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The article discusses the lyrics by Dardmend, the Tatar poet of the early 20th century. His symbol
bearing images enable the researcher to interpret them in the context of philosophical and aesthetic
thought of the East and the West both at the level of tradition and modernity. Such an interpretation of
Dardmend’s creativity expands the idea of Dardmend as a poet. His creativity falls beyond the frame-
work of romanticism or realism. The philosophy of existentialism, initially focused on the man, pro-
vides much for the interpretation of the world and man within it. The content of the article is further
evidence of close relationship between philosophy and literature: on the one hand, the origins of the
philosophical comprehension of many thinkers can largely be traced back to the philosophical signifi-
cance of the artistic experience of literature, and on the other hand, philosophy itself has much to offer
for understanding the artistic experience of literature.
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When considering a work of art as an object of
emotional perception and emotional experiences,
the traditional consideration of the relation of art to
reality purely from an aesthetic point of view did
not satisfy those who considered a work of art
from the philosophical point of view, whose works
formed philosophical aesthetics, and provided lit-
erary studies with the instrumentarium of a qualita-
tively different level. The philosophical thought of
the 20th century offers great opportunities in the
understanding and interpretation of literary texts.

The modern scientific consciousness has de-
veloped the ideas of philosophy and literature as
forms for understanding human existence, which
involves an understanding of man's connection to
the world. Understanding human existence as the
integrity which forms a type of attitude towards the
world and which conditions the method of phi-
losophical and artistic thinking.

Anthropological philosophy as the philosophy
of the twentieth century, primarily existentialism,
revealed the philosophical significance of the artis-
tic experience of literature, in which attention is
focused on man. Existentialism attempts to under-
stand and define the meaning of the surrounding
objective reality through man. Hence, the special
problem of the existentialist philosophy of man is
the problem of non-recurrence, uniqueness and the
inherent value of individual human existence, the
existentiality of man, that is his free and creative
nature, his ability to transcend, as well as the prob-
lem of essence and existence, and the problem of
the meaning of life, which is based on understand-
ing the tragic nature of historical existence.
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Existentialist philosophers find many treasures
in literature for their arguments. For example, we
know the works by L.Shestov on Dostoevsky, Tol-
stoy and Nietzsche [1]. As evidenced by the works
of this kind, such an approach to literature not only
polishes philosophical concepts, but also contrib-
utes to a more profound study of the phenomenon
of literature itself: it opens a lot of aspects that are
inaccessible to traditional literary criticism and
helps to look beyond the words. Such a "revealing"
approach is a great help in understanding primarily
the works by those who write on the so-called
eternal themes, relating themselves to time and ex-
istence. In their works, the explanation and disclo-
sure of the meaning of life are based on pure sub-
jectivity, which in its essence is a fundamental
principle of objectivity.

Dardmend is a Tatar poet of the first two dec-
ades of the 20th century. The underlying theme of
his creative work is the inevitable tragedy of hu-
man existence. In his lyrics there is no reflection of
external reality. It is not the external reality, but the
spiritual and emotional life of a person which de-
termines the poet's life. The poet considers man
and the human soul as the center of the universe,
since it is the arena for the most brutal and ruthless
battles.

In our viewpoint, Dardmend’s lyrics with their
symbolic images can be deeply felt and compre-
hended only with the help of the notions of exis-
tentialist philosophy, since it is focused on the
problems of man in his existence in all possible
manifestations such as fear, anxiety, despair, be-
lief, absurdity, nonentity, death, etc.
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In terms of the existentialist philosophy, espe-
cially S.Kierkegaard’, Dardmend perceives man as
the spirit in a permanent state of despair. For in-
stance, the tragic tone runs through all Dardmend’s
poem “bysnmopem mana anmaneM...” (“I have not
been able to sprinkle my shroud yet...” [2: 48]. In
this poem Dardmend tells us about his permanent
despair which is caused by incessant attempts to
understand the senselessness and absurdity of his
life, the possibilities which he could be given, but

has not in fact:

MuH, rapu0, MEH KaT STHBIIT
Ta,

SIHppira caHaJMaJbIM.

<..
MuH eMHIHEH CyH KYJIbIH-
JlaH

Bep cbiHbBIK anmMaabIM.

>

<...>

Te3 ierenyem, s1b TaMbI3-
JTBIM, —

JopTKo TOpMoH amMaIbIM.

<...
KHUTTE A9(HEM BaKbITHI,
Koduem 0Oy3mopen maHai-
MajbiM!...

>

Being poor and having
suffered from fire thou-
sands of times

I have never been consid-
ered as a victim

<...>

I have not even been
given a piece of bread

by the left hand of destiny
and hope

<...>

I knelt and broke into
tears,

But I have never been
given any power for inspi-
ration

<...>

Now it is time to die,

But I have not been able
to sprinkle my shroud

yet!...

Listening keenly to the voice of life, Dardmend
hears deep sadness, roaming in the abyss of our ex-
istence like the wind bringing the sound of sorrow,
the mournful anguish of the previous life, and the
tramp of the coming generation.

The sadness reveals the nature as a whole. But
not all the people have the ability to “reveal”.
S.Kierkegaard thinks that only the person who has
suffered from torment can become a poet or an art-
ist. Only the art of such artists can help people un-
derstand themselves in their existence [3: 5]. This
statement fully justifies Dardmend’s creative work.

The poet and literary critic S.Khakim made an
accurate observation that Dardmend writes through
listening keenly to the voice of the wind [4: §]. By
this, he defined the peculiarity of his creative work.
The symbolic image of the wind, which runs
through all Dardmend’s poetry, is the key element
for the understanding of its existentialist content.
The decoding of this single image explains every-
thing considered in the existentialist philosophy.
The image of the wind is the symbol of life as mo-
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tion, which, on the one hand, is characterized with
endlessness and eternity, and, on the other hand,
with finiteness and the frailty of human existence:

The winds are blowing...

moving the sands... cover-

ing the tracks...

I feel grief in my soul, we

are going to vanish too!
GGWe7’

Uco xunnop, Kyuo
KOMHap... 6eTo 33...

Hopuiirs, MoX3YH KYHET,
0e3 o OeTobes!
“Bes3” [2: 79]

G.Khalit is the author of the best research into
Dardmend’s creative work. Having considered
such poems as “be3” (“We”), “Kopab” (“The
ship”), “Ucre xummop wi sueHHoH...” (“The winds
were blowing through the country ...”), “Samana”
(“The epoch”), he established in them signs of
cosmic pessimism, which had been revealed in the
poet’s world-view as a result of understanding the
feebleness of man in the face of the ruthless his-
torical elemental forces [5: 201].

The same thought was also expressed by
G.Sagdi [6: 109]. The cosmic pessimism noticed
by the researchers expresses the phenomenology of
despair as the phenomenology of spirit.

UBIKTHI KUILISD,

Kyntel Tynkeiz —

Wn xopaObIH XU copa!...
Kaiics! romnap,

Hunpu ynksin

Tapra Ge3He xan copan?!.

The winds are blowing...
The tempest has started —
The hurricane’s rushing
The ship of the country!...
What abyss is dragging us?
What sacrifice does it
demand?
“Kopa6” [2: 36]. “The Ship”

The poem “The Ship” can be easily interpreted
in the socio-historical context of revolutionary
changes. However, the specific events served just
as a stimulus for the poet’s speculation upon life in
general, its sense and senselessness. The only clear
thing is that nothing is eternal in life, everything
changes, “winds always blow” in it and sometimes
“tempests start”. It is difficult for man to find his
place, especially in the times when “the hurricane
is rushing the ship of the country”.

G.Ibragimov interpreted this poem in a similar
way. As he understands it, the sea is the symbol of
life, of mankind’s existence; the ship rushing
through the sea waves is the symbol of mankind’s
destiny in its existence [7: 108-110]. Glancing into
the abyss of existence, the poet saw how human
souls become victims of the “abyss” of life.
M.Heidegger was right when he said “The exis-
tence as an event sending the truth always stays se-
cret. But the destiny of the world unfolds in poetry,
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although it is still not revealed as the history of ex-
istence” [8: 206].

In the poems considered above Dardmend
raises the most important issue for man — the issue
of existence. They reveal the worldview of man as
a mortal, anxious, and defenseless creature. Man is
lonely in the state of thinking over his existence, he
is a grain of sand, and nothing in the face of the
clock of history. Dardmend possesses great intui-
tion in the time sense of human existence. Many of
his works can be regarded as prophetical (for in-
stance, “The ship” [2: 36]). The state of despair
makes his works deeply tragic in tone in terms of
understanding human nonentity.

Curiously, none of Dardmend’s work contains
riot or protest. This makes his poetry different
from the poetry of G.Tuqay, Sh.Babich and espe-
cially S.Ramiev. In the creative work of the for-
mer, protest reaches the level of demonism similar
to that of Nietzsche. Each of these poets uses his
own voice of despair as the expression of a single
person’s tragedy.

Does the fact that Dardmend’s despair does not
lead to a riot or any attempt of a protest mean that
he does not greatly recognize the person’s desire
for freedom? Why does the phenomenology of de-
spair not lead Dardmend to demonology as it hap-
pened to F.Nietzsche and K.Balmont and all the
above-mentioned authors? G.Khalit writes that
Dardmend understood the tragic inevitability of the
historical process of humankind as well as the in-
ability of man to resist it [S: 36]. According to him,
this fact explains his pessimism and the absence of
protest.

We can observe the attempt to understand hu-
man existence and the purpose of life in the won-
derful and profound poem “Sftam kaii yakmapbl
momytar...” (“In the sadness I lie sometimes...”):

SlTam kall yakiapbl
MOHJIAII,

haBaHBIH THIHIIBITBIH
TBIHJIAI.

Kuie ennop, konax
YBIHJIAI.

Husmen:

— “Hu 6y? Hunounep 0y?”

2KaBan ypbIHBIHIA — TOPIU
cy,

Tupokiek TupOoHD, ImIay-
JIBIH!..

“SItam Kail yakIapbl
Momytarn...” [2: 80].

In the sadness I lie some-
times

Listening to the silence of
the universe

Sounds are coming. I can
hear them.

“What is it? Where is it?”,
I ask.

Instead of the answer,

I can hear the murmur of
water

The swinging and rustle of
bushes!...

“In the sadness I lie some-
times...”
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But what does this attempt lead to? The poet’s
question “What is it?”” does not have an answer. In-
stead of the answer, he can hear “the murmur of
water, the swinging and rustle of bushes”. What is
meant by this absence of an answer and the state of
peace? Why does this fixation end with an excla-
mation mark and the dots, i.e. silence?

As the matter of fact, the poet approached the
mood of the human spirit which could bring him
closer to the very Nonentity (in terms of M.Hei-
degger’s theory), which contains the mystery of
existence and non-existence and which in its turn
reveals personalities in transcendence, i.e. when
we intuitively “look beyond” the obvious things.
The indicators of the connection between man and
transcendence are terror and anguish.

This poem does not have a mood of despair,
which is typical for pessimism, but it contains a
moment of terror, revealing the Nonentity, looking
into the very depth of the abyss of life. The terror
causes the rejection of something which the man
does not want to understand or is afraid to speak
about. Then comes the state of numb peace. The
terror spoils the human ability to speak. As all ex-
isting things are slipping off and the Nonentity is
coming, any talking stops. This is the reason for
the exclamation mark and the dots at the end of the
poem. The silence is staying in numbness because
of the terror which reveals the transcendental fas-
cination by the absolute absorption in this Nonen-
tity

In the above-mentioned lines of the poems we
can hear the author’s voice of deep sadness. It is
not the voice of concern or an urgent problem. It
shows the author’s suffering from a natural loneli-
ness and an alienation from the world. This sad-
ness means the desire to go upwards, the highest
nature of man. This sadness is a typical feature of
Dardmend’s creative work, one of the indications
of the nobleness of his poetry. It also becomes ap-
parent when he speaks about the happiest moments
of his life. Let us observe the following poem:

Ucopme xmn Tyrait Oyii- ~ Whether the wind is rus-

JIall, tling at the meadows,
JKpumapMel KbI3 MOHBIH Whether a maiden is be-
ceuIIat, moaning her grief,
Kenopme matnansim, Or whether she is singing
Keitnom, — happily and gaily,

Tearing apart the core of a
tree or a stone,

We can hear only a mourn-
ful groan!..

[2:79]

Arau, Tam d4JIope maHpar,

Kunonep 6ep Hunma
sHpar!..
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What is this poem about? It is not about the
wind, the maiden, the tree or the “core of the
stone”. It is about the feeling of their initial kinship
to the human soul. This feeling underlies that un-
expressed in metaphysics, which is meant under a
word, born in a momentary flash (“We can hear
only a mournful groan!..”).

The image of the wind here is a symbol of
eternity. The poet employs it to say that both the
nature of the human soul and the soul of nature it-
self will remain unsolved forever in their sacra-
ment. As Dardmend showed, the eternal is not be-
yond time: it is here and now. The poet provides a
direct look into eternity through the moment,
through the objects that are close to the man: a
tree, a stone, etc. The image of the girl, “crying and
laughing” is also a symbol — a symbol of life,
which is presented to the person in grief and hap-
piness, in the eternal mystery.

The last two lines of the poem draw our atten-
tion by the fact that formally they do not have a
logical connection to the previous three lines. This
poem as well as “In the sadness I lie sometimes...”
is also characterized by the completeness of the in-
complete created by the situation of silence, which
in its turn detects a deep connection between these
two parts of the poem. Dardmend does not provide
ready answers to what he has heard and seen in his
life, he is silent, thus giving the opportunity for
deep self-searching.

The lack of verbal expression involves the
depth of human thought and the free play of asso-
ciations, which make it possible to speak about the
unusual shapes of these works. G. S. Pomerants
observes the same completeness of the incomplete
in the works by young Mandelstam, the poet of the
Silver Age. This particularity of the poet’s wording
enables the researcher to discover some features of
Oriental (Japanese) poetry — haiku. Haiku is "not
just an impulse to the free play of associations" [9:
17].

The two above-mentioned works by Derdment
are the poetic and spiritual discovery of Tatar po-
etry and have something in common with some
phenomena which are seemingly distant from Tatar
poetry. For Dardmend as well as for Japanese po-
ets, the ultimate beauty is not in man, but rather in
something which makes the man speechless. This
is possible when a person is an organic part of the
space, when he is not pulled out from a natural life,
but is getting out of it and over it, which is typical
for Christianity. European cultures are character-
ized by a focus on the human "I". Whereas in the
tradition of the Oriental pantheist worldview,
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Dardmend “effaces, disappears” (resorting to the
words of Pomerants) in the universe listening
keenly to it [9: 19].

The above-mentioned works by Dardmend
seem as light and picturesque as Japanese haiku,
but this lightness is illusory. The energy of poetic
thought is expressed in their two last lines. Dard-
mend speaks of listening to the universe, and in
understanding the essence of being, and the horror-
delight-beauty which seized him. According to
Heidegger’s definition, the man who wants to be
close to the essence of existing, that is, to know the
Truth, “must first learn to exist on the nameless
vastitude” [10: 273], i.e. in silence. The Western
scholar came to this thought by studying the East-
ern approach to the word. He realized that the truth
is beyond words.

In the spirit of the philosophical and aesthetic
thought of the East, Dardmend said that the Truth
is revealed only to an integral mind, and the inte-
gral mind is not focused on itself, it unites with an-
other one, comes to “a cordial harmony” with it,
and therefore the Whole opens to it as hidden
beauty. Dardmend forgets about himself, his own
“I”, and his poetic consciousness focuses on "an-
other one" — “a tree”, "a core of a stone", entering
into direct communication with this "another one",
experiencing the sacred, the fullness of existence,
the supreme moment of belonging to the Whole.

Thus, the basis of Dardmend’s philosophical
concept is the principle of cognizing the world in
the indivisibility of the subject and the object: and
in merging with it, the poet realizes his soul. The
process of cognition reveals the soul in its conflu-
ence with the cognizable world.

Speaking about the role of the intuitive cogni-
tion of the world in Sufi philosophy, which, ac-
cordingly, is the only way of knowing the truth, i.e.
"hidden meaning", A.V.Smirnov writes: "In the
process of intuitive contemplation, the subject of
cognition, maintaining its ontological isolation
from the object of cognition, at the same time
merges with it, learning it “with every fiber of its
soul”. This is possible because man as the subject
of cognition also possesses "hidden meaning".
Since he is integrated and indivisible, the union
with the object of cognition becomes possible by
an "inner core", while in the "outer" the subject-
object separation is preserved" [11: 215].

Continuing the analysis of Dardmend’s poem
“Whether the wind is rustling through mead-
ows...”, we can say that the poet, keenly listening
to what is called life, at some moment realized that
the essence of what he had heard cannot be ex-
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pressed in words: “We can hear only a mournful
groan”. What is meant by this groan? Is it clear to
people? Does it reflect the truth? The man ex-
presses clear things with words, because, according
to Lev Shestov, a representative of Russian exis-
tentialism, caring nature, which gave people “the
Word” “at the very beginning”, arranged every-
thing so that, whatever people may say, only the
useful or pleasant information reaches the ears of
their nearest and dearest. And cries, groans, sobs
are not considered to be the expression of the
Truth. So, people try to deafen them in every way
<...>. People only need clear things”. “There must
be someone”, he continues, “who is much more
susceptible to tears and groans, even to silence
than to words, who sees more sense in the ineffable
than in a clear and distinct, reasonable and estab-
lished utterances ... [12: 217].

Dardmend is one of those who hears something
in a groan that “tears apart the cores of a tree or a
stone”, something that is inexpressible in words,
which becomes clear and pleasant when spoken.
That is what explains the poet’s lapsing into si-
lence.

His susceptibility to tears and groans, even to
silence leads him beyond what is clear for man,
beyond existence. This “projection beyond the lim-
its of existence” as a state of transcendence leads to
a state of terror, which reveals the Nonentity which
is inexpressible with words. This Nonentity repre-
sents the eternal mystery of existence and non-
existence. This “groan” reveals Dardmend’s deep
subconscious perception of the essence of life. Ac-
cording to the thesis by Hegel, “pure being and
pure nonentity is one and the same thing”. Being
and nonentity belong to each other. Therefore, as
defined by Heidegger, “being in its existence is fi-
nite and can be found only in the transcendence of
human existence considered as the Nonentity” [8:
25]. Heidegger argues that the Nonentity is the
condition of the disclosure of beings as they are for
human existence.

Finally, we have to answer the question: who
are those people capable of going “beyond exis-
tence”, capable of transcending? L. Shestov says
that people who can see more than others are given
an additional pair of eyes by “the angel of death”
[12: 27]. What does he mean by “the angel of
death™? By this he defines that borderline position
which discovers the tragic character of human exis-
tence. Shestov does not mean blind faith; on the
contrary, he means faith as the second dimension of
thinking, as a new vision, a new pair of eyes, which
people can get as a gift from “the angel of death”.
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The natural eyes, like those of all people, give
Dardmend the possibility to see everything others
can hear:

Hcapme >xun Tyraii Whether the wind is rus-

Oyitnar, tling at the meadows,
JKBLIAPMBI KbI3 MOHBIH Whether a maiden is be-
ceiiom, moaning her grief,
Kenepme marnansim, Or whether she is singing
KOMIIAIL.... happily and gaily...

[2: 79]

And the eyes given by “the angel of death” en-
able him to hear a different thing:

Arau, Tam »uope manparn, Tearing apart the core of a
tree or a stone,

We can hear only a mourn-
ful groan!..

Kuonep 6ep Huna
sHpar!..
[2: 79]

The fascinating and attractive force of the
poem is revealed in its ability to look beyond the
usual, releasing us from the certainty, in a determi-
nation of what is referred to as self-evident. The
abyss is yawning at the feet of the poet, when he
hears some inhuman groan (“nida”), which re-
sponds to a groan from the core of a tree or a stone,
beyond the voice of the wind and the girl's songs.
The poet unmasks the phenomena which were
clear and obvious for everybody and becomes hor-
rified by the abyss that separates us from the es-
sence of existence. He is horrified by the differ-
ence between the vision and being. He cannot
overpower the abyss. The discovery is so unusual
that the poet stiffens in horror, and there comes
some numb quiet state in the face of the Nonentity,
the Chaos, which begins to appeal.

The man instinctively tries to get away from
this Chaos, this Nonentity to something clear,
pleasant and expressible in words. But no matter
how we curtain the Chaos, we always stay at the
boundary between it and life. Alphonse de Wael-
hens said that fear cannot be anything different
from the fear of death, because it is the disclosure
of “the Nonentity”, threatening with “the Nonen-
tity” ... “Eliminating everything that dazzles and
distracts the person, fear reveals the man and his
essence, which is the acceptance of the Nonentity,
the acceptance of death” [13: 304].

The modern philosopher Merab Mamardashvili
is close to L.Shestov in his conception of “the ad-
ditional pair of eyes” and “the angel of death”. He
considered the issue of thinking as the issue of ex-
istence, noting that the issue of existence is at the
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heart of any philosophy (“philosophy is always the
same, and it was always existentialist in both
Plato's and Heidegger’s times, and vice versa”)
[14, 50].

L.Shestov speaks about some enlightenment as
a deep understanding of the essence of life, coming
“from the angel of death”. Mamardashvili is also
sure that the gate for “making an act of thought”
opens only for those who have looked into the un-
derlying reasons of his existence and death.

Like L.Shestov, M.Mamardashvili talks about
the situation when “we find ourselves forced to
keep silence in thought” [14: 41]. He admits that
the essence of life is the Truth, and it is not ex-
pressible. According to the philosopher, even
Dante and Goethe knew about it and came to the
situation of silence, which had been caused by “the
truth looking like a lie” [14: 19]. Dardmend also
does not express what he heard with “the murmur
of water, swinging and rustle of bushes” (“In the
sadness I lie sometimes ...”) [2: 79].

The poet could say what he had seen and heard,
but he did not, he used dots, which indicate the fol-
lowing: at the moment when he formulated verbally
what he had heard, the intuition of the poet told him
that the verbal phrase sounded like a lie, and if he
uttered it, it would merge with the existing lie be-
hind which people used to hide, fearing the truth. As
he did not want this, he became silent in numb de-
light in the face of the Truth, understood as some-
thing ineffable (the exclamation mark, the dots).

In the real world we can hear “the murmur of
water, swinging and rustle of bushes”. The sounds,
heard by the poet, are not the sounds of the world,
but the voice of the transcendence.

It should be emphasized that the entire depth of
Dardmend’s lyrics can be comprehended only by a
prolonged perception with multiple readings of the
text, and unhurried reflections, in which analytical
reasoning along with intuitive feelings play an im-
portant role in understanding the inspiration of the
author, who felt with all his heart his unity with the
universe.

The expression by F.LTyutchev in “Silen-
tium!” about the situation of silence is brilliant
[15]. The line “The expressed thought is a lie” was
the impetus for many existentialist philosophers to
argue about the human mind and thoughts. As a
matter of fact, the poet’s thought was not new.
Even Plato came to the conclusion that it is impos-
sible to write anything about the subject of the real
thought. It is impossible to express the thought in
writing; the thought is inexpressible [14: 28].
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It is also worth paying attention to the excla-
mation mark in the title of the poem (“Silentium!”
— “Silence!”). A deep understanding of what is be-
yond the silence is hidden behind this exclamation
mark. It represents an expression of delight and
horror in the face of what is inexpressible in words.

Tyutchev says that man should hide and con-
ceal not only his thoughts, but also his feelings and
dreams. He must be silent! It is impossible for the
heart to express itself, because when we begin to
express our feelings and thoughts verbally, they
become false. Tyutchev did not see anything un-
natural in his appeal to remain silent. On the con-
trary, the state of perfect silence is excellent, since
the man is a microcosm and has everything in him-
self (“There's a whole world in your soul ...”).
Therefore he should be able to "live inside him-
self”, to live “listening” to what is in his heart, and
to be silent!

Dardmend’s poem “Whether the wind is rus-
tling through meadows...” is perceived as a kind of
continuation of the poem “In the sadness I lie
sometimes...”. Though the first situation ends in
silence, the second, ending with the line “We can
hear only a mournful groan!... ”, is a kind of at-
tempt to consider what is beyond the silence. Be-
yond the silence there is “a groan” (“nida”). This
image has no social determination. It is existential
in its philosophical nature and is deeply national in
its artistic colouring.

We believe the last two lines of the poem re-
veal all the essence of Dardmend’s creative work
with his unique perception and expression of what
we call national mentality. These lines are so deep
in thought and feeling, that the traditional forms of
perception and analysis of a literary text are not
sufficient, and it is necessary to appeal to the intui-
tion of the subconscious.

In Dardmend’s works, the Silence and the
Word are associated; they are one entity, depend-
ing on each other. This fact enables his poetry to
express the secret kept in the Silence and the secret
kept in the Word. According to Heidegger, the
Word and the Silence are dialogical. There are no
boundaries between them; one easily and naturally
turns into another: the Silence into the Word and
the Word into the Silence. This is because they are
one entity: they belong to the same Being. In Hei-
degger’s works, the Word means only the Word, in
which there is the Silence, and the Silence, in
which there is the Word [10: 272].

In the dialogue of the poetic character with the
universe (“Whether the wind is rustling through
meadows ...”) there is a situation where, in the
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language of Heidegger, “conversation actually
leaves what is being said in uncertainty, even al-
lows it to hide in indeterminacy” [8: 280]. Accord-
ing to the German philosopher, such situations are
typical for the East and the West as “a property of
any successful dialogue between the thinking peo-
ple. “It may naturally follow the rule that “indefin-
able does not escape and it even will evolve its
concentrating force with more radiation in the
course of the conversation” [8: 280].

In this regard, we should mention another fea-
ture of Dardmend’s poetry: it is laconic. On the one
hand, his work is characterized with the elegance of
form and content, which enables many lines to be
perceived as aphorisms. On the other hand, in
Dardmend’s words, in his ability to “hide in inde-
terminacy” there is a hint, which is possibly the
most important sacrament of Dardmend’s language.
He is one of those poets and thinkers who prefers to
keep the word unsaid not in order to save it for him-
self, but in order to “carry it towards the one deserv-
ing the thought”, as Heidegger said [8: 286].

We think that namely these features of Dard-
mend’s words as a hint enable it to be considered
as a symbol. Dardmend’s word-hints attract our at-
tention and bring us closer to what is beyond the
word. Let us take, for example, a word-hint “nida”
— “groan”. “Groan” (‘“nida”) is the voice of nature,
which is humanized in Dardmend’s perception. It
moans, cries, and speaks its language incompre-
hensible to man. It is the voice of existence in the
perception of the poet: it represents man’s realiza-
tion of the Nonentity. “Nida” (“groan”) is the key
word-hint in a range of Dardmend’s symbols de-
termining the number of typical images and epi-
thets such as “moH”, “carbim’”, “MOHJBI 3ap”,
“xacpat” (this synonymic row can be translated
into English as “anguish”).

Dardmend’s sense of anguish is associated
with the essence of the existential fear of what he
hears in “sounds” and a “groan”. This anguish re-
veals the voice of apprehension of the unknown,
alien to man, which holds the secret of existence
and non-existence, which is perceived by man not
with the help of real and earthly feelings and
knowledge, but some different ones. On the other
hand, Dardmend’s anguish expresses the under-
standing of the fact that the real and earthly man
feels closer to what is considered extraterrestrial,
an eternal mystery, which contains a “secret
beauty”.

It should be noted, that with no understanding
of the word-hint’s semantic content, Dardmend’s
work is perceived only as a landscape poem.
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The situation of silence is an attribute of the
Oriental culture, primarily Sufism, which is based
on the mystical cognition of the world. As
A.V.Smirnov states, a person who has mastered
truly mystical knowledge, “does not need a lan-
guage at all, moreover, the need for it testifies to
the inadequacy of mystical knowledge. It does not
need a language, because it cannot be transferred at
all, since as long as we remain within the frame-
work of this knowledge, we have no one to pass it
to, there is no “you", there is only a general “I".
The indispensable attribute of “the general subjec-
tivity” is silence” [16: 75]. In mysticism, as
M.T.Stepanyants says, two principles are generally
accepted: the first considers silence as a sign of the
highest wisdom, the second states that the one who
knows does not speak, and the one who speaks
does not know [17: 39].

Western culture relied on the Word, the pur-
pose of which was the motto "we should burn the
hearts of people with the Word”. Naturally, the
Christian tradition and Western culture understand
the goodness of silence (“Silentium!”, “The blue-
gray shadows have mixed...” by Tyutchev, Mozart
admitted that for him the “pauses” were more im-
portant than the music, Beethoven referred to the
silence as the music).

M.Heidegger had access to the language of the
West and the East. He was possibly the first Euro-
pean who said on the hermeneutic level what is
typical for the word of the East and the West. Ac-
cording to T.P.Grigorieva “he was the forerunner
of the meeting between the two sides of the One”
[10: 272]. The works by N.L.LKonrad, V.M.Zhir-
munsky and [.G.Neupokoeva state that every phe-
nomenon of culture, including language, contains
the West and the East, and it was only the meta-
physical thinking that separated them so they op-
posed each other. According to Hegel, “the East
and the West are in every thing”.

In the existentialist philosophy of Heidegger, a
sense of the fullness of existence, the highest in-
stant of involvement in the Whole is achieved
through the ability to focus on another person, thus
forgetting about oneself. This is something that can
be determined as Eastern [10: 272]. The fact is
that, in his understanding of the world, the phi-
losopher operates with the term “enlightenment”,
which, as we know, is a term of the philosophical
and aesthetic concept of Sufism (“Hal”).

Very early, Heidegger began thinking of what
makes people able to see all the many things that
they can really see. According to the philosopher’s
concept, in the understanding of the world by man,
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an important role is played not only by mental vi-
sion with which man hurries to grab a thing which
has appeared in his sight, but also the light in
which the man sees this thing. However, the mo-
ments of enlightenment construct our existence in
a more important sense than the things which we
have grabbed or did not grab. The enlightenment is
beyond our control. We are able only to be ready
for it [8].

Sufi poetry gave magnificent examples of hid-
den expression in the Word; it also showed the
possibility of the expression of the hidden in the
Silence. The state called “Hal” in Sufism puts man
into a state of Silence, which is what leads him to
unity with God and to the dissolution in Him.

In his understanding of the Silence, Heidegger
goes further: he returns the man to his human exis-
tence. “To be able to come closer to existence, the
man must first learn to exist on the nameless vasti-
tude”, he writes [10: 273]. Heidegger’s “nameless
vastitude” is emptiness. Heidegger's sense of emp-
tiness, as noted by V.Bibihin in his introduction to
the works by Martin Heidegger, is better compre-
hended in its Russian translation: “pustota” (“emp-
tiness”) as something released to the vastitude and
therefore capable of letting something in [8: 13].
So, this sense can be more deeply conceptualized
in silence.

It seems that T.P.Grigorieva in her work “The
Dao and the Logos” is absolutely right when she
sees the meeting of two cultures — the Eastern and
the Western — in the philosophical thought of Hei-
degger. His philosophy eliminates the methods of
analysis and synthesis, as, in Heidegger's concep-
tion, "the goal of the Way is the experience of the
Unity. “Heidegger talks about the “attentive listen-
ing”, about the penetration of existence through
Compassion and Love through reverent attitude
towards it” [10: 274]. According to Grigorieva, this
brings him closer to the Eastern way of cognition
meant as a co-experience in the indivisibility of the
subject and the object. According to Heidegger, the
Truth is revealed only to an integral mind, in which
an important role is played by the perception of the
heart. The Truth is “the hidden beauty”, the secret
meaning of which the man gains with his heart.

In conclusion, we should emphasize that the in-
terpretation of Dardmend’s imagery in the context
of existentialist philosophy presents him as a
thinker, who, feeling human infinity, reveals the
deep essence of man. The focused attention on man,
the detection of borderline situations, and the dis-
covery of the tragic nature of historical existence
enabled the poet to understand man as a larger phe-
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nomenon, different from anything that we perceive
in him as a complete definition, expressing his be-
ing. Dardmend showed that personality is infinite.
The infinity of its essence is found in transcendence,
which is the need of our spiritual existence. Yet,
Dardmend’s works are characterized with the sense
of tragedy and a premonition of doom of mankind
typical of the poets of the twentieth century. He is
close to Schopenhauer and Nietzsche in his percep-
tion of the world.
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JOPAMEHI U ®UJIOCO®US DK3UCTEHIINAJIN3MA

Aan0nna Masraposna Casinosa,

Kazanckuit gpenepanabHblil yHUBEPCUTET,
Poccus, 420008, r. Kazans, yn.Kpemnesckas, .18,
sayapova@list.ru.

B craree paccmaTtpuBaercs JMpHKa Tarapckoro mnosra Hayaia XX Beka JIppamenna,
CHMBOJIMYECKH €MKHE 0O0pa3bl KOTOPOro JAlOT BO3MOYKHOCTH HX OCMBICICHUS B KOHTEKCTE
¢unocodcko-screTnueckord Mpicin Bocroka u 3amana, B3ATOH Kak HAa YpPOBHE TPaguLMi, TaKk |
coBpeMeHHOCTH. Takoe rmpouTeHue TBopuecTBa JPpAMeHa pacupsieT npeacraBienue o JIapamenie
KaK TII03Te, OH CTaHOBHUTCS TOpa3g0 IIMpPEe pPaMOK pOMaHTHM3Ma WM peanndMa. Pumocodus
9K3UCTEHIMAIN3Ma, M3HAYAIBHO ITOBEPHYTAas K YENIOBEKY, JIaeT MHOTOE IJISl TOJKOBaHUS MHUpa U
yenoBeka B HeM. CozepXaHUe CTaThbH SIBISETCS €Ie OJHUM CBHAETEILCTBOM TECHBIX OTHOIICHUI
MeXITy Gumocopuer u IUTepaTypoil: ¢ OMHOW CTOPOHBI, HCTOKH (PHIOCOPCKIX MOCTHKEHUI MHOTHX
MBICJIUTENEH BO MHOTOM BOCXOAAT K (mIocockod 3HAYMMOCTH XYJOKECTBEHHOTO OIIBITA
JUTEPATYPBL, C Ipyrod — cama (uiocoduss MOXKET MHOTO JaTh Ul OCMBICICHUS XyI0XKECTBEHHOTO

OIIBITA JINTEPATYPBI.

KirueBble ciioBa: Gpuiocodusi, SK3UCTCHIMAIN3M, JTUPHKA, TPodieMa YelloBeka, 00pa3, CUMBOII,

BOCTOYHAs 1o33usi, cypusm, CinoBo, Mouanue.

TpaauimoHHOE pacCMOTpPEHHE TMPOOJIEMBI OT-
HOIIIEHHSI HCKYCCTBA K JIEHCTBUTEIIFHOCTH TOJBKO C
3CTETUUECKON TOUKU 3PEHHs, KOI/la XYJOXKECTBEH-
HOE Tpou3BejieHue Oepercsl Kak MpeiaMeT YyBCT-
BEHHOTO BOCIIPHATHS, YyBCTBEHHOTO NIEPEKUBAHUSA,
HE YJOBJIETBOPSIIO TEX, KTO IIeN K MPOWU3BEACHUIO
oT ¢wiocodpun, B 4buUX TpyAax (OPMHUpPOBANACH
(dunocodcekas screTHKa, 00eCIICINBAIONIAs JTUTEPa-
TypOBEJIeHE HAayYHBIM MHCTPYMEHTapueM KadecT-
BEHHO Jpyroro ypoBHs. ®unocodckas Mpicab XX
BeKa JaeT OOIbIIME BO3MOXXHOCTH B MPOUYTEHUH U
OCMBICIIEHUH XYI0KECTBEHHOTO TEKCTa.

B coBpeMEeHHOM HAay4YHOM CO3HAaHUHU CIIOXKH-
JIOCh OIpeJIeIeHHOe Tpe/cTaBleHre o (uocodun
U JUTeparype Kak (opMax OCMBICICHHS YeIOBeYe-
CKOTO0 OBITHS, UTO MPEAIoiaraeT HOHUMaHUE CBSI3U
yenoBeka ¢ MUPOM. OCMBICTIEHHE YeJI0OBEHYECKOTIO
OBITHS KaK IEJTOCTHOCTH (POPMHPYET THII MHUPOOT-
HOIIICHUs, 00YCIOBIMBAIOIMMKA cmocod dumocod-
CKOT'O M XYJIO’KECTBEHHOT'O MBIIIJICHHUS.

AHTpononorudeckas ¢unocopuss — dunoco-
¢bus XX Beka, B IEPBYIO odepeab SK3UCTCHIIHA-
JU3M, BBISIBUI (DPUIOCO(PCKYIO 3HAYMMOCTH XYJIO-
JKECTBEHHOTO OIBITA JINTEPATYPhl, B KOTOPOi 00-
HapyXHUBAETCS COCPEIOTOUYEHHOE BHMMAaHHE K Ye-
noBeky. M3 "enoBeka M 4epe3 Hero SK3MCTEHIHa-
JIU3M TIBITAETCS MOHATHh M ONPEAETUTH CMBICI OK-
pyKaromieii JeHCTBUTEIBHOCTH, BCSIKOTO OBITHS.
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Otcroma crienuanbHas MpoOeMaTHKa SK3UCTEH-
[HAJTUCTCKON (PIIIOCOpUN UYeIoBeKa — Tpodiema
OJHOKPAaTHOCTH, HETMOBTOPUMOCTH M CaMOLICHHO-
CTH OTIEIBHOTO YEIOBEYECKOTO CYIIECTBOBAHMUS,
9K3UCTEHIINAIFHOCTH YeJOBeKa, TO €CTh CBOOOJ-
HOH U TBOPUYECKOH €ro MPpUpPOIBI, €ro CIIOCOOHOCTH
K TPaHCUEHACHIHMH, a TaKke mpobieMa CyIIHOCTH
M CyIIECTBOBAaHWSA, MpobiieMa CMBICTA JKU3HHU, B
OCHOBE KOTOPOU JIC)KUT MOHHUMaHHE TParu4ecKoro
XapaxkTepa UCTOPUIECKOTO OBITHS.

OUNOCOPBI-IK3UCTEHIINATNCTBl HAXOAAT MHOTO
COKPOBHII[ JUII CBOMX PAacCYXIEHWH B JHTEparype.
W3Bectnsl pabothl, k mpumepy, JI.ILecroBa o [doc-
toeBckomM, Tosicrom, Humme [1]. Kak cBumerenbeT-
BYIOT paOOTHI ATOTO pojia, MOIOOHBINH TOAXO K JIN-
TepaType OTTa4YMBaeT He TOJNBKO (HIOCO(CKHE I0-
HSTHUS, HO TaKKe CIOCOOCTBYET OoJiee yriryOJieHHO-
MY H3y4YCHHUIO SBICHHH CaMOW JIMTEpaTyphl: MPUOT-
KPbIBA€T MHOI'O€ M3 HEAOCTYITHOI'O TPAJUIHNOHHOMY
JIMTEPATYPOBEICHUIO, TOMOTaeT 3aryIsIHyTh 3a CJIOBO.
Takoe «IpHUOTKPBIBAHKE JaeT MHOTOE ISl TIOHUMa-
HUSI B TIEPBYIO OUYepeNh TBOPUECTBA TEX, KTO THIIET
Ha TaK Ha3bIBACMbIC BCYHBIC TCMbI, COOTHOCS cebs co
BpeMeHeM, OblTheM. Pa3bsiCHEHWE W pacKphITHE
cMbIca OBITHS HAET Y HUX U3 YHCTOH CyOBEKTUBHO-
CTH, KOTOpasi B CYIIHOCTH CBOEH U €CTh ACUCTBYIO-
11251 IEPBOOCHOBA BCSIKOM 0OBEKTHBHOCTH.
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Jspamen — Tatapckuil mo3T NEPBBIX ABYX Je-
catunetTnii XX Beka, CKBO3Has TeMa TBOPYECTBA
KOTOPOTO — HEU30EKHBIH TParu3M 4YeI0BEYEeCKOTO
CyIllecTBOBaHUS. B ero mnmpuke HET OTpaskeHUs
BHEIIIHEN JEHCTBUTEIIBHOCTH, HE OHA OMNpEeJEeNsieT
JKU3Hb T109Ta, ONpEEsIeT €€ TyXOBHAS U JyIICB-
Has XU3Hb YeJIOBEKa. Y IM03Ta LUEHTP MUPO3AAHUS
— YeloBeK, yenoBedeckas Aylla, OHa — apeHa ca-
MBIX )KECTOKHX U CAMBIX OCCITOIIAIHBIX CPAKCHHUIA.

Ha namr B3rmsn, nupuka [[ppamenna ¢ ee eM-
KAMH CHUMBOJIMYECKHMH 00pa3aMH MOXeT OBITh
MIPOYYBCTBOBaHA M OCMBICIIEHA TOJBKO TPU HC-
MOJIL30BAaHUM TEX TOHATHIA, KOTOpble HapaboTaia
(bunocodust IK3UCTEHIIMATTN3MA, TIOCKOJIBKY B IICH-
Tpe BHHMaHHS 3TOH ¢Quiocopuu — mpodiiema de-
JIOBEKa B €r0 SK3UCTEHIIMU BO BCEX €€ BBIPAXKEHU-
sIX: CTpaX, TpeBOra, OTYasHUE, Bepa, HUYTO, aod-
CypA, CMEPTH | T.A.

Ecnu roBoputh Ha s3bIKe (huocopuu SK3H-
creHiuanusma, B yactHoctu C.Kbvepkeropa, uesno-
BEeK BocTpHHHMaeTcs [PpAMEHIOM Kak IyX, IMO-
CTOSIHHO HAaXOJISIIUHCS B COCTOSHUU OTYASHUSA.
ITokazarenbHO B 3TOM IIaHE CTUXOTBOpeHue [[ap-
mMeHaa «by3mopeM Mana anManeiM...» («He cymen
OKpOIIUTH 51 CaBaH CBOW...») [2: 48], koTopoe mpo-
HU3aHO TParu4ecKOod TOHAJIBHOCTBIO. 1103T B HeM
TOBOPHUT O TIOCTOSTHHOM CBOEM IpPeObIBaHUH B CO-
CTOSHUW OTYasHUSI OT OCMBICTIEHHsSI O0eCCMBICIICH-
HOCTU W aOCypJHOCTH CBOCH KH3HU, ITOHHMMAaHUS
TOTO, Yero KU3Hb He Jlajia, HO MOTJIa OBl 1aTh:

Mun, rapub, MeH kar S, OeqHbIH, THICSYY pa3 ro-

SIHBIII TA, pEBILHNIA,

Suapira caHanMaabIM. 3a moropenblia HE CUUTANI-
csl.

< .> <.>

MuH emuaHeH cyn Ky- Sl maxe ¢ 1eBOH PYKH Cylb-

JBIHIAH OBI-HACHKIBI

bep ceiHbIK anmanbIM. Kycka xie6a He moxxgascs.

<...> <...>

Te3 WHerenmem, smb Ta- Ha KoneHSX cTOs, cie3a-

MBI3BIM, — MU 3aJIUBAJICA,—

HopTtka nopmon anmanpiM. CHll Ha BJOXHOBEHHE HE
JIOMKAAJIC.

<...> <...>

KHUTTE A9(HEM BaKbITHI,
Kopnem Oyzmopen wma-
HaJIMaabpIM!..

Hacrano Bpems ymupars,
He cymen oxpomuth s ca-
BaH cBoif!.. |

UyTKko BCHyIIMBasiCb B TOJOC >XWU3HHU, J[3p-
OIMEH]I CIBIIIUT TIyOOKYI0 TOCKY, Oponsilyio B
0e3Hax Hamero OBITHs, CJIOBHO BETEp, JOHOCH-
KA 3By4YaHUE IPYCTHU, TOPECTHON TOCKU MPOILION
JKU3HU, TOIIOT I'PpAAYIICTO ITOKOJICHHA.

' 3neck u manee oICTPOUHBIH niepeBoy Hant — 4. C.
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Tockol NPUOTKpPHIBAETCS Cylllee B IEJIOM.
CrocoOHOCTh K TaKOMY «IPUOTKPHIBAHUIO» JlaHA
naineko He BceM. C.Kbepkerop cumrTaer, 4To TOJb-
KO TPOLIeNNINA MYKH YeJIOBEeK CTAaHOBHTCS TIIO-
3TOM, XYJIOKHHUKOM, HCKYCCTBO TOJBKO TakuX Xy-
JOXHHKOB TIOMOTAeT JIFOJIM HOHSTH ce0sl B «9K3U-
CTEHIIUU», TO €CTh B CBOEM CYyIlIeCTBOBaHUU [3: 5].
TBopuecTBO [IPpaAMeHa B IIOJHOM Mepe ONpaB]ibl-
BAeTCs IOAOOHBIM BBICKa3bIBAHUEM.

[MosT u nuteparypubii kputuk C.Xakum B
CBOE BpeMs OYEeHb TOHKO 3aMeTH, uTo [ppameHn
MUTIIET, BCIYIIMBAsCh B ToJIoc BeTpa [4: 8], ompe-
JISIMB TEM CaMbIM XapaKTepHEHIIy0 4epTy TBOP-
gecTBa 103Ta. CuMBonMUYeckwid o0pa3 BeTpa,
CKBO3HOM, MPOXOJAIIUNA yepe3 BCo 1mo33uto [ap-
JIMEH/1a, SBJSETCS KIIOUYEBHIM B IOHUMAaHUU €€ JK-
3UCTEHIIUANILHOTO conepkanus. Pacimdposka ox-
HOTO 3TOTO O0pa3a NaeT BCE TO, YeM OIEpHUPYeT
9K3uCTeHIManbHas Quiocopus. OOpa3 Berpa —
CHUMBOJI XH3HH, IBUKECHHA, C €€ OECKOHEYHOCTHIO
W BEYHOCTHIO C OMHON CTOPOHBI, KOHEYHOCTHIO,
OpEeHHOCTBHIO 36MHOTO CYIIECTBOBAHUS HeJIOBEKA —
C Jpyrou:

Uco xumnop, Kyuo KoM-
Hap... 6eTo 33...
Jopuiirb, MoX3YH KYHeI,
0e3 o OeTobes!

«bes3» [2: 79]

JyroT BeTpsl, cMelas nec-
KH... 3aMeTas CIEebl. ..
I'opecTHO U rpycTHO Ha
nylie, Hac Toxke He Oyaert!
«Mb»

I'.Xanut, ocTaBUBIIUI JIydIlIke HUCCIETOBAHUS
1o TBOpUecTBY J[PpaMeHIa, paccMaTpuBas Takue
Bemu modTta, Kak «be3» («Mbr»), «Kopad» («Ko-
pabmb»), «Mcre Kwmop Wi 34eHHOH...» («lymn
BETPHI TI0 CTPaHE...»), «3aMaHay («21oxa») u apy-
rue, OTMedYasl MPUCYTCTBHE B HUX KOCMHYECKOTO
MECCUMU3Ma, KOTOPBIA TMOSBISETCS B MHPOOIILY-
IIEHWW TI03Ta KaK Pe3ysbTaT OCO3HAHHSA OECCHIIHS
yenoBe4YecTBa Iepea OecrnoulaJHbIMI UCTOpUYe-
ckumu ctuxusimu [5: 201]. TTogoOHast MbIcib ObLIa
BeIpakeHa u I'.Carmu [6: 109]. Kocmuueckuit nec-
CUMH3M, O KOTOPOM TOBOPST HCCICAOBATEIH
TBOPYECTBA 03Ta, U €CTh BBIpaKeHUE (peHOMEHO-
JIOTHH OTYASHUS KaK ()eHOMEHOIIOTHH IyXa.

UbIKTHI KUILIAP,

Kyntel Tynkeiz —

W xopaObIH ki cepa!..
Kaiics! romnap,

Hunau ynksin

Tapra 6e3He xaH copan?!.

yroT BeTpsl,
Bypst noxusnace —

Muut yparan kopaOib

cTpassbl!..

Kaxkas et

Hac myuuna

W xepTBHI TpeOyeT Kakoii?!

«Kopab» [2: 36]. «Kopabmb»
CruxotBopenue «Kopabib» cB0OOAHO NpoUH-

THIBAETCS B COLMAIBHO-UCTOPUYECKOM KOHTEKCTE
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BPEMEHH PEBOIIOIMOHHBIX MPeoOpa3oBaHMMA, OJ-
HaKO KOHKPETHBIC SBJICHUS BPEMEHHU MOCTY>KUIU
MOATY TOJIBKO TOJYKOM JUISI Pa3MBIILJICHUN O >KU3-
HU BOOOINE, €€ CMBICIe WIH OeCCMBICICHHOCTH.
SIcHO 01HO, YTO B *KW3HU BCE HE BEYHO, BCE M3MeE-
HAETCA, B HEH BCerJa «AYIOT BETPhI», a HHOTAA U
«Oypu TOTHUMAKOTCS». UYENOBEeKy TDKENO |
CTpAIIIHO OMPEICIUThLCSI, 0COOCHHO B TaKue Bpe-
MEHa, KOTJIa «yparaH MYUT KOpaOJib CTPAHBDY.

B momo0HOM KiTFOYe MpOYMTANl 3TO CTUXOTBO-
penne [.M6parmmoB. B ero Bocmpustum mMope —
CUMBOJI JKW3HH, OBITHSI UYEJIOBEUECTBA; KOpaOJib,
HECYIIMICS 0 MOPCKUM BOJIHAM, — CUMBOJI CY[Ib-
OBI YelloBEYEeCTBA B €ro cymiecTBoBaHWH [7: 108-
110]. 3armsinpiBast B 0e31HY OBITHS, TIOST YBHIEN,
YTO JyIIM YEJIOBEUYECKHE CTAHOBSITCS >KEPTBOM
«nyuuHbsy xu3Hu. [IpaB M.Xailigerrep, cka3as:
«brITHE Kak coObITHE, TOCHUIAIOIIEe WCTHHY, OC-
TaeTcsl motacHHBIM. Ho cyneba mupa gaer o cebe
3HATPh B MOA3WH, XOTS €Ie U He OTKpPHIBaeT ceds B
KadecTBe UCTOpUH OBITHS» [8: 206].

B paccMOTpEHHBIX BBINIE CTUXOTBOPCHUIX
Jspamenn nogHUMAET TIABHEWIIUN 71 YEJIOBEKA
BOIIPOC — BOMPOC 0 OBITHH. B HUX — MupoomTyIe-
HHE YE€JI0BEKa, CYIIEeCTBA CMEPTHOTO, OXBAYECHHOTO
TPEBOrOM, JUIIEHHOTO Kakoi-mbo omopsl. B co-
CTOSIHUU OCMBICIIEHHSI CBOETO OBITHS YENIOBEK
OJIMHOK, OH — IECYMHKA, HUYTO IEpel KOJECOM
ucropuu. JI3pAMEH]T — MO3T C OTPOMHON UHTYHUIIU-
€il B UyBCTBE BPEMEHH UYEJIOBEUECKOr'0 CYILIECTBO-
BAaHMSI: €0 MHOT'ME MPOU3BENECHUS MOTYT BOCIPH-
HAMAaThCSA KaK TpopodecKkue (Hampumep, CTHXO-
tBOopenue «Kopab» («Kopabmby) [2: 36]). Coctos-
HUE OTYAsHUS B TOHUMAaHUK TIO3TOM YEJIOBEUYECKO-
ro Huuro mpumaer ero mpows3BeAeHUSM TITyOOKO
TParuyecKyro TOHAIBHOCTb.

JIro0OmBITHO 3aMETHTh, YTO B TBOPYECTBE
[spaMenna HeT OyHTa, MpoTecTa. DTHUM OH OTIIH-
gaercs oT [.Tykas, Ill.babuua u, KOHEYHO,
C.PamueBa; B TBOpUECTBE MOCIEIHETO MPOTECT
JI0OpacTaeT 10 YPOBHS IEMOHHU3Ma, CXOJHOTO C Je-
MoHM3MOM Hume. ¥ kaxmoro u3 3TUX MO3TOB
CBOH TOJIOC OTYastHUS KaK BBIpa)KEHUE Tpareauu
OTIEJIBHOM JIUYHOCTH.

3HAuUT JM BCE 3TO, YTO B J[3pAMEHE HET BBI-
COKOT'0 CO3HAaHHS JINYHOCTH, HET JKEJAHUs ee CBO-
0OIIbI, €CITM ero OTYasHUE He NMPUBOIUT K OyHTY
WA XOTA OBl KaKOH-HUOYIb TOMBITKE BBIPA3HUTH
nporect? IlouemMy (heHOMEHONOTHSI OTYASTHUS HE
npuBOAUT J[PpAMEHIa K IEMOHOJOTHH, KaK 3TO
osu10 ¢ @ .Huime, K.bajbMOHTOM WM ¢ BBIIIE-
ynoMsHyTeIMH TtoaTamu? IIpas I'.Xanut, KoTOphIi
MHULIET, 9YTO JPpAMEH]I MOHUMAJ TParudeckyro He-
n30€KHOCTh UCTOPHUYECKOTO TpoIlecca YesioBeve-
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CTBa, a TaK)Ke HECIIOCOOHOCTH YelIOBEKa MPOTHBO-
CTOATH eMy [5: 36]. DTUM OH OOBACHSET €ro mec-
CHUMH3M, OTCYTCTBHE T'0JI0Ca TIPOTECTA.

B ymuBuTensHO mpekpacHOM W TITyOOKOM TIO
CMBICIIy CTUXOTBOpPEHMH «SITaM Kali 4akyapsl
MoHJat...» («B Tocke s Jiexy MOpoi...») — mo-

NbBITKA OCMBICJIICHUA 6LITPI$I, OK3HUCTCHIUU YCJIOBC-
Ka, MOMBITKAa ONPECACIICHUA CMbICJIA )KU3HU:

Sltam kail yakyapbl
MOHJIaMN,

haBaHBIH THIHJIBITBIH
TBIHJIAI.

Kwuie ennap, konax
YBIHJIAIL.

Husmen:

— «Hu 0y? Hunounep 0y?»
JKasar ypbeIHBIHIA — TOpIn
cy,

Tupokiex THpOSH9, 1aYy-
nbi!..

«Sltam Kkail yakiapsl

B tocke 51 nexy nopo,
BenymmBascs B THIIMHY
BCEJICHHOM.

JloHOCSITCS 3BYKH, CIBIITY
s UX.

51 Bonpo1uato:

— «Yto 310? I'11IEe 5T0?»
BwmecTo oTBeTa — KypuuT
BOJIA,

KycTb1 kombITiryTCS, 1Iy-
mAt!..

«B ToCKe s TeKy To-

MOHJIAI. . .» poit...»

[2: 80].

Ho k wemy npuBoauT 3ta monsitka? Ha Bompoc
nosta «Yto 3T0?» HET oTBera. BMecTto oTBeTra —
(©KypuyaHHE BOJBI, KYyCTOB KojbIxaHue». Urto 3a
3TUM OTCYTCTBHEM OTBETa, COCTOSHHUEM IOKOS?
[Touemy 3T0 (hMKCHpPOBaHME 3aBEPIIACTCS BOCKIIH-
LATENbHBIM 3HAKOM U MHOTOTOYHEM, T.€. YMOJIKA-
HUEM?

[eno B ToM, YTO MOAT MOAOLIEH K TOH HACTPO-
€HHOCTH YelIOBEUECKOTo ayxa, KOTopas crocoOHa
MPHUOIU3HUTH €T0, TOBOPSI A3bIkoM M. Xalinerrepa, k
caMmoMy Hwu4TO, B KOTOPOM 3aKIIFOYaeTCs TaifHa
ObITHS U HEOBITHS, pAaCKpPBIBAIOLIAsICS JTMYHOCTH B
TPAHCLEHACHLIMH, TO €CTh TOrJa, KOIrzaa MpOUCXO-
JIUT MHTYUTHUBHOE «3ariisibIBAHIC) 32 OUCBHIIHOE.
ITokazaTeneM CBSI3U Ye€IOBEKAa C TPAHCIICHJIICHT-
HBIM SIBJISIETCS Y>Kac ¥ TOCKA.

B »TOM CTUXOTBOpEHHHU MO3TA HET HACTPOCHHUS
OTYasiHUS, YTO POJCTBEHHO NECCUMHU3MY, a €CTh
MTHOBEHHE y’Kaca, HpHOTKphIBatowero Huuto,
BIUIAJBIBAHNE B CAMYIO TIIYOHHY — MPOMACTh JKU3-
HU. B yXace mpouCXOaUT OTIMIATHIBAHUE OT YEro-
TO, YeTO HE XOYET MOHMMATh YEJIOBEK, BO BCSIKOM
cily4ae, HEBEPOSTHO CTpAaIlHO CKazaTh 00 3TOM.
Hacrynaer cocTosiHue OLIENIEHENOro MoKos. YiKac
nepeOMBacT B 4YeNOBEKe crocoOHOCTh peun. [lo-
CKOJIBKY CylIee B IIEJIOM YCKOJIb3a€T U HaJBUTACT-
cs1 Huuro, nepen ero JuuoM yMOJIKAET BCSIKOE ro-
BopeHHE. BOT OTKyZma B KOHIIE CTHXOTBOPCHHUS
HspaMeHna BOCKIMUATENbHBIA 3HAK U MHOTOTO-
yye, T.€. MOJYaHUE — 3aCThIBAHUE B yKace, B KO-
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TOPOM TpAHCIICHICHTHAs OYapOBaHHOCTL abco-
JIIOTHOM MOTJIOMIEHHOCTHIO 3TUM Huuro.

B npuBeneHHBIX BBILIE CTPOKAX MO3TA CIBIIIECH
roJIoC TIIy0oUaiIIe Tocku. DTO HE TOJI0C 3a00THI,
3510061 JHS. B HeM mepexuBaHue MO3TOM MPUPOJ-
HOTr'0 OJIMHOYECTBA U 4YKIOCTU MHUpa. B 3TOi1 TOC-
K€ — YCTPEMIICHHOCTh BBEPX, BbICIIAs MPUPOIa Ye-
noBeka. [TogoOHas ToCka — OTIMYHUTENBHAS YepTa
TBOpYecTBa J[[PpaMeHna, OJUH U3 NMpPU3HAKOB Oa-
TOPOAHOCTH €ro 1no33uu. OHa MPOSIBISIETCS] Y HETO
U TOTJia, KOTJla OH TOBOPHUT O CaMbIX CHACTJIMBBIX
MTHOBEHHMSIX CBOEH KU3HU.

OOpaTtuMcs K elle OJHOMY HSATHCTPOYbIO IT0-
JTa:

HUcapme >xui Tyraii Oyii- [Ipomymur nu BeTep no

J1ar, JyTam,

JKpImapMer KbI3 MOHBIH JleBa 11b 11a4€T O TOPHKOM

COMJIaI, CBOEM,

Kenopme marnansii, Wnb, pagocTHO cMesCh,

KOWJIoM, — HaIleBaceT, —

Arau, Tamm »4iope manparn, Pa3aupas HyTpo aepesa,
KaMHs,

Kunonep 6ep Huna Paznaercs onuH nevanb-

AHpar!.. HBII CTOH!..

[2: 79]

O uem s10 cTuXoTBOpeHne? OHO HE O BETpE,
JEBYIIKE WIM JepeBe, «HyTpe KamHs». OHO 00
OILYIEHUH M3HAYaJbHOTO POJICTBA YENIOBEUECKOM
OyIU ¢ HUMH. U 3TO 9yBCTBO-OIIYIIEHUE JIEKUT B
OCHOBE TOW HEBBICKa3aHHOH MeTahU3UKH, KOTOpas
CTOMT 32 CJOBOM, POXXICHHBIM B MTIHOBEHHOM
Benbike («Pa3maeTcst oiMH nevanbHbIH CTOH ...»).

O6pa3 BeTpa 31ech — CUMBOJ BeyHOCTH. Yepes
HEro 03T TOBOPHT O TOM, KaK NMPHUPO/IA YeIoBede-
CKOM JyIlIY, TaK U JyIIa CaMOM NPUPOJBI OCTAHYT-
Cs BEYHO HEpasraJaHHBIMH B CBOEM TaUHCTBE.
Beunoe, mnoxkazan JlapaMeHz, He 3a mpenenamu
BPEMEHHU: OHO 3Jiech U Tenepb. 11031 gaer npsamoit
B3TJIS1 B BEUHOCTh CKBO3b MTHOBEHHE, CKBO3b TO,
YTO PSIOM C YEIOBEKOM: NEPEBO, KaMEHb M T.IL
O06pa3 AEBYIIKH, «IUTAYYIICH W CMEIOIMIEUCT», —
TOK€ CUMBOJI: CUMBOJI JKU3HHU, KOTOpas MpeacTaeT
nepe]] 4eJI0BEKOM B TOpe U CUACThe, B BEUHOU Tail-
HE.

[IpuBrekaeT BHUMaHUE TO, YTO MOCIEAHUE JIBE
CTPOKH CTUXOTBOPEHHS CBUAETENLCTBYIOT O (hop-
MaJbHOM OTCYTCTBHH JIOTHUECKOW CBSA3H C MPEIBI-
OYIIUMH TpeMsl CTpokamH. B 3ToM msTucTpoube,
Kak U B «B Tocke s nexy mopo# ...», OllyTuMa 3a-
KOHYEHHOCTh HE3aKOHYEHHOTO, IOCTHUTHYTas CH-
Tyalueil MoIJaHus, KoTopas U oOHapyKuBaeT 60-
jgee TIyOMHHYIO CBSI3b MEXKAY STHMHU JABYMsI dac-
TSMHU CTUXOTBOPEHMS. [IPpAMEH] HE TAaeT TOTOBBIX
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OTBETOB Ha TO, YTO YCIBIIIAI, YBUAET B XKU3HH, OH
YMOJIKaeT, AaBas TEM CaMbIM BO3MOYKHOCTh K Ca-
MOYTITy OJICHHIO.

OTcyTcTBHE CIOBECHOTO BBICKA3bIBAHUS NpEl-
rojlaraeT rIyOMHY YelI0BEYeCKON MBICIH, CBOOO/I-
HYI0 UTPY accolMalui, 4TO JaeT BO3MOXHOCTh
TOBOPUTH O HEOOBIYHOCTH (JOPM 3TUX MPOHU3BEIE-
Huii. Hedto momo0HOE, a UNMEHHO 3aKOHUYCHHOCTH
He3akoHueHHoro, HaOmogaer [.C.Ilomepann vy
10oHOro MaHnjenbiuTaMa, o3Ta cepeOpsIHOro Beka.
B 3T10i1 0coOeHHOCTH ClTOBa TO3Ta MCCIEA0BATEND
oOHapyXHBaeT 4yepTbl BOCTOYHOHN (SMOHCKOI) TO-
93UU — XOKKY. XOKKY — «HE IPOCTO TOTYOK K CBO-
OomHo# urpe accormaruii» [9: 17].

B paccmoTpeHHBIX BYX IpousBeacHusX Jap-
JIMEHJIa, ABISIOUINXCSA MOITHYECKUM U JTyXOBHBIM
OTKPBITHEM TaTapCKOH M033MH, €CTh HEYTO, COMH-
JKarolee UX C, Ka3alnoch Obl, OYEHb HAJEKUMH OT
TaTapCcKOM 1033uM sBIeHUsAMU. Y 3pamenna
BEpILINHA KPACOTHI, KaK U B AMOHCKOH MO33UH, — HE
YEINI0BEK, a TO, Mepel 4eM 4eJIoBeK yMoikaeT. Ilo-
I00HOE BO3MOXHO, KOT/Ia YeJIOBEK SABJSETCS opra-
HUYECKON YacThl0 KOCMOCa, KOTJja OH HE BBIPBIBA-
€TCsl U3 IMPHUPOJHOW JKU3HU, CTAHOBSCh BHE €€ U
HaJ Hel, KaKk 3TO XapaKTepHO AJIS XPUCTHAHCTBA.
1t eBpOneCKUX KyJIbTyp CBOMCTBEHHA COCPENO-
TOYEHHOCTh Ha YEJIOBEUECKOM «s». J[apaMeHn xe
B TPaJAMLHUAX BOCTOYHOTO NMAaHTEHCTUIHOIO MHPO-
MIOHMMaHus, Korja «Bce ectb bor u bor ects Bcey,
BCIYLIMBAsCh B MHPO3JAaHUE, €CIH BOCIONb30-
BaThbCs onpeneseHueM [lomepaHl, «CTyleBbIBacT-
cs1, ucuezaeT» B HeM [9: 19].

Haszpannwie mnpousBeneHus J[3paMeHna, Kak
SITTOHCKUE XOKKY, KaKyTCsI JIESTKUMH, NEH3aXKHBIMH,
HO 3Ta JIETKOCTh MHHUMas. DHEPrus MO3THYECKOH
MBICIIM B HHUX 3aKJIIOU€Ha B MOCIEIHUX JIBYX CTPO-
Kax. J[opAMEHI B HUX TOBOPHUT O BCIIyIIMBAaHUH,
OCMBICIICHUH CYTH OBITHS, 00 OXBAaTHUBIIEM yKace-
BocTopre-kpacore. Ilo onpenenenuro Xainerrepa,
YeJIOBEK, KOTOPBIH XOTeN OBl OKa3aThCsl BOJM3H
OBITHSA, TO €CTh IIO3HATh VICTHHY, «JOJKEH cIiepBa
HAy4YUTHCS CYIIECTBOBAaTh Ha OE3BIMSIHHOM IIpO-
crope» [10: 273], 1.e. B Momuanuu. K 310l MpIcu
3aMagHbll y4EHBIM NpHUIIeN, u3ydas BOCTOYHOE
OTHOILIEHUE K CJIOBY: OH IIOHSJI, YTO HCTHHA BHE
CJIOB.

Iepamenn B ayxe ¢uiococko-3cTeTHIecKOi
Mmeicau BocToka ckazanm o tom, uto MctmHa ot-
KPBIBAa€TCS IEJIOCTHOMY YMY, @ HEJOCTHBIM YM Ha
cebe HE cOCpeloTOYCH, OH CTAaHOBHUTCS €OUH C
IpYyTHM, IPUXOIUT C HUM B «CEPAEYHOE CO3BY-
YyHe», U OTTOro eMy OTKphwIBaercs Lleroe — moTta-
eHHas kpacota. [loaTnueckoe coznanue [I3pameH-
Ia, 3a0b1Basi 0 cede, CBOEM «s1», COCPEIOTOUNBACT-



AM.SAYAPOVA

CSl Ha «IPYTOM» — «JIepeBe», KHyTpe KaMHs», BXO-
ISl B IPSAAIMOE OOIINEHUE C ATUM «IPYTUM», TIEPEKHU-
Bas COKPOBEHHOE, MOJHOTY BBITHs, BBICIIMN MHT
conpuvactHocTH emomy.

Takum 00pa3om, B 0CHOBE (HIOCO(CKON KOH-
ueniuu JPpaMeHna JeKUT NPUHIUN TIO3HAHUS
MHpa B CYyOBEKT-OOBEKTHOH HepasJIelIeHHOCTH:
CIMBAsICh C HUM, IO3T IOCTHTAeT €ro JYIIOM.
[Ipouiecc mo3HaHuUsl pacKphIBAET AYyIIy B €€ CIUS-
HUU C TTO3HABAEMBIM MHPOM.

A.B.CMupHOB, TOBOpSI O POJM MHTYHTHBHOTO
Mo3HaHUs Mupa B cydwuiickoit ¢uiocopun, ss-
JISIOMIETOCS, COTJACHO 3TOMY YYCHHIO, €IUHCT-
BEHHBIM CIIOCOOOM TTO3HAHHS UCTHHBI, T.€. «CKPBI-
TOTO CMBIC/Ia», MHIIET: «B mpoiecce MHTYUTUBHO-
ro co3eplaHus CyOBEeKT MO3HAHUS, COXPAHSS CBOIO
OHTOJIOTUYECKYI0 000CO0JICHHOCTh OT 00BEKTa T0-
3HAHUSA, B TO K€ BPEMSI CIIMBAETCS C HUM, TIOCTHUTas
€ro «CBOMM CYIECTBOM», (GuOpamu aymm. DTO
BO3MOXKHO TOTOMY, YTO B 4YeJOBEKE — CyOBEKTe
TTO3HAHU TaK)Ke MPHUCYTCTBYET «CKPBITHII
cMBICT». [IOCKONBKY OH €IWH M HEIEINM, CTaHO-
BHUTCS BO3MOXHBIM €UHCHHE C OOBEKTOM TO3HA-
HUS TI0 «BHYTPEHHEW CyTH», B TO BpeMs Kak BO
«BHEIITHEM» COXpaHseTCs CyOheKT-00beKTHAs pas-
neneHHoctb» [11: 215].

[Iponomkass ~ OCMBICTICHHE  CTHXOTBOPEHUS
Hopmmenna «Mcopme xun Tyrait oyimamy («IIpo-
LIyMUT JI BETEP IO JIyraM...»), CKaXKeM, YTO MOIT,
YyTKO MPUCITYIIUBAIONINICS K TOMY, YTO €CTh
JKU3Hb, B KaKOE-TO MTHOBEHHE MOHSUI, YTO CYTh
VCIBIIIIAHHOTO HEBBIPA3MMa CIIOBOM: M3 BCETO
«pa3gaerca OJHMH NEeYalbHBIM CTOH». UTO 3a 3TUM
paznaromiuMmcss ctoHoMm? TIoHATeH T OH mroAsIM?
Ectp 1 B HEM oTpakeHue uctuHbl? [loHsTHOE Ye-
JIOBEK BBIpaXkKaeT CloBaMu, W00, Kak cka3an Jles
IllecToB — mpencTaBUTENh PYCCKOTO 3K3UCTEHIINA-
nm3Ma, «3a00TauBas MPHUPOJAA, MABIIH IJIOIIM C
«CaMoro Havajga» «CJIOBO», YCTPOMIA TaK, YTO, YTO
OBl YeOBEK HH TOBOPWII, JI0 CIIyXa ONKHUX JO-
XOJAT TOJIBKO TIOJIE3HBIE WIIM TPHUATHBIC IS HHUX
CBENICHUS. A KPUKH, CTOHBI, PBIIAHUS — JIIOJIA HE
CUHMTAIOT WX BBIPAKECHHUEM WMCTUHBI U BCSIYECKHU
«roramarT» uX. <...> J[oagaM Hy»HO TOJIBKO IIO-
HATHOE». «ECTB, TOKHO OBITH, KTO-TO, — MIPOAOJ-
KaeT OH, — Topaso OOJbIle BOCHPUAMYHMBBIA K
clie3aM W CTOHaM, JJake K MOIYaHHIO, YeM K CIIOBY,
KTO BHJIUT B HECKa3aHHOM OOJIbIIIE CMBICTIA, YEM B
SICHBIX M OTYCTJIMBBIX, 0OOCHOBAHHBIX U JIOKa3aH-
HBIX YTBEpKICHMAX... » [12: 217].

JPpaMenn kak pa3 U3 TeX, KTO CIBIIIUT B CTO-
HE HEYTO, UYTO «pa3aupaeT HyTPO IEpPEeBa, KaMHS»,
YTO HEBBIPA3UMO CIIOBAMH, KOTOPHIE, KaK TOJBKO
WX TPOU3HOCHIINb, CTAHOBSTCS MIOHATHBIMH U TTPH-
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ATHBIMH. BOT OTKyZa y mosta cuTyamusi yMoJIKa-
HUSL.

BocnpruM4MBOCTE K c€3aM U CTOHaM, Jaxe K
MOJIYaHMIO, YBOAMT II03TA 3a Npenenbl TOro, 4ro
€CTh TOHATHOE YEIOBEKY, 3a MpPEIeNbl CYIIEro.
OTO «BBICTYNAHUE 32 MPEIEIBI CYLIEr0» — COCTOs-
HHE TPAHCLUEHICHUHWU — IPHUBOAUT K COCTOSHHIO
ykaca, Omarojmaps KOTOpOMY M OTKphIBaeTcs Hu-
4TO, HEBBIpa3uMoe cinoBaMu. B stom Huuro — Beu-
Has TaiiHa OBITHA M HEOBITH. 3a 3TUM «HHIa»-
«cToHOM» /[I3pAaMeHzna M cTOMT IIyOMHHOE IOJ-
CO3HaTeIbHOE BOCHPHUATHE CYTH XKu3HU. [IpaBome-
peH Te3uc [erenst: «Hucroe ObITHE M YUCTOE HUYTO
CyTbh OJIHO U TO >ke». bbiTne u Huuto B3aumonpu-
HaJJeXar Jpyr  JOpyry, Kak  Ompenenser
M.Xaiigerrep, «camo OBITHE B CBOEM CYIIECTBE
KOHEYHO M OOHAPYXHMBAETCSI TOJIBKO B TPAHCIICH-
JEHLUN BBIABMHYTOTO B HuuTto uenoBedyeckoro
obrTus» [8: 25]. Xadigerrep yTBepxkaaet, uto Hu-
YTO €CTh YCJIOBHE BO3MOKHOCTH PACKPBITHS CyILie-
r'o KaK TaKOBOTO AJISl YeJIOBEYECKOTO OBITHSL.

Kto oHM — Te, criocoOHBIE BBICTYIIUTH «3a Ipe-
Jensl cymero», Tpancuenauposats? JIIlectoB o
JFOZSX, KOTOPBIE «BUAAT CBEPX TOTO, YTO BHUIAT
BCE», TOBOPHUT, YTO OHHU OT «aHreJIa CMEpPTH» IO-
JTy4aT «ao0aBouHyro mapy raas3» [12: 27]. Uro
3HAYUT «OT aHrena cmepti»? MIMeHHO Tak ompe-
nensier lllecToB morpaHu4HOE MOJIOKEHUE, OTKPbI-
THE YeJIOBEKOM TParuuecKoro xapaxkrepa ObItus. Y
[lecToBa pedysb UAET HE O CIENON Bepe; HANPOTHB,
0 Bepe KaK BTOPOM M3MEPEHUM MBIIUICHUS, Kak
HOBOM 3pEHHMH, HOBOH Tape ria3, KOTOpoi ogapser
YeJI0BEeKa aHTeJl CMEPTH.

[IpuponHele, «kKak y BCEX TIJa3a» OarOT BO3-
MOKHOCTb J[3pIMEeHay CHBIIIATh TO, YTO CIBIIIAT
BCE:

Hcopwme xui Tyraii Oyii- [Ipourymur nu BeTep 1o

Jiar, Jyram,

)KBIJ'IapMI)I KbI3 MOHBIH )leBa JIb IIJIAYET O FOp])KOM
ceinar, CBOEM,

Kenopme marnansii, Wnsb, pagocTHO cMesCh,
KoM, .. HaleBaeT. ..

[2: 79]

A Trnaza, «OCTaBJICHHBIE aHTEJIOM CMEpPTH»,
JTAIOT BO3MOXXHOCTH YCIBIIIIATh APYTOE:

Aray, Tam >wiope manpar, Pa3anpas HyTpo nepeBa,

KaMHSI,
Kunonep 6ep Huna Pasnaercs oauH nedans-
sHpar!.. HBIH cTOH!..

[2: 79]

II1eHUTEeNBPHOCTL U npurtdratejibHad cujia CTH-
XOTBOpPCHHA — B YMCHUHU 3arjisIHyTh 34 O6LILIHOC, B
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OCBOOOX/IEHWU HAaC OT JAOCTOBEPHOCTH, B OIperie-
JIEHUH TOTO, YTO UMEHYETCS CaMOOYEBUAHOCTSIMH.
[Ipomactb pa3Bep3aeTcss y HOr MO3Ta, KOTrJa OH
CIBILIUT 3@ IOJIOCOM BETpa, JEBUYBEH INECHU Ka-
KOH-TO HEYeNIOBEUeCKHd CTOH («HHOa» — «3ap
BIHTBIpAIy»), KOTOPBIM OT3hIBAETCS CTOHOM JIepe-
Ba, HyTpa KamHs. [103T kak OBbI CpBIBaET C SBICHUN
MacKy, OYEBUAHYIO, TOHATHYIO BCEM, U YyXKacaeTcs
Oe3nHe, pa3dessiomeil Hac OT TOTO, YTO €CTh CYTh
obrTist. OH y)KacaeTcsi pa3HUIle MEXIY BHICHUEM
u ObiTHeM. EMy He ocunuth npomnactu. To, 9To OT-
KpBIJIOCh, CTOJIb HEOOBIYHO, UTO MO3T B yXKace 3a-
CTBIBA€T, HACTYNACT KAKOH-TO OIETIEHENbI TOKOU
nepen Huuto, Xaocom, KOTOpbI HAauWHAET B3bI-
BaTh.

UenoBek MHCTHHKTHBHO CTapaeTcsd YWTH OT
storo Xaoca, Huuto B monstHoe, OiaroodpasHoe,
BBIpa3uMoe cinoBamMu. Ho kak Obl MBI HU 3aHaBe-
muBanu Xaoc, Mbl BEYHO OCTaeMcsl Ha TpaHHLE
MEXIYy HUM U XU3HbIO. AjibaoHc e BeneHc cka-
3aJ1, 9TO CTpax He MOXKET OBITh HHYEM HHBIM, KaK
CTpaxOM CMEpTH, MOTOMY YTO OH — pPacKphITOE
«Huuto», yrpoxaromee «Huuemy»...» Ctpax, ycr-
paHsg BCe, YTO OCHEIUISET, OTBJIEKAET 4YEJIOBEKA,
OTKpBIBa€T 4YEJOBEKa, €ro CyTh, KOTOpas M €CTh
npuHaTue 3toro Huuro, mpunsatue cmeptu» [13:
334].

bimzok ko JIpBy lllecToBy ¢ ero «mo0aBOIHOM
Mapoy TIJa3» «OT aHreyja CMEPTH» COBPEMEHHBIN
¢unocodp M.MamapnanBuiiv, 3aHUMAaBIIUICS BO-
IIPOCOM O MBIIIEHUH KaK BOIPOCOM O OBITHH, JK-
3WCTEHINH, 3aMeyasi, MeXAy MPOYHUM, YTO BOIIPOC
0 OBITHH, CYIIECTBOBAHHH JIS)KUT B OCHOBE JIOOOM
¢unocodun («punocodus Bceraa oHa U Ta Ke, U
OHa Bcerja OblIa Take HSK3MCTEHIMajIbHa BO Bpe-
mena [limarona, kak U Bo BpeMmeHa Xaiiaerrepa, u
HaoOopot») [14: 50].

Kak JleB [1lecToB TOBOPUT O HEKOEM 03apECHUU
KaK TJTyOMHHOM TIOHUMaHWH CYTH XHU3HH, UIYIIEM
«OT aHrena cMepTH», Tak U1 MamapJaliBuiId yBe-
PEH B TOM, YTO TOJIBKO TOMY, KTO 3arjsiHyJ B IIy-
OMHHBIE OCHOBAaHUS CBOETO CYIIECTBOBAHUS U
CMEpPTH, OTKPBIBAIOTCA BOPOTA AJISA «COBEPLICHUS
aKTa MBICIINY.

M.MamapnamBuian, monoono Jl.IIectory,
paccyXkIaeT 0 CUTyallH, KOT/1a «Mbl OKa3bIBaeMcCs
B MBICJIM BBIHYXJCHHBIMU K MomuyaHuio» [14: 41].
OH npu3HaeT, 4TO CYTh OBITHS — UICTHHA — HEBBIpa-
suma. OO0 3TOM 3HaH, paccyxaaet ¢punocod, eie
Hante, I'ere, npuieiye K CUTyaluu MOJYaHUs,
MpUYMHA KOTOPON B «HUCTHHE, TTOXOXKEH Ha JIOXKb
[14: 19]. Tak u JPpAMeHI He BBIpa)kaeT YCIbI-
LIaHHOE 32 «KYpYaHHUEM BOJBI, KyCTOB KOJIBIXaHH-
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em» («STam kait gakigapsl MOHIal...» («B Tocke s
7Ky TOpoit...») [2: 79].

ITosT Mor ckaszaTh 0 TOM, YTO yBHIEI, YCIIbI-
11aj1, HO OH 3TOr0 HE JAEJNAeT, y HETr0 MHOTOTOYHE,
KOTOPOE CBHUJETENBCTBYET O CIEAYIOUIEM: B TO
MTHOBEHHE, KOra chopMyIHMpPOBAaHO YCIBIIIAHHOE
B CJIOBECHYIO ()pa3zy, MHTYHMLHS 1103Ta MOJCKa3bI-
BaeT eMy, 4YTO OHa, 3Ta cjoBecHas ¢pasa, MOXoxka
Ha JIOXb, U, €CJIU OH €€ IIPOU3HECET, OHA COJILETCH,
COBIIAJICT C YK€ CYLICCTBYIOLIEH JIOXBIO, 38 KOTO-
poil MPUBBIK TPATATHCS YETOBEK, CTpalianiuics
Hctunsl. He xenast 3Toro, mo3T yMOJIKaeT B Olle-
MEHEeJIOM BocTopre mepen VcTUHON, MOHATOW UM
KaK HEBBIPA3UMOE (BOCKJIMIATENbHBIA 3HAK, MHO-
roroune). VictiHa Obl1a BEIpaKeHa MOJTYaHUEM.

3BYKH («OHIOp»), JOHOCAIIUECS 0 ClIyXa Io-
9Ta, HE 3BYKH 3TOI0 MHpa — B PEAIBHOM MHpE
«GKYpPUUT BOJA, KYCThl KOJBIIIYTCS, MIyMsT!..»
(«repau cy, THpOKIEK THPOSHO, ImayJiblii!l.»), a
roJI0C TPAHCICHACHTHOTO.

Crnenyer moa4yepkHyTh, YTO BCS ITyOHMHA JU-
puku JppaMenna MOXeT OBITh OCMBICIIEHA TOJIBKO
Opy JJUTEIBHOM BOCHPHUATHH C HEOAHOKPATHBIM
IOPOYTEHUEM TEKCTa, HECHELIHBIMH pPa3MbllIe-
HUSIMH, TJIe HapsAy ¢ aHATUTHYECKUMH paccyxKie-
HUSIMU OOJIBIIYIO POJIb JIOJKHBI UTPAaTh UHTYHTHB-
HbIE OLIYIIECHUs, a0kl MOHATH BJOXHOBEHHE XY-
JOXHHKA, CEPALEM YyBCTBYIOLIEIO CBOE €IMHCTBO
C MHUPO3/IaHUEM.

I'eHnanbHO O cuTyanuu MOJYAHHSA CKa3al B
ceoe Bpemsa D.U.TiotueB B «Silentium!» [15].
Crtpoka «MpICIb W3pedeHHas €cTh JIOXKB» CTaja
TOJYKOM JUISl pacCy>KACHUH MHOTHX (HIOCO(OB-
9K3UCTEHIMAINCTOB O pasyMme, Melcid. llo cyTtu
CBOEH CKa3aHHOE IOATOM He HOBO: euie I[lnaTon
IpUIIe] K TOMY, YTO O IIPEIAMETe AEHCTBUTEIBHON
MBICJIM BOOOIIle HUYEro Halucath Helb3sl. Boipa-
3UTh IICBMOM MBICIIb HEJIb35, MBICIb HEBbIpa3uMa
[14: 28].

U eme 06 ogaom. Ctout 00paTUTh BHUMaHUE
Ha BOCKJIMLATEIbHBI 3HAaK B CaMOM Ha3BaHUH
cruxotBopeHust («Silentium!» — «Momuanue!»).
I'myOuHHOE MOHMMAaHKE TOTO, YTO €CTh 32 MOJ4a-
HHEM, CKPBITO 332 THM BOCKJIMLATEIbHBIM 3HAKOM.
B Hem — BrIpa’keHHE BOCTOPTa U y’Kaca Iepes TeM,
YTO HEBBIPA3UMO CIIOBaMH.

TioT4yeB TOBOPUT, YTO 4YENOBEK HE TOJIBKO
MBICJIb CBOIO, HO «M 4yBCTBAa U MEYThI CBOW» HO0JI-
JKEH «CKpBIBaTh M TauTh» W Mom4arh! «Cepaiy
BBICKa3aTh CeOs» HEBO3MOXKHO, MOTOMY 4TO, Kak
TOJIBKO MBI HauMHaeM O(OpMIATH CBOM UYyBCTBA,
MBICJIH B CJIOBECHBIE BBIPA)KEHHS, OHU CTaHOBSTCS
JOXHBIMU. B cBoeM mpusbiBe MoiauaTh TIOTYEB HE
BUZI€] HUYEro NpoTHBOecTecTBeHHOT0. Haobopor,
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COCTOSIHME MOIYaHHs MPEeKpacHO, MO0 HYeIOBEK —
3TO MHKPOKOCM, B HeM ecTh Bce («EcTh memnbrit
MUp B Aylie TBOeH...»). M mo3aromy OH JOIDKEH
YMETh «CGKUThH B ce0e caMoM». YMETb KHTb, «BHH-
Mas» TOMY, 9TO €CTh B JIyIlle CBOEH, — ¥ MOJTYaTh!

CruxotBopenue [ppamenna «Mcopme xui
tyraii Oyitnanm» («[IpomrymuT nmu Berep mo Iy-
ram...») BOCIPHHHMAETCS CBOCOOPA3HBIM IIPO-
JIOJDKCHUEM CTHXOTBOPEHHUs «SITaM Kall 4akiapbl
MoOHJIam...» («B Tocke s jexy mopou...»). Ecim
MepBOE 3aBepIIaeTcsd CHUTyalldell MOIYaHHA, TO
BTOpOE, 3aKaH4yMBarolleecs cTpokoil «Pazmaercs
OJIMH TIeYaJbHBIN CTOH!...», SABISETCS Kak ObI TO-
MIBITKOH PaccMOTPEeTh TO, YTO 33 MOJYaHHEM. 3a
MOJTYaHHEM — «CTOH» («HHIa»). B aToM 00paze
HET COLMaJIbHON JIeTepMUHUpOBAaHHOCTH. OH 3K-
3WCTEHIMaNeH 1o (rIocodcKol CyTH M HallMOHA-
JIEH TI0 Xy/I0’KECTBEHHOMY KOJIOPHTY .

Ham nymaercsi, B IByX NOCIEIHUX CTpPOKax
Mpou3BeIeHN — Bech J[IpAMEH/] ¢ ero COBEpIIeH-
HO HETIOBTOPHMBIM BOCIIPHSTHEM W BBIPAKCHHUEM
TOTO, YTO MBI Ha3bIBa€M HAITMOHAIHLHBIM MEHTAJIH-
TETOM. DTH CTPOKH TaK IIyOOKH IO MBICIU U YyB-
CTBaM, YTO HEIOCTAaTOYHO ONEPHUPOBAaHUE TpPaJu-
[IMOHHBIMKM (DOPMaMU BOCHIPUATHS M aHAIM3a XYy-
JOKECTBEHHOT'O0 TEKCTa, HE0O0X0IuMO oOpalieHue
K UHTYHIIAW TIOJICO3HAHUS.

Monuanue u Cinoo y JIppamenaa conpsiKeHsl,
OHHU CYThb OJHO IIeJIO€, B3aMMOOOYCIIOBIHMBAIOIICE
Ipyr apyra. biaaromapst 3ToMy B €ro MO33WH BO3-
MOJKHO BBIpa)K€HHE 3aTaeHHOro B MojdaHuu u 3a-
taecuHoro B Cmome. [lo Xaiimerrepy, CnoBo u
Mosnuanue nuanoruyssl. Mexay HMMM HET Tpa-
HUII, OJIHO JIETKO, CAMOECTECTBEHHO TEPEXOANT B
npyroe: Momuanue B CroBo, CnoBo B Momuyanue.
[ToToMy YTO OHM €IMHBI, NPHUHAIJICKAT OJHOMY
berturo. Cnoso y Xaidigerrepa — ato To Cnoso, B
KOTOpOM NpHUCYTCTBYeT Momnvanue, To Monuanue,
B KoTopoM mpucytctByeT Croso [10: 272].

B aunanore mostuueckoro repos co Beenennoi
(«Mcopme xmm Tyrait Oyimamy («IIpomrymur mm
BETEp IO JIyTaM...») BO3HUKAET CHUTyallus, KOr/a,
roBOpsl SI3BIKOM Xaiiferrepa, «0ecema OCTaBIsieT
COOCTBEHHO TOBOPHMMOE B HEONpEICIEHHOCTH, Ja-
K€ JIaeT €My 3aTauTbCsl B HEONpPEeNeUMOCTH» [8:
280]. IlogobHble cUTyaluu XapakTepHBI, IO MHE-
HUIO HeMmerkoro ¢unocoda, mist Bocroka n 3ama-
Jla, KaK «CBOWCTBO BCSKOTO yJaBIIErocs IHaiiora
MEXIy AyMalolMMu». B HeM MoeT kak OBl caMo
co00ii COONIIOIAThCS TO, YTO «HEOMPEISIINMOE HE
TOJIBKO HE YCKOJIb3aeT, HO B XoJie Oecenmbl Oyaer
BCe ¢ OONBIINM H3ITyYeHHEM DPa3BEPTHIBATH CBOIO
cocpenoTouunBaroiyro cury» [8: 280].
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B cBs3u ¢ 3THM HEOOXOIMMO YIIOMSIHYTH €Il
00 oxHOU yepTe mo33um J[PpamMeHna: oHa HEMHO-
rociaoBHa. C OJHON CTOPOHBI, €r0 TBOPYECTBY
CBOMCTBEHHA OTTOYEHHOCTH (POPMBI W cCOAEpKa-
HUS, 9TO TIO3BOJIIET MHOTHE CTPOKH II09Ta BOC-
MPUHUMATh Kak a(opu3Mbl, C JPYroil — B CIIOBE
JapaMeHna, B yMEHUU «3aTavBaThCsl B HEOTpeEe-
JIMMOCTW» TauTCsl HaMeK, — MOoXKanyi, raBHeliee
TauHCTBO s3bIKa JPpamenna. OH U3 TeX MOITOB-
MBICTIUTENIeH, KTO MPEAIOYUTACT CIEPIKUBATH CIIO-
BO, JTOJDKHOE OBITh CKa3aHHBIM, HE JUIA TOTO, YTO-
OBl yaepkath ero Uit cebs, a 4yToOBI, KaK CKazaj
Xaiinerrep, «IIOHECTH €ro HABCTPEUy ITOCTOMHOMY
MBIcTI» [8: 286].

Ham mymaeTcs, IMEHHO STH KadecTBa CJIOBa-
Hameka JlopameHma  AenaloT  €ro  CIIOBOM-
cumBoinioMm. CrnoBa-Hameku J3pAMeHa MpuBIeKa-
0T K cebe Halle BHUMaHHWE, MPHOIMKAIOT HAC K
TOMY, 4TO 32 CJIOBOM. TakoBBIM, K TIPUMEDY, SBJIS-
€TCSl CIIOBO-HAMEK «HHJIA» «cron». «CToH»
(«HHIIA») — 3TO TOJOC MPUPOIBI, KOTOPAs OYeIOBE-
4yeHa B BocTpusATHHU J[dpAMeHma: oHA CTOHET, Iiia-
9YeT, TOBOPUT Ha CBOEM, HEIOHSTHOM YEJIOBEKY
S3bIKE. DTO TOJIOC OBITHSI B BOCIPHSTHH TI03Ta: B
HEM 3BYYMT olllylleHue udenoBekom Huuto. «Hu-
Jna» («CTOH») SBISETCS KIIFOYEBBIM  CIIOBOM-
HAMEKOM B psIy CHMBOIOB J[ppameHpa, ompene-
JSIOMAM  PSIT  XapaKTepHBIX 0Opa30B-dIIHUTETOB,
TaKUX KaK «MOH», «CarbllD», «MOHJBI 3apy,
«XacpaT» (B PYCCKOM MEpeBOjie dTOT CHHOHHUMHU-
YECKHH pAd 103Ta MOXKHO TIEPEBECTH CIIOBOM
«TOCKa»).

Omymenue Tocku y JppaMenna cBsizaHo ¢
CYIIHOCTBIO SK3UCTEHIIMAIILHOTO CTpaxa mepe]
TE€M, YTO OH CJBIIINT 3a «3BYKaMm» («OHIIOP»),
«cToHOMY» («HHUZa»). B 3TOl ToCcKe — rojoc mpen-
YyBCTBHUSI HEU3BECTHOTO, YYXKIOTO YEIOBEKY, B KO-
TOPOM W 3aKJIFOYaeTCs TalfHa OBITHS W HEOBITHSA, C
KOTOPBIM CBSI3aH YEJIOBEK HE 3¢MHBIMHU, HE peajb-
HBIMH, 2 KaKHMH-TO JPYTOTO TOPsAKA 3HAHUSMH,
omrymenusiMu. C Jipyroi cTopossl, B Tocke [[ap-
JIIMEHJIa — TIOHUMAaHWEe TOT0, YTO YEJIOBEKY, 36MHO-
My W peajbHOMY, KaK HU CTPaHHO, pOJHEE U OJu-
K€ TO, YTO €CTh BHE3EMHOE, €CTh BEYHas TaiiHa,
KOTOpasi ¥ COJIEPIKUT «ITOTAEHHYIO KPACOTY».

3ameTM, 4TO 0€3 OCMEICIEHHS CMBICIIOBOIO
coJiep)KaHMsl ClIOBa-HaMeka y JlppameHnma cruxo-
TBOPEHUE BOCIIPHHUMAETCS TOJBKO KaK Mei3ax-
HOE.

Curyanus MOJYaHUs — MPUHAJICIKHOCTh BOC-
TOYHOW KYJNBTYpHI, B IIEPBYIO ouepens — cyduszma,
B OCHOBE KOTOPOTO JIGKUT MUCTHIECKOES TTO3HAHKE
Mupa. YenoBeky, OBIaICBIIEMY HOIMHHO MUCTH-
YyeCcKUM 3HaHueM, kak numer A.B.CmupHoB,
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«I3BIK BOOOIE HE HY)XEH, 0ojiee TOTo, MOTped-
HOCTb B HEM CBHJETENBCTBYET 00 yiiepOHOCTH
MUCTHYECKOTO 3HaHus. OHO HE HYXIaeTCs B SI3bI-
Ke, 100 B TPHUHIIUIEC HE MOXET OBITh MeperaHo:
[IOKa MBI OCTaeMcs B paMKax 3TOrO 3HaHUS, HaM
IIPOCTO HEKOMY €ro ImnepenaBaTh, HET HHUKAKOIO
«TBI», €CTh JHIIL BceoOmiee «s1». HempemMeHHBIM
aTpuOyTOM BCeCyOBEKTHOCTH SIBJIIETCS MOJYa-
Hue» [16: 75]. B muctunusme, ormevaetr M.T.Cre-
MaHSHI[, «OOIIENPHHAT NPUHIUI «MOJTYaHUE —
3HAK BBICIIEH MYJPOCTHY»: «3HAIOIIUN HE TOBOPHUT,
roBopsuii He 3HaeT» [17: 39].

B zamagnol kyneType nomnaranuchk Ha CIoBo,
Ha3HAYeHWEM KOTOpPOTO OBII JEBH3 «IJIarojoM
Kedb cepaua Joaei». EcTecTBeHHO, U XpUCTHAH-
CKasl TpaJullvs, U 3amajHas KyJbTypa 3HaKT OJia-
rocts Mosdanus («Silentium!», «TeHu cusbie cme-
CUJUCH...» TroTdyeBa; MouapT mpu3HABaJCs, 4TO
JUISL HETO Ba)KHEE B MY3bIKE «Iay3bl»; beTxoBeH
Ha3bIBAJI MOJTYaHUE MY3BIKOH ).

M.Xaitnerrepy aoctyrieH si3bik 3amnajna u Boc-
Toka. OH, ToXaiyi, IEpBBIM W3 E€BPONEHIIEB Ha
FepPMEHEBTHUECKOM YpOBHE CKazajdl O TOM, 4YTO
cBolicTBeHHO CioBY Bocroka m 3amama. Kak mm-
wer T.ILI'puroppeBa, «OH TPEIBECTHUK HX
Berpeun — nByx cropon Emunoro» [10: 272]. Pa-
ooter H.U.Konpana, B.M.XKupmynckoro, N.I".He-
YIOKOEBOW TOBOPSAT O TOM, YTO B KXKJOM SBJICHUN
KyJbTYpBI, B TOM YHCJE U S3bIKE, €CTh 3amaj u
Boctok, nump MeTadu3udeckoe MEIIUICHHE pas-
BEJI0 TIOJIOBHHBI B Pa3HbIE CTOPOHBI M TMPOTHBO-
[IOCTAaBUJIO OJIHO Apyromy. Boctok u 3aman, mo
Mbiciu ['erensi, «ecTh B KOKI0M BEIIn».

B sk3ucrennmanehoit ¢unocouu Xamgerre-
pa, B KOTOPOH OIIYIICHUE TOTHOTHI OBITHS, BBIC-
1ero Mura comnpudactHoctu Llenomy nocruraercs
YMEHHEM COCPEIOTOYMBATHLCS Ha JPYTroM, 3a0bIBast
0 cebe. B 3ToM ecTh HEYTO, YTO MOXKHO OIpere-
uTh BocTouHbIM [10: 272] Jleno B TOM, 9TO B CBO-
€M MOHMMAaHUU MHpa (QUIOCO( OTEPUPYET TEPMHU-
HOM «O3apeHHe», YTO B CBOIO OYepe/ab, Kak W3-
BECTHO, ABISETCS  TepMHHOM  (uinocodcko-
ACTETHYCCKOW KOHIICTINYU Cy(pu3Ma («xam»).

Xaiigerrep o4eHb paHO 3aayMalicsi 00 OJHOM:
Oyraromapsi 4eMy dYeJIOBEK BOOOIIE BHUIUT BCE TO
MHOTO€, YTO OH BHUJUT. B BUJCHHM, MOHUMaHUU
MHpa 4YeJIOBEKOM, COTJIACHO KOHIEIIUHU (hHUII0CO-
(ha, OOJIBIITYIO POJIb HUTPAET HE TOJBKO YMCTBEHHOE
3peHue, Onarojapsi KOTOPOMY 4YeJOBEK CIEIIUT
CXBaTUTh YBUJCHHBIM 3pEHUEM MpPEAMET, HO HU
CBET, B KOTOPOM HYEJIOBEK YBUAEN 3TOT NpEIMET.
OpHako MOMEHTHI 03apEHHS COCTABIIAIOT HaIlle
ObITHe B OoJiee BaKHOM CMBICIIE, YeM CXBauCHHBIC
WIK HEe CXBaueHHbIE HaMH mpeameThl. O3apeHue
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HaM HETOABIIACTHO. B Hammx cmiax OBITh TONBKO
TOTOBBIMH K HeMY [8].

Cydomuiickas mod33us Jana BEIUKOJEIHbIE 00-
paslbl BbIpaKeHUA 3aTacHHOro B CloBe, OHa Xke
MOoKa3ajia BOBMOXKHOCTh BBIPAXKEHUSI 3aTACHHOTO B
Monuanuu. CocTosiHuEe «Xain», Mo cydusmy, BBO-
JIUT YeJIoBeKa B TO cocTosiHue MosyaHusi, KOTOpoe
Y TIPUBOJIMT €T0 K eIUHEHUI0 ¢ borom, pactBope-
Huto B Hem.

B cBoem nmonumanuu Monmuanust Xaiinerrep B
KAKOM-TO CMBICJIE WJET JaJblle: OH BO3BpaIlacT
yeJaoBeKa K ero OuITHio. «UToObI ueaoBek MOor, OJ-
HaKO, CHOBA OKa3aThCs BOJHM3M OBITHS, OH JOJDKEH
criepBa Hay4YUTHCS CYIIECTBOBATH Ha OE3HIMSTHHOM
mpocropey», — numieT oH [10: 273]. «be3pMsIHHbBIH
npocTop» Xaijerrepa — 3710 mycrora. CMbICT Xaii-
JIETTePOBCKOM ITyCTOTHI, Kak 3aMeTi B.bubuxun B
CBOCH  BCTYNHTENBHON CcTaThe K  paboram
M.Xaitnerrepa, MojaHee NPOYUTHIBAETCS B €TO PyC-
CKOM IIE€pPEBOJIE: MMYCTOTa — 3TO HEUTO OTIYLIECHHOE
Ha MPOCTOP U IMOTOMY CIIOCOOHOE B CeOsI BITyCTHUTH
[8: 13]. 11 BOT 3TOT-TO CMBICI TITy0XKe OCMBICIISICT-
Csl B MOJTYaHUU.

Hymaercs, T.IL.I'puropneBa B cBocii pabote
«Jlao 1 mOoTOC» COBEPINICHHO TIPaBa, YBUICB BCTpPE-
4yy IBYyX KyJabTyp — Boctoka u 3anaga — B duiio-
coekoit mpicn M. Xaiinerrepa. Ero ¢umocodus
HCKIII0YAET METOJl aHAJIM3a U CUHTE3a, IOCKOJIbKY,
o KoHuenuuu Xamaerrepa, «uenb Iyt — nepe-
s)kuBanue Epunoro». Xalgerrep BemeT peub O
«BCIYLIMBAaHUW», O «IPOHULAHUU bBbITHS uepes
Jo6poty u JIt000Bb, Yepe3 TPENeTHOE K HEMY OT-
Homenue» [10: 274] . U sto, mo Muenuto ['pu-
TOpPBEBOM, COMMKAET €ro C BOCTOYHBIM ITyTEM I1O-
3HAHMS, KaK CO-TIEPS)KUBAHUE B HEPA3ICICHHOCTH
cyobekTa-oowsexTa. Ilo Xaiigerrepy, Uctuna or-
KPBIBAaETCS I[EIIOCTHOMY YMY, B KOTOPOM OOJIBIITYIO
POJIb UTpaET BOCHpUsATHE cepAueM. VcTuHa U ecTh
«IOTaeHHAasl KpacoTa», CKPBITBIA CMBICI KOTOPOM
JIOOBIBAET YEJIOBEK CEP/ILIEM CBOUM.

B kauecTBe 3aKIIOYEHUS! OTYEPKHEM, UYTO OC-
MBICTICHHE 00pa3Hoi cuctemsbl [[ppamensa B KOH-
TekcTe punocopuu PK3UCTESHIMATU3MA JIEIACT ero
MO3TOM-MBICIIUTENEM, KOTOpPBIH, UYyBCTBYS 4EJO-
BEUECKYI0O OCCKOHEUHOCTH, BBISIBIICT TITyOHMHHYIO
cyTh dyenoBeka. CocpemoTOUYEHHOE BHHMAaHHE K
YEIIOBeKy, OOHapyKEHUE CUTYyalluil, oIpeense-
MBIX KaK HNOTpaHUYHBIE, OTKPBITUE TPAaru4ecKoro
XapakTepa UCTOPUYECKOTO OBITHS AU TOA3TY I0-
HUMAaHHE YEJIOBEKa SIBIICHUEM TOpa3/io OOJBIIUM U
UHBIM, Y€M BCE, YTO Mbl BOCIIPUHUMAEM B HEM KaK
3aKOHYEHHOE OIpeJeNieHHe, BBIpaXKaroliee ero
cymiecTBo. J3pAMEH] oKa3al, 4To JIMYHOCTh Oec-
KOHeuHa. beckoHeuHOCTh ee CyTH oOHapyKHBaeT-
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Moxkanons XX racelp 6amisl Tatap marsiipe JopaemMonaHeH aupukacs! THkmepend. LarsiiprHen
TUPOH MIAPTIIBI MAIBbHOre usi Oynran obOpasnapbl anapHbl Kenubirbimr hom KenOatbim dancodu-
3CTETHK (MKepe KOHTEKCThIHA TPAJULUUIOp hoM Xa3epre 3aMaH HOKTACBIHHAH OWPIHY MOMKHUHIIETE
6upa. [opeMaH/1 MKAThIH LIyl paBellie OHpoHy aHbI MIarbliph Oyiapak Ky3ajulayHbl KHHOHUT9, hom
yJI POMaHTHU3M SIUCS pealii3M KbICAIApbIHHAH TarblH Ja KMHPSK KYPEHo Oanuiblid. DJeK-3JIeKToH
Kellera He3 TOTKaH SK3UCTEHHManm3M (ancodace neHbs hoM aHmarsl KemleHe MISPEXIIOYTS KYI
MOMKHHICKIOp Ompa. MokamoHeH »duronere ¢oancodo hoMm omoOuar apachlHIATHl  THITHI3
OolToHeIIIOpHEH TarblH Oep payte OyJibln Topa: Oep sIKTaH, KYI KeHd QuKep usiopeHeH (ancodu
93J7I0HY TaMBIpIapbl KyMUuelek oupakTa omoOusaTHHIH (orcodu ohommsareHs Gapeim ToTamia, UKEHYE
SIKTaH, (ancada y3e 10 9M00UATHBIH COHTATH TOKPHUOICEH aHIay o9eH KYII HOpCco OMpo ana.

Toen TomeH4dMIP: Ghoncodo, K3UCTCHIIHATU3M, JHUPUKA, Kelle MpobdiaeMackl, 00pas, CHMBOII,
KOHYBITBILI 1033Usice, Cy(HUIbLIbIK, Cy3, THIHIIBIK.
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