other reason than for the very fact that if we disregard abstract
art this way, we deny it its status as art as such.

In a similar vein, if we admit to including abstract art into
the realm of texts, and artistic texts — similarly to any other
texts — into the realm of communication, then, based on
elementary logic, abstract art will belong to communication as
well.

We may however tackle the issue also from a different

perspective — let’s consider, for example, mathematics; or,
more exactly (and with more explanatory effect), arithmetic.!

1 As a branch of elementary mathematics that is based on consensual
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In fact, the peculiar relation of both arithmetic and the abstract
to the «Peircean maxims» is specially worth noting: while that
of abstract art is none (there is no «sign», «index» or «icon»
in it), that of arithmetic — on the contrary — is a total one.
While abstract works deliberately eschew any «provable»
connection to meaning (s), in arithmetical signs an absolute
match in the form of precisely just one exact meaning is strictly
desirable — the same as the clarity and unambiguousness
of their interpretation: any interpretative haziness
(connotation, association, feeling etc.) is side-lined to zero,
meaning consensus (denotation) is full.

Another noteworthy fact is that virtually neither of these
two «extremes» is interpretable — the existing meaning may
neither be compromised by any «new» or «alternative»
interpretations (the case of arithmetic), nor are any of the
subjective interpretations «more plausible» or «justifiable» than
the others (abstract art). Should we thus add arithmetic to what
was initially explained on the example of the abstract (art), we
can conclude that the core criteria of the abstract will most
likely be: only the one, or no interpretation. That is also what
I consider the working definition of the abstract — at least for
the topic dealt with in this reflexion.

All that is «in between» these two extremities (= all the
«rest») is the «Peircean zone» — a world of interpretation,
speculative results and, eventually, manipulation in the
Barthesian sense of the word. In line with this, here also belongs
all that could be possibly called «art with a meaning», i.e. the one
that originated in Altamira, matured through Egyptian and
Chinese pictographs and refined in ancient cultural hotspots

agreement about basic abstract numeric concepts (numbers in general,
integers in particular).
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like Phoenicia or Greece whose «phonetic depictions» are in fact
such common-use signs, in which the original pictograph
element is hidden as much as possible while the (seemingly
connotation-free) element is «pushed to the fore» (or we can
even say «sold») as the fully objective one.!

With these dispositions, naturally, a sort of endless rat-race
was soon to ensue: that of interpretations prompting new
interpretations (rather than understanding) and, at times,
leading to obscurity rather than clarity. Perhaps only the
scientific language? may offer, in terms of exactness, some
compromise between a natural language and pure arithmetical
sign-and-number based expressing.®

This race is, moreover, of an accelerating nature: while,
to their daily natural users, a) letters — in terms of their
exactness, clarity and «obviousness» — are almost like numbers
to nearly any civilization on Earth, b) combinations of words,
sentences and whole texts (while not only in natural languages)
are a complete opposite: in most cases, they are the less
equivocally interpretable the larger they get. In other words: the

! Which it — at least at the level of letters (if we understand them as
«artistic consensual drawings with a meaning which stand for the
sounds they represent») — also in most cases is (of course seen through
the eyes of a native — who belongs to the particular writing system that
such a native uses and observes).

2 Here understood as any such way of recording and/or conveying
messages so that a maximum term accuracy, neutrality and objectivity
is achieved; this way based on, as well as leading to, a maximum term-
meaning consensus.

5Which is as much as possible free of any excessive interpretative
«feelings» or «impressions» (that rely on what could be perhaps called
«indiscriminate» poetry: i.e. one rooted in ambiguity).
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greater in quantity a text becomes, the more space for
interpretation, manipulation, speculative conclusions and
«taking sides» emerges: a Peircean / Barthesian world, a world
composed of cultural/meaning clusters of advertisement,
ideology, religion and similar myths of all sorts; a world forever
sentenced to be an arena of hazy zones composed of only
pockets of consensus.

Abstract art is however exempt from this race: being void
of any meaning, it simply doesn’t search for any interpretation
at all. For this reason, a piece of text (be it in painting,
sculpture, architecture, music, dance or elsewhere) that
intentionally aspires to carry no explicit or conventional
meaning (or not even giving any hint to the recipient that
a piece created within its framework even could be interpretable
along any proven, tested or otherwise well-accepted
interpretative lines or patterns), is — at least in my own
understanding — an abstract text in its true purity. As such it is
also pure art: pure in terms of its (sophisticated) lack
of connotations, as well as the (intentional) absence of any
interpretative «engagement» of whatever kind (be it social,
cultural, political, ideological etc.).! In short: it deliberately
gives no clues in the «conventional» — i.e. Peircean — sense.

! Based on this logic, as «abstract» may in fact be considered also
a portrait, still-life or a landscape scene, provided these are carried out
in a purely artistic way (and thus devoid of any further connotations but
the aesthetic ones). If this is the case, I actually see no reason why such
types of visual depictions couldn’t be considered so. On the other hand,
due to their straightforwardness, «face value» explicitness and the
resulting factual inability therefrom to be further or anyhow
«alternatively» interpreted, such works may as well be likened
to arithmetic.
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Of course, even abstract art can be interpreted — and that
in an endless array of ways and at anyone’s convenience. But
this is precisely where its special magic lies: it can be
interpreted so randomly that none of these interpretations may
be convincingly defended and proclaimed to be the correct one.
The tacit agreement (about zero defendability of interpretation
and an absolute subjectiveness) under the framework of which
abstract art is produced gives no value to any interpretation
of any of its pieces whatsoever.

Since I consider «text» to be virtually any communication
act that is «produced and perceived», I quite often use images
(including paintings, photos or even drawings) as handy
examples on which many important phenomena can be
explained. On the one hand, we may have (hyper) realistic
paintings, on the other one there may be images containing
hints (not exceptionally in the form of signs or symbols)
to various other (cultural, societal, political etc.) topics. While
the (hyper) realistic ones are very close to the arithmetical
exactness (or they even strive to be so), the «clueful» (hint-
containing) ones resemble encoded inscriptions that everyone
has (can, may or even feel compelled) to tackle (according
to their skills and knowledge) in order to side with this or that
interpretation of their meaning or «message».

Leaving the zone of such «hidden references» (within what
otherwise demonstrates all the common «symptoms» of an
art — i.e. frame, oil on canvass, composition, colours, shades,
proportions and quite often also affiliation to an artistic style)
behind and setting off on a path towards the abstract, we first
encounter images containing only elements of the abstract —
such as («genuine») cubism, dada or surrealism.

18



While isolated elements in such works (mainly in dadaism
and surrealism) may display a meaning (or even be symbols), it
is the totality of such elements (i.e. their total combination, their
composition) that (in an exactly opposite sense compared to the
totality or composition of the elements in the «message» -
loaded pieces) makes sure for the (from the part of the author
deliberate /or: purposed/ and purposeful) destruction (or at
least «neutralization») of any first-order (i.e. direct, basic,
original) interpretation of such — otherwise meaningfully
interpretable — symbols, signs or any other similar clues.!

The reason this is so is most likely simple: dadaism or
surrealism usually search to avoid the («coventional») use
of representation and meaning, because these would
(«coventionally») produce hints to «serious» reality (or
seriousness as such). Such hints would, further on, inflict a fatal
blow to the central mission of these styles” works — i.e. that
of not aspiring to being taken seriously at all. And since the goal
of «alternatively depicting» (cubism, pointilism) or «making fun
of» (dada, surrealism) day-to-day life (or what- or who-ever else)
is here obviously more essential than a focused effort to provide
a pure aesthetic impact on the recipient, it makes at least dada
and surrealism in their totality different from abstract art: the
key element here is the author’s intention (aim, goal etc.) — and
that is, in both «opposed» disciplines (i.e. the dada and
surrealism on the one hand, and the abstract on the other),
simply not the same. In their many elements they, however,
remain quite close relatives — perhaps distinguished cousins.

Cubism may be a different story as from its inception,
propaganda-inclined artists were fond of using it (or its

! What follows is a («xnew dada») example by Ion Barladeanu (Untitled,
1983); copy from https://www.itsnicethat.com/articles/ion-barladeanu-
romanian-collage-artist-gallery-of-everything-270317
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«derivatives»)! for the promotion of miscellaneous societal
messages. The reason might be the striking impact of the cube-
shaped — and thus very «impactful» — means of expression. The
method of depiction that the cubists invented and which they
gradually elaborated simply came in handy; and where there was
demand (on the side willing, for one reason or another, to equip
a societal message with an impact), there was also supply (on the
artistic — i.e. the creative author’s — side). In this respect, cubist
(and cubism-related) «engaged» art shares much in common
with all other styles that have historically proved instrumental
in providing the needed impact on target audiences — all the way
from the ancient «mysterium tremens» -inducing religious (or
otherwise ideological) art paraphernalia, to medieval illustrated
pamphlets, to selective applications of (no matter what ideas
supporting or helping promote) modern art.?

1 Such as, for example, orphism or suprematism.
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In spite of all this, the cubist paradigm however still offers
a sufficient number of other ways through which its pure
abstractive potential may be maximized. Already a quick glance
at cubist works shows how clearly it can reflect the author’s
intention for either realistic or abstract depiction: in fact, the
more the depicted objects take on the «cubist» (or any other
schematized) shapes, the more abstraction is involved (and
vice-versa), with such objects eventually becoming mere

2 What follows is a (suprematist) propaganda poster by El Lisstizky
(Red Wedge, 1919); suprematism, «created» by Kazimir Malievich is
importantly based on cubism and was extensively used in Bolshevik
propaganda. Copy from https://www.royalacademy.org.uk/article/five-
things-graphic-designers-owe-to-russia
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platforms through which the «soft coerciveness» consisting
in leaving the meaningful towards the (essentially) aesthetic! is
performed. On the other hand, «pure» cubism (one that is
concerned with the shape itself, with how to depict it as well as
with its aesthetic function rather than best utilization of it as
part of a propaganda leaflet or an exhibition poster) is again
much closer to the abstract than it is to any text that is subject
to interpretation.?

As such (and provided that it carries no message in whatever
form and, despite that, is still able to exert an impact), it cannot
be aimed at anything else (nor be able to exert the impact
thanks to anything else) but the ability within us (the
recipients) to receive aesthetic stimuli. Such cubism — similarly
to «good» abstract art — is, in its essence, primarily a controlled
psychological experiment: virtually no more and no less than
a gentle and refined play with our psyche.

I have already explained in what way I consider arithmetic,
on the one hand, to be the «juxtaposed counterpart» of abstract
art — yet, on the other, a discipline that has very much
in common with it from the point of view of their relation to the
«interpretative» communicational domains: while abstract art
aims at no consensus but the aesthetic impression (and while
the interpretative «zone» generates, at the very best, only
pockets of it /becoming even less with how letters team up into
words and sentences/), arithmetic is the embodiment of a total

1 Or: the author’s controlled experiment with the recipient’s aesthetic
dispositions, an «aesthetic manipulation» etc.

2 What follows is a «classic» cubist painting by Pablo Picasso (Houses
on the Hill, 1909). Copy taken from https://bonjourparis.com/art/
cubism-at-the-centre-pompidou/
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consensus. Namely therefore — paradoxically — along with
abstract art it is also arithmetic that virtually cannot be
interpreted.!

!In abstract art it is so because any interpretations of it are
unjustifiable. In arithmetic it is S0 because
interpretations of the signs it uses are not desirable and there is —
unlike natural language or any other

«interpretable» text — a full consensus not only about the meaning
of such signs, but also about the undesirability of their alternative
interpretation (s). While in abstract art each piece is fully individual
(and this way realistic), arithmetic operates upon a) deliberate
elimination of any differences (that would eventually make everything
different) as well as b) the fact that, for the sake of practicity, the
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Within the realm of art, depiction is a subdiscipline
of similar importance as is arithmetic within the context
of mathematics or natural sciences. As an artistic discipline that
relies primarily on visual perception, it offers numerous useful
examples of illustrative and explanatory value. While the
abstract «depictions» (or, more appropriately, «creations») show
some compliance with the directness of arithmetical meaning,
the («creative») process in which the author uses them
to achieve his (communication) goals differs fundamentally.

In my opinion, the chief technique (or «strategy») upon
which abstract art rests lies precisely in its deliberate
suppression of the interpretative (= semantic) component —
something that transcurs with the principal goal of having the
recipient’s focus on everything else but meaning. The particular
work of art that serves this goal may of course contain an
identifiable object (shape etc.) that is well recognizable;
however a) such an object will most probably not be used as
a clear notional reference to something else (it will not
represent anything else but itself directly), as well as b) while
not being explicitly denied, such an object will quite likely serve
most often as only a platform for a further — goal-wise primary

distinguishing capacity of the human senses has in many cases traded
(various levels of) «similarity» for «alikeness». Thence: 2 apples
+3 apples = 5 apples — though we may successfully question whether
in reality there could be even at least two apples that are exactly and
completely the same. Despite these basic mysteries (that of any
alikeness not really existing and that of integers having no
counterpart in the real world), arithmetic has made it «very far» over
a large span of years, satisfactorily serving not only itself, but also
other disciplines (physics, chemistry and rocket sciences to name
a few) — in which its application apparently results in success rather
than failure.
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and thus the most important — artistic purpose: that of putting
on display a score of colours, mixture of shapes or series
of compositions, the aim of which is to directly target the
recipient’s aesthetic dispositions. These abstract elements are
present in painting styles which may not yet be defined as
purely abstract but where a symbolic, representative meaning
(and therefrom resulting room for interpretations) are a)
essentially reduced, craft is b) applied in a very skilled yet
unobtrusive way, and the recipient’s main c) focus will thus
necessarily be on something else (than the meaning or the
craft). In this sense, such have been the cases of impressionism,
cubism, fauvism, dada, surrealism and others.

While the «primary duty» of conveying messages
(pictographs and scriptures) and depicting (classical art) were
intended mainly for the recipient’s somehow «primary»
functions, art’s emancipation from these obligations enabled
(and was, in fact, also propelled, motivated and based on) a shift
towards the recipient’s more hidden perceptive capabilities.

What once seemed to be painting’s demise (i.e. most
notably the arrival of photography) basically became the event
where new horizons started to be discovered. This had — among
others — one basic effect: what was earlier motivated almost
solely by the author’s (artistic craft, skills), sponsor’s (strategic
intention, goal) as well as, possibly, the «text’s» (message,
starting point for interpretations) will to «<make an impression»
on the recipient shifted importantly to the effects it should
create in the recipient. The self-motivated (or self-centered; quite
often purely selfish) was replaced with the selflessly empathic or,
if we wish, «aesthetically altruist».!

'In the recent decades almost literally: scientific exploration
of human perceptive capacities importantly relies on sources from
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The liberation from the need to lean on a crutch
of «meaningful» art created, in its turn, more space for focusing
on colours, composition and other — themselves, in fact,
primarily purely «artistic» (or: abstract) — elements. This
approach helped some artistic disciplines completely avoid the
«zone of the interpretative» and opened the door to shifting the
focus towards direct aesthetic impact; it left the recipient with
literally no other choice but either to leave or enjoy in any other
way — except that of rejoicing at finding what that particular
piece «meant». Yes, such art may not «mean anything» — except
the fact that it is able to talk directly to the aesthetic part of the
brain.?

Here we are a far cry from a semiosis a la Barthes in terms
of the content (that, in the spirit of the Barthesian reflection, led
to the creation of all sorts of misleading, improper or otherwise
«incorrect» myths). Yet if we follow the form (and, most
importantly, the fact of the always more or less manipulative
character of any author’s exerting an effect on the recipient), we
may find similarities. However, in the case of the abstract, the
result is not a myth that may make one «believe», «spend», or
«follow», but rather a «manipulation» of an aesthetic kind —
one that frees rather than enslaves.

So if there is ever room in abstract art for semiosis in the
Barthesian sense, it is most probably reserved for the (non-)
acceptance of such art by our aesthetic senses — and could
primarily be understood as an «educational» process that goes
from affirmative to progressive. In other words: unlike the
«Peircean zone» which, by its definition, is always (more or less)

visual culture; see, among others Zeki (1987) and Zeki (1999).

2 What follows is Mayo Drawing No. 14 by Timothy Hawkesworth. Copy
taken from https://www.artistsnetwork.com/art-inspiration/what-is-
abstract-art/
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«interpretatively» manipulative, the aesthetic manipulation will
(almost always) primarily be taste-stimulating, sense-
developing, «enriching».! It is most probably this quality that

't is true that, for example, some chromatic combinations may
stimulate anger, anxiety or sadness, as well as any other emotions
of similarly less noble kind. The fact that such emotions have been
induced through such means that contain nothing that could be referred
to or interpreted would in almost any such case make their artistic use
still an experiment (the goal of which is to discover such emotional
reactions to such stimuli) — rather than a clear manipulative strategy
(of course unless the aim of inducing such feelings was, for example,
to motivate the recipient towards adopting, for example, the desired
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made abstract art an object of admiration by the later-stage
Gombrich (characterized specially by his fascination with the
artistic usage of geometrical shapes and their configurations —
a fascination so much contrasting to his initial reluctance
of accepting abstract art as art as such).?

Despite an undisputed aesthetic value and the artistic
potential that abstract art has, it is obvious that the
«traditional» (i.e. «meaningful») texts will, at least
in «conventional» (i.e. «xnormal») communication, always play
the primary role. This shouldn’t however mean that abstract art
should be considered of any less communicative value than the
(seemingly naturally and easily)

«interpretable» texts. Neither should it result in insisting on
treating texts exclusively with the tools created by the «classic»
semiotics (wWho, during their lives, usually didn’t have a greater
chance to come into contact with what nowadays is considered
abstract art), nor in any«correction»®> of others who dare
challenge the infallibility of such «classics».

Also for this reason, I feel the need to question such
tendencies a bit more and argue with such approaches in more
detail — something I intend to do in the following lines.

Text in Communication: a Pragmatism — Expectancy Dialogue?

«Entities» of reality are at the beginning of (most) thinking
patterns — «gestalts» as we may perhaps also term them. Such
patterns are somehow «schematically visualised» configurations
resting in simplified forms in the mind. Through referring

consumption behaviour, offensive stances including aggression etc.).

2 An example of this are the creations by Bridget Riley (here her
1964 piece «Current» that follows). Copy taken

from http://www.jornalagora.info/bridget-riley-oeuvres-pz73.asp

3 See Svantner (2014), mainly pp. 71 — 73.
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to them in communications, the ways in which such referrals
happen (help) create typified situations (or: «configurations»)
in which, further on, certain patterns repeat. General awareness
of most (or many) of them that results in a feeling of the
«omnipresence» or «grantedness» of many of them makes it
possible — among other by-products — to occasionally leave
some of them out during communication without any serious
harm to the entirety of the message.

This is where «Gricean» pragmatism enters. One of its basic
observations stems from the fact that controlled omissions
within a text are based on the text’s author’s assumption that
the text’s recipient is equipped with some amount
of knowledge. The richer (in relevance to the subject of the
author’s text) the author assumes that knowledge to be, the
more he may leave out of his text what he considers
superfluous, unnecessary or otherwise redundant. As such, the
skill of including this «pragmatic silence» is basically a way
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of «flattering» the recipient by the author, who shows him
indirectly his assumption of him (= the recipient) being more or
less equipped with this or that particular knowledge.!

Pragmatism, however, needn’t rest exclusively on omissions
(i. e. implicit or implicitly highlighted context where explicit text
would have been otherwise expected or realized) — it may
actually rely on any other distortions of what would otherwise
have been the norm (and what, in such a case, would have also
been expected as a norm). Such distortions may take the form
of irony, synecdoche, hyperbole, metaphor and much else. Once
this form is ready, all that is needed for these distortions to be
fully functional is their «knowing» (i.e. correspondingly
knowledgeable) recipient — who the author of such distortions
expects to be entering the perception of his text with «normal»
(cooperative) intentions (or at least with the knowledge of this
normalcy).

In addition to the (written or spoken) text distortions, there
are their parallels in art. Such «artistic distortions» are
something I understand as modifications relying on (resting
upon, stemming from and pragmatically based on) the author’s
assumption of the recipient’s knowledge of all the «main»
(directly relevant, while not necessarily too-detailed) parts
of the whole (that shape the sense of completeness or
«gestalt») — to which they refer by the very fact of selectively
and controlledly challenging, distorting, twisting and otherwise
modifying such an (anticipated) idea (image, vision, concept)
in each particular recipient’s mind.

Whenever we speak about distortion, we logically speak
about it in relevance to (or, more exactly: against the backdrop

I See Grice (1981) and Grice (1989)
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of) the norm. A norm is basically the expectancy (or possibly:
«sum» or «meaning» of all events of expectations) established
in a long run across a majority, «normalcy». When speaking
about communication (or: interaction), it will be thus fully
legitimate to understand «norm» as a set of variables originated
and continuously developed along a more or less spontaneous
case-to-case «plebiscite» on how far the author of a text «dares»
to go and how much the recipient of it is willing to accept. As
the isolated events of this plebiscite are (in some collective
awareness and over a long span of time) smelted into some sort
of a compromise, the norm originates.

As it is born as a result of such «elemental plebiscite
spontaneity» (and upon such spontaneity / progressively /
resting), a norm — in most of its components and during all its
«lifetime» — cannot be fixed or rigid; at least in terms
of communication it should be understood as a guideline
of what the author is willing to functionally alter in view of the
goals he is following, and what the recipient is willing to accept
in terms of the author’s adherence to (or deviation from) the
expected standards. As such, the norm shouldn’t be understood
as static, but rather perceived as prone to (and by the same
perceptions, expectations, reactions etc. maybe also somehow
molded into) further dynamics and flexibility.

Further on, whenever we speak about the (author’s)
distortion of (or «deviation» from) the norm, we
simultaneously speak about some form of the (recipient’s)
expectancy violation — i.e. a violation of an expectancy that
originates in the recipient on the basis of his (time-wise
linear) perception of any kind of text, with such a perception
being «absorbed» by the recipient of the text through both a)
his own as well as b) an «objective» understanding of the
norm.!
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In a rationally created text, expectations are, for the sake
of various communicative goals, consciously violated usually
by (pragmatically) replacing an element (that would be under
«normal» circumstances expected) for an unexpected one
(including silence, empty space or any other omission of such an
element). For this reason, any such pragmatic decision or
intervention (from the author’s perspective) and expectancy
violation (from the recipient’s perspective) should be seen as
interconnected.?

The tools of how to do so are plenty — silence, irony,
metaphor in language, caricature in painting, elements
of (theatrical, jazz, rap etc.) improvisation upon a (known)
theme or even cacophony in music («upon» the background
of the «classical, «normal» musical experience, i.e.
as a «surprising» violation of normally associated expectations).
Deliberation, sophistication and knowledge of the recipient are
usually the most apt godmothers for any such appropriate
pragmatic decision. And «appropriate» here is any decision that
has the desired communication value (and with such an aim has
been created and so has also been perceived and understood).

In practice it happens anytime the author a) puts the
recipient on a track the recipient feels he knows or can predict
well enough to «expect the (normally) expectable» — and then,
once this recipient’s feeling is there, the author b) (deliberately)
offers something to his perception that violates these
expectations. To do so, the author usually comes up with a well-
known structure that for the recipient seems simple
to recognize and, as the recipient’s perception of such
a structure continues (a fact that, desirably, has

! See Burgoon (1976) and Burgoon (1978)
2 See Kratky (2018).
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a correspondingly calming effect on the recipient), the precise
moment comes in which the author provides an element of the
unexpected.

Example: 1 am more than sorry to say and devastated by the fact that
our beloved father, brother, son and loving husband, Mr Joseph
Palmer, didn 't perish in this accident (but will keep on plaguing our lives
for many more years to come).

This way the author uses a familiar structure (or: the
background of a familiarity that such a structure created)
to serve him as a springboard that, with an emphasizing effect,
«singles out» the (contrastive) element of unexpectedness he
inserted. The goal of doing so is obvious: to seize the recipient’s
attention — while simultaneously creating arousal in him. This
arousal normally comes as part of the recipient’s natural
reaction to an unexpected element that turns up after a series
of several (preceding) events that transcurred (and ended)
precisely «as expected». Therefore, it may easily happen that
a «shocking» arousal arrives amidst a feeling of an overall
expectedness induced by the so-far established «atmosphere
of familiarity».!

Such arousal draws the recipient’s attention to the
unexpected element and, and as a logical (and usually
immediate) continuation, has the recipient trying to search for
the reasons for its occurrence. Further on, finding them thus
normally results in the recipient attributing such an unexpected
(and initially surprising or even shocking) phenomenon its
proper communication value (for example: understand irony;
deal with the author’s hyperbole; identify a lie etc.).?

1 What follows is a photo of the «Headington Shark» installation, a clear
example of an arousal-provoking insertion of an unexpected element
(a shark sculpture) into a text (until then) perceived as well-known (line
of houses as well as, basically, the «context» of the whole neighborhood).
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Example: What a pretty rascal you are!

From the point of view of the recipient’s perception, we may
say that the expected is a kind of a («soothing») background
against which a (somehow «alarming») element of the
unexpected a) enters and — as foregrounds usually do — b)
«steals» all the attention. This however makes obvious sense:
being contrastive (to a «conformist» background) means
drawing attention; being contrastive unexpectedly means
causing arousal; causing arousal means making the recipient
of the text stop and ask for reasons; answering them means
understanding the message.

While in the realm of the «meaningful» texts the author
chooses pragmatic creativity to, for example, alter certain

2 On arousal and its role see Burgoon (1976) pp. 135, 139 and Burgoon
(1978) p. 133.
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elements (that, if pragmatism hadn’t been implemented, would
have been applied in their «<normal» form), in the abstract it is
already the author’s very decision to go for the abstract (instead
of staying «normally meaningful») that, in the large «strategic»
plan, is pragmatic on its own. Considered from this point
of view, we are safe to say that the author’s pragmatic approach
to the production of text is a basic factor that permeates both
the Peircean and non- Peircean «worlds»; though both of them
in a slightly different way.

Since pragmatism is integrally connected with expectancy
(non-) violation, it is still basically various forms of this (non-)
violation that is the common denominator of any such
pragmatic decision making on the part of the author. An
identical principle thus applies to all different levels of the
author’s strategic deciding, regardless of their «size» — from
replacing a minor part of the text to inserting a shocking
element to having decided in which style to create his next
piece.

Logically, we may still pose ourselves questions like the
following:

Can an expectation be violated in such texts that are not related or
referable to anything? Can such texts create expectations at all? And even
if they could, aren’t we, as long as we speak about any such violations,
modifications and distortions of something, still operating within the
realm of the «Peircean» text? Might it not be so simply because only such
texts that are meaningful can be clearly related to something (/previously/
known) — and only such texts can thus (i.e. by the intervention of the
author and through the perception of the recipient) display deviations?

While these questions and objections are fully legitimate
and logical in their essence, the «obvious truth» contained
in them might be perhaps valid only if we separate the text from
the author and disregard the differing perceptions of each
particular recipient, i.e. if we isolate the text and limit the
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eligibility for being part of communication only to meaningful
texts. Doing so would in fact mean drawing a sharp division line
between the (communication-wise) relevant (i.e. «<meaningful»)
and the (communication-wise) non-qualifying (i.e. the
abstract). Followingly, all the abstract would become of a zero
communication value, while all the above described alterations
in the «traditional» texts would be viewed as «standard»
pragmatic insertions (or omissions) realized for the sake
of achieving cooperative communication goals — or seen as
deliberate tricks used to twist reality, to make believe or for
other kinds of manipulation; much of what Barthes spoke about
when describing semiosis.

But isn’t Barthes’s semiosis, first of all, basically «only»
a kind of a generalization implicitly showing that while a single
word or an element of a myth does not have the power
to be a «signifié» (signified) of a higher sort, an entity consisting
of an ingeniously consolidated configuration of such elements
already does? The more so in the case of myths (including the
modern myths Barthes spoke about),! with their «powerful»
inner structure intended to even more support the always
(semi-) manipulative author’s goal. Thanks to this
powerfulness, the myths of all kinds dispose an obvious ability
to exert a much stronger impact on the recipient than, for
example, a molecule or a tadpole (which are, in the end, and
similarly as basically anything else, also configurations
of elements). This notwithstanding, it is plain to see that even
all larger units, including the already «consolidated» ones, may
be further generalized this way — while, at the same time, none
of them will ever become the ultimate one (or «the sum of all
generalizations»).

! See, among others, Barthes (1957)
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This process is latently unlimited in both variation and
maximum size of the text. On the other hand, there are
circumstances under which also minor textual elements may
become carriers of representation. When being perceived in the
proper moment, even the seemingly «meaningless» dots or any
other (abstract) elements may start «picking up» meaning. Most
often it is the case when their usage is repeated, regular or
anyhow else typifed (linked with situations, events, ocassions
etc.) and this way, after some time, creating an own <history»,
regularities and ability to be referred to — and therewith,
necessarily, sooner or later also an («<own») style, paradigm and
norms. Might possibly «representiosis» be a general term that
could name (and help grasp) these processes (as well as the fact
of their presence at virtually all levels) best?!

However, we may still opt for not separating the author from
the text, non-isolating the text and taking all the text creation
(from its inception until when it is perceived by the recipient) as
one (unique event). Further on, we may agree that the author is
conscious in what he is doing when creating a text. If so, each
of his creations is part of his (more or less) conscious
(«strategic») plan. Within the variedly large (long-term,
immediate, great, lesser etc.) levels of such a plan, the decisions
of whether to, for example, use dark or lighter blue (in the
painting itself), or whether to engage in realism or the abstract
might be differing in their «size» and «importance», but are
identical in their nature and character. What makes this
(«strategically» superior) part of the author’s plan (in our case
his decision to «go for» the abstract) so similar to any other
(much more subtle) elements of almost any artistic creative
process is precisely the author’s being confronted with still the

!For somehow topical and «self-explanatory» an example see the
following Barbara Kruger’s «Untitled (/Questions» piece (, 1991). Copy
taken from https://www.guernicamag.com/semiotics-weapons
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https://www.guernicamag.com/semiotics-weapons/

« *°"WHO IS FREE
Tnr o meweNTrg CHOOSE?
e cecome  WHO IS BE-
conTtemwe YOND THE

LAW? WHO IS HEALED? WHO

IS HOUSED? WHO SPEAKS?
WHO IS SILENCED? WHO
SALUTES LONGEST? WHO
PRAYS LOUDEST? WHO DIES
FIRST? WHO LAUGHS LAST?

same choice of which next step (s) to take (and what else to avoid).
In other words: what (in relation to the future text he’s creating
or about to create) to «reveal» (i.e. to paint, write, signal or in any
other way «turn into text»), and what to conceal (leave unseen,
semi-reveal, blur etc.).

This «basic creative dilemma» in its essence equals what
Gombrich observed was happening in the creative/perceptive
«duality» anytime when (upon the author’s decision and
therewith corresponding recipient’s sensual experience) the
most important goes to the fore while (all) the less important
stays in the background.! Therefore, what we’re dealing with
here is a process «dually» consisting of the author’s a) selective
choice of something (i.e. of textual elements that serve for

! See Gombrich (1982), p. 15.
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directing the recipient’s focus on where this focus should be), as
well as his b) (equally selective) denial of (such a focus on)
something (or «everything») else.

This selection/denial dualism is (unlike semiosis) an overall,
generally valid action; while semiosis is just a variation within
the signifier-signified «play» already described by de Saussure.

In a similar vein, the Peircean concepts are only valid when
it comes to signs that clearly have such a meaning that can be a)
interpreted (i.e. read, deciphered etc.) and, as such, b) accepted
(i.e. understood, consented upon) by an obvious majority. This,
as has been explained, is something abstract art lacks.
In abstract art, meaning (in the «Peircean» sense) is either
deliberately indiscernible or simply not present. Despite this
fact, abstract art pieces (i.e. the whole, final works) still retain
the ability of having an aesthetic impact. In the end, isn’t this
precisely the quality that grants them their status in the world
of art?

Here however other questions immediately arise:

Is the aesthetics formed or achieved upon «meaningful» art the same as
the one arrived at by means of abstract art? Is the same brain centre
activated and engaged during the perception of both?

If to nowhere else, these questions guide us to the point
where the border between the Peircean concepts and pure
abstract art — i. e. the art that doesn’t convey any
«objective» (or «objectivizable») information, but still talks
to the human aesthetic feelings — lies. The feeling of a division
this border creates may prompt some to tend to dismiss all art
and aesthetics as matters of (information-wise) secondary
importance and only limit their attention to «obvious» (or:
«objective») message-conveying texts. However even those who
do so would hardly oppose the fact that there is something very

39



appealing and relevant in art as a whole — similarly as
in abstract art in particular. And still: Would anyone say that art
is not communication?

To operationalize this more efficiently, I think we need
to ask first (or re-ask):

What is the purpose of art? Is it a mere replica of nature? Is it
just a conveyance of «objectively» meaningful messages, at times
maybe selectively (and, vis-a-vis the conformist method of text
creation, somehow rebelliously) combined in a special way (dada,
surrealism etc.), so that some enhanced — be it amusing or
enigmatic — ambiguity is reached? Is it just canvass, statues, film
reels or the paper on which musical notes have been written?

The answers to all these questions are obviously: No.

May art also consist in a controlled play with the recipient?
And, if yes, then may this be a feature manifested at least in parts
of pieces of all art, or is it some kind of a privilege restricted only
to abstract art?

Obviously, all art is a controlled experiment with the human
psyche. But unlike the «<meaningful» texts, the (artistic) abstract
texts are, by their very nature, aimed solely at the aesthetical
disposition of their recipients. Be it as it may, we will agree that
abstract art is certainly the least decipherable in terms of any
shared «understanding of a code» while simultaneously being
one that is at the closest to a scientific experiment. This is
something I will try to demonstrate using the examples
provided below.

Senses and Sensitiveness: Pathways into the Abstract

From the point of view of perception, we have cases that
stand «in between» the concrete and the abstract: depictions
that were once equipped with a clear, full meaning, but in which
this meaning has gradually faded away. On the one hand, this
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might have happened by some «weariness of (many repeated)
perceptions» that virtually translated into a sort of «<nonchalant
elegance» of all further depictions of the same topic.
A depiction based on such nonchalance was sometimes reborn
as part of another (usually larger) whole, not exceptionally
societally (or otherwise) engaged (for example the «Mai 68:
Début d”une lutte prolongée» poster).!

In this case, it is a clear example of a depiction which, craft-
wise, is on the brink of being abstract, yet has been clearly made
use of for a very strongly connotated, symbol-based message.
On the other hand, elsewhere we may find depictions that,
in the form they have been made in, are a kind of «intermediate
article» between the clearly concrete and the «overtly» abstract.
An illustrative example of this may be Malewich’s 1908 painting
«Party»* with (mostly white-clad) persons on the background
of a green lawn.

Their depiction, while still quite clear, is not far from the
limits of distinguishability; one or two steps more in ridding the
contours of their sharpness, eroding the (yet still clear) shapes,
melting of colours etc. — and the whole scenery would be
changed beyond recognition. This way, the current stage
of blurring (thanks to which the so far well discernable scenery
is in fact already quite close to reaching out into the abstract)
also serves as a good example of a breaking point between the
meaningful and the devoid of meaning — i.e. between the a) yet
clearly interpretable and the b) already content-wise hazy, yet
aesthetically potentially more significant (in this case
a composition of white patches arranged in a specific
configuration on a lawn-green background).

!Copy taken from https://lelephant-larevue.fr/dossiers/mai-68-
cinquante-ans-memoire-en-mouvement/
2 Copy taken from https://www.widewalls.ch/artist/kazimir-malevich/
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MAI68

DEBUT
DUNE LUTTE

PROLONGEE™

However, when creating an abstract painting (or any other
image or work) in reality, the author obviously doesn’t achieve
his goal this way, i.e. by gradually blurring or eroding the
already painted sharp contours until an outcome has been
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reached that is completely free of any resemblance or
associability with anything recognizable. Authors usually create
abstractions directly, i.e. with all their elements already
separated from any known associations. Thus the «Party»
example is used here mainly to illustrate one of the last stages
in which all the image’s elements are still relatively clearly
distinguishable, but where it is at the same time apparent that
any less clarity of these elements” contours would most
probably bring the whole piece significantly nearer to (if not
directly into) the abstract. Clear contours originally still full
of meaning would thus become mere dots, patches and spaces,
the artistic message of which would shift elsewhere — from an
artistically schematized depiction of a garden party to an overtly
aesthetical composition that no longer conceals its effect on the
recipient’s senses to be its primary aim. This way, the «Party» is
one of the many paintings that in fact offer us a live
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demonstration of how a depiction’s foreground (or many
meaningful human «dramas» set in the foreground) may become
the arriere-plan (filled up with otherwise meaningless colourful
patches — the «only» meaning of which is re-rendered through
the totality of their configuration).

Ever since the advent of photography, painting (and maybe
art as a whole) has witnessed one general trend related to our
topic: that of a (natural) accelerated abandoning of the
exactness of depiction, evolved into an ever growing (conscious)
resignation on it — and bordering on its (more or less
sophisticated) complete negation. Thence (among other things)
is abstraction. On the way to it, the depiction evolved from
a (originally almost mathematical) «display fidelity» of the
depicted object (more or less «dictated» by the initially
prevalent need to render reality) to a still greater
«abstractization» (which, instead of making as true a rendition
as possible, focuses on as intense an artistic/aesthetic effect as
possible). Rembrandt gave way to cubists who explored how far
the author can go in distorting the (in the recipient’s mind
present) norm of how a shape may be perceived. Impressionists
and fauvists, who incorporated stimuli provoking the feeling
of a motion (and emotion) in the recipient, gave way to dadaists
and surrealists, who relativized (and sometimes directly
mocked) the meaningful by the very usage of it. While the old
masters thought about the recipient in terms of «impressing»
him, the modernists developed an interest in working with the
very fundaments of the recipient’s perceptive capacities: on this
basis, they were (and still are) busily searching for, discovering
and exploring the fullest possible range of the recipient’s
dispositions — rather than simply relying on the already known,
tested and proven few of them.



This way, from the photo-like messages contained
in classical paintings (which usually dealt with topics like love,
devotion, envy, admiration, hatred, conflict etc. and which
still — in the Barthesian sense — contained a predominant
portion of the author’s personality who, voluntarily or not, tries
to impose his visions on the recipient), the author’s attention
has been gradually shifting to something qualitatively new:
to play with the recipient’s own notion of where his limits for
this or that particular «gestalt» (shape, object, colour
preference, spatial configuration etc.) lie.

In order to attract the recipient to these kinds of — on their
onset, «testing» — texts, their authors saw themselves obliged
to, on the one hand, reduce the symbol-based message content
of their creations to a minimum, while, on the other, augment
the share of such elements they considered capable of providing
the desired effect on the recipient’s more hidden dispositions
(senses, feeling, subconsciousness etc.). This move (no matter
how misappropriating it could have been considered by «classic»
artists or critics) helped usher in the next phase: that of leaving
out even the most elementary — i. e. any shape that refers
to anything connectable with anything identifiable. The
recognizable shape — no matter how deep or superficial
a message it was carrying — virtually disappeared and the pure
abstract arrived.

This is of course a very simplified summary, the main point
of which is to show a tendency and not claim a universal or
literary truth. It is obvious that even in the abstract there are
recognizable shapes (lines, rectangles, circles) which may
theoretically be (identifiable as) «giving hints» to this or that;
however the idea of a path that consists in leaving behind all
what is demonstrably «claimable» as meaningful (as part
of avoiding any unwanted distraction caused by feeling the urge
to decipher instead of simply accepting the aesthetic effect of the
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deliberately meaningless) is illustrated with hopefully more
clarity.

The pragmatically efficient distortion (i. e. an event
of expectancy violation that causes an aesthetic arousal) here
simply consists of nothing else but fitting into new shapes and
combinations, finding aesthetic matches and further developing
them. As these new matches continuously interact with their
recipients and their aesthetic dispositions, new elementary
points of reference are shaped — upon which eventually a whole
new aesthetic track emerges.

The broader message is thus clear: while «<meaningful» texts
may be replaced with abstract ones, pragmatic rules that apply
to a text’s perception still retain their validity. Pragmatism
(beside the text’s author’s overall decision to engage in playing
with the recipient’s subconsciousness) has been applied already
by the author’s initial decision to dive into the abstract and
remove anything «recognizable» (for the sake of diverting
attention away from it). Moreover, within this decision, the
author’s play with the recipient’s expectancy continues: not
by the author’s incorporating in his texts such controlled
deviations that rise against known (referable-to, interpretable
etc.) backgrounds, but already by his more detailed explorations
and discoveries of the (aesthetically) unexplored.! The author

1 That, as far as exploration is one of the defining rules of the abstract
game, should be at times unexpected to an extent where it is almost
justifiable to ask: can expectancy violation happen where it is not clear
what to expect? The answer would be most probably yes, since there are
relevancies within each separate work (its composition, selection
of shapes, colour combinations etc.) as well as (in proportion to how its
own «vocabulary» or «language» is created) relevancies (or
interrelatedness) b) among more such works. What may have been
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no longer affects the recipient by relying on the recipient’s
elementary, «gestalt-based» perception — newly he attracts his
attention directly to the aesthetic by leaving all such (known or
interpretable) «gestalts» out.

Until the basic functions of painting had been explored
thoroughly enough so that they could be surpassed (if not left
behind or deserted), there were no abstract paintings; i.e. there
were no such «decisions» for the purely abstract that would be
based on a conscious objective (programme, goal) consisting
of the exploration of the effect of the consequences of such
decisions on the recipients.

At that time, simple line patterns on curtains, slight colour-
intensity variations in large painted spaces, dark grey spots on
concrete building walls as well as many other naturally
originated «random» configurations? didn’t appeal to us the

initially looked down upon by some critics and art historians
(including, famously, Gombrich in selected cases) has since gained its
own history and own norms, thereby also gaining its own expectations
and their (non-) violations. This in fact meant an own existence —
thanks to an own life as well as thanks to a life constituted upon
a natural aesthetic plebiscite that mercilessly separates the surviving
elements from the forgotten ones. Enriched in this manner, aesthetics
of course kept marching further — now however with the abstract
already incorporated within.

2 Photo of a worn-out building wall texture. Copy taken from https://
www.eyeem.com/search/pictures/> Although there have been attempts
to find regularities in some musical figures that could possibly give
such figures an almost semantic value; on the so called «doctrine
of affections» see, among others: https://
digitalcommons.cedarville.edu/cgi/*

5 https://ridero.ru/link/YnEC820ugs

4 https://ridero.ru/link/UEDrFXvlbe
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way they do now (that abstract art has been «discovered»,
allowed in and, at least to a certain degree, comprehended).

Yet there had been music — which is an abstract artistic
discipline by default.! Here another question arises — did Peirce
try to apply his findings to music? I searched but found hardly
any examples.? Similar is the case of dance or other forms

! Although there have been attempts to find regularities in some
musical figures that could possibly give such figures an almost
semantic value; on the so called «doctrine of affections» see, among
others: https://digitalcommons.cedarville.edu/cgi/viewcontent.cgi?
article=1076 &context=musicalofferings

24 Despite the fact that Peirce never did so himself, attempts
of applying his terminology to music exist, see, among others: https://
blogs.commons.georgetown.edu/cctp-711-fall2016/2016/12/06/

48



of artistic expression where no clear or generally agreed-on
representation signs exist. Here we come again to the initial
question from the beginning of this paper: If a piece of abstract
art is a legitimate text, what role do icons, indexes or signs play in it?
In other words: Are any of the Peircean concepts universally
applicable to all sorts of texts? We shouldn’t forget here that when
Peirce came up with his categorizations, the times were strictly
rational (or «meaning-focused») and practically no one cared
about the artistic abstract: in fact, no consciously abstract
(artistic) pieces had seen the light of the day at the time.> It feels
sometimes as though even no basic shapes or colours existed
except those linked with a meaning. But doesn’t this «denying»
entities an existence of their own (or «ignoring» the fact of such
an existence) in fact result in losing sight of something very
elementary — i.e. of such things that are solely perceived rather
than in possession of a meaning and on which it makes no sense
to impose a meaning because they are already satisfactorily filled
up with their basic quality of being perceivable? It is clear that
the more Peirce concentrated on meaning, the less he was
keeping aesthetics, or, what would in his times have been
perceived as more appealing and relevant, i.e. harmony,* out
of his main focus. Nonetheless, it is at the same time an obvious
truth that Peirce never stated that aesthetics or anything related
to it was the center of his attention.

One might be perhaps tempted to say that while Grice
studies natural-language texts to find pragmatism, Peirce delves

jiessies-draft-contact-a-case-study- of-the-semiotics-of-music/

5 On Peirce’s understanding of abstraction see, among others, selected
notes in Zeman (1982).

4Which could, possibly, translate in a search for some kind
of abstraction on the compositional, chromatic or musical (as well as
other) levels.
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into meaningful texts to extract signs of representation, Eco
exposes textual traps of all sorts and Barthes broadens de
Saussures’ basic teachings — abstract art cares about nothing. It
won’t however take much effort to discover that it does so
deliberately and with determination: in order to sophisticatedly
skip all the meaning-related ambiguities and the interpretation
encumbrances stemming therefrom — and fully focus on its
primary calling.

Taking Sides No Longer in Vogue: a Tribute to the «Meaningless»

The passage between the «Peircean» zone and the realm
of the abstract is gradual, but the boundary is relatively clear
and easily identifiable. While the Peircean zone may use
elements of the abstract, the (pure) abstract will hardly contain
anything from the Peircean zone as it most probably could no
longer be called abstract. The intersection of both areas is at
times there; it happens in an inconspicuous way when elements
of the connotation-free are incorporated into pieces of work
that are conceived within the framework of the interpretable
and/or connotation- stimulating (for example otherwise
abstract elements such as colours or shapes that, within
a context, may be easily used as symbols, parts of advertisement
or propaganda as well as any other pieces of «engaged» art —
flag colours to name one).! What we are talking about here is

LIf we, however, take an example as simple as the McDonald’s
restaurant’s basic choice of colours (i.e. red and yellow), we see that
the case here is no longer about pure abstraction, but rather about
a knowingly selected colour variation stimulating hunger. As such,
this choice is deliberate, rather sophisticated and, most importantly,
propelled by a thoroughly acquisitive — and not at all
experimental — goal (that lies in the envisaged profit).
In a typologically different vein, the ballet — as another example — is
a kind of a mixed discipline: while its composition (i.e. the
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basically an elementary-level Barthesian semiosis (our above
mentioned «representiosis»): that of an upgrade from the
meaningless (in both content and form) to meaningful
(in content — while still innocent of meaning in form per se).

Having said that, let’s introduce more context:

If we agree that both parts of the Hjelmslev’'s denotative /
connotative «binarity» version of de Saussure’s signifier-signified
observation are a) to some extent subjective (i. e. neither part
of the two notions can be strictly described or characterized as
only, or «purely», objective),> while b) both of them had been
established upon basically the same principle (i. e. that of the
speed or promptness of imagining the signifié in one’s mind) we
will most likely confirm Hjelmslev’s conclusion that «denotative»
will be the image (association, memory etc.) that comes to one’s
mind first (most repeatedly and / or is embedded with most
strength), while «connotative» would be the imagery that arises
in one’s mind with less strength and intensity as well as with
irregular frequency and generally more randomly.

If we apply it to what has been discussed in this paper, we
may as well say that, unlike the (demonstratively mentioned)
arithmetic that connotes with nothing and always denotes one
thing only, abstract art denotes nothing and connotes with
anything.. Still, both do away with the burden of ambiguousness
in meaning (content) in their own (aesthetic) way.

«dancing») element is purely abstract, the overall story (each piece is
usually telling) is, again, always more or less meaningful /
«connotated» to/with something replenished with a (formerly known)
meaning; and so forth according to what domains, genres or
paradigms other examples may be from.

2 See Garvin (1954)
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As soon as even a minor basis for connotation (association,
interpretation etc.) is involved, the originally abstract piece
becomes referable to — and thus a «Peircean» (i. e. meaningful)
text. Such was the fate of most Jason Pollock’s paintings (among
which, in fact, only the first one was purely abstract and
connotation-free, while all the next ones could simply pass for
«Pollocks» or «Pollock’s signature style pieces»), similarly as
that of the «Ode and die Freude» composition (which might
have long been connotation-free until it became the «anthem»
of the European Union). Such a succession is, however, the case
basically anywhere where «representiosis» has transcurred: an
event after which the piece no longer retains its primary
function (which was to «sophisticatedly» avoid all the recipient
‘s prior associations), because its repeated usage in certain
(newly) connotated situations already relies on such a recipient s
knowledge.

As shown, the pragmatism related to the text’s authorship is
based on the a) recipient’s acquired (cultural) knowledge,
similarly as on the b) author’s assumption that the recipient has
such knowledge — as well as, simultaneously, on the c¢) author’s
integration of such an assumption (knowledge or certainty) into
his «strategic» decision making before or during the production
of his text. In contrast to this, all abstract concepts either
deliberately avoid the recipient’s (acquired, social-contract-
based, cultural) knowledge (the case of abstract art), or, no less
knowingly, ignore it — because they have a mandate
to (invariantly) «dictate» or «impose» norms of their own (the
case of arithmetic).

The abstract however doesn’t ignore all the recipient’s
skills — it only resorts (or comes back) to the most innate of his
competences. Refusing to become a springboard for new
interpretational misunderstandings caused by the recipient’s
notional grasp of the world, it opts for a more delicate play with
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what it assumes to be the recipient’s purely natural capacities
and skills: his senses, aesthetic feelings and dispositions
to consider this or that «text» to be of «good taste».

This said, we should still however not let go of the fact that
there is a connection between norm and pragmatism. Norm is
not what is somehow «statically so», but rather what is
expected. Communication — not only from the expectancy
(violation) point of view — is not a set of static «icons» (signs,
representations etc.), but always only a more or less fulfilled
adherence to the norm. The events of such ,, (non-) adherences»
are, at least in all consciously created texts, driven by the author
‘s pragmatic decisions (i. e. decisions based on pragmatic
evaluation, pragmatism etc.). As such, a pragmatic (functional)
deviation (with which also any artistic distortion begins or on
which any «manipulation» leading to an aesthetic impression is
based) basically operates within the domain of expectancy
(violation).

If this is so, then, as far as the abstract is considered, the
pragmatism/expectancy dualism is most probably at the very
center of every author’s creative decision-making: while from
the author’s perspective it happens through pre-meditating
what levels of (un) usuality to (non-) observe within his text,
from the recipient’s point of view it consists of reacting to the
results, evaluating them and finally deciding whether or not
to «stay tuned in» to the text the whole way through. For those
who want to capture (and «conquer») a text scientifically, it
would certainly make sense to apply, on any particular text, the
criteria of measurement (quantity) or those of quality. However,
if we do so here (for instance when applying the criteria of the
traditional semioticists such as Saussure, Hjelmslev, Barthes,
Peirce etc.) we soon find ourselves repeating one basic error:
that of — for the seemingly «more» important sake
of meaningfulness — automatically and unnoticeably switching
to the interpretative (speculative, manipulative) zone, i.e. the
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realm of representatively expressed meaning (s) and their
combinations.

The Sisyphean nature of this approach is largely based on
one simple fact: that during any phase of the origination of any
representation there will never be even as few as two users
of any symbol or such a representation that are equipped with
a completely identical idea of what any such particular symbol
represents. In contrast to this, here stands the abstract
effectively rid of any stimuli for interpretation. As such, this
reduction has left it with artistically nothing more than the
aesthetic — in its straightforwardness not unsimilar to how
arithmetic skips ambiguities of all kinds (in order to have
unambiguity as the basic means of its function).

Exactly in the same spirit, it is wrong to see text as only
a «a set of interpretables» — and I think it is equally wrong
to see it as a set of elements that are interpretable
unambiguously. This is because being interpretable
unambiguously would, in fact, mean not allowing for any other,
alternative understanding. This would, in its turn, lead to an
equalization of all the recipients” readings of any text produced;
something that would, effectively, require, provoke (or in any
other way imply) some kind of a unified perception experience
of all such recipients.

In fact, the exact opposite is the case: as it’s been already
said, there are as many perception experiences of a text
(regardless of what kind) as there are recipients of such a text.
And since every reader enters each event (or act) of perception
(i.e. starts perceiving a text) from a (be it even slightly) different
perspective (background, point of view, the quality of being
endowed with a competence etc.), all these perceptions will
be — commensurately to how the text unfolds while being
perceived — inevitably different. And though it may not always
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be the case that the different perceptions of the «same» texts
necessarily find their justification, explanation or
accomplishment in the form of a «proper» (defendable,
arguable, justifiable) interpretation of its content, there always
will be the recipient’s feeling (s) about how the text «acted
upon “him.

It is thus obvious that there are more phenomena that a) go
well beyond any traditional Peircean «trichotomies» (which are
restricted to only such texts that are — in the strict sense of the
word — meaningful), and that b) broaden the understanding
of Barthes” semiosis. We can almost say that the moment
Barthes identified semiosis, he was already close to making the
only necessary step that was still pending (and I am sure he
would have done so had he not been overly concerned with
exactly the same thing as Peirce — i.e. with only meaningful and
interpretable texts).

The point Barthes was so close to making is obviously that
of identifying the key element that, within communication,
really has the «impact» power, i.e. has the function
of a «paramount» communication agent. Identifying this
element in fact equals making the following observation: while
the meaningful has to mean to have an impact, it is the abstract
that works (i.e. has the impact) even without the help of a meaning.
And as long as it works, it does not matter if it is a sign, icon,
index or none; on the contrary — when it works (i.e. exerts an
impact) even without being one of these, it means it works even
without the interpretative (voluntarily or involuntarily
speculative,  manipulative = or  otherwise = ambiguous)
«additions» — and that, for the same reason, it most probably
works more straightforwardly, efficiently and, quite promisingly,
also in a way far more worthy of exploration.

This is also where the (non-) expectancy point of viewing
text (s) applies as well as how it finds its substantiated use
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despite the still large subjective perceivability of symbols (= i.e.
their unequal objective understanding or interpretation, despite
the best of efforts), and even larger (and virtually unlimited)
subjectivity of personal likes, tastes, preferences, goals and/or
aspirations.

In fact, what we have here is the (non-) expectancy in its
«isolated», crystal clear form: one that either works, or does not.
And when it does, it does so without any «representation-
brokered» meaningfulness; it does so even despite the fact that
it is truly abstract.

Expectancy — or: the expectancies we have from a text —
and thereto related (non-) violations are, at the same time,
universally valid phenomena related to communication. Unlike
symbols, signs or icons which, as categories or terms, apply only
in «meaningful» texts, the expectancy (non-) violation factor is
present in virtually all texts — including the abstract ones.

Conclusion

If we view «interpretation» as an activity that stems from an
ambiguity which prompts the origination of clusters
of adherents who are a) at least as numerous as to side with
more than one version of interpretation («pockets
of consensus») and who are b) able to justify their preferred
interpretation by proofs more or less convincingly based on
signs, symbols and/or icons (and the associations or
connotations preferred therewith) used in the interpreted text,
we may concede that such a process (text — interpretations
based on inputs in the text — formation of groups of supporters
of different interpretations etc.) can only originate
in «meaningful» texts, or, such texts that are composed of all
kinds of the aforementioned «Peircean» elements — i.e. signs,
symbols, icons or others. In contrast, no such thing exists in a)
exact disciplines which are uninterpretable because meaning
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in them is strictly «unique» (the best example of which may
arguably be arithmetic), nor in the b) abstract (art), which, on
the contrary, deliberately lacks any clear hint to anything
interpretable at all.

Unlike the Peircean «criteria» which, in the realm of abstract
art, completely lose relevance, the expectancy (non-) violation
point of view is present continuously — its only criterion in fact
being: You keep following it as long as you like it. Although this
may not be a ground-breaking discovery, it hints at a more
general fact: the most important element of a text may not
always be its content, but the impact it has on the recipient. If we
further accept the assumption that both the «meaningful» as
well as the abstract (paintings, music, dance or other) may be
equally considered as texts (within the wide framework
of communication in which they belong), it will no longer be
troublesome to see (and fully grasp) the fact of the universal
presence and applicability of both pragmatism and expectancy
(non-) violation across the whole spectrum of communication.

While  Peirce’s observations are relevant only
in (ambiguously) interpretable texts, the «expectancy» (non-)
violation element is relevant universally. It asks not what does it
mean? (or what is the goal or hidden meaning etc. of the text?), but
how does it work on the recipient? (or does it work at all?). This
liberates the recipients, allowing them to focus on how the
(artistic, aesthetic, emotional, sensual...) impact itself is being
exercised, i.e. how directly the art may work. It is the deliberate
intention of the author that rids his creation of any such
superfluous hints — and leaves it «only» with more or less
acceptable, aesthetically absorbable, effect-producing stimuli.

That is why the «Peircean» understanding of meaning

cannot aspire to have an absolute validity for all
communication — the maximum Peirce may have achieved is
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to correctly distinguish and classify signs in meaningful texts
alone. This means in such texts that are not (unlike arithmetic)
universally equal, and therefore prompting the creation of only
«pockets» of interpretative consensuses. So unlike the
interpretative ambiguity that creates only partial consensuses
(while it is up to the backers of each such interpretation
to defend one in particular), abstract art offers «only»
(undefendable, because apparently unrelated) stimuli that
deliberately skip cerebral interpretative centres — in order
to «speak» directly to others. This way, abstract art is not only
universal (and universally understandable because not requiring
any consensual understanding), but also constitutes an ideal
«laboratory» — one fully suited for testing many of the effects
that the aesthetic exerts on the brain.
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CTEITIAH BAHESTH

OBPA3bI U MUPHI. EBPOITEVICKOE OKHO
B MHUPOBYIO HAYKY Ob OBPA3AX
U ITPOBJIEMbI EE UHTEPITIPETAITUIA

Om pedakuuu

Hacrosimieii my6muKkanyeil Mbl OTKpPbIBAEM B paMKaxX HAvaToil HaMu
B 9TOM HOMepe repMeHeBTMYECKOl TeMaTUKU CEPUI0 CTaTeil B UCTO-
puYecKoM paszesie Hallero skypHaua, KOTopasl IMOCBsieHa podieme
MOHMMAHMST MCTOUHMKOBEIUYECKOI 6a3bl BCErO CJIOXKHOIO KOMILIEKCA
uccrenoBanuii  (eHOMEHOB 3CTeTMYecKoro mojsi. CTaTbs OmHOTO
U3 BUJIHBIX OT€YECTBEHHBIX MCKYCCTBOBEJOB U WieHa pelaKIMOHHO
xomtermu AU C.C.BaHesiHa NOCBsIleHa aHAINU3Y U3LAHWUS, IIPEACTaB-
JISTIOIIETO VICTOYHUKY IJIS OMHOBPEMEHHO HECKOJIbKMX Cepbe3HbIX Cer-
MEHTOB 3TOTrO MoJsl. IMEeHHO M03TOMY MBI CYMTaeM YMECTHBIM ee ce-
PbEe3HBIN U, B TOM 4MC/Ie, KpUTUIECKMII B CAMOM HEITOCPeICTBEHHOM
3HAUYEeHMM 3TOTO CJIOBA pa3bop 3Toro mamanust. Kuura, o KOTOpoit naet
peub, pacCuMTaHa ee U3AATeNIMM Ha IIMPOKUI KPYT YuTarTenei B 06-
pa30BaTeIbHOM, MCCIEI0BATEIbCKOM M SKCIIEPTHOM COO6IecTse, Io-
5TOMY KPUTMYECKOE OTHOIIEHME K JOGPOCOBECTHOCTY WMCIIONHEHUS
paboThI MO AOCTMKEHMIO TIOCTABIEHHBIX Lie/ieli B 3TOM CJTydae SIBJsieT-
cs1 0CO6EHHO BaKHBIM. JKypHasI B 3TOM acIeKTe IMOTHOCTbIO COMMOapu-
3MpyeTcsl C MOTMBALMel aBTOpa HACTOSIEro aHaIM3a, MPefoCTaBIIss
eMy TaKke CBOOOMY [IJIsl BbICKa3bIBaHMsI CBOETO JIMYHOTO Mpodeccyo-
HaJIbHOTO MHEHMS 110 TaKOMY Ba)KHOMY IOBOZY. BmecTe ¢ Tem MbI OT-
Iaem cebe OTUeT B MCK/IIOUUTEIbHOM CIOKHOCTH TOCTVKEHMST KOHCEH-
cyca B repMeHeBTMYECKMX BOIIPOCax, M03TOMY BbIpa’kaeM rOTOBHOCTb
MPeIOCTaBUTh CBOM CTPAHUIILI B AATbHEMIEM [IJIsSi BIPAKEHUST MHBIX
060CHOBAHHBIX TOYEK 3peHusi Ha obcykmaeMoe usmaHue. Pemakuys,
KaK ¥ BCerja, MPUBETCTBYeT NMPONYKTUBHbIE TEOPETUYECKNE AVICKYC-
CUM Ha CBOMX CTPAHMUIIAX.
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TIpexxze BCero, Mbl XOTe/u GBI JATh UMTATEISIM BCEOGBEMITIONIYIO (hop-
MaJIbHYI0 MH(GOpMaLMio 06 aHAIM3UPyeMOM U3aHUMN.

Mup oGpa3oB, o6pasbl Mupa: aHTOJOTUS UCCIENOBaHMUIA
BU3yanbHOI KyiabTypbl [Text] / EBpomeiickuii yHUBepCUTET
B CaHkT-ITeTepOypre; pen., cocT., aBT. npeauct. H. H. Masyp. —
Mocksa; Cankrt-IleTep6ypr: HoBoe wusmatenbctBo, 2018. —
543 c.: un. — bBubauorp. B IOACTPOYHBIX MPUM. —
ISBN 978-5-98379-228-9

CopepskaHue:

Masyp, Haranusa. MccrenoBaHusl BU3YaJIbHOM Ky/JAbTYPbI: MCTODUS
Y NIPeNbICTOPYS : IPeUCIOBYE

Nachleben meTozma Bap6ypra: pasgen 1

O Bap6ypre

Bap6ypr, A6u. «3aBTpak Ha TpaBe» MaHe: dhopMoobOpasyoIasi Poib
HU3UIMX aHTUYHBIX 6OKECTB B IBOJIONMY COBPEMEHHOTO UyBCTBA MPU-
ponbl / A. Bap6ypr

Bunp o metone A6u BapGypra

Bunp, dnrap. Konuenius Hayku o kynbrype (Kulturwissenschaft) A6u
Bap6ypra u ee 3HaueHMe JJIs SCTETUKU

O Xexkiepe

Xexuuep, YuibsM. ['eHe31c MUKOHONIOTUMN

O T'mu36ypre

I'mu36ypr, Kapno. Hosxkuuiisl Bap6ypra

Vicropus o6pa3oB: pasmen 11

O 3akcie

3akcib, @puil. KOHCTaHTHI 1 Bapualiu B 3HaU€HMM 06pasoB

O fHcoHe

SIacon, Xopct. Kapukatypa TunuaHa Ha JIaOKOOHA U CIIOPBI Be3a/IMaH-
1LIeB C raJleHuCcTaMu

O T'om6puxe

Tom6pux, dpHCT. O6pa3HOCTh U MCKYCCTBO B 310Xy POMAHTMU3Ma

O KaHTopoBuue

KaHntopoBuu, pHCT. Boru B MyHIMpax

Ctuib v BU3yanbHas KyabTypa: pasgen I11

O IManodckom

IMTanodckuit, IpBuH. CTUIIb U MEAUYM B KMHO

O lInuTtuepe

[InuTuep, Jleo. AMeprKaHcKasi pekjlamMa Kak MacCoBOe MCKyCCTBO

06 Anmepc
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Anmepc, CBernana. Kaprorpadguuecknil MMITY/IbC B TO/UIAHACKOM WIC-
KycCTBe

O Knapke

Knapk, Tu [Ixeit. Bung ¢ Co6opa Horp-Jlam

Teno kak meguym: pasgen IV

O BanTpymaiituce

Banrpymaittuc, FOpruc. 3oodpusnornommka

O CetTHce

Certuc, CanpBaTope. O6pasbl pa3MbIIUIEHVSI, COMHEHUS Y PACKasSHUS
B @HTMYHOM VUCKYCCTBe

O BpaiicoHe

Bpaiicon, Hopman. Yutaemoe teno: Jle6pex

O Yapou

Yapnu, Pobepto ITaomno. [dyiia 1 Terna: aHaTOMUS cTpacTeit, husnosno-
TUS IKCIIpeccui

Bunenue u Busyanmsanus: pasgen V

O Cmure

Cmut, BepHapz. EBponeiickoe BuaeHue 1 10r Tuxoro okeaHa

O BakcaHpanne

Bakcangainn, Maiikin. Kaptunael 1 ugen: «Jama 3a yaenutueM» llapae-
Ha

O Todden

ToddeH, PoHa. CekcyalbHOCTb, TPOCTPAHCTBO UM COLMATbHAS UCTOPHUS
B «BeHepe Yp6uHCcKoi» TuliuaHa

O Kemrie

Kemm, MaptuH. Xpambl Tena 1 XpaMbl KOCMOCA: BUJleHVe U BU3Yalu-
3alMsl B SII0XY HaYYHBIX peBomtoLuii Besanus u KonepHyuka

O6pasbl ucTopuu: pasmen VI

O Bunpge

Bunpa, darap. PeBomonyis B MUCTOPUYECKOI SKUBOIIUCHU

O Xackeme

Xackesut, ®paucuc. [IpobiemMbl MHTEPIIPETALIN

I'ma3 aTo opraH pasyma: paszen VII

O Craitu6epre

Craitu6epr, Jleo. ['1a3 3To oprax pasyma

O Punr6ome

PuHr6om, CukcreH. VICKyCCTBO B «3IOXY BEIMKOM AYXOBHOCTU». OK-
Ky/IbTHBIE 2IEMEHTBI B PaHHej Teopyuy abCTPaKTHOM XKMBOMICH

O ®punbepre

Opunbepr, OaBum. [IBuKeHMe, SMOLMS ¥ SMIATUS B 3CTETUUECKOM
nepexxMBaHUA

Ivickyccuu o metoze: paspen VIII
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06 DditHinTelHe

ditaurreitH, Kapia. Metogonornueckue abopm3Mbl

diininreitH, Kapi. 3ametku o ky6usme / K. DitHIITEIH

O Mutuenine

Mwutuenn, YunbsiM. UTo Takoe Bu3yasibHasl KyJabTypa?

O Moxkcu

Mokcyu, Kut. Hocrtanerusi mo peanbHOCTM. HempocTble OTHOILEHMSI
MeXIy MCTOpMeENt UCKYCCTBA M BU3YalbHBIMM UCC/IeIOBAaHMSIMU

O BenpTyHre

Benbrur, Xauc. K antpomnonoruu o6pasa

INepconanum:

Masyp, Hamanus HuxonaeéHa — pelaKkTOp, COCTaBUTe/b, aBTOD IIpe-
IMCTIOBMS, MCKYCCTBOBeA, mpodeccop EBpormeiickoro yHuBepcuTeTa
B CaHKT-IleTepGypre

Bapbype, Abu / Warburg, Aby (1866 — 1929) — HeMelKUil UCKYCCTBO-
Be[l, KYJIbTYPOJIOT

Xexwep, Yunvam / Heckscher, William (1904 — 1999) — HeMmelKuii mc-
KYCCTBOBe[,

Tun36ype, Kapno / Ginzburg, Carlo (1939 -) — UTalIbSHCKMIT MUCTOPUK
3akcnws, @puy / Saxl, Fritz (1890 — 1948) — HeMeLKMit UCKYCCTBOBES,
Tombpux, SpHcm / Gombrich, Ernst Hans (1909 — 2001) — aBcTpuitckumit
¥ aHIVIMICKUI UCKYCCTBOBE,

Sucon, Xopcm / Janson, H. W. (1913 — 1982) — HeMelKUit UCKYCCTBO-
Be[,

Kanmoposuu, Spucm Xapmeuz / Kantorowicz, Ernst (1895 — 1963) —
HeMeLKMI M aMepUKaHCKUI UCTOPUK

ITanogckuti, Ipsun — Panofsky, Erwin (1892 — 1968) \o HeM\ — HeMelI-
KU1 M aMepUKaHCKUIT MCKYCCTBOBE,

IlInumyep, Jleo / Spitzer, Leo (1887 — 1960) — aBcTpuiickuit pmnonor
Annepc, Ceemnama / Alpers, Svetlana (1936 -) — aMmepMKAHCKMIL UCKYC-
CTBOBE[

Knapk, Tu Ixceti / Clark, Timothy (1943 -) — aMepMKaHCKMIT MCKYCCTBO-
Be[,

Banmpywatimuc, FOpzuc / Baltrusaitis, Jurgis (1903 — 1988) — nuroB-
CKMI1 IOST UCKYCCTBOBE],

Cemmuc, Canveamope / Settis, Salvatore (1941 -) — UTaNbSIHCKUIT ap-
XeOoJIoT ¥ UCKYCCTBOBE],

Bpaticox, Hopmar / Bryson, Norman (1949 -) — aHITIMIICKUIA U amMepu-
KaHCKUI UCKYCCTBOBE],

Yapdu, Pobepmo Ilaono / Ciardi, Roberto Paolo (1938 -) — uUTa/lbSTHCKII



MCKYCCTBOBEJ,
Cmum, Bepnapd / Smith, Bernard (1916 — 2011) — aBcTpanuiickuit uc-
KYCCTBOBE[,

Bakcandann, Matikn / Baxandall, Michael (1933 — 2008) — aHTIMiiCcKumit
MCKYCCTBOBEJ,

Togpen, Pona / Goffen, Rona (1944 — 2004) — aMepMKaHCKUIT UCKYC-
CTBOBeEZ,

Kemn, Mapmuw / Kemp, Martin (1942 -) — aHINIMIACKMIT MCKYCCTBOBET,
BuH0, 3dzap / Wind, Edgar (1900 — 1971) — HeMelKuit M aHIIUIACKUI

MCKYCCTBOBET
Xackenn, ®pancuc / Haskell, Francis (1928 — 2000) — aHIIMITCKII MC-
KYCCTBOBE[,
IlImelin6epe, Jleo / Steinberg, Leo (1920 — 2011) — amepMKaHCKMIL UC-
KYCCTBOBE[,

Pune6om, CukcmeH / Ringbom, Sixten (1935 — 1992) — dmHCKmMIt MCKyc-
CTBOBeEZ,
@Dpudbepe, [I6ud / Freedberg, David (1948 -) — aMepUKaHCKUI UCKYC-
CTBOBeEZ,
Alinwmeiin, Kapn / Einstein, Carl (1885 — 1940) — HemeLKuit mmmca-
TeJlb, Meopemuk Uckyccmed, XydoxecmeeHHsll Kpumux
Mumuenn, Yuneam Inon Tomac / Mitchell, William John Thomas
(1942 -) — aMepUKaHCKUI1 UCKYCCTBOBEN,
Moxcu, Kum / Moxey, Keith (1943 -) — aMepMKaHCKI MCKyCCTBOBE]
Benvmune, Xauc / Belting, Hans (1935 -) — HeMeIKUil UCTOPUK UCKYC-
CTBA U KYJIbTYPBI.
Cepeeii /J3ukeesuu,
2n1aeHulli pedakmop AU
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C1oBO mepeBEPHYTO BBEPX HOramMu. 13 Hero
BBICBIIIAJIOCH COZlepKMMoOe. BepHee, comepskuMOoro
He 0Ka3aJoCh.

Cepeeli [loeiamos. 3ano8eoHux

W Korga Mbl TOBOPUM O Cy6CTaHIMM, MbI PacCyKaaem
KaK JIeTH, KOTOpbIe, KOrIa UX CIPALIMBAIOT O YeM-I1b0,
MM COBEpIIIEHHO HE3HAKOMOM, Ceifuac ke 1aiT
YIOBJIETBOPUTETbHBI OTBET, UTO 3TO €CTh «4TO-TO».

IDicon JIokk. M3 nucema k 3. CmuniuHzguamy, enuckony
Bycmepckomy (nep. Y. C. Hapckozo)

Ecnu g BOCIIOJIb3YIOCh CJIOBOM «pea/IbHOCTh», OH CHOBa
CBeJeT BCe K MOMM MBbIC/ISIM, a IIOTOM CITPOCUT, e OHU
HaXoOsiaTCAd...

Buxmop Ilenesun. Yanaes u ITycmoma

Aunmonozusn?

[Ipenaraemble HYKE 3aMETKM COBEPIIEHHO He IpPeTeH[Iy-
IOT Ha CTPOIYI0 M OKOHYATeIbHYI0O OOBEKTMBHOCTH, KOTOPOIi
MPOCTO ObITH HE MOKET. B HMX JOCTATOYHO, HA0OOPOT, CTPO-
roii, HO CyOBEKTMBHOCTM, CIIOCOOHOI CTaTh MCXOOHBIM MM-
ITYyJIbCOM [IJIT OOCYKIEHMSI M HEeKOTOPOTO KOHKPETHOTO MU3Ma-
HUSI, U BCIKOTO poja OOIIMX MpOoO6aeM, BbISIBISEMBIX JIUIIb
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BHYTPU CUTyalluy, Toe OOMeH MHeHMSIMM, Oe3 HaBsI3bIBAHMS
UX COOecemHMKY, TOJIbKO M CO3[IaeT MOBOM M TOJbKO IOBOH, —
IJISL XOTh KAKOTO-TO Iporpecca (Ia ¥ MpoCTo ABMKEHMs) B cde-
peé MCKYCCTBOBEIUECKOM MUCHIMUIUIMHBI — YTO 6bI ITOJ TaKOBOIt
HM TIOoApasyMeBasoch. ABTOP 3aMeTOK J[axke UyBCTBYET CBOIO
JIMYHYI0 OTBETCTBEHHOCTb 3a BCe CIyUYMBIIEecCs U ele MMelo-
11ee MPUKIIOUUTHCS. ..

Peub uper o Bbilienlieli MpPUMepPHO Tof, Ha3ajd aHTOIOTUU
«Mup o6pasoB. O6pasbl mMupa». Mbl TpefjaraeM B3IJISIHYTb
Ha 5TO M3JaHMe KaK Ha HEKOTOPbI/ CMMIITOM OOIIeryMaHUTap-
HOTI'O CBOJICTBA, 32 KOTOPbIM CKPBIBAIOTCS MIPO6IEMBI, B IIEPBYIO
ouepenb, METOLOIOTMYECKU-TEOPEeTUUeCKOT0 poja (OTCYTCTBUE
JIOCTATOYHO TOYHO KapTUHBI UCTOPUUECKOTO QDYHKIIMOHUPOBA-
HMSI UCKYCCTBO3HAHMSI, CBOGOTHOI OT ITOBEPXHOCTHOTO U IIPU-
G/MM3UTEIBLHOIO B3IJIsIIa Ha peajbHble KauecTBa U IIPOOIeMbI
9TOM HayKu). V3 majbHeMmxX 3aMeTOK 6yaeT BUIHO, UTO CYIIe-
CTBYeT cOo0jIa3H He IPOCTO MPUOIUSUTENbHBIX U YIIPOIIEHHbIX
«JCTMH», HO M CaMOro CItocoba X Iofauy, KOrga 3a MHMMOL
JIOCTYITHOCTBIO TAUTCSI OMACHOCTh Aerpaganuyu HeKOTOPOro Ha-
VYHOTO MMCKYypca, M TaK He M30aJ0BAaHHOTO CJIUIIKOM IpW-
CTa/JIbHBIM BHMMaHMEM B Hallleli CTpaHe B HacToslee BpeMsl.

BTopast mpo6iema, Kak HaM KakeTcsl, COCTOMT B KauyeCTBe
U pecypcax MepeBoiuecKoil NessTeIbHOCTY, He BCeraa MMerein
HAJEeXHbI KOHIENTYaJIbHbI ThUI U BBIHYXXAEHHOV MMIIPOBU-
3MpPOBaTh TaM, IJle MOKHO OIlepeThCSl Ha OIBIT MHBIX TPaAULINIA
(bunocodum, mpesxkae BCero, B pasHbIX CBOMX KOHIEMIMSIX).
B pas6bupaeMoM HaMy KOHKPETHOM C/y4yae MHTEepIIpeTalMOH-
HO-TeopeTuUecKast mpoodiieMa COCTOUT B TOM, UTO ITOIYy/ISIpuU3a-
1IMS1 HEKOTOPO# HOBOJ MmapaaurMbl («Hayka 06 o6pasax») 0060cC-
HOBBIBAETCSI MCKA)KEHHOM KapTMHOM IapagurMbl IIpEeXHEN
(«HayKa 06 VICKYCCTBEY).

Mbl omwmilleM cHauajga obliee BIeYaT/IeHMe OT M3TaHus,
MOCMOTPUM 3aTeM Ha cCamMble OCHOBOIIOJAramliye U TOopOoit
MOACITyAHbIE CBOMCTBA TOM 3MUCTEMOJIOTMUYECKON KOHLEILUM,
KOTOpasl JIEXXUT B OCHOBaHMUM COOpHMKA (€C/Iv, KOHEYHO, OH OC-
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HOBaH Ha eaMHOV KOHIEeNIMM) U, HaKOHell, OCTaHOBUMCS
Ha HEKOTOPbIX KauyecTBaX COOGCTBEHHO IepeBOMa OFHOTO OT-
IeTbHO B3SITOTO TEeKCTa aHIIMIICKOTO MCTOPUKA MCKYCCTBA
Majikna Bakcanmamna. CoenaHHble HaMY HaGMIOmeHMs] MbI T10-
cTapaeMcsl IOOKPENuUTh M BepuUUIMPOBaTh, OOGPATUBLINCH
K MHTepIpeTanuuyu pesakTopoM-IiepeBOAYMKOM OJIHOM M3 KOH-
uenuuit dpuHa [TaHodckoro.

IlepBoe BIleuaT/ieHMe OT U3TaHUST — (QYHIAMEHTATbHOCTD,
CTPaHHBIM, HO CUMIITOMAaTMYHBIM 06pasoM COUeTaloIasiCs
C MMITO3aHTHOCTbBIO U Jaske JIETKOJi IIaMYPHOCTbIO, 06ecreyeH-
HOJ, 6e3yCJIOBHO, BEIMKOJENHBIM AM3aiiHOM, M3bICKAHHOCTH
KOTOPOTO COMEPHMUYAET JMUIIb C €ro IMOYTHU aKaJgeMU4ecKou
CTPOTOCTHIO (MHOTOTO CTOSIT, HAIIpMMep, HeCKObKO BUIOB MPU-
MeUYaHUI-CHOCOK, BBIMOTHEHHBIX BIOOABOK (M HEOXUIAHHO!)
elle ¥ pa3sHbIM 1IBeTOM). MesioBaHHas1 6ymara, HeCTaHAaPTHbIN
«aJIbOOMHBI» OpMaT, TSKECTb U TOJIIMHA YBECUCTOTO U BECo-
MOTO TOMa C 06JI0’KKOI-IpaBlOpPOIi Ha MeTaJle.

Ero TpymHO TipefcTaBUTh B PIOK3aKe CTyHOeHTa-UCKYCCTBO-
Beda (KHUTA OTTATMBAeT M KapMaH), HO JIETKO — B pyKax Ipo-
teccopa ucropum (M Teopuu) uckyccrBa. Hebonbime 1mo pas-
MepaM (HO He IO O6MIMIO!) KayeCcTBEHHbIE WILTIOCTPAIUNA,
CrienyanbHO Momgo6paHHble K JAaHHOMY M3IaHMUIO, BHOCSAT MIO-
6aBOuHbIT 3¢ deKT 6oraTcTBa ¥ Cepbe3HOCTU (HaMepeHMi u,
BEPOSITHO, CPEeNCTB). MakeT CTpaHWUIl M Pa3BOpPOTOB, C TOUKMU
3peHus] UX BU3YAJbHOTO HAIMOJHEHMsS, HEMHOTO HaloMMHaeT
XapaKTepHble BU3yaJbHble SHUUKIONEINU, TOe MOUYTH HeT Ha-
IOGHOCTM BCMATPUBATHCS, TeM 60jlee — BUMUTHIBATHCS B TEKCT,
MOCKOJIbKY MOXKHO OTPaHUUMTHCS HAIJSIAHBIN MaTepuaaoM
(He xBaTaeT [Jisg MOJHOTbI KapTUHBI TOJBKO CTpesoueKk U Aua-
rpaMm). JTO CO34aeT AOBOAbHO MHTPUTYIOIIUIA U JaKe CTUMY-
nupyromuii 3¢ dekT: cobpaHHbIe IMOM OTHOI OOJO0KKOV aBTO-
PBI KAYT TeOS B KauecTBE M 3PUTENSI-TUCTATENS, U 3PUTENS-
YuUTaTeNIs, a KAPTUHKM — ¥ TI0JIe3HbI TapHUP, M HEeOoOXOomu-
MbIi MaTtepuan (B TOM M APYroM cjiydyae — TMuUINA AJs ymMa
U B30pa, IOYTH OFHOBPEMEHHO).

70



Lives
of the

Most Excellent
Painters,
Sculptors,

v
/
é -,
o S Y
oy
<~'.‘< N

\

2 J T\
Vo Ip—
\, < “g“ 17, A

Al /
S Ny,

Cepeeli /I3ukesuy. «KuzHeonucarus Hauboiee 3HAMEHUMBIX H(U-
gonucyes, sasmeseti u 300uux» /Ixcopoxco Baszapu. 13 cepuu «Tek-
cmbl»
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be3ycioBHOe TOCTOMHCTBO — HECOMHEHHO MpOAyMaHHas
¥ TIOC/IeIOBATENIbHO pealn30BaHHas CTPYKTypa c6OpPHMKA, BOC-
Mpou3BefieHHass C TiaTelbHOCThI0O B IlpemucioBun. Pasne-
JOB — BoceMb. IlepBoiit — «Ilocie-ku3Hb Metoma» A6u Bap-
Oypra (TeKCTbl, COOTBETCTBeHHO, A61 Bapbypra, darapa Bunpa,
Vunbssma Xekmepa, Kapmno I'mus6ypra). Bropoit — «McTopust
o06pas3oB» (Ppuil 3akcib, XopcT AHCOH, DpHCT ToMOpuUX, DpHCT
KanToposuu). Tpetuit — «CTuUIb U BU3yadbHas KyJabTypa» (Ip-
BuH IlaHodckuii, Jleo lnutiep, CBetnanHa Ammepc, Tu [Ixkeii
Kiapk). YerBeptoiii — «Teno kak megmym» (Opruc Bantpy-
maiitic, CanmbBaTope Certuc, Bumn Bpaiicon, Po6epro ITaomno
Yapon). Ilarenii — «Bupenme u Busyanmsanus» (bepHapp,
Cmut, Maiikn Bakcangasnn, Pona l'odden, Maptun Kemmn). Ille-
croit — «06passl ucropum» (durap Buuzm, @paHcuc Xackesn).
CenpMmoii — «[ma3 — 3To opraH pasymar» (Jleo CraitHGepr,
Cukcred Punroom, [Issung @puadepr). VI, HaKOHeIl, BOCbMOI —
«Inckyccun o metome» (Kapn JiiHiuTelH, YuibaM MwuTuen,
Kut Mokcu, XaHc benptunr). OcTpoymue coueTaHus MepcoHa-
Jmmii cOOpHMKA M ero pyopMKanuy He OCTaBJsSIeT COMHEHMIt
B INTyOOKOMBICIIIM COOCTBEHHO 3aMbIC/Ia aHTOJIOTUMM U TIpe[Ba-
PSIIOIIMX MTPOEKT pasMblliieHnit. KHMra — Kak oTueT O CKpyMy-
JIe3HOM ¥ cepbe3HOil paboTe, Kacaroueicsi Kak Hermocpe[-
CTBEHHO KOHIIENTYaJIbHOTO IMOpsifKa (3TO aBTOPCKMII COOPHUK,
M COCTaBJISIOIIVE €ro TeKCThl COGpaHbl U MOJ0OPaHbI COIMIACHO
ompeneeHHOV MOmenayu, MpuUYeM caMoil Hayku 00 ob6pasax),
TaK U OINOCPEeIOBAaHHOTO, HO 6@CKOHEYHO BajKHOTO — ITOPSIAKA
dbunonornyeckoro (3To COOPHUK IMEPEBOMOB, U MEPEBEAEHHbBIE
TEKCTHI TTOJIBEPIVINCh CO3HATENbHON TpaHCchOpMaUUyM Py Ie-
pexozie ¢ OOHOro sI3bika Ha [pyroi). M, mommmo TOro, 3TOT
COOpPHUK — cOOpaHMe aBTOPOB-IEPEBOTUMKOB ITOM, UYTKUM Py-
KOBOZICTBOM aBTOpa-coctaBuTesss. Heob6xomumo sICHO Tipem-
CTaBJISITh BCIO TPYAOEMKOCTh ITOJOOHBIX OpPraHM3aI[MOHHO-TIe-
JIlarOTMYecKuX MOMEHTOB U YCUJTUIA.

[Tepen HamMy MaTepuaTbl yue6HOTO ceMyHapa ¢ BeChbMa YHMU-
BepCAIbHBIMM TIPUTSI3aHUSMM: HayKa 06 06pa3ax siBjieHa B BUJE
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CUCTEMATUYeCKUX TPYLOB, B IEPBYIO ouepedb CJIOBECHOTO CBOi-
CTBa. JTO U SIBHBIN MapagoKC, M caMa TaliHasi CyTh TOTO MPOeK-
T4, YTO MMEHYeTCSl «HayKoi 06 obpa3zax» (a HA CAaMOM [iejie —
J1000J1 SMMCTEMOJIOTMYECKO IpeTeHs3Mu, afpecoBaHHOM «oue-
BUIHOMY», «HAIJIITHOMY», «3pUMO IPECTaBASIeMOMY» BO BCeX
ero Bapmauusx...). AHTOJIOTUS UMEeT MOAUYEPKHYTO aBTOPCKUIA
XapakTep: 9To — o6pa3 Hayku 06 06pasax, KAPTUHKY C BbICTAB-
KU OCTVDKEHUII HAyYHOTO XO3SI/ICTBA — U BOBCE HEe MECTHOTO,
HapOLHO-OTEYEeCTBEHHOTO, a BIIOJIHE MHTE/UIEKTyalbHO-€BPO-
MeCKOTo U Aa’ke KOHKPETHO — KOHTMHEHTAJIbHOTO MPOUCXOXK-
IeHus. be3ycioBHO, nepel, HamMM — IUIOZ, HEMAJION 3PyOULIUU
aBTOpA-COCTABUTEJIS, JIETKO OOECIeuMBAIONIET0 CBOM TEKCTHI,
HaTnpuMep, CCbUIKAMM Ha UeThIpex si3bikax. Kpyrozop — moutu
0e3rpaHMYHbIl, SI3BIK — OJMECTAMIVIA, MBICIb — TIOABMKHA
¥ HeoOpeMeHUTeTbHA. DTO YHUKAIbHBIA M, KaXKeTCS, MOUTU
MIeanbHbIi 06pasell HAayUHOCTM Ha OTeUeCTBEHHOI r'yMaHUTap-
HOJ1 TTIOYBe, BeCbMa HeOT3bIBUMBOI B LI€JIOM, HaJl0 IPU3HATHCS,
Ha BCSIKOTO pOJia CKYCCTBOBeIUeCKye U 001e-BMU3yaabHbIE TT0-
CeBBL...

BeedeHue?

Ho 3a stvMu dheHOMEHAIbHO 3aBUIHBIMU TOCTOMHCTBAMY,
KaK BOIMTCS, TAsITCSI M BeCbMa TUIIMYHbBIE IIPOOIEeMbI, KOTOpPbIE,
VBBI, TTIOUYTY BCErma — IPOMO/KEHME BCEX CaMbIX JIYUIIMX Ka-
yecTB. MbI MTONPo6yeM OCTAaHOBUTBCS Ha HUX pajy MOAAepsKa-
HMSI pasroBOpa Ha TeMy Hay4YHOCTM UM 06pasHOCTY, TO €CTh —
pagy HEeKOTOporo obpasa Hayku o0 ob6pase... IIpexkme Bcero,
COOpHMK He Tpencrapisier visual studies Kak AMCHUILUIMHY,
HO CKOpee — KaK HEKOTOPYI0 «TeHIEHIMIO», KaK IOICIYIHOe
«TeueHue» MbICIM (TaK M XOUeTCS CKasaTh «3amlagHOi MbICTI»
B OyXe COBETCKMX pedepaTUBHBIX COOPHMKOB). XOTS
Bildwissenschaft — 3To Bce ke MMEHHO OMCUMILIMHA, CO CBOVIM
TIOHSATUIHBIM aIlliapaToM, IIKOJIaMMU, MUHCTUTYLIMSIMU, UCTOPUEI
U MepCcreKkTMBOi. I oHa He COBIafaeT C MCKYCCTBO3HAHUEM,
HO JTaske COCYIIeCTBYeT U MOYTHU He KOHKypupyeT ¢ HuM. To ecThb
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MMeeTCs He TeHOEeHLMsI, a TpaauIusl — BeCcbMa yyKe CJIOKMBIIIA-
SICST M HAKOMMBIIAs OUYeHb Mojie3Hyio pednexcuio. Ho oHa cio-
Kujpach — M B 9TOM 3aK/IioueHa mpobrmema!l — He 37ecCh
U He ceityac, OT Yero M MPOUCXOAUT OIyIieHMe TPOCTO HeKOTO-
pOro MMIIOPTHOTO MPOAYKTA, & BepHee — MPOAyKTa MMIIOPTO3a-
Melauero.

UYTo ke ¢ 3TUMU TeKCTaMM BO BCEM UX Pa3HOPOLHOM pa3HO-
ob6pasuu menath? CKIagbIBaeTCs BIeUaT/IeHle COBEPIIeHHO 3a-
MKHYTOTO B cebe M3IaTelbCKU-TUTEPATYPHOTO MPOIYKTA-IIPO-
eKTa, MpeHa3HaYeHHOTO B TTepBYI0 0Uepeib JIJisi KOMMepPUeCcKoil
peanu3anuu. Jla, [l pycCKOSI3bIYHOTO T'yMaHUTAPHO-OPUEHTH -
POBaHHOTO IOIb30BaTe/SI XOPOILIO MMETh MOJ, PyKOii ITepeBOIbl,
C OJTHO¥ CTOPOHBI, TeKYIIUX IlIeJIeBPOB HEMEI[KOI ITPeMYyAPOCTHU
B UMX QHIVIOSI3BIYHOV CcepBMPOBKe (HO rae XopcT bpemekami,
MapTuH BapHKe 1 T.11.?), a C APYTroii — 371000JHEBHBIX JIeMKaTe-
coB ¢paHITy3CKOV MHTE/UIEKTyaIbHOM KyxHu (rae JXopsk dumm-
I06epman ¥ T.1.?). IIpy TOM UTO CYLIECTBYET U 06Iast mpobiiema
BCSIKOT'O TIepeBo/ia 1 eTo afipecaliuy: eciu JIjis He 3HAIOIIX SI3bI-
KM, TO TOTHA, MO OMNpefe/ieHNI0, M He HYXIAIOIIUXCS B TaKUX
TeKCTax (TPYJHO TpeNCTaBUTh HAYyaJO MPOCBElleHus C MOMO-
1[I0 TAKOTO POJia aHTOJIOTUIA); a eClU [IJIST «MHTEJJIEKTYaloB»,
BepHee — /51 «CHELMaIUCTOB», TO TOrHA, CIIpalllMBaeTcs, —
a MM-TO 3aY€eM 3TO, eCJI OHU 06s13aHbI 3HAKOMUTHCS C IIOA06HO-
ro poja MpoAaykiyue B opuruHage? MiHaue roBopsi, mepeBogam
He XBaTaeT HAYYHOI pernpe3eHTaTMBHOCTM: XOTEI0Ch ObI ropas-
10 GOJIbIIelT TEPMMHOIOTUYECKU-KOHIIETITYaIbHOI pedaeKcun.

Ho 310, CTOUT ITOAYepKHYTh CO BCei HACTOMUMBOCTBIO, €CThb
o61ast cyabba BCSIKOTO poja CIelMalbHOM JTUTEePaTyphl, HE J0-
TITUBaWINen eme 1m0 (uiaocobpuu, HO YKe MPeoIoIeBIIel
YPOBHM «HAYUIIOTIa» WJIN «XyHTOKKI»: He-(OUKTUBHOCTb HACTOSI-
Iero HOH-(GUKIIH Bce elle TpeOyeT apryMeHTalun. OT0 — JIU-
TepaTypa, KOTOPYIO Y)Ke Hesb3s TpeCTaBUTh KaK «3HAKOMSI-
Iyl C TMOCAeOHUMMU OOCTUMKEHUSIMU HAyKu», HO KOTOPYIO
HEBO3MOXXHO BBIITYCTUTb Ha PHIHOK (M B CBET) KaK €CTb — B CU-
JIy cBoeli 6e3yC/IOBHOI 37I000AHEBHOCTM U Y3KO Il€JIEHAINpaB-
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JeHHOM agpecaruu. Kro untatens? OTBET Ha 3TOT BOMPOC, KaK
MBI UyTh ITO3IHee yOemumcs, onpeaesieT caMy CTPaTeruio me-
peBoia M OTHOIIEHUSI K OpPUTMHANIY — KaK Ha SI3bIKOBOM, TaK
¥ Ha COOCTBEHHO KOHIIEINITYaJIbHOM YPOBHE.

Kpome Toro, BaskHasi IIpeTeH3Ms] — OTCYTCTBME KOHTEKCTa
n ucropuu (KOHEUYHO 3Ke, CIeJoBajo Obl — [JIs Hayaja
He OXMBJIEHMUSI, & TTPOOYKIEHNSI WIM TTPOCTO POKIEHUS MECT-
HBIX «BU3YaJIbHBIX UCCIeNOBaHUI» — IIePeBeCTU HEKOTOpbIe
TOTOBble, HAIlpMMep, HeMmellKKue aHTOJOTUU-COOPHUKM, T.K.
JaHHbI HAYYHBIV TPEHM, — ONSATh K€ HEMELIKOTO IIPOUCXOXK]Ie-
HMS, Bellb aXke COOTBETCTBYIOLMIA TTepUOAMUECKIii OpraH BbI-
[JISIOUT TIO-HEMEIIKM, TaK YTO Mepel HaMM OTYaCTy — OCOObIi
Oktoberfest). ITomyuaeTcs, YTO 0 HAC JOJIeTaeT HEKOTOPOE I10-
YTM YTO 9XO, MOYUTH YTO CTUXIIUII OT3BYK HAIEKUX COOBITMI
B MMpE YMCTOTO U GeCKOMITPOMMCCHOTO 3HaHMs, CIlepBa 3apo-
IUBILIErocst B KaOMHeTax ¥ JIEKIMOHHBIX ayauTopusax dpaitbyp-
ra, bepnuua, MionxeHna u Bens! (ma-ma, koHeuHo, u Fam6ypra!),
3aTeM HallleAIIero MpuoeKuIe B rajiepesx U MHCTUTYTaxX JIOH-
IOHA, YTOObI OKOHYATENbHOTO YTBEPAUTHCS U OKPEIHYTh
B Kamiyce [IpuHCTOHA (BepHee — ero mpuropoga). Kak u 3a-
yeM 3Ta BOJHA JOKaTwiach no0 6peroB HeBwi? U uTO menath
CO BCeM 3TMM 6OraTcTBOM, HampuMmep, Ha BopoOGbeBBIX ropax
U CKJIIOHAX Y MOCKBBI-peku?

Camble TIpUHUMIIMATbHbIE BOMPOChI BO3HUKAIOT, B MEPBYIO
ouepelb, KacaTelbHO IMPeIIOKEHHOTO TeHe3yuca HayKu 06 06-
pa3zax M3 BapOypruMaHCKOTO BapMaHTa MKOHOJOTMM: KiIaccuye-
CKUI CIOKeT O TIepUIIeTUSIX U BapualusIX Ha TeMy MKOHOJIOTUMU
He coBceM TO Xe camoe, uTo uctopusi Bildwissenschaft man
IIPOCTO — MCTOpUSI U Teopusl BusyaibHOCTM. TeM Gojee, 4TO
«ramOyprckas 1Ikoja» — 9TO COBCEM He BCSI MKOHOJIOTHMS. Bo3-
HMKaeT BIleUaTjeHue, UTO [IOBOJAbHO-TakM YHMUBepcaabHas
aNMCTeMOoJIoTuYeckasi mapagurMa, Tak CKa3aTh, TeHeTUUYeCKU
(T.e. B UICTOpUM CBOETO MPOUCXOKIEeHMS) MOICTPOEHA MO, HYX-
Ibl UCTOPUM UCKYCCTBA (OTYACTU — MCKYCCTBO3HaHUS). JKena-
HMeE MPOCBETUTh MCKYCCTBOBENOB — CJUIIKOM, YBbl OUEBUIHO
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(MOKeT ObITb, IOITOMY TaK MHOTO KapTMHOK: IMpUMaHKa I00-
pOro ¥ TPOBEPEHHOr0 «ajbboMa MO MCKYCCTBY», a IO CyIIe-
CTBY, — OUY€Hb TOJICTOTO WUIIOCTPUPOBAHHOTO >XypHasia, HaAo0
CKa3aTh, paboTaeT mouTu Oe3ymnpedyHo). [I03TOMY MHCTPYKIMS
110 TMOJIb30BAHUIO aHTOJIOTHEN (3TAll NMPUSTHOTO IePeNIuCThIBa-
HUS, [IPeIII0IaraeTcs, yoke MpolileH) MOXKeT BBIIVISIIETh Cleny-
I0MYM 00pa30M: MPOYMUTATH CHAYaIa TEKCThI PelakTopa-cocTa-
BUTEJIS, a 3aTeM COCTaBUTh — TAe-TO Ha CTOPOHE — HEKOTOpOoe
TpefcTaBiIeHe O TOM, YTO TaKOe — Ha caMOM Jiejle — u3obpa-
3UTEeIbHOE WCKYCCTBO (M, 3a00HO, YTO TaKOe MCTOPUSL UCKYC-
CTBa), UTO TaKOEe — BU3YaAJIbHOCTH (M, 3a0[JHO, UTO TAaKOE UCTO-
pUsl 3peHus), 4To Takoe — (QopMajbHbBIi MeTon (M, 3a0[HO,
UYTO TaKOe MUCTOPUS HEOKAHTUAHCKOWM 3CTEeTUKM), YTO TaKoe —
MKOHOJNOTUS (M, 3a0[JHO, UTO TaKOe UCTOPUS KyJAbTYPbl U Peu-
rMoBeieH1e) U, HaKOHell, YTO TaKoe, CTPOTO TOBOPS, Halla Io-
Tpe6GHOCTb He MPOCTO IOJIb30BAThCS MCKYCCTBOM [IJISI YIOBOJIb-
CTBUS U YIOBJETBOPEHMUS] CaMbIX, HECOMHEHHO, BBICOKUX WJIU
HEeIoCpeICTBEHHbIX IMOTPeOHOCTel, HO M M3BJEeKaTh U3 HEro
(McKyccTBa) BCSIKOTO poga MHboOpMaumio (Kak MOJAe3HYI0, Tak
U TIPOCTO MHTEPECHYI0), U Jaxke MPUMEHSTb €ro Kak CpeiCcTBO
(meguym!) UM OTKpBITMS Mupa (0B), U ero (MUX) COTBOPEHUS
(He TOBOPSI y3Ke 00 MHTepIpeTaLn).

Tem He MeHee, Mowie BCeX 3TUX, CTPOTO TOBODS, Haxke
He 3aMevaHuif, a Ckopee — 3aMeTOK, HEeUTO 6oyiee MPUHIIATIN-
aspbHOe U GoJee meTaauM3MpOBAHHOE — KaK yKa3aHMe Ha Hemo-
CTaTKM ¥ TokeynaHusi. He xBaraeT, 6e3yC/IOBHO, OKOHYATE/Ib-
HOJi BbIJIepsKaHHOCTM HayuyHoOro (opmara: HeT HU MMEHHOIO
¥ TIpeIMeTHOIo yKasaTeneit, Hu 6ubnuorpaduu (pekoMeHaye-
MOJt JUTepaTypbl [AJs1 TOCTAeAyIoIIero UTeHUs], MPUCOBOKYII-
JIEHHOJA, JIy4Ille BCEro, K KaskaoMy paszeny U He B popme 6mb-
muorpaduyeckMx CChUIOK Ha IOMSX YK TOYHO). Ha obGopore
TekcTa XaHca benbTuHra — yxke BbIXOLHbIEe NaHHbIe M3OaHus!
JTO — TOYTKU HIOKUpYeT... OTCYTCTBYeT, YTO CaMOe Cepbe3-
HOe, — OTeYeCTBEHHbII KOHTEKCT Ha 3aJjlaHHyl0 TeMmy. Bce-Ta-
KM, K CUaCTbi0, Y HAC 3/ecChb, 3HaeTe JiM, He COBCEM IYCTbIHS:
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Ipo «00pas» TYT YTO-TO C/IBIINAIM, MPUBOAVMBIE ABTOPBI —
XpecToMaTuiiHble (M B XOPOIIEeM CMbBIC/IE CJIOBA TOXE: U3 HUX-
TO ¥ COCTaBJISIIOTCS JTIOObIe aHTOJIOTMM), PYCCKOSI3bIUHbIE TEK-
CTbl ¥ MHbBIE TIEPEBOAbl — XymO-0eIHO IpeaCcTaBJeHbl. B maH-
HOM (JIydae HaMy PYKOBOOUT BOBCE HE KaKOW-TO peruoHa-
AU3M-TIATPUOTU3M, a MPOCTOV HAYYHBIN MeTaHTU3M-PUTOPU3M
(kpome TOrO, Ha (hOHe, HAZO MPU3HATHCS, HEKOTOPBIX OTeve-
CTBEHHBIX OIBITOB HA TEMY BU3YAJIbHOCTM, €CIM UX XOTS ObI
MIPOCTO TIOMSIHYTb, TaHHBI COOPHMK 3aurpaji Obl yKe COBCEM
HEeBUIAHHBIMM KpacKaMy ¥ HerajgaHHbIMM OTTeHKamu). CTpo-
ro TroBOpsl, 6€CKOHEYHO BaskeH M COOCTBEHHO (utocodCKmit
KOHTEKCT, KOTOPOTO B PYCCKOSI3bIYHOM M3BOJE, K CYACThIO,
MPeoCTaTOYHO (M YIIOMMHAHMS KOHEUHO Ke 06s3aTeIbHOTO
Banbrepa BeHbsiMMHa — ManoBaTo). He MeHee cyllecTBeHeH
M KOHTEKCT, TaK CKa3aTb, MEKAMCUUIIMHAPHBIN, THe MPOCToe
HarlOMMHaHMe O TO¥ ke MMAarojoruu, CToJIb 6e3yCI0BHO MOKO-
pUBIIIEl YMBbI M Cepilla COBCEM HE UYKIbIX TEOPUU MCTOPU-
KOB, — Belllb COBCEM 00Osi3aTeqbHasl M OYeBMUIHAS (elne pas —
XOTs1 ObI Ha ypOBHe 6GMOMMOrpadmUecKux 00630pPOB-CCHIIOK).
MbI YK He TOBOPUM IIpO MeAMaIOTUI0 WIN TellTalIbT-TeOPUIo,
B aHIVIO-SI3bIYHOM MMpe OMCTATeIbHO M HaBeKU IIpefcTaB-
JeHHyI0 PymonbdoM ApHXeiIMOM M TIOUTYM BCEMM BBIXOALIAMMU
U3 BEHCKON Tpamuuuu. Ia M, KCTaTH, COLUMOIOTUS MUCKYCCTBA,
M MMEHHO MapKCHUCTCKasi, BO3HMKIIA He ToabKo ¢ Oktober’a.
KoMy-TO MOXeT MMOKa3aTbCsl HECKOJIbKO IpeyBeTMUeHHBIM
(M Jaske CTO/Mb K€ HEeMHOTO OOMIHBIM) OOLIMII MPOCBETUTEb-
CKU-TIEPBOOTKPBIBATENbCKUI TOH (IIPOUCXOKAEHME COOpPHMKA
U3 YUeOHOTO ceMyHapa — BCe-TaKM 4yBCTBYeTcsI). Kro-To 3axo-
Ten 6bI gaxke u 60/iee TOUHBIX (OPMYIMPOBOK B COIPOBOAM-
TeJbHBbIX TEKCTAaX, UYbM U3SIIIHO-BECKME MHTOHAIMM C JoOaBje-
HMEM JIETKOV MPOHUM U Bcerga Oe3yrpevHbIx B CBOEM IOMOpe
(buHaATBHBIX BBIBOJOB-BMHBETOK (Mbl MMEEM B BUIY COIPOBO-
IUTEIbHbIE TEKCThI) TIOPOJ COCENCTBYIOT C HEOPEKHOI MHOTO-
3HAUUTETbHOCTBIO, XapaKTEPHON [JIs1 CIIPaBOUYHO-ITOMYJISIPHBIX
rmocobuit. Oco6eHHO MHOIO BOIIPOCOB BHI3BIBAIOT «YHMBEpPCA-
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JIUCTCKYE» HOPMYIMPOBKM BCE TO K€ BCTYIUTENbHON CTaTbU,
IIe COBCEM He MpeCTaB/ieHa MM KpaliHe MCKaskeHa COOCTBEeH-
HO MCKyCCTBOBemUecKasi KOHIIeNTyajdbHasi «KapTrorpadus»,
0 YeM MBI CKa’KeM HIXKe.

HauyHemMm ¢ BCTynuTeNIbHOrO TEKCTA, O3ariiaBaeHHOro «Mcceie-
IOBaHUS BU3YAIbHOWM KyJbTYPbl: UCTOPUSL U IIPEABLICTOPUSI».
B mepBom ab63arie Mbl HAXOIMM, YTO 80 8Mmopoti honosuxe XX ae-
Kd «KPUTUKU 3arOBOPWIM O KOHIE MCKYCCTBA, UCKYCCTBOBEMbI
0 KOHIIe UCTOPUM UCKYCCTBa» (6, 34eCh U Aanee B CKOOKaX Mbl
YKa3blBaeM CTPaHUIIbI YKAa3aHHOTO BO BBOSHOV CTaThe U aHAJIN-
3upyemoro 3paech usnauusa. — C.B.). Co BTOpeIMU — Bce Oosee
MUJIM MeHee TI0X0Xe, XOTSI MUMEHHO B 5TO BPeMSI «TOBOPSIT» (CIIpa-
IIMBaeTCs, BIpoueM, — KT0?) B CUTyallUM «I10C/ie KOHIa», BeIb
0 «KOHIIe MCKYCCTBa» 3aroBOPWJIM ellle BeKOM paHbliie (XaHca
benvrunHra pogun Apryp HaHto, Aptypa [JanTto pomun Ieopr
Bunbrenom ®@puppux l'erensb...) «TpaAuMLIMOHHBIMM 3amadyaMm»
MICKYCCTBA y3Ke TaBHO He ObUIM «IIoApaskaHye IIPUpoje 1 Busya-
nusanust Mupa muaeii». [IpobieMa B TOM, IO3BOJIMM cebe 3TO Ha-
TIOMHUTB, YTO UCTOPUSI UCKYCCTBA KaK 4aCTh UCKYCCTBO3HAHUS
yKe B IepBOJi IOJI0BMHe XX BeKa WM Iaske Ha pybexke Mpembl-
IYIIero ¥ 3TOTO BeKa MOYTU UTO CMHXPOHU3UPOBAIACh C aBaH-
rapzom (B Juie TOM >XKe KPUTUKMU KaK OMSTh K€ 4acTU UCKYC-
CTBO3HAaHMS 3TO MPOM3OLLIIO COBCEM YyXe 04eBUAHO). Cchuika
Ha Qororpaduio ¥ MPOMBIIIJIEHHOCTh B CyledylonieM ab3aie —
OIa3apIBaeT TOXe Ha 1iesoe cronetue. [losokeHMe, UYTO «MUCKYC-
CTBOBEIIbl ¥ UCTOPUKU CTWIS /.../ DONTOE BpeMsi CTOPOHWUIUCH
MAaCCOBOTO MCKYCCTBa MOBCETHEBHOCTU» (6) — TOKe He paboTa-
eT: UCTOPUS UCKYCCTBA B HOBOM CBOEM M3BOJ€e CTaja TaKOBOii
Kak pa3 Gmaromapss o6paTHOMY IIPOIIECCY, HAYaBIIEMYCS ellle
B XIX B. Teopetnueckumu ycunusivmu l'ordpupa 3emriepa, Ano-
n3a Purns, Yunbssma Moppuca u T. 1.

JTo Hallle HabmoIeHKue Jerko MOXKXHO 0606IIUTh, KOHKpe-
TU3UPOBAB: BBIIIEONMCAHHbBIE XapaKTePUCTUKY MOXKHO TOHSITh,
eC/IM peuyb UAEeT TOJbKO O TPAaIULIMOHHON U K cepenuHe XX Be-
Ka yKe ycTapeBalolleil MCTOPUM UCKYCCTBA, XOTSI ClAenyeT Tps-
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MO CKasaTbh, YTO 3TOT pacKIaj BeCbMa TUIMYEH [JIST BCSIKO
HayKM MM XOTS Obl HAyKOMOJOOGHOTO AMCKYpCa: €CTh HEeuTo
repefoBoe M HEUTO apxausupyloilee. s MCKyCCTBO3HAHMS,
0COGEHHO B JIMIIE MCTOPUM MCKYCCTBA, yKe K KOHIy XIX Beka
pedb IIa UMEHHO O 60pb0e C MO3UTUBUCTCKU-PETYKIIMOHMUCT-
CKUMM TeHAeHIusIMU (Anous Purnb npotus FoTdpuma 3emie-
pa), u cama 3Ta 60pbOa OCYIIECTBISIACh B BUIe BCSIKOTO poja
paguKalbHBIX TOMCKOB OOHOBIEHHO! METOMOMIOTUM. ITOT pac-
KJIaJ, XOpOIlIO 3aMeTeH B (iyuyae cpaBHeHUs1 KeHHera Kmapka
n IIxoHa Beprepa. IlocnenHuii, Kak BbISICHAETCS, «IIOAPbIBAJI
OCHOBBI MAEaINCTUYECKON 3CTETUKM, BEPHBIM phILlapeM KOTO-
poit 6bu1 cop Kenner Knapk...». Kiapk xapakTepeH U 3amMeyda-
TeJleH MMEeHHO TeM, UTO JOBOJIbHO PaHO ¥ BeCbMa yOeouTesb-
HO TIOJIb30BaJICSI M ITICMXOAHAAM30M, M TOM K€ MKOHOJIOTUEIA,
OymyuM IIpUM STOM — MY3€iHBIM PaOGOTHMKOM, COUETaBIINM
CBOI «yUaeaJm3M» CO CTUJAMCTUKOI U TIOITUKONM aHIJIMIICKOTO
sccensma (BcnomuuM JI>koHa Peckuna, Yonrepa IlaTepa, Bep-
HoH JIu, KnaitBa Bamra, Poxmepa ®past u T'epbepra Puna).
B BUHY eMy, OBITb MOXET, MOXHO ITOCTaBUTh ITOTUEPKHYTYIO
PasHUIY MEXKIY «CePbe3HbIMU» (SYUeHbIMM) MITYOAUSIMU U T10-
MYJIIPHON JUTEpaTypoit (TeMm 6onee — B BUAE Paauo- U Teje-
nepefay, U He Ha TeMy UCTOPUM MCKYCCTBA BOBCe). B To Bpems
Kak 1y beprepa mociemHuii opMaT Ha TOT MOMEHT — €IUH-
CTBEHHBII CITOCOO BBICKA3AThCS B I0JIb3Y COLMATBHON UCTOPUU
uckyccra. (Kcratu, peitlapckoe AOCTOMHCTBO Kiapk momyumi
TOMBKO mocie «LuBunnusauun...»! ).

ABTOp BCTYIUIEHMS ¥ caMa HeBOJIbHO MOATIaIaeT MO, CKPOM-
Hoe (OueHb-0ueHb CKPOMHOe!) 06asiHye MOYTU UTO BYJIbrapHOTO
COIIMOJIOTM3Ma, MIPU3HABAS «3HAUUTEIbHbIE MOJIUTUUYECKIEe 13-
MeHEeHMS /.../ pelalolM TOJTYKOM K MEeTOHOJOTUYECKOMY 00-
HOBJIEHMIO...» (8). CumIkoM obmiast Gpasa U CTpaHHOe TIpem-
CTaBJIeHMEe O METOAONOTUM, HY>KIAIOMelCs BO BHEIIHEM TOTYKE
(pu BceM yBakeHUM K Mapcesto [ioiliany, HeBepHO AYyMaTh, UTO
SIBJIEHUSI B OOHON cdepe BO3HMKAIOT IIOTOMY, UTO B Heii (3TOJ
cdepe) BOAPYT OKa3anyUCh «BBICTABJIEHbI», & TOUHEE — «BCTaBJIe-
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HbI» — MeTopojornueckue ready mades u3 cdeps! 1HOIA...) Bo-
Jiee TOTO: MapafAuUrMoii rnmpusHaeTcs (110 YMOJIUaHMIO) KOHKpeT-
Hasl CUTyalys ¢ aMepuKaHCKUM MCKyccTBosHaHueM 1980-90-x
rogoB 6e3 BCSIKOTO €BPOIEIICKOr0 KOHTEKCTa U 6e3 CO6CTBEHHO
TEOPETUUECKOTO M COOCTBEHHO aMepPUKAaHCKOTO KOHTEKCTa YiKe
1960-x-70-x romoB (ot HenbcoHa T'ygmana k Puuapmy Poptu
C OUeHb YMECTHOJ peTpocCIieKiyeli K aHAIMTUUeCKO! TpaguLium
B @HIVIO-CaKCOHCKOM (Gm10codCTBOBaHUN: Te, CIPaIlXBaAeTCs,
Puuapp Bostxeiim, rae Ixxopmk Ky6nep xors 6617) Ho camoe cy-
1[eCTBEHHOEe — OTCYTCTBME KaK pa3 KOHTEKCTa KPUTUKU U Teo-
PUY COBPEMEHHOTO MICKYCCTBA: IMCKYCCUY BBIMISIASIT Kak 60pb06a
3a HOBBIN aKageMu3M (COLMOIoraM-MapKCUCTaM KaK OYITO TO-
ke 3aX0TeJI0Ch OBbITh ITPEICTABIIEHHBIMY B aKaJeMUYeCKOil Hay-
Ke — U MM, KaK YeCTHO yKa3bIBaeT aBTOP, 3TO yAaJ0Ch JOBOIbHO
JIETKO).

HexoTopbie ¢GopMynmupoBKM — TMPOCTO BbI3bIBAIOIIE IPU-
GMU3UTENbHBI (Hallpumep, Tesuc, 6yaTo «MuTue/t HacTauBal
Ha TEKCTYaJIbHON Mpupome n300paskeHus» (8) MpSMO He COOT-
BETCTBYeT AeiiCTBUTENbHOCTM, KOTOpas B ciaydyae MwuTyenna
M He TOIbKO ero — OecKoHeuHo auddepeHIMpoBaHa U KOH-
KpeTHa). OueHb BakHasl IMpoOJeMa, He pelleHHasT U IPOCTO
He YIIOMSIHyTasl B aHTOJIOTMM, HOCsIIe HasBaHue «Mup obpa-
30B... — MMEHHO ITpo6/ieMa 06pasHOCTM BO BCEM pa3HOOOpasuu
CBOETO ComepskaHusl, rae, KOHEUHO ke, caMasl BaskHas U pyHzaa-
MeHTaJbHas MAU3BIOHKIMSA KacaeTcs 06pa3’oB MeHTaIbHbIX
¥ TepPUENTUBHBIX. IMEHHO MO3TOMY, KaK ObLIO CKa3aHO, MbI
He BUIMM B TeKCTe Jaxke yrnomuHaHusi heHoMeHomoruu, Jlio-
IBUTa BuTreHmreitHa, remiTajabT-T€EOPUU U T. . — ITOTO CTAH-
IapTHOTO yKe K cepenuHe XX Beka Habopa mapagurM U TeOpuit,
BIIOJTHE BOCTPEOOBAHHBIX TOIMAIIHE aKTyaJIbHOM HAayKOi 00 1mc-
KYCCTBe.

CoBceM Hey6eOuTeTbHO BBIMIIAUT, B TOM UMC/IE U IO 3TOJ
NpuYMHe, MPOTUBOINIOCTABIeHE «TPAAUIIMOHATUCTOB-IMIIUPU-
KOB M JIIOOMUTesNeii TeopeTuueckux HoBauuit» (8). He coBcem,
Kak HaM KaXkeTcCs, YeTKO aBTOp MPeAuCIOBUS U BCeil aHTOJO-
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TUM TIPEICTaB/sIeT CTPYKTYPY BCSKOI HayKu, Tme 06s3aTebHO
COCYIIECTBYIOT U «CTabMIM3UPOBAHHbIE», U, HA060POT, Gonee
MOJBMKHbIE — MMEHHO TeopeTuueckue — Mo3uiuu. bonee To-
ro, COBCEM HEIOHITHO IPOTUBOIIOCTaB/IeHME SMIMUPU3MA
" Teopuu (CO CHUCXOAUTETbHBIM YIIOMUHAHUEM <«TIOOUTEsEN»
rnoctenHeli). TOHAJIBHOCTh 3TUX (Ppa3 — BBI3BIBAIOIIA MMEHHO
B CBOeNl «BeCKOl» HeIPOLYMaHHOCTM U OJHOBPEMEHHO JIErKO-
BecHocTH! U roBops 0 HOBaTopax, TPYOHO IIPUHATDH TE3UC, UTO
TpeaMeTOM VMEHHO BU3YaJbHbIX MCCIeNOBAHNI MTOIKHBI ObITH
«pasiinyHble PeXUMbl, WJIM MOALYChI, BU3YAJTbHOTO BOCIIPUSITUS
u pernpesedTanyu» (9). [Io3BoaumM ceb6e HAIIOMHUTD, UTO 3TO —
TOUHOE BOCIIPOM3BeIeHMe MporpamMMbl (hOpPMaTbHOTO MeTona
eme leHpuxa Bembdauua (MCTOPUS MCKYCCTBA KaK MCTOPUS
3penus). [IpyueM MMEHHO B 3TOM IIyHKTE€ OH, TOYHO, ObII
K 1915 rony (nosiBnenue «OCHOBHBIX TTOHSITUIT UCTOPUU UCKYC-
CTBa...») Jajeko He HoBaTop. TOYHO Tak ke He paboTaeT U Mo-
JIO’KeHMe, UTO «eIVHCTBEHHAs OOIIeNpu3HAHHAs XapaKTepu-
CTMKA HOBOrO HAIIpaBJIEHUS» — MEKIUCIUIUIMHAPHOCTb.
VIMeHHO 3Ta MOABWKXHOCTb TPaHUL], OUCIUIUIMHBI C CAMOTO Ha-
Yajia Kak pa3 OTAMYaeT U MCKYCCTBO3HAHME OT MHOTUX MHBIX
TYMaHUTAPHBIX CeCTep C HEeCpPaBHEHHO OOJbIIMM MCTOpUYe-
CKUM CTaxeMm (TO >Ke JauTepaTypoBedeHMe). OTO U eil CTaBU-
JIOCh U CTaBUTCS Jaxke B BMHY. I HauaB C MeTOLOJIOTrMYECKOTO
HOBAaTOPCTBA BTOPOI IOJIOBMHBI BeKa (ITyCTb U B OTAEIbHO B3SI-
TO CcTpaHe), uuTaTenb I[IpeaucnoBusi BCaeN 3a aBTOPOM
HEeOXXUIaHHO — Iabbl pa306paThCs B CIYTAHHOV KapTUHE MPOo-
TUMBOPEUMBBIX UTOTOB 3TOTO K€ BeKa — BO3BpalllaeTcsl K Hava-
Jy, Te BbIOMPAETCS TOMBLKO OfHA JIMHMUS, CBSI3aHHAs ¢ Bap6yp-
roM. 1 6e3 BCIKMX OCOOBIX OOGBSICHEHUI OTBepraercsi PUIIb
M BCS Ta TpaguLus, UTO C HUM CBSI3bIBAeTCSI UM UTO MMeeT
He MeHee MHTepHAIMOHAJbHbIE MapaMeTpbl, YeM «raMOypr-
ckag ukomar» (11).

3amaua cmenaTh BapOypra emMHBIM ¥ €IVMHCTBEHHBIM OCHO-
BaHMEM BM3yaJbHBIX WCCIENOBaHUII 3acTaBiseT mpuberath
K HEeCKOJIbKO HECHEPKaHHOM M TIpPeyBEeJIMYEHHON DPUTOPUKE:
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«IIMPOYANIINI CIIEKTP METOAOJOTMYECKUX MHTEpecoB Bapbyp-
ra, TIpeBOCXOAIINI camble Jlep3kiue MPU3bIBbI K paclIMpeHNIo
IVCUMIUIMHAPHBIX I'paHuIl... B KoHIle XX Beka» (12). Ilomo6b-
HbI/i ~ MacmTab  pasMallucTO-IMaOCHBIX  XapaKTePUCTUK
He OCTaBJIIeT MecCTa AJIs1 KaKoi-11M60 KOHKPEeTUKM U, 6ojiee TO-
ro, ITPOBOLIMPYET IOSIBJIEHME BOBCe HEOOs3aTeNbHbIX M MPOCTO
BpeIHbBIX OOIIMX MECT: «...ee [BU3YaJbHOI KyJbTYpbI| MCCIENO0-
BaHMe OBLIO IIJIT HEr0 He CaMOIIeblo, a CIIocoboM s [sic!]
perreHust 6ojiee MacIITaOHBIX 3a7ay, CBSI3aHHBIX C TICUXUKOI
U UCTOPUYECKMM CaMOCO3HaHMeM yesioBeka» (12). DT moutu
HMYEro He 3HAYAIIMe UM He OTHOCSIIMECS K ey 060pOTHI I0-
BTOPSIIOTCSI OYKBaJbHO 4Yepe3 ab3all, KOrga pedyb 3axOmuT
06 «OCHOBOITO/IAraoMIVX MPUHIIMIIAX» BapOyPruaHCKOM Tpaau-
¥y, Mbl BHOBb HAaTAJKMBAEMCSI HA yKe 3HAKOMYIO hOpMysm-
POBKY B BUJe YTBepKAEHMSI, UTO «MHTepIpeTalusi ob6pa3oB/
n300paxkeHNi T — He CaMoOllesb, & MHCTPYMEHT [JIsl pellleHUs
6osiee 06IIMX BOIPOCOB, KOTOPbIE CBSI3aHbI HE TONBKO C KYJIb-
TYpOil, HO U C TICUXMKO} YeJIoBeKa, IOCKOJIbKY MOTPEeOHOCTD
B CO3JaHuM 06pa3oB/M300paskeHMIT MMeeT KaK COLMAaJIbHYIO,
TaK U OMoJOrmyeckyio mpupomy» (12). CTporo roBopst, Bce —
¥ CcaMoOIleJlb, ¥ MOXET ObITb MCIIOJb30BAHO [JIT Yero-amoo
ele: KakoB CMBICJI 9TOrO MPOTUBOIIOCTaBiIeHus? Tem 6onee —
B TaKOV MOC/Ief0BaTeIbHOCTH (OT KyJAbTYpPbl — K ICUXUKe). Ja-
Jlee, BOIIPOCHI TPeOYIOT CKOpee OTBeTa, a He pelleHus, Beab
OHM — He Tpobiembl. Eciy ke peub MIET O MOCIEIHUX, TO
JIydilie TOBOPUTh, UTO Xy[OXKeCTBeHHOe TBOpeHMe (dheHOMEH
U T.J.) MOTYT GbITh MHCTPYMEHTOM (CPeICTBOM), a TOUHEe —
MOBOJIOM, YCJIOBMEM WJIM CTUMYJIOM — IJIsl TIPpOGIeMaTHU3aluu
TO1 ’Ke KyJIbTYpbl (M Iaxke — OuarHoctuposaHus). [Ipotusorno-
CTaBJISITh €M, HampuMep, MCUXUKY, TOXe, IO KpaliHeil mepe,
CTpaHHO. U yke coBceM HEMOHSITHO, ITOYeMY 3Ta ICUXUKA CO-
OTHeCceHa C OMOJIOTMYECKOi MPUPOMOIi, IpUUeM — MPUPOION
HEKOTOPOil «IOTpebHOCTM B CcO3maHuu» (T.e., TOAYYAeTCs,
mpupoaa moTpe6HoCTU?) BBIXOAUT, NMCUXMKA MMEeT OMOIOry-
yeckyw npupony? U KTo ckasall, YTO Xy[OoKeCTBEeHHAs MPaKTu-
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Ka (B TOM 4Mc/Ie ¥ BU3ya/bHasT) CBSI3aHa C IMOTPeGHOCTHIO B CO-
3gaHumn?

B osxkumaHum OTBETOB — IMPOIAEMCS ellje HEMHOTO IO TeK-
CTy BeTymeHMs B COMPOBOKAEHMUM HEKOTOPbIX KOMMEHTapyueB:
Eciu y3K CTaBUTD «raMOypPreKyio MIKOTY» BO I71aBy reHeasaormye-
CKOT'O yIVIa, TO HEBO3MOXHO 000iiTuch 6e3 1940-50-X romos
(a He epeckakuBaTh cpasy B 1960-e, Kak 3TO MPOUCXOAUT Ha C.
13). XoTs1 3TOT XOA, BIIO/IHE TIOHSATEH (CaMoe MHTepecHOe U ca-
MOe MapKCUCTCKOe TOSIBJISIeTCs, BO3BpallaeTcs MMEHHO TOT/a),
HO WUCTOpMUS, HampuMep, pelenuuyu HeMelKO-3MUTPaHTCKO
JICKYCCTBOBEOUECKO! (M He TONbKO) MPEeMyLpOCTU (M 3TO Bpe-
MSI — Kak BOEHHOe M CWJIbHO IIOCJIeBOEHHOE) — BOIPOC
He CTOJIbKO Jayke BaKHbII, CKOJIbKO MMOKa3aTeabHbIl. Torma cra-
HET YyTh Oojiee SICHBIM TO OOCTOSITENBCTBO, UTO 1960-e TOmbl —
9TO He CTOJIBKO MOSIBJIEHNE KaKMUX-TO PaAMKaJbHbIX MapagurM,
He PeBOJIIOLIMOHHAs CMeHa OJHMX Ha Apyrue, HO KOHKyPEeHLUS
MEeXAy mapagurMaMy MPOCTO PasHbIMM: M TO, UTO ObUIO paHb-
e — He MPOCTO TPaAUIMOHAIM3M U aKafeMus3M, a HeuTo, Ie-
pecTralolee paboTaTh U YIOBIETBOPATh. DaKTUUECKM ITO caMoe
HEeUTO — TOT >Ke MOJlepHM3M, HO He B MCKYCCTBe, a B Hayke,
a Hey[loBJIETBOPEHHOCTh — KaK pa3 Mudom aBaHrapja, T.e. yBe-
PEHHOCTY B BO3MOKHOCTM TOCTYIIATEIbHOTO OOHOBJIEHUS UeTo-
MO0 IO CXeMe BBITeCHEeHMs CTaporo, Hampumep, HOBbIM. Te-
nepb (HauuHas ¢ 1960-x) dbopManabHbIi METON He 3aMeHSEeTCS
MKOHOJIOTMEN WU CTPYKTYpaIM3MoOM, (EeHOMEHOJOTHUS YiKe
He BBITECHSIET TICUMXOJIOTM3M, CEMMOTMKA YKe He O60peTcs
C UIEeOOoTueli, UCTOPU3M He IMOHET ToJ, HallopoOM Ipe3eHTU3-
Ma, a COIMOJIOTUS TiepecTaeT BEPUTh B KJIACCOBOE CO3HaHMe.

U camoe rmaBHOe — TepecTaeT paboTaTh OfHA YIUBUTETbHO
SKMBYyYas SIMMCTEMONIOTMYecKass CXxema, YBbl, aKTMBHO U TyOu-
TeJbHBIM 00pa30M 3ajJeiicTBOBaHHAsI B pa3bMpaeMOM TEKCTe:
MEeTOl, BUAUTE JIM, BbIpaOAThIBAETCS «IIOJ 3aKas3» CO CTOPOHBI
MaTepuaa (Ijst ero 06paboTKM U «ITOHUMAHUSI»), TEOPUSI — ITO
ob6obmenne (mis GuUKCALMKU «Pe3y/NbTaTOB»), HayuyHbIe OVCLIM-
IUIMHBI — COOTBETCTBYIOT CBOMM «IIpeaMeTamM» (BeIy B MUpe U,
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COOTBETCTBEHHO, [OUCLUIUVIMHBI BHYTPU HAYYHOTO 3HAHUS
YCTPOEHBI «MepapxXxu4ecku», ¥ OfHA HayKa, CIejlaB CBOe [eo
Ha CBOeM YpOBHe, niepenaeT sctadeTy CBOelt CTaplleil «cecTpe»,
KOTOpasi MOXXeT Ha CaMOM [iejie TI0 BO3pacTy ObITb ¥ MOJIOXKe,
HO Ha JAHHBIII MOMEHT «pPa3sBUTUS HAyKM» — IIPOCTO IVIaBHeeE).
Bce st cxeMmpbl, yBBI, Y3Ke JaBHO ycrapenn! B 3Toi cBs13u cylje-
CTBEHHBIM YKOPOM TeKCTy [IpeAnc/ioBus MOXKeT 0Ka3aThCs yKa-
3aHMe Ha OTCYTCTBME B HEM YIIOMMHAHMUS CTOJIb BAYXXHOTO [JIsi
pictorial turn moiHejiniero u KpaiiHe auddepeHIMPOBaHHOTO
KOHTEKCTa, 06pa3oBaHHOrO 6rmaromapst linguistic turn, 3a KoTo-
PBIM CTOST CEMMOTUKA U coBceM MHas coumonorus (Ilbep Byp-
obe, Tonkort IlapcoHc, DHTOHM ImpmeHc, Huxmac JlymaH)
U MHOI — Jaske Mapkcu3M (@paHkdypTckas mKosa).
Vreepxkaenne, 6ynto «Nachleben» — «mmoHsiTMe, mpumyMaH-
Hoe (sic!) cammum BapOyprom i1 OmMMCAHUSI BO3BpalleHMUs)/
CKPBITOTO MPUCYTCTBUS aHTUYHOTO Hacnequs...» (13), — Henpu-
eMJIEMO TI0 HECKOJIbKMM ITyHKTaM: BO-TIEPBBIX, CAMO CIOBO —
He «mIpuayMaHo» Bapbyprom, a cymectByeT TouHo ¢ XVII Beka,
u 'eTe ero akKTMBHO MUCHOJb3YeT, a 6paThst [pUMM — QUKCUPY-
I0T; BO-BTOPBIX, IOHITUS BCe K€ He MPUIYMbIBAIOTCS (B TOM-TO
" JIesio, YTO OHU He IUIONbI BOOOpaxkeHMs: U He coBceM MeTado-
pbl — eciu peuyb BOOOIIE UAET O TOHSITUSIX), B-TPETbUX, €C/IU
pedb UAET 00 «OMMCAHUU... HACTAEOAUST», TO IMPUHIUIUAILHO
BaXKHO TPEACTABISATh (M OMMUCHIBATH) MMEHHO BapOypruaHckoe
HOBILIECTBO B 3TOM BOIIpOCE: peub UAET O MOUTU MUCTUUECKOM
(M TOYHO Marmyeckom) IPUCYTCTBUM MMEHHO 0OpPa30B-IeMO-
HOB, BU3YQJIbHOCTh KOTOPBIX (M COOTBETCTBEHHO HAaBSI3UMBOCTb
yepes HaIISIAHOCTb) — TOJBKO YCYTYOJISIET NeJI0 U YIpasgHseT
BCSIKMIT Pa3TOBOP O JIETUTUMHOCTYU 3TOTO SIBJIeHUS, KOTOpoe —
COBCEM He Hacjenaye, a CKOpee 6peMs U TOYHO MpobiaemMa, Tpe-
Oyroomasi cBoero pemieHus. IlpuueM — BecbMa PaAUKaIbHOTO
(crrenduyeckuit gap Bapbypra K TepMUHOIOTUYECKOMY TBOD-
YeCTBY, CITOCOOHOCTb K COTBOPEHMIO TIOUTH CIOPPEATUCTUIECKUX
BepOabHbIX KOMIIO3UTOB JIMIIIb OTYACTM CITacaja ero OT yrpos3
CO CTOPOHBI Marnyeckmx «IapasuToB» KyJbTYpPbl B JIULIE SI3bIUe-
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CKUX TIO CyTU BU3yaJIbHBIX MOTUBOB-CyIIHOCTel). [ToaTOMy-TO
U peuu He MOXeT UATU O «HacIeaun» (3ToO COBCEM-COBCEM Tpa-
IULIMOHHOE TIPeACTaB/JeHNe YKe B 30Xy POMaHTU3Ma, eciin
He POMaHMKM) U He MOXKET UATU — 06 OMycaHMM: BOIPOC CTa-
BUTCS CKOopee 06 «o6majaHum» — HalpuUMep, pasymMoM
u 00 «OBNaleHun» — HaIpumep, Oymoi... Y Bce ckasaHHOe —
pacxoxkyue MCTUHBI B MCTOPUM BapOYPrUaHCKUX W3bICKAHUI
M KpaitHe HOCAJHO, YTO UX MPUXOAUTCS 3[1€Ch BOCIIPOU3BOAUTD
TIPY CTOJIb HEMMPOAYKTUBHBIX 0OCTOSITEIbCTBAX.

IMpogomskeHne mpobieMbl (M ee OOCYKAEHMSI) B OMMCAHUU
BTOpPOTO pa3fena aHTOJOTMM, KOTOPBIM TOCBSIIEH «OTHOMY
M3 CaMbIX MPOCTBHIX U 3(PGEKTUBHBIX METOHOB TraMOYyprckoit
IKObI». VM3 TMOCAenymomero TeKcra CaeqyeT, UYTO 3TOT <«Ipo-
CTOVi» METOH, — KYJIbTyp-aHTPOIIOJOTMYeckoe MPUI0KeHUe UC-
TOpUM BepOATbHO-BU3YaIbHbIX MOTUBOB («TUIIOB»), T.e. MKO-
Horpaduveckue MTYIUU B UCTOPUUECKOM KOHTeKcTe. HeMHOro
CTPaHHO 3BYYMT XapaKTEePUCTMKA METOHAa KaK «IIPOCTOro u 3¢-
(bexTUBHOTO» (METOI — HE KYJAMHAPHBIN PElEenT U He Mololiee
CpefiCTBO, OH He HYXXJaeTcsl B pekjaMe IPOCTOThI CBOEro Mpu-
MEHEHMS U ero «MPOCTOoTa» — IMOPON XyXke BOPOBCTBA...) 30eCh
MBI Y>Ke B TpeTuii pa3 CTaIKMBAeMCs CO CIOBOCOUYETAHUEM ...
He caMollesib, & MHCTPYMEHT...» ¥ C yXXe M3BEeCTHO}) HaM Cxe-
MOIJf, 4TO, MOJI, €CThb YaCTHbIe, a eCTb U «0bIIe (heHOMEeHbBI».
K TakoBbIM, IO CPaBHEHUIO C XYIOKEeCTBEHHO-M306pasnUTeNb-
HOJ MPaKTUKOM, OTHOCSTCS, KaK 3TO HU MOKAXETCSI CTPAaHHbIM,
HalNpuMep, «pa3sBUTHUE aHATOMMUN», HO TJIaBHOE TO, UTO MOApa-
3ymMeBaemasl IOC/IelOBAaTEeIbHOCTh OT <«PEKOHCTPYKLIMU MCTO-
puUM OTOeIbHOro 06pasa» (1) — K «McC/IeI0BaHMIO 11eJI0T0 KyJlb-
TYpbl» (2), YTO TepeceKaeTcsl OPYTrOM JIOTUUECKOW CBSI3KON —
OT «BBIBOZOB... B UTOre» (3) — K «060TralleHI0 HaIlIero moHu-
MaHus 6osee o6uMx GeHOMeHOB» (4). CTPYKTypa 3TOi «3BPU-
CTUYECKOM» CXeMbl BBIIJIAOUT ake He MPeciOBYTO KOppess-
UMen-oCHWIIsAIel 3MUCTeMOIOTMUEeCKUX TO3ULIMIA, a KaKoii-
TO CJIeTKa 3aKIMHMBILIEI BUGpaleil MPUBBIUYHBIX peUeBbIX (Ha-
)Ke He MbICUIMTENbHBIX!) IITamMnoB. U, KaxeTcs, HUKya
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He JeThbCsI OT JIOTMYecKol (K CYacThbi0 — TOJBKO JIOTUYECKOI)
UMPKYASIPHOCTU: UCTOpPUYECKAsT PEKOHCTPYKIIMS OKa3bIBAeTCs
BCErO JIMIIb «OOoralieHueM» YKe MMEIONErocss MOHMMAaHMS.
XOTSI CTPYKTYPHO (@ ¥ [0 CMBICJTY) UTO MOXET ObITh 6osee eM-
KM, UeM PeKOHCTPYKLUMSI — 4To Obl OHA HU 3Haumiaa? Ho Benp
Bap6ypr OO/DKeH OTIMYAThCSI OT KYJIbTYPHO-UCTOPUYECKUX,
a Ha caMOM [eJjie, MO3UTUBUCTCKMUX TPIOU3MOB T03alpOILIOTO
croneTus!

ViMeHHO 06 3TOM HAlIOMMHAET U XapaKTepUCTHUKA UeTBep-
TOrO pasjesia aHTOJIOTMMY, TAEe YIIOMMHAETCS «[JIaBHOE PacXOX-
JIleHMe MeXIy raMOyprckoii IIKOJIOW M TPagUMIMOHHOM MCTO-
pueit ctwisi» (14). OKasbpIBaeTCsI, UCTOPUKU CTUJISL TIPU3HAIOT
BO3MOXHOCTb (MM HEOOXOOMMOCTh?) TIPOSIBIEHUS CTUJIS
Ha BCEX «yPOBHSIX BU3YAJIbHOI KYIbTYpPbl», HO — MO KaKUM-TO
MpUYMHAM — <«OTPaHMUYUBAIOT MpegMeT MCKYCCTBOBEIUECKOro
aHa/IM3a BU3YaJbHONM COCTABJSIONIEN KYJIbTYpbl, OTKa3bIBasCh
YUUTBIBATh CBSI3U MeXOy (Gopmoit U comepkaHueM apTedakra
M WUTHOPUPYS €ro COUMOKYJIbTYPHBI KOHTeKCT» (14). Ecin
KOMMEHTMPOBATh 3TOT Iaccax IMpelebHO KPaTKO — BCe HAaOo-
6opor! IIpobmemMa TpagUIIMOHHON MCTOPUM CTWIS (HauMHAsS
uyTh u He ¢ IlnumHus Crapiero uepes [xopaxko Basapu,
NoranHa BuHkenbMaHa u Toro ke Kapna IllHaase) 3axkiouaer-
Cs MMEHHO B CJIMIIKOM HaBS3YMBOM IMOJUEePKUBAHUU 3aBUCU-
MOCTM OT CTWJIS BCeX TMPOYMUX IIPOSIBJIEHUI Ye/IOBEeUYeCKOM
SKU3HeAesITeIbHOCTY, KOTOPbIe U €CTh MPOSIBIEHUSI CTUJIS, TIPU
TOM UTO CaM <«CTUJIb» — OTKPOBEHHO PUTOPUYECKUI TepMUH.
Cutyaumsi, Kak M3BeCTHO, YCyryomiaach BiausHuMeM Tleresst
(6epnuHckas mkosia co [lHaaze BO I1aBe), ¥ MMEHHO OOHOB-
JIEHHBbI/1 HeOKaHTMAHCTBOM ¢dopManu3M Toro ke BembdauHa
(a 3a HMM BeOb CTOUT HU KTO-HUOYOb, a Koupam dupiep!)
JenaeT B IOCIeNYIOIIMM COBCEM HEBO3MOXHBIMU Ha YPOBHE
MaJIO-MaJIbCKM  OTBETCTBEHHOTO  CJIOBOYIOTpeOJeHMusI  HU
«CBSI3b MEXIY CTUIEeM U CpeLCTBaMM BBbIPAKEHUS...» (3TO
M TIpakKTUUYeCKu, U TeopeTHMUYeCcKu MOUYTU OLHO U TO Xe!), HU
«OTpakeHMue» B CTUIE€ MMUPOBO33pPeHMs, HU BbISIBJIEHME «OCO-
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60ii poM» Yero-ambo B «CKIaAbIBAHUU CTWUJIS... SKUBOITUCU»,
HU <«BIMSIHME» TiepecTporiku (make Ilapuka!) Ha >KMBONMUCH
(yk TeM Oosee — wumipeccuonusmal) IIpM TOM 4YTO TeKCThI
BHYTPM CaMOJi aHTOJIOTMM — TIPU BCeii IMPOOIeMHOCTU UX TIe-
peBOJOB (06 9TOM HIKE) — TOBOPST caMy 3a ceOsl U, YBBI,
MMPOTUB CBOEJ CKOPOTOBOPOYHON aHHOTauuu B [IpeamcioBum.

[1aBHOE B MKOHOJIOTUYM — He Iepexof, OT BU3yaIbHOI dhop-
Mbl K Ky/IbTypPaJbHOMY COMEpPKaHUIO, OT M300pasUTEbHOTO
CTWJISI K CEMaHTHKe, a B KapAUHAIbHO ITepeMeHe CaMOTO CTUJIS
SMUCTEMOJIOTUM, camoit (GOpMbI AHAIUTUUECKOTO UCKypca
U B IlepeMeHe Jaxke He cojepykaHus, a MaTepuasna MUCCIeloBa-
HMi1 (ecu He caMoli MmaTtepun). B Bu3yasbHOCTM (OCOOEHHO ca-
KpaJIbHOJ) OGHApPYKMBAETCSI MPPALMOHAJIbHBIN 3JIEMEHT, IPO-
TUBOpEYalliMii ¥ COMPOTUBJSIOIINIACS BCSIKOM Pa3syMHOCTH,
HO elo ke, T. e. CodbpocioHe, mobexkmaeMbIit He 6e3 yJyacTus uc-
TOPUKA-YUEHOr0, BOOPY>KEHHOTO MKOHOJIOTMUYECKOM aHaIUTU-
Koii. Ho aTto — B Bepcuu Bapb6ypra, HO He [TaHodckoro. V mo-
cylegHero Mbl OOHapykKMBaeM MMEHHO palMOHAIM3AIMI0 Kak
pa3 MCXOOHBIX MOMEHTOB-MMIIYJIbCOB: He 06pa3bl-IeMOHBbI,
a 00pasbI-CMMBOJIbI, BEpHEE — CUMBOJIMYECKME (OPMBI, XOTS
06 aKCMOJIIOTMYECKOIi COCTAaBJISIONIEl MOJOOHO HeOKaHTMaH-
CKOI1 KOPPEKTYPhI 3a0bIBATh He CIeAyeT (OHA-TO M COCTaBJISET
TPeTUii — COOCTBEHHO MKOHOJIOTMYECKUI WIM HOKYMEHTasb-
HbI/i YpOBEHb B paHHeN Bepcum MKOHOMOrMu IlaHOgCKOrO,
0 4YeM — TOXe HIKe). ECIM 3TO He YUYUTBhIBATh, TO HUKAKOM UKO-
HOJIOTMM TOTJA M HET, a eCTb BCe Ta JXe HeUCTpeOuMasi MKOHO-
rpadusi co BCeMU ee KyTbTYPHO-UCTOPUYECKUMMU ITPETEH3USIMU
M UMIUIMKauysiMu-accouyanusavu (B IlpemycinoBun, daxkruye-
CKM, O Heit, T.e. 06 MKOHOrpaduyu — IMpPUUYEM B BEPCUM Oaske
He dMuist Mansg u He AHgpe 'pabapa — peub-TO U UIET, XOTS
9TO ¥ Ha3bIBAETCSI «MKOHOJIOTHET»).

@opMyAMUPOBKa, XapakTepusylollas 4YeTBepThIii pasfern,
«MCTOPUS MPEACTaBAeHUI O YeJI0BeYeCKOM Tejle KaK TOUYKe Ie-
peceueHMs1 MeXAY MaKpOKOCMOM ¥ MUKPOKOCMOM, MeXAY MU-
pOM MaTepum U AyXoM» (14) CAMIIKOM CyKaeT Ipob6IeMaTUKy
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TejlecHOCTU. Tejlo — 3TO He TOJAbKO TOUKa IepecevyeHwusi, Xo-
TS 6bI IIOTOMY, UTO TE€JI0 — TEJeCHO, OHO — BEIllb ¥ MHOTO Yero
ellle (HampuUmep, «MeCTO» MM MHCTAHIMS), a BOBCE He TOIbKO
Touka. U Kak, cmpaumBaeTcs, KOCMOChI M MUPBI IlepeceKarTCs
B TOUKe — OHM Xe He jmHuu! M «rpencraBjieHnit» 0 TOM, UTO
Takoe Tejlo, — OoJbIlle (ITOUeMYy, CITPANIMBAETCs, <IIpeaCcTaBye-
HMe» BO MHOXXEeCTBEHHOM umciie?) U yydire 661710 661 TOBOPUTD
He O IIPe[ICTaBIIeHNsIX, HO O caMOM (heHOMEHE U OITbITE €ro Te-
MaTu3aInm.

O61mast xapakTepuCTUKa MOCIeNYIONMX TPeX pa3fenoB CO-
IepXKUT B cebe CChIIKY Ha «XPUCTUAHCKYIO TPaAuIMIO pasiese-
HMSI 3pEeHMSI Ha TeJIeCHOe, TyXOBHOE U MHTeJJIeKTyaabHoe (YM-
Hoe)» (14). Nanee ugeT ynoMuHaHue BrakeHHOTO ABTyCTMHA
KaK MCTOYHMKA WIM aBTOpa 3TOV TPUXOTOMUM, YTO MaJIO COOT-
BETCTBYET MCTOPUM UIe, T.K. MOgo6Hasl cxeMa — TUIIMYHO aH-
TUYHOE, OTYAaCTU CpefHe-IIJIaTOHUMYEeCKoe, OTYACTU CTOMYECKOe
M COBCEM He TUIIMUHO XPUCTMAHCKOe 06Ilee MecTo. B ymo6om
cJTyyae, TOBOPUTD, UTO BEPIIMHA «YMHOTO» 3peHUS] — «IT03Ha-
HMEe OTBJIEUeHHbBIX MOHSITUII» — CTpPaHHOE YIIPOIIeHMe U axKe
MCKaxkeHMe BCeii 3TOi Teopun (peub BCe ke UAET Ha MOCTeTHUX
YPOBHSIX O MUCTMUECKOM OITbITE, COBCEM-COBCEM OTpelIeHHOM
OT MOHSITUIHON PacCyqOYHOCTH, €C/IM, KOHEUHO, Mbl HE MMeEEM
B BUY KOHTEKCT KaHTMAHCKO-TeTeabSHCKUX CIIOPOB O MpuUpoze
anpuopHbIX GOPM ITO3HAHMUS).

KpaTko ckaxkem (manee y Hac 00 9TOM OTHEeIbHBIN pasro-
BOp), UTO JoCTkeHMs1 BakcaHma/ia He MOTYT OTMUCBIBATHCS
KaK OTKPBITUE TOTO, UTO «TE€OpUM /.../ MOTIIU OMpAa3umscs B...»
(Teopum 3peHUsT — B KapTuHe; KypcuB Mot — C.B.). OTa cxema
«OTpakeHMs)» HMKAK He paboTaeT, ¥ OHA COBEPIIEHHO He JIeTu-
TMMHA, a K ONMCbIBAEMOMY BpeMEHM — TPWXKIbl U BbI3bIBAIO-
e apxamMyHa. Xo4eTcs AyMaThb, UTO B JAHHOM Cydyae 3TO, CKO-
pee Bcero, 060pOT peur, HO OH KpaifHe HeIoje3eH, 0COOGeHHO
B IIpMMEHEeHMM K aBTOPY, KOTOPbI/i He CKpbIBAaeT CBOMX (eHO-
MEHOJIOTMYeCKMUX U MOCTMOAEPHUCTCKUX MpeArouTeHnit. oBo-
PUTh, UTO «B OCHOBe 0yX08H020 (KypcuB Moit — C.B.) 3peHust
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JEeXXUT paboTa maMsTU ¥ OCHOBAaHHOTO Ha Heil BOOOpasKeHMsI»
(15) — oueHb HEOCTOPOKHO, T.K. 3TO OOBSICHEHME MEXaHU3MOB
BCSIKOTO BOCOPUSITUSI, BOCXOnsiee K Apuctorento. BeiTh mMoO-
KeT, jydiiie 6bUT0 Obl TOBOPUTH O «BHYTPEHHEM 3PEHMM», UTO
6ojiee COOTBETCTBYET KOHTEKCTY Pa3BUTUSI TEOPUM MCKYCCTBA
B HoBoe Bpems (Teopust Toro ke disegno interno u 1.1.)

OueHb BakKHBIX YTOUHEHUIT TpebyeT ciemyiomias GopMym-
pPOBKa: «...MeXaHWU3Mbl 3PUTEIbCKOI 3MMOATUM, KOTOPble MOTYT
OBITh UHUYUUPOBaHbl (KypcuB Moii — C.B.) Kak HaOmogeHueM
33 peaJibHbIM MMUPOM, TaK Y BHUMATEIbHBIM pPa3IysiAbIBaHKEM
bUrypaTuBHBIX U aOGCTPAKTHBIX M306paskeHuit» (15). DMmaTus
He eCTh CUMIIATUSI U MEeXaHM3MbI (CTPYKTYpPbI) SMIIATUU (UIIN
«BUYBCTBOBAHMSI», WIN TPOEKIINH, Wi TpaHcdepa) camu SIBJISI-
IOTCSI, COTJIAaCHO COOTBETCTBYIOIIVM TEOPUSM, YCJIOBMEM HaOJTIO-
JleHusI 4yero-imbo, BOOOIIEe — B3aMMOJEeCTBUSI-KOMMYHMKA-
uyu. CopammBaeTcs, a YTO 38 MEXaHU3Mbl «MHULIMUPYIOT» CAMO
3peHne? I mexaHusmsl 1 310? U ecsin «pas3misifbiBaHme» (XOTs
1300paxkeHMsT — He BUTPMHBI) BHUMATETbHOE, TO He MHULIUU-
pPOBAaHO M OHO CaMO 3MIIaTHel, BepHee — He MPU3HAaK JIM 3TO
3a[1e/iCTBOBAHHOTO BUYBCTBOBaHMUS? [Ipuuem Hesb3sl CTONIb Ha-
MBHO TMPOTHUBOIIOCTABISATD «PeajibHblii» MUP U M300paskeHue:
B TOM-TO ¥ IIPO0OJIeMa, UTO U306paskeHIe B CTPYKTYPE 3PUTENTb-
HOT'O aKTa TOXe NMPUHALJIEXNUT «BHEIIHEMY» MUPY U BIIOJIHE pe-
QJIbHO KakK peajibHa BCSKas Belllb (MOMEHT BHeIIHel peasibHO-
CTY YCYTYOJIeH B TEKCTE CJIOBOM «Pas3I/ISIbIBAHME», €CTIM BMECTO
Hero ObUIO ObI «BOCIPUSITHE», TO AHATUTUYECKU-TOTUYECKAS
CUTyalus Toyymiach 6bl MHTEpecHee U clIoXHee). U Boo6iie,
3JI0yTIOTpebieHe CJIOBOM «PeaJIbHOCTb» — Belllb KpaiiHe omac-
Has. XOTs ellle omacHee — IOAMEHA CO3HATENbHOTO YIoTpe6-
JIEHHBIX TePMMHOB — IIOBCEIHEBHO-OOBIIEHHBIMM U TPUBBIYU-
HO-CIVIA’KEHHBIMM PeUeBbIMM 060pPOTaMU, O UeM, K COSKaJIeHUIO,
HaM IpUIETCSI TOBOPUTD OTAENIbHO U CKOPO.

Tak MbI BIUIOTHYIO MPUOIMKAEMCS K CBSITAsl CBSITBIX JIIOOO¥
Teopun (M IPaKTUKIM) 06Pa3HOCTU — K ee TUIIOJIOTUM, THe CIT0-
COOHOCTH Pa3InyUaTh 06pas3bl MEHTA/IbHbIE, IEPIIENTUBHbIE, BU-
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3yajibHbIe U BepOasibHbIe, M300paskeHNsT U OTOOpaskeHus], o6pa-
3bI-CYMBOJIbI, 00Pa3bI-3HaKM, 06pa3bl-MOIYChI, 00pa3bl MKOHM-
yeckue U MHJeKcaabHble, UMarMHaTUBHbIE U TTepopMaTUBHbIE,
aiieTuyeckmne U MeMOpaTUBHbIe, OHEpUUEeCKe U TaTIolMHa-
TOpHble B KOHTEKCTe, HallpuMep, MeXaHU3MOB MHTepuopu3a-
UMY /KKCTePUOPU3ALUN WIN MIEONOTUUECKOTO «MeTabom3-
Ma», — 3TO HelmpeMeHHOe yCI0BMe BbDKMBAHUS MCCaeq0BaTeNs -
QHATUTHKA B CYpOBOJ 1 TpebOBaTeNbHOI PeaJbHOCTH, UMS KO-
TOpoit — [Ipe3eHTHOCTh... HakoHell, B ONMMCaHUM 3aMbIcia TOo-
CJleHEr0 pasfena I0YeEMY-TO ITPOTMBOIOCTABIEHbl METOIbI,
NpUMeHsieMble K MCKYCCTBY, M TIOAXOIbl K HEMY, a PaBHO —
U K ero aHaim3y. He mpoie 6p110 661 CKa3aTh, YTO peub UAET
0 TeOPUSIX UCKYCCTBA U TEOPUSIX HAyKM 06 MCKyCCTBe (T.e. MeTO-
Jonorumn)? Y moueMy o MeToJaX BCIOMMHAETCS JIUIIb O] 3aHa-
BeC aHTOJIOTMM U ee aHOHca? He ¢ 9TOro ju 6bI CTOMIO HAayaTh
Bech COOPHUK? Bemob ecTh BEIMKOJIEITHbIE MICTOPUKO-METOI0JI0-
ruueckue 0630pbl camoit Hayku 06 McKyccTBe. TeM caMbIM MbI
BO3BpalllaeMcsi K 3aMbICTy aHTOIOTMM U ee Ha3HAUeHMUIO. ..

Yto MOXHO 6bLIO ObI TOCOBETOBAThb, BEpHee — IIPemJIo-
KUTh B KauecTBe IIpefdBapuUTENbHON WM IPOMEXYTOUHOMN
KOPPEKTYpbI, BECbMa, YBbI, BUPTya/lbHOM, 160 OMyOIMKOBaH-
HbBII TEKCT yKe He JOTHaTb U ero HeJOoCTaTKM — He MU3THATh?
IIpu TOM, 4TO MbI TIOHMMaeM BCI0 YCJIOBHOCTb kaHpa IIpenu-
CJIOBMSI M CBSI3AHHBIX C HUM M3JepKeK, Korga HagoOHO CKaTo
M 6e3 CIIOMIePOB M3JOKUTb COAepsKaHue OCHOBHOTO TEKCTa,
KOTOpBI/A caM COCTOMT M3 TEeKCTOB, KOTOpble — He TBOU.
Heo6xomuma o61ast KapTuHa (He o0si3aTeJIbHO Ha Gymare —
JIOCTaTOYHO B TOJIOBE) M3MEHEHUI «HAyKu 00 MCKYCCTBE» Tre-
TO ¢ cepenuubl XIX Beka (M3MeHeHMe B KOTHUTMBHOM OTHO-
IIEHUM K UCKYCCTBY — KakK K MCTOYHMKY 3HAHUS WU MPOCTO
TexX WIN UHBIX CBefeHMit). YkaszaHue Ha (HOpMalbHbIN MTOAXO]
B KauecTBe 00l ¥ MCXOOHOM, UCTOPUUECKON U JIOTUUECKOI
TOJIOCHOBBI MCKYCCTBO3HAHMSI KaK aBTOHOMHOI AVCIIUTUIMHBI,
MMEOIIEei eJI0 CO CTOJb Xe, eciy He 6ojiee aBTOHOMHONM pe-
aJIbHOCTbIO BU3YyaJbHOM aKTMBHOCTU UejioBeKa (C YIIOMMHAHM-
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€M UM peasbHOCTM, ¥ OJHOBPEMEHHO — WJUIKO30PHOCTU 3TUX
TpeTeH3U, pa3oyapoBaHue B KOTOPBIX U MpeofoeHne UX —
BCSI MHTPUTra Pa3sBUTUSI MCKYCCTBO3HAHMSI, HAUUHABUIEZO C TEO-
PUM U TIPAKTUKU «UUCTOTO 3PEHUSI»).

MeTomonornueckuii monumMopdusM — OTAMUYUTENIbHAS uep-
Ta, CTPOrO TOBOPS, BCSIKOM TYMaHUTAPHOM SIUCTEMOJIOTUM,
U IIOTOMY TaK HEOOXOOMM Kak pa3 GuiocoPpCKuii KOHTEKCT s
BCEro TEOPeTUUYeCKOro ¥ MeTOAO0JO0TMUECKOTO TBOPUECTBa, CBSI-
3aHHOTO C MCKyccTBOM. [loToMy camasi CylleCTBeHHasi IU3b-
IOHKIIUSI — B3aUMMOJeiCTBME UCTOPUU UCKYCCTBA U KPUTUKU KaK
caMbIX (DYHAAMEHTAIbHBIX MMapagurm, Mopoi IJIAaBHO M He3a-
METHO, IOpoii — He 6e3 ApaMaTu3Ma U OOJEe3HEHHOCTU — IIe-
pexopsiMx OPYT B pyra B IpaHuilax (BecbhMa HeueTKUX U IMpo-
HUI[aeMbIX) CUCTEeMbI 3HaHUS, UMEHYeMOI'0 MCKYCCTBO3HAHUEM,
rIe BeJuKas 3acyra Toro ke Bap6ypra — MMeHHO B IIpeBpalie-
HUU JIUTEpaTypHOi GhOpMbI 3CCe B KOTHUTUBHbBIN MHCTPYMEHT
MCKYCCTBOBEIUECKO! 3BPUCTUKU. [IpMueM — B KOHTEKCTe 00-
[IeHAyYHOM MapagurMbl 3HaHUS KaK ITPOSYKTa BepUUIMPYIO-
el KOMMYHMKALUMUM — MOMEHT KPUTUIM3MA — pellarini
(aHaMUTHUKaA — 3TO MpesKIe BCero Kputukal).

Bakcandann?

U Teneph — TOYEUHBIV pa36op OMHOTO TEKCTA (BepHEE — ero
(bparmeHTa), roe, Kak HaM MPEACTABJSIETCS, TTPOCTYIIAIOT HEKO-
TOpble QyHIaMeHTaIbHbIe MTPO6IEeMbI B X OTEUeCTBEHHOI, IT0-
MMMO IIpOYero, pemakuuu. ITO TeKCT BakcaHpasia, KOTOPLIA
XOpOIll, IOMUMO CBO€Ji cepbesHelineir pumocodckoit pyHanpo-
BAaHHOCTM, ellle ¥ TeM, UTO ye ObUI MpeIMeTOM IiepeBoja
Ha pycckuii a3bIK. CTy4yai YHUKaAbHBIN U TTOKa3aTenbHbii. Cpa-
3y CKa)KeM, UTO TEKCThl 3TOTO aBTOpPa He MPOCTO CJIOXHBI KOH-
LIENITYyaJIbHO, HO ¥ HaMepeHHO YCJIOXHEHbl CTUIMCTUYECKU:
B HMX MHOTO MMEHHO HeOIpe[e/IeHHOCTU U MPSIMOi HeOmHO-
3HAYHOCTU — Ilepel HaMM IIOYTU UYTO XYLOKeCTBEHHBIN TEKCT,
¥ TEKCT NOCTMOJEPHUCTCKUIA B JIy4IllleM CMbIC/IE 3TOTO CI0Ba, Ie
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(Generatio

Cepeelti /I3ukesuu. « Generation «II»» Bukmopa Ilenesuna. 13 ce-
puu «Texcmst»
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UUTATENI0 OCTAeTCSI MeCTO [Jjis1 aKTUBHOTO U MHTEepPIpPeTUpyo-
IEr0 COTBOPYECTBA (TIepeBOTUMK, ITOHSATHO, TOKE He 130aBjieH
OT 3TOTO YIOBOJBbCTBMS, HO OLHOBPEMEHHO OH IPU3BaH YKJIO-
HATBCS OT COOTA3HA YIIPOIIEHUS TEKCTA, YTOOBI «UUTATENIO0 GbLIO
BCe TOHSTHO»). JTa KHUra — IIPO HEMOHSITHOE B HAIISIZHOM
" TIPO HEOOXOOMMOCTD YAEPKMBATH HEITOHATHOCTb B MOJYCE BO-
MMPONIaHUSI — YyKe Ha YPOBHE SI3bIKa U TeKCTa. [lepBblii epeBof,
OB cAeaH MpodecCMOHATbHBIM U 3aCTYKEHHBIM MICKYCCTBOBE-
nom — M. H. CokonoBsIiM, 1 AOBOIABHO AaBHO (2002). [IpeTeH3mit
K HEMY — Y)Ke Ha YPOBHe KOPPEeKTYypbl, BepHee, ee IOJHOIO ee
OTCYTCTBUSI — MIPENOCTaTOYHO. Yero CTOUT TOABKO 3aroj0BOK,
IJe BMECTO «IaTTepPHOB» MOSBJSIOTCS «y30pbi»... ITO He jie3er
HM B KaKkue, KOHEUYHO Ke, KOHIIeITyaJbHble BOPOTa, HO o6pa-
TUMCSI K HOBOMY PYCCKOMY BakcaHmasty, 4ToO6bI yOeIUThCS, UTO
9TOT aBTOP MOXKET OBbITh He IT0 3y6aM Jaske He TIepeBOIUeCKOMY,
He MCKYCCTBOBeIUeCKOMY, a KakKOMY-TO COBCEM ITyOMHHOMY,
HO BIIOJTHE JIOKaJbHOMY TOJIOKeHUIO Aell... B KoHIle Hallux 3a-
METOK MbI HaieeMCsl IPOSICHUTD OTYET/IMBEE 3TO MOJIOXKEHME el
U BCe CBSI3aHHbIE C HMM OOCTOSITENIbCTBA. Bcs mpobiiema, ecin
TOBOPUTDb KPATKO, B TOM, UTO (pa3a «pycCKuii mepeBoy... CTpa-
JaeT CyIIeCTBEHHbIMM HeTOUHOCTIMM» (333), 6olee ueM, YBBI,
NpWIOXKUMAa U K HOBOMY IepeBOy, PO KOTOPLIN caenyeT CKa-
3aTh, YTO OT HETO CTPaJaeT He TOIbKO caM IepeBo[l, He TOIbKO
yuTaTedb MepeBoja, HO M aBTOp OpUTMHAAa — U CTpajaer
HETOUHOCTSIMM He CYIIeCTBeHHbIMM, a MPSIMO CYIIHOCTHBIMM!
B aryyae pycckoro Bakcanpania-2, obpamaer Ha cebsi BHUMA-
HJMe, KOHEUHO Ke, BBIOOD MIJis TepeBofa parMeHTa U3 cepeny-
HBbI KHUTH, T peub UIeT, KaK MOXeT MOKa3aTbCsl, 0 «KapTUHAaX
U uAesx» (XOTs Ha caMOM Jejie — 00 M300paskeHUsIX U UIesX,
0 yeM — HMXKe). bosee TOro, MoXxeT MOKa3aThCsl, UYTO peub UIeT
o llapgene u maxke — O peajn3Me MOCAeIHEr0, XOTSI pa3rOBOP
0 «peanusMe» — MoCaeIHee, YTO 3/IeCh MOKET ObITb YMECTHBIM. ..
U cpasy oroBopumcsl, 4To 6e3 MpeanciIoBus K KHUre, rae hbopmy-
JIMPYIOTCST TJIAaBHBIE MJIEM ABTOPA, Kacarolluecs M300paskeHU,
HMKAKOM CaMblil «pealuCTUYecKuii» ¢pparMeHT KHUTY He OymeT
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BBIIVISIAETh HY YOEeOUTeIbHbIM, HY IIPOCTO MTOHSTHBIM. MBI criep-
Ba 06CYIMM KOHKpETHbIE MeCTa MepeBeleHHO I71aBbl, a [IOTOM
BepHeMCsI B Hauajo KHUIM BakcaHmania, M60 OH JOCTOMH TOTO,
yTOOBI €ro KOHIEMIMs Bce ke GblyIa BOCIIPOM3BemeHa 1 06CyK-
JIleHa C HEKOTOPOi1 CTeIIeHbIO «PeaaTMCTUUHOCTI».

Wtak, nepBoe, — Havajo nepeBoga (335) He COOTBETCTBYET
HavyajJy caMoil IJIaBbl OPUTMHAIA: OIMYyIIeH HeMajoro pasmepa
ab3ar, TMOABOASIIMIT WTOT TWIPEeNbIAYIIEMYy I10BECTBOBAHMIO
U yKa3ywoIIuii Ha [OanbHelile HaMepeHus aBTopa. TpyaHOo
He COIIACUTBHCSI, YTO MMEHHO 3/1eCh ObUIM Obl YMECTHBI KOM-
MEHTapuy TEepPeBOAYMKa, BBOASIINME B KypC Jeja UUTATENS...
[Ipegyiokum ke CBOM KOMMEHTApuM IO OTHAETbHBIM MecTam
repeBofia — C M3BMHEHMSIMU B CBSI3U C BO3MOKHON Upe3mep-
HOJ CKPYITYJIE3HOCTBIO ¥ SMOIMOHATBHOCTbIO:

«XYOOXHHWKU HE MOTYT BbITb COUMAJIbBHBIMU UINO-
TAMMU, HETIOHSITHO KAK M30JINPOBAHHBIMM OT KOHIIEII-
TYAJIBHBIX MOJEJEN, CBOWMCTBEHHBIX HX KVJIBTV-
PE» Bmecto «...0T KOHLEIITYAJIbHBIX CTPYKTYP TEX
KVJIBTYP, B KOTOPBIX OHMU JKUBVT» [painters cannot be
social idiots: they are not somehow insulated from the
conceptual structures of the cultures in which they live (75)].

PasHuiia mpuHIMIMAIbHA Y KacaeTCsl UMEHHO CTeleHU pe-
ajM3Ma Tex Bellleil, 0 KOTOPBIX UAET PeUb B TEKCTE: MOAEIN —
caMM TIPOAYKTBl MBICNIUTENbHON HeATeNbHOCTY, B OTIMYME
OT CTPYKTYpP, KOTOpble — MMMAaHEHTHBI KYJIbType (OHA U3 HUX
COCTOUT WIM VMU OTPENENsIeTcs B CBOEM CYIIeCTBOBAaHUM,
" B TaHHOM IacCaske HUKAK HE KOHKPETU3UPYIOTCS 3TU CaMble
CTPYKTYPbI, YTO HEMAJOBAXXHO: OBITh MOXKET IPeIIIoIaraeTcs,
YTO YMTATETb 3HAKOM C TaKMM SIBJIEHMEM KaK CTPYKTYPaIN3M).

Vcue3HOBeHME «KM3HM» U3 KYJAbTYPhI ¥ 3aMeHa Ha obliee
YIIOMMHAHME HEKOEr'o «CBOMCTBAa» TOUHO TaK JKe UTPAHET Ha PYKY
o0Ieil cTpaTernn «ae-peanusaluu» pasroBopa, IpeBpalieHne
TEKCTa B CJIOBECHOE YIIPasKHEH)E Ha TeMY OTISITh JKe CJIOB: MTOA06-
HbIIT GeckpaitHuii, 160 6ecco3HaTeIbHbIN (I HaIeCh) HOMMHA-
JIM3M — KpajiHe OIaceH, B UeM MbI, YBbI, BCKOpE U yoenumcs.
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VIHBIMM CJTOBaMM: AJIS aBTOpa KHUTU CYIIECTBYET pealb-
HOCTh, B KOTOPOIl MMEHHO CYIIECTBYIOT KYIbTYPbl (MHOMXe-
CTBEHHOE UMCJIO 3[eCh HMKAK HelTb3sl 3aMEeHSTh Ha €MHCTBEH-
HOe), XapaKTepuU3yIMecs TeMM WIM MHBIMU CTPYKTypamu
(B TOM uMC/Ie ¥ KOHIENTYATbHBIMM), M BHYTPU ITUX KYJIbTYD
(XOTSI B OpUTHHAJIE MOXKHO IPEATIONOKUTh — U BHYTPU CTPYK-
TYp) MUMEHHO KMBYT XyOOKHUKM, BHOCS B 3TU CTPYKTYPbI, MOX-
HO CKa3aTh, COBEPIIEHHO MHOJ TOPMU3OHT — a MMEHHO acIleKT
SKU3HEHHOCTH.

«KusHbio» He cefyeT mpeHeGperaTh Iaske Ha KOHIEITY-
aJbHOM YpOBHE: IIOSIBJIEHME «<KM3HM» B TEKCT€ BO3Bpalllaer
JAHHbI/ KOHKPETHBIN AMCKYPC KaK K CBOMM MCTOKaM — KakK
K «bmiocobun ku3HM» (HELapoOM OUYeHb CKOPO, OYKBAJIbHO ye-
pe3 mpeznjoXeHVe BO3ZHMKaeT U caM beprcoH), Tak U K 3K3U-
CTEHIIMAIbHBIM OCHOBAHMSM BCSIKOJ UesloBeuecKoii, TeM 6ojee
TBOPYECKOI aKTUBHOCTHU.

«ECJIM MBI JOITYCKAEM, YTO OHU XOTS Bbl MHOTIA
PA3BMBIIIIAIOT O XUBOIIMCHU, UM HE OBOMTUCH IIPU
9TOM BE3 OTAEJBbHBIX KOHIIEIITOB 11 UX COUETAHUIA,
A YEJIOBEK, OIEPUPYIOIINI KPUTUYECKUM WJIN CAMO-
KPUTUYECKMM KOHLEIITOM, UMEET HEKOTOPYIO PABO-
YVI0 TEOPUIO» BmecTo «ECJIM MCCJIEOOBATEJIb TTPEOITO-
JIATAET, UTO OHU TAK WJIN WHAYE PE®JIEKCHUPYIOT
HA JKMBOIIMCb, TO KOHUEIITBI U I'PYIITIbBI KOHLIEIITOB
BYOYT B 3TOM KAK-TO VYACTBOBATbD; 1 YEJIOBEK, OB-
JIAJIAIOIINI KPUTUYECKUM WU CAMO-KPUTHMYECKUM
KOHLIEIITOM, — 3TO YEJIOBEK, BOOPY;KEHHbBII1 OITEPA-
TUBHOM TEOPUMENM» [If one supposes they ever reflect on
painting at all, then concepts and groups of concepts will have
some part in it; and a man with a critical or self-critical concept
is a man with an operative theory — 75].

Pediiekcust He eCTh «pa3-MbIIIJIEHME», 3TO OIIMOKA CAMOTO
Cepbe3HOTO KOHIIENTYaJbHOTO YPOBHS (TeM Oosee, mnpedukc
«pas-» CHMXKAEeT BOBCE TUIAHKY CEPhe3HOCTY aBTOPCKUX Pa3MBbIIII-
JIeHMI1 10 ToBOAY pediekcuu 1 ee BO3MOXKHOCTeI). CTpamaeT Jio-
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rudeckasi CBsI3Ka 1 pyHaamMeHTaabHasI [J1s1 3aMbIcia KHUTY upest
CBSI3M MEXKIY BU3YaJIbHON Meplieniiueil U BU3YaTU3UPYIOIIEH
KOHIeNTyaau3aiuen (B mepueniuyumn yxe IpucyTCTBYeT KOHIIeN-
Tyanusanysi: BakcaHmana Bce ke yueHuK f'om6puxa, M MenuTa-
UM Ha OETCKYI0 CKaKaJoOuKy OymyT M MeOuTalueii BepxXom
Ha CKaKaJIOUKe, XOUeT JIM 3TOr0 B3POC/Ibli YUEHbIN WM HET). Pe-
(drexcus Ha JKUBOTIIMCh — 3TO U pediercust Ha KOHIENThI U UX
TPYIIIIbI (HET HUKAKMX ,,COUeTAHN " KOHIIEIITOB, BeIb MHAUEe BO3-
HMKAaeT BOIIPOC, KTO X COUeTaeT, B KaKMX IIpolieccax 3To IMpouc-
XOUT, KAaKOBbI Pe3yJIbTaTbl COUETAHUI1 U T.J.). B KOHIle KOHILIOB,
eC/IM He HpaBUTCS ,,IPYIINa“, MOXKHO GbIJIO 6bI TPUMEHUTH CJIOBO
OOCTAaTOYHO 3[0eCh YMECTHOE ,KOHCTe/UISALMS (HO TOJIBKO
Ha KpaitHuii ciaydait). PaBHO HET U BO3MOXKHOCTU « (He) 0607i-
TUCh», T.K. B OpUTMHAJIE peub UAET 06 yUaCTUM-HaPTUILIUITIAINNA,
OYKBaJIbHO — MPUYACTHOCTY TOMY, UTO, KaK KaskeTcsI, eCTh BCETO
JIUIIb «06BEeKT» pasMbIILIeHN1. Bce coBceM Ha0OG0pOT: MMEIO-
Myl KOHLENThl (3eChb PaHO TOBOPUTH 00 «OMEPUPOBAHUI»)
MMeeT BO3MOKHOCTD U ITPABO OBITh Y4ACTHUKOM ITPOMCXOSIIETO
(B SKMBOTIMCU U C XUBOIMCBIO), OH — OINepupyeT €10, 1 B ITOM —
BCSI KOJIIM3MS U Ipo6iemal

«HEMAJIOBAXKHO, HA MO B3IJISI, TO, YTO AKTUBHO
VICITOJIb3YEMBI CO3HAHVEM KOHLIETIT OOJI-
JKEH UMETb CBOM IPEJIMET IPMJIOXEHNMS; 3TO BEPHO
1 J1J11 BOJIEE CJIOXKHBIX MJIEN, BAMMCTBOBAHHBIX 113 HA-
VKU W1 OUTIOCODHUHN BmecTo «OIHAKO, MHE ITPEICTAB-
JIAETCS BAKHBIM TO, UTO ECJIN KOHUEIIT AKTHBEH B PA-
3YME, TO OH HAIIPABJIEH HA HEKMI OBBEKT, U 3TO
CITPABEIJIMBO U [Ji1 BOJIEE PA3PABOTAHHBIX BHWIOB
WUIEN, B3TbIX 13 ®UIOCOPUM U HAYKM» [However, it
seems to me important that if a concept is active in the mind it
is directed to some object, and this is so too of the more evolved
sort of idea taken from a philosophy or science — 75].

AKTMBHO UCIIO/Ib3yEMBII1 CO3HAHMUEM (XOTS peyb UOeT O pa-
3yMe) KOHLIENT 3aBeJOMO K UeMY-TO «IIPWIaraercs», B 3TOM
Y COCTOUT €ro MCIIOIb30BaHMeE: OH He «IO/KEH MMEThb», & MUMeeT
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HEKOTOpOe CBOe cofepskaHue. A MHauve TOTy4aeTcs, YTO eCTh
HeKoe CO3HaHMe, Y Hero eCTb KOHI[ENT — YTO-TO BPOJie MaaKu-
KOTIAJIKM, KOTOPBIN KyJa-TO MOKHO TO JIM TIPWIOKUTb, TO JIN
He MPWIOKUTb, a, HAIIpUMep, IPUCTOHUTD (Uau GuUT-60s171, aK-
TUBHO UCIIO/Ib3yeMblil B yIIpasKHEHUSIX HAa KOOPAMHALIMIO, a T10-
TOM, MO, KOHell, IIPUIOKEeHHbII — HeB3Havall — K KapTUHE, BU-
cslieit Ha CTeHe).

®dpasa B IMepeBofie OKa3bIBaeTcs Ge3HameXHO TaBTOJIOTUY-
HOJ B CaMOM CBOEM Hayajie M BBIIJIIAUT MMUTALMell HeKOero
JIOTMYECKOro mporecca («pacCykgeHus»). KoHuent, mo MbIcin
aBTOpa, MMEHHO caM aKkTuBeH B pa3yMme. C 3TUM MOKHO He CO-
IJIallIaThCsl, STOMY MOYKHO ITPOTUBUTHCS, HO 3TO HeJIb351 UTHOPU -
poBaTh B IlepeBOjie U 3aMEHSITh UeM-TO COBCEM MHBIM. U 3Ta ero
aKTMBHOCTb MMeeT HaIpaB/JIeHHOCTb, U C 3TUM HUUETO Heb3s
nojiesiaTh: B KOHIIe KOHIIOB, B CAMOM Hauajie KHUTU (B ee 3aro-
JIOBKE) peub uaeT 06 MHTeHUuM! DTO equHasi, B JaHHOM C/IyJae,
BU3YyaJbHO-KOHIIENTYaabHasl CTPYKTYpa, aKTUBU3UPyeMasi, Bep-
Hee — MposIBIsieMast B rpollecce pedaekcum. BaskHo, UTO B 3TOM
Mpoliecce MOKeT ObITh 3aeiiCTBOBaHa, BOBJIEUeHA B HErO,
K HeEMY MPUOOIIeHa U XXUBOIIMCh — TOKe KakK IPOIecc, BKIoYa-
IO B ce6sT i KPUTHUKA, B CBOIO OUepeb, IIPUUACTHOTO eii!

[TokasaTenbHO, UTO B IepeBOjie, HayKa MOCTaB/ieHa Ha Tep-
BOM MecCTe: MOJI, CHavaja, HaO/aomeHus, a Mmotom — 06061ie-
Hust. Bce coBceM HA060pOT U Bce He 06 3TOM, BO BCSIKOM C/IyJae,
B OpUTUHAJIE.

«ECJIA, KAK IIPEMITIOJIATAJIOCH, MMUKACCO OENCTBU-
TEJIbBHO YCBOWJI HEUTO M3 WUJEN BEPICOHA O TOI PO-
JIM, KOTOPYIO UI'PAET B HAIIEM BOCIIPUATUM BPEMEH-
HAS TIPOTSDKEHHOCTD OIIBITA, TO 3TO OOJIDKHO BBIJIO
IMPEJKOE BCETO OTPA3BUTBCA B EI'O OTHOIIEHUN
K IMTPEIMETY MN30BPAJKEHUSA» BmecTto «EC/IH, KAK BbIJIO
IMPEOTIOJIOKEHO, IIMKACCO HEYTO IIO3AMMCTBOBAJI
113 BEPTCOHMAHCKOT'O OWIVIIEHUS TOI POJIU, UTO WUI-
PAET B BOCIIPUATUN HJAIIEECS IMTPOXOXXIEHUWE OITBITA
CKBO3b BPEM{, TO TOTOA 3TO KOCHVYJIOCH BBl M TOTO,
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KAK OH OLIYHIAJI OTHOHIEHME K OBBEKTY PEIIPE3EH-
TALIUN» [if Picasso took on something of Bergson’s sense
of the part played in perception by duration of experience
through time, as has been suggested, then that would bear first
on his sense of relation to the object of representation — 75].

Hy HuKak Henb3s 3aMeHSITh OILyIeHMue (sense) «upeen»!
OTO MPUBOAUT K WITIO3UM, UYTO PEUb B OPUTMHAJIE UIET 00 uie-
sIX (pasroBOP O TeX WJIM MHBIX MPeNCTaBIeHMSIX, POKIAIOIIMXCS
B rojI0BaxX, BUTAIONIMX B BO3JyXe, MPOHM3BIBAIOUINX «IyX Bpe-
MeHM» U T.H.) XOTS 3TO MOXKET MOKa3aTbCsl He MOATOTOBIEHHO-
My CO3HAHMIO HEBO3MOXXHbBIM, UTOGBI OLIYIIEHUSI ObLIM TaKOii
peabHOCThIO, UTO M3 HUX HEUTO MOXXHO I103aMMCTBOBATbD.
Ho opwrvHam HeOBYCMBICJIEHHO MMEHHO TaK o6paliaeTcs
C OIIYIEHUSIMM: uMTast BeprcoHa, MOKHO Jake 3apasuUThCsI €T0o
OIIYIIEHUSIMY — ¥ 3TO OyImeT MpaBUIbHOM peakiyeii Ha ero
TEeKCThbl. TaKOB MHTYUTUBU3M: OH MEICTBYeT Ha UyBCTBA, XOTS
caM caM CBsSI3aH C KOTHUTUBHOCTbIO. V1 BBI3bIBA€T OH, UTO
KpaifHe BasKHO, peaKIMy He CTOITbKO MHTEeIeKTYaTbHO-KOTHM-
TUBHBIE, CKOJIBKO YyBCTBEHHO-OI[€HOUHbIE (IT03TOMY y BakcaH-
Jajuia BesJie peub UIEeT O KPUTUKE, KOTOPYIO TOKe HUKAK HeJTb3s
3aMEeHSITh UeM-TO ellle).

W moromy 6ymeT CMBICJIOBOI MOAMEHOV 3aMeHa KacCaHUs
(HampumMep, a MOKHO HalTH Jiydlliee CJI0BO) «OTpPakeHuem» [a
M TIPOCTO TIOSIBJIEHME MOC/IeIHET0 HEMOHSATHO OTKYJa M 3aueM.
[TOHSATHO, YTO 3TO YHOOHBIII O0GOPOT peuu, HO OH YMHOKAaeT
M TaK OOBOJbHO 3aIlyTaHHbIe CYIIHOCTM: cHauvana [Inkacco
«yCcBOWJI» ueu (T.e. MPOIIEJ Mpoliecc 00yYeHms Uau camoobpa-
30BaHMs?), a ITIOTOM MX «OTpas3ui» B CBOEM OTHOIIEeHUM (T.e. OT-
HOIlIeHMe — Yy3Ke 3epKajio, a ecIu 3TO OTHOIIeHMe K YeMy-noo,
TO YTO GYHET C 3TUM 4eM-TMO0 — OHO TOXKe IMOIYUNUT 3TO OTpa-
skeHne?) CIMIIKOM MHOTO 3€pKajbHbIX ITOBEPXHOCTEN AJISL CO-
BCEM He IMTOBEPXHOCTHOTO ¥ OPUTMHAIBHOTO (BO BCEX CMBICIAX
CJI0Ba) Tekcra!

V HUKaK Henb3sl 3aMEHSTh Pelpe3eHTaluI0 «1M300paskeHN-
em»! TloclemHeMy YCBOEHO CJIOBO picture, M IpeHeOpeReHue
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9TMM, KaK MbI BCKOpe y6eayMcst, BeCbMa YpeBaTo CepPhE3HBIMU
HeIopasyMeHUsIMU, XOTS M ceifyac TOHSTHO, UTO COCeICTBO
MU300pakeHUS U OTpakeHUs] — JOIMOJTHUTENbHBIN U HEeHYKHbIN
TOBO/, 3aTI0A03PUTh aBTOpPAa B HAHU3bIBAHUM HUUYEro He 3Haya-
IIMX U TIOYTY CMHOHMMUYHBIX CJIOB.

DTO CIpaBe[IMBO U ISl ciedylomieli dbpasbl mpo Huirire,
MOCTPOEHHO} aHaJOTUYHO, IJie BaKHO, uTo y [Iukacco — B pe-
3yJAbTaTe YCBOEHUSI UYyBCTBA-OUIYIEHUSI, XapaKTE€pHOTO [Jist
HUIIIIIEaHCKOTO CBepxueoBeKa, — BbIpaboTaloch CBOE UYBCTBO-
oIyIIeHue, 0cOGBIM 06Pa30M CBSI3bIBAIOLIEE €ro C ero Ke ayau-
Topueit. Hukak Hesib3s youpaTh U3 epeBoja MUMeHHO TO, O YeM
B IIEPBYIO OYepenb ¥ TOBOPUTCS B OpUrMHaiie. XOTs, IOBTOPIOCh,
3TO BBIIVIIAUT CTPAHHBIM: MbI MNPUBBIK/IM, UTO II€PEHOCSITCS,
YCBaMBAIOTCS ¥ OTPAXKAIOTCS «MOEM», TIOHAThIE KaK YOesKmeHMs
WU TIIPOCTO MHEHMs. TO COBCEM He TakK JJis JII060ro Maeanns-
Ma — OOBEKTMBHOIO, CyObEKTMBHOIO, TPaHCIEHIEHTalbHOrO,
abCoMIOTHOTO (MIey — ITO Te Ke 3iiI0ChI), a eC/IM ITO ellle U I10-
MBITKA (DEHOMEHOJIOTMYECKOV aHAJUTUKMU, TO TaKOi IlepeBo[
MOKET BBIIJISIIETh IIPOCTO CMBICJIOBBIM caboTaskeM. VI moTomy
COBCEM CTPAHHO BBIVISIAUT KOHIIOBKA ab3alla: akTUBHbIEe (HUKAK
He «BJIMSATeNbHbIE»! ) UIeM UCIIONb3YIOTCS, YTOOBI BO3IEICTBO-
BaTh (brought to bear), HO HMKaK He [IJISI TOTO, YTOOBI KTO-TO UX
«BHYII/I» (CHauana «mpuHecs»! ) KTo oH Takoi, 3TOT «KTO-TO»
U IoueMy JIefiCTByeT KaK TUITHOTHU3ep?

WTaxk, yske #3 BTOpOro ab3aiia repeBoja Mbl YCBOWJIM, UTO
«upeu», BbIHECEHHble B 3aro/JioBOK IJIaBbl, 3TO COBCEM He Te
«Uaen», 9To 6yIyT HaM BCTPEUAThCSl B CAMOM TEKCTe TepeBoa:
5TU UAEey, Ha CaMOM [ejie, — OLIYIIeHUSI-YyBCTBA WMJIM, CTPOTO
TOBOPS, OLIEHOYHO-XXKM3HEHHOE OTHOIIIeHMe K ueMy-1n60. CTOUT
COT/IACUTBCSI, YTO CUTyalUsl BBIJISAUT OOBOIBHO CTPAHHOIA.
U 310, yBBI, TOMBKO HAUaIo... I moTOMy, KOT[la B Havaie cieny-
fomiero a63ara (336) Mbl BCTpeYaeM 3T CaAMbIE «OIIYIIEHUST», TO
MbI He JO/DKHBI PacciabisaThCs: B OPUTMHAJIE HUKAKUX OLIYIIe-
Huit Het! Peub umeT 06 MHTYMIIMM KaK TaKOBOi, a BOBCE
He 00 «MHTYMUTUBHBIX OIIYIIEHMSX», KaKOBBIX ITPOCTO OBIThb
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He MOXET, ITOTOMY UYTO MHTYMIMS — KOTHUTMBHAS, a He Iep-
HenTVBHAS GYHKIMS M OHa HE CMHOHUM HEIOCPeICTBEHHOCTU
M T. I. BripoueMm, 9TOi «MHTYUIMM» €Ille TTOBEe3JI0, MTOTOMY UTO
Ha c. 353 oHa MPOCTO MpeBpaiaeTcs B «goragku»! [Ipu Tom, 4To
aBTOP KHUTM BIIOJIHE IIOJMb3YeTCS, Hampumep, IOHSITUEM
insight, HO TONBKO He 37ECh.

Kpome Toro, yrioMmmuHaBIeecst mpexxe «OuylieHne» KacaeT-
CS1 CAaMMX XYIOKHMKOB, a Terepb aBTOP KacaeTcs yke Hac caMuX
¥ HallMX MHTYUTUBHBIX (OTYACTU — peduieKCUBHBIX) MpOIIec-
COB: B KOHIIe ab3aila GymeT OmsITh YIIOMSIHYTO OIIyIlleHye (OHO,
HallOMHMM, B TIpeAbIgylieM a63aile ObUIO «Uieei»), U peub
MOMIeT KaK pa3 O BO3MOXKHOCTY BK/TIOUEHMS] ITOTO OIIYIIEHUS
y3Ke B Halll KOTHUTUBHBIE, T.€., B TAaHHOM C/Iy4ae, KpUTUUECKHe
(a BOBCe He KaKMe-TO BOOOIIE «MCC/IeIOBATETbCKIE») YCUITHSI.

M HMKAK HeJb3sl 3aMeHSITh «M300paskeHus» (pictures) opu-
TMHaja Ha «KMBOIMCh» IIepeBoa, TeM 6ojiee UTO B TOM 3Ke ab-
3alle >XKMBOMIUCH (painting) mosBisieTcs y>ke B UMCTOM BUJIE.

Hanee, s1 6B MPEAJIOKUI TIEPEBECTU CJIOKHBIN, HO OPUTHU-
HaJbHBIV XON MBICIIM U, COOTBETCTBEHHO, CTPYKTYpy Gpa-
3bI bakcanpgamna tak: «KEJIAHHUE... BO3BBICUTBD JKVBOIIVICH
OO YPOBHS HAIIMX BEPBAJIBHBIX M KOHIIEIITYAJIbHBIX
I10 CYTU CPEACTB (MEDIA) PE®JIEKCUN», TO ecTh caenaTh ee
OIHMM M3 CPeICTB Hamieii peduiekcuu, BMecto «...CTPEMJIE-
HUE BBECTU JXUBOIIMCH B COEPY HAIIEW PE®JIEKCHH,
I10 MTPUPOJIE CBOEN ITPEXK/IE BCEI'O BEPBAJIBHOM 11 KOH-
LIENITYAJIbHO...» (a desire, certainly, to bring painting more
within the range of our own centrally verbal and conceptual
media of reflection, 75). «BBectu B cdepy» 3HAUUT chenaThb
MpegMeToM, copepkaHueM peduiekcuyu  (HallOMHMM, YTO
B MpeIbIayIneM ab3aiie mporecc pediekKcuu Ha3BaH B ITepeBoze
«pa3sMbIIIJIEHEM»), TOTIA KaK BCS MepeBoaMMast KHUTa Kak pas
TIBITAETCS OMMCATh CUTYAIlMI0, KOTAA JKMBOIMCH OKa3bIBAETCS
MMEHHO CPeJCTBOM, T.e. MeauyMom peduekcun. I Kak MOXHO
OTOXXIECTBIIATh MEOUATBHOCTD C «ITPUPOSHOCTHIO» B KHUTE, Ha-
MIMCAHHO yKe Toc/Ie KOHIIA BCSIKOM TPaauIIMOHHOM MeTadusu-
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Kku? Tem Gosee, UTO majiee 3TOi MpUpome OYIET YCBOEH COBCEM
MHOM TepMUH!

HeBO3MOXHO TOHSTH, UTO 3aCTaB/SIET MMEPEBOAUMKA «KPU-
TUKY» 3aMeHSITh «MCCIeloBaHMeM». Bce ecTh «uccaemoBaHme»,
B TOM YMCI€ KPUTMUKA ¥ WCTOPUS, IPOTUBOIIOCTABIISIEMbIE
B JAHHOM TIaccaske B OpUTMHAJIE, a B IIEPEBOJIE MPOCTO yOpaH-
Hble (IIPOTMBOIIOCTAB/ISIETCS TIOUEMY-TO «MCCIeOBaHMe» U UC-
TOPUST). 3aTO BMECTO 3TOT0 — HEHY)KHOEe MPOTUBOIIOCTAB/IEHNE
«CMYTHOTO» OIIYIIEHMS] ¥ TIONb3bI IJIT MCCAeIOBaHMUS: Tepe-
BOAUMIIA TIOHSUIa [IeJI0 TaK, GYATO peuyb MIOEeT O HEKOTOPOM
MpeIBapUTEIbHOM CMYTHOM, HEOIpeneIeHHOM OUIYIIeHUH,
KOTOpOEe 3aTeM 3aMEHSIeTCS «MUCCIeOBAaHUEM» UM TIePEeXOIUT
B HEro, XOTSl Ha CaMOM Jiejie, YIIOMSIHYTOe OINyIeHe — CKO-
pee «CbIpoe» UM MMEHHO OHO OKAa3bIBAeTCS TEM CaMbIM «ChI-
pbeM», KOTOpOe MOXKHO MCITOib30BaTh (useful) u kputuuecku,
M UCTOPUYECKM, BepHee, OHO TIPUMEHUMO [IJIsI KPUTUKU U BbI-
IepXKuBaeT UCTopuio. U «mepexo» rmepeBofia He COOTBETCTBYET
«IBVDKEHMIO» OpUTMHA/IA: Henb3sl IpennosioxeHune, « IIBU-
JKETCS JIM KTO-TO CKBO3b KPUTUYECKW MHTEPECHVYIO
OBJIACTb, KOT'IA TIBITAETCS CHOEJIATH 3TO?» («And does
one move through critically interesting terrain when one
tries?», 75) nepeBoautbh KAK «BYJIET JIM CAM ITPOIIECC TA-
KOTI'O ITEPEXOJA MHTEPECEH )11 NCCITIETJOBAHUS». Cne-
IyeT COIMIACUTBCS, YTO 3TO OISITh UYTO-TO MHOE: BBICTPEN Hay-
raji, IpuoOIM3UTETHbHOCTD IO MPUYMHE GECIIOMONTHOCTY Tepe
TEKCTOM, BepHEe — er0 CMbICJIOM.

«CITELIM®UYHOCTD BO3JENCTBUS 1 ITPEJE/IBI KPUTHU-
LHM3MA» (Specificity of bearing and critical edge) Henb3s nepe-
soguth «CTEIIEHD JETAJIM3VPOBAHHOCTU CBS3EM U UC-
CJIEAJOBATEJIbCKAS TOUHOCTb»:

IMepen HaMu U aHTa3UPOBaHME, U JKelaHMe COenaTh ITOHST-
HbIM TEMHbIE MJIY HeOolIpeieIeHHbIE MeCTa MOCPeICTBOM Iepe-
CKasa CBOMIMM CJIOBaMM SIKOGBI YraJlaHHYI0 MBICTb (XOTS yrabl-
BaTh B «edge» XapaKTepHbIIi TepMIUH U3 apceHana IInpca Bce ke
OBbI CTOMJIO — 06 3TO eCTh Jaske TOBOJIbHO MOMYISIPHBIN cepuar).
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KOHKpeTHBIN, XOTSI M 3aMbICJIOBAThIii 060POT OpUTMHAaIa
«ITOCKOJIBKY [BBIIIEYKA3AHHOMY] HABJTIOJEHUIO
HE HWMIUVIMHUTHO TO, IIOCPEACTBOM YEI'O CBf3b
MEXXIY HOBOI ®U3UKOW U JKUBOIIMCHIO AKTUBU3UPO-
BAJIACh B PA3YME IIMKACCO» («since the means through
which a link between the new physics and painting could be
active in Picasso’s mind are not implicit in the observation,
one would have to work out some sort of causal process
through which the two could have contact») HeBO3MOXHO 3a-
MeHUTh «...0TO HABJIIOJEHVE HE OBDBSICHSET, KAKUM
OBPA3OM B CO3HAHUNU IMTMKACCO MOIJIA BO3HUKHYTb
CBS3b MEJXXY...». TIoHSITHO, YTO IepBbI/i BapMaHT — IPO-
MO3OKNI ¥ Tpebyrommit, 6ymyun MOACTPOYHMKOM, caMoii 6e3-
SKaJIOCTHOM pemaKkTyphl, HO HE MeHee ITOHSTHBIM JIO/KHO ObITh
¥ TO, UTO BTOPOJ BapMaHT — MCKakaeT ¥ MbICJIb aBTOpa, U Ca-
My ONMCBIBaEMYI0 cUTyauuio. Iloromy uTo: 1) HabmiomeHue,
B JIYUIIIEM CTy4ae, — 3TO KOHCTATalus (OeCKPUIILS) HEKOTO-
pOJ CUTyallMM M eil He IOJaraeTcss YTO-TO OOBSICHSITh (06BsIC-
HEeHMe — 3TO BCerga MeTepMUMHM3M, C KOTOPhIM Bakcanmamn
ITIOCTOSTHHO BBISICHSIET OTHOIIEHMS); 2) BaKHO MMETb B BUAY,
COIVIACHO aBTOPY, UTO 3T0 «TO, UTO» He TaKOBO, UTOOBI 3amycC-
KaTh HEKOTOpbIE TPOIECCH B TOJOBE XYIOXKHMKA («ObITh UM-
TUTUIIUTHBIM» HE PAaBHO abCOTIOTHO «OOBSICHSTH»), @ Be[lb TOJb-
KO B TAKOM C/Ty4ae CBSI3b MEXKIY pa3sHOBEIMUKMMY (HeHoOMeHaMU
(bu3uKa U KMBOIMMCH) MOXKET OOCYKIAThCS KaK peasibHast (Kak
HEeKOTOpasl «Belllb» M, KCTaTW, HUKAKasl He «CYOCTaHIUS»,
o ueM Hwmke). Ilepem Hamu, HAmMOMHUM, (QyHIaMeHTa/lbHas
npobnemMa T.H. KyJbTYpHO-MUCTOPUYECKOTO MapayjieNin3ma, pe-
naemasi, Hanpumep, IlaHodckMM uvepe3 yKa3aHue Ha o6IIMe
(BepHee, 5KBUBAJIEHTHbIE) CTPYKTYPbI, C OJHOI CTOPOHBI, MEH-
TQJILHOCTY ¥ TIOBeHeHus (rabuUTychl) U, C APYToil, — BU3Yyaslb-
HOCTY ¥ MU300paskeHusl (TelITaabTa), IPUCYTCTBYIOIIME B IIpa-
BWwIax (MaTTepHaxX) ITOCTPOEHMsI CXOJIACTMUECKOTO IMCKypca,
B HaBBIKAX apXUTEKTYPHOTO IIPOEKTMPOBAHMUS M B IIpMeMax
dukcaluy — Kak pas HabIIOIeHni 328 KOHKPETHbIMU apXUTeK-
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TOHMYECKMMM (opMaMM: TOTBKO B ITOM C/Tyyae JIETUTUMHO
TOBOPUTb, HATIPUMED, O CBSI3M MEXKIY TOTUKOI U CXOMACTUKOIA.
B mepeBofe BCS 3Ta KOHKPETHAsl 3MMUCTEMOJIOTMYECKasi MOJIO0-
IJleKa HapylleHa M paspylleHa (peyb MIET COBCEM He O TOit
HayKe, KOTOpasi OObSICHSIET, ¥, OBITh MOXET, PeUb UAET He CO-
BCEM O HayKe — a, HallpMMep, O «KPUTUKE», KOTOpas TOXe
ycepaHO yOupaeTcs U3 IepeBojia, 0 YeM — TOXE HIDKeE).

06 sToM (puHan maHHO (passl, TIe TOBOPUTCS, YTO HEKTO
(B mepeBofie OISITh O6e3amMyHass KOHCTPYKIMS) BbIHYKAeH «BbI-
PABOTATD ITPMUMHHBIN ITPOLIECC» [one would have to work
out some sort of causal process through which the two could
have contact — 76]. B opuruname He roopurcs: «IIPUY-
MATDb IIPUYMHHO-CJIEOCTBEHHVYIO IEINOYKY», T.K. 3TO
He ¢aHTa3nu, a Kak pa3 TOuHbIf modus operandi, 06BSICHUTEND-
Hasl CTpaTerusi BCSIKOTO JeTepMUHM3MA, M aBTOP TEKCTa M03BO-
JISIeT 371eCh, BUAMMO, HEKOTOPYIO MO0 OTHOLIEHUIO K HEMY UPO-
HUIO.

U, HaKkOHell, caMoe IJIaBHOe: B KOHIIe ab3alla HeT HMKAKOTO
«JIOTUMYECKUA MBIC/IAIIETO MCCAENOBATE/SI», a ecTb
HEKTO, KOTO aBTOp KHUTU ¥ aBTOP OYE€Hb BaKHOW, OPUTMHAIIb-
HOJ ¥ TIOTOMY COBCEM HEIPUBBIYHON METOHOIOTMYECKO KOH-
uerniuu uMmenyer «MH®EPEHITUAJIBHBIM KPUTUKOM»,
YyTO OBI 3TOT TepMMH HU 3HAuUMI. OMHAKO KpaifHe BaKHO, UTO OH
3HAUUT OYEeHb MHOTOE€ ¥ 3aMEHSITh €r0 HeOIpeHeIeHHbIM «JI0-
IMYECKUM MCCIeAoBaTeIeM» IIPOCTO MPecTynHo (6yATo aBTOp
paTyeT JIUIIb O TOM, YTOObI UCTOPUKU UCKYCCTBA CJIEAVITA 3 JIO-
TMYHOCTBIO CBOMX «M3bICKAHMIT»). TO Kak «auddepeHIInamb-
HOe MCUMCIeHMe» IIepeBecTU «CTPOro AeTaIM3MPOBAHHBIM IO -
CUEeTOM».

B cnenmylomem a63aile Mbl BHOBb CTaJIKMBAeMCS C IepeBo-
IOM pas3roBopa u3 cdepsl peasbHOCTH B chepy YCIOBHOM yMO-
3PUTENbHOCTU-TIPUOINU3UTETbHOCTH: IIPUBJIEKaeMbIM K OOCYK-
IEeHUIO MICKYCCTBA Hayke U ¢uaocoduy BMEHSIETCS B 00sI3aH-
HOCTb BCe-TaKy OBITh YCTPOEHHBIMU TaK, 4T00bI «TJOCTATOYHO
[MPSIMO BKJIFQUATH B CEB4 OIMPEOEJEHHYIO BEIb, UMEIO-
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YO OEJIO C BM3YAJIbHBIM OIIBITOM M, COOTBETCTBEH-
HO, C BO3MOXXHBIM XAPAKTEPOM W3OBPAJKEHUS» (the
science or philosophy invoked must be made to entail fairly
directly a particular thing about visual experience and so about
possible pictorial character, 76). MiTak, BHOBb Bellib (ITOKa MH-
TPUTYIOIIe HeollpeeeHHass, HO MHOTO00eIaoIIasi), HO HMKaK
He «BOIMPOChI», KaK B IepeBofe, M, KCTaTH, He <«CBOJCTBa»,
a OTISITh JKe Xapakrep. [IpMbAM3UTETbHOCTD MTEPEBOIA OTpaXkaeT
MPUOIV3UTETHBHOCTD TOHMMAaHMSI, UTO BBIPAXKAETCSI B MOMBITKAX
VKJIIOHUTBHCSI OT OYKBAJIbHOCTM Pa3roBopa, XOTS 06 O4eHb KOH-
KpPeTHOM «Bellu», UMEHYEeMOI 3PpUTENbHbIM (M 3PUTEIbCKIM)
OTIBITOM — BCSI pa3bupaemas riaBa.

ABTOp TIpU3HAETCS, YTO OymeT HamesThCs, B CBSI3U C MPU-
BJI€UeHMEM HayKu U pwtocoduyt, Ha BO3MOKHOCTH «1306pasu-
TeJIbHOTO Koposutapus», T.e. «<KAK BYITO HAYUHAS MBICJIb
OKA3AJIACH ITPUITIAIIEHHOM HA BPU®WHI, YCTPOEHHBINI
XYOOXHUKOM OJI U 110 TIOBOAY CAMOI'O CEBS» («...the
scientific thought could enter the painter’s self-Briefing, 76).
OnsiTh, MSTKO TOBOpSI, He TMIpOCTasi MaHepa BbIPaskaTbCs,
HO TYT-TO U TOTpe6GOBasoch 6bl BHSITHOE KOMMEHTMPOBaHME
C COXpaHEeHMeM KpaliHe BaKHOTO [jis1 BakcaHma/ia KOHIIENTa
«Brief» (310 mepBast mmaBa kuuru (p.30ff), rme ommceiBaeTcs
Ipoliecc IpeBpaleHns BOoOLe «MOCTa», 3ayMaHHOIO K CTPO-
UTEIbCTBY, T.e. 3aMbICJla, CpPaBHMMOTO C  «3apsimoM»
T. e. Charge, B ero «brief», T.e. MHCTPYKIIMIO-MO/IE/Tb, TIOTYYEH-
HYIO B pe3y/bTaTe yuyeTa BceX (GaKTOPOB U YCJIOBUI CTPOUTENb-
CTBa; MMEHHO OCO3HaHME CBOMX BO3MOXHOCTEN U Ipobiem
M TIONBITKA MX pellaTb — CyTh TBOPYECTBA, M 3TO eCcTh «self-
Briefing» XymoskHMKa, Ha KOTOPBIi MPUIIANIAe€TCS B TOM UMCIIe
M HayKa: XYOOKHMUK KPAaTKO MHCTPYKTUPYET cebst, HO U «OTYM-
ThIBaeTCs» 0 cebe, c 0OHAPOMOBAaHMEM, TaK CKa3aTb, CAMO-Me-
MoOpaHayMa — B (hOpMe U3TOTOBJIIEMBIX UM M306paskeHuit (cp.
YYTh paHbIIle: <U3TOTOBUTENb M306PAKEHUS MUY UHOTO MUCTO-
pudeckoro apredakra — 9TO YeJIOBEK, KOTOPBIl U ajgpecyer
[Ham] mpobGseMy, (GUHAIbHOE UM KOHKPETHOE pelIeHyue KOTO-
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poit — TO, 4YTO OH mpousBea» — c. 14—15). durypupyiomas
BMecTo 3Toro «XYJIOJXKECTBEHHAS ITPOBJIEMA, KOTOPYIO
CTABUT IEPEJl COBOM XYIIOXKHUK» (336), — upe3BbIYaitHO
3aTepThIif 000POT peur, a6COMIOTHO YHUUTONXKAIOIINIT OCTPOTY,
HOBM3HY U TIOYTYU UTO SKCIIEPUMEHTAIBHOCTD SNUCMEMON0zuUe-
ckotl mbicau bakcangamia. OHa — CO3HATENIbHO MPOBOKATMBHA,
MpuU3BaHa BbI3bIBATb COMHEHMUSI M KPUTUUECKUE YCUIIUS TI0 OT-
HOIIIEHUIO K cebe («MCIOab30BaHNMe He paay KPUTUKU pe3yiib-
TATOB KPUTUKM — BbIFAeT ee GecIionesHoCTb» — 136). B jio-
60M Ciyyae, HEMOHSITHO WUTHOPUPOBaHME (BUOMMO, B CUITY
HEe3HAaKOMCTBa C HUM) PYyCCKOTo (yke pycckoro!) «opuda» (Ha-
TIpUMED, «aPXUTEKTYPHBIN O6pUd» KaK «TeXHUYECKOe 3aJaHue»,
ucxopsiee, KCTaTH, OT 3aKa3uKuka, HO He OT CaMOTrO IPOEeKTU-
pOBIIMKA).

U cTomb ke HeIOHSITHO, [IOUeMY KOPOJUIapuit IMIIUIICS CBO-
ero aTpmoyTa «1M300pa3suTeNbHbIi» (KCTaTH, Jajiee 3TOT aTpubyT
TIOSIBJISIETCSI, HO B HECKOJIbKO BBIUYYPHO-apXau3upoBaHHOM (op-
Me <«KOpOJIIAPUIA O... JXKMBOIMCU», UTO KapAMHAJbHO He TakK
BO BCceX KOHTEKCTaX, 0 YeM HIKe — C IPUCOBOKYIJIEHUEM O HO-
r'0 3aI1034aJI0r0 MCK/IIOUEHMST).

Henb3st BMmecto «SI BYTY TPEBOBATb HEKOTOPOI'O YKA-
3AHUSA HA ITOITYCTUMOCTD TOT'O, YTOBBI /IBA YHUBEPCY -
MA B JAHHBIN TTEPMO/, MOIJIM BCTYIIATH B 3TOT'O POJIA
OTHOIIEHME», roBoputsb, 6yaTo aBTop cam «XOUET HAWTU
JOKA3ATEJIbCTBA» BBIIIEYIIOMSHYTOTO OTHOUIEeHUS
(«indication» opurMHasia — KpaiiHe TpPOAYMAaHHbI TEePMMH,
He CKpPbIBAIOUMII CBOEl «MHIEKCATbHOCTU» U Te€M CaMbIM —
YKJIOHSIOMIVIACS OIISITh K€ OT 06BSICHUTEIbHOM MOIEN HayIHO-
ro 3HaHMUsI, 60pbOY C KOTOPOI1 B TOJIb3Y Uaeorpadpmueckoinl Mo-
e aBTOP KHUTU MOCTYIUpyeT B caMoOM Hauase [IpenucioBusi:
06BsICHEHME IPEeBPAIAETCS OUeHb CKOPO B J€CKPUTIIINIO).

U Ta ke mpo6inema, Korga Bmecto «®OPMA YTBEPXIIE-
HUS, HA KOTOPYIO 4 BYOY HAIIEJIEH» («...the form
of statement I shall be aiming for is...», 76), 3amensieTcst Ha <«
bYIY CTPEMUTDHCS K BBIBOIY»! Kak «yTBep:kaeHue» mpeBpa-
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TUJIOCh Cpa3y B «BbIBOA»? Kak 06CyKmeHMe CTPYKTYPbI (GOPMBI),
KOTOpasi MO/DKHA Mpekae Bcero o6ecreunTh MpoTeKaHue IuUC-
Kypca, MOXHO Ha3BaTh BbIBOmOM? TeMm 6osiee UTO MIET peub
MMeHHO o0 ¢opMe (CTPYKTYpe), TaK UTO, €CIM Ha3bIBaTh BELIU
CBOMMM MMeHaMM, CO3HaHMe MepeBogUYMKa JIOMYyCKaeT, UTO BbI-
BOZ, BXOOUT B BbICKa3biBaHMe, MpegHa3HAUEHHOE JJI51 TTOCTpoe-
HMSI BbIBOZA: CTPYKTypa BBICKAa3blBaHUSI — 3TO €r0 BBIBOM, S
He TO YTO MPeABOCXUIIAID BbIBOZ, & OTOXIECTBJISIIO €ro C BO3-
MOSKHOJ (hOpMOJi BbICKA3bIBAHUS, SI «BBOA» HAa3bIBAI0 «BBIBO-
ILOM», BXOJISI, BBIXOXKY...

He «BUJHBIE» (B cMbIC/I€e BbIAAOIIMECs, SHAMEHUTBIE U 3a-
MeTHbIe HEBOOPYKEHHBIM I71a30M) JIIOAY, & UMEHHO «pejieBaHT-
Hble», OTHOCSIIMeCs K Aeny, He «KPVYT WOEU WU IMOAXOdy»,
a «KOHILEINTYAJIbHBIM PECYPC WU OUCIIO3ULINS-TIOJO-
JKEHUE [IEJI]», He Hekoe «PABOYEE 3HAHUWE», a «®YHKIINO-
HAJIBHO OBYCJIOBJIEHHOE OBJIAIAHUE» (BnameHue ¢GyHK-
IIMOHAJIbHBIMM acHeKkTaMy — 3TUX CaMbIX pecypcoB U T.I.),
He «OYEBUIIHBIE CBOVICTBA», a «HABJIIOODAEMBIE KAYE-
CTBA» (11po oueBUHOE HeUero ¥ rOBOPUTH, M TaK Bce MOHSTHO,
a HabGomaeMoe — MpUIJIalieHe K pasroBOpy, YYaCTHUKY KOTO-
poro — uMeHHO HabmiomaTtenu: «can be shown to have had
such-and-such a conceptual resource or disposition,
functional possession of which by X would be entailed
by such-and-such an observable quality in his pictures», 76).

HWTak, nmpobneMy MOXKHO cOpMYIUPOBATh CIETYIONIUM 00-
pasoM: TIOHVDKEHHAsi OCTPOTa KOHIIEMNTYa/bHO-TTOHSITUITHOTO
3peHus, He MO3BOJISIONIAsl BUETh BCe HIOAHChI, OTTEHKU U TeM
6oee «Basiepbl» cMbIcyIa. OMHAKO I7IaBHAs Mpo6ieMa B TOM, UTO
Mbl HaXOAMMCS JIUIIb Ha TpeTbell CTpaHulle mepeBofa U3 JBa-
nuat BocbMu! IIpomoskaTe pa3sbop B 3TOM Ke TeMIle U C Ta-
KMM >Ke YPOBHEM paspellieHUs] — 3HAUUT [epPeBOAUTh TEKCT 3a-
HOBO. O6paTMMCS K KOHIIY IVIaBbl, IIe COCPEIOTOUEHbI KpaiiHe
BakKHbIe MBIC/IM (He «uaeu»! ) U IMOCMOTPUM, BO UTO OHM IIpe-
BpaTWINCh B mepeBofe. [Ipu ToM, UTO Mbl, TTepeUUTHIBASI OPUTU -
HaJI, OTMeYajiu KIoueBble MOMEHTbI, IIepeBOJl KOTOPbIX — TOXe
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OKaXXeTCs B TOJIe Halllero BHUMAaHMSI, HO B BUJI€ OTAEIbHbBIX BEX
Ha TyTU K QMHAIy 3TOH, CKaskeM IIPsSIMO, MHOTOCTPaJaTbHO
[71aBbl.

Tem He MeHee, UTOOBI IOKa3aTh, UTO MeKCM NONpocmy
He 8buUMAH — TIPOOEXMMCS ellle 0 OmHOI cTpaHuie (76—
79/337):

— MpOMyIIeHO yKasaHue Ha colour, yTo BakHO (BO (bpase
0 He-sMImpusme XVII B.);

— corollary — He 06s13aTeIbHO ITePEBOIUTD KaK KOPOJLIapuii
(B PYCCK. 3TO TPaAUIMOHHO — « (OOMOJHUTE/bHOE) CJIeCTBUE,
BBIBOA» U T.M., TaK, HAIIpUMep, B MaTeMaTUUEeCKUX TeKCTax);

— YIIOTPeOJIEHO «K., Kacallyecs...» — Jajiee OyIeT «K. 0...»
(M oyeMy-TO — BO MHOX. UMc/ie, B OpUrnHasie — ef.);

— He KUBOIINCh, a U300paskeHue (pictorial), UTo BaskHO, T.K.
MIPUCYTCTBYET B OpUTMHAJIE U cO6CTB. painting;

— nepeBof, vulgar He cornacoBaH: OGHOBPEMEHHO IMPUCYT-
CTBYET U «BYJbrapHbBIN», U «IOMYJSIPHBIN» (TTOCIEeAHUI, KOHEY-
HO, IPEATIOUTUTENIEH);

— knowledge — «3HaHue» (06 00beKTE), HO He «MHGPOpPMa-
I¥sI» O HeM (CMellleHa M YIpolleHa SMUCTeMOJIoTUYecKas Ia-
pagurma: 3peHue He MeIMyM HEKOTOPOTrO 3HaHMS, Kak OYyaTo
3HaHMe — TMepenavya MHQOpPMAUNM, HANpPUMep, OT OObEKTa
K CO3HaHMIO, a €ro B JaHHOM CJTyyae UCTOYHUK WIN YCIOBUE —
Y 3TO OYEHDb PasHbIe BEIlN);

— cIyTaHa HyMepauusi mpuMedyaHuii OpuruHaga: B OpUTHK-
HaJie Kaxk/Ioii pybprKe COOTBETCTBYET CBOSI TPYIIIIA CChIIOK;

— uutaTta u3 HploToHa — B opurMHase 6e3 CChUIKM (CChLI-
Ka Ha aHIV. U3[. B TEKCTe IepeBOfa BHeCeHa IepeBOLUULIeN,
MpU TOM YTO CYLIECTBYeT aBTOPUTETHbBINI — M ropasmgo Gosee
TouHbIii — mepeBon C. BaBuioBa (disposition — He «crmoco6-
HOCTb», a IO KpaliHeil Mepe «IIpeapaclojoKeHre», Kak U Ie-
peBoauTcs nanee (338), He «B dopme ayueit», a «B popme LiBe-
TOB»);

— OOWIMpHbIE TIPUMEYaHUs OPUTMHAJA C TPUBEIEHHbIMMU
nuTaTamMu u 6ubnnorpaduuecKMMy IKCKypcaMu 0e3KaJoCTHO
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COKpallleHbl 6e3 yKasaHMs KYIOp (MakeT M3OAaHUS TO3BOMSIET
COXPaHUTb BECh 00bEM HAyYHOTO arlapara);

— yhopolleHue U UCKaxkeHUs: opuruHana: He «[IPOU3BO/I-
HBIE», a «®YHKLW» uyBcTBa ¥ pa3yma (Kak GYATO YYBCTBO
M pa3yM TpOM3BOAAT I[BeTa WIM KaK OYyATO I[BET — TpaHC-
dopmanus 4dysctBa M pasyma), He «I10JI BO3JEMCTBUEM
OIIPEOEJIEHHOI'O BUIOA YACTUII», a, Hampumep, «IIPOSB-
JIAIOUIMECS, KOTHA TIOCJIEOJHUE (UYBCTBA U PA3VM)
OKA3BIBAIOTCSd ATAKOBAHHBIMU YACTULIAMU, HAXOOS-
MYMNCST B CIEHUONYECKOM COCTOSHUUW» (functions
of the beholder’s sense and mind when assaulted by a specific
condition of particle», 78);

— JIOKK He «Cco3Jajl» TICUXOJOTUIO, a <IIPeIIONKUIT»
(provides);

— Mocaef0BaTe/IbHO YHUUTOXEHbI aBTOPCKIME KYPCUBBI («...
sudems, HaTIpUMep, chepy», HO He «yBUIIETh, HAIIPUMED, IIap»);

— MCKaXeHMe CMBICJA TIpU TIOTMbBITKE «OOJETYUTh» TEKCT:
He <«BJIATOIAPS OIIBITY W CPABHEHMIO PA3HBIX YYB-
CTBEHHBIX BIIEYATJIEHVM Mbl YCBAUBAEM CBSI31 MEX-
Oy OIPEOEJIEHHBIMM YYBCTBEHHBIMU ,CTPACTIMMN"
Y OIMPEOEJIEHHBIMU KAYECTBAMU MATEPUU», a «B OIIbI-
TE [BOCIIPUATHUS] U CPABHUBAS [CBOU] UVBCTBA,
MBI YAMCS ACCOLIMMPOBATD CIIELIMONYECKUE CTPA-
CTU, KOTOPBIE UCIIBITBIBAIOT YYBCTBA, CO CIIELIVI®UYE-
CKMMU KAYECTBAMUM CYBCTAHLMWN» («by experience and
by comparison between senses we learn to associate specific
passions of a sense with specific qualities of substance», Ibid.)
VoyiieHo KioueBoe MOHSITKE «acColMaIMmn», COXpaHeHue KOTO-
pOTr0 TOJIBKO U COXpaHSeT CBsI3b MexxAy JIOKKOM M, HampuMmep,
acCcoOLMaTUBHOM IICUXOJIOTMEN, Ube MeCTO B MCTOPUM U IICUXO-
JIOTUM, Y UCKYCCTBO3HAHMSI — Oojiee yeM CymecTBeHHO. «Cy6-
CTaHIIMSI» PeBpallleHa B «<MaTePUIO», UTO HUMKAK He IpYeMIeMOo
(cybecranims — BakHoe MoHSTMe M y HploToHa ¢ JIOKKOM,
u y bakcaHpamia). A KpoMe TOro, B MEpeBOie B Ja/bHENIeM
OHA TIPEBPAIIAETCS B «PEATbHOCTb», M ITU KOJMEeOaHUS MEXITY
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«KBa3M-MaTepUaIM3MOM» M <«IICeBIO-peaau3MOM» — IIPOCTO
HOHCEHC;

— To ke camoe pganbiie: He «OCMBICJISIS CBSI3b MEXIY
HUMU» (OLLYIWEHUSAMUM), Mbl ®OPMUPYEM WUJIEIO IIAPA,
a «<KOMBUHUWPYS [TOCPEICTBOM PE®JIEKCHMUM 3TU OILY-
[IEHVS, Mbl BBIPABATBIBAEM (BAPWAHTBI: BBIBOAVM,
PA3BVBAEM) UIOEID COEPBI» (Thus we learn empirically
to associate, for example, the sensation caused by a touched
sphere with the sensation caused by a seen sphere and,
reflectively combining these sensations, we develop the idea
of a sphere»). OCMBICIATH CBSI3b — 3TO Kak OGY[ATO CBSA3b CyIle-
CTBYET caMa IT0 cebe, a MbI ee KaK Obl OKyTbIBAEM CBOVIMM MBbIC-
asvu. PopMUpoOBaTh UIEI0 — OYeHb IPUOIKU3UTEIbHAS POpMY-
JMPOBKA, YMHOKAIOMIASI CYIIHOCTH: UTO 3a ¢opMa IIPUMEHSIeTCS
K upee, eCJIK cama ujies Kak 9iimoc 1 ecTb yke dopma? Tem 6o-
Jee UTO Jajbllle MAes CTAaHOBUTCS WMHCTPYMEHTOM 3HaHUS,
HO HMKaK He cofepskaHueM, KOTOpoe, IoyyaeTcs, eciy Mbl MC-
roimb3yeM «odopMieHue»! Eciu ke ecTb HeKoTopast ¢gopma,
crioco6Hast oGopMUTHL caMy UIEI0, TO 9TO YyKe Ta caMasi «BPOXK-
IleHHasT uAesi», C KOTOPOii 6opeTcst aMIupu3sM, 1 JIOKK mpeBpa-
maetcs B JleitbHuIla, a BepHee — gaxke B KaHTa;

— apparent — He CTOUT TMEPEBOIUTb KaK <«BUIVMMBbIii»
(79/338), T.K. 9TO XapaKTepUCTHKa IiBeTa (KakK OYATO ecThb
¥ HEBUIMMbIE IIBETA...), IOHSITHO, YTO 3[1eCh — <«KaKYIIMecs»,
«SIBJISTIOIMECSI», T.€. IBET KaK (heHOMEH, CEHCOPHBII CTUMYI,

— «...0TN NJEN HE JAIOT HAM OIIOPHI IJI4 EE [KAPTU-
HbI] UCTOJIKOBAHUS» (339) Bmecto «...HE TIPENJIATAIOT
CKOJIbKO-HUBYIb YETKO U IPSIMO, 3A UTO YXBATUTHCH
B KAPTHUHE, I10 OTHOIIEHMIO K KOTOPOI HAIII ITEPBUY-
HbINM 1OJIT OBbSICHEHUS OCTAETCS B CUJIE» («but they do
not offer any very clearly directed purchase on the picture,
to which our primary explanatory duty is due», 80). Eme pa3s:
KOJIM3MsI KHUTYM — B TEepexofie OT MCTOPUYECKOTO «OObICHe-
HHUsI» KaK pa3 K 0C000TO pojia «MHTEePIpeTalymn», AJi1 KOTOPOii
y aBTOpa MPUITACEHO CBOE HAa3BaHMe U CBOSI KOHIenus («uHbe-
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peHLMaNIbHasT KpUTUKA»). [IJIT aBTOpa Ke mepeBoja 00bsICHEHe
M MHTepIIpeTalusi, o-BUAMMOMY, CUHOHVMMBbI;

— colour devices — 11BeTOBBIe 06pa3oBaHMsI, KOHCTPYKIIUHA,
HO He «IIpueMbl» (IocaeqHMe OTHOCITCS K MOPSAKY MOCTPOEHUS
1300paxkeHNsI, a OpUTHHAIEe — OIKCaHMe yKe TOTOBOTO IPOu3-
BeIeHUs);

— B OIMCaHMe, KCTaTH, — He CTOUT BHOCUTD JTOTIOTHUTEb-
Hble cymHocTH («COBEPIIEHHO $BHASI 30HA YETKOCTU
[TPOXOIMUT T10 JIMHUU, OBPA30OBAHHOI YAMHKMKOM, KU-
CTbIO PYKU Y CAMOV PYKOI, I BHYTPU 3TOM 30HBI HEKO-
TOPBIE BEIIIY C®OKYCUPOBAHLI C BOJIbIIEN PE3KOCTbBIO»,
Ho HuKaK He «B 30HE YETKOCTU HAXOOUTCS INIOCKOCTD,
OBPA30BAHHAS YAIIIKOM, KMCTbIO I PYKOW, A BHYTPU
ATO IIJIOCKOCTU HEKOTOPKLIE YYACTKU COOKYCHPOBA-
HBI PE3YE JIPYTUX» — 80/339: «There is a determinate plane
of distinctness on the line of teapot, hand and arm; and within
this plane some things are more sharply focused than others»).
IMocne sToro omMcaHus aBTOP KHUTU 3a/1ae€TCS BOIIPOCOM, UTO
9TO BCe TpeAcTaBIsieT-u300paskaeT (represent), HO HMKaK,
He UTO 9TO BCe 3HAUUT, KaK Mbl BUIUM B IIEPEBOJIE;

— uAel0 U3 BHeENIHero Mupa (MIM IIPOCTO «BHEIIHIO
UIel0») Helb3sl 3aMEHSTh Ha «UyXIble MIeu», a MHTEHLUIO,
O KOTOPOil B KHUIe€ — OCHOBHO/ 00BEM U TEKCTa, U WUIOEH,
U TIPUCYTCTBYE B 3aIVIaBUM — Ha «3aMbICeT»;

— «perucTpainus cIoBaMiu» He eCTh «Illepenada C MOMOIIbIO
CJIOB» (CYIIECTBEHHO COXPAHUTb TEPMUH U3 apceHasia aHAIUTH-
yeckoit ¢umocoduu, moguepKuBaloninii HelTpaabHbIN U, Cie-
JloBaTeIbHO, BepubUIMpyeMblii XapaKTep 9TO MPOLeAYPhI);

— OIHMM M TeM Ke CJIOBOM <«KapTuHa» IepeBOISTCS IBa
pasHbIX CJI0BAa OPUTMHANA — <«M300pAKEHME» U «KUBOIUCHY,
YTO CTPAHHO, XOTS, ObITH MOXKET, — IMPOCTO HEBHMMATEIbHOCTbD,
HO MyTAaloNIast Kak pa3 o6IIyI0 KapTUHY;

— KpajiHe NPUMHLUIIMAILHO He noaMeHsTh «[IEPUMEPUI-
HbIN [6ykB. — HerenTpanbubii] MATEPUAJT» Ha «HEOXKU-
JAHHBIE NCTOYHNWK»;

110



— elje CyLIeCTBeHHelN He YKIOHSThCS OT MBICUIM aBTOpa
u He noameHsaTh «BO3MOXXHOCTH PA3BPABOTATH B HEKO-
TOPOM POJIE AJIBTEPHATUMBHVYIO XYIOOXECTBEHHYIO
KPUTUKY, ITPUMEHUTEJIBHO K 18 CTOJIETUIO» Ha NONBITKY
«PEKOHCTPYUPOBATbh HEUTO BPOJIE AJIbTEPHATHBHOI
XVIIOKECTBEHHOM KPUTUKU 18 BEKA». IToBToOpsito, mpes
KHUTYM — BO3MOXXHOCTb ¥ HEOOXOOMMOCTb MAJIS HaIMX ITHeN
MHOV TeOpuM U TPAKTUKU (KpUTUKK). VIHOM, MO OTHOLIEHUIO
KaKk pa3 K akaJgeMMyecKoil HayKe, COBpeMeHHOl bakcaHmamry
(ayTsp BoIlIe (80/338) B OpUrKMHalie TOBOPUTCA O TOM, «4€M MBI
3aHMMaeMCsl B HacTosiee BpeMs (at present)», XOTS B Iepe-
BOJle — HeKMe «MCCIefOBaHMUS, KOTOPBIMU 3aHUMAEMCSI MbI»).
JTa LleHTpaJdbHasl MbICJIb KHUTU, M OHA MPOCTO MUCUe3sia U3 Te-
peBO#a: HET HUKAKOM «pPeKOHCTPYKIMM» M B TOMMKHE, 3aTO
€CThb MMEHHO ([T0Ka He Ha3blBaeMOe) KOHCTPYUPOBaHME HOBOTO
U aTbTepPHATUBHOTO TMOAXOAA, T.e. He pelpe3eHTalus, a mpe-
3e”HTauus. M TO, 4TO HaMepeH [henaTh ¢ KaptuHoil UlapmeHa
aBTOp KHUTU OISITh K€ — BOBCE He MHTeprpeTauus: Heolpe-
JleJIeHHOCTb HaMepeHMI1 aBTopa clefyeT COXPaHUTh — OHA OT-
pakaeT caM XOJi aBTOPCKOTO [OUCKypca, BOBCE He IOXOKero
Ha BepeHMIly OOIIMX MEeCT M TOTOBBIX ¢pa3 (KCTATU IOITOMY
Ba)KHO coxpaHuTh uMeHHO «thinking about painting» (81), uto
He eCTb «IpeACTaBlIeHus O XXuBomucu» (339), a cama TekyIas
MBICJIUTE/IbHAST paboTa, MPOM3BOAMMASI IO ITOBOMY JKMBOIIM-
CY — MIMEHHO «B HACTOSIIIee BpeMs»);

— QHAJIOTMYHO, eCJIM aBTOP FOBOPUT, UTO KejaeT « YCTAHO-
BUTD (TO MAKE) OTHOIIEHUWA...», TO He/lb3s epeBOAUTD Kak
skenanme ux «PEKOHCTPYUPOBATD» (89/344). Emie pas: uc-
KyCCTBEHHAsl <«MCTOPU3ALMS» JIEKCUMKM KHUTUM — abGCOMIOTHO
He MOTMBMPOBaHA U HeMpUeMIeMa, 160 TPOTUBOPEUYUT IITUCTE-
MOJIOTMYECKUM MHTEHLIMSIM ee aBTOpa;

— 3abaBHOe cocencTBO (340) «CTEKIOBUAHOTO TeIa» U «XPy-
CTaJIbHOTO I'yMopa» (BOMpPoC, 6e3yC/IOBHO, K KOPPEKTOPY, KOTO-
pOro, OHAKO, COTIACHO BBIXOAHBIM AAHHBIM KHUTU, MPOCTO
HeT!);
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— aHaJOoTMYHasI KOppeKTopckas Mejoub — «bu3nuosormnye-
cKkast poBesi», BMECTO, TTIOHATHO, pusnveckoii (341);

— HO YK€ He CTO/Ib MeJIKOBaTO APyroe MCKakeHue: BMeCTO
«ECJI OTYETJIMB TEPEJHWM IJIAH, TO OTCYTCTBYET JIU-
CTAHIUA N VICE VERSA» umeem «mbi BUAVIM OTUYETJIIBO
JINBO MEPEJTHU TIJIAH, JIUBO 3AJTHUI» (84/342). HemousiT-
HO, TIOYEMY TI€PEBOJI, He TIOMMHAET PacCTOsTHME BHYTPU M306pa-
SKeHUS;

— Jajee — TIPOIMYILEHO OIpeneneHne obpas3a Kak MMEHHO
peTuHaNbHOTO (86/342) 1 BpallleHUe Ila3aMu 3aMeHEeHO Ha UX
«CKallIMBaHMeE», UTO €CTh HEUTO MHOE (TaM Xe);

— OIIATH Ke HeCyIIeCTBYIOUINIT KOPPEKTOP 3aMeTII Obl IPOo-
IyCK MpPeAJIOKeHUs] HeCKOIbKUMU CcTpaHuliamu nanee (90/344):
oTcyTcTBYyeT «But painting was also in his mind when he wrote on
optics and this led to certain important and novel perceptions, as
it were in passing» («HO >KMBONMCh OCTaBajach y Hero Ha yme, KO-
rIa OH Iucaa ¥ 06 ONTUKe, ¥ MYCTh KakK 6bI MUMOXOZOM, HO 3TO
TIPUBEJIO €ro K HEKOTOPBIM BasKHBIM M HOBATOPCKUM IpeLCTaB-
JieHUsIM»). KctaTu, B cieyoiieM rpejioskeHUI BCTpevaroIasicst
OTISITh JK€ «KMBOIMCb» B YME UUTATENST TIEPEBOMA AO/DKHA ObITh
yKe «u306pakeHueM» (3Ta MyTaHMIIA, ellle pa3 HaIlOMMUHaeM,
B IIepeBojie, YBbI, — MOCTOSIHHA: picture/painting). VI, paBHbIM
obpasom, «pictorial tradition» HMKaK He «XyoOKeCTBEHHAsI Tpa-
ounus» (88/343). Bripouem, u «painters» cyTb MMEHHO <«KUBO-
MNUCIIbI», & He MPOCTO «XYIOXKHUKIY;

— TOYHO TaK >Xe «pictorial activity» He cTOUT NepeuHauM-
BaThb B «IIpOLeCC CO3MaHUsI KapTuHbD» (88/344), XOTS B TOM ke
NIpeIOKeHUM Kyha cepbe3Hell 3aMeHa «KPUTUKU U CaMO-KpU-
TUKU» Ha «pedUIeKCHUI0 1 camo-pediekcuio» (MbI YKe TOBOPWIIA
0 MeTO[I0JIOTMUYeCKOM acreKkTe TekcTa bakcaHmamia, rae «Kpu-
THKa» — KJIIOUeBOe IMOHSITHE: U300pa3suTebHAsI aKTUBHOCTD Xy-
IOKHUKA, B JTaHHOM ciydyae, [llapaeHa — ¥ eCTh MCTOK BCSIKOTO
KPpUTULIM3MA);

— 345: cTpaHHas MPOU3BOJIBHOCTL B TiepeBoje Ha3BaHMit
COOTBETCTBYIOIIMX KPACHBIX MUIMEHTOB: IIPOCTO «CoAepsKallye
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Jak» (T.e. Kparjiaku), MPeBpaTWINCh B «ITOJIyYeHHbIe U3 KOlle-
HWIW», a <BEPMUIbOH» OOPATUJICS TOYEMY-TO B «KMHOBaphb».
OGbsICHEHMIT ITUM TIPUYYIAAaM HalTM HEBO3MOXKHO (KpOME, BU-
IVMO, HENpPEeoIONMMOro SKeJaHUs YIOTPeOUTh CJIOBA <«KOIIIe-
HUIb» U «<KUHOBapb»);

— 347: «lJEHTPBI, HATINCAHHBIE OCOBEHHO OTYETJIU-
BO» — mpocTro He moO-pyccKku, TOrAa KakK MO-aHIJIUIACKUA —
«IIEHTPBI MAKCMMAJIBHO YETKOCTH» (3a4eM-TO MCKaXKeH
TepMUH, 6JIaromnoMyYHO MPOCYLIeCTBOBABIIMII Ha BCEX IIPebl-
IYIINUX CTPaHULLAX [IepeBOAA);

Hes3ameTHO MbI MOIOIUIM K IJIAaBHOW mpob6ieMe, OTYACTU
YK€ YIIOMSIHYTOV: 3aMeHa CYyOCTaHIIMM — «PeajbHOCThIO», UTO
BBIIVISIIUT MTOYTY YTO HEKMM KOHIIEINTYaJbHBIM caboTaskeM (Kak
6yaTO aBTOP HAKa3bIBAETCS 32 HEKYIO MTPOBUHHOCTD U €r0 TEKCT
rofiBepraeTcs MOYTH UTO MopyraHuio win guddamarun).

Ho mpesxme — mpo KOpoiapuii, K KOTOPOMY IpUOIMKaeT-
cs1 (corollary approximated) aBTOp M KOTOpBIii, CKOpee BCero,
IIPOCTO COIYTCTBYIOLIMIA BBIBOJ/CeNCTBUE (Mbl TOBOPUIIN YIKE
06 aTOM). 37ech BaKHO, UTO UMTATENIb C aBTOPOM KHUTU IIPU-
OmKaeTcsT K 9TOMY KOPOJUIapUIO-CIeNCTBUIO, KacalolleMycs
COBCEM HE KMBOMMCH, & U300paKeHUS (ITO «IMMKTOPUATbHBII
KOpOJIJIapuit», VIV BBIBOA, IIPMMEHUTEIbHO K M300paskeHMIO).
WHTepecHO, UTO 4yTh paHblile (92—93/346) aBTOp IlepeBOfa —
Kak ObI Jj1s1 IPOOBI — MCIIONb3yeT MMEHHO <«ITOITyTHBIE BbIBO-
Ibl», OYKBAJbHO Ha CJIeOyIONIeil CTpaHuIle IMpeBpaTUBIIMECS
yke B «kopostapuii». Kak 6yiTo aBTOp 1MepeBosa MOCUUTAI Py-
KOBOACTBOM K AEeICTBUIO CJIOBA aBTOPAa OPUTMHAjA KacaTeabHO
BO3MOKHOCTY ObITh M30aBJIEHHBIM OT M3JIUIIHETO PUTOPU3MA
MPUMEHUTENIbHO K TEPMIUHAM.

IMpob6neMa ke CyOGCTaHIMM TTPUOOpPETAET B MEPEBOMlE OUEHb
CKOPO COBCEM MPPAIMOHAIbHBIN XapakTep, T.K. ab3ameM HIKe
CyOCTaHIMS TIepecTaeT GbITh PEATbHOCTHIO, @ CTAHOBUTCS CaMa
co060ii.

Ho B cnenyromiem ab3aiie OISITh, TOJIBKO YTO Pa3bsICHEHHasI
CcyOGCTaHLMS OKa3bIBAeTCsl «peajbHOCThbIO»! CremyeT cKasaTb
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CRITIQUE OF PURE REASON

Cepeeti /I3ukesuu. «<Kpumuxka uucmozo pasyma» Ummanyuna Kawn-
ma. U3 cepuu «Texcmuwl»
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CO Bceif Ompene/eHHOCThIO, UTO CBO6OMA TepMMHOIOTMYeCKast
OpUTMHAaJIa KaK pa3 U Tpe6GyeT OT aBTOpa IepeBoAa CTPOTOCTA —
paay moaaepsKaHus 4ysK0i CBOOOIBI M He y3ypIlaliyiy TaKOBOJA. ..

A mHaye TekcT bakcaHzamia MpoCTO TEpPSieT CMBICI — OCO-
OGeHHO B KOHIIE I7IaBbl, 0 ueM Hike. Ho U coOBCceM CKOPO TepMu-
HOJIOTMYeCKOe TBOPYECTBO IePEBOAYMKA 3aCTaBisieT ero BBO-
muth BMecto «CYBCTAHIIMU CAMOW II0 CEBE» coBcem
crpaHHoe moHsatue «HEITOCPEICTBEHHO! PEAJIBHOCTH»
(348) — Kak OYATO M He CYIIeCTBOBAJO HUKAKUX CIIOPOB IPO
«BpOXKIEHHbIe uaen», tabula rasa u T.1., Kak 6yATO He MMCAIU
cBOM TeKkcTbl HM JIOKK, H HbioTOH, HY OM, HH... BakcaHman.

Ho, Kak Jierko BbISICHSIETCS IOUTU TYT 3Ke, 1eJI0 He B U3JIUIII-
Hell OHSATUITHOM (aHTa3uy, a B HETOTOBHOCTU TOBOPUTH C aB-
TOPOM Ha OJTHOM $I3bIKke U ypoBHe: BmecTo «JIYUU, [TPOELIVPY-
EMBIE OT MPEOMETA HA TINIOCKOCTb WM3OBPAXKEHUS,
BCTPEYAIOTCS C HEI ITOJI, ITPSIMBIM YIJIOM, A HE BHYTPU
[IEPCITEKTMBHON TIMPAMUIBI, BEPIIMHA KOTOPON —
[JIA3» Bce yke 3HaKOMbIM HaM 006pa3oM YIIPOIIEHO: MUCUe3au
ayun (BMECTO HUX IpoelypyeTcs cam IIpeqMeT) U BO3HUKaeT
kakasi-To «<KOHYCOOBPA3HAS IMEPCITEKTUBA» (349). Ho ecin
IepCIieKTMBa Croco6Ha BbIIepskaTh BbIBOpauMBaHue ceOs Iu-
BOPOT HABBIBOPOT («06paTHasl MepCrekTUBa», IpuiyemM, MUMeHHO
B OTe€UeCTBEHHOM y3yce), TO CO CMbICJIOM Takue Belly MPOu3BO-
IUTb BCE JKe HexKelaTelbHO.

UyTh BbIllle HETIOCTIDKMMOE U, O-BUIMMOMY, HEIIpeOo0Iu-
Moe keJlaHMe TleperMHauYuBaTh CJI0Ba 3aCTaBiiseT MepeBOaUMKa
TOBOPUTH O «pasMepax peajibHOCTU», XOTSI B OpUTMHAaje BCEro
JUIIb Ta K& CyOCTaHUMSI U ee pa3sMepbl (UTO ObI HE MMEIOCh
B BUIY IIOA, 3TOV camMoii CyOCTaHIMEe, 3T0O — HEeUTO BIIOTHE
KOHKpeTHOe, HO HMKAaK He «peaJlbHOCTb» KaK TaKoBas). MOKHO,
BC/IEN 32 MPEXXHUMMU TePeBOAUMKAMMY, YIIOTPEOISATh 3TO CIOBO
Kak Cy6GCTaHIMSI WM CTaBUTh B KaBBIUKM, UYTOOBI MTOIUEPKHYTh
HeCOBMaJeHMe C CEerogHsIIIHMM 3HayeHMeM 3TOr0 TepMMHa.
MOXHO ObLIO 6bI, KOHEUHO, MPUAYMAaTh 3aMeHY («CyOCTaHLIVS
Kak Belllb»), HO Y>K COBCEM He «peasbHOCTb».
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BoT eie mpumep CMBICJIOBOTO MCKaKeHUSI, BbI3BAHHOTO
>KeJIaHMeM CBeCTM TeKCT K M3OUThIM obopoTram peun: «IIEP-
CITEKTMBHOE M30BPAKEHME, OCHOBAHHOE HA OIIYIIE-
HUN, 1 OBBEKTVMBHOE BOCITPOV3BEIEHWE PEAJIbBHOCTW»
(349) Bmecto opuruHaibHoro — <«IIEPCIIEKTMIBHOE (MJI1
«CEHCYAJIBHOE») M30BPAJKEHUE M OBBEKTWBHOE (WJI1
«CYBCTAHIIMAJIbHOE»)». IIOHSTHO, 4YTO JIMIIEHO CMbIC/Ia
«1306pakeHye, OCHOBAHHOE HA...». ITO HMKAK He XapaKTepu-
3yeT CII0cob MOCTpoeHMusI, TeM 6ojiee, YTO B OpUTHHAJE ABA TU-
ma omHoro uzobpaskenust (depiction), a He U306paskeHMe U BOC-
NpoM3BefeHNe, M OHU Pas3auuamcs Kak pas Ha 0CHO8aHUU mo-
20, UmMo OHU u300paxcarom: TIepCIeKTMBa — 3TO OIIYIIeHMS,
0OBEKRTUBHOE (MM JIydllle — OOBEeKTHOEe) — caMy OOBEKTHI
(«06BEKTUBHOE BOCIIPOM3BEIEHME PeabHOCTU» — UyTOBUITHO
OTHAaeT MapKCUCTCKO-JIEHMHCKOM «3CTeTuKoi»). Ha Bompoc,
yTo M306pakaeT skuBomuch lllapmeHa, aBTOp KHUTM OTBEYAET,
YTO TOYHO — He CyOCTaHIMIO, aBTOp IlepeBofa — He peasb-
HOCTb (M CHOBa — Kakylo?). ApPryMeHT aBTOpa KHUTU: 3TO
He Tak — Toraa Obl OHA HAaIlOMMHaJA Obl apXUTEKTYPHBIN uep-
TEeX U eii He HykKHa OblTa Obl TaKash aKUMAEHIIMS Kak ILIBET, 3a-
MEeHSeTCsl B [epeBOe Ha «CJIy4ailHOCTb LiBeTa» (I0JIy4aeTcs,
€CTb U «HeoOXOaMMOCTh LiBeTa»? ). Kak, crpaimBaeTcsl, aKIy-
IeHIINMS — KOMILJIEMEHTapHOe MOHSITYE K CyOCTaHIIUM, TIpeBpa-
TUJIOCh B CJIy4aliHOCTb (KOHTUMHTeHLM0)? XOTs, C APYroi CTo-
POHBI, CHSIB TOJIOBY (CYOCTAHIIMIO), IO BOJIOCAM (aKIVAEHIIVSIM)
He [JIayuyT...

HasepHoe, ciemyeT npu3HaTh, UTO 3TO HEAOCTATOK CYOCTaH-
LMabHbI, Belb UyTh Aanee (350) mapagoKcaabHblii (110 hopMe)
BOIIPOC, CKOJIBKO «BOCIPUSITUSI BOCIIPOM3BENEHO» B KapTHUHE,
3aMeHsSeTCs Ha CKOJIbKO «peaJibHOCTM B Hell TpeiCcTaBeHO».
TombKO 4YTO OBLIO CKAa3aHO, UTO 3TO HEe peajbHOCTh, KakK
TYT Xe — Mepa peanbHOCTM! IloBecTBOBaHMe TepsieT CMBICI,
U BCe IOTOMY, UTO MCIIONb3YeTCs He TIPOCTO He TO CI0BO, a CJI0-
BO-TTIApPa3uT, KOTOPHIM MOKHO 3aThIKaThb JIIOOYIO ObIPY Oaske
He CMbIC/Ia, a TOHMMAaHMSI.
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PeasbHOCTM 3[leCh HMKAK HET M He MOKeT ObITh, Bellb caM
aBTODP KHUTHU OOBSICHSIET, UTO CyOCTAHIIMAIBbHOE N300 paskeHe —
9TO Kak y IIMkacco (Mbl MOI/IM ObI Ha3BaTh TaKOM TUIT U306pa-
SKEHUMSI KOHIIENTYaJbHbIM, YMO3PUTENbHBIM, CXeMaTUUYHBIM
M TOYHO ITPOTUBOPEYAIIMM BCIKOMY «BOCIIPOM3BEAEHUIO Pealb-
HOCTU»). [IprMeuaTesnbHO, UTO 3TO MECTO B IlepeBOjie OMYIIEHO.

Bo3MOXHBINI K04 K ITIOHMMAaHUIO U, COOTBETCTBEHHO,
K BOCIIPOM3BEJIEHUIO B TIEPEBOJE «CYOCTAHIIUU» — TPEUeCKMUii,
KOHEYHO ke, «MCXOTHMK» 3TO JaTMHCKOM KaJabKy (ee aBTOp —
CeHeka) — «MIIOCTaCb», T.e. MHAMBUIyaJIbHOE (JIMUHOE) CyIlle-
CTBOBaHMe uero-imbo, MHAUe — 3K3UCTEHIMSI, KOTOpas, Kak
M3BECTHO, HE MOXeT He ObITb TeJeCHOM, MO3TOMY «CybCcTaH-
UMsI — 3TO «MaTepuasibHasi TomocHoBa» (95/347). C mpyroii
CTOpPOHBI, Ba)KHAa M TaKasl TepMMHOJIOTMUEeCKas MpobiemMa Kak
OBICTPO CIOXKMUBIIASICS Tpamuivsg (HauuHasg ¢ KBMHTWIIMaHA)
CTaBUTh JIATMHCKYIO CyOCTAHIIMIO B COOTBETCTBME TI'DEUECKOI
Kak pa3 yxke ycum! 3TO BUIHO, HAIpUMep, B TpuUamoOrMye-
CKUX TekcTax HbIOTOHa, paccykzarliero, HalmpuMmep, O TOM,
KakoBa cybcranumst CB. IIyxa (M OMKO 6bUIO OGbI IEPEBOAUTH
9TO0 Kak Ero peajsbHOCTh: CMBICT cpa3y Obl MeHSICS — OYATO
BEeMMKUIT (UMK UM OPUTMHANIBHBI 6GOTOCIOB COMHEBAETCS
B Hem).

be3ycioBHO He OYeHb XOpOILIO MTHOPUPOBAaTh U OTeue-
CTBEHHYIO IepeBOAYECKYI0 TPaguLiMIo, OOCTOMHO TMOTPYLUB-
HIylocss B CBOe BpeMsSI M MMeBIeili onsim TepeBoAa BecbMa
HeIIPOCThIX TEKCTOB — BpOJie TOro ke JIOKKa: «...He IpeJCTaB-
a5 cebe, Kak /.../ MPOCTbIe UOEM MOTYT CYIIECTBOBATb CaMO-
CTOSITEJIbHO, Mbl NPUBBIKAEM IIpeAIojaraTh HEKOTOPBI Cy6-
cmpam, B KOTOPOM OHM CYHIECTBYIOT M OT KOTOPOTO HPOUCTE-
KaloT, a TIOTOMY MBI 3TOT CyOCTpaT HasbIBaeM cyocmadyueli —
«OTBIT O YelIoBeUeCKOM pasyMeHMM», KHUTA BTOpas, IViaBa
23 // Jlokk. CounHenust B 3 TT. M., 1985. nep. A. H. CaBuna).
CnenyetT MMeTb B BMJY, YTO CYGCTaHIMS MOXKeT ObITh CYy6-
CTpaTOM KaK U UJei, Tak U, Hanpumep, nercreuii! (Tam ke,
348). TIoHITHO, KaK Ba’kHO COXPAHSTbH 3TOT BIOJHE JIETUTUM-
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HbIII TEDMMH U COOTBETCTBYIOIIUII Y3yC B LEJOCTU U COXpaH-
HOCTH...

Vuaue roBopsi, CyO6CTaHUMUSI — 3TO «MHAVBUIyATbHAS CYIII-
HOCTb» (MOXXHO Jaxke ¥ BO MHOXeCTBEHHOM 4ucCie NPUMeEHU-
TeJIbHO K peainsiM Halllero Mypa TOBOPUTD O «CYIIHOCTSIX» IO-
YTU UTO B CMBIC/IE CYLIECTB, XOTSI MeTapu3NUIECKyI0 MOgOIUIEKY
Jake ONTUYECKUX OUCKYPCOB UTHOPUPOBATbh HMKAK HE XOPO-
I0). ABTOpP KHUTY TOBOPUT 06 3TOM COBCEM HEJIBYCMBICEHHO,
ynomuHasi criop Kamrmepa co cBouM yuuTenem ATbO6MHYCOM
M HaroMmHas, uTo cymectsoBaayu «CPEJICTBA BU3VAJIBHOI
PETUCTPALIMN CYBCTAHUUN OBBEKTOB KAK OIIIIO3NLNA
K X CEHCYAJIbHO-BU3YAJIbHOMY XAPAKTEPY — OTHO-
CUTEJIbHO 3PUTEJIA» (96—97). 3TO OpTOTOHAMbHBIN TUI TIPO-
eKLK («apXUTEeKTypHas mepcrekTuBa» B TepMuHax Kemrepa)
VIV «TEXHUYECKUII PUCYHOK, BOCIIPOU3BOISIINI CYOCTaHIINION
97).

W, xcTaTu, HUKAaK He KaKOM-TO «IJyOMHHBIN (POoKyc», a mmpo-
cT0 (OKYC, PACIIOIOKEHHBI B IIyOVHE KapTUHbI. PaBHbIM 00-
pasoMm, BbIaBasi «MCKYCCTBOBEAUECKYH» HEUCKYIIEHHOCTD Iie-
pPeBOAUMKA, BBIVISIAUT CTPAaHHOW HEJIOBKOCTBIO «OCBeleHMe
komro3uim» (350), Kak 6yITO OHa — TOXe KaKasi-TO M0 Kpaii-
Helt Mepe «Cy6CTaHIMST» WIK Belllb (Ha cCaMOM Jiejie — GYKBaJIb-
Ho lighting composition, T.e. «ocBemarmmas KOMITO3UIIUS»,
MHaye — «CBETOBas KOMIIO3UIIMSI» WM, JIydllle, «KOMITOHOBKA
OCBeIleHMsI», eI TIpearioaraeTcsl Hekast OToeabHass KOMITIO3U-
IIMsI, OPTaHM3YIOMIAsl CBETOBYIO COCTABJISIONIYI0 M306paskeHMsI,
WU «OCBeleHNe B KOMIIO3ULIMK», €CJIX Mbl IyMaeM O «KOMIIO-
3ULMU» KaK CMHOHMMe-3KBUBAJIEHTE «KapTUHBI», XOTS, KaxKeT-
cs1, y BakcaHgania sTo He COBCEM TaK...) I3 06acTu yke 1BETO-
BeJIeHMS: He HACHIIEHHOCTh 1IBeTa, a OYKBAIbHO <IIBETOCUIIAY,
XOTsI JTyuliie TOBOPUTH O Kpacke (hue).

HenykHasi MpuOMU3UTETBHOCTh M TIPOCTO HEOPEKHOCTH
BcTpeuvaeT Hac painblie: «...KAK CTAPASI ®OPMVIJIA BbITVIAE-
JIA Bbl, BYIIb OHA PEINPE3EHTAIIMEH, U CIIEJIAB EE PETIPE-
3EHTALIMEN BOCITPUSTUS, OH COEJIAJI EE YEM-TO MHBIM»
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(something else). Tak B opurnHase, a B rnepesoge — «..UTO
MOIJIA BBl PEITPE3EHTMPOBATDL CTAPAS ®OPMVJIA U 3A-
CTABUB EE PEIIPE3EHTUPOBATDH PEAJIBHOCTD...» (98/350).
[ToBTOpPUM ellle pa3, STOT aBTOP AOCTOMH XOTSI ObI YBaSKUTENb-
HOTO OTHOIIIEHUS y3Ke K CBOel CTUJIMCTUKE, ITYCTh U YCJIOXKHEH-
HOJi, TeM 60Jiee, 4TO JIeJI0 He B Heil OIHOJ, BEpHee, OHa — YacThb
Y MHCTPYMEHT Yero-To 60sbliero. ViTak: «peaabHOCTbIO» HEJTb3ST
3aMeHSTh Bce Ioapsn 6e3 pa3bopa KaK TONbKO BO3HUKAKOT
TPYIHOCTU — B BOCTIPUSITUU TEKCTA, €r0 CTUJIS, €0 CMBbIC/IA.

U BOT Terepb — O CaMOM IJIaBHOM, YTO 3aK/II0YaeTCs B ABYX
cIoBax: «equivocation» u «fiction», MOSIBASIONIMXCS B HOCIEM-
HeM ab3alle MpeAIIocIeIHEero pa3zesia IIaBbl.

Ho BaxHO TO, 4TO equivocation BCTpeuyaeTcs U UyTh PaHb-
e — B CBSI3KE C «BOMPOCOM MJIM MPOOIEMOIi MIM Heolpemne-
JIEHHOCTBI0, UMIUVIMLIUTHO TIPUCYTCTBYIOIIUX B UHTE/IEKTYasb-
HOIt Ky/IbType IIapAeHOBCKOTO BpeMeHM M KacCallUXCs TOro,
YTO pernpeseHTUpYyeT KuBOMMUCh» (98). Tak B 3TOM-TO U JeJo,
uyto «IllapmeH paboTaeT BHYTPU 3TOV HEOINpPeOeTeHHOCTU VU
dbukym» (98). IloaToMy «3KMBOKaLUSI» — 3TO HUKAK HE «JIBY-
CMBICJIEHHOCTB» (3TO, CTPOTO TOBOPS, MOJIMCEMaHTHKA), paBHO
Kak U «QUKOUSI» — 3TO MMEHHO (PUKIMOHAIBHOCTDH, TO, YTO
ompenessieT IUTepPaTypy XyooKeCTBeHHYIO», 160, KaK M3BEeCTHO,
ut picture poesis.

Tak BakcaHga/ur MpUOMMKAETCS K CYTM CBOEro 3aMbICia:
C TIOMOIIbI0 (GUKIMOHATBHOCTM KaK pa3 MOXKHO M JOJIKHO I10-
HMMAaTb Kak MM033MI0, TaK U U300paskeHNe, eCiv Mbl OCBeIOMJIE-
HbI B JKAHPOBOI MPUHAJIJIESKHOCTU U TOTO, U APYTOTrO, U, CaMOe
CyllleCTBEHHOe — TPEeThero: peub BCerma UIET O «Hacy», T.e. UC-
TOPUKAX MCKYCCTBA, Y KOTOPBIX JOJKEH OBITH IO, PYKOi CBOIt
y>Ke 3MUCTEMOJIOTMYECKII «KaHp», ONMCHIBAIOIINII OTHOIIEHME
K 1306pa3uTelbHOCTM, TIOMOTast HaM OCTaBaThCSI BO BCE TOI ke
(uKIMOHANTBHOI «HEOIpeleIeHHOCTI .

CyllleCTBEHHO TaKKe, UTO HEOIpPeneIeHHOCTb U (UKLMS
(He GUKTUBHOCTB!) IeICTBYIOT COBMECTHO M «OCTPOYMHO», T103-
BOJISIST KOyie6aThCsl MEXOY ABYMS MOAycamMu M300pasmUTeIbHO-
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¢ty (06 9TOM — KOHI[OBKA IVIaBbl). ITO MUJIM «3aCTABJISITh ,,IT0O3U-
poBaTh* (to pose) CyOCTaHLMIO, MaTepMan M CBET Tak, UYTOOBI
3PUTENI0  MOXHO ObUIO IPEIJIOKUTh  CBEPX-TIPUPOIHBIN
M HepacTpaueHHbI1 (MM IEeHTPaJM30BaHHbI) BU3YaJIbHbIN
OITBIT», WU «CKJIaAbIBaTh B KOMIIO3UILMIO (t0 cOMpose) s/1eMeH-
ThI OINYIIEHMSI, KOHTYPbl (HMKaK He ,IUIOCKOCTM! ), M TOHA,
M KpacKu — TeM CII0CO60M, UTOOBI OHM BOCIIPOM3BOIMUIN OOY-
CJIOBJIEHHOE BOCIIpUATHE CcyOcTaHIMM» (98—99). 3TO U ecTh IMo-
93UsI, M OHA — UHCIMPYMeHm 0CO60TO PoIa KPUTUKN.

IMostomy 6e3ycinoBHo: «MblI CITOCOBHbBI COIVIACUTBCS
C OUKIUEN B XOIE ITIOBTOPHOI'O ITEPEUMTLIBAHUS
CTUXOTBOPEHUS WX B XOIE IMPOAOJDKUTEIBHOI'O PA3-
IJIIBIBAHUS M30BPAXKEHNS: YXAHPOBBIN OITIBIT HAYUMJI
HAC 3TOMYVY» (99/350) Bmecto «Mbl MOXXEM ETO [,,JINPUYE-
CKOE CTUXOTBOPEHUE®| TIEPEUNTBHIBATD 1 BHOBb BHU-
MATEJIBHO PACCMATPUBATDH KAPTVHY, MUPSICb C ®UK-
IIUEN...» («<We can go along with the fiction over repeated
readings of the poem, or over sustained inspection of the
picture: experience of the genres has taught us to do so»). Eme
pa3, B «(pUKLIUM» 3[1eCh HET OTPUIIATEIHHOTO CMbICIA. IIpy U3-
MeHeHMM TIopsaKa MHGOpMalluy, B TIEpPeBOIe MOXKET ObITh
VOYIIEHO 3TO YpaBHUBaHUe-NpUpPaBHMUBAHME npedsapumeis-
HbIX «IIpOLeoyp» TMEPEeUMTHIBAHUS U Pas3MIsiAbIBAHUS (ITOXO-
>)Kee — panblle B 1 miaBe (29), roe YIIOMMHAIOTCS «CHEeLalb-
Hble MCTOPUM, PACCKA3bIBAEMble O TaKMX Bemax KaK MOCTbI
(u u3o6paskeHus1)»). HauBHass KOPPeKTypa IO MOBOAY OTHOIIe-
HUS K «PUKIMmu» — Morsa 661 ObITh MPOCTO 3a6aBHOI, ec/in ObI
He MCKaXeHMe U yIpa3JHeHMe CaMOro IIaBHOTO CTepPXKHS 3nu-
cmemoJlo2uieck020 Tekcta BakcaHmamia, K CJI0OBY CKa3aTh, BIOX-
HoBsJisgBuIerocss Kapnom Ilonmnepom, IxkoHom Cepiiom, ApTypom
Iauto u l'eoprom XeHpukom (OH Bpurrom, eciv BepuThb Ipu-
MeYaHUsIM).

[MocsenHMe TPU CTPAHUIIBI OPUTMHAJA TTOABEPITINCH CAMBIM
6e35KaJ0CTHBIM M OJHOBPEMEHHO HEMOTMBMPOBAHHBIM MCKa-
SKEHMSIM, UTO B BMUJY TOJTBKO YTO CKA3aHHOTO, TIOBTOPSIIO, Jesia-
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€T I3TOT IIepeBOoJ ITOUTU 6EC1'IOJIe3HbIM  IIpOCTO He 6e313pe,u—
HbIM.

«[TOCPEJICTBOM PEINPE3EHTALIMI OH [IIAPOEH] PAC-
CKA3BIBAET HE O CYBCTAHIIUHU /.../, OH PACCKA3BIBA-
ET ICTOPUIO O TIEPLIEIITVBHOM OIIBITE, OTYACTU OB-
JIAYEHHOM B OJEXIbl OJTHOI'O WMJIU TIAPbI CEHCOPHBIX
MOMEHTOB: ITOPOJ OH ITO3BOJISET IIYTUTD 10 ITOBOAY
3TON ®UKIIUU C ITOMOIIBI0 TAKMX MOMEHTAJIBHBIX
CYBCTAHIIMIA KAK BPAIIAIOIINIMCS BOJUOK WM 3A-
CTBIBIIMIA HAJI, YAIIIKOM ITAP» (102/352—353).

B mnepesome: «[EPOMHEM EI'O PACCKA30B CIIVKUT
HE PEAJIBHOCT®D /.../; ETO UCTOPUM — OB OIIBITE BOC-
ITIPUATUSA, CIETKA 3AMACKMPOBAHHOTIO IO OIHO-IBA
MUMOJIETHBIX OIIYIIEHWS, NHOITA OH IIOAUIYYMBAET
HAJI 3TOI1 YCJIOBHOCTBIO, ®UKCUPYS PEAJIBHOCTDH —
3ACTBIBIINI BOJTYOK MJI OCTAHOBUBIIMECS HAJI YAIII-
KO KJTYBBI ITAPA».

3,£[er HeIrpeodo/JaMMoOe XejlaHVe 3aMEeHATb BCe HaIllpaBO-Ha-
JIEBO «PeaJIbHOCTBIO» TOCTUTAET abCyp/a: HeysKeIy aBTOp KHUTU
XO4eT CKa3aTh, UTO IEePLENTUBHBIN OMNBbIT — HepealeH? «DUK-
ousi», 6JIaI‘Ol'IOJIy‘JHO Jep>KaBlIasACd Ha IIaBy HECKOJIbKMMUA
CTpaHMIIAMM MpPeXKIe, CTAHOBUTCS (MaCKUPYeTCs?) «yCIOBHO-
CTbIO», ¥, HECMOTPS Ha BCIO HAllly CAE€P>KaHHOCTb, TaK M IIOAMBbI-
BaeT 3aMEeTUTh, UTO CaM ITepeBOJ, — YCIOBHAST (PUKIIUSL. ..

«CYIIECTBYET HEKOTOPAS CTEINEHb CHUMMETPUU
MEXIIY OIIBITOM, MM PEIIPE3EHTUPYEMBIM, U1 HA-
[IIMM ONBITOM — BOCHPUSATUA U3O0BPAJKEHUSA, XOTS
CYMMETPUS OTA — HEIIOJIHAS».

B nepesoge: «<MEX/TY TEM OUIYIIEHUEM, KOTOPOE OH
W30BPAJKAET, 1 HAIIMM COBCTBEHHBIM OIIYIIEHUEM
OT EI'0 KAPTHH ECTb HEKOTOPASI CUMMETPYVSI, HO CUM-
METPVS HETIOJTHAS».

ToT ke «OMbIT», YTO GUTYPUPOBAI B IIPEIbIAYIIEM ITpeIsio-
JKeHNH, 30eChb CTAHOBUTCA «OLIYINEHMSAMM», KOTOPbIE TOXKE IIPpU-
CyTCTBOBAJIM B npenbmymeﬁ (bpase, HO 34eChb UumnTaTe/b J0/DKeH
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JIOTafaThCsl, YTO 3TU «OUIYIIEHUSI» — He Te «OIIYIIeHUs», OHU
Telepb — «OT KAPTUHBI», T.. OHM — IMOLUY (TOIBKO 3TO U 3Ha-
YUT PYCCKUI OBGOPOT «OIIYIIEHMSI OT UYero-ambo»: s OIIyTUII
CTpax, HeyBepeHHOCTb, paloCTh, pa3oyapoBaHue, YIOBOJIbCTBIUE
M T. . — OmM BO3IENCTBUS 4ero-mmbo, om BCTPeUM C 4eM-TO
UT.I.)

«TO, YTO Mbl MMEEM B ,OAME 3A YAEIIUTHUEM® —
9TO IMPOM3BEIEHHAS 3AIIMCb BHUMAHNMS, KOTOPYIO
Mbl CAMU, BEJOMBIE OTUETJIMBOCTBIO U TTPOUYMMU BE-
IMAMM, B  KPATKOM BHUWIE  BOC-ITIPOU3BOIUM,
M 3TOT HAPPATUB, TIOBECTBYIOUIMI O BHMMAHNH,
BECBbMA HATPY)XEH: B HEM ECTb TOYKN ®OKYCHPOBKU,
MMPEMMVYIIECTBEHHBIE MECTA ®UKCAILIMU, HEOOCTATKU,
XAPAKTEPHBIE MOOYCbI PACCJIABJIEHVS, OCO3HABA-
HUE KOHCTPACTOB U TIBIT/IMBBI UTHTEPEC K TOMY, YET'O
HE JOBUTHCS ITIOCPEACTBOM 3HAHUS».

B nepeBoge: «JAMA 3A YAEIIUTUEM» IPEOCTABJISET
COBOM PA3BITPAHHOE BOCIIOMMHAHUE O COCPEJIOTO-
YEHHOCTH, KOTOPOE MBI PA3BITPBIBAEM BCJIELL 3A XV-
OOXHMKOM IO/, BINAHWUEM YETKOCTU U OPYTUX DAK-
TOPOB; 3TO PACCKA3 O BHUMAHUWU I'VCTO HACBIIIEH —
B HEM ECTb CBOM ®OKYCbI, BBIJEJTEHHBIE TOYKN ®UKCA-
VN B3IJIAOA, TTIPOBAJIBI, XAPAKTEPHBIE 30HBI OCJIAB-
JIEHHOI'O BHUMAHUS, CO3BHAHUE KOHTPACTOB 1 CTPEM-
JIEHUE Y3HATD TO, YETO 3HATD HEJIb3S1»

[TomMmoO TOTO, UTO MEPEBOJ, «T'YCTO HACBIIIEH» YyKe [IPUBbIY-
HbIMM «(OKycaMu» C TOAMEHOJ TepPMMHOB, Mbl HabOIIOmaeM
37€eCh U COBCeM He pasbilpaHHOe (M MOTOMY HEIIyTOYHOEe) He-
BHMMaHMe K BaxkHOMY [ BakcaHzmania, B3sITOMY U3 pereprya-
pa KomniuHreyza M OTKOMMEHTMPOBAaHHOMY, MEXIY ITPOUUM,
[TonmepoM MOHATHUIO «re-enactment» («BOCHPOM3BeOEHUEY),
O3HayvaloIlleMy, MPUMEHUTETBHO K MCTOPUUYECKOMY OObBICHE-
HUIO, TIpolenypy nephopMaTUBHO-UMAaTrMHATUBHOTO BOCIIPOU3-
BeIeHMSI-PEKOHCTPYKIMM TOTO MJIM MHOTO MCTOPUYECKOTO IIO-
JokeHus pen (cp. pycck. rep. P. k. Komnuuaresyga [1980], c. 269:
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«MCTOPUK JTOJIKEH BOCIIPOM3BOAUTH [reenact] mporwioe B co6-
CTBEHHOM CO3HAHUM» WU «MMEHHO KaK HaIlly Mbl BOCITPOU3BO-
Ium [perform] ee [, MbICTB ;prroro“] M OCO3HaeM 3TO B XoOfie
IaHHoro BocmpousBemeHus [the performance]», 275 —
nep. 10. A. Aceesa).

— IIpemocraBuM CJIOBO caMOMY BaKcaHaamny — OH BbICKA-
3aj1cs1 060 BCceM MOJ0OHOM CO BCeli IIPSIMOTOM B HavaJie TOJ JKe
CaMoil KHUTH, K KOTOPOii IPMHAIJIEKUT U pasdbupaemMass MHOTO-
crpaganbHas riasa o llapaene: «/Iist KomamMHTByma To, YTO MbI
»BOCITPOM3BOIMM“ — 3TO pedieKcHst aKTopa B PEeKOHCTpyupye-
MOI CUTyallMM; Mbl He HOybonupyeM BaskHble UyBCTBEHHbIE
M SMOILIMOHA/IbHbIE M3MepPEHMS OIbITa KaK TAKOBOTO, HA0O0POT,
37ech TpUIaceHa pojib IJjisi SMIIATUM, TTOMOralolieii O#oeThb
TOT (haKT, YTO pa3yM HbIHEIIHWUI — He TOT, YTO Pa3yM, CKasKeM,
15 Beka. C Touku 3penusi ke Ilommepa MbI He ,,BOCIIPOM3BOIUM
MBIC/Ib aKTOPa, HO TIPOU3BOAUM ,,UAeIM3UPOBAHHYIO U MOTU-
BMPOBAHHYIO PEKOHCTPYKIUMIO“ 06bEKTUBHOI IP06/1eMbl U 06b-
€KTMBHOJ CUTyaliMy Ha YPOBHE, OTIMUHOM OT €ro (akKropa) ak-
TyaJIbHO MOTMBALIMU, U POJIb SMIIATUM CBefleHa K CBOero poja
MHTYUTUBHOMY KOHTPOJIIO 3@ Te€M, HACKOJIbKO YyCIlellleH aHaan3
cutyarum» (14).

MbI BOCITPOM3BEIM 3TOT MMU3EPHBI (parMeHT U3 KpaiiHe
M TPUHLMUIMATBHO COJepsKaTeAbHbIX HauaJbHBIX IJIaB KHUTU
BakcaHasaa AUIlb C TOM 11e1bl0, UTO JaTh TOYYBCTBOBATh YPO-
BEHb €ro TeOpeTUUeCcKoi pedIeKCuy — CTOIb afeKBaTHO U UC-
YyepIbIBAIONIEl, YTO OHA, OYAYUM JeTaTbHO OTpedUIeKCHMPOBaH-
HOIi, TIO3BOJIIET €My XXe U «OTBPAaTUThCS OT TeOpeTUUeCcKOro
Kypca M BbIOpaTh KypC aHTHU-TeopeTmueckuii» (15). Bripouem,
M TO TOJIBKO JIJISI TOTO, YTOOBI «IOTUYEPKHYTh CIOKHOCTD U CIIe-
IMUIHOCTh U300paskeHniT U UxX o6bsicHeHMit» (15). Ho ato —
MpaBo TOTO, KTO B TEOPUM BIIOJIHE UCKYIIEH U KTO aBTOP U Bja-
Jlesiel] 3TOV Teopuwu, OPYTUM JKe [eNaTh BUI, UYTO TEOpUM HEeT
BOBCe, — 10 KpaifHeil Mepe JIeTKOMbICJIEHHO. ..

[ToHSAITHO TO3TOMY, HaCKOJAbKO HeJIENO BBIMVISIAUT HeloBKas
TO JIM KOPPEKTypa, TO JIM PelakTypa, TO Ju MPOCTO, U3BUHUTE,
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XaJITypa 10 OTHOIIEHUIO K TOYHO BbIBEpEHHBbIM (POPMYIMPOB-
KaM 3TOro MOCTOJMHeJIlero aBTopa: OISITh IO 3aHaBeC — pe-
aJIbHOCTh BMECTO CYOCTAHLIMM M HEUTO COBCEM HeBOOOpas3uMoe
U HEMOCTYXUMOe.

Bmecro «IBYX CTUJIEM M30BPAXKEHMS, CYBCTAHIIU-
AJIBHOI'O I CEHCYAJIBHO-ITEPLHEIITUBHOI'O» MbI BUAMM
B nepeBoge «IBA MOIOYCA N30BPAXKEHUMS, OOVH 13 KOTO-
PBIX BblJl OPUEHTMPOBAH HA TOYHVIO ITEPEJAUYY PE-
AJIBHOCTH, A BTOPOI1 — HA OIIYIIEHUS U BOCIIPUSITHUE»
(103/353).

Bmecro «OBPETEHUSA UYBCTBA TOI'O ITATTEPHA, 4YTO
IMMPUCVII BbIJT PA3YMY 18 BEKA» — «ITPUBJIMDKEHHE K OC-
HOBAM MBIIUIEHUSAL...». «ITPUJIOXKEHWE OTYETJIMBOCTU
K JKMBOITUCH» — Bmecto «[TMKTOPUAJIBHAS TTPOEKIIV».

Ho camoe cymecrBenHoe — 3ameHa <«[IMKTOPUAJIBHO-
o MPUCYTCTBUS» (kak YCIOBMUSI MCTOPMUECKOTO 3HAHUS
06 MCKyCCTBe, B JAHHOM CJTy4yae, CBSI3aHHOTO C JIOKKMAHCTBOM)
Ha Hekoe «[ITMKTOPUAJIbHOE U3MEPEHUE»!

Kak «KPUTHUYECKUM YPOXAM» (orimunasg meradopal)
IIpeBpaTWICS B YHBLIble «Hay4YHble pe3ynabTarbl»? Kak «[103U-
TUBHBIN» (B cMbIC/Ie MONOKUTeNbHbII) IpeBpaTuics B «II03U-
TUBUCTCKUIM», a «OBCTOSATEJIbCTBA» — B «TOKA3ATEJIb-
CTBA»? U Bcemy 3TOMY, KaXXeTCsl, HET HM KOHIIA, HU Kpas! U,
IJIaBHOE, HUKAKOTO pa3yMHOTO O6BbsICHEHMST!

IMpunacem ¢uHaAbHBIMA ab3all MepeBofa IS CIEAYIOIIETO
pasjena HallMX KOMMEHTapueB, HO JIUIIb IJISI TOTO, YTOOBI CO-
CpelOTOYMUTHCS Ha OUeHb CepbE3HOI Belllu no, Ha3BaHueM «MH-
OEPEHILIMAJIBHASI KPUTUKA», durypupylomas B mnepeBoje
10, Mackoii... «<JIOTMYECKUX PACCYKIEHMI» (104/353). 3o,
MpaBJa, OYeHb BAXKHO ¥ TpebyeT OTAebHOro pasroBopa. Cam aB-
TOP KHUTU TIOCBSIIAET €My CIeAyIOIyI0 ¥ (GUHAIBHYIO TIaBy
CBO€J KHUTY, 3aKaHUYMBAsl MPeIbIIyINyI0 YIIOMUHAHMEM 3TOTO
0Cc000T0 «KaHpa» KPUTUKU, OTIIMYHOTO OT KPUTUKU XyHOONKe-
CTBEHHOI (art critic). CKaskeM cpa3sy, UTO M BCS KHUTa 3aBepilia-
€TCsI TOV 5Ke TTPo61eMOi «MH(pEePeHIIUATbHOTI0 KPUTULIIZMAay.
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Ianodgckuii?

B xoH1e cBoero nepeBona bakcHaganna, nepeBoguniia 1mos-
BO/IMJIa cebe KOMMeHTapuit (cMm. Hike) K ¢pase: «DTU U3BICKA-
HUS... CTOAT [TIOTPAYEHHBIX HA HUX] BOJIHEHWMH, EC/IM
WMEETCS BTOPWYHOE VYOOBJIETBOPEHHME, TAKOE KAK
VOOBOJIbCTBUE BUIOETH B M30BPAXXEHMIM HEKOE OKHO,
OTKPLITOE B CTOPOHY KVJIBTYPBI» (a MOXeT 1 He OTKpBITOE,
a MMPOCTO BBIXOAsIee (give on) BO ABOP UMBUIU3ALUUU-KYIbTY-
pbl). B mobom cryuae, 3170 HUKaK He rpocto «JOTIOJITHUTEJIb-
HOE VIOBOJIbCTBUE OT TOI'O, YTO KAPTHMHA CIIY)XUT
HAM YEM-TO BPO/IE (?) OKHA B [TIOPOJVBIIVIO EE KVJIBTV-
PY». CnoBo satisfaction onuceiBaolee oYTH ICUXOAHATUTUYE-
CKMIT MOMEHT «caTuc(aKkuum-KOMIIeHCallun» U3-3a BbI3BaHHbIX
BOJIHEHUIi-troubles, mepeBeieHO KaK «yLOBOIbCTBME» IIPOUTHO-
pupoBaHo regarding, 3aMeHeHHOe HEeKUM «CITYysKUT», U To0aBe-
HO «IIOpPOKAEHMEe» 3TOTO OKHA (MM 3TOM «KapTUHBI») KYJbTY-
poii — CMBICJIOBOE pacliMpeHue, He TOMbKO OTCYTCTBYIOlIee
B OpUTMHAaJje, HO IIPSIMO MIPOTMBOpeUalllee BCeil, TOBTOPSIIO, STM-
CTeMOJIOTUYECKOI KOTU3UY KHUTH.

Ho Mbl mpuBenu u 3Ty LMUTATY CYTyOO pagy YIOMSHYTOTO
MepeBOAYECKOTO KOMMEHTapus, e IpenjaraeTcsi CPaBHUTH
YIIOMMHaHMe KapTMHBI-OKHA, BBIXOASIIETO0 B/HA KYJIbTYpY,
C «TpeTbMM YpOBHEM aHa/in3a MpOoM3BefeHMs] UCKYCCTBa B CU-
creMe (sic!) wmHTepmperanuy, TmpenIoxkeHHON I[laHOMCKUM
B 1932 romy» (c. 353). [IpennoxkeHue CpaBHUTh MOMY-UPOHUY-
HBIN Te3uc BakcaHaaIa, BRIIOYAIONMIT U30UTYIO ke B 18 Beke
anbbepTuaHcKkylo MeTtadopy KapTuHbl Kak okHa (la finestra),
C «TpeTbuM ypOBHeM aHaimm3a (?)», xorst y [TaHodckoro peub
UIET O «CUHTe3e» (Cp. KOPPEKTYpy HeMeIKoi Tabmuibl B 1939,
Ile B KayeCTBe MHCTPYMEHTAa MHTepnpeTaluu TOSIBISETCS
«CUHTEeTUUECKas] MHTYUIIUSI»), — BCe 3TO BbIJAeT, YBbI, KAKyIO-
TO MOYTY OTYASIHHYIO Je30PMEeHTalMIO epeBOJUNILIbI, BBIHYXK-
I€HHOI BBICTYTIATh U B posiu MeTomosora. Y TTaHodckoro B Tab-
JIUIIe U CII0OBA HeT PO Ky/IbTypPy, PAaBHO KaK, KCTATH, U TIPO «06-
LIYI0 MHTEJUIEKTYaJIbHYIO0 UCTOPUIO».
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3aTo ecTb «BCeOOIIast MCTOPUS ITyXa», KOTOpast eCTh «00beK-
TUBHAsA KOPPEKTUBA MHTePIpeTaln» U KOTOPYIO, AaXe eclu ee
IyTaTh C KYIbTYPOJ, HEJIb3sSI pacCMaTPUBaTh, coracHo [TaHod-
CKOMY, KaK TO, UTO PaCIIOJI0KeHO «3a OKHOM». Kak KoppekTypa-
BepudmKaiys, BceobIast ucmopusi nyxa — BHe M306pakeHUs
(oHa — «0OBEeKTMBHAs»), TOrma Kak Metadopa OKHA MIpeaIosa-
raeT MMEHHO CO3JaHue wu300pakeHMeM (bhopMUpOBaHME-
obopmiieHMe, IOCTpOoeHKe-06pa3soBaHue) TOTO, UYTO BUIHO
CKBO3b Hero. KapTuHa-oKHO MMeeT TO, YTO OHO OOpamJIsIeT,
B KaueCTBe CBOEr0o HAaIlOJIHeHWUs, BepHee — 3HaueHUs], KCTaTU
TOBOPSI, IeEpeBEeLEHHOr0 I0YEMY-TO MMEHHO KakK «COIepsKaHue»,
XOTSI 3TO MPUHIUITUATBHENIITMM 00pa30M He COBITAJAoIIe 0-
HITUS: COfepKaHue Yero-mmMbo COCTOUT W3  3HAUEHUS
M U3 CMBICJA, & TaKKe, OBITb MOXET, M U3 UEro-TO €lle, UTO
MOKHO MMEHOBaTb MPOBEPEHHBIM IMOHSITUEM «MaTepum». Kap-
TUHA-O0KHO, a yke TeM boyiee KapTuHa-3epKajo (BapuaHT Jleo-
Hapao) «hopMaTUpyeT» M MUP, IPeACTAIONMIl TOMeNeHHbIM
BHYTPb Hee, U, UTO CaMO€e HEIPUSATHOE — «MUPOBO33peHME».

Ho «ucropust myxa» Kak KOppeKTypa, ecau BepuThb IlaHod-
CKOMY, ecTb uMeHHO TO, «UTO IMTPOCBEIIAET HAC OTHOCHU-
TEJIbHO TOI'O, UTO BO3MOKHO [JIs OIIPEIEJIEHHOM
OIIOXU1 WX [OJId HEKOTOPOI'O OIIPEOEJIEHHOTO KVYJIb-
TYPHOT'O KPYTA C TOUKUM 3PEHUSA MMUPOCO3EPITAHNS» (S.
202). Jlerko 3aMeTUTh, YTO YK€ OJHO HaJIN4YME B 3TOM KOMMEH-
Tapuyu «MbI» TEPEBOJUT PA3TOBOP B CIy4ae C «OOBEKTMBHOI
KOPPEKTYpOit» (TpeTuit cmonbey TabIUIIbI) 3a IIpeaesTbl M306pa-
SKeHMSI, YTO KpaiiHe BakKHO 17151 [TaHOdCKOTO-MeTomo0/0Ta: UCTO-
pus fyxa — pe3epByap BO3MOKHOCTEN, MUTAIOLINIA B TOM UNCIIe
U KyJAbTYPY, B TOM YMCJIE ¥ BU3YaJIbHYIO, B TOM UMCJIE U TIUKTO-
puanbHy0. Ho MakcMManbHO U, Tak CKa3aTh, GMHATBHO BaXKHO,
YTO 3TO U UCTOUHUK NUTAHUS OJISI CAMOI MHTepIIpeTauun («Ha-
meit» MHTepIIpeTanuu), usberalieil MCII0NIb30BaTh BCSIKYIO
«BJIaCTb», KaK 3TO mpenjiaran Xaiiferrep B KayecTBe y4YeHMKa
I'yccepns, a He Kaccupepa (wrydait I[TaHodckoro). CIoBo «gyx»
37eCh HUKAK HeJb351 3aMeHSITb HUKAKUMU «UIesIMU», TEM I1a-
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ye — MHTEeJUIeKTYaJTbHbIMMU, OO0 TOe IyX — TaM CBO60MIA, B TOM
yucie, U OT CTWIS Kak TaKOBOTO, M, KCTaTU, OT MU3IUIIHEN
CKJIOHHOCTU K PacCyIUTEIbHOCTH, a TakKe TTPUBbIUKM 3aMEHSITh
He3HaKoMOe — 3HaKOMBIM.

VIkoHO/MOTMSI — HUKAK He HOBOE «IMOHMMaHMe CTUJIS», OT-
JMyHOe OT hopMaau3Ma JIUIIb TeM, UTO, BUAMTE JIN, «MCKYCCTBO
SIBJISIETCS YacCThIo Gojiee OGIIEero Mosl KylIbTypbl, a Ipou3Bee-
HME UCKYCCTBA — ,,JOKYMEHTOM  IOPOAMBIIETO €r0 MMUPOBO3-
3peHus» (136). Hukakoe MMpoBo33peHye HUUYero He MoposKaaerT,
KpoMe obmux (pas, MOpokmaeT MCKYCCTBO — €ero TBOpell,
He Bcerja, rpasja ¥ ObITh MOXKET, K CUaCThi0, OCO3HAIOMLIMI, Ka-
Kyie CUJTbI M CMBICJTBI B HeM ce6st TTposIBIsiioT. HesameTHO, 110 Xo-
Iy VHTepHpeTanuu yxke camoro ITaHodCcKoro, BBeIeHHbII UM
KOPPEKTUPYIOUIMIT TPUHIUII, MNPU3BAHHBIA COMPOTUBISTHCS
BCSIKOMY «TOTAJIMTApPU3My» U TIO3SUTUBU3MY MIEO0JIOTHI, HAa060-
POT, OKasajicsl CpefCcTBOM BOCCO3[TaHUSI apXau4yHO, JOTMaTUyY-
HOI1 ¥ COBepIlIeHHO MeXaHUCTUUEeCKO MO3HaBaTeTbHO! «KapTy-
HbI»: OJJHO BKJIAIbIBAETCS B JIpyroe — 6e3 0ObSICHEHMS U Jaske
OMMCaHusl, KaK yCTpPOeHa 3Ta KyJbTYPHO-UCTOpUYECKas MarT-
pelka...

Kak Takoe morio cayuntbes? Ilo mpuunHe JUIb OJHOTO:
MeTOZL0/IOTMYECKU-3TIUCTEMOJIOTUYECKAsT KOPPeKTypa B CO3Ha-
HUM T[IepeBOJUYMKA-KOMMEHTAaTopa HeYassHHO «OTpa3uiaach»
B YCTPOJCTBE CaMOTO MPOU3BeAeHMs, MUPOCO3epliaHe OKas3a-
JIOCh 57IEMEHTOM CTPYKTYPbI CaMOoro nponssenenus. K mponsse-
IEeHUIO0 UCKYCCTBAa, BepHee, K OMMCAHUIO €ro COAepsKaTelbHON
YCTPOJCTBA, OTHOCUTCS JIUILb TIEePBbI (KpaiiHUii JIEBbI) CTOM-
6ell, BTOPOii — 3TO yKe He Mpou3BeIeHMe VCKYCCTBA, a HayKa
06 MCKYCCTBe, MOHSITas B CBOEH CTPOTOCTM KaK MCTOUHMKOBE -
yeckas AVCIUIUIMHA (M3 TIepeBoJa 3arojioBKa TaGIMIILI B TaH-
HOM CJTydae yOpaHO 3aUeM-TO K/TIOUEBOE TOHSITUE «MCTOUHUKY),
TpeTuit e — Ha BCEX TPeEX YPOBHSIX — 3TO IOje UCTOPUM (Kak
MCTOPUYHOCTY) B INMpOYAiIIeM ¥ BCeOObEMIIIONMIEM (HAIIPU-
Mep, OWIbTEEeBCKO-TepMEHEBTUUECKOM) CMBICJIE 3TOrO CI0BA
(pacmpeHHbI AHIIOSA3BIYHBI BapyaHT TaOMUIIBI MMEHYeT
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KOPPEKTYpY «MCTOpUel Tpaauliuii», 4TO TOXe HeIioxo). ViHTe-
pecHO, KCTaTH, YTO B COITPOBOAUTENbHOI CTaThe K TeKCTy [TaHo-
(bckoro roBOpPUTCS PO AHTION3bIUHBIE BAPMAHTDI, UTO 3TO «CO-
KpallleHHble U YIIPOIlleHHbIe BepCuM» HEeMeIKOro BapuaHTa (C.
134). 9TO coBCeM HA0OOPOT: 3TO PACIIMPEHHBIE U YCJIOXKHEHHbIE
BepCcuM, YTO BUIHO HEBOOPYXEHHbBIM IJIa30M: Halpumep, J0-
6aBJIeH ellle OOUH — OYeHb BasKHbIM — CTOoOel], Kacaloluiics
«aKTa MHTeprpeTaiun». KpoMe TOro, K CJioBy 0 mOC/iefOBATEb-
HOCTY BCEX 9TUX TabIMIl: HaYaJ0 — He cTaThs 1932 roma, a mpe-
oucioBue K «I'epkynecy Ha paciyThe» (1930) ¢ 06s13aTeTbHBIM
YIIOMMHaHMEeM HeMelKMX MO3AHelIIMX BapuaHToOB, — cama 3Ta
«KpUTHKA pegakiuii» IpefCcTaBisieTcs LeHHelein JOKyMeHTa-
1yei B UCTOPUM MKOHOJIOTUM U MUCKYCCTBO3HAHMSI.

A «JTOKYMEHT» XOpOIll MMEeHHO TeM, UTO KacaeTcsl MHIUBMU-
JIyanbHOCTHU, KOTOpasi, B TOM UKCIe, — U B JIMYHOCTU MOPOIUB-
IIIET0 ero XyJOKHMKA, HUMKAaK He 6ojiee, HO ¥ HUKAK He MeHee
(mostomy omsiTh xe «KM3HEHHBIN OITBIT» mepesoja — 370,
Ha camoM gene, «<BUTAJIbHO-BBITUIMCTBEHHBIN OIIBIT», ko-
TOPBIN, KCTAaTU TOBOPSI, KOPPEKTUpyeTcss HMKakoit He «MCTO-
PUEN CTWIS», a « ICTOPUEN TELITAJIBTOB», XOTMM MbI TOTO
i Het). CTOUT He 3a6bIBaTh, UTO MIPEIMETOM MHTepIIpeTanun
Ha 3TOM IepBUYHOM ypoBHe 6ymerT He «@EHOMEHOJIOTUYE-
CKUI1 CMBICJT» (TTaHodcKMii He Mpe/IaraeT CBOeMYy UMTaTeNio
uHTepripetTupoBats HU ['yccepns, Hu lllenepa, Hu Xaiigerrepa,
1 Mepno-TlonTtn), a «@EHOMEHAJIBHBIN», pacrpeneneHHbli
«B CMBICJIE BEIIEN 1 B CMBICJIE OKCITPECCHM». PaBHbIM
obpasom BTOpoOii ypoBeHb — 310 He «COJIEPYKATEJIbHBIN
CMBICJI» (byaTo ectb M OGeccomepskaTelabHbII), a WMEHHO
«CMBICJT 3HAYEHUWS», T.e. cMbIci dakTa pedepeHIny, TOBOPS
YyTb 60JIee COBPEMEHHBIM SI3bIKOM.

VYV TlaHodcKoro Bce BBINVISAUT BecbMa M MPOAYMAaHHO,
UM MHOTO- ¥ HEOJHO3HAuHOo. Bcst Tabnuila B LeJIoM — Kak ¢Gop-
Ma «HamIggHOTro urtora» (203) — mpemcraBiseT coboii «ITPO-
BJIEMATUKY XVYIOKECTBEHHO-VMCTOPUYECKOW WCTOJI-
KOBATEJIbHOM PABOTBI» (aKkTuuecku Kaxkpas ddyeifka — 3TO
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nmpobieMHasl 30HA, HMKAaK He HYXHAIOMIasics B amarTaluu,
a Hao6GOopOT, CTUMYIMPYIONIAs BOIpOLIAloliee 1 MOToMy pabo-
Talolee, IPOAYIUPYIOIee yCuiaue CO3HAHMS).

B sTOM cMbIce moka3aTenbHbl GyHIaMeHTalIbHbIe VCKaXkKe-
HUSI IPUHIUITUATBHBIX TIOHSITUI B TIepeBO/ie LIMTAThI U3 HEMEII-
Koro Tekcta ITaHogckoro (135):

B antonornu mei Bunum cinenytoniee: «OTPASJKEHUE B ITPO-
M3BEJEHVM MCKYCCTBA MUPOBOCIIPUMATUS IIMOXU ITA-
HO®CKWI TIPEOJIATAJI TIOBEPATH WHTEJUIEKTYAJIBHOW
VICTOPME (MBI y>Ke BBISICHM/IM, UTO 5TO He Tak — C.B.); UTO-
I'OM TAKOW MHTEPIIPETALIMMU (Tak B yeM >ke COCTOUT ,TaKasi"
uHTeprpeTauys, B ,noBepke“? — C.B.) 6bLIO BbIBIEHME
~HEIIPETHAMEPEHHOI'O 11 BECCO3HATEJIbBHOT'O CAMOBBI-
PASKEHIS OCHOB MMPOBO33PEHMS, B PABHOI CTEIEHU
CBOVICTBEHHBIX OITPEJEJIEHHOMY TBOPILY, ITEPHOLY,
HAPOZIY U KYJIBTYPHOMY COOBIIECTBY®, mockonbKy ,,BE-
JIMUUE XVYIOXECTBEHHOT'O JOCTW)KEHUS, B KOHEUHOM
CUETE, OIPEOEJIAETCA TEM, HACKOJIbKO SHEPTMA OCO-
BOM KAPTHHBI MUPA BOITJIOTWIACDH B ITEPEITJIABJIEHHOM
MATEPUU U TIEPEJAETCS 3PUTEJIIO“».

Ha camom pesne y [TaHogcKoro Tak (Mbl HAUHEM UYTh paHbIIIe
oty (pa3sy, He ¢ cepenuubl): «1I TOYHO TAK JXE (kak mpuBert-
CTBMe BCTpeuHoro npunosHumanmnem uuisinel — C.B.), HO TOJIb-
KO BTOPA300 BOJIEE ITTYBOKOM 1 BCEOBILIEM 3HAYEHUMN,
KAK HAM KAJKETCS, B OCHOBAHIM ITOPOXXIEHWI MCKYC-
CTBA — TJIYBXXE WX ®EHOMEHAJIBHOT'O W 3HAYMMOTO
CMBICJIA — JIEXXUT KOHEYHOE CYIIHOCTHOE COIEPXKA-
HUE: HEBOJIbBHOE U HEOCO3HAHHOE CAMOOTKPOBEHUE
®YHJIAMEHTAJIBHOTO  [CITOCOBA] B3AMMOJEVCTBUS
C MPOM, KOTOPBIM B PABHOI1 MEPE ITOMEYEH 1 MTHIVIBU -
IYAJIbHBIV TBOPELL, 1 UHIVBUIYAJIbHAS 3T10XA, U MIHIY-
BUYAJIbHBIM HAPOJI, I UHIVBUOYAJIbHAS KYJIBTYPHAS
OBIIHOCTDB; M KAK BEJIMYME XYIOOXHUYECKOT'O YCUJIV
B KOHEYHOM CYETE 3ABHICHUT OT TOI'O, KAKOW1 KBAHT
»OHEPTI MUPOCO3EPLIAHUAL“ TIPOHUK B O®OPMJIEHHVYIO
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(6yKBa/IbHO: ,,00PETIIYVIO TeIUTAIbT , HO HUKAK He ,TeperyiaB-
nenny” — C.B.) MATEPUIO Y OT HEE BblJI ITIEPEHATIPABJIEH
HA HABJIIOOATEJIS <...>, TAK V1 BBICIIIAA 3AJAYA MHTEPIIPE-
TALI COCTOUT B TOM, UTOBbI ITIPOHUKHYTH B TOT CA-
MBI1 OKOHYATEJIbHBIM CJIOM CYIIHOCTHOI'O CMBICJIA»
(200—201).

Jlerko 3aMeTUTh, UTO pPeYb HE UIET O «BBISIBJ€HUN» 3TOTO
CJI0S1 BOBCE — OH TOCTYIMUPYETCS KaK UCXOTHOE yCI0OBUE UHTEP-
TpeTanyu, 3T0 IepBOHAYaTbHOE MONIOKeHMe e (iobas yeno-
Beyeckasi akKTUBHOCTb MMeeT 3TOT C/I0¥i 3HaueHus T10 ofpepere-
Hu10). [lesio B ToM, comtacHo ITaHodckomMy (M 31eCh OH COBCEM-
COBCeM, KOHEYHO, He OpUTMHAJIEH), MHTepIpeTauus Kak IMOHU-
MaroIasi («CMbICJIOMCITONHSIONIAsA») aKTUBHOCTh AO/DKHA pabo-
TaTh U B 3TOM «pernMoHe» CMbIC/Ia, M OHA SOJIKHA €r0 He «BbISIB-
JISITh», @ OYyKBAJIbHO — «AocTUrath» (201). Bormpoc — yepe3 uTo
(MCTOYHMK MHTEpIIpeTalyuu — BTOPOI CcTojbelr) 1 Kak (rmocpep-
CTBOM KOPPEKTUPYIOIIETO IPMHIIAIIA — TPETUIA CTOJOEL).

[MpuBenem mnpumep. SI HamMepeH OOCTUYL HEKOTOPOTO U3-
BECTHOTO, HalpuMep, OCTPOBA, HA MYTU K KOTOPOMY Pacroso-
kKeHbI Te 1 Te 3eMyn (1 cTonbelr), cHapsKaw Kopabio, 3amaca-
10Ch TIPOBMAHTOM M KOMAaH[O (2 cToibel]) U AOCTUTAI0 CBOEI
1IeJIM, MCIOb3ysl COOTBETCTBYIOLME HaBUTAIMOHHbBIE KapThi,
He T03BOJIAIoNIMEe MHe COUTBCS ¢ myTH (3 cronbenr). S, eciu Bce
CJIOKUTCS OJIarOTIOIyUYHO, B PE3yJIbTaTe MOCTUTHY MCKOMOTO
OCTpOBA, HAa KOTOPBIif, OBITh MOKET, IIPEKIE HUKTO He CTYIIal,
HO €ero nosigjeHue Ha TOPU30HTE He OyIeT 03HAYaTh €ro 8bisele-
Hue (Hanuuue) Kak CYIIero B CUCTeMe MMPO3AaHus. 30eCh HeT
nadoca MepBOOTKPHIBATENIbCTBA: OCHOBHASI paboTa yske IMpoje-
JlaHa, BCe NOCTaTOYHO pa3MeuyeHO M HaHeCeHO Ha KapTy TeM XKe
[TaHodckMM — B ero 6ojiee TEOPETUMUECKUX CTAThSIX, CJIEMYIO-
X 33 HACTOSIIIMMMU «ITyTellleCTBeHHMKamMu» Bpope Bubrenn-
ma [unbres, ['eHpuxa Pukkepra, dpHcta Kaccupepa, Kapma
ManHrelima u T.A., yCTAHOBUBIIMMU MYTh, 10 KOTOPOMY MOXXHO
IBUTaThCs, Tabbl JOCTUYD OIpeNe/eHHO (3apaHee ompeaeIeH-
HOVi!) 11e/M (UTO U eCTh 6YKBAJIbHO «METOmONIorus»). Ele pas: s
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MMEHHO JIOCTUT YKa3aHHOM 1ie/IY, pellinB MOCTaBAeHHbIe 3a0aUn
U TIPpEOfiONieB yKa3aHHbIe MPOO6JIIEMbI, OOpeTs TO, UTO MCKa,
a He OTKPbLI TO, YTO HEe Yasii U YBUIETh (He «BBISIBUI» HUKAK
HUYero BoBce!) ATO MMEHHO Takas — TyMaHUTapHO-uUAeorpa-
(dbuueckass — MeTONONOTUSI («MCTOPUSI MICKYCCTBA KaK T'yMaHM-
TapHas JUCLMIUIMHA»), KaK ajJbTepHaTMBa METOHOJIOTUM HOMO-
TETUYECKON (eCcTeCTBeHHO-HAYYHOI YCTaHOBKE), XOTs BIIOJIHE
BO3MOXXHa M COBCeM WHasl, TpeTbs U Jake yYeTBepTas
(1 06 3TOM-TO — BCSI KHMTA Bakcanmamna!l)

IMosTomy obpamiaeT Ha cebst cyryboe BHMMaHMe IOSIBIIEHME
B DPAaCCyXAeHMsX MepeBOAUYMKA OTCYTCTBYWOIEN B OpUTHHAJIE
CBSI3KM «IIOCKOJIBKY». DTO He OueHb yauHas ujes — pa3pe3aTb
OIHO CKBO3HO€ BBICKa3bIBaHME HA [IBE€ YaCTU U COEIVHSTbh UX
IMIOTOM HOBOJ JIOTMYECKOJ CBSI3bI0 — MpMUYEM MMEHHO JeTep-
MMHalue!), a Takke 3amMeHa, B3auMOJleliCTBUSI-TIOBejeHMS Ka-
KOJI-TO «OCHOBOI1», [a ellle U «<MUPOBO33PEHUSI», OTKPOBEHUST —
«BBIPAXXKEHMEM», ITOXU — <«IIEPMOIOM», a TaKke (3TO COBCEM
IVIOX0) MUPOCO3€epLaHus — «KapTMHOM Mupa». B ToM-TO u fe-
JI0, 4TO J100as «KapTHHA MUpa» — BpeaHa C TOYKM 3PEeHUs JIIo-
6071 TTOCT-OUIbTEEBCKOI TepMEHEeBTUKY — XOTb XaiimerrepuaH-
CKO-TaJlaMepOBCKOM, XOTb 1ePPUAVNAHCKOM.

Ho camas pokoBasi ommbKka — 3TO UTHOPUPOBaHME MHOTO-
KPaTHO ¥ TOAYEPKHYTO TOBTOPSIEMOTO aTpuOyTa «MHIUBUIY-
aJbHBI», — a BeOb 3TO caMa CYTb BCEli MOMOOHON SMMCTEMO-
JIOTMM, HM Ha MrHOBEHMe He Mpefawlleil ueloBevyeckoe,
CyOBEKTHOe, CYITHOCTHOE, OBITUMICTBEHHOE ¥ 3K3MCTEHIIMAIb-
HOe B YTOy CaMbIX paclpeKpacHbIX, HO o0mux ¢pas, o60po-
TOB, MpeJCTaBIeHU, CUCTeM, CXeM, TelllTaIbTOB, MaTTEePHOB,
uaen, Uaeooruii, MEeTOLOB U MEeTOLOJIOTUI (Mbl K 3TOMY Bep-
HEMCS TI0f, KOHell HAlIuMX «PAacCyXXKAeHUli» B CBSI3U C KpaiiHe
BaKHOJM KOHIIOBKOJ BCeii KHUTM BakcaHmanna, 0 KOTOPOM MBI,
KOHEYHO 3Ke, He 3a0bLIn).

B m060M ciydae, crioco6 BOCIPOU3BENEHUSI B IEPEBOJE
Tabmuiel [TaHOMCKOrO — 3TO elje OAMH IPUMEp BOIMIOIIETO
TpeHeOpeskeHMsT OUeHb KOHKPETHOM ¥ KOHHOTATMBHO HAChI-
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IIeHHO, KOHIENTYaJbHO paCIIUPSIONIeli TeKCT TePMUHOIOTH-
eit. Ho omlHOBpeMeHHO — 3TO M 3aMeyvaTeJbHbINi MOBOJ, MOro-
BOPUTb O COBEpIIEHHO HEOOXOOMMBIX «KOPPEKTUPYIOMIMX
MPUHLMIIAX», KACAIOLIMXCS U IePEBOAYECKO AeSTETbHOCTM.

[maBHOe yCI0BMe, KaK 3TO He GaHaJIbHO 3BYYMT, — 3TO Ha-
JAuYMe HayYHOTO peJakTopa, CIIOCOOHOTO CO CTOPOHBI B3IVISIHYTh
Ha TepeBO[; U OLeHUTb M pe3y/IbTaThl IepeBofa, 1, caMoe IJiaB-
HOe, — XapaKTep OTHOIIEHNI MeXAY IepeBOAUYNKOM (0COGEHHO
He COBCEM MCKYIIEHHOM B CBOEM peMecie) U aBTOpoM (0COBeH-
HO BeCbMa U3OILLPEHHOM B CBO€V KOHLEIITYa/IbHOM OCHAIlleHHO-
CTH).

OmnacHbI MOMEHT CIMSIHUS C TEKCTOM ¥ aBTOPOM, KOTZA yKe
He 3aMeyaellib, Yb¥M 3TO MbICJIM U Ueli 3TO TEKCT, — IMOUTU HeyJI0-
BUM, HO ellle 60s1ee 3bI0K0i MOXKET OKa3aThCs FPaHb MEXTY CUM-
natuel U sMIaTueli: pasHuIla JUIlb B TOM, YTO B MOCIeTHEM
cryyae — 3a6bIBaelrb 0 cebe, peaBapyuB 3TO COCTOSTHYE WM Ja-
’Ke BbI3BAaB €ro IMocjaefoBaTesibHON peduiekcueit. MHe mpep-
CTaBJ/ISIeTCS CUMIITOMAaTUYHBIM, YTO IEepeBOAUMIIA TILIATETbHO
m3beraeT 3TOTO CIOBA, KOTOPOE, OJHAKO K&, — CaMblii HACTOSI-
muit terminus technicus, 06s13aTebHBIN K YITOTPEOIEHNIO, €CTU
MBI TOJIbKO He KaKue-HMOyOb KpaiiHe MpMHLMUIIMAIbHbIE HEOo-
IIeJUTMHTMAHIIbI. XOTs 3a6aBHO, UTO I7le peub UAET B OpUTMHAJIE
0 «KpUTHUKE U caMOKpuUTHKe» (89), B mepeBoe IMOSIBIISIOTCS CO-
BCEM 37ieChb He 0Os3aTeNbHbIe KaK pa3 «peduiekcust M camo-pe-
(dexcusi», CONMPOBOXIAIOIIME <«IIPOILECC CO3JaHMS KapTUHBI»
(344), XOTS B OpuUTMHANIE — <«U300PA3UTETHHYIO aKTUBHOCTbY.
WHaye roBOpS, AJ1s1 TlepeBOUMKa TOUeMy-TO MakKCMMaJbHO Ta-
OyMpoBaHa MMEHHO «KPUTHUKa».

VHorga 6;130CTh (BUPTYajbHasl, KOHEYHO) C aBTOPOM Iepe-
BOIMMOTO TEKCTa He3aMeTHO IepepacTaeT AaXe He B TOBEPUM-
BOCTb M JOBEPUTEIBHOCTb, a B CHEUMMUIECKYID (HaMUIbSIp-
HOCTb M UTPUBOCTb, BbIpAXKaloONIylOCs He TONbKO B TTOKPOBU-
TeJIbCTBEHHO-UPOHMUUHBIX MHTOHALMSIX TMPU XapaKTepUCTUKe
aBTOPOB (IIepeBOAUMK B POM aBTOpa MPENUCIOBUIL STUM, YBBI,
aKTMBHO TPENIXUT), HO M B XapakTepHO! CHUCXOAUTETbHOCTU
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K TeKCTy, B UyBCTBe ITPEBOCXOJCTBA, B Upe3MEpPHOI pellinTelb-
HOCTM MO YaCTU <«MUHTepIpeTaluu» YyKOTO, HEeNPUBBIYHOTO
M HEIIPOCTOro TEKCTa, UTO IIPUBOAMUT HEPEeAKO K JOCTATOUHO
HETMPUSTHBIM TOCAECTBUSIM TPU OTCYTCTBUM BHEIIHEro KOH-
Tpons. IIpu OTCYTCTBUM OTAEIbHBIX pelakTopa M KOppeKTopa
TePEeBOAYMK MOXKET COOIa3HUTHCS POJIbI0 TOTO M APYrOro, COB-
MeCTUB UX B CBOEM JINIle, HO IPMMEHUB K OPUTMHATbHOMY TeK-
CTY, a He K cBoeMy!

[ToToMy Tak BaskeH He3aBMUCHUMbIl, HO 3aMHTEpPeCOBaHHbIN,
6J1aroskeaTeabHbIN, OPYKeM0OHbIN 1, caMOe IJIaBHOe, ITOATO-
TOBJIEHHBIIA, T.€. TPOGeCCMOHAIbHBIN YMTATEb, KAKOBBIM U BbI-
CTYIIAeT PENAKTOP, — C OJHO, YBbI, 00SI3aTE€IbHO OTOBOPKOIA:
TaKOBOT'O — OYE€Hb HeJIeTKO HAMTH.

CoMHeHMsI, «3ayeM pemaKkTop HykeH Boob6ie» (IloBina-
TOB), — BIIOJIHE 3aKOHHBI ¥ TTOHSITHbBI, 0OCOG€HHO ITPUMEHUTEIb-
HO K Xy[OKeCTBEHHBIM TEKCTaM, HO HayuyHas OUCKyPCUBHOCTb
npeArionaraeT KOMMYHUKaTUBHOCTh U JUCKYCCMOHHOCTD Ha ca-
MOM UYTO HM Ha eCTb MMUKPOYPOBHE: IMPEBPATUThb, K IIpUMeEDY,
«CyOCTaHLIIO» B «PeaJIbHOCTb» M He MPeJOCTaBUTh OTUETa MU
XOTSI 6bI OOBSICHEHMSI 9TOMY IIIAaTy — 3TO 3HAYMT JIMIIUTh aBTOPA
JMICXOOHOTO TEKCTa MpaBa rojaoca, a YMTaTess nepeBoia — caMoit
BO3MOYKHOCTU 3TOT TOJIOC YC/IBIIIATD, & C MbICJIbIO €r0 — T03Ha-
KOMMTBCS.

IMoguepKkHEeM: 3TO He NPUIAMPKU K CJIOBaM U 060OpoOTaM,
a yKasaHMue, 10 KpaiiHe Mepe, Ha KapAuHaJbHOe HecOBMIaJeHMe
MCXOTHOTO M KOHEUYHOTO COJlep>KaHMsl, YTO BBI3BAHO, OJHAKO,
He c/1ab0CThI0 TIepeBo/ia Kak TAKOBOTO, a KOe-4ero MHOTro, B UYeM
aBTOp IlepeBo/ia IOUTHU He BMHOBAT.

Y aBTOpa nepeBofa IPOCTO MHbIE MbICIUTEIbHbIE TTPUBBIU-
KM, 6eCCO3HATEIbHO MOAMEHSIONINE MBIIIJIEHME aBTOpa OPUTH-
HAJIbHOTO TEKCTa: IepeBOj, — IIPOCTO IIPO JIPyroe, XOTS U BbI-
IJSIAUT TOPUOIU3UTEIBLHO IIPO TO K€ camoe, CO3IaBasl JIOKHOe
ollyIleHKe, YTO Iepel HaMy — IIPOCTO ouepeHoe (ObITh MO-
SKET, UyTh 60jIee «OPUTMHAIBHOE» UM «HOBOE») «pacCyKIeHmue»
Mpo y)Ke U TakK (WIN CSIK) u3BecTHble Bely. KoHeYHO, MMeTh
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COOCTBEHHOE «MUPOBO33pEHME» — MMEET ITPABO KasKIblii, B TOM
YlCyie ¥ aBTOP OPUTMHATBHOIO TeKCTa.

Ho Ha3zoBeMm Bely CBOMMM MMEHaMM: 3TO afamnTalys Mpo-
(eccrOHATBPHOTO U OOBOABHO 3KCIEPUMEHTATbHOTO (MCCIemo-
BaTEeIbCKOTrO, T.e. IPOBOKATMBHO-NApaJOKCa/JIbHOTO) TEKCTa
K HOpMaM, OXXUIAHUSIM U TpeOGOBaHMSIM 0ObIIEHHOTO CO3HAHMS,
YTO B C(JIydyae C TEeKCTOM, TaK WiIu MHAYe (heHOMEeHOIOTUYECKU
CrielMaiM3MPOBaHHBIM U B TOV WJIM MHOM Mepe TepMeHeBThYe-
CKY OpPMEHTMPOBAHHBIM, O3HauaeT KaTacTpody — ero IMOITHYIO
CMBIC/IOBYI0O AQHHUTWISILIMIO B UYEpPHOI JbIpe€ MBICIUTENbHBIX
1a6/I0HOB (KCTaTH, elle OOMH M3 BapMaHTOB PYCCKOSI3bIUHOTO
crioco6a obpallleHus C HeCYaCTHBIMU «IIaTTePHAMM»).

IIpy TOM, UTO aBTOp KHUTM YECTHO MpeAylpeskiaeT Kaca-
TeIbHO TOJ ke m1aBbl o lllap/ieHe, 4TO 3/1eCh TEKCT «OTKPBIT s
BoripocoB yurarens» (VI). A ey uuraTenb XOET JUIIb OTBe-
ToB? HUKaKOii epeBOJUMK €My TYT He IMOAMOra U He 00s3aH
MOTaKaTh eMy B 3TOi ero ¢JlabocTu. A MHaye, Kak MOMOYb yKe
TepeBOAYMKY, €C/IM OH YBEPEH, UTO UMTaTe/lb BOMPOCOB 3a4a-
BaTh U He BIPaBe, X He B COCTOSTHUM?

Bo3moxHO, aBTOp NepeBoAa He CMOIIa WM He MOCYMTaIa
HY>)KHBIM O03HaKOMMTBCS CO BCei KHUTOM LIeIMKOM, B3SB
U3 Hee OOHY IVIaBy, IyCTh U LeHTpanbHyl. CKOpee BCero, OHa
He OTO03Haja >KaHp TeKCTa, He BIIOJIHEe, BUAUMO, OPUEHTUPY-
SICb BO BCell SKaHPOBO-BUAOBOV CIeIMGUKAIINY HAYIHOTO
IUCKypca, CBSI3AHHOTO C MCKYCCTBOM ¥ MMEHYeMOro
«Kunstliteratur», Ha TeMy KOTOpOi1 CO37aBaTh CBOM Bapualuu
abCOTIIOTHO B MpaBe BCE — OT <«KOJUIEKIMOHEPOB U WX POJ-
CTBEHHUKOB» [0 [OLIEHTOB-MUCKYCCTBOBEOOB WM Ipodecco-
POB-(GUIIONIOIOB, OT KOTOPBIX ITOUYTM HE OTCTAIOT ITO3ThI U Hu-
nocobsl. Ho B TOM-TO M Tmpo6iema, YTO MX TEKCTbI OYIyT
«HEeMHOXKO pas3jiMuaThCsi», U €IUHCTBEHHOe, UYTO UX KaK-TO
MOXXeT OOBbeOMHSTh — 3TO CaM OObEeKT MHTepeca, KOTOPBIi,
BIIPOYEM, CIIOCOOEH M K YeMy-TO GOJbIIeMYy — YKIOHSIThCS,
HampuMmep, OT BCeX 3TUX «OObEKTUBAIMIf»: OT BCEX TeX, KTO
BUAUT B HEM JIMIIb TIpegMeT WM TIOBOA UTO-TO CKa3aTb
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oT cebst u Tpo cebsl, UM UTO-TO IEePEeBEeCTM — YBbI, B TOM 3Ke
MOPOJi pexkxume.

ABTOp 3TMX KOMMEHTapueB TOBOPUT 00 3TOM He IIOHa-
CJTBIIIIKE — SIBJIEHUE 9TO €My A0 60U 3HAaKOMO. ..

Kmo eunosam?

ABTOp-CcOCTaBUTENb aHTOJIOTUM, OHA XXe — IMePEBOAUYMK Psi-
Jla TEKCTOB, PeaKTOpP — OCTaJbHbBIX (BBIIOTHEHHBIX ee KoJjlera-
MU u crygeHtamu!), aBrop IlpenyucioBus, BCTYIUTENbHbBIX 3a-
METOK K KaXIOMYy aBTOPY UM KOMMEHTapueB KO BCEM TeKCTaM,
BBICTYIIAeT COBEPIIeHHENIINM YKOPOM BCeMY OTeUYeCTBEHHOMY
MCKYCCTBOBEIUECKOMY «AVCKYPCY». PaCCMOTpEeHBIbIN TPYZ, Ollle-
JIOMJISIET CBOe} HeMmogbeMHOJ MHOT03aJaqyHOCTbIO U OGHOBpe-
MeHHO — HeBIIMCAHHOCTbIO B YIIOMSIHYTBIN IUCKYPC (UTO, OBITH
MOXeT, ¥ XOpoIlo). Bce cka3aHHOe BbIllle — AOCTAJIOCh €M Ofi-
HOJ1, HO 3TO BCe MOXXHO aJIpecoBaTh MOYTU KaXXA0MYy, KTO MaJIo-
MaJIbCKY CKJIOHEH K TeOpeTMUYecKoi peduieKcuu Ha HUBE UCTO-
PUKO-U300pa3UTENbHOI KyIbTYPbl. XOUETCS YCIIBIIIATH OTBET.
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ITEPEBO/IbI /
TRANSLATIONS






ONIOCOPUA KAK
HNCKYCCTBO

HWHTEPBbBIO C 9TbEHOM CYPUO

O Hacmosuweti nyénuxkayuu

Cypuo, Omven (Souriau, Etienne) (1892 — 1979) — dbpaniy3ckuii du-
socod, 3CTeTUK, 06IIecTB, mesitesib. O6pasoBaHue MOMYYMI B DKOIb
Hopmans. Yuenuk JI. BproncBuka. C cepenynbl 19220-x rr. npenoga-
BaJI B yH-Tax ®panuum (JInoH, [Mapmxk). B 1925 sammumaer auccepra-
LMIO ¥ BCKOpEe NpMOGpeTaeT 3HAYMT, aBTOPUTET B HAyYHBIX Kpyrax
cTpaHbl. B 1953—1962 — 3aB. kadenpoit 3CTeTUKM U HAYKU 00 MCKYC-
ctBe B Cop6oHHE. IMpeKTop DCTeTUYECKOTO MHCTUTYTA, [IaBHbIA pe-
IaKkTop XypHana Revue d’Esthetique, mpe3umeHT OpaHI[y3CKOrO 3CTe-
TUYECKOTO 06IIecTBa ¥ MeXIyHapOAHOTO KOMMTETAa 3CTETUUYECKOTO
MCCIe0BaHMiA, WieH AKaleMuy MOPa/IbHBIX ¥ MOANT, HayK OpaHinm
(1958). BoicTynast ¢ mo3uuuit purocodun «palMoOHaTbHOTO UIeaTn3-
Ma» M YIPEXKIEeHHON! MM CaMUM «PeajbHOI 3CTeTUKMU», HOCSIIMUX T0-
3UTUBUCTCKUI XapakTep, B CBOUX GMIOCODCKUX U ICTETUUECKUX TPY-
nmax Cypuo ob6paiaercs K MacliTaGHbIM M (GyHIAMEHTAJIbHBIM IIPO-
671eMaM ¥ TBITAeTCS HAMETUTb MarucTpajbHble MyTU pasBuUTust u-
snocodun u acreTukM («Bymyiee acTreTukm», «Bymyinee dumocodum»).
Tpu cosmaHuy co6CTBEHHOI (HMUI0CODCKO-ICTeTUUECKO KOHIIETINN
LIMPOKO MCIOIb30BaJl OPUTMHATbHBIE ¥ CBOEOOPAa3HO MHTEPIPETUDY-
eMble TMOHSTUSI: HAmp., UHCmaypayus, 0603Havaolee IeHTPATbHYIO
B KoHIenuu Cypuo Mae BO3HMKHOBEHMSI, HEIIPEPHIBHOTO CTAHOB-
neHusi, obopMIeHMsT Pa3HOOOPa3HbIX (EHOMEHOB MAaTepUaTbHOrO
¥ WIeaJbHOTO TIPOMCXOXKIEHMs. B 3TOM mepMaHEHTHOM IIpolecce
CTAaHOBJIEHMSI [Ie/ICTBUTEIBHOCTD IPEeCTaeT KaK COBOKYITHOCThb Psifa
CII0COGOB CYILIECTBOBAHMSI, B K&XKIOM M3 K-PbIX BasKHENMIIYIO POJb UT-
paer dopma. Ho odopmienme peanbHocti, 1no Cypuo, BOBCe
He O3HAyaeT HACTYIUIEHVMS HEKOero CTaTMYeCcKOrO COCTOSIHMS, T.K.
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rporecc oopMieHMss HEOCTAHOBMM M OeCKOHeYeH. Belst MOCTOsH-
HBII TIOMCK OCHOBAHMIA, CITOCOOHBIX 0ObEAMHUTD BCIO AYXOBHYIO che-
pYy B LIeJIOM M IIpOTeKalollye B Hell MHOTOUYMC/IEHHbIE Pa3HOPOIHbIE
nporiecchl, Cypuo NMpUXOOUT K uaee cosnanus «pumocopuu dumoco-
¢bwmit», koTopast Jo/mkHA 6bTa 6bI MHTETPUPOBATh BCEBO3MOXKHbBIE (Hy-
yocodeMbl, «pacTBOpEHHbIE» HE TOJbKO B TEOPETUUECKUX TPyHax
npodeccuoHambHbIX GMI0CO(OB, HO U B «HETEXHUUECKUX utocodm-
sIX» — B XYyLOXXKeCTBEHHBIX IPOM3BENEHMSX, HAyYHBIX COUMHEHMUSX,
pa3HOOOpa3HbIX ITpoLieccax, MPOTEKAIINX B PeaJbHOM SKU3HM, UC-
KyCCTBE, IEVCTBUSIX M TIOCTYIIKAxX JIoAeil u T. m. B mosgHux paborax
Cypuo ycunmBaeTcsl CTpeMJIeHMe K KyJIbTypOJOTMYeCKOMY OCMBbICTIe-
HMIO U 0GOOILIEHNIO PAa3HOOOPA3HOM peanbHOCTM, OKPY)KaIoIeil Hac,
¥ pa3HOACIIeKTHO [1esTeTbHOCTY YeloBeKa, K CO3JaHUI0 BHYTPEHHe
YIOPSIOYEHHO! ¥ FapMOHMYHOM HAYYHO-XYHOXK «IIJIEPOMBI» — MJie-
aTbHOTO 06pa30BaHMs, OOBEMJIIOIIETO BCIO COBOKYITHOCTb BBICHIMX
MPOSIBJIEHN UesioBeueckoro nyxa. [lepeBosibl HEKOTOPBIX COUMHEHMS
drbeHa Cypro Ha pycckuii si3bik: dumocodckoe pasMbliuieHne 06 yuc-
KyCCTBE, WM 3CTeTMYecKoe pasmbliiuieHue o dwmiocopun / Ilep.
K.3.AxomnsiHa // Borpockl dumnocodun. 1994; VcTOPUKO-CTUIMCTIAYE-
ckue xareropuu / Ilep. K.3.AxkomnsiHa // CoBpeMeHHas 3alajHO-eBpo-
rejickast ¥ amepuKaHckas scretuka. M., 2002; MckyccTBO U GuIoco-
dusa. M., 2004. Hacrosiuit repeBog, coenaH Mo pacmmdpoBaHHOMY
TEKCTY paAMOMHTEPBbIO, KOTOpbIi DTheH Cypuo man B mekabpe
1972 roga ®pancyase Pejicc, KoTopas 6bUIa BeCbMa 3aMeTHOM (Gury-
poii paHIy3CKOV MHTENIeKTYaabHOM KyIbTYpbl KOHLIA XX BecbMa
OPraHMYHO CBSI3bIBaBLIE) aKkajgeMuyeckue KpPYTH, Xy[OsKeCTBEHHYIO
IlesITeJIbHOCTDb U Mefiya.

@pancyasa Pelicc-Cmanuy (1915—2001) — GaneTHbIii 0603peBaTelb,
CHeIYAaIUCT 110 PycCKOMY GaJieTy U, B YaCTHOCTH, BaiiaBy HukmHCKO-
my. V @. Pejicc 6blyla MHOTOTpaHHAsI Kapbepa: Mocjie M3yYeHusT JInTe-
paTypsl OHa GbUIa TpernofaBaTeseM, XYPHAIMCTOM U Xopeorpadom,
JIMTepaTypPHBIM KPUTUKOM U IMcaTe/leM B TeueHMe IOUTH COPOKa JIeT.
OHa TmoCBSITW/IA CBOIO Jyicceprauyio mo scretuke (Cop6onHa, 1956)
BausaBy HuwkmuHcKkoMy; OHa Hamucanga KHUTY «HVOKMHCKMIA, WIn rpa-
LMsT», OMTYOIMKOBAHHYIO B IBYX ToMax: «’KusHb HuskmHckoro» u «Hu-
SKMHCKMIA: 9CTeTMKA U Tcuxonorusi». OHa onmy6iMKoBaia u Apyrue pa-
60TbI, B YaCTHOCTH, O TaHIax: «Ha mpimoukax» (1952 u 1953), XpOHUKM
MapyKCKMX Xopeorpaduueckux HoBocTeit. B 1991 rogy oHa ormy6/mKo-
BaJla KOJUIEKTUBHBIN COOpPHMK mcciaemoBaunit «Hammcano o HuskuH-
CKOM»,  TIOCBSIIIEHHBIX  OTHOUIEHWSIM  MeXpy  HuwkuHckum
u Bloomsbury Group. B 1989—1990 romax oHa MOCBSTWIA IEPBYIO
KPYIIHYIO BBICTAaBKY BO ®paHuyy, mocesieHHy HiknHckomy un Pyc-



CKMM Ce30HaM. YBJIeUeHHas] OTHOIIEHNUSIMU MEXKIY XyL0KeCTBEHHbIM
TBOPYECTBOM ¥ IICUXOJIOTMEIi, B JOIOJHEHME K ee Pa3sHOO6pasHOii
SKypHanucTcKoi npaktuke @. Peiicc Taioke npenofasana B llIkone aH-
tpomnonoruu (1969—1973) u B Copbonne (1974—1977). Ha paguo ona
OCHOBaJIa Tepefiaue C exeHelelbHbIM 0630pOM [IMccepTalui, 3aiiu-
meHHbIX B Cop6oHHe. CoTpyaHnyana ¢ MexayHapogHbIM 0OLIeCTBOM
yronoBHo# npodunaktuku (SIPC) ¢ pyMbBIHCKMM IOPUCTOM U KPUMMU-
Hornorom Bacmie Cranuy (1900—1986), 3a KOTOPOro BBIIIIA 3aMYX
B 1973 rony.

Pemakuus AU BbIpaskaeT YBEPEHHOCTb B TOM, UTO ITYGIMKYeMBbIit
TEKCT CTAaHeT BaKHBIM MCTOPUYECKUM CBUIETETbCTBOM OJHOBPEMEH-
HO B JIByX OOJIaCTSIX. C OJHOJ CTOPOHBI, OH IPOJMBAET CBET HA MH-
Te/VIeKTyaJbHYI0 [AMHAMMKY CTAHOBJIEHMSI BeCcbMa XapaKTepHbIX
U BIAMSTENbHBIX B3ISA0B DTheHa Cypuo, MOMYyYMBIIMX Ha3BaHMe
«peasyibHOM 3CTeTUKM», C NPYToil CTOPOHBI, OH [ejaeT 3HAUYUTETbHO
60Jiee OTUETIVBBIM KOHTEKCT CTAHOBJIEHMSI 0CO60I KYIbTYPbl KOHTM-
HEHTAJIbHOTO IMOCTMOJEpPHM3Ma, KOTOPBIii OCTaeTcsl Bce ellle BechbMa
CJIOKHBIM @ CMJIy LEJNOTO PsIfa MCCIeNOBaTENbCKUX OBGCTOSITENbCTB.
Ecnu roBopuTh KpaTKO, TO OHM 3aK/II0YAIOTCS B TOM, UTO MCTOpUYe-
CKasi AVICTAHIYS ellle He CTOJMb BeIMKa, YTOObI MOXXHO ObUIO OTHe-
CTUChb K 3TUM IIpoljeccaM KaK COBEpLUIEHHO SIBHOMY IIpPOLUIOMY,
u MHOrMe GUTyphl BCe elle HeCcyT Ha cebGe oueBMAHbIN diep mudo-
JIoTM3anyuy, He NaloUiuii OTYeTIMBO B3IISIHYTh Ha COIEpXKaHMe UX
TEeKCTOB ¥ CMBICI UX JeCTBUIA. B 3TUX yCI0BUSIX MHTEPBbIO, KOTOPOE
6bUIO IAHO B Tyle COOBITUII IJyia paguo, B KotopoMm ¢umiocod cra-
pajcs IaBaTh OTBETHl HAa IPUHIMIIMAIbHBIE BOIPOCHI SICHBIM LIVPO-
KO/ Ty6/iuKe $SI3BIKOM, SIBJISIETCSI BaKHEMIIMM CBUIETEIbCTBOM,
IpeACTaBISIOIMUM AeCTBUTENbHbIN KyJIbTYPHbBII KOHTEKCT TOTO Bpe-
menu. IlepeBoz ¢ GHpaHIy3CKOTO OPUTMHANA BBINIONHEH /. AGanmaco-
eoti!

Cepeeii /J3ukeeuu,
2n1aeHulli pedakmop AU

! lapess Abanmacosa — cTymeHTKa ¢unocodcekoro dakyabrera MIY
umenu M.B.JlomoHOocOBa.
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®pancya3sa Peiicc

BaI Hamycaa MHOXXeCTBO KHUT 110 ¢pmaocodum 1 3cTeTuKe, s
HarlOMHIO JIMIITb HEKOTOpble U3 HUX: «UyBCTBeHHas abCTpak-
uusi», «KuBast MbIC/Ib U 6e3ymnpeunast popmanusanus», «duio-
cockoe cTaHOBNIeHME», «Pa3nuyHble MOIYChI CYIeCTBOBAHMSI»,
«Tenp Bora». [locBsimieHHbIe 3CTeTHKe: «bymyilee 3CTeTUKU»,
«CoOTHOIIIEHNEe UCKYCCTB» (HEIaBHO Mepen3IaHHylo B hhopmare
KapMaHHOI kHurH), «200000 mpamMaTypruyeckmux CUTyalUii»,
«DyopeHMs», «XyOOXECTBEHHOE UyBCTBO  SKMBOTHBIX»!.
Ha npoTsokeHuy MHOTHUX JieT Bbl ObIIM pYKOBOIMTEIEM UCCIEO0-
BaHMIT B 06mactu pumocoduut U COTPyIHUKOM Kademapbl 3CTETH-
ku. Ceituac Ber — coTpymHUK XypHaia «dunocodusi» U pegakTop
KypHasia «JcTeTukar». Besi Ballia gesaTe/lbHOCTh pacipeiensieTcs
Mexay hunocodueit u 3CTeTUKOI, HallpaBaeHa Ha huiiocodcroe
pasMbliiieHre 06 uckycctBe. KakoBa mpuumHa TaKOro pasjese-
HUs, ¥ 9TO humocodmst MOKET TpeGOBaTh OT MCKYCCTBA?

Smuwen Cypuo

Ectb uTo-TO OT ad hominem B ToM, 4TO BbI CripammuBaere:
MpUYMHA MOei Kapbepbl... BylIy OTKpOBEHHbIM, cama (UI0CO-
(ust mpuBena MeHs K 3cTeTuke. S Tymasl, UTO HEKOTOPBIE TTPO-
6membl Guocoduy MOTYT HaliTH CBOE pellleHMe TOJNbKO B pas-

VE. SOURIAU, LAbstraction sentimentale, Paris, Hachette, 1925;
Pensée vivante et perfection formelle, Paris, Hachette, 1925;
L’Instauration philo- sophique, Paris, Alcan, 1939; Les Différents modes
d’existence, Paris, PUF, 1943; L’Ombre de Dieu, Paris, PUF, 1955;
LAvenir de l’esthétique, Paris, Alcan, 1929; La Correspondance des arts,
Paris, Flammarion, 1947, 1969%, Les Deux cent mille situations
dramatiques, Paris, Flammarion, 1950; Florence, Paris, Hachette, 1957;
Le Sens artistique des animaux, Paris, Hachette, 1965; Clefs pour
lesthétique, Paris, Seghers, 1970.
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MBIIIJIEHUYM 00 MCKYCCTBe. B 1IeJIoM, s cuMTaio, — Tak Kak Bol
3aganyu Bormpoc o (wiocodun, Tpebyoieii YTO-TO OT MCKYC-
CcTBA — 4TO (hyrocodust MOKET MHOTOTO TpeboBaTh OT MCKYC-
CTBa, U TpeboBajla OHa OT HEro, Mpexknae Bcero, 3HaHue. EcThb
TO, UTO IpEeLCTaB/JIeHO B MCTOPUM 4YeIOBEUeCTBa TOJBKO B XY-
IOKeCcTBeHHOM dopme. S Bcerma mymasl, YTO TO, YTO MbI CMOT-
AU y3HATh O YeJOBeKe, MPUPOAE, Cymbbe TakMx JIoAei Kak
Anp6pext [diopep, Mumienb-Auxk, BerxoBeH, Baruep u Illekc-
nup — 5 IPUYUCISII0O TIO3TOB K TOM JKe CepUM — 3TO UTO-TO
6eckoHeuyHo IleHHOe. CiemoBaTeNibHO, MbI TIOCTYIIAaeM ITpa-
BWJIbHO, 00Opamasicb K HMM. MbI Takke MOXeM TpebGOBaTh
OT MCKYCCTBA Measl: BOOXHOBUBIIMCH BEIMKUMU TeHUIMU, Gu-
jocod HauMHAEeT PasMbIILISITH O TOM, UTOOBI CHEIaTh U3 CBOE-
TO MPOM3BEIEHNS YTO-TO TaKOTO ke MaciiTaba M Toi ke cu-
JIbI, UTO U BeJIMKMe MMPOU3BeqeHMs UCKycCTBa. VI, HaKOHell, Mbl
MOXKeM TpeboBaThb OT HEro BAOXHOBeHMs. IIpekpacHass KHMUTa
Maxkcuma IlIymst «[I1aTOH ¥ MCKYCCTBO €ro BpeMeHM»!' B JocTa-
TOYHOJ Mepe IOKa3bIBaeT, 4YTo I1aTOH ObUI IEHUTEIEeM UCKYC-
ctBa. Ecim MBI BO3bMEM COBpEMEHHBIX (GMI0cO(POB, TaKuUX,
Kak, Hanpumep, Xaijerrep, s mojarail, YTO MHOXKeCTBO pac-
MIPOCTPAHEHHBbIX MM M€l MOTYT ObITh IPOWITIOCTPUPOBAHBI
BEJIMKMMM IIefeBpaMy: 03a60UeHHOCTb MOKET OBbITh TPOUJI-
JocTpupoBaHa «Menanxonueit» [ropepa, TeMa TBEPLO pelln-
MOCTU — «PpillapeM U cMepThio» [opepa. IMeHHO 34€eCh Ha-
XOASITCS SKMBBIE VCTOYHMKM, K KOTOpPBIM (uiocody MoKeT
ObITb OOJIEe BCETO MHTEPECHO OOpaTUThCS, UTOObI HEe YXOAUTH
B CBOIO OAIIHIO 13 CJIOHOBOJ KOCTY U B aOCTPAKIINNA.

®Dpancyasa Peiicc

Cy1iecTBYIOT Jin Benuuaiiiye npobnemsl dunocoduu, ¢ Ko-
TOPBIMM UCKYCCTBO HEPA3PHIBHO CBSA3aHO?

1 P-M. SCHUHL, Platon et l’art de son temps: arts plastiques, Paris,
Alcan, 1933.
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Omuwen Cypuo

Oa, 9 cuMTaw, YTO CYIIECTBYIOT IPOOAEMBI, AJisI KOTOPBIX
obpaimenue ¢uiocodpa K MCKYCCTBY HEOOXOOMMO, HE TOJBKO
B MeTabU3nIeCcKoii 1 061eit puinocodun, HO U B 0COOBIX GUITO-
cockux IUCUMUIUIMHAX, HATIPUMeD, B Jioruke. JIormka He AOJDK-
Ha OBITh TOJIBKO OKA3aTeJbHOIM HayKoii. 3a4acTyl0 peub Iia
O KOHCTPYKTMBHOI JIOTMKe, memuueckoli, eCiu WCIIONb30BaTh
6osiee TOYHBIII TEPMUH, — TEOPUM OTKPBITHIL. e ee OThICKATb,
e He B MCKYCCTBe, Mpekae Bcero? B rcuxonorum Habimome-
HMe HIOAHCOB M KOHKPETHBIX COOBITMII IMOLMOHAIBHOM KU3HU
yeJioBeKa — 3TO 3a4acTyI0 TO, YTO JUTepaTypa, Mo33us 1, KCTa-
TH, SKMBOTIIMCH CMOTJIV IIPOVJLTIOCTPUPOBATh TTOAXOISIIMNM CITO-
cobom. OcobeHHO 3HaHMe UCKYCCTBA HEOOXOAMMO [IJIST UCTOPUU
dunocodun. dunocodust He U30MMPOBAHA, OHA B LIEHTPE KU3-
HMU, B IIeHTpe OONbIIMX TPYIIH JII0Iei, OHa TeCHO CBsS3aHa C CO-
BOKYITHOCTbIO UeJOBEUYECKON desTeTbHOCTM, B OCOGEHHOCTH,
¢ ucKyccTBoM. Te, KTO IMOMAraoT, KaK 9TO OXOTHO Aeyanu Guio-
codsl CTO J1IeT Ha3aM, YTO MMEHHO B Pa3sMbIIUIEHUM O HayKe pu-
Jiocodusi HAXOAUT CBOE cofepikaHue, OMIMOaloTcs, 3a0bIBast UC-
KyccTBO. CyIIecTByeT MHOKECTBO IIPUUMH, ITOUEMY B MCKYCCTBE,
CBSI3aHHOM C OCTAaBILIENCSI YaCThIO Ue/JIOBeYeCKOM MbIC/IM, Hali-
IYTCS KITIOUM K SKU3HM YeJI0BEUECKOro AyXa.

To ke camoe KacaeTcsl M >KM3HEHHOTO ITyTU, U 0BYCTpPOIi-
cTBa Oymymiero yeysoBeuvecTBa. §I mymaio, UTO JaBaThb CJIOBO
TOJIBKO Hayke U ¢Guiaocoduu, KOTopas Ha Hee ONMPAeTCs — 3TO
cepbesHast ommoKa. UToObl co3/1aTh UelioBeKa OymyIero, skeaa-
TeJIbHO, YTOOBI MPeICTaBUTEIM UCKYCCTBA, @ He TOJIbKO yUeHbIe
MMeN BO3MOXHOCTh BbICKa3aThcs. HakoHell, MMEHHO B 3CTe-
TUKE MOXXHO HaliTV BCe JaHHbIe, KOTOpble MPUBEOYT HAC K 60-
Jiee ITyOOKMM 3HAHMUSIM B 06GMacTy MeTaduU3MKU U MPOOIEMBI
MOJIYCOB CymiecTBOBaHMs.! [IpyrMMu CI0BamMu, TBOPUECTBO —

L Cf. E. SOURIAU, Les Différents modes d’existence, op. cit.
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9TO [OBeleHMe CYLIeCTBYIONEro (IIPOMU3BeNeHNMsT MCKYCCTBa
VIV TIO9MBI, €C/T Peub UIET O M033UM) MOTHOTHI ObITHS. I Ay-
Malo, YTO HepeaKo MbI Y3HAaeM MyThb, KOTOPBI BeleT Hac K 6o-
Jlee BBICOKOMY YPOBHIO 3K3UCTEHLIMM, TOAbKO M3yUyasl XymosKe-
CTBEHHOE TBOpPEHME.

®Dpancyasa Peiicc
MO3KHO 71 cKa3aTb, YTO GMUI0co(Pus — 3TO TOKE UCKYCCTBO?

Omuwven Cypuo

Sl 6bI OXOTHO Ha3Baj TaKOii BOMPOC HECKPOMHBIM, IIO-
CKOJIbKY, HOJKEH MPU3HATHCS, ... Mbl PACXOAMMCSI BO MHEHUM
C MOMMM Kojuteramu. I 4acTo roBOpMI, uTO GyAy paccMaTpu-
BaTbhb GMI0CO(MIO KaK MCKYCCTBO — IpekAe Bcero, pumocodus,
Kak roBopmwi COKpaT, 3TO BeIMKOE WCKYCCTBO, Imegales
mousikes.! MHoOr1e MOM KOJUIETM IIPOTECTYIOT, BO3MOYKHO, ITO-
TOMY UTO Y HMUX €CThb YBEPEHHOCTb B (MI0CO(CKOM TOCTOBEP-
HOCTU WJIU K€ TIPeAPACCyOKU MPOTUB MUCKYCCTBA, KOTOPOE OHU
HE CYMTAIOT CTOJIb K€ CEPbE3HBIM.

B nmo6om ciyvae, s yOeXKIeH, YTO eI BOCIIPMHUMATD Hu-
Jocoduio Kak MCKYCCTBO, HENMb3sl U36ekaTh MPU3bIBA OKUBUTD
dunocoduro. Huirire roBOpwI, YTO HYKHBI ThICSTUM (GMI0CO0hOB
¥ 3aKOHYMJI 4YacCTh, ITOCBSIIEHHYI0 HEOOXOMMMOCTM WMETh
CTOJIbKO TIPEAICTABIEHUI O MUPE, CKOIBKO CYIIECTBYET JIIOMIEN,
KpuKOM: «ITo Kopab6iisiM, Bbl, Guaocodbl!»?

' PLATON, Phédon, 61a: « p€yLlOTNG NOUGCLKNG»; MPOLUUTUPOBAHO aBTO-
pom B Tekcre: E. SOURIAU, L'Instauration philosophique, op. cit., p. 93.
B pycckom nepesope: @edoH // CoumHenms IlnatoHa. B 6 T. / Ilep.
B.H.KapmoBa. CII6.: Tumorpadusi AyXOBHOTO >XypHana «CTpaHHUK»,
1863.T. 2. C. 59—144.

2F. NIETZSCHE, Le Gai savoir (1882), trad. fr. par P. Klossowski, Paris,
Gallimard, 1967 (n. 289). Pycckuit niepeBop: Huywe, @. Becenas Hay-
ka / Ilep. M. KopeneBoii, C. CrenanoBa, B. TormopoBa. M.: A36yka,
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JTOT KPUK, K KOTOPOMY TaK MPUCTYIIaIUCh Gurocodsl, ro-
BOpUT: «BymbTe n3obperatenbHbl!» JItobas dunocodcekas cucre-
Ma BCerga MBICUTCS, CJIOBHO BOCXUTUTEIbHAsS apXUTEKTypa
uaeii, ¥ eciu CTPOUTDH 3JaHue, MpeAcTaBisioliee cob0il Beau-
Ky10 GMI0CcOPCKYIO CHUCTEMY — TaKyI0, KaK, Halpumep, CUcTemMa
Jleitbuua, — mabbl YIOMSHYTh OJHOTO M3 TeX KJIaCCUUYECKUX
unocodoB, KOTOPHIX S CUNTAIO HaMbOJIee aKTyaJTbHbBIMM CETOf -
HS — y MEHSI TaKoe YyBCTBO, UTO, HAXOMSICh BHYTPU CUCTEMBI
JleiibHMIIa, ST HAXOXKYCh BHYTPU OTPOMHOTO ABOpIIA B cTUIe 6a-
POKKO C MHOKECTBOM OallleH, CO3JaHHbIX, YTOObI HAOIIOAAThH
3a Te€M, UTO IIPOUCXOAUT CHAPYKM, U 3aJI0B, B [JTyOMHE KOTOPbIX
MOSKHO CKPBITBCSI B OCBEILIEHHOV TEMHOTe, IMopoKIaroIeit hu-
Jocodckue pasMbilieHust. Benukue ¢punocodckue abeTpakium
TIPEeAIIoaraloT MO0 SIPKUit CBET, IMO0 MOACBEYEHHYIO TEMHOTY,
B KOTOPO¥, BO3MOXHO, CTOJIbKO K€ I033UM, CKOJIBKO HayYHOI
Mbicin. K Tomy ke, 1 y6exmeH, uTo ¢umocodbl AeiCTBYIOT
TOJILKO Uepes3 u3JIyueHue, IoxXokee Ha TO, KOTOpOe JaloT HaM
MPOM3BEAEHMST MCKYCCTBA. DTO TAKKe CIIPaBedJIMBO IJIS PeNIN-
TMO3HBIX U MOJUTUYECKUX CUCTEM. YWIbIM [I)KeiiMC TOBOPWIIL:
«B KOHEYHOM MTOTe, Mbl He Jokasanu, uto I0muTep He cyiie-
CTBYeT. XpUCTUAHCTBO 3aMEHUJIO SI3bIYECTBO M3-3a HEKOTOPOTO
U3JIyYEHMsI, CBOVICTBEHHOI'O TOJIbKO eMy».>

U pa, 1 mymalo, 4To Beukue Guaocopckue cucTeMsbl aeii-
CTBYIOT TakKuMM 00Opa3oM. Beprcon Hamucas IpeKpacHOe BBeme-
HIe K yueGHOMY M3gaHuio JIykpelus,* KoTopoe, KCTaTu, Majio-
13BecTHO. Ha ero crpaHmiiax oH OOBSICHSIET, ITOUYEMY CHCTeMa

2015.

5W. JAMES, Lexpérience religieuse. Essai de psychologie descriptive
(1902), trad. fr. par F. Abauzit, Paris, Alcan, 1906. Pycckuit mepeBoz;:
IDietimc, Y. MHoroo6pasue penurnosHoro ombita / Ilep. ¢ aH-
. B. I. Manmaxuesoii-Muposuu u M.B.llIuka. M.: Hayka, 1993.

4H. BERGSON (éd.), Extraits de Lucréce, Paris, Delagrave, 1884 (cf.
Introduction, p. I — XLVII).
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THUS SPAKE ZARATHUSTRA

Cepeelti /I3ukesuu. «Tak zosopun 3apamycmpa» @pudpuxa Huyuwe.
U3 cepuu «Tekcmat».
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OnuKypa caMuM CBOMM CYIIeCTBOM BIOXHOBWJIa IosTta. CioBa
Beprcona MpoHMKAIOT B caMyl0 CYThb M CTOJb K€ BayKHbI, Ha-
CKOJIKO YOEKIEHHbIM MPOTUBHUKOM 3TUKYpeicKoit ¢umocod-
CKOV cucTeMbl OH siBjisieTcs. OgHAKO, OH IIpM3HAeT 3a Heil
OTPOMHYI0 MO3TUYECKYI I[€HHOCTb, BO MHOIOM COCTOSIIIYIO
B JeMICTBUM, KOTOPOE OHA CMOI/Ia npousBectu. [TosTomy s cum-
Tal, 4YTO CYMUTaTh (WIOCOGUI0 MCKYCCTBOM — IIPaBUIbHO
” ecTecTBeHHO. Ho, MOBTOpIOCH, S MPU3HAI, UYTO MHOTME MOU
KOJIJIETY He TIPUHSIIU Obl TAKO¥ TOUKY 3PEHMSI.

®Dpancyasa Peiicc

BbI OTKPBUIY 7151 HAC TTO33UI0 U aPXUTEKTYPY B GUIocohum.
3arparusaert ;i GuIocodus Ipyre BUABI UCKYCCTBA?

Smuwven Cypuo

S 6bI CcKasam, YTO BCE MCKYCCTBA CBSI3aHbI ¢ ¢unocodueii
u uTo dusocodust Kak pa3 M SIBASETCS UCKYCCTBOM MCKYCCTB,
00beIMHSIIOIINM BCE IPYTMe UCKYCCTBA B eAMHOI rmy6uHe. Eciu
BbI rtepebepeTe BCe CYIEeCTBYIONIMIA BUIbI MCKYCCTBA, S ITOMaTy
B IApaJoOKCaJIbHYIO CUTyaIlMI0, KOTHA, HAalpyuMep, CTaHy T'OBO-
puTbh Bam 0 dunocobmn KepaMuku, 1 TeEM He MeHee, MHeE OyaeT,
YTO CKasaTb. HarmoMmHIO, YTO cO3maHMe MMpa B IIATOHOBCKOM
Tumee! — 3TO B AECTBUTEILHOCTHM TpaHCHOPMALMS MCKYCCTBA
KepaMuku B nepByio ¢unocopuio. ToxxnectseHHOe u ViHoe —
IBa MIPOTUBOCTOSIIIMX APYT APYTY MPUHIIMIIA — [JIMHA U [Tecya-
HUK, KOTOPbIe MUCIIONb3YIOT KepaMuCThl. [opeHNe o3HavyaeT Io-
MellleHye B IeYb. YIIOMMHAIOTCS TaKkKe KaTacTpodbl, CO3MaB-
IIye B MMPe YepHbBIN I[BET, — 3TO OOKUT JeaeT KPaCHYI0 ITIMHY
yepHO¥. Hy>kHO cKka3aTb U 0 [leMuypre, cosgaBiieM Mup B (op-
Me cdepbl, MOCKOIBKY U3 BceX GUTYp 3Ta BClomy 6Gosee qpyrux

L PLATON, Timée, 27c et suiv. Tumeii // Counnenns Ilnarona. B 6 1. /
IMep. B.H.Kaprosa. M..: CunomanbHas Turorpadus, 1879. T. 6. C. 327—
371.
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¢dburyp HanmomuHaeT caMa cebs — Takywo chepuueckyio hopmy
JlaeT TOHYapHBIN Kpyr. Kopoue roBops, 51 MOAAEPKUBAI0 TOUKY
3penust, yto InatoH, punocodcerBytommii B kBapraie Kepamuk
1, 6e3 COMHeHMs], UMEeIINi repen miazamMmyu adUHCKUX Kepa-
MMCTOB, a6COIIOTHO TOYHO BOXHOBJISIICSI UX TEXHUKOIA.

He MeHee 0XOTHO s1 6bI paccka3aa 0 My3bIke U (utocodun.
CsToit ABrycTuH Hammcan TpakraT «O Mysbike».! He HYKHO
3a0bIBATh, UTO B My3bIKE OH HaIlle/ BIOXHOBEHME, KOTOPOE T03-
ke HalimeT B Helt BeprcoH. CyIecTByeT CXOXKeCTb MEXKIY TSIHY-
1meiics Menonyueit BarHepa ¥ HeNpepbIBHOCTbIO BHYTPEHHEN
SKU3HU, KOTOPYI0O BeprcoH OTKpbUI 3aHOBO, MO3TOMY... MOKHO
CKa3aTh, YTO BeprcoH BAOXHOBJSIICS HEKOTOPBHIMM MY3bIKAIb-
HBIMM Teopusmu Baruepa. «Mmmpeccuonmsm» Beprcona,
B CBOIO OUepenb, COMMDKAET ero ¢ TAKMMY KOMIIO3UTOPaAMM-UM-
TIpecCUOHMCTaMM, Kak, Hampumep, Kinomom le6roccu. S 3Halo,
YTO BCEM JPYIMM My3bIKaHTaM BeprcoH mpemmouen 6ol [orme-
Ha, OH YacTO CTaBWI IUIACTMHKM C €ro IIpOU3BeIeHUSIMMU.
Ho wnaiitm B mpoussemenusix IllomeHa dwiocobuio BeprcoHa
3HaYWIO Obl OTPUIIATh OPUTMHAIBHOCTb BeprcoHa. OmHAaKo,
Beprcon 611 yoeskaeH, 4To, crymas My3siky [llomeHa, oH, ¢ of-
HO¥1 CTOPOHBI, 0OpPMIISET CBOV GMI0COPCKIUI CTUIIb, OXKUBJISET
€ro, a C APYroii, UTO ero co6CTBeHHAs! KOHIIEMIMSI BHYTPEHHEI
SKU3HM TeCHO CBsS3aHA C My3bIKOi. [loaTOMy, Kak MHe BUIMUTCS,
bunocodust — g yske uutupoBas Mbicaib COKpaTa 0 TOM, YTO 3TO
megales mousikes, BelIVKOe MCKYCCTBO, — MCKYCCTBO MCKYCCTB.
OHa MOXeT BK/IIOUAaTh B ceOs1, o6palasi B CBOIO I0JIb3Y, pasiny-
Hble (OPMBI MCKYCCTBA. BbI YIIOMSHY/IM Ha3BaHMe MO€i KHUTU
«COOTHOIIEHME UCKYCCTB»: B HEJ S ITUITY O TOM, UTO, U3y4as TO,

LSAINT AUGUSTIN, Euvres, vol. 7: Dialogues philosophiques, livre 4:
La musique, trad. fr. par G. Finaert, Paris, Desclée de Brouwer, 1947.
Pycckuit mepeBon;: Aspenuti Aszycmun. Illects KHUT 0 My3bike / Ilepe-
BOJ, KOMMeHTapuit u ucciegosanue E.M./IBockuHoit. M.: HayuHo-13-
JaTtenbCKkuii neHTp «MocKkoBcKasi KOHcepBaTopusi», 2017.
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KaK COOTHOCSITCSI apXUTEKTypa ¥ MY3bIKa, SKUBOITUCh U KepaMu-
Ka, MbI MOKeM IPUITH K UMCTOMY MCKYCCTBY,! KOTOPO€e TauTCs
BHYTPY HMX M MO3BOJSIET MM COOOWIATBCS APYT C APYroM, Kak
TIOJIHOCTBIO M30aB/IeHHass OT MaTepuy CYIIHOCTb. OTCIOJa MbI
[epexofyuM K 4iCTOMY pasymy, Kak mucai Anbdpen ne Buubu,?
a 3HaunT, K pumocoduu. S mpusHaw HEOOXOIAUMOCTD IIPUOOIIE-
HUSI K Hay4YHOJ pabore Moyombix ¢uiocodoB, TeM He MeHee,
MMOHMMAaHMe UCKYCCTBA OymeT AJisT HMUX YpPe3BBIUAHO IOJIEe3HO.
B xauecTBe CBOEro IJITaBHOTO MPUHIIMIIA S TT0JIaraio Cyiedyloliee:
OTCYTCTBME Y KOTO ObI TO HM ObUIO 3HAKOMCTBA C MCKYCCTBOM
TpeicTaBIsieT co60it By, 6€3rpaMOTHOCTH, AaxKe MPU HAIMINU
MHOKeCTBa HayuyHbIX paboT. [jisi TaKoro uejoBeKa BaykKHAS
YacTh 4YeJ0BEYECKON AVIIM OCTAeTCsS CKPBITOI, HO MJis TOTO,
yTOOBI 3aHMMAThCS humocodmeit, Kak TOBOPUIIM Ipeku (LIUTaTa,
KOTOpYI0 BeprcoH Jio6ua MOBTOPSITh), HY’KHO 3aHMMATbCS €ii
sun holu tu psuchu, — co Bceit gymoi. Ecim mymia He mpuo6ia-
€TCSl K VICKYCCTBY, HEJIb3s CKa3aTh, UTO OHA IOJTHOCTHIO BOBJIE-
YyeHa.

®Dpancyasa Peiicc

BbI rOBOpM/IM O TECHOM COI03€ MEXIY MCKYCCTBOM M (MIO0-
codueit, UX emOMHONM XU3HM, CBOEro poja cumbmose. He mor-
JiVt 6bI BbI IIPOMJITIOCTPUPOBATH 3TO KOHKPETHBIMU MpUMepamm?

Omuoen Cypuo

B mpuMepax HeT HefocTaTKa. B 106071 MOMEHT BpeMeHM [Ty-
XOBHAasl JKM3Hb JIIofelt o6pasyeT equHCTBO. Ouiocodust coracy-
€TCSI C OCTaJIbHOV JeATeIbHOCTBIO JII0Ie, 0COOEHHO XymoXKe-
CTBEHHOI4, Yepes3 CTUJIUCTUUeCKOe eAMHCTBO. Kaccupep Korma-To

L Cf. E. SOURIAU, L’idée d’Art pur, « Revue d’art et d’esthétique», a. I, n.
1—2 (juin 1935), p. 83—100.

2A. DE VIGNY, LEsprit pur, in ID., Les Destinées: poémes
philosophiques, Paris, Michel Lévy fréres, 1864
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TOBOPMJI, UTO OGOJIBIIION BOMPOC B OTHOIIeHUM unocodun Abe-
JISIpa ¢ TOYKM 3peHusT ee GOpPMbI MBIC/IV COCTOUT B TOM, SIBJISIET-
Cs1 1M OHA TOTMYECKONM MM poMaHCKoOi.! ITomoOHbI BOMIpPOC
O CBSI3U C COBPEMEHHBIM MM VMCKYCCTBOM MbI MOIJIM ObI apeco-
BaTh JIIO6BIM ApyruM humocodekum cucremam. Korma s 3agyMbI-
Batocb 0 CpenHux Bekax, o cxonactuke, 0 «CymMme TeOIOTUN»
®ombl AKBMHCKOTO, S IPeLCTaB/ISI0 rOTUYecKuii xpam. «Cymma
TEOJIOTUM» Y TOTUYECKUIt XpaM CTPOSITCS 10 OGHOMY U TOMY >Ke
MeTOOy ¥ WUTIOCTPUPYIOT APYT Apyra. [oTuueckuit cobop, 31O,
KOHEYHO ke, TpUyM@ aHaIUTUUECKUX CIIOCcOGHOCTe. Harpyska
pacrpeneneHa TakuM o6pasoM, UTO AaBjeHMe, KOTOpoe OCy-
IIECTBJISIET CBOJ, HA CTEHBI, pa3eeHo C IOMOIIIbI0 apKOYTaHOB,
OIOp U TlepeMellleHO Ha roTuveckyue KoJoHHbI. Kopoue rosopsi,
BCe JIeliCTBYIOIMe CUJIbI ITPEAYCMOTPUTEIBHO CXBauyeHbl 0 OT-
IeTbHOCTM M pacCMaTPUBAIOTCS, KaK MMeEIOII/e CBOe COOCTBEH-
HOe TipefHa3HaueHMe. §I mymaro, YTO TOTUYECKas apXUTEKTypa
JOKa3blBaeT KOHCTPYKTMBHOCTb aHaiu3a Takke, Kak «CyMma
Teojiornm» AKBMHATa, OCHOBHOJ MeTOoH, KOTOPOJi — 3TO JeeHune
Ha BOIIPOCHI U UX pa3pellleHne Ipy MOMOIIU AeAYKTUBHOTO Me-
Toma. [oTueckuit XxpaMm — CMJIJIOTM3M U3 KaMHel HaCTOJIbKO XKe,
HacKoIbKO «CyMMa Teoorumu» — co00p, BbUIOKEHHBIN U3 UIEIA.
BoT oHa, aGCOMIOTHO HEMCKYCCTBEHHAsI CXOXKeCTb TBOPEHMA, CO-
3IAHHBIX MPUOIM3UTENIBHO B OJHO BpeMs. BosBpaliasch K BO-
rpocy 06 OZHOBPEMEHHOCTM, €CJIM Mbl TOBOPUM O TI'peuecKoit
dunocodun, s gomkeH 6yay 3a7aTh BOIIPOC, — U STO IMOBTOPSIIU
y’Ke MHOXKeCTBO pa3, — Kakasi CBsI3b Mexxay [lapdheHOHOM 1 rpe-
yeckoit husocodueir? JloctaTouHO Ipouectb «MOMUTBY B AKpO-
mosie» Penana,? 4TOGbI [IOYYBCTBOBATh OOLIHOCTh apXUTEKTYP-

LCf. aussi E. SOURIAU, Lavenir de la philosophie, ceuvr. cit., p. 93—
94 (la source n’est pas citée).

2E. RENAN, Priére sur l’Acropole, in ID., Souvenirs d’enfance et de
jeunesse, Paris, Calmann-Lévy, 1883, p. 57—72. Pycckuii nepeBop;: Pe-
HaH, D. Cobpanue counHenmii / [lepeBon ¢ GPaHITY3CKOTO MO, peAaK-
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HOTO CTUJISI TOW 3TOXU U Irpevyeckoit Mbicau. MHe KaxkeTcsl, 4YTO
€IMHCTBO TAaKOTO POJia BCTPEUaeTCsI MOCTOSTHHO.

MBbI TOJIBKO UTO rOBOpU/M 0 beprcone u myssbike. U neiicTBu-
TeJbHO, CBSI3U Mexny (Gunocodueit BeprcoHa u MCKyCcCTBOM TOiA
3MOXM YaCTO MOAMEYAINCh. ITa CXOXKECTb — He CTpeMJIeHMe TeX,
KTO 3aHMMAETCS ICTETUKOI, JIF0O0I LIEHO¥ COMMU3UTD 3TU chepsl
M HaWTM COOTBETCTBMS, HO KOHCTATAIlMs OOIMX SKM3HEHHBIX
YCJIOBMIA. 1 He COMHEBAKCh B TOM, YTO MEXAY KPeCTOBbIMU M0-
xogamu, BuTpaxkamu CBSITOM Karesuibl M COBpeMeHHO# UM (pu-
Jocobueil ecTb IMyOMHHOE eAVHCTBO. Yea0BEUYEeCTBO eINHO
B CBOMX JKM3HEHHBIX ITPOSIBJIEHUSIX: TIpeACTaBUTeNM Guiocod-
CKOT'0 KOHCTPYKTUBM3Ma CO-BpeMeHHbI KOHCTPYKTUBU3MY B XKM-
BormucK. ECTh UTO-TO Bpome HeOOXOAMMOCTY B TOM, YTOOBI BCe
YaCTH SKMBOTO TeJia ABUTAINCh COTJIACOBAHO APYT € Apyrom. Ecin
YyeJI0BeYeCTBO C ero MHTeIeKTyalbHOM, Xy/I0sKeCTBeHHO Mesi-
TEJIbHOCTBIO U TICUXOJIOTUUYECKON >KM3HbIO eCThb KMBOII opra-
HM3M, JO/DKHA CYIIeCTBOBATh BHYTPEHHSSI TADMOHMS, KOTOPOA
MCKYCCTBO U Gmtocodust ITOTUMHSIOTCS B paBHOI Mepe. ITo3To-
MYy 1 TyMalo, YTO, BHE BCSIKOTO COMHEHUS, CUMOYO03 HTEJIEKTY-
aJIbHOV U Xy OXKECTBEHHO AesTeIbHOCTU B paMKaX OGHO 3110~
XU CYIIEeCTBYeT. Sl MOry 1aTh 6eCuMc/ieHHOe MHOXKeCTBO ero Impu-
MepOB, B34B JII0OYIO 310Xy. HampumMep, MOTY MoKa3aTh, IIoUeMy
ToBeeHNne cTygeHTa ¢uaocodckoro ¢GakynabTeTa, TOIbBKO YTO
M3y4MBIIEro HEKOTOpbIe MTpou3BeneHus ['yccepnis U TO, Kak OH

repeaBUTaeTCsl ¥ YeM IMUTAeTCsI C HeKOTOpOoi BHYTpeHHel
HeOO6XOMMOCThI0 00Pa3yIOT CBOEO6pa3HyI0 TapMOHMIO. Bee aTo
bopmupyet enyuHOe X1BOE CYIIECTBO U, YTBEPKAAS 9TO, S JIUIIb
BBICKa3bIBal0 GAHAIBHYIO 10 CBOEJ CYTU MIEI0: 3TO TapMOHMS
TOr0, UTO 06pasyeT Bce kuBoe. U eciau punocodust kuBa — oHa
He Bcerga Obla Takoii — HO eCJn, BCe Ke, OHA JK1Ba, OHA JAOJIK-
Ha ObITb B TAPMOHMMU C VICKYCCTBOM.

uueii B.H.Muxaiinopa. 12 1. Kue, 1902—1903. T. 10. BocmomuHaHue
JIeTCTBA U IOHOCTH.
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Cepeeii I3ukesuu. «@unocogus kak cmpozas Hayka» S0myHda I'yc-
cepas. U3 cepuu «Tekcmul».
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®Dpancyasa Peiicc

IMockonpKy Haml pasroBOp NPOJABUTraeTcs B MCTOPUYECKON
repcreKkTBe, MOXKEM JIM Mbl KOHCTaTMpPOBaTb OFLHOBPEMEH-
HOCTh BO3HMKHOBEHMSI MCKycCTBa U Guimocobum B paMKax Of-
HOVi myBUaM3anuu? CyIIeCcTBYIOT JM Pasavuus MeXITy (Guio-
copckMMM MeTomamMM M METOAAMM, KOTOpbIE€ MCIIOIb3YIOTCS
B UICKYCCTBeE?

Imuoen Cypuo

Bompoc ogHOBpeMeHHOCTH MO-HACTOsIIIeMYy BaskeH. S TOMb-
KO UTO cKka3zai, uto «CymMma Teonorum» ®@ombl AKBMHCKOTO U TO-
TUYeCKasl apXUTEKTypa BO3HUKIIM, IO OOJBIIOMY CUETY, OJHO-
BpeMeHHO. Ho 3TO mpou30mIo He COBCEM OLHOBPEMEHHO,
Y HY>KHO GYZIET BEPHYTHCS K 9TOMY.

BaxxHoe yTOuyHeHMe (S BBICKA3bIBaJ €rO0 HECKOJbKO pas,
HO €ro OCHapuBaii M3-3a CIMIIKOM OJM3KOTO PaCcCMOTPEHMS
(akTOB) COCTOUT B TOM, YTO MCKYCCTBO BCerAa IJIO BIepenu
9TOI rapMoHMM. Hampumep, rpeueckoe WuCKyccTBO, Cokpart
u ITapdenon. Cokpar abCOMIOTHO TOYHO Havan ¢umocodCcTBO-
BaTh B TOT MOMEHT, Koraa [TapdeHoH 6bL1 y3ke 3aKoHUeH. Korga
cTpouTenbcTBO IlapdeHoHa 3aBepIIMIOCh, eMy ObLIO 34 ropa,
M B 3TO BpeMsI OH HavdaJl CBO¥ myTh ¢uocoda. 1o 3TOro oH 6bu1
ckynbirTopom. PeHeccanc, PomMaHTH3M U Ipyrue peBoIoNnUM Ye-
JIOBEUECKOTO JTyXa MPOUCXO/ISIT Ha MPOTSDKEeHMM HEeCKOTbKUX Be-
KoB. Pasym He MeHsieTCS B OOMH MOMEHT, U eC/U pacCMaTpu-
BaTh TaKyl0 [JIMHHYIO TpaHCcHOpMalui0 MUPOBOCIPUSITHSI,
MO’KHO 3aMETUTbh, UTO MCKYCCTBO BCETAA ABMUKETCS C oIepexke-
HMEM B HECKOJIbKO IIaroB. JTO HEBO3MOXHO YyTauTb. Peub
He UIET O TOM, UTO TBOpYECKME JIIOIM OOIamaioT Mpeumylie-
CTBOM Haf ¢unocodaMu B IiaHe MBIIIEHNMS, YTO OHU Oojee
TIPOHMIIATENIbHBI U CBeayIiy B dhuyiocodmn, yuem camu puiaoco-
(ds1. BoBce HeT. DTO yHMBEPCATbHBIN (PeHOMEH PasBUTUSI MbIC-
. MoXHO cKa3aThb, €CM Bbl ITO3BOJIMTE MHe 3Ty mMeTadopy,
YTO XyOOKHMUK OOjiee UyBCTBUTENIEH, TTOUTH KaK HIOTIAHACKMUIA
MIPOBUIELI, KOTOPbIi BUAUT «TE€HM TPSIMAYLINX COOBITI». !
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OmHaKO XyIOKHUK He CTOJIb YeTKO U pa36opuyMBO MPOBOIUT
pasanuus B TOM, YTO IPOUCXOAUT. MepliaHue, KOTOPOe TO/IDKHO
OymeT paskeub GMI0COMCKYI0 MbICTb, a TIOCIE Y HAYUHYIO, Jeii-
CTBYET Ha JesITelsl MUCKYCCTBA, KaK COTHEUHBII CBET, Maialomii
B HauaJle Ha BepiuHbL. He 6osiee MOTyIecTBeHHAS CUIa UCKYC-
CTBa, HO OOJTBIIIASI BOCIIPUMMUYMBOCTD TIO3BOJISIET MY CTATh Iep-
BBIM CHMMIITOMOM? PEBOJIIOLMY MBIC/IM, O KOTOPOi MOET peub.
BoT mouemMy s CUMTAIO 3TO OIEpekeHMe VICKYCCTBOM JIBVIKEHMS
unocodckoit MbIC/IM TAKUM BasKHbBIM.

®pancyasa Peiicc

Ecu MCKYCCTBO BBICTYIIAeT MpeaNiecTBEHHMKOM (UI0CO-
(bum, MOKHO /I HAa OCHOBAHMM COBPEMEHHOTO MCKYCCTBA TIPe-
CKa3aTb, KaKoJi cTaHeT ¢umocodus B Oymyriem?

Omwen Cypuo

Kakoi1 skyTtkuii Borpoc! Kro-To, kTo usydan ITapdeHoH, ec-
7 GBI TOJMBKO 3TO ObUT TeHUI HEBUIAHHOW CUJIIbI, MOT IPEeIBU-
meTb Mbicib CoKpaTa, a cjiegoM 3a HuM [lnatoHa m Apucrore-
Ji; KTO-TO, pasMbILUIAIOIMII Hapg wuckycctBoM XVIII Beka
K 1780 rogy mor 6bI cka3aTh: «MbI UAeM K HOBOW Gopme MbIC-

1'W. SHAKESPEARE, King John. (The Life and Death of King John _
(«<XusHp u cmepTh Koposs MloaHHa»), MCTOpUYECKas Ibeca YUIbsMa
[llekcrupa, MOBeCTBYET O MpaBjeHMM Koposas AHrimmu MoaHHa, TNpo-
3BaHHOrO be33zemenpHbIM (mpaBwi B 1199-1216), ceiHa T'enpuxa II
U OneoHopbl AKBUTaHCKOM 1 otia I'enpuxa III. Cunrtaercs, 4TO mbeca
O6buta HamMcaHa 1590-x romoB, HO 6bLIa OMYOAMKOBAHA TOJMBKO
B 1623 romy. Pycckuii mepeBog;: Illekcnup, B. TlonmHoe cobpaHue counHe-
Huii B 14 Tomax. Tom 1. Koponb NoanH; Puuapp, I1; l'enpux IV.

2Cf. E. SOURIAU, Lart comme symptome philosophique, « Revue
Internationale de Philosophie», vol. 28, n. 109 (1974), p. 253—265.
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JIM, B KOTOPOil BHYTPEHHMIT OIBIT Oy[IeT MepeocMbIC/IeH uepes
JloBepye 4ejioBeKa CIIOHTAaHHBIM CWIaM, KOTOpPbIe IEeiCTBYIOT
B HeM.» Ho s TOBOpIO O BBICIIEM pa3yMe, Ha CTATyC KOTOPOTO
COBEPILEHHO He MpeTeHAyIo. SI JOBOILCTBYIOCH TYMAaHHBIM IT0-
uckoM. UToGbI He OTBEpraTh Balll BOIIPOC, ITOMPOGYI0 OTBETUTH
Ha Hero B [IBYX CJIOBaX, HO TaKke XOUy YTOYHUTb, UTO SI [IO-
BOJIbHO GeccTpallleH B TOM, UTO COOMpalCch 03ByUNTh. MHe Ka-
SKETCS, UTO MbI JIBVDKEMCSI B CTOpOHY ¢uaocobmu co3maHus,
TTOCKOJIbKY OCOOEHHOCTh COBPEMEHHOTO MCKYCCTBA COCTOMUT
B JKeJJaHMM HauyaTh Bce cHauvasa. [IpakTMuecku Bce COBpeMeH-
HO€ MCKYCCTBO TpeOyeT BbIUEPKUBAHMS ITPOILLIOro, BO3Bpalle-
HMSI K TOYKE OTCUeTa YTO B MY3bIKE, YTO B JIMLTEPAType, UTO
B XuBormcy. B 1924 r. [llen6epr 3akaHUMBAET KBUHTET IJIST OY-
XOBBIX, CO3[JaHHBII B HOBOI AoAeKadOHMUYECKOl TexHuKe! —
TIpY TIOJTHOM OTKase OT TOHajbHOCTH. HO 3TO He IMpoCToe OT-
puiiauue. CoBpeMeHHOe MCKYCCTBO B CBOEM CTpeMJIEHMM Ha-
yaTh CHavajia He SIBJSIETCS «BeIMKMM OTKa3oM», KaK TOBOPUII
IlauTe.?

ITO MCKYCCTBO, KOTOPOE CTPEMMUTCS HayaTh C HYJIS, Iepesa-
TPY3UTBCS U BO30OHOBUTH paboTy. OTCIOmA BO3HMKAET 3aIpoC
Ha punocoduio cozganms.

Bbl ckakeTe MHe, YTO 3TO yKe OBUIO CHOelaHO, Hampumep,
IlexapT TojKe CTaJ HOBOI TOYKON oTcueTa B puiocodum, HO s
BIDKY 37leChb pasnmnuusi. MHe KaskeTcs, YTO COBPeMEeHHOe UCKYC-
CTBO OT/IMYAET OTKA3 OT caMOBbIpaskeHMsl. Hampumep, Karamor
BbicTaBKM «CBeT ¥ IBIsKeHMe», cosmaHHbi @. Ilommepom?®,
BK/IIOUAET 3asIBJIEHUST XYIOKHUKOB, KOTOpble paboTanu B abco-
JIIOTHO HOBOM KMHETMYECKOM MCKYCcCTBe. MHOTMeE 13 HUX TIPSIMO
roBOpWIN: «§ He CTPEeMJIIOCh 3aMHTEPEeCcoBaTh IMYOIMKY CO60it

1 Op. cit., p. 26.

? [Dante ALIGHIERI, La Divina Commedia, Inferno, 111, 60.

5F. POPPER (éd.), Lumiére et mouvement. Art cinétique a Paris, Paris,
Musée d’art moderne de la ville de Paris, 1967
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¥ He UIIy CaMOBBIpaKeHMs, I HAX0XKYCh B TIOMCKE HOBBIX 3CTe-
TUYECKUX penieHuit.» [Toromy peusb uaet o dbumocobun, cyiie-
CTBEHHO OT/IMYaloIeiicss OoT Toil dunocoduy cosmaHusi, KOTO-
pyl0 MbI 3HalMM N0 3TOro. Bce-taku, ¢umocodus ot Jlekapra
mo Kanra, ¢punocodpus Ilennmnara u Terens 6vi1a punocodueii
oT nepBoro juta. S gymaio, uTo ¢huaocodusi, COOTBETCTBYIOIIAS
MICKYCCTBY CETOIHSIIIHErO JTHS, KaK U JesTeTbHOCTh TBOPUECKUX
Joneit, Tpe6yeT COTPYIHMYECTBA CO 3pUTEIEeM, BO3MOXKHO, 3TO
oymet ¢uocodus mepBoro Juila MHOXKECTBEHHOTO uucia, Gu-
ngocodpust «Mpi», a He «SI».! 4 6bl cKasaj, 4TO BBUAY STOTO
CTpeMJIEHVSI COBPEMEHHOTO VICKYCCTBA K HACUIbCTBEHHOMY IIIO-
KY, MOJKHO 3aJaThCSI BOITPOCOM, He 6ymeT Jiu HoBast pumocodust
Teopuel akTUBHOTO MPUCYTCTBUS. TeM He MeHee, TOBTOPIOCh:
TIPOINY CHUCXOKAEHMS, TOCKOJIbKY HE XOUY 3aXOAUTDb CIUIIKOM
IaJeKo C TaKMMM ITPOPOYECTBaAMM.

2

®Dpancyasa Peiicc

Cejfuac MHOTO TOBOPSIT O CMEPTU MCKYCCTBA, 3TO 06CYKIa-
JIOCh Ha mocaegHe KoHdepeHiun. Yto Bel gymaeTte 06 3TOM?

Omuoen Cypuo

[Mocnenumit MexXXIyHapOOHBIV KOHTpecC Mo 3CTeTuke B by-
xapecTe? 1eIMKOM OblIa IIOCBSIEHa 3ToN Teme. Borpoc cmep-
TU MCKYCCTBa OUeHb YacTO MOJHMMAaeTcs B Hamu AHKU. Ha ca-
MOM [iejie, CYIIeCTBYIOT pa3juuHble IeHHOCTU. PazymeeTcs,
HaCTyImuIa CMepTh MCKYCCTBa B TOM BUIE, B KOTOPOM OHa ObI-

L Cf. E. SOURIAU, LAvenir de la philosophie, ceuvt. cit., p. 239.

2 Proceedings of the VII International Congress of Aesthetics (Bucarest,
28 aolit — 2 septembre 1972), Editura Academiei Republicii Socialiste
Romania, 1976.

158



Jla TIpOBO3IJIAllleHa JaJau3MOM. B MeiiCcTBUTENIbHOCTU K€ pedb
IIJIa He 00 MCKYCCTBE B II€JIOM, a O KOHBEHIMOHAIbHBIX (Pop-
Max MCKYCCTBa U ITPOU3BEIEHMIT MCKYCCTBA.

Tema cMepTH MCKyCCTBa OblIa MOAAepskaHa OIBYMS BeIMKU-
myu  ¢dwiocobamu. C omHOIM CTOpoHBI, lereieM, TaK Kak,
He HYKHO 3a0bIBaTh, UTO OH IMCAJ O Xu3HM Jlyxa U ero ama-
JIEKTUYECKOM PasBUTUM, B KOTOPOM MCKYCCTBO SIBJISIETCS JIUIIIb
[IepexoHO cTazyei, KoTopas JO/KHA ObITh ITpeomoieHa. !

Kcraru, dunocod Jleon BpioHCBUK,? YUEHUKOM KOTOPOTO S
ObLI, JI0OMJ TOBOPUTbH, UTO HYKHO IIPEOMNOJIETh MCKYCCTBO,
He OCTaHOBMBIIMCh Ha 3TOM. Kakaplii pas, KOrga OH TOBOPMUII
MHe 00 3TOM, S PbSIHO MPOTECTOBaI. B 060M ciaydae, eCcThb
eme oguH ¢uaocod, KOTOPHI BbICKA3ad 9Ty MbIC/Ib, KaK MHe
KaxkeTcs, B 6osnee miybokoit popme — OpHect PeraH. OH mu-
can: «Bo3MOXKHO, 093U ¥ MCKYCCTBO CTAHYT Gecrojie3Hbl, KO-
rma BCE OymeT CO3JaBaThCS OTHOBPEMEHHO MOITUYECKU U ap-
TUCTUYECKN.»> DTa CMepTh MCKYCCTBA 10 PeHaHy — cCMepTh
MCKYCCTBA B ero TpuyMmde, B MOMEHT, KOTIAa BCE CTAaHET MCKYC-
CTBOM. VICKRycCTBO caMo 1o cebe cTaHeT 6GecIionie3HbIM, TaK Kak
BCE B MUpe OyIeT YOOBJIETBOPSThH 3CTETUUECKME TTOTPEOHOCTU
yeyioBeka. 5 He 60I0Ch CMePTH MCKYCCTBa B Takoit popme. Oue-
BUIHO, Mbl MOXXEM IPEAMOJIOKUTh, YTO OTHAXKIbBI MUP CTaHET
caZioM [IJist YeJIoBeKa M MbI 60sibliie He 6yIeM HYKOATbCs B Ca-
gax. Korma mbpl moriMeM, 4TO OKpysKawliasi cpega — 3TO TO,
KaK MbI C Heil ob6palaemcsi, 3eMJis 6iarogaps 3a60Te ueioBeKa
CTaHeT OTrPOMHBIM CaJlOM, MECTOM, B KOTOPOM YeJIOBEK OKpPY-

L Cf. G.FW. HEGEL, Esthétique, trad. fr. par. ]. Gibelin, Paris, Aubier
Montaigne, 1944.

2 Léon BRUNSCHVICG, 1869—1944.

5 Cf. E. RENAN, Dialogues et fragments philosophiques, Paris, Calmann
Lévy, 18762, p. 288. Penan, D. Cobpanne coumuenuii / Ilepeson ¢ ¢hpan-
1y3ckoro mop, pepmakiveit B.H.Mwuxaitnosa. 12 1. Kues, 1902—1903.
Tom 5. Peun. II. ®unocodcekue guanoru M OTPbIBKU.
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SKeH KpacoToii. 3arajlaeM 3TO, HO ST He YBEPeH, UTO 3TO MOXKET
TIPOM30ITU 0e3 [OIOJHUTENbHBIX IPU3BIBOB M OCO3HAHMS
HeOOXOIMMOCTH MIPUTIOKEHUS YCUIINI 10 TOTO, KaK HUUETO YKe
HeNb3s OymeT uCIpaBuUTh. B ymob6oM crydae, Takass ¢opma
CMEepPTU WCKYCCTBA, — B INIyOMHE [OyIIM S HE COMHEBAIOCh
B 9TOM, s ee Jaxke JKelaw, — 3TO peaausalus YHUBEPCATbHOI
KpacoThl.

Dpancya3sa Peiicc

O3HavaeT M 3TO 3aMeHY 3CTETMUYeCKOTO Kjeana UaeasoM
3TUYECKUM?

Omuen Cypuo

AGCONIOTHO TOYHO. [T MHOTUX M3 TeX, KTO ITPOBO3I/IAIaeT
CMepTh MCKYCCTBA, 3TO O3HAUaeT «CIejlaeM UTO-TO [Pyroe»,
«IepecTaHeM Cj1eloBaThb KOHBEHIIMOHAIbHBIM (opMaM MUCKYC-
ctBa.» Korpa [iomaH maM Opyroi XygO>KHUK CO3[aeT Mpou3Be-
JIleHye, KOTOpOe He MBJSeTC IIpou3BefeHMeM MCKYCCTBa
110 MepKaM IIPOILJIOro, 3TO He 3HAUUT, YTO OH OTPULLAET UCKYC-
cTBO. OH HagesnseT ero IpPyruM 3HaueHMeM.

O6partaio Balle BHMMaHMe Ha TO, UTO MOHSITUE «IIPOU3Be-
JleHNe MCKYCCTBa» — KOTOpOe, KCTaTH, 3aCTyKUBAET NaTbHel-
IIeTr0 U3y4YeHUsT — Bcerga ObIJI0 KOHBEHIIMOHAIbHBIM. [Ie Haxo-
IVWINCh TPaHMILbl NMPOM3BeNeHUsl UCKYCCTBa, HanmpuMep, B XIX
Beke? CIOXHO cKa3aTb. O6paTMMCsT K CKY/IbIITYpe. IIOBTOPIOCH,
II0 MOeMy MHEHMUIO, eCTb HeKUe COOTBEeTCTBUSI-TIOCPEeIHUKN
Mexny duayem, co3panMM CKyabITypy lOnmrepa u macTbl-
peM Ha Boresax uan LleHTpanbHOM MaccuBe, BbITaUMBAIOIIVM
TPOCTb. BOKpYT Kaxk[oit KPyIHO¥ (OpMBbI MCKYCCTBA CYIIECTBY-
eT Opeosl UCKyCCTBa. Takke MeXAy BeHelMaHCKUMMM JBOpPLaMu
Y MaJIeHbKOW [epeBeHCKOM XVKMHOW HET HUKAKOTO pa3phbiBa,
MbI MOXEM IIepeiiTi OT OLHOTO K IPYyromy, cjiefOBaTelbHO, I'Pa-
HMIIBI MCKYCCTBA BCETma ObUTM UYpe3BbIYatHO MOABVIKHBI. C Ipy-
rOll CTOPOHBI, MPeIpPacCyIKy, a BMeCTe C HUMU U TEOPEeTUKU
B 06/1aCTM 3CTETUKMU, KAKOTO MHEHMSI OHM OBl He TpUIepKUBa-
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JIVCh, YCTAHABIMBAIOT [JIJIT MCKYCCTBA MTPOM3BOIbHbIE I'PAHUITBI.
3Hay 661 Bbl, CKOJIBKO Uenyxu s Beicaymian! Kak-To B MarasyuHe
S YCIBINIAJ, KaK sKeHIMHa, obpaliasch K IpomaBlly, cKasasa:
«Hy HeT, MHe 6bI XOTEJIOCh, YTOOBI Ha MOTHOCE ObIIM U300paske-
HBI LIBETHI, 8 HE SKMBOTHBIE, IOTOMY YTO IIBETHI — 3TO Oojiee Xy-
JIO’KeCTBEHHO, YeM XXMBOTHbIE.» DTO HauMBHbIE€ MbICJIV, HO HAUB-
HOCTb BCerJa IIPUCYTCTBOBaJIa B OMpeAe/ieHUSIX WMCKYCCTBa.
IMpeapaccyiok MOPOTUB AeKOPaTUMBHO-TPUKIAIHBIX VCKYCCTB
MpOJO/KaeT TOAIIUTLIBATbCS KpaiiHe ITPOM3BOJIILHON Ueeit
«BBICOKOTO MCKyCCTBa». II03TOMY S MOJHOCTBIO COrNIaceH ¢ Ba-
MM: MPOBO3I/IAIlAas CMepPThb MCKYCCTBa, Mbl IpU3HAeM CMepTb
OOHOJM M3 KOHUEILMI IPOU3BEOEHUS MCKYCCTBA WM OFHOM
13 KOHIIeMIIMI1 CaMOoro UCKYCCTBa.

®Dpancyasa Peiicc

YTo6bl PACCMOTPETDH BOIIPOC C APYTOil CTOPOHBI: MOXKET JIU
OBITb ITPOU3BEAEHNME VCKYCCTBA aMOPATbHBIM?

Omuoen Cypuo

Eme omuu sxyTKuit Bompoc! MoskeT i ObITh MTPOM3BEIEHME
MCKYCCTBA aMOpPa/JIbHbIM? TeopeTuKM MOTYT O4YeHb LOJIO pac-
CYKIATh Ha 3Ty Temy. S Ke OTBeUy C Cyrybo MpaKTUUECKOi
TOYKM 3peHMs], [IOCKOJbKY CUMTAI0, YTO ITO JIYYIIUIl OTBET, KO-
TOPBIN 9 criocobGeH aTh. I He 3HAIO MPOM3BEIEHUN UCKYCCTBA,
KOTOpble 6bUIM GbI aMOpajbHbIMM. KOrma KTO-TO IpOTECTyeT
MIPOTUB MJEeU, UTO IIpeKpacHoe BCerga MOPaabHO U YTBEPKAA-
10T, YTO HeobOXoguma IieH3ypa... SI OoTBeuaio, 4YTO, IPOTECTYs
MIPOTUB TAKOTO pasfeseHus, Mbl UCXOOMM U3 MOTUBOB, KOTO-
pble He SIBSIIOTCS Xy[OKeCTBeHHbIMM. TakKuM 06pa3oM MbI ro-
BOPUM O CBOGOJE MCKYCCTBA, YTOObI 060CHOBATH TO, UTO C TOU-
KM 3peHMS UCKYCCTBA COBEPLIEHHO HEMHTEPECHO.

Ecnut Bel o3BONMMTE, BO3BMEM B KauecTBe IIpumMepa mnpobie-
My mopHorpaduyu. Mbl MMeeM MpaBO O Heil TOBOPUThb, AMepu-
KaHCKas 3CTeTHyYeckasi accoumalus NomMecTuna MUCCiefoBaHye
mpo6seM, CBSI3aHHBIX C TIOPHOTpadueit, B MporpaMmy 3TOro ro-
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Ia. ApTUCT, CTPeMSIIMIICS JINIIDb MOOYIUTD Y 3PUTES JKeJlaHue,
CJIAIIKOM JajieKO OTKJIOHSIETCS OT TOTO, YTO MbI MOIJIM ObI Ha-
3BaTh TBOPYECKON MCKpPeHHOCThI0. OHA He TMoJpa3yMeBaeT BbI-
PaskeHUS TOMBKO JIMYHBIX UYBCTB, TaK KaK XYAOXKHUK TPYIAUTCS
IJISI IPYTUX U BbIpa)kaeT B TOM UMC/ie M UX UyBCTBa. I Ha3bIBaI0
MCKPEHHOCTBIO XY OXKHMUKA COCTOSIHME, KOIia OH TBOPUT TO, UTO
cunTaeT HambosIiee MIPEeKPaCHbIM MM BEIMKKUM. B mcTopum 66110
MHOKECTBO TParnyeckux MpUMeEPOB YCTYIIOK, 0COOEHHO SKOHO-
MMYECKUX, C IIeJIbI0 MTOMYUYMUTh OOJBIINIT yCIeX (Harpumep, Ciay-
Yyali poMaHMCTa, M3MEHMBIIEro pa3BSI3Ky CBOEro mpousBere-
HMSI, YTOOBI OHO JIYUIIle TTPOIaBaioch). Teoduab ['oThe M3MEHMIT
Kouel «Kammrana ®pakacca»,! IIOTOMY YTO M3[OaTelb CKasal
emy: «S mpogam Ha 30000 3Kk3eMILISIPOB 6osblie.» TOTbKO myca-
Tellb WIU XYOOXKHUK, KOTOPOMY HENOCTAeT XyAO0KeCTBEHHOTrO
TpeqHa3sHaueHus], TbITAETCS MOOUTHCS ycrexa, Bo3OyKmas ue-
JloBevyecKue CTpacTy, He OTHOCSIIMeCs K TMpekpacHOMY. I HU
pasy He BuAeJl HUYEro MNPeKpPacHOTO B CEKPETHBIX MYy3esX.
OueHb YacTO S BUAEN TaM ByJbrapHble, rpyOble IpegMeThl,
B KOTOPBIX YYBCTBOBAJIOCH OTKJIOHEHME OT MCKYCCTBA B 00J1aCTh
4ero-To JPyroro.

[MosToMy g yTBepsKIaw, YTO He 3HAl0 HU OJHOTO aMOpaib-
HOTO TIpOM3BeNeHUsI UCKYCCTBA MM MPeKpacHOTO TMpou3Bee-
HMSI MCKYCCTBa, KOTOpoe ObLI0 6bI amopaabHbIM. Ho ouniia-
eT JIM KpacoTa Bce, yero Kacaercs? He ocmentoch 5TO yTBep-
XmaThb. TeMa HEBMHHOCTY B MCKYCCTBE 0OCYKAAIACh HECKOIBKO
pa3, Bcerga JiM HeBMHHO OOHaXKeHHOe MCKYCCTBO? JTO He Tak,
u «JIHeBHUK» [lemakpya? Tomy mopTBepskmeHue. Ha mmomoTHe

' Th. GAUTIER, Le Capitaine Fracasse, Paris, Charpentier, 1863. Pyc-
ckuii iepeBop: Tomee, T. Kantutan ®@paxacc / [TepeBop, ¢ bpaHITy3CKOro
H. Kacarkunoit. BcrynutenbHas ctatbs U. JIuneesoit. M.: [TpaBga, 1983.
2E. DELACROIX, Journal de Eugéne Delacroix, t. 1 (1823—1850),
Paris, Plon, 1893, p. 38—39 (9 novembre 1823). Pycckuii mepesop.
Henakpya, 3. IneBHuk / IlepeBom T. M. ITaxomoBoii. M.: HckyccTBo,
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«Xmocckasi pesHsi» CIpaBa M3o0pakeHa oOHaskeHHas (urypa.
IocTaToyHO 3HATh 06 OTHOIIEHMSX [lelakpya C €ro MOJeNblo,
YTOOBI MTOHSATH, UYTO OH PUCOBAJ He HEBMHHO. B MCKyCCTBe Ipu-
CYTCTBYIOT pa3Hble MOTUBbI, KOTOpbIe He Bcerna unucThbl. OTHIOIb
Het! B m060M ci1ydae, CyLIeCTBYIOT CBSI3U MEXIY CEKCYaJTbHbIM
MHCTUHKTOM U UCKYCCTBOM. Pe3toMupyro oTBeT Ha Bal Borpoc:
Ha TOYHBIX HAOIIOMEHUSX BO3MOXKHO ITOCTPOUTH TEOPUIO, MOE
HaO/MofeHne TPUBOOUT K KOHCTAaTallMM, YTO aMOPAIbHOCTHb
Y XyIOKeCTBEHHAsl KpacoTa He CIIOCOOHBI 6e3 Tpyma coueTaThCs
IOpPYT C IPyroM. BeposiTHO, 3TO OOBSCHSETCS TeM, UTO JI060e
Mpou3BeJeHNe UCKYCCTBA MpeIioiaraeT XuBoe obpalieHne xy-
IOKHMKA K YEMY-TO BEJIMKOMY ¥ IIPEKpacHOMY; 3TO obparieHue
He JlaeT eMy YIATU B CTOPOHY TOTO, UTO He MOAXOMUT JIJisi 3TOM
uenu. K ToMmy >ke, camoe IpekpacHOe, YTO €CTb B MOpaau —
CcTpeMJieHMe K BO3BbIIIEHHOMY. BOT mouemy, s MOTY, TOBOpS
MHaye, TOBEPUTb B MOPAIbHOCTb MCKYCCTBA. AMOpPAIbHOCTD
He TIOATINTHIBAETCSI TAKMMM BBICOKMMU II@HHOCTSIMM, KOTOpbIE
MIUTAIOT UCKYCCTBO.

®Dpancyasa Peiicc

SIBnsieTcst i TIpoM3BeIeHMe UCKYCCTBA 1ebI0 CaMo IO ce-
6e? ITo 060CHOBAJIO ObI TEOPUIO MCKYCCTBA Pajiy UCKYCCTBA.

Omuoen Cypuo

S oueHb /1106110 OTBEUATh HA 3TOT BOIMPOC, IIOTOMY UTO OH
HampasjieH Ha OHY U3 Haubosee MUPOKUX GUIOCODCKUX MPOo-
671eM, paccMaTPUBAEMbIX 3CTETUKOI: 060CHOBaHMEe IIPOU3BEIe-
HMSI ICKYCCTBA CAMMM IIPOU3BEIEeHNEM MUCKYCCTBA. MOXKHO Cum-
TaTh (M B 3TOM COCTOMT MOSI MbIC/Ib ¥ MOSI YOEXKIEHHOCTD), UTO
MpOM3BeeHE Y ICKYCCTBA OIMPaBAbIBAET CaMO Ce6sl, UYTO €ro Cy-
IIeCTBOBAHME HE HYXKIAETCs B TOM, UTOObI ObITh OOOCHOBAH-
HBbIM M3BHE, OHO CaMO Cce0sI CKYILISIET.

1950.
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IMo3Bomo cebe MPOIUTUPOBATh 3a0aBHYIO MCTOpUIO. [0BO-
psIT, BO Bpems rpasyieHnst Jlyu XV Ap>kaHCOH, M3BECTHBIN Clefo-
BaTeIb MOMUIMM, ONIPAIINBaJI HUILETO aBTopa mamMduieToB. «I1o-
yemy Bbl 3TO Hammcanm?» — CIpoOCUJ OH. BemHsra OTBETWUI:
«[ocrioguH, HO HY)KHO K€ KakK-TO >XUTh...» «5I He BUXKY B 3TOM
Heo6X0AMMOCTH!» — BOCKIMKHY/ Ap>KaHCOH. Be3ycioBHO, mpu-
3HAIOCh, 51 3HAI0 MHOYKECTBO JIIOZEH, B KOTOPBIX S HE BUKY HE0O-
XOAMMOCTH, 6€3 KOTOPBIX MMUP MOT ObI CyIIeCTBOBATb, 3HAUM-
TeJTbHO He ToTepstB. Ecyiu 6b1 Myp ObLT 3aIT0JTHEH TOTBKO TAKUMU
npousBefeHusiMu, Kak «Huka Camodpakuiickasy» uam «ITHOf
Ha YepHBIX KJIaBMIIax»,! s Iymar, Mbl 6bI He 3aaBalMCh BO-
MpocaMu, Io4yeMy CYIIeCTBYIOT 3TU MpeIMeTbl, a He Ipyrue.
Mup 6b11 661 060CHOBAH caM C060Ji. B 3TOM COCTOUT MO OTBET
Ha Balll BOIPOC: He MCKYCCTBO paju MCKYCCTBA, a KpacoTa pajgu
KkpacoTel. CyliecTBOBaHMe, MOZEeIb KOTOPOTrO OaeT UCKYCCTBO,
caMmoornpaBgaHo. He 6ymem paccMaTpuBaTh MCKYCCTBO KaK BO-
TJIONIeHMe CTPeMJIeHMST XyIOsKHMKA OTAAThCS YIOBOJbCTBUIO CO-
3gaHus. VIcKyccTBO HeobsI3aTeIbHO JOJIKHO ObITh UEM-TO BpPOJe
YO,0BOIBCTBUS HAa OTAbIXe. ICKYCCTBO METUT OU€HBb BBICOKO, TBO-
peHUsT BeIUKUX XYNOXKHUKOB MMEIOT TaKylo CUTY MPUCYTCTBUS
B PeaJIbHOCTM, UTO OHA CYIIEeCTBEHHO MPEBOCXOAUT KoOINYe-
CTBEHHYIO CUJTY APYTUX peaqbHOCTEIA.

B cymHocTM, MOiI OTBeT MeTauU3MUEH: HE CKpOIO, 4YTO
B CBSI3M C HAIlleif TeMOJ S TOTOB M300Pa3suTh OCYIIECTBIEHNE
MHpa Yepes psifi, HEMOMTHOIEHHBIX CYIIECTB, Kask0e U3 KOTOPbIX
peanu3yeTcss MPOMOPIMOHAIBHO Mepe CBOero COBepIIeHCTBA.
MoskHO mpencTaBUTh lemuypra, KOTOPbIii BMECTO TOTO, UTOObBI
€031aTh MUpP, TOBOPUT BCEMY BO3SMOKHOMY: «Brepen!» Bo3smMox-
HO€ CIIeLIUT K OCYLIeCTBIeHUIO, HO UTO-TO OCTAeTCsl Ha TOIIMy-
T, @ YTO-TO JOXOOUT OO KOHIla. MHe OoueHb HPaBUTCS upes
YpPOBHel1 coBepiieHcTBa y I>kopnano bpyHo, KOTopbie MOTYT KO-
71e6aThCs OT MMHMMAIBHOTO 0 TOJTHOTHI ObITHSL.?

LE. CHOPIN, Etude op. 10 n. 5 (1830)
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I_I_Ie,ueprI MCKYCCTBa AOCTUIIM MaKCMMyMa CBOEro 6bITI/I${,
" 4 HaaelCb, YTO MbI, IIOCKOJIbKY MbI CyIIECTBYyeM, HOCTUTHEM
Halrero MmakCmmMyma OCYH.IECTBJ'[éHHOCTI/I. TaK>1<e, KaK IMpon3Be-
OeHNns MCKYCCTBa MMEIOT abCcoI0THOE IIpaBo 6bITb, s CYUTalo,
4YTO MbI, YejiOBeueCKMue CyluiecrBa, He OIJ.II/IGaeMCFI, meuTas
0 MaKCMMyMe 6bITI/IH, KaK O MOpaJIbHOM Hjeae.

®Dparncyasa Peiicc

Xorenoch 661 3amaTh Bam Borpoc o Tom, uyTo Bl gymaere
0 MeCcTe MCKYyCCTBA B MHIYCTPUAJIbHOM 0O0IeCcTBe, U, OCTa-
JIOCh JIM MECTO AJISI MCKYCCTBA B HAIllleM MMpe, TOe ITpaBsT Ma-
IIMHBI?

Imuoen Cypuo

Yro menaeT 3Ty TeMy HamlpsiKeHHOM, TaK 3TO TO, UTO MHIY-
CTpUS pa3BMBaIach BMecTe ¢ aTMocdepoit ypoacrsa. Het Huka-
KX COMHEHMI, YTO YPOMCTBO, KOTOpOe Heciaa BMecTe C co6oit
VMHIyCTpUaIM3alus, o6sS3aHO CBOMM TIOSIBJIEHUMEM YCIOBUSIM
SKM3HMU, KUJIbSI, U B 11€JI0M BpeMeHU, KOr[a CyllleCTBOBaHMe pa-
OGOTHMKOB OBIIO MYUYUTENbHBIM (0CO6€HHO B AHININM). ITO 00b-
SICHSIET, B YaCTHOCTM, PECKMH,® 3asBJIsIs1, UTO TOJABKO Py4Has pa-
60Ta MOKeT ObITh XyIOkeCTBeHHO. Torma TOMbKO TaKue JIIOIN,
Kak JleoH nme JlabopH, HavaJIy MOJHMMATD MPOOGIEMY TOTO, UTO
CerofHs Ha3hIBaIOT MHIYCTPUAIBLHOM 3CTETUKOM.*

HyskHO cka3aTh, UTO CerogHs Mexny MHAYCTPUE 1 3CTeTu-
YeCKMMM LIeHHOCTSIMM ropasfo MeHbllle MmpoTuBopeunii. Hau-
HeM C TOTO, UTO HEKOTOPbIii 3CTeTM4YecKue ILEeHHOCTU MOTYT
OBITb 3a7€liICTBOBAHBI B IPOMBIIIJIEHHOCTH, ITPOU3BOJCTBE — S

2 G. BRUNO, De Triplici minimo et mensura (1591).

3John RUSKIN, 1819—1900. Cm. pycckuii riepeBon: Peckun, [Ixc. Wc-
KyCCTBO M [€MCTBUTENbHOCTh. M36paHHble cTpaHuiel / Ilepe-
Bog, O. M.ConoBbeBoit M.: Tun.-nmut. T-Ba .M. Kymnepes u Ko, 1900.

4 Léon DE LABORDE, 1807—1869.
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CIelaabHO TOBOPIO «3a[eiiCTBOBAHbI», MIOTOMY YTO CUMTAIO,
YTO MHAYCTpUAIbHAS 3CTETHKA, 3TO MPUUYACTHOE, BOBJIEUEHHOE
MCKYCCTBO, MpeXe Bcero. B Gosbiieit Mepe, aTo uaes PéckuHa
3aCTaB/IsIeT FOBOPUTh O TOM, UTO py4Has pa6ora GjaropomHa
CBO€1 JKMBOJ TIPEJAHHOCTDIO [Ty, B OTVIMUME OT MTPOMbIILIEH-
HOTO ITPOU3BOACTBA. BO3MOKHO, CKOPO 3CTETUYECKIME [[EHHOCTU
OYOYT CUMTATbCS BasKHBIMM KakK [JIsS MIPOMBIIUIEHHBIX MTPOIYK-
TOB, TaK ¥ [IJIs1 CPe[Ibl, B KOTOPOit pasBUBAETCS MHAYCTPMSL. !
dcTeTUYeCKye TOTPEGHOCTY COBPEMEHHBIX OBIIECTB peab-
HbI Jake TaM, KyJa MCKYCCTBO IPOHMKAaeT Majio. MHOXeCTBO
JIoeil U3 Tex, KOTO Mbl Ha3bIBaeM <«IIPOCThIE JIIOAM» OYEeHb
YYBCTBUTENbHBI K HEKOTOPbIM 3CTETUMUYECKUM II€HHOCTIM
B IIPOMBIIIIEHHBIX TOBapax. Mbl BCce 3HA€M, UTO HEKOTOpbIE
YCTPOJCTBA MOTYT IIPMHOCUTD MCKITIOUMTEIBHOE 3CTETUYECKOe
yIoBosibCcTBYE. ECTh JIIoAM, KOTOPbIE UCITBITHIBAIOT MaKCUMaJTb-
HOe YYyBCTBO IPEKPACHOTO TOJBKO CTOSI TEpe] aBTOMOOWIEM
MOC/IeIHEl MOZIENM WU YCIEIIHO CKOHCTPYUPOBAHHBIM CaMO-
jaeToM. ITpoAYKThI MPOMBIIUIEHHOCTY MOTYT MPUMHOCUTb 3CTe-
TUYECKoe ymoBjeTBopeHue. K ToMy ke, MHOKECTBO COBPEMEH-
HBIX CII0COG0B IIPOM3BOACTBA ITO3BOJISIOT U36€XaTh HEraTuB-
HbIX IIOC/IENICTBUI, B KOTOPBIX IMPOMBIIIIEHHOE MPOM3BOICTBO
yrIpekanu paHee. Bo-mepBbiX, TPodeccHOoHabl, MOJKOBAaHHbIE
B 00/1aCTM 3CTETMKM, MOTYT IIOMOraTh B IPOM3BOACTBE IIPO-
MBIIIIJIEHHBIX TOBapOB, BO-BTOPBIX, CYLIECTBYIOT CIIOCOOBI [I0-
OUTbCS pa3sHOOOpasusl MPOAYKIMUM MM TTOBTOPHOTO CO3HaHMUS
KpacuBbIX IPeIMeTOB Ipouuioro. TakuM o0pas3om, 6Gosblie
He CYIIeCTBYeT TaKOro JKeCTOKOTO aHTaroHM3Ma MeKAY Ipo-
MBIIIJIEHHOCTbIO ¥ MCKYCCTBOM, MOHSITBIM KaK pydYHas pabora.
ITo MoeMy MHEHMIO, 9Ta OIIMO3ULNS 6blIa TPOAYKTOM KOHIIEII-
MM UCKYCCTBA KaK PydyHOro tpyza. K Tomy ske, MHe KaskeTcs

LCf. E. SOURIAU, Passée, présent et avenir de I'esthétique industrielle,
in Ch. LALO, E. SOURIAU, P. LE GOUPILS, (dir.), Esthétique industrielle,
Paris, Puf, 1952, pp. 1—27.
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CIIpaBeIIMBOI Mesl, UTO B IPOMBIIIJIEHHOM OOIIecTBe Gymy-
IIero y JIofieil BOSHMKHET MOTPe6HOCTb B KOMITEHCALIMM, YeI0-
BEK CMOXXeT ObITh CUACTIMBBIM TOJBKO B Cpefe, Toe B MHAIY-
CTPUIO TIPOHMKAIOT ICTETUUECKME IEHHOCTU. ECiy, KOHEeuHO,
MCKYCCTBO CMOXET 00€CMeUYUTh ICTETUUYECKUM IMOTPEGHOCTSIM
001IeCTBa COOTBETCTBYIOIILYIO HEOOXOIMMYIO MY ITUIILY.

®Dparncyasa Peiicc

[TpousBemeHMe UCKYCCTBA, KOTOPOE CYIIEeCTBYeT Garomapst
TeXHMKe, MOYKET JI¥ OHO MCIT0/Ib30BaTh €€ i B KAKOM-TO CMBbIC/IE
ee moguuMHMTH? He sgBseTcs M KMHO IPMMEpPOM TaKOro CO-
TPYIHUYECTBA MCKYCCTBA M MAIIVHBI?

Imuoen Cypuo

OueHb CBOEBpeMeHHbBII U, OJHOBpPEMEHHO, TPYIHbIN BO-
mpoc. 9 aBrycra 1956 roma B W/UIMHOCCKOM YHUBEPCUTETE
B YpbOaHe BIiepBble ObIO ITPEICTaBIEHO ITyO/IMKe MMPOM3BeIeHIe
MCKYCCTBA, MIOJTHOCTBIO BBINIOJIHEHHOE MAallMHOM — KBapTeT, CO-
30aHHbI  KommbioTepoMm. locmoga Xwumrep! m  Hcaakcol,?
NpefCcTaBUBIINME KBApTeT HE COUMHMIIM €ro, HO MCIIOIb30BaIn
KOMIIbIOTEP, XOPOIIO MOATOTOBIEHHbIN IJI51 CO3JaHus KBapTeTa.
KBapreT He 6bII TeHMaJTbHBIM, MOXXHO Jake Ha3BaTb ero Oa-
HaJbHBIM. JTO ObUIO CHENIaHO CIelMaTIbHO, ITOTOMY YTO, ec-
71 61 MalllHA Ce/Iaia YTO-TO KCTPaOpAMHApPHOE, Bce GbI CKa-
3ayn: «Bbl BUAUTE, YTO 3@ epyHIY TBOPUT 3Ta MallnHa?» YT0ObI
ybenuTh Jofeit B TOM, UTO KOMIIbIOTED CIIOCOOEH CO3[aBaTh
MY3BIKY, HY3KHO OBIJIO, UTOOBI 3Ta My3bIKa ObliIa MMpYeMIeMa IS
Bcex. CerofHsi Mpou3BeHeHusT UCKYCCTBA, Cle/laHHble KOMIIbIO-
TepoM, CTajay O06BEKTOM McCiemoBareseii, Hanpumep, ITbeppa
Bap60.> Mbl MOXeM 3aCTaBUTh KOMITbIOTEp paboTaTh U B 06-

! Lejaren A. HILLER, 1924—1994.
2 Leonard ISAACSON.
3 Pierre BARBAUD, 1911—1990.
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paTHOM HaIpaBie€HMM, KaK B TOW MCTOPUM C UUKATCKUM
YCTPOICTBOM: TIOJNIOKMB C OIHOJM CTOPOHBI IeTyxa, C APYroit
CTOPOHBI BbI MOJTYUYUTE COCUCKU. A KOrma MeTyXu 3aKOHYATCS,
MOXXHO CIeJIaTh HA000POT: MOMOKUTD Tya COCUCKU U TIOTYIUTD
reTyxoB. [Iporry MpoIieHus 3a Takoe rpyboe cpaBHEHME C MHTE-
pecHelmMu paboramu bapb6o, KOTOpHIT 6GepeT Mpous3BeneHus
[lloneHa u MojiydaeT MY3bIKJIbHBIVA aH/IM3, HO OH MOXeT 3a-
CTaBUTh KOMIIBIOTEP pPaboTaTh IMPOTUBOIIONIOKHBIM 0O6GpPa3soM
M CO3[aTh MCKYCCTBEHHOTO, cuHTeTMueckoro IlllomeHa. IIpaBo-
MEPHO JI 3T0?

] ybexxneH, uTo B chepe MCKYCCTBA He CYIIECTBYET JIBEpeii,
Ha KOTOPbIX ObUIO GbI HANMCAHO «BXOA BOCIpemiéH». HyKHO
TOJIKATb BCE IBEPUM M MCIIONb30BaTh pa3Hble BO3MOKHOCTH.
K ToMy ke, KaK Bbl TOJIbKO UTO YIIOMSIHY/IM, CYIIECTBYIOT Ipy-
rie mpuMepbl. KMHOMCKYCCTBO MHOTMM OGSI3aHO MallliHe —
He BCeM, HO Bce JXe, CBOMM CYIIeCTBOBaHMeM. M 3TO He B HO-
BMHKY. BO Bce BpeMeHa MpOCTbie MeXaHM3Mbl BMENIVBAJINCH,
HalpuMep, B apxXUTEKTypy. B cTapoii, HO MO-TIpeskHEMY 3HAUM-
TeNbHON KHure «Mctopust apxuTekTypbl» Illyasmu! mmmmer
O MPOCTENIINX MeXaHM3MaX, MCIIOAb3YeMbIX ETUIITSIHAMM ISt
CO3maHMs MOHYMeHTOB. OH OTIMYHO ITOKa3aj, YTO MallIiHa
MOIJIa BMEIIMBAThCS B MCKYCCTBO M COBEPLIEHHO HE MPUHIKAI
IIEHHOCTb 9TOTO BMeIIaTe/lbCTBa. HamlpoTuB, B MCKYCCTBE
He HYXHO IpeyBeJMuyBaTh HEOOXOAMMOCTh Ie/IaTh BCE CaMO-
My. EcTh Kakas-To rpybocTh B uaee, UTO 3aC/Iyra XymOKHMKA
CHIKAeTCS M3-3a MCIOAb30BAaHMS UM Pas/JIMUHBIX YCTPOICTB,
CJIOBHO TaJIaHT CKJIAJbIBAETCSI TOMbKO M3 CHOPOBKU. TeMm Bpe-

L A. CHOISY, Histoire de l’architecture, Paris, Gauthier-Villars, 1899.
Pycckuit mepeBop: Illyasu, O. Bceobuias mctopust apxutektypsl / Ile-
peBop, ¢ (GpaHIy3CKOTO, AOIOJHEHUsS M KomMeHTapuu B.Jl.BnaBat-
ckoro, B.I1.[lenuke, B.B.IlaBmoBa, A.C.CTpenkoBa 1o, o6ieit pemak-
umeit mpod. A.A.CupopoBa. M.: BcecowsHasi akafieMusl apXUTEKTY-
pb1,1935.
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MeHeM, Padasnb He TONMBKO MCIIONb30BaJ CTEK/IO, UTOOBI HOMY-
YUTh YBEIMUYEHHOE M300paskeHMe, HEKOTOPble ero paboThl ya-
CTMYHO HApMCOBaHbI yUeHUKaMM. MacTepckue Bcerga IMpemrno-
Jlaraay COTPYIHUYECTBO MOIMACTEPbEB C yuuTeaeM. I He BUKY
HUKAKMX MIPOTUBOPEUMII B TOM, UYTOOBI MCIIONb30BaTh BCIIOMO-
raTejibHble TEXHOJOTMM: TPABMIBHO MCIIONb30BAaHHOE 000py-
JOBaHME MOXKET OCBOOOOUTH XYIOOXKHMKA OT PaboT, KOTOpPbIE
TOJIbKO YTOMJISIIOT €ro M cOMBAIOT BOoxHOBeHme. K Tomy ke,
C TIOMOIIbI0 MEXaHMUYECKUX CPEeICTB MOXKHO CO3[aTh OYeHb
KpacuBble Bellu. Hampumep, B KOMIIO3UTHOM doTorpadun
yIaJ0Ch TMOJIYYUTh AOCOMIOTHO MAEaTbHbIe C TOUKM 3PEHMUS
KpacoThl Jmia. MOKHO /i Ha3BaTh 3TO MPECTyIUIEHMEM IpPO-
TUB McKyccTBa? Hu B Koem ciyvyae. Pasymeercsi, He HYXXHO,
yTOObI TBOPUYECKMIT UEJIOBEK MOMUMHSIICS MaiiuHe. Ee OmHOI
IJIST BCETO HeIOCTATOYHO. Bese, rme mMaliHa MOKET 3aMEHUTD
PYYHOI! TPy XYIOKHMKA, HEe HaHEeCs YPOH ero BIOXHOBEHMUIO, S
abCoTIOTHO He BIOKY MIPUUMH OTKA3bIBATHCS OT TAKOTO YIIPOIIe-
HUSI, eCJIM TIPYU 3TOM I[@HHOCTb MCKYCCTBA He CHMsKaeTcsl. Bos-
paskeHMe: HEKOTOpbIe TeHMaIbHbIE OTKPBITUS He ObUTM TTOTyde-
HbI TakuM ob6pasomM. Ho, B mo6om ciryuae, s He AyMalo, 4TO
B LIEJIOM 3TO He OIpaBaaHO. Bo3sMOXHO, Bbl MoOXKeTe yKas3aTb
Ha APYTYIO Ipo6IeMy.

®Dpancyasa Peiicc

SI 3aparch BOIIPOCOM, MMe€ET JIM 3TO KaKMne-TO I'paHMIIbI.

Smuwen Cypuo

JTO TO, UTO S UMeJl B BMUAY, KOTa TOBOPWI, UTO pelleHue
mpobieM reHMeB He HAXOOMUTCS B 3TOI IUIOCKOCTH. B sTOoM
pasnnyMe MeXIy TeHMeM M TajaHTOM. Bce, uTo [neyaer Ta-
JIAHT/IMBBIM YeJoBeK, MOXKeT M MalllHa, eCIM OHa MMPaBUIbHO
ucnonb3yercs. Korga 3a menno 6epercst reHuit, MallMHa He MO-
KeT IOMOYb, IOTOMY UTO TeHWUi, IO OIpeaeseHNI0, 3TO TOT,
KTO pelllaeT HepaspelMbie pobiaeMbl. MailllHa ke JaeT pe-
meHue Mpo6iieMbl, eCiM OHO cyllecTByeT. Korma B JaHHBIX
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ecTh IMPOTUBOpEUMe, MalllMHa 3aeJaeT M OCTaHABIMBAETCS.
M B 3TOT MOMEHT BMeIIMBAETCSI TeHuit. [I03TOMY Maest mpous-
BeJIEHUST VICKYCCTBA, MOJTHOCThIO BBITIOJTHEHHOTO MEXaHUYECKU,
Ka)KeTCSI HEKOTOPBIM JIIOASM KOIIMapoM: MbI CMOXeM 007a-
JaTh MallMHAMM, MMEIOIIMMM MHOTO Ta/JIaHTa, HO B HUX HUKO-
raa He OyIeT reHus.
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OJAPUO AHTUCEPH!

! Tapuo Aumucepu siBnsiercs mpodeccopom Pumckoro CBOGOTHOrO
MEeKAYHapOIHOIO YHUBEPCUTETa COLMANbHbBIX HAYK U JUPEKTOPOM Me-
TOA0JIOTMYECKOTO IIEHTPA COIMATbHbIX U TIOTUTUYECKUX UCCIeA0BaAHMIA.
OH poguics B 1940 r. 3akoHunn YHuBepcuTeT [lepymku, 3aTeM IPO0-
Kuyl o6pa3oBaHue B yHMBepcuTeTax Benbnl, MioHcTepa U Okcdopma.
[IpeniogaBasn u BBICTYIIAJ C JEKUUSIMU B yHUBepcuTeTax [lagym, CbeHbl,
Ipyrux By3ax Utanum u EBponbl. OH nepeBen Ha UTAIbSIHCKUI SI3BIK OC-
HoBHbIe counHeHus Kapsa [Tonnepa, C. Kvepkeropa, M. llenepa, JI. But-
reHmreiina, A. ®eppe, Ban Bypena, JlionBura don Museca, dpugpuxa
¢oHn Xaitexka u p. OcHOBHbIE paboThI: «I1ocie Burrenmreiina. Kyma gBu-
SKeTCsT aHaauTuueckas gunocodusa?» 1968; «AHaauTHuecKas ¥ ceMaH-
Tuyeckas Guiocodus peIurmo3Horo si3bika» 1969; «Kapn [Momnmep: smm-
CTEMOJIOTHSI ¥ OTKPBITOE 06111ecTBO» 1972; «dumocodust i3biKa: METOIBI,
rpo6iemMbl u Teopum» 1973; «IMUCTEMOTOIUS M OUAAKTMKA HAYKMU»
1977; «Pemecno dunocoda u suaaktrka Gumocopum» 1977; «Hayunast
Kynbrypa» 1980; «[Touemy meTadu3rka HeoOXoaMMa AJIsl HayKu u Gec-
rosiesHa g1 Bepbl» 1980; «YHubUUMpoBaHHas Teopust metopa» 1981;
«ITMUCTEMOJIOTMYECKAs] KpUTUKa Mapkcusma» 1986; «Teopus pauyo-
HaJILHOCTY M COLMaIbHbIX HayK» 1989; «Kapn [Monmnep. Jlornka uccneno-
BaHUS U OTKPBITOE 06111ecTBO» 1989; «[IpounThiBaTh peasbHOCTb» 1981,
1991; «<MeTomonorus coumanbHbIX HayK» 1995; «TpakTaT 110 METOZ0/I0-
MY COLMAbHBIX HAayK» 1996; «JTrogBur ¢oH Musec. UHOMBUI, PHIHOK
U MIPaBOBOE TOCYapCTBO» (TepeBof 1 BBeaeHMe) 1998; «Ddpuapux dox
Xaitek. [To3HaHMe, KOHKYpPeHLUMSI U CBOOOHa» (TIepeBOn U BBeIEHUE)
1999; «CnoBapb s13bIKa COLMANbHBIX M IOMUTUYECKUX HAayK» 1999 1 ip.
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SIIMCTEMOJIOISA 1 TEPMEHEBTHKA

Iepesod ¢ anznutickozo Cepzes JI3uxesuuat

Om nepesoduuka

Hdapuo AHTHUCEPM U3BECTEH POCCUMCKMM UUTATENSIM I/IaB-
HBIM 00pa30M I10 TIepeBeAeHHOM Ha PYCCKUIA SI3BIK M 3aBOEBAB-
Iejt MMPOKYIO0 TMOMY/ISIPHOCTh CPeAy TeX, KTO mu3ydaer puiio-
codcKkue HayKu, KHUre 10 UcTopum ¢umocodmu, HamMCaHHO
UM B coaBTOpcTBe ¢ JkoBaHHM Peane.? CIOXKUIOCH IIPEICTaB-
JIeHMe, UTO 3TU yUeHble — cBOoeoGpas3Hbie OpaThst [pUMM B hu-
nocoduu, ogHAKO 3TO AAEKO OT JeMCTBUTENIBHOCTU U UX Hayu-
Hble MHTEepPeChl Pa3INYHbI.

HaHHas cTaTbsl — IUJIOA, OJIMTEJbHOM U IIOCIeO0BaTe/bHOM
IesTebHOCTU Tpodeccopa AHTHUCEPU B UTATbIHCKOM U MeX-
OYHApPOAHOM HAayYHOM COOOIIECTBE, IIABHBIM COJEpIKaHUEM
KOTOPOI1 SIBJSIETCSI METONO0I0TuYecKasi M 3MUCTeMOIoTuYecKast
peduiekcus, MHTepIIpeTaIusl BBIJAOIINXCS MUIei, KOTOPBIMU
oboraTuiyu MHTEUIeKTyalbHYyI0 KyabTypy Kapa ITommep, Jlio-
nBur Butrenmrreitd, ®punpux ¢oH Xaiiek, Jlrompur don Musec
M MHOTMe JIpyrue KJIaCCUKM COBPEMEHHOi 3amagHoii (uiaoco-
bun.

B cBsi3M c TeM, UTO TBOPUYECTBO AHTMCEPH ObLIO TECHO CBS-
33aHO C TepeBOJlaMM M MHTepIipeTalueli, OH He MOT He YIy-
OUTHCS B SIMMUCTEMOJIOTMYECKYIO TIPUPOIY ITOM MesTeNIbHOCTH,

! Cepzeii /I3uxkesuu — tnaBHbIit pegaktop AU. Hacrosimuit mepeBop siB-
JISIeTCSI PeTIPYHTOM IIepBOJi ero MyOIMKaLun:

BectHrK MockoBcKkoro yHuBepcuTeTa. Cepust 7. @unocodusi. N23, 2001.
C. 3—27. B cpaBHeHMM C TIEPBBIM M3JAHKEM aBTOPOM IepeBOna GbUIM
BHeCeHbl HEKOTOpble He3HAUMTeIbHble UCIIPABIEHMS.

2 Anmucepu, /1., Peane, . 3anaguas ¢huiocodust OT UCTOKOB O Ha-
mux gHelt. AHTUYHOCTb U CpenHeBekoBbe T. 1—4. / B nepeBoge u 1op,
penmakiiueit C.A.MambiieBoit. CII6.: 1997.
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BepHee — B CBeTe CYNIHOCTHOTO €JMHCTBA aKTyaJIbHOTO CyIIe-
CTBOBaHMS CYyOBEKTA, — ITOI npoyedypsl, paBHO KakK U He TTOITbI-
TaThCsl 0O0CHOBATb BbIAEPKMUBAIOIINE KPUTUKY TeHepanusaiun
3aKOHOMEPHOCTeli 9TOi Mpollenyphl OJiT HAyYHOTO ITO3HAHUS
B 1[€JIOM U J,1s1 TO3HaHMSI BOOOIIIe.

IMpodeccop AHTHCEPH, KaK U OGOJBIIMHCTBO COBPEMEHHBIX
dunocodoB, coBMellaeT HAyYHYIO M MPENoAaBaTelbCKyI0 Iesi-
TEIbHOCTh U MO3TOMY, UYTO COBEPIIEHHO CIIPaBeIIMBO KaK MC-
TOPUYECKM, TaK U JIOTMUECKM, He pasfensieT MpoOjaeMbl 3TUX
OTBETBJIEHUI aKaJeMUYecKOoil KyJbTYphbl IO CYIIECTBY, MO UX
npupoge. Ilemarormueckass peduiekcusi AHTHCEPUM B [JaHHOM
TeKCTe He eCThb 00s3aTebHOe MOpaIM3aTOPCKOe OION-
HEeHVe — OHa ecThb Heo6XOomyMoe 3aBeplleHye SIMMUCTEeMOIOTH-
yeckoit pedrercum, ocosHaHMe IYyOOKOV ITPeeMCTBEHHOCTU
pa3sBUTUSI HAyKM, HAYYHOTO COOOIIECTBA, MHTE/UIEKTYaabHOI
KYJIbTYPBI UeJIOBEUECTBA BOOOIIIE.

IMepeBecTu nanugapHbiii 1o Gopme Tpyd AHTHUCEpU —
BecbMa IUIOAOTBOpPHAS B ITO3HABATENbHOM M MCC/IeNOBATEIb-
CKOM OTHOIIIEHUM 3a7aya, XOTS CIIPABUTHCS C HEMl HEmpoCTo.
TeKCT, Ha MEePBBIN B3I, KAKYIIMIACS MTOAUEPKHYTO OJHO3HAY-
HbIM, Hake IOITY/ISIPHBIM, Ha CaMOM Jiejie B aKKyMY/IMpPOBaH-
HOW (opMe 3aKkioyaeT B cebe Ty METONOIOTMYECKYI0 SINICTe-
MOJIOTMYECKU-TEPMEHEBTUUECKYIO pedUIeKCUIO, pPe3yabTaTOM
KOTOPOJ OH SBJISIETCSI U KOTOPYK OH BbIpaxkaeT. CIOKHOCTb
repeBofia Kak pa3 M COCTOUT B TOM, UYTO MMEHHO O IepeBofe
¥ PasMBIILISIET aBTOP, a CJIeHOBAaTeIbHO, MBICIUT IPUMEHM-
MOCTb OITMChIBAEMBIX IMPOIEAYP K COGCTBEHHOMY Tekcty. CTa-
ThsI «DIMUCTEMOJIOTHUSI I T€PMEHEBTHKA» Oblia JII0Oe3HO Mpemo-
crasieHa [I. AHTHCcepu [Jis TTlepeBofa Ha PYyCCKUIA SI3bIK BO Bpe-
Msl ero rmocemenus wiocopckoro daxkyapbrera MIY umMeHu
M. B. JlomoHOCOBa.

ITepeBoOgUMK 3TOM pabOTHI KaK YeJIOBEK, KOTOPOMY U paHee
CJTy4asoCh MMeTh OIBIT [1ePeBOJOB U MBICJIUTD UCC/IeN0BATEb-
CKYIO TIPUPOAY MOA0OHOI NesiTeTbHOCTH, CO CBOEI CTOPOHBI UC-
KpeHHe peKOMEHIYeT UMTATEeNI0 IMPUMEHUTb K 3TOMY He6OjIb-
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IIIOMY, HO Ype3BBIYAITHO €MKOMY TPYAY OMNMChIBaeMble B HEM
SMICTEMOJIOTUYECKIME TTPOIEAYPHI.

B 3akiioueHue mepeBOOUMK HaJeeTcs, uTo ero pabora OT-
KpOeT WM, BepHee, «BbICBETUT», KaK TOBOPUT 00 3TOM cam
aBTOp, CaMoOe BakHOe B CTOJNb <«HETPUBMAIBHOM» TEKCTe,
¥ BhIpakaeT GarogapHoOCTh Ipodeccopy AHTHUCEPH 3a Ipemo-
CTaBJIEHHYI0O BO3MOKHOCTb CTOJIb OOOralllaioIlero MHTeIeKTY-
QJIbHOTO OOIIEeHMS.

1. Hayka nodsepsiceHa 3a61yxc0eHuo

IMoaBep>KeHHOCTb YeI0BEYECKOTO 3HAHMS 3a6IYyKIeHUI0 —
KapauHanbHas umest ¢unocodpuu [Monmepa. dta umesi, Ha KOTO-
pOii  TOCTHOMMNEPOBCKOV (MCTOPUYECKM OPUEHTUPOBAHHOI!)
SMMUCTEMOJIOTMEN ObLIT Jaske CaeiaH aKIeHT, MOXeT ObITh MPU-
nucaHa MHoOrMM MbicauTensam XIX u XX BeKoB. Mbl MOXKeM
MPUIINCATh TAKUM MBICIUTENSIM HE TOJIbKO 3Ty KOHIUEIINIO,
HO TaKXe U 3Ty TepMMUHONOrUKW. Tak, B MepBoii rnase «JI3Buaa
Kormmepdunma» repoit Yapnbsa [JukkeHca 3asBisieT: «<MHe He-
3aueM OCTaHaBJIMBAThCS 3[eCh Ha IIEPBOM IpeacKasaHuu, u6o
caMa MCTOPUSI MO€Ji JKM3HM JIyUIlle BCEro MOKaskeT, CObLIOCh OHO
Wi HeT [*]»l.

«HauHy pacckas 0 Moeii JXM3HU C CaMOro Hayajaa U CKaxy, 4TO S pO-
IVJICS B TISITHUILY B IBEHALIIATh YacOB HOUM (TaK MHE COOBLIVIIN, U S
3TOMY Bepio). BbIJIO OTMEUeHO, YTO MOJi MePBbIii KPUK COBIIAJ C Mep-
BBIM yAapoM 4acoB. [I[pyHMMAasi BO BHMMaHKe JAeHb U 9aC MOero pox-
IeHVs], CUZieNKa MOoeji MaTepyu M Koe-KaKue yMYIPeHHbIE OIbITOM
COCeIIKM, MUTaBIIME XUBENIINI MHTEpeC KO MHe 332 MHOTO MeCSLEeB
IO Hallero JMYHOTO 3HAKOMCTBA, OOBSIBMIM, BO-TIEPBBIX, UTO MHE
Mpefonpene/ieH0 UCIBITaTh B JKM3HM HECUACThbsl U, BO-BTODPBIX, UTO

U* NMuxxenc, Y. XXusap [sBupa Komnmepduima, pacckasaHHash UM ca-
vuM // Jukkerc, 4. Cobp. cou.: B 30 T. T. 15. ITep. A.B.Kpus1oBoii u E.
Jlanna. M., 1959. C. 9. 3mecs u nasee mpUMedaHus MEPEBOIUMKA ITOMe-
YeHbI 3Be3[I0YKaMM, IpMMeUYaHusl aBTOpa MoMellleHbl B KOHIle CTaTbl
COIVIACHO HYMepaLyuy OpUrMHaIa.
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MHe OaHa IMpUBMWJIETUs BUAETb NPUBULOEHUS U OYXO0B; 110 MX MHEHMUIO,
BCe 3JI0CYACTHbIE€ MJIAAEHIIbI MY>KCKOT'O U >KeHCKOTO I10J1a, pOoaVBIINE-
Csd B IATHUIY OKOJIO ITOJTYHOYN, Hen36esKHO IToIy4yaroT 06a 3T mapa»

[**]_1

JTo TmpenckasaHue ObUIO craenaHo HsaHeit Kommepduima
Y IPYTUMMM KVBIIMMU 10 COCEACTBY KEHIIMHAMM, COITIaCHO CO-
06pakeHUI0 KOTOPBIX [I3BU[I, MOCKOIbKY OH DPOIUJICS TO3IHO
HOYBIO B ISITHUILY, NO/DKEH ObLI CTATh HECYUACTIMBBIM B XKU3HU
Y TIOMYYUTH TIPUBUIIETUIO B CIIOCOOHOCTM BUAETH NMPUBULEHUS
" IyX0B. [IMKKeHC Hamycat 3ToT pomaH B 1850 1. [1] Okosto Tpua-
uathb jet crycts Yapnbs IInpce sametun: «['unoretmuyeckas mpo-
TO3UIIUSI MOXKET ObITh, CIeAOBaTENbHO, (anbcUbULIMPOBaHa
MIPOCTBIM IOJIOKeHUeM Belei» [2]. B 1929 r. Knapenc VpBuHr
JIbtoucC B CBOei KHUTe «Pasym 1 MUPOBOIT MTOPSIAOK» 0COOBIM 00-
pa30M BbICKa3aj OTHOIIEeHYEe K HEIIPOYHOCTM U BOCIIPUMMYMBO-
¢ty K danbcudukanmy Bcex HayIHbIX Teopuit. JIplouc mpepiara-
€T HaM TIOMBICJIUTb cebe TaKyIo MPOMO3ULINI0: «DTOT MEHHU —
KPYIJIblii». 3Ta MPOMO3ULIMS NoApa3yMeBaeT CYMMY BO3MOXKHO-
IO OMbITA, KOTOpasi HEOTpaHMUEeHHa U 6eckoHeuHa [3]. [eiicTBI-
Te/bHO, ec/lU JaHHbIV TIEHHU SIBSIETCS KPYIIBIM, /MO eCjiv GbI Mbl
IO/DKHBI ObUIM M3MEPUTDh €r0 TOYHBIM MHCTPYMEHTOM, Pe3yilb-
Tat 6ygeT MO0 TaKUM, MO0 IPYTUM; eC/IVi IEHHM KPYIJIbIA, TO
OH He TMOKa)KeTCsl IIUNTUYEeCKUM, KOrJa CMOTPUIIb Ha Hero
MPSIMO, ¥ MBI MOKEM C/I€IATh TAaK MHOTO ITPOITO3UIINI TO0OHO-
ro pofa, Kak 3aXxOTMM. DTO O3HauyaeT, YTO MPOMO3ULUS «ITOT
TIeHHM KPYIJIblii» He SIBJSIeTCS] MPOIO3UIIUEN, KOmopas Moxem
0biMb NOJIHOCMBIO 8epupUYUPOBaAHA: TIPOTIO3ULIMSI, OTKPBITAS AJIS
6ymyIeii IpOBepKM, KOTOPAst MOXKET ITOATBEPAUTD MU CHEeIaTh
HeJleJiICTBUTENbHOM, T.e. OIIPOBEPrHyTh ee. Curyanys, KOTOPYIO
Mbl ONIMCAIM AJIS1 IPONO3ULIMU «3TOT MEeHHU — KPYIJIBIA», CO-
rnacHo JIbioucy, MokeT GbITh IIPUMEHeHa KO 8cemy SMIupuye-
CKOMY 3HaHMIO. Bcskoe sMmupuyeckoe 3HaHME JODKHO OBITh

1#% TaM ke.
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JIOKa3aHO MO3THEIINM OIBITOM B TOM CMBIC/IE, UTO TaKOi OyIy-
LIV OIIBIT MOXcem cIeaThb ero HelleCTBUTe/IbHbIM.

Mbl JOMKHBI ClefoBaTh XOMy MbICAU JIbloMca TOYHO, eciu
MBI XOTUM CHeJiIaTh SICHBIM 3TOT B BBICIIEN CTeeHU BasKHbIN
MYyHKT. [laBajiTe MOMBICIMM [Be ClAenyoliue mpornosuinun: 1.
«Bce nebenyt — ntuubl» u 2. «Bce nebemyt — 6esbie».

«[IpenmiecTByoOLast MPOMO3UIMS HE MOXET GbITh PabcubULIMpoBaHa
HMKAKMM BO3MOXKHBIM OITBITOM, ITOCKOJIbKY €€ UCTMHHOCTh MMEET UM-
CTO Jioruyeckoe o6ocHOBaHue [...]. Ho mocienyromiast mporosuims
He MMEeeT TaKOTO JIOTMYECKOTO 060CHOBAHMS ¥ MOXKET ObITh (hasbCu-
(uLMpoBaHa OMBITOM: UepHbIe CO3TaHNs, MMEIOIMe BCe CYIeCTBEH-
Hble IpU3HAKY Jiebeieit, MOTYT ObITh OTKPBITHI» [4].

IMponosuiius «Bce jgebeny Gebie» MPeacTaBaseT coboii um-
CTO 3MIMPUYECKYI0 TeHepanu3anyio. OHa, HECOMHEHHO, TIpe -
cTaBjsieT 060t yTBEPKAEHME a priori, a He CJTy4yaii aHaIuTuJe-
CKOJ MCTUHBI. DTO He TaK, IOCKOJIbKY GeJblii IIBET He BKIIOUEH
KaK CYIIeCTBEHHBII B IeHOTAIMIO, OTBEIeHHYIO JJis jJebems. Bo-
Jlee TOYHO: TIPOMO3ULIUST «Bce jebemyu — Oesbie» MOKET ObITh
danbcuduipoBaHa, MOCKOIbKY OOMKHO OBbITh YKa3aHO, YTO
BCSIKasl YHMBEpPCAJIbHAS IPOIO3UIMS YTBEPKIAET HeCYIIecT-
BOBaHMe Bellleil HEKOTOPOro Kjacca... «Bce ynebemu — OGenbie»
yTBep)KOaeT, 4TO Kiacc jebeneii Opyroro IBeTa ecTb Kiacc,
He MMelomuit yieHoB. ClemoBaTeNbHO, 3aKaouaer JIbonc, smM-
nypuyeckasi reHepaju3anusi HaBeKu IpefocTaBieHa MWIOCTU
OYIYIIEro OIMbITa M MMO3TOMY TOJIbKO BEPOSTHA, B TO BpeMs Kak
arpuopHasi IMPOTIO3UIIMS BCeTAa TOYHA [5]. IMmupudeckoe 3Ha-
HJe — B ero KOHIEMIIVSX Y TEOPUSIX — ITOJIpa3yMeBaeT IpecKa-
3aHMe; 3TO TO, TTOUEMY OYAYIIMI OIBIT MOXKET TaKKe IMOKa3aTh
¥ TO, UTO OHM HeBepHbI. Ho, mo6aBsisieT JIbIOUC, TIOUTH TOCTATOU-
HO BO3MOXXHOCTM, YTO TeHepajau3alyu, B KOTOpble Mbl BEpUM,
MOTYT OKa3aThCsI JIOSKHBIMM, YTOOBI CAeIaTh ITOTOHIO HAYKY ITPU-
SITHO BO30YysKharoreit [6].

IMoguepkuBasi BOCIIPUUMMYUBOCTDL K (dambcuduKanym Hayd-
HBIX UJeN U Jienasl 3TO B CTOAb CTUMYIUPYIOLIeil MaHepe, Ilo-
TIIIep yXBaThIBAeTCS 3a MIAEI0, KOTOpas yKe MMesla XOXKIeHue
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WIY y3Ke Jake OTKMJIA CBO€ Y COBPEMEHHBIX eMy 6ojiee paHHUX
mbicnuTenein (Ix. Tunpamn, K. bepnap, V. Boeroemwn, I. Tepr,
Y. C. IInpc, 3. Hapum, 3. Max, ®. Dupukec, K. BaitaTtu, JI. hon
Musec, I1. Tioxem, A. ITyankape, D. Knamapene, B. Kpadt u ap.)
[7]. OTa mMmes KakeTcs He MomJIeXKameii 06CYKIEHUIO B HAIIU
IHM, TI0 KpaiiHell Mepe B CKOJIbKO-HMOYAbL 3aCTyKMBAONIEii
BHMMaHus popme. Emie ogHa umes Ilomnmepa, unes GyHmameH-
TaJIbHOW eqMHCTBEHHOCTM HAyYHOTO MEeTOJa, OKa3bIBAETCs Me-
Hee XOPOIIIO BOCIIPUHSITOM.

2. CKonbKo Menodoe HayuHozo NO3HAHUs cyujecmeyem?

YacTo yTBepXKAaeTcs, YTO METOJ IpeAIloNoKeHUs U OIpo-
BepkeHUsI eCcTb MeTon Gu3ukM muau, o KpaitHeil Mepe, ecTe-
CTBEHHBIX HAayK U UTO 3TOT METOJ HelpuUrofeH AJis PasInyHbIX
oTpaciieil TYMaHUTAapHOTO M MCKYCCTBOBELUECKOTO 3HAHUS
(icuxonmoruu, wucropuorpabuu, GUWIONOTUN, JUHTBUCTUKU
" T.J.). Bompoc 3/1ech COCTOUT B TOM, MOXKET JiU ObITH ITpOBefe-
HO pasnuMyeHue MeXAYy MeTOJaMMu COOTBETCTBEHHO cdepe
MU3ydeHus (F'yMaHUTapHble HAYKM U MCKYCCTBA, C OLHOI CTOPO-
HbI, €CTECTBEHHbIE HAYKM — C APYTOil) WJIM MbI MOT/IU ObI 3aiiTH
TaK JaneKo, YToObl CKa3aTh, MOXKET JiX ObITh TaKoe pasiaudyeHue
clleflaHo B KaKoi-1mbo u3 aTux ABYX cep HA OCHOBAHUM OTpac-
JI YICCTIELOBaHMS KaK TaKOBOJA.

[elicTBUTENIBHO JIM BA METOAA MCCAeNOBaHMS wiu Oonee
cyuiecTsyor? Vnu, mno-ngpyromy, IpyHuMasi BO BHMMaHMe pe-
IIEHNSI, KOTOPbIE TO/DKHBI ObITh HAMIEHbI, ¥ TPOLIEAYPbI, KOTO-
pble OJKHBI OBITH MPUHSITHI, MPOABUTAETCS JIU BIlepeq Helo
Hay4YyHOTO MCC/IeJOBaHMSI COOTBETCTBEHHO HAbOpy MpaBWi, KO-
TOpble NMpPUHAZAJIeXaT K ONHOMY MeTOAY (eOMHCTBEHHOMY Me-
TOAY, MOCPELCTBOM KOTOPOTO Mbl MOKEM BpeMsI OT BpeMeHMU
M30MpaTh HAWIYUIIYI0 TEOPUIO, €CIM TOJMBKO Takasi Teopus
CyLIeCTBYeT) WIM K TaKOMY METOA4Y, KOTOpBbI/i rapaHTUpyeT
TouHOCTh? OTBeT Ilommepa Ha 3TOT BaXHbBIM BONPOC TaKOB:
«MeTop, TIpy IOMOIIY KOTOPOTO AOCTUTAETCS pelieHne, 00brd-
HO OAVH U TOT JXe, 9TO MeToA npo6 u owiubok. B dyHmameH-
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TAJTbHOM OTHOIIEHUM OH TaKKe IpeACTaBisieT cob0il MeTop,
UCIONb3yEeMBIl >KMBBIMM OpraHM3MaMu B IIpollecce afanTa-
uuu. SICHO, UTO yCIex 3TOr0 MeTOoa B OUeHb OOMbBIION CTEeNeHU
OCHOBaH Ha KOJIMYECTBE U Pa3HOOOpasuu Mpob: yem Gosblie
MbI TIpoGyeM, TeM 6Gojiee BEPOSITHO, UTO OJIHA M3 IMOIBITOK Gy-
Ier ycrnemHoi» [8]. CiemoBatenbHO, cormacHo Ilommepy, xa-
paKkTep Ipolecca B pallMOHAJIbHOJ Hayke IMOJHOCTbIO COCTOUT
B BBIIBIDKEHMM TUIOTe3 KaK IIOMBITOK peHIeHus] ITPOOIeMbI.
9TM TUIMOTE3bI JOKHBI ObITH MTOIBEPTHYTHI CTPOTOI ITPOBEPKE,
¢ TeM 4YTOOBI BBISICHUTH, HE COZEPKAT JIM OHU B cebe ommboK
(KOTOpBIE NOJIKHBI OBITh MCIIPABIEHbI TIOCPEICTBOM IAPYTUX I'U-
M0Te3, NOABEepPraeMbIx MPOBEPKe B CBOIO ouepenb), U T. O. ITOT
MeTOJ, IPMMEeHSIeTCSI BO BCeii pallMOHa/lIbHON Hayke. TaM mpo-
671eMbI MOTYT OBITH pellleHbl B KaKOi-T1Mb0 061acTu MCCIeno-
BaHMS (B (MU3MUKe, JVHTBUCTUKE, OUOIOTUM, IKOHOMUYECKOI
HayKe, XMMMUM, COLMOIOTUY MU B MHTepIIpeTaluu Wiy nepe-
BOZle TeKcTa, acTpodusMke U T.O.), Mbl HE MMeEEM HUKAKOM
aJbpTEePHATMBBI BBIIBVDKEHUIO MPeAIION0KeHMI U ocIenyomeit
npouenype nposepku. Ilomnmep Takxke yTBepKaaer:

«HayyHoe MOXeT GBITb KPaTKO OIpefeseHO CIeAyIM 06pa3soM.
CTONKHYBIIMCh C HEKOeJi MMPOo6IeMOoi, YUeHblii MpejiaraeT SKCIepu-
MeHTaJIbHO HEKOTOPYIO KOHCTPYKIMIO pellleHus] — Teopuio. JTy Teo-
pUI0 HayKa NpU3HaeT TONbKO IPeABapUTENbHO, eCay BooOIle Ipu-
3HaeT; ¥ YTO caMoe XapaKTepHoe [l Hay4HOTO MeToAa — Y4eHble
He MCIBITHIBAIOT HUKAKOM 6OJIM MPU KPUTKKE WM MPOBEPKE TEOPUU
B Auckyccuy. Kputuka u mposepka MAyT pyka o6 pyky [...]. A mpo-
BepKa TeopuM NPOXOAUT B MpeAcTaBIeHUM 3TUX YSI3BMMBIX MeCT —
TaKoe KOIMYeCTBO MCIIbITaHUIi, KOTOPOEe TOJIBKO BO3MOXKHO... Teopun
BBIABUTAIOTCSI 9KCIIEPMMEHTAIBHO U NpoBepsioTcs. Ecau mcexop mpo-
BepKM IOKA3bIBAaeT, YTO OHA OIMIMOOYHA, TO TeOpUs AMUMUHUPYETCS;
B CYIIIHOCTY, METOZ, Ipo6 1 OouUIM6OK MpesicTaBisieT cob0it MeTox amm-
MuHauum» [9].

IMomnmep TakKe 3asiBWI, YTO paHee OH IOKa3aj, YTO MHTEP-
IpeTauusl TEKCTOB (TepMeHeBTHKA) [IOCTPOeHA COOTBETCTBEHHO
cTporo HayuHbIM Merozam [10]. OH yTBepXzaa, YTO B Ciay4ae
CaMoOro Jyylllero aHaau3a MeTOJ, OOIeCTBEHHBIX HAayK, Kak
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M METOJ, eCTeCTBEeHHBIX HayK, COCTOMT B IIpOBepKe IpeaBapu-
TEJbHBIX PellleHuit TpMMeHeHMeM K rpobiemMam STux Hayk [11].

3. Meicnumenu, Komopbsie omcmaueaiom eOUHCMeo HAy4HO20 Memo-
da

Vimess emVHCTBEHHOCTM HAy4YHOro MeToma (MpoGjaeMbl —
TIPEATIONIOKEHUS] — OIMPOBEPKEHMSI) M TOTO, UTO Pa3JIUUUS CY-
MIECTBYIOT MEKIY METONOJOTUSIMMU (IPYTUMMM CIOBaAMM, Pas3jim-
Yusl B TEXHUKAX J0KA3aTeIbCTBA), IPUHAAJIEXUT HE TOAbKO I1o-
nmepy. OHa BbIABUTAACh TAKXKe M IPYTUMM U HEKOTOPOEe BpeMst
CIycTs ObUIa TMOABEpPrHYTa KPUTHKe, Hampumep, oT JuabTest
0 HEOMAapKCUCTCKO PpaHKAYPTCKOI IMIKOIbI. Kak ObI TO HU
ObLJI0, HO HEBO3MOXKHO YKa3aTh BpeMs, KOrma TeX, KTO Imoaaep-
SKUBAJT 3Ty Mjel0, He GbIIO Ha clieHe. HekoTopble M3 HUX OYmyT
HasBaHbl Hwke: IOctyc don Jinour (1803—1873), nampumep,
chopMyIMpPOBa, UTO MHTEUIEKT U BOOOpakeHMe OXVMHAKOBO
HeOoOXOAMMBI IJIsI 3HAHMSI ¥ OAVHAKOBO IMPOBepsieMbl; 06a OHU
UT'PAIOT POJib B paspelieHuy mpobiemM GU3MKM U XUMUK, MeIV-
IMHBI, TOTUTUYECKO SKOHOMUM, UCTOPUU U JIMHTBUCTHKE. Kak
VHTEJIIEKT, TaK ¥ BOOGpakeHye 3aHMMAIOT OTBEeIEeHHOE UM Me-
CTO B obnactu momo6HbIX Hayk [12]. Yuabsim Bbroemn (1795—
1866) mucast, 4To CrOco6 TOCTVKEHMS UCTUHBI COCTOUT B UCITHI-
TaHUY Pa3JIMYHBIX TUTIOTE3 ¥ MOOUPUIIMPOBAHUY STUX TUIIOTE3
TakuM 06pa3oM, YTOObI OHYM COOTBETCTBOBAIM (haKTaM, U B IIO-
JIy4eHUY BO3MOXKHOTO pa3sHoo6pasust pakToB sl TOATBEPIKIE-
Hug runore3 [13]. Yumpsam Crannm [IxeBoHC (1835—1882)
YTBEpPXKIAA, UYTO BCSAKOE HAyYHOe MCCAeIOBaHMe 3aK/IIouaeTcs
B €IMHCTBE TUIIOTe3 U SKCIIEPMMEHTA U UTO SKCIIePUMEHTHI CTa-
BSITCSI, KaK 3TO M IOJDKHO ObITh, «C T€M UTOGBI YTBEPAUTD MK
OTIPOBEPTHYTh TMIIOTETUYECKUE MPEIUyBCTBUSI MPUPOAbI» [14].
Knonm BepHap (1813—1878) B cBOeM 3HAaMEHUTOM BBeAEeHUU
B M3yUYeHMe SKCIIEPUMEHTATbHON MeOUINMHBI VUM, UTO SKCIIe-
pUMeHTaIbHass MeOUIIMHA eCTh He UTO MHOe, KaK CIocob 0co-
3HaHMS, IOCPEICTBOM KOTOPOTO MIaeu MOTUMHSIIOTCS KOHTPOJTIO
co ctopoHnbl ¢akToB [15]. OH Takke OTMETWJI, YTO IIPUPOIA Ha-
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YYHOTO croco6a OCO3HAHMSI HeM3MeHHa Kak JJIT Hayk, MOCBSI-
IIeHHBIX U3YYEHUIO KMBBIX CYIIECTB, TaK U MJIsI TeX, KOTopbie
M3y4aloT HeonyllleBJeHHbIe Tea [16]. OH 3aKII0uniI, 4TO UAeH,
npoBepsieMble (pakTaMy, MPEICTaB/ISIIOT COO0V HayKy BOOOIIe
[17]. Dpuect Hammn (1816—1909) — aBTOp IpekpacHoit pabo-
ThI, IIepeBeaeHHOI Kak La logica dell ipotesi, B KOTOPOi1 OH OT-
CcTauBaeT TPUCYTCTBME TUIOTE3bl B KAXKIOM 3JeMeHTe HayKu
6e3 uckmouenus [18]. HaBwin Takke yTBEPXKIAET, UTO JIOTUKA
TUIIOTe3bl MOCTOSIHHO HalOMMHAaeT HaM, YTO HayuyHble WUAEU
10 MPOMCXOKAEHMIO TIPENCTABIISIOT COO0V He UTO MHOe, KaK
MPEeJTION0KeHNsI, ¥ OHM He MMeIOT ApPYroit 1eHHOCTH, YeM Ta,
YTO OHM TOMYYAIOT OT MOATBEPXKIEHMS IKCIIepUMEHTOM. YPOK,
npepjaraemMblii 3TOM JOTMKOM, TMTOMUMO BCETO IMPOYEro, ecTh
YPOK OCTOPO>XKHOCTH [19], 1, KpaTKo, AJ151 BceX BUA0B UCCIeN0Ba-
HMSI METOJ CBOAMUTCS K TpeM 0a30BbIM 3JIeMeHTaM: Habiome-
HMIO, TIpefmnonokeHunto, Bepudwmxauuu [20]. Ayrycro Myppu
(1841—1932) yTBepskaaj, 4YTo M300peTaTeIbHOCTb M YMO3PEHNE
CyTb NepBUYHBbIE KayeCTBa 4YeI0BEUeCKOTO AyXa, U 3TO TakKe
MCTMHHO ¥ JISI HayK, HO SBJISIETCS CaMOOOMAaHOM ITpeACTaB-
JISITh, YTO OHM 00J1aAI0T MMMYHUTETOM K KPUTUMYECKO! IMpo-
BepKe [21]. OH 6bLT TaKKe TBEPAO YOEKIEH, UTO HE CYLIECTBYeT
IOBYX WM OOJBIIETO YMC/IA METONOB IOCTVDKEHUSI WCTUHBI,
HO nuillb ofguH [22]. HakoHel, Mbl MOkeM yromsHYTb [. A. T'o-
JIOIIIIA, KOTOPBIN 3aMeTusI, YTo e 66l JJapBUH MMeN MeHbIle
BOOOPasKeHMsI, TO OH HMKOI/Ia He COBEPINNII Obl OIIMOKM, PABHO
KaK HMYEero He OTKPBLUT ObI BooOIIe [23]. TomoIia Takke yTBep-
>KOaja, 4TO IIpOLlecC MKCCIeNOBaHMSI B CBOEl OCHOBe OIVH
M TOT XXe [IJIs1 BCeX HayK [24].

4. A. diinwmetiH o memode ucciedosaHus

K comucky Tex, KTO 3amuinag eOMHCTBEHHOCTh HAyYHOTO
METOMa, IOoJ KOTOPbIM MbI IIOHMMAaeM METO[, MPearoI0KeHMs
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" OIIPOBEPXKEHMUSI, MOTYT ObITh AOOABIEHBI ApyTye UMeHa. AJb-
6epT DIHIITENH YTBEPXXOAJA, YTO HayKa He eCThb KaTaJior
HEMPOKOMMEHTHPOBaHHbIX (hakToB. OHA MpemcTaBiseT cob6oit
MOPOXKIEHME YeJIOBEYECKOTO MHTENIeKTa C MPUCYIIUM €My
CBOOOIHBIM OTKPBITMEM MIIeN M MOHSATUI [25]. DVHIITEH Tak-
>Ke 3aMeTW, UTO He CYLIeCTBYeT HMKAKOTO MHIOYKTUBHOIO Me-
TOMA, KOTOPBIN BeleT K GyHIaMeHTATbHBIM MOHATUSIM DU3VKA
[26]. Teopus ecTb paboTa uenoBeka. OHa TpeACTaBISIET CO6O
9KCTPAaOpAMHAPHBIN TPYLOBOI MpoLlecc afganTaluuyu, KOTOpas
TUIIOTETUYHA, HUKOTAA MOJHOCTBIO He olpenenuma, Bcerga or-
KpbITa JAJISI COMHeHUsI U Auckyccuu [27]. Pemenne mpob6aeMbl
03HAQYaeT, UYTO HEKTO AOJDKEH MOAOWTHU K UIEsIM U TMOHSTUSIM —
UIOesM ¥ TOHSTUSM, KOTOpbIe MTOTOM [IOJIKHBI OBITH ITOIBEPT-
HYTBHI IIPOBEPKe B ombiTe. OMBIT €CTh ayibda ¥ OMera BCEro Ha-
1Iero 3HaHus peanbHOCTU [28], UCTMHA eCTb TO, UTO IIPOXOAUT
IIPOBEPKY ONBITOM. Teopmsi KOHTPOAMUPYETCS HAa OCHOBAaHUU
pe3ynbTaToB HabmomeHus [29]. Mbl HameeMcsl, UTO Habomae-
Mble (HaKThI OYAYT JIOTMUECKY TOCTIe0BATEbHBIMY B OTHOIIIE-
HMUM Hamei KoHuernuuu peanbHocTy [30]. Eciu HaGmomaeMblie
(baKTbI OKa3bIBAIOTCS IPOTUB TEOPUM, TO, BOOOIIE TOBOPS, TEO-
pUs B MPUHIIUIIE MOXKET ObITh OTOpoIleHa. iMest B BUAY TeO-
PUI0O OTHOCUTENBHOCTM, DVHIUTENH 3asBUJ, YTO €CIU TOJIBKO
XOTS1 ObI OfHA U3 ee IOCTIeNOBATENbHOCTEN OKAaKeTCsS HeTou-
HOI, TO OHA JO/KHA OBITh OTBEPrHYTa M HUKaKas IepeMeHa
HEBO3MOKHA 0e3 MepeTpsSIXMBaHMS BCEMl KOHCTPYKLMMU CBEPXY
IoHM3y [31].

B 3HaK yBaskeHMs K JIHIITEHOBY B3Iy Ha MEeTOI o6pa-
TUMCSI K €r0 KpaTKOi, KpaifHe MHTePeCHO! cTaThe, OMyOINKO-
BaHHOI1 25 meka6pst 1919 1. B «bepauHep Tare6aaTT». DTa CTAThA,
o3amiaBiieHHas «HIYKUMS U OeOyKius B GuU3NKe», MeiiCTBU-
TETbHO 3aCTY;KUBAET TOTO, UTOOBI IIPUBECTY €€ TIOTHOCTBIO.

«IIpocreitmasi dbopma BOOGpaXkeHMsI, KOTOPYID MOXKHO OOHapyKUTb
B IPOUCXOXIeHMM smnupuyeckoil Hayku [Erfahrungswissenschaft],
eCTh Takasi, KoTopasi 6a3upyeTcs Ha MHAYKTUBHOM MeTome. Paspos-
HeHHbIe (HaKThl OTGMPAIOTCS U TPYIIIMPYIOTCSI BMECTE TaKMM 06pa3oM,
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YTOOBI SICHO OGHAPYKUTDb MPUCYTCTBYE B HUX 3aKOHOOOPA3HBIX OTHO-
meHuit. Yepes rpyrmnupoBaHMe BMECTe ITOMOOHBIX PEryIspHOCTEN
BO3MOXKHO [OCTMKEHME ele Gosiee OGIIMX peryasipHOCTel, moka —
B CBETE MMEIOLIErocsl B HaIMumMy Habopa MHAMBUIYAIbHBIX (PakTOB —
HEKTO He JNO/KeH GymeT MATY Jajee Mo 3TOMY IyTH, co3aaBas Gosee
WM MeHee eIVHYI0 CUCTeMY, KOTopasi TakoBa, YTO pasyM, co3eplialo-
it Bely, nesasl YTBePXKIEHMsI, OCHOBaHHbIe Ha reHepaau3alusx,
JIIOCTUTHYTBIX Ha OCHOBaHMM TOCJIEIHEro Ipumepa, MOXKeT Jormye-
CKMM 00pa3oM IpoJesaTh O6PATHBIN MYTh ¥ CHOBA PACCMOTPETDb 4acT-
Hble ¥ eAMHNYHbIE (DAKTBI.

Ilaske camoe TOBEPXHOCTHOE M3yuyeHUe [e/iCTBUTEIbHOTO Pa3BUTHUS
HayKM pacCcKaxkeT HaM, YTO BeJIMKMe LIar¥ HAayYHOTO 3HAHMS BIEpe[,
TOJIbKO B OYEHb OIPAaHMYEHHOI CTereHy ObUIM COelaHbl TAKUM 06pa-
30M. B camomMm Jiesie, eciiv MCCIenoBaTeNy TO/DKHBI B3SITh TPOOY Bellei
6e3 HEKOTOPOJ MpeABapUTEIbHON uaen [Meinung], Kak MOT/IV Obl OHM
MCIIONIb30BaTh (PaKThl, KOTOPBIE JUIIb TAKOBbI, UTO TOJNBKO COIEPXKAT
B ce6e BO3MOKHOCTb OTKPOBEHMST 3aKOHOTIOAO06HBIX OTHOIIIEHUT B OT-
KJIOHSIIOIIEMCSI OT HOPMbI COCTOSIHUM GoJiee CIOKHOTO ombita? Tamm-
JIeii HUKOTAA He OTKPbUI 6bI 3aKOH CBOGOIHOTO MafeHUsT TSKETbIX Tesl
6e3 MpeaBapUTENbHOM KOHIIEMIM, COIIaCHO KOTOPOi, He3aBUCUMO
oT ¢akTa, KOTOPHIt OH HAOGIIOIAT, OTHOILIEHUST O6HAPYKMBAIM ITyTa-
HUIY B IIPeZCTaBIe€HMUM O COTIPOTUBIEHUM BO3JyXa, TAKOM COTIPOTHUB-
JIEHUY, KOTOpOe B JAHHOM Cilyyae BOOOIlIe He MIpaeT HUKAKOi POJn.
VICTMHHO BeJMKMe Iary BIiepel B MO3HAHMUM TTPUPOAbI ObIIN CeTaHbI
B MaHepe, KOTOpasi MPaKTUYECKM AMAMETPATbHO MPOTUBOIIOIOXKHA
uHAyKIuK. UHTYyNTMBHAA KoHuenuus [Erfassung] cyiecTBeHHBIX ac-
MEKTOB GOJIBIIOTO UMC/Ia Bellleii BefeT MCCaeoBaTeNneli K Mporo3uum
[Aufstellung) runoTtetnyeckoro npuHuuna [Grundsesetz] uay npuH-
LIMIIOB MOA0OHOro poja. M3 9Toro mpuHIMIA (CUCTEMbI aKCMOM) MC-
clefoBaTeNny NeOyLMpPYIOT CAeNCTBUS HACTONBKO IIOTHO, HACKOIbKO
BO3MOJKHO, U [[Ie7Ial0T 3TO] B YMCTO JIOTMUYECKON U AeNyKTUBHOJ MaHe-
pe. DTM C1eACTBYUS, KOTOPbIe MOTYT ObITh M3BJIEUEHBI U3 IIPUHIUIIOB
1 KOTOPBIE YaCTO OKA3bIBAIOTCS CKYUHOI pabOTOIi IMojicueTa 1 BhIBeie-
HMSI, COTIOCTAaBIISIIOTCS] IOTOM C OIBITHBIMM JaHHBIMMU. COOTBETCTBEH-
HO MOJOGHOV Mpolenype MOXeT ObIThb CHOPMYIMPOBAH KPUTEPUii
npoBepku [Berechtigung] npuHsaToro npuHimna. Bee moayu no3HaHus
3HAIOT, YTO BeJMyajiiliye Iary B [MO3HAHUM MPUPOAbI, — TaKue, KaK
HpioTOHOBa Teopusi TIpaBUTALMM, TepMOIMHAMUKA, KUHETUYecKas
Teopusl ra3a, COBpeMeHHasl MeKTPOAVHAMMKA U T.[., ObLIM CHeNTaHbI
B 9TOJi MaHepe ¥ UTO OHM GbUIM OCHOBAaHBI Ha rumore3ax. Vccinenosa-
TeNM BCETAA UCXOIAT U3 GaKTOB, CBEAEHME KOTOPIX BMECTe COCTABJISI-
eT 1enb ux ycwuit. Ho ucciiemoBaTeny He BbIpabaThIBAIOT CBOM TeOpe-
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TUYECKMEe CUCTEMbI B METOAMYECKOM, MHOYKTUBHOI MaHepe. Ckopee,
OHM TOAXOIAT GMMke K (hakTaM uyepe3 MHTYUTUBHBIN OTOOP MbIC/IM-
MbIX TEOPUI1, OCHOBAaHHBIX HA aKCMOMaX.

Teopusi MOXXET ObITh C yCIIEXOM TpM3HAHA OUIMOGOYHONM, eCu B fe-
OYKUMSX COLEPKUTCS JIorMuyeckasl oumMbKa, WM OHa MOXeT ObITh
ugeHTMGUIMpPOBaHa Kak HerouHasi [unzutreffende], korma dakTt
He corjacyeTcs C OOHMM M3 ee YMO3aKIIOYeHMil, HO Mbl HUKOTAA
HE MOXXeM IpPOJeMOHCTPUPOBATh MUCTUMHHOCTb TEOPUM, MTOTOMY UTO
MbI HMKOTZIa He MOKeM 3HaTb, OOHAPYKUTCS JiM B OYAYIIEM B OIbITE
HEUTO MpPOTMBOpeUYalee 3aKII0YEHNSIM TEOPUM 10 KaKOMY-JM60 BO-
rpocy. Boree Toro, Apyrue cuCTEMBI MbIC/IHM, CBSI3BIBAIOIME Te JKe Ca-
Mble (GaKThl, BCerga MOXHO cebGe MpencTaBuUTh. ECIU CYIECTBYIOT JiBe
TEOpUY, KAKAAS U3 KOTOPbIX COMOCTaBMMA C HAHHBIM (DaKTUYeCKUM
MaTepyuagoM, TO TOTLA Mbl HE MMEEM JPYyroro KpUTepusi IJis BbIGopa
OZIHOJ TeopUM BMECTO IPYyroii, KpoMe MHTYULMK UCCIefoBaTeNs. JTO
TO, TOYEeMYy IPOHMUIATEIbHbIE MCCIeNOBATENM, XOPOIIO 3HAKOMBIE
¢ TeopussMu U GakTaMu, ¢ KOTOPbIMM OHM MMEIOT JeJI0, MOTYT ObITh
TeM He MeHee DPeLIUTETbHbIMM 3aIUTHUKAMMU [POTUBOIOIOXKHBIX
TEOpUii.

B HacTosIIIMi1 Tepuof, Co BCeit ero HeorpeaeaeHHOCTbIO, s TPOIIY Y-
TaTess IOMBICIUTD cebe 3TU KpaTKye 0ObeKTUBHbIE JOBO/BI, 160 S Be-
pI0, UTO CKOpee cpeAcTBaMu 6€3MONBHOM JeMyKUMM K BEUHBIM LIEJISIM,
O6IIMM i1 BCEX UETOBEUECKMX KYJIbTYP, HEXKeIM MOCPEJCTBOM IOMM-
TUYECKMX OENCTBUI U JeKaapaluyu MOMUTUYECKUX YOEKIeHMN MbI
MokeMm Oonee 3¢G(GEKTUBHO ChITpaTh POJIb B MUCHEIEHUM IOTUTUKA
OT ee HelyTOB» [32].

5. Bpauu u 6uonozu mexdy npeononoxiceHusmMu U onposepiceHusIMu

B TouHOCTM ITOMOGHO TOMY, KaK MeTOH, A/151 GU3UKM CBOIUTCS
K TPEM CJIOBAM — «IIpO6IEMbI — TEOPUU — KPUTUKA», — KaK T0-
BOpuUT 06 3TOM Ilommep, 06CTOUT 3Ta CUTYyAlMs U IJ1s1 61MOIOTOB.
B 1861 r. Yapnb3 JapBuH B nmucbMe K Xapeu doceTTy oTmeyar,
YTO OH I0jIaraeT OYeHb CTPAHHBIM, UTO He KaXKIblii TIOHMMAET,
YTO Hab/MIOmeHMsI, eI OHM BOOOIIEe JO/KHBI MCII0/Ib30BaThCS,
IOJDKHBI OBITh JIMOO B IMOMB3Y, MO0 MPOTUB KaKOTO-T1M60 MHe-
HU4A [33]. 'umoTessl Wim MpennonoXkeHUs JO/DKHBI Ae1aThCs, ec-
71 PaKThI JO/IKHBI 6bITH 00BbSICHEHBL. [TapBMH TaKKe YTBEPKAAI,
YTO C CaMOM CBO€J IOHOCTM OH TOpSYO0 XKejal MOHMMAaThb WU
OOBSICHUTh BCEe BeIM, KOTOpble MbI HabII0maeM, 4YTO O3HAYaeT
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CTPYIIMPOBATh BCe TaKye Bellly IMOM OOIIMMM 3aKOHaMu [34].
O61ye 3aKOHbI (MM, CKOpee, TeOpUM) — 3TO TO, UYTO GMoIoram
HeoOXomuMo Ijist o6bsicHeHMs pakToB. ®paHcuc JapBuH, ChIH
Yapnb3a, TOBOPUI O CBOEM OTIIe, UYTO OH YacTO MOIUYEepKMBAI,
YTO HE MOXKET ObITbh XOPOILIMM HabII0maTe/IeM TOT, KTO He SIBJIsI-
eTCsI aKTMBHBIM TeopeTUKoM [35]. Ho cepbe3Hble yueHble He MO-
TYT MPUBSI3aTh ce6s K UAesIM, Kak ecyii 6b OHM ObLIM JOTMaMM.
Cam JlapBMH OTMeYaJI, YTO COOGCTBEHHO XapaKTep MUCITOIb30BaB-
IIejicsi UM TMpOIeaypbl TPeGOBal OT HEro, Kak TOJTbKO (aKThl
BXOZSIT B KOHGIMKT ¢ TUIIOTe3aMu, 6pocaTh JII06YIO M3 TUIIOTES,
Jaxke caMyio JIIo6MMyI0 (KaK OH TakKe IPU3HABaJ, OH HE MOT
MIPOTUBOCTOSATh MCKYIIEHUIO BBIABUHYTh MOJOOHYI0 OTHOCH-
TeJIbHO KaXXI0ro nmpeamera) [34].

I1. Menasap, Ik. K. 9xkin3, XK. MoHo u X. Kpe6c Takke MbIC-
JISIT TIOATBEPXKIEHNE U OTIPOBEpsKeHMe KaK MeTo[ 611010roB. OH
TaKKe SIBJISIETCS M METOIOM MeOULIMHBI. Bpau meiicTBOBaa Obl
MppalOHaIbHO, eIy Obl OH JO/DKEeH ObLUT YOUTh MaleHTa, UTO-
OBl CracT¥ AMarHos. PaiMoHadbHbBIN OTOKTOP /IS TOTO, YTOObBI
CTIIacTU TalMeHTa, SIMMUHUPYET (T.e. dambcuduipyer) cBou
IMarHO3bl, ¥ OH JO/DKeH ObITh 03a60YeH TeM, YTOObI ITPOHOJI-
SKaTh MIeJIaTh 9TO A0 TeX ITOp, IOKA OH He NOCTUTHET TaKoii cTa-
VM, Ha KOTOPOJ OH MOXET HaJleSKHO YCTAHOBUTH ITPaBUJIbHBIIA.
S He MOry He YIOMSHYTb ONHY M3 MbIcjiel Ayrycro Myppu:
«1306peTaTeNlbHOCTh ¥ YMO3PEHME CYTh BBICIINME KauecTBa ye-
JIOBEYECKOTO AyXa, U 3TO TaKKe CIIpaBeAJIMBO ISl HAayK, HO TC,
KTO BEPUT, UTO OHM MOTYT OTPAfUTb 3T KauecTBa OT KPUTUUe-
CKO1 TTpOBepKH, camu cebst o6MaHbIBaOT» [37]. «Haira MmaHepa
paccykeHus ecTb He UYTO MHOe, KaK Helorpelnmoe CpesicTBo,
CITIOCOOHOE [1aBaTh CBET; 3TO CTPAHHO, HO MbI, PAIIMOHAIUCTHI,
€CThb B TOYHOCTM Te, KTO He JoBepsieT paccyaky. CaM KHSI3b
palMoHamM3Ma ckasain: ,Joes, umo 8vl Moxceme HUK020a He CO-
gepuwiams owubox, cama no cebe 6esymua“. Kpome TOro, Mbl Imo-
KJIOHSIEMCST PACCYAKY, TOCKOJbKY YOeXKIEeHbI, YTO TOJBKO IT0-
CpeACTBOM paccyaka Mbl MoOskeM Io3HaBaTh. ClemoBaTenbHO,
KaK HEKTO MOKET ObITh PalMOHAIMCTOM, HE BO3/1aBasi BbICOUaAii-
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IIyI0 XBasTy KpUTHUKe? ITOmMOOHBIN ITOAX0M, CIIOCO6EH CKOPPEKTH-
pOBaTh BpeHble HAKJIOHHOCTY YesioBeueckoro ymar [38]. «Tonb-
KO IJIYMIbI ¥ TIOMYy6OTH, AyMarollye, YTO OHM HEMOTrPelIVMbI,
y6eXkIeHbl, UTO KpUTYKA paBHOCU/IbHA aHTUIIATUN. BBITh MOXKET,
KPUTUIIM3M U HE CAMO€E apUCTOKPATUIECKOe TOCTOSTHME YesloBe-
YyecKoro Jayxa, Ho, 6e3 COMHeHMsI, caMmoe (pyHIaMeHTaabHOe, IT0-
CKOJIbKY OH ITpeJICTaBJISIET COO0I camoe IeiCTBEHHOEe CPEeICTBO,
6;aromapsi KOTOPOMY MOTYT ObITh MPeOyIIpeXKIeHbl 3a0IyKae-
Hust. OCYy>KIaloT KPUTUKY Te, KTO TIPU OTCYTCTBUM KPUTUIM3MA
npo6pasics 6b1 B reHUM» [39]. @aKT COCTOUT B TOM, UTO «KAXKIbIii
IleHb 3a0ysKIeHMe KOPPEKTUPYETCs, KaKIbIi TeHb KTO-TO Ha-
yJyaeTcs 3HaTh Jyyllle, YTO U3 TOTO, YTO MbI MOXEM CHeNaTh,
e ICTBUTEIBHO XOPOIIIO, @ UTO MbI BBIHYXX/IEHBI JIOMTYyCKaTh, XOTS
9TO 110X0. KaskbIit TeHb MbI BCe 60jiee HACTOPOKEHHBI K OIIN6-
KaM ¥ MbI Hay4aeMcsl HaflesiTbCsl, UTO CAeaeM JIydllie Ha claemy-
IOVt feHb. PasyMeeTcs, Mbl He MOKEM M30e3KaThb COBEPIIEeHMS
OmMOOK. DTO TO, YEM LIMPOKAst OOIECTBEHHOCTD HamyraHa. Ec-
JIY MBI COBEpILIaeM OIIMOKY, TO HAaHEeCeT JIY OHA yIep6? Bymer
OHa CTOUTb HaM HalIMX >XXU3HeN? YOuB/eHMe KaKeTCS OIpaB-
IAaHHBIM, 1 00BMHEeHMe yMupaeT. Kpome TOro, 1160 MbI pUCKYEM
BIIACTh B 3a0/y>KmeHue, 160 Mbl HUUETO He JejaeM Ha 6jaro
rnosHaHust! 3mech HET a/ibTepHATUBbI. YeloBEK, KOTOPbIN He CO-
BepIaer omuboK, He cyiecTByeT» [40]. OH, TakuM 06pa3oM, ae-
Kimapupyer: «IIycTb MeTadu3VKM HEXXATCS B CBETE CBOMX BEUHBIX
MCTUH, 110 TTIOBOJTY KOTOPBIX OHM JIO CUX ITOP He MPUIIUIN K COIia-
meHnio. Mbl MpenoYnTaeM OMMUOKY, KOTOPble MbI COBEpPIIIAEM
cerofHsi. Mbl y[IOBJIETBOPEHbI, €C/IM Mbl BBISICHSIEM, UTO 3THU
OIMOKM comepskaT HEMHOTO 6ojiee MCTUHBI, YeM OIIMOKM MPO-
uuioro» [41], u «B KIMHUYECKOM MeAuIMHe, KaK U B KU3HMU,
HEKTO JIO/KeH MMeTb MpeABapuUTeIbHYI0 KOHIEMIUIO0, U JIUIIb
OIIHY, HO 9TO JO/DKHA ObITh TaKasl KOHLEMIMsI, 6e3 KOTOPOil MbI
He MOXeM 060MTIUCh, — 3TO IpeaBapuUTeIbHasT KOHIEMIMS, 3a-
KJ/IIOYA0IAsiCs B TOM, UTO BCe, UTO MbI TOBOPUM U UTO KaskeTCs
MpaBUJIbHBIM, MOXET BMECTO 3TOTO OKa3aTbCsl JIOKHBIM. MbI
IOJDKHBI BBIBECTU JJISI CaMUX cebs1 TpaBuiio, COIVIaCHO KOTOPOMY
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MbI JO/DKHBI KDUTUKOBaTh BCe U BceX. [Ipexkne ueM yBepoBaTh
BO UTO-JI160, MbI 065I3aHbI TIEPBBIM JIEJIOM 33aThCSI BOTIPOCOM
,ITouemy mHe cnedyem 6 amo sepumsp” » [42].

30 mapta 1875 r. Maypuimo Bydanuam ymep Bo OnopeHINN.
T'opoxckue BiacTy xotenu MOXopoHUTh ero B Canta Kpoue. 310
OBIJI0O HEBO3MOKHO, TTOCKOJIbKY OH BBIPA3MJI KeJlaHWe ObITh IT0-
XOPOHEHHBIM B CBOeM pogHOM ropoake YeseHe. [IBa Bpaua
n3 YeseHs! nycanu: «B KaxxgoM roponke u ropoge dmunus-Po-
MaHbM, KOTOpble MMHOBAJIO €ro Telo, MOYeCcTU BO34aBaauCh
TOPKeCTBEHHO, HO B Ye3eHe pa3mMep CTOIIIOTBOPEHUIT MTPeB30-
mien Bce oxkumanus. Korma rpo6 moctur YeseHsl, 6bIT IPa3gHUK,
HO BCe ke BeCh ropoj;, 6bI1 Ha TOXOPOHAX M BCE BBIIUIM Ha YIULLY,
YTOOBI COMTPOBOXAATDL TPo6» [43]. TIpUOMU3UTENTLHO IECSITh JIeT
ciycTs nocie cMeptu Bydanunu Ayrycro Myppu 3apmancst BO-
MPOCOM: UTO GBIIO TeM, UTO caenano bydamuuu cTonb BasKHBIM,
U YTO OCTaJIOCh OT ero yueHuit? «Uto ocraByieHo? Huuero, Kpome
OTPBIBKA COBETA, HO 9TO ObIT OTPLIBOK COBETA, KOTOPbIN, OyIyUun
TIPUHSITBIM, TTO3BOJISZT OGHOBUTh MEAUIIMHY U IIPOJO/DKATh 3TO
06HOBJIEHME. DTO OH HEYCTAHHO MTOBTOPSUT BpayaM — TeM, KOTO-
pbIe CTOJIETUSIMMU IIUTM TI0 CTOIIAM apXeifleB, — UTOo 3Ta 6eCCMbIC-
JIUIIA TIPOAOJIKAIACH CJIMILIKOM JIOJITO M YTO HacTasio BpeMsi, KO-
rIa — vepe3 OTKa3 OT MeX allPUOPHBIX COOOPAKEHU — MOKHO
OyIeT HerpeaB3sSTO MCCIeNOBaTh MaTEPUaI KIMHUYECKOTO Ha-
6/TI0IeHMS TIPY TTOMOIIY HOXKa, MMKPOCKOIIA, PETOPThI, MAIIH,
nyTeM BuBMcekUun» [44]. Bydanunu nucan B cBoeit «Cicalatar:
«BOT MOJi MOPaJIbHBIN MIPUHIUIT: HAyKa TOJIKHA ObITH JOMPOIIe-
Ha BO MM J11068U K ucmuHe. VICTMHA MMPOUCXOINUT U3 MIPOTUBOCTO-
SIIMX B3MIAOOB [...]». B «Cicalataz» oH mucan, 4To OCHOBaHMe,
COIJIaCHO KOTOPOMY JAEMCTBYIOT Te, KTO CUCTEMATU3UPYeT WUIU
JOTMATU3UPYET «HECOMHEHHO MbSIBOJIbCKOE, €CM OHM XOTSIT,
YTOOBI UX MAEY GBIV IIPUHSITHI 6€3 00CYKIEeHMS, ITOCKOJIbKY B TO
BpeMsl, KaK B IPYIUX HayKax I1eHa Ybei-IM60 OMMOKM HEBBICO-
Ka, 3[ech OIMMOKM OIIAaUMBAIOTCSI YETOBEUECKMMM SKUIHSIMMU,
M TI03TOMY BeJMKas aKKypaTHOCTb U OOCYXAeHue Hamboee
HeobxoOuMbl» [45].
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6. Koz0a ucmopuk pa6omaem npu nomouju memooda gusuxa

B Teuenme mocnemumx 150 sieT Teopusi emMHCTBEHHOCTU
MeTOAAa HaxOguaach IO, HAKaTbIBAKOIIEICS BOJIHOM KPUTUKU.
Vicropuku 1 ¢uaocodsl caMbIX pa3IMUHbIX HaIlpaBaeHui (Mc-
TOPULIUCTDI, UAEATNUCTbl, MAapPKCUCTbl, HEOMAapKCUCTbl U T.[.)
MCIOb30Ba/IM CaMble pa3jiMuHble apryMeHTbI [Jis MOAAEPXKKU
TOTO B3IVISIAA, UTO MCTOpUOrpadus He MOKeT ObITh HAYKOI Ta-
KM ke 06pa3oM, KaKUM SIBJISIeTCS] HayKoit ¢usmka. Mertop, mc-
cnenoBanust Gu3vku He GymeT paboTaTh B MCTOPUUECKOM MC-
CllelOBaHUM.

MbI 3HAKOMBI C OIPOBEPKEHUSIMY TOTOOHBIX «CemapaTucT-
CKUX» B3INIsIAOB. TeM He MeHee 3ameuaHus I'aeraHo CasbBe-
MMHM TI0 3TOMY BOIIPOCY M3BECTHBbI He TaK XOpoIlo. «B meii-
CTBUTENBHOCTU», — Tiucan CanbBeMuHM B «Storia e scienza»
(«Mcropust u Hayka». — C./[.), — «HET CyIIeCTBEHHOIr0 pasJiu-
yysg MeXKAY TeMM MpobjgeMaMu, C KOTOPBIMM CTaJKMBaIOTCS
y4yeHble TPU PEKOHCTPYMPOBAHUM aCTPOHOMMUUYECKOro, Teo-
JIOTUYECKOTO MM OMOJIOTMYECKOTO IMPOIIOTo, U IIpobiemMamu,
KOTOpbIe BCTAIOT Tepe]; UCTOPUKAMU TPU PEKOHCTPYUPOBAHUMU
MIPOIIJIOTO YejIoBeYecTBa. B 060MX CIyyassXx IKCIEPT PEeKOH-
CTpyUpyeT MpOILIOe Ha OCHOBaHUM OuyeBUOHOCTU» [46]. To,
YTO 3[leChb pasaMyHO, OTHOCUTCSI He K METOHy, KOTOPbIii OAVH
M TOT 3XKe, a K TeXHUKaM, KOTOpbie afalnTUpPOBaHbl JAJisI TOTO,
yTO6bI 00ECHIeUNTh I0KAa3aTeNbCTBO. «TeXHMKa, MCITOMb3yeMast
pa3IMYHBIMM MCCIeqoBaTeasiMu», — 3amedaetT CaJbBeMUHY, —
«MOXEeT OTAMYATbCS B TOM, KaK OHU [IO/DKHBI COOTHECTM pas-
JAVYHbIe JTAaHHbIE C Pa3HBIMM MCTOUYHMKAMM HAIMUYHON MHOOP-
MaluM, HO METOJ M3BJieueHUs] MHOOpMAUUM U3 UCTOUYHUKOB
OCTaeTcss ONHMM M TeM e, TOCKOIbKY YelOBeYeCKUuit OyX
BO BCeX OOCTOSITENhCTBAX pPAbOTAeT COOTBETCTBEHHO OIHUM
¥ TeM >Ke 3aKOHaM MbICau» [47]. A6CypmHO BooGpaxkaThb, UTO
yuyeHble U, CJieoBaTeIbHO, TakKe U UCTOPUKU He UCIIOIb3YIOT
cBOe BooOpakeHMe. «MICTMHA COCTOUT B TOM, UTO Y4YEHbIE Jeii-
CTBUTEJIbHO HYXAAIOTCS B BOOOpakeHUM B TOi paboTe, KOTO-
pyl0 OHM [enarT [...]. Bcsikoe Bennkoe HaydyHOE OTKPBITHE
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MPOU30IUIO U3 HEKOell [ep3KOoil TUIOoTe3bl, OObeAVHSIONe
B OOIIMPHOE BaJieHNe IO TeX TOop He CBsi3aHHbIe (akThl. [To-
IOGHBbIE TUITOTE3bl OBUIM TJIOAAMMU MOTYIIECTBEHHOTO BOOOpa-
skeHUs1. C 3TOM TOUKU 3PEHMS] MOXHO YTBEPXKAATh, UTO yde-
Hble — BeJIMKMe Mo3ThI» [48]. PasymeeTcs, BooGpakeHue 1Mo3Ta
He IOJDKHO TTOZCTaBJISITh IIEYO O[] HOUIY SMITMPUUECKON Be-
pubMKalMM: Ha caMOM [ejie «HayKa IIpeiCcTaBiseT coboii pa-
60Ty BOOOpaskeHMsI, B KOTOPOJ Bce AOKasaHHbIe (haKThl HAXO-
IoaT cebe MecTo. B MCKyccTBe peanbHOCTh — CJIyra BOOOpaxke-
Hus. B Hayke BooOpaxkeHne — cryra peasibHOCTU» [49]. Te, KTO
OCO3HAeT 3TO pasjnuMe MEXKAY HAYIHbIM U XYIOKeCTBEHHBIM
BOOOpakeHMEM, «He M30eraloT pyucka dK3aJbTUPYIOIIE MHTY-
UILVY, BIOXHOBEHMSI, BCITBIIIKM T€HUSI, BYIKAHMYECKOTO U3BEP-
KeHUST MM TOTO K€ TOJ IPYIMM MMEHEM, KOTOpOe [IOJIKHO
0603HaYaTh MOMICO3HATENBHYIO eITeTbHOCTh AyXa, CAYXKAIILYIO
6osiee BBICOKMM MCTOUHMKOM 3HAHMS, HEXKEIU PAIVOHAIbHAS
IesTenbHOCTb» [50]. MccremoBarensiM HEOOXOIMMO TBOPUYECTBO
[51]. Cam CambBEeMMHM OTMEYAET:

«$I, co cBoeit CTOpPOHBI, 3asB/sIl0, YTO MOI pa3yM IepernoaHeH
npeaydexxaeHnsIMu. ITU TpenybeskaeHns] MOTYT ObITh PETUTMO3HbI-
Mu, GrI0COMCKMMIU, HAYUHBIMU MIIM COLMATBHBIMY, HO SI TOCTOSTHHO
MCTIONb3YIO0 9TU MpeayoekneHys] B CBOUX MCCIeA0BaHUIX. MHe Heuero
CTBIAUTLCS TOTO, YTO FOBOPIO 3TO, MIOCKONbKY MPeny6eskaeHus He sIB-
JISTIOTCSI HECOBMECTMMbBIMM C HayYHBIM MCCIenoBaHnemM» [52].

OHM [eVICTBUTENIBHO HEe SBIISIIOTCS TAKOBBIMMU, ITOCKOJBKY
€CJTM TUTIOTEe3bI OTHAXK/IbI BHICKa3aHbI, OHU OJIKHBI OBITH TOKA-
3aHBI: « [...] TTOC/Ie BCIIBINIKY TeHUS CJIeqyeT HOpMasIbHAsT paiy-
OHaJIbHAs mpouenypa |[...]. Y4eHbI, KOTOpbI/i TOBOPUT, YTO
y Hero 6blja MOJ00HAsT BCITBIIIKA TeHMs, HO KOTOPbIii He UIET
IIOTOM [1ajlee M KOTOPbBI 3aTeM MPOCUT APYTUX YUEHBbIX IPU-
3HATb €ro MHTYMLMIO 6e3 OO0CYKIEHMSI, MOKET ObITb T'E€HUEM,
HO MOXET 0Ka3aThCs ¥ MapaTaHOM WIN O4eHb ITPOCTO — BECh-
Ma YyJaKOBaThIM MajbiM. TOJBKO IMMOCPENCTBOM HOPMAIbHOIM
MIPOIEeAYPhI JIOTUUECKOTO OOOCHOBAHMS YUEHBI MOXKET IOKa-
3aTh, YTO €T0 MHTYUIUS JO/KHA ObITh MPpU3HAaHa [...]. Vippauno-
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Ha/IbHbIE CpEeJICTBA MOTYT IPUBECTM K OTKPBITUIO MCTUHBI,
HO TOJIbKO pallMOHA/IbHbIE CPEICTBA MOTYT 00ECIeUNTh TOKa3a-
TeabCTBO» [53]. PalMoHaNbHbBIN MeTOH COCTOUT B IOeNyKIUU
CJIeICTBUIA M3 TUIIOTE3bl, CHOPMYIMPOBAHHON UCTOPUKOM,
¥ B CPAaBHEHUM TUIIOTE3BI C (PAKTOM, M «JIUIIb OAVH (DAKT, KOTO-
pbIif He MOXeT ObITb NMPUHYKIEH K COOTBETCTBUIO, pas3pyuiaeT
9Ty runoresy» [54]. Ugest dambcudukanmym Teopuit He MOXKET
OBITb BhIpaykeHa HM O0jiee KpaTKO, Hi O0Jiee TOUHO.

@akT COCTOUT B TOM, UTO, Kak oTMeuaeT CaibBEMMUHU, «TOU-
HO Tak >Xe HUKTO He SIBJISIeTCS] HelOorpelliuMbIM, KOTJIa OH CTaj-
KMBAaeTCs C COLMAaIbHBIMU MMPO6IeMaMu, U eJUHCTBEHHBIM CIT0-
coO0M pelnieHusI 3TUX IPoOJIeM SIBISETCS I1epedbop OTHOIO
3a IpyruM pasiMuHbIX BApMaHTOB TaKOro pelieHus. Yepes mpo-
06y M ommbOKy — IlepeBopauMBasi Bce BBepx Horamm (upside
down), KaK 3TO TOBOPUTCS MO-aHITIUIICKY, — O TeX IOop, MoKa
HeKTO He HaXOOUT Ipoxoja yepes 3To» [55]. «Hukro u uu ogHa
IpyIIIIa JIIofeil He 06/1aJjaeT MOHOIO/ e Ha HEITOrPeIIIMOCTb»
[56]. OTcroma cnemyeT, UTO HU OOWH YYEHbBIi UM MCTOPUK
He MOXKeT MpeICTaB/sITh ceOsl eMMHCTBEHHBIM XpaHUTEeIeM UC-
TUHBI UM YBEPOBATbh, UTO €TI0 TeOpHUS SIBJISIETCS OIpeaessioliei
WM BbICIIEN. ITO TO, MIOUeMy HeIllpekpalialiieecsi co3gaHue
aJbTePHATMB U 0e3KaJoCTHAS KPUTUKA TIPEICTaBJSIOT C060ii
IIBe OTOPBI, HA KOTOPbIX AEPKUTCS BCe 3[aHMe HAYYHOTO MUCciTe-
IOBaHMUS.

«Korzma mpeapaccyfoK MCTOPMKa MM COLMOJIOTA BeHeT ero K TOMY,
4yTO6BI CO6paTh (haKkThl BMeCTe COIIACHO CUCTeMe, KOTOpasi C TPyLOM
COBMeEIIAeTCS] C HUMMU, OH IO0J06€H eCcTecTBOMCIIBITATENI0, KOTOPBIi
OCHOBBIBaeT CBoe 060611eHMe Ha HEKOTOPO# TPOM3BOIbHOI rUITOTe3e.
Ipenpaccynok, ¢ KOTOPOro OH HAauMHAeT, JeiiCTByeT MOJ0OHO paMKe,
KaKoi1 6bI MIPOM3BOIbHOV OHA B [EICTBUTEIBHOCTY HE OKa3bIBajach,
BHYTPU KOTOPO# haKkThl MOTYT GBITH COOTBETCTBYIOIIMMMU MIIM HECOOT-
BeTCTBYWOIIMMY. CaMble CBEXMe NaHHbIe, KOTJA OHM MONTyYeHbl, GyayT
60 TPUrOmHBI, MO0 HempuropHel. CpaskeHMe pa3BOPAUMBAETCS
MEXIy IBYMSI apMUSIMM OUYeBMIHOCTM; YueHblii OymeT 0603peBaThb
OGUTBY M MICKATh HOBbIE JaHHbIE, C IOMOIIBI0O KOTOPBIX OH MOT 6bI T10[ -
TBEpPOUTh MpenB3sTyI0 uieto. TeM He MeHee OH TOJIbKO CMOXKET OT-
KPBITh (DaKTBI, IO], TSDKECThIO KOTOPBIX ero 3apaHee cOpMy/IMpOBaH-
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Hasl uzesl YCTYIUT B KOHIIE KOHI[OB JOPOTY. B 3TOT MOMEHT OH yke
CKOHCTPYMPOBAJ HOBYIO TUIIOTe3y, KOTOpasl Jyyllle COOTBETCTBYET
dakram. Be3 MHUIMMPYIOIUX NPeNTIONOKeHMit Bce (HaKThl KaXKyTcs
CMeLIaHHBIMM U KaXXIbli1 HOBBII (GaKT crenaer Hepa3bepuxy emie 60-
Jiee TIONHOJA. TIoMBICTIEHHBIE 3apaHee Jiey HapaBHe ¢ GecrpyucTpact-
HBIMM TUIIOTE3aMM UTPAIOT )XM3HEHHO BaXKHYIO POJIb B MCTOPVM, B 06-
LIeCTBEHHbIX HAayKax ¥ BO BCSKOM JPYrOM Hay4HOM MCC/IEOBaHUM»
[57].

Bopbba Mmexny hakToMm U Teopueii, a Tak)Ke MeKIY Teopus-
MM KaK TakoBbIMMU (60pbOa, KOTOpasi MO3BOJISIET MCCIeI0BaTe-
JSIM 3aHMMAaTh CBOM TO3ULMM U OEPKUT UX B HaIPSKEHUN)
He TOJbKO MMEEeT MECTO, HO JO/DKHA MMeTh MECTO B HayYHOM
CO00IIecTBe B CAMOM IIMPOKOM 3HAUEHUM ITOTO CJIOBA, KOTOPOE
CTAaHOBUTCSI, TaKUM 06pa3oM, «popyMoM, B KOTOPOM CBOGOIHO
COPEBHYIOTCS POTUBOCTOSIIME APYT APYTY Mpeapaccyaku» [58].
IeliCTBUTENbHO,

«YIPSIMbIA UCTOPUK TpeHe6pexeT (hakTaMu, KOTOPbIE HE YIOBIETBO-
pSIIOT ero cucTeme, U GymeT manee CJiefOBaThb CBOMM IPeApaccyiKaMm.
Ho npyroit MCTOPUK MM COLMOIOT C APYTMMM MpegpaccyaKamMy oOHa-
poayet hakThbl, KOTOpbIe OTOPOCWII €T0 TPEALIECTBEHHNUK, I HAPUCYET
MHYIO KapTUHY, KOTOPasi MOXeT ObITb B JEMCTBUTENLHOCTY HE MeHee
MCKa)XEHHOI, HO KOTOpasi TeM He MeHee OTKPOeT BO3MOXKHOCTb JIpy-
roit Bepcuy coGbITUI. 3aTeM ellle OOUH YUEHbIi IPUIET UM Ha CMEHY,
KOTODbI/ He CBSI3aH BOBCE INPEAPACCYJKaMM, KOTOpPbIE KacCaayuCh Obl
3TOoro Bompoca. OH MPOBEPUT PabOTy CBOUX MPEALIECTBEHHUKOB, C-
MPaBUT UCKAXKEHUSI, OH 3aIIOJHUT POGEsIbl ¥ OpraHu3yeT GpparMeHThI
TakuM 06pa3oM, UTOOBI OHYM COCTABJISUIM BCEOOBEMITIONIYIO M LEJIOCT-
HYIO0 cucTeMy. Tak Byasib, CKPbIBAIOIIAS JIALIO UCTUHBI, OYyAET MOIHSITA,
U, CJIEIOBATEIbHO, UCTOPMS WIIU COLIMATbHbIE HAYKM CTAHYT Garogapst
3TOMY 60Jiee 06beKTUBHBIMUY [59].

OO6GbeKTUBHOCTh HE O3HAYAeT HUYEro MApPyroro, HEXeIu
KOHTPOJIMPYEMOCTDb BbICKA3bIBA€MbBIX I'MIIOTE3. [IeiiCTBUTENbHO,
«rofobHast O06BEeKTMBHOCTb HE €CTh pes3y/lbTaT OTCYTCTBUS
MpeapacCcyaKkoB, HO Pe3yabTaT O0phObI MeKAY HPOTMBOpeUa-
MIVIMM TIPeIBAPUTENbHBIMY KOHIEMIUAMU — GOPbOBI, KOTOPAst
MpY TTOCJIEIHEM aHaaM3€e OKa3bIBaeTCsl COTPyLHUIECTBOM» [60].
CnemoBaTenbHO, 4epe3 mpoby ¥ OIIMOKY, IOATBEPXKIEHUE
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U OIpOBEpPXKeHMe, NMPeIIoIoKeHNe M KPUTHUKY HaydHOe KCCiie-
LIOBaHMe CTAHOBUTCS «Cepueil Moc/iefoBaTelbHbIX NONYIeHUA
VICTVMHBI, KOTOpDble MBI MOXEM CDaBHUTb C OCBOEHMEM Heu3-
BECTHOJ cTpaHbl. KaXkaplil M3 OCBaMBaWIIMX NOJKEH IOLBEPT-
HYTb WUCIIBITAHUIO OTKPBITUS MPENIIEeCTBEHHUKOB U IOMOXET
MOC/IeA0BaTeNsIM B JOCTVOKEHUM L€y, KOTOpasi CTOUT Iiepefq,
HuMM BceMu» [61]. OTcroma CTaHOBUTCS SICHBIM, YTO AJIS1 HAYKU
XapakTepHa «arMocdepa CBOOGOSHOrO COPEBHOBAHUSI MEXKIY
pasAMUYHBIMM IIKOJAaMM MBICIM, B KOTOPOM BCE TUIIOTE3bI
M TpelBapuUTeNbHble KOHILENIMM MOTYT OBbITb BBICTABJIEHBI
IOpyT IpOoTuB Apyra. Pacmarb ¢cBo6ony, yTo6Bl JATh TOPOTY Ofi-
HOJi LIKOJIe MBIC/IM, O3HavyaeT MOANMCATb CMEpPTHBI MIPUTOBOP
HallMM }cciefoBaHusIM» [62]. Eciu MCTOPUKM U COLIMOTIOTU
npeHeOperyT TMpU3bIBOM K CBOOOZHOMY COPEBHOBAaHMIO
(He TONMBKO paau cebs, HO U pafgy CBOMX KOHKYPEHTOB), TO
«OHM COITIACATCS C ropas3fo Oosbllieif, YeM y OPYTUX YIEHBIX,
Ierpaganueii paBHbBIM 00pa3oM B MOPAaIbHOM ¥ MHTEUIEKTY-
aJIbHOM CMBIC/Ie» [63].

7. I'epmeneemuueckuii Kpye

S cipocun Tanca AnbbepTa, UTO OH OyMAaeT O CBSI3M, KOTO-
past MOKeT ObITh MEXAY repMeHeBTHUeCKMM Kpyrom l'amamepa
u MertomoMm Ilommepa. AnbOGepT OTBETUJI, UTO €CTb TOJBKO
HesicHbIe cxoficTBa [64]. Korma momo6HBIN Bompoc GbLT 3amaH
BaTTuHO, TO OH, MO CyIIeCTBY, BooOIle He OTBeTMI. OFHAKO
INonmnep mucan, 4To Te, KTO MHTEPIIPETUPYET TEKCT, UCIOAb3Y-
IOT Te )Xe METOJbl, UTO MCIIOIAb3YIOTCSI U B €CTECTBEHHBIX Hay-
Kax. Ilommep Takke yTBepXKOas, YTO Gapbepbl, KOTOpble BO3-
IBUTAIOT TEOPETUKM TePMEHEBTMKM MEXKITY €000V U ecTe-
CTBEHHBIMUM HayKaMU, SIBJISIIOTCSI PE3YJIbTATOM MX COOCTBEHHO-
TO ONIMOOYHOTO B3IVISIZA HA HAY4YHBIA MeTom, M (aKTUUeCcKu
OHU (TEOPETUKU TePMEHEBTMKM) OKa3bIBAIOTCS IIPU3HAKIIUMU
UMNAUYUMHO U HeKpumuyecku TO3UTUBU3M WU CLUUEHTU3M
KaK eJuHCMEeHHy coomeemcmayowyw @urocopuro ecmecm-
BEHHbIX HAYK [65].
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Ecmn KTo-HUMOYIb MTOMBICTUT cebe «VICTUHY U MEeTOm» C Iie-
JIbI0 BBISICHUTH, KAKOB B3IVIsi[ ['ajlamepa Ha ecTeCTBeHHbIe Hay-
KU ¥ METO[I, 3TUX HayK, TO HeMeJIeHHO CTAHEeT OUYeBMIHBIM, UTO
[Monmep 6bLT MpaB, KOTAA YTBEPXKIAA, UTO TEOPETUKU TepMe-
HEBTUKU CYTh KEPTBbI OIIMOOUYHOI UTEU TOTO, UTO MPEICTABIS-
10T c000Ji ecTeCcTBEeHHbIE HAyKU. Bosee Toro, ecyin KTo-1mubo uc-
cienyet I'agamepoBO OIMCAaHME TOHSATHUS OMbITA, TO AO/DKHO
OBITH 3aK/TIOUEHO, YTO Ilommep BHOBb ObUT IIPaB €elle U B TOM,
YTO YTBEPXKIaJI, YTO METO]] FepMeHEeBTUKIU TaKOB ke, KaK MeTO/]
busukn.

CylllecTBYIOT TeKCTbl, HaJieieHHble CMBICIOM, KOTOPbIA
B CBOIO ouepe]lb TOBOPUT O Belllax. HTeprpeTaTop TeKcTa Mpo-
TUBOTIONATAET ero (B aToM ciaydae. — C./[.) He pa3ymy, Mogo6HO-
my tabula rasa, Ho cBoemy monmmanuio (Vorvestandnis), T.e.
CBOMM COGCTBEHHBIM MpeayOeXAeHUSIM, CBOUM IPEATIONOXe-
HUSIM, CBOouM OXxkumaHusiM. C JTaHHBIM TEKCTOM M JAHHBIM JKe
NpelBapUTeNbHBIM I[OHMMaHMEM TaKOro TEeKCTa MHTeprpe-
TaTOPOM OH HaOpachIBaeT MCXOOHOE «3HaueHue». ITOT Habpo-
COK BO3MOKEH, MOCKOIBbKY OH (TekcT. — C./I.) unraeTrcst MHTep-
MIPeTaTopoM, KOTOPbBINi MMeET OIpefeNeHHble crienuduieckue
OKUIAHUS, SBJISIONIVECS TUIOAOM ero COGCTBEHHOTO Mpenyoesk-
neHus. TepMeHeBTHMUeCKast paboTa, KOTOpasl ClIeoyeT 3a ITUM,
BCeLle/I0 COCTOUT B IPOJBMKEHMM Ha OCHOBAaHMU ILJIaHa, IMOCTO-
STHHO TlepecMaTpMBaeMOr0 B COOTBETCTBUM C YCIOBUSIMM, BO3-
HMKAIOIIMMY 10 Mepe TOro, Kak OH BHMKAeT B 3HaueHue... [66].
HeicTBUTENIBHO, KaK 3TO OTMeuaeT ['afamep,

«KaK[BIil TIepecMOTp 3apaHee IIPUHSTON IIPOEKIMY MOXKET ObITh
CIIPOEKTVPOBAH /IO TOTO, KaK MOSBUTCS KaK TaKOBasi HOBasl IPOEKLMS
3HaYeHUs; COMEePHMYAIONIVEe KOHLEIIVM MOTYT ITOSIBISITHCSI TO C Of -
HO1, TO C IPYyroii CTOPOHBI [0 TeX IOp, TIOKa He CTaHeT Gosee SICHO,
YTO MPEICTaB/sIeT cO00i eAMHCTBO 3HAUEHMST; MHTEPIIPETALIMS HAUM-
HaeTcsl ¢ IpeABapUTENbHBIX KOHIIEMIINIA, KOTOpble CMEHSIIOTCST 6oree
COOTBETCTBYIOIIMMM. DTOT ITOCTOSIHHBIM MPOLECC HOBOTO MPOELMUPO-
BaHUSI KOHCTUTYUPYET ABWKEHME MMOHMMAHUS U MHTeprperaiyn. Ye-
JIOBEK, MBITAIOIIMIACS TOHSITh, MOABEPKEH OLIMOKAM, MPOUCTEKAI0-
LIXM U3 TIPEB3SThIX 3HAUEHWIT, KOTOPbIE TIOPOXKIEHBI HE BEIaMy Kak
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TaKOBbIMM. BbIpabaTbIiBaHME COOTBETCTBYIOIIMX IMPOEKIMIA, MperBa-
PUTENbHBIX MO IPUPOAE, C TEM YTOObI OHM MOATBEPKIANNCH BeIlaMu
KaK TaKOBBbIMMU, SIBJISIETCSI TIOCTOSIHHOV 3ajaveli MOHMMaHMs. TONBKO
06bEKTMBHOCTb MOKET ObITh 3[1€Ch CPEACTBOM IIOATBEPKAEHMS Mpe[-
BapUTeIbHOrO 3HaUeHus. B camom [iere, yTO 1MOKa3bIBaeT IPOMU3BOJIb-
HOCTb IpeBapUTeIbHOrO 3HaueHMs, KaK He TO, UTO OHO IMPUXOOUT
B HMUTO B Xofe pa3pabotku? Ho moHUMaHMUe peaausyeTcs BO BCEM
CBOEeM IOTeHIae JUIIb TOr[a, KOrna IpefBapuTenbHble 3HaUeHNs,
C KOTODPBIX OHO HauMHaeT, He SB/SIOTCS MPOMU3BONbHBIMMU. [osToMy
COBepLIEHHO MTPaBUJIBHO JJIS1 MHTEPIIPeTaTopa He MOJXOIUTDb K TEKCTY
MPsIMO, T10/1arasich TOJIBKO Ha IpeJiBapuTelbHble 3HAUeHMSI, Y3Ke Halu-
YeCTBYIOIME JJisi HEero, HO CaMbIM SIBHBIM 06pa3oM MCC/IENOBATH
060CHOBAHHOCTb... MPOUCXOXKIEHNE U TPUTOTHOCTb IMPEIBAPUTENb-
HBIX 3HAUEHW1, TPeObIBAIOLINX C HUM» [67].

VHTeprnpeTaTop acCoOMUPYeET TEKCT CO CBOMMU COOCTBEH-
HBIMM TIPEATIONOKEHMUSIMU Y CBOMMM COOCTBEHHBIMU OXKMUIaHM-
samu. Ha ocHOBaHUM 3TOTO OH TMOAXOOUT K IIpelBapUTEIbHOMY
HabpocKy mHTepmpetaluu. OFHAKO 3TOT «HAOPOCOK» MONKET
OBITh MM HE ObITb MPaBWIbHbIM. [TO3IHENIINIT aHATN3 TEKCTa
(T.e. TeKCTa M KOHTEKCTa) CKakeT HaM, MPaBWIEH JU OPUTU-
HaJIbHBIVI HAaOPOCOK MOHMMAHUS, €CTh JI B HEM COOTBETCTBYE
TOMY, YTO TOBOPUT TEKCT. EC/IM OpUTMHAIbHBIN Ha6POCOK BXO-
IUT B IPOTUBOpPEUME C TEKCTOM; eC/I OH PACXOAUTCS C HUM, TO-
IIa MHTEPIIpeTaTop OO/DKeH OymeT BbhIpaboTaTh BTOPON ILIAH
CMBICJIA, T.e. elle OAHY MHTepIpeTauuio TeKCTa (M KOHTEKCTa),
C TeM 4YTOObI OHa OblJa MOABEPTHYTa IIPOBEPKe Ha OCHOBAHUU
TeKCTa KaK TaKOBOTO C IIebl0 BBISICHUTH, YAOBAETBOPUTEIEH
IUIaH wiu HeT. U Tak ganee (M pajee, 1 gajee BEYHO... B KOHIIE
KOHIIOB 3a7jaya repMeHeBTUKM GecIipeesibHa, XOTSI M BO3MOKHA
IIJISL pa3peliexHus).

KapauHanbHble ITyHKTBI TEOPUU T€PMEHEBTUYECKOTO OMbITa
CMBIKAIOTCS CO CXOmHOI uaeeit «Kpyra nounmanusi» (Zirkel des
Verstehens).

«3pmech o6HapyxkMBaeTcsl (GyHIaMeHTanIbHas! OTKPBITOCTh OIBITA HO-
BOMY OIIBITY HE€ TOJBKO B OOILIEM CMBbIC/IE VCIIPABIE€HUS OLIMGOK,
HO B TOM, YTO OIIBIT, B CYLIHOCTM, 3MKJAETCS Ha IIOCTOSIHHOM IIOJ-
TBEPKIEHUU U C HEOOXOIMMOCTBIO CTAHOBUTCS JPYIMM BUIOM OITbI-
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Ta, TOe HeT TnoaTBepxkaeHus (ubi non reperitur instantia
contradictoria)» [68].

B uactHocTi, mo Tamamepy, TeHE3UC YHUBEPCATbHOCTHU
B HayKe

«.. MMeeT MeCTO TOIZa, KOrJa JIOXKHble TeHepaau3alyy JJIATENbHO
OIIPOBEPraloTCsl ONbITOM, U TO, UTO IMOJNATANOCh TUIMYHBIM, OGHApY-
SKMBAeTCs] He TaKOBBIM. SI3bIK IeMOHCTPUPYET 3TO TOrHA, KOTJa MbI UC-
T0JIb3YEM CJIOBO ,,OTBIT" B IBYX PA3/IMYHBIX CMbIC/IAX: OIBIT, KOTOPBIN
COOTBETCTBYeT HallleMy OXWAAHMIO M TOATBEPXKIAeT ero, ¥ HOBbIe
MpOsSIBJIEHNSI OIBITA, KOTOpble CAyYalOTCsl ¢ HaMM. DTOT IIOCIeAHMIA
OIIBIT B ICTMHHOM CMBIC/Ie BCerna HeratyBeH. EC/iv HOBBIN OMBIT 00b-
eKTa OTKPBIBAeTCS Ilepefi HaMJy, 3TO O3HAyaeT, YTO, TAKMM 06pa3oM,
MBI IO 9TMX TIOp He paccMaTpMBalM AAHHYIO Belllb KOPPEKTHO U Te-
repb 3HaeM ee Jsrydine. Tak HeTaTVBHOCTD OIIBITA MMeEEeT JII0OOIIITHOEe
NIPOAYKTUBHOE 3HaYeHue» [69].

Sl orpanuuy cebs TOCTAaHOBKO} BOIpOca O TOM, MOTYT JU
[TornimepoB mMeTon, npo0sl u owubku v FagamepoBa repMeHeBTH -
Ka JelCTBUTEIbHO OTHOCUTBHCS He K ABYM Pas3MUHBIM IIPOLiEe-
JypaM, a K OOHOM M TO ke (M 3TO HeCMOTpPSI Ha pasinumus
B «CJIOBeCHOCTU» («parlance»), 1CIONb3yeMoOIt IJisT TOTO, YTOObI
ONMCATh KaXABbIiA).

8. IIpo6bt u owUGKU MEKCIMYaNbHOTi KPUIMUKU

Ecin MBI M3yuyuMM MeETOIOJIOrMYECKMEe COUMHEHWUS], B KOTO-
PBIX KPUTUKM TeKCTa — Takue Kak Ilaynb Maac, l'epman ®paH-
Kesib, Ixkopmske ITacKkyanu, MbICIAT cebe MpaBuia TeKCTyaabHO-
ro KpUTULIM3Ma, TO MBI CKOPO OCO3HaeM, 4TO MpoLefilypa Ta Ke
camasl.

«Y Hac HeT TpeyecKMx MM JTaTUHCKUX aBTOrpadoB U axe KOIuit, KO-
TOpble GbUIM GBI CHETaHbl C OPUTMHANIOB. ¥V HAC €CTh TOJMbKO KOIWM,
MU3BJI€YEHHble M3 OpUIMHAJa Yepe3 HeU3BeCTHOe KOINYEeCTBO
TIPOMEXYTOYHBIX KOIINIi, KOTOpPBIE, TAKMM 06pa3oM, CyTh HEUTO MEeHb-
niee, yeM JOCTOBEpHOe. 3aiadya KPUTUKY TEKCTa COCTOUT B TOM, UTO-
ObI ITPMBECTY TEKCT Ha3aJ, K OPUTMHATY HACTOJIBKO G/IM3KO, HACKOIBKO
3TO BO3MOXHO (constitutio textus)» [70]. 3To onpenenenue [ayns Ma-
aca IepejaeT TeKCTyalbHbI Kputuumsm. CrenoBaTenbHO, 3amava
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KPUTMKA TEKCTa COCTOUT B TOM, UTOOBI NMPUBECTM TEKCT HACTOIBKO
6/113K0, HACKOIBbKO 3TO BO3MOXHO, K opuruHany. I[lomo6Has 3amava
B IVIaBHOJ CBOEJ YaCTM OuYeHb TPYAHA, ITOCKOJIbKY TPaLUIUs TeKCTa
coO0IIaeT eMy MHOTME 3JIeMeHThl, OTIMYAIolIMe ero OT OPUTMHANA,
YaCTO CJIOKHBIM Y 3aITyTAaHHBIM 06pa30M.

MeXmy TeKCTOM M TEeKCTYaJIbHOM KPUTMKOIM MBI, TAKMM 006pa30M, Ha-
XOOMM TpPafgyLVIO, TOf KOTOPOJ MOXKeM IIOHMMAaTb CBUIETeIbCTBa
0 paboTe B LIeJIOM (KOTOpbIe BpeMS OT BpeMEHU MOTYT YTO-1G0 Me-
HSITh B OTHOLIEHUM OTZE/NbHBIX acleKkToB). Maac — B 3ToM ero pa6ora
SIBJISIETCS] HamMbosee CTUMY/IMPYIONIEH M 3allOMUHAIOLIeics: (TOCKOb-
Ky B 3TOM, Kak 3ameuaer Ilackyany, Maac Hauboiee MCTOPUYECKU
OpPMEHTUPOBAH) — CpPaBHMBAET TPagMLMIO C TeKylleil Bomoii. «IIoTok
poXIaeTcs IOJ, 3eMJiell oL, HeJOCTYITHO TOpHOIi Kanenbo. OHa pac-
LIeIIsieTcsl Ha Mojj3eMHble pyKaBa; 3T PYKaBa 3aTeM Pa3BeTBIISIOTCS
Jlanee ¥ HEKOTOpbIe IOSIB/ISIOTCS Ha TOPHBIX CKJIOHAaxX. Boma u3 atux
MCTOUHMKOB HeMeJJIeHHO J/IcYe3aeT BHOBb I10], 3eMJII0 ¥ MOXKET I10SIB-
JISITHCSI BHOBb M BHOBb Ha ITIOBEPXHOCTY Ha Gosiee HM3KMX CKIOHAX
JIO0 TeX 1Oop, OKa B KOHIIe KOHIIOB OHA He IOTeYeT Tak, YTO 3TO BUAHO
BceM. Boja ¢ camoro Hayasa MMeeT IOCTOSTHHO MeHsollyecs 1iBeTa,
HO OHM Bcerza NpeKpacHbl ¥ uncThl. Ilof 3eMiieil OHa TeueT OT MecTa
K MEeCTY, I7ie BpeMeHaMy K Hejl IIPYCOeIMHSIOTCS Pa3IyHble CyOCTaH-
LM Y MEHSIIOT ee I1BeT. DTO MMeeT MeCTO BO BCeX PYKaBax M MCTOUHM-
Kax, KOTOpbIe MOSIB/ISIIOTCSI Ha TOBEPXHOCTM. KaXkablii IOTOK MeHsleT
LIBET Ha OIpefile/IeHHOM IPOTSDKeHUY, U 3TO NPOTSDKeHMe YTBepXKaaeT
9TOT 1IBET, IO CYyLIeCTBY [ena, A [AajbHelllero TeueHus; JMULIb
OYeHb C1abble M3MEHEHMsSI YTPauMBaIOTCS, [TOCKOIBKY B 3TOM CITydae
BOJIbI CAMOOUMILIAIOTCSI 110 Mepe TedyeHus. Ha Hammx masax Boja, Ko-
TOpasi M3MeHWJIach IOJ, [e/CTBYEM HOBBIX TeUeHUH, OTIMYaeTcs
OT HayaJbHOJ BOJbI, HO JMIIb CIy4aiiHO IJ1a3 MOXXET 3aMeTUThb, UTO
9TO M3MeHeHMe 06513aHO HOBBIM TeueHusIM. YacTo pasnuyums TaKOBBI,
YTO OHYM MOTYT GBITH 3aMeueHbl JIMIIb B YCIOBUSIX Pa3IMUYHbIX IIBETOB
PasIMYHBIX MCTOUHMKOB. OTHAKO XMMUYECKIIT aHAIN3 MOKET B 6OJIb-
IIMHCTBE C/IyYaeB BBIYVMCIUTD IPMOOPETeHHbIE OTTEHKM, Y YacTO OpU-
IMHAJIbHBIE 11BeTa MOTYT OBITh BOCCTAHOBJIEHBI. B Apyrux ciyyasx na-
Ke XMMMUYeCKMii aHa/IM3 He MOXKeT 3TOro caenath. Llenb uccnenoBanmst
COCTOMT B TOM, YTOOBI M3YUMUTb IPOMCXOXKIEHME I[BETOB, KOTOpbIE
BO3HMKAIOT B MCTOUHMKAX» [71].

Constitutio textus npeINPUHUMAETCS MOCPEACTBOM MMpua-
IbI IO TBEPKAEHUI U OTIPOBEPSKeHMIA.
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9. IToomeepscdeHus u onpoeepceHuUs NepesoUUKO8

Tot ¢akT, yTO BCSKUIL IIepeBOJL BCera SIBJISIeTCS] MHTepIIpe-
Taluelt, BPSA U HYKIaeTcs B 0coboii hukcanum. Te, KTO UMeeT
OIBIT B KAUeCTBe IIepeBOAUMKA, OUeHb XOPOLIO 3HAIOT, UTO Mepe-
BOJl O3HayaeT TPaHCIIO3ULMIO U3 OLHOIO SI3bIKA B IPYroil yepes
po6y U OmMOKY, IIPEeANOoNoKeHe Y UCTIBITAHME TTPEIITIONoKe-
HUIi TIPOBEPKOIL. JJOCTaTOUHO TOAYMATh O TOM, YTO IMTPOUCXOAU-
JI0, KOTJ]a MbI TOJIKHBI OBLITY TTePEBOIUTD C JIATUHCKOTO UJTU I'pe-
yeckoro. [Toka rmaccask, KOTOPbIit JOKeH ObIT OBITH MTEPEBEIEH,
IMUKTOBAJICSI HAM, MbI ITBITAIUCH 1aTh I'PyObIi TIEpeBOL, TOTO, YTO
3amucbiBasn. Korga IMKTOBKA 3aKaHYMBAIACh, MHOTA Y HAC ObI-
Jla uesl TOro, YTO O3Hauas JaHHbBIN rmaccaxk (ormucaHme GUTBBI,
IUIIZIOMaTUYeCKOM MUCCUY, TTyTELecTBUS, MOPaJIbHOTO Ipefa-
TeJIbCTBA, TlepeurcieHne NessHuUiT HeKoell MoKa3aTelbHON JIUY-
HOCTY U T.[I.), ¥ MbI, TAKMM 06pa30M, MbITAJIUCh YCTAHOBUTD, CO-
OTBETCTBYIOT JIM Te YacTU Iaccaxa (Hapeuue, mpuaaraTeiabHoOe,
[J1aroJ, 1e0e BbIpakeHMe UM HEeCKOJIbKO BbIpaskeHUil), KOTO-
pble MbI 10 CUX ITOP He MOHSUIN, ITACCaXy Kak LenoMy (YCIOBUSIM
3HaueHus1). Morno okasatbes, YTo GparMeHThl (MU YacTH) O -
XOAWIN ObICTPO U 6e3 MmpobieM, KaK Mbl IPeIIoIaraayu B CBOeii
uHTeprnpetaluu. Ho nHorga o6HapykuBaauch GparMeHTsbl, KO-
TOpble He ILIM TyHa, KyJa Mbl XOTelu, YTOObl OHU IOMOILIN,
M 9TO ObUIM Y>KacHble MOMEHTBI BO BpeMSsI KJIACCHBIX 3aHSTUI,
KOTZa ThI AYMaJl, UTO BCS TBOS Bepcusl HeBepHa. ToT ¢dakT, uTo
Halll MepBbIii YepHOBO/ HAa6pPOCOK He Bcerma ObLI ITpaBUJIEH
(M, cKopee, UTO OH Bceraa GblT HeBepeH), 6bIT OUEBUIEH, KO-
raa hparMeHT, KOTOPbIN MPOCTO HE COTMIACOBBIBAJICS C HAIIEl 06-
1Iel MHTepIIpeTanuei, 3aTeM IMOATBePKAAICS IPYTUM, BO3SMOXK-
HO, aMOMBaJIEHTHbIM ()parMeHTOM (T.e. aMOVBaJIeHTHBIM Vis-d-
Vis HallleMy MpeIBapuUTeIbHOMY HAOPOCKY), I MbI B pe3y/bTaTe
IOJDKHBI OBLTM OTBEPTHYTH HAIy MHTEpIpeTanuio. Mbl BO3Bpa-
IAJTUCh 3aT€M BHOBb K MPEATION0KEHUIO OTHOCUTEIBHO KaK Ie-
peBoJia TEKCTa COOOPA3HO ero 3HAUEHUI0, TaK Y MHTEePIIpeTallUuK
TOTO, UTO MOT Obl JAHHBIV TEKCT 03HAUATh, U K X0y HAIIEero UC-
MIBITAaHUS (OTHOCUTENIBHO MPUTOOHOCTY MHTEpPIpeTanyn) yepes
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coryiacoBaHue (pparMeHTOB C HAIIUM Ipe/inoaokeHeM. ViHoroa
3arIaBMe Iaccaxka caMo Io cebe MOKeT JaTh HaM IIpemBapu-
TEJIbHYI0O MHAMKALNMIO 3HAueHUs TeKCTa. [leiiCTBUTENbHO, MbI
ObLTM Oosiee Bcero 03agayeHbl, KOTma YYMUTEIb OUKTOBAJ HaM
rmaccax 6e3 HasBaHus. OT 3TOro pasmblillJieH e O TOM, YTO MOT
03HAYaTh TEKCT, CTAHOBWJIOCh Topasfo 6oyiee 3aTPyAHUTETb-
HbIM. VIHOTJa MblI MOITIM COATbh UMUCTbIEe JIMCThI, €CJIM Taccaxk
10 CBOEMY XapaKTepy ITPeBOCXOAM/I OOIIMPHOCTD HAIIEH «TTaMsI-
TU», €CJIM 3aTPOHYThIE COOBITHS, (HAaKThl MM IEPCOHAXKM GbLIN
HeU3BECTHbI HAM MJIU [0 TeX MOP He U3YY€EHBI.

BpillleckazaHHOe KacaeTcsl MHTepIIpeTaluy maccaxa, Halmx
TIPEATIONIOKEHMIA, OTHOCSIIIVIXCS K €T0 COlepskKaHuIo, M 06paTHO-
TO JIEeCTBUS UM 0OpaTHON CBSI3U, IMPOUCXOASIIE U3 pasand-
HbIX YacTell TeKkcTa, BIusIonelt Ha Hamm ycwins. He TpebyeTcst
OOBINOI UTPBI BOOGPAKeHMST IJIsI TOTO, YTOOBI OCO3HATDb, UTO
BHOBb, " B [I€MICTBUTEIBHOCTU TaK, MbI CTOJKHYJIUCh C XOPOIIO
usBecTHbIM Zirkel des Verstehens, repMeHeBTUUYECKUM KPYTOM,
KOTOPBIN, KaK U3BECTHO, BOBCE HE OT/INYAETCS OT METOJa, OCHO-
BAHHOIO Ha IMpo6e U 3MUMUHALIYA 3a0/TyKAEeHNUIA.

[TepeBecTy — 3HAUUT MHTEPIPETUPOBATH; UHTEPIPETUPO-
BaTh — 3HAUUT B MEPBYIO oUyepeib AelaTh IIpearionoskkeHne OT-
HOCUTENIbHO 3HaueHus TeKcTa (T.e. «3TO eCTb BOT 3TO WM BOH
TO»); U TIPeAIoNioKkeHe NOKa3biBaeTCsl HA OCHOBAaHMUM TeKCTa.
OnHaKo MoKa He TOBOPUTCSI O TOM, UTO IepeBOAYMK, TIepeBO/Isi-
it (T.e. MHTEPIIPETUPYIOLMIT TEKCT U, HaIpUMep, TPAHCKPU-
OUPYIOIIMII HA CBOV COOCTBEHHBIN SI3bIK TEKCT, HAIMCAHHbIN
Ha [JpyroMm s3bike) eCTb WHIAWBUJ, HaJeNeHHbIi TOHKUM
Vorvestandnis, koTopoe IIpoeliMpyeT Ha TeKCT JaHHoe Vorurteile
U HMKaKoe Jpyroe; 3TO 03HauyaeT yTBepXKaeHue TOTO, UTO UCTO-
pPUYECKM TEKCT, KOTOPBI [OMKEH ObITh MepeBefeH, IepenaeT
Hasan Vorurteile, KOTOpble IO KpaiiHell Mepe OT4acTy ApPYyTHUe,
M 3TO OOBSICHSET pasjauuue B IepeBoAax M TO, MOUYeMY TEKCT
He MOKeT ObIThb pa3 M HaBcerga repeBefeH. VIMEHHO B 3TOM
CBeTe MbI MOKeM IO JOCTOMHCTBY OLIEHUTh TO, UTO XOTeJ CKa-
3aTb JKopsk MoneH (Georges Mounin) o repeBogax bu6mmn:
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«[lepe6upaTh miepeBoabl BubMMM omMH 3a APYrMM, BEK 3a BEKOM, €CTh
MPEBOCXONHBIN OMBIT IJISI HEIPeB3STOT0 UMUTATENs], eliCTBYIOIIEero
o 6saroit Bepe. Mbl MOXeM, HallpyMep; YATaTh PasJIMYHbIe BepCUn
OIHOTO ¥ TOTrO Xe TeKcTa (Takoro, Kak [lecHr IlecHeii, Hampumep),
KOTODBIi YMTATeNM BBIOMpAIM KaK TPeAMeT BOCXMIIEHMS B TedeHue
croneTuil. BrieyaTneHue, KOTOpoe HEKTO IOyYaeT, He BbICTABJISIET
1epeBoJ B [ypHOM CBeTe; CKOpee, 3TO MOXeT JaTh HaM IIAHC, YTOOBI
MOHATh €ro MPUTOZHOCTb, 3TO IYTh IOCTOSHHOTO CaMOCOBEpIIEeH-
CTBOBAaHMSI OT OLHOV 3IOXM K APYroi. B KakIOM M3 9TMUX HOBBIX Ile-
peBomoB Bubauy Mbl MOKeM B GYKBaJbHOM CMBbIC/IE YBUIETh CBOVMM
COOCTBEHHBIMM IVIa3aMy pa3BUTHME LMBWIM3ALMM, BCEIJa MeHbIee,
yeM Haule COGCTBEHHOe, B TO BpEeMs, KOIZa MbI ITyTEHIeCTBYEeM
OT CTOJIETMSI K CTOJIETUIO, M KaKAbIil IepeBOf, OTKPbIBAEeT elle ONUH
w10l MU Gosiee, KOTOpbIe TOABONST HAC IOCTETNIEHHO Bce 6IsKe
U GIVKe K OPUTMHAIY, COBEPIIEHHO TaK, KaK PAaCKOMKY OTKPBIBAIOT
3aXOPOHEHHbIN [TOYBOI apXEOIOTMYeCKMii 00BeKT» [72].

9TO TO, MOYEMY IpollecC NepeBosa, Kak M MHTepIpeTanun
(M Kak MOMCK UCTUHBI), €CTh HUKOIAA He NPUXOIAIIAst K KOHITY
3agava. B meiicTBUTEIbHOCTHM TO, UTO [agamep mucaa 06 MHTEpP-
npeTauyy, Takke CIpaBelIMBO U Ojs nepeBopa: «[apMoHms
BCeX JeTasell C Le/bIM eCTb KpUTepUii KOPPeKTHOCTH ITOHMMa-
Hus. Heymaya B JocTuskeHMM TaKkoil rapMOHMM O3HAYaeT, 4TO
IIOHMMaHMe IIoTepreso nopaxeuue» [73].

10. I. Tadamep u K. P. ITonnep: nepesecmu — 3Ha4um 60c-npousee-
cmu (re-produce)

l"a/:[aMep TaKXKe OTMeYaJi, HalIpyMep, B OTHOIIEHUMN IIpOoLeC-
Ca ImepeBoaa Ha MHOCTpaHHbe;I SA3BIK:

«31ech HUKTO HE MOXKET COMHEBAThCSI, UYTO MEPEBOJ] TEKCTa, HACKOIb-
KO TepeBOIYMK HM MIPOHUKCS ObI MM M HU TIOYYBCTBOBAJ GBI €0 aBTO-
pa, He MOXeT ObITb MPOCTO OXKMBJIEHVEM OPUTMHATBHOTO Ipoliecca
B pasyMe IMUCATeNs; CKOpee, 3TO ¢ HeO6XOAMMOCTbIO Bocco3aaHme (re-
creation) TekcTa, HarIpas/sieMoe TeM, Kak IepeBOAUYMK ITOHMMAEeT, UTO
TOBOPUT TeKCT. HUKTO He MOXKET CTaBUTb IIOf, COMHEHMe, UTO TO, C YeM
MbI MMeeM JeJI0, eCTb MHTepIpeTalus, a He MPOCTO PerpomyKIMsI.
HoBblit cBeT majaeT Ha TEKCT OT JPYroro sI3bIKa U IJISL ero YuTaTersl.
Tpe6oBaHMe TOro, UTOOBI IepeBof, ObUT JOCTOBEPHBIM, He MOXKET Iie-
pemMecTuTh (DYHZAMEHTATbHYIO IMPOMACTb MEXKAY ABYMS SI3bIKAMMU.
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CKOJIBKO ObI IOCTOBEPHBIMM MbI HY ITBITAUCH GBITh, MbI JOJIKHBI TIPH-
HMMAaTh TPYAHbIE pellleHNs. B cBoeM mepeBofe, ey Mbl XOTUM yCU-
JIUTh YepTy OpUTMHaa, KOTopasl BaXKHa JJIsSl Hac, Mbl MOXXEM CIe/aThb
9TO, JIMIIb OCIAGISISI WV TIOJIHOCTBIO MTOJABIsIs Apyrue uepTthl. Ho aTo
B TOYHOCTY €CTb JeSITeIbHOCTb, KOTOPYIO MbI Ha3bIBaeM MHTepIIpeTa-
uueii. [lepeBog, Kak BCsKask MHTepHpeTalnusi, eCTb BbICBeunBaHue. Ile-
pPEeBOIUMK [IO/DKEH IOHSITh, YTO BBICBEUMBAHME SIBJISIETCS YaCThIO €ro
3amaun. Pasymeercsi, OH He JO/DKEH OCTaBJSATb OTKPBITBIM TO, UYTO
HesicHO Jy1s1 Hero. OH JJO/DKEH IoKasaTh cBou IiBeta. Kpome Toro, cy-
LIeCTBYIOT IIOTPaHMYHbIE CIydyayu B OpUTMHaIe (M ISl ,9UTaTeNs OpU-
ruHaa®), e HeuTo, 0 CYLeCTBY Jeia, He sicHO. Ho B TOUHOCTM 3TH
repMeHeBTMYECKMEe TTOTPAHNYHbIE CTyday MMOKa3bIBAIOT Te 3aTPyOHU-
TeJbHbIe MTOJIOKEeHMSI, B KOTOPBIX NTepeBOJUYMK ITOCTOSTHHO HaXOAUT ce-
6s1. OH IOJDKEH MPSIMO 3asIBUTH O TOM, KaK OH roHMMaeT. Ho mockosnb-
Ky OH HAXOAUTCSI TIOCTOSIHHO B COCTOSIHMYM HECIIOCOGHOCTY peabHO
BBIPa3sUTh BCE OTTEHKM CBOETO TeKCTa, OH JIOJDKEeH MOCTOSIHHO COBep-
matb oTpevyeHue. Kakaplii mepeBoOn, KOTOPBIM Cepbe3HO MOOXOOUT
K CBOejt 3a/iaue, HeMe/JIeHHO CTAaHOBUTCS sSICHee ¥ POBHee OpUrMHaa.
Ilaske e 3TO MacTepcKOe BOCCO3[aHMe, OHO JO/KHO 3arayIUThb
HEKOTOpbIe 13 06epPTOHOB, KOTOPble BUOPUPYIOT B OpUTHHAIE (B pe[-
KMX CTy4yasix MacTePCKOrO BOCCO3[aHMSI TIOTePsI MOXKET ObITh CAeIaHa
YIOAYHO WIM aXke O3HayaThb NpurobGpeTeHue — MogyMaiTe 0 TOM, Kak
Bopyepossr Les fleurs du mal npuoGpenu CTpaHHYIO HOBYIO SHEPTUIO
B Bepcuu Credana Feopra» [74].

Cam >xe Kapa P. [Toninep nimucan:

«KoHeuHo, BMOJIHE SICHO, YTO M3MeHeHMe OAHOr0 (JIOBAa MOXKET paju-
KaJbHO U3MEHUTDh 3HAUEHMe YTBepKAeHMs TOYHO TaK JKe, KaK 1 U3Me-
HeHMe ONHOVi OYKBbI MOXKET pafiuKaJbHO M3MEHUTh 3HAUEHME CJIOBa,
a BMeCTe C TeM U TeOpUM — 3TO BCSIKUIA 3aMHTEPECOBAHHbBIN B MHTEP-
npertanun, ckaxem, IlapmeHuza ocosHaeT. OUIMOKM K€ KOMMUMCTOB
¥ TTIeYaTHUKOB, XOTSI OHY ¥ MOTYT GbITh (DaTaJbHO MCKAKAOIIMMMU, Ua-
1€ MOTYT ObITh, HESKEM HET, UCTIPaBJieHbl pedIeKCUPOBaHMEM 10 M0-
BOJly KOHTEKCTA.

Kaskmplif, KTO MPEeAIIPUHSIT KaKOi-1M00 TepeBofd, ¥ KTO PasMBbIIIIIST
0 HeM, 3HaeT, UTO He CyIeCTBYeT TaKoil Bely, KaK IpaMMaTU4eCcKu
KOPPEKTHBI! 1 B TO K€ BpeMs TIOUTM GYKBa/IbHBINM mepeBos. Kaskmbiii
XOpOILNt MepeBoJ, eCTb MHTepIpeTalusi OPUTMHAIBHOTO TEeKCTa; U
maxke rmoimes Obl Jajiee M CKasal, YTO KaskObIi XOPOIINUiA IepeBof
HETPUBUAIBHOTO TEKCTA JO/KEH ObITh TEOPETUUYECKON PEKOHCTPYK-
uneit. ClieqoBaTebHO, OH BKIIOYAET B CeOSI 3JIEMEHTbI KOMMEHTapus.
Besakuit xopommit mepeBoj, MO/DKEH ObITh OSHOBPEMEHHO OIM3KUM



K OPUTMHAIY U CBOOOAHBIM. B uacTHOCTH, SIBJISIETCS OIIMOKOM Toa-
raTh, YTO B IOMBITKE MEPEBECTY TEOPETUYECKOe COYMHEHME ICTEeTH-
YyecKye MOMbBILIIEHVS] He BaXKHBI. [JOCTaTOYHO JIUIIb OAYMATh O TEO-
puy, mogo6Hoi HbIOTOHOBOM WM DIfHIITEHOBOI, YTOOBI YBUIETH,
YTO TNEPEeBOJ, KOTOPbIi MepefaeT CoAepKaHue Teopuu, HO HeymayeH
B Iepefaue OIpeneeHHbIX BHYTPEHHUX CUMMETDPUIL, MOXET ObITh
COBEPIIEHHO HEeYIOBJIETBOPUTEIbHBIM, MO0 €CIM KTO-TMO0 IMONy-
Yy 6bl MOJOGHBIN TEepPeBOA, M caM OGHAPYXKMUJI 3TU CUMMETPUM, OH
CIIpaBeJIMBO OIIyIaa Obl cebst Tak, Kak ecn 6bI cean co6CTBEHHOe
OpUI'MHATIbHOE MPUOOPETEeHMe, UTO OH OTKPbUI TeOpeMy, Haske €Ciu
9Ta Teopema ¥ ObUTa Obl MHTEpeCHa IVIaBHBIM 006pasoM C 3CTeTHUe-
cKoit Touky 3peHust. (CXxogHbIM 06pa3om moaTudeckuit mepesog, Kee-
HodaHa, [IpomeHama, dmrenokna uiu Jlykpeuus, 6yayuu B OPyrux
Belllax PAaBHO3HAYHBIM, MPENNOYTUTETbHEE MPO3aNUeckoro rnepeBo-
na.)

B nm060M ciiydyae, XOTsI MepeBOf, MOXKET ObITh IUIOX, ITOCKOJIbKY OH
He SIBJITeTCSI 00CMAMOYHO TOYHBIM, MOYHO20 TIePeBOfA TPYIHOTO TeK-
CTa MPOCTO HE CyLIecTBYeT. Y eciay [Ba s3bIka MMEIOT Pa3IMyHYIO
CTPYKTYpY, HEKOTOPbIE TEOPUU MOTYT ObITH MOYTU HellepeBOOVMbIMMU
(xak Benmxamus JIu Yopd (Benjamin Lee Whorf) nokasasn crons mpe-
KpacHo). KoHeyHo, ecu SI3bIKM CTOMb OM3KM, KaK, CKaykeM, JaTUH-
CKMIT Y IPEYeCcKuit, TO BBeAEHNS] HECKOIbKUX BHOBb CO3JaHHBIX CJIOB
MOXeT GbITb HOCTaTOYHO, YTOGBI CHENaTh I1€PEBOA, BO3MOYKHBIM.
Ho B Ipyrux ciyyasix Ha MecTe repeBoJa MOXKET TOSIBUTHCS TLIATENb-
HO pa3paboTaHHbIl KOMMeHTapuit» [75].

11. Hekomopule dudakmuueckue 3aKatoueHUs

Eciu MeTop po6bl U OMIMOKY UIAEHTUYEH TTPOLIEAyPe, OI-
CaHHO B 'alaMepoBOM repMeHeBTUYECKOM Kpyre, TO, Cl1efl0Ba-
TeJbHO, TaK JKe SICHO, YTO TOJbKO ayTeHTMUHAs HaydHasl Jesi-
TeJbHOCTb, COPMMPOBAHHAS B HAIIMX HAYUYHBIX aKaJeMMUSX,
SIBWJIACh JIATUMHCKOJ Bepcueii. Tlaccaxkyt, KOTOpbIe JOKHBI ObITh
TepeBeleHbl, KOHCTUTYUPOBAIM ¥ KOHCTUTYUPYIOT npobiembi,
KOTOpble JO/DKHBI OBITh paspelieHbl Npy TOMOIIM MPOObI
¥ omMOKM. B MaTeMaTuke U (u3MKe Mbl JOIKHBI BBITOTHSTDH
ynpaxHexus. VI muiib mpo6aeMa offHa eCTb TO, UTO CTUMY/IUPYET
McCaegoBaHMe.

Hayunbie mpo6nembl u gunocogckue npobaemol. dunocod-
CKJe TEeOpPUM CYyTh OTBEThI Ha (putocodckme mpobmemsl. daske
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HeCMOTPSI Ha TO UTO eCTh TaKyue, KTO TOBOPUT O CMepTu GUI0co-
v (v ouu Toxke unocodsl!), dunocodus cyiiecTsyer: ecan
CYIIECTBYIOT (Gua0codCKMe Teopuu, TO STO MOTOMY, UTO €CTh
dbunocodckue mpobdiemsbl. ITo 3TOMY MOBOIY MbI MOKEM ITPOLIV-
TUPOBaTh M3BECTHbIE apTyMEHThbI, BBIABMHYTHIE IlOIIepoM,
0 TOM, uTO puocodckue mpobdaeMbl BCerna KOPeHSTCS B IIPO-
6/eMax, jexxalux BHe Guiocodun, M UTO OHM, 3achIxasi, MCUe-
3aI0T B 3TMX KOPHAX [76]. [Tonmnep nucan:

«To, UTO g MMel0 B BUAY IIOA, METOOOM IIperoJaBaHMs
dbunocodun, u TO, YTO KaXKETCSI €AMHCTBEHHBIM METOIOM, 3a-
KJIIOYaeTcs B TOM, YTOOBI JaBaTh HaUMHAIOIIEMY (IIOJ KeM MbI
MMOHMMaeM HEOCBEIOMJIEHHBIX B MaTeMaTHYeCKuX, KOCMOJIO-
TMYEeCKUX M IPYTUX UAESX HAayKu, paBHO Kak U [B umesx] Io-
JIUTUKU) [JIS YTeHus] paboThl BeIMKUX (GuiocodoB; pabdoThI,
ckaxkeM, IlmatoHa u Apucrortens, Iekapra u Jleitbuuna, JIok-
Ka, Bepkiau, IOma, Kanta u M. KakoB addekT mogo6HOro
Kypca uteHusi? HOBbI/i MMUpP M3YMUTEIbHO TOHKMUX M TPOMaj-
HBIX a6cmpaxkyuti OTKPbIBAETCS Iepel YuTaTeaeM, abCTpaKImii
BBICOKOTO M TPYAHOTO ypoBHS. Ilepen ero pasymom pasBopa-
YMBAIOTCS MbBICJIIM M apryMeHThbI, KOTOpPble He TOJbKO MHOTIA
TPYAHO TOHSATH, HO KOTOpPbIE KaXKYTCSI eMy 6e30THOCUTETbHbI-
MM, TIOCKOJIbKY OH He MOKET BBIICHUTb, K YeMy OHM MOT-
Ju Obl OTHOCUTBCA. HO CTymeHT 3HaeT, YTO 3TO Beaukue pu-
jocodpl, yto 3TO0 nOyTh Gwiocopun. CremoBaTeabHO, OH
clenaeT ycume, 4ToObl HACTPOUTDH CBOJ pasyM Ha TO, YTO OH
royiaraet (OUIMOOYHO, KaK MbI YBUAMM) UX CITOCOOOM MBIIIIE-
Husl. OH TOTBITAETCSI TOBOPUTb UX CTPAHHBIM SI3bIKOM, CJIE€MI0-
BaTh M3BUJIMCTBIMM CIIMPAISIMM UX apryMEHTOB M Jake cam
cebst 3amyTaeT B MX PEIKOCTHbIE CUJIKM. HekoTopble MOTyT
M3yyaThb STU TEOpUM IIOBEPXHOCTHO, IPyr¥e MOTYT HavyaThb
CTAaHOBUTHCS OYapOBaHHBIMM IUIeHHMKaMu. Kpome Toro, s my-
Malo, YTO Mbl JO/DKHBI yBakaThb UejlOBeKa, KOTOPbIi, CreraB
Momo0HOe yCcuine, MPUXOOUT B KOHIIE KOHIIOB K TOMY, YTO
MOXKET OBITh OIMMCAHO KaK 3aK/IoueHue BUTreHINTelHa: I U3Y-
YMa STOT KApPrOH TaK K€ XOpOoIlo, Kak u Bce apyrue. OH
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OUeHb YMEH ¥ o4yapoBaTejlieH. B IeifiCTBUTEIbHOCTY OH OITacHO
0uyapoBaTeseH ISl TOV MPOCTON MCTUHBI, UTO €0 COCTOUT
B TOM, YTO OHO — MHOTO IIyMa M3 HMYEro, MpoCTo o6uime
6eccmbicULIBI» [77].

[TosTomMy 3TO He eCThb IMyTh NpenogaBanus bumocobun. Ko-
HEYHO, KTO-TO MOXET UMTaThb paboThl BeIMKUX (GUIOCOGOB,
HO eI MbI JO/DKHBI ITOHMMATb, TO TOTHA Mbl TOJIKHBI TTOHM-
MaThb Te BeJIMKMe MPo06aeMbl, KOTOPbIe BejiuKue hUI0COPBI IIbI-
TaJIMCh pas3pennThb. Boobie roBops, ST Mpo6aeMbl MOTYT ObITh
o6HapyKeHbI JIUIIb Yepe3 U3yuyeHUe HayUHbIX, MOMUTUUYECKUX
Y MOPaJIbHBIX M€, KOTOPbIe aKKyMYIMpPYIOT ux. Eciu po6ie-
MBI TTOHSITBI, TOTA TO, IIOUEMY 3TU TEOPUM BBIABMUHYTHI, CTAHO-
BUTCS OHATHBIM. TOJBKO TOT[a, TOBOPUT IlomIiep, mocie Toro
KaK 3TO CHENaHO, CTYOEHTHI OYAYyT B COCTOSIHMM TIpMObOpecTu
pasJIMYHOe MTOHMMaHNe BeTUKUX GrnocodoB u mpuobpecTyt Bu-
IeHue, CIOCOOHOe OTAMYMUTH CMBICA OT MaHudectauyu 6ec-
CMBICTTULIBI» [78].

§I o6pammaroch K unesim Ilommepa u gymato o pebopme cpep-
HMX IIKOJ U, ellle TOUuHee, 0 pedopMe IperogaBaHust Gpuaoco-
dbun. d10 upmeu, KoTOpble MOIIM Obl ITOMOYb CHOEIaTh ILIKOITY
He MeCTOM, T7e ydJalllyecs] BhIHYKIEHbI CIyIIaTh WIX OTBeYaTh
Ha BOIIPOCHI, KOTOpbIe He BbIPaskeHbI, HO, ST HaIeI0Ch, MHBIM Me-
CTOM — MEeCTOM, O KOTOPOM KOTZa-To MeuTas MojIozoii ITommep.
B cBoeit «ABTOGMOTpaduy» OH 3amucant:

«Eciu 51 fymait o GymyiieM, st MEeUTaI O HEe OTKPBITHS IIKOJbI, B KOTO-
pOii MOJIOZbIE JIIOAM MOIM Gbl yUMThCSI 6€3 3YOPEKKM ¥ IMOOLIpSI-
JIUCh 6bI K TOMY, YTOGBI (GOPMYIMPOBATh MPOGIEMBI U 06CYKIATh UX,
IIKOJIBI, B KOTOPOJ HMKAKye HEKelaTelbHble OTBETHI Ha He3aJgaHHbIe
BOIIPOCHI He IO/DKHBI GbUTM GBI BBICAYIIMBATHCS, IIKOJbI, B KOTOPOIA
YIMIUCh GBI HE st TOTO, YTOGbI CAATH 9K3aMeHbI» [79].
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VICTOR SKERSIS, AN ARTIST:
THE EXCLUSIVE INTERVIEW
GIVEN TO AESTHETICA
UNIVERSALIS!

05.06.2019

Victor Skersis is one of the founders of the artistic
movement called «Moscow conceptualism» in the historical
classification. One of the most noticeable actions of the
movement was hatching eggs in the nest by the group
of young artists in the middle of the 1970s at The Exhibition
of Achievements of National Economy (known under Russian
abbreviature VDNH) — the central ideological exposition of the
USSR.

In 1984 Victor Skersis emigrated to the USA where he lives
and works today visiting Russia from time to time for
participation in artistic and research life. In 2014 he took part
in the VI Ovsiannikov International Aesthetic Conference (OIAC
IV) devoted to philosophy of contemporary art and organized

! TlepeBop, ¢ pycckoro Tekcra pacumbposku (cm. AU. Vol. 2 (6). 2019)
BbITIONTHWIIA AntekcaHopa Kanycma - crymeHTKa dbunocodcroro dhakysib-
Teta MI'Y umenu M.B.JlomoHocoBa nipu noaaepkke CeemaHst BopoH-
yoeoli, Takke CTymeHTKM Gunocodckoro dakyabrera MIY MMeHU
M.B.JlomoHocoBa. OkoHYaTenbHass KOPPEKTMPOBKA TeKCTa IepeBofa
BBITIOSTHEHA pemakiyeitr AU.
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Victor Skersis. The Ode to Piet Mondrian that was exhibited in the
project «Unobtrusive Catharsis».

by Department of Aesthetics at Faculty of Philosophy,
Lomonosov Moscow State University.
That event included in its program exhibition of artworks
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titled «Unobtrusive Catharsis» in which the artist took part both
as a painter and as an actor in the happening where Socrates,
performed by Victor Skersis, discussed the phenomenon
of catharsis with earlier speakers of the conference and with
everybody who felt like that.

By his initial education, Victor Skersis is a graphic artist.
One of his graphic works he gifted to the Cogito art gallery at
Lomonosov Moscow State University, Faculty of Philosophy.
Aesthetica Universalis plans to publish two articles by Victor
Skersis on contemporary art issues in the next issues and we
preced them with this real taken as a record and offered here
in decrypted form. The recorded film will also be posted on the

journal’s channel of the same name on the YouTube platform.
Sergey Dzikevich,
AU Editor-in-Chief
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Victor Skersis as Socrates expecting for anybody to talk on
catharsis.
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Socrates performed by Victor Skersis was seriously preparing for
the talks just during the happening.
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Socrates played by Victor Skersis is talking on catharsis with
curator Alexa Danilova (The State Museun of Fine Arts named after
A.S.Pushkin)
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Victor Skersis as Socrates is talking on catharsis with one of OIAC
VI speakers.
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PART ONE

In Aesthetica Universalis office

Interviewer Alexandra Kapusta,

student of the Faculty of Philosophy, Lomonosov Moscow State
University,

Aesthetica Universalis Special Correspondent

Aesthetica Universalis. How did the gap between painting,
the art «before» Duchamp and new art happen?

Victor Skersis. With M. Duchamp, the degree of freedom
in art has been expanding and new system of creativity started
to be built. The first works of the conceptualists showed that
conceptual art is not only painting but something more. Art
after Duchamp has reached a new metalevel and has been
developing in this direction.

Aesthetica Universalis. How did Moscow Conceptualism
appear? What had a significant impact on its development?

Victor Skersis. As for Moscow Conceptualism the futurists
should be mentioned here: no doubt, their art influenced the
development of the conceptual art in the USSR. However,
futurism is not only Mayakovsky’s but also, for example, Basilisk
Gnedov’s art. His poem-performance without words consisted
of arm gesturing: he quickly put up arm above head and
suddenly down, then right. The Poem of the End is an example
of emerging paradox in art: innovations have become the
foundation for the development of conceptualism.

Aesthetica Universalis. Victor, in your paper titled Seven
to Zero in Our Favor you highlighted three branches of Moscow
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Conceptualism: analytical, romantic and inductive. If we have
enough information about the first two, could you tell us about
the inductive branch? What is the difference between the
inductive branch and the analytical one to which you refer
you art?

Victor Skersis. The representatives of the inductive branch
are members of the group called Collective Actions who created
actions and performances in which the viewer and space played
the key role. Space itself in which an action participant was
placed was absurd. In this space the viewer tried to understand
why artistic action was happening. That’s exactly what the
representatives of the inductive branch tried to achieve: they
made the viewer be involved in an unfolding action and think
about it.
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PART TWO

At the Cogito Art Gallery
of Philosophy Faculty,
Lomonosov Moscow State University

Interviewer
Sergey Dzikevich,
Aesthetica Universalis Editor-in-chief

Aesthetica Universalis. Victor, you’ve seen the installation
The Picasso Nest, Lev Panchenko’s work, here in the collection
of the Cogito gallery. Please, tell, what does The Nest remind you
of? What was that old story with the nest?

Victor Skersis. It was 1975. At that time in the USSR the art
was believed to be either painting or sculpture, also including
drawing and such techniques as mosaic and fresco. Meanwhile,
many new art trends developed in the West, so fantastic that we
couldn’t even imagine. At the same time information about our
past, futurists, the avant-garde of the early twentieth century
was newly revealed by the public. It became clear that art is not
only painting and sculpture but much more comprehensive
phenomenon which includes a number of fields.

Aesthetica Universalis. It means that this section is
organized on other family resemblances, if speaking in L.
Wittgenstein’s terms. Tell me, please, how old were you then?

Victor Skersis. In 1975 I was 19 years old. I was born
in 1956.

Aesthetica Universalis. I was 17 years old then (the age
of A.U. interviewer at the time of the action in question). I was
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17 and I read the report about The Nest action in The Moscovskiy
Komsomolets newspaper (it was an ideological paper for youth
in that time, this paper still exists as a «yellow» daily under the
abbreviated name MK. — AU). There it was written that
antisocial elements without definite occupation participated
in it. Is it true that you were antisocial elements?

Victor Skersis. No, I was studying at Moscow Polygraphic
Institute but I don’t remember the year of education. We were
students, not marginals.

Aesthetica Universalis. So it’s not true that you were
without definite occupation. Student is not a person without
definite occupation. Student is studying to get some profession.
Did you study to get the profession of a graphic artist?

Victor Skersis. It was called «book design».

Aesthetica Universalis. Awesome! Wonderful! It’s one
of the most creative professions. Our colleague — Nadezhda
Grunina — also graduated from Moscow Poligraphic Institute.
You have seen her brilliant illustrations for F. Kafka in the
gallery.

Why did they decide that you were an antisocial element?
Didn’t you position yourself as an artist? Did you tell those people
that you were studying for artist in yor well-known institution?

Victor Skersis. I think the problem was much more serious.
When the exhibition was being held more than one hundred
artists participated in it, majority of them were painters. There
exhibited paintings, a few of objects, for instance, Odnoralov’s
The Coat (Mikhail Odnoralov was a famous Russian non-
conformist painter who as Victor Skersis moved to the USA. —
AU), tissue collages of the group Hair, and we also introduced
some works.

It was Communication Tube, Five Sheets of Paper Bleached
by the Sun». It seems to me, in fact, it’s exactly what shocked
Shpagin, the one who wrote that report.

Aesthetica Universalis. I don’t remember the author’s
name (the AU interviewer means his personal recollections).
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Nadezhda Grunina. Illustration to Franz Kafka’s «Metamorphosis»

Victor Skersis. I remembered him. What is he like? I think
the fact that this work didn’t fit any of accepted artistic fields
really embarrassed him. Let’s suppose that there were Rabin’s
works (Oscar Rabin was a famous Russian non-conformist
painter who moved to France. — AU) or works devoted
to religious content. The latter were clear: religion was
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One of Mikhail Odnoralov’s paintings

prohibited, anti-Soviet works were more or less explicable, for
example, Rabin’s works. It was clear what to do with them. And
here — we had built a nest — three boys were sitting on eggs.
And all this happened at The Exhibition of Achievements
of National Economy (VDNH). Well, nobody understood what
to do with it. What was it? It was neither Soviet nor anti-Soviet,
nor religious, it was a piece of wet soap. They can’t grasp it.

Aesthetica Universalis. Yes, but you know, all kinds of art
are conceptual. Art without a concept can’t come into being, as
Etienne Gilson would put it. Obviously. The concept itself
of your action was abstract and nobody got it.

Victor Skersis. People didn’t understand completely what
was happening. They often interpreted it as student’s
«kapustnik» (a gag party of students in Soviet times. — AU).
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Aesthetica Universalis. Art with abstract concept was
incomprehensible and unacceptable for them. That’s why they
preferred interpreting it as antisocial mode of behavior that
meant putting it out of art.

Victor Skersis. Yes, in this sense — yes. It was a difficult
problem.

Aesthetica Universalis. Tell us, Victor. Our conversation
will touch development of conceptualism in our country. I'm
wondering when your works were considered to be art? How did
it happen?

Victor Skersis. I can’t tell exactly.

Aesthetica Universalis. But roughly? When people stopped
talking about you as hooligans and antisocial elements and
started saying «Well, these artists with their special point
of view»?

Victor Skersis. In my opinion, when the art group Nest had
already fallen apart. But no, you know! The situation was
strange as nobody understood what we did and why. The artist
draws and creates a painting. We made some objects and
actions. It was completely incomprehensible. What started at
that time and turned out to be important is our reflections on
our work. Thinking of it we explained the audience what was
happening there. We looked for some analogies in the Western
art and in the art of the early 20™ century. Little by little in the
milieu we hanged out, the new attitude toward our actions
started to crystallize. Besides, at that time home-based
exhibitions were arranged. It started in the early 1970s. People
came across different phenomena which hard to understand.
In particular, thanks to this fact, people began to open their
eyes little by little. They came to understanding that art is not
only works from the New Tretyakov Gallery on Krymskiy Val
(the famous exhibition centre of contemporary art in the late
1980s — early 1990s. — AU). The artworks the audience was not
familiar with -it played an important role. They could be
narrative like some plot, for example, religious, or other things,
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no matter of what kind: it could be painting on canvas, but it
was abstract painting. What a surprise when a person came
across such works and the impression remained. They came
to look at something astonishingly strange but it was art. At
first, it was not very noticeable but by the end of the 1980s,
I would say people gradually used to come to understanding
that our activities were art. On the other hand, the idea of us
doing stupidities has remained. This understanding I still have
been observing.

Aesthetica Universalis. We are wondering how the process
was going because it is what we are discussing now. We
approach to this question as to historical process. The necessary
temporary distance has formed. I’d like to remind if an artwork
is created more than fifty years ago it is considered to be an
antique. In fact, it is a considerable historical distance. I’d like
us to realize our responsibility. Now we are talking about
attitude to distant events, and many people don’t know about
this past. Following the methodology of the historical Annales
school, we should look at the past as if it were the present.
That’s why we try to reconstruct what actually happened and
describe the real course of events. We are addressing to you as
a witness and first-hand participant of these events. I’d like
to say the following. The editors of Aesthetica Universalis for
which you are giving the interview now aim through
reconstructing the course of events to involve them into
academic research. We support neither any artistic movement
nor school. It is an academic journal. Therefore, we look at past
events from the viewpoint of reconstruction of reality. So, I’d
like you to understand what kind of process we are talking
about. We are talking about the process of the
institutionalization of Moscow Conceptualism. I ask you when
Moscow Conceptualism began being considered as art.
In George Dickie’s text Art and the Aesthetic: An Institutional
Analysis (1974) we see a case of classical theoretical position
towards this phenomenon. I work with George Dickie’s texts we
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even were in a personal correspondence. He gave me permission
to publish the translation of the text I’ve mentioned. A large
part of this text has been already published in Aesthetica
Universalis, and full translation will be printed out soon. In this
text George Dickie describes institutionalization as follows:
institutionalization is supposed to be in giving the status
of artwork to certain objects. Above all, institutionalization is
putting into practice by certain milieu inside the artworld (the
term of Arthur Danto). So I have a question: when did art critics,
philosophers, journalists who write about art, achieve the
consensus about the artistic nature of Moscow Conceptualism?

Victor Skersis. I doubt. In the artworld, it was forged
earlier.

Aesthetica Universalis. Of course, people who came
to home-based exhibitions and who you and your friends were
acquainted with told you privately that it was gripping but it
took some time. However, I’ll ask the question another way.
Institutionalization differs in some way. When in the media,
I mean the specialized press, when did they write the first
positive review about Moscow Conceptualism?

Victor Skersis. It was the journal called A — Ya (A-4, the
title consist the first and the lost letters of the Russian
alphabet. — AU) that published the article about Moscow
Conceptualism as art for the first time. In 1978, Komar and
Melamid (Vitaly Komar and Alexander Melamid — famous
Russian team painters. — AU). emigrated firstly to Israel and
then to the USA. They were welcomed very well. At the time, the
Western world was getting acquainted with Moscow
Conceptualism. It was a phenomenon, no doubt, but not in the
Soviet official media.

Aesthetica Universalis. Never?

Victor Skersis. Until my departure in 1984, I don’t
remember.

Aesthetica Universalis. A very unusual incident occurred.
Indeed, we did not find out any theoretical reviews or thorough
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analysis of Moscow Conceptual practices in specialized journals,
compared to the Western ones. There were no such
publications. The process of institutionalization which we want
to reconstruct is extremely complicated by this circumstance.
What do we face? We couldn’t write about it due to ideological
reasons neither in the late 1970s nor in the 1980s. Then
Perestroika started and gave freedom to write and to speak.
In fact, Soviet journals have deteriorated to that time. They
wrote nothing serious. Neither The Artist nor The Decorative
Arts, nor The Art (the official art journals of Soviet times. — AU)
knew what to do. Some time later, they started to write
something, but Moscow Conceptualism had changed. Some
artists, like you, emigrated and some were replaced by the
commercial gallery movement. However, conceptualism is not
commercial movement. We know when the first business-
oriented galleries were opened. It was 1989, 1990. Then famous
Marat Guelman’s gallery and different artistic clusters appeared.
I don’t remember if Moscow Conceptualism was ever seriously
exhibited. It has become in demand today. Interesting
conceptual exhibitions have recently been held, one of which
you have participated in. However, they introduce new wave
artists, but representatives of traditional conceptualism are
regarded as predecessors. This view is very strange because the
predecessors themselves have still no institutionally accepted
status. This is particularly interesting in the analysis of this
process and this we have to face with. We are trying to define
when and by whom the institutional analysis was formed and
appropriated. In order to do it I'd like to offer you to take
another turn. In the 1980s, when more or less free exhibitions
were held, people began to look at conceptualism as a myth,
widely accepted and recognized, but it was a myth: some artist
created some curious stuff but nobody grasped its artistic sense.
Please, tell us, how artists and independent gallery owners
began to look at you in the late 1980s. Did they invite you
to join their projects? What about such exhibitions in the

225



middle of the 1980s, in the late 1980s? Perhaps, the
institutional status comes from gallery institutions, because, as
Dickie points out, art representatives are a source
of institutionalization. Not journals, maybe galleries?

Victor Skersis. Some exhibitions sometimes were
organized, but Id like to return to what you were talking about.
In my opinion, we don’t have any the theoretical analysis
of conceptual art in Russia. In my view, it’s really a very
important niche which you need to deal with.

Aesthetica Universalis. To fill in?

Victor Skersis. To fill in a gap. As I feel it, several
fundamental phenomena took place in last century in the
Russian art. It was Russian futurism, social realism, whether we
like it or not, it was Moscow Conceptualism. Boris Groys (a weel-
known Russian art analyst. — AU) wrote something about it but
these works are more likely to be reflections about
conceptualism rather than its theoretical analysis of what
actually happened and how, what branches of conceptualism
existed and still do exist, what it has given to our understanding
of art, if it has future and if it is connected with some other
disciplines. In general, it’s seems to me that the state
of contemporary art in Russia by this fact of absence of the
theoretical analysis of what is happening is seriously weakened.
There is thirst for first-hand look at what what was and is
happening. We need a system of analysis. In the West, every
artistic phenomenon has a certain philosophical support. From
Freudianism, supporting surrealism, to abstract expression,
supported by other philosophical movements. For example,
analytic philosophy supported Western conceptualism. Today
artists are trying to do something. We have more or less
sufficient criticism of what is happening in Moscow, St.
Petersburg or somewhere else. But we have still no fundamental
theoretical analysis.

Aesthetica Universalis. So, we don’t have a theoretical
analysis of this process. We devoted the VI Ovsiannikov
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International Aesthetic Conference (OIAC IV) to philosophy
of contemporary art. You remember your participation in this
conference. Aesthetica Universalis has international editorial
board which is represented by the USA, Poland, Lithuania,
China, Germany, Finland, Russia. I hope our publications are
not in vain: they are published in both Russian and English.
I hope for our collaboration in this sense, and that the historical
incompleteness of analysis of Moscow Conceptualism will be
replaced by other state — by sophisticated discussion and the
academic analysis of Moscow Conceptualism. Perhaps, it will be
historical recognition of this movement. Now I’d like you to tell
about some current affairs. What you have said about the state
of contemporary art is true. However, I'm more interested in the
current position of conceptualism in the Moscow artworld. So,
I have already said about some exhibitions in which veterans
of conceptualism took part and made a great contribution
to this process. However, younger artists continue to work
in this movement. Could you tell us what is happening with
Russian conceptualism now, particularly in Moscow is
conceptualism as practice still alive? Who represents it, in your
opinion?

Victor Skersis. It’s hard to say. Certainly, no doubt,
I consider myself a conceptualist. In my opinion, a number
of questions, which we deal with in the 1970s, are still relevant.
We put forward a number of drastic ideas — modeling
of processes of contemporary art. On the other hand,
unfortunately, it’s difficult to demand that artists should be
philosophers, so artists believe that conceptualism is old-
fashioned. So, not only here. In 1975, Joseph Kosuth wrote the
article 1975 and there he divided two kinds of conceptualisms —
the theoretical and the stylistic ones. In 1975 the stylistic
conceptualism dominated. He admitted this defeat. I met Kosuth
in Paris a few years ago and he still has these low spirits. Those
artists whom I respect much and consider them to be engines
of conceptualism in Russia, such as Yuri Albert, do say: «Well,
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of course, conceptualism is a phenomenon. However, I have
other ideas now, other conception of art.» I adhere to the
Kosuth’s point of view, who said that art after Duchamp is
conceptual. What we understood is that conceptualism is
different. If we look at it inside the art than we see both the
beginning and the end of it. Impressionism died with Claude
Monet’s death. Impressionism had developed for half a century.
With conceptualism, things are completely different. In fact,
when we began to deal with it, it became clear that the questions
we arose were not the questions of the movement inside art but
the questions of how art is structured, that is the questions
of meta-art. In the middle of the 19* century mathematicians
faced problems of non-Euclidean geometry. In other words, they
had doubt in internal coherence of their strictly logical discipline
as there were both Euclidean and non-Euclidean geometries.
And then the question about the nature of mathematics was
bound to arise. A. Tarski described this structure as
metamathematics. Now it’s known as such as formal logic. We
can’t escape from questions about the structure of art, its
functioning, which processes it is involved in. These questions
are much more profound. We need to work with them. What is
more, we confront such profound questions and problems where
we reach metalevel, philosophical level. I still deal with it, and
in my opinion, there is no way to pass it by.

Aesthetica Universalis. Yes, of course. Despite the fact that
pure conceptualism has become a rarity both in Russia and
in the world, nevertheless, the skills of conceptual action have
certainly been incorporated by artists of all movements. We can
say that traditional painting has changed drastically and has
become conceptual, as well as other types of art. Can we say that
pure conceptualism doesn’t exist because it’s perceived as
a certain ideological narrative? Postmodern consciousness can’t
stand narratives. Maybe this is a reason?

Victor Skersis. Maybe. In my view, we realized too early
that art is so capacious, huge phenomenon, that we can’t
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describe it. We can’t fit it in any frames, including narrative
ones. When we have a number of facts, we some them up into
a narrative in the postmodernism sense. What I realized is that
we construct models every time. We construct art models for all
eternity. From the one point of view, it corresponds to what you
have said; from other point of view, it might be completely
different. Let me give you an example.

In the middle of 19" century brilliant German
mathematician Georg Cantor introduce the idea «cardinality».
He came to the conclusion that an infinite set of natural
numbers exists. Then he figured out that are infinite sets exist.
So, a set of real numbers is infinitely more than a set of all
natural numbers. Then he extrapolated this idea and came
to the hypothesis that other infinite sets exists, which infinitely
more than other infinite sets. In particular, a set of all subsets
of the set «A», is more than a set of elements of this set «A».
Let’s suppose, if we have four elements, than a set of all subsets
is two raised to a power of four. Correspondently, if we have an
infinite set, then there are sets, which infinitely more than this
set and so on. If maths describes phenomena of real world, art is
a phenomenon of real world, and we can extrapolate the
hypothesis of «cardinality». These cardinalities have to do with
not only sets, but also with systems. We know that only few
events reflect in our consciousness. We verbalize only few
events, which take place in our consciousness. We can count
words: one, two, three. Therefore, the «cardinality»
of consciousness is higher than the cardinality of organs
of articulation. The «cardinality» of natural phenomena is
higher than the «cardinality» of organs of speech. So, our organs
of speech are fundamentally insufficient for descriptions
of natural phenomena. If art is a natural phenomenon, we can’t
describe it in detail, but we can build up models. We can build
up models of how this system is built and how it functions. We
have an infinite set of these models, and in some of these
models, narrative is possible, in other, it’s impossible. I feel the
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fundamental surprise at the fact that we work with these
systems, for me it’s — amor fati (gift of fate, a metaphorical
Latin expression used by many authors, including F. Nietzsche —
A.U).

Aesthetica Universalis. I see. Of course, it is a profound
basis for the creative process, and we will discuss these ideas
in your articles, which, I hope, the editors will receive. Well,
to finish the interview, I have one more question, which I’d like
to ask. You gave your work to our gallery as a present, despite
the fact that it’s figurative and no doubt conceptual. It’ s made
in traditional technique, which you learned in the Polygraphic
Institute. Lots of people of different background visit our
gallery: professional researchers and philosophers. Among our
outstanding visitors was David Chalmers, one of the founders
of the philosophy of consciousness. Lots of art critics and artists
also come to the gallery. I always show them your work and say
that this is the work of Victor Skersis, one of the founders
of Moscow Conceptualism. They look at it and say: «Is this the
work of Victor Skersis? Did he make it himself?» I answer: «Yes».
They say: «What a beautiful work of graphics». Victor, don’t you
regret that you spent so much time on conceptualism and you
didn’t create works in a traditional graphic technique?

Victor Skersis. I'm not sure that one could be possible
without another. When Leonardo wrote his resume in order
to serve an Italian duke he wrote that he was engaged
in ballistics, fortification, building magnificent catapults, wall-
battering machines and that he also painted. Well, the same
thing is here. Some things somehow help each other. Well,
in the middle of the1980s, when I lived in the United States,
I had a clear feeling that my conceptual art wasn’t in demand.
Ideas about how art is constructed and what to do with it — it all
falls on deaf ears. I had a clear feeling that, in fact, art should
be, so to say, utilitarian, it should do something. Art works
should be appreciated because they produce something.
I  switched to  medical illustration, and from
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1985 to 2005 I worked professionally with medical illustration
and I hardly dealt with conceptual art. I had some ideas, but
I felt that art was in the state [ wasn’t interested in. Only in the
2000s, when 1 started to visit Russia again, and re-establish
contacts with my friends: Yuriy Albert, Vadim Zakharov, Andrey
Filippov we interested in it again. In fact, many things we
approached forty years ago are still relevant but very few people
are familiar with them. We approached these things, on the
basis of structuralism which at that time was widely recognized
in Russia. Meanwhile, a number of ideas which such
mathematicians of the 20% century as Russell and Tarskiy
worked with, turned out to be connected with what we did in the
mid-1970s. When we realized that we faced something much
more complicated than just an art trend and we need to talk and
write about it, and it’s gripping to work with. A number
of phenomena from various fields suddenly turn out to be what
we are doing. We talk about the structure of art and suddenly
the structure of maths turns out to be similar. Many things
Tarski wrote about describe the situation in art. It seemed so
exciting that I returned to it.

Aesthetica Universalis. Thank you! I think, your artworks
achieved the destination — the art gallery of the Faculty
of Philosophy.

Victor Skersis. I'm very happy!

Aesthetica Universalis. And to be continued. Your works
will be theoretically analyzed. I think they are back on the
course they were intended. Thanks for the interview, I’'m
extremely glad and I hope for our collaboration!

Victor Skersis. Thank you!
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EBIEHMI KOHJIPATHEB!

JIAJIOTOBBI METO]T,
9KCIIOHPOBAHVSI COBPEMEHHOTI'O
HNCKYCCTBA

CoBpeMeHHbIe 3KCIO3UIIMOHHbBIE MPAKTUKU OPUEHTUPOBA-
HbI Ha MpeJCTaBIeHMe XYIOKECTBEHHbIX 0ObEKTOB B Pa3sHO06-
pa3HbIX KOHTEKCTaX, UTO IMO3BOJSIET PACIIUPUTh UX 3CTETUYe-
CKoe BocrpusTue. MeTonbl BU3YyaJbHOM U NPOCTPAHCTBEHHOM
OpraHmM3alnyy SKCIO3ULIMOHHOM Cpenbl AOIOIMHSIOTCS CIIely-
aTbHBIMM TIpMeMaMy, 6;aromapsi KOTOPbIM MEKAY KCIIOHATa-
MM BO3HUKAIOT CIOKETHbIE U JIOTMYECKME B3aMMOAENCTBUSI.
[Mpumepom Tako¥ SKCIMO3UIIMOHHON OpTraHU3ALUU SIBISETCS
BBICTpaMBaHMe Oyajora MeXIy paboTaMy MOJIOIbIX aBTOPOB
¥ NPU3HAHHBIMUM XyOOXKECTBEHHbIMU IpoekTaMmu. Komrmapartu-
BUCTCKME UCCIelOBaTeNIbCKME TIPOLeNyPbl CTAHOBSITCS OCHOBO
IJISI PaCCMOTPEHMSI COBPEMEHHOTO MCKYCCTBA B MCTOPUUYECKOI
nepcriekTuBe. [Inanornvyeckoe SKCIIOHMPOBaHME MPeBPaLaeTCs
B CBOEOOpasHbIil MCCIeIOBATENbCKUII TIPOEKT, €ro SKCIepu-
MEeHTaJibHas aTMocdepa CIOCOOCTBYeT YIMyOIeHHON WMHTEp-
mpeTanyuu IpencTaBaeHHbIX paboT. C CeMMOTUUECKOIM TOUKMU
3peHMsl, BO3HUKHOBEHME HellpefHaMepPeHHbIX KOpPpeIsiLuii

! Egzenuii Kondpamoeee — w.0. 3aBemytomero kadempoit scteTnku ¢bu-
snocoekoro ¢akynbrera MI'Y umenu M. B. JIOMOHOCOBA; 3aMeCTUTENb
IJIaBHOTO penakropa AU.
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MeXAY 3JIeMEeHTaMU 5KCIO3UIUM BeleT K POCTYy UHTEPTEKCTY-
aJIbHBbIX ¥ MHGOPMALMOHHBIX CBsI3eii MeXTy HuMKU. OUeBUITHO
TaKke, YTO MHOTOYPOBHEBasl CeMaHTMUecKasi cpefia MmooykaaeT
pelMnMeHTa K BBICTPAUMBAHUIO MHTEPAKTUBHBIX CIleHapueB
BOCIIPUSITUS 3KCITO3UILIMOHHOTO MTPOCTPaHCTBA.

[MIpumepom BBICTpaMBaHUs OUATOTOBOIM MHTEPIIPETAIMOH-
HOJ cpefbl CIYKUT 3KCHO3uiiusa B MOCKOBCKOM My3ee COBpe-
MeHHOro MckyccTBa (MMOMA). TTpoekT Moko OHo «He60 Bceraa
scHoe» (15 okta6pst 2019 — 24 Hos16ps 2019) 6bLT MpeACTaBIeH
OOHOBPEMEHHO C BbICTaBKOM HoMMHAHTOB XII ITpemun Kan-
nuHckoro (09 okra6ps 2019 — 17 Hosi6ps 2019). BO3MOXKHOCTD
Iuajora 6bula obecrieueHa BCEMM SKCIO3UIIMOHHBIMM Cpel-
crBamu. OdopmieHne 06eMux SKCHO3ULIMI ObUIO BBIIEPSKAHO
B OAMHAKOBOM MOHOXPOMHOM CTWJIE, UTO CIIOCOGCTBOBAJIO CO-
3ganuio addexTa oueBMUIHON BU3YaTIbHONM CBI3Y MEXAY IBYMS
pa3JIMYHBIMM BbICTaBKaMM. TeMaTuuecky HOBble PabOThl HOMU-
HaHToB XII ITpemun KaHIMHCKOTO GbLIM IIPEeNCTaB/IeHbl B KOH-
TEKCTe KOHLENTYaabHOro UCKyccTBa 1960-X, IpKUM MpeacTaBu-
TeneM KoToporo siiasieTcst M. OHo. JIyanormueckum MeTOLOM
BBICTPAaMBAHUS IKCHO3ULIMN BOCHOIb30BAINCh TAKXKe KypaTOPhI
VIII MoCKOBCKO/ MEXKIYHapOAHO! O6MeHHaje COBPEMEHHOTO
uckyccrBa: «OpMeHTUpOBaHME Ha MeCTHOCTH» (31 OKTa6ps
2019 — 22 gusaps 2020, HoBas TperbsikoBka). B pamkax VIII
MocCKOBCKO#1 6veHHae paboThl MOJIOJIBIX aBTOPOB COCENCTBYIOT
C TIpOM3BENEHUSIMM U3BECTHBIX COBPEMEHHBIX XYyOOXXHUKOB
13 cobpanus mysest AnbbeptiHa (BeHa, ABCTpus).
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EVGENY KONDRATYEV!

DIALOGUE METHOD FOR EXHIBITING
CONTEMPORARY ART

Contemporary exhibition practices are focused on the
presentation of art objects in various contexts, thus their
aesthetic perception can be expanded. The methods of visual
and spatial organization of the exhibition environment are
supplemented by special techniques, which facilitate the plot
and logical interactions between art-objects. An example
of such an exhibition organization is a dialogue between the
works of young authors and recognized art projects.
Comparative research procedures become the basis for
considering contemporary art from a historical perspective.
Dialogue exhibiting turns into a kind of research project, its
experimental atmosphere contributes to a deep interpretation
of the presented works. From a semiotic point of view, the
occurrence of unintentional correlations between exposure
elements increases intertextual and informational links between
them. It is also obvious that a multi-level semantic environment
encourages the recipient to build interactive scenarios for
perceiving the exposition space.

L Evgeny Kondratyev — Temporary Head of the Department
of Aesthetics at Lomonosov Moscow State University, Faculty
of Philosophy; AU Deputy Editor-in-Chief
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Hnn. 1. Jusaiin axcnosuyuu Ipoexkma Hoko Ono «Hebo ecez0a sic-
Hoe» 8 MMOMA (¢pomozpagus asmopa) / Ill. 1. Design of the
exposition of the Yoko Ono Project «The Sky Is Always Clear»

in MMOMA (author’s photo).

An example of building a dialogue interpretation
environment is the exposition at the Moscow Museum
of Modern Art (MMOMA). The Yoko Ono project «The Sky is
Always Clear» (October 15, 2019 — November 24, 2019) was
presented simultaneously with the exhibition of nominees
of the XII Kandinsky Prize (October 09, 2019 — November 17,
2019). The opportunity for dialogue was provided by all
expositional means. The design of both expositions was
designed in the same monochrome style, which contributed
to the creation of the effect of an obvious visual connection
between the two different exhibitions. Thematically new works
by the nominees of the XII Kandinsky Prize were presented
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Hnn. 2. quzatix sxcnosuyuu Beicmaexu Homunanmos XII Tpemuu
Kanourckozo 6 MMOMA (¢pomozpagus asmopa) / IlL. 2. Design
of the exposition of the Exhibition of nominees for the XII
Kandinsky Prize at MMOMA (author’s photo).

in the context of the conceptual art of the 1960s, the
representative of which is Y. Ono. The curators of the VIII
Moscow International Biennale of Contemporary Art:
«Orienteering on the Territory» (October 31, 2019 — January 22,
2020, New Tretyakov) also used the dialogue method
of arranging the exposition. In the framework of the VIII
Moscow Biennale, the works of young authors coexist with the
works of famous contemporary artists from the collection of The
Albertina Museum (Vienna, Austria).
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