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Tunonozuueckasn cxoxcecmsp aumypeua u meampa

Cneyuguka npazonuunozo epemenu. Bpems Kynoma u epems meampa: 3a npeoeiamu
0bblOeHHoCmU

I"anc I'eopr 'agamep oOpatui Halle BHUMaHKUE Ha POJCTBEHHOCTh TeaTpa U
PEeNUruo3Horo KynsTa. Y TOT 1 Apyroi mpa3IHUYHBL, TOCKOJIBKY «IIPA3IHUKY MIPHUCYILE
COOCTBEHHOE BpPEM$L,» MOCKOJIBbKY OH, II0 CBOEMY CYIIECTBY «E€CTh TO, UTO
BO3Bpalaercs.» Bpems mpas3aHuka HETMOABUKHO C OHOM CTOPOHBI, CTOUT 32 paMKaMHU
OOBIZICHHOCTH C JIpyroil. YenoBek NpUKOBaH K KOHBEEPY €KEeIHEBHBIX 00I3aHHOCTEH.
[Tpa3nHuYHOE *Ke BpeMsl KaK peIMrMO3HOr0 OOrOCiy>KEeHUs, TaK ¥ TeaTpa, BHIBOJIUT U3
obbiieHHOCTH. «IloHATHO, - mueT ["anamep, - 4TO 3Ta CAMOMCIIONTHEHHOCTh MIHOBEHHMS
Haun0oJiee U3HAYaAJIbHO U BBIYKJIO MPOSBISIET ce0s MMEHHO B KyJbTe. SBmsttomuiicss bor
ecTb a0COJIFOTHOE IPUCYTCTBUE, B KOTOPOM BOCIIOMUHAHME COBIAAET C HACTOSAIIMM B
€IMHCTBE MIHOBEHUs.» DTO 0COOEHHO SIBCTBEHHO B [Ipuyactuu, KoTopoe 3aHUMAeT
LIEHTPAIBHOE MECTO B XPHCTHAHCKOM KylbTe.! B POCCHE 3Ty MBIC/Ib B IIO3THUECKOI
¢dopme Bbipazun Ocun ManaenbiiTam:

«borocnyxenust moparcecmsennuiil 3eHum,

CBeT B KpyTJI0i XpaMHHe MO/ KyIOJIOM B HIOJIE,
UTo0 MONHOM TPYIBIO MBI 6He 8peMeHU B3IOXHYIIN
O nmyroBuHe TOH, 20e 8pems ne bedrcum.

Y EBXapuCTHS KaK 8euHblll NON0eHb OIUMCS.»"

Teatp TOXe co3aeT cOOCTBEHHOE BPeMsI U IPOCTPAHCTBO, CBOU «XPOHOTOID)
roBopsi cnoBamu baxtuna. Kak u B 60orociayxeHuu, B TeaTpe 0ObIICHHOE MPOCTPAHCTBO U
BpEMS TPAHCUEHAUPYIOTCS: BMECTE C aKT€PaMH MBI, 3pUTENH, IEPEHOCUMCS TNOO B
Benenuto [loxeit, mu6o B Jlarckoe koposneBcTBo mpu ['amnere, Anrnuro ['enpuxa
[IsToro, yeznusiii ropox Hukomnaesckoit Poccun, kyna 3aesxaer Xnecrakos. Uas B
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Jlureparypuoe ConpyxectBo, New York: Inter-Language Literary Associates, 1967, 1, 85.




TeaTp, 3pUTellb BCEra MonajaeT B KaKOH-TO ONpeieleHHbI XPOHOTOI, BCeraa
NEPCOHAIMCTCKUM, TOCKOJIBKY OH OKpalleH BpeMeHeM reposi: Ha J[aTckyro mouBy, Ha
KOTOPOH cxoauT ¢ yma ['amiiet, Bo 1Boper] B duBax, rje OTKpbIBAOTCA I1a3a DAuIa, UiH
B CkH(CKyIO MYCTBIHIO Y CKalbl, K KOTOpO# npukoBaH [Ipomerteit u kaxkple CTO JeT
NpUIeTaeT KOPIIYH.

Dnopenckuii o Kyivme u Kyivmype

MBICb 0 POJICTBEHHOCTH KYJIbTa U T€aTpa NPUMEHHUTEIBHO HE K TeaTpy JIUIb, a
KO Bcell KyJbType, pa3BuBai o. [laBen dnopenckuii. «KynbTypa, Kak mokaspiBaeT U
3TUMOJIOTHUs ciioBa cultura ot cultus, s;ApOM CBOUM M KOPHEM MMEET KYJIbT, — IUcCall
®nopenckuii. Cultura kak npuyactue OyaylIero BpeMeHH, Mo Jo00HO hatura yka3blBaeT Ha
HeuTo pa3BuBatoeecs.» « Camblil KyJIbT — cultus oT colere — Bpamars — ecThb
KPYTOBOpPOT, XOPOBO/I, 0OpallieHle BOKPYT CBATON pealbHOCTH, BOKPYT CBATHIHI». Tak
410, «Natura — To, 4TO pOXkKAaeTcs MPUCHO, cultura — YTo OT KyJIbTa MPUCHO
OTIIEMIIAETCS, - KaK Obl IPOPACTAHMS KyIIbTa; HOOETH ero, GOKOBEIE CTEBIIH €ro...»°
KynbT 1 KynbTypa cBsi3aHbl MEKIY COOOI0, M MBI JJOJDKHBI CKa3aTh, YTO CBSI3bIBAET MX
oco0as poJib B CYIIECTBOBAHUU M CAMOCO3HAHUU Y€JI0OBEKA KaK JTMYHOCTH.

Kynom kak ycnosue nuunozo ovimus

JIn4HOCTB BBICTYNAET 3a MPENEsbl ECTECTBEHHOIO OpraHu3Ma 1 poJia, u
IIpeaIoaracT €qUHCTBO MAaTEPUAIIBHOTO C AYXOBHBIM, OHA IPEAIOaraeT €IMHCTBO
camocosHanms. ! Kax CYILLIECTBO CO3HAIOIIEE U CAMOCO3HAIOIIIEE, JINYHOCTD BCE COOTHOCUT
CO CBOUM «SI», CO CBOMM JlyXOBHBIM CpeloTOUnEM. PeanbHO U1sl MEHS CyILECTBYET JIUILIb
TO, YTO COOTHECEHO C MOMM caMoco3HaHueM. «He cooTHeceHHOe — mem camvim u He
ecmu, 10O ecmb Mbl MOXKEM CKa3aTh TOJIBKO O CO3HAHHOM, - yTBepkaaeT DIOpeHCKHil.-
OTO0 — TaK MOTOMY, YTO CO3HABAHUE €CTh BBIJICJICHUE U OCTAHOBKA U3 CIUIOLIHOIO IOTOKA
ObIBaHMSL; HO, YTOOBI HaM OBITh YBEPEHHBIM B BBIIEJICHHOCTH M OCTAHOBKE — HAaJI0 UMETh
TBEpIbIil YHKT 6 ceben.’

IToroGHOrO MyHKTa MBI HE HAXO/IUM B KYJITYpE caMOH 1o cebe, OCKOIbKY OHa
BCEsAJIHA U OXBaTbIBaeT BCE. JIMUHOCTB, KyIbTypy TBOpsLLAs, B HEM U Tepsercd. «Kak B
IUIOCKOCTH KYJIBTYPBI, - cripaiuBaeT MIOPEeHCKUH, - OTIMYUTh LIEPKOBb OT Kabaka, UiIH
aMEPUKAHCKYI0 MAILlMHY JUIs BbUIAMBIBAHUS 3aMKOB OT 3al0BeU «He ykpanu?» Kak B
TOM K€ IUNIOCKOCTH Pa3INYnTh NOKasHHBIA KaHOH AHJpest Kpurckoro ot nponsseneHuit
Mapkwusa ge Cana? Bee 3TO paBHO €CThb B KYJIBTYpeE, HO B IIPEJENIAX CaMOM KyJIbTyphl HET
KPUTEPHEB BHIOOPA, KPUTEPUEB PA3TUUEHUS OAHOTO OT IPYroro.»

Takoii KpuTepuid Ja€T KyJIbT, IOCKOJIbKY CTaBUT JUYHOCTH Ilepea Tuuom bora.
I'oBops a3eikoM Lllneiiepmaxepa, peaurus yTBEpKAAET B YEIIOBEKE YYBCTBO
3aBHCHUMOCTH.

3 Magen dnopenckuit, «M3 6orocinoBckoro Hacneaus», borocnosckue Tpysl, Ne 17, Mocksa: U3nanue
Mocxkogckoii [Tatpuapxuu, 117, 132.
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«Heyxenu BcecoxOKeHHs U )KEePTBbI CTOJIb ke NpusaTHBI ['ocniony,
Kak nociyuianue rinacy ['ocnona?
[Tocnymanue myynie )KepTBb
Y TIOBUHOBEHHUE JIyUllIe TyKa OBHOBY, -
HAXOJMM B OJJHOM U3 ApeBHeimuX miactax Berxoro 3asera (1 Lapcts [1 Cam.] 15:22).
EBpeiickuit mpiciutens ABpaam ['epiiens cuntaer nociaymanue (MK HEMOCTyIIaHue)
Bbory rnaBHOi1 5K3UCTEHIIMANBEHON XapaKTepUCTUKOM yenoBeka. Afam (IepBblii YEIOBEK)
B MIEPBYIO OYepeb CIABIIIUT MoBeJeHue. Jl0KeHCTBOBAaHUE MPEIIECTBYET OBITHIO.
CaMoco3HaHH€e PENMTHO3HOT0 YelloBeKa onpeaensercs B GopMylie: «4ero Tpedyer oT
merst Bor».” Dta GopMyIta IprMeHHMa KO BCSKOI PETHTHH: OHA MPEIBSBIACT YeNOBEKY
TpeOoBaHUs OT JIHIIa OOXKECTBA.

Bossparumcs k @nopenckoMmy. UMEHHO [71s1 TOTO, 4TOOBI BIEYATIUTh JTUYHOCTD,
JiepKaTh €€ B MOCIyIIaHuu bory, B mpeACcTOSHUY Mepe] TUIOM 00KeCTBEHHOTO
TpeOoBaHus, IPEBHUE KYIbTHI, KaK yYKa3biBaeT DIOPEHCKHI Ha TPUMEPE BETX03aBETHOTO
KynbTa HepycanuMckoro xpama, Obuti 00CTaBIEHBI yCTpalllaoiei TpaHAn03HOCThIO0. B
XPUCTUAHCTBE 3Ta TPAHAMO3HOCTH KYJbTa HHTEPUOPU3UPYETCS, Kak Obl coOupaercs
BHYTPb, TEPSAS BO BHEIIHEH MaITaOHOCTH, HO TPHOOpETas B UHTEHCUBHOCTH U
IJIOTHOCTH.

Humepoepuzayusa Kynoma 6 Xxpucmuancmee

C caM0oro BO3HMKHOBEHMSI XPUCTUAHCKOT'O KYyJIbTa, Pa3BUBAETCS MPEICTABICHUE O
BHYTpEHHEM ero cojepxkanuu. «L{apctBo boxue BHYTpb Bac ectb» - yuut Uucyc (JIk.
17:21). B EBanrenuu ot MoanHna, yreepxaas CBoe npaBo OYUILATH XpaM OT
CBATOTATCTBA, INCyCc roBOpUT: «pa3pylibTe Xpam cei, 1 S B Tpu JHS BO3ABUTHY €T0»,
umest B By «xpam Tena Coero» (MH. 2: 19,21) . U bor, 1 4enoBek MOTYT NEPEXHUTh
paspyieHue Xpama 6e3 HeoOpaTuMoi OTepHu U Jaxke 6e3 rmepepbiBa KyJbTa, HOCKOJIbKY
U CBATBIHS, U TIOKJIOHEHHE €l IepeHocsTCs BHYTpb: «He Ha rope ceii, n He B Mepycanume
Oynere nokioHAThCs OTiy». HacTano BpeMs, «korja MCTUHHbIE TOKIOHHUKH Oy IyT
noxsoHATees Oty B [lyxe u uctune...» (Uu. 4: 21-23). B xpuctuaHcTse, o
OTHOLICHUIO K NyJIau3My, HOBBIM KyJIbT YTBEPKAAET HE MOKJIOHEHUE JIpyromy 6ory, a
OTKpBIBAaET BHYTpEHHEE N3MepeHue B uesoBeke. Jlokanusys ceds Bo BHyTpeHHEM
IIPOCTPAHCTBE JIMYHOCTH, ITOT KYJIbT MOKET PACIIPOCTPAHATHCS U [0 KOOPAUHATaM
BPEMEHM U ITPOCTPAHCTBA, YTO U HAYAJIO IIPOMCXOAUTH C IIPONOBEIBIO XPUCTUAHCKOMN
uepksu. Ta xe Mbicab pazBuBaetcs B [locnanuu k Espesim, (Cum. EBp. 9:11-12, 12:18-19,
22-24), B uenTpanbHbIX I1aBnoBbIX U B COOOPHBIX NocnaHusx. «Pa3Be He 3HaeTe, YTO BbI
— xpam boxwuit u Jlyx boxwii »xuBet B Bacy - oopamaetcs [lasen k Kopundsuam (1 Kop.
3:16); «kak *UBbIE KAMHH, YCTPOSITE U3 ce0s JOM TyXOBHBIID - MUIIET KO XpUCTHAHAM
ITetp (1 [etp. 2:5). Takum o6pa3zoM, kKak noguepkuBaeT dOropeHCKUit B cortacuu ¢
HoBo3aBeTHbIMU TEKCTaMU M ONIBITOM LlepkBH, IpEBHUE KYJIBTHI C UX «TPO3HBIM
BETMIHEM H MaCCHBHOCTBIO» , OBLTH JIHIIb «CEHBIO IPsLyIero, umbra futurarum

" Abraham J. Herschel, Who is Man?, Stanford University Press, 1965, 97-8; 107; The Sabbath, New
York:The Nonnday Press, Farrah, Straus and Giroux, 1989, 3-6.
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rerum.'® OTHEIHE caM YeTOBEK CTAHOBUTCS «XpaMOM U aJITapeM, U >KEPTBONPUHOCSILUM,
¥ KEPTBOIPHEMITIONIIM», BTopuT D1openckomy ero apyr o. Cepruii Bynraxos.'' Mrax
XPUCTHAHCTBO UHTEPHEPU3UPYET KYJIbT, BO3BOAS €ro K TauHcTBY (IIpuyacTuio B
IepkBax Pumo-kaTonuueckoit 1 Boctouno-npasociaBHoil) unu k CiaoBy boxuro (B
IepkBax Pepopmanuu). Ho u B cnoBe, u B TauHcTBE BcTpeda ¢ borom nmoucxonut
BHYTPH 4€JIOBEKA, B IIPOCTPAHCTBE JINYHOCTH.

B nostuueckoii popme 310 BoxkecTBeHHOE MOCeIIeHHEe, COMTPOBOKAAEMOE
BHYTPEHHUM JMaJIOroM, Belpasuil Bsdecnas MiBaHOB B cTuxoTBopeHun «TanHbIN
roJIocy:

31 — neHb MTHOBEHHBIN
B Tebe, HOUHOM;

JIMK COKpOBEHHBIN

B 1une 3emHOM.

B tebe moit TaiiHbIi
JIuk o0y —

U Bo3neuy,

TBOM rOCTh CIy4aiiHBbIM,
B moit xpyr ceetui.
Ho >xpeOuii nen TBOA,
3aTeM 4TO CKJIEN TBOU
A mocern. 2

[Tocerusmmnii nymry bor, ocraBnser 1 CBOIO BECTb ¢ 0OBSICHEHUEM CMBICIIA 3TOTO
MOCEIICHNUs, KaK HalTIOMMHAHUs 00 oOpa3e boxueM, CKpbITOM BHYTpH uenoBeka. Mrak, B
TauHCTBE U B CJI0BE, bOXKECTBEHHBIN APYTOil BXOAUT BHYTPb JYIIHU, CTAHOBUTCS
BHYTpeHHUM cobeceqHuKoM. B IIpaBociaBHOI iepkBU Takas MHTEpbepU3aLUs KyJIbTa, B
YaCTHOCTH, UMET MECTO B IIpakTHKe MucycoBoii MoiuTBbL. [IpaBaa BCsikoe MOIMTBEHHOE
npencrosiaue npoucxoaut BHyTpH. Cepreit bynrakos B ceoem «Csete HeBeuepaem»
IIOYEPKUBAET IBYCTOPOHHOCTH 3TOM BHYTPEHHEN BCTpeun Npu nHunmaTtuse bora: «bor
OTKpPBIBAETCsI YEIIOBEKY, a TIOTOMY U UesloBeK HaxoIuT B cebe bora u ce6s B bore». He
UMes IPOCTPAaHCTBEHHBIX KOOPAMHAT, 3Ta BCTPeYa JODKHA IPOUCXOJUTh BHYTPH
yenoseka. [loromy, peHOMeHOIOTHYECKH, B aKTe BEPbl U MOJIMTBBI IMYHOCTh KaK Obl
pa3aBauBaeTCs BHYTpU ce0sl, «PEJUTHsL... BCET/la €CTh Pa3IBOCHHUE YEJI0BEKa C CAMUM
co0O0H, OTHOIIEHHUE €ro K cebe Kak ApPyromy, BTOpOMY, He-OJJHOMY, HE-€IMHCTBEHHOMY,
HO CBSI3aHHOMY, COEJUHEHHOMY, COOTHOCSIILIEMYCSI».

VBaHOB, 03T, (PUIOCO(CTBYIONUIUI O IPUPOJIE XY I0)KECTBEHHOTO TBOPUECTBA,
OTKPBIBAET YEPE3 MOIBUI0 JUATOTHUECKYIO IPUPOLY IMYHOCTH, COAEPIKALLEH BHYTPU
ce0s1 CBOEro OHTOJIOIMYECKOTO Apyra — IPYroro, KOTOPbIH NpeObIBaeT BHYTPEHHUM
«TBD» K&KIOT0 «s1». M3HavanbHas CTPyKTypa JMYHOCTH IIPEAIIONIAracT BHYTPEHHEE
neneHue Ha «S» 1 « Tel» Kak OCHOBY IMaJIOTHYECKOIO CO-CYIIECTBOBAHUS MEXIY
JT0ABMU. B penurun 3To «Thl» OTKpbIBaeTcs Kak boxxecTBeHHBIHN Ipyroit (apyr),

10 Tam Ke, 98.
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peObIBAIOIINI BHYTPH ,ZLYII_II/I.14 XpucCTHaHCKasi MUCTUKA CBUETEIIbCTBYET O
MPUCYTCTBUHU XPHUCTa B AyIlIe, IPUCYTCTBUH, KOTOPOE aKTUBU3UPYET 00pa3 boxuii B
yenoBeke. lIBaHOB yka3biBaeT Ha MUQoOIOorHYecKre mpoodpas3sl Xpucra B sizbruectse. Tak
poxxaenue /luonnca u Bockpecenue O3uprica B rpeyecKoil U erumneTckoi MugoIorusx
SBIIAIOTCS KYJIBTYPHBIMU apXeTUIIaMH MposiBiieHus1 boroyenoseka B rimyOuHe
YEJIOBEUECKOM TyIIH, KOTOPOE «COOTBETCTBYET B yueHUU Meiictepa DkxapTa
MUCTUYECKOMY MOMEHTY POKJICHHUS B AynIie XpHUCTa».

[ToTomy B MOJIUTBE, KOTOpast €CTh MPAKTHKA 3TOTO BHYTPEHHETO IMAJIora,
MIPOUCXOJUT HEKOE COOOPHOE pacIiIupeHe TUIHOCTH, NOO Kak TOBOpUT amocTod [lasen,
Jlyx Boxuii «CBHIETENBCTBYET AyXy HAlIeMy, 4TO MbI — 1eTu boxxun» (Pum.8:16). B
MoJHUTBE MBI B3biBaeM K OTiry [lyxom CBsiTeiM, KOTOpBIii TpH 3TOM «X0J1aTaliCTBYET 3a
HAC BO3/bIXaHUSAMH HenzpeueHHbIMI» (Pum. 6:15, 26). CnienoBatenbHO B MOJIUTBE 51
OTKPBIBAIO0 OOXKECTBEHHOTO Opy202o B cebe U yTBepkaaloch B HeM. MIBaHOB yka3yeT Ha
obperenue 3Toro «Te» B cebe Kak MEePBOCTENCHHYIO 3a/1a4y JTHYHOCTH, TOTEPSBIICH
cebs B Hale BpeMs. «Korma coBpemeHHas gyiia cHoBa oOpeteT «Th» B CBOEM «s1», Kak
ero oOpena ayIia JpeBHssl B KOMBIOETH BCEX PEJIUTUid, TOr/1a OHA MOCTUTHET, YTO
MHUKPOKOCM U MAaKPOKOCM TOXAECTBEHHBI, - YTO MUP BHEIIHUI JJaH YEJIOBEKY JIUIIb JJIs
TOTO, qlT606H OH yuuJics MeHH «TbD» U B HEAOCTYITHOM OJM)KHEM, U B HEIOCTYITHOM
borey.

Kynomypa kak émopoe, Hapsady ¢ Kyibmom, yciogue cyuiecmeoeanus Iu4HOCmu

Onnako nouemy u bor, u 6mwxHuit HenoctynHel? IloroMy 4TO OHU OCTarOTCS
Hey3HaHHbIMU. O Hey3HaHHocTH bora roBoput HoBslit 3aBet: «B Mupe 6bu1 1 Mup uepes
Hero navan ObiTh 1 Mup Ero He y3nam» (MH.1:10). Ho y3Hath OamxHero He jerde, Kak
OTKpbIBaeT HaM TOT ke HoBelii 3aBeT. Ha Bonpoc 3akOHHMKA: «KTO MOW OIVKHUI?»
Hucyc onuchIBaeT CUTYaIUI0, B KOTOPOH, MapaJoKCcaIbHBIM 00pa3oM, OJIMKHUM
OKa3bIBaeTcsl Heknii CamMapsHNH, KOTOPBIN 110 BCEM BHEUTHUM I1apaMeTpaM CUUTAJICS
Haunbosee «IaJIbHUMY, T.€. IPE3UPACMbIM PETUTHO3HBIM pacKoabHUKOM (JIk.10:25-37).
To, uto KapTuHa, HapucoBaHHass Mucycom B (popme NpuTUU, OKA3bIBAETCS HACTOJIBKO
yOeauTeNnbHOM, 4TO U 3aJaBIIMi BOIIPOC 3aKOHHUK y3HaeT B CamapsiHUHE OJIMKHETO,
CBUJCTEIBCTBYET, MEXY POUNM, 4TO MHCyC mocTynaer Kak Xy10KHHUK, OTKPBIBAIOILUN
B PEATBbHOCTH «elle 00JIbIIYI0 pealbHOCThY, BO3BOAAIMN CBoux ciymarenei a realibus
ad realiora, ecnu ucnons3oBath popmyny MBanosa. [pyroit npumep Ero
IpaMaTU4eCKOro HCKyCCTBA — 3TO MIPUTUA O 3JIbIX apeHJaTOpax BUHOTPAaJHUKA,
yOUBAIOIIMX ChIHA BJaJeNblia, IPUTYA, B KOTOPOH MEPBOCBALICHHUKU y3HAIOT ce04,
npasaa He cnemat o0pasymuthest (Cp. Md.21: 33-46). IIponomxas u pa3BUBas MbICIb
Amnrnmiickoro kputuka Ennsasetnackoro Bpemenu ®@ununa CunHes, Mbl MOXKEM
CKa3arb, 4To B CBOEM XyN0KECTBEHHOM TBOpYecTBe Mucyc cinenyeTr ycTaHOBIEHHOU
IIPOPOYECKOM TpaAULIUU, B KOTOPOW IPOPOKH BBICTYIIAIN KaK MO3ThI, HEPEIKO
Bpa3syMJIsisi CUJIBHBIX MHpa CEro MOCPEICTBOM UCKYCHBIX NMPUTY, og1o0Ho Hadany,
KOTOpBIH 06auunn JlaBua B €ro NpecTyIUIEHUU NPOTUB Y puK XeTTUSHNHA, pacCKa3aB

4 Bauecnas Hsanos, «Tsl ecu», Co6. Cou. , 111, 264.
15 HBanos, «Hunme u uonuc,» CC, I, 719; «Tr ecny, 111, 265.
16 Wsanos, “TrI ecu», CC, 111, 268.



IpUTYY O Ooraye, OTHSABIIEM y CBOETO OETHOTO COCea €ro €IUHCTBEHHOE JOCTOSHUE —
oBeuky. Kak yka3piBaeT CugHel, IpUBEAIINI 3TOT IPUMEP BETX03aBETHOIO
IIPOPOYECTBA B KAUECTBE HPABOYUUTEIHHOM 1M033UH, O] BIIEYATICHUEM IPUTYH
pasrHeBaHHbIN J{aBuja TpeOyeT Ka3HU NMpecTyNHUKA, U ToJIbKo Toraa Hadan naet napro
y3HATh B IIPECTYIHHKE U3 IPUTYN camoro cebs. (2 Iapers, 11-12)." Takum o6pazom u
IPOPOKH, U caM ['ocnofb yKa3yloT Ty «ABUraTeIbHY0» (PYHKIMIO HCKYCCTBA, KOTOPYIO
3aHOBO, MCXOJISl U3 3CTETUYECKUX HOPM, OTKpbIBaeT IBaHOB.

Hoopasicanue

Onupasice Ha Apuctorens, u MIBaHOB, u ['agamep moauepKkUBarOT MOAPaXKAHUE KAK
CYILIECTBEHHBI KOMIIOHEHT UcKyccTBa. Kak ykasbiBaet ['anamep, Apucrtorens BUaen B
MOAPa’KaHUU «PAIOCTh Y3HABAHMS, TAK SIBHO BBICTYIAOILYIO, HAIPUMEP, B AETCKUX
1/11“pax.18 «Y3HaTh — 3HAYMUT ... OTIO3HATH BEI[b KaK HEKOT'/1a BUJCHHYIO.., - O0BSACHSET
IMagamep.- Korna s Koro-to y3Haro WK 4YTO-TO Y3HAIO, TO BUXKY Y3HaHHOE
OCBOOOIMBIINMCS OT CIIy4alHOCTH KaK €ro TeMepeIIHero, Tak U €ro TOTJalllHero
COCTOsIHMS. B y3HaBaHMM 3aJ105K€HO, UTO Mbl BUIUM YBHUJIEHHOE B CBETE TOTO
peObIBAIOIIET0, CYIIECTBEHHOTO B HEM, YTO YK€ HE 3aTYMaHUBAETCS CIIyYaiHBIMU
00CTOSITETLCTBAMU €T0 MEPBOTO M BTOPOTO SBIEHUS. DTHM co3aaeTcs y3HaBanue. 1 oHo-
TO OKa3bIBAETCS MPUUMHOMN paoOCTH, JOCTaBIsIeMOi noapaxanuem. [lpu nogpakanuu
MPUOTKPBIBAETCSA, CTANIO ObITh, KaK pa3 MOATUHHOE CYIIECTBO BeIIH.

OO0 5TOM MOATMHHOM CYIIIECTBE, KOTOPOE MPEACTABISIET CAMYIO CYIIECTBEHHYIO
peaIbHOCTh, TOBOPUJI €I1I€ B CBOMX OCHOBOMOJIOTAIOIIMX CTAThAX IO TEOPUH CUMBOJIM3MA
WBanos. «I[loapaxanue (UECLS), IO HALLIEMY MHEHHIO, - ITUCAN OH, - €CTh HEITPEMEHHBIT
MHIPEIUEHT XY/10KECTBEHOIO TBOPUECTBA, OCHOBHOE BJICUYEHHE, KOTOPBHIM YEIOBEK
MOJIb3YETCSl, MOCKOJIBKY CTAHOBUTCS XYAOKHUKOM, JUIsl YIOBJIETBOPEHHUS IBYX
Pa3IMYHBIX IO CBOEMY CYIIECTBY HY XK M 3alIPOCOB: B LIEJIIX 03HAMEHOBAHMSI BEIIEH, NX
MIPOCTOTO BBISBIICHUS B hOpME U B 3BYKE, HIIU IMMOPEhO3bl, - C OTHON CTOPOHBI; B LIETSIX
peoOpa3oBaTeIbHOrO UX U3MEHEHHUSI, UIH Memamopghossl, - ¢ npyroi.» Oba 3ampoca
OTBEYAIOT PEATMCTUYHOM U HI€alIbHOM 3314l UCKYCCTBA: MepBas CO3/1aeT aJJeKBaTHOE
MPEACTABICHHUE O BEILIM, BTOPAsI PUCYET €€ sKeJTaeMbli o6pa3.20

[Tputun Cnacutens oTBedaroT 06ouM omnpeaencHusM. C 0JHON CTOPOHBI PUTYA
0 noopoM CamapsiHUHE BIOJHE PEATUCTUYHO PUCYET TUO0 UMEBIIYIO OBITh, JTHOO
TUIIOTETUYECKU BO3MOXKHYIO cuTyaruto. C Ipyroil CTOpOHbI, OHA CITY>KUT MOJENBIO JUIs
MoJIpakaHus — HEKOeH UKOHOW TOT0, YTO 3HAYUT OBITH «OMMKHUMY». ECIi HCTonb30BaTh
MBAaHOBCKOE ompefeneHue, To Mucyc npeactaBuTcst He TOIbKO XY0KHUKOM, HO U
«CHMBOJMYECKHM XYJI0’KHUKOM», BCTaB 3/1€Ch B MBAHOBCKUW U30PaHHBIN P
«TOAJIMHHO CUMBOJIMUYECKUX» TBOPLOB: Ouaus, Dcxuna, Jlanrte, [llekcnupa.., Padasns..,
ZLOCToeBCKOFO.2 !

7Sir Philip Sidney, “An Apology for Poetry”, Ed. Geoffrey Shepherd, London, Edinburgh: Nelson, 1965,
109, 115.

B amamep, «MckyccTBo U moapakanue», B AkryanbHocTH [IpekpacHoro, 235-6.

1 Tam xe, 237.

20 NBanos, «/IBe ctuxuu B coBpeMeHHOM cuMBoiu3mey, CC, 11, 540.

2 WBanoB, nut. u3 Oneru Jemapt, «Benenue k coopanuto counnennid Banosay, CC, 1, 114.




MsI He HacuityeM MbIcib VIBaHOBa, Ha3biBas Mucyca xynoxHukoM. Benpb cam
MBaHOB nmpoTHuBOnocTanisgeT HumnmeBckol MoJienu Xy 10’)KHUKa-THpaHa cBoel oopas
XyA0XKHUKA-Teypra, KOTOpbli cinenyet npumepy Toro, «o KoM ckazaHo, 4To ‘OH TpocTu
HAaJJIOMJICHHOHN HE MEPEIOMUT U JIbHA KYPAILIErocsl He yracuT’ (Ac.42:3)».%
XynoxxecTBeHHas pyHKuMs borouenoBeka BHosiHe ykiaabiBaeTrcs B liBaHOBCKOE
OIpeJIeJIeHUe UCKYCCTBA, €IMHCTBEHHBIM 3aJJaHUEM U ITPEIMETOM KOTOPOTO SBISETCS
«YEIIOBEK, B3ATHIH 110 BEPTHKAJIU, B €[0 COOCTBEHHOM POCTE BIUIyOb U B BBICH. C
Oosnb1I0i OyKBBI HanMcaHHOe UMs YenoBek onpezaenseTr co0oi coaepx aHue BCero
HCKYCCTBA; IPYIOro COZiep KaHus y Hero HeT. BoT mouemy penurus Bceraa ymenianach B
O0JIBLIIOM M HCTUHHOM HUCKycCTBe; MO0 bor Ha BepTukanu YenoBekay.

A realibus ad realiora

[TosTOMy HCKyccTBO, coriacHO MIBaHOBY, BEICTYIIAeT KaK «rilamarail JH9HOCTH U
e€ IpUTSI3aHuil», a TAKIKE KaK CY/Ibsi, KOTOPBIH BO3BEINACT «CY/I HAJ KHU3HBIOY, U
HANAraeT Ha He WIIH [0 MEHbIIEH Mepe «IIPOTHBOIONATACT eif CBOI 3aKkom».>! O6e
(YHKIIMH TPOUCTEKAIOT U3 TMYHOCTHOW PUPO/IBI HCKYCCTBA, KOTOPOE €CTh HE CTOJIBKO
OTpa)kKeHHUE PEeaNTbHOCTH, CKOJIBKO €€ KOHIIEHTpUpoBaHHas Gopma. IMeHHO 3T0 1
o3HaudaeT lBaHoBCKas (hopMyIia HCKyCCTBa Kak Beayuiero a realibus ad realiora, ot
PEANbHOCTH K ellie OOJIbIeH, KOHIIEHTPUPOBAHHOM, pealbHOCTH.” MaH e blTam
MOJXBATUII ATY (GOPMYITY C S3HTY3Ha3MOM: «CIIMIIIKOM 4acTO Mbl YIIyCKaeM U3 BUJY, 4TO
MIOST BO3BOJIMT SIBIICHHE B JICCATU3HAYHYIO CTETICHb, U CKPOMHas BHEITHOCTb
MPOM3BEICHNUS HCKYCCTBA HEPEAKO OOMaHBIBAET HAC OTHOCHTEIIFHO Yy IOBUIIIHO-
YIIOTHEHHOM PeanbHOCTH, KOTOPOil OHO oGmaaeT».

Jns uctonkoBanus 3Toit hopmynsl a realibus ad realiora Bocionb3zyemcst
crenyromuM HabmoaenneM ['agaMepa, OTMETHBIIETO YTO JaXe B ra3eTax, Iae
HBIHEITHUH YPOBEHb PENPOIYKTUBHON TEXHUKH MTO3BOJISET MIOMEIIATh PEPOAYKIIHH,
BHEIITHE CXOKHe ¢ poTorpadusmu, Bcera MOKHO 0€30IIMO0YHO OTIMYUTH 3aCHATYIO Ha
TUICHKY CIIEHY M3 CIIEKTAKJIsl, KHHOKAJP HIIH PETPOAYKIIMIO KAPTUHBI OT PEATMCTUIECKOM
¢dororpacduu. Kakum ob6pazom? bykBanbsHo B cornacuu ¢ MiBaHOBCKOM popmyoii:
PETIPOAYKIMY HITH CIEHBI U3 CIIEKTaKIJIeH 0ojiee pealMCTUYHBI, K9PE3MEPHO
peaTMCTHYHBDY, - ToBOpUT ["anamep. «PeambHOCTE HUKOTJa HE OBIBACT CTOJIb PEATTLHOM.
OTH U300pakeHUs CTOJIb CHIIBHO CTYILEHBI M HAIPSXKEHHO CKOMIIOHOBAHBI, YTO TPYTHO
OLIMOMTHCS Y IPUHATH HCKYCCTBEHHO YIUIOTHEHHOE N300paKeHUE 3a yIauyHO 3aCHATOE
coGbiTHe».”

Hckycemeo osuzamenvhoe

Camoomoosicoecmenenue eepyouieco ¢ bozcom 6 Kynoeme

22 Tam sxe.

2 HBanos, “O cexte u qormate. Dxckype», CC, 11, 614.

* Upanos, “IIpeauyBCTBUS M MIPEIBECTHS: HOBAs OpraHUYEcKas 3moxa u tearp Oymymero,» C. C., 11, 86.
“Ivanov, «JIse ctuxuu B coBpeMenHoM cumpoimsme», C.C., 11, 561; «3aBetsl cumBomusma», C.C., 1L, 611;
«UypastHuc n podieMa cuHTe3a uckycctsy, C. C., I11, 151.

26 Ocun Mangensuitam, «YTpo akmensmay, C.C. , 111, 320.
7T agamep, «Dunocodus u Jlutyparypa», B AkryansHocTH [IpekpacHoro, 143-4.




Jlpyrum oOLIMM aclieKToM O0ToCIy>KeHHs U TeaTpa, B 0osiee 001X TepMUHAX,
KyJbTa U KyJbTYPBI, SBJISETCA aCIIEKT CAMOOTOXKIECTBIIEHUS, O KOTOPOM I'OBOPST U
WBaHoB, u ['anamep. PaccMotpum npesxae Bcero Oorociyxenue. [IpaBocnaBHas
JUTYpPTHKA MPSAMO MOAYEPKUBAET ACIIEKT CAaMOOTOKIECTBIICHHSI BEPYIOLIETO CO
Xpucrom, borouenosexom. B rieHTpanbHOM 60r0oCiTy’>K€HIH FO0BOTO LUK —
ITacxanmpHOM, MOJISIITUMCS TTOET:

«Buepa criorpeboxcs Tebe Xpucre,

COBOCTaIO JJHECh BOCKpecIy Tebe,

cpacnuHaxcs Tebe Buepa,

caM Msl CIIpOCJIaBU CIace, BO LIAPCTBUU TBOEM».™®
(Buepa s BMecTe ¢ ToOOIO ObLT MOTPedeH, CEroAHs ¢ TOOO BOCKpEcaro, BUepa co-
pacnuHaics ¢ To00r0, caM MeHs npociasy, Criace, Bo apcTBuu TBoeM). Ha macxanbHoM
auTypruu notores ciaosa Ilasna u3 Ilocnanus k Nanaram: «Enunel Bo Xpucra
Kpectuctecs, Bo Xpucra odnexocrecs» (I'an. 3:27). CoOCTBEHHO caMO BCTYIUIEHHUE B
XPUCTUAHCKYIO LIEPKOBb, IIOCBSIIEHNE B KyJIbT Yepe3 TauHCTBO KpeLIeHMs,
IIPEIoIaracT IMEHHO 3TO ITOJIHOE OTOKIAECTBJIEHNE CO XPpUCTOM: yMepeTh B Hewm,
4yT100bI B HeMm BockpecHyTb. [IpaBna u ymepeTs U BOCKPECHYTh TAMHCTBEHHO, HEBUANMO,
MUCTHYECKH. [[pyroe riaBHOE TaMHCTBO LIEPKBH, EBXapuCTHsI, €CTh HEMOCPEACTBEHHOE
npusitue Xpucta (Ero [Inotu u Kposu) B ce6s tenecHo — 1.e. [Ipuyamenue. [loeganue
KOT0-TM00 €CTh OTOX/IECTBIEHUE C HUM, YTO U3BECTHO U3 TOTEMUUECKUX PEITUTUH.

HTak XpUCTHAHCTBO €CTh OTOXKJIECTBICHUE CO XPUCTOM, U B 3TOM YTBEP)KIAETCS
KOHEYHas LeJb KyJbTa. [[pudem nounH caMOOTOXKAECTBICHUS UAET HE OT XPUCTUAHUHA,
a ot camoro Hucyca. B mpurue o CrpamHom cye B 25-oii rnaBe EBanrenus or Mardes,
Nucyc nopaxaer CBoux ciymaresnaeii CBOMM IOJIHBIM OTOKIECTBICHUEM CO BCIKUM
YeJIOBEKOM, MOMABIIUM B TParuueckue 00CTosATeNbCTBA O0IE3HH, OETHOCTH,
0€310MHOCTH, TIOPEMHOT0 3aKiIroueHus. Llapb B mpuTUe mpUriamaeT CBOMX BEPHBIX
paznennutsb ¢ Hum ero BeuHoe LapcTBO Ha CIIEAYIOIEM OCHOBAHUU: «aJKaj S, ¥ BbI 1anu
MHe ecTb, xaXKaal ¥ Bbl Hanouu MeHsl, ObUT CTPaHHUKOM U BbI IPUHSUIM MeHsl.., B
TeMHHMIIE ObUT U BBl NPUILIH KO MHe». Korja e Te ¢ yaAuBIeHHEM CIpAIINBaIOT: «KOI'1a
MBI Buienu Tebst anuynmm U T.1.», To Llaps oTBeuaeT: «MCTHHHO TOBOPIO BaM: TaK Kak
BbI CJIeJIaJId 3TO OHOMY U3 CUX OpaTheB MOUX MEHBIIUX, TO caenanu Mue» (M. 25:31-
46).

Camoomoosicoecmenenue 3pumeiiid ¢ cepoem 6 meampe

Ho ecnu xynbT (Teneps OepeM ero B €ro KOHJICHCUPOBAHHOW XPUCTHAHCKON
(bopme) ecTb caMOOTOXIeCTBIIeHHE ¢ borouenoBekoM (mockoiibKy B Hem yxe
COBEPILWIOCH ATO TIOJTHOE OTOX/IeCTBIeHUE bora u yenoBeka), To Tearp — MpeICTaBiIseT
BO3MOYKHOCTh OTOXJIECTBUTBCS C IPYTHM, TIOCPEICTBOM Y3HABaHHUSI B IPYyTrOM
COKPOBEHHOM JIMYHOCTH, TOTO CAMOT'O «s1», KOTOPOE KaKIbIH M3 HAC CO3HAET B cede.
CyTtb Boxbero 3akoHa, o cinoBam Nucyca, 310 11060Bb k bory u 6nmxHeMy: «Bo3mo0u
onmxHero kak camoro ceos» (Mxk. 12:31). Ho, uToObI mocTymnaTe Tak ¢ OJIMKHUM, HAI0
OTOKICCTBUTHCS C HUM, HAJIO €r0 TIOYYBCTBOBATh U3HYTPH Kak camoro ce0s1. Penmurus
3TO TMPEANUCHIBACT, HO OHA HE MOKA3bIBaeT «OIMKHETO KaK caMoro ceOs», eciu Obl

28 . .
2-as cTuxupa, 3-ei necHu kaHoHa [lacxanpHolt 3ayTpeHn.



MoKa3blBaja, TO UCTOPUs He 3Haja Obl PEIMTHO3HBIX BOWH, U «BapdoiomeeBckas HOUbY
He Obl1a ObI BO3MOXKHOM. «bBIMKHEro Kak caMoro ceds» MoKa3bIBaeT UCKYCCTBO, KOTOPOE
no3romy VIBaHOB M Ha3Bal «ABUTaTEIbHBIM». B KakOM CMBbICIIE, HCKYCCTBO
«asuratesnbHo»? Yto oHo aBuraer? OHO aBUTAET Haule «», 3aCTaBiIsAs €ro BBINTH U3
caMmoro ceos, U «IepeJBUHYThCs» B ipyroe «f», B «Tbp. McKyccTBO — 3TO TMYHOCTHBIN
nsuratenb. OHO JaeT BO3MOXKHOCTh YBUAETh ce0sl B IpYroM, y3HaTh ce0sl B JPyroM, HO
OJTHOBPEMEHHO M y3HATh IPYroro, IOCTOPOHHETO, B €70 BHYTPEHHEM «S1», y3HATh €ro
KakK caMoro ce0sl, BO-ABUHYTbCS B €r0 BHYTPEHHIOIO JKU3Hb. B HckyccTBe, 0cOOEHHO B
TeaTpe, Hallle s nepecensercs B «S» apyroro. B Tearpe npoucxonut 31o
OTOXKJIECTBJICHUE 3PUTEIISI C IEPCOHAKEM.

U T'agamep, u ero pycckuii npeamiecTBeHHUK Bsiuecnas MIBaHOB BUISAT KOJIBIOETH
TaKOBOT'O OTOXKJIECTBJIEHUS «s» C APYTUM B I'PEYECKOM Tpareuu, KOTopas BbIILIA U3
JUOHHKCOBA JelicTBa. Hume, oTkpeiBIunid, 1o cinosaM MBaHoBa, yHHBeg)caany}o
«XUMHYECKYIO (POPMYJITY» XyJI0’)KECTBEHHOTO TBOPEHHSI KaK TAKOBOTO,”” MMEIOIIIEr0
JOBYNPUPOIHBIN COCTAB TPOTUBOACUCTBYIOIIUX U B3aUMOOIOJIHAIOINX HavaJl —
AnonnuHUICcKOro u JIMoHNCHICKOro,” NMEpBBIN XKe ONHUcall CyIECTBO TpareJuu, KaKk
IIEPEBOIUIOLIEHUE aKTEpa U 3pUTENS BMECTE C HUM B IIEpCOHA)Ka Ha cueHe. s Toro,
4TOOBI CTaTh JpaMaTyprom, AOCTaTOYHO, MO ciioBaM Hulie, mouyBcTBOBaTh
NOTPeOHOCTh MEPEBOIUIOTUTHCS B IPYTOr0 M TOBOPUTH U3HYTPHU UY>KOT'O T€JIa U OT UMEHHU
qy>XOH qymu. B Teatpe «MCnoIHUTEND)» EPEBOILIOIAETCS B «IEHCTBYIOIIEE JIULIO.
Hacrosmuii aktep TOT, KTO 001a/1aeT UCKYCCTBOM IE€PEBOILIOIIATHCS, SBIATh JPYTYIO
JIMYHOCTh KaK OHA PAaCKPBIBACTCS B AMAJIOTE U )KUTEHCKUX 0OCTOSATENBCTBAX.
IlepeBomomnenne, TOYHO OMUCHIBAIOIIEE COCTOSTHUE IpaMaTypra U akTepa, CTOJb e
TOYHO OIUCHIBAECT U COCTOSTHUE 3p1/1Ten51.3 ' Tlocnennuit yepes auanor u aeficTeue,
pa3BOpavMBaIOLIMECcs Ha CLIEHe, HAaUMHAeT BUAETh APYTYIO JUYHOCTh U3HYTPH, Kak Obl U3
Hee caMOM, HAUMHAET IOHUMAaTh uyKylo aynry. «Ho nmoHnMars uyxyro ayury,
yrBepxkaaet o. [laBen dnopeHCkuid, - 3TO 3HAUUT MEPEBOIUIOIIATHCY.

KyﬂmeGbl@ UCTNOKU CAMOOMOINCOECMBIIEHUSA 3pumeiid 6 meampe

[Togo6HO TOMY, KaK Y4aCTHUK OOTOCTY KEHHSI OTOKAECTBIISIETCS C O0KECTBOM, B
TeaTpe 3pUTEIIb OTOXKIECTBISIETCS C TePOeM, UCTIOIHEHHBIM 00KeCcTBa. ITO MPOUCXOTUT
B CHJIy TOTO IPOHUKHOBEHUS, KOTOPOE, COTIIacCHO VIBaHOBY, OTKPBUI KaK MPHHIUIT
JMTEPATYPhI U OCYIIECTBHI B CBOEM TBOpUecTBe J[0CTOEBCKHUIL, HO KOTOPOE BOCXOIUT K
CaMbIM HCTOKAaM Tpareiny Kak )KaHpa B MOMEHT €€ MepPBOHAYaIbHOTO OTLICTUICHUS OT
JIMOHKCOBA JieiicTBa. BaHOB TOJKYeT 3aralo4HyI0 HaAMUCh HaJl BXOJIOM B AIIOJUIOHOB
xpaM B Jlenbdax gnothi sayton (y3uaii camoeo cebs) n oqHy OykBy E (eti) — (3TO ThI) B
TOM CMBICJIE, YTO YYaCTHHK KyJIbTa MPUTJIaIIaeTcsl y3HaTh CaMoro ce0sl B aKTe 3TOTO
KyJbTa. VIBaHOB CpaBHHBAET 3TO IIOHHUMAaHKE C MHIIyCCKUM PEIMTHO3HBIM IPOBUICHHEM,
KOTOPOE TaKKe MPUTIIAIIacT BEPYIOLIET0 Y3HATh O0XKECTBO B cebe caMoM: «fat twam

2 HUBaHoB, “O cymectBe Tparegum», Co6. Cou., II, 190

30 Opunpux Hunme, “PoxaeHue TpareIuu U3 1yxa My3bIKI.

3! Friedrich Nietzsche, The Birth of Tragedy and The Case of Wagner, trans. Walter Kaufmann, New York:
Vintage Books (Random House), 1967, 64.

32 MMagen Odnopenckuii, «O01eUenoBedeckrue KopHH uaeanusma,» Cod. Cou., Mocksa: M3narenbcTBo
«Mpsiciby, 1999, 111 (2), 148.
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asi», - «3TO ThI €CK», - CKa3al Obl, MoKuaas Teatp JuonHuca, MHAYC, YA3BICHHBIH
Ka(apTUIECKUM OCTPUEM JUOHUCUHCKOTO BHYTPEHHETO OIBITaY.

["amamep Toke yTBEpKAAET, UTO BCAKOE UCKYCCTBO «ECTh POJ Y3HABAHUSI» U
BO3BOJIUT 3TO K aHTUYHOU Tpareauu, Ha MPeACTABICHUN KOTOPOU 3pUTEIb, YKOPEHEHHBIN
B TpaauIuu cBoero Muga, y3HaBan caMoro ce0si. Co CLIeHbI OH CIIbIIIAT BECTh: «3TO €CTh
TBI».

Hawm crnenoBaiio Obl yAUBUTHCS MPUCYTCTBUIO /[MOHKCA B ATIOIIIOHOBCKOM Xpame,
ecnu Obl He HccnenoBanus MiBaHoBa, KOTOPBIH MOKa3al, 4To B KyJbTe Jlenbdh ANoioH u
JlroHuc ObUTH YK€ CHHTE3UPOBaHbI: « TpeHONKHUK AeTb(UHCKOTO Xpama OTAaH
AnomnnonoBoit [Tuduu, HO Moa HUM YTUTCA CBALEHHBIN Tpo0 ronuca. [lenbduiickuit
XpaM paszieNieH: Ha BOCTOUYHOM CTOpOHE MpOCiIaBeH N300pakKeHUSIMHU ATIOJIIOH, Ha
3aIa ol — I[I/IOHHC».3 > PaccMoTpuM packpbITHE 3TUX 3CTETHUECKUX MPUHLIUIIOB B
uctonkoBanuu MBanosa. Ecniu AnonioHnyeckoe Hayallo mpeAcTaBiseT COO0r0
€IMHCTBO, CTPOIA, COTIOAUYMHEHUE U COoTIacue, U o0aias CBA3YIOMEeH 1
BOCCOEIUHSIONICH MOIIIbIO, BO3BOJIUT «pa3fesieHHbIe (OpMBbI K 00BEMITIONIEH X
BEPXOBHOI popMe, OT TeKy4ero CTaHOBJICHHS — K HEIBIXKHO MPEOBIBAIOIIEMY OBITHION,
T0 JIlnoHMC 3HAMEHYET COO00 HaYall0 MHOKECTBEHHOCTH, CTUXUIHOCTH, SKCTaTUYECKOM
0JIEpKUMOCTH, BIOXHOBeHUs.>® XoTs uMeHHO Huiye BoI3bIBaeT U3 MU(DOTOrHUeCKOn
cTapuHbl /InoHKCA KaK IPUHIUI Xy10KECTBEHHOT0, 0COOEHHO TeaTpaabHOTO,
BJIOXHOBEHHUS, OH HE MMOKa3bIBAET, KAKUM 00pa30M THOHUMCKUI KYJIbT MOPOXKIAET TEaTp.
Ho 310 ncronkoBbIBacT B Xx0/1€ CBOMX UCCaeq0oBaHui MBaHOB, yka3aBmui 4yTo «J{noHuc
— 00T BEYHBIX HpeszuueHI/HZ».3 !

«Mudy He yaaercs niacTUYECKU U OKOHYATENFHO OYepTUTH J[nOHHCOB 00MHK, -

nuier MBaHoB. - bor, BeUHO NnpeBpaiiaromnics 1 MpoXoIsIIni uepes3 Bce

dbopmel, - 60r — OBIK, 60T — KO3€eI, 60T — JeB, 6or — 6apc, 60T — OJeHb.., 60T —
3mMest, Oor - peiba, Oor — IIroI, 60T — J103a.., 00T — FHOIIA, 00T — MY OpaJaThIi,
6or — muageHelr, 6or — eBa, 00T — OroHb.., Oor B KobIOenu, Oor B rpo0y..., 6or —
3arajka, 0or — rojioc.., 3TOT OOT Bceraa TOJIBKO MacKa U BCEria OHa

OpruacTuyeckas cymHocn,».3 8

B cumy Toro, 4To «Bce MHOTOOOpa3ue Macok, OT MacKH MOTpedanbHOM 10 MacKH
CLEHUYECKON — MPUHAJJIEKAT EMY», TEATP POKIAETCS U3 €r0 KynLTa.3 ? Ho oH ke 1 6or
ONbsIHEHUS. BUHO — pacTuTeNbHAs KPOBb, «TEKy4ast U OTHEBasi 0OKECTBEHHAs

33 Bauecnas WBanoB, «JlnoHKC U NpaJOHUCUICTBO,» B Dcxuil, Tpareauu, B nep. BsuecnaBa MBanosa,
Mocksa: Hayka, 1989, 414, 577, cu. 115a.

34 Hans-Georg Gadamer, “Kunst und Nachahmung,” in Kleine Schriften, II, Tubingen: J.C.B.
Mosir, 1979, 23.; I'.I'. Tagamep, “UckyccTBO U moapaxkanue,» B «AkryanbHocTH [IpekpacHoro», Mocksa:
HUckycerBo, 1991, 237-238. KOMMEHTHPYS 3TO MECTO B PYCCKOM TepeBojie, buOuxun mumer: «3ta MBICIb,
0OBIYHO accoLMUpYETCs C NpEeBHENHNICKOH hopMyiol tad twam asi: «3TO ThI», TO €CThb TO, HA YTO
yCTpeMJIeH TBOH JTyX, HEKMM TaHHCTBEHHBIM 00Pa30M TOXJIECTBEHHO TBOEMY CYILIECTBY, 10 BPEMEHU
CKPBITOMY OT camoro Teds. TakoB e 0JJHaKO M BO3MOKHBIH CMBICT 00eUX Haamucel Ha XxpaMe AIoJUIoHa
B Jlenbdax: gnothi sayton — «y3Hail [Bo BceM] camMoro ce0s» 1 01HOOyKBeHHas Haanuch E (uuranach kak
«3») — [3T0 THI] ecuy». 362 cH.7.
3 MiBanoB, “DIIHHCKAs PEHTHS CTpafaomIero Goray, B dcxui, Tpareaun B nep. Bsuecnasa Manosa,
Mocksa: Hayxka, 1989, 346.
36 HBanos, “O cymectse Tparequmn», C.C. , 11, 191.
37 UBanoB, «muiuHCKas penurus cTpajgaromiero 6oray, B cxmi. Tparemaun, 326.
38 Tam xe, 333-4.
3 Tam xe, 326.
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,Z[yH.Ia)),4OO‘IeBI/II[HO POJICTBEHHO MO CBOMM BHEIIHUM 3¢ dexram aelictBuro CsiTaro
Hyxa, uHaye OblI cB. [1aBen He mpeaynpexIaN: «He yNUBalTeCh BUHOM.., HO
ucnonssairecs Jyxom» (Ed.5:18), a Ha anocTonoB, 0xBaueHHbIX AelcTBUEM CBSTAro
Jlyxa B neHb IIsaTuaecsaTHUIBI, TPUCYTCTBOBABLINE HE YKa3aiau Obl C HACMEILKOM, 4TO
«OHU HAIWJIUCH CJIAJKOT0 BUHA», BBIHYAUB [leTpa onpaBabIBaThCs 4acoM JIHs, B
KOTOPBIH, C YY4ETOM KIMMAaTHYECKOI0 N0sICa, HUKAKOM HOPMaJIbHBII Y€JI0BEK BUHA ITUThH
He ctaner ([esH. 2: 13-15).

Tornpa kak Jlyx CBsTO! BBIABISET JUYHOCTD B UEIOBEKE, B JUOHUCHICKOM
BOCTOPI'€ OHA TEPSIETCs, 3a YTO U LieHW ero Hune. MBaHOB Takyke moguepKuBa
0e3nuuHbIi XapakTep JMoHKCA: M3HAYAIBHO MHOTOMMEHHBIN 00T COOCTBEHHOTO UMEHU
HE UMel, U UM «Bakx», xapakTepru3oBasliiee IyM 1 Oypro Opruii, 03Ha4yano ckopee
CaMMX OJEP>KUMBIX 00’KECTBEHHOM cuioil, yem camoro 6ora. MM xe [InoHuca
BO3HUKIIO MO3/JHEE, YTOOBI TOCTABUTh 3TY OE3JIMUYHYI0 3KCTAaTHUECKYIO CUITY B
OIIpeZICJICHHBIE OTHOLIEHHUS K IPYTUM 6oxectBam. !

JlBa acreKkTa JUOHUCHUICTBA - MOCTOSHHBIX IPEBPAICHUN, U TEKYUETO,
OTHEHHOT'O BJIOXHOBEHUS, B KOTOPOM OJIHa (hopMa pacIuiaBisieTcs, 4TOOBI TYT ke
YCTYIIUTh MECTO IPYTOi — MPUCYTCTBYIOT KaK B T€aTpe, TaK U B UCKYCCTBE B LIEJIOM, B
KOTOPOM MBI OTKPBIBA€M BCE HOBbIE CTOPOHBI caMux ce0s1. TakoBa Obliia GyHKIUSA
JUOHUCUICKOTO TeaTpa, B IEHCTBYIOIIUX JINLAX KOTOPOTO 3pUTEIL MOT Y3HAaBaTh CaMOI0
ceOsi M BUJIETh CBOIO COOCTBEHHYIO KHM3Hb OOBEKTUBUPOBAHHOM U NPECTABICHHOMN Ha
cuene. CoryacHo e MBanoBy u ['agamepy, Takoe y3HaBaHHE JOJIKHO UMETh MECTO B
KaX/10M TOJIJTMHHOM ITPOM3BEJICHUN UCKYCCTBA, Oy/Ib 3TO pOMaH, TeaTpajbHas IpaMa
WM KoMeaus. Pa3zBe He TOMy K€ yUUT 3aKII0YMTENbHAs ClicHa «PeBu3opa», B KOTOpoi
I'oponHnumii oGparaercs K cMeroleiics ayauropuu co cioBamu: «Han kem cmeetech?
Hapx coboii cmeerechy.

Teamp KakK cunmes UCKyccme

OnHako Ha KaKOM OCHOBAaHMH MbI CBOJIUM MCKYCCTBO Kak II€JIO€ K TeaTpy, KOTOPbI eCTbh
b ero noasua? CornacHo MIBaHOBY, BCSIKOE POM3BEAECHUE UCKYCCTBA BO3HUKAET KaK
pe3yNbTaT «B3aMMOJICHCTBHS ABYX Hayall: BEIIECTBEHHOM CTUXHH, MTOJUIEKAIIeH
peoOpa3oBaHuUIO, U ACHCTBEHHOH (aKTyanbHON) POPMBI, KaKk HIEaIbHOTO 00pa3ay,
KOTOpasi CBOMM OTIeYaTIeHUEM Ha BEIIECTBEHHOH CTHXUH ee mpeodpasyer. Ho u3
®0peHCKOro MBI TOMHHUM, YTO TOJIBKO JTMYHOCTb, KOTOPAs SIBIISETCS areHTOM €IMHCTBA
MaTepHUaNBEHOTO M AYXOBHOTO, BEIIECTBEHHOTO U HCAIbHOT0, MOXKET COBEPILUTH ATO
npeoOpazoBanue. bonee Toro, mo GI0peHCKOMY Xy10’)KECTBEHHOE TBOPUECTBO €CTh
KBUHTACCEHIMSI TMYHOCTHOM JIESTEIBHOCTH, TOCKOJIBKY OHO COSAMHSET MPAKTHYECKYIO
CTOPOHY — BOILJIOIICHHE Pa3yMOM CBOHX 3aMBICIIOB — C TEOPETHIECKON CTOPOHOM —
OCMBICITUBAaHUEM JIEITEIFHOCTH. TeM caMbIM XyI0)KECTBEHHOE ITPOU3BE/ICHIE
camooueBUIHO. OHO He «HYXJIaeTCs HU B 10Ka3aTeIbCTBE CBOEH BEIIHOM peaIbHOCTH
(100 OHO SIBHO peajibHO, SIBHO €CTh TaKas BEIllb), HA B I0OKA3aTEIILCTBE

CBOET0 MJI€AIbHOTO CMBbICHA... OHO - €PYOV, HO OHO %€ — M HEMPECTAHHO CTPYSILAsAC U
BUOpHpYIoIIas evepyeta nyxay. [loatomy, Benen 3a iBanoBbiM, DIOpeHCKHUI Ha3bIBACT
XY/I0’)KECTBEHHYIO JIESITEIbHOCTD, MPEOOPa3yOUIyI0 BEIIECTBCHHYIO CTHXHIO U

40 Tam xKe, 336.
! Tam xe.
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HeoOpaboTaHHBIN MaTepuan ObITa B UACANbHBIN 00pa3, «ecTBulleil Makosay, o
KOTOPOM HUCXOIUT B MUp bor u Bocxoaut Ha HEOO yenosek.*

CornacHo MBaHOBY, «1peoOpa3zoBaHuE 3By4aHHUs Ja€T MY3bIKY, CJI0BA — ITOA3UIO,
TPEXMEPHBIX TEJl — 30YE€CTBO U BassHUE, TMHUN U KPACOK HA MJIOCKOCTH — AKUBOIUCHY.
Teatp xe mpencTaBisieT CUHTE3 UCKYCCTB, Il KapTHHA U CKYJIBITYypa (B MU3AHCIICHE)
CHUHTE3UPOBAHBI C TI033HUEH U TUTEepaTypoi, mpeodpasys Bce B auajor u aeictsue. [lo
cnoBaM MBanoBa u ['amamepa, TeaTp CHHTE3UPYET BPEMEHHBIE HCKYCCTBA (CIIOBA U
MY3BIKY) C HICKyCCTBAMHU MTPOCTPAHCTBEHHBIMH (M300pa3UTEIbHBIMU U apXUTEKTYpoii). B
TeaTpe Mpeodpa3yercs cama CTUXHS KU3HH, CTUXUS YEIOBEYECKOT0 COHMA.

Ho uro xe sBasercs npeamMeToM UCKyccTBa B 1eioM? Ha Borpoc, KOTOpsIii He
craBuT Huuie, orBedaer MIBaHOB: IpeIMET MOUIMHHOTO UCKYCCTBA €CTh TaliHa
yenoseka. g Hune B yenoBeke HEeT HUKAaKOM TalHBbI, YEJIOBEK — ATO CISATUBLINHI 3BEPh
BpoJie 6€3yMHOT0 BOJIKa 3a00JI0IIKOT0, OCTABUBIIIETO OBEIl U YBIIEKILIETOCS MO33HUEH U
TaifHaMu MUpo3aaHus. /st yenoBeka JTy4IuM yaeaoM OblTo Obl BO3BpAIICHHE K
€CTECTBEHHOH MPSAMOTE U HATYPAIbHOCTH 3BEPsl; IOTOMY YEJIOBEK JOKEH ObITh
npeononeH. [{ns BaHoBa cyTh 4enoBeka B ero TaitHe. MUKPOKOCM JTMYHOCTH HEOOBATEH
U CKPBIT, M Ha e€ HenccIeAUMbIe TaiiHbI FIBaHOB yKa3yeT uepe3 MeTadopuKy Mops B
nepenoxenun boaneposa «HYenoBek U Mope»:

Kak 3epkaso cBoel 3a1oBeJHON TOCKH,

CBobOoaubIii Yenosek, M00UTH ThI Oyaens Mope,
CBoeii 6e30peKHOCTBIO XMEJIETh B POJHOM IIPOCTOPE,
Ubu Oe31HBI, KaK TBOM AyX 0€3yAepKHbBIHN, - TOPHKU;
Bb1 062 3aMKHYTBI, U CKPBITHBI, U TEMHBI.

Kro Taiinoe tBOE, 0 UenoBek, mosenan?

KT0 Knazpl BlIaXHBIX HEIp UCUUCIINI U pa3Belal,

O Mope?.. XXaHble peBHUBIIBI TTTyOUHBI) 4

VIMeHHO B cHTy 3TOM HEHMCcUeprnaeMOCTH, Hy>KHbI HOBbIE U HOBbIE MaCKH, HOBBIE U
HOBBIE aCHEKThI JIMYHOCTH, BBICTYTAIOIINE YePE3 Pa3HbIE XapaKTephl; BCE HOBbIE
riTyOMHBI YeI0BeKa KaK JMYHOCTH OTKPBIBAET HAM U IOKa3bIBAa€T UCKYCCTBO, 0COOEHHO
HCKYCCTBO TeaTpa. XOpOIIO U3BECTHO, YTO T€HUH JIPEBHETO 3JUIMHA 3aKII0Yalcs B €T0
CIOCOOHOCTH 0Y€JI0BEYMBATH BCE, K YEMY OH MpHKacaics. FIBaHOB yKa3bIBaJl IMEHHO Ha
YeJI0BEKONOJ00Me IITMHCKUX O0TroB Kak Ha (pakTop, CIOCOOCTBOBABILUI TOCTEIEHHOMY
OYEJIOBEUYMBAHUIO TUOHUCHICTBA, - OUEIOBEUUBAHHUIO, KOTOPOE B PaHHUI
NaTPUCTUYECKHM U CpeHEBEKOBBIN NEpUOJ MPUHSIIO (POPMBI XpUCTHAHU3ALUH.

Hcnonnenue ouonucuiickozo mpazu4ecKozo apxemuna 6 xpucmuaHncmee
«.HI/II_IO, TO €CTh UIIOCTACHBIM CMBICJI, pa3yM, YM — pa3yMcC€ro BCC 3TO B AHTUYHOM U

B CBATOOTCUYCCKOM CMBICIIC, - THUCAJ CDJ'IOp@HCKPIfI, - [HoJrara€Tt Mepy 0e3IuKoi MOIIHX
YCJIIOBCUYCCKOI'o €CTCCTBA, n6o ACATCIBHOCTD JIMLId — UMCHHO B MCPHOCTH, B

42 Onopenckuit, M3 6orocnosckoro Hacieaus, Lut. Cou., 105.
43 UBaHoB, “OcTetndeckas HopMa Teatpa», Coo. Cou., I1. 205.
4 NBanos, «Yenosek u Mope», C.C., 11, 346
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OIPaHEHHOCTH U B HAJIOXKEHUU OIPECIICHUH 1 TpaHuLl. DTy AEATEIbHOCTh CBSI3aHUS U
OrpaHHYEHNS HA3BIBAIOT HAYATOM amosuTHHmiACKIMy. > 101 eiicTBHeM 5TOro Hauama
OpruacTUyecKasi CTUXHs JUOHUCHICKOTO Au(upamMOa IOCTENEHHO OTINBACTCS B JIMKH
repoeB, KOTOPBIX ITa )K€ CTUXHUS BJICYET K TPAarHdeCKOMY KOHITY HIMEHHO B KOH(IIMKTE
CTOJIKHOBEHHUSI C INYHOCTHIO B HUX. TaK «KO3IMHAS MIECHb» MPHHUMAET POPMBI
rpeueckoi Tpareaun. MIBaHOB yKka3yeT Ha pOKJICHUE NIEPCOHANN3MA Yepe3 caMy ATy
dopmy: «BocxokaeHne — CUMBOJI TOT'O TPArH4ecKoro, KOTOPOe HAYMHAETCS, KOT/[a OJTUH
U3 YYaCTBYIOIINX B XOpOBoJe /JIMOHICOBOM BBIENISETCS U3

Hudupambudeckoro couma. M3 6e3nuvHoN cTUXUU OpruiiHOro nudupamoda
MOTbEMIIETCSI BO3BBIILICHHBI 00pa3 TParunuecKoro repos, BISBISISCH B CBOCH JTMYHOMN
0COOCHHOCTH, - T€pOsi, OCY>KICHHOTO Ha THOENb 3a 3TO CBOE BhIAEIEeHUE U 00mmume. 1160
’KEPTBEHHBIM CITy’)KEHHEM H3Havaia ObuT TudupamO, U BHICTYIAIOIINN Ha CEPEIUHY
Kpyra — xepTBay.*°

VBaHOB 1MOT4epKUBAET IMEHHO CTpPaaTeIbHBINH acTIeKT TUOHHCHUICTBA.
braromaps 4enoBekonoo0mi0 rpedeckux 00ros, rpaHb MEXy HIMU U CMEPTHBIMHU
MOTJIa CTUPAThCSl M OHU CTAHOBWIIUCH HAPSLY C «T€POSMID» TPEIMETOM OIUIaKUBAHHMS.
«W3 6naropogHEHIINX YyBCTB, CBA3YIONINX YEIIOBEKA C €ro 00YKECTBOM, SJUTHH 3HAI HE
TOJIBKO GIIATOAPHOCTE ¥ GIIArOTOBEHHE, HO U Iy HaJ CBOUM Gorom»."’ JIMOHHCHHACTBO
e OBLIO penurueit 6ora pacTep3pBaeMOr0, YMUPAIOIIET0, HUICXOASAIIETO B ITOI3EMHOE
[IapCTBO M CHOBA BO3BPAIIAIOIIEIOCs, C KOTOPHIM M B KOTOPOM YMHUPAJI M BO3BPAILAJIUCH
B HOBBIX JINKAX «Er0 GECUHCICHHBIC IBOMHUKH, OTPAKEHHS, HIIOCTACH HMITH THIHHBD). "
[TocTeneHHO 0YeNOBEYNBASCH, THOHUCUIICTBO OCBOOOKIAIOCH OT CBOETO
OprUacTHYECKOT0 JIEMEHTA, IPEBPALIAsACh BO BCEICHCKYIO PEIUTHIO, HECYIIYIO HICO
o0oxeHus. lIBaHOB 00HapyKHMBAET YK€ B paHHEM Op(PH3ME PEIUTHO3HYIO KOHIICTIIIHIO
CTpaJaromero 6ora Kak UJe0 BMECTE M ITHYECKYIO U KOCMOJIOTHYECKYIO U 3aKIII0YaeT,
YTO «B KOHIIE TAPMOHUYECKOTO PAa3BUTHS JUIMHCKOIN MBICIIH HJIES] BCEIIEHCKOTO
CTpaJaHus, MPeCTaBICHHE O MUPE KEPTBEHHO CTPAJAIONIEM Yepe3 pa3beIMHCHUE U
pa3bsTHe O0XKECTBa, B ceOe eIUHOTO, - JeTaeTCsl OCHOBHOM UIeeH Kak HeOIIaTOHU3MA,
TaK M MO3JHETO CHHKPETU3Ma, BCEX OOTOB OTOXIECTBUBIIETo ¢ J[noHUCOM,
nocTaBuBiIero J[nonuca Ha Beicoty Beebora cTpanaromiero, kak cTpagaibHbIi aceKT
MHpa BO3ZHUKHOBCHUH W YHUUTOKECHUIT».

Tak uneitHo TMHCKUI MUp OBUT IOATOTOBJIEH K MPUHSATHIO XPHUCTHAHCTBA.
MBaHOB cchUTaeTCs Ha aNlOJIOTETHKY PAaHHUX OTIOB IIEPKBH, IPUBOSIINX B IPUMED
BEPOBAHUS TUOHHCUICTBA O CTPACTSIX Oora IS IIOATBEPIKACHNS HCTHHHOCTH BEPHI B
Pacmisitaro. ITockonbKy Kaskablii XpHCTHAHUH MIPU3BaH CJIEI0BaTh 33 XPUCTOM U
yrnonoousatbes EMy, TO 1 IyIia BepyIoLero npecTaBsieTcsl HEKUMM 3€PKajioM,
oTpaxatomuM crpactu Cnacurens. B kagectBe mpoobpa3zoB OpureH roBopui o
IPEUECKHX AJUIETOPHSIX, YIIOMOOISBIIMX ATy [IMOHHCY B €r0 CTpacTsIX U
TPEBPAIICHUX.”

4 ®nopenckuii, U3 6orocnosckoro Hacneaus, Lut. Cou., 140.

46 HBanoB, «CuMBojnKa 3cTeTnueckux Havam», CC., I, 825.

4 WBanoB, «/luoHuc u npaguoHUcUiCTBO», B Dcxui, Tpareauu, 361-2.

*8 NBanoB, «dIuIHHCKas penurus cTpajgaroniero 6oray, B cxmi. Tparequn, 340.

4 Tam xe, 348

50" Contr. Cels. IV, 171; BanoB, «IlMOHUC ¥ IPAAUOHUCUIICTBO», B Dcxui, Tpareauu, 374.
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Kak yka3piBaer 1IBaHOB, «IIOHATHE CTPACTEH MPSIMO MEPENUIO U3 SJUTMHCKON
pEUruu B XpUCTUAHCTBO, BO BCEH MOJHOTE CBOETO COJEPKaHMsI, KAK MUCTHYECKOTO U
o0psaaoBoro repmuHa. He ciydaiiHbl BU3aHTHICKHE TONBITKYA IPUCTIOCOOUTH (POPMBI
EBpumnumoBoii Tpareuu K peIuruo3HO-MOTHUECKOMY KPYTY XPUCTHAHCKUX
NPEJCTAaBICHUN O O0XKECTBEHHBIX CTPACTAX: CaMO 3arjlaBue MUCTEPUH «XPUCTOC
Crpanaromuii» ( Christos paschon) o6mudaeT B3IJIs1 Ha aHTUYHYIO IpaMy Kak Ha
MO3TUYECKUI KaHOH POJICTBEHHOTO XPUCTHAHCTBY B MPUHIUIIE «CTPACTHOTO JACHCTBaY.
XpHCTOC OKa3bIBAETCS] COBEPLIEHHBIM apXETUIIOM TOTO OTOXKJECTBICHHS Oora U repos,
IPOTOTHUIIOM KOTOpOTo BbicTynai Jluonuc, n6o Bo Xpucre bor noiHoctsio
oToxzaecTBisiercs co CBOMM HCIOBETHUKOM M MyYEHUKOM: MTOCKOJIBbKY BO XpHCTe
«oburtaet Bcs noiHoTa boxxectBa Tenecno» (Ko 2:9), n BuneBmmii Mucyca «Buaen
Otnay. (Cp. Uu.14: 9).Tak EBanrennckast HCTOpHSI, a BCIE] 3a HEH CPEeTHEBEKOBBIC
KHUTHUSA CBATBIX U T€POEB, MOCTY>KUIN MOCTOM MEXIY aHTUYHOM Tpareauei u
IryMaHHMCTHYECKOM IpaMoil HOBOrO BpeMeHH. YKa3zaHue Ha (OpMaIbHbII epexo.
CPEAHEBEKOBOI0 MUPAKJIS B TpareAauio HoBoro BpeMeHu MBanos Haxoaut y I'ére.

“MeTko 1 TOUHO cyxeHue ['ére o renesuce Tpareauu B MUCbME K

Henprepy ot 4-ro aBrycta 1803 r., KOTOpOE, KaXKeTCsl, HE MPUBJIEKIO BHUMAaHUS

HU ofHOTO U3 (punonoros. ['ére numet: «Kak rpedeckas Tpareaus

51

BBICBOOOXK/1a/1aCh U3 CTUXHUU JIUPHUUECKOH ..., TOMY €IlI€ U B HAIIK JHU Mbl IMEEM
IpUMep, OKa3bIBAIOIINN yCHIIME ApamMbl COPOCUTD ¢ ce0st 000T0UKH (dy>K 01
(GopMBI B TaHHOM CITyyae) UCTOPUUYECKOTO HIIH, CKOpEee, SMNYECKOro pacckasa, - 1
o0ps1a MOMHUHOBEHHSI CTpAacTel XpHUCTOBBIX, KAaK OH IIPABUTCS 110 KATOIUYECKHM
LIEpKBaM Ha cTpacTHO! Henene. Tpoe n300paXkatoT: OAMH — €BAHTEINCTa, JPYTOil
— Xpucra, TpeTuit — KOro-a1u0o U3 Jpyrux y4yacTBYIOUIUX B IEHCTBHUM JIMLL, XOP
ke Tommy (turba). s ckopeifiiero 03HakOMIICHHS ¢ XapaKTEpPOM LIeJI0r0
npuBOXKY OTpbIBOK: «EBanrenuct. Torna ckazan emy [lunar — Interlocutor. Urak,
ThI H1apb? — EBanrenuct. Mucyc orBetnn. — Xpucroc. Trl ckazan, s napb. S Ha TO
POJMIICS U HA TO MPHILEN B MUP, UTOOBI CBUIETEIILCTBOBATH 00 UCTUHE, U BCSIKHM,

KTO OT MCTHHBI, MOCTYIIAeT rojioca Moero. — EBanrenuct. ['oBoput emy I[uar.
Interlocutor. Yro ects uctuna? (u t.1. — M.M.)...

[IpenocraBbTe €BaHTEIMCTY TOBOPUTH TOJIKO B Havalle, rjie Obl OH Jai olriee
HUCTOPUYECKOE BBEACHHUE, B BUJIC MTPOJIOTA: C/ICIaiTe BCTABISIEMbIC M HBIHE

COO6H_ICHI/I$I HCHYXXHBIMU MMOCPCACTBOM IIpUXOAa U YXO0[a, ABUKCHUA U JEUCTBUS

JIMI] IPAMBL. — ¥ BBl OTKPBLIN € CBOOOIHBII ITyTh.»"

Nrak XpuCTaHCKMK MUPAKIIb CTAHOBUTCS OCHOBOW COBPEMEHHOM JIpaMbl B €€
I'YMaHHCTHYECKOM OOJIMYbH, IJ1€ MECTO XPUCTUAHCKOIO My4YE€HUKA 3aHUMAET YEI0BEK
KaK TaKOBOH, IMYHOCTh cama 1o cede. PaHee Mbl TOBOPHUIIM O CAMOOTOXAECTBICHUU
XpHucTa ¢ KaKIbIM 4EJIOBEKOM B €ro crpananuu. Ho MokHO cka3aTe, 4To XpUCTOC

OTKPBIBACTCA U 4€PE3 CAMOOTKPOBCHUEC JIMTYHOCTH NUMCHHO B eé YA3BUMOCTH. Haan/IMep,

B UCTOJIKOBaAHHNHU BaXTI/IHa, KHs13b MBIIIKUH y I[OCTOCBCKOFO SABJISICT YUCTYIO

YCJIOBCYHOCTD MMOCTOJIBKY, ITIOCKOJIBKY B BBICHIEM CMBICJIC JIMIICH BCAKOI'O ITOJIOKCHUS B

JKU3HU U IOTOMY HE UI'DACT HHUKaKOM colMalbHOM poJiun. «Ho nmenno MMO3TOMY OH

o 53
MOJKET ‘IPOHMLATH’ CKBO3b )KM3HEHHYIO IJIOTh IPYTHX JIIOJEH B UX IITyOUHHOE ‘51°».

51
Tawm xe, 374

52 .
WBaHoB, «/lnonuc u npagnonucuiicteoy, 404. cu.3*

53
Muxaun baxtus, «IIpobaemsl noatuku JlocroeBckoro», Mocksa: Cosetckast Poccus, 1979, 202.
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VIMeHHO 3TUM U TOJIBKO, IO MOEMY MHEHUIO, BBICTYTAas B TPAAUIIMU «XPUCTA paau
IOPOJIUBBIX», OH OCYIIIECTBISIET CBOCOOPA3HYIO0 XPUCTHAHCKYIO (DYHKIIHIO B pOMaHe
«Mmnoty», yka3ys TeM caMbIM Ha XpHUCTa, BCerJa 00paliaronierocs K «ryOMHHOMY » B
yenoBeke. [IBaHOB BO3BOIUT CIOCOOHOCTH J{0CTOEBCKOTO SIBUTH TITyOUHHOE «S1» B
4eloBeKe K YPOBHIO HEKOH HiealbHON MaHOPaMbl HCKYCCTBA, KOTOPOE B CBOUX Pa3HbIX
XKaHpax, HO 0cOOEHHO B poMaHe («J1abopaTopuu JTUYHOCTID IO I/IBaHOBy)54, OTpakaer
TaifHy YeJIOBEYHOCTH B €€ MHOTOTPaHHOCTH, HO Yepe3 paKypc BCEUEIOBEUECKOTO CO-
CTpaJaHusi, KOTOPOMY UCKYCCTBO YUHT MPEK/E BCETO:
«Ham, BociutaBmuMcs Ha uaesx JJocTOeBCKOro 0 KpyroBoi mopyke
BCET0 KHUBYIETr0, KaK IPEUTHOT0 eUHBIM I'PEXOM U CTPAJAIOIIETO eIUHBIM
cTpangaHuem, Ha uaesx lllomenrayepa o MUPOBOIl COMMIAPHOCTH, - HA ITUX
MIPO3PEHUSX B TAMHCTBO BCEMHUPHOTO pacisaTus (1o cioBy ['apTmaHna) u B
HPABCTBEHHBIN 3aKOH COCTPa/IaHusl, KaK COPACIISTUS BCEICHCKOIO, - Tparudeckas
My3a TOBOPUT BCETr/ia O LIEJIOM U BCEOOIIEeM, SIBIISIET CBOUX T'€POEB B aCIEKTe
M3BEYHOM JKEPTBBI U OCUSABAET YACTHBII 00pa3 KOCMUYECKOTO MyUYeHHUYECTBA
CBAILIEHHBIM JIUTYPrHu4e€CKUM BeHLIOM. C Ipyroil CTOPOHBI, IPO3PavyHOCTh
BCEJICHCKOTO 3HAUYEHUS OTJEIbHBIX TPArMYECKUX y4acTel JeTaeT BbI3bIBAEMBIC
MO3TOM JIMI[a MAaCKaMH €IMHOTO BCEUETIOBEUECKOro Sl u BOILIOMIAET Mpe]]
y’KaCHYBIIMMCS 6 uX Cy1b0ax Ha ceoti pOK 3puTeneM apeBHee Oorosemiee Tat
twam asi («TO TBI €CH», - «3TO ThI caM»). Tak 3JIeMEHTHI CBAIIEHHOTO JleiicTBa,
XKeptBbl u JInunHbI, MOCIE JOITHX BEKOB CKPHITOTO MPUCYTCTBHS B [paMe CHOBA
BBISIBJISIEMbBIC B HEH CHIIOIO CO3PEBIIETO B YMax TPArmueCcKOro MUPOIOCTHKECHHS,
Majo-mo-Maity npeodpaxaroT ee B MUCTEpHIO U BO3BpAIIAIOT €€ K ee
MIEPBOUCTOYHUKY — JIMTYPTHUECKOMY CIYKE€HUIO Y antapst CTpaaaroniero Bora».”
J1J1s XpUCTHAHCKOTO CO3HAHUS €CTh TOJIBKO OAMH cTpanatomuii bor. bonee Toro,
bor oTkppIBaeTcs Kak cTpaJaomui TOJIBKO 3TOMY CO3HAHUIO, TTOCKOJIBKY BCSIKOE IPYTroe
CO3HaHHE MPHUHITH 3TO OTKPOBEHHE OTKa3bIBaeTcs: «Ho MbI mpomnoBenyem Xpucra
Pacnisitoro, st Myaees cobnas, mis smnuHoB 6esymue» (1 Kop.1:23). J{ns sninHoB
«cTpaaaromui 6or» 661 0e3ymMueM yxe Bo JHH anoctona [lasma. Hurie Bo3poxaaer
Mu¢ JlMoHNCa UCKITIOYUTENHHO KaK METOA0IOTHUECKH MTPUHIIUI SCTETUKH, a FIBaHOB
BCJIE/I 32 HUM YK€ BCECTOPOHHE PACCMATPUBAET €r0 KaK MHOTOTPAHHBIN apXeTHIT
CTpajaromiero 0ora, HECyIIero B ce0e ke U XyA0KECTBEHHOE BBIPAKEHHE STOTO
apxeTHIra B HECKOHYaeMOM MPEeeMCTBEHHOM TMHUH CBOUX BOILIOLIEHUH — TParnuecKux
repoeB. Tak pycckuii CepeOpsiHHBIN BEK OTKPBIBAET 3CTETHUECKOE U3MEPECHHE
XPUCTUAHCTBA, UJIH K€ YKa3yeT Ha XPUCTHAHCKYIO MOJOCHOBY SCTETHKH Yepe3 BUICHHE
Xpucta kak abCONMIOTHON MOJIEIH YEIOBEYHOCTH. borouenosek npeacraer Kak
POIOHOYANILHUK UCKYCCTBA XPUCTHAHCKON U TIOCT-XPUCTHAHCKOM ATOX, CBSI3YIOIIHHA €ro
C TpeuecKoy Tpareanei, MOCKOIbKY UMEHHO B XpUCTUAHCTBE AA€TCs MOJTHOTA
Tparu4ecKou napajurmsl.
«EcTb Ty0OKUit Tparu3Mm B 01Xk 1€, IPUHAICKABIICH yMEPIIUM OIU3KUM:
CTpaHHO OecCMepTHE ITHX HE3HAUUTETbHBIX TPAIMOK B CPABHEHUU C OPEHHOCTHIO
U CMEPTHIO CYIIECTB, MOTHBIX OeckoHeYHOro 3HadeHusl. Cyp0a BCSIKOTO
Tparus3ma U BCAKOTO CTpajaHusi, — nmucan bopuc Briecnasiies, - TaMHCTBEHHBIM
oOpa3om cOmmKkaeT Hac ¢ Tparu3MoMm [onrodsl u moTomy, uto KpecT u ['onroda

54 Wsanos, C.C., 1V, 405.
55 Wsanos, «Jlutyprus u teatp», C.C., I, 76-77.
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ecTb HanboJiee MOJIHOE BIPAXKEHUE CYIHOCTH U ITyOuHBI Tparusma. B cynbbe
KaX/10T0, TOCKOJIbKY OH MPUOJIMKAETCS K MOATMHHOMY Tparusmy, ecTh
yIMBUTEIBHOE CXOJICTBO C CyAb0OH XpHCTa; HAUMHAS C 3THUX OCTaBIIUXCS OJIEK],
0 KOTOPBIX Uy>KHE JIIOJIU ‘MeuyT KpeOHii’, U KOHUasi U3MEHOI0 YUEHHKa,
M3/IeBaTEIbCTBOM TOJIIBI U ‘O0r00CTAaBICHHOCTBIO” B MOMEHT HaUBBICIIIET O

56
IIoaABUT A .

Summary

This article investigates the aesthetic theory of Vyacheslav Ivanov in the context
of Russian Silver Age and in comparison with a later hermeneutics of art, that of Hans-
Georg Gadamer. Ivanov defines art as “moving:” it “moves” a human person toward
another person, it makes me transcend myself and encounter another as he/she really is.
Art, especially that of theatre, which both Ivanov and Gadamer consider to be the
synthesis of art, enables me to see from inside another person, and thus experience the
truth of Christ’s commandment: do to others as you would like them do to you. By
teaching through parables, Jesus also acted as an artist. The divine humanity of Christ
grounds the kinship between religion and theatre. According to Gadamer, religious cult
and theatre are both festive: they create their own time and make us escape our everyday
routine. According to Ivanov, both religion and theatre are grounded in the inward
dialogism of human personality who is able to identify with another personality. In
religion the human person identifies him/herself with God; in theatre, with another
human person. Following Nietzsche, both Ivanov and Gadamer trace this self-
identification with the other to the ancient Greek cult of Dionysus and the Classic tragedy
that ensued from this cult. Nietzsche, who came close to the discovery of art’s “moving”
ability, linked it with the “Dionysian” methodological principle that he defined as an
unconscious and impersonal creative impulse. In Ivanov’s Personalist theory, art “moves”
us not by depriving us of our personhood, but by the very virtue of our personhood.
Because of his personal nature, determined by his inner dialogism, man is both artist and
spectator. The Dionysian tragic paradigm finds its fulfillment in Christianity.

Ivanov first discovers in Dionysus the principle of the identification between god and
hero, and then shows that this principle is fulfilled in Christ, in whom God identifies
completely with His Ultimate Witness. Consequently, the medieval Christian miracle
appears as the foundation of modern drama in its humanist form, in which the place of a
Christian martyr is taken by a human person as such. In this manner, Russian Silver Age
rediscovers the aesthetic dimension of Christianity, and also, vice versa, points out the
Christian ground of aesthetics.

©Ilpot. Muxann AkceHoB-MeepcoH
Jloknan 3aunTaH Ha pycckoM si3bike B MtoHe 2004 roga Ha MEXyHapOIHOM

KOH(epeHIIMH Ha TeMy * DCTeTHKa KaK peIuruo3Hbli pakrop Bocrounoro u 3ananHoro
XPUCTHAHCTBA,” OPTaHU30BAHHOM LIEHTPOM MEXKYJIBTYPHOTO OOrOCIOBUS Y TPEXTCKOTO

56 .
B.I1. Brimiecnapues, “Beunoe B pycckoit punocodun», B KH. DTHKA IpeoOpakeHHOTo 3poca, MockBa:
UznarensctBo «Pecmybmukay, 1994, 223-4.
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YHHUBEPCHUTETa COBMECTHO C LIEHTPOM 110 u3ydeHuto Poccuu u LlentpansHoii EBpornbl
Jlunckoro yHUBepCcUTETA.

The Personalist Dimension Of Liturgy and Theatre in the Light
Of Russian Silver Age and Hans Gadamer’s Hermeneutics of Art
The Typological affinity between Liturgy and Theatre

The specificity of festal time. The Time of cult and the time of theatre transcend
our everyday reality.

Hans-Georg Gadamer draws our attention to the close relation between theatre
and religious cult. Both are festal in so far “as festivity abides within its own time,” in as
much as a feast by its very nature “comes back.”

“What precisely is a festival?” - reflects Gadamer, “Festivals are to be
celebrated. But what is the festive character of a festival? Naturally, this quality
need not always be associated with joy and happiness, since in mourning we also
share this festive character together. But a festive occasion is always something
uplifting which raises the participants out of their everyday existence and elevates
them into a kind of universal communion. Consequently, the festive occasion
possesses its own sort of temporality. It is essentially recurrent phenomenon, and
even a unique festival celebration bears the possibility of repetition within itself.

The commemoration of a special occasion is itself enacted in a festive fashion.

Enactment is the festival’s mode of being, and in the enactment, time becomes the

nunc stans of an elevated presence in which past and present become one in the

act of remembrance. For surely the festival of Christmas is more than a festival of
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the birth of the Savior who was originally present nearly two thousand years ago.

In a mysterious way, every Christmas is contemporary with that distant present.

The mystery of festive celebration lies in this suspension of time. In contrast to

such festive occasions, we are in our everyday life constantly bound by particular

functions and time-limits. In the festival, the particularity of our purposes gives
way to communion in a heightened self-fulfilling moment, which does not acquire
its significance from any task still to be accomplished and does not gain from any
further purpose to be achieved.”

Thus, on the one hand, festal time stays still, on the other hand it stays outside the
prose of everyday life. Man is chained to the assembly line of his everyday duties. The
festal time of religious worship, as well as that of theatre, lets us escape this assembly
line. “Clearly,” Gadamer continues, “the most original and exemplary manifestation of
this self-fulfilling moment lies in the cultic ceremony. Here the manifestation of God is
an absolute presence in which the remembrance of the past and the present moment
coincide in an instantaneous unity.”’

This is especially evident in the Eucharist, which is central to the Christian cult.

In Russia, Osip Mandelshtam perfectly expressed this thought in a poetic form:

Here is the discos, like a golden sun -

A blessed moment - in the air it hangs -

The world is held in time, an apple in one's hands -
Here will be heard only the Grecian tongue.

A solemn zenith of the service to God's will;
Beneath the round dome, light glows in July,
So, our breaths full, outside of time we sigh

For endless meadows where all time stands still.

A noon eternal, lasts the Eucharist -

57 Hans-Georg Gadamer, The Relevance of the Beautiful and Other Essays, Ed. Robert Bernasconi, trans.
Nicholas Walker, Cambridge, London, New York: Cambridge University Press, 1986, 58-9; H.-G.
Gadamer, “Uber die Festlichkeit des Theaters,” in Kleine Schriften, II, Tubingen: J.C.B. Mosir, 1979, 171.
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All drink the cups, all play and sing aloud,
Before the eyes of all the cup of God
Pours with a happiness that can't desist.>®

Bot naponocuua, kak CoJHIE 30J10TO€,

IToBuca B BO34yX€e — BEJMKOJIETIHbIM MUT,

311ech 10JKEH NPO3BYYaTh JHUILb TPEUECKUH SA3BIK:

B3s1b B pyku 11enb1ii MUp, Kak sI0JI0KO MPOCTOE.

Bborocnysxenust moporcecmeennulii 3enum,

CBeT B KpyTJI0i XpaMHHE MO/ KyIOJIOM B HIOJIE,

UTo0 MONHOM TPYBIO0 MBI 6He 8peMeHU B3IOXHYIIN

O nmyroBuHe TOH, 20e gpems ne bedrcum.

W EBxapucTus Kak eursili N0J0eHb OTUMCSL -

Bce npuyararores, Urparot U Moo,

U Ha Bugy y Bcex 60KECTBEHHBIN COCY ]

59
HewucuepnaembIM BeceareM CTPYyHUTCS.
But theatre, according to Gadamer, “like cultic ceremony, also represents a

genuine creation: something drawn from within ourselves takes shape before our eyes in
a form that we recognize and experience as a more profound presentation of our own

reality.”®

Theatre also creates its own time and space, its own “chronotope” to use
Bakhtin’s term. As in religious worship, everyday space and time is transcended in
theatre: together with the actors, we, the spectators, are transported either to the Venice of
the Doges, or to the kingdom of Denmark, or to the England of Henry V, or to the
provincial town of Nicholas’ Russia, in which Khlestakov, by some coincidence, finds
himself. When we go to the theatre, we always find ourselves in some very particular

place which is colored by a specific time, the time of the main character- be it the ground

of Denmark, on which Hamlet loses his mind, or the palace in Thebes, where Oedipus’

%% An edited version of the translation by Ilya Shambat.

% Ocun MasnnensmraM, “BoT mapoHocHIa, kak coiHIe 3070toe..,» Coo. Cod. MexayHapoaHoe
Jlutreparypuoe ConpyxectBo, New York: Inter-Language Literary Associates, 1967, 1, 85.

0 Gadamer, The Relevance..., 60.
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eyes are opened, or the Scythian desert, by the rock to which Prometheus is chained and

whither the eagle comes flying every hundred years.

Florensky on cult and culture

Fr. Pavel Florensky applied the idea of the relation between cult and theatre not to
theatre alone, but to culture at large. “Culture has cult as its own root and nucleus, as the
very etymology of the Latin word cultura, which is derived from cultus, indicates,” he
writes. “Cultura, being a future participle, like natura, points to something which
evolves.” “ Cult itself — cultus from the verb colere — to rotate — is a rotation, a round
dance, the revolving about some sacred reality, around a holy thing.” Thus the word
natura denotes the state of being ever born, while cu/tura denotes something which is
being ever chipped off cult: yet culture is cult’s sprouting out, the side branches and

9561

shoots of the cult.””" Thus cult and culture are connected, and we must emphasize that it

is their specific function in man’s being and self-consciousness that links them together.

Cult as a condition of personal being

Personality transcends the borders of a natural organism and species, and
presupposes the unity of the material and the spiritual, pointing to the unity of self-
consciousness.”? Being a conscious and self-conscious entity, the person correlates
everything with its own self, bringing everything into connection with its spiritual center.
Only that thing which is correlated with my self-consciosness is real for me. “What is not

correlated, thereby is not, for we can say ‘it is’ only about something we are conscious

® pavel F lorensky, “From Theological heritage”, (Philosophy of Cult). Bogoslovskie Trudy, # 17,
Moscow: Izdanie Moskobskoy Patriarhii, 117,132.
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of,” Florensky maintains. “This is so because consciousness is an arrest of the continuous
flow of being and an extraction of something from it. But in order for this arrest and this
extraction to make sense, something within ourselves must provide a fulcrum.”®* We
cannot find such fulcrum in culture per se, because culture is omnivorous and embraces
everything. The human person who creates culture is lost in it. “How can we, asks
Florensky, on the plane of culture alone, make a distinction between a church and a pub,
between a device for breaking locks and the commandment “Thou shalt not steal?.. How
can we make a distinction, on this same plane alone, between the penitential canon of St.
Andrew of Crete and Marquis de Sade’s writings? All these do co-exist in culture, but
within its boundaries there are no criteria for making distinctions and choices between
one and the other.”**

Only cult provides us with such a criterion, because it makes the human person
stand face to face with God. In Schleiermacher’s language, religion instills in man a sense
of dependency.

Is the pleasure of the Lord in holocausts and sacrifices,

or in obedience to the voice of the Lord?

Yes, obedience is better than sacrifice,

Submissiveness better than the fat of rams” (1 Sam 15:22) —
as we find in one of the earliest layers of the Old Testament. Abraham J. Heschel, a
Jewish thinker, considers human obedience (or disobedience) to God to be the main
existential characteristic of man. Adam (the first man) begins his life with hearing God’s

commandment. Thus being-under-obligation precedes mere being. The self-

consciousness of a religious man is determined by the formula: what is it that God

2 1bid., 103-4, 127.
5 bid., 126.
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demands from me.” This formula can be applied to any religion: it lays its claims on man
- on behalf of God.”

Let us turn back to Florensky. Using the example of the Jerusalem Temple cult,
he points out that ancient cults were furnished with terrifying grandiosity precisely for the
purpose of impressing the human being by the mightiness of the Divine requirements.
Florensky invites us to visualize this Jerusalem cult: its huge altar, 20 feet by 15, with the
perpetual fire blazing on it, constantly fed by new fuel - not just a fire, but a flaming
conflagration. “Just imagine the crackle, whistle, hissing of fire upon such an altar,”
writes Florensky, “Imagine almost a cyclone formed above the temple. According to the
tradition, even rain could not extinguish this fire. But its size was necessary, since entire
bulls - not to mention multitudes of goats, lambs, etc. - were burned in it... No wonder
the altar was called “Ariel,” which meant, in the graphic language of Jewish theology,
“The Lion of God.” In fact, it utterly devoured both the wood and the sacrificial animals.
According to Josephus, on Passover 265 000 lambs were sacrificed... At the dedication
of Solomon’s temple, 22 000 bulls and 120 000 sheep were offered. Sometimes priests
walked in blood up to their ankles. One could hear the sounds of trumpets, singing of
numerous choirs, screams and groans of animals as far away as Hebron. With weak
nerves one would do better just to stay home... I repeat, it was hard to face the truth of

the lofty reality, as revealed in cult.”*®

In Christianity, as Florensky emphasizes, this
awesome grandiosity of cult is internalized: it is concentrated within, losing in scale, but

gaining in density.

64 11
Ibid., 127.

5 Abraham J. Heschel, Who is Man?, Stanford University Press, 1965,97-8; 107; The Sabbath, New York:

Farrah, Straus and Giroux, 1989, 3-6.

66 Florensky, Op. Cit., 97-8.
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Internalization of cult in Christianity

From the very emergence of the Christian cult, the idea of its inwardness and the
infinity of its inner content has been developed. “Behold, the Kingdom of God is within
you”, - Jesus exhorts (Lk.17:21). In John’s Gospel, affirming His right to cleanse the
temple from sacrilege, Jesus discloses His power to recreate the temple internally, and in
a human form and scale: “Destroy this temple, and in three days I will raise it up,” he
says, speaking “of the temple of His body.” (Jn.2: 19,21). Both God and man can survive
the destruction of the Temple, not as an irreversible loss, and even without the disruption
in the cult, insofar as both the holy and the worship of it are internalized. Further on,
Jesus announces the advent of inner worship in his conversation with the Samaritan
woman: “You shall neither in this mountain, nor yet at Jerusalem, worship the Father...
But the hour comes and now is, when the true worshippers shall worship the Father in
spirit and truth.” (Jn. 4:21-23) Christian cult, as compared to Judaism, does not introduce
the worship of a new god, but rather reveals the inner dimension in man. Localizing itself
within the inner chamber of the personality, this cult can spread out along the coordinates
of time and space: this is exactly what began to take place with the preaching of the
Christian church. The same point is being made by the Epistle to the Hebrews (Heb.
9:11-12; 12:18-19, 22-4), in Paul’s main letters, and by St. Peter. “Don’t you know that
you are the temple of God, and that the Spirit of God dwells in you,” — St. Paul writes to
the Corinthians (1 Cor. 3:16). “Come as living stones, and let yourself be used in
building the spiritual temple, where you will serve as holy priests to offer spiritual
sacrifices, acceptable to God through Jesus Christ” — Peter exhorts Christians (1 Peter

2:5).
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Thus, as Florensky maintains in agreement with the NT texts and church

experience, ancient cults with their “terrible greatness and massiveness” were merely “a

9567

shadow of the things to come, umbra futurarum rerum.”" Fr. Sergius Bulgakov seconds

the point made by Florensky: from now on, the human person himself becomes “the

temple and the altar, the one who offers the sacrifice and the one who receives it.”®®

Thus, Christianity directs cult inward, by elevating it to the level of the Sacrament - the
Eucharist in Roman-Catholic and Eastern-Orthodox churches, and/or to the Word of God,
in the churches of the Reformation. But in both word and sacrament, the encounter with
God takes place within man, within the space of personhood.

In poetic form this Divine visitation, attended by inner dialogue, expressed
Viacheslav Ivanov in his poem “A Mysterious Voice.”

[ am an instant day

In thee the nightly one

I am the hidden visage

In an earthly face

In thee, I will display

My mysterious countenance
And then 11 fly up,

Thy chance visitor,

To my circle of luminaries
But fair’s thy lot

Since I have visited thy vault.”

5] — neHb MTHOBEHHBIN
B Tebe, HOUHOM;

JIMK COKpOBEHHBIN

B 1une 3emHOM.

B Te6¢ Mol TaliHBIN
JIuk o0y —

U Bo3neuy,

TBOM rOCTB CIIy4aiiHBIM,

*’Ibid., 96-101.

5% Sergei Bulgakov, Nevesta Agntsa, Paris:Ymca-Press, 202.

% Viacheslav Ivanov, Works, Bruxelles: Foyer Oriental Chretien, 1971, 11, 268. My translation, edited by
the participants of the Seminar on Personalism: Penelope Burt, Olga Meerson, Svetlana Grenier.
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B moit xpyr cBetui.
Ho >xpeOuii nen TBOA,
3arem uTO CKJIeIN TBOU
A nocerui.

God, as He visits a human soul, leaves His message with an explanation of the
visit’s purpose and meaning, as a reminder of God’s image hidden within man. Thus in
sacrament and word, the Divine Other enters the innermost of the soul and becomes its
inner interlocutor. In Eastern-Orthodox spirituality, such an internalization of cult, takes
place, for instance, in the practice of the Jesus prayer. But every time man stands up in
prayer, he does so within his own soul. Bulgakov emphasizes that the inner encounter in
prayer, initiated by God, is two-sided: “God reveals himself in man, and for this reason,
man finds God in himself, and finds himself in God.” Having no spatial dimensions, this
meeting must take place within man. Therefore, phenomenologically, in the act of faith
and prayer, the human person is as if split within himself. Therefore, Bulgakov defines
religion as “the transcendent experienced within,” which then becomes the experience of "the
transcendently-immanent." “Religion, - he says, - 1s always a bifurcation within the human
being, the human person's relation to himself as to the 'Other,' who is connected and related
to him."”

Ivanov, a poet who philosophizes on the nature of artistic creativity, discovers
through poetry the dialogical nature of personhood, which contains within itself its

dialogical friend — the other.”' The Other abides as the inner “Thou” for every “I”. The

primary structure of personhood thus presupposes the inner division into “I” and “Thou”

"Bulgakov, Svet.., 6; also 25, 34, 326, 399.

"' There is a pun in Russian between drug (a friend) and drug-oy (other), drugoy being a derivative from
drug.
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as the very basis for dialogical co-existence among people. This inward structure of
personhood provides the ground for fellowship and makes possible the human polis. In
religion, this “Thou” is revealed as the Divine Other (friend), who abides within the
human soul.” Christian mysticism bears witness to Christ’s presence in the human soul,
the presence that activates the imago dei in man. Ivanov points out the mythological
prototypes of Christ in pagan religions. Thus, for example, the birth of Dionysus and the
resurrection of Osiris in Greek and Egyptian mythology are the cultural archetypes of the
emergence of the divine man in the depth of the human soul - which “correspond, in the
teaching of Meister Eckhart, to the mystical moment of the birth of Christ in the self.””’
Therefore in prayer, which is an act of this inner dialogue, some kind of a
conciliar enlargement of personality takes place, for as St. Paul teaches, in our prayer it is
the Spirit of God, “himself, who bears witness with our spirit that we are children of
God” (Rom.8:16). In our prayer we call to the Father “Abba” in the Holy Spirit, for “the
Spirit himself intercedes for us with sighs too deep for words.” (Rom.8:26). Thus in
prayer I discover the Divine Other within myself and find my foundation in Him. Ivanov
points out that the discovery of the Divine “Thou” within oneself constitutes the first task
of the human person, who in our time is in danger of losing himself. "When the
contemporary soul regains its “Thou’ within its own self,” asserts Ivanov, “as the ancient soul

gained 1t in the cradle of all religions, - then this soul will grasp that the microcosm and the

"2 See my article “Self-transcendence through Art in Viacheslav Ivanov”, in VIII Convegno Internazionale:
Vjaceslav Ivanov: Poesia e Sacra Scrittura, Europa Orientalis: Studi e Ricerche sui paesi ¢ le culture
dell’est Europeom Numero 1 del 2002, (XX1/2002: 1), 141-156.

3 Viacheslav Ivanov, “Ty esi”, Works, III, 265.
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macrocosm are identical, that the outer world 1s given to man only in order that he may learn

the name “Thou’ within both the inaccessible neighbor and the inaccessible God."
Alongside Cult, Culture is the Second Condition for Personal Existence

But why are both God and neighbor inaccessible? Because in order to reach out to
God and neighbor, we must recognize both of them for what they are, and this task is not
easy. Failure to recognize God is a theme that runs through the New Testament: “He was
in the world, and though the world was made through Him, the world did not recognize
Him. He came to that which was His own, but His own did not receive Him.” (Jn.1: 10-
11) The inability to recognize God haunts mankind throughout its history, accounting for
the failures of empirical religion. But man fails at recognizing his neighbor just as often.
When an expert in the Law asks Jesus "Who is my neighbor," he answers with the
skillfully designed parable of the good Samaritan (See Lk.10:25-37). Jesus’ parables
were so perfectly designed that his listeners could recognize themselves in his parables as
in a mirror, even if the depiction itself contained a direct accusation. Thus, the chief
priests and scribes who plotted against Jesus recognized themselves in his parable of the
wicked husbandmen, in which the tenants of a vineyard killed the son and heir of the
landowner in order to take possession of the vineyard without fearing the landowner’s
return with an imminent sentence and punishment for their crime. But although they
recognized themselves in the parable, they did not hurry to repent or reform. Instead,
filled with vengeance, they decided to murder the author of the parable, proving all the

more the artistic truth of his portrayal of them. (Comp. Mt.21: 33-46).

"TIvanov, "Ty es1," SS., 111, 268.
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By using parables here, as well as elsewhere, Jesus acts as an artist, even, as a
"Symbolist" artist, "revealing within reality, a reality that is even more real (a realibus
ad realiora)." Expanding the point, made by Sir Philip Sidney, the Elizabethan poet and
critic, we may say that in His poetic art of parables, Jesus follows in the steps of the
prophets of Israel. The prophetic function, since ancient times, has been connected with the
function of the artist. Thus Sidney illustrates his point by the episode from the Second Book
of Samuel. In this episode the prophet Nathan is sent by God to denounce David for his
treacherous plot to murder his own faithful general Uriah the Hittite and for his adultery with
Urniah’s wife Bathsheba. Nathan introduces his prophetic exposure of the king with a poem
about two men, rich and poor, with the rich one robbing the poor of his only treasure and
consolation - a ewe lamb. Indignant at the story, the king orders execution for the culprit,
and only at this point does Nathan unleash his accusations and curse the king. (2 Sam.12).

Citing this example of Biblical prophecy as an instance of poetry’s power to reveal a
hidden truth, Sidney points out that Nathan showed David his own self in the mirror of the
parable, enabling the king to judge impartially and to accuse himself by accusing the
artistically presented other. David would have remained incapable of seeing his own
wrongs without the insight provoked by Nathan’s poem.”

Thus the prophets and the Lord Himself use that “moving” function of art, which
Ivanov, on the basis of aesthetic norms, discovers afresh. Literature and poetry, especially
the genre of the novel, that which we call fiction, allows me to transcend myself, to reach
beyond the borders of my individuality and enter “into a state that allows for the

apprehension of another self not as an object, but as another subject.” Ivanov therefore

5 Sir Philip Sidney, An Apology for Poetry, Ed. Geoffrey Shepherd, London, Edinburgh: Nelson, 1965,
109, 115.
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calls art “moving.” It literally makes me personally “move in” with another person,
become his or her inner roommate in his or her very self-consciousness and their most
intimate situations. Ivanov even insists that such compassionate insight not merely
enlarges the boundaries of individual mind, but allows us to actually move into another
self. Such “moving” is possible, he claims, because an inner dialogue with others
constitutes the very essence of human nature. It implies not merely our ontological
ability to understand the other, to be in dialogue and communion with him or her. It also
results in the absolute affirmation of the other’s independent existence as a person: “thou

art 5576

Imitation

Following Aristotle, both Ivanov and Gadamer consider imitation to be an
essential component of art. As Gadamer points out, Aristotle saw in imitation “the joy of
recognition,” which, for example, manifested itself so obviously in children at play.”” “To
recognize means to identify the thing as the one that you have already seen,” — Gadamer
explains. “When I recognize someone or something, I see the recognized thing freed from
what is accidental in both of its present and past states. It is in the very nature of
recognition that we see the identified thing in the light of its abiding essence, not clouded
with the accidental circumstances of its first and second appearances. In this manner,
recognition takes shape and turns into a cause for joy, brought about by imitation.

Thereby, imitation gives us a glimpse of the true face of a thing.””®

7 Ivanov, “Ty esi, SS, 111, 268.

"7 Gadamer, “Kunst und Nachahmung,” Kleine Schriften, II, 21-22; “Art and Imitation” in “The Relevance
of the Beautiful,” 98.

78 Ibid., 22-23; “The Relevance of the Beautiful,” 99.

29



30

Ivanov also spoke about this true essence of reality in his basic articles on the
theory of Symbolism. Art ought to both imitate and transform. “Imitation (pecig), in
my opinion, makes an indispensable ingredient for artistic creativity.” A person,
inasmuch as he becomes an artist, uses imitation for fulfilling two different needs and
tasks: first, for presenting things in form and sound, which Ivanov calls “gppoppog”
(“clad [dressed] in image”), and the second, for transforming them, which he calls
metamorphosis (petapop@ocig). These tasks correspond to the realist and the idealist
ends of art respectively: the former presents the adequate idea of a thing, the latter depicts
its desirable image.”

Our Savior’s parables correspond to both definitions. On the one hand, the parable
of the Good Samaritan realistically depicts a plausible situation. On the other hand, it
serves as a model for imitation — an icon of what it means to be someone’s “neighbor.”
To apply Ivanov’s terms, Jesus acts not mere as an artist, but as “a Symbolist artist.” In
this respect, He is similar to Ivanov’s other “truly Symbolist” artists: Aeschylus, Phidias,
Dante, Shakespeare, Goethe, Raphael, Dostoevsky.* I am not abusing Ivanov’s thought
by calling Jesus an artist. Ivanov contrasted two models: his own model of the artist-
theurgist who follows the example of the One “of Whom it said that ‘He does not break
the crushed reed, nor quench the wavering flame’” (Is. 42:3) and to Nietzsche’s model of
the artist- tyrant. The God-man’s artistic function fits Ivanov’s definition of art whose
only task and subject matter is “man as seen in his vertical dimension, as he ascends and

grows in depth. It is the name ‘Man’ with capital “M” which defines the content of art in

7 Ivanov, “Two elements in contemporary Symbolism”, Works, 11, 540.
80 Olga Deschart, Introduction, Ivanov, Works, I, 114.
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its entirety; art has no other content. That is why religion has always transpired in great

and sublime art, since God and Man belong to the same vertical dimension.”'

A realibus ad realiora
Therefore art, according to Ivanov, “gives voice to the human person and his/her
claims,” as well as functioning as a judge who pronounces his “judgment over life” and

»82 Both functions derive from

imposes upon it - or at least “opposes to it - his own law.
art’s personalistic nature, for art is not so much a reflection of reality, as a concentrated
form of it. Such is the precise meaning of Ivanov’s formula for art, which leads us a
realibus ad realiora, that is, from reality to an even more real and concentrated reality.*
As the amplifier of the human inner life, art does not need to depict great objects, for it
can magnify any object. [vanov states: “we seek to be true to the calling of art, which
depicts the small and makes it great, and not vice versa. For such is the humility of art,
which loves the small.” Art prefers to depict the earthly rather than the heavenly: it
considers the power of the echo to be more important that the volume of the sound. 4
realibus ad realiora. Per realia ad realiora.** Osip Mandel’shtam picks up this formula
with enthusiasm: “All too frequently we forget that the poet raises a phenomenon to its
tenth power, and the modest exterior of a work of art deceives us as to tremendously

condensed reality contained within.”*

81 Ivanov, “O sekte [ dogmate,” — Works, 11, 614.

%2 Ivanov, “Predchuvstvya I predvestia: novaya organichewskaya aepokha I teatr budushchego.”, II, 86.
8 Ivanov, “Dve stihii v sovremennom symvolizme,” 11, 561; “Churlyanis I problema sinteza iskusstva,”
III, 151.

$4Viacheslav Ivanov, Selected Essays, trans. Robert Bird, ed. And with introduction by Michael Wachtel,
Evanston, Illinois: Northwestern University Press, 2001, 56.

8 Osip Mandel’shtam, “Utro akmeizma,” Workd, III, 320.
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For the purpose of interpreting Ivanov’s formula a realibus ad realiora, let us
refer to Gadamer’s observation that even with today’s high-tech newspaper photography,
one can always clearly see the difference between a live photograph and photographed art
— be that a show scene, a film frame, or a reproduced painting. Photographed art looks
more realistic than live photograph — “too realistic, in fact,” — Gadamer maintains. This
impression fully agrees with Ivanov’s notion of art as a realibus ad realiora. “Everyday
reality is never so real,” Gadamer says, “these images are so concentrated and intense in
their composition that it is difficult to mistake an artificially condensed depiction for a
good photo of a real event.”*

Another aspect common to theatre and religious cult, or of cult and culture in
more general terms, is the aspect of the viewer’s identification with the viewed, an
identification of which both Ivanov and Gadamer speak. Let us first consider religious
worship. Eastern Orthodox liturgy plainly emphasizes the believer’s identification with
Christ, the God-man. During the Paschal Liturgy, which is the center of the liturgical year
the worshipers sing:

Yesterday I was buried with you, Christ,

Today I am raised with you, who are raised from the dead,

I was crucified with you yesterday,

So, you yourself, Savior, glorify me in your kingdom."’
During the Liturgy, the words of St. Paul’s Epistles to the Galatians are also sung: “Those
who are baptized into Christ, have put on Christ” (Gal.3:27). But the very act of entering

the Christian church, one’s initiation into the cult through the Sacrament of Baptism, is

theologically understood as the faithful’s total identification with Christ: in one’s

% Gadamer, “Filosofiia I literature,” in “Aktualnost’ prekrasnogo.” 143-4.
872 stychirion of the 3-rd canticle of Paschal matin’s canon.
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baptism, one dies in Christ and is raised from the dead with Him, although this death and
resurrection takes place in a sacramental way, invisibly and mystically. Once baptized,
the faithful partakes of the main Church Sacrament, the Eucharist, which is the direct
corporeal partaking of Christ - His Body and Blood. For the worshiper, to eat the
Worshiped One, means to identify with Him.

Thus Christian faith implies the believer’s identification with Christ as the
ultimate goal of Christian cult. It is not the believer, however, but Jesus Himself who
initiates this identification. In his parable on the Last Judgment in Matthew 25, Jesus
depicts the Universal King who surprises his audience with his complete self-
identification with every human person fallen into the tragic circumstances of sickness,
poverty, homelessness, or imprisonment. The King of the parable invites his faithful to
share his eternal kingship on the following ground: “For I was hungry and you gave me
food; I was thirsty and you gave me drink; [ was a stranger and you made me welcome;
naked and you clothed me, sick and you visited me, in prison and you came to see me.”
And when his faithful inquire in astonishment, when did they manage to see him in such
a state, the King replies: “I tell you solemnly, in so far as you did this to one of the least

of these brothers of mine, you did it to me.” (Mt. 25:31-40).

The spectator’s identification with the character on stage

Let us now compare theater and cult in its condensed Christian form. In cult, the
believer’s identification with the God-man takes place - inasmuch as within the God-man
the complete identification of God with Man is achieved. Theatre, on the other hand,

provides the viewer with an opportunity to identify with the other by recognizing in this
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other the same “self” that each of us knows inwardly. The essence of Divine law,
according to Jesus, is the love of God and neighbor: “love your neighbor as yourself”
(Mk.12:31). But in order to treat one’s neighbor this way, one needs to identify with him,
one needs to experience him inwardly, as one experiences one’s own self. Christian
religion requires that of us, but it is not religion’s function to show “my neighbor as my
own self.” Had it had that demonstrative power, history and the present day would not
know religious wars. It is art that shows me my “neighbor” as my own self. This is why
Ivanov calls art “moving”. But in what sense is art “moving?’ What does it “move?” It
moves my “self,” it makes me go out of my-self and “move into” another “I”, - the one |
recognize in the character on stage. Thus art is a “mover” of persons. It enables us to see
ourselves in others, to recognize ourselves in others, and at the same time recognize the
other who was alien to me, in his own inner “self”, move into his inner life and self-
consciousness. Thus, in art, and in theater in particular, “I” move into the “I”” of the other;
the spectator’s identification with the character takes place.
Both Gadamer and his Russian precursor Vyacheslav Ivanov see the cradle of
such an identification of “my-self” with the other in Greek tragedy™, which
issued from the cult of Dionysus. “Theater is a product of Greece, both in name
and nature,”- writes Gadamer. “It is in essence a play produced to be looked upon,
and the unification that it effects — in which we are all onlookers of one and the
same event — is a unification at a distance. Greek culture generated this new
objective dramatic form, which still has the power to overwhelm us today, from
the existing forms of cultic ceremony, dance and ritual. For there is no doubt that
Greek theater originated in the celebration of religious festivals and thus, like all
other manifestations of Greek social life, had a fundamentally sacred character.”™
As Ivanov notes, Nietzsche was the one who discovered “the chemical formula”

of the artistic work as such, made of the twofold content of the opposite and mutually

complementary principles — that of the Apollonian and the Dionysian. Nietzsche was also

¥ Tragoidia means a “goat-song” in Greek, from tragos (he-goat) + oidia —song.
89 Gadamer, The Relevance of the Beautiful.., 58.
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the first to define the essence of tragedy as the reincarnation of both actor and spectator,
in the wake of the actor, into the character on stage.”® According to Nietzsche, in order to
become a dramatist, it is sufficient to feel the urge to transform oneself and to speak out
of other bodies and souls. In the theater, the actor is reincarnated as his character. The
true actor is the one who possesses this art of reincarnation, who can manifest another
person as he displays himself in dialogue and life’s circumstances. The word
reincarnation, which describes precisely the state of the dramatist and the actor, describes
the state of the spectator with the same precision.”’ Through the dialogue and action
unfolding on the stage, the spectator starts to see the other person inwardly, as if from
within himself, thus the spectator begins to comprehend the soul of the other. But as Fr.
Florensky affirms, “comprehending the soul of the other amounts precisely to
reincarnation.””

The cultic origins of the spectator’s identification with the other in theater

Just as, in cult, the worshipper identifies with the deity, so in the theater does the
spectator identify with the hero who is filled with the deity. The spectator recognizes
himself in a hero by virtue of his insightful compassion. Ivanov derives this principle of
insightful compassion (“proniknovenie”) from Dostoevsky, and considers it to be the
main principle of fiction. This main principle can be traced back to the very roots of
Greek tragedy, where it sprang out of the Dionysian worship. Ivanov points out that over

the entrance to Apollo’s temple in Delphi, there are two inscriptions. One reads “gnothi

se auton - know thyself” and the other one simply bears the letter E (e1), which means

%0 Ivanov, “O sushchestve tragedii,” Works, 11, 190.; Friedrich Nietzsche, The Birth of Tragedy and the
Case of Wagner, tras. Walter Kaufmann, New York: Vintage Books (Random House), 1967,64

! Friedrich Nietzsche, The Birth of Tragedy..., p. 64.

2 pavek F lorensky, “Obshchechelovecheskie korni idealizma,” Works, Moscow”Mysl’: 1999, 1II (2), 148.
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“thou art.” Ivanov interprets the combination of inscriptions to mean that the worshipper

is summoned to recognize himself in the act of worship. Ivanov also compares this to the
Hindu religious insight which urges one to recognize the deity in oneself: “7Tat tvam asi —
That art thou” a Hindu would say leaving a Dionysian theater, having been overcome by

the cathartic power of the Dionysian ecstasy.””?

Gadamer also affirms that every art is “a kind of recognition,” and he traces the
origin of this principle of recognition to Greek tragedy. During the performance of a
Greek tragedy, the spectator, who is rooted in the Greek mythological tradition,
recognized himself in the character on stage. From the stage he hears the message: “This
is you yourself.”**

We would be surprised to find Dionysus in the temple of Apollo, were it not for
Ivanov’s research, which shows that Apollo and Dionysus were already synthesized in
the cult of Delphi. “The tripod of the Delphi sanctuary is given over to Apollo’s Pythia,
but under this tripod the sacred grave of Dionysus is worshiped. The temple of Delphi is
divided: Apollo is glorified with images on the Eastern side, Dionysus — on the Western

9595

one.””” Let us discuss Ivanov’s interpretation of these aesthetic principles. The

Apollonian principle represents unity, order, co-ordination and harmony, and, by virtue
of its power to link and unite, it elevates “individual separate forms to the supreme form

b

that embraces them all, and transforms the fluid becoming into the stable, abiding being.’

93 Ivanov, “Dionis I pradionisiistvo,” 414

%4 Hans-Georg Gadamer, “Kunst und Nachamung,” in Kleine Schriften, II, Tubingen: J.C.B. Mosir, 1979,
23.

% Ivanov, “Ellinskaya religiya stradayushchego boga,” in Aeschylus, Tragedii, trans. Into Russian by V.
Ivanov, Moskva: Nauka, 1989, 346.
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Dionysus, on the other hand, signifies the principle of multiplicity, spontaneity, ecstatic
possession and inspiration.”

Although it was Nietzsche who has invoked Dionysus out of mythological
antiquity as the principle of artistic, especially theatrical, inspiration, he has failed to
demonstrate the way in which the Dionysus cult engendered theater. But Ivanov has
explained how this happened in his studies, pointing out that “Dionysus is the god of
perennial transformations.”’

“Myth fails to achieve ultimate plasticity in outlining the image of Dionysus,”
Ivanov writes. “He is a god, who endlessly transforms himself and passes through all
forms: that of a bull, a goat, lion, a snow leopard, a deer, a serpent, a fish, an ivy, a vine, a
youth, a bearded man, an infant, a maiden, a fire.., a god in a cradle, a god in a coffin, an
enigma, a voice..; this god is nothing but a mask and an orgiastic substance alone.””®

Because “the whole panoply of masks - from the burial mask to the ones used on
stage - belongs to him,” theater is born out of his cult.”” Wine — the vegetable blood, “the
fluid and fiery divine soul”'® — is, by its external effects, apparently akin to the operation
of the Holy Spirit. Otherwise, St. Paul wouldn’t have warned the Ephesians: “Do not get
drunk with wine..; instead, be filled with the Spirit,”(Eph.5:18), and some of the eye-
witnesses of the Descent of the Holy Spirit upon the Apostles at Pentecost would not
have confused it with the state of inebriation (Com. Acts. 2: 1-15).

The Holy Spirit, on the contrary, preserves the very personal in us, guards us from

losing our “self.” The Eastern Orthodox ascetic concept of “deification” (®@cocic) affirms

% Ivanov, “O sushchestve tragedii,” Works, 11, 191.

°7 Ivanov, “Ellinskaya religiya stradayushchego boga,” in Aeschylus, Tragedii, 326.
% Ibid., 333-4.

* Ibid., 326.
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not merely the preservation of our inner self, but bringing our self, with its unique face,
into eternity; it affirms immortalizing the unique human personality.

While the Holy Spirit reveals the very personhood in man, in the Dionysian
ecstasies the sense of one’s personhood is lost. This is why Nietzsche valued these
ecstasies so highly. Ivanov also emphasized the impersonal nature of Dionysus: being a
multi-named god from the very origin, Dionysus did not have his own proper name. The
name Bacchus, which characterized the blast and storm of orgies, referred to those who
were possessed by the power of the deity rather than the deity itself. The name Dionysus
emerged later for the purpose of placing this impersonal ecstatic force into some relation
to other deities.'”!

Two aspects of the Dionysian cult - that of continuous transformations and that of
the fiery fluid inspiration, in which one form dissolves to make room for another — are
present in the theater, as well as in art at large, where we discover ever new facets of
ourselves. Such was the function of the Dionysian theatre in whose characters the
spectator could recognize himself and watch his own life objectified and staged.
According to Ivanov and Gadamer, every genuine work of art, be it a novel or a drama,
must inspire such a recognition. The Russian staging of Gogol’s “Inspector General”
emphasizes this point in the concluding scene, in which the Mayor addresses not so much
his fellow-characters on the stage as the audience itself with the words: “Who are you

laughing at? You’re laughing at yourselves!”'%*

1% Ibid., 336.

1 Ibid.

12N.WV. Gogol, “The Inspector General,” in Nineteenth Century Russian Plays: An Anthology, Ed., tranns.
F.D. Reeve, New York, London: W.W. Norton & Company, 1973, 313.
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Theatre as a synthesis of arts

Is it justified to take theater as representing art in its entirety? According to
Ivanov, every work of art emerges as a product of the interaction of two elements: the
material element, which is to undergo transformation, and this transformation as the
formal element of art, which turns this raw material into an ideal model. Thus,
“the transformation of sound produces music, that of the word — poetry, that of three-
dimensional bodies, architecture and sculpture; that of lines and colors on a flat surface,
painting.” But theater represents the synthesis of the arts, where the staging synthesizes
painting and sculpture with music, poetry and literature, transforming all components into
dialogue and action. To use Ivanov’s and Gadamer’s terms, theater synthesizes the
temporal arts (of word and music) with the spatial arts (the fine arts and architecture).
Theater transforms the core element of life - the element of human assembly.'®

What then is art about altogether? Ivanov answers the question that Nietzsche
failed to ask: it is the mystery of man that art is all about. For Nietzsche, there is no
mystery in man: man is an animal gone insane, like Nikolay Zabolotsky’s Crazy Wolf
who has abandoned sheep and dedicated himself to poetry and the scientific decoding of
the mysteries of the universe. According to Nietzsche, man would do better to return to
the straightforwardly instinctive nature of the beast; therefore man must be overcome.
For Ivanov, the essence of man lies in man’s mystery. The microcosm of a person is
uncontainable and hidden. Ivanov points to man’s untraceable mysteries by referring to
the sea metaphor in his translation of Baudelaire’s

“Man and the Sea”.

103 Ivanov, “Esteticheskaya norma teatra,” S.S.II, 205.
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Homme libre, toujours tu chériras la mer!
La mer est ton miroir; tu contemples ton ame
Dans le déroulement infini de sa lame,

Et ton esprit n'est pas un gouffre moins amer.

Tu te plais a plonger au sein de ton image;
Tu I'embrasses des yeux et des bras, et ton coeur
Se distrait quelquefois de sa propre rumeur
Au bruit de cette plainte indomptable et sauvage.

Vous étes tous les deux ténébreux et discrets:
Homme, nul n'a sondé le fond de tes abimes;
O mer, nul ne connait tes richesses intimes,
Tant vous étes jaloux de garder vos secrets!

Kak 3epkano cBoel 3a1oBeJHON TOCKH,

CBobOoaubIii Yenosek, M0OUTH Thl Oyaens Mope,
CBoeii 6e30peKHOCTBIO XMEJIETh B POJHOM IIPOCTOPE,
Ubu Oe3HBI, KaK TBOM AyX 0€3yAepKHbBIH, - TOPHKU;
Bb1 06a 3aMKHYTBI, U CKPBITHBI, U TEMHBI.

Kro Taiinoe TBO€, 0 UenoBek, mosenan?

KT0 Knazpl BIaXXHBIX HEIp UCUUCIINI U pa3Belal,

O Mope?.. XXaHble peBHUBLIBI TTTyOUHBI) 104

Free man,

You shall love sea as the mirror of your forbidden anguish,

With your own boundlessness you will be drunk in that kindred space,
Whose abysses are as unrestrained and bitter as your own spirit

You both are closed and secretive, and dark.

Who had revealed, O Man, all that is mysterious within you?

Who numbered and discovered the treasures of your waters’ depth, O Sea?
You, who are both the stingy guards of the deep.'®

Because of man’s unfinalizability, ever new masks are needed to represent ever new

characters who reflect ever new aspects of personality. Thus art, and especially the art of

104 HBanos, «Yenosek u Mope», C.C., I, 346
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theater, shows the ever new depth of man as a person. It is well known that the genius of
the ancient Greek lay in his ability to give a human form to all the elements that affected
him. Ivanov argues that the Greek tendency to anthropomorphize their gods helped to
gradually humanize the Dionysian religion. The early Patristic and medieval period
picked up on this cultural pattern for its own Christian purpose, according to Ivanov. In
correcting Nietzsche Ivanov heralds the existentialist shift from modern individualism to

the post-modern religious personalism.

The fulfillment of the Dionysian archetype in Christianity

We find a philosophical elaboration on the personalist nature of art again in
Florensky. For him, man’s artistic creativity belongs to the very essence of the personal.
Only a human personality can act as the agent of unity between the material and the
spiritual, between the corporeal and the ideal; only it can bring about the transformation
of the raw fabric of reality into an artistic form that bears the imprint of an ideal model.
Moreover, according to Florensky, artistic creativity is the quintessence of the
personality’s existential pursuit, insofar as a creative act unites the practical and the
theoretical aspects: reason’s embodiment of its ideas - with the rationalization of its
human activity. Thereby the work of art is self-evident. It “does not require the proof of
its material existence, for it is plainly real: there is such a thing. Neither does it need a

proof of its ideal meaning,” because the latter shines forth in every genuine work of art.

195 1yanov, “Chelovek [ more”, SS. I1,346.
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For this reason, Florensky, following Ivanov, considers every genuine work of art to be a
“Jacob’s ladder” by which God descends to earth and man ascends heaven.'*

While, for Florensky, the Dionysian principle stands for man’s boundless and
impulsive nature, the Apollonian one represents man’s hypostatic measure and
intelligence. “The person’s face, that is, the hypostatic meaning, reason, mind — [ am
considering these notions in the ancient and Patristic sense, - Florensky writes “curbs the
wild impersonal might of human nature, because what is personal in human activity is
precisely defining, setting out facets, measures, and limits. This activity of defining and
bounding is called (by Nietzsche — M.M.) the Apollonian principle.”""’

According to Ivanov, this Apollonian principle forces the orgiastic element of the
Dionysian dithyramb to be gradually cast into the mold of heroes’ faces. The Dionysian
element drags these heroes to their tragic end precisely by clashing with the personal
within them. The raw “goat song,” thereby, assumes the form of Greek tragedy as we
know it. Ivanov points out that personalism emerges through this tragic form itself:

“Ascending symbolizes the tragic, which begins when one of the participants in
the Dionysian dance singles himself out from the dithyrambic assembly. As the lofty
image of the tragic hero emerges from the faceless element of the orgiastic dithyramb,
the hero intensifies what is personal and unique about him. The hero is doomed to
destruction precisely because he has isolated himself from the rest as a unique person.
For what dithyramb was from the very beginning was a sacrificial rite, and the one who

stepped into the center of the circle was the sacrificial victim.”'*®

106
107

Florensky, “Iz bogoslovskogo naslediya,” Op. cit., 105.
Florensky, “Iz bogoslovskogo nasledia,” Op. Cit., 140.
108 Ivanov, “Simvolika esteticheskih nachal,” SS., I, 825.
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Ivanov emphasizes the passionary and enduring aspect of the Dionysian cult.
Because the Greek gods resembled humans, the border between them and mortals could
be easily effaced and the gods would then become, along with the “heroes,” subject to
lamentation. “Among the noblest feelings that connect man with his deity, the Greek man
knew not only awe and thanksgiving, but also a lamentation over his god.”'* The
Dionysian cult was the religion of a god who was torn apart, died, descended to the
underworld, and came back again, with whom and in whom “his countless doubles,

"0 11 this

reflections, hypostases, and masks” would die and come back in new guises.
sense, James Bond appears as a perfect Dionysian hero: “you only live twice, Mr. Bond.”
But as we watch, 007 comes back to life many more times, surviving already three actors
who successively played him.

Gradually becoming more and more human, the Dionysian religion was shedding
its orgiastic element, turning into a universal religion, which bore the idea of deification.
Already in the early Orphism, Ivanov discovers the religious conception of a suffering
god as an idea that was both ethical and cosmological. He concludes that ““at the end of
the harmonic development of Greek thought, the idea of universal suffering, and the
concept of a world that sacrificially endures the splitting and inner dividing of an
inwardly integral deity becomes central for both Neoplatonism and the later syncretism
which identified all gods with Dionysus and elevated Dionysus to the heights of the
universal suffering deity that represented the passive aspect of the world that emerges and

. 111
perishes ever anew.”

109
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Ivanov, “Dionis I pradionisiistvo,” in Aeschylus, Tragedies, 361-2.
Ivanov, “ellinskaya religiia stradaushchego boga,” in Aeschylus, Tragedies, 340.
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Thus, the Greek world was prepared to accept Christianity. Ivanov cites the
apologetics of the early Church Fathers, who referred to the Dionysian beliefs in the
passions of a god to prove the truth of the Christian faith in the Crucified One. Inasmuch
as every Christian is called to follow Christ and imitate Him, the soul of the believer is
compared to a mirror that reflects the Savior’s passions. Origen, for example, cited the
Greek allegories that compared the soul to Dionysus in his passions and transformations.
According to Ivanov, “the concept of passions as a mystical and ritual term, in the
entirety of its content, passed directly from the Greek religion to Christianity.” The
Byzantine attempts to adopt the form of Euripidean tragedy to the religious and poetic
circle of ideas concerning the divine passions were not accidental: the very title of the
mystery “The Suffering Christ” (Xpiotog maocyov) indicated that the Byzantines regarded
the poetic canon of Greek drama, with its “passion mystery,” as being akin to Christianity
and fit for use in Christian liturgy.''> Christ appears as the ultimate archetype of that
identification of god and hero whose prototype was Dionysus, because in Christ God
totally identifies with His Confessor and Martyr, for in Christ “the whole fullness of deity
dwells bodily (Col.2:9),” and the one who has seen Him “has seen the Father (John,
14:9).” Thus the Gospel story and, following it, the medieval lives of saints and Christian
heroes served as a bridge between Greek tragedy and the humanistic drama of modernity.
Ivanov finds in Goethe the indication of the formal transition from the medieval miracle
play to the tragedy of the modern epoch.

“Goethe’s judgment on tragedy’s genesis in his letter to Zelter from August 4,
1803 is apt and precise. But this judgment has failed , it seems, to attract the attention of

any philologist. Goethe writes:
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“Even in our days, we have a good example of the way Greek tragedy was gradually
shedding the lyric element. We can still see today how drama sheds
the form alien to it — that of the historical and epic narrative. This is in fact the case of
the rite of the commemoration of the Christ’s passions in Catholic churches during
Holy Week. Three actors perform: one, the Evangelist, another, — Christ, and the
third, the character quoted by the Evangelist, while the choir represents the crowd
(turba). Let me cite a typical example: ‘The Evangelist: Then Pilate said to Him. The
Interlocutor: You are a king, then? The Evangelist: Jesus answered: You said [ am a
king. In fact, for this reason I was born, and for this I came into the world, to testify to
the truth. Everyone on the side of truth listens to Me. — The Evangelist: Pilate said.
Interlocutor: What is truth?”” (And so on. M.M...)

“Let the Evangelist speak only in the beginning, where he would give a general

historical introduction in the form of a prologue: make his inserts unnecessary by
way of actors’ entering and exiting the stage, by way of the characters’
movements and action, and you have opened the free path to drama.”'"?

Thus the Christian miracle play becomes the basis of contemporary drama in its
humanistic form, where every man (Everyman), the average human person, substitutes
for a Christian martyr. Earlier we talked about Christ’s identifying Himself with every

"4 But Christ reveals Himself also through the self-

human being in his/her suffering.
revelation of the human person in his/her very vulnerability, in those sufferings which are
invisible for others’ eyes. In the interpretation of Mikhail Bakhtin, for instance, Prince
Myshkin in Dostoevsky’s “Idiot” is a human being completely stripped of any social role.
“This person, in a special and higher sense, does not occupy any position in life that
might define his behavior and limit his pure humanness... It is as if he lacks the

necessary flesh of life that would permit him to occupy a specific place in life (thereby

crowding others out of that place), and therefore he remains on a tangent to life. But

12 Contr.Cels. IV, 171; Ivanov, “Dionis i pradionisiistvo,”, in Aeschylus, Tragedies, 374.

13 Ivanov, “Dionis I pradionisiistvo,” 404, footnote 3.

"% In the “Showings” of Julian of Norwich, she, being chained by sickness to her bed, sees the vision of the
crucified Jesus, copiously bleeding. Why so much blood? — she asks Him. “I am enduring it for your sake”
— He answers her in this vision.
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precisely for that reason is he able to ‘penetrate’ through the life flesh of other people and

‘I’ ”115

reach their deepest In my opinion, solely by virtue of being an “Idiot,” a modern

fool for Christ’s sake, Prince Myshkin exercises a distinctive martyr’s function in the
novel: by reaching to people’s deepest “I,” he points to Christ who always addresses the
profound ‘self” in any human person.

Ivanov elevates Dostoevsky’s gift of displaying man’s profound ‘self’ to the level
of a certain ideal vision of art whose different genres reflects the multiple facets of man’s
mystery. The genre of the novel — which according to Ivanov is a laboratory of
personhood — is especially important, but all the genres offer the angle of all-human
mutual compassion. After all this compassion is what art teaches in the first place.

Ivanov writes:

“We were shaped by Dostoevsky’s idea that all living beings are responsible for
one another, sharing the same sin and the same suffering. We were also shaped by
Schopenhauers’s idea of universal solidarity. These two points provided the insight
into the sacrament of universal crucifixion (according to Edward Hartmann) and the
moral law of compassion, i.e., universal co-crucifixion. The tragic Muse addresses us
as such, telling us about the whole and the universal. She reveals her heroes to us as
an eternal sacrifice. This light makes a particular image of cosmic martyrdom radiate
with the sacred liturgical crown. On the other hand, individual tragic destinies clearly
have a universal significance. This significance is what turns the characters invoked
by the poet into the masks of the one and only all-human “I.” This transformation
provides incarnation for the ancient divine “Tat twam asi — That art Thou thyself,”
unfolding it right before the eyes of the spectator, who has by now become frightened
by his own fate, which he has decoded from the destinies of these characters. Thus
the elements of the sacred Act, Sacrifice and Mask first are covertly present in drama
for many centuries. Then, these elements became again revealed in drama by virtue of
the new mature tragic vision of the world. Eventually, these elements transform
drama into a mystery, thus bringing it back to its origin, the liturgical worship at the
altar of the Suffering God.”''®

For the Christian mind, there is only one suffering God. Moreover, God reveals

Himself as the suffering One only to the Christian mind, because no other mind accepts

115 Mikhail Bakhtin, Problems of Dostoevsky’s Poetics, Ed. & trans. Caryl Emerson, Minneapolis, London:

University of Minnesota Press, 1984, 172-3.
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this revelation: “But we preach Christ crucified, a stumbling block for the Jews, and
madness to the pagans.”(1 Cor.1:23). By the time of St. Paul, “a suffering god” was
already madness for the Greeks. Even Nietzsche revives the myth of Dionysus solely as
an aesthetic methodological principle. Ivanov, following him, studies this myth in all of
its aspects as the multifaceted archetype of a suffering god, a god who in turn carries the
aesthetic expression of this archetype through an endless succession of incarnations in
tragic heroes. Thus the Russian Silver Age discovers the aesthetic dimension within
Christianity. It is for Chrsitianity that Christ is the absolute aesthetic model of humanity.
The God-man emerges as the founder of the arts in Christian and post-Christian epochs,
by virtue of linking it to Greek tragedy, because it is in Christianity that the full tragic
paradigm is given.

“There is a deep tragedy in the very clothes of people now dead who have
been close to us: the immortality of those insignificant rags is strange compared
with the transitoriness and death of creatures who are full of infinite meaning,”
writes Boris Vysheslavtsev. “But any tragedy and any suffering that fall to our lot
bring us closer in a mysterious way to the tragedy of Golgotha, precisely because
the cross and Golgotha are the fullest expression of the essence and depth of
tragedy. There is an extraordinary similarity to the fate of Christ in the fate of
every person insofar as he approaches genuine tragedy; beginning with those
remnants of clothing for which strangers “cast lots,” and ending with the

disciples’ betrayal, the mockery of the crowd, and “God’s forsaking” at the

18 Tvanov, “Liturgiia I teatr,” SS, II, 76-7.
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moment when the ascesis [podvig] reaches its greatest height. Christ says nothing

to the person who knows nothing of tragedy.”'"”
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