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PEOAKUMOHHAA CTATbA

Veasxcaemuoie konnezu!

Teky1iye cOOBITUS TaKOBbI, YTO MbI BBIHYKIEHbI 3HAUM-
TeJIbHYI0 YacThb HAIIMX HAyYHbIX KOMMYHMKAIMIA OCYIIECTB-
JIITh B OUCMAaHYuoHHoM pexkume. OIHAKO MbI OUY€Hb XOPOIIO
MMOHMMAaeM, UTO JUCMAHYUuposaHue He 03HaUYaeT HEBO3MOXKHO-
CTU 2CMemuueck020 pexyuma, XOTs, pasyMeeTcsl, U He Tpe-
CTaBJsieT cO00¥i ero He0OXOIMMOTO YCIOBUS. B 9TUX BBIHYXK-
IIEHHBbIX OOCTOSITENIbCTBAX OOHAPYKMJIMCh HEKOTODPBIE HOBblE
uepmepl Hallell MUCCIeSOBATEIbCKON pabOThl B 3CTETUUECKOM
1osie, KOTOpble Bbl YBUIUTE M B HACTOSIIEM HallleM HOMepe,
MOCKONbKYy Aesthetica Universalis, Kak M Bcerma, CTPeMUTCS
OBITh 3ePKAJIOM 3CTETUYECKMX COOBITHI, ITPOUCKXOASIINX B pe-
aJIbHOM BpeMeEeHM 3/1eCh U ceifyac Ha BCeli TeppUTopum 3eMin,
a e GymeT MOBOA, IepeMeCTUTh BHUMaHMe 3a ee TpeJebl,
TO MbI TaKKe He 3aMeJIJIUM 3TO CIe/aTh.

3a mepuop, MpoIIeAlnii C MOMEHTa BbIXOJA B CBET IO-
cienHero HoMmepa AU, HeCKOJbKO KOCMMYECKMX arlrnapaToB
JOCTUIJIM TIOBEPXHOCTM Mapca M mpuciaauM oueHb MHTepec-
HYI0 BO BCeX OTHOIIEHMSIX BMU3YaJbHYI0 JOKYMEHTalio, KO-
TOpasi MPOU3BOAUT CUIbHOE, B TOM YMCJIEe U B 3CTETUUYECKOM
OTHOIIIeHUM, BrieuaTaeHue. OMHAKO Ha3BaTh 3TO pelpe3eHTa-
TUBHBIM MaTepuajioM JIJs MUCCAeOBaHUI B 3CTETUUYECKOM
rojie y Hac BCe-TaKM IIOKAa He XBaTaeT OCHOBaHuit. Tem
He MeHee, HAIll XypHa/ OepeT Ha cebsl 00s13aTe/IbCTBO BHU-
MaTeJIbHO CJIeUTDh 32 pa3BUTMEM M BHE3e€MHOTO acIieKTa MC-
cjeJoBaHMI 3CTeTUUYeCKOro OIIbITa.

YTo ke KacaeTcs 3eMHbIX YCIOBMUIA, TO, 80-Nep8blx, Mbl XO-
Teu 6bI 00PATUTH BHMMAaHMeE Ha POCT AOJIM OIIOCPEIOBAHHOTO,
3KCTEPPUTOPUATBHOTO KOHTAKTa B IMOTYyUYEHUM 3CTETUUECKUX
COOOIIEeHNMII OT BHEITHMUX MCTOYHUKOB CyOBEKTaMM 3CTeTUYe-

4 Aesthetica Universalis



CKOTO BOCIIPUSITUSI B TEKYIIUX OOCTOSITEIbCTBAX. TO CBSI3aHO
C TeM, UTO KOHIIEHTPMPOBAHHAS 3CTeTUYeckasi MHpopmalus,
KaK U IIPeskie, COCPeIOTOYEHA B CIIEIIMATIbHO CO3ITaHHBIX CO06-
IMIeHUSX, KOTOpble MPUHSITO HAa3bIBATh MMPOM3BEIEHUSIMU UC-
KyccTBa. JIOCTYIl K TaKMM COOOIIEHUSM B OOBIYHBIX OOCTOSI-
TeTbCTBaX BO3MOXKEH B OCOOBIX MyOIMUYHBIX TOUKAX, MMEIOIIMUX
MHCTUTYIIMOHAIbHBIN XapakTep. VIMEHHO B HACTOSIIUIT MO-
MEHT I10 TTOHSATHBIM MpUYMHAM Ty6MuHas paboTa Takux crie-
[[MaTM3MPOBAHHBIX TPOCTPAHCTB 3aTPyIHEHA.

B cBsi3u ¢ 3TUM 0COOYI0 BaXXHOCTbh MPUOOpETN IKCTEPPU-
TOpUaJbHbIEe CPEICTBA JAOCTYIa ITyOJMKM B IPOCTPAHCTBA
apT-mupa: VHTepHeT-BepCUM BU3YATbHbBIX SKCITO3UIIMIA, KOH-
I[ePTOB, TeaTPAJIbHBIX CIIEKTaK/Iel U APYyrux coobiTuii. Ipen-
CTaBJISIETCST IeJIOM OyIyIero ocymecTBIeHe HaJAeKHbIX OU-
CTUHKIVIT MEXIY HEIOCPeICTBEHHBIMY M OMOCPeIOBaHHBIMMU
9JIEKTPOHHBIMY MOAUGMUKAIMSIMM ICTETUUYECKOTO OIMBITA: MbI
rmoJjiaraeM, 4YTO pernpe3eHTaTMBHOrO MaTepuasa, CBSI3aHHOTO
C 9MIeKTPOHHBIMM (OpMaMM KOHTAKTa C ITPOU3BEIAEHUSIMU
MCKYCCTBA, COOPAHO IMOKa ellle HeCOMOCTaBMMO MaJIo B CpaB-
HEHUM C T€M TMTAaHTCKMM MacCUMBOM, KOTOPBIN MpeaCTaBsieT
cTyyau HeIoCpeICTBEHHOIO KOHTAKTa ITyOJaMKY ¢ Ipou3Bee-
HUSIMU UCKYCCTBA.

TeM He MeHee, MPAKTUKY SKCTEPPUTOPUATIBHOTO KOHTAKTa
MyOJIMKY C XYI0KECTBEHHBIMM ITPOM3BEIEHUSIMY U TIPOCTPaH-
CTBaMM apT-MMPa YKe BbISIBWIM HOBbIE aCIIeKThI TPAAVUIIMOH-
HBbIX TIPOOIEeM MIOeHTUGUKAUUY U UCCIeAOBAHUS ICTETHUYE-
CKOTO OIbITa: (hakKTOPOB (HDU3NUECKOI, ICUXUIECKOI U ICTETHU-
yeckoit ducmanyuu, GopM ¥ KOHLEHTPAIMM 3CTETUUYECKOTO
BHUMAHUS U T€JIOTO PsZia COTIpenebHBIX MpobiemM. MbI 1mosna-
raeM 4pe3BbIUaifHO BaSKHBIM U CBO€BPEMEHHbBIM CKOHIIEHTPU-
poBaTh MCCIEeNOBATeNbCKME YCUIUS IO c6opy, ob6paboTke
U MyOIMKAIMM MaTepPUaIoB B 3TUX 00JIACTSIX.

Bo-8mopbix, 3KCTEppUTOpUAbHBIE (HOPMbI KOMMYHMKA-
MM B HAyYHOJi Cpejie BbISIBWIN, 110 KpaiiHeil Mepe B 3CTETH-
YeckKoOM COO001ecTBe, MHTEpeC K IpobiieMaM, KOTOpble paHee
He BBIIVISIIENN aKTyaJIbHBIMY B CTEII€HM, TOCTATOYHOM, YTOOBI
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HAuMHATh UX MCUIEA0BAaTh HEMeIJieHHO. B mepByio odepenb
peub UaeT 06 UCTOPUIECKOM HaCAeIuM 3CTeTUKM BpeMeHu Ia-
nakmuxu I'ymenbepza, Korma meyaTHble HOCUTEIM UMeU SKC-
TPAaOPAVHAPHYIO BaKHOCTh B AOJITOBPEMEHHOM XpaHEHUM UH-
dbopmaliyu, B TOM UMcIe M HaydYHOT'o XapakTepa.

Bpemst I'anakmuxu HnmepHema He TO, 4TOObI OTMEHMJIO
3Ty BaKHOCTb, HO, CKOpee, TepeBesio peXXuM KOHTAKTa C pe-
cypcamu IMpeskKHero BpeMeHu B IIMGpOBbIe aJITOPUTMBbI: CTaJIO
aKTyaJIbHO MMETb JIOCTYII IPEeMMYIeCTBEHHO K OludpoBaH-
HBIM BepcusIM Haubojee BasKHbIX ITeUaTHbIX M3maHuit. Oue-
BUIHO, UTO TaKasl CeJieKIMs CIIocoOHa mepeaaTh M3 OIHOI
MHGOPMAIMOHHOM 3TI0XM B APYIYIO TajJieKo He Bce OeiCTBU-
TeJIbHO Haubosiee BaxkKHbIe NMPUOOGpPeTEeHNMs B KaXKI0ii 13 ob6Jia-
CTeM HesaTeJbHOCTU. MeXay TeM, KyJbTypHasl Ncuxuka HH-
mepHem-adanmupoeaHHoz0 cy0seKkma BCe PaBHO OKa3bIBAETCS
COBEpUIEHHO MHOW, HeXenu KyAbTYpHasl MCUXMKaA Munozpa-
(uueckozo uenosexa.

[TosTOMy ecTeCTBeHHO BO3HMKAeT BOIPOC O TOM, UTOOBI
cmenaTth KOM(OPTHBIM [JISI IEeSITEIbHOCTU TTOCAeTHEro mei-
CTBUTEIILHO BCe LieHHBbIE pecypcChl, COXpaHEHHbIE B [1€YaTHOM
Buae. BpeMsi BBIHYKIEHHO YAAJIEHHBIX 3aHATMUII ITO3BOJIUIIO
06paTUTHCS U K 9TOJ IMpobiieMe, B TOM UMC/IE B 3CTETUYECKOM
coobiectBe. HameTuicsi MHTepec K MHKOPIIOpalMy B COBpe-
MEHHOIi cpefie HayYHOTO OOIIEeHMSI C aKTUBHOJ 3JI€KTPOHHOI
IIOMIIEPKKOI paHee 3a6bIThIX MM HEIOCTATOYHO OI[€HEHHBIX
MMEH U TEeKCTOB, CBSI3aHHBIX B OCHOBHOM C I1€YaTHOM KOMMY-
HuKanyeir. OmHO U3 IPOSIBJIEHMI 9TOV TeHIeHIMM OOGHapy-
SKMBAETCS B BOJIHE MHTEpeCca K HOBBIM IepeBOfaM pas3lIMYHbIX
TEKCTOB UCTOPUM 3CTETUKNU. B TOM umciie peannsyoTcs JaBHO
chopMupoBaHHble HaMepeHUsI BBECTM B 00OOPOT Ha HalMO-
HaJIbHBIX $I3bIKaX IIPUHIUIIMATbHBIE TEKCTbl 3CTETUYECKONI
TEOPUN.

Taxke B 9TOM cerMeHTe Mbl OTMETMM U BO3POCIINI UH-
Tepec K M3YYEHMIO SCTETUUECKUX PeCypCOB s13blKA KAK cpeo-
cmea KommyHuxayuu. Ocobyi0 posib B CBSI3Y C YKa3aHHBIMU
HaMM BbIllle MO3ULIMSIMU 3JIEKTPOHHOTO OOIIEHMS CTaja WUr-
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paThb yCmHbulli peuesoli KOHMaxkm, TPaHCAMPyeMblii B dbopMme
yoaleHHbIX KOH(epeHIMi1 Ha Pa3/JIMUYHbIX JIEeKTPOHHBIX IIJI0-
MaiKax, IpuyeM B 3TOM OTHOIIEHUM Hauboyee xapaKTepeH
OecrpernieIeHTHO OBICTPBINI POCT MHTepeca K IuIaTdopme
Clubhouse, MCIIONb3YyIOLIEM UCKIIOUUTEIBHO pecypc pedyeBoii
KOMMYHMKalLM/ B ayauaibHOM pekume. HoOBbII MHTEpec
K 3CTeTUYECKMM CTPYKTypaM S$3bIKa, M, B YaCTHOCTM, pac-
CMOTpPEHHBIM B 6a30BOM (POHOJIOTMYECKOM peXMMeE, BHE BCSI-
KOTO COMHEHMS, CBSI3aH C MyGIMUHBIMY KOMMYHUKATUBHBIMU
06CTOSITENIbCTBAMM TIOC/IETHETO BPEMEHN.

Texkymnit Homep AU mOCTpoeH Ha OCHOBAaHUM 3TUX OTMe-
YeHHbIX pefakuueil TeHIEHLMII B OUMHAMMUKE 3CTETUYECKOTO
omnbiTa B Mupe. [103TOMYy C NpefyBegOMIeHUSIMMU, COETaHHbI-
MM BbIIlIe, OOBSICHIIOIMMYU TJITaBHOE B TPUHIINIIE CEIeKIUU
ero mMaTepuaioB, S MMEK 4YeCThb C YAOBOJbCTBMEM IIpefCTa-
BUTH ITyO/IMKe OouepeqHOV TOM Halllero >KypHajia ¥ BbIPa3uTb
HaJexnay, 4YTO OOJBIIMHCTBO YMUTATeNeil ITPOUUTAIOT €ro
C MOJIb30¥1 U MHTEpecoM. MbI, KaK U BCeraa, KIeM Ballux OT-
KJIMKOB O HalIMX IMyOIMKALMSIX, a TAKKe BaIIMX COOCTBEHHBIX
pykomnuceit o JIEKTPOHHOMY  aJapecy  pemakuuu
aestheticauniversalis@gmail.com

Bcero Hannyumiero,
Cepeeii /J3ukesuu,
enasHulii pedakmop AU
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EDITORIAL

Dear colleagues,

Current events are going such a way that we are forced
to carry out a significant part of our scientific communications
in the distant regime. However, we understand very well that
distancing does not mean the impossibility of an aesthetic
regime, although, of course, it does not represent its necessary
condition. Under these forced circumstances, some new
features of our research work in the aesthetic field have been
revealed, which you will see in our present issue, because
Aesthetica Universalis, as always, strives to be a mirror
of aesthetic events taking place in real time here and now
throughout the entire territory of the Earth, and if there is
a reason to shift attention outside of it, then we also will not
hesitate to do this.

In the period since the last issue of AU was published,
several spacecraft have reached the surface of Mars and have
sent in visual documentation that is very interesting in all
aspects, which makes a strong, also in the aesthetic attitude,
impression. However, we still lack grounds to call this
a representative material for research in the aesthetic field.
However, our journal is committed to following closely the
development and extraterrestrial aspect of research into
aesthetic experience.

As for terrestrial conditions, first of all, we would like
to draw attention to the increase in the share of mediated,
extraterritorial contact in receiving aesthetic messages from
external sources by the subjects of aesthetic perception
in current conditions. This is due to the fact that concentrated
aesthetic information, as before, is concentrated in specially
created messages, which are usually called works of art. Access
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to such messages under normal circumstances is possible at
special public locations of an institutional nature. It is at the
moment, for obvious reasons, that the public work of such
specialized spaces is difficult.

In this regard, extraterritorial means of public access
to the spaces of the artworld have acquired particular
importance: Internet versions of visual exhibitions, concerts,
theater performances and other events. It seems to be
a matter of the future to implement reliable distinctions
between direct and electronically mediated modifications
of aesthetic experience: we believe that the representative
material associated with electronic forms of contact with
works of art is still incomparably small in comparison with the
gigantic array that represents cases of direct public contact
with works of art.

Nevertheless, the practice of the public’s extraterritorial
contact with works of art and spaces of the artworld has
already revealed new aspects of the traditional problems
of identification and research of aesthetic experience: factors
of physical, mental and aesthetic distance, forms and
concentration of aesthetic attention and a number of related
problems. We believe it is extremely important and timely
to concentrate research efforts on the collection, processing
and publication of materials in these areas.

Secondly, the extraterritorial forms of communication
in the scientific community have revealed, at least in the
aesthetic community, an interest in problems that previously
did not seem relevant to a degree sufficient to start
investigating them immediately. First of all, we are talking
about the historical legacy of aesthetics of the time of the
Gutenberg Galaxy, when printed media were of extraordinary
importance in the long-term storage of information, including
scientific ones.

The time of the Internet Galaxy did not negate this
importance, but rather transferred the mode of contact with
the resources of the previous time into digital algorithms: it

Vol. 1 (13). 2021 9



became relevant to have access mainly to digitized versions
of the most important printed publications. Obviously, such
selection is capable of transferring from one information age
to another not all the really most important acquisitions
in each of the areas of activity. Meanwhile, the cultural psyche
of an Internet-adapted subject still turns out to be completely
different from the cultural psyche of a typographic man.

Therefore, the question naturally arises of how to make
comfortable for the activity of the latter really all valuable
resources saved in print. The time of forced distant classes
made it possible to address this problem, including in the
aesthetic community. There has been an interest
in incorporation in the modern environment of scientific
communication with active electronic support for previously
forgotten or insufficiently appreciated names and texts
associated mainly with print communication. One of the
manifestations of this trend is found in the wave of interest
in new translations of various texts in the history
of aesthetics. Among other things, the long-formed intentions
to introduce the fundamental texts of aesthetic theory into
circulation in the national languages are being realized.

Also in this segment, we will note an increased interest
in the study of the aesthetic resources of language as a means
of communication. Broadcasted in the form of remote
conferences at various electronic grounds on the Internet, oral
speech contact, began to play a special role in connection with
the above positions of electronic communication, and in this
regard, the most characteristic is the unprecedented rapid
growth of interest in the Clubhouse platform, which uses
exclusively the resource of verbal communication in the audio
mode. The new interest in the aesthetic structures
of language, and, in particular, considered in the basic
phonological mode, is undoubtedly associated with public
communicative circumstances of recent times.

The current issue of AU is based on these editorial trends
in the dynamics of aesthetic experience around the world.
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Therefore, with the foreshadowings made above, explaining
the main thing in the principle of selection of its materials,
I have the honor to present to the public the next volume
of our journal with pleasure and express the hope that the
majority of readers will take it with benefit and interest. We,
as always, are waiting for your feedback on our publications,
as well as your own manuscripts at the e-mail address of the
editorial office aestheticauniversalis@gmail.com

All the best,

Sergey Dzikevich,
AU Editor-in-Chief
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TEOPUA / THEORY






ONDREJ KRATKY*

MINOR FOLKLORE FORMS — THE
PEACOCKS OF LANGUAGE

Abstract

Two sights kept coming to my mind during the writing of this paper,
and the more I delved into the writing, the more clearly I realized
that it was for a reason: there was something in these visions that
quite relevantly linked them with some of the processes my paper
was dealing with. In view of this relevance, I finally decided

to include a brief account of these two sights in the paper — as its
introduction. Having done so, I believe they will not only serve as

a prelude to the «main» topic, but, in a later reference, hopefully
also as illustrative (re) visualisations of some of the significant parts
of the processes, on the following lines, have tried to elucidate.

Key words

Theory of language, phonetic structure of verbal communication,
phonology, Russian formalistic school of linguistic studies,
Jakobson, Trubetskoy, Shklovsky.

1 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). He deeply interested in studying and interpreting different modes
of aesthetic experience. His current studies you can see in the previous
issues of AU: Krdtky, O. (2018): Perception, Length of its Duration,
Evaluation: Various Authors, Related Observations // Aesthetica Universalis.
Vol. 2 (2). P. 71-97; Krdtky, O. (2020): Where Peirce Ends: Reflections on the
Abstract // Aesthetica Universalis. Vol. 4 (8).
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On a somewhat dreary, worn-out Saturday afternoon late
in October, I found myself doing some necessary house and
gardening chores, the aim of which was to prepare my family’s
village home and the adjacent garden for the winter. Having
finished with the house, I invited several friends of mine over
to help me with the garden. There they were, and our common
foreseen task of the day was easy: while cleaning the garden,
we would collect as many fallen walnuts as possible and set
them out to dry. Then, a couple of days later (after anything
of any beneficial use that could still be picked up had been
already dealt with), we would transform all the randomly
fallen tree leaves into more or less regularly distributed heaps
during one big final raking.

With the leaves still dispersed freely on the ground, the
moment inevitably came when we had to deal with how to find
as many walnuts as possible — as most of them were still
buried under the randomly heaped layers of wet, heavy foliage.
After some minutes of unskilled toil and similar trial-and-error
attempts, however, I developed what I thought was a special
technique that not only essentially eased my work in terms
of the activity I was doing, but also seriously enhanced the
trial-success rate of my walnut collecting achievements. The
trick was easy — in a side-to-side movement (not dissimilar
to that exerted by those who, using a metal detector, survey the
ground in search of objects hidden underneath), I started using
the sole of my shoe to check the presence of anything stone-
like, hard, round and, ideally, also rolling. Remarkably, I very
soon obtained an almost automated skill and an ease with
which I carried it out. As I delved deeper and deeper into this
activity, it almost made me forget what was going on around
me. Quite probably, this feeling was also propelled by the ever-
growing intuitive conviction that mastering and further
refining my search technique might give me a considerable
edge over my colleagues (see ill. 1).

All the stronger was my surprise when — having, for an
instant, regained the awareness of where I was and the
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activity that had absorbed me so much — I looked at my
friends and instantly realized all of them were doing precisely
the same thing, in the same identical way I had been doing it
(and here I'd thought it was my own optimal-method
discovery!): all of them were shuffling along in the hopes
of finding more of the quickly disappearing seeds.

Here it is important to mention that none of them was an
«expert gardener», nor did they have their own walnut trees
and so forth. As such, it was most probably their first
opportunity in years to engage in a similar activity, while
some of them were maybe doing it for the first time ever.
Well — I myself am also no «specialist in walnuts»;
nonetheless, I had already done picking at least several times
and thus thought that I could (theoretically) consider myself
somehow more «inclined» to learn a proper search technique
more easily.

More surprising was the fact that all of us —
subconsciously, intuitively — arrived at exactly the same
optimum at approximately the same time; yet each of us did
so independently. Faced with a task previously undealt with
(and unaware of the «subtle» details of the elements we were
about to deal with), something «unknown» was at play, which
optimized the efficiency / comfort / natural disposition ratio
in such a way that — simultaneously in all yet independently
in each of us — precisely the best achievable option (but still
very natural in its core) was reached.

On another occasion and many years before the episode
described above, at the start of a bright summer day, my family
and I found ourselves visiting a castle in Bohemia that was
famous for having several kinds of attention-drawing animals.
Besides the general reputation of the place as a safe haven for
some unique exemplars of fauna, its main notoriety stemmed
from the fact that the castle’s park was home to a prospering
and — by all accounts — quite exemplary muster of peacocks.

Perhaps due to other things on our minds, we temporarily
forgot about this fact as we entered the castle’s park where,
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while enjoying the beauty of the trees and lawns, we simply
walked and talked. There was an almost total silence around
us; we had no doubt of its impenetrability and, as sometimes
happens in such cases, in the moment we had completely
forgotten about one of the main attractions that had actually
drawn us to the place. Amidst this silence, we entered
a secluded section of the park that offered a generous view
of a slightly elevated piece of grass-covered land in a shape
reminding us of a natural «stage» (one that theater actors
might make use of during their summer performances), which
was practically outlined by a short yet thick row of subtropical
coniferous trees.

As we stood there with our eyes bound by the sight (which
for an unknown reason managed to catch our attention for
a time longer than it normally should), we suddenly noticed
a group of several peacocks walking onto that stage.

Proceeding at a noble pace, they showed up leisurely,
clearly demonstrating their intention to stay for at least the
time needed to show what they were apparently about
to do.

Displaying their brightly coloured plumage, they moved
confidently, knowing they were the centre of all attention;
showing themselves, they were offering the spectators — us —
a unique display in which, apparently, all that was supposed
to be shown was included. They looked in our direction —
proudly, somewhat challengingly, somewhat invitingly; they
stretched out their necks, spreading and showing off their tails
(seeill. 2).

Then, for short but clearly distinguishable moments, they
screeched and yelled in their typical shrieking pitch (which, as
usual, led to the characteristic feeling of a dissonance between
the beauty of their appearance and the scratchiness of their
vocal resources).

Once they had reached the moment when they felt they
had shown us enough, they left. They did it simply, with no
extra delay, nor with any special pompousness.
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Despite this, it all still most likely left in our memory the
trace it was intended to leave: we saw all they had wanted
to show us, turning the impression of their performance into
a kind of special imprint on our minds.

There is something nobly unimposing in the peacock’s
parading, something not dissimilar to what possibly any
admirer ultimately looks for and appreciates in the object
of their admiration: that the object of attention demonstrates
where the highest levels (of style, behaviour, elegance or
whatever else) are those he can achieve, however, by doing so
without necessarily committing to some sort of a «pledge»
of keeping those levels at all times. What counts is namely the
spectator’s ensuing conviction of his admired one’s being able
to reach such «elevated levels» when the need is there. So
while in «normal» life the «object of admiration» is then free
to «turn down» to the common standard, it is the feeling
of him being able to come back to the elevated one (from time
to time materialized by manifestations of generosity,
courteous behaviour and exquisite sophistication) that fills
the recipient of such intermittent «high-class» performances
with satisfaction; such a recipient knows that «it’s simply
there» when needed.

Thanks to the natural way in which such «stylish» events
are presented (i.e. combined with the indispensable elements
of a show), all of them are, in a lively, convincing manner,
firmly recorded in the «spectator’s» memory. As such, they are
readily remembered whenever needed, restituting the aura
of the moment’s noble exaltation along with all the perceptive
impressions it helped bring about.

In a manner not too different from what has just been
described, children from a very tender age start coming into
direct, «outright» confrontations with the world of language
reality. The messages this world is sending to them are,
among others, conveyed through various channels, and one
of them consists of texts literally loaded with all sorts of the
most varied types of sounds. The elements of this
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communication channel not only attract the ear of the listener
due to the onomatopoetic play, but also have the power
to entertain them — depending on the content or, quite
logically, the recipient’s age.

What I am talking about here is the intense perceptive
exposure of young language learners to all kinds of nursery
rhymes, tongue-twisters, short songs, stories, funny sounding
riddles, etc. According to the usual ways in which our
perception mostly categorizes the world into related
taxonomic compartments, we may possibly — and not only for
the sake of this paper — sum them all up under some
terminological analogy / variable of what in Russia is called
«small (or minor) folklore forms» (see ill. 3).

These texts have a multitude of functions, both explicit
and implicit. In their most straightforward roles, they act as
tranquilizers, stimulators of the child-mother bond or
socialization agents in the most general sense. In the less
apparent (but in no way less valuable) role, one of their key
«implicit» effects lies in the provision of an initial
acquaintance (as well as the establishment of basic
familiarization) with one’s own language’s basics norms,
values and/or even more general rules.

Simultaneously, these texts contain a most colorful array
of all that each particular language has to (and can) offer to its
(so far passive, but soon-to-be active) users — not only on the
level of words, but also (and perhaps, especially in some cases,
most importantly) on the level of sounds, rhythms and/or
other (para-) semantic levels of each native user’s own
language as such.

Here it may be opportune to recall the Czech novelist
Bohumil Hrabal and paraphrase him in saying — similarly
to his own description of birds, who, according to Hrabal,
would in the morning produce what «was not ,song» but
a howl filled with awe caused by the prospect of confrontation
with what to expect from each new day» — that these texts
may also (under the veil of their ostensible sweetness

20 Aesthetica Universalis



to a grown-up’s ear) bring with themselves, for those who
have just started the process of growing-up, the echoes of not
only the sunny skies and rosy gardens, but also all the
challenges and odds of what is to later on become their own
«native» language.

In other words: they work to equip these young learners
with enough arms and a sufficient armory so that they are
ready to face all these odds and still better and more aptly deal
with what used to seem to be invincible, unmanageable
linguistic chaos (see ill. 4).

In this respect, Slavic languages, for example, abound
in clearly recognizable sibilants (and, to a lesser extent, other
fricatives) distinguishing them from rather «inconspicuous»
vowels (with the somewhat notable exception of the Russian
and some other Eastern Slavic languages’ close central
unrounded vowel or high central unrounded vowel' and the
close front unrounded vowel? difference). French is
characterized by its uvular / fricative trill «r» as well as nasal
sounds; especially when we realize that they are usually — and
quite contrastively — placed amidst the fluently passing
«riviere» of the language melody. Arabic may be noted for some
emphatic, pharyngeal and uvular sounds that come to the fore
on the background of not only relatively «common» vowels, but
also labial or palatal consonants, while the Igbo language is
known for a special combination of tonality, nasal and, among
others, bilabial and velar consonants, the consequence
of which, when used at a natural speed in common speech,
in most cases is but a subtle separation line (somehow similar
to Greek, Lithuanian or written French) from the vowels.

Some examples are given below (which have been obtained
from more stylistic domains of each particular language than

11.e. the Russian «» and its phonetical equivalents or close allophones
in other languages.
2 Russian «u» and its equivalents or variations elsewhere.
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just the onomatopoetic) that aim to illustrate the main idea.
In part, I have selected them also because of what mainly
catches my attention (and what is perhaps opportune to once
again reiterate and highlight here): the relatively very high
concentration of distinct (and, in their quality, in fact
«markedly» outstanding), yet mutually highly contrastive
sounds that the «spontaneous» (yet apparently subconsciously
purposeful) popular / folklore creativity was able to place on
a (relatively) limited space:

Kici-kici, chodz koteczku, masz tu mleczko na spodeczku.
(Polish).

Mo 60dssm xopoeod, Ha nexcaqke dpemnem kom. Tuute, Moiuiu,
He wymume, Koma Baceky He 6ydume. Bom npocHémcst Baceka-kom,
pasobeem eecw Xoposod. (Russian).

Au clair de la lune, mon ami Pierrot, préte-moi la plume pour écrire un
mot. (French).

— v,

Baba dzaj emta? Dzaj as-sa at sitta. Rakib walla masi? Rakib bisikléta.
Bajda walla hamra? Bajda zaj al-qasta. «Ftahii lo as-sikka wa «drubi
lo salam.

(Arabic).

Onye mere nwa nebe akwa? Egbe mere nwa nebe akwa...
(Igbo).

The child’s confrontation with these and similar texts is
roughly the moment in which an intuitive understanding
happens, driven by cerebral potential and stimulated by the
fact of the recipient being confronted with a concentrated and
«exceptional» (or strongly marked) textual «<show» — one that
simply imposes on his brain the imperative of «<having to deal
with it somehow». This method of learning offers an analogy
to the suddenly obtained skill experienced and described
in reference to walnut collecting; while the intensity of the
exposure would — in its brightness, density and the always
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relatively short time of its existence — be comparable to the
peacock parading. As long as we are safe to say that basically
any intense exposure to a rich array of stimuli will most
probably provoke some level of changes in the brain of one
who endures such exposure, we may be almost as confident
to argue that if the exposure in this case is a bright palette
of phonetic variations, the ensuing change will be most
probably something very close to («Sapirian») «phonemic
intuition»:! one that will not only cause the inception of the
process during which elementary meanings will be attributed
to elementary language particles, but also one which, even
in its smallest outcomes (at the initial stages) leads if not
to full and deep understanding, then at least to the ability
to distinguish, imitate and use.?

The core message that these inputs bring to their listeners
(or: the effect that they are to create in their recipients)
sometimes comes at a price: the small rhymes are not always
«logical», they do not always necessarily convey moral lessons
(or fulfil an educational purpose or the educational aspect
of it), and they are not always free of minor contradictions,
funny, unexpected and/or even bizarre (or drastic) situations,
escapades, conclusions etc.

This is, however, permissible (or justifiable) as, from the
point of view of the main goal, any such «setbacks» are of only
secondary importance; the main purpose, in fact, is to fulfil

' As mentioned by Meyer in Development of Distinctive Feature Theory
(1976, p. 5-6). For further reading, see Sapir, E. Language: An introduction
to the Study of Speech (1921); Sapir, E. Sound Patterns in Language (1925;
1972); or Sapir, E. The Psychological Reality of Phonemes (1933; 1972). For
comments on Sapir’s notion of form / pattern and its aesthetic background,
see for example Fortis, J.M. (2019).

2For phonetical development in toddlers see, among others, Garnica,
O.K. // Moore, T. E. (1973); Barton, D. (1976); Connine, C. M., Blasko, D. G.,
Titone, D. (1993); Jusczyk, PW., Aslin, R.N. (1995); Swingley, D., Aslin, R. N.
(2000).
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more «noble» purposes — among which the speaker’s
acquisition of full vocal competence is the central one. All
things considered, would it not be foolish to search for a moral
lesson in an infant nursery rhyme? Would it not be similarly
futile to search for a deviation from «straightforward»
craftsmanship in Magritte (or an aspect of his work) or,
alternatively, «hard» content (in terms of a clearly formulated
message) in Dali’s surrealist works?

The more so that, especially for very young children
(infants, toddlers), the sound aspect of the language is not
only the most striking, but, in fact, the only aspect of the
whole «language mass» they are making any sense of at all.!

At least in the very early stages of a child’s
development, the ability to perceive a sound as a symbol
(clearly related to the thing or a phenomenon it is supposed
to represent) is very limited. According to more indices,
however, it seems that the melodic (or tonal, etc.) side
of the language may already play a role.? For young
children, the making of sense may not yet mean attributing
to the sound any «concrete» representative meaning; it is
however evident that already very small babies do hear,
distinguish and, in one way or another, also interpret the
sounds around them.> Based on this, if we further posit
that basically any interaction with the world offers
encounters with «meaningful» objects or phenomena (and

! For a powerful and convincing description of infants’ own work (or play)
with sounds and their own perception of this activity (resulting in, how
Jakubinskij characterized it, the «first symptoms» of children’s speech), see,
among others, Jakubinskij, L.P. (Otkuda berutsja stichi. In: Izbrannyje raboty.
Jazyk i ego funkcionirovanie; 1986, pp. 194-196)

2 See mainly Mehler, ., Jusczyk, PW., Lambertz, G., Halsted, N., Bertoncini, J.,
Amiel-Tison, C. (1988); further on also Werker, J.F., Tees, R.C. (2002); Jusczyk,
PW. (1980); Kuhl, PK. (1979).

5 Among others, see Field, J., Muir, D., Pilon, R., Sinclair, M., Dodwell, P.
(1980).
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thus the meaning is also contained within ostensibly
«meaningless» episodes, such as children’s encounters with
language sounds to which they neither feel the need nor
have the skill to attribute any «meaningful meaning»), then
what from the point of view of such a very young child
«makes for» meaning may quite possibly lie elsewhere: on
the level of the sounds themselves. Limited by their ability
to decipher (and thus make meaning of) the world
(of «named» objects and phenomena), toddlers find
themselves in fact «constrained» to focus! on the world
of sounds — not only in what comes to these sounds»
«qualities» (i.e. the «physical» properties of each individual
sound), its boundaries, shape etc., but also the relations
between more sounds — their liaisons, valencies,
frequencies, (most frequent, «permissible», expectable,
exceptional etc.) sequences and so on.

All this in a condensed form is precisely what minor
folklore forms offer, arguably providing the (spontaneous)
learner with their own variation of (audial) «positive
evidence».?

There is, of course, also a broader — principally
anthropological — sense to all this. If we were to take such

! And as we may — from the point of view of «practicality» — also say «have
the time» for simultaneously finding it «<meaningful».

2 As well as, possibly, an indirect negative one. What is used as a well-
coined term in the domain of the (general) language acquisition theory
would be applied here (specifically) to phonetics — where it would thus be
understood as both the basis for proper (phonetic) generalizations (such as
correct pronunciation, word division or, inversely, letter or syllable liaisons,
stress etc.) as well as the guideline for avoiding unwanted (phonetical)
overgeneralizations and errors based (not only) on (phonetical)
hypercorrection (such as, for example, the Czech compulsory assimilation
in expressions like «v kiné» -«fkirie» /«in the cinema»; in writing-as correctly
pronounced/, «myt» -«mit» /to wash-to have; the «i»/«y» being correctly
pronounced as a neutral «i» in both cases/, «jsem» -«sem» /am-here;
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broader context into consideration, we might for example
(quite correctly) assume that all the aspects that play a role
within the process of the channeling of any communication
message to the young listener’s ear and brain have their
specific (cultural, social etc.) function (s). The exploration
of such a wider framework is, however, not the main goal that
this paper intends to follow (and is neither its path nor main
topic); for this reason, I will not focus on such aspects (and
the whole broader context) here and thus refrain from delving
into the related details.

On the contrary, what I intend to do is claim (perhaps
somehow «conclusively», but hopefully with understandable
relevance) that the overall function which all minor-form text
utterances have (and maybe even «have» or «share» in general)
is their «framing» power — here not only in the sense
of «framing» typically used in (neuro) psychology,® but also
(and mainly) in the sense of the creation of the «great»
framework along which the general idea of «what the language
environment looks like in the space in which I am to move
around» is formed in the (young) listener’s mind. In other
words, the young listener’s (i.e. natural language learner’s)
linguistic, mental and cognitive horizons along with their
limits, marked places, milestones and/or other «delineations»
and characteristic features of all sorts.

correctly pronounced as «sem» in both cases/ etc.). For more to this topic,
see for example Bowerman, M. (The «No» Negative Evidence Problem: How
Do Children Avoid Constructing an Overly General Grammar?, 1988) or
Abend, O., Kwiatkowski, T., Smith, N. ]., Goldwater, S. and Steedman, M.
(Bootstrapping Language Acquisition, 2017).

5I.e. in the sense of creating background structures that support framing —
which, in its turn, is the principle by which things are perceived and
understood in relation to previously acquired knowledge (to which they are,
in order to be understood), related. For a detailed account backed
by references to linguists, philosophers and psychologists see Barsalou
(1999, pp. 591-592).
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When I say «language» here, I not only mean its general
«meaningful» side or the communication messages it conveys,
but also the sound (particle) side of the language — its nature,
limits, types and any other phonological / phonetic aspects.
In short (and from the perspective of a toddler — or, generally,
a child — confronted with the reality of their «xown» language’s
sounds): a series of phonetical exposures upon which the
language is to be fully «grasped» by the child and further
developed by it.

At the very start, in infancy, the human being is offered
a (phonetical) «view» previously unseen yet abounding in all
kinds of varied sounds, melodies and tempos. The little
listener is thus «left alone» in (or: at the mercy of) a matrix
that consists only of «ready shapes» and their relations,
which are the wholes (and elements) of an entire new
«world» they have to deal with. Although none of these
«basic» units has been explained to them and they thus have
to deal with more complex entities (though some of them are
often quite small, nearing the «basic» elements themselves),
they swiftly become oriented. Unburdened by previous
experience, small children — similarly to anyone who is
exposed to a sudden parade of beauty (or a series of them) —
absorb its highlights and interconnections naturally and
perhaps therefore also record them more naturally, easily and
firmly.

In small children — quite typically toddlers — learning
in fact equals the creation (or activation) of (suitable,
proper, apt) neural circuits; on the language-acquisition
level, this is a process mostly stimulated by confrontation
with various examples of orally uttered texts. While a good
part of the active knowledge (of any kind, including
language command) is acquired by imitation, we still have
to bear in mind that it is primarily the perception
(in interaction)! that not only facilitates the understanding
but also helps provide the general background the imitation
in fact relies upon.
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Seen from this perspective (which in its «large plan»
avoids delving into more refined nuances), it may be plausible
to see as valid (or: reconcile)? both Slobin’s relativism® and
Chomsky’s (tendency towards) universalism*. Subsequently,
behaviorism® — in its own right and its practical aspects —
will then bring us back to the subject of imitation: while

lFor different (interactionist and / or «behaviorist») approaches and
theories see, among others, Koffka (1925), Vygotskij (1929, 1933, 1987),
Piaget (1928, 1952, 1958, 1962, 1964), Erikson (1963/1), Slobin (1982) or
Tomasello (2003).

% See, among others, Streeter, L.A. (1976).

5Here in what refers mainly to his «thinking-for-speaking» theory (or:
observation) which assumes that the knowledge of any language is
intrinsically connected with that particular language’s conceptualization
of its perception of the world. It basically draws upon the observations /
teachings / assumptions of Sapir and Whorf, while disposing with an own,
sound logic too — when, in principle, asserting that our learning and,
subsequently, acting (thus also thinking, both in small and large units, as
well as big «strategical» chunks) «happens» always in the context of the
given language or language-cultural region (for example the Scandinavian,
Mediterranean, Mandarin, Jewish etc.). This activity, as Slobin in fact
admits, is however not possible without some elementary (pre-) «wiring»
of the brain; which may bring us to an assumption that an as exact as
possible a description of the real state of things should be most likely looked
for somewhere along the compromising lines between Slobin and Chomsky.
4There is the «universal grammar» theory / approach (which largely
considers a significant amount of language acqusition as innate and,
to a smaller or larger extent, independent of the environment), as well as
the «behaviorist» and the «interactionist> ones. The 20th century’s
prominent language thinkers and learning theoreticians are associated with
these approaches, such as, on the «innateness-inclined» (or «nativist») side,
Chomsky — as well as, on the «behaviorist» (guidance and education-
inclined) one, Vygotskij or Piaget. The «interactionists», such as Slobin or
Tomasello, on the basis of their strong «relativistic», «neo-Sapirian»
convictions, gradually (and, in fact, quite recently) became major opponents
of Chomsky in terms of to what degree the acquisition of language is learned
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«imitation» when duly analyzed in the context of the learning
process will ultimately take us back to Chomsky in its physical
aspect and back to Slobin in its interactionist one.®

Although some toddlers may be considered «physically»
ready in terms of possessing all the bodily fitness for

(or: education acquired) — and not, to a large extent, somehow «innately
granted». In an attempt at a reconciliation among all these «groups», we
may conclude that the human being is born pre-equipped and ready
to a certain extent, but it is precisely the size (and thus also limitation)
of this extent that it is in no way absolute. Learning as a process is thus
always conditioned by interaction and cultural specificity (which is, in fact,
what Slobin says — basing these assertions not only on Whorf and Sapir’s
relativity, but also on the earlier «classical» approaches of Vygotskij and
Piaget). In other words: while there are the «basics» that can be considered
«universal» (as they are — in an «innate» manner — universally present),
there is however also the fact that we always «learn» in a particular «given»
environment (towards the acquisition of which, for dealing with the reality
of such a particular environment, shall be considered equal to Slobin’s
«thinking-for-speaking»).

5Its main contributions being the «guided learning» provided by a more
qualified example («zone of proximal development» concept) researched
by Vygotskij, description of (education and interaction) based development
as observed by Piaget, but also the «consecutive», «gestalt» learning
formulated by Koffka. In turn, for Tomasello’s «collective intentionality»
(named) concept as well as for Slobin’s «pure» «thinking-for-speaking»
theory, the relativistic approach is not only a logical result of their
«personal» (academic) opposition to «Chomskyan» positivism, but also
a symptom of a whole (scientific, yet borderline ideological) debate rooted,
in fact, in a more general (and, as usual, temporarily exacerbated) discord
between the (rather) «conservative» and the (rather) «relativizing» stances
of each of the two «camps».

SFor parallels and further reading, see, among others, Vygotskij (for
summary and list of references to the role of imitation in Vygotskij see,
among others, Chaiklin, S. /2003/, Erikson (for the behavioralism aspects and
the role of adaptation in Erikson, see, among others, Wilt, J., Cox, K. S.,
McAdams, D. P. /2010/ or Boeree, C. G. /1996/), Tomasello (1999, 2020; along
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perception, imitation, understanding and learning, it can still
be the case, at least in the initial stages of their language
development, that each of them spends a different period
of time «waiting» for the «major» (or: proper, stimulative)
confrontation that will «initiate» them into the world
of language (in terms of them becoming intuitively «aware»
of the fact that something as «language» exists and — again,
intuitively — acquiescing to the /apparent, though in concrete
terms not yet comprehensible/ relevance of this «something»).
For this reason, it is most important that the stimuli they are
to receive as key perception inputs to ignite their perceptive
and imitative (learning) potential must be as bright, clear and
concentrated as possible.

While «minor (textual) forms» are not the only ones the
infant gets in touch with (as, primarily, there is still the
natural or even «baby» talk produced to or around them
in their environment), they are surely the most concentrated
in terms of the density of occurrences vis-a-vis the lengths
of their texts, as well as the imprint impact and frequencies
with which these (naturally, mostly orally, uttered) texts enter
the relatively short span of a growing child’s life.

Thus, what is most relevant here is not learning (or even
the learning of a language) in its totality (i.e. including the
bonds between sounds or signs and their «meanings»), but
rather its initial, formal stage — one marked with the
acquisition of the ability to identify and «discern» the sound

with Carpenter, M., Liszkowski, U. /2007/; as well as summarized and
commented on by Kessler, J. T. /2010/) or Slobin (on what he bases his
concept of language acquisition being a process that in fact equals the
acquisition of that particular language’s «worldview»; see mainly Slobin,
D.I. /1987, 2004/, and according to Bever, T. G. /1982/ or according
to Berman, R. A. /1994/) etc. All summarized under «adaptation»: where the
imitation is a method and behavioralism is a paradigm — the thin line
between behavioralism (with a negative extreme in «passive» imitation) and
interactionism (with a negative extreme in «too active a relativism»).
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(s) all the way up to the ability to imitate them; hence
(technically) to «master» what has to be mastered in terms
of the «craft» (form) until the «art» (the content, meaning and
later all lexical, syntactical and stylistic combinations etc.)
steps (fully) in.

What I argue here is that, while quite simple at the
beginning, with the content element gradually gaining in size
and importance, all the miscellaneous varieties of «minor
forms» are the means, tool and media that guide the growing
infant on its way towards the acquisition of most (if not all)
this knowledge.

As such, in what could be perhaps called (their)
«systematical randomness», they point out the limits of,
among other things, what — within each particular language’s
paradigm — is still possible, or what would already transgress
the boundaries; what is phonetically permissible not only on
the sound level «per se», but also in combinations,
frequencies, sequences and all other kinds of qualitative and
quantitative presence of the whole multiplicity of sounds each
natural language possesses; etc.

This «spontaneously imposed» insight into the value,
vicinity and valency of the phonetical system of the tongue,
i.e. the insight into what is and what isn’t usual in a language,
renders (as early as in the toddler) the notion of a norm and, if
not «all», then at least many of the possible ways of its
violation (s).!

The largely contextual way in which a (n own) language is
acquired (indirectly facilitating the ability to recognize the

1Tt is notable here (not only for possible further reference) that Roman
Jakobson and Morris Halle showed that the ability to identify basic binary
opposites (the kind of big vs. small, warm vs. cold etc.) is in fact «a child’s first
logical operation»; see Fundamentals of Language; Halle, Jakobson; 1956, p.
47). The question of whether the ability to tell the difference between both
extremities of such binary opposites is based on a (logical) pre-requirement
of their need to first identify the fact that these two «opposites» belong
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shape, lengths and boundaries of words, their rhythm,
syntactical value and valency, etc.) is the obvious natural
mechanism through which the connection between (the
«labelled») things, concepts, phenomena and tendencies
(association, shapes etc.) and the («labelling») meaning is
established. What in the initial «<sound» phase of language
acquisition happens at the level of the vowel, consonant and
syllable distinction? now happens at the «upmost» — i.e.
semantic — one: symbols are identified, the task of which is
to stimulate associations; norms are discovered (and/or
reinforced) that serve for guidance, likening or reference;
criteria of what is permissible are established; abstractions,
concepts and generalizations are built; in the way all the
needed «bonds» are created between the potential
dispositions for making language communication and the
symbols used to represent thereupon based ideas that are the

«somehow» to each other is however left unaddressed by the authors. In any
case, it was the (idea of the) application of the — originally phonology-
linked — binary-structure «system conceptualization» upon other
(communication / language / text) related fields (such as morphology, syntax
and semantics) that is, in fact, identifiable with the ascent of structuralism.
On the level of sounds, this would be reflected by the ability to distinguish
between what Trubeckoj and Jakobson called «binary opposite sounds» (or
what can with certainty be called «similar» but distinct letters — for example
«pa» vs. «ba» etc.). Interestingly, in terms of phonetics, it is again in their co-
authored book (referred-to above) that Trubeckoj and Halle understand as
«opposition» the difference between the «nasal and oral consonant» which,
according to them, also belongs to «the earliest acquisitions of the child»; see
Fundamentals of Language; Halle, Jakobson; 1956, p. 38).

2Though most probably it never happens «only» on the purely sound
level — be it for the «simple» reason that such («linguistic») sounds always
«appear» in the «vicinity» of actions, phenomena, things or other situations
with which they are, to a greater or lesser extent, necessarily associated (and
let alone the fact that even the «discernment» of a sound is a way
of understanding in its own right).
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basis for the later-on realized «paroles», langue is embraced
in the full sense of the word.!

These ever-tightening bonds can certainly be viewed as
some sort of naturally originated «gift». At the same time,
however, it is a kind of an endowment that in at least one
aspect gradually becomes a «golden cage»; one that is very
hard to escape from. On the one hand, this bond surely allows
for the organization of the world into all kinds of categories,
helps individuals get by in multiple sorts of interaction and
generally renders the «sojourn in the language» natural. On
the other hand, the more natural this «inner linguistic»
experience (existence) of an individual is, the more the
allegiance to it hinders such an individual’s ability to look at
one’s own language from a «foreigner’s perspective» — that is
from a viewpoint of someone innocent of that tongue’s
command.

Losing that perspective means not being capable
of something that in Czech would be termed «od-stup» (lit.
«away-stand», i.e. the German «Ab-stand») or «nad-hled» (lit.
«upper look» or: top view, in German «Oben-/an/sicht»/), i.e.
an «unbiased», «new» observer’s perspective, or — quite
correspondingly — a «bird’s eye view» (one which, however,

!For the basic variety of theories, approaches and concepts in relation
to the process of the acquisition of the notions of things, see
theoreticians as diverse as Vygotskij (1929, 1987), Koffka (1925), Piaget
(1925, 1928, 1952, 1954, 1962, 1964, 1970), Erikson (1963/1, 1982), etc. as
well as modern linguists — «relativists» such as Sapir (1921), «nativists»
such as Chomsky (1966, 1982), or «relativists»/«educationalists» such as
Slobin (1982, 1987). From newer contributions (available online), see,
among others, Ramscar, M., Gitcho, N. (2007), Ramscar, M., Yarlett, D.
(2007), Saffran, ]. R., Aslin, R. N., Newport, E. L. (1996), Hauser, M. D.,
Chomsky, N., Tecumseh Fitch, W. (2002), Dockrell, J., Marshall, C. (2015).
For an insight and explanation of how the cognitive reception system
of the brain generally functions, see, among others, Barsalou, L. W.
(1999).
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stresses or points out the absence of an exaggeratedly
emotional approach to a person, thing or occurrence) (see
ill. 5).

In most cases, children pass through the learning phase
smoothly, with some of them doing «better» than others
in some activities or tasks. After a time, basic links (i.e. that
which facilitate some «elementary» language coding and
decoding from/to symbols from/to the occurrences in the
world’s reality, finally granting understanding; hence
communication) develop into understanding,! which is
subsequently deepened and developed individually. In other
words: while learning and understanding is, in a way,
a «playful festival» of putting «meaningful» connections
together, the focus on sound «as such» represents —
in a way — its denial; indeed, an «autopsy» of language
in which the ultimate goal is to find the least isolatable
particles of sound, put them under a microscope and, based on
their detailed study, try to understand again a bit more what
kind of particles the whole language mass is built of.

Luckily (for both us and the language), this kind
of «dissection» does not require us to bring our basic
communication means to the other world. We are perfectly
fine keeping our living, natural tongue as it is, with the only
thing to be done being the realization of the fact that no
matter how functional the sound side of language may be, it
will still remain enchained in the close-to-«feudal» service (or
captivity) of «higher» linguistic components (i.e. its more
«mature» brothers of lexical and syntactical elements) —

1On the topic of «understanding» in children (during their language
acquisition), as well as for related child development topics, see, among
others, Vygotskij (1929, 1987), Piaget (1926, 1928, 1952, 1954, 1964) or
Erikson (1959, 1963/1, 1963/2, 1982); as well as miscellaneous contemporary
contributions such as that of Dockrell, J., Marshall, C. (2015) or Ramscar, M.,
Gitcho, N. (2007).
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which, in fact, helps it «come into being». This service goes
largely unnoticed (or is virtually unseen), and thus it is no
wonder that, historically, only few have raised the idea of —
for the sake of further exploration into this subject — (at least
partially, temporarily, more or less consciously etc.)
separating the meaningful (i.e. lexical, syntactical, semantic
etc.) component or «layer» with the aim of perceiving the
sound component (or layer) in its original, i.e. meaning-
«untainted» form.

While the separation of the meaningful from the purely
perceptional («abstract») might not have been, at the
beginning of the 20 century, «a new thing» as a «spontaneous
activity», doing so purposefully was however a game changer.
On the one side, there had always been attempts by artists
across the spectrum of artistic disciplines to see the world
with «new» eyes — (among other goals) uninfluenced
by meanings. These attemps had become more frequent from
around the latter half of the 19" century, i.e. after the arrival
of photography that, in many ways, freed the
artists’ (painters’ in particular) hands.

In the course of the following decades, it was
impressionists and, later on, fauvists who distorted image
to produce a feeling, while, even later on, dadaists and
surrealists took advantage of traditional shapes (or shapes
that «made sense») to produce «controlled nonsense».
However, no matter how scientific their goals were (in terms
of being in fact controlled testings of recipients’ reactions),
these «experiments» of theirs were mostly intuitive or
selective, i.e. not conducted in an organized, described and
clearly defined way; at the end of the day, their authors were
still artists — not scientists.

Compared to that, the obviously targeted experiments and
«conscious» observations of some of the «belle époque»
linguists were already much more sharply defined and goal-
focused: what these lingists in fact tried to do was
to scientifically apply an approach that, in its core and nature,
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had very much in common with one of the «legitimate»
artistic visions of the world — one in which, instead
of a «conventional» world filled with meaning, the spectator
sees «only» sets of colours, shapes and sounds: a world rid
of meanings and only filled with abstract (or neutral,
association-free) phenomena — contours, shades, chromatic
variations.

These «linguistic counterparts» (of their artistic
predecessors and peers) — the likes of Nikolaj Trubeckoj,
Roman Jakobson and Viktor Sklovskij (to name some of the
most distinguished Russian ones) — on the contrary refrained
from any «random» elements of the artistic work and focused,
from the very first decades of the 20" century, already fully
consciously and purportedly, on the identification, isolation
and comparison (etc.) of the most elementary sound particle
of the language (as well as all the ensuing research work based
on such initial inputs).

In this context, there can be little doubt that the question
reading approximately as (some version of) «How a particular
language’s command-free hearer of that particular language feels
like when exposed to that language’s sounds?» was one of the
most weighing ones.

Trubeckoj, Jakobson and the closely related OPOJAZ (The
Society of Poetic Language) group (of which Sklovskij was quite
probably one of the most salient personalities) were the early
20th century’s materialization of a linguistic approach for
which, in the years closely preceding and around the turn «des
siecles», linguistic theoreticians such as August Leskien (1840-
1916), Jan Badouin de Courteney (1845-1929), Lev Scerba
(1880-1944) and, last but not least, Ferdinand de Saussure
(1857-1913) began to pave the path. These predecessors
of the later-to-become Russian «formalists», though scattered
all across Europe, were most probably aware of a great deal
of one another’s achievements, as well as of the state of the
linguistic science of their day and its setbacks, aspirations and
tendencies. Similarly, they were arguably well informed on the

36 Aesthetica Universalis



achievements, trends and tendencies in all other scientific
domains — which here, in this very special historical period,
ranged from the exact («positivist spirit-filled» ones) to the
scientifically irrational or subjective and — quite
symptomatically — challengingly (or: vanguardishly)
relativistic. While not at all times identifying themselves with
any of these «innovations» nor ever considering change in the
linguistic research and scientific approach paradigm, it was
themselves who, whether voluntarily or not (and consciously
or not), through their work in fact became the connecting
element between the «old» (traditional) and the new
(innovative) style of how language was be looked at.

Once — in de Saussure’s words — the «synchronic»
approach to language study replaced the «diachronic» one,!
the «real» speech (which was, in fact, consequently also the
«uppermost» limit indirectly «prescribed» by this new
approach) began to be analyzed not only on the level of its
largest possible units (i.e. for example larger or shorter texts
in communication such as dialogues, drama pieces, stories,
etc.), but also — quite in the contrary direction — all the way
«down» to its smallest parts. The delineation of the research’s
focus on «only the present»,? in the first place limited the
volume of a researcher’s determination in the sense that it
virtually cut «all» the historical development of language from
his «legitimate» focus; having done so, it opened the potential
of focusing more on the formal (istic) side of the researched

!T.e. when the focus of a linguistic researcher shifted from the (so far
prevailing) interest in the historical development of the language to its the
«contemporary» side: namely its truly realized texts and all kinds of its
varied forms (including not only dialectical but also spoken variations);
in short, the real «trace» a language leaves.

2 Which here means: that which happens in the present time, «real text»,
present-time communication realizations and their forms (i.e. in precisely
such shape in which the text has been produced /pronounced, uttered
etc./).
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text; finally, the combination of these two stimuli gradually
led the researcher to, all the more profoundly, delving into
«what remained». This way, this «isolation» (or: «limitation»
of the subject of research in terms of its magnitude) led
to opening up new horizons on the level of the — so far
somewhat neglected — linguistic microelements: the sounds,
their (physical) qualities, and their mutual relations.

In these terms, the whole «époque» culminated with the
publication (1939, posthumously) of Trubeckoj‘s contribution
to de Saussure’s teachings,! in which Trubeckoj (who himself
was a direct student of Leskien) explained what he perceived
as an opposition between langue (Sprachgebilde) and parole
(Sprachakt).

Linking phonetics to realized text (parole, Sprachakt) and
phonology to the whole compound of language (langue,
Sprachgebilde),? Trubeckoj — in what was to become one
of his major contributions to linguistics — proposed the
concept of the smallest identifiable sound particle
of a language: the phoneme.

A distant cousin, predecessor and paradigm analogy
to Whorf’s «allophone», the phoneme also became a sort
of prototype of (the way of searching for) any abstract,
generalized unit of any «outstanding» sound feature (s)
of a language; an (isolatable, identifiable, «delineatable»)
desirable (abstract) unit of (not only) language that — in its
variables — in fact stretched «all the way» from (phoneme
and/or) morpheme to, at least, (Levi-Strauss‘s) mytheme?® (see
ill. 6).

' Mainly the Course de Linguistique Générale (Course in General
Linguistics); collected posthumously and published in 1916 as
a summarization of the lectures given by de Saussure already between
1906-1911.

2 See Grundgziige der Phonologie (Trubeckoj, 1939, pp. 7-8).

5Though Lévi-Strauss «inaugurated» the «mytheme» in the field
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As indicated above, not only Trubeckoj, but also Jakobson
was largely drawing inspiration from the spirit of his time —
as did the men of OPOJAZ to whom Jakobson was a friend,
colleague and co-inspirator, and who, all together, not only
converted to reality what had been inaugurated as a possibility

of anthropology as a (kind of a) basic unit upon which myths are built
(as well as, subsequently, human thinking and culture; see, among
others, Lévi-Strauss 1955, 1962, 1963 and 1964 — 1971), it was Jakobson
who perceived mythemes in a more abstract, perhaps «linguistic» way: as
units that, similarly as morphemes, carry no meaning of their own, but
may add or change the meaning of the structures within (and to) which
they are the «efficient agents». This way of thinking seems to be a part
of a more general approach by Jakobson, in which he most likely
remained quite coherent: it may be worth noting here that the Prague
circle (of which Jakobson was one of the most salient members) had
already defined the «morpheme» as part of the word which, in a number
of words, has the same formal function and is indivisible into smaller
parts endowed by that function (see Travaux du Cercle Linguistique de
Prague, No. 4, 1931, p. 321), or from which Jakobson later on — i.e. while
already in Copenhagen — commented on the (in terms of its abstract
character, closely related) «phoneme» as possessing in fact no other
quality «but that of the fact of being different»; for this comment see
Durovi¢ (1997, p. 1) quoting Jakobson (1971: Selected Writings, I,
Phonological Studies 2. The Hague — Paris: Mouton; p. 310). From all
these episodes, it seems very probable that Jakobson perceived these
elementary structures as void of meaning of their own, yet in possession
of the power to change as well as being valid only as parts of higher
structures. Based on that, it would be quite safe to say that in the
Jakobsonian understanding of things, any abstraction such as the
phoneme, morpheme or even mytheme is primarily an «agent»
of markedness — i.e. the distinguishing element (carried
by a phenomenon equipped with a form) whose primary importance lies
in the fact that it is significantly different (and thus also differentiable)
from others. As such, it could quite probably be considered also as the
«agents of defamiliarization» (i.e. «estrangement», artistic norm violation,
author’s «strategic» distortion of the text etc.).
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by de Courtenay, de Saussure and others, but also laid the
grounds for much more.

In Jakobson’s case, the span of future activities ranged
from film to literature; from language theory to the search for
language universals. In all this, he excelled, debated, inspired,
and taught further generations of linguists.

There was however one particular field in which his
contribution was especially notable and widely known;
perhaps to such an extent that the findings realized by him
there became an occurrence the ownership status of which
(just like it usually is the case in popular songs) is close
to a public property — i. e. one almost bereft of its authorship.
What I am referring to here is his distinction between «the
marked (ness)» and «the unmarked (ness)».

Similarly to Trubeckoj, with whom Jakobson was in close
touch even when exiled (thanks to the advantageous
geographical location of the Moravian capital of Brno, which
brought him in comfortable proximity to Trubeckoj’s new
«<home base» in Vienna), he started briskly applying this
(objectively funded) contrastive principle also to the domain
of (linguistic, phonetic) sounds; a fact that, further on,
perhaps led to, based on his thinking, to conceptualizing (all
of) such sounds as a system relying on only sharp,
«uncompromising» and (seemingly) space- (or nuance-) free
contrasts.

With both Trubeckoj’s and Jakobson’s scientific reputation
(sometimes almost bordering on a mystical halo) as well as the
undoubted importance of their contributions aside, some
questions may however arise in relation to how these two men
saw and thought their conceptualization (s) helped make
others see the «world». Why so?

Well, without denying the quality of «being outstanding»
(or: «marked», thence «markedness») its objective validity,
I am convinced that we at the very least are entitled to wonder
to what extent it is possible to — in a somehow, almost
«generalized» way — «lock» (practically) the whole world into
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a binary opposition scheme resting on the (opposite) nature
of the marked-versus-unmarked contrast.

«It’s based on — and related to — de Saussure’s langue / parole
distinction,» most will quite probably say. «That is where both
Trubeckoj and Jakobson (as well as others) gained their inspiration.»

But does even this distinction stand on solid ground?

As a side note, I have recently opened a closely related
topic in an ESPES! article, in which I primarily tackled
selected aspects of perception and interaction,? stating in it
that while the understanding of parole as a «speech act» is
correct, the notion of langue — contrary to how it has come
to be dealt with commonly (i.e. as some sort of a «body of the
language»), is rather the «arm» (i.e. the technique, craft or
skill) through which the potential contained in langage (i.e.
the total reservoir of all the lexical fond with all its variables
or, in brief, «possible linguistic worlds») is contained.

On this basis — and disregarding whither of the «langue —
parole» or «langage — parole» pairs has more of what we think
it has to have to more genuinely represent an opposive
relation — the contrast here is not «binary» (or that of «pure
opposition»), but rather one of «mere» potential: in the case
of what I see as the more contrastive of both mentioned pairs,
i.e. the latter (= the langage — parole one), that of the a) total
of all possibilities (variables etc.; = langage) versus the b) truly
realized variable (= parole).

In other — and to art theory (or aesthetics) more
familiar — terms: background and foreground, or — even more
precisely — «context» (understood here as such «elements»
that come implicitly, i.e. «<with the text» /con-text/, as they

'I.e. the ESPES journal (published by the Institute of Aesthetics and Art
Culture, Faculty of Arts, University of PreSov, Slovakia).

2 Published for ESPES, Slovakia. See Notes of the text; part I (Krdtky, 2019,
p. 60, 61 and 65).
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«rest in the realm» of only mere /«unpronounced»,
unformulated, unexposed / options) versus «text» (i.e. the
realized, explicit one; the parole).

The (not only Gombrichian) contrast (a background where
no attention lies versus a foreground on which all the
attention is focused) is certainly there; but, can we really be
sure that both these elements are of the same «substances»
and thus may pass for «genuine» (i.e. of the same-quality,
«homogenous») opposites? How can we know that they are
not, for example, rather «simple» complementary units
of (sometimes, and quite often, quantitatively, qualitatively)
different substances, the only uniting element of which is the
focused / unfocused attention exerted by the recipient in the
moment of a text realization (speech act, parole, Sprachakt,
etc.)?

And even if we make do with the somewhat ambiguous
notion (and understanding) of (un) markedness and turn our
attention to the more clearly «defined» one of phonology, we
still have to ask: what are the properties (or criteria) that
decide about where one sound ends and another one begins?
Are these «borderlines» defined by some sort of a «lesser»
similarity! in pronunciation, by the place where a sound is
created in articulatory organs, or even by the written shape
of this or that particular sound? Are thus the Czech «S» and
«S» «minimal pairs», while the Russian «C» and «III» not (or,
for example, «not that much», only to a «lesser degree» etc.)?

In very much the same vein, we may justifiably ask further:

Was the historical person’s properly spelled name «Fanakati», or
«Banakati?»?;

11.e. one that is somehow «lesser» than a similarity (which, in its turn,
would then be — somehow — «fuller») and will thus ultimately still pass for
«identicality».

2In addition to https://www.scribd.com/document/464560712/
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or, possibly:

Can an Arab shop owner whose name is pronunced as [SamaS]J® place

a symbol of a sun, pronunced as [Sam/a/s]* above his store’s door (in an
attempt at an ,actualization pun» to his own name aimed at catching
the attention of buyers) and realistically expect the recipients of such

a message to understand?®

In this, Sklovskij, at least to me, seems to be soberer.

Raverty-1881-Tabakat-i-nasiri-vol-1-pdf ~ or  https://archive.org/stream/
in.ernet.dli.2015.82765/2015.82765.Tabakat-I-Nasiri_djvu.txt, see for
example Fallahzadeh, M.; Forogh Hashabeiky, F. (2014) Bukhari
(Sufiyani) // Studies in Persian Cultural History. Brill or In-Sung, K H.
(2016): Islamic Material Culture in Medieval Korea and Its Legacy (2016, p.
158).

5 An Arabic word root actually related to the feeling of «being frightened»
«or scared», i.e. a consonant-trio sound which would be expected to be
relatively heavily connotated with a certain type of associations. See
Arabsko-russkij slovar’ (Baranov, 1957).

* Arabic expression for «Sun».

Sl.e. similarly to (mostly Levantine dialect) spoken Arabic expressions
such as «ktir» (very, much, many), «bliza» (ice-cream) or «darari»
(necessary, inevitable, needed) that represent the commonly pronounced
language forms for the «proper-pronunciation» «kathir (“"/*")», «biZa
@) “ and «Dariri (j*)». Furthermore, quite typical for common spoken
Arabic are modifications of the (hypothetically, i.e. «correctly») uvular
(and thus, compared to its counterpart, «k», «emphatic») «g» (letter
«qdf»); this letter («qdf»), apart from being completely left out (or, more
exactly: replaced with a glottal stop) in most Levantine spoken dialects,
has in the spoken Palestinian variant of Arabic (dialect or, locally,
«amija») shifted to an («ordinary») «k» — in a move in principle similar
to the «general» shifts (outlined above) from emphatic vowels to non-
emphatic (i.e. pronunciation-wise «unstressed») ones. Here, similarly as
in many other cases and over many other examples, the question arises
of what it is exactly when we say ,, (binary) opposition», as well as what
is «contrast», (non) markedness» — and what is, quite simply, «careless
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Unlike the worldly and «creatively explosive» Trubeckoj and
Jakobson, he seems to have been more concerned with some
sort of «grounding» of the principles he looked for. Rather
than contemplating «contrast» as the default situation (or:
configuration), he most probably adopted a different
approach: that to which the norm was the point of departure
rather than the extremities. Or wasn’t it namely the norm that
he had in mind (as the to-be-estranged «canonical» version)
when laying out the main principles of his defamiliarization
(«ostranenije», i.e. «estrangement») observation?®

And while the «estrangement» is still a rather qualitative
(theoretical, generalized) concept, Sklovskij’s strategic
handling of it and his firm connection to the initial «point
of departure» (i.e. the norm) is most clearly reflected

pronunciation»? Further on, yet in the same vein: where is the borderline
at which the meaning stays the same? Or, in other words: how much
further beyond the (pronunciation) «standard» are possible
«mispronunciations» still tolerable? Where (or: when?) does the point
start from which it is no more so? Did not already Jakubinskij observe
that careless (or: «neglectedly realized») pronunciation on many
occasions simply «happens» — while it is so without any Ilargely
detrimental effect on the resulting product (= i.e. on the message that
the /pronunciation-wise erring/ author wants to convey to the recipient)?
For further reference (here based mostly on terms non-related
to phonetics and referring mainly to various shortened and, in normal
spoken interaction, habitually distorted forms) see O dialogiceskoj reci
(Jakubinskij, 1923, pp. 193).

¢Even though from the practical point of view (or: in the current, «at the
end of the day» kind of sense) it is of relatively little importance whether the
norm is a compromise of (two) «ex machina» opposites, or if it is the
opposites that originated from the norm. It still remains a kind of «chicken
or the egg» paradox, with the only difference that here the answer most
likely lies not in the objective domain of the development of species, but
rather in the subjective-objective field of the (development of the) human
perceptive dispositions.
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(explained and understood) in another major phenomenon
(observed and) described by him — the «prijom» (i.e. the
technique, tactic, strategy with which the author creates the
text, employing all the respective instances
of «defamiliarization»).

This shows us that while Trubeckoj and Jakobson relied on
a dose of some «creationism» or a certain «mysticity» (of an
almost «deus-ex-machina» kind) when self-confidently
describing all the opposites «found» (as if these were simply
«there» in some sort of an «ever-present» way), Sklovskij
managed to be innovative yet also stay realistic. While
Trubeckoj and Jakobson in fact departed from an almost «yin-
yang-like» binarity notion (only to — as it, implicitly, looks
like — conclude that there is no «norm»; a conviction that
could have been furthermore facilitated by the obvious truth
that «ideals» do not exist either, nor can they be measured
anyway)!, Sklovskij did something else: he departed from
a (I admit, hypothethical) «norm» — and looked for its

1'See Trubeckoj (1939, pp. 5-8, also further), in which he in principle
concedes that «phonology to phonetics» is basically the same as
(in Trubeckoj’s understanding of both de Saussure’s terms) «langue
to parole»; i.e. while phonology is how the sounds (that are present
in a natural language) «are» in general, phonetics deals with each
(particular) language’s sounds in particular (or: with concrete «realizations»
of such /particular/ sounds in /each particular/ language system). If we,
however, together with Trubeckoj, consider both these «extremities» as
«opposites», we have to ask ourselves immediately: what are the criteria
according to which the quality of «being an opposite» (or «being a two-part
set of mutually opposite phenomena») is assessed, defined or measured?
Aren’t we observing here primarily «extremities» achieved by deriving them
from the «norm» (i.e. norm in the practical, «average» or «mean» sense
of the word), rather than (properly, independently, «ex nihilo») «created»
(and thus — consequently — «real», «genuine») opposites? Where is, in this
context, the borderline between an «opposite» and the quality of two sounds
of forming a «minimal pair»? When we for the example look at Sklovskij’s
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violations.?

At least to me, his conclusions thus work more
convincingly; they also generally seem to be more plausible
when confronted with reality. Graduality, the varying intensity
of deviations, distortions, artistic omissions, redundancy and

comparison between «ib» and «i» (using the word forms «Borib» and «Bom-
ns1», see Sklovskij, «O zvukach stichotvornogo jazyka», in: Poetika, 1919; pp.
37-38), we see that the described sounds are clearly different; my point
here, however, is whether the mere fact of being «different» as well as, at the
same time, «similar» (or «of the same category», «identical paradigm») etc.
is enough to make such «similarly» sounding, yet different (pair of)
consonants or vowels opposites to each other? Which may lead us to,
perhaps, further asking: are all opposites opposites in the same way, i.e. is
there a scientifically defined principle in accordance with which two
phenomena are objectively describable as «opposites»? And if not, is this
case not rather one of two «wholesome», full-valued different sounds which,
from a certain point of view, are more similar to each other (than some other
two)? While, further on, it is obvious that if we consider these sounds as
parts of «larger» sound representatives (of a «higher sort» — such as, for
example, words), their seeming similarity (manifested more clearly when
they are «isolated») becomes immediately less clear. To which, further
questions may be added, such as: To what extent, in the end, are «sounds»
actually isolatable? And even if, we still may ask: is there any reasonable
point to this isolation, or at least such that would justify them being
opposites, even though by isolating them they become rid of any traces
of meaning (they are still more likely to be at least contributing to while
parts of larger units)?

2 See mainly Sklovskij: O zvukach stichotvornogo jazyka (in: Poetika, pp. 37-
38). Jakubinskij already speaks in fact of the separation of phonology and
phonetics (or: «language» and «parole» ; see: Jakubinskij, O dialogiceskoj
reci, part. VII and VIII, pp. 177-194), where he gives clear examples of how
natural speech (or: «natural dialogue») differs from the «theoretical»
(«<monologue») language. Both Sklovskij and Jakubinskij, however, conclude
that any forms of partially changed, shortened or otherwise «distorted»
(common / habitual language) sounds (common language variations) usually
do not have any significant impact on an understanding of the whole.
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other space for various degrees of conformity — and/or
deviation — vis-a-vis the norm in my opinion make more sense
than the still somehow prescriptive definition of something
that not only the founders of such an approach, but also their
followers (sometimes a bit blindly) adhere to.

Trubeckoj’s life ended prematurely (dying
in 1938 in Vienna), a year before his «grand oeuvre» Grundziige
der Phonologie was published posthumously. Passing away
in safe reclusion from one adversary that he had escaped, he
left this world shortly before another one was able to fully
gain power.

At the very onset of the war, Jakobson, unlike his
prematurely deceased peer, managed to leave behind all the
perils that would most probably offer him a fatal lot and,
under circumstances not void of dramatic events, finally
landed in the United States. There, he devoted all his life
(dying in 1982 in Cambridge, MA) to the further development
of his ideas, directly or indirectly inspiring a bright palette
of linguists, communication theoreticians and cognitive
scientists (of varied yet interrelated walks of academic life —
such as Claude Lévi-Strauss, Michael Halliday, Noam Chomsky
or Anna Wierzbicka).

As for Sklovskij, he drew on his earlier remarks on
«estrangement» (ostranenije) as part of the author’s
«strategy» (priom) by turning it from theory into practice: as
Roskino’s scriptwriter, he had a whole multitude of means and
choices at his disposal to help him (dramatically, artistically,
but — most importantly — practically) render things and
situations in such a manner so that they offered the spectator
(«reader», recipient) completely new perspectives on their
perception. As such, he was one of those who, during the
course of the better part of the 20th century, kept articulating
a shared invitation for casting new light on «old» things.

Varying only in partial details, this unisono call came
expressed in many different texts by authors stemming from
many different fields — ranging from aesthetical theory
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to literature; from communication and linguistics to practical
art. Despite the many nuances and points of view, there was
one thing in common between all of them: rather than results,
it was the approach — the method — that was of new (or, more
precisely «innovative») value, seeing worlds with «new eyes»,
or more exactly: trying to look at the existing worlds with
perhaps «conventional» eyes — but searching for new ways
of how to do so.

At the start of a more dedicated and systematic study
of the sound element within the language, there might have
been a belief in deeper «platforms» upon which «meaning»
can be laid and that are virtually «constructed» (or «provided»)
by (or «exist» within) larger «formal» structures. The
motivation for focusing scientifically on (linguistic) «sound
(s)» would then actually be explainable by these sounds being,
in fact, a microlinguistic analogy to the (main) macrolinguistic
object of «synchronist» linguists’ concern — the formal
aspects (side, features etc.) of the text.

In light of this, we may argue that the truly innovative
aspect was the moment in which the focus on the sound as
such started to be emphasized — i.e. the «sound» in its
physical form, destitute of any meaning; or, in the minds
of the pioneering (modern) phonologues, at least any other
meaning than that of being «the opposite of its own opposite».
In other words, the moment when the scientific selection
of only physical features of each particular sound (and their
due examination) was the case. An approach that, instead
of a search for microscopic parallels to macrolinguistic
phenomena, stood at the beginning of a scientifically
motivated effort at a «strict disconnection» between the audial
and the semantic side of the sound.

The principle of this approach in fact consists of (and
requires) reaching such a state within a person’s own language
in which the native speaker of the language is listening
to such a language, yet their ability to focus primarily (or
exclusively) on the sounds (and not their meanings) that such
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an auditory experience offers is as high as if though such
a (native) speaker were listening to a language he or she does
not understand and / or has not heard before (see ill. 7).

Imagine hearing this «language» for the first time (and let us assume
that you do not understand it). Based on that, upon hearing this person
talking, you are much more likely to focus on how his utterance sounds
rather than what it (may) mean (s); of course, possibly, safe for some
«universally intelligible» intonation nuances, combined with the context
in which such an utterance would be used, that may possibly offer some
clue to some parts of its meaning.!

Dealing with the (phonetical, thus meaningful) sounds
stripped of their meanings is an approach that displays clear
parallels with certain approaches in art (or: approaches
to «depiction»). It’s because such an approach actually
touches on the threshold of the «overt» abstraction — one
delineated by, roughly, Mondrian or Pollock on its farthest
end, and at about the level set out by Picasso’s «<Houses on the
Hill»?, carried out in a way which in fact renders it bordering
on the abstract® (see ill. 8).

! Anytime when we find ourselves listening to an unknown language that
possesses some clearly distinguishable (i.e. «marked») features (such as the
emphatic, nasal, or sibilant /etc./ sounds), let ourselves get «carried away»
by a poem’s onomatopoeic combinations, look at a landscape or just enjoy
any such view which allows us to refrain from the urge of «naming»
(associating, attributing to etc.) what we see, or if it is just that we have
simply learnt how to perceive anything in such a way, i.e. to see «just» the
shapes, colours or contours, the «conventional> meanings (or
miscellaneous ways of practical use of what we see) of which are not
allowed to ever make it to our minds (unlike the vast majority of «normal»
cases when they do so «automatically»), we in such instants find ourselves
always on a path towards the abstract — one based on our own (chosen,
selective or passive etc...) abstraction of the world, of reality, of the
moment.

2See also the comment and context of using the same image in Krdtky
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Maybe somewhat hidden and inconspicuous, yet well
attainable for everyone and not different in its principle, there
is the everyday abstract: the one you arrive at when looking
out of the window and try (after some practising, most
probably) to perceive only colours, contours, movements or
shapes — i.e. leaving out, from what you see, the meanings
(«house», «tree», «cloud»...) associated with them.

It is here that I can see parallels with Trubeckoj’s and
Jakobson’s point of departure, which in my opinion consisted
of some kind of an «intentional» («controlled», «purported»)
«closure of the mind» vis-a-vis all the meanings attributable
to any sounds in (any) language — and the aiming of the focus
at noting more than «just» the sound (s) on their own.

With a relevance to this, Sklovskij in his On the Sounds
of the Poetic Language* article, says that in the case of poetry
(or the poetic language used therein), it is the sounds and not
the meaning that step into the foreground of the recipient’s
attention (and that it is to these sounds that the emotional®
relation is formed).® The shift of attention from content
to form (or forms) that takes place as a direct consequence

(2019, Aesthetica Universalis, pp. 23).

50r: using such a «schematic» method of picturing the subjects that any
little beyond it, the abstract is about to begin.

4 See Sklovskij (in: Poetika, 1919, pp. 38—49)

5 Here it is quite probably right to say «aesthetical» as well. Therewith not
denying the fact that an emotional relation may be established to (or provoked
by) not only the form, but also by the content; yet by each in their own right.
Focusing on the emotional power (or aesthetic effect) of tonality, Sklovskij
here in fact brings about arguments that support the idea of «abstract» texts
(i.e. such texts that are void of any meaning in the traditional, «Peircean»,
sense) possessing the ability to reach the «aesthetic centres» of the recipient’s
brain faster (and in a much more direct way) than «meaningful» texts (that,
in the end, distract the recipient’s potentially direct attention otherwise fully
and easily concentrated on the — meaning-free — aesthetic). On this topic,
see also Where Peirce Ends (Kratky, Aesthetica Universalis, 2019).
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of changing the «standard» (normal, «unmarked») language
for the «poetic» (or, within poetry itself, in this particular case,
«onomatopoeic») one («defamiliarized», «marked») is thus just
an inverse side (complementary action to, the equivalent etc.)
of the process during which the meaning-loaded element
of the text retracts in favour of the meaning-free one (and
thus more proximate to the «sensory» perception, or
perception more directly open to the aesthetic perception
in that sense that it leaves the content component out.”

This way, in the great plan, Sklovskij does nothing else
than, in fact, correlating again with himself or further
developing his own concept of «strategic defamiliarization»
(«prijom ostranenia») — because isn’t also «the aesthetic»
achieved by (a) «violation (s) “ (i.e. defamiliarization,
«estrangement» etc.) brought to life namely by the fact that
the element (s) that would have otherwise stayed in the
background are «suddenly» (i.e. «in violation of all
expectations»), yet well purposefully (because upon the
author’s strategic decision) brought to the fore?

One of the main «by-products» of the «invasion» of all
sorts of minor (folklore) forms — this «shock therapy»
of a peacock parade in our childhood — that «takes us
by storm» at a certain point in our tender ages is the inception
of the process that converts «tabula-rasa» children into
sophisticatedly interacting grown-ups. In its own
characteristic fashion, it helps the young pave their way into
the natural-language interaction world. The more intensely
this process transpires, the more our «ability» fades out
of perceiving our (to-be) native language as (the formerly
omnipresent) «meaningless sounds» that, at the very most,
would, by then, converge into (indiscernible and

6 See Sklovskij (in: Poetika, 1919, p. 41)
"See Krdtky, O.: Where Peirce Ends: Reflections on the Abstract (2019,
Aesthetica Universalis, p. 23).
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unintelligible) larger units: as we start to understand, delving
still deeper into the ocean of our language, we lose the
capability of looking at it as something that can be — if the
need or wish comes — easily separated from us (i.e. looked at
from a distance or even examined on a laboratory table).

The moment we saw our language peacocks was the
moment we started losing the ability to look at our («own»)
language independently from its meaning and content
components; to see its colors and shapes, innocent
of associations that its sounds would, from that moment on,
be necessarily taking.

Thanks to our «peacocks», however, we are able to learn —
a process that usually happens fast in infants who are
«unaffected» by any previous experience.! Within this
process, however, all what up until «today» has been perceived
as colours, sounds, contours and, for instance, events of both
standstill and motion, will «tomorrow» end up caught up
in cages of meanings. Direct perceptions of contours, colours
and proportions will change into terms like «houses», «clouds»
or «trees»), rendering any «spontaneous» learning (or intuitive
acquisition of information, let alone «pure» artistic / aesthetic
perception) more and more difficult.

Nonetheless, there are disciplines that may help unchain
our «vision» (or «clairvoyance»). Both art and science are
examples of such domains. So while Trubeckoj and Jakobson
did so on the linguistically microscopic level (and the
formalists adopted a similar approach, yet on the level
of larger textual units), artists — starting, on the great scale,
from the impressionists — helped usher in not only a new
perspective of looking at the surrounding world, but also (and
this is of basic importance) the right of the very approach

'In relation to the topic, see for example Eimas P. D., Siqueland E. R.,
Jusczyk P. W., Vigorito J. (1971); Mandel, D. R., Jusczyk, P. W., Pisoni, D. B.
(1995); Swingley, D., Aslin R. N. (2000).
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to artistically creating in this way as well as the status of that
right being a fully legitimate one.

An interesting offspring of this «new creativity» may be
the certain increased «disjointing» of the «standard» symbol-
meaning liaison which may be well reflected in the only
partial, would-be (yet, in fact, stereotypically) «innovative» or
utterly commercial (profit-motivated) employment of the once
firmly related parts of the semantical chain — with the
practical outcome consisting in these elements (dislocated
from their semantical roots) being (ab) used for miscellaneous
types of « (semi) art» like advertisement posters, lifestyle
narratives or consent-manufacturing campaigns.

In summary, the utilization of such elements for such
goals, the questionable moral dimension of which was first
pointed out (as some sort of «stereotype exploitation»)
by Barthes, later on elaborated by Foucault and strategically
integrated in what could be possibly called his «great march
against (any) order» by Derrida (see ill. 9).

On the Old Continent, the «pragmatic» misuse of what
once started with an artistic euphoria and exaltation ended up
with (the artistic and partially also scientific and political)
refusal and negation of art being part of the marketing (or
propaganda) chain. In the United States, (un) surprisingly (?),
consumerism — propelled by the production-marketing
capitalist machine — made its way to a prosperous coexistence
with an otherwise very mature art expression (see ill. 10).

In my opinion, the work by Warhol reproduced in ill. 10 should in no
way be interpreted only as some kind of a «<smart protest» again
consumerism; that would be too much of the «European» (possibly even
the former Soviet-bloc’s automatedly, stereotypically moralizing
mentality’s) — in any case, ideological — approach to it. In fact, what
we should rather speak about here is the expression of a symbiosis

of both «art» and «consumerism»; a — judgement free — report on (or:
testimony about) a life where both these phenomena live side be side;
where they, to a larger or smaller extent, affect each other, interact,
merge.
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We may surely theorize abundantly about the extent
to which structuralism is just «mutated formalism» and
whether the art — and, in the last half century, also the
humanities — is rather «disciplined» and «sober» or, on the
contrary, even more daring than the (ostensibly) «rebellious»,
scandalous and at-any-price innovative European one
(of which the French like to be considered a showcase).!

What remains clear is that this sharp distinction between
the «European» and the «American» came more greatly to the
fore only after the 20th century’s main traumatizing events
separated the initially united road: first the onset of World
War II and then the Cold war. What has been, from the
perspective of this paper, described as a simple farewell
between Sklovskij and Jakobson (and, in this first «act», ended
with the flight of the latter), was in fact, an «ordinary» «micro»
-story of two friends that, however, along with many other
parallel and largely not-dissimilar fates, formed the beginning
of a process which — gradually — culminated in the
separation of not only individuals, but whole continents.

In the line of the humanities, it is nevertheless certain that
what started with formalism continued to further find its (re)
new (ed) expression in structuralism. Simultaneously, both
these directions «were around» when the roots of other
«modern» domains were laid, such as cognitive neuroscience,
artificial intelligence, modern literature theory, («new»)
anthropological approaches such as thick description,? as well
as — though in the sense of the partial or total denial of the
structuralists’ beliefs — the many forms of «post-modern»

UIn this context, see for example the «Sokal affair» (commented on by,
among others, Weinberg, 1996; Hilgartner, 1997 etc.), as well as its full
background, motifs and context.

2A term coined by anthropologist Clifford Geertz to characterize
a description within anthropological studies that relies largely on the
explanation of phenomena in as full as possible a context, as well as the
description of that context.
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relativizing disciplines such as (Lacanian) psychoanalysis
and / or (Derrida-style) deconstructionism (as well as its post-
modern derivatives).

In any case, the potential shown by the path taken by both
the formalists and their «semi-independent» peers Jakobson
and Trubeckoj may serve as a source of inspiration in any
domain in which (literally) «new points of view» are to have
their place.

At the same time, be it voluntarily or not, it in fact
parallels the way in which realism, through defamiliarization,
resulted in abstract art — a process which, in its turn,
facilitated a (sophisticated) return to «pure» realism: i.e.
to the real shape, quality and size of the phenomena (sounds
of language, in our case) observed and analyzed in their pure,
i.e. rid of any attributed (i.e. only a posteriori determined)
meaning (s).

From the point of view of art and aesthetics, the ability
to see (pure, real) phenomena (i.e. to see /or: perceive/ what
we really see, i.e.: /primary/ perceptions bared of any
«meanings» /such as conventional terms only secondarily
added or «attributed» to their combinations/) keeps us in the
light of inspiration — or, inversely: prevents us from the
ascent of the «dusk» of petrified conformism; from darkness
without dreams, ensuing when resignation from imagination,
play, quiet, yet sophisticated meditation has been ushered in.

For some, this darkness equals the comfort zone
of a sleeping reason (see ill. 11).

Nonetheless, there is also a pleasant darkness: one after
which sweet dreams should come. Such dreams are brought
about by lullabies — which, in themselves, represent somehow
the opposite of the «happy» and «wild» songs of the daytime.

Invitingly merciful, they anticipate the tones of the night,
the melody of rest and patterns of quiet sleep. For some, they
mean the retrieval of strengths for daytime struggles,
a comfort zone filled, among other things, perhaps also with
Lermontov's «<sweet» 10 (and rhymes built on the basis of it):!
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Take, for example, the word «lullaby» (onomatopoeic in itself); or the
(relatively recent) Czech ,invention’ of «dumky Zalky...»;* further on, the
«exemplary» Czech romanticism (onomatopoeic) verse part of «vyvalily
se viny zdola...»;* or, for the sake of more examples, the random
Russian words that may come to mind (to speakers) such as «yrom» /
«ujut», i.e. shelter/, nputomums /«prijutit», i.e. to shelter/, yoaroxkamso /
«ubajukat», i.e. to put to sleep by lullaby, to lull/, but also, for instance,
katokea /«kljukvay, i.e. cranberry/ or 106ka /«jubka», i.e. skirt/ etc.*
Here we are just one step away from the already aforementioned
example of (Sklovskij citing) Lermontov and his «to» short poem.’

There is something that makes us tend to associate the
daytime with the peacock’s daring sound — be it the
spontaneous (we might even say «involuntary») learning
facilitated by the never-ceasing exposures of the (mostly)
young to new or newly marked phenomena, or the

'For more context, see Sklovskij (O zvukach stichotvornogo jazyka, in:
Poetika, 1919, p. 39-40)

2 An «onomatopoetic neologism» that, however, was very well-accepted
by the broader public. Excerpt from one of the central melodies from
a 1970’s Czechoslovak TV children’s movie «At ziji duchové» («Long Live the
Ghosts»), music and lyrics composed by Uhli, J. and Svérdk, Z. (see at
https://www.csmusic.sk/song-62675-pisen-leontynky)

5 For the complete poem in Czech, see, for example https://czechtongue.cz/
karel-jaromir-erben-vodnik/

4Long after the Prague circle was history, and under completely different
geopolitical circumstances, it was still Jan Mukafovsky who continued his
former studies (not only) on the onomatopoeic function of language
sounds (see, among others Mukarovsky 1923, 1940, 1982 or 1985;
a dignified continuation of (and «counterweight» to) Jakobson’s own
observations and findings which was realized mostly in the US, long after
he was, due to the onset of Nazism and later on, the Second World War,
made to disassociate the ties and bonds he had built with the Czech
academic society in Brno, where he moved shortly after the Bolshevik
Revolution/).

SFor the poem and specific passage / literal formulation, see Sklovskij
(O zvukach stichotvornogo jazyka, in: Poetika, 1919, p. 40)
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confrontational character of the daily errands faced by grown-
ups.

Similarly, there is something about the mild tones of the
reconciliation that the night brings. So, while daytime is
dedicated to a learning based on (or: intended for) fight and
survival, night is reserved for quite repose in peace and
tranquility.

Neither does this, however, in any way obstruct the fact
that — differently in form, quite analogically in content —
both the onomatopoeia of («evening») lullabies as well as the
cheerful short rhymes of the morning possess some special
magic, thanks to which the listener’s brain perceives both
these types of small folklore forms with an avid fascination
that help yield exceptionally efficient «results» in the listener.

But, this is already another story — one we may deal with
in more detail some other time.
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Illustrations / nntoctpaumu
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Ill. 1. Discovering the method / Finn. 1. Omxkpsimue memoda.

Vol. 1 (13). 2021 65



IIl. 2. Manifestation of the model / HUnna. 2. Manugecmayus mode-
JU.
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IIl. 3. What minor folklore forms look like / Mnn. 3. Kak eviznsdsam
Mmanovie (PoNbKI0pHDBIE POPMbL.
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Ill. 4. Where meaningful sounds are coming from / Unn. 4. Omky-
da bepymcs o3Hauarujue 38yKu.
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Ill. 5. What standing above means / Hnn. 5. Ymo o3Hauaem cmo-
SIHUE Hao.

IIl. 6. Confrontation of meaningful sounds / Unn. 5. Kongppornma-
Yusl 03HaAuarUWux 36yKoe.
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IIl. 7. Facing authentinc poetics of language / Hnn. 7. CmoaikHoge-
HUe ¢ aymeHmMuuHoll N03MuKoli 13blKa.
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Ill. 8.Picasso. House on the Hill. Coming to communication of the
abstract: synchronization of shapes and colours to which
meanings (such as «houses», «trees», «hills» etc.) are «added» as
if it were only just «incidentally» / / nn. 8. ITukacco. [Jom
Ha xonme. Ilepexod Kk KOMMYHUKAUUU abCmpakmHozo: CUHXPOHU-
3auus Gopm u usemos, K Komopwvim «000asi1omcs» 3Ha4eHust
(makue Kaxk «0oma», «0epesws», «<X0AMbl» U M. 0.), KaK ecu Obl
2Mo 6bL10 MOJILKO «CIIYUATIHO».
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Ill. 9. Communication of the abstract can look as marching
against any concrete order / Fnn. 9. KommyHukayus abcmpakm-
H020 MOMcem @ul2/110emb deMOHCMPayusl HapyuleHusl 8¢s1K020
KOHKpPemHozo nopsioka.
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Il 10. KommyHukayus abcmpaxkmHo20 Moxcem 8uvl21s10emsb Kax
u36b1mouHoe npedssisieHue KOHKPemH1ozo nopsoka c ueib 00pa-
mumos 6HUMAHUE HA MO, YMO NPesocxodum nopsi0oK ImMozo mu-
na / Mna. 10. Communication of the abstract may look like
a redundant presentation of a concrete order aiming to draw
attention to what is superior to this type of order.

Vol. 1 (13). 2021 73



Ill. 11. Sleeping reason not always carries out visions of monsters:
it’s also the zone of comfort for imagination / Unn. 12. CoH pa3y-
Ma He ecezda poxdaem uyo0o8ul, OH MAakce s18/151encsl 30Holl
KoM@opma 0ns 8000paxceHusl.
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OHIPEN KPATKW!

MAJIbIE ®OJIbKJTOPHbIE ®OPMbI —
[MABJINHbI A3bIKA

ITepeBog, ¢ auruiickoro C. J3ukesuua®
Ab6cmpaxkm

IlBa 3aMeyaTeNbHbIX PO3PeHMUS MTPOLOIIKAIN MPUXOAUTH MHE Ha YM
BO BpeMsI HallVICAHUSI 9TO CTaThy, U UeM GOJIbIIIe ST BOBJIEKAJICS

B IIMCATENbCKUIA IIPOLECC, B TeM OOJbIIIel CTerieHu MHe CTaHOBU-
JIOCh SICHBIM, UTO B 3TMX OTKPOBEHUSIX ObIJIO UTO-TO HEIMOCPENCTBEH-
HO CBSI3aHHOE C HEKOTOPBIMM U3 TeX MPOIeCCOB, C KOTOPHIMU MIMEeT
JIeJI0 MOSI CTaThsl. BBUIY 3TO# aKTyaJIbHOCTH, S, HAKOHELI, Pl
BKJIIOUMTD KPaTKMI aHAIN3 3TUX OBYX PO3PEHMUII B 3TY CTaThIO

B KauecTBe MpeanuciaoBus. Coenas 37O, S CUUTAI0, YTO OHU HE TOJIBKO
OyOyT CIYKUTh MPETIOANE K IIaBHOI TeMe, HO U Jjajiee, HaflerCh,
TaKke MOCTYXXaT B KauecTBe WITIOCTPpUPYIOLIeii (pe) BU3yaau3aunumn
HEKOTOPBIX M3 BaXXHBIX yacrein IIPpOLEeCCOB, JIMHUM KOTOPBIX HeO6XO-

' Kpamku, Owndpeti monyumn crenedb PhD Ha ¢akyiabTeTe dunocodhun
U UCKYCCTB 3amnanHo-venickoro yHuBepcuteta (Ilnb3enn, Yexus). OH 9Bis-
€TCS aBTOpPOM IIMPOKO M3BECTHOI MoHOorpadum «VHTepHanmoHan Bocro-
Ka: BeXM HMIMUTCKOTO MpoOyskaeHus B XX Beke» (2013). OH mIyOOKO 3aMH-
TepecoBaH B M3YUYeHUM U MHTEPIpeTalyy pasjIndHbIX CIIOCOG0B ICTeTHYe-
CKOTO OrmbITa. Ero Tekyiue uccaenoBaHus BbI MOKETe YBUIETh B MPEIbITY-
mux Bhimyckax AU: Krdtky, O. (2018): Perception, Length of its Duration,
Evaluation: Various Authors, Related Observations // Aesthetica
Universalis. Vol. 2 (2). P. 71-97; Krdtky, O. (2020): Where Peirce Ends:
Reflections on the Abstract // Aesthetica Universalis. Vol. 4 (8). TekcTsl,
ONyO/IMKOBAaHHbBIE DaHee B HalleM >XypHaje, TaKke IepeBeleHbl, Kak
Y HbIHE TYOJIMKYeMblit, Ha PYCCKMIi SI3bIK.

2 II3ukesuu, Cepeeii — MOueHT Kadeqpbl scTeTUKY Gu1ocodCKoro haxynbTe-
ta MI'Y umenu M. B. JloMmoHOCOBa, I/1aBHbI pegaktop AU.
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JIUMO ObIJIO YTOUHUTD.
Knruesste cnosa

Teopus si3biKka, OHETMUECKASI CTPYKTYpa BepOabHO KOMMYHMKA-
unu, GoHoMOTMS, pycckast hopmMasbHas IIKOIa MCCIeq0BaHMIi I3bI-
Ka, SIko6coH, Tpy6erkoit, IIIKIOBCKMIA.

B onyH HEMHOTO TOCK/IMBBIN, OOBIKHOBEHHBIN CyOOOTHMIA
TIOJIIEHDb B KOHIIE OKTSIOPS ST 0OHAPYsKMJ Ce6sI, BHITTOTHSIOMIM
HEKOTOpbIe He0OXOAMMbIe JOMAIIHNE U CaZoBble paboThI, 1ie-
JIbIO KOTOPBIX OBLJIO IMTOJATOTOBUTD HAIl CEMEITHBIN JOM U ITPU-
JIeTalOIINiA cag Ha 3MMYy. 3aKOHUMB C JOMOM, S HPUIIACUI
HECKOJIbKO MOMX JApy3eii, 4ToObl MOMOYb MHe C camom. OHu
TIPUIIJIN, ¥ Hallla 001as 3aavya JHS OblIa ITPOCTOJ: BO BpeMst
yOOpKM caia MbI O/DKHBI COOpPaTh KaK MOXKHO OOJIbIIIE YITaB-
IIMX TPElKUX OPEXOB, a MOTOM BBICYIIMTh MX. 3aTeM Mapy
IHeJ CITyCTsI, Mbl coOepeM BCe XaOTMUeCKM yIaBIIue C Jepe-
BbEB JIMCTbSI B O0jIee MM MeHee paBHOMEPHO pacrpeneneH-
Hble KyUKM B TOUKe O00IIero 60jbIIOro OKOHYATENTbHOIO Ha-
KOILJIeHUS (TT0C/Ie MOKHO ITOAYMAaTh O KAKOM-TO X ITOJI€3HOM
TIpMMeHeHUN, 1 3a6paTh UX OTTYHA AJISI ITOTO Aea).

JINCThS BCe elne MPOM3BOJIbHO JIESKA/IM Ha 3eMJie, M Heu3-
0EeXKHO HACTYITM/I MOMEHT, KOrZla HaM ITPUIIIOCh Pa3o0opaThCs
C TeM, KaK >Xe MOKHO COoOpaTh HACKOJIbKO MOXHO OOJIbIie
OpexoB — ITOCKOJIBKY MX ITpeobsagaroIias 4acTb Oblja CKPbI-
Ta MNOH HECKOJAbKMMM CJIOSIMM BJIQXKHOM, TSI’KEJIO0M JIMCTBBI.
Yepe3 HECKOJIBKO MMHYT HEIPOIYMAaHHOTO TPyHa, CIIOHTaH-
HBIX OITBITOB, ITPOO M OIMIMOOK ST pa3paboTasl TO, UTO ST CUMTAI
0co60Ji TEXHMKOW, KOTOpasi He TOJbKO CYIIeCTBEHHO 0OJer-
Yyyia MO0 paboTy € TOYKM 3PEHUST TPYHOBBIX YCUIINIA, KOTO-
pble ObLIO HEOOXOOMMO COBEpIIaTh, HO TaKKe Cepbe3HO
ynyumia ee 3¢gdekTuBHOCTh. CKOPOCTh MOEro OpPexoBOTro
cobopa cranma pekopmHOi. TprOK ObLI IMPOCTHIM — B CTOPOHE
OT TVIAaBHOTO HAaIlpaB/ieHUs ABVMKeHUSI (ITOMOOGHO TOMY, Kak
MCITO/IB3YETCSI METa/JIOMCKATeMb IJIS1 TMTOMCKA CKPBITHIX O00b-
€KTOB), s HauaJl UCI0b30BaTh MOIOIIBY CBOEI 00YBM, UTOOBI
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MPOBEPUTh HaJIMYMe Yero-nbo HarOMMHAIOUIET0 KaMeHb,
TBEPHAOro, KPyIJIOrO U, B Mjeasie, TakKe IMepeKaThIBaIOIEro-
cs1. [IpyMeyaTenbHO, YTO 51 OYE€Hb CKOPO TMOSYUMJT TIOUTU aB-
TOMAaTMUYeCKIi HaBBIK U JIETKOCTb, C KOTOPBIMMU $SI €e BCe 3TO
BbITTONTHSUT. Korma s1 rorpysmics miyoske u Iayoske B 3Ty Aesi-
TeTbHOCTb, 3TO 3aCTaBMJIO MEHSI MOYTU 3a0bITh, UTO ITPOUC-
XOIUT BOKPYT. BIIOJIHE BepOSITHO, 3TO UYBCTBO TaKXe OBLIO
MOABMHYTO ITOCTOSTHHO PAaCTYUIMM MHTYUTUBHO ITOHSTHBIM
ybexxmeHueM, 4YTO OBJaZieHMe U ajbHelllee yTOYHEHME MO-
eii MeTOAMKM TOMUCKa MOXeT JaTh MHe 3HauuTelbHOe Iipe-
MMYIIeCTBO B CPAaBHEHMM C MOMMU KOJIJIETaMMU.

Emnre 6onblliee Moe yAuBIIeHME BbI3BAJIO TO, UTO KOTAA S
Ha MTHOBEHMe, BOCCTAaHOBMJI OCO3HAaHME TOTO, Tae S Obul
¥ B 4eM 3aK/II0uagach JesaTeIbHOCTh, KOTOpas Tak IMOIJIOTUIa
MeHSsI, U SI TOCMOTpeJ Ha CBOMX ApPY3eii, I MTHOBEHHO TTOHSII,
YTO BCE OHM JeJIaji B TOUHOCTU TO K€ camoe, UTo 1 S (a S-TO
oymaj, 4TO 3TO MO€ MCKIIOUUTENbHOEe ONTMMAajabHOe pelle-
HMe); BCe OHM ObLIM MOOMIM30BaHbI B HAZIEKIe Ha CKOpeiiee
3aBeplIlieHye MoucKa II0J0B.

3mech BayKHO YIIOMSIHYTbh, UTO HM OJMH U3 HUX He ObLI «ca-
IOBHMKOM-3KCIIEPTOM», Y HUX He ObIJIO CBOMX OPEXOBBIX Jie-
peBbeB U TOMY momo6Horo. Ilo cymiecTBy, 3TO 6bIIO CKOpee
BCEro, UX IepBbIM OIBITOM yUacCTUsI B @aHAJIOTUYHOI JesiTelb-
HOCTM 3a MHOTMe T'Ofibl, @ HEKOTOpbIe 13 HUX ObUINM, BO3MOX-
HO, JleJiajiu 3TO B MePBbIii pa3 B sku3HU. Hy 1 caM 1 — TOxe OT-
HIOJb He «CIeIMaUCT B TPEIKUX opexax»; TeM He MeHee,
10 KpaiiHeii Mepe yKe CTaJKMBAJICS C IOZOOHBIM BbI3OBOM
HECKOJIbKO pa3 ¥, Ha 3TOM OCHOBAaHMM s TONaraj, 4To MOTY
(TeopeTuYecKu) CUMTATh CeOSI HECKOJIBKO 060j1ee «CKIOHHBIMY,
YTOOBI CKOpee BbIPaboTaTh MPaBUIbHYIO ITOMCKOBYIO TEXHUKY.

Tem Gosee yaOuBUTEIbHBIM ObLI TOT (PAKT, YTO BCE MbI —
MO/ICO3HATEIbHO, MHTYUTUBHO — MPULUIM K OJHOMY U TO-
My ke B OOIleM IpPUMEpPHO OJHOBPEMEHHO; TeM He MeHee,
KXl 13 HAC caesaa 3TO caMOCTOsITeNbHO. CTOMKHYBIIMCH
C 3a/laHMeM, paHee HeM3BeCTHbIM (M HETIOHSTHBIM B «TOHKUX»
IeTajasiXx CBOMX 3JIEMEHTOB, C KOTOPBIMM MbI COOMPAINCH
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MMEeTb [IeJ10), COAepsKallluM «Heu3BeJaHHOe» B CBOEN ApaMa-
TYpruu, YTO [eJiaJi0 OOMHAKOBBIM COOTHOlIeHUe 3h@eKTuB-
HOCTM / KoMdopTa / TPUPOAHBIX (PAKTOPOB B Ciiydyae Kaxkaoro
13 Hac, OOHOBPEMEHHO U BCe Xe He3aBUCUMO KaskIblii U3 HaC
JOCTUT MMEHHO HawIyyllero BO3MOKHOIO BapuaHTa (O4YeHb
e€CTeCTBEHHOr0, TeM He MeHee, MO0 CBOeMy Xapakrepy) (cm.
wun. 1).

B gpyrom ciiydyae, ¥ MHOTO JIET [0 3MM304a OMMCAHHOTO
Bblllle, B Havajie SIPKOTO JIeTHEro AHS, MOSI CeMbsl U 51 OKasa-
nuch B Boremuu, raue moceTmwiv 3aMOK, KOTOPBIN ObLT M3BECTEH
HECKOJIbKMMY BUIAMM, OIarONMpUSITHBIMU [JI HaOTIOmeHUS
3a JXMBOTHBIMU. [TOMMMO 0OIIeil permyTauyuy MecTa, Jaioero
6e3omacHoe ybexkulie Jjis1 HEKOTOPbIX YHUKATbHbBIX 00pa3iioB
dayHbl, ero mIaBHasE M3BECTHOCTh, ObUIA CBSI3aHA C TE€M, YTO
MapK 3aMKa ObIT TEPPUTOPMET ITPOIBETAIOIIETO OOUTAHMS 06-
pasLoBOii U MPeACTaBUTENbHOI MOMY/ISLMY [TaBIMHOB.

Bo3MOxxHO, M3-3a [OpPYruMx Bellei, 3aHMMABIIMX HaIIU
YMbI, Mbl BpeMeHHO 3a0bl11 00 3TOM (paKTe, KOTAA Mbl BOILLIN
B MapK 3aMKa, IAe, HaCIaKIasiCh KpPacoTOV epeBbeB U ra3o-
HOB, MbI IPOCTO TYJSUIM U TOBOpWIN. BbUIO MOUTU TONHOE
6e3Mo/IBMEe BOKPYT HAC; Y HAC He ObUIO HMKAKMX COMHEHMIt
B €r0 HEeHapyUMMOCTM M, KaK MHOTAA MPOUCXOOUT B TaKUX
CIyJasix, B HEKMii MOMEHT Mbl TTOJTHOCTHIO 3a6bLTM 06 OTHO¥
13 IJIaBHBIX JOCTOIPUMeUaTeIbHOCTeN, KOTOpble (aKTUUecKu
M TIPUBEJIN HAC B 3TO MecTO. Cpeay 3TOV TULIMHBI MbI BCTYIIN-
Y B YeAVMHEHHYIO YacTh MMapka, KOTOPbI Mpemyiokui 6iaro-
JapHOMY B30py CJierka BO3BbBIIIEHHbIN y4aCTOK 3eMJu, I0-
KpbITOI TpaBoit, B opMe, HallOMHMBIIE) HaM IMPUPOAHYIO
«CIIeHy» (BpOJie TOl, KOTOPYIO TeaTpaibHbIe aKTePbl MOTYT UC-
M0JIb30BaTh [JIS1 CBOMX BBICTYIIEHUIT), KOTOpast O6b1a GakTu-
YecKM oyepueHa HeBBICOKMM, HO T'YCTHIM PSIAOM CyOTpoImMye-
CKMX XBOMHBIX J€PEBbEB.

Korpa MbI CTOSI/TM TaM C IJ1a3aMi, YCTPeMJIEHHBIMU K 9TOMY
3penuiny (UeMy o Heu3BeCTHO NMPUYMHE YAaI0Ch 3aHSTh Ha-
1Ie BHMMAaHMe AOJIbIlle, YeM OObIYHO CIeyeT), MbI BIPYT 3aMe-
TWIN TPYIITY U3 HECKOIbKMX MaBJIMHOB, UAYLIMX HA 3Ty CLIEHY.
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Cyns 1o 67aropomHbIM TeMIlaM, OHM HEeTOPOIUIMBO [ie-
MOHCTPUPOBAJIM CBOE HaMepeHMe OCTaThCsl TaM, IO KpaiHei
Mepe, Ha BpeMsi, Heo6xoauMoe ISl TOTO, YTOOBI IT0Ka3aTh TO,
YTO OHU, OYEBUHO, HAMEPEBAINCh COBEPILNUTb.

IeMOHCTpPUpPYSI UX CBOe SIpKOe IIBETHOe OlepeHyue, OHU
YBEPEHHO IBUTAINCh, 3HASI, YTO OBLIM B IIEHTPEe OOIIero BHMU-
MaHMsI; IOKa3bIBasl ce6si, OHM TIpeJjiarajy 3puTesiM — Ham —
VHUKQJIbHOE 3penuiie, B KOTOpOe, MO-BUAMMOMY, BCe, UTO
JOJDKHO OBbLIIO OBITH ITOKAa3aHO, 6bIIO BKIIOUEeHO. OHM ITOCMOT-
peny B HallleM HalpaBJieHUU — ropfio, HEMHOI'O BbI3bIBAIOLIE,
HEMHOTO IMPU3bIBHO; OHM BBITSIHY/IM CBOM LIeM, PaCITyILIUIN
Y BBICTABUJI CBOM XBOCTbI (CM. WL 2).

3aTeM, B TeueHMe KPATKMX, HO YETKO Pa3JIMIMMBIX MO-
MEHTOB, OHM BU3KaIU U KPUUYAJIM B CBOEM TUIIMYHOM CKPUILY-
yeM JarnasoHe (YTO, KaK OObIYHO, MMPUBEIO K XapaKTePHOMY
YyBCTBY [OMCCOHAHCA MEXOY KpacoTOli MX BHEIIHero BuIa
U U3bSTHAMM MX BOKQJIbHBIX PECYPCOB).

Kak TO/MbKO OHM JOCTUIIM MOMEHTA, KOTAA MOYyBCTBOBA-
7, YTO TIOKa3aJy HaM JOCTaTOYHO, OHM yuuu. OHM chenanu
3TO cpa3sy, 6e3 Kakoi-1mbo 3aepskKu, 63 BCIKOI ITOMITe3HO-
CTH.

HecmoTpsi Ha 3TO, BCe, UTO MPOMU3OILIO, CKOpee BCero,
OCTaBMJIO B HaIlleil MaMSITU CJIel, KOTOPbIi ObLIO IPU3BAHO
OCTaBUTb: Mbl BUIEM BCe, UTO XOTEIM HaM [OKa3aTh, IpeBpa-
TUB 06pa3 CBOUX JECTBUII B OTIIEYATOK OCOOOT0 poja Ha Ha-
LIMX yMax.

B miecTBuyM maBiMHA €CTb HEUTO 6JaropogHO CKPOMHOE,
MOXOXKee Ha TO, UTO, BO3MOXKHO, JIF0O0J MTOKJIOHHUK B KOHEU-
HOM MTOTe MINET U I[EHUT B OObEKTE CBOEro BOCXMUILEHMS:
00BEKT BHMMAHMUS [E€MOHCTPUPYET BBICIIME YPOBHU (CTWUIIS,
TOBefeHMs], JJIEraHTHOCTU WIM Yero-To elle) — KOTOPBIX
MMEHHO OH MOXeT [OCTUYb, Jesas 3To 6e3 hopMyJnpoBKU
KaKUX-TO «OOellaHuit» O IIOCTOSSHHOM COXpaHeHUU 3ITUX
ypOBHeii. BakeH MMEHHO TOT (haKkT, UTO 3PUTENb yOeKIeH
B TOM, UTO CYObEKT, KOTOPbIM OH BOCXMIIAETCSI, CIIOCOGEH
NOCTUYb TaKMX «BBICOKMX YpOBHel» B TOM Ciay4yae, KOrga
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B 3TOM €CThb HeobxomumocTb. TakumM 00Opa3om, B TO BpeMs
KaK B «HOPMAQJIbHOM» KMU3HU «OOBEKT BOCXUIIEHUS» MOXKET
CBOOOTHO «0OpaTUTHCSI» K 0OIeMy CTaHAAPTY, TO UYyBCTBO,
YTO OH MOKET BEPHYThCS K 6ojiee BBICOKOMY YPOBHIO (BpeMs
OT BpeMeHM MaTepuaan3yeMoMy MPOSIBIEHUSIMU IIeAPOCTH,
raJJaHTHOTO TIOBeIeHMs] M M3bICKAHHOTO BKYyCa), HAIlOJHSIET
YIIOBJIETBOPEHNEM 3PUTENS TAKUX IPEPBIBUCTBIX «BBICOKO-
KJIACCHBIX» MaHMUbeCcTaluit; Takoi 3puUTeNb 3HAeT, YTO IIO-
IOOHBI YPOBEHD «IIPOCTO €CTh», KOTAA OH HEOOXOIVIM.

Bnarogapsi ecTecTBEHHOMY CIOCO0y, B KOTOPOM IIpef-
CTaBJIEHbI TaKMe «CTWJIbHBIE» COOBITHS (B COUETAHUM C HEU3-
OesKHBIMM 37IeMeHTaMM 1I0Yy), OHM OCTaBJISIIOT KMBbIe, yoemu-
TeJbHble, OTUETIMBbIE 3alUCU B MaMSITU «3puUTensi». Takum
00pa3oM, OHM JIETKO BCIIOMMHAIOTCSI BCSIKMI pa3, KOTAA 3TO
HeoOXOIMO, BbI3bIBAsI aypy MOMEHTA 6;1arOPOJHOTO BO3BbI-
IIeHMsI BKyIle CO BCEMM TeMM TepLeNTUBHbBIMM BIevyaT/IeH!-
SIMM, KOTOpbI€ OHU BbI3BAJIN.

Tak, He CJIUIIKOM OTIMYAETCSI OT TOTO, YTO OBIIO TOIBKO
YTO OIMNCAHO, TO, UTO JIETU C OUeHb HEXXHOTO BO3pacTa Hauu-
HAIOT BCTYIATh B HEIIOCPEJCTBEHHbIE, «IIPSIMbIe» KOHGPOHTA-
1M C MUPOM SI3bIKOBOJ peasibHOCTU. COOOIIEHMS, KOTOPbIE
3TOT MMP OTIPaBJsIET UM, CpeAy MpoYero, repefalTcs yepes
pasyiMuHble KaHaJIbl, ¥ OOVH U3 HUX COCTOUT U3 TEKCTOB, OYK-
BaJIbHO Harpy>keHHbIX BCEMM BUIAAMM CaMbIX Pa3HOOOpa3HbIX
TUIIOB 3BYKOB. DJieMeHTbI 3TOT0 KaHaJla CBSI3U He TOJbKO IMpH-
BJEKAIOT yXO CIyliaTens 3BYKOIMOApaxkaTelbHOV WUIPOIA,
HO Takke Ial0T OCHOBAHMS [/ pa3BjieueHus] — B 3aBUCUMO-
CTU OT cofep>kaHus MU, BIIOJIHE JIOTUYHO, BO3pacTa peluIm-
eHra. /

To, 4TO s BOBJIEKAIO 34eCh B OOCYKAeHMe, 3aK/IHUeHO
B MHTEHCUBHOM IIepIEeNTUBHOM BO3JeCTBMM Ha IOHBIX yye-
HUKOB, TOCTUTAIOLIMX KaKOM-TMOO0 SI3bIK, Pa3HOOOPa3HbBIX
IEeTCKMX CTUIIKOB, TOTOBOPOK, MPUOAYTOK, CKOPOTOBOPOK,
MIPUCKAa30K, 3a0aBHO COPMY/IMPOBAHHbBIX 3arafoK u T. A. Co-
JIACHO OOBIYHBIM crioco6amM, Mpy TIOMOIIM KOTOPBIX Hallle
BOCIIpUSITME B OCHOBHOM KJIacCU@UUMPYeT MUD B CBSI3aHHbIE
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TaKCOHOMMUECKMe pa3iesbl, Mbl MOXKeM O0beIVHUTD UX U, Be-
POSITHO, HE TOJBKO B paMKax HACTOSILIEN CTaTbU, MUCIOAb3YS
TEPMMHOJIOTMYECKYI0 aHaJOTUI0 / Bapualuuio, Kak TO, 4YTO
B Poccuy HasbIBalOT «MaibiMyu (BTOPOCTEIEHHbIMM) (DOIbK-
nopHbiMU popmMamu» (cm. un. 3).

OTU TEKCThI MUMEIOT MHOKEeCTBO (PYHKIINI, KaK SIBHBIX, TaK
U HeSIBHBIX. B CBOMX CaMbIX MPOCTBIX POJISIX OHU JECTBYIOT
KaK TPaHKBWIN3ATOPbI, CTUMY/ISITOPBI CBSI3M pebeHKa ¢ MaTe-
pPBIO WIM areHThl COLMAIM3AIMM B CAMOM OOIIEM CMbICIE.
B MeHee o4eBMAHON (HO OTHIOAb He MeHee IIeHHOI) pOoJu
OJIMH U3 UX KII0UYeBbIX «UMIUTUIIUTHBIX» 3P(dEeKTOB 3aK/ioua-
eTcsl B obecrieyeHn MepBOHAYAILHOTO 3HAKOMCTBA (a TaKkkKe
yCTaHOBJIEHMST 6a30BOTO KOHTAKTa) C OCHOBHbBIMM HOPMaMMu,
LIEHHOCTSIMM W/VUIM Jaxke 6Gojiee OOIIMMM IpaBUIaMy SI3bIKa
Kak TaKOBOTO.

OIHOBpeMEHHO 3TM TEKCThl comepskaT B cebe Hambosee
KpacCOYHbI/i MacCMB BCEro TOTO, UTO KaXXIblii KOHKPETHBIN
SI3BIK JO/DKEH (M MOXeT) NpenjiokKUTb CBOUM (IIOKa ITacCUB-
HbIM, HO CKOPO aKTMBHBIM) IIOJIb30BaTelIsIM — He TOJIbKO
Ha ypOBHe CJI0B, HO U (M, BO3MOXXHO, 0COGEHHO B HEKOTOPBIX
CJIydasix, 3TO M eCTh caMoe IVIaBHOE) Ha YPOBHE 3BYKOB, PUT-
MOB WM/WIM Jpyrux (Ilapa-) CeMaHTUYECKUX YPOBHEN C00-
CTBEHHO KakK[OrO SI3bIKa KaK TAKOBOTO.

31ecb, BO3MOXHO, YMECTHO BCIIOMHMUTDb YEIICKOTO Tuca-
tenss boeymuna Ipabana v nepedpasupoBaTh €ro BbICKA3bl-
BaHMe — aHaJOTMYHO ero COGCTBEHHOMY OINMCAHMIO IITHUII,
KOTOpbIe, TIO cioBaM ['pabasa, Mo yTpam M3OaBaju TO, 4TO
«OBIJIO He TecHeil, a BoeM, HalOJHEeHHBbIM Oj1aroroBeHueM,
BbI3BAHHBIM IE€PCIIEKTUBOI CTOJKHOBEHMS C TE€M, Yero MOK-
HO OXMZATh OT KaXAOrO0 HOBOILO OHS» — YTO 3TU TEKCThI
MOTYT Takke (TMOA 3aBecoii MX MHMMOM CIagoCTU IJist
B3POC/IOTO yXa) MPUHECTU C CO6Oi s TeX, KTO TOJbKO Ha-
yaJl IpOoLecC B3POCIEHUSs], OTTOJIOCKM HE TOJbKO COJTHEYHOTO
Heba M PO30BBIX CAIOB, HO M BCEX BbI30BOB U LIAHCOB TOTO,
YTO BIOCTAEACTBUM CTAHET UX COOCTBEHHBIM «POIHBIM» SI3bI-
KOM.
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OpyruMu ¢JIOBaMu: UX IeiCTBME 3aK/IK0YaeTCs B TOM, YTO-
Obl BOOPYKUTb 3TUX MOJIOJbIX YUEHUKOB AOCTATOUHBIM KOJIM-
YeCcTBOM MHCTPYMEHTOB M JIOCTATOUHBIM HAaOGOpPOM CpEACTB,
YTOOGBI OHM OBUIM TOTOBBI IPOTUBOCTOSITh BCEM BbBI30BAM
M HAWIyYIIMM 06pa3oM, MaKCMMaJbHO TOYHO, CIIPaBUTHCS
C TeM, UTO paHbllle Ka3aJ0Ch HEMMOOeAVMbIM, HEYITPaBJIIeMbIM
Xa0COM $I3bIKa (CM. Ul 4).

B 53TOM OTHOILIEHMM CIaBSIHCKME $I3bIKM, Halpumep,
M300WIYIOT YeTKO Y3HABAa€MbIMM MIUTMSIIIMMU (M, B MeHbIIIei
CTereH!, APyruMu (GppuKaTUBAMM), OTIMYAOIIMMU UX OT [I0-
BOJIbHO «HEMPUMETHBIX» [JIACHBIX (32 JOCTATOYHO 3aMETHbIM
VUCK/TIOYEHMEM TMPUCYIUX PYCCKOMY UM HEKOTOPBIX IPYTUM
BOCTOYHOWIABSIHCKMM  $I3bIKAM  CXOJHBIX I[€HTPaJbHOTO
HEOKPYIJIEHHOTO [JIACHOTO! MM BBICOKOTO IIEHTPaIbHOTO
HEOKPYIVIEHHOTO IVIACHOTO M OJM3KOro IepegHero HeoKpyT-
JIEHHOTO TJIaCHOTO 3BYKOB?). ®paHIy3CKMit SI3bIK XapaKTepu-
3yeTcsl CBOeit YBY/ISIpPHO / GPUKATUBHON TPEIbI0 «p», a TaK-
ke HOCOBbIMM 3BYKaMM; 0COOEHHO, KOT/Ia MbI IOHMMAEM, UTO
OHM OOBIYHO — ¥ [IOBOJIBHO KOHTPACTHO — IIOMeEIIAI0TCs
cpenu 6eryio TMPOXOZSIIE «PUBbEPHI» SI3BIKOBOW MEIOIUNA.
Apabckuit I3bIK MOXKET ObITh OTMEUEeH HEKOTOPhIMMU IM@aTu-
YeCKMMM, [JIOTOYHBIMM U YBYASIPHBIMM 3BYKaMM, KOTOpbIe
BBIXOZSIT Ha TepBbIi TIaH Ha GOHe He TOJIbKO OTHOCUTETbHO
«OOLIMX» TJACHBIX, HO M TYOHBIX MM HEOHBIX COIVIACHBIX,
B TO BpeMs KaK SI3bIK MI00> M3BeCTeH OCOObIM COYETaHMEM
TOHAJIbHOCTM, HOCOBBIX U, Cpedyu IIpodero, 6GuiabGuaibHbIX
M BEJISIPHBIX COIJIACHBIX, CJIEACTBMEM Yero, Mpu MUCII0Ib30Ba-

1'To ecTh pycckoe «bi» ¥ €r0 POHETUUECKME SKBUBAIEHTHI MK GIU3KMUE aJl-
JI0GOHBI B APYTUX SI3bIKAX.

2 Pycckoe «u» U €T0 SKBUBAJIEHTHI UJIY BapUalyy B [PYTUX MECTax.

5 d3bik Hapoga uz6o0. PacripoctpanéH Ha wro-soctoke Hurepuu. Yucio ro-
BODALINX CBbilie 18 MJTH uesn. OTHOCUTCS K GEHYI-KOHTOIE3CKUM SI3bIKAM.
[pencraBnsier co60ii COBOKYITHOCTbh JUATEKTOB, HEKOTOPBIE U3 KOTOPBIX,
CKopee, SIBJISIIOTCS OTAETbHBIMU si3bikaMu. ([IpyMevaHue repeBoguMKa. —

C.JL.).
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HUM C €CTeCTBEHHOJ CKOPOCTbIO B OOBIUHON peum, B 0GOJb-
LIMHCTBE CJIy4aeB SIBJISIETCS JIMILIb TOHKAS JIMHUSL pasfesieHust
(Tak WIM MHaAuve I10XOKasi Ha TpedyecKuit, JUTOBCKUI WU
MMCbMEHHbBIV HPaHITy3CKMIT) OT IJIACHBIX.

Huke mpuBemeHbl HEKOTOPbIE MPUMEPHI (KOTOPbie ObLIN
TOJTydeHbl U3 B OOJbIIEl CTEeIeHM CTUIMCTUUECKUX 06sacTeii
Ka)XXI0TO KOHKPETHOTO $I3bIKa, HEXKeIM MPOCTOe 3BYKOIMOApa-
’KaHMe), KOTOpbIe MPU3BaHbl MPOUJITIOCTPUPOBATH OCHOBHYIO
naer. OTyacTu s BpIOpana UX TakKKe M3-3a TOTO, UTO B OCHOB-
HOM IIpUBJIEKaeT MOe BHMMaHMe (UTO, BO3MOKHO, YMECTHO
ellle pa3 MOBTOPUTb U TMOJUEPKHYThb 3[1€Ch): OTHOCUTEIbHO
OYeHb BBICOKAsI KOHLIEHTPALUs OTYETIMBBIX (M, MO UX Kaue-
CTBY, (aKTUUeCKM «3aMeTHO» BBIJAIOIIUXCS), HO B3aMMHO
CUJIBHO KOHTPACTUPYIOIIMX 3BYKOB, KOTOpbI€ «CIIOHTAaHHOE»
(HO, TIO-BUAMMOMY, MTOACO3HATE/NbHO lieJieHAIIpaBJIeHHOe) Ha-
ponHoe / (OIbKIOpPHOE TBOPYECTBO CMOIJIO pPa3MeCTUTh
Ha (OTHOCUTEIbHO) OTPaHMUYEHHOM IIPOCTPAHCTBE.:

Kici-kici, chodz koteczku, masz tu mleczko na spodeczku.
(Polish).

Mbiwiu 600sam xopoeod, Ha nexcarnke dpemnem kom. Tuute, Mbiuiu,
He wymume, Koma Baceky He 6ydume. Bom npocHémcs Bacvka-kom,
pazobvem 8ecb xoposoo. (Russian).

Au clair de la lune, mon ami Pierrot, préte-moi la plume pour écrire un
mot. (French).

Baba dzaj emta? Dzaj as-sa at sitta. Rakib walla masi? Rakib bisikléta.
Bajda walla hamra? Bajda zaj al-qasta. «Ftahti lo as-sikka wa «drubii
lo salam.

(Arabic).

Onye mere nwa nebe akwa? Egbe mere nwa nebe akwa...
(Igbo).

CronkHOBeHMe pebeHKa C 3TUMM M MOJOOHBIMU TEKCTa-
MM — 3TO IPUMEPHO TOT MOMEHT, KOTAA MPOUCXOOUT UHTYU-
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TUBHOE TIOHMMAaHue, NBVKMMOE MO3TOBBIM ITOTEHIIMAIOM
U CTUMYJIMpyeMoOe TeM (PaKTOM, UTO PEIUIIMEHT CTAIKMBAETCS
C KOHIIEHTPUPOBAHHBIM U «UCKIIOUUTEIbHBIM» (MU CUJIBHO
MapKMPOBAHHBIM) TEKCTOBBIM «IIIOy», KOTOpOE IPOCTO HaBsI-
3pIBaeT ero (pebenka — C./I.) MO3ry MMIIEPaTUB <«KaK-TO
C 9TUM CIIPaBUTBLCS». DTOT MeTOZ, OOydeHMsI TIpefjiaraeT aHa-
JIOTMI0 C BHE3allHO ITOJIyYEHHBIM HAaBBIKOM, MCIIBITAHHBIM
M ONIMCAHHBIM B OTHOIIIEHNY cOOpa IpeliKuX OPexXoB; B TO Bpe-
MSI KaK MHTEHCUBHOCTb SKCIIO3ULMM — IO CBOEN SIPKOCTH,
IJIOTHOCTU M BCErga OTHOCUTENbHO KOPOTKOMY BpeMEHU ee
CYLeCTBOBAHMSI — CpaBHMMa C MaBJAMHbMUM Mapagom. [1o Tex
0P, MOKa Mbl MOKEM C YBEPEHHOCTBIO CKa3aTh, YTO B OCHOB-
HOM JTI060€ MHTEHCHBHOE BO3/eliCcTBMEe 60raToro Habopa CTu-
MYJIOB, CKOpee BCero, BbI30BET HEKOTOPbIi YPOBEHb M3MeEHe-
HUII B MO3Te TOrO, KTO IepeXuBaeT Takoe BO3LeiCTBUe, Mbl
MO>XeM IOYTHU C TAKOI J)Ke YBEPEHHOCThIO YTBEPKIAATh, UYTO eC-
7 BO3MEICTBME B 3TOM CJlyuae IMpeCTaBisieT Co00it SIPKYIO
naauTpy (GoHeTUYeCKMX Bapualuii, TO MoCieaykliee M3Me-
HeHMe, CKopee BCero, byzeT ueM-TO OYeHb OIM3KUM K («camm-
PUAHCKOI») «(hOHEMAaTUUECKO MHTyuIMM»:! Tem, UTO
He TOJIbKO BBI30BET 3apOXKIeHMe Mpoiecca, B Xo[e KOTOPOTo
sJieMeHTapHble 3HaUeHMs OyIOyT MPUIMCHIBATHCST dIeMeHTap-
HBIM YaCTUILAM $I3bIKa, HO M T€M, YTO Ja’ke B CBOMX MeJibyaii-
IIMX MCXOAax (Ha HayaJdbHBIX JTalax) IpUBELEeT ecaun
He K MOJIHOMY ¥ IJTy0OKOMY ITOHMMAaHMIO, TO, TI0 KpaiiHeil Me-
pe, K YMEHMIO pas3indaTh, UMUTHUPOBATh U UCIIOIb30BATh.>
OcHOBHOe cofiep>kaHue, KOTOPOe 3TU UCXOsIIye coooIe-
HUSI TIPUHOCSIT CBOMM cCiymiaTensiM (uin: 3(pdeKT, KOTOpbIii

1 Kak ormeueHo Meitepom B Development of Distinctive Feature Theory (1976,
p. 5-6). Bonee obmmpHO cM.: Sapir, E. Language: An introduction to the
Study of Speech (1921); Sapir, E. Sound Patterns in Language (1925; 1972)
or Sapir, E. The Psychological Reality of Phonemes (1933; 1972). For
comments on Sapir’s notion of form / pattern and its aesthetic background,
see for example Fortis, J.M. (2019).

20 QoHeTHMYECKOM pa3BUTUM HEeTeil CM., Cpemy IOPYIUMX MCTOUHUKOB:
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OHM JOJDKHBI CO3[AaTh Y CBOMX IOIyvyareseit), MHOTOA MMeeT
CBOIO lIeHYy: MaJleHbKue pudMbl He BCerga «JIOTUUHbBI», OHU
He Bcerma 00s13aTe/IbHO TMepefalT MOpajabHble YPOKU (MK
BBITIOTHSIIOT 0OPa30BaTeNbHYIO 11eb, MM 00pa30BaTeIbHbIN
aCIieKkT 3TOT0), ¥ OHM He BCerga CBOOOAHBI OT MEJIKUX MPOTH-
BOpeunii, CMeILIHbIX, HEOKUTAHHBIX W/WIN JaKke MPUYIYIIN-
BBIX (MJIM paAgMKaJbHbBIX) CUTYyaLIMi, 3CKarial, BbIBOAOB U T. 1.

JTO, ONHAKO, AOMYCTUMO (MM OMNpPaBIaHO), MOCKOJIBbKY
C TOUKM 3peHMs IVIaBHOV Ien JTI00ble TIOJOOHbIE «HEeymaum»
MMEIOT JIUIllb BTOPOCTEIIEHHOe 3HaueHMe; IJIaBHasl 1ielb,
10 CYyTU, COCTOMT B TOM, YTOOBI BBITIOJIHUTh Oojiee «Ojaro-
pOIHbBIE» IIeIM, CPeay KOTOPBhIX MpuoOpeTeHre OopaTopoOM
MOJHOJ BOKaJIbHOM KOMIETEHTHOCTU SIBJSeTCS IIeHTpasib-
HOJ. YUuTbIBasi BCe OOCTOSITENIbCTBA, HE OYHET U IIYIO MC-
KaThb MOpPaJIbHbIN YPOK B JETCKOi IeceHke? He ObLIO i ObI
CTOJb K€ OecIioNie3HO MCKATh OTKIOHEHME OT «IIPSIMOJIMHEN -
HOro» MacTepcTBa B Marpute (Ui KaKOM-IMOO acrekTe ero
TBOpPYECTBA) MUJIM, HA0OOPOT, «KEeCTKOro» comepskaHusi (B Tep-
MMHaX 4eTKO chOpMyJMPOBAaHHOTO TOCAaHMSI) B ClOppeasu-
cTUYecKux paborax dann?

Tem 60j1€ee UTO, OCOOEHHO OJi1 OYeHb MaJIeHbKUX JeTelt
(MyIaZleHIIeB, MaJibIllleii), 3BYKOBOJ acCIeKT SI3bIKa SIBJISIETCS
He TOJIbKO CAMbIM SIDKMM, HO, TI0 CYyTU, eJUHCMBEHHbIM aCTIeK-
TOM BCeJi «SI3bIKOBOJ MacChl», B KOTOPOJ OHM BOOOIIE MMEIOT
KaKoi1-11m60 CMbIC/T.>

ITo kpaiiHeit Mepe, Ha CaMbIX PAHHUX CTaaMSIX Pa3sBUTUS
pebeHKa CIOCOOHOCTh BOCIIPMHMMATD 3BYK KaK CMMBOJ (SIBHO

Garnica, O. K. // Moore, T. E. (1973); Barton, D. (1976); Connine, C. M.,
Blasko, D. G., Titone, D. (1993); Jusczyk, P. W., Aslin, R. N. (1995); Swingley,
D., Aslin, R. N. (2000). (PycCKOSI3bIYHOMY UMTATENI0 YKaskeM Ha Kiaccuye-
CKMI1 B 9TOM OTHOIIeHUM TeKcT: Yykoeckuii, K. M. OT aByx no nisaTtu. Jlioboe
usnanue. [Ipumevanne nepesonunka. — C./.).

5 MouHoe ¥ yOemuTeIbHOE OIMCaHMe COOCTBEHHOI pPabOThl (MIM WUIPhI)
MJIaZIeHIIeB CO 3BYKaMM U UX COGCTBEHHOTO BOCIIPUSITHS 9TOI AesITeIbHOCTH
(B pesynbTaTe uero, Kak XapakTepusoBaja ee SIKYOMHCKU, MOSBIISIOTCS
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CBSI3AHHBIN C BEIIbI0 WIM SBJI€HMEM, KOTOpble OH OOJDKEH
MpeLCTaB/IsITh) OUeHb orpaHnvyeHa. OgHaKo, Cyas MO HEKOTO-
pBIM MHJIEKCaM, Mejofguyeckast (Wi TOHAJIbHASA U T. [.) CTO-
pOHa SI3bIKA YK€ MOXET UIpaTh OIpemeleHHYI0 posb.* [Is
MaJIeHbKUX JeTeil OCMbICJIEHME MOSKET ellle He 03HaYaTh [IpU-
JIlaHUs 3BYKY KaKOT0-IMb60 «<KOHKPETHOTO» pernpe3eHTaTUBHO-
IO 3HaueHMs ; OLHAKO OUEBUIHO, YTO YK€ OUeHb MaJleHbKue
JeTU CIbIIAT, PasanyvalT U, TaK WM MHAUe, TaKke MHTep-
IIPETUPYIOT OKpYKalollye MxX 3BYyKu.> VICXOmst U3 3TOro, ecin
Mbl Jlajiee TIPeAIIoNIOKNM, UTO B OCHOBe JIl060TO B3auMOogeli-
CTBMSI C MMPOM JieXKaT BCTPEYM CO «3HAUUTETbHBIMMU» TIPEeaMe-
TaMM WIN SIBJIeHUSIMU (M, TAaKMM 0Opa3oM, CMbIC/ TaKke CO-
IEepXXUTCS B SIKOObI «O€CCMBICIEHHBIX» 3MM30AaX, TakKMUX Kak
BCTpeuM JeTeli CO 3ByKaMM SI3bIKa, KOTOPBIM OHM HE UyBCTBY-
10T HEOOXOOMMOCTU M He MMEIOT YMEeHMSI TPUIIMCHIBATh Ka-
KOW-TMO0 «3HAUYMTENbHBIN CMBICJI»), TO TO, UTO C TOUKU 3pe-
HUSI TaKOTO OYeHb MaJeHbKOro pebeHKa «CO3HAaeT» CMBICI,
BIIOJIHE MOXKET JIEXXATh B PYrOM MeCTe: Ha YPOBHEe CaMMX 3BY-
KoB. OrpaHmueHHbIe CBO€I CIIOCOOHOCTHIO pacuIM@poBbIBATD
(¥ TeM caMbIM OCMBIC/IMBATh) MUP (<MMEHOBAHHBIX» 00bEKTOB
U SIBJIEHUIT), MaJIbIIIM OKa3bIBAIOTCS (DAKTUUYECKM <«ITPUHYK-
IEHHBIMM» K COCPEIOTOYEHNIO® Ha MIpe 3BYKOB — HE TOJIbKO
Ha TIPUBXOSIIMX K 9TUM 3BYKaM «KauecTBax» (T. e. «pusnuue-
CKUX» CBOJVCTBAax Ka)k[IOr0 OTIEJbHOTO 3BYKa), €ro rpaHuIia-

«Te€pBble CUMIITOMBI» [ETCKOM peuu) CM., Cpemu JPYTUX MCTOYHUKOB:
Jakubinskij, L. P. Otkuda berutsja stichi // Izbrannyje raboty. Jazyk i ego
funkcionirovanie. 1986. P. 194-196).

4 Cm., maBHbIM 06pasom: Mehler, J., Jusczyk, PW., Lambertz, G., Halsted, N.,
Bertoncini, J., Amiel-Tison, C. (1988); pasButue taxxke B: Werker, J.F., Tees,
R.C. (2002); Jusczyk, PW. (1980); Kuhl, P. K. (1979).

5 Cpemm mpyrux, cMm.: Field, J., Muir, D., Pilon, R., Sinclair, M., Dodwell, P.
(1980).

¢ Hammpumep, KaK Mbl MOKEM — C TOYKM 3PEHMSI «IIPAKTUYHOCTU» — TAKKE
CKa3aTb «MMETh BpPeMsi», UTOObI OJTHOBPEMEHHO HAXOAUTH €ro (Bpems -
C./I.) U «<3HAUUTEbHbIM».
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M1, GOpMOIt U T. [I., HO ¥ HA OTHOIIEHUSIX MEXAY CAMUMU 3BY-
KaMM — MX CBSI35IMM, BaJIeHTHOCTSIMM, YacToTaMu, (Hamubosee
YaCThIMU, «IOMYCTUMbBIMU», OKMUIAEMbIMU, UCKTIOUNTETbHbI-
MM U T. [I.) TOC/I€A0BATEIbHOCTSIMY U T. .

Bce aT0 B ckaToi1 hopMe U IpeaaraloT Majibie (GOIbKIOP-
Hble ()OpPMbI, BO3MOKHO, IPeIOCTaBssl (CIIOHTAHHOMY) yue-
HUKY CBOIO COOCTBEHHYIO BapMalyio (ayIuMaabHbIX) «ITOJIOKM-
TeJIbHBIX T0Ka3aTelIbCTB».!

PasymeeTcsi, BO BCceM 3TOM €CTh ¥ Oojiee MUPOKUil — B OC-
HOBHOM aHTPOIIOJIOTUYECKUI A — CMbICI. EC/iv 6b1 Mbl IPUHSIIN
BO BHMMaHMe TaKoii 60siee MIMPOKNUIT KOHTEKCT, Mbl MOIJIU OblI,
HampyuMep (COBeplIeHHO 0O0CHOBAHHO) MPEATIONOXUTh, YTO
BCE aCIIeKThbl, KOTOpPbIe UTPAIOT POJb B IIpoIlecce repemaun
J1060r0 KOMMYHMKALIMOHHOTO COOOIIEeHMS yXY U MO3Ty MOJIO-
IOTO CJTyIIaTesis], MMeIOT CBOIO crieldpuueckyio (KyJabTypHYIO,
COLIMANBHYIO U T. A.) GyHKIMIO (byHKIMM). OgHAKO MCCIemo-
BaHMe TaKux 6oJiee MUPOKUX PAMOK He SIBJISIETCS IJIaBHOI 11e-
JIbI0, KOTOPYIO NpelHa3HaueHa IpecieoBaTh HACTOSIIAs CTa-

! Tak ke, KaK, BO3MOKHO, KOCBEHHO€ oTpuiianue. To, YTO UCIIONb3YeTCs B Ka-
YyeCcTBe XOPOIIo MPUIYMaHHOTO TepMMHA B 061acTu (06111eit) TeOpun OBIae-
HUS SI3BIKOM, OyIeT IPUMEHEHO 371eCh (KOHKPETHO) K GOHETHKEe — Te OHO,
TakUM 06pa3oMm, 6yIeT MOHMMATbCSI KaK OCHOBA IS TTPaBWIbHBIX ((DOHETH-
yeckux) 0606IIeHni1 (TakuX, KaK MpaBUIbHOE MTPOVU3HOIIEeHNe, paseieHe
CJIOB WU, HA060POT, CBSI3b OYKB MJIV CJIOTOB, YIapeHUe U T. [.), & TAKKe Kak
PYKOBOJICTBO [IJIs M30€KaHUS HeKenaTeabHbIX ((PoHeTHUeCKMX) Ype3MEPHBIX
060611IeHI1 1 OIIMO60K, OCHOBAHHBIX (He TOJIbKO) Ha ((hOHEeTHUeCKOolt) TuIep-
KOppeKIuY (TakKuX Kak, HalIpyMep, B UEIICKOM SI3bIKe 00s13aTeIbHOE YCBOe-
HUE TOTO, UTO B BHIPAKEHMSIX TUTIA «V Kiné» — «fkirle» / «B KUHO» Pa3TUIHbBI
MMCbMEHHBIN BU, U TTPaBUIIbHOE ITPOU3HOIIEHNE; / «<MYt» -«Mit» / <MBITb» —
«UMETb»: «i»/«y» TIPaBUIbHO MPOU3HOCUTCS KaK HeHTpanbHOe «i» B 060MUX
CITyJasix; «jsem» -«sem» / 6bITh 3[€Ch: TPABMIBHO MTPOU3HOCUTCS KaK «Sem»
B 000MX CTyvyastx/ u T. 1.)., CM., Haripumep: Bowerman, M. (The «No» Negative
Evidence Problem»: How Do Children Avoid Constructing an Overly General
Grammar?, 1988); or Abend, O., Kwiatkowski, T., Smith, N. J., Goldwater, S. and
Steedman, M. (Bootstrapping Language Acquisition, 2017).
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ThbsI (M He SIBJSIETCSI HYM ee OCHOBHOI TeMOI, HU Jaxke OIHON’
"3 ee JIMHUIT); TIO 3TOV MpUUYMHe g He Oyay 3/ech OCTaHAB/IM-
BaTbhCsl HA TaKMX acrekTax (M Ha Gosiee MIMPOKOM KOHTEKCTe
B IIPUHLNIIE) U TIO9TOMY BO3LEPKYCh OT YINIyOJNIeHUSI B CBSI-
3aHHbIE C HUMU JeTalN.

HamnpoTtus, 1 HamepeH yTBep>XXAaTb (BO3MOXXHO, HECKOJIbKO
«paguKaJIbHO», HO, HaAElCh, C MTOHSATHOM peleBaHTHOCTHIO),
YyTO 061ast PyHKIMSI, KOTOPYIO BBITIOMHSIOT (M, KOTOPO¥A, BO3-
MOYKHO, Aaxe B LI€JIOM «00JIafaloT» UM «paclojaraloT») Bce
TEKCTOBbIE BbICKA3bIBAHMSI Mayioit (OpMbI, — 3TO UX «0OpaM-
JS0Ias» cuia — 3[1eChb He TOJNIbKO B CMbIC/IE «0OpaMIeHMsI»,
06BIYHO MCIIOIb3YEMOIO B (HEMpPO) TCUXOJIOTMM,! HO TaKKe
(¥ rTaBHBIM 06pPa30M) B CMbICJIEe CO3TaHUST «BEITMKO» CTPYKTY-
PBI, BOKPYT KOTOPO¥ (opMupyeTcst ob1iiiee mpecTaBaeHue Mo-
JIOMOTO YMa CYIIATENsI O TOM, «KaK BBIIJISIAUT SI3bIKOBAsI cpejia
B IIPOCTPAHCTBE, B KOTOPOM I JO/DKEH OBUTATHCS». IpyruMu
cmoBamMu, (OPMUPYIOTCS JMHTBUCTUYECKNUI, MeHTaIbHBbIN
M KOTHUTUBHBIV TOPU3OHTHI MOJIOLOTO CyHIiaTesns (M3ydyaro-
IIer0 eCTEeCTBEHHBbIN SI3bIK) BMECTE C X IPaHULaMM, OTMeUYeH-
HBIMM MECTaMM, BeXaMy W/WIN JOPYTUMU <«O4epPTaHUSIMU»
" BCeBO3MOXKHBIMM XapaKTepHbIMM IIPM3HAKAMM.

Korpa s ToBOpIO «SI3bIK» 31€Ch, SI UMEIO B BUAY HE TOJIBKO
€ro OOIIYI0 «COomepsKaTeIbHYIO» CTOPOHY MM KOMMYHMKATHUB-
Hble COOOIleHNsI, KOTOpble OH TepelaeT, HO U 3BYKOBYIO (Ua-
CTUUYHYIO0) CTOPOHY $I3bIKa — €ro MHpPUPOAY, MpeAesnbl, TUIIbI
" JI100ble npyrue GoHonmornvyeckme / GOHETUUYECKME aCIIeKThI.
Kopoue roBopst (M ¢ TOUKM 3peHMS Majblllla — WiK, BOOOIIe,
pebeHKa — CTOJKHYBIIErocsl ¢ peajbHOCTbIO 3BYKOB CBOEro

!To ectb B cMmbicie CO3MaHMst (DOHOBBIX CTPYKTYP, TMOAIEPKUBAMOIINX
(peiiMUHT — KOTOPBIi, B CBOIO OUEPe[lb, SIBJSIETCS] TPUHITUIIOM, 10 KOTOPO-
MY Bell[)f BOCIIPMHUMAIOTCS ¥ MIOHMMAIOTCS 110 OTHOIIIEHNIO K paHee Mpuo6-
PETEHHOMY 3HaHUIO (K KOTOPOMY OHM, UTOOBI ObITH TTOHSITHIMM), OTHOCSITCS.
IMogpo6HBIi OTUET, TOAKPEIJIEHHBIN CChIIKAMM Ha JIMHIBUCTOB, G1I0co0hOB
U TICUXOJIOTOB, CM. B: Barsalou (1999, pp. 591-592).
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«COOCTBEHHOIO» SI3bIKA): CepUI0 (POHETUMUECKUX BO3AELICTBUIMA,
Ha OCHOBE KOTOPBIX SI3bIK JOJIKEH ObITh MOTHOCTHIO «CXBAueH»
pebeHKOM U Jjajiee pasBUT VM.

B camom Hauasie, B MjIaZileHUeCTBe, YeJI0BeKY Ipe/JiaraeT-
cs1 (boHeTUUEeCKUit) «BUI», paHee HEeBUIVMbIN, HO M300MIy-
IOUIMIi BCEBO3MOXHBIMM Pa3HOOOGPa3HbIMM 3BYKaMu, MeJio-
OUSIMU U TeMraMu. MaJeHbKUit CIyliaTenab, TaKUM 00pa3oM,
«OCTaeTCs OOMH» BHYTPU (MIM: BO BJIACTM) MATPUILIbI, KOTO-
pasi COCTOUT TOJIbKO M3 «TOTOBBIX (pOpM» M MX OTHOLIEHWIA,
KOTOpbIE SIBJISIOTCS IeJbIMU (M 9JIeMeHTaMM) 11eJIOT0 HOBOTO
«MMpar, ¢ KOTOPbIM UM TPUXOAUTCS MMETb Meyo. XOTS HU
OHa U3 3TUX «OAa30BbIX» €OUMHUI] He ObUIa UM OOBSICHEHA,
M TI03TOMY MM IPUXOAUTCS MMETh MIeJIo ¢ 6osiee CIOKHBIMMU
CYLIHOCTSIMM (XOTSI HEKOTOpPbIe M3 HUX YacCTO JOBOJIBHO Ma-
NI, MPUOIMKAsACh K caMuM «6a30BbIM» 3JI€EMEHTaM), OHU
6bICTPO OpHMeHTHpyIoTcsa. He obpemeHeHHble ITpeIbIAYIIVM
OTIBITOM, MaJIEHbKME IeTU — IO0J00HO JI060MY, KTO MOABEp-
raeTcsi BHe3armHoOMy Iapajay KpacoTbl (VI UX cepum) — BIU-
THIBAIOT e€e OJMKM U B3aMMOCBSI3U eCTeCTBEHHO U, BO3MOSKHO,
MO3TOMY TaKXke 3alMChIBAIOT UX Oojiee ecTeCTBEHHO, JIerKO
" TBEPIIO.

V MajleHbKMX [IeTeii — KaK IpaBWIo, Majbllleil — obyue-
HMe (akTUUecku PAaBHO3HAUYHO CO3JAHUIO (MM aKTUBALVIN)
(TTOAXOISAIMMX, MPAaBUIbHBIX, MOOXOOSIINX) HEMPOHHBIX Iie-
Teit; Ha YpOBHE OBJIaJleHNs SI3bIKOM 3TOT IPOLIECC B OCHOBHOM
CTUMYINPYeTCcs KOHGPOHTALMEN C pa3sIMUHBIMU TIPUMepaMu
YCTHO MIPOM3HOCUMBIX TE€KCTOB. XOTSI 3HAUUTEIbHAS YaCTh aK-
TUBHOTO 3HaHMUS (JII0O0TO pofa, BKIOUAST BiaJleHMe SI3IKOM)
npuobpeTaeTcss IyTEM IOAPasKaHMS, Mbl BCE K€ IO/IKHBI
MMeTb B BUAY, UTO MMEHHO BOCIpUSTHE (BO B3aMMOZENi-
CTBUM)! He TONbKO O6jeryaeT MOHMMAaHMe, HO ¥ IOMOTaeT
obecrieunThb 061U (GOH, Ha KOTOPBIN (PaKTUUYECKM OIPaeTCs

! PasnuuHble (MHTEPAKUMOHMUCTCKUE V/UIU «OUXEBUOPUCTCKUE») TTOIXOIbI
u Teopun cMm.: Koffka (1925), Vygotskij (1929, 1933, 1987), Piaget (1928, 1952,
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noApakaHue.

C 2101 TOUKM 3peHus (KOTOPast B CBOEM «OOJIbIIIOM IIaHe»
u3beraet yrryosieHus: B 60/iee TOHKME HIOAHCHI), MOXKET ObITh
000CHOBAHHBIM PACCMOTPEHME KaK paboTOCIIOCOOHBIX (MJIN:
npuMupenne)? Kak pensituBmsMa CiobuHa,> Tak U (B TeH-
IeHINM) yHUBepcaan3mMa Xomcku.* BriociemcTBuu GUxeByO-
pusmM® — cam 10 ce6e ¥ B CBOMX IPAKTUUECKUX ACTIeKTaxX —

1958, 1962, 1964), Erikson (1963/1), Slobin (1982) or Tomasello (2003).

2 CM., cpeay IpoOYMX UCTOUYHMKOB: Streeter, L. A. (1976).

53mech peub MOET IIABHBIM 06PasoM O ero Teopuyu (Win: HabIIOmeHNM)
«MBIIIJIEHUST JJIST peun», KOTopasi MpeAIonaraeT, YTo 3HaHMe JTI060T0 sI3bI-
Ka Hepa3pbIBHO CBSI3aHO C KOHIIEITyaau3alueit 3TOro KOHKPEeTHOTO SI3bIKa
ero BocrpuaTus mupa. OH B OCHOBHOM OIMPAETCsl Ha HaGMomeHus / yue-
Hust / nipeanonoxkenus Camupa u Yopda, B TO Xe BpeMsI UCIOb3ysl CO0-
CTBEHHO JIOTMKY 3[paBOTO CMbICJIa — KOTZAA, B MPUHIIUIIE, YTBEPKAAETCH,
YTO Hallle obyueHMe M, CJiefoBaTelbHO, AeHCTBUE (TaKMM 06pa3oM, TaKkKe
MBIIIJIEHMe, KaK B MaJjiblX, TaK ¥ B GOMBIINX eIMHUIIAX), a TaKKe GOoJbIine
«CTpaTernyeckue» Kyckyu) «ObIBaeT» BCerna B KOHTEKCTe IaHHOIO SI3bIKa
WJIN SI3BIKOBOT'O KyJABTYPHOTO DErnoHa (HampumMep, CKaHAMHABCKOTO, Cpe-
IU3eMHOMOPCKOTr0, KUTaCKOro, eBpeicKkoro 1 T. 1.). OgHako 3Ta AesTenb-
HOCTb, KaK (akTuuecky mnpusHaeT CI06MH, HEBO3MOXKHA 6e3 HeKOTOpOii
3/IeMEeHTapHOM (MpeaBapUTeNbHOM) «IIPOBOAKM» MO3Ia; UTO MOXEeT IIpUBe-
CTY HAC K TIPEIIIONOKEHNIO, UTO KaK MOXKHO 6ojiee TOYHOE OMMCaHMe pe-
aJbHOTO TIONIOKeHUST Bellleil, CKopee BCero, cCjaenyeT MCKaTb Ihe-HUOYIb
Ha KOMIIPOMMCCHBIX JUHUAX Mexay CITo6MHOM ¥ XOMCKM.

4 CymiecTByeT Teopusi / TOAXOI «YHMBEPCAIbHON IPaMMaTUKM» (KOTOPBIi
B 3HAUMTEJIbHON CTEleHM pacCMaTpUBAeT 3HAUUTENbHBIN 06BEM SI3bIKOBbIX
HaBBbIKOB KaK BPOKIEHHBIM ¥, B MEeHbIIell i 6ojIbliieit cTereHu, He3aBu-
CUMBIIt OT OKpY’KaIOIIei Cpefbl), a TaKKe «OUXeBUOPUCTCKMIT» U «MHTEpaK-
LMOHUCTCKMIT» TIOAXOMbI. Bblgawliyecs MbICIUTENN SI3bIKa U TEOPeTUKU
ob6yuyeHust XX BeKa CBSI3aHbI C 3TUMM MOAXOAAMM, HAIIPUMeEp, CO CTOPOHBI
«BPOKIEHHOTO» (MM «HATUBUCTCKOTO»), BBIPabOTAHHOTO XOMCKM, 8 TaKKe
C «6MXeBMOPUCTCKOTO» (OPMEHTUPOBAHHOTO Ha PYKOBOJICTBO M 0Opa3oBa-
HME), BbIpabOTaHHOTO Bhirorckum u IMnaxe. «MHTEPAKLIVOHUCTBI», TaKue
Kak Cno6uH win ToMasesio, Ha OCHOBE CBOUX CUIbHBIX «PeISITUBUCTCKUX»,
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3aTeM CHOBa O6GPATUT HAC K TeMe MOAPAKaHMS: eIy «Iopa-
sKaHMe», MOJDKHBIM 06pa3oM MpoaHaIM3MPOBAaHHOE B KOHTEK-
CTe Tpoliecca OOyuyeHMsI, B KOHEYHOM WTOTe BEPHET Hac
K XOMCKM B (pM3MUYECKOM acIrieKTe 3TOro Ipoiiecca, To K Cio-

«HEOCaNMMPUAHCKUX» YOEKIeHNit TOCTeNeHHO (1, TI0 CYTH, COBCEM HEJJaBHO)
CTaJI OCHOBHBIMM ITPOTUBHMKAMM XOMCKM C TOYKM 3pEeHMSI TOTO, B KaKO
CTelleHU OBJafieHye SI3bIKOM JOCTUTAeTCsl 0OyueHreM (M: TpUoOpeTaeTcst
yepe3 o6pa3oBaHNe) — a He, 110 IIPEUMYIIECTBY, KAKMM-TO 06pa3oM «BpPOK-
IleHHO JapyeTcsi». [IbITasich IPUMUPUTD BCE 3TU «IPYIIIbI», Mbl MOKEM CJie-
JIaTh BBIBOJ], YTO U€JIOBEK POKAAETCS 3apaHee MOATOTOBIEHHBIM Y TOTOBBIM
B OIpefie/ieHHO CTeleH!, HO UMeHHO MacuTab (M, CJieoBaTeIbHO, TaKKe
OTpaHMYeHNe) ITOV CTeTeHy SIBJISIETCS HY B KOEM CiTydae He aGCOMIOTHBIMMA.
Takum ob6pa3om, obyueHMe Kak Ipoliecc Bcerga oO6yCIOBAEHO B3auMOJeli-
CTBMEM ¥ KYJIbTYPHOJi crieliduKoi (YTO, MO CYTH, U €CTh TO, UTO TOBOPUT
Cno61H, OCHOBBIBAsICh HE TOJIBKO Ha TeOpUM OTHOCUTenbHOCTH Yopda u Ca-
MMpa, HO U Ha 6ojlee paHHMX «KJIACCUUYECKMX» MTOAXOAaxX Brirorckoro u IMna-
xe). JIpyrMmu cjoBaMu: XOTSI €CTb «OCHOBBI», KOTOpPbIE MOXKHO CUUTATb
«YHUBEPCATbHBIMI» (TTOCKONBKY OHM — «BPOKIEHHBIM» 00pPasoM — YHU-
BepCAIbHO MPUCYTCTBYIOT), CYIIECTBYET, OMHAKO, TOT (aKT, UTO MbI BCerma
«YYMMCST» B KOHKPETHOW «IaHHOM» cpefie (MpuobpeTeHne KOTOpOit AJis pa-
60THI C peaqbHOCTHIO MOXKET IMOoarathcsl (akTopoM, PaBHBIM «MbIIUIEHUIO
11t peun» y Clo6uHa).

S OCHOBHBIM BKJIaZIOM KOTODOTO SIBJSIETCSI <«YIpaBisieMoe OBydeHue»,
npefcTaBjieHHOe 6oyee KBaMMGUIIMPOBAHHBIM TPUMEPOM (KOHLIETIIMS
«30HBI OJIVDKAIIEro pPasBUTUSI»), UCCIEMOBAHHBIM BBITOTCKMM, OIMCaHUe
pa3BuUTHs (OCHOBAaHHOTO Ha OOyYeHMM U B3aMMOMENCTBUM), HabIonaBIIee-
cst TInake, a Takke «IIOCIENOBATEIbHOE», «TeIITANIbT» -00yueHue, chopmy-
nupoBaHHoe Koddkoit. B cBow ouepensp, Oj1s1 KOHIEMLUUM «KOJIEKTUBHOI
MHTEHUMOHAIbHOCTM» TOMasemio, a Takxke JJIs1 «YUCTOI» TEOPUM «MBIIII-
yeHus 1y peun» CIo6MHA PENITUBUCTCKUIA TTOMXOM, SIBJSIETCS HE TOJBKO
JIOTMYECKUM De3yJAbTaTOM MX «IMYHOTO» (aKaJeMU4YecKoro) IPOTUBOCTOSI-
HUS «IO3UTMBU3MY XOMCKM», HO Takke IPU3HAKOM o0OuIeit (Hay4HOIA,
HO MOTPAaHMYHOM C UAEO0TOTUYECKON) OUCKYCCUM, KOPEHSILecs, 10 CyTH,
B 6Gosnee ob6meM (M, Kak OGBIYHO, BPEMEHHO OOOCTPEHHOM) Pa3HOIIACUU
Mexay (CKopee) «KOHCEPBATUMBHBIMU» U (CKOpee) «PEeBU3MOHUCTCKUMM»
MO3ULMSIMM KaXKAO0TO U3 IBYX «iarepei».
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61HYy MbI BEpHEMCS B MHTEPAKIIMOHMCTCKOM acCIleKTe «Ioapa-
KaHUs». !

XOTSI HEKOTOPBIX MaJIbIIIE I MOXKHO CUMUTATh «DU3UIECKU»
TOTOBBIMM C TOUKM 3peHMUs] ob6nafmaHusl BCEMU OpTaHUUYEeCKU-
MU aTpubyTamu, HeOOXOOMMBIMU IJIsSI BOCIIPUSITUSI, UMUTA-
MY, TIOHMMaHUs U oOyueHusl, BCce Xe MOXeT MMeTbh MeCTO,
10 KpaliHeli Mepe Ha HAUYaJIbHBIX 3Tamnax MX SI3bIKOBOT'O pas-
BUTHS, UYTO K Kbl U3 HUX TPATUT APYroi mepuo BpeMeHU
«OXXUAAHUS» «OCHOBHOTO» (WJIM: MPAaBUIBHOTO, CTUMYIUPYIO-
I[ero) IIPOTMBOCTOSIHUSI, KOTOPOE <«IIOCBSIIIIAeT» UX B MUP
S13bIKA (C TOUKM 3PEHUSI UX UHTYUTUBHOTO «OCO3HAHUSI» TOTO
dakTa, YTO UYTO-TO BpOHEe <«sI3bIKA» «CYIIeCTBYeT U —
OITSITh XK€ MHTYUTUBHO — COIJIaCyeTCs C / OUeBUOHONM, XOTS
B KOHKPETHbIX TepMMHAX ellle He GUKCUpPyeMoit / akTyaJbHO-
CThIO 3TOTO «4ero-To»). Ilo aToi npuymHe O4eHb BasKHO, YTO-
ObI CTMMYJIbI, KOTOPbIE OHM ITOJIYYAIOT B KauecTBe KJIIOUEBBIX
BXOIHBIX JAHHBIX [JISI BOCIPUSITUSI, UTOOBI 3aIyCTUTh UX
MepLeNTUBHbINA U UMUTALMOHHBIN (00ydJaromuii) MoTeHLanl,

! Ina mapajutenieit U gajabHEMIIero YTeHusl CM., Cpeay MPOYMX MCTOYHMKOB
paboThl BeITOTCKOTO (KPaTKMIi CIIMCOK M CIIMCOK CChUTOK Ha 0OCYKIEeHMe po-
Jiu1 Tioppaskanusl y BeiroTckoro cm., Hanipumep: Chaiklin, S. /2003/); dpukco-
Ha (06 acmekTax 6MxXeBMOpPU3MA M POJIM AANTAIUY Y IPUKCOHA CM., CPEIU
npouero: Wilt, J., Cox, K. S., McAdams, D. P. /2010/ wnu Boeree, C. G. /1996/),
Tomasello (1999, 2020, a Takke Carpenter, M., Liszkowski, U. /2007/; Takke,
Kak B CYMMMPOBAaHHOM U TIPOKOMMEHTMpPOBaHHOM Bupue: Kessler, J.
T. /2010/) unu CnobuHa (0 TOM, Ha YeM OH OCHOBBIBAE€T CBOIO KOHLIEIII[MIO
OBJIaZIeHMS SI3BIKOM KakK ITPOILiecca, KOTOpbIi (hakKTMYecKu paBeH YCBOEHUIO
«MMPOBO33pPEHUSI» ITOTO KOHKPETHOTO $I3bIKa, CM., IJIAaBHBIM 0OOpa30oM:
Slobin, D.I. /1987, 2004/, unn mnio: Bever, T. G. /1982/, wiu no: Berman, R.
A. /1994/) u T. I. 3mech BCe CYMMMUPYETCSI B «afamnTaluu»: TOe IMoapaska-
HME — 3TO MeTO, a 6MXeBMOPU3M — 3TO MapaAurMa; B 9Toi 061acTu mpo-
JIeraeT TOHKAsl TOHKasl IPaHb MEXOY OMXeBUMOPU3MOM (C OTPHUIIATENbHOI
KpaifHOCTBIO B BUIE «IACCMBHOTO» TOApakKaHWUsI) M MHTePaKIMOHU3MOM
(c oTpullaTEeNbHOM KPailHOCTBIO B BUAE «UIUIIKOM aKTUBHOIO PeISITUBU3-
Ma»).

92 Aesthetica Universalis



ObLIM KaK MOKHO Oojiee SIpKMMM, YETKMMM U KOHIIEHTPUPO-
BaHHbIMM. HecMOTpsI Ha TO, YTO «BTOPOCTEIIeHHbIE (TEKCTO-
Bble) (OpMbI» — He eIMHCTBEHHbIe, C KOTOPbIMM MJIaJleHel]
KOHTaKTUpyeT (IIOCKOJIbKY, B MEPBYI0 O4yepedb, BCe ellle Cy-
IIeCTBYeT eCTeCTBEeHHbBbI WM Jaxe «IeTCKUi» pasroBOD,
MIPOU3BOAMMBIN C HUMM WIM BOKPYT HUX B UX Cpele), OHM,
0e3yCIOBHO, SIBJISIIOTCSI  Haubosiee  CKOHILIEHTPUPOBAHHbBI-
MM C TOUKM 3peHMSI IUVIOTHOCTU TIOSIBJI€HMSI 110 OTHOIIEHUIO
K IJIHE TEeKCTOB, a TaKke BO3JeNCTBMS OTTEHKAa M YacCTOThI,
C KOTOpO¥ 3TU (eCTeCTBEHHO, B OCHOBHOM YCTHO, MPOM3HO-
CUMbI€) TEKCTbI BXOISAT B OTHOCUTEIBHO KOPOTKMUII TE€PUO,
B KM3Hb PaCTyIero pebeHka.

Takum ob6pasom, Hambojee aKTyaJbHBIM 3[1€Ch SIBJISIETCS
He M3yueHme (WIM Jake OCBOEHMeE SI3bIKa) B L1eJIOM (TO €CTb,
BKJTIOUAST CBSI3YM MEKAY 3ByKaMy MJIM 3HAKaMy U UX «3HAUYeHU-
sIMU»), a, CKOpee, ero HavyajabHasi, popmaabHast cTagusi, OTMe-
YyeHHasi 3HAKOM ITPUOOGPeTeHMSI CIIOCOOHOCTM UAEHTUDULIVPO-
BaThb M «pasjMuaTh» 3BYK (3BYKM) BIUIOTh IO CITOCOOHOCTMU
VMUTUPOBATD; CJIelOBATEIbHO (TEXHUYECKN) «OBJIAIETh» TEM,
YTO OJDKHO OBITH OCBOEHO B TepMMHAX «pemecia» (popmbi)
IO TeX TMop, MOKa «MCKYCCTBO» (COmepskaHmue, 3HaUeHue, a 3a-
TeM BCe JIeKCMuecKue, CUMHTAKCUYecKue U CTWINCTUYEeCKUe
KOMOMHAIIVY U T. [I.) HE CTaHeT (IIOJTHOCTbI0) BHYTPEHHUM.

Sl yTBepkaar, uTo, 6ymyun JOBOJBHO MPOCTHIMM BHaYase,
C MOCTeNeHHbIM yBeIMYeHeM pa3Mepa M BasKHOCTU ieMeH-
Ta cofiep>KaHus, Bce pa3HOOOpa3Hble pPa3HOBUIHOCTU «BTOPO-
CTereHHbIX (opM» SBSIOTCS CpeNCTBaMM, MHCTPYMEHTaMMU
M CpeICTBaMM, KOTOpble HAIpPaB/SIIOT PACTyIero pebeHKa
Ha ero MyTU K MpUOoOpeTeHNI0 OObIleil YacTu (ecy He BCEX)
3TUX 3HAHUMN.

TakuMm 06pa3om, B TOM, UTO MOXKHO ObIJIO ObI Ha3BaTh (MX)
«CUCTeMaTUUeCKOi CJIy4yaifHOCTbIO», OHM, CpeOu IIPOYero,
YKa3bIBaIOT Ha IpeJesbl TOTO, YTO — B paMKax MapagurMbl
KaXXJOr0 KOHKPETHOTO SI3bIKa — BCe ellle BO3MOKHO UM YTO
YK€ BBIXOJUT 3a 3TM T'PaHUlIbl; YTO (POHETMUECKH IOMYyCTUMO
He TOJIbKO Ha YPOBHE 3BYyKa «KaK TAKOBOTO», HO ¥ B COUETAHM-
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SIX, 4aCTOTax, MOCAeA0BaTeIbHOCTIX U BCeX APYTUX BUAAX Ka-
YeCTBEHHOI'0 M KOJIMYECTBEHHOTO MIPUCYTCTBUS BCETO MHOMKe-
CTBa 3BYKOB, KOTOpPbIMM OOIafaeT KaxkIblii eCTeCTBEHHbIN
SI3BIK, U T. II.

OTO «CMOHTAaHHO HaBsI3aHHOE» IIOHMMaHMue LIeHHOCTH,
6M30CTY ¥ BAJIEHTHOCTY (DOHETUYECKOI CUCTEMBI SI3BIKA, T. €.
TIOHMMaHMe TOTO, YTO SIBJSIETCS TUIIMYHBIM, a UTO SIBJISIETCS
HETUIIMYHBIM B $I3bIKe, aeT (yke B paHHEeM AEeTCTBe) Ipel-
CTaBJIeH/Ee O HOpPMe, M eCJIM He «BCe», TO XOTS Obl MHOTUE
13 BO3MOSKHBIX CIIOCOG0B ee HapyiieHus (i).!

B 3HauMTENBHOI CTENeHM KOHTEKCTYyalIbHbIl CITOCO6 YCBO-
eHMs sI3bIKa (OTIOCPeIOBAaHHO CIIOCOOCTBYIONIMIT CITOCOOHOCTM

1 3mech mpumMevaTenbHO (HE TONBKO /IS BO3MOXKHbBIX JATbHENMIINX CChITIOK),
uto Poman ko6coH 1 Moppuc Xajte 1oKasajau, YTO ClIOCOGHOCTD oIpefe-
JIITb OCHOBHbIE OVHAPHbBIE OMIO3ULIMY (BUJ, 60JIBIIOTO ¥ MajieHbKOTO, Terl-
JIOTO ¥ XOJIOGHOTI0 U T. [.), YTO Ha CaMOM JeJie SIBJISIETCS «[1ePBOJ JIOTUUECKOMI
omepatueit» pebeHka; cM.: Fundamentals of Language; Halle, Jakobson; 1956,
p. 47). Bompoc 0 ToM, OCHOBaHa Jii CIIOCOGHOCTh pa3inuaTh 06e CTOPOHBI Ta-
KUX GMHAPHBIX OIMIO3UIMIT Ha (JIOTMYeCKOM) TMpeIBapUTEIbHOM TpeboBa-
HUM UX TIpeAHa3sHaueHus] CHauvaja uAeHTUuuMpoBaTh TOT (akTt, CBS3a-
HBI JIV 3TU JBE IIPOTUBOIOIIOKHOCTU» «KAKUM-TO 06pa3omM» APYT C APYTroM,
aBTOpaMM OfHAKO OCTaBjeHa 6e3 BHUMaHMs. B 060M ciyuyae, 3TO ObIa
(umest) MpMMEHEeHUSI — M3HAYAIbHO CBSI3aHHAS ¢ HOHOIOTHEN — «KOHIIEIITY-
aju3alum CUCTEMbl» GUMHAPHOM CTPYKTYPbI K APYTMM (KOMMYHMKAIMS /
SI3BIK / TEKCT) CBSI3aHHBIM 0OJIACTAM (TaKUM, Kak MOpP(}OIOTHS, CMHTAKCUC
M CEMaHTUKA), KOTOPYIO (hakTUUeCcKy, MOKHO OTOXIECTBUTH C IMOIAbEMOM
CcTpyKTypanu3ma. Ha ypoBHe 3BYKOB 3TO 6yJeT OTpaskaTbCsl B CIIOCOOHOCTU
pasnauyaTh TO, uTo Tpy6erkoit 1 IKo6COH HasbIBaIM «6MHAPHBIMYU ITPOTUBO-
TIOJIO’KHBIMY 3ByKamMm» (UJIM TO, UTO C yBePEeHHOCThIO MOKHO Ha3BaTh «ITOX0-
SKMMM», HO pa3HbIMM OYKBaMy — HaIlpuMep, «na» U «6a» U Tak ganee.). UH-
TePeCcHO, UTO C TOUKM 3peHus hoHeTuKM Tpybenkoii u Xasie B cBoeit (yro-
MSIHYTOJ Bblllle) KHUTe, HAIIMCAHHOJ B COABTOPCTBE, MIOHMMAIOT TaKkKe Kak
«OMMO3ULINIO» PA3/INYMe MEXIY «HOCOBBIM U YCTHBIM COTTIACHBIM», KOTOpOE,
T10 MX MHEHMIO, TAKKE IPUHAIJIEKUT K «PaHHUM MTPUOOPETEeHUSIM peGeHKa»;
cMm.: Fundamentals of Language; Halle, Jakobson; 1956, p. 38).
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pacrosHaBaTh GopMy, IJIMHY U TPAHULIBI CJIOB, UX PUTM, CUH-
TaKkCUMYeckoe 3HaUeHMe Y BAJIEHTHOCTb U T. [I.) SIBJISIETCS Ove-
BUJIHBIM €CTECTBEHHBIM MEXaHM3MOM, ITOCPEICTBOM KOTOPOTO
YCTAHAB/IMBAETCS CBSI3b MEXKIY («MapKMPOBAaHHBIMM») Bellla-
MM, TIOHATUSIMU, SIBIEHUSIMU U TeHAEHUMSIMU (aCCOIMaLINSI-
MM, popMamu 1 T. 1.) ¥ («<MapKMPOBAaHHbIM») 3HaUeHMEM. UYTO
B HAYa/JIbHO «3BYKOBOI» (ha3e OBIAeHMS SI3bIKOM ITPOUCXO-
IOUT Ha YPOBHE pas/MyeHMs] IVIACHBIX, COIVIACHBIX U CJIOTOB,!
Terepb MPOUCXOANUT HA «CAMOM BEPXHEM», TO €CTh CEMaHTHUYe-
CKOM, YPOBHE: UOEHTUDULMPYIOTCS CMMBOJIBI, 3aaya KOTO-
PBIX — CTUMY/IMPOBATh ACCOIMALMMU; OOHAPYXMUBAKOTCI (U /
WJIY TIOAKPETLISIIOTCST) HOPMbI, KOTOPbIE CITYKAT JIJISI PYKOBO/I -
CTBa, CPAaBHEHUS WM CCHUIKM, YCTAHABIMBAIOTCS KPUTEPUU
IOOTYCTUMOTO; CTPOSITCS aOCTpaKIMM, KOHLENIMKU 1 0600611e-
HUSI; TIOCKOJIbKY CO3/IAI0TCSI BCe HEOOXOIMMBIE «CBSI3M» MEXKIY
MOTeHIIMATbHBIMM YCTAHOBKAMM [IJisI SI3bIKOBOJ KOMMYHMKA-
MM ¥ CUMBOJIAMY, UCIIOb3YeMbIMM IJISI TIPEICTABIEHUS OC-
HOBaHHBIX Ha 3TOM U[I€ii, KOTOPBIE SBJISIIOTCSI OCHOBO 111 pe-
aNM30BaHHbIX MO3AHee paroles, SI3bIK OXBayeH B ITOJHOM
CMBICJIE 3TOTO CJIOBA.2

OTM TIOCTOSTHHO CysKaloIlMecsl JIOBYIIKM, Oe3yCJIOBHO,
MOXXHO pacCMaTpMBaThb KaK CBOEro poja <«IoJapoK» ecTe-

1 XoTs1, CKOpee BCero, 3T0 HMKOIIA He MTPOMCXOIUT «TOIbKO» Ha YMCTO 3BYKO-
BOM YpPOBHE — GYIb TO IO «IIPOCTOI» MPUUMHE, UTO TaKue (<IMHTBUCTUYE-
CKMe») 3BYKY BCETA «TIOSIBJISIIOTCST» B «HETIOCPeICTBEHHO 6/1M30CTM» OT Jeii-
CTBUIA, IBJIEHWIA, BEIEJ UM APYTUX CUTYALUii, C KOTOPBIMY OHM B OOJIbIIIEH
VIV MEHbIIIeH CTereHy 06s13aTe/IbHO CBSI3aHbI (M HE TOBOPS YK€ O TOM, UTO
Jaske «pasIMyeHye» 3ByKa sBJISIETCS CIOCO60M MOHMMAaHMSI CaMo I10 ceGe).

206 OCHOBHOM MHOr006pasuiy TEOPMil, MOAXONOB M KOHIIEINLMIA 10 OTHO-
HIEHNIO K MPOIECCY ITPMOOPETEeHMS TIOHSITUIA O BEL[aX CM. TAKMX TEOPETUKOB,
Kak Borzomckuti (1929, 1987), Kogpgra (1925), IMuaxce (1925, 1928, 1952, 1954,
1962, 1964, 1970), dpukcoH (1963/1, 1982) u nOp., a Takke COBpeMeHHbIe
JIMHTBUCTBI — «PeISITUBUCTBI», Takue Kak Canup (1921), «<HaTUBUCTBI», TaKue
Kak Xomcku (1966, 1982), nnu «pensiTUBUCTbI»/«IIPOCBETUTENNY», TaKMe KaK
Cno6uH (1982, 1987). 13 60/ee HOBBIX MaTepUajIOB (IOCTYIHbBIX B IHTepHe-
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CTBEHHOTO ITpouncxoskaeHusi. Ho B TO ke BpeMsI 3TO CBOETo po-
Ila Iap, KOTOPbIi XOTSI ObI B OJHOM acIleKTe IMOCTeNeHHO Ipe-
BpalllaeTcsl B «30JIOTYI0 KJIETKY», TaKylo, U3 KOTOpPOJ OYeHb
TpygHO c6exxaTb. C OOHOV CTOPOHBI, 3Ta CBSI3b, 06E€3YCIOBHO,
JOITyCKaeT OpraHMu3aIMi0 MMUpa M0 BCEBO3MOKHBIM KaTeropu-
sIM, TIOMOTAeT JIIOJSM CIIPaBJISITbCS C MHOXXeCTBOM BUIOB B3a-
MMOJENCTBMUSI U B LIeJIOM JieflaeT «IpeObiBaHMe Ha SI3bIKe»
ecrectBeHHbIM. C Ipyroii CTOPOHBI, UeEM €CTEeCTBEHHEE 3TOT
«BHYTPEHHUI JIMHTBUCTUUYECKU» OIBIT (CYIIeCTBOBAHME) UH-
IVBUAA, TeM OOJbllle MPeJaHHOCTb €My IPEMNSTCTBYeT CIIO-
COOHOCTM TaKOTO MHAVBMIA CMOTPETDb HA CBOJi SI3BIK C «TOUKM
3peHMsT MHOCTPaHIa», T. €. C TOYKM 3peHMUs] KOTO-TO He yJacT-
BYIOILIETO B YIIPABJI€HUM 3TUM SI3bIKOM.

VTpara 3T0i IepCreKTUBbI 03HaYaeT HeCITOCOOHOCTD K ye-
MY-TO, UTO MO-YeIICKM MOXXHO ObLIO ObI Ha3BaTh «od-stup»
(6YKB. «BIAMU-CTOSITh», T.e. HeMelKoe «Ab-stand») miu «nad-
hled» (6ykB. «B3IJIsIL CBEPXY» UIN: «BUJ, CBEPXY, ITO-HEMEIIKI»
Oben- / an / sicht»/), To ecTb «6ecIpucTpacTHasI», HOBAsI «TOY-
Ka 3peHus1 HabmomaTesNss Wi, UTO BIIOJIHE COOTBETCTBYET,»
B3IVISIJ, C BBICOTBI IITUYBETO IOjeTa» (KOTOPBIi, OOHAKO, MOI-
YyepKMBaeT yKa3blBaeT Ha OTCYTCTBME Ype3MepHO 3MOLMO-
HaJIbHOTO TOAXOJA K YeJOBeKy, Belly WM MPOUCIIEeCTBUIO)
(em. una. 5).

B 60nBIIMHCTBE CTyyaeB AETU MPOXOAST 3Tall O0yueHUs
IJIaIKO, MMPUYEM HEKOTOpble M3 HUX AENAI0T «JIydilie», 4eM
Ipyrve, B HEKOTOPbIX 3aHSATUSIX WM 3ajadax. Yepes HEKOTO-
poe BpeMsi 6a30Bble CBSI3U (TO €CTh Te, KOTOpbIe 00erdyaroT
HEKOe «3JIeMeHTapHoe» SI3bIKOBOe KOIMPOBaHME U TEKOIUPO-
BaHMe, Befyliee K CMMBOJIAM, K COOBITUSIM B MUPOBOI peajb-

Te) CM., Cpemu mpouero, Ramscar, M., Gitcho, N. (2007), Ramscar, M., Yarlett,
D. (2007), Saffran, J. R., Aslin, R. N., Newport, E. L. (1996), Hauser, M. D.,
Chomsky, N., Tecumseh Fitch, W. (2002), Dockrell, J., Marshall, C. (2015). [Iyist
TIOHMMAHMS ¥ OOBSICHEHMSI TOTO, KaK OOBIYHO GYHKIMOHUPYET KOTHUTUBHAS
pelienTMBHAS CUCTEMA MO3Tra, CM., Cpeaiu mpoyero, Barsalou, L. W. (1999).
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HOCTM, HaKOHell, TIPeoCTaB/sIsl IOHMMaHMe; (JIeJOBaTelIbHO,
KOMMYHMKAIMsSI pa3sBMBaeTCss B IMOHMMaHMe,! KOTOpoe BIIO-
CJIeICTBUY YITYO/SIeTCS U Pa3BUBAETCS MHAUBUAYATbHO. [Ipy-
MMM CJIOBaMM: B TO BpeMs KaK oOydyeHMe U TMOHMMaHUE —
3TO CBOErO pojia «IIYTIMBBIA (eCTUBAb» OOBeAVHEHNS «3Ha-
YUTE/IbHbIX» CBSI3€}, aKlleHT Ha 3BYKe «KaK TaKOBOM» IIpef-
CTaB/IsIeT — B HEKOTOPOM CMbICJIE — €ro OTpULIaHMe; Aeii-
CTBUTEIbHO, «BCKPBITHE» SI3bIKA, KOHEUHas 1ieJib KOTOPOro —
HaliTM HauMeHee M30JMpyeMble YaCTUIbl 3ByKa, IIOMECTUTH
MX 10, MMKPOCKOIT ¥, OCHOBBIBAsICh Ha UX MOAPOOHOM M3yUe-
HUM, CHOBA IIOMBITATbCSI MOHATh HEMHOIO OOJIbIlE, OTHOCH-
TeJTbHO TOTO, UTO IPECTaBJSIOT COO0V YaCTUIbI, U3 MAaCChI
KOTOPBIX ITOCTPOEH BECh SI3bIK.

K cuacTpio (Kak Oj1s1 Hac, Tak M OJS SI3bIKa), TAKOro poaa
«pacwieHeHue» He TpeOyeT OT HAC MepeHOcCa HallMX OCHOB-
HBIX CpPefCTB KOMMYHMKaUUM B OPyrovi Mup. Mbl mpeKkpacHO
COXpaHsieM Halll )KMBOJ, eCTeCTBEHHBbI SI3bIK TAKUM, KaKOJi OH
eCTb, M eAVHCTBEHHOE, UTO HYKHO CJe/IaTh, 3TO OCO3HATh TOT
(dakT, 4TO KaKkoii 6! GYHKIMOHAIBHOM HY ObIa 3ByKOBAs CTO-
pOHa $13bIKa, OHA BCE PABHO OCTAHETCSl MOAUMHEHHO, TOUYTHU
«(heomaabHOI» CITY;KO00i (MM 3aBUMCUMMOCTbIO) B OTHOIIEHUM
K <«BBICIIMM» SI3bIKOBBIM KOMIIOHEHTaM (TO ecTb ee Oonee
«3peIbIM» OPaThsIM JIEKCUUECKUX U CUHTAKCUUYECKUX 37IeMeH-
TOB), YTO, TIO CyTH, U TIOMOTAEeT €ii «<BO3SHUKHYTb». JTa CIy>KOa
IMPOXOOUT B 3HAUUTEJbHON CTelleHM He3aMeuyeHHOn (MIn
MPaKTU4YeCKM HEeBUIAMMOI), U MOITOMY HEYOUBUTEIbHO, UTO
MUCTOPUYECKU JUILIb HEMHOTME BBIABUTAIM WAL — paau
JaJIbHelIIero ucoiefoBaHms 3TOro npeaMera — (1Mo KpariHeii

'Tlo Teme «IIOHMMaHMUS» Y IeTeit (BO BpeMs OBJIaJeHMs A3bIKOM), a TaKKe
10 CMEXHBIM TeMaM pa3BUTUSI pebeHKa CM., cpedu Tpouero, Bsizom-
ckuii (1929, 1987), Iuaxe (1926, 1928, 1952, 1954, 1964) wiu Spuk-
coH (1959, 1963/1, 1963/2, 1982); a TakKke pasauMyHble COBpeMeHHbIe pabo-
Thl, Takue Kak Dockrell, J., Marshall, C. (2015) wnu Ramscar, M., Gitcho, N.
(2007).
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Mepe YacTMYHO, BpeMeHHO, Oojiee WiIM MeHee CO3HATelIbHO
U T. [.) BbIIE/IeHUS COAepKaTe/bHOIO (TO eCTh JIeKCUUECKOTO,
CMHTAKCUUYECKOTo, CeMaHTUUECKOTO U T. J.) KOMIIOHEHTa WIN
«CJI0SI» C 1IeJIbI0 BOCHPUSITUSI 3BYKOBOTO KOMIOHEHTa (MIN
CJIOS) B ero MepBOHAYa/IbHOM, TO €CTh CMbICJIOBOM, «He3aIlsIT-
HaHHOI» hopMe.

XoTsl oTheneHue COOOIIAIOIIEro 3HaUeHue OT YMCTO Iep-
IIEeNITUBHOTO («abCTPaKTHOTO») MOIJIO U He ObITh B Hauasie XX
BeKa «4eM-TO HOBBIM» B KaueCTBe «CIIOHTAHHON AesiTe/IbHO-
CTU», BCe Xe 1leJieHalpaB/ieHHOe OCMbICJIeHEe 3TOM TeMbl U3-
MeHWI0 TipaBuiia Urpbl. C OGHOM CTOPOHBI, XyIOKHUKU U3 Ca-
MbIX Pa3HBIX Xy OXXECTBEHHbBIX OUCLUIUIMH BCeraa IMbITaauCh
YBUIETb MUP «HOBBIMM» IJIa3aMU — (Cpeayu rpouero) 6e3 Bin-
STHUSI CMBICJIOB. DT TOTIBITKY CTa/IX O0Jiee 4acThIMU IpUMep-
HO CO BTOpOI#1 nonoBuHbI XIX Beka, TO eCThb IOC/Ie MOsIBJIeHUS
dororpadum, KoTopasi BO MHOTMX OTHOLIEHMSIX OCBOOOIMIIA
PYKM XYIOKHUKOB (B 0COOEHHOCTY KMBOITMCIIEB).

B TeueHme wienywouux OeCSITUIETUII MMIIPECCUOHUCTHI,
a 1mo3yke 1 (GOBUCTHI UCKAXKAINM M300paskeHMe, UTOObI CO31aTh
ollIylleHMe, B TO BpeMsi KakK HECKOJIbKO IO03Ke [aJauCThbl
M CIOppeaINCThl UCIIONb30BAIM MPEUMYIeCTBa TPagUIMOH-
HbIX (opM (MM HOpM, KOTOPBIE «MMEIM CMbICI») IJIs1 CO3/Ia-
HUSI «KOHTPOJMpyeMoro 6pema». OgHAKO KaKMMM Obl Hayu-
HBIMM HUM ObUIM UX Heau (C TOYKM 3peHusT (PaKTUUeCKOro
KOHTPOJMIMPYEMOTO TECTUPOBAHUS PEAKLUMUII PEelUINIMEeHTOB),
9TU UX «IKCIIEPUMEHTbI» ObUIM B OCHOBHOM MHTYUTUBHBIMU
MM BbIOOPOUHBIMM, TO €CTbh He INPOBOAMIMCH OpPTaHM30BaH-
HBIM, OITMCAHHBIM U YETKO OIpe/ieJIeHHbIM 06pa3oM; B KOHIIE
KOHIIOB, X aBTOPaMM ObUT XYIOXKHVKH, a He yUeHbIe.

[Io cpaBHeHMIO C 3TUM SIBHO Ile/ieBble 3KCIIePUMEHTBI
" «CO3HATeJIbHbIe» HAOMIONeHMSI HEKOTOPbIX JIMHIBUCTOB belle
époque OBIIM y3Ke ropa3fo 6osiee YETKO OIMpeesieHbl U 1efe-
HaIlpaBJIe€HHO: Ha CAMOM Jejie 3TU JIMHTBUCTBI IbITAJINCD TIPU-
MEHUTb HAY4YHbII MOJAXO[, KOTOPBI B €ro CyTb U IpUpPOLa
MIMEJIY MHOTO OOIIEro ¢ OOHUM U3 «3aKOHHBIX» XyI0XKECTBEH-
HbIX MMPOBO33peHUIi — TaKUM, B KOTOPOM BMEeCTO «OOBIUYHO-
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ro» Mupa, HallOJTHEHHOT'O CMbICJIOM, 3pUTE/Ib BUAUT «TOJIbKO»
Habophl 1IBETOB, (GOPM M 3BYKM: MUp, JIMIIEHHBII CMbIC/IA
¥ HaIIOJIHEHHBII TOJIBKO aOCTPaKTHBIMMU (MJIM HETpaTbHbIMMA,
CBOOOIHBIMM OT acCOLMAlNii) SIBIEeHUSIMMU — KOHTYpaMu, OT-
TeHKaMM, XpOMaTUUEeCKMMU BapuaLsSIMMU.

OTU «IMHTBUCTUYECKME KOIeTU» (UX XYH0KeCTBEHHbIX
IpeaieCTBeHHMKOB M CBEPCTHMKOB) — Takue, Kak Hukomain
Tpy6enkoii, Poman SIko6¢coH 1 BukTtop IIIK/IT0BCKMIT (UTOOBI Ha-
3BaTh HEKOTOPBIX 13 CAMbIX BbIJAIOUIMUXCSI PYCCKUX) — HAIPO-
TUB, BO3A€P>KaBIIMCh OT KAaKUX-TMO0 «CTyYaifHbIX» 3JIeMEeHTOB
XY[IO>KECTBEHHOI'0 TBOPUYECTBA, C ITEPBBIX AeCATUIETUIT XX BeKa
OHU YKe MOTHOCTBIO CO3HATEIbHO C(HOKYCHUPOBAINCH HA BBISIB-
JIeHUU, BbIfieJIeHUM U CpaBHeHUM (M T. 7.) Haubosiee sneMeH-
TapHOI 3BYKOBOI YaCTULIbI SI3bIKA (@ TaKXKe BCel mocaeayoIen
MCCJIeI0BaTEIbCKOM paboTe, OCHOBAHHON Ha TaKMUX M3HAYAJIb-
HbBIX MTO3ULIASIX).

B 3TOM KOHTEKCTe He MOXKET ObITb HMKAKMUX COMHEHMIA
B TOM, YTO BOIPOC (POpMY/IMpyeMblii IPUMEPHO TaK (B OJHOIA
3 Bepcuil) — «Kak cebs uyscmeyem uenogek, Cayularujuli
2Mmom KOHKpemHblli A3blK 0e3 KOMAaHO HA KOHKPEemHOM s3biKe,
K020a OH CIblWUM 38YKU 3M020 A3bIKa?» — ObLT OOHUM U3 Ca-
MbIX BECOMBIX.

Tpy6ernikoit, IKOGCOH ¥ TeCHO CBsI3aHHAsl C HUM TpyMIa
OIIO3 (B kKoTopoii IIIKI0BCKMI1, BEPOSITHO, OBLJI OTHOI U3 ca-
MBIX BBIJAIOUIMXCS TIEPCOHANIT) ObUIM MaTepuanin3aiyeii To-
rO JIMHTBUCTUYECKOTO Moaxoaa Havaia XX BeKa, IJ1s1 KOTOPOro
B rOfibl, HEIIOCPEICTBEHHO IpeIeCTBYIOIIMe U 6/M3KIe «Tpa-
HM BEKOB», TaKMe TeOpeTU3UPYIOIIe JMHTBUCTDI, Kak Agzycm
Jleckun (1840-1916), JKau FodysH de Kypmens (1845-1929),
Jles Illep6a (1880-1944) 1, HaKOHeIl, UTO He MeHee BaKHO,
@epduraHd de Coccrop (1857-1913) HauaaM MPOK/IAAbIBATH HA-
npaBjeHue. DTU MpeflIeCTBEHHUKM TeX, KTO BIIOCIEACTBUU
CTaaM PycCKUMMU «(HOpMaaIUCTaMMU», XOTS M OHU U ObLIM pa3-
6pocanbl 110 Bceii EBpore, ckopee Bcero, 6bUIM OCBEIOMIIEHBI
0 MHOI'MX MOOCTMXKEHMSX NPYr Apyra, a Takke O COCTOSTHUM
JIMHTBUCTUYECKOI HAyKy CBOEro BpPEMEHM M ee Heyaaydax,
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CTpeMJIEHUSIX U TeHAeHIMsIX. TOYHO TaK >Ke OHU, BO3MOSKHO,
OBLTM XOpOIIO OCBEIOMJIEHBI O IOCTVKEHMSIX, TeHIEeHIIMSIX
M HaCTPOEHMSIX BO BCEX APYIUX 0OJMACTSIX HAyKM — KOTOpPbIE
B TOM COCTOSIHUM, B 3TOT OCOOBII MCTOPUYECKUIT TIEPUO]I, Ba-
PBUPOBAINCH OT TOYHBIX («HATIOTHEHHBIX AYXOM MO3UTUBU3-
Ma») OO HayUYHO-MPPaUMOHAIbHBIX WIN CyOBEeKTUBUCTCKUX
M — BeCbMa CMMIITOMAaTUYHO — BbI3bIBalOLIEe (MJIM aBaHTapz-
HO) peNsITUBUCTCKMUX. He Bcerma OTOXAECTBISAS ce0S C KaKu-
MU-TNO0 U3 ITUX «HOBOBBEHAEHMII» U HUKOIJA He pacCMaTpu-
Basl MU3MEHeHNe MapagurMbl JMHIBUCTUYECKUX UCCIeA0BaAHUI
M HAyYHOTO IOAXO0Jla, UMEHHO OHU caMM, AOOpPOBOJIIBLHO WMJIU
HeT (M CO3HATeNIbHO MJIM HeT), 6yiarogapst CBoeil pabore Ha ca-
MOM Jejie CTajlu CBI3YWIIUI 37€eMEeHTOM MEXOY «CTapbIM»
(TpagULIMOHHBIM) M HOBBIM (HOBAaTOPCKMM) CTUJIEM B3IVIS[a
Ha SI3bIK.

OpHaxasl — 110 cioBam ae Coccropa — «CMHXPOHUYECKUN»
MOJIXOM, K M3YYEHMIO SI3bIKA 3aMEHMJT «IMaxXPOHUYECKMii»,!
«peanbHyI0» peub (KOTOpasi, IO CyTH, OblIa, CJiefOBaTEIbHO,
TaKKe «BBICIIeI» FPAHULIEN, KOCBEHHO «ITPeINMCaHHO» 3TUM
HOBBIM TIOAXOOM) CTajyM aHaJIU3UPOBATbCS HE TOJAbKO
Ha YpOBHE MaKCMMaJbHO BO3MOXXHBIX eIMHUIL (Harpumep, 60-
Jlee KPYITHbIE WIX KOPOTKME TEKCThI B OOIIEHMM, TaKue Kak
JIManory, JpamMaTuyeckue Mmbechl, paccKkasbl U T. [.), HO TaK-
’Ke — Kak pa3 B IPOTMBOIOJIOKHOM HaIlpaBJeHUM — Ha BCEM
IyTU «BHU3» 10 Menbuaiiimux aetaneit. CocpemoroueHme ¢o-
Kyca MCC/IeJOBaHMiI Ha «TOJMBKO HACTOSIIEM»,”> BO-IIEpPBbIX,
OTpaHNYMBAJIIO 0OBEM OIpeaeNeHus MUCCIeNoBaTeNs B TOM
CMbICJIe, UTO OHO (DaKTUUECKM OTCEKAIO «BCe» UCTOpPUUECKOe

I'T.e. Korma GOKYC JMHIBUCTUYECKOTO MCCAEHOBAHMUS CMECTUICS C (IO Tex
Mop Mpeo6s1aalero) MHTepeca K MCTOPUUYECKOMY Pa3BUTHIO SI3bIKA HA €ro
«COBpPEMEHHYI0» CTOPOHY, & UMEHHO Ha €ro JIeiiCTBUTEIbHO PeaM30BaHHbIe
TeKCThI U BCe BUBI er0 pa3HooOpa3HbIx GopM (BKIIOUAS HE TONBKO AMAJEK-
TUYECKME, HO ¥ Pa3TOBOPHbIE Bapuallyin); CJIOBOM, Ha Te SBJIeHMS, B Cydae
KOTOPBIX OCTAETCST HACTOSIIIMIA «Ciie» 3a SI3bIKOM.

2Yro 3m€Ch 03HAYAET: TO, UTO MPOMUCXOAMUT B HACTOSIIIEM BPEMEHU, <Peasib-
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pa3BuUTHeE SI3bIKA OT €ro «JIETMTUMHOTr0» (POKyCa; B pe3y/abTaTe
9TO OTKPBIIO BO3MOKHOCTb COCPEOTOYNTD OOJIbIIIe BHUMAaHMS
Ha ¢popMabHOI (popManIMCTUUECKOI) CTOPOHE MCC/IeIyeMOro
TEeKCTa; HaKOHEeIl, COUeTaHMe STUX IBYX CTMMYJIOB ITOCTEIIEHHO
MIPUBEJIO MCC/IeNOBaTeNs K ele 6osee rTyOGOKOMY ITPOHUKHO-
BEHMIO B «TO, UTO OCTAJI0Ch». TakKMM 06pa3oM, 3Ta «M30JISLVsI»
(Mnn: «orpaHMYeHKue» IMpeaMeTa MCCIeIOBaHMUs C TOUKMU 3pe-
HUSI €r0 MaclITaOHOCTM) MPUBeIa K OTKPBITUIO HOBBIX TOpPU-
30HTOB Ha YPOBHE — ITOKAa HECKOJbKO 3a0bIThIX — JTMHIBUCTU-
YyeCKUX MUKPOJIEMEHTOB: 3BYKOB, UX (hU3MUYeCKMX) KauecTB
Y X B3aMIMOOTHOIIEHMS.

TakuM 06pa3oM, BCSI «3IT0Xa» 3aBepIiInIach myonmKaiyen
(1939, mocmeptHO) BKIama Tpyberkoro B yueHue me Coccro-
pa,> B KoTopoMm Tpy6erikoit (KOTOPbIi caM GbIT IPSIMBIM yue-
HUKOM JIeCK1Ha) 06BSICHII TO, UTO OH BOCIIPMHMMAJT KaK IIPo-
TuBOpeune Mexay langue (Sprachgebilde) u parole
(Sprachakt).

Cs3biBasi GOHETUKY C peaJM30BaHHBIM TeKCTOM (parole,
Sprachakt) u ¢ononoruo co Bcem coctaBoM si3bika (langue,
Sprachgebilde),* Tpy6enkoii — B TOM, YTO HO/DKHO ObLIO
CTaTb OOHUM M3 €ro IIaBHbIX BKJIQ[OB B JIMHIBUCTUKY —
MpeJJjIokKMU KOHLENUMIO Mesbyuaiiiieit uaeHTUGUUmpyeMoii
3BYKOBOJ YaCTULIbI SI3bIK: POHEMA.

HanbHUi pPOACTBEHHMK, IPEAIIEeCTBEHHMK U Iapajur-
MajibHas1 aHajorus «amtodoHa» Yopga, poHema Takke craja
CBOEro poja MpPOTOTUIIOM (CIIOCOOOM ITOMCKA) JIH000il ab-
CTPaKTHO, 00O0OIIEHHO! eAVMHMUIIbI JI000J «BbIIAIOIIEIICST»
3BYKOBOJ XapaKTEPUCTUKU (XapaKTEPUCTUK) S3bIKaA; (M301IU-

HBIJ1 TeKCT», peann3aliuy KOMMYHMKalMY B HACTOsIL[eM BpeMeHU U ux Gop-
MbI (T.e. MMEHHO B TaKoii (popMe, B KOTOPOJ TEKCT ObUT IIPOU3BEAEH / MPO-
V3HECEeH U T. 1.).

5B ocuoBuom Course de Linguistique Générale («Kypc o6miero sisbikosHa-
HUSI»); COGPaHbl MOCMEPTHO U OMY6GIMKOBaHbI B 1916 romy Kak 06061eHMe
JIeKIUI, IpounTaHHbIX Ae CoccropoM yxke B mepuop, ¢ 1906 o 1911 rog.

4 Cm.: Grundziige der Phonologie (Trubeckoj, 1939, pp. 7-8).
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pyemasi, uaeHTUGUIMpPyeMasi, «OIMCbIBaeMasi») skejaTelbHast
(abcTpakTHas) eqMHUIIA (HE TOJBKO) sI3bIKa, KOTOpasi — B CBO-
UX TlepeMeHHbIX — (PaKTMYecKy MpOCTUpPanach «IOJTHOCTbIO»
oT (¢oHeMbI 1 / mau) MopdeMbl 10, 110 KpaitHeit mepe, Mude-
Mmbl JIeBu -Crpoccal (cm. unn. 6).

Kak ykasbiBaJioch BbIllle, He TOJbKO TpyOeIrKoii,
HO U SIKOOCOH B 3HAUMTENbHOI CTENeHM Yeprajau BIOXHOBe-

1 Xorst JleBu-CTpocc «OTKpbUI» «MU(peMy» B 001aCT aHTPOIOIOTUM Kak
(cBOEro poma) 6a3o0BYI0 eIMHUITY, HAa KOTOPOJit TTOCTPOeHbI MUbBI, a TaKKe,
BIIOCJIEICTBUM, Y€JIOBEUECKOE MBINIEHNE U KYJIbTypa (CM., Cpeiy Mpovero,
Jlesu-Cmpocc (1955, 1962, 1963 u1 1964 — 1971), umeHHO SIKOGCOH BOCIIpU-
HuMana MudemMbl 6oee abCTPAKTHO, BO3MOXKHO, «JIMHTBUCTUYECKM»: KaK
eIVHUIIbI, KOTOpbIEe, IMOA06HO MOopdemMaM, He HeCcyT COGCTBEHHOIO 3Haue-
HMSI, HO MOTYT 06aBJIATb MY U3MEHSITh 3HAUeHMe CTPYKTYP, BHYTPU KOTO-
PBIX (M IS KOTOPBIX) OHU SIBISIIOTCS «3(PhEKTUBHBIMM areHTamMu». Takoii
06pa3 MbIIIEHNMSI, T0-BUIMMOMY, SIBJISIETCST YacTbio 6oJiee 06IIero rmoaxona
SIko6coHa, B KOTOPOM OH, CKOpEee BCETo, OCTABAJICS BEChbMa IOCIeIOBATEb-
HBbIM: 3J1eCh CTOMT OTMETHUTD, UTO ITpaskCKMii KPYKOK (OMHUM 13 Hamboee
3aMEeTHBIX WIEHOB KOTOPOTO 6bUT SIKOOCOH) y3ke ompenenna «MopdeMy» Kak
YacTh CJIOBA, KOTOPOE B psAfie CJIOB MMeEET Ty ke (hOpMalbHYI0 (YHKIIMIO
U HemenmMMo Ha 6osiee MejKMe 4YacTH, HaJe/leHHble 3TOV (PyHKIMei (CM.
Travaux du Cercle Linguistique de Prague, No. 4, 1931, p. 321), uau u3 KOTO-
poro SIKO6COH IMo3ke — TO ecThb yke 6yayun B KorneHrareHe — mpoKOMMEH-
TUPOBaI (C TOUKM 3peHusT abCTPaKTHOTO XapaKTepa, TECHO CBSI3aHHBbIN)
«(oHeMa» KaK He 06/1amaolias Ha CaMOM Jiejie HUKaKMM JPYyTMM KauecTBOM
«KpoMe (aKTa OTIUUMS»; ISl 3TOT0 KOMMeHTapusi cm. Durovié (1997, p. 1),
uutupytommuii Sko6cona (1971: Selected Writings, I, Phonological Studies 2.
The Hague — Paris: Mouton; p. 310). I3 Bcex 3Tux 3MM130/10B KaXXeTCs BECh-
Ma BePOSTHBIM, UTO SIKOGCOH BOCIIPUMHMMAJ 3TU 3JI€MEHTapHbIe CTPYKTYPhI
KaK JIMIIeHHbIe COOCTBEHHOIO CMbIC/Ia, HO 06/1afalole ClI0COOHOCTHIO U3-
MEHSITbCS, a TaKkKe NeiCTBUTENbHbIE TOMbKO KaK 4YacTu 0Oojiee BBICOKUX
CTpyKTYp. MicXOms U3 3TOT0, MOKHO OGBITIO GBI C YBEPEHHOCTbIO CKA3aTh, UTO
B IKOOCOHOBCKOM TOHMMAaHMM Beleit rob6ast abcTpakiys, Takast Kak GoHe-
Ma, MopdeMa uiau maxke mudema, SIBASETCS B MEPBYIO OYepelb «areHTOM»
OTMEUEHHOCTH, TO €CThb OTIMUUTENbHbIM 3/IEMEHTOM (HecymuM deHoMe-
HOM, CHaGkeHHbIM (HOPMOIi), TepBOCTEIIEHHOEe 3HaUeHMe KOTOPOi COCTOUT
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HIe B AyXe CBOero BpeMeHM — Kak u jroau OIIOS3a, ais Ko-
TOPBIX SIKOGCOH GBI IPYrOM, KOJIJIETO¥ M OJHUM U3 BIOXHO-
BUTEJIEI1, ¥ KOTOPbIe BCE BMeECTe He TOJIbKO MPUoOpenu Bepy
B PeaJbHOCTh TO, UTO ObUIO OTKPBITO KaK BO3MOKHOCTb [
KypreHns, e CocCcropoM U ApyrMMM, HO TaKkKe 3aJI0KUJIO OCHO-
BY /151 TOpa3go 60sbliero.

B cnyyae SIko6coHa Amamna3oH Oyayliei mesiTeTbHOCTY Ba-
pPbUPOBAJICS OT puabMa [0 JIUTEPaATypbl, OT TEOPUMU SI3bIKA
K ITOMCKY SI3bIKOBBIX YHUBepcaauii. Bo BceM 3ToM OH mpeycrie-
BaJI, BCe 3TO OOCYKAaJI, BIOXHOBJIST M 00ydas Mocienyomume
TTOKOJIEHUSI IMHTBUCTOB.

OnHako ObUIa OgHA KOHKpeTHasl 00JIacTh, B KOTOPOI ero
BK/IaZ, 6bUI 0COOEHHO 3aMeTeH M IMIMPOKO M3BECTEH; BO3MOX-
HO, IO TaKO¥ CTeIleHU, UTO CHelaHHble UM OTKDPBITUSI CTIU
sIBJIeHMEeM, CTaTyC COOCTBEHHOCTU KOTOPOTo (KakK 3TO OOBIUHO
ObIBaeT C TOIY/ISIPHBIX MECHSIMM) OMM30K K OOIIeCTBeHHOMY
OOCTOSTHMIO — T.e. TIPEJCTaB/sI cO60¥ TOT CIydail, KOorga aB-
TOPCTBO TOYTU McuUe3aeT. SI MMel0 B BUAY ero pasjanmdyeHue
MEXIYy «OTMeUYeHHbIM (OTMEYEeHHOCTbI0)» U «HEeOTMeueHHbIM
(HEOTMEe4YeHHOCTBIO)».

[Togo6Ho Tpy6enkoMy, ¢ KOTOPBIM $SIKOOCOH HaXOOMJICS
B TECHOM KOHTAaKTe Aaxke B M3rHaHMUM (67arofapst BITOAHOMY
reorpaduyeckoMy MOJOKEeHUIO CTonuibl MopaBuu BpHO, KO-
TOpOe IOCTaBJISIO eMy YI0OHYI0 6J11M30CTh K HOBOI «JOMalll-
Hei1 6a3e» Tpybelrkoro B BeHe), oH Haual akKTMBHO IIPUMEHSTh
9TOT (06BEKTUBHO 0O0CHOBAHHbINM) MTPUHIIMUIT ITPOTUBOIIOCTAB-
JIeHMsT Takke K 00J1acTu (SI3bIKOBBIX, (DOHETMUECKIUX) 3BYKOB;
3T0 — (akT, KOTOpbIii B JajibHelillieM, BO3MOXKHO, MpPUBeT,
Ha OCHOBE ero MbIIUIeHUS], K KOHLIeNTyaan3aun (Bcex) TakKux

B TOM, UTO OHA 3HAYMUTEbHO OT/IMYAeTCs (a 3HAUUT, U nuddepeHIUPYeTCs)
oT Apyrux. Takum 06pa3om, BIIOTHE BEPOSTHO, UTO MOXKET pacCMaTpPUBAThb-
CS1 TaKKe KaK «areHT UCKKeHUs» (T.e. «OUYKAeHUsI», HapyIIeHUsT XyIoXKe-
CTBEHHBIX HOPM, aBTOPCKOTO «CTpaTeruveckoi» TpaHchopmaimmu TeKcTa
UT. I.).
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3BYKOB KakK CMCTEMbI, OMMpPAIOIIEeiicsl TOIbKO Ha pe3Kue, «bec-
KOMITPOMMCCHBIE» U (Ka3aJ0Ch ObI) CBOOOAHBIE OT MTPOCTPAH-
CTBa (MJIM HIOAHCOB) KOHTPACTBHI.

YunuThIBas HayuHylo penyranyio Tpy6enkoro u SIko6coHa
(MHOTHA MOYTU TPAHUYAIILYI0 ¢ MUCTUYECKMM OPEeOsIoM), a Ta-
K’Ke HECOMHEHHYI0 BaXXHOCTb MX BKJIaJa B CTOPOHY, MOLYT
BO3HMKHYTb HEKOTOpPbIE BOIIPOCHI OTHOCUTEIBHO TOrO, KakK
9TU [IBa Ye0BeKa BUAEIU U MbICIWIN ITyTh, KOTOPBIM X KOH-
HenTtyaausauus (M) IMOMOTYT APYTUM YBUAETh «MUP». B uem
3aKJII04aJIOCh Jejio?

YTo X, He OTpUIIAsi KAUeCTBA «BbIIAIOMIETOCS» (MJIU: «OT-
MEUeHHOTO», CJIeJOBAaTeIbHO — «O3HAUEHHOTr0») €ro 0O6beK-
TUBHOV 3HaUMMOCTH, S1 YOeKIeH, YTO Mbl, [0 KpaiiHeii Mepe,
“MeeM IPaBo 3a4aThCsl BOIIPOCOM, B KaKOJ CTEIleHM 3TO BO3-
MOXHO — KaKMM-TO 00pa3oMm, IOUTH «0O0OIIEHHBIM» CII0CO-
6oM — «3amepeTh» (MPAKTUYECKM) BeCb MUDP B OMHAPHYIO
CXeMy OIMNIIO3UIIMK, OCHOBAaHHYIO Ha (IIPOTMBOMIOI0XKHOI)
MpUpOoe TPOTUBOIIOCTABIEHUS MapKMPOBAHHOTO M HeMap-
KMPOBAHHOTO.

«dmo ocHosano Ha pasnuuenuu langue / parole de Cocciopa u cea3aHo
C HUM», — BIIOJTHEe BEPOSITHO CKaskeT GONbLUIMHCTBO. «MMeHHO 30ech
u Tpybeyxoli, u SIko0coH (a maxxce Opyzue) uepnanu ceoe 800XHo8e-
Hue».

Ho 6asupyercst i Jaske 3TO pas3janyye Ha TBEPAOM OCHO-
BaHUM?

B kauecTBe YTOUHSIONIETO OTBETBJIEHUS, I HEIABHO UHU-
IMVPOBAJ 06CYKIeHMe TeCHO CBSI3aHHOM C 3TUM TeMbl B CTa-
Thbe, OIMYyOJAMKOBAaHHOM B skypHase ESPES,! B koTOpOit s
B [IEPBYIO OUepeAb 3aTPOHYI OTAEeIbHbIE aCIIeKTbl BOCIPUSITUS
M B3aMMOIENCTBMS,? 3asBUB B HEif, 4TO, XOTS MOHMMAaHMe
parole Kak «pedyeBOrO aKkTa» SIBJISIETCS TMPaBUIbHBIM, TOHS-

! Xypuan ESPES (u3pgaercs VIHCTUTYTOM 3SCTETHMKM U XYHAOKECTBEHHOI
KYJIbTYpbI (pakyabTeTa McKyccTB [IpelmoBckoro yuuepcuteTa, ClI0BaKkus).
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THe langue — BOIIPEKM TOMY, KaK C HUM OOBIYHO 0OpaIlaroTCs
(TO eCTh KaK CBOEro poia «Tejo SI3bIKa»), 3TO CKOpee «pyKa»
(TO eCTh TE€XHMKA, peMeCI0 WM HaBbIK), ITOCPEICTBOM KOTO-
poii ToTeHLMaN, copepskauuiics B langage (To eCTb OOIIMIL pe-
3epByap BcCero Jiekcuyeckoro oHpa co BCeMU ero nepemeH-
HBIMM WIM, KOpOYE TOBOPSI, «BO3SMOXKHBIE SI3bIKOBbIE MUPBI»).

Vcxons u3 3TOr0 — M He obpaiasi BHMMaHMUs Ha TO, Ka-
Kas u3 nap «langue — parole» unu «langage — parole» conep-
SKUT GOJIbIIe TOTO, YTO, 10 HAIleMy MHEHMIO, JO/DKHO ObITh
6oJsiee TOCTOBEPHBIM [JISI MPEICTABIEHMS TTPOTUBOIIOIOXKHBIX
OTHOIIIeHUI, — KOHTPACT 3[leCb He «OMHApHbIN» (VI Tpe[-
CTaBJISIOMINIT COO0I «UMCTOI OIIMO3UIMIO»), @ CKOpee «IIpo-
CTO» NOMEHYUATbHBIL: B CJIydyae TOTO, YTO SI CYMTal0 Gosee
KOHTPACTHOM U3 JIBYX YIIOMSIHYTBIX Tap, TO eCTb IMocjaemHelt
(=«langage — parole»), 4TO O3HAYAET YTO IPOTHBOIIOJIATAIOT-
cs1 a) 006WHOCMb 8cex B803MOMHocmell 8000ule (TIepeMeHHbIX
u T.0.; = langage) n b) delicmeumensHo peanu3o8aHHvle nepe-
MeHHble (= parole).

B apyrux — u 11 TEOpUM UCKYCCTBA (VMJIM 3CTETUKU) 0O-
Jlee TIPUBBIYHBIX — TepMMHAX: ()OH U nepedHull niaH, Win —
elle TOUHee — «KOHMeKcm» (TIOHMMAeMblil 3[eChb KaK Takue
«3JIEMEHTbBI», KOTOPbIe MPUXOAST HESIBHO, T. €. «C TEeKCTOM» /
con-text/, TOCKOJIbKY OHM «IIOKOSITCSI B 00/1aCTM» TOJIBKO ITPO-
CTBIX / «<HETTPOU3HOCUMBIX», HEO(POPMIIEHHBIX, HEIKCITOHUPO-
BaHHbBIX BapMAHTOB) MTPOTUB «meKkcma» (T. €. peaan30BaHHOTO,
SKCIVIMIIUTHOTO BapuaHTa; parole).

CylecTByeT, KOHEYHO, (He TOJIbKO TOMOPUXMAHCKMIT) KOH-
TpacT (¢hoH, Ha KOTOPOM He COCpefoTOYeHO BHUMAaHMe, B IIPO-
TUBOIIOJIOXKHOCTD TepefHeMy IJIaHy, Ha KOTOPOM COCpenoTO-
YeHO BCe BHMMAaHMeE); HO MOKEM JI MbI JIe/iICTBUTEIIBHO OBbITh
yBepeHbl, UTO 00a 3TM 3JeMeHTa TpUHALJIEXAT K OFHOM
M TOWM Xe «CyOCTaHLMM» U, C/IeJ0BaTeJbHO, MOTYT CONTU

2 Ony6nukoBano B ESPES, Slovakia. Cm. mpumMeuaHumsi K TEKCTY; 4acTh
I (Krdtky, 2019, p. 60, 61 1 65).
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3a «IOAJMHHbIE» (TO eCThb OJHOKAYeCTBEHHbIe, «OLHOPOJ-
HbI€») TIPOTUBOIIOIOKHOCTU? Kak Mbl MOKeM 3HaTh, YTO OHU
He SBJISIOTCS, HAlpUMep, LOCTATOYHO «IIPOCTBIMM» B3aMMO-
JOTOMHSOWMUMY eqUuHULaMu (MHOTAA, ¥ JOBOJIBHO YacTo, KO-
JMYECTBEHHO, KAYeCTBEHHO) Pa3IMYHBIX CyOCTaHIMIA, €ouH-
CTBEHHBIM OOBEIMHSIIOUIMM 3JIEMEHTOM KOTOPBIX SIBJISIETCS
choxrycupoBaHHOe / HechOKyCMPOBaHHOe BHUMaHMe, OKa3bl-
BaeMoe PEeLUIIMEHTOM B MOMEHT peaau3aluu TeKCcTa (peue-
BOJ1 aKT, parole, Sprachakt, n 1. 11.)?

U1 paske eciyt Mbl 000¥1eMCSI HECKOJIBKO JIBYCMbIC/IEHHBIM
MOHATHEM (M MOHMMaHMeM) (He) MapKMPOBAaHHOCTU U 0Opa-
TUMCS K O0Jiee YeTKO «OmpeieIeHHOMY» ero 3HaueHuIo B o-
HOJIOTMM, MBI BC€ PaBHO JOJIKHBI CIIPOCUTh: KaKOBbI CBOJCTBA
(M KpuTepum), KOTOpble OIpeNessioT, Iae 3aKaH4MBaeTCs
OOVH 3BYK M HauMHaeTCs Apyroin? OmnpemensitoTcs JU 3TU
«TPaHUIIbl» KaKMM-TO «MEHbBIINM» CXOACTBOM' B IPOU3HO-
IIEHUU, MECTOM, IJie 3BYK CO3[aeTCSl B apTUKYJISILMOHHBIX OP-
raHax, Wi Jaxe MUCbMeHHOV (HOpPMOIi TOrO MM MHOTO KOH-
KPETHOTO 3ByKa? SIBJIAIOTCS iU, TAKUM 00pa30M, YeIICKMe «S»
U «S» «<MMHUMAJIbHBIMM [IAapaMu», B TO BpeMs,, KaK pyccKue
«C» u «lll» — HeT (MM, HANIpUMep, «He B TAKOW CTeIeHU»,
Tak ke, TOJIbKO B «MeHbIIIel CTeleHu» U T. [1.)?

Bo MHOTOM B TOM 3Ke IyXe Mbl MOXXEM C TOJTHbIM OCHOBa-
HMEM 3a4aTh CIeAyIINiA BOIIPOC:

TpasunvHo nu nuuiemcst UMs UCMOpUUecKozo uenoeeka «d@anakamu»
unu «Banakamu» 2»%;

I'To ecTth TeM, KOrma KakMM-TO 06pa3soM «MeHbIIEe» CXOACTBa (KOTOpOeE,
B CBOIO ouepeb, 6bII0 Obl ObITh — HEKMM 00pa3oM — «IIOJIHEE»), HO, B KO-
HEYHOM CUeTe, BCe ellle OYIeT CUUTATHC «UIEeHTUUHOCTHIO».

’B IOTIOJIHEeH e K https://www.scribd.com/document/464560712/
Raverty-1881-Tabakat-i-nasiri-vol-1-pdf wmu https://archive.org/stream/
in.ernet.dli.2015.82765/2015.82765.Tabakat-I-Nasiri_djvu.txt, cm., Hampu-
mep, Fallahzadeh, M.; Forogh Hashabeiky, F. (2014): Bukhari (Stfiyani) //
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MJTU, BO3MOYKHO:

Moscem nu apabckuii nadeney Mazasuxd, Yse UMs NPOUSHOCUMCS KAK
[SamasS],® nomecmums cumeon conHya, 4o NPOUSHOCUMCs Kax [Sam/
a/s]* Hao 0sepovlo c60€20 MAz2A3UHA (8 NONbIMKeE «AKMYANU3AYUOHHO20
Kanamoypa» K ceoemy co6CmeeHHOMY UMeHU, HANPABJIEHHO20 HA MO,
umo06s!l hpueieus GHUMAHUE noKynamenetl) U peansHo oxcUudams, 4mo
nonyuamenu maxkozo coo6weHus: notimym2s

B stom LIK/I0OBCKUIA, 110 KpaiiHeil Mepe MHe, KaXXeTCs 10-
CJlefl0BaTeIbHBIM. B OT/MYMe OT OpMeHTUPOBAHHBIX HA CJIOBO

Studies in Persian Cultural History. Brill wimn In-Sung, K. H. (2016): Islamic
Material Culture in Medieval Korea and Its Legacy (2016, p. 158)

5 ApaGckuit KOpeHb CI0Ba Ha CaMOM [IeJie CBSI3aH C YYBCTBOM «ObITh HAITy-
TaHHBIM», TO €CTh 3BYKOM COIJIAaCHOTO TPMO, KOTOPbIit, Kak Okumaercs, 6y-
IEeT OTHOCUTENTbHO CUIbHO CBSI3aH C OINpPEIENeHHbIM TUIIOM acCoIMa-
uuit. CM. Apabcko-pycckuit ctoBaps (BapaHos, 1957).

4 Apabckoe BoipaskeHie «COHIe».

STo eCTh aHAJOIMYHO (B OCHOBHOM JIEBAHTMIICKOMY [OMAJIEKTy) PasroBOp-
HbIM apabCKMM BbIpaskeHMUSIM, TakKuMM Kak «Kktir» (OueHb, MHOIO, MHOTIO),
«bliza» (MopoykeHoe) min «dariri» (Heo6xomumoe, Hen36eXXHOe, HEOOXOAM-
MOe), KOTOpbIe MPEeACTaBISIOT C000ii OOBIYHO TPOM3HOCUMBIE SI3BIKOBBIE
(bopMBI [ «IIPaBUILHOTO MpOoM3HOLIeHus» «kathir (un/an)», «<buZa (tun)
u «Dardri (jun)». Kpome TOro, JOBOJTbHO TUITMYHBIMM IJIS1 OGBIYHOTO Pasro-
BOPHOTO apabCKOro sI3bIKa SBJSIOTCS MOAUGUKAINY (TUTIOTETUUYECKN, T. €.
«MIPaBUITBHO») YBYJISIPHOTO (M, TAKMM 006pa3oM, 1o CpaBHEHUIO C €ro aHaJo-
TOM, «K», «<9MpaTrIecKuM») «q» (0ykBa «qaf»); aTa 6ykBa («qaf»), momumo To-
0, UTO ObUIa MOMHOCTBIO UCKIIIOUeHa (WJIM, TOUHee: 3aMeHEeHa ITI0TTATbHOM
OCTaHOBKOI1) B GOJBIIMHCTBE JIEBAHTUICKMX PA3TOBOPHBIX AVATIEKTOB, B pa3-
TOBOPHOM TaJIECTMHCKOM BapMaHTe apabCcKoro sI3bIKa (IMATEeKT MUV JIOKaTb-
HO «aMM/I3Ka») CMEeCTMUIach Ha («0BbIUHYI0») «k» — B MIPUHIINAIIE aHAJIOTUIHO
«OBIMMUM» CABUTAM (OTIMCAHHBIM BbIIIE) OT SM(aTHUUeCKUX TIACHBIX K HEOM-
datnueckuM (T. e. 371€Ch, KaK ¥ BO MHOTHX APYTUX CTy4asX ¥ Ha MHOTUX APY-
I'MX IIpUMMepax, BOSHMKAET BOIIPOC O TOM, UTO MMEHHO SIBJISIETCS ,, (6MHAPHOI)
OTITIO3UIIME», & UTO «KOHTPACTOM», « (HE) MAPKMPOBAHHOCTBIO» — U UTO Ta-
KOe, MOIPOCTY TOBOPSI, «HEGPEKHOe MPOoM3HOoIIeHue»? Jlajee, HO B TOM ke
IyXe: Te IpaHuliia, 10 KOTOPOi CMBICT OCTAaeTCst HeM3MeHHbIM? Vi, mpyTi-
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U «KpeaTMBHO ITOCTUramomux» Tpybenkoro u SIKoO6coHa, OH,
KaskeTcsl, ObLT O0JbIlle 03a00YeH KAaKMM-TO «000CHOBAaHMEM»
MCKOMBIX UM MPUHUMIIOB. BMecTo TOro 4yTo06bl pacCMaTpUBaTh
«KOHTPACT» KaK CUTyalMIO 0 YMOTYaHUIO (Mau: KOHbUrypa-
LIM10), OH, II0 BCEJ BUAMMOCTM, IIPUHSII APYroi MOAXOM: TOT,
IIJIST KOTOPOTO HOpMa OblIa OTIIPABHOI TOYKOM, a HE KOHEeY-
HbIMM TOUYKamu. He 3Ty 11 HOpMY OH MMes B BUIY (Kak Mpef-
rojaraemMyr0 «KaHOHMYECKYI» BEepCHUI0), M3Jarasi OCHOBHbBIE
MIPUHIIATIBI CBOel nmedbamuamapusannum («OCTpaHEHUs», T.e.
«OUYKIEHMSI»)?°

N x0T «ouykAeHue» BCe elle SIBJSIeTCS JOBOJIbHO Kaye-
CTBEHHBIM (T€OpeTMUeCKMM, 0000IIeHHbIM) MTOHSITHEM, CTpa-
Ternveckoe obpamieHue IIKIOBCKOrO ¢ HUM M €ro IMpovyHas
CBSI3b C MICXOIHOI «TOUKOIi OTCUeTa» (TO eCTb HOPMOIt) Hanbo-
Jlee SIPKO OTPaKaroTCsl (OOBSICHSIIOTCSI ¥ TIOHUMAIOTCSI) B ApPY-

MM CJIOBAMM: HAaCKOJIbKO Jajblile (IIPOM3HOILIEHME) «CTaHIapTa» OCTAIOTCS
«HeIpaBUIbHbIE TPOU3HOIIEHMsI», BCE elile TepnuMbiMu? I'ne (Mu: korga?)
BO3HMKAeT TOUKa, HaUMHAasI C KOTOPOit 3TO yke He Tak? Pa3Be yxke SKy6UH-
CKMIi He 3aMeTWI, UTO HeGPesKHOe (MIN: «<HeGPEsKHO pean30BaHHOE») ITPO-
M3HOIIEHME BO MHOTMX CJIYasix MPOCTO «CIydaeTcs» — IPU 3TOM OHO Tak
” ocTaeTcs 6e3 Kakoro-1u6o B 3HAUMTEIbHOM CTereHy Mary6Horo BAUSHUS
Ha pe3yIbTUPYIONUIT MMPOAYKT (= TO €CTh Ha COOBIIeHNe, KOTOPOoe / MyIapo-
OIIMOAIONIMMCSI-TIPOM3HOIIIEHMEM / aBTOP XOUeT AOHeCTH M0 afgpecara)? Jlo-
TIOJTHATENbHYIO CIIPaBKy (3leCb OCHOBAaHHYI0O B OCHOBHOM Ha Te€PMMUHAX,
He OTHOCSIINXCS K (POHETMKe ¥ OTHOCSIIMXCS IJIaBHBIM 06pa3soM K pasjiny-
HBIM COKpAaIl€HHBbIM M, MPY HOPMaJTbHOM Pa3sTOBOPHOM B3aMMOJECTBUM,
MIPUBBIYHO MCKakeHHbIM opmam) cm.: «O dialogiCeskoj reci» (Jakubinskij,
1923, pp. 193)

6 XOTsI C TPaKTUYECKO/ TOUKM 3peHMst (MIIM: B COBPEMEHHOM, «MTOTOBOM»
CMbIC/Ie) OTHOCUTEIbHO HEBAYXKHO, SIBJISIETCS JI HOpMa KOMITPOMMCCOM (IBYX)
TIPOTUBOIIONIOKHOCTEN «ex machina», M ke TPOTUBOIIOIOKHOCTY BO3HUK-
JIVL M3 HOPMBI. ITO BCE €Ille OCTAETCSI CBOETO POJIa ITapagoOKCOM «KYPUIIbI MK
sIiA1a», C TOVE JINIIb pPasHUILIEH, UTO 3/1eChb OTBET, CKOPEE BCETO, JIEXKUT He B 00b-
€KTMBHOI1 06J1aCTV pa3BUTUS BUIOB, a B CyObEKTUBHO-00EKTUBHOII 06/1aCTU
(pa3BUTHMS) UETIOBEYECKUX ITEPIIETITUBHBIX ITPEIPACITONIOKEHHOCTETA.
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roM KpyrnmHoMm ¢deHoMeHe (HAOII0maeMOM ¥ OMMCbIBAEMOM
M) — «1pueMe» (TO eCTb TeXHMKe, TaKTUKe, CTpaTeruu, C Imo-
MOILbIO KOTOPBIX aBTOP CO3[aeT TeKCT, MUCIOAb3ysl BCe COOT-
BETCTBYIOILIME CIyuan «aedaMuamnapmusanm»).

OTO MOKa3bIBaeT HaM, YTO B TO BpeMs Kak TpyOeLKoii
1 SIKOOGCOH mosyarajayuch Ha 03y HEKOTOPOTO «KpealMoHM3Max»
WU OTpesiesieHHOM «MUCTUkm» (mouTtu deus ex machina) rpu
MIPUHSTUM B KaueCcTBe CaMOLOCTAaTOYHBIX BCEX «HaiigeHHBIX»
MPOTUBOIIONIOKHOCTEN (KaK ey Obl OHM MPOCTO «CYIEeCTBO-
BaJIM» KAKUM-TO «Be3mecymyM» ob6pasom), [IKI0BCKMiT yMmy/I-
psizicst 6bITh HOBATOPOM, HO MPU 3TOM OCTaBaThCSI PeaIICTOM.
B To Bpems Kak Tpy6e1ikoit 1 IKOO6COH (paKTMUeCKM UCXOIUIIN
U3 MOYTU «MHb-SIHb-TIOJ0OHOT0» MOHSATUS OMHAPHOCTY (TOJIb-
KO I TOTO, YTOOBI — KakK 9TO, HU TMapagoKCaJIbHO BBIIISI-
IOUT — 3aKIIOUYNTh, YTO KHOPMbI» HET»; TIPUINTHU K YOEKAEHUIO,
KOTOPOMY MoOIJIa 6bI CITOCOOCTBOBATh M OYE€BMOHAS MCTUHA,
YTO «MJeaJoB» TOXEe He CYIIEeCTBYET, a U U3MEePSTh UX BCe
paBHO Henb3s),! IIKIOBCKMII IIOCTYIWI MHAuye: OTOLIEN
OT (IIpU3HAI0, TUIIOTETUYECKOI) «<HOPMbI» — U CTaJl UCKATh ee

1 Cm. Tpybeyxoii (1939, cTp. 5—8, Takke majnee), B KOTOPOM OH B IIPUHIIAIIE
MpU3HAET, UYTO «(OHONOrUsI B OTHOIIEHMM K (DOHETHKE» — B OCHOBHOM
TO ke caMoe, yTo (B moHuMaHuu Tpy6errkoro 060ux TepMuHOB fe Coccropa)
«SI3bIK B OTHOILIEHUY K CJIOBY»; TO €CTb B TO BpeMs KakK (DOHOIIOTUSI — 3TO TO,
KaK 3BYKU ([IPUCYTCTBYIOIIME B €CTECTBEHHOM SI3bIKE) «SIBJISIIOTCSI» BOOGIIE,
(dboHeTHKA MMeeT [e0 CO 3ByKaMM KaskIOTO (KOHKPETHOTO) SI3bIKa B YaCT-
HOCTY (MJIU: C KOHKPETHBIMM «peanu3anmusiMmy» TaKUX / KOHKPETHBIX/ 3ByKOB
B / K&X[0J KOHKDPETHOI / 43bIKOBOJ cucreMe). Ecim ke mbl BmecTe ¢ Tpy-
6eLIKMM paccMaTpuBaeM 06e 3TU «KPaHOCTH» KaK «ITPOTUBOIOIOKHOCTI»,
TO Mbl JO/DKHBI Cpa3y ke CIIPOCUTh Cebsi: KaKOBbI KPUTEPUM, IO KOTOPBIM
OIIeHMBAETCSI, OTIPEENSIeTCS VIM U3MEPSIETCS] KaUeCTBO «ObITh MPOTUBOIIO-
JIOSKHOCTBIO» (MU «OBITh IBYCOCTaBHBIM HAGOPOM B3aMMHO ITPOTUBOTIONIOXK-
HbIX SIBJIeHUIT»)? He Ha6/MogaeM v Mbl 3[IeCh TIPEXK/IE BCETO «KPATHOCTI,
JIOCTUraeMble MyTeM BbIBeeHUSI UX U3 «KHOPMBI» (TO €CTb HOPMBbI B IPaKTU-
YeCKOM, «CpegHeM» WM «CpegHeM» CMbICJIIE CJIOBA), a He (COGCTBEHHO,
He3aBUCUMO, «ex nihilo») «co3gaHHbIX» (1, C1eL0BaTEbHO, — «peajbHbIX»,
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HapyleHus.>
ITo kpaitHeii Mepe, [JIs1 MEHSI €0 BBIBOAbI, TAKMM 00pa3oM,
paboTaloT 60siee yoenuTeIbHO; OHM TaKKe 0OBIYHO KaXKyTCst 60-

«TOIIMHHBIX») MPOTUBOMOIOKHOCTeN? [me B 3TOM KOHTEKCTe TIpaHuIia
MeKIy <«IPOTUBOIOIOKHOCThIO» M KaueCTBOM [IBYX 3BYKOB, 00pasyloIMx
«MUHUMabHYI0 Tlapy»? Korma Mbl [jisi puMepa pacCMOTPUM CpaBHEHME
[IIKTOBCKOTO MEXKIY «JIb» U «I» (MCIOMb3Ysl CTIOBODOPMBI «BOTUIb» U «BOII-
ns1», em. Sklovskij, O zvukach stichotvornogo jazyka // Poetika, 1919; pp. 37~
38),, Mbl YBUIMM, UTO OIMCAHHbIE 3BYKM SIBHO Pa3IMYHbI; MOl BOIIPOC
3[leCh, OOHAKO, 3aKJII0UaeTcsl B TOM, SIBJSIeTCS i caM (akT TOro, YTO OHU
«pa3Hbie», a TaKKe, B TO XK€ BpeMs, «[IOXOXMe» (MU «OAHON KaTEeropum»»
«UOEHTUYHOI TapafurMbI») U T. I., TOCTaTOUHBIM, UTOOGBI CHENIATb TaKue
«CXOIHO» 3ByualllKe, HO pa3Hble (Tapbl) COMIACHBIX WIK IIaCHBIX MPOTUBO-
MTOJIOKHBIMM JIPYT APYTy? ITO MOKET MPUBECTU HAC, BO3MOXHO, K CIeIyI0-
IeMy BOTIPOCY: BCe JIY MPOTUBOIIONIOKHOCTHU ITPOTUBOIIONIOXKHbBI OIVHAKOBO,
TO eCTh CYIIEeCTBYeT JiIM HAYYHO OIpefeIeHHbI/ TPUHLNII, B COOTBETCTBUM
C KOTOPBIM [1Ba SIBJIEHUSI OOBEKTMBHO OMMCHIBAIOTCSI KaK «MTPOTMUBOIOIOXK-
HOCTM»? A eC/IM HeT, TO He SIBJISIETCSI JIM 9TOT CJIyyait ckopee OGHUM U3 IBYX
«30POBBIX», TIOTHOIIEHHBIX PA3/IMUHbBIX 3BYKOB, KOTOPbIE, C U3BECTHO TOY-
KM 3peHus, 60ree MOXOXY OPYT Ha Apyra (UeM HEKOTOPbIe Apyrue aABa)? Xo-
TS, Janee, OUYEBMUIHO, UTO €CAM Mbl pacCMaTpMBaeM 3TU 3BYKM KaK 4acTu
«BoJiee KPYIMHBIX» 3BYKOBBIX IMpeACTaBuUTeNel («6ojiee BHICOKOTO poma» —
TaKuX, HallpuMep, KakK CJI0Ba), TO UX KaKyllleecs! CXOACTBO (TIPOSIBIISIIOIIeecst
6osiee SICHO, KOT/IAa OHU «M30JIMPOBaHbI») Cpa3y ke CTAHOBUTCS MeHee SiC-
HbIM. K 3TOMY MOXHO I00aBUTh M ApPYruMe BOIPOCHI, HAIIPMMeEp: B KaKoi
CTerneHy, B KOHIIE KOHIIOB, «3BYKU» AEVCTBUTENbHO M30nupyeMsl? U naske
ecn, MbI BCe ellle MOXKeM CIIPOCUTD: eCTh JIX KaKo-TMb0 pasyMHbIi CMBICT
B 9TO M3OMAILMM WIH, TTO KpaitHeit Mepe, TaKoii, KOTOPbIi OMpaBabIBaI GbI
MX MMPOTUBOIIONIOKHOCTD, aXKe eC/TU, U30JIUPYS X, OHM U30aBIISIOTCS OT Ka-
KMx-m160 C1efjoB CMbICIa (OHM BCe elle 6osiee BepOSTHO, IO KpaiiHeil Mepe,
CITOCOGCTBYIOT B TO BPeMSI KaK 4acTy 60j1ee KPYITHbIX eUHMUIIL)?

2 Cm. maBHBIM obpasom: Sklovskij: O zvukach stichotvornogo jazyka (in:
Poetika, pp. 37-38).. IKy6GMHCKMIT y3Ke TOBOPUT HAKTUUECKM O pasaesieHuUn
donomoruu u dounetku (Man: « language» m « parole»; cm.: Jakubinskij,
O dialogiceskoj reci, part. VII and VIII, pp. 177-194)), roe oH maeT siCHbie
MpUMEpPBI TOTO, YUEM €CTECTBEHHAS Peub (MJIM: «eCTeCTBEHHBIN AMaIor») OT-
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Jlee MPaBIOIOA0OHBIMY, KOTJIa CTAJKMBAIOTCSI C PEaTbHOCTBIO.
[TocTenneHHOCTb, pa3MyHasi UHTEHCUBHOCTb OTKJIOHEHMIA, UC-
Ka)KeHUIA, Xy[A,05KeCTBEeHHbIX ITPOITYCKOB, M30bITOYHOCTU U ITPO-
yero MpOCTPAHCTBA [JIS pa3/IMYHBIX CTEIeHel COOTBETCTBUS —
Y/WJIM OTKJIOHEHMST — 10 OTHOIIIEHMIO K HOpMe, Ha MO B3IVISIA,
MMeIOT OOJIbIlle CMBIC/IA, UeM BCe elle KaK-TO MpeAIChIBalo-
uiee omnpeneaeHe 4Yero-To, 4ero mpuaep>kKuBarTCs He TOIbKO
OCHOBAaTeIM TaKOTO MOAX0AA, HO U UX MocaenoBaTenu (MHOTHA
HEMHOTO CJIeIO).

JKusup Tpyberkoro 3akoHUMIACh MPEXIEeBpeMeHHO (OH
yMmep B 1938 rony B BeHe), 3a rog, oo TOro, Kak ero «BeamKoe
TBOpeHue» Grundziige der Phonologie 651710 OITyOGJIMKOBAHO I10-
cMepTHO. CKOHYABIINChH B 6€30MaCHOM B OTHOILLEHUM OJTHOTO
MPOTUBHMKA, KOTOPOTO OH M306exkasi, yOesxuIlne, OH MOKUHYI
3TOT MMpP He3aJOJIro A0 TOTO, KaK APYroi CMOI MOJHOCTBIO
obpecTy B/IaCTh.

B camom Hauajie BOVHbBI SIKOGCOH, B OT/IMUME OT CBOEIO
MpexXgeBpeMeHHO yMepIIero CBepCTHUKA, CyMesl OCTaBUThb
1o3aayu BCe OIAaCHOCTM, KOTOpble, CKOpee BCEero, yroToBU-
7 GbI €My POKOBYIO YYaCTb, U TIPU OOCTOSITENbCTBAX, HE JIU-
LIEHHBIX OpaMaTUYeCKUX 4epT, HakoHel, Bbicaauiacsi B Co-
enuHeHHbIx llraTtax. Tam OH IOCBSITWI BCHO CBOIO >XM3Hb
(ymep B 1982 romy B Kemb6pumke, mrat MaccauyceTc) Aajb-
HelilleMy pa3BUTUIO CBOMX WAEN, TNPSIMO WIM KOCBEHHO
BIOXHOBJISISL SIDKYIO MAJIUTPY JIMHIBUCTOB, TEOPETUKOB KOM-
MYHMKaUUM UM KOTHUTUBUCTOB (M3 Pa3JIMYHBIX, HO B3aMMO-
CBSI3aHHBIX C/I0€B aKaJeMMYecKoi KM3HM — Takux Kak Knod
Jlesu-Cmpocc, Maiixn Xannudeti, Hoam Xomcku wnu AHHa
Bepxcbuukas).

JINYAaeTCs OT «TeopeTU4YecKoro» («MOHOJOTMUYECKOTO») s3bIKa. OmHAKO
u IIKIOBCKUi, U IKYOUHCKMIT IPUXOAST K BbIBOZY, UTO jI06bIe (DOPMBI Ua-
CTUYHO M3MEHEHHbIX, YKOPOUEHHBIX MM MHBIM 06Pa30M <«MCKasKeHHBIX»
(061eSI3BIKOBBIX) 3BYKOB (0OOIIESI3bIKOBBIX Bapualiyii) 06bIYHO He OKa3bIBa-
0T CYLIeCTBEHHOTO BANMSIHUS Ha IOHMMAaHMe 1eJI0ro.
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Yro kacaercs IIKIOBCKOTO, TO OH OIMPAJICS HA CBOU paH-
HMe 3aMevaHusi 00 «OouyskKAeHUM» («OCTpaHEeHUM») KaK YacTu
aBTOPCKOI «CTpaTerum» («Ipuem»), Ipeppamas ee u3 Teopun
B MMPAKTUKY: KaK CLieHapyuCT POCKMHO OH MMes B CBOEM pacro-
PSDKeHMM LeJIblii PSif, CPEeLCTB M BapUMAHTOB, IIOMOTABUIMX €My
(IpaMaTU4eCcKu, XyA0KeCTBEHHO, HO — IJIaBHOE — IIpaKTuye-
CKM) TepefaBaTh BEIIY M CUTyallUM TaKUM 0Opa3oM, YTOObBI
OHM TIpejjiaraau 3pUTeNI0 («<UNTATEeN0», PEIUIIUEHTY) COBep-
IIIEHHO HOBbI€ MepPCIeKTUBbI UX BOCTIpusITHS. TakuM 06pasomM,
OH ObIT OMHUM U3 TeX, KTO B TeUeHMe Ooblineit yactTu XX Beka
npono/kan GopMyaupoBaTh 00lee MpUIIalleHne MPOIUTD
HOBBIV CBET Ha «CTapble» Belllu.

Bappupysicb uillb B YaCTUUHBIX AETaISIX, 3TOT MPU3bIB
YHUCOHOM ObIT BbIpasK€H BO MHOTMX Pa3JIMYHbIX TEKCTaX aB-
TOpaMy M3 CaMbIX pa3HbIX 001acTeit — OT 3CTeTUYECKOI Teo-
pumM [0 JUTepaTypbl; OT KOMMYHMKAUMM M JIMHTBUCTUKU
JI0 IPaKTUYECKOro MCKyCcCTBAa. HecMOTps Ha MHOXECTBO HIO-
QHCOB UM TOYEK 3peHusi, MeXIy HUMU ObLJI0 OJHO obIiee:
He pe3y/ibTaTbl, a MOAXOA — Memod, KOTOPbIi MMea HOBOE
(unu, TOYHee, «MHHOBAIIMOHHOE») 3HAUE€HME B BUIAEHUU MMU-
POB «HOBBIMM TIJla3aMWU», WM, TOUYHEE, B TBITKE B3IJISIHYTb
Ha CYIIECTBYOIIJE MUPbI, BOSMOKHO, <OOBIUHBIMM» TJIa3aMU,
HO C MIOMCKOM HOBBIX PaKypCOB JJIs1 3TOTO.

B Hauvasie 6osiee 1ieJleHANIPaBI€HHOTO M CUCTEMATUYECKO-
ro M3yuyeHusl 3BYKOBOTO 3JIeMEHTa B $SI3bIKe, BO3MOKHO, CYy-
IeCcTBOBaJIa Bepa B Oojiee IIyOoOKMe «IIaThOPMbI», Ha KOTO-
PBIX MOXXET ObITh 3aJIOKEH «CMBICI» U KOTOpbIe (HaKTUUECKU
«IIOCTPOEHbI» (MM «obecreuyeHbl») 6osee KPYIMHbIMU «Pop-
MaJbHBIMM» CTPYKTypPaMy (WJIM «CYIIECTBYIOT» BHYTPU HUX).
MoTuBausi HAy4yHOTO COCPeAOTOUEeHMSI Ha (JIMHTBUCTUYE-
CKOM) «3BYyKe (3ByKax)» Obuia Obl Torma (pakTuuecKu oObsc-
HMMa T€M, YTO 3TU 3BYKMU SIBJSIIOTCS, IO CYTU, MUKPOJIMHIBU-
CTUYECKOM aHajiorTueil ¢ (OCHOBHBIM) MaKpOJIMHIBUCTUYE-
CKMM OOBEKTOM WMHTEpeca «CUHXPOHUCTUYECKUX» JIMHTBU-
CTOB — (OopMa/JibHBIMM acrnekTaMy (CTOpPOHaMM, OCOOEHHO-
CTSIMU U T. [I.) TEKCTA.
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B cBeTe 3TOro Mbl MOXXeM yTBEPXKAATh, YTO MO — HACTOSI-
eMy MHHOBaIlOHHBIM acCIIeKTOM ObLT MOMEHT, KOTaa (HoKyc
CTaJ1 KOHLIEHTPUPOBATHLCS HAa 3BYKe KAK MAKOBOM, TO €CTb
«3ByKe» B ero ¢Gusudeckoit dopme, JUILIEHHON KAK020-/u-
60 3HAYeHUs; WIK, B MIOHMMAaHUU MMOHEPOB (COBPEMEHHOI)
dboHoMmorMn, Mo KpaitHeil Mepe, 1100020 O0py2020 3HAUYEHUS,
KpOMe TOTO, UTO OH «IIPOTMBOIIOJIOKEH CBOEI COOCTBEHHOI
MPOTUBOIOMOXKHOCTU». VHBIMM CTOBaMM — MOMEHT, KOTZ[a
CTall OCYLIECTBJSTbCS HAY4YHbI/I OTOOpP TOMBKO (PU3MUUECKUX
MIPU3HAKOB KaXXJ0r0 KOHKPETHOIO 3BYKA (M MX AOJDKHAS 3KC-
neptusa). I[logxon, KOTOPBIV BMeCTO IMOMCKA MUKPOCKOMUYe-
CKUX TIapajieneil ¢ MaKpPOJIMHIBUCTUYECKUMU SIBJIEHUSMU
CTaJl HAYaJIOM HAyYHO OOOCHOBAHHOJ TIOMBITKM «CTPOTOTrO
pasbeIVHEHUSI» MeXAY ayauaJbHOM ¥ CEMaHTUYeCKOI CTOPO-
HaMu 3ByKa.

[MpmMHLMEI 3TOrO MOAX0AA HA CAMOM Jiejie COCTOUT B LOCTU-
>keHuM (M TpebyeT) TaKOro COCTOSIHMS B IIpefesiaXx COOCTBEeH-
HOTO $I3bIKa 4YeJI0OBEeKa, B KOTOPOM HOCUTENb SI3blKa C/IyLIaeT
TaKoJ SI3bIK, HO €r0 CII0COOHOCTb (POKYCUPOBATHCS B MEPBYIO
ouepenb (MM UCKIIOUMTEIbHO) Ha 3BYKax (a He Ha UX 3Haue-
HMSX), KOTOpbIe MpeljiaraeT TAaKOW CIyXOBOWM OMBIT, TaK ke
BBICOKA, KaK ec/y Obl TaKo¥ (HOCUTEJIb) SI3bIKA CIYIIAJ SI3bIK,
KOTOpBI/i OH He MOHMMAaeT U / WM He Cblliag paHblie (CM.
unn. 7).

IIpedcmaswbme, umo bl 8NePeble CbILUUME IMOM «A3bIK» (U hpedhono-
JHCUM, UMO 8bl €20 He NOHUMaeme). Hcxo0s u3 amozo, caywas, Kak 2080-
pum amom uesnosex, 8sl, CKopee 8cezo, COCPedoMoUUmMecs Ha MoM, Kax
38YUUM €20 8bICKA3bIBAHUE, A HE HA MOM, MO OHO (MOX(em) 03Hauamo
(03Hauaem); KOHEUHO, NO 803MONCHOCMU, C COXPAHEHUEM HEKOTNOPbIX
«YHUBEPCAILHO NOHAMHBIX» UHIMOHAYUOHHBIX HIOAHCO8 8 COYemaHuul

¢ KOHMEKCMoM, 8 KOIMOpoM Makoe 8vicKasviearue 6yoem ucnons30-
8aMmbCs, UMo, 803MOXCHO, MOXcem dams HEKOMOPbLL KU K HEKOMO-
PbIM UACMAM €20 3HaueHusl. "

Pabora ¢ ¢poHeTMuecKMMM (C/IeIOBATENIBHO, Mepeaaroy-
MM 3HaueHue) 3BYKaMM, JIMIIEHHbBIMM MX 3HAUE€HMIl, — 3TO
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TOAXO0M, KOTOPBIV MOKa3bIBAET SIBHbIE Mapalienu C olpefe-
JIeHHBIMM TIOAXOHAMU B UCKYCCTBe (MJIM: TIOAXOJaMMU K «M300-
paskeHM10»). [IeIo B TOM, YTO TaKOi moaxo (pakTUIecKy Kaca-
€TCSI TIOpora «OTKPBITOM» aOCTpaKLMM — TOI, 0OHAPYKEHHOIA,
roBops cxemaTtmuuecku, Mouapuanom mwin [1ono0koM B 3aBep-
HIaloleil 4acTu JMHUM, U3HAYIbHO 3afaHHOi [Inkacco ero
paboToit «/Joma Ha XojMe»,? BBIITOJIHEHHO! TakKuMM 06pasoM,
yTO (haKTMUECKM JeIaeT ee rpaHmyaIlyM ¢ abcTpakiyeirs (cm.
uun. 8).

MokeT ObITb, HECKOJIBKO CKpPBITBIi ¥ He3aMeTHBII,
HO BIIOJIHE AOCTVMKMMBIN [OJisI BCeX M He OTIMYAIIMUIACS
10 CBOEMY IIPUHIIUITY, €CTh ITOBCEJHEBHbII abCTpPaKT: TOT,
K KOTOPOMY BbI TIPUXOAUTE, MISIAS B OKHO M CTapasich (rocie
HEKOTOPOJ TMPaKTUKHU, CKOpee BCero) BOCIPMHMMATDL TOJIBKO
1IBe€Ta, KOHTYPbI, ABVDKeHUS] MU GOPMbI — TO €CTh OCTaBJIsISI

! Beskuit pas, Korja Mbl CTyIilaeM He3HaKOMbIii 13bIK, 00/1aJal0il KaKMMM-
TO YeTKO pasauuMMBbIMU (T. €. «OTMEeUeHHbIMU») NIpU3HakaMu (Hampumep,
sMmdaTnuecKMMu, THYCAaBbIMY WJIM CBUCTSIIIIVIMM /Y T.7./ 3ByKaMu), IO3BOIUM
cebe «yBJI€UbCSI» 3BYKOTIOAPAKATENbHBIMU COUETAHUSIMU ITON TO33UU, TO-
CMOTPETD Ha 3TOT Iei3aK UM IIPOCTO HAWIAAUTHCS JTIOOBIM TaKUM BUIOM,
KOTOPBIVi MO3BOJISIET HAM BO3A€PXKAaThCSI OT CTPEMIIEHMSI «Ha3BaTh» (ACCOLUM -
pOBaTh, MPUITUCHIBATD U T. 1.) TO, YTO MbI BUAUM, U €CIIU 3TO IIPOCTO TO, UTO
MBI ITPOCTO HAYUMIIMCh BOCIIPMHMMATD YTO-/TM60 TaAKMM 06pa30oM, T. €. UTO6BI
YBUIETH <ITPOCTO» GOPMBI, I[BeTa MJIX KOHTYPBI, «yYCJIOBHbIE» 3HAUEHUST (MU
pasyMuHbIe CIIOCOObI MTPAKTUUYECKOTO MCIIOb30BaHMS TOTO, UTO MbI BUIVIM)
KOTODPBIX HaM HMKOT/ZIa He TI03BOJIEHO YBUZETD (B OT/IMYME OT IMOAABISIONIEro
GOJTBIIMHCTBA KHOPMAaJIbHBIX» CTy4aeB, KOTIa OHY JealoT 3TO «aBToMaTuie-
CKM»), MBI B TaK/i€ MOMEHTBHI BCETr/Ia OKa3bIBaeMCsI Ha Iy TH K a6CTPakKTHOMY —
OCHOBaHHOMY Ha Halleil cOOGCTBEeHHON (M30paHHOI, M36UPATENbHON WU
[TaCCUBHO M T. [I.) aGCTPaKIINM MUPA, PeaTbHOCTM, MOMEHTA.

2 CM. Takke KOMMEHTAPUIii ¥ KOHTEKCT MCIIOIb30BaHMSI TOTO JKe U300paxKe-
Hust B: Kpamku, (2019, Aesthetica Universalis, c. 23).

SUnn: ¢ UCIIONb30BAHMEM 3TOTO «CXeMAaTUUYECKOr0» MeTO[a M300pakeHust
MpegMeTOB, HeGOJbINON IIar 3a €ro Mpefesbl, CTAHET HAavyajJoM abCTpak-
LN,
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U3 TOTO, UYTO Bbl BUAUTE, CBSI3aHHbIe C HUMM 3HAUEHMUS
(«IOM», «IepeBO», «00JIAKO»...).

NmeHHO 34€Ch S BMXKY Mapaulesii ¢ MCXOLHOW TOYKOM
Tpy6enikoro u Iko6coHa, KOTopasi, T0 MOeMY MHEHMIO, COCTO-
s7la B HEKOTOPOM <«HaMepeHHOM» (KKOHTPOIMPYEeMOM»,
«TIperoyiaraeMoOM») «3aKPbITUM yMa» MO OTHOIIEHUIO KO
BCEM 3HAUeHMSIM, MPUIMChIBAEMBIM JIIOOBIM 3ByKaM B (JIO-
060M) s3bIKe, -} HalenuBaHuy GoKyca Ha TO, YTOObI OTMETUTh
6oJbllIee, UueM «IIPOCTO» 3BYK (M) cam (M) I1o cebe.

B cBa3m ¢ atum lIknoBCcknii B cBoeit craTbe «O 3ByKax IMo-
STUYECKOTO sI3bIKa»! TOBOPUT, UTO B CJTydae MO33Uu (MU MC-
MOIb3yeMOro B HeJi MO3TUMYeCKOTO SI3bIKa) Ha IepBbIN IUIaH
BHMMAaHMUS peluIiMeHTa BbIXOOSIT 3BYKM, @ He CMbICT (M UTO
MMEHHO K 9TMM 3ByKaM (GOpMUPYETCS SMOIMOHATbHOE? OT-
HouleHue). CMmelleHre BHMMaHUSI C copepykaHus Ha dhopmy
(mnu dopmbl), MPOUCXOAsIIee Kak MPsSIMOe C/IeCTBYE CMEHbI
«CTaHIapPTHOIro» (HOPMAaJIbHOIO, «<HEMapKMPOBAHHOTO») SI3bI-
Ka Ha «IMO3TUYeCcKui» (Mau, B paMKax CaMoOl M033UM, B JaH-
HOM KOHKPETHOM Cjydae, «3BYKOTIOApaKaTe/IbHbIN») («OCTpa-
HEHHbI», «MapKMPOBAHHbLIN»), SIBISIETCSI, TaKMM 0Opa3oM,
JIUIIIb OOPaTHOV CTOPOHOM (IOMOMHSIIOINM Ie/iICTBMEM, SKBU-

! Cm.: Sklovskij (in: Poetika, 1919, pp. 38—49)

2 3mech, moskamyii, TOke MPaBMIbHO OyleT CKasaTh «3CTeTUueckoe». IIpu
3TOM He OTpUIlasi TOro GaxTa, YTo IMOLMOHATHLHOE OTHOIIIEHVE MOXKET OBITh
YCTaHOBJIEHO (MJIM CIIPOBOIIMPOBAHO) He TOIbKO (HhOpMOii, HO U comepsKaHm-
€M, HO KasK/IpIM I10-CBOeMY. AKIIEHTMPYSI BHMMaHMe Ha SMOLMOHAJIbHOI CUje
(wnu actetrueckoM addexre) ToHANTbHOCTH, [IIKITOBCKMIT 3MeCh GAaKTUUECKU
MPUBOIUT apryMEHTbHI B TIOOIEPXKKY UAEN «aOCTPAKTHBIX» TEKCTOB (T. TAaKUe
TEKCTbI, IUIIEeHHbIe KAKOTO — JIN60 3HAUeHWST B TPAAUIIVIOHHOM, «IIMpcoOBOM»
CMBIC/Ie), 06IaaloNIye CIIOCOOGHOCTIO OCTUTATh «3CTETUUECKUX IEHTPOB»
MO3Ta pelunmeHTa 6bicTpee (4 ropasio 60jee MPSMbIM IyTEM), YEM «OCMbIC-
JIeHHbIe» TEeKCTbl (KOTOpble, B KOHEYHOM CYeTe, OTBJIEKAIOT MOTEHUMATbHO
MpsSIMOe BHUMaHMe peliUMeHTa, MHaue MTOJIHOCTBIO U JIETKO KOHIIeHTpUpye-
Moe Ha 6ecCMBICIOBOM — 3CTeTnyeckom). Ha aTy TeMy cMOTpMTE Takke CTa-
Thbio «I'me 3akaHunBaeTcs [upc» (Kratky, Aesthetica Universalis, 2019).
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BQJIEHTOM U T. [.) [IPOLiecca, B XO4e KOTOPOro CMBICJIOHArpy-
>KEHHBII 3/IeMeHT TeKCTa OTCTYIAaeT B I0JIb3y 6€CCMBbICIOBOTO
(u, cnemoBaTenbHO, 6osiee GIM3KOTO K «UyBCTBEHHOMY» BOC-
MIPUSITUIO), WJIM BOCIIPUSATHE OOJiee HEIOoCpeACTBEHHO OTKPbI-
TO 3CTETUYECKOMY BOCIIPUSITUIO B TOM CMBICJIE, YTO OHO
OCTaBJISIET COMEPKATEIbHYIO COCTABJISIONIYIO BHE cebs.!

Takum obpasom, mo 6onbiuiomy cuety IIKIOBCKMIT He Ae-
JlaeT HMUYEro MHOro, Kak, 1o CyTH, CHOBa COOTHOCUTCS C Ca-
MMM C€O00Ji MM Pa3BMBAET CBOIO COOCTBEHHYIO KOHIIEIIINIO
«CTpaTermyeckoit nmebamMmuaupusanum» («IIpueM OCTpaHe-
HUSI») — TIOCKOJIbKY pa3Be He «3CTeTMUYeCcKoe», TOCTUraeMoe
«HapyuieHuem (imu)» (TO ecTh AedaMuaupusanmen, «ouyxK-
JeHueM» U T. [.), BbI3BAHO K XM3HU MMEHHO TeM, UTO 3je-
MeHT (bI), KOTOpbIi (ble) B IIPOTUMBHOM Cjydyae OCTajCsd
(/ucp) OB HA 3aHEM IUIaHE, «BHE3AITHO» (TO eCTh «BOIPEKMU
BCEM OXMIAHMSIM»), HO BIIOJIHE IleJieHalpaBieHHOo ([0 CTpa-
TerMYecKOMY pelleHMi0 aBTopa) ObLT (M) BBIABUHYT (bI)
Ha IepPBbIi1 IIJ1aH?

OmHMM M3 IJIaBHBIX <«IOOOUHBIX IPOAYKTOB» «HAIle-
CTBMSI» BCEBO3MOXXHBIX BTOPOCTENEHHbBIX ((OTbKIOPHBIX)
dbopM — 3TOJi «IIIOKOBOJ Tepamnuu» NaBJMHbEro napajaa B Ha-
ieM JeTCTBe, — KOTOpasi «bepeT Hac IITypMOM» B oIlpefe-
JIeHHbI/I MOMEHT Halllero HeXXHOTO BO3pacTa, SIBJISIETCSl Hava-
JIOM TIpoliecca, IpeBpalliaiollero nereii u3 «tabula rasa»
B M30IIPEHHO B3aMMOIENCTBYIOIIMX B3POCIbIX. B cBOeil xa-
paKkTepHOJ MaHepe OH IIOMOTAaeT MOJIOABIM IMPOJIOKUTb CBOJ
IIyThb B MUP B3aMMOZEICTBUSI HA €CTeCTBEHHOM S$i3bIKe. Yem
MHTEHCHBHEE ITPOMCXOAUT 3TOT IPOLiecc, TeM OoJblie ucye-
3aeT Hallla «CIIOCOOHOCTb» BOCIPUHMMATb Hall (OymyImit)
POIHOI $SI3bIK KaK (Mpekae Be3aecylnye) «b6ecCMbICIeHHbIe
3BYKM», KOTOpbIE, cCaMoe 0oJbliiee, K TOMY BpeMeHU COMAYTCS
B (HepasnM4yuMble ¥ HEIOHSITHbIE) 6osiee KPYITHbIE eIVHUIIbI:

LCm.: Krdtky, O. Where Peirce Ends: Reflections on the Abstract (2019,
Aesthetica Universalis, p. 23).
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110 Mepe TOro, KaK Mbl HAUMHaeM MOHMMATb, YITYOJISISICh ellle
[TyOske B OKeaH Halllero s3bIKa, YTO MbI TEPsIEM CIIOCOOHOCTD
CMOTpeTh Ha Hero Kak Ha HEYTO, UTO MOKET ObITh — eCiu
BO3HMKHET HEOOXOAVMOCTh VI KeJlaHue — JIETKO OTHEIeHO
OT Hac (T. e. paCCMOTPEHO Ha PaCCTOSTHUU WK JaXKe UCCIIeN0-
BaHO Ha JJAOOPAaTOPHOM CTOJIE).

B TOT MOMeHT, KOTAa Mbl YBUAEIN HALINX SI3bIKOBBIX MaB-
JIMHOB, Mbl Hauaau TepsITb CIIOCOOHOCTb CMOTPETh Ha Hall
(«CBOVI») A3BIK HE3aBUCUMO OT €r0 CMBICJIOBBIX U COHepxKa-
TelbHbIX KOMIIOHEHTOB; BUJIETh €ro LiBeTa U (GOPMbI, JUIIeH-
HbIe acCOIMAalNii, KOTOpbIe C 3TOTO MOMEHTa Heu30eKHO Oy-
IyT IIPUHUMATD €ro 3BYKU.

OpHako 6Gyaromaps HaIIMM <«IIaBJIMHaM» MbI CIIOCOOHBI
YUUTBCSI — TIPOIECC, KOTOPbI/i OOBIYHO MPOUCXOAUT OBICTPO
Yy MJIaJieHIIeB, «HE3aTPOHYThIX» KaKUM-TMO0 MpeablayIium
ombiToM.! B paMKkax 3TOro mpoiiecca, OfHaKO, BCE TO, UTO
IO «CeTOOHSIIHEro OHS» BOCIIPUMHMMAIOCh KakK L1BeTa, 3BYKU,
KOHTYPBI 1, CKa)KeM Harpumep, COObITHS (KaK OCTAHOBKM, TaK
U OBVDKEHMS), «3aBTpa» OKaKeTCS B KJIeTKaxX 3HaueHmit. IIps-
MOe BOCIIpUSITIE KOHTYPOB, LIBETOB ¥ IIPOIOPLINIA [IPeBPATUT-
Csl B TakMe TePMMHbI, KaK «IJoMa», «00maKka» UK «IepeBbs»),
YTO cHenaeT jrb60e «CIIOHTaHHOe» ObyueHue (VI MHTYUTUB-
HOe ronyyeHne uHdopMaluu, He TOBOPS Y)Ke O «UMCTOM» XY-
IOKeCTBEHHO-3CTETUYECKOM BOCIIPUSITUM) BCe Ooree u 6osiee
TPYOHbBIM.

Tem He MeHee, CYIIECTBYIOT OUCLUUIUIMHBI, KOTOPbIE MOTYT
MOMOYb OCBOOOAUTH Hallle «BUAeHMe» (UM «SICHOBUIEHMEY).
U1 ucKyccTBO, 1 HayKa SIBJISIIOTCS IIPUMepaMy Takux obJacTeii.
Takum 06pasom, B TO BpeMs Kak Tpy6erkoit 1 SIKo6COH nmena-
M 3TO Ha JIMHTBUCTUYECKM MUKPOCKONUUYECKOM YPOBHe (U
bopmanucThl TPUHSIM aHAJIOTUMYHBIN TMOAX0MA, HO Ha YPOBHE

!B orom orHomeHuu cm., Hampumep: Eimas P. D., Siqueland E. R.,
Jusczyk P. W., Vigorito J. (1971); Mandel, D. R., Jusczyk, P. W., Pisoni, D. B.
(1995); Swingley, D., Aslin R. N. (2000).
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6o/iee KPYIMHBIX TEKCTOBBIX €IVHMUIL), XyJOKHUKM — HauMHas
B OO/IBIIOM MacIITabe C MMIIPeCCMOHUCTOB — ITOMOIJIM OT-
KDPBITb HE TOJbKO HOBYIO MEPCIIEKTUBY B3IVISIAa Ha OKPYKAI0-
VA MUP, HO U (M 9TO IPUHIUITMATBHO Ba’KHO) IIPaBO CaMOT0
MOIX0/Ia K XYIOKEeCTBEHHOMY TBOPYECTBY TaKuMM 0Opa3oMm, a
TaKKe CTaTyC 3TOro IpaBa KakK MOTHOCTbIO 3aKOHHOTO.

VHTepecHbIM TMOPOXAEHMEM 3TOr0 «HOBOTO TBOPYECTBA»
MOXXeT OBITh HEKOTOpOe YCUJIEHME «pa3beIVHEHMSI» «CTaH-
JIapTHO» CMMBOJIMYECKOI CBSI3U, KOTOPOe MOKeT OBbITh XOPO-
110 OTPAKEHO B €IVMHCTBEHHOM YaCTUYHOM, IIperosaraeMom
(HO, TIO CyTH, CTEPEOTUITHOM) «MHHOBALIMIOHHOM» UJIU TTOJIHO-
CThI0 KOMMepUeCkoM (MOTMBMPOBAHHOM ITPUOBIIbIO) UCIIONb-
30BaHMM HEKOTAA MPOYHO CBSI3AHHBIX YaCTel ceMaHTU4YeCKO
Lenu — C MPaKTUYECKUM pe3y/lbTaTOM, COCTOSILIMM B TOM,
YTO 3TU 57€MEeHTbl (OTOPBaHHBIE OT CBOMX CEMaHTUYECKUX
KOpPHeI) UCIOIb3YIOTCS IJIS1 Pa3/IMYHBIX BULOB « (TIOTY) UCKYC-
CTBa», TAKMX KaK peKkjaMHbIe IJIaKaTbl, TOBECTBOBAHMS O CTU-
Jie >XU3HU MM KaMITaHMUM 110 TPOU3BOCTBY COIIACHS.

Takum 06pa3oM, MCIIONIb30BaHME TaKUX JIEMEHTOB [IJIS
MOIOGHBIX 11eJieli, COMHUTEeTbHOe MOpaJbHOe M3MepeHye KO-
TOPBIX ObUIO BIIEPBbIE YKa3aHO (KaK CBOEro Pofa «3KCILIyaTa-
LU CTepeoTUIIOB») bBapmom, mo3xe paspaboraHo @yko
M CTpaTermMyecky MHTETPUPOBAHO B TO, UTO MOXKHO ObLIO ObI
Ha3BaThb €ro «BeJIMKMM MapilieM MPOTUB (J060Tro) MmopsaKa»
Heppuda (cm. unn. 9).

Ha Crapom KOHTMHEHTe «IIparMaTuuyeckoe» 3JI0yIoTped-
JIeHMe TeM, YTO KOTAAa-TO HaUMHAJIOCh C XyJ0XeCTBEHHO 37i-
dopuu u sK3a’dpTALUM, 3aKOHUWIOCH (XYHOKECTBEHHBIM
M YaCTMYHO HAYYHBIM M MOIUTUYECKMM) OTKA30M U OTpULA-
HMEM JCKYCCTBa KaK 4aCTM MapKEeTMHIOBONM (MM MpomaraH-
muctckoi) uenu. B CoenmyHeHHbIx IllITaTax, Kak 3TO HU YOU-
BUTEJIbHO, NTOTPEOUTENBCTBO, IBMKIMMOE KallUTaTUCTUYeCKO
MAIlMHOV TTPOU3BOACTBA U COBbITA, TPOOMIIO cebe MyTh K MPo-
LBETAIOLIEMy COCYLIeCTBOBAHUIO C OYEHb 3pebIM B OCTaJb-
HOM Xy0XXeCTBEHHbIM BbIpakeHneM (cm. wii. 10).
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Ha moli 8327190, amy npusedentyio Ha uni. 10 pabomy Yopxona Hu 6 Ko-
eM cyude Helb3s mpaxkmoeams MoJibKo Kak HeKull «yMHblli npomecm»
npomus nompedumenbCmed; 3mo 0vL10 Obl CAUUKOM «e8PONELiCKUM»
(803MO03HCHO, Oasce ABMOMAMUYUECKUM, CIMEPEOMUNHO MOPATUIUPYIO-
Wum meHmanumemom Ovigiuezo Coeemckozo 6J10Ka) — 80 8CIKOM CI1y-
uae, udeosiozuieckum — nooxodom K Hemy. Ha camom dene, mo, o uem
Mbl 00JIHCHBI 30€Ch 2080PUMb, IBNAEMCS BbIPAXHEHUEM CUMOUO3A KAK
«UCKYCCM8a», max u «nompeoumenscmea»; c860000HbIM 0m CyHcdeHul
0mMuemom 0 HU3HU (WIU: ceudemenscmeo 0 HU3Hu), 20e 06a smu sieje-
HUSL Hcugym 60K 0 60K; 20e OHU 8 6obulell Wil MeHbuleli cCmeneHu 6us-
tom dpye Ha dpyea, 83aumodeticmayom, ciuearomcs.

Mpbl, KOHEUYHO, MOXeM MHOTO TeOpPeTU3UPOBATh O TOM,
B KaKOI CTeNeHU CTPYKTYPaIU3M SIBJISIETCS TIPOCTO «MYTUPO-
BaBIIMM (OPMaTN3MOM» U SIBJISIETCSI JIXM MCKYCCTBO — a B MO-
CJlefHMe MOJBEKA U TYMaHUTapHbIe HAYKM — CKOpee «IUCIU-
IJIMHYMPOBAHHBIM» U «TPEe3BbIM» WJIM, HA000POT, Iaxke 6Gosee
CMeJIbIM, YeM (SIKOObI) «OyHTapCKMii», CKAHIAIbHBIN U JTI000I
1I€HOJ HOBATOPCKMII eBPOIIeiiCKMi (IeMOHCTpaIeil KOTopo-
IO JIIOOST cunTaTh GpaHIy30B).!

CTaHOBUTCS SICHBIM, UTO 3TO pPe3K0Oe pasjinume MeXay «eB-
pomeiickuM» ¥ «aMepUKaHCKMM» CTajJo Oojee 3aMeTHbIM
TOJIBKO MOCJIe TOTO, KaK IVIaBHbIE TPaBMUPYIOIIe COObITUS XX
BeKa pasfeiuau MepBOoHa4YaJlbHO OO0beAVHEHHbI MyTh: CHA-
yasia 6bu1a BTopast MupoBasi BoiiHa, a 3aTeM ee CMEeHMIa XO-
yogHast BoitHa. To, 4To ObIII0, C TOUKM 3PEHMST HAaCTOSIIIel cTa-
ThbM, ONMMCAHO KaK MIpOCToe MpoiaHue Mexnay lIkimoBckum
u SIKO6COHOM (M B 3TOM IIEPBOM «aKTe» 3aKOHUMJIOCH Oer-

1 B 3TOM KOHTEKCTe CM., Hanpumep, «Muctuduraunio Cokaaa» (KOMMEHTH-
pyeTcsl, B yacTHOCTH, B: Weinberg, 1996; Hilgartner, 1997 u mp.), a Takke ero
MTOJIHBIA (DOH, MOTMBBI M KOHTeKCT. (Mucmugukdyus Coxana — uIyTKa,
pasbIiTpaHHasl CIeLMaJNCTOM [0 MaTeMaTuueckoit gusuke AnaHom Coka-
JIOM C U€JIbI0 IIPOBEPUTDb, OIMYOJMKYET JIM OOVH U3 BEOYIIUX KYPHAIOB
10 TTOCTMOJIEPHUCTCKUM KYJIbTYPHBIM MCC/IEHOBAaHMSIM CTaThIO, MTOJHYIO Ye-
MyXu, eC/I OHA MMeeT XOPOIINii CTU/Ib U JIbCTUT UAEO0JIOTMYeCKUM YCTaHOB-
KaM peJJakKTOpOB. YTOUHEHME B CKOOKAX IPUHAIJIEXUT repeBomunky. — C./1.)
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CTBOM IIOC/IeHEr0), Ha CaMOM Jiejie ObLIO «OOBIUHO» «MMUK-
poucTtopueii» ABYX Apy3eii, KOoTopas, Oq4HAKO, HapsAy CO MHO-
TMMM APYIMMU IIapajijle/IbHbIMM ¥ BO MHOIOM HECXOIHBIMU
cynbbamu, chopMupoBasa Havyajlo MpoIliecca, KOTOPbI-II0-
CTEIEeHHO JOCTUT KyJbMMHALMM B pa3feleHuM He TOJIbKO OT-
JleJIbHBIX JIIOZEi, HO U LIeJIbIX KOHTMHEHTOB.

B ob6rmacTu rymMaHMTapHbIX HayK, TeM He MeHee, HeCO-
MHEHHO, YTO TO, YTO HA4aJIoCh ¢ (popmanm3ma, MpoaoIKaIo
Jlajiee HaXOOUTb CBOE€ HOBOE BbIpakeHME B CTPYKTypaau3Me.
OnHoBpeMeHHO 06a 3T HampasjaeHUsl «ObuTM GOHOM», KOraa
ObUIM 3aJI05KeHbI KOPHU APYTUX «COBPEMEHHBIX» 00J1acTeit, Ta-
KMX KaK KOTHUTUBHAsI HepoOMOoIorusi, MCKYCCTBEHHbBIN MH-
TeJIJIEKT, COBPEeMEHHasi Teopus JIMTepaTypbl, («KHOBbie») aH-
TPOITOJIOTMYECKNE TTOAXOMbI, TaKMe KaK IJIOTHOE OIucaHue,!
a Takke — XOTSI U B CMbIC/IE YaCTUYHOTO MU IOTHOTO OTPU-
aHUSI YOEeKAEeHMIi CTPYKTypaJuCTOB — MHOTME (opMBbl
«TIOCTMOJEPHUCTCKUX» PeIITUBUIUPYIOIIUX OUCLIUTIINH, Ta-
KUX KaK (JJAKAHOBCKUIA) TICUX0aHAANU3 U / UIIU TEKOHCTPYKTU-
BuU3M (B ctuie [eppuma) (a Takke ero IOCTMOAEPHMUCTCKUE
IIPOM3BOIHBIE).

Bo Bcsikom ciydae, TMOTEHIMAs, IPOSIBJEHHBIA MyTeEM,
MPOJaeHHBIM KaK (popmanamcTamMmu, Tak U UX «ITOJyHe3aBUCH-
MbIMM» CBEPCTHMKAMM IKO6COHOM U TpyOGelKMUM, MOKET CITy-
SKUTb ICTOYHMKOM BJIOXHOBEHUS B 1106071 06/1aCcTH, B KOTOPOit
(6yKBaJIbHO) [O/DKHBI 3aHSITh CBOE MECTO «HOBbIe€ TOUKM 3pe-
HUSI».

B TO >Xe BpeMsi, BOJIbHO WIM HEBOJbHO, OH (DaKTUUECKU
napajiejieH TOMY, KaK peajiM3M uepe3 OuyXIeHue IpuBes
K abCTpPaKTHOMY MCKYCCTBY — IIpOLleCcCy, KOTOPbI, B CBOIO
ouepenb, CIOCOOCTBOBAN (M3OUIPEHHOMY) BO3BpalleHUI0

! TepmuH, npuayMaHHbI anTporonorom Kiuggopoom Tupuem pins xapak-
TEPUCTUKI OIMMCAHMS B PAMKAaX aHTPOITOJIOIMYECKMX MCCIENOBAHMI, KOTO-
poe B 3HAUMTEIbHOI CTeIIeH! OMMPAeTCs Ha 00bsICHEHME SIBJIEHMIT B MaKCH -
MaJIbHO ITOJIHOM KOHTEKCTe, a TAK)Ke OIVICAHMe 3TOTO KOHTEKCTa.
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K «YMCTOMY» Peaqn3My: TO eCTb K peasbHOIi hopMe, KauecTBY
" pasmepy siBeHuit (B HaIlleM cydyae 3BYKOB SI3bIKa), HAOJIO-
IaeMbIX ¥ aHAJIM3UPYEeMbIX B X YMCTOM BUE, TO €CTh 130aB-
JIEHHBIX OT BCSIKOT'O MPUIIMCHIBAEMOTO (TO €CTh TOJBKO aro-
CTEPUOPHO OIpeeIeHHOT0) CMbIC/IA (CMbIC/IOB).

C TOYKM 3peHMsT UCKYCCTBA U 3CTETUKM, CIIOCOOHOCTb BU-
IeTb (UUCThIe, peasibHbIe) IBJIEHUS (TO €CTh BUIOETD /UJIN: BOC-
MIPUHMMATh/ TO, UTO MbI OEICTBUTENbHO BUAUM, TO €CTb: /
MepBUYHbIE/ BOCIPUSTHSI, OOHA’)KEHHbIE OT KaKUX — JMOO
«3HAUEeHMI» /TaKUX KaK YUIOBHbIE TEPMUHBI, TOJIbBKO BTOPUY-
HO 06aBJIeHHbBIE WJIN «IIPUITMChIBAEMbIE» X KOMOVHALIVSIM/)
yOepKMBaeT Hac B CBeTe BJOXHOBEHUS — WM, HA0OOPOT:
MpefoTBpallaeT HAC OT BOCXOXKAEHMS B «CyMepKu» OKaMeHe-
noro KoHGOPMM3Ma; OT TEMHOTHI 6€3 CHOBUIEHUI, BO3HMKA-
I0Ilel, KOT/Ia OTKPBIBAETCSI OTKA3 OT BOOOPaKEeHMSI, UTPbI, TU-
XOJ, HO M30LPEHHOI MeaUTaLUN.

JIJ11 HEKOTOPBIX 3Ta TEMHOTA paBHA 30He KoMmdopTa CIisi-
mero pasyma (cm. wiui. 11).

Tem He MeHee, eCTb U IPUSITHAsI TEMHOTA: Ta, IMOC/e KOTO-
poJi TO/DKHBI IPUIATHU CJlafgKue CHbl. Takue CHbI BbI3bIBAIOTCS
KOJIbIOETbHBIMM, KOTOPBIE CaMU IO cebe MpeACTaBIIsSIIOT COO0¥
HeUTO IPOTUBOIIOTIOKHOE «CYACTIMBBIM» U «OUKUM» IT€CHSIM
IHEBHOI'O BpEMEHM.

[Ipu3bIBHO MMJIOCEpAHbIE, OHU TMPEABOCXUIIAIOT 3BYKU
HOYM, MeJIOAMIO MTOKOSI 1 Y30PbI CIIOKOMHOTO CHA. [1Jis1 KOTO-TO
OHM O3HAYalOT MOMCK CUJI JJIsSi JHEBHOI 60pbObI, 30HY KOM-
(dopra, HanoOIHEeHHY0, MEX/Y POYMM, BO3MOXHO, 1 JIEPMOH-
TOBCKO¥ «C/TaJKUM» «i0» (M pudMamu, TOCTPOEHHbIMM Ha €ro
ocHoBe):!

Bosbmem, Hanpumep, c1080 «K0JblOebHAS» (38YKONOOPANCAHUE CAMO
no cebe); unu (cpagHumenvHo HedagHee) UeuicKoe «uzobpemeHue»
u3 «dumky zalky...»;? 0anee, «06pasyossili» HEUICKO20 POMAHMU3MA

! TTonpo6Hee 0 KoHTEKCTe cM. IlIknosckuti (O 3ByKax CTMXOTBOPHOIO SI3bIKA,
B: [Tosmuxka, 1919, c. 39—40).
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(38yKonodpaxcamenvHoix) cmux u3 «vyvalily se viny zdola...»;3 unu, eue
npumepbl, CIyuatiMbIx pyccKux 108, KOMopsle Mo2ym nputimu 8 20108y
(2080psaWUM), Makux, Kax yom, npuromums, y0aokams, Ho makie,
Hanpumep, Ka0K8a uiu woka u m. d.* 30ece Mol 8cez0 8 00HOM uiaze
om yxce ynoMsaHymozo0 npumepa (npoyumuposarHozo Lknosckum)
JlepMOHMOBA U €20 KOPOMKO20 CINUXOMBOPEHUS C «i0».°

EcTh HeUTO, UTO 3aCTaBJIsIeT HAC acCOIMMUPOBATh JHEBHOI
CBET C AEp3KMM IeHMeM IaBiuHa — OyIb TO CIIOHTAaHHOE
(MBI MOT/IM OBbI IaXKe CKAa3aTh «HEMPOM3BOJIbHOE») OOydyeHue,
obyeryaeMoe HECKOHYAaeMbIM BO3[EMCTBMEM (B OCHOBHOM)
MOJIOAIBIX Ha HOBBbIE MJIYM BHOBb OTMEUEHHbIE SIBJIEHMUS, WA
KOH(MPOHTALIMOHHBI XapaKTep eKeIHEeBHbIX ITOPYYeHMIt,
C KOTOPBIMM CTAJIKMBAIOTCS B3POC/IbIE.

TOYHO TaK ke eCTb YTO-TO B MSITKMX TOHAX MPUMMUPEHMS,
KOTOpOe TMPUHOCUT HOUYb. TakuMM 06pa3soM, B TO BpeMsl Kak

% «3ByKOTIOmpAsKATEIbHbIN HEOJOTM3M», KOTOPBI, OJHAKO, ObII OUEHb XO-
POIIO TIPUHST IUPOKOI My6inKoii. OTPBIBOK M3 ONHON U3 LIEHTPATbHBIX
MeJIoAVit YeX0CI0BAIIKOTO TeIeBU3MOHHOTO JeTCKOro huimbMa 1970-x romos
«[da 3gpaBcTBYIOT mpuspakm» (<At ziji duchové») (cm. https:/
www.csmusic.sk/song-62675-pisen-leontynky)

STIoNHBIAA TEKCT Ha YeNICKOM s3bIKe CM.: https://czechtongue.cz/karel-
jaromir-erben-vodnik/

4 E1e DO/ro Iocjie Toro, Kak ITpaskcKuii KPysKOK CTal MCTOPUEN, U TIPU CO-
BEPILIEHHO JPYIMX TeONOIUTUUECKUX 00CTOSITeNbCTBAX SJH MyKapioecKuli
MPOJOJIKAA CBOM IPEXHMEe MCCAefOoBaHus (M He TOJIbKO) 3BYKOIIOApaXKa-
TelbHOM (QYHKLUMM 3BYKOB SI3bIKa (CM., B YacTHOCTM, Mykapicosckuti 1923,
1940, 1982 mnu 1985; mocToitHoe MpomoKeHMe (M <IIPOTUBOBEC») COO-
CTBEHHBIM HaAOJIONEHUSIM U OTKPBITUSIM SIKOGCOHA, KOTOpPbIe ObUIM peann3o-
BaHbl B OCHOBHOM B CIIIA, cycTsi MHOTO JIeT MOC/Ie TOTO, KaK OH, B CBSI3U
C HACTYIUIeHMeM HalM3Ma, a 3aTeM ¥ BTopoit MUpOBOIt BOITHBI, 6bLT BBIHYXK-
JleH pa30pBaTh OTHOILEHMS M CBSI3Y, KOTOPbIE OH MTOCTPOMJI C YEIICKMM aKa-
JleM1YecKuM o01ecTBOM B BpHO, KyZa OH Iepeexal BCKOpe 1ocjie 6osbliie-
BUCTCKOJ PEBOIOINMN.

5O CTUXOTBOPEHUM M KOHKPETHOM OTpbIBKE / GYKBaJbHOI (OPMYIMPOBKE
cM. [Iknosckuii (O 3ByKax CTUXOTBOPHOTO s13bika //Tloatuka, 1919, c. 40
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OHEeBHOe BpeMsl TIOCBSIIEHO OOy4YyeHUI0, OCHOBAaHHOMY
Ha (WIK: TIpegHa3sHAauYeHHOMY i) O0pbObl M BbIKMBAHUS,
HOYb 3ape3epBUPOBaHa JIJisI TMXOIO OTJbIXa B MUPE U CIIOKOJi-
CTBUM.

9To, 0JHAaKO, HUKOUM 00pa3oM He MelraeT TOMy (axry,
YTO pa3Hoe 1o ¢hopMe, COBEPIIEHHO aHAJIOTMYHO IO COfIepsKa-
HUIO — HECMOTPS Ha TO, UTO pa3Hble 1o popme — U («Beuep-
HJe») KOJIbIOeIbHbIE, Y Becejble KOPOTKMEe pudMbl yTpa Co-
BepILEeHHO aHAJIOTMYHO TI0 COIEePsKaHUI0 U 3BYKOIOApakaHUIO
061a4al0T KaKoii-To 0c060i1 Marueii, 6aromapss KOTOPOii MO3T
CJTyIIaTesiss BOCIPUMHMMAET o006a 3TM TUIla Majbix (GOJbKIOP-
HbIX (GOpPM C XKaJHBIM YBJileueHMeM, KOTOpOe MOMOraeT HaTb
CJTYLIATENI0 VCKITIOUNUTENbHO 3(PGheKTUBHbIE «pPe3y/IbTaThl».

Ho 3TO0 yke mpyrast uctTopusi, C KOTOpO¥ MbI, BO3MOXKHO,
pasbepemcst 6osee MoApPoOHO B APYToit pas.
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CEPTEV O3MKEBMY!

NCTOPUYECKOE CQBbITUNE
B PYCCKOA3bIYHOWM SCTETUKE

K BbIXOAY B CBET IIEPBOI'O IIOJIHOI'O IIEPEBOIA
HA PYCCKMI SI3bIK «3CTETUKU» A. T. BAYMTAPTEHA?

Ab6cmpakm

Texct «3ctetuka» A. I. bBaymrapreHa, BriepBble M34aHHbIV Ha JIATUH-
CKOM s13bIKe B cepenuHe XVIII BeKa CUMTAeTCs KI0UYeBbIM (aKTOpOM
IUCUUIUIMHAPHOM MHCTUTYLIMOHAIN3ALUUM 3CTETUKM B KauecTBe ca-
MOCTOSITeIbHOTO SKCIUIMIIMTHOTO AUCKypca. [Io CUX MOop Ha PyCCKuii
SI3BIK ObUIM TI€PEBEIEHBI TOIBKO (PParMeHThI STOTO BaXKHOTO TEKCTA,
OIyO/IMKOBaHHbIE B IIEPBOJi MoIoBMHE 1960-X TOI0B, KOIa 3CTeTUKA
B Hallleii CTpaHe, IMocjie OTKPBITHS CIIeLMaI3UPOBAHHONM Kadeapbl
Ha ¢unocodckom dakynbrere MI'Y umenu M. B. JlTomoHOCOBa cTana
CTPEeMUTENBHO PaCcIPOCTPAHSTHCS B OTEUeCTBEHHOM 06pa30BaTesb-
Ho1 cpepie. [ToHbIe TepeBOAbI HA HOBOEBPOIIECKIME SI3bIKY ObLIN
BBITIOJIHEHBI BeCbMa MO3HO, U 4,0 CUX IIOP TOJIbKO Ha UTATbSIHCKUI
(2000) n1 Heme1 kMt (2007) sI3bIKK. B 3TOM OTHOILIEHUY TTYOIMKALAS
MIOITHOTO PYCCKOTO TepeBOoJa MpeCTaBysieT cob0i MCTOpUIeCKoe Co-
ObITHE KaK B CUITY CaMOTO (haKTa BbITIOTHEHUS 3TOI T'MTaHTCKOM pa-
60Tl (OpUrMHATbHOE U3JaHKe BKIouaeT B ceds 1000 cTpaHuil BeCh-
Ma CIOKHOTO B IMHTBUCTUYECKOM U TeOpeTUUeCKOM OTHOILIeHUY

! I3ukeeuu, Cepzeli — K.(p.H., DOLEHT Kadempbl 3CcTeTUKM (GuaocodCKoro
dakynpreTa MI'Y umenu M. B. JIoMOHOCOBa, 3aMeCTUTEb 3aBEAYIONIETO Ka-
denpoit mo Hay4HOI paboTe, IMaBHbIN pegakTop AU.

2 Baymeapmen, A. I. Ocretuka / Tlep. ¢ nar. sseika [. C. Benukosa,
A. B. Benoycosa, [I. B. Byrasg, M. W. KacbsgHoBoii, A. O. Kopuaruha,
E. 10. Yemenp u 10. A. IllaxoBa. Ilox obuieit pemakiiveit A. B. BemoycoBa
u 10. A. lllaxoBa. M.: M3parenbcTtBo YHUBepcuTeta Imutpus Iloxkapckoro,
2021.
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TEKCTa), TaK U B CUJIy TOTO, YTO POCCUIACKME aBTOPBI OKa3aInUCh

B UMCJIe IIePBbIX, KTO BBITIOJTHM 9TOT BIEYAT/ISIIONIMIi 11 MacIITa0-
HbII1 TpyH. [IpenyioxkeHnI0 OCHOBaHUI BCeCTOPOHHEN OLIeHKU 3TOTO
TpyZa U MepCcrekTUB UCTOPUYECKOTO BIUSIHUS €r0 pe3y/bTaToB

Ha Ja/ibHeliliee pa3BUTHE PYCCKOSI3bIYHON SCTETUKM MTOCBSIIeHa Ha-
CTOSIIAS CTAThS.

Kniouessle cnoea
A.T. BaymrapreH, UCTOpUS 3CTETUKU.

1. A. I. Baymeapmen:
JHCU3HDB U cy0b0a, posib 6 UHMENIEKIMYANbHOLI Ky1binype

Anekcandp F'omnu6 Baymeapmen (17 wions 1714, Bepnuu —
26 mas 1762, ®paukdypt-Ha-Opepe), OpUTMHAIbHBIN repMaH-
ckuii dunocod, BBIAAIINUIACSI TEOPETUYECKUIA MBICIUTEID
B o6nacty MeTadu3nK, THOCEOJIOTUM, TEOPUU MUCKYCCTBA, OC-
HOBATeJIb 3CTETUKM KakK CaMOCTOSITeIbHOM AUCIUIUIMHBI 3HA-
HUST M 0Opa3oBaHus, poauicst B bepinuue B cembe SIko6a u Po-
3uHbl baymrapreH. Ero oTel, 6b rapHM30HHBIM MacTOPOM.
AnexkcaHgp 6bUT ISTHIM PEOEHKOM!' B CeMbe €ro pOAMUTesIei,
KOTOPBIX OH TOTEePsT B OUeHb IOHOM Bo3pacTe. Ero o6yyeHnem
M BOCOUTaHMEM 3aHUMaJICsT Mapmunu Teope Kpucmeay, peKTop
nuuest Bo ®pankdypre-Ha-Opepe, rae baymrapTeH oH U3y4m
UBPUT U 3aMHTEPECOBAJICS JIAMUHCKOU nossuetl.

Maptun Teopr Kpuctray, okasaBmmii Ha baymrateHa pe-
niaroiee BAMSIHME B IOHbIE TOJbl — OAVH U3 MOUIESHUX PeK-
TOPOB MYHMIIMIIAJIbHOTO Juiles Bo ®pankdypre-Ha-Opepe.
YToObl MOHSITH XapaKTep €ro BOCIUTATENbHOTO BIMUSHUS
Ha GopmupoBaHMe co3HaHUS U npuoputeToB A. I. Baymrap-
TeHa, Mbl JOJKHBI YAEIUTh €My 3[eCh JO/DKHOE BHMMaHMe.

M. I. Kpucrray pomwics 18 despans 1697 r. Hemameko
oT ropoga Mapk-dpnbbax. Bbll 4acTHBIM ITperojaBaTeseM,

! Opuu n3 ero 6parbes, 3urmyHp SIko6 BaymrapTeH, cTan M3BECTHBIM TEO-
JIOTOM ¥ II€PKOBHBIM MCTOPUKOM.
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yunuTeneM rmMHa3ny, 3aTeM ObLJT HA3HAUEH PEKTOPOM yKa3aH-
Horo juiess Bo ®pankdypre-Ha-Opepe B 1739 romy, BbilIen
B OTCTaBKy B 1775 rogy u ymep 28 aBrycra 1776 roga. llIkona,
MUCTOKU KOTOPOJ BOCXOAAT K XIV BeKy, HO penyTanys KOTOPOoi
BO MHOTMX CJIydasix OblIa MCIIOpYeHAa Heb6JarompusTHbIMU
YCIOBUSIMM, BO MHOTOM 00sI3aHa CBOMM ITPOLIBETAHMEM B JTy4-
mee Bpems M. I. Kpuctray. IIucaTtenbckas gesTenbHOCTb Kpu-
CTray OrpaHM4MBaIach COYMHEHMEM OKOJIO ABAALATU COUMHE-
HMIi Ha pa3/InYHbIe TeMbl, B OCHOBHOM Ha JIaTbIHMU.

OnHAaKo OHM AEMOHCTPUPYIOT HO 3TO ITOKa3biBaeT Ipe-
KPacHYI0 HAUMTAaHHOCTh aBTOpa, OCOOEHHO B 06JIACTM HaAyu-
HOJ UCTOpUM, a TaKke yMeHMe oOpauiaThCs C UHOS3bIUHBIMU
uduomamu Kaxk B CBSI3aHHOJ, Tak ¥ B HeCBSI3aHHOV peuu, Aa-
Ke eCJIM 9TO U He BCeraa MPOMCXOOUT B CTPOTO KJIACCUYECKO
dbopme. OcobbIif MHTEpeC B CBETE €ro BAMSHUS Ha HallpaBiie-
Hue yma A. I. bBaymrapreHa npeacTaB/sioT Cleqymoliye pyKo-
mmucu Kpuctray: scce Fatum scholasticum 1760 roma, comepska-
njee IOMOPUCTMYECKOE OIMCaHMe TopecTeli U pamocTeit
mKonbHuKa; Florum sparsio ad Historiam  Cartusiae
Viadricae 1764 roga — pasmbllIeHUsI O CyobOe KapTe3uaH-
CKOT'O MOHACTBIPSI, OCHOBAHHOIO B 1396 TOay U CeKyIsIpuU30-
BaHHOro B 1540 romy; Elogia illustrium praesentis aevi
scriptorum elucubrationibus dicata 1766 roma — COOPHUK
"3 45 KOPOTKMUX CTUXOTBOPEHMI B CaMbIX pa3HbIX MeTpuue-
CKMX pa3Mepax O HOBBIX SIBJI€HMSIX Ha KHUKHOM DBbIHKE,
K KOTOPBIM, MEXIY MPOoYMM, npuHagaexanu «O moHMMaHUU
MCKYCCTBa OpeBHUX» BuHkensmaHa v «JIaOKOOH» JleccuHea —
K/IIOUEeBble COUMHEHMS Ha TeMbl SMOLIMIA U UCKYCCTBA, U3[aH-
Hble B TO BpeMs B I'epmanun. HecomHeHHO, ecnu 6b1 Kpucr-
ray mucan Ternepb B Poccum, oH Hamucanm Obl M O BBIXOJE
B CBeT IepeBoJa INIaBHOTO COUMHEHMUS CBOEro yyeHuka. Biu-
guue Kpucrray Ha BaymrapreHa HeCOMHEHHO, OHO 3aMeTHO
B «JCTeTMKe» M0 MHOXeCTBEHHOMY LIMTUMPOBaHUIO (pparmeH-
TOB JIATMHCKOJM II033MM, OYE€Hb TBOPYECKOMY OTHOLIEHUIO
K TO3TMYECKMM KOHTEKCTaM, a Takxke I0 00IlleMy 3MOILMO-
HQJIbHOMY HaCTPOEHMUIO, Jal0lieMy KU K TOHMMaHUIO TOTO,
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yro bayMrapreH BKIaAbIBal B TIOHSITUSI «IHMY3UA3M»
Y «CUACMAUBBILI ICemUK».!

ITocne oxkoHuanus iuiiest Bo ®pankdypre-Ha-Opepe ba-
yMrapTteH usydaa ¢puaocoduio u 60rocioBme B YHUBEPCUTETE
ropoga l'asie mog, pykoBonacTBoM XpucmuaHa ¢oH Bonsga ca-
MOTO 3aMeTHOI'0 aKaJleMMUUeCcKOoTo AesiTelis, TpMHaJIesKaBlile-
ro K TeopeTuueckoit mkoae fom@ppuda JletibHuya.> XpucTuax
¢oH Bonbd (1679—1754) no cymiecTBy 6bUT HauboIee 3HAUM-
TeJIbHBIM JiesiTeJieM TepMaHCKO BeTBU IBMkeHMs [IpocBelie-
HUSI, eC/IM UMEeThb B BUAY, UTO 3TO ABVSKEeHUE, eICTBUTENbHO,
cozmepskasio B cebe mzaeio pedopmbl 06pa3oBaHMsI KaK IJTaBHOTO
MpocBelawiero MHCTpyMeHTa. OH BBICTYIIMI Kak MpPU3HaH-
HBI «OTell» CUCTeMaTUYecKoro ¢miocodckoro o6pasoBaHmst
B ['epmMaHMM, UCIIONBb30BAB [JIS1 3TOTO TEOPETUYECKYI0 OCHOBY
dbunocodun JleitbHM1Ia ¢ IpUCyILeii eii KOHLeMye B3auMo-
IOTIOTHUTEbHOCTY Pa3/IMYHBIX ObJyacTeii 3HaHMs, KOTopas,
B CBOIO ouepenb, 6asupoBasach Ha uaee JleiibHMIIA O TIpen-
YCTaHOBJIEHHOCTY FapMOHUY B MUDE.

OmHaKo ONHO JIeJI0 — TeopeTHYecKky pa3paboTaTh TaKyIO
uae, Apyroe neiao — peann30BaTh ee B yUeOHBIX MpPOrpam-
MaxX ¥ YHMUBEPCUTETCKMX Kypcax, yeM U 3aHumaics X. poH
Bonbd. B 3TOM OTHOILIEHUM [OTMOTHEHMEe THOCeOJOTUM pasy-
Ma, MU JIOTUKU, THOCEOJOTMel UyBCTBA, MM ICTETUKON —
3aKOHOMepHOe MpOosiB/ieHe BOIb(MMAaHCKOTO MOAX0Aa K B3au-
MOJOITOJIHUTETbHOCTU B CUCTeMe 00pa3oBaTelbHbIX KYpCOB,
nostomy A. I. BaymrapreH BbICTyIlaeT B 3TOM pycjie Kak
ayTeHTUYHbIN mocieqoBatenb GoH Bonbda B obmactu cucre-

I'CM. 00 3TOM 3TMX MOHATUIX U OCOOEHHO 06 3TOM IOCJIegHeM B M3Ja-
Hum: Felix aestheticus: rymaHuMTapHasi MUCCUSI SCTETUKMA.

VII OBCSIHHMKOBCKAs MEXIYHApOAHas 3cTeTnyeckass KoHpepeHuus (OM-
9K VII). K 100-netuio M. ®. OBcsaHHukoBa. 19-20 Hosi6pst 2015 ropa.
BocriomuHanusi u HayuyHble goknanbl / OTB. pen. C. A. [I3ukeBuu. M.,
2015.

2 Cm. 06 3ol mikose: Maiiopos, I. I. Teopetnueckas ¢mnocopus Tordpuma
B. Jleiit6uuua. M.,1973.
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MaTM3alyuM 3HaAHUSI M 00pa3oBaTeIbHbIX cTpaTernit. C TOUKM
3peHus maciraba gestenbHocTH X. ¢poH Bonbda craHoBUTCS
OueBMIHBIM, ToueMy dumocopus Jleitoumua B XVIII crose-
TUM ObLJIa pacIpoCTpaHeHa B repMaHCKUX U APYTUX eBporeli-
CKMX YHUBEPCUTETaxX MMeHHO B MHTepIipeTaluu Bonbda.

Vi3BecTHOCTDb M aBTOpUTET Bosbda pacrnpocTpaHWINCh Aa-
neko 3a npepensl [epmanun. OH CTaa YI€HOM MSITU KPYITHE -
LIMX eBPONeicKux AKaJgemMuii 1 B TOM 4MC/Ie BHOBb CO3[aH-
HoVi Poccuiickoii. Yuenuku Bosnbda 3aHsyin MHOTMe Kadeapbl
B r€pMaHCKMX YHUBEPCUTETAX, YTO TAKKe MMOATBEPKAAIO0 €ro
3HaUYeHMe U aBTOPUTET B KayeCTBe aKaJeMUUyeCcKOro auiaepa,
u A. T. BaymrapreH 6bUT Ha cBoeM mnocTy Bo ®dpaHKkdypTe-Ha-
Onepe omHMM M3 TakKMX NOATBepxkaeHwuit. K umcmny cBuge-
TeNbCTB BIUSTENbHOCTM IIKOIbI Bonbda cremyeT oTHeCTU
M TO, YTO 3CTETMKA KakK BHOBb yUpeXIEeHHasi BHYTPU 3TON
IIKOJIBl AMCHUIUIMHA ObICTPO pacmpocTpaHmiack B EBpore
" B peKopAHble cpoku gocturina Poccum (HecomHeHeH (akT
IOCTaBKM IIEPBOTO M3OaHUs «ICTETUKM» BaymrapreHa B 6u0-
JIMOTEeKy HeJaBHO OCHOBAHHOIO MOCKOBCKOTO YHUBEpPCUTETA
KaK OJHOT'O 13 aKTyaJbHbIX B TO BpeMsI HAyYHbIX U3aHUIA).

X. ¢oH Bonbd 6bLT CTOPOHHMKOM YHUBEpPCAIMU3AIUN TEO-
peTMUeCcKOro sI3blka Kak B acleKTe ero OucCKypcugHol SICHO-
cmu, Tak U B CMBbICJIE UCIIOJIb30BAHUS JIAMUHCKO20 S13blKA KaK
MHCTPYMEHTa MeXHallMOHAJbHOTO aKkaJeMuuyeckoro ooiie-
Husi. OH caM mepeBen OONBIIMHCTBO M3 CBOMX COUYMHEHUIA
Ha JJATMHCKMI SI3bIK B MO3JHMI Iepuof CBOEro TBOPYECTBA,
[I03TOMY He BbI3bIBAE€T YAUBJIEHMS] IOC/IEeNOBaTe/NIbHASI IIPU-
BEpP)KEHHOCTb JIATMHCKOMY $3bIKy M A. I. BaymrapreHa.
B 3TOM 06CTOSITENbCTBE 3aK/I0YaJI0Ch He TOJIBKO BBIMOJIHE-
HMe KBaIM(DUKALIMOHHOTO TpeGOBaHMSI TOTO BpeMEHH,
HO U ClefoBaHNe U eiHO-BbIAeps)KaHHOV JTMHMM, HallpaBIeH-
HOJ Ha yHMUBEpPCIM3ALMI0 TEPMUHOIOTUU U AUCKYPCUBHYIO
SICHOCTb, C KOTOPBIMM TaKKe ObIIM CBSI3aHbI uaen IIpocselne-
Hus. TpeboBaHME pPALMOHAIBHOCTU He OBLIO abCTPaKTHBIM,
OHO MMeJIO BIIOJIHE KOHKPEeTHbIN BUI, U 3TO ObUIO CBS3aHO,
npexzae Bcero, ¢ coO/MOIeHNeM KpUTepueB COBepIIeHCTBA
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IVICKYPCUBHOWM OTYETIMBOCTU TEKCTOB, MPENCTABISIEMBIX OJISI
MyGIMYHO KOMMYHMKALMM, M, B MEPBYI0 O4Yepedb, CBSI3aH-
HOJ C TeopeTM3UpOBaHMEM. DTO TpebOBaHMeE U ceifyac ocTa-
eTCSl aKTyalbHBIM ¥ CTAJ0 BaKHEWIIMM TpeGOBaHMEM,
MpeabsBIIsIEMbIM B €BPOIECKOM MHTEeIeKTYalbHO! KYJIbTY-
pe K Kauecmay HayuH020 cO00WeHUsl.

[Tocie Toro, «iamosiHy u3 model eviuia» (A. C. ITymkuH
B «EBreHun OHervHe» C GOIbIIMM IMIOHMMaHWEM Jefa GUKCHU-
pyeT 3TOT OTHOCUTEIIbHO HeJaBHUI B OTHOLLEHUM K BpeMeHU
HamMcaHusl TeKCTa MO3MbI TPOLeCC), cmpemieHue K OUcKyp-
CUBHOLL ICHOCMU 0CMAJ0Ch, UTO Mbl OTYETIMBO BUAUM B Huiio-
codbckom ctuiie u pumocodckom s3bike Kanral, yHacieqoBas-
IIeM 3TO JIOCTOsIHME BOIb(MMAHCKON TpaaulMy UMeHHO Yepe3
A. T. BaymrapTeHa Kak ero mocjiefoBaresis, TycTb U B ¢hopMax
HEMEeLIKOTO SI3bIKa.

IVCKypCUMBHO OTUYeTAMBas M IOcCaemoBaTeabHas dhopma
KOMMYHMKAIMM CTaHET TOCae yHaclegoBaBliero ee or ba-
ymrapreHa KaHTa knaccuueckoii v 6a30Boil Gopmoii Teope-
TUYECKO KOMMYHMKAMM B 3CTETUKEe, U paclpoCTpaHeHue,
HauMHasl C POMAaHTUYECKOTO [OBUKEHUS, TEKCTOB OPUEHTU-
pOBaHHBIX Ha MPEeUMYILECTBEHHO BbIpa3uTelbHbIe, TO €CTb
3CTeTUYeCKre MHCTPYMEHTbl, KOTOpble Mbl MOXeM Ha 3TOM
OCHOBaHUM OIIpeNenuTb KaK Hekldccuueckue, HUKAK He MO-
KeT OTMEHUTh TOTO, YTO POJib 6a30BOro ¢akropa pocra Ha-
YYHOTO 3HAaHMSI B SCTETMKE OCTaBajach M OYyIeT OCTaBaThCS

! B camom Hauasme «KpUTUKM YMCTOTO pasyMa», OMMUChIBAST HAMEPEHMS, KO-
TOpbIe OH XOTeN Obl peaan30BaTh B 3TOM TeKcTe, KaHT XapakTepHO pa3Bo-
IUT ICMemuueckyro SICHOCMb W OUCKYPCUBHYIO SICHOCMb, YKasbIBas, YTO
B ¢dopMe OpraHM3alyy CBOEro TEKCTa MOCIeAHel OH OTHmaeT 6e3yCIoBHOE
MEepBEeHCTBO, ¥ 3TO HECMOTPSI Ha TO, YTO 3CTeTUYEeCKasi TeMaTMUKa TOSIBJISI-
eTCsl Y3Ke B 3TOi1, mepBoit «Kputuke» B hopmMe TpaHCIEHAEHTAIbHOM 3CTe-
TUKU Y COXPAHUTCS TAKKe U B TOCIEAYIOIINX BYX, MEHSSI TOJIBKO IMpobiie-
MaTtuueckue o6omouku. Cm.: Kaum Y. Kputuka umcroro pasyma. M., 1994;
Kanm HU. Kputuka npakruueckoro pasyma. CII6., 1908; Kanm M. Kputuka
CIIOCOGHOCTY CYXAeHMs. M., 1994,
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3a mexkcmamu Kaaccuueckozo ¢hopmama, TIOCKOIbKY TOIbKO
9TOT ¢dopMaT II03BOJSIeT HAAEKHO BepudUIMPOBATH
1 ¢anbcuduIMpoBaTh IpeaaraeMble TeOpeTUUeCKMe IT03U-
1197078

MbI TOJKHBI TTOJTHOCTBIO OTABaTh cebe OTYEeT B TOM, UTO
B TaKoil 06/1aCT, KaK 3CTeTHKa, B OCOOEHHOCTU B TITYOMHHBIX
CJI0SIX ee TIPob6eMaTMUYecKkoro moJis,! rmocjaenHee CJIOBO BCerga
OyzIeT ocTaBaTbCs 3a JOTMUECKMMU, & He 338 IMIIUPUIECKUMMU
MHCTpYMEHTaMy BepuduKaImm, MOCKOIbKY, B OOJbIINMHCTBE
cJTyyaeB pedyeBasi KOMMYHMKALMSI B 9TOM AUCIUIUIMHE KacaeT-
CSl 8 BbICOKOLI cmeneHU aGCmMpakmHsix npeomemos, JUUEHHbIX
cobcmeeHHoOll pusuueckoli npupodst. ITO 0OCTOSITENBCTBO, €C/U
MIPUHSITh €T0 BO BHMMaHMe, JaeT BO3MOKHOCTD SICHO TIOHSITD,
rnoyeMy AeCKpUIILUHU, TeMOHCTpaluyuu, MaHudectaunm, nsme-
peHus, Hab/TIoIeH s, SKCIIEPUMEHTHI IIPeICTaBIISIOT CO60I1 MC-
KJIIOUMTENIbHO npedeapumeJibHsle I hponedesmuyeckue MeTOAbI
U TIpOLieAypbl, ¥ COOTBETCTBYIOIIMIA X AAHHBIM SI3bIK HE MO-
KeT GbITh OCHOBAaHMEM OKOHYATEIbHOI OLIEHKM HAYUHOI CO-
CTOSIT@TbHOCTY 3CTETUUECKOTO UCC/IeIOBaHMSI.

B 1733 rogy, ocraBasicb (popMaabHO CTYIEHTOM YHUBEPCH-
tera Tayute, Baymrapred moceman B MeHckoM yHMBepcuTeTe
nekuuu HoeanHa Ilemepa Poiiwa 110 mipobiemam duaocod-
cKoit cuctembl Xpuctuana ¢doH Bonbda. Poiiir okasan Ha Hero
B 9TU K/IIOUeBbIe TOJIbl CKJIaJIbIBAaHMS €0 TeOPEeTUUYeCKOro MU-

! Cm.: Berleant, A. The Aesthetic Field. Springfield, Ill.: Charles C. Thomas,
1970. B aTom, cTaBiemM XpecTOMaTUIHBIM, TEKCTE, C KOTOPbIM A. bepneaHT
CTa/l ONHUM U3 BUAHENIINX JesiTeneli COBpeEMEeHHOTO MeXIYHapOIHOTro 3C-
TEeTUYECKOTO COo0bLIecTBa, baymrapTeHy M ero mpoeKkTy JaeTcs OueHb BbI-
COKasl OLleHKa. MeXay MpouMM, 3aMeTUM Kypbe3HOe OOCTOSITeIbCTBO, KOC-
BEHHO CBUJETENbCTBYIOLIEe 00 OTCYTCTBUM AOMKHONM YKOPEHEHHOCTU 3TOM
MePCOHAINM B aHIIOSI3bIYHOM 060pOTe HAa TOT MOMEHT: IIPY IIepBOM YIIO-
muHaHuM Gammnaust BaymrapreHa HabpaHa C oneyaTKoil. B ciaydae mepco-
Ha/Mii, KOTOpbIe M3BECTHBI KaK K/IIOYeBble, IPM PYYHOM Habope TeKCTa
LTSI TIe9aTy, KOTOPbIit mpakTukosaicst B 1970 ropmy, 9T0, KOHEYHO, GbIIO ObI
HEBO3MOJKHO.
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pPOBO33peHMsI OUeHb Ba’KHOE BJIMSIHME, M Mbl JO/DKHBI 37€eCh
BHECTM SICHOCTb B XapaKkTep 3TOTO BIAUSHUS.

Worauu Iletep Poiim (15 aBrycra 1691 roma, Anbmepc-
6ax — 5 uioHs1 1758, Mena) — repmaHckuit punocod u npore-
CTAaHTCKUM (M0TepaHCKuii) Teonor. CblH MacTopa, OH IOCIe
MepBOHAYAIbHOTO OOY4YeHMSI Y YaCTHBIX YUYUTeseil Iocelan
rumHasuio B mmrariHe ¢ 1704 roga, 3atem B 1709 rogy oH
MOCTYTWI B ['MCCEHCKMIT YHUBEPCUTET, YTOOBI M3ydaTh 6Oro-
C/IOBMe, 3aTeM TIlepeexal B MapOyprckuii yHUBEPCUTET
(c 1715 roma), a 3aTeM IepeMeCcTWICS B YHUBepcuTteT lajie
(vioHb-CeHTsI0pb 1716 TOmA), rme HAa ero MHTEIeKTyaJlbHOe
pasBuTMe M OKasaj IpernojaBaBiiuii Tam XpuctuaH (GoH
Bonbd, ubM B3IISAABI OH B OyaylleM CTaJl BO MHOTOM pasfe-
JIATh Y pa3BMBaTh. 3aTeM 110 HACTOSIHMIO OTLIA OH BCe XKe elle
pa3 CMeHUJI YHUBEPCUTET (3TO YaCTO [eJIaJIoCh M3-3a HPABOB
IIapUBIINX B YHUBEPCUTETAX, KOTOpbIe ObIBAIM BeChbMa Xapak-
TepPHbIMM M He BCer[a yCTpamBaiy POAUTENEN) U OH OKOHYA-
TeJIbHO OCTaHOBW/ICS Ha VIeHCKOM yHuBepcuTeTe, IOCTYIIVUB
Tyga 9 ceHTa6ps 1716 roma mjis 3aBeplieHus] 0Oy4eHUsI, UYTO
eMy YOaJoCh, IIpUYeM C GOMbIIMM ycrexoM. Yske 30 siHBapst
1717 roga oH MOMYYMI IMIIEH3UIO Ha aygUTOPHOE YTeHue JIeK-
UM 11 YHUBEPCUTETOB, a 18 MapTa TOTO ke rojaa IMoaydui
yUeHYI0 CcTeleHb Maructpa dmiocopun.

27 Hos16pst 1719 ropa ero mpefcTaBuIM peKTopoM MeHcko-
IO LIEPKOBHOTO YYMJIMILA, KOTOPBIM OH B€CbMa SHEPTUYHO PYy-
KOBOJMJI, OJHOBPEMEHHO IpOJO/DKas CBOM JIeKIMU B VeH-
CKOM yHMBepcuTeTe. 8 ssHBaps 1724 roga oH CTal agbHOHKTOM
dunocodckoro akynbTeTa 3TOr0 yHUBepcurera, B 1733 ro-
Ila — 3KCTpaopAMHapHbIM Ipodeccopom, a B 1738 romy —
MOJIHBIM TIpodeccopom jnoruMku u Metadusuku. C 3TOi IMO-
cJlefHeil NO/DKHOCTM OH MOl B OTCTaBKy C IOCTa peKTopa
Menckoro 1epKoBHOro yumimia. Bygyun npodeccopom u-
nocodckoro  Qakyabrera MeHCKOro yHuMBepcuTeTa, OH
HECKOJIbKO pa3 6buT dekaHom (akynbTeTa, a B JIETHUE CEMEeCT-
pbl 1742 mu 1752 romoB OH ObUT peKmopom YHUBEPCUTETA.
B 1755 rogy oH nepeliesn Ha 60rocJIOBCKMIi (PaKyJIbTET TOTO JKe
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yHUBepCcUTeTa B KauecTBe npodeccopa. [Tocie Toro kak Poiii
3alIMTWI CBOIO AMCCEPTAIMI0O HA CTereHb JOKTopa 60rocio-
Bus 20 suBapst 1758 roma, oH MOMYYMIT TOKTOPCKYIO CTEIleHb
2 deBpains Toro ke roga. K coskameHuio, B 3TOM KauecTBe eMy
MIPUIIIOCH PaboTaTh He OYEHb AOJITO.

Poiim 6611 BecbMa OlapeHHbIM, TPYI0II00MBBIM, TTOC/IEI0-
BaTe/JIbHbIM ¥ MPUHLUMUIIMAIbHBIM UesioBeKOM. OH CTpeMMJICs
CUHTe3MpOoBaTh uzaeu cuctembl XpuctuaHa GoH Bonabda c Teo-
JIOTUei, TIpuUAaB IMocIeqHel paluMOHAJbHBINA XapakTep. IIpu
3TOM, B 1[€JIOM COMUAAPU3UPYSICH C IPUHIUIIAMU TeopeTuye-
ckoii punocodum JleitbHMIa U UX MHTepHIpeTanyeii y Boabda,
OH OB KOHYEenmyanbHbIM NPOMUBHUKOM MAKPOHAPPAMUBHO20
npuHyuna npeodycmaHo8NeHHOU eapMOHUU, TIojarasi 4To Bce
dunocodckro-Teonornueckue MpobdaeMbl BIIOJIHE BO3MOKHO
OCBOUTDH B Mpeesax paluyoHaIbHOCTU (HET HUKAKMUX COMHe-
HUI, YTO 3TO BIOCIEACTBMM MMeJO BausHKue Ha KaHTa B ero
pabote «Penurys B ripefeiax TOJMbKO pasyma» (1793)).

Poiim BooGIe okasaj 60/bloe BausiHME Ha GOpMUPOBa-
HJe KOHIENTYyaJbHO SICHOTO, BbIBEPEHHOIO palMiOHA/IbHBIMMU
OCHOBaHMSIMMU SI3bIKa [JasibHelillleil repMaHCKoii puinocobun.
He noaneXXuT cCOMHeHMI0, YTO OH OKa3ajl 3HauMTeNbHOe BIINSI-
Hue 1 Ha A. I. BaymrapreHa, KOTOpOTro 06bIYHO Ha3bIBAIOT Ca-
MbIM U38€CMHbIM yueHUuKoM Poliuia, naB eMy H080€ NOHUMAHUE
uoeti JletioHuya-Boavha,! a Takke HaB UMITYIbC 0C000 MOUHO-
MY 53blKy €20 meKcmos, 3a KOTOpble HeKOTOpble repMaHCKue
aBTOpbI, Hanipumep, M. I. Iepdep,’ BIIOCIEOCTBUM Ha3bIBaIU
ero «6ecyyBcTBeHHbIM». OCOOEHHO OTMETUM, UTO OTHOIIIEHNE
Poiiiia K OMCKYpPCUBHO SICHOMY, paliMfOHAJbHO BbIBEPEHHOMY

' Cm. 06 atom, B yactHOcTU: Aichele, A. Full Competency or Restriction?
Alexander Gottlieb Baumgarten’s Critique of Christian Wolff’s Concept
of Philosophy. Studia Leibnitiana. 2010. 42 (2). P. 162—185.

2Cm. Hekoropsle meramu: Nuzzo, A. Kant and Herder on Baumgarten’s
Aesthetica // Journal of the History of Philosophy. October 2006. 44 (4). P.
577—597.
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A3bIKy QMI0CO(CTBOBAHMSI YKPEIIMINCh B VleHCKOM yHuBep-
cUTeTe.

i1 UCTOpUM 3CTETUKM, CAMOTO 3TOTO TePMMHA, a TaKkKe
TTOJIOKEHMSI 3CTETUMKM B KadyecTBe OUCIUIUIMHBI 3TO 06CTOSI-
TEJIbCTBO MMeJIO BIIOJIHE KOHKPETHBI M TNPUHLMIINAIbHBIN
XapakTep. DTO CBSI3aHO C OTYETVIMBBIM MAKPOHAPPAMUEHBIM
nepekocom, KOTOpBIi CTaq HabMOAATbCS B TepMaHCKOi 3cTe-
TUKe mojie uyreHus1 [ereieM ero M3BEeCTHOTO Kypca JeKLMIA
10 3CTETHKE U B 0COGEHHOCTH TOC/e UX mybnKkanyu. OgHaKo
cienyeT 0OpaTUTh BHMMAaHMe Ha MCTOKYM 3TOTO IIepeKoca U Io-
SIBJIEHME TOrO0 TeOpPeTUUYECKOTO $i3blKa, KOTOPbBIN cAenan ero
BO3MOXHBIM. C pa3HbIX CTOPOH TPebOBaHMS K AUCKYPCUBHOI
cHOCTM (UI0COPCKOro $3bIKa, YKpenuBiuyMecs B VeHcKom
YHUBEPCUTETE TeX BpeMeH, Korga Poiimr 6bUT TaM BemyIMM
npocdeccopoM, AeKaHOM UM PEKTOPOM, MOBIUSIM Ha TOAXO[
K KauecTBaM TEOpPeTUUYECKOl TePMMHOJIOTUM, BbIpabOTaH-
Hblil I. B. @. T'ezenem.

OH uMTan AeKuuy B MleHCKOM yHMBepcuTeTe B KauecTBe
npuBaT-goreHTa ¢ 1801 mo 1805 rom ¥ SIBHO CTONKHYJICS
C TPaAULMSIMM 3TOTO YHUBEPCUTETA, IpUUeM B HEIpUSITHOM
st cebss ¢popMe: 1O MeMyapHBIM CBUIETEIbCTBAM €ro JIeK-
MU He NONb308AIUCL NONYJISAPHOCMbI0 Y CMYJeHmos, pu4nHa
yero 6bl1a MMEHHO B SI3bIKe TeOpeTUUeCKOt KOMMYHUKALUMN.
B srom «ienyer BuOeTb OOHY M3 MpPUYMH, Touyemy [e-
rejib OKOHUamesnvsHo omeepez 071 cebsl NOHAMULIHbIT annapam cu-
cmemot JletiOHuya-Boasga, v IpeAIiouesn BbICTPOUTh CBOJ CO6-
CTBEHHBIN, aJlbTepHATUBHBIN 3TON CUCTeMe, HO B IPUHLIUIIE
OCTaloLINIiCI B MapagurMe MaKpOHappaTMBHOIO XapakTepa,
IJIST KOTOPOJ BaKHEMIIMM MOTMBOM ObLIa ansmepHamus-
HOCMb UAESIM U TEPMMHAM, CBSI3aHHBIM C IIpelyCTaHOBIEHHOM
rapMoHMeit mupa 1o Bepcuu Jleitouuiia-Boabda.

[TockonbKy penCcTaBAeHMs O BEUHO MTOBTOPSIONIENCS TPU-
aZle pa3BUTKSI B 3TOM CMbIC/Ie HMUEM He JIyylle MpeacTaBiie-
HUI O TIPeyCTaHOBJIEHHOV rapMOHUM, Mbl BUAUM, YTO UMEH-
HO upaeu Poiiiia OTHOCUTENBbHO PalMOHAIbHBIX OCHOBaHMI
M YPOBHE OMCKYPCUBHOI SICHOCTM SI3bIKA, C HAaMOOJIbINE CTe-
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MEeHbI0 BEPOSTHOCTY, M BbI3bIBAAM Hauboiee paAuKaIbHYIO
HeNpUs3Hb y ['eresist U3 TOTO, YTO O6BIJIO CBSI3aHO C ITPEIIeCTBY-
1omei cucreMoit. YTo yacTo 6bIBaeT, OH MPeaIIoYnTaeT MMpe -
MeT HaubOoJbIIeil HEMTPUSI3HY IMPOCTO YBECTU B 30HY YMOJTYa-
HUS. B OTHOIeHMM Halllero mnpenMeTa Mbl CTIKMBaeMCS
B 5TOM OTHOILEHUHU C TeM, UTO B CBOUX «/IeKyusix no scmemuke»
Terenb, naxke He yrioMmuHas Jyuliero yueHuka Porima A. I. Ba-
yMrapTeHa B CaMOM Hauajle IpezjaraeT omkasamascs om éee-
0eHHO020 NOCIeOHUM MePMUHA «ICMemuKa» i 3aMeHUTD eTo ajb-
TepPHATUBHBIM COOCTBEHHBIM TEPMUHOM «KAJUTUCTUKA», 3aTEM
COTIJIAIIAsICh TOJBEPTaeMblii KDUTUKE TEPMUH OCTABUTbh, CChI-
nMasicb Ha 06pa30BaTENbHYIO TPAOULINMIO, HO TIPU YCIOBUU
HEeIpeMeHHOr0 HAallOJTHEHUSI €ro «HOBBIM» COAepKaHUeM,
B KOTOPBI BOViIET BCS aOCOMIOTHO YMO3PUTEIbHAS JIOTUMKA €ro
CUCTEMbI, KOTOPO#1 Pojill HMKOrma 6bI HE TOITYCTUII.

C 3TOro MOMeHTa HAYaJICS TOT OOMUHUPYROWULL MAKPOHAP-
pamueHblii nepekoc (IIOCKOJIbKY cucTema lerens 6blia Hame-
PEHHO CO3[laHa UM Kak ropasio 60ee BHyTpeHHEe MHTErpyupo-
BaHHas, yeM cucreMa JleitoHuia-Bonabda) B MOHMMaHUN T10-
JIOKeHUS U TIpeaMeTa 3CTeTUKU KakK OUCLUIUIMHBL B CUCTEMe
3HaHMSI, KOTOPbIV ObUI TOTHOCTbIO TpeofosieH B epMaHum
TOJIBKO ¢ (popMMpOBaHMEM MapaguUrMbl ICUX0HOU300TUYECKO-
ro napasuienusma Bunseensmom Makcom Bynomom' v ykperuie-
HMEM IICUXO0JIOTMYECKON TePMMUHOIOIMU [IOHUMaHUS 3CTeTU-
YeckKMx TIPOIECCOB, 3aKpeIvieHHbIXx B pabore Teodopa
Jlunnca c XapakTepHbIM Ha3BaHMEM «Icmemuka»,® Toe OH
TpaKkTyeT ee B KaueCcTBe 00HOU U3 ncuxonozuveckux OUCYUnJIuH.
B sTOM MBI BUAMM BO3BpallleHKe K npoekTy baymrapreHa, oc-

1Cm.: Byndm B. M. OcHoBaHms (usmonornueckoit meuxonoruu / Ilep.
u pom. B. Kauauuckoro. M.. 1880.

2Cm.: Jlunnc, T. dcretuka // ®umocoduss B CUCTEMATUUECKOM WU3JIOKE-
Hyun: B. Tunbres, A. Puns, B. OctBanbma, B. Byuara, I. D66mHraysa, P.
DitkeHa, ®. IlaynbceHa, B. Miouka u T. Jlummca. CII6., 1909. C.
369 — 409.
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HOBAaHHOMY B paMKax TOTO NCUX0J102U4ecK020 3HaAHMsI, KOTOpoe
CYILIeCTBOBAJIO B €ro BpeMsi, Ha OCHOBAHUM HO8020 COCMOSIHUS
ncuxosnozuu, M pe3yabTaT 0OpalleHMs BHOBb K TpeGOBaHUSIM
palyOHAaIbHO BbIBEPEHHO JUCKYPCUBHOLL ICHOCMU A3bIKA Meo-
pemu3suposanus. B obuiedniocockoM cMBbICTE 3TO XKe GbLIO
3aMKCMpOBAaHO B IIPOTrpaMMHOI pabote IomyHnda Iyccep-
215 «duocodus Kak cTporast HayKay.!

B 1735 romy A. I. BaymrapTeH IIOIY4YMUJT YUeHYHO CmeneHb
Mazucmpa ¥ TIOMY4YMJ BO3MOXKHOCTb CTaTb hpenodasamesnem
yHuBepcuTeTa B 'amie, a B 1738 rogy cran ero npogeccopom.
C 1740 roma bBaymrapren — mpodeccop yHMUBepCUTeTa
Bo @®pankdypre-Ha-Onepe, rae mpopaboTas BCIO CBOI Iajb-
HeJIIyI0 KM3Hb, HAlMcaB ¥ M3aB B 3TO BpeMs OOJbIIYIO
YacTh CBOMX COUYMHEHMI, YIIOMMHAEMbIX HaMU B GMOIMOrpa-
dbun, B TOM Unciie U «ICTETUKY.

Kak yTBepamniaochr B €BpOMENCKON Tpaguuuu >XKU3HEONN-
caHMi1 (3TO BOCXOOUT K JI>KOpasko Bazapu), Mbl IOJIKHBI, I1O-
MMMO YyUYMUTeseli, yKa3aTb B 3aBeplIeHye OMUCAHUS ero >KU3-
HEHHOTO TMyTM M Haubosiee 3amMeyaTeTbHOrO YYeHMKa
A. T. DbaymrapreHa, Kakum crtaan MHozaHH Hukonayc
I'emy. U. H. Téru (1721, Bopmc — 1781, ban-KpoiiHax) —
repMaHCKMI1 MO3T, MUcaTeNlb, epeBogunk 3noxu [Ipocseie-
HUS, IPOTECTAHTCKUIA (JIDTEPAHCKUI) CBAIIEHHUK U TEOJIOT,
[Tocie okoHuaHMs TMMHasuuM B 1739—1742 ropmax um3syvan
B Tamte dunocodpmio mom pykoBOACTBOM XpucmuaHa Qo
Bonvpa, Anekcandpa I'omnuba baymeapmeHa, a Takke TeOJIO-
Mo 'y 3uemyHoa Slkoba BaymeapmeHa, YNOMSIHYTOTO HaMMu
Bbillle 6paTa A. I. Baymraprena. Ilog Bausuuem A. I. Baym-
rapTeHa’? 06paTMICS K JIUTepaType.

CoBMeCTHO C Jpy3bsMM IO yuébe MHozaHHom Bunveensb-

L Cm.: I'yccepaw 3. dunocodus Kak cTporas Hayka. M., 1911.

2CMm. o B3mIAgax BaymrapreHa Ha IMO3TMYECKOE TBOPYECTBO M JIUTEPATYPY
ero counHenme: Baumgarten, A.G. Meditationes philosophicae de nonnullis
ad poema pertinentibus, Halle: Grunert, 1735, a Tak)ke MOSICHUTEIbHBIN

138 Aesthetica Universalis



mom JIrndsuzom I'netimom n HozarnHom ITemepom YHom opra-
Hu3oBan Kpywoxk nosmoe Ianne, oObeAVHUBLINI MOJOOBIX
auTepaTtopoB. bl yacTHBIM yuuTeneM. B 1747 romy Obu1
PYKOIIOJIOXKEeH B CBSLIeHHUKN. CIyKMJI TOJIEBbIM CBSILLIEHHU-
KoM B KoposeBcKOM KaBaJepUIACKOM IIOJKY, y4acTBOBAJl
B T. H. BoliHe 3a aBCTpuiicKoe HaclnencTBO. B cocrase monka
MIPMHMMAJ yYacTye B 3apyOeskKHbIX KaMIlaHMUSIX BO dmaHapumn
u BpabaHnte. B cBo6GOmHOe OT 6GOEBBIX [ECTBMII IyTelle-
CTBOBa/l MO cocenHei lommaHpuuM M TPONOIKAT YUUTHCS.
[Tocne 3akmwdyeHnss AaxeHckoro Mupa (1748) BepHyICS
B [epmanuio, roe B 1751 rogy monayuma MOCT IacTtopa BHe
BOEHHOJ CITyKObI. [IpOmOIKII 3aHUMATBCST JIMTEPATYPHBIMU
MCCIeNoBaHMUSIMM U TIpobieMaMy sI3bIKa, CBSI3aHHBIMMU C ITe-
peBOZaMy, a TaKkKe JIUTEpPATypPHBIM TBOpYecTBOM. IIpousse-
nenus T'éTua mpencTaBisiioT o000V MHOTOYMC/IEHHbIe JIUPU-
yecKue COUYMHeHUs M TepeBoAbl. V3 mowiemHux Hauboree
BaKHBIMM SIBJISIIOTCSL T1epPeBOLbl AHAKPEOHAd C TPeueckoro,
Ipecce n Moumeckve ¢ dpaHiry3ckoro. CoOGCTBEHHbIE €ro
CTUXOTBOPEHMSI, IO 06IIeMy MPU3HAHUIO, OTINYAIUCh W3SI-
[IeCTBOM, I'pPalMO3HOCTbIO, MO3TUYECKUX KOHCTPYKLUIA, IIe-
pelaBaiu BOOAYIIEBJIeHMEe, KOTOPOe BIIOJIHE COIOCTaBUMO
C TeM, UTO ero yuuteib A. [. baymrapreH noHumMas Mon, SH-
TYy3Ma3MOM, U, BMECTe C TeM, OHM ObUIM JIUIIEHbI MOAYepK-
HYTO-JIMYHOTO OTHOIIEHUS K BBIpAKAEMbIM SMOILMUSIM, YTO
Ioenajo MX B HaIJIexalleil CTermeHu «OecuyBCTBEHHBIMM»,

mepeBONl Ha AHIIMIICKUI s3bIK: Baumgarten, A.G. Reflections on Poetry
(Meditationes philosophicae de nonnullis ad poema pertinentibus) / Ed.
and trans. Karl Aschenbrenner and William Holther. Berkeley: University
of California Press, 1954. OOuuit aHaIu3 TeOPETUUECKUX ITO3ULINIL
A. T. BaymrapTeHa B OTHOLIEHUY MTOITUYECKOTO TBOPUECTBA U3JIOXKEH B U3-
nmaHuu: Berndt, F. Facing Poetry. Alexander Gottlieb Baumgarten’s Theory
of Literature / Translated by Anthony Mahler. With an afterword
by Gabriel Trop and English translations from the Aesthetica by Maya
Maskarinec and Alexandre Roberts. Berlin-Boston: Walter de Gruyter,
2020.
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YTOOBI COOTBETCTBOBAThH CTATyCy MPOU3BENEHMUS ITOMCTUHE
«CYaCT/IMBOTO 3CTETUKAY.

[TosTnueckue TBopeHust I'€Tia KaK HeIb3s 60jIee COOTBET-
CTBOBaJIM HOpMaM ITyGIMYHOTO BKyca, CIOKMUBIIMMCS B [ep-
MaHUM BO MHOTOM Gnarogapsi nestenbHocTy A. I. Baymrapre-
Ha ¥ IyOJIMKALMMU €ro «ICTeTUKM», OOMIBHO LUTUPYIOIIei
U VHTEPIIPETUPYIOIEN TT033UI0 aHTUIHOM Kinaccuku. [lepeso-
obl T'éTia comepkaT B TOM >Ke Mepe MCC/IedoBaTe/lbCKUil 3a-
IpOC, KaKk ¥ yKa3aHHbIE MeCTa B OCHOBHOM TEKCTe €ro yuuTe-
Jis1. Teopetnueckue Tpyabl A. I. baymrapreHa u mostudeckue
npousBenenus Y. H. I'éTiia BO MHOTOM COCTaBUJIM OCHOBY pac-
[IBeTa MO3TUYeCKOM KyabTypbl ['epmanun ot U. B. I'éTe u na-
nee.

2. A. I. baymeapmen:
udes 3cmemuKu 6 KOHIMeKcme COXpAHeHUsl meopemuyiecKozo Ha-
c1edus u npeeMcmeéeHHOCINU 6 paszeumuu 3HaHus

Kak TakoBoe TeopeTmdeckoe Hacinenue A. I. baymrapreHa
M B TOM YMC/Ie TEKCT €ro «JCTeTUKU»! B MpUHLINMIIE UCCIeNO0-
BAaHO B BBICIIEN CTeNeHU HemOCTAaTOYHO, IpUUeM 3TO OTHO-
CUTCSI KO BCEM MHTE/JIEKTYa/IbHBIM KYyJbTypaMm, BKJIIOUas rep-
MaHOs3bIYHYI0. CBSI3aHO 3TO C YKa3aHHBIM 1OBOJIbHO CKOPbIM
BO BpeMeHM B OTHOIIIEHUM MOMEHTA BbIXO/Ia B CBET ero COun-
HeHUsI IpeKpalieHemM QyHKIVMOHNPOBAHMS TATMHCKOTO SI3bI-
Ka B KauecTBe CpeICTBA MEXKIyHAapOAHOTO aKaJeMUUeCcKoTo
00IIeHNsI, 0 KOTOPOM MbI IMCaJIM Bbilie. TO, UTO «1ambiHb
u3 MoOs! 8viua» B mocyienHelt uetseptu XVIII Beka, 03HaUaIo
OTKa3 OT HEKOero M30bITOUHOTO B OTHOILIEHUM COMepsKaHMUS
uccaemoBaHuii (OpMaIbHOTO KBaIMPUKAIMOHHOro (axkropa.
Takoii OTKas MMes Iof co6O0Ji palMOHAJbHbIE OCHOBAHMS
U Jla]l 3HAUUTEIbHbIE NOJIOMCUMENbHbIE PE3YIbTAThl, TIO3BOIUB
CKOHIIEHTPMPOBATHCSI Ha COAepsKaHuM MUCCAedoBaHuil 1 obec-

! Baumgarten, A.G. Aestetica. Pars 1-2. Traiecti cis Viadram (Frankfurt
(Oder)): Kleyb, 1750-1758.
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rmeuyB Oojiee IEMOKpPATUUECKUII PeXUM 00pa3oBaTeIbHOI
M MCCIeN0BaTeNbCKoi messTenbHOCTM. HO OH, TeM He MeHee,
MOBJIEK 3a €000V M COMYTCTBYIOIIVE He2amueHsle TIOC/Ie[-
CTBUSL.

Bo-nep8uix, 3TO 03HAYAJIO yTPATy Ha 3HAUUTEIbHOE BpeMsi
BecbMa 3(PhHEKTUBHOTO KPOCC-KYMbMYypPHO20 UHCMPYMeEHMA aKa-
demuuecko20 006uwjeHusl, HeOOXOAMMOCTb KOTOPOTO MPOSIBUIIACh
3aTeM BeCcbMa CKOPO B BiJie KOHCTPYUPOBAHUSI CYppPOTaTHOTO
sI3pIKA 3CIIePaHTO U KOTOPBIi Terepb BHOBb, UTO INTyOOKO 3a-
KOHOMEpHO, 0OpeTeH, B APYroii ecTeCTBEHHOI, MpUUeM CO-
BpeMeHHOIt hopMe, B popme aHITIMIICKOTO sI3bIKa. Bo-8mopbix,
3TO 03HAYAJIO YTPATy KAHAI08 00CMYyna K MHOTUM CO3[TaHHbIM
Ha 5TOM MEXIYHAapOJHOM BapMaHTe aKageMUuyecKOii JaTbIHU
TeKkcTaM. B 3ToM crydyae ObUT HeM30€XKeH 861600 U3 HAYUHOZ0
obopoma 3HAUUTEIBHOTO MaccuBa MHGOpMaALMM, U, B TOM
ylcIe MHOTMX HAayYHBbIX CBeIeHMii, KOTOpble OKa3aauch 3¢-
(dexTUBHBIMM M yrpo3a IMOTepU KOTOPbIX COopepskaga B cebe
oulymumole HenocpedcmeeHHbvle UHCMPYMEHMAJlbHble Y2pOo3bl.

B atux o6nacTsax Hambosiee OUEBUIHBIX ITOTOOHBIX YIpoO3
0a308as 1AMUHOA3bIYHAS MEPMUHOJI02US. KAK Kt0Uesoli pakmop
KOMMYHUKayuu Obl1a coxpaHeHa njisi obecriedeHUs TpeeM-
CTBEHHOCTY TTO3HaHUS, JesITeJIbHOCTY U aKaleMUYecKoro B3a-
MMOITIOHMMAaHMs. Mbl MOKEM OLIEHUTDb TSKECTh yiepba 3Toro
17151 TIO3HAHMS U TIPaKTUUECKOi AesiTeIbHOCTH, eCIu MpeJiCTa-
BUM cebe, YTO ObI ITPOU3OIILIO, €C/IU Obl TJATUHCKUI SI3BIK MC-
ye3 U3 06palieHus B TO JKe BpeMsl B MeduyuHe, papmakoiozuu,
xumuu, O6uono2uU ¥ HEKOTOPBIX COMpeneTbHbIX ecmecmeeHHo-
HayuHoslx obnmacTax. I'ymaHumapHsle ke 06JIacTM He Ka3aMCh
B TO BpeMsl CTOJb PUCKOBAHHBIMM B CMbIC/IE HENOCPeOCmeeH-
HbIX yepo3 yujepba om nomeps 8 npeemMcmeeHHOCMuU TTO3HAHUS
1 3 GeKTMBHOCTY B3aMMOITIOHMMAaHMSI, U B pe3y/bTaTe IMOHeC-
7 BeCbMa 3HAUMUTENIbHbI YPOH: HUKTO HE MOT U3HYTPU MPO-
1iecca OIpeenThb, YTO OKaKeTCS BasKHBIM, & UTO HEBAKHBIM,
a KOTZa 3TO CTaJl0 OYeBUIHBIM, JIMHTBUCTUYECKAST TPagULIVS
M HaBBIKY 0OpaleHNs C HAyYHbIM JIATMHCKMUM SI3BIKOM 6e3 Ka-
BbIuek Onecmsuiezo XVIII Beka 0Ka3aanch yTpaueHHbIMIA. !
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OpHako olleHKa CTeIleHM TOTO YpOHa M XapakKTepa ero
BOCIIOJTHEHMSI IIPM TIOMOIIM COBPEMEHHOTrO IepeBofa paHee
HEeBBITIOJTHEHHOM aCCUMWISILIUYM TeKCTa HALlMOHAJIbHBIMU SI3bI-
KOBBIMM KyJIbTYpaMM, a TakKe 3IUCTeMOJIorMueckas OlleHKa
3HAUeHMs1 paboOThl IO OCYIIECTBJIEHUIO IOJOOHBIX IIE€PEBO-
OB — 3a/iaya KaXX[blii pa3 0cOO0ro, KOHKPETHOIrO aHaju3a.
[lamee Mbl IOMNbITaeMCs IPeOIOKUTh IpedBapuUTe/bHbI Ba-
PUMAHT IOX0Aa K TaKOi OlLieHKe B ciydae «IcTeTukm» A. I. ba-
yMrapTeHa.

B pesynbTaTe yKazaHHbIX BbIIIE KyJAbTYPHO-TMHTBUCTUYE-
CKMX TpaHcdopMaluii 10 HACTOSIIIETO BpeMeHM Ha COBpeMeH-
Hble HallMOHaJbHbIe SI3bIKM, MIPAKTUKyeMble B MeXAyHapo/l-
HOM aKaJleMMYeCKOM COO0OIIecTBe, «JCTeTUKa» baymrapreHa
ObLIa NOJIHOCMbBI0 nepededeHa 8ecbma NO30HO TIOC/Ie CBOETO BbI-
XO0/Ia B CBET U AeaKTyaJau3aly JaTUHCKOTO SI3bIKa KaK MesKHa-
IIMOHAJIbHOT'O CPE/ICTBA OOLIeHMSI B T'YMaHUTaPHbIX IVUCLIIUTIN-
Hax, ¥ TOJIbKO Ha UMANbSHCKUL? i HEMEUKUL> SI3bIKM, eCIU Mbl
OyzeM coOIIOmaTh XPOHOJOTMYECKYI0 ITOC/IeN0BaTEebHOCTD.
A priori, 63 yKa3aHHOTI'O BbIIIe KOHKPETHOI'O aHa/1M3a, Mbl MO-
’KeM TOJIbKO, KaK ¥ HEKOTOpble Jpyrue aBTOPbI, 3a(pUKCUpO-
BaTb 3ano3dansiii xapakmep dhaxKTa repeBojia OCHOBHOI'O TeKCTa
A.T. BaymrapreHa, 06ecreuMBIIero IVCIUIUIMHAPHYIO MHCTU-
TYLIMOHAMM3ALMI0 3CTEeTUKM Ha COBpeMeHHbIe SI3bIKi. B aTOM
OTHOIIEHUM MbI paJibl IPUBETCTBOBATh TOT (AKT UTO PyCcCKuli
SI3bIK CTAJl MpemsuM U3 HUX Ha KOTOPBI IlepeBelleH 3TOT BaK-
HbBIJ TEKCT IMOJIHOCTbIO. [IJIsT TOTO K€, YTOOBI OLIEHUTD SIINCTe-

1'C atum B 6O/BINON CTEMEHN CBSA3aHbI MPECTAaBIEHMST 06 UCTOPUUECKOIT
HepeanM30BaHHOCTY [TPOEKTa 3CTETHKM, U3JIOKEHHOTO BaymMrapreHoM B 0f-
HOMMEHHOJ pa6ore. CM. 06 atom, Hampumep: Gross, S.W. The Neglected
Programme of Aesthetics // British Journal of Aesthetics. 2002 42 (4). P. 403
—414.

2 Baumgarten, A.G. LEstetica / Ed. Salvatore Tedesco / Trans. Francesco
Caparrotta, Anna Li Vigni, Salvatore Tedesco, Palermo: Aesthetica, 2000.

5 Baumgarten, A.G. Asthetik / Ed. Dagmar Mirbach. Hamburg: Meiner,
2007.

142 Aesthetica Universalis



MOJIOTMYeCKoe 3HaueHMe 3TOro ¢akra, TpebyeTcss MMEeHHO
KOHKPEeTHBII aHajau3, 0 KOTOPOM MbI TOBOPWJIM BbIIIE, TeX
MIpUUNH, TI0YeMy MMEHHO TaKO¥ MepeBof, He OCYIIeCTBIISIICS
paHee.

IIpexcde 8cez0, HAM HEOOXOAMMO TOHSTb, MECTBUTEIb-
HO JI OTCYTCTBME TepeBo/ia OPUTUMHAIBHOTO JIATMHCKOTO TeK-
CTa HaHeWIO YPOH pAa3BUTUIO IOUCLUILIIMHBI, OCHOBAHHOIA
A. T. BaymrapTeHOM, WM OHa OJIarOINOJYYHO pa3BMUBajIacCh
Ha OCHOBaHUM €ro upeii, KOTOpble ObUIM ITOJHOCTBHIO WJIU
B MPUHUMUIMAIBHON YaCTU MHTErpuMpoBaHbl B JajbHEMIINIA
HaAyYHBI MMpoIiecc B 3Toi obnactu. Janee, ey ypoH B 06/1aCTH
3CTeTUKM ObLI HaHeCceH, Mbl [O/DKHBI OIpefenuTb, B 4YeM
MMEHHO OH COCTOSII, ¥ KaKyue MPUHIMAIIBI, UIeU U KOHLIEIThI,
npejjokeHHble BaymMrapTeHOM, OKa3alaucChb HEOCYIeCTBJIeH-
HBIMM MMEHHO 13-3a OTCYTCTBMSI JOCTYIIA K TEKCTY OpUTMHAA.
Tpemws no3uyusi, B KOTOPOJi MOKET ObITh CIleJlaHa OlleHKa 3Ha-
YyeHMs] BHOBb C/I€JIAaHHOTO TepeBojia, KacaeTcsl ero MoTeHI-
aJTbHBIX MMIUIMKAILMII BHE COOCTBEHHO 3CTETMYECKOTO ITOJIS.

PasymeeTcst, 0OCYXmaTb 9T TO3MLIUM MbI Oymem,
B TI€PBYIO OYepe/ib, OLIEHMBAsT COObIMUS PYCCKOSA3bIUHO20 ICme-
muyecko20 meopemu3uposaHusl, HO B OCHOBHbIX JUCITO3UIMOH-
HBIX XapaKTepUCTUKAX 3TO OTHOCUTCS U K OpYyeuM Npakmukam,
MpMUYeM Mbl JOJIKHBI 3aMEeTUTb, U 3TO TOXKe BeCbMa XapaKTep-
HO B CBeTe aHa/lIN3a TeOpPeTUKO-MHTepPIpPeTalyOHHOIO Mpo-
1ecca aCCUMMJISIIIMM YKa3aHHOTO TeKCTa B IPUHIUIIE, YTO T10JI-
HOJ Bepcuu Ha «IcTteTuku» A. I. BaymrapTeHa Ha aHIVIMIICKOM
sI3bIKe, 3aMEHMBIIEM CO BpeMeHeM JIATMHCKUII B KadyecTBe
SI3bIKA KPOCC-KY/IbTYPHOT'O aKaJleMUUeCKOTO OOIIeHMSs, 10 CUX
[Op HeT,' ¥ 3TO MpU TOM, UTO OBCYKIEHMEe TeopeTUUecKOi
Mpo6IeMaTUKM, CBSI3aHHO C HauaJIbHOM (a30i CTaHOBJIEHMS

'EcTp JiMIIb HEKOTOpble [Jpyrue TEeKCThl, Harpumep: Baumgarten,
A.G. Reflections on Poetry (Meditationes philosophicae de nonnullis ad
poema pertinentibus) / Ed. and trans. Karl Aschenbrenner and William
Holther. Berkeley: 1954; Baumgarten, A.G. Metaphysics. A Critical
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3CTeTUKM Ha aHIJIUIICKOM $I3bIKe BeJEeTCs MOCTOSIHHO U MHTe-
pec K ¢urype A. I. bBaymrapreHa 1 3HaueHMIO ero paboT B 1ie-
JIOM U ero «JCTeTUKM» He oclabeBaerT.?

3. A. I. Baymeapmen:
K OyeHKe NomeHyuaIa 6 IUssHUs NEPCOHAIUU HA UHINE1eKNYa1b-
Hble NPOYeccyl 6 PYCCKOA3bIMHOM CezmeHIne ICmemuKu

Iyist Toro, 4ToObl OLIEHUTb, UTO MYOJMKALMS ITOJHOTO
pycckoro mnepeboga «3creTuku» A. . baymrapreHa MoxeT
U3MEHUTH B TEOPETUYECKUX MPEACTABIEHUSIX PYCCKOTOBOPSI-
IIEr0 3CTETUYECKOTO COOOIIeCTBa, paCCMOTPUM, TPEKAe Bce-
ro, XOTsI 6bI M B CAMOM KpPaTKOM BU[E, 8 KAKOU UMEHHO KOH-
mekcm TIPeNCTaBJIE€HUII OHM MOTYT ObITh BHECEHbI. BHyTpu
9TOTO KOHTEKCTAa MbI JO/DKHBI BbIAEIUTH JBA MPUHIIUIIUAIIb-
HO pa3/IMYHbIX CETMEeHTa: npedcmasieHus 0 poju NepcoHaIuu
A. I. BaymezapmeHna 6 o0OuiemM uUCmopuueckom npouecce cma-
HOBJIEHUSl U pa3eumus 3cmemuKku Kak meopuu v npedcmaseJe-
Hust o0 desmenvHocmu u mekcmax A. I. baymeapmeHa Kak ma-
Koeblx. PasymeeTcs, nepsas TO3UIMUSI 3HAUUTEIbHO ITPEBBI-
IIaeT 8MoOpyi0 MO Ba’KHOCTM, M MMEHHO C Hee Mbl HauHEM
CBOJ aHa/IM3 3HAUeHMsT COOBITMS BBIXOZA B CBET IIOJIHOI

Translation with Kant’s Elucidations, Selected Notes, and Related
Materials / Trans., eds. & intro. Courtney D. Fugate and John Hymers.
London: Bloomsbury, 2013. O6paTuM BHMMaHMe Ha XapaKTepHOe MPUCYT-
CTBMeE B IOCTeIHEM U3 U3IaHUIi pa3bsicHeHMIt KaHTa.

2 Cwm., nanpumep: Gregor, M.J. Baumgarten’s «Aesthetica» // The Review
of Metaphysics. Vol. 37. No. 2 (Dec., 1983). P. 357—385; Guyer, P. Baumgarten,
Alexander Gottlieb // Michael Kelly (ed.), Encyclopedia of Aesthetics. Oxford
University Press, 1998. P. 1 — 227. XapakTepHbIM B 3TOM OTHOLIEHUU SIBJISIET-
Cs1 TOTOBSIIEECs MacIiTabHOe M3IaHye, KOTOPOe MO/IKHO MOSIBUThCS B MIONIE
Hacrosmero roga: Baumgarten’s Aesthetics Historical and Philosophical
Perspectives / Ed. By J. Colin Mcquillan. Rowman & Littlefield Publishers /
Rowman & Littlefield International. Series: Global Aesthetic Research //
https://rowman.com/ISBN/9781538146255/Baumgarten's-Aesthetics-
Historical-and-Philosophical-Perspectives
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PYCCKOSI3BIUHOJ BepCuy MepBOTO B MCTOPUM TEKCTa C Ha3Ba-
HMEM «ICTEeTUKa».

[TepBast mo3uiusi TpebyeT HEKOTOPOI TeOopeTU4ecKoit pe-
KOHCTPYKIMM TOTO, YTO TMPEeACTaB/s/IO C000i pPacCTSIHYTOe
BO BpeMeHM Ha BoceMmb JjieT (1750—1758) cobbiTie my6imKa-
LMY 3TOTO TeKcTa. [TIOCKONbKY 8Csikoe cobblmue npuHaonexcum
K Hekomopomy onpedeleHHOMY npoyeccy, HaM HeobXoaumo,
npex/e Bcero, uAeHTUGUIMPOBaTh TOT MPOIECC, K AMHAMUKE
KOTOPOTO MpUHAAJIeKaNIO 3TO cobbITHe. Tlof TakMM mpoliec-
COM MbI TIOHMMaeM Ipolecc pa3BuUTHs Guaocodckux B3IIs-
noB baymrapreHa, cTaHOB/IEHME U TIPUMEHEHME XapaKTEPHOTO
i1 Hero croco6a ¢unocodcerBoBanus. [lasee Mbl MpenIpu-
MeM MOMBITKY PEKOHCTPYKLMM 3TOrO IpoLecca B CaMbIX Cy-
LIeCTBEHHBIX YepTax IJs1 onpefe/eHMs] MeCTa B Hell pacTsIHy-
TOTO BO BPeMEeHM COOBITUS IyOIMKALMY TEePBOTO M3IAHUS
TekcTa «JcTeTukm» baymraprena.!

®dunocoduio B ee 1enom A. I. BaymrapreH TpakTyeT Kak
Hayky o0 kauecmeax eeujell, T0O3HABaeMbIX Y€JIOBEKOM Ha OC-
HOBaHUM COOCTBEHHBIX MCTOUHMKOB 3HAHUS, TO €CTh HE3aBU-
cumo oT boxkecTBeHHOro OTKpOBEHMSI M TEOJOTMYECKUX I10-
3ULIUIA, C KOTOPBIMM [TO/DKHBI COTJIACOBBIBATBHCSI HE UCXOOHblE
nosuyuu, a pesynemams! Guaocodckoit aHAIUTUKKU. B aTom
OTHOIIEHMM, KaK M B HEKOTOPBIX JIPYTMX, OH ObLT GIM30K
K MO3ULMM OrPAaHUMYEHHOV TapMOHMM Bepbl U pa3yma, KOTO-
pas 6bi1a chopmynupoBaHa ®@omMoii AKBMHCKMM M KOTOpas
3aKJ/II0YaeTCsl B TOM, UTO MOJIbKO npedesibHble 3aKIIUeHUs pa-
3yma 00/HHbl NPAMO coomHocumocst ¢ gepoii. CiemyeT 3ame-
TUTb, UTO 3Ta aHAJOTUS He SIBJISIeTCSl CJIy4aifHOM, OHa MMesia
OCHOBaHMe B 0O6Ieli THOCeOJOTMYecKoi MO3ULUU OTHOCHU-
TeJIbHO IIPUPOLbI UeIOBEYECKOTO 3HaHMS.

BaymrapreH Bbimensyi BHYTpu (uinocobun meopemuue-
ckyr (busmka u Mmetadusmka) U npakmuueckyr (3Tuka, Guao-

! Baumgarten, A.G. Aestetica. Pars 1-2. Traiecti cis Viadram (Frankfurt
(Oder)): Kleyb, 1750-1758.
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cous mpaBa, yueHMe O COMHEHUM U Y4eHMe O BbIPasKeHUN)
obnactu. I'Hoceonozus, KOTOpast AUCHUTUTMHAPHO MTPeIIIeCTBY-
eT MeTadusuKe, BKIIOUAET B cebs acmemuky (TEOPUIO UyB-
CTBEHHOTO TO3HAaHMSI) U J102UKY (TEOPUI0 PaliMOHAIbHOTO MO0-
3HaHUs). DCTETUKA MPEICTABISIET OO0V HAYKY O BHYMPEHHEM
yyecmee, CBSI3bIBAIOIEM BHEIIIHME UyBCTBA U pas3yM. [loHsiTHE
BHYTPEHHEro 4yBCTBa BIIEpBble MNpeajokeHO Domoil AKEuH-
CKUM ¥ B €TO TIOHMMaHUM MPeICTaBIsIeT COO0V eAMHCTBO ISITH
CIIOCOGHOCTEI: uyscmea o6wWHoOCMuU, npoHUyaruel cuislt, oye-
Husawuwleti cunvl, namsamu u 8000paxceHusi. C 3TOTO BpeMeHMU
KOHYenm 6HympeHHez0 uyecmea eoulesl 8 MmpaduyuoHHbIl UH-
cmpymeHmapuii meopemuko-no3HasamenvHo2o ouckypca, v 3a-
KOHOMEPHO B 9TOM CBeTe, UTO MMEHHO K HeMy baymrapreHom
B €r0 «JCTeTMKe» OTHECEHA IOMOHUTE/IbHAS XapaKTepUCTUKa
aianoza pasyma.

B 3TOM OTHOILIEHUM NPUHYUNUATBLHO HEKOPPEKIMHO VHTEP-
IIPeTUPOBATh MpeaaokKeHHbIN A. I. bBayMmrapTeHOM IIPOEKT 3C-
TeTUKY KaK OTHECeHHbIVi MMEeHHO K mesecHsiM popmMam 4yB-
CTBEHHOTO TIO3HAaHMSI: OHM, KOHEUHO, 3aTparuMBaloTCs
10 HEeoOXOAMMOCTM HOBOM AUCHUIUIMHONM,! HO COGCTBEHHO
MpegMeTOM ee SIBJISIeTCSl npedesl Uy8CMBEHH020 NO3HAHUS, TO
eCTb Te ero opMbl, KOTOpble MOKHO Ha3BaTh B COBPeMeEHHOI
TEPMUHOIIOTUU IMOYUSMU UEHMPATbHO20 paA3peuieHus,? To
eCcTh SMOIMM, HeCyIlue B cebe 1 3arevaTieBape B IaMsITH
B BBICIIENl CTermeHM abcmpazuposaHHslil, nepepabomaHHolii

! PasymeeTcst 2/IeMEHThI HOBOTO MHTEpeca K 9TOMY acCIeKTy OObSICHMMBI,
B YaCTHOCTH, B CBSI3U C TOSIBJIEHMEM HeOINParMaTUCTCKOM KOHIEMIUU «CO-
mascteTuku» P. lllycTrepmaHa, KOTOPYIO paju ee JIeTUTUMAalLUM BHYTPU 3CTe-
TUKM HEKOTOpbIe aBTOPHI THIETHO, OIyCKasl NepeBellnBaloliye KOHTpapry-
MEHTbI, TIBITAIOTCS BBIBECTU UYTh JIX He MPSIMO U3 «ICTeTUKM» baymrapreHa.
CM, B YaCTHOCTH, OGCYKIE€HMe TaKuX MOMbITOK: IIpo3epckuii B. B. 3HaueHue
acTeTuKU A. BaymrapTeHa [jisi TeOpUM TeleCHOM CeHCUTUBUCTUKHU // Mexk-
JYHAapOIHBIM HAayYyHO-MCCIeNoBaTenbCKMii XypHan. — 2016. N2 (44) Yactb
4. C.95—97.

2 Cm. Borzomckuti, JI. C. AHanus scteTudeckoi peakuyn: Tpareaust o Tamie-
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IMOYUOHANbHBIL KOHMEHM, TI03BOJISIONIMIT YeIOBeKY HaAeXXHO
1 3(HeKTUBHO OPMEHTUPOBATHCS B IIPOCTPAHCTBE, BpeMEHM
u couuyme do M 6e3 ydyacTusl palOHATbHBIX KOMITOHEHTOB
nmo3HaHus. PasymeeTtcsi, BHeIIHMe YyBCTBAa caMu IO cebe
He B COCTOSTHMM BBITIOTHUTH 3Ty PaboTy, ¥ Mbl BUIUM, UTO
B JNasibHelieM (yHIamMeHTalTbHasl TeopeTudeckasl 3CTeTuKa
KaHTa, B 0CO6EHHOCTY KOHIEMIUSI MPaAHCYEeHOeHMAanbHOU IC-
memuxku, U3joxkeHHast B «Kputuke umcroro pasymar, 6blia oc-
HOBaHa MMEHHO Ha aHAJIUTUKE POJIU B ITIO3HABATEIbHOM OIIbI-
Te CyObeKTa BHYTPEHHETO Yy8Cmad, a He BHELTHUX Uy8cma.>
O6macth mOeiicTBMS BHYTPEHHEro 4yBCTBa baymrapreH
TPaKTOBaJl KaK HACTOJIbKO aOCTPAKTHYIO B CMbIC/IE BasKHOCTU
pe3yabTaTOB, HACKOJIbKO MO3BOJISIIM pPAMOYHbIE BO3MOXKXHOCTU
TPAAUILIMOHHOTO TOJKOBAaHMUSI 3TOI MHTErpajabHON IO3HaBa-
TeJIbHOM CIIOCOOHOCTH, TpeaaoskeHHbie MOMOJi AKBUHCKUM,
a Takke 3TUMOJIOTMYECKME MapaMeTpbl MPenjioKeHHOro yxKe
camum baymrapreHom 1jis1 0603HAUEHMS STOTO MMOHSITUS Tpe-
YecKOro TepMmuHa «aisthesis».* B cOOTBETCTBUM C II€PBBIM
Y BTOPBIM KPUTEPUSIMU K 3TO 0071aCT UM OTHOCUJIMCDH TaKue
MPOSsIBJIeHMSI TI03HAaBaTeAbHbIX BO3MOXKXHOCTEN, KaK namsamo,
ocmpoymue, UHmMyuyust, 8ocxuujeHue, 6000paxeHue, paHmasusl.
KBUHT3CCEHIIMEN THOCEONorMUeckoro GyHmaMeHTanm3Ma 3C-
TeTUKM BaymrapreHa siBWIaCh OTUETIUBAST OUCTUHKIUS CY05-
eKmueHozo (TIPMHAAJIESKHOTO K 8HympeHell ducho3uyuu no3Ha-
rowjeli cyocmaHyuu v SIBJSIIOLIETOCST ee KauecTBaMu) U 00%eK-

Te, puHile JaTckom. [Icuxomorusa uckyccrsa. M., 2001.

5 CM. 0 CIOKHBIX IIPO6/IEMaxX MCTOPUYECKOTO pasmeleHMsl JaHHbIX BHEIIHe-
rO ¥ BHYTPEHHETO OIIbITa B 3CTETUYECKOM JMUCKYpCe, Hanpumep: Berleant, A.
The Sensuous and the Sensual in Aesthetics // The Journal of Aesthetics and
Art Criticism. 1964a. Vol. 23, No. 2. P. 185—192.

4CMm. 00 abCTpaKTHO-IMOIIMOHATbHBIX 3HAUEHUSIX TPevyeckoro aisthesis
M €r0 COIOCTABIEHUN C TIOAOOHBIMY 3HAUEHUSIMU JIATUHCKOTO Sensus B: JIo-
ces, A. @. VlcTopusi aHTUYHOM 3CTEeTUKU. VITOTU ThICSTUeIeTHETO pa3BUTMUSI.
Ku. 1 // Jloces, A. @. IcTopusi aHTUYHOI 3CTeTUKU. VITOTU ThICSTUEIeTHETO
pa3Butus. B 2 ka.. M., 1992. M., 1992.
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mueHo20 (TIPUHAIJIEXKHOTO K JUCno3uyuu 8HeuwlHez0 no3Hasae-
M020 U SIBJISIIOILETOCS] €r0 KayecTBaMM), a Takke CBSI3aHHBbIE
C 9TOJ OMHAPHOI OIMIO3UIMeN OIepaTUBHbIE TEPMUHBI «8elllb
8 cebe» U «gewb 011 ceOs1», KOTOpPbIe OOJBIIMHCTBO aBTOPOB
CuMTaeT OPUTMHAJIBHOM MHHOBalMel KaHTa, HO UTO He COOT-
BETCTBYET PeaTbHOMY X0y COOBITMIA.

KaHT pa3Bui 1 TeopeTUUeCKM HAChITUII TOHSITUIHYIO MaT-
pully, IpeaoKeHHY0 bayMrapTeHoM B ero mpoeKTe 3CTeTUKHU
KaK pesonioyuu 8 2HOCeo102ul, pe3ysibTaTOM KOTOPOi SIBUJINCH
YCTOJUMBbIE TIpeNCTaBlIeHUs] O eduHcmee NO03HABAMENbHO20
onslma cybsekma, ero napaiiebHoCmu i agmoHOMHOCMU B OT-
HOIlIEHMM OOBEeKTUBHBIX IapaMeTpoB Mo3HaBaeMoro. TpaHc-
asaums  passutue Kantom upeit scretukn baymraprena, Ko-
TOpble ChITPAJIM ITIaBHYIO POJb B Mpollecce meopemuueckoll
KoHconudayuu 3TOM OUCHUIUIMHBI, obecrieunyin 06a eaxcHeli-
wux nociedcmeus, KOTOpble MPOJNBAIOT CBET HAa TO, MOYeMy
OCHOBHOJ TeKCcT baymrapreHa Kak IIeJIOCTHbI (akT (KOH-
TEKCT) IJIUTEIbHOE BpeMs CyLIeCTBOBAI B MHTE/IEKTYaJbHOM
rnose B pexumMe (GHaKTUYECKOTO IBPUCTUUECKOTO 3a0BeHMS,
Ha TO, ITIOYEMY K HEMY KAK MAKO80MY He CHellM/IN AeTalbHO
o6palaThCs M He CIeIIM MHULIMUPOBATh TMTaHTCKYIO pabo-
Ty TI0 ero rnepeBOAy M OoJiee pacHIMpPeHHON TeopeTUYecKoii
MHTepIpeTalnuu B fopmMax COBpeMeHHbIX SI3bIKOB.

[esio B TOM, 4TO 51 HE MOTY COTJIACUTBCS C TIPEATIOIOKEeHN -
eM psila aBTOpPOB O TOM, UTO OIMCAHHBIV BBIIIE <BbIXOJ,
13 MOJbI» JATMHCKOIO S3bIKa B KayeCTBe CpefCTBa aKaJeMMu-
YyeCcKkoll KOMMYHMKALUM, Cepbe3HO OTrPaHMYMBIIMIA OOCTYII
K IIOJIHOTE TEOPETUYECKUX TEKCTOB HAllMCAHHBIX B IIEPUOJ, €T0
akaJeMM4YecKoro JOMUHMPOBAHMS, TIPUBET K mMeopemuuecko-
My 3a6BeHMIO uzeit baymrapreHa u B UTore — K Hepeanusayuu
ero rnpoekTa. AHanu3 (PakToB peasbHOM AMHAMUKY UHTEJIIeK-
TyaJIbHO MCTOPUM IOKa3bIBaeT, uTo paboTsl A. I. Baymrapre-
HAa, U, VIaBHBIM 06pa3oM, ero «JCTeTyKa» ChIrPaIM POJIb IJIaB-
HOrO0 MHMIMATOpa Kputuyeckoro meroga U. KaHrta c ero
YCTOUMBOI KOHLIEHTpAIMeil Ha cy0BeKMUBHbIX (pakmopax 1mo-
3HAHUS U OEeSATENbHOCTH, B UTOTE Yero IMOSBJSIOTCS TPU €ro

148 Aesthetica Universalis



«KpuUTHKM», MMOTHOCTHIO U BCEOOBEMITIONIE, a TaKXKe Ha HOBOM
YPOBHE IMUCKYPCUBHOM SICHOCTU IKCNOHUPYHOUjUE VI peanusyio-
Wue BO3MOKHOCTY TeOpeTHUUeCKOoro 3ambiciia BaymrapreHa.

Tot dakTt, yro KaHT GbUT demanbHO 3HAKOM C JIATUHCKUM
OPUTMHAJIOM TeKCTa «JCTeTuKu» baymraprena u ydeaun 60/16-
woe BHUMAaHue e20 NOHUMAHUI0 U UHMepnpemayuu He SIBJISIeTCS
MIpeaIoNokKeHeM, a SIBJISIETCS UMEHHO JOKYMEHMAIbHO Nnoo-
meepioeHHbIM (hakmom, KOTOPBII HE MOXKET He ObITh aKIlel-
TUPOBAH B 3TOM KayecTBe IO KIACCUUECKUM TpeGOBaHUSIM
KJIACCMYECKOT0 MCTOpUYecKoro 3HaHus. O peasbHOCTU 3TOTO
(daxTa cBUIETENbCTBYET TaKO JOKyMeHmM KaK JIMUHbBIN 3K3eM-
TUISIp TIepBOM3IaHMsl, IpMHAAIeXaBIuii KaHTy, ¢ ero o6mmp-
HBIMM KOMMEHTapUsSIMM Ha IMUPOKUX MOMSIX KHUTHU, B KOTOPBIX
MbI MOKeM BUIETb MPOPabOTKY TOV TEPMMUHOIOTUM, KOTOpAsI
3aduKcUpoBaHa 3aTeM B ero «Kputukax». OT0 — IpsiMoe CBU-
IeTeJIbCTBO MepPBOT0 YPOBHSI O TOM, UTO udeu IAMuHCK020 opu-
2UHANA «3cmemuKku» umenu pasgumue 00 €20 NOJIH020 8blx00d
U3 J1amuHos3bI4H020 060poma, M 3TO pPa3BUTHE ObUIO OCY-
IeCTBJIEHO B TekcTax KaHra.!

Wpen ke camoro KaHTa ObUIM CJIMIIKOM 3HAUYUTETbHBIM
1 9¢(EeKTUBHBIM II0 CTENeHM BAUSIHUS (GAKTOPOM B UCTOPUM
9CTeTMKM,? YTOOBI ITPOEKT baymrapTeHa MOKHO GbIJIO CUMTATD
He TOJIbKO Hepeanu308aHHbIM, HO U Haxke Hepeanu308aHHbIM
8 cyujecmeeHHbslx e20 no3uyusix. HampoTus, eCcTb JOCTaTOUHbBIE

! Mbl mpuBomum QoTorpaduio 3TOr0 JOKYMEHTAJbHOIO CBUAETENIbCTBA
Ha OJHOM M3 WUTIOCTpalLMii K HACTOSIIEN CTaThe.

2 CM. HAIy BEPCUIO IEPUMOAMU3ALIAI UCTOPUIM ICTETUKI M POJIA B Helt «IcTe-
TUKU» baymrapreHna B usganun: /[3ukesut, C. A. AcTeTuKa: Havyasa kKjaaccuye-
cKoit Teopun. M.: AkafgeMuueckuii mpoekT, 2011. B o61em cMbiciTe 3asiB/IeH-
HbIVi HAMU B 3TO} KHUTE MMOAXO0, 3aK/II0UaeTCs B TOM, UTO C BHIXOJJOM B CBET
paboThl BaymrapTeHa HaYMHAETCS IKCHAUYUMHBLI nepuod Pa3BUTHSI SCTETUKA
Kak IMCKypca, a paboToit «KpuTuKa Crmoco6HOCTHM CyskaeHus1» KaHTa BHYyTpU
9TOTO Iepuoa 3aBepiiaeTcs ¢asa meopemuueckoli KOHCONUOAUUU 3CTETUKNI
KaK CaMOCTOSITEIbHOTO AMCKYPCa, TO €CTb €€ OKOHUAMEeNbHOL QUCYUNAUHAPHOTI
UHcmumyyuoHaausayuu, B 4eMm KaHT cpIrpas KIo4eByIo pPojb 10CIeA0BaTelb-
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OCHOBAaHMSI TIojIaraTh, UTO 8Ce Meopemuuecku CyujecmeeHHble
nosuyuu, TpenjoXKeHHble baymrapreHOM B €ro «JCTeTUKe»
(eIMHCTBO TI03HABATEJNLHOTO OIbITA CyObeKkTa; (GyHAAMeH-
TaJibHble TTO3ULIMM B HEM 3CTeTuueckux hopM 3HaHMS, Naio-
IIYX OPMEHTAIMI0 BO BpeMeHM, ITPOCTPAHCTBE U COLMATbHbBIX
OTHOILIEHUSIX; OIpeeieHN e CTeTUYeCKOro OTHOIIeHNs], aHa-
JUTHMKA KPacoTbl, aHAIMTMKA BO3BbILIEHHOTO, AaHATUTHNKA BKY-
ca; pasze/ieHre 3CTeTUYeCKUX aCleKTOB MOCTUXKeHMS UCTUHBI
KaK JesTeJbHOCTY TeHMsI Y JIOTMUeCKUX aCleKTOB MCTUHbBI KaK
JlesITeTbHOCTU TajaHTa) MO0 CBOEMY COAEPKaHUI0 OKA3aIUCh
NoJIHOCMbI0 peanu3o8arHsiMu KaHTOM B Tpex ero «Kputukax».®
VcTtopusi He 3HaeT COCIAraTeJIbHOTO HAKIOHEHMS, 3TO
CIIpaBeIINBO U IJISI UCTOPUM (hOPM HCUSHU, Vi IJISI UCTOPUY (hOpM
MblulIeHUsl, KaK Mbl MOKEM OIMCATh 3Ty AUXOTOMMIO ITPU T10-
MOIIY TOUHBIX TepMMHOB M. Xeiisunru.* Poib TMUHOCTH B MC-
TOpMYECKUX Tpolleccax OueHb BeuKa, U B AMHaAMUuKe (Gopm
MBILJIEHMUST OHA, KOHEYHO, ropaszio BbIllle, YeM B JMHAMMKe
dbopm sxkn3HU. OIHAKO MbI AO/DKHBI CKa3aTh, YTO B JAHHOM CJTy-
yae 71151 IPOeKTa 3CTeTUKM baymrapTeHa pacnucaHue 3TUx po-
nieii, OTBeAeHHBIX JTUYHOCTSIM, CJIOKUJIOCh CUacm/iueo, a BOBCe
He HebGnaronpusitHo. OCHOBaTeNlb AUCUUIUIMHBI TTOJHOCTbIO
OIyOIMKOBAJI TP CBOEJ SKU3HM CBOI TEKCT, 8, BOSMOKHO, JTy4-
Uit U3 BEPOSITHBIX MHTEPIPETAaTOPOB MO3HAKOMMJICS C €ro
UaessMU Ha sI3bIKe OpUTMHAJIA, IeTaJlbHO TPOaHAIN3UPOBA UX,
JlaJl UM TeopeTudecKkue IpupaileHus M YKOPeHUI UX B HOBOM
oboraiieHHOM KauecTBe B (popMax OIHOIO M3 COBPEMEHHBIX
SKUBBIX SI3bIKOB MUPOBOI1 KYJIbTYPbI, YTO CTAJIO 3aTEM UCTOYHMU-
KOM MX AabHeIIero paciipocTpaHeHus Ha IPYTUX SI3bIKax.

HOV ITy6Kanyeit Tpex cBoux «KpUTUK», 8ce 13 KOTOPBIX ObITM MHUITMMPOBA-
HbI UAESIMU, U3JIOKEHHBIMY paHee BaymrapTeHOM B IPOEKTMBHOM acIIeKTe.
5CM. OTHenbHO O BAMSHUM MAeit BaymrapreHa Ha (uaocodckue B3IISIbI
Kanura: Hapckuti, Y. C. ®unocodcko-3cTeTnuUecKue uaeu baymrapreHa kaxk
OIMH U3 CTUMYJIOB TeopeTuueckoro passutust Kaura // KaHToBCcKuit c60p-
HMK, BbIn. 10. Kaamuunarpam, 1985. C. 40-51.

4 Xetisumea, F. OceHb CpefiHeBeKOBbs. M., 1988.
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OTOo — 3as8udHas ucmopuueckas cyobba mekcma Kaxk (ak-
ma KyJnsmypHo20 HAcNedus yenoseuecmed, yTpaTUBIIEro MHO-
Tie TEeKCThI BOBCe, KaK TEKCThbI JIeMOKpUTA, a Takke IO CUX
MOp He YCTAHOBMBIIETO ITOJHOTY KOHTEKCTa M 3HAYeHui
HEKOTOPBIX M3 HUX, KaK B ciaydyae «[1oaTukm» ApUCTOTENS.
B 3TMX yoioBusix TOT (HaKT, UYTO OPUTMHAT «DCTETUKMU»
Ha JIATBIHM He TepeBOAWICS [JUTeIbHOE BpeMs B CBSI3U
C «BBIXOJIOM M3 MOIbI» IOCJTeAHEN B KayecTBe YHMUBEPCaJIb-
HOTO aKaJIeMMYeCKOr0 MHCTPYMEHTA, BBIMJIAANUT, CKOpee, Kak
BIIOJIHE PAYUOHANbHBILL U meopemuuecku 060CHOBAHHbIL Om-
Ka3 OT TaKoii TPYHAOEeMKOI paboThl B 0OCTOSITENBCTBAX OTCYT-
CTBMS B CaMO}l HayaBIIeNCsl C Hee OUCIUIUIMHE CyuecmeeH-
H020 meopemuueckozo npobenda, KOTOPbIi HOBOe obpalieHue
K OpPUTMHAJIy MOIJIO ObI BOCIOMHUTH. Bce spymmupoBaHHbIe,
MocjIeioBaTe/IbHbIe, HEINPenB3sThle VICTOPUKU SCTETUKU OT-
Meuajy yKa3aHHOE BbIIIE KAuyeCTBO CBSI3U MEXAY MIesMU
Kanrta u ugessmu baymrapreHa, ¥ He HaxXOOWIM HeOOXOOM-
MOCTY BBICKA3bIBAThCS B IOJMb3y TOTO, YTO B TEKCTaxX IO-
CJIe[THETO OCTAIUCh KaKye-TO IJIOMOTBOPHbBIE U HeoCyuecms-
JIeHHble CyujecmeeHHble meopemuueckue npednonoxcerus.! Uto
KacaeTcsl TpaguLMit ¥ HaIMpaBJIeHUi MCCIeJOBaHMS, CBSI3aH-
HbIX C MHTeprpeTanusamMu upeii baymrapreHa B paboTax
KaHTa, B OTEUYeCTBEHHOI 3CTETUYECKOV JuTepaType B pas-
Hble TIEPUOIbI OHM OBLIM M3y4eHbl BeCchbMa OCHOBATEIbHO
M TUIOAOTBOPHO, YTO MbI TOATBEPAMIM M B HACTOSINEN cTa-
The YKa3aHHBIMM B CHOCKax M Oubmmorpacdmu pycCKOSI3bIU-

! Cm., HampuMep, U3IaHHOE 3a IOf IO Iy6IMKaLuK IIepBoro, GparmeHTap-
HOTO MepeBofa «JCTeTUKM» baymrapTeHa cieliMaaM3upoBaHHOe UCCaen0Ba-
HMe, MOCBSIIeHHOe Pa3BUTUIO 3cTeTndeckoi Mmbiciu l'epmanum XVIII Beka,
HaIllMCaHHOe OJHMM U3 KPYIHEeNIINX POCCUICKMX TepMaHMUCTOB: ACMYC,
B. @. Hemernikas scretuka XVIII B. M., 1963. C. 3-56. 3aTeM cM. U3TaHHOE
MM Ke uepe3 JecsITh JIeT MOoAPOoOHoe VccIeloBaHMe, MIPeIIPUHITOE B CBSI3U
¢ 106mieeM KaHTa, B KOTOPOM Ujesl 3CTETUKU (B OCOGEHHOCTM TPaHCIEH-
JIeHTaJIbHOM 3CTeTUKU) ye/IeHO 3HaunuTe/IbHOe BHUuMaHue: Acmyc B. @. Vim-
manymi Kaunrt. M., 1973.
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HbBIMM MCTOYHMKaAMM, MpUYeM, HauMHas C OOPEeBOJIOIMOH-
HOTO BpeMeHI. !

[lpyHMMass BO BHMMaHMe BCe MpPUBEeAEHHbIe Bbillle apry-
MEHTbI, Mbl IO/DKHbBI 3aK/TIOUUTh, UTO ITyOIMKALMSI TOTHOTO T1e-
peBona Tekcra «dcteTukm» A. I. BaymrapreHa Bpsif, i 4TO-TO
MOeT CYIIeCTBEHHO M3MEHUTb B TEOPETUUECKOM KOHTEKCTe
PYCCKOSI3BIYHOTO TEOPETUUECKOTO IUCKypca. Tem He MeHee, ec-
Y MMETb B BUAY COOCTBEHHO 3CTETMYECKOe MCCaeNoBaTellb-
CKOe 110J1e, BHOBb CZe/IaHHbIVi [IepeBO/I, BHE BCSIKOTO COMHEHMS,
CrI0cO6€eH MTPOSICHUTh HEKOTOPbIE HIOAHCHI, CBSI3aHHBIE C MPO-
UCXOXAEHUEM UIeN U TMO3ULUIA, U3T0KEeHHBIX B Le0CTHOM
KOHTEKCTe OOLIMPHOTO JIATMHCKOTO opuruHaia. Hampumep,
MIpeLICTaB/IsIeT CEPbe3HbIi MHTEPEeC TO, KAKOe MECTO C CaMOTr0
Haya/ia B KOHTEKCTe 3CTeTUku baymrapTeHOM OTBOAMIOCH Ta-
KOMY paszieiny, Kak cCeMuomukd, 4YTo 0COOeHHO MHTEPECHO B CBSI-
3M C MPOJOJDKAIOLIENCS AUCKYCCUEe O IpUMEHEeHUM JTaHHBIX
9TOM CTaBIleli COBEPIIEHHO CaMOCTOSITEIbHOM AVCLUIUIVMHBI
B 9CTETUYECKUX UCCIeN0BaHMSIX. BHE 5CTeTMUeCKOro Mojs Ho-
BbIi1 [I€peBO/J] TAK)XKe BbI30BET 3HAUUTEbHBI MHTEPEC aBTOPOB
B paMKaxX MCCIeNOBAaHMII KaK MHTEIEKTYaJbHOM KYJIbTYpbI
B LIeJIOM, TaK U, B YaCTHOCTH, ee pa3BUTHS B [epMaHu B COOT-
BETCTBYIOLIMIT TIEPUO[I.

B maHHOM 0630pe MbI He MMeeM BO3MOKHOCTM TIOJBEP-
raTb MOAPOOGHOMY aHa/IN3y GUIOTOTMYECKM e AeTaau, Kacalo-
myecss 3TOr0 HOBOTO BaKHOTO (pakTa OCBOEHMSI MMUPOBOTO
MCTOPUYECKOTO WMHTE/VIEKTYaJIbHOTO Hacaeousi, 3TO IMpef-
CTaB/ISUIO OBl TpegMeT COBEpIIEHHO OTHEeNbHOM paboTh
C MHBIMM OCHOBaHMSIMM aprymMeHTaluu. Tem He MeHee, MbI
3aMeTuM, YTO HaM Ka)kKeTCsl 3aCIy)XMBAIOLIUM COXaJIEHMUS,
YTO COOCTBEHHO OODBSICHUTENbHBIN TEKCT MepeBOAUYMKOB OT-
HOCUTEbHO 06IIIero MogxoAa K pycCKOsI3bIYHOM MHTepIIpeTa-
LMY TePMMHOJIOIMM BakHeliero tekcra A. I. baymrapreHa

! Camconos, H. B. Victopust acteTuueckux yuenuit. B 2 u. Y. 2. M.: U3z, o-Bo
nipu Uct.-uioc. pax. Mock. BbICII. skeH. Kypcos, 1915. C. 99-111.
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He Tpe[CTaB/leH B pelleH3MpyeMOM WM3OaHUM, a TOMeIleH-
HbI/i B HEM IepeBOf, OOBSICHUTENBHOTO TEKCTa U3 YIIOMSHY-
TOTO HaMM B HACTOSIL[EM 0030pe WMTaIbsIHCKOTO IepeBoAa
BpSII MOXKET CTYKUTb ero 3aMeHOJi. BbI3bIBaeT Takke HeKO-
TOpOe yAMBJIeHMe, UTO B TEeKCTe M3JaHUSI HU pa3y He YIoMsi-
HYT IIepBbIil ITepeBo GparMeHTOB «DCTeTUKM» BaymrapreHa
Ha PYCCKUI SI3bIK, KOTOPBIN yske BbIle ObUI Ha3BaH B HalleM
TEKCTe ¥ BKIIOUEH B GuOIMOrpadmuecKuil CImcoK,! Mexmy
TeM, KaK OH ObUI BBIITOJIHEH BbIJAIOIIMMCS 3HATOKOM JIATUH-
CKOTO $I3bIKa, M3BECTHENIIUM IepeBOAYMKOM, MCTOPUKOM
VHTEJJIEKTYaJbHO KYJbTYPbl M OPUTMHATBHBIM MBICIUTEIEM
Bacunuem ITaenosuuem 3ybossim (1900—1963).2 TlogobHas
MMPeeMCTBEeHHOCTh, BHE BCSIKOTO COMHEHMs, oboraTmia Obl
MIpeINPUHATOe U3aHMe ¥ CIIOCOOCTBOBaa Obl YTOUHEHWUIO
aCIeKTOB MHTEePIIpeTaIuy TEPMUHOIOTUY OPUTMHAIA.
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Hnn. 1. A. I. Baymeapmen / Ill. 1. A.G. Baumgarten.

Hnn. 2. X. ¢poH Bonw / I1I. 2. Ch. von Wolf.
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Unn. 6. ITepsoe uzdarnue «Icmemuku» A. I. BaymeapmeHa Ha na-
muHckom sa3vike / 1. 6. The first edition of A.G. Baumgarten’s
«Aesthetica» in Latin.
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Hnn. 7. Dkzemnasp nepsozo uzdavus «Icmemuku» A. I. bayzap-
meHa Ha 1amuHCcKoM s3vike, npuHadaexcaswuti M. Kanmy, c ezo
C00CMBEHHOPYUHBIMU NOMEMKAMU, 8bIPAHCAOWUMU OCHOBbL €20
opuzuHanvHslx punocogckux udeii / Ill. 7. The personal copy
of the first edition of A.G. Baumgarten’s «Aesthetica» in Latin
that belonged to I to I. Kant with his hand-made remarks
expressing the base of his original philosophical ideas.
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Hnn. 8. Penpunmuoe usdavue 1amuHcK020 mekcma «3cmemuku»
A. I'. BaymeapmeHa u3 cepuu ¢ XxapakmepHsim HA36aHUEM «3a-
Ovimote kHueu» / Ill. 8. A reprint edition of A.G. Baumgarten’s
«Aesthetica» published in the series characteristically titled
«Forgotten Books».

162 Aesthetica Universalis



Hnn. 9. Ilepsoe usdanue noiHoz20 nepegoda «Icmemuku»
A. I. Baymeapmena Ha umanvaHckuii a3vik / Ill. 9. The first
edition of he full translation of A.G. Baumgarten’s «Aesthetica»
into Italian.
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Hnn. 10. ITonHoe napaniensHoe 1amuHo-Hemeykoe usoaHue «Ic-
memuxku» A. I. Baymeapmena / Ill. 10. The full parallel Latin-
German edition of A.G. Baumgarten’s «Aesthetica».

164 Aesthetica Universalis



SCTETIKA

AESTHETI

Hnn. 11. M30anue nep8ozo nosiHoz20 nepesodd «Icmemuku»
A. I. Baymeapmena Ha pycckuii si3vik / Ill. 11. The edition of the
first full translation of A.G. Baumgarten’s «Aesthetica» into
Russian.
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SERGEY DZIKEVICH!

THE HISTORICAL EVENT IN RUSSIAN
AESTHETICS

TO PUBLISHING OF THE FIRST FULL RUSSIAN
TRANSLATION OF A.G. BAUMGARTEN’S AESTHETICA?

Abstract

The text Aesthetica by A. G. Baumgarten, first published in Latin

in the middle of the eighteenth century, is considered to be the key
factor in the disciplinary institutionalization of aesthetics as an
independent explicit discourse. Until now, only fragments of this
significant text, have been published in Russian translation in the
first half of the 1960s, when aesthetics in this country, after the
opening of a specialized department at the Faculty of Philosophy at
Lomonosov Moscow State University, began to rapidly spread

in educational environment of the country. Complete translations
into New European languages were made very late, and so far only
into Italian (2000) and German (2007). In this regard, the publication
of the complete Russian translation is a historical event, both due

to the very fact of this gigantic work (the original edition includes
1000 pages of a text that is linguistically and theoretically very hard
for understanding), and due to the fact that Russian authors were
among the first to carry out this impressive and large-scale work.
This article is devoted to proposing the grounds for a comprehensive

! Dzikevich, Sergey — PhD, Assosiate Professor (Dept. of Aesthetics, Faculty
of Philosophy, Lomonosov Moscow State University), Vice-head of the Dept.
for scholarly affairs, AU Editor-in-Chief.

2 Baumgarten, A.G. Aesthetica / Transl. from Latin into Russian
by G.S. Belikov, A.V. Belousov, D.V. Bugay, M.I. Kasyanova, A.O. Korchagin,
E. Yu. Chepel and Yu. A. Shakhova. Ed. by A.V. Belousov and Yu. A. Shakhov.
Moscow: Dmitry Pozharsky University Press, 2021.
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evaluation of this work and the prospects for the historical influence
of its results on the further development of Russian-language
aesthetics.

Key words

A.G. Baumgarten, history of aesthetics.

1. A.G. Baumgarten: his life, fate, ant the role in intellectual culture

Alexander Gottlieb Baumgarten (July 17, 1714, Berlin — May
26, 1762, Frankfurt/Oder), the original German philosopher,
an outstanding theoretician in the fields of metaphysics,
epistemology, art theory, the founder of aesthetics as an
independent discipline of knowledge and education, was born
in Berlin in the family of Jacob and Rosina Baumgarten. His
father was a garrison pastor. Alexander was the fifth child
in the family of his parents, whom he lost at a very young age.
He was trained and educated by Martin Georg Christgau, the
rector of the Lyceum in Frankfurt/Oder, where Baumgarten
studied Hebrew and became interested in Latin poetry.

Martin Georg Christgau, who had a decisive influence on
Baumgaten in his youth, is one of the last rectors of the
municipal lyceum in Frankfurt/Oder. To understand the nature
of his educational influence on the formation
of A.G. Baumgarten’s consciousness and the priorities, we
must pay him due attention here.

M.G. Christgau was born on February 18, 1697 near the
town of Mark-Erlbach. He was a private teacher, a gymnasium
teacher, then was appointed the rector of the abovementioned
lyceum in Frankfurt/Oder in 1739, retired in 1775 and died on
August 28, 1776. The school, whose origins date back to the
14th century, but whose reputation in many cases was
damaged by unfavorable conditions, owes much of its
prosperity at the best time to M.G. Christgau. Christgau’s own
writing activity resulted in some twenty essays on various
themes, mainly written in Latin. Christgau’s influence on
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Baumgarten is undoubtedly noticeable in Aesthetica for the
multiple quotations of fragments of Latin poetry, a very
creative attitude to poetic contexts, as well as the general
emotional mood, which gives the key to understanding what
Baumgarten meant in terms «enthusiasm» and <«happy
esthetician».!

After graduating from the Lyceum in Frankfurt/Oder,
Baumgarten studied philosophy and theology at the University
of Halle under the guidance of Christian von Wolf, the most
prominent academic figure in the theoretical school
of Gottfried Leibniz.? Christian von Wolff (1679—1754) was,
in the essence, the most significant figure in the German
branch of the Enlightenment movement, if we keep in mind
that this movement, indeed, contained the idea of educational
reform as the main enlightening tool. He acted as the
recognized «father» of systematic philosophical education
in Germany, using for this purpose the theoretical basis
of Leibniz’s philosophy with its inherent concept of the
complementarity of various fields of knowledge, which,
in turn, was based on Leibniz’s idea of the predestinated
harmony in the world.

However, it is one thing to theoretically develop such an
idea, and it’s another thing to implement it in curricula and
university courses, which Ch. von Wolf was dealing with.
In this regard, the addition of the epistemology of reason, or
logic, with the epistemology of feeling, or aesthetics was
natural  manifestation of the  Wolfian approach

1 See about this these concepts and especially about this last one in: Felix
Aestheticus: The humanitarian Mission of Aesthetics.

VII Ovsyannikov International Aesthetic Conference (OIAC VII). To the
100th anniversary of M.F. Ovsiannikov. November 19—20, 2015. Memoirs
and scientific reports / Ed. by S.A. Dzikevich. Moscow, 2015. In Russian with
English abstracts.

2 See about this school: Mayorov, G.G. Theoretical philosophy of Gottfried
W. Leibniz. Moscow, 1973. In Russian.
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to complementarity in the system of educational courses,
therefore A.G. Baumgarten acted in this mainstream as an
authentic follower of von Wolf in the field of systematization
of knowledge and educational strategies. From the point
of view of the scale of Ch. von Wolf’s activities, it becomes
obvious why Leibniz’s philosophy in the 18th century was
widespread in German and other European universities
precisely in Wolf’s interpretation.

Wolf’s fame and authority spread far beyond Germany. He
became a member of the five largest European Academies,
including the newly established Russian Academy. Wolf’s
disciples occupied many cathedras at German universities,
which also confirmed his importance and authority as an
academic leader, and A.G. Baumgarten was among such
confirmations on his post in Frankfurt/Oder. Continuation
of Wolf’s leading position could be seen also in the fact that
the new discipline invented within it very quickly spread
around Europe and in a recordind time reached Russia (it’s
undoubted that the first edition
of Baumgarten’s Aesthetica was delivered to the library of the
recently founded Moscow University as one of the most actual
academic publication of that period).

Ch. von Wolf was a supporter of unification theoretical
language both in the aspect of its discursive clarity and in the
sense of using the Latin language as an instrument
of international academic communication. He himself
translated most of his own writings into Latin in the later
period of his work, and so A.G. Baumgarten’s consistent
commitment to the Latin language is not surprising. This
circumstance consisted not only of fulfilling the qualification
requirements of that time, but also following a theoretically
grounded line aimed at universalizing terminology and
discursive clarity, with which the ideas of the Enlightenment
were also associated. The requirement of rationality was not
abstract, it had a very concrete form, and this was due, first
of all, to the observance of the criteria for the perfection of the
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discursive distinctness of texts presented for public
communication, and, especially, associated with theorizing.
This requirement still remains relevant and has become the
most important requirement in European intellectual culture
for the quality of an academic message.

After «Latin had gone out of fashion» (as the greatest
Russian poet Alexander Pushkin in his famous poem «Eugeniy
Onegin» with precise understanding of the matter captured
that process, pretty recent in relation to the time of writing
the text of the poem), the desire for discursive clarity remained,
which we clearly see in the philosophical style and
philosophical language of Kant, who received this heritage
of the Wolf’s tradition precisely through A.G. Baumgarten,
being his follower, albeit in the forms of the German language.

The discursively distinct and consistent form
of communication after inheriting it by Kant from Baumgarten
used to turn the classic and basic form of theoretical
communication in aesthetics, and the spread, starting with
the Romantic movement, of texts focused on mainly
expressive, that is, aesthetic instruments, which we can define
as non-classic on this basis, cannot in any way cancel the fact
that the role of the basic factor in the growth of scientific
knowledge in aesthetics has remained and will remain behind
the texts of the classic format, because this format alone makes
possible reliable verifications and falsifications of the
proposed theoretical positions.

We must be fully aware of the fact that in such a field as
the aesthetic one,! especially in the deep layers of its
problematic content, the last word will always remain with the

I'See: Berleant, A. The Aesthetic Field. Springfield, Ill.: Charles C. Thomas,
1970. In this textbook text, with which A. Berleant became one of the most
prominent figures in the modern international aesthetic community,
Baumgarten and his project are highly appreciated. By the way, let us note
a curious circumstance that indirectly testifies to the lack of proper rootedness
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logical, not with the empirical verification tools, since, in most
cases, speech communication in this discipline concerns
highly abstract objects devoid of their own physical nature.
This circumstance, if we take it into account, makes it possible
to clearly understand why descriptions, demonstrations,
manifestations, measurements, observations, experiments are
exclusively preliminary and propedeutic methods and
procedures, and the language corresponding to their data
cannot be the basis for the final assessment of the scientific
consistency of the aesthetic investigation.

In 1733, while remaining formally a student at the
University of Halle, Baumgarten attended at the University
of Jena the lectures of Johann Peter Reusch on the problems
of the philosophical system of Christian von Wolf. Reusch
made very strong influence on him in these key years of the
formation of his theoretical outlook, and we must here clarify
the nature of this influence.

Johann Peter Reusch (August 15, 1691, Almersbach — June
5, 1758, Jena) — German philosopher and Protestant
(Lutheran) theologian. The son of a pastor, after initial
training with private teachers, he attended a gymnasium
in Idstein from 1704, then in 1709 he entered the University
of Giessen to study theology, then moved to the University
of Marburg (from 1715), and then moved to the University
of Halle (June-September 1716), where Christian von Wolf,
who taught there, contributed to his intellectual development,
whose views he in the future began to largely share and
develop. Then, at the insistence of his father, he nevertheless
changed the university again (this was often done because
of the customs of the universities, which were very typical and

of this person in the English-speaking circulation at that time: in the first
mentioning, the name of Baumgarten was typed with a typo. In the case
of personalities that are known to be the key ones, with manual typing for
print, which was practiced in 1970, this of course would not be possible.
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did not always suit students’ parents) and he finally settled at
the University of Jena, entering there on September 9,
1716 to complete his studies that he actually executed, and
with great success. Already on January 30, 1717, he received
a license to lecture in the classroom for universities, and on
March 18 of the same year he received the master’s degree
in philosophy.

On November 27, 1719, he was introduced as the rector
of the Jena Ecclesiastical School, which he very energetically
led, while continuing his lectures at the University of Jena. On
January 8, 1724, he became an adjunct of the philosophy
department of this university, in 1733 — extraordinary
professor, and in 1738 — full professor of logic and
metaphysics. From this last position, he resigned from the
post of the rector of the Jena Ecclesiastical School. As
professor of philosophy at the University of Jena, he was the
dean of the faculty several times, and in the summer
semesters of 1742 and 1752 he was the rector of the university.
In 1755 he transferred to the theological faculty of the same
university as a professor. After Reusch defended his doctoral
dissertation on January 20, 1758, he received his doctoral
degree on February 2 of that year. Unfortunately, in this
capacity he did not have to work very long.

Reusch was a very gifted, hardworking, consistent and
principled person. He sought to synthesize the ideas
of Christian von Wolf’s system with theology, giving the latter
a rational character. At the same time, in general keeping
solidarity with the principles of theoretical philosophy
of Leibniz and their interpretation by Wolf, he was a conceptual
opponent of the macronarrative principle of predestinated
harmony, believing that all philosophical and theological
problems can be solved within the limits of rationality (there is
no doubt that this subsequently had an impact on Kant in his
Religion within the Bounds of Bare Reason (1793)).

In general, Reusch had a great influence on the formation
of a conceptually clear and verified by rational foundations
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language in the further German philosophy. There is no doubt
that he had a significant influence on A.G. Baumgarten, who is
usually called the most famous student of Reusch, giving him
a new understanding of Leibniz-Wolf ideas,' as well as giving
impetus to the particularly accurate language of his texts, for
which some Germanic authors, for example, I.G. Herder,? later
called him «senseless». It should be especially noted that
Reusch’s attitude to the discursively clear, rationally verified
language of philosophizing was strengthened at the University
of Jena.

For the history of aesthetics, the term itself, as well as the
position of aesthetics as a discipline, this circumstance had
a very specific and fundamental character. This is due
to a distinct macronarrative bias that began to be observed
in German aesthetics after Hegel had read his famous course
of lectures on aesthetics, and especially after their publication.
However, attention should be paid to the origins of this bias
and the emergence of the theoretical language that made it
possible. From different angles, the requirements for the
discursive clarity of philosophical language, which were
entrenched at the University of Jena during those times when
Reusch was a leading professor, dean and rector there,
influenced the approach to the qualities of theoretical
terminology developed by G.W.F. Hegel.

He lectured at the University of Jena as a private docent
from 1801 to 1805 and clearly collided with the traditions
of this university, and in an unpleasant form for himself:
according to memoirs, his lectures were not popular among

! See about this, for instance: Aichele, A. Full Competency or Restriction?
Alexander Gottlieb Baumgarten’s Critique of Christian Wolff’s Concept
of Philosophy. Studia Leibnitiana. 2010. 42 (2). P. 162—185.

2For some details, see Nuzzo, A. Kant and Herder on Baumgarten’s
Aesthetica // Journal of the History of Philosophy. October 2006.44 (4). P.
577—597.
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students, the reason for which was precisely in the language
of theoretical communication. This should be seen as one
of the reasons why Hegel finally rejected for himself the
conceptual apparatus of the Leibniz-Wolf system, and preferred
to build his own, alternative to this system, but in principle
remaining in the paradigm of a macronarrative nature, for
which the most important motive was to be alternative to ideas
and terms associated with the predestinated harmony of the
world according to the version of Leibniz-Wolf.

Since the concept of the ever-repeating triad
of development in this sense is no better than the concept
of predestinated harmony, we see that it was Reusch’s ideas
regarding the rational foundations and the level of discursive
clarity of language that, with the greatest degree
of probability, caused the most radical dislike of Hegel from
the fact that was associated with the previous system. As is
often the case, he prefers to simply divert the object
of greatest dislike to the zone of silence. With regard to our
subject, we are faced in this aspect with the fact that in his
Lectures on Aesthetics Hegel, without even mentioning
Reusch’s best student A.G. Baumgarten at the very beginning,
proposes to refuse from the term «aesthetics» introduced by the
latter and to replace it with an alternative term of his own
called «callistics», then agreeing to leave the term criticized,
referring to the educational tradition, but subject to the
indispensable filling of it with the «new» content, which will
include all the absolutely speculative logic of his system,
which Reusch would never have admitted.

From that moment on, the dominant macronarrative bias
began (since Hegel’s system was deliberately created by him as
much more internally integrated than the Leibniz-Wolf
system) in understanding the position and subject
of aesthetics as a discipline in the knowledge system, which
was completely overcome in Germany only with the formation
of the paradigm of psychophysological parallelism by Wilhelm
Max Wundt' and the strengthening of the psychological

174 Aesthetica Universalis



terminology for understanding aesthetic processes, enshrined
in the work of Theodor Lipps with the characteristic name
of Aesthetics,> where he interprets it as one of the
psychological disciplines. In this we see a return
to Baumgarten’s project, based on the psychological
knowledge that existed in his time, on the basis of a new state
of psychology, and the result of an appeal again to the
requirements of a rationally verified discursive clarity of the
language of theorizing. In the general philosophical sense, the
same was recorded in the program setting paper by Edmund
Husserl called Philosophy as a Rigorous Science.?

In 1735 A.G. Baumgarten received his master’s degree and
got the opportunity to become a lecturer at the University
of Halle, and in 1738 he became its professor. Since 1740,
Baumgarten has been professor at the University of Frankfurt/
Oder, where he worked for all his future life, writing and
publishing at that time most of his works that we mention
in the bibliography, including Aesthetica.

As it’s affirmed in the European tradition of biography
(this goes back to Giorgio Vasari), we must, in addition to the
teachers, indicate at the end of the description of his life path
and the most remarkable pupil of A.G. Baumgarten, which
became Johann Nikolaus Gotz. I.N. Gotz (1721, Worms — 1781,
Bad-Kreuznach) was a German poet, writer, translator of the
Enlightenment era, Protestant (Lutheran) priest and
theologian. After graduating from high school in 1739—1742,
he studied philosophy in Halle under the guidance of Christian
von Wolf, Alexander Gottlieb Baumgarten, as well as the

!Wundt, W. Principles of Physiological Psychology / Translated
by E.B. Titchener. L.: Swan Sonnenschein & Co. Lim., New York: The
Macmillan Co., 1904.

2 Lipps, Th. Asthetik: Grundlegung der Asthetik. Hamburg and Leipzig:
Leopold Voss, 1903.

5 Husserl, E. Philosophy as a Rigorous Science // Logos. I. 1911. S. 289—
341.
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theology of Sigmund Jakob Baumgarten, A. G. Baumgarten’s
brother we’ve mentioned above. Under the influence of A.
G. Baumgarten, he turned to literature.

Together with his study friends Johann Wilhelm Ludwig
Gleim and Johann Peter Un, he organized The Circle of Halle
Poets, which brought together young writers. He was occupied
as a private teacher. In 1747 he was ordained a priest. He
served as a field chaplain in the Royal Cavalry Regiment,
participated in the so-called War for the Austrian Succession.
As part of the regiment, he took part in foreign campaigns
in Flanders and Brabant. When free from hostilities, he
traveled to neighboring Holland and continued to study. After
the conclusion of the Peace of Aachen (1748), he returned
to Germany, where in 1751 he received the post of pastor
outside of military service. He continued to engage in literary
research and language problems related to translation, as well
as literary creativity. Goetz’s works represent numerous lyrical
compositions and translations. Of the latter, the most
important are the translations of Anacreon from Greek, Gresse
and Montesquieu from French. His own poems, admittedly,
were distinguished by beauty, grace of poetic constructions
that conveyed inspiration, which is quite comparable with
what his teacher A.G. Baumgarten understood by enthusiasm,
and, at the same time, they were deprived of an emphatically
personal attitude to the expressed emotions, which rendered
them sufficiently «senseless» to correspond to the status
of a work of a truly «happy aesthetician».

Goetz’s poetic creations were composed in exact with
the norms of public taste that in Germany had developed
largely due to the activities of A. G. Baumgarten and the
publication of his Aesthetics, abundantly quoting and
interpreting the poetry of the Ancient classics. Goetz’s
translations contain as much a research request as the
indicated passages in the main text of his
teacher. A.G. Baumgarten’s theoretical works and the poetic
works of I.N. Goetz in many respects formed the basis for
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the flourishing of poetic culture in Germany from
I.W. Goethe and beyond.

2. A.G. Baumgarten: the idea of aesthetics in the context
of preserving the theoretical heritage and of continuity in the
development of knowledge

As such, the theoretical legacy of A. G. Baumgarten,
including the text of his Aesthetica,' in principle, has not been
sufficiently studied to the highest degree, and this applies
to all intellectual cultures, including the German-speaking
one. This is due to the cessation of the functioning of the
Latin language as a means of international academic
communication, which we wrote about above and which
happened quite fast in terms of the moment of publication
of his work. The fact that «Latin went out of fashion» in the last
quarter of the 18th century meant the abandonment
of a formal qualification factor that was redundant in relation
to the content of research. This refusal had a rational basis
and produced significant positive results, allowing to focus on
the content of research and providing a more democratic
regime for educational and research activities. But it,
nevertheless, entailed the accompanying negative
consequences.

First, this meant the loss for a considerable time from
a very effective cross-cultural instrument of academic
communication, the need for which later manifested itself very
soon in the form of constructing a surrogate language,
Esperanto, and which is now again, what is deeply logical,
found in another natural, moreover contemporary form, in the
form of English language. Secondly, this meant the loss
of channels of access to many texts created in this international
version of academic Latin. In this case, withdrawal from the

! Baumgarten, A.G. Aestetica. Pars 1-2. Traiecti cis Viadram (Frankfurt
(Oder)): Kleyb, 1750-1758.
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scientific circulation of a significant amount of scholarly
sources was inevitable, including large-scale scientific
information that turned out to be effective and the threat
of loss of which contained tangible immediate instrumental
threats.

In these areas of the most obvious such threats, the basic
Latin language terminology as a key factor in communication
was preserved to ensure the continuity of knowledge, activity
and academic understanding. We can assess the severity
of this damage to knowledge and practical activity if we
imagine what would happen if the Latin language
disappeared from circulation at the same time in medicine,
pharmacology, chemistry, biology and some adjacent natural
sciences. The humanitarian areas did not seem at that time so
risky in terms of the immediate threats of damage from losses
in the continuity of knowledge and the effectiveness of mutual
understanding, and as a result, they suffered very significant
damage: no one could understand from within the process
what would be important and what would be unimportant,
and when it turned evident it became apparent that the
linguistic tradition and skills of dealing with scientific Latin
without quotation marks of the brilliant 18th century had
been lost.!

However, the assessment of the degree of this damage and
the nature of its replenishment with the help of a modern
translation of the previously unfulfilled text assimilation
by national linguistic cultures, as well as an epistemological
assessment of the significance of the work on the
implementation of such translations is the task of a special,
concrete analysis each time. Next, we will try to offer

IThis is largely related to the idea of the historical unrealization of the
project of aesthetics, set forth by Baumgarten in the work of the same name.
See about this, for example: Gross, S.W. The Neglected Programme
of Aesthetics // British Journal of Aesthetics. 2002 42 (4). P. 403—414.
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a preliminary version of the approach to such an assessment
in the case of Aesthetica by A.G. Baumgarten.

As a result of the above cultural and linguistic
transformations so far into modern national languages
practiced in the international academic community,
Baumgarten’s Aesthetics was completely translated very late
after its publication and as well after deactualization of the
Latin language as an interethnic means of communication
in the humanities, and only into Italian and German
languages, if we follow the chronological order. A priori,
without the above specific analysis, we can only, like some
other authors, fix the belated nature of the fact of translation
of the main text by A.G. Baumgarten, which ensured the
disciplinary institutionalization of aesthetics into modern
languages. In this regard, we are pleased to welcome the fact
that Russian has become the third language into which this
important text has been fully translated. In order to assess the
epistemological significance of this fact, it is precisely the
specific analysis, which we talked about above, of the reasons
why such a translation has not been carried out earlier is
required.

First of all, we need to understand whether the lack
of translation of the original Latin text did damage to the
development of the discipline founded by A.G. Baumgarten, or
whether it developed successfully on the basis of his ideas,
which were fully or in principle integrated into the further
scientific process in this area. Further, if the damage was done
in the field of aesthetics, we must determine what exactly it
was, and what principles, ideas and concepts proposed
by Baumgarten turned out to be unfulfilled precisely because
of the lack of access to the original text. The third position
in which an assessment of the meaning of the newly made
translation can be made concerns its potential implications
outside the aesthetic field proper.

Of course, we will discuss these positions, first of all,
assessing the events in Russian-language aesthetic theorizing,
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but in the main dispositional characteristics this can be
applied to other practices, and we should note, and this is also
very characteristic in the light of the analysis of the
theoretical and interpretive process of assimilation of the
specified text in principle, that there is still no full version
of Aesthetica by A. G. Baumgarten in English! which
eventually replaced Latin as the language of cross-cultural
academic communication, and this despite the fact that the
discussion of theoretical problems related to the initial the
phase of the formation of aesthetics in English is constantly
ongoing and the interest to the figure of A.G. Baumgarten and
significance of his works in general and his Aesthetica does not
wane.?

3. A.G. Baumgarten: to evaluation of the potential of influence
of the personality on intellectual processes in the Russian-speaking
segment of aesthetics

!There are only a few other texts, for example: Baumgarten,
A.G. Reflections on Poetry (Meditationes philosophicae de nonnullis ad
poema pertinentibus) / Ed. and trans. Karl Aschenbrenner and William
Holther. Berkeley: 1954; Baumgarten, A.G. Metaphysics. A Critical
Translation with Kant’s Elucidations, Selected Notes, and Related
Materials / Trans., eds. & intro. Courtney D. Fugate and John Hymers.
London: Bloomsbury, 2013. Let’s pay attention to the characteristic
presence in the last edition of Kant’s explanations.

% See, for instance: Gregor, M.J. Baumgarten’s «Aesthetica» // The Review
of Metaphysics. Vol. 37. No. 2 (Dec., 1983). P. 357—385; Guyer, P.
Baumgarten, Alexander Gottlieb // Michael Kelly (ed.), Encyclopedia
of Aesthetics. Oxford University Press, 1998. P. 1 — 227. Characteristic
in this respect is the forthcoming large-scale publication, which should
appear in July of this year: Baumgarten’s Aesthetics Historical and
Philosophical Perspectives / Ed. By J. Colin Mcquillan. Rowman & Littlefield
Publishers / Rowman & Littlefield International. Series: Global Aesthetic
Research  //  https://rowman.com/ISBN/9781538146255/Baumgarten's-
Aesthetics-Historical-and-Philosophical-Perspectives
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In order to appreciate what the publication of the
complete Russian translation of Aesthetica by A.
G. Baumgarten can change in the theoretical views of the
Russian-speaking aesthetic community, let us first of all, at
least in the shortest form, in what concrete context
of representations they can be involved. Within this context,
we must single out two fundamentally different segments:
ideas about the role of A.G. Baumgarten’s personality in the
general historical process of the formation and development
of aesthetics as a theory and ideas about the activities and texts
of A.G. Baumgarten as such. Of course, the first position
significantly exceeds the second in importance, and it is with
it that we will begin our analysis of the meaning of the event
of publication of the full Russian-language version of the first
text in history with the title Aesthetica.

The first position requires some theoretical reconstruction
of what constituted the event — stretched out in time for eight
years (1750—1758) — of publication of this text. Since every
event belongs to some definite process, we need, first of all,
to identify the process to dynamics of which this event
belonged. By such a process we mean the process of the
development of Baumgarten’s philosophical views, the
formation and application of his characteristic way
of philosophizing. Next, we will attempt to reconstruct this
process in its most essential features in order to determine the
place in it of the extended in time event of the publication
of the first edition of the text of Aesthetica by Baumgarten.!

A.G. Baumgarten interprets philosophy in its entirety as
the science of the qualities of things cognized by a person on
the basis of his own sources of knowledge, that is, regardless
of Divine Revelation and theological positions, with which not
the initial positions, but the results of philosophical analytics,

! Baumgarten, A.G. Aestetica. Pars 1-2. Traiecti cis Viadram (Frankfurt
(Oder)): Kleyb, 1750-1758.
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should be consistent. In this respect, as in some others, he was
close to the position of the limited harmony of faith and
reason, which was formulated by Saint Thomas Aquinas, and
which is that only the ultimate conclusions of reason should be
directly related to faith. It should be noted that this analogy is
not accidental, it had a basis in the general epistemological
position regarding the nature of human knowledge.

Baumgarten singled out within philosophy theoretical
(physics and metaphysics) and practical (ethics, philosophy
of law, theory of doubt and theory of expression) areas.
Gnoseology, which disciplinaryly precedes metaphysics,
includes aesthetics (theory of sensory cognition) and logic
(theory of rational cognition). Aesthetics is the science
of interior feeling, connecting exterior feelings and mind. The
concept of interior feeling was first proposed by Saint Thomas
Aquinas and in his understanding is a unity of five abilities:
sense of community, penetrating power, evaluating power,
memory and imagination. Since that time, the concept of interior
feeling has entered the traditional toolkit of theoretical and
cognitive discourse, and it is natural in this light that it’s
to what was supposed under it Baumgarten in his Aesthetica
attributed the additional characteristic of the analogue
of reason.

In this regard, it is fundamentally incorrect to interpret the
project of aesthetics proposed by A.G. Baumgarten as
attributed precisely to the bodily forms of sensory cognition:
they, of course, are affected by necessity by a new discipline,!
but its actual subject-matter is the limit of sensory cognition,

LOf course, elements of a new interest in this aspect are explainable,
in particular, in connection with the emergence of R. Schusterman’s neo-
pragmatist concept of «somaesthetics», which, for the sake of its
legitimation within aesthetics, some authors in vain, omitting outweighing
counterarguments, try to derive almost directly from
Baumgarten’s Aesthetica. See, in particular, a case of discussion of such
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that is, those of its forms that can be called in modern
terminology emotions of central resolution,? that is, emotions
that carry and imprint in memory the highly abstracted,
processed emotional content that allows a person to reliably
and effectively get navigated in space, time and society before
and without the participation of rational components
of cognition. Of course, exterior senses by themselves are not
able to do this work, and we see that later on, Kant’s
fundamental theoretical aesthetics, in particular the concept
of transcendental aesthetics, set out in his Critique of Pure
Reason, was based precisely on the analysis of the role
of in the subject’s cognitive experience of the interior feeling,
not of exterior feelings.>

Baumgarten interpreted the area of action of the interior
feeling as abstract in the sense of the importance of the
results as allowed by the framework possibilities of the
traditional interpretation of this integral cognitive ability
proposed by Saint Thomas Aquinas, as well as the
etymological parameters of the Greek term «aisthesis»*
proposed by Baumgarten himself to denote this concept.

attempts: Prozersky, V.V. The Meaning of A. Baumgarten’s Aesthetics for the
Theory of Bodily Sensitivism // International Research Journal. 2016. No.
2 (44). Part 4. P. 95—97. In Russian.

2See: Vygotsky, L.S. The Psychology of Art. Cambridge: The Massachusets
Institute of Technology Press,1971.

5See about the complex problems of the historical distinction of the
data of exterior and interior experience in aesthetic discourse, for
example: Berleant A. The Sensuous and the Sensual in Aesthetics // The
Journal of Aesthetics and Art Criticism. 1964a. Vol. 23, No. 2. P. 185—
192.

4 See about the abstract-emotional meanings of the Greek aisthesis and its
comparison with similar meanings of the Latin sensus in: Losev, A.F. History
of Ancient Aesthetics. Results of the Millennial Development. Book. 1 //
Losev, A.F. Results of the Millennial Development. In 2 books. M., 1992. M.,
1992. In Russian.
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In accordance with the first and second criteria, this area
included such manifestations of cognitive capabilities as
memory, wit, intuition, admiration, imagination, and fantasy.
The quintessence of the epistemological fundamentalism
of Baumgarten’s aesthetics was a clear distinction between the
subjective (belonging to internal disposition of the cognizing
substance and being its qualities) and the objective (belonging
to the disposition of the external cognizable and being its
qualities), as well as the operational terms associated with this
binary opposition «a thing in itself» and «the thing for itself»,
which most authors consider to be Kant’s original innovation,
but which does not correspond to the real course of events.

Kant developed and theoretically saturated the conceptual
matrix proposed by Baumgarten in his project of aesthetics as
a revolution in gnoseology, which resulted in stable ideas about
the unity of the subject’s cognitive experience, its parallelism and
autonomy in relation to the objective parameters of the
cognized. Kant’s translation and development of the ideas
of Baumgarten’s aesthetics, which played a major role in the
process of theoretical consolidation of this discipline, provided
two major consequences that shed light on why the main text
of Baumgarten as an integral fact (context) existed for a long
time in the intellectual field in the mode of the actual
heuristic oblivion, why they were not in a hurry to address
to it as such and did not rush to initiate a gigantic work for its
translation and a more extended theoretical interpretation
in the forms of modern languages.

The fact is that I cannot agree with the assumption
of a number of authors that the above-described «going out
of fashion» of the Latin language as a means of academic
communication, which seriously limited access to the
completeness of theoretical texts written during the period
of its academic dominance, led to theoretical oblivion
of Baumgarten’s ideas and, as a result, to non-realization of his
project. An analysis of the facts of the real dynamics
of intellectual history shows that the  works
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of A.G. Baumgarten, and, mainly, his Aesthetica played the role
of the main initiator of the critical method of I. Kant with his
steady concentration on the subjective factors of cognition and
activity, as a result of which the three of his Critiques, fully
and comprehensively, as well as at a new level of discursive
clarity, exhibiting and realizing the potential of Baumgarten’s
theoretical conception.

The fact that Kant was thoroughly familiar with the Latin
original text of Baumgarten’s Aesthetica and paid great
attention to its understanding and interpretation is not an
assumption, but is a precisely documented fact that must be
accepted in this quality according to the classical
requirements of classical historical knowledge. The reality
of this fact is evidenced by such a document as the personal
copy of the first edition, which belonged to Kant, with his
extensive comments on the wide margins of the book,
in which we can see the elaboration of the terminology that
was later recorded in his Critiques. This is direct evidence
of the first level that the ideas of the Latin original
of «Aesthetica» developed up before its complete exit from the
Latin language circulation, and this development was carried
out in the texts of Kant.!

The ideas of Kant himself were too significant and
effective in terms of the degree of influence factor in the
history of aesthetics? for Baumgarten’s project to be
considered not only unrealized, but even unrealized in its
essential positions. On the contrary, there is sufficient reason

!'We provide a photograph of this documentary evidence in one of the
illustrations for this article.

2Gee our version of the periodization of the history of aesthetics and
of the role of Baumgarten’s Aesthetica in it in the publication: Dzikevich,
S.A. Aesthetics: the Beginnings of Classical Theory. Moscow: Academic
Project, 2011. In Russian. In a general sense, the approach stated by us
in this book is that with the publication of Baumgarten’s work, an
explicit period of the development of aesthetics as a discourse begins,
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to believe that all theoretically significant positions proposed
by Baumgarten in his Aesthetica (the unity of the cognitive
experience of the subject; fundamental positions in it
of aesthetic forms of knowledge that give orientation in time,
space and social relations; definition of aesthetic attitude,
analytics of beautiful, analytics of the sublime, analytics
of taste; distinction of the aesthetic aspects of the
comprehension of truth as the activity of a genius and the
logical aspects of truth as the activity a talent) in their content
were fully realized by Kant in his three Critiques.3

History does not know the subjunctive mood, this is true
both for the history of forms of life and for the history of forms
of thought, how can we describe this dichotomy using the exact
terms of J. Huizinga.Th%e role of personality in historical
processes is really significant, and in the dynamics of forms
of thought it is, of course, much higher than in the dynamics
of forms of life. However, we must say that in this case, for the
Baumgarten project of aesthetics, the schedule of these roles
assigned to individuals was happy, and not at all unfavorable.
The founder of the discipline published his text in full during
his lifetime, and, perhaps, the best of the probable
interpreters got acquainted with his ideas in the original

and the consolidation of aesthetics as an independent discourse, that is,
its final disciplinary institutionalization, in which Kant played a key rolen
with successive publication of his three Critiques, all of which were
initiated by the ideas set forth earlier by Baumgarten in a projective
aspect.

5See specially about the influence of Baumgarten’s ideas on the
philosophical views of Kant: Narsky, I.S. Philosophical and Aesthetic Ideas
of Baumgarten as One of the Stimuli of Kant’s Theoretical
Development // Kant collection, vol. 10. Kaliningrad, 1985. P. 40-51.
In Russian.

4 Huizinga, J. The Autumn of the Middle Ages / Translated by Rodney J.
Payton and Ulrich Mammitzsch. Chicago: University of Chicago
Press,1996.
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language, analyzed them in detail, gave them theoretical
increments and rooted them in a new enriched quality in the
forms of one of the modern living languages of the world
culture, which then became the source of their further
distribution in other languages.

This is the enviable historical fate of the text as a fact of the
cultural heritage of mankind, which has lost many texts at all,
like the texts of Democritus, and also has not yet identified
completeness of the context and meanings of some of them,
as in the case of Aristotle’s Poetics. Under these conditions,
the fact that the original of Aesthetica in Latin for a long time
kept not translated from it due to the «going out of fashion»
of it as a universal academic instrument looks, rather, as
a completely rational and theoretically justified refusal from such
laborious work under condition of absence in the discipline
that had been started with it of a significant theoretical gap
that a new reference to the original could fill. All erudite,
consistent, unbiased historians of aesthetics noted the
abovementioned quality of the connection between Kant’s
ideas and those of Baumgarten, and did not find it necessary
to speak in favor of the fact that some fruitful and unrealized
significant theoretical assumptions remained in the latter’s
texts.! As for the traditions and directions of research related
to the interpretations of Baumgarten’s ideas in Kant’s works,
in Russian aesthetic literature in different periods they were
studied very thoroughly and fruitfully, which we have

!'See, for example, printed a year before the publication of the first,
fragmentary Russian translation of Baumgarten’s Aesthetica, a specialized
study on the development of aesthetic thought in Germany in the 18th
century, written by one of the largest Russian Germanists: Asmus,
V.F. German Aesthetics of the 18th century. M., 1963. P. 3-56. In Russian.
Then see the detailed study published by him ten years later, undertaken
in connection with the anniversary of Kant, in which the idea of aesthetics
(especially transcendental aesthetics) is given considerable attention:
Asmus, V.F. Immanuel Kant. M., 1973. In Russian.
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confirmed in this article by the Russian-language sources
indicated in the footnotes and bibliography, and, starting with
pre-revolutionary time.!

Taking into account all the abovementioned arguments,
we must conclude that publication of the complete translation
of the text of Aesthetica by A.G. Baumgarten can hardly change
anything significantly in the theoretical context of the
Russian-language theoretical discourse. Nevertheless, if we
bear in mind the aesthetic research field itself, the newly made
translation is undoubtedly able to clarify some of the nuances
associated with the origin of ideas and positions set out in the
whole of the context appeared in the extensive Latin original.
For example, it is of serious interest what place from the very
beginning within the context of aesthetics Baumgarten
assigned to such a section as semiotics, which is especially
interesting in connection with the ongoing discussion about
the application of the data of this completely independent
discipline in aesthetic investigations. Outside the aesthetic
field, the new translation will also arouse considerable
interest of researchers in the framework of the study of both
the research of intellectual culture in general and,
in particular, its development in Germany during the
corresponding period.

In this review, we do not have the opportunity to offer
a detailed analysis of the philological details concerning this
new important fact of development of the world historical
intellectual heritage; this would be the subject of a completely
separate work with different bases of argumentation.
Nevertheless, we note that it seems to us regrettable that the
actual explanatory text of the translators regarding the
general approach to the Russian-language interpretation

! Samsonov, N.V. History of Aesthetic Doctrines. In 2 part. Part 2. M.:
Publishing House. at Faculty of His, tory and Philosophy Moscow Higher.
Ladies’ Courses, 1915. P. 99—111. In Russian.
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of the terminology of the most important text
of A.G. Baumgarten is not presented in the peer-reviewed
edition, and published secondary usage of the explanatory
text from the edition we mentioned above in this article
(to Italian translation) can hardly serve as a substitute for it. It
is also somewhat surprising that the text of the publication
never mentions the first translation of fragments
of Baumgarten’s Aesthetica into Russian, which was already
mentioned above in our text and included in the bibliographic
list,! is absent in the new version while the first translation
was made by an outstanding connoisseur of the Latin
language, a famous translator, historian of intellectual culture
and original thinker Vasily Pavlovich Zubov (1900—1963).2
Such continuity would undoubtedly enrich the reviewed
edition and would help clarify aspects of the interpretation
of terminology of the original.

! Baumgarten, A.G. Aesthetics. (Fragments). Metaphysics. (Fragments) /
Translated by V.P. Zubov // History of Aesthetics. Monuments of World
Aesthetic Thought / Edited by M.F. Ovsyannikov. In 5 volumes. Vol. 2. M.,
1964. P. 449—465. The first translation of texts by A.G. Baumgarten into
Russian.

2 See: Zubov, V.P. From the History of Science: Selected Works. 1921—1963 /
Selection, introduction by M.V. Zubova. SPb.: Aleteya — Publishing House
of SPb. University, 2006. In Russian.
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TRANSLATIONS






YUNbAM TAMUJIBTOH

BIVAHNE ACCOLUMALNK B BOTMPOCAX
BKYCA?

[TepeBop c anmmiickoro A. Jlobauesoti>
A6cmpakm

Yunvsim F'amunemon (Hamilton, William, Sir, 1788—1856) — mort-
naHAckuit dumocod, M3BECTHBIN MO MPEeUMYILEeCTBY CBOMMU pabo-
TaMy B 06/IaCTSIX JTOTUKY U MeTabu3uKu. B pamMkax ero yue6HOro
Kypca, KOTOPbIi yKe IOCMEePTHO O6bUT 0OPMIIEH B TPYH, «JIeKIYU
1o metadusuke u joruke» (1859—1860), 3aTparnBaeTcs scTeTuIe-
CKast KaTeropusi BKyca, KOTopasi, Mo MHeHMi0 [aMWIbTOHA, 3aBUCUT

! Hacrosmumit parmenT siBiasiercss obmmpHoro (510 crp.) Tpyma aBTopa,
M3JAHHOTO IoA, Ha3BaHueM «Jlekiuu mo mertadusuke u jgoruke» (1859—
1860). 3To paccykneHue siBisieTcsl pasnenom jekuuy XXX u3 1ukiaa, mo-
CBSIILIEHHOTO Mpo6eMam JIOTUKY U MIpeACcTaB/isieT cob0ii BechMa XapaKTep-
HbIJ1 06pa3sel; 6PUTAHCKOM aHATUTUKY BKyca, U3 KOTOPOIi 3aTeM B XX Beke
chopmupoBagach aHAIUTUUECKasE SCTETMKA B €e COBpeMeHHOM Bume. s
YMUTaTeNs 3TOT (parMeHT MOXET IIPeICTaBJSITh 0COObIi MHTEpPeC, TTOCKOIb-
Ky mosutyst Y. TaMmuiabToHa GOPMUPYETCS U3 €ro AMaaora ¢ ABYMS IPyTy-
MM BaKHEMIIMMU TIPEACTaBUTENSIMM OPUTAHCKOM aHATUTUKM YYBCTBEHHO-
rO OIbITa U ero nepenauu B cykpeHusix — [I. Croapra u A. Cmura. Takum
06pa3oM, TMpeaCTaBasIeMbIii TEKCT IIO3BOJISIET I10-HOBOMY B3IVIIHYTh
Ha HEKOTOpPbIe TePCOHAINYM U TTPOGIEMbI ICTETUKO-aHATUTUUECKOM Tpaau-
UMM U TIPUBJIEKAET MHTEPEC PYCCKOSI3bIYHBIX MCCIeNOBaTeeil K HEKOTO-
PBIM HEAOCTATOYHO M3YUEHHBIM acIeKTaM MCTOPUM ICTETUUECKOM pediiek-
cun. TlepeBop, BBINIOJHEH MO u3gauui: Hamilton, William, Sir. Lectures On
Metaphysics And Logic. Boston: Gould. P. 123—126.

2 Jlobauesa, lna — cTymeHTKa 3 Kypca Kadempbl 3CTeTUKM (Prtocopckoro
dakynpreTa MI'Y umenu M. B. JlomoHOCOBa.
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OT MpUHILMMNA accouuanuu. B pasgene «BnusiHue accounauum B BO-
npocax BKyca» («Influence of Association in Matters of Taste»)

B ekuuy XXX 'aMWIbTOH «JaéT CJIOBO» APYTOMY LIOTAaHACKOMY
dunocody — Ayzandy Cmrwapmy (Stewart, Dugald, 1753—1828) —
0603HAUMB TIPU ITOM CBOIO MIEHTUUHYIO ITO3UIIMIO B CAMOM Haya-
sie (kpoMme Toro, CTioapT B cBoeii paboTe obpaiaercs K Adamy
Cmumy, IO3TOMY B IlepeBOfe MpeACcTaBJeHbl 3CTeTuYeCcKue B3IJIsi-
IIbI TPEX yKa3aHHBIX GMI0CODOB). «DCTETUUECKUM BEHIIOM» JTEKLIUK
TaMuIbTOHA SIBISIETCS OOpaleHue K GeHOMEHY MOJbI U YIIOMMUHA-
HMe TOJ CXeMbl, — CBOEro pofa 3aMKHYTOTO Kpyra, — KOTOPYIO
npennaraet CTioapr:

npuHsmMue HeKoMopozo MoOHO20 00PA3a 8bICUIUMU YUHAMU —>
3akpenJieHue 06pasa 8 svicuieM obujecmee u nociedyiujee e2o pacnpo-
cmpaHeHue 8 HU3WUX 105X HaceneHus —

NoCMosiHHOe NoOpaxaHue HU3WUX C7I0€6 8bICIUUM —>

paxee YyHUKAIbHble MOOHblE 06pA3bl CMAHOBMCS 00bIUHBIMU —>

OHU 0MOPACHIBAMCS KAK «8Y/Ib2apPHble», NPUHAOIEHAUUe HUSWUM
CJ10SIM — BblCULUE CIOU NPOSABAAM U306pemamenbHOCMs U 000ae8s-
10m Heumo HO80e, UMo 8nocedcmauU NPoxXooum mom xe cambiii Kpye.
KakoBa 31ech poinb BKyca 1 accouyanmumn? ICTeTu4eCcKuii BKyC B ero
KJIaCCUUYECKOM OITpeie/IeHUH KaK CIIOCOGHOCTb pasnyaTh IpeKpac-
Hoe 1 6e306pa3Hoe TeTepMUHUPYETCS accolManyet, BO3HMKAIOIIei
BBU/IY COTIOCTaBJIEHMSI KOHKPETHOTO 06pa3a MOJIbI U €0 «HOCUTE-
neit». BoieaCcTBMe TAKOTO COMOCTABIEHMS BOSHUKAIOT TG0 KaTero-
PUU «BYJIbTapHOE» U «HM3MEHHOE» (B CJIyuae, ecyiv 00pas acCoImn-
pyeTcsl ¢ HU3MIMM KJIACCOM), JIMOO «M3bICKAHHOE» Y «U3SIIITHOEe»

(B cityuae, eciv 06pa3 acCoIMMpPyeTcst C IPUBUIETMPOBAHHBIM K/lac-
com). FTaMuiIbTOH 06pamaeTcst K MOfie MMEeHHO IIOTOMY, UTO, 10 ero
MHEHWIO, MMEHHO B 3TOJ chepe MposIBIeHMe BKyCa IMTPaKTUIeCKA
TOMHOCTBIO 3aBUCUT OT NMPUHIIUIIA aCCOLMALUYU — 3TO IO3BOJISIET
clienaTh BBIBOJ, O TOM, UTO B paMKax APyrux cdep, coracHo FaMuiib-
TOHY, BKYC He OyIeT MOIUMHSITHCS 3TOMY ITPUHIUITY HACTOJIBKO
CUJIbHO. MOYXKHO MPEATIONIOXUTD, YTO XapaKTePUCTUKON TaKUX «APYy-
rux cdep» IBASIeTCS CBOOOIA OT pa3HOTO Pofa GMHAPHBIX OIMITO3M-
LM TI0 TUITY «BbICII€E-HU3IIEE», HO UX MTOUCK OYIEeT IPeCTaB/IsTh
1LIeJTb YoKe JJIs IpYTUX ucciefoBanuit. B koH1le pasaena [aMuabToH
IpUBOAUT MbIc/M CTI0ApTa (KOTOPBIN, B CBOIO OYePeb, 0OpaIaeTCs
K CMUTY [I/IS1 HATISIAHOTO ITPUMeEpa), Kacaroumecst Takoro ke QyHK-
LIMOHMPOBAHMS MPUHIIUIIA accoLMaluy B Mopasiu. [IpusHanue um
UIEeHTUYHON YyBCTBEHHOI MPUPOIBI B 3CTETUUECKOM U ITUYECKOM
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acreKkTax OTHOIIEHMS YeI0BeKa K MUPY SIBJISIETCS IEPEeOCMbICIEHU -
eM UX aHTMYHOTO 00beIMHeHNSI (KaJloKaraTuu), KOTOpoe C TeUeH!-
eM BpeMeHM TpaHcHOopMUPOBaIOCh U B 310Xy [IpocBeleHus 3aKpe-
MUJIOCh B HOBOM, 60Jiee KOHIEMTYaIbHO TPOPabOTAHHOM KauecTBe
(IledTc6epu, XaTuecoH, IOM, Bepk, a Takke pasBUBILNE 3Ty UIEI0
Ha KOHTHHeHTe baymrapreH u KaHr).

Bnarogapss mpuMHLMITY accolyanyy Mbl 00jayaeM Bellu
B HeHaJ&XKHbIe aTpMOyThl 6e300pa3sHOro MM IPEKPacHOro;
" HeKoTopble Guaocodbl B 3TOM BOIIPOCE 3aXOASIT HACTOIBKO
IaJeKo, UTO YTBEPKIAIOT, OyATO HaIlM IMPUHLMIIBI BKyca 3a-
BUCSIT UCK/IIOUUTEILHO OT CJIyuyalHoCTei acconmanuii. Ho ec-
JI CTOJIb PaiVIKa/IbHbIE YTBEPXKAEHMUS SIBJSIIOTCS IBHBIM IIpe-
yBeJIMueHueM, TeM He MeHee, Mbl He MOXeM OTpUIIaTh, UTO
acconuanysi BCE Ke 00/amaer OOIIMPHON IOPUCAUKIME
B «MMIIepU» BKyCca — MOJia, HaIIpumMep, MPaKTUUeCKU TTOTHO-
CTbI0 HAXOOUTCS IO, KOHTPOJIEM ITPMHIIUIIA aCCOLMALIUNA.

I[To sTOMy MOBOAY S MOTY IIPOLIUTUPOBATb HECKOJIbKO
NpeIIoKeHUiI M3 TepBoro ToMa «3JmeMeHTOB» Crioapra.!
«B Bormpocax BKyca paccMaTpuBaeMbie 3(DGeKThI ITPOU3BOISIT-
CsI B CAMOM YMe M COIPOBOXKIAIOTCS JIMOO YIOBOJbCTBUEM
(pleasure), nmubo HeymoBosbcTBMEM (pain). CiiemoBaTeslbHO,
CKJIOHHOCTb K CJIy4aiiHbIM accouyMalusM 3aecb HaMHOTO
CUIbHEe, YeM 3TO OOBIUHO ObIBAET B OTHOLIEHUM (PU3UUECKUX
COOBITUI; M KOTHA TaKMe acCOLMALY OOHAaKIbI MOSIBJISIOTCS,
TO, TOCKOJIbKY OHM He INPUBOASIT K KaKMM-TMUO0 CepbE3HBIM
Heya00CTBaM, OJOOHBIM T€M, KOTOPbIe BO3HMKAIOT B Pe3YJIb-
Tate GU3NYECKUX OMMOOK, OHU BPSA, M OYAYT MCITPABIIEHBI
MIPOCTBIM OIBITOM 6€3 MOMOIIM YIIpaskHeHMs. IMeHHO 671aro-
Iapst STOMY 0OCTOSITE/IbCTBY aCCOLMALIVSI B HALIUX CY>KIEHUSX

! MimeeTcs B BuOy TpexTomMHoe counHenne Elements of the Philosophy of the
Human Mind (1792, 1814, u 1827). Oyranga CrioapTa — MOTIaHACKOro (u-
socoda, MpeICTaBUTENS IIKOJIbI «3IPaBOTO CMbIC/IA»; 3TO U Aa/ibHejlee u-
TupoBaHue CTioapTra B TeKcTe [aMUIbTOHA [eaeTcsl UM 110 JaHHOMY COUM-
HeHuo. (IIpum. nep. — A.J1.)
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0 IIpeKpacHoOM 1 6e300pa3HOM BCE ke Oojiee IIpuMedaTeIbHa,
YyeM B HAIlIMX YMO3PUTENbHBIX BBIBOJAX; OOCTOSITENBCTBY, KO-
TOpOe TpUBeNI0 HeKOTOPbIX (PpuinocodoB K MpenrnoaoskeHuIo,
YTO OHOV acCOIMAIVM AOCTATOUYHO JJIsT OOBSICHEHUST TTPONC-
XOKIEHUST TIOHSITUI IpeKpacHoOro ¥ 6e300pasHOrO M UTO
He CYIIecTByeT TaKkoi Belly, Kak HOpMa BKyca, OCHOBAHHOIJ
Ha MpPUHIMUIIAX YeoBeueckoil KOHCTUTYuuu. Ho 3Tu Mbicin,
HECOMHEHHO, 3aXOJST CIUIIKOM [aJIeKO B TeOpUM: accoliya-
UMsl UAeii HUKOTHA He CMOXKeT OObSICHUTb MPOUCXOXKAEHMe
HOBOT'O TIpeJCTaB/leHUs WK YOOBOJIbCTBUS, CYL[eCTBEHHO OT-
JIMYHOTO OT BCEX APYIUX, ke HaM M3BeCTHbIX. [IpMHIMI acco-
UMaluyu OeiiCTBUTENbHO MOXEeT IMO3BOJIUTh HaM IOHSTH, Kak
Belllb, 6e3pa3nyHas caMma 1o cebe, MOKeT CTaTh MCTOUYHUKOM
YIOBOJIbCTBMSI, OyIy4uM CBSI3aHHON B yMe C YEM-TO elll€, UTO
ecTecTBeHHO TpusTHO (naturally agreeable); HO 3TOT MpUH-
MM B KOKIOM C/ydyae IpefriosiaraeT CylleCTBOBaHME U Tex
TIOHSITUI Y UyBCTB, KOTOPbIe OH 0ObeIMHSIET: KaK I IOHMMAIO,
OH (TIpuHIUIL. — [Ipum. nep.) 6ymeT oO6HApPYKeH, KOrga acco-
1MalMs BbI30BET M3MeHeHMe HalluX CY)XXIeHMUii 1o Borpocam
BKyca, oHa (accoumauusi. — IIpum. nep.) nenaet 3TO, COTPY/-
HMYasi ¢ KAKMM-TO €CTeCTBEHHBIM MPUHIIMIIOM yMa, U Iogpa-
3yMeBaeT CyleCTBOBaHMe OIpefeNeéHHbIX M3HAUYAIbHBIX UC-
TOYHMKOB Y[IOBOJILCTBUS I HEYAOBOJIbCTBUSI.

CTwib omekabl, KOTOPBI CHAuajga Kas3ajcs HeymoOHbBIM,
yepe3 HECKOJbKO HeJelb WIM MecCsIeB HauMHaeT Ka3aThbCs
aneraHTHbIM. Koryia Mbl IpMBBIKaeM K TOMY, UTO TaKyH OfeX-
Iy HOCSIT Te, KOTO MbI CUMTaeM 0Opas3lioM YyBCTBA CTWJISI, OHA
HauMHaeT acCOLMMPOBATHCS C MPUSITHBIMU BIeYaTIeHUSIMHU,
KOTOpPbIe MbI TIOJTyYyaeM OT JIETKOCTU, U3SILEeCTBa M U3bICKAH-
HOCTM MaHep Tex, KTO eé HocuT. Korpma Belp HpaBUTCS cama
1o cebe, 3TOT 3¢ dEKT cIeAyeT MPUMICHIBATH HE CAMOMY 06b-
eKTy, HaxoAsIeMycsl Tiepef, HaMu, a BrieyaT/IeHUsIM, C KOTO-
PBIM OH OOBIYHO ObUT CBSI3aH U KOTOPbIE OH €CTECTBEHHBIM 00-
pa3oM BbI3bIBAeT B yMe.

OTo HabMofeHre yKa3blBaeT HAa MPUUYMHY TMOCTOSTHHBIX
npeBpaTHOCTei (perpetual vicissitudes) B omeskae 1 BO BCEM,
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ybsl HacTosTenbHast pekoMmeHmauust (chief recommendation)
MCXOOUT OT MOAbl. OUEBUIHO, UTO MOCKOIbKY MPUSTHBIN 3¢-
dekT ykpameHnust (ornament) BO3HMKAET M3 acCOUMAIUU, OH
OyIeT mpoJoKaTh AeiiCTBOBATh TOJMBKO IO TeX MOp, MOKa OH
orpannyeH Bpiciumu mnopsakamu (higher orders). Korma
HeUYTO MPUHMMAETCSI Maccoii, OHO He TOJIbKO MepecTaeT acco-
LIMMPOBATBhCS C UAESIMU XOpOIero BKyca M YTOHUEHHOCTH,
HO, HAINlpOTUB, HauMHAeT aCCOLUMPOBATBHCS C UAEIMU IIpU-
TBOopcTBa (affectation), abcypgHOro moapaskaHusl U TOIILIO-
ctu. COOTBETCTBEHHO, 3TO HEUTO HauMHaeT UTHOPUPOBATbHCS
BBICIIMMM YMHAMM, KOTOpPbIE€ CTapaTelbHO M30€eraiT JI0ObIX
COCTOSIHMIA BHEIHETO BUZA, CBSI3aHHBIX C UE€M-TO HU3KUM
M OOBIUHBIM; M OHM BBIHYKAEHBI MCIOIb30BaTh CBOE COO-
CTBEHHOE M300peTeHue, MPUBHOCS B MOAY HOBble 0COGEHHO-
CTU, KOTOpbIEe, KaK II0 CXxeMe, CHauajaa CTaHOBSITCSI MOAHBIMM,
3aTeM OOBIYHBIMM M, B KOHI[e KOHIIOB, OTOPAChIBAIOTCS Kak
ByJIbTapHbIe».

«Hamm mopasibHble CY>KIeHMSI TOXXe MOTYT ObITh M3MeHe-
Hbl ¥ J1aXXe OO HEKOTOPO CTeleHM M3BpalleHbl BCIeACTBUE
IeiiCTBUSI TOTO ke mpuHIMIa. TOUHO Tak Xe, KaK yeloBeK, KO-
TOPOTO CUMTAIOT 0OPa3lOM BKyca, MOXKET CBOMM IPUMeEPOM
MPEeACTaBUTh a6CYPOHYIO WIM MPUIYIJIUBYIO ONEKAY; TaK JKe
M YelOBEeK BBIJAIOMINXCS Ao0pojeTesneili MOXeT IpUBIIEUb
HEKOTOpOe yBakeHMe K CBOMM HeJloCTaTKaMm; 1, bymyun rmome-
IIEHHBIM B 3aMETHYIO0 CUTYyalMi0, MOXKeT cAenaTb CBOM MOPO-
KM M TIYTIOCTM OOBEKTaMM BCEOOIIEro IMoApaskaHUsl Cpeau
MHO3KeCTBa JIIofeit».

«,Bo Bpemena npasnenus Kapna II,“ kak rosoput Cmur!,
,»HEKOTOpas pacIyllleHHOCTb CUMTAJMaCh XapaKTepHOI 4epToil
nubepanbHOro obpasoBaHmsi. OHa ObLIa CBsI3aHA, COIVIACHO
MpeJCTaB/JeHMsSIM TOTO BpeMeHM, C IeApOCTbl0, MCKPEHHO-
CTbIO, BeJIMKOAYIIMEM, BePHOCTbIO; U JJOKa3ajia, YTO UesloBex,

! meercst B Buay counHenne Agama Cmuta (1723—1790) «Teopust Hpas-
CTBEHHBIX YYBCTB». — [Ipum. nep.
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KOTOPBIN [IeICTBOBAJ TakKMM 06pa3oM, ObLI IKEHTIbMEHOM,
a He nyputanuHoM. C Opyroil CTOPOHBI, CTPOrOCTh MaHEp
" TIOCTOSIHHOCTH TIOBeJleHMsI ObLIM COBEPIIEHHO HEMOIHBIMMU
M ObUIM CBSI3aHbI, COTVIACHO TIPEACTABAEHUSIM TeX BPEMEH,
C XaHKeCTBOM, XUTPOCTBIO, IUIleMepeM 1 HU3KUMU MaHepa-
MU. [TOBepXHOCTHBIM yMaM TOPOKM BEIMKUX BCETAA KasKyTCs
npusSTHbIMU. OHU CBSI3BIBAIOT MX HE TOJIBKO C BeIMKOJenyeM
ycriexa (splendour of fortune), HO ¥ CO MHOTMMM BBICIIMMMU
Io6poaeTensiMu, KOTOpble OHM ITPUIIMCHIBAIOT BBIIIECTOSIIM
ocobaM (superiors); ¢ JyXoM CBOOObI ¥ HE3aBUCUMOCTH; C UC-
KPEHHOCTbBIO, IIeIPOCTbI0, YeJIOBEUHOCThIO ¥ BEXKIMBOCTHIO.
HamnpoTuB, JOCTOMHCTBA HU3IINX CI0E€B HACEIeHUSI — UX CKY-
nast 6epeskKIMBOCTDb, 6OJIE3HEHHOE TPYIO/II001e U KECTKOE CO-
OmomeHne TIpaBWI — KaXKYTCSI MM IIOCPeICTBEHHBIMMU
M HenpuSITHbIMU. OHM CBSI3BIBAIOT MX KaK CO CKPOMHOCTBIO
TIOJIOSKEHMSI, K KOTOPOMY OOBIUHO TTPMHAIJIEXKAT 3TU KauecTBa,
TaK ¥ CO MHOTMMM IOPOKaMM, KOTOpble, KaK OHM I10JIaraioT,
06GBIYHO COMPOBOXIAIOT HU3IIME CJION; TaKMe KakK Mpe3peHue,
TPYCOCTb, 3I0CTb, JUKUBOCTH U TSATa K BOPOBCTBY ».
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EBFEHMW KOHOPATbHEB?

BCEPOCCUMNCKAS HAYYHAS
KOHOEPEHUMA «2CTETUKA
M TEPMEHEBTUKA»?

11 mexabps 2020 roma Ha dunocopckom dakynbprete MI'Y
umenu M. B. JlIomoHOCOBa B IMCTaHIIMOHHOM (opmaTe Mmpo-
nuia Bcepoccuiickast HayyHas KoOHMepeHIus «3Icmemuka
u 2epmeHesmuka», KOTopas 6pu1a rnmpuypoueHa K 60-1eTuio co-
3gaHust Kadeapsl 3CTETUKM. B TuieHapHOM 3acemaHuu U B pa-
60Te OBYX CEKIMiT MIPUHSIO ydacTue 6osmee 50 mcciemoBaTe-
Jeit.

OTKpbUT KOH(GEPEHIINIO MPUBETCTBEHHBIM CJIOBOM MCITOJ-
HSIOMIMIA 00SI3aHHOCTU AekaHa dumocodckoro daxyabrera
MI'Y moueHnt A. Il. Ko3sipes. OH MOAYEPKHYN Ba’KHOCTb Ka-
denpbl acTeTMKM B CTpyKType dumocodckoro daxyabrera
M yKa3aJl Ha acIeKThl 3HAUEHMST 3CTeTUKM Kak (pumocodcKoii
OUCLIUTIIVHBI, CIeIa] UCTOPUYECKMIT 0630p TpaguLusIii sCcTe-
TUYECKOTO 00pa30BaHMSI M HAIIPaBJIEHUI 3CTETUYECKUX MWC-
CJIeOBaHMIA, CIOKUBIINXCSI B MOCKOBCKOM YHUBEPCUTETE.

B xofe rieHapHOro 3aceJaHus VCIIOTHSIONMII 06s13aHHO-
CTU 3aBemdymomiero Kadenpoi screturu duiocodckoro da-

! Kondpamees, Egzenuti — 1.0. 3aBeyoiiero kadenpoit acretnku ¢puaocod-
ckoro daxynbreta MI'Y umenu M. B. JIoMOHOCOBa, 3aMeCTUTENb [IABHOTO
penakropa AU.

2 KoudepeHuus mMpoBOAMIACh B PaAMKax AeATeTbHOCTU MexXIuCIuIIMHap-
HOJi Hay4HO-06pa3oBaTenbHOI 1Koabl MI'Y umenu M. B. JlomoHocoBa «Co-
XpaHeHue Mupo6020 KyasmypHO-UCmopuueckozo Hacieous».
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Kyabreta MI'Y moueHT E. A. KoHdpamees B IoKIaze «3CTeTUKa
U repMeHeBTUUYEeCKMe MCCIedOBaHNUs B KOHTEKCTE COBpEMeEeH-
HOVi (pmmocodum» OTMETUI, UYTO COBpeMeHHasl 3CTeTuuecKast
repMeHeBTHMKA TMO3BOJISIET IIPEOAOJIETh IIPOTUBOPEUNE MEKIY
UCTOJIKOBAHMEM M 3CTETUYECKMM OMBITOM, CTaBUT BOIIPOC
0 TOM, UTO TpebyeTcsl KIacCMYEeCKOMY M COBPEMEHHOMY MC-
KYCCTBY JIJIsI TOT'O, YTOOBI BCTYITUTh B IMAJIOT CO 3pUTEJIEM.

3aBemgyoomnit Kadeapoit MUCTOpUM PyccKoit ¢umocodumn
dunocodckoro daxyabrera MIY mpodeccop M. A. Macauu
B coobmennn «Kadenpa scrteTukyu Kak Mosi cyabba» ykasai,
yTO Kadeapy scTeTHKM BCErma oTamyanaa cBo6oma TBOPUECKOTO
MOMCKa, CTpeMJIeHMe K IIPeOfoJIeHMI0 BHEIIHMX O0O6CTOosI-
TeJbCTB, KOTOpPbIE TaK WIM MHAYe MOTYT MPEMSITCTBOBATh Ha-
YUYHBIM MccTenoBaHusIM. Takske OH 0OpaTw/ BHUMMAaHME, UTO
dbumocodms U scTeTUKA BCETAA NO/IKHBI OMMUPAThCS HAa HAIMO-
HaJIbHbIE TPATULIY 0OPA30BAHMS U KYIBTYPbI B LIEJIOM.

JlolleHT, 3aMeCcTUTeNb 3aBeyollero Kageapoil 3CTeTUKu
dunocodckoro dakynbrera MI'Y C.A. /I3ukesuu u mipodeccop
Kadenpel pumocobun u Kyapryposorum BTY wmmenu M.C.
llenkuHa mpyu Manom teatpe E.A. /I3ukesuu B gokaage «ICTe-
THUYecKkasl repMeHeBTHMKa: MMapagurMajibHas CeTb» OTMETWIIHN,
YTO KOHCTPYKTUBHBII TIOCTMOIEPHM3M, IPeaCcTaBIeHHbIN
aHIVIO-CAaKCOHCKOM MHTEJVIeKTYaJIbHOM Tpaauiiuei, B oTede-
CTBEHHOJ1 HayKe OCTaeTCs MajJOM3BECTHBIM sIBleHMeM. Mexmy
TeM, MUCC/IefOBaHMs B paMKaX CHUCTeMbl apaJurM KOHCTPYK-
TUBHOTO TTOCTMOJAEPHM3MA MMEIOT 6OJbliie MepCreKTUBbl U
3HAUMUTE/IbHBII HAy4YHbIN MOTEHLMaA. ABTOPBI B AOK/IaAe U3-
JIOKUIU TIPOEKT TMapaguUrMaabHOl CEeTU 3CTETUUECKOi repMme-
HEBTUKM B paMKax JOMMUHUPYIOLE/ B KOHCTPYKTUBHOM ITOCT-
MonepHu3Me ¢usiocobun mpoiiecca.

[7aBHBIN Hay4uHbBI COTPYAHUK [OCYygapCTBEHHOTO MHCTU-
TyTa UCKYCCTBO3HaHUS H. A. XpeHo6 B BBICTYyIIeHUN «TpaHC-
dbopMaiy MEXIUCHUTIMHAPHOTO MOAX0AAa B CBSI3M C HOBbIM
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BapMaHTOM B3aMMOZEICTBUSI MEXIYy 'yMaHUTapHbIMM HayKa-
MM Ha pybeske XX — XXI BB. 1 CcuUTyalMsl B 3CTEeTUKe» pac-
CKazaql O B3aMMOIENCTBUM OSCTETUKM, WCKYCCTBO3ZHAHMUS
M KyJIbTypojoruMu. ABTOpP o6paTu/ BHMMaHMe Ha TO, 4YTO
KYJIBTYPOJIOTMSI CIIOCOOCTBYET MHTErpaTMBHONM TeHOeHIUU
B HayKe, a 3aMMCTBOBaHMe MCKYCCTBO3HAHMEM IIpefCcTaBJie-
HUIA, CKIaAbIBAIOLIMXCS TIPU U3YUYEHUM KYJIbTYpPBbI, IT03BOJISET
BO3BpallaTh HAYKy 06 MCKYCCTBE K CBOEMY ITPEeIMETY.

PykoBomuTenb cekropa (uaocodckux mpobiaeM TBOpuUe-
crtBa MHctutyta dmnocobum PAH mpodeccopa H. M. Cmup-
Hoga B pHokiame <«MeTomoyoTusl SCTETMYECKOTO aHaam3a:
MMOCTHEKJIacCUYecKasi repMeHeBTMKa» 3aTPOHY/MA ITPOOIeMbl
KOTHUTUBHBIX OCHOBaHMII repMeHeBTMYECKOi MbIiM XX B.
Ha npumMepe Gmi0codCcKO-repMeHeBTUUECKUX M3bIcKaHmii 1.
Puképa. ABTOp IpUXOOUT K BBIBOAY, UTO IMpeAcTaBieHMe
0 TOM, UTO XOPOIIO M3JIOXKEHHbIV TEKCT IOITyCKaeT JUIIb Of-
HY «IIPaBUJIbHYI0» VMHTEPIIPeTalNio, He OTBeuaeT COBPEMEH-
HOMY YpOBHIO pa3Butusi (puiaocodckoil repmMeHeBTUKMU.
CMbIcT TIOmOGeH [BYIMKOMY SIHYCy, oOpaleHHOMY Kak
Ha CBOJ COOCTBEHHbBII MHUpP SI3bIKOBBIX 3HAuYeHMit, Tak
Y Ha )XM3HEeHHbBI MUD YesioBeKa.

Hoktop dwiocodbckux HayK, 3aBenylomiasi oTaeaoM bub-
moTeku-myses «[lom A. @. JloceBa» E. A. Taxo-I'odu B cBOEM
coobmenun «06 A. @. JloceBe, H. B. CamcoHoBe, dpaHITy3-
ckom ocretuke II. Jlajo wm JuTepaTypHOM KpUTHUKE
10. U. AiixenBanbae» onucaia aHaaus A. @. JloceBbIM Cyxkpe-
HUIT O Cyapbax «MMIIPeCCMOHM3Ma», «OOTMaTU3Ma» U «CO-
umonorum» B acreTndeckux Tpypax . Jlano m Beipasuia
MpeJIoNoXKeHUsI O BAUSHUM HAa PaHHUII JIOCEBCKUI CIIOCOO
dunocodcrBoBaHMS «MMMaHeHTHOro Metoma» 0. U. AjixeH-
BaJbAa. ABTOP TakKe BbIIABMHYJIA TUIIOTE3y O TeopeTuue-
CKOM mocpenHuyectBe Mexxay Humm H. B. CamcoHOBa, mpe-
TOJaBaBIIero 3CTeTUKY B MOCKOBCKOM YHUBEPCUTETE.
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[71aBHBIN HAy4HBIV COTPYAHUK CEKTOpa 3CTeTUKU MHCTU-
tyta dunocopun PAH H. b. MaHvkosckas B mokinage «Iloct-
peLienTUBHbIV repMeHeBTUUECKMIi MeTof, B 3CTeTuKe ¢paH-
ITy3CKOTO0 CMMBOJIM3Ma» IPeACTaBuaa aHalIu3 0COOEHHOCTEN
MOCTPELeNTUBHOTO TepMeHeBTMYeCKOro mMeToaa B (uIoco-
dbun uckyccrea II. Kropesns, mnpeacTaBisiioliero KaTojauye-
CKyl0 JIMHMI0O B 3CTeTMKe (paHIy3CKOrO CUMBOIU3MA,
1 Bo B3migaax JK. IlemagaHa — KpuTuKa oQUIIMAIBHOTO Ka-
TONULM3Ma, MHTEPIPETUPYIOLIEr0 MCKYCCTBO B MMCTUKO-
330TepUYECKOM KJTIove.

[Tpodeccop, 3aBenymwomias Kadbeapoit ryMaHUTAPHBIX HAYK
MI'AXU nmenn B. U. Cypuxosa T. IO. IInacmosa B BBICTYILIE-
HUuM «IIpobseMbl 3KCIO3ULNU KUBOTIMCHBIX TTPOU3BEIeHMIA
XX Beka. OMbIT 3KCIIO3UINIA KapTuH A. IlmacToBa» pacckasana
06 OCHOBHBIX Mpo6GIeMaM 3KCIO3UIUU UCKycCcTBA XX Beka
M aCleKkTaX COBPeMEeHHOV 3KCIO3ULIUMU, Cpeiy KOTOPBIX BaxK-
HOe 3HaueHMe UTPaeT KOHLENTYyalbHOCTb, COAePKaTebHOCTb,
pellleHMe WIM BU3yaIu3aluus ONpeaeTeHHbIX BOIIPOCOB UCTO-
pUM UCKYCCTBA.

HokTop dumnocodckmx HayK, mpodeccop Kadeapbl KyJabTy-
ponoruu, dwiocodunu KyabTypel U 3cretuku  CIIGIY
E. H. Ycmiozosea B pokinaze «DeHOMEH CTWIM3AlUMU B paKypce
repMeHeBTUKM» TIPeCTaBMIa 000CHOBaHME TOTO B3I/ISIA, UYTO
MCTOPUST MCKYCCTBA, OT PeHeccaHca 40 IMOCTMOJEpHA, BbIIBU-
raeT K CTWIM3aLMU CBOM TPEOOBAHUS M KPUTEPUM OLIEHKM.
ABTOp OTMeTW/a, YTO CTWIM3ALUMM MOCTMOAEpPHA He UMeIOT
MHTepIpeTalnuy, IOCKOIbKY PpEeLUIIMeHT CTAaHOBUTCS CO-
YYaCTHUKOM COOBITHMSI, B MpOILlecce KOTOPOro OH He CO3[aeT
" He AemndpyeT TeKCT, MOAJIeKalMii TPOUTEeHMIO, a TIPOU3-
BOAUT CaM KOHTEKCT MHTepTeKCTyaJbHOI WUIPbI, BOBJEKalo-
1Ieil B ce6s CTOTKHOBEHME KOMIOB.

HokTtop dumnocodckmx HayK, OOLEHT Kadeapbl KylIbTypo-
norum, ¢pumocoduu Kynbrypsl 1 sctetuku CII6I'Y A. E. Pade-
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€6 B CBOEM COOOIIEeHNM «3a HOBYIO 3CTETUKY, WJIM Ha3aJ K 3C-
TEeTUYECKOMY OITBITY» PaCCMOTpEe OCHOBHbIE (DOPMbI «HOBOIA
9CTETUKM» U PACKPBUT CBSI3b 3TUX (HOPM C aHAJTUTUKON cTe-
TUYECKOTO OIbITa. ABTOP MPEINPUHSIT MOIMbBITKY 0ObSICHEHUS
TOTO, UTO BHMMAaHMe K MPOIECCyaIbHOMY XapaKTepy 3CTeTH-
YECKOTO OIbITA OTKPHIBAET TIEPCIEKTUBBI IJIsI TEOpUU
M TIPAKTUKYU ICTETUKNA.

[MTocsie 06CyRIeHMS TOKIAL0B COCTOSIICSI CKPUITMYHBI OH-
JaiiH-KOHIEPT CTYHeHTKM Kadedpbl 3CTETUKM, BBITYCKHUIIbI
MOCKOBCKOJ KOHCepBAaTOPUM, COMMCTKM OpKecTpa MOCKOB-
CKOTO aKaJeMMYeCcKOr0 MY3bIKaJbHOIO TeaTpa WMeEHU
K. C. Cranucnasckoro u B. . Hemuposuua-JlaH4ueHKO, aype-
aTa MeXXIyHapOIHbIX KOHKYPCOB [anuHbl Ckobenesoli.

Hanee pabora KoHbepeHINN TPOSOIKUIACH B IBYX CEK-

UIX — «9cmemuka u npobiemsl UHmMepnpemayuu UcKyccmea»
u «[IpobieMbl U KOHMEKCMblL ICMemu4ecKoli 2epMeHesmuKu».
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EVGENY KONDRATYEV?

ALL-RUSSIAN SCIENTIFIC CONFERENCE
«AESTHETICS AND HERMENEUTICS»?

On December 11, 2020, the All-Russian Scientific
Conference «Aesthetics and Hermeneutics» was held at the
Faculty of Philosophy in a distant format, which was devoted
to the 60th anniversary of the Department of Aesthetics. More
than 50 researchers took part in the plenary session and in the
work of two sections.

The conference and the plenary session was opened with
a welcoming speech by Acting Dean of the Faculty
of Philosophy of Lomonosov Moscow State University,
Associate Professor A.P. Kozyrev. He emphasized the
importance of aesthetics as a philosophical discipline, spoke
about the traditions of aesthetic education and aesthetic
investigations at the University.

Acting Head of the Department of Aesthetics, (Faculty
of Philosophy, Lomonosov Moscow State University) Associate
Professor E.A. Kondratyev in his presentation «Aesthetics and
Hermeneutic Research in the Context of Contemporary
Philosophy» noted that aesthetic hermeneutics allows
to overcome the contradiction between interpretation and

! Kondratyev, Evgeny — acting Head of the Department of Aesthetics of the
Faculty of Philosophy of Lomonosov Moscow State University, AU deputy
Editor-in-Chief.

2The conference was held within the framework of the activities of the
Interdisciplinary Scientific and Educational School of the Lomonosov Moscow
State University «Preservation of the World Cultural and Historical Heritage»
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aesthetic experience, raises the question of what is required
for classical and contemporary art in order to enter into
a dialogue with the viewer.

Head of the Department of History of Russian Philosophy
(Faculty of Philosophy, Lomonosov Moscow State University)
Professor M.A. Maslin in his presentation «The Department
of Aesthetics as my Destiny» pointed out that the Department
of Aesthetics has always been distinguished by the freedom
of creative search, the desire to overcome obstacles of any
nature that could cross the way of scientific research. He also
fixed attention on the fact that philosophy and aesthetics
should always be based on national traditions of education
and culture in general.

Associate Professor of the Department of Aesthetics, vice-
head for scholarly affairs (Faculty of Philosophy, Lomonosov
Moscow State University) S.A. Dzikevich and Professor
of M.S. Schepkin High Theatre School at Maly Theatre
(Department of Philosophe and Culturology) E.A. Dzikevich
in their presentation «Aesthetic Hermeneutics: Paradigmatic
Net» noted that constructive postmodernism, represented
in the Anglo-Saxon intellectual tradition, in Russian literature
remains weak-discussed. Nevertheless within the framework
of the paradigm system of constructive postmodernism
building of conceptual net concerning aesthetic hermeneutics
is very perspective, first of all on the base of process
philosophy.

Chief Researcher of the State Institute of Art
History N.A. Khrenov in his paper «Transformations of the
Interdisciplinary Approach in Connection with a New Variant
of Interaction between the Humanities at the Turn of the 20th
— 21th c. and the Situation in Aesthetics» spoke about the
interaction of aesthetics, art history and cultural studies. The
author drew attention to the fact that culturology contributes
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to an integrative trend in science, and the borrowing by art
history of the ideas that emerge in the study of culture, allows
the science of art to return to its subject.

Head of the Sector of Philosophical Problems of Creativity
(Institute of Philosophy, Russian Academy of Sciences)
Professor N.M. Smirnova in her paper «Methodology
of Aesthetic Analysis: Post-non-classical Hermeneutics» spoke
about the cognitive foundations of hermeneutic thought
of the 20th c. on the example of P. Ricoeur’s philosophical and
hermeneutic research. The author comes to the conclusion
that the idea that a well-presented text admits only one
«correct» interpretation does not correspond to the
contemporary level of development of philosophical
hermeneutics. Meaning is like a two-faced Janus, facing both
his own world of linguistic meanings and the human life
world.

Doctor of Philology E.A. Taho-Godi («A.F. Losev’s
House» — Memorial Library and Museum) in the presentation
«On A.F. Losev, N.V. Samsonov, a French aesthetician Ch. Lalo
and a literary critic Yu. I. Eichenwald ” delivered her analysis
of the AJF. Losev’s judgments about the fate
of «impressionism», «dogmatism» and «sociology» in the
aesthetic works by Ch. Lalo and the possible influence of the
«immanent method» of Yu. I. Eichenwald on the early Losev’s
method of philosophizing. The author put forward
a hypothesis about theoretical intermediation between these
two sources in Losev’s mind that could be executed
by N.V. Samsonov, who taught aesthetics at Moscow
University.

Doctor of Philosophy, Chief Researcher of the Sector
of Aesthetics (Institute of Philosophy, Russian Academy
of Sciences) N.B. Mankovskaya in her presentation «Post-
receptive Hermeneutic Method in the Aesthetics of French
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Symbolism» exposed the features of the post-receptive
hermeneutic method in the philosophy of art of P. Claudel,
representing the Catholic line in the aesthetics of French
symbolism, and in the philosophy of art of J. Peladana, a critic
of official Catholicism, who interpreted art in a mystical-
esoteric manner.

Professor, Head of The Department of Humanities
(V.I. Surikov Moscow State Academic Art Institute) T.
Yu. Plastova in her presentation «Problems of the Exhibition
of Paintings of the 20th c. Experience of Expositions
of Paintings by A. Plastov» discussed the main problems
of public exhibiting 20th century art and aspects
of contemporary expositional practices in general, among
which conceptual development, proposition of various
meanings including those in art history, and adequate visual
solutions for all these purposes play important role.

Professor of the Department of Culturology, Philosophy
of Culture and Aesthetics (St. Petersburg State University)
E.N. Ustyugova in her presentation «The Phenomenon
of Stylization from the Perspective of Hermeneutics»
drounded the view according to which all periods of art
history, from the Renaissance to postmodernism, have put
forward their own requirements and evaluation criteria for
stylization. The author noted that the stylizations
of postmodernity have no interpretation, since the recipient
becomes a co-participant in the event, during which he does
not create or decrypt the text, but produces the very context
of the intertextual game based on the collision of codes.

Associate Professor of the Department of Culturology,
Philosophy of Culture and Aesthetics (St. Petersburg State
University) A.E. Radeev in his presentation «For a new
aesthetics, or back to aesthetic experience» considered the
main forms of «new aesthetics» and revealed the connection
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of these forms with the analysis of aesthetic experience. The
author explained that attention to the procedural nature
of aesthetic experience opens up perspectives for the theory
and practice of aesthetics.

After the discussion of the presentations, an online violin
concert was held by the laureate of international competitions
Galina Skobeleva, a student of the Department of Aesthetics,
a graduate of the Moscow Conservatory, a soloist of the
orchestra of the K.S. Stanislavsky and V.I. Nemirovich-
Danchenko Moscow Academic Music Theatre.

Further, the work of the conference continued in two

sections — «Aesthetics and Problems of Art Interpretation» and
«Problems and Contexts of Aesthetic Hermeneutics».
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CEPTEV O3MKEBMY!

JIOMOHOCOB PYJINT

TIPE3EHTAIIUA XYIOXKECTBEHHOM KOJUIEKLIUU -
JIOCOPCKOI'O PAKYVJIBTETA B PAMKAX PABOTbBI HAYY-
HO-OBPA30BATEJIbHOH IIKOJIBI MT'Y « COXPAHEHUE
MHUPOBOI'O KYJIBTYPHOI'O HACJIEIVA»

18 mions 2021 roga B pamMKax [esiTeTbHOCTM HAayuyHO-00-
paszoBatenbHOM 1mKoabl MI'Y mmenu M. B. JlomoHocoBa «Co-
XpaHeHMe MUPOBOIO KyJbTYPHOIO Hacjlenusi» COCTOSIach
Tpe3eHTalMs XydoXXeCTBeHHON Kosuiekuuu ranepeu Cogito
dunocodckoro daxkynprera YHUBepcuTeTa. Llesnb npeseHTa-
LM — BKJIOYEHME B COCTAB MOMJIeXallero HaydyHOMY OIuca-
HUI0O U ouydpoBke o6I1ero GoHAA KyJAbTYPHOIO Hacaemust
(«3onortoro ¢goHma») MOCKOBCKOT'O YHUBEpPCUTETA.

OmHO m3 HampaBjaeHuii paboThl HEJABHO CO3HAHHOI
[[Ikosibl, KOMILJIEKCHO M3y4arwlleit MmpobiieMaTuKy coxpaHe-
HMSI MMPOBOTO KYJIbTYPHOI'O HacjaeOusi, HOCUT KOHLENTYyaslb-
HO TOYHOe Ha3BaHMe «VI3yyeHue M OINMCAHME XYA0KeCTBEH-
HBbIX KOJUIeKIMIA MOCKOBCKOTO YHUBEpPCUTETA — «30JI0TOTO
dbonpga MI'V»). B 3amaum 3TOro HampaB/JI€HUSI BXOOUT CUCTE-
MaTu3alus apredakToB M NMpeaMeTOB, BXOISIIUX B CIOXKUB-
mmecs: KO/UIeKUuu, u3ydyeHue uctTopum GbopMUPOBaAHUST KOJI-
JIEKIMI BO B3aMMOCBSI3M C MCTOPMUEN CTpaHbl U MOCKOBCKOTO
YHUBEpPCUTETa, KOMIUIEKCHAsl 3KCIIepTHas OLleHKa KOJIJIeK-
UM, UX XyI0XeCTBEHHOM 1 Hay4YHOJ IIeHHOCTM, pa3paboTka
COBMeCTHO C delepaJbHbIMU U MOCKOBCKMMM CTPYKTypaMu

! 3uxesuu, Cepezeli — rmaBHbI1 pegakrop AU, KypaTtop apt-ranepen Cogito
dunocodcekoro dakyapTeTa, WieH HAyYHO-06pa30BaTeIbHOI KO/ «Coxpa-
HeHe MUPOBOTO KyAbTypHOTO Hacnenysi» MI'Y umenu M. B. JlomoHocoBa.
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KOHLIeNIMM 3KCIIOHUPOBAHMS KOJUIeKLuii. Pe3ynbraTom 3TOM
paboThl MBICIMTCS TTOATOTOBKA KaTajaora U co3gaHue mudpo-
BOTO My3esl KOJIJIeK1Mit MOCKOBCKOT'O YHUBEPCUTETA.

XynoskecTBeHHas ranepest Cogito, CO30aHHAas MO pelieHUI0
VYueHoro coBeta ¢uimocodckoro daxyabrera MIY uMeHn
M. B. JlomoHocoBa B 2016 romy u MMeromas CTaTyC Hay4YHO-
06pa3oBaTeIbHOIO LIEHTPa B paMKax (aKy/abTeTa, M3HaAuasIb-
HO OblJIa TIpM3BaHa BBIMIOMHSATh (QYHKIMM, COOTBETCTBYIOLINE
HbIHEIIHUM 3aJauvaM 3Toro HarpasieHus llIkosnsi. B ITonoske-
HUM O co3maHuu HayuHO-06pa3oBaTenbHOro IeHTpa «Xymo-
skecTBeHHas rasiepess Cogito» roBOpUTCS: «OCHOBHOJ II/IbIO
HOII sBnsieTcs co3maHue KOJJIEKLIMOHHONM 6a3bl apTedakToB
M 3KCIO3UIIMOHHON WMHQPACTPYKTypbl AJISI BCEX OCHOBHBIX
 GaKyJabTaTMBHBIX 3aHSITUII B paMKaX (aKyJIbTeTCKUX
M MeX(aKyJbTeTCKMX KypCOB, Ife oOydJalouiuecss AOIKHBI
MMeTb AeN0 C uaeHTuUdMKaumei, aTpubylneit, ommcaHueM,
MHTepIIpeTalyeii, TeopeTudecKuM MCCaeloBaHMEM U KOp-
PEKTHOJ, HaydyHO OOOCHOBAHHOI 3KCIO3MIIMeN Ipou3Bee-
HUI1 UCKYCCTBa».

3a mAThb JIeT OesSTEeNbHOCTM XyIOKEeCTBEHHON rajiepemn
Cogito ocHOBHas Koyutekuust pumocodckoro dakynbrera MI'Y,
TIOTOJTHSIeMAas UCKTIOUMTENIbHO 3a CYeT JapeHuii Xyg0KHUKOB,
CTaja BechbMa IpeaCTaBUTEIbHBIM COOpaHMeM IIPOU3BeIeHMit
COBPEMEHHOIr0 MCKYCCTBa CaMbIX Pa3JIMUHBIX HampaBeHU,
CO3JaHHbBIX XYOOXKHUKAMM HECKOIbKMX cTpaH. Cpeay HUX ecThb
MacTepa, YbM pabOThI IPEACTaBIeHbl B CAMbIX IIpeICTaBU-
TeJIbHBIX TOCYIapCTBEHHbBIX, MYHUIIUITAIbHBIX Y YACTHBIX KO-
JIeKIMSIX. Bce XymOKHUKU-TapUTEIN TaJlepey ITOCTOSIHHO BbI-
CTaBJSIOTCS B M3BECTHBIX apT-MHCTUTYHUSIX Poccum m mupa,
MIpeACTaB/isisi CBOMM TBOPUYECTBOM HEOTHEMJIEMYIO YaCTh CO-
BpPeMeHHOTO Xy/I0XeCTBEHHOT0 Mpoliecca.

Tanepest Cogito ropaUTCS MPUCYTCTBUEM B CBO€ KOJJIEK-
LMY U MMeeT YeCTb HAcCTOsSINEeil BbICTABKON MpeacTaBUTb
B paMKax paboThl Hay4yHO-0OGpa30BaTeNbHON MIKOIbI MIY
«CoxpaHeHye MUPOBOTO KyJIbTypPHOTO Hacaeousi» Mpou3Bene-
HUS TakKux MacrepoB, Kak Kmnapa TomuupiHa, Minabs Komos,
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Buxkrop Crepcuc (CIIA), Bnagumup KosuH, Butanmit Koma-
yeB, Exkartepmna Cucdonrec (IllBermust), Mapusi KanambpikoBa
n Makcum Ilponenko, Hapexxna I'pyauna, Opuit MapymikuH,
Ovutpuin InotHukos, Mapus TymanoBa, EneHna BeuepuHa,
Omutpuit [landyenko, Imutpuit Jlsmenko, JleB IlaHueHKO,
Buxkrop Kpeiimep (M3pawuns), EBrenuit Kprwoukos, Apkamuit
JInbepman (M3pamnnb), bopuc Bunkos, Vpuna 3aiiiieBa, nbs
l'opsieB, Kupnnn Himupr, Jenyc IbsiHOB, EkaTepyuHa [ImyxkHM-
KoBa, Anbbept l'oryanse, Baxraur CrtapukoB, AHnpeit KopTo-
BUU.

dunocodcekumit pakynbrer MI'Y u ranepest Cogito Bbipaxka-
0T MCKPEHHIOK HaJexIy, 4TO INPOU3BeNeHMUsI 3TUX 3aMeuva-
TeTbHBIX XyOOKHMKOB 3aliMyT JOCTOIHOE MeCTO B 00IeM
donpge xynoskecTBeHHbIX KoyuteKiuiit MI'Y umenn M. B. Jlomo-
HOCOBA. YHUMBEPCUTETCKUE XYOOKeCTBEHHbIE KO/UIEKUUU —
IpeKpacHasl CTapuHHAas TpaguLMs, U Mbl UICKPDEHHE YBEPEHHI,
YTO [esTelbHOCTb BHOBb CO34aHHOM IIIKO/bI, MOCBSLIEeHHON
npo6ieMaTUKe COXpaHEHUS MMUPOBOTO KyJIbTYPHOTO Hacje-
IVsl, 0ACT HOBBIM MMITYJIbC KM3HU KOJUIeKUUA MOCKOBCKOTO
YHUBEPCUTETA, Cle/IaB X, B TOM Uucjie B ouUMdPOBAaHHOM BU-
Ie, JOCTYITHBIMM CaMOJi IIMPOKOI My6mKe.
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XVIOKECTBEHHOH
KOJLIEKIIHHU

XyagoxXxecTBeHHan
ranempwea=sn

ITocmep npezenmauuu / The poster of the presentation
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SERGEY DZIKEVICH!

LOMONOSOV RULES

PRESENTATION OF FACULTY OF PHILOSOPHY’S ART
COLLECTION IN THE FRAMEWORK OF THE
LOMONOSOV MSU SCIENTIFIC AND EDUCATIONAL
SCHOOL «PRESERVATION OF THE WORLD CULTURAL
HERITAGE»

On June 18, 2021, as part of the activities of the scientific
and educational school of Lomonosov Moscow State
University «Preservation the World Cultural Heritage»,
a presentation of the art collection of the Cogito gallery of the
Faculty of Philosophy of the University took place. The
purpose of the presentation is to include in the common fund
of cultural heritage («The Golden Fund») of Moscow
University, which is to be the subject-matter of scientific
description and digitization.

One of the directions of work of the recently created
School, which comprehensively studies the problems
of preserving the world cultural heritage, has a conceptually
accurate name «Study and description of art collections
of Moscow University — «The Golden Fund of Lomonosov
Moscow State University»). The tasks of this direction include
the systematization of artifacts and objects included in the
existing collections, the study of the history of the formation
of collections in conjunction with the history of the country
and Moscow University, a comprehensive expert assessment

! Dzikevich, Sergey is AU editor-in-chief of AU, curator of the Cogito art
gallery of Faculty of Philosophy, a member of the scientific and educational
school «Preservation of the World Cultural Heritage» at Lomonosov Moscow
State University.
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of collections, their artistic and scientific value, the
development of a concept for exhibiting collections together
with federal and Moscow structures. The result of this work is
the preparation of a catalog and the creation of a digital
museum of the collections of Moscow University.

The Cogito art gallery, created by the decision of the
Academic Council of the Faculty of Philosophy at Lomonosov
Moscow State University in 2016 and has the status
of a scientific educational center within the faculty, was
originally intended to perform functions corresponding to the
current tasks of this direction of the School. The Regulation
on the creation of the Scientific and Educational Center «The
Cogito Art Gallery» states: «The main purpose of the Center is
to create a collection base of artifacts and exhibition
infrastructure for all basic and optional classes within faculty
and interfaculty courses, where students must deal with
identification, attribution, description, interpretation,
theoretical research and correct, scientifically grounded
exhibition of works of art.»

Over the five years of the Cogito art gallery’s activity, the
main collection of the Faculty of Philosophy at Moscow State
University, replenished exclusively through donations from
artists, has become a very representative collection works
of contemporary art of various trends, created by artists from
several countries. Among them there are masters whose works
are presented in the most representative state, municipal and
private collections. All of the gallery’s donor artists are
constantly exhibited in well-known art institutions in Russia
and the world, presenting with their work an integral part
of the modern artistic process.

The Cogito gallery is proud to present within its collection
in the framework of Lomonosov Moscow State University’s
scientific and educational school «Preservation of the World
Cultural Heritage» art creations of such masters as Klara
Golitsyna, Ilya Komov, Victor Skersis (USA), Vladimir Kozin,
Vitaly Kopachev, Ekaterina Sisfontes (Sweden), Maria
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Kalmykova and Maxim Protsenko, Nadezhda Grunina, Yuri
Marushkin, Dmitry Plotnikov, Maria Tumanova, Elena
Vecherina, Dmitry Panchenko, Dmitry Lyashenko, Lev
Panchenko, Victor Kreymer (Israel), Evgeny Kryuchkov,
Arkady Lieberman (Israel), Boris Vilkov, Irina Zaitseva, Ilya
Goryaev, Kirill Schmidt, Denis Pyanov, Ekaterina Pluzhnikova,
Albert Goguadze, Vakhtang Starikov, Andrey Kortovich.

Faculty of Philosophy at Moscow State University and the
Cogito gallery express their sincere hope that the works
of these remarkable artists will take a worthy place in the
common fund of art collections of the Lomonosov Moscow
State University. University art collections are a wonderful old
tradition, and we are sincerely confident that the activities
of the newly created School dedicated to the preservation
of the world cultural heritage will give a new impetus to the
life of the collections of Lomonosov Moscow State University,
making them, including the digital form, available to the
widest public.
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OM3K X

MOCKOBCKW I'OCYIAPCTBEHHBIM YHUBEPCUTET

VIMEHU M.B.JIOMOHOCOBA

dunocodckuii hakymbTeT

Kadenpa scretnxu

X OBCSIHHUKOBCKASI MEXXKITYHAPOJHAS OCTETUYECKAS
KOH®EPEHLIUA

(OM3K X)

22 — 23.11.2021

DCTETUYECKUE UCCJIEJOBAHUS IOCTCOBPEMEHHBIX CO-
OUO-KVJIBTYPHBIX ITPOIIECCOB: ITPOBJIEMbI 1 ITTAPAIUT -
MbI

ITo3gHeimmit mepuop, HOBeJIlIe UCTOPUM OXapaKTepu30Bascs Mpo-
1eccamy, 06HaPY>KMBAOLIMMM TTPU3HAKU TEX COLMO-KYIbTYPHbIX
TpaHchopManuii, KOTOpbIe OTYUMUIN B UCTOPUUECKOI Knaccuduka-
MM crenyuyeckoe Ha3BaHUE «nepexooHas anoxa». icropus eBpo-
TeJiCKOI Ky/IbTypbl IOPOANIIA ABE KPYITHBIX ITePEeXOAHBIX STI0XM,

Ha OCHOBAHUM KOTOPBIX ¥ CHOPMUPOBAIOCH ITO TIOHSITHUE: TIEPEXO]T
oT AHTUYHOCTHU K CpeHeBeKOBbIO 1 0T CpelHeBeKOBbsI K HoBoMy
BpeMeHMU. AJIbTEPHATUBHbIE POPMbL HUSHU VI POPMBL MbIULTIEHUS]
(TepMuH H. Xefi3MHTY), BOSHUKAIOLIME CUHXPOHHO VI NAPAJINENLHO
JIe3MHTerpanuy NpeXXHUX — BOT YTO COCTABJISIET OCHOBY KYJIbTYp-
HOJi IMHaMMKJ TPaH3UTUBHBIX 3110X. TO, UTO MOIY4YMUIIO IPeJBapu-
TeJIbHOe HaMEHOBAaHME «COCTOsIHME TTOCTMOonepHa» (TepmuH . JIn-
oTapa), a 3aTeM ¥ HeKOTOpble YTOUHUTeNbHbIe XPOHOIOTYecKue
KOHIIENTYyaTbHbIe 0603HAUEHNSI, 0GHAPYKMBAET TEHIEHIVY BbI-
JIUTHCS B ITOMTHOGOPMATHYIO ITePEXOAHYIO 3TOXY, aHATIOTUYHYIO

10 ITy6MHe POIeCCOB Ha3BaHHBIM IMPeNLIeCTBYIOUIMM ABYM. Eciin
9TO OKaKeTCS CIIpaBedIMBbIM, TO Mbl HAXOIMMCSI B CAMOM Havase
9TUX TPAH3UTUBHBIX ITPOLIECCOB, & HE B MX 3aBepuIaoIIMX (aszax,
Kak 3TO MpeAIoaaraiyu aBTOpbl HEKOTOPBIX U3 YKa3aHHBIX YTOUHSIIO-
LIMX MapKUpywIIuX KoHIenToB. Opranusaropsl OM3K X npenara-
0T B3IVISIHYTh Ha 3CTETUYECKME SIBIeHMS TeKylell TPaH3UTUBHOM
STOXY C TOUKY 3PEHMS OOLIEUCTOPUIECKOI CUCTEMBI KOOPAVHAT.
Hacrosimast KoHbepeH1MsI, Kak ITPeATionaraeTcsi, O6CyIUT 3asiBlIeH-
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HYI0 3CTETUYECKYIO MPO6IeMaTUKY TPAH3UTUBHBIX COLIMO-KYIbTYP-
HBIX [TPOIIECCOB B paMKax CIeAyI0IINX TeMaTUUeCKUX pa3ienoB:

— CTaHOB/IeHME HOBBIX (DOPM 3CTETUUECKOI TeSITeTbHOCTHA.

— CraHOBJIeHMe HOBBIX ()OPM 3CTETUYECKOTO MBILIUIEHMS.

— JMCIIO3ULIMOHHbIE XapaKTePUCTUKM ITOCTCOBPEMEHHOTO CYObEKTA
3CTETUYECKOTO BOCTIPUSITHSI.

— I'mokanu3saius MOCTCOBpPeMEeHHO Cpelibl UeJI0Beueckoro Cylie-
CTBOBaHUSI.

— ITocTcoBpemMeHHbIe Meiya 3CTETUYECKOM KOMMYHMKALUMN.

MpsI npocuM Bac mpuciaTh CBOIO CTaThIO C ITOJHBIM MMEHeM, yKa3a-
HueM Bareit akaeMuyeckoii win Apyroi mpoduabHoi mpodeccuo-
HaTbHO MO3UIIMHU, TEMbI COOOIIIEHMSI, AGCTPAKTOM, K/TIOUE€BbIMU
CJI0BaMM, CChIIKAMM I10C/IE OCHOBHOTO TekcTa, Book Antiqua, 12, uH-
TepBas 1. Banl TekCT Ha PyCCKOM $I3bIKe JO/DKEH MMETh IOHBIN 1e-
PeBoOJ, Ha aHIJIMICKMIA SI3bIK C TeMM ke mapameTpamu. O61yit 06b-
eM obeux Bepcuit — He 6osee 15 cTpaHuil.

IMoskanyiicta, mepen MMeHEM BCTaBbTE Uepe3 KONMMPOBaHNE HOMED

U TeMY CeKI[MOHHOW AVICKYCCUU.

Kpaiiauit cpok BeICBUIKM — 1 ceHTSI6ps 2021 T.

B remaTnueckoii crpoke nucbma yraxkute «OM3IK X».

Ms1 gagum Bam orBet A0 1 okTa6ps 2021 r.

C6opHuK cTaTeit OMIK X 6ymeT ormy6/IMKOBaH 10 Havasaa KoHpe-
peHLMM B BUJe CIIeLaJbHOTO BBIITYCKa XKypHaJsia Aesthetica
Universalis (Bceo61iast 3cTeTHKa).

TpuchinaiiTe CBOM CTAaThby U 3a/iaBaiiTe J06bIe BOIIPOCHI, CBSI3aHHbIE
¢ HamepeHueM yuyactBoBaTbh B OM3K X o agpecy Oprkomurera
aesthesis@philos.msu.ru
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OIAC X

LOMONOSOV MOSCOW STATE UNIVERSITY

Faculty of Philosophy

Department of Aesthetics

X OVSIANNIKOV INTERNATIONAL AESTHETIC CONFERENCE
(OIAC X)

22 — 23.11.2021

AESTHETIC STUDIES OF POST-MODERN SOCIO-CULTURAL
PROCESSES:

PROBLEMS AND PARADIGMS

The later period of modern history was characterized with processes
that reveal signs of those socio-cultural transformations that have
received the specific name «transitional era» in the historical
classification. The history of European culture gave rise to two major
transitional eras, on the basis of which this concept was formed: the
transition from Antiquity to the Middle Ages and from the Middle
Ages to the New Time. Alternative forms of life and forms of thinking
(the terms of J.Huizinga), arising synchronously and parallelly to the
disintegration of the previous ones — this is what constitutes the
basis of the cultural dynamics of transitive eras. What was
tentatively named «the postmodern state» (the term of F.Lyotard),
and then some clarifying chronological conceptual designations,
reveals a tendency to spill over into a full-format transitional era,
similar in depth to the processes mentioned in the previous two. If
this turns out to be true, then we are at the very beginning of these
transitive processes, not in their final phases, as the authors of some
of the specified specifying marking concepts assumed. The
organizers of OIAC X offer to look at the aesthetic phenomena of the
current transitive era from the point of view of the general historical
coordinate system. This conference is supposed to discuss the stated
aesthetic problems of transitive socio-cultural processes within the
following thematic sections:

— Becoming of new forms of aesthetic activity.

— Becoming of new forms of aesthetic thinking.

— Dispositional features of the postmodern subject of aesthetic
perception.
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— Glocalization of the postmodern human environment.

— Post-modern media of aesthetic communication.

We kindly ask you to send us your paper with your full name, the
name of your academic position, the title of your presentation,
abstract, key words, references after the main text, Book Antiqua, 12,
interval 1. Your English text must have full Russian translation with
the same parameters. The total volume of the two versions must be
no more than 15 pages.

Please, before the name paste the number and the theme of the
panel discussion you have chosen.

The deadline is September, 1, 2021.

Mark the theme of your letter «OIAC X».

We’ll answer on acceptation to October, 1, 2021.

The book of OIAC X proceedings will be published as the special
issue of Aesthetica Universalis theoretical quarterly until November,
22, 2021.

Don’t hesitate to write me to ask your questions on all aspects

of your participation and send your papers to the address of the
Organizing Committee aesthesis@philos.msu.ru

Aesthetica Universalis



ICA 2022

BELO HORIZONTE

The 22nd International Congress of Aesthetics
(ICA 2022)

24th — 29th July
BELO HORIZONTE. UFMG. Pampulha Campus.

ABSTRACT SUBMISSION
September 15th, 2021 (due)

EARLY BIRD
Januar y 15th, 2022

PAPER SUBMISSION
May 30th, 2022 (due)

REGISTRATION
April 30th, 2022

ON-SITE REGISTRATION
25th -29th Ju ly,2022

THE SITE
http://ica2022.abrestetica.org.br/

E-MAIL
org.br@ica22 brasil
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